FANNEPEA KNACCUYECKOTO N COBPEMEHHOTO MCKYCCTBA
«BYPTAHOB-LIEHTP»

HAYYHO-AHA TUTUYECKMIA XKYPHAN

[IOM BYPTAHOBA
[TPOCTPAHCTBO KY/IbTYPhbI

SCIENTIFIC AND ANALYTICAL JOURNAL

BURGANOV HOUSE
THE SPACE OF CULTURE

Mo pekoMeHAaLMKN 3KCNepTHOroO coBeTa Bbicluen aTTecTaLMoOHHON
Komuccmn MuHucTepcTBa obpasoBaHus 1 Hayku Poccuiickol Pegepavinm
XypHan BXoauT B «[lepeyeHb BeAyLLNX PeLleH3UPYEMbIX HayUYHbIX XyPHaN0B
W U3JaHWUM, B KOTOPbIX AOJXKHbI ObITb ONMY6/1MKOBaHbI OCHOBHbIE
Hayu4Hble pe3y/bTaTbl AUCCepTaLmy Ha COMCKaHME YYeHON CTemneHn
[OKTOPa 1 KaHAMAaTa HayK»

ISSN 2071-6818 (print) 2 2 O 2 3
ISSN 2618-7965 (online) .

Mockea/Moscow
2023



Chief editor

The Editorial Board:

Bowlt John Ellis
(USA)

Burganov Alexander N.
(Russia)

Burganova Maria A.
(Russia)

Gao Meng
(China)

Glanc Tomas
(Germany)

Kravetsky Alexander G.
(Russia)

Kojo Sano
(Japan)

Lavrentiev Alexander G.

(Russia)

Misler Nicoletta
(Italy)

Pan Yaochang
(China)

Pavlova Irina B.
(Russia)

Perelshtein Roman M.
(Russia)

Pletneva Alexandra A.
(Russia)

Pruzhinin Boris I.
(Russia)

Revzina Yulia E.
(Russia)

Ryzhinsky Alexander S.
(Russia)

Sahno Irina M.
(Russia)

Shvidkovsky Dmitry O.
(Russia)

Smolenkov Anatoly P.
(Russia)

Smolenkova Julia A.
(Russia)

Tanehisa Otabe
(Japan)

Tsivian Yuri G.
(USA)

Editor

Burganova Maria A.

Doctor of Science, Professor of the University of Southern California; Founder and head
of the Institute of Modern Russian Culture

Doctor of Science, Professor of the Stroganov Russian State University of Industrial and
Applied Arts, Full-member of Russia Academy of Arts

Doctor of Science, Professor of the Stroganov Russian State University of Industrial and
Applied Arts, Full-member of Russia Academy of Arts

Doctor of Science, Professor of Guangzhou Academy of fine arts

Doctor of Science of The Research Institute of East European University of Bremen
(Germany), and assistant professor of The Charles University (Czech Republic)

Candidate of Sciences, research associate of Russian Language Institute of the Russian
Academy of Sciences

Professor of Toho Gakuyen University of Music

Doctor in Art History, professor, vice-rector for scientific and international work of the
Stroganov Russian State University of Industrial and Applied Arts

Professor of Modern East European Art at the Instituto Universitario Orientale, Naples
Professor of the Department of Art History and Art Theory of College of Fine Arts in
Shanghai University; member of the Academic Committee of the Shanghai University

Doctor of Philology, Senior Researcher of Institute of World Literature of the Russian
Academy of Sciences

Doctor of Arts, All-Russia State Institute of Cinematography named after S.A. Gerasimov

Candidate of Sciences, research associate of Russian Language Institute of the Russian
Academy of Sciences

Doctor of Sciences, Professor, editor-in-chief of the Journal Problems of Philosophy

Doctor in Art History, professor, department chief Research Institute of Theory and
History of Fine Arts of the Russian Academy of Arts

Doctor of Science, Professor of Gnesins Russian Academy of Music

Doctor of Sciences, Professor of Peoples’ Friendship University of Russia

Doctor in Art History, professor, rector Moscow Institute of Architecture,
vice-president of the Russian Academy of Arts

Candidate of Sciences, Professor of the Stroganov Russian State University of Industrial
and Applied Arts, full-member of Russia Academy of Arts

Candidate of Sciences, associate professor of the Stroganov Russian State University of
Industrial and Applied Arts

Doctor of Science, Professor, Head of Department of Aesthetics and Theories of Art.
The University of Tokyo

Doctor of Science, Professor, University of Chicago, Departments: Cinema and Media
Studies, Art History, Slavic Languages and Literatures

Smolenkova Julia A. (Russia)



SCIENTIFIC AND ANALYTICAL
JOURNAL "BURGANOV
HOUSE.

SPACE OF CULTURE"

LETTER FROM
THE EDITOR

A CARVED FIGURE OF SAINT DEMETRIUS OF THESSALONICA IN
THE EPONYMOUS AISLE OF THE ASSUMPTION

CATHEDRAL OF THE MOSCOW KREMLIN.

THE RELIC AND ITS SCULPTURAL EMBODIMENT

BY ANNA RYNDINA

THE ROLE OF THE SKY MOTIVE

IN THE DEVELOPMENT OF KONSTANTIN LEVIN'S
STORYLINE IN TOLSTOY’S NOVEL "ANNA KARENINA"
BY IRINA B. PAVLOVA

ROBERT FALK AND ITALY
BY LIYA A.CHECHIK

EUGENE LANCERAY'S EQUESTRIAN STATUES:
THE ROYAL FALCONER OF THE 16TH CENTURY
AND KYRGYZ WITH A GOLDEN EAGLE

BY TATIANA V.DORONINA

ART AND HISTORY OF BYZANTIUM
IN THE WORK OF ARTIST-JEWELLER EDUARD NIKITIN"
BY POLINA V.SIMAKINA

IN DEFENCE OF A "POOR" VR IMAGE"
BY TATIANA E. FADEEVA

THE LATEST PRACTICES IN MOTION GRAPHICS DISPLAY:
THE DEMO DESIGN IN MOTION FESTIVAL
BY LIUBOV M.SOKOLOVA

DESIGN IN BOOKS FOR NEWBORNS
BY NATALYA YU.KAZAKOVA, ELIZAVETA D. LAKIZENKO

No. 2

TABLE OF CONTENTS

2023

10

53

ON THE COVER Robert Falk, Siena (Memories of Italy). Summer 1971. 105x86 cm. Rostov Regional Museum of Fine Arts, Rostov-on-Don.



[naBHbIA pegakTop

PeaakuUVOHHbIN coBeT:

Boynt [>xoH dnnuc
(CLLA)

BypraHoB AnekcaHap Hukonaesnu
(Poccmsn)

BbypraHoBa Mapusa AnekcaHapoBHa
(Poccmsn)

fao Man
(Kutan)

TnaHy Tomauw
(TepmaHus)

KpaBeukuit Anekcangp leHHagueBuu
(Poccmsn)

Koiio CaHo
(AnoHwusA)

NaBpeHTbeB AnekcaHap Hukonaesuu

(Poccusn)

Mwucnep Hukonetra
(Utanna)

Man fAouaHr
(Kvtan)

Maenosa NpuHa bopucosHa
(Poccwms)

MepenbwreitH Poman MakcoBuu
(Poccus)

MnetHeBa AnekcaHapa AHApeeBHa
(Poccun)

Mpy>xnHnH bopuc NUcaeBnu
(Poccmsn)

PeB3nHa KOnusa EBreHbeBHa
(Poccusn)

PbpkuHckuii AnekcaHap CepreeBuy
(Poccmsn)

CaxHo MpuHa MuxaiinoBHa
(Poccus)

CmoneHkoB AHatonui MeTpoBuu
(Poccwms)

CmoneHkoBa FOnua AHaTtonbeBHa
(Poccmsn)

TaHexuca OTtabe
(AnoHwusA)

LivBban KOpwuii FaBpunosuu
(CLUA)

LWeuakoBckuii Amutpuin Onerosuy
(Poccusn)

PepakTop

4

BypraHoBa Mapusa AnekcaHapoBHa

JOKTOpP Hayk, npodeccop YHuBepcuteta KOxxHon KanndopHum,
co3gatenb n AupekTop VIHCTUTYTa COBpEMEHHOW PYCCKOW KyAbTypbl

[ OKTOP MCKYCCTBOBEAEHWS, akageMuk Poccuinickon akagemmnm
Xyf0XecTB, npodeccop Poccmitckoro rocyaapcTBeHHOro
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PENIMKBMA 1 EE MNACTMYECKOE BOM/TOWEHME

NWPUHA BOPUCOBHA NMABJ/IOBA

POJIb MOTMBA «HEEO» B PA3BUTNM
CIOXETHOW NMHWI KOHCTAHTUHA NIEBVHA
B POMAHE J1.H. TONICTOIO «AHHA KAPEHMHA»

NnNAa AHATOJIbEBHA YEYUNK
POBEPT ®ANIBK N UTATNA

TATbSSHA BNAAAVUMWUPOBHA A OPOHUHA
KOHHBbIE CTATYM E.A. JIAHCEPE 63

«LLAPCKMIM COKONBHUYNM XVI BEKA»

N «KUPTIN3 C BEPKYTOM

NOJIMHA BAAUMOBHA CUMAKWUHA
PEMMHMCUEHLMIN MCKYCCTBA 1 MCTOPUN
BU3AHTMI B TBOPYECTBE XYAOXHMKA-
FOBEJINPA 3AYAPAA HUKUTNHA

TATbAHA EBTEHbEBHA ®AEEBA
B SALNTY «bBEAHOTO» VR-M3OBPAXEHWA

NOBOBb MUXAMNJIOBHA COKOJIOBA
HOBEMLIWE MPAKTMKM B 2KCMOHMPOBAHMM
MOYLWH-FPAGKKW: DEMO DESIGN IN MOTION FESTIVAL

HATA/IbA FOPbEBHA KA3AKOBA,
ENMN3ABETA AMUTPUEBHA NIAKU3EHKO
[V3AMH-PELIEHVA B KHUTAX ANA HOBOPOX AEHHbIX

Pobept ®Panbk, «CneHa (BocnomuHaHve 06 Wtannm)», neto 1911, 105 x 86 cm,

HA OB/IOXKE PoctoBckuii obnactHol My3ein n306pasnTensHbiX MCKYccTB, PocToB-Ha-ZoHy



LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of culture

#2/2023

Dear readers,

We are pleased to present to you Issue 2, 2023, of
the scientific and analytical journal Burganov House.
The Space of Culture.

Upon the recommendation of the Expert Council
of the Higher Attestation Commission, the journal
is included in the List of Leading Peer-reviewed Sci-
entific Journals and Publications in which the main
scientific results of theses for the academic degrees
of doctor and candidate of science must be pub-
lished. Now the journal has been assigned to K2
of the Higher Attestation Commission list.

The journal publishes scientific articles by lead-
ing specialists in various humanitarian fields, doctor-
al students, and graduate students. Research areas
concern topical problems in multiple areas of cul-
ture, art, philology, and linguistics. This versatili-
ty of the review reveals the main specificity of the
journal, which represents the current state of the
cultural space.

The journal is opened by Anna Ryndina’s article
“A Carved Figure of Saint Demetrius of the Epon-
ymous Aisle of the Assumption Cathedral of the
Moscow Kremlin. The Relic and Its Sculptural Em-
bodiment”. In it, the author draws attention to the
polemic problem of interpreting the phenomenon
of the Russian church sculpture in the synodal era,
highlighting that its in-depth study in the late 20th —
early 21st centuries allowed to “defend” the high
spiritual and artistic status of this phenomenon. The
author bases her evidence on archival documents,
analysis of historical and cultural contexts, and a
comparative analysis of the monuments.

In the article “The Role of the Sky Motive in the
Development of Konstantin's Storyline in Tolstoy's
Novel Anna Karenina”, Irina Pavlova analyses the
spiritual development of the hero of the novel Anna
Karenina through the prism of the image of the sky
and the significance of the theme of the universe
in the development of the storyline of Konstantin
Levin — one of the central characters of the novel
Anna Karenina. The article examines several episodes
describing the hero's encounter with the Universe,
which are connected with his desire to gain desired
love, happiness, harmonious personal relations, with
an intuitive feeling of the inextricable connection
of the earthly and heavenly.

Images of Italy and the understanding of Ital-
ian art in the work of R. Falk are explored by Liya
Chechik in the article "Robert Falk and Italy”.



The author describes the journey of the young art-
ist, who travelled around dozens of cities and com-
memorative places of Northern Italy in 1911, and
the reflection of “Italian impressions” in his work.
The author emphasises that the “Italian experience”
was constantly used by the artist in his creative, an-
alytical and pedagogical work.

A notable contribution to the study of the creati-
ve heritage of famous Russian sculptor E. Lanceray
was introduced by Tatiana V. Doronina. In her arti-
cle "Eugene Lanceray's Equestrian Statues: The Roy-
al Falconer of the 16th Century and Kyrgyz with a
Golden Eagle”, she presented the result of attribu-
tion, systematisation of archival and scientific ma-
terials dedicated to Lanceray's equestrian statues.
The article provides previously unknown information
about the display of Lanceray’s equestrian statues
at three exhibitions: the World Exhibition in Paris,
(1878), the All-Russian Art and Industrial Exhibition
in Moscow (1882), Exhibition of Birds of Prey, Dogs
and Hunting Accessories in St. Petersburg (1885).

The influence of Byzantine art on the work of a
contemporary artist is analysed by Polina Simakina
in the article "Art and History of Byzantium in the
Work of Artist-jeweller Eduard Nikitin”. The author
notes the "multilayered” semantic structure of the
works and emphasises that the organic syncretism
of the art of the entire Western Asian region can
be traced in the artistic image of the monuments.

The phenomenon of a “poor” VR-image, which
opposes the existing conventions of the film and
video game industry, where a “good picture”, a
high-quality, visually convincing (suggestive) im-
age "reign”, is explored by Tatiana E. Fadeeva in the
article "In Defense of a "Poor” VR image”. Authors
argue that a “poor image” can be used as a tool to
form an artistic statement, or may work as an artis-
tic device, which encourages the viewer to partici-
pate in communication more intensely.

The formation of digital trends in both art and
design is analysed by Liubov M. Sokolova in the arti-
cle "The Latest Practices in Motion Graphics Display:
the DEMO Design in Motion Festival”. The author
emphasises that in graphic design, new technolo-
gies influence not only design methods but also
in many respects the emergence of new synthet-
ic genres, such as motion design. The author pays
special attention to the study of the role of motion
graphics in the modern digital space.

Design features of books adapted for the cat-
egory of readers “0+" with a study of the needs
and abilities of this age group are considered by
Natalya Yu. Kazakova and Elizaveta D. Lakizenko in
“Design in Books for Newborns”. The authors con-
clude that a book for newborns is aimed at the first
acquaintance of a child with the outside world, the
development of the sensory system, fine motor skills,
and primary socialisation with close adults.

The publication is addressed to professionals
specialising in the theory and practice of the fine
arts and philology and all those interested in the
arts and culture.



C/10BO
PEAAKTOPA

HayuHo-aHanmtnuecknin xypHan
[lom bypraHosa

[1pOCTPaHCTBO KyALTYPSI
#2/2023

Aoporue unrtatenn!

Mol pagbl npegctasuts Bam N2 2/2023 HayuHO-
aHanutu4yeckoro XypHana «/lom bypraHosa. lNpo-
CTPaHCTBO KYNbTypPblI».

Mo pekomeHpaumm dkcnepTHoro coBeta BAK
YKypHan Bk/toueH B lMepeueHb Beayunx peueH-
3MpPyeMbIX HayUYHbIX )XYPHa/ioB U U3flaHUM, B KO-
TOPbIX AO/DKHbI 6bITb ONY6/1MKOBaHbl OCHOBHbIE
HayuHble pe3y/ibTaTbl AUCCepTaLMN Ha COUCKaHue
yueHbIX CTeNeHen AOoKTOpa U KaHAuaaTa HaykK.
XXypHany npucsBoeHa kateropua K2.

B >xypHane nybaMKytoTCs HayuHble CTaTbM Beay-
LMX CMEeLMannCToB pasHbIX ryMaHWTapHbIx obaacTel,
JOKTOPaAHTOB M acnMpaHToB. HanpasBaeHusa nccie-
JOBaHW KacaroTCs akTya/lbHbIX NpobaeM B pas-
JINYHBIX 06/1aCTAX KyAbTYpPbl, UCKYCCTBa, raonorum
N A3bIKO3HaHWA. B 3TOM MHOrorpaHHocT1 obo3pe-
HMA NposABMIacb OCHOBHaA cneuundmka XypHana,
NpeACcTaBAAOLWEro COBPEMEHHOE COCTOAHMNE NPOo-
CTPaHCTBa Ky/AbTypbl.

XKypHan oTkpbiBatoT ctaThs A. B. PbiHAMHON «Pe3-
Has durypa ceatoro Jnmutpma ConyHCKOro B 04HOM-
MEHHOM npegene YcneHckoro Cobopa MockoBckoro
Kpemna. Pennkeua 1 eé nnactmyeckoe BOMAOLLEHNE,
B KOTOpOW ABTOpP NpuBAEKaeT BHMMaHMe K rnoJe-
MUyeckon npobaeme TONKOBAHUA B CUHOAANbHYIO
3noxy peHoMeHa pyCcCKOW XpamMOBOM CKYAbMNTypbl,
yKa3blBas, UTo yraybnéHHoe eé nccneoBaHne B KOH-
ue XX — Hauane XX| Beka NO3BOANIO «OTCTOATb»
BbICOKMIA YXOBHbIM 1 XyA0XECTBEHHbIN CTATyC 3TOrO
ABJeHNsA. ABTOP OCHOBbIBAeT CBOW A0OKa3aTeNbCTBa
Ha apXWBHbIX JOKYMEHTaX, aHain3e NCToOPnYecKmx
N Ky/NbTYPOJNOTNYECKNX KOHTEKCTOB, CPaBHUTEb-
HOM aHanun3e NaMATHUKOB.

W.Bb.MaBnoBa B cTatbe «Ponb MoTMBa HeOO B pas-
BUTUU CtOXXETHON AnHmMM KoHcTaHTMHa JleBMHa B po-
maHe J1.H. Tonctoro «AHHa KapeHunHa»» aHanusupyet
JYXOBHO—HPaBCTBEHHOE Pa3BMTME repos poMaHa
N.H.Toncroro «AHHa KapeHnHa» yepes npusmy o6-
pa3a Heba 1 3HAaUMMOCTU TeMbl BCEJIEHHOWN B pas-
BUTUWN CHOXXETHON JMHUN OAHOTO M3 LIeHTPasibHbIX
nepcoHaxen poMaHa «AHHa KapeHuHa» KoHcTaHTm-
Ha JleBnHa. B cTaTbe pacCMOTPEHO HECKObKO 3Mn-
304,08, OMMCbIBAIOLLMX BCTPEUM repos co BceneHHon,
KOTOpble CBA3aHbl C €ro CTPeMIEHNEM 06pecTu CToNb
>XenaHHble NH060Bb, CHACTbe, FAPMOHUYHbIE ANY-
Hble OTHOLUEHMA, C UHTYUTUBHBIM OLLyLLIEHVEM He-
pa3pbIBHOW CBA3M 3eMHOro 1 HebecHoro.

O6pasbl iTanmm n ocMmbicheHne UTanbaHCKO-
ro nckyccrea B tBopyectee P.P. ®anbka nccnegyet



J1. A.Yeunk B cTatbe «PobepT Panbk n Ntanusa». As-
TOP OMMWCbIBAET NyTeLlecTBUE MONOAOTO XYAOXKHN-
Ka, koTopbiii B 1911 rogy obolwen AecaTkm roposos
M NaMATHBIX MecT ceBepHon VTanuw, n oTpaxeHune
B €ro TBOPYECTBE «UTaNbAHCKNX BrevaTaeHuli». AB-
TOP NOAYEPKMUBAET, UTO <UTaNbAHCKUIA OMbIT» NO-
CTOSHHO NMpPUBAEKaNCA XyAOXKHUKOM B TBOPUECKOM,
aHa/NMTUYEeCKON U nejarormyeckon paborte.

3aMeTHbIN BK/1aZ B M3yYeHWe TBOPYECKOro Hac/le-
AVA N3BECTHOro pycckoro ckyabntopa E. A. JlaHcepe
BHecna T.A. JlopoHuHa. B cBoeli ctaTbe «Llapckui
cokonbHMUMA XVI Beka» 1 «Knprus c 6epkytom» oHa
npeacTaBuaa pesynbTaT aTpmbyLmm, cmcteMaTanmm
APXMBHbIX M HayUHbIX MaTepPmnaaoB, NOCBALLEHHbIX
KOHHbIM cTaTyaMm E. A. JlaHcepe. B ctaTbe npuBoaATca
Hen3BeCTHble paHee cBeAeHUs 06 IKCMOHNMPOBAHNN
KOHHbIX CTaTyl JlaHCepe Ha TpeX 3HaUMMbIX BblCTaB-
kax: BcemupHown BbicTaBke B [Mapuxe (1878), Bcepoc-
CUMCKOW XyA,0XKECTBEHHO-MPOMbILLIIEHHON BbiCTaBKe
B MockBe (1882), BbicTaBke 10BUYMX NTUL, cObak
N NpuHagaexHocTel oxoTbl B CaHkT-eTepbypre
(1885).

BaunsHme nckycctea BusaHTm Ha TBOpUecTBO CO-
BPEMEHHOro xXygoxXHuka aHanmsupyer [1. B. Cumakm-
Ha B cTaTbe «PeMWHMCLEHLIMN NCKYCCTBA U UCTOPUN
Bv3aHTMM B TBOpUECTBE XyA0XKHWUKa-t0BeMpPa dayap-
Aa HukutnHa». ABTOp OTMEYaeT «<MHOFOC/IOMHOCTb»
CMBIC/IOBOW CTPYKTYpPbl MPOU3BEAEHNI U NogYepKi-
BaeT, UTO B XyA0XECTBEHHOM 0b6paze NaMsATHUKOB
NPOCNEXMBAETCA OPraHNYeCcKNin CUHKPETM3M NCKYC-
cTBa Bcero lNepeaHea3naTckoro permoHa.

®eHomeH «beaHoro» VR-n3o06paxeHuns, NpoTMBo-
CTOSLLEro CyLeCTBYHLMM KOHBEHLMAM UHAYCTPUN
KWMHO ¥ BUAEOUTP, TAe «LLapCTBYeT» «XxopoLlas Kap-
TMHKa», KaUeCTBEHHOE, BU3YaibHO YoeanTenbHoe (Cyr-
recTMBHOe) n3obpaxkeHune, uccneayet T. E. Paseesa
B cTaTbe «B 3awmTy «6egHoro» VR-n3obpaxeHuns».
ABTOp geknapupyer, 4To «begHoe n3obpaxeHmne»
MO>ET UCNONb30BaTbCA Kak MHCTPYMEHT And GopmMu-
POBaHMA XyL0XECTBEHHOIO BblCKa3blBaHWS, BbICTY-
naTb Kak XyA0XeCTBEHHbIV NpueM, Noby>aatoLmii
3pUTeNs K y4acTUro B KOMMYHUKaLNUWN.

®opmMupoBaHme LMdpPOBbIX HaNpaBAEHUI KaK
B MCKYCCTBE, TaK U B An3alHe aHanmsupyeTt J1. M. Co-
KosfoBa B cTaTbe «HoBeNLwwmne NPakTUKN B SKCMOHU-
poBaHuK MOYLUH rpadukn: DEMO design in motion
festival». ABTOp noauepkmBaeT, 4YToO B rpadpuyeckom
An3aiiHe HOBble TEXHOIOTUWN BAUSIOT He TO/IbKO Ha
METOZbl NPOEKTUPOBAHMSA, HO 1 BO MHOFOM Ha Mo-

ABIEHNE HOBbIX CUHTETUYECKUX XXAHPOB, TakMX Kak
MOYLLUH-AM3aliH. Ocoboe BHMMaHMe ABTOp yAens-
€T NCCeflOBaHMIO POAN MOYLLUH rpadukmn B coBpe-
MEHHOM AWJXKUTaN NPOCTPaHCTBE.

OcobeHHOCTU An3aiiHa KHUT afanTUpPOBaHHbIX /15
KaTeropun untatenent «0+» ¢ nccaesoBaHmeM Mno-
TPebHOCTN N CNOCOBHOCTM 3TOM BO3PACTHOW rpynnbl
paccmaTpumsatoT H. HO. KazakoBa u E. [l. JlakuzeHko
B CTaTbe «/[JM3aliH pelueHns B KHUrax 415 HOBOPO-
KAEHHbIX». ABTOPbI AeNatoT BbIBOJA, UTO KHUTa ANs
HOBOPOX/AEHHbIX HanpaB/eHa Ha NepBoe 3HaKOM-
CTBO pebéHka C OKpYy>KatoWwmM MUPOM, pa3BuTe
CEHCOPHOW CUCTEMbI, MEJKON MOTOPUKM, Ha Nep-
BMUYHYIO COLManmn3aLmio ¢ 6aM3KUMU B3POCIbIMM.

VI3paHne agpecoBaHo npodeccmoHanam, cneym-
anusmpytowmmMca B o6i1actm Teopun n NpakTukm
1306pa3nTesIbHOro NCKYycCTBa U GUAOAOTUK, a Tak-
e BCeM, KTO MHTepecyeTcs BONpOcamMm NCKYCCTBa
N KyNbTypbl.
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A CARVED FIGURE OF SAINT DEMETRIUS
OF THESSALONICA IN THE EPONYMOUS AISLE
OF THE ASSUMPTION CATHEDRAL
OF THE MOSCOW KREMLIN.

THE RELIC AND ITS SCULPTURAL EMBODIMENT

Summary: In the article, the author continues her re-
search on the Holy relics and wooden carved sculpture
in ancient Russian art in the context of East and West re-
lations.

The author draws attention to the current problem
of studying the relationship of form formation with
the structure of symbolic thinking within the cultural
space of the era. Moreover, the author explores his-
torical analytical texts which highlight the problems
of sacred synthesis, confirming the author’s conclu-
sions that church space and each object, regardless
of its size and sacred significance, originally formed
a single whole.

In her article, the author proves that the kiot carved
statue of St. Demetrius of Thessalonica was made by
a Moscow master at the end of the 14th — beginning
of the 15th centuries. It was placed in the Demetrius
chapel of the Assumption Cathedral of the Moscow
Kremlin, signifying, according to Metropolitan Cypri-
an’s plan, the image of the saint’s "tomb board”, which
was brought to Vladimir from Thessalonica in 1197.
Restored in the 16th and 17th centuries, the icon of
the Thessalonica martyr, from which a golden filigree
crown (the end of the 14th — beginning of the 15th

10

century) has been preserved, could have also been
commissioned by Cyprian in order to liken the Mos-
cow Assumption Cathedral to the ancient basilica of
St. Demetrius, and Moscow to Thessalonica. The only
ancient shrine brought to Moscow from Vladimir in the
90s of the 14th century was most likely a Byzantine ark
of the 11th century with a particle of St. Demetrius’s
“shirt”, which was the main shrine of the basilica. The
reconstruction of the "tomb board”, commissioned by
Cyprian, in the form of a wooden statue of the saint
confirms the opinion that it was a relief.

The author draws attention to the polemical prob-
lem of interpretation of the phenomenon of Russian
church sculpture in the synodal era as a manifestation
of pagan beliefs, pointing out that its in-depth study
at the end of the 20th — beginning of the 21st centu-
ries made it possible to assert the high spiritual and
artistic status of this phenomenon. The author bases
her evidence on archival documents, analysis of his-
torical and cultural contexts, and comparative analy-
sis of monuments.

Keywords: Saint Demetrius of Thessalonica, relics of
Thessalonica, Assumption Cathedral of the Moscow Krem-
lin, church sculpture



Many researchers attach great importance to the
fate of the Thessalonica relics which were brought to
Vladimir from Thessalonica in 1197 and then found
their way to the Assumption Cathedral’ in Moscow.
However, numerous questions regarding the “tomb
board” of St. Demetrius remain in the shadows, and
the final date of the pictorial icon, renewed in 1701
by Kirill Ulanov, is also unclear.

It seems to us that the analysis of the carved im-
age of the holy warrior, discovered by N. Pomer-
antsev in the attic of the Mirovarennaya Chamber
of the Moscow Kremlin in 1924 and identified by
him as an image of St. Demetrius of Thessalonica of
the end of the 14th — beginning of the 15th centu-
ries?, can shed light on the solution of the above-
mentioned problems. According to the researcher,
the sculpture was badly damaged by fire (hands are
missing and the face is damaged). Pomerantsev be-
lieved that the warrior held a spear in his right hand,
and a shield? in his left.

According to G. Wagner, the warrior repre-
senting St. George has common iconographic and
typological features with the stone Yermolinsky
George of the Frolov Gates of the Moscow Krem-
lin and was created, therefore, in the second half
of the 15th century“. For Wagner, the image of
St. George, “the patron of the princely house”, is
the most consistent with the ideological views of
the era of lvan IlI>.

In connection with the possible functioning of
the statue, Wagner puts forward a hypothesis about
its position “in the architectural niche of some Krem-
lin tower or grand duke’s palace”®. As one can see,
in connection with the warrior's figure, in science,
there is the same circle of “city defence” stamps
as in the case of Nikolai Mozhaisky. Although ac-
cording to the materials of written sources of the

1. Smirnova, E.S. 1997. “"Church Icon of the Dmitrievsky
Cathedral. The Holiness of the Thessalonica Basilica in
the Vladimir Church”, Demetrius Cathedral in Vladimir:
to the 800" anniversary of its foundation, pp. 220-253.
Sterligova, I.A. 1997. "Byzantine Reliquary of Demetrius
of Thessalonica from the Moscow Kremlin and its Fate in
Ancient Rus™, ibid. pp. 255-273.

2. Pomerantsev, N.N. 1964. Vystavka russkoj derevjannoj
skul’ptury i dekorativnoj rez'by: Katalog [Russian wooden
sculpture and decorative carving. Catalogue of the exhibition],
p. 24. Moscow, USSR. The monument's height: 1.7 m.

3. Ibid.

4. Vagner, G.K. 1980. Ot simvola k real'nosti. Razvitie
plasticheskogo obraza v russkom iskusstve XIV-XV vekov
[From symbol to reality. The development of plastic image in
the Russian art of XIV-XV centuries), p. 223. Moscow, USSR.

5. Ibid.

6. Ibid

17th-18th centuries and according to the modern
existence of kiot icons with a relief image of saint
warriors, in particular, Saint George and the Drag-
on, it is clear that they occupied a place in the
interiors of churches, most often in side-by-side
iconostases’. This equally applies to ancient Bal-
kan wooden statues.

Let us start with the definition of the character.
We are presented with the opinion of Pomerantsev,
who believed that the Kremlin warrior was St. Dem-
etrius of Thessalonica; it is closer to the truth than
Wagner's point of view. Wagner proceeded from
such an iconographic sign as “curly hair"8, arranged
in round curls on the saint’s head, known precise-
ly from the images of St. George, while the hair of
St. Demetrius was interpreted differently —in the
form of straightened strands, more adjacent to the
head. However, this argument is by no means ab-
solute.

Indeed, the hairstyle of the Kremlin warrior is
made using the same convex “curls” as in the sub-
sequent images of wooden horsemen. However, it
is made differently. The hair fits around the egg-
shaped head, without creating a fluffy curly hat char-
acteristic of iconography of St. George. In this case,
it has the form of a "helmet” tightly attached to the
head, descending along the cheeks so that long wavy
strands are visible in the front, reaching almost to
the chin; the lower curl is accentuated by size, fall-
ing down in the form of a kind of “drop”. This form
of hairstyle is a sign of a very wide range of icons
and reliefs with the image of St. Demetrius, dating
back to ancient times.

Such, for example, is an ivory icon of the sec-
ond half of the 10th century with a tall relief figure
of St. Demetrius of Thessalonica from the Metro-
politan Museum of Art in New York?®. In painting
of the 11th-12th centuries, this is the martyr of
Thessalonica on two icons from the State Hermit-

7. Reznye ikonostasy i derevjannaya skul’ptura Russkogo Severa:
Katalog vystavki [Carved icon-stands and wooden sculpture
of the Russian North. Catalogue of the exhibition], 1995,
Moscow, Russia. Cat. M 7, «The Miracle of St George and
the Dragon» (the XVII century) from the northern aisle of the
Cathedral of the Annunciation in Solvychegodsk; Cat. M 9,
«St George the Victorious» (the XVII century) from the
St. Michael the Archangel’s Church in the Velikodvorskaya
village; Cat. M 10, «The Miracle of St George and the Dragon»
(the XVII century) from the Epiphany Cathedral in Mezen,
and others.

8.  Vagner, G.K.Op. cit. p. 223.

9. Evans, Helen C. (Editor) and Wixom, William D. (Editor).
1997. The Glory of Byzantium. Art and Culture of the Middle
Byzantine Era, A.D. 843-1261. Cat N2 81, pp. 134-135.
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Ill. 1. Dmitry Solunsky

age: The Apostle Philip, St. Fyodor and St. Demetri-
us and St. George, Fyodor Stratilat and Demetrius ',
and the character of the last image dating back
to the 12th century is closer to the type we are
interested in.

Based on the direction of the preserved part
of the right hand and the position of the saint’s
left shoulder, one can think that the warrior was

10. Bank, A. 1977. Byzantine Art in The Collections of Soviet
Museums, no. 239-241, pp. 316-317, 242, 317.
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holding a shield with his left, lowered hand, and
holding a high spear in his right, like the two char-
acters of the Hermitage icons mentioned above.
The figure of St. Demetrius on a small mosaic im-
age of the 14th century from Sassoferrato in Ita-
ly, in the icon setting of which an ampoule with
myrrh is embedded ™, is designed in a similar way.
It should be noted that this gesture is at odds with
the known copies of the Thessalonica icon, which,
as they say, was painted on the “tomb board” of
the saint and was brought to Vladimir from Thes-
salonica in 1197 %2, and then to Moscow in the 90s
of the 14th century under Metropolitan Cyprian ™.

However, in connection with the named icon from
Thessalonica, a number of essential points are un-
clear: to what extent does the iconography of the
ancient icon (if it existed at all!) correspond to the
Godunov copy of 1596 from the State Historical
Museum ' and the image of the Assumption Ca-
thedral of the Moscow Kremlin, restored (more pre-
cisely, re-painted) by Kirill Ulanov in 1701 on a 12th
century board (?) °. E. Smirnova notes that it is im-
possible to decide with certainty what the original
iconographic version was '®.

There remains another question — do we have
reason to identify the “tomb board” brought from
Thessalonica with the icon that exists now, for
this identification first appears only in the text
of The Book of Degrees of the Royal Genealo-
gy ". Smirnova believes that there are grounds
for this '®. However, she cites A. Grabar's opinion,
which is most interesting for us, that the “tomb
board” could be part of an empty tomb, which
was located in the Thessalonica basilica and was
upholstered in silver (most likely, chased — au-
thor's note) plates ', that is, it was a tomb relief.
A similar precedent is known: under Bishop Hei-
delbert (1133), an icon of St. Demetrius of Thessa-
lonica, originating from Apulia and famous among

11.  Splendori di Bisanzio, 1990. Cat. N2 42, pp. 112-113. Milano,
Italy.

12. Smirnova, E.S.Op. cit. p. 220, illustration 132, 134, 135.

13.  lbid. p. 229.

14. Ibid. illustration 134, p. 223.

15. Ibid. illustration 132, p. 221, p. 232.

16. E.S.Smirnova notes that it is difficult to draw a conclusion
about the original iconography of the icon: large ancient
fragments under the layer of painting from 1701 are
absent.— Smirnova, E.S. Ibid. p. 234.

17. lbid. p. 231

18.  Ibid.

19. Grabar, A. 1950. “Quelques reliquires de Saint Demetrius et
la martyrium de Saint a Salonique”, Dumbarton Oaks Papers,
vol. 5, pp. 2-28. Smirnova, E.S. Op. cit. p. 239.



contemporaries precisely for the beauty of gold %,
was specially brought as a gift to Saint Julian in
Mens. Researchers see in it a Byzantine icon in a
luxurious precious frame?!, which was tradition-
al for the Eastern Christian world. Meanwhile, the
origin of the monument is from Apulia, where the
relics of St. Nicholas the Wonderworker have been
kept in Bari since 1087, and the news of the tomb
chased icon of the saint, enclosed to the Barian
basilica by Serbian kings at the beginning of the
14th century and perhaps, repeating the most an-
cient precious statue — a reliquary, urge to treat
this news differently and assume the chased im-
age of the Thessalonica martyr to be in the icon
from Mens; the martyr could be the container of
the wonderful myrrh flowing from the relics of the
saint or his mysterious “shirt”, mentioned among
the relics brought to Vladimir from Thessalonica
in the Laurentian Chronicle of 121222,

The “historical reconstruction” of famous mon-
uments of church art was more than appropriate
in the era of Metropolitan Cyprian, and espe-
cially in connection with the image of this saint.
The fact is that in 1185, one of the Thessalonica
icons of St. Demetrius was temporarily captured
by the Bulgarians and transferred from Thessa-
lonica to Tarnovo (when the basilica was plun-
dered by the Normans), and Saint Demetrius was
glorified by the brothers Peter and Asen as the
patron saint of Bulgaria?3. In an epigram to the
glory of this icon, Theodore Balsamon again men-
tioned the luxury of gold and silver?4. And al-
though in 1186, the icon was again in the hands
of the Byzantines, the fact of Bulgaria’s involve-
ment in it was very significant not only then but
also in the era of Metropolitan Cyprian, when
a real tendency arose to overcome the long-
term schism between the Bulgarian and Byzan-
tine Churches, which preceded the patriarchate
of Evfimy Turnovsky, whose relative was presum-
ably Cyprian 2.

20. Tarkova-Zaimova, B. 1978. "Qelques representation
iconographiques de Saint Deetrius et |'insurrection des
Assenides — premiere sission dans son culte «occu-
menique»". Byzantino-bulgarica, vol. 5, p. 265. Sofia, Bulgaria.

21. lbid.

22. "Lavrent'evskaja letopis’ [“Laurentian Chronicle"], issue 2,
column 422. Polnoe sobranie russkih letopisej [Complete
Collection of Russian Chronicles], vol. 1, 1927. Leningrad,
USSR.

23. Tarkova-Zaimova, B.Op. cit., pp. 262-263.

24.  lbid.

25.  Prohorov, G.M. 1976. Povest’ o Mityae [The Tale of Mityayj],
pp. 16-21. Leningrad, USSR.

The proposed by Smirnova date of appearance
of the image of St. Demetrius of Thessalonica in
Moscow not in 1380 but simultaneously with the
ancient icon of Our Lady of Vladimir is more than
logical, as well as Cyprian’s order for both icons to
have precious gold settings with chasing and fili-
gree?. Cyprian, as it were, consciously united the
palladium of Rus’ in the form of an ancient image
of the Virgin with the historical palladium of Bul-
garia and all of Byzantium in a single act of their
solemn transfer to Moscow, which inherited the
state and spiritual tradition not only of Kiev and
Vladimir but of Byzantium as a whole. It is clear
that this act involved a painted icon of a martyr
warrior, then copied many times in Rus’ in subse-
quent eras. However, this does not mean that it
was painted precisely in the 12th century, more-
over, on the saint’s “tomb board”. It is here that
one should recall A. Grabar ‘s hypothesis about
the relief icon.

Let us think about whether there are any se-
mantic analogues of the mentioned “"tomb board”
in the past history of Rus'? Sacred tomb boards are
mentioned twice in the Novgorod Chronicles of the
12th-13th centuries. According to researchers, in the
Cathedral of St. Sophia in Novgorod at that time,
there was a whole complex of objects that were rel-
ics of the Holy Sepulcher?. The Novgorod chroni-
cle says that in 1134, the “tomb board” of the Holy
Sepulcher was brought to the great city by a cer-
tain Dionysius, the envoy of posadnik Miroslav 2.
The First Novgorod Chronicle notes the acquisition
of the Holy Sepulcher? by Dobrynya Yadreykovich,
the future Archbishop Anthony, at the beginning of
the 13th century in Constantinople. D. Ainalov be-
lieved that fragments of the facing of the marble
cubiculum on the Tomb, which appeared after its
destruction by the Arabs in 10093, are identified

26. Ryndina, A.V. 1990. Artistic Metal of Moscow of the 74th-75t%
Centuries. Typology and Style formation, Abstract of
Ph.D. dissertation, p. 25, Moscow, USSR. Ryndina, A.V. 1997.
"On the History of the Restoration of the Icon Setting of «Our
Lady of Vladimir» in the 15" century”, Ancient Russian Art.
Research and attribution, pp. 136-147.

27. Sterligova, I.A. 1994. “lerusalimy kak liturgicheskie sosudy v
Drevnej Rusi” [“lerusalims as liturgical vessels in Kievan Rus™],
lerusalim v russkoj kul'ture [Jerusalem in Russian culture],
p. 52. Nauka, Moscow, Russia.

28. Complete Collection of Russian Chronicles, vol. 2, p. 608.

29. Novgorodskaya pervaya letopis’ starshego i mladshego
izvodov [The Novgorod First Chronicle of the older and
younger recensions], p. 279. Moscow, Leningrad, USSR, 1950.

30. Ainalov, D.V. 1906. “Some Data of Russian Chronicles about
Palestine”, Communications of the Orthodox Palestinian
Society, vol. XVII, issue 3, pp. 345-350.
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here. However, it could also be a miniature mar-
ble “model” of the church over the Holy Sepulcher,
similar to those churches with which the Byzantines
adorned the tops of crosses, numerous Eucharistic
vessels, portable lanterns, etc3'. We are convinced
of the latter by numerous Novgorod carved stone
icons of the 13th-15th centuries with the plot of
The Myrrh-Bearing Women at the Holy Sepulch-
er, where there was a unique architectural back-
ground * in these compositions, and which served
as pilgrimage relics .

All of the above allows us to suggest that the
annalistic “tomb board” of the Thessalonica mar-
tyr could indeed be a relief that once covered the
holy tomb in the form of a chased lining, or hewn
from a wooden block that was part of the coffin
and upholstered on the surface like famous medi-
eval statues-reliquaries, embossed with plates of
precious chasuble.

Among the objects associated with the venera-
tion of St. Demetrius of Thessalonica in Rus’, there
is no doubt about the existence of the picturesque
icon. It is just a matter of when it was made. And
here we can talk about the 12th or 14th centuries.
The surviving filigree gold crown of the late 14th —
early 15th centuries is real evidence that by this
time, the pictorial image had already been painted
and decorated; however, it is unknown where and
when it was painted.

In order to get closer to the truth, we need sol-
id material and technical data, which is clearly not
enough now. The nature of the “tomb board” leads
researchers to a very broad date — the 11th-13th
centuries34. Under the painting of 1701, there are
“no large fragments of another painting, neither
the original one, nor from other layers, in particu-
lar, from the layer of 1517"%.

Thus, the fact that a Greek icon of the 12th centu-
ry was transferred to Moscow from Vladimir cannot
be considered established. Smirnova believes that
the annalistic text of 1212 sets the record straight in
this matter: “put” the prince’s “shirt” in the church,

31. Sterligova, I.A. Op. cit. p. 46.

32. Ryndina, AV. 1968. “Features of Iconography Development
in Ancient Russian Small Plastics. «Holy Sepulchre»”, Old
Russian art. Artistic culture of Novgorod, vol. 3, pp. 224-236.

33. Ryndina, A.V. 1994. “Old Russian Pilgrimage Relics. The
Image of Heavenly Jerusalem in Stone Icons of the 13t-15t
Centuries”, Jerusalem in Russian culture, pp. 63-85.

34. Smirnova, E.S. Op. cit. p. 231.

35. Ibid. p. 238. E.S. Smirnova relies on the opinions of restorers
I.L.Baranov, G.S.Bahtel’, and V.V.Kozintsev (ex. N2 34,
p. 250).
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and “place” the “tomb board” — this could only be
if there was an image 3 on this board. The author
considers the icon of the 12th century to be this im-
age. However, also, a relief icon could be “placed”
as a picturesque image — medieval people did not
make any distinctions here, according to the dog-
ma of the VIl Ecumenical Council on icons. There-
fore, this argument cannot be considered decisive.

One should also take into account the person-
ality of the compiler of the Laurentian Chronicle
(1377) — Dionysius of Suzdal, one of the keenest
minds of Russian religious thought of the 14th
century®. The Bishop of Nizhny Novgorod was the
head (since 1374) when Prince Dmitry Konstanti-
novich “ordered to make a stone wall, and conceive
the Dmitriev Gate” 38, that is, during the years of
heightened attention to the cult of the Thessalon-
ica martyr with faith in his intercession. Hence, the
“pedaling” of the theme of the Thessalonica relics
in the depiction of the events of 1212 is also obvi-
ous. In the light of the story with the Vladimir icon
of St. Demetrius of Thessalonica, attention should
be paid to the fact of conscious antique stylisa-
tion — Dionysius, under the guise of “Laurentius”,
presents his alteration as the original annalistic
story of the 13th century?®*. It was Dionysius who
came up with the idea of acquiring precious relics
in Constantinople and ordering in Nizhny Novgo-
rod in 1383 an artel of Greek and Russian jewel-
ers for a large-scale reliquary of the Great Passion
(Moscow Kremlin), as well as sending from Byzan-
tium two images of Hodegetria, copied from the
revered miraculous icon and placed in the Spass-
ky Cathedral in Nizhny Novgorod and in the Ca-
thedral Church of Suzdal“. In all this, one can see
the active interest of the era in the copies of the
famous ancient icons of the Byzantine world, one
of which could have been an icon of St. Demetri-
us of Thessalonica commissioned by Cyprian for
the Assumption Cathedral of the Moscow Kremlin
at the end of the 14th century and adorned with
precious frame.

What place did the “tomb board” of the ancient
chronicle play in this program? It is clear that it was
unlikely to survive by the end of the 14th century.

36. Ibid. p. 231.

37. Prohorov, G.M. 1976. The Tale of Mityaj, pp. 66-74.

38. "Rogozhskij letopisec” ["Rogozhsky chronicler”]. Complete
Collection of Russian Chronicles, vol. XV, p. 142.

39. Prohorov, G. M. Op. cit. p. 74.

40. "Rogozhskij letopisec” ["Rogozhsky chronicler”]. Complete
Collection of Russian Chronicles, vol. XV, p. 142.



Summing up the general impression of the stat-
ue of the Mirovarennaya Chamber, we can say that
it is (excluding the false hands and the icon case) a
carefully crafted solid lime block, having a height of
1 m 70 cm and a thickness of 22 cm. The back side
of the figure is a surface roughly hewn with an ax
and with holes at the level of the hips for mount-
ing in an icon case.

In constructing volumes, the author not only did
not hide but, on the contrary, emphasised this block-
iness. None of the details, not a single volume goes
beyond the front plane; nevertheless, the master
manages to make the relief alive and quivering by
subtle, almost imperceptible means.

If you look at the figure from the side, then
there is a feeling of light wavy bends, almost in-
comprehensibly creating a living vibration of forms:
slightly convex, rounded knees, a slightly sunken
chest and slightly pushed forward plate armour,
“cut” inward at the beginning of the legs. The in-
terpretation of the face is especially striking: the
task of preserving blockiness forces the master to
put the egg-shaped head on a long neck and, as
it were, squeeze them on both sides, emphasis-
ing the "frontal” nature of the side surfaces. The
features of the face are "drawn” with the thinnest
lines. Almond-shaped eyes, classical in outline, and
a small plump mouth on a polished oval face create
an image in its own way, both gentle and strong.
The nose, which was damaged by fire, had an elon-
gated shape, but was low in relief, fitting into the
uniform boundaries of the front plane. The amaz-
ing folds of the cloak on the right shoulder, the
plates and belt of the armour, high boots with a
belt weave are also subtly traced almost without
revealing the volume. Compared to the later wood-
en and stone horsemen, common in Russian carv-
ing of the 15th-17th centuries, the tiny ear, clearly
visible on the right, least damaged side of the stat-
ue, in the form of an elegant s-shaped curl with a
double contour#!, surprises with its subtlety and
even somehow touches.

The relief icon of St. Demetrius, undoubtedly,
was revered and had a silver and wrought silver
gilded riza, as evidenced by the marks from the
nails on the body of the warrior, especially no-
ticeable at the places where the figure adjoins the

41. Most wooden sculptures from this group have their ears
fully covered with a shock of thick hair. As for the earliest
monument from this iconography, the stone George (1464)
of the Frolov Gates of the Moscow Kremlin, one can see only
the end of its earlobe from under the hair.

icon case and on the belt of the armour. The best
preserved traces of the icon setting are on a large
convex halo. It is covered with nail heads of ei-
ther copper or gilded silver# all over the surface.
Moreover, at the place where the halo adjoins the
right cheek, between the fifth and sixth rounded
curl of hair, a small fragment of gilded embossed
silver has been preserved, on which, unfortunate-
ly, the ornament cannot be read.

Thus, what can be stated with greater or lesser ac-
curacy in connection with the transfer of the relics of
St. Demetrius to the Moscow Assumption Cathedral
from Vladimir? The information about the bringing
of the icon to Moscow, written on the “tomb board”,
first appears in a written source of the 16th centu-
ry —in the Book of Royal Degrees“. Nothing is said
about the time of this event and the date of placing
the image in the Assumption Cathedral. Researchers
in this matter use the legendary information summa-
rised in the 19th century on a metal tablet, which, in
all likelihood, reproduces the text of the two earlier
tablets with the history of the image, mentioned in
the cathedral Inventories of 1627 and 170144 Only
on the tablet of the 19th century, there is a date of
the event: 6888 (1380), which, of course, cannot be
accepted as an indisputable fact. From the text of
its right part, we learn about the renewal of the icon
in 1517 with the blessing of Metropolitan Varlaam,
along with the ancient Mother of God of Vladimir,
the images of Our Lady of Bogolyubskaya and the
Savior on the throne, specially brought for this pur-
pose from Vladimir#>. However, during the restora-
tion of the icon of St. Demetrius, it was not possible
to identify any traces of the renewal of 1517, in con-
trast to the Our Lady of Vladimir icon, where it can
be clearly seent. There are no traces of an icon more

42. The clarification of the material should help clarify the dating
of the icon's precious decoration.

43. Kniga Stepennaya [The Book of Degrees of the Royal
Genealogy], p. 226. Moscow, Russian Empire, 1908.

44. Smirnova, E.S.Op. cit. pp. 227-228. For some reason, no
one paid attention to the coincidence of the date of the
icon’s «restoration» by Kirill Ushakov and metropolitan
Adrian’s order of the metal plates with a «chronicle» for the
honoured icons of the Assumption Cathedral of the Moscow
Kremlin. These facts, undoubtedly, were supposed to confirm
the relic’s authenticity with the possible aim of historical
ecclesiastical falsification typical for the XVIII century.

45. "Voskresenskaya letopis’ ["Resurrection Chronicle”],
Complete Collection of Russian Chronicles, vol. 8,
p. 254, 264, 269. Saint Petersburg, Russian Empire, 1859.
After having been restored, the Vladimir icons were returned.

46. Anisimov, A.l. 1983. "Vladimirskaya ikona Bozhiej Materi
[Our Lady of Vladimir]”, Anisimov A.l. Sbornik statej
[Anisimov A. I. Collection of articles], pp. 267-273. Moscow,
USSR.
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ancient than the ancient board of an indeterminate
date with a painting by Kirill Ulanov of 1701, except
for the golden filigree crown of Cyprian’s time men-
tioned above, indicating, in any case, the presence of
the image of the Thessalonica warrior-martyr, paint-
ed at the end of the 14th century, in Vladimir and
then in Moscow, perhaps, straight in the Moscow
Assumption Cathedral. The hypothesis of |. Sterligo-
va seems convincing. She states that the silver gild-
ed ark from the Armory of the Byzantine work of the
second half of the 11th century was the receptacle
of the bloody “shirt” of St. Demetrius, which is men-
tioned as the greatest shrine in the "Praise” to Prince
Vsevolod of the Laurentian Chronicle along with the
“tomb board” of the year 1212%, and which, appar-
ently, really appeared in Moscow at the end of the
14th century,

Summing up the available data, one can think
that the only ancient Thessalonica relic brought to
Moscow from Vladimir at the same time as the mi-
raculous icon Our Lady of Vladimir was, most likely,
only a Byzantine ark with the “shirt” of St. Deme-
trius. As for the icon and the “tomb board”, on the
basis of the gold filigree crown from the icon and
the wooden icon-case statue of the end of the 14th
century it is reasonable to assume Cyprian'’s large-
scale plan to reconstruct the ancient Thessalonica
shrines on Moscow soil in order to spiritually liken
Moscow both to Thessalonica and Vladimir, which,
despite the official significance of Kiev, retained the
role of the real centre of the Great Russian metrop-
olis, for which it had fought for so long and dra-
matically. Let us note in connection with reliquary
from the Moscow Kremlin that it was under Cypri-
an in 1401 that another great shrine was brought
from Suzdal to Moscow — the “Great Passion” of
Dionysius of Suzdal, which contained the blood of
the Savior and particles of the instruments of His
Passions* in a large-scale reliquary.

As for the combination of picturesque and sculp-
tural images in one memorial complex, the latter

47. Sterligova, I.A. 1997. “"Byzantine Reliquary of Demetrius
of Thessalonica from the Moscow Kremlin and its Fate in
Ancient Rus', Demetrius Cathedral in Vladimir: to the 800"
anniversary of its foundation, pp. 255-273.

48. Ibid. It is significant that Dionysius of Suzdal as the author
of the Laurentian Chronicle particularly paid attention to the
Reliquary in terms of his role as a collector of the relics of
the Passion and the customer of The Great Passion (1383).
Undoubtedly, we have a natural and direct connection here.

49. Golubinskij, E. 1997. Istoriya Russkoj Cerkvi [The History of
Russian church]. Vol. 2, Period vtoroj, Moskovskij [The second
period, Moscow], Pervaja polovina toma [The first half of the
volume], p. 333 (ex. 3). Moscow, Russia.

16

technique was very characteristic for the reliquaries
of St. Demetrius of Thessalonica, created in Thes-
salonica in the 13th-14th centuries. An example
is the round pectoral reliquary from the Dumbar-
ton Oaks Collection in Washington *. On its front
wing, there is a bust image of the saint, made in
the technique of cloisonné enamel. Inside, there
is a three-leaved kiot with two movable doors, as
if covering the entrance to the tomb. The latter
is presented in the form of a depression under a
three-blade arch, which marks the canopy above
the sarcophagus, under which there is a figure of
St. Demetrius with arms folded across his chest. At-
tention should be paid to the structural similari-
ty of this design with the Russian kiot “icons on
resi” made of wood, similar to Nikola Mozhaisky
and the Kremlin warrior. Unfortunately, none of
the oldest icon cases has been preserved; how-
ever, on the basis of the monuments of the 16th
century, one can imagine their shape. The only
difference is that in similar to the Washington rel-
iquaries, the image had a tomb board character,
while the Russian kiot statues embodied the idea
of the triumph of burnt flesh so relevant in the pe-
riod of the need to resist spiritual vacillations, her-
esies and Latinism.

What place in a church could be occupied by a
sculpture that marks the tomb board of St. Deme-
trius Myrotochets? It is known that in the southern
part of the Moscow Cathedral of the Assumption,
not far from the deacon’s office, there is the Dim-
itrievsky chapel, the antiquity of which no one
now doubts. The picturesque icon of St. Demetrius
was, judging by the Inventories of the 17th centu-
ry, in the central iconostasis at the very entrance
to the chapel. The board of the icon, just like the
wooden statue of a warrior, was badly damaged
by fire. The first was installed against the back-
ground of the picturesque figures of Macarius of
Egypt and Onufry the Great of the altar barrier of
the cathedral: both were badly damaged by fire,
and “the size of the burnt area corresponds to the
Demetrius of Thessalonica icon standing on this
place .., which was painted on a burnt board>' in

50. Evans, Helen C. (Editor) and Wixom, William D. (Editor).
1997. The Glory of Byzantium. Art and Culture of the Middle
Byzantine Era, A.D. 843-1261. Cat N2 117, p. 168. (inv.
N2 5820).

51. Kachalova, I.Ya. 1984. “The Altar Barrier of the Assumption
Cathedral of the Moscow Kremlin. The Results of Painting
Restoration in 1978-1979", Ancient Russian art of the 14t- 75t
centuries, p. 274.



the 16th-17th centuries. It is only unclear what
kind of fire the author of this conclusion, I. Kach-
alova, had in mind. In the 16th century, the icon
was restored in 1517; however, in the fire of 1547,
‘God’s intercession in the Assumption Cathedral
of the Deesis’*? and all the vessels turned out to
be intact ..." >3

It seems to us that the kiot “icon on resi” was
placed immediately in the Dmitrievsky aisle of the
cathedral. There are well-known reasons to identify
it according to the Inventory of the beginning of the
17th century, which T. Borisova dates to 1606161154,
There are two local images of St. Demetrius of Thes-
salonica. One, undoubtedly, was a picturesque icon
and was overlaid with a silver and niello setting>*
like most of the cathedral icons in the second half
of the 16th century. Another icon should attract our
special attention: it is “... the image of Dmitry Sol-
unsky in a kiot, which stands at the northern doors;
it is overlaid with silver, the setting and the wreath
are wrought silver.., and its kiot is wooden with val-
ances... And along the margins, that image is dam-
aged.”®¢ It is important to note that the damage of
the icon setting speaks of the venerable age of the
monument; the wooden statue of St. Demetrius, part
of which has been preserved, had a wrought silver
nimbus. Some details testify to his great veneration:
the first icon had 2 Ugric gold coins, the second —
57, and even 5 silver gilded grivnas®’. In the inven-
tory of 1627, at the northern doors, we do not find
the aforementioned image — instead of it, there is
the icon of St. Sergius and the image of St. Deme-
trius of Thessalonica, “Pyadnitsa” 8. Since the cre-
ation of the Inventory of 1627 was preceded by a
fire, one must think that the icons — both the pic-
torial and the icon "on resi” — were damaged in the
fire just then, which makes the renewal of the image
in 1701 as well as the disappearance of a wooden
icon from the chapel understandable.

52. Here, Deesis refers to iconostasis.

53. "Patriarshaya, ili Nikonovskaya, letopis™ ["Patriarchal or
Nikon Chronicle”], Complete Collection of Russian Chronicles,
vol. 13, p. 153. Moscow, USSR, 1965. In the fire of 1476,
the Petropavlovskiy chapel was totally destroyed.

54. Borisova, T.S. 1985. “On the Dating of the Oldest Surviving
Inventory of the Assumption Cathedral”, Assumption
Cathedral of the Moscow Kremlin. Materials and research,
pp. 246-259.

55.  Russkaya istoricheskaya biblioteka [The Russian Historical
Library], vol. 3, column 365. Saint Petersburg, Russian Empire,

1876.
56. Ibid. column 366.
57. lbid.

58. Ibid. column 440.

Its current state indicates a significant deforma-
tion of the original appearance: the entire right side
of the figure is badly damaged, starting with the
face, which turned into a black frozen mess, and ar-
mour, and ending with the right leg with traces of
severe burns. There are separate burns on the left
leg, as well as in the lower part of the armour. It is
clear that the false hands were the most vulnerable,
the left of which was later roughly supplemented.
After the fire, the “icon on resi” could have ended
up on the shelves above the Dmitrievsky and Pokh-
valsky aisles, which appeared in the Fioravantiev-
sky Cathedral and had their own iconostasis on the
second floor on the western side *.

In the light of the history of N. Pomerantsev’s
finding of the studied wooden sculpture, the later
information about the fate of the decoration of the
chapel of Demetrius of Thessalonica is very inter-
esting. At the beginning of 1913, it was decided to
replace the iconostasis of 1833, placed on the site
of the iconostasis of 1770, with a new one. The for-
mer one was dismantled, and the icons were trans-
ferred for storage to the Mirovarennaya Chamber°.

The dates of the last two iconostases of the Dmi-
trievsky aisle (1838 and 1913) make it possible to
assume the time of the rough restoration of the
wooden statue (the extended left arm, the hand of
which rests on the armour belt). The restorers clear-
ly did not have the slightest idea about the possi-
ble options for iconography. However, the very fact
of renewal testifies to the traditional reverence for
the ancient image®'.

59. There was a cathedral vestry on the first floor.

60. Shhennikova, L. A. 1985. “Ikonostas Dmitrievskogo pridela
Uspenskogo sobora i «antikvarnaya» restavraciya nachala
XX veka" ["The iconostasis of the Dmitrievsky chapel of the
Assumption Cathedral and the «antique» restoration in the
beginning of the XX century”], Uspenskij sobor Moskovskogo
Kremlya: Materialy i issledovaniya [Assumption Cathedral of
the Moscow Kremlin. Materials and research], pp. 161-164.
Nauka, Moscow, USSR.

61. There are some historical reasons to believe that persecuted
people could seek protection at the Thessalonica martyr's
«coffin lid». For example, during the class conflicts in 1547,
Yu. V. Glinskiy, a hated minion, tried to hide from a mob exactly
in the chapel of Great Martyr Demetrius of Thessalonica. The
mob got him out of there and mercilessly killed him in the
church, near the Metropolitan’s place (characteristically, not
in the chapel itself).— See Koreckij, V.M. 1989. Uspenskij
sobor kak pamjatnik idejno-politicheskoj zhizni Moskvy
konca XV — nachala XVII veka [The Assumption Cathedral
as a monument of the ideological and political life of Moscow
in the late 15" — early 17t centuries], Gosudarstvennye Muzei
Moskovskogo Kremlja. Materialy i issledovaniya [The State
Museums of the Moscow Kremlin. Materials and research],
issue VI. Istoriya i restavraciya pamyatnikov Moskovskogo
Kremlya [History and restoration of the monuments of the
Moscow Kremlin], p. 72. Moscow, USSR.
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Speaking of the complex of St. Demetrius’ rel-
ics, E. Smirnova recalls S. Churchich’s work, which
says that the combination of the revered remains
of the martyr and his portrait icon not only created
the prerequisite for the development of the icon-
ostasis but also occupied a certain place in church-
es — in their southern part, and not in the altar
but in the naos®, as, for example, the sarcophagus
of Stefan Dechansky in the Dechansky Monastery
and the reliquary of St. Sergius in the Trinity Cathe-
dral of the Trinity-Sergius Monastery . As for the
Dmitrievsky chapel of the Assumption Cathedral,
l. Zabelin, and after him a number of other scien-
tists, assumed that it was erected in the name of
St. Demetrius of Thessalonica over the tomb of the
Grand Duke®4. On the basis of the Lvov and Uvarov
chronicles, N. Shelyapina suggested that Prince Yuri
Danilovich® was buried here. One way or another,
all scientists who have devoted research to the his-
tory of the Dmitrievsky chapel come to the conclu-
sion about its memorial functions. All this fits well
with the system proposed by Churchich —a sculp-
tural icon from the “tomb board” of the saint was
placed in the chapel; it symbolised both his tomb
and heavenly glory, the triumph of his burnt flesh.
And an iconic image of Demetrius of Thessaloni-
ca was placed at the entrance to the chapel in the
southern part of the cathedral in the 14th century.
Perhaps the structure of this complex, proposed by
Metropolitan Cyprian for the Assumption Cathedral,
really repeated the location of the ancient shrines
of the Vladimir Cathedral.

Why did the veneration of the “tomb board” with
the figure of the holy warrior carved out of it seem
to have been lost in time? All monuments of eccle-
siastical art, created by the intention of Cyprian, are
marked by a distinct stamp of primacy, structural
and content uniqueness. They, in particular, “icons
on resi”, like Nicholas of Mozhaisk and Demetri-
us of Thessalonica, were subordinated to the idea
of glorifying the Church and the holy relics of the

62. Smirnova, E.S. Op. cit. p. 246. Curcic, S. 1995. “Proskynetaria
Icons. Saint’s Tombs and the Development of the Iconostasis”,
Tezisy konferencii «lkonostas. Proishozhdenie. Razvitie.
Simvolika» [Abstracts of the conference «lconostasis. Origin.
Development. Symbolism»], p. 8. Saint Petersburg, Russia.

63. Ibid.

64. Zabelin, I.E. 1902. Istoriya goroda Moskvy [The History of the
Moscow City], p. 74. Moscow, Russian Empire.

65. Shelyapina, N.S. 1972. “K istorii izucheniya Uspenskogo
sobora Moskovskogo Kremlya” ["On the History of studying
of the Assumption Cathedral of the Moscow Kremlin],
Sovetskaya arheologiya [Soviet Archeology], no. 1, pp. 200
202.
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ascetics and martyrs as its unshakable foundation.
Related to this is the special abundance and high
quality level of reliquaries, panagias for the offer-
ing and storage of the Mother of God bread, stone
icons and Eucharistic covers, imbued with the very
spirit of the liturgy and which, by the capacity of
their iconographic programs, can be a concentrat-
ed image of the apostolic Church®® for believers.
Monuments of church art of this time become sta-
ble standards for subsequent eras, when the usual
typological scheme gradually lost the pathos of af-
firming liturgical innovations, becoming just a model.

There are good reasons for dating the Kremlin
warrior to the end of the 14th — beginning of the
15th centuries. Pomerantsev showed a subtle intu-
itive flair in this matter, as well as in the attribution
of the statue. Stylistical analogues to St. Demetrius
from the Kremlin can be found in the painting and
plastic art of the Byzantine world of the 13th-14th
centuries, as well as in Moscow monuments of icon
painting and pictorial embroidery of the late 14th—
early 15th centuries. In terms of iconography, he
followed patterns similar to the mosaic icon of the
14th century in Sassoferrato, which can be judged
by the position of the surviving fragments of the
warrior's hands in the handicraft restoration of the
19th century, whereas, according to artistic features,
the Kremlin Demetrius is far from the elegant refine-
ment of the latter. In connection with it, some ste-
atite reliefs, similar to the icon of the 13th century
from Silistra in Bulgaria®’, come to mind. In them,
one can observe the same elements of proportional
deformation of the figure and some simplification
of forms in general. However, the character of the
steatite relief of the 14th century is especially con-
sonant with the Kremlin warrior from the Cabinet
of Medals of the Louvre®. The holy warrior depict-
ed there has no head, and there is no explanatory
inscription. It can be George, and Demetrius, and
also Fyodor or Procopius®. An exaggeratedly long
torso with relatively short legs and disproportion-

66. Ryndina, A.V. 1994. “On the Liturgical Symbolism of Old
Russian Silver Panagias”, Eastern Christian Church. Liturgy
and Art, pp. 204-219.

67. Ovcharov, N. 1991. “Sur I'iconogarphie de St. Georges aux
XI-Xlle siecles”, Byzantinoslavica, LI, p. 129. Prague.

68. Kalavrezou-Maxeiner, I. 1985. Byzantin Icons in Steatite,
pp. 202-203, pl. 63, N2 128. Vienna, Austria. Byzance: Lart
Byzantin Dans Les Collections Publiques Frangaises: Musée Du
Louvre 3 Novembre 1992—Ter Février, p. 436, N2 328. Paris,
France, 1993. Paris, Louvre, Cabinet des Médailles. Sch. 14.

69. Byzance: Lart Byzantin Dans Les Collections Publiques
Frangaises: Musée Du Louvre 3 Novembre 1992—1er Février,
p. 436, N2 328.



ately long arms coincide with the wooden statue.
The authors of the Paris catalogue found it difficult
to localise the relief; however, they do not rule out
Constantinople ™. The icon is unanimously dated to
the 14th century.

There are monuments of this archaising, for the
end of the 14th century, style and painting. First of
all, we should remember the warriors in the Dem-
etrius cycle of murals of 1312 in the Metropolis of
Mistra. As an expressive example, we can cite the
composition St. Demetrius in the Dungeon™, where,
against the background of watchtowers flanking the
dungeon, two warriors are presented, in detail close
to a wooden statue in construction and proportions
of figures: the same undersized, stocky, powerful in
their large, weakly dissected volumes. Basically, the
figure of St. Demetrius can also be compared with
the mosaic icon St. Fyodor Tiron of the 14th cen-
tury from the Vatican’2. However, it more active-
ly reveals the purely Roman brutality of powerful
forms, reminiscent of the characters of early Chris-
tian plastic arts, apparently because for the Byzan-
tines, the personality of this holy warrior was the
image of a Roman soldier”. The icon is particular-
ly interesting for us in connection with the Kremlin
statue — it has a vertically elongated shape, that is,
it is made in the form of a relatively narrow tablet
(14 x 6.4 cm) with traces of nails from the precious
lining preserved in the margins and with a metal
plate in the lower left corner with a Latin inscrip-
tion. The mosaic dates back to the 70s of the 14th
century or the end of the century™, that is, a time
very close to the Kremlin warrior.

In Moscow icon painting of the turn of the 15th
century, there is an icon that makes the proposed
dating of the kiot statue of St. Demetrius uncon-
ditional. It is Nikola and George from the Guslit-
sky Monastery stored in the State Russian Museum,
painted on the same board’. In the figure of
St. George, Smirnova sees features of some archa-
ism “in a monumental, slightly heavy figure, in large
and strict features of the face.., in conditional orna-
mental curls of his hair..."7® The Kremlin Demetrius

70. lbid.

71. Chatzidakis, M. 1995. Mistra. Mittelalterliche Stadt und die
Burg, S. 35-45, Abb. 17. Athen.

72. Splendori di Bisanzio. Cat. N43, p. 114. M.S. 1191.

73. lbid.

74. lbid.

75. Smirnova, E.S. 1988. Moskovskaja ikona XIV-XVII vv. [Moscow
Icons of the XIV-XVII centuries], N2 53-54, p. 268. Moscow,
USSR.

76. Ibid. p. 15.

has the same egg-shaped oval face, the same con-
ditional “round” curls, the same thin long neck and,
most importantly, with all the difference in silhou-
ettes, the one of the Guslitsky warrior has an em-
phasised roundness in the outline of the hips with
a thin waist; the graphic study of the armour, the
shape and pattern of weaving on the boots almost
literally coincide, with the only difference being that
in the interpretation of the armour, the author of the
icon resorts to a wider repertoire of decorative de-
signs. Though, the figure of George as a whole has
more elongated proportions, reflecting the icono-
graphic type that developed in the Balkan art of
the late 14th — early 15th centuries in the so-called
“Moravian school” of painting — the last page of the
“great style of medieval Serbia””". In the construc-
tion of the "icon on resi”, plastic sources undoubt-
edly played the leading role. One way or another,
the stadial unity of the Kremlin Demetrius and the
Guslitsky icon as phenomena of the artistic life of
Moscow at the end of the 14th — beginning of the
15th centuries is quite clear.

Typologically, the figure of Grand Duke Vasily
Dimitrievich, embroidered on Metropolitan Photius’
Big Sakkos, belongs to the same variant of the fig-
ure in girded clothes reaching almost to the knees,
high boots and a cloak fastened with a brooch be-
low the neck. Sakkos dates to 1414-1417 and is con-
sidered to be the work of Photius’ Greek masters 8.
A similar proportional structure of the figures, the
way of clothes ornamentation, the assertive energy
of gestures, the dense stance of the legs, the small
and thin drawing of the faces, the assembled silhou-
ette, which does not have active plastic or graph-
ic nuances outside the main volume, testify to the
stadial proximity of the monuments. Obvious signs
of kinship include the elongation of the torso, no-
ticeable in both cases, although somewhat harmo-
nised in the figure of the Grand Duke.

Let us summarise. The kiot carved statue of
St. Demetrius of Thessalonica, apparently, was made
by a Moscow master at the end of the 14th — be-

77. Burih, V. 1974. Byzantine frescoes in Yugoslavia, p. 91,
Belgrade. Podobedova, O.I. 1980. “The Military Theme and
its Significance in the System of Murals in the Church of
the Savior on Kovalev in Novgorod”, Ancient Russian Art.
Monumental painting of the 11t-17* centuries, vol. 11,
pp. 196-209.

78. Mayasova, N.A. 1991. Srednevekovoe licevoe shit’jo.
Vizantiya. Balkany. Rus’: Katalog vystavki [Medieval pictorial
embroidery. Byzantium. Balkans. Rus' Catalogue of the
exhibition], XVIll Mezhdunarodnyj kongress vizantinistov [XVIII
International Byzantine Congress]. Moscow, August 8-15,
illustration on p. 49.
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ginning of the 15th centuries and placed in the
Demetrius chapel of the Assumption Cathedral of
the Moscow Kremlin, signifying, according to the
plan of Metropolitan Cyprian, the image of that
“tomb board” of the saint, which was brought to
Vladimir from Thessalonica in 1197. The icon of
the Thessalonica martyr, from which the golden
filigree crown of the end of the 14th — begin-
ning of the 15th centuries, afterwards renewed
in the 16th and 17th centuries, could also have
been commissioned by Cyprian in order to liken
the Moscow Assumption Cathedral to the ancient
basilica of St. Demetrius, and Moscow to Thessa-
lonica. The only ancient shrine brought to Moscow
from Vladimir in the 90s of the 14th century, most
likely, was a Byzantine ark of the 11th century with
a particle of St. Demetrius’ “shirt”, which was the
main shrine of the basilica’. The reconstruction

of the "tomb board” commissioned by Cyprian in
the form of a wooden statue of the saint confirms
Grabar’s opinion that it was a relief.

The measure of the plastic beginning, which
caused the visible heterogeneity of the wooden kiot
icon Nikola Mozhaisky and the sculptural image of
St. Demetrius, is explained not by the spread in time
but by the symbolic meaning of the latter, which
must comply with the measure of the “board” in
combination with the laws of the actual plastic im-
age, which was brilliantly balanced by the Moscow
master. Meanwhile, in both cases, with the help of
the language of wooden sculpture, a rare oppor-
tunity was achieved to create an image of whole
burnt flesh in medieval art, directly involved in the
veneration of the holy relics, not only “lying in cof-
fins”, but also presenting the image of the Church
in its apotheosis to the Orthodox world.
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PESHAA ©OUTYPA CBATOIO ANMINTPUA
CONNYHCKOro B O4AHOMMEHHOM MPUAENE
YCIEHCKOIO CObOPA MOCKOBCKOIO KPEMJIA.
PENNKBWA N EE NTACTUYECKOE BOMTOLWEHWNE

AHHOmayus: ABTOp B CBOEW CTaTbe MPOAOAXKAET UC-
cnefoBaHus, kacarolmecs CBATbIX MOLLEW U fepeBAHHON
pe3HOW CKyNbNTYpPbl B APEBHEPYCCKOM WUCKYCCTBE B KOH-
TekcTe cBA3en Boctoka n 3anaga.

ABTOp NpuB/ieKaeT BHUMaHWe K akTyaslbHON Ha CO-
BPEMEHHOM 3Tane npobaemMe nccaesoBaHna CBA3EN
dbopmoobpaszoBaHNs CO CTPYKTYPOA CUMBONYECKOTO
MbILUJIEHWA B paMKax Ky/IbTYPHOTO NPOCTPaHCTBa 3MOXM.
ABTOp TakXe ncciegyet uctopuyeckme aHaamTnyeckmne
TEKCTbI, OCBeLlatowme npobaembl cakpasbHOro CUHTe-
3a, KOTOpble MOATBEPXKAAIOT BbIBOALI ABTOP, YTO NpPO-
CTPaHCTBO Xpama M KaXAbl NpeAMeT, He3aBUCUMO OT
pa3MepoB U CBALLEHHON ero 3Ha4YMMOCTH, N3Hayalb-
HO COCTaBASAN efMHOe Liesoe.

B cBoeli cTaTbe aBTOP JOKa3bIBAET, YTO KMOTHas pes-
Has ctaTysa cB. AumuTtpus ConyHCKoro 6bina BbINOAHe-
Ha MOCKOBCKMM MacTepoM B koHue XIV—Hauane XV B.
W noctaeneHa B AuMuUTpneBckoM npugene YcneHcko-
ro cobopa Mockosckoro Kpemns, 3HaMeHys cobow no
3ambicny muTponoauta KunpuraHa obpas Toin «rpobHoin
JOCKWU» CBATOrO, KOTOpas bblna npuHeceHa Bo Bnaaun-
mup n3 ®eccanoHunk B 1197 r. VMikoHa e conyHckoro
My4YeHuKa, OT KOTOPOI COXPaHWICSA 3010TON GUANTPaH-
HbIl BeHel, kKoHua XIV — Hauana XV B., NOHOB/NEHHanA
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3aTem B XVI n XVII BB., MOrna takxe 6biTb 3akasaHa Ku-
NPWaHoOM C Lenbto ynoAobute MockoBcknin YcneHckmi
cobop gpeBHeli basuavke cB. Aumntpma, a MockBy —
ConyHu. EAMHCTBEHHOW ApEBHEN CBATbIHEN, NPUHECEH-
Hol B MockBy u3 Banagumupa B 90-x rr. XIV B., ckopee
BCero, 6bi1 BU3aHTUNCKMIA KoBYer X| B. C YaCcTULEN «CO-
pouku» CB. AuMUTpUs, KOTOpas 1 Gblaa rMaBHOWN CBATbI-
Heln 6a3nankun. 3akasaHHas KunpmaHom pekoHCTpyKLua
«FPOBHON AOCKW» B BUAE AePEBAHHON CTaTyn CBATOrO
noATBepXAaeT MHEHWE O TOM, UTO OHa MpejcTaBasaa
cobol UMeHHO penbed.

ABTOp NpwvB/eKaeT BHUMaHWeE K NOJEMUYECKOW MPO-
6nemMe TONKOBAHWUSA B CMHOAA/NbHYIO 3NOXy deHome-
Ha PYCCKOW XpaMOBOM CKY/NbNTYypPbl Kak NPOABAEHNA
A3blUeCKNX BEPOBaHUM, yKa3biBas, 4YTo yraybnéHHoe
eé nccnegoBaHme B KOHUe XX — Havane XXI Beka, uto
NO3BOJIN/IO «OTCTOATb» BbICOKUI AYXOBHbIW U XyJ0Xe-
CTBEHHbIN CTaTyC 3TOro ABJAEHUA. ABTOP OCHOBbIBaeT
CBOW A0Ka3aTeNbCTBa Ha apXMBHbIX AOKYMeHTax, aHa-
IN3€ NCTOPUYECKNX W KYJbTYPONOTNUYECKUX KOHTEKCTOB,
CpPaBHUTE/IbHOM aHain3e NaMATHUKOB.

Kntoueseie cnoea: ceamoti umumputi ConyHckud, co-
JlyHcKue peauksuu, YcneHckuli Cobop Mockoackozo Kpem-
/1, YepKoBHAsA cKy/lenmypa



MHorve nccnegosatenn npuaatot 60bLIOe 3Ha-
yeHwue cyabbe CONYHCKUX PENVKBUM, MPUHECEHHbIX
BO Bnagumup n3 ®eccanonuk B 1197 r. n 3atem no-
MaBLUMX B MOCKOBCKMIA YcneHckuii cobop '. OgHako
MHOrVe BOMpPOChI, KacaroLmecs «rpobHOMN JOCKN»
¢B. IMMnTpMSA, OCTatOTCA MOKa B TEHW, HEACHA 1 OKOH-
yaTesibHas AaTta >XMBOMUCHOM NUKOHbI, MOHOBNIEHHOM
B 1701 r. Knpnnnom YnaHoBbiMm.

Ham npegcraBnfercs, UToO Ha pellueHne Ha3BaH-
HbIX MPO6AEM MOXET NPONTL CBET aHaN3 PE3HOro
obpa3sa cBATOro BOMHa, obHapy>xeHHoro B 1924 r.
H. H.MomepaHLueBbIM Ha Yepgake MupoBapeHHOM
Manatbl MockoBckoro Kpemnaa un onpegenéHHoro
UM Kak nsobpaxeHue c. Aumutpusa ConyHCKoro
KoHUa XIV — Hauana XV B2 Mo MHEHUIO nccnesno-
BaTensn, CKyAbnTypa CUAbHO NOCTpajana oT noxa-
pa (OTCYTCTBYHOT PYKM U CUABHO MOBPEXAEH NUK).
H.H.MomepaHueB nonaran, 4to B NpaBoW pyKe BOVH
Aep>Kan Konbé, a B 1eBOM — LnT S,

CornacHo Touke 3peHus . K. BarHepa, BOVH,
npeacTaBastoWnii coboi cB. leoprus, nmeet 06-
e nKoHorpapuryeckme n TMNoaornyeckme YyepTol
C KaMeHHbIM EpmonnHckum Feoprnem ®ponoBckimx
BpaT Mockosckoro Kpemnas v co3gaH, cnegoBaTenb-
HO, BO BTOpor noaosuHe XV B Anal. K. BarHepa
obpa3s cB. leoprus — «[MokpoBUTENSA KHAXKECKOTO
AOMa» Kak Henb3s 6osee oTBevaeT naeonornye-
CKMM nosuumam anoxu Veaxa ll1°.

B cBA3M C BO3MOXHbIM QYHKLMOHNPOBaHNEM
ctatym I. K. BarHep BblgBUraet runotesy o eé ripe-
6bIBaHMUN «B aPXUTEKTYPHON HULLE KaKon-1mbo KpeMm-
NEBCKOM BalLHN NN BEJIMKOKHSAXECKOTO ABOpLLa» .
Kak BuamnM, B cBA3n C GUrypon BonHa B Hayke 6bl-
TyeT TOT Xe KPYr «rpafo3allUTHbIX» LITaMMOB, YTO
n B ciydae ¢ Hukono Moxalcknm, xoTa no ma-
Tepuanam nmcbMeHHbIX nctouHmkoB XVII-XVIII BB.
M MO COBPEMEHHOMY ObITOBaHMIO KMOTHbIX UKOH
¢ penbedHbIM M306paxKeHemM CB. BOMHOB, B YacT-
HocTK, «Yyaa [eoprusa o 3mMmue», ACHO, YTO OHU 3a-

1. CmupHoBa 3. C. XpamoBas nkoHa [iMuTpuesckoro cobopa.
CBATOCTb CONYHCKOW Ba3uanku Bo Bnagnmmpckom xpame //
AmuTpueBckmii cobop Bo Bragummpe. M., 1997. C. 220-253;
Crepavirosa M. A. Busantuinckmin mowesuk Aumutpus Co-
nyHckoro n3 Mockosckoro Kpemas u ero cyabba B [pes-
HeW Pycu // Tam e, c. 255-273.

2. BobictaBka pycckoW gepeBsHHOM CKybNTYypbl U AeKopaTuB-
HoW pe3bbbl: Katanor / CoctaButesib 1 aBTOp BCTYMUTENb-
How ctatbn H.H.MomepaHues. M., 1964, c. 24. Pazmep na-
MATHUKA — 1,7 M.

3. Tam xe.

4.  BarHepl.K.Ot cumBoOna k peanbHoCTW. Pa3BuTune naactmye-
ckoro obpasa B pycckom nckyccrae XIV-XV Bekos. M., 1980.
C. 223.

5. Tamxe.

6. Tam xe.

HUMaAN MeCTO B MHTEPbEPAaX XPaMoB, Yallle BCEro
B MPUAENbHbIX MKOHOCTacax’. 3To B paBHOM CTe-
NeHW KacaeTca 1 ApeBHUX BankaHCKMX AepeBsH-
HbIX CTaTyM.

Obpatnmca npexge BCEro K onpeaeneHnto nep-
coHaxa. Ham npeactasndetca mHeHue H. H.llo-
MepaHLueBa, yBUAEBLLErO B KPEMAEBCKOM BOUHE
cB. Anmutpus ConyHckoro, 6onee 61M3KMM K UCTU-
He, Hexxenu no3umuma . K. BarHepa. I'. K. Barnep nc-
XOAMA U3 Takol UKOHOrpaduyeckomn NpumeTbl, Kak
«KypuYaBble BOJIOChI» 8, yIOXKEHHbIE Ha roNoBe CBf-
TOr0O KPYrAbIMW 3aBUTKaMW, U3BECTHBIMW MMEHHO
no n3obpaxeHnam cB. [eoprus, Torga kak BosOChI
¢B. IMMNTpUA TPaKTOBaANCh MHaYe — B BUAE CNPAM-
NEHHbIX Npajen, bosee NpuaeraroLLmnX K roaoBe.
OfHaKo AaHHbIV apryMeHT COBCEM He 6e3yCcnoBeH.

[encTBUTENBHO, NPUYECKa KPEMAEBCKOTO BOU-
Ha CTPOUTCA MPU MOMOLLM TEX XKe BbIMYKAbIX «KYy-
ApsleK», YTO U B MOCAEAYHOLWMX N300paXKeHUsAX
AepeBAHHbBIX KOHHWKOB. HO MOCTpoeHa OHa nHave.
Bonockl obneratoT ALEBUAHYHO FONOBY, He CO3AaBas
XapakTepHyo Ans ukoHorpadum cB. Feoprus nbiL-
HYH KyAPABYO LWanky. B saHHOM cnyyae oHa ume-
€T BMA NAOTHO NPUAEratoLLero K roloBe «laemMa»,
CNyCKaroLWerocs BAOAb LWEK TaK, YTo B $pac BUAHbI
Kak 6bl AIMHHbIE BOJIHUCTbIE NPAAW, JOXOAALLINe
nouytn A0 noabopoaka, NPUUYEM HUXKHAA ByKoNbKa
aKLUEeHTMpPOBaHa BENMYMHOW, cnajas BHM3 B BUAe
cBoeobpasHom «kanaun». [ogobHas popma Npryé-
CKW AIBNSIETCA NPU3HaKOM BeCbMa LUMPOKOrO Kpyra
WKOH 1 penbedoB c obpasom cB. AuMnTpus, BOC-
XOAAWMX K FyO6OKOW APEBHOCTL.

TakoBa, HanpvMep, NKOHa CIOHOBOW KOCTU BTO-
POV MONOBUHBI X B. C POCTOBON pesbePpHOn dury-
poi ¢B. Anmutpusa ConyHckoro n3 MetponoanTeH
Myzes B Hbto-Mopke®. B xusonucu XI-XII BB. 310
CONIYHCKWIA MyUeHMK Ha ABYX UKOHax u3 locyaap-
CTBEHHOro dpmMuTaxa: «Anocton ®duaunnn, ce. Péaop
n cB. Anmutpunin» n «Cee. Neoprun, ®égop Crpatu-
nat v Aumutpurii» °, npuyém K HTepecytoLemMy Hac

7.  Pe3Hble MKOHOCTaChl 1 AepeBsiHHAA CKy/nbnTypa Pycckoro
Cesepa: Katanor BbictaBku. M., 1995. Kat. M 7 — «Yygo le-
oprus o 3mue» XVII B. n3 ceBepHoro npuaena bnaaroselyeH-
ckoro cobopa r. ConbBblueroacka; kat. M 9— «l'eopruii MNo-
6esoHocel» XVII B. 13 Lepksu ApxaHrena Muxavna g. Be-
nnkogBopckow; kaT. M 10 — «Yygo Meoprus o 3mue» XVII B.
13 borosBneHckoro cobopa B Mesenu u gp.

8. BarHep[.K.Yka3. cou, c. 223.

9.  The Glory of Byzantium. Art and Culture of Middle Byzantine.
Ema. A.D. 843-1261. New-York, 1997. Cat N2 81, p. 134-135.
MoHactbipckas konnekuyms, 1970 (1970-324.3). Pasmepsr:
19,6 x 12,2 cm.

10. Bank A.Byzantine Art in The Collections of Soviet Museums.
L., 1977, N@ 239-241, p. 316-317, 242, 317.
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TNy 6a1XKe NepcoHax nocneaHero obpasa, Aatu-
pyemoro Xl B.

Mo HanpaB/JIEHHOCTW COXPaHUBLLENCA YacTu
MpaBoOW PyKW U MONOXEHUIO NEBOrO MJjeva CBATO-
rO MOXHO AyMaTb, YTO JIEBOW, OMYLLEHHOMN BHU3 py-
KOV BOVIH MPUAEP>XKMBAA LT, @ B NPaBON Aep>Kan
BbICOKOE KOMbé&, MoA06HO ABYM NepcoHa)am yno-
MSAHYTbIX BblLLE 3PMUTAXKHbIX MKOH. AHa/IOrMUYHbIM
06pa3om noctpoeHa v purypa cs. InMmTpus Ha He-
6osbLOM MO3anyHoM obpase XIV B. n3 Caccodep-
pato B MTannu, B oknaz KOTOPOro Bpe3aHa amnyna
c mupom ™. Cnesyet OTMETUTb, YTO XECT 3TOT pac-
XOAWUTCS C U3BECTHbIMU KOMUAMW TON CONYHCKOM
MKOHBI, KOTOpas, Kak cumTatoT, bblna HanucaHa Ha
«FPOBHOWM fOCKe» CBATOrO U nonana Bo Baagnmup
n3 ConyHu B 1197 r.,'? a 3atem B Mocksy B 90-e rT.
XIV B. npy mutponoante Kunpuare 3,

Bnpouewm, B cBA3M C Ha3BaHHOW MKOHOW 13 dec-
CaNOHWK HesICeH LeNblli psaj, CYLLHOCTHbIX MOMEHTOB:
B KaKOW Mepe COOTBETCTBYET UKOHOTpadumn JpeBHEN
WKOHBI (ecv OHa BoobLe bbinal) rogyHoBCcKas Ko-
nuna 1596 r. B TMMe ™ n o0bpas YcneHckoro cobopa
MockoBckoro Kpems, NOHOBAEHHbIN (TOUHee, 3a-
HOBO HanucaHHbIM) Knpuanom Ynanosbim B 1701 T.
Ha gocke Xl B. (?) ™. 3. C. CMMpHOBa 3ameu4aeT, 4To
¢ 6eCcCNOpPHOCTbIO HeNb3s PeLnTb, KakoB Bbla ero
nepBOHaYa/bHbIN MKOHOTrpaduuecknin n3sog .

OctaéTcs 1 Apyrori BONpoC — UMeeM AN Mbl OC-
HOBaHWA OTOXAECTBAATb NPUHECEHHYO M3 Decca-
JNIOHVK «FPOBHYI0 JOCKY» C CYLLEeCTBYHOLLEN HbIHE
NKOHOM, NBO OTOXAECTBAEHWE 3TO BrepBble NO-
ABAAETCA TONbKO B TeKcTe «CTeneHHON KHUrm» 17,
3. C.CMuMpHOBa Nonaraert, 4To A5 3TOr0 OCHOBAHMSA
nmetoTcs '8, 0gHaKo NPUBOAUT MHTEpeCHeliLlee Ans
Hac MHeHwue A.Tpabapa o ToM, UTO «rpobHas Aocka»
Mora ObITb YaCTblO NapHaKa — NyCTON rPOBHULbI,
KOTOpas HaxoAunacb B CONYHCKOM Hasuamke 1 bbina
obuTa cepebpsHbIMUM (CKOpee BCEro, YeKaHHbIMU —
A.P.) nnactmHammn®, 7.e. ABAsIaCk HAATPOOHbBIM pe-
nbedom. NoaobHbIN NpeLeseHT N3BecTeH — Npu

11.  Spledori di Byzanzio. Milano, 1990. Cat. N2 42, p. 112-113.

12. Cmuphosa3.C.Ykas. cou,, c. 220, un. 132, 134, 135.

13. Tam xe, c. 229.

14. Tam xe, nn. 134 Ha c. 223.

15. Tam xe, un. 132 Ha c. 221, c. 232.

16. 3.C.CMupHOBa 3aMeYaeT, YTo TPYAHO CAeNaTb BbIBOA O Nep-
BOHa4aNbHOM MKOHOTrPadumn NKOHbI: MOA CN0EM XMUBOMUCH
1701 r. kpynHble ApeBHWE pparMeHTbl OTCyTCTBYHOT.— CMUp-
HoBa 2. C. Tam xe, c. 234.

17. Tam e, c. 231.

18. Tam xe.

19. Grabar A.Quelques reliquires de Saint Demetrius et la
martyrium de Saint a Salonique // DOP. 1950. Vol. 5, p. 2-28;
Cmuprosa 3. C,, ykas. cou,, c. 239.
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enuckone Xugenovbepte (+ 1133 r.) B gap ceATOMY
FOnnaHy B r. MaHc bblna cneunanbHO NpUHECeHa
“KoHa ¢B. JumunTpus CoNyHCKOro, Mponcxoasiias u3
Anyavmn 1 3HamMeHuTas Cpean COBPEMEHHUKOB UMEH-
HO KpacoToi 3o010Ta?. ViccnegoBatenv BUAAT B Hel
BM3aHTUIACKYH UKOHY B POCKOLLIHOM ZparoLeHHOM
oknage?!, yto 66110 TPAANULMOHHO 4151 BOCTOYHO-
XPUCTMAHCKOro MUpa. Mexay TeM NPonCXoXaeHme
namAaTHuKa n3 Anyauu, rae B bapu ¢ 1087 r. xpaHu-
Aunck mowwm ¢BT. Hukonas Yyaotsopua, v nssectue
O HaArpobHOM YeKaHHOW MKOHE CBATUTENS, BJIO-
>XeHHOW B Hayane XIV B. B bapuiickyto 6a3manky
cepbCKNUMU KOPOASMU, MOBTOPSIBLUEN, BO3MOXHO,
APEBHENLLYIO AParoLeHHYH CTaTyr — PevKBapui,
MOHY>X/ZatT OTHECTUCh K AaHHOMY U3BECTUIO MHa-
ye ¥ nNpegnonaratb B MKOHe U3 MaHca YekaHHbIN
06pa3s CoNYHCKOro My4deHuKa, KOTOPbIN MOr 6bITb
BMECTUANLLEM UYyAEeCHOTO MUPa, UCTEKAIOLLLErO OT
MOLLeN CBATOrO WUAN TaUHCTBEHHOM ero «Copou-
KW», YNOMSHYTOM Cpean PeNnNKBURN, MPUHECEHHbIX
BO Bnagumup n3 ®eccanoHuk, B JlTaBpeHTbEBCKOM
netonucu nog 1212 r.2?

«McTopnyeckas peKoOHCTPYKLUA» NPOCAaBAEH-
HbIX MaMATHWKOB LLlepPKOBHOrMO MCKyccTBa Hblia 60-
Jlee yeM ymMeCTHa B 3noxy mutponoaunta Kunpuaxa
N UMEHHO B CBA3W C 06pPa3oM AaHHOro CBATOrO.
[Jeno B Tom, uto B 1185 I. Kakasa-TO N3 CONYHCKMX
WKOH ¢B. IumunTpus Bblna BpeMeHHO 3axBaveHa 60-
rapamu 1 nepeHeceHa us PeccanoHuk B TbIpHOBO
(korpa 6a3uavka bbiia norpabaeHa HopMaHHamm),
a cam ceaTon AumuTtpuii 6611 NpocnasieH bpaTb-
AmMun NeTpom n AceHOM Kak nokposuTenb bosra-
pun 2. ®épop BanbcamoH B anurpamMmme BO CnaBy
3TOM MKOHbI YNIOMMHAET OMATb-TakKM POCKOLUb 30/10-
Ta 1 cepebpa?. N xota B 1186 r. o6pa3 BHOBb OKa-
3a/1Cs B pyKax BM3aHTMILEB — aKT MpMYacTHOCTH
Bonrapuu k Hemy 6b11 BECbMa MHOFO3HaUMUTENEH He
TONbKO TOFAa, HO U B 3Moxy MuTponoanta Kunpu-
aHa, KorZia BO3HMK/a peanbHas TEHAEHLNS Npeo-
AONETb MHOTONETHUIN packon mexay 6onrapckoi
1 BM3aHTMICKOW LlepkBAMM, MpeALLlecTBOBABLUMMA Na-
TpuapLuectsy EBGrMMA TbIpHOBCKOTO, POACTBEHHM-
KOM KOTOPOro NpeAnonoXuTenbHo bbin Kunpuan 2.

20. Tarkova-Zaimova B. Qelques representation iconographiques
de Saint Deetrius et I'insurrection des Assenides — premiere
sission dans son culte “occu-menique” // Byzantino-
bulgarica. Sofia, 1978. Vol. 5, p. 265.

21. Ibid.

22. MCPN.N1.1927.T. 1. laBpeHTbeBCKas netonuce. Boin. 2. CT6.
422.

23. Tarkova-Zaimova B. Op. cit., p. 262-263.

24. Ibid.

25. Tpoxoposl.M.lNosectb 0 Mutse. J1, 1976. C. 16-21.



MpeanoxeHHas 3. C. CMMpPHOBOI AaTa nossie-
HUsA obpa3za cB. Jumutpuma ConyHckoro B MockBe
He B 1380 r., @ O4HOBPEMEHHO C ApEeBHEN NKOHOM
«boromatepb Bnagummpckas» 6onee uem 0rnMyUHa,
TaK Xe, Kak 1 3aka3 KunpunaHom gns oboux obpa-
30B OZHOBPEMEHHO AparoLeHHbIX 3010TbIX OKAa-
A0B C YeKaHKOoW 1 puanrpaHbro 26. Kunpuax Kak 6ol
CO3HaTesIbHO 06beaMHMA Naanagmuym Pycn B Buae
ApeBHero obpasa boropoanubl ¢ UCTOPUUYECKUM
nannagnymom bonrapum n Bcein BusaHtnmn B eAMHOM
aKTe NX TOP>XXeCTBEHHOro NpenpoBoXaeHns B Mo-
CKBY, HaC/e0BaBLUYHO rOCYAapCTBEHHYHO U AyXOB-
HYto Tpaauumio He Tonbko Knesa 1 Bnagnumumpa, Ho
1 BusaHTum B LiesioM. ACHO, YTO B 3TOM aKTe yyacTBo-
BaJla XXMBOMMNCHasA MKOHA BOMHA-MYy4Y€eHWNKa, MHOTO
pa3 ckonvMpoBaHHas 3aTeM Ha Pycu B nocneaytoLive
3MOXM, OAHAKO 3TO He 3HauuT, YTO OHa Bbina Hanu-
caHa nmeHHo B XlI B., NpUTOM Ha «rpoBHOM AOCKe»
CBATOrO. 34eCb-TO U C/ieAyeT HaNOMHWUTb TMNoTesy
A.Tpabapa 06 MkoHe penbedHON.

MosymaeM, HET I CMbIC/IOBbIX aHANOTOB YMOMS-
HYTOW «0CKe» B NpeALlecTBytoLein ncrtopum Pycun?
O cBALLEHHbIX TPOBHbIX AOCKaX ABaXAbl FTOBOPUT-
ca B Hosropoackux netonucax X=Xl gs. 1o MHe-
Huto nccneposatenei, B Copum HoBropogckon B 31o
BPEMS MMEeN MeCTO LieNblli KOMMAEKC NPeiMEeTOB,
6bIBLIMX pennkBuammM [poba MNocnoaHa?’. B Hosro-
pogcKon netonuck roeoputcs, uto B 1134 1. B Be-
NNKWIA ropog Bbina NpUHeceHa «A0Cka OKOHEYHasn»
lpoba NocnogHsa Heknm AnoHncnem, NocaaHHNKOM
nocagHuka Mupocnasa?. B Nepsoi Hoeropogckoli
NETONUCK oTMeyaeTcs NpunobpeteHune JobpbiHeln
AppenkoBnyeM, ByAyLLIMM apxmMennuckonom AHTO-
Huewm, B Hauane XlII B. B KoHcTaHTMHONOME «[poba
FocnoaHs»2°. [l. B. AliHanoB nonaran, uto 34ecb Gpu-
rypupyroT 06710MKM 0BANLOBKN MPaMOPHOW KyBY-
Knun Ha Fpobom, BO3HMKLIME NOCAe paspyLleHuns
eé apabamu B 1009 r.3° Ho 310 Mor/a 6bITb M MU-
HWaTiopHas MpaMopHas «Mojesb» XxpaMa Hag 'po-

26. PbiHauHa A. B. XygoxxectBeHHbIN meTann Mocksbl XIV-XV Be-
koB. Tunonorusa n ctuneobpasosaHue. ABToped. AnUC. AOKT.
nckyccrsoegerma. M. 1990, c. 25; PoinanHa A. B. K ncro-
pun pectaBpaLn OK1aj0B MKOHbI «<boromatepb Baagnmump-
ckasn» B XV Beke // [ipeBHepycckoe ncKyccTBo. Viccneposa-
HWs 1 aTpmnbyuwmm. CM6., 1997. C. 136-147.

27. CrepauroBaW. A. Vlepycannm Kak IUTypruyeckme cocyabl
B [lpeBHeli Pycu // Niepycanum B pycckoit kyabType. M., 1994.
C.52.

28. TCPA, T.1I. C. 608.

29. Hosropogckas NepBas I€TONUCH CTapLUEro 1 MAAALLErO U3-
BogoB. M.— /1., 1950. C. 297.

30. AwnHanos /. B. HekoTopblie gaHHble pycckux netonuceiri o Ma-
nectvHe // CoobuyeHns MpasocnasHoro ManectnHckoro O6-
wectea. CMe6., 1906. T. XVII. Bein. 3. C. 345-350.

6omM locnogHnM, nogobHas TeM XxpaMukam, KOTopble
Y BU3aHTUMLIEB YKpaLlanun HaBepPLLUS KPECTOB, MHO-
rOYMC/EHHbIE EBXapUCTUUECKNE COCY/Abl, BBIHOCHbIE
¢doHapu 1 np3'. B nocneaHeM Hac y6exaatoT MHO-
roYncCNeHHble HOBropoAcke KaMeHHble pe3Hble
nKoHbl XII-XV BB. € CtoXXeTOM «KEHbI-MUPOHOCULbI
y F'poba MocnogHs», rae UMea MecTo YHUKaNbHbIN
B 3TVX KOMMO3MLUAX apXUTEKTYPHbIN GOH 32, 1 KO-
TOPbIE CAYXMUAN NANOMHNYECKUMU PENUKBUAMN 33,

Bcé ckasaHHOe no3BosifeT BbIABUHYTL Npeano-
JIOXEHWE, YTO NeTONMCHaa «rpobHas fOoCKa» CONyH-
CKOro My4yeHuKa MOrna AeUCTBUTENbHO ABAATHCS
penbedom, MO0 NOKPbIBABLUNM KOFAa-TO CBATYHO
rPo6HMLY B BUAE YEKaHHOW 06KNaaKM, MM6O BbITE-
CaHHbIM U3 aepeBAHHOro 610Ka, HbIBLLErO YacTbio
rpoba, 1 06UTOro NO NOBEPXHOCTH, MOAOHHO U3-
BECTHbIM CPeAHEBEKOBbIM CTaTysIM-PeANKBapuaM,
TUCHEHBIMW MAACTUHAMW AParoLeHHOW PU3bl.

B cyliectBOBaHWM cpean NpesMeToB, CBA3aHHbIX
€ noyunTaHmem Ha Pycu cB. Anmutpuna ConyHcko-
ro, NKOHbl XXMBOMUCHOM COMHEBATbCA HE MPUXO-
avtca. [leno anwb BO BpeMeHU eé U3roToB/IeHMA.
U 3aecb peub moxeT natn o Xll nam o X1V ee. Co-
XPaHUBLUMIACA GUANTPAHHDBIA 3010TOM BEHEL, KOH-
ua XIV —Hauvana XV BB.— peajbHOe CBUAETENbCTBO
TOMY, UTO K 3TOMY BPEMEHM XMBOMUCHbLIA 06pa3
y>e 6bla HanucaH v ykpalleH, HO rAe 1 Koraa Ha-
nmcaH — Hen3BecTHO.

Ansa Toro, Uutobbl NPUBAN3NTLCA K UCTUHE, HYX-
Hbl MPOYHble MaTepPMnaibHO-TEXHUYECKUE JaHHbIE,
KOTOpPbIX Tenepb ABHO He XBaTaeT. XapaKTep 4OCKM
YBOAUT UCCIef0BaTeNEN K OUEHb LUMPOKOM aaTe —
X=Xl BB 34, nog xueonucbto 1707 r. HET «HUKAKUX
KPYMNHbIX GparMeHTOB ApYroin XMBOMNWUCKU, HN nep-
BOHauyaNbHOW, HW OT APYrVX CIOEB, B YAaCTHOCTM, OT
cnoa 1517 r»3°

Taknm obpa3oM, dpakT nepeHeceHns B MockBy
13 Bnagnmunpa rpedeckoii nkoHsbl Xll B. HeAb3sa cum-
TaTb yctaHoBAeHHbIM. 3. C. CMMpHOBa noaaraert, 4to
B 3TOM BOMPOCEe TOUKY Haj, i CTaBUT IETOMUCHbIN
TekcT 1212 r.: «COPOUKY» KHA3b B Xpame «Mono-
XW», @ JOCKY «NOCTaBW», YTO MOTO BbITb TO/LKO,

31. Crepaurosa . A.Ykas. cou., c. 46.

32. PbiHanHa A. B. OcobeHHOCTU CNOXeHNAa WKOoHOorpapun
B ApeBHepPYCCKOMn Meskon naactuke // [lpeBHepycckoe nc-
KyccTBO. XyAOXeCcTBeHHas KybTypa Hosropoaa. M., 1968.
C. 224-236.

33. PbiHavHa A.B. [lpeBHepycckme nanoMHU4Yeckmne pennksun.
Ob6pas HebecHoro Vepycannma B kaMmeHHbIX nkoHax Xlll—
XV BB. // Nlepycanum B pycckoin kynbtype. C. 63-77.

34. CwmupHosa 3.C.Ykas. cou,, c. 231.

35. Tam xe, c. 238. 3.C. CM1MpHOBa onNupaeTca Ha MHeHne pe-
craBpaTtopoB W. /1. bapaHoBa, I'. C. baxtens n B. B. Ko3uHue-
Ba (npum. N2 34 Ha c. 250).
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€Cc/n Ha 3Ton Agocke 6b110 n3obpaxeHune . 3TUM
n3obpaxeHnem aBTop 1 cumTaet nkoHy Xll B. Ho
«CTaBUTb» KakK XMBOMUCHbI 06pa3 MOTn U UKOHY
penbedHy — CpeAHEBEKOBbIN YeNOBEK He Aenan
3/eCb pasanumii, cornacHo gormaty VIl BceneHcko-
ro Cobopa 06 MKOHax, NO3TOMY AaHHbIA aprymMeHT
Hesib3sl MPU3HAaTb pPeLlaroLLnM.

CnepyeT NpUHATL BO BHUMaHWe 1 IMYHOCTb CO-
cTaBuTens JlaBpeHTbeBckon netonucu (1377 r.) —
[Avonuncmns Cy3aanbCckoro, 04HOMO U3 CaMbIX OCTPbIX
YMOB pycckoW peanrnosHoin meicam XIV 8. Huxe-
ropogckuii envckon (c 1374 r.) Bo3rnaeun kapeapy,
Koraa kHs3b AMutpuii KoHCTaHTMHOBMY «noBene
AenaTv KaMeHHyo CTeHy, a 3a4atu Mmutpuesckme
BOpoTa» 38, To ecTb B rogbl 060CTPEHHOIO BHUMa-
HWSA K KYJIbTy COlYHCKOTO My4Y€eHuKa C BEpPOW B ero
3actynHuyectso. OTCtofa O4EBUAHO W «Mejannpo-
BaHWe» TEMbI CONYHCKUX PESIVKBUIA B M306paXkeHnn
cobbiTnii 1212 . B cBETe NCTOPUK C BAAAVMUPCKOWM
nKoHom cB. Aumutpus ConyHckoro cneayet obpa-
TUTb BHUMaHWe Ha PaKT CO3HaTeNbHON CTUAN3aLUK
noa ctapuHy — IMoHUCKI nog Buaom «JlaBpeH-
TVs» BbIAAET CBOKO Mepesesky 3a NepBOHayaibHbIN
netonucHbii pacckas Xl 8. imeHHo AnoHucuio
npuHagnexana naes NnpuobpeTeHns aparoLeHHbIX
penvksui B Llapbrpage v 3aka3 B 1383 r. B HuxHem
HoBropoge aptenu rpeyeckmnx n pycckux toBeavpoB
MacwtabHoro penvksBapusa «Ctpacteit boablimx»
(TMMK), a Takxe npucblaka s BusaHtum asyx o6-
pa3oB OAUrNTPUM, CMNCAHHBIX C MOYUTAEMON Yy-
AOTBOPHOW MKOHbI U NOCTaB/ieHHbIX B Cnacckom
cobope HmxHero Hoeropoga v B cobopHom Liepk-
Bu Cy3gana“’. Bo BCEM 3TOM npocMaTpuBaeTcs ak-
TMBHbIV MHTEPEC 3MOXM K CMUCKaM C NPOCIaBAEHHbIX
APEBHNX MKOH BU3aHTUINCKOTrO MMUpPa, OAHWM U3 KO-
TOpPbIX MOF/a CTaTb 3aka3aHHaa KunprvaHom B KOHLe
XIV B. 1 ykpalleHHasn AparoueHHbIM OKNajoM UKO-
Ha cB. JumunTtpua ConyHCKOro ana YCneHckoro co-
6opa Mockosckoro Kpemas.

Kakoe >xe Mecto B 3TOl NporpamMme urpana
«rpobHas gocka» gpeBHen netonucn? AcHo, 4YTo
K KoHUy XIV B. OHa Bpaj An coxpaHuaace.

Ecan cymmumpoBaTh o6LLee BnevaTaeHme oT cTa-
Tyn MupoBapeHHol MNanaTbl, MOXHO CKa3aTb, UTO
OHa npeacTaBaseT cobon (MCkItoUan BCTaBHble PyKU
1 KMOT) TLLaTebHO 06paboTaHHbIV LebHbIN Anno-
BbIV 610K, MeroLniA BbIcOTy T M 70 CM 1 TONLWUHY

36. Tam xe, c. 231.

37. Tpoxoposl.M.Nosectb 0 MuTse. C. 66-74.
38. TCPA. T. XV. Poroxckuii netonucey, C. 142.
39. TMpoxoposl.M.Y«kas. cou., c. 74.

40. TCP/1. T. XV. Poroxckuin netonuceu,. C. 142.
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22 cm. TbibHas cTopoHa Gurypbl NpeAcTaBAsfeT Co-
601 NOBEPXHOCTb, rPyHO CTECAHHYH TOMOPOM C OT-
BEPCTUAMM Ha YPOBHe 6Eaep A5 KpenaeHWs B KMOT.

B koHCTpyupoBaHUn 06bEMOB aBTOP He TOJb-
KO He CKpbIBaeT, a, HaNpPoTmMB, 3Ty BJIOYHOCTb ak-
ueHTupyet. Hn ogHa 13 geTtanen, HM O0anH O6BbEM
He BbIXOAAT 3a Npefjenbl NLLEBONM NAOCKOCTY, TEM
He MeHee MacTepy YAA&Tcs TOHKMMW, NOYTU Hey-
NOBUMbIMW CPeACTBaMU cAenatb penbed XMBbIM
N TPEMETHbIM.

Ecnm cmoTpeTh Ha durypy cboky, To BO3HMKaeT
oLlyLLeHMe NErkNX BOJHUCTbIX M3rMBOB, MOYTH He-
MOCTMXXMMO CO3Aat0LLUX XMNBYHO BUGpaL o Gopm:
cnerka BbIMykKJ/ble, CKPYrNEHHble KONIeHW, HEMHOTO
BMNasas rpysb W YyTb BbIABVHYTbIV BNEPES NAaCTUH-
yaTbli AOCnex, «NoApPe3aHHbIN» BHYTPb Y Hayana Hor.
OcobeHHO nopasuTenbHa TPakToBKa JiMKa: 3ajava
CoXpaHeHus BNOUYHOCTM BbIHY>XAaeT MacTepa noca-
ANTb ANLEBUAHYIO FONIOBY Ha AJIMHHYHO LLEH U Kak
6bl CaBUTL X C 06EMX CTOPOH, NOAYEPKMNBAsA «TOP-
LOBbIV» XapakTep HOKOBbIX NOBEPXHOCTEN. YepThl
JINKa «NPOPUCOBaHbI» TOHYaNLWMMK AnHMAMU. Knac-
cnyeckume no abpucy MUHAaneBuAHble rnasa n ma-
NEeHbKUIN NyX/bIM POT Ha Kak 6bl oTWANdOBaHHOM
0BaJIbHOM JIVKe CO3AatoT 06pa3 No-cBoemy u HeXx-
HbIW, N CUIbHBIA. HOC, MOCTpaAaBLLUMIA OT OTHA, UMen
YAJVHEHHYIO GopMY, HO MO penbedy Obln HEBbICOK,
BMUCbIBAsACh B MHbIE rpaHuLbl INLLEBOW MAOCKOCTM.
Tak >ke TOHKO NPOPUCOBaHbI NOYTK 63 BbiABIEHMA
06BbEMa M3yMUTENbHbIE MO U3bICKAHHON rpaduke
CKNaZKW NAaLla Ha NpaBoM nJeye, NAACTUHbI U NOSAC
f0cnexa, BbICOKMe canorn ¢ peMeHHbIM nepeniere-
Hvem. CpaBHUTENBHO C NO3AHENLUMMM AepPeBAHHbI-
MW 1N KAMEHHbIMN KOHHWKaMW, PacnpoCTpaHEHHbIMU
B pycckoit pe3bbe XV-XVII BB., y4MBASET TOHKOCTbIO
N faxke Kak-TO YMUASET KPOXOTHOE YLLIKO, XOPOLLO
BWAHOE C MPaBoOi, HaUMeHee NOBPEXAEHHON CTO-
POHBbI CTaTyu, B BUAE M3ALLHOIO S-BMAHOIO 3aBUT-
Ka C ABOMHbIM KOHTYpOM “'.

PenbedHasa nkoHa cB. JMMNTPUSA, HECOMHEHHO,
Hbl1a NounTaemMon 1 nmena 6acMeHHyto cepebps-
HYHO C MO30J10TOW pU3y, O YEM FrOBOPAT CNesbl OT
rBO3jen Ha Koprnyce BOMHa, OCOBEHHO 3aMeTHbIe
Yy MecCT NpuMbIKaHna GUrypbl K KWOTy 1 Ha nosce
pocnexa. Jlydlie Bcero CoxpaHuanCb caefbl okna-
Aa Ha KPYMNHOM BbIMyk/JOM H1UM6Ge. OH BeCb NOKPbIT

41. Y 60NbLUINHCTBA AEPEBSHHbIX 3K3EMMIAPOB 3TON rPynnbl
ylleli BOO6LLe He BUAHO NOZA MbILIHOW LWankomn Boaoc. Y Hau-
60/1ee paHHEro 13 NaMATHUKOB JaHHOW MKOHOrpadum — Kka-
MeHHoro eoprus 1464 r. ¢ ®ponoscknx Bpat MockoBCKo-
ro Kpemas (I'T) — un3-nog NpuYécky BUAHO NULLIL OKOHYa-
HMe MOUKM yxa.



MO NOBEPXHOCTU LUASANKAMM FBO3AelN IMB0 MeAHbIX,
Nnbo 30/104EHOTO cepebpa . bonee Toro, Ha mecte
NPUMbIKaHVA HUMBa K MPaBOW LEeKe MeXAy NATbIM
W LWEeCTbIM OKPYT/bIM 3aBUTKOM BOJIOC COXpaHMACA
Heb0/1bLONM pparMeHT 30JI04EHOTO TUCHEHOTO Ce-
pebpa, Ha KOTOPOM, K COXaNeHWHO, OPHAMEHT Npo-
UnTaTb HEBO3MOXHO.

WNTak, uto c 60/bLUIEN UK MEHbLLIEA TOYHOCTLHO
MO>XHO KOHCTaTVpOBaTb B CBA3U C NepeBo30oM B Mo-
CKOBCKUI YcneHckmin cobop 13 Bnagnmupa penvkeuii
¢B. Anmutpua? CeeaeHna o npuHeceHun B MockBy
MKOHBI, HAarNMCaHHOM Ha «rPOBHON fOCKe», BNEPBbIE
NOABNAOTCA B MNCbMEHHOM UCTOYHMKe XVI B.—
CreneHHon kHMre*:, O BpeMeHU faHHOro cobbITUS
n 0 AaTe nocTasfeHns obpasa B YCNeHCKOM co60-
pe TaM HUYero He ckasaHo. MiccnegoBatenu B 3ToM
BOMPOCE MOJb3YHOTCA CBEAEHNAMM NlereHAapHbI-
MW, CyMMUpPOBaHHbIMK B XIX B. Ha MeTanIn4eckom
Tabaunue, BOCNPOM3BOASALLEN, NO BCEN BEPOATHO-
CTW, TEKCT ABYX bonee paHHUX Tabanuek c uctopu-
e obpasa, ynomsaHyTbix B cObopHbix Onuncsax 1627
n 1701 rr** Tonbko Ha Tabauue XIX B. umeeTca gaTta
cobbiTna: 6888 (1380) r., KOTOPYHO, KOHEYHO, HE/b3S
NPUHATb Kak Heocnopumbld dakT. M3 TekcTa npa-
BOW €€ yacTu Mbl Y3HaéM O MOHOBAEHUU UKOHbI
B 1517 r. bnarocnoseHnem mutpononuta Bapna-
ama BMecTe C gpeBHel boromartepbto Baagumup-
ckoM, obpa3amu boromatepu borontobckoit n Cnaca
Ha npecToe, cneumanbHO NPUHECEHHBIX A 3TOM
uenu us Baagmumunpa®®. OgHako npu pectaBpaumm
WKOHbI CB. IMMUTPUS He YAaNoCh BbIBUTb HUKAKNX
cnepoB noHoeaeHua 1517 r. B oTanumMe OT UKOHbI
«boromatepb Bnagnmnpckas», rae oHun Kak pas Yét-
KO BbIABAAOTCA *®. HMKakunx ciesloB MKOHbI 6onee
APEBHEN, UEM CTapUHHasA J0OCKa HeonpeaenéHHoM
Aatbl ¢ xmBonucbto Knpuana Ynanosa 1701 r., Her,
KpOMe YNMOMSIHYTOrO BblLLe 30/10TOr0 GUANTPaHHO-
ro BeHua KunprnaHoBa BpemMeHu, CBUAETEbCTBYHO-

42. YTOuYHeHWe maTepuana JOMKHO NMOMOYb YTOUHEHMWIO AaTu-
POBKM AparoLeHHOro y6opa NKOHbI.

43. Knura CreneHHas. M., 1908. C. 226.

44. CmupHoBa 3.C.YKas. cou., ¢. 227-228. [o4eMy-TO HUKTO
He obpaTva BHMMaHWA Ha COBMNajeHue AaTbl «MOHOBAE-
Hus» obpasa Knpuanom YiwakoBbIM 1 3aka3oM MUTPOMO-
NMTOM AZIpMaHOM MeTasInyeckmx Tabanyek ¢ «1eTonncbo»
AN YTUMbIX MKOH YcneHckoro cobopa Mockosckoro Kpem-
5. 9TV PaKTbl, HECOMHEHHO, JOMKEHCTBOBABLUME YyTBEP-
ANTb NOAAMHHOCTb PEAVKBUK, BO3SMOXHO, C LIeNbo HeKoM
NCTOPUKO-LLEPKOBHON danbcudukaLmmn, XxapakTepHon ans
XVIIl B.

45. BockpeceHckas netonuck // NMCPA. CI6., 1859. T. 8, c. 254,
264, 269. Mo 3aBepLueHnn paboT BAAANMUPCKNE UKOHBI
6b11 BO3BpaLLeHbl 0bpaTHO.

46. AnucumoB A. V. Bnagumupckas nkoHa boxxuen Matepu //
Anuncnmos A. . CbopHmk cTaten. M., 1983. C. 267-273.

Lero, BO BCAKOM Cly4ae, O Haanumm Bo Baagumupe,
a notomMm B MockBe, a, MOXeT bbITb, cpa3y B Mo-
CKOBCKOM YcneHckoM cobope obpasa CoNyHCKoro
BOWMHa-My4YeHUKa, HanncaHHoro B koHue XIV B. Ybe-
AUTENbHOM NpeacTaBaseTcs rmnotesa W. A. Ctepavro-
BOM O TOM, YTO CepebpPsAHbIN 30/10UEHBIN KOBUEXEL]
Opy>eWHoi ManaTbl BU3aHTUINCKON paboTbl BTOPOIA
nonoBuHbI X| B. ABAANCA BMECTUMLLEM OKPOBAB/EH-
HOW «COpPOYKM» CB. MMUTPUA, KOTOpasA yNoMsaHyTa
Kak Befnyaiilas cBATbIHA B «[loxBane» kHA3t0 Bce-
BONI0AY J1aBpPEeHTLEBCKOWM IETONNCU HapsAay € «rpob-
HOM pockon» nog 1212 r.47 n kotopas, No-BUAVMOMY,
AencTBuTeNbHO nonana B Mocksy B koHLe XIV B,

MoabITOXMBaA MMeroLMeCs AaHHbIe, MOXHO Ay-
MaTb, YTO €4UHCTBEHHOW APEBHEN CONYHCKOW pe-
NNKBUEN, NpUHecéHHoN B Mockay 13 Bragumupa
OZHOBPEMEHHO C Yy0TBOPHOW MKOHON «boromarepb
Bnagumupckas», 61, ckopee BCEro, Wb BU3aH-
TUACKUIN KOBYET C «COPOYKOM» CBATOrO Aumntpus.
YTo >Ke KacaeTcs MKOHbI U «TPOBHON JOCKW», TO
Ha OCHOBaHWM 30/10TOr0 PUAMNIPAHHOrO BeHLa OT
WKOHbI 1 AepeBAHHOW KMOTHOW cTaTym KoHua XIV B.
PEe30HHO npeAnonaratb MaclwTabHbIl 3aMbicen Ku-
npvaHa No PeKOHCTPYKLUUM APEBHENLLNX CONYHCKNX
CBATbIHb HAa MOCKOBCKOM MOYBE C Lie/1bo AyXOB-
HO ynozo6uTb MockBy ogHoBpeMeHHO 1 ConyHu,
n Bnagmmupy, coxpaHasLuemy, HecMoTps Ha obu-
LuunanbHoe 3HauveHve Knesa, ponb peanbHOro LieH-
Tpa Be/JIMKOPYCCKON MUTPOMOAUK, 38 KOTOPYHO OH
Tak JOAro 1 gpamaTuyHo 6oponcsa. 3amMeTM B CBA-
31 c koBuexueMm 'TMMK, uto nmeHHo npu Kunpua-
He B 1401 r. 6b1na NnpuHeceHa 13 Cy3gana B Mocksy
N apyras Benvkas cBATbiHA — «bosnbwne Ctpactm»
AnoHuncma Cy3aanbckoro, 3ak/toyaBLume B MaclwTab-
HOM penvkeapuu KpoBb Cnacutens 1 4acTuLbl opy-
avn Ero ctpacten®,

YTo kacaeTcs coefHEHNA B O4HOM MeMOpU-
aNbHOM KOMJieKce M306paxkKeHns >XMBOMUCHOTO
W CKYJbMNTYPHOTO, TO ANA pennkBapues cB. AnumnTpus
ConyHckoro, co3aasaeMblix B XIII-XIV BB. B ®eccano-
HWKaX, NOCAeAHNM NPUEM Bbla BeCbMa XapaKTepeH.
MprMepoOM MOXET CNYXXUTb KPYTblA HaNepCHbIN
koBuexel, n3 CobpaHua ymbaptoH Okc B Ba-

47. Crepaurosa W. A. BusaHTuinckmin mowesmk Aumutpus Co-
nyHckoro n3 Mockosckoro Kpemas. C. 267.

48. Tam xe. Noka3atenbHo BHUMaHue [nonncna Cysaanbcko-
ro kak aBTopa JlaBpeHTbeBCKOW NeTOMUCKM UMEHHO K MO-
LLEEBMKY B CBETE €ro poau Kak cobupatens peavksuii Ctpa-
cTeli XpUCTOBbIX U 3aKasumka «bosblimx Ctpacteli» 1383 r.
3/4eCb, HECOMHEHHO, eCTb NPAMas 1 ecTecTBeHHas CBA3b.

49. TonybuHckmi E. ctopus Pycckoii Liepkew. T. Il. Mepuog BTO-
poi, MockoBckuii. Mepsas nonosuHa Toma. M., 1997. C. 333
(npum. 3).
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WMHITOHe >0, Ha nLeBoOI ero CTBOpKe — NOrpya-
Hoe n306paxKeHne CBATOrO, BbIMOJHEHHOE B TEXHUKE
neperopoayaTon sMann. BHyTpn — TpéxcrTBopua-
ThI KNOTeL, C ABYMS NMOABUXHbIMK ABepLaMu, Kak
6bl MPMKPbLIBAOWMMN BXOA B rpobHuMLy. [MocneaHas
npescTaBieHa B BUAe yraybaeHns nog Tpéxaonact-
HOW apOYKOWA, 3HaAMeHYIOLLEel CeHb Hag capkodarom,
noJ KOTOPOW MOKOUTCA OTAUTas 13 3010Ta Guryp-
Ka CB. IMMUTPUA CO CNOXEHHBIMWU Ha FPyaAn pyKa-
mMu. Cnesyet o6paTUTh BHUMaHWE Ha CTPYKTypHOe
CXOZACTBO 3TOW KOHCTPYKLUUW C PYCCKUMMN KUOTHbI-
MW «MKOHaMW Ha pe3w», BbIMOJAHEHHBIMUN U3 JePEBa,
nofo06HbIMKM Hrkone MoxarickoMy U KpeMaEéBcKo-
My BOWHY. K cOXaneHWto, HN OAUH U3 ApeBHENLLNX
KWOTOB HE COXPaHWACA, HO Ha OCHOBaHWW NamAT-
HuKoB XVI B. MOXXHO BOO6pasnTb nx popmy. PasHu-
La JMLb B TOM, YTO B MOAOOHbIX BaLLMHITOHCKOMY
pennkBapusax n3obpaxeHne nmeno HagrpooHbIN
XapakTep,— PyCcCKue Xe KMOTHble CTaTyu BOMJI0-
wann naeto Tpuymda 060XKEHHONM NAOTKN, CTONb
aKTyanbHY B Nepunos HeobxoaMMOCTU NPOTUBO-
CTOATb AYXOBHbIM LUATaHMAM, €pecam 1 NaTUHCTBY.

Kakoe mecTo B Xpame Morna 3aHMMaTb CKyJ/b-
nTypa, 3HaMeHytowas cobor HagrpobHyo fOCKy
¢B. Anmuntpua Mupotouua? N3BeCcTHO, UTO B HOXK-
HOW 4aCTM MOCKOBCKOrO YcrneHckoro cobopa, nob-
IN30CTY OT AbAKOHHMKA, HaXoAMTCa JUMUTPUEBCKUI
npuaen, B 4PEBHOCTUN KOTOPOro Tenepb HUKTO He
comHeBaeTcsa. XXnMBonucHasa nkKoHa ¢B. Inmutpus Ha-
xogunacek, cyaa no Onucam XVII B., B LleHTpabHOM
MKOHOCTace y camoro Bxoga B npugen. /locka nko-
Hbl, TaK Xe, KaK 1 fepeBAHHan cTaTys BOUHA, CUJb-
HO nocTpagana ot orHa. MNepsas bbina yctaHoOBNEHa
Ha doHe xmBonucHbIx uryp Makapwma Ernnertcko-
ro n OHy¢dpwus Bennkoro antapHon nperpagbl co-
6opa: obe cMAbHO NOCTPajanu OT OFHSA, U «pa3mep
obropesLUEro yyacTka COOTBETCTBYeT CTOABLUEN Ha
3TOM MecTe UKOHbI «AnMuTpunin CoNyHCKUN».., KOTO-
pas bbina HanuncaHa B XVI-XVII BB. Ha obropesLuei
Aocke®'. HesAcHO TONbKO, Kakoi Noxap UMmeet B BUAY
aBTOp AaHHoro 3akntoveHuns W. A. Kauanosa. B XVI ..
MKOHa pecTaBpupoBanace B 1517 r., B noxape xe
1547 r. «boXbMM 3acTynieHnemM B YCNEHCKOM CO-
6ope [encyc»>2 n Bce cocyabl 0Kasanuch Lebl...» 3

50. The Glory of Byzantium. Cat. N117, p. 168 (uHB. N2 5820).

51. Kauvanosa .. AntapHas nperpaga YcneHckoro cob6o-
pa Mockosckoro Kpemns. torn pectaBpauum xusonucu
B 1978-1979 rr. // ApeBHepycckoe nckycctso XIV-XV BB.
M., 1984. C. 274.

52. Topa [encycom nmeetca B BUAY MKOHOCTAC.

53. Matpwuapwas, nnn HnukoHoBsckas, netonuck // MCPA. T. 13.
M., 1965, c. 153. B noxape xe 1476 r. pacnancsa coBcem npu-
aen MNeTponaBaoBCKUNA.
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Ham npeacraBaseTcs, UTo KMOTHasA «MKOHa Ha
pe3n» bblia NocTaBneHa cpasy B JAMUTpreBCKOM
npuaene cobopa. ECTb M3BECTHbIE OCHOBaHWA BbifA-
BUTb eé no Onwucn Havana XVII B., kotopyto T.C. bo-
pucosa gatupyet 1606-1611 rr.>* Tam durypumpyrot
ABa MecTHbIx obpasa cB. Aumutpuma ConyHCKOro.
OAVWH, HECOMHEHHO, ABAS/ICA XXUBOMUCHOW UKOHOM
1 Bbln 0610KeH cepebpAHbIM C YEPHBIO OKIaL0M 3,
Kak 60AbLUIMHCTBO COBOPHbIX MKOH BO BTOPOW MOJIO-
BuHe XVI B. [lpyras nKoHa JOKHa NpuBaeYyb Halle
cyryboe BHUMaHMe: 370 «...06pa3 Amutpusa ConyH-
CKOTO B KMOTE, YTO CTOMUT Yy CEBEPHbIX ABEpei, 0610-
XeH cepebpoM, oknag v BeHew, 6acMeHHbIe.., @ KNoT
Y Hero AepeBsHHbIN C Nog3opamMu... A No noasm
oknaz y Toro obpasa nonopueH» 6. 3amMeTM: nonop-
YeHHOCTb OK/lala FOBOPUT O MOYTEHHOM BO3pacTe
namsaTHMKA, BaCMEHHbIV Xe HUMb nMena JepeBsH-
Has cTaTya cB. JMMUTPUA, YacTb KOTOPOro coxpa-
HWUnacb. HekoTopeble aeTanu CBUAETENLCTBYIOT O €ro
601bLLIOM NOUYNTAHUN: MepBasf MKOHa UMena nNpwu-
KAaAoM 2 YyropCKMX 30/10TbIX, BTOpad — 57, Aa ewé
5 rpuBeH cepebpsHbIX, 3010UEHbIX B WTbIK>. B onu-
cn 1627 1.y ceBepHbIX ABEPEN Mbl HE HAXOAMUM 03-
HauyeHHOro obpasa,— BMeCTO Hero ykasaHa UKoHa
npenogo6Horo Ceprus n obpas cs. Aumutpus Co-
JIYHCKOro «nagHnua» 8, Tak kak co3gaHuto Onncu
1627 r. npegLwecTBoBan noxap, Hago AymaTtb, UTO
06e NKOHbI — 1 XMBOMMWCHAA, N «Ha pe3un» — nocTpa-
Aann B OTHE MMEHHO TOr4a, UTo AenaeT MOHATHbIM
“ noHosaeHWe obpasza B 1701 r.; n ucYe3HOBEHME
13 npuaena AepeBsHHOM UKOHbI.

E€ coBpemMeHHOe COCTOsIHME FTOBOPUT O 3Ha4M-
TenbHON gedopmaL My NnepBoHayanbHOro obauka:
BCA MpaBas CTOPOHa PUIrypbl CUALHO MOBPEXAEHa,
HaunHasa C JMKa, NpeBpaTMBLLEroCA TaM B YEpPHOe
3acCTbiBLUEE MECMBO, M AOCMexa, N KOHYas npaBoM
HOroW CO CneAamm CUbHbIX OXOroB. OTaeNnbHble
06ropaHuns ectb 1N Ha JIeBOM HOTe, a TakKe B HUX-
Heln yacTu gocnexa. AcHO, UTo Hanbonee ys3BUMbI-
MW OKa3a/MCb BCTABHble PYKW, ieBas U3 KOTOPbIX
6bina no3aHee rpybo gonosHeHa. MNocne noxapa
«MKOHa Ha pe3n» Moraa nonactb Ha NnosaTu Haj,
AmuTtpuresckum v MNoxBanbCkMM npuaenamu, Ko-
TOpble NoABMANCE B PropaBaHTMEBCKOM cobope

54. BopucosaT.C. O gaTMpoBKe ApeBHelLLer N3 COXPaHMBLLVX-
ca Onucelt YcneHckoro cobopa // YcneHckuin cobop Mo-
ckoBckoro Kpemns. Matepumanbl n nccnegosanus. M., 1985.
C. 246-259.

55. PWB. T.1ll. CN6., 1876. C16. 365.

56. Tam xe. Ct6. 366.

57. Tam xe.

58. Tam xe. Ct6. 440.



Y MMenn TaM Ha BTOPOM 3Taxke C 3anasHol CTopo-
Hbl CBOW MKOHOCTaC *.

B cBeTe ncropum obpeteHns H. H. MomepaH-
LeBbIM MCCAefYEMON AePEBAHHOWN CKYNbMTYpPbI
OYeHb MHTepecHbI 6bonee NO3AHME CBEAEHMSA O Cylb-
6e ybpaHctBa npuaena Aumntpuna ConyHckoro.
B Hauane 1913 r. 66110 peleHo 3aMeHUTb NKOHO-
crac 1833 r., noCTaBNEeHHbIN Ha MecTe MKOHOCTaca
1770 r., HoBbIM. MpeXHun bbln pa3obpaH, a KO-
Hbl 6bIIN NepeHeceHbl Ha XxpaHeHne B MupoBsa-
peHHyto ManaTy 0,

[JaTbl ABYX nocieaHNX MKOHOCTacos AMUTpmes-
ckoro npugena (1838 n 1913 rr.) AatoT BO3IMOXHOCTb
npeanonarate Bpems rpybor pectaBpauunn gepe-
BAHHOW CTaTyu (HaAcCTaBAeHHan feBas pyKa, KUCTb
KOTOPOW onupaeTcs Ha nosic gocnexa). Pectaepa-
TOPbI IBHO HE MMENN HWN Masieiero npeacrase-
HMA O BO3MOXHbIX BapuvaHTax nKoHorpadumm, HO cam
baKT NOHOBNEHMWS CBUAETENLCTBYET O TPAAULNOH-
HOM MOYTEHUU K ApeBHeMY 06pazy®'.

foBOpS O KOMMAEKCe PEeNNKBUIA CB. AuMUTpUS,
3.C.CmupHoBa BcrioMumHaeT paboty C. Yypuunua, rae
rOBOPUTCH, UTO COYETaHME YTMMbIX OCTaHKOB Myue-
HWMKa 1 ero MKOHbI-MOPTPeTa He TONbKO COo3jaBanu
npeAnocklIKY AN Pa3BUTMsA MKOHOCTAca, HO 1 3a-
HUManM B XxpamMax onpegenéHHoe Mecto — B toX-
HOW KX YacTu, NMPUYEM He B anTape, a B Haoce ®, kak
capkodar CredaHa [levaHckoro B [le4aHCKOM MOHa-
CTbipe 1 paka npenogobHoro Ceprus B TpouuKkom
cobope Tpouue-Ceprunesoit obutenn . Yro kaca-
eTca JMUTpueBckoro npuaena YcneHckoro cobopa,
10 ewé V. E.3abenunH, a BCaes 3a HUM pag ApYrux
YUYEHbIX Npegnofarann, Yto oH 6bin BO3BEAEH BO
nms ¢B. Anmuntpmsa ConyHCKoro Hag rpobom Besnu-

59. Ha nepsoMm 3Taxe pacrnonaranacb cobopHas pusHuLa.

60. LleHHukoBsa /. A. IkoHocTac [iMuUTpueBCKOro npugena
YcneHckoro cobopa u «aHTMKBapHas» pecTaBpaLua Hava-
na XX Beka // YcneHckuii cobop Mockosckoro Kpemns. Ma-
Tepuanbl 1 nccnegosanua. M., 1985. C. 161-164.

61. ECTb HEKOTOpble NCTOPUYECKME OCHOBaHWA Mosaratk, UTO
y «rpOBHOM AOCKM» CONYHCKOTO MyYeHuka npecnegye-
Mble S04V MOT/IN UCKaTb 3aLmnThl. Tak, B COBbITUAX BYPHbIX
K1aCCOBbIX CTOJIKHOBEHWM B 1547 r. HEHAaBUCTHbIN BPeMEH-
wuk HO. B. TANHCKMIA NbITancs cnpatatbCs OT TOMbl UMEH-
HO B Npugene BeankomyueHunka Jumutpus ConyHCKoro, Ho
HapOZ «M13blHaB ero» oTTyza v 6ecuenoBeyHo youn B camom
Xpame 6113 MUTPOMNOANYLErO MecTa (XxapakTepHo, YTO He
B npugene).— Cm. Kopeukuii B. M. YcneHckunin cobop kak na-
MATHUK NAEVHO-MONNTNYECKOM XMN3HN MOoCKBbI KOHUa XV —
Hauvana XVII Beka // TocypapctBeHHble My3en MockoBckoro
Kpemnsa. Matepuansl n nccnegosanma. VI. ictopua v pecras-
paumsa namatHukoB Mockosckoro Kpemasa. M., 1989. C. 72.

62. CmupHoBa3.C.Ykas. cou, c. 246; Curcic S. Proskynetaria cons.
Saint's Tombs and the Development og the Iconostasis //
Te3nckl koHPepeHumn «/koHocTac. MponcxoxaeHwne. Pas-
Butne. Cumeonuka». Cre., 1995. C. 8.

63. Tam xe.

koro kHsa3s%. H. C. llensnuHa Ha ocHoBaHWK J1bBOB-
CKOW 1 YBapOBCKOW IETOMNWCEN NPeanoNoxXmia, YTo
34ecb 6bIn Norpebér kHa3b KOpuin JaHnnosuy .
Tak nan nHaue, Bce yUYéHble, MOCBATUBLLME UCCe-
A0BaHUA nctopun AMUTpreBckoro npugena, npu-
XOAAT K BbIBOAY O €ro MeMopuanbHbiX GYHKLMNAX.
Bcé 310 XxOpoLLo SIOXKUTCA Ha cUCTeMy, NPeaNoXeH-
Hyto C. Yypunuem,— B npugene 6bina noctaBieHa
CKYy/NIbNTYpPHas MKOHa M3 «rpoBHOW AOCKM» CBATOTO,
CUMBO/IM3NPYIOLLAA OAHOBPEMEHHO €ro rpobHMLLY
N HebeCHyo CnaBy, TOPXKECTBO €ro 0H60XOKEHHON
NAOTW, a Y BXOAa B NPUAEN B FOXXHOW YacTu cobo-
pa 6bln noctaBneH B XIV B. NKOHHbI 06pa3 [u-
muTpusa ConyHckoro. BoamMoxxHO, CTpykTypa 3Toro
KOMMeKca, NpeanoxeHHas Mutponoantom Kunpm-
aHOM A1 YcneHckoro cobopa, AeiCcTBUTENbHO MNOo-
BTOpsANa pacrnonoxeHune gpeBHUX cBATbIHb Cobopa
Bnagumunpckoro.

Mouemy nounTaHne «rPOBGHOW JOCKU» C BbIpe-
3aHHOW 13 Heé GUrypom CBATOro BOMHa Kak bbl no-
Tepanocb BO BpeMeHn? Bce naMATHWKM LLepKOBHOTO
MCKYCCTBA, CO3AaHHble 3aMbiluneHemM KunpuaHa, oT-
MeueHbl OTUET/IMBOM MeYaTbo MEPBUUYHOCTH, CTPYK-
TYPHOW 1 copepkaTenbHOWN YHUKanbHOCTU. OHW,
B YACTHOCTW, <MKOHbI Ha pe3un», NojobHble HnKo-
ne Moxawckomy n umutputo ConyHckomy, 6b1aum
noAuvHeHbl naee npociasneHus Llepksu v cBs-
TbIX MOLLEN MOABUXHUKOB U MyUYEHUKOB KaK eé
He3blbemMoro ocHoBaHmA. C 3TUM CBA3aHO M OCO-
6oe n3obunve, N BbICOKMI KaUeCTBEHHO YPOBEHb
KOBYEroB-MOLLEBMKOB, NaHarnii Ans BO3HOLLEHUS
N XpaHeHWs 6OropoAnYHOro xneba, KaMeHHbIX MKOH
N eBXapUCTUYECKMX NOKPOBL,OB, MPOHN3aHHbIX Ca-
MWUM AYXOM JNTYPIUK N MOFYLLMX MO EMKOCTU CBOMUX
NKOHOrpadunuecknx NporpaMm ABAATLCA ANA BEPY-
FOLLIMX KOHLLEHTPUPOBaHHbIM 06Pa3oM anocTob-
ckon LepkBu ®6. MaMATHWUKM LLepKOBHOTO MCKYCCTBa
3TOro BPEMEHU CTaHOBATCS YCTONUMBBIMY 3TaNOHa-
MW AN5 NOCAEAYIOLWMX SMOX, KOr4a NPVBbIYHasA TH-
nofornyeckas cxema nocrterneHHo yTpaTtuna nadoc
YTBEPXAEHNS TUTYPrnYeckmnX HOBLLECTB, CTaB Npo-
CTO Oobpasuom.

[ns MOTMBMPOBKM AAaTUPOBaHUA KPEMIEBCKOIO
BOWHa KOoHUOM XIV — Hauanom XV B. CyLecTByIOT
AOCTaTo4YHble ocHoBaHuA. H. H. lomepaHueB npo-
SIBUJ B 3TOM BOMPOCE TOHKOE UHTYUTUBHOE YYThbE,

64. 3abenunH W.E. Nctopus ropoga Mocksbl. M., 1902. C. 74.
65. LWenanmHaH.C. K nctopumn nsyuerums YcneHckoro cobopa
Mockosckoro Kpemns // CA, 1972. N2 1. C. 200-202.

66. PbiHauHa A.B. O anTypruyeckon CMMBOINKE APEBHEPYCCKUX
cepebpsHbIX NaHaruii // BoctouHoxpuctnaHckuii xpam. Jin-
Typrus n nckyccrso. CM6., 1994. C. 204-219.
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Kak 1 B aTpmbyummn ctatyun. CTUAUCTMYECKM aHano-
r ¢B. AumuTputo 13 Kpemasa MOXXHO OBHapyXntb
B XKMBOMWUCK U NAaCTMKe BU3aHTUNCKOro mupa Xlll-
XIV BB., @ Tak’Ke B MOCKOBCKMX MaMATHMKaX NKOHO-
NMUCN 1 INLEBOTO WNTbA KoHUa XIV — Hauana XV B.
Ecaun no nkoHorpadum oH cnegosan obpasuam, no-
[06HBIM Mo3anyHon nkoHe XIV B. B CaccodeppaTo,
0 YEM MOXHO CYAWTb MO MOJOXKEHMIO COXPaHMNBLLNX-
€A GparMeHTOB PyK BOMHa B KyCTapHOM pecTaBpaLimm
XIX B., TO MO XyA0XeCTBEHHbIM MPU3HaKaM KpeM/EB-
CKUIM UMUTPUIA fanék OT CTONMYHOM U3bICKAHHOM
padrHMPOBaHHOCTW NocnesHero. B cBa3un ¢ HUM npu-
XOAAT Ha NaMATb HEKOTOPble CTeaTUTOBbIE pesibedbl,
nogo6Hble nkoHe Xl B. n3 Cuanctpol B boarapum®,
B KOTOPOW MOXHO HabaroAaTh Te e 3NEMEHTbI MPo-
nopLMoHanbHON aepopmMaLim GUrypbl 1 HEKOTOpOE
ynpoueHne dopm B LesoM. Ho ocobeHHO co3By-
YeH KpeMAEBCKOMY BOMHY MepPCOHaXx CTeaTUTOBO-
ro penbeda XIV B. n3 KabmHeta Meganeii Jlyspa .
CBATOV paTHUK, M3006PaKEHHBIN TaM, He UMEET roJIo-
Bbl, OTCYTCTBYET 1 NOACHWUTENbHAsA HaAMUCb. YO MO-
XeT 6bITb 1 [eoprui,  Aumutpui, n Takxke Pegop
nam Mpokonuin®. C gepeBAHHON CTaTyel COBMajaeT
npeyBeNNUYEeHHO A/IMHHbIVA TOPC NPW CPaBHUTEIbHO
KOPOTKMX HOrax U HeMmpomnopLmnmoHaabHO AJVHHbIE
PyKW. ABTOPbI Mapu>KCKOro Katasora 3aTpyAHUANCD
NokanmsoBaTb penbed, Ho He nckarovaroT KoHcTaH-
TMHoNoAb . VIkoHa eanHoAyLWHO aaTtupyetcs XIV B.

CyLLleCTBYOT NaMATHUKM 3TOrO apXav3npytoLero
ansa kKoHua XIV B. ctmng v B xxmsonucu. lNpexae sce-
ro cnegyet BCMOMHUTb BOMHOB B JJMMUTPYEBCKOM
umnkne pocnucenn 1312 r. B8 Mutponoann Muctpei.
B kauecTBe Bblpa3vTeNbHOrO NpUMepa MOXHO Npw-
BECTN KOMNO3ULNIO «CB. AMMUTPUI B TEMHULE» 7",
rae Ha GoHe CTOpOoXeBbIX BalleH, GAaHKNPYHOLLNX
TEMHVLY, NpeacTaB/eHbl Ba BOWHA, A€TaNbHO 6113-
Kne No NOCTPOEHUIO U Nponopumam euryp K aepe-
BAAHHOW CTaTye: Takue Xe HWU3KOPOC/ble, KOPEHacTble,
MOLLHblE B CBOWX KPYMHbIX, CNabo pacuyneHEHHbIX
obbémax. B npuHumne purypa cs. Anmuntpus moxet
6bITb COMOCTaBAEHa 1 C MO3aMYHOMN UKOHOM «CB. Dé-
nop Tupon» XIV B. 3 BatukaHa’?, Ho B HEM bosiee

67. Ovcarov N.Sur l'iconogarphie de St. Georges aux XI-Xlle
siecles // Byzantinoslavica. LIl Prague, 1991. P. 129.

68. Kalavrezou-Maxeiner |. Byzantin Icons in Steatite. Wien,
1985. P. 202-203, pl. 63, N2 128; Byzance. L art byzantine
dans la collections publiques francaices. Musee de Louvre.
3 nov. 1992-1 fev. 1993. Paris, 1993. P. 436, N2 328. Mapwx,
NlyBp, KabuHet Meganein. Sch. 14.

69. L'art byzantine ... P. 436.

70. Ibid.

71. Chatzidakis M. Mistra. Mittelalterliche Stand und die Burg.
Athen, 1995. S. 35-45, Abb. 17.

72. Splendori di Bisanzio. Cat. N43, p. 114. M.S. 1191.
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aKTMBHO BbIIBJIEHA YNCTO pUMCKas BpyTanbHOCTb
MOLLHbIX GOPM, HaMOMUHAIOLLMX MepPCOHaXEN paH-
HEXpPUCTMAHCKOM NAACTUKK, BUAUMO, MOTOMY, UTO
JIMYHOCTb 3TOrO CBATOrO BOMHA A/ BU3AHTUILEB
fBAsNa 0b6pa3 pumckoro congata’®. VikoHa BaBOVHE
WHTEpecHa ANS Hac B CBA3M C KPEMAEBCKOW CTaTy-
el — OHa MMeeT BbITAHYTYIO Mo BepTMKaan dop-
My, TO €CTb pelleHa B BUAE CPaBHUTE/IbHO Y3KOM
pouteukn (14 x 6,4 cM) € COXpPaHUBLUMMMKCA Ha NO-
NX cnefamu reoszen ot gparoueHHon obknagkm
N C METaNNNYECKON TabIMUKOM B HUXKHEM NEBOM
Yrny C NaTUHCKOM Haanucbto. Mo3awnka gatmpyer-
¢t 70-mum rr. XIV B. M KOHLOM CTONETUA ™, TO eCcTb
BPeMeHeM O4eHb 6IM3KNM K KPeMAEBCKOMY BOUHY.

B mMockoBckon nkoHonuck pybexa XIV-XV BB. ecTb
MKOHa, KoTopas AenaeT 6e3yc/I0BHON Npeanaraemyto
AATVPOBKY KMOTHOW CTaTym cB. AnuMutpus. 310 «Hun-
kona un Feopruii» ns Nycamukoro MoHacteips B TPM,
HanucaHHble Ha ogHoM aocke ™. 3. C. CMMpHOBa BU-
avT B durype cB.[eoprma yepTbl HEKOTOPOTrO apxa-
“3Ma «B MOHYMEHTa/IbHOM, HEMHOTO THXXEI0BECHOM
PUCYHKe, B KPYMHbIX U CTPOrMX YepTax JvKa.., B yC-
JIOBHbIX OpHaMEHTa/IbHbIX 3aBMTKaX ero BoioC...»
Y KpeMAEBCKOro JMMuUTpus ToT Xe ANLEBUAHbIV OBan
JINKa, Te e YCNOBHbIe «KPYIAALWKN» KyAPen, Ta xe
TOHKas AJIMHHas Les W raBHOE — Mpw BCEN pa3HMLe
B CMJIy3Tax TOT, YTO Y NyC/MLKOTO BOVHA, MUMEET MOoA-
UEPKHYTYH OKPYI/I0CTb B O4epke B&aep Npu TOHKON
Tanuw, rpaduyeckas npopaboTtka gocnexos, dopma
1 PUCYHOK NMIETEHMA Ha camnoXkax nouTtv 6ykBanbHO
COBMaZatoT, C TOM IMLLb Pa3HULIER, UYTO B TPAKTOBKE
focrexa aBTop MKOHbI Npuberaet k 6osee LWNPOKOMY
penepTyapy AeKkopaTuBHbIX U3bICKOB. [paBaa durypa
F'eoprus B LesIOM UMeeT Honee BbITAHYTbIE MPOMNop-
LMK, oTpaxkatoLLme MKoHorpaduUUecknin T1n, CIoXMB-
wwnrica B 6ankaHCcKoM nckycctse koHua XIV — Havana
XV B. B Hegpax Tak Ha3blBaeMOMN «MOPABCKOM LLIKO-
NbI» XXMBOMUCU — NOCNEAHEW CTPaHULbl «<BEANKOTO
ctuns cpegHeBekoBon Cepbum» 7. B KOHCTpynpoBa-
HUW XK€ <MKOHbI Ha pe3un» NMepPBEHCTBYHOLLYIO POb,
HECOMHEHHO, Urpaav UCTOYHUKN naacTnyeckme. Tak
WAN MHaYe, COBEPLLIEHHO ACHO CTaguanbHOE eAnH-
CTBO KPEMAEBCKOro JAUMUTPUS U FYCULLKOM NKOHBI

73. lbid.

74. lbid.

75. CmupHoBa 3. C. MockoBckas nkoHa XIV-XVII Be. M, 1988.
Ne 53-54. C. 268.

76. Tam xe, c. 15.

77. bBypwuh B.BusaHTtuiicke dpecke y lyrocnasju. beorpag, 1974.
C.91; Noaobegosa O. /. BonHckas Tema 1 €€ 3HaUeHmne B cu-
cTeme pocnucen uepkeu Cnaca Ha KoBanese B Hosropoge //
[lpeBHepycckoe nckyccTBo. MOHyMeHTanbHas >XXMBOMUCH
XI-XVII BB. M., 1980. C. 196-209.



Kak sIBAEHWIN XyA0XEeCTBEHHOW XMN3HNU MOCKBbI KOH-
ua XIV —Havana XV B.

Tunonornyeckun K Tomy ke BapuaHty durypbl B ne-
pernosicaHHOW oAeXAe, LOXOAALLEN NOUTN A0 KOJEH,
BbICOKMX canorax 1 naaie, ckpenaéHHom dunbynon
HUXKe Len, OTHOCUTCS W LinTas Ha bosbliom cakkoce
Mutpononuta Potus eurypa Beankoro kHszs Bacu-
s Anmutpuesnya. Cakkoc gatnpyetca 1414-1417 rr.
N cumTaetcs paboTton rpeyeckmx mactepo PoTums e,
AHaNorMYHbI NPONOPLUMOHabHBIV CTPO uryp, cro-
€06 N3yKpaLeHHOCTN Ofexa, HanopucTas sHeprus
>KEeCTOB, NNOTHaA MOCTaHOBKA HOT, MEIKWUI 1 TOHKWUIA
PUCYHOK INKOB, COBPaHHbIN CUMY3T, HE UMEHOLLNIA
aKTUBHbBIX MJACTUYECKNX U rpaduueckmx HHOaHCOB
3a npezenaMy OCHOBHOro 06bEMa, CBUAETENbCTBY-
tOT O CTafunanbHOM 611M30CTM NaMATHUKOB. K SIBHbIM
npu3Hakam poACTBa OTHOCUTCA W 3ameTHas B 060-
NX CyYasx yAAMHEHHOCTb TOPCa, NPaBAa, HECKO/b-
KO CrapMOHMpOBaHHas B GpUrype BeNUKOro KHs3s.

MNopseaém ntorn. KnotHas pesHas craTya cB. u-
MuTpmsa CoNyHCKOro, No-BnAMMOMY, 6blna BbiNo-
HeHa MOCKOBCKUM MacTepom B KoHue XIV—-Hauvane
XV B. n noctasneHa B JumntpreBckom npuaene
YcneHckoro cobopa Mockosckoro Kpemss, 3Hame-
Hys coboli no 3ambicay MuTponoauta KunpuaHa o6-
pa3 Tol «rpPOBHON JOCKMU» CBATOTO, KOTOopas bbiia
npuHeceHa Bo Baaanmump n3 ®eccanoHuk B 1197 1.
VikoHa e ConyHCKOro My4veHunka, oT KOTOPOW COo-
XPaHWACA 3010TON GUANTPAHHbBIM BEHEL, KOHLA

XIV — Havana XV B., noHOBAEHHasA 3aTeM B XVI
n XVII BB., Morna Takxe 6bITb 3aka3aHa Kunpua-
HOM C Lenbto ynoaobute MOCKOBCKMIA YCNeHCKnin
cobop apesBHen 6azunanke cB. Aumuntpus, a Mo-
ckBy — ConyHu. EAMHCTBEHHOW ApeBHEN CBATLIHEN,
npuHecéHHon B MockBy n3 Brnagnmupa B 90-x rr.
XIV B., ckopee Bcero, bbla1 BU3aHTUNCKUA KOBYEr
XI B. € YacTMLEN «COPOUKM» CB. AMMUTPUS, KOTOpast
“ 6blna rnaBHOM CBATbIHEN 6a3mankm’®. 3akaszaH-
Hasn KnnprnaHom pekoHCTpyKLMs «FPOBHOM AOCKM»
B BMAE AEPEBSHHON CTaTyM CBATOrO NOATBEPXKAA-
eT MHeHue A.Tpabapa o TOM, UTO OHa NpeAcTaB-
nsna cobot UMeHHo penbed.

Mepa nnactnyeckoro Hadana, obycioBmBLLas
BUANMYIO HEOAHOPOAHOCTb AePEBAHHON KMOTHOM
NKOHbI «Hukona Moxanckuii» u ckynbNTypHOro o6-
pa3a cB. AuMntpus, obbacHAETCa He pa3bpocom BO
BPEMEHM, @ CUMBOJIMYECKMM CMbICIOM MOCAEAHETO,
[O/IKEHCTBYHOLLErO COBOCTU Mepy «J0CKM» B COYe-
TaHWW C 3aKOHaMW COHCTBEHHO MAaCcTMYECKOro U30-
HpaxkeHus, uTo ¢ 61eckomM 6bI10 cbanaHCMpPOBaAHO
MOCKOBCKMM MacTepoM. Mexay TeM B 060ux ciy-
Yanx C NMOMOLLbIO A3bIKa AEPEBAHHON CKYAbNTYpPbI
AOCTUranach peskas BO3MOXHOCTb CO34aThb B Cpes-
HeBEeKOBOM UCKYCCTBE 06pa3 LLeNOKYNHON 060XOKEH-
HOM MAOTK, BNPAMYH NPUYACTHLIA K MOUYNTAHWUIO
CBATbIX MOLLEN, He TOJIbKO «jiexallmx BO rpobax»,
HO 1 NPeAbsABAAOLLNX NPABOCIAaBHOMY MUPY 0O-
pa3 Llepksu B €€ anodeose.
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THE ROLE OF THE SKY MOTIVE
IN THE DEVELOPMENT OF KONSTANTIN LEVIN'S
STORYLINE IN TOLSTOY'S NOVEL
"ANNA KARENINA"

Summary: The Sky and the Universe attracted close
attention of Tolstoy, the artist. The image-symbol of the
sky accompanies the writer’s beloved heroes on the life
path. The article is devoted to the role of the sky motif
in the development of the plot line of Konstantin Lev-
in — one of the central characters of the novel Anna Ka-
renina, and the influence of the sky on his fate. Tolstoy's
hero is closely connected with the Universe and with the
earthly reality. He looks for the Truth, answers to the
most important questions of being, seeking to compre-
hend the meaning of life, gaining faith, focusing on the
eternal, beautiful sky and earthly reality; he commits to
economic activities, house-building. He seeks to under-
stand the ethical ideals of the peasantry. The article dis-
cusses several episodes, describing the hero’s meetings
with the Universe, which are connected with his desire
to gain love, happiness, harmonious personal relations,
with an intuitive sensation of the inextricable connec-
tion of the earthly and the heavenly, the perfection of
the Universe and with the transition to a new stage of
spiritual development. These episodes are created with
exceptional artistic skill. The scene of spring hunting in
the forest at sunset demonstrates the hero’s organic con-

The sky had an amazing effect on Tolstoy's in-
ner world: it excited, aroused many questions in
his soul and gave a feeling of belonging to the en-
tire Universe. Therefore, it is not surprising that in
the writer's works, the dear to him heroes look at
the sky, have a special mystical relationship with it.

nection with the Cosmos; his involvement in the element
of the Earth and the celestial element. The next situation
marks the turning point in the hero’s personal fate. It is
dedicated to Levin’s fleeting vision, when he, before the
morning dawn after a night spent on stacks of hay, sees
like a dream a pearl shell-cloud in the sky. The impres-
sion of a church cross against the backdrop of the win-
ter night sky, stars, the Auriga constellation with a bright
star, Capella, is such that “seized from the conditions of
material life”, the hero feels the mysterious contact of the
soul with heaven. The impressions of this night are asso-
ciated with good omen for him. On the last pages of the
novel, after the thunderstorm, the hero experiences his
indissoluble unity with the Cosmos; he is inclined to con-
clude that the undoubted manifestation of the Divine are
the laws of good, accessible to every human heart, unit-
ing all people. In these minutes, Konstantin Levin feels
that he is close to finding the faith. The revelations he
received anticipate the transition to a new stage in the
hero's spiritual development, the unknown paths of life
revealing to him.

Keywords: the sky motif, Levin’s fate, the stages of the
hero’s spiritual development

The semantic potential of the image of the sky is
enormous.

In his diary for 1855, the writer noted: "Au-
gust 25. I've just been looking at the sky. Pleas-
ant night. God have mercy on me. I'm wrong.
Let me be good and happy, Lord have mercy.
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Stars in the sky. Bombing in Sevastopol, music
in the camp.”’

Another diary entry made on July 7, 1857 vivid-
ly testifies how attractive, striking the sky was for
Tolstoy: “The night is a miracle. What do | want,
long for? | do not know, but not the blessings
of this world. How not to believe in the immor-
tality of the soul, when you feel such immeas-
urable greatness in your soul? I've looked out
the window. Black, broken and light. Just die.—
My God! My God! What am I? and where? and
where am 1?” (Tolstoy, vol. 47, p. 140).

Notebook No. 1, dated April 20, 1858, has the
following confession: “I have gone out onto the bal-
cony, the night is dark, starry. Stars, mist [misty?]
stars, bright clusters of stars, glitter, gloom, out-
lines of dark trees.

Here he is. Bow down to him and be silent!
Everything will be nonsense...” (Tolstoy, vol. 48,
p. 76).

Researcher O.Panova wrote: "A vertically direct-
ed space is understood by the author and the main
characters as open, open into the World and the
Universe, which gives full right to designate it not
only epic but also cosmic <...>. It is the openness,
endlessness and infinity, expressed by L. Tolstoy in
the symbolism of the sky and the "heavenly”, that
provides his heroes with the opportunity to enter
the sphere of the transcendent, the area of the Truth
of Being. Almost all Tolstoy’'s main characters are
turned to the sky with their eyes and soul <...> this
has a sublime, symbolic meaning, and can be re-
garded as the performance of a symbolic act by
each of them.”?

One of the central characters of the novel Anna
Karenina, Konstantin Levin, is closely connected
with two elements. He is connected with the earth-
ly and transcendent, is turned to the Sky, and is
organically close to the Earth: urban civilisation is
alien to him. Levin lives on the estate, loves peas-
ant labour, sees his destiny to be a rural owner.
He is endowed with the ability to intuitively feel
the processes taking place around him in nature.
A vivid example of this is the spring hunting scene
in the company of Steve Oblonsky, which is per-
meated with a pantheistic worldview. "'Imagine!
One can hear and see the grass growing!” Levin

1. Tolstoy, L.N. 1928-1958. Complete works: in 90 volumes.
(Jubilee). Vol. 47, p. 140.

2. Panova, O.B. 2008. «The language of the symbols
in L. Tolstoy's epic works (sky — earth —door — circle)»,
The Language and culture, no. 4, p. 64.
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said to himself, noticing a wet, slate-coloured as-
pen leaf moving beside a blade of young grass.”
(Tolstoy, vol. 18, p.172) The hero listens to various
evening forest sounds around, looks down at the
wet mossy ground, at the bare tops of the forest
spread out in front of him; his attention is attracted
by the smallest signs of the world around him. The
expression associated with grass has mythological,
folklore roots, and is present not only in Russian
language. In the article Grass Versus Grass: Nature
or Culture?, authors I. Tarasova and L. Semein write
about the purpose of their research: “The concept
‘grass’, reconstructed through the associative field,
allows us to trace the opposition ‘civilised life’ —
‘life far from civilisation'” 3. Tolstoy's hero is alien
to the established bourgeois way of life, striving
for natural life, which, in particular, finds expres-
sion in his reactions to the natural environment.
[lluminated by the evening dawn, the forest, the
impressions of which Levin absorbs, is insepara-
ble for him from the dull blue, veiled with white
stripes of clouds dimmed sky. This scene clearly
demonstrates the organic connection of the hero
with the Cosmos, the involvement of the sphere
of the Earth and the airy, Heavenly sphere, which
appear in harmonious unity.

In the novel, we come across several descrip-
tions of how Levin contemplates the sky, and each
has a deep ideological and artistic meaning. This
contemplation correlates with the dramatic emo-
tional states of the hero; it is associated with inti-
mate personal experiences, fateful moments of his
life, with worldview and spiritual quest. Looking at
the Sky, the hero mentally asks it about the mean-
ing of human existence, and the Universe responds
to Levin's searches and impulses.

Without connections with the Sky, the image
of Levin would have turned out to be prosaic, de-
void of depth and could not have taken, along
with Anna Karenina, a leading place in the novel.
The researchers noted that two storylines devel-
op in parallel in the work: Anna’s and Konstantin
Levin's. These characters are given a special role:
Tolstoy’s heroes are people with a rich inner life,
striving to find the meaning of their existence, to
realise themselves and find happiness. The image
of the main character embodied the writer's aes-
thetic ideas, his understanding of beauty; the nov-

3. Tarasova, |.A. and SemeinL.Y. 2004. «Trava versus Grass:
nature or culture?», The news of the Russian state pedagogical
university named A. Herzen, vol. 7, p. 294.



Ill. 1. Anna Karenina by Illustrator Angela Barrett.

elist gave Levin his intellectual, spiritual quest. In
the fates of these characters, the social and moral
conflicts of the post-reform era were particularly
clearly reflected.

The sky opens up to Levin, who lives mainly in
the bosom of nature, outside urban civilisation at
different times of the day and year: in the evening,
at dawn, at night, in spring, in winter, and in sum-
mer. Thus, he is attached to the eternal movement
of the Earth and the beautiful Cosmos.

It should be mentioned that the inexhaustibil-
ity of the image of the sky in the novel Anna Ka-
renina and its influence on Levin are reflected, in
particular, in colouristic descriptions, in the sym-
bolism of colour. In moments associated with deep
psychological experiences, the hero observes the
sunrise and light of the fading sun, the whole gam-
ut of sky shades that arise during the transition
from evening to night and from night to morn-
ing, and deeply feels the poetry of the world that
opens up to him. Harmonising, peaceful daytime
skies are painted in blue, pink, soft white, symbol-
ising the ideal essence. The night sky appears al-
most black, or dark blue; the Moon, stars, and the
Milky Way can be clearly seen on it. The blue col-

our is associated with the spiritual principle, with
the Cosmos, Eternity. In the spring hunting scene,
Tolstoy depicts an amazing colour composition,
a colourful picture of a dark blue sky, on which,
from behind the birches, a soft silver, alluring Ve-
nus is shining, shimmering with red lights, em-
bodying strong hidden feelings, gloomy Arcturus.
Levin's soul is in doubt, uncertainty, apprehension,
a passionate desire to know the truth about Kitty.
Moreover, while observing the stars, the hero cor-
relates their position in the sky with earthly land-
marks, he does not break the connection with the
earthly world: Venus is first visible to him below a
birch branch, then moves higher, and the Big Dip-
per becomes fully visible.

From the context of the novel it follows that the
hunt takes place in mid-April. According to astro-
nomical signs, the planet Venus is the brightest ob-
ject in the sky after the Sun and the Moon. During
the period of optimal visibility, Venus can be ob-
served for several hours after sunset — the Evening
Star, or before sunrise —the Morning Star. On spring
evenings in the Northern Hemisphere, the planet
is visible until midnight near the western point of
the horizon. The hallmark of Venus is its even white
colour. Arcturus is one of the brightest stars in the
constellation Bootes. In spring and until mid-sum-
mer, Arcturus is located high above the horizon in
the southern part of the sky. The star owes its name
to its proximity to Ursa Major: in Greek, Arcturus is
a bear guardian, hinting at the relative position of
the three constellations: Bootes, Ursa Minor and
Ursa Major.

In modern critical literature, there is an opinion
that the writer made a mistake in this scene: “Ve-
nus cannot rise in the west: on the contrary, in the
evening visibility, Venus descends, setting below
the horizon.”* However, the highest artistry of this
episode completely neutralises the error made by
the author.

The depiction of Levin's fleeting vision before
dawn after a night spent on a haystack can be called
Tolstoy's aesthetic masterpiece. This moment marks
a turning point in the personal fate of the hero.
“How beautiful!” he thought, looking at the strange,
mother-of-pearl shell of white fleecy cloudlets rest-
ing right over his head in the middle of the sky.
"How exquisite it all is on this exquisite night! And
when was there time for that cloud-shell to form?

4. Lepilov, V. 1991. Literature and astronomy. (Critical studies).
One hundred astronomical mistakes in the literature, p. 25.
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Just now | looked at the sky, and there was noth-
ing in it — only two white streaks. Yes, and so im-
perceptibly too my views of life changed!” (Tolstoy,
vol. 18, pp. 291-292). According to E. Babaev, a moth-
er-of-pearl shell-cloud in a clear night sky is a sign
of Levin's ideal dream, in which he wants to believe
very much. There is a subtle romantic irony in this
scene: the hero’s “utopia” is beautiful, like a moth-
er-of-pearl shell that suddenly appears and just as
suddenly disappears. “This is not even Levin's dream,
but, as it were, a dream of nature itself. It is above
his personal hopes but he is inseparable from it.”
According to Babaeyv, a poetic picture of a summer
night echoes Fet's poem "How Fresh it is Here Un-
der the Thick Linden..."”>.

In Tolstoy’s description, the shape of the shell
is not quite definite, hence the possibility of con-
sidering two hypostases of this image-symbol. Ac-
cording to research in the field of mythology and
folklore, a cowrie shell is associated with love, with
the female generative principle (the comb shell has
the same meaning): contemplation of the amaz-
ing sky picture reveals to Levin that he has nev-
er ceased to love Kitty and desires to marry her. If
the shell is spiral, it presents the image of the Uni-
verse, the model of the Cosmos, which are associat-
ed with questions that are constantly present in the
hero’s soul about the meaning of life, about good-
ness and God, the laws of the universe. Thus, the
symbolic image of the shell, which appeared only
for a moment in the heavenly ocean among white-
topped waves, serves as a reflection of the depths
of the subconscious and mental quest of Tolstoy’s
beloved hero.

Before coming with a proposal to the Shcher-
batsky family, deeply agitated Levin feels as if in a
different reality, in a dream. Unable to cope with
his emotions, he walks to the window in the hotel
room and begins to observe the winter sky through
the open window: at first he sees snow-covered
roofs, behind them, there is a church cross with
chains, and above it — the rising triangle of the
constellation Auriga with yellowish bright Capel-
la. There is an association with Descartes’ expres-
sion “to open some windows” (“ouvrir quelques
fenétres”), which implies the expansion of the
boundaries of knowledge. After a while, he again
sits down by the window, “to bathe in the cold
air and look at this wonderfully shaped, silent but

5. Babayev, E.G. 1978. "Anna Karenina” by L. Tolstoy. P. 35.
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full of meaning for him cross and the ascending
yellowish-bright star” (Tolstoy, vol. 18, p. 423).
In the picture presented to him, the symbolism of
the Cross and celestial bodies is combined. "With-
drawn from the conditions of material life,” the
hero feels the mysterious contact of the soul with
the heavenly world. This state is ideally expressed
in the Great Doxology of the All-Night Vigil:
“Slava v vyshnikh Bogu, i na zemli mir, v chelo-
vetsekh blagovoleniye. Khvalim Tya, blagoslovim
Tya, klanyayem Ti sya, slavoslovim Tya, blagoda-
rim Tya, velikiya radi slavy Tvoyeya.” Levin opens
a window to the Universe controlled by the Cre-
ator. A person who dissolves in it acquires the
highest happiness. The constellation Auriga was
associated in Ancient Greece with a herd of goats,
as well as with a chariot and its driver, symbolis-
ing a person’s mind and feelings, which must be
in harmony. Capella is the largest and brightest
star in the constellation Auriga, consisting of two
giant stars — Capella Aa and Capella Ab, that is,
a pair, which in this context hints at a marital un-
ion. Capella, meaning a goat in Latin, personifies
fertility and maternal care, which are again asso-
ciated with family life. And the yellowish-bright
light of the star approaches the sunshine (despite
the described night time), which is associated with
creative energy, the joy of life. The impressions
of this night are associated with good omens for
the hero.

On the last pages of the novel, Levin's fateful,
most important meeting with the Sky takes place:
he has been moving towards it for several years.
The hero experiences his indissoluble unity with the
Cosmos especially deeply, feels himself a part of it
and a bearer.

Spiritual insights concerning the laws of be-
ing and one's own earthly destiny come to Lev-
in when he observes the immense vault of sky in
the coming night, nature renewed by a summer
downpour. The hero's gaze meets a familiar tri-
angle in the sky, apparently the constellation of
the Auriga, favourable for him. He sees the Milky
Way and how, during the spring hunt, he corre-
lates the position of a bright planet, most likely
the "evening star” Venus, with earthly landmarks —
in relation to a birch branch. The theme of unity,
beauty, orderliness of the Universe with its mys-
terious laws, which arose owing to Divine Provi-
dence, appears again. An integral part of the name
of the galaxy that Levin observes is “way” — "Milky



Way". This has a special meaning. Levin is the
hero of the path, who seeks goodness and inner
harmony, strives for self-actualisation, overcomes
trials, delusions and contradictions. Worldview
questions for him are inseparable from worldly,
practical ones.

At the same time, it is quite obvious that new
problems await him in life, the solution of which
will require serious spiritual, mental efforts, and
hard work. Clouds in the night sky that were in
the north, distant thunder and flashes of lightning
remind of the most acute conflicts shaking the
world, of cardinal social changes: this is an echo
of the events in the Balkans, where the struggle of
the Slavic peoples against Turkish oppression un-
folded, the overturned Russian life, which fits into
some new forms.

Looking at the starry sky, Levin feels himself
the owner of an inaccessible to reason, inexpress-
ible mystery that cannot be adequately expressed

in words. The hero himself hesitates whether what
has been revealed to him can be considered faith.
Nevertheless, he tends to conclude that the un-
doubted manifestation of the Divine is the laws of
good, accessible to every human heart, uniting all
people. This conclusion is supported by a conver-
gence with the folk ethical ideal. My life now, he
says to himself, “is not only not meaningless, as it
was before, but has an undoubted sense of good-
ness, which | have the power to put into it!" (Tol-
stoy, vol. 19, p. 400).

Earlier, looking at the sky, constellations, individ-
ual stars, the Milky Way was associated for the hero
with the desire to find such desired love, personal
happiness, with an intuitive feeling of the inextrica-
ble connection between the earthly and heavenly,
the perfection of the universe, whereas now it antic-
ipates Levin's transition to a new stage of spiritual
and moral development, unexplored paths of life
opening up before him.
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POJIb MOTUBA «HEBO» B PA3BUTUW CHOXXETHOW
NIMHNN KOHCTAHTUHA TEBVUHA B POMAHE
N.H. TONCTOIO «<cAHHA KAPEHWVHA»

AnHomayus: Hebo, BceneHHas npuenekanu k cebe npu-
CTasbHOe BHUMaHWe ToNCToro-xygoxHuka. Obpas-cumeon
«Heb0» COMYTCTBYET Ha XXM3HEHHOM MyTU NHOBUMbIM re-
posm nucatens. CTaTbsl NOCBALLEHA POAN MOTUBA «HebO»
B Pa3BUTUUN CIHOXETHOM JIMHUMN OLHOTO U3 LieHTpasbHbIX
nepcoHaxer pomaHa «AHHa KapeHnHa» KoHCTaHTMHa
JleBWHa, BAMSAHUIO Heba Ha ero cyabby. lepon Tonctoro
TeCHO CBfA3aH cO BcesleHHOM U € 3eMHON peanbHOCTLIO.
OH uuweT NcTuHy, oTBeTbl Ha BaxkHelLLIMe BONpockl Obi-
VA, CTPEMUTCA MOCTUYL CMbICA XU3HU, 06pecTn Bepy,
OPWEHTMPYACb Ha BEYHOE, NpekpacHoe Hebo, OTAaéT Bce
CUNbI XO3AACTBEHHON AeATeNbHOCTY, JOMOCTPOUTENb-
CTBY, ero BJIeKyT HapOZHble 3Tnyeckune naeansl. B cra-
Tbe PacCMOTPEHO HECKOJIbKO 3MN3040B, OMMCbIBAOLLIMX
BCTPeUM repos co BceneHHOMNM, KOTOpbIe CBf3aHbl C ero
cTpemaeHnem obpecTu CTONb XeaHHble 0H0Bb, cUacTbe,
rapMOHWYHbIE INYHbIE OTHOLLEHWS, C UHTYUTUBHBIM OLLYy-
LeHneM Hepa3pblBHOW CBA3M 3eMHOro 1 HebecHoro, co-
BEpPLUEHCTBA MVPO3AaHUNA 1 C MepexofoM Ha HOBBIN 3Tan
[AYXOBHO-HPABCTBEHHOIO Pa3BUTUA. DTN 3NU30AbI CO34a-
Hbl C UCKNHOUUTENbHBIM XYAOXECTBEHHbIM MacTepCcTBOM.
CueHa BeceHHel OXOTbl B IeCy Ha 3akaTe, ,eMOHCTPUpY-
eT opraHuyeckyto 6a13ocTb repos ¢ Kocmocom, ero co-
NPUYaCTHOCTb CTUXUAM 3eMAN 1 BO3AYLLHOW, HebecHol.

Hebo oka3biBano yaMBuUTENbHOE BO34ENCTBUE
Ha BHYTPeHHWA Mup TOACTOro: BOJIHOBANO, Bbl-
3bIBaso B Aylle MHOXECTBO BOMPOCOB U jaBa-
N0 olyLlleHre CONPUYaACTHOCTN BCell BceneHHO.
Mo3TOMYy HEeyAMBUTENBHO, YTO B NMPOU3BEAEHUAX
nucaTens Joporve emMy repov aumuesperoT Hebo,
BCTYMatoT C HUM B OCOOYHO MUCTUUECKYH CBA3b.
CeMaHTUYecKknIA NoTeHuMan obpasa «Heb6o» orpo-
MEH.

38

Cnegytowas cuTyauns 3HaMeHyeT NOBOPOTHbI MOMEHT
B INYHON cyabbe repos. OHa nocasLleHa MUMONETHOMY
BUAEHMIO JIeBMHa, KOrAa OH rnepej yTpeHHew 3apéi no-
cNle Houn, MPOBEAEHHOW Ha KOMHE, AnLe3peeT Ha Hebe
MOXOXYHO Ha rPé3y NepsiaMyTPOBYHO PakoBUHY-06/1aKo.
BneuaTseHne oT KpecTa LiepkBu Ha GOHE 3MMHErO HOY-
Horo Heba, 3B&34, co3Be3ansa BosHnuero ¢ apkon Kanesn-
IO TaKOBO, UYTO «M3BbATLIN U3 YCIOBUIA MaTepuanbHOM
XW3HW» repoii OLLyLLAeT TanHCTBEHHOE COMPUKOCHOBE-
HVe AYLUN C TOPHUM MUPOM. To, UTO 6bIIO ABAEHO 3TON
HOubto JIEBUHY, CBA3AHO C A06PLIMU NpeA3HaMeHOBaHM-
MW ANs Hero. Ha nocieAHuUX CTpaHuLax pomMaHa Habto-
JaoLWnii HouHoe Hebo Nocne rpo3bl repoli nepexmnsaeTt
CBOE HepacTopXXMMOe eanHCTBO ¢ KOCMOCOM, CKIOHAETCS
K BbIBOZY, YTO HECOMHEHHOE NposBaeHVe boxecTBa —
3TO 3aKOHbI f06pa, AOCTYMHblE KaXKAOMY Ye/0BEYECKO-
My cepauy, obbejuHsoLWMe BCEX tOAeN. B 3TV MUHYTBI
KoHcTaHTVH JIeBUH UyBCTBYET, UTO OH 6A130K K 0bpeTe-
HWIO Bepbl. MoayYeHHble OTKPOBEHUS MPEABOCXULLAOT
Mepexoz Ha HOBBbIW 3Tan AyXOBHO-HPaBCTBEHHOTO pas-
BUTUSA repos, OTKPbIBAOLMECS Nepes HM Hen3BejaH-
Hble MYyTW XW3HW.

Knroyeseie cnosa: Mmomug «Heb0», cydbba JlesuHa, sma-
nol OyXx08HO-HPABCMBEHHO20 pA38UMUS 2epos.

B aHeBHuKe 3a 1855 r. nncatenb otmeTun: «25 Ag-
eycma. Ceinyac rnagen Ha Hebo. CnaBHas Houb. boxe,
nomMunyu meHs. A aypéH. [lain mHe BbITb XOpOoLKM
¥ cyacTamBbIiM, Focnogm, noMunyii. 3s€3zbl Ha Hebe.
B CeBactonone 6ombapanpoBKa, B n1arepe My3blika» .

1. Toncmoti /1. H.MonH. cobp. cou.: B 90 T. (O6unenHoe). T. 47.
M., TXN, 1937. C. 59. B panbHeNnwemM CHOCKM Ha 3TO n3ga-
HVe AatoTcs B TEKCTE C yKasaHWeM B CKObkax Toma v cTpa-
HULbI.



Hackonbko He60 6bI10 NpuUTAraTeNbHO, No-
pa3uTenbHoO Ans TONCTOro, SPKO CBUAETENbCTBY-
eT eweé ofHa AHEBHWKOBAsA 3anuck, cAenaHHasn
7 nrona 1857 r.: «Houb uygo. Yero xouetcs, cTpacT-
HO XenaeTcA? He 3Haro, TOAbKO He 6aar mupa cero.
W He BepuTb B BeccmepTure AyLun, KOorga YyBCTBY-
elb B Aylle Takoe HemsMepuMoe Beanumne? Barna-
Hy/ B OKHO. YepHO, pa3opBaHHO 1 CBeT/N0. XOTb
ymepeTb.— boxe mow! boxe moi! Yto a? n kyaa?
n rae a?» (Toncton, 1. 47, c. 140).

3anucHasa kHuxka N2 1, ot 20 anpens 1858 r. co-
LEPXUT cneaytollee npusHaHue: «f Bollwen Ha 6an-
KOH, HOYb TEMHa#, 3BE3Han. 3BE3/bl, TYMaH[Hble?]
3BE34bl, APKME KYUYKW 3BE34, Baeck, mpak, abpuchl
TEMHbIX JepeBbeB.

BoT OH. Huu nepea Hum n monun! Bcé byaet
B3gop...» (Toncton, 1. 48, c. 76).

Kak nucana nccnepgoatens O.b. MNaHoBa: «Bep-
TUKa/JIbHO HarnpaBJ/ieHHOe NPOCTPaHCTBO MOHUMa-
€TCA aBTOPOM U I1aBHbIMU FepOAMM Kak OTKPbITOE,
pasomMkHyTOoe B Mup n BceneHHyto, uto gaét non-
HOe NpaBo 0003HAUYNTb €ro He TO/bKO 3MNYECKUM,
HO M KOCMWYECKUM <...>. /IMEHHO OTKpPbITOCTb,
becnpesenbHOCTb U 6e3rpaHNYHOCTb, BblpPaXKeH-
Haa J1. ToNCTbIM B CUMBOJIMKE Heba 1 «HeEBECHOro»,
npeAoCTaBAAeT ero reposiM BO3MOXHOCTb BbIXOAa
B chepy TpaHcLeHaeHTHOro, obnacTb VIcTuHbI bbi-
TnA. lNMpakTnyeckn Bce riaBHble TOACTOBCKUE re-
pou B3rA5S40M M AyLWOW obpalleHbl K HEBY <...>,
4YTO MMeeT BO3BbILLEHHOE, CUMBOJINYECKOE 3HaYe-
HMe, MOXET pacLeHNBaTbCA Kak COBepLleHme KaX-
AbIM 13 HUX CUMBOJIMYECKOTO aKTa» 2.

OAVH 13 LleHTpanbHbIX repoeB pomMaHa «AHHa
KapeHuHa» KoHcTaHTUH JleBMH TeCHO CBA3aH C ABY-
Ma cTuxmammn. OH conpuyacTeH ropHeMy 1 40/b-
Hemy, obpaléH kK Heby 1 opraHnyeckn 61130k
3emne: eMy uyxgaa ropogckaa unsuamsauyma, Je-
BWH XUBET B MNOMECTbE, JIOOUT KPECTbAHCKWI TPYa,
BMAMWT CBOE npejHa3HaveHne HbiTb CENbCKUM XO-
3nHoM. OH HagenéH cnocobHOCTbIO UHTYUTUB-
HO OLLyLLATb NMPOLECChl, MPOUCXOAALLNE BOKPYT
Hero B Nnpupoge. ApKkMM NpMMepPoOM TOMY MOXET
CNYXWTb CLLeHa BECEHHel OXOTbl B 06uiecTBe CTu-
Bbl OBN0OHCKOro, KOTOpas NPOHM3aHa NaHTencTm-
yecknm MupoouwyueHnem. «Kakoso! CabiwHo
M BUAHO, KaK TpaBa pacTteT!» — cka3an cebe Jfle-
BWH, 3aMeTUB ABUHYBLUMICA rpUdenbHOro LBeTa
MOKPbI OCUHOBBIN JINCT NOANE UMbl MOJIOAOMN
TpaBbl» (Tonctoi, 1. 18, c. 172). F'epoit npucay-

2. [laHosa O. b. f3bik cumBosios anoca J1. H. Toactoro (Heb6o —
3emnsa — gBepb—Kpyr) // A3bik n kynbTypa. N2 4. 2008. C. 64.

lWMBaeTCA K pa3HOO6pa3HbIM BEYEPHUM NECHbIM
3BYKaMm BOKPYT, MAAWUT BHU3 Ha MOKPYHO MLIUCTYHO
3eMJIt0, Ha paccTuaaBLUMeECs Nnepes HUM OrONéH-
Hble MaKyLIKW Jieca, ero BHMMaHue NpuKoBbIBatOT
Mesbyalillive NPUMeTbl OKpYyXKatoLLero Mupa. Boi-
pa)kxeHve, CBA3aHHOe C TpaBoOW, uMeeT MUPoo-
rmyeckme, GONbKJAOPHbBIE KOPHUW, MPUCYTCTBYET He
TO/NbKO B PYCCKOM fi3bike. B cTaTbe «TpaBa versus
Grass: npupoga nan kyabTypa?» aBtopsl . A. Ta-
pacoBa u JI. FO. CemeliH nuwyT O Luenan cBoero
nccnepoBaHus: «PeKoHCTpynpyemblli Yepes acco-
LMaTMBHOE noJje KOHUenT “TpaBa“, Mo3BoAsET Npo-
CNeAunTb NPOTUBOMOCTaBEHWE “"LMBUAN3OBAHHAS
XN3Hb" — “>XN3Hb, Aanékasa oT UMBUAN3aLnNm"» 3,
F'epoti ToncToro uyxg yreepxaatowemyca bypxy-
a3HOMY YKnajy, yCTPEMNEH K eCTeCTBEHHOM Xn3-
HW, YTO, B YaCTHOCTW, HaXOAMUT CBOE BblpaxKeHune
B €ro peakLmnax Ha OKPY>KaroLyto NPUPOAHYHO
cpeay. OcBelLEHHbIV BevepHel 3apéli nec, Bne-
yYaTaeHnsa KoToporo BnuTbiBaeT JIeBUH, HeoTAe-
UM ANS HEro oT MyTHO-rony6oro, NogépHyToro
6enbIMM NONOCKaMU TyU TYCKHeBLUEro Heba. ITa
CLeHa HarnsgHO AEMOHCTPUPYeT OpraHnYeckyro
cBA3b repos ¢ KocMocom, conpuyactHocTb chepe
3emaun 1 Bo3gyLwHoN, HebecHoi, KoTopble npea-
CTatOT B TapPMOHNYECKOM eANHCTBE.

B pomaHe Mbl BCTpeyaeM HECKOJIbKO OMUCaHWNI
TOro, kak JleBuH co3epuaeT Hebo, 1 Kaxkaoe nme-
eT rnyboKoe nAenHo-xyA0oXKeCcTBEHHOE 3HaueHue.
3T0 /mLe3peHMe COOTHOCUTCA C ApamMaTUYeCcKUMm
3MOLIMOHaNbHBIMUN COCTOAHNAMMW repos, CBA3aHO
C COKPOBEHHBIMMW INYHBIMWU MEPEXNBAHUAMM, CYb-
H6OHOCHBIMY MOMEHTaMM €ro XW3HW, C MMPOBOC-
NPUATUEM U JYXOBHbIMW UCKaHUAMU. BrasabiBasch
B Hebo, repoit MbICNEHHO BOMPOLUAET €r0 O CMbIC-
Jle YeNOBEYECKOro CyLLeCcTBOBaHMA, U BceneHHas
OTK/NMKAETCS Ha UCKaHWA, NopbiBbl JleBMHa.

Be3s cBszeli ¢ Hebom 06pa3 JleBuHa noayumacs
6bl NPO3anYHbIM, TULWEHHBIM T1YOUHBI U HE CMOT
6bl, Hapagy ¢ AHHOM KapeHWHOW, 3aHATb Beay-
Lee MeCTo B poMaHe. MiccnepgoBaTtenn otMedany,
4YTO B NPOM3BEAEHNN NapaiiesbHO Pa3BMBaOT-
CA ABe CHOXETHble IMHUN: AHHBbI U KOHCTaHTMHa
JleBMHa. 3TM NepcoHaxam oTBoAUTCS ocobas
posb: repon Tonctoro — ntoau ¢ 6oraton BHy-
TPEHHEeN XU3HbHO, CTpemsALLnecs obpectn cmbich
CBOEro CyLLeCTBOBaHMA, peann3oBaTbCs U Hali-
TV c4yacTbe. B ob6pase rnaBHOW reponHN BOMaO-

3. Tapacosa M. A., CemeliH /1. FO. TpaBa versus Grass: npupoga
nnn kynbtypa? // 3Bectus POCCUIACKOrO roC. Meg. yH-Ta UM.
A.N.TepueHa. Bbin. 7. 2004 CN6. C. 294.
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TUANCL 3CTeTUYeckne npeacTaBaeHNs nucartens,
€ro NoHWMaHue KpacoThbl, JIeBUHY pOMaHUCT ne-
pesan CBOV MHTeNNeKTyaNbHble, AYXOBHbIE NCKa-
Hus. B cyabbax 3Tmx nepcoHaxe 0COBEeHHO fPKO
OTPasnANCb COLManbHblE N HPABCTBEHHbIE KOH-
bankTel NopedopMeHHON 3NOXK.

Hebo oTkpbiBaeTCs XUBYLLEMY B OCHOBHOM Ha
JIOHe NpUpPOAbI, BHE rOpoACKON unuansauum Jfle-
BMHY B pa3Hoe BPeMs CyTOK M roja: Beuepom, Ha
paccBeTe, HOYbH), BECHOMW, 3UMOW, 1eTOM. Taknum 06-
pa3oM, OH OKa3blBaeTcA NPUOBLEH K BEYUHOMY fBU-
XeHuto 3eman n npekpacHoro Kocmoca.

CnesyeT ynoMsiHyTb, UTO HEMCUYEPNAEMOCTb
obpaza «Hebo» B poMaHe «AHHa KapeHunHa», ero
BAUAHME Ha J/IeBUHA OTpaXkeHbl B YaCTHOCTU B KO-
NOPUCTUYECKUX OMUCAHMAX, B CUMBOJIMKE LiBETa.
B MWHyTBbI, CBAi3aHHbIe C rNy6OKMMM NCMXonornye-
CKMMW NepexxmBaHnsMK, repoin Habaro4aeT BOCXOA,
M CBET racHyLero CojHua, BCO raMmmy HebecHbIx
OTTEHKOB, BO3HMKAIOLWMX NPUN Nepexose oT Beve-
pa K HOYM 1 OT HOUM K YTPY, 1 r1yHoKo vyBCTBYET
MO3TUYHOCTb OTKpPbIBatOLLEerocs eMy Mupa. lapmo-
HU3MpYHOLLME, yMUPOTBOPAIOLWME JHEeBHble Hebe-
Ca OKpalleHbl B ronyboi, po30BbIi LiBETA, HEAPKMI
6enbIfi, CUMBONIM3NPYIOLLNIA UAEaNbHYIO CYLLIHOCTb.
HouHoe Heb6O NpeacTaéT NpakTUUYeCckn YEPHBLIM
WA TEMHO-CMHUM, Ha HEM MOTYT ObITb OTUYETANBO
BUAHbI JlyHa, 3Bé34bl, MaeuHbl nyTb. CUHWIA LBET
CBfA3aH C AYXOBHbIM Hauyanom, ¢ Kocmocowm, Beu-
HOCTbO. B cueHe BeceHHel oxoTbl TONCTON U30-
H6paxkaeT U3yMUTENbHYHO LiBETOBYH KOMMO3ULMIO,
KPaCOUHYO KapTUHY TEMHO-CcMHero Heba, Ha Ko-
TOPOM M3-3a BepE30K CUsAeT HEXHO-cepebpucTas,
MaHsLWwas BeHepa, nepenvBaeTcs KpacHbIMUW OTHS-
MW, BOMJIOLLAIOWMUMW CU/IbHBIE NOTaéHHble YyBCTBa,
MpauHbIi ApkTypyc. Aywa JleBuHa npebbiBaet B co-
MHEHWAX, HEYBEPEHHOCTM, ONaceHmnsx, CTPacTHOM
XenaHuu y3HaTtb npasay o Kutu. Mpuuém, Habato-
[t 3BE34bl FEPON COOTHOCUT UX MOJIOXKEHWE
Ha Hebe C 3eMHbIMW OpUEHTUPaMK, He NopbIBa-
€T CBA3M C fOoNbHMM: BeHepa cHavana BugHa emy
HUXe cyuka 6epésbl, 3aTeM nepemMeLLaeTcs Bbille,
M CTAaHOBMTCA MOJNHOCTbIO BUAHA KosecHMLa bosib-
won Measeanubl.

M3 KoHTekCTa poMaHa ciesyeT, 4To OxoTa npo-
NCxXoauT B cepeamnHe anpens. o acTpoHomuue-
CKMM NpuMeTaM NnaHeTa BeHepa — camblili apkuii
061bekT Ha Hebe nocne ConHua 1 JlyHbl. B nepuog
ONTMMabHOWN BUAMMOCTU BeHepy MOXHO Habro-
AaTb B TeYeHMe HeCKONbKMX YacoB Moc/e 3axoa
CoNHUa — «BeuepHss 3Be3ga», nan nepes BOCXo-
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[OM — «YTpeHHss 3Be3sa». BeceHHMMN Bevepamu
B CeBepHOM MoayLlwapun naaHeTa BUAHA BNAOTb A0
MOJlyHOUYM BO3J/ie 3anajHoN TOUKKM ropmsoHTa. OT-
NNUUTENBHBIA NpU3Hak BeHepbl — eé poBHbIN Ge-
NbIA LBeT. ApKTYp — OfiHa 13 CaMblX SPKUX 3BE3Z,
HaxoAUTCA B cO3Be3AMKM Bononaca. BecHolt n go ce-
peaunHbl 1eTa APKTYp pacnofaraeTcsi BbICOKO Hag ro-
PV30HTOM B HOXHOW YacTu Heba. HasBaHveM 3Be3sa
obs3aHa 62m30cTn kK Bonblion Meaeeanue: no-rpe-
yeckmn «ApKTyp» — MeaBeXMI CTpax, HaMeKaeT Ha
B3aMMHOE pacnosioxeHue Tpéx cossesanii: Bono-
naca, Manow n boabwon MeaseaunLbl.

B coBpeMeHHOW KpUTMUECKON anTepatype cy-
WEeCTBYeT MHEHWe, YTO NnucaTenb AOMNyCTUA B 3TOM
cueHe owmnbky: «<BeHepa Ha 3anaze He MOXeT Noj-
HUMaTbCS: HAOBOPOT, NPU BeYepHelr BUAMMOCTH
BeHepa onyckaeTcs, 3axoas 3a ropn3oHT»*. Ho BbI-
covalillian Xxyf0XeCTBEHHOCTb 3TOro 3nn3oga no-
HOCTbHO HeMTpaan3yeT NOrPeLLHOCTb, JOMNYLLEHHYHO
aBTOPOM.

JcTeTMyeckuM LieseBpOM TONCTOro MOXHO Ha-
3BaTb M306paxKeHne MUMONETHOrO BuAeHU JSleBnHa
nepes yTpeHHen 3apéil Noc/ie Ho4K, NPOBEAEHHON
Ha KOMHe. 3TOT 3MNn304 3HaMeHYyeT MOBOPOTHbIN
MOMEHT B INYHON cyabbe repos. «Kak kpacneo,—
nogymasn OH, FNAAA Ha CTPaHHYH, TOYHO nepaamy-
TPOBYIO PakOBUHY 13 Benbix bapallkoB 061a4KoB,
OCTaHOBWBLLYHOCS HajJ, CamMOKO TOJIOBOM ero B cepe-
AVHe Heba.— Kak BCE nNpenecTHO B 3Ty NpenecTHyto
Houb! N Korga ycnena obpa3oBaTbCs 3Ta PakoBu-
Ha? HepaBHO s cMOTpen Ha HeBO, U Ha HEM HuYe-
ro He BbINO — TONILKO ABe benble noaockl. [a, BOT
Tak-TO HE3aMeTHO M3MEHWUINCh U MOW B3rAsAbl Ha
XWU3Hb!» (Toncton, T. 18, c. 291-292). Mo HabAto-
aeHuvto 3.1. babaeBa, NnepsaMyTpoBas pakoBUHa-
061aKO Ha UNCTOM HOYHOM Hebe, 3HaK WJeanbHOwM
MeuTbl JIeBUHA, B KOTOPYHO OH XO4eT BEPUTb BCEMMU
cunamu Aywin. B aToi cueHe ecTb TOHKas poMaH-
TUYeCcKan MPOHUA: «YyTOMUA» repos Kpacuea, Kak
nepaamMyTpoBas pakoBMHA, KOTOpas HEOXMAAHHO
BO3HMKaeT N TaK Xe HeoXWAaHHO ncyesaeT. «IT0
Jaxke He meuTa JIeBMHa, a Kak bbl MeuTaHne caMon
npupogabl. OHa BbILEe ero JNYHbIX HaZexJ, HO OH
HeoTAeNM W OT Heé». [ToaTnyeckas KapT1Ha neT-
Hel Houwn, cumTaeT J.I. babaes, nepekavkaercs co
cTmxoTBopeHnemM Peta «Kak 34eChb CBEXO MOA NM-
MO0 FYCTOHO ...» >,

4. Jlenunos B. lntepatypa n actpoHomus (Kputnyeckme sTto-
Abl). CTO aCTPOHOMUYECKMX OLIMOOK B MPOU3BEAEHUSAX XY-
JLOXeCcTBEHHOW imTepaTypbl. AcTpaxaHb, 1991. C. 25.

5.  babaes 3.I. «<AHHa KapeHuHa» J1.H. Tonctoro. M., Xya. aur.,
1978. C. 35.



B TonctoBCckOoM onuncaHum Gopma pakoBUHbI He
BMOJIHE OnpejenéHHa, OTClofa BblTekaeT BO3MOX-
HOCTb paccMOTpeTb ABe Mnocracu 3Toro obpasa-
cumBoa. CorsacHo nccaegoBaHnamMm B obiactu
mMudonorum n ¢onbknopa, pakoBMHa Kaypu acco-
LumnpyeTcs ¢ t060BbHO, C XXEHCKUM MOPOXAAIOLWUM
HayasioM (TOT Xe CMbICA UMeeT U rpebeHvaTas pa-
KOBWHa): co3epLiaHne yanBuTe bHON HebecHoW Kap-
TWUHbI OTKpbIBaeT JIeBUHY, UTO OH He nepecTaBan
nobutb Kntn 1 xenatb bpaka c Helt. Ecan pako-
BWHa crivpaneBuAHa, B Heil BOCnpoun3BeAéH obpas
BceneHHo, mogenb KocMoca, koTopble conpsxe-
Hbl C MOCTOSIHHO MPUCYTCTBYOLWUMN B AyLle re-
pos BONPOCaMu O CMbIC/Ie XXM3HWU, 0 fobpe n bore,
3aKOHax MnposgaHusa. Takum obpasom, CUMBO-
INYecKnin obpas pakoBUHBI, Wb Ha MFHOBEHWE
NOSIBMBLUMACA B HEOECHOM OKeaHe cpeaun 6enbix
6apallKoB BOJH, CYXXWUT OTPaXKeHWeM rnybuH noa-
CO3HaTEeNIbHOrO N YMCTBEHHbIX UCKaHWI At0BMMO-
ro reposa Toacroro.

Mepes TeM, Kak NpuMexaTb C NPeANOXEeHNEM
B cembto Llepbaukux, rnyboko B3BOJHOBAHHbIN
JleBuH, uyBcTBYeET Cebs kak 6yaTO B MHON peab-
HOCTM, BO cHe. He B cunax cnpaBuTbCA C Nepexm-
BaHUAMMU, OH NOAXOAMUT B FOCTUHUYHOM HOMepe
K OKHY W HauMHaeT HabarAaTb 3MMHee Hebo yepes
OTBOPEHHYIO GOPTOUKY: BHayane eMy BUAHbI NO-
KPbITble CHETOM KPbILWW, M3-3a HUX y30pYaThii C Lie-
NAMU KPECT LIePKBY, a BblLLe ero NoAgH1MarLWnncs
TpeyronbHuK co3e3amnsa BosHumuero c xxentosarto-
Aapkoto Kanennoi. Bo3HukaeT accoumauma ¢ Bbl-
paxeHnem [JlekapTa «OTKPbITb HEKOTOPbIE OKHa»
(«ouvrir quelques fenétres»), koTopoe nogpa3sy-
MeBaeT pacliMpeHmne rpaHuL, no3HaHna. Yepes
HEeKOTOpOe BpeMsA OH CHOBA CaauTCA K GOpPTOuUKe,
«4TOBbI KynaTbCA B XONOLHOM BO3JyXe W rNAjeTb
Ha 3TOT YyAHOW GOpPMbI, MOZIUANMBBINA, HO NOA-
HbI 418 HEFO 3HAYEHUA KPEeCT N Ha BO3HOCALLY-
tocA XentoBaTo-ApKyto 3Be3gy» (Toacton, T. 18,
. 423). B npeacTaBLuei eMy KapTUHe COeMHAETCA
cumBonka Kpecta v HebecHbIx Ten. «/3baTbil n3
YCNOBWIN MaTepunanbHON XXU3HU» repor oLyLiaeTt
TaWHCTBEHHOE COMPUKOCHOBEHME AYLIN C FTOPHUM
MVPOM. ITO COCTOSIHWNE UAeaNbHO BblpaXkeHo B Be-
ankom CnaBocnoBum BceHouwHoro baeHunsa: «CnaBa
B BbILWHWX bory, 1 Ha 3eman Mup, B YenoBeLex bna-
roponeHuve. Xsanum T, 6narocnoBum Ta, KnaHsem
Tw ca, cnaBocnoBum Ts, 6harogapum Ta, Benn-
Kus pagun cnasbl TBoes». JleBUHY NPUOTKPbIBAETCA
OKHO BO BceneHHyto, ynpasasemyto Teopuom. Pac-
TBOPAMOLWMNIACA B HEW YesioBek obpeTaeT BbiCLLee

cyactbe. Co3Be3ane Bo3Hmumii accoummpoBanoch
B [lpeBHen peummn co cTagom KO3, a TakXKe C KO-
NecHWUEeW 1 eé BogmTenemM, CUMBOJAN3NPOBABLLM-
MW pasyM 1 YyBCTBa Yes0BeKa, KOTOPble AOJKHbI
npebbiBath B cornacmn. Kanenna — camasn Kpyn-
HasA 1 Apkas 3Be3ja B co3Be3ann BosHunuero, co-
cTosiWwas u3 AByx 3Be3a-ruraHtos — Kanenna Aa
n Kanenna Ab, T.e. napHas, UTo HameKaeT B faH-
HOM KOHTEKCTe Ha Ccynpyxeckui coto3. Kanenna,
Mo-/7aTblHM KO3a, ONMLEeTBOpPsAEeT NAOLOBUTOCTb
N MaTEPUHCKYH MOMeYnTeNbHOCTb, ONMATb-Takn
CBfi3aHHble C CEMENHOW XM3HbIO. A XXenToBaTo-
APKWIA CBET 3BE34bl NPUBAMNKAETCH K CONHEYHO-
MY CUAHWIO (HECMOTPA Ha ONMCbiIBaeMOe HOYHOe
BpeMs), C KOTOPbIM acCoLMMpyeTcs co3ngaTenb-
Hasl SHeprus, pasocTb XM3HW. BneuatneHns 3Ton
HOUM CBA3aHbl C 4O0OPbLIMM NpPeA3HAMEHOBaHNA-
MW ANS repos.

Ha nocnegHux ctpaHuLax pomMaHa npoucxoamnt
CcyAbbOHOCHas, BaxHeNwas BcTpeya JleBuHa ¢ He-
H6OM: K Hel OH ABUrancs HECKOALKO fieT. [epoli oco-
H6eHHO rnyHoKOo nepexnBaeT CBOE HepPacTOPXKMMOe
eanHCcTBO ¢ KocMmocoMm, owyuaet cebs yacTbio ero
N HOCUTENEM.

[lyxoBHble NpPO3peHmns, Kacarowmecs 3aKOHOB
6bITVA M COBCTBEHHOrO 3eMHOrO NpesHa3HaveHus,
noceluatot JIeBMHa, Korga oH HabarozaeT B HacTyna-
rOLLLEN HOUM HEOOBATHBIN HEGECHBI CBOA, NPUPOAY,
O06HOBNEHHYIO NeTHUM AnBHEM. B3op repos BcTpe-
YaeT B BbILUMHE 3HAaKOMbIN TPEYrosbHUK, BUAUMO,
co3Be3amns Bo3Hnuero, 61aronpuaTHOro Ans Hero.
OH BMANT MAIeUHbIV NyTb N KakK BO BPEMS BECEH-
Hen OXOTbl COOTHOCUT NOJIOXEHWE APKOW NAaHEeTh,
cKopee BCero, 3HakKOMOW eMy «BeuepHei 3Be3abl»
BeHepbl, € 3eMHbIMW OpMEHTMPaMN — MO OTHOLLe-
HWIO K BeTKe 6epésbl. CHOBa 3BYUMUT TeMa BCEEANH-
CTBa, KPacoThbl, ynopsAgouYeHHOCTM BceneHHoM ¢ eé
TaWHCTBEHHbIMMW 3aKOHaMW, BO3HMKLIEN 6aaroga-
pa boxectBeHHOMY Mpomblicny. COCTaBHOW YacTbto
Ha3BaHMWsA rasakTuku, KOTOpyo HabarogaeT JleBuH,
ABASETCA «NyTb» — «MaeyuHbIli NyTb». B 3TOM 3aknto-
YEH 0CobbIN CMbIC/. JIEBUH — repow NyTu, KOTOPbIN
nweT 2406po U BHYTPEHHIOK FaPMOHUIO, CTPEMMUT-
€A K CaMOoaKkTyann3aLmm, NpeosoaeBaeT NCMbITaHuA,
3abay>aeHnsa 1 NpoTMeBopeymnsa. MMpoBo33peHue-
CKMe BOMPOChI A/11 HEFO HEOTAENMMbI OT XUTEN-
CKMNX, MPaKTUYECKMNX.

B TO e BpemsA cOBeEpPLUEHHO OYEBUAHO, YTO
B XKM3HW ero XAyT HOBble NpobeMbl, paspeLleHme
KOTOpbIX NOTPebyeT cepbe3HbIX AyXOBHbIX, YMCTBEH-
HbIX YCUAWKA, yNOpHOro Tpyaa. Tyun B HOYHOM Hebe,
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CTOsIBLUME Ha ceBepe, JalbHUA TPOM U BCAbILLIKM
MOJIHUIA HaNOMUHatoT 06 oCcTpenLnx KOHGANKTaX,
noTpscaroLLMX MUP, O KapANHa/IbHbIX 06LLEeCTBEH-
HbIX U3MEHEHUAX: 3TO OT3BYK CObbITUI Ha baska-
Hax, rae pa3sepHyiacb bopbba cnaBsHCKMX HaPOAOB
MPOTMB TYPELKOrO YrHETEHMS, NEPEBOPOTUBLLAACS
pyccKas XUW3Hb, KOTopas yKajblBaeTcs B Kakue-To
HOBble GOpPMbl.

Fnags Ha 3Bé3gHoe Hebo, JleBMH owwyLuaeT cebs
obnasateneM HeLOCTYMHON pa3yMy, HEU3PEUEH-
HOW TaliHbl, KOTOpPas He MOXeT 6bITb ajekBaT-
HO BblpaxkeHa cioBamu. Cam repon konebnercs,
MO>HO JIN CYUTATb TO, YTO EMY OTKPbINOCH, BE-
poil. TeM He MeHee OH CKJIOHAETCSA K BbIBOAY, UTO
HeCOMHeHHoe nposiBieHne boxecTBa — 310 3aKo-
Hbl 406pa, AOCTYMHbIE KaXAOMYy YeNoBeYecKomy

cepauy, obbeuHaAoLWMe BCEX NOAeN. DTO 3aKto-
yeHune nogKpennfeTcs CONMNKEHNEM C HAPOAHbIM
3TMUECKUM UAEANOM. «..>XXM3Hb MOS TEMepb,— ro-
BOPWT OH cebe,— ...He TO/IbKO He HeCcCMbIC/IeHHa,
Kak Oblna npexae, HO MMeeT HECOMHEHHbIA CMbICA
n06pa, KOTOPLIV A BAAaCTEH BAOXUTbL B Heé!» (Ton-
cton, 1. 19, c. 400).

Ecnn paHee nnuespeHne Heba, co3Besaunii, oT-
Ae/bHbIX 3B€34, MaeuHoro nytu 6bi10 CBA3aHO A
reposi Co cTpeMeHMeM 0BpPecTu CTO/b XKeNaHHble
N0H0Bb, IMYHOE CYACTbE, C UHTYUTUBHBIM OLLyLLle-
HWEM Hepa3pPbIBHOM CBSA3M 3eMHOT0 U HebeCHOro,
COBEpLLEHCTBA MUPO3ZaHus, TO TENepb OHO NPesBOC-
xunuiaet nepexos JleBMHa Ha HOBbIV 3Tan AyXOBHO-
HPaBCTBEHHOTO Pa3BUTUSA, OTKPbIBatOLLMECs nepes
HUM Hen3BeLaHHbIE MYTU XM3HU.
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ROBERT FALK AND ITALY

Summary: In the personal fate of the "quiet jack of di-
amonds”, Robert Falk, his ten-year stay in France played
an important role; the innovations of French art influ-
enced his creative passions. Meanwhile, Falk was inter-
ested in broad cultural strata. In the proposed article, for
the first time, a seemingly marginal topic of his reflection
on ltaly and understanding of Italian art are highlight-
ed. The journey of 1911, when the young artist, mostly
on foot, visited dozens of cities and memorable places
in northern Italy, made an unforgettable impression on
him, the echoes of which (for example, the Ravenna mo-
saics) were reflected in his painting. However, we are not
talking about direct natural images. The Italian “look” ap-
pears only on one canvas by Falk, Sienna. Memories of It-
aly, painted from memory after this eventful visit.

Throughout his life, Falk carefully and analytically ob-
served the masterpieces of the Italian Renaissance clas-
sics, sometimes changing his views and assessments, as
happened with the great Venetians and Raphael. The first
impression of the city was so strong that at the early time
of acquaintance with Venice, with architecture, with the

Robert Falk’s ten-year stay in France (1928-1938),
creative trips around the country, falling in love with
its capital firmly connected his name first of all with
French artistic discoveries, the Parisian school, de-
spite the fact that the influence of the impression-
ist system, Cezanne and the Cubists on his painting
had been seen even before the trip to Paris. Mean-
while, Falk, a broad-minded artist, responded, both
in creativity and in thought, to the most diverse cul-
tural layers.

When he was a student at the Moscow School
of Painting, Sculpture and Architecture, in the rules
of which it was forbidden students to present their
works at exhibitions outside the walls of the alma
mater, Robert Falk, after showing “not at the right

special light of the lagoon, the works of its art were out
of Falk’s attention, who later appreciated them. The Ra-
venna mosaics especially attracted the artist's attention,
primarily the individuality of each mini-fragment of the
colourful surface, textured complexity. Thus, in Falk’s dense
painting, the influences of the foundations of Cezanne
and early Byzantine masterpieces were simultaneous-
ly present. In addition, the texture attracted him in Tit-
ian’s painting, which he appreciated in the Hermitage
and Louvre collections. In the Louvre, the interpretation
of white in Raphael’s masterpiece Donna Velata attract-
ed the artist’s attention. In the perception of early Falk,
"dull” Sistine Madonna at the Moscow exhibition in 1956
struck him with “greatness and beauty”. The “Italian expe-
rience” was constantly used by the artist in his analytical
and pedagogical work. As a “feedback”, the article gives
examples of writer Carlo Levi and film director Michelan-
gelo Antonioni’s high attitude towards painting of one of
the greatest masters of Russian art of the 20th century.

Keywords: Robert Falk, Italy, Ravenna, Raphael, Botti-
celli, Titian, «Jack of Diamonds».

place” (the Jack of Diamonds exhibition) and selling
Red Carpet Landscape with a signature as an anagram
Klaf Trebor, used the little money he had received to
travel to Italy’. Devotion to his vocation and forced
austerity prompted the young artist to make most
of the route through cities and towns on foot. Thus,
in the spring of 1911, the "wonderful country” was
revealed to him by seeing “not through the eyes of
a tourist looking from a window of a hotel or car”
but seeing its life “from the back door, from an in-
timate, hidden from prying eyes” side [3, p. 15]. He
managed to visit Rome, Orvieto, Pisa, Siena, Flor-
ence, Ravenna, Ferrara, Padua, Venice, Verona, Vicen-

1. The landscape was sold for 160 rubles to notary Ostroumov
(Catalogue. 281).
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Siena (Memories of Italy). Summer 1971. 105x86 cm. Rostov Regional Museum of Fine Arts, Rostov-on-Don.

za, Parma, Mantua and Milan. "There wasn’t enough
money for Southern Italy,” the artist recalled, “<...>
| walked endlessly through the streets of Venice, that
is, along the canals. | didn't even want to go to mu-
seums <...> —the city itself was a museum of beau-
ty, a magnificent monument, but still alive, unfading,
breathing” [3, p. 15].
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Interestingly, with all the abundance of impres-
sions, he admired and analysed only the Ravenna mo-
saics, Giotto and the Sienese school creations of all
the wealth of Italian art. The business-like intensity of
perception, the kaleidoscope of impressions explains
why the young artist did not stop to capture the sur-
rounding nature and monuments. His landscape Sie-




na. Memories of Italy?, painted no longer under direct
impression, is dated 1911. “An exercise in a Cezanne
style”, as D.Sarabyanov [2, p. 52] denoted it, most of
all reveals cubist formal and fauvist colouristic inten-
tions. Medieval Siena, with its clear geometry of build-
ings crammed into hilly terrain proved to be a fertile
model for the artist’s selective memory. ("l began to
work easily from memory,” writes Falk to Raisa Idel-
son [3, p. 118] in a letter from Paris. One can testify
that this ability had already been shown by the artist
two decades earlier).

Ten years after the trip, in Falk’s painting, one can
also find old Ravenna impressions —in the composi-
tions Woman in a Red Bodice (R. Idelson) (1922, State
Tretyakov Gallery) and Woman in a White Armband
(1923, State Tretyakov Gallery). Sarabyanov writes
about the first painting: “In Woman in a Red Bodice,
the figure crystallises from the environment. From
the amorphous matter and the inert mass of the
paint layer, perfection grows — precise and clear,
like a formula expressing the plastic law in its pur-
est form. Falk builds up a layer of paint. He "tor-
ments’ the canvas, overstrains it, as if materialising
the image —in order to come to a difficult harmo-
ny of space and plane, ‘reality and abstraction of
being and 'extra-being”. Falk seems to stop time.”
[1, p. 117] To this analysis, it is necessary to add a
reminder of two components that the artist con-
sciously and intuitively focused on — Cezanne's
work and the Ravenna mosaics. For Falk, not only,
so to speak, the individuality of each mini-fragment
of the colourful surface was important but also the
textural complexity of the work. He includes Titian
in a number of those masters in whose work “tex-
ture has a living network of nerves, its own blood
circulation, similar to how a living body differs from
a body in a panopticon” [3, p. 77]. Interestingly, it
was at this time, by 1923, that Falk “noticed the old
Venetians” [5, p. 49].

One can see how Falk's artistic preferences
changed over time. In his early trip to Italy in 1911,
the young artist highly appreciated Giotto’s painting
for the generality and simplicity of forms, concise-
ness of colour interpretation, and the Ravenna mo-
saics since in the complex interweaving of colours,
each of them (these colours) was limited (we note
that these discoveries took place during the era of
the "Jack of Diamonds"). However, he later admitted:
“In the homeland of the magnificent Venetians, in

2. 105 x 86 cm. Rostov Regional Museum of Fine Arts,
Rostov-on-Don, Russia.

Venice, | didn't seem to notice them. But when dur-
ing the first years of the revolution, | began to look
for new ways of my painting, | was struck and car-
ried away by the concrete-sensual painting of these
powerful artists. | admired it in the Hermitage col-
lection.” [3, p.16].

Initially, Falk, by his own admission, did not highly
appreciate Raphael. However, once in the Louvre, he
stood for hours in front of the portrait La Donna Vela-
ta, which he knew as Fornarina in White. "Something
new opened up for him, and maybe that is why [...] he
painted white on white a lot then,” says A. Shchekin-
Krotova [5, pp. 176-177]. In the portrait of the author
of these lines, created more than two decades lat-
er than In a White Shawl (1946-1947, Russian Muse-
um), Falk seemed to recall the former difficult task of
creating a picturesque harmony of white in a dense
texture. Meanwhile, another assumption is born: per-
haps, it was precisely because of the fascination with
whites during that period of his work that Falk drew
attention to the Louvre masterpiece. In one of his let-
ters to Raisa Idelson, he outlined this predilection: "Af-
ter all, white is the most colourful. | myself rarely felt
such pleasure from colour when | was painting your
white portrait” [3, p. 99]. We are talking about Wom-
an in a White Armband. And a few years later, he
confessed to her: “Imagine, | fell in love with Rapha-
el very much, more than with that Titian that is here
in the Louvre..."” [3, p. 138]. (Nevertheless, at different
times, he carefully studied Titian's Portrait of a Young
Man with a Glove, Beauty in front of a Mirror (Woman
in Front of a Mirror).)

A transformation in Falk’s opinion also occurred
in relation to the Sistine Madonna, which he saw on
his way to Italy and which then seemed to him “al-
ien and boring” [3, p. 16]. Once again contemplat-
ing the canvas in 1956 at the Pushkin Museum at the
farewell exhibition of the Dresden Gallery, he was,
according to his confession, “struck by the grandeur
and beauty of this divine work” [ibid.].

Here is another example of changing Italian tastes.
“Botticelli evoked opposition from me with his too
obvious perfection of form” [3, p. 120] is Falk’s ear-
ly opinion. “Now | really love Botticelli”, comment-
ed Falk in 1956.

In his 1956 autobiography, Falk himself noted
the change in tastes; however, he also spoke of un-
changing addictions. He claimed that, as before, he
preferred Donatello, whose monument to Gattame-
lata he had admired in his youth. And his claims to
Michelangelo’s works remained unchanged.
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In a white shawl (A.V. Shchekin-Krotova). 1946-1947. Oil on canvas. 80x65 cm. The State Russian Museum

Among the five Western artists of his generation,
Falk named Amedeo Modigliani as the most inter-
esting to him.

We note Falk’s ability to, if it can be defined
that way, system analysis, which is revealed,
among other things, based on his following con-
clusion, also born on the basis of Italian obser-
vations: "When in 1911 | saw amazing Hellenistic
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painting in the Vatican Museum, and then in a vil-
la in Maser?3, | remembered that although there
are 1.5 millennia between these two phenomena
of art, they both come from a single visual-plastic
tradition, the plastic culture of the Mediterrane-
an..." [3, p. 15].

3. Villa Barbaro built by A. Palladio is also known for the frescoes
created by P.Veronese in 1560-1561.



It is also important that the artist noted the lo-
cal specifics of the general atmosphere of the place,
commenting on his sensitivity to the perception of
the special sensitive organisation of the eye inherent
in artists in relation to colour and light: “The artist’s
eye reacts to colour in the same way as it is man-
ifested by the surrounding light atmosphere. No
wonder Titian, Paolo Veronese worked in Venice —
their eyes were fed by this magnificent golden light,
spilled in the Venetian region...” [3, p. 132]4.

It seems that it is precisely this analytical ability
to systematise the visual impressions received that
makes organic his pedagogical activity, membership
in the All-Russian Art College of Fine Arts of the Peo-
ple's Commissariat of Education, the commission for
organising the Museum of Painting Culture, work as
an “explanatory lecturer” of the Museum of Paint-
ing Culture excursion bureau, the ability to explain
the results of solving his creative tasks, revealed in
paintings, including in polemics with fellow artists.

In connection with the theme “Falk and Italy”, it is
worth remembering amazing examples of feedback.
Carlo Levi, whose novel Christ Stopped at Eboli, pub-
lished in Russian in 1955, made a strong impression
on Falk, was himself captivated by the artist's paint-
ing. At the exhibition “Russian and Soviet Art from
Ancient Times to the Present”, held in 1974 in Rome
and Florence, Red Furniture impressed Michelangelo
Antonioni. Arriving in 1975 as a guest of honour at
the IX Moscow International Film Festival, the director
insisted on meeting with the artist’'s widow, wanting
to purchase his works. The sale was denied. Howev-
er, Antonioni was sincerely grateful for the donation
of two sketches. In a letter from Italy on August 16 of
this year, he wrote to Shchekin-Krotova: “I also want
to thank you once again for the wonderful reception
that you gave us. This meeting was one of the most
beautiful for us that we had in Russia <...> It was also
wonderful to get to know one of the most wonderful
artists of the era” [5, p. 299].
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POBEPT ®AJIbK N UTAJINA

AHHOmayus: B anuHow cyabbe «tmxoro 6y6HoOBO-
BaneTtoBLa» PobepTta Padannosmua Panbka 60/bLLYIO
pOJib CbIrpano ero fecatunetHee npebbiBaHne Bo PpaH-
LK, ANa TBOPYECKMX NPUCTPACTUIA — HOBaLun GpaH-
Ly3ckoro uckycctsa. Mexay tem ®anbka MHTepecoBanun
LIMPOKME KyNbTypHble cnoun. B npeagnaraemoin ctatbe
BrepBble OCBeLLaeTcs, kKa3anoch bbl, MapruHanbHas Tema
ero pediekcuu No oTHOLWeHUo K MITannm n ocmbicne-
HWA uTanbaHcKoro mnckyccrea. Mytewectene 1911 roga,
KOrfa MONOAON XyAOXHUK, NO Bosbluel YacTu neL-
KOM, 060LWEN AeCATKM rOPOAOB U NaMATHbIX MeCT ce-
BepHol WTannn, nponsseno Ha Hero HesabbiBaeMoe
Brneyat/sieHne, OT3BykM KOTOPOro (Hanpumep, oT pa-
BEHHCKUX MO3aurK) OTpasnancbk B ero xueonuncu. Oa-
HakKo peub MAET He O HeNnoOCPeACTBEHHbIX HAaTYPHbIX
nsobpaxeHusax. ITanbAHCKNA «BUA» NOABAAETCA NULLb
Ha ogHoM nonoTHe Panbka «CreHHa (BocnomuHaHmne
o Vitannm)», HanMcaHHOM Mo NamaTh yxe nociae 3Toro
HacblLLeHHOro BM3UTa.

Ha npoTsaxeHun BCcero cBoero Xn3HeHHOro nyTu
®anbk BHUMATENbHO M aHaNUTUYECKN NPUCMaTpuBacs
K WeaeBpaM knaccukos tanbaHckoro BospoxaeHus,
NMOPOW MeHAS CBOW B3INA4bl U OLEHKMW, KaK 3TO Cayuu-
NOCb C BEAUKMMW BeHelMaHuamun n Padpasnem. Mep-
BOe Breyat/sieHne OT camoro ropoga 6bi10 HaCTObKO
CUAbHBIM, YTO B PaHHIOK MOpPY 3HaKOMCTBa C BeHe-

[ecaTuneTHee npebbiBaHMe PobepTa danbka
Bo ®paHuunm (1928-1938), TBOpUECKME NOE3AKM
no cTpaHe, BAOBAEHHOCTb B €€ CTO/INLLY, NPU TOM,
4YTO BAUSIHWE UMMPECCUOHUCTUYECKOM CUCTEMBI,
Ce3aHHa, KybUCTOB Ha ero X1MBonucb 66110 NPOsAB-
NieHo ewé ao noesaku B MNMapux, NpoYHO cBA3aNO
ero ums npexge Bcero ¢ ppaHLy3CKUMU XyJoxe-
CTBEHHBLIMUW OTKPbLITUAMM, MAPUXKCKON LUKOJON.
Mexay Tem, ®anbk, XyAOXHUK LLMPOKOro KPyro-
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LuMen, C apxMTeKTYypon, 0COBEHHbIM CBETOM NaryHbl,
npousBefeHna eé NCKycCTBa OKasalncb BHE MOAS BHU-
MaHuns Panbka, OLeHUBLIero ux nosxe. Mosavku PaBeH-
Hbl 0CO60 NPUBAEKAN BHUMaHWE XyAOXHUKa Npexae
BCEro OTAe/bHOCTbIO KaXA0ro MMHM-pparmMmeHTa Kpa-
COYHOWN NOBEPXHOCTU, GaKTyPHON CAOXHOCTU. Taknm
obpasom, B NA0THOM xuBonucu Panbka ofHOBPEMEHHO
NPUCYTCTBOBANW BAUAHUSA OCHOB C€3aHHOBCKMX W paH-
HEBU3aHTUICKMX WeaeBpoB. PakTypHOCTb NpuBAEKaeT
€ro 1 B TMLMAHOBCKOM XMBOMUCK, KOTOPYIO OH OLie-
HWUA B cobpaHmsax dpmuTaxa u Jlyspa. B JlyBpe xe 06-
patuna Ha cebsa npucTasbHOe BHUMaHMeE Xy0XKHMKa
TpakToBKa 6esoro uBeTa B WwWegespe Padasna «[oH-
Ha Benata». «Cky4Has», B BOCIpuUATUK paHHero danb-
ka, «CMKCTMHCKasn MajoHHa» Ha MOCKOBCKOM BblCTaBKe
1956 roga nopasmna ero «BeMyneM u KpacoToin». «Mra-
NIbAHCKUI OMbIT» MOCTOSHHO MPUBAEKANCA XYAOXKHN-
KOM B aHa/IMTUYECKOM MU nefarornyeckom ero pabore.
B kauecTBe «0bpaTHOl CBA3M» B CTaTbe NPUBOAATCA
NPUMepPbl BbICOKOTO OTHOLUEHMSA K XXMBOMUCU OAHOFO
U3 KPYNHeNLWNX MacTepoB OTEYeCTBEHHOrO MCKYCCTBa
XX Beka nucartensa Kapno JleBn n knHopexuccépa Mu-
KenaHaXeno AHTOHUOHMN.

Knarouessie cnosa: P P ®ansk, imaaus, PageHHa, Pa-
¢asns, bommuuennu, Tuyuax, «bybHosbili 8asem», AH-
moHuoHuU, A. H. LllekuH-Kpomosa.

30pa, OT3bIBa/CA, U B TBOPYECTBE, U B pPa3MblLl-
NeHnAX, Ha caMble pasHble Ky/bTypHble MaacTbl.
Tak, B 6bITHOCTb CTYAEHTOM MOCKOBCKOTO yuun-
JNLLA XUBOMMWCK, BasiHUS U 3044eCTBa, B NpaBuiax
KOTOPOro 6blA MyHKT, 3aMpeLlatoL i yYallumMmMcs oT-
faBaTb CBOW paboTbl Ha 3KCMO3MLMK BHe cTeH alma
mater, Po6ept ®anbk, nognmcaB nokasaHHbIN «He
Tam» (BblcTaBka «bybHOBOro BaneTa») N NpojaH-
HbIl «[Nei3aXxk ¢ KPaCHOWM JOPOXKKOM» aHarpamMmmMom



Knad Tpebop, ncnonbzosan nonyveHHble HeH6Ob-
Wne aeHbrn ans noesaku B Ntanmio . MpegaHHoOCTb
CBOEMY MpPU3BaHMIO 1 BbIHY>XXAEHHas CTporas 3Ko-
HOMMWS MOABUINA MONOAOIO XyAOXHMKA 60/bLUYHO
YacTb MapLupyTa nNo 60/bWUM Y ManbiM ropojam
COBEpLWMUTb NewmnmM xogoM. Takum obpa3om Bec-
Hoi 1911 ropa «4ysecHas cTpaHa» OTKpblBanach
A9 HEro YBUAEHHOW «He r1asamMmn TypucTa U3 okHa
oTens UAM aBTO», a XXU3Hb €&, «C YEPHOro Xoaa,
C MHTUMHOW, CKPbITOM OT MOCTOPOHHUX [1a3» CTO-
poHbl [3, c. 15]. EMy yaanock nocetutb Pum, OpBbe-
10, MNun3y, Cneny, ®aopeHunto, PaBeHHy, Peppapy,
Magyto, BeHeuwnto, Bepony, Buuenuy, MNapmy, MaH-
Tyto 1 MunaH. «Ha HOxHyto UTannio geHer He xBa-
TWNO,— BCMOMMHAN XYA0XHUK, — <...> f1 6e3 KoHLa
XOAMA Mo yanuam BeHeuun, To eCTb BLONb KaHaNO0B.
MHe paxke He XOTeNOChb 3aXOANTb B My3eun <...> —
ropog cam 6bin My3eemM NpekpacHoro, BesMKonen-
HbIM MaMATHUKOM, HO €L XXMBbIM, HEeYBAAAIOLLMM,
Ablwawnm» [3, c. 15].

NHTepecHo, 4To Npun BCEM 06UANN BRieYaTIeHNH,
13 BCero 6oraTcTBa UTasbAHCKOro UCKYCCTBa OH BOC-
XWLLAETCA N aHaAN3MpyeT NNLLb paBEHHCKME MO3aun-
K1, [I>KOTTO, TBOPEHMS CUEHCKOW LWKoAbI. JenosuTas
WNHTEHCUBHOCTb BOCMPUATUSA, Kasengockon Bnevar-
JleHUI OBBACHAET, MOYEMY MOJIOAOM XYAOXKHUK He
OCTaHaB/MBaNCA, YTO6bI 3aPUKCMPOBaATL OKPYXKa-
towue ero npmpoay v namatHmkn. 1911 rogom aa-
TMpyetcsa ero nensax «CrneHa (BocnomumHaHve 06
NTannm)»2, caenaHHbli yxxe He Nog, HenocpeACTBEH-
HbIM BrieyaTAeHneM. YrnpaxKHeHne B Ce3aHHUCT-
CKOW MaHepe, kak onpeaenvn ero [. B. CapabbsaHoB
[2, c. 52], bonee Bcero obHapyXunBaeT 34eCb BCE Xe
Kybuctnueckme dopmanbHble U GOBUCTCKUE KONO-
puctnyeckme nHteHumn. CpeaHesekoBan CneHa,
C e€ YETKOW reoMeTpmen NOCTPOEK, TECHALLMXCS
Ha XOJIMUCTOW MECTHOCTM, oKa3asacb 6aarogatHom
MOZENbIO ANA M3bMpaTeslbHOM NaMATI XYAOXKHUKaA.
(«A cTan nerko pabotaTb MO NaMATU», — NPU3HAET-
ca ®anbk Paunce ViagenbcoH [3, c. 118] B nucbMe 13
Mapuxxa. MOXHO 3acBMAETENLCTBOBATL, YTO Takas
CNOCOBHOCTL y>Ke Oblia NPoABAEHa XYL0XHUKOM
Ha fBa JecATka NneT paHHee).

A cnycta pecATb feT nNocae nyTewecTBus
B >XxmBonucn ®anbka MOXHO 0HBHapYXUTb 1 faB-
HWe paBeHHCKMe BneyaTieHnss — B KOMNO3ULM-
Ax «XKeHwmnHa B kpacHom ande (P. N. iaenbcoHr)»

1. Memsax 6bin npogaH 3a 160 pybaen Hotapuycy OcTpoymo-
By (Katasor. 281)

2. 105 x 86 c™m. X., M. PocToBCkumiA obnacTHol My3sel n3obpa-
3UTeNbHbIX UCKYCCTB, PocToB-Ha-/loHYy.

(1922, TTIN) n «XeHwmnHa B 6eno noBaske»
(1923, I'TIN). A.B. CapabbsHOB NuLeT Mo NoBoAy
nepsoro xoJscra: «B “XeHwwHe B kpacHom ande”
durypa kpuctannmsyetcs n3s cpesbl. 3 amopodHol
MaTepun, NHEPTHOM MacCbl KPaCOYHOrO COS Bbl-
pacTaeT caMO COBEPLLEHCTBO — YETKOE U ACHOE,
Kak popMyna, BblpaxkaroLiee B YACTOM BUAe nna-
CTMYECKUN 3aKoH. Panbk HapalMBaeT KPacoOYUHbIN
cnoii. OH "MyyaeT” XONCT, NepeHanpaAraeT ero, Kkak
6bl MaTepuannsyeT n3obpaxeHne — ¢ TeM, UTobbI
NPUIATK K TPYAHOW rapMOHMM NPOCTPaHCTBa U MJo-
CKOCTK, "peanbHOCTU 1 abCcTparnpoBaHHOCTA ObITUS
1 "BHebbITNA". Panbk Kak 6bl OCTaHaBAMBaET Bpe-
ms» [1, ¢. 117]. K 3ToMy aHann3y HeobxoAnumo npu-
COBOKYMUTb HaroOMWHaHWe O BYX COCTaBASIOLWMNX,
Ha KOTOpble CO3HaTENbHO U UHTYUTUBHO OPUEHTU-
poBasnca XyAOXHUK — TBopyecTBo Ce3aHHa v pa-
BeHHckMe Mo3aukun. ns Ganbka BaxKHbIM bbina
He TOJIbKO, eC/IN MOXHO TaK CKa3aTb, OTAE/bHOCTb
KaXAoro MMHU-dparmMeHTa Kpaco4yHOW noBepx-
HOCTW, HO U daKkTypHasa CNOXHOCTb Npoun3Bese-
Hus. TULMaHa OH BKAOYaEeT B psj TeX MacTepos,
B Ub€M TBOpUEeCTBe «PaKTypa UMeeT XXUBYHO CeTb
HepBOB, CBOE KpoBOObpaLleHMe, NOJ06HOEe TOMY,
KakK XWBOe Tesio OT/IMYaeTcs OT Tesia B MaHOMTU-
kKyme» [3, c. 77]. IHTepecHO, UTO MMEHHO B 3TO
Bpemsa, k 1923 rogy, Panbk «3ameyaeT CTapblix Be-
HeuWnaHueB» [5, c. 49].

MO>HO npocieamnTb, Kak C TeYeHNEM BPEMEHM
MEHAITCS XyAOXeCTBeHHble npucTpactma Panbka.
Ecan B cBOéM paHHem nyTewecteum B 1911 rogy
no Ntanmm MonoAon XyJoXHUK BbICOKO OLEHU
XMBONUCb [>KOTTO 3@ 0606LWEHHOCTL U NPOCTOTY
$OpM, NaKOHNYHOCTb LIBETOBON TPakTOBKM, a pa-
BEHHCKMEe MO3auku eLlé n NoTomMy, UTo B CNOXK-
HOM nepeneTeHnn LBETOB, KaXAblN U3 HUX (3TUX
LBeTOB) Obl OpraHMYeH (OTMETUM, YTO NMPOUCXO-
AVAW 3TW OTKPBLITUA B NEPUOA HacTynaeHns 3pbl
«bybHOBOro Baneta»), TO NO3Xe OH NPU3HAET-
cA: «Ha poanHe BENNKONEMHbIX BEHELMAHLLEB,
B BeHeuun, 8 nx kak 6bl n He 3ameTna. Ho koraa
B NepBble rofbl PeBOOLMM A CTaN UCKaTb HOBbIX
nyTenl CBOEW XMBOMUCK, MEHS MOpasuia un yBaek-
Nla KOHKPEeTHO-YyBCTBEHHAaA XMBOMUCb 3TUX MOTY-
UMX XyAOXHMKOB. A 1toboBanca et No cobpaHumto
SpmMutaxa» [3, c. 16].

N3HauanbHO ®anbk, N0 COBCTBEHHOMY MpU3Ha-
HWIO, He BbICOKO LieHnn Padasns, HO, oka3aBLIKCh
B JlyBpe, Yacamun npocTtavBan nepes nopTpeTom
«[loHHa Benata», KOTOpbIA 3HaN Kak «PopHapuHa
B 6enom». «[1n1a Hero oTKpbINOCh YTO-TO HOBOE,
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a MOXeT noTomy [...] oH MHOro nucan Torga 6e-
noe Ha 6enom»,— cemaetenbcreyet A. B. LLLeknH-
KpoTtoBa [5, c. 176-177]. B nopTpeTe aBTOpa 3TMX
CTPOK, POXAEHHOM Honee UeM ABa fecaTUNeTUS
cnycTa «B 6enonn wanm» (1946-1947, FrPM), ®anbk
CNIOBHO BCMOMMHAET OblY0 CIOXHYHO 3a4auyy CO3-
AaHWs XXMBOMUCHOW rapMoHuUn 6ea0ro B NAOTHOM
dakType. Mexay Tem poxxgaerca n gpyroe npea-
MONOXeHME: BO3MOXHO, UMEHHO M3-3a yBAeYeHNs
6enbiM B TOT Nepuog ceoero TBopyectsa Panbk
n obpaTnn BHMUMaHMe Ha NyBpPCKUiA Wwegesp. B oa-
HOM K13 nucem kK Pance BeHnamnHoBHe VgenbcoH
OH 0003HauMa 3TO CBOE npuctpacTue: «B koHue
KOHLOB Beab benoe camoe LBeTHoe. fl cam peako
oulyllan Takoe y40BONbCTBME OT LiBeTa, KOorAa nu-
cail UMeHHo TBOW Benblli nopTpeT» [3, c. 99]. Peub
naeT o «XeHuwmHe B 6enon nossaske». M ewé ve-
pe3 HeckoJ/IbKO fieT npu3sHaétca en: «lMpeacTtaBb
cebe, oueHb A noaobun Padasna, 6onblue, yem
Toro TuunaHa, uto 3aech ecTb B JlyBpe...» [3, c. 138].
(Tem He MeHee OH B pa3Hoe BpPeMS TLLATebHO U3-
y4ua TMumaHoBckune «fopTpet MOAoA0ro vesoBe-
Ka c nepyaTtkoi», «KpacaBuuy nepes 3epkaiom»
(«XeHWMHa nepes 3epKanom»).

TpaHcdopMaumsa Bo MHeHUN y Panbka Npom3o-
LA U MO OTHOLWEHWUIO K «CUKCTUHCKON MasoHHe»,
KOTOPYO OH BMAen npoe3gom B VTanuto n kotopas
TOrAa nokasanacb emy «4y>om 1 ckyuHon» [3, c. 16].
Ewé pa3 cozepuas nonotHo B 1956 rogy 8 TMUN nm.
A.C.TlywkrHa Ha npowanbHoM BbicTaBke [pe3aeH-
CKOMW ranepeu, OH 6bl, MO ero NPU3HaHKUI, «nopa-
KEH BENNUMEM U KPACOTOM 3TOro BOXECTBEHHOIO
npouvssegeHuna» [Tam Xel.

Ewé oanH npumep cMeHbl NTaibAHCKUX NpUCTpa-
CTUI. «<bOTTMUENAN BbI3bIBAN Y MEHS OMNMO3ULUIO
CBOVIM Yepecuyyp ABHbIM COBEPLLIEHCTBOM GOpPMbI»
[3, c. 120],— 370 ®anbk paHHWIA. «Celiyac e 1 0YeHb
nobnaro bottnuennn»,— danbk 1956 roaa.

B cBoeli aBTobMOorpadum 1956 roga ®ansk n cam
OTMeYaeT M3MEeHEHWEe BKYCOB, HO FOBOPUT 1 O Heun3-
MEHHbIX MPUCTPaCTUAX. Tak OH yTBEpPXAas, YTo, Kak
1 paHblue, Npeanountaet JoHaTtenno, YsMM namsT-
HWKOM [aTTamenaTe OH BOCXMULLANCA B MOJIOAOCTH.
W Hem3MeHHbIM OCTaBa/nCb €ro NPETEH3UN K TBO-
peHnam MukenaHaxeno.

Cpegy nATK 3anajHbIX Xy40XKHMKOB CBOErO Mo-
KONeHusa, Hanbosiee MHTepecHbIx eMy, Panbk Ha-
3Bas Ameneo MogunbsaHu.

OTtmeTM cnocobHocTb Panbka K, ecam Tak
MOXHO OnpeaennTb, CAICTEMHOMY aHananzy, o6-
Hapy>X1BaeMyto, B TOM UKCIE, U3 CefyIOLLEero ero

BbIBOJA, TakXXe pPOAMBLIEroca Ha OCHOBaHUU UTa-
NbAHCKUX HabatogeHni: «Korga B 1911 roay s Bu-
AeN U3YMUTENbHYIO SNANHNCTUYECKYHO XXNBOMUCH
B My3ee BaTukaHa, a 3aTem B BuAne B Mazepe?,
A BCMOMHWA, 4TO XOTS MeXAYy ABYMSA 3TUMU AB-
NeHnsMU nckycctea nexart 1,5 Teicauenetns, oHu
06a UCXOAAT N3 eANHOW 3pUTENBHO-MNACTUYECKOW
TPaAMLMWY, NNaCTMYeCckon KyabTypbl CpesnsemMHo-
Mopbs...» [3, c. 15].

Ba>xHO 1 TO, UTO XYAOXHMK OTMeuaeT JoKab-
Hyto cneundurky obuien atmochepbl MecTa, KOM-
MEHTUPYA CBOK YYTKOCTb BOCMPUATUA NpUCYLLei
XyAOXHMKaM 0coboi UyBCTBUTENIbHON OpraHmn3a-
LMK rnasa no OTHOLWEHMIO K LBEeTY u cBeTy: «[na3
XyAOXHMKa Tak pearvpyeT Ha LBeT, Kak ero npo-
ABAAET OKpYy>aroLas ero ceeToean aTmocdepa.
Hepapom TuuwmaH, MNaono BepoHese paboTtanu B Be-
HeuMn — nx rnas NUTancs 3STMM BENUKONEMNHbIM
30/10TbIM CBETOM, Pa3nnTbiM B BeHeunaHckon 06-
nactn...» [3, c. 132]4

JymaeTcs, UMeHHO Takas aHaanTU4yeckas cnocob-
HOCTb K CMCTEMAaTU3aLUM NoNyUYaeMbIX BU3YyaabHbIX
BreyaT/NeHul fenaeT OpraHWYHbIM ero negarornye-
CKYIO AesiTeNIbHOCTb, YNeHCTBO BO Bcepoccuickon
xysoxectseHHol konanernn N30 Hapkomnpoca,
KOMMCCMM MO opraHun3aumm Myses XUBOMUCHOM
Ky/NbTypbl, paboTbl «06BACHUTENBHBIM N1EKTOPOM>
3KCKYpCHoHHoro 6topo MXK, ymeHne o6bscHATbL
pe3ynbTaThl PeLeHNin CBOMX TBOPUYECKNX 3ajauy,
ABJIEHHbIX B KapTUHax, B TOM uYncae B Noaemuke
C KOoAneramm-xyAoxxHmKamum.

CTOUT BCMOMHUTb B CBA3N C TeMoW «Panbk
n Ntanna» yaneutenbHble NnpumMepbl ob6paTHOM
csasn. Kapno JleBn, nucatens, Yelh pomaH «Xpu-
CTOC OCTAHOBUACH B 3604M», U3aHHBIN Ha PYCCKOM
a3bike B 1955 rogy, Npoun3Bén cunbHelllee Breyat-
NeHve Ha Panbka, cam 6bl1 NOKOPEH XMBOMUCHIO
XyAo>xHuKa. Ha BbicTaBke «Pycckoe 1 coBeTckoe
MCKYCCTBO OT APEBHENLINX BPEMEH A0 HacTOALLErO
BpemeHwu», npoweguuen B 1974 rogy B Pume n ®no-
peHumyn, «KpacHas mebenb» Bneyatamna MukenaH-
axeno AHToHnoHwu. MNMpuexas B 1975 B kauecTBe
NMOYE&THOro rocta Ha IX MockoBCKMIn MeXayHapos-
HbIi KNHOdECTVBaNb, PEXMNCCEP HACTOA Ha BCTPe-
ye CO BAOBOW XyJ0XHMKa, Xenasa npnobpectn ero
paboTbl. B npogaxe 6b1n0 oTkazaHo. OgHako AHTO-

3. Bwunana bapbapo-Bonbnu, BeicTpoeHHas A.[Mannagmo, ns-
BeCTHa Takxxe dppeckamu 1. BepoHese, cozaaHHbIMM B 1560-
1561 ropax.

4. Tak XyfOXHVK apryMeHTMpoBas CBOE npebbiBaHWE BO
®paHummn, oTBeyas Ha BONpPoOC, noyemy oH He B Mockse
C CeMbeM.
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HWOHW BblN NCKPEHHe GaarojapeH 3a NoJyyeHHble
B Aap ABa Habpocka. B nucbme n3 Ntanum 16 asry-
cTa 3toro roga oH nuwet A. H. UeknH-KpoTosoi:
«Xouy Takxe ewé pa3 nobrarogaputb Bac 3a uy-
AECHbIV NMPUéM, KOTopbli Bbl okasann Ham. 3Ta

BCTpeua b6blna AN HAC Of4Ha M3 caMblx Npekpac-
HbIX, KOTOpPble Mbl UMenn B Poccmn <...> A Tak-
e 6bl710 3aMeYaTeIbHO NobMXKe MO3HAKOMUTLCS
C OZIHUM U3 CaMbIX 3aMeyaTesbHbIX XYA0XHUKOB
anoxu» [5, c. 299].
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EUGENE LANCERAY'S EQUESTRIAN STATUES: THE
ROYAL FALCONER OF THE 16TH CENTURY AND
KYRGYZ WITH A GOLDEN EAGLE

Summary: The article systematises scattered data
on the reduplication of two chamber sculptures, The
Royal Falconer of the 16th Century (1872) and Kyrgyz
with a Golden Eagle (1876), by Eugene Lanceray in
larger size. The earliest information about Lanceray’s
work in the workshops to reduplicate chamber com-
positions of equestrian hunters in larger size can be
found in the memoirs of his contemporaries, N. Sha-
tilov (1916) and A. Benois (1944-1957). Information not
previously mentioned in art criticism literature is giv-
en about the display of Lanceray’s equestrian statues,
cast in bronze at the F. Chopin factory, at three exhi-
bitions: the World Exhibition in Paris, where they were
bought by “a noble Parisian” (1878), the All-Russian
Art and Industrial Exhibition in Moscow (1882), Exhi-
bition of Birds of Prey, Dogs and Hunting Accessories
in St. Petersburg (1885).

In the Nedelya newspaper in 1981, writer I. Kamen-
kovich reported about two sculptures of horse hunters
with falcons, cast in bronze in full size and signed on
the base: "Jlenun Nlancepe 1876" (“Sculpted by Lancer-
ay 1876"), located in the Baku Absheron sanatorium.
Kamenkovich found out that the sculptures came from
Leningrad — they were bought from the funds of the
former royal palaces. In 2006, English researcher Geof-
frey Walden Sudbury described Lanceray’'s equestrian
statues (in bronze) located in the French city of Menton,

The work of Eugene Lanceray (1848-1886), one
of the greatest sculptors of the 19th century, who
worked with sculpture of small forms, was consid-
ered by researchers in various aspects. However,
Lanceray’s work on the reduplication of two fa-
mous chamber sculptures, The Royal Falconer of
the 16th Century (bronze, 1872. 49x39x18.5. The
State Russian Museum) and Kyrgyz with a Golden
Eagle (bronze, 1876. 55x45x24. The State Russian

indicating the sizes and signatures: on the base of the
sculptures — "Nlenunsb E. laHcepe” (“Sculpted by Lancer-
ay"), on pedestals — “Lanceray, fauconnier d'lvan Gros-
ney Don de Moncieu Maurice Malpart 1903" (“Lanceray,
Falconer of Ivan the Terrible, gift of Monsieur Maurice
Malpart, 1903") on one, and "Don de Mme Maurice Mal-
part neé Mercier 1903" (“Gift of Madame Maurice Mal-
part, born Mercier, 1903") on another.

Historical information suggested that it was Maurice
Malpart who was the noble Parisian who had bought the
sculptures in 1878 at an exhibition in Paris; then in 1903,
the sculptures were donated to Menton.

According to the information received by the Azer-
baijan National Museum of Art in Baku, there are two
equestrian statues (in bronze) that came to the muse-
um in 2000 — Falconry and Falconry (Kyrgyz) with the
author’s signature and date on both: “abnunnb naHcepe
1876".

Archival materials of art historian N. Sobko allow us
to clarify the century (16th) in the name of the sculpture
of the royal falconer.

The equestrian figures of falconers with birds of prey
on their arms, made close to life size, are considered as
a garden and park version of a monumental and deco-
rative sculpture.

Keywords: Lanceray, sculpture, chamber sculpture, his-
toricism, exhibitions

Museum)’, in larger size, close to natural, did not
attract the attention of Russian art historians for a
long time. The topic chosen for this article is still
little developed.

The earliest information about Lanceray’s work
on the reduplication of these chamber composi-

I Shaposhnikova, L.P. (ed.). 1988. The State Russian Museum.
Sculpture. The XVIll century and the beginning of the XX
century: Catalogue, pp. 92-93. Iskusstvo, Leningrad, USSR.
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Il 1. General view of the main gallery of group VI. Fragment:

F. Chopin’s showcase with sculptures of falconers by E. Lanceray
at the All-Russia Art and Industrial Exhibition of 1882 in Moscow.
Hlustrated description of the All-Russia Artistic and Industrial
Exhibition in Moscow in 1882. Supplement to the World
Ilustration journal. St. Petersburg, 1882. No. 21. P. 165.

tions in an enlarged size has been preserved in the
memoirs of his contemporaries. In 1916, the Voice
of the Past journal published the memoirs of artist
Nikolai Shatilov (1852-1921), secretary of the Mos-
cow Society of Art Lovers, who noted that “Lancer-
ay almost did not work on large items...”2. At the
same time, the author describes a rare exception
in this regard: ... | remember only two fairly large
figures, approximately a third of their natural size:
these were two falconers, which he had made by
order of the Greek Queen Olga3. Of these, one de-

2. Shatilov, N.I. 1916. “From the recent past”, The Voice of the
Past, no. 11, p. 122. Saint Petersburg, Russian Empire.

3. Olga Konstantinovna Romanova (1851-1926) was Grand
Duchess; the eldest daughter of Admiral General and Grand
Duke Konstantin Nikolayevich; a niece of Alexander II; a
granddaughter of Emperor Nicholas I; a grandmother of
the Duchess of Kent and Philip of Edinburgh (a husband of
Elizabeth II). In 1867, she married George |, King of Greece.

54

picted a falconer of the time of the Moscow tsars,
and the other a Kyrgyz hunting with a golden ea-
gle."* According to O.Kalugina, "... representatives
of the dynasty often ordered sculpture, collected
it willingly; many representatives of the Romanov
family understood it very well and highly appreci-
ated the sculptural talent as such.”> Shatilov, in all
likelihood, describes one of the stages of the sculp-
tor's work — the execution of sketches of figures in
one-third of the natural size.

The sculptor’s work on the sculptures is also men-
tioned in the memoirs of 1944-1957 by Alexander
Benois (1870-1960): “I remember how... in early
childhood, with my father | visited such workshop
(workshop of the Academy of Arts — T.D.), which
was lent to E. Lanceray, who was sculpting eques-
trian statues of falconers in it, which, cast in bronze,
afterwards adorned some garden in Menton (it was
someone’s gift to the city).”®

We have tried to trace when the first lifetime ref-
erences to Lanceray’s sculptures of falconers, redu-
plicated in larger size, appeared.

From the publication of a correspondent for
the World lllustration magazine about the World
Exhibition in Paris in 1878, it follows that the own-
er of the bronze foundry company, Felix Chopin,
exhibited “two large equestrian figures depict-
ing a Kyrgyz and a Cossack holding hunting fal-
cons on their hands”” among other sculptures
by Lanceray.

Later, this information was confirmed by a corre-
spondent for the Niva magazine in 1882. The pub-
lication contains important information — these
sculptures from the exhibition were bought di-
rectly in Paris. The article was devoted to Lancer-
ay's works exhibited by Chopin at the All-Russian
Art and Industrial Exhibition of 1882 in Moscow:
“As for cabinet bronze, among all the works of
this kind, there is a collection consisting of more
than seventy groups depicting scenes from Rus-
sian life. These are the works of young Russian art-
ist Lanceray, who gained fame not only in Russia
but throughout Europe and America. Two eques-

4.  Shatilov, N.I.bid.

5. Kalugina, O.V. 2018. "August customers of easel plastic
in Russia of the 2" half of the XIX century and the
beginning of the XX century”, Artikult [Art & Cult], no. 29 (1),
pp. 60-66.

6.  Benois, N.A. 1990. My memories, vol. 3, p. 616, footnote N2 7.
Nauka, Moscow, USSR.

7. S. "Letters about the Paris exhibition (From our special
correspondent) V", World lllustrated, no. 490, p. 367. Saint
Petersburg, Russian Empire, 1878.



Ill. 2. "Saint Petersburg. Exhibition of Birds of Prey, Dogs, and Hunting Accessories in the Arena of the Admiralty (Ill. by G. Broling)".

World Illustrated. St. Petersburg, 1885. No. 847. P 292

trian statues representing the falconer of Ivan the
Terrible and a hunter with a golden eagle are also
works by this artist. Similar works of his were at
the exhibition of 1878 in Paris, where they made
a great success and were bought by a noble Paris-
ian " (italics are mine —T.D.)8.

The grand scale All-Russian Art and Industrial Ex-
hibition of 1882 in Moscow was located in several
pavilions and thematically divided into departments®.
Lanceray's works were in two different departments
at various sites. The sculptor exhibited several cham-
ber works in the art department (Group I), the cata-
logue of which was published by N. Sobko ™. Bronzer
F.Chopin independently exhibited Lanceray's works
in another department — metal products (Group VI),
as the products of his bronze foundry: many cham-
ber sculptures and two large equestrian figures of
falconers. Therefore, the information about the All-
Russian Exhibition of 1882 in Moscow is different —

8.  The «Skobelev» group, Chopin’s works, no. 41, p. 979. Niva,
Saint Petersburg, Russian Empire, 1882.

9. Report on the All-Russia Industrial and Art Exhibition of 1882
in Moscow in 6 vol.; vol. VI, pp. 20-21.

10. Sobko, N.P. 1882. 25 years of Russian art: lllustrated catalogue
of the art department of the All-Russia exhibition 1882 in
Moscow (issue 1). Saint Petersburg, Russian Empire.

depending on which department of the exhibition
it is dedicated to.

Ill. 3. "Saint Petersburg. Exhibition of Birds of Prey, Dogs, and
Hunting Accessories in the Arena of the Admiralty

(Ill. by G. Broling)". Fragment. World Illustrated. St. Petersburg,
1885. No. 847. P. 292
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Ill 4. "Saint Petersburg. Exhibition of Birds of Prey, Dogs, and
Hunting Accessories in the Arena of the Admiralty

(Il by G. Broling)". Fragment. World Illustrated. St. Petersburg,
1885. No. 847. P 292

In the “Report on the All-Russian Art and In-
dustrial Exhibition of 1882 in Moscow", published
in 1883 and edited by V. Bezobrazov, it was also
informed: "Perhaps the most prominent part of
the exhibition of Mr. Chopin is occupied by the
works of Mr. Lanceray. The artist is still young;
however, he has already managed to produce
more than a hundred excellent models depicting
equestrian groups and groups on foot as well as
single figures of the most picturesque, most vi-
tal character; a sense of truth in connection with
the artistic impression of the whole, an unusu-
al typicality in connection with the subtlety of
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work without dryness, and finally, the variety of
subjects distinguish Mr. Lanceray from a number
of those sculptors who tried themselves in this
field. More than 60 of his works are exhibited
here; two large-sized equestrian images, The Fal-
coner of the Time of Ivan the Terrible and Berkut-
nik, are among them, proving that Mr. Lanceray is
also well acquainted with the techniques of mon-
umental sculpture, as well as small-scale ones. To
Mr. Chopin’s credit, it must be said that he was
the first to truly appreciate Mr. Lanceray’s tal-
ent, the first to volunteer to cast his works, and,
thereby, prompted him to continue his work”
(italics are mine — T.D.)".

From the guide to this exhibition of the
Rodzevich Moscow Telegraph Printing House, it
is known that Lanceray’s sculptures of equestrian
hunters were located on the sides of the showcase
with Chopin’s bronze products: “Toward the mid-
dle, there is an also luxurious, wonderful in size,
exhibition of the bronze products of famous Cho-
pin, filled with a wide variety of objects. In front of
it, there is a huge chandelier. On the sides of the
exhibition, there are two equestrian statues.” 2 In
another publication, “lllustrated Description of the
All-Russian Art and Industrial Exhibition in Mos-
cow in 1882", they are depicted in one of the il-
lustrations. In this case, the “General View of the
Main Gallery of Group VI"' was presented (Fig. 1).
Note that the image of a Kyrgyz with a golden ea-
gle is mirrored: the bird turned out to be on the
left hand instead of the right one, and the horse
is walking from the right foot.

From the material presented, it is clear that af-
ter the sculptures had been sold in 1878, they were
cast anew by 1882.

Further, the materials of the World lllustration
magazine indicate that these two equestrian stat-
ues were shown by the bronze maker at other ex-
hibitions: in the article "The Exhibition of Birds of
Prey, Dogs and Hunting Accessories, in St. Peters-
burg”, which took place in the gymnasium of the

11. Bezobrazov, V.P. (ed.). 1884. Report on the All-Russia Industrial
and Art Exhibition of 1882 in Moscow in 6 vol.; vol. llI, p. 40.
Saint Petersburg, Russian Empire.

12. Guide to the All-Russia Industrial and Art Exhibition of 1882
in Moscow, p. 19. The printing house of the newspaper
«Moskovskij telegraf» (of I.1. Rodzevich), Moscow, Russian
Empire, 1882.

13. lllustrated description of the All-Russia Industrial and Art
Exhibition of 1882 in Moscow. A supplement to the journal
«World lllustrated», no. 21, p. 165. Saint Petersburg, Russian
Empire, 1882.



Admiralty, in the 847th issue of the World Illus-
tration of 1885, we read the following: “A variety
of hunting accessories and elegant decorative or-
naments gave the hall a beautiful and attractive
appearance. The magnificent hunting groups and
statues of Mr. Chopin especially attracted atten-
tion.” ™ The article was accompanied by an illus-
tration of a general view of the exhibition™ (lll. 2,
2a, 2b). In the foreground, there are two large fig-
ures of mounted hunters in sizes close to life size
as can be seen in the image. The publication says
that according to the results of the exhibition, Cho-
pin was awarded a large silver medal.

Although the sculptor’s name was not men-
tioned, the equestrian figures of hunters with birds
of prey on their hands presented in the illustra-
tion are Lanceray’s compositions, and this is ob-
vious. It is also clear that the compositions were
reworked by the sculptor in a larger size: it is seen
that the position of the horse’s legs in Tsar’s Fal-
coner of the 16th Century differs from the original
chamber version of 1872 % the horse is standing
on four legs, while in the chamber version, the left
leg of the animal is raised, bent in the knee (Fig.
3). The statue Kyrgyz with a Golden Eagle has a no-
ticeable difference in the rider's headdress from
the original version': a fur-trimmed winter hat of
a conical shape with a high crown of four wedg-
es — malakhai (with a long neck-flap that goes
down to the back and with lowered elongated
ear flaps) is replaced by a kalpak — another an-
cient Kyrgyz men'’s headdress made of white felt,
also with a high crown but without fur, with the
brim turned up (Fig. 4). We have not seen refer-
ences to this publication anywhere in the art lit-
erature about Lanceray.

The presented materials testify to the participa-
tion of Lanceray’'s two compositions, cast in bronze
close to natural size at the Chopin factory, in the
expositions of three exhibitions: the World Exhibi-

14. "Exhibition of birds of prey, dogs, and hunting accessories
in Saint Petersburg”, World lllustrated, no. 847, p. 294. Saint
Petersburg, Russian Empire, 1885.

15.  "Exhibition of birds of prey, dogs, and hunting accessories
in Saint Petersburg in the Main Admiralty’s Manege” (ill.
by G.Broling), World Illustrated, no. 847, p. 294, 292, il.
Saint Petersburg, Russian Empire, 1885.

16. Illustrated catalogue of the bronze factory of N.Shtange,
the supplier of the Highest Court, p. 4, cover. Lanceray's
composition «The Royal Falconer of the XVI century».
Saint Petersburg — Moscow, Russian Empire, 1893.

17. «Kyrgyz hunter with a golden eagle from Lanceray's
statuette», Bee, no. 17, p. 257. Saint Petersburg, Russian
Empire, 1877.

IlL. 5. "Royal Falconer of the 16 century by E. Lanceray.”
lllustrated catalogue of the bronze factory of N. Shtange,
the supplier of the Highest Court.

St. Petersburg — Moscow, 1893. Cover, P 4.

tion in Paris in 1878, where they were bought by
“a noble Parisian”, the All-Russian Art and Indus-
trial Exhibition 1882 in Moscow, and the Exhibition
of Birds of Prey, Dogs and Hunting Accessories
in St. Petersburg in 1885 in the Admiralty build-
ing. This information significantly expands the idea
of the creative possibilities of the early departed
master and can replenish future publications de-
voted to Russian sculpture of the second half of
the 19th century.

The fate of Lanceray's two works in Russian art
history is interesting. I. Kamenkovich, who was not
a professional art historian but a writer, was the
first who drew attention to the master’s sculptures
in large size at the end of the 20th century. Let us
dwell on the interesting details associated with this
find. In 1981, the Nedelya newspaper published his
article with a story about how he had first seen two
sculptures of horse hunters with falcons in the lob-
by of the Baku Absheron sanatorium. Kamenkovich
writes: “Carefully examining the bronze ‘bedding’ of
the horses, one can make out the inscription cast
at the factory: ‘Slenvn flancepe, 1876"." '® The writer
found out that the sculptures arrived in Baku from
Leningrad in 1926 — they were purchased for the

18. Kamenkovich, LI. 1981, March 2-8. “"Hunters with falcons.
Lanceray's works in Baku”, Week, no. 10, p. 24.
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Il 6. "Kyrgyz Hunter with a Golden Eagle, from the Statuette by Lanceray”. “Bee”. St. Petersburg, 1877. No. 17. P 257

sanatorium of Baku oil workers from the funds of
the former royal palaces.

Interested in these works, the writer turned to
the Small and Large Soviet Encyclopedias; he was
struck by the repetition: “the author of small genre
sculpture” (Small Soviet Encyclopedia) ™ and “made

19. Vvedenskij, B.A. (ed.). 1959. “Lanceray Eugene Aleksandrovich”,
The Small Soviet Encyclopedia in 30 vol., 3" ed., vol. 5, p. 354.
Bolshaya sovetskaya entsiklopediya, Moscow, USSR

58

small genre figurines and groups (mainly images of
animals)” (Large Soviet Encyclopedia)®. “...However,”
notes Kamenkovich, “E. Lanceray's sculptural com-
positions in Baku are cast in full size" (my italics —
T.D.)?". And he asks the question: “Could art critics

20. Prokhorov, A.M. (ed.). 1973. “Lanceray Eugene Aleksandrovich”,
The Great Soviet Encyclopedia in 30 vol,, 3" ed., vol. 14, p. 148.
Sovetskaya entsiklopediya, Moscow, USSR.

21.  Kamenkovich, I.1. Op. cit



L. 7. OR RNB. Archive of N. Sobko. Fund 708, item No. 454. F. 21.

have ‘not noticed an elephant’ among the works of
a remarkable master?” 22 Special editions and arti-
cles addressed by the writer: “The General Histo-
ry of Arts”23, “Russian Art. Essays on the Life and
Work of Artists of the Second Half of the 19th Cen-
tury” 24, as well as the book Russian Artistic Metal®,
did not add anything new. Thus, Kamenkovich went
to Moscow to meet with the sculptor’s descendant,
his grandson, artist Eugene Lanceray. It is significant
that, “having carefully examined the photographs
of sculptures from Baku, Eugene Lanceray firmly
stated that he did not know anything about these
works of his grandfather” (italics are mine—T.D.)?.
However, in "a huge old album with photographs
of Lanceray’s works, there was a French postcard,
on which,” as Kamenkovich writes, “a photograph
of an equestrian sculptural composition was clear-
ly visible, almost repeating the Baku Kyrgyz with a
Falcon... The sculptural composition is also life-size.
It was installed in the park of the city of Menton.”?’

Kamenkovich made a logical conclusion: Lancer-
ay was not only a master of small sculpture but also
the creator of at least three large equestrian sculp-
tures that were overlooked by the sculptor’s biog-
raphers and art historians.

However, even after the publication of Kamen-
kovich, the topic of Lanceray’'s work in large form
remained undeveloped for many years, and, for ex-
ample, in one of the catalogue publications of the
mid-1990s, it is said about Lanceray that “in his work,
the master never went beyond small sculpture” 2,

22. Ibid.

23. Shmidt, .M. 1964. “E. A. Lanceray”, General history of art in
Yu. D. Kolpinskij and N. V. Yavorskaya (ed.) in 6 vol., Art of the
XIX century, vol. 5, pp. 232-233. Iskusstvo, Moscow, USSR.

24. Shmidt, .M. 1971. “E. A. Lanceray”, Russian art. Essays on the
life and work of artists. The second half of the nineteenth
century in A.l.Leonov (ed.) in 2 vol,, vol. 2, pp. 539-550.
Iskusstvo, Moscow, USSR.

25. Razina, T.M,, Suslov, I.M., Khokhlova, E.N. and Gorelikov,
N.S. 1958. Russian art metal. Vsesoyuznoe kooperativhoe
izdatelstvo, Moscow, USSR.

26. Kamenkovich, I.1.Op. cit

27. Ibid.

28. Klimenskaya, O.G. 1994. ["Russian sculpture of the XVIII century
and the beginning of the XIX century”, The Perm State Art
Gallery. Russian painting, sculpture of the XVIIl century and the
beginning of the XIX century: Catalogue, p. 112. Perm, Russia.

Only in the catalogue of the sculpture collection of
the State Tretyakov Gallery of 2000, the information
published by Kamenkovich was reflected .

Later, English researcher Geoffrey Walden Sud-
bury wrote about Lanceray’'s equestrian statues The
Royal Falconer of the 16th Century and Kyrgyz with a
Golden Eagle in his book in 2006, emphasising that
the sculptures located in Menton 3° were available
for study: they were made from bronze. Sudbury
indicates their dimensions — The Royal Falconer
of the 16th Century — 190.5 x 160 x 73.5 cm; Kyr-
gyz with a Golden Eagle — 183 x 160 x 96.5, and
the signature of the sculptor: “Jlenuas E. JlaHcepe”
("Sculpted by E. Lanceray”)3'. They are installed on
pedestals in the largest square of the city in the
Biovés garden, opposite the casino. On the ped-
estals of the compositions, inscriptions are visi-
ble: on one “E. Lanceray, fauconnier d'lvan Grosney
et Don de Moncieu Maurice Malpart” (“E. Lancer-
ay, the Falconer of Ivan the Terrible, and the Gift
of Monsieur Maurice Malparte”), and on the oth-
er — “Don de Mme Maurice Malpart neé Merci-
er" ("The Gift of Madame Maurice Malparte, born
Mercier”). “The date 1903 is under each of the in-
scriptions”32. Sudbury does not report on the his-
tory of the origin of the inscriptions.

We also do not have exact information regard-
ing the appearance of works in Menton. However,
on the basis of the publication of 1882 mentioned
above with information about the statues bought
in 1878 by “a noble Parisian”, we consider it not un-
reasonable to assume that the sculptures located
in Menton were bought by Maurice Malparte and,
apparently, presented as a gift to the city of Men-
ton in 1903.

29. Bruk, Ya.V and lovleva, L.I. (ed.). The State Tretyakov Gallery,
The catalogue of the collection: Sculpture of the XVIIl and
XIX centuries. (The “Sculpture of the XVIIl and XIX centuries”
series), vol. 1, no. 210, p. 187. Krasnaya ploshchad, Moscow,
Russia. There is a mistake in the catalogue: it is stated that
the statue «Kyrgyz with a Golden Eagle» in Menton (France)
is made of cast iron.

30, Sudbury, G.W. and Douglas, D.R. 2006. Evgueni Alexandrovich
Lanceray le sculpteure russe du cheval, pp. 124, 72-74, il.
FAVRE, Paris, France.

31. lbid. p. 132-133.

32. Ibid. p. 124.
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The English author also notes that the large-
scale sculptures of the falconer and the golden ea-
gle were not an exact copy of Lanceray's original
compositions, performed in the chamber version
(1872 and 1876, respectively): there are visible dif-
ferences both in position, and in appearance, and
in equipment and riders and horses and birds *.

According to the information we received from
the Azerbaijan National Museum of Art in Baku, there
are two sculptures by Lanceray, received in 2000:
Falconry (bronze, 210x135x80. Inv. 7H-328) and Fal-
conry (Kyrgyz) (bronze, 135x146x68, Inv. 8H-329). On
the base of both, there is a signature and a date:
“nbnunb naHcepe 187634 Apparently, these are the
works that Kamenkovich wrote about in 1981.

Concerning the statues intended for the Greek
queen of Russian origin, Olga Konstantinovna, on
which, according to Shatilov, the sculptor worked,
the following is known: the composition Royal Fal-
coner of the 16th Century has survived to this day,
installed in front of the facade of the Royal Palace
in Tatoi — the summer royal residence, near Ath-
ens, as can be seen in modern photographs of the
2010s3. In his 2006 book, Geoffrey Sudbury erro-
neously states that both sculptures are lost 3. We
do not have information about the location of the
composition Kyrgyz with a Golden Eagle and wheth-
er it was installed. Most likely, it was supposed to
be installed in Greece, which clearly follows from
Shatilov's memaoirs.

Equestrian figures of hunters with birds of prey
on their hands, made close to life size, are now per-
ceived as a monument to times past, when people
were closer to nature, and falconry was a common
phenomenon. Not initially tied to a specific architec-
tural and spatial environment, they can be consid-

33, Ibid. p. 132-133.

34. The author is grateful to Khadidzha Asadova, a Deputy
Director of the Azerbaijan National Museum of Art, for
providing information about E.A Lanceray's sculptures of
horses from the museum collection.

35. o

(Accessed 11 February 2023).
36. Sudbury, G.W. and Douglas, D.R. Op. cit. p. 124.
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ered as a garden and park version of monumental
and decorative sculpture.

In conclusion, let us briefly dwell on the discrepan-
cies in the title of the composition The Royal Falconer
of the 16th Century in different editions: cokoseHUK or
cokoneHu4uli (which is not the same thing), the 16th
or 17th century. We discussed this issue in detail in
a separate article®. In the catalogues of two lifetime
exhibitions: the art department of the All-Russian Ar-
tistic and Industrial Exhibition in Moscow in 18823#
and a solo exhibition in 1886, jointly with A. Ober, in
St. Petersburg ¥, the composition is called The Roy-
al Falconer of the 16th Century. The catalogues of
these exhibitions were prepared and published by
N.Sobko. However, in the documents of the Acad-
emy of Arts from 1872, the 17th century#° is listed.
L. Dementieva, the compiler of the Album of Lancer-
ay’s Sculptural Models*' did not disregard the ques-
tion. She expresses the opinion that the character of
the composition may belong to the era of Tsar Alex-
ei Mikhailovich, a great lover of falconry, that is, it is
the 17th century.

Studying Sobko’s archive, we found that in the
manuscript materials and lists of Lanceray's works
for 1872, in the name of the royal falconer, written
in Roman numerals in the 17th century, the last stick
is crossed out, thus corrected to the 16th century*
(Fig. 5). There is no doubt that art historian Sobko
made a change to the entry, correcting the error de-
liberately. Most likely, it is the answer to the question
of what was the century of a character which Lanceray
portrayed in the chamber version of the composition,
which was then cast in several copies in large size.
The signature on the pedestal of the statue erected
in Menton (in translation) also indicates this century:
“E. Lanceray, Falconer of Ivan the Terrible".

37. Doronina, T.V. 2007. Sokolnik or sokolnichij?, no. 1, pp. 48-51.
Russkoe iskusstvo, Moscow, Russia.

38. Sobko, N.P. 1882. 25 years of Russian art: lllustrated catalog of
the art department of the All-Russia exhibition 1882 in Moscow
(issue 1), p. 53, 139; il. Saint Petersburg, Russian Empire.

39. Sobko, N.P. 1886. /llustrated catalog of the sculpture exhibition
of E.A. Lanceray and A. L. Ober, p. 11, 19; il. Saint Petersburg,
Russian Empire.

40. Guide to the art exhibition 1872 in Imperial Academy of
Arts, no. 5, p. 4. Saint Petersburg, Russian Empire; Central
State Historical Archive of Leningrad. Fund 789, file 156. L. 8.
Quoted from Goncharova, L.N. 2001. Russian artistic bronze,
p. 109. Izdatelstvo Iriny Kasatkinoj, Moscow, Russia.

41. Dementeva, L.A. 2011. Eugene Lanceray. Album of sculptural
models. GIM, p. 76. Lokus Standi, Moscow, Russia.

42.  Manuscript department of the National Library of Russia, N. P Sob-
ko’s archive. Fund 708, storage unit no. 454. L. 21, turn.
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KOHHbIE CTATYW E. A. TAHCEPE
«UAPCKWIA COKOJIbHUYMIA XVI BEKA»
N «KNPTN3 C BEPKYTOM»

AHHOMayus: B ctaTbe cncreMaTmsmpoBaHbl paspos-
HEeHHble CBeleHNsA O NepeBOAe BYX KaMepHbIX CKYybNTyp
E. A. NaHcepe «Lapckunii cokonbHmumin XVI Beka» (1872)
1 «Knprus c 6epkytom» (1876) B kpynHbI pa3mep. Camble
paHHWe cBefeHMs o paboTax E. A. JlaHcepe HenocpeacTBeH-
HO B MacTepCKUX MO NepeBoay KaMepHbIX KOMMNO3ULUIA
KOHHbIX OXOTHWKOB B H0/IbLLOW pa3Mep coaep>KaTcs B BOC-
NOMUHaHWUAX ero coBpemeHHukoB H. V. lLaTtnnosa (1916)
n A.H.benya (1944-1957). MprBoaATCcA He yNOMMWHaBLUMe-
€Sl paHee B UCKYCCTBOBEAYECKON nTepaType cBeseHns 06
3KCMOHUPOBaHUM KOHHbIX CTaTyl JlaHcepe, OTAUTbIX B BPOH-
3e Ha pabpuike ®.LlloneHa, Ha Tpéx BbicTaBkax: Bcemup-
Hol BbicTaBke B lNapuxe, rae 6b1am BbiKyMaeHbl «3HaTHbIM
napwxaHuHom» (1878), Bcepoccminckom XyAoXeCTBEHHO-
npoMbIWIeHHON BbicTaBke B Mockse (1882), BbicTaBke
NOBUMX NTUL, COBaK M MPUHAANEXHOCTEN OXOTbl B CaHKT-
MeTepbypre (1885).

B 1981 roay nucatens W. V. KameHkoBuY coobumn B ra-
3eTe «Hegensn» 0 HaxoAAWMXCSH B BAKMHCKOM caHaTopuu
«AnLuepoH» ABYX CKyNbMTypax KOHHbIX OXOTHWKOB C COKOa-
MU, OT/IUTbIX B BPOH3€E B HaTypasibHYH BEJIMUMHY W MOAMUCHIO
Ha 3emne: «Jlenun JlaHcepe 1876». KaMeHKOBUY BbIACHWA:
CKYNbMTYPbI NPUGLIAN 13 JIeHUHTpasa, Obiin BbiKynaeHbl 13
doHaoB HbIBLIMX Lapckux ABopLoBs. B 2006 rogy aHrauni-
ckmin nccnegoatens xeddpun Capbepw (Geoffrey Walden
Sudbury) onucan Haxogswwmecs BO GppaHLy3CKOM ropogse
MeHTOHa KOHHble cTaTyun JlaHcepe (6poH3a) ¢ ykasaHueMm

Teopuectso EBreHna AnekcaHgposuya JlaHce-
pe (1848-1886), ogHOro M3 KpynHENLWnx ckyab-
nTopoB XIX Beka, paboTaBwMx B naacTuke ma-
Nbix GOopM, paccmaTpuBanoChb nccaegoBatenamm
B pa3HbIx acnekTax. OgHako paboTa JlaHcepe no
nepeBoay B KPYMHbIA pa3mMep, 6An3KMn K HaTy-
pafbHOMY, ABYX W3BECTHbIX KaMepPHbIX CKYAbMATYyp
«Uapckmii cokonbHmumin XVI Beka» (bpoH3a, 1872.
49 x 39 x 18,5. TPM) n «Knprus c 6epkytom» (6poH-

pa3MepoB ¥ MNoANUCEN: Ha 3emJe CKyabnTyp — «Jlenunb
E. laHcepe», Ha nbeaectanax — «E. Lanceray, fauconnier d'lvan
Grosney Don de Moncieu Maurice Malpart 1903» («<E. Jlan-
cepe, COKONbHWUYMI ViBaHa [po3Horo gap mecbe Mopu-
ca Manbnapta 1903») Ha ogHoM 1 «<Don de Mme Maurice
Malpart neé Mercier 1903» («Jap magam Mopwuc Manbnapt
ypoxgaeHHas Mepcbep 1903») Ha gpyrom.

NcToprueckune cBegeHns MO3BOANAN NPEANONOXKNTL:
UMeHHO Mopuc ManbnapT — TOT 3HaTHbIV NapUXKaHWH,
KOTOpbIV Kynua ckynbnTypbl B 1878 rogy Ha BbiCcTaBke
B Mapwu>e, a 3atem B 1903 cky/nbNTYpbl H6bIAN Nepesa-
Hbl B Aap MeHTOHe.

Mo cBeAeHMAM, NoayyYeHHbIM 13 A3epbaitgkaHcKoro
HalMOoHanbHOTrO My3ea UckyccTs B baky, Tam HaxoaAaTcs
ABe KOHHble cTaTyn (BpoH3a), NocTynueLLve B My3eli Ye-
pe3 ®3K B 2000 rogy, — «CokonunHas oxota» n «Cokonu-
Has oxoTa» (KMPrus) c aBTOPCKO NOAMNMUCHIO 1 AaToW Ha
obeunx: «1bNnab NaHcepe 1876».

ApxuBHble MaTepuanbl nctopmka nckyccts H. M. Cob-
KO MO3BOJIAIOT YTOUHUTL BeK (XVI) B Ha3BaHWUW CKyAbNTY-
pbl LLAPCKOro COKOJIbHUYErO.

BbinosHeHHble 613K0 K HaTypasbHON BeANUMHE KOH-
Hble GUrypbl COKONNHbBIX OXOTHUKOB C IOBUMMU NTULA-
MW Ha pykax paccMaTpuBatoTCA Kak Caf,0BO-MapKOBbIN
BapWaHT MOHYMeHTalbHO-eKOPaTUBHOW CKYNbMTYpblI.

Knrouessie cnosa: /laHcepe, ckynenmypa, KamepHas
naacmuka, ucmopusm, 86ICMasku.

3a, 1876. 55 x 45 x 24. TPM)" nonroe Bpems He npu-
BJleKasa BHUMaHMWA OTEUYECTBEHHbIX MCKYCCTBOBEZOB.
Tema, n3bpaHHas A5 HACTOsALLEN CTaTbk, 4O CUX NOpP
0CTaéTcs Mano paspaboTaHHOW.

Camble paHHMe cBeseHus o pabote JlaHcepe no
MepeBOAY 3TUX KaMepPHbIX KOMMO3ULWIA B YBEINUEH-

1. TocypapctBeHHbI Pyccknin myseid. Ckyabntypa. XVIII— Hava-
no XX Beka: Katanor / OtB. pea. /1. 1. LanowHwukosa. /1., 1988.
C. 92-93.
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HbIA pa3mMep COXpPaHWAN BOCMOMUHAHNSA COBPEMEH-
HnKoB. B 1916 roagy B xypHane «[0n10C MUHYBLUEro»
6b1n1 onyHAMKOBaHbI BOCMOMUHAHMA XyA0XHWKa
Hukonasa Nocndosunua Watunosa (1852-1921), ce-
KpeTaps MockoBcKOro obuiecTsa atobutenen xy-
[OXKECTB, KOTOPbIV OTMeYas, UTO «KPYMHbIX BeLLeln
NaHcepe nouTn He paboTan...» 2. B 1o e Bpems aB-
TOp OMUCbIBaeT peaKoe B 3TOM OTHOLLEHWU UCKHO-
YeHWe: «...A MOMHHO TOJIbKO ABE AOBOJIbHO KPYMHble
burypsbl, NpMbAN3NTENBHO B TPETb HaTypasibHOMN Be-
JNYMHBI: 3TO BbIIN iBa COKONMHBIX OXOTHMKA, KOTO-
PbIX OH Aenan no 3akasy rpeveckor koponesbl Onbru
KoHcTaHTMHOBHbI . V13 HUX O4MH M306paxkan CoKob-
HMYEro BPEMEHN MOCKOBCKUX Liapel, a Apyrom Kup-
rm3a, oxotauieroca ¢ bepkytom»*. Mo 3akatoueHuto
O.B.KanyruHoi, «...cKyAbNTypy NpeacTaBuTe M AnHa-
CTUW 3aKa3blBa/IN YacCTO, KONIEKLIMOHNPOBAN OXOT-
HO, MHOTVe NpeacTaBUTENU CeMbM POMaHOBbLIX O4eHb
Hemnioxo B Hel pa3bupanncb 1 BbICOKO OLEHNBaAN
CKyNbNTYpPHOE JapoBaHWe Kak TakoBoe»>. LLlatnnos,
Mo BCeW BEPOATHOCTW, ONNCbIBAET OAMH U3 3Tanos
paboThbl CKy/IbNTOPa — BbINOJIHEHME 3CKU30B GUryp
B OJHY TPeTb HaTypasbHON BEINUYUNHDI.

PaboTa ckynbnTOpa HaZ Npov3BeAeHUAMM yno-
MAHyTa 1 B BOCNoMuHaHuax 1944-1957 rogos Anek-
caHgpa Hukonaesnuem beHya (1870-1960): «A
MOMHIO, KaK... B paHHeM AeTCTBe A NobbiBan ¢ na-
MOM B TakoM e mMacTepckon (Mactepckas Akage-
Mum xyaoxects.— T.[.), koTopas 6blna o40/>KeHa
E. A. NaHcepe, nenuBLUeMY B Hel KOHHbIe cTaTyn “Co-
KONbHWUYMX", KOTOPbIE, BbIAUTBIE U3 BPOH3bI, yKpacK-
/X 3aTeM Kakon-To caj B MeHToHe (3TO Bbi Uen-To
fap ropoay)» .

Mbl nocTapanncb NPOCNeANTb, KOraa NosBUANCH
nepBble MPUMXKN3HEHHbIE YNIOMWUHAHWA O CKYNbNTY-
pax COKONMHbIX OXOTHUKOB JlaHcepe, NnepeBeAéH-
HbIX B KPYMHbIA pa3mep.

M3 nybamvkaunm KoppecnoHgeHTa XypHana
«BcemunpHas nantoctpayms» o BceMnpHoi BbicTas-

2. WamunosH. N.N3 HepaBHero npownoro // Ffonoc MuHyB-
wero. CM6., 1916. N2 11. C. 122.

3. Onbra KoHctaHTMHOBHA PomaHoBa (1851-1926) — Benu-
Kas KHAXHa, cTapluas AoYb reHepan-agmupana, BeJMKOro
kHA37 KoHcTaHTUHa HukonaeBuya, naeMaHHULA AnekcaH-
apa |, BHyyka nmnepatopa Hukonas |, 6abka repuornHm
KenTckorn n ®uannna 3amHbyprckoro (cynpyra Envsase-
Tl I1). B 1867 rogy couyetanacb 6pakom c rpeyeckmm Kopo-
nem leoprom |.

4. lamunos H. M. 13 HepaBHero npowwaoro... Tam xe.

5. KanyeuHa O. B. ABrycteiiLume 3aka3umky CTaHKOBOW NaacTu-
kn B Poccum BTOpOl nonoBuHbl XIX — Hauana XX Beka /
O.B. KanyrunHa // AptukyabT. 2018. N2 29 (1). C. 60-66.

6. beHya H.A.Mowu BocnomuHanua. M., 1990. KHura TpeTbs.
C.616.CH. N2 7.
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ke B [Napwxe 1878 roga cnegyert, uto BnagenbLemM
6poH3oanTerHon pupmel Pennkcom LLioneHom cpe-
AN ApYrux ckynbnTyp JlaHcepe BbICTaBAAANCH «JBE
6obLUMe KOHHble GUrypbl, M306paxatoLLe Kuprmsa
W Ka3aka, Aep>KallnX B pyKe OXOTHUYbMX COKONOB» .

Mo3xe 3Ty MHGopMaLMo NOATBEPANA KOppe-
CMOHAEHT XypHana «Huea» B 1882 roay. B ny-
6anKaumm cogepxkaTca BaXKHble CBeAEeHNA — 3TH
CKYNbMTYPbl C BbICTAaBKU KYMUAWN HEMOCPEACTBEH-
Ho B Mapuxe. CTaTbs 6blNa NOCBsLLEHa NpOU3BeE-
AeHnam JlaHcepe, BbicTaBaeHHbIM LLloneHoM Ha
Bcepoccuniickon xys0XeCcTBEHHO-MPOMBbILLIAEHHON
BbicTaBke 1882 rosa B MockBe: «4T0 Kacaetcs
6pOH3bl KABUHETHOM, TO MEXAY BCEMU MPOUN3-
BeAEHWAMN 3TOr0 POAa, BblAENAETCA KONNEKLNS,
cocToswas bonee UemM U3 CEMUAECATM TPyn, U30-
Hpa>katoLmnx CHoXeTbl U3 PYCCKON XM3HU. ITO
npoun3sBeseHNs MOJNIOAOrO PYCCKOro XyAOXHMKa
JNlaHcepe, KOTOpbIN NprUobpen N3BECTHOCTb He
ToNbKO B Poccuu, Ho v BO Bcel EBpone 1 Amepuke.
/Jlee KoHHble cmamyu, NPeACTaBAAIOLLNE COKOb-
Huka NoaHHa po3HO20 N oxOoMHuUKa ¢ bepkymom,
TaKk>Xe Npoun3BeseHns 3Toro apTucra. MogobHele xe
npounsBeseHns ero boiam Ha BbicTaBke 1878 roga
B Mapuxe, rae npoussenu 6oabwioll ycnex u beiau
KynsaeHsl 00HUM 3HGMHbIM NAPUXAHUHOM» (Kyp-
cvB Mon.— T. [1.) 8.

paHano3Has no macwTtaby Bcepoccuii-
CKas XyA0>XXeCTBEHHO-NPOMBbILLIEHHAA BbICTaBKa
1882 rosa B MockBe bblsia pazMellleHa B HECKOJIb-
KWUX MaBWAbOHaX, TeMaTuuyecku pasbuTa Ha oTae-
nbl°. NMpownzBeseHus JSlaHcepe pacnonaraanch B ABYX
pa3HbIx OTAENaX Ha pasHbIx naowaakax. Cam ckyb-
NTOP BbICTaBUJ HECKO/IbKO KaMepHbIX paboT B oTAe-
ne xygoxxectseHHOM (| rpynna), katanor KOTOporo
611 n3gaH H. M. Cobko ', a 6poH3oBwmk O. LLo-
NMeH He3aBUCMMO BbICTaBMA Npomu3BeseHus JlaH-
cepe B ApYyrom otaene — U3Aenns U3 MeTannoB
(VI rpynna) kak npoaykuuto csoero bpoHsonmntein-
HOro NPeAnpPUATUSA: MHOXECTBO KaMepHbIX CKY/b-

7. C.lMwncbma o Mapwukckoi BbicTaBke (OT Hallero cneumanb-
Horo koppecnoHgeHTa) V// BcemupHas nantoctpauus. Cre.,
1878. N2 490. C. 367.

8. [b. a] T'pynna «Ckobenes», pabotel LLonena // Huea. CI6.,
1882. N2 41. C. 979.

9.  BebicTaBka «...6blna pasjgeneHa Ha BOCEMHaALATb raBHbIX OT-
JEeN0B WA TPyNM, NnoApasgeneHHbix Ha 121 knace» // Otuet
0 Bcepoccuitckoit XyA0KeCTBEHHO-NPOMBbILLIEHHO BbiCTaB-
ke 1882 ropa B Mockse / Mog peg. B.TN. bezobpazosa aen-
cTBUTeNbHOTO YneHa Mimnep. Akagemun Hayk. B 6 1. CI16.,
1884. T. VI. C. 20-21.

10. Cobko H. 1. 25 net pycckoro nckyccTsa. nntocTpupoBaHHbIi
KaTanor Xy/0XeCTBeHHOro oTAena Bcepoccuiickoi BbicTaB-
kv B Mockse, 1882 r. CI16., 1882



nTyp v ABe 60/blUMe KOHHble GUrypPbl COKOAUHBIX
OXOTHUMKOB. MNoToMy MHpopmauus o Bcepoccnin-
ckol BbicTaBke 1882 roga B MockBe oTinyaeTcs —
B 3aBUCUMOCTU OT TOrO, KakOMy OTAEeNY BbICTaBKM
OHa nocesALLeHa.

B Boiweawem B 1883 rogay «OTuete o Bce-
POCCUINCKOM XYyA0XECTBEHHO-MPOMbILUAEHHOWN
BbicTaBke 1882 roga B MockBe» noa pesakuyu-
e B.T. besobpazosa Takxe coobwanock: «EaBa
IV He caMyto BUAHYHO YacTb BbicTaBku r. LLloneHa
3aHMMaloT npoussegeHuns r. JlaHcepe, XyA0XHN-
Ka eLé MONoA0ro, a Mexay TemM yCrneBLUEro yxe
npowuseectu 601ee cTa NPEBOCXOAHbIX MOAENEN,
n306paxaroLmx KOHHbIE U MeLune rpynnbl 1 04m-
HOYHble GUrypbl CAMOro XMBOMUCHOIO, CaMOro
XM3HEHHOTO XapakTepa; UyBCTBO MpaBAbl B CBA3U
C XyA,0XXeCTBEHHbIM BrneYaTNeHNeM L,eaoro, Heo-
H6bIKHOBEHHas TUMNYHOCTb B CBA3W C TOHKOCTbIO
paboTbl 6€3 CyxocTn, N HakoHel, pa3Hoobpa-
31e CIOXeTOB faneko BblaensatoT r. JlaHcepe u3
pAZa Tex CKy/ibNTOPOB, KOTOpble NpoboBanu cebs
B 3TOM poge. V3 paboT ero BbicTaBieHO 3aecb 60-
nee 60 Bellen; B UnCae UX HAXOAATCA 080 KOHHbIE
uzobpaxeHusa 6oabwozo pasmepa "CoKONbHNUNI
BpemMeHu ViBaHa po3Horo” n “bepkyTHuK",— fo-
KasblBatoLue, uTo . JlaHCcepe makxe Xopowo 3Ha-
KOMbI NpUEMbI MOHYMEHMaabHOU CKyenmypel, Kak
n menkon. K yectn r. LloneHa Hago cka3aTtb, UTO
OH NepBbIA OLEHWNA HACTOALLMM 06pPa3oM TanaHT
r. JlaHcepe, nepBbIi BbI3BaACA OTIMBATb €ro Npo-
N3BEAEHMWSA 1 TeM BbI3BaJl €70 K MPOAO/KEHUIO Je-
ATeNbHOCTU» (Kypcus mon.— T.4.) ™.

W3 nyteBoAMTENA NO 3TOW BbICTaBKe TMNOrpadumm
«MockoBckunin Tenerpadp» V. V. Poasesnua nssecr-
HO, YTO CKYNbMTYPbl KOHHbIX OXOTHWKOB JlaHcepe
6bIIN PacnNONOXeHbl MO 6OKaM BUTPUHBI C BPOH-
301 LoneHa: «banxe K cepesunHe, ToXe POCKOLLHAS,
3amMevaTtenbHaa No pa3Mepam, BbiCTaBka BpPOH-
30BbIX XXe n3gennin nsectHoro LlloneHa, Hanon-
HeHHasi caMbIMUW pPa3HOOOpPa3HbIMU NpegMeTamu.
Mepea Heto CTOUT rPOMaAHbIN KaHaensbp. Mo 6o-
KaM BbICTaBKM — JiBe KOHHble cTaTyun» 2. B apyrom
nsgaHnm — «MnanroctpupoBaHHoe onncaHue Bee-
POCCUIACKOM XyA0XKECTBEHHO-MPOMBILLJIEHHON Bbl-
ctaBkn B MockBe 1882 roga» OHUM 3aneyaTt/ieHbl Ha
OZHOW U3 nAarCTpauuii. B aTom ciayyae npescrasneH

11.  OTtueT 0 Bcepoccuinckon xya0>KecTBeHHO-MPOMBILLAEHHOW
BbicTaBke 1882 roga B Mockse / Mog peg. B. 1. be3obpaso-
Ba. B 6 1. Cl6., 1883. Yka3 cou. T. lll. C. 40.

12. MyTteBoguTenp no Bcepoccuiickon MNPOMBIWAEHHO-
XyZOXeCTBeHHON BbicTaBke 1882 roga. M.: Tunorpadus raze-
Tbl «MockoBckuii Tenerpad» (M. N. Pogzesnya), 1882. C. 19.

6611 «O6WwMn BUA rnasHol ranepen VI rpynnei»
(Un. 1). 3ameTnm, UTO M30H6paxeHMe Knprmsa c bep-
KyTOM — 3epKa/ibHO NepeBEPHYTO: NTULLa OKa3a-
Nlacb BMECTO NpPaBOW, Ha IeBOI pyke, a olwaab UAET
C NPaBOW HOTW.

M3 n3noxeHHOro matepmana noHATHO, YTO MoO-
cne Toro, kak B 1878 rogy ckyabntypbl 6b1A1 Npo-
AaHbl, K 1882 roay oHW 6bIAN OTAUTBI 3aHOBO.

[anee matepuansl XxypHana «BcemmpHasa nanto-
CTpaLys» roBOPSAT O TOM, YTO 3TU AiBE KOHHbIE CTaTym
AEMOHCTPUPOBANNCh BPOH30BLLMKOM W Ha APYTruX
BbicTaBkax: B 1885 roay B 847-m Homepe «Bcemup-
HOW UANKOCTPaLMN» B CTaTbe O «BbicTaBKe 10BUMX
nTuL, cobak n npuHaaaexHocTen oxotsbl, B C.- MNe-
Tepbypre», NPOXoAMBLIEN B TMMHACTUYECKOM 3ane
AZMUVpanTeicTBa, UnTaem cregytouee: «MHOXeCTBO
pa3HOOOpa3HbIX MPUHAANEXHOCTEN OXOTbI U U3SLL-
HbIX JeKOPaTUBHBIX YKPaLLEHWA Npuaanmn 3ane Kpacu-
BbI U NpuBAeKaTenbHbIN BuA. OcobeHHo obpaluanm
Ha ce6a BHMMaHWe BeANKOAeMNHble OXOTHUYbW rpyn-
nel n ctatyn r. LoneHa» . CraTba conpoBoXxAa-
nacb nanrocTpauuer ¢ obwmmM BMAOM BbiCTaBky ™.
(Un. 2, 2a, 26) Ha nepegHem nnaHe — aBe 6oAblume
buUrypbl KOHHbIX OXOTHUKOB, Kak BUAHO Ha n3obpa-
KEHWK, B pazMepax 6an3KuX, K HaTypaabHOW Beaun-
UnHe. B nybamkaumm ckasaHo, 4To No pesysibTaTam
BbicTaBku LLloneHy 6bina npucyxxaeHa 6onbluas ce-
pebpsaHas meaansb.

XoTs MMA CKy/NbNTOPa M He Ha3blBaaOCh, MPeA-
CTaBJ/IEHHblE Ha UANHOCTPALLMM KOHHblE GUTYpbl OXOT-
HMKOB C NOBUMMM MTULLAMW Ha pyKaxX — KOMMO3ULMK
NaHcepe, n 310 oueBnaHO. OUeBMAHO TakXe, YTO
4na 60nbLIOro pasMepa KOMNO3NLUN Bbln CKyb-
NTOpOM nepepaboTaHbl: BUAHO, UTO NOJOXEHME HOT
nowaaw «Llapckoro cokonbHuuero XVI Beka» otamn-
YyaeTcs OT NepBOHaYasbHOTO KaMepPHOro BapuaH-
Ta 1872 roga’®: nowaab CTOUT Ha YeTbipeX Horax,
B TO BpeMA Kak B KaMepHOM BapuaHTe fieBas Hora
>KMBOTHOIO MOAHATA COrHyTOM B KOoneHe (Mn. 3).

13. WnnwocTtpupoBaHHoe onucaHue Bcepoccuiickon
XYAOXECTBEHHO-MPOMBILLIEHHON BbICTaBkn B MockBe
1882 r. MpwunoxeHwne K XXypHany «BcemmpHas nantocrpa-
umsa». CN6., 1882. N2 21. C. 165.

14. [b. a.] BbicTaBka N0BYMX MTWL, COBaK U NPUHaANEXHOCTeN
oxoTbl, B C.- MNeTepbypre // BcemupHas unntoctpauus. Cre.,
1885. N2 847. C. 294.

15. C.-MeTtepbypr.— BoicTaBKe NOBYUMX NTUL, cOBaK U NpUHaA-
NEXHOCTEeN OXOTbl, B MaHexe Aamupantencrsa. (Pucos.
I'. bpoawuHr) // BcemupHas nantoctpauus. CMo6., 1885. N2 847.
C. 292: nn.

16.  MnntocTprpoBaHHbIl KaTanor 6poH30Bol $pabpukm nocras-
wmka Beicovanwero geopa H. LraHre. Cr6.; M., 1893. O6-
noxka, C. 4 —komnosnuus E. A. laHcepe «Llapckuit cokonb-
Huuni XVI Beka».

65



Y cratymn «Knprus ¢ 6epkyTomM» 3amMeTHO oTnume
B rOJIOBHOM yb0ope BCcasiHVKa OT NepBOHa4YaNbHO-
ro BapmaHTta'’: OTOpOYEHHas MEXOM 3UMHSA LIanka
KOHWYeCKol GOpPMbI C BbICOKON TyNben 13 YeTbipex
KAMHbEB — Manaxal (C AAMHHBIM, CMYCKatoLLMMCS Ha
CMWHY Ha3aTblIbHUKOM W C ONYLWEHHBIMW YANNHEH-
HBIMW HayLUIHWKaMK), 3aMeHeHa Ha Kaanak — Apy-
OV CTapPUHHBIA MY>XCKOW rONI0BHOM Yy6Op KMPrn3os
13 6e10ro BOMNOKa TOXE C BbICOKOW Ty/ben, HO 6e3
Mexa, C NoaAMU, NoAHATbIMU kBepxy (Vn. 4). Ccbi-
NOK Ha AlaHHYHo Ny6MKaLmIo B UCKYCCTBOBEAYECKON
nutepatype o JlaHcepe Mbl HUTAE He BCTpeyanu.

MpeacTaBaeHHble MaTepuanbl CBUAETENLCTBY-
0T 06 yyacTum AByX KOMMo3uLmi JlaHcepe, oTaum-
TbiX B 6poH3e Ha Ppabpuke ®. LLloneHa B pasmepax,
61M3KUX K HAaTypaNbHOM BeANYMHE, B SKCMO3NLM-
AX TPEX BbICTaBOK: BcemumpHoW BbicTaBkM B Mapu-
xxe 1878 roaa, rae 6b11n BbIKYNAEHbl «3HATHBIM
napw>XXaHWHOM», BCepoccmiickon Xya0XKeCTBEHHO-
npombliwieHHon BbicTaBky 1882 roga B Mockse,
BbicTaBKM NOBUMX NTUL, COBaK N NPUHAZNEXHOCTEN
oxoTbl B CaHkT-lMNeTepbypre B 1885 roay B 3aaHMM
AAMUpanTencTBa. TM CBEAEHMSA 3HAUNTENBHO pac-
LWNPAIOT NPeACTaBAeHNE O TBOPUECKNX BO3MOXHO-
CTAX PaHO yLlejLiero Mactepa U MOryT NOMOAHUTb
byayLiMe n3faHuns, NOCBALWEHHbIE PYCCKON CKYNb-
nType BTOpOM nonosumHbl XIX Beka.

VHTepecHa cyabba 3Tux aAByx paboT JlaHcepe
B OTE@YECTBEHHOM MCKyCCTBOBegeHMM. [TepBbIM, KTO
B KOHLe XX Beka 0b6paTua BHUMaHWE Ha CKYNbMTy-
pbl MacTepa B KpPYnHoM pa3mepe, 6611 W. V. KameH-
KOBWY, OTMETUM, HE MPOdECCUOHANBHbBIN UCTOPUK
NCKYCCTBa, a nucaTenb. OCTaHOBUMCA Ha MHTepec-
HbIX NOAPOBHOCTAX, CBA3AHHbIX C 3TON HAXOAKOM.
B 1981 rogy B razete «Heaensa» Bbilwna ero craTba
C paccka3oM o TOM, Kak B BecTubtone bakmHckoro
caHaTopua «AnLepoH» OH BrnepBble YBUAeN ABe
CKYNbMTYPbl KOHHbIX OXOTHMKOB C cokonamu. KameH-
KOBWY nuLueT: «BHMMaTenbHO ocmaTpumBas 6poH3o-
BbIM "MOACTNA" KOHEW, MOXHO pa3obpaTtb OTAUTYHO
Ha 3aBoge Hagnuck: “Jlenun Nlancepe, 1876"» '8, Mn-
caTesib BbIACHW, UTO CKYyAbNTYpbl B baky npnbbian
13 JleHnHrpaga B 1926 rogy — vx 3akynuau Ans ca-
HaTopWs BakMHCKNX HEPTAHWMKOB N3 GOHAOB ObIB-
LWNX LApPCKMX ABOPLLOB.

3anHTepecoBaBlIKChL 3TUMU paboTaMu, nNuca-
Tenb obpatmaca kK Manoin n bonblwon coBeTCKMM

17.  «Kunprus-oxoTHuK ¢ 6epkyTom, co ctaTyaTku JlaHcepe» //
Muena. CM6., 1877. N2 17. C. 257.

18. KameHkosuy Y. . OxoTHWMKM ¢ cokonamu. PaboTbl JlaHcepe
B baky // Hepens. 1981. 2-8 mapta, N2 10. C. 24.
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3HUMKNOMEeANAM, eMy BPOCUIOCH B r1a3a NOBTO-
peHune: «aBTOp HeHONbLINX XKaHPOBbIX CKYAbNTYP»
(MC3) ™ n «BbINOAHAN HEGO/IbLLME XXAaHPOBbIE CTa-
TY3TKM U rpynnbl (MPenMyLLECTBEHHO U306paxeHus
XUBOTHbIX)» (BC3)?°. «...Ho,— 3ameuaeTt KameH-
KOBUY,— CKYyAbMNTYpPHble KoMno3nuun E. A. flaHce-
pe B baky omsiumel 8 HamypanbHy0 8eUHUHY»
(kypcuB mon.— T.[1.)%". N 3agaéTtca BONpPOCOM:
«He Moram xe nckyccrBosefbl “He 3amMeTUTb
CNOHA" cpeau Npon3BeAeHUN 3aMeyaTelbHOro
MacTepa?»??. CneynanbHble U3JaHNSA U CTaTbM,
K KOTOpbIM 0bpaTtuics nucatens: «Bceobutas ncro-
puna nckyccTe» 3, «Pycckoe mnckycctso. Ouepku
0 XXM3HW 1 TBOPYECTBE XYAOXHWNKOB BTOPON NO-
noBuHbl XIX Beka» 24, a Takxe KHUra «Pycckuii xy-
DLOXECTBEHHbIA MeTann» 2> — HUYero HOBOTro He
BHecaun. Torga KameHkoBuy oTnpasuaca B Mo-
CKBY Ha BCTpeuYy C MOTOMKOM CKy/abMnTOpa, ero
BHYKOM — XyA0>XHWKOM EBreHnem EBreHbeBu-
yem JlaHcepe. 3HaMeHaTeNbHO, YTO, «BHUMaTeNb-
HO paccmoTpeB poTorpadum ckyabntyp u3 baky,
EsreHunii EBreHbeBunyY TBEPAO 3aABWA, UTO eMy 06
3TUX paboTtax feaa HUYe20 He u3gecmHo» (Kyp-
cvB Mon.— T./.)%. Ho B «rpOMazHOM CTapUHHOM
anbbome ¢ doTorpadpuamm npounsseseHnin SlaHce-
pe oka3anacb GpaHLy3Cckas NoYTOBas KapTOUKa,
Ha KOTOpoW,— Kak nuweT KameHKOBWY, — Oblna
AICHO BMAHa doTorpadmsa KOHHOM CKYAbMTYPHOM
KOMMO3MLMUKN, NOYTK NoBTOpPsAtoLLEN BaKMHCKOTO
KMprvsa c cokosoMm... CKynbnTypHas KomMnosuumsa
TOXEe B HaTypanbHYH BENNYUNHY. YCTaHOBAEHA OHa
B Napke ropoga MeHToHa» %',

KameHKoBWY caenan 3akOHOMEPHbIV BbIBOA:
EBrennin AnekcanapoBuy JlaHcepe 6bi1 He TONBKO
MacTepoM Masioli MAacTUKK, HO U co3gaTesieM Mo
KpariHeln Mepe TPEx BOoNbLUNX KOHHbIX CKYyAbNTYP,

19. JNaHcepe EBreHnit AnekcaHgpoBuy // Manas coBeTckas 3H-
uvknonegus / [n. pea. b. A.BeegeHckuii. B 10 1. 3-e nzg. M.
Bbonblas cosetckas sHumknoneams. 1959. T. 5. C. 354,

20. JlaHcepe EBreHuin AnekcaHaposwud // bonbluas coBeTckas
sHuuknoneans / In. pea. A.M.Tpoxopos. B 30 1. 3-e n3g,.
M.: Coetckas sHuuknonegms, 1973. T. 14. C. 148.

21.  Kamerkosu4 M. /. OXOTHMKM C COKONAMM... YKas. cou.

22. Tam xe.

23.  Lmudm U. M. E. A. NaHcepe // BceobLuas nctopms nckyccrs /
Mog 06w, pea. FO. 4. Koanuxckoro v H. B. fiBopckoit. Nckyc-
ctBo XIX Beka. B 6 7. M.: VickycctBo, 1964. T. V. C. 232-233.

24. UImudomU. M. E. A. NaHcepe // Pycckoe nckycctso. Ouepkm
0 >KW3HW 1 TBOPUECTBE Xy0XXHMKOB. Bropas nonosuHa ge-
BATHagLUaToro Beka / [Mog pea. A. V. fleonosa. B 2 1. M.: Nc-
kyccteo, 1971. T. Il. C. 539-550.

25. Pasura T. M., Cycnos Y. M., Xoxnosa E. H., lopenukoe H. C. Pyc-
CKMI XYA0XECTBEHHbIN MeTann. M.: BcecotosHoe koonepa-
TUBHOE n3aatenncTso, 1958.

26. Kamerkosu4 M. /. OXOTHMKM C COKONAMM... YKas. cou.

27. Tam xe.



BbINaBLUNX U3 NOAA 3peHnsa brorpados ckynbNTo-
pa 1 cneumanncToB-nUCKyCCTBOBEAOB.

OgHako 1 nocne nybavkauumn KameHkoBmya TemMa
paboTbl JlaHcepe B KpynHoW dopme eLé goarne
rofbl ocTaBasacb Hepa3paboTaHHOW, 1, Hanpumep,
B O4HOM U3 U3jaHnn-KaTanoros cepesmHbl 1990-x
rogo. o JlaHcepe cka3aHO, UTO «B CBOEM TBOpYECTBE
MacTep HUKOTZAa He BbIXOAW 3a Npesenbl MesKoMl
nnacTmkmn» 28, Tonbko B KaTasore cobpaHmsa ckyib-
ntyp I'TF 2000 roga nHpopmaLms, onybankoBaHHas
KameHkoBMuYeM, Halna oTpaxeHme %,

Mo3>e 0 KOHHbIX cTaTysax JlaHcepe «Llapckuii
cokonbHmumii XVI Beka» n «Knprus c 6epkytom»
nuncan B ceoew kHure B 2006 rogy aHIIMACKUA UC-
cnepoBatens Oxedpdpu Capbepm (Geoffrey Walden
Sudbury), noguépknsas, 4To AN U3ydeHUsa emy
6blIM AOCTYMHBI CKYABMTYpPbI, Haxoaawwmeca B MeH-
TOHe 3% OHW BbINOAHEHBI M3 6poH3bl. Cagbepu yka-
3bIBaeT ux pasmepbl — «Llapcknii cokonbHMUMIA
XVI Beka» — 190,5 x 160 x 73, 5 cm.; «Knprus c 6ep-
kyTom» — 183 x 160 x 96,5, n nognunce CkyAbNTO-
pa: «Jlenunb E. laHcepe»3'. YcTaHOBAEHbI OHU Ha
nocTaMeHTax Ha caMon H60/bLWOW NAoLLaAN ropo-
fa B cagy bruose (Biovés), HanpoTmB ka3nHo. Ha
nbegectanax KOMMNO3MLMA BUAHbI HAAMWUCK: Ha Of-
How «E. Lanceray, fauconnier d'lvan Grosney et Don
de Moncieu Maurice Malpart» («E. JlaHcepe, co-
KonbHWMYMIA MBaHa po3Horo» n «flap mecbe Mo-
puca ManbnapTa»), a Ha gpyro — «Don de Mme
Maurice Malpart neé Mercier» («Jap Magam Mo-
puc ManbnapT, ypoxaéHHoi Mepcbep»). «lNog ka-
XA0W N3 Hagnucen Haxoautca gata— 1903 rog» 32,
06 nctopun Bo3HMKHOBeHMUA Hagnucer Caabepu
He coobulaer.

Mbl Tak>Xe He pacnonaraeM TOUYHbIMU CBeje-
HUAMW OTHOCUTE/IbHO MOABAEHUSA NPOU3BEAEHNN
B MeHTOHe. Ho Ha OCHOBaHWW YNOMUHaBLUENCS
Bblwe nybavkauum 1882 roga c nHdopmaymen
O BbIKyMJeHHbIXx B 1878 rogy ctaTyax «3HaTHbIM
napu>XaHMHOM» cyMTaeM He 6e30CHOBaTE/IbHbIM
NpPeAnosoXnTb, YTO CKYAbNTYpPbl, HaXxoAALlMecs

28. Knumerckas O. I Pycckas ckynbntypa XVIll—Havana XX Beka //
Mepmckas rocyaapcrBeHHas XyAoXKeCcTBeHHas ranepes. Pyc-
cKaa >Xusonuce, ckynbntypa XVIII— Hauana XX seka: Kara-
nor. Mepmb, 1994. C. 112.

29. TocypapctBeHHas TpeTbsikoBckas ranepes: Katanor cobpa-
HuA... Ykas. cou. T. I. C. 187. N2 210. B kaTtanore owmnb60u-
HO yKasaHo, uTo ctatys «Kuprus ¢ 6epkytom» B MeHTOHe
(®PpaHums) BbINOSHEHA B UyTyHE.

30. Sudbury G. W, Douglas D. R. Evgueni Alexandrovich Lanceray
le sculpteure russe du cheval. Paris, FAVRE, 2006. C. 124,
72-74 —wn.

31. Tamxe. C. 132, 133.

32. Tam xe. C. 124.

B MeHTOHe, 6blaK KynieHbl MMEHHO Mopucom
Manbnaptom u, Buanmo, B 1903 rogy npenogHe-
CeHbl B fjap ropogy MeHTOHe.

AHIAVIACKNI aBTOpP Takxke obpallaeT BHUMa-
HWe, UTO CKY/NbNTYPbl COKONbHMYEro 1 HepKyTHU-
Ka B KPYNMHOM pa3mepe He Oblin TOYHOW Konuewn
nepBOHaYaNbHbIX KOMMO3ULUWI JlaHcepe, ncnon-
HeHHbIX B KaMepHOM BapuaHTe (1872 n 1876 rogos
COOTBETCTBEHHO): €CTb BUAVMbIE OTANYMSA U B NONO-
>KEHWW, N BO BHELLUHOCTM, U B CHapsSXXEHWUM U BCaA-
HWKOB, M flowagen, 1 Ntuu, >,

Mo nonyyeHHbIM HaMW cBefeHnAM n3 Asep-
6anaxaHckoro HaunmoHaabHOro My3esi UCKYCCTB
B ropoge baky, Tam HaxoasaTca ABe CKyAbMNTYpbl
NaHcepe, noctynusme yepes ®3K B 2000 rogy:
«CokonnHas oxoTa» (6bpoH3a, 210 x 135 x 80.
NHB. 7H-328) n «CokonmHaa oxota» (KMprus)
(6poH3a, 135 x 146 x 68. NHB. 8H-329). Ha 3em-
Ne 0beunx ecTb NOANNUCHL U AaTa: «AbMWUAb NaHCce-
pe 1876» 34 Bugmmo, 310 Te paboTbl, O KOTOPbIX
nucan KameHkosunu B 1981 roay.

OTHOCUTENbHO CTaTyl, NpeAHa3HaYeHHbIX A
rpeyeckoin KOpoJieBbl PyCCKOro MPOUCXOXKAEHNS
Onbrn KOHCTaHTMHOBHbI, Haj KOTOPbIMK, MO CBe-
AerHuam LaTtnnosa, pabotan ckyabnTop, U3BECTHO
cnegytouee: Komnosnumsa «Llapckmii cCokonbHUYMI
XVI Beka» coxpaHunack A0 CUX MNop, ycTaHoBAEHa
nepeg ¢dacasom Koponesckoro gsopua B Tatoh —
JIeTHEW KOPOSEBCKON pe3naeHLmm, 6113 AGuH, 4to
BMAHO Ha coBpemMeHHbIX poTorpadumax 2010-x ro-
aoB3>. B cBoeit kHure 2006 roga xeddpn Capbepu
OWMHBOYHO NULLIET, YTO yTpaUveHbl 06e CKyAbMTYy-
pbi36. CBeAeHMAMM O MECTOHAXOXAEHUN KOMMO3M-
unn «Knprms c 6epkyToM» 1 AaHHbIMK O TOM, Gbina
JIN OHa yCTaHOB/IEHa U3Haua/lbHO, Mbl He pacnoJa-
raem. Ckopee Bcero, oHa BCE Xe npegnonaranacb
K yCTaHOBKe B [peuun, 4YTo ICHO ciesyeT us BoC-
nomuHaHui LWWatunosa.

33. Tam xe. C. 132-133.

34. ABTOp BblpaxaeT baarofapHOCTb 3aMeCTUTENO AnpeKTopa
AzepbangxaHckoro HaumoHanbHOro Myses UckyccTs Xa-
Angxe AcafioBOW 3a NpeAoCcTaBAeHHble CBeAEeHNA O KOH-
HbIx cTaTysx E. A. JlaHcepe 13 cobpaHua my3ses.

35. DneKkTpOHHbIV pecypc:

o) S o,
(nata obpateHuns: 11.02.2023).

36. Geoffrey W.Sudbury, Douglas D. R. Evgueni Alexandrovich
Lanceray... Yka3. cou. C. 124.
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KoHHbIe GuUrypbl OXOTHUKOB C JIOBUMMM MTULLAMMN Ha
pyKax, BbINOJIHEHHbIe 61M3KO K HaTypasbHOWN BEANYN-
He, B HacTOsLLLee Bpemsa BOCMPUHMMAKOTCA KaK namAT-
HMK BPEMEHaM NPOLL/IbIM, KOTa YenoBek bbin 6amxe
K NPUPOAE, a COKOAMHas OxoTa bblna fABAeHMEM pac-
NPOCTPaHEHHbIM. He nmetoLLme n3HavanbHO NPUBA3KN
K onpesenéHHON apXUTeKTYpPHO-NPOCTPaHCTBEHHOMN
cpeje, OHM MOTyT paccMaTpmBaTbCs Kak cafjoBoO-
MapKOBbIA BapvaHT MOHYMEHTaNbHO-AeKOPaTUBHOW
CKyNbATYPbI.

B 3akntoueHme kpaTKO OCTaHOBMMCA Ha PacxoX-
AEeHUNAX B Ha3BaHUM KoMNo3unumm «Llapckuin cokonb-
Huunii XVI Beka» B pasHbIX U34aHNsX: COKOJbHUK UK
COKOJIbHNUMM (4TO He 0A4HO 1 To Xe), Bek XVI nan
XVII. MoapobHO Mbl paccmMaTpmBaan 3TOT BONPOC
B OTAeNbHOW cTaTbe¥. B kaTanorax AByX MPUKU3HEH-
HbIX BbICTaBOK: XyAO>XeCTBeHHOro otaena Bcepoc-
CUCKOW XYAO0XECTBEHHO-NMPOMbILLIAEHHON BbICTaBKM
B 1882 rogy B MockBe 3 1 nepcoHanbHOW BbICTaBKM
B 1886 roay, coBmectHol ¢ A.J1. O6epom, B CaHKT-
Metepbypre3? — koMno3unumsa HassaHa «Lapckuin co-
KonbHMuMiA XVI Beka». Katanoru aTvx BbICTaBOK 6blin
noarotosseHbl 1 nsganbl H. M. Cobko. OaHako B A0-

37. [JlopoHuHa T. B. COKONIbHWK MAN COKONbHWUYMIA? // Pycckoe
nckyccrso. M., 2007. N2 |. C. 48-51.

38. Cobko H.I. 25 net pycckoro uckyccrsa: antoctpuposaH-
Hblli KaTafor XyZAoXecTBeHHoro otgena Bcepoccuinickon
BbicTaBkn B Mockse, 1882 r. CI6., 1882, (Bbinyck 1-1).
C. 53, 139: un.

39. Cobko H. 1. inntocTprpOBaHHbIN KaTanor CKyabnTypHON Bbl-
ctaBku E. A. JlaHcepe n A. J1. Obepa. CI16., 1886. C. 11, 19: un

KymeHTax AkageMumn xygoxects oT 1872 roga 3Ha-
unTca Bek XVII*°, He octaBuia 63 BHMMaHMs BONPOC
N.A. lemeHTbEBA, COCTaBUTENb «ANbOOMA CKYABMTYP-
HbIXx Mogenelt JflaHcepe»*. OHa BbiCKa3blBaeT MHe-
HWE, YTO NEPCOHaX KOMMO3ULIMM MOXKET OTHOCUTBCA
K 3noxe Laps Anekces Muxannosmnya, 60bLWOrO Ato-
BUTEeNa COKOAMHOM OXOTbl, TO ecTb 3TO Bek XVII.

N3yuas apxue Cobko, Mbl 0B6Hapy>Xuan, 4to
B PYKOMMWCHbIX MaTepuanax 1 cnnuckax npounseese-
HWI JlaHcepe 3a 1872 rog B HaNnMCaHHOM PUMCKU-
MU UmbpamMm Ha3BaHUM LLAPCKOro COKONbHNYEro
B Beke XVII nocneaHasa nasoyka 3a4€pkHyTa, Taknum
obpas3om nepenpasneHo Ha Bek XVI4 (Un. 5). Het
HMKaKMX COMHEHW, YTO UCTOPWK MckyccTBa Cobko
BHEC M3MeHeHVe B 3anncb, MCNpPaBuMB OLWNBKY CO-
3HaTesnbHO. CKOpee BCero, 370 U eCTb OTBET Ha BO-
npoc, NepcoHax Kakoro Beka nsobpasmn JlaHcepe
B KAMEpPHOM BapviaHTe KOMMO3MLUUK, KOTopas 3aTem
6blna OT/INTa B HECKO/IbKMX 3K3eMMasapax B KPYMHOM
pa3mMepe. lNoAnNnCb Ha NbegecTane CTaTyu, yCTaHOB-
NeHHoW B MeHTOHe (B NepeBoge), TakKe yKa3blBaeT
Ha 310 cToneTue: «E. JlaHcepe, cokonbHMunin Vea-
Ha po3Horo».

40. Yka3aTeslb BbICTaBKMN Xy;0KECTBEHHbIX NPOU3BEAEHNN B VM-
nepatopckon Akagemun Xyaoxects B 1872 r. Cl16., 1872.
C. 4, N2 5; LUITNAJ. . 789, a.156. J1. 8. Lut. no: NoHuapo-
Ba J1. H. Pycckas xygoxectBeHHas 6poH3a. M.: Vi3gatenbcTBo
MpwHbl KacaTtkmHoi, 2001. C. 109.

41.  [flemermoesa /1. A. Erenuii JlaHcepe. AnbB0M CKyNbMTYpPHbIX
mogenein. TMIM. M.: Nlokyc CraHaw, 2011. C. 76.

42. OP PHB. Apxus H. M. Cobko. ®. 708, ea. xp. N2 454. /1. 21, 06.
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ART AND HISTORY OF BYZANTIUM IN THE WORK
OF ARTIST-JEWELLER EDUARD NIKITIN

Summary: The article is devoted to the work of Moscow
artist Eduard Nikitin in the context of Byzantine decorative
and applied heritage. Eduard Nikitin was born in Chelya-
binsk and was educated as a sculptor. He worked as the
chief artist at a factory for the production of art products in
Chelyabinsk; afterwards, he became an independent jewel-
lery artist. In modern author’s jewellery, the artist-jeweller
rethinks the history of Byzantium, creates jewellery in the
Art Deco style, basing on the impressions of Byzantine art.
The author has always been attracted by the combination
of the East and the West, common features and differenc-
es that can be expressed in jewellery plastic art.

Eduard Nikitin had lived for two years in Finland and
worked for Archbishop Johannes. He created a landmark
work, The Fall of Constantinople, which is a rethinking of
the fall of a great empire. It is worth paying attention to
the set of a brooch and earrings, Evening in Byzantium,
where the golden parts represent Hagia Sophia and the
central blue topaz — the Bosphorus, as a connection be-
tween Europe and Asia. The combination of artistic images
of monuments presents the organic syncretism of the en-
tire outlined Asiatic region art. This region’s art was born
in the regularity of society’s life and its spiritual culture on
the basis of reality.

The work of artist-jeweller Eduard Nikitin is a
vivid example of the reminiscence of the Byzantine
culture in modern Russian jewellery art. To compre-
hend the artist's work, let us consider the features
of the Byzantine arts and crafts aesthetics, which
influenced the artist’s style formation.

Today, the concept of Byzantine art, as art his-
torian V. Lazarev notes, has a rather broad interpre-
tation, closely intertwined with Eastern Christian art
as a whole due to the commonality of the religious
worldview. To identify the features of the Byzantine
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The article compares samples of Byzantine art from
museum collections with the works of Eduard Nikitin;
the author’s views on his own jewellery work are given.
In striving for the possible accuracy in the attribution of
a work of art, one should not be confined to the era of
its creation. Its content and form are often rooted in the
distant past. As a result of a long and complex develop-
ment, a “layered” semantic and artistic structure of the
work appears. The fullness of this or that plot is revealed
only in the “long time”, during which it is enriched with
new meanings.

Owing to the author's interview, there is a synthesis
of an artist and a researcher, which is valuable for the
analysis of contemporary works. The features of Byzan-
tine art are considered in the context of influence on
contemporary artists; the features of the technology for
creating jewellery as well as to what extent they are bor-
rowed in modern times and replaced by new technolo-
gies are analysed. The main purpose of the article is to
show the diversity of Russian contemporary art using the
example of one artist.

Keywords: Jewellery art, art of Byzantium, style, arts
and crafts, Constantinople

style, it is necessary to separate it from the gener-
al complex of adjacent areas of the Christian East
art [3, p. 7.

The artistic language of Byzantine cultural her-
itage developed in a special social environment,
being the style of the capital, the product of a big
city, a centralised state church. Documentary sourc-
es testify that the art of Constantinople had Hellen-
ism as one of its sources; however, it was not only
it. The culture of Byzantium was also formed un-
der the constant influence of provincial regions and



IlL 1. Basilica of San Vitale in Ravenna, Italy

vast steppe outskirts inhabited by nomads. As Laza-
rev testifies, “In the 4th and 5th centuries, Constan-
tinople fell under Egyptian, Syrian and Asia Minor
influences, not being able to combine them into
something whole” [3, p. 14].

However, already from the 6th century, continu-
ing to experience the influence of third-party eastern
sources, it enters the path of independent devel-
opment, assimilating the most diverse currents (Ar-
menian, Georgian, Russian, Serbian, Bulgarian, Latin,
Syrian, Cappadocian cultures) into a single, deeply
individual style. Constantinople becomes a creative
centre, distinguished by its own, deeply original ar-
tistic environment, corresponding to the tastes and
needs of the metropolitan society. The development
course of Byzantine art was largely determined by
the Constantinopolitan society, which consisted of
the court aristocracy, the clergy, large bureaucracy
and petty bureaucracy — a society that sought to
fill its life with luxury and grace.

Thus, in Byzantine culture, a special metropol-
itan style of art was created, distinguished by its
attraction and depth; and having become stronger,
it already began to influence other cultures, level-
ling and dissolving them in itself. First of all, the
expansion of the Byzantine style was subject to
the appearance of national cultures of neighbour-
ing territories with a more or less similar socio-
economic structure — where there was a court
society and a centralised church with authority. It
seeped into the depths of popular culture much

more slowly. On the territory of the Balkans, the
Caucasus, Rus’ and the Christian East, local tra-
ditions continue to develop, which also influence
the art of Constantinople, making the artistic de-
velopment of these countries dual. The cultural
picture of this time was made up of the parallel
existence of several original styles developing in
the processes of complex interaction. For artist
Eduard Nikitin, Constantinople is, first of all, a
combination of the East and the West, the addi-
tion and interaction of styles [2].

Relatively little Byzantine jewellery has survived
to our time. These are mainly earrings, necklaces,
rings, medallions and bracelets decorated with pre-
cious stones, pearls, enamel and niello. The abun-
dance of gold and various precious stones in the
jewellery art testifies to the richness of Byzantine
culture, being a kind of document of the era. Byz-
antine craftsmen used even more stones and pearls
in their work than the jewellers of the early Ro-
man period.

Filigree was popular in early Byzantine art; how-
ever, around 300 AD, it was replaced by a new carv-
ing technique. This special technique of deep metal
carving with background removal made it possible
to create a relief and an expressive engraved orna-
ment from geometrically stylized motifs of grape
and pomegranate vines. Another common orna-
ment, which can be seen, for example, on medallions,
was the combination of two crosses (straight and
diagonal), lined with stones of contrasting shades.
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Ill. 2. Hagia Sophia (the Hagia Sophia Grand Mosque), Constantinople, Byzantium

A significant part of the works of Byzantine jew-
ellery art is cult objects: chased liturgical vessels,
crucifixes, settings and other items, which were of-
ten decorated with cloisonné enamel. The fineness
of the work and the detailing of the pattern bring
the finish of such products closer to book minia-
tures. Also, the combination of diamonds, rubies,
emeralds, turquoise and pearls with gold or gild-
ed silver was a common technique of Byzantine
craftsmen. Traditions of ancient art in Byzantine
jewellery and cult items of the 4th-8th centuries
are organically combined with ornamentality and
an abundance of colour, characteristic of oriental
artistic styles.

The most common background for composi-
tional designs was gold. Compared to such richly
finished objects, Byzantine silver items look more
modest; however, their artistic value is no less
high. They impress with the subtlety of the coin-
age execution and the monumentality of style,
in which the influence of the ancient tradition is
clearly traced (Fig. 1-2).

In the creative heritage of artist-jeweller Edu-
ard Nikitin, one can single out a group of items, the
style of which goes back to the heritage of Byzan-
tium. The artist strives to rethink culture in new im-
ages, while maintaining its traditional features. The
themes of the works are based on events that took
place throughout the history of Byzantine culture.

The work entitled The Fall of Constantinople
shows a cross laid on its side with a dove sitting
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on it, ready to fly (Fig. 3). The material is granite
spectrolite, or labradorite. The artist created this
historical work in Finland in 1992, owing to cus-
tomer Archbishop Johannes, the head of the Ortho-
dox Church in Finland. Eduard Nikitin had worked
in this country for two years, fulfilling the orders
of the archbishop. This work is a rethinking of the
fall of the great empire, expressed in symbols: the
dove personifies the holy spirit flying to Moscow —
the “third Rome”, where the centre of Orthodoxy
would be transferred to. According to Eduard Niki-
tin, this image echoes the figure of a flying dove,
which can be seen on the dome of St.Isaac’s Ca-
thedral in St. Petersburg.

It is worth highlighting another work created
over the years of the artist’s life in Finland — a cross
with a crucifix, made of gold, with a combination
of smooth and textured metal (Fig. 4). The crucifix-
ion is presented in the form of a Finnish church in
Lahti, and the figure of Christ here also resembles
a dove, which has not flown up yet.

Eduard Nikitin is interested in the relationship
between the East and the West, as well as the art
of Constantinople, which was the centre where
world religions and cultures converged, and on
the basis of this, their own unique artistic style
was formed. The architecture of buildings, inte-
rior painting, design of decorative and applied
artworks — all this was created here in a new
monotheistic tradition. The main feature of ear-
ly Byzantine art is its versatility: the coexistence



Ill. 3. Universal Turtle (a compass pendant).

of ancient antique images, traditions and themes
along with the emerging new, Christian principles
of the Middle Ages.

It is difficult to find close analogues in the works
of Byzantine art to the two works described above:
in them, the experience of the many-sided culture
of the history of the empire is preserved at the lev-
el of an idea. Other of his works have more stylis-
tic resemblance to Byzantine examples. Such works
include a compass pendant, Universal Turtle, creat-
ed by the artist in 1995 (Fig. 5). It is not just a piece
of jewellery but a deeply philosophic work — his-
tory enclosed in metal. The material is gold, dia-
monds, azurite (Eilat stone). Here, as often happens
in his works, Eduard Nikitin used the golden back-
ground of smalt in combination with labradorite,
red garnet and lapis lazuli, creating a mosaic-like
image through an ensemble of stones of different
colours. Such works are distinguished by their or-
namentality in combination with a single, integral
compositional design.

The compass pendant Universal Turtle symbolises
the six directions of space present in Mediterrane-
an culture. In the centre of the ornamental compo-
sition, a six-pointed star is seen, also symbolising
the directions of space, as in a compass. The item
is decorated with inserts with diamonds; as a spe-
cial technique, the master used a combination of
smooth and textured metal.

Another work of Nikitin, a brooch Spider (1996,
material: gold, diamonds, Fig. 7), was created in

IlL. 4. Cufflink, Constantinople

memory of another historical event. Here, the au-
thor comprehends the history of the Fourth Cru-
sade, when in 1204, the crusaders arrived in the
Holy Land and plundered Constantinople for sever-
al months, destroying its palaces and temples. The
work, dedicated to the tragic events that haunted
the city, was embodied in the image of a spider
that weaves a web, keeping all the most valuable
things in its house. A stylized Byzantine cross is
depicted on the head of the spider, and the body
is filled with an ornamental pattern in which im-
ages of pomegranate flowers are seen. These mo-
tifs were characteristic of Byzantine jewellery of
the 7th-10th centuries: for comparison, as an ex-
ample, we can cite a buckle from the collection of
the State Historical Museum (Fig. 6). In this item,
the traditional combination of garnets and gold
in the form of an ornamental module are used: a
garnet flower and cabochon stones in high castes,
which visually creates a single integral composi-
tion of stones and precious metal.

Earrings and brooch called Evening in Byzan-
tium, created in 2016 (Fig. 8-9), from the Journey
to the East collection (material: gold, topazes, gar-
nets) can be considered the most striking work
of artist Eduard Nikitin. According to the author,
“The image of the brooch was created under the
impression of the reflection of the sun glare from
the golden domes of Hagia Sophia in Constantino-
ple in the greenish water of the Bosporus. A city
that connects two continents, Europe and Asia. The
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Ill. 5. Spider (a brooch).

lines of the brooch are like sails filled with warm
wind. They are decorated with the Jerusalem cross
and the sign of a sad lamb, and the red garnet
cabochons resemble congealed droplets of sacri-
ficial blood. The topaz of exquisite marine colour
reflects, as in a dome, the evening sky of Ancient
Byzantium and the bridge across the strait. The
brooch is in thin, as if embroidered, patterns from
the clothes of the Roman emperors” [2]. (Fig. 10).
If one looks at the plan of the brooch, one can no-
tice that its shape represents the architecture of
Hagia Sophia, where pomegranate cabochons are
towers. The duality of images is characteristic of
the work of Eduard Nikitin, who recreates the im-
pression of a historical event, transferring it to a
small sculptural form.

For a comparative stylistic analysis, a monument
was selected from the collections of the Precious
Metals Department of the State Historical Muse-
um: a golden Turkish turban decorated with a scat-
tering of diamonds, rubies and emeralds, made
in Constantinople in the second half of the 17th
century. When the item was brought to Russia, its
appearance was somewhat changed by attaching
to it a stylized image of a mitre with a double-
headed eagle. In 1683, Princess Sofya Alekseevna
(1657-1704) granted this decoration to outstand-
ing theologian, diplomat and writer Archbishop
Athanasius (1641-1702), who took an active part
in the construction of defensive structures, in par-
ticular, the Novodvinsk fortress. This elegant item
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Ill. 6. Evening in Byzantium (a brooch).
Ill. 7. Byzant of the brooch Evening in Byzantium.

features a traditional Byzantine ornamental tech-
nique — stylized images of tulips and pomegran-
ate flowers. Eduard Nikitin also uses them in the
traditional oriental interpretation, which is espe-
cially evident in the Arabesque earrings, where the
oriental form of metal jewellery is combined with
Byzantine ornament (Fig. 11).

Echoing motifs can also be found in the jew-
ellery of Constantinople of the 6th-7th centuries,
for example, a golden neck chain from the collec-
tion of the State Hermitage, the rings of which are
intertwined in the form of a double braid. Basical-
ly, such products were created using technologi-
cal methods: carving, sawn ornament and filigree
elements.

Thus, a unique feature of the work of contem-
porary jewellery artist Eduard Nikitin is his special
angle of view, from which the author rethinks the
historical events and artistic techniques of Byzan-
tium. The author does not copy ancient samples but
recreates the impression of a particular historical
event or image in his works. In his jewellery, which
is distinguished by a vivid individual style, one can
observe the borrowing of ornamental techniques
and the preservation of the colour of the Byzan-
tine mosaic, designed with a combination of pre-
cious stones of different shades. The audience is
presented with works that combine decorative and
applied arts and the highest architectural heritage
of the great empire, subtly rethought by a modern
artist of the 21st century.



Ill. 8. Evening in Byzantium (earrings). Il 9. Arabesque (earrings).
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PEMWHWNCLEHUWIN NCKYCCTBA NN NCTOPUI
BUSAHTI B TBOPYECTBE XYAOXHWKA-FOBEJINPA
SAYAPOA HUKNTUHA

AHHomayus: CtaTbsi NOCBALLEHa TBOPYECTBY MOCKOBCKOrO
XYAOXHWKa Sayapaa HUKUTUHa B KOHTEKCTe AeKopaTUBHO-
npvKAagHoro Hacneama Busantun. Sayapa HUKUTUH poauncs
B YensabuHcke n nonyumn obpasoBaHme ckynbntopa, pabo-
Ta rNaBHbIM XyJOXHMKOM $pabpurku No NPon3BOACTBY Xy-
JLOXXECTBEHHbIX U34enuii ropoga YensbuHcka, 3ateM ctan
CaMOCTOATENbHbIM XyAOXHUKOM-HOBENMPOM. B coBpemeH-
HbIX aBTOPCKUX FOBENMNPHbIX U3AEeNNAX XYAO0KHUK-HOBENUNP
nepeocMbICafeT ctopuro BusaHTum, oH co34aét ykpalue-
HVA B CTUN1E€ ap-A€eKO, HO OCHOBbIBaACb Ha Bne4vataeHunax
OT BM3aHTUICKOTO MUCKyccTBa. ABTOpa BCerga npusaekano
coyeTaHWe BOCTOKa W 3anaga, obLuee 1 pas3nnums, KoTopble
MO>XHO Bblpa3nTb B I-OBGJ'IVIpHOI?I naacTtuke.

Sayapa HukutnH npoxun ABa roga B GuHASHAWN 1 pa-
60Tan Ha apxuenuckona MoraHHeca, co3gan 3HaKoBYHO
paboty «[MageHne KoHcTaHTMHOMNOAS», KOTOpas NpescTaB-
NseT coboVi MePeOCMbICTEHME NaEHVS BEANKOV UMMEPUN.
CtouT 06paTnTb BHMMaHWe Ha KOMMJIEKT BpoLLb 1 cepbrn
«Beuep B Bu3aHTUN», rae 3010Tble YacTW OANLLETBOPAIOT
CeaTtyto Coduto, a LLeHTpasbHbIV rosyboi Tonas — npo-
nve bocdop kak coegmHeHune EBponbl 1 Asnn. B croxeHun
XyZ0>XeCTBeHHOro obpasa NamMATHUKOB NEXMWT opraHnye-
CKUV CUHKPETM3M UCKYCCTBa BCETO o4epueHHoro MNepesHe-
a3naTcKoro permoHa. VickyccTBo 3Toro permoHa poxaeHo
B 33aKOHOMEPHOCTM XUN3HW OBLLECTBA U ero AyXOBHOM KyJlb-
Typbl Ha 6a3e peanbHON AENCTBUTENBHOCTH.

TBOpUeCTBO XyAOXHWKa-toBeAVpa dayapaa Bu-
TasbeBUYa HUKNTMHA ABAAETCA APKMM NPUMEPOM
PEMUHUCLEHLIMM KYbTYpbl BUsaHTn B cOBpeMeH-
HOM OTeYeCTBEHHOM OBEJIMPHOM McKyccTBe. [1na
OCMbIC/IEHWA TBOPYECTBA XY OXHMKA PacCMOTPUM
0COBEHHOCTMN 3CTETUKM BU3AHTUICKOTO AeKOPaTUBHO-
NpUKNaAHOTo MCKYCCTBa, NOBAMABLLErO Ha CTue-
obpa3oBaHuMe aBTOpA.
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B cTaTbe 06pa3Libl BU3aHTMINCKOTO UCKYCCTBA U3 cobpa-
HWUA My3e€eB CPaBHMBAKOTCA C NPOU3BEAEHUAMY Dayapaa
HVIKVITVIHa, Mn3nararoTca B3rnajbl aBTopa Ha COBCTBEHHbIE
toBeIMpHble paboTbl. CTpeMsACh K BO3MOXHOM TOUHOCTH
B aTpmbyLMM NPOu3BEAEHMUS NCKYCCTBA, HE CeayeT 3ambl-
KaTbCA B OZHOMN 3Moxe ero co3ganus. CBOMM coAepiKaHu-
eM 1 GOPMOI OHO 3a4acTyH YXOAUT KOPHAMMU B Aanékoe
npowuioe. B pesynbtate AANTENBHOMO U CNOXHOFO pas-
BUTWSA BO3HUKAET «MHOTOC/JIOMHOCTb» CMbIC/IOBOW U Xy-
[OXECTBEHHOW CTPYKTYpbl Npov3BeaeHus. MNoaHoTa Toro
WJIM MHOTO CHOXKETa PacKpbIBAETCSA TOIbKO B «60AbLLIOM
BpeMeHW», B XOJe KOTOPOro oH oborallaercs HOBbIMU
3Ha4YeHnaAMN.

Bnaro,u,apﬂ MHTEPBbLHO aBTOpPa NMPONCXOAUT CUHTE3
XYJOXHWKA U UCCNefoBaTeNs, YTO LIeHHO ANA aHaau3a
coBpeMeHHbIX paboT. PaccmaTtpuBaroTcs 0cob6eHHOCTH
BVI3aHTVII7ICKOFO NCKYCCTBa B KOHTEKCTE BJINAHNA Ha CO-
BPEMEHHbIX XYA0XHUKOB, aHaM3MpPYOTC 0COHEHHOCTM
TEXHONOIMKN CO34aHNA praLIJEHI/II\/II, HaCKOJIbKO OHW 3anM-
CTBOBaHbl B COBpeEMEHHOE BpeMA N 3aMeLlleHbl HOBbIMU
TexHonornamm. OCHOBHas Lenb CTaTbW — NOKa3aTb Ha
npvMepe OAHOro XyAOXHWKa MHOroobpasmne KapTuHbI
OTEeYeCTBEHHOIO COBPEMEHHOIO UCKYCCTBA.

Knrouessle c108a: ogesupHoe UcKyccmeo, UCKyccmeo
BuzaHmuu, cmune, dekopamugHo-npukaadHoe UcKyccmeo,
KoHcmaHmuHonoe.

MoHATNE BM3AHTMINCKOTO MCKYCCTBA, Kak OT-
MeuaeT UCTOPUK-NCKyccTBoBe Jlasapes B. H., ce-
roAHs MMeeT AOBOJIbHO LUMPOKOE TONKOBaAHME,
TECHO MepenJsieTascb ¢ BOCTOYHOXPUCTUAHCKUM
NCKYCCTBOM B LiesioM HBrarogaps o6WwHOCTM penu-
FTMO3HOrO MUPOBO33peHus. [Ins BbIBAEHUS OCO-
BeHHOCTe BU3AaHTUNCKOro CTUAA HEOBXOANMO
oTAaeneHne ero ot obLlero KoMmnaekca cCMexHbix



C HUM HanpaBieHMN NCKYCCTBA XPUCTUAHCKOTO
BocToka [3, c. 7].

XyA0>XKeCTBEHHbIW A3blK HAaCeANs BU3aHTUACKON
KyAbTypbl pa3BunBanca B 0Cob0i coumanbHon cpese,
ABAAACH CTUIEM CTOAMLbI, MPOAYKTOM HO/bLIOTO ro-
poJa, LLeHTPaan30BaHHOWN rocyapCTBEHHON LepK-
BW. [loKyMeHTalbHble UCTOYHUKWN CBUAETENbCTBYHOT,
YTO MCKYCCTBO KOHCTaHTUHOMOAA UMENO OAHUM U3
CBOWX UCTOUYHWKOB 3/IMHN3M, HO HE TOJIbKO €ro.
KynbTypa BusaHTum ¢opmmpoBanach Takxke nog no-
CTOSHHBIMW BANAHUAMMW NPOBUHLIMaNbHbIX 0baacTei
Y OBLIMPHbIX CTEMHbIX OKPAWH, HaCeEHHbIX KOUEB-
Hukamu. Kak ceugetenbcreyer Jlasapes: «B IV n'V se-
kax KoHcTaHTMHONOMb NognaAaeT nog ernnetckue,
CUPUICKME N Manoasnnckne BANSHUA, He Byayun
B cMAax 06beauMHUTL UX B HEUTO Lenoe» [3, c. 14].

OpHako yxe ¢ VI Beka OH, Npoaoaxas NCnblThbl-
BaTb BO3JEMNCTBUS CTOPOHHMX BOCTOUHBIX NCTOUHU-
KOB, BbIXOAWT Ha NyTb CAMOCTOATE/IbHOIO Pa3BUTHS,
accMMUAMPYs camble pa3HoobpasHble TedeHWs (ap-
MSAHCKa#, rpy3MHCKas, pycckas, cepbckas, bonrapckas,
NaTUHCKas, CMPUACKas, KannaZoKninckas KyabTypbl)
B €41HbIN, rNy6OKO MHANBMAYaNbHBIA CTUAb. KOH-
CTaHTUHOMOJIb CTAHOBUTCS TBOPUECKUM LIEHTPOM,
OT/NYatoLLEMCS CBOEW COBCTBEHHOWN, FyHOKO Opu-
TMHAJIbHOW XyA0XECTBEHHOM CPeAON, COOTBETCTBYHO-
LLen BKyCaM 1 NOTPEBHOCTAM CTOAMYHOro obLiecTBa.
Xoga pa3BuUTUS BM3aHTUNCKOTO MCKYCCTBa BO MHO-
rOM onpeaennao MMeHHO KOHCTaHTUHOMOJ/IbCKOe
obLLecTBO, COCTOsBLUEE U3 NMPULABOPHON apucTo-
KpaTuwu, AyXOBEHCTBA, KPYMHOW BropokpaTumn 1 mes-
KOro UMHOBHMYECTBa — OBLLECTBO, CTPEMMBLIEECS
HaMOJIHUTb CBOH XM3Hb POCKOLBLIO U U3SAILLECTBOM.

Tak, B BU3aHTUIACKOW KyNbType CO3AaETCA 0CObbIi
CTOJIMYHBIN CTUAb UCKYCCTBA, OTIMYAOLLMIACA NPU-
TAXEHWEM U TNYOUHON — M OKPENHYB, OH YXe caM
HauUMHaEeT BAUATb Ha Apyrue KyabTypbl, HUBEAUPYs
¥ pactBopss 1x B cebe. B nepsyto ouepespb akcnaH-
CYIN BU3aHTUINCKOTO CTUAS BblIV NOABEPKEHbI POCTKM
HaLMOHa/IbHbIX KYNbTYp COCEAHUX TEPPUTOPUIA C 60-
Nlee UM MeHee CXOXeN CoLmaibHO-3KOHOMUYECKOM
CTPYKTYPON — Tam, F4e CyLLeCcTBOBaIO NPUABOPHOE
06LLecTBO 1 UMeNa aBTOPUTET LieHTPaM30BaHHas
LlepKoBb. B To/ILLY >ke HapOAHOW KyAbTypbl OH NPO-
cauvBaJCcs ropaszo MeaneHHee. Ha tepputopum
bankaH, KaBkasa, Pycn n xpuctmnaHckoro Bocroka
NPOAO/KAOT pa3BUBaATLCA MECTHbIE TPaaULNK, KO-
TOpble TakXXe BANSIOT Ha UCKYCcCTBO KOHCTaHTUHO-
MoAfl, UTO AenaeT XyAOXECTBEHHOE Pa3BUTME 3TUX
CTpaH ABOWCTBEHHbIM. KynbTypHas KapTuHa 3TO-
ro BPEMEHW CK/IafbIBAaETCA U3 NapaaiesbHOro cy-

LLeCTBOBaHMs HECKONbKMX OPUTMHAbHbIX CTUNEN,
pa3BMBatOLMXCA B MPOLLeccax COXHOro B3aumMo-
aencteuma. Mo cnoBaM xysoxHuKa Sayapaa Hukm-
TUHa, ANs Hero KOHCTaHTUHONOb U eCTb, Npexae
BCEro, 3To coeanHeHne Boctoka v 3anaga, choxe-
HME 1 B3auMojencTBue ctunen [2].

K Haluemy BpeMeHW COXpaHUAOCh OTHOCUTENbHO
HEMHOTO BMU3aHTUINCKMUX FOBENMPHBIX YKPaLLEeHWA. 3T0,
B OCHOBHOM, CEpPbIy, OXXepesibs, NEPCTHN, Mefanbo-
Hbl 1 BpacneTsl, AeKOPUPOBaHHbIE ApParoLeHHbIMU
KaMHAMMW, XXEMUYTOM, 3Manbio 1 YepHbto. Obunne
30/10Ta 1 Pa3HOOBpPa3HbIX AParoLeHHbIX KaMHeN
B FOBE/IMPHOM UCKYCCTBE CBUAETENbCTBYET O boraT-
CTBE BM3aHTUNCKOW KyAbTypbl, AB/sSA COOON CBOEO-
6pa3Hblil JOKYMEHT 3noxu. BusaHTtuiickme mactepa
NCNONb3YIOT B CBOUX paboTax KaMHen u Xemuy-
ra gaxe 6oJibLle, YEM FHOBEMPbI PaHHErO PUMCKO-
ro nepuoga.

Ecnn B paHHEBU3aHTUMNCKOM MCKYCCTBE Oblna
nonynspHa ¢uanrpaHb, okono 300 r. Ha CMeHy ein
NPUXOANT HOBas TexHWKa — pe3bba «B 0OPOH». ITa
ocobas MeToguka rnybokoi pes3bbbl Mo meTanny
c n3patnem boHa no3sonana cosgasaTb penbed-
HblI N BblPa3nTe/ibHbIA TPaBMPOBAHHbLIN OPHAMEHT
13 reoMeTpUYecKn CTUAN30BaHHbIX MOTUBOB BUHO-
rpPajHbIX 1 rpaHaToBbIX N103. EWeé ogHnM pacnpo-
CTPaHEHHbIM OPHaMEHTOM, KOTOPbIA MOXHO YBUAETb,
K MIpUMepy, Ha MeAanboHax, bl MOTUMB COUYETaHUSA
ABYX KpecToB (MPAMOro v AnaroHanabHOro), Bbl10-
>KEHHBIX KAMHAMMW KOHTPACTHbIX OTTEHKOB.

3HaunTeNbHYHO YacCTb NPOU3BEAEHWNA BU3AHTUI-
CKOrO FHOBENIMPHOTO NCKYCCTBa COCTaBAAIOT NPeAMEThI
Ky/bTa: YeKaHHble NNTYpruyeckne cocybl, pacns-
TS, OKNaAbl U APYrue U3Lesns, KOTopble 3a4acTyto
yKpaLlaancb neperopoavaTon smanbto. TOHKOCTb
paboThbl 1 AeTann3nMpPoBaHHOCTb y30pa coamxatoT
OTAENKY TaKUX U3AENNI C KHUXKHBIMU MUHUATIOPa-
MU, PacnpocTpaHéHHbIM NPUEMOM BU3AHTUNCKUX
MacTepOB AB/AETCA Tak)Ke COYeTaHWe asMa3oB, py-
H6UHOB, M3yMPYZAOB, BUPHO3bI U XXemMuyra C 30J10TOM
WM NO30N0YEHHbIM cepebpom. TpaanLmnm aHTUYHO-
ro MCKYCCTBa B BU3AHTUMCKUX YKPALLEHMAX U NPes-
meTax KyabTa IV-VIII BB. opraHn4Ho o6beAnHATCS
C OpPHaMeHTaNbHOCTbIO M 0buanem LBeTa, Xapak-
TEPHbIMM AN BOCTOUHbIX XYAOXECTBEHHbIX CTUNEN.

Haunbonee pacnpoctpaHéHHbIM GOHOM A5 KOM-
MO3ULMOHHBIX PELeHNA Cy>Xunao 3on0T1o. B cpas-
HeHWK C TakuMu 6oraTo oTAenaHHbIMU NpesMeTamu
cepebpsHble BU3aHTUNCKNE U3enuns BbIrnaaaT 60-
Jlee CKPOMHO, OfJHaKO WX XYA0XKEeCTBEHHbIe JOCTONH-
CTBa He MeHee BbICOKU. OHM BNeYaTAfOT TOHKOCTbHO
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NCNONHEHWS YeKaHKM N MOHYMEHTaNbHOCTbIO CTU-
Nf, B KOTOPOM OTYET/IMBO MPOCAEXNBAETCA BANSA-
HWe aHTUYHOW Tpaauumm (puc. 1-2).

B TBOpUECKOM Hacneann XyA0XHWKa-tOBeANpa
dayapaa HUKMTUHA MOXXHO BbIAENUTb Fpynny u3-
AEeNNI, CTUANCTMKA KOTOPbIX BOCXOAUT K Hacieauto
BusaHTMn. ABTOp CTPEMUTCA K MEepPeoCMbICIEHWNIO
Ky/NbTypbl B HOBbIX 06pa3sax, COXpaHas npw 3ToM eé
TPaAWLMOHHbIE YepTbl. B ocHOBe TemMaTnkn Nnpous-
BEAEHWI NexaT cobbITUSA, MPOUCXOAMBLLME Ha NPO-
TAXKEHWN BCEA UCTOPUN BU3AHTUNCKON KYbTypbl.

B pabote noa HazeaHueM «MageHne KoHcTaHTH-
HOMoOA» NPeACTaB/EeH NOJIOXEHHbIN Ha 6Ok KpecT
C CMAALWNM Ha HEM M rOTOBbIM B3NeTeTb ronybem
(pnc. 3). MaTepurasom CAYy>XXWUT rPaHUT CNeKTPOaNT,
unn nabpagoput. STy NCTopuyeckyro paboTy XyAox-
Huk co3gan B OGuHnaHamm B 1992 roay, baarosaps
3aKa3uuky apxuenuckony VoraHeccy, rnase npa-
BOCNaBHOW LepkBu B PuHAsHANK. B 3Ton cTpaHe
Sayapa HukmntuH npopaboTtan ABa roga, BbINOHASA
3aKka3bl apxmenuckona. laHHas paboTa npescraBaset
coboii nepeocMbICNeHNe NajeHNa BEANKOW nMmne-
pun, BblpaxxeHHOe B CMMBOJIax: ronybb onmLeTso-
pset CeaTon Ayx, netawmii B MOCKBY — «TpeTuin
Pum», kyaa 6yaet nepeHecéH LeHTp MNpaBocna-
Bus. Mo cnosam Sayapaa HukutuHa, 310T 06pas
nepekankaeTtcs ¢ Gurypown netsawiero ronybs, Ko-
TOPYHO MOXHO YBUAETb Ha Kynoae VcaakneBckoro
cobopa B CaHkT-leTepbypre.

CTouT BblAennTb eLé oaHy paboTy, CO34aHHYyL0
3a rofibl XXU3HW XyA0XHNKa B DUHASHAUKM — KpecT
C pacnsTeMm, BbIMOJHEHHBIV 13 30/10Ta, C COYETaHU-
eM rnagkoro u dakTypHoro metaana (puc. 4). Pacna-
TVe NpeAcTaBAeHo B BUAe GUMHCKOM Lepksm B JlaxTe,
a durypa Xpwucra 34ecb TakXKe HanoMWHaeT rony-
65 — HO He B3neTeBLUErO.

Sayapaa HUkuUTUHa MHTepecytoT B3aMMOOTHO-
weHua Boctoka n 3anaga, a Takxe nckycctso KoH-
CTAHTUHOMOA, ABASABLUErOCs LLEHTPOM, B KOTOPOM
CXOANNCh MUPOBbLIE PEAUTUM U KYAbTYpPbI, U Ha OC-
HoBE 3TOro GOPMMUPOBANCA CBOW COBCTBEHHbIW He-
MOBTOPUMBIN XyAOXECTBEHHbIA CTUAb. ApXMTEKTYpa
COOPYXEHWI, POCNUCh MHTEPbEPOB, ODOPMIEHNE
AEKOPATUBHO-MPUKNAAHBIX XYJ0XXECTBEHHbIX NPO-
n3BeJeHnin — BCE 3TO CO3/aBanocCh 34eCb B HOBOMN
MOHOTEeNCTMYeckon Tpagmunn. OCHOBHOW YepToW
PaHHEBM3aHTUIACKOrO UCKYCCTBA ABSETCA €r0 MHO-
rOn/JaHOBOCTb: COCYLLIECTBOBAHME APEBHNX aHTUUHBIX
06pa30B, TPaAMLMIA N TEM HapAagy C 3apOXKAatoLLMMM-
CA HOBbIMW, XPUCTUAHCKMMW MPUHLMIAMM 3MOXM
CpeaHeBeKOBbS.
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Banskunx aHanoros B Npomn3BeAeHNAX NCKYCCTBa
BusaHTumn aByM pabotam, onncaHHbIM BblLUe, CNOX-
HO HaMTW: B HUX NepPeXmnBaHNE MHOTOIMKON KyNbTy-
Pbl, UICTOPUM UMMEPUN COXPAHEHO Ha YPOBHE NAEN.
[Apyrve xe ero pabotbl nMeroT 6oAbLIEe CTUANCTU-
YECKOTro CXOACTBA C BM3aHTUNCKMMK Oobpasuamm.
K Takum npounsBeseHUssM OTHOCMTCA NOABEC-KOMMNac
«BceneHcknin yepenax», CO34aHHbIA XYAOXHUKOM
B 1995 rogy (puc. 5) 1 ABAAOLWMIACA He NPOCTO toBe-
JIMPHBIM yKpaLLeHWEM, HO r1yboko dunocoduuHom
paboToM — 3aKIHOYEHHON B MeTanne nctopuein. Ma-
TepuanoM NoCcay>XKnau 301070, OPUAANAHTBI, a3ypuT
(3MnaTckuin kaMeHb). 34eCh, Kak 1 3a4acTyto B CBO-
nx pabortax, dayapa HUKUTWMH ncnonb3yeT 30J10ToM
bOH CManbTbl B cOYeTaHMM C Nabpasopom, KPacHbIM
rpaHaToOM W Na3ypuToM, uepes aHCcamb/ib KaMHeWn
pa3HOro LiBeTa co3jaBas OlyLleHne MO3anyHoCTH
ns3obpaxeHusa. Takne NponsBeseHUs OTInYaroTCA
OpPHaMEHTa/IbHOCTbIO B COYETAHUN C eMHbIM, Lie-
NOCTHBIM KOMMO3WULMNOHHbBIM peLLeHneM.

Komnac-noggec «BceneHckunii uepenax» cum-
BOJIM3MPYET LeCTb HarnpaBAeHN NPOCTPaHCTBa,
npucyTcTBytoWwmx B Cpesn3eMHOMOPCKOM Ky/bType.
B ueHTpe opHamMeHTanbHOM KOMMO3MLMWN YNTaET-
CA WecTuny4yeBas 3Be34a, TakxKe CUMBON3NPYHO-
Was HanpaBAeHWA MPOCTPaHCTBa, Kak B koMnace.
N3penve pekopnpoBaHo BCTaBkamu ¢ bpuaamnaH-
TaMu; Kak 0CcobbIi NPUEM MacTep UCMO/b3YeT Co-
yeTaHWe rnagkoro n GakTypHoOro mertanna.

[Opyras pabota HukntnHa — 6powb «lMayk»
(1996 roa, matepuan: 301010, BpUANMAHTBI, PUC. 7)
6blna cozgaHa B NamAThb eLLE OAHOro NCTOPUYECKOro
CobbITMSA. ABTOP OCMBICASIET 34€Cb UCTOPUIO YETBEP-
TOro KpecToBoro noxoga, korga 8 1204 rogy kpe-
CTOHOCLbI NPMBbIAN Ha CBATYIO 3eMJIKO U HECKOJIbKO
MecsaueB rpabunn KoHCTaHTMHOMOb, pa3pyLuas ero
ABOpLUbl U XpaMbl. PaboTa, nocBsLLEHHas Tparmye-
CKMM COBbITUAM, NpecnesoBaBLUNM FOPOA, BOMIO-
Tunacb B obpase nayka, KOTOPbIA NAETET NayTUHY,
COXpaHAa B CBOEM JoMe BCE caMoe LieHHoe. Ha ro-
JloBe nayka N3006pa>kéH CTUAN30BaHHbIN BU3aHTUI-
CKMI KPEcCT, a TesI0 3aN0JIHEHO OpPHaMEeHTaNbHbIM
Yy30pOM, B KOTOPOM UMTAOTCA U306paXKeHMs LiBET-
KOB rpaHaTa. 3T¥ MOTMBbI OblAY CBONCTBEHHBI BU3aH-
TUACKMM yKpaweHusam VII-X BeKOB: A5 cpaBHEHMWA
B KauecTBe NpuMepa MOXHO NPUBECTU 3aMOHKY 13
cobpaHuna locyaapCTBEHHOTO NCTOPUYECKOTO My3es
(puc. 6). B 3TOM n3gennm npMeHeHo TpaguLIMOH-
HOe coYeTaHWe rpaHaToB 1 30/10Ta B popme op-
HaMeHTa/bHOro MOAYNA: LBETOK FpaHaTa U KaMHWM
KabOLLIOHbI B BbICOKMX KacTax, YTO BM3yasbHO CO3-



[AET eAUHYHO LIeNOCTHYHO KOMMO3ULUIO U3 KaMHEel
N AparoueHHoro MeTasnna.

Hanbonee spkMM nNpounsBeseHNEM XYL0XKHN-
Ka dayapga HukMTnHa MOXHO cumtaTtbh CO34aHHble
B 2016 rogy cepbru v 6powb «Beuep B BuzaHtnm»
(pnc. 8-9) n3 konnekuum «lyTtewectsme Ha BocTok»
(MaTepuan: 3010TO, TONaskl, rpaHaTsl). [lo ciosam
aBTopa, «O6pas 6powmn 6biN co3zaH Nos BneyaT-
JIeHVEeM OTpaXKeHWA CONHEYHbIX 6MKOB B 3e1€HO-
BaToi Boge bochopa ot 30/10TbIx Kynonos CBATON
Codun B KoHcTaHTMHONOAE. [Opoae, coegnHsato-
LemM ABa KOHTUHeHTa — EBpony n Asuto. JinHnum
6poLuUM CIOBHO Mapyca, HanoJHEHHbIe TeN/bIM Be-
TpoM. OHK yKpaLlleHbl MlepycanmmMmckmm KpecTtom
1 3HaKOM MeYyasibHOro arHua, a KaboLoHbI KPacHOro
rpaHaTa HaNOMWHALOT 3aCTbIBLUME KaneabKu XepT-
BEHHOW KpOBMW. B TOnase n3bickaHHOro MOPCKOro
LBeTa OTpaXkaeTcs, Kak B Kyrnoae, BeyepHee Hebo
[JpeBHeli BusaHTum n MoCT Yepes nposaus. buzaHTt
6poLLM B TOHKMX, CIOBHO BbILLWTBIX, Y30PaX C OAeX],
Pomeickunx nmnepatopos» [2] (puc. 10). Ecam cmo-
TpeTb Ha naaH 6pown, To dopMa npeacTaBaseT ap-
xuTekTypy Ceaton Coduu, rae KabowwoHbl rpaHaTa
aastoTca 6awHaMN. JyanbHoCTb 06pa3oB CBOW-
CTBEHHa TBOPYECTBY JAyapAa HUKUTUHA, KOTOPbIN
BOCCO3/a€éT BreyatsieHne OT MCTOPMYEeCKoro cobbl-
TS, MEPEHOCA ero B Maayr CKy/abNTypHyro dopmy.

[na cpaBHUTENBHOrO CTUEBOrO aHa/n3a Bbl-
6paH NamaTHMK 13 GOHAOB OTAeNa ApParoLeHHOro
meTanna [ocyaapCTBEHHOTO NCTOPUYECKOTO My3es:
30/10TO€, YKpaLleHHOE POCChINbIO asMa3oB, pyorHOB
Y U3yMpPYZAo0B YKpalleHne TypeL KOl Yaambl, U3ro-
ToBJAEeHHOe B KOHCTaHTUMHOMNOE BO BTOPOM NOO-
BuHe XVII Beka. Korga nsaenve nonano B Poccuio,
€r0 BHELLHWIN BUA HECKONbKO U3MEHWN, MPUKPENB
K HEMY CTUAN30BaHHOE N30HpaKeHne MUTPbI C ABY-
rnaebim opsoM. B 1683 rogy uapesHa Codpbsa Anek-
ceesHa (1657-1704 rr.) noxanosana 370 yKpalleHue

BblAatoLemMycs 6orocnosy, AuMnaomaTy U nucaTento
apxuenuckony AdaHacuio (1641-1702), kKoTopbIn
NPUHUMan JeAatesbHOE y4YacTme B NocTpoiike 0b6o-
POHUTENbHbIX COOPYXEHWI, B YacTHOCTU — HoBo-
ABVHCKOW KPernocTun. 310 M3ALHOE N3AeNne OTAnYaeT
TPaAWLMOHHbBIA Ana BU3aHTUM OpHaMeHTaNbHbIN
NPUEM — CTUN30BaHHbIE N300paXkeHWs THoAbNa-
HOB W LBETKOB rpaHaTa. B TpaguMumMoHHOM BocTOuY-
HOW TPaKTOBKE MX MPUMeHseT 1 dayaps HUKUTuH,
UTO 0COHEHHO SIBCTBEHHO B cepbrax «Apabecku»,
rae BOCTOYHas GdopMa MeTanIMyecknx yKpaLleHui
COYETAETCs C BU3aHTUICKMM OpHaMeHTOM (puc. 11).

Mepeknunkarowmecss MOTUBbI MOXHO BCTPETUTb
TakXe B HOBENNPHbIX n3genanax KoHctaHTMHONO-
ns VI-VII BekoB, HanpuMep, 3010Tas WeliHas Lenb
13 cobpaHmsa FocysapCcTBEHHOrO SpMuUTaxa, Kosb-
L,a KOTOPOW nepensieTeHbl B BUAE ABOMHOW KOChI.
B ocHoBHOM NoA06HbIe N3aenns co3gaBanuch C Npu-
MeHeHMEM TEXHONOMMYECKUX MPUEMOB: pe3bbbl, Npo-
MUABHOTO OpHaMeHTa ¥ QUANTPAHHbIX 3JIEMEHTOB.

Takvm 06pasom, yHUKaNbHOW YepTon TBOpYe-
CTBa COBPEMEHHOTO XYAOXHMKa-toBeaMpa ayap-
4a HukntuHa sBnsetcs ocobblin yron 3peHus, nog
KOTOPbIM aBTOP NEPEOCMbICAAET NCTOPMYECKME CO-
BbITUA N XYyA0XKECTBEHHbIE NPUEMBbI BusaHTuKM. AB-
TOp He KoMupyeT ApeBHWe 06pasLibl, HO BOCCO3AaET
B CBOWMX paboTax BrneyateHne oT TOro Uan MHOro
nctopuyeckoro cobbiTna nam obpasa. B ero toee-
JVIPHBIX N34ENNAX, OTINYAOLLUXCA APKMM aBTOPCKUM
NMoYepKOM, MOXHO HabtoAaTh 3aMMCTBOBaHNA Op-
HaMeHTa/IbHbIX MPMEMOB U COXPaHEHME KoaopuTa
BM3aHTMIACKOM MO3anKK, MOCTPOEHHOW Ha coyeTa-
HWW AparoLeHHbIX KaMHeN pasHbIX OTTEHKOB. MNepes
3pUTENSAMU NPEACTatOT NPON3BEAEHUS, B KOTOPbIX
COeAVHEHO AeKOPaTUBHOMO-NpPUKAaZHOE NCKYCCTBO
1 BblCOYalillee apxXMTeKTYpPHOe Hacnesmne BeANKon
MMMepun, TOHKO NePEOCMbICIEHHOE COBPEMEHHbIM
aBTopom XXI| Beka.
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IN DEFENCE OF A “POOR" VR IMAGE

Summary: The article is devoted to a “poor image”
considered in the context of artworks created by means
of virtual reality (VR). In contemporary art discourse, the
concept of a “poor image” was actualised by German vid-
eo artist Hito Steyerl, who analysed it in accordance with
the development of telecommunication networks and
Internet culture. We transpose this intuition to the field
of a "poor” VR image, that is, one that is characterised
by low polygonality and detail, poor elaboration of tex-
tures, and so on. We argue that a “poor image” can be
used as a tool to form an artistic statement, or may work
as an artistic device, as a “cool medium” (using M. McLu-
han’s term), which encourages the viewer to participate
in communication more intensely: the lack of visual infor-
mation and/or insufficient information allows the viewer's
imagination to complete the image in a mode of percep-
tion that may be understood as co-creation. Our state-
ment is confirmed by examples of VR projects done in
the last ten years: Home after the War and In the Morn-
ing You Wake up.

A "poor” VR image can be compared, among oth-
er things, to amateur video filming, where there is no
“cinema effect”. The authors offer the viewer low-poly

The Concept of a “Poor Image”

The title of this article is a reference to the text
of a well-known German video artist, Hito Steyerl,
who, in her work, touches on issues related, among
other things, to the dissemination of information,
the nature of a digital image, and the distribution of
works of contemporary art. Her 2009 programmatic
essay, "In Defense of the Poor Image”, is a kind of
continuation of the reflections of the famous Ger-
man cultural theorist, one of the first mass media
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models of characters (that do not look like real living
beings), spaces that are impossible to get into, back-
grounds that look like flat theatre backdrops, on which
objects seem to “play a role” rather than exist (as in
modernist paintings). In that sense, the phenomenon of
the "poor” VR-image opposes the existing conventions
of the film and video game industry, where the "good
picture” dominates. There is a “reign” of a high-quality,
visually convincing (suggestive) image that allows the
viewer to immerse themselves in the vicissitudes of the
narrative, makes the medium “transparent”, enhancing
the effect of the viewer's presence in the virtual world.
Unlike a "good” picture, a "bad” picture does not al-
low the viewer to forget about the medium since, like a
Dadaist collage, it has “seams outward”. However, this
is precisely why such a statement can be perceived by
the audience as anti-commercial, non-false, as if it aris-
es from authors’ need for co-existence and co-experi-
ence with the audience. In the hands of a contemporary
VR artist, a “poor image” can become an effective tool
for artistic influence.

Keywords: virtual reality, contemporary art, media art,
poor image, hot and cool media

researchers, W. Benjamin. In his work, The Work of
Art in the Age of its Technological Reproducibility,
Benjamin discusses various aspects of the existence
of works of art in an era when the practices of their
replication inevitably affect the perception of their
viewer. Today, this situation is only getting worse.
On the one hand, it is appropriate to talk about the
“democratisation” of art since, owing to the Inter-
net, artworks have become available to a wide au-
dience. However, on the other hand, these works



have often come to exist for the audience mainly
in the form of a “bad picture” — low-quality imag-
es that hardly convey the features of the original.
Or, as Steyerl writes, emphasising the transforma-
tional possibilities of the “poor image”: “... The poor
image is a rag or a rip; an AVl or a JPEG, a lump-
en proletarian in the class society of appearanc-
es, ranked and valued according to its resolution.
The poor image has been uploaded, downloaded,
shared, reformatted, and reedited.” [5, 17]. A “"bad
picture”, a “below average” image fits perfectly into
the “logic” of network art, which implies high user
activity, and becomes part of web folklore, the cul-
ture of memes.

It should be noted that Steyerl, in her reason-
ing, focuses mainly either on cinema and video art
(where her artistic practice is mainly unfolding), or
talks about digital image. Benjamin speaks of the
loss of the aura whereas Steyerl speaks of the loss
of substance. This thought echoes the ideas of fa-
mous media theorist Lev Manovich, who wrote that
“all objects of new media, regardless of whether they
were originally created using a computer or were
digitised from analog sources, consist of a digital
code” [3, 61]. From this, Manovich concludes that
“media become programmable” [3, 61], lose, ac-
cording to Steyerl, substance.

Partly, the phenomenon of a poor image, de-
scribed by Steyerl, was a consequence of the tech-

Ill. 1. Home after War, 2018. A screenshot.

nologies of the 2000s — "the old Internet” with a
low connection speed. Often there were images
of small size and low quality, which were easier to
share. The first net-art projects were focused pre-
cisely on these conditions (for example, the works
of Olga Lyalina, "My Boyfriend Came Back from the
War" (1996) or “Anna Karenina Goes to Paradise”
(1996)). Using the example of net art development,
one can trace how changes in the technological com-
ponent (the emergence of new programs, brows-
ers, services, etc.) caused a reaction among artists,
the emergence of new works. This situation is gen-
erally typical for media art. Now similar processes
are taking place with the VR medium, which we will
focus on in this article.

Expressive Possibilities of a “Poor” VR-"image”

There is a wide variety of VR devices on the mar-
ket today. Thus, in 2021, sales of Oculus Quest 2
exceeded 10 million; in 2022, they approached 15
million — a record figure for a VR headset, which
allowed the creators to claim that VR technology
became a truly mass product. However, the quality
of a VR “image” (on various headsets) is still gen-
erally far from ideal, as noted in many studies [1]
devoted to VR

At the same time, technological limitations may
encourage the creators of VR projects to look for
inspiration in the idea of conveying a certain view-
er experience through a “poor image”, using it as




part of the author’s intention. For example, in the
Home After War project (2018), a user observes most-
ly low-poly models, poor elaboration of textures.
However, if at first this “minimalist style” can cause
a negative reaction from the viewer (especially if the
viewer is used to modern VR projects with realis-
tic graphics), afterwards, as the story develops, this
"asceticism” begins to be perceived more as a suc-
cessful artistic technique, allowing you to focus on
the narrative that builds around the events in Iraq,
which suffered from military operations.

A similar strategy is used by the creators of the
On the Morning You Wake Up project (2022). As
part of this project, the viewer is invited to share
the experience of 1.4 million residents of Hawaii,
who received the following SMS warning on Jan-
uary 13, 2018: "Ballistic missile threat inbound to
Hawaii. Seek immediate shelter. This is not a drill.”
People experienced panic. There was no rebuttal
for 38 minutes.

The visual style of the On the Morning You Wake
Up project is designed to emphasise the state of
disintegration, decay, when literally “everything is
crumbling before our eyes” and “the earth is slip-
ping away from under our feet”. In this case, a “poor
image” creates “gaps” that the viewer fills in with
their own experiences and projections.

Indeed, the less the "poor image” gives us infor-
mation, the more our own meanings we can build
into it. The "poor image” encourages the viewer to
participate in communication (lack of visual infor-
mation and/or insufficient information opens up
space for the viewer’s imagination, completing the
image, co-creation). This is consonant with the re-
flections of famous media theorist McLuhan on hot
and cold media: “Any hot medium allows of less par-
ticipation than a cool one, as a lecture makes for

less participation than a seminar, and a book for
less than a dialogue”. For example, a lecture pro-
vides a lesser degree of participation compared to
a seminar, as well as a book — compared to a dia-
logue” [2, 36-37].

In certain cases, a “poor image” can act as a cool
medium, as an author’s technique that allows you
to create a strong artistic statement, ensuring that
the user is “immersed” in the story.

Conclusion

Thus, in the context of VR works, a “poor image”
can be regarded as a certain aesthetic category that
is relevant for modern society, a way of eliminat-
ing the conventional high-quality “cinematic” (that
is, characteristic of mass entertainment cinema) re-
fined image, as an "explosion of sincerity”, inviting
the viewer to empathy and compilicity. The logic of
the “"poor image” is consonant with M. Duchamp’s
maxim about retinal art as opposed to art addressed
to the mind. Defining “retinal art”, Duchamp said
the following: “It means that you look at the pic-
ture only to have it imprinted on the retina of the
eye. And you don't add anything of your own, noth-
ing intellectual” [4]. "Retinal Art”, that is art strik-
ing solely for its visual “effects”, was also criticised
by cubists Albert Gleizes and Jean Metzinger ("On
Cubism”, 1912). If the visual component turns out
to be weakly expressed, “dried up”, not attractive,
then the viewer will be dealing with what Duchamp
called the grey matter ("grey” images activate grey
matter). This quality of the “poor image” is especially
pronounced in the works of virtual reality, which ex-
ists mainly within the entertainment industry, where,
it would seem, the viewer expects to see a bright,
spectacular and highly detailed “picture”. However,
the artist is aware of the audience's expectations —
and helps the viewer to realise them.
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B 3SALLNTY «bBEAHOIO» VR-U3OBPAXEHWA

AHHomayus: [laHHasa cTaTba nocesleHa npobaeme
«befHOro n3obpaxxeHns» B KOHTEKCTE NPOU3BEAEHUN
WCKYCCTBA, CO3AaHHbIX CPeACTBaMMN BUPTYaslbHOM peasb-
Hoctu (VR). CaMo noHsTMe «befHOro n306paxKeHms» ak-
Tyaan3mpoBana B COBPEMEHHOM MCKYCCTBOBEAUYECKOM
AMCKypce HemeLlKas BUAeoXyaoxHMUa XuTo LTeneps,
CBA3bIBasA €ro C pa3BUTMEM TENEKOMMYHUKALIMOHHBIX CeTei
W UHTEPHET-KYAbTypbl. B JaHHON cTaTbe Mbl TPAHCMOHW-
pyem AaHHYH WHTYMLUMIO Ha «begHoe» VR-n306paxeHue,
T.€. TaKoe, A7 KOTOPOro XapakTepHa HWU3Kas NoJUroHab-
HOCTb M AeTanm3aums, cnabas npopaboTka paktyp v np.
Haw Te3nc 3akntoyaerca B TOM, UTO «besHOe n3obpaxe-
HMe» MOXEeT UCMOb30BaTbCA Kak MHCTPYMEHT ana dop-
MWPOBaHWA XyA0XEeCTBEHHOIO BbICKa3blBaHWS, BbICTyNaTb
KaK XyAOXECTBEHHbIN NPUEM, KaK «XONOAHbIA MeanyM>»
(B TepMmuHonorun M. MakntosHa), Noby>aatoLLmii 3puTe-
NI K y4aCTUHO B KOMMYHWKAaLMK: OTCYTCTBME BU3YasIbHOM
nHbopmMaLMn n/man HegocTaTtouHas MHopMaL s OTKPbI-
BalOT MPOCTOP A/15 3PUTENbCKON daHTa3nw, JOCTpanBaHua
obpasa, cotBopyecTBa. [aHHbIn Te3nc ByaeT packpbIT Ha
npuMepax KOHKpeTHbIX VR-npoekToB: «/lom nocse Bon-
Hbl» («<Home after war», 2018) n «YTpom Tbl Npocbina-
ewbcs» («On the morning you wake», 2022).

«begHoe» VR-n306paxeHne MOXHO CpaBHUTb, Cpeam
npouyero, c t0OUNTENbCKON BUACOCHEMKOMN, rAe HeT «3¢d-
dekTa KMHO». ABTOpPbI Mpea/aratoT 3puTeNto HU3KoMNon-

MoHATHe «6epgHOro n3obpakeHus»

HasBaHue gaHHOW CTaTbM ABASETCS OTChIIKOW
K TEKCTY U3BECTHOM HEMELLKON BUAEOXYA0XHMLLbI
Xuto LUTeliepsb, KOTOpas B CBOEM TBOPUECTBE 3aTpa-
rMBaeT BONPOChI, CBA3aHHbIE B TOM YMC/e C pacnpo-
CTpaHeHneM nHdopMaL M, Npuposor LmdpoBoro
n306paxeHns n ANCTpmMbyLIMelr NponsBeseHUi
coBpeMeHHOro nckyccrea. Eé nporpammHoe scce

roHaibHble MOJENN NepcoHaXxel (B peanbHOCTb KOTOPbIX
CIOXKHO NOBEpPUTb), MPOCTPaHCTBA, B KOTOPblEe HEBO3-
MO>HO NomnacTb, GOHbI, MOXOXME Ha MJI0CKMNe TeaTpab-
Hble 3a/lHNKW, Ha KOTOPLIX NpeAMeTbl Kak bbl «urparoT
pob», a He CYLLeCTBYIOT (Kak B MOJEPHUCTCKOM XWNBO-
nucu). PeHomMeH «begHoro» VR-nzobpaxeHuns 6yato Obl
NPOTMBOCTOUT CYLLLECTBYOLLNM KOHBEHLUAM UHAYCTPUN
KWHO 1 BUAEOUTP, TAe «LapCTBYeT» «XOpoLlas KapTuH-
Ka», Ka4eCTBEHHOe, BU3yanbHO ybeautensHoe (cyrre-
CTMBHOE) U3obpaxeHune, KOTOpoe NO3BOAAET 3pUTENO
norpy3untbCca B NepuUneTMn NoBecTBOBaHM, jenaeT Me-
ANYM «MpO3paydHbIM», ycunmeasa 3G eKT NpucyTcTema
3puTena B BUPTyalbHOM Mupe. B oTanumne ot «xopo-
Lel», «naoxasa» KapTUHKa He MOo3BOAAET 3pUTetO 3a-
6bITb O MeAMyMe, MOTOMY UTO y Heé, KaK y Aaf,ancTckoro
Kos1axa, «WBbl HapyXy». OAHaKo UMEeHHO No3ToMYy Ta-
KOe BbiCKa3blBaHVe MOXeT HbITb BOCMIPUMHATO ayAnTOpU-
ell KaKk aHTU-KOMMepyecKkoe, He-dasbLLUNBOE, CIOBHO Obl
BO3HMKatoLlee 13 NoTpebHOCTM aBTOPOB K COBMECTHO-
MYy — CO 3pUTeNAMU — CO-BbITUIO N CcoMepexmnBaHmIo.
B pykax coBpemeHHoOro VR-xygoxHuka «6egHoe 1n30-
6paxkeHne» MOXeT cTaTb IGPEeKTUBHBLIM UHCTPYMEHTOM
XYAOXECTBEHHOTO BO3Je/CTBUA.

Kntouessie cnosa: supmyaneHas peassHocme, cospe-
MeHHoe uckyccmeo, Meduauckyccmeo, bedHoe uzobpaxe-
Hue, 2ops4ue U X0/100HbIe Medua

2009 r. «B 3awunty 6egHoro n3obpaxxeHnsa» — 310
CBOEro poja NPOAOJIXKEHNE Pa3MbILLIEHUIA N3BECT-
HOro HEMELIKOro TeopeTrKa KyabTypbl, OLHOMO 13
nepBbIX UCCieoBaTenelt macc-mMeama, B. beHbs-
MWHa. B cBoei pabote «[pounsseseHne nckyccTea
B 3MOXY €ro TeXHW4YeCckoW BOCMNPON3BOANUMOCTUN»
BeHbAMUH paccyxgaeT 0 pa3fnyHbIX acnekTax 6bi-
TOBaHMA NPOM3BEAEHNIA UCKYCCTBA B 3MOXY, KOraa
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NPaKTUKN UX TUPaXXMPOBaAHUSA C HEU3OEXHOCTbHO
OKa3bIBatoT BANAHNE Ha BOCTNIPUATME UX 3pUTESIEM.
B Haww aHM gaHHaa cuTyaumsa anwe ycyrybasercs.
C OAHOW CTOPOHBI, yMECTHO FOBOPUTL MPO «AEMO-
KpaTu3aLmio» NCKYCCTBa — Befb NMPOW3BEEeHNSA UC-
KyccTBa bnarogaps cet IHTepHET cTanun JOCTyMHbI
A5 LWMPOKOW ayamTopum 3putenein. OaHako, ¢ apy-
FOW CTOPOHbI, 3TU NPOU3BEAEHNSA 3a4acTyto CyLle-
CTBYIOT ANS 3pUTeNeln NPeNMyLLECTBEHHO B BUAeE
«TJIOXON KapTUHKU» — 1306padkeHnI A HU3KOro Ka-
YyecTBa, KOTOPble eABa NN NnepesaroT 0COBeHHOCTH
opurnHana. ian, kak o6 atom nuwert Lterepab,
nofuépkmBas TpaHCPOPMaLMOHHbIE BO3SMOXHOCTU
«befHOro n3obpaxxeHns»: «...9T0 06PbIBOK MW pas-
pbiB, AVl nan JPEG, ntoMneH-nposieTapuii B Knac-
COBOM 00OLLecTBe NPOABAEHUIN, PaHT U LLEHHOCTb
KOTOPOro onpegenserca ero paspeleHnem. beg-
HOe n3obpaxkeHne 3arpy>atroT, CKaumMBatoT, LIepAT,
nepeBoAAT B Apyrve dopmMaTbl U BHOBb 0bpabatbi-
BatoT» [5, 17]. «[1noxas kapTuHKa», n3obpaxeHune
«HWXe CpeaHero» naeanbHO BCTPaMBaAETCs B «10-
TMKy» CeTEBOrO MCKYCCTBA, MpejnoaratoLLyto Bbl-
COKYHO NMOJIb30BaTeNbCKYH aKTUBHOCTb, CTAaHOBUTCA
yactbto web-ponbknopa, KyabTypbl MEMOB.

OtmeTum, uTo LLTeliepnb B CBOMX pacCy>KaeHMNnxX
cocpeAoTaumBaeTca NPenMyLLLeCTBeHHO NMbHO Ha K-
HOWMCKYCCTBE 1 BuAeoapTe (r4e B OCHOBHOM W pas-
BOpauMBaeTCs eé Xy0XXeCTBEHHas NpakTunka), imbo
paccyxzaet o undpoom nsobpaxeHunn. Ecam be-
HbsAIMMH roBOpUT 06 yTpaTe aypsbl, TO LLTenepab —
06 yTpaTte cybcTaHumMKn. 3Ta MbIC/b NepekanKaeTcs
C naesMn N3BeCTHOro MeamnateopeTnka Jleea MaHo-
BMYaA, MUCaBLUEro O TOM, YTO «BCe 0HBEKTbI HOBbIX
Mezua, BHE 3aBUCMMOCTW OT TOFO, BblI 1N OHWN CO3-
AaHbl NPV NOMOLLM KOMMbIOTEPA M3HAYa bHO UK
OKa3zanucb oundpoBaHbl U3 aHaIOrOBbIX UCTOUYHU-
KOB, COCTOAT 13 undposoro koga» [3, 61]. I3 atoro
J1. MaHoBWY genaeT BbIBOJ, UTO «Medud CmaHossim-
€A npoepamMmupyemsimu» [3, 61], yTpaumBaroT, No
BblpaxxeHuto LLTenepnb, cybcTaHLMIO.

Otuactn peHomeH 6esHOro n3obpaxkeHns, onun-
cbiBaeMbln LLTenepnb, Bbln CnescTBMEM TEXHOIOT NI
2000-x rr.— «CTaporo MHTepHeTa» C HEBbICOKOW CKO-
POCTbIO NOAKAOUEHMA. YacTo BCTpevanmcs n3obpa-
XeHnA HeboNbLWOro pa3mepa 1 HU3KOro Ka4vecTBa,
KOTOpbIMU NpolLe 66110 06MeHUBaTbCA. MNepBble
HeT-apT NPOeKTbl BblIV OPMEHTUPOBAHbI MMEHHO
Ha 3TK ycnoBus (k npumepy, pabotel Onbru Jlsam-
Ho «Mol napeHb BEPHYACA C BOMHbI» (1996) uau
«AHHa KapeHvHa egeT B pain» (1996)). Ha npumepe
Pa3BUTMA HET-apTa MOXHO NPOCAeANTb, KaK N3Me-
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HeHWsl B TEXHONOTMYECKON COCTaBAsAoLL el (nosBe-
HVe HOBbIX Nporpamm, bpay3epoB, CepBMCOB U T.4.)
BbI3bIBa/IN PEAKLMIO Y XYJOXHUKOB, MNOSBAEHNE HO-
BbIX NPOU3BeAeHNN. [laHHas cuTyaums BoobLue xa-
pakTepHa ans MeauaapTa. Celiuac cxoxme NpoLecchl
nponcxoaat ¢ Mmeguymom VR, Ha KOTOPOM Mbl CO-
CpPefoTOUMMCA B paMKax HacTosLLEeN cTaTby.

Bbipa3utesibHble BO3MOXHOCTU «6egHOro» VR-
«n306pakeHUn»

CerosHs Ha pblHKe npeacTaBaeHo 6obLLOe KOAn-
yecTBO pa3HoobpasHbix VR-ycTpoincTe. Tak, B 2021 r.
npogaxu Oculus Quest 2 npeBbicnan 10 MUAANOHOB,
B 2022 r. npnban3nancs K 15 MUAIMOHaM — peKOpA-
HbI MokazaTenb Ans VR-rapHUTYpbl, MO3BOMBLLMNIA
coszaTensam yTeepaaTb, UTo TexHonorunsa VR cra-
Nla No-HacToAleMy MaccoBbIM MpogykTom. OgHako
KauecTBO VR-«KapTUHKN» (Ha pPa3fiUHbIX rapHUTY-
pax) B OCHOBHOM BCE& eLlé aaneko 40 naeanbHoro,
4YTO OTMEYEHO BO MHOTUX nUccnegoBaHuax [1], no-
cBAWEHHBIX VR.

Mpwn 3TOM TeXHONOrMYecKne orpaHNYeHns Mo-
ryT nobyxaatb co3gatenein VR-npoekToB nckatb
BAOXHOBEHME B Mjee nepesayn onpesenéHHoro
3pUTENbCKOrO OMbITa Yepes «befHY KapTUHKY», UC-
NoJ/ib3yA e€ Kak YacTb aBTOPCKOro 3ambicna. K npu-
Mepy, B NpoekTe «[lom nocie BovHbI» («<Home after
war», 2018) nonb3oBaTesb HabatofaeT NnpenmMyLle-
CTBEHHO HW3KOMOJIMrOHaNbHble MOAEeNN, cnabyro
npopaboTky dakTyp. OfHaKO ecan noHayany 31oT
«MWHUMaNNCTCKUIA CTUAb» U MOXET BbI3BaTb Y 3pU-
TeNs HeraTMBHYH peakLmto (0COBeHHO ecan 3puTesb
NPUBbLIK K cOBpeMeHHbIM VR-npoekTam ¢ peann-
CTUYHOW rpadumKoi), TO MO Mepe Pa3BUTUA UCTO-
pUK 3TOT «aCKeTU3M» HaunmHaeT BOCMPUHMMATBCA
cKopee Kak yAauyHbI XyAOXKECTBEHHbIA MPUEM, KO-
TOpPbIV NO3BOASET COCPEAOTOUNTLCA Ha NOBECTBOBA-
HWW, BbICTPaMBaoOLLLEMCS BOKPYT cobbITuiA B Mpake,
NnocTpagaBLIEM OT BOEHHbIX AeNCTBUN.

MoxoXyto cTpaTervo UCNob3yHoT U co3zaTe-
2N npoekTa «YTPoM Tbl NpockinaeLwbcs» («On the
morning you wake», 2022). B pamkax faHHOro npo-
eKTa 3puTento npegnaraetcs pasgennTb onbit 1,4
MUANNOHA XuTeneli MaBalies, koTopble 13 sAHBaps
2018 r. nonyunnn cnegyrollee cmc-npeaynpexzae-
Hue: «bannncrtnueckas paketa npubamxaercs k Ma-
Bansam. Miwunte ybexuile. 310 He yuebHas TpeBora».
Jlroan ncnbitTany naHuky. OnpoBepXXeHnsa He 6bI10
B TeueHune 38 MUHyT.

BuayanbHbIl CTUABL NpOEKTa «YTPOM Tbl NPOCHI-
naewwbCcs» NPU3BaH NOAYEPKHYTb COCTOSHME pac-
naga, pasnoxeHus, korga bykBasbHO «BCE pyLUUTCA



Ha rnasax» u «3eMAs yXoAuT N3-Nog Hor». «begHoe
n3obpaxeHne» B JaHHOM C/lyyae CO34aéT «aKy-
Hbl», KOTOPbIE 3pUTeb 3amno/HAeT COBCTBEHHbIMM
nepexXMBaHUSMU U NPOEKLMAMMU.

[lencTBMTENBHO, YUeM MeHbLe «begHoe n3obpa-
XeHve» AaéT HaMm nHdopmaumm, Tem bonblue cob-
CTBEHHbIX CMbICIOB Mbl MOXEM B HEro BCTPOUTb.
«begHoe n3obpaxeHne» NodyxAaeT 3puTens K yya-
CTUIO B KOMMYHMKaLMW (OTCYTCTBUE BU3YaNbHOMN
NHPOpMaLMK N/UAn HejoCTaToOUHas nHGopmaLums
OTKPbIBAOT NPOCTOP AN5 3pUTENbCKOM paHTaznu,
focTpanBaHusa obpasa, COTBOPUYECTBa). ITO CO3BYUY-
HO pa3MbIWNEHNAM U3BECTHOrO TeOpPeTMKa Meamna
M. Makniro3Ha O ropAaunx 1 XoNnoaHbIX Megua: «J1ro-
60e ropsuee CpeAcTBO KOMMYHMKaLMKN AOMyCKaeT
MEHbLUYH CTeMneHb y4acTus NO CPaBHEHUIO C XO-
nogHbIM. Hanpumep, nekuma obecneynBaeT MeHb-
LUYHO CTEMEeHb YYacTWs MO CPaBHEHMIO C CEMUHAPOM,
a KHWra — no cpaBHEHWIo C ananorom» [2, 36-37].

B onpeaenéHHbix cnyyasnx «begHoe n3obpaxe-
HMe» MOXET BbICTyMNaTb KakK XON0A4HbIA MeANYM, Kak
aBTOPCKMI NPUEM, MO3BOAIOLLMI CO34aTbh CUbHOE
Xy[0>XeCTBEHHOE BbiCKa3blBaHWe, obecneumnTb «no-
rpy>KeHne» Nonb3oBaTens B UCTOPUIO.

3aknroueHne

Takmm obpa3om, «begHoe N306paKeHne» MOX-
HO pacueHMBaTb B KOHTeKcTe VR-npounsseseHni
Kak HeKy aKTyasbHYH A5 COBPEMEHHOrO 06-
LLecTBa 3CTETMYECKYH KaTeroputo, cnocob ocTpa-
HEHWA KOHBEHLMOHAa/IbHOM BbICOKOKAYeCTBEHHOM

«KMHOLLUHOW» (T.e. xapakTepHOW ANs MacCOBOTO
3penmwHoro knHematorpada) padMHUPOBAHHON
KapTUHKM, KaK «B3PbIB UCKPEHHOCTW», NpuraaLle-
HWe 3puTena K conepexmBaHuIo 1 coyyactumio. J1o-
rmka «besHoro nsobpaxkeHnsa» co3By4Ha Makcume
M. [ltowaHa npo peTuHanbHOE UCKYCCTBO B MPOTU-
BOBEC MUCKYCCTBY, ObpalléHHOMY K pa3ymy. Onpe-
Aenas «peTHanbHOe NCKYCCTBO», [ltolwaH roBopua
cneaytouiee: «3T0 3HAUMUT, YTO Bbl CMOTPUTE Ha
KapTUHY TO/IbKO A/ TOro, YTobbl OHa 3aneyaTne-
nacb Ha ceTuyatke rnasa. N He sobaBnsere HMYero
OT ceb1, HUYEero nHTeNNeKTyanbHoro» [4]. «Petun-
Ha/lbHOE MCKYCCTBO», T.€. NCKYCCTBO, MOpaxatolee
NCKNOUNTENBHO CBOUMMW BU3YyaNnbHbIMU «3ddekTa-
MW», TakxXe KpuTukoBanun Kybuctol Anbbep Mnens
n XaH MeTtueHxe («O kybusme», 1912). Ecam xe
BM3yasibHaa COCTaBAOLLAA OKaxeTcs cnabo Bbi-
Pa>KEHHOMW, «BbICYLLEHHOW», He NPUBAEKaTENbHOW,
TO 3puTenb byaeT nMeTb Aeso € TeM, uTo [JrowaH
Ha3blBan «the grey matter», cepbim BelLecTBOM
(«cepble» n3obpaxkeHs akTUBU3INPYIOT Cepoe Be-
wectBo). OcobeHHO APKO 3TO KayecTBo «6eAHO-
ro n3obpaxeHunsa» NPOABNAETCH B MPOU3BEAEHNAX
BMPTYyaNbHOW peanbHOCTY, CyLLEeCTBYHOLLEN Npeu-
MYLLLECTBEHHO B pamMKax MHAYCTPUW pa3BieUYeHU,
rae, Kazanocb 6bl, 3puUTeNb OXUAAET YBUAETb Ap-
KYt0, 3pENVLLHYIO N BbICOKO AEeTaan3nMpOBaHHYHO
«KapTUHKy». OAHaKO XyAOXHWNK OCO3HaeT 3puTesib-
cKMe 0XWAaHMAa — 1 NOMOoraeT 0CO3HaTb UX U ca-
MOMY 3pUTENIO.
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THE LATEST PRACTICES IN MOTION GRAPHICS
DISPLAY: THE DEMO DESIGN IN MOTION FESTIVAL

Summary: The formation of digital trends in both art
and design is due to the development and ubiquity of
computer technology. In graphic design, new technol-
ogies influence not only design methods but also the
emergence of new synthetic genres such as motion de-
sign in many ways.

This article highlights the use of motion graphics in
various visual areas on the example of the well-known de-
sign project of the Dumbar/DEPT® studio — the DEMO
Design in Motion Festival.

Today, in graphic design, there is an ever-increasing need
to use motion graphics tools: from individual animated pro-
ject elements to flexible, dynamic identica. It is due to the
widespread transition of most information carriers to the
digital environment. An animated image is more informa-
tionally saturated and is able to more actively attract the
viewer through movement, which is especially important in
the context of modern informational redundancy of the sur-
rounding space. The big advantage of an animated image is
its easy updating. Thus, the image can be easily broadcast
on different screens or planes, thereby easier to fit into the

With the inclusion of multimedia technologies
in the design process, new opportunities open
up: the means of searching for a project idea
change, other communicative perspectives are
being built.

The digital environment forms clip thinking,
which contributes to the viewer's perception
of predominantly short-length graphic forms.
Nowadays, motion graphics are replacing almost
all printed information; not one public event,
including international forums and festivals, can
do without animated images: dynamic identica;
banner advertising in the city and public interiors;
different types of publications in social networks
and on streaming sites. Characteristic processes are
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modern urban space, and also, it does not require printing
costs. The number of possible colours in a screen image is
in the millions, and the ease of producing it with a camera
or a phone is incomparable to printing processes.

Particular attention is paid to the role of motion graph-
ics in the modern digital space. Computer technologies
give a designer not only a tool for designing but also cre-
ate a new digital environment for their work. However,
researchers still face the problem of a single form and
technological basis for storing digital images.

International festivals act as platforms for discussing
modern trends in design, as well as selecting and exhibit-
ing the most innovative projects. Due to the transition of
many design processes to the digital environment, today
it is becoming more and more important to have a plat-
form for placing screen works. In 2019, the DEMO Design
in Motion festival became such a platform. Founded by
Rotterdam-based studio Dumbar/DEPT®, the festival is by
far the largest motion graphics exhibit platform.

Keywords: Motion graphics; Motion design; Dumbar
studio; Demo festival.

also taking place in the poster genre: along with
the traditional printed form, a new one appears —
digital, which penetrates all media. In the system of
modern visual communications, a digital poster is
becoming the most relevant and in-demand type
of transmission of the widest semantic range:
from consumer advertising to large-scale socially
significant messages.

Issues related to the development of graphic
design and motion graphics are widely discussed
at international summits and festivals dedicated to
graphic design and animation, such as Typomania
International Festival (Russia, 2012-2021), Mouvo
conference (Czech Republic, 2016-2022), MODE:
Motion Design Education Summit (New Zealand,



L. 1. DEMO 2022, media wall at the main station in Amsterdam, photographer Aad Hoogendoorn.

2013-2021), Blanc! Festiva (Spain, 2008-2022), Motion
Plus Design (France, 2012-2022), Motion Motion
(France, 2018-2022), Playgrounds (Netherlands,
2006-2022). At the same time, today a full-fledged
discussion platform for scientific discussion of
innovative projects has not yet been created.

However, the DEMO Design in Motion festival’
(Netherlands 2019-2022) is interesting for studying
the most relevant samples of the short form of
motion graphics.

1. https://demofestival.com/
[Electronic resource, accessed on 01.02.2023]

Ill. 2. DEMO 2022, one of the special screens, photographer Aad Hoogendoorn.

87



The DEMO Design in Motion festival is a festival
dedicated to the best works, the best studios,
designers, young talents and art academies from
all over the world.

The festival was entirely designed and organised
by the Dutch Dumbar studio?. On the festival website,
Dumbar designers write: “On a dark stormy night,
after endlessly scrolling through social media feeds,
we dreamt of all the beautiful motion design we had
seen. And we kept dreaming: what if we could show
all this great work on hundreds of giant screens?
Not just for our fellow designers, but for everyone!
That dream came true.” Owing to the passion of
Dumbar’s designers, DEMO is now the world’s largest
exhibition space for the latest motion graphics.

The first festival took place on November 7th,
2019, at the main train station of Amsterdam
(Netherlands). The works were exhibited 24 hours
on 80 digital screens located throughout the station.
Videos with a timing of 10, 20, and 30 seconds, of
vertical FULL HD format (1080x1920 px) and on any
topic were accepted for participation.

The Dumbar Studio announced an open call for
participants from all over the world. As a result, 2,738
applications were submitted. The team proceeded to
analyse each entry based on its concept, technical
innovations, and whether the design is consistent
with current media settings. The final selection
included 400 videos from 253 designers from 37
countries. Based on the selected designs, eleven

2. https://studiodumbar.com/
[Electronic resource, accessed on 20.02.2023]
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Ill. 2. DEMO 2022, a screen at the airport,
photographer Aad Hoogendoorn.

themes were created, such as "Picture this”, "Total
Motion”, "Slow motion”, "Stranger things”, "Type
Only”, "Shapeshifters”, “Algorithmic Adventures”,
“Better than real”, “Happy Hour”, which were shown
throughout the day at all sites, in corridors and in
the central hall. Each theme, defined by the festival's
curators, reflected current trends in the motion
design community. Themes alternated with “captures”
during which the work of one designer was displayed
simultaneously on all 80 screens.

On October 6th, 2022, the festival was held
again. The works of designers and media artists
were exhibited on more than 5,000 screens
throughout the Netherlands. Screens used by the
festival could be found at railway stations; in the
underground; in shopping centres; at Schiphol,
Eindhoven and Rotterdam-The Hague airports; along
major highways and on city streets. (Fig.1,2,3) The
exposition presented 815 works by designers from

Il 3. Dynamic DEMO 2022 logo on the festival website.



Il 4. Video "Spot Real Fake News" from the Thonic studio.

54 countries, in FULL HD format with a running time
of 10 seconds. It should be noted separately that
the works did not provide for the presence of an
audio track, which is directly related to the process
of exposing the videos that passed the selection.
In addition to the exhibition, the festival program
included lectures by famous designers and, for the
first time in 2022, forty-five-minute tours of the
most interesting exhibition points in Amsterdam,
Rotterdam and Utrecht.

The online version of this festival can still be
visited virtually on the Roblox gaming platform3.

The DEMO festival is impossible to perceive
without its moving identica. The festival identica*
is made using a variable font, the shape of which
changes in accordance with the developed algorithm.
The font works as an interactive moving system.
Each word, including the DEMO festival logo, always
remains readable, despite being in a moving state;
on a specially designed festival website, anyone can
use the cursor to set the logo in motion and distort
it in any direction (Fig. .4). In combination with a
bright colour palette — orange and bright green —
the identica is remembered at first sight.

Let us consider some of the works of the festival
participants in 2019.

3. https://www.roblox.com/games/10692093600/DEMOVERSE
[Electronic resource, accessed on 20.02.2023]
4.  https://studiodumbar.com/work/demo
[Electronic resource, accessed on 01.02.2023]

Video “Spot Real Fake News" (Fig. 5) from
Thonic studio (Netherlands). The work wittilly plays
on the duality of the meaning of the word spot
(in English, the word means a noun a spot and a
verb to determine at the same time). On the screen,
moving coloured spots change the word real to
fake. Simple, compelling typography composition
and vibrant colours work well with the lively, chaotic
blot animation.

“Promenade” (Fig.6), designed by Samuel Bloch.
The author invites the viewer to take a promenade
deep into the surreal space of his work. On the
screen, using the 3D graphics technique, a virtual
space is created, filled with strange abstract plants
and three-dimensional typography, a virtual camera,
and with it the viewer moves inside this space. The
actual style of a “bad” or technical rendering gives
the picture an even greater sense of artificiality of
what is happening.

“Napoli” (Fig.7), designed by Aljoscha Hohborn.
The simple, linear graphics in the work are
compensated by the animation plot; the individual
objects that make up the “still life” around the
typographic composition are filled with movement.
Each element of the still life has a short animation
with its own simple plot. Together they create a
complex structure of movement on the screen.

“Poetry of the Eye: I(a)” (Fig. 8), designed by
Fionn Breen. A typographic charade, played out
by the designer, is complemented by a simple
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movement that, contrary to expectation, makes
the composition on the screen interesting, in every
frame of the video. From the initial set of letters of
the name, “Poetry of the Eye: I(a)", different words
are assembled in each frame of the video through
vertical movement.

«Scroll» (Fig.9), designed by Gabriel Karasek. The
designer’s experimental work shows how different
scrolls work. Collected on one screen, they, being in
a chaotic movement relative to each other, create
an interesting tempo-rhythmic game.

“Time" (Fig.10), designed by Jonas Zieher. On the
screen, the designer has several gears of different
colours, with different captions (second, minute,
hour, day, and so on). Each of the gears has a
different colour, size, and moves at a different speed
depending on the caption (a second is the fastest,
a year is the slowest). Thus, the designer, quite
literally, conveys the metaphor of the transience
of time.

“Plastic Should Only Exist as a Render” (Fig.11)
by designer Connor Campbell. The name of this
video speaks for itself: the designer encourages
the viewer to pay attention to the environmental
problem of plastic pollution in the world’s oceans
through a beautiful rendering. Transparent (plastic)
three-dimensional ribbons with typography
develop on the screen. The smooth movement of
these ribbons resembles the movement of plastic
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Ill. 5. Video "Promenade" designed by Samuel Bloch.

in water, and the typography calls for attention to
the environmental catastrophe of the 21st century.

"Whose.Agency 04" (Fig.12), designed by Anja
Kaiser. The video is part of the agency's advertising
campaign to attract new employees. The complex
typographic composition on the screen is always
in motion. In this example, a large number of fonts
of different sizes and animations inside the screen
do not interfere with reading the main information
(hiring new employees) since one text block always
remains motionless.

"Buster Keaton 1" (Fig.13), designed by Loic
Altaber. The work is part of the designer’s graduation
project and is dedicated to the famous actor
and stuntman, Buster Keaton. The movement of
geometric shapes on the screen is complemented
by fragments of Keaton’s films inserted into them,
where he performs his acrobatic stunts. Thus, the
double, almost synchronised movement of the actor
and geometry, combined with the almost static
typography on the screen, creates an interesting
dynamic without compromising the viewer's
perception of the text.

Considering the works selected by the festival,
it can be noted that they meet all the criteria for a
digital poster. Thus, the DEMO Design in Motion
festival is not only the world's largest exhibition
space for the latest motion graphics but also the
first digital poster festival.



Ill. 6. Video "Napoli" designed by Aljoscha Héhborn.
SOURCES:

“Reflecting on a bold year for motion design with  up-graphic-design-animation-161222 [Electronic resource,
DEMO festival” Lucy Bourton on It's Nice That accessed on 25.02.2023]
https://www.itsnicethat.com/features/demo-festival-round-
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HOBEWLLWE MPAKTUKI B SKCINTOHMPOBAHNW
MOYLLUH-TPAONKW:
DEMO DESIGN IN MOTION FESTIVAL

AHHOmayus: PopmmposaHme LMdpPOBLIX HanpasaeHWiA
KaK B UCKYCCTBE, TaK 1 B An3aliHe 06yCN0BEHO pa3BUTM-
eM 1 MOBCEMECTHbIM PacnpoCcTpaHeHNeM KOMMbHOTEPHbIX
TexHonornin. B rpapuyeckom amnsariHe HoBble TEXHO/O-
TMW BAVAIOT HE TONbKO Ha METOAbI MPOEKTUPOBaHMS, HO
1 BO MHOTOM Ha MOfBJEHWNE HOBbIX CUHTETUYECKMX dKaH-
POB, Takux Kak MOYLUH-AW3aiiH.

B paHHoOI cTaTbe OcBellaeTcs NPUMEHEHNE MOYLLH-
rpadukmn B pasHbIX BU3yaabHbIX 06nacTax Ha npumMepe
W3BECTHOrO AM3aiiH-npoekTa cTyaumn Dumbar/DEPT® de-
ctnBans moywH-rpaduku DEMO design in motion festival.

CerogHa B rpapuyeckom AmnsaiHe CylLlecTBYeT BCE
BO3pacTatoLas NoTpebHOCTb B MCMO/Ib30BaHNM CPeACTB
MOYLUH-rpaduKu: OT OTAENbHbIX aHUMUPOBAHHbIX S1eMeH-
TOB NpoeKTa — A0 FMHKOW, AMHAMUYECKOWN alAeHTUKN. ITO
06ycn0BNEHO NOBCEMECTHbIM NepexoAoM HOobLLMHCTBA
MHPOPMALIMOHHbIX HOCUTENe B LPPOBYHO cpesy. AHMMK-
poBaHHOe n306paxeHune MHPopMaLMOHHO bonee Hacbl-
LLLeHHO 1 CNOCOBHO aKkTVBHee NpuBAeKaTb 3puTens 3a CHET
ABUKEHUA, UTO 0COBEHHO aKTyaNbHO B KOHTEKCTe coBpe-
MeHHON MHPOPMALIMOHHOMN U3BLITOUHOCTM OKPY>KatOLLLEero
npocTpaHcTBa. boabLnMm npenmMyLL,ecTBOM aHUMUPOBaH-
HOro nsobpaxeHns ABNAeTCs ero Nérkas 06HOBAAEMOCTb.
Tak, nsobpaxkeHne MOXeT C NErKOCTbIO TPAHCANPOBATLCA
Ha pa3HbIX 3KpaHax Win NA0CKOCTAX, TeM caMbIM NpoLLe
BMUCbIBasACb B COBPEMEHHOE ropOoJCKOe NPOCTPaHCTBO,

C BKNHOUEHNEM TEXHONOTUI MyAbTUMEAMA B NPO-
LLecc AM3alH-NPOEKTUPOBaHNA OTKPbIBALOTCA HOBble
BO3MOXHOCTN: MEHAKOTCA CPEACTBa MNONCKA NPOEKT-
HOW naewn, BbICTPaMBatOTCA MHblE KOMMYHUKATUB-
Hble MepcneKTMBLI.

Undposas cpesa dopmMmpyeT KAMMNOBOE MblLU-
NleHune, 4To cnocobcTByeT BOCMPUATUIO 3puUTe-
NleM NpenMyLLLeCTBEHHO KOPOTKOMETPaXXHbIX
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a Takxe He TpebyeT 3aTpaT Ha neyatb TMpaxa. Konanve-
CTBO BO3MOXHbIX LIBETOB B 3KPaHHOM N306paxkeHnn nc-
uncfeTCca MUIIMOHaMK, a NErkocTb ero NpPou3BoACTBa
npv NOMOLLM KaMepbl Wan TenepoHa He cpaBHMMa C ne-
YaTHbIMW MpoLeccamu.

Ocoboe BHUMaHMeE yaeseHO POaU MOYLLH-Tpadpuku
B COBPEMEHHOM ANAXMTaN- npoctpaHcTee. Komnbrotep-
Hble TEXHONOTUM Aat0T AM3aHEPY HE TOIbKO MHCTPYMEHT
417 MPOEKTUPOBAHWSA, HO M CO34atoT HOBYHO LiMdPOBYHO
cpeay ans ero pabot. OgHaKo nepes nccaesoBaTensimm
BCE ewwé ctont npobaema egnmHon GopMbl 1 TEXHONOTU-
yeckoW 6a3zbl xpaHeHUs LMPPOBbIX M300paXKeHN .

MexayHapogHble pecTnBaam BbICTyNaroT KakK Mnao-
WaAKK ans obCy>XKAeHNA COBPEMEHHbIX TPEHAOB B AW3ail-
He, a TakXXe 3aHMMatTC OTOOPOM M 3KCMOHMPOBAHMEM
Hanbosiee MHHOBALIMOHHbIX MPOEKTOB. 3a CYET Nepexo-
4@ MHOTUX AM3aiiH-NpoLeccoB B LMGpPOBYO cpesy ce-
rOfHS CTAaHOBUTCA BCE aKTyasibHeW Hannume naatGopMbl
ANf pa3MeLLeHns aKpaHHbIX npousseerunii. B 2019 rogy
TakoW nnatpopmont ctaHoBmTCcs DEMO design in motion
festival. ®ectnBanb, ocHoBaHHbIV PoTTepaamckoli cTy-
avent Dumbar/DEPT®, Ha cerogHAWHWIA AeHb ABAAETCA
KpynHenwen nnatGopMown ANs 3KCNOHUPOBAHNA MOYLLH-
rpadukm.

Knrouesele cnosa: MoywH-2paguka; MoyuwH-0u3aliH;
cmydus Dumbar; Demo festival.

rpadunuecknx popm. CerogHa Moy H-rpadmka
BbITECHAET NPaKTUYECKN BCHO NeYvaTHY nHdop-
MaLMto, HU OAHO NyHAMUYHOE MepOoNpUATUE, BKIHO-
yaa MexayHapoaHblie bopymbl U dectmeanu, He
ob6xoaAnTCA 6e3 aHUMUPOBAHHBIX N306pPaXKeHNA:
AVHaMu4eckas afeHTuka; baHHepHasa pekna-
Ma B ropoje 1 obLeCcTBEHHbIX MHTepPbepax; pas-
Hble TUMbl Ny6AMKaLWiA B COLMANbHbBIX CETAX M Ha



Unn. 7. Budeo «Poetry of the Eye: | (a)» («[To33us na3a: | (a)»), duzaliHep Fionn Breen

Unn. 8. Budeo «Scroll» («Ckposn», nepemomka), dusaliHep Gabriel Karasek
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CTPVMMUHIOBbIX NaoLWaakax. XapakTepHble Npo-
LecCbl MPOUCXOAAT U B XaHpe niakaTta: Hapsaay
C TPagMUMOHHON NeYyaTHON GOpPMON nosaBAAET-
cA HoBas — undpoBas, KoTopas NPOHUKaeT BO
BCe CpeACTBa MacCoBOW MHpopmaumun. B cucre-
Me COBPEMEHHbIX BU3YyaNibHbIX KOMMYHUKaLIWI
uMPpoBOM NaakaT CTaHOBUTCA Hanbonee akTy-
aNbHbIM 1 BOCTpebOBaHHbIM TUMOM Mepesayn
CaMOoro WKPOKOro CMbICIOBOrO AgnanasoHa: oT
noOTPebUTENbCKON pekaamMbl — A0 MacCLITabHbIX
CcoLManbHO 3HAUYMMbIX COOBLLEHWNIA.

Bonpochl, cBsi3aHHblE C pa3BuTneM rpadmyeckoro
Amn3ariHa U MOYLWH-rpaduKm, LUIMPOKO 0b6CyXaatoTcs
B paMKax MeXZAyHapoaHbIX CaMMUTOB U1 GecTvBanen,
MOCBALLEHHbIX rpadnyeckoMy An3anHy 1N aHuMa-
LK, Takux Kak: «Typomania International Festival»
(Poccusa, 2012-2021), «Mouvo conference» (Ye-
xus, 2016-2022), «cMODE: Motion Design Education
Summit» (HoBas 3enaHaus, 2013-2021), «Blanc!
Festiva» (McnaHua, 2008-2022), «Motion Plus
Design» (®paHuyus, 2012-2022), «Motion» (OpaH-
uma, 2018-2022), «Playgrounds» (HuaepnaHasbl,
2006-2022). B 10 »e BpeM#A CcerofHs NOAHOLEH-
Hasf AWCKYCCMOHHasA naolaaka ANs HayyHoro ob6-
CY>XAEHNA MHHOBALMOHHbIX MPOEKTOB A0 CMX NOP
He co3gaHa.

OpAHaKo NMHTEPEeCHbIM AA U3yyeHnsa Hanbonee
aKTyanbHbIX 06pa3L0B KOPOTKON GOPMbl MOYLLH-
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Wnn. 9. Budeo «Time» («Bpems»), dusatiHep Jonas Zieher

rpadukm asnsetca dectmsanb DEMO design in
motion festival' (Hugepnangbl 2019-2022).

DEMO design in motion festival — ¢pectuans,
MOCBALWEHHbIA Ny4YLlWIMM paboTam, NyULInX CTyauK,
AM3aliHepOoB, MOJIOAbIX TaflaHTOB W akajeMunii uc-
KyCCTB CO BCEro mumpa.

®ecTnBanb 6blN NONHOCTBIO CNPOEKTUPOBAH
W OpraHu3oBaH roanaHAckown cryamnen Dumbar?. Ha
cavite pectmBans gusaiHepsl ctyamum Dumbar nun-
LyT: «TEMHOW HEHACTHOM HOMYbHO, NocNe HeckoHeu-
HOIO MPONINCTBIBAHWUSA HALLMX JIEHT B COLMANbHbIX
ceTsAX, HaM NPUCHWUACA BECb KPACUBbIN MOYLUH-
AV3aliH, KOTOPbIN Mbl BUAeAN. N Mbl NpOA0IXKN-
NN MeuTaTb: @ YTo, eC/n Bbl Mbl MOF/IM NOKa3aTb
BCe 3TW 3aMeyaTesibHble paboTbl Ha COTHAX -
FaHTCKMX 3KpaHoB? He TOIbKO ANSA HalIWX KOANer-
Aun3aliHepoB, HO 1 Ans Bcex! OTa MeuyTa cObliach».
Bnarogaps yBneuéHHOCTM AM3aliHEPOB CTYAUM
Dumbar, DEMO cerogHs fiBAseTca KpynHEULWmm
B MUpPeE BbICTABOYHbIM MNPOCTPAHCTBOM A5 aKTy-
aNbHOM MOYLWWH-FrpaduKm.

Mepebii pecTmBanb npowen 7 Hoabps 2019 roga
Ha rnaBHoM Bok3asne Amctepgama (HuaepnaHgbl),
paboTbl 24 yaca 3kcnoHupoBaance Ha 80 undpo-

1. https://demofestival.com/
[3nekTpoHHbIN pecypc] (aaTa obpaieHns 01.02.2023).
2. https://studiodumbar.com/
[3nekTpoHHbIV pecypc] (aaTa obpalyeHns 20.02.2023).



Wnn. 10. Budeo «Plastic Should Only Exist as a Render» («[lracmuk dosixxeH cyujecmsosames moJibko Ha peHoepe»),

du3zatiHep Connor Campbell

BbIX 3KpaHaX, pPacrnoioXXeHHbIX MO BCEN TeppuTopUn
Bok3ana. K yyacTuo NnpuHMManmcb Poanku Xpo-
HomeTpaxem 10, 20 n 30 cekyHA, BEPTUKaNbHOTO
FULL HD-dopmata (1080 x 1920 px), cBobogHOWM
TEeMaTUKN.

Studio Dumbar o6baBmAa 06 oTkpbITOM Habo-
pe y4acTHMKOB CO BCero mupa. B pesynbtate 66110
nogaHo 2 738 3asBok. KomaHga npuctynuaa K aHa-
N3y KaXKAOoM 3anmncn Ha OCHOBE €€ KOHLLenLmn, Tex-
HUYECKUX NHHOBALMIA 1 TOTO, HE MPOTUBOPEYUUT NN
AM3aiiH TekyLLMM NapameTpam Meama. B okoHuaTenb-
HbIn 0T60p BowWwM 400 poankoB 253 gn3aliHepoB 13
37 ctpaH. Ha ocHoBe BbIbpaHHbIX AN3aliHOB bBblan
CO3A4aHbl OANHHAALATb TeM, TakuX KaK «CUYacTanBbIl
yac», «Jlydwe, yem peanbHoe», «OQueHb CTpaHHble
aena» n «Tonbko Tvnorpadwka» («Picture this», «Total
Motion», «Slow motion», «Stranger things», «Type
Only», «Shapeshifters», «Algorithmic Adventures»,
«Better than real», «<Happy Hour»), koTopble geMoH-
CTPUPOBAANCh B TEUEHWE AHS Ha BCEX MoLLaAKaX,
B KOpWUAOpPax 1 B LieHTpaibHOM 3ane. Kaxzaa Tema,
onpegenéHHas kypatopamu dectmBans, oTpaxana
TeKyLLMe TeEHAEHUUN B COOBLLECTBE MOYLLUH-AN3alHa.
TeMbl YepeaoOBaNnCh C «3axBaTaMu», BO BpeMs KO-
TOpbIX paboTa ogHOro ansaliHepa oTobpakanach
ofHOBpeMeHHO Ha Bcex 80 akpaHax.

6 okTa6ps 2022 roga decTvBanb NPOLLEN NOBTOP-
HO, paboTbl AN3aiHEPOB N MeAuna-XyAOXHNKOB 3KC-

MOHMpoOBanunCh yxke bonblie yem Ha 5000 skpaHoB
no Bcer Tepputopum HuaepnaHaos. 3a4eiCcTBOBaH-
Hble dpecTMBanemM skpaHbl MOXHO 6blJ10 06HaPYXMTb
Ha BOK3asax, B METPO, B TOProBbIX LeHTpax, B a3po-
noptax Cxmnxon, IriHaxoBeH U PoTtepaam-laara,
BA0/Ib OCHOBHbIX aBTOMarucTpanein n Ha yamuax
ropogos (puc. 1, 2, 3). Skcno3nunsa NnpeacTaBasna
815 paboTt ausaiiHepos 13 54 cTpaH, B popmare
FULL HD, xpoHomeTpaxeMm 10 cekyHa. CTouT oT-
AeNbHO OTMETUTDL, YTO B paboTax He npegycmaTpu-
Ba/0Cb Ha/MumMe ayaMoA0POXKN, UTO HaMpaAMYyto
CBA3aHO C MPOLLECCOM IKCMOHNPOBAHUS POJNKOB,
npowegalwmx ot6op. MoMMMO BbICTaBKM B Mporpam-
My becTuBans BXOAUAN NEKLMN U3BECTHBIX An3aliHe-
poB v, Bnepsble B 2022 roay, COPOKaANATUMUNHYTHbIE
Typbl NO CaMbIM UHTEPECHBIM TOUYKAM 3KCMO3ML MK
B AMcTepgame, Pottepaame v YTpexte.

OHnaiH-BepCcuto 3Toro $pectTnBans BCE eLLé MOX-
HO BMPTyaslbHO MOCETUTb Ha UrPoBOK NaaTthopme
Roblox3.

®ectnBanb DEMO HeBO3MOXHO BOCMPUHUMATL
6e3 ero NoABMXHOW anfeHTUKN. AgeHTnka* de-
CTVBa/sA MOCTPOEHA Ha BapMaTMBHOM WpndTe,
dopMa KOTOPOro M3MeHAEeTCs B COOTBETCTBUM

3. https://www.roblox.com/games/10692093600/DEMOVERSE
[SnekTpoHHbIN pecypc] (aaTa obpaiieHns 20.02.2023).

4.  https://studiodumbar.com/work/demo

[3nekTpoHHbIV pecypc] (aaTa obpaleHns 01.02.2023).
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¢ pa3spaboTtaHHbIM anroputmoM. Lpudt pabotaet
KaK MHTepakTMBHasA NogBuXHasa cucteMa. Kaxgoe
CNoBO, B TOM uucae norotun ¢ectmeana DEMO,
BCerAa ocTtaeTca YMTaeMblM HECMOTPA Ha TO, YTO
HaxoAWTCA B MOABUXHOM COCTOSIHUW, Ha Cneum-
aNbHO CNPOeKTUpPOBaHHOM Beb-caliTe dpecTmBans,
Ntobo Xenarwmn MoXxeT ¢ MOMOLLbHO KYpPCO-
pa NpUBECTN NIOTOTMN B ABUXEHME N U3MEHSATb
ero B t060M HanpasaeHun (puc. 4). B couetaHum
C APKOW LLBETOBOM NAJNTPOA — OPaHXXEBON U Ap-
KO-3e/NEéHOM — aleHTMKa 3anOMMHAeTCs C nep-
BOro B3r/s4a.

PaccmoTpum HekoTopble paboTbl y4acTHUKOB
¢dectmBana 2019 roga.

Ponnk «Spot Real Fake News» (puc. 5) («Onpe-
Aenn no-HacTosawemy danblumBble HOBOCTU») OT
ctyaum Thonic (HuaepnaHgbl). B pabote octpoym-
HO OObIrpblBaeTCsA ABOMCTBEHHOCTb 3HAUYEHUS C/IO-
Ba «Spot» (C aHMNNCKOro 0A4HOBPEMEHHO — CyL,.
NATHO W rnaron onpeaennts). Ha skpaHe ABUXY-
WMecs UBeTHble NATHa MEHART cnoBo «Real» (aHra.
peanbHbI) Ha «Fake» (aHra. panbwmebil). MpocTas,
ybeantenbHas KomMnosuumsa B Tunorpaduke un sp-
Kue LiBeTa BbIrOAHO paboTatoT C XKMBOW, XaOTUYHOMN
aHMMaLMeN NATeH.

«Promenade» (puc. 6) («[MpomeHas»), An3an-
Hep Samuel Bloch. ABTop npurnawaet 3putens
COBepWwunTb NpoMeHas Braybb croppeannctunye-
CKOro MpOCTpaHCTBa CBOeW paboTbl. Ha akpaHe,
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Unn. 11. Budeo «Whose. Agency 04», dusaliHep Anja Kaiser

€ nomoLbro TexHukn 3D-rpaduvkn, co3paértca Bup-
TyanbHOE NPOCTPAHCTBO, HAaMOJAHEHHOE CTpaH-
HbIMW abCTPaKTHbIMU PACTEHUAMU N OB BEMHOM
TMnorpadunkon, BUpTyasbHas KamMmepa, a BMecTe
C Hel 1 CMOTPALLMIA ABUraeTCa BHYTPU 3TOrO Npo-
CcTpaHcTBa. AKTyasibHas CTUAMUCTMKA «MJOXOrO»
AN TEXHUYECKOTO peHaepa NpUAaeT KapTuUHKe
eweé 6onbliee oLWyLLeHNe NCKYCCTBEHHOCTU NPO-
NCXOASLLErO.

«Napoli» (puc. 7) (<Heanonb»), gnzanHep Aljoscha
Hohborn. MpocTas, avHenHas rpaduvka B pabote
KOMMEHCUPYETCS CHOXETOM aHUMaLnK, OTAeNb-
Hble 06beKTbI, COCTaBAAOLLME «HAaTFHOPMOPT» BO-
Kpyr TMnorpaduyeckon KOMNO3nLUN, HaNOAHEHbI
ABUXKeHMEeM. Ans KaXAoro afnemMeHTa HaTkopMop-
Ta NpesycMOTpeHa KOpPOTKas aHMMaLma cO CBOMM
MPOCTbIM CHOXXETOM, BMECTE OHW CO3at0T CIOXKHYHO
CTPYKTYPY ABUXEHUS Ha 3KpaHe.

«Poetry of the Eye: | (a)» (puc. 8) («Mo33us Na-
3a: | (a)»), anzanHep Fionn Breen. Tunorpaduyeckas
Wwapaga, pa3sbirpbiBaemas AuM3anHepomM, JONONHAET-
€A MPOCTbIM JBUMXEHNEM, KOTOPOE BOMPEKN 0XMAa-
HWAM genaeT KOMMO3ULMIO Ha 3KpaHEe MHTepeCcHON
B KaXX0M Kajpe poauka. /13 nepBoHauanbHOro Ha-
6opa bykB Ha3zBaHus Poetry of the Eye: | (a) nocpes-
CTBOM BEPTMKaNbHOIO ABMXEHMA B KaXAOM Kaape
posivka cobupatoTcsa pasHble C0Ba.

«Scroll» (puc. 9) («Ckponn», nepemMoTka), An3am-
Hep Gabriel Karasek. SxcnepumeHTanbHas pabota



WUnn. 12. Budeo «Buster Keaton 1» («bacmep KumoH»), du3atiHep Loic Altaber

An3aiHepa nokasblBaeT NPUHLMMN PaboTbl pa3HbIX
ckponnos. CobpaHHble Ha O4HOM 3KpaHe, OHU, Ha-
XOASCb B XaOTUYHOM JBUXXEHWUW APYTr OTHOCUTENBHO
Apyra, CoO34ar0T NHTEPECHYIO TEMMOPUTMUYECKYHO
urpy.

«Time» (puc. 10) («Bpems»), ansariHep Jonas
Zieher. Ha a3kpaHe av3aliHep pacronaraeT HeCKosb-
KO LUeCTepEHOK pa3HbiX LLBETOB, C Pa3HbIMWN MOA-
nncAMK (CEKYHAA, MUHYTa, Yac, ileHb U TaK Janee).
Kaxxgas n3 lwecTepéH MMeeT pasHbIi LiBET, pa3mep
“ ABUraeTca C pa3HOW CKOPOCTbHO B 3aBMCUMOCTH
OT NoANUCK (CeKkyHAa camas bbicTpas, rog — camas
MeaseHHas). Taknum obpa3om AnsaliHep, 4OCTaTou-
HO BykBanbHO, Nepesaét metadopy HbICTPOTEUHO-
CTV BPEMEHM.

«Plastic Should Only Exist as a Render»
(pnc. 11) («MnacTMk foAXKeH CyLecTBOBaTb TONbKO
Ha peHaepe»), ansanHep Connor Campbell. Ha3ga-
HWe 3TOro posivka roBOPUT CaMo 3a cebs, An3aliHep
npwv3blBaeT 3puTens obpatnTb BHUMaHWE Ha 3KOO0-
rMuyeckyto npobaemy 3arpsisHeHss MMPOBOrO OKea-
Ha NJ1acTUKOM Yepes KpacuBblin peHaep. Ha akpaHe
pa3BeBaroTCAa NPO3paydHble (MNacTUKOBbIe) TPEXMep-
Hble SIeHTbl C Tunorpadukoi. MNaaBHoe ABUXKEHWE
3TUX JIEHT HaMOMMWHAaET ABUXXEHWNE NNacT1Ka B BOAE,
a Tunorpaduka npu3biBaeT 06paTUTb BHUMaHWE Ha
akonormnyeckyto katactpody XXI Beka.

«Whose. Agency 04» (puc. 12), an3aliHep Anja
Kaiser. Ponunk sBasieTcs yacTbho peksiaMHOM Kamna-

HWW areHTCTBa NO NPUBJEYEHNIO HOBbIX COTPYAHM-
koB. CnoxxHasa Tunorpadumyeckas KOMNo3mumsa Ha
3KpaHe BCerga HaxoauTcs B ABUXKEHWW. B faHHOM
npumMepe 60/bLLIOE KONYECTBO pa3HOKerebHo-
ro wpudTa U aHMMaLMM BHYTPU 3KpaHa He Mella-
€T CYMTbIBAHWUIO OCHOBHOM MHpOpMaLMK (0 Haillme
HOBbIX COTPYAHMKOBY), Tak Kak OAWH TeKCTOBbIN 610K
BCErfa OCTaéTCs HEMOABUXKHbIM.

«Buster Keaton 1» (puc. 13) («bactep KntoHn»),
AunzanHep Loic Altaber. PaboTa siBasieTcsa yacTbto
AVMNIOMHOTO NpoekTa An3aiHepa U NocBALLeHa
3HaMeHUTOMY aKTépy un kackagepy bactepy Ku-
TOHy. [lBuXeHne reomeTpmueckmx Gopm Ha akpa-
He JOMONHAOT BCTaBAEHHble B HUX GparMeHThI
¢dunbmoB KUTOHa, rae oH coBeplLuaeT CBOU akpo-
b6aTnueckme TprokU. Taknum ob6pas3omM ABOMHOE,
npakTU4YecKn CUHXPOHU3NPOBAHHOE ABUXXEHUE
aKkTépa 1 reoMeTpumn B COBOKYMHOCTM C NMpaKTuye-
CKM CTaTMYHOM TUNOrpaduKol Ha 3KpaHe CO34aéT
WNHTEPECHYI0 AMHaMUKY, He 3aTPYyAHAA BOCMPUS-
TUS 3pUTENEM TeKCTa.

PaccmatpuBas paboTbl, oTobpaHHbIe hecTuBanem,
MOXHO OTMETUTb, YTO OHM OTBEYAKOT BCEM KpUTe-
puaM Lmdposoro niakata. Takum obpasom, DEMO
design in motion festival sBnseTca He ToabKO Kpyn-
HeMLWNM B MUpPE BbICTABOYHbIM NPOCTPAHCTBOM A1
aKTyasbHOM MOYLUH-TpadurKK, HO 1 NepBbIM HecTun-
BaseM LMbpOBOro naakara.
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NCTOYHUKN

«Reflecting on a bold year for motion design with DEMO  festival-round-up-graphic-design-animation-161222 (gata
festival» Lucy Bourton on It's Nice That [91ekTpoHHbIZ pe-  obpalueHunsa 25.02.2023).
cypc].— URL: https://www.itsnicethat.com/features/demo-
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DESIGN IN BOOKS FOR NEWBORNS

Summary: In the 21st century, the market for chil-
dren’s illustrated books is rich in genres, design, and
inclusion of interactive content. Depending on the con-
textual and illustrative content, products are labelled
taking into account the division into age categories,
the features of which are spelled out in the Federal
Law No. 436-FZ of December 29, 2010 "On protecting
children from information harmful to their health and
development”. Belonging to a particular group is de-
termined by the special needs that exist at each age
and which are directly reflected in illustrations, textu-
al material and plot. For example, books for preschool
children up to and including 6 years of age are labelled
0+. To understand the design features of this category,
it is necessary to study the needs and abilities of the
group, as books must be adapted to the needs of their
audience. Age can be understood as an absolute and
quantitative concept, as well as stages in the process-
es of physiological and psychological development. In
the history of child psychology, there are several var-
iations of age periodization: according to an external
criterion (R.Zazzo), an internal criterion (P. Blonsky)
and complex age criteria (L. Vygotsky, D. Elkonin, V. Slo-
bodchikov and others). A book is a symbiosis of tex-
tual and illustrative material, and interaction with it,
especially in the early stages of development, involves
(“switches on”) all sensory systems and affects mental
development. Therefore, the periodization of Vygotsky

formed the basis for the study of design in children’s
interactive books.

In Vygotsky's works, it is worth noting that the cate-
gory 0+ includes several age periods: the neonatal crisis
(0—2 months), the stable period of infancy (2 months — 1
year), the crisis of the first year of life, stable early child-
hood (1-3 years), crisis of three years, stable preschool
age (3 years — 6 years). After birth, a child begins a con-
sistent, literally weekly, development of physiological and
psychological functions, in parallel with this, his or her
needs and interests are lined up. For this reason, it was
decided to study the characteristics of each of the groups
and the consistency of the design in classic books and
books with the inclusion of interactive content for chil-
dren under 6 years old. The article considers the period
of infancy up to 1 year.

At a very early age, babies are not yet able to un-
derstand the plot or recognize objects in the illustra-
tions, name them. However, it is at this time that the
base of the passive vocabulary is formed, the first ac-
quaintance with the outside world and the work of mir-
ror neurons begins, and all of the above is based on
emotional experience, which the child receives from
the environment. The design of children’s books for
newborns is based on physiological features: the be-
ginning of the development of fine motor skills, skills
in handling objects; black and white perception of re-
ality; later — addition of red, green, blue and yellow
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colours; realism of images to build a recognizable pic-
ture of the world, the minimum amount of a text mes-
sage adapted to the understanding and development
of basic speech (abbreviations in the form of onomat-
opoeia for the names of objects); safe materials for
self-interaction.

Depending on the reader category of users, books
for children are divided into four groups, which is
associated with the peculiarities of periodization —
the physiological level of development of the organs
of vision and accepted hygiene standards:

« the first group: publications for children of
preschool age up to 6 years inclusive;

«  the second group: publications for children
of primary school age from 7 to 10 years old inclusive;

e  the third group: publications for children
of secondary school age from 11 to 14 years old
inclusive;

«  the fourth group: publications for children
of senior school age (teenagers) from 15 to 17 years
old inclusive [3].

To identify specific design, colour, text and
form-building solutions in children’s books, it is
necessary to understand the needs of each of the
groups represented in the Interstate Standard.

In the article, we will consider the first category
of users — books for children under 6 years of age,
which, in accordance with the Federal Law No. 436-FZ
of December 29, 2010 “On protecting children from
information harmful to their health and develop-
ment”, are marked with a 0+ sign. Such age marking
is given to “any information product that contains
information which does not harm the health and
(or) development of children (including informa-
tion products that include, justified by their gen-
re and (or) plot, episodic non-naturalistic images
or description of physical and (or) mental violence
(with the exception of sexual violence), subject to
the triumph of good over evil and the expression
of compassion for the victim of violence and (or)
condemnation of violence)” [6].

A book is a companion of a person from his or
her earliest childhood, satisfies his or her cognitive,
educational, psychophysical, psychophysiological and
socio-psychological needs; for this reason, age-re-
lated needs must be taken into account. Referring
to Vygotsky's periodization, childhood until 6 years
of age can be divided into the following groups:

« infancy up to 1 year;

- earlier childhood from 1 year to 3 years;

«  preschool childhood from 3 to 6 years.
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Thus, a book for newborns is aimed at a child’s first
acquaintance with the world around, the development
of the sensory system, fine motor skills, and primary so-
cialisation with close adults.

Keywords: books, books for newborns, interactive books,
books for preschool children.

From a physiological point of view, being born
into the world, a child finds him or herself in alien
and hostile conditions for him or her, to which he
or she is helped to adapt by conditioned reflexes
that appear by the end of the first month of life. The
sensations of a small child are in direct connection
with emotions; Vygotsky defined this as “sensory-
emotional states or emotionally emphasised states
of sensation” [2]. A child does not identify him or
herself separately from the environment. D. W. Winn-
icott writes: “from a child’s point of view, there is
nothing in the world but himself” [1]. During this
period, a child’s feelings and emotions are the un-
identified “I". Cognitive development is associated
with obtaining emotional diversity, which contrib-
utes to the complex formation of perception. A book
is the best suited item for the role of the first guide
to the adult world, as it can show and tell what, due
to development, is not yet available for independ-
ent knowledge (objects of the environment, animal
species, actions — first steps / words).

Reading at the age of less than a year is impos-
sible due to the peculiarities of psychophysiologi-
cal development; however, books of this period are
significant for:

e a passive vocabulary formation: in the first
six years of life, a person learns a large amount of
information and acquires a huge amount of skills;
the reason for this is the peculiarity of the work of
children’s psyche during this age period, which is
called the period of an "absorbing mind” [4]. Like a
sponge, the brain absorbs any information coming
from outside, which will be stored in the subcon-
scious until the moment a child is “ready” to use
it. It is in the first three years that the formation of
the main vocabulary takes place. Thus, reading to
young children is not only useful but also extreme-
ly necessary.

«  development of concentration of attention:
visual concentration develops in infancy; by 3 months,
fixing the gaze on one object can reach up to 7-8
minutes and a child is already beginning to follow
moving objects. With age, the time of concentra-
tion of attention increases; positive emotional ex-
perience from reading by parents and looking at



pictures already in infancy can form an interest in
accessing printed publications and projecting ac-
tivities onto other objects in adulthood;

«  primary socialisation: the process of read-
ing in the newborn and infant period is, first of all,
interaction with parents, significant adults, who, in
the future, the child will diligently imitate, wanting
to become part of the environment, “a person of
his time and place” [4];

e acquisition of comprehensive knowledge
about the surrounding world.

According to Vygotsky, the transitional period
between infancy and early childhood is the crisis of
the 1st year —a surge in the child’s independence,
associated with the desire to perform actions with-
out the help of parents. The need to communicate
with adults is central during this period.

The design of books for newborns is aimed at
children’s first acquaintance with printed publications
and, due to the peculiarities of the development of
the psyche and physiology discussed earlier, it can
be a classic understanding of the book — a printed
edition with text and illustrative material that will
be read by parents to the child, books adapted to
features of this age, for self-study in the presence
of adults. For the development of visual concentra-
tion, sensory system, fine motor skills, and the for-
mation of vocabulary, the following categories of
books can be distinguished:

*  books with short and rhythmic poems. The
occurrence of auditory and visual concentration,
which manifests at 2-3 weeks — freezing at a loud
third-party sound or holding one's gaze on a bright
object, are important events of the neonatal peri-
od. A change in intonation while reading poetry will
attract the child’s attention; meanwhile, the plot is
aimed at shaping the image of the environment,
getting to know household items, the child’s cur-
rent activities — waking up, falling asleep, first ac-
tions — steps, etc. (Orlova A. Yablochki-pyatki. Stikhi
dlya samykh malen’kikh. Detskoye Vremya Printing
House; Pchelintseva M. Kolybel'nyye. Russkiye nar-
odnyye kolybel'nyye. Volchok Printing House);

«  textbooks for children — books for expand-
ing the child’s passive vocabulary, include the names
of objects surrounding the child — toys, clothes,
furniture, household appliances; pictures with do-
mestic and wild animals, birds, actions. For the
same purposes, there are cards with illustrative
material that can be shown according to the Do-
man principle;

«  chatter books. Speaking about speech de-
velopment, it is worth noting that by the end of the
first year of life, a child understands 10-20 words
spoken by adults, and he or she can say 1-2 words; a
child tries to repeat all the other words with sounds,
imitating parental speech. A chatter book is a game
guide aimed at starting speech; it contains poems
with elements of onomatopoeia. Recommended age
is from 6 months (Knizhki-boltushki dlya zapuska re-
chi, the books-cubes series);

«  toy books. At 4 months, hand movements
are aimed at feeling objects; at 5-6 months, a child
learns to grab objects: this process is a combination
of motor and visual activity; J. Piaget called such re-
petitive movements “circular reactions” [5]. The pri-
mary circular reaction is associated with the fact that
a child has a new form of activity that goes beyond
the limits of innate reflexes, associated with the ac-
quired accessibility of interaction with an external
object. After 7 months, a child begins to develop
“corresponding” actions — opens and closes lids,
puts small objects in large ones. After 10 months,
functional actions are formed, allowing to handle ob-
jects and use them correctly; mirror neurons, which
are responsible for imitating the actions seen, be-
gin to work actively. Accordingly, when a child sees
how a close adult handles a book, he or she adopts
the process and then repeats it. However, at an early
age, the development of fine motor skills does not
allow one to accurately copy actions, and a large
book with thin pages, convenient for an adult, will
not suit a baby. For children under one year old,
there are donut books made from environmental-
ly friendly EVA foam, in combination with rattles or
without them (Pikuleva N. V. Avtomobil (EVA), AST
Printing House), textile books (Mechta by Sebra Print-
ing House) and rustling books (Moi pervie slova pub-
lished by Kroshka Ya), rattle books (Lesnie jivotnie
published by Bukva Land).

In books for children under 6 years of age, illus-
trations occupy a special place since a child does
not yet know how to read on his or her own, and
the visual accompaniment of the text helps to find
out how what adults are talking about “looks like".
It is worth referring to the features of colour per-
ception: at birth, the perception of the environment
is black and white; at 4-6 weeks of life, colour vi-
sion begins to develop —first a child perceives red,
then green; at 3—4 months, a child begins to distin-
guish between blue and yellow colours. Already at 4
months, children do not just see everything around
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but look and observe, react to actions, move or try
to imitate what they see, give an auditory reaction
to what is happening — squeal. The skill is devel-
oped to distinguish objects by complexity and colour,
contrast, shape, the ability to highlight the contour
and other elements. It is believed that a baby cre-
ates generalised images of objects, without divid-
ing the picture of the world around him or her into
colour spots, lines and disparate elements.

Thus, the most understandable books for a child
up to a year are:

«  books with black and white illustrations up to
4 weeks (Chernyy i belyy toy book from Valiant Kids);

. books with contrasting illustrations includ-
ing red, green, blue and yellow from 4 weeks — the
eyes begin to see colour (Razvivayem zreniye s rozh-
deniya do 1 goda, Robins Printing House);

+  books with a minimised number of objects
on the page, simple images — the simpler the im-
age, the more recognizable it is; the fewer objects
are in intersection with each other, the more acces-
sible they are for understanding;

. books with a realistic display of objects —
abstract thinking and fantasy in children begin to
develop later, the task of the age of up to three
years is to form a picture of the world around. The
contradiction between the illustrative material in
books and the reality around can cause internal
contradictions (Educational cards — Doman's pic-
tures from KoroBoom);

+  books with the absence of textual content —
the process of reading at this age is nothing more
than the communication of close adults with a child,
which is a process not only of acquiring passive ba-
sic knowledge for the time being but also of pri-
mary socialisation;

+  book format: a classical book, a folding book,
a book-accordion, a book-ribbon.

Currently, the market has a wide range of print-
ed publications with interactive solutions marked
with the 0+ sign. However, not all visual and de-
sign diversity will be safe to use and accessible to
the understanding of a baby. In this article, the term
“interactive solutions” means design solutions that
differ from the classical understanding of the book,
including the use of non-standard materials and the
expansion of the interaction functionality. The fol-
lowing formats can be distinguished:

« textile books — their pages are made of
cotton combined with polyester; they can be pre-
sented in the format of a classic book, books — rib-
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bons, an accordion and a folding one (Sem morei
from Sebra);

«  bathing books — harmonica bathing books
are intended for use during bathing; they acquire col-
our when water gets on them (Knigi dlya kupaniya.
Raskraska by MOSAICA kids);

e arustling book, a fluffy book — they are
made of polymeric materials (Myagkaya knizhka
igrushka shurshalka dlya malyshey taktilnaya from
ShopTour);

«  books with rattles and teethers — most often
a book is tactile and made of textile or polymer ma-
terials; it includes ropes, rattles and teethers that are
attached to the spine of the book or located along
its pages (Razvivayushchaya knizhka-igrushka dlya
malyshey s prorezyvatelem from Giraffika);

. books with the inclusion of tactile inserts —
felt inserts of various shapes as an addition to the
cardboard pages (Orlova A. Poglad’ i obvedi. Pryg-
skok, vverkh-vniz, Labyrinth Printing House).

Also, there are stamping books and tumblers:
in some cases, publishers prescribe recommen-
dations for the use of products with the existing
0+ marking; for these products, when analysing
the market, the recommended age is 1+. Thus,
there is no unequivocal opinion on how books
of complex non-standard form are suitable for
newborns.

The price of books on the market is a com-
bination of a number of factors: materials and a
format, the year of release, publication, an on-
line platform or a store; the children’s segment
is no exception. To analyse the price of children’s
books for newborns with the interactive solutions
described above, the Labyrinth online store was
chosen — it presents the most complete selec-
tion of books of the category we are interested
in; publications were taken that were printed no
later than 2018 inclusive, produced by the Laby-
rinth publishing house, with a number of pages
of at least 10. The book Trezor by S. Mikhalkov,
published in 2022, consisting of 20 offset pag-
es, was chosen as the classic printed edition with
text content — poems — and full-fledged colour
illustrations. Its price is 356 rubles without a pro-
motion. The inclusion of interactive solutions in-
crease the price:

. books with a teether and / (or) with a rattle
vary depending on the number of pages and their
material, the size of the rattle, and its features. For
comparison, a book was taken with 20 cardboard pag-



es from the Tumbler Rattles series, artist K. Pavlova,
Labyrinth Printing House; 826 rubles in 2018;

+  apublication from the Dumpy Books series,
combining pvc pages and environmentally friend-
ly and soft material EVA with poems by A. Barto —
Igrushki, consisting of 12 pages, Labyrinth Printing
House; 1172 rubles in 2018;

e abook from the Playing in the Water se-
ries by B. Hartmut, Moya volshebnaya kupalochka of
8 pages, Labyrinth Printing House; 784 rubles in 2019;

*  Poglad’ i obvedi. Pryg-skok, vverkh-vniz
by A.Orlova — 10 pages of cardboard with black
and white illustrations and felt inserts, Labyrinth
Printing House; 928 rubles in 2019.

Based on the data obtained, it can be concluded
that the cost of books for newborns with interac-
tive solutions exceeds the price of a classic printed
book by almost two times, which reduces its avail-
ability to the consumer.

It follows from the foregoing that interactive
books for newborns should: correspond to phys-
iological and psychological characteristics — take
into account the development of the visual appa-
ratus and fine motor skills, be based on the sys-
tem of perception and understanding, and satisfy
the educational and research needs of a child. A
book for this age is not only a source of informa-
tion about the world but also a toy, given the de-
velopment periods of a newborn. It is worth taking
into account the possibility of using it for other
purposes — due to the lack of experience in in-
teracting with an object, a child can taste it, swing
it, throw it. In order to avoid life-threatening situ-
ations, publications for the age of up to one year
should be made of dense — with increased page
thickness — soft, environmentally friendly materi-
als, with soft, not sharp corners; and all interactive
elements should be enlarged.
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NN3ANH-PELLEHNSA B KHUTAX
A1 HOBOPOXAEHHbIX

AHHOmayus: PbIHOK AeTCKOW UANOCTPUPOBAHHOWN
KHWIM B 21-M Beke 6oraT XXaHpamu, An3aiH-peLleHnsMu,
BKJFOUEHWEM MHTEPaKTUBHOIO KOHTEHTa. B 3aBMcMMOCTM
OT KOHTEKCTYyabHOMo 1 MANOCTPATUBHOIO HanoJHeHNA
N3aHNA MapKUPYOT NPOAYKLNIO C Y4ETOM pa3geneHuns
Ha BO3pacTHble KaTeropuu, 0coObeHHOCTN KOTOPbIX MPO-
nucaHbl B PegepanbHoM 3akoHe N2 436-93 ot 29.12.2010
«O 3awuTe geten oT UHGOPMaLMKW, NMPUUNHAIOLLEN BPeZ,
WX 340POBbIO N Pa3BUTUIO». MPUHAANEXHOCTb K TON UK
WHOW rpynmne onpegensetcs ocobbiMu NOTPEOHOCTAM, Cy-
LLLeCTBYHOLLMMM B KaXAOM BO3pacTe 1 MMELWMMN Nps-
MOe OTpaXKeHWe B ANIOCTPaLMAX, TEKCTOBOM MaTepuane
n croxxete. Hanpumep, KHWUMM A geTein AOWKOABHOTO
BO3pacTa, 4O 6 neT BKAHOUNTE/IbHO, MMET MapK1poB-
Ky 0+. 1ns noHMMaHWsA 0COBEHHOCTEN AM3aliHa AaHHOW
Kateropuu, Heob6XoANMMO N3yUnTb NOTPEBHOCTU U CNOo-
COBHOCTM rpynnbl, Tak Kak KHUTW AOJXHbI 6bITh aZanTum-
pOBaHbl MOA HYX/Abl CBOEN ayautopumn. Bospact MOXHO
NoHMMaTb Kak abcostoTHOe U KONYEeCTBEHHOE MOHSA-
TWe, TaK Xe Kak 3Tanbl NpoLeccoB GU3Noaornyecko-
ro U NCUXONOTMYECKOTo pa3BuTus. B nctopum getckon
MCUXOJIOTUU CyLLECTBYET HECKOJ/IbKO BapuaLuii BO3pacT-
HOM Mepuoam3aunu: No BHewHeMy kputeputo (P.3as-
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30), No BHyTpeHHemy (M. . BAOHCKMUIA) M KOMMAEKCHBIM
Bo3pacTHbIM kputepusam (J1. C. Beirotcknia, [. b. dabko-
HWH, B. 1. ChoboaumnkoB n ap.). KHura sBaseTcs cum-
61030M TEKCTOBOrO M MANOCTPATUBHOIO MaTepuana,
a B3aMMOZeNCTBME C Hell, 0COBEHHO Ha paHHUX CTagu-
X Pa3BUTWA, 3a,eNCTBYET («BK/IHOYAET») BCE CEHCOP-
Hble CUCTeMbl, OTpaXkaeTCA Ha NCUXUYECKOM Pa3BUTUN,
NMoO3TOMY B OCHOBY UCCNIeA0BaHUA AM3aliH-MPOEKTHbIX
peleHuni B JeTCKUX MHTEPAKTUBHbIX KHUrax ersia ne-
puoansauusa J1. C. Beirotckoro.

Crout otmeTuTb, Yto Kateropma 0+ B Tpyaax J1. C. BblI-
roTCKOro BKAtOUaeT B cebs HeCKO/IbKO BO3PACTHbIX Nepu-
OZI0B: KPU3MC HOBOPOXAEHHOCTU (0-2 Mec.), CTabubHbIN
nepwog MaageHyectsa (2 mec.— 1 roa), Kpusuc nepso-
ro rofia XusHu, ctabunbHoe paHHee aeTcTBo (1-3 roza),
KpU3NC TPEX N1eT, CTabuibHbIN JOLKO/bHbIV BO3pacT
(3 roga — 6 ner). Nocne poxaeHna y pebéHka HaumHa-
eTcA nocnegosaTesnbHoe, 6ykBanbHO MOHeAeNbHOe, pas-
BUTME GU3NONOTUYECKMX U MCUXONOTNYECKUX GYHKLNNA,
napaJiesbHO 3TOMY BbICTPanBatoTCA ero notpebHocTn
W MHTepecsl. M0 3TOM NpUUYMNHE BbINO MPUHATO peLLeHne
U3y4nTb OCOBEHHOCTU KaXkoW U3 Fpynm U COOTBETCTBUE
AMW3aiiHa NPOEKTHbIX PeLeHNn B KNaccuyeckmx KHUrax



W KHUTax C BKIHOUYEHUEM WUHTEPaKTUBHOIO KOHTEHTa ANs
AeTelt fo 6 neT, B JaHHOW CTaTbe PacCCMOTPEH Nepuog,
MnageHuectsa 4o 1 roga.

B camoM paHHeM Bo3pacTe Mabilly eLlé He Crnocob-
Hbl MOHMMATb CHOXET WAW y3HaBaTb O6BEKTbI Ha UIHO-
CTpaumsx, HasbiBaTb UX, OA4HAKO UMEHHO B 3TO BpeMms
NPOUCXOANT GopMUpOBaHMe Hasbl MacCMBHOIO C0OBap-
HOro 3anaca, NepBoe 3HaKOMCTBO C OKPY>KatoLWmM Mu-
POM, HauvHaeTcs paboTa 3epKabHbiX HEWPOHOB, N BCE
BbILLIENEPEYNCIEHHOE OCHOBBIBAETCS HA AMOLIMOHANBHOM
OnbITe, KOTOPbIV PEHEHOK MOAYYAET U3 OKPYXKeHUs. -
3aliH AETCKUX KHUT 4151 HOBOPOXAEHHbIX CTPOUTCSA Ha G-
3M0I0rMUYECKUX OCOBEHHOCTAX: HaUYano PasBUTUS MENKOW
MOTOPUKM, HaBbIKOB 0BpaLLeHUs ¢ NpeiMeTaMu; YEPHO-
6enoe BoCNpusTMe AeNCTBUTENBHOCTY, MO3AHEE, MOAKIIO-

B 3aBMCMMOCTM OT UMTaTENbCKOW KaTeropun noJb-
30BaTesiel KHUMM A5 AeTei pasjeneHbl Ha YeTbipe
rpymnnbl, YTO CBA3aHO C 0COBEHHOCTAMU Nepuoamn3a-
un — G13MOoN0OrMYecKMM YPOBHEM Pa3BUTUA OP-
raHOB 3PEHMA U MPUHATBIX HOPM TUTUEHDI:

. nepBas rpynna — n3gaHus Ans geTei f0-
LWKOJNLHOrO BO3pacTa A0 6 JIeT BKAKOYMNTENBHO;

. BTOpas rpynna — usgaHus Ans getein mnag-
Lero wKoabHoro so3spacta ot 7 go 10 net BkatO-
YNTENBbHO;

e TpeTbs rpynna — u3gaHus Ans aeTen cpes-
Hero wkoabHoro Bospacta ot 11 go 14 net BkAtO-
YNTENBbHO;

. yeTBEpTas rpynna — u3gaHus ans aeTein
CTapliero LKO/bHOro Bo3pacTa (MogpocTKoB) OT
15 no 17 net BkAroUMUTENBHO [3].

Ana BbigeneHus cneuynduueckmnx amnsamnH-
MPOEKTHbIX, LIBETOBbIX, TEKCTOBbIX 1 popMoobpa-
3YHOLMUX peLleHmnii B eTCKUX KHMUTax HeobxoAnmo
MOHATb NOTPEBHOCTU KaXKAOM U3 rpynn, NpeAcTaB-
NleHHoW B MexrocyAapCcTBEHHOM CTaHAapTe.

B paHHOW cTaTbe paccMOTPUM NepBYHO KaTe-
roputo nosb3oBaTenelt — AeTn J0 6 NeT BKAKO-
YNTENbHO, KHUTU ANA KOTOPbIX B COOTBETCTBUMN
¢ ®epepanbHbiM 3akoHOM N2 436-03 o1 29.12.2010
«O 3awunTe feten oT MHGoOPMaLMK, MPUUNHAD-
WeW Bpes X 340POBbIO M Pa3BUTUIO», MapKUPY-
toTca 3Hakom 0+. Takyro BO3PacTHYO MapKUpPOBKY
nosnydaet «nt0bas MHGopMaLLMOHHAsA NPOAYK-
LA, KoTopaa cogepxuT B cebe nHbopmauuto, He
NPUUYMHAIOLLYIO Bpeja 3/,0p0BblO U (MNK) pasBu-
TUIO aeTel (B TOM ymcne nHbopmaLmMoHHas npo-
AyKUMA, BKAOYaroLwas B ceba onpaBAaHHble eé
XXaHPOM M (UKN) CHOXETOM 3NnU3ognyeckme He-
HaTypaancTtuyeckme nsobpaxeHus mam onuca-
Hue du3nyeckoro u (Mam) NCUXNYECKOro Hacuama
(3@ ncknroYeHnem cekcyanbHOro Hacuausa) npu

YeHWe KPacHOro, 3e/1IEHOro, CMHEro U >XXENTOro LiBeTOB;
peanncTUYHOCTL 06Pa30oB A1 NOCTPOEHUA Y3HABAaEMOM
KapTUHbI MUPa, MUHUMa/IbHOE KOJANYECTBO TEKCTOBOTO
coobLLeHWs, ajanTMPOBaHHOMO NOA MOHUMaHWe 1 pas-
BUTUe 6a30BOI peun (CNoBa-coKpaLLeHNs B BUAE 3BYKO-
NnoZpakaHus A1 HaMeHOBaHUsA NPeAMETOB U O6HEKTOB);
6e3onacHble MaTepuanbl 418 CAMOCTOATENIbLHOTO B3au-
MOZENCTBMA.

Taknum 06pa3om, KHUra 411 HOBOPOXKAEHHbIX Hamnpas-
JleHa Ha nepBOe 3HAaKOMCTBO pebEéHKa C MUPOM BOKPYT,
pasBuUTME CEHCOPHON CUCTEMBI, MENKON MOTOPMKM, Ha
NepBUYHYIO COLMANN3aLMIO C 6AU3KUMMU B3POC/bIMU.

Knrodessle c108a: kHU2U, KHU2U 0/151 HOBOPOXKOEHHbIX,
UHMepakmusHele KHu2u, kHueu 0151 demeli OOWKOIbHO-
20 8o3pacma.

yCcnoBuu TopxectBa gobpa Haj 310M 1 Bbipa-
XXEHWA coCcTpajaHnsa K XXepTBe Hacuaua n (Mawm)
OCYXAeHna Hacmauna)» [6].

KHura aBndeTcsa CNyTHMKOM 4enoBeka C €ro
CaMoOro paHHero AeTcTBa, yAOBJeTBOpPAET ero
no3HaBaTesibHble, o6pa3oBaTesibHble, NCMXodu-
3nyeckme, ncnxodpursmonornyeckme n coumanbHo-
NcMxoaornyeckne NoTpebHOCTY, NO 3TON NpUYUMHE
[OJIKHA yunTbIBaTb BO3pacTHble noTpebHocTn. O6-
pallasck K oTeyecTBeHHOM nepuogmsaumm J1. C. Bbi-
rOTCKOro, AeTCTBO A0 6 JieT MOXHO pa3genTb Ha
cnegyroume rpynnbi:

. MaajaeHuecTBo A0 1 roaa;

. paHHee aeTcTBO OT 1 roga Ao 3 neT;

. JAOLLKOJIbHOE AEeTCTBO OT 3 A0 6 neT.

C dU13MONOrNUYECKON TOUKN 3PEHUA, POXKAAACH
Ha cBeT peb&HOK NnonagaeT B Uyx/jble U Bpaxaeob-
Hble AN HEro ycaoBuUA, NPUCNocobunTbCa K KO-
TOPbIM €MY MOMOTatOT YCAOBHble pedneKchl,
NoABAAKOLWMECA K KOHLYY MEepBOro Mecsua >XXus-
HU. OWwyLweHns ManeHbkoro pebeéHka HaxoaAT-
Csl B NpsIMON ¢Bs3n € amouumamu, J1. C. BbIrotckui
onpeAenns 370 Kak «4yBCTBEHHO-3MOLIMOHA/IbHbIE
COCTOAHMUSA UM IMOLMOHANbHO NOAUYEPKHYTbIE
COCTOAHUSA oWyl eHna» [2]. Pe6EHOK He NAEHTU-
buumnpyet cebs oTaenbHO oT cpeabl, [. B. BUHHU-
KOTT nuweT: «C Touku 3peHunsa pebéHka, Ha cBeTe
HeT HM4yero, Kpome Hero camoro» [1]. HenpeH-
TUOMLUMPOBAHHbBIM «f» B 3TOT Nepuog ABAAIOT-
Cs YyBCTBa M aMouMK pebéHka. [o3HaBaTenbHOE
pa3BUTME CBA3aHO C MOJYyYEHMEM 3MOLMOHAab-
HOro pasHoobpasus, KOTopoe CnocobCTBYET KOM-
naeKkcHoMy popmumpoBaHuto Bocnpuatna. KHura
KaK He/lb3a Jy4lle NoAXOAUT Ha POJib MEpPBOro
NPOBOAHMKA BO B3POC/bIA MUP, TaK Kak MOXeT
nokasaTb M pacckasaTtb TO, YTO MO NPUYNHE pa3-
BUTUA NOKa HEJOCTYMHO 418 CAaMOCTOATENbHOTO
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MO3HaHWs (NpesMeTbl OKPYXXEHUS, BUAbI XXNBOT-
HbIX, 4eACTBUA — MepBble Warn/cnoea).

YTeHne B BO3pacTe A0 roja fBASETCA HEBO3-
MOXXHbIM BBUAY OCOBEHHOCTEN NCUXOPU3INOAOTM-
YecKoro pasBuTUA, OAHAKO KHUMM AaHHOTO nepuoaa
3HaUUMbI ANs:

«  ¢dopMUpoBaHMSA MNacCMBHOTO CNOBapHO-
ro 3anaca: B NepBble LIeCTb JIeT XXM3HWN YenoBeK
y3HaéT bosboe KoAMYecTBo MHdopmMaLmm n ob-
peTaeT OrpOMHOE KOJNYECTBO HaBbIKOB, MPUUM-
Ha 3TOro — 0COBEHHOCTb PabOTbl NCUXNKK AeTei
B 3TOT BO3PACTHOM Nepunoa, KOTOpPbIN Ha3blBaeTCs
nepnoaomM «BnuTbiBatoLero (abcopbupytroLero)
pa3yma» [4]. Mo3r, kak rybka, BnuTbiBaeT t0byro
MOCTynatoLLyt0 U3BHe MHDOPMaLMo, KoTopas byaeTt
XPaHUTBCA B NOACO3HAHUW O MOMEHTA «FOTOBHO-
CTV» pebéHka eé ncnonb3osatb. IMEHHO B nepBble
TPW roga npomcxoamnt GopmMmMpoBaHME OCHOBHOIO
CNI0BapHOro 3anaca. Takum obpasom, YteHvne ma-
NIEHbKMM JEeTAM He TO/IbKO MOJIE3HO, HO 1 KpaliHe
HeobxoanMo;

*  Pa3BUTUS KOHLEHTPALUN BHUMAHWA: 3pUn-
Te/lbHOE COCpefoTOYeHe Pa3BMBaETCA B MAAJEH-
YeckoMm nepuoge, k 3 mecauam ukcauma B3raaga
Ha O4HOM O6BEKTE MOXET JOXOANUTb A0 7—8 MUHYT
N pebEHOK y>Ke HauMHaeT CNefmnTb 3a ABUXKYLLMMU-
ca npeametamu. C BO3pacToOM BpeMs KOHLLeHTpaLmm
BHMMaHWUA PacTéT, NOJAOXUTENbHbIA 3MOLMOHaNb-
HbIA OMbIT OT YTEHUSA POAUTENEN N pacCMaTPUBaHUA
KapTMHOK y>Xe B MiajeH4vecTBe MoxeT chbopmMmpo-
BaTb MHTepeC K 0bpaLLeHNIo K NeyaTHbIM U3aHu-
AM M MPOeKLMN AeATeNbHOCTUN Ha gpyrne obbeKTbl
BO B3POC/IOM BO3pacTe;

e MepBUYHON COLMANMU3aLMK: MPOLLECC UTEHMS
B HOBOPOXAEHHOM U MJIafleHYeCckoM nepunoge —
3TO NpexJe BCero B3anMoAenCcTBUE C PpOAUTENAMMU,
3HaUYMMbIMU B3POC/IbIMW, KOTOPBIM, B AaNbHENLLEM,
CTapatesnbHO ByzeT nogpaxaTtb peb&HoK, Xenas ctaTb
YaCTbO OKPY>KEHMS, «4e/IOBEKOM CBOErO BPEMEHMU
n mecta» [4];

*  MOJlyYeHMUs Pa3HOCTOPOHHMWX 3HaHWI 06
OoKpYy>KatoLLem mupe.

MepexoHbIM NEPUOAOM MEXAY MAaZEHYECTBOM
1 paHHuM getcteoM no J1. C. Beirotckomy asnsetca
Kpu3nc 1 roga — BCNAECK CAMOCTOATENbHOCTM pe-
6EHKa, CBA3aHHbIW C XXeNaHeM CoBepLUaThb AeMCTBUSA
6e3 nomowm pogutenei. LleHTpanbHbIM HOBOObpa-
30BaHMeM 3TOro nepuoga sBaseTca NoTpebHOCTb
B 06LEHNIN CO B3POC/BIMN.

AV3aiH KHUM AN HOBOPOXKAEHHbIX HanpaB/ieH
Ha nepBoOe 3HaKOMCTBO JeTel C NeyaTHbIMWU U3gja-
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HUAMM 1 U3-3a OCOBEHHOCTEN pPa3BUTUA NCUXU-
KN 1 GU3MONOrNM, PaCCMOTPEHHBIX paHee, MOXeT
npeacTaBaATb cOH6OM KNaccmyeckoe NoHMMaHue
KHWUTM — NeyaTHoe M3JaHne C TEKCTOBbIM U UANIO-
CTPaTUBHbIM MaTepuanom, kotopoe byseTt untatb-
CA poanTeNnsiMu pebEeHKy; KHUMK, ajanTupoBaHHbIe
nof 0CobeHHOCTM AaHHOro BO3pacTa, AN CaMOCTO-
ATENIbHOrO N3y4YeHUA B MPUCYTCTBMM B3pOCabIX. [ns
pPa3BUTUA 3PUTENBHOTNO COCPEAOTOUEHMA, CEHCOP-
HOW C1CTEeMbI, MENIKON MOTOPUKM 1 GOPMUPOBaHUS
C/I0BapHOro 3anaca MOXHO BbIAENNTb CleayroLine
KaTeropum KHUr:

*  KHWIMM C KOPOTKUMU U PUTMUYHBIMU CTUXOT-
BOPEeHUAMU. BaxkHbIMM cOBbITUAMUN Nepnoga HOBO-
POXAEHHOCTW ABASETCA BO3HUKHOBEHMWE CNYXOBOTO
1 3pUTEIBHOTO COCPEeAOTOYEH NS, MPOABAAIOLLEro-
€A Ha 2-3 Hejene,— 3aMMpaHna Npu rPOMKOM CTO-
POHHEM 3BYKE WY e 3aZiep>XMBaHWM B3rnsja Ha
Apkom npeamete. CMeHa MHTOHaLMW BO BpeMsa uTe-
HWA CTUXOB NPUBAEYET BHMMaHMe pebEHka, CroxeT
e HanpasieH Ha dopMupoBaHme obpasa okpya-
tOLLLEeW Ccpeabl, 3HAaKOMCTBO C NpeamMeTamMmmn obuxosaa,
aKTyaNbHbIMW 3aHATMAMMW pebéHkKa — NpocbinaHue,
3acbinaHuve, nepeble AencTBNA — warn n 1.4. (Op-
noBa A. «fA6104kn-naTkn. CTUXN ANS CaMbIX Ma-
NeHbkux», n3g. «[letckoe Bpema»; MuenmHuesa M.
«KonbibenbHble. Pycckne HapoaHble KO/blbenbHble»,
n3g. «<Bonuok»);

s y4yebHWKM ANs Manblen — KHWra Ans pac-
LWIMPEHMA NacCMBHOIO CI0BAapPHOro 3anaca pebéHka,
BKJrOYaeT B cebs HazBaHWe NpeAMETOB, OKpYXKato-
Wwmx pebéHka — nrpyLikm, ogexaa, mebenb, 6bITO-
Bas TEXHWKA; KAPTUHKM C XXMBOTHBIMW JOMAaLLHUMMU
Y AVKUMU, ITULAMK, AeACTBUAMU. [ns 3TUX XKe Lenen
CyLLECTBYIOT KAPTOUKM C UANKOCTPATUBHBIM MaTepu-
aNoM, KOTOpble MOXHO MOKa3biBaTb MO NPUHLN-
ny JlomaHa;

*  KHWXKu-6onTywkn. loBopsa o peveBom
pPa3BUTUM, CTOUT OTMETUTb, UTO K KOHLY NepBOro
roga xwm3Hu pebéHok noHumaet 10-20 cnos, npo-
N3HOCUMBbIX B3POCAbIMW, @ CaM MOXeT cka3aTb 1-2
CNI0Ba, BCE OCTa/IbHble C/IOBa MblTaeTCA NOBTOPUTL
3BYyKaMu, nogpaxas poanTenbckon peun. KHuxKm-
601TyLWKN — nrpoBoe nocobue, HanpaBieHHOE Ha
3anycK peyn, COAepP>XKUT CTUXOTBOPEHMSA C INeEMEHTA-
MW 3ByKOMoApaxaHus. PekomeHayemblin Bo3pacT ot
6 MecaueB («<KHMXXKN-BONTYLLIKN A8 3anycka peumn»,
cepua «<KHUXKN-KYBUKIM»);

*  KHWXKWU-UTPYLWKK. B 4 Mmecsaua ABUXKEHUS
PyK HanpaBJ/ieHbl Ha OLWyNbliBaHNA NPeAMeTOB, Ha
5-6 mecsue pebEHOK yunTCa xBaTaTb NpeaMeThl:



AaHHbIM Npouecc — co4veTaHue ABUraTeNbHOM
N 3pUTENBHON aKTUBHOCTU, BO 2-M MONYTOAUN
pebEHOK NepexoanT K B3aMMOZENCTBUIO CO CXBa-
YEHHbIMM NpeAMeTaMU: NOAHUMaET nx, bpocaet
n cHoBa nogHumaert, X. lNnaxe Takme NoBTOpPAIO-
Wmecs ABUXKEHNA Ha3Ba «KPYroBbIMW peakLiuns-
mu» [5]. MNepBrUHasa Kpyrosasa peakuma csa3aHa
c Tem, uTo y pebéHka noseaseTca Hoeaa dopma
aKTUBHOCTU, KOTOPas BbIXOAMWT 3a Npesesibl BPOX-
AEHHbIX pedeKcoB, cBsi3aHHas C NPUOBPETEHHOM
AOCTYNMHOCTbIO B3aNMOAENCTBUA C BHELIHUM 06b-
ekToM. MNMocne 7 mecaueB pebEHOK HauMHaeT pas-
BMBaTb «COOTHOCALLMUECSH» AEACTBUSA — OTKpbIBaeT
M 3aKpbIBAeT KPbILWKN, KNajET ManeHbkne npes-
meTbl B 6osnbwme. MNocne 10 mecsaua dopmupy-
rOTCA PYHKLMOHaNbHbIE AEeACTBMA, MO3BOAAIOWME
obpalaTbCca C npegmeTaMn M UCNONb30OBATb UX
npaBWAbHO, aKTUBHO HauMHatoT paboTaTb 3ep-
Ka/fbHble HEMPOHbI, KOTOPblE OTBEYAIOT 3a NOA-
paxaHue yBUAEHHbIX fencTBUn. COOTBETCTBEHHO,
Korga pebéHok BMANT, KaK B6JM3KNIA B3POCAbIN
obpallaeTcs C KHUrol, OH NepeHnMaeT npotiecc
W B AanbHenlwem nosTopseT ero. O4Hako B paH-
HeM BO3pacTe pa3BUTUE MENKOV MOTOPUKMN He MNo-
3BOJISIeT TOYHO KOMUPOBaTh AEUCTBUA 1 6oAbLIas
KHUTa C TOHKUMU CTpaHuLamu, yaobHaa B3pocso-
My, He NoAONAET Manbiwy. [na peten fo roga
CYLLECTBYHOT KHUXKMN-MbILKW, N3rOTOBAEHHbIE U3
3KOJOTMYECKN YNCTON NOAMMEPHOM neHbl EVA-
foam, B couetaHun c norpemyikamm (HazBaHue
KHUrn) nam 6e3 (Mukynesa H. B. «<ABTOMOOUAb
(EVA), n3a. «<ACT»), TeKCTUNbHbIE KHUXKN («Meu-
Ta» oT Sebra) n KHMXKU-Wypwankn («<Mown nepsble
cnoBa», n3g. «Kpowka fA»), KHUXKU-NOrpemMyLLKu
(«JlecHble XnBOTHbIe», n3a. «bykBa JleHa»).

B kHUrax ana gevei o 6 net ocoboe mecTo
3aHMMaeT UANCTPaLLMs, Tak Kak pebEHOK caMo-
CTOATENbHO eLLé He yMeeT unTaTb U BU3yasbHOe
COMPOBOXAEHNE TEeKCTa MOMOraeT y3HaTb, Kak
«BbITASAUT» TO, O YEM PaccKasblBatOT B3POC/ble.
CTounT 06patnThCa K OCOHEHHOCTAM LBETOBOTO
BOCMPUATUA: MPU POXAEHUN BOCNPUATUE OKPY-
XeHus aBasieTca YEpHo-benbiM, Ha 4-6 Hepene
XW3HW HaUMHaEeT pa3BMBaTbHCA LBETHOE 3peHne —
CHayvana pebEéHOK BOCNPUHMMAET KPaCHbIA LBET,
fanee 3enéHbli, B 3—4 MecsALa HauMHaeT pas3nun-
yaTb CMHWUIM 1 XENTLIN LBeTa. YXe B 4 MecaLa AeTn
He NPOCTO BMAAT BCE BOKPYT, @ CMOTPAT 1 Habto-
fatoT, pearnpyroT Ha AelCTBUA, ABUMarOTCA UAU
MbITatOTCA NOApPaxaTb YBUAEHHOMY, JatOT ayAm-
aNbHYIO peakLMto Ha Npoucxoasiiee — MoBU3-

rmBatoT. Pa3BnBaeTcs HaBblK pa3anyatb 06bekThl
MO CNIOXHOCTU U LBETY, KOHTpacTy, popme, cno-
COBHOCTb BbIEeNATb KOHTYP U ApPYTUe 31EMEHTHI.
CuunTaeTcs, UTo MaaaeHel co34aéT 0606 EHHbIE
obpa3bl NpesMeToB, He pa3fenas KapTUHy Mupa
BOKpPYr cebs Ha LBeTOBble NATHA, IMHUUN N pa3-
PO3HEHHbIE 3/IEMEHTbI.

Takvm obpa3oM, Hanbosee NOHATHLIMU ANA pe-
6éHKa A0 roga 6yayT KHUMW:

e C YépHO-BenbiMn nantocTpaumuamm fo 4-x
Hegenb («<YEpHbIA 1 Benbii», KHUXKa-UrpyLikKa ot
Valiant Kids);

e CKOHTPaCTHbIMW UANKOCTPALMAMM C BKIKOYE-
HMEM KPaCHOro, 3eN1€HOro, CUHEro U1 XENToro ¢ 4-n
HeAgenn — rnasa HauuHaroT BuaeThb LUBeT («Pa3BuBa-
€M 3peHune ¢ poxaeHus ao 1 roga», nsg. «PobumHe»);

*  C MMHVMMW3MPOBAHHbLIM KONMYECTBOM O6b-
€KTOB Ha CTpaHuLLe, NPOCTbIMN N306paxKeHNsMN —
yeM npouye n3obpaxeHue, TeM OHO bosee y3Ha-
BaeMO, YeM MeHblle 0H6bEKTOB HaxoAATCs B nepe-
ceyeHUn Apyr C APYroMm, TeM JOCTYNMHee OHW Ans
NOHMMaHWS;

*  C peanucTuyHbiM oTobpaxkeHnem npej-
MeTOB N 0ObeKkTOB — abCTpakTHOE MbllaeHne
n daHTasnA y AeTeli HaUMHaKT pa3BMBaTbCA MO3-
e, 3a,a4ya Bo3pacTa A0 Tpéx net — popmumpoBa-
HWe KapTUHbI OKpYy>KaroLero mupa. Npotusopeune
WANOCTPATUBHOIO MaTepmana B KHUrax u peab-
HOCTW BOKPYF MOTYT Bbl3BaTb BHYTPEHHNE NPOTUN-
Bopeuunsa («Obyyatowme KapToukm — KapTUHKN
JomaHa» ot KoroBoom);

*  COTCYTCTBMEM TEKCTOBOIO COAEP>XKAHNA —
npouecc YTeHMs B JaHHOM BO3pacTe eCTb He UTo
NHOe, KakK obleHme BAN3KMX B3POCbIX C pebEH-
KOM, YTO ABASETCA NPOLECCOM He TONbKO NMpnob-
peTeHMs MOKa YTO NAaCCUBHbIX 6a30BbIX 3HAHWI, HO
1 NepBUYHOW coLmanmsaLlmen;

«  dopmara: knaccmuyeckas KHWUra, KHura-pac-
KAagyLika, rapMoLLKa, IeHTa.

B HacTosLlee BpeMs Ha pbIHKE LWMPOKO Npes-
CTaBJEH aCCOPTUMEHT MeYaTHbIX U3A4aHUN C UH-
TEPAKTUBHbBIMW PELLEHVNAMU, MaPKUPYIOLLUMNCA
3Hakom 0+, 04HaKO He BCE BM3yasbHOE W NPOEeKTHoe
pa3Hoobpasue byset He3onacHO K MCMOAb30BaHUIO
N JOCTYNHO NOHMMaHWIO Manblwa. Mog noHATUEM
«MHTEpaKTUBHbIE PeLleHUs» B JaHHOWN cTaTbe Noj-
pa3yMeBatoTCs MPOEKTHbIE AU3aWH-PELLEHNS, OT-
NMYaroLMeECs OT KAaCcCMUYeCKOro NOHUMAaHUA KHUTH,
BKJIFOUaKOLLME NCMO/Ib30BaHWE HECTAHAAPTHBIX Ma-
TepuanoB n pacwmpeHne GyHkKLMOHaNa B3aUMO-
AencTeus. MoXHO BblgennTb cregytolime Gopmatbl:
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*  TeKCTWAbHaA KHWUra — CTPaHWLbl cAenaHbl
13 X10MKa B COYETAHUN C MONMNICTEPOM, MOTYT HbITb
npeAcTaBiaeHbl B GopMaTe KJacCu4eckom KHUTK,
KHWUIN — JIeHTbl, FapMOLLKK U1 packaagywku («Cemb
MopeW» oT Sebra);

. KHWIW AN KynaHua — KynaLuku-rapMoLLKy,
npesHa3HayeHHble AN UCNOb30BaHMA BO BpeMs
KynaHus, npuobpeTaroT LBeT, Korga Ha HMX nonaga-
et Boga («Knuru ana kynanma. Packpacka» ot «MO-
3AUKA kids»);

. KHMXKa-LWwypLlanka, KHUXKa-nbllka —
COCTOAT U3 NOAMMEPHbIX MaTtepuanos («Msarkas
KHMXKa-UrpyLlKa wypLanka agns Manbllen Tak-
TunbHas» ot ShopTour);

. KHWXKM C MOrpemMyLlKaMu U npopesbiBaTe-
NAMUM — Yalle BCero KHUra BAseTcs TakTUAbHOM
N BbIMOJIHEHA U3 TEKCTUbHbBIX UAW MOJANMEPHbIX
mMaTepwuasos, BKAOYaeT B cebs BepE&BOUKK, norpe-
MYLLKW 1 Npope3biBaTeNn, KOTopble KPenAaTcsa Ha
KOpeLlKe KHUTN UK Xe PacrnosioXeHbl No eé cTpa-
Huuam («Pa3BuBatowiaa KHUXKa-UrpyLka aa1a Ma-
NbilWwel ¢ npope3biBatenem» ot «XXnpadukn»);

. C BKJIHOYEHNEM TaKTWUIbHbIX BCTaBOK — de-
TPOBble BCTaBKWN pa3HOM GOpMbl B KavecTBe A0-
NOJSIHEHUA K KapTOHHbIM cTpaHuuam (Opnosa A.
«Mornaab n 06Beau. MNpbIr-ckok, BBEPX-BHU3», N34,
«JTaBUpPUHT»).

TalioKe CyLLEeCTBYHOT KHUXKKM-BbIPYOKM U HEBaNALLKM:
B HEKOTOPbIX C/ly4Yasx U3AaTenbCTBa NPONMCbIBatOT pe-
KOMEHZAALMM K NCMONb30BaHMIO MPOAYKLIMK MPU UMe-
roLLelica MapkmpoBke 0+ K JaHHOW NpoayKuuW, Npu
aHann3e pblHKa, BCTPEUAOLUMCSA PEKOMEHAYEMBIM
BO3PacTOM ABASETCA 1+, MO3TOMY HET OZAHO3HAUYHOTO
MHEHWS, HACKOJIbKO KHUMM CIOXHOW HeCTaHAapTHOW
$OpMbI MOAXOAAT 418 HOBOPOXKAEHHbIX.

LleHa KHWT Ha pbiHKe ABASETCS COUeTaHMEM Le-
noro psga dakTopoB: MaTepuanos n Gopmarta, roga
BbIMYyCKa, U34aHWs, OHAaWH-NAaTGOPMbl UM Mara-
3UHa, JETCKUIN CErMEHT He ABAETCA UCKAOYEHUEM.
[na aHann3a ueHbl 4ETCKUX KHUT AN HOBOPOXKAEH-
HbIX C UHTEPAKTUBHBIMW PELIEHNSMMU, ONMUCAHHBIMU
Bbilwe, 6bia BbIOpaH MHTepHeT-MarasunH «Jlabu-
PUHT» — B HEM npeAcTaBieH Hanbonee non-
HbI/ BbIBOP KHUT MHTEpeCytoLWwen Hac kaTeropuuy;
6blNV B3ATbl U3aHWA, HarneyaTaHHble He No3jHee
2018 roga BkAOUMTENBHO, MPON3BOACTBA M3Aa-
TenbCTBa «J1abMPUHT», C KOANYECTBOM CTPaHWUL, He
meHee 10. B kauecTBe K1aCCMUECKOro nNevyaTHoro
n3gaHuna 6bina BoibpaHa kKHuUra «Tpesop» aBTopa
C. B. MuxankoBa, BbinyweHHaa B 2022 roay, co-
cToAwan n3 20 opceTHbIX CTPaHWUL, C TEKCTOBBIM
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HanoJHEeHWeM — CTUXaMu — U MOJIHOLEHHbIMMU
LUBETHbIMM UANOCTPALUAMMN, ee LeHa — 356 py6-
nen 6e3 akumm. BkatoueHne MHTepakTUBHLIX pe-
LWEHUI YBEIMYMBAIOT LEHyY:

. KHWUFM C Nnpope3biBaTeseM u (Man) C no-
rPEMYLLKON pa3HATCA NO LieHe B 3aBUCUMOCTU OT
KoJM4YecTBa CTpaHuUL, 1 X MaTepuana, pasmepa no-
rpemyLuku, eé ocobeHHocTel. s cpaBHeHWs bbina
B3ATa KHWra ¢ 20 KapTOHHBIMW CTPAHUL,AMU U3 CEPUM
«HeBanawkun-norpemyLLKm», xyaoxHuka K. lNassno-
BOW, n3a. «JlabupunTt», 2018 rog — 826 p.;

e u3gaHue u3 cepmmn <KHUXKKN-MbILWKK», coYe-
Tarolee B cebe NBX- CTPaHULbl U 3KONOTNYECKU Un-
CThIA N MArkuiA matepuan «EVA» co ctuxamum A. bapTto
«Urpywkmn», coctoqawee ns 12 ctpanuu, mnsg. «Jla-
6upwuHT», 2018 rog — 1172 p.;

. KHura un3 cepumn «Mrpaem B Boge» b. XaptmyT
«Mos BoswebHas kynanouka» u3 8 ctpaHul, nsg. «fla-
6UpUHT», 2019 rog — 784 p.;

. «[Mornagb n o6Bean. MNpbIr-ckok, BBEPX-
BHM3» A. OpsioBoint — 10 CTpaHuWL, KapTOHa C YEPHO-
6ebIMy UANCTpaLmMaMm 1 GETPOBLIMI BCTaBKaMy,
n3ga. «JlabupunHt», 2019 rog — 928 p.

M3 nonyyeHHbIX faHHbIX MOXHO CAenaTh BbIBOA,
UYTO CTOUMOCTb KHUT AN HOBOPOXAEHHbIX C MH-
TEPAKTUBHBIMWN PeELUEeHNAMMN NPEBOCXOAUT LieHY
3a KJACCMYeCKyHo NMeyaTHY0 KHUTY npakTnyeckm
B ABa pas3a, YToO yMeHbluaeT eé JOCTYNHOCTb AN
notpebutens.

M3 cka3zaHHOro cneayert, UTO MHTEpPaKTUBHbIE
KHUTW AN HOBOPOXAEHHbIX AOJXKHbI: COOTBET-
CTBOBaTb GU3NONOTMYECKMM N NMCUXONOTNYECKUM
0COBEHHOCTAM — YyuUUTbIBaTb Pa3BUTUE 3PUTENb-
HOro annaparta U MeJaKoOn MOTOPUKMK, CTPOUTLCA
Ha cucTeme BOCNPUATUA N CMOCOBHOCTM NOHWMMa-
HWUS, ya0oBAeTBOPATb 0bpasoBaTesbHble U Uccne-
foBaTenbckme NOTpebHOCTM pebéHka. KHura ans
AAHHOro BO3pacTa ABAAETCA He TOJbKO MUCTOY-
HUKOM MHOPMaLUN O MUPE, HO U UTPYLLKOM,
yumnTbiBas Nepuosbl pa3BUTUA HOBOPOXAEHHO-
ro, CTOUT NPUHMMaTb BO BHUMaHWe BO3MOXHOCTb
MCNONb30BaHUA €€ He MO Ha3HaYeHWo — BBUAY
OTCYTCTBUS OMblTa B3aMMOAENCTBUSA C O6BEKTOM,
pebéHok MoxeT npoboBaTb €€ Ha BKYC, pa3Maxu-
BaTb, OpocaTb — UTOObLI N36exaTb TpaBMooOMac-
HbIX A5 XMU3HW CUTYaLWUI, n3gaHuns 4na Bospacrta
4,0 rofja JONXKHbI OblTb BbINOJNHEHbI U3 MAOTHbIX,
C YBE/MYEHHOW TONLMHOWN CTPaHUL, MATKUX, KO-
JIOFMYECKM UMCTBIX MaTepuanoB, CO CraaxKeHHbl-
MU, HEe OCTPbIMW yrnamu; a BC€ UHTePaKTUBHbIE
3N1eMEeHTbI AO/XKHbI 6bITb YKPYMHEHHbIX Pa3MepPOB.
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