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THE IMAGE OF A RUSSIAN BALLERINA
IN GERMAN PORCELAIN

Summary: The article analyses the characteristics of
the Russian ballerina image on the products of German
small porcelain sculpture. The main stylistic and artistic
sources of images of dancers and ballet dancers are con-
sidered. The cultural context of small sculpture art dedi-
cated to ballet is given. Performances and ballet images
are compared with porcelain items produced on their ba-
sis. The main similarities and differences are considered.
The reasons for these differences are analysed.

The article considers the influence of the Russian Sea-
sons on German porcelain in the context of European cul-
ture as well as a particular manifestation of it. Also, the
works of P.Scheurich, H. Meisel and H. Lederer are tak-
en into account. In the case of Scheurich, the main stag-
es of creativity associated with images inspired by ballet
are highlighted. In the case of Meisel and Lederer, the
key series related to dance are studied.

The artistic features of small porcelain sculpture se-
ries, including Carnival, and the series created by Mei-
sel and Lederer in collaboration with Anna Pavlova are
analysed. While the works of Scheurich bore the imprint
of the rocaille tendencies characteristic of German por-
celain, the work of two other artists, Meisel and Lederer,
embodied the influences of modernity.

Before the beginning of the 19th century, Russian
ballet had been a regional phenomenon, whereas
with the beginning of the 20th century, it gained
an unprecedented scale. At the same time, it be-
came a pan-European cultural phenomenon that
influenced a number of arts not traditionally asso-
ciated with dance. The Russian Seasons were the
reason for this trend.

For decades, ballets under Diaghilev’s direction
thrilled the Parisian public, attracting sophisticated
Parisian audiences. Dancers’ exotic costumes became
a source of artistic images not only for musicians,
artists and sculptors who worked with Diaghilev, in-

The main trends in the design of porcelain figurines
are shown: the addition of decorative elements and col-
ours to the original is one of them, monochromaticism
and an emphasis on movement is the other. The main
stylistic variations within the framework of individual art-
ists’ work are traced.

The primary features of the material of small porce-
lain sculpture and the artistic limitations imposed by them
are analysed. The key methods of artistic adaptation of
costumes and poses to the material, porcelain, and the
tastes of the era are considered.

The influence of the Commedia dell’Arte on the Rus-
sian ballets and on Scheurich’s work, and works created
by Anna Pavlova on Meisel and Lederer’'s work is demon-
strated. The main visual features of the masters’ most fa-
mous products are considered.

The interpretation of the key motifs found on the
products of German small porcelain sculpture of the first
half of the 20th century is presented. Thus, a multilater-
al assessment is given to the work of Scheurich, Meis-
el and Lederer.

Keywords: ballet in porcelain, Diaghilev’s Russian Sea-
sons, Meissen porcelain, Paul Scheurich, Hugo Meisel, Anna
Pavlova, porcelain figurines.

cluding Ravel, Debussy, Strauss, Picasso and Braque’,
but also for fashion designers inspired by the Rus-
sian Seasons, in particular Paul Poiret, and for pho-
tographers.

By that time, the photograph, already wide-
spread and accessible to the mass audience, was
replicated through newspapers; photographs and

1. A set of five Meissen figures from the Ballets Russes in
the ballet ‘Le Carnaval’, circa 1914-1923. URL: https://
www.bonhams.com/auction/27377/lot/9/suite-de-cing-
personnages-en-porcelaine-issus-du-ballet-le-carnaval-
des-ballets-russes-circa-1914-1923-a-set-of-five-meissen-
figures-from-the-ballets-russes-in-the-ballet-le-carnaval-
circa-1914-1923/
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Ill. 1. Tamara Karsavina as Columbine in Carnival from the Russian Ballets series.
Manufactory Aelteste Volkstedter Porzellanfabrik AG, Germany, Thuringia. 1912-1945

postcards were also separately sold. These print-
ed products spread throughout Europe, becoming
a source of artistic images in the work of painters,
sculptors, porcelain craftsmen, and in other types
of arts and crafts.

German porcelain artists were no exception.
Among artists, Paul Scheurich and Hugo Meisel
paid special attention to Russian ballet. Their works
are still in demand among collectors, being sold
at auctions.
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Scheurich’s works are presented in the collec-
tions of Harvard University, the British Museum, de-
spite the ambiguous nature of the artist’s activities.
Early in his career, in 1907, he illustrated the pam-
phlet The Theatre of Moses, which was anti-Semitic
in nature. Theatre and Nazism became two cross-
cutting themes in the artist's career.

He repeatedly created elements of theatrical de-
cor and scenery, including for the productions of
Max Reinhardt, who headed the Berlin Theatre from

1905 to 1933, the frescoes of the Augsburg Thea-
tre, as well as the frescoes depicting artists for the
Winter Garden Cafe (Wintergarten). Favoured by
the authorities of the Reich, in 1935, he created a
tapestry for the building of the Ministry of Propa-
ganda and a curtain for the Berlin Opera?, and in
1938, his works were presented at the World Exhi-
bition in Paris. Also, Scheurich actively participated
in the creation of porcelain.

Since 1912, he had worked at the Schwarzburg
Workshops at the invitation of Adolf Pfeiffer. The
artist's early works were created based on Carnival,
a production that was performed by the Diaghilev
troupe in Berlin from 1910 to 1912. The production
in Berlin on May 24, 1910, did not receive an enthu-
siastic reaction from the public. Only in 1912, did
the Berlin public appreciate Carnival.

Numerous articles and essays about Russian bal-
let appeared in periodicals. Such fame could not but
attract the attention of Scheurich to the sensation-
al production 3. The Berliner Tageblatt published an
interview with Diaghilev on the front page. Deeply
interested in theatre and ballet, Scheurich most like-
ly attended the production. As a result, from 1918
to 1936, Scheurich worked at the Meissen Porce-
lain Manufactory.

The Commedia dell’Arte was the artistic source
of the images of the series. The Italian street thea-
tre is a pervasive motif in the German small sculp-
ture of the Meissen Manufactory, starting with the
work of Johann Joachim Kéndler, who created a
series of sculptures on the theme of the Comme-
dia dell’Arte. Paul Scheurich, who created a se-
ries on the same topic, began to be called “the
second Kandler” 4. Such characters as Harlequin,
Columbine, Pierrot appeared in his works. These
characters are taken from Mikhail Fokin's produc-
tion of Carnival to the music of Schumann based
on the Italian street theatre.

The main outline of the story is the story of two
couples in love who were prevented by their el-
ders from getting married. With the help of serv-
ants, the young were able to realise their intention.
However, the plot outline in Carnival is conditional

2. ErnstKlee: Das Kulturlexikon zum Dritten Reich. Wer war was
vor und nach 1945. S. Frankfurt am Main 2007. P. 521.

3. Paul Scheurich 1883-1945: Porzellan fiir die Meissener Man-
ufaktur. 1995. P. 22.

4.  Diaghilev Russian Ballet by Paul Scheurich // Falcon Com-
pany. URL: https://art-salon.eu/ru/opisaniya-konkretnyh-
kollekciy-i-figurok-meissen/diaghilevs-russian-ballet-paul-
scheurich

and takes the form of a series of interludes. Pan-
tomime, movements, music, costumes, make-up
come to the fore.

Certain restrictions on the pictorial manner were
imposed by the specificity of the material. Due to
the fragility of unfired porcelain and the decrease
in its volume during firing, a number of ballet steps
cannot be conveyed in porcelain small sculpture.
However, Scheurich managed to find a compro-
mise between the possibilities of porcelain and
authenticity — basically the ballerinas are depict-
ed in simple, relatively static positions, and not in
motion. For example, a typical position is to put
the pointe shoe forward, which brings the statu-
ettes closer to the traditions of academic ballet,
from which the Russian Seasons were relatively
stylistically far.

Costumes and hairstyles of ballerinas were sub-
jected to a similar academicisation — they are
characterised by a mixture of modern and tradi-
tional academic features of ballet. For example,
originally loose with curls, the hair of Vera Fokina,
who performed Colombina, was “collected into a
bun” by the creators of the “porcelain figurine”.
The use of this technique is due to the stylistic
adaptation of costumes in order to demonstrate
the beauty and airiness of lace porcelain. In some
cases, ballerinas’ skirts were originally made of
dense fabric. Crinoline or loose silhouette forms
were used much more widely. However, lace skirts
in the style of a tutu skirt are found everywhere
in small porcelain sculpture. The costume of Eka-
terina Geltser in the corresponding statuette can
serve as an example.

The main changes occurred in the image of
Colombina, whose role was played by Vera Foki-
na. The ballerina was dressed in a long skirt with
lace, whereas the china maker preferred to depict
her in a gathered tutu skirt. The artist interpreted
the ballerina’s hairstyle —elongated boucles to the
shoulders — as a neat bun with a flower, similar to
the hairstyle of classical ballerinas. Thus, the radical
changes made during the creation of the figurine
neutralise the innovative elements of the Russian
Seasons in the costumes.

For the same reason of material limitations, bal-
lerinas’ faces are depersonalised; therefore, in some
cases, it is possible to determine which performer
the figurine depicts mainly with the help of indirect
signs, such as costumes, release date, approximate
time of sketching, etc.
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This is also due to the meager design of the per-
formance — unlike a number of other Russian Sea-
sons, the scenery of Carnival was extremely modest.
Nevertheless, in many cases the ballet steps and
pirouettes are conveyed with a sufficient degree
of reliability.

One of the creators of the play, Fokin, em-
phasised the paramount role that was assigned
to movement, gestures and costumes in Carni-
val: "How to convey a series of fascinating scenes
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Ill. 2. Ekaterina Geltser in an image based on the ballet Bacchanalia.
Manufactory Aelteste Volkstedter Porzellanfabrik AG, Germany, Thuringia. 1912-1945

in which charm depends on small, elusive, quick
gestures, sly smiles, flirtatious running and stylish
affectation, conveying an era when a woman was
completely different in appearance, in manner and
in her expression. Chastely dressed in large crino-
line skirts with lace of white drawers slightly visible
from under them, all of her seemed to be saying:
‘Don't touch me!"." It is characteristic that Scheurich
showed the crinolines, which were included in the
costumes by Lev Bakst and became the source

of wartime ® fashion trends. In Scheurich’s small
sculpture, little attention is paid to the portrait re-
semblance to the dancers. Nevertheless, owing to
the costumes and plasticity, specific roles and per-
formers are easily recognisable. Tamara Karsavina is
guessed in Colombina’s features, Vera Fokina—in
Chiarina’s, Leonid Leontiev — in Harlequin's, Lud-
milla Schollar —in Estrella’s, Bronislava Nijinska —
in Butterfly's. Their clothes are an interpretation of
the costumes created by Lev Bakst.

When compared with sketches of costumes, the
stylistic adaptation to the needs of porcelain small
sculpture is obvious. In particular, the silhouettes are
lightened, and the skirts of the dancers are shortened,
which makes it possible to better convey the dynamics
of the dance. The texture of the costumes of the por-
celain figurines is richer and more uniform than that
of the originals. The colours, compared to the more
monochromatic colours of the actual costumes, are
more subdued and, in some cases, more variegated.

One can feel the impact of Rococo, which in-
fluenced the style of small sculpture of the Meis-
sen Manufactory, and Jugendstil, a characteristic
feature of Scheurich’s style, and the tastes of po-
tential buyers . This desire for decorativeness was
also reflected in the work of other artists. The fig-
urine with the image of Columbina, released by
Aelteste Volkstedter, underwent similar changes
compared to the original. Colombina’s costume
was enriched with details in porcelain execution,
whereas in the original, it was white and simple.
Gilding has also been added.

Scheurich offered the models to the porcelain
factory for reproduction in 1912. The figurines were
a great commercial success — about 2,400 figurines
were sold from their first release in 1914 to 1931.
Moreover, record demand came in the recession
years of 1922 (537 figurines) and 1923 (312 figu-
rines), which certainly contributed to the survival
of the New Meissen Manufactory during the years
of crisis. Due to the commercial success of the se-
ries, the factory entered into a permanent contract
with Scheurich in 1918. It is noteworthy that the
series was sold until 1952 and remained popular
with buyers’.

5. Diaghilev Russian Ballet by Paul Scheurich // Falcon Com-
pany, URL: https://art-salon.eu/ru/opisaniya-konkretnyh-
kollekciy-i-figurok-meissen/diaghilevs-russian-ballet-paul-
scheurich

6. My article

7.  Rafael )., Tanzer K., Walter H. Paul Scheurich 1883-1945: Por-
zellan fur die Meissener Manufaktur. 1995. P. 23.

During 1912-1913, Scheurich created a series of
five small sculptural figures depicting the characters
of Carnival. The series was called “Russian Ballet”.
In 1917, the series was supplemented by another
figure. Ballet sketches served Scheurich as a basis.
The complete series includes Harlequin and Colum-
bina, Pagliac, Chiarina, Eusebius, Estrella .

The theme of Russian ballet is not limited to
Scheurich'’s figurines depicting Russian Seasons. Oth-
er groups were represented in his work, including
the troupe of Anna Pavlova. The image of Evgenia
Eduarova as the Butterfly (though other art histo-
rians interpret it as Maria Plitz as Chiarina from Di-
aghilev's production) also testifies to the ballet's
influence on Scheurich’s repertoire °.

The images from the ballet Petrushka were also
reflected in Scheurich’s works. Staged by Sergei
Diaghilev and choreographer Mikhail Fokin to
music by Igor Stravinsky in collaboration with
Alexandre Benois, the ballet was first performed on
stage in Paris in 1911. The Berlin premiere was in
December of 1912. The production received favour-
able reviews from critics and the press.

For an unknown reason, Scheurich, who at least
knew about the production and might have even
been present at it, did not include the images
from Petrushka in the designs for the New Meis-
sen manufactory. He created the first figurines
based on this ballet only 18 years later. The fig-
urine in Russian folk style depicts Vaslav Nijinsky
as Petrushka and Tamara Karsavina.

The latter is stylised as a doll, with brightly
painted cheeks and a kokoshnik. Even the plas-
ticity of movement departs from the desire for
realism, traditional for figurines depicting dance:
Karsavina's manner of movement is deliberately
puppet-like, inflexible. This technique was cho-
sen intentionally in order to reflect the peculi-
arity of the choreography in Fokin’s production.
This sculptural group was prepared for produc-
tion in 1930. However, only a few copies '° were
sold in the period up to 1943.

The image of the star of the Russian Seasons,
Tamara Karsavina, also became a favourite object
of depiction in porcelain by the Thuringian manu-
factories. Thus, the painting by artist Wilfrid Gabriel
de Glehn formed the basis of a porcelain figurine pro-

8.  Diaghilev Russian Ballet by Paul Scheurich. URL: https://
art-salon.eu/ru/opisaniya-konkretnyh-kollekciy-i-figurok-
meissen/diaghilevs-russian-ballet-paul-scheurich

9. Rafaell.P.27.

10. Rafaell).P.92.
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Ill. 3. Composition Russian ballet. PScheurich. Meissen manufactory, 1924-1951

duced by the Aelteste Volkstedter factory. It is char-
acteristic that Colombina’s costume, originally white
and distinguished by its simplicity, was decorated in
the process of making figurines with many details
and painted in golden colour, and also complement-
ed by the image of lace. Such additions allowed
the manufactory to demonstrate its strengths —
its craftsmen possessed technologies for transfer-
ring the smallest details of a suit with a technical
precision and subtlety that remained inaccessible
to most similar industries. The colour of the balle-
rina’s hair was changed from the original photo.

Other porcelain artists also embodied the im-
ages of Russian ballerinas in porcelain sculptures.
The image of Ekaterina Geltser in the ballet Bac-
chanale is among them (Richard Eckert & Co man-
ufactory, Thuringia, Germany). Reproduced from
a photograph taken in 1911, the figurine bears a
rare resemblance to the original. The features of
the material, however, make it possible to convey
the pose only partially — in terms of the position
of the arms and torso.

Unlike other areas of porcelain sculptural arts,
which academicised the figures of dancers, figurines
based on the models of Anna Pavlova, produced by
the Schwarzburg manufactory in Thuringia, were dis-
tinguished by a more modern style. In collabora-
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tion with sculptor H. Meisel and, subsequently, with
H. Lederer, Anna Pavlova became not only a mod-
el and student of the sculptor but also the creator
of prototypes, according to which small sculptural
items were subsequently produced.

Based on her own images, in 1927, the ballerina
created plaster models, according to which Meisel
made molds for the Volkstedt manufactory. Unlike
the colourful products of other manufacturers, Anna
Pavlova's creations were not painted. This gave the
images a classic touch. Unlike other porcelain artists
who did not have their own ballet experience, Anna
Pavlova concentrated not on the external, decora-
tive aspects of the figurines, but on conveying the
dynamics of movement .

Russian Seasons became an epoch-making phe-
nomenon for European art, including for small por-
celain sculpture. At the same time, two main trends
emerged. One of them suggested enriching the orig-
inal with decorative details, colourful flowers and
gilding, as in the works of Scheurich and some prod-
ucts of the Alteshe Volkschtedte. The other one im-
plied monochrome, restrained lines, and attention
was primarily paid to content, not to form (Meis-
el, Lederer).

11. Dandre V.Anna Pavlova. Life and Legend. Moscow, 2003.

Ill. 4. Anna Pavlova in the choreographic etude The Dying Swan by M. Fokin. Rosenthal manufactory, 1920-1940
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OBPA3 PYCCKOW BAJIEPUHbI
B HEMELLKOW ®AP®OPOBOW MAACTUKE

AHHOmMayuA: B ctaTbe NpoaHann3npoBaHbl 0CObeH-
HocTM obpasa pycckoi baneprHbl B U3AeNNAX HEMELKOW
Masioin dapdopoBoit nnacTnkn. PaccmaTpmBatoTcs OCHOB-
Hble CTUANCTUYECKME U XY0XKECTBEHHbIE MCTOUYHMKMN 06-
pa3oB TaHLOBLUMKOB, apTUCTOB baneta. [laH KyAbTypHbIiA
KOHTEKCT MU3ennsa Maaoi NaacTmku, NoceaLLEHHOro ba-
NeTHOM TemaTumke. [MoctaHOBKK, BaneTHble 06pa3bl cono-
ctaBneHbl ¢ GapHopOBLIMU U3AENNAMY, BbIMYLLEHHBIMW
Ha nx ocHoBe. PacCMOTpeHbl OCHOBHbIE CXOACTBA U pas-
Anums. NpoaHanmM3npoBaHbl MPUUMHbI JaHHbIX Pa3ANUMA.

B ctaTbe paccMOTpeHO BAUAHME PYCCKMX CE30HOB Ha
HeMeLKkni papdop B KOHTEKCTE €BPOMENCKON KyNbTy-
pbl U Kak YacTHoe eé npossaeHne. Takke pacCMOTPEHbI
npowu3ssegeHus . Lonpuxa, X. Manzens n X. Nlegepepa.
B cnyuae Lonpwxa BblgeseHbl OCHOBHbIE 3Tarnbl TBOpYe-
CTBa, CBA3aHHble c obpa3amu, B3aTbIMK 13 HaneTa. B cay-
yae X. Manzens n X. flegepepa pacCMOTPEHbI K/HOUeBble
cepun, CBA3aHHble C TaHLEM.

Pa3zobpaHbl Xya0>XeCTBEHHbIe 0COBEHHOCTU cepui
Manow papdopoBoi nnacTmky, B Tom uncie «KapHasa-
na», 1 cepuii, co3gaHHbix X. Manzenem n X. Jlegepepom
B CoaBTOPCTBE C AHHOW MNaBnoBoW. B To Bpems kak npo-
n3BegeHus LWonprxa Hecm oTnevaTok poKaabHbIX TEH-
AEHUNIA, CBOWCTBEHHBIX HeMeLkoMy papdopy, paboTbl
ABYX APYrnX XyJoXKHUKOB — X. Manzens n X. Jleaepepa —
BOMJIOLLLANN BAUAHWUA MOZEepHa.

Ecaun po Hauana XIX B. pycckuin 6anet 6bi1 sBae-
HWEM PEerMoHaNbHbIM, TO C Hayaaom XX B. OH 0bpén
HebbIBabIM MacwTab. Mpu 3TOM OH cTan obuyees-
POMNEencKMM KybTypPHbIM GEHOMEHOM, OKa3aBLUNM
BANSAHME Ha PAZ NCKYCCTB, TPAAULMOHHO He CBS-
3aHHbIX € TaHUeM. [TpUUMHON 3TON TEHAEHL MM CTa-
nm Pycckme Ce30HbI.

B TeueHune gecatunetnin baneTbl NO4 PyKOBOA-
ctBOM [lsarnnesa 6ya0paxknam NCKYLWEHHYO Napux-
CKyto Ny6aunky. IK30TUYeckme KOCTFOMbI TaHLLOPOB
CTaNv UCTOYHMKOM XYZOXKEeCTBEHHbIX 06pa3oB He
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Moka3aHbl OCHOBHble TeHAEHLUMN B 0obOpMAEHNMU
bapdopoBbIX CTaTy3TOK: OfHa U3 HUX — AobaBneHue je-
KOpaTMBHbIX 31IEMEHTOB W LiBETOB K OPUrMHay, Apyras —
MOHOXPOMHOCTb M aKLEHT Ha ABWUXKeHwue. MNpocnexeHsl
OCHOBHbIe CTUNCTUYECKME BapmaLMm B pamkax TBopuye-
CTBa OTAENbHbIX XYAOXHMNKOB.

MpoaHann3npoBaHbl OCHOBHble OCOBEHHOCTH
MaTepuana mano papdopoBON NAACTUKM LN XYAO-
XKeCTBEHHble OrpaHNYeHuns, HakaablBaeMble UMW,
PaccmMoTpeHbl OCHOBHbIE MPUEMBI XY0XECTBEHHOM
ajanTtauum KOCTIOMOB M NO3 K MaTepuany — dapdo-
py — 1 BKyCaM 3MOXMW.

MpopemoHcTpupoBaHo BanaHe Komeguma [enb Apte
Ha Pycckune 6anetbl n TBOpyecTBoO LloWpuxa n 3aro-
TOBOK, CO3jaHHbIX AHHOW [1aBnOBON, Ha TBOPYECTBO
X.Marizens u X. Jlegepepa. PaccMoTpeHbl OCHOBHbIe
BU3yaNbHble 0COBEHHOCTN Hanbonee N3BECTHbIX 13-
AEeNN MacTepoB.

[JaHa nHTepnpeTaumus OCHOBHbIX MOTUBOB, BCTPEYato-
LLMXCA B U3aenaxX HeMeLKon manon dpapdoposoli naa-
CTUKM NepBOM NonoBUHbI XX B. Takum obpa3om, JaHa
MHOTOCTOPOHHSAA oLieHka TBopyecTsy [1. Lonpwxa, X. Mai-
3enq n X. flegepepa.

Kntoueseie cnosa: 6anem e gpapgope, Pycckue ce30Hs!
Aazunesa, papgop Matlicen, lNMayne Lolipux, Xyzo Madi-
3enb, AHHa [Nasnosa, papgdoposeie cmamysmku.

TONbKO ANs paboTaBlmx ¢ JArnnesbiM My3blKaH-
TOB, XyZJOXXHWKOB ¥ CKY/IbMNTOPOB, B TOM Yncie PaBe-
ns, ebrocem, LWtpayca, Mukacco u bpaka', a Takxe
BAOXHOBAABLUMXCS PyCCKMMM C@30HaMW MOJeNbepoB,
B YactHocTu MNons MNyape, HO n ana doTorpados.

1. A set of five Meissen figures from the Ballets Russes in
the ballet 'Le Carnaval', circa 1914-1923. URL: https://
www.bonhams.com/auction/27377/lot/9/suite-de-cing-
personnages-en-porcelaine-issus-du-ballet-le-carnaval-
des-ballets-russes-circa-1914-1923-a-set-of-five-meissen-
figures-from-the-ballets-russes-in-the-ballet-le-carnaval-
circa-1914-1923/

K TOMy MOMEHTY y>Ke LUIMPOKO pacnpoCTpaHEH-
Hasa 1 JOCTynHaa MaccoBomy 3putento dotorpadusa
TUpaXKMpoBanacb Kak yepes rasetbl, Tak U Npoja-
BaBLUMECA OTAENbHO CHUMKM W OTKPbITKW. ITK ne-
yaTHble n3gennsa pacxoauance no EBpone, ctaHoBACH
NCTOYHNKOM XYZOXEeCTBEHHbIX 0O6pa3oB B TBOpYeE-
CTBE XVBOMWCLEB, CKY/IbMTOPOB, MacTepoB Mo ¢ap-
dopy 1 NnpoumM BMAAM LeKOpPaTUBHO-NPUKNAZHOTO
MCKyCCTBa.

He cTann ncknroueHnem 1 HeMeLKune XyAoXKH!-
kn no dpapdopy. Cpean xyAoxHUKOB ocoboe BHU-
MaHue pycckomy banety yaenanu MNaynb LWonpux
1 Xyro Manzenb. Vix npounssegeHns 4o cux nop nosb-
3yHOTCA CNPOCOM Y KOANEKLMOHEPOB, NPOAABasACh
C ayKLIMOHOB.

PaboTbl LLoliprxa npeactaBaeHbl B KOAAEKL MM
lapBapgckoro yHuBepcuTeTa, bputaHckoro myses,
HeCMOTPS Ha HEOAHO3HAYHbIV XapaKTep AeaTeb-
HOCTW XyAO>XHUKa. B Hauane kapbepebl, B 1907 roay,
OH NpowantocTpupoBan bpolutopy «Teatp Mouces»,
aHTUCEMUTCKYHO MO CBOEMY XapakTepy. TeaTp v Ha-
LM3M CTanu ABYMsA CKBO3HBIMW TEMaMu B Kapbepe
XYAOXHWMKA.

OH HeoAHOKpAaTHO CO3jaBas 3/1eMeHTbI Tea-
Tpa/ibHbIX JeKopa 1 AeKopauunn, B TOM Yncie ans
noctaHoBok Makca PaltHxapgaTa, BO3r/1aBAsBLUErO
BepanHckni Teatp ¢ 1905 no 1933 roga, dppeckun
Ayrcbyprckoro Teatpa, a Takxxe ppecku ¢ n3obpa-
XeHUeM gesTenen UcKycctTea ans kade «3MMHUN
cag» (Wintergarten). ObnackaHHbIN BAACTAMU pelixa,
B 1935 rogy oH co3zan robeneH ana 3gaHma Mu-
HUCTepCTBa NponaraHabl U 3aHaBec Ana bepavH-
ckor onepbl?, a B 1938 roay ero pabotbl 6bi1n
npeAactaBaeHbl Ha BcemunpHol BbicTaBke B Mapu-
xe. Takxe LLlolpux akTMBHO yuyacTBOBaJ B CO3/a-
HuK dapdopa.

HaunHas ¢ 1912 roga oH pabotan B Mactepckmx
LBapubypra no npurnawenuto Agonbda MNoard-
depa, a no3xe BMecTe € HAM nepeLwén Ha habpuky
MaiiceH. PaHHWe paboTbl XyA0XKHMKa BbLAN CO34aHbI
no Mmotneam «KapHaBana» — NOCTaHOBKM, KOTOpas
ncnonHanace Tpynnon arnnesa B bepanHe B ne-
pvog c 1910 no 1912 rog. MNoctaHoBka B bepanHe
24 mas 1910 roga He BCTpeTUaa BOCTOPXKEHHOM pe-
akumm nybamkn. Tonbko B 1912 rogy 6epanHckas
nybanka oueHuna «KapHasan».

B nepuognke nosBUANCL MHOXECTBO cTaTein
1 3cce o0 pycckom banete. MNogobHas N3BECTHOCTb

2. ErnstKlee: Das Kulturlexikon zum Dritten Reich. Wer war was
vor und nach 1945. S. Frankfurt am Main 2007. P. 521.

He Morna He nNpusieyb BHUMaHue LLlonpuxa Kk Ha-
WwymeBLer noctaHoBke?®. [a3eTa Berliner Tagesblatt
pa3MecTuaa MHTEPBbIO C JArnaeBbiM Ha NepBOW
cTpaHuue. Fnyboko MHTepecoBaBLLMIACA TeaTPOM
n 6anetom LLoMpux ¢ 6onblIOW fonel BepPOSTHO-
CTV NOCeTUA NOoCTaHOBKY. B pe3yabTate ¢ 1912 mo
1936 rog. Lonpux cozgasan mogenu ans MaviceH-
ckon papdopoBoli MaHydaKTypbl.

XypoxecTBEHHbIM MCTOKOM 06pa3oB cepum
ctana Komegusa genb'Apte. ITanbAHCKUIA YANYUHBI
TeaTp ABAAETCA CKBO3HbIM MOTMBOM B HEMELIKOMN
Mason nnactuke MarceHckoW MaHydakTypbl Ha-
umHas ¢ TBopyecTsa VoxaHa Moaxmma KeHnanepa,
CO3JaBLUEro Ceputo ckyabnTyp Ha Temy Komeann
aenb'Apte. Mayns Lonpwuxa, BbINYCTUBLLErO CEPULO
Ha Ty >Xe Temy, CTa/u Ha3blBaTb «BTOpbIM KeHane-
pom» 4. B ero paboTax NOsBAAOTCA TakKne NEPCOHaXH,
kak ApnekunH, KonombuHa, Mbepo. 3Tn nepcoHaxu
B3ATbl M3 NoctaHoBkM Muxauna ®oknHa «KapHa-
Ba/» Ha My3biky LLlymaHa no MOTMBaM UTanbAHCKO-
ro yM4yHoro TeaTpa.

OcHoBHas KaHBa MOBECTBOBAHWA — UCTOPUA ABYX
BAOGNEHHBIX Map, KOTOPbIM CTapLUMe MeLlanu noxe-
HWUTbCA. [TPU MOMOLLM CAYT MONOZbIE CMOTAWN peanu-
30BaTb CBO& HamepeHune. OfHaKo CloXeTHasa KaHBa
B «KapHaBane» ycioBHa 1 nmeet dopmy vepesbl
NHTepMeAnii. Ha nepBbIii NaaH BbIXOAAT NaHTOMM-
Ma, ABUXKEHUS, My3blKa, KOCTHOMbI, TPUM.

OnpegenéHHble orpaHnyeHna Ha nsobpasu-
TeNbHYIO MaHepy HakiajbiBana cneundvka ma-
Tepnana. C cuny xpynkoctm HeobOX KEHHOTO
dbapdopa n ymeHblIeHNA ero o6bEMa BO BpemsA
obxwura, pag 6aneTHbIXx Na HEBO3IMOXHO nepe-
fAaTb B papdopoBoit manon naactuke. OgHako
Wonpuxy yaaétca HaTM KOMMNPOMMUCC MEXAY
BO3MOXHOCTAMU dapdopa n JOCTOBEPHOCTbIO —
B OCHOBHOM b6anepuHbl n3obpa>keHbl B HECNOX-
HbIX, OTHOCUTENbHO CTaTUYHbIX MO3MLMAX, @ He
B ABWXeHMW. Hanpumep, TMNMYHas nosmuma —
BbICTaB/lieHNe BNepEs nyaHTa, 4To cbamxaeTt cTa-
TY3TKW C TPaAULMAMM akagemmnyeckoro baneTa,
OT KOTOpOro Pycckune ce30Hbl HblanM OTHOCKUTENb-
HO CTUINCTUYECKN AaNekun.

AHanormyHom akagemusaumm nojBepraroTcs
1 KOCTIOMBI, U MPUYECKM BanepuH — Ana HUX Xapak-
TepHa CMeCb COBPEMEHHbIX U TPaAULMOHHBIX aka-

3. Paul Scheurich 1883-1945: Porzellan fiir die Meissener
Manufaktur. 1995. P. 22.

4.  [AarvneBckui pycckuii 6anet Mayns LWownpwuxa // Falcon
Company. URL: https://art-salon.eu/ru/opisaniya-
konkretnyh-kollekciy-i-figurok-meissen/diaghilevs-russian-
ballet-paul-scheurich
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AeMuyeckux yept baneta. Hanpumep, n3HavanbHO
pacnyLeHHble ByknsaMn Bosockl Bepbl PoknHoM,
ncnonHsswert Konombuny, cosgatenn «papdopo-
BOW CTaTy3TKM» «cobpanu B my4yok». icnonb3osaHue
AAHHON TEXHNKN 0ByCcnaBAMBaET CTUANCTUYECKYHO
ajanTaumio KOCTIOMOB C LLe/IbO AeMOHCTpaLmnm
KpacoTbl 1 BO34YLWHOCTW Kpy>KeBHOro dapdopa.
B paage cnyuaes tobku 6anepuH B opurmHane bbiin
BbINOJHEHbI U3 NJIOTHOWN TKaHW. HamHoro 6onee
LWMPOKO MCMONb30BaNNCb GOPMbl C KPUHOAMHOM
nnn cBoboaHbIN cuayat. OgHako B Mason papdo-
POBOW MJacTUKe KPy>XeBHble 10bKM B CTUAE Nay-
KW-TyTy BCTpeYaroTCca noBcemecTHo. MNprmepom
ABaseTca kocTioM EkatepuHbl Menbuep B cooTBeT-
CTBYIOLLEN CTaTy3TKe.

OCHOBHble N3MeHeHWs NPUWANCE Ha obpa3 Ko-
JIOMBWUHBI, PO/b KOTOPOI ncnoaHsana Bepa ®okmHa.
BanepuHa bbina oseTa B A/IMHHYHO OBKY C KpyXe-
BaMu, B TO BpeMs Kak npoussoantens dapdopa
npeAnoyYén n3obpasmtb eé B NpUcbopeHHoOr nav-
ke. Mpuuécky banepuHbl — yAAMHEHHbIE ByKAn A0
naey — XyA0XHUK MHTeprnpeTUpPOBa Kak akkypaT-
HbIV MYYOK C LLBETKOM, CXOXMI C NpUYEcKon banepuH
Kfaccmyeckoro baneta. Takum obpas3om, pagmkasb-
Hble U3MEHeHUs, BHECEHHbIE MPU CO34aHUN CTaTy3-
TKW, HUBENINPYHOT HOBATOPCKME INeMEHTbI «Pycckunx
Ce30HOB» B KOCTHOMAX.

Mo ToM Xe NpuUYnHe orpaHUYeHUn MaTepuana
nvua banepuH AenepcoHann3npoBaHbl, MO3TOMY
B pAje cnyyaeB OnpeAennTb, Kakoro MMeHHO uc-
noAHWTENa n3obpaxkaeT cTaTyaTka, BO3MOXHO npe-
MMYLLLECTBEHHO C MOMOLLIbIO KOCBEHHbIX MPU3HAKOB,
TaKMx Kak KOCTIOMbI, AaTa BbiMycka, MpUMepHoe Bpe-
MA CO3AaHuA 3CKU30B U Mp.

ITOMY CAYXUT cKyaHoe obopmaeHne cnekTa-
KISl — B OT/IMUMeE OT psaga ApYrux «Pycckmx ce30HOB»,
aekopaumnn «KapHaeana» npesenbHO CKPOMHBbI. Tem
He MeHee BO MHOTMX cay4vasx baneTHble na v nu-
pYy3Tbl NepesaHbl C JOCTaTOUHOWN CTENEHbO JOCTO-
BEPHOCTMW.

Muxann OOKMH Kak OAWH U3 co3aaTesen crek-
TaknA NoAYEPKMBAN NEPBOCTEMEHHYIO POJb, KOTO-
pas OTBOAMAACH ABUXKEHMIO, XXeCcTaM U KOCTIOMaM
B «KapHaBane»: «Kak nepeaatb ceputo oyapoBa-
Te/IbHbIX CLLEHOK, B KOTOPbIX NpenecTb 3aBUCUT OT
MasieHbKUX, HEYIOBUMbIX, ObICTPbIX XXEeCTOB, JyKa-
BbIX Y/IbI6OK, KOKETMBbIX Nepeberos 1 CTUABHOrO
XEMaHCTBa, NepesaroLLero anoxy, Koraa >XeHLwmHa
6blN1a COBEPLUEHHO MHOW MO BHELWHOCTM, NO Ma-
Hepe 1 No BblpaxeHuto ceoeMy. Bca oHa, Lenomy-
APEHHO ofeTas B bosiblune HOOKN KPUHOAMHA CO
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cnerka BUAHELWMMNCA U3-NOJ HUX KPY>XXeBLaMM
6enbix NaHTaNOHYMKOB, BCA OHa Kak byATo roso-
puna: ,He TpoHb MeHs!»». XapakTepHo, uto LWo-
pux nepesan KPUHONMHbI, BKIHOUYEHHbIE B COCTaB
KOCTOMOB J1bBOM bakCTOM u CTaBLUME NCTOYHUKOM
MOZHOrO BesHWSA BOEHHOIO BpeMeHu®. B manon nna-
ctvke Lonpuxa mano BHUMaHUA yaenseTtcs nepe-
faye NopTpeTHOro CXOACTBa C TaHLOBLUMKaMWU. TeM
He MeHee baarogaps KOCTHOMaM W NiacTuke KOH-
KPeTHble POV N UCMOJHUTEAN NEFKO Y3HaBaeMbl.
B ueptax KonombuHbl yragsisaetca Tamapa Kapca-
BUHa, KesipuHbl — Bepa ®okunHa, ApneknHa — Jle-
oHug JleoHTbes, IcTpennsl — Jliogmuna LWWonnap,
baboukn — bpoHuncnasa HuxxmHckas. Vx ogexaa
ABAAETCA MHTepnpeTaumnen KOCTHOMOB, CO34aHHbIX
JleBOM BakcTom.

MNpw cpaBHEHUM C 3CKM3aMMN KOCTFOMOB O4YeBMNAHa
CTUAMCTUYECKas afanTaums nog Hyxasl dapdopoBol
Masol nnacTmku. B yactHocTH, cunyatel obnerye-
Hbl, @ FOOKMN TaHLOBLLML, YKOPOUEHbI, YTO MO3BO-
NfeT nydwe nepeaaTtb AMHaAMUKY TaHua. TekcTypa
kocTroMoB $apdopoBbIX CTaTy3TOK Horave 1 0AHO-
pogHee, YeM y opurnHanos. LiBeTa, no cpaBHeHMIO
¢ 60/1e€ MOHOXPOMHOW pacuBETKOM peasibHbIX KO-
CTIOMOB, bosiee NpUrAyLWEHHbIE U B psje clyyaeB
6onee néctpole.

OulyLiaeTcs BAMAHNE POKOKO, OKa3blBaBLLIEro
BO34ENCTBME Ha CTWUb MaJol naacTmkn MainceH-
CKOW MaHybaKkTypa, 1 HoreHALWTUAS — XapakTepHas
yepTa ctuas LWonpurxa n BKYyCOB MOTEHLMaNbHbIX
nokynaTenemns.

LWompux npeanoxun mogenn ¢apdoposoin pa-
6pvike ans Bocnpomssogctea B 1912 rogy. Cratyatku
nMenn 60bLON KOMMEPYECKUI ycnex — B Nepu-
o4, OT nepBoro ux Bbinycka B 1914-m go 1931 roaa
6bl1m npogaHbl okoso 2400 cratyaTok. Bonee Toro,
PEKOPAHbBIA CNPOC NPULLIENCA Ha rofbl 3KOHOMMU-
yeckoro cnaga — 1922- (537 ctatyatok) n 1923-i
(312 cratyatok), uTo 6e3yCc/IOBHO BHEC/IO BKIAS,
B BbXMBaHWe HoBoi MeliceHcKoW MaHydaKTypbl
B roAbl Kpu3sunca. brarogaps KOMMepYecKon ycneL-
HOCTK cepun habpuka 3aknroumnna NOCTOAHHbIN A0-
roeop c Lorpuxom B 1918 roay. MNpumeyatensHo,
uTO cepus npogasanacb Ao 1952 roga v ocrasa-
Nnacb NONyAAPHOW y nokynatenen’.

5. [AsArvnesBckuin pycckuin 6anet Mayna Wownpwuxa // Falcon
Company, URL: https://art-salon.eu/ru/opisaniya-
konkretnyh-kollekciy-i-figurok-meissen/diaghilevs-russian-
ballet-paul-scheurich

6. Mos cratba

7. Rafael J, Tanzer K., Walter H. Paul Scheurich 1883-1945:
Porzellan fur die Meissener Manufaktur. 1995. S. 23.

3a 1912-1913 roabl Wolipux co3gan ceputo n3
nATY GUryp Manon NnacTnky, n3obpaxkatoLmx nep-
coHaxein «KapHaBana». Cepusa noayymna HaspaHue
«Pycckunin 6anet». B 1917 rogy cepwma bbina gonon-
HeHa eLLé oaHol durypoi. 3a ocHoy LLlonpux 6pan
3CKmM3bl K 6anety. MNonHasa cepus BkatoyaeT ApaeknHa
n Konombuny, Masua, KnapuHy, 3scesus, ctpenny?.

Tema pycckoro 6aneta He orpaHuyeHa y LLolipuxa
cTaTyaTKamu C n3obpaxeHnem «Pycckmx ce30HOB».
Bblan npeacTaBaeHbl B ero TBOPYECTBE U Apyrue
KONNEKTMBBI, B TOM Uncie Tpynna AHHbI [aBnoBo.
Obpas3 EBreHnn dayaposori B poaun babouku (apy-
rme NCKyCCTBOBeZbI, MPaBAa, MHTePNPeTUpPYHOT ero
Kak n3obpaxerne Mapum MNany B poan KesapuHbl 13
AATVNEBCKOW MOCTaHOBKM) TakXXe CBUAETENbCTBYET
0 BAWAHMM baneTa Ha penepTyap LLolipuxa °.

Hawwnm oTpaxeHwve B pabotax LLlonpuxa n obpa-
3bl U3 baneTa «[lleTpywwka». MNoctaBneHHbIN Cepre-
eM [arnnesbiM, xopeorpadom Muxannom okmHbIM
Ha My3biky Viropa CTpaBUHCKOro B COTPYAHNYECTBE
¢ AnekcaHapom beHya 6anet BnepBble 6bl1 Noka-
3aH Ha cueHe B 1911 roay B MNapuxe. bepanHckas
npembepa 6bina B aekabpe 1912 roga. MocraHoB-
Ka nonyyuna 6aaronpuaTHble OTKAMKN KPUTUKOB
n npeccel.

Mo HenzBecTHOM npuumHe LLonpux, KoTopbIN
Kak MUHUMYM 3Han O NOCTaHOBKE, €C/IN He NMPUCYT-
CTBOBaJ Ha Hel, He BKIOUMA obpasbl u3 «leTpyLu-
KW» B HapaboTkn ans ManceHckon MaHydakTypbl.
OH co3gan nepsble CTaTy3TKW MO MOTMBaM JaHHOTO
6aneta Tonbko 18 net cnycta. CTaTyaTka B PyCCKOM
HapoaHoM cTune nsobpaxaet Baunasa HuxmHcko-
ro B poaun lNetpywkn n Tamapy KapcasuHy.

MocneaHAs CTUAN30BaAHa NOJ KyKAy, C APKO
packpalleHHbIMY LLieKkaMy U KOKOLIHUKOM. [laxe
naacTvka ABUXEHUS OTXOAUT OT TPaULIMOHHOTO
AN n3o6paxkarolmx TaHew, cTaTy3ToK cTpemae-
HWA K peannsmMy: MaHepa ABuxxeHus KapcaBuHOM
HapoOuNTO KyKOAbHas, Hernbkasa. JaHHbIN NPUEM
BbIOpaH HaMepPeHHO, C LieNbio 0TPa3nTb ocobeH-
HOCTb xopeorpadun B noctaHoBke PoknHa. [aH-
Has cKyAbnTypHasa rpynna 6biia noarotToBaeHa
k npounssoactey B 1930 rogy. OgHako B nepuog
40 1943 ropa 661710 NPOAAHO BCEFO HECKOJ/IbKO 3K-
3emnaspos ™.

O6pa3 3Be3abl «Pycckux ce3oHOB», TaMapsl
KapcaBuHoWn, Takxke cTan nantobaeHHbIM 06bek-

8.  [arunesckuii pycckuii 6anet Mayns Lolipuxa. URL: https://
art-salon.eu/ru/opisaniya-konkretnyh-kollekciy-i-figurok-
meissen/diaghilevs-russian-ballet-paul-scheurich

. Rafael J. S. 27.

10. Rafael J. S. 92.

TOM n306paxeHns B papdope THPUHICKUMU Ma-
HydbakTypamu. Tak KapTuHa xygoxHuka Y.I. ae leHa
nerna B ocHoBy $GapdOpPOBOWA CTaTy3TKM, BbIMyLLEH-
Hoi ®PonbKwTEeATCKOM MaHydaKTypoi. XapakTep-
HO, YTO KOCTIOM KONOMBWHbI, U3HaYa bHO CBET/IbIN
N OTAMYaBLUNCA MPOCTOTOW, OblN B NpoLecce n3ro-
TOBJIEHMA CTaTy3TOK OBW/IBHO yKpaLleH NO30/10TOM
W AOMOJHEH 31eMeHTaMn Kpy>XXeBHOro dapdopa.
Mopo6Hble AONONHEHNS NO3BOAAAN MaHydaKType
NPOAEMOHCTPUPOBATL CBON CUJIbHBIE CTOPOHbLI — eé
Mactepa obnafanv TeEXHONOrMAMU Nepesayn Mesb-
YalLMX AeTanen KOCTFoMa C TEXHUYECKON TOUHOCTbHO
N TOHKOCTbIO, KOTOPbIE OCTaBaNNCh HEJOCATAEMDI
4n8 6ONBLUNHCTBA COBPEMEHHbIX MM aHaNorMYHbIX
Npou3BoACTB. [pn 3TOM Hbl U3MEHEH LBET BOJOC
6anepuHbl NO CPaBHEHMWIO C OPUTMHANbHBIM N30-
H6paxkeHnem.

Apyrve xyaoxHuku no papdopy Takxke BonaoLLa-
v obpasbl pycckunx banepuH B GappopoBoin Manon
nnactuke. Cpean Hux — nsobpaxeHune Ekatepu-
Hbl Fenbuep B banete «BakxaHanuna» (MaHydakTy-
pa Richard Eckert & Co. AG, lepmaHnus, TropuHrus).
BocnpownseegéHHasa no ¢otorpadum 1911 roaa cra-
TYy3TKa OT/INYAETCA PEAKUM CXOACTBOM C OpUTMHa-
nom. OcobeHHOCTN MaTepurana, OA4HaKo, MO3BOAAOT
nepesaTtb NO3y TOJIbKO YaCTUYHO — B TOM, YTO Ka-
CaeTcA NOJNIOXKEHMA PYK U TYN0BMLLA.

B oTanune ot apyrux HanpasnaeHuii papdopo-
BOI Manon NiacTuku, akageMm3npoBaBLLMX GUrypbl
TaHUOBLUMLL, CTAaTy3TKW No Mogenam AHHbI [1aBio-
BOW, BbINyLLeHHble PoNbKLWITEACKON MaHydaKkTypoW
B THOPUHIUW, OTIMYanUCb Bonee COBPEMEHHOM CTU-
nmctukol. TeaTpanbHble 06pasbl AHHLI [aBnoBOM 13
6anetoB «/loH Knxot» n «Cunbdpuga» 6b1am obumb-
HO AeKOopupOoBaHbl Kpy>XeBHbIM dapdopom, KoTo-
PbI NO3BOAAN MaKCUManbHO NPUBAN3NTE KOCTIOMbI
K opurimHanam ¢ oTokapToyek. B cotpyaHunyectse
€O ckyabnTopom X. Mansenem n BNOCNEACTBUN
¢ X.Jlegepepom AHHa lMaBnoBa cTana He TO/bKO MO-
4e/1bl0 N YYeHULLe CKyNbNTopa, HO 1 co3AaTeNbHM-
Len npoobpasos, MO KOTOPbIM HbINN BbIMyLLEHbI
N3enns Manoun NAacTukm.

Ha ocHoBe cob6cCTBeHHbIX M306paxkeHni
B 1927 roay 6anepuHa co3gana runcoBble MOAENU,
no koTopbiM Maw3senb caenan popmbl ans onbk-
LITEATCKOW MaHydakTypbl. B oTanumne ot nécTpbix
N3enni ApYrux NpOu3BOANTENEN NPOU3BEAEHNS
AHHbI [aBsOBOW He BblAKN packpalleHbl. OTO Npuaa-
Bano obpasam kaaccuumcTnyeckme YepTol. B otamume
OT APYrnX XyAOXXHUKOB No dapdopy, He MMeBLUUX
cobctBeHHOro 6anetHoro onbiTa, AHHa lMaBnoBa
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CKOHLLEHTPUPOBanach He Ha BHELLHWX, eKopaTuB-
HbIX acnekTax CTaTy3TOK, a Ha nepejadye gVHaMU-
Ky aABuxkeHnsa™.

B aHanorMyHom cTManCTMKe BbINONHEHa CKyAbMTY-
pa MmaHydakTypbl Po3eHTanb, n3obpaxarowas AHHY
MaBnoBy B xopeorpadunyeckom 3Toge M. PoknHa
«YMupatowmii nebesab» Ha My3blky K. CeH-CaHca.
Mogenb 6bina co3gaHa B 1919 rogy KoHcTaHTUHOM
XonbuepoMm JedaHTn, KOTOPbIN, COXPaHSsA eCcTeCTBeH-
HYO LBETOBYHO MaanTpy, MocTapasaca MakCMMasabHO
TOYHO NepesaTb 0bpa3 banepuHbl U3 xopeorpadu-
YECKOW MUHMATIOPbI.

Takum 0bpa3om, BbICTynaeHns HaneTHbIX TPyNn
13 Poccum cTanu anoxanbHbIM ABAEHNEM ANA €B-
pOMercKoro NCkyccTea, B Tom Ynciae dapdoposoi
Masnol naacTuku. Mpun 3ToM HaMeTUANCh ABe OCHOB-
Hble TeHAeHUmK. OgHa 13 HUX Npeanosarana obo-
raljeHne opurnHana AeKopaTtuBHbIMUN AeTanamu,
NECTpbIMU LiBETaMM M MO30A0TON, Kak B Npoun3Be-
aeHusx Worpurxa n HekoTopbIx n3gennax Posbk-
WTEATCKON MaHybaKTypbl, Apyras —~MOHOXPOMHOCTb,
CAep>KaHHble IMHUM 1N BHUMaHWe B NepBY0 o4e-
peab K cogep>aHuto, a He K popme (Malizens, Jle-
aepep, PoszeHTans).
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MATERIAL CHARACTERISTICS OF TRADITIONAL
CHINESE FURNITURE

Summary: This article focuses on the origin, develop-
ment and evolution of the materials of traditional Chinese
furniture, as well as the evolution of traditional sitting pos-
tures and etiquette norms in China which significantly influ-
enced the furniture design. Scientific developments, changes
in construction and decorative techniques and the usage
of various materials are analyzed in this context. The article
focuses on the analysis of the unique characteristics of the
wooden materials of traditional Chinese furniture, as well
as the wood products of different furniture used in various
eras. In the article, while studying the wooden furniture ma-
terials, authors also examine the impact of China's political,
economic and trade background on the timber trade in a
given historical period, which directly affects the choice of
wooden materials in the later stage of Chinese traditional
furniture development. The article introduces the types and
uses of different wooden materials by taking the materials of
Chinese Ming-style furniture as an example, and scrutinizes
the reasons why Chinese traditional furniture manufacturers
have been relying on wooden materials for thousands of

China has a very long history of furniture produc-
tion. Throughout the history of furniture, the ancient
Chinese used very rich materials for traditional furni-
ture. From the primitive sitting posture of sitting on
the ground to the modern sitting posture of sitting on
a chair, the materials of furniture have also undergone
major changes. The earliest materials used by humans
for this purpose are bark, wood, leaves, stones and so
on. About 4,700 years ago, the period of Shen Nong

years. The article expounds in detail the characteristics and
reasons of Chinese traditional furniture in choosing wood-
en materials from three aspects: physical characteristics of
the materials from the standpoint of materials science and
engineering, the psychological characteristics of color and
the decorative characteristics of patterns. The article sum-
marizes the traditional Chinese design concepts and phi-
losophy of creation, and the influence of these traditional
design concepts on the selection of materials for Chinese
traditional furniture. Finally, the article summarizes the mod-
ernization of traditional wooden furniture materials and their
activity in China’s current market, indicating that the wood-
en materials of traditional Chinese furniture still have a pro-
found impact on the design of modern Chinese furniture.

Keywords: Chinese traditional furniture design, Chi-
nese hardwood furniture, artistic characteristics of fur-
niture materials, the hardness of traditional wooden
furniture, the color characteristics of traditional wood-
en furniture, the pattern characteristics of traditional
wooden furniture

primitive Chinese used bamboo mat furniture. The ear-
liest objects unearthed in the archaeological field in-
clude rush mat and bamboo mat of the Neolithic Age,
which have been crafted more than 5,000 years ago.
First of all, the mat has the function of preventing mois-
ture and cold from reaching a sitting person, and then
the mat is also a tool used in ancient etiquette. The rul-
ers used the mat as a tool to design various etiquette
and normative systems. “Zhou Li Chun Guan Siji Feast”
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