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Summary:

This article dwells on the overview of Russian ani-
malistic art XVIII-XX centuries and the place that an-
imalistic arts took among a number of other genres
of the visual arts. During three centuries this “ge-
nus” was claiming to consider itself as a fruitful and
original art. So, it was noticed and popularized in
society. Images of animals naturally complemented
the still life, landscape, portrait, battle picture. They
had an influence over the formation of the struc-
ture of these genres, while the position of animal
painting itself, its place in this system was different.
Every historical epoch demonstrated its own vision
and attitude to the character, but the specific na-
ture of this art was not always understood. Due to
historical circumstances or the situation in the gen-
re system animal art didn't occupy that high place.
It had to overcome barriers of misunderstanding,
which mainly appeared in the 20th century. Despite
the fact that in the system of genres of fine art, ani-
malism was at the last steps of the hierarchical lad-
der, at each historical stage it asserted new images,
demonstrating its genre and national characteris-
tics, such as the choice of themes and characters,
style and methods of their embodiment, interaction
with nature, etc. With all its distinctive qualities, the
idea is emphasized that for three centuries the ani-
malistic image dominated in its visual and concrete
form, was interpreted in different stylistic variants,
while authenticity was the basis of any animalistic
image: the masters skillfully reproduced the natural
properties of the animals. The purpose of the arti-
cle is to determine the perspective of the develop-
ment of Russian animalism, its fate in history, which
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for centuries has been able to preserve its genre
memory, having crossed the turn of the XX century
to the present day. Historical-problematic and ar-
tistic methods made it possible to see the features
of the animalistic genre, characteristic and in many
ways original for a particular era, highlighting spe-
cific issues in each of the historical periods. Thus,
animalism as an integral cultural phenomenon has
not lost its importance in the modern world, which
determines the relevance of the article.

Keywords: animalistic art, epoch, genre, animals,
image, academic education, ecology

Introduction

Images of animals are well-known to us from
ancient times. It's logical to assume that since the
moment of emergence of art history science, an in-
terest in the interpretation of animalistic works has
also emerged.

People discoursed a lot about animals and wildlife
in the XX century. A number of authors, in particu-
lar, Giovanni Aloi (Giovanni Aloi, 2011: 170), Hope
B. Werness (Hope B. Werness.2006:476), Gordon
Lindsay Campbell (Gordon Lindsay Campbell,2014:
633), were interested in ancient classical images that
became textbook, which were examples of perfec-
tion and imitation and modern visual representa-
tions of an animal. For example, considering the
importance of the animal in the theory of modern
art, Roni Grén (Grén Roni,2017: 164) uses classi-
cal texts of modern aesthetics and texts written by
modern artists. Hs book, «The Concept of the An-
imal and Modern Theories of Art Routledge», cov-
ering various disciplines, such as the theory of art,

philosophy, aesthetics, is important from the point of
view of heightened attention to the animal in mod-
ern art in the tie of two concepts: trends in mod-
ern art and the image of animals in a particular era.

Among the main questions, that researchers
have, there are ethical cultural ones that form a ho-
listic and value idea of wildlife, Paul Waldau(Waldau
Paul, 2013: 192), Brett Cooke (Cooke Brett, 1999:
298), do a research in fields of sociology, sociobi-
ology, philosophy. These sciences, one way or an-
other, relate to the theme of animals. The authors
wonder how people studied and understood the
flora and fauna, and how their judgments changed
over time through cultural peculiarities and differ-
ent ways of thinking.

There is a lot of literature about techniques of
painting animals and birds. So, Ken Hultgren (Hult-
gren. Ken, 1993:134) shows a whole range of ani-
mal forms as realistic ones, as those ones that are
beyond its limits for example, caricatures and car-
toons. The book of William Frank Calderon «Animal
Painting & Anatomy» (Calderon Frank, 1975: 336)
., on the contrary, introduces realistic approach-
es to the complex art of painting animals from the
point of view of their exact presentation. The au-
thor examines all the technical aspects of drawing
and painting, pays special attention to the anato-
my, which represents accurate knowledge of the
structure of animal movements. Edouard(Lanteri.
Edouard,2012: 352), talks about modeling animals
in sculpture, considering anatomy by the example
of a horse, a lion and a bull, their characteristics
and movements.

All these aspects demonstrate research interest
in the flora and fauna. From our point of view, it is
also important to look at animalism as an integral
historical process that determined the nature of its
genre features.

Features of the development of the Russian an-
imalistic image

The animalistic image is known for its ancient
motifs. Diverse images of animals, birds and myth-
ological creatures were embedded in architectural,
sculptural, and pictorial works, representing a kind
of natural "picture of the world". In medieval West-
ern, Old Russian and folk art, the animal could be
seen on icons, frescoes, wooden, stone carvings and
reliefs. It was a specific area in which animals and
birds were embodied in bizarre forms, far from re-
ality. «Animal ornament», included multiple char

Il 1. J.Grooth. The chicken family. 1767. Oil on canvas. State
Museum-Reserve

acters, which was characteristic of the epochs of
mythological consciousness.

The animalistic image reflecting the truthful
appearance of the creature, in the "purity” of its
figurative characteristic, starts appearing in the
18thcentury. Then the German animal painter Jo-
hann Grooth, who worked at the imperial court and
opened the class "animals and birds” (1763). He
showed the Russian public numerous paintings de-
picting various animals in various situations: hunt-
ing, everyday scenes, animals in still life. (Figure 1,2).

It was a brand new kind of art, Russian society
hadn't known anything like this before. By the will
of fate, the German master ended up in Russia and
concentrated on depicting not fantastic animals,
but real ones and depicted them naturally. The art-
ist used the techniques of illusory painting to make
us feel the density of animal fur, the colorfulness of

Ill. 2.J.Grooth. A cat with a bird and dog. 1789. Canvas, oil.
Nikolaev Art Museum named after V.V. Vereshchagin.
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Il 5 ViSerov. Volatile. Gray stallion of the Oryol trotting breed.
1886. Canvas, oil. Scientific and Art Museum of Horse Breeding.
Moscow.

bird plumage, the nature of hunting instincts, and so
on. As it was noted in the documents of the Acad-
emy of Arts, Grooth was «a wonderful animal paint
er, much better than the famous Oudry in Paris in
painting animal fur and feathers of birds...» (Acade
my of Arts. Case No. 3, 1765.),

Such pictures not only impressed an ordinary
spectator, but were also used for their intended pur-
pose. They decorated the rooms of hunting pavil-
ions, the construction of which was a sort of trend
those times. N.Wrangel pointed at the fact that his
work was highly valued, and when he finished the
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Il 4 .K.Zurland. Orlov trotters. 1861.Canvas, oil. Scientific and
Art Museum of Horse Breeding. Moscow.
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work, it “made a strong impression and he was of-
ten visited by the whole court,” and the artist be-
came so close with Russia that he even began to
be counted among Russian schools (Wrangel N.
N., 1911:40-81).

Along with that, in the process of formation of
animalistic art, the organization of painting classes
in the Academy of Fine Arts: historical, battle, land-
scape, portrait(Urvanov I. F.1793: 40-81), where stu-
dents majored in their profession. Subsequently,
they took shape in the relevant genres and willing-
ly included in their composition images of animals.
Animalistic, along with other genres of art reflected
the current «picture of the world» of that era. The
demand for animalistic works grew. Now not only
foreign masters, but also Russians, under the lead-
ership of Groot, began to comprehend the art of
depicting animals and birds. It should be said that
we do not encounter the existence of such a class
in other European academies.

P.P. Petrov, in a collection of materials from the
Imperial Academy of Arts, characterizes this phe
nomenon: «The love of the Russian public for im-
ages from the everyday life of animals and birds,
which undoubtedly appeared among the Russians,
Groot's contemporaries, thanks to the art and tal-
ent of the artist, meanwhile has produced a remark-
able phenomenon among us - the formation of a
whole school of animal painters, who at first need-
ed work and encouragement less than other paint-
ing specialists. Looking through the accounts of the
academic trading post, we even noticed that imag-
es of animals and birds, which were sold at relative-
ly higher prices than other paintings, were quickly
sold out» ( Petrov. 1864: 776).

This was presumably explained by the great in-
terest of Russians in the little-known genre at that
time. In the person of Groot and his followers, a
whole direction in painting was created - the art of
«animal painting».

Animal art of the XIX century is characterized
mainly by the image of a horse. It can be said that
no animal at that time was as lucky as a horse.
Throughout the XIX century, during different style
periods, it was embodied in painting, drawing, was
a part of the landscape, daily and historical picture.
We are talking about a special independent and spe-
cific artistic embodiment - the «equestrian genre»
(A. Kiselev 2007:1).

Particularly in demand was the “horse portrait”,
which depicted thoroughbred horses. At that time,

Il 6. ViVatagin. A Penguin with a chick. 1960. Tinted wood. State Tretyakov Gallery.
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Il 9. ViVatagin. Monkey. Paper, graphite pencil, watercolor. 1927.
Perm art gallery.

Russia had a large number of horse breeds and was
famous primarily for its famous horses (Figure 4, 5).

Artists portrayed representatives of different
breeds and, above all, preferred by the customer
- Orlov trotters. Most of all, the highly valued Ory
ol breed was Russia's true pride, which has no an-
alogues in the world. The hippologist V.I. Koptev
highly appreciated the structure of the Oryol horse,
which naturally was desired by many artists to ap-
pear at their paintings. He's admired by the fullness
and harmony of all forms - this slender proportion-
ality and importance attached to each joint of it.

F’" =
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Ill. 8 .D. Gorlov. A Lion. Paper, pencil. 1921. Private collection.
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The researcher eloquently describes these horses as
a special new animal, that has a «colossal mass of
bones and muscles» (Koptev V. I., 1887: 248).

Exactly these animals — gray, white, black, bayed
“Oryol handsome” in terms of Koptev, noted in Rus-
sian history and culture, had the honor of being
depicted in the paintings of Russian artists. Repre-
sentatives of different levels of professional skills
worked on this topic: from local painters represent-
ing an “extra-academic” line, to artists of the high-
est class. Among them are notable masters: A.P.
Shvabe, N.E.Sverchkov, V.A.Serov, P.O. Kovalevsky,
N.S. Samokish, S.A. Vinogradov, and others. An ex-
emplary «horse portrait» in all structural properties
and varieties we can see in N. Sverchkov works. As
a confirmation of thought we have reasoning con-
temporaries, who found a great similarity of Sver-
chkov's «portraits» with originals. Underlining the
individuality of each horse, J.I. Butovich wrote that
no one before Sverchkov, hadn't caught the exter-
nal similarity so precisely, in each «portrait», noting
all the individual characteristics. Therefore, the cus-
tomer easily recognized the Ermine, the Flyer or the
Nitrate, Vizapur Ill was different from Cygnus IV, al-
though both trotters, «but in each of them there are
many special features - in one «Vizapurovsky», in
another «Lebedinsky», which is a characteristic fea-
ture not only of this horse, but of its entire line. This
is the most precious quality of Sverchkov's portraits
and makes people appreciate them a lot» (Butovich
Ya. |, 1997: 238,239) — said researcher.

Horse breeding has become a strategic indus-
try and such a big country like Russia, could not
help paying close attention to it. The development
of horse farms was the annual world horse exhibi-
tions in Moscow with the participation of horses
of various breeds (Koptev V. I., 1887:255, 731, 745).

These significant historical facts contributed to
the flourishing of the genre, revealing the sphere of
interest to the horse. Dispite the fact that the des-
tiny of many «portraits» is unknown, a part of the
paintings was damaged during the defeat of noble
estates, fires or inept restoration, yet an impressive
range of animalistic images in the face of one hero
- a horse on the scale of the whole Russian art of
the XIX century, helps us to understand which cre-
ative impulses are in line with the spirit of the time,
contributing to the development of a holistic direc-
tion in animal painting, which has no similar ana-
logues in European art.

In the 20th century, the possibilities of the fig-
urative embodiment of animals in various forms of
fine art were expanded: in graphics, painting, sculp-
ture. They began to write about animalism as a sepa-
rate genre having its own nature. In connection with
the organization in 1926 of the Society of Russian
Sculptors (ORS), members and participants of which,
along with V. Mukhina, A. Golubkina, S. Lebedeva,
I. Shadr, A. Matveev, were also animal artists, ani-
malistic easel sculpture became actively participate
in exhibitions. It was precisely this, which most cor-
responded to natural reality, in which the emotion-
al principle was most clearly expressed, that turned
out to be preferable. (Figure 6.8, 9).

The 1930s and 50s are memorable by the appear-
ance of the first catalog from the exhibition of an
imal painters (1939), which took place at the Mos-
cow Zoo and the first publication of B. Alekseev
(Alekseyev B., 1939: 127-131),was about this exhi-
bition. Then (1960-80-¢) catalogs of animal exhi-
bitions have become a tradition. The study itself
turned into the purposeful analytical one.

In the early 1970s — 1990s, due tu the change in
the picture of the development of animalistic art, in
which social and moral issues were examined, a large
number of publications on this topic had appeared.
However, it's happened only at the end of the 20th
century when they have started talking about the
current importance of animalism in due to the for-
mulation of vital environmental issues. Such a prob-
lem arose due to the fact that a certain hierarchy of
genres has developed in the theory and practice of
Soviet art. Those genres most adequately reflect-
ed the spirit of the epoch (historical-revolutionary,
historical, daily routine, portrait, etc.) came to the
fore. Animalistic one occupied one of the last places.

The reason was probably in the specific nature
of the genre. Despite the fact that artists willingly
placed animals into their works, making them active
participants in daily, battle, landscape scenes, por-
traits, were depicted separately, however, the im-
age of an animal, animalistic art itself could not be
compared to art representing person. It was differ-
ent and seemed separate from the solution of actual
problems of that time. By definition of D.V. Gorlov,
animalism is viewed as «a compulsory and unde-
sirable element» (Transcript of the general meet-
ing.1953:56, 58, 77).

On this occasion, a popular point of view in the
artistic environment was expressed by A.F. Kots, the
head of the State Darwin Museum in Moscow at a

meeting of artists of the Moscow Union of Artists:
«The questions of the search for moral culture can
be displayed in a landscape, genre or portrait, but
not in” animal-painting “, not in animalism! But this
world, he continues, is a living embodiment of har-
mony and rhythm, the deepest organic patterns in
comparison with which the marbles of Milan Cathe-
dral turn pale. (...) The feathers of the bird of para-
dise, adorning the hat of a dandy-lady immortalized
in the portrait, can be revered as a model of "high
art", the same bird of paradise, but not as a parody
of a bird, but as a genuine living flower in its natural
charm cannot be worthy a true artist. But it's nat-
ural to ask, with equal skill in writing and technical
execution, why the image of the landscape with a
swan is more significant in plot than the image of
a swan devoid of landscape» (Archive of A. F. Kot-
sa, GDM,1946: 359, 360, 361).

These reasonings of artists, public figures affect
one important problem - the study of the genre pat-
terns of animalistic art. Since genres by their nature
record the most significant manifestations of the
historically conditioned picture of the epoch, such
a study will help to understand the specific nature
of animalism, its characteristic features, indicating
the necessary place that it should take in the sys-
tem of genres of Russian fine arts of the XX century.

Il 7. V. Trofimov Baboon. 1981. Hammered copper. State
Tretyakov Gallery
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Conclusion

In general, in the context of these issues, from
the perspective of historical periods caused by the
problems of time, the importance of animalism as
a fruitful and purposeful art is highlighted. Its fate,
determined by historical and artistic tendencies of
the time, turned out to be favorable in the end.
Since the emergence of the need to reproduce the
real natural world for three centuries, the genre has
improved its imaginative system in various forms
of visual art, which allows us to speak about the in-
tegrity of traditions, in a certain sense, characteriz-
ing the stable position of animalism among other

genres of visual art. Despite the fact that in the sys-
tem of fine arts genres animalism continued stay-
ing on the last steps of the hierarchical ladder, at
every historical stage it was able to demonstrate
its genre and national characteristics, such as the
choice of themes and characters, style and methods
of their implementation, interaction with nature etc.
On this path, preserving its «genre memory», step-
ping over the turn of the 20th century to the pres-
ent day, it played an undoubted role in the broad
world outlook as a value factor in the interaction
of human nature and more narrowly as a pictori-
al theme of time.
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PYCCKAA AHUMAJINCTUKA B PAKYPCE TPEX
CTONETUW: O CYAbBAX XXAHPA

AHHomayus: B ctaTbe gaetcs 0630p pycckoro
aHuManuctnyeckoro nckyccrea XVII-XX sBekos  u
TO MONOXEHME, KOTOPOE 3aHMMaNa aHUMaNNCTMKa
B pPAAY APYrUX XXaHPOB M306pa3nTenbHbIX NCKYCCTB.
Ha npoTaXeHun Tpex CToNeTUI, 3TOT «poa» 3aaBu
o cebe Kak O NJIOAOTBOPHOM N MHTEPECHOM  WUC-
kyccTtBe. Ero 3ameTtvam n nonynspusmpoanum B 06-
wecTse. VI3obpaxkeHns XMBOTHbIX €CTECTBEHHbIM
06pa3oM JOMOSHUAN HaTFOPMOPT, Nen3ax, NoPTPeT,
6aTtanbHyto KapTMHY. OHW OKa3blBaau BAUAHWE Ha
dopmMmpoBaHMe CTPYKTYPbl XaHPOB, NPy 3TOM MO0-
KEHWE CaMOM aHUMaNNCTUKK, ee MeCTO B 3TOW CU-
cTeMe 6b1s10 pa3HbiM. Kaxxgas nctopmuueckas snoxa
AEeMOHCTpMpOBasa CBOE BUAEHME N OTHOLLEHME K
nepcoHaxy, cneumndunyeckasn xe npmpoaa faHHoO-
ro UCKycCTBa He Bcerga noHumanace. B yrogy vic-
TOpUYECKMM 06CTOATENBLCTBAM MM CNOXMBLLENCS
CUTyaunmn B CUCTEME XaHPOB aHMMaNNCTMKa 3a-
HMMana He Bblcokoe MecTo. Ei npuxoamnock npe-
ofoneBaTb Hapbepbl HEMOHWMAaHMWA, KOTOpbIe MO
6o/bler YacTn Npuwanck Ha XX ctoneTtune. He-
CMOTpPS Ha TO 06CTOATENLCTBO, UTO B CUCTEME XKaH-
poB 1306pPa3nTENbHOrO UCKYCCTBa aHUMaNNCTUKA
HaxoAuaacb Ha NOCAEAHUX CTYMEHSAX NepapXmMyeckom
JNIeCTHWULBI, Ha Ka>XAOM NCTOPUYECKOM 3Tane OHa
yTBEp>KAana HoBble 0bpasbl, AEMOHCTPUPYA CBOU
>KaHPOBbIe W HaLMOHa bHble 0OCOBEHHOCTH, Takune
Kak, BbIbOp TeM U repoes, CTUAA U METOJ0B MX BO-
NAOLLEHWSA, B3aUMOZAENCTBUA C HaTypol 1 T.4. Mpwu
BCEX OT/IMUUTE/IbHBIX KayecTBax, MoAYepKMBaeTcs
MbIC/Ib, UTO Ha MPOTAXEHWNM TPeX CTONETUIN aHU-
MasnCTMyecknin obpas AOMUHMPOBaAN B CBOEM Ha-
rMAAHOM M KOHKPETHOM Buae, bbln MHTepnpeTu-
pOBaH B pPa3HbIX CTUAEBbLIX BapuaHTax, mpu 3ToM

[LOCTOBEPHOCTb Hbla NONOXKEHA B OCHOBY BCAKOrO
aHUMaNNCTMYEeCKOro n3obpaxeHuns: MacTepa ymeno
BOCMPOU3BOAUAN NMPUPOSHbIE CBONCTBA 3BEPEN.
Llenb cTaTby 3akntoyaeTca B TOM, UTOObI OnpeAenuThb
pakypc pa3BUTUA PYCCKOM aHUMaANCTUKK, ee CyAboy
B MCTOPUW, KOTOpas Ha MPOTAXKEHWNN CTONETUI CMOT/a
COXPaHWTb CBOKO XXaHPOBYIO MaMATb, MepeLuarHys
pybex XX ctonetus u fo Hawwux aHen. Vctopuko-
MPOBAEMHBIN U XyA0XKECTBEHHbIV METOZbI MO3BONNAM
yBUZAETb OCOBEHHOCTMN aHMMaNNCTNYECKOTO XaHpa,
XapakTEPHOro 1 BO MHOrOM CaMOBbITHOIO ANs TOM
WA MHOW 3MOXK, BbiCBEUYMBatOLLErO crieunduyec-
Kyto npobnemMaTmKky B KaXKJOM U3 NCTOPUYECKMX
nepuozos. TakuMm 06pa3oM, aHUMaNMUCTMKa Kak Lie-
NIOCTHOE KY/NbTYPHOE ABJEHWNE, HE yTpaThaa CBOHO
3HaYMMOCTb B COBPEMEHHOM MMpE, YTO onpeaenset
aKTyaNbHOCTb CTaTbW.

Knrouegele ¢108a: aHMMaNNCTNYECKOE UCKYCCTBO,
3MOXa, >XaHp, XNBOTHble, 0bpas, akagemmyeckoe
obpa3oBaHue, 3KoNOrUA

306paxkeHns XXMBOTHbIX M3BECTHbI HaM C JaBHUX
BpeMeH. JIorMyHo NpesnonoXunTb, YTO C MOMEHTa
BO3HWKHOBEHMWSA UCKYCCTBOBEAUECKOWN HaykKn Nos-
BWJICA MHTEPEC K TOJIKOBaHWMIO aHUMaaNCTUUECKNX
npowusseseHnii. OCOBEHHO MHOTFO O XXMBOTHbIX U
>KUBOW NMPUPOAE paccy>zanm B XX Beke, B YaCTHOCTH,
Giovanni Aloi', Hope B. Werness?, Gordon Lindsay
Campbell® nHTepecoBann agpeBHMe Knaccuyeckne
06pa3bl, CTaBLUME XPECTOMATURHBIMM, KOTOPbIE AB-

1. Giovanni Aloi. Art and Animal, I.B.Tauris, 2011, p.170

2. Hope B. Werness. Continuum Encyclopedia of Animal
Symbolism in World Art, A&C Black, 2006, p.476

3. Gordon Lindsay Campbell. The Oxford Handbook of Animals
in Classical Thought and Life Oxford handbooks in classics
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NANV NPUMeEPbl COBEPLUEHCTBA W NOApaXkaHus U
COBPEMEHHbIE BU3YyaNbHble NPeACTaB/eHNs O Xu-
BOTHOM. HanpwumMep, paccmaTpurBas BaxkHOCTb XM-
BOTHOrO B TEOPUMN COBPEMEHHOTO UCKYCCTBA, POHU
Grén* uncnonb3yeT Knaccuyeckme TeKCTbl COBpe-
MEHHOW 3CTETUKM U TEKCTbI, HaMMCaHHble COBpe-
MEHHbIMMU XyA0XHMKaMK. Ero kHura, «KoHuenuwms
>XMBOTHOFO W COBPEMEHHbIE TEOPUN NCKYCCTBa,
OXBaTblBalOLLAA PasfvyHble AUCUUMINHbI, Takme
KaK Teopus UCKyCCTBa, punocodus, scTeTuka, as-
NSieTCs BaXKHOM C TOYKM 3pPEHUSt 06OCTPEHHOIO BHU-
MaHWs K XXMBOTHOMY B COBPEMEHHOM WCKYCCTBE
BO B3aWUMOCBA3N ABYX NOHATUN: TEHAEHLNI COB-
PEMEHHOrO UCKYCCTBa M M306paxkeHUs XXNBOTHbIX
B ZaHHYHO 3MoXxy.

B psaay rnaBHbIX BONPOCOB y UccaesoBaTtenel
CTOAT 3TUYECKME KYNbTYpPHblE, KOTOPble GOPMUPYIOT
LEeNOCTHYO U LLEHHOCTHYHO UAEH XMBOW NPUpo-
Abl. Paul Waldau?®, Brett Cooke®, npoBoasTt uccne-
[OBaHWA B TeMaTu4yeckoln obacty coumonormy,
coumobuonorum, dunocoPun. 3T Hayku, Tak nam
MHaue, KacatoTCs TeMbl XMBOTHbIX. ABTOPbI 3a4a0TCA
BOMPOCOM, KaK JIOAN U3yyanu v noHUmanu daopy v
bayHy 1 kak co BpeMeHeM NOCPEACTBOM KY/bTYPHbIX
0COHEHHOCTEN M pa3HbiXx CNOCOHOB MbILLAEHUS Me-
HANUCH UX CY>KAEHUA.

MapannensHO OTMETUM NnTEpaTypy, NOBECTBY-
HOLLLYHO O TEXHMKaX, NpUemMax B M300paxeHnn 3Bepen
n ntmu. Tak, Ken Hultgren”, noka3biBaeT cnocobbl
peannCcTUYecKoro n3obpaxxeHns 3Bepen n LiesbIn
CNEKTP UX BUAOM3MEHEHWNN, yX0asa B 0baacTb Wwap-
a v Kapvkatypbl. Hanpotwus, Frank Calderon B cBo-
el KHUre «AHaTOMMA aHMMaNNCTUUYECKOMN XXNBO-
nnucr»8 npuaepXxnBaeTcs KOHKPETHOro B3rasja
B M300paxKeHNM XMBOTHbIX, OTMeYas CJI0XKHOCTb
[aHHOTO MCKYCCTBa XMUBOMNUCK. ABTOP paccmaTpu-
BaeT BCe TEXHUYeCKMe acnekTbl PUCYHKa U XUBO-
nucK, yaenset ocoboe BHYUMaHVe aHaToOMUK, Npes-
CTaBASIIOLLEN TOUYHbIE 3HAHUS O CTPYKTYpe ABUXKE-
HWUI XnBOTHbIX. Edouard Lanteri® rosoput o moge-

and ancient history Oxford handbooks. Oxford University
Press, 2014, p.633

4. 4Roni Grén. The Concept of the Animal and Modern Theories
of Art Routledge, 2017, p.164.

5.  Paul Waldau. Animal Studies: An Introduction, Oxford
University Press, 2013 p.192

6. Brett Cooke. Sociobiology and the Arts, 1999, p.298

7. Ken Hultgren. The Art of Animal Drawing: Construction,
Action Analysis, Caricature Courier Corporation, Dover
Publications; Revised ed. 1993, p.134

8. Frank Calderon. Animal Painting Anatomy, Courier
Corporation, 1975, p.336
9. Edouard Lanteri. Modelling and Sculpting Animals, Courier

Corporation, 2012, p.352
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JINPOBaHNM XMBOTHBIX B CKYJIbMATYPE, paccmMaTpuBas
aHaTOMWIO Ha NpUMepe aowWwaan, 1bBa n bbika, nx
OCOBEHHOCTU U ABUXKEHME.

Bce 3Tm acnekTbl 4eMOHCTPUPYIOT UccaesoBa-
Te/IbCKUA NHTEPEC B OTHOLIEHUWN daopbl U dayHbl.
C Hallel TOUKWN 3pEHMNS TakXKe BaXKHO NMOCMOTPETb
Ha aHMMaJNCTUKY Kak LLeIOCTHbIA NCTOPUYECKNI
npoLecc, onpeaenvBLLNI XapaKTep ee XaHPOBbIX
ocobeHHoCTeN.

OcobeHHOCTM Pa3BUTUA PYCCKOTO aHMManmc-
TnUyeckoro obpasa

MHoroobpasHble obpa3bl 3Bepein, NTuy 1 Mudo-
NOTNYeCcKMX CyLLecTB BCTPanBainCb B apXMTeKTyp-
Hble, CKY/IbMTYPHbIE, XXMBOMWUCHbIE MPOU3BEAEH NS,
NPeACTaBAsAsn «KapTUHY MUpPa» UCTOPUYECKMX SMOX.
B cpesHeBeKkoBOM 3anajHOM, ApPEBHEPYCCKOM U Ha-
POAHOM UCKYCCTBE XXMBOTHOE MOXHO Hb110 BUAETD
Ha UKoHax, hpeckax, B JepeBSHHOM, KAMEHHON pe3b-
6e 1 Ha penbedax. 310 bblna cneunduyeckas ob-
NacTb, B KOTOPOW 3BEpPU M NTULbI BOMAOLLAANCH B
npuuyanmBbix Gopmax, fJanekmx OT peasbHOCTU.
«KVBOTHBIV OPHAMEHT», COAepKan MHOXECTBEHHbIE
CUMBOJIbI, YTO HbINO CBOMCTBEHHO 3M0OXaM MUPONo-
FMYeCcKoro Co3HaHumA.

AHUMaNNCTMYECKNA 06pa3, OTpaxkaroLWwmin npas-
AVBBIN OBAMK 3BEpsA, B «4MCTOTE» CBOEN 0bpas-
HOW XapaKkTepuCTMKM HaunHaeT noasaatbca B XVIII
Beke. Torga HemMeUKuiA XyAOXHUK-aHUManucT MoaHH
[POOT, KOTOPBbIV TPYAUACA NPU UMNEPATOPCKOM ABO-
pe 1 B AKaZieMnn XyA0XeCTB OTKPbIA KNacc «3Be-
pen 1 ntuu» (1763) 1 Nnokasan pycckon nybanke
MHOTOUYMCEHHbIE KapTWHbI C M306paXeHneM pasHbIx
3Bepeli BO BCEBO3MOXHbIX CUTyaLMsAX: Ha OXOTe,
6bITOBbIE CLLEHBI, XXMBOTHbIX B HaTFopMopTe (Puc. 1,2).

OH NpoaeMOHCTPUpPOBaa COBEPLUEHHO HOBOE
4Na pycckoro obuectBa UckyccTBo. Ha KapTuHax
npeacTann He GaHTacTUUeCKMNe 3BePU, a peasibHble,
n306paxKkeHHble HaTypasbHO. XyAOXHWK NCNOJb30-
BaJl NPUEMbI UINHO30PHOM XUBOMMKCK, YTODbI AaTb
MOYyBCTBOBAaTb ryCTOTY Mexa 3BepeW, pa3HoLBeT-
HOCTb ONepeHua NTUL, NPUPOLY OXOTHUUBNX UH-
CTUHKTOB U T.N. Kak 0TMeuanocb B AOKYyMeEHTax
AkagemMun xyaoxecTs, [poOT Bbin «MpeKpacHbIn aHK-
MajauCT, MHOTO ay4lle 3HameHuToro Yapu B lNa-
puxe B M30OpaXKeHUM LWepcTn 3Bepei 1 nepbes
nTmu...»."° H.H.BpaHresnb nucan, 4to ero paboTsbl
NPOU3BOANAN CUbHOE BreYvaTieHue, a KOrAa OH

10. Akagemus xygoxxects. [leno N2 3. Onucu kapTuH pooTa,
Haxoaawwmecsa B Akagemun. ®espanb 1765 r. // PTUIA C-lMe-
Tepbypra. ®.789, on. 1, ea. Xp.164.

3aKaHuMBan NPOM3BEAEHUNA, TO €ro YacTo noceLyan
Becb ggop .

Takne KapTUHbI He TONIbKO BMeYaTAann B3op
HEeMCKYLLIEHHOrO 3pUTeNs, HO N UCMONb30BaNNCh
no cBoeMy NpAMOMY Ha3HaueHuto. OHM yKpaLuanm
KOMHaTbl OXOTHMYbMWX NaBWUIbOHOB, CTPOUTENLCTBO
KOTOpbIX 6bINO TOTAa B MOZe,

Hapaay ¢ atum, B npouecce popmMmpoBaHMA aH-
Ma/sIMCTNYECKOro NCKYCCTBa B AKaZieMun XyAoXeCTB
06pa3oBanmCh XXMBOMUCHBIE KNACChl: UCTOPUYECKUI,
6aTasMuecknii, NaHaWapTHLIN, MOPTPETHbLIN ', B KO-
TOPbIX TakXXe BCTPeYanochb N306paxeHne SXMBOTHBbIX.
Takunm obpazom, B Poccnm chopmmupoBanach Lienas
nnesaa 3seponucues’™ . ManonsBeCTHbIN XaHp SB-
HO MpuLLEencsa No BKycy pycckomy obuwecty. He-
CMOTpPA Ha 3aKpbiTve B KoHue XVIII Beka knacca «3Be-
pein 1 NTUL» XaHp NPOAOAXKaN CyLecTBOBaTh, a B
XIX cTtonetnn NnposiBUACA HOBbIA MHTEPEC K aHU-
MasInCTNKeE, HO YXXe B MHOM COCTaBe.

AHnmManuctnueckas xusonuce XIX Beka xapak-
TepusyeTca 4pyro TemMaTukKon, a UMeHHO n3obpa-
>XeHunem nowaan. Ha npotaxeHun scero XIX cto-
NeTna B pasHble CTUEBblE MepPUoLbl OHa HaxoAM-
Na BOMJIOLLEHME B XMBOMUCK, rpaduke, BXxoauna
COCTaBHOM YacTbto B Meli3ax, ObITOBYHO, UCTOPU-
yeckyro KapTuHy. «Minnunueckmin xxaHp» ', xapaktepu-
3yrowmnca nsobpaxeHmemMm nowaan, cran
CaMOCTOATENbHOM Pa3HOBUAHOCTBEHO aHUMANNCTUKN.
Toraa 0cobyto 3HaUMMOCTb NPUOBPEN «1OLWAANHBIN
NMopTPET», Ha KOTOPOM M306PaKaNNCh NOPOANCTbIE
KoHwu. (Puc. 3, 4).

XyAO>XKHMKN KOHLEHTPUPOBAANCh Ha NpeacTa-
BUTENIAX Pa3HbIX MOPOS W, Npexje BCero, Npeano-
YMTaeMblX 3aKa3unMKoM — OPAOBCKMX pbicakoB. Op-
NoBCKas nopoga npeacraBasna ropaoctb Poccuy,
KOTOpoW He 6bI10 NoBTopa. Jlowaan OTANYaNnCh
KPYMHbIM POCTOM, YAAMHEHHbBIM MOLLHbBIM TOPCOM,
CTPOVHOCTbIO, CUJION, TEMMEPaMEHTHOCTbLIO, HEMPEB-
30MAEHHON PE3BOCTLIO N BbIHOC/IMBOCTbLHO, U3SLLEC-
TBOM ABWXKEHWI 1 06LL el KpacoTOW. YUeHblin-un-
nonor B./.KonTesB BbICOKO OuLEHMBaN CTpoOeHue

11. 11BpaHrenb H.H. MiHocTpaHubl B Poccun, Ctapble rogbl,
Wtonb— centabpe, 1911, c. 81

12.  YpsaHoB V.®. KpaTkoe pyKoBOACTBO K MO3HaHWIO pUcoBa-
HVA 1 XnBONUCKU nctopmyeckoro poga. Cr1b, 1793. c. 36,
37.

13.  Cb6opHuk maTepuanos ans uctopum Nimnepatopckoit C-lMe-
Tepbyprckoit AkagemMmm XyA0XeCTB 3a CTO JIeT ee CyLLLeCTBO-
BaHuA. Moy peg. MN.Metposa. C-MeTepbypr, 1864, c.776.

14.  [JaeB 33: XyAOXXHUKN MNNNYECKOro XaHpa. [anepes wmc-
kycctB. Coct. A.Kucenes B.6. XXveonucb 1 rpaduka m3 yact-
HbIX Konekumi. M., . 2007, c.1.

OpJI0BCKOW NoLwaaun, KoTopas cama cobon npocu-
Nlacb Ha NONOTHa XYAOXHWKOB. ViccnesoBaTenb Kpac-
HOPEUMBO XapaKTepusyeT 3TMX JoLIagen kak ocoboe
HOBOE XMBOTHOE, MMetoLLiee «KONOCCaNbHYH Maccy
KOCTEN 1 MYCKY/I0B, BCHO MPOHUKHYTYHO OrHeM apab-
CKOW KPOBW, Nerkyto, bbicTpyto, rmbkyro, Kak apabckuii
KOHb M MOTYYYHO N OFPOMHYHO, KaK M’MraHTCKUIA KOHb
FonnaHgnmn»' . IMEHHO 3TUM XMBOTHbIM — CEPbIM,
6e/1bIM BOPOHBIM, FTHEAbIM «OPJOBCKMM KpacaBLam»
no BblpaxeHuto KonteBa, OTMEYEHHbIM B PYyCCKOM
NCTOPUN U KyNbType, BbiNana YecTb ObiTb 3aneyat-
NEHHBIMU Ha KapTUHaX PYCCKUX XYA0XHUKOB. Hag,
3TON TeMOW TPYAMUAUCH NPEeACTaBUTENIN Pa3HOro
YPOBHA NpodeccnoHanbHOM NOArOTOBKMN: OT MeCT-
HbIX XXMBOMWCLIEB, NPEACTaBASIOLLNX «BHEAKaZEeMM-
YecKyHo» JMHUIO, A0 XYAOXHUKOB CaMOrO BbICOKOTO
knacca. Cpeamn HUX 3aMeTHble macTepa: A.l. LLBabe,
H.E. CBepukos, B.A. Cepos, N.0. Koanesckunii, H.C.
Camokuw, C.A. BuHorpagos, H.E. CBepukoB 1 gpyrue.

O6pa3sLLOBbIfi «<KOHCKMI MOPTPET» MO BCEM CTPYK-
TYPHbIM CBOMCTBAaM WM Pa3HOBUAHOCTAM Mbl MOXEM
BMAeTb B paboTax H. CBepukoBa. B nogreepxge-
HWe MbICAN MPUBOANUM PacCy>XAeHNA COBPEMEH-
HMKOB, KOTOpPblE HaxoAUAN HONbLIOE CXOACTBO «MOpP-
TpeToB» CBepuYKOBa C opurnHanamu. [NoguepkmBas
WHAMBUAYaNbHOCTb Kaxxgon nowaam, A.U. bytosuy
nucan, 4to HUKTO, 0 CBEPUYKOBA, HE yNaBAMBaN Tak
TOYHO BHELLHEro CXOACTBA B KaXAOM «MopTpeTe»,
oTMeuasn BCe UHAMBUAYaNbHble ocobeHHocTu. Mo3-
TOMY 3aKa3uuK nerko pacrnosHan [opHocTas, JleTyHa
unn cenntpy, Buzanyp Il otanuancs ot Slebeas 1V,
xoTa 0ba pbicaky, «HO B KaXAOM M3 HUX MHOTO
0COBEHHbIX YepT - B O4HOM «Bu3anypoBckuii», B
Apyrom «JlebesmnHckuii». ITo camoe LieHHOe KayecTBo
nopTpetoB CBepuYKOBa, KOTOPOE 3acCTaB/AET NtOAEN
OY€Hb LIeHUTb MX»'® — TOBOPUT MUCCiegoBaTesb.

KoHeBOACTBO CTano cTpaTernyeckomn oTpacibio,
1 Takaa 6onbluas cTpaHa, kak Poccus, He morna He
06paTnTb Ha 3TO NPUCTaNbHOro BHMMaHUA. Pas-
BUTUHO KOHEBOAUECKMX XO35UCTB CNocobcTBOBaAM
eXeroAHble BCEMUPHbIE KOHHble BblCTaBkv B MockBe
C yyacTMeM NoLasen pasivuHbIX NOPOA,.

3TW 3HaUUMble UCTOPUYECKNE PaKTbl CNOCOD-
CTBOBA/IN pacLBeTy XaHpa, packpbiBas chepy UH-
TepecoB K sowagun. HecmoTpsa Ha 1o, uto cyabba
MHOIMX «MOPTPETOB» HEWM3BECTHA, YacCTb KapTWH Mo-
CTpajana BO BpeMms pa3rpoma ABOPAHCKMX ycaseb,

15.  Kontes B.W. Matepuanbl ans nctopmm pycckoro KOHHo3a-
BoAcTBa. 1847-1887. M., 1887, c. 248.

16.  byrtoBuu W.A. Katanor moeli xun3Hun. Onucaruve Mpunenckon
KOHHO3aBO/ACKOM ranepen, Hawwe Hacnegue, 1997. N2 47, c.
238, 239.
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MoXapoB UAN HeYMeNoN pecTaBpaLmm, BCe Xe Bre-
YaTAAOLLNA CNEKTP aHUMAINCTUYECKUX 0Opa30oB B
JNLE OLHOTO repos — KOHA NPeACTaeT nepes B30poM
3puTenen. laHHbIA XaHp NOMOraetT HaM NMOHATb,
Kakme TBOpYECKME UMMY/bCbl COOTBETCTBOBAM
JyXy BPEMEHU, CNOCOBCTBYA Pa3BUTUIO LIENOCTHOTrO
HanpaBAeHWs B aHUMaNNCTUUECKOM XXUBOMUCK, He
MMELOLLErO aHaIoroB B €BPOMENCKOM UCKYCCTBE.

B XX Beke paclumpuamcs BO3MOXHOCT 06pa3HOro
BOMJIOLLLEHUNS XMBOTHbIX B Pa3/IMUHbIX BUAAX U30-
6pa3nTenbHOro NCKYCCTBa: B rpad ke, XXMBOMUCH,
ckynbntype. O6 aHMManu3me CTanun nucatb Kak o6
OTAEe/IbHOM >XXaHpe, UMeoLLEeM CBOK npupoay. B
CBsA3M c opraHmsauyueri B 1926 rogy Obuiectea pyc-
ckmx ckyabntopos (OPC), uneHaMu 1 y4acTHULAMN
KoToporo, Hapagy ¢ B. MyxuHoti, A. TonybknHow,
C. Nebepeson, N. Waapom, A. MaTBeeBbIM, HblaK
TaKXKe XyA0XKHUKN-aHVMaNNCTbI, aHUMaNCTUYecKas
CTaHKOBas CKy/bNTypa CTasa akTUBHO y4acTBOBaTb B
BbICTaBKaX. VIMeHHO 370, Hanbonee COOTBETCTBYHOLLLEE
NPUPOAHOI peasibHOCTY, B KOTOPOM Hanbosiee ApKo
Bblpa>X€HO 3MOLMOHalbHOE Hayasno, oka3anocb
npeanoytutensHoiM. (Puc. 5,6,7, 8).

1930-e 1 50-e roabl 3aNOMHUANCH MOSABAEHUNEM
nepBOro Katajaora C BbICTaBKN XyAOXHWKOB-aHM-
manuctoB (1939), npoxoavBLuel B MOCKOBCKOM 30-
onapke, u nepson nybaunkauuen b. AnekceeBa’ 06
3ToM BbicTaBKe. 3aTeM (1960-80-€e) kaTanoru BbicTa-
BOK XXMBOTHbIX CTa/u Tpaguumen. B Havane 1970-x -
1990-x rogoB, B CBA3W C U3MEHEHWEM KapTWHbI pas-
BUTMA aHUMaANCTUYECKOrO UCKYCCTBA, B KOTOPOM
paccMaTpuBannCh CoLManbHble U MOpPasbHble MNPO-
6n1eMbl, noaBmMAOCb HosbLLOEe KoAnYecTBo NybHam-
Kaumi Ha 31y TeMy. OfHaKO 3TO NPOMU3OLLIO TOJb-
KO B KOHLe XX-ro Beka, Korga 3aroBopuan O HblHeL-
Hel BaXXHOCTU aHMMaiM3Ma B CBS3U C MOCTaHOBKOM
akonornyeckux npobaem. Jo 3Toro cyliectsonana
onpegeneHHas nepapxms xaHpos. HecMoTps Ha To,
UTO XYLOXKHUKM OXOTHO MOMELLAAN XXMBOTHbIX B
cBOW paboThbl, Aenas nUx akTMBHbIMU y4acTHUKaMM
MOBCEeAHEBHbIX, 6aTaNbHbIX, MeN3aXHbIX CLIeH, Nop-
TPETOB, O4HAKO 06pa3 XXMBOTHOFO, aHUMaUCTUYEC-
KOE MCKYCCTBO HE MOTJ/IO CPaBHUTLCA C UCKYCCTBOM,
nsobpaxatrowmm yenoseka. No onpegenenuto 1.B.
lopsioBa, aHMMaNM3M paccMmaTpmBacs Kak «<Heobs-
3aTefIbHbIN U HeXenaTeNbHbI 31eMeHT» '8 |

17. Anexcee b.BbicTaBka XyA0>XXHMKOB-aHMManUCTOB, Vickyc-
ctBo, 1939, N2 5, c. 127-131.

18. CreHorpamma obuero cobpaHus cekLuum no obCyXaeHnto
CKyNbMTYPHOTO pa3zena BcecotosHOM XyA0KeCTBEHHOW Bbl-
craBku 1952 r. 17 mapta 1953, PFTAJIN, $.2943, on. 1. ea. xp.
2219, c.56, 58, 77.
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Mo stomy noeogy A.®. KoTc 3asaeTca BONPOCoM:
«MoyeMy n3obpaxkeHne nensaxa c nebegem bonee
3Ha4YMMO MO ClOXEeTY, UeM nsobpaxkeHne nebeas,
NVLWEHHOro newn3axa» ' .

ITV PaCCY>KAEHUA XYAOXKHNKOB, OOLLLECTBEHHbIX
feATenen 3aTparvBatoT OAHY BaXKHyt0 npobaemy -
M3yyeHune XKaHPOBbIX 3aKOHOMEPHOCTeW aHNMannc-
TUYECKOTO MCKYCCTBa. MOCKO/IbKY XaHpbl N0 CBOE
npupoge GMKCMpyoT Hanbosee 3HaUMMble NPOSAB-
NIeHNA UCTOPUYECKM 0BYCNOBNEHHOM KapTWHbI 3MOXW,
BO3MOXHO MOHATb cneumduky aHMmanmama, ero
XapakTepHble YepTbl, yKa3blBatoLLMe Ha Heobxoam-
MOe MeCTO, KOTOPOE OH JO/IKEH 3aHATb B CUCTEME
>KaHPOB PYCCKOro n3obpasnTenbHOro nckyccraa XX
BEKa 1 NOC/NeAYIOLWEro BPEMEHMW.

3akntoveHuve

B HebonbLLIOM 0630pe Mbl MONbITaAUCh 0bpPaTUTL
BHVMMaHWe umtatens Ha Ty NPUPOAHYHO Lienecoob-
Pa3HOCTb, KOTOPYHD OTPa3uIO0 aHMMaNUCTUYecKoe
NCKYCCTBO paccMaTpMBaeMbix NePUOA0B U yKka3aTb
Ha BaXkHblIl pakTop ero GpopMmnpoBaHNa 1 Nocae-
AytoLiero pasutus. B Liesnom, B KOHTEKCTe 3TUX BO-
MPOCOB, C TOUKMN 3PEHUS UCTOPUYECKMX NEPUOSOB,
BbI3BaHHbIX Npo61eMaMun BpeMeHW, noguepkmBa-
€TCA BaXXHOCTb aHUMAaAUCTUKM Kak NJOAOTBOPHOIO
W LeneHanpasieHHOro nckyccrea. Ero cyabba, onpe-
AensemMas NCTOPUYECKMMU U XYA0XKECTBEHHbIMU
TEHAEHLMAMN TOrO BPEMEHU, B KOHEYHOM UTOTe
okazanacb 6naronpusaTHo. C MOMEHTa BO3HMK-
HOBEHMs HEOBXOAMMOCTM BOCNPOW3BOAUTL PEaNbHbI
NPUPOAHbLIA MUP Ha NPOTAXEHWW TPEX CTONETUM
XaHp COBepLUEHCTBOBAJ CBOKO 06pa3Hyto cnucTemy
B Pa3/IMUHbIX BUAAX M306pa3nTenbHOro NCKycCTBa,
4TO MO3BO/IAET FOBOPUTL O LIENOCTHOCTU TPaNLUi,
B OMpeAesieHHOM CMbIC/IE XapaKTePU3YHOLLMX YCTON-
UMBOE MOJIOXKEHWNE aHMMann3ma Cpeam Apyrux XaH-
pOB 1306pa3nTeNbHOro NCKyccTBa. HecMoTps Ha To,
UTO B CUCTEME XAHPOB M306pPa3nTENBHOIO UCKYC-
CTBa aHMMaAN3M NPOAOAXKAN OCTaBaTbCA Ha NOC-
NeHNX CTYMNeHAX MePaPXMUYECKON NeCTHNLLbI, Ha KaX-
AOM UCTOPUUYECKOM 3Tane emy yAaBasocb AeMOH-
CTPUPOBATb CBOW XaHPOBbIE N HaLlMOHabHble 0CO-
6eHHOCTH, TakMe Kak BbIOOP TeM W NepCOHaXxew,
CTWU/b U METOZAbI UX BOMJIOLLEHWS, B3aMMOAENCTBUE
C NPUPOAON 1 T.4. Ha 3TOM nyTn, COXpaHMB CBOIO

19. 06 aHMManu3me. Peub Ha cobpaHum Xy[0XKHUKOB B Kybe
MOCXa. 19 11 1946, apxus A.®. KoTca, I/AM, T'vk. 1014/94, c.
359, 360, 361.

«KaHpOBYIO NaMsTb», MepeLlarHyB pybex XX Beka
W AO HaWWX AHEW, OHa Cbirpasa HECOMHEHHYH POJb
B LUMPOKOM MMPOBO33PEHUECKOM rMJlaHe Kak LeH-
HOCTHbI GakTop B3aUMOAENCTBUS YeOBEYECKON

HaTypbl U Bbofee Y3KOM CMbICae KaK XXUBOMUCHas
TeMa BpeMeHMU.
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