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Bypranosa Mapusa AnekcaHpapoBHa

JOKTOp Hayk, npodeccop YHuBepcuteta KOxkHow KanndopHuw,
cosgatenb U AUpPeKTop VIHCTUTYyTa COBPEMEHHOW PYCCKOW KyabTypbl

[LOKTOP VCKYCCTBOBEZEHWS, akageMuk Poccninckon akagemmnm
XyZ0XecTB, Nnpodeccop Poccmiickoro rocyapcTBeHHOro
XyH,0KEeCTBEHHO-MPOMBILLJIEHHOTO YHMBEPCUTETA

nm. C.I. CtporaHoBa

JLOKTOP VCKYCCTBOBeZeHMs, npodeccop Poccuitckoro
roCcyfapCTBEHHOIO XYA0XECTBEHHO-MPOMbILAEHHOTO YHMBEPCUTETa
nm. C.I. CtporaHoBa, akaZeMnk POCCUIACKON akaZeMunn XyAoXecTs

JOKTOp Hayk, npodeccop, Guangzhou Academy of fine arts

JOKTOP, Hay4HbI COTPYAHVK ViccnesoBaTenbckoro LeHTpa BoctouHon
EBponbl BpemeHckoro yHuBepcuteta, npodeccop The Charles University
(Yexmsn)

KaHAMAAT GUAONOTNYECKNX HayK, BeAyLLNIA HayYHbIN COTPYAHMK
WHcTuTyTa pycckoro a3sbika Poccuiickoin akageMum Hayk

npodeccop, Toho Gakuyen University of Music

npodeccop, JOKTOP NCKYCCTBOBEAEHWS, MPOPEKTOP MO HayUYHOW
N MexzayHapogaHol paboTte Poccuiickoro rocyapcTBeHHOro
XyH,0KEeCTBEHHO-MPOMBILLJIEHHOTO YHMBEPCUTETA

nm. C.I. CtporaHoBa

npodeccop, Instituto Universitario Orientale, Naples

npodeccop kabeapbl NCTOPUM N TEOPUN UCKYCCTBA KOIEKa
M3awHbIx nckyccTs LLlaHxalickoro YHvBepcuTeTa, YaeH
Akagemunyeckoro komuteta LLlaHxalickoro YHuepcuTeTa

AOKTOP GUNONOTNYECKMX HayK, CTapLUMIA HayUHbIA COTPYAHNK
WHcTutyTa MrpoBoi antepatypel PAH

JLOKTOP VCKYCCTBOBeAeHUs, Bcepoccniicknii rocysapcTBeHHbIV
NHCTUTYT KnHematorpadum um. C.A. FepacrmoBa

KaHAWAAT GUIONOTNYECKMX HayK, HayUHbIN COTPYAHWUK VHCTUTYTa
pycckoro s3blka Poccninckon akagemum Hayk

JokTop dunocodckmx Hayk, mpodeccop, raBHbIV pesakTop >KypHana
«Bonpocbl punocopun»

[OKTOP WCKYCCTBOBEAEHMSA, NPOdECcop, 3aBeayoLuii OT4eN0M
HayuyHo-ncnegoBaTenbckoro MHCTUTYTa TEOPUN U UCTOPUK
1306pasmnTebHbIX UCKYCCTB POCCUIACKOW akaZeMunmn XyA0oXKecTs

JOKTOpP Hayk, npodeccop PoCcuiickon akageMmnm My3sbikn M. THECHHBIX

fokTop dunonorum, npodeccop Poccuinckoro yHnBepcuteTa A pysxobl
HapozoB

KaHAMAAT UCKYCCTBOBeAeHUs, npodeccop Poccuiickoro
roCcyfapCTBEHHOIO XyA0XECTBEHHO-MPOMbILAEHHOTO YHMBEPCUTETa
nm. C.I. CtporaHoBa, akazeMnk POCCUIACKON akaZeMmnn XyAoXecTs

KaHAWAAT UCKYCCTBOBEAEHWA, AOLEHT POCCMINCKOro rocyAapCcTBEHHOTO
XYAOXEeCTBEHHO-MPOMbIWAeHHoro yHmeepcuTeta um. C.I. CtporaHosa

JOKTOp Hayk, Mpodeccop, 3aBeAytoLnii kabespbl DCTETUKN 1 TEOPUN
nckycctea TOKMINCKOTrO yHUBepCUTeTa

JOKTOp Hayk, npodeccop, University of Chicago, Departments: Cinema
and Media Studies, Art History, Slavic Languages and Literatures
JOKTOP MCKYCCTBOBeAEHMA, Npodeccop, pekTop MockoBcKoro
apX1TeKTYPHOro MHCTUTYTa, BULLe-Npe3naeHT Poccuiickoin akagemum
XyH0XKecTB

CmoneHkoBa FOnna AHatonbeBHa (Poccus)

HAYYHO-AHANIUTUYECKU

XYPHAN «4JOM BYPTAHOBA. Ne 2

MPOCTPAHCTBO KYNbTYPbl»

CNOBO
PEAAKTOPA

CEPFEN CEPFEEBUY CTYMWH
SK3NCTEHUMANBHOE MCKYCCTBO3HAHME
B COCTABE AHTPOMONOTIMM NCKYCCTBA:
METOAONOTMYECKMIM ACMEKT

MAPWUA ANEKCAHAPOBHA BYPTAHOBA
PYMHbBI KAK APXUTEKTYPA AAANTMBHOCTU

O XAHIOH
HALIMOHATBHASA TEMA B CKY/IbMTYPE BCEKUTAMCKOW
BbLICTABKW M30OBPA3WTE/IBHOTO UCKYCCTBA

CIOW L3NHYXY
TPAAMUMOHHAS XMBOMMCH M MPOBO33PEHNME
KMTAS B KOHTEKCTE ®OTOMCKYCCTBA 1930-X FOJ0B

AHACTACMUA EBFEHbEBHA XX JAHOBA
MUTPUPYIOLLIVIA GPAHLLY3CKMIA MACTEP
HUKONA BEHXAMEH ZIE/TATIbEP

ENEHA BNAANWMWUPOBHA CAMCOHOBA
AKOMO BENTNHN: TTPOBJIEMA BM3YAJIM3ALMNM
«BEHELUMAHCKOTO MU®A»

NPUHA AHATOJIbEBHA ®OMUHA

TPAAVLUMA AHTUKBAPHOTO COBVPATE/ILCTBA M EE
POJIb B CIOXEHWM KOHLEMLUMM MOONOTMHYECKON
KAPTHbI B BEHELMAHCKOM MCKYCCTBE

AHHA ANEKCAHAPOBHA ®ULUEP
COUMANTBHAA W MOJTNTUHECKAA KAPNKATYPA
NCAAKA KPYKLIEHKA B COEPAHN
BUBTIMOTEKN JIBKOMCA 1 YOJIMOJTA

BEPA HUKOJIAEBHA AEMWHA,

AHTFENTNHA EBFEHbEBHA KUCEJIb
CIOXETHO-APAMATYPTUYECKINE OCOBEHHOCTW OIMEPBI
«CKA3 O BOPUCE N INIEBE, X BPATBAX APOC/TIABE MY/ZIPOM
1 CBATOMOJKE OKAAHHOM, INXMX PASBOMHUNKAX M
[OBEPOM HAPO/E PYCCKOM>» A. B. YAAKOBCKOTO

CBET/IAHA AHATOJ/IbEBHA MABJ/IOBA

TEOPUA AGDEKTOB B JIMBPETTO EBPOMENCKOM M
PYCCKOW OMEPbI: OT A3bIYECTBA K XPUCTUAHCTBY
«OPOEM» MOHTEBEPAM W «PYCNIAH» [IMHKMA

NPUHA BACU/IbEBHA MOPTHOBA
PYCCKAA AHUMAJTNCTUMKA B PAKYPCE TPEX
CTONETUM: O CYABBEAX XAHPA

COAEP>XXAHUE
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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of culture

#2/2024

Dear friends,

We are pleased to present to you Issue 2, 2024, 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 Scien-
tific Journals and Publications in which the main sci-
entific results of theses for the academic degrees of
doctor and candidate of science must be published.

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 issue opens with an article "Existential Art
Studies As Part Of The Anthropology Of Art: Meth-
odological Aspect” by S.Stupin, examining meth-
odological foundations of the anthropology of art
and existential art studies, the latest multidiscipli-
nary directions of the study of art and man in art.

In the article "Ruins as Architecture of Adaptabil-
ity”, M.Burganova presents a critical review of the
projects at the second Sharjah Architecture Triennial.
Creative rethinking of ruins, development of a new
image and adaptive significance for them, reflecting
such sensitive aspects for modern reality as ecolo-
gy, ethnicity, tradition, reincarnation, are the main
ideas of the triennial. The author analyses the phe-
nomenon of ruins not only as an architectural ob-
ject but also as a subject of philosophical research.

The history of All-China Exhibitions is explored
by Yu Hanyong in the article “The National Theme in
the Sculpture of the All-China Fine Arts Exhibition”.
The author considers the topic of national identity
using the example of sculptural works, emphasising
its importance in the context of state cultural policy.

A unique combination of the arts, painting and
photography, is analysed by Xu Jingzhu. In the arti-
cle "Traditional Chinese Painting And Worldview In
The Context Of Photographic Art Of The 1930s”, the
author emphasises that traditional Chinese paint-
ing is a unique and original national type of paint-
ing, an artistic system, reflecting the way of thinking,
aesthetic consciousness and philosophical ideas of
the Chinese. However, the immediacy of photogra-
phy and its closeness to reality have challenged the

traditional methods of artistic expression of tradi-
tional Chinese painting.

In the article "Migrating French Master Nicolas
Benjamin Delapierre”, A.Zhdanova reveals some as-
pects relating to the work of foreign artists in Russia.
The author explores the work of painter and minia-
turist N.Delapierre. The article is an attempt at a sci-
entific reconstruction of the master's biography, a
systematisation of scattered biographical data and
various archival information, giving an idea of the
artist's life and work.

The role of outstanding painter Jacopo Bellini
in the development of Renaissance ideas is consid-
ered by E.Samsonova in the article “Jacopo Bellini:
the Matter of Visualising the ‘Myth of Venice". The
author believes that Bellini's art marked the begin-
ning of monumental history painting, embodied by
his sons and followers in their triumphal narratives.

In the article “The Tradition of Antique Collecting
and its Role in the Formation of the Mythological
Painting Concept in Venetian Art”, .LFomina presents
a description and brief analysis of Venetian collec-
tions, identifies their typological varieties, explores
various aspects of collecting classical objects of art
and the ways of their penetration into the markets
of Venice in the late 14th-16th centuries.

Unique English artistic graphics, a significant part
of which is devoted to the genre of caricature, is
presented by A.Fisher in the article “Social and Po-
litical Caricature by Isaac Cruikshank in the Collec-
tion of the Lewis Walpole Library".

AKisel and V.Demina present a study of plot and
dramatic features of A.Tchaikovsky's opera The Tale
of Boris and Gleb, their Brothers Yaroslav the Wise
and Svyatopolk the Accursed, the Dashing Robbers
and the Good Russian People. The authors believe
that modern opera theatre is one of the most con-
troversial phenomena of musical culture. It includes
works that go beyond the plot and dramatic bound-
aries of the traditional opera genre. In this context,
A.Tchaikovsky's operas, reflecting the most impor-
tant events in Russian history, are essential.

In the article "Affect Theory in the Libretto of
European and Russian Opera: from Paganism to
Christianity. L'Orfeo by Monteverdi and Ruslan by
Glinka", S.Pavlova raises questions about the con-
tent of affect theory in European and Russian opera.
The problem is connected with the penetration of
the pagan culture ideas of antiquity into the Euro-

pean culture of the Renaissance, which positioned
itself as Christian, and beyond.

In the article "Russian Animal Art from the Per-
spective of Three Centuries: on the Fate of the Gen-
re”, I.Portnova gives an overview of Russian animal
art of the 18th-20th centuries, evaluating the po-
sition animal art occupied among other genres of
fine arts. In her study, the author determines the
perspective of Russian animal art development, its
fate in history, which over the centuries has been
able to preserve its genre memory, having crossed
the line of the 20th century to the present day, and
rightly believes that animal art as an integral cultur-
al phenomenon has not lost its significance in mod-
ern world, determining the relevance of the article.

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.
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HayyHO-aHaMTUYeCcKuin XXypHan
[owm bypraHosa

[pOCTPaHCTBO KYNETYPbI
#2/2024

Joporuve [py3bs!
Mbi pagbl npeacTaButb Bam N2 2/2024 HayyHo-a-

HanuTM4yeckoro XypHana «Jom bypraHosa. [po-
CTPaHCTBO KYAbTYypbI».

Mo pekomeHaauwnm dkcnepTHoro coseta BAK
XypHan BKAtOUeH B lNepeyeHb BeAyLLUX peLeH3mn-
pyeMbIX HayUHbIX XXyPHa0B W U34aHWI, B KOTOPbIX
J8OMKHBI 6bITb ONY6AMKOBaHbl OCHOBHbIE Hay4YHble
pe3ynbTaTbl AncCcepTaLMn Ha COMCKaAHNE YUYeHbIX
CTeneHewn JOKTOpa W KaHAnAaTa Hayk.

B >xypHane ny6anKyroTCs Hay4yHble CTaTby Beay-
LUMX CMeLManncToB pasHbIX 'yMaHWUTapHbIx obnacten,
[OKTOPAHTOB M acnupaHToB. HanpaeieHus nccne-
[OBaHWI KacatoTca akTyalbHbIX NpobaemM B pa3any-
HbIXx 061acTAX KyAbTYpbl, NCKYCCTBA, GUNOAOTUN U
A3bIKO3HaHWA. B 3TOM MHOrorpaHHoCTM 0603peHus
nposBMAacb OCHOBHas cneunduka XxypHana, npea-
CTaB/AOLLLErO COBPEMEHHOE COCTOSHME MPOCTPaH-
CTBa KyAbTypbl.

Homep oTtkpeiBaeT ctaths C.C. CTynnHa «3K3u-
CTeHLMaNbHOEe UCKYCCTBO3HaHWeE B COCTaBe aHTPO-
MOJIOrMM UCKYCCTBA: METOA0NOTMYECKMIA aCnekT», B
KOTOPOU paccMaTpuBatOTCA METOLONOTNYECKNE OC-
HOBaHMA HOBEMLLNX MEXANCLMMAMHAPHBIX Hanpas-
NEeHNN N3yYeHna NCKYCCTBa U YesioBeKa B UCKYCCTBE
— aHTPOMONOIMM NUCKYCCTBA N 3K3UCTEHLMaNbHOTO
NCKYCCTBO3HaHMA.

M.A. BypraHoBa B cTatbe «PyuHbI Kak apxuTek-
Typa afanTUBHOCTU» NpPeACcTaBAAeT KPUTNUECKNIA
0630p 06bekTOB BTOpOW TPMEHHaNe apXUTEKTYpbl
B LWapgxxe. [naBHasa naes TpueHHane - KpeatmBHoOe
NepeoCMbICIEHNE PYWH, CO34aHMe A5 HUX HOBOTO
obpasa v aflanTMBHON 3HAUMMOCTH, OTPaKatoLLero
Takune YyBCTBUTE/IbHbIE AN COBPEMEHHOW peanbHO-
CTW acnekTbl KaK 3KOAOMMsA, 3THOC, TPaAULMA, PENH-
KapHauua. ABTOp aHanusmpyet GeHOMEH pyuH He
TOJIbKO KaK apXUTEKTYPHbIN 06BEKT, HO U Kak npes-
MeT GMAoCcodCKOro nccaesoBaHmA.

NcToputo BecekuTaiickmx BbiCTaBok uccneayet O
XaHBbOH B cTaTbe «HaumoHanbHaa Tema B CKynbnType
BcekuTalickoli BbICTaBKM M306pa3nTeNbHOro NCKYC-
cTBa». ABTOp paccmaTpuBaeT TeMy HalMOHaNbHOM
WAEHTUYHOCTU Ha NpUMepe CKYIbMTYPHbIX MPOU3-
BeZeHWl, NoAUepKMBas ee BaXHOCTb B KOHTEKCTE
rocyapCTBEHHOW Ky/IbTYPHOMN NMOAUTUKMN.

YHUWKaNnbHOE coesMHeHNE BUAOB UCKYCCTB - XXW-
Bonucy 1 dotorpadum aHanmsmpyet Croi LI3nHuxy.
B ctaTbe “TpagnLuMOHHas XMBOMWUCb U MUPOBO33pe-
Hue Kutasa B KoHTekcTe poTonckycctea 1930-x rogos”
aBTOp NOAYEPKMBAET, UTO TPAANLMOHHAsA KUTaNCKas
>KMBOMMWCh — 3TO YHUKANbHbIV U CAMOOBbITHbIV HaL-

OHaJIbHbIV BUZA XXUBOMUCHK, XyA0XKECTBEHHAN CUCTE-
Ma, oTpaxkaroLas cnocob MblNeHNs, 3CTeTUYeckoe
CO3HaHWe 1 punocodckme NpeAcTaBieHUsA KUTan-
ueB. OgHako, HenoCcpeACTBEHHOCTb poTorpadum u
eé 61130CTb K peanbHOCTM BPOCUN BbI3OB TPasAn-
LMNOHHbBIM METOZAM XY0XECTBEHHOTO BblpaXkeHus
TPaANLNOHHOM KUTANCKON XXMBOMUCK.

A.E. XXpaHoBa B cTaTbe "Murpupytownii ppaH-
Ly3ckunii MacTep Hukona beHxxameH Jenanbep” pac-
KpblBaeT HEKOTOPbIE acMeKThl, Kacarolmecs paboTbl
B Poccum nHocTpaHHbIX MacTepoB. ABTOp nuccieayet
TBOPYECTBO XMBOMNUCLA U MUHKWaTIopucTa H.Aena-
nbepa. CTaTbs ABAAETCA NOMbITKON Hay4YHOU PEKOH-
CTpyKLMKn Brorpadumm Mmacrtepa, cmctematmsaumnen
pa3po3HeHHbIX brorpaduuecknx AaHHbIX U pasHO-
06pa3HbIX apPXMBHbIX CBEAEHWNN, AarOLLMX NpeAcTaB-
JleHVe O XM3HU 1 TBOPYECTBE XYAOXHMKA.

Ponb Bblgatowerocs xumsonucuya Axono beannHm
B Pa3BUTUN nAeit 3noxum BospoxaeHus paccMmatpu-
Baetca E.B. CamcoHoBOW B cTaTbe «fAkono beanvHu:
npobiema BM3yannsaumm «BeHeLMaHCckoro Muda».
ABTOp nonaraeT, YTo UCKYCCTBO bennnHmn nonoxmno
HayaN0 MOHYMEHTaNbHOW NCTOPUYECKOWN XXNBOMM-
CW, BOMJIOLLLEHHOM ero CbIHOBbAMYU M NocaefoBate-
NAMK B NX TprymbanbHbIX HappaTuBax.

N.A. ®omunHa B cTatbe «Tpagmumsa aHTUKBAPHOrO
cobupaTenbCTBa U ee PoJib B CNOXKEHUM KOHLLENUUn
MUPONOTrMUECKON KapTUHbI B BEHELIMAHCKOM NCKYC-
CTBE» flaeT OMnucaHue 1 KPaTKUI aHaan3 BeHewumn-
AHCKMX KONANEKU NI, BbISBASIOT UX TUMONOrMYECKne
Pa3HOBUAHOCTY, UCCEAYIOTCA Pa3nNyHble acnek-
Tbl KOIEKLIMOHVNPOBAHUSA KAaCCUYECKUX Npeame-
TOB MCKYCCTBA U MyTU UX MPOHUKHOBEHWSA Ha PbIHKM
BeHeuwnn koHua XIV-XVI Bekos.

YHUKaNbHbIA MaTepuan aHTINNCKON Xyaoxe-
CTBEHHOW rpaduKn, 3HaUMTebHasA YacTb KOTOPOW
OTBOAWTCA XaHPY KapukaTypbl npeacrasaset AA.
®uwep B ctatbe «CoumanbHas N NOANTUYECKAA Ka-
pukatypa Vcaaka KpyklieHka B cobpaHum 6nban-
oTtekun Jibronca n Yonnona».

A.E. Kncenb n B.H.lemnHa npeacTaBaatoT Uc-
cnefoBaHVe Npobaembl CHOXXETHO-ApamMaTypruye-
CKunx ocobeHHocTel onepsbl A.B. YalikoBckoro «Ckas
o bopuce 1 Tnebe, nx bpatbsax Apocnase Myapom
n Ceatonosnke OKasiHHOM, INXUX pa3borHnKax 1
[06pPOM Hapoge pycckoM». ABTOpbI MoaararoT, Uto
COBPEMEHHbIV OMEpPHbIN TeaTp ABAAETCA OAHUM 13
Hanbosee HEOAHO3HAYHbIX ABAEHWI My3blKaJbHOM
KyAbTypbl. OH BKAKOUAET NPOU3BEAEHNSA, BbIXOASA -

e 3a paMKK CHOXKeTHO-ApaMaTyprnyeckmx rpa-
HWUL, TPAANLMOHHOTrO ONEPHOro XaHpa. B gaHHOM
KOHTEKCTEe BaXKHbIMW ABAAOTCA onepbl A.B. YaikoB-
CKOro, OTpaxkarolme BaxkHelLne cobbITUs oTeue-
CTBEHHOWN MUCTOPUN.

C.A. MMaBnoBa B cTaTbe «Teopus apdekToB B M-
OpeTTo eBPOMNENiCcKOM N pyCcCKOM onepbl: OT A3bl-
yecTBa K xpuctnaHctey «Opderi» MoHTeBeEpAM U
«PycnaH» [MnHKW» NogHMMaeT BOMPOChI CoAepiKa-
HUs Teopun addeKkToB B EBPOMENCKON U PYyCCKOM
onepe. [Mpobaema cBsizaHa C NPOHUKHOBEHNEM UAEW
A3bIYECKOW KYNbTYPbl aHTUYHOCTN B MO3ULNOHUPY-
FOLLLYHO Ce65, Kak XpUCTMaHCKas, eBPONEenCKyro Kyib-
Typy anoxu BospoxaeHuns un ganee.

B ctatbe «Pycckas aHMManuctuka B pakypce
Tpex cToneTuii: o cyabbax xaHpa» .B. MopTHoBa
faeT 0630p pyCcCKOro aHMMaanCTMYeCKOro UCKycC-
ctBa XVIII-XX BeKoB 1 OuLEeHMBaET TO NOJOXKEHME,
KOTOpOe 3aHMMaNa aHUMaanCTKa B pagy Apyrux
>KaHPOB N306pasnTeNbHbIX NCKYCCTB. B cBOEM MC-
CnefloBaHWM aBTOP onpejenseT pakypc pa3BuTma
PYCCKOW aHUMaNUCTUKK, ee CyAbby B UCTOPUK, KO-
TOpas Ha NPOTAXKEHUN CTONETUI CMOT/Ia COXPaHNUTb
CBOIO XXaHPOBYO MNaMsATb, MepeLlarHyB pybex XX cto-
NeTUs 1 A0 HalWUX AHEW, U CNpaBeANNBO Moaaraer,
4YTO aHUMANNCTUKA KaK LLeJIOCTHOE Ky/bTypHOE AB-
JleHne, He yTpaTnaa CBO 3HAaUMMOCTb B COBPEMEH-
HOM MUpe, YTO onpesenseT akTyalbHOCTb CTaTbW.

V3paHne agpecoBaHo npodeccmoHanam, cneym-
annsnpyrowmnmMca B 061actm Teopumn 1 NpakTukm
n3006pasnTesIbHOro UCKYCCTBa U GUAOAOTUN, a Tak-
e BCeM, KTO MHTepecyeTcs BONpOcamMmn NCKyCCTBa
N KyNbTypbl.



DOI:10.36340/2071-6818-2024-20-2-10-19

Sergey S. Stupin

director

Research Institute of Theory and History of Fine Arts,
Russian Academy of Arts

e-mail: stupin-ss@mail.ru

Moscow, Russia

ORCID: 0000-0002-7973-5418

EXISTENTIAL ART STUDIES AS PART
OF THE ANTHROPOLOGY OF ART:
METHODOLOGICAL ASPECT

Summary: Methodological foundations of the
anthropology of art and existential art studies, the
latest multidisciplinary directions of the study of art
and man in art, are considered in the article.

Fundamental scientific works, constituting these
analytical strategies at the intersection of theoretical
art criticism, aesthetics and philosophy of art, cultural
studies, philosophical anthropology and post-exis-
tential reflection, are cited. In the formation of these
directions, the special role of academician O.Krivtsun
(1954-2023), an outstanding Russian esthetician, art
critic and cultural scientist, as well as the Art The-
ory Department of the Research Institute of Theo-
ry and History of Fine Arts of the Russian Academy
of Arts is emphasised. During his term as the Head
(2021-2018 and 2023), he prepared and published
a number of significant individual scientific works
(O.Krivtsun, Basic Concepts of Art Theory. Encyclo-
pedic Dictionary. Moscow; St. Petersburg: Center for
Humanitarian Initiatives, 2018, etc.) as well as col-
lective ones (Anthropology of Art. The Language
of Art and the Measure of Humanity in a Changing
World. Moscow: Indrik, 2017, etc.).

The basic principles of the designated branch-
es of humanitarian knowledge are formulated. The
phenomenon of human dimensionality - criteria and
methods for detecting and analysing art, existen-
tially valent for a person in a certain cultural and
historical era, is the subject of the anthropology of
art. One of the tasks of the anthropology of art is
to identify ways of combining the mental and the
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artistic, the existential and the aesthetic in the lan-
guage of modern art.

A universal stimulus for artistic creativity in the
history of culture - the contradiction between the
linguistic capabilities of art and a person’s sense of
life, their existence, is formulated.

Heuristic and vital-dynamic principles of self-re-
alisation of art and a person’s realisation of their
creative function are affirmed.

The research segment “existential art studies”,
considering art in the aspect of representing the
existentials of human existence (the fundamental
characteristics and properties of homo sapiens sa-
piens) in the language of art, becomes the onto-
logical core of the anthropology of art.

A list of modern masters of fine art working in the
field of artistic representation of existential values
and meanings is provided. In addition to authori-
tative, widely known artists, the names of profes-
sional painters, graphic artists, and sculptors of the
“new existential wave” are given.

Keywords: anthropology of art, existential art stud-
ies, existence, existentials of human existence, art
of modern times, artist

INTRODUCTION
Art is a priori anthropic. It is created by man and

is intended for the sensual, emotional, intellectu-
al, psycho-spiritual registers of perception of homo

sapiens sapiens, regardless of whether a person is
the subject of artistic and anthropological compre-
hension in a specific work of visual, screen, theatri-
cal, musical art or fiction.

Anthropology of art, the latest interdisciplinary
direction of humanitarian knowledge, formulated
and tested in a number of individual and collec-
tive scientific works of leading Russian researchers
over the past two decades, declares itself to be at
the intersection of theoretical art criticism, aesthet-
ics, philosophy of art, cultural studies, philosophical
anthropology, post-existentialist cultural and phil-
osophical reflection. In the Western tradition, the
matter of the "human dimensionality” of art is dis-
solved in the analytical environment of cultural an-
thropology, whereas Russian researchers of art and
people creating art and influenced by it consider it
possible and necessary to distinguish this segment
into a relatively independent discipline, which has
its own methods and tools in the study of artistic
practices and their results. The article examines the
main sources and methodological foundations of
the latest research direction, anthropology of art,
and its integral segment - existential art studies.

ANTHROPOLOGY OF ART AND EXISTENTIAL ART
STUDIES: MAIN SOURCES AND PROLEGOMENA

The scientific formulation of the anthropology of
art as an interdisciplinary humanitarian direction in
the study of art and man is associated with the re-
search activities of the outstanding Russian scien-
tist and esthetician, culturologist and art historian,
academician of the Russian Academy of Arts, Doc-
tor of Philosophy Oleg Krivtsun (1954-2023). From
2001 to 2018 and during 2023, until his death, he
headed the Art Theory Department of the Research
Institute of Theory and History of Fine Arts of the
Russian Academy of Arts. Krivtsun worked in var-
ious fields of science studying art and man in art.
In individual monographs and in collective works
published under his responsible editing, the most
pressing questions and matters of modern theo-
ry, history, philosophy of art, aesthetics and cul-
tural studies, and philosophical anthropology are
raised. Leading Russian scientists are among the
authors of the research initiated by him: S.Batrak-
ova, O.Bespalov, G.Lukina, M.Dutsev, E.Kondratyev,
V.Kryuchkova, T.Malova, I.Proklov, S.Savenko, E.Sal-
nikov, V.Strelkov, A.Florkovskaya, D.Shvidkovsky,
A.Yakimovich and others.

Summing up the intermediate result of the joint
work, it can be argued that these books laid the
foundation for a number of promising analytical
strategies, meeting the needs of modern science
about man and the forms of one’s self-presenta-
tion in the world through artistic forms.

| will list scientific works in which the anthropolo-
gy of art was presented as a research direction with
its own subject and object of study, methodologi-
cal approaches and empirical base.

First of all, one should turn to the collective mon-
ograph “Anthropology of Art. The Language of Art
and the Measure of Humanity in a Changing World"
[Krivtsun, 2017], which was created by the Art Theory
Department of the Research Institute of the Russian
Academy of Arts as well as by invited authors from
2011 to 2013; it was published in 2017. The table
of contents makes it possible to assess the breadth
and relevance of the issues raised in the book.

The first section, "The Measure of Humanity as
a Historically Variable Guideline for Artistic Activ-
ity”, contains two programmatic articles by Krivt-
sun: "The Measure of Humanity in Art: Historical
Modifications” and “Historical Anthropology in the
Forms of Historical Practices”, as well as the works
of the luminaries of Russian art history - V.Kryuch-
kova (“Modern Art as a Factor of Cultural Evolu-
tion”), S.Batrakova (“The Anthropic Principle in the
History of Science and the Age of the Avant-Gar-
de”) and A.Yakimovich (“Art of the 20th Century.
Anthropology”).

The second section, “Artistic Creativity as a Sphere
of Overcoming Stereotypes of Perception and Think-
ing”, includes articles: “The Scale of Human and
‘Non-human' in Modern Architecture” by D.Shvid-
kovsky, “Multidimensional Man and the Poetics of
the Possible” by O.Bespalov, “Parameters of Artistic
Creativity: Being, Mind, Spontaneity” by V.Strelkov,
“The Image of a Hero in Cinema at the Turn of the
21st Century” by E.Salnikova.

The third section, “Artistic Versions of Human
Ambivalence”, is formed by the research “The Area
of Boredom. Contemporary Art" by V.Gore, “"Man -
it Sounds Dangerous..." On the Guidelines of a Mod-
ern Person on Stage and in Life” by A.Rastorguev
and “The Sweet Search for Oneself. ‘New Sensibil-
ity’ in European Cinema of the Second Half of the
20th — Early 21st Century” by M.Petrov.

The authors of the fourth section, “Human Ex-
istential Experience: Answers from Art”, are E.Kon-
dratyev (“"The Existential Position of Man in Modern
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Society: Urban Photography”), E.Stepanyan-Rumyant-
seva ("Touching the Flesh of the World: Pasternak,
Zabolotsky, Brodsky"), S.Stupin (“My Face at Night.
The Art of Existential Anxiety” and “"Homo Solus. A
Lonely Man in the Images of Art").

The publication of Chapter VII, “Aesthetics as An-
thropology of Art”, in the third, expanded and re-
vised edition of Aesthetics by Krivtsun published in
2014 [Krivtsun, 2014] is an important stage in the
establishment of a new interdisciplinary direction.
It would be appropriate to note that this book (the
first edition of Aesthetics was published in 1998)
has become a classic textbook which has educat-
ed generations of undergraduate and graduate
students in creative and scientific fields, including
twelve candidates of philosophical sciences in the
named specialty.

The body of knowledge about the “anthropol-
ogy of art” method is accumulated in the author’s
encyclopaedic dictionary, “Basic Concepts of Art
Theory”, published in 2018 [Krivtsun, 2018]. In this
work, it is necessary to pay attention to the articles:
"Anthropology of Art”, “Anthropic Principle”, "Man
in Art”, "Existentialism and Art".

Moreover, the latest collective monograph, “The
Vitality of Art. Modern Manifestations. Analytics” is
also important for understanding the initial meth-
odological foundations of the anthropology of art
and existential art criticism. It was prepared accord-
ing to the plan of scientific publications of the State
Institute of Art History of the Ministry of Culture of
the Russian Federation, as well as according to the
area of activity of the Art History and Art Criticism
Department of the Russian Academy of Arts. The
authors of the study address the multidimensional
phenomenon of vitality in the space of artistic prac-
tices of the 20th century, interpret a work of art in
the aspect of its passionary properties, and actual-
ize the category of catharsis.

In 2023, the Art Theory Department of the Re-
search Institute of the Russian Academy of Arts under
the leadership of Krivtsun began discussing prelimi-
nary fragments of a new collective monograph, “The
Language of Art and Individuality of an Artist”. This
work will continue.

My monograph, “Art and the Limits of the Hu-
man. The Experience of Existential Art Studies" [Stu-
pin, 2020], and other works [Stupin, 2022, etc.], which
formed the basis of the thesis for the degree of Doc-
tor of Arts, "Art as a Representation of the Existen-
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tial", is dedicated to anthropology of art in the aspect
of existential issues and post-existential reflection.

Let us turn to the main methodological provi-
sions of the designated disciplines.

As rightly noted in the preface to the book "An-
thropology of Art. The Language and Measure of
Humanity in a Changing World”, “today one can-
not but be surprised that the research direction ‘an-
thropology of art’ has appeared so late”: “Man has
been creating art. Art has been creating man. Direct
and reverse exchange of ideas - what is anthrop-
ic value? — has been occurring continuously, in all
types of cultures” [Krivtsun, 2017, p. 11]. The matter
of the criteria for the human dimensionality of cre-
ative practices, whether explicitly or implicitly, has
been addressed in various forms of art throughout
its history, and with particular urgency in the 20th
century. However, until now, this research intention
of knowledge about man and art has not been for-
malised as an independent research strategy.

| will highlight a number of theses that consti-
tute this direction.

The starting point of the anthropology of art: “the
contradiction between the linguistic capabilities of
art and the sense of human life, one’s existence, is
the main stimulus of artistic creativity at all times”.
It is emphasised that “the connection/confronta-
tion of the existential and the aesthetic, the produc-
tive tension of their relations” has reached its limit
in the art of modern times [Krivtsun, 2017, p. 11].

Heuristic and vital-dynamic principles of self-re-
alisation of art and man’s realisation of their crea-
tive function are asserted: "Anything that has been
established or mastered cannot be a place for art.
The nature of the creative act as an artist’s abili-
ty to go beyond oneself, to surpass the bounda-
ries of the adapted world, expands the horizons of
the thinkable and comprehensible. A modern art-
ist opens up new zones of human affectivity, each
time forcing our sensory and cognitive abilities to
work differently... The very nature of artistic crea-
tivity pushes the artist into areas which they would
not be able to approach otherwise (outside the lan-
guage of art which they have found), regardless of
the degree of mental and intellectual concentra-
tion of which they are capable outside of creativi-
ty" [Krivtsun, 2017, pp. 11-12].

More specific questions of the anthropology of
art are also formulated: “What new properties of
perception does contemporary art actualize? What
is the range of possibilities of the language of con-

temporary art in discovering new zones of human
sensuality, imagination, new artistic and expressive
spaces?” [Krivtsun, 2017, p. 12].

One of the tasks of the anthropology of art is to
identify ways of combining the mental and the artis-
tic, the existential and the aesthetic in the language
of modern art. It is emphasised that an artist's in-
dividuality currently has a lack of culture "not as a
sum of techniques but culture as a semantic world
in which each new generation decides for itself how
to live, what to follow. There is a need for figura-
tive and symbolic practices which would be able to
study the foundations and limits of human mean-
ingful existence... Thus, a work of art, its perception
and experience act as a kind of additional, “super-
structural” form of human existence, accumulating
in itself special human states and forms of sensual-
ity which cannot be adequately named outside the
world of art. This kind of artistic existence, in turn,
is a fact of being and has a powerful reverse influ-
ence: it forms the imagination of contemporaries,
emotional states, sets behaviour patterns, introduc-
es the dominants of aesthetic consciousness and
taste” [Krivtsun, 2017, p. 12].

The subject of the anthropology of art is the art-
ist, the viewer and the work of art in the context of
identifying and interpreting the forms, values and
meanings of art valent to humans. Man is the main
subject of art. Art is created by man and for the
human register of perception. However, not all ar-
tistic practices are of interest in the context of the
anthropology of art. The research focus is on an-
thropic and existential issues, on the problematic
nature of human existence in any era - in histori-
cal specifics or in the emphasis on the ontological,
fundamental characteristics, properties and states
of homo sapiens sapiens.

Meanwhile, an artwork in which a mainly decora-
tive, exclusively artistic task is solved is of research
interest in the aspect of indirect transmission of an-
thropic and existential issues, when anthropic con-
tent is formed not narratively, not plot-thematically
but through the effort of “somatic hypnotism” of
form, expressive nuances of artistic expression means.

The research segment “existential art studies”
becomes the ontological core of the anthropology
of art. In the 20th century, masters of various types
and genres of art looked for plastic equivalents to
the existentials of human existence, which simulta-
neously act as ontological characteristics of the an-
thropic and fundamental psychophysical states of

man. Existentials are the fundamental ontological
foundations of human existence, the basic charac-
teristics, dimensions and properties of a person in
the aspect of philosophical anthropology and exis-
tentialism: substantial states which characterise per-
sonal existence with the models “a lonely person”,

non non

“a loving person”, “a creative person”, “a fearful per-
son”, " a suffering person”, "a transcendent person”.

The existentials of freedom, loneliness, love, fear,
suffering, transcendence, the experience of death,
creativity are intricately embodied in the plot-the-
matic, symbolic and plastic-linguistic structures of
artworks, the creators of which consciously or un-
consciously use the macro- and micro-levels of the
artistic whole as a representation of the existential
modelling of existential states with a variety of for-
mal and stylistic possibilities.

In the early 20s of the 21st century, contempo-
rary Russian art, both metropolitan and regional,
presents a wide field of searches for answers to the
fundamental questions of human existence.

In 2024, authoritative authors continue to work
in Russia, raising questions of human existence
in different ways in their work: academicians and
corresponding members of the Russian Academy
of Arts: Alexander Burganov, Viktor Kalinin, Viktor
Korneev, Anatoly Lyubavin, Alexey Morozov, Boris
Messerer, Tatyana Nazarenko, Larisa Naumova, Pav-
el Nikonov, Konstantin Petrov, Evgeny Romashko,
Konstantin Khudyakov, Alexander Tsigal, as well as
Semyon Agroskin, Vasily Shulzhenko and others. |
will also name professional artists of the “new exis-
tential wave” who are noticeable in the all-Russian
space, in whose work an attempt to express exist-
ence using specific linguistic means is made: Alex-
ander Grekov (Perm), Elena Bobrova (Omsk), Kirill
Borodin (Kurgan), Mikhail Dutsev (Nizhny Novgo-
rod), Alexey Zhuchkov (Moscow), Frol lvanov (St. Pe-
tersburg), Denis Ichitovkin (Perm), Vadim Kadzhaev
(Tskvinval, Vladikavkaz), Evgenia Maltseva (Izhevsk),
Stanislav Miroshnikov (St. Petersburg), Alexander
Mikhalev (Sakhalin, Moscow), lvan Novikov (Mos-
cow), Anastasia Omelchenko (Moscow), Ivan Razu-
mov (Moscow), Daria Rumyantseva (Moscow), Maria
Safronova (Rzhev), Sergey Sekirin (Vladikavkaz), Pav-
el Suslov (Zhukovsky), Yulia Trubina (Perm), Alexan-
der Tyshchenko (St. Petersburg), Tatyana Kholevo
(Cherepovets), Nikita Chernoritsky (Moscow), Valentin
Chopyk (St. Petersburg), Valeria Shein (Rostov-on-
Don), and others.
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CONCLUSION

The proposed review of the sources and meth-
odological foundations of the latest interdisciplinary
areas of “anthropology of art” and "existential art
studies” gives grounds to consider these searches

as promising, having the potential to lead to further
beneficial research. The soundness and relevance of
these approaches is determined by the very practice
of art today, aimed at finding artistic equivalents to
the extremely problematized "human condition”.
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SK3NCTEHUWMAJIBHOE NCKYCCTBO3HAHWE
B COCTABE AHTPONONOTNN NCKYCCTBA:
METOAONOTMYECKNI ACMEKT

AHHOmMayusA: B ctaTbe paccMmaTpmBaroTca Me-
TOAONOTNYECKNE OCHOBaHUSA HOBEMLLINX MEXAMC-
LUNANHAPHbIX HanpaBAeHWI N3yYeHUs NCKYCCTBa U
yesoBeKa B MCKYCCTBE — aHTPOMOJOTNMN UCKYCCTBA
N 3K3UCTEHLMaNbHOrO UCKYCCTBO3HAHWA.

MpuBOAATCA OCHOBOMOAraroLLMe HayyHble Tpy-
Abl, KOHCTUTYMpPYIOLWNE JaHHble aHaAUTUYeckKune
CTpaTernmn Ha CTbike TEOPETUYECKOTO NCKYCCTBO3HAHWS,
3CTETUKM U GUAoCOdUN NCKYCCTBA, KybTYPOAOTN,
drnocodckor aHTPONONOTMK, MOCTIKINCTEHLMA-
nnctckor pedaekcuun. MoguépkmnBaetca ocobas
poab B GOPMUPOBaHMM YKa3aHHbIX HanpaBAeHWNN
BblAatoLLLEroca OTe4eCTBEHHOrO 3CTeTnKa, NCKyC-
cTBOBEA M KynbTyposora, akagemumka O.A. Kpus-
uyHa (1954-2023) n otaena Teopun nckyccrsa HAM
TEOPUN N UCTOPUUN N306Pa3nTENBbHBIX UCKYCCTB Poc-
CMIACKOW aKaZeMUN XyL0XKECTB, KOTOPbI B Nepuog,
ero pykosogcTtea (2001-2018 n 2023 roabl) noa-
rOTOBWA W BbIMYCTWUA B CBET PAA 3HAUMMbIX UHAN-
BuayanbHbix (KpmeuyH O.A. OCHOBHblE MOHATUA
TEOPUM UCKYCCTBA. DHLMKNONEANYECKUA CNOBapb.
M.; CN6.: LileHTp rymaHuTapHbIX nHMLmatne, 2018 1
ApP.) N KONNEKTUBHBIX (AHTPOMONOTMNA NCKYCCTBA. A3bIK
WCKYCCTBa M Mepa Yel0oBEUYEeCKoro B MeHsoLWwemMcs
mupe. M.: iHgpuk, 2017 1 Ap.) Hay4HbIX TPYAOB.

dopmMyAnpyrOTCA OCHOBHbIE MONOXeEHNA 0603-
HaUeHHbIX OTpac/iel ryMaHUTapHOro 3HaHWA.
MpeamMeTOM aHTPOMONOTMM NCKYCCTBA BbICTynaeT
beHoMeH 4enoBEKOMEPHOCTUN — KPUTEPUEB U CMO-
co60B OBHapy>XeHUs 1 aHann3a 3K3NCTeHLMaNbHO
Ba/IEHTHOrO YeNoBeKy NUCKYCCTBa B ONpesenéHHyto

KYyNbTYypPHO-UCTOpUYeckyto anoxy. OaHa m3 3a-
Jlay aHTPOMOOrMM NCKYCCTBA — BbIiIBIEHWE CMO-
coboB cOnpsAXeHUsA B A3blke COBPEMEHHOTO
MNCKYCCTBa MEHTaIbHOIO U XyA0XEeCTBEHHOTO, 3K-
3UCTEHLMaNbHOrO M 3CTeTUYECKOrO.

ChopmynmpoBaH yHUBEPCaNbHbIA CTUMYA Xy-
[OXECTBEHHOro TBOPYECTBa B CTOPUN Ky/bTypbl —
NpoTMBOpPEUne MeXAY A3bIKOBbIMY BO3MOXHOCTAMM
WCKYCCTBA M YyBCTBOM XXW3HW YeN0BeKa, ero 3K3uc-
TEHUWEN.

YTBEpXKAat0TCS 3BPUCTMUECKME U BUTANIbHO-ANHA-
MUYEeCKMe NPUHLMMbI CAMOOCYLLLECTBEHNS UCKYCCTBA
1 peannsaLm YeNOBEKOM ero KpeaTnBHOMN GyHKLMN.

OHTONOrNYeCKUM AAPOM aHTPOMONOTNN NCKYC-
CTBa CTAaHOBUTCA UCCNEA0BATENbCKUIA CETMEHT «3K-
3UCTEHLMaNbHOE NCKYCCTBO3HAHME», N3yYatoLnii
WNCKYCCTBO B acrnekTe penpeseHTauun B A3bIKe UC-
KyCCTBa 3K3UCTEHLMANOB YesloBeYeCKoro bbitus —
byHAaMeHTaIbHbIX XapaKTEPUCTUK 1 cBOMCTB homo
sapiens sapiens.

MpUBOANTCA NepeYeHb COBPEMEHHbIX MacTepoB
1300pa3mnTeNbHOro UCKyccTBa, paboTatoLmnx B chepe
XyHA0XKECTBEHHOW pernpe3eHTaLMm 3K3UCTEHLMANbHbIX
3HaYeHWI 1 CMbICN0B. [TOMUMO aBTOPUTETHBIX, 06/1a-
JaoLLMX LUIMPOKOW N3BECTHOCTHHO aBTOPOB, Ha3BaHbI
MMeHa NpodecCcMoHaNbHbIX XMBOMUCLLEB, rpaduKoB,
CKY/IbNTOPOB «HOBOW 3K3UCTEHLNAbHOWN BOHbI».

KntoueBble cnoBa: aHTpONnoAOorna NCKyCcCTBa, 3K-
3UCTeHLMaNbHOE NCKYCCTBO3HaHWME, 3K3UCTeHU WA,

15



3K3MCTEHLMaNbl YeNOBEYECKOrO BbITUS, MCKYCCTBO
HoBelwero BpemMeHw, XyA0XHMK

WckycctBo anpuopu aHTponHo. OHO TBOpUTCA
4YeNOBEKOM W NMpeAHa3HauyeHo A5 YyBCTBEHHbIX,
3MOLMOHAbHBIX, MHTENNEKTYaNbHbIX, MCUXOLYXOBHbIX
perncTtpoB BoCnpuaTna homo sapiens sapiens
BHE 3aBUCMMOCTW OT TOrO, ABASETCA NN YeNoBek
NpesMeTOM XyAOXeCTBEHHO-aHTPOMONOrMYEeCKOro
MOCTUXEHUSA B KOHKPETHOM MpOu3BeeHnn
n306pasnTenbHOro, 3KPaHHOro, TeaTpaabHOro,
MY3blKaJbHOIO UCKYCCTBA UAN XYAOXECTBEHHOMN
nnTepaTypbl.

HoBeilwee MexXaNCLUUNANHAPHOE HanpaBaeHne
rYMaHWTapHOrO 3HaHWs «@HTPOMONOTMNS UCKYCCTBA,
cbopmynmpoBaHHOe 1 anpobupoBaHHOe B pAje
NHANBUAYaNbHbBIX U KONIEKTUBHBIX HaYUHbIX TPYZAOB
BeAyLLMX OTEYECTBEHHbIX UCCe0BaTeNel B TeYeHne
[BYX NMOCNEAHUX AeCATUNETUN, 3aaBASET O cebe Ha
CTblKE TEOPETNYECKOTO UCKYCCTBO3HAHWSA, SCTETUKM,
dnnocodum nckycctaa, Kynbtypoaorum, Guaocodckon
aHTPOMO/IOrNK, MOCTIK3NUCTEHLMANNCTCKON KYNb-
TypHO-Punocodpckon pedpaekcum. Ecam B 3anagHom
Tpaguumnmn npobnematnka «4eN0BEKOMEPHOCTM»
NCKYCCTBa pacTBOpPEHa B aHaNUTUYECKOU cpeje
Ky/IbTYPHOW aHTPOMOIOrMKW, TO POCCUIACKME nCCae-
[0BaTeIM UCKYCCTBA U YeNoBeKa, TBOPALLErO UCKYC-
CTBO W TBOPVMOFO UM, CHUTAOT BO3MOXHbIM U
HEeoBXOANMBIM BbIAENNTb 3TOT CEFMEHT B OTHO-
CUTENbHO CaMOCTOATENbHYI AUCUUMNAUHY,
obnazatoLyto COBCTBEHHBIMU METOZAMMN N UHCTPY-
MEHTaMU B U3yYEeHUWN XyLOXKECTBEHHbIX MPaKTUK U
nx pe3ynbTaToB. B HacToALleN cTaTbe OyayT pac-
CMOTpPEHbl OCHOBHbIE UCTOYHUKN U METOL0N0rU-
yeckne OCHOBaHMA HOBEMLLErO UCCeL0BaTENbCKOrO
HanpaB/ieHWs «aHTPOMOIOTUA NCKYCCTBa» U ero He-
OTbEMIEMOrO CErMeHTa «3K3UCTeHLManbHOe UC-
KyCCTBO3HaHMe».

AHTPOTMOJI0INA NCKYCCTBA N K3NCTEH-
LNATBHOE NCKYCCTBO3HAHME: OCHOBHBIE NC-
TOYHNKWN L MTPOJIETOMEHbI

HayuHoe opopmieHne aHTPOMONOTNM NCKYCCTBa
Kak MeXANCLUMMANHAPHOIo r'yMaHUTapHOro Ha-
NpaBieHNA N3yYeHNs NCKYCCTBa W YesioBeka CBA3aHO
C UCCNef0BaTeNbCKOM AeATeNbHOCTLIO BblatoLLerocs
POCCMINCKOro YY4EHOro — 3CTeTnKa, KyabTyposiora u
NCKYCCTBOBEAA, akajemuka Poccumiickon akagemmm
XyZAOXeCTB, AokTopa ¢uaocodpckmx Hayk Onera
AnekcaHgposuya KpmeuyHa (1954-2023). C 2001 no
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2018 rog v B TeueHune 2023 roga, O CBOEN cMepTy,
OH pyKOBOAWA OTAEeNOM Teopun nckycctesa HAU
TEOPUN 1 NCTOPUMN N3006pasmnTeNbHbIX CKYCCTB PAX.
O.A. KpmBuyH paboTan B pasHbIx 061aCTaX HayKu
06 1CcKycCcTBe U YenoBeke B UCKycCTBe. B nHam-
BUAYaNbHbIX MOHOTpadmnax n B KOANEKTUBHBbIX
TPyAax, BblLUeALWMX MO €ro OTBETCTBEHHbIM pe-
JaKTMPOBaHMeEM, MOAHNMAOTCA CaMble akTyasibHble
BOMPOCHI N NPO6EMbl COBPEMEHHOW TEOPUM, UC-
Topuu, duinocodnm NCKyccTBa, ICTETUKN U KyJb-
Typosioruu, dunocodckort aHTponoaormun. B uncne
aBTOPOB MHULMNPOBAHHbIX MM MOWCKOB — BeAyLune
oTeyecTBeHHble yuéHble: C.I[1. batpakoBa, O.B. bec-
nanos, Y. JlyknHa, M.B. lyues, E.A. KoHgpaTtbes, B.A.
Kproukosa, T.B. Manosa, V.H. MNpoknos, C./N. CaBeHko,
E.B. CanbHukos, B./. Ctpenkos, A.K. Pnopkosckas,
4.0. Weuakosckuia, AK. iknmosmy 1 ap.

MoaBoOAA MPOMEXYTOUYHbIA UTOT COBMECTHOM
paboTbl, MOXHO yTBEPXAAaTb, YTO NPOBEAEHHbIE
nog HavanoMm O.A. KpuBLYyHa U3bICKaHNA 3a710KUAN
OCHOBaHMVe psaja NepcrnekTUBHbIX aHaANTUUYECKNX
cTpaTervi, oTBeYaroLMx 3anpocamMm COBPEMEHHOM
Haykun o yenoBeke 1 popmax ero camonpeseHTaLmm
B MUpPE NOCPEACTBOM XyA0XECTBEHHbIX POpPM.

Mepeuncato HayyHble TPYAbl, B KOTOPbIX aH-
TPOMOIOrMA NCKYCCTBa Oblna apTUKyAMpOBaHa Kak
nccnesoBaTeNlbCKoOe HamnpasseHne, obaagatolee
COBCTBEHHBLIM NPEeAMETOM U 0OBLEKTOM UCCNenO-
BaHVA, METOA0NOTMYECKMMU NMOAXOAaMU N IMMM-
puyeckol 6a3oi.

B nepByto ouepeab cnegyet obpaTuThCA K KOA-
NEeKTUBHOM MOHOrpadum «AHTPOMONOTUSA NUCKYC-
CTBa. A3bIK MCKyCCTBA N Mepa YesloBeYeCcKoro B
MeHstowemcs mupe» [Krivtsun, 2017], koTopas
co3faBaJsiacb OTAeNoM Teopuun nckycctea HAU
PAX 1 npurnawérHbimmn astopamu ¢ 2011 no 2013
rog v ysuaena cset B 2017 rogy. OrnasneHvie gaét
BO3MO>HOCTb OLIEHUTb LUMPOTY U aKTyaIbHOCTb MOA-
HUMaeMbIX B KHUre Npobaem.

MepBbli pasgen «<Mepa yenoBeyeckoro kak
NCTOPUYECKN U3MEHUYUBbLIA OPUEHTUP XY[O-
XXECTBEHHOW AeATeNbHOCTU» COAEPXUT ABe
nporpammHble ctatbn O.A. KpneuyHa «Mepa ve-
JIOBEYECKOrOo B UCKYCCTBE: MCTopuYeckme moandu-
Kaumm» n «/ctopmnueckas aHTponoaorna B popmax
NCTOPUYECKMX NPaKTUK», @ Takxke paboTel koprbees
OTeYeCTBEHHOTO NCKYCCTBO3HaHMs — B.A. KproukoBol
(«CoBpeMeHHOe MCKycCTBO Kak hakTop Ky bTypHOWM
agostoumnn»), C.IN. batpakoBoW («AHTPOMHLIN
MPUHLNXM B UCTOPUM HAYKN N BEK aBaHrapga») v

AK. Aknmosnua («/ckycctBo aBagLaToro Beka. AH-
TPOMOAOrMKa»).

Btopoli pasgen «XyaoxecTBEHHOe TBOPYECTBO
Kak chepa npeosoneHmsa CTepeoTUnoB BOCNPUATUA
1 MbllieHna» BkatoyaeT ctatbm [.0. LWBnakoBcKoro
«MacwTab yenoBeyeckoro u “HeyenoBeyeckoro”
B COBpPeMeHHOoW apxutekType», O.B. becnanosa
«MHOromMepHbIi YesIoBEK Y MO3TUKA BO3MOXKHOTO»,
B.W. CtpenkoBa «[MapameTpbl Xy[0XeCTBEHHOrO
TBOpPUYECTBA: HbITUE, pa3yM, COHTaHHOCTb», E.B. Canb-
HukoBol «Obpa3 repos B KMHO pybexka XX—XXI BB.».

TpeTtnin pasgen «XyAoXeCcTBEHHble BEPCUMN aMm-
6VBaNeHTHOCTN YenoBeveckoro» GopMUpPYrT
nccnegoBanus B. Topa «O6nactm ckyku. Contem-
porary Art», A.B. Pactopryesa «"YenoBek — 310
3BYy4nT onacHo...” O6 opueHTMpax COBPEMEHHOTO
yenoBeKa Ha cueHe 1 B XunsHu» n M.A. lNMeTtposa
«CnafocCTHbIV Nounck cebs. “HoBas UyBCTBEHHOCTL
B €BPOMNENCKOM KMHemaTorpadpe BTOPON MONOBUHBI
XX — Hayvana XXI| B.».

ABTopbl YeTBepTOro paszena «IK3nUCTeHLManbHbIN
OnNbIT YesloBeKa: OTBEThI UckyccTBa» — E.A. KoHgpaTtbes
(«3K3nCTEHUMaNbHOE MONOXKEHNE YenoBeKa B COB-
pemMeHHOM coumnyme: ypbaHucTnyeckasa ¢oTtorpa-
dusa»), E.B. CrenaHaH-PymaHueBa («Kacascb naotn
mupa: MactepHak, 3abonoukunin, bpoacknii»),
C.C. CrynuH («Moe nnuo Houbto. VckyccTBO aK-
3UcTeHUManbHoOM TpeBorn» 1 «<Homo solus. Yenosek
OAMHOKMI B 06pasax MCKycCTBa»).

Ba>kHbIM 3TanoM B yTBEPXXAEHUN HOBOTO MeX-
ANCUMNANHAPHOTO HanpaBAeHNA CTaHOBUTCA Ny-
6aukaumsa Masbl VI «3cTeTrka Kak aHTponoaorus
NCKYCCTBa» B 3-M, JONOJIHEHHOM 1 NepepaboTaHHOM
n3ganmm «3ctetnkm» O.A. KpusuyHa 2014 roga [Krivt-
sun, 2014]. YmecTHbIM ByAeT OTMETUTb, YTO 3Ta KHUTa
(nepBoe n3gaHue «3cTeTnkmn» Bbiwao B 1998 roay)
CTana Knaccmyecknm yyebHMKOM, BOCMNTABLLMM
NMOKOJIEHWNA CTYAEHTOB M aclMpPaHTOB TBOPYECKMX
W Hay4YHbIX HanpaBAEHWI, B TOM Yncie ABeHajLaTh
KaHanzaToB GrUAocodCKMX Hayk No Ha3BaHHOM cre-
LManbHOCTU.

CyMMa 3HaHWN O MeToZe «aHTPOMOoaOrmsa uc-
KyCCTBa» akkyMyampoBaHa B aBTOPCKOM SHLMKIIO-
negnyeckom cnosape «OCHOBHblE MOHATUA TEOPUN
nckyccrea», Boliwegwem B 2018 roay [Krivt-
sun, 2018]. B atom Tpyse HeobxoAnMO 0bpaTuTb
BHMMaHMe Ha CTaTby: «AHTPOMOIOTNA NCKYCCTBA»,
«AHTPOMHBIA NPUHLUMN», «YenoBeK B MCKYCCTBE,
«IK3NCTEHLMANIN3M N NCKYCCTBO.

Takke AnA MOHMMaHMA NCXOAHbBIX METOL0/10-
r’MUYecKnx OCHOBaHWA aHTPOMOAOTrMU UCKYCCTBA U

3K3NCTEHLMANbHOIO MCKYCCTBO3HAHWA BaXKHa Noc-
NefHAsR KONEKTMBHaa MoHorpadusa «ButanbHocTb
nckyccrea. CoBpemMeHHble NpoABAeHUA. AHANUTUKE>,
NOAroTOB/JIEHHAA MO MaHy Hay4HbIX U3gaHui lo-
Cyf,apCTBEHHOTO MHCTUTYTa MCKYCCTBO3HaHWA
MK P®, a Takxxe No HanpaB/ieHUIO AeATEebHOCTHU
OTaeneHnsa NCKyCCTBO3HAHMA U XY0>KeCTBEHHOWN
kputukn PAX. ABTOpbI nccnesoBaHuMs obpallatotcs
K MHOromepHomMy GeHOMEeHY BUTaAbHOCTM B MpPO-
CTPaHCTBE XyAOXECTBEHHbIX MPaKTUK XX BeKa, NHTep-
NPeTUPYIT NPOU3BeAEHME NCKYCCTBA B acrekTe ero
nacCroHapHbIX CBOMCTB, akTyasn3npyoT KaTeropmto
KaTapcumca.

B 2023 ropy oTtaen Teopuun nckycctsa HAN PAX
noa pykosoactsom O.A. KpuBLyHa Hauan o6cyx-
JeHve npeaBapuTenbHbIX parMeHTOB HOBOW
KONNIEKTUBHOW MOHOTpadum «A3blk NCKYCCTBa U UH-
AVBUAYaNbHOCTb XYAOXHWKa». ITa paboTa byaeTt
npoAo/KeHa.

AHTPOMONOIrNM NCKYCCTBa B acrnekTe 3K3uc-
TeHUManbHOM NpobieMaTukm M MOCTIK3NUC-
TEHUMaNNCTCKON pedaekcMn noceBsLLeHa MOS
MOHorpadusa «/ckyccTBo 1 npesesbl YeN0BEeYeCKoro.
OnbIT 3K3UCTEHLMAaNbHOrO NCKYCCTBO3HaHMA» [Stu-
pin, 2020] n apyrme pabotel [Stupin, 2022 v ap.],
NOJIOXKEHHbIE B OCHOBY ANCCEPTaLIMMN Ha COMCKaHMe
YYEHOW CTeneHun foKTopa nckycctBoBegeHms «Mc-
KyCCTBO Kak penpe3eHTaumns 3K3MCTeHLMaibHOTo».

ObpaTnMca K OCHOBHbIM METOA0N0rMYECKUM
NONOXEHNAM 0603HaUYEHHbIX ANCLUMANH.

Kak cnpaBeasMBo oTMeyaeTca B NPeANCIOBUN
K KHUTre «AHTPOMoIorna NCKyccTBa. A3blk N Mepa
YesN0BEYECKOro B MEHAIOLLEMCA MUPE», «CEerofHA
He MOXEeT He YAMBAATb, YUTO Uccaef0BaTeibCkoe
HarnpaBJ/ieHWe "aHTPOMONOrNSA NCKYCCTBA" BO3HUKIO
CTONb NO34HO»: «YenoBek TBOPUA nckyccTeo. Mc-
KYCCTBO TBOPMAO YenoBeka. MNpamMon n obpatHbIn
0b6MeH naeammn — UTo ecTb aHTPOMHas LEeHHOCTb? —
NMPOWUCXOANA HENPEPBLIBHO, BO BCEX TUMAX KyAbTyp»
[Krivtsun, 2017, c. 11]. Bonpoc o KpuTepusx yeno-
BEKOMEPHOCTWN TBOPYECKMX MPAKTUK B ABHOM WN
HenpAMOM BuAe 33/aéTCA B PasHbIX BUAAX UCKYC-
CTBa Ha NPOTSAXEHUM BCEWN €ro NCTOPUN, @ C 0CO6ON
ocTpoTori — B XX Beke. TeM He MeHee 0 c1x Nnop 3Ta
nccnesoBaTeNbCcKas MHTEHLMA 3HaHUIA O YenoBeke
N NCKyCCTBE He Bblna odopmMaeHa B KauecTBe camo-
CTOATENIbHOW UCCNes0BaTENbCKOW CTpaTerum.

Bbigento pag Te31McoB, KOHCTUTYMPYHOLLMX Ha-
3BaHHOE HarnpasJ/ieHue.

VcxonHoe nonoxeHne aHTPONoaA0rMm NCKYCCTBa:
«TNIaBHbIN CTUMYN XY 0XeCTBEHHOro TBOpYecTBa BO
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BCe BPEMEHA — 3TO MPOTUBOPEUME MEXAY A3bIKOBbIMU
BO3MOXXHOCTAMU UCKYCCTBA Y YUyBCTBOM >KM3HU Ye-
NoBeKa, ero 3K3ncTeHUnen». MNoaguépkmBaeTcs, 4YTo
«CBA3Ka/NMPOTUBOBOPCTBO IK3NCTEHLLNANBHOTO U
3CTETUYECKOro, NPOAYKTUBHAA HAaNPAXKEHHOCTb MX
OTHOLLEHWNI» AOCTUINa Npejena B uckyccree Ho-
Benwero Bpemenn [Krivtsun, 2017, c. 11].

YTBEPXKAAKOTCSA 3BPUCTUUECKME U BUTANIbHO-ANHA-
MUYecKMe NPUHLMIMbI CAMOOCYLLIECTBIEHUS UCKYCCTBA
N peanun3aLm YesoBEKOM €ro KpeaTmBHOM QYHKLNW:
«Bcé yTBepamBLLEECs, OCBOEHHOE — HE MOXET ObITb
MecCToM uckyccTBa. Mpuposa TBOPUECKOro aKTa
Kak CMoCOBHOCTN XyAOXHMKA BbIATU 3a Npesenbl
cebs, NPEB30NTM rpaHULbl aZanTMPOBaHHOTO MMUPa
pacLUnpPsEeT rOPU30HTbI MbICIUMOTO, MOCTUXMUMOTO.
CoBpeMeHHbI XyJ0XHWK OTKPbIBAET HOBbIE U HOBble
30Hbl YenoBeyeckon abdeKTUBHOCTH, BCAKMIA pa3
3acTaB/iAs MHade paboTaTb HallM YyBCTBEHHbIE U
no3HaBaTesibHble cnocobHocTu... CaMa npupoja xy-
[0XEeCTBEHHOrO TBOPYECTBa BbITaNKMBAET XYAOXKHMKA
B Takune chepbl, NPUBANIUTLCA K KOTOPbIM MHaue (BHe
HaleHHOro MM f3blka UCKYCCTBA) OH Obln Obl He B
COCTOAHWUWN, HE3aBUCUMO OT CTEMEHN AYLIEBHOW U
WHTENNEKTYaNIbHOM KOHLEHTPaL MK, Ha KOTOPYHD OH
cnocobeH BHe TBOpuUecTBa» [Krivtsun, 2017, c. 11-12].

CohopmynmpoBaHbl 1 6onee KOHKPETHbIE BOMPO-
Cbl @aHTPOMOAOTUN UCKyccTBa: «Kakne HoBble CBOW-
CTBa BOCMPUATUA aKTyain3npyeT COBPEMEHHOE
nckyccteo? KakoB CnekTp BO3MOXHOCTEN A3blka
COBPEMEHHOrO NCKYCCTBA B OTKPLITUMN HOBbIX 30H
YenoBEeYECKOW YYBCTBEHHOCTW, BOOBpPaXKeHs, HOBbIX
XYZ,0KeCTBEHHO-3KCMPECCMBHbIX MPOCTPAHCTB?»
[Krivtsun, 2017, c. 12].

OgzHa 13 3aza4 aHTPOMNOIOrMN NCKYCCTBA — BbIsAB-
JleHve cCnocoboB CONPAXEHNA B A3bIKE COBPEMEHHO-
ro MCKYCCTBa MEHTa/IbHOTO U XyA0XXEeCTBEHHOTO,
3K3MCTEHLMANBHOIO 1 3cTeTUYeckoro. Moguépkn-
BaeTCs, YTO aBTOPCKaa MHAUBUAYaANbHOCTb OLLY-
LaeT B HacToslee BpeMs AedULNT KYyNbTypbl «He
Kak CYyMMbl MPUEMOB, a KyNbTypbl Kak CMbIC/IOBOrO
MUpPa, B KOTOPOM KaXk0e HOBOe MOKOJieHNe pe-
Wwaet aAns cebs — Kak XUTb, YeMy cnefoBaTh.
OwyutaeT HyXay B 06pa3HO-CMMBOAMNYECKUNX
npakTuKax, KotTopble 6blan 6bl CNOCOBHbI 3aHW-
MaTbCsi MPOPabOTKOM OCHOB U NpPesenoB Yeno-
BEYECKOro CMbICIOBOrO CyLL,EeCcTBOBaHMA... TaknuMm
obpa3om, npousBeseHne UCKYCCTBa, ero BoC-
npuaTre, NepexmnBaHme BbICTyNaeT CBOEro poja
LOMONHUTENBHOW, «HaACTPOeYHOV» GOPMON ye-
NIOBEYECKOM 3K3UCTEHL MUK, aKKyMYaupYHoLLen B
cebe ocobble uenoBeveckne COCTOAHUA 1 GOPMbI
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YYBCTBEHHOCTW, KOTOPble BHE MUpPa UCKYCCTBA He
MOryT ObITb aeKBaTHO NOMMEHOBaHbI. Takoro poza
Xy O0>XeCTBEHHas 3K3MCTEHL WS, B CBOK o4epesb,
cama aBnsetcs GakToM ObITUs, OKa3biBaeT MOLLHOE
obpaTHoe BAnsAHNE: GopMUMpyeT BOOOpaKeHme COB-
PEMEHHWKOB, 3MOLMOHa/IbHbIe COCTOAHMUSA, 3a4aéT
MOZENV NoBeAeHUs, BHEAPSAET 4OMUHAHTbI 3CTe-
TUYECKOro co3HaHus, Bkyca» [Krivtsun, 2017, c. 12].

MpesMETOM aHTPOMOJAOTNMN UCKYCCTBA BbICTyNaroT
XYLOXKHUK, 3pUTeNb 1N NPON3BEAEHNE UCKYCCTBA B
KOHTEKCTe BbIABAEHUA U UHTEPMpeTaLnn BaseHT-
HbIX YenoBeky GOpPM, 3HAUEHWNN U CMbICAOB
NCKyccTBa. YenoBek — rnaBHbI NpeaMeT NUCKYC-
cTBa. MckyccTBO co34aHO 4eN0OBEKOM U Ans
yesioBEYECKOro perucrtpa socnpuatnsa. OgHako
He BCe XYZOXEeCTBEHHbIE NMPaKTUKW BbI3bIBAOT MH-
Tepec B KOHTEKCTE aHTPOMOAOrMM 1ckyccTea. Vc-
cnesoBatesnbckas GoKyCcMpoOBKa NPOU3BOANTCS Ha
aHTPOMHOW M 3K3UCTEHLMANbHOW NpobaemaTtumke.
Ha npobiemaTMyHOCT CaMOro YesoBEYECKOro Cy-
LLLeCTBOBaHMA B JIFOOYHO 3MOXy — B UCTOPUYECKON
cneundrke NN B aKLLEHTUPOBaHMUIN OHTONIOTNYECKMX,
byHAaMeHTaNbHbIX XapakTepuCTUK, CBOUCTB U CO-
CTOAAHMIA homo sapiens sapiens.

Mexay TeM Npoun3BejeHre, B KOTOPOM peLla-
eTcs r1aBHbIM 0Opa3oM AeKopaTUBHas, UCKIHOUN-
TENIbHO XYZAOXeCTBEHHas 3ajaua, npeacraBaseT
nccnesoBaTeNlbCKMN MHTEPEC B acnekTe KOCBEHHOW
nepegayv aHTPOMHOM U 3K3UCTEHLMANbHOW Npo-
61eMaTuKK, Koraa aHTPoOMnHoe coaep>kaHue ¢op-
MUPYETCS HEe HAapPPATUBHO, HE CHOXKETHO-TEMATUYECKH,
HO yCMAMEM «COMATMUYECKOro rMnHoTU3Ma» Gop-
Mbl, BbIPa3nTENbHbIMW HIOAHCaMWN CPeACTB XyA0-
>KECTBEHHOTO U3bACHEHMS.

OHTONIOrNYECKUM SAPOM aHTPOMOAOT NN NUCKYC-
CTBa CTAHOBUTCS NCCEA0BATENbCKUN CETMEHT «3K-
3UCTeHLManbHOE NCKYCCTBO3HaHMe». B XX Beke
MacTepa pa3/IMyYHbIX BUAOB M XXaHPOB MCKYCCTBa
ULLYT NAaCTMYEeCKMe 3KBMBANEHTbI 3K3UCTEHLMaNaM
YeNoBeYEeCcKoro ObITUA, O4HOBPEMEHHO BbICTYNa-
FOLLMM OHTONOTNUYECKUMUN XapaKTePUCTUKAMM aH-
TPOMHOro 1 GyHAAMEHTa/IbHbIX NCUXOPUINYECKUX
COCTOAHMN YenoBeka. IK3NCTeHUMaNbl CyTb QyH-
JaMeHTa/ibHble OHTO/IOTMYECKe OCHOBAHWSA Yeno-
BEUECKOrO CyLLeCTBOBaHMs, 6a30Bble XapakTepPUCTUKY,
N3MepPEHUNs 1 CBOMCTBA YesioBeKa B acrnekTe Gpu-
NOCOPCKOM aHTPOMONOMUN U SK3UCTEHLMANN3Ma:
CcybCTaHUMaNbHble COCTOSHUA, XapakTepuaytoLime
NINYHOE BbITNe MOAENAMU «UEeNOBEK OANHOKUM»,
«4YenoBek N0bALLNN», «4eNoBEK TBOPALLUA», «Ye-

JNIOBEK CTpaLlaLLUNCA», «4esOBEK CTPajatoLLnii»,
«4enoBeK TPaHCLEHANPYHOLLNN».

SK3UCTeHUManbl cBo6OAbI, OAMHOUECTBa, H0OBY,
CTpaxa, cTpajaHus, TPaHCUEeHAMPOBaHMA, OnbiTa
CMepTH, TBOPYECTBA NMPUXOTINBO BOMJ/IOLLAIOTCA B
CHOXKETHO-TEMATUUYECKON, CUMBOIMYECKOM U Naa-
CTUKO-513bIKOBOW CTPYKTYpax MpOV3BeAEHWNIA, aBTOPbI
KOTOPbIX CO3HATENbHO MM 6E30TYETHO NCMONb3YHOT
MaKpO- 1 MUKPOYPOBHW XyAO>XECTBEHHOIO LIesI0ro
B KayecTBe pernpeseHTaunm 3K3MCTEHLNANbHOrO,
MOZEAMPOBAHNA 3K3NCTEHLMA/bHbBIX COCTOSAHWIA pas3-
HOOb6pa3HbIMKM GOpPMaNbHO-CTUIEBBLIMM BO3MOXK-
HOCTAMMU.

CoBpeMeHHOe OTeyeCTBEHHOE MCKYCCTBO, Kak
CTO/INYHOE, TaK U permoHasbHOe, B Hayane ABaj-
uaTbix rogos XX| Beka ABafeT WMpPoOKoe rnose no-
NCKOB OTBETOB Ha PyHAaMeHTa/lbHble BOMPOCHI
YeNIoBeYECKOro CyLLecTBOBaHUS.

B 2024 ropy B Poccun npogonxatot paboTtatb
aBTOpPUTETHbIE aBTOPbI, Pa3HO CTaBALME B CBO-
€M TBOpYeCTBe BOMPOChI YEJIOBEYECKOTO CyLlec-
TBOBaHWA: aKaJeMUKN N YEeHbI-KOPPECNOHAEHTHI
PAX AnekcaHap bypraHos, Buktop KaanHuH, Buktop
KopHees, AHatonunin JltobasuH, Anekceir Mopo3os,
bopnc Meccepep, TatbaHa HazapeHko, Jlapuca
Haymosga, lNMaBen HukoHoBs, KoHcTaHTUH eTpos,
EBreHunii Pomaluko, KoHcTaHTUH XyaskoBs, AnekcaHap
Lvranb, a Takxkxe CemeH ArpockuH, Bacuaum
LLynbxeHko n ap. Ha3oBy 1 nMeHa 3aMeTHbIX Ha 06-
LLLePOCCMINCKOM NPOCTPAHCTBE NPOPECCUOHaNbHbIX
XYAOXHUKOB «HOBOW 3K3UCTEHLMANbHOMW BONHbI», B

TBOPYECTBE KOTOPbIX OCYLLECTBAAETCA MOMbITKA Bbl-
pPa3nTb 3K3MCTEHLMIO cneumdruyeckKMm A36IKOBbIMU
cpeactBamu: Anekcanap I'pekos (Mepmb), EneHa bob-
poBa (Omck), Knpuan bopoaunH (Kypran), Muxaunn
[Ayues (HuxHwin Hoeropog), Anekceli XXyukos (Moc-
kBa), ®pon MeaHos (CaHkT-lMeTepbypr), JeHunc
NuntoskuH (Mepmb), Bagnm Kagxkaes (LixvHBan, Bna-
AnkaBkas), EBreHna Manbuea (Mxxesck), CTaHncnas
MupouwwHunkoB (CaHkT-MeTepbypr), AnekcaHap Mu-
xanes (CaxanuH, MockBa), VIBaH HoBukos (MockBa),
AHactacma OmenbyeHko (Mocksa), ViBaH PasymoB
(MockBa), Japbsa PymaHuesa (Mocksa), Mapwus
CadpoHoBa (PxeB), Cepren CeknpuH (Bnagmkaskas),
Masen Cycnos (XKykosckui), Fonnsa TpybuHa (Mepmb),
AnekcaHap ToiweHko (CaHkT-TeTepbypr), TaTbAHa
XoneBo (Yepenoseu), Huknta YepHopuukuin (Moc-
kBa), BaneHtnH Yonbik (CaHkT-MNeTepbypr), Banepus
LWewnH (Poctos-Ha-[loHy) n ap.

Mpeano>XeHHbIn 0630p NCTOYHUKOB U METO-
LONIOTNYECKUX OCHOBAHWI HOBEMLLNX MEXANC-
LMMNAVHAPHbIX HampaB/ieHUN «aHTPOMOAOTUSA
NCKYCCTBa» U «3K3UCTEHLMAIbHOE UCKYCCTBO3HAHME»
[laéT OCHOBaHWe OLLEeHUTb 3TW MOWCKKN Kak nep-
CNEeKTVBHbIE, UMetoLL e MOTEHLMaN NAOAOTBOP-
HOro WCCAEeAOBaTENbCKOTO MPOAOIXKEHUS.
O60CHOBaHHOCTb N aKTyaslbHOCTb 3TUX NOAXOA0B
npezonpeaensier cama npakTnka NckyccTBa Hallmx
[HeW, HanpaB/ieHHas Ha MOWCK XyL0XeCTBEHHbIX
3KBMBANIEHTOB Mpeje/ibHO NpobiemMaT3vpoBaHHOMY
«Ye/I0BEYECKOMY COCTOSHMIO®.

BUB/NOTIPA®IA

1. AHTpononorus unckyccrsa. A3biK MCKyccTBa U Mepa
YyesnoBeyeckoro B MeHsatowemcs mupe. / OTB. peg. O.A.
KpusuyH. — M.: UHAPUK, 2017. - 392 c.

2. KpwusuyH, O.A. 3cTeTuka : y4ebHVK AN akageMnyeckoro
6akanaspwuata / O. A. KpuBLyH. — 3-e u3g., nepepab. n
gon. — M. : isgatenbcto FOpawrt, 2014. — 549 c.

3. KpweuyH, O.A. OCHOBHble MOHATWA TEOPUM UCKYCCTBA:
DHUMkoNeaAnYecknin cnosapb. — M.; CM6.: LleHTp
rymMaHuTapHbix nHuumnatue, 2018. — 448 c.

4. BwuTanbHOCTb MckycctBa. COBpeMeHHble NMPOsBEHUS.
AHanutuka. / OtB. pea. O.A. KpuBuyH. — M.; CM6.:
LleHTp rymaHuTapHbIx nHmumnatme, 2022. — 256 c.

5. Crynuh, C.C. MickyccTBO 1 npesensl YeNnoBeyecKoro.
OnbIT 3K3UCTEHLMANbHOTO UCKYCCTBO3HaHUA. — M.
CIM6.: LleHTp rymaHuTtapHbix nHnymnatus, 2020. — 256
c. (Cepusa «Humanitas»)

6. CrynuH, C.C. WckyccTBO Kak penpeseHTauus
3K3ucTeHumanbHoro // Yenosek. 2021. T. 32. N2 4. C.
172-191.

19



Maria A. Burganova
Full Member of the Russian Academy of Arts,
Doctor of Arts, Professor,

Head of the Department of Monumental and Decorative Sculpture

at the Stroganov Moscow State Art Industrial Academy

Deputy Director of the Moscow State Burganov House Museum

DOI:10.36340/2071-6818-2024-20-2-20-33

e-mail: dom.text@gmail.com
Moscow, Russia

ORCID: 0000-0002-8695-9743
ResearcherID: C-9437-2017

RUINS AS ARCHITECTURE OF ADAPTABILITY

Summary: The article presents a critical review of
the Second Edition of the Sharjah Architecture Tri-
ennial (SAT), which was held from November 11th,
2023, to March 10th, 2024, under the curatorship
of Tosin Oshinowo from Nigeria. The innovative re-
thinking of ruins and the development of their new
image, which highlighted delicate facets of contem-
porary reality including ecology, ethnicity, and tra-
dition, reflected the Triennial's central topic - The
Beauty of Impermanence: An Architecture of Ad-
aptability.

The author analyses the phenomenon of ruins
not only as an architectural object but also as a sub-
ject of philosophical research - ruins as a space of
dialogue with the past, as an artistic context for lit-
erary, philosophical and creative research, as a re-
flection of the experiences of modernity; thus, a
universal image that has been proven over centuries.

The article describes the most expressive projects
of the Triennial presented on abandoned and ruined
sites. These are Al Qasimiya School, Al Jubail Veg-
etable Market, Old Slaughterhouse, Industrial Area
5, Sharjah Mall and the deserted sandy village of Al
Madam. The authors of the objects and installations
presented at the Second Triennial of Architecture in
Sharjah strived to overcome the symbolic and fig-
urative meanings of ruins, associated with images
of a bygone time, abandonment, the destructive
power of time and the elements. They suggested
looking at them through the prism of adaptability.
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The architectural projects of the Triennial demon-
strate an attempt to overcome the symbolic death
of architecture, which was the result of its unex-
pectedly revealed uselessness and inexpediency.

Keywords: the second edition of the Sharjah Ar-
chitecture Triennial (SAT), ruins, architecture of ad-
aptability

Ruins as an architectural object, as an artistic
image, as a historical context have been present in
culture for centuries. Ruins are many-sided. They
are a symbol of the past and a context of identity,
an image of a bygone time and a kind of roman-
tic flair on the face of death. Images of ruins are
constantly presented in art. They can be found in
literary and artistic works, where they are used as
settings for mysterious and dramatic plots. Mod-
ern filmography often illustrates fantastic images
of the future of civilization with destruction and
ruins reflecting insurmountable elements. Interest
in this topic does not wane and, from time to time,
produces grandiose projects. For example, the au-
thors of the exposition idea for the Ruin Lust exhi-
bition (2014) at the Tate Gallery in London, where
works from the 17th to 20th centuries were shown,
view ruins as images of transience, doom and lyrical
melancholy. In contrast, the Sharjah Triennial offers
a new way of understanding ruined buildings: utili-
ty and adaptability.

Ruin is the antipode of creation and vitality. Time
always runs backwards here. What makes humani-

Ill. 1. Collaboration: Henry Glogau and Aleksander Kongshaug. Resource Autonomy. 2023
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Il 2. Limbo Accara, SUPER LIMBO. 2023.

Il 3. Limbo Accara, SUPER LIMBO. 2023. Photo by Danko Stjepanovic. Courtesy of Sharjah Architecture Triennial

ty return to this tragic image again and again? Per-
haps the answers to these questions can be found
after visiting the second edition of the Sharjah Ar-
chitecture Triennial (SAT), which was held from No

vember 11th, 2023, to March 10th, 2024, under
the curatorship of Tosin Oshinowo from Nigeria. The
innovative rethinking of ruins and the development
\\\of their new image, which highlighted delicate
facets of contemporary reality including ecology,
ethnicity, and tradition, reflected the Triennial's cen-
tral topic - The Beauty of Impermanence: An Archi-
tecture of Adaptability.

SAT presented projects of 29 participants from
different countries. All of them were united by such
an extraordinary similarity in the conceptual under-
standing of modern architectural thinking that, with
rare exceptions, it was perhaps difficult to identify
the participants and determine the unique creative
style; they were so united in the common feeling of
the theme and its expression.

A number of abandoned or ruined buildings, un-
inhabited environmental areas, which, in principle,
were not easy to find in the rapidly developing con-
struction industry of the UAE, where new buildings,

dazzling with advances in architectural forms and
design, emerge instantaneously, rapidly capturing
empty territories, became the SAT sites. Against their
background, ruins take on the meaning of an an-
tithesis to this splendour of new construction tech-
nologies and architectural achievements, declaring
a kind of "new reality”, used as an image of mem-
ory, nostalgia, and resistance to time.

By building new structures into casings, walls,
and skeletons of destroyed and abandoned build-
ings, the authors of the installations endow them
with new meanings, thereby giving them new life
as a ticket from the past to the future. Bearing el-
ements of chance and destruction, a ruin acquires
structures and meanings of reflected modernity,
which equates it with new images of architecture.
A.Schonle spoke wonderfully about this transfor-
mation: “They (the ruins) declare the intersection
of the past and the present, the multi-channel na-
ture of history, the existence of alternative historical
series, the return of the past or its latent presence
in the present”’ .

1. Schénle A. “"Apology for Ruins in the Philosophy of History
// New Literary Review. 2009, No. 5 (95), Pp.24-38.
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Il 4. Sharjah Architecture Triennial. Installation view

The SAT was held at several and fairly widely sep-
arated locations throughout Sharjah. These were Al
Qasimiya School, Al Jubail Vegetable Market, Old
Slaughterhouse, Industrial Area 5, Sharjah Mall and
Al Madam Village.

It is obvious that the basic concepts for the Tri-
ennial participants were: ecology and consumption
of modern society, the use of recycled and natu-
ral materials; locality and emphasised value of tra-
dition and ethnic culture. It should be noted that
all installations presented were delicately and har-
moniously integrated into the spaces presented to
the participants.

Not all objects look like ruins in the literal sense.
For example, an empty typical school building with
a large courtyard appears to be partially intact and,
with the exception of some peeling plaster in places,
does not show much damage. However, the abso-
lute desolation of the space left behind is poignant.
Classrooms, in which there is no school furniture or
school supplies left, are empty, doors are wide open.
Eighteen participants presented their projects here.
Small architectural forms built in the school yard
are among the most expressive objects. The domed
pavilion, created from nearly 1,500 tires collected
from Sharjah's landfills, is called the 3-Minute Cor-
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Il 5. Miriam Hillawi Abraham. The Museum of Artifice. 2023

ridor?. It is created by Wallmakers (an architectural
firm founded by Vinu Daniel from Kerala). Desert
sand, which is considered unsuitable for construc-
tion, was the “finishing” material for the walls of
the pavilion.

Not to mention the artistic and aesthetic objec-
tives of the 3-Minute Corridor, the creators of the
pavilion emphasise its conceptuality, putting global
environmental problems and waste disposal in the
foreground: “Car tires are a global environmental
problem and account for 2% of all waste collected
throughout the world. More than 280 million tires
are thrown away every year; however, only 30 mil-
lion are recycled or reused”3 .

The authors invite the visitor to take a 3-minute
walk, reflecting on the enormous scale of industrial
waste. It should be especially noted that the authors
tried to really solve a number of pressing problems
in the rational use of tires. For instance, they car-
ried out impressive “laboratory” work on thermal
insulation. The interior space of the pavilion, de-
spite its openness, is surprisingly cool, which is im-
portant for the local climate.

2. Wallmakers. The 3-Minute Corridor, 2023. 1,425 recycled
tires, sand, 200 m2.

3. The Beauty of Impermanence: An Architecture of
Adaptability. Sharjah Architecture Triennial, 2023

Il 6. Concrete Tent by DAAR. Sharjah Architecture Triennial. Photo by Herman Hjorth Berge

The Resource Autonomy objects, interesting and
elegant exhibits at the Al Qasimiya School site, were
created by Henry Glogau & Alexander Kongshaug.
Responding to the ideas proposed by the curator of
the Triennial, they presented low-tech devices ad-
aptable to any space. When creating them, the au-
thors used available materials - bamboo trunks, used
fabrics, used batteries, hoses, plastic water contain-
ers. The project demonstrates architectural objects

that are distinguished by a certain self-sufficien-
cy and independence from modern technological
processes and materials. At the same time, these ex-
pressive forms, reminiscent of tents, demonstrate
utility - each has a special function. One is a place
to store water, another is a desalination device pow-
ered by sunlight, and the third one uses brine to
create air purifying filters. These problems are a pri-
ority for the authors.

The Al-Jubail vegetable market, which has been
empty for almost ten years, is the next site of the
triennial. Works of six authors presented here ad-
dress various aspects of Sharjah's industrial and ag-
ricultural activities through the lens of environmental
and social issues. The installation SHJ 1X72
— 1X89, made up of 3D prints, videos, models, tell-
ing the history of architecture in the Emirates over a
half-century period, is among the exhibits. For the

author, Brooklyn-based artist Olalekan Jeyifous, the
theme of “people - environment - oil” is a priority
here. Rods with banners attached to them with pho-
tographs on an urban theme, as well as with char-
acteristic images reflecting social problems, hang
from the ceiling. On one of them, the phrase “Smile
You are in Sharjah” is written over a photo of a tex-
tured dirty wall. The appeal, lined with flowers in
the flowerbeds but containing a bitter hint of ridi-
cule due to the context, became one of the slogans
of the Triennale.

Through the narrow, long space of Al-Jubail,
French architect and designer Thomas Egoumenides
stretched a long composition assembled from thin
metal rods, wires and coils, forming static and dy-
namic elements. It is the mythical Ship of Theseus*.
The transparent and weightless design is geometri-
cally verified and structured. The minimalism of the
object is enlivened only by two colours of plastic
reels - orange and green. The name of the installa-
tion is due to a term that has become a household
word owing to a well-known philosophical paradox.
According to the myth, the ship of the conqueror of
the Minotaur, Theseus, became a relic for the Athe-

4. Thomas Egoumenides, Ship of Theseus, 2023. Mounting,
plastic thread spools, metal threaded rods.

25



nians; it was prepared annually for the voyage to
the island of Delos. After returning home,

it was repaired as necessary, replacing boards and
tackle that had become unusable. As a result, this
sacred artefact became practically new, which start-
ed to be the subject of philosophical debate. Iden-
tity is considered here. What remains authentic?
Only the name. Thus, Thomas Egoumenides’s in-
stallation became another illustration of the well-
known paradox. Can we call it a ship? The point is
not that there is not even a sliver of some genuine
ship, there is absolutely no figurative resemblance
to any kind of floating craft - neither a liner, nor
a fragile little boat, nor a raft. However, there is a
name. The author undoubtedly appeals to the topic
of identity in the context of globalisation, trying to
find answers to current problems, including in an-
cient philosophy.

The theme of living historical heritage is shown
by Miriam Hillawi Abraham, presenting the Museum
of Art, the content of which is the so-called “digital
twin” of the stone temples of Lalibela carved into
the rocks of Northern Ethiopia. The author literal-
ly recreates the image of sacred walls with cross-
shaped small window openings from blocks of pink
salt, exuding the aroma of oils and incense used
during church services. In the interior space, ritu-
al accessories formed from salt crystals are laid out
on cubes made of salt blocks. A kind of metaphori-
cal bridge along which you can walk from one geo-
graphical, historical and religious space to another.
Here the theme of reuse and social benefit, stat-
ed by the organisers of the SAT, comes to fruition
in the final. When the Triennale is over, the facade
and all the objects on display at the Museum of Art
will be dismantled, ground up and returned to the
original material - turned into aromatic salt, suita-
ble for reuse.

The idea of utility is everywhere here. Each ob-
ject emphasises it specifically. Thus, in the space of
the Old Slaughterhouse, the Kenyan studio Cave_
bureau presents a project called the Anthropocene
Museum, negatively highlighting the area of thought-
less and excessive use of the animal world. In the
context of the slaughterhouse ruins, it is one of the
most dramatic objects of the Triennale, accumulat-
ing installations, videos, artefacts, and sound ef-
fects related to the field of livestock breeding and
the processing of its products. Visitors are invited
to follow the route of the animals: first they enter
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the pens, then go to the slaughterhouse and then
end up in the processing room.

Installation by Adrian Pepe, Utility of Being: A
Paradox of Proximity®, made of wool at various
stages of its processing, sheep skins, as the author
puts it - a by-product of the slaughter process. The
domed-roofed module which he built is covered in
perfectly crafted sheep's wool as a metaphor for
the tense bonds between man and animal driven
by survival and commerce.

The grandiose shell of the unfinished and aban-
doned Sharjah shopping centre, covered with a huge
glass dome, reminiscent of the ruins of Piranesi, is
one of the most emotional and memorable artis-
tic images of the SAT. Some walls are missing, the
spaces are open. There are numerous bird nests in-
side. Only the local hot climate became an obsta-
cle to the growth of vegetation through collapsed
stairs, passages and gaps in ceilings. In this emp-
tiness, hanging from the space under the dome,
obeying the wind, huge panels rise with noise and
fall. This is Super Limbo presented by Limbo Accra
(a spatial design firm founded by Dominique Pet-
it-Frére and Emil Grip). Once conceived as a grand
shopping centre with an area of almost 65,000m of
retail and entertainment space, the centre, accord-
ing to the authors, is one of the largest failed con-
struction projects in the Emirates. By transforming
it into an art space, the authors declare "a tribute
to the potential of unfinished spaces”® .

The last object of the Triennial is located very
far from the main exhibitions, at a distance of more
than fifty kilometres. Here, among the ruins of the
abandoned and sand-covered village of Al Madam,
the Concrete Tent was built. The object, of course,
meets the goals and main idea of the SAT but still,
in a certain sense, loses to its surroundings. A tent
as an image of a temporary home, made of fabric
covered with a concrete solution. Antipodean ma-
terials, fabric and concrete, embody the concept of
contradictions between the archaic past and the in-
dustrial present, between nomadism and sedentism.
Its “concreteness” speaks of the solidity of modern
construction; however, its shape and the fabric as
the base material represent the image of a wan-
derer’'s temporary home. The theme of relocation,
abandonment of home, dislocation sounds piercing-

5. Adrian Pepe, Utility of Being: A Paradox of Proximity, 2023.
Owassie sheep hides.

6. The Beauty of Impermanence: An Architecture of
Adaptability. Sharjah Architecture Triennial, 2023.

ly here. The village of Al-Madam itself, abandoned
and captured by the sands with an empty mosque
towering above the houses, reveals such a powerful
emotional artistic image that it is difficult to com-
pete with it. The authors believe that over time, the
sands will also cover the concrete tent, and it will
share the fate of the ruined houses of Al-Madam.

To summarise, it can be noted that ruins almost
always contain many meanings and are that malle-
able plastic material which always responds to crea-
tive and scientific research, philosophical and artistic
texts. Symbols of eternity, images of a bygone time,
a bridge to the past are all here.

The architectural projects of the Triennale demon-
strate an attempt to overcome the symbolic death
of architecture resulting from its suddenly revealed
uselessness and inexpediency. All SAT objects, with
all the diversity of source material and introduced
conceptual transformations, have one thing in com-
mon - human care.

This is what an empty school, an abandoned vil-
lage, and a shopping centre which was never opened
have in common.

Unfortunately, after the end of the Triennale, the
ruins return from their declared image to the orig-
inal state in which they were before they became
objects of adaptability architecture. The only irony
of time is that we know exactly the date of their re-
turn to the borderline state between the past and
the present. It is the final day of the SAT.

The ruin as a dialogue with the past, as an artis-
tic context for reflecting the experience of moder-
nity is a universal formula, proven over centuries.
It is multi-layered. Here we can see fragments of
antiquity, preserved intact, the artistic transforma-
tions of Piranesi and Robert, the ruins-monuments
of dramatic events which have become memora-
bilia, and many other special points in the history
of culture and art to which we can now include the
ruins inspired by the Second Architectural Trienni-
al in Sharjah (2023-2024).
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PYWNHbI KAK APXUTEKTYPA AJATITBHOCTW

AnHomayus: CTaTba npeacTaBaset cobon kpu-
TMyecknii o63op 06BeKkToB BTOpoi TpueHHane
apxutekTypbl B Lapaxe (The second edition of
the Sharjah Architecture Triennial (SAT)), npoxo-
aveweint ¢ 11.11.2023 no 10.03.2024, nog kypa-
TopctBOM TocnH OwwnHoso (Tosin Oshinowo) n3
Hurepun. Kntoueas Tema TpueHHane — «Kpacorta
HernoCTOAHCTB: apxmTekTypa agantusHoctn» (The
Beauty of Impermanence: An Architecture of Ad-
aptability) Hawna cBOE oTpaxkeHve B KpeaTUBHOM
NepeoCcMbICNEHUW PYWUH, CO3AaHUN AN HUX HOBOTO
obpasa, oTpaxkatoLLero Takme YyBCTBUTE/IbHbIE ANS
COBPEMEHHOM peanbHOCTM acneKTbl, Kak 3KOA0rus,
3THOC, TPaAULIUA.

ABTOp aHanm3smpyet PeHOMEH PynH He TObKO
KaK apXMTEKTYPHBbIA 0OBEKT, HO U Kak npesmMeT u-
nocodcKoro nccnesoBaHna. PyrHbl Kak NpocTpaH-
CTBO AManora C NpPOLWbIM, KaK XyAOXeCTBEHHbIN
KOHTEKCT nTepaTtypHbIX, Gnaocodcknx, Kpeatns-
HbIX WU3bICKAHWN, KakK OTPaXKeHUs nepexknBaHuni
COBPEMEHHOCTU — YHUBEPCaNbHbIN 06pas, ncnbl-
TaHHbIV BEKaMW.

B cTtaTbe onuncaHbl Hanbonee BbipasnTesbHble
NPOEKTbl TPUEHHaNe, NpeacTaBaeHHble Ha 3abpo-
LUEHHbIX M PYMHUPOBAHHbIX MJoLLaZKax. ITO LWKoAa
Anb-Kacumus, oBoLwwHOW pbIHOK Anb-[xxy6aitnb,
cTapas CKOTOOOWMHSA, NPOMbILLUNEHHas 30Ha 5, Top-
rosblii LeHTp LLapaXu n ocTaBaeHHas XUTeNsMU
3aHecéHHaa neckamu gepesHa Anb-Magam. ABTOpSI
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06BEKTOB U MHCTaANALNI, NPeACcTaBAeHHbIX Ha BTo-
poVi TpyeHHane apxmTekTypbl B LLlapaxe, cTpemsaTtcs
NpeoAoaeTb CUMBOAMYECKME U 06pa3Hble 3HaYEHNs
PYWH, CBA3aHHble 06pa3amMu yLwealero BpeMeHU,
NOKWUHYTOCTM, Pa3pyLLUMNTENIbHOW CUNbI BPEMEHU U
ctuxmm. OHW NpeasiararoT B3rIAHYTb Ha HUX Yepes
npv3My aZanTUBHOCTH.

ApPXUTEKTYpPHbIE NMPOEKTbl TPUEHHaNe 4eMOH-
CTPUPYHOT MOMbITKY NPEOAONEHNS CUMBONNYECKOM
CMepTU apXUTEKTYpPbI, CTaBLLEW pPe3y/bTaTOM eé He-
OXMAAHHO OBHapy>XXuMBLUIecs 6ecnone3HoCTU 1
HeLienecoobpasHoOCTH.

Kntouessie ciosa: Bropas TpyeHHae apXuUTeKkTy-
pbl B Lapaxe (The second edition of the Sharjah
Architecture Triennial (SAT)), pyuHbl, apx1uTeKTypa
afanTUBHOCTL.

PyvHbI Kak apXUTEKTYpPHbIN 0OBEKT, Kak XyLoXec-
TBEHHbIN 06pa3, Kak NCTOPUUECKUA KOHTEKCT NPUCYT-
CTBYHOT B KY/IbTyp€ W13 Beka B BeK. PymHbI MHOTOAMKM.
OHW — CMMBOJ NPOLLAOTO U KOHTEKCT UAEHTUYHOCTH,
obpa3 yLeawero BpeMeHN 1 HeKUi POMaHTUUeCKNi
dnép nvka cmepTtn. Obpasbl PyrH NOCTOSIHHO BOC-
NPOW3BOAATCA B UCKYCCTBE. Mbl BCTPETUM WX B AnTe-
paTypPHbIX U XyAOXECTBEHHbIX MPOU3BEAEHUAX, T4
OHV NPE3EHTYHOTCA Kak AeKopaLMy TanHCTBEHHBIX U
ApamaTmnyeckmx ctoxxetoB. CoBpemMeHHas bunbmo-
rpadumsa 4acTo UANOCTPUPYETCH Pa3PyLUEHUAMN U
PyVHamu, OTpakaroLUMm HempeooNumMble CTUXUK,

daHTacTnyeckmne obpasbl HyAyLLero LMBMAN3aALMUN.
VHTepec K aTol TeMe He ocnabeBaeT v, Bpems OT
BPEMEHW, BbIMAECKNBAETCA FPaHANO3HbIMU

npoektamu. Hanpumep, aBTopbl Aen 3KCNo3numnn
BbicTaBKM «Ruin Lust» (2014) B ranepee Teut B
JloHpoHe, rae 6biAn NoKa3aHbl NPOU3BEAEHUA C
XVIl no XX B., paccmaTpunBatoT pynHbl kak obpassbl
6bICTPOTEUHOCTM, OBPEUEHHOCTU U NINPUYECKON
MenaHxonuu. Hanpotue, TpueHHane B Lapaxe
npeanaraeT HOBbIA acnekT NPOYTEHUNA PYUHU-
POBaHHbIX 34aHWI — MONE3HOCTb M afanTUBHOCTb.

PynHa — aHTMNOZA CO3UAAHUIO N BUTANbHOCTW.
3pecbk BpeMs Bcerga 6exunT Hazag. YTto Xe 3a-
CTaB/AET YesloBeYeCTBO BHOBb M BHOBb BO3Bpa-
LaTbCs K 3TOMYy TparnyeckoMy obpasy. BoamMoxxHo,
OTBETbI Ha 3TX BOMPOChI MOXHO HauTK Ha BTopon
TpueHHane apxutekTypbl B LWappaxe (The second
edition of the Sharjah Architecture Triennial (SAT)),
npoxogmsieit ¢ 11.11.2023 no 10.03.2024, nog Ky-
patopctBoM TocunH OwmHoBo (Tosin Oshinowo) 13
Hurepun. Kntoueas Tema TpneHHane — «Kpacota
HEMOCTOSHCTB: apXUTeKTypa ajanTuBHoCcTn» (The
Beauty of Impermanence: An Architecture of Ad-
aptability) Hawna cBoé oTpaxeHue B KpeaTUBHOM
NepeoCMbICNEHNN PYWUH, CO3AaHUN A8 HUX HOBOTO
ob6pa3a, oTpaxkaroLLero Takme YyBCTBUTE/IbHbIE ANS
COBPEMEHHO peaslbHOCTW acneKTbl, Kak 3KO0rus,
3THOC, TPaAULMA.

SAT npeactaBaseT NpoekTbl 29 y4acTHUKOB U3
pa3HbIx CTpaH. Bcex nx o6benHAeT cToNb HEOObIK-
HOBEHHas CXOXeCTb B KOHLLeNTyaNbHOM OCMbIC/e-
HWN COBPEMEHHOTO apXUTEKTYPHOIrO MbILUNEHUS,
yTO, 3a PeAKNM UCKAOUEHNEM, NOXaNyW, TPYJHO
naeHTMOULMPOBAaTL YYaCTHUKOB 1 ONPeAeNnTb YHN-
KaNbHbI/i TBOPYECKMI MOYEPK, CTONb €4NHbI OHU B
O6LLIHOCTU NPOYYBCTBOBaHNA TEMbI U €€ BbIPaXXeHUs.

Mnowagakamu SAT cTan psag OpOLLIEHHbIX UAN Pyn-
HWPOBAHHbIX 34aHUN UAU OCTaBEHHbIX NHOAbMU
CpeAoBbIX MPOCTPAHCTB, YTO B MPUHLMUMNE BbINO
He NPOCTO HaWTU B CTPEMUTENBHO Pa3BUBAROLL X
cTpounTenbHble MHAYcTpun OAD, rae HOBOCTPOWKY,
CBepKatoLLme HOBaLMAMU apXMTEKTYPHbIX GOPM 1
AV3aliHa, BO3HMKAOT MTHOBEHHO, CTPEMUTENbHO
3axBaTblBas NycTytolme Tepputopun. Ha mx do-
He pynHa obpeTaeT CMbICA aHTUTE3bl K 3TOMY Be-
JIVKONENUIO HOBbIX CTPOUTENbHBIX TEXHONOTUI U
APXUTEKTYPHbBIX AOCTUXEHUN, AeKnapupys CBO-
eobpasHyto «HOBYHO peasbHOCTb», BoCTpebo-
BaHHYO Kak o6pa3 BOCMOMUHaAHMA, HOCTanbrnu,
COMNPOTMBIEHNS BPEMEHMW.

BctpamBas B kopoba, CTeHbI, OCTOBbI pa3pyLUEeHHbIX
W OCTaBNEHHbIX 3aHNIN HOBbIE CTPYKTYPbl, aBTOPbI
WHCTaNNALNMA HaZenstoT UX HOBbIMM CMbICNaMK, Aa-
pys TEM CaMbIM HOBYHO >KW3Hb Kak buaeT 13 npoLuaoro
B Byayuiee. PynHa, HecyLlas 3neMeHTbl Cly4anHoCTU
N paspyLleHuns, obpeTaeT CTPYKTYpbl U CMbIC/bI OT-
Pa>EHHOW COBPEMEHHOCTM, YTO YpaBHMBAET eé C
HOBbIMW 0bpazamu apxutekTypbl. O6 3TOM Npespa-
LLLeHNN 3aMeYaTenbHO Bbickazanca A. LLUéHne: «OHun
(pyvHbI) 3a9BAAKOT O NepeceyeHnm NPoLLAOro n
HacCToALLEero, © MHOropyc10BOM XapaKTepe UCTO-
pWK, O CyLEeCTBOBaHWM albTePHATUBHbIX NCTOPU-
YeCKMX PAAOB, O BO3BPALLEHNM MPOLLIOrO WK ero
NoACMYAHOM MPUCYTCTBMMN B HAcCTOsILLLEM>» .

SAT NpoBOANTCA B HECKONLKUX U AOCTaTOYHO
yAaNEHHbIX APYr OT Agpyra mectax no scew Lapaxe.
710 wkona Anb-Kacnmms, oBOLWHON PbIHOK Afb-
[xy6aiinb, Ctapas ckoTobonHs, MNMpombiwneHHas
30Ha 5, Toprosbil LeHTp Wapaxn n nepeBHs Anb-
Magam.

OueBWAHO, UTO HA30BbLIMN MOHATUAMM /IS yUaCT-
HUKOB TPMEHHase CTan: 3KOAOoruna 1 noTpebieHne
COBpPEMEHHOro 0bLwecTBa, CNoNb30BaHWe nepepa-
60TaHHbIX 1 MPUPOAHbIX MaTepPManoB; TOKaJbHOCTb
N NOAYEPKHYTaA LLeHHOCTHOCTb TPaANLINU U 3T-
HUYECKOW KyNbTypbl. HEOBXOAMMO OTMETUTb, UTO
BCe NpeAcTaB/JeHHble NHCTANNALNN AENNKATHO U
rapMOHWNYHO MHTErpnpoOBaHbl B NpesoCTaBAeHHbIe
y4yacTHMKaM MecTa A4 npeseHTaumm.

He Bce 06beKkTbl BbIrAAAT B MPAMOM CMbICae
pyvHamun. Hanprmep, nyctoe TMNMYHOE LWKOAbHOE
34aHve ¢ 60NbLIMM BHYTPEHHUM JBOPOM BbITAAANT
OTYaCTN COXPaHHbIM U He ABASET, 33 UCK/IHOUYEHMEM
MecTamu 061yNIeHHON LWTyKaTypKKW, 0CobbIX pas-
pyweHnin. Ho abcontoTHas onyCTOWEHHOCTb OC-
TaB/JIEHHOrO MPOCTPaHCTBa — MPOH3UTENbHA.
MycTble knaccbl, B KOTOPbIX HE OCTaNoOCb HU
LWUKONBbHOW Mebenun, HU yuyebHbIX NpUHagnex-
HOCTeW, pacnaxHyTble ABepu. 3aecb NpeAcTaBuAn
cBov NpoekTbl 18 yyacTHMKoB. Cpean Hanbonee
Bblpa3nTeNbHbIX OOBEKTOB — MaJjible apXUTeKTyp-
Hble GOpPMbI, BbICTPOEHHbIE B LLUKOJbHOM JABOpPE.
MaBWABbOH C KyNObHbIM NePeKPbITUEM, CO3AaHHbIN
13 noutn 1500 aBTOMOBUABHbBIX LWWH, COBPaHHbIX
Ha cBaskax Lapaxu, HazBaH «3-MUHYTHbI KOpU-
fop»? . OH co3gaH Wallmakers (apxutekTypHoe
6t0po, ocHoBaHHOe BuHy [3aHnenom ns Kepanbi).

1. LLiéHne A. Anonorus pyuHsl B unocodpum ncropuw // Ho-
BOe /nTepaTypHoe obo3peHue. 2009. N2 5 (95). C. 24-38.

2. Wallmakers. Kopungop «3 MuHyTbI», 2023 roa. 1425 nepe-
paboTaHHbIX WKH, necok, 200 M2,
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«OTAEN0YHBIM» MaTepuasoM Aif CTeH NaBUIbOHa
CTan Necok MycTbiHW, KOTOPbIA CUNTAETCA HEMPU-
FOAHbIM ANf CTPOUTENBCTBA.

Co3patenv NaBuAboHa, He TOBOPA O XYAOXKeCT-
BEHHbIX W 3CTETUYECKMX 3aZayaXx «3 MUHYTHOrO Kopu-
Jopa», MOAYEPKMBALOT ero KOHLEeNTyabHOCTb, CTaBs
Ha nepBblIl NaaH Npobaembl rNobasbHOM 3KONOTUK,
YTUAN3ALMIO OTXOA0B: «ABTOMOOWIbHbIE LLNHbI AB-
NArTCA rNobanbHOM 3KON0rMyeckor npobaemon
N cocTaBnsAoT 2% BCex OTXOA0B, CObUpaemMbix NO
BCceMy mupy. ExxerogHo BbibpacbiBaeTcsa 6onee 280
MUWJIIMOHOB LUWH, MPW 3TOM TObKO 30 MUAIMOHOB
BOCCTaHaB/IMBAKOTCS M/ MOBTOPHO UCMOb3YHOTCA» .

ABTOpbI NpeAsiaratoT NOCEeTUTENHO COBEPLUUTD
3-MWHYTHYIO MPOTYJKY, Pa3mblLLAaa 06 OrPOMHBbIX
MacwTabax MHAYCTpUanbHbiXx oTxogoB. Ocobo
cnesyet OTMETUTb, YUTO aBTOPbI MbITaANCh Aeli-
CTBUTENIBHO PeLnTb PAj HacyLHbIX Npobiem pa-
LMOHaNbHOrO MCMNO/b30BaHMA WWH. Hanpumep,
npoBenv BneyvaTastoLLyto «nabopaTtopHyto» paboty
no Tensionsonaumun. BHyTpeHHe NpocTpaHCTBO na-
BUNbOHA, HECMOTPS Ha OTKPBITOCTb, YAUBAAET MPOX-
Naflo, YTO aKTyasbHO ANS MECTHOrO KJvMMara.

3. The Beauty of Impermanence: An Architecture of
Adaptability. Sharjah Architecture Triennial, 2023.
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Il 7. Sumaya Dabbagh. EARTH TO EARTH. 2023.

O6bekTbl «“ABTOHOMMS PeCypcoB» — MHTepPeCHbIe
W 3/1€raHTHble 3KCMOHaTbl Ha MJOLaAKe LWKOAbl Anb-
Kacvmusa 6biamn cospaHbl FeHpwu Mnoray n Anek-
caHapom Konruwayr (Henry Glogau &Alexander
Kongshaug). OTkankHYBLWNCL Ha naeun, npeano-
>KeHHble KypaTOpoM TpUeHHasne, OHW NpeacTa-
BMAN ManoOTEXHOOTMYHbIE, Npucnocobasemble K
nobomy npocTpaHCTBY yCcTpolicTBa. Mpu ux cos-
AaHWM aBTOpPbl UCMOb30BaAW NOAPYUHbIE Ma-
Tepuanbl — cTBOAblI 6ambyka, TKaHW, ObiBLINE B
ynotpebaeHnun, otpaboTaHHble HaTapew, WwnaHry,
NAacTUKoBble EMKOCTU A/1A BOAbI. [1pOeKT JeMOH-
CTPUPYET apXUTEKTYPHbIE 06bEKTbI, OTANYAOLLMECS
onpesenéHHOM CaMoA0CTaTOYHOCTbIO, HE3aBUCH-
MOCTbIO OT COBPEMEHHbIX TEXHONOTMYECKMX NpoLiec-
COB 1 MaTepuanos. MNpun 3TOM 3TV BblpasuTesbHble
dopMbI, HAaMOMUHaKOLWMeE WaTpPbl, AEMOHCTPUPYIOT
NMONE3HOCTb — KaXAbl HECET 0COBYH QYHKLMIO.
OANH 13 HUX — MECTO ANl XPaHEHWS BOAbI, APYrol
npeacTaBaseT cCoboW OnpecHUTENbHOE YCTPOCTBO,
dyHKLUMOHUpPYtoLLee Baarogapa CONHEUYHOMY CBETY,
TPETUIA — UCMONb3YeT CONAHON PacTBOP AN CO3JaHMS
BO3YX00UYMNCTUTENbHBIX GUABTPOB. TN NPobaeMbl
ABAAOTCSA A1 aBTOPOB MPUOPUTETHBIMMU.

Ill. 8. Tomas Egoumenides. The Ship of Theseus. 2023. Photo by Danko Stjepanovic. Courtesy of Sharjah Architecture Triennial

Cnesytollas naowlazka TpUeHHane — NyCTyoLmi
MoYTW AECATb NIET OBOLLHOW pbIHOK Anb-/>Ky6anns.
PaboTbl WecT aBTOPOB, NpeAcTaBAeHHbIE 34eCh,
3aTparnBatoT pas/iMyHble CTOPOHbI NMPOMBbILLIEHHOM
N CENbCKOXO3ANCTBEHHON aeatenbHocTn Lapaxn
CKBO3b MPU3MY 3KONOTUYECKUX W COLMabHbIX NPOB-
nem. Cpeam 3KCMOHaTOB — MHCTanaumnsa «SHJ 1X72
— 1X89», coctaBneHHasa 13 3D-nNpuHTOB, BMAEO, Ma-
KETOB, paccka3blBarollias 06 NCTOPUM apXUTEKTYPbI
OMuMpaToB 3a NoAyBeKOBOW nepwuog. Ans aBTopa —
6pyKAMHCKOro xyaoxHuka OnanekaHa [Jxernndyca
(Olalekan Jeyifous) — nproputeTHOW 3a4eCh ABASETCS
Tema «If0AM — OKpy>Karowwas cpega — HedTb». C no-
TOJIKa CBMUCALOT LUTAHTW C YKPEMIEHHBIMU Ha HUX
6aHHepamu ¢ poTorpadmamm Ha ypbaHUCTUYECKYHO
TeMy, a Tak>Ke € XxapakTepHbIMy obpa3samu, oTpaxa-
LMK colmanbHble Npobaembl. Ha o4HOM 13 HUX
nosepx ¢oTo GaKkTypHOWN rpsA3HOM CTEHbI Hanwuca-
Ho «Smile You are in Sharjah» (Ynbibalitech, Bbl
B LLapaxxe). Mpun3biB, BbINOXEHHbIV LiBETaMU Ha
Knymbax, HO 34eCb CoAep>Kalluii ropbKUIA OTTEHOK
HaCMeLLKMN 13-3a KOHTEKCTa, CTa OfHWM M3 C/I0raHOB
TpUeHHane.

CKkBO3b y3KO€ A/NIMHHOE MPOCTPAHCTBO Ab-
[xxybarina GpaHLy3CKMIA apXUTEKTOP U AN3alHep

Tomac 3rymeHungec (Thomas Egoumenides) npo-
TAHYA AJIVHHYIO KOMMO3WLMIO, COBPaHHYHO N3 TOHKMX
MeTaNNNyeckmx CTeP>XKHeN, MPOBOJOK M KaTyLUek,
0b6pasyroLmxX cTaTUUHbIe U JUHAMUYHbIE 31EMEHTbI.
3710 — Mudnuecknin «<Kopabab Teces» ("The Ship of
Theseus")*. Tpo3payHas 1 HeBecomas KOHCTPYKLMA
reoMeTpuYeckn BbiBEpeHa U CTPYKTypUpOBaHa.
MwuHMMann3m obbekTa OXMBAAIOT ANLLb JBa LiBeTa
MAacCTUKOBBIX KaTyLleK — OPaHXKeBbIN U 3eNEHBbIN.
Ha3BaHuve nHcTannaumm obycnoBaeHo TEPMUHOM,
CTaBWWM HapvLUaTtenbHbiM 6aarogapa n3BecTHOMY
dunocodckomy napagokcy. CornacHo mudy, kopabb
nobeantens MuHotaepa — Teces cTan ana apuHsaH
peNnKBMEN, KOTOPYHD eXErofHO CHapsXanu B rnia-
BaHue k ocTpoBy [lenoc. MNocne Bo3BpaLLeHns JOMOA
€ro no HeobXOANMOCTU YNHWAW, MEHAR NpULeawve
B HEroHOCTb JOCKM U CHacTW. B pe3synbTaTte, 3TOT
cakpanbHbI apTedakT cTas MpaKTMyeckn HOBbIM,
4TO U1 CTano nNpegmMeToM punocopckoro cnopa. Peub
MAET 06 NAEHTUYHOCTU. YTO OCTaNnoCh NOAANHHbBIM?
Tonbko nma. Taknm obpasoM, nHcTannauma Tomaca
SrymeHugeca ctana ewé oAHON NANtoCTpaLnen ns-

4. Tomac Srymenungec. Kopabab Teces, 2023. MoHTax, naa-
CTVKOBbIE KaTyLKWN C HATKaMK, MeTananyeckme CTePXXHU C
pe3b6oii.
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BECTHOro napagokca. Moxem an Mbl Ha3BaTb eé
Kopabnem? [leno He B TOM, UTO HET Jaxke LLEenKK
OT HEeKOro NOAAMHHOTO Kopabsia, abCoNOTHO HeT n
0bpasHoro cxoAcTBa € KakuM Hbl TO HK BbIIO Naa-
BaTe/IbHbIM CPEACTBOM — HW C lIAVIHEPOM, HU YT/bIM
CYAEHbILIKOM, HU € NAOTOM. HO ecTb umsa. ABTop
HECOMHEHHO anenanpyeT K TeMe UAEHTUYHOCTU B
ycnoBuax rnobanmsaumm, NbiTasCb HANTU OTBETbI
Ha akTyasibHble NPOHAEMbI, B TOM UNCIE U B @aHTUU-
Houn dunocodun.

TeMmy >XXMBOroO MCTOPUYECKOro Hacaeams npe-
3eHTyeT Mupunam Xunnapu Abpaxam (Miriam Hilla-
wi Abraham), npeactaBnas «My3el NCKYCCTB»,
cofep>KaHnem KOTOPOro cTan Tak Ha3blBaeMbli
«umdpoBoit HaM3HeL», BbiCEYEHHbIX B ckanax Ce-
BEPHOM DPronumm KaMeHHbIX xpamoB Jlannbensi.
ABTOp 6yKBaNbHO BOCCO3AaéT 06pa3 CBALLEHHbIX
CTEH C KPecTyaTbIMU MasleHbKUMUN OKOHHbIMUW NPO-
éMamu 13 610KOB PO30BOW COJM, NCTOYAROLLIMX apo-
MaT Macen v nagaHa, UCrnosb3yemMbiX BO BpeMs
LLlepKOBHOW CNy>K6bl. BO BHYTpeHHeM npocTpaHCcTBe
Ha Kybax 13 CONsiHbIX BIOKOB Pa3IoXKeHbl pUTyasb-
Hble NMPUHaANEXHOCTY, CGOPMUPOBaHHbIE U3 KPUC-
TannoB conn. CBoeobpasHbIli MeTadopuYeckmini MocrT,
Mo KOTOPOMY MO>HO MPOWNTU U3 OAHOrO reorpa-
burueckoro, NCTOPNYECKOro 1 PEANTMO3HOro Npo-
CTpaHCTBa B Apyroe. 34ecb TeMa NMOBTOPHOTO
MCNONb30BAHMA U COLMANbHOM NOJb3bl, 3aABEH-
Has ycTpoutensmm SAT, ocywectBUTCS B GUHane.
Korpa TpueHHane 3aBepwuntcsa, dacag n Bce
npesMeTbl 3KCno3nummn «My3es nckyccT» byayT e-
MOHTUPOBaHbI, MePEeMOIOTbl M BHOBb CTaHyT NCXOA-
HbIM MaTepunasoM — NPeBPaTATCA B apOMaTUUECKYHO
COJb, TOAHYIO AN MOBTOPHOIO MPUYMEHEHMS.

pes nonesHoCTV NpucyTCTBYET 34eCh NoBCe-
MecTHO. Kaxablli 06bekT akueHTUpyeT eé ocobo. Tak
B npocTpaHcTBe CTapon 60MHM KEHUNCKas CTyANS
Cave_bureau npeseHTyeT NpoekT o4 Ha3BaHWEM
My3zelt aHTponoueHa (Anthropocene museum),
HeraTMBHO ocBellas chepy HEOCMbICIEHHOTO Wt
N36bITOYHOrO MCMOb30BaHMSA XXMBOTHOIO MUpPa.
B KOHTEKCTEe pyMH CKOTOHOMHU 3TO OAMH U3 CaMbIX
ApamaTtnyeckmx obbekToB TpUeHHa e, akkyMyam-
PYIOLLMIA MHCTaNNAUMY, BUAEO, apTedaKTbl, 3BYKOBbIE
3dpdekTbl, cBA3aHHble ¢ 061aCTbHO AOMALLHENO
CKOTOBOZACTBA M NnepepaboTkor ero NpoayKLmnm.
MoceTnUTensM NpeasoxXeHo NpocaesoBatb Mo
MapLLUPYTy XMBOTHbIX: CHayasa OHW MonajatoT B
3aroHbl, fasee NpPoxoAsaT Ha MecTo HoMHM 1 3aTem
0Ka3blBaAOTCA B MOMELLEHNN AN nepepaboTku.

32

WHcTtannauma Aapuana Mene (Adrian Pepe)
«[MonesHocTb 6bITUA: Napasokc 6aM30CTU» 3,
COCTaB/IeHHas W3 LWEPCTU Ha pa3HbIX 3Tanax eé ne-
pepaboTky, WKyp OBeL, Kak BblpaxkaeTca aBTop, —
noboyHOro NpoaykTa npotiecca y6os. BbICTpOeHHbIN
UM MOAY/b C Kynosoobpa3Hol Kpbllwel NoKpbIT
naeanbHo o6paboTaHHOM OBeUbEeN LLEePCTbO Kak
MeTabopor HanPsSXKEHHbIX CBA3EN MeXay YenoBe-
KOM U >KMBOTHbIM, O6YCNOBAEHHbIX BbIXXMBaHUEM U
KOMMepLMen.

OauH 13 Hanbosee 3MOLMOHANbHBIX U 3a-
NMOMUWHAIOLWNXCA XY0XKeCTBEHHbIX 06pa3zoB SAT
— NepeKpbITbI OTPOMHbBIM CTEKJSHHbBIM KyMo-
JIOM TPaHAMO3HbIA OCTOB HEAOCTPOEHHOro "
3abpolueHHoro Toprosoro LeHTpa Wapaxu, Ha-
noMuUHaro WML pyuHbl MNMupaHe3n. YacTb cTeH
OTCYTCTBYET, MPOCTPAHCTBA OTKPbITbl. BHyTpn —
MHOTFOUNC/EHHbIE THE3Aa NTUL,. TOJIbKO MECTHbIN
packanéHHbIM KAMMaT CcTana NMoMexon Ans npo-
pacTaHWsA pacTUTENbHOCTU CKBO3b OOpYLUEHHbIe
NEeCTHULbI, NePeXosbl U NPOBasbl B NepeKpbITUAX.
B 3TOM NycTOTE, CBEWMNBAACH U3 NOAKYMONBHOIO
NPOCTPaHCTBa, MOAUNHAACL BETPY, B3bIMAKOTCSA C
LWYMOM W OrnazZaroT OrpoMHble MONOTHMLA. ITO
— «Super Limbo», npeacrasneHHoe Limbo Accra
(bropo NPOCTPaHCTBEHHOIO AM3aliHa, OCHOBaHHOE
JomuHnkom lMetn-®pe 1 Imunem Npunom). 3aay-
MaHHbIV KOTra-To Kak rPaHANO03HbIN TOProBbIi LLEHTP
¢ naowaabto 6e3 manoro 65 000 M2 TOpProBbIX U
pa3BsieKaTesIbHbIX MPOCTPAHCTB LeHTP, Mo onpe-
JeNIeHNI0 aBTOPOB, ABNAETCA OAHUM U3 KPYMNHeW-
LIMX HECOCTOABLUMXCSA CTPOUTENBbHbIX OOBEKTOB
SMupatoB. [peobpakas ero B apT-npoCcTpaHCTBO,
aBTOPbI AE€KNAPVIPYHOT «AaHb YBaXKeHWs NOTeHLmany
He3aBepLUEHHbIX MPOCTPAHCTB»® .

MocnegHUn 06BEKT TPUEHHANe PacrnoNoXeH
BECbMa /la/1eKo OT OCHOBHbIX 3KCMO3ULMI, Ha pac-
CTOAHWUM Bo/1ee NOAYCOTHU KUNOMETPOB. 34eChb Cpeam
PYVH 3a0pOLLEHHOW 1 3aHECEHHOW Neckamu AepPeBHU
Anb-Magam (Al Madam) BbicTpoeHa «beToHHas
nanatka»’. OBObEKT, KOHEYHO, OTBEYAET LieasiM U
OCHOBHOW nzee SAT, HO BCE e B onpesenéHHoOM
CMbICNe NPOUrpbIBaeT OKpy>KeHuto. ManaTtka Kak
06pa3 BpEMEHHOro XWauLLa, UCNONHEHHas 13 TKa-
HW, MOKPbLITOM pacTBOpoM beToHa. MaTepuansbi-

5. AapwvaH lMene. MNone3HocTb ObITUA: Napagokc 6ansocTu,
2023. lkypbl oBeL, oBaccy.
6. The Beauty of Impermanence: An Architecture of

Adaptability. Sharjah Architecture Triennial, 2023.

OAAP — Canan Xvnan (DAAR Sandi Hilal & Alessandro Petti).
BeTtoHHas nanatka (Concrete tent). NepepaboTtaHHoe gepe-
BO, AXKYyTOBas TKaHb.

aHTUNoAbl — TKaHb M 6eTOH OBelWecTBAAIOT
KOHLLeNLMIO NPOTUBOPEUUNI MEXAY apXxanyeckmm
NPOLUABIM N UHAYCTPUANbHBIM HACTOALLUM, MEXAY
HOMaJMYHOCTbIO U OCeANOCTbIO. E€ «6eTOHHOCTb»
roBOopuT 06 OCHOBATE/IbHOCTN COBPEMEHHOIO CTPO-
UTeNbCTBA, HO eé dopmMa 1 TKaHb Kak 6a3oBbIf Ma-
Tepuan nNpeAcTaBaAroT 0bpa3 BPEMEHHOTO XUaunLLa
cKuTanbLa. 34eCb NPOH3UTENBHO 3BYYUT Tema ne-
peceneHuns, OCTaBNEHHOro goMa, gucnokauunm. Ca-
Ma no cebe gepeBHa Anb-Magam — 6poLueHHas
M 3axBayeHHas rneckamu C BO3BbILLANOLLENCA HaZ
AOMaMu MycTOM MeYeTbto, ABASET CTO/Ib MOLLHbIN
3MOLMOHaNbHbIN XyA0XEeCTBEHHbIN 0b6pas, uTo C
HUM TPYAHO conepHu4aTtb. ABTOPbI MOAAratoT, UTo
C TeYEHNEM BPEMEHU Necku 3aTAHYT U BETOHHYH
nanaTky, U OHa pasfenuT yyacTb PYMHUPOBAHHbIX
aAomoB Anb-Magawm.

MoaBoas HEKOTOPbIE UTOTU, MOXHO OTMETUTb,
4TO PYMHbI NPaKTUYeCKM BCEraa 3akntoyatoT B cebe
MHOXECTBO CMbIC/IOB U ABAAKOT COHON TOT noaat-
NINBbIV NIACTUYHBINA MaTepman, KOTopbI BCcerga oT-
KMKaAeTCsa Ha TBOpYEeCKMe 1N HayUHble N3bICKaHWS,
dnnocodckne n Xy[o>KecTBeHHble TeKCTbI. 34eCb U
CUMBOJIbI BEUHOCTU, N 0Opa3bl yLIeALLlero BpeMeHU,
1 MOCT B MPOLLJIOE.

ApXUTEKTYpHble MPOEKTbl TPUEHHaNEe AEMOH-
CTPUPYIOT NOMbITKY NPEOAONAEHNS CUMBOANYECKON
CMepPTV apXUTEKTYpPbl, CTaBLUEN pe3yNbTaToOM eé He-

OXWZAaHHO 0bHapyXumBLUeNnCca 6ecnone3HoCcTn 1 He-
uenecoobpasHocTn. Bce 06bekTbl SAT npu BCéMm
pa3Ho0bpa3nmn NCXOAHOrO MaTepuana U NPUBHECEH-
HbIX KOHL,ENTYyaAbHbIX NPeobpa3zoBaHuii 06beanHAET
ofHO obllee — yxop yenoBeka. B atom eguHbl 1
nycTyroLias WKona,  bpolleHHas fepeBHs, U Tak
HWKOTZla HE OTKPbITbIN TOProBbIV LLEHTP.

K coxxaneHuto, nocse OKOHYaHUsA TpUeHHane
PYWHbI BO3BpaLLaloTCA U3 AeKJapupOBaHHOIO
obpasa K TOMy NepBOHa4yalbHOMY COCTOAHUIO, B
KOTOPOM OHM NpebbiBanu 4o TOro, Kak ctaan obbek-
TaMu apxMTeKTypbl afanTMBHOCTU. Hacmeluka Bpe-
MEHW N1Lb B TOM, YTO Mbl TOYHO 3HaeM AaTy UX
BO3BpaLLeHNs B MOrPaHNUYHOE COCTOSIHNE MeXAY
NPOLWABLIM U HAaCTOALLMM. ITO JeHb OKOHYaHMA pa-
60TbI SAT.

PymnHa Kak gnanor c NpoLabIM, KakK XyA0XecT-
BEHHbI/ KOHTEKCT OTPaXKeHWs NepexunBaHnsa coBpe-
MEHHOCTUN — YyHMBepcanbHas GopmMyna, ncnbiTaHHas
BekaMu. OHa MHOrOC/0MHa. 34eCb 1 OCKONKM aH-
TUYHOCTM, cbeperaemble B HEMPUKOCHOBEHHOCTY,
N XyAOXecCTBeHHble TpaHcbopmauum MNupaHesn
n Pobepa, 1 pymHbl — NAaMATHUKM ApamMaTnyecKmnx
COObITUN, CTaBLUME MEMOPUAMM, U MHOTUE ApPYyrune
0cobble NYyHKTbI B UCTOPUM KYAbTypbl N UCKYCCTBA,
K KOTOPbIM Tenepb MOXHO MPUUNCAUTD U PYUHBbI,
OflyXOTBOPEHHbIE BTOPOI apXxnTeKTypHON TpreHHane
B LWapaxxe (2023-2024).
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NATIONAL THEME IN SCULPTURE AT THE CHINESE
NATIONAL EXHIBITION OF FINE ARTS

Summary: The theme of China's national minor-
ities is an important theme bearing distinctive na-
tional characteristics in all types of art presented
at the National Exhibition of Fine Arts. Its develop-
ment in sculpture can be divided into three stages:
the first period is the rise of the subject of national
minorities in the context of the great national in-
tegration in the early period of the construction of
the New China. The sculptures of this period pre-
sented at the Exhibition, depicted the friendship of
all the peoples inhabiting China, and adhered to the
"communist canons" of creativity. The subsequent
era, from the early 1980s to the conclusion of the
20th century, can be characterized as a period of
shift from the communist standard to a more gen-
uine and realistic depiction of the people of Chi-
na, characterized by a longing for experimentation,
the quest for a new, as well as an idealized portray-
al of national minorities. The artworks were often
based on materials gathered by the sculptors dur-
ing their trips to regions populated by national mi-
norities. The third period is a sculpture exploring the
subject of national minorities in the 21st century.
Its features are attention to the current problems
of our times and the tendency to diversify themes
and artistic styles. Interpreting the theme of nation-
al minorities, sculptors use individual languages of
artistic expression. Thus, this article examines the
development of sculpture on the theme of national
minorities, selected for participation and presented
at the National Exhibition of Fine Arts, analyzes and
identifies constant and evolving features specific to
the each period, then concludes about the signifi-
cance and value of this theme in the history of the
National Exhibition. Throughout the entire period
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of the existence of the National Exhibition of Fine
Arts, the sculptural work presented at it was influ-
enced by the state national policies. At the same
time, we can see that "national identity" is the main
idea throughout the entire period under consider-
ation. In other words, among the many tasks asso-
ciated with the development of modern Chinese
art, the creation of a "national cultural identity" has
always been and continues to be of great impor-
tance. Thus, if we examine the works presented at
the National Exhibition as a phenomenon, it is obvi-
ous that sculpture on the theme of national minor-
ities has enormous theoretical and practical value
in the past, present and future.

Keywords: National Minority theme in Sculpture,
Nationality, National Minority Art, Regionality, Na-
tional Exhibition of Fine Arts

1. Early Years of the PRC: the Rise of Sculpture
Depicting Unity among Minority Nationalities

The early years following the establishment of the
PRC were a period of dramatic ideological shift and
revitalization driven by political factors. The urgent
need to restore order after years of devastation has
created a desire in society to renew the social sys-
tem and ideology. Against the background of the
policy to achieve solidarity among the peoples of
China, as well as the course of “let a hundred flow-
ers bloom, let a hundred schools compete” in lit-
erature and art, national minorities have become
one of the key themes in art forming the basis of
the national idea. The minority-themed sculpture
of this period, which is commonly labelled in Chi-
nese historiography as the time of the "red (i.e.,
communist) canon”, was consistent with the gen-

eral sociopolitical context and depicted the libera-
tion of minorities and their joy at the beginning of
their new life. The core idea was the great unity of
the 56 nations, with everyday themes and depic-
tion of the life of national minorities in the new era
also present in the sculpture art. Wang Linyi's relief
“The Great Unity of Nations” (1949), displayed at the
first National Exhibition of Fine Arts, is a depiction
of an epic, large-scale scene featuring various eth-
nicities, dancing together, singing songs, and cele-
brating the dawn of the new life in the new China.
The subject of minorities was explored in a similar
manner in Zhang Chongzhen'’s “Korean Pair Dance”
(1955) that was presented at the Second National
Exhibition. The sculpture depicts a very distinctive
traditional Korean dance, highlighting the eleva-
tion of the sleeves during the performance, and ex-
pressing the cadence of the dance in a remarkably
unique manner. There were also artworks in which
the theme of national culture was presented in a
rather original manner, such as Liu Kaiqu's “Yak”.
In contrast to other pieces, the sculptor opted not
to depict human figures but instead portrayed an
animal symbolizing Tibet and Tibetan culture — the
yak. Through the representation of the yak, meticu-
lously carved from marble, the artist alludes to the

Il 1. Wang Wanjing. Girl from the Dai people. Stone. 1962.
Collection of the Fine Arts Museum of China

purity and primal essence of the snow-covered Ti-
betan region, as well as the straightforward, tireless,
and robust national character of the Tibetan people.
In terms of artistic style, sculptures portraying eth
nic minorities, in general, mirrored the main trends
of the art world of the period. On one hand, it en-
compassed socialist realism adapted from the USSR,
while on the other hand, it entailed a quest for na-
tional identity within the confines of socialist real-
ism, primarily rooted in the exploration of folk art.
Since the theme of minorities reflects national diver-
sity and local culture to a greater extent than other
themes, it allowed for a more evident display of lo-
cal cultural aspects in the artistic approach and the
development of national visual style. For example,
Wang Wanjing's sculpture “Girl of the Dai People”
(1962, ill. 1), selected for participation in the Third
National Exhibition of Fine Arts, is shaped in a sim-
ple and gentle manner, with a strong sense of line,
quite in the spirit of Chinese traditional sculpture.
The entire artwork exhibits a distinct national char-
acter. In Situ Zhao's "Tibetan Girl with Mila on Her
Head" (1979), presented at the Fifth National Exhi-
bition, it is only the head of the Tibetan girl that is
carved in detail, while the lower part of the sculpture
presents a material preserved in its original, natu-
ral form, which leaves much room for the viewer's
imagination. As for the artistic image of the char-
acter, there is a certain incompleteness, even dete-
rioration, rendering it significantly more expressive
than if it had been done in a realistic manner.

2. From Canon to Authenticity: the Discovery
of National Traits in Sculpture Depicting National
Minorities

The decade of the 1980s marked a turning point
in the history of Chinese fine arts. In artworld it was
a time of emancipation from the doctrines of the
preceding era, a time of rejuvenation and explora-
tion. The theme on national minorities, regarded
as part of the broader theme of national culture,
also started to be re-examined in sculptural works
through a lens of defiance towards the socialist ide-
ologies and established canons of the prior period.
The whole world of sculpture, driven by the quest for
the new ideas and themes, as well as artistic style,
language and techniques, is engulfed in the long-
ing to create a national, truly Chinese national art.
As a consequence, many sculptors were drawn to
the theme of national minorities as the most “Chi-
nese” subject, both in terms of cultural code and
artistic expression. The distinctiveness and individ-
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Il 2. Jing Yuming. Return to the East - The Epic Tale of the Torgouts. Foundry copper. 2009.

uality of regional culture have rendered the theme
of minorities a highly productive domain for explo-
ration on the path of “nationalizing” art.

The sculpture of this period dealing with the
theme of national minorities exhibits two distinc-
tive features. Firstly, it departs from the political nar-
ratives of earlier artworks and a return to real life,
and the aspiration to deeply explore the culture of
minorities as well as to gain the “experience of lo-
cal life". Many sculptors go on trips to Tibet, Yun-
nan, and Guizhou to observe in person how the life
of various national minorities is organized, to col-
lect material, and then try to authentically portray
the traditions, nature, and feelings associated with
them through their individual artistic means. Sec-
ondly, the individual styles of artists were gradually
taking shape, indicating a diversification of sculp-
ture styles. For instance, Yin Xiaofeng's “The Tungus”
(1989), a Silver Medal winner at the 7th National Ex-
hibition, was created when Yin Xiaofeng was doing
his graduate project at the Lu Xun Academy of Fine
Arts in 1988. He spent three days traveling through
the forests of the remote regions of Northeast Chi-
na in search of the Evenks (i.e., “the Tungus”), who
had been living there since ancient times leading
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a nomadic lifestyle. Inspired by their primitive way
of life and the vivid images of this trip,

Yin Xiaofeng crafted a head out of stone. The
1980s saw a shift from the ‘collective’ to the ‘indi-
vidual' in artistic creation, with the artistic style and
language of individual creativity taking on primary
tasks of artistic practice. As a part of the "Guizhou
phenomenon” of the 1980s in the art world, Tian
Shixin, who has lived in Guizhou for 25 years, was
very familiar with the life and culture of local minor-
ity nationalities. He created a series of works on the
theme of Guizhou minorities. Thus, his work “Pillar of
Joy” (1984, ill. 2), which highlights the theme of re-
storing the national culture and way of life of minor-
ities, was exhibited in the Sixth National Exhibition.

Using traditional sculpture techniques, the au-
thor conveyed the spirit of ancient times, and he also
used xie-yi techniques to enhance the expressive-
ness of the work. Another sculptor who addressed
the theme of ethnic minorities and is worthy of men-
tion is He Ao, who became interested in Western ab-
stract sculpture and tried to combine it with Chinese
decorative sculpture and traditional anthropomor-
phic ceramics, which became her signature artistic
language. Her work “Concord” (1984), selected for
the 6th National Exhibition of Fine Arts, portrayed

the warmth and hospitality of the Tibetan people
in a simple, concise and vivid form.

3. The New Century: Contemporary Interpre-
tation and Diversification of the Theme of Nation-
al Minorities in Sculpture

Since the beginning of the 21st century, Chi-
na has organized four National Exhibitions of Fine
Arts, marking a real breakthrough in the art world
in terms of the renewal of ideas and language, the
expansion of art forms and the development of new
techniques. Sculpture on the theme of minority na-
tionalities, which has become a classic theme of the
exhibition, is facing new challenges: how to secure
its standing amidst the dynamic array of diverse
concepts and forms within the artworld while pre-
serving, renewing and successfully transforming tra-
ditional, national and contemporary culture. This has
already become one of the important issues of con-
temporary “national” culture and art. The portrayal
of "orientality” in the artworks of the National Exhi-
bition largely relies on the core theme of tradition-
al culture, which consists of various elements, such
as national culture, provincial culture and region-
al culture. The theme of national minorities, as an
important component of national culture, is in fact
demonstrated primarily through referencing the tra-
ditional history of minorities, identifying and inte-
grating their regional culture, and portraying current
local life. This leads to a diverse, unified balance of
theory and practice. Alternatively, the ethnic theme
is explored from the viewpoint of modern cultur-
al diversity, and its scope expands and intersects
with numerous challenges of today’s society, such
as the conservation of natural environment, the in-
heritance of traditional culture, the revitalization of
rural areas, and other concerns, through which we
uncover the significance and social value that the
national minority theme has in the present times.

Jing Yuming's sculpture “Return to the East —
The Epic Tale of the Torgouts” (2009, ill. 3), which
won a silver medal at the 11th National Exhibition
of Fine Arts, in a sorrowful and romantic manner
and employing realistic methods of expression re-
veals the theme of returning to one’s homeland, to
one’s roots, and thus places historical and cultural
national traditions in a contemporary context. The
12th National Exhibition featured Chen Jian's work
“The Image of the Steppe — Heaven's Dome” (2014).
The sculptor lived in the steppe for a long time and
drawing inspiration from an image of a robust, vig-
orous horse, portrayed a horseman on a galloping

IlL. 3. Tian Shixin. Pillar of Joy. Wood. 1984.
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Ill. 4. Deng Ke. Observing: the Buryats. Stone. 2079.

horse, depicted utilizing the xie-yi technique, flaw-
lessly conveying the strain and velocity. Uyghur sculp
tor Arman Memet's work “Forward” shows a com-
mon scene of everyday life and realistically and viv-
idly conveys a simple and romantic image of Uyghur
brothers singing and dancing. Deng Ke's "Observ-
ing: the Buryats” (2019, il. 4) and Wang Bei's “Ob-
serving the Orochons” (2019), featured in the 13th
National Exhibition, are a series of works present-
ing the results of observing the ethnic minorities.
The artworks is referring to the certain psychology
characteristics that ethnic group tend to form in the
process of long-term practice. The works show the
national characters of peoples that are forged over
a long history and many generations, and which are
difficult to change. As V. Lenin wrote in Philosoph-
ical Notebooks, “Human practice, repeated billions
of times, is fixed in human consciousness by the
figures of logic. These figures have the strength
of prejudice, an axiomatic character precisely (and
only) because of this billion-times repetition.”" Thus,

1. V.I. Lenin. Philosophical Notebooks. / V.I. Lenin. Complete
Collection of Works. Fifth edition. Volume 29. - Moscow:
Publishing House of Political Literature, 1969. - P. 198.

these sculptures do not just serve as a modern day
interpretation of the theme of national minorities,
but are also a historical generalization, inheritance
and continuation of this theme; they also raise the
issue of the impossibility for minorities to give up
their national traditions when faced with the pas-
sage of time.

4. Conclusion

Romain Rolland once said that the greatness of
art lies in its ability to reveal a person's true emo-
tions, the secrets of one's inner life and the world
of one's passions. It allows different people to com-
municate and find empathy. Being an important
symbol of “national culture” at the National Exhibi-
tion of Fine Arts, the creation and development of
sculpture on the theme of national minorities has
always been in a broader cultural context and was
influenced by politics in the field of art and liter-
ature. This is closely related to the social environ-
ment and the background of the time in which the
sculpture is made. Having traced the evolution of
the theme of national minorities in the sculpture of
the National Exhibition for more than half a century,
we see that "ethnicity”, or "nationality”, is the main
idea throughout the period. In other words, among
the many tasks associated with the development
of modern Chinese art, the creation of a “national
cultural identity” has always been and continues to
be of great importance to this day. Thus, if we ex-
amine the works presented at the National Exhibi-
tion as a phenomenon, it is obvious that sculpture
on the theme of national minorities has enormous
theoretical and practical value in the past, present
and the future.
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HALWOHAJIbBHAA TEMA B CKYJIbITYPE
BCEKUTAMCKOW BbICTABK N3OBPA3UTENIBHOTO
NCKYCCTBA

AHHomauyus: Tema HauMOHaNbHbIX MEHbLUMHCTB
Kuntas saBnsetcsa BaxHOW, obiagatolein HauMoHab-
HbIM KOJIOPUTOM TEMOW BO BCEX BMAAX MCKYCCTBA,
npesCcTaBieHHbIX Ha Bcekntanckon BbiCTaBKe U30-
6pa3untenbHOro nckyccrea. ke passutme B ckynbntype
MO>HO pa3fennTb Ha TPW 3Tana: nepsbli 3Tan —
3TO pacuBeT TeMbl HaLWOHaAbHbIX MEHbLUNHCTB B
KOHTEKCTe BEe/IMKOWN HaLMOHaNbHOW MHTerpaymm
B paHHWIM nepuog ctpoutenbctBa Hosoro Kutas.
CkynbMTypbl 3TOr0 Nepurosa, NpesAcTaBiaeHHble Ha
BbICTaBKe, MOKa3bIBaOT MPeXAe BCero Apy>x0y Bcex
HapoAoB, HacensroWwmx Kutam, n xapaktepusyrorcs
NPVBEPXKEHHOCTHHO K «KOMMYHUCTUYECKMM KaHOHaM»
TBOpuYecTBa. Bropoli stan, ¢ Hauana 1980-x rr. n go
KoHLa XX B., MOXHO onucaTb Kak BpeMs nepexoja ot
KOMMYHWCTNYECKOrO KaHOHa K 6osiee yKOpEHEHHOMY
B peanbHOCTU n306paxeHnto Hapogos Kutas, oT-
MeYeHHOMY CTPEMJIEHMEM K IKCMEepUMeEHTaM,
nomckam HOBOTO, a TakXe MAeann3npoBaHHOMO MU30-
H6paxkeHns Manbix Hapogos. MNponsseseHns vac-
TO OCHOBbIBA/IMCb Ha MaTepunanax, CobpaHHbIX
CKYNbMTOPaMM BO BPEMS MyTeELIECTBUI NO MecTam
NPOXMBaAHWSA HALMOHaNbHbIX MEHBLUMHCTB. TpeTuin
3Tan — 3TO CKy/AbMNTypa Ha TeMy HaLWOHaAbHbIX
MeHbWwMHCTB B XX| Beke. Ee ocobeHHOCTM — 3TO
BHMMaHMe K akTyaslbHbIM NpobaeMam COBpeMEH-
HOCTM W TEHZEHLNA K auBepcMbumKaLmnum Tem n
XY[O0XECTBEHHbIX CTUNen. VIHTepnpeTupys Te-
MYy HaLMOHaNAbHbIX MEHbBLUMHCTB, CKYJAbMTOPbI UC-
NONb3YIOT UHAMBUAYAbHbIE, aBTOPCKUE A3bIKU
XYZAOXECTBEHHOrO BblpaxkeHus. Taknum obpazowm,
B JaHHOWN CTaTbe paccMaTpuBaeTcs pa3BuUTUe
CKYNbNTYPbIHA TEMY HaLMOHaNbHbIX MEHbLLUMHCTB,

OoTOb6paHHOW ANa yyacTus U NpencTaBieHHOMN
Ha BcekuTalickon BbiCTaBKe M306pa3nTesbHOroO
MCKYCCTBA, aHaNN3UPYHTCA WU BbIABAAIOTCSA
MOCTOSIHHbIE N MEHSIOLWNECA B 3aBUCUMOCTLN OT
MCTOPUYECKOTO Mepunosa 0COBEHHOCTH, 3aTeM
JlenaeTcs BbIBOJ O 3HAUMMOCTU U LLEHHOCTU
3TOW TeMbl B UCTOPUN BceknTamckom BbICTaBKMU.
Ha npoTtsaXxeHun Bcero nepuoga cyliec-
TBOBaHWUA BceknMTanckon BbiCTaBkM nM3o06pasn-
TENIbHOTO WCKYCCTBA, MPEACTaBJIEHHOE Ha HeW
CKYJIbNTYpHOE TBOPYECTBO HEC/IO Ha cebe 0TnevaToK
rocyapcTBEHHOM HaLMOHabHOW NOANTUKK. B TO
e Bpems Mbl BUAMM, UTO «HaLMOHalbHas NAeH-
TUYHOCTb> AB/ISIETCS OCHOBHOW UAEEN Ha MPOTSKEHWN
BCEr0 pacCMOTPeHHOro nepuoga. iHbimu cnosamu,
CpeAn MHOXECTBa 3ajay, CBA3aHHbIX C Pa3BUTUEM
COBPEMEHHOrO KMTalCKOro MCKYCCTBa, Co34aHue
«HaLMOHaNbHOM KYAbTYPHON MAEHTUYHOCTU» BCeraa
6bI10 M MPOZO/IXKAET MMETb OFPOMHOE 3HaYeHWe Mo
ceit aeHb. TaknM 06pa3om, ecm nccnefoBatb paboTbl,
npeacTaBieHHble Ha BcekmTanckon BbicTaBke, Kak
beHoMeH, TO OYEBUAHO, YTO CKYNbMTYpPa Ha TeMyY
HaLMOHabHbIX MEHbLUWNHCTB MMEET KOJI0CCa/IbHYH
TEOPETUYECKYHO M NMPAKTUYECKYHO LLEHHOCTb B NMPOLU-
oM, ceyac 1 B byayLiem.

Knrouesele coea: ckynbnTypa Ha TEMY HaLMO-
Ha/IbHbIX MEHbLUWHCTB, HALMOHAaNbHOCTb, NCKYCCTBO
HaLMOHaNbHbIX MEHBLUVNHCTB, PETMOHaIbHOCTL, Bee-
KUTalckas BbiCTaBKa M306pa3nTesbHOro UCKYCCTBa

1. HayanbHbI nepuog nocne ocHoBaHms KHP:
pacLBeT CKYyAbNTYpbl Ha TEMY BEANKOTO eUHEHUA
HaLMOHaNbHbIX MEHBLUNHCTB
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MepBble rogbl nocne ocHoBaHua KHP 6bian Bpe-
MeHeM rn1o6anbHOro NAeo0A0rM4Yeckoro casura u
OXXMB/IEHUS, UTO HbLIO OOYCNOBAEHO NOANTUYECKUMMU
npuumnHamn. OcTpas Hy>Jza B BOCCTaHOBJIEHWW MO-
pAZKa nocie JOATUX NeT pa3pyLleHnin nopoanna B
obLecTBe CTpeMAEHNE K OBHOBIEHMIO COLMANIbLHON
cucTeMbl M ngeonornn. Ha ¢oHe noanTnkn, Ha-
NpaB/JIeHHOM Ha AOCTUXXEHWNE CONNAAPHOCTUA MEXIY
Hapogamu Kutasa, a TakXXe Kypca «MyCTb pac-
LBeTaroT CTO LBETOB, MyCTb COMEPHMUYAtOT CTO
LIKON» B INTEPAType N UCKYCCTBE, HaLMOHalbHble
MEHbLUMHCTBA CTAHOBATCA OAHOW U3 KNHOUEBbIX TEM
B MCKYCCTBE, COCTaB/IAOLLNX OCHOBY HaLMOHaNbHOW
naeun. CKynbntypa Ha TeMy HauMOHabHbIX MEHb-
WWHCTB 3TOrO Nepuosa, KOTOPbIN B KWUTa-
CKOW nctopmorpadumm npuHATo o603HauvaTb Kak
BPEeMS «KpPacHOro (T.e. KOMMYHUCTNYECKOro) Ka-
HOHa», COOTBETCTBOBaJIAa 06LWEMY COLMANbHO-
NONIMTUYECKOMY KOHTEKCTY W mnoka3biBasa
0CBOBOXAEHME MabiX HAPOAOB M UX PafOCTb OT
Hayana HOBOW XW3HW. [naBHasa naes — Beankoe
egvHeHne 56 HapoAOoB, MPU 3TOM B CKy/abMAType
NPUCYTCTBOBaIM U HBbITOBbIE TEMbI, MOKa3blBaBLUME
>KN3Hb HaLMOHaNbHbIX MEHBLUVHCTB B HOBYHO 3MOXY.
Penbed «Bennkoe egnHcTBO Haposos» (1949) BaH
JInHbYW, Noka3aHHbIV Ha nepBol BcekuTanckom
BblCTaBKe M3006pa3nNTeIbHOIO UCKYCCTBaA — 3TO
n3obpaxeHne 3NNYEeCKOor, MacliTabHOWN CLUEeHbI,
Ha KOTOPOW MpeacTaBieHbl Pa3/NUHble HAPOAbI,
OHW BMECTe TaHLYHOT, MOKT MECHW N NPa3AHYT
HacTyrnaeHne HOBOW XW13HW B HOBOM KuTae. [oxoxum
o6pa3omM TeMa HauMOoHaAbHOCTEN pacKpblBaeTCs B
paboTe, koTopas Hbina NpeAcTaBAeHa Ha BTOPOW
BcekuTarickon BbicTaBke — «Kopencknin napHbIn
TaHeu» (1955) YxxaH YyHxaHa. [pon3segeHre no-
Ka3blBaeT OYeHb CaMOObITHbIV TPAANLMNOHHbIN KO-
perickmii TaHeL, akLeHTUPYS BHYUMaHWe Ha TOM, Kak
B TaHLe NOAHMMAlOTCA PyKaBa, B CKYNbMNType OYeHb
nepesaH putM TaHua. bbinn Takxxe 1 npounssese-
HWA, B KOTOPbIX TeEMa HaLMOHaNbHOWN KYNbTypbl
packpbiBanach AOCTaTOMHO OPUTMHANBLHO, Kak, Ha-
npvmep, B pabote Jlto Kanutos «Ak». B otanume ot
Apyrvx paboT, 34ecb CKy/bNTOP He CTan co3aaBaTtb
06pasbl YesloBEYECKNX NEePCOHaXer, HO nokasan
>KMBOTHOE, KOTOPOE fAB/SETCA CMMBOJIOM TnbeTa u
TMBETCKON KyNbTypbl — fika. ABTOpP, UCNob3ys obpas
sIKa, KOTOPOro OH Bblpe3an U3 MpamMopa, HamekaeTt
Ha YMCTOTY, NepPBOOBLITHOCTL CHEXXHOIO TUBETCKOTrO
PernoHa, a TakxKe Ha NPSAMOJVHENHbIN, HEYTOMUMbIN,
CUNIbHBIA HaLMOHaNbHbIV XapakTep TMOeTLEB.
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YTo KacaeTca XyJ0XKeCTBEHHOro CTUAA, TO CKyAbM-
Typa Ha TeMy HalMOHaNbHbIX MEHBLUNHCTB, B LIEOM,
oTpakafa OCHOBHblE TEHAEHLMU MUPa NCKYCCTBa
paccmaTpuBaemoro nepunoga. C og4HOM CTOPOHBI,
3To BoCnpuHATLIN 13 CCCP coumanncTmyecknin pe-
ann3m, C Apyromn —3To NOUCK HaLMOHaNbHOW camo-
ObITHOCTV B pamMKax CoL,peanm3ma, OCHOBaHHbIN,
npexse Bcero, Ha 3aMMCTBOBaHMAX U3 HAPOAHOrO
nckycctea. [ockonbky TeMa Masbix HapoaoB B 60/b-
LUEe CTEMEeHN, HeXenn apyrue Tembl, OTpaxaeT Ha-
LMOHaNbHOe cBOeobpa3ve 1 MeCTHYHO KyabTypy,
TO 3/leCb B XyAO0XECTBEHHOM CTuUAe TakKe bonee
ABHO MPOSABAAOTCA 3NEMEHTbI PErMOHANIbHOWN Ky b-
Typbl, GOPMUPYETCA HaLMOHaNbHbIA BU3YyasbHbIN
CTUAb. Tak, Hanpumep, ckyabnTypa BaH BaHbL3mHa
«[leByLuKa 13 Hapogaa gan» (1962, na. 1), BbibpaHHas
ANSA ydacTus B TpeTbel BceknTaickon BbiCcTaBke
1n306pasnTenbHOro UCKYCCTBa, BblaernaeHa O4eHb
NPOCTO, MATKO, C 6O/BLUNM YyBCTBOM JIMHWW, BMOIHE
B AyXe KMTaCKOW TPajVNLIMOHHOW CKyNbATypbl. Bo
BCEM MPOU3BEAEHNMN BUAEH APKUIA HALMOHa/bHbIV
KonopwuT. B npeactaBieHHOM Ha nsaTon BcekuTanickon
BbiCTaBke npoussegeHnn Coity Yxxao «TnbeTtckas
JeByLlKa ¢ Muia Ha rosose» (1979), Tonbko rososa
TMHETCKOW AEeBYLLKM Bblpe3aHa feTalbHO, TOrAa Kak
HUXXHSAA YacCTb CKY/NbMNTYPbl — 3TO COXPaHEHHbIN B
CBOEM M3Ha4yalbHOM, MPUPOAHOM BUAEe MaTepuan,
OCTaBASAROLWMIA 3puTento 6o/bLIOE NPOCTPaAHCTBO
AnA BoobpaxeHus. YTo KacaeTcs XyA0XKeCTBEHHOTro
obpa3a nepcoHaka, To MPUCYTCTBYeET onpeaesneHHas
He3aBepLUEHHOCTb, AaXke NOBPEXAEHHOCTb, YTO Je-
naet ee ropasfo 6osee Bblpa3nTENbHOW, YeM ecu
6bl OHa bblna cAenaHa B peanncTuyeckon MaHepe.

2. OT KaHOHOB K peaancTUYHoOCTU: obpeTeHne
HaLMOHaNbHbIX YepT B CKYNbNTYype Ha TEMY HaLu-
OHaJIbHbIX MEHBLUWUHCTB

80-e rr. XX B. 6b111M MOBOPOTHLIM MOMEHTOM B
NCTOPUM KMTANCKOro M306pa3ntesbHOro NCKYCCTBa.
3T0 Bpems 0CBOOOXAEHWA OT AOrM MpPesblayLLero
nepuvoaa, anoxa o6HOBNEHUA N XyA0XKECTBEHHbIX
nonckoB. TeMa HauMOHaNbHbIX MEHbLINHCTB,
Kak acrnekT TeMbl HaLMOHaNbHOW KyAbTypbl, B
CKYNbMType TakXe HauMHaeT NepeoCMbICAATLCA C
Mo31UMA OTKa3a OT KOMMYHUCTUYECKMX MPUHLMUMOB
M KaHOHOB MpeablayLiero nepuoga. Becb mup
CKYNbNTYpPbl, YCTPEMMUBLUNNCA K MOUCKY HOBOTO, Kak
NAEeNHO-TeMaTUYeCKn, Tak 1 NO XyA0XKECTBEHHOMY
CTUAHO, A3bIKY U TEXHWKAM, OKa3blBaeTCA OXBayeH
CTpeMAEHNEeM K CO3AaHNI0 HaLMOHaNbHOrO, UC-
TUHHO KMTaWCKOro MeCcTHOro nckyccrea. Kak cnea-
CTBWE, MHOXECTBO CKy/JIbNTOPOM ObpaLiatoTcsa K

TeMe HaluMOoHaNbHbIX MEHbLUMHCTB, Kak Hanbonee
«KUTaMCKOW», KaK Mo KyNbTypPHOMY KOZy, Tak 1 Nno
XyZLOXKeCTBEHHOM Bblpa3nTebHOCTU. CaMOBbITHOCTb,
YHUKaNbHOCTb PErvMoHaabHOW KyNbTypbl cAenanm
TeMy MaJjblX HAPOAOB OYeHb NIOAOTBOPHbLIM Ha-
npaB/iieHNEM NS SKCMEPUMEHTOB Ha NYTU «HaL-
OHann3aumm» UCKycCcTBa.

B ckynbnType 3TOro nepuoga Ha Temy Ha-
LMOHaNbHbIX MEHbLUMHCTB MOXHO OTMETUTb JBe
XapakTepHble 0cobeHHOCTW. Bo-nepBbIx, 3TO yxo4 OT
NOIMTUYECKNX HappaTUBOB H6osiee paHHUX NPOU3-
BeAEeHMN N BO3BpalLeHNe K AeNCTBUTENbHOCTY,
cTpemMaeHmne K rnybokoMy nccaesoBaHuio KyabTypbl
MasblX HApPOAOB, MONYUYEHUN «OMbITa MECTHOW
KMU3HU». MHOTMe CKyAbNTOPbl OTNPABAAOTCA B
nytewectsua no Tubety, FKOHbHaHW, Tynuxoy,
4YTOObI IMYHO MOCMOTPETb Ha TO, KaK yCTpoeHa
>KM3Hb Pa3/INUHbIX HaLlMOHaIbHbIX MEHBLUWUHCTB,
cobpaTb MaTepuan, a 3aTem MNbITatoTCA Yepes CBOU
WHAVBUAYaNbHbIE XyLOXeECTBEHHble CpeAcTBa
nepesatb CaMOBbITHOCTb TPAAULMIA, NPUPOAY, ac-
coummpyemMble C HUMW YyBCTBa. Bo-BTOpBLIX, MO-
cTeneHHoe GopMMpoOBaHME aBTOPCKUX CTUNEN U
cTmancTmyeckas gmeepcmdukauma. Hanpumep, pa-
60Ta ViHb CaodaHa «TyHrycbl» (1989), nonyumBluas
CepebpsHyto mesanb Ha CelbMOW BCEKMTANCKOMN
BblCTaBKe, Oblia co3saHa, korga ViHb Caod3H BbI-
noaHsa B 1988 r. gunaomHyto paboty B AkaszemMuu
M3ALLHBIX UcKyccTB MMeHn Jly CroHs. OH npoBen Tpoe
CYTOK B MoOe3/Ke Mo jecaM OTAaNIeHHbIX PETMOHOB
CeBepo-BoctouHoro Kutas, rae nckan 3BeHKoB (T.e.
«TYHIYCOB»), U34PEB/E XMBYLLMX TaM, BEAA KOUYEBOM
06pas Xmn3HU. BAOXHOBAEHHbIA UX NPUMUTUBHbLIM
06pa3oMm XU3HW 1 APKUMKN 0BpazamMu 3TON Noe3aKu,
MHb CAodaH co3gan ronosy n3 kamHA. B 1980-x
rogax B XyA0XeCTBEHHOM TBOPUYECTBE NPON30LLE
CABUT OT «KONNEKTUBHOTO» K «MHANBUAYANbHOMY»,
N Xy[,0XKECTBEHHbIV CTWU/Ib U A3bIKOBblE OCOBEHHOCTU
WHAMBUAYANbHOIO TBOPYECTBa CTalN KJIHOUEBBLIMA
3afla4aMu XyA0XKeCTBEeHHOWN npakTuku. byayun npea-
CTaBUTENEM «TynuxKoyckoro deHomeHa» 1980-x rr.
B MUpPe UCKYCCTBa, TAHb LUNCUHB, NpoXuBLLMA B
lynuxon 25 net xueet B ['ynuxoy yxe 25 nert,
OYeHb XOPOLUO 3HaN XU3Hb U KYNbTYpPy MECTHbIX
HaLMOHaNbHbIX MeHbWWHCTB. OH co3aan ceputo pa-
60T Ha TeMY FyNUXOYCKMX MasblX HAapoAoB. Tak, B
LecTon BceknTalickon BbicTaBke Oblna npeacTaBaeHa
ero pabota «Ctonb pagoctn» (1984, nn. 2), B Ko-
TOPOW NOAYEPKMBAETCH TEMA BOCCTAaHOBEHWNS Ha-
LMOHaNbHOW KyNbTypbl U 06pa3a XXn3HW MabIX
HapogoB. Mpy NOMOLLN TPAJULMOHHbBIX TEXHUK

CKy/NbNTYPbl aBTOP NepeAan AyX 4PEeBHOCTM, TakxKe
OH MCMOoAb30BaN NpUeMbl «Ce-u» AN TOro, YTobbl
YCUAWUTb BbIpasnTenbHOCTb Npon3BeseHms. Elle ogHa
CKynbnTOp, 0bpallaBLUanca K TeMe HaLMOHaNbHbIX
MEHbLUNHCTB U AOCTONHAaA ynoMuHaHma — X3 Ao,
KoTOpas 3avHTepecoBanach 3anajHol abcTpakTHOWM
CKyNbNTYpPOU 1 nonpobosana o6beanHUTL ee C
KWTaNCKOM AeKOpaTMBHOM CKy/bNTYPON U Tpaam-
LIMOHHOW aHTPOMOMOPdHON KepaMnKOW, YTO 1 CTa-
N0 ee xapakTepHbIM aBTOPCKUM XYA0XXECTBEHHbIM
a3bikoM. Ee npounssegerne «Cornacne» (1984), oto-
H6paHHOEe ANs yyacTus B LWeCTOM BcekmTaiickol Bbl-
CTaBke 1306pas3nTesbHOro NCKYCCTBa, B MPOCTON,
NaKOHWYHOM 1 ApKoW dopme nokasana Tensio n pa-
Aylume TMbeTckoro Hapoaa.

3. HoBbIV BEK: COBPEMEHHOE NPOYTEHME U ANBEP-
cndukauma TeMbl HaLMOHaNbHbIX MEHBLUWMHCTB B
CKyNbNTYypE

C Hauana XXI B. B Kutae npowno yetbipe Bce-
KNTaNCKMX BbICTaBOK M306pa3nTesIbHOro UCKYCCTBa,
OTMEUEHHbIX HAaCTOALMM CKauykoM B MUPE UCKYCCTBa
B TOM, UTO KacaeTca OOHOBNEHUS naen 1 A3bika,
paclmMpeHmns BUAOB UCKYCCTBA M Pa3BUTUS HOBbIX
TexHVK. [epes CKyNbMNTYpPOV Ha CTaBLUYH y>Ke Kaac-
CMYeCKON TEMOW BbICTaBKM TEMY HaLMOHaNbHbIX
MEHbLUNHCTB, CTOWT PsAZ BbI3OBOB: Kak HaWTN CBOE
MecCTO B BYpHOM MOTOKEe MHOr006pasHbIX NAel v
bopM MUpa UCKycCTBa, YTOObI COXPaHATb, OOHOBAATD
M ycnewHo TpaHCchopMMpOoBaTb TPAAULIMOHHYHO,
HaLMOHaNbHYIO U COBPEMEHHYIO KYNbTypy. OTO
y>Xe CTano OAHUM M3 BaXHbIX BOMNPOCOB CO-
BPEMEHHOM «HALMOHaNbHOW» KYAbTypPbl U UCKYC-
cTBa. KoHCTpympoBaHne «OpuUeHTasibHOCTU» UK
«BOCTOYHOCTM» B Npoun3BeseHusAX Bcekmtanckon
BbICTaBKN B OCHOBHOM OMUPAETCsA Ha KAKYEBYHO
TeMy TPaAULMNOHHOW Ky/abTypbl, cBOeobpasme Ko-
TOPOW CKNaAblBAETCA N3 HECKOJIbKMX acnekToB
— HaLMOHaNbHOW Ky/IbTYpPbl, MPOBUHLMAaNBHOW 1 pe-
TMOHaNbHOM KyNbTypbl. TeMa HaLMOHaNbHbIX MeHb-
LUIMHCTB, Kak Ba>XHOrO KOMMOHEHTa HaLMOHaAbHOW
Ky/bTypbl, Ha MPaKkTMUKe NPOABAAETCA rMaBHbIM 06-
pa3omM B 0bpalleHnmn K TPagnLLMOHHOM NCTOpUNn
MaJsiblX HapOAOB, BbIABNEHUN U UHTErpaunm mx
PErnmoHanbHOM KyAbTypbl, @ TakXKe M306paxkeHnn
COBPEMEHHbIX MECTHbIX peasnii. 3TO NPUBOAUT K
MHOTOrpaHHOMY, MHTETPUPOBAHHOMY €AUHCTBY
Teopuu 1 npakTnkn. C Apyrori CTOPOHbI, 3THMUYEC-
Kas TeMa paccMaTpMBaeTCs C TOUKU 3PEHUs COB-
pPeMEHHOro KyNbTypPHOTO MOPann3mMa, a paguyc ee
oxBaTa pacLMpaeTcs U nepecekaeTcs CO MHOTMMM
npobaemMamMu COBpeMeHHOro obLecTBa, Takumu
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KaK 3almTa NpUpPOAHON 3KONOTNK, Haciej0BaHme
TPaANLNOHHOWN KyNbTypbl, BO3POXAEHNE CENbCKOW
MECTHOCTM U APYrMMU PeasnCTUUHbIMK BOMpPOCamu,
Ha OCHOBE KOTOPbIX PackpbiBaeTCA COBPeMeHHoe
3HauyeHVe 1 colmanbHas LLEeHHOCTb TeEMbl HaLMO-
Ha/IbHbIX MEHbLUNHCTB.

Ckynbntypa L3nH FOnmmHa «Bo3BpalieHune
Ha BocTtok — anoc o Toproytax» (2009, ua. 3), no-
nyumBan cepebpaHyto megans 11-1 Hauwno-
Ha/lbHOW BbICTaBKe M306pa3nTebHbIX NCKYCCTB, B
TparmyHoOu poMaHTUYECKON MaHepe packpbiBaeT
peanncTuyeckMmmn cpeacTBammn Temy Bo3BpalLLleHus
Ha POAMHY, K CBOMM UCTOKaM, 1 TeM CaMbIM Mome-
LwaeT UCTOPUKO-KYAbTypPHble HaLMOHaNbHblE
TPaAuLUM B COBPEMEHHbIN KOHTeKCT. Ha 12-
on BceknTalrickon BbicTaBke Oblna npescTaB/ieHa
paboTta YsHb LI3sHa «O6pa3 ctenn — Hebocoa»
(2014). CkynbnTOp AOATOE BPEMSA XWUA B CTEMU, U
BAOXHOBW/ICA 06Pa3oM CUbHOTO, 340POBOro KO-
Hsl, N1306pa3nB BCaZHMKa Ha MUYaLLEMCS CKaKyHe,
Moka3aHHOro MpPW MOMOLWU TEXHUKN «Ce-U»,
npekpacHo nepegaB HanpsaXeHWe U CKOPOCTb.
MpownsBeseHne yUrypckoro ckynbntopa ApmaHa
MewmeTta «Bnepeg» nokasbiBaeT 06bIAEHHYIO CLEHY
OObIYHOW XWN3HN N PEANNCTUYHO U APKO nepesaeT
NMPOCTOM U POMaHTUYECKUN obpas yurypckmx
6paTbeB, KOTOPbIe MOOT U TaHLytoT. PaboTbl [3H
K3 «Habnropgas: 6ypatei» (2019, un. 4) n Ban bas
«Habnrogas 3a opoyoHamm» (2019), NnpeacTaBaeHHble
Ha TpvHaguaTol BceknTackol BbICTaBke, - 3TO cepus
Npoun3BeAeHNI, B KOTOPbIX NOKa3aHbl pe3ynbTaTbl
Habato4eHNA 3a HaLMOHaNbHBIMW MEHBLUMHCTBAMU,
6ypATaMM U OpoYOHaMU. ITO CBA3AHO C TEM, YTO B
npouecce AAUTENIbHOM NPaKTUYECKOW AeATENbHOCTH
y 3THUYeCKMX rpynn popmMupyeTcs onpegeneHHas
ncuxonoruns. B nponsseseHnsax nokasaHbl Haum-
OHaJsibHble XapaKTepbl HAPOA0B, KOTOpPbIe Bbl-
KOBbIBAIOTCS B XO4e ANINTENbHON UCTOPUU M
Lie/IbIX MOKONEHWU), U KOTOPble TPYAHO MOoAAat0TCS
n3meHeHunam. Kak nucan B.W. fleHnH B «®unocobekmnx
TeTpaaax», «[lpakTvka yenoseka, MUAAVAPAbI pa3
NMOBTOPAACH, 3aKPENNAETCA B CO3HaHUN YenoBeka

durypamu norvkun. Ourypbl 3TM MMEHT NPOYHOCTb
npeApaccyska, akcMoMaTUYEeCKUIA XxapakTep UMEHHO
(M TONBKO) B CUAY 3TOTO MUIMAPAHOTO NMOBTOPEHUS»
. Tak, JaHHblE MPOM3BEAEHNS ABAAIOTCSA HE TOJIbKO
COBPEMEHHOW TPaKTOBKOW TeMbl HaLlMOHaAbHbIX
MEHbLUNHCTB, HO U UCTOPUYECKMM 0b60bLLeHMEM,
Hacse0BaHNEM U NMPOAOKEHNEM 3TOM TEMBI; B HUX
TakXXe NoAHMMAEeTCs 1 TeMa HeBO3MOXXHOCTM OTKasa
NS MasiblX HAPOAOB OT HaLMOHaNbHbIX TPaANLIMIA
Npw CTOJIKHOBEHUN C XO40M BPEMEHM.

4. 3akatoyeHue

PomeH PosinaH ogHaxabl ckasah, uto Beanume
NCKYCCTBA 3aK/t0UaeTCs B ero cnocobHOCTM pac-
KpblBaTb UCTUHHbIE 3MOLMW YesoBeka, TaliHbl
€ro BHYTPEHHEeN XU3HN 1 MUp ero cTpacteir. OHO
MO3BOJISET Pa3HbIM JIFOAAM 06LLATLCA U HAXOAUTb
conepexuBaHue. IBASSICb BaXKHbIM CUMBOJIOM «Ha-
LMOHaNbHOW KY/NbTypbl» Ha BceknTanckol Bbl-
CTaBKe M306pa3nTeNbHOrO UCKYCCTBA, CO3jaHue
N pa3BUTME CKY/bNTYPbl Ha TEMY MaJjiblX HAPOZLOB
BCerZa Haxoaunoch B 6onee LUMPOKOM Ky/IbTYPHOM
KOHTEKCTE W Hecno Ha cebe oTneyaTok NOUTUKM B
06.1aCTV NCKYCCTBA W IMTepaTypbl. ITO TECHO CBA3aHO
C couManbHOM cpeson 1 GOHOM TOro BPEMEHH, B
KOTOPOM CKyAbMNTypa HaxoauTcs. Mpocneams 3Boto-
LI TEMbI HaLMOHANbHbIX MEHBLUMHCTB B CKYJIbNTYpe
BcekuTalickol BbICTaBKM 3a 6osiee UeM MosiBeka, Mbl
BUAMNM, UYTO «3THUUHOCTb», MW «HALIMOHAbHOCTb>,
AB/IIETCS OCHOBHOW MAEel Ha NPOTAXKEHWM BCETO
paccMOTpeHHoro nepuoga. MHbiMu cnosamu, cpe-
AW MHOXeCTBa 3aZay, CBA3aHHbIX C pa3BUTMEM
COBPEMEHHOrO KMTAMCKOTo UCKYCCTBa, CO3jaHune
«HaLUMOHaIbHOMN KyIbTYPHOW MAEHTUUYHOCTU» BCEra
6bI1I0 Y MPOAO/IKAET UMETb OTPOMHOE 3HaYeHMe Mo
cevt feHb. TaknM 06pa3omM, ecin nccnesoBatb PaboThl,
npeacraB/ieHHble Ha BcekmTanckon BbicTaBke, Kak
beHOMEH, TO OUEBUAHO, UTO CKY/IbMATYpa Ha Temy
HaLMOHaAbHbIX MEHbLUMHCTB MMEET KOJOCCaIbHYH

1. B.W. leHnH. dunocodckme Tetpaan. / B.M. JleHnH. MNMonHoe
cobpaHue counHeHui. N3gaHne natoe. Tom 29. - M.: U3ga-
TeNbCTBO NOAUTUYECKOM anTepaTypsl, 1969. — C. 198.
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TRADITIONAL CHINESE PAINTING AND WORLDVIEW
IN THE CONTEXT OF PHOTOGRAPHIC ART OF THE
1930S

Summary: Traditional Chinese painting is a unique
and original national type of painting, an artistic sys-
tem reflecting the way of thinking, aesthetic con-
sciousness and philosophical ideas of the Chinese.
Its development process lasted for a long time and
involved a significant amount of work. Thus, paint-
ing is not only deeply rooted in China's rich cultur-
al tradition but also has evolved with the changes
of time. As for the subject matter, it was not limit-
ed only to natural landscapes but covered a wide
range of religious and philosophical ideas. In the
1930s, the gradual influx of Western art forms and
ideas into China brought new inspiration to artists,
accelerating the change in traditional Chinese cul-
ture and art through the process of modernization.
Chinese artists of the 1930s such as Xu Beihong and
Qi Baishi tried to find an innovative path between
tradition and modernity.

In the 1930s, a noticeable increase in the popu-
larity of photography appeared in China despite war
and social unrest which were also closely related to
political and economic conditions and cultural ex-
changes. The growth of photographers' associations
and specialised exhibitions promoted exchanges and
development of the art of photography, at the same
time giving rise to a number of photographers who
combined traditional Chinese painting techniques
and photography, such as Lang Jingshan and Luo
Bonian. Most of them turned to photography after
painting. Seeing photography as an extension and
improvement of painting, they used photomontage
and other darkroom techniques, as well as added
traditional Chinese worldviews to their work. Pho-
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tographic techniques and trends of the period had
a profound influence on fine art and aesthetic con-
cepts. Additionally, photography's immediacy and
proximity to reality challenged traditional methods
of artistic expression, prompting artists to seek more
varied and innovative ways of creating.

The article analyses the stylistic features and pre-
requisites for the formation of traditional Chinese
painting, considers Chinese photography of the 1930s
through the prism of traditional Chinese culture, and
reveals the interdependent nature of Chinese tra-
ditional painting and the spiritual culture of China.

Keywords: Chinese Guo Hua painting, photogra-
phy, national culture, nature, tradition.

Traditional Chinese art has existed for thousands
of years; when new forms of Western art such as
film and photography emerged, a need to integrate
them into the local culture inevitably appeared. Tradi-
tional Chinese painting can be compared with many
new forms of art, in particular pictorial photography.

In China, photography appeared after 1842. All
first photographers were educated people and art-
ists of the Qing Dynasty, they were innovators; how-
ever, traditional cultural as well as religious and phil
osophical values, such as Confucianism and Taoism,
calligraphy and painting, remained the root of their
entire system of thought. The composition (plot) in
photography seems to freeze - just like in traditional
Chinese painting. The act of creativity is contempla-
tion, the transmission of the relationship between

e
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nature and man. Chinese photography has absorbed
similar values from traditional Chinese culture.

Therefore, it is important to begin the study of
Chinese pictorial photography with the basics of
traditional Chinese painting.

Classification, Analysis and Photographic Aes-
thetics of Traditional Chinese Painting

Chinese traditional Guo Hua painting can be di-
vided into three large genres: Jen-wu - people and
objects, Shan shui - mountain and water landscapes,
and Huaniaohua - flowers and birds.

Jen-wu, people and objects, is the earliest gen-
re of Chinese painting directly related to Chinese
cultural ideas.

From ancient times, both in the pre-imperial and
classical periods, in China, human culture and civili-
zation were paramount in painting, and the central
concepts of art were "man” (ren A) and “culture”
(wen X).

Confucian culture highly values humanism and
the written word, believing that through “wen the
Tao is revealed” ("wen” as the written word, culture).
Artists often used images of people to convey their
ideas and feelings. Since the Tang era, Jen-wu paint-
ing has reached the peak of its development. Thus,
such works of the Tang era as Court Ladies Adorn-
ing their Hair with Flowers (Fig. 1) by artist Zhou
Fang' are very representative.

In the period following the May 4th movement?
, traditional Jen-wu painting techniques were no
longer suitable for depicting reality. Intellectuals of

1. Zhou Fang (life dates unknown), Chinese artist of the Tang
era, born in Chang'an (present Xi'an, Shaanxi).
2. The May Fourth Movement was an anti-imperialist and

anti-feudal patriotic movement that began in Beijing on May
4, 1919; it had a huge impact on the politics, economics,
ideology, education and culture of China. It is closely related
to the movement for a new culture.

mywie, Kpacku. Mecmo xpaHeHus Kumad, J/IA0HUH,

the time who spoke for cultural reform, such as New
Culture Movement? advocate Chen Duxiu, declared
the need for a revolution in the arts [11]. In the con-
text of Jen-wu painting, "revolution” meant the syn-
thesis of some traditional pictorial techniques with
Western painting to create a new type of painting -
modern Jen-wu ink painting. Works such as Jiu Fang
Gao (Fig. 2) by Xu Beihong and others appeared,
which contributed to the transformation and devel-
opment of Jen-wu. In addition, during the May 4th
Movement, many Chinese photographers came un-
der the influence of the New Culture Movement, in-
cluding Lang Jingshan, who combined science and
technology photography with Chinese painting. In
the photograph Calmness and Self-Satisfaction (Fig.
3), the main characters are Taoist priests, four of
whom are standing in long-sleeved Taoist robes,
two of them are slightly curled up with their hands
clasped, which indirectly indicates the cold climate
of that time. Four people are looking with interest
and curiosity at the books in the hands of Taoist
priests wearing hats - the whole picture is straight-
forward and simple.

Compared to the Jen-wu or Huaniaohua genres,
Shan shui landscape painting has a shorter history
[2]. Traditionally, Chinese culture was more inter-
ested in people, relationships between people, and
paid much less attention to the natural sciences. In
the Sui and Tang eras, Shan shui landscape painting
had a subordinate role to Jen-wu; mountains and
water served as the background for images of peo-
ple. Therefore, even the study of nature in paint-
ing was in fact a study of the relationship between
man and nature, its philosophical understanding.

3. The New Culture Movement was an ideological liberation
movement against feudalism initiated by some advanced
intellectuals in China at the beginning of the 20t century.
Based on the theory of evolution and the idea of individual
liberation, supporters of the movement fiercely criticised
the so-called "old" culture represented by Confucianism and
advocated the creation of a "new" one - including promoting
"new literature" that would replace the "outdated" classical
literature.
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This determined the formation and development
of the Shan shui genre. Sui Dynasty artist Zhan Zi-
gian's* painting Spring Excursion (Fig. 4), now kep-
tin the Palace Museum in Beijing, is considered the
first Chinese landscape. It is also the earliest sur-
viving brush painting. The theme of the painting
is people walking in the spring; however, the main
subject of the image is the spring landscape. The
influence of Chan Buddhism® and Taoism on Shan
shui landscape painting and Chinese culture led to
traditional ideas of mountain hermitage and mental
journeys along rivers and mountains while viewing
paintings or reading. Fan Kuan® and Huang Gong-
wang’ are recognized Shan shui masters.

This is precisely what the origins of Chinese pic-
torial photography are based on. Zhang Dagian, a
famous Chinese artist, also showed his talent in pho-
tography. Huangshan Mountain (Fig. 5) is his repre-
sentative work of landscape photography - the image
of virtual and real echo, distant smoke, a pine tree
growing in the rock, highlighting the spirit of pine
tree perseverance in the culture of Chinese Taoism.

As for the Huaniaohua flowers and birds paint-
ing, it also appeared in ancient times, although lat-
er than Jen-wu. Already seven thousand years ago,
flowers and birds became the object of artistic de-
pictions, as evidenced by archaeological finds in
Hemudu, where carvings on bones with images of
two phoenixes facing each other, “facing the sun”,
were found. On painted ceramics of the Yangshao
culture, decorative patterns with images of plants
and animals (fish, birds and deer) are often found,
which became one of the distinctive features of this

4, Zhang Zigian (life dates unknown) born in Bohai (present
Yangxin, Shandong) was a famous master of painting from
the Northern Qi, Northern Zhou and Sui dynasties.

5. The Chan school (school of dhyana, “contemplation”) is a
Chinese school of Buddhism that emphasises the practice
of meditation, hence the name.

6. Fan Kuan (c. 950 - c. 1032) born in Huayuan (present
Yaozhou, Tongchuan, Shaanxi Province) was a great artist
of the Song era.

7. Huang Gongwang (1269 — 1354) was an artist of the Yuan
dynasty.
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culture [7]. Despite this, the development of Hua-
niaohua painting proceeded extremely slowly, and
until the Wei, Jin and Northern dynasties, images of
flowers and birds were present primarily on ceram-
ics. After the founding of the People's Republic of
China in 1949, there was a sharp leap in the Huani-
aohua techniques, and many outstanding masters
and works of art appeared.

Although the development of flower and bird
painting was slow, the advent of photography
brought a wealth of exploration into the genre, main-
ly in the form of still lifes such as Luo Bonian's Sea
and Sky - Eagle (Figure 6). In this piece, the eagle
image is combined with grasses and trees, present-
ed as a combination of photography, Chinese cal-
ligraphy and poetry.

Influence of Chinese Philosophy and Tradition-
al Painting on Photography

Since the Qin dynasty, China has been constantly
expanding its territories, which has led to a great di-
versity of regional cultures and has had a profound
impact on national painting. “The debate between
the East, represented by poets and philosophers, and
the West, represented by logicians and mathema-
ticians, can be endless” [8]. Unlike Western culture,
where the emphasis was on scientific methodology
and analysis [10], including the scientific analysis of
light, which led to the discovery of the three prima-
ry colours - red, yellow and blue, Chinese philos-
ophy adhered to a macroscopic view of the world.
Due to this, ideas about dualistic pairs - the eight
trigrams of bagua® and yin and yang?®, appeared
very early in it, which also greatly influenced Chi-
nese painting.

Chinese painting, in turn, had the most direct and
profound influence on Chinese photographers. First
of all, it changed under the influence of the ideas
of Confucianism, Taoism and Buddhism [5]. Thus,
the Confucian concept of wen (“culture / written
word"), through which the Tao is revealed (wen yi
zai dao, XX # &), influenced both the way paint-
ers expressed themselves and the educational role
of painting: artists from the Shandong region, for

8. The eight trigrams of bagua are a complex of symbolic signs
related to natural phenomena, dynamics and statics, which
underlies the Book of Changes (I Ching).

9. Yin and yang are one of the fundamental categories of
Chinese philosophy, a pair of opposing but interconnected
forces.

example, are still influenced by the Qi and Lu™ cul-
tures today. In photography, Confucian ideas have
led to images that focus on the character and in-
ner culture of people and emphasise traditional aes-
thetic concepts. Taoist teachings about the unity of
Heaven and man™ and the nature of Tao™ led to
the development of ideas of hermitage in nature
and the blurring of boundaries between the real
and the imaginary, which was reflected in the paint-
ings of Literati painting™ . Taoism led Chinese art-
ists and photographers to work more abstractly and
imaginatively, focusing on mood and soul [9]. Final-
ly, ideas about the process of painting as a form of
meditation and about the possibility of capturing
the elusive and indescribable spiritual world with a
brush by consciously leaving part of the space blank
in the picture appeared in Chinese painting owing
to Chan Buddhism, with its desire for direct con-
tact with the spiritual essence of man [12]. In picto-
rial photography, photographers typically promote
a sense of stillness and transcendence that empha-
sises the mystery of photography.

Chinese Traditional Painting and Worldview

As can be seen from the text above about the
classification of Chinese painting and Chinese phi-
losophy, reverence for nature is one of the main
elements of the Chinese worldview, embodied in
Chinese painting. Taking landscape painting as an
example, it can be seen that artists of traditional
Chinese painting, unlike Western artists, do not pro-
ceed from the fact that the landscape is an image
of a specific geographical or natural environment,
although the accuracy of the rendering of natural

10.  The culture of the kingdoms of Qi and Lu is the common
name for the regional cultures of the two kingdoms of the
Warring States dynasties - Lu and Qi. The Qi culture is a
desire for renewal, the Lu culture is a reverence for traditions.
Gradually, over the course of history, the cultures of the two
kingdoms merged together.

11.  The unity of Heaven and man is the Taoist idea of the
unity and correlation of the macrocosm (nature) and man.
In Taoism, it was believed that an experienced Taoist monk,
through the practice of self-improvement and magic, was
able to sense nature and thereby stop or cause rain and help
people.

12.  The doctrine of the nature of Tao is the basic philosophical
idea of the Tao Te Ching about the “naturalness” of Tao.

13.  Literati painting is the general name for the direction
of painting in classical China. Educated people, officials,
avoided social reality and painted paintings in the genres
of mountains and water Shan shui, flowers and trees
Huaniaohua, expressing in them their personal ideas,
including those critical of national oppression or government
corruption.
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views is important for it; they proceed from the fact
that through the landscape the artist expresses their
feelings about nature [1]. For landscape painting,
the artist's impressions are important; the paint-
ing combines the natural appearance and feelings
of the creator.

When picturing wildlife, Chinese painting pays
little attention to "light”. The observations and emo-
tional experiences of the artist, who must not only
master the brush and be able to record what they
see but also possess developed powers of obser-
vation and sensitivity, are much more important
for it [4]. Let us take images of pine trees as an ex-
ample: from the point of view of traditional paint-
ing, it does not matter at what hour of the day the
artist paints a pine tree - at sunset or at dusk, at
eight in the morning or at noon. A pine is an ever-
green tree that retains its strength at any time of the
year. When depicting a pine tree, the most impor-
tant thing is to express the spiritual essence of the
pine tree. Here, the pine tree is a symbol, a meta-
phor. Likewise, a crane, for example, is a symbol of
health and longevity. Thus, a painting in the Shan
shui genre can be considered as a symbol of pros-
perity and wealth, and a painting with a lotus can be
considered as a symbol of altruism and truthfulness.
Chinese paintings often include symbolic elements
intended to convey a specific message or idea, and
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the use of such metaphors reflects the Chinese un-
derstanding of the deeper meaning of things [6].

Chinese traditional culture highly values balance
and harmony, meaning it is opposed to extremes of
any kind. "Harmony" as a distinctive feature of Chi-
nese philosophy is based on the recognition that
everything in the universe contains “differences”
and “inconsistencies” [3].

Using the example of Guo Xuequn's photograph
Watching the Clouds (Fig. 7), these three character-
istic features of traditional Chinese culture can be
identified. It is a silhouetted image with vast ex-
panses of white, making it impossible to determine
the current season or see specific plants or people.
However, the composition is maintained in the cor-
rect proportions, expressing the greatness of heaven
and earth, as well as the deep meaning of harmo-
ny between man and nature.

Conclusion

Traditional Chinese Guo Hua painting, tradition-
al Chinese culture and the Chinese worldview are
interconnected. In other words, Chinese painting
reveals the worldview of the Chinese, and vice ver-

sa; knowledge about philosophical ideals and ap-
proaches allows us to analyse Chinese traditional
painting, revealing external and internal connec-
tions between them.

Having become a kind of heir to traditional Chi-
nese painting in the eyes of society and photo-
graphic art masters, photography has adapted the
classical school and its values to the tasks and capa-
bilities of the new media. Among the most impor-
tant values, mention should be made of the genre
structure and specific compositional and plot fea-
tures of each genre (people and things of Jen-wu,
mountain and water landscapes of Shan shui and
flowers and birds of Huaniaohua); contemplation
as a way of establishing artistic contact with the
surrounding reality (the subject of photography);
subject symbolism; the monochrome nature of the
drawing, which, within the art of photography, be-
comes the basis for working on the tonal nature of
the photograph.

Moreover, photography reinterprets and con-
veys the spiritual implications of traditional Chinese
painting and the Chinese worldview through mod-
ern methods and technical means, presenting works
of art with traditional cultural heritage.
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TPAAMLIVIOHHASA XMBOMACH U MMPOBO33PEHUE
KNTAS B KOHTEKCTE ®OTOWMCKYCCTBA 1930-X
yoJilel:

AHHOmayus: TpajMumMOHHas KUTarickas XMBOMWCh
— 3TO YHWKabHbIA 1 CAMOObBITHbIN HALMOHAbHbIV BUZ,
KMBOMUCK, XyAOXKECTBEHHAsA CUCTEMA, OTpaxXkaroLLas
€Nocob MblLLNEHWS, 3CTETUYECKOEe CO3HaHne 1 du-
nocodckme npescTaBaeHns kutanues. E€ passuTme
66110 JONTVM M MOTPEDOOBANO BJOXKEHWUI MHOXECTBa
cnn. TakuM 06pa3om XXMBOMUCL He TONbKO r1y6oKo
yKOpeHunacb B 6oraton KynbTypHOM Tpaamumm Kutas,
HO 1 pa3BuMBasacb BMeCTe C U3MEHEHWUSMM BPEMEHW.
YTo KacaeTca TemMaTuKK, TO OHa He OrpaHMYMBanach
TOJIbKO MPUPOAHBIMU Mei3axamu, HO 1 OxBaTbiBasia
LUMPOKMIA CNEKTP PEUTUO3HBIX U GUIOCODCKUX NAEN.
B 1930-e rogbl NOCTEMNEHHbIV MPUTOK 3anajHbIX
dopM unckyccTBa 1 naen B Knutah npuHec HoBoe
BAOXHOBEHME ANS XYAOXHMKOB, UTO YCKOPWUIO XO4,
N3MEHEHW B TPaULIMOHHOM KMTANCKOW KyNbType
M UCKYCCTBE B Npouecce MoAepHu3aLmn. Kutaickue
XyfoxHuKN 1930-x rogoB., Takune kak Croli BanxyH u
L banwin, nbiTannce HauTU MHHOBALMOHHBIN NyTb
MeXAy TpaauLmen 1 COBPeMEHHOCTbHO.

B 1930-x rogax Habarofancs 3aMeTHbI pocT
nonynapHoctn potorpadum B Kutae, HecmoTpa Ha
BOWHY M1 couManbHble Becnopsaaku, Takxke TeCHO
CBfiI3aHHble C MOJNTUYECKON N 3KOHOMUYECKON
06CTaHOBKOW U KY/NbTYpHbIMU 0B6MeHamun. PocT
uncna obbveamHeHnn doTorpadoB M NPOPUIBHbIX
BbICTaBOK NMOCMOCO6CTBOBa O6OMEHaM U Pa3BUTUIO
nckyccrea dotorpadum, m B TO Xe BpeMs
nopoaun psag ¢otorpados, coveTaBLUNX TEXHUKY
TPaZULIMOHHOM KUTACKOM XXMBonucKn n potorpadun,
Takmx kak JlaH U3nHwaHb n Jlyo boHsAHb. bonb-
LWMHCTBO M3 HUX NpULAK B poTorpaduto 13 Xu-
Bonucu. PaccmatpmuBasa doTtorpadunio Kkak eé

NpoOfOAXEHNE U YCOBEPLIEHCTBOBAHWE, OHMU
MCnonb3oBain GOTOMOHTAX U ApPyrve TeXHUKU
paboTbl B poToNabopatopuu, a Takxke gobaBasan
B CBOW paboTbl TPaANLMOHHOE KNTalCKoe MUpPO-
BO33peHue. PoTorpaduyeckne NpUEMbI 1 TEHAEHLUM
TOro nepuoga okasanu rnybokoe BANAHME Ha
n306pa3nTesbHOE NCKYCCTBO U 3CTETUYECKME KOH-
uenuuun. Kpome TOro, HemocpeacTBeHHOCTb do-
Torpadumu n eé 6an3oCcTb K peanbHOCTN Bpocnam
BbI30B TPAANLMOHHBIM METOAAM XYZAOXECTBEHHOrO
BblpaXkeHUs, MobyanB XyA0XHUKOB McKkaTh bosee
pa3Hoobpa3Hbie N MHHOBALMOHHbIE CNOCO6bI
TBOpYeCTBa.

B cTaTbe aHaNM3MpPYHOTCH CTUIMCTUUYECKUE OCO-
6EHHOCTU ¥ NPEeANoCbINKN GOPMUPOBAHNSA TPAAMU-
LMOHHOW KNTaMCKOW XXMBOMUCK, aHaAN3nNpPYyeTCs

kutanckas potorpadus 1930-x rogoB yepes npusmy
TPaAVLMOHHOW KUTACKOW KyNbTypbl, PacKkpblBaeTCs
B3aMMOODBYC/NIOBIEHHbIN XapakTep KMTanckou Tpa-
AVNUMOHHOW XMBOMUCK U AyXOBHOM KynbTypbl KnTas.

Knrouesele cnosa: KuTackas XKMBOMUCH TOXYa,
doTorpadmsa, HauMOHanbHasA KyabTypa, MPUpPOAa,
Tpaanums.

Il 4. YaHe Li3eiysHb. BeceHHss npozyska. Snoxa Cyu. 43 cm x
80,5 cm. Lllenk, kpacku. Mecmo xpaHeHus [MekuH, Myseli yayH
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Wnn. 5. Yxan fayaHe. lopa XyaHware. 1930-e 22

TpaanUMOHHOE KMTaCKoe NCKYCCTBO CyLLecTByeT
TbICAYENEeTUS, N KOrga NOsBAAOTCA HOBblEe BUAbI
3aMafHoro UCKyCCTBa, Takme Kak KMHo 1 ¢oTtorpadus,
Hen3beXXHO BO3HMKAeT HEOBXOAMMOCTb UX UHTe-
rpaunu B MECTHYHO KyabTypy. TpaguLMOHHan Kn-
Talckas XXMBOMUCb MOXET ObITb CONOCTaB/IEHA CO
MHOTVMMMW HOBBIMW BUAAMMW NCKYCCTBA, B YaCTHOCTU
C NuKTOpManbHou Gotorpaduei.

®oTorpadusa nossunace B Kutae nocne 1842 roga.
Bce nepsble poTorpadbl ObiM 06pa3oBaHHbLIMU
NOABMU N XYAOXKHUKAMU AnHacTUK LimH, oHW 6bI-
/I HOBaTOpaMW, HO TPAAULMOHHbIE KYy/bTYpHbIE U
penurnosHo-dbumaocobckme LLEHHOCTH, Takme Kak
KOHPYLIMAHCTBO U AAa0CU3M, Kaaaurpapusa n >xm-
BOMMWCb, OCTaBa/IMCb KOPHEM BCEN NX CUCTEMbBI Mbl-
wneHua. Komnosununsa (ctoxet) B poTorpadmm kak
6yaTO Obl 3aMMPArOT — TAKXKE, Kak U B TPaAULMOHHOM
KUTaMCKOM XmMBonucun. AKT TBopUYecTBa — 3TO CO-
3epuaHue, nepesada OTHOLIEHWIA MeXAy Npupo-
Jon n yenosekoM. Kutalickas dotorpadus Bnutana
NoAOOHbIE LLIeHHOCTU U3 TPAAULIMOHHOM KMTANCKON
Ky/bTypbl.

Mo3ToMy nccnesoBaHMe KUTANCKOW MUKTUOPU-
anbHoW doTorpadmm BaxKHO HauaTb C OCHOB Tpa-
ANLVNOHHOW KUTANCKOM XUBOMUCH.

Knaccndwukaums, aHanns n ¢otorpadpunyeckas
3CTeTMKa TPAAULMOHHOM KNTANCKOW XNBOMNCK

KuTalickyto TpagnuMOHHYH XKMBOMUCH roxya Mo-
>KHO pasfennTb Ha TPU BOAbLUMX XaHpa: <IN U
BeLLM» X3IHbY, MeN3axm «ropbl-BOAbI» LUAHbLUYA ©
«LBETbI-NTULbI» XyaHAO.

«JTroan 1 BeLwn» X3HbY -3TO Hanbonee paHHUN
>KaHP KMTaNCKOW XXMBOTMUCK, YTO HEMOCPEACTBEHHO
CBAI3aHO KMTAMCKUMM KyJAbTypPHbIMU NpeacTaBie-
HNAMMN.

B Kutae c rnybokon fpeBHOCTM, KakK B AOUM-
Nepckuii Neprog, Tak U B KNaCCUUYECKUi, B XXMBOMUCK
npesbille BCcero bblna Yenoseveckas KyabTypa v
LMBWIN30BaHHOCTb, @ LEeHTPaJbHbIMW MOHATUAMMN
NCKYCCTBa bbIn «4enoBek» (KIHb A) 1 «KybTypa»
(B3Hb X).

KoHdyunaHckas KynbTypa BbICOKO LIEHUT ryma-
HW3M 1 MUCbMEHHOE C/I0BO, MO/1aras, Yto Yepes «B3Hb
packpbiBaeTCa Aao» («B3Hb» KakK MMCbMEHHOEe C/10-
BO, KyNbTypa). s nepesaym cBOUX nien 1 4yBCTB
XYZOXHVKMN YaCTO MCMONb30BaNN N300paxeHus Jto-
Jen. HaumHas ¢ anoxum TaH XXMBOMMUCh XX3HbY AOCTUIIA
nunka CBOEro pa3BuTKA. Tak, O4eHb NpeacTaBUTe/bHbI
Takne npom3BeAeHns 3Noxn TaH Kak «[puaBopHbIe

AaMbl C LBETaMM B NpuUéckax» (puc. 1) xyfoxKHunka
Yoy PaHa’

B nepvog nocne asukeHns 4 mas?, TpaguLMOH-
Hble MPUEMbI XXMBOMUCK KIHbY
nepectanu NOAXOAUTb A N306paxKeHUs peasbHON
AencTBUTENBHOCTU. BbicTynaBLwme 3a pedpopmy Kyb-
Typbl MHTENNEKTya bl TOFO BPEMEHMW, Takme Kak
CTOPOHHUK ABUXEHMSA 3@ HOBYHO KynbTypy® Y3Hb
[Jycto, 3asBUAM O HEOBXOAMMOCTU PEBOOLNM B
nckyccree [11]. B KOHTEKCTe XXMBOMUCY X3HbY, MNOA
«peBoNtOLMEN» UMENCA B BUAY CUHTE3 HEKOTOPbIX
TPaAWLMOHHBIX N3006pa3nTesnbHbIX NPUeMOoB C 3a-
najHoOM XXMBOMUCBLIO AN CO3aHMA HOBOTO TUNa
>KMBOMUCK — COBPEMEHHOM XXMBOMUCH TYLLBIO X3HbY.
Mossuanch Takne paboTbl Kak «Li3to PaHrao» (puc.
2) Cron banxyHa 1 apyrve, cnocobcTBoBaBLUNE
TpaHchoOpMaL MM N Pa3BUTUIO XKIHbY. Takxe BO
Bpemsa [BuxeHna 4 mas MHOrne kutanckme ¢poTo-
rpadbl nonanv nog BansHue [BuxKeHnsa 3a HOBYHO
KynbTypy, BkAtouas flaH LisvHLwaHs, KoTopblin 06b-
eanHuA poTorpaduio, NPeACTaBAABLLYIO HayKy U
TEXHWUKY, C KUTaUCKOM Xnsonmcbro. Ha doTtorpadpum
«CnokoncTene n camoygosnetsopeHune» (Puc. 3),
rAe rnaBHbIMU reposiMn ABAAKOTCA JaOCCKMe CBA-
LWLEHHWKW, YeTblpe 13 KOTOPbIX CTOAT B Aa0CCKNX
XanaTtax € JIMHHbIMU pyKaBamu, BOe U3 HUX C/ierka
CBEPHYNCb KanauymkoMm, CLLENmnB PykKu, YTO KOCBEHHO
CBUAETENbCTBYET O XOJOAHOM KAMMaTe TOro BPEMEHMU.
YeTblpe yesoBeka C MHTEPECOM U NHOOOMNBLITCTBOM
CMOTPAT Ha KHWUTW B pyKaXx JaoCCKNX CBALLEHHUKOB
B LLAMKax, - BCA KapTUHa NPAMOJIMHENHA W NpoCTa.

Mo cpaBHEHWMIO C XXaHPaMM X3HbY WU XyaHSO,
nemnsaxxHas XMBOMUCH LWaHbLLYN nMmeeT Bonee KO-
poTkyto nctoputo [2]. TpagMuMOHHO KMUTaKcKas
Ky/nbTypa 60Ablle MHTEpecoBasacb Yel0BEKOM, OT-
HOLUEHMAMU MeXAY NOAbMU, U FOPa3fo MeHbLUe
BHVUMaHWSA yaensna eCTeCTBEHHbIM HaykaM. B anoxu

1. Yskoy ®aH (faTbl SKU3HU HEN3BECTHbI), KUTANCKUIA Xy40XK-
HUK anoxwu TaH, poamnca B YaHbaHe (coBp. CnaHb, LLsHbCK).
2. [BuxeHne YeTBepToro Mas — aHTUMMMepUanncTMyeckoe

n aHTMdeoaanbHOe NaTPUOTUYECKOe ABUXKEHMe, KOTopoe
Hauanock B lNeknHe 4 masa 1919 roga n okasano orpomMHoe
BAUAHME Ha NMONNTUKY, SKOHOMUKY, UAEeoNornto, obpasosa-
Hue 1 KynbTypy Kutas. OHO TeCHO CBA3aHO C ABMXEHWEM 3a
HOBYHO KyNbTypy.

3. [lBU>KeHMe 3a HOBYHO KyNbTYpY — MAe0N0rnyeckoe ocBobo-
AVTeNbHOE ABUXKEHME NPOTUB Gpeosanvama, MHULMNPOBaH-
HOe HeKOTOPbIMU NepesoBbIMU MHTeANeKTyanamu B Kntae
B Hauvane XX B. OCHOBbIBaACb Ha TEOPUM 3BONOLUN U naee
0OCBOBOXAEHNA TMYHOCTU, CTOPOHHMKM BUXKEHUSA APOCTHO
KPUTUKOBA/IN TaK Ha3biBaeMyO «CTapyro» KyabTypy, Npea-
CTaB/NEHHYHO KOHDYLMAHCTBOM, W BbICTYMNanu 3a co3jaHune
«HOBOW» - B TOM YMC/Ie OHW MPOABUranv «HOBYHO IUTepaTy-
py>», KOTOpas J0NHa Hblna 3aMEHNUTb «yCTapeBLLYH» Kaac-
CUYeCKyro anTeparypy.

51



S = ey

WER ¥
Wnn. 6. Jlyo boHsaHe. Mope u Hebo — Opes. 1935 2.

Cy# 1 TaH ner3axHas XXMBOMUCb WaHbLUYl 6blna
B NMOAYNHEHHOM MONIOXEHUWN OTHOCUTENBHO X3HbY,
ropbl ¥ BOAbI CAYXuan GoHOM ans n3obpaxkeHui
nogent. Nostomy, gaxke U3ydeHne NpUpPoSbl B Xun-
BOMUCY B A€NCTBUTENBHOCTU BbINO NCCef0BaHMEM
OTHOLUEHWNI MeXAY YeNOBEKOM U NMPUPOLON, ero
dunocodcknm ocMbicneHeM. ITO U 06yCI0BMAO
CTaHOBJ/IEHWE U Pa3BUTUE XaHpa LaHbLyi. KapTyHa
CyMcKoro xysoxHuka Yxarb L3biusaHa* «BeceHHaAs
nporynaka» (puc. 4), HolHe xpaHaLasaca B Mysee l'yryH
B lNekunHe, cunTaeTcs NepBbIM KUTANCKUM Mei3axem.
DTO TakXe M caMasa pPaHHASN COXPaHWBLUAACA A0
HalWMX AHEW KapTWUHa, HanncaHHasa KUCTbto. Tema
KapTUHbI — TyAstOLLMe BECHOM NOAM, HO FNaBHbIM
npesMeToM M306paxkeHMs OKa3biBAaeTCA BECEHHUI
nensax. BanaHue yaHb-6yaamM3ma’® n gaocmsma
Ha Men3a>kHyr XNUBOMUCH LUAHbLUYN U KUTAKCKYHO
KyNbTypy NPWBENO K MOABAEHUIO TPAANLIMOHHbIX
npezcTaBieHnii 06 OTLWeNbHNYECTBE B ropax v Mbl-
C/IEHHbIX NMYTELEeCTBUAX BAOIb PEK U FOP BO BPeMs
NPOCMOTPa KapTUH AN uTeHus. Mpr3HaHHbIMK Mac-

4, YxxkaHb Li3bILsAHb (rOAbl XM3HW HENM3BECTHbI), MECTO POXKAe-
Hus boxal (ceuac AHCKHB, LLlaHbayH) — U3BECTHBIN MacTep
sxuBonucy anox CesepHas Lin, CesepHas Yoy n Cyil.

5. LLikona yaHb (LWKoNa AXbAHbI, «CO3epLIaHNA») — KUTaNCKas
wkona byaansma, B KOTOPOW AenaeTcs yrop Ha npakTtuke
MeAnUTaLnKn, OTCoAa W Ha3BaHue.
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TepamMu WaHbLwyn asaatotca Panb KyaHb® , XyaH
l'yaHBaH’ .

MAIMEeHHO Ha 3TOM OCHOBBLIBalOTCA UCTOKMU
KUTaCKOW NukTopuanbHOn dotorpadpum. YxkaH
JausHb - N3BECTHbIN KUTaNCKUIA XYAOXHUK, Takxe
NposABWA CBOM TanaHT B poTorpaduu, «fopa XyaH-
waHb» (Puc. 5) - ero penpeseHTatnBHas paboTa B
obnactn nensaxHon ¢otorpadum, nsobpaxeHue
BUPTYaNbHOrO 1 PeanbHOro 3Xa, AaNeknin AbiM, COCHa,
B3pacTaroLLas B ckase, MoAYepKMBas fyX CTONKOCTH
COCHbI B Ky/bType KUTaNCKOro AaocmnsmMa.

UTo KacaeTcs XMBOMUCH «LBETbI-MTULLbI» XyaHSO,
TO OHa Tak>e MnosiBMaacb B rnyboKon ApeBHOCTH,
XOTH M NO3XKe, YeM X3Hby. Eule cemb ThicAYy net
Ha3az uBeTbl W MNTULbI y>Xe cTaan 06beKToM
XYZOXECTBEHHbIX N306paXKeHW, O YeM roBOPAT ap-
XEONOrMyeckmne Haxoaku B XamyZy, rae Halam pesbby
Ha KOCTAX C obpasamu AByx GEHNKCOB, 0bpaLLLeHHbIX
APYT K APYTY, «<JIMLOM K CONHLY». Ha pacnucHom
Kepamuke KynbTypbl AHWA0 YacTo BCTpeyatoTca
fAeKopaTBHble OPHaMeHTbl C M3006paKeHnaAMHU
pacTeHUN 1 XMBOTHbIX (Pbl6, NTUL, 1 ONEHEN), UTO
CTaNo OAHOW M3 OTAMUYUTENbHbBIX OCOBEHHOCTEN 3TON
KynbTypbl [7]. HecmMoTpa Ha 370, pa3BuUTUE KMBOMUCK
XyaHs0 L0 KpaHe MeANEHHO, 1 BNIOTb 40O 3MOXM
Bain, L3nHb 1 CeBepHbIX ANHACTUIN M300paxeHus
LBETOB M MTUL, MPUCYTCTBOBAAN Npexe BCEro Ha
kepamuke. [Tocne ocHoBaHunsa KHP B 1949 r. npowu-
30Len Pe3Knin ckayok B MpMemMax 1 TeXHMKax Xy-
aHsA0, NOSBMAOCH MHOTO BbIAAtOLLMXCA MacTepoB 1
NpoV3BeAEHNN NCKYCCTBA.

XOTa pasBUTME XUBOMUCK <LBETbI-MTULbI» L0
MeAsIeHHO, nosasaeHne GoTorpadun NPUBHECO B
3TOT XXaHP MHOXECTBO UCCNeA0BaHUM, B OCHOBHOM
B POpmMe HaTHOPMOPTOB, Takmx Kak «Mope un Hebo —
Open» Jlyo BoHsaHa (Puc. 6). B aTom npownssegeHnn
obpasel, opna coyeTaeTcs C TpaBamu 1 AepeBbamy,
npeactaBieHHbIMK B opMe KOMBUHauum ¢oTto-
rpaduun, KUTanckow Kanamrpadum n no3sunm.

BavsHue knTanckon punocodum 1 TpagmnLMOHHON
XmBonucu Ha doTtorpaduto

Co BpeMeH LMHbCKOW aAnHacTum Kutai MOCTOsIHHO
pacLumnpsi CBOW TEPPUTOPUM, UTO NPUBENO K 6OJb-
LLIOMY MHOFO06pasnto pernmoHabHbIX KyabTyp U
oKa3aso rnybokoe BAUsSHWE Ha HaLMOHaNbHYH XK-

6. ®aHb KyaH (ok. 950- ok.1032 rr.), mecto poxgeHus Xya-
toaHb (coBp. flouxoy, TyHuyaHb, NpoB. LL3HbcK) — BeANKUiA
XyAOXKHUK 3n0xun CyH.

7. XyaH lN'yHBaH (12.09.1269 - 10.11.1354) — xy40>XXHWK 3M0XM
HOaHb.

Uan. 7. F'o CroayroHs. Habarodame 3a obaakamu. 1920-e ze.

BONuch. «Cnopbl Mexxay Boctokom, npesacTtaBaeHHbIM
nostamu n pmunocodamu, n 3anagom, npeacra-
BJIEHHOM JIOTMKaMu ¥ MaTeMatukaMu, MoryT BbiTb
6eckoHeYHbIMU» [8]. B oTanume OT 3anagHom Kyb-
Typbl, FA€ aKUEHT Aenancs Hay4yHOW MEeTOAO0NOrMK
n aHanuze [10], B TOM uncae 1 Hay4YHOM aHanmse
CBeTa, YTO MPUBENO K OTKPbLITUO TPEX OCHOBHbIX
LLBETOB — KPaCHOrO, XXENTOro U CUHEro, K1talckas
dnnocoduna npuaepxmnBasacb MakpoCKONMUeckoro
B3r/iaga Ha mup. 13-3a 3Toro B Hell 0UYeHb paHo
NOABUANC NPEACTaBAEHNA O AyaNNCTUUYECKUX Napax
— BOCbMM Tpurpammax 6arya® v uHb 1 H°, KoTOpble
TaKk>XXe CUbHO MOBAUANN HAa KMTANCKYH XXUBOMUCH.

KunTalickas x1BOMnUCb, B CBOKO o4vepesb, oka-
3ana camoe npamoe u rnybokoe BAUAHME Ha
kuTarckmx dotorpados. OHa N3MeEHANACh MOZA
BAVSIHWEM, NpeXAe BCero, e KOHPYLIMaHCTBa,
faocu3ma u byaamama [5]. Tak, koHbyumaHckoe
npeacraB/ieHne O B3Hb («KyNbTypa/MUCbMeEHHOE
CNI0BO»), YUepe3 KOTOpOe packpbiBaeTca Aao (BaHb
M L3ai fao, XA E), NoBAMANO Ha TO, KakK TO, Kak
>KNBOMUCLbI Bblpaxkanu cebs, 1 NPOCBETUTENbCKYHO
POJ/ib XXMBOMUCU: XYAOXHUKN LLAHbAYHCKOrO pe-
rMOHa, HaNpUMep, U B HaWW AHN HAaXOAATCA NOJ
BAVAHMEM KyabTypbl Ly n Nly™® . B doTorpadum naen
KOHOyLMaHCTBa NPMBENN K MOABAEHMIO CHYMKOB, B
KOTOPbIX OCHOBHOE BHUMaHMWeE yAenaeTca xapakrepy
N BHYTPEHHEN KyAbTYPHOW COCTaBASIOLWLEN Ntosen
M NOAYEPKNBALOTCA TPAANLMOHHbIE 3CTETUYECKME
KoHUenuun. [laocckme yyeHus o eanHcTee Heba un

8. Bocemb Tpurpamm barya — KOMMAEKC CUMBOANYECKMX 3Ha-
KOB, COOTHOCALLIMXCA C ABAEHVUAMY NPUPOAbI, AVMHAMUKON 1
CTaTUKOW, Nexalluii B ocHoBe «KHUrn nepemen» («/u3uH»).

9. WHb 1 a1 — oHa 13 OCHOBOMONAratoLWMA KaTeropum Kn-
Tanckon dpunocodum, Nnapa NPOTUBOMONOXKHBIX, HO B3au-
MOCBSA3aHHbIX CUI.

10.  KynbTtypa uapcts Lin n Jly — obuyee Ha3BaHve pervoHanb-
HbIX Ky/NbTYp ABYX L@pcTs 3noxu CpaxkaroLmxcs Lapcrs —
JNly v Un. KynbTtypa Lin — 370 cTpemneHne Kk 06HOBAEHWIO,
KynbTypa Jly — 370 nountaHve Tpaauumii. lNocreneHHo, xoae
NCTOPUK, KyNbTYpPbl ABYX LLAPCTB CAUANCH BOEAMHO.

yesoBeka'' 1 Npupose Aao' NPUBEN K Pa3BUTUIO
naen oTWeNbHNYECTBa Ha NPUPOAE M CTUPaHUWK rpa-
HUL, MEXAY peanbHbIM 1 BOOBPaXkaeMbIM, YTO HaLLIO
OTpakeHme B XMBOMNCK 0B6pa3oBaHHbIX Ntogen ™ .
[Jlaocn3m npuBen K TOMy, UTO KUTaNCKMe XYJOXKHUKN
n poTorpadsbl cTann pabotatb 6bonee abCTPakTHO U C
60/1bLLMM BOODpaxeHWeM, yaenss ocoboe BHUMaHWe
HacTpoeHuto 1 ayuwe [9]. HakoHeu, 6narogaps
YaHb-ByAAN3MY, C ero CTPEMIEHNEM K NPSMOMY
KOHTaKTy C ;yXOBHOW CYLLHOCTbIO YeNoBeka, B Ku-
TalCKOW XXMBOMUCKU NOABUANCE NPeACTaBAEHUS O
npotiecce XunBonuncaHus kak o Gopme MeguTaLmm,
1N O BO3MOXHOCTW 3aneyaTeTb HEYNOBMMbIN U He
NoAZAANOLWMNCA ONUCAHUIO AYXOBHbIA MUP NpwU
NMOMOLLM KMCTU MyTEM OCO3HAHHOTO OCTaBAEHMUA
YacTW MPOCTPaAHCTBA Ha KapTMHE He3anoJHEHHbIM
[12]. B nukTopmanbHoW doTtorpadum doTtorpadsl
06bIYHO NponaraHAVPYHOT YyBCTBO HEMOABUMXHOCTH
N TPAHCLLEHAEHTHOCTY, KOTOPOEe NoAYepKMBaEeT TalHy
doTtorpadpum.

TpagnumnoHHas xumsonucb Knutas n kntarckoe
MUPOBO33peHme

Kak BMAHO 13 TekcTa Bbilwe O knaccudukaumm
KUTANCKOW XMBOMUCU U KUTarckon dpunocodun,
OfHVM N3 OCHOBHbIX 3/1EMEHTOB MUPOBO33PEHMUS
KUTaNLEB, BOMIOLWEHHbIX B KUTANCKON XXMBOMNCH,
ABNSIeTCA GnaroroBeHve nepes NPUpPoAon. Ecam B3satb
B KayecTBe npumMepa nersa>kHyro XUBOMKCh, TO,
B OT/IMYME OT 3anaHblX XyAOXHUKOB, XyAOXKHUKN
TPaAVLIMOHHON KMTANCKOW XUBOMUCK NCXOAAT He 13
TOrO, YTO Nen3ax ABAAETCA N306paKeHNEM KOHKPET-
HOW reorpaduyeckor nam NpupoAHON cpeapl, XOTs
NS HETO M BaXkHa TOYHOCTb Nepesayn NPUPOLAHbIX
BWZAOB, HO U3 TOTO, UTO Yepe3 Nnensax Xy[0>XKHUK
Bblpa>kaeT CBOW YYBCTBA B OTHOLLEHWM NPUPOAbI
[1]. Ans nensaxkHOM XMBOMUCU BaXKHbI BNeYaT/eHus
XYAOXHWKA, B KAPTUHE 0ObeANHAETCA MPUPOAHbIU
BMA, N YyBCTBa TBOPLA.

11. EavHcTBO Heba v yenoBeka — faocckoe npeactaBieHne
O eJMHCTBE Y COOTHECEHHOCTU MakpoKOCMa (Mpupoabl) 1
yenoseka. B faocrame cUMTanock, YTO OMbITHBLIA Aa0CCKUIA
MOHax 4Yepes nNpakTnky caMoCoBepPLUEHCTBOBaHNA U Marnu
CnocobeH YyBCTBOBATb NPMPOAY U TEM CaMbIM OCTaHaBJIN-
BaTb W/IM BbI3bIBATb JOXAb, MOMOraTh AHOAAM.

12.  YyeHue o npupoge gao — 6azoBoe punocodpckoe npes-
cTaBsieHUne «[Jao A3 L3nHa» O «eCTeCTBEHHOCTM» Ja0.

13. Xwuonuck obpasoBaHHbIx Ntogein (Literati painting) — 06-
Liee Ha3BaHWe ANA HanpaBaeHUa XMBOMUCK KNaCcCUYecko-
ro Kntas. Obpa3oBaHHble JHOAM, YNHOBHUKM, n3beranm co-
LvanbHOW peanbHOCTV 1 MUCaNM KapTWHbI B XKaHPax «ropbl
Y BOAbI» LUAHbLLYM, <LBETbI U A€PEeBbA» XyaMmy, Bbipaxas B
HVX CBOV IMYHBIE UAEW, B TOM YMC/IE U KPUTUYECKME OTHO-
CUTE/IbHO HALMOHANBLHOTO YTHETEHUSA MW KOPPYMLMW B Npa-
BUTENbCTBE.

53



Bo BpemsA HanncaHus XXMBOW NPUPOAbI, KN-
Talickas XMBOMUCb Mano BHUMaHUS YAEeNseT «CBETY».
lopasfo BaxkHee Ans Hee HabAOAEHMA N SMOLM-
OHaNbHble NMepPexXnBaHNA XyA0XHUKa, KOTOPbIN
[LOMKEH HEe TONIbKO MacTepCku BAAAETb KMCTbIO U
ymMeTb PUKcMpoBaTb YBUAEHHOE, HO U obiagaTb
pa3BUTOM HabatoAATENILHOCTHHO, BOCMPUMMUYMBOCTBIO
[4]. Bo3bmeM B KauecTBe npumMepa nsobpaxeHus
COCEH: C TOYKM 3PEeHUNA TPAAULMOHHOM XMNBOMUCK,
COBEpPLUEHHO HEBaXHO, B KaKOW Yac AHA XyAOXKHMNK
MULLIET COCHY — Ha 3aKkaTe WK B CyMepKaX, B BOCEMb
yTpa nav B nongeHb. CocHa — Be4HO3eneHOoe AepeBo,
COXpaHsatoLLee CBOLO CUay B toboe Bpemsa roga.
Mpw n306paskeHnn COCHbI CaMOoe BaXKHOe — 3TO Bbl-
Pa3nTb JYXOBHYH CYLLHOCTb COCHbl. COCHa 3secb
ABNSAETCA CUMBOIOM, MeTadopor. Tak Xe v XXypasiib,
Hampumep, 3TO CUMBOJ 3Z0POBbA W foAroneTus. Tak,
KapTWHa B XaHpe LWaHbLLYN MOXET paccMaTprBaTbCA
KaK cMmMBOA Baaronosyumns n 6oratcTea, a KapTuHa ¢
n306paxeHnem n0Toca — Kak CMMBOJ anbTpynsma u
npaeanBocTu. Kutanckme KapTuUHbI YacTo BKAKOYALOT
B ceba cMMBOAMYECKME SNEMEHTBI, MPU3BaHHbIE Me-
pesaTb onpejeseHHoe COobLeHne an naeto, un
MCNo/Ib30BaHMe Takmx MeTadop OTpaxkaeT KuTaikckoe
NoHWMaHWe rnybuHHOro cMbicna Belen [6].

B knTanckon TpagnLMOHHOW KyAbType BbICOKO
LLeHATCA paBHOBECKE U FaPMOHMSA, TO €CTb OHa Bbl-
CTynaeT NPOTUB KparHoCTel B 1t06oM Buge. «lap-
MOHMS» KaK OTANYNTE/IbHAs OCOBEHHOCTb KUTANCKOM
dnnocodumn, ocHoBaHa Ha NMPU3HaHUK TOTO, UYTO
BCE Cylliee BO BCEJIEHHOW COAEPKUT «Pasinuma» un
«HecooTBeTcTBUA» [3].

Ha npvmepe doTorpadum o CrosutoHs «Habato-
JaTb 3a obnakamu» (PUc. 7) MOXHO BbIAENUTb 3TU
TPpW XapakTepHble YepTbl TPaANLNOHHOM KUTANCKOWM
Ky/NIbTypbl. 9TO CUAYITHOE M306paxeHme C obLmnp-
HbIMW 6eNbIMM NPOCTPAHCTBaMW, B pe3y/bTaTe Yero

HEBO3MOXHO onpesennTb Tekyllee BpeMs roga
AN YBUAETb KOHKPETHbIE PaCcTEHUS UAWN NKOAEN.
OAHako KOMMO3MLUS BblAep>KaHa B MPaBUIbHbIX
nponopuusx, Bolpaxasa Bennyne Hebec n 3emau, a
TaKKe rNyooKunii CMbIC TapMOHKN MEXAY YeN0BEKOM
Y NPUPOAOWA.

3akntoveHuve

TpaanLuMOHHas KMTalrckas XNWBOMUCh roxya u
TPaAVLMOHHan K1TacKas KyabTypa, KUTanckoe Mu-
pPOBO33peHMe, B3aMMOCBSA3aHbl. VIHbIMW cioBamu, B
KUTaNCKON XXMBOMWUCK PacKpbIBAaeTCs MUPOBO33pPEHUE
KUTaLLeB, 1 HAOBOPOT, 3HaHWsA 0 GUNOCODCKUX nae-
anax v noaxoAax NMO3BOASIOT aHANN3NPOBATb Kn-
TaNCKyt0 TPAANLMOHHYO XXMBOMUCH, OBHapYy>XMBas
BHELUHWE U BHYTPEHHME CBA3N MEXAY HUMMU.

®oTorpadus, cTaB B rnazax obLLecTBa v MacTepoB
doTonckycctBa cBOeobpa3HOM HacnefHULLEeN Tpa-
AVNLMOHHOW KWTaMCKOM XNBOMWUCK, ajanTuposana
KJlaCCUYeCKYHO LLIKOY U ee LIeHHOCTU MoZ 3asaun
N BO3MOXHOCTW HOBOro meaua. Cpegmn Hanbonee
BaXXHbIX LLEHHOCTEN CaesyeT YNOMsHYTb XaHPOBYHO
CTPYKTYpPY 1 crneynduryeckne KOMNO3NLNOHHbIE 1
CHOXKETHbIE OCOBEHHOCTU KaXAO0ro U3 XXaHPOB («/1H0AM
N BELLM» X3IHbY, NeN3axun «ropbl-BOAbl» LUAHbLLYNA
N «LBETbI-NTULbI» XyaHAO0); co3epLiaHne Kak Ccno-
€06 yCTaHOB/IEHUA XyA0XECTBEHHOIO KOHTaKTa ¢
OKpY>KatoLLen AeNCTBUTENIbHOCTbIO (CHOXXETOM ¢o-
Torpadum); NpesMeTHbIV CUMBOJN3M; MOHOXPOM-
HOCTb PMCYHKa, KOTOopas B pamkax GOToMCKycCTBa
CTaHOBWTCS OCHOBOM A5 paboTbl Haj TOHaIbHOM
NPUPOAOW CHUMKA.

®oTorpadus TakxKe NO-HOBOMY MHTEPMpPETUPYET
Y nepesaeT AyXOBHbIA NOATEKCT TPAANLNOHHOM Kn-
TalCKOW >XXMBOMUCK U KUTAMCKOTO MUPOBO33PEHMUS
C MOMOLLbHO COBPEMEHHbIX METOAOB U TEXHNYECKNX
CpeacTB, NpeAcTaBAAs NPON3BELEHNS NCKYCCTBA C
TPaANLMOHHbBIM KyNbTYPHbBIM Hacaeanem.
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Summary:

The question concerning foreign masters who
worked in Russia in the 18th century is one of the
main ones among the historians of this epoch's Rus-
sian art. According to the tradition established in
Russian historiography, artists moving between the
monarchic courts of Europe are usually called "mi-
grating", "traveling” or "visiting" masters. Contrary
to the relevance of this topic, many representatives
of this group still remain outside the field of sci-
entific discussion, as well as some aspects of their
artistic biographies, despite their works appearing
in museums and private collections, as well as ex-
isting archival sources. Such an unstudied figure is
the French painter and miniaturist Nicolas Benja-
min Delapierre, one of the numerous master por-
traitists of the 18th century who left his homeland
to work in other European countries and for a long
time connected his life and work with the Russian
Empire. This article is an attempt to scientifically
reconstruct the master's biography, which remains
almost unknown to Russian researchers and only
partially studied in France. The main task set by the
author is to systematize and analyze both the scat-
tered biographical data available in the academic lit-
erature and a variety of archival data, mostly stored
in France, about the artist's life and work.

Keywords: art of the XVIII century, N. B. Delapierre,
Russian-French relations, migrating master, foreign-
ers in Russia

Nicolas Benjamin Delapierre worked in Russia in
the 1760s-1780s. Contrary the numerous foreign art-
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ists who lived in the country during this period, his
personality enjoys insufficient attention in the sci-
entific literature. Information about the artist's life
and work can only be found in Russian specialized
dictionaries and catalogs of museum collections
and is sketchy and not always accurate’ . The same
is true with the works of foreign researchers? . De-
spite the fact that the master's works can be found
in the collections of French museums and some of
them regularly appear on the international antiques
market from as early the 19th century, his heritage
remained unknown in his homeland for a long time.
To date, about 40 paintings and miniature works
are attributed to Delapierre's brush. Most of them
are in private collections in France, Switzerland, the
United States and Russia. In France several paint-
ings belong to the funds of museums in Lyon, Be-
sangon, Vizille and Narbonne. In Russia Delapierre's
works are kept in the State Tretyakov Gallery® and

1. The State Tretyakov Gallery: catalog of the collection.
Series "Painting of the XVIII-XX centuries". Vol. 2: Painting
of the XVIII century. M.: State Tretyakov Gallery, 2015. p. 128.
Presnova N.G. Portrait collection of the Sheremetev counts in
the Kuskovo estate. Album catalog. M.: "Minuvshee". 2002.
P. 140-145, P.148-149. The State Russian Museum. Painting.
XVIII century. Catalog. Vol.1. St. Petersburg: Palace Editions.
1998. No. 171.

2. Allgemeines Kiinstlerlexikon: Die bildenden Kunstler aller
Zeiten u. Volker / K.G. Saur. Bd. 25. Miinchen-Leipzig: K. G.
Saur, 2000. S. 370. Audin M., Vial E. Dictionnaire des artistes
et ouvriers d'art du Lyonnais. Vol. 2. Paris: Bibliotheque d'art
et d'archéologie, 1918-1919. P. 483. Perez M.-F. L'exposition
du Sallon de Lyon en 1786// Gazette des Beaux-Arts, déc,
1975. P. 200.Benezit E. Dictionnaire des peintres, sculptures,
dessinateurs et graveurs. Vol. 3. D — Forain. Paris: Griind/
Hilmarton Manor Press, 1990. P. 141.

3. Portrait of Tsarevich Pavel Petrovich in an admiral's uniform,
1769. Canvas, oil. 219.5 x 149.6.

the State Russian Museum* . To date, the most ex-
tensive collection, consisting of 4 paintings by the
French master, is located in the State Museum "Os-
tankino and Kuskovo"® .

N. B. Delapierre's biography has become much
clearer in recent years. French periodicals have pub-
lished a number of articles about the master's work
by the Lyon art historian B. Berger® . Based on pains-
taking research of archival materials, primarily of
notarial documents, these studies make it possible
to shed light on the painter's life and work. How-
ever, for the most part this historian focuses on
Delapierre's late period of work in Lyon. Data about
the painter's activities in Russia were not the subject
of the French author's special interest. Nevertheless,
thanks to the recently published information, it is
possible to highlight more clearly some aspects of
the painter's biography, first of all, to establish the
dates of life, origin, as well as facts about his edu-
cation and creative activity in his homeland.

Thus Delapierre is mentined in the records of
the Royal Academy of Painting and Sculpture in
Paris. Namely, his name appears in the list of stu-
dents admitted to the Academy from 1758 to 1776.
Delapierre is listed as an apprentice of the painter
Lagrenée’ . The note of June 1765 also contains in-
formation about the painter: "Nicolas Delapierre -
26 years old, pupil of Monsieur Chardin, lives in the
Rue Neuf-Saint-Marin at Mademoiselle Cresonni-
er's house"8 . It is quite possible that this document
refers to the figure in question. This note allows us
to assune that the artist was born in 1739. If the
document in question refers to Nicolas Benjamin
Delapierre, then the painter's teachers were French
painters Louis Jean-Francois Lagrenée (1725-1805)
and Jean-Baptiste Simeon Chardin (1699-1779), while
Charles André van Loo (1705-1765), the "first artist"

4. Portrait of Nicolas Francois Gillet. 1770. Canvas, oil. 129 x
100.

5. Portrait of Count Nikolai Petrovich Sheremetev. 1769. Canvas,
oil. 59 x 46. Portrait of Count Pyotr Borisovich Sheremetev.
1770s. Canvas, oil. 175 x 138. Portrait of Countess Varvara
Petrovna Sheremeteva. 1769. Canvas, oil. 59 x 47. Portrait of
Kalmyk Anna Nikolaevna. 1772. Canvas, oil. 61.5 x 50.

6. Berger B. Nicolas-Benjamin DELAPIERRE (ca 1739-Lyon,
1802): Visage(s) d'un portraitiste // La Lettre de la Miniature,
No. 11, March 2012, P. 3-7. Berger B. Sur les traces du peintre
Nicolas-Benjamin Delapierre // Bulletin municipal officiel de
la Ville de Lyon, Ter octobre 2007, P. 1-2.

7. Ecole nationale supérieure des Beaux-Arts (ENSBA), Ms.45
Liste alphabétique des éleves de I'Académie royale 1er
octobre 1758 = 1776. P. 80. URL: https://alexandrine-bibnum.
beauxartsparis.fr/s/ensba/item/216447 (date of application:
12.01.2024)

8. Ibid. P. 138.

of the French King, was the headmaster of the Acad-
emy at this time. Delapierre's name is also found in
the list of artists exhibiting in Paris and provincial ex-
hibitions in which he is mentioned in the context of
the "Exhibition of Youth" held in 1764 in the Place
du Dauphin in Paris, for which the artist, apparent-
ly unsuccessfully, offered some of his paintings® .

Interesting for us are also records of the nota-
ry of Lyon, which are referred to in the works of B.
Berger™ . According to them, in 1791 Nicolas Ben-
jamin Delapierre, being in Lyon, got married (ap-
parently, for the second time) and on February 15th
concluded a marriage contract in the city notary's
office. In it, the artist mentions the name of his fa-
ther - Francois Joseph Delapierre. A few years later
at the same notary the artist enters the inheritance:
his father died in Paris in 1795. In the same docu-
ment there is information about the artist's moth-
er, Genevieve Louise Lejeunehomme, who died in
the spring of 1792 and was buried in the town of
Melun, located 45 kilometers from Paris. It is worth-
while noting that information about an artist F. J.
Delapierre by name can be found in the work of J.
Guiffrey "History of the Academy of St. Luke"™ . This
artist livied in Paris on Rue du Faubourg-Saint-Ma-
ran and was admitted to the Academy on March
16th, 1741 . The Academy of St. Luke was a guild
of French painters and sculptors. Founded in Paris
in 1391 on the model of the Italian Guild of St. Luke
and similar European guilds of artists, the Acade-
my accepted those artists who were unable to be-
come members of the Royal Academy of Painting
and Sculpture for various reasons.

If Francois Joseph Delapierre, Nicolas Benjamin's
father, and Francois Joseph Delapierre, membre of
the Academy of St. Luke, are one and the same per-
son, then this fact (together with the place of his
death) can be considered as the proof of Nicolas
Benjamin's Parisian origin. However, there is still no
evidence of the birth or baptism of the artist in the
documents of the church parishes of Paris or Melun,

9. Sanchez P. Dictionnaire des artistes exposant dans les Salons
des XVII et XVllle siécle a Paris et en province. Vol. 2. Dijon:
Echelle de Jacob, 2004. P. 473.

10.  Berger B. Nicolas-Benjamin DELAPIERRE (ca 1739-Lyon,
1802): Visage(s) d'un portraitiste // La Lettre de la Miniature,
No. 11, March 2012, P. 3-7.

11.  Guiffrey J. Histoire de I'Académie de Saint-Luc. Paris: E.
Champion, 1915. P. 252.

12.  Forthe work of Francois Joseph Delapierre, see: Plax J.A.The
Departure of the Commedia dell'Arte from Paris in 1697 : A
Copy of a Lost Watteau // Muse. Annual of the Museum of
Art and Archaeology. University of Missouri. Vol. 52. 2018.
P.52-73.
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IlL 1. Delapierre N.B. Portrait of Kalmyk woman Anna Nikolaevna. 1772. Oil on canvas. 61.5 x 50 cm. The Kuskovo Memorial Estate
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the place where his mother was buried. Often the
artist's origin is indicated in Russian and foreign his-
toriography either simply as “French" or, more often,
as "Lyon". However, taking into account the infor-
mation found, we should consider the latter epithet
erroneous. The artist lived and worked in Lyon af-
ter his return from Russia in the 1780s, but he was
not originally from this city. This, in particular, is in-
dicated by the signature in the catalog of the exhi-
bition of Lyon artists in 1786. Delapierre's name is
labeled "actuellement a Lyon", that is, "currently in
Lyon"® . Thus, Paris or Melun should still be viewed
as the painter's hometown.

There are no examples of Delapierre's early work
before his arrival in Russia, or they have not been
found. However, judging by the works executed by
the master during his time in Moscow and Saint Pe-
tersburg, we can conclude that Delapierre arrived as
an already experienced master. The first mentions
of the painter's work in Russia are dated by 1767.
It is not known when and where exactly Delapierre
arrived initially, but at this point he was already in
Moscow. Among his Moscow customers the artist
met his future patron, Nikita lvanovich Panin (1718-
1783). He was the one who ordered Delapierre to
paint a portrait of his pupil, Grand Duke Pavel Pet-
rovich, in 1767. Nowadays, this heir to the throne's
portrait performed by the French master is only
known from the etchings™ . The historian of art
of the 18th century J. Staehlin notes this work of
Delapierre and gives it high praise, pointing out
that it was executed "excellently and more accurate-
ly than the previous ones"'" . Such a high-ranking
order and its further recognition by contemporar-
ies, as well as N. I. Panin's patronage, opened some
brilliant career opportunities for Delapierre at the
Russian royal court.

Thus, according to J. Staehlin, in 1768 Delapierre
“returned with the Court to Saint Petersburg"'® . Upon

13.  Catalogue illustré de I'exposition rétrospective des artistes
lyonnais, peintres et sculpteurs / dressé par M. Eug. Vial
;préface par M. R. Cantinelli. Lyon, 1904. P. 47, 49.

14.  D.A. Rovinsky points out that the portrait was engraved in
1768 by I. Stock, D. Berger and F. Tikhonov, and in 1769 A.
Radig. See: Rovinsky D.A. Detailed dictionary of engraved
portraits. Vol. 3. St. Petersburg, 1889. No. 1429.

15.  Notes by Jacob Stehlin on the fine arts in Russia / Comp.,
trans. from German, intro. st., preface. To the sections and
notes by K.A. Malinovsky: In 2 volumes, Vol. 1. M.: Iskusstvo,
1990. P.91

16.  Ibid, p. 91. The Empress, along with her courtiers, returns
from the so-called "Volga Voyage" - the journey of Catherine
Il from Tver to Sinbirsk. The journey began from Moscow,
where the Empress and the Grand Duke arrived in February
1767, but Pavel fell ill and stayed in Moscow with his mentor

his arrival in St. Petersburg, the French portraitist
began to actively execute the orders of the Impe-
rial Court. In 1769, the master worked on a portrait
of the Empress herself, unknown today, and on the
second portrait of Pavel Petrovich, now located in
the collection of the State Tretyakov Gallery™ . This
painting is the first preserved portrait executed by
the master in Russia. The French painter's portrait
of the Grand Duke clearly testifies to one of the
key tasks set before all foreign artists working in
the Russian Empire during the 18th century - the
"Europeanization” of the Russian figure. Thus, the
compositional structure of the canvas almost en-
tirely repeats the already approved portrait scheme
of the Grand Duke's ceremonial portrait. We are
talking about the portrait of Pavel Petrovich by the
Italian master S. Torelli (1765) and partly about the
portrait of the Grand Duke in the study room by the
Dane V. Eriksen (1762), now in the collection of the
State Hermitage. Both the pose and, in the case of
Torelli's work, the overall composition of the imag-
es are virtually identical. In his "Notes" J. Staehlin
points out that the similarity on Delapierre's canvas
was not as successful as on the first portrait paint-
ed by the French painter in Moscow, "... because
the artist depicted the young Duke as very elongat-
ed and of a much more elongated physique than
he really had and probably would have wanted to
have someday" ™.

Delapierre's very productive work on the orders of
Count P. B. Sheremetev belongs to the same period
of the late 1760s - early 1770s. Most likely, the pa-
tron of Delapierre N.I. Panin a friend of the Sherem-
etev family also contributed to the acquaintance of
the painter with this high-ranking customer. In 1769
Delapierre executed paired portraits of the Count's
children - Nikolai Petrovich and Varvara Petrovna.
Both portraits, which are now in the collection of
the Kuskovo estate, are oval and quite small (about
60x50 cm). It is noteworthy that this format would
later be the most often chosen by the artist, espe-
cially in the late period of his work in Lyon. From
the count's correspondence with his steward P. Al-
exandrov we learn that the portrait of V.P. Sherem-

— it was during this period that the portrait by Delapierre
was created.

17.  The State Tretyakov Gallery: catalog of the collection. Series
"Painting of the XVIII-XX centuries". Vol. 2: Painting of the
XVIIl century. M., 2015. p. 128.

18.  Notes by Jacob Stehlin on the fine arts in Russia / Comp.,
trans. from German, intro. st., preface. to the sections and
notes by K.A. Malinovsky: In 2 volumes, Vol. 1. Moscow:
Iskusstvo, 1990. P.91.
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eteva was executed in two copies at once, "one of
them original, the other copied"™ . Both portraits
were ready by December 1770, the first was sent
to Count Peter Borisovich, the second was intended
to be sent to his son Nikolai Petrovich, who was on
a trip abroad at that time?° . However, to date we
know nothing about the fate of the second portrait.
The epistolary source mentioned above allows us
to trace in detail the course of Delapierre's work on
another portrait - a ceremonial image of Count Pe-
ter Borisovich himself. Thus, during 1771, Shereme-
tev and Alexandrov repeatedly mention the name of
the French painter in the letters they wrote to each
other. The work itself began in December 1770. Ap-
parently, it was during this period that the posing
session took place, as later the work on the canvas
was done in the painter's studio in St. Petersburg,
and the count himself learned about its progress
through reports from the manager. In one of the
documents, Alexandrov reported that "the portrait
is being painted", but its completion was not close,
because in his opinion Delapierre worked "not dil-
igently"2" . The situation concerning Sheremetev's
regalia to be depicted in the painting was described
in detail. Thus the Order of St. Andrew and St. Anne,
as well as the Ober-Kammerger's key were sent to
Delapierre for "copying" 2. However, as was already
noted, the master worked rather slowly to the cus-
tomer's dissatisfaction. The mentioned key was sent
three times to Moscow to Pyotr Borisovich, and then
back to the painter's studio in Saint Petersburg® .
Apparently, such movements, together with the slow
pace of the painter's work, led to the fact that the
regalia were not depicted in the portrait at all. The
painter's slow work on this imposing semi-parade
portrait greatly disturbed both the Count's manager
and Sheremetev himself. In March 1771 Delapierre
promised to finish the portrait in two months, but in
July he gave Decembre it a new deadline?* . As a re-
sult, the work was completed only by May 1772. In a
decree sent to the manager of the estate Meshche-
rinovo, Pyotr Borisovich wrote the following about
the finished work: "I do not need this portrait, be-
cause it is poorly made ... Send it back to me at any

19.  RGIA, fund 1088, inv. 3, c. 376, P. 26

20. Idem.P.26

21. RGIA, fund 1088, inv. 3, c. 377, P. 18; c. 380, P. 11

22. RGIA, fund 1088, inv. 3, c. 380, P. 43

23. See: RGIA, fund 1088, inv. 3, c. 377, P. 39-40; c. 379, P. 27,
c. 380, P. 18; ¢.389, P. 34.

24, RGIA, fund 1088, inv. 3, c. 380, P. 18; c. 382, P. 20.
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Ill. 2. Delapierre N.B. Portrait of Count Pyotr Borisovich
Sheremetev. 1770s. Canvas, oil. 175 x 138 cm. The Kuskovo
Memorial Estate

cree of July 1, 1772 states: "... for the creation of my
portrait to pay ... from the revenues of the Million
House three hundred rubles"?® . The document pub-
lished by V.K. Stanyukovich in the journal "Russian
Archive", indicates a different amount of the artist's
fee - 900 rubles?” . However, given the average cost
of a foreign master's work in this period, the sum of
300 rubles is the most plausible® . The ceremonial
portrait of P.B. Sheremetev is another example of
Delapierre's use of a pictorial scheme already ap-
proved among the Russian aristocracy, namely the
semi-parade portrait. Thus, the composition of the
canvas is noticeably similar to the works of the fa-
mous French painter L. Tocqué (1696 - 1772), who

25. RGIA, fund 1088, inv. 3, c. 394, P. 12.

26.  RGIA, fund 1088, inv. 3, c. 396, P. 2

27.  Count P.B. Sheremetev and his "decrees" to his stewards.
1772 // Russian Archive. Vol. 4. 1898. P. 517.

28.  The cost of portrait paintings by foreign masters can be
judged by the list of his own works executed in Russia by
Louis Lagrenée.See: Goncourt E. de, Goncourt J. de. Oeuvres
complétes. Portraits intimes du dix-hutieme siecle. Vol.2.
Geneve-Paris: Slatkine Reprints, 1986. P. 83-85.

worked at the court of Empress Elizabeth. The art-
ist's customers wanted to have their image, depict-
ed according to the French sample, perceived by
them as a reference. It was for this reason that Toc-
qué in his works constantly repeated the schemes
he had developed in his homeland. Leaving poses
and gestures of the models almost unchanged, the
artist masterfully conveys individual features of the
faces of the depicted?® . In this case, we are talk-
ing about the scheme of semi-parade portrait of a
statesman, depicted with all the regalia, which he
was awarded, in the opulent atmosphere of the of-
fice. In this connection, there is a clear resemblance
between the 1757 portrait of Count A.P. Bestzhev-
Ryumin by Tocqué from the collection of the State
Tretyakov Gallery and the Delapierre's work.
Returning to the French master's biography, it is
worth pointing out that according to the above-men-
tioned personal order of the Count, payment to
Delapierre came from the revenues of the Million
House. This fact may well mean that at that time
the painter was in Moscow again. This, in particular,
is indicated by Alexandrov's remark in his report to
the Count of June 6, 1771: "...the painter informed
me that he himself wants to go to Moscow this
summer, because his residence in Saint Petersburg
requires a large sum"3° . There we also find infor-
mation that Delapierre had married a while before.
According to the documents of the French Con-
sulate, the marriage took place on May 11, 1771.
The artist's beloved was J.-E. Denoyer, the daugh-
ter of a French jewelry merchant® . Two years ear-
lier, in 1769, the painter worked on her portrait. J.
Staehlin notes this work of the French master: "in a
pleasant manner - a portrait of a beautiful daugh-
ter of a French merchant, Mademoiselle Denoyer,
who herself draws and paints very nicely in pas-
tel"32 . It is worth noting that besides membres of
the imperial court and the highest nobility of the
Russian Empire, Delapierre's compatriots living in
Saint Petersburg were also an important group of
the artist's customers. In addition to the portrait of
mademoiselle Denoyer, in 1770 Delapierre was com-

29.  See: Doria A. Louis Tocqué: biographie et catalogues
critiques. Paris: Les Beaux-Arts, 1929.

30.  RGIA, fund 1088, inv. 3, c. 379, P. 25.

31.  Berger B. Nicolas-Benjamin DELAPIERRE (ca 1739-Lyon,
1802): Visage(s) d'un portraitiste // La Lettre de la Miniature,
No. 11, March 2012, P.3.

32.  Notes by Jacob Stehlin on the fine arts in Russia / Comp.,
trans. from German, intro. st., preface. to the sections and
notes by K.A. Malinovsky: In 2 volumes. Vol. 1. M.: Iskusstvo,
1990. P.91

missioned to create a portrait of S.-L.-V. de Lafont,
the principal of the Smolny Institute. This portrait,
most likely unsaved, is known to us today from an
etching by another French master, P. A. Tardieu®? .
The most remarkable work by Delapierre in depict-
ing a compatriot was the portrait of a French sculp-
tor, a teacher at the Academy of Arts, N. F. Gillet. In
1770, Delapierre was awarded with the title of acad-
emician for this portrait3 . He received the title of an
"appointed" painter in January of that year for the
portraits of Pavel Petrovich, Count Sheremetev and
Chevelier de Lascaria® . However, currently there is
no information about the latter work by Delapierre.

The last known portrait executed by the French
master in Russia was the portrait of a Kalmyk girl
Anna Nikolaevna, commissioned by Count Sherem-
etev in 1772. This canvas quotes quite accurately
the portrait by I.P. Argunov (also kept in the col-
lection of the Kuskovo estate) in terms of compo-
sition, though it was painted five years later. Most
likely, this similarity indicates the peculiarities of
the wishes of the customer, who wanted to have a
picture of his favorite image, that reflected the age
changes of the model?® .

Further trace of the French artist in Russia is lost.
In the documents of the Academy of Arts his name
is no longer found, there is no information about
any orders executed by Delapierre for the Court or
private individuals. It is worth noting that the main
patron of the painter in Russia, Count N.I. Panin
was dismissed in May 1781. Perhaps this fact forced
Delapierre to leave Russia.

A few years later, the artist's name is found in
the documents of the French city of Lyon. Thus, in
1786, four portraits by N. B. Delapierre were pre-
sented at an exhibition of Lyon painters. According

33.  Portalis R, Béraldi H. Les Graveurs du dix-huitieme siecle.
T.1I. Paris: Damasceéne Morgan et Charles Fatout, 1880-1882.
P. 585.

34.  OnJuly 30, 1770, the Academy of Arts promoted A.P.
Losenko to professor of pictorial historical art, I.E. Starov
to associate professor of architectural art, D.G. Levitsky and
monsieur Delapierre to Academicians of portrait art. See:
St. Petersburg Gazette. 1770: To St. Petersburg, August 13.
No.65. St. Petersburg,1770.

35.  Collection of materials for the history of the St. Petersburg
Academy of Arts for a hundred years of its existence / Ed.
by P.N. Petrov and with his notes. Vol. 1: 1758-1811. St.
Petersburg: Printing house of the commissioner of the
Imperial Academy of Arts Hohenfelden and Co., 1864. P.
125-126.

36.  According to N.G. Presnova, this portrait is an image of
another pupil, Ekaterina Borisovna, a Kalmyk count of the
Sheremetevs. See: Presnova N.G. Portrait collection of the
Sheremetev counts in the Kuskovo estate. Album catalog.
M.: " Minuvshee". 2002. P. 148-149.
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to the catalog, they are portraits of Madame D., the
artist's brother, the artist's friend in a nightcap and
the artist's wife "in a sledding suit"*” . Delapierre's
choice of Lyon, a small city in southeastern France,
as a place to live and work is not at all surpris-
ing. In the 18th century, this city was located on
the main route for any artistic figure - "from Paris
to Rome". Various artists often stayed here, so the
cultural life of the city was very rich. After the 1786
exhibition, the painter firmly established himself
in Lyon. Thus, in 1790, Delapierre, most likely wid-
owed by this time, concluded a marriage contract
with a native of Lyon, M.-V. Geneéve de Bresy. Their
wedding took place on February 15, 1791 and the
newlyweds settled in Lyon on the quai Saint Clair®®

37.  Berger B. Nicolas-Benjamin DELAPIERRE (ca 1739-Lyon,
1802): Visage(s) d'un portraitiste // La Lettre de la Miniature,
No. 11, March 2012. P.3. Apparently, the specified portrait
of the artist's wife is an image of Mademoiselle Denoye,
executed in 1771 in St. Petersburg.

38. Ibid. P. 4.

. There, on the quai Saint-Clair, Delapierre died on
January 24th, 1802% .

In conclusion, it should be noted that such a com-
plete presentation of the creative biography of the
French painter N. B. Delapierre, no doubt, for the first
time reflects the main features of the phenomenon
of migrating masters in Russia in the 18th century.
Almost unknown in his homeland, the painter was
able to build, if not brilliant, then quite a successful
career at the Russian court. In this respect, the cre-
ative path of the master is similar to the careers of
many of his compatriots, such, for example, L. Car-
avaque and J-L. Develly. Russian customers of the
French masters, among whom were both the im-
perial family and the highest nobility, valued them
as representatives of the French academic artistic
tradition. In this respect, N.B. Delapierre is an ex-
emplary figure of his time, deserving the closest
attention, because the painter’s biography and his
works reflect the key features of the Russian artis-
tic culture of the second half of the 18th century.

39. Ibid. P.5.
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MUTPUPYIOLW NI ®PAHLLY3CKNWM MACTEP
HUNKONA BEH)XAMEH ZENATbEP

AHHOMAyuA: Cpean NCTOPUKOB PYCCKOrO nC-
kycctBa XVIIl Beka BONpoc, KacaroWwmmncs nHo-
CTpaHHbIX MacTepoB, paboTaBLUMX B CTpaHe B 3Ty
anoxy, ABASeTCcA O4HUM M3 OCHOBHbIX. CornacHo
TpajamLmKn, CNOXMBLLENCH B OTEYECTBEHHOW U1C-
Topunorpadumn, NnpeacraBuTenen poccmku, nepe-
MellarWmxca Mexay MOHapWuMu aABopamMu
EBponbl, MPUHATO Ha3blBaTb «MUTPUPYIOLLIUMA»,
«CTPaHCTBYOLMMU» NN «3aE3XKUMU» MacTepamu.
Bonpeku akTyanbHOCTV aHHOW TeMbI, MHOTUE Mpea-
CTaBUTENN TPYNMbl MUTPUPYHOLLMX MacTepOB 0 CUX
NMop OCTatoTCA BHE MO HayUYHOM AUCKYCCUM, Kak
N HEKOTOpble acnekTbl UX TBOpPYECKMX Buorpadui,
HECMOTPA Ha NPUCYTCTBUE X PaboT B My3eMHbIX
M YacCTHbIX COBpaHuMAX, a Takxke CyLlecTBytoLne
apXMBHblE UCTOYHUKWN. TakoW, Manon3yuyeHHOM
burypon saeasetcs GpaHLy3CKUA XNBOMMUCEL, U MU-
HuaTopucT Hukona beHxameH [enansep, OAuNH 13
MHOro4ncaeHHbIx Mactepos-rnopTpetncros XVl se-
Ka, MOKMHYBLLNX CBOKO POANHY ANA PaboTbl B APYrmxX
€BPOMenckmx cTpaHax U Haforo CBA3aBLUNX XN3Hb
1 TBOpYecTBO C Poccuiickot umnepuein. JaHHas
CTaTbA ABNAETCA NOMbITKOM HayYHOW PEKOHCTPYKLMM
6unorpadum Mactepa, NOUYTU HEU3BECTHOW PYCCKUM
nccnefoBaTensiM U ANb YaCTUUYHO N3YUYEHHOW
Bo ®paHummn. OCHOBHOW 3asauyen, NOCTaBAEHHOM
aBTOPOM, CTAaHOBUTCA CUCTEMATM3ALMNA U aHaNn3
KaK pa3po3HeHHbIX bruorpapuyeckmx gaHHbIX, Npu-
Be/leHHbIX B NCCNeA0BaTeIbCKOW nTepaType, Tak 1
pa3Ho0bpasHbIX apXUBHbIX CBEAEHMWI, NO HonbLen

yacTu xpaHAawmxca Bo ®paHumm, datoWmx npes-
CTaBJ/IeHME O XW3HU N TBOPYECTBE XYAOXHMKA.
Knrouessie cnosa: nckyccrso XVIII seka, H.b. [e-
nanbep, poccuka, pyccko-epaHLy3cKne cBA3un, Mun-
rPUPYHOLLNIA MacTep, MHOCTPaHLUbl B Poccmm

®paHLy3cknid xxmeonucel, Hukona beHaxameH
[Jenanbep pabotan B Poccum B 60-80-x rr. XVIII B.
Cpesy MHOFOUNCIEHHbIX NHOCTPaHHbIX MacTepoB,
HaxoAALLMXCA B CTPaHe B 3Ty 3MoXy, ero purype Ao
cux nNop He 6bINO yAeNeHO A4OCTaTOUYHO BHMMaHWS
B Hay4HoOW nutepatype. CBeAEHUSA O XU3HU U
TBOPYECTBE XYAOXHMKA OTPbIBOYUHBI U Aaneko He
BCerga TO4YHbI, Yallle BCero CBOAATCA K KpaTKnum
YNOMWHAHWNAM B CMeLuann3npoBaHHbIX CIOBapsaX
1 KaTasorax My3enHblx CObpaHuii . AHaNOrMUHYHO CU-
TyaLMIO MOXHO HabaroaaTte U B paboTax 3anagHbix
nccneposatenert . [loaroe BpemMs 0 HacieAun Mac-
Tepa He ObINo N3BECTHO Ha ero PojMHe HeCMoTps
Ha TO, YTO XXMBOMWUCHbIe NoaoTHa [enanbepa BXOAAT
B cobpaHunsa dpaHLy3ckux My3ees, a Takxke ¢ XIX
CTONeTUA PeryaapHO NOABAAKOTCA Ha MeXAYHapoa-
HOM aHTWMKBapHOM pblHKe. Ha cerogHALWHNI feHb
knctn [enanbepa npunucbiBaetTca okonao 40 xu-
BOMMWCHBIX N MUHMATIOPHBIX PaboT. bosbLuas yacTb
N3 HUX HaXOANTCA B YaCTHbIX KOAneKunax ®paH-
umn, Weenuapun, CLUA n Poccmun. Heckonbko no-
NoTeH nNpuHagaexat ¢oHgam mysees PpaHuny,
pacrnonoxeHHbix B JInoHe, be3aHcoHe, Busnne un
Hap6oHe. B Poccun pabotbl Jenanbepa xpaHATca
B [ocysapcTBeHHOM TpeTbsikOBCKOW ranepee u lo-
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cyfapcTBeHHOM Pycckom My3ee . K HacTosLemy Bpe-
MeHW Hanbonee OBLIMPHBIM COBPaHMEM, COCTOALLEM
13 4 nosoTeH aBTOpCTBa GpaHLy3CKOro MacTepa,
pacnonaraet M3 «OctaHk1HO 1 KyckoBo» .

B nocneaHue rogpl 6uorpadus H. b. Jenanbepa
Bce Honblue nposicHseTcs. Bo dppaHLy3ckmx nepm-
OANUYECKUX U3JaHUAX Bbln U3aaH P CTaTen NOH-
CKOro ncropwmka nckyccrsa b. bep>ce, mocBALLLEHHbIX
TBOpUeCTBY MacTtepa . OCHOBaHHbIEe Ha KPOMOT/AMBOW
paboTe C apXMBHbIMW MaTepuanamMu, B HaCTHOCTM C
HOTapwWaabHbIMUW AOKYMEHTaMU, 3TN nccaefoBaHmaA
NO3BOIAIOT MPOJNTb CBET Ha XW3Hb M TBOPYECTBO
xmBonucua. OgHako, No 6oAbLIen YacTu, B LeHTpe
BHVMMaHWA aBTOpa HaXOAMTCA NO3AHWI NepUoZ TBOP-
yectBa [enanbepa, cBA3aHHbIN ¢ paboToin B JInoHe.
[aHHble, Kacarolmecs feATelbHOCTN XMBONWCLLA
B Poccuu, He ABAsANCL NpegMeTOM CneLmnanbHoro
nHTepeca dpaHLy3CKOro aBTopa. Tem He MeHee,
6narofaps HOBbIM OMNyHNKOBaHHbBIM CBEAEHNAM
npeacTaBaseTcs BO3MOXHbIM 60siee YeTKO OCBETUTb
HeKoTOpble MOMeHTbI Buorpadun xmeonucua: yc-
TaHOBWUTb AaTbl XXM3HW, MPOUNCXOXAEHMNE, a TakXKe
JaHHble, Kacatolmecs 0bpa3oBaHNs 1 TBOPYECKOW
LeATeNbHOCTU Ha POAMHE.

Ony61KoBaHHble JOKYMEHTbI MO3BONAHOT OTHECTU
BpeMA pOXAeHMA XMBonucua npuMmepHo K 1739 .
TouHee onpegensetca faTta ero cMepTu - 24 AHBaps
1802 r. BaxkHbIM NpeAcTaBAseTCcA BO3IMOXKHOCTb NMPO-
ACHEHMA BOMNpoca 0 NpodeccMoHanbHOM obpa-
30BaHUM XyAO>XHMWKa. Tak, 3anucu o lenanbepe
obHapyxunBatoTca B gokyMeHTax Koponesckom
aKkageMum >XXUBOMMUCK 1 CKyabnTypbl B Mapuxe.
OTO MMA 3HAYUTCA B CMNCKE YYEHMKOB, MPUHATBIX
B Akagemuto ¢ 1758 no 1776 rr., rae Hekuii Jenanbep
ob03HayaeTcs Kak yYeHuk xmsonucua JlarpeHe .
3anuck oT nroHA 1765 1. Takke coaepXXnT cBefeHus
0 XyAoxHuKe: «<Hukona [enanbep — 26-Tn neT, yye-
HUK Mecbe WapaeHa, npoxuBaeT Ha yauue Héd-
CaH-MapuH y magyamasens KpecoHbe» . BnoaHe
BO3MOXHO, YTO B JAHHOM JJOKYMEHTE peyb naeT
MMEHHO 06 nckomol durype. 3Ta 3anuncb U NO3BOASET
OTHEeCTW JaTy poXxAeHua xmeonucua Kk 1739 r. Ecan
B pacCMaTprBaEMOM JOKYMEHTE peyb UAET UMEHHO
o Hukona beHxameHe [lenanbepe, TO yuntenamm
>KMBOMUCLA ABAAINCD Kak yKa3aHHble ppaHLy3ckme
xxmeonumcubl Jlyn Xan-®paHcya flarpeHe (1725-1805)
n Xan-batnct Cumeon WapgaeH (1699-1779), Tak
N ampekTop AKaszeMunn B 3TOT MOMEHT, «MepBbIi
XYZAOXHUK» dpaHLuy3ckoro kopoas Jlrogosuka XV,
Wapsab AHape BaH Jloo (1705-1765). ima fena-
nbepa BCTpeyaeTcs U B C10Bape XyAOXHUKOB, Bbl-
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CTaBAAROLLMX CBOWU paboTbl Ha BbicTaBKax B MNapuxe
M MPOBMHLNN . YIOMUHAHME O HEM CBA3aHO C «Bbi-
CTaBKOM MoJIoAeXu», npoxoamsLlern B 1764 r. Ha
naowaan JoduHa B Mapuke, ANs y4acTns B KOTOPOW
XYLOXHWK, CyAs NO BCeMY, 6e3ycneLlHo, NpeAnoXm
pAjA CBOWX KapTWH.

CnesyrolnMMmn NHTEPECHbIMU A8 HAC JOKYMEH-
TaMu CTaHOBSATCA 3anncn HoTapmara ropoga JInoHa,
CBEZleHNs O KOTOPbIX MPUBOAUT B CBOMX paboTax
b. bepxe . Tak, B 1791 r. Hnkona beH>xxameH [e-
nanbep, HaxoAACk B JINOHe, XXeHnTCA (Cyada no Bce-
My, BO BTOpoW pa3) n 15 deBpans 3akntoyaet B
ropoACKOM HOTapuaTe B6payHbli KOHTPAKT. B Hem
XYAOXHUK yKa3blBaeT nmsA cBoero otua — ®PpaHcya
Xozseda [enanbepa. CnycTa HECKONBKO N1E€T Y TOro
>Ke HoTapuyca XyAOXHWK BCTyrnaeT B HAaCAe4CTBO:
ero oTel, ymupaet B [apuxe B 1795 r. B Tom xe
JOKYMeHTe BCTpevaeTcs nHopmMauma o matepu
Xy#oxHuKa. XeHeBbeB Jlyns JlexxéHOM, ymepLuas
BecHon 1792 r., Bbina NnoxopoHeHa B ropoge Me-
NéHe, pacrnonoXeHHoM B 45 km ot lMapwuxa. Cne-
LyeT OTMEeTUTb, UTO CBeAeHUsA O XyaoxKHuKe O. X.
[Jenanbepe MOXHO BCTpeTUTb B pabote X. M'mdpe
«/ctopua akagemum CeaTtoro JIykm» . XyfoXHUK
C TaKUM MMeHeM, XUByLni B MNapuxe Ha yanue
®obyp-CaH-MapaH, 6611 NPUHAT B pagbl AkagemMum
16 mapta 1741 r. . Akagemusa Ceartoro Jlyku asasnacb
rMabanen GpaHLy3CKMX XYAOXKHWKOB M CKY/IbNTOPOB.
OcHoBaHHas B lMapwuxe B 1391 roay no obpasuy
ntanbsaHckon Mmabanm CB. JIykKN M aHaNOTNUHbIX
€BPONenCcKNX rmabANN Xy[0XHNKOB, AKkasemus
NpUHMMana Tex Xy4Oo>XXHMKOB, KOTOPble MO Pa3HbIM
nNpUYMHaM He UMeNN BO3MOXHOCTM CTaTb YieHamm
KoponeBckou akasemMmm XXMBonucu n CKyabnTypbl.

Ecim ®pancya XKosed Jenanbep, otey Hukona
ber>xameHa, n ®paHcya Xozed [enanbep, XyAOXKHNK
Akagemun Catoro Jlyku, - 0O4HO 1 TO Xe N1LLO, TO
3TOT PaKkT (BMecTe C MeCTOM ero CMepTh) MOXHO
cuMTaTh A0OKa3aTeNbCTBOM MMEHHO MapuXCKOro
npoucxoxaeHns Hnukona bernxxameHa. OgHako cBu-
[EeTeNbCTBa O POXAEHUN NN KPELLEHMMN XXMBOMMCLA
B JOKYMeHTax LLlepKOBHbIX NpuxoAoB MNapuxa nan
MenéHa, mecTa 3aXOPOHEHMA ero MmaTtepu, noka
He ObI 0H6Hapy>keHbl. HacTo B OTeUeCTBEHHOW U
3anaZHoN nctopuorpapum XXnBonuceL, ykasbliBaeTcs
NMbOo NPOoCTo Kak «hpaHLy3CKUn», UK, Yalle, KakK
«IMOHCKMI». OfHaKO, NPUHKMMas BO BHUMaHUA 06-
Hapy>XeHHYyr HGOopMaLMIo, cneayeT cunTatb no-
CNeAHWI 3NUTET OWNBOYHBIM. B JIMOHE XyA0XHUK
XU 1 paboTtan nocae cBoero Bo3spatyeHuns n3s Poc-
cnu, HaumHasa ¢ 1780-x rr., oAHaKo poAoM OH bbin

He 13 3TOro ropoga. Ha 3710, B 4aCTHOCTW, yKa3biBaeT
NoAMNMCh B KaTanore BbICTaBKN IMOHCKMX XyAOXKHUKOB
1786 r. Mo nmenem [enanbepa o603HavaeTcs «ac-
tuellement a Lyon», To ecTb «ceryac B JInoHe» .
Taknm 06pa3oM, Manom POAVHOWN XNBOMUCLA CTOUT
cumtath BCe xe [Mapux nan Menéh.

MpumepoB paHHero TBOpuYecTBa [enanbepa,
[0 npuessa B Poccuto, Ha CErogHALWHUI AeHb He
COXPaHWI0Ch UAN OHU He Bblan obHapy>xeHbl. Oa-
HaKo, cyAa no paboTam, NCMONHEHHbBIM MacTEPOM
3a BpeMms ero geatenbHocTn B MockBe n CaHKT-
MeTepbypre, MOXHO cAenaTtb BbIBOJ, UTO Npue3xaeT
[enanbep BCe Xe yXe CNOXKMBLUMMCA MacTeEPOM.
MNepBble yNOMWHaHMA O TBOPYECTBE XXMBOMUCL,A B
Poccum otHocATca k 1767 r.. HemsBecTHO, Korga u
KyZa MMeHHO [lenanbep npuesiaeTt n3HayaabHO,
OZiHaKO B 3TOT MOMEHT OH y>e HaxoanTca B Mockae.
Cpean MOCKOBCKMX 3aKa34MKOB XMBOMMCeL, BCTpe-
yaeT cBoero byayuiero nokposutena — HUKnTy
MBaHoBKua MaHuHa (1718-1783). IMEHHO OH B
1767 r. 3aka3biBaeT [lenanbepy NopTpeT CBOEro BOC-
nUTaHHWKa — BENIMKOro KHA3A Nasna lNMeTposuya.
VicnonHeHHOe GpaHLy3CKMM XYJ0XXHUKOM MOTrpya-
HOe n3obpaxkeHne HacleAHMKa NPecTona, paHee
HaxoauBLleeca B cobpaHum MaTumHCKoro gsopua,
CErofiHA N3BECTHO TOJIbKO MO rpaBtopam . Victopmk
nckyccrea XVIII Beka fl. LLUtennH otmevaert 3Ty pa-
60Ty [lenanbepa v AaéT el BbICOKYHO OLLEHKY, yKa-
3blBasi YTO UCMOJIHEHA OHa bBblna «MPeBOCXOAHO U
6onee noxoxe, YeM npegbiaywme» . Pabota Hag
NoAO6HbIM BbICOKOMOCTaB/JI€HHbIM 3aKa3oM U ero
JanbHelLen Npy3HaHe COBPEMEHHMKaMMK, a TakxKe
nokposutenbctso H. V. NaHnHa, oTKpbIBaOT ANA
[Jenanbepa baectawme KapbepHble BO3MOXHOCTYU
npu pycckom ABoOpe.

Tak, cornacHo . WrennHy B 1768 r. lenanbep
«BepHycs BMecTe co [Bopom B lMeTepbypr» . Mo
npubbITUK B MeTepbypr GpaHLy3CKnin NOpTPETUCT
HayMHaeT aKTUBHO MCMONHATb 3aka3bl ViMnepa-
Topckoro [lBopa. B 1769 r. mactep paboTaeTt Hag
HEM3BECTHbIM CEroAHsA nopTpeToM camoin Vmne-
paTpuLbl U Haj BTOPbIM M306paxeHueM Masna
MeTpoBunUa, cerogHsa HaxoAALMMCA B cObpaHum
locypapcTBeHHOW TpeTbAKOBCKOW ranepen . 31o
NMOJIOTHO ABAAETCA NePBbIM COXPaHUBLUMMCS NOPT-
PEeTOM 13 UCMOJIHEHHbIX MacTepoM B Poccun. N3o-
H6paxkeHne BEMKOro KHA3A KUCTU GpaHLy3CKOro
KMBOMWUCLLA HarNfa4HO CBUAETENbCTBYET 00 oAHOM
N3 KAFOYEBBIX 3ajay, CTaBAWMXCA Nepes BCeEMU
npeacTaBUTEN MU poccukn, paboTarowmmn B
Poccuiickon umnepun B Tedenne XVIIl Beka - «eB-

poneunsaunn» pycckon mogenun. Tak, B KOMNO3u-
LVMOHHOM MOCTPOeHUN nosioTHa [lenanbep noytn
MOJHOCTBHO MOBTOPSAET yXe anpobupoBaHHYO Nop-
TPEeTHYtO CXxeMy napagHoro nopTpeTa BEJANKOro
KHA35. Peyb MaeT O BbIMOJHEHHbIX 3@ HECKOJIbKO
neT Ao 3toro noptpeta lMNaBna NeTpoBrYa KNCTU
ntanbaHckoro mactepa C. Topennn (1765) n vactunu-
HO O MopTpeTe BENNKOrO KHA3M B y4eOHON KOMHaTe
aBTOpCTBa AaTyaHuHa B. SpukceHa (1762), ceroaHa
HaxoaAwwmxca B cobpaHunm FocysapcTBeHHOro 3p-
MuTaxa. MNpakTnyeckn NAeHTUYHbBIMUN ABAAKOTCA Kak
no3a NOpPTPETUPYEMOTroO, Tak 1, B Cayyae paboTbl
Topennwn, obuiee KOMMNO3NLMOHHOE NOCTPOEHME
n3obpaxeHuni. B ceomx «3anuckax» A. LtenmH
OTMeuaeT, YTO CXOACTBO Ha NonoTHe [lenanbepa
NONYyYMIOChb HE CTO/b YAa4HbIM MO CPAaBHEHUIO
C NepBbIM NOrPYyAHbIM NMOPTPETOM, HaNMMCaHHbIM
dpaHLuy3ckmmM xuneonucuem B Mockse, «... MOTOMY
4YTO XYAOXHMK M306pasmi MONOAOro rocnogmnHa
OYeHb BbITAHYTbIM W ropa3go 6onee yaANMHEHHOTO
TENOCNIOXKEHUNS, YEM TOT AEUCTBUTENBHO UMEN U,
BEPOATHO, XOTeN Bbl Korga-Hubyab UMeTb» .

K aTomy e nepunogay, koHuy 1760-x — Haua-
ny 1770-X rr., OTHOCUTCA 1 Hayano BeCbMa MA0A0-
TBOpPHOW paboTbl [enanbepa no 3akasam rpada .
b. LLlepemeTteBa. Ckopee BCero, 3HaKOMCTBY XXW-
BOMMCLLA C BbICOKOMOCTaBAEHHbIM 3aKa3unkoM Takxke
nocnocobctBoBan nokposutenb Jenanbepa H.A.
MaHwuH, apyr cembu LepemeteBbix. B 1769 r. ena-
nbep UCMOAHAET NapHble NOPTPEThI AeTel rpada —
Hukonas MNeTpoBuua n Bapsapebl MNMeTpoBHbI. Oba
KaMepHbIX MOPTPEeTa, HaXOAALLMECS CErOAHA B COb-
paHun ycaabbbl KyckoBo, oBasibHble U AOCTaTOYHO
HebonbLwne (okono 60x50 cm). MprmeyaTenbHo, UTo
B Ja/ibHelLweM UMeHHO TakoW dopmart ByaeT yalle
BCEro n3bunpaem xys0XXHNKOM, OCODEHHO B NO3AHWN
nepuog, ero tBopyectsa B JInoHe. VI3 nepenucku
rpada co ceonm ynpasaarowmm M. AnekcaHApPOBbIM
Mbl y3HaeM, uTto nopTpeT B.M. LLepemeTeBoit 6bin
NCMOJIHEH Cpa3y B ABYX 3K3eMNaApax, <13 HUX
OAVH OpUrMHan, Apyroin konvesaH» . Oba nopTpeta
6b11M roToBbI K Aekabpto 1770 r., nepBbIli Hbi1 Ha-
npasaeH rpady lMeTtpy bopurcosunuy, BTOpO npe-
AHa3Hayasncsa Ansa OoTnpaBKM ero cbiHy Hukonato
MeTpoBunuy, HaxoAMBLLUEMYCA B TOT Mepuno B 3a-
rpaHM4HoM nytewectBumn . OgHako o cyabbe BTO-
pPOro NMONOTHA Ha CErOAHALLHUI AeHb HUYero He
M3BECTHO. YMOMSAHYTbIA 3NMUCTONAPHBIA UCTOUHUK
NoO3BOASET NOAPOOHO NpocaesnTb Xo4 paboTbl
[enanbepa Haj ApPyrMM MOpTPETOM — MapagHbiM
n3obpaxeHvem camoro rpada MNetpa bopuncosmya.
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Tak, B TeueHne 1771 r. B yka3zax LLlepemeTeBa 1 oT-
BETHbIX OT4eTax AneKkcaHApOBa HEOAHOKPATHO ymno-
MUHaeTca Mma GpaHuy3ckoro xunsonucua. Cama
paboTa HaumHaeTca ¢ agekabps 1770 r. No Bcen
BUANMOCTM, MMEHHO B 3TOT MEPUOZ COCTOANCA Ce-
aHC NO3MpPOBaHUA, Tak Kak B AasbHelweMm paboTa
HaZ NMOJIOTHOM WAET B MacTepCKOM XMBONMCLa B
CaHkT-leTepbypre, a cam rpa¢ y3HaeT 0 eé xoge
6narogaps AoHeceHUAM ynpasastoLero. B ogHom n3
[AOKYMeHTOB, AnekcaHApoB COObLLaeT, UTo «nopTpeT
nvLweTca», OAHaKO 3aBepLueHune ero He 6113KO, Tak
Kak, Mo ero MHeHwuto, flenanbep paboTtaeT «He ¢
npuaexHocTbio» . [MogpobHo onncaHa cutyauums,
Kacatowasacsa perannii LLlepemeteBa, AOMKHBIX ObITh
n306paxKeHHbIMW Ha KapTuHe. Tak, [enanbepy ans
«CMNCbIBaHNA» OTMPABAAOTCA OPAEHCKNE 3HAKN
CB. AHgpes MNepBo3BaHHOro 1 CB. AHHbI, a Takxe
obep-kameprepckunin kntou . OAHaKo, kak yxe 6bl1o
oTMe4eHo, paboTaeT MacTep JOCTaTOYHO HETOPO-
MJNBO, YTO BbI3biBaeT HEAOBOILCTBO 3aKa3uuKa.
YNoMAHYTbIN KAOY TPUXKAbI nepecbiiatoT B Moc-
kBy K [NeTpy bopuncosunuy, a notom obpaTtHO B Mac-
Tepckyto xmBonucua B CaHkT-MNetepbypre . Mo Bcel
BUAMMOCTU, NOAOBHbIE NepemMeLLeHIs, BKyne C He-
CreLHbIM TeMNom paboTbl XUBOMNMUCLLA, MPUBENN K
TOMY, UTO peranvsa n BoBCe He bblna n3obpaxeHa
Ha nopTpeTe. MeaneHHaa paboTa xusonucua Haj
3TUM BHYLIWTENbHBLIM NOAyNapagHbIM N306paxkeHn-
eM oueHb Hecrnokomna Kak ynpaeastoLiero rpada,
Tak n camoro lepemeteBa. B mapte 1771 r. lena-
nbep obellaeT 3aKOHYNTL MOPTPET yepes /Ba
MecALa, O4HAaKO B UtOJe OH Ha3blBaeT HOBbIN
cpok — aekabpb . B pesynbtate, paboTta 6bina
OKOHYeHa mLwb K Mato 1772 r. B ykase, nocnaHHOM
ynpasaswoLwemy ns nmeHna MewepuHoso, lNetp
BopucoBuMyY nuLIeT 0 3aKOHYEHHOW paboTe creay-
tolLlee: «MHe X B TOM NOPTPeTe HY>Abl HET, MOTOMY
4YTO HEXOPOLLO W HaMWUCaH ... a OTAPaBUTb €BO NpPWU
okasuu Kakasa byaet» . OfHaKo, HECMOTPS Ha ABHOe
HeJ0BO/IbCTBO 3aKa3ulKa, JOBOJbHO CKOPO rpad
oTCblnaeT pacnopsaxeHue ob onnate paboTsl. B
yka3ze oT 1 utona 1772 r. obo3HayaeTcs: «... 3a Ha-
nncaHve MOEBO napTpeTa BeNeTb 3anNatuTb ... U3
f[0X080B MUAMOHHOTO fOMy TpucTa pybaes» . B
LOKyMeHTe, onybankoBaHHOM B.K. CtaHtokoBMYEeM
B XXypHase «Pycckuin apxms», ykasbiBaeTca gpyras
CyMMa roHopapa xyaoxHuka — 900 pybneii . OgHako,
YyUmnTbIBaA CPEAHIOI CTOMMOCTb PaboTbl MHOCTPAH-
HOro mMacTepa B yKa3saHHyr 3noxy, cymma B 300
pybnen aBnsetca Hanbonee npaBsonofobHoM . Ma-
pasHbld nopTpeT N.b. LLlepemeTeBa npeacTaBnser

66

coboli ewé oaAnH NpumMep ncnonb3oBaHusa [ena-
MbepOM Yy>e anpobrpoBaHHOW Cpeau PyccKor apumc-
TOKpaTUYECKOW cpesbl M306pa3nTENbHOM CXeMb, a
MMEHHO noJsiynapagHoro noprtpeta. Tak, 3aMeTHO
CXOACTBO KOMMO3MLMM NOAOTHA C paboTamMum KMUCTK
n3BecTHoro ¢dpaHuysckoro xmneonucua J1. Tokke
(1696 - 1772), paboTaBLuero npu ABope MMnepa-
Tpuubl EnvzaBetbl MNeTpoBHbI. 3aKka3yunkn 3TOro
MUTPUPYHOLLETO MeEXAY eBPONenckMMn gBopamu
EBpOMbI XyJ0XXHUKA XOTENN 3aN0Ny4YnTb CBOE N30-
B6paxkeHne, NCNOJHEHHOE Mo NpumMepy dpaH-
Ly3ckoro obpasua, BOCMPUHUMAEMOro MMm Kak
3TanoH. ViMeHHO no 3Ton npuynHe Tokke B CBO-
nx paboTax MHOroKpaTHO NMOBTOPSET CXEMbI, Bbl-
paboTaHHble UM elle Ha poaunHe. OcTaBass NoYTH
6€3 N3MEHEHWI MO3bl W XXECTbl MOAENEN, XYAOXKHNK
MacTepCcKu nepeaaeT MHAMBUAYaNbHbIE YepTbl LY
n3obpaxkeHHbIX . B gaHHOM ciyyae, peyub naer o
CxemMe MosaynapajHoro nopTpeTa rocyAapCTBeHHOro
fesATens, 3aneyatieHHOro Co BCEMU peraaunsamu,
KOTOpPbIX OH OblN YAOCTOEH, B MbILLIHOM 06CTaHOBKE
pabouero kabuHeTa. B 3TOM OTHOLLEHUN SBHOE CXOA-
CTBO MpOCAEXMBaETCA MexAy noptpetamu rpada
A.l. becmxeBa-PromuHa 1757 r. knctn Tokke 3 cob-
paHus FocysapcTBEHHOW TPeTbAKOBCKOW ranepeu
n paboToi aBTopcTBa Jenanbepa.

BozBpaluasncb K NPOACHEHWO HEKOTOPbIX MOMEH-
TOB Hrorpadumm GpaHLy3CcKoro Mactepa, CTomT OT-
MeTUTb 0Cc060, YTO COrNacHO BblLleyKazaHHOMY
JNNYHOMY pacnops>keHuto rpada, onnata Jenanbepy
NpPouCcXoanT 13 J0X080B MUAAMOHHOIO goma.
[aHHoe o6cTOATEeNbHO BMOJHE MOXET CBUAe-
TeAbCTBOBaTb O TOM, YTO B 3TOT NEPUOZ, XXM1BOMNMUCeL,
CHOBa Oka3sblBaeTca B Mockse. Ha 370, B UacTHOCTY,
yKasblBaeT 1 3aMeydaHune AnekcaHApoBa B AoOHece-
HUM rpady oT 6 nroHa 1771 r.: «..>xkmBonmceL, 06b-
SABWA MHE, UTO OH CaM XouyeT exaTb B MockBy
HbIHELLUHMM J1IeTOM MOTOMY YTO ero cofepkaHue
B MNeTepbypre TpebyeT 6osbluas cymma» . TaM Xe
Mbl BCTPeYaeM cBegeHus, uto Jenanbep HeAaaBHO
>eHunca. CornacHo gokyMeHTaM GpaHLy3CKoro
KOHCYyNbCTBa, bpakocoyeTaHue coctoanocb 11 mas
1771 r. N36paHHunuen xyaoxHuka ctana X.-E. leHoe,
£,04b GpaHLYy3CKOro HOBEIMPHOro TOProsLa . 3a Tpu
roga o 3toro, B 1769 r., >xmonucel, pabotan Haz
eé noptpetom. fA. LUtennH otmeyaeT 3Ty paboTty
bpaHLy3CcKoro macrepa: «B NPUATHON MaHepe —
NopTPET KpacnuBon aoyepun GpaHLy3CKoro kynua
Magemyasenb [leHyalie, KoTopas caMa OYeHb MU0
pucyeT 1 nuweT nactenbto» . CTOUT OTMETUTb, UTO
NMOMMUMO MMMEepPaToOPCKOro ABOPa W BbICLLEN 3HATU

Poccuiickon nMmnepum, BaxKHON rpynmnown 3aka3umkos
ana Jenanbepa ABAAANCb MMEHHO COOTEYECTBEH-
HWUKW, NpeacTaBuTeNn GpaHLy3CKOM KONOHUN B
CaHkr-lleTepbypre. NoMrMMO NnopTpeTa Majgymasesb
[eroe, lenanbep B 1770 r. ncnonHsAeT 3aka3 Ha
co3faHuve noptpeta AnpekTprcbl CMOSbHOIO MH-
ctutyta C.-J1.-B. lenadoH. ITOT ckopee BCero He-
COXPaHMWBLUMACA NOPTPET U3BECTEH HaM CEroAHA
no rpaerope Apyroro ¢paHuy3ckoro macrepa, M.A.
Tapabe . Hanbonee npumMeyateseH B TBOPYECTBE
[Jenanbepa cnegyrolwmii npumep n3obpaxeHuns co-
OoTeuecTBEHHMKa - NOpTPeT GpaHLy3CKOro CKy/bmn-
Topa, Nnpenogasatens Akagemumn Xygoxects, H. ®.
XKunne. ImeHHO 3a 3TOT nopTpeT B ntose 1770 r.
[enanbep nonyyaert 3BaHWe akajemMuka . 3BaHune
«Ha3HaYE€HHOro» XMBOMWCEL, NONYYMA ELLE B AHBAPE
3TOro roga 3a noptpeTsl [MaBna NeTpoBuya, rpada
Wepemetesa u LLesenbe ge Jlackapusa . OgHako
Kakune-nnbo ceeseHus 0b aTor nocnesHen pabote
[Jenanbepa Ha CErofHAWHNIA eHb HEV3BECTHbI.

MocnefHNUM M3BECTHBIM HaM MOPTPeETOM,
NCMOJIHEHHbBIM GpPaHLy3CKMM MacTepom B Poccuu,
CTan nopTpeT KaaMblukM AHHbI HuKoaeBHHbI,
MCNONHEeHHbIW B 1772 r. no 3aka3y rpada
LLlepemeTeBa. HanvcaHHbIV Ha 5 1eT no3xe nopTpeTa
W.M. ApryHoBa, Takxe xpaHsLemycs B cobpaHum
ycaabbbl KyckoBo, B KOMMNO3MLMOHHOM MAaHe OH
JOCTaTOYHO TOYHO €ro UUTUpyeT, N3MEHAS NnLLb
BO3pacT N306paxKeHHOM Mogenn u eé Hapsa. Ckopee
BCero nofobHoe CXOACTBO CBUAETENLCTBYET 06 0CO-
H6eHHOCTAX NoXXenaHWM 3akasumka, CTpemMsaALerocs
Moly4nTb KOMWKO NMOHPaBMBLLEroca n3o6paxeHus,
oTObpakaroLLyto BO3PaCTHble U3MEHEHNS MOAENN .

[anee cnep dpaHLy3CcKOro xyaoxHuka B Poccum
TepsAeTca. B gokymeHTax Akagemun XyaoxecTs
ero vms 6osblue He BCTPeYaeTcs, HeT CBeAeHN o
Kakmx-nnbo 3akaszax, UCMONHeHHbIX [Jenanbepom
ansa iBopa nan vactHbIX anu. CTOUT OTMETUTb, YTO
rNaBHbIV MOKPOBUTENb XMBOMKCLa B Poccuw, rpad
H.W. NMaHWH 6bin OTCTPaHEH OT AOXHOCTM B Mae
1781 r. BoamoxHo, 370T dakT 1 nobyaun enanbepa
NOKMHYTb Poccuto.

CnycTa HeCKONbKO NeT NMA XyAOXKHMKa BCTpe-
yaeTcs B AOKyMeHTax ppaHLy3ckoro ropoga JlmoHa.

Tak, B 1786 r. ueTblpe nopTpeta aBTopctea H. b. [lena-
nbepa OblAn NpeAcTaBaeHbl Ha BbICTaBKe JMOHCKMX
xusonucues. CornacHo KaTanory, peyb UAET 0 Nop-
Tpetax Magam /1., bpaTta xyao>xKHWKa, Apyra aBTopa B
HOYHOM KOJIMaKe 1 >XeHbl aBTopa «B KOCTIOMe A4
KaTaHuA Ha caHsAx» . Boibop Jenanbepom JIMoHa,
He CAMLIKOM KPYMHOro ropofa Ha roro-BocToke
®paHumK, B KauecTBe MecTa XM3HW 1 paboTbl OTHHOAb
HeyaneuTeneH. B XVIII B. 3ToT ropoga pacnonaranca
Ha rnaBHOM A1 10600 XyJ0XKEeCTBEHHOTO AeaTens
nytu - «n3 MNapwuxa B Pum». Pa3Hble geatenn mnc-
KyCCTB 4aCTO OCTaHaBAMBaAUCb 34€Cb, MO3TOMY
Ky/NIbTypHas >XW3Hb ropoja B Ty anoxy bbina BecbMa
HacblleHHoM. MNocne BbicTaBkM 1786 r. xmBonucel,
npoyHo obocHoBbiBaeTcs B JInoHe. Tak, B 1790 r.
[enanbep, ckopee BCero K 3TOMy MOMEHTY OBJ/JOBEB,
3akntoyaet B HoTapuate JInoHa 6payuHbIli KOHTPaKT C
ypoxkeHkor ropoza M.-B. XeHes ae bpe3u. Ceagbba
coctomTcs 15 dpeBpana 1791 r. m HoBobpauHble noce-
natcs B JInoHe Ha HabepexxHoin CeH-Knep . Tam e,
Ha HabepexHon CeH-Knep, enanbep ymupaet 24
AHBapa 1802 r. .

B 3akntoueHme, cnesyet oTMETUTD, UTO BrepBble
B TakOW MOJIHOTe NpejcTaBieHHas TBopYeckas bu-
orpadua dpaHuy3sckoro xmeonucua H.b. lenanbepa,
6e3 COMHeHMs, oTpaXkaeT rnaBHble OCOBEHHOCTH
deHomeHa Murpupyrowmx mactepos B Poccun XVIII
B. [pakTnyeckn 6e3bi3BECTHbIV Ha CBOEN POANHE,
XXMBOMKMCEL, CMOT MOCTPOUTb eCAN He BaecTALLyHo, TO
BMOJIHE YAaUHYHO Kapbepy Npw poccuiickom Asope. B
3TOM OTHOLLIEHMM TBOPYECKUI NMYTb MacTepa CXOAeH
C Kapbepamn MHOTMX ero COOTe4YeCTBEHHMKOB, Ta-
KuX, K npumepy, kak J1. Kapasak n X-J1. [lesenbun.
Pycckume 3aka3unkum GpaHLy3CKMx MacTepoB, cpeam
KOTOPbIX 6bIIM Kak MMMNepaTopckas ceMbs, Tak v
BbICLLIEe ABOPAHCTBO, LIEHNAVM VX KaK NpejcTaBuTeneit
dpaHLYy3CKOM akafeMNUECKON XyA0>XKEeCTBEHHOM
Tpagnumn. Taknm obpasom, H.b. Jenanbep asas-
eTCs nokasaTesibHON GUrypori CBoero BpeMeHw, 3a-
CNY>KMBatOLLLEN CaMOro NMPUCTaAbHOrO BHUMaHMA,
Besb 6bmorpadums xmeonucua un ero paboTbl oTpa-
XatoT K/ItoYeBble 0COOEHHOCTU OTeUYECTBEHHOW Xy-
[LLOXECTBEHHOM KyAbTypbl BTOPOW NoaoBuHbl XVIII
Beka.
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JACOPO BELLINI: THE MATTER OF VISUALISING THE
"MYTH OF VENICE"

Summary: The article examines the role of Ja-
copo Bellini (c. 1400-1470/1471) in the art of Ven-
ice considering him not only as the founder of the
Early Renaissance but also his role in the evolution
of the “myth of Venice” concepts (“mito di Vene-
zia" is part of the purposeful ideology of the Vene-
tian Republic - a city-state with a unique system
of administration and corresponding propaganda,
formulated in chronicles and eulogies of patricians
and humanists). In particular, Bellini's art laid the
foundation for monumental history painting (isto-
ria), embodied by his sons and followers in their tri-
umphal narratives (trionfi).

Having remained in the shadow of the brightest
representatives of the Venetian school of painting
until the mid-20th century, Jacopo Bellini’s legacy
has not been sufficiently studied and requires deep
understanding; it is even less considered in relation
to the matter of “myth”.

In this regard, it is proposed to study Bellini’s fa-
mous drawings from the Paris and British Albums
(the albums are kept in the Louvre and the Brit-
ish Museum), the themes of which are related to
the development of the "myth” ideas. Urban views
representing complex architectural compositions
based on biblical and gospel plots are the subject
of the study.

The main aim of this work is to show how the dis-
covery of new artistic means during the Renaissance
modified the way of visually presenting this plot. In
the study of the works that interest us, we use the
method of formal and stylistic analysis as well as
iconographic one. Mythologemes of the republic,
formulated in the works of patricians and human-

ists, as well as relevant historical material covered
by researchers, Venetian scholars, are the founda-
tion for interpretation.

Using the language of monochrome graphics,
Bellini created a fresh palette of idealised Venetian
motifs and complete images of Venice, strength-
ening the roots of Venetian identity (venezianita).
In this sense, the drawings we are considering are
not without a stable pulsation of “myth”, which con-
veys the values and state ambitions of Serenissima
in a clear manner.

Keywords: Renaissance, Palazzo Doge, album/fo-
lio, drawing/study; mythologeme, istoria (historical
cycles), trionfi (solemn triumphs).

Before we consider Jacopo Bellini and then his
drawings, which contain the visual triumph of “myth”,
we should determine what researchers mean by the
very concept of the "myth of Venice”".

“The cult of the state steeped in myth became an
integral and, moreover, significant part of the pur-
poseful policy of the Venetian Republic already in
the 14th-15th centuries.” [8, p. 173] The collective
image of Venice in the self-proclaimed Most Serene
Republic as an ideal political subject represented by
the ruling patricians became what we call the “myth
of Venice” (il mito di Venezia). [15] The dictionary
definition of “myth” is fiction, half-truth, whereas in
this case we are dealing with a myth that was des-
tined to become the essence of the State structure,
part of the ideology of the Society. And if, on the
one hand, we can agree that “the myth of Venice is
an alloy of fiction and half-truth..” [14, p. 2], which
evokes understandable criticism among sceptic re-
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Ill. 1. The Flagellation of Christ. Louvre Museum, fol. 29

searchers, then, on the other hand, the myth certainly
has a historical basis; however, it rather reflects the
political phenomenon of the Venetian republic in a
deliberately idealised version. It is explained by the
fact that the internal politics of Venice, with its ex-
ceptional structure of government, almost claimed
to be the main impetus for the creation of the myth.

The development of an appropriate state ideolo-
gy, which “smelted” its main mythologemes, was re-
flected in the patrician and humanistic eulogies and
chronicles of Lauro Quirini, Marcus Antonius Sabel-
licus, Bernardo Giustiniani, Marino Sanuto, Gaspa-
ro Contarini, Francesco Sansovino. Based on their
works, let us formulate some of the main theses of
the "myth of Venice”: Venice is the embodiment of
freedom. The Venetian Republic is a unique polit-
ical system. Serenissima is a stronghold of peace,
wisdom and justice, and nobility is its most worthy
part. Venice is a place of holiness, the only (singo-
lare) city of its kind, which appeared by the will of
God and claims either to be the new Jerusalem or
the new Rome.

"An appeal to history was important; however,
it was only one of the components of the whole
system of the “myth of Venice" propagation, which
included means of art, theatricalization of political
life, the organisation of magnificent festivities, in-
volving the entire mass of the city’s population, and
much more.” [1, p.123]

Thus, 15th-century Venice needed a new artistic
guideline in order to spread the “myth” about itself
in art. Expansion of pictorial boundaries in imita-
tion of nature, a different thematic emphasis, his-
torical or eventual authenticity were needed. Only
in the language of the Renaissance with the help
of new illusionistic principles, was it possible to ex-
press a multi-layered “message” to future genera-
tions, not to mention contemporaries. At the same
time, an artist was needed who, boldly experiment-
ing, would combine the subtle instinct and will of
the creator, reflecting both the artist's imagination
and personal vision, that is, an exclusively “inter-
nally necessary” [2, p. 65] plan, combined with the
spirit of their time as well as ideals of their coun-
try. Jacopo Bellini (c. 1400-1470/1471) was the first
Venetian master of the Early Renaissance to meet
these high criteria. Having played a significant role
in the further flourishing of the Venetian school of
art and in the recognition of its best representa-

tives, Bellini, not without reason, would be called
the "new Phidias”. [8, p. 45]

Before Jacopo Bellini, the art of Venice was dom-
inated by a symbolic type of thinking, which tended
to combine traditional iconography with the politi-
cal symbols of the republic. At the turn of the 15th
century, international Gothic dominated. However,
having absorbed the features of the new style, the
Venetian school, with its characteristic conserva-
tism, remained faithful to the Byzantine canon and
the original local culture.

It is well demonstrated by Paduan master Guari-
ento's fresco Paradise (1365), created by him for the
Palazzo Doge by order of the Republic, as well as
wooden panels (intarsia) Justice between the Arch-
angel Michael and Gabriel (1421) by Jacobello Del
Fiore, created for the Magistrato del Proprio in the
Palazzo Doge. For example, in Guariento’s fresco,
Saints and Angels are depicted in rows. The com-
positional dominant, the scene of the coronation of
the Virgin Mary with her son Jesus, is concentrated
in the centre but much above the horizon line ac-
cording to the specifics of the Gothic painting. Ven-
ice accepted the Virgin Mary as a special patroness.
The heavenly harmony “reigning” on the surface of
the fresco is an allusion to the harmony of the city
of God, as indicated by the angels playing music in
the second row (at the bottom of the fresco). Thus,
in the minds of people, the idea of the harmony of
the heavenly kingdom extended to the earthly city,
thereby visually capturing one of the most impor-
tant ideals of the republic - harmony and coherence
within the nobility... [15, pp. 307-308]

This art was replaced by Bellini's art. However, for
a long time Jacopo was known mainly as the father
of Gentile and Giovanni Bellini. [11, p. 23] A turn-
ing point in the view of the historical place of Ja-
copo Bellini in the fine arts of Venice occurred only
at the turn of the 60s of the 20th century. [5, pp.
2-3] Through studying the surrounding world, the
Venetian master made a bold attempt to “discover
the world and man” in a spatial (Renaissance) form.
In this sense, Jacopo is an innovator, transforming
the traditional idea of the possibilities of fine art in
Venice. Mastering the subtleties of linear perspec-
tive, thoroughly examining various objects of the
surrounding world, he strived to reflect a holistic
picture of the world. Thus, for example, his religious
compositions became a true story, placed in an ur-
ban environment, clearly inspired by the images of
Venice. In addition, showing interest in a wide vari-
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ety of natures, Bellini, in fact, developed independ-
ent genres, offering future generations of Venetian
masters a rich thematic “repertoire”.

Thus, the new artistic vocabulary developed by
Bellini in his two famous albums of drawings, stored
in the Louvre (c. 1430-1450) and the British Museum
(c. 1455-1470), represents universal evidence of the
visual existence of the “myth of Venice". (The issue
of dating the two albums remains debatable.) [5,
pp. 39-40] The albums have become an inexhausti-
ble source of inspiration not only for artists but also
for researchers of Bellini's creative heritage. So far,
remaining in the shadow of the historical trionfi by
Gentile and Giovanni Bellini and Vittore Carpaccio,
Jacopo's art has not been fully studied. Neverthe-
less, two rare folios with carefully developed motifs
and Renaissance inventions, including the author's
method, represent the key to a new pictorial nar-
rative and, therefore, to a fundamentally different
level of artistic authenticity.

Moreover, Bellini's drawings deserve special at-
tention from the point of view of the artist's inter-
est in changing iconography (inversion) as well as
his search for a new secular and narrative interpre-
tation of traditional religious subjects. Thus, point-
ing out the independent nature of Bellini’s graphic
compositions, E.Yaylenko draws attention to the fol-
lowing compositional solution: “the display of bibli-
cal or evangelical events is given almost a secondary
place in comparison with the depiction of the spa-
tial environment formed by architectural structures
or landscape panoramas, against the background
of which the figured groups sometimes seem truly
insignificant”. [7, p. 23] In turn, this noted feature
of Bellini’s drawings excluded the possibility of re-
producing such compositions in altar painting for
which “innovative solutions to traditional themes”
were hardly acceptable. It means that the search for
new principles of composition, the study of linear
perspective and the search for an individual style
were most important for the artist in the process
of implementing bold ideas. It was reflected in one
of Bellini's main motifs, which featured Venice and
its many-sided image in his albums. In this sense,
Bellini's achievements in the visual representation
of this image and the emblems corresponding to
the city were extremely important as well as in de-
mand for the further promotion and strengthening
of the mythologemes of the republic.

It is worth noting that a similar point of view, in-
dicating not utilitarian or custom-made motif but a
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creative one which encouraged the artist to paint for
himself (fatti per se), is shared by other researchers:
B.Degenhart and A.Schmitt, P.F.Brown, P.Humphrey,
M.Roethlisberger, I.Smirnova and others.

However, there is another opinion regarding the
appropriateness of Bellini's albums. It limits their
purpose to the category of “sample books” com-
mon at that time, representing a kind of teaching
aids for beginning craftsmen. Thus, Colin Eisler as-
sumed the “partial” use of drawings as preparatory
sketches for future pictorial narratives of his suc-
cessors. [12, p. 87]

According to the topic of the article, our research
focus was primarily on drawings of urban views,
which later created a universal “framework” for pan-
egyric painting of Venice. It is here that the artist
developed a new compositional structure.

However, before we consider Bellini's vedute,
let us pay attention to the sheets with individual
motifs of the urban environment closely related to
them. Here Bellini developed the motif of a “Vene-
tian” balcony, a fountain, a font, a Gothic palace,
sculpture decorating the courtyard, a chapel, church
facade, an arcade, etc. This series of drawings rep-
resenting individual architectural motifs includes
the following: (Louvre, fol.50 verso); (British Muse-
um, fol.12 verso); (B.M fol. 66 v.); (B.M fol.93); (B.M.
fol. 68 v.); (B.M. fol. 70 v.); (B.M. fol. 69 v.); (B.M. fol.
72 v.); (Louvre, fol. 75 v.). They are reminiscent of
the centre of Venice and are mainly executed in a
free manner, which is characterised by the incom-
pleteness of the sketch: development of an isolat-
ed motif, uneven drawing of objects, preservation
of auxiliary transversal lines of receding perspec-
tive, sometimes careless shading and even, as in
the case of the Venetian Wooden Balcony (Louvre,
fol. 50 verso), painting on top of another inverted
image, barely outlined or deliberately unfinished.

The main series of city landscapes includes sheets
incorporating biblical and gospel plots into their
structure and representing a complex type of mul-
ti-figure composition in architectural space. In con-
nection with the topic of our research, this series
of drawings is the most indicative. We will consid-
er several examples of completed graphics from
the Paris album: Flagellation of Christ, The Feast of
Herod and the Beheading of John the Baptist, The
Annunciation. It is not yet a "Venetian narrative”;
however, it is a clear preparation for it. (The draw-
ings discussed here would become an iconographic
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Ill. 2. Herod's Feast and the Beheading of John the Baptist. Louvre Museum, fol.17

and compositional example for future pictorial sto-
ries of Jacopo's followers.)

Thus, in the drawing Flagellation of Christ (Louvre,
fol. 29), the action takes place in the space of the
city, reminiscent of the very heart of Venice. (Fig. 1)
Both albums contain several drawings on the theme
of flagellation, at times with sketches of individual
scenes for the main drawing, sometimes pictured
in close-up frontally or in the distance from differ-
ent angles. “The open loggia at the bottom right of
the building, its walls with intricate balconies bring
to mind the Palazzo Doge.” [6, p. 32] Venetian fa-
cades are also characterised by murals and reliefs.
In this case, the building is decorated with Gothic
ornament and classical reliefs picturing scenes from
the life of Hercules (or perhaps Samson) as well as
life-size figures of a nude woman and an athlete ex-
tending a votive gift. [9, p. 340] However, according
to T.Nichols, it is the classical nude that indicates
that it is an ancient Roman building. Thus, the pal-
ace of Pontius Pilate in Jerusalem, where the flag-
ellation took place, is before us. [4, p. 32] However,
since it was important for Venice to reflect its con-
nection with the “eternal cities” in art due to the

absence of its own imperial past, the artist identi-
fied Venice, blessed by God, with the City of Heav-
en - Jerusalem.

By creating such compositions, Bellini pictured
biblical heroes in a modern urban landscape remi-
niscent of Venice. So, on the right, one can see the
figure of Pontius Pilate, seated on a pedestal like a
throne in the niche of a blind arch. He is not look-
ing in the direction of Christ; it seems one of the
many witnesses to the scene has received Pilate’s
attention. Those who have gathered to watch the
execution are men and women, warriors and no-
ble townspeople, Christians and Muslims (judging
by their robes and headdresses) - representing al-
most the entire cross-section of society. Just as a
motley crowd, including merchants and diplomats
of various religions, filled the streets and squares
of real Venice during state celebrations. Carpaccio
later resorted to a similar depiction of religious di-
versity in the painting The Healing of the Madman
at the Rialto Bridge (1505/10) from the cycle "Mir-
acles of the True Cross”, painted for Scuola di San
Giovanni. (In this case, the attention to a detailed
presentation of the material environment was also
due to the fact that there were "ambassadors and
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many famous personalities, both foreign and local”
among the parishioners of Scuola). [8, p. 63]

It is also worth noting that Jacopo used the Flor-
entine system of transversal lines for conveying the
depth of space, which clearly dominates the figures
of people. The people in the drawing are depicted
in accordance with a grid of outlined lines, receding
in perspective. Moreover, all architectural elements
in the decor of the building participate in the crea-
tion of a “spatial corridor”. However, the vanishing
point shifted to the left, serving as a distracting de-
vice which hides the main event of the picture, the
flagellation scene, from the viewer is Bellini's real ar-
tistic discovery. Unlike Alberti, who taught to depict
the main scene directly in the foreground, “in his
drawings, Jacopo repeatedly returned to hiding the
plot in a meticulously drawn environment”. [6, p. 32]

Jacopo resorted to a similar compositional tech-
nigue in the drawing The Feast of Herod and the Be-
heading of John the Baptist (Louvre, fol. 17). (Fig.2)
The centre of a certain city is before us. At first
glance, despite the many classical decorative ele-
ments (pagan statues, cupids, columns with capi-
tals), the analogical parallel with the architecture
characteristic of Venice is obvious: balconies and
loggias, counterforts exquisitely supporting them,
pointed openings of the palace windows, reminis-
cent of the Doge's Palace facade. The urban space
still dominates figures of people and animals. The
composition again acquires the features of a real
Venetian environment. Here, the artist seemed to be
trying on the role of the chief architect of a unique
landscape that has absorbed, as John Ruskin would
say, the spirit of Gothic and the spirit of the Renais-
sance. He used the same “distracting” technique: an
arcade receding into perspective (on the left), a stair-
case leading to the palace (on the right), a majes-
tic fountain (in the centre of the square). Thus, the
viewer seems to be drawn into the thick of city life
and everyday scenes. Figures of people and various
animals are scattered around the perimeter of the
city square: a rider on a horse, a child with a mon-
key, a horse drinking water by the fountain, exotic
animals and birds... In religious paintings with pas-
sions happening literally in front of everyone, life is
depicted as ordinary and relaxed. Thus, according to
scenography conceived by the artist, the execution
scene does not immediately attract attention: the
beheaded John the Baptist, the executioner sheath-
ing his sword, the woman walking up the stairs to
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the palace and carrying the head of the executed
man on a platter. Until a certain moment, the scene
of Herod's feast remains “behind the scenes” - in
the loggia on the right. Once again, with the van-
ishing point shifted to the left, Bellini Sr. masked
the main scene of the plot. As a result, the draw-
ing acquires a narrative character, which suggests
a gradually unfolding story (narrative), the truth-
fulness of which for the viewer is largely the result
of a complex plan.

It is also worth noting that Bellini's drawings are
reminiscent of the Dutch school of painting due to
the “multi-figure” scenes and almost sacred inter-
est in everyday details. (Although Bellini's compo-
sitional structure differs from one of the Dutch by
the presence of such an important pictorial motif
as an "antiquisant architectural frame".) [3, p. 40]
Consequently, not only the famous Florentines but
also the Dutch masters had a noticeable influence
on the Venetian school and the development of
the Renaissance in Venice. Considering the inten-
sive trade relations between the countries, K.Eisler
puts forward a hypothesis about the possible visit
of Jan Van Eyck to Venice in 1426. [12, p. 31] In ad-
dition, his paintings depicting genre subjects were
in the Venetian and Paduan Quattrocento collec-
tions. Thus, Bellini could well have seen the works
of Van Eyck and other Dutch artists. The question
of the relationship between the Venetian Renais-
sance and Dutch art, which we barely touch upon
here, is of interest for a separate study.

The Annunciation is another vivid plot, also made
into a whole series of drawings. (British Museum,
fols. 12 v., 13, 76; Louvre, fols. 30 v., 31) The graph-
ic panegyric to such architectural decoration also
exalted Venice as an exceptional city-state. At the
same time, it identified it with the Heavenly Jeru-
salem, clearly reinforcing the well-known mythol-
ogemes of continuity and divine providence in the
fate of the republic.

Another religious plot, masterfully woven into the
urban environment, is before us. (In his early crea-
tive work, Bellini had already turned to the Annun-
ciation for the altar in Brescia, which is considered
his most conservative version.) As for graphic at-
tempts to comprehend the Annunciation, here the
artist also emphasised the priority of space over
man, as if the whole world “was invited” to become
an eyewitness of the good news even before the
Mother of God (which is quite correct from a the-
ological point of view). However, the Venetian tra-

dition dictated its own interpretation of the story
of the “"good news” to the artist: Bellini’s drawings
identify Venice with the embodiment of the repub-
lic, supposedly founded on March 25, 421. The fact
is that there were so-called mysteries throughout
Italy (special theatrical performances on religious
subjects), which dramatised the Angel's message
brought to Mary, an important meeting of heaven
and earth, marking the beginning of the cycle of
salvation. Performed in Venice since the 1340s, the
theatrical ritual based on the Annunciation appar-
ently interested and inspired Bellini. The first produc-
tion was designed by Paolo Veneziano, the leading
artist of Venice at the time. And even then the sa-
cred scene unfolded in the majestic scenery of the
city, with its residential buildings, arched windows,
balconies and loggias, picturesque courtyards and
squares. [12, p. 293] In turn, the graphic panegyric
to such architectural decoration also exalted Ven-
ice as an exceptional city-state. At the same time, it
identified it with the Heavenly Jerusalem, clearly re-
inforcing the well-known mythologemes of continu-
ity and divine providence in the fate of the republic.

Thus, in all the drawings in both Bellini's albums,
the scene of the Annunciation is built into a complex
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Ill. 3. Annunciation. Louvre Museum, fol. 31

architectural structure. Each drawing picturing this
plot has its own degree of completion. The visual
precision of the receding perspective (emphasised
by the beams on the interior ceiling going towards
the vanishing point) is particularly evident in the
independent drawing in the Paris Album (Louvre,
fol. 31). (Fig. 3) In this case, the artist's mastery of
linear perspective again systematically reveals the
truth, initially hidden from view. The viewer's focus
is on numerous details which fill the composition
with life and sacred meaning. All the drawings de-
pict the urban space in the same way - a synthesis
of local Gothic and Florentine Renaissance, still rem-
iniscent primarily of Venice, whereas the details act-
ing as attributes of the Annunciation are noticeably
different. Thus, for example, in the London version,
Mary is kneeling, as in the altar at Brescia. Howev-
er, in the Parisian Annunciation, she is depicted to
her full height with a prayer book, standing half-
turned from the archangel. It is worth noting that
all three drawings clearly depict the ray of the Holy
Spirit coming from heaven. Passing the circle of an-
gels, it "cuts” the space with its divine light diago-
nally leading to the interior decoration of the palace
of the Mother of God, "pointing” to the main event

75



of the story. All four drawings (including the most
blurry sketch from the Paris album) express the orig-
inal aesthetics of Venetian architecture. “The main
reason for this living splendour is that at this mo-
ment Christ takes on physical existence in the Vir-
gin Mary, and, thus, the earthly Church is founded,
its splendour reflecting the heavenly.” [12, p. 293]

Another reason is that Jacopo, having absorbed
the architecture of his native city, did not strive to
“literally” reproduce Venice. There are practical-
ly no exact copies of Venetian buildings in his al-
bums. (Probably, the drawing Annunciation, which
we considered, is the only exception. Even at the
beginning of the 20th century, Victor Golubev drew
attention to the obvious similarity of the building in
the background of the composition with its proto-
type - Fondaco dei Turchi on the Grand channel.)’
Thus, using the creator’s imagination to “erect” his
“ideal city” [10, p. 15], which combined Byzantine
and Romanesque as well as late Gothic features,
the Venetian master expressed, first of all, a figu-
rative vision of his ideal. This nuance, characteristic
of Bellini’s drawings, indirectly confirms the view-
point of a group of researchers who consider these

1. Goloubew V. Les dessins de Jacopo Bellini au Louvre et au
British muséum / Bruxelles G. Van Oest & C-ie - stored in
the archives of the Pushkin State Museum of Fine Arts.

albums to be quadros dessignatos or "drawn paint-
ings”, created for oneself (fatti per se). [9, p. 118]

Using these drawings as an example, a new ap-
proach to religious themes in fine art, conveyed in
the surroundings of a familiar city, becomes obvi-
ous. Here, the urban environment serves as a dec-
oration for the sacred scene and only enhances its
significance for contemporaries. The biblical scene
becomes truthful in the eyes of the viewer and prac-
tically inscribed in the outline of its own history,
that is, the history of Venice. "From the late me-
diaeval figurative system, he (Bellini) enters a pre-
dominantly visual world, conceived as an illusion
of reality, where events and characters appear as
if "here and now’, as if a direct reflection of a gen-
uine spectacle.” [3, p. 15] We must admit that this
combination of Bellini's narrative principle and the
innovations of the Renaissance, in particular linear
perspective, led to the emergence of an authentic
compositional method.

As a result, the new pictorial system largely en-
sured the further development of Venetian painting,
and, at the same time, expanded the possibilities for
integrating the ideals of the republic into its art. Al-
ready in the 15th century, Venetian masters creat-
ed monumental historical cycles to reflect the vera
istoria, glorifying the city-state and acting as visual
evidence of the “myth”.

REFERENCES:

—_

Bragina, L.M. 2004. Italianski gumanizm epochi Vozro-
Jdeniya [Italian Renaissance Humanism], Nauka, Mos-
cow, Russia, p. 173.

2. Kandinsky, V.V. 2018. O duchovnom v iskustve [Con-
cerning the Spiritual in Art], Translated from German
by Kozina, E., AST, Moscow, Russia, p. 65.

3. Kozlova, S.I. 2018. Bellini i Ranneiye Vozrojdeniye v
Venetsii [Bellini and the Early Renaissance in Venice],
Beliy gorod, Moscow, Russia, p. 40.

4. Lane, F.C. 2017. Zolotoy vek Venetzianskoy Respubliki
[Venice, A Maritime Republic], Translated by Igorevsky,
L.A., Moscow, Russia, p. 121.

5. Smirnova, I.A. 1994. Yakopo Bellini i nachalo Vozrozh-
deniya v Venetsii [Jacopo Bellini and the Beginning of
the Renaissance in Venice], Research Institute of The-
ory and History of Fine Arts, Moscow, Russia, pp. 2-3.

6. Nikhols, T. 2019. Renessans v Venetsii. Epokha peremen
ot Bellini do Tintoretto [Renaissance Art in Venice: From
Tradition to Individualism], Translated by Litvinova, I.A,,
Slovo, Moscow, Russia.

7. Yailenko, E.V. 2010. Venetzianskaya antichnost [Vene-

tian Antiquity], Novoye literaturnoye obozreniye, Mos-

cow, Russia.

76

8. Brown, P.F. 1994. Venetian Narrative Painting in the
Age of Carpaccio, Yale University Press, New Haven
& London.

9. Brown, P.F. 1996. Venice and Antiquity: The Venetian
Sense of the Past, Yale University Press, New Haven &
London, p. 118.

10. Canova, G.M. 1972. Riflessioni su Jacopo Bellini e sul
Libro dei disegni, Arte Veneta, XXVI, p. 15.

11. Crouzet-Pavan, E. 2004. Venise Triomphante: Les hori-
zons d'un mythe, Albin Michel, Paris, France, pp. 201-
203.

12. Eisler, C. 1989. The Genius of Jacopo Bellini. The Com-
plete Paintings and Drawings, Harry N. Abrams, New
York, USA.

13. Pompeo, M. 1906. Venice, Its Individual Growth from
the Earliest Beginnings to the Fall of the Republic, A.C.
McClurg & Co., Chicago, lllinois, USA, p. 205.

14. Rosand, D. 2001. Myths of Venice: The Figuration of a
State, The University of North Carolina Press, Chapel
Hill & London, p. 2.

15. Sansovino, F. 1663. Venetia, Citta Nobilissima, Et Sin-
golare (1581), In Venetia: Appresso Steffano Curti, Italy.

Enena BnagumuposHa CamcoHoBa

MoCKOBCKWI rocyapcTBEHHBIN YyHMBepcuTeT UM. M.B. JlTomoHocoBa

DOI:10.36340/2071-6818-2024-20-2-69-83

(bakynbTeT UCKyccTB)
e-mail:samsonova776@gmail.com
ORCID 0009-0006-0283-801X

AKOMO BENNINHN: TTPOBJIEMA BU3YANTN3ALNN
«BEHELUVAHCKOTO MNDA»

AHHOomayusa: B ctatbe paccmaTpunBaeTca posb
flkono bennnHum (ok. 1400-1470/1471) B nckyccree
BeHeuun He TONBbKO Kak OCHOBOMOOXHMKa PaHHero
Bo3poxzaeHus, HO 1 ero posb B Pa3BUTUW UAEW «Be-
HeumaHckoro Muda» («mito di Venezia» — yactb
LeneHanpaBaeHHON naeonoruy BeHeumaHckom pec-
ny6AnKK Kak ropoaa-rocyapcrBa C yHMKaAbHOW
CUCTEMOW NpaB/ieHNs1 U COOTBETCTBYHOLLEN MPO-
naraHgoun, cGopmMyIMpPOBaHHON B XPOHUKAX U
XBasebHbIX peyax naTpuLmes 1 rymMaHucTos). B
YaCTHOCTW, UCKYCCTBO bennvHn nonoxmno Havano
MOHYMEHTaIbHOW NCTOPUYECKON XIMBOMUCH (istoria),
BOMJIOLLEHHOM ero CbIHOBbAMM U MNOCAeA0BaTENAMY
B WX TPUyMPanbHbIX HappaTuBax (trionfi).

BrnnoTtb fo cepeanHbl XX ctonetna Hacnegue
flkono bennvHu octaBanoch B TEHW APKUX NpescTa-
BUTE/IEN BEHELMaHCKOW LLKOJIbI XXMBOMMUCK, MO3TOMY
eLLé He 40CTaTOYHO M3yyeHo 1 TpebyeT rnybokoro
OCMbIC/IEHUSA, eLLE MEHbLUE OHO OCBELLLEHO C TOUKM
3peHus npobaembl «Muda».

B 3TOM cBA3W NpeanaraeTcs nccnesoBaTtb 3Ha-
MeHUTble pUCyHKU bennnHun n3 Mapuxckoro u bpu-
TaHCKoro anbbomoB (anbbombl xpaHaTca B JlyBpe u
bputaHckom My3ee), TeMaTnkKa KOTOPbIX CBA3aHa C
pa3BuTUEM naen «Muda». NMpesiMeTom ncciegoBaHUs
BbIGpaHbl FOPOACKME BUAbI, MPEACTaBASIOLLME COXK-
Hble MO CBOEW CTPYKTYpPe apXUTEKTYPHblE KOMMO-
3ULMUN Ha BMBNEeNCKO-eBaHreNbCKNe CHOXKETHI.

OcHOBHas uenb AaHHOM PaboTbl — NOKa3aTb,
KakK OTKPbITUE HOBbIX XyA0>XKECTBEHHbIX CPeACTB
anoxor Bo3poxaeHus BUAOU3IMEHMAO CNOCO6
BM3ya/NbHOW Npe3eHTauun JaHHOTO CHOXXETHOro
MaTtepuana. B nccnegoBaHum nHTepecyrowmx Hac
06pa3yoB mcnonb3yetcs metos GopManbHO-CTU-
JINCTNYECKOTO 1 MKOHOorpadmnyeckoro aHanumaa.

®dyHAaMeHTOM A1S MHTepnpeTauum cay>xaT Mu-
donorembl pecnybnnku, cbopmyanpoBaHHble B
TPpyZAax naTpuumeB U ryMaHUCTOB, @ TakXe COOT-
BETCTBYHOLLMIA NCTOPUYECKNI MaTepuas, OCBELLEH-
HbIN nccnesoBaTeNAMU-BEHELMEBEAAMM.

YKkpennss KOPHU BEeHeLMaHCKOW caMobbITHOCTH
(venezianita), Ha s3bIke MOHOXPOMHOW rpaduku ben-
JIMHW CO34aéT CBEXYIO NaNUTPY NAeann3vpoBaHHbIX
BEHeLMaHCKX MOTUBOB U LIEIOCTHbIX 06pa3oB BeHe-
LK. V1 B 3TOM CMbIC/Ie paccMaTpmuBaemMble PUCYHKN
He N1LLEeHbl YCTOMYMBOM Nyabcauunm «Muda», B Ha-
rnsaaHon GopmMe TPaHCAMPYHOLLEro LLeHHOCTU U ro-
CyAapcTBeHHble ambuLmm CepeHnccrmbl.

Knroyessie cnosa: BospoxaeHne/PeHeccaHc,
Manauyo Joxen, anbbom/doanaHT, pucyHoK/wTy-
ava; Mudonorema, istoria (McTopuyeckune LUKAbI),
trionfi (Top>xecTBeHHbIe TPUyMbbI).

Mpexae Yem Mbl KOCHEMCS HENMOCPEACTBEHHO
ourypbl fikono bennvHu, a 3aTem ero pucyHKoB, Co-
Jep>Kalmx BMU3yanbHOE TOPXKeCTBO «Muba», cnegyeT
onpezenvTb, YTO NOApa3yMeBaroT nccaegoBaTenm
noZ camuMm NnoHATUEM «Muda BeHeLmm».

«KynbT oBessHHOro Mmndom rocygapcrea cran
COCTaBHOW, U MPUTOM 3HAYUTENbHOW YacTbo
ueneHanpaBiAeHHOW MOAUTUKKU BeHeumaHckomn
pecnybankn yxe B 14-15 BB.» [8, C. 173], cobu-
patenbHbli 06pa3 BeHeuunn B camonpoBo3rnia-
WwéHHoN CeeTneliweit Pecnybanke Kak naeanbHbIl
NOAUTUNYECKMI CyOBEKT B MLLE MPaBALLMX NaTPULNEB
W CTan TeM, YTo Mbl HasbiBaeM «Mud BeHeuun» (il
mito di Venezia) [15]. Eciv cnoBapHoe onpeseneHue
camoro «muda» — BbllyMKa, NoNynpasaa, TO B AaH-
HOM C/lyyae Mbl UMeeM Aeno ¢ MUPOM, KOTOPOMY
6bIIO CY>KAEHO CTaTb CYTbHO FOCYAAPCTBEHHOTO YC-
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TPOWCTBA, YacTbto naeonormm obuiectea. M ecan,
C OAHOWM CTOPOHbI, MOXHO COracUTbCs C TEM, UTO
«Mud o BeHeuunmn — npeactaBaset cobon cnias 13
buvkumm 1 nonynpasabl...» [14, C. 2], Bbi3biBatOLLUNA
B cpefe nccnesoBaTenei-CKenTMKoB NOHATHYHO
KPUTKKY, TO, C APYrOi CTOPOHBI, MU He3ycnoBHO
nMeeT noj cobol UCTOPUYECKYHD OCHOBY, HO
cKopee oTpaXkatoLLyto MOANTUYECKUA GEeHOMEH
BeHeuwmaHckon pecnybankn B 3aBeOMO Uaeanu-
3MpoBaHHOM BapuaHTe. VI obbacHAeTca 31O TeMm,
UTO BHYTPEHHSAA NoAnTMKa BeHeunn c eé nckato-
YUTENbHOWM KOHCTPYKLIMEN rocyjapCTBEHHOIO NpaB-
NleHns efiBa N He NpeTeHAOBaNa Ha POJib IMAaBHOTO
MMMyabCa K CO34aHMI0 MUda.

Pa3BuTnE COOTBETCTBYHOLLEN FOCYAAPCTBEHHOM
NAEONOTNN, «BbliNNaBMBLUEN» €€ rnaBHble MUO-
JloremMbl, HaLWJ/IO OTPaXkeHne B NaTpuLMaHCKUX U
ryMaHUCTUYECKMX XBaNebHbIX pedax v XpOHMKax
Jlaypo KeupuHu, Mapko AHToHMO Cabennuko, bep-
Hapgo [>xyctnHuanm, MapuHo CaHyao, Macnapo
KoHTapuHu, ®paHuecko CaHcoBMHO. Ha ocHoBaHMM
NX TPyZ0B CHPOPMYANPYEM HEKOTOPbIE N3 OCHOBHbIX
TE3MCOB «BeHelMaHCcKoro Mnda»: BeHeuuns — 31o
BOMJIoLLeHNe cBo60oAbl. BeHeumaHckas pecnybavka
npeactaBaset cobor yHNKaANbHY MOJUTNYECKYHO
cuctemy. CepeHunccuma (Serenissima) — onaoT Mu-
ponobus, MyapocTu U CnpaBeAIMBOCTM, @ HO-
ounnTeT — camas eé J0oCToMHas YacTb. BeHeuwusn
— MeCTO CBATOCTW, eANHCTBEHHbIN (singolare) B
CBOEM poJe ropoj, BO3HMKLUNI MO BOJle BOXbel
1 NpeTeHAYOLWMI TO Ha POab HOBOTO Vepycannma,
TO HOBOTO PuMma.

«ObpalleHne K NCTOPUN OblNO BaXKHOW, HO
JINLLb OJHOM N3 COCTaBHbIX YacTeN Les o CUCTEMBI
HacaXaeHns «BeHeLMaHCkoro Mnda», kotopas
BKJIFOUasa CPeACTBa UCKYCCTBa, TeaTpanmsauuto ca-
MOW MOJINMTUYECKOM XMN3HW, YCTPOMNCTBO MbILLUHbIX
npa3AHecTB, BOBJEKaBLUMX BCHO MacCy HaceneHus
ropoga, n MHoroe gpyroe» [1, C. 123].

WNTak, uTobbl pacnpocTpaHaTb «Mud» o cebe B
nckyccree, BeHeumun 15-ro Beka TpeboBasnca HO-
BbIV Xy OXECTBEHHbIN OPUEHTUP: pacLUMpPeEHME N30-
6pasnTeNnbHbIX rpaHnL, B MOApaXkaHUN MpUpoAe,
MHaa TemMaTuyeckas 3a0CTPEHHOCTb, HY>Ha Obisia
ncrtopunyeckas uam cobbiTuMHas AOCTOBEPHOCTb.
Tonbko Ha s3blke PeHeccaHca Npy MOMOLLM HOBbIX
WANFO3NOHUCTCKUX MPUHLMMOB BO3MOXHO ObI10
BblPa3nTb MHOFOCJOMHOE «MoCaaHne» byayuinm
MOKOJNIEHWUSIM, HE TOBOPS Y>XXe O COBPEMEHHMKAX.
Mpw 3TOM TpeboBancs mactep, KOTOPbIA CMENO IKC-
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nepuMeHTUpYys, coyeTan H6bl TOHKOE YyTbE 1 BOJIO
TBOPL,A, OTpaxkatoLLime 1 BOOBpaxeHNe XyA0XKHMKa,
N NYHOE BUAEHUE, TO €CTb UCKJIHOUYUTENbHO
«BHYTpPeHHe Heobxoanmbin» [2, C. 65] 3ambicen,
COEAMHEHHDbIN C AyXOM CBOEro BPEMEHW, a TakxKe
nzeanamu CBOen cTpaHbl. [lepBbIM BEHeLMaHCKNM
MactepomMm PaHHero Bo3poxxaeHus, oTBevarowmm
3TMM BbICOKUM KpUTEPUSAM, cTan fAkono bennnHm
(ok. 1400-1470/1471). CbirpaB 3Ha4MTebHYIO POb
B Ja/ibHeNLleM pacLBeTe BeHeLaHCKon n3obpa-
3UTE/IbHON LUKOJIbI M B MPU3HAHWUM €€ NYULLNX Npes-
ctaButenen, bennnHun He 6e3 ocHoBaHWA Ha30BYT
«HOBbIM ®uanem» [8, C. 45].

[o Akono benanHu B nckyccree BeHeunn npe-
06131 CUMBOIMYECKMI TUM MbILAEHWS, KOTOPO-
My ObIIO CBOMCTBEHHO COBMELLATH TPAAULNOHHYH
nKoHorpaduto ¢ NOANTUYECKMMU CUMBOJIAMMN
pecnybauvkn. Ha pybexe 14-15-ro BekoB fOMU-
HMpoOBasa MHTepHauMOHanbHas rotnka. OgHako,
BOGpaB uepTbl HOBOrO CTWJIS, BEHELMAHCKas LKoAa
CO CBOWCTBEHHbIM eli KOHCepBaTU3MOM OCTaBafachb
BEpPHa BU3AHTUNCKOMY KaHOHY 1 CaMOBbITHOW MecT-
HOW Ky/bType.

DTO XOPOLUO AeMOHCTPUPYeT dppecka nagyaHCKo-
ro mactepa 'BapumeHTo «Pai» (1365 r.), BbINoNHEHHas
um ans Manauyyo Joxel no 3akasy pecnybauku, a
TakXXe gepeBsAHHble NaHenn (MHTapcumn) Akobenno
Jenb ®bope «HOcTnums ¢ apxaHrenom Muxamnom u
FaBpuunnom» (1421 r.), HanncaHHble aAns Magistrato
del Proprio B Manauuo Joxel. Tak, Hanpumep, Ha
dbpecke [BapneHTO n3obpaxeHbl psgammu CBATbie U
AHrenbl. CornacHo cneunduike roTn4eckon KapTuHbl,
Nno LEeHTPY, HO ropaszo Bbille JUHUN FTOPU30OHTa,
cocpesoToYeHa KOMMO3MLMOHHAA AOMUHaHTa — CLie-
Ha KopoHoBaHua [esbl Mapun ceiHOM Vncycom.
BeHeuus npuHana [esy Maputo B kKayectse 0CO-
60 nokpoBuTENbHULLI. I HebecHas rapMoHus, «ua-
pALLas» Ha MOBEPXHOCTU GPeCKn, ecTb anato3ns Ha
rapMoHuto rpasa boxkbero, Ha UTO yKa3bIBatOT U
My3MLMpPYHOLLME aHrebl BO BTOPOM pAaay (CHWU3Yy
dpecku). Takum obpasom, B CO3HaHUU Ntoaen naes
rapMoHUK HebecHOro LlapcTBa pacnpocTpaHaiach Ha
rpaj 3eMHOW, TeM CaMbIM BM3YyanbHO GUKCMPYA OAWH
13 BaXKHENLINX naeanos pecnybankm, — rapMoHumIo
N COrnacoBaHHOCTb BHYTpU HobuauTeTa... [15, P.
307-308].

Ha cmeHy 3TOMy MCKyCCTBY MPUXOANT UCKYCCTBO
fl. bennnHu. OpHako goaroe BpeMs Akono 6bin
N3BeCTeH B OCHOBHOM Kak otel, [>keHTune m
O>xxoBaHHn bennmnn. [11, C. 23]. Nepenom BO
B3rna4e Ha nctopmyeckoe mecto Akono bennnHum

B 1306pasnTenbHOM mckyccTBe BeHeLmmn nporsoLwén
b Ha pybexke 50-60-x rr. XX ctonetus [5, C. 2-3].
MocpencTBOM M3yyeHMa OKpyXKatoLwero Mmupa Be-
HeLMaHCKUA MacTep NPesnpUHAA CMeNyHo NomnbITKY
B NPOCTPaHCTBEHHOW (peHeccaHcHo) dopmMe «OoT-
KpbITb MUpa ¥ YenoBeka». V1 B 3ToM cMbicie Akono
— HOoBaTop, TPaHCOOPMUPYHOLWMIA TPAANLMOHHOE
npeacTaBieHne O BO3MOXHOCTAX M306pa3nTeNbHOro
MCKyCCTBa Ha Tepputopun BeHeuun. OBnaseBas TOH-
KOCTAMW JINHENHOW NepCcrneKkTUBbI, OCKOHaNbHO UC-
cnepys pasHoobpasHble 06bEKTbl OKPY>KatoLero
MMNPa, OH CTPEMUTCA OTPA3UTb LLEeJIOCTHYHO KapTUHY
Mupa. Tak, Hanpumep, ero pesurMo3Hble KOMMo3u-
LN CTaHOBATCA NOAAMHHOW UCTOPUEN, pa3MeLLLEH-
HOW B FOPOACKOW Cpese, ABHO HaBessHHOW obpazamu
BeHeuwnn. K Tomy Xe, NposiBAss nHTEpeC K caMol
pa3Hon HaType, beannHu, no cytu, paspabartbiBaeTt
camMocCTosTe/IbHble XaHpbl, Npegnaras byaywmnm no-
KONEHWAM BeHeLMaHCKMX MacTepoB boraTbiin Te-
MaTUYeCKUn «penepTyap».

Takum o6pa3oM, HoBast XyAOXECTBEHHas NeKcu-
Ka, paspaboTtaHHas bennvHm B ero AByx 3HaMeHUTbIX
anbbomMax pUCYHKOB, XpaHsLLmxca B Jlype (ok. 1430-
1450) n bputaHckom my3ee (ok. 1455-1470) npea-
CcTaBasieT cobou yHMBepCcaibHOE CBUAETENbCTBO
BW3yanbHOro 6biTOBaHusa «Muda BeHeunm»
(Bonpoc aatMpoBOK ABYX anbbomMoOB OCTaéTcs
ANCKyccnoHHbIM.) [5. C. 39-40]. Anbbombl cTanm
HencyeprnaemMmblM UCTOYHUKOM BAOXHOBEHUS He
TONIbKO A/151 XYZAOXHWKOB, HO W AN UccnefoBaTenel
TBOpYecKoro Hacieamna A. beannnun. Nockonbky A0
CUX NMOP NCKYCCTBO AKOMNO OCTaBaaoCh B TEHWN UCTO-
puyeckux trionfi AxxeHtune n xxoBaHHu beannHu,
Buttope Kapnayuuo, oHO He 0 KOHLa n3yyeHo. Tem
He MeHee JBa peakux poanaHTa ¢ JOCKOHaNbHO
pa3paboTaHHbIMW MOTVBaMM Y PEHECCAHCHbLIMU 130-
BpeTeHMAMMN, BKAOYAOLWNMWN aBTOPCKUIA MeToa,
NpeacTaBAftoT CO6OM KAKOY K HOBOMY XXMBOMUCHOMY
MOBECTBOBAHMIO, @ 3HAUUT, K MPUHLMMNANBHO MHOMY
YPOBHHIO XYA0XXEeCTBEHHOW AOCTOBEPHOCTM.

PucyHkn bennvHu 3acny>kmBatoT 0co60ro BHU-
MaHUs eLé 1 C TOUKM 3peHUs MHTepeca XyAOXKHMKa
K M3MEeHeHWto nkoHorpadum (MHBEpCUK), a Takxe
noncka UM HOBOW CBETCKO-MOBECTBOBATE/IbHOW
TPaKTOBKW TPAANLMOHHBIX PENUTMO3HbIX CHOXKETOB.
Tak, E.B. fiineHko, ykasbiBas Ha CaMOCTOATE/bHbIN
XapakTtep rpabunyeckmx KoMno3numnim beannuu, 3a-
OCTpsieT BHMMaHMe Ha caeaytolemM KOMMNo3num-
OHHOM pelleHnmn: «nokasy bmnbnencknux nam
€BaHrebCkmx cOBbITUA B HUX OTBOAMUTCA efBa Nu
He BTOpOCTerNeHHOe MeCTO B CpaBHeHMM ¢ n3obpa-

>KeHMeM NMPOCTPaHCTBEHHOTO OKpYy>XeHuns, obpa-
30BaHHOIO apXUTEKTYPHbBIMW COOPYXXEHUAMU UK
nensaxkHbIMWU NaHopamMaMu, Ha GpoHe KOTOpPbIX
burypHble rpynnbl MOPOW KaXyTcs MOUCTUHE He-
3HaunTenbHbiMu» [7, C. 23]. B cBOtO O4epespb, 3Ta
OTMeYeHHas 0COBEHHOCTb PUCYHKOB bennnHu mnc-
KAtOYasa BO3MOXHOCTb BOCMPOU3BEEHNSA NO-
JAOOHbIX KOMMO3ULMIA B anTapHOM XMBOMWUCK, ANs
KOTOPOW «HOBATOPCKME peLleHns TpagnLMOHHON
TemMaTuku» egBa v HblIn 4ONYCTUMbI. 3HaYWT, rNaB-
HbIM /18 XyJ0XKHMKa B MpoLiecce BOMIOLLEHWS CMe-
JibIX 3aMbIC/NIOB BbICTYMana NOUCK MMEHHO HOBbIX
NPWUHLMNOB KOMMO3ULUK, NCCAeA0BaHNE TMHENHOW
nepcneKTMBbI, HalynbiBaHWE UHANBUAYANbHOW
MaHepbl. 3TO 1 OTPa3nNOCb B OAHOM W3 FNaBHbIX
6eNNMHNEBCKMX MOTUBOB, KOVMM BbICTyMNana B ero
anbbomax cama BeHeuwnsa n eé MHOroankmnin obpas.
B 3TOM cMbicie OCTUXEHWS BennnHu B HarnagHom
penpe3eHTaL My 3TOro obpasa 1 COOTBETCTBYHOLLEN
ropogy ambaemaTvike 6bian KpariHe BaXKHbl U BOC-
TpeboBaHbl ANS AasbHENLLEro NPOABUXKEHNS U YK-
penaeHnsa Mudosorem pecnybanku.

CTOUT OTMETUTb, UTO BAN3KYHO TOUKY 3peHUs,
yKa3blBatOLLYH Ha OTHIOAb He YTUAUTAPHbIA — He
3aKa3HOW, a TBOPYECKUI MOTUB, MOBYXKAArOLL M
XyBOXHWKa pucoBaTb Ans cebs (fatti per se), pas-
AensoT n apyrue uccnegosatenn: b. lerenxapt n A.
WmuntT, M.®. BpayH, M. Xamdbpwu, M. Petancbeprep,
N.A. CmunpHOBa n agpyrue.

OgHaKo cyLlecTByeT 1 Apyroe MHEHWE B OTHO-
WweHnn LenecoobpasHocTn anbbomoB beannHu.
OHO CBOAWUT WX Ha3HaueHWe K KaTeropuu pac-
NMPOCTPaHEHHBIX B Ty MOPY «KHUF 06pasLLIOB», Mpes-
CTaBASOLLMX CBOEro poja yyebHble nocobus ans
HauMHatowwmx Mactepos. Tak, KonnH Siicnep go-
nyckan «4acTU4YHOEe» NCMOob30BaHNE PUCYHKOB B
KayecTBe NOAroTOBMTE/bHbIX 3CKM30B K ByAyLLUM
>KMBOMWUCHBIM HappaTMBaM ero npeemMHuKoB [12,
C. 87].

CornacHo npobsiemaTvke CTaTby, B HalleM KC-
cnejoBaTenbCkOM GOKyCe B MepBYO ovepesb OKa-
3a11Cb PUCYHKN FOPOACKMX BUAOB, CO3JaBLUNE B
JanbHeNweM yH1BepCabHbIV «Kapkac» ANs naHe-
rmpuyeckom xmsonucu BeHeunn. IMeHHO 3aech
Xy[BOXHMK pa3pabaTbiBaeT HOBYHO KOMMO3ULVIOHHYHO
CTPYKTYpy.

Ho npexze 4eM Mbl paccMOTPUM bennnHueBckue
BeAyTbl, 06paTUM BHVMMaHWeE Ha ANCTbI C OTAENbHbIMU
MOTMBaMUN FOPOACKON Cpefbl, TECHO CBA3aHHbLIMU
C HUMU. 3aecb bennnHn paspabaTbiBaeT MOTUB
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«BeHeumaHckoro» 6ankoHa, ¢oHTaHa, Kynenwu,
roTM4yeckoro ABopua, yKpallarouwen ABOPUK
CKy/IbNTYpPbl, YaCcoBHW, dacasa LepKkBK, apkagbl v
T.4. K 3TON cepumn pucyHKOB, NpeacTaBasoLLmX OT-
AeNbHble apXUTEKTYPHbIE MOTMBbI, MOXHO OTHECTU
cnegyrowume: Jlysp, fol. 50 verso; (BputaHckuii My3ew,
fol. 12 verso; B.M. fol. 66v.; b.M. fol. 93; .M. fol.
68v.; b.M. fol. 70v.; B.M. fol. 69v.; .M. fol. 72v.;
Nyep, fol. 75v.. OHM HanoMuHatoT LeHTp BeHeumn
M B OCHOBHOM BbIMNOJIHEHbI B CBOBOAHOW MaHepe,
AN5 KOTOPOU XapakTepHa He3aBepLEHHOCTb Hab-
pocka: pa3paboTka M301MPOBaHHOrO MOTUBA, He-
paBHOMepHas NPOpPMCOBKa OOBEKTOB, COXPaHeHMe
BCMOMOraTe/IbHbIX MONEPEUHbIX TNHWUIA YAaNAoLLen-
CA NepCrneKTVBbI, MOPON HEBPEXHOCTb LUTPUXOBKM U
Jaxe, KaK B C/lyyae C «BeHeLMaHCKUM JepeBAHHbIM
6ankoHom» (Jlysp, fol. 50 verso), pucoBaHme noBepx
Apyroro nepeB&pHyTOro n3obpaxeHus, eiBa Ha-
MEYEHHOro NN HaMepPeHHO He3aBepLLUEHHOTO.

K oCHOBHOW cepun ropoacKkmnx nemsaxkein Mox-
HO OTHECTW NINCTbI, BOOpaBLUME B CBOKO CTPYKTYpPY
6nbnencKko-eBaHreNbCkne CHOXKeTbl U NpeacTaB-
NAroLWMe CNOXHBINA TN MHOTOPUIYPHOM KOMMO-
31LMK B apXUTEKTYPHOM MpocTpaHcTBe. B cBA3n
C TEMOW Hallero ncciefoBaHMA MMEHHO 3Ta ce-
pus pUCyHKOB — Hambosee nokaszatenbHa. Mbl
PaccMOTPUM HECKOIbKO 06pa3LoB 3aKOHUYEHHOM
rpadvkum MNapwuxckoro anbboma: «buyesaHue Xpuc-
ma», «[up Wpoda u ycekHoseHue 201086l MloaHHa
Kpecmumensa», «<bnazoseuwjeHue». 310 eLlé He «Be-
HeLMaHCKMIN HappaTuB», HO fIBHaA MoOAroToBka
K Hemy. (PaccmaTpuBaeMble 34eCb PUCYHKN CTa-
HYT MKOHOrpadpnyeckum 1 KOMMO3ULNOHHbBIM 06-
pa3uynkoM aAns ByAyLnNX XXUBOMUCHBIX UCTOPUIA
nocnegosatenen Akono.)

Tak, B pucyHke «buueaHue Xpucta» (Jlysp, fol.
29) pencTBre pa3BopaunBaEeTCa B MPOCTPaAHCTBE
ropoga, HanoMmnHaroLleM camoe cepaue BeHeumn
(puc. 1). Oba anbboma xpaHAT B cebe cpasy no He-
CKOJIbKO PUCYHKOB K TeMe buueBaHus, NOpown C Ha-
6pocKkaMu OTAENbHbIX CLLEH K OCHOBHOMY PUCYHKY,
BbICTPOEHHbIX MHOTAA KPYMHbLIM MAaHOM GPOHTaNbHO
WAV yAANEHHO C pa3Hbix pakypcoB. «OTKpbITas J10-
KNS B NPaBOM HUXKHEWN YacTu 34aHWUs, ero CTeHbl
C 3aMbIC/1I0BaTbIMK HaKOHaMK BbI3bIBAOT B MaMATU
Manauuo doxew» [6, C. 32]. BeHeunaHckmm dacasam
Tak>Ke CBOMCTBEHHbI POCAUCU U penbedbl. B saHHOM
C/lyyae roTMYeckmin OpHameHT 1 Kaaccuyeckme pe-
Nbedbl MHKPYCTUPOBAAN 34aHMeE CLLeHaMU U3 XXU3-
HU lepakna (Mnn, BO3MOXHO, CamMCOHa), a Takxe
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burypamu B HaTypanbHYy0 BENUYMHY OBHaXXEHHOW
SKEHLMHbI M aTNeTa, NPOTArMBatOLLLErO BOTVMBHbIN Aap
[9, C. 340]. OaHako, no MHeHuto T. HMKoAca, UMEHHO
Knaccmuyeckast obHaXx€HHas HaTypa yKa3bliBaeT Ha
NPUHaANEXHOCTb K JPEBHEPUMCKOM NOCTPOIIKE.
Wtak, nepeg Hamu asopel, [NoHTua MNMunata B Nepy-
canume, rae npouncxoamno buyesanue [4, C. 32]. Ho,
MOCKOAbKY A5t BeHeLmn 66110 BaxkKHO 3a HEMMEHWEM
COHCTBEHHOrO MMMEPCKOro MPOLUIOrO B UCKYCCTBE
OTpakaTb CBOKO CBAA3b C «BEYHbIMU rOPOAaMM», TO B
JaHHOM cnydae BeHeuus, 6narocnoseHHas Ffocnogom
Borom, oToxaecTBasnachk XyA0XHUKOM ¢ pagom
HebecHbiM — Viepycannmom.

CozpaBas nogobHble KOMNO3NLWK, bennnHm
BNMCbIBaN 6UBNENCKNX repoeB B COBPEMEHHbIN ro-
poACKON nanawadT, HanoMuHaroLWmIA BeHewuto. Tak,
crnpaBa MOXHO paccMoTpeTb durypy MoHTus Munara,
BOCCe/atoLLero Ha nocTaMeHTe HanoZobuve TpoHa, B
HuLWe rayxon apku. OH He CMOTPUT B CTOPOHY XpUcTa,
04YeBUAHO, BHMMaHUA [unata ya0CcTonaca KT0-T0 13
MHOTOUMCNEHHBIX CBUAETENEN cLeHbl. CobpaBLumnecs
MOCMOTPETb Ha Ka3Hb MY>UMHbI 1N XXEHLLWHbI, BOUHbI
1 3HaTHblE rOpOXKaHe, XPUCTUaHe 1 MycybMaHe (cyas
Mo OZEsIHWSAM U FONIOBHBLIM Y6Opam) — NpeaACTaBasAN
YyTb /I He Becb cpe3 obuiecTta. [MogobHO TOMY,
Kak néctpas nybaunka, BKIOYatoLWwas TOProBLEeB v
AVMNIOMATOB Pa3NMYHOrO BEPOUCNOBEAAH WS, 3a-
NOJIHANA YAMLbI U NJoWaAn peanbHOW BeHennmn
BO BpeMs rocyapcTBeHHbIX TOpxKecTB. K cxoxemy
N306paxeHnto KOHPECCMOHANbHOTO pa3Hoobpasus
npuberaeT B fanbHenwem 1 Kapnayyo B kKapTuHe
«McueneHne 6ecHoBatoro y mocta Prnanbto»
(1505/10) n3 ymkna «Yyaeca NictmHHoro Kpecrta»,
HanuncaHHou ana Ckyonbl an CaH-[>xoBaHHU (1 B
JAHHOM ClyYae BHUMaHWE K AeTasbHOMY OTPaXKEHMIO
BELLECTBEHHOW cpesbl 6bl10 06YCNIOBAEHO ELLE U TeM,
yTO Cpeamn npuxoxaH caMmon Ckyonbl HbIAN «NOCAbI
1 MHOTME N3BECTHbIE IMYHOCTH, Kak MHOCTPaHHbIE,
TakK N MecTHble») [8, P. 63].

Tak>Ke CTOUT OTMETUTb, UTO B Nepegaue ray-
6VHbI MPOCTPaHCTBa, KOTOPOE ABHO AOMUHUPYET
Hag ¢urypamu ntogen, Akono ncnonbsyer Gpao-
PEHTUNCKYHO CUCTEMY MOMEePEUHbIX TUHUIA. JTroam
Ha puUcyHKe n3obpaxkeHbl B COOTBETCTBUMU C CO-
KpallatoLencs B nepcrnekTnBe CETKON HameueH-
HbIX INHWI. Bce apXxmUTekTypHble 3N1EeMEHThI B
JeKkope 34aHnA TakXKe y4yacTBYHOT B CO3JaHUU
«MPOCTPAHCTBEHHOrO Kopuaopa». Ho, HacTosLwmm
XYZAOXECTBEHHbIM OTKPbITUEM camoro beannHu cra-
HOBMWTCA CMeLLEHHas BAEBO TOUKa CX0Aa, KoTopas
CNY>XKMUT OTBAEKAOLWMM NPUEMOM, CKPbIBAKOLWMM OT

B3r/154@ 3pUTENS TNaBHOE COBbITUE KapTUHbI — CLIEHY
«BuyeBaHus». U B otanume ot AnbbepTy, yumBLIero
n306paxkaTb rMaBHYH CLIEHY HEMOCPEACTBEHHO Ha
nepesHeMm niaHe, «AKoMno B CBOMX PUCYHKax HEOA-
HOKPATHO BO3BpaLLancsa K COKPbITUIO CloXeTa B
JOTOLLHO MNPOPUCOBAHHOM OKpYy>KatoLen cpese»
[6, C. 32].

K aHanormyHomy npuémy Kkomnosmymm Akono
npuberaet B pucyHke «[unp Vipoga 1 ycekHoBeHWe
ronoBbl VloaHHa Kpectutens» (Jlysp, fol. 17) (puc. 2).
MNepea Hamu Tak>ke LLeHTp Hekoro ropoga. U ¢ nep-
BOro B3raf4a, HECMOTPA Ha MHOXECTBO Kaaccu-
YeCKMX 31eMEeHTOB Jekopa (a3blvyeckmne cTatyw,
KYMUAOHbI, KOJOHHbI C Kanutenaamu), oueBnaHa
napannenb C xapaktepHoun ana BeHeuun apxu-
TEKTYypOW: 6anKoHbl U NOAXKUU, KOHTPHOPCHI,
N3bICKAHHO MX NOAAEepP>KNBatoLme, cTpenbyaTble
npoémbl OKOH [lBopua, HanoMuHarowme dacaz
Manauuo [doxen. lopoackoe NpPOCTPaAHCTBO NO-
NpexXHeMy JOMUHMPYET Haj durypamm atogen v
KMBOTHbIX. KOMMo3numa BHOBb obpeTaeT vepThbl
peanbHON BeHeLMaHCKON cpeabl. XyLOXHUK
34ech Kak ByATO NpuMepsieT Ha cebsa posb rnaBe-
HOroO apxuTekTopa yHWKasbHOro naHgwadTa, Bnuv-
TaBwero B cebs, kak ckasan 6bl [xxoH PeckuH,
— ayx lFotnkun n ayx PeHeccaHca. OH ncnonbsyet
BCE TOT Xe «OTB/eKatoWmnii» NpuémM: yxoasLas B
nepcnekTMBy apkaga (cnesa), 1eCTHMLA, BedyLuas
BO ABopeL, (cnpaBa), Be/IMYeCTBEHHbIN GOHTaH (B
LeHTpe naowaan). Takum ob6pasom, 3putenst CI0OBHO
3aTArMBaET B CaMyHO ryLLy FOPOACKOW XXU3HU U Bbl-
TOBbIX CLieH. Purypkmn ntosen 1 pazHoobpasHbIX Xu-
BOTHbIX pa3bpocaHbl MO NEPUMETPY rOPOACKOM
NAoLWaAW: BCAZHUK Ha KOHe, pebE&HOK C 06e3bAHKON,
nowaab, Nbrowas Bogy y GoHTaHa, 3K30TUYeckmne
3BepV M NTULbI... Ha peanrnosHbix KapTuHax co
CTPaCTAMMU, NPOUCXOAALLNMN BYyKBaNbHO Ha rna-
3ax Yy BCeX, XM3Hb M306paxkeHa 06bIAEHHON U He-
NPUHYXAEHHOW. Tak, No 3aZyMaHHOW XyL0XHWNKOM
cueHorpaduu, He cpasy obpalliaeT Ha cebst BHUMaHWe
CLieHa Ka3Hu: obe3rnaBneHHbln MloanH Kpectutens,
nanay, youparoLLnin CBOM MeU B HOXHbI, XXEHLLNHA,
nayLas no NecTHuLEe BO ABOpeL, U HecyLlas Ha bato-
[le ronoBy KasHéHHoro. [lo onpeaenéHHOro MoMeHTa
OCTaeTca «3a Kajpom» cueHa camoro nupa Vpogaa
— B IoAXuMu cnpaBsa. B ouepesHol pa3 cMeLLEHHOW
BJIEBO TOUKOW cxofa bennnHu-crapwnin mackupyet
rNIaBHYHO CLieHy ctoxeTa. Bcreacteme yero pucyHok
npuobpeTaeT NOBECTBOBATE/bHbIV XapaKTep, YTo
npeanosaaraeT pa3BopayunBatoLLyOCH MOCTENEHHO

NCTopuo (HappaTuBe), NPaBANBOCTb KOTOPOWN ANs
3puTens BO MHOTOM — pe3y/ibTaT CIOXKHOTO 3aMbICAa.

CTOounT TakXe OTMETUTb, YUTO «<MHOTOPUTIYPHOCTBHO»
CLEH 1 NMOYTUN CaKpasbHbIM NHTEPECOM K BbITOBbIM
NoApPOBHOCTAM PUCYHKN BennnHmn HanomuHaroT
HUAEPNaHACKYH LKOAY XXMBOMUCK (XOTA KOMMO-
3MLMOHHaA CTpykTypa bennnHn otanvaercs ot
HUAEpAaHALEB HAAMYMEM TaKOro BaXXHOro n3obpa-
3UTeNIbHOrO MOTMBA, KaK «aHTUKM3UPYHOLLUIA ap-
XUTEKTYPHbIN Kapkac») [3, C. 40]. ChepgoBatenbHO,
He TONbKO 3HaMeHUTble GNOPEHTUNLLBI, HO U HU-
JAepnaHAcKMe MacTepa OKasblBaau 3aMeTHOe BAUAHME
Ha BEHELMaHCKYH LKoY W pa3BuTue PeHeccaHca B
BeHeLumu. YunTtbiBas MHTEHCUBHbIE TOProBble CBA3N
Mexay cTpaHamu, K. dicnep BblABUraeT rmnotesy
O BO3MOXHOM BU3UTe AHa BaH dika B BeHeuunto
B 1426 rogy [12, P. 31]. K TOMy >e ero kapTuHbI C
N306paXkeHNeM >XaHPOBbIX CHOXKETOB HAaXOAUANCh
B BEHELMaHCKMX U NajyaHCKUX KONNeKUMAX KBa-
TpoueHTo. Tak uto bennnHu BNoaHe Mor BUAETb
npownsseaeHns BaH 3lika 1 Apyrux HUAEepAaHACKMX
XYZAOXHWKOB. Bonpoc B3avMOCBA3UN BEHELMAaHCKOro
Bo3poxxaeHus 1 HUAepNaHACKOro UCKYCCTBa, KO-
TOPOro Mbl 34eChb e/Ba KacaeMcs, NpesCcTaBaAAeT UH-
Tepec 4nA OTAENbHOIO UCCNef0BaHMA.

EWé oAnH ApKINA 3aMbICeN, 3aKIHOUYEHHbBIR TakXKe
B LIeNYHO CEPUIO PUCYHKOB, — 3TO «biaroselleHmne».
(BputaHckuii my3en, fols. 12v., 13, 76; /lysp, fols.
30v., 31.) Fpaduuecknin naHermnpuk NnofAo06HOMY ap-
XUTEKTYPHOMY YOpaHCTBY Tak>Ke BO3BENNYMBAA CaMy
BeHeLmto, Kak NCKNHOUNTENbHBIV FOPOZ-TOCYyAapCTBO.
W B TO e BpeMs oToxaecTBasa eé ¢ HebecHbIM
Vepycanmmom, HarnagHo 3akpennssa U3BeCTHble
MUboaoremMbl NPEeMCTBEHHOCTU N BOXECTBEHHOTO
npoBuAeHUs B CyAbbe pecnybankm.

Mepes HaMW OYepesHOM PENUTMO3HBIN CHOXKET,
BMPTYO3HO BMJIETEHHBIW B ropoackyto cpegy. (B co-
&M paHHeM TBOpUecTBe bennnHm yxe obpatyancs K
bnaroselyeHnto ana antaps B bpelue, cuntarowemycs
ero caMblM KOHCepBaTMBHbIM BapuaHTOM.) YTo
KacaeTcAa rpaduyecknx NonbITOK ocMbicaeHnsa bna-
roBeLLeHus, TO 34eCb aBTOPOM TakxKe MOAUYEPKHYT
NPUOPUTET NPOCTPAHCTBA Haj, YeSI0BEKOM, KaK ec-
v 6bl BeCb MUp ewwé paHblle boromaTtepu «bbin
npuraaweéH» ctaTb o4eBnALEM 6aaron Bectn (4To
BMOJIHE KOPPEKTHO C TOYKM 3peHus Teonorum). Ho
BEHeLMaHcKas TpaguLma 4MKTOBaNa XyLOXKHWKY CBOO
WNHTEPMPEeTaLLMIo NCTOPUN «Bnaroi BECTU»: PUCYHKHN
Bennnum otoxzaecTBastoT BeHeLmto ¢ BONAOLWEHNEM
pecnybanku, NpeAnonoXnTesbHO OCHOBAHHOW 25
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mMapTa 421 roga. eno B Tom, uto no Bcen Ntanmm
6blIM pacnpoCTpaHeHbl Tak Ha3blBaeMble MUCTEPUN
(ocobble TeaTpanbHble MOCTaHOBKMN Ha PENIUTUO3HbIE
CHOXETbI), KOTOPble MHCLEHMPOBaNN BeCTb AHrena,
NpuHeCcéHHyto Mapuu, BaxkHY0 BCTpeuy Heba m
3eMK, MONOXKMBLLYIO Havyano LUKAY CraceHus.
TeaTpasbHbI pUTyan Ha CroXeT «bnaroBeLLeHns»,
ncrnosHsaembln B BeHeunn ¢ 1340-x rogos, no Bcemn
BMAMMOCTW, 3aMHTepecoBan 1 BAOXHOBWUA bennnHu.
MepByto NoCTaHOBKY pa3paboTtan BeAyLLMi B TO Bpe-
MA XyLOXHWK BeHeuunn MNaono BeHeymaHo. U yxe
Torfa cakpasbHas CLeHa pa3BopauyvrBaiach B Be-
JINYECTBEHHBbIX AeKopaLmMsax roposa, C ero XuabiMu
NoCTpONKamMu, apoOUYHbIMU OKHaMu, HankoHamu n
NOAXKNAMM, XMBOMUCHBIMW ABOPUKaMMK U njoLa-
asmum [12, P. 293].

WTak, Ha Bcex pucyHkax oboux anbbomos ben-
NVHW cueHa bnaroBelyeHnsa BCTpPOeHa B CIOXKHYHO
APXMTEKTYPHYHIO CTPYKTYPY. Y KaXA0ro pncyHka Ha
JaHHbIN CIOXET — CBOSA CTeMeHb 3aBEPLUEHHOCTU.
BusyanbHas TOYHOCTb yXOASLLEN NepCrneKTUBbI,
(NoauEpPKHYTas NAyWMMK K TOUKe cxofda bankamu
Ha NOTOJIKE MHTepbepa) 0CcobbiM 0bpa3om npo-
ABNIAETCA B CAMOCTOATEIbHOM pUCyHKe Mapmckoro
ansboma (Jlysp, fol. 31) (puc. 3). B gaHHOM cayuae
BAAZEHME XYAOXKHUKOM IMHENHOW NepCcneKkTUBOWn
BHOBb MJIaHOMEPHO pacKpbiBaeT UCTUHY, U3Ha-
YasibHO CKPbITYHO OT ria3. B 3putennckom dokyce
OKa3bIBatOTCA MHOTOYUC/IEHHbIE AeTann, Hanon-
HAOLLME KOMMO3ULUIO XXM3HbKO U CaKpaabHbIM
cMbICnOoM. V1 ecnm Ha BCex pUCYHKax O4MHAKOBO
n306paxKeHo ropoackoe NPOCTPAHCTBO — CUHTE3
MECTHOW roTMKN U GAOopeHTUNCKOro PeHeccaHca,
BCE >Xe HanmoMMHatoLlee B NepBYy0 oyepesdb camy
BeHeuuto, TO seTanu, BbiCTynatowme atpmubytamu
«bnaroBeleHns», 3aMeTHO oTaM4atoTca. Tak, Ha-
npumep, B TOHAOHCKOM BapunaHTe Mapwusa cTouT Ha
KONeHsX, Kak 1 B anTape B bpewwn. Ho B napuxckom
BnaroselweHnn — oHa n3obpaxkeHa B MOJHbLIN
pPOCT C MONIUTBEHHUKOM, CTOSILLEN BNosobopoTa
oT apxaHrena. CTOUT OTMETUTb, UTO Ha BCEX TPEX
pPUCYHKax OTYETANBO M300paxéH nyy Ceatoro Ay-
Xa, naywmi ¢ Hebec. MUHysa Kpyr aHrenoB, CBOUM
60>KeCcTBEHHbIM CBETOM OH «pa3pe3aeT» NpoCTpaH-
CTBO MO AMaroHan, BeayLlen K Xniomy ybpaHcray
aBopua boromatepw, «yka3sbiBas» 3pUTENAM Ha rnaB-
Hoe cobbITe noBecTBOBaHMA. M Ha BCex YeTbIpéx
pUCyHKax (BKAtOYas caMblii pa3MbITbii HabpPOCOK
n3 Mapwuxxckoro anbboma) BblpaxkeHa opuUrn-
Ha/ibHas 3CTeTNKa BEHELMaHCKON apXUTeKTypbl.
«OCHOBHas NpUYMHa 3TOrO XWUJ0ro BeJMKOAEeNus
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3aK/r04yaeTca B TOM, UTO XpUCTOC B 3TOT MOMEHT
obpeTaeT dusmueckoe bbiTe B [ese Mapuu, u, Ta-
KM obpa3om, ocHOBbIBaeTca 3eMHas LlepkoBb, eé
Be/sIMKOJenve oTpaxaet HebecHoe» [12, C. 293].

[pyras >xe npuvunHa 3akato4yaeTcs B TOM, UYTO
flkono, BNnTaB apxmMTeKTypy POAHOrO ropoaa, He
CTPEMUNCH «JOCTOBHO» BOCNPOM3BECTU BeHeuwto.
B ero anbbomax npakTM4eckn He CyLLecTByeT Tou-
HbIX KOMWIN BeHeLnaHCKnxX 3gaHnin. (BepoatHo,
NCKNOYEHMEe COCTaBAET NMLb PAaCCMOTPEHHbIN
Hamu pucyHok «bnaroseleHve». ElWé B Havane
XX ctonetnsa BukTtop lonybes ob6patun BHUMaHne
Ha O4YeBUAHOE CXOACTBO 3/laHWNA Ha 3a4HEeM naaHe
KOMMNo3uLuu ¢ ero npotoTmnom — doHpako - geu -
Typxwu (utan. Fondaco dei Turchi) Ha [paHa-kaHane.)'
Taknm obpa3soM, «Bo3aBuras» daHTasnen TBopLa
CBOU «nAaeanbHbIli ropoa» [10, P. 15], coueTtatowmii
BM3aHTUICKO-POMaHCKME N NO3AHerotTnyeckme
yepTbl, BEHELMAHCKNIA MacTep Bbipaxan npexae
Bcero obpasHoe BuAeHme cBoero naeana. M stot
XapaKTepHbI ANA PUCYHKOB bennnHm HroaHc
KOCBEHHO MOATBepPXAaeT TOUKY 3PEHUSA rpynmbl
nccnesoBaTenen, CUUTaOWMX JaHHble anbboMbl —
«HapWCoBaHHbIMU KapTUHaMmn» («quadros dessigna-
tos» nam «drawn paintigs»), co3gaHHbIMKN Ans cebs
(fatti per se) [9, C. 118].

Ha npumepe faHHbIX PUCYHKOB CTaHOBUTCS
O4YeBUAHbBIM HOBbIN MNOAXOZA B M306pa3nTenbHOM
NCKYCCTBE K PE/IUTMO3HOW TeMaTUKe, NepesaHHoN
B aHTypa>ke 3HaKoMOro ropoga. lopogackas cpega
34eCb CNYXUT yKpalleHNEeM CakpaibHOW CLEHbI U
JNNLWb YCUAMBAET eé 3HaueHue A1 COBPEMEHHMNKOB.
Bnbneinckas cueHa CTaHOBUTCA NPaBANBON B rna-
3ax 3puUTens U NPakTUYeckn BNMCaHHOW B KaHBY
COBCTBEHHOW UCTOPUK, TO €CTb UCTOPUK CaMOM
BeHeuunun. «M3 no3gHecpesHEBEKOBOM 0bpa3HOM
cucTemMbl oH (BennnHu) BCTynaet B MUp rnpenmy-
LLLEeCTBEHHO BM3YyalbHbIN, MbICAALLMIACA KaK UAKO3US
peanbHOCTK, rae cobbITUA U AeNCTBYHOLWNE N1LLa
npeacTatoT Kak Hbl «34eCb 1 ceyac», Hanogobue
NPAMOro oTpaxeHusa NoAJNMHHOIo 3peaunta» [3,
C. 15]. N Hapgo Npu3HaTb, YTO 3Ta KOMbOMHaLMA
NMOBECTBOBATENbHOIO NpuHLUMNa A. bennvHn n Ho.-
wectB PeHeccaHca, B UaCTHOCTUY, IMHENHON MNep-
CMEKTUBbI, MPUBENN K 3aPOXAEHNIO ayTEHTUYHOTO
KOMMO3ULMOHHOIO MeToza.

1. Goloubew V. Les dessins de Jacopo Bellini au Louvre et au
British muséum / Bruxelles G. Van Oest & C-ie — xpaHuTca B
apxuse TMUW nm. MywwiknHa.

B pe3ysnbTate HoBas M306pa3uTenbHas cuctema
BO MHOroM obecneunsa fanbHelllee pa3Butmne
BEHELMaHCKOW XMBOMUCK, @ NapaaiefbHO C 3TUM
pacwmpmnaa BO3MOXHOCTU MO MHTEFPUPOBAHNIO
naeanoB pecnybavkm B e€ UCKYCCTBO. YXe B

NATHaZLATOM CTOJIETUM BEHELIMAHCKMe MacTepa Co3-
JafyT MOHYMEHTa/lbHble UCTOPUYECKME LINKIIbI ANS
OTpaxkeHus vera istoria, NpocaaBaAroLL e FOpPOA-
rocyiapCTBO M UCMOJHAROLLNE POJIb BU3YasIbHbIX
CBUAETENLCTB «MUba».

BUB/INOTPA®INA

1. bparvHa J.M. WTanbaHCKMA rymMaHU3M 3MOXU
BospoxxgeHua. — M.: Hayka, 2004. - C. 173.

2. KaHauHckumi B.B. O gyxoBHOM B UcKyccTBe / nep. C
HeM. E. KosnHon. — M.: MzgaTtenbctBo «ACT», 2018. —
C. 65.-180 c.: ua.

3. Koznosa CW. bennnHun v PaHHee Bo3poxaeHuve B
BeHeuwnn. — benbii ropog, 2018. — C. 40. — 193 c.: ua.

4. Nlerin ®pegepuk. 3onoTon Bek BeHeuwmaHckoMn
Pecnybnukun / nep. ¢ aHra. J1.A. Viropesckoro. — M.,
2017.-C. 121.- 607 c.

5. CmupHoBa W.A. fAkono bennnHu u Havano
Bo3poxaeHuns B BeHeuun / Poccuiickas akagemuns
xypoxects; HAW Teopum n nctopum nsobpasmntenbHbix
nckyccte. — M., 1994. — C. 2-3.

6. Hwukonc Tom. PeHeccaHc B BeHeumun. noxa nepemeH
ot beannnn pgo TuHTOopetTo / nep. ¢ aHra. VA
JluteuHoBou. — M.: CnoBo/Slovo, 2019. — 224 c.: na.

7. fAnnenko E.B. BeHeumaHckas aHTUUHOCTb. — M.: HoBoe
nutepatypHoe 06o3perme, 2010. - 469 c.: un. — (Ouepkm
BU3YyaNbHOCTH).

8. Brown Fortini Patricia. Venetian narrative painting on
the age of Carpaccio. - New Haven and London: Yale
University, 1994. - 310 p.: il.

9. Brown Fortini Patricia. Venice and Antiquity The ve-
netian sense of the past. - New Hawen, London, 1996.
-P.118.-361p.il

10. Canova G.M. Riflessioni su Jacopo Bellini e sul Libro dei
disegni // Arte Veneta. —-1972. — XXVI. - P. 15.

11. Crouzet-Pavan Elizabeth. Venise triomphante Les hori-
zons d’ un mythe. — Albin Michel, 2004. — P. 201-203.
-451 p.

12. Eisler Colin. The genius of Jacopo Bellini— New York:
Harry N. Abrams, 1989. - 560 p.: il.

13. Molmenti Pompeo. Venice: Its individual growth from
the earliest beginnings to the fall of the Republic. - A.C.
McClurg & Co., 1906. - P. 205. - 338 p.: il.

14. Rosand David. Myths of Venice The figuration of a
State. — The University of North Carolina Press Chapel
Hill & London, 2001. - P. 2. - 188 p.: il.

15. Sansovino Francesco. Venetia Citta nobilissima et sin-
golare (1581). — Venetia, 1663. — 962 p.

83



DOI:10.36340/2071-6818-2024-20-2-84-97

Irina A. Fomina

Department of Arts

Lomonosov Moscow State University
e-mail: electrena@gmail.com
Moscow, Russia

ORCID 0009-0009-9229-9006

THE TRADITION OF ANTIQUE COLLECTING AND ITS
ROLE IN THE FORMATION OF THE MYTHOLOGICAL
PAINTING CONCEPT IN VENETIAN ART

Summary: The article focuses on the practice of
antique collecting, which was at the origins of Vene-
tian antiquity and played a significant role in the for-
mation of the mythological theme in the Venetian
art during the Renaissance. The publication provides
a description and brief analysis of Venetian collec-
tions, identifies their typological varieties, explores
various aspects of collecting classical art objects
and the ways of their penetration into the markets
of the Most Serene Republic during the late 14th-
16th centuries. The work identifies the significant
influence of antique collecting on the formation of
the classical past image in the minds of Venetians.
Extensive antique material played the role of an
intermediary in this process. The acquaintance of
Venetian artists with it, as well as their direct par-
ticipation in the antiquarian movement, had a huge
influence on the penetration of mythological image-
ry into the artistic structure of Renaissance works,
gaining wide possibilities for implementation start-
ing from using the original to the free manifesta-
tion of creative imagination.

The relevance of this work lies in the special im-
portance of collecting for the formation of the Vene-
tian art aesthetic program.

The purpose of the work is to show the role of
antique collecting in the formation of a mytholog-
ical theme. The study is based on the method of
formal and style analysis in combination with icono-
graphic and iconological methods of studying works
of art. The novelty of the work lies in the study of
the antique practice influence on the formation of
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mythological imagery and the penetration of myth-
ological subjects into Venetian art.

Keywords: practice of antique collecting, collect-
ing, collections, Venetian art, mythological subjects,
Venice, Stato da Maro, Terra Ferma, locus amoenus.

Mythological painting, such as artworks by out-
standing masters of the local school of painting - Titian,
Tintoretto, Veronese, is one of the most striking phe-
nomena of the fine arts of the Venetian Renaissance.
These works have repeatedly become the subject
of interest of researchers (the Titian: Love, Desire,
Death exhibition, held at the London National Gal-
lery in 2020, is a recent example. It was dedicated
to the famous “poetries” - Titian's paintings of the
1550s - early 1560s on mythological subjects; the
release of a scientific catalogue was timed to co-
incide with the opening of the exhibition). In this
regard, the early stage of development of mytho-
logical themes in Venetian art, which occurred in the
second half of the 15th and the very beginning of
the 16th centuries, was much less fortunate since it
relatively rarely came to the attention of art histo-
rians. Drawings on mythological subjects belong-
ing to Jacopo Bellini, the founder of the Venetian
Renaissance, are an exception. Since almost simul-
taneous appearance of two fundamental publish-
ings of his graphic sheets (1989 and 1990) [11, p.
560], they were subjected to thorough study in sci-
entific publications, which have appeared over the
past 35 years. The ancient sources of a number of
mythological motifs presented by him were estab-

lished; their content was deeply analysed. However,
a number of issues still await research, including the
question of the significance of the Venetian collec-
tions of classical art for the formation of mytholog-
ical imagery in the works of the late Quattrocento
and the beginning of the next century. We will try to
take a closer look at it in order to understand how
the traditions of antique collecting could have in-
fluenced the emergence of the mythological theme
in Venetian art, and what were their points of inter-
section, found in a number of artists’ works, with
the creative activity of these artists. However, first-
ly, we should briefly outline the main stages in the
development of the practice of collecting antiques
in Venice and Padua since they were the main ar-
tistic centres of the region.

The practice of antiquarian collecting developed
throughout the 15th century. Numerous collections
adorning studioli, scrittoii and camerini (rooms where
collections of antiquities were usually presented ap-
pear under such names in the inventories of that
time) represented a kind of “historiography in visual
form”, made from fragments of a bygone civiliza-
tion. Interest in ancient finds, unexpectedly brought
back to life through the efforts of traders and col-
lectors, was primarily due to the desire to recreate
the past not only from ancient texts but also from
visual evidence in the form of ancient coins, en-
graved stones, tombstones and sculptures. In this
regard, we have to dwell in more detail on the items
of ancient collections, which, in our opinion, played
a significant role in the establishment of mytholog-
ical themes on Venetian soil.

The first mention of the practice of antique col-
lecting in Venice dates back to the beginning of the
14th century. At the end of the Middle Ages, a large
amount of ancient material of the most varied na-
ture and purpose began to arrive in the Veneto re-
gion. Ancient marble arrived in large quantities to
the Most Serene Republic from Rhodes, Chios, Cy-
prus and Crete, from the shores of the Pelopon-
nese, Attica and Asia Minor. In those days, even the
Venetian magistrate equipped expeditions and con-
ducted research on its territories, the Stato da Mar,
which was under its control, primarily in Crete, in
order to discover ancient objects, especially sculp-
tures, which were later sent "home” [12, pp. 46-53].

Since the beginning of the 15th century, the Se-
renissima antique collection has also been replen-
ished with finds from Terra Ferma, the mainland
territories it annexed. Various antiquities, includ-

ing epigraphic materials in ancient Greek and Latin,
sculpture, funerary reliefs, Greek and Roman vases,
small plastic and various bronze items, were brought
to Venice from the patriarchal residence in Aquileia,
the regions of Altino and Torcello, the land holdings
of Andria, the lower reaches of the Po River, from
the Abano region, as well as Ravenna, which became
subordinate to Venice in 1441 [12, pp. 46-53]. Thus,
the practice of antique collecting had grown into a
stable tradition by the beginning of the Renaissance.

Unfortunately, only fragmentary information
about early Venetian collections has survived. One
of the collections belonged to the notary and busi-
nessman from Treviso, Oliviero Forzetta (c. 1300-
1373). His antiquarian interests were quite extensive,
as evidenced by the entries preserved in his house
register. According to one of them, made by the
notary in 1335, he intended to purchase a number
of items for his collection on the Venetian market.
This list included manuscripts with texts by the clas-
sics and church fathers, ancient coins and medals,
as well as objects of ancient art, statues and reliefs,
among which “four marble boys from Ravenna, tak-
en from the Basilica of San Vitale” were highlighted
[4, pp. 25-29] (1st century BC, Archaeological Mu-
seum, Venice) [12, pp. 11-12].

However, Forzetta's interest in ancient objects of
art hardly had anything in common with the tradi-
tions of humanism. It can be considered with more
certainty as a commercial enterprise associated with
the development of a new market, which is con-
firmed by the nature of the entries in the house
book, made with accounting pedantry. A change
in the approach to collecting occurred only in the
next century due to the spread and strengthening
of humanism ideas in Venice, uniting commercial
and scientific interests around the phenomenon of
antique collecting, which received its second life
at that time.

The activity of one of the most energetic repre-
sentatives of the early Renaissance, merchant and
famous traveller Ciriaco di Filippo de'Pizzicolli (c.
1391-1457), better known as Ciriaco of Ancona, of-
ten called the "father of antiquaries” [9, p. 69], is a
striking example of a new perception of antiquity.
His activity is now quite well known owing to his
biography and a number of recent studies. Unfor-
tunately, the traveller's original notes and sketch-
es, later included in the six-volume collection of
the vast Commentaria, were lost in the 1514 fire of
the library in Pesaro. Only individual fragments of
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Ciriaco's texts have survived. They include images
of twelve monuments of ancient Greek culture, in-
cluding several images of the exterior and interior
of Hagia Sophia in Constantinople, a sculpture of
Bacchus, mistaken by Ciriaco for an elderly farm-
er in ancient attire, a broken sculpture of a sleep-
ing nymph, the image of which will long be used
in Venetian painting; stonework of the city walls
of Peloponnesian Nafplio; funerary reliefs from the
destroyed sanctuary of Hera of Argos and Myce-
nae, created by Polykleitos in the Mycenaean Ar-
gian Plain. In addition, the comments contain Greek
inscriptions and epigrams, partially translated into
Latin, descriptions and sketches of monuments, in-
cluding the Parthenon, in which the architectural
structure is not only devoid of Christian attributes
but is also supplemented by an imaginary histor-
ical reconstruction [9, p. 83]. Some of the travel-
ler's letters with descriptions of his finds have also
been preserved. Thus, in one of them from 1445, it
is reported about an amazingly beautiful intaglio
made of rock crystal with the image of Pallas Athe-
na (kept in the State Museum of Berlin, department
of Prussian cultural heritage, collection of antiqui-
ties), which was mistakenly taken by the research-
er for a portrait of Alexander the Great [9, p. 83].

At the same time, the scientist’s interests were
not limited to curiosity, a thirst for wandering and
new discoveries. Ciriaco established himself not only
as a tireless traveller and devoted researcher of an-
tiquity; like many of his contemporaries, he was fond
of collecting. In his private collection, one of the
items was a statue of Bacchus, purchased in Rho-
des in 1425 [5, p. 254]; it might have become the
prototype of Bellini's Bacchus. We are talking about
two drawings, The Triumph of Bacchus, from Bell-
ini's famous albums. The earlier one was included
in the Paris collection (fol. 36), and its later version,
supplemented by a number of characters and genre
intonations, is kept in the album of the British Mu-
seum (fols. 93 verso - 94). The similarity between
the god of wine depicted in the albums and the
ancient statue is clearly evident in the proportion-
ality and lightness of proportions, giving his silhou-
ette the beauty and harmony of ancient sculptures.
This impression is enhanced by the finest light and
shadow modelling, which creates the visual effect
of sculpted forms, the contrapposto body balance,
strong spatial angle and the figure turn into depth,
making the image so voluminous that it becomes
like a round sculpture.
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Ciriaco was not the only traveller-collector due
to whose efforts works of ancient art appeared in
antique markets of Venice and replenished Vene-
tians’ home collections. His notes also mention oth-
er travellers with whom his fate was one way or
another connected. Among them is a collector of
ancient coins and stones, Captain Giovanni Dolfin,
whose collection the Anconian viewed with interest
on one of the galleys off the coast of Cyprus [16,
p. 186]. Or it is his predecessor, Florentine priest
Cristoforo Buondelmonti, who described the Cre-
tan estate, furnished in the manner of all’antica [9,
pp. 25-29] and which belonged to the collector of
antique vases, Venetian noble Nicolo Corner, in De-
scriptio Insule Crete (1417). However, compared to
them, Ciriaco's activities went beyond the scope
of antiquaries. He was not limited to just studying
and collecting antiques but sought to captivate his
contemporaries with this activity, acting as a born
proselytist, whose efforts contributed to the pene-
tration of classical antiquity into Venetian culture.

Special conditions of collecting determined the
nature and material of Venetian collections, which
were formed on the basis of the owners’ personal
preferences and tastes. The abundance of archaeo-
logical material in them, which came to the antique
markets of the Most Serene Republic from the East-
ern Mediterranean region, the Aegean and lonian
islands, was an important feature of the Venetian
collections. Due to its belonging to Greco-Hellen-
istic (and not Roman) art, it had a special aesthet-
ic perfection and sophistication, as well as specific
themes associated with plots of classical mytholo-
gy. Its collisions were reflected in a number of ar-
tefacts kept in collections which were housed in
home museums of wealthy Venetians already in the
16th century [7, p. 8]. The most complete informa-
tion about them is contained in the work Notizia
d'Opere di Disegno [13] (Notes on Works of Art),
compiled by Marcantonio Michiel, a Venetian no-
bleman, art connoisseur and collector. The materi-
als collected in the Notes include lists of artworks
from the collections of Northern Italy, which the
author was able to get acquainted with in the peri-
od from 1521-1543. The main focus of this work is
on the collections of Padua and Venice. These col-
lections were not only described and systematised
by the author but their composition was also ana-
lysed and the order of ancient artefact placement
in the space of a residential building was scrupu-
lously recorded. This information is important for

studying the practice of antique collecting, allow-
ing not only to reconstruct the parts of individual
collections but sometimes even to trace the fur-
ther fate of their exhibits. According to the Notes,
the majority of the collections consisted of paint-
ings which served as decoration for the premis-
es; sculpture, which was allocated special halls and
courtyards, was no less in demand. Moreover, in his
work, Marcantonio mentions numismatic collections,
ancient coins and medals, precious stones, came-
os and gems, which were also popular among col-
lectors of that time [17, pp. 51-54]. However, the
greatest interest for the author of the Notes was in
the collections of ancient marble, which he himself
was involved in collecting. And although his collec-
tion was not as extensive as the collections he de-
scribed, it was particularly exquisite and remained
untouched until the 18th century. According to the
surviving notarial documents and inventories, among
the marble and bronze figurines of pagan deities
present, there were not many opere antiche (ancient
works) [12, pp. 72-73], as he himself called the orig-
inals: “marble Diana, Apollo, Mercury and Cleopatra,
valued at ten ducats each, and other small objects
(marble and vases)” [12, p. 471].

In the second third of the 15th - early 16th cen-
turies, collections of ancient marble multiplied in the
Most Serene Republic. In addition to Marcantonio
Mickiel's Notizia d'Opere di Disegno [13], their de-
scription and lists of owners were included in the
work of Francesco Sansovino, Venetia, Citta Nobi-
lissima, et Singolare [14], as well as in a later trea-
tise by Venetian scientist and architect Vincenzo
Scamozzi, L'ldea dell'Architettura Universal [15, pp.
305-306], published in 1615.

In this regard, Oliviero Forzetta, already famil-
iar to us, should be mentioned as one of the first;
among his acquisitions, there were “four marble
boys from Ravenna, taken from the Basilica of San
Vitale” (1st century BC, Archaeological Museum, Ven-
ice) [12, pp. 11-12].

In Scamozzi's treatise, the famous collection of
the Grimani Palace, "dell'illustrissima Casa Grimana”
[12, p. 305], is especially highlighted “...for the mul-
titude and diversity, as well as the exclusivity and
rarity of the collected items..."” [12, p. 305]. A mar-
ble bust of Vitellius and Roman copies are the best
among its exhibits [17, pp. 24-40].

Moreover, Scamozzi and Sansovino’s works men-
tion the collection of the patriarch of Aquelea Gio-
vanni Grimani, Domenico Grimani’'s nephew, who

united the family collections, “increasing them with
intelligence and splendour” [17, p. 30]. He unerring-
ly selected the best Greek examples of the classical
period for his collection, filling atrium and halls of
the palace with “whole or broken figures, torsos and
heads” in abundance [17, p. 30]. Some of them were
donated to Serenissima in 1586-1587 to create the
Statuario Pubblico, a public museum. Among them
is the famous sculpture Leda and the Swan (a Ro-
man copy of the end of the Hadrian era, an origi-
nal of the Attic school of the mid-1st century BC,
inv. No. 30, National Archaeological Museum, Ven-
ice), the sensual and erotic image of which was re-
produced many times in paintings by artists of the
16th century. The Venetian engraving The Triumph
of Leda, made using woodcut technique as an illus-
tration for the essay "Poliphili Hypnerotomachia, ubi
humana omnia non nisi somnium esse docet, atque
obiter plurima scitu sane quam digna commemo-
rate” (1499, Venice), was the earliest among them
[10]. The engraving depicts the triumphal proces-
sion of Leda and the swan on an elephant-drawn
chariot, surrounded by musicians and a crowd of
onlookers. Of the later graphic works, Giovanni Bat-
tista Palumba's prints Leda and the Swan (1510, Na-
tional Gallery of Art, Washington) and an engraving
attributed to Giulio Campagnola (1500-1511, Met-
ropolitan Museum of Art, New York) have survived
[18]. There is a known series of preparatory draw-
ings for the supposedly lost work of Leonardo da
Vinci, which were made by him at the beginning of
the 16th century; they are currently kept in Europe-
an museums and private collections [footnote I]. In
addition, there are several paintings made based on
these drawings by the master’s followers [footnote
[]. The mythological plot of Leda and the swan was
also addressed by Michelangelo and Giulio Roma-
no, whose works are considered lost; the plot did
not pass by Raphael’s attention, whose drawing is
kept in the British royal collection. However, a special
place among these works is occupied by the works
of Venetian masters: Jacopo Tintoretto’s Leda and
the Swan (1550-1555, Uffizi Gallery, Florence), Paolo
Veronese's Leda and the Swan (1580, Fesch Muse-
um, Ajaccio, Corsica) and Palma the Younger's Leda
and the Swan (1590, Museum of King Jan Ill's Palace,
Wilanow, Warsaw). What distinguishes them from
the artistic style of Central Italian masters is not only
their iconography, which goes back to the image of
Sleeping Venus [footnote Ill] by Giorgione (1508-
1510, Old Masters Picture Gallery, Dresden) but also
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a compositional solution that changes the classical
plot into the format of a genre scene. At the same
time, the figure of la donna nuda, highlighted by a
falling stream of light, in the company of a swan,
depicted in these works in the twilight of an alcove
isolated with a red velvet curtain, gives the scene a
love-erotic character. At the same time, Tintoretto
invites the viewer not only to erotic contemplation
but also to intellectual one, filling his work with a
series of allegorical motifs (two cages for birds and
various animals in the picture), providing topics for
philosophical conversations so popular among er-
udite people of that time. In his work, for the first
time since the time of Lucian, an ironic note appears
in the interpretation of the mythological plot. Using
small secondary details and episodes in the plot, the
artist changes the usual plot of the classical myth,
lowering the degree of its sublimely romantic per-
ception. Thus, the focus of attention shifts from di-
vine love to banal betrayal. And although the nude
figure of Leda here is still identified with an idealised
image of female beauty, the artist’s style is very dif-
ferent from the noble and sublime approach to an-
cient mythology adopted in Venetian art. The swan,
Jupiter, equated by Tintoretto with other creatures
of the created world, not only loses its usual divine
status but also appears in the comical image of an
unlucky lover. An even greater irony to this scene is
given by the figure of a maid, with a polite gesture
pointing to the slightly open door of the birdcage
as if inviting the swan to take its rightful place, and,
at the same time, morally instructing "... to subor-
dinate desires to the mind [...], and not to bring...
confusion into the souls..." [6].

In Francesco Sansovino's descriptions, attention is
paid to the extensive collection of antiquities of the
procurator of San Marco, Giacomo Foscarini, as well
as the collection of antique statues of the Loredan
family, the collection of merchant-collector Andrea
Odoni and the home museums of the most influ-
ential Venetian families, Gritti and Mocenigo. Of all
the collectors, he distinguished the extensive collec-
tion of diplomat and prosecutor Federico Contarini
(1538-1613), called “the antiquarian”. Special atten-
tion should be paid to his collection of ancient mar-
ble, which included Greek sculpture from the late
5th to early 4th centuries BC and fragments of the
most valuable marble varieties, brought not only
from Athens and Constantinople but from almost
all the islands of the archipelago [17, pp. 19-21].
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Among the Serenissima collections, the collec-
tion of antiquities, anticaglie stupende, of Venetian
nobleman Gabriele Vendramin, exhibited in the Stu-
dio d'Anticaglie in the Palazzo Santa Fosca in 1530,
was of well-deserved fame. It was distinguished by
a rare abundance and variety of artefacts, includ-
ing ancient marble: numerous statues, busts, torsos
and reliefs. One of the amazing creations of clas-
sical plastic art, mentioned in Mickiel's Notes, the
sleeping nymph (“nymfa vestita che dorme distesa”)
[8, pp. 300-319], was of particular interest. Perhaps
it was this sculpture that became the prototype of
Giorgione's Sleeping Venenra. Its iconography goes
back to ancient depictions of the story of Lotis and
Priapus. Descriptions and sketches of one of these
artefacts in the form of a dilapidated statue can be
found in Ciriaco of Ancona’s Commentaria (1447-
1448, Trotti Codex, Ambrosiana Library, Milan) [9, pp.
86-87]. The image of a “beautiful sleeping nymph
stretched out on a bedspread” [10, p. 71] is found in
Ovid's poems The Fasti [2, p. 429] and Metamorpho-
ses [3, p. 341], as well as in the work Poliphili Hyp-
nerotomachia, ubi humana omnia non nisi somnium
esse docet, atque obiter plurima scitu sane quam
digna commemorate, published by Aldo Manutius
in Venice in 1499. The text of the novel from the
late 15th century was accompanied by numerous
woodcut engravings. One of them, with the inscrip-
tion “giving birth to everything” in ancient Greek,
illustrates the description of an ancient relief en-
countered by Poliphilus during his wanderings. The
engraving depicts a satyr lifting the curtain of an al-
cove next to a nymph sleeping under a fruit-bearing
tree and two small fauns with intertwined snakes
and a jug in their hands [10, p. 71], the symbolism
of which is quite clear in this context.

The iconography of the Sleeping Nymph or Spring
Nymph is often discerned in the reliefs of small
sculptures, intaglios and cameos in the collections of
European museums and the State Hermitage Muse-
um in St. Petersburg. The Hermitage collection con-
tains intaglios mirroring the image of the goddess
from the engraving Giving Birth to Everything. One
of them depicts the scene Sleeping Maenad, Satyr
and Cupid (1st century, three-layer sardonyx, 2.2
x 3.1. Inv. No. X.314); the other two are engraved
with the scene Sleeping Hermaphrodite and Cu-
pids (1st century, sardonyx, 2.1 x 2.6, Inventory No.
K.10 and 1st century, sardonyx, 1.2 x 1.8, Invento-
ry No. XK. 12) [1, pp. 86-87]. Similar reliefs decorate
a marble vase from the Torlonia Museum in Rome

[1, p. 86] and the Portland vase in the "a la cameo”
technique from the collection of the British Muse-
um [19]. In addition, the Vatican Museum houses
the sculpture Sleeping Ariadne from the collection
of Pontiff Julius Il (Roman copy of the statue of the
2nd century BC, the Pio Clementino Museum, Vat-
ican) [20]; its pose is identical to the images of the
sleeping nymph on cameos in the Hermitage and
carvings on Roman and London vases.

During the Renaissance, the motif of a reclining
nude female figure returned to art and became ex-
tremely popular among Venetian artists of the 16th
century [footnote 1V]. Giorgione was one of the first
to address this subject in his work Sleeping Venus
(1508-1510, Old Masters Picture Gallery, Dresden).
The erotic and sensual beauty of the naked female
body is the main theme of the artwork. The figure
of the goddess of love, depicted in a pastoral set-
ting, in the absence of a narrative beginning, is per-
ceived solely as an object of admiration. Nudity in
Giorgione's work is conveyed with such tactility and
vital warmth that, in the absence of the usual em-
blems and attributes, Venus loses her mythologi-
cal imagery and appears in the guise of an earthly
woman. At the same time, the ancient plot does
not lose the sublimely clear structure of the clas-
sical canon; on the contrary, it opens up from an
unexpected angle, gaining new possibilities in the
interpretation of familiar material.

Further creative development of the ancient her-
itage revived interest in pastoral themes, forming
in Venetian art a lyrical image of sweet Arcadia, so
consonant with the descriptions of the blooming
paradise gardens of the ecumene from the trav-
el accounts of Ciriaco of Ancona and Cristoforo
Buondelmonti. The imagination of ordinary peo-
ple was led to nostalgic reflections on the charming
corner of locus amoenus, where beautiful nymphs
live in the shade of green groves and near natu-
ral springs, herds of goats and sheep graze among
the destroyed, silent remains of classical antiquity,
and man exists in absolute harmony with nature,

by scenes of shepherd life, mythological feasts and
love stories depicted on objects of classical art, as
well as fabled legends and plots of ancient poetry
from the pages of ancient manuscripts and codes
from the home libraries of antiquarians. The Vene-
tians identified this idealised sensory-visible world,
associated with the idea of a garden, with Domi-
nio Venetia, which mainland lands, turned into a
“blooming garden” [7, p. 84], became a favourite
place for contemplative leisure of Venetian socie-
ty at the turn of the 16th century. Its iconography
and imagery, developed in secular painting, often
constituted an illustrative parallel to the bucolic lit-
erature abundantly presented in the Most Serene
Republic during this period. Bucolic works of ancient
authors were among the first to be published: The
Bucolics by Virgil (1470) and The Idylls by Theocri-
tus (1495) as well as the previously mentioned nov-
el The Dream of Poliphilus by Francesco Colonna
(1499), in which idyllic descriptions of ancient mon-
uments and their ruins are included. In 1505, Jacopo
Sannazaro’s novel Arcadia was published; its sto-
ry takes place against the backdrop of descriptions
of shepherd's life. Two tondos by Cima Da Coneg-
liano, Endymion Sleeping and Judgment of Midas
(c. 1505-1510, Parma, National Gallery), which laid
the foundation for a genre variety of paintings on
mythological themes with landscape backgrounds
in Venetian art, are approximately from the same
period. This theme was further developed in the
works “... starting with Giorgione, including Cari-
ani, Titian, the Bassano family, Fetti, up to Piazzetta,
Armignoni and Guardi, [owing to whom] Venetian
painting turned into a huge bucolic poem..." [7, p.
211]. By the end of the 16th century, the mytho-
logical imagery and subjects of Hellenic art monu-
ments, still inspiring Venetian masters, had ceased
to serve as a source of formal borrowing since the
Renaissance had already accumulated sufficient ex-
perience in the creative understanding of ancient
culture by this time.
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TPAOAVUNA AHTUKBAPHOIO COBUPATEJIbCTBA
N EE POJIb B C/TOXEHNW KOHLEMLW
MNDONOTMYECKOWN KAPTUHbLI B BEHELLMUAHCKOM
NCKYCCTBE

AHHomayus: CTaTba NOCBALLEHa NPaKTUKe aH-
TUKBapPHOro cobnpaTenbCcTBa, HaXoAMBLIEroca y Uc-
TOKOB BEHELMaHCKOW aHTUUYHOCTW W CbirpaBLUero
3aMeTHYH0 poJib B GOPMUPOBaHUN MUDONOTNYECKOIA
TeMbl B MCKycCTBe BeHeunun anoxun BospoxaeHus.
B ny6avkauun faétca onvcaHve v KpaTknin aHanms
BEHELMaHCKNX KONNEKLNIA, BbIABAAOTCA UX TUMOO-
rmyeckme pasHOBUAHOCTY, UCCEAYHOTCA Pa3/iyHble
acnekTbl KONNEKLNOHUPOBAHUA KAacCUUeckmnx
npesMeTOB MCKYCCTBA M MYTU UX MPOHUKHOBEHMA
Ha pblHkK CBeTnelLwen pecnybamkm koHua XIV-
XVI BekoB. B pe3ynbTaTte npogenaHHon paboTbl
BbISIB/IEHO 3HaUYMTebHOE BANAHME aHTUKBAPHOIO
cobupartenbcTBa Ha popmMUpOBaHME B CO3HAHUN
BeHeLMaHueB obpasa K1acCMUYecKoro npoLuLaoro.
Ponb nocpegHuka B 3TOM npouecce cbirpan ob-
WMPHBIMA aHTUKBapPHbIA MaTepuan. 3HaKOMCTBO C
HUM BEHEeLMaHCKNX XYL0XKHMKOB, a TakxXe UX He-
nocpeACTBEHHOE yyacThe B aHTUKBAPHOM JBUXKEHUN
0OKa3aslo OrpOMHOE BAVAHWE HA NPOHWKHOBEHWE
MUbONOrnyeckon o6pasHoOCTM B XyAOXKECTBEHHbIN
CTPOW peHeccaHCHbIX MPON3BEeAEHWI, MONYYMB
npv 3TOM LUMPOKMNE BO3MOXHOCTU NPETBOPEHMA
OT UUTUPOBaHMA OpuUrMHana fo cBoboAHOro npo-
ABNEHNS TBOPYECKOM daHTa3unu.

AKTyanbHOCTb JaHHOW paboTbl cBA3aHa C 0CO-
6bIM 3HaYeHNEM KONNEKLMOHUPOBAHUSA A1 GOpMM-
POBaHWA 3CTETUYECKON NPOrpamMMbl BEHELIMAHCKOTO
NCKyCCTBa.

Llenb paboTbl: NokasaTb poOJib aHTUKBAPHOTO CO-
6upatenbcTBa B GOPMUPOBAHUN MUPONOTNUECKON

Tembl. B OCHOBY f@aHHOro nccnefoBaHMsa NOAOXKEH
MeToz GOopManbHO-CTUNEBOrO aHaiM3a B CoOenHe-
HUW C NKOHOTpadnyeckuM N MKOHONOrMYeckumM mMe-
TOZaMU N3yYeHUs MPOm3BeAEHNI NCKYyCCTBa. HOBU3Ha
paboTbl B M3yYeHUW BAVSHUS aHTUKBAPHOW NPaKTUKK
Ha caoXeHne Mndoaornyeckon obpasHoCTM 1 Npo-
HWKHOBEHNE MNDONOTMYECKNX CHOXXETOB B BEHe-
LiMaHCKoe NCKYCCTBO.

Knrouesole cnoga: npakTuka aHTMKBapHOTo cobum-
paTenbCTBa, KONNEKLMOHMPOBaHWE, KOANeKL MW, Be-
HeLMaHCKoe NCKYCCTBO, MUbOoNormyeckme CroXxeTs,
BeHeuws, Stato da Maro, Terra Ferma, locus amoenus.

OpHuM 13 Hanbonee ApKUx ABAEHUA n3obpa-
3UTENIbHOTO NCKYCCTBa BeHeLMaHCKoro PeHeccaHca
ABAseTCH MUbONOrMUecKas XXMBOMUCh, 0bpasumKamm
KOTOPOW CTann KapTWHbI BbIAAOLMXCA MacTePOB
MECTHOW LUKOJIbI XXMBOMMUCK — TuMaHa, TMHTOPETTO,
BepoHese. OHM MHOroOKpaTHO CTaHOBUANCHL NpPes-
METOM MHTepeca YUYE€HbIX (HegaBHUI NpumMep — yc-
TpoeHHas B JIOHAOHCKOW HaunoHanbHON ranepee
B 2020 roay BbicTaBKa, 03arsiaByieHHas «J/1ro6oBb,
XenaHve n cmepTb». OHa 6bla NocBALLeHa 3Ha-
MEHUTBIM «MO33NAM», KapTuHaM TuumaHa 1550-
X — Hauvana 1560-x rogoB Ha mudonormyeckme
CHOXETbI, MPUYEM K OTKPBITUIO 3KCMO3NLUN Bbln
NMPUypPOYEH BbIMyCK Hay4yHOro Kartasaora). [opa3go
MeHblle MOBe3/10 B 3TOM OTHOLUEHUWN pPaHHEWN
CcTagmn pa3BuTna MMGONOrMYeckom TeMaTukmn B
BEHeLMaHCKOM UCKYCCTBe, NpULIeALLencs Ha BTO-
pyto nonosuHy XV n camoe Havano XVI Beka, no-
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CKOJIbKY OHa CpaBHWUTENbHO peaKOo nonajana B
noJsie 3peHns UCTOPUKOB NCKYCCTBA. VickatoueHune
COCTaB/IAOT PUCYHKN Ha MUbOAOTMYECKME CrOXKe-
Tbl, IpUHagnexawme Akono bennnHu, ocHoBoMNo-
NOXHUKY BeHeLmaHcKkoro BospoxaeHus. B HayuHbIx
ny6anKaumsx, NOSBMBLLMXCS 3a NOCNeAHNe TPUALLATb
NATb JIET, C TEX NMOpP KakK NPaKTUYeCck OL4HOBPEMEHHO
NosBUANCH ABa GyHAAMEHTaNbHbIX U3AaHWS ero rpa-
dunueckmnx nnctos (1989 n 1990 roabr) [11, c.560],
OHW ObIIN NOABEPrHYTbI OCHOBATEbHOMY U3yye-
HUWIO. BblAN yCTaHOBAEHbl @aHTUYHbIE UCTOYHUKN
psfa NpeAcTaBAeHHbIX Y HEro MUGONOrMYecKmnx
MOTWBOB, INMyOOKO NpoaHaan3npPOoOBaHO MX COAep-
aHune. OgHako pag npobaeM A0 CUX MOP OXMAALOT
CBOEro MCCNeL0BaHMs, B TOM YMCie — BOMPOC O 3Ha-
YEHNN BEHELMaHCKNX KOANEKLNI KNacCUUeckoro
NCKyCCTBa AN opMmMpoBaHMa MUPOIOrMUYECKON
06pasHOCTN B NPOU3BEAEHMNAX MNO3L4HErO KBATPO-
YEHTO W Hayana cnegyrowero ctonetms. Mbl noc-
Tapaemcs BHUMaTe/lbHee pacCMOTPETb €ro, UTobbl
MOHATb, KaKUM 0OpPa3oM TpaAULIMN aHTUKBAPHOTO
cobupaTenbCTBa MOTAN MOBANATL Ha 3apOXKAEHME
MUGONOrMYECcKOl TeMbl B BEHELIMAaHCKOM MCKYCCTBE,
1 KaKMMU BbIIN MX TOUKUN NepeceyeHns C TBOPYECKOM
LEeATeNIbHOCTbIO pPsZa XYAOXKHNKOB, 06HaPY>KMBLUNCH
B BbIMOJIHEHHbIX UMW NMpomn3BeseHusx. Ho cHayana
HaMm cnenyeT B KpaTkon GopMe HaMeTUTb OCHOBHbIE
3Tanbl Pa3BUTUSA NPaKTUKM KONNEKLNOHUPOBAHNS
aHTUKoB B BeHeuwnn u Magye Kak OCHOBHbIX Xy/J0-
>KECTBEHHbIX LLleHTpax JaHHOro pervoHa.

MpakTuka aHTUKBapHOro cobupaTtenbcTBa pas-
BMBaNacb Ha npotaxeHun scero XV cronetmsa. MHo-
rouynciaeHHble cobpaHus, ykpawasiuune studioli,
scrittoii u camerini (NoA TaKUMU HAUMEHOBAHUAMMN
bUrypupytotT B MHBEHTapHbIX ONUCAX TOW NOpPbI
AOMallHWe KabunHeTbl, rae obblYHO pa3meLLanmch
cobpaHma aHTMKOB), NpeACcTaBAsAAN cObON cBOe-
0bpazHyto «mcTtoprorpaduto B BU3yanbHON hopme»,
COBPaHHYIO 13 OCKOJKOB YLIeALEN LIMBUAN3ALLUN.
VHTepec K ApeBHUM HaxoAKaM, HEOXNAAHHO BO3-
BPALLEHHBIM K XWU3HWU YCUANAMU TOProBLEB U
cobupateneir, 661 0ByCcNOBAEH MpeXae BCEro
CTPEMJEHNEM K BOCCO34aHMIO MPOLUIOTO He TOJb-
KO Mo mMaTepuanam CTapUHHbIX TEKCTOB, HO U MO
HarnsAHbIM CBUAETENbCTBAM B GOPME aHTUUHbIX
MOHET, rpaBUPOBaHHbIX KaMHeN, HaArPOOHbIX CTeN U
CKynbMTYp. B 370N CBA3M Ham NpeacTOUT NoApobHee
OCTaHOBUTbLCS Ha NpeAMeTax aHTUYHbIX KONEeKLUN,
KOTOpbIe, Ha Hall B3rAs4, Cbirpanan, 3Ha4YMMYH POJb
B YTBEPXAEHNN MUPONOTNUYECKON TeMaATMKM Ha Be-
HeLMaHCKOWN rnouse.
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MepBble ynoMWHaHWA O NPaKTUKe aHTUKBAPHOTO
cobupaTtenbcTBa B BeHeunn npuxoaatca Ha Hayano
XIV Beka. B koHuUe CpegHeBeKkoBbs B pernoH Be-
HeTO HauMHaeT NocTynaTb 60/bLLIOe KOMNYECTBO
aHTUYHOro MaTepuana caMoro pas3HoobpasHoro
Xapaktepa v HasHaveHud. JpeBHMe Mpamopsbl B
60nbLIOM KomyecTBe npubbiBatoT B CBETNENLLYIO
pecnybauky c Pogoca, Xnoca, Knunpa n Kputa, ¢
6eperoB MNenonoHHeca, ATtnkn n Manoii Azmn. B
Te BpeMeHa Jaxke BEHeLMaHCKMUI Marncrpar cHa-
pA>Xan 3KCneaAnunmn 1 NPOBOAUA NCCNeA0BaHNA
Ha TeppuTOpUsX, NOABAACTHbIX eMy Stato da Mar,
npexge Bcero Ha Kpute, ¢ Lienbto obHapy>eHua
APEBHUX MaTepuanos, 0COBEHHO CKyNbNTYpbl, KOTO-
pble No3AHee OTNPaBAAANCL «4OMOM» [12, c. 46-53].

C Hauana XV Beka aHTMKBapHasa konnekuma Se-
renissima Tak>xe NMomnoJIHANACb HaxoAKaMu, MPOuc-
XOAVBLUMMW C NMPUCOEANHEHHBIX €10 MaTEePUKOBbIX
Tepputopuii Terra Ferma. PasznnuHble npeameTsl
CTapVHBbI, Cpesmn KOTOPbIX Oblav anurpaduveckne ma-
Tepuasbl Ha APEeBHErpPeYeckoM N NaTUHCKOM fA3blKax,
cKynbnTypa, norpebanbHble penbedbl, rpeyeckme
N PUMCKMeE Ba3bl, Me/IKaa naacTuka u pasanyHble
OpOH30Bble N3aenns 3aBO3UANChL B BeHeuunto 13
natpuapLien pesngeHunn B AKBuUIeN, PerMoHoB
AnbTUHO 1 Topyenno, 3eMenbHbIX BAageHnA AHApUN,
Hu30BUIM pekn Mo, n3 pervoHa AbaHo, a Takxe
PaBeHHbI, OKa3aBllenca B nogunHeHnn BeHeuun B
1441 roay [12, c. 46-53]. Taknm obpa3om, kK Hauany
PeHeccaHca npakTrka aHTUKBapHOro cobupaTtesibcTaa
nepepocna B yCTONUUBYIO TPAANLMIO.

K coxxaneHuto, CoOxpaHUANCh AnLb OBPbIBOYHbIE
CBEAEHMA O PaHHWX BEHeLUMaHCKnX koanekumax. Og-
Ha M3 HUX MPUHajaeXxana HoTapuycy 1 ea0BOMYy
yenoBeky n3 Tpemso Onamebepo PopuetTa (OK.
1300-1373). Ero aHTMKBapHble MHTepechl Hbln JOC-
TaTOYHO OBLUMPHbI, O YEM MO3BOAAIOT CYAUTb 3anmcy,
COXpaHMBLUMECS B ero 4OMOBOM kHure. CornacHo
OZHOW U3 HUWX, CAeNnaHHo HoTapuycoMm B 1335 roay,
OH HamepeBaca NPUOBpPEeCTN B CBOK KONNEKLIMIO
pA4 NpeAMeTOB Ha BEHELMAaHCKOM pbiHKe. B aToT
CMMCOK BXOAWIN MaHYCKPUMTbI C TEKCTaMUN KNacCUKOB
N OTLOB LEpKBW, APEBHME MOHETbLI U Meaanun, a
TakXXe npegMeTbl aHTUYHOIO MCKYCCTBa, CTaTym U
pesnbedbl, Cpesn KOTOPbIX ObINN BblAeNeHbl «YeTbipe
MPaMOpPHbIX MasibyMKka 13 PaBeHHbI, B3ATble 13 ba-
3nnnkn CaH-Butane» [4, c. 25-29] (I Bek A0 H.3,,
Apxeonornyeckuii My3sei, Beneuus) [12, c. 11-12].

Bnpouem, nHtepec ®opueTTo K ApeBHUM NMpes-
MeTaM UCKYCCTBa eZBa v UMes HeuTo obluee ¢ Tpa-
avumsamMn rymaHmsma. C 6osblueidt yBepeHHOCTbH

ero MOXHO paccMaTpuBaTb Kak KOMMepyeckoe
npeanpuATMe, CBA3aHHOE C OCBOEHWEM HOBOTO
pblHKa, YTO MOATBEPXKAAeT U XapakTep 3anuncen B
LOMOBOW KHUTe, BbIMOJIHEHHbIX C Byxrantepckom
neAaHTUYHOCTBIO. VI3MeHeHMe noaxoAa K Koanek-
LMOHMPOBAHMIO MPONCXOANT NNLLb B CAefytoLem
CTONETUW, C PACMPOCTPAHEHNEM W YKPereHeM naei
rymMaHu3Ma Ha BEHeLaHCKol MoYBe, 06beANHUBLLNX
npeanpuHUMaTenbckme v HayyHble MHTepechl BOKPYT
deHoMeHa aHTUKBapHOro cobrpaTenscTBa, MMEHHO
B Ty MNOPY MONYUYMBLUEFO CBOKO BTOPYHO XKM3Hb.
ApPKNUM NPYMEPOM HOBOFO BOCMIPUATUA aHTUY-
HOCTW ABNAETCA JeATeNIbHOCTb OAHOIO 13 CaMbIX SHEp-
TMYHBIX NpejcTaBuTesen paHHero BospoxxaeHus,
Kyrnua 1 3HaMeHUTOro MyTeLllecTBeHHWKa Ynpurako am
®duannno ae Muuuexkonan (ok. 1391-1457 rr.), 6onee
M3BECTHOro kak Ynpmako AHKOHCKMA, KOTOPOTO
4YacTo Ha3bIBaKOT «OTLLOM aHTMKBapoB» [9, c. 69]. OHa
[OCTaTOYHO XOPOLLUO M3BeCTHa HblHe Baarogaps ero
XW3HEOMUCAHWIO U PAAY UCCIeA0BaHNIA NOCAeAHEro
BpemeHu. K coxxaneHunro, OpurnHasbHble 3anmcu un
3apUCOBKM NyTELIECTBEHHWKA, NO3jHee BOLLejLINe B
LLeCTUTOMHOe cobpaHme oblumnpHenwmx Commentar-
ia, nornban B noxape 6ubanotekn B Mezapo B 1514
rogy. Yuenenv nvib oTaeNbHble pparMeHTbl TeKCTOB
Yumpmako. OHK BKAtOYAIOT M306paxkeHna ABeHasLaTh
NaMATHWKOB APEBHErPeYecKomn KynbTypbl, Cpeam
KOTOPbIX HECKOIbKO M306pa>keHNn Hapy>KHOro Bu-
fa v nHTepbepa xpama Codpumm KoHCTaHTMHOMOb-
CKOW, ckynbnTypa Bakxa, npuHatoro Ympumako 3a
MOXWIOTrO 3eMJiefenbla B CTAPUHHOM OJeAHUN,
pa3buTas ckynbnTypa cnsawen HuMobl, obpas Ko-
TOPOW HaZ0Nro BONAET B BEHELMAHCKYH KUBOMMUCh;
KaMeHHas Knafka ropogckmx cTeH [MenonoHHecckoro
HapnanoHa; HaarpobHble pesibedbl U3 pa3pyLUeH-
Horo ceATUAMLWa Fepbl Aprocckon n MukeHckom,
co3gaHHoro lMoavknetom B MukeHckor Apruesom
paBHWHe. KpoMe TOro, KOMMeHTapuun cogepxar
rpeyeckre HagnUCK 1 aNUrpaMmel, YacTUYHO ne-
peBefEéHHble Ha NaTblHb, OMWCAHUA N 3apPUCOBKM
NamATHWKOB, B TOM uncie MNMappeHoHa, Ha KOTopbIX
apXUTEKTYPHOE COOPY>XXEHME He TONbKO INLLEHO
XPUCTMAHCKON aTpMByTUKI, HO 1N LOMONHEHO BOO6-
paXkaeMol NCTOPUYECKOn pekoHCTpyKLmel [9, c. 83].
CoxpaHnance Takxke OTAeNbHble NMMCbMa nyTeLlec-
TBEHHWKa, C ONNCaHMAMM ero HaxoAokK. Tak, B og-
HOM 13 HuX, oT 1445 ropa, coobwaetcs 06 yam-
BUTE/IbHOM MO KpacoTe intaglio 13 ropHoro xpycrans
¢ n3obpaxeHnem AduvHbl MNannagbl (xpaHutcsa B lNo-
cypapcrseHHoM Mysee bepaunHa, otaen lNpycckoro
KyJbTYPHOrO Hacneaus, KOANeKUunsa 4peBHOCTeN),

KoTOpas 6bl1a OWMBOYHO NPUHATa UCCNe0BaTENIEM
3a noptpeTt AnekcaHgpa Beavkoro [9, c. 83].

B TO e BpeMs MHTepechbl YUEHOrO He OrpaHun-
UMBaAANCh NNLLb NHOOOMBITCTBOM, XaXA0MW CTPaH-
CTBUI 1 HOBbIX OTKPbITUI. Ynprako 3apekomMeHaoBan
cebsl He TONbKO HEYyTOMMMbIM MyTeLleCTBEHHUKOM
M NpeAaHHbIM UccaegoBaTeNemM aHTUYHOCTU, No-
J06HO MHOTVMM COBPEMEHHWKaM, OH YBAeKancs Kon-
nekunoHnposaHmeM. OAHUM U3 NPesMeTOB ero
YyacTHOro cobpaHus 6bina ctatys Bakxa, kynaeHHas
Ha Pogoce B 1425 roay [5, c. 254] n, BO3MOXHO,
CTaBLas npoToTMnom bennnHmeBckoro baxyca. Peub
NAET O ABYX pUCYHKax «Tpuymd Bakxa» n3 3Hame-
HUTbIX anbbomMoB bennnHu. bonee paHHWI BOwWwEN B
coctaB napuxckoro cboptuka (fol. 36), a ero no3a-
HAS Bepcus, AOMOJAHEHHas PAAOM NepCcoHaxewn u
>KaHPOBbIX MHTOHALMI, XpaHUTCA B anbbome bpu-
TaHckoro myses (fols. 93 verso — 94). CxopacTBO,
n3obpaxx€HHoro B asbbomMax 6ora BUMHOAENNA C
aHTMYHOM cTaTyel, OTUETIMBO NMPOCTYNaeT B CO-
pa3MepHOCTM 1 NErKOCTM NPONopLMiA, coobLuato-
LWMX ero CUayaTy KpacoTy Y rapMOHUIO APEBHUX
N3BasHWIM. ITO BrneyatieHne ycuanmsaeTca 6aaro-
Japs TOHYaliLe CBETOTEHEBOM MOAENNPOBKE, CO3-
JatoLen Bu3yanbHbI 3GPeKT OCKYNbNTYPEHHbIX
bopm, KOHTpanocTHomy BanaHcy Tena, CUAbHOMY
NPOCTPaHCTBEHHOMY pakypcy 1 pa3BopoTy Gpurypsbl
B rybuHy, genarolwmnmm nsobpaxkeHme HaCTONbKO
O6BEMHbBIM, UTO OHO CTAaHOBUTCA MOXOXMWM Ha Kpyr-
YO CKYNbNTYpY.

Ynpwrako 6bll He efMHCTBEHHbIM NyTeLlleCcTBeH-
HUKOM-KONIEKLMOHEPOM, YbMMU CTapaHUAMMK NpPo-
N3BEeAEHNs aHTUYHOro MCKycCTBa nonajann Ha
aHTMKBapPHble PblHKKN BeHeuunn n nononHanm go-
MallHVe KONNeKLUN BeHeLnaHueB. B ero 3amert-
Kax YNOMMWHAKTCA U ApyrMe nyTellecTBEHHMKMY,
C KOTOPbIMU TaK UAM MHa4Ye CBA3asna ero cyabba.
Cpean H1x cobupatenb CTapUHHbIX MOHET U KaMHEMN,
kanutaH [>xoBaHHW JonbdUH, Ubto KOANEKL MO
aHKOHeL, C MHTepeCcoM paccMaTpuBasl Ha OfHOMN
n3 ranep y 6eperos Kunpa [16, c. 186], nau ero
npeALecTBEHHUK, GNOPEHTUNCKNI CBALLEHHNK,
Kpuctopopo byoHaenbMoHTK, onuncaBwnin B «De-
scriptio insule Crete» (1417 r.), KpUTCKOE NOMECTbE
cobupatens aHTMUHbIX Ba3, BEHeLMaHCKOro Hobune
Hukono KopHepa, obyctpoeHHOe Ha MaHep all’'an-
tica [9, c. 25-29]. OgHaKo MO CPaBHEHUIO C HUMU
AesTenbHOCTb Ynpuako BbixoamAa 3a paMkm anti-
quaries. OH He OrpaHM4YMBaNCs NULb U3YyYeHNEM
1 cobnpaTenbCTBOM aHTMKOB, @ CTPEMUICA YB/eUb
3TUM 3aHATUEM COBPEMEHHMKOB, BbICTyMNas B pOau
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NPVPOXAEHHOrO NPO3eNTNCTa, CTapaHNA KOTOPOro
CNocobCcTBOBaAAN MPOHUKHOBEHMIO KNACCUYECKON
@HTMYHOCTW B BEHELMAHCKYIO KYNbTypy.

Ocobble ycnoBusa cobupatenbcTea onpesenmnm
XapakTep v MaTtepuan BeHeLMaHCKNX KONNeKLNA,
bopMMpPOBABLLMNXCA HAa OCHOBE NIMYHbIX Npeano-
UYTEHWI 1 BKYCOB BNazesbLeB. BaxHas ocobeHHOCTb
BEHeLMaHCKNX KONNEKLMIA cocTosNa B 06muamm B
HWX apXeo0ornyeckoro Matepuana, KOTopblii No-
nazan Ha aHTMKBapHble pbiHKK CBeTnenwen mns
pernoHa BoctouHoro CpegnsemHoMOpbsA, Sreii-
CKkux 1 MloHnyeckmx ocTpoBoB. B cuny cBoew npu-
HaANEXHOCTN K 061aCTV rPEKO-3NMHUCTUYECKOTO
(@ He pMCKOro) nckycctesa oH obnasgan ocobbim
3CTETUYECKUM COBEPLLUEHCTBOM WY YTOHUEHHOCTbHO,
a Takxe cneumduyeckon TeMaTUKOW, CBA3aHHOWN C
CHOXKETHBIM MaTepPUasoM Kaaccmyeckor Mndoaormn.
Eé konnmsnm oTpasnamce B cogepkaHum Lenoro
pasa apTedakToB, HAXOAMBLUMXCSA B KOANEKLMAX, UTO
pPa3MecTUaNCh B OMALLUHNX MYy3€eaX COCTOATENbHbIX
BeHeumaHueB yxe B XVI Beke [7, c. 8]. Hanbonee
noaHas NHGOPMaLIMA O HUX COLEPXKUTCA B TPyZe
«Notizia d'opere di disegno» [13] (3anucku o npo-
N3BEAEHMNAX UCKYCCTBA), COCTaBJeHHOM BeHe-
LMaHCKUM ABOPSAHUHOM, 3HaTOKOM WNCKYCCTBa U
KonnekunmoHepomMm MapkaHToHMO Mukunanem. Co-
6paHHble B «3anunckax» MaTepuasbl BKAKOYatOT ne-
pPeYHN NPOU3BEAEHNIN UCKYCCTBA U3 KOANEKLNIA
CeBepHoW ViTannu, c KOTOpbIMY aBTOPY YAan0Ch NO3-
HakomuTbca B nepuog 1521-1543 rogoe. OcHOBHOe
BHMMaHMe B 31Ol paboTe yaeneHo cobpaHusam lMNa-
ayv 1 BeHeuunun. 3Tn Koanekumm 6b1aM He TONbKO
onucaHbl U CUCTEMATU3NPOBaHbl aBTOPOM, HO Tak-
>Ke MpoaHanM3nMpoBaH UX COCTaB U CKPYMNynEé3HO
3aduMKCMpOBaH NOPAAOK pa3MeLLeHns APeBHUX
apTedakToOB B MPOCTPAHCTBE XWJOro gomMa. ITn
CBEZEHMNA NMEIOT BaXKHOE 3HaYeHMe ANS U3yYeHns
NPaKTUKM aHTUKBapPHOro cobupaTteibCTBa, NO3BOAASA
He TO/IbKO PEKOHCTPYMPOBaTb COCTaB OTAENbHbIX
cobpaHunin, HO NOPOW Aaxe NPOCNEANTb AaNbHENLYHO
cyabby nx akcnoHatoB. CornacHo «3anuckam», B
60/1bLUMHCTBE CBOEM KONEKLMMN COCTOANN U3 KAPTUH,
BbIMOJIHABLUMX POJb leKOPaTUBHOrO y6paHCTBa no-
MeLLEeHWI, He MEHbLUWMM CNPOCOM MOJ1b30BaNach
CKY/IbMNTYypa, KOTOPOW OTBOAUANCH CreLuanbHble 3a-
Nbl ¥ BHYTPEHHWE ABOPbl. MapKaHTOHMO ynoOMUHaeT
B CBOEM TpyZe v cobpaHnsa HYMU3MATUKK, CTapVHHbIE
MOHETbI U MeAann, AparoLeHHble KaMHU, Kamen ©
reMmbl, Tak>ke NoJib30BaBLUMECs MOMNyAAPHOCTbIO
y KOANEeKLMOHEepPOB Toro BpeMenu [17, c. 51-54].
OpHako HabobLLINIA MHTEPEC ANA aBTopa «3amnmncok»
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npeacTaBaAn cobpaHnsa CTapUHHbBIX MPaMOpPOB,
KOMNEKLIMOHMPOBAHMEM KOTOPbIX, 3aHMMAJICS 1 OH CaM.
W xoTs ero konnekuus He Bblna CToNb OBLLUMPHOM, Kak
onucaHHble UM cobpaHms, OHa oTanYanack ocobown
M3bICKAHHOCTbIO U OCTaBasacb HETPOHYTOW BM/IOTb
40 XVIII Beka. Mo coxpaHUBLIMMCA HOTapuaabHbIM
JOKYMEHTaM U OMUCAM, CPeAn COCTaBAABLUNX eé
MpPaMOpOB 1 BPOH30BbIX CTaTy3TOK A3blueckix 60-
>KEeCTB NONCTUHE «opere antiche» (apeBHUX paboT)
[12, c. 72-73], KaKk OH caM Ha3bIBan OpUTMHasbl, bbIN0
He MHOro: «MpamopHas [umaHa, AnoanoH, Mepkypuin
n Kneonatpa, oLeHEHHbIE B AeCATb AyKaTOB KaXaas,
W Apyrne menkue npemertbl (MpaMopbl 1 Basbl)»
[12, c. 47].

Bo BTOpoi Tpetn XV — Hauane XVI Bekos B CBeT-
Jerien MHOXWANCL COBpPaHmsA CTapUHHBIX MpaMo-
poB. VIx onucaHune 1 cnuckn Baagenbues, MOMUMO
counHeHns MapkaHToHno Mukmansa «Notizia d'opere di
disegno» [13], Bowau B Tpys OpaHuecko CaHCOBUHO
«Venetia, citta nobilissima, et singolare» [14], a Takxe
B 60s1ee NO34HMI TpaKTaT BEHELMaHCKOro YYEHOro
n apxmtektopa BuHueHuo Ckamouum «L'idea dell’
architettura universal» [15, c. 305-306], M34aHHbIN
B 1615 roay.

OfHUM 13 NepBbIX B JAHHOW CBA3M ClesyeT yno-
MSHYTb y>Ke 3Hakomoro Ham Onumebepo ®opueTTa,
cpeam NprobpeTeHmin KOTOPOro Bblan «yeTbipe Mpa-
MOPHbIX MasbynKa 13 PaBeHHbI, B3aTble 13 6a3nanku
CaH-Butane» (I Bek 10 H.3., ApXeonornyeckunii Mysen,
BeHeuus) [12, c. 11-12].

B tpaktate Ckamouum ocobo BbigenserTcs «...3a
MHOXeCTBO U pa3Hoobpasve, a TakKe UCKAHUNTENb-
HOCTb 1 peaKocTb cobpaHHbIX Belwen...» [12, ¢. 305]
npocnaBaeHHas koanekums asopua MNpmumanm «dell’il-
lustrissima Casa Grimana» [12, c. 305]. Cpegu eé
3KCMOHATOB JyYLUMMU Ha3blBatOT MPaMOPHbIA 6HOCT
Butennnsa n pumckne konum [17, c. 24-40].

B pabotax Ckamouum n CaHCOBMHO Takxe yno-
MUHaeTCs KoAnekumns niemMaHHvka JomMmeHnko, nat-
pvapxa AkBenewn [>koBaHHU prMaHKn, KOTOpPbIN
06beaNHUA CeMerHble KONNEKLUN, «NPEYMHOXMB UX
YMOM 1 Besvkonenvem» [17, c. 30]. OH 6e3owmbou-
HO oTObMpan B CBOE cobpaHue nyylune rpeyeckme
06pa3Lbl K1accM4eckoro nepunoja, B n3obuamm
3aMOJ/IHMB «LeNbIMW U CAOMaHHbIMU duUrypamu,
Topcamu n ronosamm» [17, c. 30] atpuym 1 3abl
aBopua. Yactb 13 Hux B 1586-1587 rosax 6bina
npenogHeceHa B gap Serenissima AnA co3gaHus
Statuario Pubblico, ny6anuHoro myses. B nx umcne
3HameHuTas ckyabnTypa «flega n nebesab» (pUmM-
cKas Konma KoHLa 3noxn AgpuaHa, opuruHan attu-

YeCKOW LIKOJbl cepeanHbl | Beka A0 H.3., nHB. N2 30,
HauuvoHanbHbI apxeonornyeckunii mysein, Bexe-
L), YyBCTBEHHO-3POTUUECKMA 06pa3 KOTOpOW
6b11 MHOTOKPATHO BOCMPOWU3BEAEH B XXNBOMUCHbIX
pabotax xysoxxHukoB XVI Beka. Hanbonee paHHUMM
cpean Hux bbina BeHelmaHckas rpastopa «Tpuymo
Jlegbl», BbINONHEHHAA B TeXHWKe Kcunorpadusa B
KauecTBe UANtoCTpaLmm K coumHeHuto «Poliphili Hyp-
nerotomachia, ubi humana omnia non nisi somnium
esse docet, atque obiter plurima scitu sane quam
digna commemorate» (1499 r., BeHeuus) [10]. Ha
rpaBrope n3obpaxeHo TprymdasbHoe LecTre JSleapl
n nebezs Ha 3anpPs>KEHHOM CNOHaMU KOJIECHWLLE B
OKPY>KEHUW MY3bIKaHTOB M TOAMbI 3eBak. V13 6onee
NO34HMX rpaduyeckmx paboT COXPaHUANCh OTTUCKM
[>xoBaHHuK battucTta MNanymba «Jlega n nebesb»
(1510 r., HaunoHanbHas lanepes Vckycctsa, BawmHr-
TOH) 1 rpaBtopa, npunucbiBaemas Ixyano KamnaHb-
ona (1500-1511 rr., MeTponoanteH my3ein, Hbto-
I7Iop|<) [18]. '3BecTHa cepunda NMOAroTOBUTENbHbIX
PVICYHKOB, K MPEAMNONIOXMNTENBHO YyTpaueHHON pabo-
Te JleoHapzo Aa BuHuW, KOTOpble BblIY HanMcaHbl
nM B Hauvane XVI Beka, 1 B HacTosLLee Bpems xpa-
HATCA B €BPOMENCKNX My3€esiX U YaCTHbIX COBpaHUsX
[n. I.]. Kpome 3T0rO, CyLLeCTBYHOT HECKOBbKO KapTUH,
BbIMOJIHEHHbIX MO 3TUM PUCYHKaM, NOCAe0BaTeNAMM
mactepa [n. IL]. K mndonornueckomy croxety «Jflega
n nebepb» Tak-xe obpawannce MukenaHaxeno
n A>xxynno PomaHo, paboTbl KOTOPbIX CUMTAOTCSA
yTepsSHHbIMW, He 0BOLEN ero BHMMaHeM 1 Pada-
3/1b, PUCYHOK KOTOPOTrO XPaHUTCA B BpUTaHCKOM
KoposneBckon koanekumn. OgHako ocoboe mMmecTo
cpeaun 3TMx paboT 3aHMMarT Npou3BeseHUn
BeHeLMaHCKX MacTtepoB, Akono TuHTOpeTTO
«Jlepa n nebeab» (1550-1555 rr., Fanepes Yoduuw,
®nopeHuuns), Maono BepoHeze «Jlega n nebegb»
(1580 r., my3en ®ewwa, Asuuo, Kopcurka) u Manbma
Mnaguwero «Jlega n nebeap» (1590 r. sopeL-my3ein
Alna lll, BunaHos, Bapliasa). OT Xys0XeCcTBeH-HOW
MaHepbl LeHTPaNbHO-UTaNbAHCKNX MacTEPOB UX
OT/NINYaET He TOJIbKO MKOHOrpadus, BocxoasaLas K
n3obpaxeHunto «Cnswent Benepsbi» [n. Il1] AxopaxoHe
(1508-1510 rr., KapTnHHas ranepes Ctapbix Mactepos,
[pe3aeH), HO TakXKe N KOMNO3WLIMOHHOE peLleHme,
nepeBoAsLLee KNaCCUYECKUIA CHOXKET B hopMaT XaH-
pOBOW CLieHbl. B TO e BpeMs BblgeNeHHas CKOoJlb-
3ALMM CBETOBbIM NOTOKOM ¢urypa la donna nuda B
KoMnaHuu nebess, n3obpaxkeHHble B 3TUX paboTtax
B MoJslymMpake aibKoBa, OTTOPOXKEHHOro KpacHOM
H6apxaTHOW 3aHaBECKOW, COOBLLALOT CLieHe NHOHOBHO-
3poTUYeckmin xapaktep. MNpu 3ToM TUHTOPETTO Npu-

rnawaeT 3puTens He TO/bKO K 3pOTUYECKOMY, HO
N K NHTENNEeKTyaNbHOMY CO3epPLaHNIO, HanoaHAA
CBOIO paboTy Uepeson MHOCKa3aTebHbIX MOTMBOB
(ABe KNeTKM AN NTUL, M pa3HOObpasHble XXMBOTHbIE
B KapTWUHe), AatoLmx TeMbl ans ¢munocodckmx be-
cef, CTO/Ib NONYAAPHBIX B KPYTY 3pYAMPOBAHHbIX
nopen Toro BpeMeHu. B ero pabote Bnepsbie co
BpeMeH JlyknaHa nosBaAseTca MpoHMYeckas HOTKa
B TPaKTOBKe MUpONOrnyeckoro npounsseseHus. Mc-
Nnosb3ys B CrOXeTe MesIkue BTOPOCTENeHHble Ae-
Taan U 3NMU304bl, XYAOXHWK MEHAET NPUBBIYHYHO
dabyny knaccnyeckoro Muda, NoHMXKasa rpagyc ero
BO3BbILUEHHO-POMaHTNYECKOro BOCMPUATUA. TeM
caMbIM GOKYC BHUMaHUA CMeLLaeTcs ¢ 6OXeCTBEHHOM
Nt06BU A0 BaHaNIbHOW N3MeHbI. V1 XOT 06Ha)EHHas
durypa Jlegbl 34ecb NO-NpexHeMy OTOXAEeCTBAAETCA
C VAeann3npoBaHHbIM 06Pa30OM XXEHCKOW KpacoTbl,
MaHepa XyAOXHMWKa CUNBHO OTAMYaeTca oT 6aaro-
POAHO-BO3BbILLIEHHOrO NOAX0AA K @aHTUYHOW MU-
dbonormm, NPUHATOro B BEHELIMAHCKOM UCKYCCTBE.
Nebepb-tOnuTep npupaBHEHHbIE TUHTOPETTO K
APYrMM CylLLecTBaM TBApHOro Mumpa, He TO/bKO
yTpaunBaeT CBOW NPUBbIYHbIA BOXECTBEHHbIW CTa-
TyC, HO 1 nMpejcTaeT B KOMUYHOM obpase Hesa-
AauynmBoro NtoboBHMKaA. EWé 6onbLUyr0 NPOHUKO
3TOW cueHe npugaet durypa cay>xaHku, y4TUBbIM
>KECTOM yKasblBatoLLas Ha NPUOTKPLITYHO ABepLLYy
NTUYbEN KNEeTKWN, CIOBHO npurnawas nebesa 3a-
HATb NojobatoLlee eMy MECTO, U, B TO XXe Bpems,
HPaBOYYMTENbHO HACTaBAAA «... MOAUNHUTB KeNaHUs
pa3ymy [...], U He BHOCUTb B ... AyLUN CMATEHUA...» [6].

B onuncaHusax ®paHuecko CaHCOBMHO yaenseTcs
BHMMaHVe 1 06LMPHOMY cOBpaHmio ApeBHOCTEN
npokypaTtopa CaH-Mapko [xakomo ®ockapuHu,
a TakXKe KOANeKLMN aHTUYHbIX CTaTyil ceMencTBa
JNlopepaH, cobpaHuto Kynua-koanekumoHepa AHgpea
OZOHM 1 AOMALLHUM My3esiM BANATENbHEWULINX Be-
HeumnaHcknx cemencts FpuTtv 1 MoueHuro. U3
obuero yncna KoONNeKLMOHEPOB UM BblAenseTcs
obLMnpHasa KoaekUms gunaomarta n npokypopa de-
aepviko KoHTapuHm (1538-1613 rr.), npo3BaHHOro
«aHTUKBapom». Ocoboro BHNUMaHUA 3acay>KmnBaeT
ero cobpaHve gpeBHEro MpamMopa, BKatoYaBLuee
rpeyeckyro ckynbnTypy KoHua V — Havana IV Be-
KOB Z10 H.3. U €€ dparMeHTbl LieHHENLWNX COPTOB
MpamMopa, NpuMBe3EHHbIe He TOJIbKO U3 AbUH U
KoHCcTaHTMHOMOASA, HO MOYTW CO BCEX OCTPOBOB ap-
xunenara [17, c. 19-21].

Cpegm konnekLmin Serenissima 3acay>KeHHOW cna-
BOW MOJb30Banacb KOANEKUNSA APeBHOCTEN, anti-
caglie stupende, ntobuTens UCKYCcCTB U MeLleHaTa,
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BeHeLMaHCKoro Hobune Mabpunansa BeHgpamumHa,
BbICTaB/NeHHas M Ha o6o3peHwne B 1530 rogy B Stu-
dio d' Anticaglie B nanauuo CaHta-®ocka. OHa oT-
NiMyanacb peakmm nsobunmem n pasHoobpasmem
apTedakToB, B UNCaE KOTOPbIX OblNN APEBHUE Mpa-
MOPbI: MHOFOUYMCAEHHbIE CTaTyWn, BrOCTbI, TOPChI U
penbedbl. OcobbIi NHTEPEC B HEN NPeACTaBAANO
OAHO W3 YANBUTE/bHbIX TBOPEHWUI KacCUUYECKON
NnaacTuKy, ynomsHyToe B «3anuckax» Mukmans, —
cnawas HMMda, «nymfa vestita che dorme distesa»
[8, c. 300-319]. BO3MOXHO, UMEHHO 3Ta CKy/IbNTypa
cTana npoobpasom «Crsuen BeHepbl» [Axopaxo-
He. Eé nkoHorpadums BoCXoamuT K @aHTUYHBIM U130~
6paxkeHnam ncropun Slotuasl n Mpurana. Onncanus
N 3apUCOBKM OAHOIO U3 Taknx apTedakToB B BUAE
noaypaspyLleHHOW cTaTyu cogepxkatca B «Commen-
taria» Ynpunako AHkoHckoro (1447-1448 rr., kopekc
Tpottn, Bubanoteka AMbposmaHa, MunaH) [9, c. 86—
87]. Obpa3 «npekpacHOm crsLen HUIMbI, pacnpocTép-
TOW Ha nokpbiBane» [10, c. 71] BcTpeyaeTtcs B nosmax
OBuama «Pactbi» [2, c. 429] n «MeTamopdo3bi» [3,
c. 341], a Takxe B coumHeHuun «Poliphili Hypnero-
tomachia, ubi humana omnia non nisi somnium esse
docet, atque obiter plurima scitu sane quam digna
commemorate», n3gaHHom B BeHeuwnn B 1499 roay
Anbpo Manyumem. TekcT poMaHa KoHua XV Beka
COMpPOBOXAaCA MHOrOYMCAEHHbIMUW FPaBopamMm B
TexHuke keunorpadun. OgHa ns HUX, C HAANUCbIO Ha
ApeBHerpeyeckom «Bcé poxkaaroLas», UAnrCTpupy-
eT onuncaHne aHTUYHOro penbeda, BCTPEUYEHHOrO
Monndunom Bo Bpems ckutaHuii. Ha rpasrope psgom
CO crnisilwer NoA NAOLOHOCALLUM AepPeBOM HUMPON
n306paxkeHbl caTup, NPUNOLHUMAOLLNIA LLITOPY ab-
KOBa, U Ba ManeHbknx GaBHa C NepenseTéHHbIMU
3mMeAMU 1 KyBLIMHOM B pykax [10, c. 71], cumBoanka
KOTOPbIX JOCTAaTOYHO fiICHA B JaHHOM KOHTEKCTe.
VkoHorpadua «Cndawaa Humba» nam «Humdpa
MCTOYHWMKa» YacTo yrabiBaeTca B pesbedax Meskon
MAACTUKM, MHTaNWUI U KaMell B COBpaHNsAX eBPOMencKmnx
My3eeB 1 M Spmutax B CaHkT-lNeTepbypre. B ap-
MUTaXKHOW KONNEKLMM XPaHATCA FeMMbl, 3€PKabHO
noBTopstoLLne nsobpaxkeHne 6OrMHU C rpaBrOpPbI
«Bcé poxgaatowas». Ha ofHOM 13 HUX N306pa>KeH
croxet «Cniswaa MeHaga, Catup v Amyp» (I B, Tpéx-
CNOVHBIA capfoHuKe, 2,2 x 3,1. MIHB. N2 XK.314),
Ha ABYX APYrux BbirpaBMpoBaHa cueHa «Cnawmn
lepmadpoant n amypeoi» (I B., capgoHukc, 2,1 x 2,6.
MHB. N2 XX.10 n | B., capgoHumke, 1,2 x 1,8. HB. N2
XK. 12) [1, c. 86-87]. Noxoxue penbedbl yKpaLiatoT
MpaMOpPHYHO Ba3y 13 My3es TopaoHua B Puwme [1,
c. 86] n MopTneHackyro Basy B TexHMKe «a la cam-
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eo» 13 Konnekumm bputanckoro myses [19]. Nommmo
3T0ro, B My3ee BaTukaHa XxpaHWUTCA CKy/AbNTypa
«Cnsawaa ApnagHa» n3 cobpaHua noHTuduka Konua
Il (puMckas konus ctatym Il B. go H.3., My3en MNunsa-
KnumeHTa, BatvkaH) [20], no3a KOTO-po NAeHTUYHA
n3obpaxkeHnam cnawert HUMbI Ha 3pMUTadKHbIX
Kamesix 1 pe3bbe Ha PUMCKOW 1 JIOHLOHCKOM Ba3ax.

B anoxy Bo3poxxaeHns MOTUB fiexallieli O6HaXEH-
HOW >KEHCKOM GUrypbl BO3BPALLAETCS B UCKYCCTBO U
CTaHOBUTCA HEOObIYAHO NOMYAAPEH Y BEHELMaHCKNX
xygoxHukos XVI Beka [n. IV]. OgH1M 13 nepBbIX K
3TOMYy ctoxeTy obpaluaetca [>xxopaxoHe B pabote
«Cnawas BeHepa» (1508-1510 rr., KapTnHHas ra-
nepes Crapbix Mactepos, [pe3aeH). [naBHol Temoi
KapTWHbI CTAaHOBWTCA 3POTUYECKM-YYBCTBEHHasA Kpa-
coTa OBHaXEHHOro XeHckoro Tena. Purypa 60rnHmn
Nro6BY, N306paxEHHas B NaCTOPaNbHOM OKPY>XKEHUN,
B OTCYTCTBMM NMOBECTBOBAaTE/bHOIO Havana, BOC-
NPUHMMaeTCA NCKAOUYNTENbHO Kak 06bekT ntobo-
BaHus. HaroTta B pabote [xxopz>xoHe nepejaHa ¢
TakoW 0CA3aTe/IbHOCTBIO M XKM3HEHHO TEMn0TOW,
YTO B OTCYTCTBME NPWBbIYHbIX 3M61EeM ¥ aTpnbyTOB
BeHepa yTpauvBaeT Mudonormyeckyto o6pasHoCTb
1 NpeacTaét B 0611Ke 3eMHOW XXEHLLMHBI. [Tpyn 3TOM
AHTUUHbIN CHOXXET He yTpaunBaeT BO3BbILLEHHO-
ACHOrO CTPOA KNAaCCMYeCKOoro KaHOHa, HanpoTuB.,
OTKPbIBAETCA C HEOXKMAAHHOW CTOPOHbI, 0bpeTasn
HOBble BO3MOXXHOCTM B MHTEpNpeTaLmnmn 3HakoMOoro
MaTepuana.

JanbHenlwee TBOpYECKOE OCBOEHNE aHTUYHOTO
Hacneana BO3POXKAaeT MHTepPeC K MacTopaibHON
TeMaTuke, PopMMpys B BEHELMAHCKOM UCKYCCTBE
Nnpudyecknii obpas Mo Apkagum, CTob CO3BYY-
HbI OMUCAHUAM LBETYLLUX PaiCKMX CaZoB ONKyme-
Hbl U3 NyTeBbIX 3aMeToK Ynprako AHKOHCKOTO n
Kpuctopopo byoHaenbMoHTU. K HOCTanbrnvecknm
pa3MbIlNEHMAM O NpesiecTHOM yrosike locus amo-
enus, rae B TEHW 3e/IeHerOLLNX POLL U MPUPOAHbBIX
MCTOYHMKOB 0BOUTatOT NpekpacHble HUM®bI, cpeam
pa3pyLUeHHbIX, 6e3MONBHbIX OCTaHKOB KNacCMYeCcKown
JAPEBHOCTM NacyTcs CTaja KO3 1 OBeLl, a YeNoBekK
cylecTByeT B abCONOTHOM rapMOHUU C MPUPOAON,
BOObOpaxkeHWe obbiBaTeNelr YBOAUAM CLEHbI NacTy-
LLIEeCKOW XWN3HW, MUONOTrMUYeCcKNX NPa3gHNKOB U
NrOBOBHbBIX NCTOPUI, N30BPaKEHHbIE Ha NpeaMeTax
KJ1acCMYecKoro MCKyCCTBa, a TakxKe ereHaapHble
npesaHns 1 CHOXEeTbl aHTUUHOM NMO33UKN CO CTPaHWL,
CTapUHHBIX MaHYyCKPWUMTOB N KOAEKCOB W3 AOMALUHNX
61banoTeK aHTUKBAPOB. ITO UAEATNINPOBAHHbIN
UYYBCTBEHHO-3PUMbIN MUP, CBA3aHHbIN C naeemn
BepTorpaja, BeHeLMaHLbl otoxgectsaaan ¢ Do-

minio Venetia, MaTepnKoBble 3eMAU KOTOPOWN,
npeBpaLLéHHble B «LBeTYyLW M cag» [7, c. 84], ctann
n3nt061eHHbIM MeCTOM co3epLaTenbHOro gocyra
BeHeLMaHcKoro obuectsa Ha pybexe XV-XVI BekoB.
Ero nkoHorpadwms n o6pa3HOCTb, CIOXMBLUMECSA B
CBETCKOW XMWBOMMWCK, 3a4acTyto COCTaBAAAN WI-
JNOCTPATUBHYHO Napannenb bykoamyeckomn antepa-
Type, B U306MAnN NpeacTaBAeHHOW B 3TOT NEPUOL,
B CBetnenwen. O4HUMU 13 MEPBbIX BbILAN B CBET
byKkoamnmyeckme COUMHEHMA aHTUYHbIX aBTOPOB —
«bykonunku» Bepruama (1470 r.) n «annamm» deo-
kputa (1495 r.) 1 ynoMmnHaBLUNICA paHee poMaH
«CoH lMonndwnna» OpaHuecko KonoHHbl (1499 r.),
B UAMJINYECKNEe OMUCaHNA KOTOPOro BAWCaHbI
APeBHME MaMATHUKW U nUx pyuHbl. B 1505 rogy
n3gaérca pomaH Akono CaHHaa3apo «Apkagus»,
JEeNCTBMSA KOTOPOro nNpoTekaroT Ha GoHe onucaHuni
NacTyLLecKOM Xn3HW. [prMepHO K 3TOMY e nepuoay
OTHOCATCA ABa TOHA0 Ynmbl [la KoHenbsHo «Cnawmin

SHanMoHa» 1 «Cya Mugaca» (ok. 1505-1510 rr.,
Mapma, HauuroHanbHas rasepes), nonoxmelime
Hauaso >XKaHPOBOW Pa3HOBUAHOCTN KapTUH Ha MU-
donormnyeckme CroXeTbl C Nem3axkHbIMU GOHaMK B
BEHELMaHCKOM nckyccTBe. [anbHellyto pa3paboTky
3Ta TemMaTuka rnosy4ymia B paboTax «...HaumHas ¢
[O>xxopa>xoHe, Bkatouaa Kapmann, TuynaHa, ce-
menctBo baccaHo, ®eTTn, BNAOTb A0 MbALETTHI,
ApMWHBOHWN 1 Bapam [brarogaps KoTopbiM] Be-
HeLMaHcKas XXMBOMUCh NPeBpPaTnIach B OTPOMHYHO
b6ykonnueckyto noamy...» [7, c¢. 211]. K koHuy XVI
Beka Mudosiornyeckas ob6pasHOCTb U CHOXKETbI 3-
JNINHCKNX NaMATHWKOB NUCKYCCTBA, MNO-MPEXHEMY BAOX-
HOB/IABLUME BEHELMaHCKNX MacTepoB, nepectanm
CNY>KUTb UCTOUYHMKOM GOPMasbHbIX 3aMMCTBOBaHWM,
MOCKOJIbKY K 3TOMY BpemMeHu PeHeccaHc yxe yc-
nes HaKoMuTb AOCTaTOUHbIA OMbIT TBOPUECKOrO OC-
MbICIEHNS aHTUUHOW KYAbTypbl.
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Summary: The author studies the collection of
caricatures at the Lewis Walpole Library, Yale Uni-
versity. The collection contains unique English ar-
tistic graphics, a significant part of which is devoted
to the genre of caricature. In the article, the author
analyses the creative heritage of artist Isaac Cruik-
shank using the example of some works in the col-
lection, identifying the main range of themes, plots
and images of the political and social satire of this
little-studied engraver. Attention is also paid to the
lesser-known aspects of the creative biography of the
artist. The author mentions facts concerning Cruik-
shank's relations with modern publishers (S.W.Fores,
T.Tegg, J.Fairbairn, T.Williamson) and representatives
of the creative intelligentsia (M.Park, J.Doe, E.Kean).
Using the example of the work of Cruikshank and
T.Rowlandson, the article examines mutual influ-
ence between caricaturists, which prevents reliable
evidence of the primacy of the authorship of ideas.

Keywords: English caricature, collection of en-
gravings, art of the 18th century, political satire, so-
cial satire, British humour, caricature graphic series

The Lewis Walpole Library at Yale University (USA)
houses a significant collection of graphic art. Sketch-
es, engravings, and drawings form one of the most
important collections of the 18th-century British
visual satire in the world. It is the world's largest
collection of English graphics outside of Britain.
The library contains approximately 30,000 works,
including more than 10,000 caricatures, series of
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drawings, portraits and topographic maps. Collec-
tions of pieces by individual outstanding masters
has drawn special attention: J.Gillray (1757-1815),
T.Rowlandson (1756-1827), |.Cruikshank (1756-1811)
and J.Cruikshank (1792-1878), W.Hogarth (1697—
1764), J.M.Woodward (1760-1809), G.W.Banbury
(1750-1811). An impressive part of the engravings,
drawings and paintings in the Lewis Walpole Library
previously belonged to Horace Walpole (1717-1797),
a writer, famous bibliophile and collector of prints,
drawings and paintings; pieces were often anno-
tated by him. The library's collection is presented
by an open access database which includes the full
range of art and artefacts from the Walpole collec-
tions. It even mentions those items the location of
which is currently unknown but information about
them appears in historical sources. The library's col-
lection database is constantly changing: comments,
images and entries are updated and are subject to
permanent editing.

Attention will be drawn to the Library's represent-
ative collection of caricatures by engraver Isaac Cruik-
shank, whose work, unfortunately, is in the shadow
of the fame of his sons: George Cruikshank (1792-
1878) and Isaac Robert Cruikshank (1789-1856). The
elder Cruikshank's works are presented in the Lon-
don collections of the British Museum, the Draw-
ing Museum and the Victoria and Albert Museum,
and the collections of the Fitzwilliam Museum (Cam-
bridge, UK). Some works are stored in the research
and educational centre of the Huntington Library

in San Marino (California, USA), the Yale Center for
British Art (Connecticut, USA), and the State Her-
mitage Museum (St. Petersburg, Russia).

Cruikshank was the author of a wide range of
works. Over all the years of creativity, the master
created engravings, etchings, and watercolours. He
designed and engraved using drawings by other art-
ists. For example, he engraved some of the works of
English writer and caricaturist J.M.Woodward, who
gave him his own sketches for engraving. Cruikshank
engraved Eccentric Excursions in England and South
Wales (1796). The works published on the website
of the Lewis Walpole Library introduce us to the di-
verse themes of the artist's work, on the basis of
which it seems possible to talk about the author’s
manifestation of himself in art as a private individual,
as an artist and as a citizen - a typical Englishman.

The artist’s individual style can be difficult to
clearly define. Several people could often work
on the process of creating engravings: an artist, a
carver and a printer. The artist's works were often
hand-painted etchings: An Abyssinian Breakfast, A
New Dutch Exercise, Buonaparte at Rome Giving
Audience in State, The Budget or John Bull Fright-
ened out of his Wits.

In connection with the study of Cruikshank's work,
mention should be made of illustrator and publish-
er Samuel William Fores (1761-1838). Owing to his
efforts, Gillray, Rowlandson and Cruikshank’s car-
icatures were published. Fores's caricatures were
made in Piccadilly Circus in London. In addition,
Cruikshank collaborated with publishers Thomas
Tegg (1776-1845) and John Fairbairn (active 1793-
1843), who was famous for his own satirical works
in the mezzotint technique. James Roach (1753/4-
1832) was another patron who contributed to the
master's publications. The leading English publish-
ers of Georgian caricature of the late 18th and ear-
ly 19th centuries include the production of R.Laurie
(1755-1836) and J.Whittle (1757-1818), W.H.Allen
and Co. Publishing House (founded in 1835). Some of
Cruikshank's works were published and engraved by
Thomas Williamson (whose creative period spanned
from 1805 to 1825).

Isaac Cruikshank's creative work dates back to
the Golden Age of English caricature; it can rightfully
stand alongside the names of Gillray and Rowland-
son. However, due to its relatively little study, it is
unfairly ignored by researchers. Thus, the collector
of the artist's works and compiler of the catalogue
of his works, Doctor of Philosophy and Medicine

E.B.Krumbhaar, mentions the mutual influence of
the graphics by Gillray and Cruikshank [Krumbhaar,
1966, p. 22]. Moreover, the catalogue contains the
artist’s brief biography.

Little reliable information has been preserved
about Isaac Cruikshank’s life and work. The artist
came from Edinburgh (Aberdeenshire). Presuma-
bly his father Andrew was a customs officer or tax
collector. Since he was a Jacobite, he came to ruin
as a result of the uprising of 1745. Isaac Cruikshank
was the youngest of Andrew Cruikshank's five chil-
dren. He was baptised on October 14, 1764. There
is an opinion that he became an orphan at an early
age. According to Krumbhaar, several authors wrote
about this: Blanchard Jerrold, Reed. However, the
researcher was not satisfied with their conclusion;
Krumbhaar was primarily interested in specific ref-
erences to such ideas about the circumstances of
the artist’s life during his childhood.

The question of the influence of Andrew Cruik-
shank or other people on Cruikshank’s general ed-
ucation and formation as an artist is a blank spot in
his biography. It is known that when he was about
twenty years old, he moved to London around 1784.
His fate in the early stages of his work is similar to
that of most young Scots heading to London. Isaac
took on any job that could bring money. This cir-
cumstance had a negative impact on the approach
to creativity and did not contribute to the devel-
opment of high demands on the quality of work.
Focusing on the goal of earning money, the art-
ist was busy designing lottery tickets, for which he
engraved drawings in large quantities. Attention
was also given to illustrating cheap books as well
as reference books. His illustrations from that early
period are rather crude, created in a careless man-
ner. Haste is especially characteristic of his initial
sketches; in them, the artist was more concerned
with the implementation of the very concept of the
project. The quality of the created prints left much
to be desired. Sometimes the colours of clothing
and other details vary significantly between differ-
ent prints from the same plate; however, they were
often created so carelessly that they extend well
beyond the border established by the etched line.
Among Cruikshank's works, one can also find such
carelessness when the word was engraved, going
out to the edge of the picture.

The etching procedure, after which Isaac colour-
ed his drawings using pencil or watercolour, was a
typical technique for making his engravings. The
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artist involved his wife and children in his work. The
wife as well as the sons (as they grew older) were
entrusted with hand colouring and creation of in-
scriptions. Later, as they gained more experience,
Isaac allowed them to etch simple objects into the
background of their own work. From about 1800,
one can occasionally discover joint engravings creat-
ed by the artist in collaboration with young George.
Since adolescence, George had already worked on
most of the surface on copper plates, small figures
in the background, and sometimes independently
published something from his personal work. Un-
fortunately, these later collaborations were signed
differently, raising many questions about the pre-
cise identification of authorship. It is not always cor-
rectly established who exactly was the author of the
concept and implementation of a number of works:
Isaac himself, his son George, who was starting his
career, or both artists.

Currently, little is known about the artist's fam-
ily life. Having arrived in London, he soon married
Mary McNaughton. And, undoubtedly, Mary's per-
sonality served as the key to a happy and strong
family so necessary for the master. Being a strong-
willed and powerful woman, she turned her strength
of character into a creative channel, becoming a
devoted assistant to her husband. Her thrift and
hard work are noted, owing to which she was able
to raise her children and give them an education.
Her and Isaac's children attended primary school in
Edgware and regularly attended Sunday services at
the Church of Scotland in Crown Court. Mary man-
aged to cope with Isaac's growing addiction to al-
cohol. Through her efforts, she managed to save a
thousand pounds - a significant amount of mon-
ey at that time. Isaac and Mary first lived in Duke
Street, Bloomsbury, where sons Robert and George
were born in 1786 and 1792. Also, a daughter, Eliz-
abeth, was born in the master's family; she died
early as soon as the family moved to Dorset Street.

The Cruikshank family were firmly established
in their own house on Dorset Street by 1794. They
were friendly in communication and received fa-
mous guests. At one time, famous explorer and trav-
eller Mungo Park (1771-1806) stayed with them.
Painter George Dawe (1781-1829), later a mem-
ber of the Royal Academy, was among other vis-
itors. Isaac gave him drawing lessons during the
period when Dawe was still young and unrecog-
nised. He himself was a frequent visitor to Vinegar
Yard, Drury Lane, at the home of publisher Roach,
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for whom he created etchings for cheap books of
a humorous, poetic or theatrical nature. While visit-
ing Roach, Isaac met Edmund Kean (1787-1833), at
that time a little-known English artist. Thus began a
family friendship that lasted until Isaac’s death. Kean
gained worldwide acting recognition for his roles in
productions of Shakespeare's plays: Hamlet, Othello,
Richard lll, Macbeth, King Lear. The circle of friends
could definitely shape the artist's tastes and influ-
ence the choice of topics for creativity.

Isaac Cruikshank’s art received notable praise
among critics of the next generation. English journal-
ist and writer William Blanchard Jerrold (1826-1884)
noted the elder Cruikshank’s merits as a first-class
painter and engraver in his book The Life of George
Cruikshank [Jerrold, 1894], dedicated to the work of
his son. In it, Jerrold spoke of him as equal to such
contemporaries as Gillray and Rowlandson. Thus,
according to the authoritative author, he was one
of the top three caricaturists in the country. More-
over, engraver Thomas Wright (1792-1849) spoke
of Isaac Cruikshank as one of the most successful
caricaturists of the early 19th century. The features
of his work, in addition to prolificity, are repeatedly
emphasised: originality, diversity and a keen sense
of humour. Ralph Edwards, the author of works on
British art, emphasised the rare excellence of the
artist's political caricatures, highlighting the per-
sonality of Isaac Cruikshank among an entire gen-
eration. An example was given of the unsurpassed,
in the author's opinion, spontaneity of impressions,
embraced by the pure spirit of caricature [Krumb-
haar, 1966, p. 184].

By the mid-19th century, Isaac Cruikshank had
developed a reputation as a capable, energetic and
successful artist. When studying his legacy, a log-
ical question arises as to why the contribution of
such an outstanding master, who worked simulta-
neously with masters of the genre, Gillray and Row-
landson, and was a legitimate part of the trio of this
glorious group of English caricaturists, was recog-
nised more conventionally. The most likely version
seems to be the established reputation of his son
George as the most outstanding of British illustra-
tors and caricaturists, which far eclipsed the fame
of his father.

Obviously, the addiction to alcohol also had a
negative impact on the engraver’s artistic heritage.
This dependence determined the general uneven-
ness of the nature and quality of the created draw-
ings. Quite a few are mediocre images since they

were fairly treated as cheap products. Isaac Cruik-
shank'’s caricatures of this type were created on oc-
casion - on the very day when this or that significant
social event took place. The reason for the creation
of such stream works was the artist’s insufficient-
ly stable financial situation and the need to pay for
wine. Thus, Isaac performed a certain amount of
work which did not contribute to an objective as-
sessment of the level of his abilities. It must be ad-
mitted that cheap book illustrations do not convey
the true extent of his skill.

Among other factors that are indicated when de-
termining the diminishing significance of the work
of Cruikshank Sr., there are often accusations of sec-
ondary nature. As mentioned above, Cruikshank’s
work, along with the works of Gillray and Rowland-
son, dated back to the Golden Age of English Carica-
ture. At the same time, a strong impression emerged
as if the master was only imitating Gillray in some
of the themes and subjects of the image that he
chose for himself. However, these particular claims
against the artist do not seem objective and fair
since the artists were contemporaries and, having
heard about any significant social event, could be
equally inspired by it. And their response could have
been born at the same time, which is not uncom-
mon. Krumbhaar's study even further confirms this
idea; the author discovered how sometimes Isaac's
caricatures with a similar title had appeared long
before Gillray's [Ibid, pp. 22-23].

Among the certainly wide range of the artist's
works, several significant directions of satire can be
distinguished. The main intention of the master's car-
icature was criticism of modern political and social
phenomena. It is not so important for study wheth-
er Cruikshank depicted a domestic, a theatrical or a
love scene, or a sketch on the topic of fashion - all
this is the embodiment of the private aspects of so-
cial satire. Probably due to the illustrator’s talent, in
contrast to political subjects, social themes in cari-
cature were determined by a tendency towards di-
rect and accurate observation. The artist did not
limit his depiction techniques solely to grotesque
and hyperbolization.

In the master’s creative life, there were both calm
periods and times of artistic growth. Thus, the rise
in the production of satirical graphics in 1801-1810
is evidenced by numerous caricatures created by
British artists. It is a natural consequence of signif-
icant historical events relating to the last decade
of Isaac’s life and work. The amount of Isaac Cruik-

shank's political and social satire peaked in the sev-
enth volume of the British Museum catalogue from
1793 to 1797, with 278 pieces listed under his name.
Then the amount increased significantly from 1803
- the period of the open threat of Napoleon's inva-
sion of England. The last rise of political satire dates
back to 1807-1808, when 171 pieces were attrib-
uted to Isaac Cruikshank. And this master’s period
is also associated with the creation of caricatures
where Napoleon is represented as the leading hero
of the works.

The artist's experience in political caricature was
fruitful. The master's works were distinguished by
a predominantly impartial view in relation to the
events he depicted. Cruikshank used his draftsman-
ship to criticise various social positions and opin-
ions. The most famous series of political images
include The Royal Extinguisher of 1795, Guards of
the State of 1797. In addition to engraving, Cruik-
shank turned to watercolour techniques and creat-
ed book illustrations.

Originally published by Fores on April 16, 1796,
the caricature Portraits of Preachers is now preserved
in the Library’s collection as an 1823 print. These
portraits may go back to the type of images cho-
sen by W.Hogarth, representing a number of fac-
es expressing various emotions to an exaggerated
degree in the works Chorus (1732) and Characters
and Caricatures (1743). Twelve caricature characters
are giving a speech while standing behind a pul-
pit, illustrating the variety of character traits mani-
fested in oratory. This caricature shows a parody of
human personality types, the uniqueness of tem-
peraments such as sanguine, choleric, melanchol-
ic, phlegmatic and related manifestations of human
morals. Each individual figure of a preacher is both
funny and sad since, regardless of the sincerity of
the speaker, the figures removed from the space
of the church seem to be arguing with themselves.
Nowadays, in the caricatures, those who love to
resort to the technique of post-irony could also
see a criticism of a lonely research scientist, whose
speeches and articles almost no one listens to or
reads except himself.

Another print kept in the collection (1822) repro-
duces the caricature Symptoms of Love published
by Fores in January 1796. It depicts eight couples
in love. In addition to the ironic observation of the
lovers’ behaviour, in this case, we observe a carica-
ture of fashion, outfits of ridiculous, bizarre styles
of that time. It was a common phenomenon in the
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press - many satirical engravings on the topic of
fashion appeared in publications [Lapik, 2013, p.
119]. The meaning of humour is revealed through
subtext and requires participation from the viewer.

Both of the caricatures described above are two-
tiered images. They are accompanied by explana-
tory texts. The collection of the State Hermitage
contains Cruikshank’s humourous sheets of similar
structure: The Effects of a New Peerage, Family Se-
crets!!, based on Woodward's work, which entered
the collection in 1932 along with other works.

A series of caricatures illustrating the once pop-
ular edition of The Miseries of Human Life by writer
and priest James Beresford (1764-1840) also attracts
our attention. According to images on the Library's
website, the drawings of the series were published
in 1808. They demonstrate, complementing the text
of the work, various minor human troubles, incon-
veniences and shortcomings of everyday affairs. The
author presents them using the example of every-
day situations in the form of a dialogue between
two main characters, with a rarely appearing female
character - the wife of one of the characters. The
writer sought to address the perception of the neg-
ative side of the surrounding everyday reality from
several sides. It is the typification of situations that
provides the leading contrast to the openly mock-
ing intonation of Cruikshank’s drawings.

One of the drawings with the title engraved at
the top depicts a genre scene in which two bear-
ers are carrying an arrogant lady in a palanquin
along the street. Below the picture, there is a com-
ment accompanying the funny image, which has a
satirical content regarding the excessive diligence
of the servant. The footman is clearly in a hurry to
carry the palanquin with the mistress and rudely de-
mands the passerby to move aside, explaining his
actions by the intention to act ahead of the mis-
tress's wishes. Cruikshank emphasises the comicali-
ty of an everyday situation, obviously reproducing a
situation from the life of representatives of the mid-
dle class in a typical everyday way. The criticism is
directed against the social phenomenon of servili-
ty of servants, generated by fear of the owners and
the desire to curry favour by any means.

Another image in the series The Sufferings of Hu-
man Life, indicated in the Library by a plate with the
number 287 in the upper right corner, is also alle-
gorical. The caricature is signed at the bottom with
two lines of text referencing the plot. It says that
the animal, which has just been given water on the
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road, now continues to calmly rest in the middle of
the pond. Having received the desired water, it does
not accept any admonitions at all and does not pay
the slightest attention to the person who gave it
drink. Thus, Cruikshank's funny engraving refers to
a philosophical interpretation of an ordinary situa-
tion, declaring the futility of demanding an expres-
sion of gratitude from an unreasonable creature.

All the sheets in the illustrated series are diverse;
however, the viewer instantly perceives the ironic
meaning of the caricatures. The artist visualises im-
ages, promoting greater clarity and understanding
of several levels of the text. The symbolic embodi-
ment of moralising content and parable language
were not an innovation in art; even Dutch master
P.Bruegel the Elder (c. 1525-1569) used various kinds
of metaphors in his paintings, for example, Flemish
Proverbs (1559), Children’'s Games (1560). Therefore,
we deeply understand the popularity of Beresford's
work and Cruikshank’s images among the English
viewer, who, in this case, wanted to turn to light
satire with those simple and everyday themes that
would be devoid of drama, political and scandal-
ous implications.

He illustrated works of Beresford and Rowlandson,
for example, in a piece he created in 1807, kept in
the collection of Buckingham Royal Palace. A fleet-
ing comparison of works by different artists con-
firms the independence of the creative individuality
of caricaturists when turning to the same material.

The collection of the Lewis Walpole Library high-
lights a number of works devoted to the satirical
depiction of the Scots (Scotch Cleanliness, Scotch
Washing), the Irish (The Irish Smugglers, A White
Ghost in Ireland, Irish Volunteers Advancing at the
Siege of Dublin, The Irish Poets Grace to Short Allow-
ance!, An Irish Epitaph). English masters in relation to
the Scots and Irish can be reproached for the rude-
ness and flatness of their humorous remarks, based
on the deep-rooted negative social perception of the
stupidity of the Irish. One can even say that there
are chauvinistic notes in such works. Note that such
rudeness, and partly obscenity, were characteristic
of that time, and are inherent to the same extent in
the caricatures by Bunbury, Rowlandson, Gillray and
Woodward. It is evidenced by writer W.M.Thacker-
ay’'s (1811-1863) impression: "Among these draw-
ings, there were many that were not intended for
young girls, and those that should not have been
shown to boys either” [Quoted from: Uspensky, etc,
2014, pp. 9-29]. Shestakov also mentioned, refer-

ring to the work of A.Mayol, the prejudice and snob-
bery of the British towards foreigners, when even
the Irish were considered queerish, eccentric, and
the Scots were found stern and arrogant, which in
turn was emphasised in various kinds of caricatures
[Shestakov, 2017, p. 10].

A certain idea of the typical crude wit of cari-
cature is conveyed to us by the coloured etching
Irish Volunteers Advancing at the Siege of Dublin.
In it, Irishmen in volunteer uniforms sit on gallop-
ing bulls backwards, moving in the direction op-
posite to the attack. Each soldier is wearing a bag
labelled "Potatoes" which they are throwing at the
small group of enemies (the French) on the right
of the image. The Irish are represented by the cari-
caturist as would-be warriors, rapidly moving away
from enemy cannons and muskets. Above each of
the three main Irish characters, there is a bravura
statement, which should give inspiration and cour-
age to his comrades. On the left side of the picture,
we see a character hanging on a bull over an abyss
in an attempt to jump to the other side to the vol-
unteers who managed to escape. It is noteworthy
that Cruikshank ridicules not so much the cowardice
of the fighters as their stupidity. In this kind of sat-
ire, social stereotypes regarding the Irish are clearly
demonstrated. The artist conveys the attitude of the
British, demonstrating a snobbish attitude towards
the Irish soldiers, a look down on them.

In this context, it is worth mentioning that in
the art of caricature from Cruikshank's time, sta-
ble generalised images-personifications of other
countries had already clearly been formed. These
types, as a rule, relied on a specific appearance, a
national costume. There was a tradition of depict-
ing the Dutch with exaggeratedly large heads, usu-
ally with a full, rounded face. The artists used frog
heads on the human body, which served as a hint
of the swampy area. The French, as in the caricature
described above, usually appeared as thin, elongat-
ed figures. A rather theatrical tradition developed
of representing the Spaniards in a suit with stock-
ings, a cloak and a hat with feathers. Prussian and
Austrian soldiers, who wore fancy braids and huge
moustaches as distinctive features, are more rarely
encountered characters in English military carica-
tures. Not infrequently, artists used stamp symbols
about any nation as a satirical device. It is how the
custom of perception took root at the level of a set
association when a Russian is a bear, an Italian is a
greyhound, a Dane is a mouse.

The artist’s other works are also kept in the Li-
brary's collection. Its website features a series of en-
graved caricatures, The Development of a Corrupt
Senator, from 1806-1807. The cycle of works de-
veloped in accordance with the already well-known
tradition of the series of works-narratives by W.Hog-
arth, A Rake's Progress, Marriage a-la-mode, A Har-
lot's Progress. Similar to the plan of the great master,
Cruikshank also worked on creating his own mor-
alising cycle. It embodies the edifying purpose of
satire, quite in the spirit of its predecessor. The view-
er observes the transformation of the images of an
unscrupulous businessman and becomes convinced
of the gradual destruction of personality and social
order associated with various abuses such as brib-
ery. The images are accompanied by a poetic text,
divided into two columns of six lines each.

By looking at Cruikshank’s caricatures in the col-
lection of the Lewis Walpole Library, it can defi-
nitely be revealed that even the master’s political
caricatures are at the same time acutely social and
have a descriptive characteristic. From the carica-
tures, one can learn about everything: news from
the life of representatives of high society (hunting,
playing cards, visiting balls and theatres), political
conflicts, the slave trade, abuse of class privileg-
es, fraud by officials, love affairs of famous people,
down to the minor incidents of the latest sensation-
al theatrical production. Many engravings are dedi-
cated to the vivid character-incarnation of a typical
Englishman, John Bull, such as Will-o’-the-wisp or
John Bull in a Bog, John Bull at the Sign, John Bull
as Justice Weighing the Commander. Political cari-
cature allows to de-heroise and desacralise a num-
ber of people who are “untouchable” in everyday
life - prominent politicians, military officers, mem-
bers of the clergy, royalty: the Duke of York, the
Princess of Prussia, the Prince of Wales. Political
caricature sought to convey the contradictions and
ambiguities in English public opinion. First of all, it
is manifested in relation to the lifestyle of people
of high society during the crisis period of the fight
against Napoleon. Britain was in a tense econom-
ic situation under the yoke of multiple debt obli-
gations. During this period, the defiant behaviour
of representatives of the upper strata, the demon-
stration of a luxurious lifestyle inappropriate for the
circumstances, looked especially cynical to society;
the atmosphere of carelessness sometimes fueled
a rather serious irony.
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In Cruikshank's engravings, satire was often di-
rected at the most prominent political figures in
Britain - W.Pitt the Younger (1759-1806), C.J.Fox
(1749-1806), and supporters of the Whig party. Car-
icature is an extremely serious genre of fine art,
speaking a seemingly frivolous language. All these
vivid possibilities manifested by the genre, using the
example of Cruikshank’s works, introduce an iconic

feature of English art. After all, English culture and
art in general are considered closed, prone to veiled
images and subtle hints, allegories. In contrast to
literature and high genres (historical painting, por-
traiture, landscape images), caricature granted signif-
icant thematic freedom, breadth of social coverage
and a certain degree of audacity to English art.
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COUNANBHAA N TOJINMTUYHECKAA KAPUKATYPA
NCAAKA KPYKLWEHKA B COBPAHI BUBJINOTEKI
NTBIONCA N YOJTTIONA

AHHOmMayus: ABTOp 0bpaLLlaeTcs K U3y4eHUo Co-
6paHuna KapuKaTyp B Koanekummn bubanotekun Jbton-
ca 1 Yonnona Venbckoro yHueepcuteta. CobpaHue
COAEPXKUNT YHMKaNbHbIN MaTepuan aHrANNCKON Xy-
[0XKEeCTBEHHOW rpadukn, 3HauMTeIbHas YacTb KO-
TOPOW OTBOAMTCA XaHpPy KapukaTtypsbl. B ctatbe
aBTOPOM MpPeAnNPUHUMAIOTCA MOMbITKX aHau3a TBOp-
yeckoro Hacsieama xygoxHuka M. KpyklweHka Ha
npuMepe HeKOTOPbIX MPejMeTOB KOANEKLUU U
0603HayeHMa OCHOBHOTO Kpyra TeM, CIHOXXETOB U
06pa3oB NOANTUYECKOM W COLMANbHOM CaTUPbl 3TOFO
MaJjion3y4yeHHOro rpasépa. 3Ha4nMMbIM MYHKTOM
ABNsAeTCcA obpalleHne K Mason3yveHHbIM JeTanaM
TBOpUecKon bruorpadun xyaoxxHuka. ABTop yno-
MUWHaeT GakTbl, KacaroLLMecs OTHOLWeHU KpykLieHka
¢ coBpeMeHHbIMU n3gatenamu (C.Y. ®opec, T. Terr,
I, ®3npbepH, T. YUAbAMCOH), NpesCcTaBUTEN MU
TBOpYeckon nHtennureHumm (M. Mapk, Ax.Joy,3.KuH).
B ctatbe Ha npumepe TBOpUecTBa M.KpykiueHka u
T.PoyneHzcoHa paccmatpuaeTcs npobieMa B3avMo-
BJMAHNA MeXY XYAOXHUKaMU-KapukKaTypuctamu,
npenATcTBytoLas JOCTOBEPHOMY CBUAETENLCTBY O
nepBeHCTBE aBTOPCTBa UAEN.

Knrouesele cnosa: aHrnnnckas kapukaTtypa, Kon-
nekuus rpasrop, nckyccrso XVIII Beka, noantnyeckas
catmpa, coumanbHas catmpa, O6puUTaHCKMA FOMOP,
rpadpuyeckmne LMKbl KapuKaTyp

B bubaunoteke flbtovca v Yonnona Menbckoro
yHuBepcuTeTa (CLLUA) XxpaHuTca 3HaunTenbHas Ko-
nekums rpapuryeckoro nckyccrtea. Habpocku, rpa-

BHOPbI, PUCYHKIN COCTaBAAIOT OAHY 13 CaMbIX BaXKHbIX
KOANeKLUMI BpUTaHCKON BM3YyabHOW caTUpPbl BOCEM-
HaZLLaToro Beka B Mupe. 3TO OrpoMHelLas B Mupe
KOMNEeKLMS aHTIMNCKOM rpaduku 3a npegenamu ca-
Mol bpuTtaHun. bubanoteka cogep>kmT okono 30
000 pabor, Bkatouarowwmx 6onee 10 000 kapukaTyp,
CEPUIN PUCYHKOB, MOPTPETOB 1 TOoNorpaduueckmx
kapT. Ocoboe BHVMMaHWe Npruobpenn cobpaHus pa-
60T OTAENbHbIX BblAatoWmxca Mactepos: Jx. Mva-
pesa (1757-1815), T. PoyneHgcoHa (1756-1827), U.
KpykweHrka (1756-1811) n [x. KpykweHka (1792-
1878), Y. XorapTa (1697-1764), [i>x. M. Byasopga
(1760-1809), I'.Y. banbepwn (1750-1811). BHy-
WNTeNbHasA YacTb rPaBlopP, PUCYHKOB U KapTUH,
HaxoAsLmMxcs B bubamoteke Jibtonca n Yonnona,
paHee npuHaaaexana nucaTento, U3BeCTHOMY 616-
moduny 1 KonnekLMoHepy 3CTaMmnoB, PUCYHKOB
1 xumBonucy Fopauuro Yonnony (1717-1797) n yacto
aHHOTaUMW K HAM cAenaHbl ero pykon. Konnek-
ums 6MbnnoTekn npeacTaBneHa 6a3oln JaHHbIX B
OTKPbITOM A0CTYyMne, BKAIOUatoLen BeCb CnekTp
npeAMEeTOB UCKYCCTBa U apTedakToB U3 KOANEKLUN
Yonnona. Tam ynoMuHaroTCa gaxe Te npeamMeTs,
MEeCTOHaxX0X/JeHre KOTOPbIX B HacTosLLee Bpemsa
HEW3BECTHO, HO CBEAEHMA O HUX 3HayaTCs B UC-
TOpUYEeCKMX UCTOYHMKax. ba3a aaHHbIX doHAa Oum-
61MO0TEKM HAXOAUTCSH B MOCTOAHHOM M3MEHEHWU:
KOMMEHTapuu, n30bpaxxeHns 1 3anncv obHOBAAOT-
Cs, NOAAA0TCA NepMaHEeHTHOW peakLmm.
BHMMaHve npegnonaraeTcs obpatuTb Ha npes-
cTaBUTENbHOE B brbnnoteke cobpaHune kapukatyp
rpasépa Vcaaka KpyklueHka, Ybé TBOPUECTBO, K CO-
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>KaNeHWo, HaXOANTCA B TEHU CNaBbl €ro CbIHOBEMW:
Oxoppaxa KpykleHnka (1792-1878) n Vicaaka Pobep-
Ta KpykweHka (1789-1856). PaboTbl KpykiueHka-
CTapLUero npeAcTaB/eHbl TOHAOHCKMMU COBPaHNAMM
bpuTtaHckoro myses, Myses pucyHkos 1 Myses Bukro-
pun 1 AnbbepTa, Konnekumamm Myzes Puuymnbama
(Kembpuax, BennkobputaHus). OTaenbHble pabo-
Tbl XPaHATCA B HayYHO-0Opa3oBaTe/lbHOM LeHTpe
Bubanotekn XaHtuHrrona B CaH-MapuHo (Kaam-
dopHus, CLUA), Menbckom LeHTpe 6prTaHCKOro
nckyccra (KoHHekTnkyT, CLLUA), NTocygapcTBeHHOM
SpmuTaxe (CaHkT-lMNeTepbypr, Poccus).

KpyKLueHk aBnaca aBTOPOM LUIMPOKOro npoduns
paboT. 3a Bce roabl TBOpYECTBa MacTepom Oblan
co3AaHbl rpastopbl, opopTel, akBapean. OH npo-
eKTMPOBaJ 1 rpaBMpoBas MO PUCYHKAM APYTUX Xy-
AOXHWKOB. Hanpumep, rpaBnpoBas HEKOTopble
PaboTbl aHMIMNCKOro NUcaTens U Kapukatypucra Jx.
M. ByaBopAa, KOTOpbIN ANS FPaBMPOBKX Nepesasan
eMy cobcTBeHHble Habpocku. KpykLueHK rpaBmpoBan
«IKCLLeHTPUYUHbIE 3KCKYPCUM MO AHIIMK 1 HOXXHOMY
Yanbcy» (1796). Onyb6ankoBaHHble Ha canTe bnb-
nnotekw Jlbronca n Yonnona paboTbl 3HaKOMAT Hac C
Pa3HOCTOPOHHEN TEMATUKOW TBOPYECTBa XyAOXKHUKa,
NCXOAA N3 KOTOPbIX NPesCTaBAAeTCAa BO3MOXHbIM
paccyxzaatb 06 aBTOPCKOM NpPosiBAEHUMN cebs B UC-
KyCCTBE KakK YaCTHOro Nnua, Kak XyAoXHMKa 1 Kak
rpaXkgaHnHa — TUMUYHOTO aHMMYaHNHa.

VHAMBUAYanbHYO MaHepy XyLoXHWKa GbiBaeT
CNOXHO Y&TKOo 0603HaunTb. Hag npolieccom cos-
JaHWA TpaBlop HepesKo MOTNO TPYAUTLCA HeC-
KOJIbKO YesIOBEK: XYAOXHUK, PE3UNK N MevaTHUK.
PaboTbl Xys0XHWKa HEPeAKO NpeAcTaBaAsAn COOOM
packpalleHHble BPyUHYt0 odopTbl: «ABUCCUHCKMIA
3aBTpak», «<HoBoOe rosnaHAckoe ynpaxHeHue», «bo-
HanapT B PrMe faéT TOP>KeCTBEHHYHO ayANeHLNIO»,
«brogxxeT, nnu J>xoH bynnb, HanyraHHbIM A0 Ge-
3yMusa».

B ¢BA3M € n3yyeHnem tBopuectea KpykLueHka cie-
AyeT ynoMaHyTb uaaroctpatopa u nsgatens Camioana
Yunoama ®opeca (1761-1838). brarogapa ero cra-
paHuaMm yBuaenn ceet kapukaTypbl Ix. [vapes, T.
PoyneHacoHa n W. Kpykiwerka. MNybavkaumm kapm-
KaTyp m3gatenbctBa Popeca NPOM3BOANANCH Ha YN-
ue Mukagmann B JloHgoHe. CotpyaHunydan KpykLueHk
Takxe ¢ n3gatenamum Tomacom Terrom (1776-1845) n
J>xoHom D31pbepHOM (rosbl aKTUBHON AeATENBHOCTU
1793-1843), KOTOpPbIV CN1aBUACSA CODCTBEHHBIMUW CaTU-
pryeckMmn pabotamu B TeXHUKE MeLLo-TUHTO. [py-
MM MOKPOBWTENEM, CMOCOBCTBYIOLLIMM MyHANKaLMAM
mactepa, 6bi1 Ixerimc Poyu (1753/4-1832). K Beay-
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MM aHTANMACKUM M3AaTeNbCTBaM KapuKaTypbl 3MOXu
reoprnaHcrsa koHua XVIII — Hauana XIX Beka cnegyet
oTHecTn npomn3BoacTso P. Jlopu (1755-1836) n Ox.
Yuttna (1757-1818), 3patenbctBo AnneHa un Ko
(6b110 ocHoBaHoO B 1835 rogy). Hekotopble paboTbl
KpyKkLueHka 66111 M3aaHbl U rpaBMpoBaHbl ToMacoMm
YnnbsAMCOHOM (Mepuos TBOPUYECKON aKTUBHOCTU
KoToporo npuxoantca Ha 1805-1825 rr.).

TeopuecTBo Vicaaka KpyklleHKa OTHOCUTCA KO
BpPEMeHU «30/10TOr0 Beka aHIIMNCKOW KapukaTypbl»,
Mo npaBy MOXET CTOATb B pAAY € UMeHamu . M'va-
pes, T. PoyneHACOHa, HO, BBUAY €ro CpaBHUTENbHO
MaJsiol N3yUYeHHOCTW, HecnpaBea/IMBO 0H6XoAUTCS
CTOPOHOU nccnegosatensmu. Tak, cobupatenb npo-
N3BEAEHN XYAOXKHMKa N COCTaBUTENb KaTalora ero
paboT fokTop dunocodun n MmeanumnHel 3.6. Kpym-
6aap ynoMmnHaeT o B3aMHOM BAUAHUN Tpadurkn
Mmnpes n Kpykwenka [Krumbhaar, 1966, p. 22]. B
KaTasore NpMBOAUTCA U KPaTKOE XMU3HeonmcaHme
XYAOXHMKA.

JlocTOBepPHbIX CBEAEHWIA O KN3HW 1 TBOPYECTBE
Vcaaka KpykiueHka coxpaHuaocb Mano. lMpovcxoamn
XYAOXHWK 13 anHbypra (AbepaunHimp). MNpegno-
NOXUTENBHO ero oTeLl, IHAPH OblN COTPYAHUKOM
TaMOXHW AMbo cOOopLUMKOM Hanoros. Tak Kak OH
ABNANCA AKOOUTOM, TO B pe3ynbTaTe BOCCTaHus 1745
roga npuweén K pasopeHuto. Vicaak KpykieHk 6bi
MAAALWNM 13 NATK feTert IHAPto KpykweHka. OH Bbin
KpeweéH 14 oktabpsa 1764 roaga. bbityeT MHeHue,
YTO OH OCTaJICA CMPOTON B paHHeM Bo3pacTe. O6
3ToM, no cnosam Kpymbaapa, nucanm Heckobko
aBTopoB: branvapg Jxeppong, Pug. OgHako nccne-
fJoBaTens He yaoBaeTBopsAn ux BoiBog, Kpymbaapa
NHTEpecoBanun Npexze BCero KOHKPETHbIE CCbINKK
Ha Nofo0bHble NpeAcTaBAeHUsA 06 06CTOATENbCTBAX
SKU3HW XYAOXHMNKA JETCKUX NeT.

Besnbim naTHOM B 6uorpadum N. KpyklweHka ctan
BOMPOC O BAUAHUN DHAPIO KpyKLIeHKa Uan Jpyrux
Ntozew Ha ero oblee obpazosaHne n Gopmuposa-
HMe KaK XyfoXHuKa. 13BecTHO, 4To, Bysyymn okono
ABaALaTN neT, OH nepeexan B JIOHAOH NPUMeEpPHO
B 1784 rogy. Ero cyabba Ha paHHeM 3Tane TBOp-
yecTBa NOAOOHA XM3HW BONBLUVMHCTBY FOHbIX LLIOT-
NaHaues, oTnpasastowmxcs B JJoHAoH. Mcaak 6pan-
s 3a I0OYH0 CMOCOBHYH NPUHECTUN AeHbrn paborTy.
DT0 06CTOATENILCTBO HEraTMBHO CKa3aioCh Ha Moj-
XoZe K TBOpYeCTBY, He CNocobCTBOBANO Pa3BUTUIO
BbICOKOro TpeboBaHWA K KayecTBy BbIMOJHEHWA pa-
60T1. Pokycmpyscb Ha Lenn noayveHuns 3apaboTka,
MacTep 6bln 3aHAT 0dOpPMAEHMEM NOTEePENHbIX Br-
NIeTOB, PUCYHKM K KOTOPbIM OH rpaBmpoBas B 60b-

oM Konunuectse. [lpyroe Mecto OTBOAMIOCH MANHOC-
TPUPOBAHMIO AELUEBbIX KHUT K CMPaBOYHUKOB. Ero
WANKOCTPALLIMM TON paHHEl Nopbl 4OBOLHO rpybbie,
CO3JaHHble B HeEBpexxHOU MaHepe. [ocneLwHoCcTb
0COBOEHHO XxapaKTepHa ero nepBoHaYaabHbIM Ha-
6pockam, B HUX aBTOp H6bla 03aboueH B 6obLuei
CTeneHn BOMOLLEeHVEeM CaMOro 3aMbiCla MPoeKTa.
KauecTBO CO3s@HHbIX OTTUCKOB OCTaBAANO XenaTb
nyyuwero. MNopovi LBeTa OAexXa 1 ApYrux AeTanel 3Ha-
UNTENbHO Pa3/INYatOTCS B Pa3HbIX OTTUCKAX C OLHON
M TOW >Ke NAaCTUHbI, HO YacTO OHW CO3jaBasnCh Ha-
CTO/IbKO HEBPEXKHO, UTO CU/IbHO BbIXOAAT 3@ FpaHuLLy,
YCTaHOBJIEHHYO BbITpaB/ieHHOW NnHKen. Cpean pa-
60T KpyKLUeHKa MOXHO BCTPETUTb U Takyro Hebpex-
HOCTb, KOTla CI0BO HbINO BbIrPaBMPOBAHO, BbIXOAS
Ha Kpau pucyHka.

TUNWMYHOWM TEXHWKOW M3roToBAeHWs rpastop Mca-
aka 6blna npoLesypa TpaBAeHUs, MOCAe YEro aBTop
OKpalunBan CBOW PUCYHKM, MPUMEHAA KapaHaalu
Nnbo akBapenb. K pabote xys0XKHWUK npuBaekan CBo
cynpyry n getei. XeHe, a Takxke U CbIHOBbAM (MO
Mepe 1X B3pOC/IeHNA) JOBEPANACh PyYHas packpacka
1 co3gaHune Hagnucel. MNo3gHee ¢ HaKoNAeHUEM
onbiTa paboTbl icaak No3Bonsa UM BbITpaBANBaTb
npocTble NpesMeTbl Ha 3aZHEM MaaHe CO6CTBEHHbIX
pabort. MNpunbanzmtensHo ¢ 1800 roga MOXHO B OT-
AEeNbHBIX CNyyasx obHapy>KMBaTb COBMECTHbIE rpa-
BHOPbI, CO3/,aHHble MacTePOM B COaBTOPCTBE C FOHbIM
Oxopaxem. C nogpoctkoBoro nepuoga xopax
y>ke npopabatbiBan 60/bLLYH YacTb NOBEPXHOCTM Ha
MeAHbIX MAacTMHaX, HebosbLLve PUrypKu Ha 3agHeM
naaHe 1 MOPOW CaMOCTOATENbHO MyHANKOBaN UTO-TO
13 IMYHOro TBopYecTBa. K coxXxaneHuto, 3Tv nosaHue
COBMeCTHble paboTbl MO-Pa3HOMY NMOAMMCHIBANCH, U
MOTOMY BO3HVKAET MHOXECTBO BOMPOCOB A TOYHOM
naeHtTndurkaumm astopcraa. [laneko He Bcerja BepHO
YyCTaHOBJIEHO, KTO MMEHHO Obl1 aBTOPOM 3aMblCia
1 BOMJOLLLEHMA paga Npou3BeseHnii: cam Mcaak,
€ro HauMHatLWmI Kapbepy CbiH [xopax Ambo oba
XYAOXKHMKA.

B HacTosiLee BpeMa HEMHOroe M3BeCcTHO O ce-
MEMNHOW XMN3HWN XyAOXHWKa. MpnbbiB B JIOHAOH, OH
B lOBOJIbHO CKOPOM BPEMEHW XeHuAcs Ha Mapu
MakHOTOH. W, HECOMHEHHO, IMYHOCTL M3pu no-
Cy>KWaa 3a710rOM CYaCTIMBOMN U KPEnKol Cembl,
CTO/Ib HeobxoanMOW MacTepy. byayun Bonesom u
B/IACTHOW XEHLUMHOW, CUY CBOEro XapakTepa OHa
obpallana B co3ngaTenbHoe pycio, CTaB NpesaHHowm
nomolLHuLen cynpyry. OTMedaeTcs eé bepexnm-
BOCTb U TpyAoNt0bue, bnarogaps yeMy oHa cymena
BOCMMTaTb CBOUX AeTeil N AaTb UM obpasoBaHue.

Wx c Vicaakom geTtn xoamnm B HaudanbHYHO LLKOY B
DLKy3pe, TakKe peryaapHO MoceLanm BOCKPeCHble
cnyx6bl LoTnanackow uepksu B KpayH-KopTe. Mapu
yfilaBasoCb CNPaBAATLCA C PACTyLMM NPUCTPACTUEM
Vcaaka k asnkoronto. E€ ycunnamm yaanocb HakonuTb
TbiCAYY PYHTOB — CYLLLECTBEHHYIO MO TEM BpeMeHaMm
cymmy aeHer. Micaak n Mapu cHayana xuan Ha [brok-
cTpuT B Baymcbepw, rae nosaBuanch Ha CBET CbIHOBbS
Pobept n Axxopax B 1786 n 1792 rogax. Takxe B
ceMbe MacTepa poamnack fo4b dansabeT, KoTopas
paHo ymepJa, eABa ceMbs Nepeexana Ha [opceT-
CTpUT.

CewmelictBo KpyKlueHka npoyHo obocHoBasack
B COBCTBEHHOM foMe Ha JopceT-cTpuT K 1794 ro-
4y. OHuM 6b1IM LOBpOXKenaTesibHbl B 06LLEHMM, NPK-
HUManN WU3BECTHbIX rocten. OAHO Bpems Yy HUX
OCTaHaBAMBANCA U3BECTHbIN UcCaegoBaTeb, NyTe-
wectBeHHUK MyHro Mapk (1771-1806). B uncne nHbix
nocetuTenen 3Haumacsa xuneonucel, xopax oy
(1781-1829), Bnocneacteum uneH Koponesckon aka-
Aemun. Vicaak gaBan eMy ypoku pucoBaHuMA B TOT
nepvog, korga loy 6bin ewé oH 1 He npu3HaH. Cam
OH 6bIBan YacTbiM roctem B Bunerap-fipae, Apypv-
NelH B Xuavie ngatens Poyya, 4nd KOTOPOro OH
co3gaan opopThbl K AeLEBbLIM KHMUIam LYTANBOrO,
MO3TMYECKOro nau TeaTpaibHOro xapakrtepa. B
roctax y Poyua Vicaak no3HakoMuaca ¢ 34MyHAOM
KnHom (1787-1833), B TOT nepros Manon3BeCcTHbIM
aHTINACKUM apTUCTOM. Tak Hayanacb cemMenHas
Apy>6a, KoTopas NpoAoaKanack BMAOTb O CAMOM
cMepTn Mcaaka. 3. KuH nprnobpen BceMmnpHoe ak-
TEpPCKOe Npu3HaHWe POasSMN B MOCTaHOBKAX LUEKC-
NUPOBCKMX Nbec: «[amnet», «Otenno», «<Puyapg l»,
«MakbeT», «Koponb JlInp». Kpyr obLieHns onpe-
AeNéHHO Mor GOpPMMPOBaTb BKYCbl XYAOXHMKA, OKa-
3bIBaTh BAMAHWE Ha BbIGOP TeM ANf TBOPYeECTBa.

VckyccTBo Mcaaka KpykLueHka noayunno 3ameTHyro
OLLleHKY CpeAun KPUTUKOB CAeAytoLero NoKoeHns.
AHTAVIACKMIA XKYPHANNUCT 1 NucaTenb Yuabam braHwap
[xxepponba (1826-1884) otmeuan 3acayry ctapLiero
KpykilieHka Kak MepBOKIACCHOIO XMBOMUCLLA U
rpaBépa B kHUre «<KusHb [>xopaxa KpykieHka»
[Jerrold, 1894], nocBsLLEHHOW TBOPYECTBY €r0 CbiHa.
B He [>xepponbg 0T3bIBaACSA O HEM Kak O PaBHOM
TakUM COBpPEMeHHUKaM Kak [mapei n PoyneHcoH.
Taknm 06pa3omM OH BXOAWJ, MO MHEHWUIO aBTOPU-
TETHOTO aBTOpPa, B OMNpPeAeN oLy TPOMKY NepBbIX
KapukaTypucToB cTpaHbl. A rpaBép Tomac Pant
(1792-1849) oT13biBasncs 06 Vicaake KpykiueHke, Kak
06 0aHOM 13 Hanboee NpeycneBakoLLNX Kapuka-
TypuctoB Hayana XIX Beka. HeogHoKpaTHO NoAYEpP-
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KMBAIOTCA YepTbl €ro TBOPYeCTBa MOMMMO MA0A0-
BUTOCTN: OPUTMHANBLHOCTb, MHOrOObpasue 1 octpoe
4yyBCTBO toMopa. Panbd 3aBapac, aBTop pabot o
6prTaHCKOM MCKYCCTBE, MOAYEPKMBAN pejKoe npe-
BOCXO/CTBO MOANTUYECKUX KapuKaTyp XyAOXHMKa,
BblAenasa NMUYHOCTb Mcaaka KpykiueHka B pagy ue-
noro nokoneHwusa. MNprBogunace B npumep Hemnpes-
30MAEHHas, Ha B3rAaJ4 aBTopa, HEeMoOCPesCTBEHHOCTb
BMeyYyaT/eHNN, 0OBATBIX YNCTBIM AYXOM KapuKaTypbl
[Krumbhaar, 1966, p. 184].

K cepegmHe XIX Beka o imyHocTn Vicaaka Kpyk-
LIeHKa CNoXunacb penyTtaumsa cnocobHoro, sHep-
rMYHOro n fobusluerocs ycnexa xyAoxHuka. Mpwm
M3yYeHWM ero HacneAna BCTAéT 3aKOHOMEpPHBIA BOM-
pOC O TOM, NOYeMy BKAaZ CTO/b BblatoLLEerocs Mmac-
Tepa, TBOPUBLLEro OAHOBPEMEHHO C MeTpaMu XaHpa
l'Mnpeem 1 POyneHCOHOM, 1 ABAABLUMMCA 3aKOHHOM
4acCTbtO TPWMO 3TON CNABHOW rPYNMbl aHIMNCKMX Ka-
puKaTypucToB, bbii Npu3HaH 6osee ycnosHo. Haum-
6osiee BepOATHOWM NpeacTaBAAeTCS Bepcus O C/10-
KUBLUENCS penyTauum ero cbiHa [xxopayxa Kak Hau-
bosiee BblgarOLLErocs U3 6pUTaHCKUX UANOCTPa-
TOPOB U KapuKaTypuCTOB, HAMHOTO 3aTMUBLLUETO
cnaBy oTua.

OueBngHO Tak>XKe, 4TO NarybHoe npucrpactne
K a/IKOro/to HeraTMBHO OTPa3NIOCh Ha XyJoxXec-
TBEHHOM Hacneawu rpaBépa. [laHHas 3aBUCUMOCTb
onpeaenvna obLLyto HepaBHOMEPHOCTb XapakTepa v
KayecTBa CO3AaHHbIX PUCYHKOB. HeManoe Konmyec-
TBO paboT npeactaBaseT coboi NocpeaCcTBEHHbIE
1306parxkeHns, Tak Kak OHW CrpaBejInNBO OTHOCWMINCD
K gewésor npogykunn. Kaprkatypbl aToro tuna
y Vicaaka KpykiueHka co3gaBannce No cayyaro — B
TOT CaMbIVl JieHb, KOrja MPONCXOAMAO TO NN MHOE
3HaumMmMmoe obuiecTBeHHOe cobbiTue. MpuUmHoO
CO3/j@aHNA TaknX MOTOKOBbIX PaboT ObIIO KaK He-
[OCTaTOYHO YCTOM4YMBOE MaTepuanbHOe Noaoxe-
HMe XyAOXHMKa, Tak M BO3MOXHOCTb YMN/1aTUTb 3a
BMHO. Takum obpa3om Vcaakom Npon3BoAMNNOCH
HeKOTOpOe KOANYeCTBO paboT, He CNOCOBCTBYOLLMNX
06BEKTUBHOM OLEHKe YPOBHA €ro CoCcobHOCTEN.
CnesyeT Npu3HaTh, YTO AeLLéBble KHUXKHbIE U-
MOCTpaumnmn He nepejaroT UCTUHHOWN CTEeMNeHU ero
MacTepcTBa.

Cpeam apyrux GakTopoB, KOTOpble yKa3blBatOT
npv onpeAeneHnn yManatoLmx 3Ha4MMoCTb TBOP-
yectBa KpyKlueHka-cTapLuero, HepeAko BCTpeyvaroTcs
yrnpéku Bo BTOPUYHOCTU. Kak ymoMMHanock BblLLe,
TBOpUecTBO KpyKLUeHka Hapajy C MPoun3BeAeHNIMM
[>x. Tunpes, T. PoyneHAcoHa OTHOCKUAOCH KO BpeMeHU
«30N10TOro Beka aHIIMACKON KapukaTypbl». [py 3ToM
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CNOXWUNOCh YCTOMYMBOE MpeacTaBAeHNe, CI0OBHO
MacTep AnLwb Noapaxkan [Mapeto B HEKOTOPbIX Temax
1 NpeameTax n30bpaxkeHns, KoTopble TOT 3bupan ans
ce6s. OfHaKO MMEHHO 3TV NPETEH3MM K XYA0XKHUKY
He KaXkyTcs 0OBbEeKTUBHbBIMW U CNPaBeAANBbIMY, Tak
KaK XyAOXHWKM Oblav COBPEMEHHUKAMU W, YC/blLLaB
0 KakoM-11b0 3HaUMMOM 0BLECTBEHHOM COBbLITLN,
MOTAN 6biTb B PaBHOM CTeNeHW BAOXHOBAEHbI UM.
W MX OTKAMK MOT pOANTLCA OA4HOBPEMEHHO, UTO He
ABAseTcs peakoctbto. N3yueHne Kpymbaapa paxxe
6onee TOro NOATBEPXKAAET 3TY MbIC/b, A€ aBTOP
obHapy>K1BaeT, Kak NopoW kapukaTtypsbl caaka co
CXOAHbIM Ha3BaHWEM MOABAANNCHL 3340170 A0 [napes
[Ibid, p. 22-23].

Cpeam 6e3ycnoBHO LUMPOKOro cnekTpa paboT
XYAOXHMKA MOXHO YC/IOBHO BbIAEANTb HECKOBbKO
CyLLeCTBEHHbIX HanpaBaeHnin catmpbl. OCHOBHas
WNHTEHLMA KapuKaTypbl MacTepa — 3TO KPUTUKa COB-
PEMEHHbIX MONNTUYECKUX N OOLLLEeCTBEHHbIX ABNE-
HWIN. He cToNb BaXKHO ANs U3yyeHus, nsobpaxeHa
A KpykeHkoM 6bIToBas, TeaTpasibHas, 1t06oBHas
CLieHKa, 60 Xe 3apnCcoBKa Ha TeEMY MOAbI — BCE 3TO
BOMJIOLLLEHME YACTHbIX CTOPOH COLMANbHON caTupbl.
BeposTtHo, bnarosaps fapoBaHUIO UAKOCTPATOPa, B
OT/AMUME OT NOANTUYHECKNX CHOXKETOB, CoLMabHble
TEMbl B KapukaType onpeAensnincb TeHAeHUMeln
K NPAMOMY N TOUHOMY HabatoaeHUo. XyA0XKHUK
He CBOAMA NMpPUEMbI N3006pa>keHNs eANHCTBEHHO K
rpoTecky v runepboamnsaunm.

B TBOpUECKOW XU3HM MacTepa NpUCyTCTBOBaIM
Kak CMOKOVHble Nepuoabl, Tak U BpeMeHa XyA0XecCT-
BEHHOro nogbéma. Tak, o NogbEMe B NPOU3BOACTBE
catupuyeckoin rpadpumkm 1801-1810 rogos ceuaetens-
CTBYHOT MHOTOUYMC/IEHHbIE KapuKaTypbl, CO3aHHble
6pPUTAHCKUMUN XYLOXKHUKAMW. DTO 3aKOHOMEpPHOe
CNeACTBME 3HAUUMbIX COBBITUIN UCTOPUM, OTHOCA-
WMXCA K NOCAeAHEMY AeCATUNETUIO XU3HU U
TBOpYecTBa Vicaaka. O6bEM NOANTUUECKON N CO-
umanbHoW catupbl Mcaaka KpykweHka agoctur
MakKCMMyMa COrNacHO JaHHbIM CeAbMOro Toma Ka-
Tanora bputaHckoro mysea ¢ 1793 no 1797 roga,
Korga noj ero UMeHem 4yncamtca 278 npesmeTtos.
3aTemM 06BEM 3HauMTeNbHO Bo3poc ¢ 1803 roga — ¢
nepuogza OTKPbITOW Yrpo3bl BTOPXKeHWs HanoneoHa B
AHrauto. MocneaHnii NOABEM NOANTUYECKON CaTUPbI
oTHocAaT k 1807-1808 rosam, korga 171 npegmety
npunuceiBanock aBTopcTso Vcaaka KpykiueHka. 1
3Ta Nopa MacTepa CBfizaHa TakXe C Co34aHneM Kapu-
KaTyp, rAe BeAyLLMM repoem npeacraaeH HanoneoH.

OnbIT XyAOXHWKa B MOAUTUYECKOM TEMATUKe Ka-
pukaTyp 6bln1 NAOAOTBOPEH. PaboTbl MacTepa oTu-

Yyan NperMyLLEecTBEHHO BeCnpuCTPacTHbIN B3ra
NPUMEHUTENBHO K N306PaXXEHHbIM UM COBBITUAM.
KpyKLleHK ncnonb3oBan HaBblkM pUcoBasbLimKa
ANA KPUTUKWN Pa3INYHbIX OBLECTBEHHBIX NMO3MLIUIA
N MHeHWI. K yncny Hanbonee M3BECTHbIX Cepuit
NONINTNYECKUX N30bpaxkeHMin oTHocaTcA «Kopo-
NeBckuM orHeTywmntenb» 1795 roaa, «Ctpaxu ro-
cypapcrBa» 1797 roga. KpyKileHK MOMMMO rpaBtopbl
obpaluancs K akBapesbHON TEXHWKE, CO3AaBas KHUX-
Hble UANFOCTPALLUN.

V3HauanbHO onybankoBaHHas dopecom 16
anpena 1796 roga kapvkatypa «lopTpeTbl nporno-
BeHWKOB» XPaHUTCSA HbiHe B cobpaHun bnban-
oTeku B Buge oTtmcka 1823 roga. 3T nopTpeThl
MOTYT BOCXOAMUTb K TUMY U300paxkeHni, n3bpaHHoMy
ewé Y. Xoraptom, NpeacTaBAfrOLWMX PAL AL, Bbl-
paxkarowmx B runepbosin3npoBaHHON CTeneHu
pa3nyHble IMOLIMK, Kak B paboTax «[leBueckunii
xop» (1732) n «Xapaktepbl 1 KapukaTtypbl» (1743).
[BeHaaLaTb NepcoHaxen KapukaTypbl BbICTY-
naroT, CTOA 3a KapeApon, UTo uantCTpupyet
pa3Hoobpasme NPoABIEHHbIX B OPaTOPCKOM MC-
KycCTBe UepT xapakTepa. B 3Toli kapukaTtype npo-
CNexXuBaeTCA MapoAns Ha TUMbl YeNOBeYEeCKOM
JNIMYHOCTKY, cBOeOobpa3ve TeMnepamMeHTOB BpPoOAe
CaHIBMHNYECKOrO, X0J1epNYEeCKOro, MeslaHxoamnyec-
KOro, ¢aermaTMyeckoro N CMeXHbIX NPOsABAEHWUI
noackmnx HpaBoB. Kaxxaas otaensHasa urypa npo-
noBejHMKa U CMeLLHa, 1 NeYabHa, Tak Kak BHe 3a-
BMCUMOCTW OT UCKPEHHOCTU FrOBOPALLErO U3bATbIE
M3 NpoCTpaHCcTBa Xxpama GuUrypbl CIOBHO CMOPSAT
camu ¢ coboli. B HacTosee Bpems, ntobsLee 06-
paLaTbCs K MPUEMY NOCTUPOHUM, MOXHO BbIN10 Obl
YBUAETb B KapuKaType TakKe KpUTUKY OANHOKOrO
YUY€HOro-mnccnes0Batens, Yol BbICTYMNIEHNS, CTaTby
NpakTUyeckn HUKTO He C/TYLLAET K He YMTaeT, Kpome
Hero camoro.

[pyron xpaHsaLwmica B Koanekumm ottmck (1822)
BOCMPOU3BOAMNT n3gaHHyto y Popeca B AHBape 1796
roga kapukatypy «CuMnToMbl At06BM». Ha Hel
n306paxxeHo BoceMb BAHOONEHHBIX Nap. [ToMumo mpo-
HMYeCKoro HabarogeHUs 3a 06XoXAeHeM BNOO-
NEHHbIX Mbl HabNtOZaEM B JaHHOM Cydae KapukaTtypy
Ha MoZy, HapAabl HesenblX, MPUYYANNBbLIX GAaCOHOB
TOro BpeMeHwW. ITO bbIN0 PacnpoOCTPaHEHHbIM B-
NleHneM B neyatu — B U3AaHNAX MNOABAANOCh MHO-
XECTBO caTMPUUECKMX rpaBlop Ha TeMy MoZpl [Jlanwk,
2013, c. 119]. CmbiCch tOMOpa packpbiBaeTca nNpu
NMOMOLLM NOATEKCTa, TPebyeT OT 3puTens yyactums.

Obe KapukaTypbl, ON1UCaHHbIe Bbllle, NPeAcTaB-
AT cObON ABYXbsAPYCHble n3obpaxeHus. OHM

COMPOBOXAEHbI MOACHUTENbHBIMM TeKCTamu. B cobpa-
HuM F'oCysapCTBEHHOTO pMUTaXKa XPaHATCA CXOXUe
Mo MOCTPOEHMIO FOMOPUCTUYECKMe ANCTbl KpyKiueHka
«2bdekTbl HOBOTo N3pcTBa», «CeMeliHble TaHbI!!» no
HapaboTkam ByaBopzaa, NoCTynuBLLIME B KONNEKLMIO
B 1932 rogy, Hapagy C 4pyrMMu Mpov3BeAeHNAMU.

MNpviBNeKaeT Halle BHUMaHWe 1 cepus KapumKaTyp,
WNNOCTPUPYIOLLMX MOMYyAsipHOE B CBOE BPeEMSA U3-
AaHue «CTpasaHuns YesoBeYeCckom XMN3HW» nucaTens
n cesiLleHHMKa [xenmca bepecdopaa (1764-1840).
CornacHo n3obpaxeHusaM, NpeAcTaBAeHHbIM Ha
calite bubanoTekun, pUCyHKM 3ToM cepun onybamn-
koBaHbl B 1808 roay. OHM geMOHCTPUPYHOT,
JLOMOJHAA TEKCT COUYMHEHUSA, Pa3NNYHble MesKue
NOACKME HeypaaunLbl, Heyao00cTBa 1 HeAOCTaTKU
noBCeHEBHbIX Ae/. ABTOPOM OHW MPenogHOCATCA
Ha npvMepe BObITOBbLIX CUTyaLWIA B BUAE AManora ABYX
OCHOBHbIX MEePCOHaXxen, C pesko NosABAAIOLLUMCS
>KEHCKUM — Cynpyru oAHOro u3 repoes. lMncatens
CTPEMUIICS C HECKONbKMX CTOPOH 06paTUTbCS K BOC-
NPUATUIO HEFaTUBHOW CTOPOHbI OKpYyXKatoLwen no-
BCEAIHEBHOW AENCTBUTENBHOCTU. IMEHHO TUNn3aums
CUTyaLMI COCTaBAAET BEAYLLMIA KOHTPACT OTKPOBEH-
HO HaCMeLLMBOW MHTOHALMKN PUCYHKOB KpyKLUeHKa.

Ha ogHOM 13 pUCYHKOB C BbIrPaBMPOBaHHbIM
BBEPXY HaMMeHOBaHVeM n3obpakeHa >xaHpoBas
CUEHKa, Ha KOTOPOW ABOE BO3HWL, Ha yauLe Npo-
HOCAT B MasaHKMHEe HagMeHHYI Agamy. A CHU3Y
noj PUCYHKOM MpeAcTaBAeH CONPOBOXAatoLWmin
3abaBHOe U30bpaxkeHre KOMMEHTapWi, HOCALLUIA
caTMpuyeckoe cogepkaHne OTHOCUTENbHO U3ANLL-
Hel UCMONHUTENBHOCTU cayri. Jlakel sBHO TOPOMUTCA
NMPOHECTM NaNlaHKUH C TOCMOXOWN 1 rpybo TpebyeT
MPOXOXero NOCTOPOHUTLCA, KOMMEHTUPYA CBOW Jen-
CTBUS HAMEpPEHWEM AeNCTBOBaTb Ha onepexeHne
XenaHusa xo3sakn. KpykieHk noguépkmBaeTt Ko-
MWYHOCTb OObILEHHOW CUTYyaLMK, BOCNPON3BOASA
0YEBWAHO B TMMMYECKOE BbITOBOE PYCa0 CUTyaLMtO
N3 XWU3HW NpeAcTaBuTenein cpegHero knacca. Kpum-
TUKa HanpaB/eHa NPOTUB COLMANbHOTO ABNEHUS
XONYNCTBa MPUCAYTH, MOPOXKAAEMOE CTPAxOM rnepes
XO3f€BAMU U XXeNaHWEM BbICAY>XUNTbCS JHOObIMU CMO-
cobamum.

ANNeropuyHo 1 agpyroe nsobpaxeHue cepumn
«CTpafaHns YenoBeyeckom Xn3Hn», 0603HauYeHHoe B
Brnbanoteke Tabamukon c Homepom «287» B NpPaBoOM
BepxHeM yray. KapvkaTypa nognucaHa BHU3Y AByMs
CTpOKaMM TeKCTa, OTCbIIALWMMU K CloXKeTy. Tam
rOBOPUTCS, YTO, XKMBOTHOE, KOTOPOE TOJIbKO UTO
Hamowan B Jopore, NPOAOXKAET XJ1aZHOKPOBHO
oTAbIXaTb Ternepb nocpean npyaa. Noayums xena-
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€Myl BOJY, OHO COBEPLUEHHO He MpUHUMaeT
yBeleBaHW 1 He obpalllaeT HU MafenLlero BHU-
MaHMsA Ha HanoMBLUEro ero yenoeeka. TakMm 0b-
pa3om 3abaBHas rpastopa KpyklleHka OTCblnaeT K
dunocodckomy TONKOBaHMIO 0ObIAEHHON CUTyaLuK,
3aAB/149 O TLLETHOCTM TpeboBaHNA OT HEPa3yMHOTo
CO3JaHus NposBAeHMa BaarogapHoOCTL.

Bce nncTbl anoCcTprpyemMolt cepn MHOroo6pasHbl,
HO 3puTENEeM MOMEHTaIbHO CYMTbIBAETCA MPOHUYHOE
3By4YaHMe KapukaTtyp. Xy40XHWK BU3yannsupyet obpa-
3bl, CNOCOBCTBYA OOMbLUEN HArNSAHOCTY Y MOHUMaHWA
HECKOJ/IbKMX YpOBHeN TekcTa. CMMBONMYECKOe BO-
NIOLLEHME HPABOYUYUTENBHOTO COAEPYKaHWS, MpuUTYe-
BOTO fi3blka He AB/ANOCb HOBAaTOPCTBOM MCKYCCTBA,
ewé HuaepnaHacknii mactep I. bBpelirens-crap-
wwuin (ok. 1525-1569) ncnonbzosan pasHoro poga
MeTadopbl B CBOMX KapTuHax, Hanpumep, «dna-
MaHzAckme nocnosuubl» (1559), «Mrpel getein» (1560).
[MoTomMy HaMm rnyb6oKO MOHSATHa NOMNYAAPHOCTb MPO-
n3BegeHus bepecdopaa n nzobpaxerHuin KpykieHka
Yy @aHMIMACKOTO 3pUTENs, XKenarLero B JaHHOM
cnlyyae obpaTUTbCS K JIErKOWN caTupe C TeMU He3a-
MbICNOBaTbIMU U BYAHNUUYHBIMU TEMaMK, KOTOPbIEe
6b1nn 6bl NMLIEHBI ApaMaTu3Ma, NOANTUYECKON U
CKaHAaNbHOW NOAOMNNEKN.

Obpalancs Kk uantoctpupoBaHuio bepecdopaa
1 PoyneHACOH, HanpuMep, B CO34aHHON UM paboTe
1807 ropa, xpaHsaLLEencs B KOANeKUUn byknHremckoro
KOposeBcKoro AsopLa. MMMonétHoe comnoctaBieHne
paboT pa3HbIX XyA0XKHMKOB, MOATBEPXAAET HE3a-
BMCMMOCTb TBOPYECKOMW MHAMBUAYANbHOCTU Kapu-
KaTypvCTOB Npu obpalleHnn K O4HOMY U TOMY XKe
mMaTtepwuany.

B konnekunn bubanotekn Slbtonca n Yonnona
BblgenseTca pag pabot, NocBAWEHHbIX caTpuyec-
KOMYy M306paxkeHnto wotnaHaues («LLotnanackas
uncrota», «CTMpKa WoTAaHALEB»), npaaHaues («Mp-
NaHACKMe KOHTpabaHANCTbI», «benbli npuspak B
WNpnangum», «MpnaHackme so6poBobLbl NPOA-
BMraroTcs Npu ocage ybavHa», «MpnaHackme nos-
Tbl MONYYaOT CUMBOIMYECKOE Nocobue», «MpnaHa-
ckas anuTadua»). AHIIMACKMX MacTEPOB MO OTHO-
LIEHWIO K WOTAAHALAM U MpAaHALAM MOXHO yrpek-
HYTb B rpy6OCTM M NJIOCKOCTU OTMYCKaeMbIX FOMO-
PUCTUYECKMX 3aMeYaHui, ONUPaOLLIMXCA Ha yKope-
HWBLUEMCS HeraTMBHOM COLManbHOM Mpeaybex-
AEHWW O TYNoBaTOCTN UpnaHaueB. MoXHO gaxe
CKa3aTb O HaM4YMN LWOBUHUCTCKMX HOTOK B NOA06-
HbIX NPOV3BeAeHMAX. 3aMETUM, YTO NofobHas rpy-
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60CTb, OTYACTU U HEMPUCTONHOCTb, BbIIN Xapak-
TEPHbI AN15 TOFO BPEMEHW, MPUCYLLN B TOW Xe CTe-
neHu kapukatypam n banbepu, PoynenacoHa, M'npes
n ByaBopgaa. O6 3TOM CBUAETENLCTBYET BrieyatieHne
nucatena Y.M. Tekkepesa (1811-1863): «Cpean atux
PUCYHKOB BbIIO HEMaNo Takux, YTO He NpejHas-
HauyaanCb AN MONOAbIX AEBWULL, U TakuX, UTO He Crle-
[,0Bao NokKasbiBaTb U MajbumKam» [LMT. NO: YcneHx-
ckmii n ap., 2014, c. 9-29]. LLlectakoB TakXe yno-
MUWHaA, ccblnasch Ha Tpya A. Manona, o npegy6ex-
AEHUN N CHOBM3MeE aHT/IMYaH Mo OTHOLIEHUIO K
MHOCTpaHLUaMm, Korga faxe npaaHiLeB cHuTanm
YylaKkoBaTbIMU, 3KCLLEHTPUUYHBIMW, @ LOTNaHALEB
HaXoAWAN CYpPOBbIMU N HAAMEHHbIMM, UTO B CBOO
ouyepesb MOAUYEPKMBANOCh B Pa3HOro poja Kapukary-
pax [Lecrakos, 2017, c. 10].

OnpegenéHHoe npeacTaBaeHe O TUMNUYECKON
rpyboBaTtol ocTpoTe KapuKaTypbl JOHOCUT A0 Hac
packpalueHHbIi odbopT «MpnaHackue 106pOBObLbI
npoasuratotcs npu ocage JybanHa». Ha Hel vp-
NaHaubl B 4JobpoBoabYeckolr popmMe cajAaTcsa Ha
cKauyLwmx 6bIKOB 3a0M Hanepés, ABUrancb B Ha-
npaBJeHUK, NPOTUBOMOJOXHOM aTake. Ha Kaxzom
congare HafeT MeLloYek ¢ Hagnucebto «KapTodensb»,
KOTOPbIM OHUW 3abpacbkiBalOT HEOObLUYIO TPynny
NPOTUBHMKOB (GpaHLy30B) CripaBa Ha 1300paxxeHnN.
WpnaHAaLbl NpescTaBaeHbl KapyKaTypucTOM rope-Bo-
AKaMK, CTPEMUTENbHO YAANAOLLMMUCA OT BPaXKECKMX
nyLlek 1 MyLKeToB. Haz KaxabiM 13 TPEX OCHOBHbIX
nepcoHaxxen-npnaHALEeB pacrnooxeHo bpasypHoe
BbICKa3blBaHWe, JO/KEHCTBYOLLEe NPMAaTh TOBa-
puvlliam BOOAyLLEeBNeHWE 1 oTBary. B neBoi vactu
pUCYHKa Mbl BUAMM MEepCcoHa>ka, 3aBMCLIEro Ha
6bike Haj MPOoMNacTbio B MOMbITKE NEPECKOUYNTb Ha
Apyron 6eper K cyMeBLUMM CNacTUCb 206POBObLIAM.
MpuMeyaTtenbHo, YTo KpyKLleHK BbICMEMBaeT He
CTOIbKO TPYCOCTb BONLOB, CKONLKO FAynocTb. B no-
Jo6BHOro posa catnpe Apko nNposBaeHbl obliec-
TBEHHble CTEPEOTUMbl B OTHOLLEHUN MPAaHALLEB.
Xy[OXHMKOM nepefaHa nosnuma 6puTtaHues, ge-
MOHCTpUpYHOLWas CHOBUCTCKNIA B3IA4 Ha NPAaHA-
CKWX congart, — B3I/, CBbICOKaA.

B 3TOM KOHTEKCTe CTOUT YNOMAHYTb, YTO B UC-
KyccTBe KapukaTtypbl BpeMEH KpyKLleHka y>ke UéT-
kKo cdopmMMpoBanmCb yCTonumBble 0606LLEHHbIE
06pa3bl-NepcoHnPUKaLIUm Apyrux CTpaH. TV TUMbI,
KaKk npaBWaO, ONUpPannUcCb Ha cneunduryeckyro
BHELWHOCTb, HaLMOHa/bHbIM KOCTHOM. Hanpumep,
3akpenunach Tpagmuma nsobpaxatb ronnaHaLEeB C
npeyBenYeHHO 60bLIMMM F010BaMMN U OBbIKHOBEHHO
C MOJHbIM, OKPYFAbIM AULOM. XyAOXHWNKaMU

NMPUMEHANNCH FONIOBbI IATYLLEK Ha Ye/IOBEYECKOM Tene,
4TO CAYXKUNO HAMEKOM Ha BONOTUCTYHO MECTHOCTb.
®paHLy3bl, Kak 1 Ha OMUCaHHOW Bblle KapuKaType,
06bIYHO NpeacTaBany XyAbIMU, BbITAHYTbIMUK GUry-
pamu. BelpaboTanacb LOBO/IbHO TeaTpaibHas Tpa-
ANUNA NpeacTaBAATb UCMaHLEB B KOCTHOME C
yyKamu, NAaLoM 1 WAANOW ¢ nepbamn. bonee pea-
KO BCTpeyaeMble NepCoHaXKM aHMIMMCKON KapuKaTypbl
Ha BOEHHYHO TeMaTUKy — 3TO NPYCCKUe 1N aBCTpUIiCKme
Conjatbl, KOTOPble B KaUeCcTBe OT/IMUNTENbHBIX MPU-
MEeT HOCUAWN NPUYYJANBbBIE KOCUUKM 1 OTPOMHbIE YCbl.
He peako NpuUMeHAANCH Xy[0XKHMKaMK B KayecTBe
CaTMPMYECKOro Npuéma CUMBObI-LUTaMMbl O KaKOM-
nmnbo Hapoge. Tak, ykopeHuacs obblvai BoCnpuatus
Ha YpOBHe YCTOMUMBOW accoLumaLnm, rae pycckuni
— 37O MeABeAb, UTanbsAHel, — bop3as, gaTHaHWH —
MblLWb.

XpaHaATca B koanekummn bubavotekn 1 nHoro po-
Za paboTbl XysoXHWKa. Ee caliToM npeacraBneHa
cepvis rpaBMpPOBaHHbIX Kapukatyp «Pa3suTme kop-
pymMnunpoBaHHoro ceHatopa» 1806-1807 rogos. Linkn
paboT pa3BuACS B COOTBETCTBUM C YXKE N3BECTHOM
Tpaauumel cepuii paboT-noBectBoBaHWMA Y. XorapTa
«Kapbepa MoTa», «MogHbIn 6pak», «Kapbepa npo-
CTUTYTKW>». NMOAOBHO 3aMbICNy BEANKOro MaTpa
KpykLlueHk Takxxe paboTan Hag co3zaHMEM CBOEro
HPaBOYUNTENbHOrO, MOPaAN3aTOPCKOro LMKa.
B HEM BnonHe B Ayxe CBOEro npejLlecTBeHHMKa
BOMJIOLLAETCA Ha3ngaTtenbHOe npejHasHayeHue
catvipbl. 3puTenb HabatoaaeT TpaHchopMaLmto 06pasos
HeZ06pPOCOBECTHOTO Aeblia, yoexaasch B MOCTeneH-
HOM pa3pyLUEHUN IMYHOCTY N OBLLECTBEHHOTO NOPAZAKa,
CBA3aHHOTO C pa3HOObpa3HbIMK 310yNoTPebAeHNAMM
BPOAE B3ATOYHMYECTBA. V1306parkeHns conpoBoXaeT
CTUXOTBOPHbIV TEKCT, MOAENEHHbIN Ha ABa cTonbLa no
LLeCTb CTPOK B KaXZOM.

OnpepenéHHO MOXHO BbISIBUTb MPU MOMOLLM
obpalleHuns Kk kapukatypam KpykLueHka B cobpaHumm
bnbnvotekun Jibronca n Yonnona, uto gaxke no-
NNTUYeCKMe KapukaTypbl MacTepa ABAAKOTCA
OfHOBPEMEHHO OCTPO COLMaNbHbIMU, HECYT Obl-
TOoMnucaTeNbHYO XapakTepPUCTMKy. V13 Kapukatyp
MO>HO y3HaTb 060 BCEM: O HOBOCTAX W3 XXM3HM
npezcTaButenen Boiclwero obuiectsa (0xoTa, Urpa B
KapTbl, NocelleHve 6anoB 1 TeaTpoB), MOANTUYECKNX
KOHbAMKTaX, paboToprosae, 3/10ynoTpebaeHnsax

COC/NOBHbIMW NMPUBUAETUAMM, MOLLEHHUYECTBE YN-
HOBHWKOB, IFOHOBHbIX MOXOXAEHWNAX N3BECTHBIX /WL,
BMIOTb A0 MEJIKMX Ka3yCOB MOCAeAHEN HallyMeBLUen
TeaTpasbHOWN MOCTaHOBKWN. APKOMY MepPCOHaxy —
BOM/IOLLEHMIO TUMUYHOIO aHrAnYaHvHa — [>KoHy
Byanto noceaLeHo Hemano rpasrop Bpoge «bayx-
LALLM OroHék, man [xxoH bynnb B 60s0TeE>,
«[I>KOH Bynnb y BbiBECKU», «[I>)KOH Bynnb B poan
CyAbW, B3BELLMBAOLLMI KOMaHAMpPa». [Moantnueckas
KapukaTypa no3Bo/seT JerepomsnpoBartb, Jecakpa-
NIN3NPOBaTh PAL «HEMPUKOCHOBEHHbIX» B OObIAEH-
HOM >XXWU3HW NUL, — BUAHbBIX NOJNTUKOB, BOEHHbIX,
npescTaBUTENEN AyXOBEHCTBA, KOPONEBCKMX OCO6:
repuor Mopkckuii, npuHuecca Mpycckas, NpuHL
Yanbckuid. Moantnyeckas kapukatypa cTpemmaach
nepesaTb NPOTMBOPEYNS N HEOAHO3HAUYHOCTb B
aHIIMACKOM 06LWecTBEHHOM MHeHuK. Mpexae Bce-
ro 3TO NPOSBJEHO B OTHOLIEHUN K 0Bpasy Xu3-
HW NHOZEN BbICLLIEro CBeTa B KPU3IMCHbLIN Nepuos
60pbbbl ¢ HanoneoHoMm. bputaHus Haxoannach B
Hanps>KEHHON 3KOHOMUYECKOWN CUTYaLMn NOA rHé-
TOM MHOXECTBEHHbIX JONTOBbIX 0653aTenbCcTB. B
3TOT NepMoS 0COBEHHO LIMHWYHBIM BbITA4EN0 ANS
06LLecTBa BbI3blBatOLLLEe MOBEAEHWE NpescTaBuTeNeik
BbICLLUUX C/IOEB, HeNo0batollas obcToaTeNnbCTBaM
AEeMOHCTpauusa pockoLHOro obpasa X13HU — aT-
Mocdepa becneyHoCTV pasxmrana nogyac He Nérkyto
NPOHUIO.

B rpaBtopax KpyklieHka caTupa Hepeako Ha-
npas/siach Ha BUAHEWLLMX MONNTUUECKMX AesTenein
bputanum =Y. Mutta-mnagwero (1759-1806), Y. .
®okca (1749-1806), CTOPOHHWKOB MapTUN BUFOB.
KapukaTtypa sBASETCA UCKAOUUTENIBHO CEPbE3HbIM
>KaHPOM 1306pa3nTeNbHOrO NCKYCCTBA, FTOBOPALLMM
Ha, Ka3anocb Hbl, HeCepbE3HOM fA3blke. Bce 3T fpkue
BO3MOXHOCTH, MPOSIBJAEHHbIE XXaHPOM, Ha NprMepe
paboTt KpyKiueHka 3HaKOMSAT CO 3HAaKOBOW 4epToWn
aHIIMNCKOTrO UCKYCCTBA. Beab aHrANACKYO KyabTypy,
WNCKYCCTBO B LLeJIOM NMPUHATO CUUTATh 3aKpPbITbIMY,
CKNOHHBIMU K 3aBYyaAvpOBaHHbIM 06pazam v TOHKMM
HaMéKkaM, MHOCKa3aHu 0. B npoTMBONONIOXHOCTb
NnTepaTtype, BbICOKUM >XXaHpam (MCTopUUecKas Xu-
BOMWCb, MOPTPET, Nen3axkHble n3obpaxeHns) Ka-
pukaTypa fapoBaa 3HauUTeNbHYH TEMATUYECKYHO
cBobOAY, WMPOTY COLMaNbHOTO OXBaTa U N3BECTHYHO
CTeneHb Aep30CTX aHMIMNCKOMY UCKYCCTBY.
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PLOT AND DRAMATURGICAL FEATURES OF
ATCHAIKOVSKY'S OPERA THE TALE OF BORIS
AND GLEB, THEIR BROTHERS YAROSLAV THE WISE
AND SVYATOPOLK THE ACCURSED, THE DASHING
ROBBERS AND THE GOOD RUSSIAN PEOPLE

Summary: The article considers the plot and dra-
matic features of A.Tchaikovsky's opera, The Tale
of Boris and Gleb, their brothers Yaroslav the Wise
and Svyatopolk the Accursed, the Dashing Robbers
and the Good Russian People. Modern opera house
seems to be one of the most controversial phenom-
ena of musical culture of the early 21st century.
Representing various directions in the opera genre
development, it includes works by Russian compos-
ers going beyond the plot and dramatic bounda-
ries of the traditional opera genre. In this context,
A.Tchaikovsky's operas, reflecting the most impor-
tant events in Russian history, are significant. The
composer’s most relevant works seem to be: The
Tale of Igor's Campaign, The Sovereign's Affair, The
Legend of the City of Yelets, the Virgin Mary and Ta-
merlane, Ermak and The Tale of Boris and Gleb, their
brothers Yaroslav the Wise and Svyatopolk the Ac-
cursed, the Dashing Robbers and the Good Russian
People. Considering the implementation of religious

plots in the opera The Tale of Boris and Gleb, the au-
thors of the article note the author’s remark - “cho-
ral opera”. At the end of the 20th - beginning of the
21st century, striking examples of this genre were
works by A.Kulygin: Flight to Heaven, 1993, The Tale
of the Priest and His Worker, 1999, Impostor, 1999;
R.Shchedrin: Boyaryna Morozova, 2006; A.Manotsky:
Guidon, 2009. Considering the composer’s opera
The Tale of Boris and Gleb in the aspect of interac-
tion between the religious and secular traditions of
national culture, the author highlights the dramat-
ic lines which allowed the author to create a work
reflecting the main views of the aesthetic and reli-
gious concept of the given era. The following liter-
ary works used as a source for the opera are noted
by the authors: The Tale of Boris and Gleb, The Tale
of Miracles, Reading about Boris and Gleb, etc. It is
pointed out that the dramaturgy of the choral op-
era is close to the church service structure in com-
position. The key role in the opera is given to the
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choirs, representing the main action of the drama.
The composer uses several types of choir - mixed
choir, male choir, Russian folk choir. The conclusion
is made that the opera dramaturgy is a synthesis
of several genre trends in Russian opera. It com-
bines the features of epic and heroic opera, histor-
ical musical drama and elements of lyrical drama.

Keywords: operatic creativity of A.Tchaikovsky,
The Tale of Boris and Gleb.

At the beginning of the 21st century, the Russian
musical theatre represents new facets of the opera
genre development. The possibility of using religious
plots in modern musical theatre has allowed to re-
veal the substantive aspects of images and events
of national history which have not previously been
embodied in the opera genre. In this aspect, Alex-
ander Tchaikovsky's musical theatre acquires special
significance. The composer's operatic creative work
includes more than ten works representing various
directions of modern opera (comic, chamber, epic,
choral)' . In them, he refers to sources of various
origin: these are examples of Russian and foreign
literature, historical materials (chronicles, legends,
annals), monuments of religious culture.

Events of Russian history are embodied in such
composer's works as The Tale of Igor's Campaign,
The Sovereign’s Affair, The Legend of the City of
Yelets, the Virgin Mary and Tamerlane, Ermak and
The Tale of Boris and Gleb, Their Brothers Yaroslav
the Wise and Svyatopolk the Accursed, the Dash-
ing Robbers and the Good Russian People. The ap-
peal to historical subjects is in some way a tribute
to tradition since this line permeates the work of
many Russian composers - M.Glinka, P.Tchaikovsky,
A.Borodin, M.Mussorgsky, N.Rimsky-Korsakov. Re-
maining committed to the traditions of the national
musical theatre, Tchaikovsky pays considerable at-
tention to choral scenes in his works. This reaches
its peak in the opera The Tale of Boris and Gleb, for
which there is the author’s remark — “choral opera”.

1. Among them, there are: R. V. S. (based on A.Gaidar's work),
Second of April and Loyalty; Grandfather Laughs (based on
|.Krylov's work), Three Musketeers (based on A.Dumas'’s
work), Three Sisters (based on A.Chekhov's work), Tsar Nikita
and His Forty Daughters (based on A.Pushkin’s work), One
Day in the Life of lvan Denisovich (based on A.Solzhenitsyn's
story), Violist Danilov (based on V.Orlov's novel), The Life and
Extraordinary Adventures of Oliver Twist (based on Charles
of Yelets, the Virgin Mary and Tamerlane, Ermak and The
Tale of Boris and Gleb, their Brothers Yaroslav the Wise and
Svyatopolk the Accursed, the Dashing Robbers and the Good
Russian People. Dickens's novel), The King of Chess (based
on S.Zweig's novella), as well as The Legend of the City
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At the end of the 20th century, A.Kulygin's works
were striking examples of this genre: choral opera
Flight to Heaven, 1993, children’s choral opera The
Tale of the Priest and His Worker, 1999, choral op-
era The Pretender, 1999. At the beginning of the
21st century, events in Russian history are reflect-
ed in various forms of Russian musical theatre. The
genre of choral opera is embodied in the works
of R.Shchedrin - opera Boyarina Morozova, 2006;
A.Manotsky - choral opera Guidon, 2009. In the op-
era house of the early 21st century, a special place
is occupied by the genre of opera-oratorio, repre-
sented by T.Smirnova's work Sergius of Radonezh.

It is noteworthy that the composer chooses his-
torical events not previously embodied in the Rus-
sian musical theatre as themes for his compositions.
The opera The Tale of Boris and Gleb is an example
of the creation of the author's concept of a legend-
ary story. The peculiarities of the plot interpreta-
tion are related to the fact that princes Boris and
Gleb were the first Russian holy martyrs canonised
in the 11th century. The events of their Christian life
are described in various sources - chronicles, hag-
iographies, liturgical monuments, ancient church
chants [1].

When creating the libretto script, M.Durnenkov
chose ancient Russian literary sources telling about
the murder of Vladimir's sons as his basis. Among
them, there are examples of the hagiographic gen-
re: The Tale of Boris and Gleb and the addition -
The Tale of Miracles, as well as Reading about Boris
and Gleb, etc. There is an opinion that all histori-
cal materials related to the life and death of Prince
Vladimir's younger sons, dating back to 1072, were
supplemented much later.

Considering the features of the opera concept,
A.Soloviev notes: “The plot of the opera The Tale of
Boris and Gleb, described by Nestor the Chronicler
in the 12th century, turned out to be actually pro-
jected onto our reality. Political intrigue, social tur-
bulence and murder are a range of themes which
resonate anywhere in the world and pass from cen-
tury to century”. According to A.Tchaikovsky: “Noth-
ing has changed, and all the passions which existed
in the 12th century are still happening now. Manip-
ulation of public opinion, the struggle for power,
provoking crime; at that time, everything was simply
cruder and simpler: if one did not like a person, they
immediately killed them” [4, p. 6]. Understanding
their death in the context of the biblical command-

ment “thou shalt not kill" creates the plot outline
of the choral opera.

In composition, the dramaturgy of the choral
opera is close to the church service structure. The
main role in the opera is given to the choirs, repre-
senting the main action of the drama. The compos-
er uses several types of choir - mixed choir, male
choir, Russian folk choir. The premiere involved six
choirs from different regions of Russia and neigh-
bouring countries. It is important that the parts of
Boris and Gleb, according to the author’s stage direc-
tions, can be performed by a children’s choir, which
refers us to the sound of angelic singing embodied
in a church service of the Russian Orthodox Church.

At the compositional level, The Tale of Boris and
Gleb is the least unambiguous among Tchaikovsky's
works. As A.Solovyov notes: “In structure, this (op-
era) is a kaleidoscope of episodes, which are lay-
ered with a kind of retornelo - Boris and Gleb's
lines” [4, p. 8]. Three dramatic levels can be distin-
guished in the work:

1. The epic level;

2. The lyrical and psychological drama level;

3. The symbolic (timeless) level.

Due to the fact that these storylines are united
through a variety of artistic means in the opera, a
general direction of its dramaturgy emerges. The
symbolic level, represented by the images of broth-
ers Boris and Gleb, seems to be the most impor-
tant. “The images of Saints Boris and Gleb are the
‘voices of conscience’, the embodiment of justice,
the inevitability of the triumph of truth - the author
created them in an unusual way, written for coun-
tertenors. They are not characters but ethereal alle-
gories of purity and innocence, whose appearance
on stage is associated with very expressive, mysti-
cal moments of the opera since their androgynous
timbres 'bewitch’, transfering human passions to a
metaphysical plane” [4, p. 7]. The poetic text of Bo-
ris and Gleb's parts is based on the Memorial ser-
vice texts. The opera opens with Boris and Gleb's
duet, reproducing the prayers of the 17th Memorial
Kathisma [2]. The entire text of the 17th Memorial
Kathisma is heard at funeral services - at parasta-
seis and memorial services.

ence between caricaturists, which prevents reliable
evidence of the primacy of the authorship of ideas.

Keywords: English caricature, collection of en-
gravings, art of the 18th century, political satire, so-
cial satire, British humour, caricature graphic series

The Lewis Walpole Library at Yale University (USA)
houses a significant collection of graphic art. Sketch-
es, engravings, and drawings form one of the most
important collections of the 18th-century British
visual satire in the world. It is the world's largest
collection of English graphics outside of Britain.
The library contains approximately 30,000 works,
including more than 10,000 caricatures, series of
drawings, portraits and topographic maps. Collec-
tions of pieces by individual outstanding masters
has drawn special attention: J.Gillray (1757-1815),
T.Rowlandson (1756-1827), |.Cruikshank (1756-1811)
and J.Cruikshank (1792-1878), W.Hogarth (1697-
1764), J.M.Woodward (1760-1809), G.W.Banbury
(1750-1811). An impressive part of the engravings,
drawings and paintings in the Lewis Walpole Library
previously belonged to Horace Walpole (1717-1797),
a writer, famous bibliophile and collector of prints,
drawings and paintings; pieces were often anno-
tated by him. The library's collection is presented
by an open access database which includes the full
range of art and artefacts from the Walpole collec-
tions. It even mentions those items the location of
which is currently unknown but information about
them appears in historical sources. The library's col-
lection database is constantly changing: comments,
images and entries are updated and are subject to
permanent editing.

Attention will be drawn to the Library's represent-
ative collection of caricatures by engraver Isaac Cruik-
shank, whose work, unfortunately, is in the shadow
of the fame of his sons: George Cruikshank (1792-
1878) and Isaac Robert Cruikshank (1789-1856). The
elder Cruikshank's works are presented in the Lon-
don collections of the British Museum, the Drawing
Museum and the Victoria and Albert Museum, and
the collections of the Fitzwilliam Museum (Cam-
bridge, UK). Some works are stored in the research
and educational centre of the Huntington Library
in San Marino (California, USA), the Yale Center for
British Art (Connecticut, USA), and the State Her-
mitage Museum (St. Petersburg, Russia).
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The Tale of Boris and Gleb opera [4]

Psalm 118, funeral [3]

U. 1

«... Y3pwn, uto 5 3anosean Teown BO31+06M.

Mo Munoctn TBOEN OXMBU MEHSs».

«Hauano cnos Teoux McTHa 1 Ha Bek BCe CyAbl
Mpasabl TBOEN»

159 «Buxab, Ako 3anosean TBos BO3/106UX:
Focnoau, No Muaoct TBOeR XNBU Ms»

Behold | have loved thy commandments, O Lord;
quicken me thou in thy mercy.

160 «Hauano choBec TBOWMX UCTUHA, 1 BO BEK BCA
cysbObl NpaBabl TBOESA»

The entirety of Your word is truth, And every one
of Your righteous judgments endures forever

In the initial section:

The Tale of Boris and Gleb opera [4]

Psalm 118, funeral [3]

L. 29

«Bo Bek He 3abyay noseneHuii Teoux. N60 nmn
oxuBuAa Tbl MeHS.

CTanv XaaTb MeHS FPeLHNKN, YTobbl NorybuTs Me-
HAa»

«TBOW 5, cnacn meHs, nbo A noseneHnn TBOUX He
B3bICKaN,

A >Ke NMOHAN CBUAETENbCTBA TBOU»

93 «Bo Bek He 3abyay noseneHunin Teoux, n6o nmmn
Tbl OXXMBASiELW b MEHA»

Thy justifications | will never forget: for by them
thou hast given me life.

95 «HeuecTtnBble NnoacTeperatoT MeHs,4To-6bl No-
ryoutb...»

The wicked have waited for me to destroy me

94 «TBOW #, cnacu MeHs, NbO s B3biCKaa nosese-
HUN TBOUX...»

| am yours. Accomplish my salvation. For | have
inquired into your justifications.

95 «...q yrnybnarocb B OTKPOBEHUS TBOW».

| have understood thy testimonies

In the central section of the opera:

The Tale of Boris and Gleb opera [4]

Psalm 118, funeral [3]

L. 59

«yCTpOI/IJ'II/I MHEe rpelwHKn 3anajgHo, HO A4 OT 3ano-
Bep,e|7| TBOWX HE OTKNOHMACA,

yHaciegoBan a cBnaetTenbCrea TBOW BOBEK, BOBEK,
yHaciei0Bas BOBEK»

61 «CeTn HeuecTnBbIX OKPYXWJIN MEHA, HO A He 3a-
OblBan 3aKoHa TBOEro».

The cords of the wicked have encompassed me: but
| have not forgotten thy law.

69 «[opable cnneTaroT Ha MEHSA 0Xb,
fl e BceM cepauem Oyay XpaHWTb MOBeeHUs
Teon».

The iniquity of the proud hath been multiplied over
me: but | will seek thy commandments with my
whole heart.
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At the end of the opera, a fragment of the Me-
morial service appears in their parts:

The Tale of Boris and Gleb opera [4]

The succession of funeral service [2, p. 173]

L. 111

«¥Ynokown, boxe, pabos Teoux Vx nocenu B pato,
rae xopbl CBATbIX, Focnogw, rae npaBefHVKM Kak
cBeTuna

Yconwwmx paboB TBOMX yNOKOW HECMOTPA Ha BCe UX
COrpeLleHms».

«Ynokown, boxe, paba TBoero n y4mHun ero B pav,
naexe AuLbl CBATbIX, FOCMOAW, N NpaBefHNLLbI CUs-
tOT AKO CBeTwu/a, yconwaro paba TeBoero ynokown,
npe3unpas ero BC COrpeLleHms».

"Give rest, O God, to Thy servant and place him/her
in paradise, where the faces of the saints, O Lord,
and the righteous women shine like light, give rest
to Thy departed servant, despising all his/her sins.”

Tchaikovsky's music creates a unique atmosphere
of prayer appeal. These appeals permeate all sec-
tions, uniting the dramatic lines of the opera - u. 1,
u. 29, u. 59, u. 111. Reproducing the leit theme of
the saints, the sound of the viola is the allegorical
embodiment of angelic voice.

The epic level is realised in the choral scenes
of the opera, which make up a large volume of
the work. Despite the division of the choir into dif-
ferent compositions within the choral scenes, the
scene and narrative principle of dramaturgy as a
whole develops a rather static action. In addition,
the “skaz” genre is also epic since a musical genre
with such a formulation does not yet exist in scien-
tific terminology. "The choirs are divided according
to functionality. Someone in the ancient Greek spirit
is like a moral authority, someone is a direct partic-
ipant in events like the voice of the people... some-
times coming to the fore or sometimes shared by
the crowd in general bewilderment at the author-
ities’ actions. Individuals and masses at the same
time. A hero or a nonentity, depending on the cir-
cumstances." [4, p. 7]

Against the backdrop of choral scenes, the lyri-
cal and psychological drama of the main character,
Yaroslav the Wise, unfolds. “The central character is
the ruler Yaroslav the Wise (performed by a dramat-
ic actor; Andrei Merzlikin was in this role at the pre-
miere shows)”, according to the composer, “tough,
smart, but sometimes not understanding his sub-
jects. He does not see or hear his brothers, Boris or

Gleb. The people hear their voice; however, Yaroslav
does not. It is an important dramatic move. He does
not have many solo lines; nevertheless, each one is
‘worth its weight in gold'. Like a smart ruler, he deft-
ly manipulates the mood of the crowd. His image
is a mixture of Richard Ill and King Lear.” [4, p. 7]

His image development is a tragedy, a personal
drama. In the opera, Yaroslav the Wise recites, re-
ceives answers from the people (choir); however,
he never manages to hear the voices of his broth-
ers, Boris and Gleb, with who he shares an extra-
terrestrial symbolic level; Yaroslav's internal conflict
is never resolved.

Thus, the opera dramaturgy represents a syn-
thesis of several genre trends in Russian opera. It
combines the features of epic and heroic opera, his-
torical musical drama and elements of lyrical dra-
ma. Based on the libretto created by the authors,
such a synthesis requires a transformation of the
musical language, which chooses its own range of
means of expression for each specific image. Work-
ing with a genre is a method of revealing the main
idea of a work.

The creation of operas on religious and histori-
cal plots is an important stage in the formation of
cultural memory in the modern socio-cultural envi-
ronment. In this context, it seems important that the
composer turns to the indigenous forms of Russian
professional art - to the traditions of Russian cho-
ral music. It determines the interaction of religious
themes and the musical component of the works.

THE AUTHORS EXPRESS THEIR GRATITUDE TO ALEXANDER TCHAIKOVSKY FOR PROVIDING
MATERIALS AND ASSISTANCE IN PREPARING THE WORK
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CHOXXETHO-APAMATYPIMYECKME OCOBEHHOCTW
OMEPbl «CKA3 O BOPUCE W TNEBE, X EPATbAX
APOCNIABE MYAPOM U CBATOMNOJIKE OKAAHHOM,
NNXUX PA3BBOVIHUKAX 1 IOBPOM HAPOAE
PYCCKOM» A. B. YAKOBCKOIO

AHHomayus: B cTaTbe nccnesytotcs npobaemsi
CHOXKETHO-ApaMaTypruyecknx ocobeHHocTel one-
pbl A.B. Yaikosckoro «Cka3s o bopuce n Mebe, nx
6patbax Apocnase Myapom n Ceatononke OkasH-
HOM, IMXMXx pa3borHmKax 1 JO6pPOM Haposae pyc-
ckoM». COBpeMEHHbI OMepHbI TeaTp NpeAcTaB-
NAeTca OfHUM M3 Hanbosiee HEOAHO3HAYHbIX AB-
NIeHNI My3blKalbHOW KyAbTypbl Hauana XXI| Beka.
PenpeseHTnpys pa3anyHble HanpasieHWa Pa3BUTUA
>KaHpa onepbl, OH BKAKOYAET NPON3BEAEHNA OTevec-
TBEHHbIX KOMMO3MUTOPOB, BbIXOAALLME 32 PaMKU CHO-
>KETHO-ApaMaTyprnyeckmnx rpaHunL, TPagnLMoHHOro
OMepHOro >aHpa. B JaHHOM KOHTeKCTe BaXKHbIMU
ABAA0TCA onepbl A.B. YalikoBCcKkoro, oTpaxatoLine
BaXkKHelLLMe cobbITUA OTeUYeCTBEHHOW UcTopun. Hau-
bonee akTyanbHbIN NpescTaBAseTCA Takme Npouns-
BeZeHMA KOMNo3nTopa, kak: «Cnoso o noaky Nro-
peBe», «[ocyaapeBo aeno», «J/lereHaa o rpage Enbuge,
aese Mapuu n TamepnaHe», «<Epmak» n «Ckas o
Bopwuce v Tnebe, nx 6patbsx Apocnase Myapom m
Ceatononke OkasHHOM, IMXUX pa3boliHmKax u 406-

POM Hapoge pycckom». PaccmaTpurBas NpeTBoOpeHme
pennrmosHbix croxeTtoB B onepe «Cka3 o bopuce n
lnebe», aBTOpamMu CTaTbM OTMeUaeTca aBTopckas
pemapka — «<xopoBas onepa». B koHue XX — Hauane
XX| Beka fspkvMu obpasLiamm 3Toro XaHpa ABUANCH
counHeHua A. I. KynbirnHa: «MNonet B Hebeca», 1993
r., «Ckaska o none n pabotHuke ero 6ange», 1999 r.,
«Camo3BaHel», 1999 r.; P. K. LLeapwvHa: «boapbiHa
Mopo3zoa», 2006 r.; A. Tl. MaHouKoro: «IBuaoH»,
2009 r. PaccmaTtpmas onepy «Cka3 o bopuce v Ne-
6e» KOMMO3MTOpa B acnekTe B3anMOAENCTBUA pesu-
TMO3HOW U CBETCKOM TpaguL el oTe4eCcTBEHHOM
Ky/IbTypbl, aBTOPOM BbIAENAOTCA JpaMaTypruyeckme
JNINHUW, MO3BOJ/IMBLUMNE CO3A4aTb MPOV3BEAEHMNE, OTPa-
3MBLUEE OCHOBHbIE B3I/14bl 3CTETUKOPE-IUTNO3HOM
KOHLIeMNuum cBOen 3noxu. B kauectse mtepaTtypHbIX
NCTOYHMKOB OMepbl aBTopamMu Bblgenstotcs: «Ckasa-
Hue o bopuce n Mebe», «CkazaHne o Uygecax»,
«YTeHune o bopuce n Mnebe» n gp. OTmeyaeTcs,
4TO ApamMaTyprus XOpOBOWN Onepbl MO KOMMO3ULUK
613Ka K CTPYKTYpe XpamMoBOro AelicTea. [naBHas

119



PO/ib B OMepe OTBOAMUTCS XOpaM, pPenpe3eHTPYHOLLMM
OCHOBHOE AiencTBme ApamMbl. KOMNO3UTOP MCMONb3yeT
HeCcKO/bKO BUAOB Xopa —

CMeLLaHHbI XOP, MY>XCKOW XOp, PYCCKUN Hapoa-
HbI XOp. B 3ak/NtoUeHUn caenaH BbIBOJ O TOM, UTO
ApamaTyprusa onepbl NpeacTaBaAfeT CUHTE3 HECKOb-
KWUX >KaHPOBbIX HaMpaBAEHNN OTEYECTBEHHOW Onepbl.
B Hel coueTaroTCs MPU3HaKKN 3MNKO-FeponYECcKon
ornepsbl, UICTOPUYECKOWN My3bIKalbHOM ApaMbl 1 3/1e-
MEHTbI IMPUYECKON ApaMbl.

Kntouesele cnosa: onepHoe TBopyectBo A.B. Yain-
koBckoro, «Cka3 o bopuce n Iebe».

B Hauane XXI| Beka oTeueCTBEHHbIN My3blKabHbIN
TeaTp penpe3eHTVPyeT HOBblE FPaHN Pa3BUTMA Onep-
HOro >aHpa. Bo3MOXHOCTb NCNOAb30BaHUA pesn-
TMO3HbIX CHOXXETOB B COBPEMEHHOM MYy3blKaJlbHOM
TeaTpe NO3BO/IMAA PACKPbITb COAep>KaTe/lbHble ac-
NeKkTbl paHee He HalleLIMX BOMIOLLIEHNE B XaHpe
onepbl 06pa3oB 1 COBLITUIA OTEYECTBEHHOM NCTOPUN.
B paHHOM acnekTe ocoboe 3HaueHne nprobpeTtaeTt
My3blKaabHbIA TeaTp AnekcaHapa Bragnmuposuua
YarikoBckoro. OnepHoe TBOPYECTBO KOMMO3MTOPa
BKJItOUAET B cebs bosiee AeCATU COUNHEHWI, Npes-
CTaBAANOLWMX PA3NINYHbIE HaMpaB/IeHNA COBPEMEH-
HOI onepbl (KOMUYeckas, KaMepHas, annyeckas,
xopoBas)'. B H/X OH obpallaeTcs K pa3nyHbIM Mo
MPOVCXOXAEHNIO MCTOYHMKaM: 3TO U 0bpasLibl oTe-
YeCTBEHHOW 1 3apybexxHOn anTepaTypbl, NCTOPW-
yeckune maTepuabl (XPOHUKW, IereHAbl, TETOMNCH),
NaMATHUKN PESUTNO3HOM KYbTypbl.

CobbITA OTe4eCTBEHHON NCTOPUUW HaLLIM BOM-
NOLEHNA B TaKNX NPOU3BEAEHUAX KOMMNO3MTOPa,
kak «CnoBo o nosky Nropese», «FocysapeBo feno»,
«JlereHpga o rpage Enbue, sese Mapun 1 TamepnaHe»,
«Epmak» n «Cka3 o bopuce n Mebe, nx bpatbax
fipocnase Myapom n Ceatononke OKasHHOM, /n-
Xnx pasboriHmKax n 4o6pomM Hapoge pycckom». Ob-
palieHne K UICTOPUYECKUM CoXKeTaM BASETCA B
HEKOTOPOM pPoJe AaHbo TPaAWLIMK, BEJb 3Ta MHNA
NMPOHMU3bIBAET TBOPUYECTBO MHOMMX OTEHECTBEHHbIX
komnosutopos — M.W. Tannku, MN.N. Yakosckoro,

1. Cpeaw Hux: «<P. B. C.» (no A. T. Faingapy), «<Btopoe anpens»
n «BepHocTb»; «[leayuika cmeétca» (no W. A. Kpbinosy), «Tpu
myLiketépa» (no A. [lroma), «Tpu cectpbi» (Mo A. I. Yexo-
By), «Llapb HukwuTa v ero copok gouvepeir» (no A. C. MyLuku-
Hy), «OanH aeHb VBaHa [leHncosmya» (Mo MOTMBaM paccka-
3a A. V1. ConxeHunubiHa), «/AnbTUCT [JlaHnnos» (Mo pomaHy B.
OpnoBa), «<Xun3Hb 1 HeOObIKHOBEHHbIE MPUKAtOYeHNUs Onn-
Bepa Teucta» (Mo pomaHy Y. JukkeHca), «<Koponb waxmar»
(no Hoeenne C. Ligelira), a Takxe «JlereHga o rpage Enbue,
aese Mapun n TamepnaHe», «Epmak» 1 «Ckas o bopuce n
[nebe, nx 6patbsix Apocnase Myapom n Ceatonoske Oka-
SAHHOM, IMXNX Pa3bOMHKKax U JOBPOM HapoAe PyCCKOM».
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A.lN. BopoaunHa, M.I. Mycoprckoro, H.A. Pumckoro-
KopcakoBa. CoxpaHsAa NpUBEP>XXeHHOCTb TPAANLIMAM
OTeYeCTBEHHOrO My3blkajbHOro Teatpa, A.B. Yain-
KOBCKWW yenaeT 3HaunTeNbHOe BHUMaHNE XOPOBbIM
CLieHaM B CBOMX MPOU3BEAEHMAX. ITa TNHNA JOC-
TUraeT CBOen BepLlUUHbI B onepe «Cka3 o bopuce n
[nebe», MetoLL@a aBTOPCKYHO pemMapky — «xopoBas
onepa». B koHue XX Beka Apknumu obpasL,amm 31o-
ro XaHpa aBuancb coumHenms A1, KyabirmHa: xo-
poBas onepa «[lonet B Hebeca», 1993 r., aeTckas
xopoBas onepa «Cka3ka o none n paboTHMKe ero
b6ange», 1999 r., xopoas onepa «Camo3BaHeL,»,
1999 r. B Hauane XXI Beka cObbITME PYyCCKON UCTOPUM
OTpa>keHbl B pa3nyYHbIX GopMax OTeYeCTBEHHOTO
My3blkanbHOro Teatpa. XXaHp XOpOoBOW onepbl HaLlen
BonsaoueHune B TBopuyectee P.K. LLlegpnHa — onepa
«boapbiHa Mopo3osa», 2006 r.; A.ll. MaHoukoro —
xopoBas onepa «BugoH», 2009 r. Ocobyto AnHUIO
B OMepHOM TeaTtpe Hauvana XX| Beka 3aHMMaeT XaHp
ornepbl-OpaTopum, penpe3eHTUPOBaHHbIV NPOK3-
BegeHvem T.I. CMupHoBoW «Cepruii PafloHeXCKUIA».

MpumeyaTenbHO, UTO KOMMO3UTOP M3bKpaet Te-
MaMW CBOMX COYMHEHMI UcTopuYeckme cobbiTus, pa-
Hee He HaxoAMBLUWE BOMJIOLLIEHNE B OTEYECTBEHHOM
My3blkanbHOM TeaTpe. Onepa «Cka3 o bopuce n Ne-
6e» fABnseTca 0bpa3L oM CO34aHNA aBTOPCKOM KOH-
uenuun nereHgapHon nctopmmn. OCobeHHOCTU UH-
TepnpeTaumn CroXeTa CBA3aHbl C TEM, YTO KHA3bA
bopuc 1 Mneb ABasAOTCA NEPBbIMU PYCCKUMU CBSI-
TbIMW MyYEHMKaMK, KAHOHM3MpPOBaHHbIMK B X| Be-
ke. COBbITUSA NX XPUCTUAHCKOW XWN3HU OMUCaHbl B
Pa3NNYHbIX UCTOYHMUKAX — NETOMMNCAX, XUTUMHBIX
npoun3BeaeHusx, 6orocay>xebHbIX NamsaTHUKaX, APeB-
HeMLWnX LLepKOBHbIX NecHoneHusx [1].

Mpu co3gaHum cueHapus-anbpetto, M.E. Ayp-
HEHKOB B KayeCTBe OCHOBbI M3bpan gpeBHepycckme
NnTepaTypHble NCTOYHUKM, MOBECTBYHOLLME 06 youi-
cTBe cbiHOBel Bnagnmupa. Cpean Hux obpasubl arv-
orpaduyeckoro >xaHpa — «Cka3saHue o bopuce n
[nebe» n gononHeHne — «CkasaHue o yygecax», Tak-
xe «YteHne o bopuce n Mnebe» n ap. Cywectsyet
MHEHMe, YTO BCe UCTOpUYEeCcKMe MaTepunabl, CBA-
3aHHbIe C XXM3HbIO U CMEPTbHO MIAALWNX CblIHOBEN
KHA35 Bnagmmupa, gatnpyemble go 1072 roga, 6biam
[LOMOJIHEHbI y>Ke Topa3fo Nno3jHee.

PaccmaTpurBas 0CoH6eHHOCTW KOHLLeNLuy onepsl,
A.B. ConoBbeB oTmeuaeT: «CroxeT onepbl ,CkazaHum
o bopwce 1 Tnebe”, onucaHHbin B XII Hectopom-
netonucuemM, okasanca akTyaabHO NpoeLmpyeMbiM
Ha Hally AeCTBUTENbHOCTb. [oanTnyeckmne HTpUrH,
obLecTBeHHan TypOyNeHTHOCTb 1 YOUincTBa — Kpyr

TeM, BXOAALLMX B pe30HaHC B Nt060MN Touke Mupa U
nepexoasLmx 13 Beka B Bek». Kak otmeuaet A.B. Yaii-
KOBCKWI: «HWMYero He N3MeHMOCh, 1 BCe CTPACTK,
kakune 6bi1m B Xl BEKe, NponcxoasT n cenyac. Ma-
HUNyAALMA 0bLLeCcTBEHHbIM MHeHWeM, bopbba 3a
BJ1aCTb, TOIKAKOLWAn Ha NpecTynjieHne, Torga npocto
BCe ObI0 rpybee 1 NpoLLe: He HPaBUACS Yes0OBEK —
ero cpasy ybusanu» [4, c. 6]. OcMmbliCieHMEe UX CMepPTH
B KOHTeKCTe 61baeinckol 3anoBesmn «He youin», cos-
JlaeT CHOXKETHYHO KaHBY XOPOBOW Onepbl.

[pamatyprus xopoBoW onepbl N0 KOMMNO3ULUK
6113Ka K CTPYKType XpaMoBOro Aercrea. [naBHas
pO/ib B OMepe OTBOANTCA XOpaM, PENPE3eHTVPYHOLLIMM
OCHOBHOE fieNCTBME Apambl. KOMMNO3UTOP MCNOb3yeT
HeCKONbKO BUAOB XOPa — CMeLLaHHbIN XOp, MY>CKOW
XOP, PYCCKNI HAapPOZAHbIN Xop. B npembepe 6b110
3a/,eMCTBOBAHO LLECTb XOPOBbIX KONNEKTUBOB U3
pa3HbIX pernoHoB Poccnm n banxkHero 3apybexbs.
BaxxHo, uTo napTum bopuca n Meba no aBTopCckom
pemMapke MOXeT UCMOJHATb AETCKUIA XOpP, YTO OTCbI-
NaeT Hac K 3ByYaHWIO aHreNbCkoro rneHus, Bomnao-
LLleHHOro B XpamMoBOM gaelictBe Pycckon lMpaBoc-
naBHon Llepksu.

Ha komnosununoHHoM yposHe «Cka3 o bopuce
n Fnebe» ABNAETCA HAMMEHee OfHO3HaYHbIM Cpeau
npounssegeHnin A.B. YaikoBckoro. Kak otMeuaeT A.
Conosbes: «[10 cTpyKType 370 (Onepa) — Kanengockon
3MM3040B, KOTOPbIe MPOCAaNBALOTCA CBOEOOPA3HbIM
putypHenem — penavkamu bopuca n Meba» [4, c. 8].

B npov3BeseHn MOXHO BbIAENNTb TPU ApamaTyp-
rMYeCcKNX YPOBHS:

1. 3nuueckunii ypoBeHb;

2. YpoBeHb IMPUKO-MNCUXONOTNYECKOW ApaMbl;

3. CumBOAMYeCKNn (BHEBPEMEHHON) YPOBEHD.

Bnarozaps TOMy, UTO 3TU CHOXKETHbIE JIMHUM 0bbe-
OVHAIOTCA B Ornepe MHOroobpasHbIMU XyJoxec-
TBEHHbIMW CPEACTBaMM, BO3HMKAET 0bLLas Hanpas-
NEeHHOCTb ee Apamatyprumn. Hanbonee BaxHbIM Npes-
CTaBNAETCA CUMBOJIMYECKUIN YPOBEHb, MPeACTaB-
NeHHbIV obpa3samu HbpaTtbeB bopuca n Meba. «Obpa-
3bl cBATbIX bopuca v Meba — 370 rosnoca ,ronoca
CoBecTW”, BOMJIOLLLEHNE NPABOCYANS, HEN3BEXHOCTU
TOp>KecTBa NpaBAbl — peLleHbl aBTOPOM HEOBbLIUHO,
HanuncaHbl AN KOHTPTEHOPOB. OHM — He MEPCOHaXW,
a 6ecnnoTHbIE aNNeropumn YNCTOTbl U HEBUHHOCTY,
C NOABAEHNSAMM KOTOPbIX Ha CLeHe CBfi3aHbl OYEeHb
Bblpa3unTe/ibHble, MUCTUYECKNE MOMEHTbI OMNepbl, No-
TOMY UTO WX aHAPOTMHHbIE TEMOPbI ,3aBOpPaxnBatoT”,
nepeBoOAA NHOACKME CTPACTX B MeTabum3nyeckyro
NAOCKOCTb» [4, ¢. 7]. Mo3Tnuecknii TekcT naptuia bo-
puvca n Neba ocHoBaH Ha TekcTax NaHmxmabl. One-
pa oTkpbiBaeTcsA Ay3ToM bopwuca n Meba, Bocnpo-
N3BOAALLErOo MONTBbI NMoMuHanbHOM 17-1 kKapu3ambl
[2]. Becb TekcT MNommnHanbHOW 17-1 Kadu3mbl 3ByYaT
Ha 3ayMnoKOMHbIX HOrocNy>XeHusAX — Ha Napacracax,
naHuxmaax.

Onepa «Cka3 o bopwuce n Iebe» [4]

Mcanom 118, noMuHanbHbIN [3]

L. 1
«... ¥3pw, uTo A 3anoBeamn TBOW BO3NOOUI.
Mo MunocTn TBoEM OXMBN MEHSA.

«Hauano cnoe Teoux VIcTnHa 1 Ha BeK BCe CyAbl
MpaBabl TBOEW»

5% «Buxkab, KO 3anoBean TBOS BO3/0OMX:
[ocnoaun, no Muaoctn TBOen XXnBKN Ms»

160 «Havano cnosec TBOMX UCTUHA, U BO BEK BCA
cyabbbl npaBabl TBoes»

B HauanbHOM pa3gene:

Onepa «Cka3 o bopwuce n Iebe» [4]

Mcanom 118, noMuHanbHbIN [3]

L. 29

«Bo Bek He 3abysy nosesneHnin TBoux. 160 nmm
OXMBUA Tbl MeHs.

Cranu XaaTb MeHs rPeLLUHNKK, YTobbl NorybuTs
MeHsA»

«TBOMW 1, cnacu MeHs, nbo A noseneHnn Tsonx He
B3bICKaJl,

A XKe NMoHAn cBnaeTenbCTBa TBon»

% «Bo Bek He 3abysy noseseHnin TBOUX, NGO MK
Tbl OXKMBASACLLb MEHS»

% «HeuecTuBble NoACTeperatoT MeHs, UTobbl
noryeuTb...»

% «TBOW 2, cnacu MeHs, b0 A B3biCKaa NOBENEHUN
TBOUX...»

% «...8 yrnybnatocb B OTKPOBEHMA TBOW».
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B 3akntoueHmn onepsbl B X napTuax 3By4uuT dpar-
MeHT MaHnxuabl:

Onepa «Cka3 o bopwuce n [nebe» [4]

MocnepoBaHme naHuxmabl [2, c. 173]

L. 111

«Ynokown, boxe, pabos TBoux Mx nocenu B pato,
rae Xopbl CBATbIX, focnoan, rae npaBesHMKM Kak
cBeTuna

Yconwwmx pabos TBOMX yNoKOW HECMOTpPS Ha BCe
NX COTPELLEHUS».

«¥Ynokown, boxe, paba TBoero v y4mHu ero B pav,
naexe nnupl CBATLIX, fOCNoAW, U NpaBeAHML b
CUAIOT SIKO CBETWJIA, ycomnwaro paba Teoero yrno-
KOW, Mpe3npas ero BCs COrpeLLeHmns».

Mys3bika A.B. YalikoBCKOro co3saeT yHUKanbHYHO
aTMochepy MOUTBEHHbIX 0bpaLleHuit. 3Tn obpa-
LLLEHWNs NPOHMN3bIBAKOT BCE pa3zenbl, 06beAnHAs apa-
MaTypruyeckme amHum onepbl — 4. 1, . 29, u. 59, u.
111. Anneropmyecknm BOMJIOLWEHNEM aHTeAbCKOro
rnaca ABAAETCA 3ByYaHuWe anbTa, BOCMPON3BOAALLErO
NenT-TeMy CBATbIX.

SNNYEeCKMin ypoBeHb peannsyeTcs B XOPOBbIX CLie-
Hax onepbl, KOTOPbIE COCTaBAAOT 6ONbLIOK 06BbeM
npovseegeHmns. HecMoTps Ha JeneHne xopa BHyTpU
XOPOBBbIX CLLEH Ha pa3nYHble COCTaBbl, KAPTUHHO-
MOBECTBOBATE/IbHbIA MPUHLMN ApaMaTyprim B LLes oM
pa3BVBaeT JOBO/IbHO CTaTUYHOE AelcTBure. [ToMumo
3TOrO, 3AMMYECKMM TakXe ABAAETCA XaHpP «CKa3a»,
BeZb My3blKaJbHOrO XaHpa ¢ Takol GOpPMYANPOBKON
B Hay4YHOW TEPMMHONOMMM MOKa He CyLLecTByeT. «X0-
pbl pa3BegeHbl N0 dyHKLMOHany. KTo-To B gpeB-
HerpeyeckoMm Ayxe akv MOpasibHbIli aBTOPUTET, KTO-
TO HEMOCPEACTBEHHbIN YYaCTHUK COBLITUIA aku raac
HapoZa..., TO BbIXOAALLMM Ha NepBbli NaaH, To passe-
NsieMbIM Cepoli Maccol TOAMbl OOLLMM HEAOYMEHUEM
OT AeNCTBUIN BRacTen. JINUHOCTAMU 1N MacCoM O HO-
BpeMeHHO. [epoeM MAn HNUTOXECTBOM B 3aBUCHK-
MOCTW OT obcToATenbcTB» [4, . 7].

Ha ¢oHe XxopoBbIX CLIEH pa3BOpaynBaETCA NMpPU-
KO-MCUXonornyeckas Apama rnaBHoro repos — ipoc-
naBa Mygporo. «LleHTpanbHbIA NnepcoHax — npa-
BUTesNb fipocnaB Myapblin (OTAaH NapTum yTeua As
NCNONHEHWS ApamMaTUUeCcKUM aKTepOM, Ha Npembep-
HbIX MOKa3ax B 3TON posu BbICTynua AHapen Mep-
3/IMKWH) NO C/I0BaM KOMMO3UTOPA, «XKECTKUI, YMHBbIN,
HO rae-To He YyBCTBYHOLLWI cBOUX NoasdaHblx. OH
He BUAWUT U He cablwnT bpaTtbes, bopuca n Mneba.
Hapog, cabiwmnT nx rnac, a ipocnas — HeT. 3TO BaXHbIN

ApaMaTypruyeckmii Xxog. Y Hero He Tak MHOTO COJlb-
HbIX PennK, HO KaXzas — «Ha Bec 3010Ta». OH, Kak
YMHbIV NpaBUTeb, TOBKO MaHUMNYUPYeT HacTpoO-
eHuaMK Tonnbl. Ero obpas — cmechb Pruapga lll ¢
koponem Jlnpom» [4, c. 7].

Pa3BuTue ero obpasa npescrasaseT cobon Tpa-
refivto, TMYHOCTHYIO Apamy. B onepe Apocnas My-
ApbIf feknaMmupyeT, NosyvaeT OTBEThbl OT Hapoja
(xop), HO eMy TaK 1 He yjaeTca yCablwaTtb roaoca
6paTtbeB — bopwca v Mneba, KOTOPbLIX C HUM pa3gensert
BHE3EeMHOMN CUMBONNYECKNI YPOBEHb, — BHYTPEHHWI
KOHPAUKT ApocnaBa Tak U He pa3peLlaeTcs.

Taknm obpasom, ApamaTyprua onepbl NpesacTaB-
NAET CUHTE3 HEeCKOJIbKMUX XKaHPOBbIX HanpaBAeHUI
OTeyeCTBEHHON onepbl. B Heli coueTatoTca npusHaku
3MMKO-reponyYecKor onepbl, UICTOPUYECKON MY3bl-
KaAbHOWM ApaMbl U 31E€MEHTbl IMPUYECKON ApaMbl.
TaKkoW CMHTe3, OCHOBaHHBIW Ha CO3AaHHOM aBTOpPamMm
NnMbpeTTo, TPebyeT TpaHChopMaL N My3biKaabHOTO
A3blKa, KOTOPbIA AN KaXA0ro KOHKPEeTHOro obpasa
BblIBUpaeT CBOM KPYr CPEACTB BblPa3nTENbHOCTH.
PaboTa ¢ >kaHpPOM SBAAETCA METOOM PacKpbITUA
OCHOBHOW MAen NPOon3BeAeHUS.

Co3gaHuve onep Ha peanrMo3Ho-ncTopuyeckmne
CHOXKETbl ABNAETCA BaXKHbIM 3TanoM GOpMmUpoBaHuA
Ky/IbTYPHOM NaMAT B YCNOBUAX COBPEMEHHOW CO-
LNOKYbTYPHOM cpeabl. B LlaHHOM KOHTEKCTe BaX-
HbIM MpeacTaBaseTca obpallleHne KoMnosnTopa K
KOpeHHbIM pOpMaM OoTevecTBeHHOro npodeccu-
OHa/IbHOTO UCKYCCTBa — K TPAZULIMAM OTeYeCTBEHHOW
XOPOBOM My3bIKW. DTO 0byC/iaBAMBaEeT B3auMOoJei-
CTBME PENUTMO3HON TEMATMKM U My3blKaabHOW cOC-
TaBASOLWEN NPON3BEAEHUN.

Asmopel geipaxarom b6aazo0apHocme AnekcaHopy Baadumuposudy Yalikosckomy 3a npedocmassieHue

mMamepuasnos u codelicmaue npu nodzomoske pabomei.
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AFFECT THEORY IN THE LIBRETTO
OF EUROPEAN AND RUSSIAN OPERA:
FROM PAGANISM TO CHRISTIANITY

LORFEO BY MONTEVERDI AND RUSLAN BY GLINKA

Summary: The article considers the content of
the affect theory in European and Russian opera. It
is connected with the penetration of the pagan cul-
ture of antiquity ideas into the European culture of
the Renaissance, which positioned itself as Chris-
tian, and beyond. The reader is presented with the
material from the report “"Affect Theory during the
Renaissance: from Where and to Where", which was
read at the conference In Search of New Harmony:
From the Middle Ages to Modern Times as part of
the IV International Festival, Epoch in Miniature',
on February 21, 2024. It raises the question of the
background of the affect theory content and exam-
ines works at the “birth point” of the opera genre -
L'Orfeo by C.Monteverdi in Europe in the early 17th
century (1607, libretto by A.Striggio) and Ruslan by
M.Glinka in Russia in the first half of the 19th cen-
tury (1847, libretto based on the poem by A.Push-
kin)? . The study of affects in the libretto of these
works is concentrated on the understanding of the

1. PavlovaS. A."On the Theory of Affects during the Renaissance:
from Where and to Where", manuscript, 2024.

2. Thisrefers to the opera Ruslan and Lyudmila. The abbreviation
of the author's title of the opera was borrowed from
E.Ruchevskaya. The purpose of the abbreviation is similar
- to correlate the name with the object of comparison. In
Ruchevskaya's work, Wagner's Tristan was such an object. See:
Ruchevskaya E. A. Ruslan by Glinka, Tristan by Wagner and
The Snow Maiden by Rimsky-Korsakov. Style. Dramaturgy.
Word and Music. St.Petersburg.: Kompositor. 2002.
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main concept in the Gospel - love. One gets the im-
pression that the content of European opera, which
appeared at the end of the Renaissance, contradicts
the gospel meaning of “love” as sacrificial service to
one’s close one, whereas Russian opera, also taken
at the "birth point” of the genre as an independent
national phenomenon (in M.Glinka's creative work),
on the contrary, originates entirely from the Gospel.

Keywords: affect theory, opera, Monteverdi, Or-
pheus, sadness, joy, prayer, valour, Glinka, Ruslan
and Lyudmila, love.

"Are we not seeking God in our own likeness,
God right for us?”
Metropolitan Anthony (Sourozhsky)?

Affect theory is a phenomenon of modern era
musical culture, which is based on the ability of
musical art, noted in ancient times, to imitate hu-
man states, and, accordingly, to evoke these states
by certain expressive means. One of the first men-
tions of such music impact is associated with the
name of Greek scientist Damon of Athens, who is
considered the founder of music pedagogy* . We

3. Anthony (Sourozhsky), Metropolitan. Can a Modern Person
Believe and Pray? Moscow: Spiritual Heritage of Metropolitan
Anthony Foundation, 2015. P. 34.

4. Hertsman E.V. Secrets of the History of Ancient Music. St.
Petersburg: Nota, 2004.

will not go into detail about the most ancient layer
of the affect theory history. Let us only note that a
special role was assigned to affects in the genre of
tragedy - the successor of the sacred rite.

Several times in history, tragedy/opera has tak-
en over the baton of primacy from the genres of
sacred music. The very name of tragedy (tragdidia)
is inherited from the main part of the pagan sacred
rite, accompanied by a choir at sacrifice® ; the power
of the moment lay in the state of catharsis (“purifi-
cation”), which was defined by Aristotle much lat-
er. This central state for sacred rites became sought
after in modern era, when the Protestant unrest,
which had swept Europe, caused a number of ma-
jor counter-reformation actions on the part of the
Catholic Church. Among them, the “birth of opera”
stands out; it opened up new means of influencing
the listener and viewer. With the origination of op-
era, spiritual life was in many ways not only supple-
mented but redirected into secular theatrical culture.

In general, the recorded history of music has
three main “points of activation” of tragedy/opera
as a kind of secular form of sacred rite, inheriting
its main task - “purification”. The first one is associ-
ated with the aforementioned flourishing of the an-
cient theatre. In terms of time, it is far from the other
ones - in the 5th century BC. The second wave was
fueled by the Renaissance and led to the “revival”
of the genre of ancient tragedy in the late 16th and
early 17th centuries. Finally, the third opera “birth
point” can be placed with full responsibility in Rus-
sian music history of the first half of the 19th cen-
tury. At this time, the process of Russification of the
genre was completed and Russian opera became
the standard-bearer of this art form in world musi-
cal culture. The conditions for the activation of the
tragedy/opera genre, as already noted, are associ-
ated with the reorganisation of spiritual life.

In Europe, this reorganisation was apparently
due to the need for the church to preserve its “au-
dience”, even at the cost of turning the church con-
gregation into an opera audience. Let us remember
that the first opera houses in Italy (Venice, etc.) were
assigned to a church parish, as evidenced by the
names: San Giovanni de Crisostomo (Theater of St.
John the Baptist), San Paolo (Theater of St. Paul),
etc® . The first opera house composers and libret-

5. From Greek: "tragos" - a goat, sacrificial animal, "ode" - a
song.

6.  Lutsker P.V,, Susidko I.P. Italian Opera of the 18" Century.
Volume I. Under the Sign of Arcadia. Moscow, 1998. P. 139.

tists often had holy status - cardinal, bishop, etc., or
belonged to a holy order or brotherhood. In Rome,
the patrons of the genre and the “holders” of the
opera stage were the popes of the Barberini fami-
ly, after whom a theatre was named. In Russia, we
can talk about the opposite process since the op-
era genre was a direct participant in the return of
Russian society, including its leading representa-
tives, to the patristic Orthodox Church. At the same
time, it is hardly possible to imagine clergymen as
authors or patrons of opera performances in Russia.

In other words, European opera participated in
the global process of secularisation of society, while
Russian national opera was born out of the need to
“catechesis” the listener and viewer. It seems that
both of these processes are reflected in the oper-
atic affect theory, as it is presented in two cultural
traditions - European and Russian. In this publica-
tion, the main attention is paid to the European
tradition. Let us remember that the origination of
opera was prepared by several centuries of the Re-
naissance. As you know, it was then that the view
of human history was adjusted by the desire for
perfection expressed in the ancient past. Such an
aesthetically pleasing emphasis essentially meant
formatting Christian society in a pagan way. How
did paganism manifest itself? It is generally accept-
ed that Renaissance artists borrowed only the form
but not the spirit of ancient culture. However, the
content of opera librettos casts doubt on the cor-
rectness of this view.

It is a well-known statement that Greco-Roman
gods behave like people. What does this mean? The
ancient gods were inherently prone to sin - that is
what we are talking about. The behaviour of the
gods or god, instead of being a guideline for man,
on the contrary, is regulated by human passions and,
thereby, justifies them. It is what the "paganization”
of Christian culture is about - in shifting the empha-
sis from the need to be transformed in the likeness
of the Savior to the justification of one’s own sins
in the likeness of pagan gods. The Renaissance is a
time of searching for “right God”, as Metropolitan
Anthony (Sourozhsky) said: “Are we not seeking God
in our own likeness, God right for us?”. Having ap-
peared in Europe in connection with interest in an-
tiquity - first in small genres, that is, various kinds
of song and dance compositions, and then in the
special large genre of opera, affect theory reflected
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Il 1. Orpheus. Hatay Archaeological Museum. Mosaic from Republic Square, Tarsus, 3" Century AD

this “search” or “modification” of Christian society
towards pagan’ one, which was declared perfect.

As it is known, the concept of “affect” in Lat-
in means “excitement of the soul, passion”, that is,
it refers to the sphere of a person’s inner spiritual
life® . In connection with this definition, it would be
quite logical to assume that affect theory emerg-
ing in the culture of a Christian society should be
based on the evangelical understanding of life, nat-
ural for such a society. According to the Gospel,
human life consists of the struggle with passions.
The rules of this struggle are set out in detail in the
book The Ladder of Divine Ascent by Abbot John
of the Sinai Monastery. The book was compiled in
the middle of the 7th century, when the official di-

7. "Modification of the Renaissance” - the term by A.Losev.
Aesthetics of the Renaissance / A.Losev. Moscow: Mysl, 1982.
P.314.

8. According to the patristic teaching, passions are divided
into spiritual, mental and physical. Thus, the inner spiritual
life is not considered as something separate from the outer
bodily nature of man. This generalisation is preserved in the
philosophical idea of affects, which was formed during the
Renaissance. See Descartes R. Passions of the Soul. Bombora
Publishing House. 2019.
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vision of churches into Orthodox and Catholic had
not yet occurred, and, therefore, it was common to
the Eastern and Western churches. The Ladder of
Divine Ascent talks about the stages of a person’s
spiritual life as a system for overcoming sin with vir-
tues. On the way to overcoming, Saint John identi-
fies thirty levels, the highest of which is marked by
the union of three virtues - Faith, Hope and Love.
The path of improvement ends with love since we
know that God is Love.

In this sense, the affect theory content seems
surprising: in it, passions are not separated from
virtues and even replace them. For a society that
positions itself as Christian, it is strange. Thus, in
the treatise of Jesuit-raised scientist Kircher (1650),
love, suffering, joy, anger, compassion, fear, cour-
age, surprise are listed one after another. In a later
source, affects are divided into groups; however, the
principle of mixing states which are opposite from
the point of view of Christianity is preserved. The
so-called strong or main affects are in one group:
joy, courage, anger, passion, forgiveness, fear, hope,
compassion; in the other group, there are weak or

Table |
ORPHEUS'S PART

in the libretto of the opera of the same name by Monteverdi:

AFFECT joy, prayer desire, sadness valour
LOVE agape - love as a eros - love as a sensual overcoming eros in the
meaning = sacrifice for the sake of passion name of what?

one's close one

derivative ones: sadness, love, rage, endurance, in-
dignation, arrogance, piety?® .

How is it possible that in Christian culture, “hope”
and “love”, which the patristic tradition considers
the highest virtues in accordance with the Gospel
and The Ladder of Divine Ascent, are placed next-
to "rage, indignation, arrogance” and so on? More-
over, “love” is classified as a “weak passion” - how
to explain this? Obviously, the formation of affect
theory responded to some other tasks not related
to the Christian worldview due to the solution of
which the understanding of “love” changed.

In the libretto of the musical tale L'Orfeo, the
word “love” is a rarity, breaking down into the fol-
lowing enumerations: sadness, joy, prayer, desire,
valour. Each of these affects is relevant to the un-
derstanding of “love”. Before defining this relation-
ship, we note that the opera dramaturgy is built on
the sequential experience of each affect by the par-
ticipants in the action. The composer, following the
librettist, managed to prolong the affect by chang-
ing the performers. For example, the “joy” of find-
ing Eurydice is "experienced” first by the ensemble
and choir, then by soloist Orpheus, and, after him,
by the orchestra and tutti groups. Let us repeat that,
in general, there are five affects for the four acts of
the opera, that is, the “excited style” of the opera
L'Orfeo is quite measured. Let us present the affects
in Orpheus’s part in the form of a table, immediate-
ly introducing such a column as the relation of af-
fects to the concept of “love” [Table I].

We will present the relation according to the an-
cient scale of measuring love in comparison with the
Christian one. As it is known, ancient philosophers,
whose thoughts were actively involved in the pro-
cess of cultural activity of the Renaissance, identi-
fied several meanings of “love”™ . The main ones

9.  Lutsker P.V., Susidko I.P. Italian Opera of the 18 Century.
Volume II. Age of Metastasio. Moscow, 1998. P. 156.

10. Osipov A.l. The Concept of Christian Love. MDA, 2009.10.20.
URL: https://www.youtube.com/watch?v=NoLXJdU319k&ys

are: philia - friendly love, storge - kindred, paren-
tal love, eros - passionate love, agape - sacrificial
love. Christianity emphasises the latter definition of
“love” as sacrificial service to one's close one. Expla-
nation of the new commandment of Christ, “A new
commandment | give to you - love one another”
[John. 13:34], is essentially dedicated to the entire
complex of monuments of Christian culture - both
spiritual and secular.

Thus, let us consider in relation to “love” each
of the affects stated in the text of the libretto: joy,
sadness, prayer, desire, valour.

Joy and sadness are associated with finding Eury-
dice twice and loosing her. In the first circle, the shep-
herds empathise with Orpheus; in the second one,
Apollo appears. “In order to rejoice with those who
rejoice,” writes St. John Chrysostom, “the soul needs
more wisdom than to weep with those who weep.
Nature itself draws us to the latter, and there is no
such immovable person who would not cry at the
sight of the unfortunate; however, in order to see
a person in prosperity, not only not to envy them,
but also to share joy with them, one needs a very
noble soul. That is why [the apostle] said this ear-
lier. Nothing makes us more inclined to love than
when we share both joy and sadness with each oth-
er.”" Thus, we can say that the opera begins with
evangelical love since "both joy and sadness” are
the first things that are compassionately shared by
Orpheus’s close ones.

The highest understanding of “love”, as a sacrifice
for the sake of one’s close one, is associated with
the hero’s prayer for the salvation of the bride and
his effective descent into hell. As it is known, Or-
pheus symbolised Lord Jesus Christ among the first
Christians. In drawings in the catacombs of Rome
and other monuments of early Christianity, Orpheus
is depicted playing the lyre, and animals recline at

clid=1u7j0z86pl944031111 (Date of access: 20.01.2024).
11. John Chrysostom, Saint. Homilies on the Epistle to the
Romans. 22:1.
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his feet, symbolising tamed passions [Figure 1]. With
this interpretation, Eurydice can be understood as
the image of a pure and innocent person created
by God (bride), into whom “sin entered” (death)™
during the Fall (a snake bite). The Christ-centricity
of the plot about Orpheus suggests the prophetic
properties of not only biblical revelation but also
ancient mythology. Perhaps the only biblical story
that foreshadowed the divine descent into hell was
the story of Jonah's three-day stay in the belly of
a whale®™ . The myth of Orpheus is almost the only
mythological plot of this kind but exactly until the
moment when the descent of Orpheus, undertak-
en to save Eurydice, turns out to be unsuccessful.
Failure reveals the pagan nature of the myth.
Here the concept of agape - the sacrificial love of
Orpheus for Eurydice, meets the concept of eros or,
as the author of the libretto calls it, “love yearning”.
It turns out that Orpheus’s “desire” to save Eurydice,
which looked like sacrificial love, according to the
libretto, is nothing more than a manifestation of
“youthful love yearning”, that is, “love” in the sense
of eros. Let us repeat once again, Orpheus’s desire
looks like agape (in the sequence of actions of the
libretto); however, in fact it is eros (in the literary
word of the libretto)! What a Renaissance reversal
of the Christological myth! If Orpheus is a simple
man or a pagan demigod, then his failure to save
his close one can be explained by the "wrong” form
of love - eros. However, if Orpheus is the symbol of
Christ and sacrificial agape love, as he has become
since the first centuries of Christianity, then how can
he fail in achieving salvation? This interpretation of
the image paves a direct path to giving God sinful
qualities of man that are not characteristic of Him.
Thus, this is the “modification” of Renaissance cul-
ture, that is, its deviation towards paganism.
Added to this is the participation of pagan gods
in Orpheus and Eurydice’s fate with their “desires”
or "will", which cannot be interrupted by anything.
Instead of free will, which the Lord bestowed on
man in His likeness and which at first was so clearly
manifested in Orpheus’s desire to save his beloved
wife, the underworld god offers the hero complete
submission: “Let both Orpheus and Eurydice know:
nothing can change my will,” concludes Pluto. Al-
lowing Orpheus to take Eurydice out, Pluto merci-

12. lIsaac the Syrian, Rev. Ascetic Words. Sergiev Posad: Holy
Trinity Sergius Lavra Publishing house, 2008.

13.  Kruglov Sergius, priest. Theology of Holy Saturday / Thomas.
No. 4 (192). 2020. P.12.
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lessly plays with the hero, hiding from him “the light
of life - the gaze of his beloved”, just as paganism
hides from man the light of life - the One God - the
Saviour. It is a kind of “Satan’s ball” - Orpheus in the
power of Pluto. This is the pagan predominance of
the divine will over the human will, from which the
dramaturgy of ancient tragedy grows. There is no
talk here of any Christian synergy, as of human and
divine energies mutually directed towards salvation.
The end of the scene with Eurydice is also supple-
mented by the Old Testament formula: "you have
broken the law, thus, you are unworthy of mercy”.

As a result, Orpheus, shocked by his failure, is
before the viewer. How is this possible in the hu-
manistic culture of the Renaissance, which elevates
man to the top of the cultural processes of soci-
ety? The words of the libretto, indeed, depict Or-
pheus at the top of Olympus of divine creations:
"Glory will tell how with his skill he stopped the sea
and defeated the confrontation of both the south-
ern and northern winds”. The real circumstances of
life show his absolute failure. A.Losev speaks about
such a “contradiction” in the culture of the Renais-
sance in connection with the poetry of one of the
early representatives of humanism, F.Petrarch, talk-
ing about “poems full of despair, distrust of one-
self and of life, and highlighting the inconsistency
of life and thought <...>, painful and reaching the
point of complete despair”' . This is Orpheus, the
failed saviour of Eurydice. "After all, it is clear, and
it was clear from the very beginning,” continues
Losev, “that an isolated human individual is not at
all such a solid and reliable basis for cultural con-
struction”™, and then continues directly calling the
European Renaissance “the era of the greatest world
catastrophe <...>, which opened a period of histo-
ry when man would hate God, be angry with Him,
and fight with Him" 6.

Thus, what violated the Christology of the myth
of Orpheus and prevented the demigod from sav-

14. Losev A. F. Aesthetics of the Renaissance. Moscow: Mys|,
1982. P. 314.

15. The thought is fully stated as follows: “After all, it is clear,
and it was clear from the very beginning, that an isolated
human individual is not at all such a solid and reliable basis
for cultural construction. Nature, as it was interpreted in
antiquity, or the monotheistic deity, as it was interpreted in
the Middle Ages, were much more powerful foundations” /
Ibid.

16. For a more detailed explanation, see: Losev A.F. Dialectics of
Myth. Addition to Dialectics of Myth (new academic edition,
corrected and expanded) / Compiler, text, introductory
article by A.TahoGodi, V.Troitsky; commentary by V.Troitsky.
Moscow: YASK Publishing House, 2021.

ing his close one? “Isolation” from the Gospel un-
derstanding of “love”. It is clearly stated in the text
of the libretto: the shepherds claim that, during sep-
aration from Eurydice, Orpheus was “tormented” by
"longing for love”, underworld spirits call on Orpheus
to “use his mind and conquer youthful desires”; fi-
nally, Orpheus’s patron Apollo appears to save the
hero from "excessive manifestation of sadness" and
teaches him sinful, from the point of view of Christi-
anity, indifference under the guise of "moderation".
Apollo's conclusion is especially important in the pa-
gan "modification” of the Gospel understanding of
“love". It turns out that one can simply forget about
the death of Eurydice, as well as about one'’s failed
saving “raid” into the underworld, if one brings the
“songs of joy and sadness” to a state of “modera-
tion”. It is in this, according to Apollo, that the "no-
bility” and “valour”, which open the way to heaven,
lie. “Valour” in spite of “love”-passion, but also in
spite of "love”-sacrifice (!) - this is what shapes the
hero at the "birth point” of the European genre of
opera. So valour for what? How can Paradise be
opened without evangelical love?

The concept of valour is more logically corre-
lated with a hero’s glory gained on the battlefield;
however, in the libretto of the opera L'Orfeo, “val-
our” and “nobility” are given precisely as a replace-
ment for “love”. Such a replacement turns out to be
dangerous since it is associated with the dogmatic
values of Christianity, namely the doctrine of Salva-
tion. In general, the libretto of 17th-century operas
becomes a kind of laboratory where, in accordance
with the pan-European movement of that time, pa-
tristic ideas are modified into philosophical ones.

Table Il
RUSLAN'S PART
in Glinka’'s opera Ruslan and Lyudmila:

AFFECT love passion
(Act 1) (Act 3)
LOVE agape - love as eros - love
meaning = a sacrifice for as a sensual
the sake of one's passion
close one

17. The work The Passion of the Soul by R.Descartes is one of
the first philosophical works of modern times on affects.

The emerging worldview system identifies in “love”
only one of several meanings characteristic of pa-
gan antiquity - eros. This emphasis is the main one
in secular works and, according to experts, becomes
leading not only in philosophy but also in Catholic
theology, which absolutely rejects eros in words but
in reality replaces sacrificial love with it - agape™.

Music in this case does not appear to be such
an obedient daughter of poetry as is commonly
thought and takes on the role of elevating the du-
bious accents of the plot. Musical content and its
connection with the affects inherent in the libretto
is a separate large topic, which we intend to consid-
er in the next article. Here we will outline the sim-
ilarities and differences between the “birth points”
of European and Russian opera and turn to Glin-
ka's magic opera.

There are many common creative circumstances
between the works of Monteverdi and Glinka. Op-
era was not created only by Monteverdi but was
preceded by the experiment of his predecessors
in the revival of ancient Greek tragedy. Opera was
not created by Glinka but came to him after the
Russification of the genre undertaken by his senior
colleagues. In the work of both composers, opera
reaches a new artistic level. Monteverdi is known as
the author of the so-called second practice - hom-
ophonic-harmonic, a new musical style. According
to V.Odoevsky, Glinka is known as a composer who
discovered “a new element in art”, which “had been
sought for a long time and had not been found in
Europe”™ . What were they looking for and not find-
ing in Europe during Glinka's time?

military valour jealousy joy
(Act 2, 4) (Act 4) (Act 5)
agape - love eros - love agape - love as

as a sacrifice as a sensual a sacrifice for
for the sake passion the sake of one's
of one's close close one

one

18. Osipov A.l. The Concept of Christian Love. MDA, 2009.10.20.
URL: https://www.youtube.com/watch?v=NoLXJdU319k&ys
clid=1u7j0z86pl944031111 (Date of access: 20.01.2024).

19. Odoevsky V.F. Articles about M.Glinka / Introductory article
and comment by G.Bernandt. Moscow: Muzgiz, 1953.
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Table 111
RATMIR'S PART
in Glinka's opera Ruslan and Lyudmila:

AFFECT pride, sensuality love, prayer

(Act 1, 3) (Act 4, 5)
LOVE eros — love as a sensual passion agape - love as a sacrifice for the
meaning = sake of one's close one

It seems it was what was lost during the Renais-
sance - gospel content. In Russia, by the time of
Glinka, it also needed regeneration to which all the
forces of the state, church and leading figures of
national culture were directed. In connection with
the theme of sacrificial love, the most logical way
would be to turn to the opera A Life for the Tsar, in
which each of the four heroes "ascends to his own
Golgotha”?° . However, Glinka also developed the
idea of evangelical service to one’s close one in the
opera Ruslan and Lyudmila based on the poem by
A.Pushkin. Although in this magical opera the out-
er series of events represents a mythological sto-
ry set in the pagan world of the Russian past, it is
the idea of evangelical salvation that underlies the
inner dramaturgy. It is so strong in Ruslan that it
is revealed in the characters of all the main heroes
and manifests itself not only in the “paradise” be-
ginning of the operatic action?', as in Monteverdi’s
work, but also organises the dramaturgy of the en-
tire opera and leads to a victorious ending.

Just like Orpheus in the libretto of the opera by
Monteverdi, Glinka's heroes experience “love yearn-
ing”. It concerns all the main characters - Ruslan,
Ratmir, Gorislava, and partly Lyudmila. However, un-
like Orpheus, who turns out to be “isolated” from
the gospel understanding of love and has no one
to help him in the fight for Eurydice (except that
Pluto provides a disastrous service), the heroes of
Glinka's opera, on the contrary, are included in the

20. Quote from a lecture by E.Levashov on M.Glinka’'s opera A
Life for the Tsar, read at the Gnessins Russian Academy of
Music / T.Maslovskaya. Review of S.Pavlova's article "Affect
Theory in the Libretto of European and Russian Opera: from
Where and to Where". Manuscript, 2024.

21. The wedding feast has been a symbol of Paradise since
biblical times. See: Feast is the best image of happiness.
Collection of materials from the conference Images of Meals
in Theology, Philosophy, Culture. Offering to N.Trauberg.
Moscow: Biblical Theological Institute. 2010.
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process of finding gospel love and come to the aid
of each other in difficult times, helping to achieve
the heavenly, saving for everyone ending of the
opera® . Let us present the semantic meanings of
affects in the parts of Ruslan [Table II] and Ratmir
[Table Ill] in the form of tables.

More details about the content of the libretto
of Ruslan in connection with the evangelical un-
derstanding of “love” are described in our article,
specifically devoted to this topic?* . Here, we empha-
sise the conclusion we came to. In Russian opera,
as it is presented in Glinka's works, the image of a
hero (by the end, there are four heroes) grows out
of the readiness to sacrifice oneself for the sake of
one's close one, that is, to repeatedly perform the
feat planned by Orpheus but bringing it to the gos-
pel completion. We note once again that a special
role is played by the mutual assistance of the he-
roes, that is, the unity of aspiration realised in the
dramaturgy of the characters.

It can be said that the true meaning of “human-
ism” as love for man, characteristic of Christian cul-
ture, is manifested in Glinka's operas, instead of the
“search for God right for us” implanted by paganism.
Affect theory of Russian opera, the baton of which
passes from Glinka to A.Dargomyzhsky, M.Mussorg-
sky, P.Tchaikovsky, grows out of the patristic idea
of spiritual life, as it is shown in The Ladder of Di-
vine Ascent by Saint John.

22. Inthe finale, even Farlaf is rendered harmless by the heavenly
context of the action, in which all his calls to Naina are in
vain.

23. The article “The Gospel in the Monuments of Russian
Opera: M.Glinka's Ruslan and Lyudmila” is being prepared
for publication in a collection based on the materials of the
International Scientific Conference, Scientific Heritage of
E.Ruchevskaya in Modern Musicology, which was held at
the Rimsky-Korsakov St. Petersburg State Conservatory, 2022.
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TEOPUNA ADDEKTOB
B IMBPETTO EBPOMENCKOW N PYCCKOW
OMEPbI: OT A3bIYECTBA K XPUCTUAHCTBY

«OP®EN» MOHTEBEPAW W «PYCNAH» TNINHKW

AHHOMayus:

B ctaTbe nogHuMmaeTcs npobaema cogepixkaHus
Teopun adpdekToB B EBPOMNENCKON N PyCCKOM one-
pe. Npobaema cBsizaHa C MPOHUKHOBEHWEM UAEN
A3bIUECKON KYNbTYPbl aHTUYHOCTM B MO3ULMOHN-
pyroLyro cebs, Kak XpuUCTMaHCKas, eBpONencKyro
Ky/abTypy 3noxu Bo3poxaeHua v ganee. BHumanuio
yuTaTena npeAcTaBaeH MaTepuan goknaga «Teopus
abdekToB B 3noxy Bo3poxaeHusa: oTkyaa v Kyaa»,
KOTOpPbIN 6bln NpounTaH Ha KoHdepeHumn «B nounc-
Kax HoBOW rapmoHun: ns CpegHeBekoBbsi B HoBoe
Bpems» B pamkax |V MexayHapoaHoro dectmBans
«Jnoxa B MuHuatiope»' 21 deBpansa 2024 roza.
B Hem cTaBWTCA BONPOC 06 UCTOUHMKE CcoaepKaHus
Teopun adpdekToB 1 paccMaTpmMBarOTCA NPOU3Be-
AEHNA B «TOUKe pOXAeHMA» XaHpa onepbl — «Op-
¢der» K. MoHTeBepan B EBpone Hauana XVII Beka
(1607, nnbp. An. Ctpugxo) n «Pycnan» M. U. Tannk-
kn B Poccum | nonosumHbl XIX Beka (1847, anbpetto
no noame A. C. MywkunHa)? . idyueHne apdekTos B
NMBPETTO Ha3BaHHbIX NPOU3BeAeHNn cobupaetcs

1. MNasnosa C. A. «O Teopumn appekToB B 3Moxy BospoxxaeHus:
oTKyAa v Kyga», pykonwucs, 0,5 n.n. 2024.

2. Wwmeetca BBUay onepa «Pycnan v Jliogmuna». CokpalyeHune
aBTOPCKOro Ha3BaHusA onepbl 3aMMcTBoBaHO y E. A. Pyub-
eBCKOW. Llenb cokpalleHns cxoXa — COOTHeCTV Ha3BaHue C
06bekToM cpaBHeHusA. B Tpyae EkaTepuHbl AnekcaHapos-
Hbl TaknM 06bekToM b6bin «TpuctaH» BarHepa. Cm.: Pyybes-
ckas E. A. «<Pycnan» Mnnky, «Tpuctan» BarHepa n «CHery-
pouka» pumckoro-Kopcakosa. Ctunb. Jpamatyprua. Cnoso
1 My3bika. CM6.: Komnosutop. 2002.
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BOKPYT MOHMMaHUWsA rnaBHOro B EBaHresmm noHatus
— «/It06BM». CkNablBaeTcA BNeyaTieHne, YTo Coaep-
>KaHve eBpOMnencKon onepbl, POXKAEHHON Ha U3neTe
3noxu Bo3poxaeHuns, NpoTMBOPEUNT eBaHTEIbCKOMY
3HAYEHUIO «I0BBM», KaK XEPTBEHHOIO CAY>XeEHWs
6avKHeMy. B To Bpems Kak oTevecTBeHHas onepa,
B3fTas TakKe B «TOYKE POXKAEHMUA» XaHpa Kak camo-
CTOATE/NIbHOTO HaLMOHaNbHOTO ABAEHWNS (B TBOpYeC-
T8e M. V1. TAnHKK), HanpoTmB BCeLLeno npomspacraeTt
n3 EBaHrenns.

Kntoueseole crosa:

Teopus addekToB, onepa, MoHTeBepan, Opden,
neyanb, pasocTb, MOAbba, fobnectb, [NnHKa, PycnaH
n lrogmunna, nto6oBb.

«He vem nm mbl bora no cobctBeHHOMyY 06pasy,
noaxopasuwero Ham bora?»
MUTP. AHTOHUIN (CypOo>KCKMiA)3

Teopus addeKkToB — ABAEHME MY3blKaNbHOW KyJb-
Typbl HOBOro BpeMeHu, KOTopas CTPOUTCS Ha NOA-
MeUEHHOM B aHTUUYHOW APEBHOCTU CNOCOBHOCTH
MY3bIKaJbHOrO UCKYCCTBa MNOApaXkaTb COCTOAHMAM
yesioBeKa W, COOTBETCTBEHHO, 3TN COCTOAHUSA BbI3bl-
BaTb OMNpeAe/eHHbIMY Bblpa3nTebHbIMU CPesCTBa-
MU. OAHO 13 NepBbIX YNOMUHAHUA NOAOOHOrO

3. AHTOHWUI (CypoKCKMIA), MUTP. MOXKET v BEpUTb Y MOUTb-
cs coBpeMeHHbIn Yenoek M.: V3a. ®oHg «[lyxoBHOe Ha-
cneave mutponoamta AnTonus, 2015. C. 34

BO3/4EeMCTBMA My3bIKN CBA3aHO C UMEHEM rpeyeckoro
yueHoro JJamoHa AGMHCKOro, KOTOpbI cumTaeTcs
pPOAOHaYabHNKOM My3blKasbHOM Mejarornkm® .
MoppobHO BXOANTL B APEBHENLUNIN NAACT UCTOPUU
Teopun abdekToB He Hysem. OTMETUM TO/BKO, YTO
0ocobeHHas poab oTBoAMNack adpdekTam B XaHpe
Tpareammn — HacneAHUL bl CBALLLEHHOAENCTBUA.

Heckonbko pa3 B uctopum Tparegus/onepa nepe-
HMMana sctadeTy NepBEHCTBA Y XXaHPOB AyXOBHOM
My3bikn. CamMO HasBaHue Tpareanu («Tparogms»)
yHacne0BaHO OT LLeHTPanbHOM YacTu f3bl4eCckoro
CBSALLLEHHOAENCTBUNA — COMPOBOXAABLUErocs XOpoOM
XKEPTBOMPUHOLIEHNA® , C1a MOMEHTa 3ak/to4anach
B COCTOAHUU «KaTapcuca» («OUULLEHUS»), onpesene-
HWe KOoTopomy Aan ApUCTOTeb MHOTO NO3Xe. 3TO
LleHTpasbHOE ANS CBALLEHHOAENCTBUSA COCTOSHME
CTas0 UCKOMbIM B HOBOE Bpems, Korja oxBaTuBLUne
EBpony npoTecTaHTCKMe BOJNHEHWS BbI3BaN LieNbli
PS4 KPYMNHbIX KOHTPPedOpPMaLMOHHbIX AENCTBUIA CO
CTOPOHbI KaTONIMYECKOW LiepkBU. B nx yepege oco-
6eHHO BbIAeNAETCA «POXKAEHNSA ONepbl», OTKPbIBLUEE
HOBble CPeACTBa BO3AEVNCTBMA Ha CayLLaTeNs n 3pu-
Tens. [lyxoBHas XU3Hb C POXKAEHMEM Onepbl BO MHO-
rOM OKa3zajacb He TOAbKO AOMONHEHa, HO MepeHan-
paB/ieHa B CBETCKYHO TeaTpabHYH KYAbTypy.

B uenom, o6o3pmmMasn NCTopusa My3blku Hacum-
TbIBA€T TPU OCHOBHbIE «TOYKM aKTUBM3aLUW» Tpare-
Anv/onepsbl, Kak CBOEro poga CBeTckor GopMmbl
CBALWEHHOAENCTBUSA, HACNEAYIOLLEN TNaBHYHO ero
3agavy — «ounleHue». [NepBas cBA3aHa C BblLLe-
YNOMAHYTbIM pacLBeTOM aHTUYHOrO TeaTpa. o Bpe-
MeHW OHa OTCTOWT AaneKo OT OCTasbHbIX —3TO V B. 0
H. 3. Bropas BosiHa HarHeTaeTca anoxon Bo3pox-
JEHUS 1 NPUBOAMUT K «BO3POXAEHUIO» XaHpa aH-
TUYHOW Tpareammn B KoH.XVI-Hau.XVIl BB. HakoHeL,
TPETbIO «TOUKY POXAEHMWSA» OMepbl MOXHO C MOA-
HOW OTBETCTBEHHOCTb MOCTaBUTb Ha KapTe PyCCKOW
ncropun Mysbiku | non. XIX B. B 3To Bpemsa 3aBep-
lwaeTca npouecc pycndurkaumm xaHpa n oteyec-
TBEHHasA onepa CTaHOBUTCA 3HaMeHOCLLeM 3TO BUAa
WCKYCCTBa B MUPOBOM My3blKaNbHOW KyabType. Yc-
NOBUWA aKTMBMU3aLMN XXaHpa Tpareauu/onepsl, Kak
y>e 6blJI0 OTMEUEHO, CBSi3aHbl C NEPEYCTPONCTBOM
[LYXOBHOW XXM3HMW.

B EBpone — 370 nepeycTponcTBo 66110 06ycnoB-
JIeHO, Mo BCer BUANMOCTU, HEOHXOANMMOCTbLHO Liep-
KBW COXPaHWTb CBOKD «ayAUTOPUIO», NYCTb Aaxe Lie-

4.  TepumaH E. B. TaliHbl nctopum gpesHei my3sbiku. CM6.: Hota,
2004.

5. Crpeu. «Tparoc» - Ko3e, XXePTBEHHOE XXMBOTHOE, «0Aa» -
MecHb.

HOW NpeBpaLLeHMsa NacTBbl LLEPKOBHOW B Ny6AMKy
onepHyro. BCnomHMM, UTo NepBble OMnepHble TeaTpbl
B NTanuum (BeHeuus n gp.) 6bian npukpenaeHbl K
LLlePKOBHOMY NMPUXOAY, O YeM CBUAETENbCTBYOT Ha3-
BaHuA: CaH [>xoBaHHu ge Kpunsoctomo (Teatp Cs.
VoaHHa Kpectutens), Cax Maono (Teatp cB. [MaBna) u
Ap®. TepBble onepHble KOMMO3UTOPbI Y IMOPETTUCTI
4acToO UMEeNU AyXOBHbIN CTaTyC — KapAWHas, enuckon
N Ap. NAN NPUHAANEXHOCTb JyXOBHOMY OPAEHY Uan
6patcTBy. B Pme nokpoButensimmn xaHpa u «aep-
XaTensiMu» ONepHOM cLeHbl Hbn nanbl posa bap-
6eprHM, MO MMEHM KOTOPbIX 1 Ha3blBaicsA TeaTp. B
Poccun MoXKHO roBopuTb O NpoLecce obpaTHOM,
MOTOMY UTO >KaHp onepbl ABUCA NMPAMbIM yyacT-
HWUKOM BO3BpAaLLEHNs PyCcCKOro obLecTBa, B TOM
yncne BeayLLMX ero NpeAcTaBUTeNel, B JOHO CBATO-
oTeueckoi [MpaBocnaBHoM Lepksu. Mpu 3Tom Npes-
CTaBUTb cebe CBALLEHHOCNYXXUTEE aBTOpaMU UK
NMOKPOBUTENAMM OMEPHbIX CriekTaknen B Poccunm Bpag,
I BO3MOXHO.

NHbIMK cnoBamu, eBponeiickas ornepa y4acTso-
Ba/jia B rnobasbHOM npouecce 0bMupLLeHUs obLec-
TBa, B TO BPeMs KakK pycckas HalMoHabHas onepa
poAnnack B HEOOXOAUMOCTH «KaTexn3npoBaTb» Ciy-
watena v 3putena. MpeactaBaserca, 4yto oba 3Tn
npoLiecca Halix OTPaXeHUs B ONEepHON Teopun
addeKTOB, Kak OHa NpeAcTaBAeHa B ABYX KyabTyp-
HbIX TPAAULMAX — eBpONenckomn n pycckor. OcHoB-
HOe BHMMaHMe B HacTosLlel nybavkaumm yaene-
HO TpaaMLMN eBpOonenckor. HamoMHUM, UTO poXK-
JeHune onepbl 66110 NOATOTOBAEHO HECKOABKMMMU
cTonetnamum anoxmn BospoxaeHus. Kak n3sectHo,
WMEHHO TOorja B3rnfj Ha UCTOPUIO YenoBeyecTBa
6bln CKOPPEKTUPOBAH CTPEMIEHNEM K COBEPLLEH-
CTBY, Bblpa>X€HHOMY B aHTUYHOM MpoLUAOM. TakoM
3CTETUYECKN NPUBAEKATENbHBIN aKLLeHT B CYLLIHOCTH
0O3Hayan GopmaTMpOBaHME XPUCTUAHCKOTO obLuec-
TBa Ha fA3blueckunii nag. B uem npossuio cebs A3bl-
yecTBO? MPUHATO CUMTaTb, UTO XYAOXKHMKN 3MOXU
Bo3poxxaeHns 3aMmcTBoBaNn T0AbKO GOPMY, HO He
AyX aHTUYHOW KynbTypbl. OfHaKO, coAepKaHne onep-
HbIX AMMOPETTO 3acTaBaAeT YCOMHUTLCA B MpaBoTe
Takoro B3rnsja.

OO6LLEeN3BECTHO YTBEPXKAEHMWE, UTO FPEKO-PUMCKME
6orv BegyT cebsa kak nroau. Yto 310 03HayaeT? AH-
TUYHbIM 6Oram nNpucyLLa PacnosioXeHHOCTb KO rpe-
Xy — BOT O YeM ugeT peub. [ToBeseHne 60ros nam
6ora, BMecTo TOoro, 4tobbl 6b6ITb OPUEHTUPOM ANS
yesnoBeka, Ha0bOPOT, peryanpyeTca NOACKUMMN

6.  Jlyukep M. B, Cycugko W. . UtanbaHckaa onepa XVIII Beka.
Towm I. Mog 3Hakom Apkaaun. M., 1998. C. 139.
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CTPacTAMMU 1 TEM CaMbIM OMpaBAblBaeT ux. B aTom
W 3aKNHOYaEeTCs «0A3blUMBaHME» XPUCTUAHCKOM KY/b-
TYpbl — B CMELLEHNN aKLieHTa C HEOBXOAMMOCTY Mnpe-
obpaxkaTbcs Mo nogobuto Cnacutens Ha onpasgaHme
COBCTBEHHBbIX FPEXOB MO NOAOOMIO A3blueckmx 60-
ros. dnoxa Bo3poxaeHns — Bpems nomcka «noaxo-
asuwero bora». Kak rosoput mutp. AHToHUN (Cypoxx-
ckmin): «He nwem am mbl bora no cob6cTBeHHOMY
obpa3y, noaxoaawero Ham bora?» Teopus adpdek-
TOB, KOTOpas aKTMBM3NpoBanacb B EBpone B cBA3n
C MIHTEPECOM K aHTUYHOCTM — CHavana B MaJjbIX >KaH-
pax, TO eCTb pa3HOro pojAa NeceHHbIX 1 TaHLeBaslb-
HbIX KOMMO3ULMAX, @ 3aTeM yXe B CneumansbHOM
60/1bLIOM XaHpe onepbl, OTPa3naa 3TOT «MOUCK»
nAn «Mogmdurkaymro» obLecTBa XPUCTUAHCKOTO
B CTOPOHY O6BABNEHHOrO COBEPLUEHHbIM — A3bl-
yeckoro’ .

MoHATne «apPeKT», Kak N3BECTHO, B MepeBoje
C NaTMHCKOro O3HaYaeT «BOJIHEHME AyLUN, CTPACTb»,
TO eCTb OTHOCUTCA K chepe BHYTPEHHEN LyXOBHOW
KUN3HM YenoBeka® . B cBA3U ¢ TakuMm onpeseneHrem
BMOJIHE JIOTMYHO ObINI0 Bbl NPEANONOXKMNTb, YTO Pop-
MUPYHOLLAACs B Ky/lbType XpUCTUAHCKOro obLiecTea
Teopus apdeKTOB AOMKHA ONUPATLCA Ha EBAHIENb-
CKOe NMOHUMaHWe XWN3HW, eCTECTBEHHOE 15 Takoro
obuwectsa. CornacHo EBaHrenvo xunsHb yesoBeka
3ak/tovaeTcs B bopbbe co ctpactamu. MNogpobHo
npaswuaa 3Ton 6opbbbl M3N0XKEHbBI B KHUre «JlecTBULLA
Paickas» nrymeHa CvHackoro MoHactbips oaH-
Ha. KHura coctasneHa B cepeguHe VIl Beka, korga
oduLManbHOro passeneHuns Lepkeen Ha lNMpaso-
CNaBHYHO W KaTOJIMYECKYHO eLLe He MPOU30LLIO, NMO3-
TOMY IBASieTCS 06LLei 4151 BOCTOYHOM W 3anasHOM
uepksen. B JlectBuue Paricko roBopumTcs o cTyne-
HAX LyXOBHOW XMW3HW YeNoBeKa, Kak cucteme npe-
ofoNeHna rpexa gobpogetenamu. Ha nytm npeogo-
neHus npen. VloaHH BblAgenseT TpuaLath CTyrneHew,
BbICLLAs M3 KOTOPbIX OTMEYeHa COK30M Tpex A06-
pozeteneit — Bepsbl, Hagexab! n Jlro6su. Jlob6oBbIo
3aBepLUaeTcs NyTb COBEPLUEHCTBOBAHMA, MOTOMY
yTO — Mbl 3HaeM — bor ecTb J1t060Bb.

7. «Moandukauma BospoxgeHua» - TepmuH A. ®@. JloceBsa.
JScteTtvka BospoxgaeHus / A. @. Jloces. M.: Mbicab, 1982. C.
314.

8.  CornacHo cBATOOTEYECKOMY YUEeHWIO CTPacTU pa3jenatoTca
Ha yXOBHbl€, AylLeBHble U TenecHble. Taknm 0bpasom, BHy-
TPEHHAA AyXOBHAasA XW3Hb He paccMaTpPVBaETCs, Kak HeUTo
oTAeNbHOe OT BHELLHEN TeNeCHOW Npupogbl Yenoseka. Ta-
Koe 0b60bLeHMe coxpaHAeTca 1 B pUaocoPpckom npeacTas-
NeHnn 06 addekTax, kotopoe bopmMupyeTcs B 3Moxy Bos-
poxaeHus. Cm. ekapt P. Ctpactu gywn. M3a-Bo bombopa.
2019.
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B 3TOM CMbICNe NpeACTaBAfETCA YANBUTENbHbIM
cogepxkaHue Teopun apdeKToB, B KOTOPOM CTPACTU
He oTAeneHbl OT JobpoaeTeneit 1 faxe 3aMeHSHOT UX.
[nsa obuiectsa XpUCTMAHCKOTO, 3TO CTPaHHO. Tak, B
TpakTaTe BOCMWUTaHHOIO nesyutamum yueHoro Kupxepa
(1650) apyr 3a Apyrom nepeyncieHbl: 11060Bb, CTpa-
JaHve, pajoCTb, THeB, COCTpadaHue, cTpax, oTBara,
yamBneHuve. B 6onee no3gHem nctouHmke apdexTbl
paszeneHbl MO rpynmnam, HO MPUHLMM CMeLleHNs
NPOTVBOMOJIOXHbIX C TOUKM 3PEHUA XPUCTUAHCTBA
COCTOsIHWIA coxpaHseTcs. B ogHy rpynny cobupatotcs
TakK Ha3blBaeMble CUbHbIE WY TNaBHble addekTbl:
pajocCTb, OTBara, rHeB, CTPacTb, MPOLLEHNE, CTPax,
Hajexaa, cocTpagaHue; B Apyryto — ciabble nan
NPOW3BOAHbIE: NeYab, H0H0Bb, APOCTb, BbIAEPKKA,
HeroZoBaHWe, BbICOKOMepUE, HaBOXHOCTL? .

Kak Takoe BO3MOXHO, UTOObl B XpUCTUAHCKOM
Ky/nbType pPAAOM C «POCTb, HEFOAOBaHMEM, Bbl-
cokomepwueM» 1 Ap. 6bIM NOCTaBAEHbI «HaZexXaa»
N «Nt0B60Bb», KOTOPblE CBATOOTEYECKas TpajmLumsa
B cornacum ¢ EBaHrenvem u Jlectemuen Palickoi
nouymTaeT BbiCLIMMU fobposeTensmn? bonee Toro,
«1t0H6OBb» OTHECEHA K «C1abbiM CTpPaCcTAM» - Kak
3T0 06BACHUTL? OueBMAHO, GOPMUPOBaHME TEOPUM
addekToB OTBEYANO KAKMM-TO MHBIM, HE CBA3AHHbIM
C XPUCTUAHCKMM MUPOBO33pPEHMEM 3aja4aM, B CUy
peLleHnsa KOTOPbIX M3MEHAN0Ch MOHUMaHWe «1tob-
BU>.

B nmbpeTTo My3bikanbHORN ckaskm «Opdeli» camo
CNOBO «It0HOBb» ABNAETCA PEAKOCTbIO, pacnafasnch
Ha creaytoLie NepevncieHns: neyanb, PajocTb,
MOAb0a, XenaHue, 4obaectb. Kaxabih U3 Ha3BaHHbIX
addeKTOB MMeeT OTHOLLEHME K MOHUMaHUIO «1t0b-
Bu». [epes Tem, kak onpeaenunTb 3TO OTHOLLEHWE,
3aMeTUM, YTO ApamMaTyprus ornepbl CTPOUTCS Ha NMocC-
NefoBaTebHOM MepexXmnBaHun Kaxxaoro apdexra
y4yacTHUKamu genctemna. Komnosutopy Bcaes 3a am-
6peTTMCTOM yaaeTca «aauTb» addekT 3a cueT nepe-
MeHbl UcnoaHuTenel. Hanpumep, «pasoctb» OT 06-
peTeHna IBPUANKMN «NepexnBaeT» CHavana aHcaMbb
n xop, 3ateM coanct Opdeli, nocae Hero — rpynnbl
opkecTpa v TyTTn. [TOBTOPMM, UTO B LLeIOM Ha YeTbIpe
LEeNCTBNA Onepbl MPUXOANTCA NATb adPeKToB, TO ecTb
«B3BOJIHOBaHHbIN CTUAb» onepbl «Opdein» 40BOABHO
pa3mepeH. lNMpeactasmm B BuAe Tabanubl apdekTbl
B naptum Opdesn, BBeas cpasy n Takyr rpady,
Kak oTHoLeHne addeKToB K MOHATUIO «1H06OBb»
[Tabaunua I].

9. JNyukep M. B., Cycnako W. 1. itanbaHckaa onepa XVIII seka.
Towm Il. Inoxa Mertactasno. M., 1998. C. 156.

OTHOLWeHWe Byaem BbiCTpaMBaTb MO aHTUYHOM
LKane n3MepeHus 10HBM B ee CPaBHEHUM C XPUC-
TMaHCKON. Kak 13BEeCTHO, aHTUUHble GUA0COPbI, MbiC-
I KOTOPbIX aKTUBHO BKJOYaNINCh B MpoLecc
Ky/IbTYPHOW AeATeNbHOCTU 3noxu BospoxaeHus,
BblAENANN HECKOJIbKO 3HaYeHUM «atobBmn»"°,
OCHOBHbIMUK aABAAKOTCA: «dUANO» - NOOBHL
Apy>Xeckas, «ctopre» - Nt060Bb pOACTBEHHAS,
poaunTeNbCKasi, «3poc» - NH0HOBL CTpacTHas, «arane»

Tabavua |
MAPTNA OP®ESA
B IMBPETTO OAHOUMEHHOM onepbl K. MoHTeBepAw:

- Ntob60Bb XXepTBeHHas. XpUCTMaHCTBO akLeHTUpyeT
nocnesHee onpeaeneHve «arobBm», Kak XepTBEHHOIO
cnyxeHus 6anxHeMy. O6bsCHEHMIO HOBOW 3aMnoBeAm
XpucTta «3anoBesb HOBYHO Aato BaM — tobute apyr
apyra» [MH. 13:34] nocBAleH B CyLHOCTM BeCb
KOMMAEKC NaMATHUKOB XPUCTUAHCKOW Ky/bTypbl —
N AyXOBHOMN, N CBETCKOW.

NTaK, paccMOTPUM B OTHOLLEHWM K «/IHOBBU» Kaxzbli
N3 3asABJIEHHbIX B TekcTe anbpetto adpdekToB:
pasocCTb, Neyanb, MONbOa, XenaHue, 206aecTb.

ADDEKT pasocTb, MoNbba XeslaHue, nevanb aobnects,
JITOBOBb «arane» — J060Bb Kak «3p0oC» — NOOOBb KaK MPeofoaeHne  «3POC»
B 3HAUEHUN = XepTBa paan 6AnXKHEro 4UyBCTBEHHas CTPacTb BO UM Yero?

PagocTb 1 nevanb, cBA3aHbl C ABYKPATHbIM 06pe-
TEHWEM U NoTepeln IBpuaAMKK. Ha nepBom Kpyry
Opdeto conepexmnBatoT NacTyxu, Ha BTOPOM — MOSAB-
nserca AnoanoH. «[na Toro, Uto6bl PpasoBaThCA C
pagyroLwmnmMmcs, — nuwet ¢eT. loaHH 3natoycr, - aywie
HY>XHO Bosiee NHOBOMYAPUSA, HEXENN ANsi TOFO, YTOObI
naakaTb ¢ naavywmmu. K nocnegHemy BaeyeT Hac
cama npupoaa, n HeT Takoro KaMeHHOro Yes0BeKa,
KOTOpPbIA Obl He Naakan npu BULE HECYACTHOTO; HO
4na Toro, 4ytobbl, BUAA YenoBeka B baarononyumu,
He TO/IbKO eMy He 3aBWAO0BaTb, HO eLle pa3fensTb
C HUM PafocCTb, Hy>XKHa Aylla o4yeHb baaropogHas.
Motomy [anocTon] 1 cka3an 06 3ToM paHblue. Hnuuto
Tak He pacronaraet Hac K 1t06BU, KakK TO, KOrga Mbl
paszensieM Apyr C APYroM v pagocTb, 1 nevanb»'.
Taknm 06pa3om, MOXKHO cKasaTb, YTO onepa Hauyu-
HaeTCsa C eBaHreNbCkol 068K, MOTOMY YTO «U pa-
[OCTb, M Neyanb» — 3TO NepPBOE YTO COCTPajaTeslbHO
pa3genstoT 6anxHue ¢ Opdeem.

Bbiclee noHMMaHMe «106BM», Kak XXepTBbl pa-
M BAVXKHEro, CBA3aHO € MObOOW reposi o cnace-
HUWN HeBeCTbl U JeMCTBEHHOM CHUCLLIECTBUM €ro BO
ag. Kak n3BecTHo, y nepBbix xpuctmaH Opdeli cnm-
Boansnposan Camoro lNocnoga Vncyca Xpucra. Ha
pucyHkax B katakombax Pruma v gpyrmx naMaTHmKax

10. OcwunoB A. V. MoHaTMe XpucTuaHckoh nobsu. MAA,
2009.10.20. URL: https://www.youtube.com/watch?v=NolLX
JdU319k&ysclid=1u7j0z86pl944031111 (JaTta obpaiyeHuns:
20.01.2024).

11.  WNoanH 3natoycT, ceatutens. beceabl Ha MocnaHune Kk pym-
NaHam. 22:1.

paHHero xpuctmaHctea Opden nsobpaxxeH mrpa-
FOLLMM Ha INpe, @ y ero HOr BO3/1eXaT 3Bepu, CUMBO-
NN3MpyA YKpoLLeHHble cTpactu [PucyHok I]. 3spu-
JVIKa Mpy TaKOM TOJIKOBaHWMN MOXeT NMOHWUMaTbCA
Kak obpa3 co3gaHHOro borom 4mcTtoro M HeBWH-
HOro Yyenoseka (HeBecTa), B KOTOPOro Npu rpexo-
nageHum (ykyc 3amMen) «BrHe3aunacs rpex» (cMeptb) ',
XpUCTOLEHTPMYHOCTL ctoxkeTa 06 Opdee HaBOAWT Ha
MbIC/b O MPOPOYECKNX CBONCTBAX HE TONbKO HGU6-
NEeNCKOro OTKPOBEHUS, HO U aHTUYHOM MUdONOrmK.
EaBa v He eANHCTBEHHBbIM BMBAENCKMM CHOXKETOM,
npezBeLLaBLLIMM HOXeCTBEHHOE CoLeCTBME BO aj,
6blna UCTOpUs O TpexaHeBHOM npebbiBaHK NOHBI
BO upeBe kuTa'®. EABa M He eANHCTBEHHbBIM MU-
donornyeckm croxxeToM NnogobHoOro posa ABafeTCA
Mund 06 Opdee, HO POBHO A0 TOFO MOMEHTa, Korza
NpeanpyHATOE C Lieblo CraceHus IBPUANKK coLlec-
TBMe Opdes 0KasbiBaeTCsA HEYAAYUHbIM.

B Heyaaue npossnseT cebs A3blueckas Nprupoaa
Muda. 34ecb NOHATUE «aranbl» - XXEPTBEHHOW NHO6BM
Opden Kk IBpugmnKe BCTpeyaeTcsa C NOHATUEM «3POC»
WK, KaK Ha3blBaeT 3TO aBTOP MOPETTO «NHOOOBHbIM
ToMNeHneM". OKa3bIBaeTCs, UTO BbIrNAAEBLLEE, KaK
XepTBeHHasn Ntob0oBb, «kenaHne» Opdes cnactm
IBPUAMKY, COrNacHO NMBPETTO ABNAETCA HUYEM
WHbIM, KaK NPOABAEHNEM «HOHOLLIECKOTO JH0OOBHOIO

12.  Wcaak CvpuH, npenogobHblin. Cnosa noasuxHunyeckune. Cep-
rnes MNocag;: M3a. Ceato-Tpowukas Ceprvesa JlaBpa, 2008.

13. Kpyrnoe Ceprui, cssw. borocnosune Benvkon Cy660Tbl /
®oma. N24 (192). 2020. C.12.
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TOMJIEHUS», TO €CTb «/I0OBM» B CMbIC/IE «3POC».
MoBTopUM eLLe pa3, ctpemaeHre Opdes BbIrAAANT
Kak «arane» (B NocnefoBaHWUN AeNCTBUI TMOBPETTO),
a Ha camMoM Jiene ABNAETCA «3POC» (B XY[0XKECTBEH-
HOM cnoBe NMbpeTTo)! BOT 3TO BO3pOXKAEHUECKNN
pa3BopoT xpuctonornyeckoro muda! Ecam Opodeli
— NPOCTOWN YeNOBEK UK f3bluecknin nonybor, To
€ro Heyzauy B cnaceHuun 6AnXHEro BnojaHe MOXHO
00BACHUTL «He TOW» POPMOI NHOBBN — «3POCH.
Ho ecan Opden — cumBon Xpurcta 1 XepTBEHHOM
Nto6BU «arane», KAKMM OH CTaf C NepBbIX BEKOB
XPWCTUAHCTBA, TO Kak MOXeT OH NoTepreTb Heyzauy
B COBepLUeHnn cnaceHuns? Takas TpakToBka obpasa
NpoKAaZblBaeT NPsAMYHO AOPOry K ycBavBaHuo bory
He CBOMCTBEHHbIX EMy rpexoBHbIX KayecTB YenoBekKa.
B 3TOM 1 3akntouaeTca «moamduKaLna» KyabTypbl
Bo3poxxaeHus, TO eCTb ee YKJOHEHNE B CTOPOHY
A3blyecTBa.

[obaBnsetcs K 3TOMy eLle 1 yyactme B cyabbe
Opdes 1 IBpUAKKN A3blHECKMX BOroB C 1UX «Ke-
NaHUAMU» UK «BONIEN», KOTOPYIO HUYEM He nepe-
WwnbuTs. BMecTo cBobogHOM BOAK, KOTOPOU Focnoab
oZapun yenoseka no nogobuo CBoemy 1 KoTopas
NoHayany Tak ApKo MPoABAANaCh B YCTPEMAEHUM
Opdes cnact BO3AHOOGAEHHYO Cynpyry, MOA3EMHbIN
6or npesnaraet repoto NOHOE NoAUMHeHMe: «[1yCTb
3HatoT 1 Opden, 1 IBpUAMKa: HUYTO He B Cuaax 13-
MEHWTb MOEW BOAW» - 3akntoyaeT ayToH. Paspeluas
Opdeto BbiBeCTN IBpUAKKY, MayTOH 6e3XKanocTHO
UrpaeT C repoem, Npsaya OT HEro «CBET XXW3HW — B354,
NrOBVMON», KaK A3bl4eCTBO NPAYET OT YesoBeka CBET
Xu3HW — EanHoro bora — Cnacutens. 1o cBoero poja
«ban CataHbl» - Opdeit Bo Bnactu NaytoHa. Bot oHO
A3blyeckoe npeobnasaHme 6OXeCTBEHHOW BOAN Haj,
yesoBeYeCkow, U3 KOTOPOrO BbIpacTaeT ApamaTtyprus
aHTMYHOW Tparegmn. Hu o Kakol XpUCTUAHCKON CU-
Hepruu, Kak o B3amMoHanpaBAeHHbIX KO CMaceHmto
3Hepruax YesoBeyeckoln n 6oXXecTBEHHOW 34echb
peun He naet. KoHeL, CLieHbl C DBPUANKON JONONHAET
elLlle 1 BeTXx03aBeTHas GOpMya: «Tbl HAPYLLIWA 3aKOH
N HEAOCTOWH MUAOCTUN».

B pe3ynbTaTe nepes 3pvtenemM okasbiBaeTcsa no-
TPAACEHHbIN cBoel Heyaaueln Opden. Kak Takoe BO3-
MO>HO B ryMaHUCTUYECKOW KynbType BospoxxaeHus,
KOoTOpas BO34BM3aeT YeNoBeKa Ha BEPLUNHY Ky/b-
TYPHbIX NpoueccoB obwecTtea? CaoBa MMOPeETTO,
aencreutenbHo, pucytot Opdes Ha BepwnHe Onmmna
60>KecTBEHHbIX TBOPEHU: «CnaBa pacckaxeT, Kak
OH CBOWM YMEHbeM MOpPS OCTaHOBWJ 1 nobeaun
NPOTMBOHOPCTBO W FOXXHOTO, N CEBEPHOrO BETPa».
PeanbHble ke 06CTOATENBCTBA XKM3HW — NMOKa3blBa-

136

tOT ero abCoNMOTHYHO HeCoCTonATeNbHOCTb. O TakoMm
«MPOTUBOPEUUU» KyNbTypbl BospoxaeHns roso-
puT A. @. JloceB B CBA3M C NO33MeEN OAHOTO U3 paH-
HUX NpeacTaBuTener rymaHnsma — Op. MNetpapkuy,
paccy>aas O «CTuxax, NOJHbIX OTYasHUA, HeaoBe-
pus K cebe 1 K XXM3HW U BbIABUTAOLWMX Ha NepBbIi
NAaH NPOTMBOPEUYMBOCTb XXM3HWN U MbICAN <...>, My-
YUTENbHYIO 1 JOXOAALLYHO A0 MOJHOMO OTUasHUA» 1.
TakoB Opdelt — HeCOCTOSBLUNNCA CnacuTenb IBpu-
AVKK. «Besb 3TO ACHO, 1 BbINO ACHO C CaMOro Hauvana,
- npogosxaet A. ®. Jloces, - YTO M30ANPOBAHHbIN
Ye/IoBEYECKMIN MHAUBUAYYM BOBCE HE SIBASIETCA TaKOM
YK TBEPAOW U HaZleXXHOW OCHOBOW ANS KYIbTYPHOTO
CTpouTeNbCTBa» ' 1 fanee NPOAOKAET, MPAMO Ha-
3biBas eBponelickoe Bo3poxaeHne «3noxou Be-
Nivyanie MMpPoBOM KaTacTpodbl <...>, KOTopas
OTKpbIBaET Nepuoj NCTopumn, Korga Yenosek byzet
HeHaBuMAeTb bora, 3106cTBOBaTL Ha Hero, 6opoTbes
c Hum» 1,

WTak, 4To HapyLIMIO XPUCTONOTMUYHOCTb MUda
06 Opdee 1 nomelano noaybory cnactn 6anKHero?
«/1301MpPOBaHHOCTb» OT €BaHIe/IbCKOro MOHUMaHUA
«1t06BM». O6 3TOM ACHO rOBOPUTCA B TEKCTe MbpeT-
TO: MacTyxn yTBEPXKAAtoT, UTO B passiyke C IBpU-
avkon Opdes «Myunno» «1toboBHOE TOMAEHNEY,
noA3eMHble Ayxv npu3biBatoT Opdes «yM NPUNOXKUT
1 No6eANTb FOHOLLECKME XeNaHUA», HaKOHeLl, MOK-
posuTenb Opdes ANONNOH ABAAETCS, YTObbI cnacTu
repos OT «U3ANLIHEro NPOSABAEHUA NeYann» 1 yumnt
€ro rpexoBHOMY C TOUKM 3PEHUA XpUCTUAHCTBa 6e3-
pa3nnumMio Noj BMAOM «yMepeHHOCTW». BeiBog Anon-
JIOHa 0COBEHHO BaXKeH B A3bl4eCKOWN «MoanduKaLmmn»
€BaHre/IbCKOro MOHVMaHUA «16Bu». OKasbiBaeTcs,
O CMEPTU IBPUAMKM MOXKHO MPOCTO 3abbITh, Kak U
O CBOEM HeyZaBLUEeMCS CMacUTeIbHOM «peise» B
noz3emMHoe LapcTBO, ECN NPUBECTU «MECHU pa-
JOCTU M Mevann» B COCTOAHNE «YMEPEHHOCTU».
VIMeHHO B 3TOM, NO cnoBam AMO/INIOHa, 3aKNHOYatoTCA

14. JloceB A. ®. Octetnka Bospoxzaerusa. M.: Mbicab, 1982. C.
314.

15. TlONHOCTbIO MbIC/b M3N0XEHa TaK: «Beab 3TO ACHO, 1 6bINO
fICHO C CAMOTO Hayana, YTo U30AVPOBAHHbIN YeN0BEYeCKnit
VNHAMBUAYYM BOBCE He ABNAETCA TakoW y>K TBepAow v Ha-
AEeXHOW OCHOBOW /151 Ky/IbTYPHOTO CTponTeNbCTBa. [prpo-
[a, Kak OHa TpakToBajacb B aHTUYHOCTU, UV MOHOTEUCTU-
yeckoe 6OXecTBO, kKak OHO TPaKTOBalIOCh B CPeJHMNE BEKa,
6b11v ropasgo 6osee MOLLHBIMU OCHOBaMUW» / Tam e.

16. bonee noapobHoe ob6bAcHeHWe cm.: JloceB A. ®. inanekTu-
Ka muda. [lononHeHue K «lnanektrke Mmda» (HoBOe aKase-
MUYecKoe n3jaHune, ncnpasaeHHoe n gonoaHeHHoe) / Cocr.,,
NOAroT. TeKCTa, BCTyN. cTatba A. A. Taxoloaw, B. T. Tpounuko-
ro, komMeHT. B. IN. Tpownukoro. M.: izgatenbckuii gom ACK,
2021.

OTKpbIBatOLLMe NyTb Ha Hebeca «bnaroposCTBO» U
«pobnectb». «[lobnectb» BONpekn «1r0bBM»-cTpac-
T (3POC), HO 1 BOMpPEKN «1H0HBM»-KepTBe (arane)
— BOT UTO GOPMUPYET repost B «TOUKE POXAEHWNS»
€BpOMenckoro xaHpa onepbl. Tak 4061eCTb BO UM
yero? Kak MOXHO oTKpbITb Pali 6e3 eBaHrenbckon
noben?

C noHATMeM fobnectn 6onee NOrMUYHO COOTHO-
cnTCa f06bITas Ha nose 6GUTBbI ClaBa repos, HO B
nmbpetto onepbl «Opden» «gobnectb» 1N «bnaro-
POACTBO» AAOTCA UMEHHO KakK 3aMeHa «Jt06BU».
Takas 3aMeHa OKa3blBaeTCA OMacHOW, MOCKONbKY
CBA3aHa C JOrMaTUYECKMMWN LLeHHOCTAMMN XPUCTH-
aHCTBa, a MMEHHO ¢ yyeHnem o CnaceHuun. B uenom
nnbpetTo onep XVII Beka cTaHOBUTCA Hekoeit nabo-
paTtopuven, rae, B cornacum ¢ obLieeBponemnckmm
JBVIXKEHWEM TOro BpeMeHeM, CBATOOTeYeCKMe Npea-
cTaBaeHuns moanbuumnpytotca B punocopckme™.
CknagbliBaroLLasacs MMPOBO33peHYeckas cMcTemMa
BblAENAEeT B «1H0H6BM» TONbKO OAHO M3 HECKOJIbKUX,
CBOWCTBEHHbIX 3bIYECKOM APEBHOCTM 3HAYEHUNA —
«3paTo». DTOT aKLLeHT ABAAETCSA rNaBHbIM B NPOU3-
BEEHUAX CBETCKUX W, MO YyTBEPXKAEHUAM crieuna-
NINCTOB, CTAHOBUTCA BeAYLLUM He TOJIbKO B GUO-
coduu, HO 1 B KaTOANYECKOM HOrocsoBmm, KOTOpPoe
Ha cnioBax abcoIOTHO OTBEPraeT «3paTo», a Ha Aene
3aMeHseT eto I0O0Bb XXePTBEHHYHO — «arane» ' .

My3bika B J@aHHOM C/lyyae npegcraeT He Takou
MOC/NYLIHON JOYePbO MN0331K, KaK 06 3TOM MPUHATO
AyMaTb M NPUHMMaeT Ha cebs po/ib BO3BbILLAOLLYHO
COMHMTENbHbIE aKLEeHTbI CtoxeTa. My3bikanbHoe co-
Jep>KaHune 1 ero CBA3b C 3a/I0KEHHbIMU B IMOGPETTO
addekTammn — oTaenbHas H6onbllas TeMa, KOTOPYH
Mbl NpeAnoaaraeM PacCMOTPeTb B C/iefyHoLLLen CTa-
Tbe. 34eCb XKe 0603HaUNM CXOACTBA U Pa3NINUMNSA «TO-
YeK POXAEHNA» eBPOMEeNCKON 1 PyCccKon onepbl
n obpatmmcs K BoawebHom onepe M. U. FanHkw.

Mexay TBOpUecTBOM MoHTeBepAM U [NNHKOM
MHOro 0bLux TBOpUecknx obctonTenscTe. Onepa
He POXJaeTcs TONbKO B pykax MoHTeBepAW, HO npes-
BapsAeTCA IKCNMEePUMEHTOM ero npejLecTBEHHNKOB
MO BO3POXAEHWIO APEBHErpeyeckon Tpareammn. One-
pa He poxaaeTca B pykax [NMHKKW, HO NpuxoauT
K HEMY Mocae NPeAnpPUHATON ero CTapLUMMK KO-
neramu pycuourkaumm xaHpa. B 1Bopuectse 06o-
MX KOMMO3MTOPOB OMepa BbIXOAUT Ha HOBbIW XyAO-

17.  OpHvM 13 nepBbIx punocodckmx TpyAos HoBoro BpemeHu
06 adpdekTax aBaserca pabota «Crpactu gywm» P. lekapTa.

18. Ocunos A. V. MNoHaTne xpuctnaHckon nwobsu. MAA,
2009.10.20. URL: https://www.youtube.com/watch?v=NolLX
JdU319k&ysclid=1u7j0z86pl944031111 ([aTta obpalueHus:
20.01.2024).

>KECTBEHHbI YpoBeHb. MOHTEBEPAM U3BECTEH, Kak
npuBep>KeHeL, Tak Ha3blBaeMOW BTOPOWN NMPaKTUKK
— HOBOrO MY3blKa/lbHOrO CTUASA — TOMOPOHHO-
rapMoHuuyeckoro. [MrMHKa n3BecTeH, Mo ci0BaMm
Bn. ®. OnoeBcKoro, kak KOMMO3UTOP, OTKPbIBLUWA
«HOBYHO CTUXMIO B MCKYCCTBE», KOTOPYHO «AaBHO WILLYT
n He HaxoaAaT B EBpone»™ . Yero xe nckann n He
Haxoaunn B EBpone BpemMeHn MnHKN?

MNpeacTaBasfeTCca TOro, YTO NOTepsAaM B anoxy Bos-
POXAEHNA — eBaHrebCKOro cogepxanusa. B Poccun
KO BpeMeHn M. V. TAInHKN OHO TakXe Hy>XZJanocb
B BOCCTAHOBJIEHWW, Ha KOTOPOe HblIv Hanpae/ieHbl
BCE CWJIbl TOCYAAPCTBa, LIEPKBY W BeAyLLMX AesTenein
OTeyeCcTBEHHOW KynbTypbl. Hanbonee nornyHo B
CBA3M C TEMOW XepPTBEHHON Nt06BYK HbIO BbI 06pa-
TUTbCS K onepe «KK3Hb 3a Laps», B KOTOPOWN KaxzblM
U3 YeTbIpex repoes «BCXOANUT Ha CBOO Foarody»20 .
Ho naeto eBaHrenbckoro ciyxkeHus 6amxHemy M. U.
[NnHKa pa3BuBaeT 1 B onepe «PycnaH v Jlrogmmnna»
no noame A. C. MywkunHa. XoTs B 37Ol BoALEebHOWN
onepe BHELWHWI psag cobbITUIA NpeacTaBaseT cobol
MUPONOTNYECKYHO NCTOPUIO, MPOUCXOAALLYHO B A3bl-
4YeCckOM MUpPEe PYCCKOro NMPOLUAOTo, MMEHHO naes
€BaHre/IbCKOro CrnaceHunsa NeXmT B OCHOBE BHYTPeH-
Hel agpamaTtyprin. OHa HacTOAbKO cuabHa B «Pycna-
He», UTO PacKpPbIBAETCA B XapaKTepax BCeX OCHOBHbIX
NepCcoHaxel 1 NPOABAAETCA HE TONIbKO B «PaiiCKOM»
Hayane onepHoro gencrema?', kak y K. MoHTeBepan,
HO OpraHusyeT ApamaTypruto BCei onepbl U Npu-
BOAMT K nobesHOMY buHany.

Tak >e kak Opden B inbpetTo onepbl K. MoH-
TeBepau, repont M. V. TANHKU NCNbITbIBAIOT «J1H0-
60BHOe ToMAeHMe». OHO KacaeTCA BCEX FNaBHbIX
nepcoHaxewn — PycnaHa, Patmupa, Nopucnasbl, oT-
yactu Jlrogmunbl. Ho B otanume ot Opdes, KoTopsblit
OKa3blBaeTCs «M3/MPOBaH» OT eBaHreNbCKOro no-
HUMaHWs N06BU N eMy HEKOMY NMOMOoYb B Bopbbe
3a IBpuUAKKY, pa3Be uTo lNayToH OKasbiBaeT rybu-
TeNbHyto ycayry, repou onepbl M. . [MHKM Haobo-
POT BK/IFOUEHbI B MPOLLECC OOPETEHNS €BAHIENbCKOW
NOOBM I MPUXOAAT Ha MOMOLLLb APYT APYTY B TPYZAHYHO
MUWHYTY, YeM JOCTUTaeTca paickni, cnacuTeNbHbIN

19. Ogpoesckuii B. ®. Ctatbm o M. W. TanHke / BeTyn. ctaths 1
KommeHT. . bepHaHaTa. M.: My3rus, 1953.

20. LwraTta u3 nekuwmm E. B. JleBawwosa 06 onepe M. WI. FanHKu
«Ku3Hb 3a Laps», npountaHHo B PAM um. THecnHbIx / T.
HO. MacnoBckas. PeueH3ns Ha ctatbto C. A. [NaBaoBol «Te-
opus abdekToB B IMOPETTO €BPOMENCKON 1 pycckor one-
pbl: OTKyAa v Kyaa». Pykonuce, 2024.

21. CBagebHbIli Nup — cumBon Pas ¢ 6ubnelickvx BpemeH. Cm.:
Mup —nyywmin obpas cuactbs. C6-k MaTepranoB KOHbepeH-
ummn «Obpasbl Tpanesbl B 60rociosnm, Gpraocopuu, Kysb-
Type. MpuHowenwne H. J1. Tpaybepr». M.: bubneiicko-60oro-
cnoBckuin nHetutyt. 2010.
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Tabauua Il
MNAPTNA PYC/IAHA
B onepe M. V. ThnHkn «Pycnan n Jlriogmuna:

ADOEKT ntoboBsb cTpacTb
(1a) 3a)

JTFOBOBb «arane» — Jito- «3paTo»

B 3HaueHMM = HOBb Kak >epTBa — NHOOOBb

pagun 6ANXKHEro  Kak YyBCTBEH-
Has CTpacTb

Tabavuya lll
MAPTNA PATMWNPA
B onepe M. V. ThnHkun «PycnaH n Jlriogmuna:

ADOEKT ropAoCTb, YyBCTBEHHOCTb
(1.34)

JTIOBOBb

B 3HaYeHUM = Has cTpacTb

ans Bcex duHan onepbl? . Mpueegem B Buae Tabaunly
CMbIC/IOBbIE 3HaueHWs apdekToB B NapTusx PycnaHa
[Tabanua Il n Patmupa [Tabanua 1]

MoapobHee o cozepkaHumn MbpeTTo «PycnaHa»
B CBSI3M C €BAHIe/bCKUM MOHUMAHMEM «H06BU»
pacckasaHo B Hallel cTaTbe, CneLnasbHO NoCBs-
LLIeHHOW 3ToM TeMe?® . 3aeCb NOAYEPKHEM BbIBOZ,
K KOTOpPOMY npuwwaun. B pycckolt onepe, kak oHa
npeactaBneHa B TBopyectse M. U. TanHkm, obpas
repos (k dbuHany repoes HabrpaeTcs UETBEPO) Bbl-

22. B ¢uHane paxe ®apnad okasbiBaetcs obe3BpexeH pain-
CKMM KOHTEKCTOM /Ie/iCTBUSA, B KOTOPOM BCe ero npusbisbl
K HanHe TweTHbI.

23.  Cratba «EBaHrenve B namatHukax pycckon onepbl: M. V.
InuHka «PycnaH n Jllogmuna» rotoButcs K nybankauum B
cbopHuKe no Matepuanam MexayHapoAHOW HayUYHOM KOH-
depeHummn «HayuHoe Hacneame E. A. PyubeBckoli B coBpe-
MEHHOM MY3bIKO3HaHMW», KoTopas npoxoanna B CM6IrK nm.
H. A. Pumckoro-Kopcakosa B 2022 roay.

BOMIHCKas PEeBHOCTb pPasoCTb

fobnectb 2,44 (4 4) (5a)

«arane» — Jito- «3paTo» — It0-  «aramne» — Jito-

60Bb Kak >xepTBa 60Bb Kak UYyB- 6O0Bb Kak XepT-

pagun 6avXKHero  CTBeHHas Ba paau 6anx-
CTpacTb Hero

N060Bb, MONNTBA
4, 54)

«3paTo» — N0OOBb KaK YyBCTBEH- «arane» — A0H6OBb KakK >XepTBa

paan 6amxHero

pacTaeT M3 roTOBHOCTU XXepTBOBaTb COBOW paau
6M>KHEro, To eCTb MHOTOKpPaTHO COBepLUaTh 3a-
naaHnpoBaHHbIi OpdeemM NoABUI, HO AOBOASA ero
[0 eBaHresIbckoro 3aseplueHuns. Ocobyro ponb, oT-
MeTMM eLlle pas, urpaeT B3aMMOMOMOLLb repoes, TO
€CTb COBOPHOCTb YCTPEMIEHNSA, Peanun3yoLasca B
ApaMaTyprum xapakTepos.

MoxHo cKkasaTb, 4to B onepax M. V. TanHkn npo-
ABNAETCA UCTUHHOE, CBOMCTBEHHOE XPUCTUAHCKOM
Ky/NbType 3HaueHune «rymMaHmn3mMa», Kak 1robBu K ve-
JIOBeKy, BMECTO HacaXkAaemoro A3bI4eCTBOM «MouncKa
noaxoaswero Ham bora». Teopuna apdekToB pyc-
CKOW onepsbl, 3cTadeTa KOTOPOW Nepexoamt ot M. U
InnHkm K A. C. Jlaprombikckomy, M. T1. Mycoprckomy,
M. M. YaiikoBckOMy, BblpacTaeT U3 CBATOOTEYECKOrO
npeAcTaBAeHNs O YXOBHOM XM3HW, KakK OHa noka-
3aHa B «JlectBuue Paickoi» npen. NoaHHa.
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IN THE PERSPECTIVE OF

THREE CENTURIES: ABOUT THE FATE OF GENRE

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

Il 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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Ill. 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

Ill. 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. V.Vatagin. A Penguin with a chick. 1960. Tinted wood. State Tretyakov Gallery.
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IlL 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.

— —_

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 lll was different from Cygnus 1V, 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,
[. 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-¢e) 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 AF. 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 «xgenre 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 AHUMAIMCTUKA B PAKYPCE TPEX
CTONETUM: O CYAbBAX XXAHPA

AHHomauyus: B ctaTbe faeTtcs 0630p pycckoro
aHnManuctnyeckoro nckyccrea XVIII-XX sekoB  w
TO MOJIOXKEHWE, KOTOPOE 3aHMMana aHUMannCcTnKa
B pAAY APYruX XXaHPOB M300pa3nTeNbHbIX UCKYCCTB.
Ha npotsxeHun Tpex CToNeTUI, 3TOT «poa» 3aaBuU
0 cebe Kak 0 NAOAOTBOPHOM U MHTEPECHOM  UC-
kycctBe. Ero 3ametunun v nonynspusmposanv B 06-
LecTBe. VI306pa>keHns XXMBOTHbIX €CTECTBEHHbIM
06pa3oM JOMOAHWAN HAaTFHOPMOPT, Ne3ax, NOpPTPeET,
6aTanbHyto KapTMHY. OHU OKa3biBaAW BAVSHWUE Ha
bopmMmpoBaHme CTPYKTYpPbl XKaHPOB, NPV 3TOM MO0~
>XEeHWe caMOol aHUMaNUCTUKW, ee MeCTO B 3TOW CU-
cTteme 66110 pas3HbIM. Kaxkaas nctopmueckas anoxa
JeMOHCTpMpOBasa CBOe BUAEHME 1N OTHOLLEHWNE K
nepcoHaxy, cneunduryeckas xe npupoaa faHHo-
ro MCKycCTBa He BCerga noHumanace. B yrogy mc-
TOpUYEeCKMM 0HCTOATENbCTBAM UAN CIOXMBLUENCA
CUTyauumn B CUCTEME XaHPOB aHMMaAnUCTMKa 3a-
HWMana He BblCOKOe MecTo. E npuxogunock npe-
ofoneBaTb bapbepbl HEMOHMMaHMSA, KOTOPbIE MO
6onbluen YacTn npuwance Ha XX ctoneTue. He-
CMOTPA Ha TO 0OCTOATENLCTBO, UTO B CUCTEME XKaH-
poB 1M306pa3nTeNbHOro UCKyCCTBa aHMMaNNCTMKa
HaxoAMNacCb Ha NOCAEAHMX CTYMEHAX MepapXMUeckon
NeCTHMLbI, Ha KaXAO0M MCTOPUYECKOM 3Tane oHa
yTBep>zana HoBble 06pasbl, eMOHCTPUPYS CBOU
>KaHPOBbIe U HaLMOHaNbHble 0COHEHHOCTH, Takue
Kak, BbIOOp TeM U repoes, CTUAS U METOA0B UX BO-
N/OLLEHWNS, B3AUMOAENCTBUA C HAaTypou v T.4. Mpwn
BCEX OT/IMUUTENbHbIX KavecTBax, Nojg4YepKmBaeTcs
MbIC/lb, YUTO Ha MPOTAXEHWU TPeX CTONETUN aHW-
MannCcTUYeckmin obpas JOMUHNPOBAN B CBOEM Ha-
rAAHOM N KOHKPETHOM BUAe, Bbl1 MHTepNpeTu-
pPOBaH B pa3HbIX CTUIEBbIX BapuaHTax, Mpu 3TOM

[OCTOBEPHOCTb Oblfla MOAOXKEHA B OCHOBY BCAKOIO
aHUMaNNCTNYECKOTO N306paXKeHUs: MacTepa yMeno
BOCMPOU3BOANAN MPUPOLHbLIE CBOWCTBA 3BEPEN.
Llenb ctaTby 3akntoyaeTcs B TOM, UTOObI ONpesenunThb
pakypc pa3BUTUA PYCCKOW aHUMANUCTUKK, ee Cyabby
B UCTOPUW, KOTOpas Ha MPOTAXKEHWMN CTONETUIA CMOT/Ia
COXPaHWTb CBOKO XAHPOBYHO NMaMsATb, NepeLuarHys
pybex XX ctonetns v Ao Hawwux gHen. Nctopuko-
NPOBAEMHBIN U XYL0XKECTBEHHbIA METOZbI MO3BOINAN
YBUAETb OCODEHHOCTM aHUMaNNCTUUECKOTO XaHpa,
XapaKTepPHOro 1 BO MHOTOM CaMOBbITHOrO 415 TOW
W VHOW 3MOXK, BbiCBEYMBatOLLEero cneunduyec-
Kyt0 MpobaemMaTuKy B KaXKAOM U3 NCTOPUYECKUX
nepuogoB. Takum 0bpa3om, aHMMannCTUKa Kak Lie-
NIOCTHOE KY/NbTYpHOE fIBNEHWE, HE yTpaTuia CBOH
3HAYMMOCTb B COBPEMEHHOM MUPE, UTO onpesensiet
aKTyaNbHOCTb CTaTbMW.

Knrouegbie c108a: aHManMCTUUECKOe UCKYCCTBO,
3M0Xa, XaHp, XXMBOTHblE, 00pas, akagemunyeckoe
obpa3oBaHue, 3KoNorms

N306paskeHns XXMBOTHbIX M3BECTHbI HaM C AaBHUX
BpeMeH. JIOrMyHo NpeanonoXunTb, YTO C MOMEHTa
BO3HUKHOBEHMS NCKYCCTBOBEAUECKON HayKn Mosi-
BW/ICA MHTEPEC K TOJNKOBaHUIO aHUMaNNCTNYECKUX
nponsseseHin. OCOBEHHO MHOIO O XUBOTHbIX U
XMBOW Npupoge paccyxganu B XX Beke, B UaCTHOCTH,
Giovanni Aloi', Hope B. Werness?, Gordon Lindsay
Campbell® nHTepecoBanu gpeBHMe Knaccnyeckme
06pa3sbl, CTaBLIME XPECTOMATUNHBIMY, KOTOPbIE B-
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3. Gordon Lindsay Campbell. The Oxford Handbook of Animals
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NANV NpUMepPbl COBEPLUEHCTBA U NOApPaXkaHUa U
COBPEMEHHbIe BM3yaJibHble NPeACTaBAEHMA O XN-
BOTHOM. Hanpumep, paccMaTpurBas BaXKHOCTb XMn-
BOTHOrO B TEOPWN COBPEMEHHOTO NCKYCCTBA, POHM
Grén* uncnosb3yeT KJaccuyeckme TeKCTbl COBpe-
MEHHOW 3CTETUKWN U TEKCTbI, HarnMcaHHble COBpe-
MEHHbIMU XyZ0XHMKamMu. Ero kHura, «KoHuenumsa
>KMBOTHOTO U COBPEMEHHbIE TEOPUU NUCKYCCTBA»,
OXBaTblBatoLas pasinMyHble AUCLUMANHBI, Takmne
Kak Teopusa UCKycCcTBa, dunocodus, scteTnka, AB-
NAETCA BaXKHOW C TOUKM 3peHns 060CTPEHHOTO BHU-
MaHWA K XXMBOTHOMY B COBPEMEHHOM UCKYCCTBE
BO B3aMMOCBS3M ABYyX NOHATUN: TEHAEHLUMIA COB-
PEMEHHOIO UCKYCCTBa N N306paXKeHMsA XNUBOTHbIX
B A@HHYH 3MOXy.

B psAay rnaBHbIX BONMPOCOB y UccaesoBaTesnen
CTOAT 3TUYECKME KYNbTYPHbIE, KOTOpPble GOPMUPYIOT
LLeNIOCTHYHO M LLeHHOCTHYHO UAEH XXUBOW NpUpo-
Abl. Paul Waldau® , Brett Cooke®, npoBoasaTt nccne-
JOBaHVA B TemMaTuyeckon obaactn coymonorny,
coumobuonorum, dpunocodun. ST Hayku, Tak Uan
MHaye, KacakoTCA TeMbl XXMBOTHbIX. ABTOPbI 3a4at0TCA
BOMPOCOM, KaK JIF0AM U3yYann 1 NoHUManun Gaopy v
bayHy v Kak CO BpeMEHEM MOCPEACTBOM Ky/IbTYPHbIX
0COBEHHOCTEN N pa3HbIX CNOCOHOB MbILLIEHNS Me-
HAICb UX CYXXAEHUS.

MapannenbHO OTMETUM UTepaTypy, MOBECTBY-
FOLLLYHO O TEXHMKaX, Mpremax B M300paxkeHnn 3Bepent
n ntny,. Tak, Ken Hultgren” , noka3biBaeT cnocobbl
peanncTMyeckoro n3obpaxxeHus 3Bepen n Lenbli
CNEKTP UX BUAOU3IMEHEHWI, yX0A8 B 061acTb Lwap-
a v kapwukatypbl. Hanpotus, Frank Calderon B cBo-
el KHUre «AHaTOMMA aHUMaINCTUUYECKON XXMBO-
nmcm»® npuaepXxnBaeTca KOHKPETHOro B3rasja
B M306paxkeHnn XMBOTHbIX, OTMeYas CJI0XHOCTb
JAaHHOrO UCKYCCTBa XunBonucu. ABTOp paccMaTtpu-
BaeT BCe TEXHNYeCKMe acnekTbl PUCYHKA U XXUBO-
nucu, yaenset ocoboe BHUMaHWE aHaTOMUN, Npes-
CTaB/IAMOLLEN TOYHbIE 3HAHUSA O CTPYKType ABUXKe-
HWI XxnBOTHbIX. Edouard Lanteri® roBoput o moge-

and ancient history Oxford handbooks. Oxford University
Press, 2014, p.633
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of Art Routledge, 2017, p.164.
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JINPOBAHUWM XXMBOTHBIX B CKY/bMNTYpe, paccMaTpuBas
aHaTOMUIO Ha MpVMepe Nolaan, bBa U Hbika, UX
0COBEHHOCTN U ABUXKEHME.

Bce 37K acnekTbl 4@MOHCTPUPYHOT MCCIe0Ba-
TE/IbCKUIA MHTEPEC B OTHOLWEHWN Gopbl 1 dayHbI.
C HaleW TOUKM 3peHUNs TakKe BaXKHO NMOCMOTPETb
Ha aHUMaNNCTUKY KaK LeNOCTHbIA MCTOPUYECKUIA
MpoLecc, onpeaenunBLLNIA XapakTep ee XXaHPOBbIX
0COBeHHOCTEN.

Ocob6eHHOCTM pa3BUTUSA PYCCKOTO aHMMaNuC-
Tnyeckoro obpasa

MHoroo6pa3Hble 0bpasbl 3Bepen, NT1L, U MUPO-
NOTNYECKMX CyLLEeCTB BCTPaMBaINCh B apXUTEKTYp-
Hble, CKY/bMNTYPHbIE, XXMBOMUCHbIE MPON3BEAEHNS,
NPeACTaBAAsR «KaPTUHY MUPa» UCTOPUYECKMX IMOX.
B cpesHeBekoBOM 3anaHOM, pPEBHEPYCCKOM 1 Ha-
POAHOM NCKYCCTBE XXMBOTHOE MOXHO OblN0 BUAETb
Ha MKOHax, dpeckax, B AePEBSHHOW, KAMEHHOM pe3b-
6e n Ha penbedax. 310 bbina cneymduryeckas ob-
NacTb, B KOTOPOW 3Bepu 1 NTULbI BOMJIOLLANNCh B
npUYyAANBbIX GOpMax, Janekmx OT peasbHOCTU.
«KMBOTHbIN OpHaMEHT», COAep>KaN MHOXECTBEHHbIE
CUMBOJIbI, YTO BbINO CBOMCTBEHHO 3MOXaM MUPONO-
rMYeCcKoro Co3HaHmsA.

AHUMaNMCTMUeckunin obpas, oTpaxkaroLmin npas-
AVBBIA 06AUK 3BEPS, B «4MCTOTE» CBOEN 0bpas-
HOW XapakTepuCTUKN HaumHaeT nossaatbca B XVIII
Beke. Torga HemMeLKnii XyA0XKHUK-aHUMannCT VioaHH
[POOT, KOTOPLIV TPYAWACA NMPU UMMEPATOPCKOM ABO-
pe 1 B AKaZeMunn XyAoXecTB OTKPbI KNacc «3Be-
pei 1 ntuu» (1763) 1 Nnokasan pycckor nybanke
MHOTOUMCNEHHbIEe KapTUHBI C M306paXKeHNeM pasHbIx
3Beper BO BCEBO3MOXHbIX CUTyaLMAX: Ha OXOTe,
6bITOBbIE CLIEHbI, XXMBOTHbIX B HaTFopmopTe (Puc. 1,2).

OH NpPOAEMOHCTPMPOBAN COBEPLUEHHO HOBOE
NS pycckoro obuiectBa MCKyccTBO. Ha kapTuHax
npeacTann He GpaHTacTMUeCcKne 3Bepy, a peabHble,
n306padkeHHble HaTypasbHO. XyJOXKHWK NCMONb30-
BaJl NPUEMbI UANKO30PHON XNBOMUCK, YTOObI AaTb
MoYyBCTBOBATb rYCTOTY MeXa 3Bepei, pa3HoLBeT-
HOCTb OMepeHus NTUL, NPUPOAY OXOTHUUBUX UH-
CTUHKTOB M T.N. Kak 0TMeyYanocb B AOKyMeHTax
AkagemMun xyaoxecTs, [pooT Obin «npekpacHbIn aHK-
MafaucCT, MHOTO Nlyylle 3HameHuToro Yapwu B lNa-
pvxe B M306paxkeHUn LIePCTN 3BEPEN N NepbeB
ntmu...»."° H.H.BpaHrenb nucan, uto ero pabotsbl
NPOW3BOAUAN CUNBHOE BMeYaTieHure, a KorAa OH

10.  Akagemusa xypoxects. leno N2 3. Onucu kapTtvH pooTa,
HaxogAwmecs B Akagemun. Pespanb 1765 r. // PTUA C-Te-
Tepbypra. ©.789, on. 1, ea. Xp.164.

3aKaHuyMBan NPOM3BEAEHMNS, TO €ro YacTo nocelLuan
BeCb ABop . "

Takve KapTUHbI He TObKO BNeYaT/aaan B30Op
HEWCKYLLEHHOrO 3pUTENSA, HO U UCMOJb30BaANCh
no cBoeMy NpAMOMY Ha3HauyeHuo. OHM yKpaluanm
KOMHaTbl OXOTHNYbMWX NaBUIbOHOB, CTPOUTENBCTBO
KOTOpbIX BbIIO TOrga B MOJe,

Hapsagy c aTum, B npouecce GopMmnpoBaHmMs aHU-
MasMCTUYECKOro NCKycCTBa B AKaZieMmnm XyAoXKeCTB
06pa3oBaANCh XMBOMUCHbIE KNACChl: UICTOPUYECKUN,
6aTannuecknin, naHawadbTHbIN, NOPTPETHLIN 2, B KO-
TOPbIX TakXXe BCTPeYanoch N306paxKeHne XMBOTHbIX.
Takmm obpazom, B Poccun cdopmmpoBanach Lienas
nnessa 3seponucueB’™ . ManonsBecTHbIN XaHp AB-
HO MpuLenca No BKYCy pyccKomy obuiecTBy. He-
CMOTp#A Ha 3akpbiTue B KoHLe XVIII Beka knacca «3Be-
per 1 NTUL» XaHp NPOAOIKaN CyLWecTBOBaTh, a B
XIX cToneTnn NposBMACA HOBbIA UHTEPEC K aHW-
MaJaNCTUKE, HO y>Ke B MHOM COCTaBe.

AHnmMannctnyeckas xmnsonucb XIX Beka xapak-
TepusyeTcs Apyrovi TeMaTUKon, a UMeHHO n3obpa-
XeHneM nowaan. Ha npotaxeHnn scero XIX cto-
NeTns B pasHble CTUAEBbIE MEPUOAbI OHA HaxoaM-
Na BOMJIOLLEHME B XXMBOMUCK, rpadurke, BXOAMAA
COCTaBHOM YacTbio B nensax, bbITOBYO, NCTOPU-
yeckyto KapTuHy. «/innunueckumii xxaHp»™, xapakTtepu-
3yrowmics nobpaxeHnem nowaan, cran
CaMOCTOATE/IbHON Pa3HOBUAHOCTBbIO aHVMANNCTUKMN.
Toraa ocobyro 3HaUMMOCTb MPUOBPEN «IoLaANHBIN
nopTpeT», Ha KOTOPOM M306paxKanncb NOPOANCTbIE
Konu. (Puc. 3, 4).

XYZLOXHWKN KOHLEHTPMPOBAANCh Ha NpejacTa-
BUTENAX Pa3HbIX MOPOA 1, MpeX/e BCero, npeano-
UYMTaeMbIX 3aKa34MKOM — OPJIOBCKMX pblcakoB. Op-
NIoOBCKas Nopoja npeActaBasna ropfocts Poccuy,
KOTOpPOW He 6bln10 NoBTOpa. Jlowaan oTaAnYanmch
KPYMHbIM POCTOM, YANNHEHHBIM MOLLHBIM TOPCOM,
CTPOWHOCTbIO, CUIOK, TEMMNEPaMEHTHOCTbO, HEMPEB-
30/ileHHON PEe3BOCTbIO M BbIHOCIMBOCTbLIO, M3ALLEC-
TBOM ZBWXEHWI 1 0bLLen KpacoTOW. YueHbl-un-
nosior B./.KonTeB BbICOKO OuUeHMBaN CTpoeHue

11. 11Bpanrenb H.H. HocTpaHupbl B Poccnu, Ctapble rogsbl,
Wtonb— ceHTabps, 1911, c. 81

12.  YpsaHoB /.®. KpaTkoe pykOBOACTBO K MO3HaHWIO pycoBa-
HMA 1 XXnBoMMcK nctopmueckoro poga. Clb, 1793. c. 36,
37.

13.  C6opHWK MaTepuranos aas nctopun Mimnepatopckon C-Me-
Tepbyprckon AkasemMum XyZ0oXecTB 3a CTO /IET ee CYLLLeCTBO-
BaHwus. MNog pea. M.Metposa. C-Metepbypr, 1864, c.776.

14.  [aeB 33: XxyAOXHUKN UNNun4eckoro xaHpa. lanepes nc-
kycct. Coct. A.Kncenes B.6. XKuonucbk n rpadmka ns yact-
HbIX Koanekumia. M., . 2007, c.1.

OpP/IOBCKOW IoWasmn, KoTopas cama cobon npocu-
Nlacb Ha NONOTHa XYA0XHWKOB. ViccnesoBaTenb Kpac-
HOpeUMBO XxapaKTepusyeT 3TUX NoLagei kak ocoboe
HOBOE XVMBOTHOE, MMetoLLLee «KONOCCaNbHYHO Maccy
KOCTeW 1 MyCKYNOB, BCHO MPOHWUKHYTYHO OrHeM apab-
CKOW KPOBW, Nerkyto, BbICTpyto, rMbKyto, Kak apabckuii
KOHb M MOTYYYIO U OTPOMHYHO, KaK TMraHTCKUA KOHb
FonnaHammn»" . IMEHHO 3TUM XMBOTHbLIM — CEpPbIM,
6e/1bIM BOPOHbIM, FTHeAbIM «OPNOBCKMM KpacaBL,am»
no BblpaxeHunto KonteBa, OTMEYEHHbIM B PYyCCKOW
NCTOPUKN U KyNbType, BbiMana YecTb ObiTb 3aneyat-
JNIEHHBIMW Ha KapTUHaX PYCCKUX XYAOXHUKOB. Hag,
3TOM TEMOW TPYAUAUCH NMPELCTAaBUTENN PA3HOTO
YPOBHS NpodeccMoHaNbHOM NOATOTOBKN: OT MeCT-
HbIX XXMBOMWUCLLEB, MPEeACTaBAAOLMX «BHEaKajeMNn-
YeCKy» JIMHWIO, A0 XYAOXKHUKOB CaMOro BbICOKOIO
knacca. Cpeam Hux 3aMeTHble MacTepa: A.l. LLBabe,
H.E. Ceepukos, B.A. Cepos, M1.0. Kosanesckuit, H.C.
Camokuw, C.A. BuHorpazos, H.E. CeepukoB u gpyrue.

O6pa3sLLoBbIfi «<KOHCKMIA MOPTPET» MO BCEM CTPYK-
TYPHbIM CBONCTBAM M Pa3HOBMAHOCTAM Mbl MOXEM
BuAeTb B pabotax H. CBepukoBa. B noaTtBepxae-
HWe MbICIN MPUBOANM PacCy>XAEHUS COBPEMEH-
HVKOB, KOTOpPble HaxoAMAN 60NbLLOe CXOACTBO «MOp-
TpetoB» CBepuKoBa C opurmHanamu. lNMoguepkmnsas
WHAMBWAYaNbHOCTb Kaxkaon nowaau, .M. bytosuy
nuncan, 4to HMKTO, Ao CBEPUKOBA, He yaBanBan Tak
TOYHO BHELUHEro CXOACTBA B KaXAOM «MOpTpeTe»,
OoTMeuyas BCe UHAMBUAYaNbHble 0cobeHHOoCTU. 03-
TOMY 3aKa3uuK serko pacnosHan FopHocras, J/leTyHa
nnan ceantpy, Busanyp Il otanuancsa ot Jlebeas 1V,
XoTA oba pbicaky, «HO B KaXAOM U3 HUX MHOTO
0COBEHHbIX UepT - B 0O4HOM «BuzanypoBckuii», B
ApyroM «JlebeamnHCKniA». ITO camoe LieHHOe KayuecTBO
noptpeTtoB CBEpPUKOBA, KOTOPOE 3aCTaBAAET NHOAEN
OUeHb LEHUTb UX»'® — TOBOPUT UCCeL0OBaTE N b.

KoHeBOACTBO CTano cTpaTernyeckomn otTpacsbio,
1 Takas 6onblias cTpaHa, kak Poccus, He morna He
0bpaTnTb Ha 3TO NPUCTaNbHOIO BHUMaHWs. Pa3-
BUTUIO KOHEBOAYECKMX XO3AMCTB CnocobcTBoBanm
eXeroHble BCEMUPHbIe KOHHblE BbiCTaBku B MockBe
C yyacTvem fnolazen pasNnyHbIX MOPOA.

OTW 3HaUMMble nctopuyeckme dakTbl CNocob-
CTBOBa/M pacLBeTy XaHpa, packpbiBas chepy MH-
Tepecos K Aowaan. HecmoTpa Ha To, 4To cyabba
MHOTMX «MOPTPETOB» HEWM3BECTHA, YaCTb KapPTWUH Mo-
CTpajana BO BpeMs pa3rpomMa ABOPAHCKMX ycazeb,

15.  Kontes B./. Matepuanbl An8 nCTOpun pycckoro KOHHO3a-
BoAcTBa. 1847-1887. M., 1887, c. 248.

16.  bytosuu W.A. Katanor Mmoew xu3Hu. OnvcaHwve Mpwnenckoin
KOHHO3aBOZCKOW ranepew, Hawe Hacneame, 1997. N2 47, c.
238, 239.
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No>KapoB WV HEYMEesIOW pecTaBpaLnn, BCe Xe Bre-
YaTAIAOLLMIA CNEKTP aHUMANUCTUYECKNX 06pa3oB B
ML OAHOTO reposi — KOHS NpeaCcTaeT nepes B30pom
3putenen. JaHHbIA XaHp NOMOraeT HaM MOHSATD,
Kakue TBOpYeckme MMMYAbCbl COOTBETCTBOBANN
AyXy BPEMEHM, CNOCOBCTBYs Pa3BUTMIO LLENOCTHOTO
HanpaBAeHNs B aHUMaIMCTUUYECKOWN XXUBOMNCHK, He
MMEIOLLLErO aHaloroB B €BPOMNENCKOM UCKYCCTBE.

B XX Beke pacLumpuancs BOIMOXHOCTV 06pa3HOro
BOMJIOLLEHWS XXNBOTHBIX B Pa3INUYHbIX BUAAX U30-
6pa3nTeNbHOrO UCKYCCTBA: B rpaduke, XXMBOMUCH,
ckynbntype. O6 aHMMann3Me CTaam nucatb Kak 06
OTAE/NIbHOM XaHpe, UMEerLLEM CBOK npupoay. B
CBA3W c opraHusauumen B 1926 rogy Obuiectsa pyc-
ckux ckynbntopos (OPC), uneHamMu 1 yyacTHULAMMA
KOTOporo, Hapsaay ¢ B. MyxuHou, A. TonybkunHon,
C. Nebepeson, V. Waapom, A. MaTBeeBbIM, Hbian
TakXKe XyAOXHMKM-aHUMaNNCTbl, aHMManncTnyeckas
CTaHKOBas CKy/bMTypa CTaja akTUBHO y4acTBOBaTb B
BblCTaBKaX. VIMEHHO 3TO, Hanbonee COOTBETCTBYHOLLIEE
NPVPOAHON peanbHOCTK, B KOTOPOM Hambonee SpKo
Bblpa>XeHO 3MOLMOHaNbHOE Hayano, oka3anoch
npegnoututensHbiM. (Puc. 5,6,7, 8).

1930-e 1 50-e rogbl 3aNOMHUANCHL NOSABAEHNEM
NMepBOro Katasora C BbICTaBKN XYAOXHUKOB-aHW-
manuctoB (1939), npoxoansLuelri B MOCKOBCKOM 30-
onapke, 1 nepeoi nybavkaumnen b. Anekceea'” 06
3TON BbicTaBke. 3ateM (1960-80-e) kaTanoru BbicTa-
BOK >KMBOTHbIX CTanu Tpaguumen. B Hauane 1970—x -
1990-x rogoB, B CBA3N C U3MEHEHMEM KapTWHbI pa3-
BUTUS aHUMaNMCTUYECKOTO UCKYCCTBA, B KOTOPOM
paccMaTpuBannCh coumaibHble U MOpasibHble NPo-
671eMbl, MOABUAOCL HOJIbLLIOE KONNUYECTBO Ny6un-
Kauuin Ha a1y Temy. OZiHaKO 3TO MPOU3OLLIO TOJb-
KO B KOHLe XX-ro Beka, Korza 3aroBopuau O HblHeLu-
Hel BaXKHOCTW aHWManM3Ma B CBA3M C MOCTAaHOBKOM
akonornyeckmx npobsaem. [lo 3Toro cyuiectsoBasa
onpezeneHHas nepapxus xxaHpos. HecMoTps Ha To,
4YTO XYAOXKHUKN OXOTHO MOMELLLANN XXMBOTHbIX B
cBOW paboThbl, fenas Ux akTMBHbIMW YyUYacTHUKaMM
NnoBCeAHEBHbIX, 6aTanbHbIX, MeN3aXHbIX CLLeH, Mop-
TPeTOB, OAHaKO 06pa3 XXMBOTHOMO, aHUMaAUCTUYEC-
KO€ MCKYCCTBO HEe MOT/I0 CPaBHUTLCA C MCKYCCTBOM,
n3obpaxarowwmm yenoseka. Mo onpegeneHunto [.B.
lopnoBa, aHMManM3M paccMaTpmBasCs Kak «Heobs-
3aTe/IbHbIN N HeXXenaTesbHbIA 3NeMeHT» 8 .

17. Anexcees b.BbicTaBka xyfOXHUKOB-aHUManncTos, Mckyc-
ctBO, 1939, N2 5, c. 127-131.

18. CreHorpamma obLero cobpaHms cekuum no obCy>KAeHMo
CKY/NbMTYpPHOTO pasjena Bcecoto3How XyA0XKeCTBEHHO Bbl-
craBku 1952 1. 17 mapTta 1953, PFTAJ/IN, $.2943, on. 1. ea. xp.
2219, ¢.56, 58, 77.
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Mo aTomy nosogy A.®. KoTc 3agaetca BONPOCOMm:
«noyemy n3obpaxeHve nensaxa c nebesem 6onee
3HaYMMO MO CHOXKETY, UeM M306paxkeHre nebeas,
NNLLIEHHOTO ner3axa» ' .

TN paccy>}AeHWs XyLOXHNKOB, O6LLECTBEHHbIX
fesATeneit 3aTparnBatoT OfHY BaxKHy npobaemy -
M3y4YeHune XXaHPOBbIX 3aKOHOMEPHOCTEN aHUManuc-
TUYECKOTO MUCKyCCTBa. MOCKObKY XaHpbl MO CBOEN
npvpoae GuKcMpyroT Hanbonee 3HauMMble NPOAB-
NEHNS UCTOPUYECKIN OBYCIOBNEHHOW KAapPTUHbI 3MOXK,
BO3MOXHO MOHATbL CrneunduKy aHMManansma, ero
XapakTepHble YepTbl, yKa3blBatoLLMe Ha HeobxoAN-
MO€e MeCTO, KOTOPOE OH JJO/IKEH 3aHATb B CUCTEME
>aHPOB PyCCKOro n306pasnTenbHOro nckyccrea XX
BEKa ¥ MOC/iesyoLLero BpeMeHu.

3akntoueHuve

B HebonbLOM 0630pe Mbl NOMNbITAANCL 06PaTUTb
BHMMaHWe ymTatens Ha Ty NPUPOAHYHO Lienecoob-
pPa3HOCTb, KOTOPYH OTPa3NI0 aHMMaIUCTUYEeCKOe
NCKYCCTBO paccMaTpmvBaeMblX NEPUOLOB M YKa3aTb
Ha BaXkHbI GakTop ero GopMmnpoBaHus 1 nocne-
AyroLLero passutus. B LiesoM, B KOHTEKCTe 3TUX BO-
MPOCOB, C TOYKW 3PEHUSA NCTOPUYECKNX NEPUOLOB,
BbI3BaHHbIX NpobaeMamMun BpeMeHw, noguepkmBa-
€TCs BaXXHOCTb aHUMAaMCTMKM KaK MA0AOTBOPHOTO
W LleneHanpaBaeHHOro nckycctaa. Ero cyanba, onpe-
AensemMas ICTOPUYECKMMUN N XYL0XKECTBEHHbIMU
TEHAEHLMAMUN TOrO BPEMEHU, B KOHEYHOM UTOre
okaszanacb 6naronpusaTHOn. C MOMEHTa BO3HUK-
HOBEHWsA HEOHXOAMMOCTU BOCMPOU3BOANTL PeanbHbIN
NPUPOAHbLIA MUP Ha NPOTAXKEHUM TPeX CTONETUN
>KaHp COBepPLUEHCTBOBA CBOKD 0OpasHyto cMcTemMy
B pa3/IMYHbIX BUAAX M306pa3nTeNbHOro NCKYCCTBa,
YTO NO3BOJIAET FOBOPUTH O LIENOCTHOCTM TPaAULINA,
B OMNpezesieHHOM CMbIC/e XapaKTEPU3YHOLLUX YCTON-
YMBOE MOJIOXEHWE aHUMaM3Ma CPeAN APYTnX XKaH-
poB 1306pasnTeNbHOro NckyccTBa. HecMoTps Ha To,
YTO B CMCTEME XaHPOB M306pa3nTesIbHOro UCKYC-
CTBa aHMMaNM3M NPOJOJXKAN OCTaBaTbCA Ha MoOC-
JIeIHNX CTYMeHsIX MepapXmMUeCcKOmn NeCTHULLbI, Ha Kax-
[LOM MCTOPUYECKOM 3Tane eMy yAaBanocCb AEMOH-
CTPUPOBaTb CBOW XaHPOBbIE U HaLMOHa/bHble OCO-
H6eHHOCTK, TakMe Kak BbIBOp TeM 1 NepcoHaxewn,
CTU/Ib U METOAbI UX BOMJIOLLEHNS, B3aMOAENCTBUNE
C NpUpOAON 1 T.4. Ha 3TOM nyTu, COXpaHWB CBOIO

19. 06 aHumanu3me. Peub Ha cobpaHnm Xy[0XKHUKOB B Kiybe
MOCXa. 19 11 1946, apxus A.®. Kotca, I'AM, Tvk. 1014/94, c.
359, 360, 361.

«KaHPOBYH MamsATb», NepeLuarHyB pybexx XX Beka
M JO HALIMX AHERN, OHa Cbirpana HECOMHEHHYHO POJib
B LUMPOKOM MUPOBO33PEHYECKOM MJIaHe KakK LieH-
HOCTHbIV GakTOp B3aMMOAENCTBUSA YENOBEYECKOW

HaTypbl 1 6oaee y3KOM CMbIC/E KakK >KMBOMUCHas
Tema BpeMeHMU.
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