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BypraHoBa Mapusa AnekcaHapoBHa

JOKTOP Mefarornyeckux Hayk, npodeccop LUkosbl gnsaliHa dpakynbteTa
KpeaTUBHbIX MHAYCTPUA HauMoHanbHOro nccnesoBaTebckoro
yHVBepcuTeTa «BbiCLlas LKONA 3KOHOMUKU»

JOKTOP Hayk, npodeccop YHusepcuteta HKOxHon KaampopHuw,
cosgatenb v gupekTop VIHCTUTyTa COBPEMEHHOW PYCCKON KyabTypbl
JOKTOP UCKYCCTBOBEAEHUS, akaZieMuK Poccuiickol akageMmum Xys0xecTs,
npodeccop POCCUIICKOro rocyAapCTBEHHOTO XYA0XECTBEHHO-
npombliwneHHoro yHueepcuteta um. C.I. CTporaHoBa

JOKTOP UCKYCCTBOBEAEHUS, akaZieMUK Poccniickol akafieMmnm Xy0xecTs,
npodeccop POCCUiCKOro rocyAapCTBEHHOTO XYA0XECTBEHHO-
npoMbilaeHHoro yHusepcuteta um. C.I. CtporaHoBa

JOKTOpP Hayk, npodeccop Akasemun N3ALHBIX UCKYCCTB MyaHuxoy

[OKTOP HayK, HayuHbli COTPYAHVK VccnenoBaTenbckoro LeHTpa
BoctouHon EBponbl bpemeHckoro yHuBepcuteta (fepmanus),
npodeccop Kapnosa YHunsepcuteta (Hexus)

AOKTOP MeAarormyeckux Hayk, npodeccop MockoBCKOro ropoackoro
nejarormyeckoro YH1BepcuTeTa, MHCTUTYTa KyAbTypbl U NCKYCCTB
JAOKTOP MeAarornyeckux Hayk, npodeccop kadeapbl M306pasnTeNbHOrO
nckycctsa PakysbTeTa UCKYCCTB, pekaambl 1 AusaliHa MNegarornyeckoro
MHCTUTYTa TNXOOKEaHCKOro roCyJapCTBEHHONO YHBEpCUTeTa

KaHAWAAT GUN0SOrMUECKNX HayK, BeAYLLWIA HayUHbIV COTPYAHMK
WHctnTyTa pycckoro asbika Poccuiicko akageMun Hayk

npodeccop YHneepcuteta My3bikun Toxo akysH

npodeccop, AZOKTOP UCKYCCTBOBEAEHMS, NMPOPEKTOP MO Hay4YHOM

N MexayHapoaHomn paboTte POCCUINCKOro rocyapCcTBEHHOrO
Xyf,0XKECTBEHHO-MPOMbILLIEHHOTO YHUBepcuTeTa um. C.I. CTporaHoBa
npodeccop YHnBepcuteTa Boctoka (Heanonb)

npodeccop kabeapbl UCTOPUN 1N TEOPUN NCKYCCTBa Koleaxka M3aLHbIX
nckyccts LLlaHxalckoro YHuBepcuTteTa, uneH AkaieMMyeckoro Komurera
LllaHxanckoro YHuBepcuteta

JOKTOP PUIONOTMYECKMX HaYK, CTapLUNIA HayUHbIN COTPYAHWK VHCTUTYTa
MMPOBOW nTepaTypbl Poccuiickoi akageMun Hayk

JOKTOP UCKYCCTBOBEAEHWS, Bcepoccninckinii rocysapCcTBEHHbIV MHCTUTYT
kuHematorpadpum nm. C.A. FepacumoBa

KaHAnAaT GUIONOrUYECKUX HayK, HAayUYHbIN COTPYAHUK MIHCTUTYTa
pycckoro s3bika Poccuiickon akagemun Hayk

JOKTOP GUA0CODCKUX HayK, Npodeccop, rMaBHbIVi pesakTop XypHana
«Bonpocsl punocopum»

JOKTOP UCKYCCTBOBEAEHWS, Npodeccop, 3aBeaytowmin otaenom HayuHo-
NCCNeA0BaTENbCKOTO UHCTUTYTa TEOPUN U NCTOPUMN M306pasnTe/IbHbIX
nckyccTB Poccuinckon akasieMum xyaoxecTs, npodeccop MockoBCKoro
ApPXUTEKTYPHOrO MHCTUTYTa (TocysapcTBeHHas akageMus)

JOKTOp Hayk, npodeccop Poccuiickoi akagemun My3biku UM. THECUHbBIX

AokTop dunonoruv, npodeccop Poccuinckoro yHnBepcumteTa

[Apyx6bl HapoaoBs

KaHAMAAT NCKyccTBOBeeHMs, npodeccop Poccuiickoro
rocyapCTBEHHOrO XyA0XeCTBEHHO-MPOMbILNEHHOTO yHUBEpPCUTeTa
um. C.I. CTporaHoBa, akageMunk Poccuiickon akagemmnm XyaoXKecTBm
KaHAMAAT NCKYCCTBOBEAEHMS, AOLeHT Poccuiickoro rocyAapCTBEHHOrO
XyZ,0XXeCTBeHHO-MPOMbILLLIEHHOro yHMBepcuteTa um. C.I. CTporaHoBa,
UYNeH-KOPPECNOHAEHT POCCUCKOW akaeMun Xy[0XKecTB

JOKTOP Hayk, Npodeccop, 3aBeAyoLmnin kKapespbl ICTETUKM N TEOPUMU
nckycctea TOKMIACKOTO yHMBEpCUTeTa

JOKTOp Hayk, npodeccop Ynkarckoro YHusepcuteta kapeapbl KMHO

“ MeAna NCcnefoBaHnii U kadespbl CNaBAHCKUX A3bIKOB U NTEpaTypbl
JOKTOP MeAarornyeckux Hayk, mpopekTop no yyebHol paborte,
npogpeccop AHO BO «Poccuincknin HoBbIN yHUBEPCUTET»

JOKTOP MCKycCTBOBeAeHWs, npodeccop, pektop MockoBckoro
apXMTEKTYPHOrO MHCTUTYTa, BULe-Npe3naeHT Poccuniickon akageMum
XYZ0XeCcTB

CmoneHkoBa HOans AHaTtonbeBHa (Poccums)
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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of Culture

#3/2024

Dear friends,

We are pleased to present to you Issue 3, 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
Scientific Journals and Publications, in which the
main scientific results of theses for the academic
degrees of doctor and candidate of science must
be published. The journal was assigned category K2.

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 article "Semantics of a Night Garden in
L. Tolstoy's Story ‘Two Hussars'” by I. Pavlova is de-
voted to the depiction as well as ideological and ar-
tistic interpretation of the image of nature. The au-
thor believes that the extensive cultural, symbolic,
and spiritual content of deeply felt images of
the earthly garden is correlated with Eden. The au-
thor emphasises that interest in the nocturnal state
of the world was reflected in literature, fine arts,
and music (for example, in the form of a piano noc-
turne). As for the image of a garden, it is interpret-
ed as an earthly paradise.

The theme of philosophical and artistic under-
standing of landscape is continued by Liu Tianxiang
and S. Budkeev in the article “Formation of Artis-
tic Styles in the Landscape Art of Northern China
at the End of the 20'th- Beginning of the 21'st Cen-
tury”. The authors pay great attention to the study
of tradition in the work of contemporary artists who
continue to use techniques, forms, and methods
of depiction created over the centuries by their
predecessors.

The symbolic significance and features of the ar-
tistic image of nature in the decoration of Chinese
porcelain are explored by Sun Yanzhan in the artic-
le “Symbolism of the Three Friends of Winter Plant
Motif on the Ancient Chinese Qing Hua Ci Porce-
lain”. The author draws special attention to the tradi-
tion of expressing feelings in the visual arts through
symbolic images of nature, which are widely used
in fine, decorative, and applied arts and literature.

Drawings by J. Bellini from the two famous al-
bums stored in the Louvre and the British Museum,
the themes of which are related to the mythologe-
mes of the Venetian Republic, became the subject
of research by E. Samsonova. In the article “The Myth
of Venice’ in the Drawings of Jacopo Bellini —
Other Facets of Imagery”, the author analyses Bel-
lini's works from the point of view of the main pos-
tulates of the republic, which influenced not only
the formation of the "myth” of Venice but also
the formation of the Venetian Renaissance.

The theme of the myth of Venice is continued
in the article “Early Forms of Antique Collecting
and Their Role in the Formation of the Mythologi-
cal Painting Concept in Venetian Art” by I. Fomina.
The author identifies the reasons for the interest
in collecting antique cameos, ancient coins, and me-
dals, as well as gives characteristics, descriptions,
and a brief overview of outstanding collections,
as well as the direct participation of Venetian artists
of the early Quattrocento in this process.

Using the example of the All-China Art Exhibition,
which accumulates creative achievements, Yu Han-
yong reveals an important topic of the evolution
of New China’s cultural space in the article "Works
of Thematic Sculpture at the All-China Art Exhibi-
tion in the Period after the Beginning of Chinese
Economic Reform”. The author analyses the sculp-
ture section, emphasising that this type of art is be-
coming more diversified, both in the choice of topic
and in style, materials, and means of expression.

In the article "Fashion lllustration — Retrospective
and Modern Resources”, M. Galkina considers mo-
dern fashion as a part of world culture, formed under
the influence of many factors. One of them was the po-
pularisation of fashion trends and tendencies
in clothing design through the publication of illust-
rations created by outstanding artists, whose crea-
tive activity was focused on the task of visualising
the author’s ideas of clothing designers, in maga-
zines.

In the article “Creative Impulses of Ancient Rus-
sian Art and Present-Day Dynamics in A. Smirnov’s
Artistic Search” by O. Rakova, the master’s plastic lan-
guage within the framework of his religious and phi-
losophical thinking is analysed. The author of the ar-
ticle examines the features of A. Smirnov’s artistic
plasticism as well as reveals the connections between
his creative searches and the Christian worldview.

In the article “Classical Philosophical Views
on the Essence of a Woman: the Experience of

Reflection in the Context of Power”, A. Burtasenkov
makes an attempt to identify the dialectical nature
of ideas about the “feminine”, reflecting the pecu-
liarities of the cultural consciousness of society
and the ongoing processes of relations in sociocul-
tural reality, based on a philosophical and cultural
analysis of the views of Antiquity, the Middle Ages,
and the Modern Age.

The phenomenon of song as a genre of the era
is considered by S. Pavlova in the article "High Art
of Russian Pop Music in the Song Mono-opera 'Re-
flection™. The author emphasises that in the history
of music, the phenomenon of the genre as a sym-
bol of the era is known, and cites as an example
the meaning of the French motet of the 13'th cen-
tury, the Italian madrigal of the 16th century,
the Neapolitan opera and Viennese symphony
of the 18'th century, the Russian opera and romance
of the 19'th century, etc.

In the article “The Influence of Artistic and Design
Activities on the Formation of Design Thinking Among
Schoolchildren”, L. Zhelondievskaya and A. So-
rokina describe the experience of teaching design
within the framework of additional educational
programmes as the basis for the formation of new
thinking in students. The authors emphasise that
the project method of thinking, aimed at finding
solutions and completing design tasks, contributes
to the development of creative abilities and the in-
dependent work of students. This approach helps
students adapt to real life, evaluate situations ob-
jectively, analyse, and make independent decisions.

The publication is addressed to professionals
specialising in the theory and practice of the fine
arts and philology, as well as all those interested
in the arts and culture.
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HayuyHO-aHanMTnmueckmii XypHan
[om bypraHosa.

[MPOCTPAHCTBO Ky/bTYPbI
#3/2024

Aoporue [py3bsa!

Mbl pagbl npeactaeutb Bam N2 3/2024 Hay4Ho-
aHaAnTMyeckoro XypHana «Jlom bypraHosa.
MpocTpaHCTBO KYAbTYpbI».

Mo pexomeHpaumu kcnepTHoro coBeta BAK
XKypHan Bk/stoueH B lNepeueHb Beaywmx pe-
LLeH3UPYeMbIX Hay4YHbIX )XYPHa/0B U U3AaHUN,
B KOTOPbIX AOJ/IXKHbI 6bITb oNy6auKoBaHbl
OCHOBHbIE Hayu4Hble pe3y/ibTaTbl AUcCCepTaLumn
Ha COMCKaHMWe yUYeHbIX cTeneHel AoKTopa 1 KaH-
Avpata Hayk. XKypHany npucBoeHa kateropmsa K2.

B >xypHane nyb6anKkyoTCs Hay4Hble CTaTby Be-
AYyLMX CNeunanmcToB pasHblX ryMaHUTapHbIX 06-
nacrtem, JOKTOPaHTOB M acnupaHToB. HanpaeaeHus
nccnesoBaHWI KacaroTCs akTyalbHbIX Npobaem
B Pa3/InyHbIX 0bnacTax KyAbTypbl, NCKYcCTBa, GUO-
oM 1 Nejarornkn. B aToi MHororpaHHocT 060-
3peHuns NposABUAacb OCHOBHasA cneumdurKa XypHana,
npeACTaBAAOLLErO COBPEMEHHOE COCTOsAHNE MpPO-
CTPaHCTBa KYAbTYpbl.

Cratbst VI.B. MaBnoBon «CeMaHTMKa HOYHOIO
caga B nosectu J1.H. Tonctoro «/lBa rycapa»» no-
CBALLLEHa M3006paxeHNIO0 U NAENHO-XYAOXKECTBEH-
HOW TpakToBKe 0bpasa npupoabl. ABTOp nosaraer,
4TO OBLIMPHOE KYNbTYPHO-CUMBOIMYECKOE, JyXOB-
HOe cozep>kaHue rnyboko NpoYyBCTBOBAHHbIX Kap-
TWH 3eMHOrO Cajia koppeanpyeTcs ¢ dgemom. ABTop
nojYepKMBaET, YTO MHTEPEC K HOYHOMY COCTOSIHMIO
MUpa OTpasnacs B nuTepaType, n3o6pa3nTesbHOM
NCKYCCTBE, B My3blke (Hanpumep, B dopme dopTe-
NMMaHHOro HOKTHOPHa). YTo KacaeTca obpa3sa casa,
TO OH TPaKTyeTCsA Kak 3eMHOW pan.

TeMy Ppra0coPhCKoro 1 xyA0XXeCcTBEHHOrO OCMbIC/1e-
HWsA nensaxa npogoskatoT JIto TaHbcaH u C.M. bya-
KeeB B cTaTbe «PopMMpoBaHUE XyLOXKECTBEHHbIX
CcTUnen B nckyccrae nensaxa CesepHoro Kutas KoH-
ua XX- Hauvana XX| ctonetna». bonbwoe BHUMaHMe
aBTOPbIl YAENAOT UCCNeA0BaHUIO TPaMLMN B TBOP-
YecTBe COBPEMEHHbIX XYA0XXHWNKOB, MPOAO/KAOLWMNX
MCMNoAb30BaTb TEXHWKW, GOPMBbI 1 MeToAbl n30bpa-
>KEHWS, CO3AaHHbIe Ha NPOTAXEHNN BEKOB X NPe-
LIeCTBEHHMKaMMW.

C1MMBOIMYECKYHO 3HAUNMOCTb M OCOBEHHOCTU Xy-
[OXeCTBEHHOrO obpasa NpUpPoabl B AeKOpe KuUTan-
ckoro dapdopa nccnegyet CyHb AHbUXaHb B CTaTbe
«CnMBOIMKa pacTuTenbHoro motmea "Tpu apyra 3u-
Mon" B apeBHekuTarickoM dpapdope LinH Xya Yn».
Ocoboe BHMMaHWe aBTOP NpuMBAEKaeT K TpaguLumm
BbIpaXeHWA B N306pa3nTeNbHOM UCKYCCTBE YyBCTB
NMOCPeACTBOM CUMBOANYECKMX 06pa3oB Npupoabl,

KOTOpble LIMPOKO UCMONb3YOTCA B M306pasnTens-
HOM, AeKOPaTUBHO-NPUKNAAHOM UCKYCCTBE U AnTe-
patype.

PucyHku fA. bennnHum ns gsyx sHaMeHUTbIX AJlb-
60MoB, xpaHaLwmxcs B JlyBpe 1 bputaHckom mys3ee,
TemMaTuka KOTOpbIX CBA3aHa ¢ Mndosoremamm BeHe-
LuaHckor Pecnybanku, ctanun npegmMeTom nccneso-
BaHua E.B. CamcoHoBoOM. B cTtatbe «Mud BeHeunm»
B pUCYHKax fAkono beannHn — apyrve rpaHun obpas-
HOCTU» aBTOP aHaAusMpyeT npoussegeHnsa bennun-
HW C TOYKMN 3peHMA OCHOBHbIX MOCTYNaTOB pecrny6au-
KW, MOBAMABLUMX HA He TOIbKO Ha GOpMMpPOBaHMe
«Muda» BeHeLmmn, HO 1 Ha CTaHOBJ/IEHNE BeHeL -
aHckoro BospoxaeHus.

Tema «BeHeumnaHckoro Mmuda» nNpogoakeHa
B cTaTbe VI.A. PomnHON «PaHHWE popMbl aHTUKBapP-
HOro cobmpartenbCTBa U UX POJb B CIOXKEHUW KOH-
Lenumm MMGoaornyeckom KapTvHbl B BEHELMAHCKOM
NCcKyccTBe». ABTOP BbIABASET MPUYMHbBI BO3SHUKHO-
BEHMA MHTepeca K KONNEKLMOHNPOBAHUIO aHTNY-
HbIX KaMeW, APEBHUX MOHET U Mejanel, a Takxe
[AeT XapakTepUCTUKK, ONmcaHne n KpaTknin o63op
BbIAAOLLMXCA KONNEKLMI, @ TakXKe HEMOCPeACT-
BEHHOE yyacTie B 3TOM Npouecce BeHeLaHCKmX
XYAOXHMKOB Havana KeatpoueHTo.

BaxxHyto TemMy 3BOAOLNK KYAbTYPHOTO Npo-
cTpaHcTtBa Hosoro Kutasa Ha npumepe BcekuTan-
CKOM XyA0XKECTBEHHOWN BbICTaBKW, akKyMyaMpYtoLLeit
TBOPYECKMNE AOCTUXKEHMS, packpbiBaeT KO XaHtoH
B cTaTbe «[1pon3BeseHNs TeMaTNUYeCckon CKyAbMTy-
pbl Ha BceknTalickol Xya0XXeCTBEHHOW BbiCTaBKe
B Nepuog nocae Havana pedopM 1 OTKPbITOCTU».
ABTOp aHanM3npyeT pasgen CKyAbMTypbl, Nog4yep-
K1Bas, 4To 3TOT BMA UCKYCCTBa CTaHOBUTCA 6onee
avBepcndumLMpoBaHHbIM, Kak No BbIGOPY TeMbl,
Tak U NO CTUANCTMKE, MaTepuanam 1 cpescTBam
Bblpa>KeH W .

M.B. FankunHa B cTatbe «Fashion nantoctpaumsa —
peTpocneKkTVBa N COBPEMEHHbIE PecypcChbl» paccMma-
TpVBaeT COBPEMEHHYHO MOJy, Kak pa3zen M1poBOM
KyNbTypbl, GOPMUPYHOLLNACA MO BANAHUEM MHO-
rnx ¢akTopos. Of4HMM 13 HUX CTasa NoNyaspu3aLmsa
MOAHbIX TEUEHUI U TEHAEHLNIA B AN3aNHE OfEX bl
nocpeAcTBOM Ny6aMKaLumn B XXypHanax uantocrpa-
LW, BbIMONHEHHbIX BbIAAIOLLMMUCA XYLOXKHNKAMY,
Ubsi TBOpPYECKas AeATeNbHOCTb HBblna coCpesoTo-
YeHa Ha 3ajavax BM3yanamsaunm aBTOPCKUX UAel
AV3aiHEPOB OAEeXAbl.

MnacTnyecknin A3bik MacTepa B pamkax ero pe-
JNIMTMO3HO-GUN0CODCKOro MblLUAEHNSA aHaNn3npyeT
O.A. PakoBa. «TBOpYeckme MMNyabChl APEBHEPYC-

CKOTO MUCKYCCTBa U AMHaMUKa HalUUX AHEWN B XyZAO-
XecTBeHHbIX nckaHmax A.M. CmupHoBa». ABTOp CTa-
TbW paccMaTpuBaeT 0COHEHHOCTU XyA0XKECTBEHHO-
ro naactmumsma A.M. CMMpPHOBa, a TakXe BbiABAAET
CBA3WN €ro TBOPYECKMX NMOUCKOB C XPUCTUAHCKUM
MWUPOBOCMPUATUEM.

A.H. bypTtaceHkoB B cTaTbe «Knaccuueckne ¢uno-
codckme BO33peHUA O CYLLHOCTU XEHLUMHBbI: OMbIT
pediekcmn B KOHTEKCTE BAaCTU» Ha OCHOBe ¢uiio-
COPCKO-KYNbTYPONOTMUYECKOro aHann3a BO33peHui
AHTMYHOCTK, CpesHeBekoBbA U HOBOro BpeMeHwu
npeanpvHUMaEeT MOMbITKY BbIABAEHNA AVaNeKTUYHO-
CTV NAEN O «KEHCKOM», OTPaXatoLL X 0CO6eHHOCTH
Ky/NbTYPHOrO CO3HaHMA obLiectBa 1 NPOUCXOAS -
LLMX NPOLLECCOB OTHOLWIEHUIA B COLMOKYNbTYPHOW
peanbHOCTU.

deHOMEH MeCHW KaK >XaHp 3Moxu paccmaTpuBaeT
C.A. MaBnoBa B cTaTbe «BbICOKOE MCKYCCTBO PYCCKOM
3CTpaAbl B MeceHHoN MoHo-omnepe «OTpaxkeHne».
ABTOp NOAYEPKMBAET, UTO B UCTOPUN MY3bIKW ABJIE-
HWe >KaHpa Kak CMMBOJa 3MOXMN U3BECTHO, N Npu-
BOAMWT B Npumep 3HaueHna GpaHLLy3CKOro moTe-
Ta Xlll Beka, ntanbsHckoro magpurana XVI Beka,
HeamnoanTaHCKoM onepbl 1 BeHckol cumdoHum XV Be-
Ka, pycckow onepbl 1 poMaHca XIX Beka v gp.

J1.B. XXenongvesckaa n A.A. CopokumHa B cTatbe
«BanaHne xys0XeCTBEHHO-MPOEKTHOMN AeATENbHOCTY
Ha GOopMMpOBaHMEe AN3aMH-MbILLAEHWNS Y LIKOJAbHU-
KOB» OMUCbLIBAIOT OMbIT 0OyUeHNs AM3aliHy B pam-
KaxX JOMNONHUTENbHbIX 06pa3oBaTe/ibHbIX MPOrpamMm
Kak OCHOBbl GOPMMPOBaHMNA HOBOTO MbILUJEHWNSA
YUYEHUKOB. ABTOpPbI MOAYEPKMBAIOT, UTO MPOEKTHbIN
METOJ, MbILLIEHWSA, HanpaBAeHHbIV Ha NMOWCK pelLle-
HWI 1 BbINOJHEHME MPOEKTHbIX 3afay, CNocobCTBYHOT
Pa3BUTUIO TBOPUECKMX CMOCOBHOCTEN N CaMOCTOS-
TesIbHOW paboTbl yueHMKOB. Takon Noaxos nomora-
€T yUYeHMKaM afanTnpoBaThCs K peasbHOM XUN3HY,
OLeHMBaTb CUTyaLMn OBBEKTMBHO, aHaIM3NPOBaThb
M NPUHUMATb HE3aBUCKMbIE PELLIEHUS.

W3gaHne agpecosaHo npodeccmoHanam, cneuua-
nmsmpyrowmmca B ob6aactv TeOpUn U NPakTUK n306-
pasnTesbHOro NUCKYCCTBA U GUAOAOTUN, @ Takxke
BCEM, KTO MHTepecyeTcs BOMNpPOCaMu UCKyCCTBa
N KyNbTypbl.
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SEMANTICS OF A NIGHT GARDEN
IN L. TOLSTOY'S STORY "TWO HUSSARS”

Summary: The article focuses on the image of a night
garden, as well as its ideological and artistic interpretation
in L. Tolstoy's story “Two Hussars” (1856). The atmosphere
of the night gives a person the opportunity to deeply
feel the connection between the earthly and the heav-
enly. The image of the night has extensive cultural, sym-
bolic, and spiritual content. Interest in the nocturnal state
of the world has been reflected in literature, fine arts,
and music (in the form of a piano nocturne). As for the im-
age of a garden, it is interpreted as Eden, an earthly para-
dise. Although a garden is isolated from pristine nature,
it retains a natural and ontological connection with it.
In world and Russian classical literature, there are many
examples of highly artistic night landscapes. These include
the image of a night garden in Tolstoy's story. It is focused
on contemplation; it develops picturesquely at an andan-
te pace, and is created with the help of changing visual
images and natural sounds. At the same time, the gar-
den is full of mystery; it is connected with deep processes
of life, and it is one with the Universe. A spring night gar-

The nocturnal state of the world has invariably
attracted people of art and captivated their imagi-
nation. Night images convey a person'’s relationship
with the earthly and the heavenly, and have a rich
content: cultural and symbolic, mystical, existen-
tial, impressionistic, and psychological. The concept
of “night”, “nocturnal”, gives rise to many associations.
The atmosphere of the night provides access to
the transcendent, to the mysterious depths of the
soul and the natural world. The so-called "night”
state of consciousness presupposes an intuitive,
irrational comprehension of the phenomena
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den is one of the manifestations of the eternal beauty
of nature. The important functional role of a night gar-
den is an anthropocentric one. Tolstoy needs story hero-
ine Lisa’s motifs of love dreams, a fleeting adventure in
the night garden that Count Turbin Jr. was counting on,
to delve into psychological, moral, and philosophical prob-
lems. The author shows that man is given the opportu-
nity to come into contact with the outside world. Nature
is gracious, open to those who sincerely surrender to it;
it awakens the best principles in a person, introduces them
to the mystery of life. The image of a night garden had
a special appeal for Tolstoy, which is confirmed by its ap-
|[pearance in the artist’s subsequent works. In Family
Happiness, it is associated with the theme of love;
in the epic War and Peace — with a person’s desire to soar into
the world of beauty and harmony; in the novel Anna Kareni-
na, a garden is a place where Levin had a revelation about
Divine providence and the laws of good in people’s lives.

Keywords: a night garden, the idea of unity, the per-
fection of the universe, anthropocentric role.

of the surrounding reality, one's “self”, and their
connections.

This interest was reflected in different spheres
of artistic creativity: literature, fine arts, music. Since
the era of romanticism, special genres have been
formed and developed: the lyrical “night” landscape
in painting, poeticizing and spiritualizing nature,
in music — the piano nocturne, which conveys
the movement of innermost feelings, focused on re-
verie and meditativeness. World and Russian clas-
sical literature is rich in fascinating, lyrical night
landscapes.

I.LA. Welz. 1913. Country Seat. Oil on canvas, 31.5 x 44 cm. Private collection.

In one of the essays dedicated to A. Glazunov,
academician B. Asafiev, using the example of the
fifth variation from the second part of the compo-
ser's Sixth Symphony, gave a description of the noc-
turne genre, which has a general aesthetic mean-
ing: “Nocturne is a musical state that conveys the
impression of night silence and silence when a per-
son is overcome by a dreamy mood or thoughtful-
ness. Among other variations, the nocturne stands
out for its gentle loveliness and charm of its soft,
velvety sonority”. The nocturne melody is character-
ised by tenderness, calmness, and fluidity. (B. Asa-
fiev himself composed eight nocturnes for piano
in 1941) In his work On Russian Nature and Rus-
sian Music, he wrote that Russian composers “were
looking not only for visualisation and for the music
to convey night visions, nocturnal mirages of con-
sciousness. It was as if they certainly wanted a per-
fect identification of music with nature through
the internally tangible close connection of breathing
with air. Hence, the craving for the night, the noc-
turnal, the night atmosphere, since the night ‘steps
of life’ are more audible for music in it".

Pigarev, the author of the book Russian Liter-
ature and Fine Arts. Essays on the Russian Nation-

al Landscape of the Mid-19th Century, noted that
“a landscape reproduced by means of the art of words,
and a landscape captured by a painter’s brush,
a draftsman’s pencil, or an engraver’'s chisel,
have their own specificity, which does not exclude
the possibility of typological relations betwe-
en them, and sometimes even a direct impact on
each other”.

As for the image of a garden, in mythology,
it traditionally appears as paradise, the biblical Eden,
which the Creator made specifically for man. More-
over, a garden is interpreted as a cultural phenom-
enon. Although it is isolated from pristine nature,
it retains a living connection with it, both natural
and ontological.

Academician D. Likhachev wrote, "A garden
is a semblance of the Universe, a book from which
you can ‘read’ the Universe. At the same time,
a garden is an analogue of the Bible, since the
Universe itself is, as it were, a materialised Bible.
The Universe is a kind of text from which the Di-
vine will is read. However, a garden is a special
book: it reflects the world only in its good and ideal
essence. Therefore, the highest meaning of the gar-
den is paradise, Eden”.
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An image of a night garden appears already
in Tolstoy's early work, in the story "Two Hussars”
(1856). In this work, a night garden is filled with en-
chanting poetry. Its image is contemplative, pictu-
resque, and develops at the andante tempo inher-
ent in a nocturne. It is created not only with the help
of changing visual images (the appearance and
disappearance of silhouettes, shadows, halftones,
flickering light, play of colours), but also owing
to natural sounds, plant aromas, “fresh, warm”
breaths of air. Stars in the sky, moonlight, dense veg-
etation (linden alley, lilac bush), and the water surface
of the pond are important components of the gar-
den image. Events develop in the most romantic time
of the yea — during “fresh and pure”, as Fet wrote,
the month of May, the time of general flowering.
The important functional role of a night garden
is an anthropocentric one; its image is closely
connected with the spiritual life of the characters.
At the same time, it keeps its secrets associated
with the deep processes of existence, and is one
with the Universe. A spring night garden is one
of the manifestations of the eternal beauty of natu-
re. According to K. Pigarev, "Tolstoy’s ‘analytical’
detailing of images of nature organically merges
into a holistic picture of the world".

In Tolstoy's story, night is not associated with
the concept of “darkness” and does not have such

Isaac Levitan. 1895. Carex and water lilies. Oil on canvas, 53 x 79 cm.
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connotations as "“melancholy”, “death”, “ghostliness”.
On the contrary, the peculiarity of its colouring
is associated with the play of light, with a whole
range of amazing experiences, with inner contem-
plation. At first, there is a comparison between
the light of two candles in a room, flickering from
the breath of the May night, and the flowing light
of the half moon, flooding the garden, which is vi-
sible through the window. It is not an impressionistic
landscape, “a feeling of uniquely beautiful mome-
nts, each in its own fleetingness, but a lyrical reve-
lation of the state of nature that lasts like a song".
Tolstoy's palette is rich in muted colours, light
and colour fluctuations: the half moon losing its
golden hue and the surface of the pond in one
place silvered with it, white, thin clouds, a lilac fra-
grant bush under the window. The play of light
arises from the breeze and the swaying of wet
flowers. The silence of the garden is not absolute:
it is enlivened by the croaking of frogsand
the movements of birds. However, the poetic, se-
rene description stops here — the narrative goes
into the everyday, banal plane. “What wonderful wea-
ther!” said the Count, approaching Lisa and sit-
ting down on the low window. “I think you walk
a lot?". For the sake of entertainment, Count Tur-
bin Jr. begins to flirt with a pretty provincial
young lady.

Vitebsk Art Museum

The next image of a night garden appears af-
ter Lisa put out the candle, raised the window,
sat down on her feet on the chair opposite it and
began to look thoughtfully at the pond, which was
already sparkling with a silver radiance. An exter-
nal situation arises when a person tunes into con-
centration, their thoughts are directed to deeply
intimate questions, anxieties and doubts rise from
the bottom of the soul, and the emerging expe-
riences interact with the person’s moral attitudes.
Lisa began to think about attachment to loved ones,
about her daily life, responsibilities, and the people
around her. Without realising it, she was alarmed
by the Count’s immodest behaviour. Dying and re-
newing nature, family affections, the love of others,
everything that gives inner peace — suddenly ap-
peared before her in a new light. The circumstanc-
es of her life received a different light and seemed
dull and meaningless. An internal conflict begins
to arise, a revaluation of previous values. Now Li-
sa’'s psychological state contrasts with the external
environment, in which peace is diffused. Her confu-
sion and embarrassment are growing. The Count'’s
attention awakened a vague desire for love; the he-
roine finds it difficult to understand her thoughts
and feelings, it seems to her that she did not know
until now what real life and happiness are. However,
endowed with "an unspoiled mind, a kind, straight
heart” (Tolstoy, vol.3, p.38), Lisa admits to herself
that the ideal, the object of love, must correspond
to the poetry of this night, the wonderful nature;
it cannot merge with prosaic reality. The real Count
is not like this. Although these are the thoughts
of a naive, inexperienced girl, her intuition tells her
the correct answer: “No, that is not it". However,
is Lisa really to blame for her inner agitation, confu-
sion, and doubts? A random situation became a cata-
lyst for a person to realise the unspent power
of love, invested in everyone by Providence, re-
quired to be poured out on someone, to be realised.
At the same time, the narrator wonders whether
strong, joyful feelings stored in the heart consti-
tute, although restrained, the only true and possi-
ble happi-ness. It seemed to Lisa that she had lost
the best time of her life, her youth. In search of an
answer to the doubts that torment her, the hero-
ine turns her gaze to the image of a night garden,
to the half moon in the sky that opened up to her.
The life of nature is infinitely diverse; changes con-
stantly occur in it, sometimes unexpected, like the
fluidity of human feelings, moods, and thoughts.

The picture that appeared before Lisa's eyes changed
fancifully: it came to life and faded, then everything
was repeated. The heroine feels the breath of
the night. The reflection of the marvellous garden
penetrates the girl's soul, transforming her.

Lisa connected the hope for personal happi-
ness with the nightingale’s singing as a good sign:
it woke up the dozing heroine. Nightingale singing
in folk poetry symbolises creative gift, perfection,
intoxication with love, since the nightingale sings
in the spring during the mating season. It reflects
joy and pain: Lisa also goes through pain and joy.
The night picture stimulates human reflective ac-
tivity. Gradually, all the girl’s feelings begin to
calm down owing to the connection with nature,
in all its harmonious, comforting beauty, spread
out before her. The disturbed internal harmony
of the personality is restored. From the feelings
and thoughts that confused the soul, a transition
is made to a new level of perception of the world,
its greatness and perfection are revealed to a per-
son. Lisa experiences an internal renewal and gains
opportunities for self-knowledge. Confusion rece-
des, she turns to God with prayer and warm tears;
it is revealed to her that the ability to love and merge
in this love with the world around her is a great gift.
The sudden appearance of Count Turbin brings Lisa
back to reality; her fear is a natural and only possi-
ble reaction to his daring act. Under the influence
of moral instinct, she is torn away from this person.
(It is no coincidence that she is separated from the
Count by the window opening as a certain border).

After a failed easy adventure, the disgruntled
Count Turbin Jr. "with the feeling of a caught thief,
rushed to run through the wet, dewy grass into
the depths of the garden” (Tolstoy, vol.3, p.54).
He finds himself in an ugly situation and tries
to hide so as not to accidentally meet the watch-
man. Going down to the pond, the count shudders
from the splashing of the frogs he disturbed into
the water: deep down in his soul, he feels a sense
of awkwardness for what happened; at some point,
his inherent self-confidence fails him. The hero cy-
nically recalls his actions and reproaches himself
for the missed opportunity. In irritation, he sets off
at random along the covered linden alley and plung-
es into the amazing atmosphere of the night gar-
den. The night gives him unknown, peaceful feelings:
soothing sadness, the need for love. All around there
was a bizarre play of light and shadow, the colour
of the garden was mysterious, the colour scheme
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was calming: the pale rays of the half moon, a branch
overgrown with white moss, leaves that were sil-
very and whispering. The Count was enveloped
in the fresh aromas of flowers, grasses, and foli-
age. Then there was silence, the lights in the house
went out. Turbin Jr. finds himself in another reality,
in some special “immense, silent and bright space”
(Tolstoy, vol.3, p.55), in which only the trill of a night-
ingale is heard. The night landscape elevates even
a cynical, cold, immoral person like the Count
to the heavenly and beautiful world. However, this
state lasted only a few minutes. As soon as the char-
acter leaves the space of the garden, he becomes
the same: calculating, selfish, arrogant, and deserved-
ly called a “scoundrel” by Cornet Polozov. At the sa-
me time, the atmosphere of the night garden turned
out to be healing for Lisa; it brought peace to her
young soul, and the heroine learned a valuable les-
son from contact with it. Nature is gracious, open
to those who sincerely surrender to it; it awakens
the best principles in a person, introduces them
to the mystery of life. The night garden in the sto-
ry appears as a variation of the topos “earthly para-
dise”, "Eden”. Tolstoy needs the motifs of love dreams
and a fleeting adventure in a night garden to delve
into psychological, moral, and philosophical prob-
lems. The story “Two Hussars" reflected the author's
belief in “the impersonal divinity of nature and the
immortality of man only if he is united and dissolved
in this divine principle”.

The fact that the image of a night garden had
a special appeal for Tolstoy is confirmed by its ap-
pearance in the author’'s subsequent works. It appe-
ars in the novel (1859) when describing the walk
of Masha and Sergei Mikhailovich at the mo-
ment of the crystallisation of their love. This ima-
ge is most closely connected with the inner lives
of the heroes, their innermost feelings, sincere,
poetic. A few years later, when the relationship
between the spouses changed, the sight of a spri-

ng garden, on which night was gradually falling,
and the trill of the nightingale reverberated with
sweet pain in the heroine’s soul. Although the work
ends on a sad note, memories of past happiness
are replaced by the acquisition of peace of mind,
a new sense of love and duty to the family. The sta-
tes of the night garden are changeable, as are desi-
res and human emotions, while nature is eternal,
the laws of the universe are unshakable.

Nighttime in a manor garden can freeze and appe-
ar as a beautiful moment, awakening in a person
the desire to soar into the world of beauty and har-
mony. This aspect of the description of the night
garden is perfectly realised in the epic novel
War and Peace. In the scene in Otradnoye, Prince
Andrei, standing in front of an open window through
which moonlight bursts in, contemplates fanciful-
ly illuminated trees; beneath them, there is lush,
wet, curly vegetation with silvery leaves and stems
here and there, “an almost full moon in a bright, al-
most starless sky”; he hears Natasha's words, who is
filled with delight from a wonderful night that has
never happened.

At the conclusion of the novel Anna Karenina,
it was in the night garden after a thunderstorm,
when drops (a symbol of eternity) were falling even-
ly from the linden trees, that Levin received the
most important revelation. Looking at the starry sky,
he felt as if the owner of a secret, inaccessible
to reason, which could not be adequately expressed
in words. Despite his hesitations, the hero was incli-
ned to conclude that the laws of good, accessible
to every human heart, uniting all people, are the un-
doubted manifestation of the Divine.

Thus, the image of a night garden in the story

“Two Hussars”, which was developed in Tolstoy's fur-

ther work, is determined by his desire to reflect the
inner state of the human soul, the thought of uni-
ty, the perfection of the universe, and the author’s
aesthetic attitudes as deeply as possible.
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CEMAHTUKA HOYHOVIO CAAA B INOBECTU
N.H. TONCTOIO «4ABA TYCAPA»

AnHomayus: CTaTbsl NOCBALLEHa N306paXkeHMO HOU-
Horo caga B nosectu J1.H. Tonctoro «/lBa rycapa» (1856)
N ee NaenHoO-XyA0XeCcTBEHHOM TpakToBke. ATmMocdepa
HOUW JaeT YeNoBeKY BO3MOXHOCTb rNy6oKO NpoYyBCTBO-
BaTb CBA3b A0/IbHErO M ropHero. HouHble KapTVHbI UMELOT
06LINPHOE KYyNbTYPHO-CUMBOINYECKOE, AYXOBHOE CoAep-
>aHune. IHTepec K HOYUHOMY COCTOSHMIO MUPa OTPa3nI-
CA B IMTepaTtype, n306pasnTeNbHOM UCKYCCTBE, B MY3bl-
ke (B dopme dopTenmaHHOro HOKTOpHa). YTo KacaeTca
obpa3sa casa, TO OH TPaKTyeTcs Kak JAeM, 3eMHOW pall.
XoTAa caj BblAeNeH 13 NepBO34aHHON NPUPOABI, HO CoXpa-
HSieT C Hel eCTeCTBEHHYIO W OHTOJIOTMYEeCKYHo CBA3b.
B M1pPOBOW 1 pyccKoM Kaaccu4eckon nutepaType BCTpe-
YaeTCcA MHOXeCTBO 06pa3L OB BbICOKOXYA0XECTBEHHbIX
HOUHbIX Nenzaxen. K nx umcny npuHagnexut nobpaxe-
HWe HOYHOro caja B nosectn Tosactoro. OHO OpueHTU-
pOBaHO Ha co3epLaTeNbHOCTb, XXMBOMUCHO, Pa3BMBaeTCA
B Temne andante, co3aaeTca C MOMOLLbIO MEHAOLLNX-
€A BM3yasbHbIX 06pa3oB, NPUPOAHbIX 3BYKOB. [pn 3TOM
Caf MOJIOH TaNHCTBEHHOCTH, CBA3aH C rNyOBUHHbBIMK NpPO-
Lleccamm Xu3Hu, einH co BceneHHoN. BeceHHMIN HOUHOWN
caj, — OAHO V3 NPOSIBAEHU BEYHOW KPacoTbl MPUPOAbI.

HouHoe cocTosHWe MUpa HEM3MEHHO BJIEKNO
K cebe nrofen NCKyccTBa, NMOKOPAO nUx Boobpa-
XeHue. KapTuHbl HOUM NepesaroT OTHOLWEHUS
yenoBeka C 0JbHVUM Y FOPHMM, UMetoT boraTeiLlee
cofepyKaHune: KyabTyPHO-CUMBOJINYECKOE, MUCTU-
yeckoe, 3K3UCTEeHLMaNbHOe, UMNPECCUOHUCTMYE-
CKOe, ncuxonormyeckoe. MoHATME «<HOUb», <HOUHON»
MopoOXAaeT MHOXECTBO accoumaumii. ATmocdepa
HOYM OTKPbIBAeT AOCTYN K TPaHCLEeHAEHTHOMY,
B TAWHCTBEHHbIEe FNYOUHbBI Ay U MUpPa NPUPO-
Abl. Tak Ha3biBaeMoOe «HOYHOE» COCTOsIHWE CO3Ha-

BaxxHaa dyHKUMOHanbHas poab HOYHOrO caja aHTPOMo-
ueHTpryeckas. MoTMBbI OBOBHbBIX MeUTaHNI reponHN
nosecT JI13bl, MUMONIETHOTO MPUKAOYEHNA B HOYHOM
cajy, Ha KoTopoe paccumnTbiBan rpad TypObuH-mnaawnim,
HY>Hbl TonctoMy, uTobbl Yraybutbcs B NpobaemMbl Ncum-
XOonornyeckme, HpaBCcTBeHHO-Puaocodckmne. ABTop noka-
3bIBaeT, YTO YesI0BeKy AapOBaHbl BO3MOXHOCTW BCTYMUTb
B KOHTaKT C OKpy>atowum myupom. MNpupoaa brarogatHa,
OTKpbITa AN TeX, KTO MCKPEHHE OTAaeTcs el, OHa Npoby-
XAaeT yyllne Havana B YenoBeke, NprobLLaeT ero K Tam-
He XW3HuW. KapTuHa HouHoro caga obnagana ocobor npum-
TAraTeAbHOCTbIO ANA TONCTOro, YTO NOoATBEpPXKAaeTca
ee MosBAeHNEM B NOCAEAYIOLLNX NPOU3BEAEHNAX XY[0XK-
HuKa: B «CeMeNHOM cYacTUM» OHa CBf3aHa C TeMOoWn
nobByY, B anonee «BoHa 1 MUp» C XXenaHnem yeno-
BeKa BOCMapuTb B MMP KPacoTbl ¥ FaPMOHWM, B pOMaHe
«AHHa KapeHuHa» cag, 3710 MecTo, rae nocetuno Jlesn-
Ha OTKpOBeHWe 0 boXecTBEHHOM MPOMbICAE U 3aKOHax
fo6pa B XU3HW Ntojen.

Kntouegbie c108a: HOUHOWN Caf, MbIC/b O BCEEANHCTBE,
0 COBEpLUEHCTBE MUPO3AaHNSA, aHTPOMOLIEHTPUYECKas POSb.

HWA NpeanonaraeT MHTYUTUBHOE, MppaLNoHanbHoe
NOCTUXKEHWNE ABNEHNI OKPY>KatoLLEen AeNCTBUTENb-
HOCTW, CBOEro «si», NX cBA3en .

DTOT UHTepec Halen oTpaxKeHune B pasHbix che-
pax XyLoXeCTBEHHOro TBOpYecCTBa: B INTepaTtype,
n306pa3nTeNbHOM UCKYCCTBE, My3blke. HaunHas
C 3NOXV poMaHTM3Ma, GOPMUPYHOTCSA U Pa3BMBatOTCS

1. DTol TeMe MOCBALLEHA AMNCCEPTALMA Ha COMCKaHUe yu. cTe-
neHun kaHamaata eunonornyeckmx Hayk J1.H. Tuxommposoiw
«"HouyHan" no3sns B pycckoh POMaHTUYECKOW Tpaguuum:
reHesunc, OHTONIOrMA, No3TUKa». EkatepuHbypr, 2010.
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0Cobble XaHpbl: IMPUYECKUIN «HOUYHOM» Ner3ax
B XXMBOTMWUCK, MO3TU3NPYIOLLMIA, OAYXOTBOPSHOLLNIA
nNpupoay, B My3blke — GopTennaHHbIA HOKTIOPH,
KOTOpPbIA NepeaaeT ABUXKEHUE COKPOBEHHbIX YyBCTB,
OPWMEHTVPOBAH Ha MeyTaTeNbHOCTb, MEAUTATUBHOCTb.
MupoBas n pycckas knaccuyeckas amtepartypa
6oraTbl 3aBOpaxKnBatoLLUMmK, NNMPUYECKUMWN HOU-
HbIMW Nen3axamu.

B oaHOM 13 ouepkos, noceaweHHbIx AK. [na3y-
HoBy, akageMuk b.B. AcapbeB Ha npumMepe nATon
Bapuauum nu3 stopoi yactu Lecton cumdoHmn
KOMMO3MTOpa Aan XapakTepucTuky >aHpa HOK-
THOpHAa, KOTOpas MMeeT 0bLe3CTeTMUYECKUIA CMbIC:
«HOKTHOPH — My3blKaJlbHOE COCTOAHWNE, Nepesaro-
Lee BnevatseHne HOYHOM TULWNHBI 1 6e3MonBus,
Korga MeuTaTesbHOEe HacTpoeHWe Uan pasgymMmbe
oxBaTblBaeT YesoBeka. Cpean ocTabHbIX BapuaLmi
HOKTHOPH BblAeNAeTCs JAaCKOBOW Npenectbto n oba-
ATENbHOCTBIO CBOEW MAFKON 6apxaTUCTOM 3BYUYHO-
CT»2. Menoauto HOKTIOPHa XapaKTepu3yeT HEXXHOCT,
cnokoucTeue, TekyyecTb?. (Camomy b.B. Acadbey
npuHaanexar 8 HoKTIOpHOB Ans dopTenmaHo, 1941).
B paboTte «O pycckoi npupoge u pycckom My3bl-
Ke» OH Mucas, YTo OTeUeCcTBEHHbIE KOMMO3UTOPbI
«UCKaNN He TONbKO M306pasnTenbHOCTU U nepe-
Jaun My3bIKOM HOUHbIX BUAEHWA, HOUHbIX MUpa-
>Xeln co3HaHus. VM kak 6bl HEMPEMEHHO XOTeN0Ch
COBEPLUEHHOrO OTOXAECTBAEHUS MY3bIK/ C NPUPO-
[OW Yepe3 BHYTPEHHE OLLYTMMYIO TECHYHO CBA3b
AblxaHna ¢ Bo3gyxoM. OTctoga Tara K HoYM, HOYHO-
MY, HOUHOW aTMOCdepe, Tak Kak B HEM A5 My3bIKU
C/IbILLIHEE HOYHbIE “LIarn XXnsHm"»*.

ABTOp KHUTK «Pycckaa antepatypa n nsobpa-
3nTenbHoe nckycctso. Ouepkn 0 pycckoM Haumo-
HaJbHOM nemsaxe cepeanHbl XIX B.» K.B. Murapes
OTMETWA, UTO «Mel3axy, BOCNPOU3BEAEHHOMY Cpes-
CTBaMU MCKYCCTBa CIOBA, U Nen3axy, 3aneyaTieHHo-
MY KMCTbIO XXMBOMMWCLLA, KaPaHAALLIOM PUCOBasbLLMKA
WAW pe3LoM rpaBepa, CBOMCTBEHHA KaX0My CBOSA
cneumodurKa, YTo He UCKIKOYAET BO3MOXHOCTU TUMO-
JIOrMYeCKNX COOTHOLLEHWI MEXAY HUMW, a MOPOHO U1
HenocpeaCcTBEHHOrO BO3AENUCTBUA APYT Ha Apyra»®.

YTo KacaeTca obpasa cafa, To B Mudosormm
OH TPaAULMOHHO NpeACTaeT paeM, bubaenckmm dae-

2. Acadbes b.B. N36paHHble Tpyabl. T. Il. M., AH CCCP, 1954,
C. 247.

3. Tam xe.

4. Acadbes b.B. N36paHHble Tpyabl. T. IV. M., AH CCCP, 1955, c.
93.

5. Murapes K. Pycckas nutepatypa n nsobpasmrenbHoe UckKyc-
ctBO. OYepkn O PycCKOM HaLMOHaNbHOM Mel3axe cepeam-
Hbl XIX B. M., Hayka, 1972, c. 68.
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MOM, KOTOpbIN TBOpEL, cO34an CreLmanbHO Ans Yeno-
Beka. CaZl TPaKTyeTCs U Kak Ky/bTypPOaOrnyeckunin
beHoMeH. XOTA OH BblAe/IeH U3 NepBO3aHHON Npu-
POZAbl, HO COXPaHSET XMBYH CBA3b C HEW, KaK ecTe-
CTBEHHY}O, Tak M OHTOJ/IOTMYECKYHO.

Axkagemuk [.C. inxaueB nucan: «Cag — 3710
nogobve BceneHHOW, KHUTA, MO KOTOPOWM MOXHO
“npouectb” BceneHHyto. Bmecte ¢ Tem cag — aHanor
Bubaun, n6o n cama BcenenHaa — 37O Kak Obl Ma-
TepuanmnsoBaHHaa bnbana. BceneHHas cBoero poga
TEKCT, MO KOTOPOMY unTaeTca boxecTBeHHas BoAs.
Ho cag — kHura ocobas: oHa oTpa)kaeT MUp TOJb-
KO B ero f20bpoit 1 ngeanbHol cywHoctu. MNostomy
BbICLLEee 3HaUYeHWe caja — pain, daem»°.

KapTuHa HOYHOro caja BO3HMUKAET yXXe B paH-
HeM TBOpuYecTBe TosCTOro, B NoBecTH «/lBa rycapa»
(1856). B 3TOM Npoun3BeaeHNM HOYHOM Cad UCMOHEH
yapytoLler noasnen. Ero nsobpaxeHve opneHTU-
pOBaHO Ha cO3epLLaTeNbHOCTb, XXMBOMUCHO, Pa3Bu-
BaeTca B TeMne andante, npucyLemM HOKTHOPHY.
OHO co3paeTca He TO/IbKO C MOMOLLbIO MEHALD-
L MXCS BU3YyasibHbIX 06pa3oB (MosBAEHUsA U UcYes-
HOBEHMWSA CUNYITOB, TEHEN, MNOAYTOHOB, MEPLLAHNA
CBeTa, NEPENNBOB KPaCoK), HO 1 Baarogapsa NpUPoS-
HbIM 3BYyKaM, pPacTUTe/IbHbIM apoMaTaM, «CBEXUM,
TennbiM» AgyHoBeHuAM. COCTaBAAKOWMMN onncae-
HWe caja ABNAIOTCA 3BE304UKM Ha Hebe, NnyHHoe
CUsIHWe, TyCTasi pacTUTEeNbHOCTb (MnoBas annes,
KyCT cupeHu), BogHas rnagb npysa. Cobbitma pas-
BMBAIOTCA B CaMyt0 POMaHTUUYHYHO Nopy roga -
B «CBEXEM W UMCTOM», Kak cka3zaHo y deTa, mecs-
Le Mae, BpeMeHW Bceoblero uBeTeHusa. BaxHas
byHKLUMOHaNbHas pPoab HOYHOrO caja — aHTPOMo-
LeHTpUYecKas, ero n3obpaxeHune TeCHenLMM 06-
pa3oM CBSi3aHO C AYLIEBHOMN XM3Hb MNEPCOHAXEN.
Mpw 3TOM OH XPaHWUT CBOW TalHbl, CBA3AHHbIE C FNy-
HBUHHBIMW NpoLeccamu BbiTUs, eanH co BceneHHoM.
BeceHHMWN HOUHOW Cas, — OAHO 13 NPOSBIEHUI BEY-
HOW KpacoTbl Npupogbl. Mo 3ameyanHuto K. Murapesa,
«"aHannTnyeckas” geTtannsaums obpasos NpUpoabl
y TONCTOro opraHnyeckn pacTBOPAETCS B LLeNOCT-
HOM KapTMHe MuUpa»s.

6. Jlnxaues J.C. Mo3zusa cagos. M., 1998, c.24

7. ToncToli BbIpoC B aTMOochepe Nto6BU K My3blke, OHa 3aHUMana
ocoboe MecTo B €ro >XusHu. B Monogple rogbl OH yBaekancs
NpPAaHACKUM KOMMO3UTOPOM, MUAHUCTOM [IK. PnabaoM, MHO-
rve rogpl Xuswum B Poccun. EMy npuHagnexart nepeble 06-
pasLbl XXaHpa HOKTHOPHa, NOABMBLUMECA BO BTOPOM AeCATU-
netun XIX B. 1 nocnyxmsLume obpasuom ana GopTenmaHHbIx
NMbec PyCccknX v 3apybexKHbIX KOMMO3UTOPOB, CPeAN KOTOPbIX
Hanb0JIbLLYIO U3BECTHOCTb MOMYYMAN HOKTIOPHBI LLloneHa.

8. Murapes K. Pycckas nutepatypa u nsobpasmrenbHoe 1ckKyc-
cTtB0. OYepkn O PycCKOM HaLMOHalbHOM Nensaxe cepeau-
Hbl XIX B. M., Hayka, 1972, c.75.

Houb B noeecTn ToacToro He accouunmpyeTca
C MOHATMEM «TEMHOTa» W He MMeeT TakmMx KOHHOTa-
LMK, KaK «<MeNaHXOJINs», «CMEPTb», «MPU3PaYHOCTb>.
HanpoTnB, ocobeHHOCTb ee KofopuTa CBs3aHa
CO CBETOBOW UrpoOW, a BOCMPOU3BEAEHNE AYLIEB-
HOW XW3HW — C LLeNON raMMOM YANBUTENbHbIX
nepexunBaHui, c BHYTPEHHUM co3epLaHuem. BHa-
Yase BO3HWKaeT COMOCTaBNEHME KObILYLLEFOCS
OT AYHOBEHWUSA MaNCKOW HOYM OTHSA ABYX CBeYel
B KOMHaTe U CTpysLLerocs ceeta Mecsaua, 3aimBa-
toLLLero cag, KOTOpbIli BUAEH Yepe3 OKHO. ITO He
NMMNPECCUOHUCTUYECKUI NeN3axX — «OLLyLLeHne
HEMOBTOPMMO NpPeKpacHbIX, KaXKAblA B CBOEN MU-
MOJIETHOCTU, MOMEHTOB, @ IMPUYECKOE PacKpbl-
Tne 0/1Uje2ocs, Kak NecHs, COCTOSHMA NPUPOAbI»°.
ManuTpa TosncToro 6orata NPUrAyLWEHHbIMU Kpac-
Kamu, CBETOBbIMY U LIBETOBLIMW KONiebaHUAMU: Me-
CAL, TEPAOLLNIA 30N10TUCTbIA OTTEHOK, N MOBEpPX-
HOCTb MpyAa, B O4HOM MecTe nocepebpeHHas um,
6enble, TOHKNE TYYKW, CUPEHEBBIN AYLWINCTBIA KYCT
nog okHom. Mrpa cBeTa BO3HMKAET OT BesHWs Be-
TepKa, NoKauvBaHWs BAaXHbIX LBETOB. TWLUIMHA caja
He abCco/OTHa: ee OXMBAAKT KBakaHbe NATYLUEK,
ABUXKeHWs nTuyek. Ho noatuueckoe, be3maTexxHoe
ornncaHWe Ha 3TOM MpUOCTaHaB/NBaeTCa — MoBe-
CTBOBAHMeE NEPEXOAUT B MaH XUTENCKUA, BaHalb-
HbIK. « — Kakas uygHas noroga! — ckasan rpad,
noaxoas K Jlnze n cagsacb Ha HU3KOE OKHO. —
Bbl, 5 saymaro, MHoro rynsete?» 0. I'pad TypOuH-mnaa-
WKW pagun pasBiaedeHns HaunmHaeT GanpToBaTh
C MUJOBUAHON ye3aHOWN HapbilHeN.

Cnegyrollas KapTMHa HOYHOrO cafla BO3HMKa-
eT nocJie Toro, kak J/lnsa noTywuia ceevy, NoAHs-
Nla OKHO, C HOFraMu cena Ha CTY/l HanpoOTUB Hero
W CTana 3ayMuUnBO MsAeTb Ha NPYA, BeCb yxe be-
CTeBWNI cepebpsHbIM CUsiIHbeM. Bo3HMKaeT BHeLw-
HAs CMTyaums, Korga AMYHOCTb HacTpauBaeTcs
Ha COCpPeAOTOYEHNME, ee AyMbl HANPaBAAIOTCA Ha BOM-
poChl Fy60KO MHTUMHbIE, CO AHa AyLIW MOAHUMAIOT-
CS1 TPEBOMN M COMHEHWsl, BO3HUKAKOLLIME NEpPVEXUBA-
HWs BCTYNatOT BO B3aMMOAENCTBME C HPABCTBEHHbIMM
yCTaHOBKaMu yenoBeka. /lnza Hayana pa3MbIWAATb
O MPVBA3aHHOCTN K 6AM3KUM, O CBOEW NMOBCEAHEB-
HOW >XW3HW, 06A3aHHOCTAX, OKPYXKarOLLUX e€ HOAAX.
Cama TOro He 0co3HaBas, OHa bblna pacTpeBoXe-
Ha HeCKPOMHbIM noBeseHneM rpada. Ymumpatrowas
1 O6HOB/ANOLWAACA MPUPOAA, POACTBEHHbIE MPUBS-

9. Acadbes b.B. N36paHHble Tpyabl. T. IV, c. 85.

10. Toncron N.H. MonHoe cobpaHue cou.: B 100 1. T.3. M., Hayka,
2007, c.48. B pasbHeNLLEM CCbIJIKM Ha 3TO M3jaHuWe JatoTcs B
TeKCTe C yKa3aHvneM B ckobkax TOMa U CTpaHuLbl.

3aHHOCTY, JH0OOBb OKPY>KatOLLMX, BCE, AarOLLee BHYT-
PEHHWI MUpP, — BAPYF MNPeACTano nepes Hen B HO-
BOM cBeTe. O6CTOATENBCTBA €€ XU3HU MOAYUNIN
Apyroe ocBelleHne, Nokasaancb TyckabimMu, bec-
CMbIC/IEHHbIMW. HaunHaeT 3apoXaaTbCs BHYTPEH-
HUN KOHOANKT, NepeoLieHKa NPEXHUX LLeHHOCTEeN.
Tenepb NCUXOAOrMYECKOe COCTOsHME JIn3bl KOHTpaC-
TUPYET C BHELUHEN OBCTaHOBKOW, B KOTOPOU pas-
NINTO yMUpoOTBOpeHue. Ee cmsaTeHne, cMylLeHMe
BCe HapacTaroT. BHumaHue rpada npobyauno Hesc-
Hoe XenaHue N6BK, reponHe TpyAHO paszobpaTb-
CSl B CBOWIX MbIC/SIX M UyBCTBAX, €M NpesCcTaBaseTcs,
YTO OHa He 3Hasa A0 CUX NOp, YTO Takoe HacTosLLas
XW3Hb U cyacTbe. OAHaKO HaZeNeHHas «Hencrnop-
YEHHbIM YMOM, J06pPbIM, NPAMbIM cepaLem» (Ton-
cTol, 1.3, €.38) Jlnza npusHaetcs cebe, uTo naean,
06BbeKT BAHOOAEHHOCTN JONKEH COOTBETCTBOBATh
MO3TUYUYHOCTU 3TOM HOUU, YYAHOWN NPUPOAE, HE MO-
XET C/INTbCS C NPO3aNYeCKON AeNCTBUTENBHOCTLIO.
PeanbHblli rpad He sBASETCA TAaKMM. XOTS 3TO MbIC-
/I HAVBHOW, HEUCKYLLEHHOW AEBYLUKM, O4HAKO UHTY-
NLMA NOACKA3bIBAET el BEPHbIN OTBET: «HeT, He To».
Ho Tak nn BnHoBaTa JlM3a B CBOEM BHYTPEHHEM
BOJIHEHWW, PaCTEPSAHHOCTM, COMHeHMAx? CayyanHas
CUTyaLmsa CTafna KaTain3aTopoM OCO3HaHMA Yeno-
BEKOM TOW HepacTpaueHHON CUbl NHOOBY, BAOXKEH-
HoW B kaxgoro MNMpoBuaeHnem, kotTopas Tpebosana
M3IUTbCA Ha KOTro-TO, peann3oBaTbcs. B To xe Bpems
XpaHWMble B CEPALLE CUJIbHbIE, OTPajHble UyBCT-
Ba He COCTaBASAOT /N XOTA U CKYMNOE, HO eAUHCT-
BEHHO MCTMHHOE M BO3MOXHOE CYacTbe, 3a/aeT-
Csi BONPOCOM MOBeCTBOBaTeb. JIN3e Nokasanocs,
UTO OHa MoTepsia Aydllee BPEMS XMU3HU, MOJIO-
AOCTb. B novckax oTBeTa Ha My4alline ee COMHe-
HWUA repounHs obpallaeT B30pbl K OTKPbIBLUENCA el
KapTWMHE HOUYHOrO caja, K MecsLy Ha Hebe. XXn3Hb
npupoabl 6eckoHeYHO MHOroobpasHa, B Helt no-
CTOSAHHO MPOMWCXOAAT NepPeMeHbl, MOPON HEOXMN-
AaHHble, NOAOHHO TeKy4YeCTn YyBCTB, HACTPOEHUN,
Mbicnen yenoseka. MNpegcTarolian nepes B30poM
JNln3bl KapTMHa NPUYYANNBO MeHsNach: OXMBana
¥ MepkJa, 3aTeM BCe MOBTOPSAAOChH. [epovHs oLwyLa-
eT AblxaHue Houun. OTpaxkeHue ANBHOrO casa npo-
HWKaeT B AyLluy AeBYLUKMW, Npeobpaxas ee.

Nu3a cBsA3ana Hagexay Ha IMYHOE CYaCTbe C NMeHu-
€M CON0BbA, Kak 06POro 3Haka: OHO 1 pa3byauno
3azpemaBLuyto reponHto. CONOBbMHOE NEHWE B Ha-
POAHO-MO3TMYECKOM TBOPYECTBE CUMBOJIM3UPYET
TBOPYECKUIA Aap, COBEPLUEHCTBO, yroeHne Nt060B-
HbIM UYyBCTBOM, MOCKOJIbKY COJIOBEN MOET BECHOW
B 6pauHbIin nepuos. B Hem 3akntoveHa pajocTb
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1 60ab: Yepe3 60Ab N PasoCTb NPOXOAUT 1 Jlnza.
HouHasa kapTuHa ctumyanpyet pebaekcmpyroLLyro
AeATeNbHOCTb YesnoBeka. [locTeneHHO HacTynaet
YCMOKOEHWe BCeX UYyBCTB AeBYLIKM Baarogapsa co-
€4VHEHVIO C MPUPOAOHN, BO BCEN CBOEW FrapMOHM-
4YeCKOW, YTeLNTEeNIbHOM KpacoTe, packUHYBLUENCs
nepes Hel. HapylueHHas BHYTPEHHSAA rapMoHUs
JIMYHOCTM BocCTaHaBmBaeTcsa. OT YyBCTB U MbIC/el,
KOTOpble CMYyLLanu AyLly, COBEPLUAETCA Nepexos,
Ha HOBbI YPOBEHb BOCMPUATAS MUpPa, YeNOBEKY
OTKPbIBAETCA €ro Beanyme, CoBepLueHcTBo. Jln3a
nepexuBaeT BHyTpeHHee 06HOB/eHWe, obpeTaeT
BO3MOXHOCTW K CaMOMNO3HaHuto. CMsATeHMe OTCTy-
naet, oHa obpawaetcs K bory ¢ moanTBOM M Ten-
NbIMW CNe3amu, el OTKPbIBAETCs, YTO CNOCOBHOCTb
NOBUTb N CANTBCA B 3TOM N06BM C OKPYXKatoLWMM
MUPOM — BEVKWIA Aap. BHe3anHoe noseaeHwue rpa-
¢da TypbuHa Bo3BpaLaet /M3y K AeNCTBUTENBHOCTY,
€e NUCNyr ecTeCTBEHHas U eANHCTBEHHO BO3MOX-
Has peakuuns Ha ero Aep3kuin noctynok. Mog Bau-
AHVEM HPaABCTBEHHOMO MHCTMHKTa OHa OTTOpPraeTcs
OT 3TOro yenoseka. (HecnyuailHo ee oTaenser
ot rpada npoem OKHa Kak Hekas rpaHuua.)

Mocne HeypaBLLErOCA IETKOTO NMPUKAKOYEHUSA
pa3gocasoBaHHbIA rpad TypOUH-MAagLWmniA «C 4yB-
CTBOM MOMMaHHOro Bopa, 6pocuics 6exatb Mo Mo-
KpOW, pocncTon TpaBe B rnybuHy caga» (Toncton,
1.3, ¢.54). OH OKa3bIBaeTCA B CMTyaL MmN HEKPACMBOM
W NbITAETCA CKPbITHCSA, YTOObI CIyYaHO He BCTPETUTb-
csa co ctopoxeM. Cnyckasacb K npyay, rpad B3gpa-
rMBaeT OT Oy ThbIXaHWsA B BOAY PaCTPEBOXEHHbIX UM
narywek: B raybuHe Aywn OH UCMbITbIBAaeT YyBCTBO
HEe/0BKOCTM 3a NpoVCLLIeLee, B KAKON-TO MOMEHT
npucyLas eMy CaMmOyBEPEeHHOCTb NOABOAUT ero.
fepol UMHWUYHO BCMOMWHAET CBOU AENCTBUS
N KopuT ceba 3a ynyLeHHY BO3MOXHOCTb. B pas-
APaXkeHUN OH OTNpPaBAseTCA HayAauy Mo KPbITON
NIMNOBOW annee N NOrpy>KaeTcs B YANBUTENbHYHO
atMmocdepy HoYHOro caga. Houb gaput emy HeBe-
[ OMble, YyBCTBA: YCNOKOUTENbHYHO FPYCTb, MOTPEBL-
HOCTb Nt06BU. Bokpyr npouncxoanna npudyanmnsas
urpa cBeTa U TeHW, KOJNOPUT casia TauHCTBEHHbIN,
LBeTOBas raMMa yMUpoTBoOpsitoLLas: baesHble ny-
UM MecsLa, Cyk, 0OpoCLLM BENbIM MXOM, JNCTbS,
KOoTOpble cepebpuanch 1 wenTtanuck. Fpada okyTbI-
Ba/IM CBEXMWeE apoMaThl LiBETOB, TPaB, ANCTBbI. [1oToM
HacTtynuno 6e3mosiBue, B OMe noracam orHu. Typ-
BUH-MNAALWNIA OKa3bIBAaETCA B APYron peanbHOCTH,
B KAKOM-TO 0COHOM «HEOOBATHOM, MOHaINBOM
W CBET/JIOM npocTpaHcTee» (ToncTol, 1.3, ¢.55), B KO-
TOPOM C/iblLanach Wb Tpeab CON0OBbA. HouHOM
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nerisax BO3HOCUT K MUPY FOPHEMY U NpeKpacHOMY
AaXe LMHUYHOro, XONoAHOro, 6e3HpaBCTBEHHOrO
yesioBeka, Kaknm bbln rpad. Ho 310 cocTosHme npo-
[,01KaNoCh CUMTaHHbIE MUHYThI. Kak TOIbKO Nepco-
HaXX MOKMAaeT NPOCTPAHCTBO Caja, OH CTaHOBUTCA
NPEeXHWUM: PacyeTANBbIM, 3STOUCTUYHBIM, Har/biM
W 3aC/y>XeHHO Ha3BaH KOPHeTOM 0N1030BbIM «MOA-
neuom». B To xxe Bpema atMmocdepa HOUHOro caja
oKasanacb uenutenbHa ans Jnsel, nogapuna ytm-
LeHWe ee MOJIOAOM Aylle, N3 COMPUKOCHOBEHMS
C Hell repouHs BbIHECNA LEeHHbIA ypok. Mpupoaa
6narogatHa, OTKpbITa ANS TeX, KTO UCKPEHHe oTAa-
eTCsl eli, OHa NpobyxaaeT Ayyllne Havana B 4e-
NoBeke, NpuobLaeT ero K TariHe Xu3HWU. HouHown
Ca/i B MOBECTM NMpeAcTaeT BapuaL et Tonoca «3em-
HOW pai», «3aeM». MOTUBbI NHODOBHbLIX MeUTaHWM,
MUMONETHOTO NPUKAOUYEHNA B HOYHOM Cagly HY>KHbI
Tonctomy, 4Tobbl Yyraybutbcs B Npobaembl NCMxono-
rmyeckue, HpaBCTBEHHO-dUNocodckne. B nosectu
«[1Ba rycapa» oTpa3unacb Bepa aBTopa B «6e3114Hyto
60XeCcTBEHHOCTb NPUPOALI U BeccmepTre yenoBe-
Ka N1Lb NPW YCAOBUM €ro COeANHEHNSN U PacTBO-
peHus B 3TOM BOXECTBEHHOM Hayase» ',

To, uTo KapTMHA HOYHOrO casa obnasana ocobon
npUTAraTeNbHOCTbIO A5 TOACTOro, NOATBEpPXKAaeT-
CA ee NoABNEHNEM B NOCAEAYHOLLUNX MPON3BEAEHNAX
XyaoxHuka. OHa BO3HMKaeT B poMaHe «CemMelHoe
cyactue» (1859) npu onucanunmn nporynkn Mawm
n Cepress MuxainoBuya B MOMEHT KpUCTanamM3aumnm
nx NtobBU. 3170 N3006paxkeHNe caMbliM TECHLIM 06pa-
30M CBS13aHO C BHYTPEHHEW XMU3HbIO repPOEB, UX COKPO-
BEHHbIMW YYBCTBAMMU, NCKPEHHUMMW, MOITUYHBIMM.
CnycTa HEeCKO/IbKO NIEeT, KOTAa OTHOLUEHWS CYyNpyros
W3MEHWNCh, BUJ BECEHHETO Cajla, Ha KOTOpPbI nocTe-
MEeHHO OMYCKaeTCA HOUb, TPe/ib CONOBbA OTAAOTCA
cnagkon 6onbro B Aylle reponHu. XoTa npounsse-
AeHWe 3aBepLUaeTCcs Ha rPYCTHOM HOTe, BOCMOMMU-
HaHMA O 6bINOM cUacTbe CMEHATCA ObpeTeHnem
AyLIEBHOro NoKos, HOBOro YyBCTBa Nt06BK-gora
K cembe. COCTOSIHMSI HOYHOTO caZia U3MEHUMBBI,
KaK v >KenaHus, SMOoLMM YesoBeKa, NPy 3TOM Npu-
poJa BeuHa, 3aKOHbl MMPO3JaHnA He3blbeMbl.

HouHoe Bpems B ycagebHOM casy MOXeT 3ame-
peTb, NpeAcTaTb NPeKPacHbIM MFHOBEHMEM, MPO-
by>xaan B UenoBeKe XesaHne BOCMNapuTb B MUpP
KpacoTbl U rapMOHMK. Takoln acnekT onuMcaHus HOu-
HOro cajia B COBEPLUEHCTBE peann3oBaH B poMa-
He-3anonee «BoiHa 1 Mmup». B cueHe B OTpagHOM

11. CkpbinHuk B.P. ®unocodcko-pennrnostble s3rsabl J1. H. Ton-
CTOro B CBeTe Hallero onbita // AkTyanbHble npobaembl
ryMaHWTapHbIX 1 eCcTecTBeHHbIX Hayk, T.1, N29, 2017, c.37.

KHA3b AHAPEN, CTOALWMNI nepes OTKPbITbIM OKHOM,
B KOTOPOE BPbLIBAETCA JIYHHbIN CBET, CO3epLaeT Npu-
UYANBO OCBELLEHHblE JePeBbs, MOJ COUHYHO, MO-
KPYHO, KyAPSABYHO PacTUTENbHOCTb C CepebpurCTbIMU
KOe-rae MIMCTbAMM U CTEBAAMM, «TMOYTU MOJHYHO JIYHY
Ha CBETJIOM, NOYUTN 6e33Be34HOM Hebe», CbILNT C0-
Ba HaTtalwu, npencnosHeHHOM BOCTOProM oT npe-
NeCTHOWM HOUM, KOTOPOM HMKOTAa He HbiBaso.

B 3akntoueHnn pomaHa «AHHa KapeHnHa» nmeH-
HO B HOUYHOM Cajy Moc/e rpo3bl, KOrjaa c AnMn pas-
HOMEepHO NajaroT Kanau (CMMBOA BeUYHOCTW), JleBMH
MOy4Yns cCaMoe BaxHOe OTKpOBeHMe. [nsas Ha 3Be3j-
Hoe Hebo, OH oLyTUA cebs obnagatenemM HeAoOCTyn-

HOW pa3yMy TalHbl, KOTOpas He MOXeT bbiTb afeKkBaT-
HO BblpaxkeHa c/loBaMu. HecMOTps Ha cBou Koneba-
HWS, TePOW CKJIOHWJICA K BbIBOAY, YTO HECOMHEHHOE
nposiBneHve boxecTBa — 3TO 3aKOHbI fobpa, A0-
CTYMHblE KaXAOMYy YesloBeUYeCckoMy cepaLy, obbe-
AVHAOLLME BCeX NoAeN.

Taknum obpasom, nsobpaxkeHne HOUHOro casa
B NMoBecTu «/lBa rycapa», KOTOpOe Hallo pa3BuTme
B AaJibHellweM TBopUecTBe TONCTOro, onpesenser-
Csl €ro CTPEMEHMEM KaK MOXHO riybyxe OTpasnTb
BHYTPEHHEE COCTOSIHNE Ye0BEYECKON AyLUN, MbIC-
JIbO O BCEEAMHCTBE, O COBEPLUEHCTBE MUPO34aHNS,
3CTETUYECKUMM YCTaHOBKaMM aBTopa.
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FORMATION OF ARTISTIC STYLES
IN LANDSCAPE PAINTING OF NORTHERN CHINA
AT THE END OF THE 20'TH -
BEGINNING OF THE 21'ST CENTURY

Summary: In 2024, contemporary artists continue
to use techniques, forms, and methods of depiction passed
down by their predecessors over the centuries. Chinese
landscape painting, a separate branch of traditional
Guo Hua painting, has always played a significant role
in the fine arts of the north of the country. The study
of artistic style formation in landscape painting of North-
ern China towards the end of the 20'th century is com-

The collapse of the Qing dynasty and the impe-
rial house left many court artists unemployed, caus-
ing a significant shift in the perception of Chinese
painting — from an exclusive pastime of intellectu-
als to a more accessible form of artistic expression
for the masses. This transformation was brought
about by a tumultuous period of political upheaval,
military conflict, and revolutionary movements that
swept through China in the 19'th and 20'th centuries.

Despite these enormous difficulties, Chinese land-
scape painting, an integral genre of the traditional
Guo Hua painting style, has maintained its prom-
inent position in the country’s landscape painting.
The techniques, styles, and methods of representa-
tion honed by generations of artists have endured
through time, serving as the foundation upon which
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plemented by considering two different movements
in Chinese traditional painting: salon painting and paint-
ing by artists-intellectuals. In addition, the analysis in this
article covers examples demonstrating the influence
of Soviet landscape painting on the traditional art
of Northern China.

Keywords: Northern China, fine arts, Guo Hua, paint-
ing, Chinese painting, oil painting, artists.

contemporary artists build their work. This stability
highlights the enduring legacy and adaptability
of this ancient art form in the face of changing
social landscapes and artistic trends.

In the 1980’s, the dominance of realist paint-
ing faced challenges, leading to a reassessment
of its role along with other artistic styles. This shift
epitomised the evolving Chinese landscape paint-
ing in the second half of the 20'th century, a period
marked by numerous significant events [3].

The proclamation of the People’s Republic
of China in 1949 marked a turning point in the coun-
try’s development, coinciding with the growing
influence of Western art on Chinese painting. Due
to the foreign studies of many Chinese masters,
this influence introduced foreign traditions into

their artistic practice. It is noteworthy that artists
trained in Europe and Russia played a key role
in the blending of Western and Chinese painting
techniques, materials, and aesthetics [1].

This process of integration and transformation,
begun in the 1950's, brought realism to the fore-
front of landscape painting, drawing inspiration from
Soviet oil painting techniques. Throughout the 1940's
and beyond, realism asserted its dominance as the
primary mode of depiction in Chinese landscape
painting, shaping the artistic environment until
its gradual evolution in the final decades of the
20'th century.

In the late 1950s, respected artists of Chinese
traditional painting, Guo Hua, received prestigious
commissions for significant projects, including the
design of public buildings in Beijing. Notably, figu-
res such as Fu Baoshi and Guan Shanyue played
a key role in creating the expansive landscapes
for the Palace of the People, located in the heart
of the capital of the People’s Republic of China.
This endeavour highlighted the government'’s sup-
port for art imbued with political ideologies
and narratives of social significance [2].

Before this, in the early 1950’s, artists origi-
nally from Northern China created notable works
of Chinese traditional Guo Hua painting. Moving
away from the consistent Huang Yao genre, these
works depicted signs of the industrialization that
prevailed in that era [5].

Picturing such imagery as highways, dams, and po-
wer lines, these landscapes marked a departure from
traditional themes. This period heralded a noticea-
ble shift in the thematic focus of Chinese landscape
painting, since it began to reflect the socio-polit-
ical landscape and the developmental successes
of the nation.

In the mid-1960’s, Northern China saw a marked
rise in far-left ideological movements in artistic circ-
les, leading to increased politicisation of art, primarily
driven by political goals. Also, this period saw a surge
of nationalist sentiment in Chinese politics, which
was reflected in the field of fine arts. At the same
time, landscapes of this era often evoked a feeling
of solemnity and apprehension among artists [4].

Moreover, in the second half of the 20'th century,
close cooperation and extensive artistic exchanges
developed between Northern China and the Soviet
Union. Consequently, the realistic traditions of Sovi-
et art left a significant imprint on landscape oil paint-
ing in Northern China.

Fgrpiseany

[1I.1. Li Keran. Song of the Fishermen. 1979. Ink

However, after the 1950's, the trend of borrowing
foreign artistic influences faced limits as Stalin-era
Soviet oil painting became the dominant model.
This represented a departure from the previous strong
influence of Western art, especially the Impression-
ists, which had characterised Chinese painting in the
first half of the 20th century.

In 1979, Northern Chinese landscape painting
embarked on a path of transformation, fuelled
by critical reappraisal and rejection of the Cultur-
al Revolution and its consequences. This marked
the beginning of a period characterised by artis-
tic rejuvenation and diversification, offering fertile
ground for creativity to flourish in a variety of direc-
tions. Chinese painting embraced a newfound sense
of pluralism and individuality, freeing itself from
the shackles of the past [6].

This era of openness and freedom encouraged
artists to venture into uncharted territories, explor-
ing a range of perspectives and innovative ideas.
Unrestricted exploration created an environment
for experimentation and evolution in the field of art.
With Northern China’s deepening engagement with
the global art community, a wave of young artists
eagerly embraced new foreign influences, bringing
new perspectives to their work.
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Consequently, this era witnessed the emergence
of new trends and approaches in landscape painting,
reflecting the dynamic essence of time and the evolv-
ing spirit of artistic expression.

The creation of a normative model of higher art
education in Northern China was largely due to the in-
fluence of Soviet art in the second half of the 20'th cen-
tury. In the 1950’s, the Chinese government invit-
ed Russian artist Konstantin Maksimov and sculptor
Nikolai Klindukhov to lecture at the Central Aca-
demy of Arts of Northern China.

Their pedagogical contributions, combined with
the influence of socialist realism from the Soviet Un-
ion and the techniques of the Russian Peredvizhni-
ki, largely shaped the trajectory of Chinese painting.
In addition, the teaching methods of Pavel Chist-
yakov (1832-1919), especially in the field of draw-
ing, played a key role in the formation of Chinese
art education.

Consequently, since the mid-1980s, Northern
Chinese landscape painting has witnessed a reviv-
al of cultural beliefs reflecting artists’ deep engage-
ment with indigenous issues and renewed interest
in local culture.

Artists guided by different concepts and ideol-
ogies are increasingly emphasising local subjects
and forms, marking the prevailing trend in the
evolution of modern Chinese painting. This shift
denotes a departure from intensive study of Euro-
pean and Russian artistic traditions as contempo-
rary Chinese artists refocus their attention on local
artistic roots.

The harmonisation of Chinese and foreign influ-
ences and the fusion of ancient traditions with mo-
dern elements were the main principles underlying
the work of these masters. Many foreign-trained
artists sought to integrate Western artistic conven-
tions with the essence of traditional Northern Chi-
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IIl.2. Wu Guanzhong. Landscape of Northern China. 1979. Oil
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nese Guo Hua painting. It is clearly demonstrated
in the artistic endeavours of characters such as Guan
Liang, Zhang Qian, Liu Haisu, Lin Fengmian, and
others. Their goal was to find a delicate balance
between the rich heritage of Northern Chinese art
and the innovations of the Western world, synthe-
sising ancient techniques with modern understand-
ing [6].

Li Keran became a key figure in preserving the
essence of the national style of education. Fol-
lowing in the footsteps of mediaeval masters,
he used the Guo Hua technique to depict nature from
elevated angles, skillfully conveying the characte-
ristic landscapes of Northern China (ill.1). Through
direct interaction with nature, Li Keran sought
to carefully capture the mountains and rivers of his
northern homeland, giving his landscapes a har-
monious combination of lyricism and dynamism.
This artistic approach reflects his deep respect
for the natural beauty of his homeland.

Wu Guanzhong, a prominent figure in 20th-cen-
tury art, challenged conventional wisdom by de-
claring that “brush and ink have lost their value”,
signalling a stagnation in the development of Chi-
nese Guo Hua painting.

Known for his decorative style that combined
Eastern and Western artistic traditions, Wu Guan-
zhong prioritised conveying complex emotions
through a vibrant palette of colours (ill.2). His unique
approach to painting played a key role in shaping
the trajectory of national painting, marking a sig-
nificant evolution in artistic expression.

His artistic approach was based on the tra-
ditional Se-i painting principle, which emphasi-
ses the importance of capturing the essence and
atmosphere of a subject while maintaining a flexible
approach to physical likeness. His paintings, marked
by a sensitivity reminiscent of poets, masterfully

convey the world around us with deep overtones
of tragedy (ill.3).

Chen Danqing’s artistic endeavours represent
a turning point in the development of modern Chi-
nese art. By depicting Tibet in colour, he challenges
conventional weapons by presenting tranquil land-
scapes devoid of the typical tropes of folk songs
and dances.

Using the pure language of oil painting, Chen
Dangqing redirected attention to the spiritual and in-
ner essence of the Tibetan people, effectively chal-
lenging prevailing social prejudices.

His creative endeavours resonate deeply with-
in the vast lineage of Chinese landscape painting,
a tradition cultivated for centuries, and character-
ised by diverse schools and evolving trends, each
bringing their own distinctive styles and method-
ologies. Rooted in the legacy of the Song Dynasty,
this tradition has been passed down from genera-
tion to generation, developing into a comprehen-
sive framework for artistic expression and scientific
research.

The evolution of Northern Chinese landscape
painting into its modern form reflects the profound
influence of the political and socio-economic trans-
formations of the second half of the 20'th century.
These shifts, largely influenced by foreign inter-
actions, especially from Europe, the Soviet Union,
and Japan, served as a defining moment in the deve-
lopment of art in Northern China [9].

In this dynamic environment, many artists redi-
rected their attention to alternative painting styles
and movements, thereby changing the trajectory
of landscape painting. Throughout its history, Chi-
nese landscape painting has seen the flourishing
of various schools and movements, each bringing
different artistic styles, techniques, and formal ele-
ments to its visual vocabulary.

Rooted in a tradition dating back to the Song Dy-
nasty, this rich artistic heritage has been preserved
through practical innovations and theoretical re-
search of generations of artists, forming a coher-
ent system of landscape painting traditions passed
on from one era to another.

Driven by the influence of foreign traditions
and the processes of globalisation, Chinese land-
scape masters have made an attempt to adapt
national art to modern conditions. Some artists

l11.3. Chen Danqing. Painting from the series Tibet.
1983. Qil

have sought to blend Eastern and Western painting
traditions, integrating Guo Hua techniques with mo-
dern approaches. Drawing inspiration from the nat-
ural beauty of their northern homeland and the iden-
tity of the nation, they have experimented with
traditional materials and techniques.

While some have chosen to distance themselves
completely from the traditional foundations of paint-
ing, others have reaffirmed their commitment to nati-
onal ideals, seeking to promote Chinese art in a mo-
dern context. These diverse projects reflect the deep
desire of Chinese artists to navigate and innovate
in the face of changing global influences, discov-
ering new forms of expression and interpretation
of their artistic heritage.

The revival of landscape painting traditions, cau-
sed by the lifting of political restrictions and the aban-
donment of political motives, has contributed to di-
versity in the choice of painting tools and techniques.

Innovative trends, combined with the preserva-
tion and continuation of national painting traditions,
highlight the diversity of creative methods used by ar-
tists. These efforts, reflecting the desire to moder-
nise the national style and introduce elements
of national poetry and calligraphy into painting,
characterised landscape painting in the second half
of the 20th century, influencing modern art.

Thus, the use of Western materials by North-
ern Chinese artists to depict national themes and
subjects illustrates the influence of the penetration
of European oil painting into Chinese landscape
painting during the 20'th century.
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OOPMUNPOBAHUE XYAOXECTBEHHbBIX CTUEW
B MEN3AXHOM TBOPYECTBE
N30OBPA3SUTEJIBHOTO NCKYCCTBA CEBEPHOTO KUTAA
KOHUA XX-HAYANA XXI CTONETUI

AHHomayus: B 2024 ropy coBpeMeHHble XyA0XHUKN
NPOAOXKAOT NCMONb30BaTb TEXHUKW, GOPMbI U METO-
Abl N306paxeHuns, nepesaHHble Ha NPOTAXEHUN BEKOB
UX npegluecTBeHHVKamn. Kutarckas nerisaxHas XXnBoO-
MWCb, OTAENIbHOE HanpaBaeHWe TPAAULIMOHHON X1BONUCK
loxya, HEM3MEHHO Urpana 3HauYnTeNbHYH POb B U30-
Bpa3nTeNbHOM NCKYCCTBe ceBepa CTpaHbl. ViccnegosaHue
bopMMpOBaHUA XYAOXKECTBEHHOTO CTUASA B N306pa3nTesb-
HOM MCKyCCTBe ceBepHOro Kutas K KoHUy XX Beka f0nos-

Kpax guHactum LK n nmnepatopckoro goma
OCTaBWA MHOTUX NPUABOPHbIX XYJ0XHMKOB 6e3 pa-
60Tbl, BbI3BaB 3HAYUTE/bHBIN CABUT B BOCMIPUATUAN
KWTaCKOM XXMBOMUCU — OT 3KCKAHO3MBHOTO Bpe-
MANPEeNpPOBOXAEHMA NHTeNNeKTyanoB K 6osee go-
CTynHol Gopme Xy[0XKeCTBEHHOTO CaMOBbIPaXXeHUA
4NA WNPOKMX Macc. OTa TpaHcdopMaunsa bbina
Bbl3BaHa OypHbIM MEPMOAOM MOJANTUYECKUX
NOTPACEHWW, BOEHHbIX KOHGANKTOB U PEBONIOLIN-
OHHbIX ABWKEHWIA, KOTOPbIE NpoKaTUANCL Mo Kutato
B XIX-XX Bekax.

HecmoTps Ha 3TV OrpomHble TPYAHOCTH, KUTal-
CKas ner3axHas XUBOMUCb, HEOTBEMAEMbIW XaHP
TPaAMLMOHHOIO CTUAA XMBONUCK [OXya, CoOXpaHu-
Nla CBOe BMAHOE MONOXeHNe B 306pa3nTeNbHOM

HAETCA PacCMOTPEHNEM ABYX Pa3/IMUHbIX HanpaBAeHWN
B KMTANCKOW TPaAULMOHHOW XMBOMUCU: CaNOHHOWN
SKMBOMUCK U1 XXMBOMUCU XYLOXHUKOB-UHTENNEKTYaNOB.
Kpome Toro, aHanv3 B AaHHOW CTaTbe OXBaTbIBAET NpUMe-
pbl, AEMOHCTPUPYIOLLME BANSHNE COBETCKOM Men3axHOoM
>KMBOMUCU Ha TPaAMLMOHHOE MckyccTBO CeBepHoro Kutas.

Knrouesole cnosa: CeBepHbiii Kntaii, n3obpasmtesibHoe
MCKYCCTBO, [OXya, KapTWHa, KMTalrckas XXMBOMUCb, Macas-
Has XXMBOMMUCb, XYAOXHUKM.

NCKYCCTBE CTPaHbl. TEXHWKW, CTUAN U METOAbI N30-
OpaXkeHns, OTTOUEHHbIE MOKONEHUAMMN XYLOXKHM-
KOB, NMepexuan Bpems, Cyxa OCHOBOW, Ha KOTOPOW
COBpPEMEHHbIE XYAOXHUKN CTPOAT CBOU paboTbl.
DTa YCTOMUYMBOCTb NOAYEPKMBAET HeNMpexoasilee
Hacneaue v afanTMBHOCTb 3TOTO APEBHEro BuAa
NCKYCCTBa B YC/NIOBUAX MEHAOLWMXCA OBLLECTBEH-
HbIX TAHALWAPTOB N XYA0XECTBEHHbIX TEHAEHLMN.
B 1980-x rogax AOMVHMPOBaHNE PeaNNCTUUYECKON
>KMBOMUCK CTOJIKHYI0Ch C NpobiemMamu, Bbi3BaBLUN-
MW MepeoLeHKy ee poan Hapaay C APYrMMn Xyao-
>KECTBEHHbIMU CTUAAMU. ITOT CABUT ONINLETBOPSAN
3BOJIFOLMIO KMTANCKOW XXMBOMMUCK BO BTOPOW MOJO-
BuHe XX Beka, nepmoga, OTMEUYEHHOro MHOIroO4YnC-
JNIEHHbIMU 3HaYUTENbHBIMKU CcObbITUAMMK [3].
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MpoBso3rnaweHue Kutaickon HapoaHoi Pecny-
6anKkn B 1949 rogy o3HaMeHOBaN0 MOBOPOTHbIN
MOMEHT B Pa3BUTLM CTPaHbl, COBMNaBLUWNA C pacTy-
LM BAVSIHUEM 3anaZHOro MCKYCCTBA Ha KUTaMCKyro
>KMBOMWUCH. ITO BAWAHME, 0BycnoBaeHHOe 3apybex-
HbIMW MCCNEeA0BaHMAMUN MHOTUX KMTaWCKMX MacTepoB,
NPWBHECNO NHOCTPaHHbIE TPAAULUN B UX XYAOXKECT-
BEHHYO NpaKTuky. MprmeyaTtenbHO, YTO XyAOXKHM-
Kun, nony4msne obpasosaHve B EBpone n Poccuu,
CbIfPaau KAKOYEBYO POJib B CMELUEHUN 3anajHblX
N KMTaNCKMX XXMBOMUCHbIX TEXHUK, MaTepunanoB
n actetuku [1].

DTOT NpoLecc nHTerpaunn n TpaHchopmauymm,
HayaTbIi B 1950-X rogax, BolBeN peann3m Ha nepes-
HWI NJaH Nen3aXKHOM XUBOMUCK, Yepnas BAOXHO-
BEHME B COBETCKMX METOAMKAX MACASIHOM XXMBOMUCK.
Ha npoTtaxeHun 1940-x ronos n ganee peanvsm
yTBEpXan CBOe roCnoACTBO B Ka4eCTBE OCHOBHO-
ro cnocoba penpeseHTaLnmn B KNTaNCKON nemnsax-
HOW XXMBONUCK, POPMHAPYSA XyJOXKECTBEHHYIO CpEeAY
BMJOTb A0 €e NOCTeNEHHON 3BONOLMN B NOCAEA-
HWe aecatunetma XX Beka.

B KoHue 1950-x rosoB yBaXkaemble XyAOXHUKN
KWTaCKOWM TpaaMLMOHHON Xusonucy Foxya nony-
UMM NPECTUXHbIE 3aKa3bl Ha 3HaUMMble NPOEKTHI,
BKJ/IHOUas AM3alH 0BLEeCTBEHHbIX 34aHnN B [NeknHe.
MNpumeyaTtensbHo, UTO Takne geatenu, kak Py baowun
1 l'yaHb LLlaHbIo3, Cbirpanu Ka0YeBYO POJb B CO3-
AaHnu obWNpHbIX NnaHawadToB Ana [JBopua Ha-
poaHOro cobpaHms, pacnoaoXeHHOro B CaMOM
cepaue ctonnupl Kutarickot HapoaHoin Pecny6avku.
JTO HauMHaHWe NoAYEPKHYNO NOALEPIXKKY MpaBu-
TE/IbCTBOM MCKYCCTBA, MPOHWKHYTOro Noantmuye-
CKUMUW MAE0NOTUAMU N HappaTUBaMy, UMEOLLUMN
obuiecTBeHHOEe 3HauveHue [2].

[o atoro, B Hauane 1950-x rogoB, Xyf0XHU-
k1, pogom 13 CeBepHoro Kutas, cosganv 3ameT-
Hble paboTbl B 06/1aCTN KUTAUCKOM TPAANLNOHHON
xumBonucy Foxya. OTxoaa OT HEM3MEHHOTO XaHpa
XyaHbs0, 3T NPOU3BeAeHMA N306pa3naN NPUIHAKK
WHAYCTpUanvsauum, npeobnagasluelt B Ty anoxy [5].

Bkatouatowme B cebs Takme ob6pasbl, Kak LWOC-
ce, NAOTUHbI U IMHUW 31eKTponepesad, 3T1 nen-
3aXMN 03HAMEHOBANWN OTXOZ, OT TPAANLIMOHHBIX TEM.
OTOT Nepnogs 03HaMeHOBas 3aMeTHbIN CABUT B TeMa-
TUYECKON HanpPaBAEHHOCTUN KUTaCKON Mer3axHOoM
>KMBOMMWCK, NOCKOJ/IbKY OHa Hayana oTpaxaTb COoLM-
aNbHO-MONNTNYECKMI NaHAWadT 1 ycnexn B pas-
BUTUWN HaL K.

B cepeaviHe 1960-x rogos B CeBepHoM Kutae
Habatofancs 3amMeTHbI POCT yAbTPaNeBbIX NAE0-

26

JNIOTNYECKMX TEUEHUIN B XY 0XKECTBEHHbIX Kpyrax,
UTO NPUBESIO K YCUNEHHOW NOANTU3ALMMN UCKYCCTBA,
B NepBYyto ouepesb 06yCNOBAEHHON NOANTNYECKM-
MW LlefsiMU. DTOT Nepuos Takxe CTaa CBUAETeNEM
BCMJ/IeCKa HaLMOHANNCTUYECKMX HAaCTPOEHWIA B K1Tal-
CKOWM NONNTKKE, YUTO OTPa3maoch Ha chepe n3obpa-
3UTENbHOro UCKyccTBa. B To e Bpems nensaxHble
paboTbl 3TOM 3MOXM YaCTO BbI3bIBaIN Y XYAOXKHMNKOB
UYYBCTBO TOPXXECTBEHHOCTWN W onaceHua [4].

Bonee Toro, BO BTOpOIi NoIOBUHE XX BEKa MeX-
Ay CesepHbiM Kntaem n Cosetckum Coro30oM ycTa-
HOBW/I0Cb TECHOE COTPYAHMNYECTBO M OBLIMpPHbIE
XyZAOXeCTBeEHHble 0OMeHbl. CefoBaTeNbHO, pe-
anncTnyeckme TpagmLmMmn COBETCKOro MCKYCCTBa
HaNOXWAN 3HAYUTENbHbIM OTNeYaToK Ha nemnsax-
Hyto >xmBonucb Mmacaom B CeBepHoM Kutae.

OaHako nocne 1950-x roaoB TeHAEHUMA 3aUM-
CTBOBaHMA 3apybeXHbIX XYA0XKECTBEHHbIX BAVAHWI
CTONIKHY1aCb C OFPaHNYeHMAMK, MOCKObKY npeoba-
AatoLLell MOZENbIO CTana COBETCKas XXMBOMUCh Mac-
JIOM CTa/IMHCKOM 3MOXWN. ITO NPeACTaBasio cobon
OTXOZ OT NPEXHEro CUAbHOIO BAUAHMSA 3aNagHOro
NCKYCCTBa, OCOBEHHO MMMPEeCCMOHMCTOB, KOTOPOE
6bIN0 XapaKTEPHO 4151 KUTAWCKOW XMBOMUCK B Nep-
BOW nosioBMHe XX Beka.

B 1979 roay ceBepo-kuTalickas nemsaxHas
KMBOMWUCb BCTYNWAa Ha NyTb npeobpa3oBaHui,
NOANUTBLIBAEMBIV KPUTUUECKOW NEPEOLIEHKON U Hemnpu-
ATnemM KybTypHOM peBOIIOLUN 1 ee MNOCAEeACTBUA.
DTO 03HaMEHOBAaJIO Ha4yano Nepunosa, Xxapakrepusy-
FOLLLErOCs Xy0XKECTBEHHBIM OMOJIOKEHUEM U AMBEP-
cudukaumen, npeanaras 6aarofaTHyrO NoO4YBYy
419 pacuBeTa TBOPYECTBa BO MHOXECTBE Hamnpas-
NeHuni. Kutalickas )XMBOMUCb BOCMPUHSAIA BHOBb
obpeTeHHOe YyBCTBO MAtOpPanan3Ma n MHANBUAY-
aNbHOCTK, OCBOBOAMBLUNCE OT OKOB MpoLuioro [6].

JTa 3noxa OTKPbITOCTY 1 CBO6OAbLI NOByANNA XyA0XK-
HWKOB OTBaXXWUTbCA Ha HEM3BEeJaHHbIE TEPPUTOPUN,
nccneays CnekTp nepcrnekTMB M HOBAaTOPCKUX UAEN.
Takoe HeorpaHWYeHHOe UCCef0BaHMeE CO34ao cpe-
Ay ANA IKCMEepPUMEHTOB 1 3BOAOLMK B chepe nc-
KyccTBa. B cBA3n ¢ yrnybneHnem B3aMmogencramsa
CeBepHoro Kntas ¢ MMPOBbIM XyZOXECTBEHHbIM CO-
06LLeCcTBOM BOJHA MONOABIX XYAOXHWNKOB C rOTOB-
HOCTbIO BOCMPUHSANA HOBble 3apybexxHble BANAHUS,
npuaasas cBoMM paboTaM HOBble NEPCNEKTUBBI.

CnepoBaTenbHO, 3Ta 3Moxa CTana CBuaeTeneM nose-
JIEHVSA HOBbIX TEHAEHL M U NOAXOA0B B NEN3aXKHOM
SKMBOMUCK, OTPaXKarOLLNX AMHAMUYHYHO CYLLHOCTb
BPEMEHU 1 3BOJIOLMOHMPYIOLWNIA AyX XYA0XKECTBEH-
HOro CaMOBbIpPaXeHWA.

Co3zaHne HoOpMaTUBHOM MOZENN BbICLUEro XyAO-
>ecTBeHHoro obpazosaHua B CeBepHom Kntae
BO MHOIOM CBfi3aHO C BAWAHMEM COBETCKOIO UCKYC-
CTBa BO BTOpOU nosoBuHe XX Beka. B 1950-x rogax
KuTalicKoe NpaBmUTeNbCTBO NPUINAcUI0 PYyCCKOro Xy-
foxHuka KoHctaHTnHa Medogmnesnya MakcrmoBa
n ckynbntopa Hukonaa Hukonaesnya KanHayxosa
npounTath Nekuun B LieHTpanbHoM akagemun xyao-
xectB CeBepHoro Kutas.

Wx negarornyeckunii Bkaag B COUeTaHUUN C BAU-
AHWEM coumanncTnyeckoro peaamsma ns Co-
BeTckoro Coro3a M TeXHUK PYCCKMX NMepeaBuxK-
HWKOB B 3HaUMUTENbHON CTeneHn chopmmpoBau
TPaeKTOPUIO Pa3BUTUA KMTANCKOM XUBOMUCK.
Kpome Toro, metoaunka npenogasaHus lMaena lMet-
poBuuya Yuctakosa (1832-1919), ocobeHHO
B 0621aCTN pncoBaHMA, Cbirpana KAK4YeByro pob
B POPMUPOBAHNN KMTANCKOrO XyA0XECTBEHHOTO
obpazoBaHus.

CnepoBatenbHo, ¢ cepeanHbl 1980-x rogos cesep-
Has KMTaickas nersaxKHas X1BOMUCh CTana cBuae-
TeseM BO3POXAEHUSA Ky/bTYPHbIX NpeacTaBaeHNH,
OTpaXkaroLLMX rNyHboKy BOBAEYEHHOCTb XYAOXHM-
KOB B NpobieMbl KOPEeHHbIX HapOAO0B N BO3OOHO-
BMBLUMNINCA MHTEPEC K MECTHOM Ky/bType.

XyAOXHUKM, PYKOBOACTBYHOLLMECH Pa3NNUYHbBIMM
KOHLeNUMAMU N NAe0N0rMAMM, BCe Yallle JenatoTt
aKLEHT Ha MECTHbIX CtoXeTax U popmMax, oTMeyas
npeobnaaroLLyto TeHAEHLUMIO B 3BOIOLMM COBPE-
MEHHOW KUTANCKOM XXUBOMUCK. DTOT CABUT O3HAYa-
€T OTXOJ, OT UHTEHCUBHOIO N3yYeHUs1 eBPOMeNnCKnx
N POCCUNCKUX XYAOXECTBEHHbIX TPaaULUN,
NMOCKO/IbKY COBPEMEHHbIE KMTaNCKMNe XyA0XHUKN
nepeopueHTPYIOT CBOE BHMMaHMe Ha MeCTHble
XYAOXECTBEHHblEe KOPHW.

OCHOBHbIMYW MPUHLMNAMWU, NeXaL MK B OCHO-
Be TBOpYECTBa 3TUX MacCTepoB, Hblia rapMoOHU3a-
LWsA KMTaCKOrO M MHOCTPAHHOIO BAUSHWUI, CANsHNE
APEBHUX TPAAULIMIA C COBPEMEHHbBIMU 3NEMEHTAMMU.
MHorune xyAo>XHUKN, NoayumnslLme obpasoBaHue
3a rpaHuLen, CTPEMUANCE MHTErpMpoBaTh 3anaj-
Hble XYZ0XXeCTBEHHbIE YCNOBHOCTU C CYTbtO Tpaam-
LLMOHHON CeBEePHOI KUTACKOM >XmBonuck Foxya.
JTO APKO NPOAEMOHCTPUPOBAHO B XYOXECTBEH-
HbIX HAYMHAHWAX TaknxX NepcoHaxew, kak lyaH JIsH,
YxaH LaHb, Jlto Xaricy, JInHb P3HMAHL 1 APYTUX.
Mx uenb coctosna B TOM, UTOBblI HANTU TOHKUMN
H6anaHc mexay 6oraTbiM Hac/iegMeM CEBEPHOTO
KWTaMCKOro MCKYCCTBA U MHHOBALMAMM 3anagHoro
MMpPa, CMHTE3NPYA APEBHME TEXHUKN C COBPEMEH-
HbIMW OLLyLeHnaMu [6].

JIn K3XaHb cTaHOBUTCA KNHOUEBOMN GUrypoin B coxpa-
HEHWW CYLHOCTN HaLWOHaNbHOro CTUAA BOCMUTA-
Husa. Cnegys nNo cTonam cpefHEBEKOBbIX MacTEPOB,
OH 1CMnosb30BaN TexHUKY Foxya Ana nsobpaxe-
HWUA NPUPOABLI C BO3BbILLIEHHbIX PaKypCoOB, yMeno
nepepfaBas xapakTepHble nensaxun CeBepHOro
Kutasa (pwuc.1). brarogapa HenocpeACTBEHHOMY
B3aUMOAENCTBUIO C npupogon Jin KaxaHb cTpe-
MWACS TLLaTeNbHO 3aneYyaTtneTb ropbl Y PeKn CBOeWn
ceBepHol PoanHbl, NpuaaBas CBOUM nensaxam rap-
MOHWYHOE CoYeTaHne AMpu3mMa 1 AMHammnsma. IToT
XyAOXECTBEHHbIM MOAX0J OTpaxaeT ero raybokoe
noYTeHWe K NPUPOAHOI KpacoTe CBOEN POAMHLI.

Y TyaHbuXyH, Bblgatowanca urypa B MCKyccTBe
20-ro Beka, 6pocKn BbI3OB OOLLLENPUHATLIM Npes-
CTaBAEHMUAM, 3asiBUB, UTO «KUCTb U YepHUaa note-
PANV CBOK LLEHHOCTb», CUTHaZN3NPYSA O 3acToe
B Pa3BUTMM KMTaNCKOM xunonucu Moxya.

I3BeCTHbIN CBOUM AeKOpPaTUBHbLIM CTUEM,
COYeTatoLLMM BOCTOUHbIE W 3anajHble XyAoxXe-
CTBEHHble Tpaanumu, ¥ NyaHbUXyH yaensn npuno-
pUTETHOE BHMMaHWe nepegayve ClOXHbIX IMOLUN
C MOMOLLbIO APKOW NanuTpsbl LBeToB (puc.2). Ero
YHUKaNbHbIA NOAXOA K XXMBOMUCU CbIrpa KIOYEBYHO
ponb B GOPMMpPOBaHMM TPAEKTOPUN HALMOHAIbHOM
>XMBOMWUCKU, O3HAMEHOBAB 3HaUNTE/IbHYHO 3BOJIIO-
LMIO B Xy0XECTBEHHOM CaMOBbIPaXXeHMUU.

Ero Xyso>eCcTBeHHbI NOAXOA OCHOBAH Ha Tpa-
AVNLMOHHOM NpuHUMne xunsonucy Ce-u, KOTOPbIN
noAyepKMBaeT BaXKHOCTb nepesaudn cyTm u aTMo-
chepbl NpegMeTa Npu COXpaHeHUN rTMBKOro noaxo-
Ja K BHELHeMy CXOACTBY. Ero KapTuHbI, OTMeYeH-
Hble YyBCTBMTENbHOCTbIO, HAMOMMHAIOLLEN O NO3TaXx,
MacTepcku nepeAaroT oKpy>Karowmii Mup ¢ raybo-
KVMM MOATEKCTOM Tpareaunn (puc.3).

Xypo>xecTBeHHble HaunHaHnA YsHb JlaHbuu-
Ha npeacTaBAAoT cOH60M MOBOPOTHBIN MOMEHT
B Pa3BMTMM COBPEMEHHOTO KMTaNCKOrO MCKYCCTBa.
V3obpaxas Tnbet kpackamun, oH 6pocaeT BbI3OB
06bIYHOMY OPYXWIO, NPEeACTaBAAS CMOKONHbIE Nel-
3aXW, NNLLEHHbIE TUMNYHBIX TPOMOB PONBLKAOPHbIX
neceH v TaHLEB.

Vicnonb3ys YnCTbIA A3blK MaCASIHON XUBOMMKCH,
YsHb [laHbUWH NnepeHanpaBuna BHUMaHME Ha AyXOB-
HYIO M BHYTPEHHIOK CYLLHOCTb Xutenen Tubeta,
3¢ dexkTMBHO Bpocas BbI3OB Npeobaagatomum ob-
LLLeCTBEHHbIM NnpegybexxaeHnam.

Ero TBOpUecKMe HauMHaHMA HaxoAAT rnyboKuin
OTK/MK B OBLUMPHOM MHUM KUTaiCKON Nel3ax-
HOM XXMBOMUCK, TPAAMLIUK, KYbTUBUPOBABLUENCS
BeKaMM, XxapakTepu3yroLlencs pazHoobpasHbIMK
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LUKOJIaMU W Pa3BMBAIOLLIMMUCS TEHAEHLMAMM, Kaxaas
N3 KOTOPbIX MPUBHOCUT CBOU OTNYUTENbHbIE
CTUIN U METOL0/IOTUN.

DBOIOLNSA CEBEPHON KUTAUCKOW Mer3axXHOoM
>KMBOMUCK B €e COBPEMEeHHY GopMy oTpaxkaeT
rnybokoe BAVsIHWE MONNTUYECKUX U COLMabHO-
3KOHOMMYECKUX Npeobpa3oBaHNiA BTOPON MNONOBUHI
XX Beka. TV CABUIU, HA KOTOPbIe B 3HAYUTEbHON
CTeneHn NoBAMANMN 3apybexkHble B3anMoAEeNCTBUSA,
ocobeHHo u3 EBponebl, CoBetckoro Cotosa 1 Ano-
HWW, NOCAYXWUAW ONpesensrowumMm MOMEHTOM B pas-
BUTUM nckycctea B CesepHom Kutae [9].

B 3TOM AMHaMUYHOI cpese MHOTME XYA0XXHUKM
nepeHanpasuIn CBOE BHUMaHWe Ha ajbTepHaTUB-
Hble CTUAW W HamnpaBJEHUS XMUBOMUCK, TEM ca-
MbIM W3MEHWB TPAEKTOPUIO Pa3BUTUS Nen3axHON
XMBOMUCU. Ha npoTaxkeHWn BCeN CBOEN NUCTOPUU
KuTanckasa nemsaxkHas >XMBonuck bbiia ceunjerte-
NeM pacuBeTa Pas/IMUHbIX LLIKOJ U TEYEHUN, KaXKa0e
N3 KOTOPbIX MPUBHOCK/IO B CBOM BU3YyasibHbIN C/10-
Bapb pPa3/MUHbIe XyLOXECTBEHHbIE CTUIN, TEXHWKM
1 dopManbHble 3EMEHTHI.

Yxogasuiee KOPHAMU B TPaAULMIO, BOCXOAALLYHO
K AvHactm CyH, 3T0 boraToe XyA0XeCTBeHHOe Hacne-
Ave coxpaHuaoch baarogaps NpakTMyeckum MHHO-
BaLMAM M TEOPETUYECKUM UCCeL0BaHMAM MOKO-
NEHWM XyA0XHNKOB, 06pasys LLeNOCTHYIO CUCTEMY
TpagMLUmMiA Ner3axKHOM XMBONUCK, NepesaBaeMblx
N3 OZHOM 3MOXUN B APYTYHO.

ABV>XKMMble BANAHMEM 3apybexKHbIX TpaauLni
n npoueccamu rnobanmsaumm, kutackme Mmacre-
pa ne3axa NpeanpuUHANN NOMbITKY a4anTupoBsaTb
HaLMOHaNbHOE NCKYCCTBO K COBPEMEHHbBIM YC0BU-
AM. HekoTopble XyAOXHUKU CTPEMUANCH CMeLlaThb
BOCTOUHbIE W 3anajHble XMBOMMWCHbIE TPaaMLIUW,
WHTErpupys TexHuky foxya ¢ coBpeMeHHbIMY NoA-

xofamu. Yepnas BLOXHOBEHMWE B MPUPOAHON Kpa-
COTe CEBEPHON POAMHBI N CAMOBBITHOCTM HaLmy,
OHW 3KCNEPUMEHTUPOBAAN C TPAANULNOHHbBIMU
MaTepuanamu 1 MeToAamu.

B To Bpemsa kak HekoTOpble MpeAnoYan NOAHO-
CTbO AUCTAHLMPOBATbCA OT TPAAMLMOHHbBIX OCHOB
>XXMBOMWUCHK, Apyrve NoATBEPANAN CBOKO NMpUBeEp-
>XEHHOCTb HaLMOHabHbIM MAeanaM, CTPEMACH NPO-
ABUraTb KUTaNCKoOe UCKYCCTBO B COBPEMEHHOM
KOHTeKCTe. 3TV pa3HoobpasHble NPOeKTbl OTpaxa-
+OT r1yboKOe CTpemieHre KUTaNCKUX XYAOXKHUKOB
OPVEHTMPOBATLCA W BHEAPATb MHHOBALMW B YCIO-
BMAX MEHSIOLLMXCA TNOBanbHbIX BAUSHWUNA, OTKPbI-
BaA HOoBble GOPMbI BbIpaXXeHUs 1 MHTepnpeTauum
CBOEro Xy 0XeCTBEHHOro Hacneauns.

Bo3podkaeHune TpaauLmii Nen3aXKHoN XXMBOMUCH,
BbI3BAHHOE CHATMEM MOJIUTUYECKMX OrpaHNUYEeHN
M OTKa3oM OT MOJANTUYECKNUX MOTUBOB, CNOCO6-
CTBOBaJIO pa3HOObpa3nto B BbIGOpe XXMBOMUCHBIX
[MHCTPYMEHTOB M TEXHUK.

MHHOBaLMOHHbIE TEHAEHLMN B COUYETaHUM
C COXpPaHEHNEM U NMPOAOIKEHNEM HALMOHaAbHbIX
>KMBOMUCHBIX TPAAULMIA NOAYEPKUBAKOT Pa3HOOb-
pasvie TBOPUYECKNX METOAOB, UCMOJb3YEMbIX XYAOXK-
HUKaMUW. TN yCUAMA, OTpaxarLine cTpeMaeHne
MOAEPHN3NPOBATb HaLMOHa/bHbIA CTUAb U NpPU-
BHECTWU B XXWBOMMUCb 3/1eMEHTbI HAaLMOHaNbHOM
Nno33un U Kanaurpadum, xapakTepmusyroT nemnsax-
HYHO XXMBOMUCb BTOPOW NOJ0BUHbI XX BeKa, OKa3bl-
Bas BAWAHME Ha COBPEMEHHOE MCKYCCTBO.

Taknm obpa3om, ucnosib3oBaHWe 3anagHbiX
MaTtepuanos xygoxHukamn CesepHoro Kutas
419 N306padkeHNs HaLMOHabHbIX TEM U CHOXKETOB
WANKOCTPUPYET BANSIHWE NPOHUKHOBEHWS €BpONnei-
CKOW Mac/IiHOM XXMBOMUCU B KUTANCKYHO Men3ax-
HYIO XMBOMUCh B TeueHne XX Beka.
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SYMBOLISM OF THE THREE FRIENDS
OF WINTER PLANT MOTIF ON THE TRADITIONAL
CHINESE WHITE AND BLUE QING HUA Cl PORCELAIN

Summary: The Three Friends of Winter are symbolic
plants in Chinese culture. With the development of
the Three Friends of Winter motif in Chinese painting,
similar images began to be created in the decorative
patterns of ancient Chinese porcelain. The article explores

The composition Three Friends of Winter ($Z£=%)
is a traditional motif in Chinese art that has its own sym-
bolic meaning; it is also present on porcelain.
The composition comprises a pine tree (an ever-
green tree), a bamboo tree (a symbol of a noble
man), and a plum tree, embodying high morality.
In cold winter, these three plants retain vital ener-
gy; therefore, they are symbols of perseverance
and nobility of spirit in Chinese culture, giving the mo-
tif its name, the Three Friends of Winter.

The pine, bamboo, and blossoming plum are
typical plants with symbolic meaning in Chinese
art. In Chinese literature and painting, there are two
ways of expressing feelings, which are called 1&491F718,

III.1. Song Dynasty, Zhao Mengjian, The Three Friends
of Winter & =%, 24,3 cmx23,3 cm, Chinese painting,
the National Palace Museum, Taipei
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the symbolism and artistic value of the Three Friends
of Winter on the example of the decorative patterns
of Chinese porcelain.

Keywords: ancient China, porcelain, plants, symbolism

that is expressing the author’s feelings through
depicting objects or landscapes, and B1&EF 4, which
means the author puts their feelings into concrete
objects or events. Traditionally, pine, bamboo, and plum
are such objects that serve the purpose of ex-
pressing the author's feelings or ideas. In Chine-
se culture, they are believed to not be afraid
of the cold and maintain vitality in difficult con-
ditions. On the one hand, they represent people
with noble character and those who live positively
without fear or difficulties, and on the other hand,
artists usually praise their strong vitality through
various artistic means.

Pine, bamboo, and plum are very popular sub-
jects in Chinese painting. Artists used their images
to depict noble men. Pine trees were often depicted
in murals as early as the Tang Dynasty (7'th century),
and in later times, they often appeared in traditional
Chinese landscapes. Bamboo first became an inde-
pendent image owing to an artist of the 11'th cen-
tury, Wen Tong, who founded the Huzhou school
G #iR) and developed bamboo painting into
a separate direction (Z7). Moreover, plum blos-
soms, or more precisely, plum painting (4§, “plum
painted in ink"), is a very significant stylistic and the-
matic direction of Chinese painting, the final design
of which can be attributed to the 11'th century;

it is connected with the work of artist Yang Wujiu,
who inspired many other masters. At the same time,
the composition of three plants was proposed by ar-
tist Zhao Mengjian in the 13'th century, giving rise to
the Three Friends of Winter motif in Chinese art (ill.1).

In Chinese decorative art, influenced by Chinese
painting, images of pine trees, bamboo, and plum
blossoms were also widely used. The Three Friends
of Winter decorative motif, sometimes picturing
stones or cypress trees instead of plum or pine trees
to form the image of the Three Friends of Winter,
was often used in the ancient Chinese Qing Hua Ci
porcelain. This decorative motif had numerous artistic
uses in the Qing Hua Ci porcelain. It is found in dif-
ferent variations, as a separate motif, or in combi-
nation with other patterns; the composition may
also vary. In all cases, plants symbolise high mo-
ral qualities, perseverance, and strength of charac-
ter. The historical period, covering the Yuan, Ming,
and Qing eras from the 13'th to the 20'th centuries,
when the Qing Hua Ci porcelain continued its de-
velopment and was influenced by classical painting,
was quite long. At each stage of development, por-
celain makers followed different trends when de-
picting pine, bamboo, and plum blossoms on Qing
Hua Ci products. The deep symbolism of the pat-
terns gave the blue and white Qing Hua Ci porce-
lain great cultural significance and earned the love
of the Chinese nobility and common people.

The decorative art of the Qing Hua Ci porcelain
from the 13'th to the 20'th centuries is most artis-
tically valuable. Let us consider the decorative pat-
terns on porcelain from individual historical stages
and analyse their evolution and symbolic meaning.

During the Yuan Dynasty (1279-1368), decorati-
ons depicting the Three Friends of the Year were ma-
de both in state pottery workshops (where porcelain
was made to order from the nobility) and in private
ones (where porcelain products were made for or-
dinary people). Mostly these were glasses with high
stems, vases, and jugs. The decor made in state pot-
tery workshops was highly detailed, while the decor
made in private pottery workshops was often crudely
graphic and contained less detail. The Qing Hua Ci
porcelain of the Yuan Dynasty in the style of the
Three Friends of Winter was decorated with a pine
tree, two branches of a blossoming plum, two bam-
boos, empty space with stones in which the pine
tree is bending freely, and pine needles are sharp.
Bamboo is straight and upright; bamboo joints
are thin in the middle and thick at both ends, and bam-

boo leaves are wide and thick. Plum branches we-
re drawn without leaves, covered with flowers,
often with five petals on each (ill.2).

The Three Friends of Winter motif was popu-
lar on the Ming-era Qing Hua Ci porcelain (ill.3).
At the same time, the porcelain of early and mid-
dle Ming is quite different. The early Ming Dy-
nasty is best represented by the Hongwu period
(1368-1398, reign of the Hongwu Emperor of the
Ming Dynasty) and the Yongle period (1402-1424,
reign of the Yongle Emperor, Ming Dynasty), which
feature 14'th-century decorative motifs general-
ly characteristic of the Yuan Dynasty; however,
the patterns are more concise and not burdened with
unnecessary details. The pine tree is the main ob-
ject in the composition; the needles on the branches
of the pine trees were drawn more densely, some-
times depicted in bunches. Plum blossoms are ar-
ranged in an orderly manner and are often blurred.
The touching contours of all flowers are a distincti-
ve feature of the image of plum flowers. By the be-
ginning of the 15'th century, there was a desire for
greater simplicity and naturalness in the decorative
patterns of porcelain. Thus, pine branches were dra-
wn thinner, and needles were drawn in bunch-
es. The bamboo stems were also drawn very deli-
cately. Plum flowers on branches that were drawn
sparse and small looked very elegant on porcelain
of this period. The mid- and late-Ming Dynasty

[1l.2. Yuan Dynasty. Porcelain decoration, The Three Friends
of Winter.
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lIl.3. Yuan Dynasty. Porcelain decoration, The Three Friends
of Winter.

is best represented by works from the Chenhua period
(1464-1487), reign of Emperor Chenhua, Ming Dy-
nasty) and the Wanli period (1572-1620, reign of Em-
peror Wanli, Ming Dynasty), in which decorative
motifs of the late 15'th century have very fine lines
and a two-line inking and colour fill method were

lIl.4. Qing Dynasty. Porcelain decoration, The Three Friends
of Winter.

used. Pine needles are shaped like clusters, cross-
shaped. Bamboo leaves are very small and outlined
with double lines. Plum flowers are also very small.
Decorative motifs on porcelain during the Wanli
reign were often independent works that con-
tained a narrative element. For example, the plot
pictured an admiration of plum blossoms while
sitting under the canopy of a pine tree. The pine
needles were drawn big, and the bamboo stems
were large and rough, devoid of the grace of earlier
paintings.

The frequency of occurrence of the Three Friends
motif on the Qing Hua Ci porcelain during the Qing
Dynasty was lower than during the Ming Dynas-
ty. At this time, the Three Friends of Winter (pine,
bamboo, and plum motifs) are best represented by
the products of the mid-Qing Dynasty (1661-1796)
(ill.4). The decorative motifs of this time are realis-
tic in style and completely different from previous
periods. Pines were generally drawn as very thick
and strong, while bamboo was long and leafy. Plum
blossoms were often replaced by entire plum trees;
both with buds and delicate blossoms in full bloom,
they were commonly used in conjunction with aus-
picious motifs.

Thus, the Three Friends of Winter (52 =%) motif
on the Qing Hua Ci porcelain evolved and changed
in each period; however, its symbolism remained
the same. Chinese culture and artistic creativity
are characterised by allegories and the desire
to express feelings through the depiction of objects.
On the one hand, the combination of pine trees,
bamboo, and plum blossoms in the decoration sym-
bolises the noble and strong spirit of Chinese art
and culture, and on the other hand, it praises peop-
le with noble character. The decorative motifs
of traditional Chinese blue and white the Qing Hua Ci
porcelain are carriers of Chinese culture, which
is an important reason for the popularity and preser-
vation of its tradition over the centuries.
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CUMBOJIMKA PACTUTEJZIBHOTO MOTIKBA
«TPW APYTA XONOAHOW 31Mbl» B BEJIO-CUHEM
OAPOOPE UMHXYA TPAANUNOHHOIO KNTAA

AHHOMAyus: 1N KUTaNCKOMR KyAbTypbl U XYAOXKECTBEH-
HOrO TBOPYECTBA XapaKTepHbl alNeropumn u cTpemaeHmne
K BbIP@XEHMIO YyBCTBa Yepes n3obpaxkeHve Bellent. B cra-
Tbe paccMaTpPUBaAETCA KOMMO3ULMA «TPU APYra XONOAHOM
3UMbI» (KUT. Cyl XaHb caHe 10, ZFE=K) — TpagnunoH-
HbIA MOTMB KWUTaWCKOrO UCKYCCTBA, MMEIOLMIA CBOE CUM-
BOJIMYECKOE 3HaUYeHWe M MPUCYTCTBYIOLWMIA, B TOM UMCTE,

Komnosumumsa «Tpu gpyra XoNo4HOM 3UMbI» (KUT.
cyli XaHb caHb 10, T =K) — TPagNLMNOHHbIA MOTVB
KMTaCKOro UCKyCCTBa, UMEIOLWUIA CBOE CUMBOIM-
Yyeckoe 3HaueHune 1 NPUCYTCTBYHOLLNIA, B TOM UNC-
ne, n Ha dapdope. Komnosnuna npeacrasaseT
13 ceba n3obpaxkeHHble BMeCTe COCHY (BeuHo3ene-
Hoe AepeBo), 6ambyk (cMBOA 6a1aropoaHOro Myxa),
Y CIVBY, BOMJIOLLAIOLLYHO BbICOKYH HPaBCTBEHHOCTb.
B xonoaHoe 31MHee Bpems 3TW TpW pacTeHUs CO-
XPaHSHOT XXM3HEHHYH S3HEPTUIO, Y MOTOMY B KUTa-
CKOW Ky/bType fIBASAOTCA CUMMBOJAMUN CTONKOCTHU
1 BnaropoacTsa Ayxa, YTo 1 Jano MOTUBY ero Has-
BaHWE «TPW Apyra XONOAHON 3UMbI».

CocHe, 6aMbyky 1 camBe B KUTACKOM MNCKYC-
CTBe NpuaaeTca ocoboe 3HaueHue. B kutarickon
NnTepaType 1 XUBOMUCK PasnyatoT ABa LWNPOKO
NCMOAb3yeMbIX MOAX0Aa K XyAOXECTBEHHOMY Bbl-
paxeHuo — yse y wy yuH (FEFIFFIH), 1.e. BoIpaxe-
HWe UyBCTB aBTOpa Yepes NpesMeT Uau nersax,
v ol yuH ol y (O000), T.e. BKNajbiBaHME YyBCTB
aBTOpa B KOHKPETHbIN M306paxkaeMblii NpeameT
nam cobbitme. TpaZMLIMOHHO COCHa, bambyk 1 cavBa
ABASOTCA TaKUMU NpegMeTamu, Cay>Kalumm Leam
BbIPaXXeHWUs YyBCTB WM WAEN aBTopa. B kntackon
Ky/IbType CUMTAETCs, UTO OHU He 6OATCS MOPO30B

n Ha dapdope. Komnosmumm 13 cocHel, 6ambyka u Le-
TOB C/IMBbI B A€KOPE, C OAHOWN CTOPOHbI, CUMBOAN3NPY-
0T 671arOPOAHBIN N CUABHBIN AyX KMTAaNCKOFO MCKYCCTBa
W KyJIbTYypbl, @ C APYrOoil — BOCXBaANOT NtoAel ¢ bnaro-
POAHbIM XapaKTepoM.

Kntouesele cnoea: ppeBHuii Kutai, dapdpop, pacteHus,
CUMBOJIKA.

1 obnasatoT 6OMLLION XXMHEHHOW SHEPTUEN, KOTO-
PYHO OHU COXPaHSOT Aaxe B CaMbIX CypPOBbIX YC0BU-
Ax. C OZAHOWM CTOPOHbI, OHW MOTYT CUMBOAN3MPOBATh
61aropoHOro 1 BbICOKOHPABCTBEHHOTO YE/10BEKa,
KOTOpPbIV He TepsieT NPUCYTCTBMA AyXa B TAXEON
cntyaummn. C Apyrom CTOPOHbI, KUTanckme XyAox-
HUKM TakxXe Ntobnam BOCxBanAaTb Xu3Henrobue
CaMuX pacTeHnn B CBOEM TBOPUECTBE.

Takum obpaszom, cocHa, bambyk n camBa —
n3nt061eHHblE MOTMBbI KUTAaNCKOM TPaAULIMOHHOM
xusonucy. Mpu nx NOMOLLM TakKe co3gaBancs 06ank
6naropogHoro myxa. CoCHbI y>Ke B TaHCKYHO 3MoXy,
B VIl B., 4acto n3obpaxanncb B HaCTEHHbIX POC-
MUCAX, M BNOCAEACTBUN CTanu NONYASPHbI U B NeW-
3axke waHswyl. bambyk BnepBble CTan caMoCTo-
ATeNbHbIM NpeaMeToM M3obpaxeHus baarogaps
xyfoxHuky Xl B. BaHb TyHy, AaBLUeMy Hayano Xyuxo-
yckol wkone (kuT. Xyuxoy uxy nad, N 47iK)
1 6amMOyKy KaK OTAe/NbHOMY HamnpaBAEHWUIO B XXMBO-
e — Mo-uxy (kut. Z47). LiBeTbl cavBbl — a Tou-
Hee, XW1BOMWUCb CNNBbLI, MO-M3U (KuT. =48, gocn.
«CNINBA, HAPUCOBAHHAaA TYLLbIO») — TaKXe OYeHb
3HaYMMOe CTUANCTUKO-TeMATMUYeCKoe HanpasJe-
HMe KUTaCKOMN XXMBOMUCK, OKOHYaTeIbHOE OPOPM-
JleHre KOTOpOoro MoXHo oTHectu K XI B. 1 cBA3aTb
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C TBOPYECTBOM XYZAOXHMKa AH Y30, BAOXHOBU-
BLUEro MHOTUX ApPYrux mactepos. Komnosunuma
N3 TPex pacTeHU OAHOBPEMEHHO Bblna NpessioxeHa
B XIII B. Xyflo)XHMKOM Y>kao M3HU3AaHEeM, 4To U Ja-
J10 Hayano MOTUBY «TPW ApYyra XONOAHON 3UMbI»
B KMTaNCKOM unckycctse (nan.1).

Moa BANSIHWEM XMBOMKUCK, 06pa3bl COCHbI, Ham-
byKa 1 LBeTyLLEN CAMBbLI Tak>Ke Hayaaum UCNonb-
30BaTbCs B KMTAWCKOM J,eKOPaTUBHO-MPUKIAAHOM
nckycctee. Tak, B 6eno-cuHem dapodope LnHxya
(knT. BTEE, yuHxya-ysel, [ocn. «papdop ¢ CUHUMU
LBEeTaMM») 4acTo BCTpeyanacb KOMMNO3NLMA «Tpn
Apyra XonoAHow 3uMebl». IHorga cocHa nav camea
B COCTaBe KOMMO3MLUN MOTIN 3aMeHATbCSA Knna-
PUCOM UK KaMHeM. Y paccMaTprBaemMoro gekopa-
TUBHOro MoTMBa B papdope LiMHXya HaLNOCb MHO-
XecTBO NpuMeHeHnn. OH BCTpeyaeTcs B pasHbIX
Bapuaumax, Kak OTAeNbHbIN MOTUB, AN B COYETaHUU
C APYTMMM y30paMu, pa3inyatbCca MOXET W caMa
Komnosuuma. Bo Bcex cayvasax pacTeHns CMMBOV-
3VPYHOT BbICOKME MOpPaJ/ibHble KaYecTBa Y CTOMKOCTb,
cuny xapakrtepa. Victopuuecknin nepnog, oxeatbl-
Batow M anoxm K0aHb, MuH un Linn, ¢ XIll no XX BB,
korga dapdop umHxya NpoAoKaa CBOE pa3BUTUE
N HaXOAWACA NMOJ BANSHUEM KNACCUYECKON XMNBO-
MWCK, AOCTaTOUYHO ANNTENbHBIN, M Ha KaXA0M 3Tane
pa3BuTMa MacTepa-co3sgatenn papdopa cregosa-
/N pasHbIM TEHAEHLMAM NPU N306paXKeHNM COCHBbI,
H6ambyka 1 LBeTYyLLEN CMBbI Ha U3eANAX LIMHXYa.
Fny6okunii cMMBOIM3M Y30pOB Npuaan b6eno-cuHe-
My dapdopy LMHXya 6OAbLLYHO KyAbTYPHYH 3HaUn-
MOCTb W 3aCAy>XXua eMy H060Bb KMTAUCKON 3HATK
M NPOCTOro Hapoja.

HanbonbLuyto XyA0XeCTBEHHYHO LLeHHOCTb KaK Ae-
KOpaTMBHO-MPUKIaAHOE NCKYCCTBO UMEROT n3ge-
ava yuuxya XlII-XX BB. PaccmMoTpuM fekopaTuBHble
y30pbl Ha bappope OTAENbHbIX UCTOPUYECKUX 3Ta-
MOB W NPOaHaAN3MpyeM X 3BONHOLIMIO U CUMBOIV-
yeckoe 3Ha4veHwue.

B anoxy K0aHb KOMMO3ULMA «TpU Apyra Xo-
NOAHOW 3UMbI» BCTpPeYaeTca Kak Ha n3genunsx
Ka3eHHbIX FOHYapHbIX MacTepckmx (rae genanca dap-
¢dop Mo 3akasy 3HaTW), Tak M B YaCTHbIX MacTepPCKMX
(rae nsrotaBamBannch bapdoposblie nsgenns ana
npocTbix Atogen). MpenmyectBeHHO 370 6biin 60-
Kafbl Ha BbICOKOW HOXKe, Ba3bl U KyBLUUHbI. V3aenus,
M3roTaBANBaBLUMECH B Ka3eHHbIX TOHYapHbIX MacTep-
CKUNX, OTAIMYaANCh TOHKOW ieTanun3aLmen, Toraa kak dap-
dOp 13 YacCTHbIX rOHYapHbIX 6611 Bosee rpyb, a y3o0-
pbl 06bIYHO 6bINN MEHee NOAPOOBHO NPOPUCOBaHBI.
Komnosunumsa «Tpu gpyra Xon04HOW 3UMbI» 3MOXN
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FOaHb — 37O, Kak NpaBuaO, n30bpaxeHne OAHOro
JepeBa COCHblI, IByX BETOK LiBETYLLEN CIMBbI U ABYX
ctebneli 6ambyka, Npy 3TOM KOMMNO3MLUMA MOTA1a A0-
MOIHATLCA KaMHAMM, COCHbI M306paXxanncb U3or-
HYTBIMW, C OCTPbIMU UTOAKaMU-TUCTbAMU. Bambyk
pucoBasnca NPAMbIM, YTOHYAOLWMMCA B cepegmnHe
cTeb1s, C KPYMNHBbIMU LUMPOKUMU ANCTbAMU. BeTBK
CNMBbI pUCOBannCb 6e3 NNCTbEB, MOKPLITbIMY LiBETa-
MW, YaCTO C MATbIO NEeNecTKamMm Ha KaXKaoM (Mnn.2).

MoOTUB «TpKn Apyra XON0AHON 31UMbI» BblA MO-
nynapeH Ha dapdope umHxya anoxm MuH (nnn.3).
Mpw atom dapdop paHHen n cpeaHen MuH gocra-
TOUHO CUBbHO OTANYaeTcs. I3 paHHero MMHCKOro
dapdopa unHxya Hanbosee npumevaTenbHbl U3-
aenvia nepuoga npasneHns XyHby (1368-1398 rr.)
1 FOHA3 (1402-1424 rr.). JekopatnBHble moTuBbl XIV B,
B LLeJIOM, COXPaHAIT XapaKTepHble 0COBEeHHOCTH,
KOTOpble BblAN TUMNYHBI eLLe Ans taHbckoro dap-
¢dopa, Ho nNpu 3ToM Boslee NaKOHWNYHbI U He yTs-
XeneHbl INWHUMU feTansaimu. FnaBHOW B KOMMNO3K-
LN ABNSETCA COCHA, MPW 3TOM UFOJIKM Ha BeTKax
COCeH pucoBanncb boaee NJAOTHO, MHOTrAa U306pa-
>anancb nyvkamu. LiBeTbl camBbl pacnonaraancb
Ha BeTKax CMB ynopaso4eHHo, HO bonee pa3masa-
HO. OTANYNTENBHON 0COBEHHOCTLIO M306paXxeHns
LIBETOB C/IVBbI AB/IAIOTCA COMNPUKacatoLLmecs KOHTY-
pbl Bcex LUBeTkoB. K Havany XV B. B eKOpPaTUBHbIX
y3opax pappopa HaMeTUAOCh CTpeMeHne K 60b-
e NPOCTOTE M eCTeCTBEHHOCTU M300paxeHus.
Tak, BETKM COCEH pUcoBanncb 6osee TOHKUMU,
a uronkn — nydkamu. Ctebam 6ambyka Takxe puco-
BaJINCb OYeHb TOHKO. OUeHb M3ALLHO BbIFNAAeN
Ha dapdope 3TOro neproga uBeTbl CANBbI HA BET-
Kax, KOTOopble PUCOBaINCh PeAKUMM N MaNeHbKM-
mMun. CpesHaAa 1 No3aHAa MWH HamayJLle BCero npea-
CTaB/ieHa V3gennaMun nepmuosa npasaeHmsa YsHxya
(1464-1487 rr.) u Banbau (1572-1620 rr.). OTanum-
TeNbHasa 0COBEHHOCTb AeKOpaTUBHbIX y30poB Gapdo-
pa LuHxya BTOPOM NoaoBuHbl XV B. — upe3BblyaiiHas
TOHKOCTb IMHWUIA 1N UCNONb30BaHNe MeToza ABONHO-
ro KOHTypa C NocneAyoLMM 3akpalunsaHuem. ron-
KW COCeH M30Hpaxkanncb nyykamu, KpectoobpasHo.
JNlnctbs 6ambyka pucoBanncb MaieHbKUMM, HO C UC-
MoJ/ib30BaHNEM ABOMHOrO KOHTypa. Takxe o4YeHb
MasieHbKUMW BblNN U LiBETbI CVBBI. lekopaTnBHble
MoTuBbl dapdopa neprosa npasieHus BaHban yac-
TO 6bIIN CaMOCTOATENbHBIMU NMPON3BEAEHNAMMN,
B KOTOPbIX Obl1 31€MEHT NOBECTBOBaHWA — Hamnpw-
Mep, 06bIrpbIBaACA CIOXET C NtobOBaHWEM LiBETaMU
CBbI CUAA NOJ CEHbIO COCHbI. MIroakn coceH pmnco-
BaAnCb 6obwnMK, cTebm bambyka — KpPyMHbIMK

1 rpyboBaTbiMU, NNLLIEHHBIMU U3siLLecTBa 6onee paH-
HUX POCMNCEN.

B anoxy LinH koMno3numa «Tpu agpyra Xono4-
HOW 31MMbl» pexe NUCMOoJb30Baach ANs yKpaLleHus
dapdopa NoO CpaBHEHUIO C MUHCKMM MEPUOAOM.
Hanbonee penpe3seHTaTUBHbI C TOUKM 3PEHUS pac-
TUTEIbHOTO MOTUBA «TPU Apyra 3uMbl» (COCHa-b6am-
byK-cnmBa) nsgenvs cpeaHen LluH — 1661-1796 rr.
(nn.4). lekopaTuBHbIe Y30Pbl 3TOrO BPEMEHW COBEpP-
LUEHHO OTANYArOTCA MO CTUAKO OT NPeALLECTBYHOLLMX
nepvosoB 1 6osee peaanctnuHbl. CocHbI, Kak npa-
BWJI0, PUCOBAANCh MacCMBHbIMU, 6aMByK — TOHKO,
C ANMHHBIMW KONEHLLAMW U TYCTOMR, MbILLUHOW ANCTBOM.
CnnBa yacTo NprcyTCTBOBaAa B KOMMO3ULMM HE B BU-
Je AepeBa, HO B BMAe BYTOHOB M y>Xe pacnycTus-
LUIMXCHA LBETOB B CONPOBOXAEHUN Bnaronoxena-
TeNbHbIX OPHaMEHTOB.

WTaK, eKkopaTUBHbIN Y30p «Tpu ApYra XOJA04HOM
31MMbI» Ha dapdope LmHXya pa3BuBaACa U MEHANCS
Ha KaXZ0M UCTOPUYECKOM 3Tare, HO ero CMMBOJIN-
yeckoe 3HaueHWe 0CTaBaNoCb HeM3MEHHbIM. s Ku-
TaNCKOW KyJbTypbl U XyAOXECTBEHHOIO TBOPYECTBA
XapaKTepHbl asieropun n cTpemsieHne K Bbipaxe-
HUWIO YyBCTBa Yepes n3obpaxkeHue Belein. Komnosun-
LN 13 COCHBbI, bambyka 1 LIBETOB CANBBI B AEKOPE,
C OAHOW CTOPOHbI, CUMBOJIU3NPYIOT 61aropoAHbIN
W CUJIbHBIA JyX KATANCKOTO UCKYCCTBA U KYJbTypbl,
a C Apyron — BOCXBANSIOT ItOAEN C 61aroposHbIM
xapaktepom. [lekopaTMBHble MOTMBbI TPaAULNOH-
HOro KMTancKoro cnHe-6enoro papdopa LUHxXya
ABAAOTCA HOCUTENSMU KUTANCKOW KYAbTYpbl,
4TO AIBASAETCA BaXXHOW MPUUYMHON NONYNAPHOCTU
N COXPaHEeHUs ero TpaguLnM Ha NPOTAXKEHUN
CTONETUI.
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THEMATIC SCULPTURES
IN CHINESE NATIONAL ART EXHIBITIONS
SINCE THE REFORM AND OPENING-UP

Summary: The All-China National Art Exhibition,
serving as a platform to showcase masterpieces
from various art disciplines within the national art
system since the establishment of New China in 1949,
remains one of the most large-scale, prestigious, and
significant events in the art world, that attracts a vast
number of participants. Sculpture is an important sec-
tion of the Exhibition, and the works displayed over dif-
ferent years reflect the progression of the New China
art. Thematic sculpture constitutes an essential seg-
ment of sculptural work, especially in the present
day, as thematic sculpture in China is liberating itself
from the constraints of political service and beco-
ming more diversified in terms of theme selection,
style, materials, and methods of conveying the
artist’s intent. Therefore, the analysis and summarizati-
on of thematic sculpture at the National Art Exhibition
holds particular importance for the systematic study
of Chinese sculpture in general.

The All-China National Art Exhibition is an art
exhibition that is held jointly by the PRC's Ministry
of Culture and Tourism and the China Artists Asso-
ciation. The coordination of each Exhibition, from
preparation, selection, and presentation, is performed
according to the state-specified procedure. The Exhi-
bition is a national project aimed at the develop-
ment of art and the presentation of major trends
and is held regularly. Thematic sculpture refers
to sculpture where the author uses different
the forms and means of expression to depict a cer-
tain theme, usually relating to areas such as politics,
sociology, psychology, history, philosophy, while
exploring various forms, materials, and styles of sculp-

36

This article analyzes the theme and expression of
thematic sculpture pieces exhibited at the National Art
Exhibition after the beginning of the Reform and Open-
ing-up period in the late 1970's. The specific characteristics
of the sculpture and the reasons behind them are explored,
summarized and classified. We aspire that this will not only
contribute to the existing theoretical literature on the-
matic sculpture and provide guidance for creative prac-
tice, but also have methodological and referential value
in the study of thematic art in general. It also delivers
a comprehensive summary, analysis, and interdisciplinary
study of the diversity of thematic sculpture, integrating
the methods of art history and sociology, which will aid
in structuring and enhancing our understanding of the va-
ried creative approaches employed in the creation of the-
matic sculpture. We hope this study holds both theoreti-
cal and practical significance.

Keywords: All-China National Art Exhibition, themat-
ic sculpture, sculpture, sculpture, national theme, figura-
tive sculpture, xie-yi.

ture. This process demands the author to interpret
the theme while conveying his or her ideas, feel-
ings, and views through appropriate means of ex-
pression. The themes of thematic sculpture at
the National Art Exhibition are an important factor
that determines the overall framework of the sculp-
tural form. The factors listed above serve the form,
while the form of sculpture serves the theme.
The form of thematic sculpture is refined and cre-
ated by the sculptor in the process of conceptua-
lizing the theme. It aids in the interpretation of the the-
me and reflects the creator's perspective and view-
point, serving as a crucial aspect of the expressive-
ness of the sculptural piece.

1. THE SIGNIFICANCE AND VALUE OF THEMATIC
SCULPTURE IN THE NATIONAL ART EXHIBITION

The thematic sculptures displayed at the Nation-
al Art Exhibition are essential for promoting tradi-
tional Chinese culture and bringing public attention
to important social issues. They stimulate social pro-
gress, increase openness and tolerance in society,
and have aesthetic and emotional value for the view-
er. Additionally, these works of sculpture are of great
socio-cultural significance. Firstly, they often docu-
ment historical figures, events, even the spirit of the era
in material form, evoking a sense of national pride
and memory. Secondly, they constitute an interpre-
tation of history and reflect the ideals and values
of the author. Finally, amidst the constant chan-
ges that society undergoes, the authors of thema-
tic sculpture continue to experiment with the forms
and materials of sculpture, enriching and expand-
ing its language.

The themes of the sculptures at the National
Art Exhibition have evolved over time, influenced
by new artistic trends in the country and the chang-
ing social landscape. As China entered the Reform
era in the late 1970's and encountered globaliza-
tion and cultural diversity, Chinese sculpture start-
ed to gain recognition on the international stage.
Some sculptors, while actively engaging in intercul-
tural dialogue and showcasing their works overseas,
produced pieces with unique national traits or on sub-
jects pertinent to China of that period. This has sig-
nificantly enriched the world of Chinese sculpture.
In the 21'st century, with the deepening of Reform
and Opening-up policies and the ongoing advance-
ment of the cultural sphere, the thematic sculpture in
the National Art Exhibition has become more and mo-
re important to enhance China’s “soft power” and en-
rich culture in the new era.

The thematic sculpture works presented at the Na-
tional Art Exhibition are notable for their clarity
in interpreting theme, genre, and narrative, as well
as the clear differentiation between primary and se-
condary elements, and the expressiveness of the
depicted characters. Generally speaking, sculpture
on social and historical themes is represented
in the history of global art extensively and consti-
tutes a significant part of it, appearing in the cul-
ture of all nations.

These works serve as a reflection of the nation's
culture and the challenges it confronts, holding
significant importance in expressing the national spirit

ll.1. Zhang Dedi. Day and Night. White marble. 1984

or portraying a specific historical period. Furthermore,
there are sculptures dedicated to pivotal aspects
of human existence, and their content similarly mir-
rors the culture of their respective eras. Currently,
thematic sculpture in China is experiencing a peak
of development, playing a crucial role in the enrich-
ment of Chinese culture and art.

2. TYPOLOGICAL ANALYSIS OF THEMATIC
SCULPTURE AT THE NATIONAL ART EXHIBITION

1) FIGURATIVE EXPRESSION

Figurative sculpture represents a significant seg-
ment of thematic sculpture at the National Art Ex-
hibition. This pertains to sculpture that embodies
a concrete, reality-based image, that relies on the ra-
tional comprehension of artistic form, composi-
tion, dynamics, attributes, mood, costume, and
shape, that all convey certain information about the
artwork. By the mid-1980’s, a number of sculptors
commenced an exploration not merely of reinterpreting

[1l.2. Pan He. “Bull Plowing the Land - Tribute to
Shenzhen Free Trade Zone". Bronze. 1983
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I1I.3. Chen Yanying. 1949 — the Pioneers of New China.
Fiberglass. 2009

Chinese tradition, but of delving into profound in-
quiries regarding the language of sculpture. This era
was marked by a period of experimentation with
form. Shao Dazhen once noted, “When creating
a character, it is very important to create a com-
plex, sensually and ideologically rich image. To simp-
lify the feeling and thought is to take away from
the depth and expressiveness of the character.”! Consi-
der the example of “Day and Night" by Zhang Dedi
that was presented at the 6th National Exhibition.
This artwork is made of white marble and is dedi-
cated to medical workers. It depicts a nurse holding
a spoon of soup in her hand, blowing on it. The ima-
ge is very pure, expressive, and shows how loving
and caring the nurse is to the patient. Apart from
compositions with characters, thematic sculpture
at the Exhibition is often represented by figura-
tive sculpture depicting everyday life or the trans-
formation of times. Pan He's work “Bull Plowing
the Land — Tribute to Shenzhen Free Economic Zone”
was shown at the same 6'th Exhibition. This art-
work symbolically represents the government'’s re-
solve and energy in executing the policy of reform
and opening-up. The bull, with its head lowered
to the ground, is in immense tension, with its right
front leg lifted and its entire body pushing forward.
It is as if energy is almost bursting out of its body.
Behind the bull is a tree stump with ugly, crooked
roots, partially uprooted but still clinging to
the soil. This sculpture makes a strong impression,

1. Shao Dazhen. Series «Theory and Criticism of Contemporary
Chinese Art» / Shao Dazhen — Beijing: Renmin Meishu
Publishing House, 2011. — p.51.
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and is even considered a “symbol of the era,” em-
bodying the spirit of post-reform Shenzhen.

Chen Yanyin's “1949 - the Pioneers of New Chi-
na” from the 11'th National Art Exhibition reflects
the relationship between teachers and students
in the 1950's. The sculpture, like a three-dimensional
old photograph, expresses not the romantic hero-
ism featured inart of the pre-reform period, but
the nostalgia of the author, who evaluates the past
with the knowledge of all the trials of the bygone era.
Wang Shushan’s “A Day at Yan'an's Lu Xun Acade-
my”, presented at the 13'th National Art Exhibition,
recreates a vivid moment in time. It is a multi-figure
composition featuring a total of 9 characters in dif-
ferent poses and with different facial expressions.
Central figure is the artist painting a portrait of an old
man from Shaanxi North. Next to him is Chairman
Mao Zedong, who, along with several workers, peas-
ants, and soldiers, is watching the artist at work.
When viewed from the front, the old man, the artist,
and Chairman Mao form a clear natural line. They
are the main figures, of which Mao is the main figu-
re, indicating his key role in the establishment
of the Lu Xun Academy in Yan'an. Also noteworthy
are Wang Jinhua and Zhang Ziyong's "Aviation Hero
Luo Yang” from the 13th Exhibition, and Lu Guang's
“Forging Swords to Protect the Country — Ye Qisun
and the Fathers of Hydrogen and Atomic Bomb”
from the 14'th Exhibition, which also expressed
the spirit of the era.

2) DECORATIVE EXPRESSION

Another important feature of thematic sculpture
at the All-China National Art Exhibition is its deco-
rative nature, bordering on abstraction. Expression
in such sculpture is most concise, and the main focus
of the sculpture is to find a balance between gene-
ralization and extraction, uniformity and diversity,
contrasts and coherence.

For example, Ceng Chenggang’s “Three Heroes
from Jianhu”, which won gold at the 7'th Exhibition.
The design of the sculpture meticulously evaluates
the mass and volume of the occupied space, creat-
ed by “subtracting” elements, which makes it look
coherent and complete. The way author uses concise
expression, generalizations to portray three revolu-
tionaries from Chinese history — Qiu Jin, Xu Xilin
and Tao Zhenzhang - reflects not only his know-
ledge of European art, but also his interest in the
language of traditional Chinese sculpture. With a sub-
tle, delicate, and generalized approach, the bronze

medalist of the 7'th National Art Exhibition, Ho Boyan,
crafted a gentle, seemingly effortless portrayal
of a young girl standing with her hands clasped be-
hind her back in his piece “Zhao Yiman". Minimalis-
tic, devoid of unnecessary details forms highlight
the resolve in the character’s expression and the gun
on her belt. The carefree, hopeful image of the girl pa-
radoxically merges serenity with the cruelty and un-
forgiving nature of wartime. This work shows the au-
thor's inner spiritual quest, which finds expression
in the concise language of artistic expression.
The contrast between the overall softness of the ima-
ge and the gun on his belt enhances the expres-
siveness of the work.

3) XIE-YI

While aiming to localize the language of artis-
tic expression, numerous Chinese sculptors started
to integrate the visual characteristics of tradition-
al Chinese painting and calligraphy into their cre-
ations, developing a unique appearance for their
works. Wang Jianyu's sculpture "Drunken Li Bai”
presented at the 6th National Art Exhibition
is an attempt to utilize the language of lines from
traditional calligraphy and painting in sculpture.
Rodin once remarked that the only thing that is beau-
tiful in nature is that which has personality, even if it
appears ugly?. Wang Jianwu's work follows this prin-
ciple perfectly. Xing Yongchuan's sculpture “General
Yang Hucheng”, from the 6'th National Exhibition,
presents an “image” emering from the dialogue be-
tween the consciousness and subconsciousness
of the author, born out of the “opening chaos”.
It is a deliberately non-objective, generalized
image that emphasizes the character’s personality
and makes the form much more expressive. As the ar-
tist Ye Qianyu accurately described this work: “Man
is a frozen idea that has taken shape. The perfect
fusion of ideal and real”3. In addition to the works
already mentioned, it is also worth noting the silver
medalist of the 10'th Exhibition, Chen Yungan'’s sculp-
ture “Chinese Laozi". The curves of the character’s
eyebrows, eyes, mouth and nose obviously echo
the lines of Chinese renwu (the “people and things”
genre) contour painting, while the beard and cloth-
ing are depicted in an abstract, simplified manner,
with many flowing, convex lines merging together

2. Rodin A.Rodin on Art. — Beijing: zhenmin meishu publishing
house, 1978. - P.1.

3. Ye Qianyu. Lessons from the 6t All-China National Art
Exhibition. // Meishu ("Art”). — 1985 — Ne2.

lll.4. A Day in Yan'an's Lu Xun Academy. Bronze. 2014

and reminiscent of clouds or water. It is an illus-
tration of a key idea in Chinese traditional thought
about the unity of Heaven and man, and thus ano-
ther successful example of renewing the language
of contemporary Chinese sculpture through a rein-
terpretation of traditional painting. Cheng Yange's
“Seven Sages from the Bamboo Grove” and Duan
Huasong's “War of 1894" (also “Jia wu. Jia wu"),
revealing historical themes with the help of xie-yi
techniques, belong to the same category of the-
matic sculpture.

3. METHODOLOGICAL STUDY ON THE THEMATIC
SCULPTURE OF THE NATIONAL ART EXHIBITION

1) LOCALITY

Locality refers to the analysis and dissection
of factors such as time, place, space and theme,
to purposely express national culture, local customs
and historical events. Depition of major events
for social development is an important area

lI.5. Lu Guang. Forging Swords to Protect the Country — Ye Qisun
and the Fathers of the Hydrogen and Atomic Bombs Bronze. 2019
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IIIl..6. Ceng Chengang. Three Heroes of Jianhu. Fiberglass. 1989

of thematic sculpture in the All-China National
Art Exhibition. The artists adhere to the princip-
le of people-oriented artistic creation, delve into
the subjects of human existence, the developmen-
ts and changes of the new era, and use art
to express the thoughts and hopes of the people.
By emphasizing the main aspects of life in modern
society, sculptors show their social responsibility
and humanism. While choosing the subjects
of thematic sculpture, the artists focus on the ma-
jor current events and persistent occurrences of so-
ciety, which further shows the significance
of thematic sculpture for the formation and prosperi-
ty of contemporary culture. For example, in the 9'th
Exhibition, Tang Yonghui and Gao Meng's work
“Snowy Winter of 1935” (lit. “Snowy Winter 09.12")
depicts an anti-Japanese student demonstration
that happened on December 9, 1935. The costumes
of the characters emphasize the theme of the work.
Li Tongtong's artwork “Critical State — Seven Sages
of the Bamboo Grove” shown at the 10'th National
Art Exhibition depicts figures from the distant past

IIl.7. Wang Jianwu. Drunken Li Bai. Stone. 1984
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emerging again on the scene and presents a dialogue
between history and modernity.

2) MATERIALS AND IDEAS

While discussing the expressive possibilities
and means of expression, one often has to pay
attention to the materials. He Zhonglin when creat-
ing his “Spirit of the White Mountain” from the 6'th
Exhibition carved the head of the hero of the anti-
Japanese war Yang Jingyu in the stone from the
Changbai Mountain. In this case the material
is a key to understanding the theme of the sculptu-
re. The color and texture of the stone are skillfully
used by the author to deepen and enrich the work.
The carving technique used by He Zhonglin is quite
close to traditional jade carving methods, but it lacks
decoration and abundance of details. The author
simply carved the hero's face, emphasizing his love
of freedom and determination. This allowed tim
to create an imaginative, expressive artwork. The hea-
ve stone is transformed into the “spirit of the moun-
tain”, elevating the pathos of the theme. This is
an example of mastery in expressing author's
intent, which is sadly often lacking in contempo-
rary Chinese sculpture. Another work exploring
the “language of stone” and even the exploration
of the stone texture to its limits was presented
at the 8th National Art Exhibition. This is a sculpture
by Shi Cun made of fiberglass imitating stone - “The
Spirit of the Great Wall of China,” where the charac
ter’'s face was distorted according to the shape
of the stone. The outstanding work of the 12’th
National Art Exhibition, "Black Rain” by Jing Yumin,
is a multi-figure composition that showcases the phy-
sical and mental state of miners. The rain falling from
the sky is colorless, but the drops on the miners be-
come “black rain.” The author wanted to draw peop-
le's attention to vulnerable groups for whom
the quality of life, safety issues, and the injustice
they may face remain unresolved social problems.
The wooden sculpture by Jiao Xingtao "Youth in the
Raging Fire,” which won the gold medal at the 13'th
Exhibition, depicts the state of firefighters who have
to run towards the fire. Wood is a highly flamma-
ble material, so a firefighter made of fire is likely
to burn while saving people. When analyzing
this sculpture, the material is often ignored by crit-
ics, yet in this case it is perhaps the most powerful
and important means of expressing the author’s
intent.

CONCLUSION

In the thematic sculpture of the National All-
China Art Exhibition, we discover limitless possibilities
of artistic expression. To create a successful piece,
a sculptor must broaden their horizons, find
an appropriate point of intersection between Eastern
and Western cultures, and tradition and modernity,
and create a thematic sculpture that expresses
a specific theme and the spirit of its time. Overall,
the national spirit plays an important role in the
thematic sculpture of the National Art Exhibi-
tionin the Reform era. This can be a call for natio-

nal unity, glorification of heroes, or the creation
of a national image. The development of thematic
sculpture at the Na-tional Art Exhibition in the Reform
era mirrors the trajectories of Chinese society’s
development and represents stages of its history.
It is very important to deeply study the phenomenon
of thematic sculpture at the National Art Exhibition
in all its diversity, to understand the main principles
of creativity, thus supplementing the academic
literature on the topic, which is of great importance
for the further development of thematic sculpture
in China.
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MPOW3BEAEHWA TEMATUYECKOW CKY/IbMTYPHI
HA BCEKUTAVCKOW XYAOXECTBEHHOW BbICTABKE
B MEPWO/A, NMOCJ/IE HAYAJIA PEOOPM 1 OTKPLITOCTW

AHHomayus: Bcekntalickas Xy0XecTBeHHas BbICTaBKa,
ABNAACL NNaTPOPMOW ANA NpeACTaBAeHNSA LejeBPOB pas-
JINYHBIX XYA0>KEeCTBEHHbIX ANCLMIJIMH B pamKax obLuero-
CyBApPCTBEHHOMN CUCTEMBI MCKYCCTBA C MOMEHTa OCHOBaHMA
Hosoro Kutas B 1949 r., o cux nop ocTaeTcs OAHUM
13 Hanbosnee MaclTabHbIX, aBTOPUTETHBIX U 3HAYNMbIX
MepOonpuATUA B MMPe NCKYCCTBa C 60bLLIMM KOANYECTBOM
yyacTHukoB. CKynbnTypa ABASETCA BaXXHOW KaTeropvein
BbICTaBKM, W NpeAcTaBieHHble Ha BbicTaBke pasHbIx neT
paboTbl OTpaxaroT 3BOAOLMIO NcKyccTBa HoBoro Kutas.
TemaTnyeckas cKyabnTypa — BaXkKHas YacTb CKY/bMTYPHO-
ro TBOpYecTBa, 0COB6EeHHO B HalUW AHW, KOrAa TemaTuye-
ckas ckynbnTypa KuTas paspbiBaeT OKOBbI MONTNYECKOM
cnyxbbl 1 cTaHOBUTCA bonee anBepcndULMPOBAH-
HOW, Kak No BbIGOpYy TeMbl, Tak U MO CTUANCTUKE,
MaTepuanamM 1 CpeiCcTBaM BblpaXKeHMA 3aMblCaa aBTo-
pa. AHanm3 n 0606bLLeHe NPoOV3BEAEHNA TEMATUYECKON
CKy/NIbNTYpbl Ha BcekmTanckom Xy[0KeCTBEHHOW BbICTaBKe,
Taknm o0bpasom, MMeeT ocoboe 3HayeHne A9 CUCTEMHO-
ro UCCNe0BaHUA KUTANCKOM CKYNbNTYPbl B LLEJIOM.

B gaHHOW cTaTbe aHanU3npyeTca TemaTvka 1 Bblpa-
3UTeNIbHOCTb NPOU3BEAEHN TeMaTUUYeCKOWN CKYAbMTYpbI,

BcekmnTalickas xyfo>XKecTBEHHas BblCTaBKa —
3TO BbICTaBKa NMPOW3BEAEHNIN NCKYCCTBaA, KOTOPas
NPOBOANTCA COBMECTHO MUHNCTEPCTBOM Ky/bTYpbl
n Typusma n Coro3oM xyaoxxHuKoB Kutaa. OpraHu-
3auma Kaxxaoun BbicTaBky, HauMHas ¢ NOArOTOBKY,
oTbopa v 3akaHuUMBasA BbICTaBKON, OCyLLecTBAAET-
€Sl B COOTBETCTBMM C rOCYAaPCTBEHHBIM MOPALKOM.
BbicTaBka ABASETCA HaLWOHaNbHbIM MPOEKTOM
Mo PasBUTUIO NCKYCCTBa U NPeACcTaBAEHNSA OCHOB-
HbIX TEHAEHLMIA 1 MPOBOAMTCA peryaspHo. MNoa Tema-
TUUYECKOWN CKyNbMNTYpOl nojpa3ymeBaeTcsa Takas
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npeacTaBAeHHOWN Ha BcekmMTanckom Xys0>KecTBEHHOM
BbICTaBKe Mocae Havana nepnoga pedpopm 1 OTKPbITOCTM
B koHLe 1970-x rr. Nccnepytotcs, 0606LwaroTcs 1 knac-
cnPuLMpPYoTCa 0COBEHHOCTM CKY/bMTYpPbI N 0bycnaBan-
BatoLL e UX MPUYMHBI, YTO, KaK Mbl Ha,eeMCs, He TOJIbKO
AOMOJTHUT CYLLLECTBYHIOLLYIO TEOPEeTUYECKYHO anTepaTtypy
0 TemMaTUyUeCcKoW CKy/bMType v JacT maTepuan ANs TBOP-
YecKow NPaKTUKK, HO 1 ByaeT MEeTb METOA010TNYECKYHO
1 CMPaBOYHYHO LIEHHOCTb NP NCCeAO0BaHNM TeMaTNYEeCKo-
ro UCKYCCTBa B LieNOM. Tak>Kke NpOoBOAUTCA BCECTOPOHHee
o6o0b6LeHre, aHaNn3 N MEXANCUUTNINHAPHOE NCCneao-
BaHWe MHOroobpasuns TemaTnmyeckon CKyabnTypbl, 06b-
efVHsAIoLLee MeTOAbl MCKYCCTBOBEAEHWNA N COLMONOTNN,
4YTO MO3BOJINT YNOPAZOUNTL U AOMOJAHUTL Hallle NOHUMa-
HWe pazHOObpa3HbIX TBOPYECKUX MOAXOAOB, NCMONb3Y-
FOLMXCH MPU CO3A4aHNM TeMaTU4eCcKoW CKy/NbNTypbl.
3TO nccnepoBaHue, Kak Mbl HaZleeMcs, UMeeT U TeopeTu-
Yeckyto, N NPaKTUYecKyto 3Ha4YMMOCTb.

Knroyeseole cosa: BceknTarickas Xy[0XKeCTBEHHasA BbiC-
TaBKa, TeMaTuyeckaa CKyabnTypa, CKyAbMNTypa, Haumo-
HasbHaa Tema, urypaTvBHas ckyabntypa, ce-u

CKy/NbNTYpa, NPV CO34aHNUN KOTOPOW aBTOp Mccae-
AyeT GOpMbI U CPEACTBA BbIPA3UTENBLHOCTM B ONpese-
JIeHHOW TeMe, Kak NpaBu/IO, CBA3aHHOM C MOJIUTUKOWN,
COLMONOTUEN, MCUXONOTNEN, UCTopUein, dunocodu-
el 1 Apyrumu obnactamu, a Takxe uccnegyet dop-
Mbl, MaTepwuabl U CTUAW CKYIbNTYPbI. ITOT NpoLecc
TpebyeT OT aBTOpa MHTepnpeTaLMn TeMbl NPOn3Be-
AEeHVA C OZHOBPEMEHHBIM BbIPaXXEHNEM CBOVIX UAEN,
YyBCTB, B3rNAA0B NPU NMOMOLLM COOTBETCTBYHOLLMX
CPeACTB BblpaxeHus. TeMbl TEMaTUYECKOM CKYbM-
Typbl Ha Bcekntanckom xyaoKecTBeHHOM BbICTaBke —

3TO BaXkKHbIV dakTop, onpejenatoLmii obLimne pam-
KW CKy/NIbNTYPHOU GOpMbI. BbiluenepeumnciaeHHble
dakTopbl nogumHeHbl dopme, a dopma NojgumHeHa
Teme. PopmMa TeMaTUYECKOW CKYAbNTYypbl YyTOY-
HAETCA M CO3jaeTca CKy/bMTOPOM B npoLecce oc-
MbICNIEHWNA TEMbI U CNYXXUT ONOPOW ANA packpbl-
TVA TeMbl U BblpaXXeHUSA BOCNPUATUA, NO3MLNN
aBTOpa, 3a/10T BblIPa3nUTeNbHOCTA CKYNbMNTYPHOro
npov3BeseHuns.

1. 3HAYEHWE W LEHHOCTb TEMATUYECKOW
CKY/IbMTYPbl HA BCEKUTAMNCKOWN
XYLOXECTBEHHOW BbICTABKE

TemaTtnueckme cKynbnNTypbl, NpeaCcTaBAeHHble
Ha BcekmTalckol Xy0XKeCTBEHHON BbICTaBKE, UMELOT
Ba>KHOE 3HayeHue ANA NMPOABUXKEHNA TPaAULIMOH-
HOW KMTaWCKOM Ky/AbTypbl, MPUBAEYEHNS BHUMaHUA
06LWeCTBEHHOCTH K BaXXKHbIM COLManbHbIM Npobae-
MaM, OHW CTUMYPYIOT OBLLLECTBEHHbIV NPOrpecc,
MOBbILLAIOT OTKPbLITOCTb M TEPNNMOCTb B 06LLECT-
BE, KPOME TOro, ANA 3pUTENSA OHN HEeCyT 3cTeTnye-
CKYH M 3MOLMOHaNbHYH LLeHHOCTb. Kpome Toro,
3TV NPOM3BEAEHNA CKYNbMTYPbl UMetoT 60/bLLIOE CO-
LIMOKYNbTYpHOE 3Hauvene. Bo-nepBbIx, 4acTo OHW GUK-
CUPYHOT MCTOPUYECKUX MEePCOHaxXew, CobbITUA, faxe
JyX 3MOXM B MaTepuranbHON popme, Npoby>kaas YyBCT-
BO HaLMOHaNbHOW ropAoCcTM 1 namatu. Bo-BTo-
pbiX, OHW NPeACcTaBAAOT COOOM UHTepNpeTaLnto
NCTOPUN N OTPaXKatoT naeanbl U LLEHHOCTW aBTopa.
HakoHeu, Ha poHe NOCTOAHHBIX TPaHCGOPMaL A,
C KOTOpPbIMW CTankmBaeTcs obLLecTBO, co3gaTenu
TEMaTUUYECKOWN CKYAbNTYpPbl MPOAOIXKALOT 3KCNepw-
MeHTUpoOBaThb C GOpPMaMu N MaTepuanamMm CKyab-
Typbl, oboraias n paclumpssa ee A3bIK.

Copep>kaHne TeMaTUYECKMX CKYbNTYP Ha Bceku-
TaNCKOM XyZO>XXEeCTBEHHOW BbICTaBKE MEHANOCH
C XO,0M BpPeMeHU, NOABNEHNEM B CTPaHe HOBbIX
XYAOXECTBEHHbIX TEYEHWI N CMEHON COLMaNbHOrO
KoHTekcTa. C HayasoM 3Mnoxn pepopM 1 OTKPbITOC-
1 B Kutae B koHue 1970-x rr., Ha doHe pa3sutma
npoueccoB rnobannsaunm n KyabTypHON AMBEpCH-
buKaumm, KuTackas CKynbnTypa Havana BbIXOAUTb
Ha MeXAyHapOoAHYHo cLieHy. HekoTopble CKynbnTo-
pbl, aKTVBHO Y4acTBYys B MEXKY/bTYPHOM Ananore
1 BbICTaBAAA CBOW paboTbl 3arpaHunLeit, Co3jaBa-
2N NpY 3TOM NPOU3BeAEHNS C APKUMU HaLMOHab-
HbIMW YepTaMu UK Ha akTyanbHble ana Kutas Toro
BPEMEHM TeMbI, YTO OYeHb 060raTUAO KuTanckoe
cKynbnTypHoe nckyccrtso. C HactynneHvem XXl B.,
yrnybneHvnem pedopm 1 OTKPbITOCTW, MOCTOAHHBIM

Il. 8. Xing Yongchuan. Granite. 1983.

pa3suTMem cdepbl KyabTypbl, TEMaTUYECKas CKyJbn-
Typa Ha BceknTalickon XxyAo>KeCTBEHHOW BblCTaBKe
npuobpeTaeT Bce HonbLee 3HaUeHWe A/ NOBbILLe-
HUA «MAFKON cuibl» KnTas v oboraweHns KyabTy-
pbl B HOBYIO 3MOXY.

Mpowvi3BeAeHNs TeMaTNYECKON CKYAbNTYPbI, NPeA-
CTaB/ieHHble Ha BcekunTalickol Xys0>XKeCcTBEHHOM
BbICTaBKe, OT/INYAOTCA ACHOCTbIO B PacKpbITUM
TeMbl, XXaHpa, CloXKeTa, O4EeBUAHOCTbIO M1aBHbIX
1 BTOPOCTEMEHHBIX 31EMEHTOB 1 BbIPaXXEHHOCTHIO

[11.9. Chen Yungang. Chinese Lao-zi. Fiberglass. 2003
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I11.10. Tang Yonghui, Gao Meng. Snowy Winter of 1935.
Fiberglass. 1999.

XapakTepoB nepcoHaxen. B Lenom, ckynbntypa
Ha couuranbHble U UCTOopUUYecKMe TeMbl LWNPOKO
npeacTaBAeHa B UCTOPUN MUPOBOTO MCKYCCTBa
N ABNSIETCSA BAXKHOW €ro 4acTbho, BCTPeYasnch B Ky/b-
Type Bcex cTpaH. Takne NpounsBeseHus aBASOTCA
OTpaKeHWeM KyNbTypbl CTPaHbl, BbI3OBOB, C KOTO-
pbIMY OHA CTa/KMBAETCA, U UMEHOT OUYeHb BonblUoe
3HauYeHune 415 BblpaXeHWs HaLMOHaAbHOrO Ayxa
1 3amnevaTtieHuns KOHKPETHOW UCTOPUYECKOM 3Mo-
x1. Kpome Toro, ectb 1 CKyAbNTypHble Npoun3Be-
[EHVs, NOCBALWEHHbIE BaXHbIM BOMPOCaM >XM3HU
yesoBeKa, N X CoZepXaHue oTpaxkaeT KyabTy-

lI.11. Tang Yonghui, Gao Meng. Snowy Winter of 1935.
Fiberglass. 1999.
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py cBoero BpemeHu. B HacToalwee Bpemsa B Knutae
TemaTnyeckas CKyabnTypa nepexusaeT Nk passu-
TWA W UTpaeT BaXkHY0 posib B oboralleHnn Kntam-
CKOW KyNbTYpPbl U UCKYCCTBA.

2. TUNONOTNYECKIA AHANTN3 TEMATUYECKOW
CKYIbMTYPbl HA BCEKUTANCKOW
XY/LIOXECTBEHHOW BbICTABKE

1) ®UTYPATVBHOE BbIPAXXEHWE

®urypatmBHasa ckynbntypa — 6o0Abluas KaTero-
pus TeMaTU4eCcKon CKy/bNTYpbl Ha BceknTalickon
XYAOXEeCTBEHHOW BbICTaBKe. 34eCb UMEeTCs B BUAY
CKYNbMTYpa, UMetoLas KOHKPETHbIW, MPUBA3aH-
HbI K peasbHOCTM 0bpa3s, onuparoLWniicsa Ha pa-
LIMOHaIbHOM OCMBbIC/IEHNE XYA0XKECTBEHHON HOPMBI,
KOMMO3ULMKW, ANHAMNKK, aTpnbyTOB, HAaCTPOEHMS,
KOCTOMa 1 GopMa, KOTopble ABASHOTCA 31eMeHTaMu,
HecyLwmMm B cebe Hekyto MHPopMmaumto. K cepeam-
He 1980-x rr. psag, CKyJbNTOPOB HauYMHAET UCMbITbI-
BaTb MHTEPEC He K NePEOCMbICNIEHNIO KMTANCKOMN
Tpaamuunm, Ho 6onee rnyboknmM BONpocam f3bika
CKYyNbMATYpPbl. OTO NEpuNog 3KCnepmmeHToB ¢ dop-
mol. LLao [JauxaHb Kak-TO OTMETWUA, «Npu co3aa-
HWUM NepCcoHaxa OUeHb BaXXHO CO3/aBaTb CIOXHbIN,
UYYBCTBEHHO U UAENHO BoraTbii 0bpas. Ynpouye-
HMe 4YyBCTBa M MbICAN NuLaeT ob6pas rnybuHbl
1 BblpasuTesbHOCTU» . OBpatumcs K npumepy pa-
60TbI, KOTOpas b6blna NpeacTaBaeHa Ha 6-ol Bceku-
TaliCKOW BbICTaBke — «/lHEM 1 HOUbto» YUxkaH [aan.
370 Npowv3BeAeHWe, BbINOJHEHHOE 13 6enoro MpaMo-
pa, NOCBALWEHO MeAULMHCKMM PaboTHNKaM — mea-
cecTpa Aep>XUT B pyKe NOXKKY C CYNoM 1 JyeT Ha Hee.
O6pa3 ouveHb YMCTbIN, BbIPa3UTENbHbIN, MOKa3bl-
BaeT 3aboTy cecTpbl 0 NauneHTte. Kpome komno-
3ULMIA C NepcoHaXxaMu, TeMaTuyeckas CKybnTypa
Ha BbicTaBke YacTo NpejcTaBaeHa NPOU3BeAEHM-
AMU GUTYPHON CKYAbNTYpPbI, 3anevyaTtieBaowmmMm
MOBCEAHEBHYIO XM3Hb UAN TpaHCchopMaLuio Bpe-
MeHW. Ha Tolh e 6-oi BbicTaBke Gblia NokasaHa
pabota lMaHb X3 «bbik BO3Ae/bIiBaeT 3eMA0 —
MoceaweHne C33 LLsHbUYX3Hb», KOTOPas B CUMBO-
nnyeckon GopmMe nepesaet peLIMMOCTb U SHepV-
TMYHOCTb NPaBUTENbCTBA B Peann3aunm noamuTuKm
pedopM 1 OTKPLITOCTM. BbIK, C TONOBOW, CKNOHEHHOMN
K 3emse, n3o6paxKeH B CUbHENLWEM HanpsxXe-
HWW, NpaBas NepeaHAs HOra NOAHATA, BCEM Te/IOM

1. Wao fauwxaHb. Cepusa «Teopua 1 KpUTMKa COBPEMEHHOTO
Kutamckoro nckycctsa» / Wao [lauxaHb. — MNekuH: usa-so
XKaHbMuHb Mawy, 2011, — C51. BBAREE (PEIUREARIEL
HETSCA BRAEED M. dE32:45 , 20114F, 28517,

OH TAHeTcA Bnepes. Cuna kak 6yato 6bl rotoBa
BbIPBaTbCA 13 Tesa. MNo3aam 6bika — neHb ¢ ypoanu-
BbIMW, KPUBBIMW KOPHAMMW, YaCTUYHO BbIPBaHHbIN,
HO eLle LienaaoWmics 3a NoYBy. 3Ta CKy/1bMNTypa
NPOM3BOAMNT CU/IbHOE BrevaTNeHne, 1 Aaxe cumTa-
€TCA «CMMBOJIOM Beka», BOMJIOLLAOLNM AyX nope-
dopmeHHOro LL3HbUXKIHA.

MpounsseaeHne YsHb AHbMHa «1949 roa — nnoHe-
pbl HoBOro Kutas» ¢ 11-i BcekmTaickom xyaoxecT-
BEHHOW BbICTaBKM OTpaXkaeT OTHOLLEHUS MeXAY
yuntenamm un yyeHmkamum B 1950-e roabl. Ckynbn-
Typa, nogobHas crapon ¢oTorpadmn B o6bEME,
BblpaXkaeT He POMaHTUYeCKNIA reponsMm, Kak pa-
60Tbl fopedOpPMeEHHOro Nepmnosa, Ho HOCTabInIo
aBTOpPa, KOTOPbIN OLEHMBAET NPOLLIOE, YMYAPEHHbIN
3HaHMeM 060 BCex UCMbITaHUAX YLeALLEenA SMOXU.
Pabota BaH LywaHs «/eHb B AHbaHbCckOM AKkage-
mun Jly CroHsi», npeacTaBieHHas Ha 13-oi Bceku-
TalCKOM XyA0XEeCTBEHHOW BbICTaBKe, BOCCO3AaeT
APKUI MOMEHT BPEMEHW. DTO MHOTOGUrypHasi KOM-
no3unums, NpeAcTaBaaloLLan Bcero 9 nepcoHaxken
B pa3HbIX M03ax 1 C Pa3HbIMU BbIPaXKEHUAMU AUL,.
B ueHTpe npousBeaeHns — XyAOXHWK, KOTOPbIA M-
LeT ¢ HaTypbl nopTpeT ctapmka 3 Cesepa LLsHb-
cun. Papgom npeacepatens Mao Li33ayH, koTopbiit
BMeC-Te C HECKO/IbKUMWN paboumMm, KpecTbaHamu,
congatamu HabatogaeT 3a paboTon XyAoXKHMKa.
Ecam cmoTpeTb cnepean, TO CTapuk, XyAOXHMK
n npeacesatens Mao ob6pasytoT eCTeCTBEHHYHO
JINHWIO, M ABAAIOTCA OCHOBHBIMU QUrypamu, 13 Ko-
Topbix Mao fBAAeTCA rNaBHOW, YTO yKa3blBaeT
Ha ero KA4YeBYyH POJb B CO34aHUU IHbaHbCKOM
Akagemun nm. Jly CroHa. Takke CTOUT OTMETUTBL pa-
60Tbl BaH Li3nHbxya 1 YxaH LisntoHa «epoit aBma-
umn Jlo AH» ¢ 13- BcekmTalickomn XyA0XKeCTBEHHOWN
BbICTaBKM, a Takxxe «KoBKy Meuel Ans 3alumTbl CTpa-
Hbl — E LlnCyHb ¥ OTLbI BOAOPOAHOW N aTOMHOM
60M6» Jltoin l'yaHa ¢ 14-i BbicTaBKK, KOTOpbIE TakK-
K€ BbIPasnan Ayx 3Mnoxu.

2) JEKOPATVBHAA 3KCMPECCAA

Ewle oaHa BaxxHas 0COBEHHOCTb TEMATUUECKOW
CKyNbNTYpbl Ha BceknTackomn XyA0oXXeCcTBEHHON Bbl-
CTaBke — AEeKOpPaTMBHOCTb, rpaHMyallasn ¢ aber-
pakLumen. SKCnpeccus B TakOW CKYAbNType MaKcu-
MaJIbHO IaKOHWYHa, a FNaBHbIM ABASETCSA NOUCK GanaH-
ca Mexzay 060bLLeHNEM N IKCTPaAKLIMEN FNaBHOTO,
eMHCTBOM GOpMbl U pasHOObpa3meM, KOHTpacTa-
MW 1 COTNacoBaHHOCTbHO.

Hanpwvmep, 3aBoeBaBLIas 301070 Ha 7-1 BbicTaB-
ke paboTta LI3H YaHraHa «Tpu repos n3 Li3saHbxy».

B KOMNO3MLMM CKYAbNTYPbI TLWATENbHO MNPOAYMaHbI
BeC U 06bEeM 3aHMMAEMOrO NPOCTPaHCTBa, GOpMu-
pPyeMOro npu NOMOLLM «BbIYMTAHUSA» 3/IEMEHTOB,
YTO NPWAAET NPOU3BEAEHUIO LIEJIOCTHBIN 1 3aKOHYEH-
Hbl 061K, JlTakOHMYHas 3Kcnpeccus, 06obLeHns
A1 TOro, UTOBbI 3amneyaT/ieTb TPEX PEBOJIIOLIMOHEPOB
n3 knTanckon ncropum — Lo LUaunHb, Croit Cunm-
HA 1 Tao Y>XaHbUXKaHa, — OTpaxkaeT He TONbKO 3Ha-
HVEe aBTOPOM EBPOMENCKOrO UCKYCCTBA, HO U €ro UH-
Tepec K TPaaULIMOHHOMY KUTaiCKOMY CKY/IbMTYPHOMY
A3bIky. ObnagaTtens bpoH3oBON Megann 7-1 Bee-
KMUTaMCKOM XyA0XEeCTBEHHOM BblCTaBkW, Xo bosH
B CBOEM Nnpowu3BeseHUn «4xao VimaHb» B TOHKOW,
0606LEeHHON MaHepe co3aaeT Kak byaTo 6e33aboT-
HbIW, MATKUIA 06pa3 MONOAON AEeBYLLUKM, CTOALLEN
C pyKaMu, CIOXKEHHbIMY 3a CrnHON. DOpMbI NPOCTHIE,
JNLWEHHble NWHKX AeTanen, 0OCOBeHHO BblaenseTcs
pelunTebHOe JIMLO NepcoHaXka U NUCTONET Ha nos-
ce. be3amMATeXXHbIN, MPEeNCNONHEHHbIN HageX bl 06-
pa3 coyeTaeT B cebe CMOKOWCTBME C XECTOKOCTbIO
1 HEYMOJIMMOCTBHO BOEHHOTO BpeMeHu. 3Ta pabo-
Ta NOKa3blBaeT BHYTPEHHME AYXOBHble MOUCKN aB-
TOpa, KOTOPblE HAXOAAT BblpaXXeHWe B NaKOHUUYHOM
MAacTMUYECKOM aBTOPCKOM f3bIKE Xy0XEeCTBEHHO-
ro BbipaxeHus. KOHTpacT Mexay obLelt MArkocTbio
obpasza v NUCTONETOM Ha MOsiCe YCUAMBAET Bblpa-
3UTENbHOCTb NPOU3BEAEHNS.

3) CE-U

B npouecce fokanmsaumnm xygoxXecTBEHHOTO
A3blKa MHOTME KMTaNCKMe CKyAbMTOPbl CTaau Mbi-
TaTbCA BKAOUYUTL B CBOW TBOPEHUS XXMBOMUCHbIE
XapaKTepUCTUKM TPAANLLMOHHOW KUTANCKOM XU-
BOMUCK N Kanaurpapum, popmmnpysa ocobbii 06-
JINK CBOUX Npoun3BeaeHunii. MpeacrtaBaeHHas Ha 6-i

l1.12. He Zhongling. The Spirit of White Mountain.
Stone carving. 1984
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II1.14. Jiao Xingtao. Youth in Raging Fire. Wood. 2019.

BcekwmTalckol Xy0XKeCTBEHHOM BbICTaBKe CKyAbMTypa
BaH Li3saHby «[MbsHbIi JIn bali» npeactaBaset cobon
MOMbITKY MCMOAb30BaTh A3blK INHUN Kaaamrpadum
N XXMBOMWUCK B CKyNbNType. PoseH ogHaxabl OT-
METWJI, UTO NMPUPOLE NPEKPACHO eANHCTBEHHO TO,
UTO MMEET XapakTep, AaXe eC/v OHO KaXeTCcs YPOA-
nmBbIM?. B 3TOM npowusseseHnn BaH Li3sHby BnoaHe
cnepyet atomy npuHumny. Ckyabntypa CuH FOH-
yyaHs «eHepan AH XyusH», c 6-o BcekmTanckon
BbICTAaBKW — 3TO «0bpa3», BOSHUKLUNIA B MOMEHT
0bOLEeHMA CO3HaHNA U Becco3HaTeNbHOro aBTo-
pa, POXAAIOLLMNCA U3 «OTKPbIBAKOLLLErOCA Xaoca».
OH HamMepeHHO HeobBbekTUBEH, 0606LLLeH, UTOOBI
noA4YepKHyTb XapakTep nepcoHaxa n caenatb Gopmy
6onee BbipasnTenbHoe. Kak TOYHO onwvcan 3Ty pa-
60Ty xyaoxHuK E LiaHbton: «YenoBek — 3acTbiBlias
naes, obpetwas popmy. CoBepLueHHOe eaNHCTBO
naeanbHOro 1 peanbHOro»3. Kpome yxe ynomsHy-
TbiX paboT, CTOUT TakXe CcKasaTb 1 O cepebpsiHOM
npu3sepe 10-o# Bcekntalickol BbICTaBKM — CKyJb-
nType Y3Hb FOHbraHa «Kutanckmii Jlao-u3bi». N3ru-
6bl 6poBel, r1as, pTa U Hoca NepcoHaXxa 04YeBUAHO

2. PopgeH O. PogeH 06 uckycctee. — lMekuH: n3a-8o X3HbMUHb
My, 1978. — C.1. (B FHZARL) M]. dbui: NRFEAR IR
AL, 1978%F, 1T,

3. E UgaHbtol. Ypoku 6-oi Bcekutaickol Xyf05KeCTBEHHOM Bbi-
cTaBku. // Maiwy («Mckyccto»). — 1985. — N22. MikF (
AN EEREROR) [J]. €A, 19854, 2.
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MOBTOPAOT IMHUMN KMTANCKON KOHTYPHOW XMBOMM-
CW XK3HbY (KaHpP «IHOAW 1 BELWM»), Npu 3ToM Bbopoaa
N ogexza nsobpaxkeHbl abcTpakTHO, YyNPOLLEHHO,
C MHOXECTBOM MJIaBHbIX, BbINYKJbIX JUHWNW, Nepe-
TeKalLWMX OfHa B APYryHo, N HaroMMUHarLWMX 06-
Jlaka nuav Bogy. 3TO UANKOCTPaLMs KIHOUEBOW ANs
KUTaNCKOW TPaAULMOHHOM MbBICAW UAEN O eAMNHCTBE
Heba n yenoseka u, Takum obpasom, ele oanH
yCneLHbIn npuMep OO6HOBNEHMA A3bika COBPEMEH-
HOWM KNTaCKOM CKyNbNTYpbl Yepes NepeocMbICieHme
TPaaULMOHHON XnBonmcK. K 3Tol Xke KaTeropum Te-
MaTWUUECKOW CKYAbMNTYpbl OTHOCATCA U «CeMb MyJ-
peuoB 13 bambykoBol pom» LsH AHbra 1 «Boii-
Ha 1894 roga» (Takxe «L3qa y. LI3a y») [lyaHb Xya-
CyHa, packpbiBatoLie Npy NOMOLLM NPUEMOB ce-u
ncTopuyeckme CHoXeTsl.

3. METOAONOTVNYECKOE WCCNEAOBAHWUE
TEMATUYECKOW CKYIbMTYPbl BCEKUTAMCKOW
XYLOXECTBEHHOW BbICTABKM

1) TOKANTBHOCTb

Moa NokanbHOCTBHO Mbl MOApPa3yMeBaeM aHann3
1 pa3bop Takmx GakTOpOB Kak BpeMs, MeCTo, MPoCT-
PaHCTBO U TeMa, Yepes3 KoTopble LieneHanpaBaeH-
HO BbIpaXkaeTcs HaLUMOHaNbHasa KyabTypa, MECTHble
0ob6blyaun 1 nctopryeckune cobbitus. BaxxHoe Hanpas-
NleHVe TeMaTNYeCcKon CKyAbNTypbl Bcekutanckom
Xy[0XKECTBEHHOW BbICTAaBKM — 3aneyat/ieHne KpyrHbIX
417 06LLEeCTBEHHOTO Pa3BUTNA COOBbITUNA. XyL0XKHM-
KW NPUAEPXXMBAKOTCS NPUHLMMNA HAPOAHO-OPUEHTH-
POBaHHOIO Xy 0XECTBEHHOrO TBOPYECTBa, BHUKAKOT
B XMW3Hb Ntofen, GOKYyCUPYHOTCA Ha pa3BUTUU
Y U3MEHEHMAX HOBOM 3MOXM, UCMOJIb3YHOT UCKYCCTBO
[J/151 BbIPAXKEHMSA MbIC/IEW U HageXA Hapoaa. AKLEeH-
TUPYA BHYMaHWE Ha OCHOBHbIX ABAEHNAX XXU3HU
COBPEMEHHOTO 06LEeCTBa, CKYNbNTOPbI NOKa3bIBatOT
CBOMO COLMaNbHYHO OTBETCTBEHHOCTb U FTyMaHM3M.
A XyZOXHWKM B TEMaTUYECKOM CKY/IbMTYPHOM TBOp-
yecTBe Npu BbIBOpE TEMblI OPUEHTUPYHOTCS Ha OC-
HOBHblE TekyLe cOBbITUA N NOCTOSHHbIE ABJEHUS
0obLecTBa, UTO eLle pa3 roBOPUT O 3HAYEHUN TeMa-
TUYECKON CKyNbMATYpbl AN GOPMUPOBaAHUS U NPO-
LBETaHUSA KYNbTypbl COBpeMeHHOCTU. Hanpumep,
Ha 9- BbictaBke pabota TaH FOHxy3a n Fao MaHa
«CHexHas 31uma 1935 roga» (mocn. ¢ kuT. «CHexxHasn
3uma 09.12») 3anevaTneBaeT CTyAeHYECKYH aHTuU-
ANOHCKYI AemMoHcTpauuto 9 aekabpsa 1935 roaa.
KocTtoMbl nepcoHaxei noguyepkuBatoT TeMy Npous-
BeAeHus. PaboTa, nokasaHHas Ha 10-on BcekuTaii-
CKOW XyJ,0>KECTBEHHOW BbICTaBKe W NpUHaAnexallas

JIn TyHTyHY «KpnTnyeckoe coctosiHme — ceMb Myf-
peuoB 13 6aMbyKOBOWN poLLMn», NpeacTaBaAseT
coboW CLeHy, Ha KOTOPYHO BblLAW GUrypbl U3 gane-
KOro NpoLAoro — 3TO AManor MeXay Uctopuen
N COBPEMEHHOCTbIO.

2) MATEPUANBI W NAEWN

Ob6cyxaas Bblpa3nTeNbHble BO3MOXHOCTHU
1 CpeACTBa BblPa3nTeNbHOCTU NPOU3BEAEHNA, HaCTO
npuxoAnTcs obpallaTb BHMUMaHUE Ha MaTepuansbl,
ncnonb3oBaHHble B paboTe. B pabote X3 YxyHAnHa
«[lyx benow ropbl» ¢ 6-011 BbicTaBku aBTOp Bbipe3an
ro/IOBY repost aHTUAMNOHCKOW BOWHbI fIH L3nHbtos
Ha KamHe ¢ ropbl YaHbalwaHb. MaTepwuan sasasietcs
K/OUEBbIM CPEACTBOM PACKPbITUA TEMbI NMPOU3BE-
AeHus. LiBeT, TekcTypa KaMHs YMeNo 1cnosb3yoTcs
aBTOPOM Ans yraybneHmsa n oboralyeHns cogepxa-
HWA npounssegeHuna. icnonb3osaHHasa X3 YXKyHAMHOM
TEXHWKA pe3bbbl A4OCTaTOUHO 6aM3Ka K TpaguLum-
OHHbIM MeTOoZaM pe3bbbl No HedpUTY, HO AULLEHA
LEeKOPaTMBHOCTM U 06MAns AeTasnen, aBTop NpocTo
Bblpe3as N1L0 repos, noguyepkunsas ero ceoboso-
nobue 1 pelwmnTenbHOCTb. Tak Noay4mnnocb obpas-
HOe, Bbipa3nTeNbHOE NPOU3BEAEHME, U TAXKENbIN
KaMeHb CTan «AyXOM ropbl», NpUAaB CKy/AbnType
BO3BbILWEHHbIN Nadoc. DTO NPUMep MacTepcTBa
B BbIPaXXeHWM 3aMbIC/la, KOTOPOro He XBaTaeT COo-
BPeMEHHOW KuUTalckom ckyabnTtype. Elle ogHa pa-
60Ta, nccnegyrowan «A3blK KAMHA» U Jaxke A0BO-
AALlan CTpemeHre NCCNeoBaTh Bblpa3nTebHOCTb
TEKCTYPbl KaMHs A0 npesena, bbina npeactaBaeHa
Ha 8-ol1 BcekuTarickol BbicTaBke. DTO CKYAbMTY-
pa Wwn LlyHa n3 cteknonnactnka nog KaMeHb —
«[lyx Bennkow KUTancKom CTeHbl», rae AMLO nep-
CoHaxa 6bIN0 NCKaXXeHO B COOTBETCTBUM C dop-
MO KaMHS.

Boigaroweecs npounsseseHune 12-in Bcekutai-
CKOW XyZ,05KeCTBEHHOW BbICTAaBKM, «YepHbIN J0Xab»
LU3nH FOMMKUHA — 3TO MHOrodurypHas KoMno3suuums,
Bblpaxkatollas Gpu3myeckoe 1 AyLeBHOe COCTOS-
Hue WwaxTepoB. MNagatowmnii ¢ Heba Aoxab becLBe-
TEH, HO Karn/u Ha LwaxTepax CTaHOBATCA «4epPHbIM
foxzaem». Takum obpa3om aBTop XOTen nNpusaeYb
BHMMaHWe NrJel K yA3BMMbIM FpyrnamM HaceseHus,
AN8 KOTOPbIX KaueCcTBO XM3HUW, BONpockl be3onac-
HOCTU W HeCnpaBea/IMBOCTb, C KOTOPOI OHU MOTYT
CTOJIKHYTbCS, OCTAOTCA HEPa3pPeLLVMbIMU COLMab-
HbIMW Npobnemamu. [lepeBaHHas ckyabnTypa Li3so
CuHTao «MonoAoCTb B ByLUYHOLLEM OFHE», MOYUMB-
Lwas 30107yt Meganb 13- BbicTaBkY, n3obpakaet
COCTOAIHME MOXAPHBbIX, KOTOPbIM NPUXOAUTCA be-

HL73. Jing Yumin. Black Rain. Bronze. 2014

XaTb HaBCTpeuy OrHto. [lepeBo — matepuan nerko-
BOCMJIAMEHSOLLMIACA, MO3TOMY CAENaHHbIV U3 OrHs
Mo>kKapHbIA, CKOpee BCEro, CropuT, crnacas Araen.
Mpwv aHanW3e 3TOM CKyAbMNTYPbLI MaTepPUan 4acTo ur-
HOPMPYETCA KPUTMKaMK, @ MeXAY TeM OH ABASETCS,
No>anym, MOLHENLMM U BaXKHENLLNM CPEACTBOM
BblpaXeHWs 3aMbIC/1a aBTopa.

3AK/TKOYEHUE

B TemaTtnueckoii ckynbntype BcekuTainckown xyao-
>KECTBEHHOW BbICTaBKM OBHapyXXMBatoTCs 6e3rpaHuy-
Hble BO3MOXHOCTUN XY0XECTBEHHOTO BbIPaXXeHs.
YT06bI CO3aTh YCMeLHOe Npon3BeaeHWe, CKYAbNTOP
[AOJKEH pacliMpunTb CBOW KPYro3op, HalnTu noaxo-
AALLYIO TOUKY COMPUKOCHOBEHWSA MEXZAY BOCTOY-
HOWM 1 3aMafgHoOW Ky/abTypamu, Mexay Tpaauunen
I COBPEMEHHOCTbIO 1 CO34aThb Takoe NpounsBeAeHune
TEMaTMYECKOW CKy/NbNTYypbl, KOTOpOe bObl Bblipaa-
N0 KOHKPETHYHO TEMY U AyX CBOEro BpeMeHu. B ue-
JIoM, co3jaeTcs BrieyaT/eHne, YTO HaLMOHaNbHBbIY
JYX UrpaeT BaXKHYHO POJb B TEMATUYECKOW CKYJbM-
Type BcekmTalickol BbICTaBKM Nepunoga nocsie Ha-
Yana nposeAeHNs NOANTUKM PePpOPM U OTKPLITOC-
TW. ITO MOXET ObITb KakK NPU3bIB K HaLMOHaIbHOM
CNAOYEHHOCTW, MPOCiaBieHe repoes, AN Xe
co3/jaHne HaloHanbHoro obpasa. Pa3sutne Tema-
TUYECKOW CKYNbNTYpbl BcekmTackon XxyAoxKecTBeH-
HOM BbICTaBKM B 3TOT MepUOZ NOBTOPAET TpaeKTopumn
pa3BUTUA KMTaWCKOro obLiecTBa W NpeAcTaBs-
eT 3Tanbl ero nctopumn. OueHb BaxKHO rayboko
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U3yunTb HheHOMeH TeMaTUUEeCKOl CKy/IbMTypbl Ha Bee-
KUTaNCKOW XyAOXECTBEHHOM BbICTaBKE BO BCEM €r0
pa3Hoo6pasmnu, NOHATL OCHOBHbIE MPUHLMMbI TBOP-
yecTBa, AOMOJHUB aKajeMUUeckyro 1nTepaTtypy

Mo Teme, UTo MeeT 6oJbLLIOe 3HaUeHWe ANa Jab-
HenLwero pasBUTUS TEMATUUYECKOW CKYAbMTYypbl
B Kutae.
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“THE MYTH OF VENICE" IN THE DRAWINGS
OF JACOPO BELLINI — OTHER FACETS OF IMAGERY

Summary: The article focuses on the drawings of Jaco-
po Bellini (c.1400-1470/1471) from two famous Albums
kept in the Louvre (c.1430-1450) and the British Muse-
um (c.1455-1470), the themes of which are related to the
mythologemes of the Venetian Republic. This publication
is a continuation of the article: "Jacopo Bellini: the Matter
of Visualising the '‘Myth of Venice™ (previously published
in the journal Burganov House. The Space of Culture).
In view of the rich thematic “repertoire” of the albums,
the main goal of the study is to discover the connection
between Bellini's drawings on different plots or motifs with
the historical and ideological basis of the “myth of Venice".

In addition to religious subjects included in the com-
plex architectural compositions of J. Bellini's “ideal city”,
the facets of “myth” are reflected in his female images,
in portraits of Venetian warriors and knights, in battle
scenes, and also in drawings of lions. This graphic mate-
rial from the albums of the founder of the Venetian Renai-
ssance will be the subject of our study.

Through the prism of the task at hand and also in con-
nection with the obvious variety of overlapping themes
in the two amazing volumes, the drawings in them do
not exhaust themselves, just like the culture of Venice.
The entire world around us seems to be included in the
graphic "cabinet of curiosities”. And it is also why the al-
bums are of great importance for fine art.

In the samples we are considering, the artist contin-
ued to "discover the world and man”, looking for picto-
rial boundaries of the objective world. He was interested
not only in modelling the spatial environment but al-
so in the anatomical nature of man, his interaction with
nature and space, portraits and multi-figure compositi-
ons in urban settings and rural areas. Albums became
not just visual evidence of the flow of life through the mas-
ter’s observations and his artistic preferences, but also
a kind of treatise on applied human anatomy, animal art,
not to mention linear perspective. The “"personal char-
acter” of the drawings created for oneself (fatti per se)
is again felt. Graphics appears as an independent form
in the fine arts of Venice. And finally, “myth” takes on a new

existence in Venetian art, providing its successors with
an ideal narrative channel for the motifs and holistic ima-
ges developed by Jacopo Bellini.

However, how are drawings of female images or war-
riors and knights connected with the matter of “myth"?
Nevertheless, consistently studying the material from
the point of view of historiography, the main postulates
of the republic, which turned into its main mythologemes,
as well as examining Bellini’s sheets using the method
of formal-stylistic and comparative analysis, we discover
a subtle and sometimes obvious reference to the "myth
of Venice”, ambitions and the political climate of the city

-state. Thus, already at the turn of the 16'th century, fe-
minas drawn or painted on canvas acquired the status
of the most important element in the art of Venice. Actu-
ally, Venice identified itself with a female image. Its per-
sonification became a powerful propaganda tool in the art
of the Cinquecento. In this sense, the steps taken by Bell-
ini (in the middle of the Quattrocento) to study female
nature are especially valuable. It is no coincidence that
the artist was interested in military themes and images
of courageous Venetians, morally and physically prepared
not only for knightly tournaments but also for real victories
at sea and land. The brilliant development of the mi-
litary motif in the form of sketches and integral com-
positions is a reflection of a socially significant phe-
nomenon for Venice, which we consistently prove
in the article.

And in conclusion, we examine sheets with figures
of lions, grouping them according to iconography. A lion,
as a symbol of St. Mark the Evangelist, directly associated
with Venice, became almost the main emblem of the re-
public. In this regard, Jacopo Bellini's appeal to this tra-
ditional motif, as close as possible to the Venetian self-
consciousness, also seems to be the Venetian master's
significant contribution both to the further formation
of the "myth” of Venice and to the formation of the Vene-
tian Renaissance in art.

Key words: Jacopo Bellini, Venice Republic, Renais-
sance, album, tome, graphics, drawing, myth, mythologem.
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Fig.1. Nude Women on the Battlefield. British museum,
fol.32

One of the themes that was well reflected in Bell-
ini's albums and deserves attention, including from
the point of view of “myth”, is women. The reason
we decided to dwell on this obvious source of the ar-
tist's inspiration and consider some of the drawings
is that a female image is, in fact, extremely sym-
bolic for Venice. The image of the noblest and most
unique Venice (nobilissima et singolare) [15] would
not be complete without women. After all, Venice
identified itself precisely with the feminine principle.
First of all, it identified itself with the Virgin Mary.
And this identification of Venice with the Virgin Mary
became a stable ideologeme of the “myth of Veni-
ce”, which, by the way, is evidenced by Frances-
co Sansovino, bringing together these two images
as well as two names: “...\Venice Immaculate (Vene-
tia Vergine), with its unspoiled purity, protects itself
from other people’s violence and maintains peace...”
[15, p.323]. And that is not all: it is the Goddess
of Justice, it is the Goddess Venus, who emerged
from the foam of the sea; it is also a luxurious Vene-
tian lady. The personification of Venice became
a powerful tool in the art of state panegyric. Tin-
toretto and Veronese's mythological cycles, cre-
ated by them in the 16th century for the Palazzo
Doge, are clear confirmation of this. Thus, as a result
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of this allegorical unity, which was important for
the republic, and taking into account the still re-
cent conservatism of the local school, it is difficult
not to appreciate the steps taken by Jacopo Bellini
in the study of female nature.

Bellini's unconditional search for female faces,
characteristic of the mid-Quattrocento, was large-
ly inspired by the special significance of women
for Venice. "...Despite the almost oriental mystique
of the republican way of life and the skilful mix-
ture of secrecy and display, their presentation in art
was part of the calculated work of state propagan-
da. Venice is a woman, the Most Serene, Repub-
blica, born in the sea, like Venus, immaculate, like
the Virgin." [12, p.127]

Moreover, in historical terms, the life of a Vene-
tian woman was always shrouded in fog. Visitors
were no less eager to see local women as marvels
than they were to see the appearance of Venice
itself. In this regard, it is difficult to disagree with
the ltalian historian and researcher of Venetian life,
the author of the book La Dogaressa di Venezia,
Pompeo Molmenti, who believed that the mystery
that had once surrounded a Venetian woman only
increased her attractiveness for us:

“A woman is a living element of art (vivo ele-
mento per ldrte é la donna) since she is in harmony
with everything that surrounds her, with festive life,
with fantastic architecture, with warm airy tones,
and with water reflections. The Creator feels her
charm and places her on the immortal throne.”

Thus, the series of drawings Naked Women
and Children (fols.30 v., 31; Louvre, fol.68) resem-
bles examples of classical sculpture. However,
the composition itself and the preserved outlines
of three-dimensional space make it far from the clas-
sical bas-relief. Before us, there is a kind of group
portrait of women with children. Nude female figu-
res are depicted from a variety of angles: in contrap-
posto poses (from ltalian: contrapposto), as well
as sitting, reclining, in active, purposeful movement,
in coordinated and organic interaction between
themselves and the figures of children of diffe-
rent ages. This mise-en-scéne is more reminiscent
of a city bathhouse, and “the heroines anticipate
the erotic nude that will enrich Venetian painting
of the next generation”. [6, p.33] It is worth noting
that here again, one can see the Dutch trace "be-
queathed” to the Venetian masters. In this regard,
admiring the “convincingness” of Bellini's bath-
ers, K. Eisler suggests that Bellini could have seen

the famous Bathsheba or Woman Bathing by Jan van
Eyck (c.1420-1430, now lost) in Urbino. Moreover,
the paintings of naked bathers that decorated wooden
chests brought from the Netherlands by Jacopo's
court patrons could have been a source of inspira-
tion. [12, p.180]

However, the artist's interest in female nature
is reflected not only in naked bathers (the above-
mentioned drawings) but also in such images as Na-
ked Women with Children Preparing for Battle
(fol.31 v.) and Naked Women on the Battlefield
(fol.32) (Fig.1). Bellini's women warriors echo the an-
cient image of the fair and brave goddess Pallas
Athena (Minerva). In the 16th century, the image
of Minerva was heroized more than once in the offi-
cial art of Venice. Thus, for example, the image
of Minerva was used by Jacopo Sansovino for the
sculptural design of Lodgetta (1537-1546). And Mi-
nerva Sending Away Mars from Peace and Prosper-
ity (1570-1580) by Jacopo Tintoretto — a classic
embodiment of power and at the same time femi-
nine beauty, appeared in the Golden Living Room
(Salotto Dorato) of the Palazzo Doge. Merging
with the image of Venus and Venice, Tintoretto's
Minerva decisively and at the same time graceful-
ly “sends away” the disasters of war, threatening
her in the image of Mars.

Returning to Bellini's drawings (fols.31, v.32),
created a century earlier, we note that before us,
there are naked women of different ages and graces,
representing, apparently, an allusion to the popular
Renaissance theme of the “three human ages”. How-
ever, unlike these drawings, the previous series with
"bathers” (fols.30 v., 31; Louvre, fol.68), on the cont-
rary, is an image of the same nude in different po-
ses or movements. This nuance only empha-
siss the private nature of the albums, which allo-
wed the master to freely develop the motif
that interested him within the confines of one
drawingor sheet.

A refined and poetic female image appears
in courtly drawings, such as The Knight and His Lady
with a Hawk (fol.19 v.). It is noteworthy that two
female figures are depicted here. Although initial-
ly, there is a deceptive impression of an addition-
al sketch for the image of the “lady with a hawk”,
made by the artist with a light pressure of a pencil,
as if he was trying to find the best compositional
solution for depicting the female figure. Howe-
ver, upon closer examination of their facial features,
one can conclude that Bellini depicted two ladies.

In addition, this point of view is supported by the ru-
le that existed in that era to accompany women
of the noble class. Thus, we can assume that the be-
loved woman is “followed” by her companion,
who is in no way inferior to her in majesty, noble
attire, or tenderness of appearance.

It should be noted that the most important fea-
ture of Renaissance fashion was that it did not ex-
pose the human body, unlike in ancient culture;
on the contrary, dresses were characterised by alter-
nating voluminous skirts, harmonious symmetry,
and moderate cutouts. It follows that Bellini’s la-
dies correspond to the fashion trends of the mid-
Quattrocento. This means that they were not fictiti-
ous women but the artist's contemporaries, whom
he could have observed during knightly tourna-
ments. Consequently, the images of noble Vene-
tian women created by Bellini did not represent
an abstract ideal. And once again, in his albums,
Jacopo essentially turned to a new genre. Portraits
of noble beauties, dressed or naked, surrounded
by servants and everyday details, as well as portraits
of commoners, appeared more than once in Ve-
netian art. In this regard, one can recall the famo-
us work of Vittore Carpaccio, Two Venetian Ladies
(or Two Courtesans of 1490), also dressed in fashi-
onable dresses but already too extravagant.

Other genre scenes are also decorated with fe-
male images, for example, The Rider and the Wedding
Procession, a drawing more reminiscent of a re-
turn from a hunt (fol. 48), as well as a series of every-
day scenes, for example, A Shop with a Woman
(Trader) Making Wool Yarn (fol.51 v.). And every
time Venetian women drawn by the artist, regard-
less of the plot, possible allegorical connection,
or class, give an idea of various roles of women and in-
variably leave the impression of a “freeze-frame” -
an episode of real life, observed by the artist's keen
eye. Their plasticity and gestures are anatomically
accurate and visually convincing.

In this regard, we note that already at the end
of the Quattrocento, Carpaccio, Gentile Bellini,
and then a galaxy of such outstanding masters of
the 16th century as Giorgione, Titian, Lorenzo Lot-
to, Palma Vecchio, Veronese, and, finally, Tintoretto,
introduced their special contribution to the forma-
tion of the multifaceted image of a Venetian woman
as one of the treasures of Venice, continuing what
had been started by Jacopo.

The next theme, extensively developed by Bellini
in both albums, represents a Venetian as a warrior
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or knight. His warriors and knights symbolise army
power and the triumph of victory. The artist de-
picted in detail weapons, military armour, war
horses in all gear, dogs following on the heels
of horsemen, often a noble warrior accompanied
by a squire: A Cavalier with a Rod and an Attendant
(fol.84 v.), the knightly series Horsemen and Ser-vants
Ready for the Tournament (fols.5 v., 6), and a se-
ries of drawings of the tournament in the scenery
of a city square with spectators in the arched win-
dow openings from the British album (fols.55, 50 v.,
51). It is a kind of knightly hymn, merging with Vir-
gil's Song of Arms and Man — "Arms, and the man
I sing...". The fact is that from the very beginning,
the Venetians used the design of Piazza di San
Marco as a stage for most of Bellini's tournaments:
“In no city in the world was there a more beauti-
ful field for fights and tournaments than Piazza San
Marco”. [13, p.205]

At the beginning of the 20th century, Pompeo
Molmenti (an Italian historian, politician, specialist
on Venice) talked about knightly tournaments as
a favourite sport and as a school of combat that
developed knightly customs and laws of honour.
Such competitions became a powerful element
of civil society. Knightly tournaments had been held
since the 13th century and, over time, entered histo-
ry as one of the main events in the life of the Vene-
tian Republic. [13, pp.205-208] They became part
of the momaria culture widespread in Venice — the-
atrical performances that were held on various occa-
sions, including religious holidays (for example,
the Annunciation, which we already touched on ear-
lier), as well as reconstructions of important histori-
cal events. For example, tournaments were held
in honour of the conquest of Treviso (1338) and
the capture of Padua (1406), on the occasion of the
election of Doge Tommaso Mocenigo (1413), which
was witnessed by seventy thousand spectators.
[13, p.207] However, it is important to note that under
Doge Foscari (1423-1457), theatrical performances
of “war games” acquired a new ideological mean-
ing. Doge Francesco Foscari vowed to put an end
to bull dancing, regattas, and momarias, abandoning
most of them in favour of even more tournaments.
[12, p.235] In this way, he hoped to perpetuate
the fighting spirit of the repubilic.

Eisler admits that Jacopo Bellini could have ta-
ken part in the design of the tournament on the oc-
casion of the marriage of Doge Foscari's son (1441).
Since, in addition to the goldsmiths and jewellers
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who made ceremonial armour for tournaments, fes-
tive equipment was often designed and decorated
by artists. It was they who invented fancy horse blan-
kets that could turn any horse into a lion or dragon
(Louvre, fols.90, 52). Knights defended themsel-
ves with shields with images of fierce lions carved
on them, as well as wearing armour knee pads with
lion heads, which was precisely captured in Jacopo's
drawings (ibid., fols.54, 55) (Fig.2). And this could
not just be Bellini's artistic imagination, since
the Metropolitan Museum of Art (New York) pre-
serves a Venetian gilded helmet in the form of a li-
on's head, proving the reality of such battle vest-
ments of the Venetian knights of the 15'th century.
[12, p.235]

Thus, J. Bellini's drawings, dedicated to the theme
of warriors and chivalry, reflected social issues that
were significant for Venice and were designed
to perpetuate episodes of national pride x (ars mem-
orativa). "The perfection of Venetian laws, the weal-
th of its arms, and the success of its trade, raised
the people of Venice to a high level of courage
and prosperity, and public displays of skill and coura-
ge helped to kindle the patriotism and confidence
of its citizens.” [13, p.208]

Studying the drawings directly, we note that they
often cannot be accurately divided into scenes of real
battle and scenes of knightly tournaments, as,
for example, in the samples of the Paris album ele-
gantly drawn almost in one line: Knight and Foot Sol-
dier (fol.90), A Knight Ready for a Tournament or Other
Court Holiday (fol.52). The knight is depicted here
on a huge horse, perhaps a prototype of Bucepha-
lus, the horse of Alexander the Great, in frightening-
ly improbable equipment reminiscent of the wings
and scales of a dragon. In general, the artistic mo-
tif of knightly adventures and images of victorious
warriors were intended to reflect the fighting spi-
rit of Serenissima. However, the Paris album evokes
more poetic images associated with the knightly
narrative, whereas the more applied nature of the
drawings of Venetian warriors is noticeable in the Bri-
tish one. On the one hand, Venice imitated the kni-
ghtly spirit of King Arthur [12, p.97], whose adven-
tures, along with those of the French chevaliers, were
popular among the Venetians. On the other hand,
the theme of invincible knights on war horses ac-
quired particular relevance in the era of Bellini, since,
in Venice, they understood that real conquests of
lands took place on horseback. For this reason, the
theme of chivalry, developed in Bellini's drawings,

was closely connected not only with the idea of
maintaining peace but also with the conquest
of Terraferma. Venice, which traditionally glorified
itself as the most peace-loving state, used various
means to instil in its neighbours the myth of the bra-
vest and most invincible army. And although the Ve-
netians first gained wealth and glory on the water,
they still strived for equal power on land. Frances-
co Petrarch, in awe of the power and bravado of
the Venetian men, wrote: “This nation of sailors was
so skilled in the use of horses and weapons, so brave
and so hardy, that they surpassed all other warlike
nations on sea and land”. [12, p.212]

In addition, the military theme became a reflec-
tion of the reality in which Bellini lived since Ve-
nice spent most of the artist’s life in battles, starting
with its victory over Carrara and Padua and then con-
quering Vicenza and Verona. By the end of the 15'th
century, Venice had become one of the main terri-
torial powers of Italy. The Stato di Terra extended
from Friuli to Ravenna, from Lombardy to Cremona
and Bergamo, and to the Adriatic. [11, pp.201-202]
In order to defend itself, the “maritime republic”
was then able to field a powerful land army. This exp-
lains the artist's special interest in the military theme
and images of courageous Venetians, morally and
physically prepared not only for knightly tourna-
ments but also for real victories at sea and land.
In this regard, it is noteworthy to recall the alliance
concluded by Venice with Naples, which provided
for the creation of a land army of 6,000 Venetian
cavalry and 4,000 infantry. [12, p.212] Consequently,
an image of an infantryman, a horseman, or a brave
knight was an actual emblem of a victorious army.

Let us consider a drawing from the Louvre —
A Knight in Renaissance Robes (fol.72). At first glance,
it resembles an illustration for a military encyclope-
dia. However, since we previously noted the possi-
bility of Bellini's participation in the artistic design
of tournament competitions and, possibly, theat-
rical reconstructions of real battles, we may have
a sketch of an attire of a 15th-century Venetian kni-
ght, modelled specifically for the corresponding spec-
tacle. Moreover, the knights in other Bellini’s draw-
ings are “dressed” in similar armour (Louvre, fols.43 v.,
90; fols.20, 36, 95 v.). Their swords are exactly the sa-
me as those kept in the Arsenal of Venice and owned
by Doge Francesco Foscari and Cristoforo Moro.
[13, p.211] Thus, in the drawing Three Soldiers
(fol.95 v.) from the British Museum, which is rath-
er a depiction of the same warrior in his three gui-

Fig.2. Jacopo Bellini. Three warriors fighting the dragon.
Louvre, fol.54

ses — at three ages, the armour and weapons
are identical to the previous drawing. The similar-
ity between A Knight in Renaissance Robes from
the Paris album and the drawing from the British
one, A Knight with a Dwarf Near a Horse (fol.20),
is even more clearly visible. The drawing repeats
not only the details of a knight's attire, but also
the contrapposto of a knight armed with a spear.
The only difference is the absence of a correspon-
ding headdress, although this “gap” is filled in the ima-
ges of warriors in the background.

However, the theme of glorious warriors and kni-
ghts is not limited to Venetian knights and tourna-
ments. On the pages of his albums, Bellini mana-
ged to cover different aspects of military affairs.
The albums touch on such a significant pheno-
menon as mercenaries. The relative stability with-
in Venice made it an ideal employer for the “sol-
diers of fortune” — condottieri (so called because
of the contracts binding them). At the beginning of
the 15th century, from 10 to 12,000 people served
under the banner of St. Mark; nevertheless, by the
middle of the century, the military contingent
of Venice numbered about 20,000 people. The state
spared no effort to get condottieri, on whose main-
tenance enormous at that time sums were spent.
[11, pp.201-203] Famous condottiere Nicolo Picin-
ino explained the advantages of serving in Ven-
ice over the Duchy of Milan as follows: “The Duke
of Milan is mortal, Venice will never die". [12, p.216]

It is also noteworthy that many condottieri came
from noble houses located near Venice. Thus, three
generations of the Malatesta, d'Este families and re-
presentatives of different generations of the Gonza-
ga family were bound by a contract, offering the re-
public not only their noble origins but also military
skills. In this regard, some researchers identify the draw-
ing of a stately knight in a dandy headdress with
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a plume (panache) from the British Album (fol.5)
as the figure of Lionello d'Este. He is depicted in a wel-
coming gesture, riding an exquisitely harnessed
horse, the breed of which, for example, V. Golubev
defined as "typical of the House of d’Este”. [12, p.221]
Another spread of the London album dedicated
to the knights (fols.53 v., 54) depicts a large heraldic
eagle on the blanket of the horse of a high-ranking
officer (possibly Borso d'Este this time), and there
is another small one on a helmet of a knight in the
background. The eagle also appears twice on a "tri-
umphal chariot”: in the decoration of the chariot
and hovering above it (fol.95), as well as in some
sketches for the tombstones of equestrian monu-
ments to condottiere heroes (fols.27 v., 79 v.). In the
images of eagles, some scholars see a reference to
the d'Este family coat of arms; however, most like-
ly, the broad symbolism of the image of the eagle
excludes connection to only one family.

Concluding the passage about hired soldiers

from noble families, let us remember, however, that
three condottieri from the d'Este family, ruling
in Ferrara, served in Venice during Bellini's lifetime.
Not only did they participate in the famous tourna-
ments held in Piazza San Marco, but two of them,
Taddeo d’Este and his son Bertoldo, later died for
the Serenissima...

One cannot ignore the allegorical "battles with
dragons”: two drawings entitled Three Warriors Fight-
ing a Dragon (Louvre, fols.54, 55), Three Soldiers
Attacking a Dragon (fol.86), and Six Horsemen Fight-
ing Dragons (Louvre, fol.81). (Fig.3) In this series,
the drawings have a finished character; they are dis-
tinguished by the finest drawing of details and the
perfection of the compositional solution. The desi-
gn with six horsemen stands out in a special way.
Let us pay attention to the number of horsemen de-

Fig.3. Jacopo Bellini. Six knights fighting the dragon.
Louvre, fol.81
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picted — there are six of them. In this regard, it can be
assumed that Bellini reflected the mediaeval tradi-
tion, when it was six knights from Friuli (they were
famous for the art of equestrian combat) who led
the knightly tournament, and, on the first day,
they solemnly greeted the Doge, who appeared
in the window of the Palazzo. And then, having met
the challenge of the Venetians, they rushed to the at-
tack with lowered spears... [13, pp.205-206] Return-
ing to the drawing, we see that before us there
is a battle scene, which reflects the entire intensi-
ty of the epic battle — the horsemen and, main-
ly, massive horses are depicted attacking, rearing,
and even overthrown. Their silhouettes, horseshoes,
thick manes, and tails are drawn accurately and
subtly. Dragons, with their mythical wings, claws,
and scales characteristic of reptiles, are depicted
no less textured. For Venice, as indeed for any other
state, a dragon could personify the collective image
of an external enemy, of which Venice had many
at that time, both represented by the alliances
that betrayed it and represented by the Emperor
of Rome, the Pope, or the Ottoman Empire... (The dra-
gon also appears in the extensive series of draw-
ings in the two albums St. George and the Dragon).
As for horses, Bellini pictured them either in ur-
ban landscape, in biblical scenes, or as independent
participants in a battle scene. Throughout his care-
er, the artist constantly improved his technique of
drawing horses. Moreover, horses were also depic-
ted by famous artists of Florence during this era.
Thus, in their monumental frescoes, Gentile da Fab-
riano (1423) and later Benozzo Gozzoli (1461) turned
the procession of the Magi into a magnificent multi-
figure ceremony with the participation of horse-
men. Much earlier, in The Virgin of Humility with
Donor (Louvre Museum), painted by Bellini back
in 1430 in tempera on a panel, one can see a scene
with retreating horsemen on the left, almost dupli-
cating the scene in the drawing with the dragon.
It only indicates Bellini’'s interest in these graceful
animals already in his early work, and also shows
a certain skill in their depiction. Most likely, this was
facilitated by Alberti’s treatise on horses, inspired
by the love of these creatures of his patron Lionello
d'Este, and the appearance in Padua of Donatello’s
bronze sculpture, dedicated to the Venetian con-
dottiere nicknamed Gattamelata on his war horse.
In addition, as we have already noted, the gene-
ral political situation influenced the special status
of cavalrymen in the ranks of the Venetian army.

By the way, it is this series of drawings depict-
ing horsemen that indirectly confirms the version
about Bellini’s acquaintance with Pisanello. Howe-
ver, Jacopo, unlike Pisanello, did not only sketch
individual motifs but sought, like the Florentines,
to convey the integrity of the spatial structure of
the depicted scene using linear perspective. [5, p.22]

As a result, it can be argued that the theme
of warriors and chivalry, extensively developed
by the artist, was not only Bellini's personal pre-
ference but was also due to its social relevance for
the Venetian Republic. According to P. Molmenti,
the government was interested in public spectac-
les demonstrating the strength and fighting spi-
rit of the Venetians. Thus, tournaments, being an
outward expression of high ideals and noble feel-
ings, contributed to the formation of the “myth”
of the invincibility of Venice. [13, p.197] And in this
sense, numerous sheets of Bellini's albums dedi-
cated to tournaments and brave warriors are
the best visual evidence of these ideals, as well as geo-
political aspirations of the republic in the era
we are considering.

A century later, the theme of the “rich arsenal”
of Venice was embodied by Tintoretto in The Forge
of Vulcan (1578) — one of the complex allegories
of the mythological cycle inscribed in the ideologi-
cal programme of the Palazzo Doge. It depicts huge
Cyclopes working coherently in unity and harmony
on armour, some of which are “ready” and “scat-
tered” in the foreground of the painting. Thus, re-
flecting the main tenets of the “myth of Venice”,
The Forge of Vulcan contains a clear allusion to the mi-
litary-economic power of the republic. The leitmotif
of a peace-loving policy, almost sacred for the city-
state, resonated here with the vital need of the re-
public to “forge” a myth from iron (in the literal
sense of the word) to intimidate its enemies.

We also note that the theme of the military arse-
nal in Tintoretto's interpretation more reflects past
victories and the valour of the ancestors. At the end
of the Cinquecento, the “myth”, created and con-
solidated in the minds of the Venetians through the
efforts of humanists and patricians back in the 14'th
and 15'th centuries, continued to postulate the ideals
of the republic largely inertially. In addition, during
the 16'th century, the process of military and po-
litical withering of the republic paradoxically coin-
cided with the appearance of outstanding masters
of the Venetian Renaissanc e (Tintoretto, Veronese,
Sansovino, etc). Thus, despite the fragile position

of the state during this era, art served as a sophis-
ticated propaganda tool, owing to which the "myth
of Venice” continued to live and flourish, includ-
ing the legend of the military superiority of Venice
and of its “readiness for battle” while still prefer-
ring peace. In this regard, attention is drawn to
the difference in the interpretation of "army po-
wer” reflected by artists of different centuries, where
each of the interpretations corresponded to its own
political climate. Unlike the aforementioned work
by Tintoretto, Bellini’'s drawings dedicated to
the military theme are permeated with the poetics
not so much of the glorious past as of the present.
As we have seen earlier, during the time of Jacopo,
the Venetian institution of power was engaged not
only in myth-making, directing its energy to the ac-
tual expansion of the arsenal, to the promotion
of infantry and cavalry, to the attraction of condot-
tieri, to maintaining the victorious spirit of its citi-
zens and the active army.

And the final theme, also tightly woven into
the problematic of the “myth of Venice”, is, of course,
the lions that “inhabit” two of Bellini's albums. A lion,
as a symbol of St. Mark the Evangelist, directly as-
sociated with Venice, became the main emblem
of the republic. [13, p.79] Every building in Venice
was marked with the lion of St. Mark. It is worth not-
ing that in the period 1438-1443, the main entrance
connecting the Palazzo Doge with St. Mark’s Cathed-
ral, better known as the Porta della Carta (Paper
Door), was built. This majestic portal, the work
of local sculptors Giovanni and Bartolomeo Bon,
was decorated with a sculpture of the ruling Doge
Foscari kneeling before a lion symbolising St. Mark.
However, what is even more remarkable is that Belli-
ni's drawings foreshadow some future images
of lions. For example, the marble bas-reliefs of lions
on the ground floor facade (possibly by Tullio Lom-
bardo, 1487-1490) appeared in the newly restored
building of the Scuola Grande di San Marco. These
lions in bas-reliefs do not look like the usual heral-
dic winged lions; their realistic image is most remi-
niscent of the detailed modelled lions from Bellini’s
albumes. It is also impossible not to mention the fa-
mous winged Lion of St. Mark, painted by Vittore
Carpaccio already in 1516, which became, perhaps,
the apotheosis of the image of the majestic beast
as the main heavenly patron of Venice on land
and sea.

As for Jacopo’s lions, like most popular sym-
bols, they share Christian and classical connotations.
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And the fact that the king of beasts, in relation
to Bellini’s albums, could also be an attribute of
the patron saint of the republic, a symbol of evan-
gelist Mark, according to Colin Eisler, was a happy
coincidence. [12, p.154] However, the choice of this
artistic motif could well be dictated by the artist's
desire to study the habits and anatomy of the ani-
mal and the desire to reflect the essence of a lion’s
nature in the graphics, a priori incorporating asso-
ciativity with the "mythical” ambitions of Venice.

Thus, we will try to classify the images of lions
in Bellini's albums based on the typology of the ima-
ge as follows: a series of “lion” sketches in various
poses and angles, in which Bellini shows himself
as an observant animal painter; further — a series
of lions with lionesses and cubs; attacking lions;
lions in a cage and a fight between a man and
a lion; as well as lions inscribed in biblical story
or lions in composition with the Saint.

And although there were already precedents for in-
dependent depictions of lions (for example, by Jaco-
bello del Fiore), for the first time it was Bellini who,
in the manner of a sketch, began to truly explore
and develop this motif. Having shown an obvious
interest in lion nature as such, the artist sought
to depict the royal animal as authentically as possible.

The following drawings can be classified as a con-
ventional series of sketches: Seven Lions and Three
Deer, Five Lions (Louvre, fols.78 v., 77 v.), Sketches
of Lions (fols.3, 2 v.), as well as Two Lions, a Lioness
and Two Cubs and Two Lions (Louvre, fols.65 v., 86).
The very manner of these drawings serves as a clear
confirmation of the thesis about the artist's desire
to study the habits and find the most characteristic
plasticity of the animal. Such meticulous elabora-
tion of the drawing testifies to the master’s special
attitude towards this type of fauna, obviously
the most respected among the Venetians. Already
in the sheet of the British Museum Study with Lions
(fol.2 v.), there appears to be an impression of
a universal version found by the artist, reminis-
cent of traditional iconography. (Fig.4) In addi-
tion to other poses characteristic of a royal beast,
the lion in the foreground is depicted “walking”,
in a pose similar to the so-called andante. (For the
first time, it was the andante lion that appeared in the
work by Jacobello del Fiore, and in the 16'th century,
it will be reproduced in Carpaccio’s already men-
tioned famous work, The Lion of St. Mark.) How-
ever, Bellini's lion, although depicted "walking”,
is pictured in many other drawings as "seated”,
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is still far from these two most famous iconograph-
ic types: the first type is a sitting lion in glory or le-
one in solde (lion on coins), and the second type
is a walking lion. The drawing with the “walking”
lion (fol.2 v.), despite other sketches of its poses
in the background, looks the most complete. The
shading, reinforced in places, creates subtle transitions
of light and shade, providing the image of the lion
with a physical effect. The natural strength of
the royal beast is emphasised by prominent mus-
cles, the carefully modelled stance of the imposing
lion’s paws, and the flowing mane. Upon careful
examination of the drawing, one can notice slight
inaccuracies in the proportions of the paws; howe-
ver, it does not affect the overall impression of domi-
nance. Walking with importance, Bellini’s lion turns
its head towards the viewer with dignity, slightly
snarls like an animal, opens its mouth, and expo-
ses its fangs...

“Jacopo’s lions evoke the thrill of mediaeval
romance and the Roman arena. And in the circle
of a family pride in the lap of nature and as a back-
drop to those days when knights were brave, these
noble beasts shine in the new light of humanistic
wisdom, reminiscent of the radiance of a Gothic
illustration.” [12, p.154]

The series of attacking lions is represented
by two drawings from the British aloum: Lion Attack-
ing a Horse and Lions Attacking Horses (fols.7 v., 8).
In these independent compositions, Bellini depicted
lions and horses at the moment of a mortal fight.
In the first picture, the lion has already attacked
and has almost crushed the unfortunate animal,
and in the second picture, the attacking lion man-
aged to jump onto the back of the rearing horse.

In the series depicting lions in a cage and a fight
between a man and a lion, the drawing A Man Fight-
ing with a Lion in an Enclosure (fol.9) is noteworthy.
This image of a lion most closely resembles the ca-
nonical lion of St. Mark — one of the front paws
of the mighty animal is traditionally raised, as if
as a sign of voluntary obedience. And, since, in gene-
ral, this series with animals locked in captivity
is quite unusual for the artists of Venice, it is worth
noting that the fascination with lions in Venice
was not limited only to the abundance of imag-
es of lions and lion heads in sculpture, bas-reliefs,
and high reliefs. Real lions were kept locked
behind the grating in the Palazzo Doge as a symbol
of proud dominance. And it can be assumed that
Bellini had the opportunity to sketch them from life.

Bellini’'s lion also appears in drawings on bib-
lical themes. It is, first of all, a drawing of the Old
Testament story, The Fall and Expulsion of Adam
and Eve (fol.42 v.), from the British album, as well as
a pale schematic drawing of the same story from the
Paris album (fol.66 v.). The British version of The Fall
features two lions lying side by side in the fore-
ground on the right, richly “populated” with heroes
and plot attributes, while another version shows
only one lion in the foreground (the drawing was
badly damaged, so a barely perceptible silhouet-
te of a reclining lion is the only thing that can be
distinguished).

A lion is an integral part of the plot in the draw-
ing Samson... (or Hercules) (Louvre, fol.87). A mighty
naked man is depicted against the backdrop of
an already defeated gigantic lion. The lion’s head
and its entire body are drawn with no less texture
than the head and torso of Samson, as if the ar-
tist emphasised the worthy opposition of the natu-
ral power of the beast to the power of the biblical
hero. This clearer design (in contrast to the fad-
ed adjacent pages of naked male torsos) is belie-
ved to have been elaborately copied in the late
15'th century. A biblical theme can also be seen
in the drawing from the Annunciation series. Here,
a lion is depicted reclining on a stone pedestal
against the backdrop of a city panorama (fol.13).

The series with Saint Jerome Penitent in the De-
sert and ...Reading in the Desert (fols.87 v., 63 v.)
in the company of a lion from the British album
and two lions in the drawings from the Paris album
(fols.23 v., 19 v.) represents in all variations a thou-
ghtful composition where the saint is depicted
against the backdrop of a rocky landscape. Just as Ve-
nice connected its birth and existence to the life
and attributes of the Virgin Mary, so with equal success
did the Republic weave the stories of saints into its
own history, celebrating their feast days with its own
triumphs. Thus, annual elections to the magistrates
were held on the feast of St. Jerome, who, being
a scientist, was the first to translate the Bible into
Latin. (The composition St. Jerome Reading in the
Wilderness from the British Album would be used
by Bellini’s son Giovanni for his painting St. Jerome,
done in tempera on wood around 1460). A lion ap-
pears here as one of the attributes of the saint.
However, the image of a lion is perhaps also a hint
of the presence in the plot and the spiritual assis-
tance of Jesus Christ, based on the symbolic mean-
ings of a lion in Christian iconography.

The last thing worth paying attention to here
is the very first sheet from the British album with
a sketch entitled Lions and Cubs (15 v.), depicting
an imposing lion couple playing with their offspring
against the backdrop of rocky terrain, which per-
haps has a thematic connection with the Baptism
of Jesus from both albums (Louvre, fol.25, fol.16).
On the one hand, the drawing Lions and Cubs
could serve as a preparatory sketch for the more
complex composition of Baptism in the depiction
of a mountainous landscape, with its characteristic
verticals and ornateness. However, on the other hand,
taking into account the same emblematic connec-
tion of the lion with Christ, one can assume a vari-
able interpretation by the artist of the same plot...

Thus, the examined drawings testify to the out-
standing visual “repertoire” of the two albums.
Using the language of monochrome graphics, the
Early Renaissance master managed to create
an amazing palette of genres. In addition to reli-
gious subjects, transformed by the creator’s will into
a new secular narrative iconography, our area of
interest quite logically included other themes, rep-
resented by female portraits and nude female figu-
res, knightly tournaments and images of Venetian
warriors, battle scenes, and figures of lions.

Fig.4. Jacopo Bellini. Etude with lions. British museum,
fol.2 verso
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In addition, for the first time, symbolic motifs
associated with the “myth of Venice” were visual-
ised in graphic form. We were able to verify that Bel-
lini's personal preferences, which initially guided the
master in his work on the albums, reflected not only
the splendour of the city panorama but also absorbed
the current flow of life: everyday settings, traditions
and cultural features of the city-state, the politi-
cal climate, etc., which were sacred and unshakable

for the Venetians, and therefore for Jacopo himself.
His drawings subtly and at times allegorically glo-
rify the uniqueness of the Most Serene Republic,
and therefore directly or indirectly contribute
to the further formation of its “myth” in art. And it would
not be an exaggeration to say that Bellini’s graphics,
contained in two albums, carry within themselves
a kind of genetic code of Venetian uniqueness.
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«MN® BEHELWI» B PUCYHKAX AKOMNO BEJJIMHN —
APYTVE TPAH OBPA3HOCTN

AHHomayus: CTatbs nocssLLeHa pucyHkam Axkono ben-
nviHm (ok.1400-1470/1471) n3 aByx 3HaMeHUTbIX Anbbo-
MOB, XpaHsaLwmxca B Jlyspe (ok.1430-1450) n bputaHckom
Mmy3ee (0K.1455-1470)", TeMaTvka KOTOpPbIX CBA3aHa C MU-
donoremamu BeHneuuaHckon Pecnybavku. laHHas ny6au-
KaLus ABNAETCA NPOAOKEHNEM cTaTbu: «Jkono beanuru:
npobaema susyanusayuu “seHeyuaHckozo muga”» (ony6-
JIMKOBaHHOM paHee B XypHane «/Jom bypeaHosa [Ipo-
cmparcmeso Kynemypel»). BBugy 6oratoro tematnyeckoro
«penepTyapa» aNbbOMOB OCHOBHasA Lie/b UCCIeAoBaHNA —
06HapyXuUTb CBA3b Pa3HbIX MO CIOXETY UV MOTUBY pPU-
CYHKOB bennvHu ¢ McTopuko-naeonornyeckoit 0CHOBOWM
«BeHeLMaHCcKoro Muda»2.

MoMMUMO PeINTMO3HbIX CHOXKETOB, BMMCAHHbIX B CIOX-
Hble apXMUTEKTYPHble KOMMO3ULMMK «MAeaNbHOTo roposa»
. bennmHm3, rpaHn «Muda» HaxoAAT CBOe OTpaXKeHne
8 e20 XeHckux 0bpasax; B nopTpeTax BeHeyuaHCKUx 80-
UHOB U pblyapeli, B baTanbHbIX CLLeHaX; a Tak>Ke B AncTax
C pyYCyHKaMu bBOB. [aHHbIN rpaduyecknin Mmatepman
13 anbbOMOB OCHOBOMOJIOXHMKa BeHelaHckoro Bos-
POXAEHWNS U CTaHeT NpeAMETOM Hallero uccaesoBaHus.

CKBO3b NPU3MY NOCTaBAEHHOW 3ajauu, a TakxXe B CBA-
31 C O4YeBUAHbIM pazHoobpasrem nepekanKarLLmnxca
TeM ABYX YAUBUTENbHbIX GONNAHTOB, PUCYHKN B HUX
He ncuyepnbiBatoT cebs, Kak, BNpoyeM, 1 caMa KynbTypa
BeHeLmn. Becb OKpy>KaroLWMin MUP KaxKeTcsl BNIUCAHHbIM
B rpaduyeckyto «kyHcTKamepy». V1 B 3ToM Takxke orpoMHoe
3HauyeHue anbboMOB 418 N306pa3nTeIbHOro NCKYCCTBa.

B paccmaTtpurBaemMbix Hamu obpasLax XyAoXKHUK Npo-
JO0MKaeT «OTKPbIBaTb MUP 1 YeNoBeKa», HalllynbiBas U30-
6pa3uTtenbHble rpaHnLbl NpeamMeTHoro Mupa. Ero 3aHmmaet
He TONbKO MOAeNnpoBaHMe NPOCTPaHCTBEHHON cpe-

1. Bonpoc gatvpoBok AByx anbbOMOB OCTaeTcs AMCKYCCUOH-
HbIM. [5, ¢.39-40]

2. «Mito di Venezia» — uyacTb LeneHanpaBaeHHOW NAeonorum
BeHeLmaHckol pecnybavkin kak ropoga-rocyAapcrsa C YHU-
KaJibHOW CUCTEMOMN MpaBfeHNs 1 COOTBETCTBYHOLLEN Npona-
raHgom, chopMyIMpPOBaHHasn B XPOHMKaX 1 XBanebHbIX peyax
naTpuLMEB U F'YMaHWCTOB.

3. Cm: CamcoHosa E. B. “Akono bennvHu: npobaema Busyanu-
3aumn «BeHeumaHckoro muda»" // XypHan [lom bypraHosa
MpocTpaHcTBO KyAbTypbl. — Bbinyck 2. — Mocksa, 2024.

Abl, HO 1 aHaTOMM4Yeckas NpMpoja YenoBeka, ero B3a-
MUMOZENCTBMUE C NPUPOAONM U MPOCTPAHCTBOM, MOPTPETHI
N MHOrodUrypHble KOMMO3MLMKW, B TOPOACKOM aHTypaxe
N CeNbCKOW MECTHOCTU. AZIbBOMBbI CTAHOBSATCS HE NMPOCTO
BM3yaNbHbIM CBUAETENLCTBOM MOTOKA XWU3HWU NOCPEeACT-
BOM HabArOAeHWI MacTepa U ero XyAoXeCTBEHHbIX Npes-
MOYTEHWI, HO 1 CBOEro poja TpakTamu no NpPUKIaZHOM
aHaTOMUM YeNnoBeKa, MO aHMMaANCTKE, HE TOBOPSA yXe
O JINHeWHOW nepcrnekTuBe. BHOBb OLLYLLAETCSA «/IMUYHBIN
XapaKkTep» PUCYHKOB, CO3AaHHbIX Ans cebs (fatti per se).
lpadvka npeacTaeT camocToATeNbHOW GOPMOWN B 130-
6pa3uTenbHOM nckyccTBe BeHeuwnn. U, HakoHeLl, «MUd»
obpeTaeT HOBOe HbITOBaHWE B BEHELIMaHCKOM MCKYCCTBE,
obecneunBas NnpeeMHvKaM naeanbHOe NOBECTBOBATENb-
Hoe pycno pa3paboTaHHbIx Akono beanvHu MoTMBOB
N LEeNocTHbIX 06pa3oB..

Ho kak cBAizaHbl pUCYHKM XXEHCKUX 06pa3oB namn Bou-
HOB U1 pbiLapein ¢ npobaemaTmkon «Muda»? Tem He Me-
Hee, NocaesoOBaTeIbHO M3yyasa MaTepuan C TOUKM 3pe-
HWs McTopuorpadum, OCHOBHbIX MOCTYNATOB pecny6amnku,
NpPeBPaTMBLLNXCA B €€ rNaBHble MUPOAOreMbl, @ TakxKe
paccmaTtpuBas anctbl beannHu metogom dopmanbHo-
CTUINCTUYECKOTO U CPaBHUTENbHOTO aHann3a, Mbl 06Hapy-
KNBAEM TOHKYHO, @ MOPOW OUEBUAHYH OTCbIAKY K «MUby
BeHeuun», aMbmLMAM 1 NOANTUYECKOMY KAMMaTy ropoja-
rocysapcrBa. Tak, HapMCOBaHHbIE UAW HaMMWCaHHble
Ha xoncte pemMuHbl yxxe Ha pybexe XV n XVI ctone-
TMA OBPETYT CTaTyC BaXHENMLLEro 3leMeHTa B UCKYCCTBE
BeHeunn. CobctBeHHO cama BeHeuuns otoxaectsasna
cebs MMeHHO ¢ XXeHcknM obpasom. Ee nepcoHndumkaums
CTaHeT MOLLHbIM MHCTPYMEHTOM MponaraHabl B UCKYCCTBE
UMHKBEYeHTO. V1 B 3TOM CMbICe 0COBEHHO LieHHbI Npes-
npuHATble bennnHmn (B cpegnHe KBaTPOYEHTO) Larn K U3y-
UEHUHO XEHCKOW HaTypbl. He cayyaeH nHTepec XyAoXHM-
Ka U K BOEHHOW TeMaTuke 1 obpaszamM My>KeCTBEHHbIX
BeHeLaHLEB, rOTOBbIM He TONbKO K PbILAPCKUM TYPHM-
pam, HO 1 K peasnbHbIM Nobegam Ha mope v cywwn. bancra-
TesibHas pa3paboTka BOEHHOro MOTMBA B BUJEe HabpoCckoB
W LeNIOCTHbIX KOMMO3ULMIA ABASETCS OTPaXKeHNEM Coum-
a/bHO 3HauYMMOro ABAeHUA AnA BeHeuunn, 4To Mbl nocne-
Jl0BaTe/IbHO JOKa3bliBaeM B CTaTbe.
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W B 3akit0ueHUN Mbl paccmMaTpuBaeM ANCTbI C Gury-
pamu NbBOB, rPYNMAMPYa UX COrNacHO MKOHorpaduu. Jles,
kak cumBon CBATOro eBaHrenncra Mapka, Hanpsmyto ces-
3aHHbIV C BeHeLmel, cTan uyTb M He rnaBHON 3MbaeMoin
pecnybaunku. U B 31O cBA3W obpalleHme Akono beaanHm
K 3TOMY TPaAULMOHHOrO MOTUBY, MakCMManbHO 61M3KO-
My BEHEeLMaHCKOMY CaMOCO3HaHUIo, Takxe NpesCcTaBas-

NTak, ogHa 13 Tem, HaweAWwnx JOCTONHOe
oTpaxeHue B anbbomax bennnuu n 3acnyxmBatoLas
BHMMaHMSA B TOM YMCIE C TOUKM 3PEHUS «MUPa» —
370 XXeHWwuHbl. MprnUMHa, MO KOTOPOM Mbl PELLNAN
OCTaHOBWTbCA Ha 3TOM ABHOM MCTOYHWKE BAOX-
HOBEHWS XYAOXHWKA U PacCMOTPETb HEKOTOpPbIE
N3 PUCYHKOB, 3aK/t04aeTca B TOM, UTO Ana BeHe-
LMW XEHCKMA 0bpas, B NpUHLMUME, Upe3BbIYANHO
cnmBosiyeH. Obpas baaropogHenuen U yHuKanb-
Hol BeHeuwnn (nobilissima et singolare) [15] 6bin
6bl He NO/HbIM, He Byab XeHLWunH. Beab BeHeuwns
cebs 0TOXAECTBAANA MMEHHO C XXEHCKMM Hava-
nom. B nepByto ouepeab OHa OTOXAeCTBAANA cebs
¢ [leBoin Mapweii. U ato otoxaecTeaeHne BeHeyunm
¢ camoi [leBoin Mapueii cTaHeT yCTOMYMBOW mae-
0/10reMOW «BEHELIMaHCKOTo Mnda», o yem, KctaTu,
ceBugetenncTByet n ®paHyecko CaHCOBMHO, CBOASA
BOEAMHO 3TK ABa 06pasa, paBHO Kak ¥ ABa UMEHMU:
«...BeHeyus HenopouHas (Venetia Vergine) ceoeli He-
ucnopyeHHol Yucmomol 3awuujaem cebs om yy-
K020 Hacuaus u noddepxusaem mup...» [15, ¢.323].
W 3710 ewe He BCce: oHa xxe — borunHa Cnpasea-
avBoctn — HOcTuumsa, oHa xxe — borunHa BeHepa,
BbllUeALlas U3 NeHbl MOPCKOM, OHa e — POCKOLL-
Hasa [lama-Beneumarka. MepcoHndukauns BeHeumm
CTaHeT MOLLHbIM MHCTPYMEHTOM B UCKYCCTBE rOCy-
[lAapCTBEHHOrO NaHernpuka. Mudonornueckme Uukbl
TuHTOpeTTO 1 BepoHese, HanvcaHHble umu B XVI Be-
ke ans Manauuo Joxen, — HarnagHoe TOMy NoAT-
BepxaeHue. Ntak, BcneacTBue 3TOro BaXKHOro
ANA pecnybanKn anneropmyeckoro eanHCTBa, u,
yunTbiBasA ewe HeAaBHWI KOHCEPBATM3M MeCT-
HOW LIKO/bI, TPYAHO HE OLEHUTb Npeanpwu-
HATble Warn Akono befnnHn B n3yveHnn xeHckol
Hamypel.

Be3ycnoBHbIV Nonck bennnHu xapakTepHbIx A5
cepeanHbl KBaTPOUEHTO XXEHCKMX IMKOB BO MHOTOM
6blN1 MHCANPUPOBAH OCOObLIM 3HAYEHMNEM XKEHLLUH
ans BeHeunn. «...HecMoTps Ha NoUTM BOCTOUHYHO
TaWHCTBEHHOCTb pecnybMKaHCKOro obpasa >K13Hu,
WNCKYCHYIO CMeCb CKPbITHOCTU 1 noka3syxu (display),
n3obpaxkeHne nx B UCkyccTBe (presentation) 6b110
YacTblO pPacYeTIMBON paboTbl rocyaapCcTBEHHOMN
nponaraHabl. BeHeuna — 370 XeHwmHa, CBeTnen-
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eTCcA 3HaYMMbIM BKNaJOM BEHEeLMaHCKOro macrepa,
Kak B AanbHelliee popmMmnpoBaHme «Mmuda» BeHeumn,
TakK U B CTaHOBJIEHNE BEHeLMaHCKoro BospoxaeHus
B MCKyCCTBe.

Knrouessie cnosa: Akono bennvHu, BeHeuwns/pecny6-
nuka, BospoxaeHune/PeHeccaHc, anbbom/donnaHt, rpa-
durka/pncyHok, mudp/mudponorema.

wasn, Repubblica, B Mope poxaeHHas, kak BeHepa,
HenopouHas, kak flesa.» [12, c.127]

Tem 601ee UTO B UICTOPUYECKOM MAaHE XU3Hb
BeHeLMaHKn Bcerga 6blna okyTaHa TyMaHOM. YBU-
[,EeTb MECTHbIX XEHLUWH KaK AVBO Nnpuesxue cTpe-
MUANCb He MeHbLUe, YeM 06nK camoli BeHeuum.
B 3TOM CBA3M CNOXHO He COrnacuTbCs C UTabsH-
CKUM UCTOPUKOM W UCCiesoBaTesieM BEHELMaHCKO-
ro 6bbiTa, aBTOpoM kHurn «La dogaressa di Venezia»
Momneo MoAbMEHTU, CHMTABLUMM, YTO TaliHa, OKpY-
>aBLUasa KOrga-To BEHELMaHCKYH XeHLLMHY, N1LLb
YyCUANBAET ee NPUTAraTeNbHOCTb 415 HaC:

«KeHwWuHa cocmaesssem Xxusol 3/1emMeHm Uckyc-
cmea (vivo elemento per ldrte e la donna), nockosbky
Haxodumcs 8 2apMOHUU CO 8CeM, YMO ee oKpyxaem,
€ NpazoOHUYHOU XU3HLH, C haHmMacmuyeckoli apxumek-
mypod, ¢ mensibiMu 8030YWHbIMU MOHAMU U 800HbIMU
ompaxeHusamu. Cozdamens yyacmayem ee obasHue
u 803800UM Ha beccmepmHbIl MpPOH.»

WNtak, cepusa pucyHkoB «ObHaxeHHble XeHuwju-
Hol u demu» (6.m. fols.30 v., 31; flysp, fol.68) Ha-
NOMMHaeT o6pasLibl KNacCMYeckom CKYAbMATYpPbI.
Ho cama komMno3uumsa n coxpaHvBLUMECs oYepTa-
HWS TPEXMEPHOrO NMPOCTPAHCTBA AENat0T ee JaNeKon
OT Knaccmyeckoro bapenveda. lNepes Hamun cBoe-
06pa3Hblli TPYNNOBOM NOPTPET XEHLLUWH C AeTb-
MUn. OBHaxeHHble XeHckne Gurypbl n3obpaxxeHsl
B CaMbIX pa3HbIX pakypcax: B Mo3ax KOHTPanocro
(ot ntan. contrapposto), a Takxe cuaa, noaynexa,
B aKTVBHOM Lie/ieHanpaBAeHHOM JBUXKEHUN, B COrna-
COBAHHOM M OpPraHM4YHOM B3aMMOZAENCTBUN MEXAY
cobor n durypkamu getert pasHbix BO3pacToB. JaH-
Hasi MU3aHCLEeHa ckopee HanoMUHAET ropOACKYHO
6aHto, a «repovHN NPeaBOCXMLLAIOT IPOTUYHECKYHO
0BHaXeHHYyto0 HaTypy, KoTopas oboraTuT BeHeum-
aHCKYH XMBOMUCh CAEAYHOWErO MOKONEHUS».
[6, c.33] CtouT OTMETUTb, UTO 34eCb CHOBA yCMaTpu-
BaeTCA «3aBellaHHbI» BEHELMAHCKMM MacTepam
HUAEepAaHACKUIA cnel. B aTol cBsA3M, BOCXMLLANACh
«ybesnTeNbHOCTbHO» BENNIMHNEBCKUX KYyNanswuy,
K. 3hicnep npeanonaraet, uto benanHu mor Bnaetb
B YpbuHo 3HamMeHuTyto «Bupcasuro» nnn «Kynaro-
Wyrocs XeHWUHy» fiHa BaH dika (ok.1420-1430 rr.,,
HbIHe yTpadeHHoe). TakXe NCTOYHNKOM BAOXHOBEe-

HUS MOTIN CAY>XKUTb POCMINCKU C OBHaXKEeHHbIMM KY-
nanblyMKamu, yKpallaBLUne JepeBAHHbIE CYHAYKM,
npvBe3seHHble 13 HuaepnaHA0B NpUABOPHBIMU MNO-
kpoBuTenamm Akono. [12, ¢.180]

OZHaKO UHTEPEC XYA0XHUKA K XXEHCKOW HaTy-
pe Hallesn CBOe OTpaXxeHne He TONbKO B OBHaXeH-
HbIX KynasblimLax (BblLLeYNOMSAHYTbIX PUCYHKOB),
HO 1 B Takmx obpa3zax, kak «ObHaxeHHble xeHuju-
Hbl ¢ OembMu, 2omossaujuecs k bumese» (6.m. fol.31 v.),
«Haeue xeHWUHbI Ha nose 6umesi» (6.M. fol.32).
(Pwvc.1). bennnHueBckmne goumenbHUYbI NepeknnKa-
FOTCA C aHTUYHBIM 06PA30M CripaBeANNBON U XpPab-
poii 6oruHm AduHbl Mannagsl (MuHepssbl). B XVI Be-
ke obpa3 MuHepBbl ByseT He pa3 repon3npoBaH
B odmumanbHOM nckyccrse Beneumn. Tak, Hanpumep,
o6pa3 MuHepBbl byseT ncnonb3osaH fikono CaH-
COBWHO ANf CKyAbNTypHOro obopmneHuns JSloaxet-
Tbl (Lodgetta) (1537-1546). A B 3on0T0M FOCTUHOW
(Salotto Dorato) Manayuo Aoxxen nossutcsa «Mu-
Hepsa omcmpaHaem Mapca om Mupa u M3obunus»
(1570-1580 rr.) knctn Akono TUHTOpPETTO — KAnac-
cMUeckoe BOMJIOLEHME MOLW U O4HOBPEMEHHO
KEHCKOW KpacoTbl. CanBasicb ¢ obpasom BeHepbl
1 camoli BeHeummn, MuHepBa TUHTOPETTO peLlunTesb-
HO 1 BMecCTe C TeM MU3ALLHO «OTCTpaHAeT» beacTBUA
BOVHbI, yrpoxatoLimne ein B obpase Mapca.

Bo3epaluasck kK pucyHkam bennvnu (6.m. fols.31,
V. 32), CO34aHHbIM BEKOM paHbLUe, 3aMeTUM, YTO ne-
pea HaMu — pasHble MO BO3pacTy U rpaumm obHa-
>KEHHbIE XEHLLVMHbI, NPeaCcTaBAAoLLME, MO BCEN BUAM-
MOCTM, a/I03UH0 Ha NONyAspHYHO Ans BospoxaeHus
TeMy «Tpex BO3pacToB YesoBeka». Ho, B oTanune
OT 3TUX PUCYHKOB, NpeAblayLlas cepus C «kynasb-
wuuammn» (6.m. fols.30 v, 31; Jlysp, fol 68), HanpoTus,
ABNSIETCSA U306PaKEHNEM OAHON 1 TOM Xe OBHaXKeH-
HOM B pa3HbIX NO3ax WAU ABUXEHUWN. DTOT HHOAHC
NNWb NOAYEPKMBAET NPUBATHbIN XapakTep anbbo-
MOB, NMO3BOJIAIOLLMIA MacTepy B Npesesax OfHOro
pUCYHKa UK ncTa cBO6OAHO pa3pabaTbiBaTb MH-
TepecyoLmii ero MoTmMB.

YTOHUYEHHBIN 1 MO3TUYHbIN XEHCKUI 06pa3 no-
ABAAETCA B PUCYHKAX KYpPTya3HOro TOJ/Ka, Kak, Ha-
npumep, «Poeiyaps u e2o Jama cepdya ¢ acmpebom»
(6.Mm. fol.19 v.). MprmMeyaTensHo, UTO 34€Ch M306pa-
>KeHbI Cpa3y ABe XeHckne Gurypbl. XoTa nepso-
Ha4va/sbHO BO3HMKaeT 0OMaH4YMBOE BreyaT/ieHune
[AOMONHUTENBHOTO Habpocka K M306paXKeHUIo «aambl
C AcTpebomM», CAeNaHHOTO XYAOXHUKOM NerkMMm Ha-
KMMOM KapaHJalua, kak ecaun bbl OH CTpeMucs Ha-
LynaTe Hamaydllee KOMMNO3ULMOHHOE peLleHne
ans n3obpaxeHnsa xeHckon eurypel. Ho npu 6o-

Nlee BHUMATENbHOM U3YUYEHUM YepPT UX NL, MOX-
HO 3aK/O4UnTb, UTO bennnHu nsobpasnn aByx Aam.
K ToMy >e, laHHYIO TOUKY 3peHunsa noakpennset
W CylecTBOBaBLUEE B Ty 3MOXy NpaBMaO CONPOBO-
XKAaTb XEeHLWMH 61aropogHOro cocnoBma. Takmm
0b6pa3omM, MOXHO MPEANONOXMUTb, YTO 3a AAMOWN
cepaua «caesyeT» ee KOMMNaHbOHKA, HNUYTb He YC-
Tynatowias eli B BeN1M4aBoCTH, 6a1aroposHOM oge-
AHUM N HEXHOCTK obamka.

Hazo oTMeTUTb, UTO Hanbosee BaXKHOM UepTol
Moabl PeHeccaHca ABAANOCH TO, UTO B OTANYMNE OT
aHTUYHOW KYNbTYpbl, OHa He 0bHaxana yenoBeye-
CKOrO Tesa, HanpoTuWB, ANA NAaTbeB bbIIO XapakTep-
HO YepegoBaHne obbeMHbIX dang, rapMOHNYHan
CUMMeETPUSA, ymepeHHble Bbipesbl. OTcloga cneay-
€T, UTo beNMHMEBCKME AaMbl COOTBETCTBYHOT MOZ-
HbIM TEHAEHLMAM CepeAMHbl KBaTPOYEHTO. A 3HauwT,
OHW NPeACTaBAAOT COBOM He BblAYMaHHbIX XXEHLLWH,
a COBpPEMEHHML, Xy0XKHMKaA, KOTOPbIX OH MOT HabJ1o-
faTb BO BPeMsA NPOBefeHMsA PbiLapCknX TYPHUPOB.
CnepoBatenbHo, 06pasbl 61aropoAHbIX BEHELMAHOK,
co3gaHHble bennnHu, npeacraBasam cobol oTHIOAL
He abCTpakTHbIN naean. Ml B ouepeaHon pas B CBO-
nx anbbomax fAkono obpallaeTcs No CyTM K HOBOMY
XaHpy. NMopTpeTbl 3HaTHbIX KpacaBwLL, HAPAAHbLIX NN
06HaXeHHbIX, B OKPY>XEHUW CAyT 1 BbITOBbIX NOA-
pOBHOCTEN, paBHO Kak U MOPTPETbI NPOCTONAKOAM-
HOK, ByayT He pa3 dUrypmnpoBaTb B BEHELMAHCKOM
nckycctee. B 3Toi CBA3M MOXHO BCMNOMHUTL 3Ha-
MeHuTOoe npounsseseHne Butrtope Kapnauuo
«/lge seHeyuaHku» (W «Jse kypmu3sarku» 1490-e rr.),
TakXe OZeTble B MOAHbIE NAAaTbs, HO Y>Ke B U3/INLLHE
3KCTpaBaraHTHble.

XeHckmmm obpasamu yKpaLleHbl U Apyrme XaH-
poBble CLeHbl, HanpumMep, «Hae3dHuya u ceadeb-
Has npoyeccus» — PUCYHOK 60J/bLIe MOXOXMNN
Ha so3spaujeHue ¢ oxomel (6.m. fol.48); a Takxe ce-
pua 6bITOBbIX CLLEHOK, Hanpumep, «MazasuH4uk
€ XeHWuHoU (mopzoskoli) 3a npsxell wepcmu»
(6.m. fol. 57 v.). N BCAKWIN pa3 HapncoBaHHbIE XyJ0XK-
HMKOM BeHeLMaHKKN, He3aBUCUMO OT CHOXKEeTa, BO3-
MO>HOW anneropnyeckor CBA3KN UAN COCNOBUS,
[a0T NPeACTaBieHEe O Pa3/IMUHbIX POASAX XKEHLLUH
N HEN3MEHHO OCTaB/IAIOT BNeyaT/JeHne «CTon-
Kagpa» — 3NmM304a peanbHOM XN3HW, MOACMOTPEHHO-
O 30PKMM OKOM XyZOXHUKA. VX naacTka v XecTbl —
aHaTOMMNYEeCKM TOYHbI U BM3YalbHO ybeanTenbHbI.

B 37O CBA3M OTMETMM, UTO YXKe B KOHLie KBaTPO-
yeHTOo, Npogokas Havatoe flkono, Kapnayuo, [xeH-
Tnne bennvHu, a 3ateM naesga Takvx BblAatoLWMXCa
mMacTtepoB XVI ctonetus, kak I>xopaxoHe, Tuunan,
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JNlopeHuo JloTTo, NanbMa Bekkno, BepoHese u, Ha-
KOHeL, TMHTOPeTTO — BHeCyT CBOO 0Ccobyto nenty
B POpMMpOBaHME MHOTOANKOro obpasa BeHeLmaH-
KW KaK OfHOro M3 AOCTOsIHWI BeHeuuun.

Cnepytowas TeMa, 06beMHO pa3paboTtaHHas ben-
NMHKN B 06ounx anbboMax, npescTaBaseT seHeyuaHya
8 obpase 8ouHa uau pulyaps. Ero BonHbl 1 pbitapu
CYMBOJIM3MPYIOT apMencKyo MOLLb 1 Tpuymd nobe-
Abl. XyZOXHWUK NoApoBbHO n3obpaxaet opyxue, BO-
WHCKUWe focnexu, 6oeBbix KOHEN BO BCe aMyHULNW,
cobak, cnegyrolnx No NATaM BCaZHWKOB, HepeaKo
61aropoAHOro BOMHa B CONMPOBOXAEHUW OpyXKe-
Hocua: «Kasasep ¢ Xe3/10M U conposoxoaroujum»
(6.m. fol.84 v.), pbilapckas cepus «BcadHuku u cay-
au 2omossle kK mypHupy» (6.m. fols.5 v, 6), cepus pu-
CYHKOB CaMOro mypHUpa B AeKOopaLsX roPOACKON
NAOLLAAM CO 3pPUTENAMN B aPOUHbIX MPOemMax OKOH
n3 bputaHckoro anb6oma (6.m. fols.55, 50 v, 57).
3T0 cBOEOOpPa3HbIN PbILLAPCKUI TUMH, CIVBaKOLLMIA-
€ ¢ necHen Beprunms «Opyxue n yenoBek» — «lowo
opy>xuli 38yk U nodsuau 2epos...». [leno B TOM, TO Be-
HeLMaHLbl C CaMOro Hayana Ucnosib3oBaan 0PpopM-
NeHuve naowaamn Piazza di San-Marco B kauecTtBe
cueHbl An8 60bLINMHCTBA TYPHUPOB bennnHu: «Hu
B O4HOM ropoge Mupa He 6bi10 6onee npekpacHo-
ro nons AN NOeANHKOB Y TYPHUPOB, YEM NJIOLLaAb
CaH- Mapko». [13, c.205]

B Hauane XX Beka [Nomneo MosbmeHTU (UTa-
NbAHCKWI UCTOPUK, MOAUTUKK, Crieuuanmnct no Bexe-
LuMmn) coobLLaeT o pblLapPCKUX TYpPHUpPaxX, kak 06
N31H06NEHHOM BUAE CNOpTa W Kak o wkose 6os,
pa3BuMBaBLUEN pbiLlapckne 06blYan U 3aKOHbl Yec-
M. Nofo6HbIe COCTA3aHMA CTaau MOLUHbIM 3/1e-
MeHTOM rpaxgaHckoro obuwectsa. Poinapckune
TYypHUpBI nposoananck ¢ Xlll Beka n co BpemeHem
BNucanun cebs B UCTOPUIO, Kak OLHO W3 FNaBHbIX CO-
6bITUI B XM3HW BeHeumaHckon Pecnybanku.
[13, c.205-208]. OHW cTann YacTbro pacnpocTpaHeH-
Hol B BeHeuuwn KynbTypbl MOMapuin (momaria) — Te-
aTpann3oBaHHbIX NpejcTaBAeHUN, KOTopble
yCTpanBasncCb NO pPa3HbIM NOBOAAM, BKAtOYasA pe-
NVrnMo3Hble npasaHukn (Hanpumep, baazoseuwjeHue,
KOTOPOrO Mbl yKe Kacaaucb paHee), a Takxke peKkoH-
CTPYKLMMN BaXKHbIX MCTOpUYECKMX COObITMI. Tak, Ha-
npvMep, TYPHUPbI NPOBOAWANCH B YeCTb 3aBOEBaHUA
TpeBunzo (1338 r.), B yecTb B3aTMA lMagywm (1406 r.),
no cayyaro nsbpaHms goxa Tommaszo MouyeHuro
(1413 r.), cBMAETENAMUN KOTOPOrO CTaan CEMbAECAT
ThicsiY 3puTeneii. [13, ¢.207] Ho, BaXXHO OTMeTUTb,
yto npu poxe ®ockapu (1423-1457 r.) Teatpanmso-
BaHHble NPeACTaBAEHUA «BOEHHbIX UTP» Npuobpe-

62

21 HOBbIN MAeONOTNYECKUA cMblca. [lox PpaHuecko
®ockapy NOKAANCA NONOXKMNTb KOHEL, TaHLaM 1 60sM
6bIKOB, peratam ¥ MOMapusmM, OTKa3aBLUUCb OT 60b-
LWMHCTBA U3 HMX B MNOAb3Y eLle 60/blUero Komye-
CTBa TypHMPOB. [12, ¢.235] Tem cambiM OH Hagesancs
yBeKkoBeunTb HoeBon Ayx pecnybankm.

K. Slicnep pgonyckaert, 4to B 0pOpMAEHUM TYPHU-
pa no cay4aro bpakocoyetaHus CbiHa foxa Pockapu
(1441 r.) mor npuHMMmaTh yyactue fikono beannuw.
Tak Kak MOMWMO 30/10TbIX e MacTePOB U FOBEAUPOB,
M3roTaBANBABLUNX ANA TYPHUPOB LiepeMOHMaNbHble
[0Cnexu, NpasiHYHbIe CHAPAXXEHUA YacTo MPOEKTH-
pOBa/IM U yKpaLlann XyAoXKHUKU. IMEHHO OHY 130-
HpeTanv NpuUyAnMBbIE KOHCKME MOMOHbI, COCOBOHbIE
npeeBpaTUTb Nt0BYIO NoWwaab BO AbBa UK Apa-
kKoHa (/lyep, fols.90, 52). PbiLlapyn 060pOHAANCH LUK-
Tamu C BblCEUYEHHbIMW Ha HUX N306paXKeHNAMMN CBU-
penbIX IbBOB, a TakXXe B HaKOJIEHHUKaxX 13 BpoHU
C IbBUHBIMW FOI0BaMW, YTO KakK pa3 3anevatnenu
pucyHkn Akono (Tam xe, fols.54, 55) (Puc.2). U 3to
He MOro 6bITb NN XyA0XECTBEHHbLIM BbIMbIC/IOM
BennvHn, nockonbky B MetpononuteH-mysee (Hbto-
Vlopk) coxpaHWacs BeHeLmaHCKWi MO30104UeHHbIN
LWNeM B BUJE rO/IOBbI /IbBa, J0Ka3blBaOLW NI peasb-
HOCTb NoZobHbHOro 6oeBoro obnaveHns BeHeLMaH-
ckmx pbiuapert XV Beka. [12, ¢.235]

Takum obpasom, pucyHkn A. beanvHu, nocssa-
LLeHHble TEME BOMHOB W pblLlapcTBa, — OTpaxanu
3HauMMyo Ana BeHewun coumansHyro npobaematuky,
MPV3BaHHYH YBEKOBEUUTb 3MMN304bl HALMOHANIBHON
ropaoctu (ars memorativa). «CoBepLUEHCTBO BEHE-
LMaHCKMX 3aKOHOB, 60raTCcTBO ee OpyXua n ycnex
ee TOPros/Iv NOAHANMN Hapog BeHeLmn Ha BbICOKMI
YPOBEHb MY>ECTBa 1 NpoLBeTaHUs, a NybanUHble
NPOABAEHNS TOBKOCTW 1 OTBarn nomoramn pasxeub
naTpuvoTM3M 1 JOoBepue ee rpaxaaH.» [13, ¢.208]

M3yuas HenocpeACTBEHHO PUCYHKM, OTMETUM,
YTO 3a4acTyto OHWN He NOAAAITCA TOUHOMY pa3gene-
HWIO Ha CLLEHbl peanbHOro 608 M CLEeHbl PbiLapCKMX
TYPHUPOB, KakK, HanpumMep, B U3SLLHO HapUCOBaH-
HbIX MPaKTUYECKN OAHOW IMHWEN obpa3suax Mapux-
ckoro anbboma: «Poeiyape u nexomuHey» (fol.90),
«Poiyapb 2omoselili K mypHUpY unu opyaomy npu-
dsopHoMy npasoHuky» (fol.52). PbiLapb 3aecb 130-
H6paxkeH Ha OTPOMHOM KOHE, BO3MOXHO, CTaBLUMM
npoobpasom byuedana, koHs AnekcaHapa Make-
AOHCKOTO, B yCTpaluatoLLe HenpaBAonog06HOM CHa-
PAXEHUWN, HAMOMMUHAIOLLMM KPbIbA U YeLlyto apa-
KOHa. M B LLesIoM XyA0XeCTBEHHbIA MOTUB pblLap-
CKMX MPUKAHOYEHMI 1 0Bpa3bl BOMHOB Nobeasl 6biin
npu3BaHbl oTpaxaTb 6oeBon ayx CepeHUCCUMBI.

Ho, ecnn Mapwxcknii anbbom Honblue npobyxaa-
eT No3TN3MpPOBaHHble 06pa3bl, CBA3aHHbIE C pbiLap-
CKWUM NOBECTBOBaHWeEM, TO B bputaHckom 3ameTeH
60s1ee NpUKNaZHOM XapakTep PUCYHKOB BEHeLaH-
Cknx BonHoB. C 04HOM CTOPOHbI, BeHewumsa nogpa-
>Kania pbluapckomy ayxy kopoasa Aptypa [12, ¢.97],
UbM MNPUKNHOUEHMS HAapsAAY C NPUKIOUYEHUAMU dpaH-
Lly3CKUX LLeBasibe OblAn NONyAApHbI CPesn BEHeLN-
aHueB. A C Apyroi CTOpPOHbI, TeMa HenobeanMbIx
pbluapeli Ha 60eBOM KOHe nNpuobpena ocobyto
aKTyanbHOCTb B 3N0Xy bennnHu, nockosnbky B BeHe-
LUUW NOHMManNK, UTo peasbHble 3aBOEBaHWNA 3eMesb
MPOUCXOAAT BEPXOM Ha sowwagsax. Mo 3Ton npuunHe
TeMa pblLapCTBa, pa3BepHyTas B pucyHkax beanm-
HW, BblN1a TECHO CBSiI3aHa He TO/IbKO C ujeen noj-
Aep>KaHWs MMpa, HO 1 ¢ 3aBoeBaHMeM Teppadepmbl
(Terra ferma). BeHeuus, TpagMLMOHHO CaBMBLIAS
cebsa Kak camoe MMpontobmBoe rocysapcTBo, UC-
NoJsib3ys pasfnuHble CPeACTBa, BHYyLIaNa COCEAAM
MU O camomn xpabpolt n Henobeagnmon apMum.
M xoTs BeHeumaHLbl CHaYana 3aBoeBanan 60raTcTBo
W CNaBy Ha BOJAE, OHW BCE e CTPEMUINCL K PaBHOM
cune n Ha cywe. ®paHuecko MNeTpapka, 6aaroroses
nepes MoLWbio 1 6paBaZoln BeHeLMaHCKUX MY>K-
UMH, NUCan: «3Ta Hauusa MOPAKOB Bblna Tak UCKYCHa
B obpalleHnm C owagbMu 1N OPY>XMeEM, Tak Xpa-
6pa n Tak BbIHOC/IMBA, YTO NMpeB30L/ia BCe ApY-
rMe BOMHCTBEHHbIE HaL MM Ha MOpPE U Ha cylue».
[12, c.212]

K Tomy >ke, BOeHHas Tema CcTasna oTpaxeHunem
LEeNCTBUTENBHOCTN, B KOTOPOU Xun cam bennvHy,
Befb HO/bLUYIO YaCTb XXN3HW XyJ0XHUKa BeHeuwsa
nposena B bMUTBax, HaunHas c ee nobeabl Hag Kap-
papoii n MNaayen, a 3ateM 3aBoeBaB BuueHLue v Be-
poOHYy. ¥>xe K KoHUy XV cTtonetus BeHeuunsa ctana
OZHOW U3 rNaBHbIX TEPPUTOPUAbHBIX AepxaB VTa-
nun. Stato di Terra npoctupanock ot Ppuynn go Pa-
BeHHbI, oT JlTombapaun — po KpemoHa n bepramo,
n po Agpwnatukn. [11, c.201-202] N utobbl 3awm-
WwaTtb cebs «mopckas pecnybanka» Tenepb bbina
CNocobHa BbICTaBUTb MOLLHYH CYXOMYTHYHO apMUIO.
ITM 0b6bACHAETCA 0COBbIN NHTEPEC XYA0XKHUKA
K BOEHHOW TeMe 1 0bpa3am My>KeCTBEHHbIX BEHeL-
aHLEeB, MOPasibHO U GU3NYECKM FTOTOBbIM He TOJIbKO
K pPbILAPCKMM TYPHMPaM, HO U K peanbHbIM nobe-
ZaM Ha Mope v cywun. B 3Tol cBsA3M npumeyaTenb-
HO BCMOMHMWTb O 3akJ1toYeHHOM BeHeumein cotoze
¢ Heanonewm, KoTopbIli NpegycMaTpuBan cosgaHue
cyxonyTHor apMum 13 6000 BeHeLMaHCKKX KaBase-
puctos n 4000 nexoTnHues. [12, c. 212] CnepoBsa-
TeNbHO, 3obpaxeHne NexoTMHLaA, BCagHUKa Uau

CMeNoro pbllaps 3akatovano B cebe akTyanbHyHO
3MbaemMy nobesOHOCHOW apMun.

PaccmoTpum pucyHok mn3 Jlyspa — «Peiyape
8 peHeccaHcHom obaadeHuu» (fol.72). Ha nepsbiin
B3r/14 OH HaNOMMWHAET UANFOCTPALMIO K BOEHHOM
3HUMKNONEeANN. Ho NOCKOAbKY Mbl paHee oTMeYanu
BO3MOXHOCTb y4acTna bennnHu B XxyA0>KeCcTBEHHOM
0bOpPMIEHNN TYPHUPHBIX COCTA3aHWI 1, BO3MOXK-
HO, TeaTpa/M30BaHHbIX PEKOHCTPYKLMIA peanbHblX
60eB, TO, Mepes HaM1 MOXET ObITb 3CKU3 KOCTHOMA
BEHeLMaHCcKoro poitapsa XV Beka, CMOAENMPOBaHHbIN
cneuvanbHO A1 COOTBETCTBYHOLLEro 3penuiua. Tem 60-
Nlee, UTO B aHaNOTNUHbIe fOCrnexun «obaayeHbl» pbl-
Lapv apyrmx 6enaMHneBckmx pucyHkos (flyep, fols.43
v., 90; 6.m. fols.20, 36, 95 v.). A ©x Meun — TOYHO
Takune Xe, Kak Te, UTO xpaHaTca B ApceHasie BeHe-
yuu v npuHagnexat goxy PpaHuecko Pockapwu
n Kpnctopopo Mopo. [13, c.211] Tak, B pncyHke
«Tpoe soeHHbix» (6.M. fol.95 v.) n3 bputaHckoro
My3es, KOTOPbIA CKopee ABASETCA U30bpaxeHnem
OZHOrO U TOTO Xe BOWHa B TPeX CBOMX MMOCTacsaxX —
B Tpex BO3pacTax, AOCMeXN U OpyXne — UAEeHTUY-
Hbl NpeAblAyLEeMy pUCyHKY. Elle 6onee oTueTMBo
NpocMaTpuBaeTCA CXOACTBO «Pbilyaps 8 peHeccaHc-
HomMm obnayeHuu» 13 Mapuxckoro anbboma ¢ pu-
CYHKOM 13 bpuTtaHckoro — «Peiyape ¢ KGpauKom
803/1e KOHs» (fol.20). PucyHOK MOBTOPSET HE TOJb-
KO feTasn pbILLapCKOro KOCTIOMa, HO 1 KOHTpanoc-
TO pbiLaps, BOOPYXXEHHOro KonbeM. EANHCTBEHHbIM
OT/INUMEM ABAAETCA OTCYTCTBME COOTBETCTBYHOLLE-
ro ro1oBHOro ybopa, xots 31oT «npoben» BOCNOA-
HeH B N306pa>keHnsax BOMHOB Ha BTOPOM MJaHe.

OpfHako, TemMa C/1a8HbIX BOUHOB U pbiyapeli He UC-
yepnbiBaeTCA BeHeLMaHCKUMW pbiLapsaMu n Typ-
Hupamu. Ha ctpaHunuyax ceomx anbbomoB bennvHum
Y[,A€eTCA OXBaTWUTb Pa3Hble CTOPOHbI BOEHHOrO ena.
B anbbomax 3aTparvBaetcsa Takoe 3HauMTeIbHOE fAB-
NleHve — Kak HaeMHuKW. OTHOCMTeNbHasA CTaunbHOCTb
BHYTpW camoi BeHeuwnun caenana ee ngeanbHbiM pa-
b6oTogaTenem Ans «congat yaaum» — condot-tieri
(Ha3BaHbIX Tak NO KOHTPaKTaM WX CBA3bIBAIOLLMM).
B Hauane XV Beka nog 3HameHeM CaToro Mapka
morno cnyxutb oT 10 go 12000 uenosek, HO yxe
K cepeAnHe BeKa BOEHHbIN KOHTUHIEHT BeHeumm
HacuuTbiBan okoao 20000 yenosek. M rocysapctso
He Xaneno ycuaui, 4ytobbl 3aN0NyUYnTb KOHAOTbE-
pOB, Ha coAep>KaHne KOTOPbIX TPaTUANCh BacHoC-
NIOBHble MO Tem BpemeHaMm cymmbl. [11, ¢.201-203]
N3BecTHbIN KoHAOTbep Hkono MUYNHNHO 06b-
ACHAN NpenMyLLecTBa cny>bbl B BeHeuunn nepeg,
MunaHCKMM repLorcTBOM ciegyromm obpasom:
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«MunaHckuii repyor — cmepTeH, BeHeunsa -
He yMpeT HuKorga». [12, ¢.216]

3acay>kmBaeT BHMMaHWA 1 TOT $akT, YTO MHO-
rMe KOHAOTbepbl OblAN BbIXOALAMU U3 3HATHbIX [lo-
MOB, HaxoAsLWMXCa Henoganeky oT Beneunn. Tak,
TPW NokoaeHus cemen Manatecta, 4'9cTe 1 npea-
CTaBUTENN pa3HbIX NOKOJEHWI ceMbn FOH3ara 6bl-
NN CBfi3aHbl KOHTPaKTOM, Npeanarasa pecnybavke
He TO/IbKO CBOe 61aropogHoe NPOoOnCXoXaeHue,
HO 1 BOEHHble HaBbIKW. B 3TOM CBS3M HeKOTOpbIe MC-
cnefoBaTeny MAEHTMOULIMPYOT PUCYHOK BENNYABOrO
pblLaps B LLEro/bCKOM roJI0BHOM ybope ¢ natoma-
xeM (panache) u3 bputaHckoro anbboma (6.M. fol.5)
Kak ¢urypy JinoHenno a'Scte. OH n3obpaxkeH B Npu-
BETCTBEHHOM XecCTe, BEPXOM Ha M3blCKaHHO 3anps-
>KEHHOM KOHe, MopoAy KOTOporo, Hanpumep, B. Fony-
6eB onpesenun Kak «TUNUYHyo ans Joma a'dcte».
[12, c.221]. Ewe Ha ogHOM pa3BopoTe JIOHAOHCKO-
ro anbboma, NocBsALeHHOM poiLapam, (6.m. fols.53
V., 54) Ha NonoHe fowaan BbICOKONOCTaBAEHHOTO
odmuepa (BO3MOXHO, Ha 3TOT pa3 — bopco g'3cTe)
n306paxeH HONbLLON repanbAnyecknin opes, a Ha
LNeMe pblLapsa Ha 3ajHeEM NiaHe — elle OAWH Ma-
NeHbkuin. Open Takke NoABAAETCA ABaXAbl B «mpu-
yManeHoU KonecHUYe»: B eKope caMOi KOJECHULLbI
N Napsawum Hag Hei (6.Mm. fol.95), a Takke B Heko-
TOPbIX HABPOCKax K HaAFPOOUAM KOHHbIX NaMAT-
HWKOB reposiM-KoHAo0TbepaM (6.m. fols.27 v, 79 v.).
HekoTopble yyeHble BUAAT B N306paxkeHnax op/ioB
OTCbIIKY K CEMEeHOMY repby 4'ScTe, HO ckopee Bce-
ro LWMPOKNA CUMBOAM3M Obpasa opia UckaroYaeT
MPVBA3KY TOJbKO K OJHOIN CeMbe.

3aBepluas naccax o HaeMHbIX BOMHAX U3 3HaT-
HbIX CEMENCTB, BCMOMHMM, OAHaKO, UTO TPOe KOH-
[OTbEPOB M3 CeEMbU A'ICTe, Npassallen B Peppape,
cnyxunu B BeHeumn Kak pas npu XxXu3sHu beannuu.
OHM yyacTBOBa/IM HE TONbKO B 3HAMEHUTBIX TYp-
HWpax, NpoBoAnBLUMXCA Ha naowaamn CaH-Mapko,
HO ABOe 13 HUX, Tagaeo 4'3cTe n ero cbiH bepTonb-
4,0, no3xe ymepau 3a CepeHnccmmy...

Henb3s 060MTN CTOPOHOM 1 anneropuyeckne
«BUTBbI C ApakOHaMWU»: ABa PUCYHKa Noj Ha3Ba-
HueM «Tpu 8oUHA cpaxaromcsi ¢ OpakoHom» (/lyap,
fols.54, 55), «Tpu condama, amakyrouyux OpakoHa»
(6.Mm. fol.86) n «lllecmb 8cadHUKO8 Cpaxaroujuxcs
¢ dpaxkoHamu» (/lyap, fol.81). (Puc.3) PucyHku 310l ce-
PV UMEIOT 3aKOHYEHHBIV XapaKTep, OHN OTAUYaOTCS
TOHYaliLLEeN MPOPUCOBKOW eTaNeil U COBEPLUEHCTBOM
KOMMO3WLMOHHOTO pelueHus. OcobbiM 06pa3oM Bbl-
AenAeTca pUCYHOK C LeCTbto BcagHukamu. Obpatnm
BHMMaHWe Ha KOIMYECTBO N306paXKeHHbIX BCaZHW-
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KOB — WX 3/eCb LIeCTb. B 3TOM CBA3M MOXHO npes-
MONOXWUTb, UTO bennnHu oTpasunn cpesHeBEKOBYIO
TPaAMLMIO, KOTA4a MMEHHO LecTb pbibaper us dpum-
YA (OHW CNaBUAUCH UCKYCCTBOM KOHHOro 60s)
PYKOBOAWAMN PbILAPCKUM TYPHUPOM, 1 B NeEpPBbI
AEeHb TOP>XKECTBEHHO MPMBETCTBOBANM A0XKa, NOAB-
nsBLierocs B okHe Manauuo. A 3aTeM, BCTPETUB Bbl-
30B BeHeLMaHLeB, OHW Bpocannch B ataky C HU3KO
onyLeHHbIMK konbamu... [13, ¢.205-206] Bo3spalua-
ACb K CAMOMY PUCYHKY, Mbl BUAMM, YTO Mpes Hamu
6aTanbHas CLeHa, B KOTOPOW OTpaXKeH BeCb Hakas
3MNWYHOM CXBaTKW — BCAZHWKM W, FNaBHbIM 06pasom,
MacCMBHbIE KOHU M306pakeHbl aTakyoLLMMU, B34bl6-
NEeHHbIMU U Aaxke NOBEPrHyTbIMU. TOUHO M TOHKO
NPOPUCOBaHbI UX CUAY3Tbl, MOAKOBBI, FycTas rpusa
1 xBocT. He MeHee dakTypHO M306paxkeHbl gpako-
Hbl C X MNOUYECKMMN KPbIIbAMM, KOFTAMU U Xa-
pakTepHOW ANns penTuauii dewyen. [Ana BeHeumw,
Kak BnpoyeM u ans noboro Apyroro rocysapcrea,
APAKOH MOT O/IMLETBOPATL COBMpaTenbHbI 0bpas
BHELLUHEro Bpara, Konx B Ty nopy y camoui BeHe-
UMK BbIIO MHOXECTBO — U B JAULLE NpejaroLmx
€e aNbsHCOB, U B Anue nmnepatopa Pvma, n Manbl,
n OcmaHckon Mimnepun... (ApakoH Takxxe nossas-
eTca Ha 06 bEMHOW Cepumn PUCYHKOB ABYX anbbo-
moB «Cesmoli leopauli U OpakoH».)

Yto e kacaeTcs slowadell, bennvHu nx BNucol-
Ba/ TO B FTOPOACKON naHAWwadT, To B bubnenckme
CLieHbl, TO B Ka4eCTBe CaMOCTOATENbHbIX YYaCTHWN-
KOB 6aTasibHOW CLeHbl. XYAOXHUK Ha NPOTAXEHUN
CBOEro TBOPYECKOro nyTu NOCTOSHHO COBEPLUEH-
CTBOBas TEXHUKY PUCYyHKa sowwanen. Tem bonee,
4TO NIoLWazen n3obpaxkans B AaHHYH 3MOXY M 3Ha-
MEHUTbIE XYAO0XHUKM PropeHumu. Tak, [xeHTune
na ®abpuaro (1423 r.), a no3xe beHouyo Moyuonm
(1461 r.) B cCBOMX MOHYMEHTa/IbHbIX ppeckax npespa-
Wann wecmaeue 80/1X808 B MblLUHbIA MHOroburyp-
HbI LLepeMOHMan ¢ yyactremM BcagHMKoB. HamHoro
paHblle, B «MadoHHe CMmupeHusa ¢ [JloHamopom»
(My3eli /lyspa), HanucaHHoOW camMuM bennnHu ewe
B 1430-M rogy TeMnepon Ha NaHenn, caeBa MoOX-
HO YBMAETb CLEHY C YAANAOLMMMNCA BCAZHUKaMMU,
noYTn AYBAMPYHOLLYHO CLLEeHY Ha pucyHKe ¢ Opa-
KOHOM. JTO NVLWb yKa3blBaeT Ha nHtepec bennun-
HW y>XKe B paHHEM TBOPYECTBE K 3TUM rPaLMoO3HbIM
>KMBOTHbIM, a TakXe CBUAETebCTBYET 06 onpeje-
NeHHOM MacTepcTBe B UX n3obpaxeHunn. Ckopee
BCero, 3ToMy cnocobcrBoBan v tpakmam Anebepmu
0 0w adsix, BLOXHOBEHHbIN H060BbLIO K 3TUM CO34a-
HWAM ero nokposutens JInoHenno g'3cte, n nossne-
Hue B [Magye 6poH30BOM cKyNbNTYpbl [JoHaTenno,

MOCBSLLEHHON BeHeLMaHCKOMY KOHAOTbEPY MO Npo-
3BULWY f[ammamenama Ha cBoem 60eBoM KoHe. K Tomy
e, Kak Mbl y>e oTMedanu, obuias noamtmyeckas
KOHBHOHKTYypa B/MsNa Ha OCOBbIN CTaTyC KaBanepu-
CTOB B psfiax BeHeLMaHCKOW apMuu.

KctaTn, MMeHHO 3Ta cepus pUCYHKOB C n3obpa-
KEHMEM BCaZHNMKOB KOCBEHHO MOATBEpPXKAaeT Bep-
cmto o 3HakomcTBe bennnuum c MNusaHenno. OgHako
flkono, B otanume ot lNnsaHenno, genan He TONb-
KO HabpOCKM OTAENbHbIX MOTUBOB, HO CTPEMUIICH,
nogo6Ho daopeHTULLAM, NepeaaTb NPU NOMOLLM
JIVHEHOM NepcneKkTUBbl LEeNOCTHOCTb NPOCTPaH-
CTBEHHOMW CTPYKTYpbl n3006paxaemoli cLeHsbl. [5, ¢.22]

B nTore MoxHo yTBEpPXAaTh, UTO 06BEMHO pas-
paboTaHHas XyJ0XXHUKOM TeMa BOMHOB U pblLap-
CTBa B/ANACH HE TONbKO JIMYHBIM MPesnoUYTEHNEM
BbennnHum, Ho 6bina Takxke obycnoBsieHa ee counab-
HOW aKTyasbHOCTbIO AnA BeHeumnaHckon pecnyban-
kun. Kak yteepxgaet . Mo/sibMeHTH, NpaBnTebCTBO
6bI/10 3aMHTEPeCcOBaHO B MyBANYHbIX 3penunLax, ae-
MOHCTPUPYHOLLMX CUay 1 BOEBOW AyX BeHeLMaHLeB.
Takvm 0b6pazoM, TYPHUPSI, ABASIOLMECSH BHELIHWUM
Bblpa>XeHMeM BbICOKMX UzeanoB 1 6aaroposHbix
YyBCTB, CNOCOBCTBOBaNN CKafbiBaHUO «MUda»
0 Henobeanmoctn BeHeunn. [13, c.197] U B 3TOM
CMbIC/I€ MHOTOUMCEHHbIE NNCTbI anbbomMoB bennn-
HW, NOCBALLEHHbIE TYPHUPaM 1 XpabpbiM BOUHaM, —
Nydllee BU3yasbHOE CBUAETENBCTBO 3TUX UAEANO0B,
a Tak>Ke reonoAnTUUEeCKMX YCTpeMaeHnii pecnybam-
KW B pacCMaTpMBaEMytO HaMu 3MOXY.

CnycTs cTonetne Tema «boratoro apceHana»
BeHeuun byaet BonaoweHa TUHTOPETTO B «Ky3-
Huye BynkaHa» (1578 1) — OAHOW M3 CNOXHBIX a-
neropuii MMPONOrMUYecKoro LnKaa, BNMCaHHOIO
B naenHyto nporpammy Manayuo Joxen. Ha Hen
n306paxkeHbl OrPOMHbIE LUKAOMbI, CIaXKEHHO pa-
6oTatoLMe B e4MHCTBE M COrlacumn Haj Aocnexa-
MW, 4aCTb KOTOPbIX YXe «roToBa» N «pasbpocaHa»
Ha nepBOM nyaHe KapTuHbl. OTpaxas, Taknum obpa-
30M, OCHOBHbIe nocTynaTbl «<Muda BeHeuun», «Kys-
HuMUa BynkaHa» cosepXnT B cebe ABHYHO aato3unto
Ha BOEHHO-3KOHOMMYECKyo MOLLb pecnybaunkm. Mou-
TW caKpasbHbIN A8 ropoja-rocyapcrea 1enTMo-
TMB MUPONOBVBOI NONUTUKM PE3OHUPOBAN 34eCh
C XXM3HEHHOWN HEOBXOANUMOCTbIO pecnybankmn «ko-
BaTb» U3 Xene3a Mnd (B NPSIMOM CMbICAe C/IOBA)
ANA yCTpaLleHns CBOMX BParos.

3aMeTuM TakXke, YTO TeMa BOEHHOro apceHa-
Na B MHTeprpeTauuy TUHTOPETTO BO/bLLE OTpaXa-
Na 6binble Nobeabl U fo6aecTb NpeskoB. «Mud»,
CO3JaHHbIN N 3aKpPenaeHHbI B CO3HaHMM BEHeLN-

aHUEeB YyCUAMAMU T'YMaHUCTOB W NaTpuLmneB elle
B XIV-XV BB., B KOHLe YNHKBEYEHTO NpOoA0XKaNn no-
CTyANPOBaTh MAeasnbl pecnybaMkn BO MHOTOM MHep-
umoHHo. K Tomy >e, Ha npoTaxeHun XVI ctonetuns
npoLecc BOEHHOro 1 NOJANTUYECKOTO yBAAAHMNA
pecnybavkn napagokcaabHbiM 06pa3om coBnan
C NOsABJAEHMEM BblAaoLWMXCca MacTepoB BeHewunaH-
ckoro Bospoxaenus (TuHtopeTTo, BepoHese, CaHco-
BMHO 1 Ap.). Takum 0bpa3om, HECMOTPSA Ha XpYynKoe
MoJsIoXKeHne rocyfapcrea B AaHHYHO 3MOXyY, UCKyC-
CTBO CNYXXWIO U30LPEHHBIM MHCTPYMEHTOM Mpona-
raHgbl, 6rarosaps KOTOPOMY «BEHELIMAHCKNN Mud»
MPOAOJIKaN XWTb U NPOLBETATb, B TOM YMC/IE JiereH-
f@ O BOEHHOM MNpeBOCXoACTBe BeHeuun, o ee «ro-
TOBHOCTM K 60HO», HO BCE Xe MpeArnoYmTatoLen Mmp.
W B 3TON cBA3M 0bpallaeT Ha ceba BHUMaHWe pa3-
HULA B TPaKTOBKE «apMeNCcKON MOLLM», OTPaXKeH-
HOM XyA0>XHWKaMWN pasHbIX CTONETUN, rae Kaxaasn
13 TPakTOBOK COOTBETCTBOBA/Ia CBOEMY NMOANTMYEC-
KOMy KauMmarty. B oTanume ot ynomaHyToro npo-
n3BeseHnsa TUHTOPETTO, PUCYHKM BbenanHu, noces-
LWeHHble BOEHHOWN TeMe, MPOHU3aHbl NO3TUKOWN
He CTONbKO C/IaBHOTO MPOLUIOrO, CKOIbKO HACTOA-
wero. Kak mbl yxxe ybeanance paHee, BO BpemeHa
flkono BeHeLMaHCKUA UHCTUTYT BAACTU 3aHUMan-
CA He TO/IbKO MU(OTBOPYECTBOM, HaNpaB/Aa CBOO
3Heprui Ha pakTmyeckoe paclimpeHme apceHa-
Na, Ha BbIABMXEHME NEXOTUHLEB U KaBaNepucTos,
Ha npvBAeYeHne KOHAOTbEPOB, Ha NOAJepPXaHue
no6e40HOCHOTO Ayxa y CBOMX FpaxkzaH 1 AencTBy-
toLLLeV apMuu.

W 3akntoumnTenbHas Tema, Takoke Tyro BrjeTeHHas
B NpobaemMaTtuky «BeHeLmaHCKoro muda» — 3T0 KO-
HeuHo JlbBbI, «<0bMTalOLLMe» B ABYyX anbbomax ben-
NnHw. Jles, kak cumeon CBAToro esaHrenmcra Mapka,
HanpsAMyHo CBA3aHHbIN ¢ BeHeuwnel, cTan rnaBHowm
amMbnemoit pecnybanku. [13, ¢.79] Kaxzgoe 3aaHune
B BeHeuwun 6b110 oTMeueHo nbBOM CBATOro Map-
ka. CTouT oTMeTuTb, 4To B Nepuog 1438-1443 6bin
MOCTPOEH MapajHbIin BXOA, coeanHsiowmia Manayuo
[Joxen c cobopom CeaToro Mapka, 6os1ee n3BecT-
Hbl1 kak Porta della Carta (bymakHas aBepb). 3TOT
BENNUECTBEHHbIA NopTan paboTbl MECTHbIX CKYJbM-
TopoB [>xoBaHHM 1 bapTosnomeo boH 6bin ykpa-
LUeH CKyNbNTypon npassLuero goxa ®ockapw, npe-
KJIOHSIOLLLErO KOJIEHU Mepes CUMBOANINPYIOLLUM
CeAToro Mapka nbBoM. Ho ewie npumeyaTens-
Hee TO, UTO PUCYHKM BenanHu npeaBocxmaroT
HekoTopble byayline n3obpaxxeHma nbBoB. Ha-
npvmep, MpaMmopHble bapenbedbl CO bBaMM Ha
dacage nepBoro ataxa (BO3MOXHO paboTbl Tyanmo
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JNlombapzo, 1487-1490), nosBsTcs B 3aHOBO OTpecTaB-
pupOoBaHHOM 3aaHuK ckyonbl [paHge au Can Mapko.
T NbBbI Ha bapenbedax He MOXOXWN Ha MPUBbIYHbIX
repanbiuMyecknx KpblaaTtblX JbBOB, UX PeanncTny-
Hbli 06pa3 boblUe BCEFO HAMOMWHAET AeTaNbHO
CMOJEeNNPOBaHHbIX IbBOB U3 anbboMoB bennnHu.
Tak>ke Henb3s He YNOMSAHYTb 3HAMEHUTOrO «Kpblia-
Toro JlbBa cBaTOro Mapka», HanmcaHHoro Buttope
Kapnauuo yxe B 1516 roay, v cTaBLuero, noxanyw,
anodeo3oM n306paxkeHns BeANUYECTBEHHOIO 3Be-
pA B KayecTBe rnaBHOro HebecHoOro NoKpoBuTens
BeHeuuun Ha cywe n mope.

Uto KacaeTcs IbBOB IKOMO, TO, Kak 1 6OBbLUNHCTBO
MONyAAPHbIX CUMBOJIOB, OHW Pa3fenatoT XPUCTaH-
CKMe 1 Kiaccuyeckme KoHHoTaumu. M 1o, uto ua-
pb 3Bepel NpUMeHUTENbHO K anbbomam bennum-
HW MOT ABAATLCA TakXke aTpnbyToM mokpoBuTe-
na pecnybavkun, CMMBOJIOM eBaHrenmcta Mapka,
no MHeHuto KosrvHa dicnepa, Obl10 CHaCTAMBbLIM
coBnageHuneMm. [12, c.154] Ho Bbibop gaHHOro xyzo-
>K€CTBEHHOrO0 MOTMBA MOT BMoOJHE 6bITb MPOAUNK-
TOBaH CTPEeMJIEHNEM XYAOXHMKA U3YyUUTb NOBaAKM
1 aHaTOMUIO XXMBOTHOTO, KeNaHWeM OTpasuTb B rpa-
burKe cyTb NbBMHOW HaTypbl, anpuopwu BbupatoLLen
B cebs accoumMaTMBHOCTb C «MUPUUYECKMMM» aMbu-
umammn Beneuun.

Wtak, n3obpaxeHus nbBoB B anbbomax bennm-
HW, NCXOASN U3 TUMONOTMM U306paxkeHMs, Nonpo-
6yemM knaccmduumpoBaTb caeayrownmMm obpasom:
cepus «J168UHbIX» HABPOCKO8 B Pa3NNYHbIX NO3ax
N pakypcax, B KOTopbix bennvHu npossaset cebs
Kak HabatoZaTeNbHbIN aHUMaNUCT; janee — cepus
/16808 CO /Ib8UYAMU U DemeHbIlamMu, amakyrouwue
/168bI; /1b8bI 8 KJlemKe U CX8amka 4esi08eka co J1680M;
a TaKkXe J/1b8bl, 8NUCAHHbIe 8 6UBElCKYH UCMOPUI0
NN a1b8bl 8 Komno3suyuu co CeameiM.

W xoTs y>e 6bian npeLeseHTbl CaMOCTOATENb-
HOro nsobpaxkeHns NbBOB (Hanpumep, y Akobenno
nenb Obope), BNepBble MMeHHO bennnHu B maHe-
pe Habpocka cTan Mo HacTosLeMy UccaesoBaTh
W pa3BMBaTh JaHHbI MOTUB. [TPOSBMNB OYEBUAHbIN
WHTEpEC K NbBUHOW NPUPOJAE, Kak TaKOBOW, Xy0X-
HWUK CTPeMUACA M306pa3unTb LLapPCTBEHHOE XMBOT-
Hoe Hanbonee JOCTOBEPHO.

K ycnoBHOM cepumn HabpoCkoB MOXHO OTHe-
CTU cnegyrolme pucyHku: «Ceme 16808 U mpu oJie-
Hs», «[1ame nveoe» (/lyep, fols.78 v., 77 v.), «3mro0del
A6sos» (6.Mm. fols.3, 2 v.), a Takxe «/lea /sbad, 168uU-
ya u dsa demeHsiwa» v «/lea nesa» (flysp, fols.65
v,, 86). Cama MmaHepa AaHHbIX PUCYHKOB CYXXWUT Ha-
TNAAHBIM NOATBEPXKAEHNEM TE3MCa O CTPEMIEHUN
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XYAOXHMUKA M3YUYMTb NOBAAKM U HallynaTb Hambo-
Jlee xapakTepHYH0 ANS XXMBOTHOrO NAacTuky. Takas
cKpynyne3Has npopaboTka pUCyHKa CBUAETENbCTBY-
eT 06 0coOHOM OTHOLLIEHUN MacTepa K 3TOMY BUAY
dayHbl, 04EBUAHO, CAMOMY YBaXKaeMOMYy Cpeau Be-
HeLMaHueB. Yxe B imcte bputaHckoro myses «3miod
co nieeamu» (fol.2 v.) — nosenseTca BneyatieHue
HalNAEHHOrO XyAOXHNKOM YHUBEPCANbHOIO Bapu-
aHTa, HaNOMMWHaIOLLEro TPAAULNOHHYH MKOHOTpa-
¢duto. (Puc.4) NMoMUMO NPoUnX No3, CBOUCTBEHHbIX
LLapCTBEHHOMY 3BEpHO, IEB Ha NEPEHEM MNaHe 130-
BpaxkeH «luaratoLLMM», B NO3€, MOXOXEN Ha, Tak Ha-
3blBaeMoe, aH0aHme. (Bnepsble UMEHHO JIeB aHAaH-
Te noaBuacA y Toro xe Akobenno genbp Ooope,
a B XVI Beke byseT BOCNpOM3BEAEH B YXe YNOMSs-
HYTOM HaMu 3HaMeHUTOM npowu3BeseHnn Kapnau-
yo «/leg cesmozo Mapka».) Ho neB bennnHu, xotb
M n306paxkeH «lararowmmM», a Ha MHOTUX APYrUx
PUCYHKaX «CUAALLUM>», BCE Xe AafNeK OT 3TUX ABYX
Hanbonee N3BECTHbIX MKOHOTPadnueckmx TMNoB.:
nepBbIA TUM — CUAALLWIA fIeB BO CnaBe uan leone
in solde (neB Ha MOHeTax), BTOPOW TUN — JIeB Wara-
FOLLMIA. PUCYHOK C «Lararowmm» abeoM (6.m. fol.2 v.),
HecMoTpA Ha Apyrve Habpockn ero No3 Ha 3ajHeMm
nfaHe, BbIMAAUT Hanboee 3aBePLIEHHBIM. YCUeH-
Has MecTaMu LUTPUXOBKa CO34aeT TOHKME Nepexosbl
cBeTOoTeHK, obecneumBas n3obpaxkeHnto nbea 3¢-
bekT TenecHoctn. MpupogHas cnna LapCTBEHHOIO
3Bepsa NoAuepkHyTa NPOCTynaroLWMMN MbllLaMK,
TWaTeNbHO CMOAENNPOBAHHOM MOCTaHOBKOW BHY-
LINTENbHBIX IbBUHbIX J1an ¥ pa3BMBatOLLLEACs FPUBONA.
Mpw BHUMATENBHOM PacCMOTPEHMU PUCYHKA MOXXHO
3aMeTUTb HebObLLME HETOYHOCTM B MPOMOPLINAX
nan, oAHaKo, 3TO He BAMsAET Ha obliee Bneyvatse-
HWe AoMMHMpOBaHuA. BaxxHo ctynas, 6ennnHues-
CKWI NeB C AOCTOMHCTBOM MOBOPaYMBaEeT roNoBy
B CTOPOHY 3puUTeNs, NO-3BEPUHOMY Caerka orpbi-
3aeTcs, NPUOTKPbIBAET NacTb N OBHaXKaeT KAbIKW...

«JIbBbl flkONO NpobyXAatoT OCTpble oLyl e-
HWs CPeAHEBEKOBOW POMaHTUKN Y PUMCKOW apeHbl.
W B Kpyry cemenHoro npainga Ha 1oHe NpUposbl
1 KaK GOH K TeM AHAM, KOTAa pbiLiapu 6biav cMesnbl-
MW, 3TU BaaropoHble 3BepU CUsAKOT B HOBOM CBeTe
rYMaHUCTUYECKOM MYAPOCTH, HAaNOMUHas CUsIHNE
roTMyeckomn nantctpaunn.» [12, c.154]

Cepus aTakyloLMxX NbBOB NpeAcTaB/ieHa ABY-
MA pucyHkamu n3 bputaHckoro anbboma: «/leg
amakyrowuli 1owade» n «/legbl amakyroujue 10-
wadeli» (fols.7 v., 8). B 3TX caMOCTOATENbHbIX
KoMno3unumnax bennmHn nzobpaxkaet N1bBOB U N0-
WazZen B MOMEHT CMepTesIbHOW CxBaTKW. Ha nepeom

PUCYHKE NEB YXKe Hamnaa U yxe NpakTU4eckn noa-
MAN Mo cebs HecuacTHOE XXMBOTHOE, @ Ha BTOPOM —
HamajatoLLmiA IeB yCrnen 3acKOUnTb Ha CMNHY BCTaB-
e Ha Ablbbl NoWwaan.

B cepwun s16861 8 K/1IEMKeE M cxeamka 4esoeeka
CO /1IbBOM MpUMevaTesneH puUcyHok «Yenosek 60-
prowyulics co 18om 8 8osbepe» (.M. fol.9). NaHHoe
n3obpaxeHue nbBa Hanbosee HaNOMUHAET KaHO-
Huueckoro sbBa CBATOro Mapka — ogHa 13 ne-
pPeAHUX Nan MOry4yero >XMBOTHOFO TPaAULIMOHHO
NOAHATA, CIOBHO B 3HaK A06POBO/ILHOrO NOBUHOBE-
HWA. M, NOCKOAbKY, B LLesIOM, 3Ta cepus C 3anepTbiMu
B HEBOJIE XXMBOTHbIMU JOBOJIbHO HEOObIUHA A/1f XY-
AOXHWKOB BeHeuun, CTOUT 3aMETUTD, UTO yBeYe-
HuWe nbBamu B BeHeL MM He orpaHNUMBaNOCh NKLLb
o6unmem n3obpaxkeHuii 1bBOB U JIbBUHbIX FON0B B
CKynbnType, bapenbedax n ropenbedax. XmBbix 1bBOB
Jep>kanu 3anepTbiMM B peLLeTyaToOM OrpaxkaeHunm
Manauyo [Joxen B kKayecTBe CUMBOJA ropaoro Ao-
MUHUPOBaHWA. I MOXHO NpeanonoxXuTs, uto benan-
HW MMeN BO3MOXHOCTb 3apMCOBBIBaTb WX C HaTypbl.

JleB y bennnHu TakxKe NOABASETCA B PUCYHKAX
Ha 6ubselickue croxxemel. TO NMPeEXAe BCEro pu-
CYHOK Ha BETXO3aBeTHbIl CtoXeT «[pexonadeHue
u useHaHue Adama u Esei» (fol.42 v.) n3 bputaHcko-
ro anbboma, a Takxxe 6aefHbIN CXEMATUYHBIN pU-
CYHOK Ha TOT Xe ctoxeT 13 Mapuxckoro anbboma
(fol.66 v.). B 6pnTaHCckoM BapuaHTe «[pexonageHns»
YUacTBYIOT ABa /1bBa, eXaLUunxX PAAOM Ha nepesHeM
nnaHe cnpasa, 06UIbHO «3acesIeHHOro» reposiMm
1 aTpnbyTamu CroXeTa, a Ha APYrom BapuaHTe 13o-
6paxkeH TO/IbKO OAMH JIeB Ha NepBOM MaaHe (pu-
CYHOK CMNBHO NOCTpagan, Tak Yto eABa YJI0BUMbIN
CUNYIT NexXallero bBa — eAMHCTBEHHOE YTO MOX-
HO pasAnNyuTh).

JleB npeacTaBnseT coboM HEOTbEMAEMYHO YacTb
ctoxeTa B pucyHke «CamcoH...» (uau lepakn) (/lyap,
fol.87). Moryunin o6HaX<eHHbI My>X4YMHa M306pa-
>KeH Ha doHe yXke NOBEeP>KEHHOro NCMOJANHCKOrO
NbBa. J/IbBUHas rosioBa W BCe €ro Tef0 NMPOPUCOBaHbI
He MeHee $akTypHO, YeM rosioBa u Topc «CamcoHa»,
CNOBHO XYAOXHWK MNOAYEPKMBaN JOCTONHOE NPOTK-
BOCTOSIHME MPUPOAHON MOLLM 3BEps Cune bubnei-
ckoro repos. CunTaercs, Uto 3TOT Hambosiee YeTKUiA
PWCYHOK (MO CPaBHEHMIO C BbILBETLUNMU COCEAHNMMU
CTpaHULaMM C OBHaXeHHbIMU MY>XXCKMMMW TOpcamMm)
6bln1 MCKYCHO nepenuncaH B koHue XV Beka. K pagy
6ubsielickux CroXXemog MOXHO TakXe OTHeCTU pu-
CYHOK 13 uukna «bnazosewjeHue». JleB 3aecb n306-
paxkeH BO3nexal MM Ha KaMEeHHOM NnbegecTane
Ha poHe ropogackon naHopamsl (.M. fol.13).

Cepus co «Ceameim VlepoHUMOM, Karouumcs
8 NyCMbIHe» U «...qyumarouwjum 8 nycmeoiHe» (fols.87
v, 63 v.) B KOMNaHun nbBa n3 bputaHckoro anbboma
1 ABYMSs IbBaMU Ha pucyHKax Mapuckoro anbboma
(fols.23 v, 19 v.) npeacTaBaseT BO BCEX BapuaLmsax
NpoAyMaHHy Komnosunuuio, rae CeaTtol nsobpa-
XeH Ha pOoHe CKannCToro nersaxa. TOYHO Tak Xe,
kak BeHeLs cBA3biBana CBOe pOXAEHNE U CyLLecT-
BOBaHWe C XMW3Hbto 1 aTpnbytamun [esbl Mapuu,
C He MeHbLUMM ycnexoM pecnybsvka BrjeTana ucro-
pun CBATbIX B CBOKO COBCTBEHHYIO NCTOPUIO, OT-
Meuas Ux NpasgHUKN CO6CTBEHHBIMU TPUyMbaMu.
Tak, exxerogHble BbI6OpPbI B Marucrpatbl NPOBOAM-
JNCb B NpasgHuK cBaToro MlepoHuma, Kotopsblin by-
Jyum yyeHbIM, NepBbIM nepeBesn 61banto Ha NaTbiHb.
(Komnosunuus «Ceamoli MepoHum, yumarowjuli 8 nyc-
melHe» n3 bputaHckoro anbboma 6yaet ncnonb3o-
BaHa CbIHOM bennuHun [>koBaHHU Ans ero KapTtu-
Hbl «CBATON VlepoHUM», BbINOJHEHHOW TeMNEPO
Ha aepese okoso 1460 r.) /leB 3aecb BbiCTynaet
Kak oAuH 13 atpubyTos Ceatoro. OgHako, n3obpa-
KEHWe IbBa — 3TO, BO3MOXHO, €LLle U HaMekK Ha npu-
CYTCTBME B CIHOXETE U AYXOBHOE COAENCTBUE CAMOTO
Mncyca XpucTa, ncxoaa n3 CUMBOJIMHECKUX 3HaYe-
HWA NbBa B XPUCTUAHCKON UKOHOTpaduu.

N nocneaHee, Ha 4TO 3eCb CTOUT obpaTuTb
BHUMaHWe — caMblli NepBbI AUCT U3 bputaHcko-
ro anbboma c HabpoCckoM NoA Ha3BaHUeEM «/Tbgbl
u GemeHoiwiu» (6.m. 15 v.), n306paxkaroLmii Baabsx-
HYIO JIbBUHYIO Napy, UrpatoLLyto CO CBOVM NOTOMCT-
BOM Ha GOHe KaMeHUCTOM MEeCTHOCTW, BO3MOXHO,
nMeeT TeMaTnueckyro ceasb ¢ «KpeuwjeHuem Hucy-
ca» n3 obowux anbbomos (/lyap, fol.25, 6.m. fol. 16).
C OZHOW CTOPOHBI, PUCYHOK «J1bBbl U AETeHbILWN»
MOT CNY>XXWUTb B KayecTBe MOArOTOBUTENBHOTO Ha-
bpocka Kk bonee cNoxHOM KoMmno3numm «KpeLeHns»
B M300pa>keHnn ropucToro nemsaxa, c ero xa-
pakTepHbIMU BEPTUKANAMWU U BUTMEBATOCTLIO.
Ho, c apyroii, npuHMMas BO BHMMaHWe BCe Ty Xe
3MbaeMaTnyeckyo CBA3b bBa C XpUCTOM, MOXHO
NPeAnONOXMUTb BapUaTUBHYHO TPaKTOBKY XYO0XHM-
KOM OJHOTrO 1 TOFO Xe CHOXeTa...

WTak, paccMOTpeHHble PUCYHKM CBUAETE/IbCTBY-
0T O BblAatoLemMcs n306pasnTeNbHOM «pernepTy-
ape» AByx anbbomoB. Ha A3bike MOHOXPOMHOM
rpadvkm mactepy PaHHero BospoxaeHus yaaetcs
Co3AaTb YAMBUTENbHYIO NanuUTpy >XaHpoB.. Nomu-
MO PeUrMO3HbIX CHOXXETOB, NpeobpasoBaBLUNXCA
BOJleli TBOpLL@ B HOBYH CBETCKO-MOBECTBOBATE/Ib-
HYO MKoHorpadumio, B 061acTn Hawero nHTepe-
ca BIMOJIHE JIOTMYHO OKa3anacb 1 Apyras TemMaTuka,
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npeAcTaBAEHHas XXeHCKUMU hopmpemamu U obHa-
JKeHHOU XeHckol Hamypod, pelyapckuMu mypHUpa-
MU u 06paszamu eeHeyuaHckux 80UH08, 6amasbHsIMU
cyeHamu u gueypamu n6808.

K Tomy e, BNepBble CUMBOANYECKNE MOTUBDI,
CBA3aHHblE C «BEHEeLMaHCKUM MUDOM», NOAYyUNIN
BM3yanumsauuto B rpapuueckoin popme. Mbl cmoran
ybeamnTbca B TOM, UTO UHble NpedepeHLmn ben-
JIVHW, KOTOPbIMU M3HaYasbHO PyKOBOACTBOBACA
MacTep B paboTe Hag anbbomamu, oTpasuam
He TO/IbKO BENMKOJENMe ropoaCcKOM NaHopaMsl,
HO 1 BOBpanu akTyanbHbI MOTOK XW3HWU: NOBCEA-

HEBHble MU3aHCLEHbI, TPAAULUK U KYNbTYpPHblE
0COBEHHOCTM ropoga-rocyAapcTsa, NoANTUYECKNA
KAMMaT U TO, YTO BbINO CBATO M He3bIbAEMO A/1d Be-
HeuMaHUeB, a 3HauuT, 1 Ans camoro fikono. Ero pu-
CYHKM TOHKO ¥ NOPOW MHOCKa3aTeNbHO BOCMEBatoT
YHVKanbHOCTb CBeTnenwelt Pecnybanky, a 3HauuT,
NPSIMO AN KOCBEHHO COAEUCTBYHOT JaNbHeNLeMy
dopmumpoBaHuto ee «<mmnda» B nckycctee. M He by-
[T NpeyBenYeHeM CKasaTb, YTO bennnHueBckas
rpaduka, 3akatoveHHas B AByX asibbomax, HeceT
B cebe CBOe0bpa3zHbIfi FeHEeTUYECKUA KOJ, BEHEL-
aHCKOW YHMKaNbHOCTW.
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SMALL FORMS OF ANCIENT PLASTIC ART
IN THE CONTEXT OF THE MYTHOLOGICAL THEMES
OF THE VENETIAN RENAISSANCE

Summary: The article is devoted to the earliest forms
of antique collecting, glyptics, and numismatics, which
had a noticeable influence on the formation of the my-
thological theme in the art of Venice at the end of the
14'th-16'th centuries. The publication explores the reasons
for the emergence of interest in collecting antique
cameos, ancient coins, and medals, as well as provides
characteristics, descriptions, and a brief overview of
the collections compiled on their basis. Various aspects
of collecting ancient coinage and gems are explored,
as well as the direct participation of Venetian artists
of the early Quattrocento in this process. In addition,
a brief description of their own collections is given.

As a result of the work done, it was revealed that,
in addition to numismatics, ancient glyptics became
widespread in the houses of Venetian antiquarians. Interest
in them has not faded throughout the history of collecting,
and has mainly focused on the illustrative function
of this material. The artists” acquaintance with it provided

«For what, if not for our adornment, did nature
create gold, silver, precious stones...?» These words
of humanist Lorenzo Valla perfectly reflected the
de-sire of Renaissance Venice to make everyday life
a holiday. To a large extent, it was facilitated by its sub-
jects' richest collections, which naturally became
an adornment of the Most Serene Repubilic.

Among the ancient sculptures, funerary reliefs,
Greek and Roman vases, and various bronze items
that came to the antique markets of Venice, small
plastic art was of particular interest to collec-
tors: coins, medals, cameos, and intaglios. It was

them with ample opportunities to transform mytholo-
gical imagery and themes into Venetian art, from quot-
ing the original to the free manifestation of creative
imagination.

The relevance of this work is associated with the special
importance of collecting for the formation of the aesthetic
programme of Venetian art.

The purpose of the work is to show the role of antique
collecting in the formation of a mythological theme.

This study is based on the method of formal style
analysis in combination with iconographic and iconological
methods for studying works of art.

The novelty of the work lies in the study of the influence
of antique practice on the formation of mythological
imagery and the penetration of mythological subjects
into Venetian art.

Keywords: practice of antique collecting, collecting,
Venetian art, mythological subjects, gems, painting
on stone, numismatics, glyptics, coinage, all'antica.

determined not only by the value of the metal
and the cost of precious stones, but also by the go-
od preservation of these monuments of ancient
art. Of no less interest to collectors and ordinary
people were the “paintings” that served as deco-
ration for these small items. Their plots were des-
tined to play an important role in determining the ap-
proach to mythological themes and the ways
of their implementation in Venetian art.

Ancient coins and medals are one of the earliest
forms of collecting. Interest in ancient numismatics
has not waned over the centuries. Easy accessibility
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III.1. Stucco relief based on cameos from the collection of Giovanni
Grimani (Palazzo Grimani. Santa Maria Formosa. Venice)

and a wide variety of material determined the at-
tractiveness of these finds and collectors’ interest
in them. As a rule, among collectors of the late
14'th and early 15'th centuries, the value of coinage
was determined not by its scientific significance,
but by the rarity and artistic merits of coins. Images
and inscriptions on the obverses and reverses,
reflecting the events of political and social life and,
most importantly, preserving the living features
of the rulers, were of interest only to a narrow
circle of humanists. In their hands, numismatic
monuments became an inexhaustible source
of historical information, and sometimes even the key

I1Il.2. “"Venus of the Sea” (Antique cameo. Collection of Giovanni
Grimani)
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to the visual mysteries of the past. The information
received not only expanded the existing knowledge
about antiquity, but also made it possible, through
the selection and comparison of data, to link
the images on coinage with real historical figures,
mythological characters, or found monuments
of ancient art. The motto of this research could be
the words of one of the first Venetian humanists,
an expert on ancient coinage, Francesco Petrarch:
«An uncontrollable passion for knowledge drives
your noble spirit» [17, p.49]. For scientists and ar-
tists of that time, a popular activity was drawing
up a series of portraits of heroes and famous rulers
of antiquity, which were later used as illustrative
material, complementing and concretizing the texts
of ancient authors. The catalogue of B. Degenhart
and A. Schmitt mentions a Venetian manuscript
from Fermo with texts by Suetonius, Livy and Sallust,
the pages of which are decorated with profiles
of Roman emperors, borrowed from ancient coins
[13, p.30].

From all of the above, it becomes obvious that
in the 14'th-15'th centuries, interest in ancient coins
was mainly focused on their illustrative function. It is con-
firmed not only by many paintings, graphic works,
and medal works that repeat the iconography
and themes of ancient coinage, but also by artists’
own numismatic collections, which will later
be discussed in this work. However, first, we have to
briefly get acquainted with the enthusiastic collectors,
whose efforts brought the ancient heritage to life.

One of the first Venetian collections of antique
coins may have been owned by the infamous Doge Ma-
rino Faliero (1274-1355). However, the lack of verified
data and conflicting information about his collection
do not allow their use in this work. As a result,
the name of poet and humanist scientist Francesco
Petrarch (1304-1374), who connected a significant
part of his life with Serenissima, is mentioned among
the first Venetian numismatists. Despite the fact that
the poet's collection was not documented, unlike
the later collections of Serenissima, it had a signifi-
cant influence not only on the Venetians' interest
in ancient coinage, but also on their attitude towards
antiquity. From the surviving correspondence
of Petrarch with Pisan humanist Lello di Stefano,
we know about several gold and silver coins from
the poet's collection, which he presented as a gift
to German Emperor Charles IV in 1354, who desired
to admire and take example by his predecessors,
whose images he had seen on ancient coinage

[2, p.15]. However, according to the Catalogues
of Antiquity of Venice from the Marciana Library
[30, 11-12], the first Venetto collection belonged
to a notary and businessman from Treviso, Oliviero
Forzetta (c.1300-1373). His interest in archaeologi-
cal finds and desire to systematically replenish
the collection of antiques is evidenced by an entry
in the notary’s home book dated 1335 regarding
planned acquisitions on the antique market. Among
other things, it mentions ancient coins and medals.
However, unlike Petrarch, Forzetta's interest was mo-
re commercial than scientific, and he considered
the acquisition of coins, first of all, as another way
of investing capital.

Ancient numismatics, which was a storehouse
of archaeological and historical knowledge, attracted
the attention of humanist scientists. Traveller Cyriacus
of Ancona paid tribute to the collection and study
of numismatic finds. The notes of Florentine humanist
scientist Ambrose Traversari report that “... he was
a most diligent researcher... of silver and gold coins
and signs” [17, pp.81-92], which replenished
the collections of his friends and numerous custo-
mers. Among the famous numismatic collections
of Venetian humanists, the following collections
deserve to be noted: ancient coins of Venetian dip-
lomat and humanist Francesco Barbaro, medals
and gold coins of Benedetto Dandolo, silver coins
of humanist doctor Pietro Tommasi.

At the same time, the symbolism of ancient coins
and medals, personifying the idea of state and power,
did not leave the Venetian magistrate and nobles
indifferent. Among the studiolo and camerino of
the Venetian nobility, the collections of Pietro Bar-
bo, Francesco and Pietro Contarini, and Girolamo
Donna were famous for the richness and variety
of coinage.

The collection of an erudite and true connoisseur
of numismatics, Cardinal Pietro Barbo (1416-1471),
who headed the Roman pontificate under the name
of Paul Il from 1464, was one of the largest collections
of anticaglie of that time. In addition to precious
stones, gems, antique vases, and cameos, it included
the most complete collection of ancient coins at that
time, numbering more than a thousand exhibits.
At the same time, the cardinal was not only a passionate
collector of antiquities, possessing refined tas-
te and a special instinct for a collector, but also a sci-
entist who researched and catalogued items from
his collection. According to Italian humanist Raffaelle
Maffei, better known as Raphael Volaterranus:

11.3. “Eros on Aigipan” (Antique cameo. Collection of Giovanni
Grimani)
«...in addition to the necessary hearings, [he] spent
his day in pleasure or looking at ancient coins
and thinking about them..» [30, pp.11-12]. Under the gui-
dance of the pontiff, the coins were distributed in
strict chronological order, in accordance with ty-
pological features and described by the owner
himself. They were kept in groups on red velvet-lined
trays bearing the cardinal’s family coat of arms. Later,
this form of recording and organising items formed
the basis for catalogued publications of the 17'th
century. In addition, Pietro Barbo made attempts
to establish the production of coinage imitating
Roman sesterces and imperial denarii. Despite
the fact that their production did not become
widespread during the time of the cardinal, the an-
cient material multiplied many times through his ef-
forts contributed not only to the widespread dis-
semination of classical images, but also to their adap-
tation in the art of Venice.

A striking example of the growing interest and
widespread distribution of ancient coins in Venice

l1l.4. «Folikoet» (Antique cameo with a scene from the tragedy
of Sophocles. Collection of Giovanni Grimani)
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IIl.5. Engravings by Enea Vico, based on cameos from
the collection of Giovanni Grimani: “Folicoetes”

at the end of the 14'th century are the all'antica
coins imitating them, issued in 1393 by the workshop
of Venetian Mint engraver Marco Sesto. The ob-
verse of the first of them depicted the profile of Em-
peror Galba, crowned with a laurel wreath, and its re-
verse was decorated with the figure of Venice with
a vexillum in her hand, standing on the wheel of for-
tune, and the inscription: «Pax tibi Venetia» («Peace
be with you Venice») [30, p.13]. It should be noted,
however, that the Venetian medals were not
exact copies or forgeries of the ancient original,
as evidenced by the words on their obverse: “Mar-
cus Sesto me fecit V" (“Marcus Sesto made me”, and
the Latin letter “V" stands for Venice). Most like-
ly, we are talking about demonstrating mastery
in medal art. This assumption is supported by
the fact that a quarter of a century later, in 1417,
in the same workshop, Marco's brother, Alessan-
dro Sesto, made a medal, the reverse of which de-
picted the scene of the abduction of Proserpina.
The experience of producing medals with
mythological themes did not continue, but the

I1I.6. Engravings by Enea Vico, based on cameos from
the collection of Giovanni Grimani: “Eros on Aegipan”
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innovative efforts of the Sesto brothers clearly
demonstrated the keen interest of the Venetians
in minted medals and coins.

An example of the growing interest in ancient
coins in the artistic environment of Venice during
the Quattrocento era is not only the works
of Venetian painters but also items from their per-
sonal collections. The first experiments by Venetian
artists in the development of mythological motifs,
all'antica, appear in the graphic works of Jacopo
Bellini. As if trying to give greater historical au-
thenticity to the scenes from the early pages
of the Paris album, the artist abundantly decorated
architectural structures with sketches of ancient coins.
Two sculptural tondos with figures of Apollo with
a patera and an olive branch and Poseidon with
a trident, accurately reproducing the reverses
of tetradrachms from Myrina in Aeolia, are placed
in the drawing The Presentation of the Mother of
God into the Temple (Louvre, fols.28A; 30B) [note 1]
[10, p.187]. Its later version is supplemented with re-
liefs imitating the sestertius of Domitian with
a personified image of Germany and the as of Had-
rian with the figure of Juno with a sceptre and pa-
tera, as well as six tondos, among which the tet-
radrachm of Lysimachus from Pergamon with Athena
Nikephoros, a coin from the time of Ptolemy | Soter
[10, p.187] with the image of the Eagle of Zeus, and
an ancient Greek coin from the region of Lucania
(Magna Graecia) with the image of a charging bull
can be distinguished. In the plot «The Flagellation
of Christ» (Louvre, fols.16 (B), Cabinet of Drawings)
on the facade of the temple, reliefs are placed, among
which the figures of Nessus abducting Deianira
and Hercules overtaking them can be discerned.
In another version of it (Louvre, fols.C (29). Cabinet
of Drawings), the walls of the temple are decorated
with medallions depicting Zeus on the throne,
borrowed from the tetradrachm of Alexan-
der the Great, the personification of Africa from
the sestertius of Hadrian, and the composition of
Remus, Romulus and the she-wolf from the Con-
stantinian seal. The appearance of these particular
coins in the plot of “The Flagellation of Christ”
suggests the artist's acquaintance with Cyriacus
of Ancona and the circle of Venetian collectors
of antiques. In addition, on several pages of
“Jacopo’s books”, there are empty circles (Louvre,
fols. g93v-e94r) [20, p.473], probably prepared
for plot sketches from ancient coins and medals
from his own collection.

From Bellini's early experiments, mythological
themes evolved into larger art forms in the works
of his followers. In the painting The Battle of
St. George with the Dragon (c.1507, Scuola di San
Giorgio degli Schiavoni, Venice), Vittore Carpaccio,
who was well acquainted with Jacopo's albums, used
a characteristic detail of his predecessor, placing
two medallions on the horse harness, imitating
all'antica coinage. One of them depicts the scene
“Orpheus and the Beasts”, which could have been
borrowed from an antique coin from the customer’s
collection or the artist's own collection of samples.
Antique quotations appear everywhere in easel and
monumental painting in the form of decorative
inclusions, following the example of nude sculptures
in the paintings of Carpaccio, The Dream of Saint
Ursula (1495, Gallerie dell’Accademia, Venice),
and Giovanni Mansueti, The Miraculous Healing
of the Daughter of Benvegnudo (1506, Gallerie
dell’Accademia, Venice), as well as moral and didactic
allegories and symbolic comments on the main event,
similar to the pseudo-classical reliefs depicting
pagan sacrifice in the work of Giovanni Bellini,
The Blood of the Redeemer (early 1460's, National
Gallery, London). As noted earlier, the artists’ works
often featured items from their own collections.
A passion for antiques was not uncommon in artistic
circles. A collection of Italian ceramics, bronze,
and small sculptures, depicted in the painting
The Vision of St. Augustine (1502, Scuola di San
Giorgio degli Schiavoni, Venice), may once have
belonged to Carpaccio, and depicted in Marta
Pellizzari's house in Castelfranco Veneto (1496-
1500) antique coins and medals with portraits of
wise men in oriental turbans, plaster casts, a book of
samples with perspective drawings, and the plots The
Trial of Moses by Fire (1502-1505) and The Judgment
of Solomon (1501-1505), done in fresco painting
technique, could have been in Giorgione's collection.

Thus, the acquaintance of Venetian artists with
small forms of ancient sculpture had a huge impact
on the penetration of mythological imagery
into the artistic structure of Renaissance works.
At the same time, the masters of the Most Serene
Republic received ample opportunities to implement
mythological themes from quoting the original
to the free manifestation of creative imagination.

It is impossible not to note the special role
of the Venetians in the study and dissemination
of scientific knowledge about ancient coins and me-
dals. In 1559, the first fundamental bibliographic

work on numismatics, Conversation on Ancient Coins
(Sopra le Medalie de gli Antichi), was published
in Venice, the author of which was a Venetian hu-
manist scientist, collector of ancient coins, a noble
who was part of the Council of Ten, Sebastiano Erizzo.
It is no less remarkable that in the list of collectors
of ancient coins, which was included in the first guide
to numismatics, out of twenty-eight collectors, eleven
were Venetians [30, pp.51-52] [note II].

In addition to numismatics, ancient glyptics be-
came widespread in the houses of Venetian antique
dealers. It should be noted that interest in it has not fa-
ded throughout the history of collecting. To this day,
antique cameos retain their significance as a stan-
dard of classical beauty and pure, demanding taste.
Collecting carved stones has been a hallmark
of aristocratic circles since the Hellenistic world.
From the texts of Pliny, we know about numerous
collections of Julius Caesar, the dactyl libraries
of Mithridates and Marcellus, the nephew of Empe-
ror Augustus, an extensive collection of gems
of Scaurus, the stepson of dictator Sulla, and the col-
lections of Mark Antony and Cilnius Maecenas.
The Roman moral philosopher of the period of the
Empire, Seneca, wrote about the fashion of that
time: “Rings adorn our fingers, gems sparkle on each
phalanx!” [3, p.144] During the Renaissance, gems
took a special place in home collections and cabinets
of curiosities, along with other items of antique
glyptics, coins, and medals. Collectors were attracted
by the exquisite beauty of “painting in stone”
[6, p.16], represented by the variety of forms of relief
carving from traditional intaglio-seals and modest
monochrome miniatures to luxurious multicolour
cameos, the plots of which reproduced frescoes,
portraits of powerful monarchs and nobles, scenes
from everyday life, and images of classical mythology.
One could admire the miniature compositions

l1l.7. Engravings by Enea Vico, based on cameos from the
collection of Giovanni Grimani: “Venus of the Sea”
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for hours, peering into the depth of their space,
which amazed with the clarity of its thin lines and
multi-layered relief. The illusion of light-and-dark
modelling, made by an alternation of thickness
and transparency of the layer, created the captivating
beauty of the volumes of ancient statues and a variety
of plot structures that embodied the sublime ethos
of ancient literature. No less attractive to collectors
was the size of these small items, which allowed
owners not to part with their artistic treasures
on trips and travels.

At the same time, pictorial images of carved
stones had not only an aesthetic, but also
a utilitarian purpose, being, on the one hand,
jewellery illustrations for ancient texts and a source
of inspiration for Venetian and visiting artists,
on the other hand, they served as a kind of visual
aid reliably conveying iconographic schemes of an-
tiquity. In this regard, gems were often reproduced
in the form of copies, lead castings, or wax prints,
as well as small bronze sheets with figured scenes
[13, pp.78-79], which, along with plaster casts from
ancient sculpture, were used to decorate the palaces
and villas of aristocrats in order to demonstrate
grandeur and the splendour of their residences.
In addition, separate collections, which were used
as didactic material in workshops to facilitate
acquaintance with ancient art and its visual principles,
were compiled. Such collections are reported by G. Va-
sari in Lives of the Most Excellent Painters, Sculptors
and Architects, mentioning the educational collection
of plaster casts in the workshop of Francesco
Squarcione (1397-1468), as well as the workshop
and home of medallist and jeweller Leone Leoni
(1509-1589), in which «there were plaster casts
of all the famous modern and ancient sculptures
in marble or bronze that he could obtain». [1, p.368]

Many Venetian collectors of that time were great
connoisseurs of gems. Pietro Barbo’s collection, men-
tioned earlier, contained over six hundred gems
and more than two hundred and forty cameos.
The most valuable of them, as well as most of the col-
lection acquired by the pontiff, were given away
or sold by his successor, Pope Sixtus IV. This is how
the collection of Lorenzo de'Medici included: the fa-
mous chalcedony bowl, better known as the tazza
Farnese, and a precious stone with a scene of Ody-
sseus’s stealing of the statue of Pallas (1st century BC)
[21, pp.49-54], as well as a cameo depicting Dionysus
in a chariot pulled by psyches (Naples, National
Archaeological Museum). The Hermitage Museum
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contains two glyphs, the path of which can be traced
owing to the engraving applied to the best stones
in the collection of Lorenzo the Magnificent. One
of them is a carnelian intaglio with a shoulder-length
image of a young man in a headdress made of bull
skin. In the inventory of Pietro Barbo's collection from
1457, it is recorded as: «The head of young Hercules
wearing a lion skin on carnelian, worth 2 ducats”
[4, pp.273-281]. It is interesting that its descriptions
are found in various historical documents over four
hundred years.

Another gem, Nike on a Chariot (sardonyx,
3.7x4.5 cm, inv. No.X. 249), entered the Hermitage
Museum in 1805 from the collection of General
N. Hitrovo. In the inventory of the pontiff, compiled
in 1457, it is listed as: «A broken cameo depicting
a triumph: two horses and a winged youth with
a whip in his right hand” [5, pp.66-67] (/l Tesoro
di Lorenzo il Magnifico, p.91).

Over the next century, very significant collections
of carved stones were also compiled in Serenissima.
An impressive number of antique gems were kept
in the collection of Giovanni Grimani (1501-1593).
The Palazzo in Santa Maria Formosa houses stucco
reliefs and fresco paintings based on forty-five
cameos from the patriarch’s collection. Recreating
a series of engravings based on them, artists Giovanni
Battista Franco and Enea Vico [24, pp.268-274] turned
to their pictorial themes, thereby perpetuating the
memory of the once extensive collection of antique
cameos of the Grimani family, lost after the fall
of the Most Serene Republic. The descriptions
of the patriarch’s collection also mention seventy-
two cameos that decorated the studiolo, lost after
his death: «entirely made of ebony and inlaid
with very beautiful stones of different varieties, ...
columns of very thin alabaster, ... ancient bronze, ...
figurines and busts, medals made of precious metals,
and gilded reliefs» [30, p.31]. Several cameos from
the Grimani collection were purchased by Catherine
[l and entered the Hermitage collection. One of them
with the plot “Eros torture Psyche in the presence of
Dionysus” (sardonyx, 1st century BC, inv. No.X. 316),
which arrived at the Hermitage in 1792 from the col-
lection of Saint-Maurice (Paris) [6, p.51], according
to the inventories of the Grimani collection, is known
as «... a small cupid binding Venus, a seated figurine
and another cupid...» [30, p.29]. Another, “Dionysus on
a chariot drawn by centaurs” [6, p.47] (1st century BC,
sardonyx, workshop of Sostratus from Alexandria,
inv. No. XK. 282), in the patriarch’s inventory is listed

as “Tricoloured cameo depicting two centaurs,
a female and a male, who are carried in the chariot
of Bacchus, supporting the thyrsus with his left
hand” [27, p.148]. It is quite possible that its carving
became the prototype of the Bacchic procession
in Cima de Conegliano’s painting The Triumph
of Bacchus and Ariadne (1505-1510, Poldi Pezzoli
Museum, Milan). Despite the fact that in the work
of the Venetian artist there are no exact borrowings
from the Hermitage cameo, individual motifs in tune
with its artistic structure do not escape attention.
Clear similarities can be seen in the iconography,
the degree of interaction, and the repeated similarity
of postures and gestures of the characters depicted
in the two works. In the carving of the Hellenistic
master, the welcoming sign of Bacchus's raised
hand is echoed by a centaur harnessed to a chariot.
A similar motif is depicted in Cima’'s work, with
the only difference that the movement of the hands
of the god of wine is mirrored in the gestures of
the satyr, and the centaurress facing Bacchus,
constituting an expressive antithesis to the Olympian,
appears in the painting by the Venetian artist
in the image of a satyress. The above references
to a classic example suggest that the image from
the Hermitage cameo could have served as the
com-positional basis for the triumphal procession
in Cima de Conegliano’s painting The Triumph
of Bacchus and Ariadne. The Venetian artist's acqua-
intance with the ancient glyph seems even more
likely due to his presence in the centre of anti-
que trade and collecting, which was Venice at
that time.

Thus, one of the forms of artistic implementation
of the richest material of ancient glyptics was
the reproduction of its compositions in the works
of masters of the Most Serene Repubilic.

The first evidence of Venetian antiquaries
and their collections, known from the notes of Mikiel,
was later supplemented by the catalogued works
of Enea Vico (1555) and Sebastiano Erizzo (1559).
In 1563, updated information about the collections
of Serenissima was presented in the work C. lulius
Caesar sive Historiae imperatorum caesarumque
Romanorum ex antiquis numismatibus restitutae
(1563) by a Flemish historian and biographer,
a Venetian by birth, Hubert Goltzius [30, p.51]. In the la-
st quarter of the 16th century, Francesco Sansovino
addressed the topic of Venetian collections, devoting
a separate chapter to their description “Studio
di Antiglie” in the encyclopaedic work Venetia, citta

[11.9. “The Presentation of Our Lady into the Temple” by Jacopo
Bellini (Louvre, fol.30 (B))

nobilissima, et singolare (1581) [30, p.52] Unlike
predecessors, his work includes not only descriptions
of eighteen important Venetian collections held
by noble patricians, influential merchants, patrons,
and philosophers such as Luigi and Leonardo
Mocenigo, Francesco and Domenico Duodo, Dome-
nico and Giovanni Grimani, Pietro Bembo and Leo-
nico Tomeo, but also the names of lesser-known
antiquarians, whose home museums truly preserved
opere antiche ("ancient works") [21, pp.72-73]. In this
regard, the will of Domenico di Piero, which contains
a description of a collection of exquisite cameos,
is especially noteworthy. Six gems from his collection,
with plots from ancient mythology, stand out for the-
ir “highest quality” [24, pp.268-274]. The carving
of one of them tells about the struggle of Hercules
with the three-headed Cerberus; on another, a scene
from Sophocles’ tragedy Philoctetes is conveyed,
a naked male figure fanning a bandaged leg with
a wing; the plot of the third repeats the ancient
Roman mosaic, Eros Floating Astride Aegipanus,
Surrounded by Dolphins. On three more glyphs,
there are carved silhouettes of the Venus of the Sea,
Nereid and Triton, as well as the Caledonian boar.
These cameos, along with forty-five other carved
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I11.10. “The Flagellation of Christ” by Jacopo Bellini (Louvre,
fol.16 (B). Cabinet of drawings)

stones from the collection of Domenico di Piero,
completed the previously mentioned collection
of Giovanni Grimani.

Despite the fact that most of the Venetian
collections and names of antique dealers are for-
gotten today, and their collections have dissolved
in time, lost in the home museums of the new ow-
ners, fragmentary information preserved in wills
and notarial documents of that time allows us
to draw a relatively complete picture of the practice
of antique collecting in the Serene Republic in the pe-
riod of the 15'th-16'th centuries.

It is noteworthy that the antiquarian movement,
which originated in the Most Serene Republic
in the 14'th-15'th centuries in the absence of its own
antiquity, had a huge influence on the formation
of the image of the classical past in the minds of the Ve-
netians. The mediating role in this process was play-
ed by the extensive antique material that came
to Serenissima in large quantities from the Eastern
Mediterranean region. The acquaintance of Venetian
artists with it, as well as their direct participation
in the antique movement, had a huge influence
on the penetration of mythological imagery into the ar-
tistic structure of Renaissance works. Thus, the main
feature of the Serene Republic art is its inextricable
connection with the practice of antique collecting,
which contributed not only to the widespread
dissemination of mythological motifs and images,
but also to their adaptation in Venetian art.
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MAJIbIE ®OPMbl AHTUYHOW MIACTUKIA
B KOHTEKCTE MN®ONOTMYECKOW TEMATUKI
BEHELLMUAHCKOIO BO3POXAEHWA

AHHomayusa: CTaTba noceBsleHa Hanbosee paH-
HUM GOpMaM aHTUKBaPHOro cobupaTenbCTBa, MNTUKE
1 HyMW3MaTVIKe, OKa3aBLUMX 3aMeTHOe BNAHME Ha CoXKe-
Hre MndoNornyeckom Temsl B UcKyccTee BeHeLnmn koHUa
XIV-XVI Bekos. B nyb6aunkaumm nccaeayrotcs NpuydmnHbl BO3-
HUKHOBEHMA NHTepeca K KOMNEKLMOHNPOBAHMNIO aHTNY-
HbIX Kamell, peBHUX MOHET 1 Mejanei, a Takxe JaroTca
XapakTepucTuKm, onucaHne n Kkpatkmii o63op cocrtas-
NleHHbIX Ha X OCHOBe KoJNeKLUWiA. ViccnegytoTca pasnny-
Hble acrnekTbl KONNEKLMOHNPOBaHNA ApEBHeR YeKaHKK
1 reMM, a TaKkxke HEMoCPeACTBEHHOE yyacTue B 3TOM Npo-
Liecce BEHELMaHCKNX XyAOXHWKOB Havana KsaTpoyeHTo.
Kpome Toro, gaetcsa kpaTkoe onmcaHme Ux CObCTBEHHbIX
KONNEKLUUNNA.

B pesynbTaTe npoAenaHHoW paboTbl BbIABAEHO, YTO MO-
MWMO HYMW3MaTKKM, LLMPOKOEe pacnpoCcTpaHeHmne B JoMax
BEHELMaHCKNX aHTUKBapOB, Noyynna JpeBHAN MMNTUKA.
NHTepec kK HUM He yracan Ha NPOTAXEHUM BCEA UCTOPUM
KONNEKLMOHNPOBaHWA U1, rnaBHbIM 0bpa3om, cocpegoTa-
UMBAJICA HA UINFOCTPATUBHOM PYHKLIMM 3TOTO MaTepuma-
Na. 3HaKOMCTBO C HUM XyAO>XXHWKOB NMpejocTaBAANO

«/[lna yero, ecm He ANA HaLero ykpaLleHns co3-
fana npupoaa 304070, cepebpo, AparoLeHHble KaMm-
HW...?» B 3Tux cnosax rymaHucra JSlopeHuo Banna
Kak Henb3a nydlle OTPasnaocb CTPeEMEHWe pe-
HeccaHcHoM BeHeumun caenaTb Npa3gHMKOM NoBce-
AHEBHYIO XW3Hb. B Hemanol cteneHn sTomy cno-
COB6CTBYHOT HoraTenne KOANEKLNN ee NOAAAHHBIX
3aKOHOMEpPHbIM 06Pa3OM CTaHOBMBLUMECSA YKpaLle-
Huem CeeTnenweln pecnybankm.

Cpean nonagaBLlIMX Ha aHTUKBapPHbIE PbIH-
K1 BeHeunn agpeBHMX ckynbnTyp, NorpebanbHbix
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UM LMPOKME BO3MOXHOCTV NPeTBOpPeHUs Mudonornye-
CKOI 06Pa3HOCTM M TeMATMKU B BEHELIMaHCKOe UCKYCCTBO
OT LMTUPOBaHWS OpUrMHana 4o CBO6OAHOrO NPOsABAEHNS
TBOpPYECKOW haHTasmu.

AKTyanbHOCTb laHHOM paboThbl cBA3aHa C 0COObIM 3Ha-
YeHMEM KOEKLMOHUPOBaHUSA 418 GOPMUPOBAHUSA 3CTe-
TUYECKOV NpOorpaMMbl BEHELIMAHCKOTO UCKYCCTBa.

Llenb paboTbl: MoKasaTb posib aHTUKBApPHOro cobu-
paTte/nbcTBa B GOPMUPOBAHUN MUGDONOTUYECKON TEMBI.

B OCHOBY A,@aHHOTO UCCAeA0BaHMUA MOJOXEH METOs,
bopManbHO-CTUNEBOTO aHaAM3a B COEAVHEHUN C UKOHO-
rpaduyeckMm 1 UKOHONOTUYECKUM METOAaMU U3yYeHUs
npov3BeAeHWin NCKYCCTBa.

HoBwu3Ha paboTbl B U3yuyeHUN BAUAHUS aHTUKBAPHOM
NPaKTUKN Ha cioxeHe MUdOOrMYeckon obpasHoCTU
N NPOHUKHOBEHNE MUGDOOTNYECKMX CHOXKETOB B BEHE-
LiMaHCKOe UCKYCCTBO.

Knrouessie coea: npakTnka aHTUKBapHOro cobupa-
Te/IbCTBA, KOIEKLUMOHUPOBAHWE, BEHELMaHCKOe UCKYCCTBO,
MUGONOrMUECKNE CHOXKETbI, TEMMbI, XXMBOMUCH B KaMHe,
HyMU3MaTWKa, IMUNTUKa, YekaHka, all'antica.

penbedOoB, rpeyeckmx n PUMCKUX Ba3 U PasNnyUHbIX
H6pPOH30BbIX N34e11I, 0COBYIO NPMBAEKATENbHOCTD
A5 KONNeKLMOHEPOB NpeacTaBasaa Mekas niac-
TWKa: MOHETbI, Mefanu, KaMeu 1 UHTannu. 1o oby-
CNaBANBaNOCh HE TOJIbKO LIEHHOCTBIO MeTaa 1 CTo-
MMOCTbHO AParoLeHHbIX KAMHEN, HO Tak)Ke XOpoLUein
COXPaHHOCTbIO 3TUX MaMATHUKOB APEBHErNO NCKYC-
CTBa. He MeHbLUWI MHTepeC Ans KONNEKLMOHEPOB
1 NPOCTbIX OObIBaTeNIeN NPEeACTaBAANN «KaPTUHbI»,
CNYXMBLUNE YKPaLLUEHMEM 3TUX MasleHbKUX BeLLmL,
Wx croxxeTam cy>aeHo BbL10 ChirpaTth BaXKHYH posib

B onpejesieHne noaxoaa K Mupoaormyeckom tema-
TUKE N CNOXEHUN cnocoboB ee NPeTBOPEHNA B Be-
HeLMaHCKOM UCKYCCTBe.

JpeBHMe MOHETbI 1 Mefann OTHOCATCA K OHOW
13 Hanbonee paHHNX GOPM KONNEKLMOHNPOBAHMA.
VIHTepec K aHTUUYHON HyMM3MaTUKe He ocnabesan
Ha NPOTAXEHWM cToNeTui. Jlerkas A4OCTYNMHOCTb
n 6osblLOE pa3HOObpa3ne MaTepuana obycnasam-
Ba/N NpuMBAEKaTENbHOCTb 3TUX HaXx0A40K U UHTepeC
K HUM cobuparteneii. Kak npaBuio, y Koanekumo-
HepoB koHua XIV — Hauana XV Beka LLleHHOCTb ve-
KaHKW onpegensanacb He Hay4YHOW 3HAYMMOCTbIO,
a PeAKOCTb U XyAOXeCTBEHHbIMUN JOCTOMHCTBA MO-
HeT. VI3obpaxkeHna n Hagnucn Ha aBepcax u pe-
Bepcax, oTpaxkaBlmne cobbiTUA NOJANTUUYECKON
N OOLECTBEHHOM XMN3HW U, YTO HE Masio BaXHO,
XpaHWUBLLME XWBble YepTbl NpaBUTENEN, MPesCcTaB-
NAAN MHTEpPEC NILLb ANA Y3KOro Kpyra ryMaH1CTOB.
B ux pykax Hymm3amMaTmuyeckme namMaTHUKN CTaan
HencyepnaeMbliM UCTOYHUKOM UCTOPUYECKOW MHGOP-
MaLuuw, a MOPOMN, 1 KIHOUYOM K BU3yanbHbIM 3aragkam
npotunoro. [onyveHHble CBeeHMs He TObKO pacLum-
PAV MMetoLLMeCs 3HaHMsA 06 aHTUYHOCTK, HO U Ja-
Ba/JIM BO3MOXHOCTb NyTemM noabopa 1 conocras-
NeHNs JaHHbIX yBA3aTb M300paXKeHnsa Ha YekaHKe
C peasibHbIMWN UCTOPUYECKUMMN TNYHOCTAMU, MUDO-
NornyecknMmn nepcoHaXxamu, UAN HangeHHbIMN
namMATHUKaMW JpeBHEro nckyccraa. [leBusom 3tmx
M3bICKaHWI MO Bbl CTaTb COBa OAHOIO U3 Nep-
BbIX BEHELMAaHCKMX T'YMaHUCTOB, 3HaTOKa ApPeBHEN
yekaHkn, PpaHuecko lMeTpapku: «Heygepxmmas
CTPacTb K 3HaHWAM ABUXET Bawnm 61aropogHbim
ayxom» [17, c.49]. Jna yyeHbIX n XyAO>XXHUKOB TOrO
BPeMeHM NONyASPHbIM 3aHATUEM CTaHOBUTCA CO-
CTaBJ/IEHNE CEPUI1 MOPTPETOB rePOEB M 3HAMEHUTBIX
npaBuTenen ApPeBHOCTH, KOTOPbIE NCMONb30BaINCh
B Ja/IbHeNLIeM B KayecTBe WANOCTPaTUBHOIO MaTe-
pviana, AOMONHAOLLErO N KOHKPETU3MPYHOLLEro TeKc-
Tbl @aHTUUHbIX aBTOpPOB. B katanore b. [lereHxapTta
n A. LUMNTT ynoMmHaeTca BeHeLMaHcKas pyKonuch
n3 ®epmo ¢ Tekctamu CBetoHms, Jinema n Cantoc-
TWA, CTPaHWLLbl KOTOPOW yKpaLlaroT Npobuan pum-
CKWX MMMepaTopoB, 3aMMCTBOBaHHbIE C @aHTUYHbIX
MoHeT [13, ¢.30].

/13 BCcero BbliLe cka3zaHHOro CTaHOBUTCS O4eBUA-
HbIM, uTO B XIV-XV Bekax nHtepec K aHTU4HbIM MOHe-
TaMm, rnaBHbIM 06pa3oM, cocpesoTaumBasCca Ha NX ui-
nocTpatuBHoOM dyHKLMK. [oaTBEPXKAEHNEM 3TOMY
CTaHOBUTCA He TONbKO MHOXECTBO XMBOMUCHbBIX
1 rpadunyeckmx paboT n MesanbepHbIx paboT, NOBTO-
PAOLLMX MKOHOTPadUIO 1 CHOXKETbI PEBHEN YeKaH-

KW, HO U COBCTBEHHbIE HYMU3MATUYECKNE KOMNEKLMU
XyHA,0XHUKOB, KOTOpble Nno3gHee 6yayT pacCMOTPeHbI
B 3TOW paboTe. HO cHayana HaMm NPeACTONT KOPOTKO
03HaKOMMUTBCSA C KOANEKLIMOHEPAMM-3HTY3MacTamu,
UYbWMW CTapaHMAMM OXMBANO aHTUYHOE Hacleaue.

OpHOM 13 NepBbIX BEHELMAHCKUX KONNEKLLNT
aHTWUYHbIX MOHET, BO3MOXHO, 061azan nevyanbHO
N3BECTHBIN J0X MapunHo ®anbepo (1274-1355 rr.).
OaHako oTcyTCTBME BEPUDNLIMPOBAHHBIX AaHHbIX
N NPOTUBOpPEUYMNBbLIE CBEAEHWNA O ero cobpaHum
He MO3BO/IAKOT NCMO/Ib30BATL WX B JaHHON paboTe.
Bcnepcreue 3T0ro, B Uncae nepBbix BEHELNAHCKNX
HYMM3MaTOB YNOMMHAETCA UMS M03Ta U yUYeHOro-
rymaHucta ®paHuecko MNetpapku (1304-1374 rr.),
3HaUMTENIbHYO YacCTb CBOEWN XXM3HU CBA3aBLUEro
¢ Serenissima. HecMoTps Ha To, UTO KOA/eKLMA No-
3Ta, B OT/N4Me oT Hosiee No3gHMX cobpaHuin Ceet-
Nenwen, He Hblna 3a,0KYMEHTMPOBaHa, OHa OKa3asa
3aMeTHOe BJINSIHWE He TOJIbKO Ha MHTepecC BEHeL M-
aHLEB K ApeBHEeW YeKaHKe, HO U Ha UX OTHOLLEHWE
K aHTUYHOCTK. 3 coxpaHuBLUencs nepenncku MeT-
papKu € MM3aHCKMM ryMaHuctom fleano am Creda-
HO M3BECTHO O HECKOJIbKMX 3010ThbIX U cepebpsaHbIx
MOHeTax M3 KoanekumMn nosta, npenojHeceH-
HbIX UM B ap HeMeLKoMy nmMmnepatopy Kapay IV
B 1354 rogy ¢ noxenaHvem BOCXMLLLATLCA N NOA-
pa)kaTb CBOUM MNpeaLlecTBEHHUKAM, Ybl 06pa3bl
OH /INLLE3PUT Ha ApeBHel YekaHke [2, ¢.15]. OaHa-
KO, cornacHo Katanoram aHTM4YHOCTN BeHeunun
n3 6ubanotekn Mapumana [30, 11-12], nepBas
KoNnekums BeHeTTo NpuHaanexana HoTapuycy
n AenoBoMy yenoseky u3 Tpesuso, Onnebepo
®opuetta (ok. 1300-1373 rr). O ero nHTepece
K apXeoNornyecknM HaxoAKam 1 CTPEMJIEHMM CUCTe-
MaTU4YecKn MOMNoAHATb cobpaHme aHTUKOB CBUAe-
TeNbCTBYET 3aNUCb B JOMOBOW KHWUIe HOTapu-
yca ot 1335 roga, oTHOCUTENIBHO HaMeUEeHHbIX
npuobpeTeHNn Ha aHTUKBAPHOM pbiHke. Cpeau
npo4yero B HeW yno-MWHAOTCA CTapUHHbIE
MoOHeTbl U Megann. OgHako B oTanuume ot le-
Tpapku, nHTepec Popuetrta H6bIN CKOpee KOM-
MepuUecKnUn, HexXenn HayudHblh, a npuobpe-
TEHMe MO-HeT paccMaTpuBasoCb UM, B MEPBYHO
oyepeb, Kak elle oAWH CNocob BAOXeHUA
KanuTana.

AHTUYHasA HYMM3MaTUKa, ABASBLUIAACA Kaaje-
3eM apXeosIOrMUYECKUX U NCTOPUYECKMX 3HAHWIA,
npueaekana BHUMaHNE yYeHbIX-ryMaHUCTOB. JaHb
cobnpaTenbCTBY U U3YUEHUHD HYMU3MaTUUYECKMX
HaxoAoK OTAan nyTewecTBeHHUK Yunpurako AH-
KOHCKMA. B 3anncsax GnopeHTUNCKOro y4eHoro-
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rymaHuncta AMbpogaxmo TpaBepcapu coobLyaercs,
UTO «...OH Dbl MPUNEXHENLIMM UCCNEeL0BATENEM. .
cepebpsiHbIX M 30/10TbIX MOHET, 1 3HaKoB» [17, ¢.81-92],
KOTOPbIMW NMOMOJHAJINCL KOANEKLNM ero Apy3en
M MHOTFOUYMC/IEHHbIX 3aKa3unkos. Cpean N3BECTHbIX
HYMW3MaTMYECKMX COBpaHNIA BEHELMaHCKMX ryma-
HWCTOB 3aC/Y>KMBAtOT ObITb OTMEUYEHHBIMU KONEK-
LMW: CTapUHHBIX MOHET BEHeLMaHCKOro Annaomarta
n rymaHucta ®paHuecko bapbapo, meganeii u 30-
NoTbIX MOHeT beHeseTTo [laHA0n10, cepebpsHbIX
MOHeT Bpaya-rymaHucta lNeetpo Tommasw.

B 10 >xe BpeMs CMMBOAMKA APEBHUX MOHET U Me-
Aanei, onnLeTBOPAIOLLAA UAEH0 rocyAapcTBa 1 Baac-
TW, HE OCTaBAs/Ia PaBHOAYLLUHbIMW BEHELMAHCKUI
maructpat n Hobunen. Cpean studiolo n camerino
BEHeLMaHCKoW 3HaTy, 6oraTtcTBOM 1 pasHoobpasnem
yekaHku cnaBuancb cobparms Meetpo bapbo, PpaH-
yecko u Nbetpo KoHTapuHu, n xxnponamo JoHHa.

Konnekuwms apyamTa n UCTUHHOTO 3HaTOKa HYMU3-
MaTukK, KapanHana lNeetpo bap6o (1416-1471 rr.),
¢ 1464 roga BO3rnaBMBLUETO PUMCKUIN MOHTUU-
KaT nos umMeHem [lMaena ll, 6b11a OfHUM U3 CaMbIX
KpYnHbIX cobpaHuin anticaglie Toro Bpemenu. Kpo-
Me paroLeHHbIX KaMHeW, reMM, aHTUYHbIX Ba3 U Ka-
Mell OHa BKJItOYasa caMoe MOJAHOE Ha TOT MOMEHT
cobpaHune fpeBHNX MOHET, HacuuTbiBaBLLEee bonee
TbICAYM 3KCNOHATOB. [pn 3TOM KapaunHan 6bin
He TONbKO CTPaCTHbIM cobupaTenem ApeBHOCTEN,
0613aBLUNM YTOHUYEHHbIM BKYCOM ¥ 0COBbIM UyTbeM
KOJIEKLIMOHEPA, HO eLle 1 YUYeHbIM, 3aHMMaBLIeMCcs
nccnesoBaHMEM U KaTanornsaLuein npesmeToB CBO-
el konnekumm. Mo cnoBam MTanbSHCKOrO rymMaHucTa
Padasnno Madden, 6onee nssectHoro kak Padda-
anno BonateppaHo: «...NOMUMO HEOBXOAMMBIX CAlY-
WwaHui [OH] NpoBOAWUA CBOW A€eHb B YA40BOALCTBUN
WAN pasrasablBaHUM CTaPUHHBIX MOHET U Pa3mblLL-
NeHveMm Hag Humun...» [30, ¢. 11-12]. Mog pykoBoacT-
BOM MOHTUGMKA MOHeTbl HbiIn pacnpeseneHbl
B CTPOro XpOHOJIOTMYECKON NOC/ies0BaTebHO-
CTW, B COOTBETCTBUW C TUMONOTMUYECKUMU NPU3HA-
KaMu 1N COBCTBEHHOPYYHO OMMCaHbl BAaAebLEM.
OHW XpaHMANCH CTPYNMUPOBAHHBIMW MO HECKOJb-
KO LUTYK Ha OBMTbIX KpacHbIM HapxaTom NogHoOCax
Cc PamMuabHbIM repbom kapgmHana. Takas popma
y4yeTa U opraHusauun mMatepranos nosgHee nerna
B OCHOBY KaTa/siorm3mpoBaHHbIX n3gaHuin XVII seka.
Kpome Toro, MeeTpo bap6o 6bian npesnpuHaThI
MOMbITKN HaNagnTb NPON3BOACTBO YeKaHKW, UMU-
TUPYHOLLLEN PUMCKME CECTEPLMM U MMMEPATOPCKUE
AeHapun. HecMOTps Ha TO, UTO MX MPON3BOACTBO
He NPWHANO0 MacCOBbIN XxapakTep BO BPeMeHa Kap-
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AMHana, MHOTOKPaTHO Pa3MHOXEHHBI ero ctapaHu-
MW @aHTUYHBIA MaTepuWas, COAENCTBOBAN He TOJIbKO
NMOBCEMECTHOMY PacnpPOCTPaHEHNIO KNaCCUYECKUX
06pa3oB, HO M aganTaLmm nx B UCKycCTBe BeHeunn.

ApkMM NpuMepom BO3pacTatoLLero nHTepeca
M LUMPOKOTrO PacnpoCcTpaHeHMs aHTUYHbIX MOHET
B BeHeuwnun B KoHue XIV Beka cay>aT UMUTUPYHO-
Lwme nx YyekaHHble Meganu all’antica, BbinyweHHble
B 1393 roay macTtepckol rpaBepa BeHewmaHckoro
MoHeTHoro aBopa Mapko Cecrto. Ha aBepce nepsoit
13 HKX BblN n306paxkeH Npoduab umnepatopa lanb-
6bl, yBEHUaHHbI 1aBPOBbIM BEHKOM, @ €e peBepc
yKpallana urypa BeHeunm cTosilas ¢ BEKCUANYMOM
B pyKe, CcTOAWan Ha konece GOPTYHbI, U HAAMNCh!
«Pax tibi Venetia» («Mup Tebe BeHeums») [30, c.13].
CnepyeT, 0HaKO, OTMETUTb, UTO BEHELMaHCKNE Me-
Jann He BblAN TOYHOM Konuen nam noaaenkon aH-
TUYHOrO OpUrMHana, 3To NOATBEPXAAtOT C/10Ba
Ha ux aBepce: «Marcus Sesto me fecit V» («Mapkyc
CecTo caenan MeHs», U JaTUHCKUIN antep «V» 060-
3Havarowminn BeHeuuns). Ckopee Bcero, peub naet
0 JEeMOHCTPaLMM MacTepPCTBa B MeAaNbePHOM UCKYC-
cTBe. B monb3y AaHHOro NpesnonoXeHNs roBopuTt
TOT dakT, 4yTO YeTBepTb Beka cnycts, B 1417 roay,
B 3TOW Xe MacTepckoli bpat Mapko, AneccaHapo Cec-
TO, U3rOTOBWA Mefasb, Ha peBepce KOTOpoK bbina
n3obpaxeHa cueHa noxuieHus Mpo3sepnuHbl. OnbIT
NPOWU3BOACTBA Mefanelt ¢ MUPONOrnYeCKUMU CHo-
>XKeTaMu He MMeN NPOJOKEHNS, HO HOBAaTOPCKMNe
ycunnsa 6patbeB CecTo OTUETANBO NPOAEMOHCTPY-
POBaAN XUBOW UHTEPEC BEHELMAHLEB K YEKAHHbIM
Meaanam n MOHeTaM.

Mpumepom Bo3pacTatoLero nHTepeca K aH-
TUYHBIM MOHETaM B XyA0XeCTBEeHHON cpese BeHe-
Lum 3noxm KBaTpoueHTo cayxaT He TOIbKO paboThbl
BEHeLMaHCKMNX XMBOMUCLIEB, HO U NPeAMETbl UX JNY-
HbIX KoaeKumni. MNepBble ONbITbl BEHELLMAHCKMX
XYAOXHWKOB B OCBOEHUU MUPONOrNYECKUX MOTM-
BoB all'antica nosBnatoTca B rpaduyeckmx pabo-
Tax flkono beannHu. ChoBHO cTapasch Npuaatb
60NbLUYIO NCTOPUYECKYHD AOCTOBEPHOCTb CBOUM
PUCYHKaM U3 ABYX 3HAMEHMUTbIX albOOMOB, XyA0XK-
HUK OOUNBHO yKpallaeT apXUTEKTYypHble COO-
PY>XeHWs MefaNbOHaAMU, UMUTUPYHOLWNMUK pe-
Nbedbl CTapuHHBIX MOHeT. B pucyHok «Beege-
Hue boromaTtepu Bo xpam» (Jlysp, fols.28A; 30B)
[n.l.] BAMCaHbI ABa CKYABNTYPHbIX TOHAO C burypamm
AnoasioHa ¢ naTepoi 1 0IMBKOBOW BeTBbHO U [Nocel-
AOHa ¢ Tpe3ybLeM, C TOUHOCTbH BOCNPOU3BOAS -
e peBepchl TeTpagpaxm n3 MupuHbl B 0aunm
[10, c.187]. Ero 6o1ee no3gHAs Bepcus JOMNOJHEHA

pesbedamv UMUTUPYIOLWME cecTepumii lomnumaHa,
C NepcoHNULMPOBaHHbBIM N306paxeHnem IepMaHn
n acc Agpuara ¢ ¢urypoi FOHOHbI CO CKUMETPOM
M NaTepoMu, a Tak>Ke LIeCTbio TOHA0 CPeAn KOTOPbIX
pa3anummel TeTpagpaxma Jincmmaxa ms lNeprama
¢ ApuHon Hukodopoii, MmoHeTa BpemeH lMNTonomes |
Cortepa [10, c.187] c n3obpaxeHmnem Opna 3eBca,
N ApeBHerpeyeckas MoHeTa n3 obnactu JlykaHma
(Benvkas M'peumns) c nsobpaxkeHnem aTakyroLero
6bika. B ctoxxete «buuesanmne Xpucra» (Jlysp, fols.16 (B).
KabuHeT pucyHKoB) Ha dacase xpamMa MoMeLLEeHbI
penbedbl, Cpean KOTOPbIX yragbiBaroTca Gurypsol
Hecca noxuwatowero JeaHnpy v HacTuraroLlero
nx Fepakna. B gpyrown ero Bepcum (Jlyep, fols.C (29).
KabunHeT pucyHKOB) CTeHbI Xpama yKpallaroT MeAanb-
OHbl C M306paxeHrem 3eBca Ha TPOHe, 3aUMCTBO-
BaHHOro u3 TeTpagpaxmbel AnekcaHgpa Benwvkoro,
nepcoHndukaumm Adpunkmn n3 cectepuma AgpmnaHa
n Komnosuumm Pem, PoMmyn n BoaumLa ¢ KOHCTaH-
TUHOBCKOW neyaTu. MNosiBAeHNe UMEHHO 3TUX MOHeT
B CctoxeTe «bnuyeBaHne Xpucra» HaBoOAUT Ha MbIC/b
O 3HaKOMCTBE XyAoXHUKa ¢ Knprnako AHKOHCKUM
W KpYroM BeHeLmaHcknx cobupareneli aHTnkos. Kpo-
Me TOro, Ha HECKONbKMX CTPaHULax «KHUT Akono»
ecTb NycTble okpyxHocTtn (Jlyep, fols.g93v-e94r)
[20, c.473], BepOATHO NOArOTOBAEHHbIE MOJ, CHOXKET-
Hble 3apMCOBKM C APEBHUX MOHET U Mejanen n3 ero
COBCTBEHHOM KOMNEKLMM.

OT paHHuX akcnepnmeHTos bennnHn mudonorm-
yeckas TemaTumka 3BOAOLMOHMPOBana k bonee
KPYMHbIM XyZOXeCcTBeHHbIM dopMaM B paboTax ero
nocnegosatesnei. Buttope Kapnauyo xopoLio 3Ha-
KOMbIN ¢ anbbomamum ikono ncnosib3oBan B KapTu-
He «butBa cBATOro Meoprusa c gpakoHom» (0k.1507,
r. Ckyona gn CaH-Ixoppgxuno genbn CKbABOHN,
BeHeLns) xapakTepHyto feTanb CBOEro npesLecTseH-
HMKa, MOMECTMB Ha KOHCKY cOpyto ABa Mesanbo-
Ha, UMUTUPYLOLWMX YekaHKy all‘antica. Ha ogHom
13 HKX n3obpaxeHa cueHa «Opden 1 3Bepu», KOTO-
pas Moraa ObiTb 3aMMCTBOBaHa C aHTUYHON MOHETbI
13 cobpaHus 3aKazumka Uan Koanekumm obpasyos
CaMOoro XyJ0>XHUKa. AHTUKBapPHbIE LUTaTbl BO3HWKA-
FOT MOBCEMECTHO B CTAHKOBOMN U MOHYMEHTa/IbHOM
KMBOMUCK B BUAE AEKOPATUBHbLIX BKpanjeHuin
no npumepy O0BHaXXeHHbIX CKYAbMNTYP B KapTUHaX
Kapnauuo «CoH Cesatort Ypcyabi» (1495 r., Fanepes
Akagemus, BeHeuns) n xoBaHHn MaHcyatn «Yyaec-
Hoe ucueneHve goyepu bensenyto» (1506 r., Fanepes
Akagemus, BeHeLns), HpaBCTBEHHO-ANAAKTUYECKUX
anneropuii 1 CMMBOJNYECKNX KOMMEHTaPMEB K OC-
HOBHOMY COBbITUIO MOA0HHO NCEBAOKAACCUYECKUM

penbedam ¢ n3obpaxeHMeM A3bl4ECKOrO XepPTBO-
npuHolleHuns B pabote [>xoBaHHW beannHu «KpoBb
Cnacutens» (Hau. 1460-x rr., HaunoHanbHas ranepes,
JloHaoH). Kak y>xe oTMeuanocb paHee, B paboTtax
XYAOXHWKOB, 3a4acTyo, JEMOHCTPUPOBAINCh IKC-
MOHaThbl U3 X COOCTBEHHbIX KONNEKLMI. YBAeUeH e
aHTVKaMU He 6bI0 PeAKOCTbIO B XYA0XXECTBEHHbIX
kpyrax. CobpaHune UTaJMnckon kepaMmnku, GPoHsbI
1 MENKOW NAacTuKK, 3aneyaTieHo B KapTuHe «Buge-
Hue Ceatoro AsryctuHa» (1502 r., Ckyono gu CaH-
xopaxo aenbn CkbABOHW, BeHewums), BOSMOXHO,
Hekorga npuHagnexano Kapnayyo, a n3obpaxeH-
Hble B goMe MapTbi-MNennnuapu B Kactenbdparko-
BeHneTto (1496-1500 rr.) aHTUYHbIE MOHETBI U MeAanu
C NopTpeTamMmun MyApeLoB B BOCTOYHbIX TOpbaHax,
TMMNCOBbIE CNEMNKM, KHUra 06pa3yoB C NepcrnekTns-
HbIMU PUCYHKaMn n croxeTbl «McnbitaHne Mounces
orHem» (1502-1505 rr.) n «Cyg ConomoHa» (1501-
1505 rr.) B TexHMKe GPECKOBOWN POCMUCU MOFAU
HaxoAnTbCA B cOBpaHun [IxopaxoHe.

TakMm o6pa3om, 3HaKOMCTBO BEHELMaHCKMX
XYAOXKHUKOB € MasibiMW GOpMaMM aHTUYHOW NAacTu-
KW OKa3asio OrpPOMHOE BAUAHME Ha NPOHNKHOBEHWE
Mubonornyeckon obpasHOCTU B XyL0XKECTBEHHbIN
CTPOW peHeccaHCHbIX NpounsBeaeHU. Mpu 3ToMm
MacTepa CBeT/eLwen NoNyYnan LIMPOKNE BO3MOX-
HOCTW NpeTBOpPeHMA MUPONOTMYECKON TeMaTUKN
OT UUTMpPOBaHUsA opurMHana 4o csobogHoro npo-
ABNEHNS TBOpUYecKon daHTasmn.

Henb3s He oTMeTUTb 1 0COBYHO PONb BEHELMaH-
LEB B U3yYeHUN N pacnpoCTpPaHEHNN HayUHbIX 3Ha-
HWI O APEBHUX MOHeTax 1 Megansax. B 1559 roay
B BeHewwnn Bbiwen nepBbi GyHAaMeHTaNbHbIA 616-
nuorpaduyeckunii Tpya no Hymmnsmatuke «becepa
O CTapuHHbIX MOHeTax» — «Sopra le Medalie de gli
Antichi», aBTOpOM KOTOPOro 6bl BEHELIMAHCKNI
YUYEHbIN-TYMaHUCT, KONNEKUNOHEP aHTUYHbIX MO-
HeT, Hobune BxoaneLwKM B cocTaB CoBeta [ecaTw,
CebacTtbaHO dpuuuo. He meHee npuMeyaTenbHO
1 TO, UTO B CMINCKE KONNEKLNOHEPOB JPEBHUX MOHET,
BXOAMBLUEM B MepBOe PYKOBOACTBO MO HyMM3Ma-
TUKE, U3 ABajLLATU BOCbMU coObupaTtenem, oguHHa -
uatb 66111 BeHeumnaHuamm [30, c. 51-52] [n.ll].

MoMVMO HYMU3MaTUKW, LUIMPOKOE pacnpocTpaHe-
HWe B JlOMax BEHELIMAHCKMX aHTUKBapOB Nosy4mnia
ApeBHAa ramntuka. CnegyeT OTMETUTL, UTO MHTepeC
K HEW He yracan Ha NPOTAXEHUN BCEV UCTOPUM KO-
NekunoHnpoBaHus. VI no cei AeHb aHTUYHbIE Ka-
MeW COXPaHSOT 3HaUEHMe 3TaNoHa KlacCM4ecKkom
KpacoTbl U YNCTOro, CTpororo Bkyca. Cobmparenbcr-
BO PEe3HbIX KAMHEWN OblI0 OTANUNTENIbHOW YePTOW
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apUCTOKpaTUUECKMX KPYroB eLle CO BPEMEH 3n-
HUcTUYeckoro mupa. Mo Tekcram MNanHmna nssectHo
O MHOTro4YMCieHHbIX cobpaHusax Konusa Llesaps, pak-
Tanotekax Mutpmaata n Mapuenna, niemMsHHuKa
nMnepatopa ABrycrta, O6LNPHON KOANEKLMM FTEMM
CkaBpa, nacbiHka guktatopa Cyanbl, 0 cobpaHusx
Mapka AHTOHUA 1 LinnbHua MeueHaTta. PuMckmin du-
nocod-mopanuct nepmoga Nmnepun CeHeka nuwet
0 MoJe TOro BpeMeHu: «[epcTHM yKpallatoT HaLwlm
nanblbl, Ha Kaxzolh danaHre ceepkaeT remmal»
[3, c.144]. B nepvog PeHeccaHca reMMbl 3aHAM OCO-
60e MecTo B AOMALLHMX KONNEKLMAX U KabuHeTax
peAKoCTel Hapsay C APYrMMM NpesMeTaMm aHTUY-
HOM FAVNTUKK, MOHeTaMK 1 Meganamun. Konnekuno-
HepoB NpwvBAeKana N3blCKaHHas KpacoTa «>KMBOMUCU
B KamHe» [6, ¢.16], npeacTaBAeHHas MHOroobpasuem
bopM penbedHon pe3bbbl OT TPAAWLIMOHHBIX UHTA-
Nn-neYvaTen n CKPOMHbIX MOHOXPOMHbIX MUHMa-
THOP A0 POCKOLIHBIX MHOFOLLBETHbIX KaMeW, CHOXKETbI
KOTOPbIX BOCMPOU3BOANAN bpeckn, NOPTpeTh
MOTYLLECTBEHHbIX MOHAPXOB U 3HaTW, CLIeHbI M3 Obl-
TOBOW XW3HM U 00pa3bl kraccuueckon Mubonormm.
MWHMaTIOPHBIMW KOMMO3MLMAMU MOXHO 6b110 /1t0-
60oBaTbCA YacaMu, BIAAbIBAsACH B ryOUHY MX NPOCT-
paHCTBa, NOpaXkaBLUYH YETKOCTbI TOHKUX JIMHUIA
N MHOTOC/IOMHOCTBIO pesibeda. Mantosmsa ceetoTe-
HEeBOW MOAENNPOBKM, POXAEHHAA NONEPEMEHHbIM
yepesOBaHVEM TOJILLMHBI U MPO3PAaYHOCTLN CIOS, CO3-
faBasna NNeHUTeNbHYH KpacoTy 06BeMOB APEBHMX
CTaTyh 1 pa3Hoobpasme CLOXKETHbIX MOCTPOEHWU,
BOMNOTUBLUMNX B cebe BO3BbILIEHHbIN 3TOC aHTUY-
HOM nnTepaTypbl. He MeHee npueieKaTesbHbIM
419 KONNEeKLMOHEePOB bbla 1 pasmep 3TUX MajieHb-
KWX BeLLWL, NO3BO/ABLUMIA BAajebLaM He paccTa-
BaTbCA CO CBOVMM XYZ0XECTBEHHbIMU COKPOBULLAMM
B noe3jkax 1 nyTeLlecTBusX.

B TO e BpeMs XMBOMUCHble 0bpa3bl pes-
HbIX KaMHEN MMeIn He TOJIbKO 3CTeTUYECKOoE, HO
N YyTUANTApPHOE Ha3HaueHwue, ABAsA COBON, C ofHON
CTOPOHbI, FOBENVPHbIE UANOCTPALUN K APEBHUM
TEKCTaM M UCTOUYHUK BAOXHOBEHMA ANA BEHELM-
aHCKMX M 3ae3XKNX XYAOXHWKOB, C APYrOM, BbIMO-
HAJIM POSIb CBOEOHPA3HOro HarasAHOro Nnocobus,
AOCTOBEPHO MnepegatoLlero MKoHorpapuyeckmne
CXeMbl aHTUYHOCTW. B 3TOW CBA3M remMmbl Hepea-
KO BOCMPOU3BOAWINCH B BUZAE KOMWUN, CBUHLOBbIX
OT/INBOK WM BOCKOBbIX OTNEYaTKOB, a TakKe He-
60/1bLIMX BPOH30BbIX IMCTOB C GUIYPHBIM CLIEHaMM
[13, ¢.78-79], koTOpbIMW HapsAAY C FTMNCOBLIMUN Caen-
KaMu C aHTUYHOM CKY/IbATYPbl YKpallanu 4BOpLbl
Y BUANbI aPUCTOKPATOB A5 AEMOHCTPaLMK MbILLHO-
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CTN 1 baecka nx pesugeHumin. Kpome toro, coctas-
NANNCb OTAENbHbIE KOMNEKLMW, KOTOPbIE B KayecTe
AVAAKTUYECKOro MaTepuana UCnonb30Baanch B pa-
H6oUnMX MacTepCckux ans obneryeHns 3HaKOMCTBa
C @aHTUYHBIM UCKYCCTBOM 1 ero n306pasmntenbHbIMM
npuHunnamum. O nogobHbIX cobpaHnsax coobliaet
Jx. Bazapw B «XKunsHeonucaHuax Hanbonee 3Hame-
HUTBIX XXMBOMMWCLIEB, BasTeNeN 1N 3044MX», YIOMUHAS
y4ebHYyH KONNEKLMIO TMMNCOBbIX C1IEMKOB B MacTep-
ckon PpaHuecko CkBapuoHe (1397-1468 rr.), a Tak-
e MacTepCKyro M XuavLie Meganbepa v toBesmpa
JleoHe JleoHun (1509-1589 rr.), B KOTOPbIX «MMEOTCA
TMMNCOBbIE CIEMKM CO BCEX COBPEMEHHbIX U APEBHUX
MPOCAaBAEHHbIX CKyNbNTYP 13 Mpamopa uin 6poH-
3bl, Kakle OH TOJIbKO CMOT pa3fobbiTb». [1, ¢.368]

MHorve BeHeLMaHCKMe KONNEKLMOHEPbI TOTO
BpeMeHU 6bin BONbLIMMU LLEHUTENSMU TEMM.
B cobpaHun, ynoMuHaBLerocs paHee, Mbetpo bapbo
HaXOAMNOChH CBbILLE WeCTUCOT reMm 1 bonee AByx-
CoT copoka kamel. CamMble LieHHble 13 HUX TaK Xe,
Kak n 6onblas YacTb cObpaHHON NOHTUDUKOM
KoAnekunn, Oblan passapeHbl AN pacnpojaHbl
ero npuemHukom, Mano Cukctom V. 3Tum nyTtem,
B cobpaHue JlopeHuo Meguum nonanu: 3HaMeHu-
Tas vallla 13 xasLesoHa, bonee n3BeCTHas Kak, tazza
Farnese n aparoLeHHbIN KaMeHb CO CLLEHON MOXM-
weHuna Oanceem ctatym MNannagwl (I Bek Ao H.3.)
[21, c.49-54], a TakXe Kames C n3obpaxeHnem
AnoHNCa B KONIeCHNLE, 3anpPsaXXeHHOW NCUxXesMu
(Heanonb, HaunoHanbHbI Apxeosornyecknin My-
3e). B FlocysapcTBEeHHOM My3ee SpMUTax XpaHAT-
€S ABe TAUNTbI, NYTb KOTOPbIX MOXHO NPOCAeAnTb
6narosapsa rpaBMpoBKe, HAHOCKBLLEWCA Ha Nyuy-
Lne KaMHU B Koanekummn JlopeHuo BenavkonenHo-
ro. OfHOW 13 HUX ABAAETCA CEPAOANKOBAsA NHTaINS
C OMJeYHbIM N306paKeHNEM HOHOLIM B FTONIOBHOM
ybope u3 6biubelt WKypbl. B MHBeHTapHOW onucK
cobpaHus MbeTpo bapbo ot 1457 roga oHa 3anuca-
Ha Kak: «[onoBa toHoro epakna c HafEeToo LLKYPOW
NbBa Ha CepAoavKe LeHoto 2 aykaTa» [4, c.273-281].
VHTepecHO, UTo ee onucaHus BCTpPeYatoTCa B pas-
JINYHBIX NCTOPUYECKUX JOKYMEHTax Ha NpoTaxe-
HWe YEeTbIPEXCOT NeT.

Apyras remma, «Hrka Ha konecHuue», capio-
HUKC, 3,7x4,5 cm., VIHB. N2X. 249, noctynuaa B My-
3elt Ipmutax B 1805 ryay us cobpaHusa reHepana
H.®. XutpoBo. B onuncy noHTUdumKa, COCTaBAEHHON
B 1457 ropgy, oHa uncautcs, Kkak: «Pa3butas kames
C nsobpaxeHnem Tpuymoa: Ba KOHS U Kpblia-
ThI FOHOLWWA C BUYOM B NpaBol pyke» [5, ¢.66-67]
(Il Tesoro di Lorenzo il Magnifico, p.97).

B TeueHwue cnepytolero Beka B CBeTenLLel Takxe
COCTaBAAOTCA BECbMa 3HaYMTENbHbIE KOMIEKLNN
pe3HbIX KaMHel. BHyLUMTenbHOe KOIMYEeCTBO aH-
TUYHbIX FEMM XPaHWA0Ch B cObpaHum [xoBaHHU
NpumaHu (1501-1593 rr.). NManauyuo B CaHTa-
Mapws ®opmo3sa xpaHuWT CTYKKOBbIN penbed n dpec-
KOBYHO POCTMCh, CO3ZiaHHbIE MO CHOXEeTaM COpoKa NATU
KamMel u3 Kosnekummn natpmrapxa. K nx XnBonmcHom
TemaTuke obpalwanmce XyfoXXHUKN [>xoBaHW-
batTncta ®paHko 1 SHea Buko [24, ¢.268-274], Boc-
CO3zaBLUMe MO HUM CEPUIO FPaBlop, TeM CaMbIM yBe-
KOBEYMB MaMsATb O HEKOrAa obLwMpHOM cobpaHmm
aHTWUHBIX Kamel ceMby FpUMaHu, yTpauyeHHOM noc-
Ne nageHus Ceetneliwen pecnybamnkn. B onncaHusx
KOMNEKLMWN NaTprapxa TakxKe yNoMMUHaATCA CEMb-
[ecaT ABe Kameu, ykpallaBLune yTepsiHHbIA nocae
ero cMmeptu studiolo: «<MONHOCTbIO CAENaHHbIN
N3 YEPHOro JAepeBa N MHKPYCTUPOBAHHbIA OYeHb
KpacVBbIMU KaMHSIMW Pa3HbIX COPTOB, ...KOJIOHHaMM
N3 OYeHb TOHKOro anebacTpa, ...4peBHMMY BpOH3a-
MW, ...CTaTy3TKaMK1 1 6roCcTaMu, Mejanamu 13 gparo-
LLEHHbIX MeTaIoB M NO30J104EHHbIMU penbedamm»
[30, c.31]. Heckonbko kamei 13 cobpanus IprmaHm
6b1an KynaeHbl EkatepuHol || 1 BOWAW B 3pMUTax-
Hyto Koanekumto. OZHa 13 HUX C CHOXKETOM «3pPOThl
MyuatoT lNcmxero B npucytcteum noHnca», cap-
AOHMKC, | B. g0 H.3., nHB. N2XK. 316, mnoctynusLuas
B IpmuTtax B 1792 rogy n3 cobpaHuna CeH-Mopwca
(Mapwmx) [6, c.51], no nHBeHTapam cobpaHus Mpu-
MaHW M3BECTHa, KaK «...MaJleHbKW aMyp, CBA3bI-
BalOLW M BeHepy, cnasawas purypka u ewle oauH
amypuuk...» [30, c.29]. Apyras, «[lnoHnc Ha konec-
HULe, 3anps>XXeHHOW KeHTaBpaMu» [6, c.47] (I B.
[0 H.3., capAoHuKc, mactepckas Coctpata ns Anek-
caHapum, nae. N&XK. 282), B onucu natpmapxa 3Ha-
ynTCa, Kak «TpexuBeTHas kames ¢ nsobpaxeHvem
JBYX KEHTAaBPOB, CaMKM W caMLia, KOTopble Be3yT
B KOJIeCHMLe Bakxa, Noaaep>KnBatoLLero TMpC JeBow
pykon» [27, c.148]. BnonHe BO3MOXHO, UTO ee pe3bba
CTana Npoobpa3oM BaKXMUeCKOro LecTBUs B KapTu-
He Ynma ge KoHenbaHo «Tpuymd Bakxa n ApragHbi»
(1505-1510 rr., My3ei Monbaun-Meuuonn, Munan).
HecmoTps Ha TO, uTO B paboTe BEHELIMAHCKOTO Xy-
JO>XHMKa OTCYTCTBYHOT TOYHbIE 3aUMCTBOBAHWA
13 3PMUTAXKHOWN Kameu, OT BHUMaHWA He YCKO/b3a-
tOT OTAE/IbHbIE MOTUBbI CO3BYYHbIE €€ XYL0XECTBEH-
HOMY CTpOto. IBHOE CXOACTBO MpPOCAeXMBaeTCa
B MKOHOrpaduu, cTeneHn B3aMMOoAencTBus, a Takxe
B NMOBTOPSAOLLENCSH NEPEKANUKE MO3 1 XECTOB Nep-
COHaXeMl, N30bpa>KkeHHbIX B 3TUX ABYyX paboTax.
B pe3bbe ananHMCTMUECKOro MacTepa NPUBETCTBEH-

HOMY 3HaKy NOAHATON BakxoM pyku, BTOPUT 3anps-
>KEHHbIN B KOJIECHULY KeHTaBp. [MoXoxuii Mmotus
n3obpaxeH B paboTe Ynma, C TOM AnULb pasHULLEN,
YTO ABUXKEHUE pPyK bOra BUHOAENNS 3epKasibHO MO-
BTOPAETCA B XecCTax caTvpa, a obpalleHHas AMLOM
k baxycy KkeHTaBpecca, coCTaBaAroLLAsA ONMMMNIALLY
BblPa3UTeNbHYHO aHTUTE3Y, B KAPTUHE BEHELMaHCKOro
XyAOXHUKa npeacTaeT B obpase catnpecchl. Boiwe-
nepeynciaeHHble OTCbINKM Ha Knaccmyeckumii obpa-
3eL, NO3BO/IAIOT NPEANONOXKMNTb, UTO U30HpaxKeHne
C 3PMUTAXHOM KaMeun MOTN0 MOCAYXMTb KOMMNO3M-
LMOHHON OCHOBOW Ana TpuymMbanbHON npoueccumn
B KapTuHe Ynma ge KoHenbsiHo «Tpuymd Bakxa
n ApnagHbl». 3HaKOMCTBO BEHELMAHCKOro XyA0X-
HWKa C aHTUYHOW FNNTON NpeacTaBaseTcs elle 60-
Nlee BEPOATHbIM B CUJy ero npebbiBaHWsA B LIEHTpe
aHTUKBaPHOW TOProB/ax N cobupaTenbCcTBa, KOMM
6blna BeHeuus Toro BpemeHm.

Taknum o6pa3om, OAHOW 13 GOPM XyA0XKECTBEHHO-
ro NpeTBOpeHUs boraTtenwero MaTeprana aHTUYHON
FANNTUKKX CTaNo BOCNPOM3BEAEHME ee KOMMO3ML MR
B TBOpYeCTBe MacTepoB CBeTneliLen pecnybamku.

MNepBble CBUAETENLCTBA O BEHELMAHCKMX aHTUK-
Bapax N UX KOANEKLMAX N3BECTHbIE MO 3annckam
Mukun3nsa nosgHee 6bIIN 4ONONHEHBI KAaTanoMM-
3npoBaHHbIMKU paboTamun SHea Buko (1555 r.)
n CebactbsiHo Spumuuo (1559 r.). B 1563 rogy o6HOB-
NeHHble cBeAeHus o cobpaHusax CeeTaenwel 6biam
npeacTaBieHbl B pabote dnamaHACKOro UCTopu-
Ka n bruorpada, BeHeLMaHLa NoO POXAEHUO, Xbto-
6epTta FNonbumnyca «C. lulius Caesar sive Historiae
imperatorum caesarumque Romanorum ex antiquis
numismatibus restitutae» (1563 r.) [30, c.51]. B noc-
nepHen yetBepTn XVI Beka K TeMe BEHELMaHCKMX
Koanekuuii obpaltaetcs PpaHuecko CaHCOBMHO, No-
CBATMBLUMIA UX OMUCAHWUIO OTAENbHYHO rnaBy «Studio
di Antiglie» B 3HUMKNONEANYECKOM Tpyae «Venetiq,
citta nobilissima, et singolare» (1581 r.) [30, c.52].
B otanume ot npepecTBeHHMKOB, ero paboTa BkAto-
YaeT He TO/IbKO OMMCaHUs BOCEMHAALLATU 3HAUMMbIX
BEHeLMaHCKNX cOBpaHnii, HaXxoAMBLUUXCA BO BAa-
JAEHWUW 3HaTHbIX NaTPULMEB, BAUATENbHbIX TOProB-
LeB, MeL,eHaToB 1 puaocodoB, Taknx Kak Jlynaxm
n JleoHappo MoueHnuro, ®paHuecko 1 JJoMeHNKO
Ayopno, lomeHnko v [ixxosaHHW pumaHu, MNbeTpo
Bem60 1 JleoHMKO TOMEO, HO U MMEHa U MeHee
M3BECTHbIX aHTMKBAPOB, YbM AOMaLLHME My3eu Xpa-
HWUAM NOUCTUHE «opere antiche» (apeBHMe paboTbl)
[21, c.72-73]. B 31Ol cBA3N 0cob60O NpumMeyaTenb-
HO 3aBewaHne JJomeHnko aun MNbepo, xpaHsLee
onucaHune KONNeKLMN n3biCKaHHbIX Kamen. LLlectb
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reMm u3 ero cobpaHma ¢ CtoXKeTamMmm aHTUYHON MU-
bonormm BbIAENAOTCA «BbICOYAMLLIMM KauecTBOM»
[24, c.268-274]. Pe3bba ogHOW UX HUX NOBECTBYET
0 bopbbe epakna c TpexrnasbiM LiepbepoM; Ha Apy-
rovi nepegaHa cueHa us tparegumn Codokna «duno-
KneT», obHaxeHHas My>xckaa durypa obmaxmeaet
KpbINOM NepebuHTOBaHHYHO HOTY; CHOXET TpeTel
NOBTOPAET APEBHEPVMCKYHO MO3aunKy «3pOC MAbIBY-
LA BEPXOM Ha JrvnaHe B OKPYXeHWUU AenbOUHOB.
Ewe Ha Tpex ravnTax Bblpe3saHbl cuay3Tel Mopckol
BeHnepsbl, Hepenabl n TputoHa, a Takke KanegoHcko-
ro Benps. 3TM KaMeun B Yncie Apyrux cCopoka natu
pe3HbIX KaMHeW 13 cobpaHunsa [lomeHnko an Meepo
MOMONHUAW paHee YNOMAHYTYH Koanekumnto [xo-
BaHHW [pyMaHu.

HecmoTps Ha To, UTo BONBLLMHCTBO BEHELMAHCKNX
KOMNEeKLUMIA U MMEH aHTUKBAPOB CEroAHs 3abbiTbl,
a ux cobpaHusa pacTBOPUANCL BO BPEMEHM, 3aTe-
PABLUMCH B AOMALLUHUX My3eAxX HOBbIX BAajeNbLEB,
06pbIBOYHbIE CBEZleH WA, COXPaHMBLLMECS B 3aBelLa-
HMUAX N HOTapManbHbIX JOKYMEHTaX TOrO BPEMEHM,
MO3BOIAIKOT COCTaBUTb OTHOCUTENBHO MOJHYHO Kap-

TUHY O NpakTuKe aHTUKBAaPHOro cobupaTenbCTBa
B CBetnenweli nepunog XV-XVI Bekos.

MprmeyaTenbHO, YTO aHTUKBAPHOE ABUXe-
Hue, 3apoauslueecs B Ceetnelwert B XIV-XV Be-
Kax B OTCYTCTBMMW COBCTBEHHOW aHTUUYHOCTM, OKa3aso
OrpoMHoOEe BAMAHME Ha GOpMMPOBaHME B CO3Ha-
HUW BeHeuMaHUEeB obpa3a KJaccmyeckoro npoLu-
noro. Posib nocpesHnka B 3TOM npouecce nrpan
OBLWNPHBIN aHTUKBapPHbIA MaTepuan, B 60AbLLIOM
KOJIM4YeCcTBe NOCTynaBLUWiA B Serenissima n3 peruv-
OHa BoctouHoro CpegmseMHOMOpPbA. 3HaKOMCTBO
C HAM BEHEeLMaHCKMX XyAOXHMKOB, a TakxXe UX He-
NMOCPeACTBEHHOE yYacTne B aHTUKBAPHOM ZBUXe-
HMW OKa3afio OrPOMHOE B/IMAIHWE Ha NMPOHUKHOBEHME
Mudonornyeckon o6pasHOCTU B XyA0XKECTBEHHbIN
CTPOI peHeccaHCHbIX Npou3BeseHuid. Takum obpa-
30M, raBHOW 0COBEHHOCTLIO NcKyccTBa CBETENLLEN
ABAAETCA Hepa3pbIBHasA CBA3b C MPAKTUKOWN aHTUN-
KBapHOro cobupaTenbCTBa, OKasaBLUuel coaencTeme
He TOJ/IbKO B MOBCEMECTHOM PacrnpOCTPaHEeHUN Mu-
dbonornyecknx MoTMBOB 1 06pPa3oB, HO 1 ajanTa-
LUUKN UX B BEHELIMAHCKOM MCKYCCTBE.
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FASHION ILLUSTRATION:
RETROSPECTIVE AND MODERN RESOURCES

Summary: As part of world culture, modern fashion
has been formed under the influence of many factors,
one of which was the popularisation of fashion trends
and tendencies in clothing design through the publication
of illustrations made by outstanding artists, whose creative
activity was focused on visualising original ideas of clothing
designers, in magazines and other printed publications.
Many artists almost completely connected their activities
with only one publication, others became the founders
of numerous trends and schools in fashion illustration.
A retrospective vision of illustration from the 19'th century
to the present day allows us to evaluate both the evolution
of illustration and its prospects in modern realities.
The variety of illustrations in printed publications and

As a reflection of a social phenomenon, fashion
development is largely ensured, nurtured by a per-
son's desire for the charm of novelty. It is a peculiar
result of the relationship between theatrical action
and the audience. Throughout the entire life cycle
of fashion, it is visual artistic images that play
the most important role.

We can say that already in ancient times, statues,
busts, and other images of outstanding philosophers,
rulers, and public figures served as a prototype
for the informational, visualised side of fashion.
“Taking an excursion into the history of costume,
one can trace how the categories of ‘masculinity’
and ‘femininity’ are reflected through costume forms.
A historical retrospective allows us to clearly deter-
mine how great or small the degree of opposition
or convergence of sexual differences expressed
by costume in a given time period was.” [Muza-
levskaya, 16] The appearance of cut in clothing,
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online resources allows us to talk about broad prospects of
fashion illustration in terms of the global fashion industry
evolution. The development of modern visualisation
tools increases audience reach, accordingly expanding
the influence of illustration on the work of modern
professional artists and authors-amateurs, fashion
enthusiasts. The article aims to identify the differences
(formation vectors) between a design clothing drawing and
a fashion illustration, as mutually influencing directions
in fashion industry and art.

Keywords: illustration, world culture, fashion industry,
author idea, retrospective, art, social phenomenon,
representation, competition, extravagance, quintessence,
interpretation

which replaced the tunic-like concept, allowed
the beginnings of fashion trends to form, especially
in the upper strata of society. The start of fashion
illustration was laid back in the 19'th century by art-
ists who began to draw engravings of men and wo-
men in fashionable clothes, depicting everything
with photographic accuracy — design, features, acce-
soires, etc. The idea of fashion illustration was picked
up and successfully developed during the period
of fascination with fashion magazines throughout
Europe. "Almost immediately after the appearance
of fashion magazines, private collectors appeared.
It is known that the owners of collections of fashion-
able engravings were Russian artists K. Somoyv,
A. Benois, M. Larionov and others.” [Lapik, 95]

The illustrations of this period were based on the lea-
ding ideas dictated by Paris. The most talented
and famous artist was Jules David, who actively pro-
vided illustrations for the magazine Le Moniteur

de la Mode (1843-1913). His meticulously drawn
details and textures as well as fashion illustrations
filled with a sense of time were not so much perfect
representations of the latest trends but a reflection
of bourgeois values, the way of life of the emerging
new class of society.

The most important step in the promotion
of fashion illustration was the collaboration of
the great fashion maestro, Paul Poiret, with young
graphic artist Paul Iribe, which resulted in the pub-
lication of the album Le Robes de Paul Poiret Racon-
tees par Paul Iribe, effectively promoting the very
idea of fashion illustration in the era of modern art.
The next album was published by Paul Poiret in 1911
with drawings by Georges Lepape, as a continuation
of the style based on the most complex, sophisti-
cated colour graphics and the universal direction
of the interpenetration of different art styles.
“The couturier's creativity is marked by an exception-
ally free and subtle handling of colour. Its formation
was facilitated by Poiret’s collaboration with many
artists. His joint work with Raoul Dufy was signi-
ficant: the artist’s bold graphic approach reflected
Poiret’s personal preference for intense colours.”
[Shilina, 83] The unique sketches of Leon Bakst
for Diaghilev's ballets, which had a resounding suc-
cess in Paris, had a huge influence on the formation
of artistic approaches to drawing clothes. Dynamic
expressive poses of the dancing artists, asymmetri-
cal composition, an abundance of different style
decors and colours, a combination of sophistication
and powerful energy made a revolutionary impres-
sion on fashion illustration. “The exotic Russian fla-
vour and oriental motifs in clothing captured
the attention of secular Paris and breathed new colo-
urs into the usual ideas about European costume,
extremely inspiring both spectators and designers
of that time. Studying the fashion of the period,
one can see how Bakst's artistic ideas and dresses
by Paul Poiret resonate with each other.” [Burova, 78]

International competition was led by American
fashion magazines — Harper's Bazaar, founded
in 1867, and Vogue, founded in 1892, which effec-
tively promoted fashion illustration. “Firmly occu-
pying the niche of the elite press, Vogue magazine
has been the flagship of high fashion for many years,
reflecting all the features of gender specificity, based
on knowledge of its audience, its privileges,
and choices.” [Filippova] Multifaceted and inimita-
ble, full of new ideas, Russian-born artist Erté creat-
ed a vibrant legacy of fashion illustration in Harper’s

l1l.1. Copy of an illustration by Rene Gruau for Dior
(by Marina Galkina)

Bazaar. Vogue represented fashion with the creative
works of illustrators Eduardo Garcia Benito, Chris-
tian Bérard, who became famous for their unique
author’s style, which formed an idea of fashion
of the period of the 20's and 30's of the 20'th century.

From the beginning of the 1950's, photogra-
phy actively began to conquer the pages of fashi-
on magazines. Fashion illustration did not give up
its position and dynamically continued develop-
ing trends, widely covering the full range of artis-
tic styles. René Bouché, Bernard Blossac, and
Eric (Carl Erickson) were the most widely published
artists who created a style of classical elegance
in fashion illustration. Of course, René Gruau left
a bright mark in this area, compiling an album from
Henri de Toulouse-Lautrec and the impact of Japonis-
me, influencing subsequent generations of fashion
illustrators. Lopez's new perspective on fashion illus-
tration was based on the modernist extravagance
of the Rococo through refined line, fashionable form,
silhouette and colour; it was these radical moder-
nizations that shaped fashion illustration in the
mid-1960's and beyond, even foreshadowing
the emergence of pop art elements and psychedelics.
“Having entered the fashion industry, photography
quickly gained a leading position in illustrating fash-
ion images. However, the uniqueness of the auth-
or's image and an artist's pronounced graphic skill
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I1l.2. Copy of an illustration by Eduardo Garcia Benito for Vogue
(by Marina Galkina)

allow fashion illustrations to maintain their lead-
ing position in modern graphic design and outline
the possibilities for further development of the aes-
thetics of illustrating the image of a person in a cos-
tume.” [Bezrukova, 99]

The magazine La Mode en Peinture (1982-1984),
which appeared in Paris, brought to life and brought
to the podium a new generation of artists who crea-
ted a glamorous charm of advertising projects
involved in the world of fashion. Fashion is quite
fleeting. It is visual presentations — drawings, col-
lages, prints, paintings, that ensure the longevity
of fashion ideas in people’s memory. Experiencing
the most complex life cycle of fashion, it is visual
artistic images that play a decisive role in creating
the author’s style of a clothing designer. Of course,
a designer’s initial sketch plays a role in the creation
of the idea. However, fashion illustration places final
decisions in the minds of the consumer and forms
an idea of shape, silhouette, innovations, colours,
proportions and ways of choosing style directions.
The approach to performing a creative task is one
of the fundamental differences between a designer’s
drawing and a fashion illustration. A designer, in his
or her own style, strives to create the quintessence
of the original concept for further development
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and embodiment of the product in material. A desig-
ner or designer-artists create patterns and techno-
logical drawings of the product; however, a sketch
is also an independent work of art. An illustra-
tor, not bound by technical or stylistic restrictions,
can work both with the works of designers and create
his or her own style solutions based on famous works.

Absolutely and completely, regardlessly, an illus-
trator confidently conveys to the viewer how fashion
design comes into life, visualized in its own individu-
al language, in accordance with innovative collabo-
rations or with thoughtful, deliberate editing in the for-
mation of style. “Artistic products that claim to be
of high quality need an archive, since in the ab-
sence of an archive, there is no way to compare
the quality of today's new products with yesterday's
old ones.” [Groys, 353]

An illustrator demonstrates (has a possibility of)
complete creative freedom. At the same time, con-
sidering the creativity of fashion magazine illustra-
tors from the point of view of linking creativity
to technology, the time frame can be divided into
two significant stages: only a manual illustrative
artistic approach — until the early 1980’s, and tech-
nical creativity using modern visual technologies,
computer programs and visualization tools —
to date. In the pre-computer era, even outstand-
ing illustrators had the opportunity to demonstrate
their creative work either at exhibitions or direct-
ly in printed publications. At the same time, their
creative direction was largely formed under the in-
fluence of both the editorial policy of publications
and socio-economic factors, which, taking into
account the complexity and long-term nature of the
author’s work, led to the artists’ direct dependence
on politics and economic situation. “Modern fashi-
on illustration most often deviates greatly from
detailed, realistic depiction of costumes, gravitating
towards a dynamic and very emotional depiction
of these costumes. The digital format is increasing-
ly being used in fashion illustration, although it do-
es not yet plan to completely replace paper, pencils
and paints” [Modern Fashion]. Modern artists-
illustrators, who have a huge resource in the form
of computer visualization tools and the global
Internet, are much less connected creatively due
to the widest reach of the audience, and specialized
resources allow them to publish works of almost
any direction, style and creative concept. Howev-
er, they adhere to the main trends in creativity,
which are again shaped by socio-economic factors.

“Fashion illustration has gradually become a crea-
tive activity that no longer depends on the format
of any publication; it has found its place in contem-
porary art and today is in demand by the world's
major museums and libraries, as are exhibitions
with historical and contemporary illustration.”
[Lapik, 97]

Fashion illustration, in turn, gives a powerful
impetus to creative expression in the spirit of fashi-
on. This vibrant creative phenomenon accentuates
new trends in clothing and shapes the history
of modern fashion. Exclusive drawings in a fashion-
able interpretation contribute to the formation
of the viewer's artistic and aesthetic culture in the field
of a unique art phenomenon.
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FASHION UJNHOCTPALNA -
PETPOCIEKTUBA N COBPEMEHHbBIE PECYPCHI

AHHomayus: CoBpeMeHHas Moga, kak pa3zen MUpOoBOiA
Ky/bTypbl, POpMUPOBanacb Nog BAUSHUEM MHOTUX dak-
TOPOB, OZHMM U3 KOTOPbIX CTaja NONyAApPU3aLMa MOAHbBIX
TEUEHWI 1 TeHAEHL WA B AU3aiiHe OfeX /bl MOCPEACTBOM
ny6anKaummn B XXypHanax n pyrux neyvaTHbIX U3gaHuax
WANKOCTPALIMIA, BbINMOJHEHHbIX BbIAAOLLMMUCS XyJOXKHUKa-
MW, Ubsl TBOpYUECKas AeATebHOCTb Oblla COCPeAoTOUeHa
Ha 3aZiayax BM3yanm3aLuv aBTOPCKUX UAENW AU3aNHEPOB
ozexabl. MHOrne XyAoXHUKN NpakTUYeCKy NOAHOCTbHO
CBA3a/M CBOIO AEATENbHOCTb C OAHVM U3JaHVeM, apyrue —
CTaNn OCHOBOMOJOXHUKaMN MHOFOYNCAEHHbIX Teye-
HWI 1 LWIKOA B MOAHON UANtOCTpauum. PeTpocnekTnBHoe
BUAeHWe naaoctpaunm ¢ XIX Beka no Hawe Bpems
NMO3BONAET OLEHUTH KaK 3BOJIOLMIO UANKOCTPALNK, TaK
N ee NepcnekTBbl B COBPEMEHHbIX peannsax. PasHo-
obpaszve ANCTPaTMBHOIO psiZa B NeYaTHbIX U3aHU-
X N CETEBbIX peCypcax NO3BOJISET FOBOPUTb O LUIMPOKMX

PazButmne Mogbl kak pedbaekcnm coymanbHO-
ro peHoMeHa BO MHOroMm obecneveHo, BCKOpMe-
HO CTpPeMJIeEHMEM YesioBeKa K 06asHMI0 HOBU3HBI.
3710 cBOe0bpa3HbIl pe3ynbTaT B3aMMOOTHOLLEHWU
MeXAy TeaTpaibHbIM AeCTBUEM U ayAUTOPUEN.
Ha npoTaXeHnn BCEro XKM3HEHHOro LnKkaa MOAbI,
MMEHHO BM3yabHble XyA0XECTBEHHbIE 06pa3bl Urpa-
FOT BaXKHENLLYH POJib.

MO>HO roBOpUTb O TOM, UTO YXe B aHTUYHbIe
BPEMeHa, U3roTaB/IMBaeMble CTaTyu, B1OCTbI U Apyrue
n3obpaxeHus Bblgarowmxcs ¢unocodos, BAACTM-
TeNen N obLLECTBEHHbIX AesTeNen CAY>XXUan npo-
06pazomM MHOOPMaLNOHHON, BU3yaan3npoOBaHHOM
CTOPOHOW Mogbl. «CoBepLUas 3KCKYpC B UCTOPUIO KO-
CTHOMa, MOXHO MPOCNeANTb, Kak Yepes KOCTHOMHbIe
bOpPMbI OTPaAXKAOTCA KAaTErOPUM «MY>KECTBEHHOCTU»
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nepcrekTMBax MOAHON WAOCTPALMK B MJIaHE Pa3BUTUSA
rnobanbHOW MHAYCTPUM MOAbI. Pa3BUTME COBPEMEHHbIX
CPEeACTB BU3yanu3aLmMmn yBeanUnBaeT OxBaT ayAuTopuu,
COOTBETCTBEHHO paclUIMpAs BAVAHME WANOCTPALMM
Ha TBOPYECTBO COBPEMEHHbIX MPOdECCMOHaNbHBIX XY-
AOXHUKOB U aBTOPOB-/H0OUTENEN, IHTY3MACTOB MOJbI.
[JaHHas CTaTbs CTABWT LieNIblo ONPEAEUTb pasnnums (Bek-
TOpbl GOPMUPOBAHUA) MEXAY aBTOPCKUM AU3aAHEPCKUM
PVCYHKOM OZEXAbl U MOZHOW MANtOCTPaLMEN, KaK B3a-
WUMOBAVAOLLMMU HAaNPaBAEHUAMU B UHAYCTPUN MOAbI
U UCKYCCTBE.

Knroyessie c08a: nANOCTPaLNA,MUPOBAA KyabTy-
Pa, NHAYCTpUAa MOAbl, aBTOPCKMNE naen, peTpocnekTn-
Ba, WCKYCCTBO, COLI.I/IaJ'IbeII7I q)eHOMeH, penpeseHTayunn,
KOHKYpeHLUWA, 3KCTPaBaraHTHOCTb, KBMUHT3CCeHUUA,
nHTEPpNpeTayna

N ">KEHCTBEHHOCTW". VIcTopnyeckas peTpocnekT1Ba
MO3BOJIAET HArNAAHO ONpPeAennTb, HACKOIbKO Ben-
Ka uav Mana 6biia cTeneHb NPOTUBOMNOCTaBAEHUS
AW CONNXKEHMA MONOBLIX PA3INUNK, BblPpaXKeHHbIX
KOCTFOMOM B TOT WM MHOW BPEMEHHON OTPe30K.»
[My3aneBckas, 16] MNosBaeHne Kposa B ogexae, npu-
WeALero Ha CMeHy TYHUMKOODBpa3HOM KOHLenLumu,
Nno3BonA0 chOPMUMPOBATLCA 3a4aTkaM MOJAHbIX
TEeHAEHUMA, 0COBEHHO B BbICLINX C10SaX 0bLecTBa.
Hauyano MOAHOM MAAOCTPaLMU NONOXKUAN eLle
B XIX Beke XyAO>XKHWNKMW, KOTOpble Havaan pucosaTb
B TEXHMKE IPaBoPbl MYXUMNH U XEHLLUH B MOLHOWN
ogexae, ¢ dotorpadmyeckon TOYHOCTbIO N306pa-
>as BCe — MOAENW, 3/IeMEeHTbI, akceccyapbl U Ap.
Vaes mogHoM nantocTpaumnm bbiaa nogxsayeHa
M yCnewHo pasBMBasacb Ha BOJIHE YB/eYEHUA

MOZHbIMW >XXypHanamu no Bcel Espone. «MpakTum-
Yecku cpasy nocae NosBAEHNA MOAHbIX XXYPHaNO0B
NOABMANCH W YacCTHble KONNEKLMOHepPbI. M3BecT-
HO, UTO BAaZe/bLaMu KOANEKL I MOAHBIX FpaBop
6b1nn pycckme xygoxHukm K.A. Comos, A.H. beHya,
M.®. lapmnoHoB u ap.» [Jlanuk, 95]

WnnrocTtpaumm atoro nepunoga 6b1am ocHoBa-
Hbl Ha NAVAVPYHOWNX Naeax, NPOANKTOBAH-
Hbix Mapwuxem.Hanbonee TanaHTAMBLIM, N3BECT-
HbIM XYZOXHUKOM 6bln XKionb [laBug, KOTOPbIN
aKTMBHO NPeAOoCTaBAAN UANKOCTPALUN ANSA XYp-
Hana «Le Moniteur de la Mode» (1843-1913). meH-
HO ero cKpynyse3Ho NpoOpuCOBaHHble AeTanu
1 GakTypbl, HaMOJNHEHHbIE OLLYyLLIeHVeM BPeMEeHMU
MOZHblEe UANKOCTPALLMKN BblIN He CTO/IbKO COoBep-
LUEHHbIMW pernpe3eHTauMaMN NOCAeAHUX BESHUN,
HO 1 cTann pedekcnen bypkyasHbIX LLEHHOCTEN,
obpasza XM3HM 3apoxKAatoLLEerocs HOBOro Kjaacca
obuecTsa.

BakHeWLMM Larom B NPOABUXKEHUM MOAHON M-
NHOCTPaLLMM NOCAYXXUAO COTPYAHNUYECTBO BEIMKOTO
Ma3cTpo mMogbl Mons Myapa ¢ MONOABIM XYAOXKHUKOM
rpadukom Monem Vipnbom, pesynbraTtoMm KOTOPO-
ro crana nybaukaumsa anbboma «Les Robes de Paul
Poiret racontées par Paul Iribe», koTopbIli adpdekTnB-
HO MPOABWHYN CaMy MAEH MOAHON MANOCTPALMM
B 3py COBPEMEHHOro nckyccTea. CreaytoLmin anbbom
6611 onybavkosaH MNonem Myape B 1911 r. ¢ pucyH-Ka-
mMu XKopka Jlenan, Kak NpoAoXKeHME CTUASA, OCHO-
BaHHOTO Ha CNOXHeNLeln, yTOHYEHHOW LIBETHOMN
rpaduike 1 yHMBEpPCaNbHOM HanpaBAeHN B3aMO-
NMPOHUKHOBEHMSA Pa3NUYHBIX CTUAEN UCKYCCTBA.
«TBOPYECTBO KYTHOPbe OTMEUEHO UCKAHUNTENb-
HO CBOGOAHBIM M TOHKMM ObpaLleHnemM C LiBETOM.
Ero dopmumpoBaHunto cnocobcTBOBaNO COTPYAHN-
yectBo lNyape CO MHOTMMUW XyJOXHUKaMKW. 3Hauu-
TeNbHO Obliia ero coBMecTHasa pabota ¢ Paynem
Arodn: cmenbii rpadpuuecknii NoAXos Xynh0X-
HMKa OTpaxkan AnyHoe npegnoyteHue MNyape —
ero npucrtpactme K MHTEHCUBHLIM LBeTaMm.»
[WwvnwnHa, 83]. OrpomHoe BansHUE Ha bopmMupoBaHue
XyZAO>XECTBEHHbIX MOAXOAOB K PUCOBAHWUIO OAEX bl
oKa3a/nu yHuKasbHble 3ckun3bl SleoHa bakcta k [aru-
NeBCKMM Banetam, MMeBLUUM OFNYLIMTE/bHbIN yCrex
B MNapuxe. IMHaMNUUYHble 3KCNPECCUBHbIE MO3bI
TaH-LyOLLIMX apTUCTOB, aCMMETPUYHASA KOMMO3NLWS,
obunne pasHOCTUEBBIX AE€KOPOB U KONOPUTOB, CO-
yeTaHWe U3bICKAHHOCTM U MOLLHOW SHEPreTUKN Npo-u3-
BE/I PEBOJIIOLMOHHOE BreYaTieHe Ha MOAHYO
NANOCTPALMIO. «IK30TUYHBIA PYCCKMIA KONOPUT 1 BOC-
TOYHble MOTUBbI B OAEXAE OXBaTUAM BHUMaHWe

cBeTckoro Mapuxa v BAOXHYAN HOBblE Kpacku
B MPUBbIYHbIE NMPEACTaBAEHNA O EBPOMNENCKOM
KOCTIOME — 3TO Ype3BblHYaliHO BOOAYLUEBASANO
KaK 3puTenbHUL, Tak U AnM3aliHEPOB TOTO BpeMe-
HW. Nccneays mody nepuoga, MOXHO 3aMeTUTb,
Kak NepekInKaroTca Mexay cobon Xy[0XKeCTBEHHbIe
naen bakcra u TyaneTol aBTopcTBa Nons Myape.»
[Byposa, 78]

MexayHapoAHYH KOHKYPEHLWIO BO3rAaBuaM
aMepuKaHcKme XypHanbl Mog — «Harper's Bazaar»,
OCHOBaHHbIN B 1867, n «Vogue», OCHOBaHHbLIN
B 1892, apdekTMBHO NpoaBUraBLLInE MOAHYHO UAMHOCT-
pauuto. «XypHan “Vogue”, NpoOYHO 3aHABLUNM
HWLLY 3IMTapHOM NPEeCChbl, y>K€ MHOTUE TOAbl ABAS-
eTca dnarMaHoM BbICOKOM MOAbI, OTpaxkaeT B cebe
BCE YepTbl reHAepHON cneundukmM, onnpasck Ha 3Ha-
HWe CBOEW ayanTOpUK, ee NPUBUIErMn 1 BbIbopa.»
[®uavnnosa] MHOrorpaHHbIN 1 HenogpaXaeMbli,
NepenoHEHHbIV HOBbIMW UAESAMU PYCCKUIA XyAOXHMK
MO MPOUCXOXAEHWNIO DpTe CO34an APKOe Hacnesme
MOZAHOW nantoctpaumm B «Harper's Bazaar». «Vouge»
NpeACTaBAAA MOAY TBOPYECKMMMN paboTaMu MANKOCT-
patopos 2ayapao lapcma benuto, Kpunctnan bepap,
NPOCNaBUBLLMMWNCA CBOUM HEMOBTOPUMbIM aBTOp-
CKMM CTUNEM, COCTaBMBLUMM NpeAcTaBieHne O Moge
nepuoga 20-x, 30-x rogos XX B.

C Havana 50-x rogoB ¢oTorpaduma akTMBHO
Ha-yajsa 3aBOEBbIBATb CTPaHMLbl MOAHbBIX XYp-
HanoB. MogHasa nantocTpaumna He caaBana CBOM
no3numMn N AMHaAMWYHO NPOAOXKaNa Pa3BMBatO-
LMecs TEHAEHLMK, LUMPOKO OXBaTbIBarOLLME MOJHbIN
CMEKTP XYAOXECTBEHHbIX cTunel. PeHe bywe, bepHap
Bnoccak, Spuk (Kapsn 3pukcoH), Hanbosee Wnpo-
Ko nyb6ankyemble aBTOpPbI, CO3AaBLUME CTWUAb Kaac-
CNYECKOW 3N1€raHTHOCTU B MOAHOMN UAOCTPALIUN.
be3ycnoBHO oCTaBWUA APKWUIA Cnes B faHHOW chepe
PeHe lptoo, cocTaBuBLM anbbom oT AHpu ge Tynys-
JNlotpeka v BAVAHMA ANOHU3Ma, OKa3aBLUNA BAUA-
HWe Ha nocaeaytoLine NOKONEHNA NANOCTPATOPOB
MOZbl. HOBbIV B3rAs4 Ha MOAHYHO WAHOCTPALIMIO, CO3-
JaHHbIN Jlonec, 6bl1 OCHOBaH Ha MOAEepPHE 3KCTpa-
BaraHTHOCTW POKOKO CPeACcTBaMM N3bICKaHHOM IMHUW,
dopmupoBaHms MOAHOW GOPMBI, CUAY3Ta U KONO-
puTa, UMEHHO 3TN paAnKasbHble MOAepPHMU3aLUN
bopmMrpoBann MOAHYHO MANOCTPaLNIO B CepeanHe
1960-x rofoB 1 ganee, Aaxke NPeABOCXUTUAM NOsABAE-
HWe 3/1eMeHTOB Mnon-apTa u ncnxogenvku. «dororpa-
busa, Npuas B MHAYCTPUIO MOZbI, BbICTPO 3aBOeBana
ANAVpYyoLWMe NO3NLMN B UAIKOCTPUPOBAHMN MOAHbIX
06pazoB. OfHaKo YHNKaNbHOCTb aBTOPCKOro obpa-
3a 1 ApKO BblpaxeHHoe rpaduyeckoe MacTepcTBo
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XYZOXHWKa NO3BOSET COXPaHsATb G3LLH-MANFOCTPALLN
CBOW NnavpyroLwme nos3mumnm B COBPEMEHHOM
rpapmyeckomM gmsanHe M HameyaeT BO3MOX-
HOCTW JAajbHEWLero pa3BUTUA 3CTETUKU WUA-
NtocTpupoBaHma obpasa yenoseka B KOCTHOME.»
[Be3pykoBa, 99]

Moasueuiica B Mapuxke xypHan «La mode
en Peinture» (1982-1984) BAOXHYA B XXW3Hb, BO3HEC
Ha NOANYM HOBOE MOKOJIEHNE XYJ0XXHUKOB, KOTO-
pble CO34anu rnamypHbIR LWapM pekaaMHbIX Npo-
€KTOB, BOBJIEUEHHbIX B MUP MOAbI.

Moga focTtaTtouyHO ckopoTeyHa. IMeHHO BU3Y-
a/lbHble Npe3eHTaLnn — PUCYHKM, KOANAXM, NPUH-
Tbl, XXMBOMUCHbIE N306paxxeHns obecneunBaroT
LONTONETUE MOAHbIX UAEW B NamaTu atogen. Mepe-
XMBaA CAOXKHENLUN XU3HEHHbIN LUKA MOAbI,
WMEHHO BM3YyaibHble Xy0XeCTBEHHble 0bpa3bl
UrparoT peLlatoLLyto PoJib B CO34aHUN aBTOPCKO-
ro CTuasa ausaiiHepa ogexabl. KOHeYHo, nepBo-
Ha-YaNbHbIV HabpOCOK AnM3aliHepa UrpaeT CBOLO
posib B CO34aHnM naen. Ho MmogHas nantoctpaums
paccTaBasieT OKOHYaTe/lbHble PELLEHUs B CO3HaHUK
notpebutens n popmmpyet npeacrasaeHme o ¢op-
Me, CUAy3Te, HOBaLMAX, KOJIOpUTaX, MPOonopLmax
n cnocobax NpeanoYTEHNN CTUAEBbLIX Hanpase-
HUI. OAHO M3 NPUHLMMANANBHBIX PA3ANUNA MEX-
Ay @aBTOPCKUM N3aiHEPCKUM PUCYHKOM U MOZAHOW
WANROCTPaLMel 3aKntoyaeTcs B NOAXOAE K BbINOJ-
HEHUWIO TBOPYECKOM 3ajaun. AnsaliHep B CBOEM
aBTOPCKOM CTWU/ie CTPEMUTCA CO3AaTb KBUHTICCEH-
LMIO NepBOHaYaNbHOro 3aMblCAa, ANS AanbHelLen
pa3paboTky 1 BONAOLEHWA U34eNnsa B MaTepuane.
AnzainHep nam KOHCTPYKTOPbI-XYA0XHWKM CO3/a-
AYT BbIKPOMKMN U TEXHONIOFUYECKNE PUCYHKU n3ae-
Vs, HO HabpPOCOK, 3CKM3 — ByaeT ABAATLCA Takxke
CaMOCTOATE/NIbHBIM XYAOXECTBEHHbIM MPOWN3-
BegeHueM. Nnnroctpatop, He CBA3aHHbIA TEXHU-
YeCcKMMMU UAN CTUAEBBLIMWU OTPaHNUYEHMNAMU, MOXKET
paboTaTb Kak C NPOU3BEeAEHUAMU AN3aNHEPOB,
TakK 1 co3saBaTb COBCTBEHHbIE CTU/IEBbIE PELUEHMS
Nno MOTMBaM M3BECTHbIX Pabor.

ABCONOTHO M COBEPLUEHHO, BHE 3aBUCUMO-
CTW, UNNOCTPATOP YBEPEHHO TPaAHCAMPYET 3pu-
TENto KakvM 06pa3oM BXOAUT B XXU3Hb MOAHbIN
AVN3alH, BU3yannsnpyeTca CO6CTBEHHbIM UHAM-
BUAYa/IbHbIM f3bIKOM, B COOTBETCTBUM C HOBALM-
OHHbIMUW KOANabopaunsMn NAK C NPOAYMaHHOM
npegHame-peHHoON pegakuuer B GOpMUpPOBaHNN
CTUAA. «Xy[0XKECTBEHHAs NPOAYKLMS, NpeTeHay-
OLaa Ha BbICOKOE KayecTBO, HY>XAAeTCA B apxu-
BE, Belb B OTCYTCTBME apXMBa HET HUKAKOW BO3MOX-
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HOCTW CpaBHMBATb KaYeCTBO HOBOW, CErOAHSLLIHEN
NPOAYKLMIN CO CTapoW, BUepalLHeW.» [[polic, 353]

Wnntoctpatop AeMOHCTpUpYyeT (MMeeT BO3MOX-
HOCTb) NoOAHYyr0 cBo6oay TBOpUecTBa. Mpu 3TOM,
paccmaTpvBas TBOPYECTBO W/OCTPATOPOB MOJ-
HbIX XXYPHa/IOB C TOUKW 3PEHNA NPUBA3KM TBOpYE-
CTBa K TEXHOJIOTMW, MOXHO Pa3fennTb BPeMEHHble
paMKu Ha fBa 3HaUYUTe/IbHbIX 3Tana: TONbKO pyu-
HOW MANOCTPATUBHBIN XYA0XECTBEHHbIN NOAXOA —
40 Havana 1980-x rogoB, 1 TEXHUYECKOE TBOPYECTBO
C NPUMEeHEeHVEeM COBPEMEHHbIX N306pasnTenbHbIX
TEXHOIOTUI — KOMMbIOTEPHBIX MPOrpamMm 1 CPEACTB
BM3yasu3aumMn — Mo HacToslee BpeMs. [laxe Bblja-
FOLLIMECA XYAOXKHUKM-UTOCTPATOPbl B 4OKOMIMbO-
TEPHYHO 3Py MMeAN BO3MOXHOCTb J€MOHCTPUPO-
BaTb CBOW TBOpUeckue paboTbl NMOO Ha BbICTaBKaX,
NMbo HenocpeACTBEHHO B MeYaTHbIX U3jaHun-
Ax. Mpn 3TOM, MX TBOpUYECKas HanpaB/JeHHOCTb
BO MHOromMm ¢popmMmpoBanachk Noj BANSHUEM Kak
peAakuMOHHOW NMOAUTUKN U3LAaHWI, TaK U COLM-
aNbHO-3KOHOMMYECKUMU PaKTopamK, UTO C yUEeTOM
CNIOX-HOCTU U LONTOBPEMEHHOCTU aBTOPCKOM pa-
60Tbl NPVBOAWIO K NPSMOMN 3aBUCUMOCTUN XyJOXKHMN-
KOB OT MOJINTUKMN N KOHBIOHKTYPbI. «...COBpeMeHHas
fashion-nanrocTpaums yvalle BCero cMAbHO OTXO-
AVT OT AeTaNbHOro, PeasucTM4yHOro otobpaxeHus
KOCTHOMOB, TAroTes K AMHaMWUYHOMY 1N OYEHb 3MO-
LMOHaNbHOMY OTOBpaXKeHUo 3TUX KOCTHOMOB.
Bce valte ncnonbsyetca gngxurtan dopmat B MOJ-
HOW MANOCTPALMK, XOTb OH MOKa W He NaaHupy-
eT MONIHOCTbIO BbITECHUTbL Bymary, kapaHzalu
n kpackun.» [Cosp. d3wH]. CoBpeMeHHble XyA0XHU-
KM-UANKOCTPATOPbI, MMEIOLLME OTPOMHbIN pecypc
B BMAE KOMMbHOTEPHbIX CPeACTB BU3yaansaumm
n rnobanbHon cetn NHTepHeT, ropasso mMeHee
CBA3aHbl B TBOPYECKOM MJaHe 3a cyeT WupoYan-
Wwero oxeata ayAuTopuu, a cneymanm3mpoBaH-
Hble pecypcbl NO3BOAAIOT NybaMKoBaTb paboTbl
npakTnyecku ntoboi HanpaBAeHHOCTU, CTUAS U
TBOPYECKOro 3aMblC/a. TeM He MeHee OHUW Npuaep-
KMBAKOTCA OCHOBHbIX HanpaBAeHW B TBOPUECTBE,
KOTOpble OMNATh e GOPMUPYIOTCA NOJ BO3LENCTBU-
€M CoLManbHO-3KOHOMMYeckmx pakTopoB. «Moga-
Has MANKCTPaLLMs MOCTENEeHHO CTasa TBOPYECKOM
AeATeNbHOCTbLO, YXKe He 3aBucsllen ot dopma-
Ta Kakoro-ambo 13gaHus, OHa Hallia CBOe MecTo
B COBPEMEHHOM WMCKYCCTBE W Ha CErOAHALIHWUIM
JAeHb ABNseTCcA BOCTPebOBaHHOM KPYMHbIMU MU-
pOBbIMU My3esiMUN 1 BUBANOTEKAMM, KaK U BbICTaBKM
C UCTOPUYECKON N COBPEMEHHOM MANOCTPaLMEN.»
[Nanwuk, 97]

MogHas uancTpaLums B CBOKO odepesb AaeT
MOLLHBIA MMMYAbC TBOPUECKON 3KCMpeccum
B AyXe MOJbl. ITO ApKOe TBOpUecKoe ABAeHUe
aKLUEeHTUPYeT HOBblE IMHUU B oAexXae N GpopMu-
pyeT UCTOPUID COBPEMEHHON MOJAbl. DKCKHO-

3VBHble PUCYHKM B MOAHOW MHTepnpeTaummu
cnocobcTBYOT GOPMUMPOBAHUIO XY[0XKECTBEH-
HO-3CTEeTUYECKOW KYbTypbl 3puTens B chepe yHU-
KaJIbHOTO SIBNEHNA UCKYCCTBa.
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CREATIVE IMPULSES OF ANCIENT RUSSIAN ART
AND PRESENT-DAY DYNAMICS
IN A. SMIRNOV'S ARTISTIC SEARCH

Summary: The author of the given article pursues
the goal to consider the features of A. Smirnov’s artistic
plasticism, as well as to identify the connections between
his creative searches in this direction and the Christian
worldview. This analysis is carried out on the basis of the ar-
tist's works such as Among the Teachers (1985), The King-
dom of God (1986), The Descent of St. Spirit (1987), Heal-
ing the Possessed (1992), diptych Storm at Sea (1995),
Creation of the World (1988), Choice (1991). The struc-
ture of the article provides a step-by-step identification
of the common features inherent in the artist’s creative
style, followed by a generalisation of their main charac-
teristics. The work analyses the master’s plastic language
within the framework of his religious and philosophi-
cal thinking. The manifestation of a two-way connection
between the master’s creative perception and the artistic
heritage of ancient Russian art is considered. The char-
acteristic accents in which this connection is affirmed
are analysed. An analysis of compositional, rhythmic char-
acteristics, and stylistic features of art works is carried out.

Religious theme has always been an important
component of Russian art. Sometimes, it seemed
to fade into the background; however, after some
time, it again became even more relevant. We see
such a return in the art of the 90's of the last cen-
tury. Many artists tried to resolve the religious issue
for themselves, as an inextricable, important part
of Russian culture, its foundation. There was an at-
tempt to see and feel the living tradition through
a biblical story.

Famous religious painter A. Smirnov has been
working in depth on this topic for several decades.
In this article, we will consider Alexander Smirnov’s
works, touch on the connection between his cre-
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As a result of the analysis, the author comes to the con-
clusion that, in his works, the artist reveals a new dyna-
mism of perception, which is expressed in its own unique
commitment to the idea of returning movement, circular
rhythm, and the appearance of space in several planes.
Much is formed under the influence of his attraction
to the art of Ancient Rus'. It can be found both in the wide-
spread use of the circle and sphere motif, a lot of dimin-
ishing perspective, and in the plastic presentation of the fi-
gurative mass as a whole.

The nature of the dynamics and statics combination,
that is a desire for a commonality of their perception,
the consistency of these concepts, is inherent in many
of the artist’s creations. At times, it seems he intuitively
feels the static basis of this or that work. As if in contrast
to it, the element of movement begins to reveal itself
as a synthesis of the dynamics of the 20'th century, com-
bined with the harmony and grace of ancient Russian art.

Keywords: Alexander Smirnov, religious painting, artistic
heritage, symbolic painting, spiritual art, Christian motifs.

ative searches in this direction and the Christi-
an worldview, the peculiar relation of expression
and harmony in it.

The dynamic richness of the work of Alexander
Smirnov, the older generation painter, his artistic
plasticism and the connection between his creative
searches in this direction and the Christian worldview
are of growing interest today. In the plastic ways and
discoveries of this master, one can feel the echoes
of the search for an artistic form, which can be fo-
und in ancient Russian painting. At the same time,
in his art, the nerve and audacity of the 20'th cen-
tury, which even now cannot be forgotten, are felt
in the real connection of expression and harmony.

lI.1. A. Smirnov. 1985. Among the Teachers

The language of symbols, in the context of which
the figurative space of the canvas is understood,
will continue to appear in the artist’s creative work
as a leitmotif.

The painting The Kingdom of God (ill.2) became
a striking manifestation of the idea of unification
and conciliarity.

With the help of a smooth circular movement,
the refined silhouettes of the figures are direct-
ed towards a single centre — the image of Christ.
The sphere, as the physical dominant of the paint-
ing, is the unifying principle of two worlds, human
and God's. At the same time, the circular movement
of life flows both inside and outside it. Diminish-
ing perspective is spherical in nature, leading the
eye into depth. The amazing musical effect, created
by the movement of spheres, hemispheres and ar-
ched rhythms, is impossible not to appreciate, know-
ing about the artist's integral commitment to ancient
Russian art.

The perception of the canvas space as a tem-
ple principle is conceived in Smirnov’s worldview
and in the painting The Descent of the Holy Spirit
(ill.3). The plasticity of each silhouette is permeated
with unified aspiration. A unified rhythmic move turns
out to be the real key of the composition. This na-
ture of the internal structure organisation of the pain--
ting acts as one of the features of the artist’s plas-

tic thinking. The spirit and aspirations of the 20'th
century, its changing spiritual rhythm with its ac-
cents and repetitions, were reflected in this inter-
pretation of the artistic form.

The diverse dynamics of movement, closely re-
lated to his religious motives, is one of the main
characteristics of the artist's creative work. Its plas-
tic course has many individual characteristics. It is
reasonable, for example, to quote Smirnov’'s words:

“In a work of art, movement is important, however,
stopping it in time is the key”'. He is looking for a
far from elementary consistency between dynam-
ics and statics. Dynamics often acts as a symbol
of growth, variability, changeability, upward striv-
ing, whereas statics - as one of the ways of expos-
ing integrity.

The creations of ancient Russian art come to mind
again. Characterising the frescoes of the Church
of the Assumption on Volotovo Field (the second
half of the 14th century), M. Alpatov notes: “In Volo-
tovo frescoes, one is struck by the uncontrollably bold,
impulsive, passionate movement of the figures”2.
When the researcher uses the word “impetuous”,

1. Conversations of O. Rakova with A. Smirnov. June 15, 2015.
Audio recording. Personal archive of O. Smirnova. Further:
Conversations, June 15, 2015.

2. Alpatov M.V. (1955) General History of Arts: in 3 volumes.
Vol.3. Russian Art from Ancient Times to the Beginning
of the 18t Century. Moscow, p.156.
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lIl.2. A. Smirnov. 1986. The Kingdom of God

he claims that such a plastic move creates
a “new understanding of space”3.

The use of multidirectional movement, as one
of the opportunities to achieve static balance while
maintaining the internal dynamics of the work,
is noticeable in a number of other works by Smirnov.

In Smirnov's film Healing the Possessed, 1992, (ill.4),
special artistic plasticism is a striking phenomenon
in the artistic searches of the late 20'th century.

In this work, the entire space of the canvas is orga-
nised based on the movement of planes and figu-
rative elements, the consistency between their dy-
namic development and their stop. The develop-
ment of movement typology occurs largely due
to the plastic change of plans, which in turn begin
to be subordinate to the general structure of the inter-
nal life of the artistic form with its special rhyth-
mic laws.

The artist unfolds the dynamics simultaneous-
ly in several planes. The background is marked by
the horizon line. A patch of sky repeats this line with
its decorative design. In this rhythmic repetition
of several horizontal lines, a static basis is created,
relative to which the spatial and planar characte-
ristics of the painting begin to work. The artist

3. Ibid, p.156.
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does not limit the plane in the categories to which
we are accustomed. He allows the earth’s surface
to be involved in the dynamics of what is happen-
ing. The sign of suffering evokes a response from
the earth'’s surface inside the painting, and it obeys
the laws that the emotional rhythm of the entire
work dictates to it.

Here we note the artist's compositional move,
with which he finds a point of support in order
to develop the dynamics of movement. The figu-
re of the Saviour contains such a support point.
His figure, on the one hand, serves as the focus
of all moving masses, and, on the other, is the only
stable dominant among the oscillating and heav-
ing earth’s surface.

Smirnov organises life within the space of
the painting in such a way that, as a result, spa-
tial infinity of movement appears, a circular move-
ment of energy flow occurs along an ellipse, through
the figure of the Saviour. First, it gives a powerful
energy impulse, serves as its starting point, and then
receives it again. This movement does not imply
a final moment in the dynamics of its development.
The plane moving away from Christ again strives
to return to the figure of the Saviour.

The background descending plane, outlining
a diagonal arc, bears an image of a rapid run down
from the Saviour. And the running away plane,
and the figure of the shepherd, and the pork sides —
everything is in a single rhythm striving to overthrow.
Despite the fact that, it would seem, figuratively
we are dealing with different types of matter -
the surface of the earth, humans, animals, rhyth-
mically they are perceived as a single whole due
to dynamics and plasticity.

Hemispheres are created by planes. At the mo-
ment of the downward descent of all this direct-
ed running, a collision occurs between the dis-
tant plane and the near plane. From this point
of contact between the planes, a new phase of move-
ment arises.

The result is a rhythm that cannot be stopped.
Movements transform one into another, one form
of matter into the next form of its existence,
and so on again and again. The rhythmic dyna-
mics are acutely recorded - like the pulse of a liv-
ing organism, it fills the artistic form with its endless
transition. Moreover, the infinity of this movement
contains a time aspect. We see the metaphysics
of demonic possession, healing, the next fall fol-
lowing this healing, and the next rebirth; and so on,

endlessly. The space of the canvas turns out to be
included in the centripetal flow of time. Due to the
infinity of movement, space and time come to a co-
ordinated unity of the whole.

In the free plasticity of this work, the improvi-
sational freedom of lines, which M. Alpatov so
appreciated when he characterised ancient Russian
art, triumphed.

Also, the painting Choice (another name is
The Temptation of Christ (ill.5) is surprisingly bold-
ly and unexpectedly organised on the basis of multi-
directional movement of the masses and open op-
position of motives. In the contrasting plasticity
of the painting, the character of space manifests
itself in the movement of planes and figurative
elements, the consistency of energy and stops.
The formation of planes is connected with the in-
ner life of the artistic form, its artistry.

In this rich dynamics, the artist makes exten-
sive use of the circle motif, mainly focusing it on
the search for harmonic orderliness. Circular shapes
are sometimes marked by isolation, sometimes they
confuse with their variability. It is extremely impor-
tant that the smoothness of individual lines does not
prevent Smirnov from maintaining the rich dyna-
mism of the whole. The theme of the circle active-
ly participates in the creation of a living, moving
rhythm of the painting.

Offensive dynamics are largely generated by
smooth cyclical movements. Such plasticity and such
an understanding of the relation between harmo-
ny and dynamics can be seen in Smirnov’'s diptych
Storm at Sea (ill.6-7).

Both canvases are enclosed in a circle, which
determines the rhythmic unity of the composition.
One phase of movement, often without pause, flows
into the next, passing like a refrain through the en-
tire structure of the diptych. When another one fits
into the overall silhouette, a feeling of sphericity
of the internal space arises. This lively plastic move
is close in rhythm to the Volotovo fresco called
Angel. However, in Smirnov’s diptych, this plastic
move is enriched by the appearance of colourand
linear contrasts, and the sphericity of the move-
ment acquires spatial depth. As a result, in cont-
rast to our modern artistic practice, it expressively
meets decorativeness.

All the figures in the diptych are perceived as
a single organism: one phase of movement, as has hap-
pened more than once in the artist's works, pas-
ses into another, while the entire internal space

of the painting is in an invisible circle. This monu-
mental integrity does not exclude an amazing variety
of rhythmic relations. One of the main characteris-
tics of the diptych is the harmonious combination
of transitions from one rhythm to another, without
any "breaks”, or, as Nikolai Tretyakov noted, "rag-
ged rhythms"4. In this plastic design, one can clearly
see the continuity with ancient Russian art.

The entire internal movement of the painting
is subject to the module of the circle, whereas
the hemisphere denotes compositional, spatial and,
partly, its semantic parameters. On the right side
of the diptych, the harmony of the hemispheres, like
a mysterious flower, simultaneously marks the edge
of the boat, the sail, and the crests of the waves.
The sail goes to the edge of the format, and imme-
diately returns in an arc to the figure of the Saviour
in the image of scarlet fabric on his shoulder.We will
see this return of movement in some of the artist’s

4. Tretyakov N.N. (2001) Image in Art. Basics of Composition...
Moscow: Svyato-Vvedenskaya Optina Pustyn, p.262.

III.3. A. Smirnov. 1987. The Descent of St. Spirit
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lIl.4. A. Smirnov. 1992. Healing the Possessed

other works. (I noted this feature of Smirnov's plas-
tics earlier®).

Looking at the diptych, one can see how the art-
ist, picturing a path to the image, creates a move-
ment which has a symbolic meaning. The movement
itself is created both by a group of figures and by
a gesture of outstretched arms, expressing the sa-
cred meaning of what is happening. The combination
of the statics and the dynamics takes on, on the one
hand, the meaning of majestic peace, and on
the other, on the contrary, confusion. In this com-
bination, one can see the contact of “two planes
of existence”. Once again, we have to think about
the interpenetration between the artistic form
and the semantic component. Studying ancient
Russian painting, Professor E. Trubetskoy notes its
inherent spiritual interpretation of the image of
the divine and the human: "On the one hand, eter-
nal peace, on the other hand, suffering, chaotic but
striving for peace in God existence”. The general
movement of the diptych either becomes a sym-
bol of majestic peace, or expressively personifies
confusion.

The metaphorical meaning of the left part of
the diptych arises in such a way that the beam
in which the figure of Christ is placed holds the en-
tire mass of restless figures of disciples. In this con-
struction, the image of Christ as the basis of salva-
tion becomes dominant. This interpretation, achieved

5. Rakova O.A., Rakov M.P. “Religious painting of Alexander
Smirnov in line with the traditions of Slavic culture”.
Culture and Art. 2022. No.7. Pp.57-67. DOI: 10.7256/2454-
0625.2022.7.38317. Available at: https://enotabene.ru/pki/
article_38317.html.
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also due to the stylistic and colour unity of the dip-
tych, feels like high innovation. The artist man-
aged to contrast the classically clear image of Christ
and the intertwined group of disciples, rapidly mov-
ing away from the darkness approaching them.
Their heads appear in a ray of light, creating a kind
of halo above them.

Again and again, the dynamics of the 20'th-
century art are expressively reflected in the origi-
nality of Smirnov’s artistic form. Often, with all it's
rapid mobility, it has a touch of restrained severi-
ty. This happens both due to the energy of the au-
thor's stroke, and owing to the precisely found place
of each figure in the space of the canvas and its re-
lationship with other figures.

The use of pure colours allowed the artist to cre-
ate an orderly harmony on the right side of the dip-
tych. The figure of Christ, the main warm tonal spot
of the painting, invades the seemingly indestructi-
ble dominance of cold tones. As already mentioned,
with their dynamics, the waves and boats with dis-
ciples personify the theme of confusion. The figure
of Peter closes the movement. Peter’s gesture ech-
oes the gesture of Christ.

The search for rhythm in the painting The Creation
of the World (ill.8) is interesting. When one first looks
at the painting, one gets the feeling of a harmonious
musical melody. The decisive role belongs to the deli-
cate colour scheme — bluish, pearlescent, unusually
complex, but, at the same time, succinctly defined.
What is no less significant is that the multifigure
composition consists of sharply dynamic move-
ments of incorporeal creatures. The consistency

[11.6-7. A. Smirnov. 1995. Diptych Storm at Sea.

of the plastic rhythm fills the space and, at the same
time, is the space itself.

According to the artist’'s plan, the divine prin-
ciple in man is manifested in trust in divine provi-
dence. The personification of this presence in the
Holy Spirit, as St. Seraphim of Sarov said, is figura-
tively expressed by the artist in the carefully out-
stretched hand of the Lord of Sabaoth, on which
tiny figures of Adam and Eve are placed. The figu-
re of God the Father is designed as a monumen-
tal beginning that sets the tone for the artwork.
Through individual plasticity, the reverent attention
with which God turns to Adam and Eve as his crea-
tions, the beginning of life, is embodied. Dark sil-
houettes flicker like shadows among soft pink ones;
as the artist himself put it: “The location of a per-
son between the good and the evil as a formed
problem of their existence”®. The theme of choice
will be raised by the artist throughout his creative
work; sometimes, it correlates with the concept
of conciliarity, in other cases, it denotes a conflict
between what is above and what is below. The en-
tire structure of this work by Alexander Smirnov
is similar to a melody.

If one considers what these plastic moves reveal
in the work of Alexander Smirnov, one can feel that
the master has discovered some new dynamism
of perception. One can especially highlight its unique,
in its own way, commitment to the idea of recur-
rence of movement, circular rhythm, and the re-
versal of space simultaneously in several planes.

6. Conversations of O. Rakova with A. Smirnov. June 15, 2015.
Audio recording. Personal archive of O. Smirnova.

The formation of the compositional module of most
of Smirnov’'s paintings seems to be as something
close to the creative quest of our days. In fact, much
is influenced by his attraction to the art of Ancient
Rus'. It can be found both in the widespread use
of circle and sphere motifs, in a lot of diminishing
perspective, and in the plastic designation of the fi-
gurative mass as a whole.

The nature of the combination of the dynam-
ics and the statics — the desire for a commonality
of their perception, the consistency of these con-
cepts, is inherent in many of the artist's artworks.
At times, it seems that he intuitively feels the stat-
ic basis of this or that work. As if in contrast to it,
the element of movement begins to reveal itself
as a synthesis of the dynamics of the 20'th centu-
ry, combined with the harmony and grace of an-
cient Russian art.
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1IL.5. A. Smirnov. 1991. Choice

REFERENCES

1. Alexander Smirnov. Xlll Florence Biennale. Eternal Fem-
inine. Concepts of Femininity in Contemporary Art
and Design. Tlitoriale Giorgio Mondadori, 2021.

2. Alpatov, M.V. 1955. General History of Arts: in 3 vol-
umes. Vol.3. Russian Art from Ancient Times to the Be-
ginning of the 18" Century. Moscow: Iskusstvo State
Publishing House, p.642.

3. Baidin, V. 2018. Under the Endless Sky. Images of the Uni-
verse in Russian Art. Moscow: Iskusstvo XXI vek, p.368.

4. Bely, A. 1994. Criticism. Aesthetics. Theory of Symbol-
ism:in 2 volumes. Vol.1 Introductory article by compiler
A. Kazin, commentary by A. Kazin, N. Kudryasheva.
Moscow: Iskusstvo, p.478.

5. Conversations of O. Rakova with A. Smirnov. March 17,
2015. Audio recording. Personal archive of O. Smirnova.

6. Video recording from the opening of A. Smirnov's exhi-
bition at the Russian Academy of Arts. 2017. Available
at: https://www.youtube.com/watch?v=B-lvémhYHa4

7. Video recording from the opening of A. Smirnov's exhi-
bition at the Russian Academy of Arts. 2017. Available
at: https://www.youtube.com/watch?v=g2ltyK-cssY.

8. Video report from the opening of A. Smirnov's exhibi-
tion at the Russian Academy of Arts. 2017. Available
at: https://www.youtube.com/watch?v=qdWTs_m1qBU.

9. Evtykh, S. 2018. “Symbolism of Colour in World Re-
ligions (Comparative Analysis)”, Liturgical practic-
es and religious arts in the modern world: collection
of materials of the lll International Scientific Conference.
Maykop, September 17-21, 2018. Editor-compiler S.
Khvatova. Maykop: Magarin Oleg Grigorievich Pub-
lishing House, pp.585-600.

100

10. Ivanchikova, O. 2011. "I would like to study what has
been done, so as not to lose myself...", Art Council,
no.4 (80), pp.48-49.

11. Lazarev, V.N. 1983. History of Novgorod painting.
Double-sided tablets from St. Sophia Cathedral
in Novgorod. Moscow: Iskusstvo, p.170.

12. Favorsky, V.A. 1988. Literary and Theoretical Heritage.
Preparation of the text, references by D. Chebanova.
Moscow: Sovietsky Hudojnik, p.588.

13. Letters from Alexander Smirnov. A letter to Archpriest
L. Kalinin; a letter to family dated 01.1990. Artist's
archive.

14. Rakova, O.A. 2022. "Religious painting of Alexander
Smirnov in line with the traditions of Slavic culture”,
Culture and Art, no.7, pp.57-67. DOI: 10.7256/2454-
0625.2022.7.38317. Available at: https://enotabene.ru/
pki/article_38317.html.

15. Smirnov, A. 2012. "A Few Words about Freedom”.
Science and Religion, no.4, pp.14-15.

16. TV report from Kultura tv channel from the opening
of A. Smirnov’s exhibition at the House of Russia
Abroad in 2013. Available at: https://tvkultura.ru/ar-
ticle/show/article_id/73683/.

17. Tretyakov, N.N. 2001. Image in Art. Basics of Compo-
sition... Moscow: Svyato-Vvedenskaya Optina Pustyn,
p.304.

18. Trubetskoy, E.N. 2000. Three essays on the Russian icon.

‘Another Kingdom and its Seekers in Russian Folk Tales”,
Moscow: Lepta, p.320

Onbra AnekcaHgpoBHa PakoBa

MoOCKOBCKWI rocyapCTBEHHbIN akaZieMUUYECKNI XyJ0XKECTBEHHbIN MHCTUTYT UMeHu B.W. CypukoBa

DOI: 10.36340/2071-6818-2024-20-3-94-106

e-mail: rakov.mihail@yandex.ru
Mocksa, Poccus

TBOPYECKWE NMITYJIbCbl APEBHEPYCCKOIO
NCKYCCTBA N ANHAMUKA HALLIVX AHEN
B XYAOXECTBEHHbBIX MCKAHUNAX A.M. CMUPHOBA

AHHOmMayuA: ABTOp CTaTby CTaBUT Nepey cobow Lenb
paccMOoTpeTb 0COBEHHOCTU XYAO0XKECTBEHHOMO MAaCTULM3-
mMa A.M. CMUpHOBa, a Tak>Xe BbIABUTb CBA3WN ero TBOp-
YeCcKMX MOUCKOB B 3TOM Hampas/iieHUN C XPUCTUAHCKUM
MrpoBOCNPUATUEM. [laHHbIN aHaan3 MPOBOAMTCSA Ha OCHO-
Be TakuX Npou3BeAeHN Xy[OXKHUKa, Kak «Cpeaun yuunte-
neri» (1985 r.), «<Lapcteo boxwue» (1986 r.), «CowectBune
cB. [lyxa» (1987 r.), «<McueneHne 6ecHoBaTbix» (1992 r.),
anntmx «bypsa Ha mope» (1995 r.), «CoTBOpEHMe Mupa»
(1988 r.), «Bbibop» (1991 r.). CTpyKTypa cTaTbu Npeamno-
Naraet no3aTanHoe BbifB/EHVE XapakTePHbIX MPU3HAKOB,
NPUCYLLUX TBOPYECKOMY CTUIO MacTepa, C Nocaeayto-
WK1M 0606LLEeHMEM NX OCHOBHbIX XapakTepuctuk. B pabo-
Te aHaNM3NpPyeTCA NaacTMYeckuii A3blk Mactepa B pamkax
€ro peanrnosHo-epruaocoPpckoro MbilieHus. Paccmatpu-
BaeTca NposBiAeHNe ABYXCTOPOHHEN CBA3U TBOPYECKO-
ro BOCMPUATUS MacTepa C XyAO0XEeCTBEHHbIM HacaeAnem
JPEBHEPYCCKOro UCKYCCTBA. AHANU3MPYHOTCS XapaKTepHble
aKLeHTbl, B KOTOPbIX YTBEPXAaeTca 3Ta cBA3b. [poBoAgMT-
€A aHaIM3 KOMMO3ULMOHHbIX, PUTMUUYECKUX XapaKTepu-
CTUK, CTUINCTUYECKNX OCOBEHHOCTEN Xy 05KECTBEHHbIX
npovseeAeHwuii. B pesynbTaTe aHanusa aBTop NpuUxoauT

PenvrnosHas tema Bcerga 6bina BaXXHOW COCTaB-
NAOLWENn pycckoro nckycctea. IHorga oHa cnoB-
HO yXOAW/Ia Ha BTOPOW MJiaH, HO Yepes Kakoe-To
BpeMs BHOBb CTaHOBW/IACh eLle 6osiee akTyanbHOM.
Takol Bo3BpaT Mbl BUAUM B Uckycctee 90-x rogos
npowsioro cronetus. MHorve xyAoXXHUKM NbiTa-
IVCb paspewwnTb ansa cebs pennrnosHbii BONpoc,
KaK Hepa3pbIBHYHO, BaXKHYH COCTaB/AROLLYHO YacTb
PYCCKOM KyNbTypbl, ee dyHAaMeHT. bbiia nonbIT-
Ka YBUZAETb 1 NMPOYYyBCTBOBATb XMBYH TPaAULUIO
vuepes b1MbNeNCKNn CroXeT.

A. CMVPHOB, U3BECTHbIN PENUTUO3HbIA XMBO-
nuncew, Ha NPOTAXEHUN HECKOJIbKUX AeCATUIETUN

K 3aKJFOYEHUNIO O TOM, UTO XYAOXHWK B CBOUX MPOU3-
BeJeHNAX 0bHapy>XuBaeT HOBbIN ANHAMWU3M 3BYyYaHMA,
YTO BbIPaXaeTcsa B NO-CBOEMY YHMKANbHOW MPUBEPIKEH-
HOCTW K MJee BO3BPATHOIO ABUXKEHWSA, KPYrOBOMY PUT-
MY, Pa3BOPOTY NPOCTPaHCTBA B HECKOJ/IbKMX MAOCKOCTAX.
MHoroe cknagblBaeTca y Hero noj BANAHUEM MpUTAXe-
HWA K nckyccty JpeBHen Pycu. EFo MOXHO 0BHapyXuTb
KaK B LUMPOKOM MCMONb30BaHUN MOTMBA Kpyra, chepbl,
MHOXeCTBE MepCcrnekTUBHbIX COKPALLEHWNA, Tak U B Nia-
CTUYeckoM 0b03HaveHn GUrypaTMBHOM MaccChl B LLEIOM.

XapakTtep coyeTaHns ANHAMWUKN U CTaTUKN — CTPEM-
NleHne K OBLWHOCTM NX BOCMPUATUSA, COrNacoBaHHOCTb
3TWX MNOHATUI NPUCYLLN MHOTUM TBOPEHUAM XYAOXKHMKA.
KaxxeTcs, NopoMn, UTo CcTaTMYecKyto OCHOBY TOW UM MHON
paboTbl OH UyBCTBYET MHTYUTUBHO. C/IOBHO B NPOTUBO-
BEC eli HauMHaeT PackpbIBaTbCA CTUXUA ABUXKEHUNS Kak
CUHTE3 AMHaMUKM XX Beka B COUETaHMM CO CTPOMHOCTbIO
W rpauuen ApeBHEPYCCKOro MCKyCCTBa.

Knrouessie cnosa: AnekcaHap CMUPHOB, penurnosHas
>KMBOMUCh, Xy0XXECTBEHHOE Hacieamne, CUMBOANYecKas
>KMBOMUCH, YXOBHOE UCKYCCTBO, XPUCTUAHCKME MOTMBBI.

yrnybneHHo pabotaet Hag 31O TeMOW. B saHHON
cTaTbe Mbl PacCMOTPUM Npou3BeseHns AnekcaH-
apa CMUPHOBA, KOCHEMCA CBA3W ero TBOPYECKMX
MOWCKOB B 3TOM HamnpaBie€HUN C XPUCTUAHCKMM MW-
poBOCNpPUATNEM, CBOEOOPA3HbIM COOTHOLIEHMEM
B HEeM 3KCMpeccun 1 rapmMoHuM.

AnHammnueckas HacbIWEHHOCTb TBOPYECTBa
XMBOMUCLIA CTapllero nokoneHnsa AnekcaHapa
CMVPHOBA, ero Xy,0XXeCTBeHHbIM NAacTULM3M 1 Opu-
TMHabHOCTb €ro XyAO0XEeCTBEHHOro niacTmymsma
BbI3bIBaeT CEOAHA PacTyLLMin MHTepec. B naactnuec-
KMX XOZax U HaxogjKax 3TOro Mactepa YyBCTBYHO-
TCA OT3BYKW WMCKaHWI XyAOXeCTBEHHOW GOopMmbl,
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11.8. A. Smirnov. 1988. Creation of the World.

KOTOPYH MOXHO BCTPETUTb B APEBHEPYCCKOMN XMN-
BOMWUCK. B TO e Bpems B XXMBOW CBA3N B €ro uc-
KyCCTBe 3KCMPEeCCUN N rapMOHUN OLLYTUMbl HEPB
1 aep3ocTb XX BeKa, KOTOpPble W HbIHE HEBO3MOX-
HO 3abbITb.

PaccMoTpuM XxapakTepHble akLEeHTbI, B KOTO-
pbiX yTBEPAMNACh 3Ta ABYXCTOPOHHAA cBA3b. Korga
npoo. E. TpybeLkon B cBOEM nccnesoBaHum «Tpu
ouepKa O PYyCCKOM MKOHEe» MULLET O MOUCKE BHYT-
peHHero CMbiC/ia, BO MHOrOM O6beANHSAIOLWEM Xy-
J0XecTBeHHOe Hacneaue [lpeBHen Pycu, ocHOBHOe
Hayaso OH BUAUT B «ropeHun ko Kpecty»'. B uckyc-
cTBe 0b6bpas3 XpucTa owyLaeTca UM Kak Hayano,
K KOTOPOMY KaK B WAENHOM, TaK W XyLOXeCTBEH-
HOM CMbIC/€e CTPEMUTCA NPOCTPAHCTBO KapTUHBI.
VIMEHHO Tak OpveHTMPOBaHbl MHOT1e NPOV3BeAeHNs
A. CmunpHoBa pybexxa XX-XXI Bekos.

BrneuaTnatolee KOMNO3NLMOHHOE peLleHne
KapTuHbl «Cpeau yunteneii» (puc. 1) cnocobeTeyet
PacKpbITUIO NAACTMYECKOro obpasa oTpoka-Xpucra.
Ero ¢urypa — cobupatenbHbl LEHTP KapTUHbI —
OKpY>KeHa MOTOKOM CBETa, C/IOBHO Iy4OM, pa3pe3ato-
MM NPOCTPaHCTBO xoscTa. ObpalleHHble K OTPOKY

1. Tpy6eukon E.H. Tpn ouepka o pycckoin nkoHe. «MHoe uap-
CTBO U €ro nckaTenn B pycckow HapoAHOM cKaske». —
M.: NenTa, 2000.
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CUNyaThbl yuntenein, GOpMmUpYrOT NOAHBIN HGaaroro-
BEHWS My3blKaJibHbIA pUTM. Torga Kak B fi3blke Xec-
TOB yuMTe/Iei BblPa3nTe/IbHO 3BYUUT HaNOMUHaHNE
0 BEUYHbIX NCTUHAX. CUMBOMYECKMN MPOYUNTLIBAETCS
n Bce durypaTmBHOe NPoOCTPaHCTBO xoAcTa. Bonno-
LL,as CBOW 3aMblCen, XyAOXHWK CO34a€eT B KapTvHe JBa
pa3/MUHbIX NCTOYHKMKa cBeTa. Obpa3s Betxoro 3aBeta
0/IMLLETBOPSAET NOTOK CBETA, MPOHMKaOLWMNIA CKBO3b
YCNIOBHO HaMeYeHHble B MPOCTPaHCTBE JajibHero
naaHa pelueTyaTble okHa. B aTom e npoctpaHcTBe
BUAATCA CUAYaThl yuntenei. MpoctpaHctBo BeTxo-
ro 3aeeTa paccekaet sy4y Hosoro. B Hem Hameue-
Ha ¢urypa Cnacutens. CeeT B KapTUHe XyAOXHMKa
UMeeT JBOAKOE MPOUCXOXAEHNE — B NMEPBOM C/ly-
yae, ero NPOHNKHOBEHME CKBO3b peLLeTyaToe OKHO
HeceT B cebe 3HaueHune Ayx0BHOM HECBOOOAbI, NOA-
UMHEHHOCTM ByKkBe 3akoHa. Toraa Kak MoToK CBeTa,
B KOTOPOM Haxoamutcsa cunyst OTpoka, CUMBOAN3M-
pyeT HoBbiin 3aBeT. B cBotO ouepeab, GUrypsl yun-
TeNen, HaxoAsaLMecs B MPOCTPaHCTBe APYroro CBeTa,
npubAMXarTCsA, BONPOLLAKOT, HO HE CMEIOT Hapy-
LUINTb rpaHuLbl BeTxoro n BcTynuTb B HOBbIN 3aBeT.

A3bIK CUMBONOB, B KOHTEKCTE KOTOPbIX NMPO-
unTbiBaeTCca GUrypaTMBHOE MPOCTPAHCTBO XOJCTa,
1 janblie byaeT NPOXOANTb Yepes BCe TBOPYECTBO
XYAOXHMKA KaK 1eMTMOTMB.

Apknm nposBaeHMeEM naen obbeanHeHns n
cobopHoCTU cTana kapTuHa «LlapctBo boxwne»
(puc.2).

YTOHYEHHbIe C1Ay3Tbl GUTyp C MOMOLLbIO MAaB-
HOrO KPYroBoro ABuXeHuns obpalleHbl K eANHOMY
LueHTpy — m3obpaxeHuto Xpucta. Chepa, kak Gusm-
yeckas JOMMHaHTa KapTUHbI ABASETCA OObeANHSA-
FOLLMM HavaaoM [BYyX MUPOB — Ye/N0BEYEeCKOro
n Boxbero. [pu 3TOM KpyroBoe ABUXEHMWE XU3HU
TeuyeT Kak BHYTpU, Tak 1 BHe ee. [lepcnekTMBHOE
CoKpalleHne nmeeT chepuyecknin xapaktep, yBoas
B354 B IyOUHY. YAUMBUTENbHBIA My3blKabHbIN 3¢-
bekT, KOTOpbIV co3aeTcs ABMXKeHWeM chep, Nony-
cdep v gyroobpasHbIX PUTMOB, HEBO3MOXHO He OLie-
HWTb, 3Has 06 OpraHMYeCcKon NMPUBEPXKEHHOCTU
XYAOXHWKA K APEBHEPYCCKOMY MCKYCCTBY.

MNoHUMaHWe NpocTpaHCTBa X0CTa Kak XpaMoBOro
Hayana Mblcantcs B Muposocnpuatnmn A. CMmpHoBa
n B kaptnHe «Cowectme CeAatoro [yxa» (pwuc.3).
EavHBIM CTpeMaeHeM NPOHM3aHa NiacTnKa KaxXkao-
ro cunyata. EAVHBIV pUTMUYECKMIA XO4 OKa3blBaeTcs
HaCTOALMM KJIHOUOM KOMMO3ULUKN. DTOT XapakTep
OpraH13aLnmn BHYTPEHHErO CTPOA KapTWHbI BbICTyMNa-
eT Kak oZHa M3 0COBEeHHOCTEN MAacTUYECKOro
MbILUNEHUA XYAOXHWKA. B Tako nHTepnpetaumm

XYZAOXeCTBEHHOM GOPMbI OTPa3UACA AyX N YCTPEM-
neHuna XX Beka, ero usMeHu4MBan LyxoBHasa pUTMu-
Ka C ee akLleHTaMu 1 NoBTOpamMu.

OfHa 13 OCHOBHbIX XapakTepucTK TBopYecTBa
XyAOXHMKa — TeCHO CBA3aHHasA C ero peinrmosHbl-
MW MOTUBaMW MHOTOO6pa3Has AMHaMMKa ABUXKEHMS.
Mnactnyeckunin xos ee NMeeT HEMano MHANBUAYab-
HblX 0COBEeHHOCTeN. YMeCTHO, Hanpumep, npuee-
cTn Takme cnosa A. CMnpHoBa: «B xygoxecTBeH-
HOM NPoV3BeAEHNM BaXKHO ABWXEHWE, HO, T1aBHOE,
BOBPEMs ero 0CTaHOBWTb»2. OH ULLLET Aaneko He de-
MEHTapPHYIO COrNacoBaHHOCTb AMHAMMUKN U CTaTUKMN.
JvHamuka 4acTo BbICTynaeT Npu 3TOM Kak CMMBOI
pOCTa, BapnaTUBHOCTW, U3MEHUMBOCTY, CTPEMIEHNA
BBEpX, a CTaTMKa — Kak OAWH U3 cnocoboB obHa-
KEHUA LeNbHOCTY.

BHOBb BCMOMWHAKOTCA TBOPEHNA APEBHEPYCCKO-
ro nckyccrea. Xapakrepusys ¢peckm xpama Ycne-
HWA Ha BonoTtoBoM none (BTopas nosiosuHa XIV B.).
M. AnnatoB oTMmeuvaeT: «B BonoTtoBcknx dpeckax
nopaxaet 6e3ysep>XHO CMeNoe, MOPbIBUCTO., CTPACT-
Hoe aBwxeHne duryp»>. Koraa xe nccnegosatens nc-
MONb3YeT C/IOBO «CTPEMUTENbHBIN» — OH YTBEPXKAAET,
YTO TaKOW NaCTUYECKUM X0/ CO3AaeT «HOBOE Mo-
HUMaHWe NPOoCTpaHCTBa»*,

Vicnonb3oBaHve pa3HOHaNpPaBAeHHOTO ABu>Ke-
HWA, Kak OZHOM U3 BO3MOXHOCTEN 0b6pecTn ctatnye-
CKOe paBHOBECKE, COXPaHAA BHYTPEHHIOK ANHAMUKY
npounsBeAeHNs, 3aMeTHO 1 B psaje Apyrux pabor
A. CmupHOBa.

B kaptuHe A. CMupHoBa «/cueneHne 6ecHoBa-
Thix» 1992 r. (pnc.4) ee 0COBbIN XyAOXECTBEHHbIN
naacTMum3M npeactaBaset cobor apkoe sBieHne
B Xy 0)KeCTBEHHbIX Nouckax KoHua XX Beka.

B naHHoOI paboTe BCe NPOCTPaHCTBO XOACTa Bbl-
CTpanBaeTcs 3a CYeT ABUXEHMA NMIOCKOCTEN N dU-
rypaTUBHBIX 3/leMEHTOB, COrNacoOBaHHOCTU MeXAY
X ANHAMUYECKUM Pa3BUTMEM M UX OCTAaHOBKOM.
Pa3BuTne TMNOAOrMN ABUXKEHUA MPOUCXOANT BO
MHOFOM M 3a CYeT MNNacTUYeCKOro n3MeHeHus nia-
HOB, KOTOpble B CBOIO O4epesb HaUMHAOT MNOAYMN-
HATbCA OBLLLEMY CTPOHO BHYTPEHHEN XM3HU XYAO-
XEeCTBEHHON GOPMBbI C ee 0COBbIMU PUTMUNYECKMMU
3aKOHamu.

2. beceabl O.A. PakoBoli ¢ A. M. CmupHoBbIM 15 utoHa 2015
/ayavnosanuce/ Jnuneii apxus O.A. CmupHoBon. [lanee —
6eceabl 15 noHsa 2015.

3. AnnatoB M.B. Bceoblas nctopus uckyccrs. — T.3. Pycckoe
WCKYCCTBO C ApPeBHeNWNxX BpeMeH o Havana XVII Beka. —
M. - 1955. — C.156.

4. Tamxe. — C.156.

XyAO>XHMWK pa3BopayvBaeT AMHaMWKY OAHOBpPe-
MEHHO B HECKOJIbKUX MAOCKOCTAX. [JanbHuii nnaH
OTMeuYeH NuHunen ropumsoHTa. Kycouek Heba cBO-
M AeKOpPaTUBHbBIM peLleHneM NoBTOpAeT 3Ty -
HWIO. B 3TOM PUTMUYHOM NOBTOPEHUWN HECKO/b-
KWUX TOPM30HTaNbHbIX IMHWUA CO3AaeTcs cTaTu4Has
OCHOBa, OTHOCUTEIbHO KOTOPOWN HaunHatoT pabo-
TaTb MPOCTPAHCTBEHHO-M/IOCKOCTHbIE XapaKTepucTm-
KW KapTUHbI. XYAOXHWK He OrpaHn4MBaeT NioCKoCTb
B Tex KaTeropusx, K KOTOPbIM Mbl MPUBBIKAN.
OH N03BO/ISIET 3eMHOIN NOBEPXHOCTW ObiTb BOB/IEYEH-
HOW B AMHaMWKy Nponcxoasiuero. 3Hak cTpajaHus
BbI3blBaeT OTBETHYIO peakLMto OT 3eMHOW MoBepX-
HOCTW BHYTPW KapTWHbI, 1 OHa NOAUYNHAETCA TEM
3aKOHaM, KOTOpPbIe ANKTYET € 3MOLMOHA/bHbIA PUTM
BCEro Npowu3BeseHus.

34eCb Mbl OTMEYaeM KOMMO3ULIMOHHbIN XOg
XyAOXHWKa, NPU KOTOPOM OH ANf TOro, YTobbl pas-
BEPHYTb AUHAMWKY ABVXKEHWS, HAXOANT TOUKY OMOPbI.
Takyo OMOPHYO TOUKY 3akatouaeT B cebe purypa
Cnacutens. Ero ¢urypa, ¢ o4HOW CTOPOHBI, CAYXUT
cpeAoTouMEeM BCEX ABMXKYLLMXCA Macc, a C ApYy-
ron — ABAAETCA €4UHCTBEHHOM YCTONUNBOM AOMM-
HaHTOW cpean Koaebatowencs 1 B3gbiMatoLLencs
3eMHOI NOBEPXHOCTY.

A. CMMPHOB Tak OpraHun3yeT XW3Hb BHYTPW Npo-
CTPaHCTBa KapTWHbI, YTO B pe3y/ibTaTe BO3HWKA-
€T NPOCTPaHCTBEHHasA BECKOHEYHOCTb ABUXKEHUS,
NPOUCXOANT KPYroBoe ABMXXEHME NOTOKa IHEPrum
no anauncy, Yepes ¢urypy Cnacmtensa. CHavana
OHa faeT MOLUHbBIN SHEPTETUYECKUIA UMMYALC, CYXUT
€ro OTNpPaBHOM TOYKOMW, a 3aTeM BHOBb NMPUHUMAET
ero. 370 ABWXXEHMeEe He npeanonaraet KOHEYHOro
MOMeHTa B JMHaMuKe CBOero passutua. Yberato-
wasa oT XpmcTa NAoCKOCTb BHOBb CTPEMUTCA COBEP-
WnTb BO3BpaT K purype Cnacutens.

Hucxoaawas nnockocTb fanbHero niaHa, ouep-
yMBas AMaroHanbHyr Ayry, HeceT Ha cebe obpas
cTpemutenbHoro 6era ot Cnacutens BHu3. U yberato-
Las NA0CKOCTb, M GUrypa nactyxa, n cBuHble boka —
BCE HAaXOAMTCA B eAMHOM CTPeMALLEMCSH HU3Bepr-
HyTbCA pUTMe. HecMOTpA Ha To, YTO, Ka3anocb Obl,
burypatMBHO Mbl UMEEM fe/i0 C pa3HbIMU TUNa-
MW MaTepum — NMOBEPXHOCTb 3eMAU, YeNOBEK,
XWUBOTHbIE, HO PUTMUYECKN, 3@ CYET ANHAMM-
KW 1 NAaCTUKM, OHW MPOYUTLIBAIOTCA KakK eAnHoe
uenoe.

Mnockoctamu co3garotca noaycdepol. B mo-
MEHT H13BEP>XKEHMA NO HUCNadaroLLeli BCEro 3Toro
HanpaBaeHHOro 6era NPOVCXOANT CTONKHOBEHWE NA0C-
KOCTM JanbHero € NAOCKOCTbIO BANXKHEro NAaHoB.
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/13 3TOM TOUKM CONPUKOCHOBEHUSA MAOCKOCTEN BO3-
HWKaeT HoBaa dasa ABMXEeHMS.

B pe3ynbTaTe BO3HMKAET PUTM, KOTOPbIN HE JOMYC-
KaeT OCTaHOBKMW. [IBMUXXEHUS NepexoasT O4HO B APY-
roe, ogHa dopma matepun B ciegyroulyro dopmy
€e CyLLecTBOBaHMWA, U Tak cHoBa 1 cHoBa. OcTpo ¢uk-
CUpYeTCs pUTMUYecKas AMHaAMUKa — OHa Kak MybC
>XMBOTO OpraHn3Ma cBouMM HeCKOHeUHbIM nepe-
XOZ,0M HamnoJHAET XyA0XXeCcTBeHHY0 dopmy. bec-
KOHEYHOCTb 3TOr0 ABUXEHMUS COAEPXKUT N BPEMEH-
HOM acrnekT. Mbl BUAMM MeTadpusnky becHoBaHuMs,
NCLLeNEeHSA, CeAYIOLLEro 3a 3TUM UCLeNeHNEM OYe-
pefHOro nafeHus, N cCiedyroLlero BO3poXKaeHu s;
n Tak 6e3 KoHua. [poCTpaHCTBO XONCTa OKa3blBa-
eTCA BKJKOYEHHbIM B LLEHTPOCTPEMUTENbHLIN ber
BpemMeHUW. 3a cueT 6eCKOHEYHOCTU ABUXKEHUS NPO-
CTPaHCTBO W BpPeMSs MPUXOAAT K COrlacoBaHHOMY
€/ MHCTBY L,enoro.

B cBobogHOM nnacTuke AaHHOM paboTbl BOC-
TOp>KecTBOBana Ta MMMPOBM3aLMOHHaA cBoboa
JIVHWIA, KOTOPYHO Tak LieHnn M.B. Annatos, korga gasan
XapaKTepucTUKy ApeBHEPYCCKOMY MCKYCCTBY.

Takxe yanBUTENbHO CMENO U HEOXWUAAHHO Bbl-
CTPO€eHa Ha OCHOBE Pa3HOHaMNPaBAEHHOIO ABUXEHUSA
MacC 1 OTKPbITOro NPOTUBOMOCTaBAEHNS MOTUBOB
KapTuHa «Bbibop» (apyroe Ha3BaHWe — «lckyle-
HMe Xpucta» (puc.5)). B KOHTpacTHOWM naacTuke
KapTWUHbI XapakTep NpoCTpaHCcTBa NposBaseT
cebs B ABMXKEHWM NIOCKOCTEN U GUIypaTUBHbBIX
3/1eMEHTOB, COr/laCcoOBaHHOCTWN 3HEPTMN U OCTa-
HoBoK. DopMuMpoOBaHMe NaHOB CBA3aHO C BHYT-
PEHHEN XMU3HbI XYAOXECTBEHHON GOpPMbI, ee
apPTUCTUYUYHOCTBIHO.

B 3TOM HacbIWEHHON AMHaMUKe MacTep LWMpPO-
KO MUCnosb3yeT MOTUB KPYra, NpenmyLLecTBEHHO
OPVEHTUPYA €ro Ha NOVNCKN rapMOHNYECKOWN CTPOM-
HocTu. KpyroobpasHble popMbl TO OTMEYEHbI 3aM-
KHYTOCTbO, TO CMYLLLAHOT CBOEW BapMaTMBHOCTbHO.
ckntoumTenbHO BaXKHO, YTO NIABHOCTb OTAEbHbIX
NMHWA He MewaeT A. CMUMPHOBY COXpPaHATb Hacbl-
LLEeHHbIN AMHaMM3M Lesoro. Tema Kpyra AesTesb-
HO y4acTBYeT B POXAEHUMW XNBOTO, MOABUXHOIO
pUTMa KapTWHbI.

HactynatenbHas AMHamMuKa BO MHOTOM poXJa-
€TCA 3@ CYET NMIAaBHbIX LIMKANYHBIX ABUXKEHWNA. Takyto
NAacTUKY M Takoe NOHMMaHWe OTHOLLIEHWI rapmo-
HUM 1 AMHAMUKN MOXHO BUAETb B guntuxe A. CMup-
HoBa «byps Ha mope» (puc.6-7).

Oba xoAncTa 3akatoueHbl B Kpyr, UTO npegonpe-
AenseT putMmyeckoe eAnHCTBO Komnosnuun. OaHa
daza ABMKeHMs, yacTo 6e3 nays, nepeTekaeT B Cle-
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AyroLLYytO, Npoxoasa pedppeHOM CKBO3b BCe NOCTpoe-
Hue auntuxa. Korga B o6WMin cMayaT BNMCbIBAETCS
ellle OAVH, BO3HUKAET oLlyLlieHne ChepnUHOCTM BHYT-
peHHero NpocTpaHcTBa. ITOT XMBOM NaacTnye-
CKUI X04 6130K NO PUTMY K BONOTOBCKOWN dpec-
Ke noj HazBaHueM «AHren». OgHako, B AUNTUXE
A. CMMpHOBa 3TOT NacTUYeckumii xoa oboralleH no-
SIBJIEHNEM LiBETOBbIX U JIMHEVHbIX KOHTPACTOB, a che-
PUYHOCTb ABUXEHWA 0bpeTaeT NPOCTPaHCTBEHHYH
rnybuHy. B utore, B NpoTMBOBEC Hallel COBPEMEH-
HOW XYZAO>ECTBEHHON NMpPaKTMKe, OHA Bbipa3nTesb-
HO BCTPEYaeTCs C JEKOPATUBHOCTLHO.

Bce ¢purypbl BOCMPUHMMAIOTCA B AUNTUXE KAK eAn-
HbIi OpraHu3m: ogHa da3za ABWXXeHWs, Kak 3TO HX pa3
6b110 B paboTax XyAOXKHMKa, NEPEXOAUT B APYTyHO,
TOrZa Kak BCe BHYTPEHHEee NPOCTPaHCTBO KapTUHbI
OXBayeHO HEBUAMMbBIM KPYroM. 3Ta MOHYMeHTa/lbHas
LLe/IbHOCTb He UCKAHUAET NMOPasnTeNbHOIO pasHo-
o0b6pazusa pUTMMUYECKMX OTHOLLEHNA. O4HOW 13 rnaB-
HbIX XapakTepUCTNK AUMTAXa CTas0 rapMOHUYHOE
coueTaHWe NMepexojoB OAHOTO pUTMa B APYroOM,
6e3 Kaknx-nNmbo «paspbiBOB», UM, KaK 3aMeTuA
Hukonalh HukonaeBny TpeTbsAKOB, «PBaHbIX PUT-
MOB»°. B 3TOM niacTUUeCcKoM peLleHnn SCHO Yu-
TaeTcs NpeeMCcTBeHHas CBf3b C APEBHEPYCCKUM
NCKYCCTBOM.

Ecan mogynto kpyra NoAUMHAETCS BCE BHYTPEH-
Hee JBWXXEHWE KapTWHBbI, TO noaychepa obo3HavaeT
KOMMO3MLMOHHbIE, MPOCTPaHCTBEHHbIE W, OTYACTH,
€e CMbIC/IOBbIe NMapaMeTpsl. B npaBor yacty guntuxa
rapMoHwuei noaycdep, Nnogo6HoO 3arag0uHOMY LiBeT-
Ky, OAHOBPEMEHHO 0603HaueHbI Kpali Nagbu, Napyc,
rpebHun BoaH. Mapyc yxoauT B Kpan popmata v TyT
e gyroobpasHo Bo3Bpallaetca kK dpurype Cnacute-
N5 B 306paxKeHUn anon TKaHu Ha ero naeye. 10T
BO3BpaT ABUXEHUA Mbl ByeM BCTpeyaTb U B He-
KOTOPbIX ApYrnx paboTax xyAoxHuka. (PaHee Ha 3Ty
ocobeHHocTb nnacTnkn A. CMMpPHOBa MHE Yy>Xe npu-
XOAMNOCh YKa3blBaTh®).

Ob6o3peBas ANNTUX, MOXHO BUAETb, KaK XyAOX-
HUWK, MpoyepumBas NyTb K 06pasy, TBOPUT UMetoLLee
CMMBOJINCTCKUIA CMbICA ABUXeHMe. CamMo Xe ABuxKe-
HWe co3aaeTcs Kak rpynnoi Guryp, Tak n XXectom
PacKMHYTbIX PYK, BblpaXkatowmm cobol cakpanb-
HbI CMbICA Npoucxoaawero. CoueTaHve CTaTukm U
AVHaMUKKN obpeTaeT, C OA4HON CTOPOHbI, 3HaUeHme

5. TpetbsikoB H.H. O6pa3 B nckyccTBe (OCHOBbBI KOMMNO3ULNW). —
M.: izgatenbctBo CBaTo-BBeaeHcko OnTuHOM MNycTbiHY,
2001. - C.262.

Tpetbsiko H.H. O6pa3 B nckyccTBe (OCHOBbI KOMMO3MLK). —
M.: izgatenbctBo CBaTo-BBeaeHcko OnTuHOM MNycTbIHW,
2001. - C.262.

BE/IMYECTBEHHOrO MOKOS, C APYro — HamnpoTWB, CMs-
TeHMe. B TakOM coYeTaHUM MOXHO YBUAETb CO-
NPUKOCHOBEHWE «JBYX MAAHOB CyLLECTBOBaHUA».
BHOBb NpUX0AMTCA Pa3MbILLIATE O B3aUMOMNPOHUK-
HOBEHUWMN MeXAY XYA0XKeCTBEHHON GOPMON N CMbIC-
NoBoOW cocTaBaatowein. Miccneaya apeBHepPYCCKyto
xwuBonuck, npodpeccop E. TpybeLkoi oTmeyaeT npum-
cyllee el ;yxOBHOE UCTO/IKOBaHWE M306paxeHus
60>XeCcTBEHHOTo 1 YenoBeyeckoro: «C 0gHON cTopo-
Hbl — BEYHbI NMOKOW, C PYroi CTOPOHbI — CTPaxay-
LLee, XaoTNYeCKoe, HO CTpeMsLLLeecs K YCOKOEHWUIO
B bore cywwectBoBaHume»’. ObLiee aBMXEHNE AUNTU-
Xa TO BblpacTaeT B CMMBOJ BE/MUYaBOro nokos,
TO BbIPa3nTebHO O/INLLETBOPSET CMATEHME.

MeTadbopnueckmii CMbICA N1E€BOWN YacTu AUNTU-
Xa BO3HMKAeT TaknMm 06pa3om, UTo iyy, B KOTOPOM
HaxoauTtca durypa Xpwcra, Aep>uT Ha cebe BCto Mac-
Cy MATYLLUXCA GUryp yd4eHMKoB. B TakoM noctpoeHun
obpa3 XpucTa Kak OCHOBbI CMaceHna NpeBpaLLaeTcs
B JOMWHAHTY. 3TO, JOCTUTHYTOE HEe B MOCAEAHIOH
oyepeb 3a CYeT CTUAMNCTMYECKOrOo U LBETOBOrO
eAVHCTBA ANNTMXA, UCTONKOBAHME OLLyLLaeTCs
Kak BbICOKOe HOBATOPCTBO. XYAOXHMWKY YAaN0Ch KOH-
TPACTHO coraacoBaTh KAacCUUeCKM-ACHbIN obpas
XpucTa 1 CnaeTeHHYH BOEAMHO Fpynny yYeHUKOB,
CTPEMUTENBHO YAANAOLMUXCA OT HajBUratoLLencs
Ha HWX TbMbl. VX ronoBbl NonagatoT B, CO3AatoLLunin
HaZ HUMW cBOeobpasHbIN HUMB, Nyy cBeTa.

BHOBb 1 BHOBb Bblpa3nTeNbHO OTpaxaeTcs
B cBOe0bpa3zunm xyaoxectseHHon dopmbl A. CMUPHO-
Ba AMHaMWuKa nckycctBa XX Beka. Hepesko npu Bcein
CTPEMUTENbHOW NOABUXHOCTM OHa HOCUT NeyaTb
CAEP>KaHHOW CYPOBOCTU. ITO MPOUCXOAMUT U 3a cYeT
3Heprum aBTOpCKoro Maska, U 6narogapsa TOUHO Hali-
AEHHOMY MeCTy KaXAon durypbl B MpOCTpaHCTBe
XOJICTa W ee B3aVMOOTHOLLEHWW C APYrMU dUrypamm.

Vicnonb3oBaHMe UNCTbIX LBETOB MNO3BOJANAO
XYAOXHWKY CO34aTb CTPOMHYIO rapMOHUIO B Mpa-
BOM yacTu aunTmxa. durypa Xpucra — rnaBHoe Ten-
Jloe TOHa/IbHOe MATHO KapTWHbI, BTOPraeTcs B, Ka3a-
Nocb 6bl, HEPYLLMMOE rOCMOACTBO XONOA4HbIX TOHOB.
Kak y>xe roBopmnaoch, BOAHbI M 1IOAKM C YyY4EHUKAMMU
O/INLETBOPAIOT CBOENM AMHAMUKOMN TEeMY CMATEHMS.
3ambikaeT gBuxxeHune durypa MNetpa. Xect lMeTpa
BTOPUT XecTy Xpucra.

NHTepecHO cknaabiBatoTCs UCKaHUSA pUTMa
B kapTuHe «CoTBOpeHue Mupa» (puc.8). Mpun nepsom
B3r/A4e Ha KapTMHY BO3HMKAET OLyLLeHNe CTPOM-

7. Tpy6eukol EBreHunin. Tpn ouyepka 0 pycckon MKoHe. «/Hoe
LLapCTBO W ero uckaTesn B PycCKOW HapOAHOW cKaske». —
M.: NlenTa, 2000. — C.70.

HOW My3blKanbHON Menoaun. Onpeaensitolas posb
NPUHAANEXUT HEXHOM LBETOBOM raMme — rojy-
6oBaTol, NepaamyTpoBOM, HEOObIKHOBEHHO CNOX-
HOW, HO, B TO Xe BPEMSl, TaKOHUYHO OnpeaeseHHOMN.
He meHee cyLlecTBEHHO U gpyroe: MHorodurypHas
KOMMO3MLMA COCTONT U3 OCTPO-AUHAMUYHBIX ABW-
XeHul bectenecHbix cywects. COrnacoBaHHOCTb
NAacTUYHOTO PUTMa HamnoJIHAET NPOCTPAHCTBO
1, OAHOBPEMEHHO, ABASETCA CAMUM MPOCTPAHCTBOM.

BoxxecTBeHHOE Hayano B YenoBeke Mo 3amblCay
XyAOXHMWKa NPOABAAETCA B 40BEPUN BOXECTBEHHO-
My npombicay. OnnueTBopeHne 3Toro npeboiBaHNA
B «[Jyxe CBATOM», Kak roBopua npenogobHeii Cepa-
¢dum CapoBCKMIA, 0BPa3HO BbIPAXXEHO XYA0XHUKOM
B 6epexxHo npoTaHyTon pyke locnoaga CaBaoda,
Ha KOTOPOW YMeCTUANCh KpoLleYHble durypku Aaa-
Ma 1 EBbl. ®urypa bora OTua pelleHa Kak MOHYMEH-
Ta/lbHOe Hayaso, KOTOPOe 3aAaeT TOH NPOU3BEAEHMIO.
Yepes nHANBMAYaNbHYHO NAacTUKY BOMAOLLAETCA
TpeneTHoe BHMUMaHMWe, ¢ KoTopbiM bor obpatieH
K Agamy 1 EBe Kak cBOMM TBOPEHUAM, MepBOHaYa-
Ny KN3HWU. TEMHbIE CUAY3Tbl MENBbKAOT TEHIMU Cpe-
4N HEXKHO-PO30BbIX. Kak BbIpasuaca cam Xy[0XKHUK:
«HaxoxgaeHune yenoeka Mexzay 406pOM 1 310M Kak
odopmmBLIasca npobaemaTtnka ero cyLecTsoBa-
Hus»8, Tema BbIbOpa ByAeT NOAHMMATLCA XYA0XKHM-
KOM Ha MPOTAXEHWN BCEro ero TBOPUECTBa, NOPOW
OHa COOTHOCUTCA C MOHATUEM COBOPHOCTK, B APY-
rom ciyyae obosHauaeT KOHPANKT MeXAY FOPHUM
N 4oNbHMM. Becb cTpow 3Toro npounsseseHuns Anek-
caHgpa CmupHoBa nogobeH Menoanm.

Ecnn paccmoTpeTb, UTO 3TU NaacTMyeckme xoabl
packpblBaroT B TBOpUecTBe AnekcaHapa CMUPHOBa,
MO>HO MOYYBCTBOBATb, YTO MacTep 0bHapyXunsaeT
KaKOM-TO HOBbIV AMHAaMM3M 3By4aHus. Ocobo MOXHO
BbIZAENNTb €ro, NO-CBOEMY YHWUKaNbHYIO, MPUBEPIKEH-
HOCTb K MJee BO3BPATHOCTU ABUXEHUS, KPYrOBOMY
PUTMY, pa3BOPOTY NPOCTPaHCTBa OAHOBPEMEHHO
B HECKONIbKMX MA0CKOCTAX. POpMMpPOBaHMEe KOMMO3K-
LMOHHOro MoAyAs 6o/blUMHCTBA KapTMH A. CMUPHO-
Ba NPeACTaBASETCA Kak HeUTo 6113Koe TBOPUYECKUM
NCKaHWAM Halwux gHer. Ha camoM fene MHoroe ckia-
AbIBAETCA Y HErO NOA BAUSHWUEM MPUTAXKEHUS K UC-
kycctBy [lpeBHel Pycu. Ero MoxHO 0b6Hapy>uTb
Kak B LUMPOKOM WMCMO/b30BaHUN MOTMBA Kpyra,
chepbl, MHOXeECTBE NepCreKTUBHbIX COKPaLLEeHWUN,
Tak W B nNaactmyeckom obo3HaveHnn durypatms-
HOW Macchl B LLE/IOM.

8. becegbl O.A. PakoBoit ¢ AM. CmupHOoBbIM, 15 ntoHs 2015
/ayavno3sanuck/ Jinyxbin apxms O.A. CMMPHOBOW.
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XapakTep couyeTaHus AMHAMWUKU U CTaTUKN —
CTpemsieHne K 0BLHOCTU NX BOCMPUATUSA, COrNaco-
BaHHOCTb 3TUX NOHATUMA NPUCYLLN MHOTUM TBOPEHU-
AM XyAOXHMKa. KaxeTcs, NOpon, UTo cTaTMUecKyo
OCHOBY TOW WAW MHOW paboTbl OH YYBCTBYET UHTY-

nTMBHO. CNOBHO B MPOTMBOBEC €M HauMHaeT pac-
KPbIBaTbCA CTUXMS ABUXKEHUA KaK CUHTE3 AUHAMUKM
XX Beka B COYETAHUWN CO CTPOMHOCTLIO W rpaumen
JAPEBHEPYCCKOro UCKYCCTBa.
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CLASSICAL PHILOSOPHICAL VIEWS
ON THE ESSENCE OF A WOMAN: THE EXPERIENCE
OF REFLECTION IN THE CONTEXT OF POWER

Summary: Since the 2000's, the issue of gender ratio
in the Russian establishment and the participation and
role of women in public life have been one of the most
controversial issues in the scientific community. Research-
ers are predominantly inclined to identify characteristics
that indicate discriminatory practices or various forms
of asymmetry in the space of power with reference pri-
marily to the historically preserved views of the classics
of philosophy on the nature of the “feminine”, which reflect
the deep-rooted traditions of the subordinate position
of representatives of the fairer sex due to the insufficiency
of rational nature compared to a man. Based on a philo-
sophical and cultural analysis of the philosophical ide-

The issue of women in power is studied by mo-
dern scientists depending on the functional, status
and role, communicative, psychological, and other
characteristics of their lives and activities. Many West-
ern and Russian researchers point to the global prac-
tice of gender asymmetry in power with reference
to historically rooted discriminatory policies against
women, supporting their conclusions, among other
things, with references to the ideas of philosophers
of the past, reflecting public demand for their ideas.
Indeed, in the studies of Russian scientists, it is be-
coming common to find criticism of the lack or
insufficiency of equality in power, initially taking
a subjective attitude towards the selection and sci-
entific assessment of the analysed historical forms

as and views of antiquity, the Middle Ages, and the Mo-
dern Age, the article attempts to identify the most ade-
quate representation of ideas about a woman in various
manifestations of her essence, functions, and social sta-
tus. According to the author of this article, a philosophi-
cal and cultural approach, based on the etymological and
semantic specificity of vocabulary inherent in a particu-
lar period, is necessary to identify the dialectical nature
of ideas about “feminine”, reflecting the characteristics
of society’s cultural consciousness and the ongoing pro-
cesses and relationships in sociocultural reality.

Keywords: “feminine”, woman, interests of powerful
women, Russian women leaders.

There are two ways to command a woman,
but no one knows them.
Frank Hubbard

You can tell a real man by a woman.
Vladislav Grzeszczyk

of philosophical reflection while paying close atten-
tion only to the facts of a negative assessment of the
position and role of women in the life of society [2].

Expressed in individual thoughts, the views
of philosophers of antiquity, the Middle Ages,
and the Modern Age on the nature of the feminine,
which have become classical, require a contextually
interpretative, correct understanding of texts, based
on the etymological and semantic specificity of the vo-
cabulary inherent specifically in a particular cen-
tury in the past. In this context, for example, it is
not so much Socrates’s remark that is subject to
careful consideration (he once noted with humour
the reason for becoming a philosopher — in con-
nection to a bad wife, however, owing to a good
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one, one will be an exception — nevertheless, it was
not autobiographical due to the thinker’'s marriage
almost 20 years later after his decision to devote
himself entirely to science) as surviving comments
or quotes from his dialogues with his students.
In relation to the subject of our analysis, Socrates’s
following ideas can be used in creating “portraits”
of powerful women’s values (possessing the pow-
er resource) as criteria of public and private in the
interests of Russian women who have entered the
rank of decision-makers (and, therefore, belong
to the elite), as well as their characteristics: the best
thing in life is the constant desire to become more
perfect; wealth and greatness bring no dignity; there
is only one good — knowledge, and only one evil,
expressed in its opposite — ignorance; friendship
is the worth of any communication between people.
As empirical research shows, high-ranking female
managers are indeed in a state of constant spiritual
and personal self-development; as a rule, they avoid
demonstrating super-well-being and super-fame;
the system of value coordinates includes the most
important constant of enriching practical experi-
ence with specialised innovations; everyday work
is subject to manifestations of maternal or friendly
patronage (care, attentiveness, culture of empathy).

It seems to us that in the context of the modern
actualization of the role of leaders, Socrates’s phi-
losophy provides an opportunity to verify the elite's
values in favour of women. Due to the fact that
in the expression “Know thyself” we are talking about
knowledge of the essence of a person, their soul,
by which they understand the mind (the ability
to think) and conscience (moral dominant),
in goal-setting, the soul is made perfect by virtue,
which is in turn associated with the one who gives
understanding of the essence benefits through
knowledge — an unconditional factor in perform-
ing positive actions. And here, due to the absence
of contradictions between virtue and reason, it is pre-
cisely female thinking that is closest to the discovery
of the good, the beautiful, and the just. It is a wo-
man, focusing on achieving or maintaining her spi-
ritual harmony, who is more focused on the feel-
ing of inner fulfilment (and not primarily in enjoy-
ing the things of the external material world), and is
the happiest (whole as a person) owing to men-
tal orderliness and virtue, unlike most men who
aim clearly and rationally to achieve practical
results. In the mature period, when ladies have gone
through all types of professional, social-life (family,
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friendship), and bodily-anthropological (little girl —
teenage girl — woman) initiations, they are capa-
ble of maximum self-control, freedom, which comes
from the dominance of the soul over biological
instincts. According to Socrates, a person aiming
for wisdom must achieve power over their body
based on their virtues.

Plato’s attitude towards women was both cate-
gorical and ambivalent, judging by the content
of the most significant dialogues in The Symposi-
um, Republic, and Laws, which trace not so much
the evolution of his views on the nature of the fe-
minine but various joint reflections on this issue with
the teacher, giving way to his conceptual approach
to the issue of distribution and regulation of the func-
tions of the stronger and weaker sexes, prescribed
in the theory of an ideal society. In order not
to fall into a state of confusion when immersed
in the playful discourses of Socrates and his students,
which pose more variable questions than answers
to them, let us move on to Plato’s specific ideas.
He is the first to raise the question of the ability
of the female part of society to take part, along
with men, in all types of activities, including military
affairs, for which they should be taught philoso-
phy, politics, literature, musical and gymnastic arts,
as well as the use of weapons and horseback riding
in gymnasiums. Emphasising the main difference
in reproductive matters, as well as mentioning
the natural cunning, secrecy, and some disorder
of the part of the human race, which is twice the num-
ber of men, the thinker notes the social need to pro-
vide a woman with access to everything and with
a choice in accordance with her inclinations, intro-
ducing improvements in laws on the equal status
of both sexes for the well-being of the state
[4, p.233]. According to Plato, in order to avoid
the "half” effect, established customs must ne-
cessarily be revised for the participation of women,
in particular, in general meetings and holding pub-
lic positions. As a result of the correct legislative
reforms, the state would become “twice as large
owing to the unity of work and purpose” [4, p.257].

We agree with scientist E.Khitruk’s views on the in-
correctness of attributing Plato’s attitude to sex-
ism or feminism; she highlighted the quality of his
search for truth in this matter: “...it is necessary
to change customs and introduce special laws
so that a woman, feeling her importance and
responsibility, could show her best inclinations and,
thus, confirm her natural equality in relation to

a man» [9, p.47]. It is interesting to note that de-
spite many capacious evaluative judgments about
the inferiority of women, their natural weakness,
irrationality, and sensuality, the philosopher again
and again explains this with a model of dualistic ide-
as that have formed a dubious tradition of purely
housekeeping and childbearing, that is, he reveals
the socio-historical reasons for gender asymmet-
ry, and continues to insist on the position of ap-
propriate socialisation of women, equal education
for all, and job appointments according to abilities
and inclinations, even pointing to the superiority
of women in some cases using the example of phi-
losophy. As a true scientist, he expands the percep-
tion of existence through the dialectical principles
of analysing the essence of phenomena, not limit-
ing himself to dogmatism or unambiguous thes-
es in the revealed contradictions, which made
it possible for the first time, long before our days,
to point out objective reasons for considering women
as equal to men, including even the sphere of de-
cision-making and philosophical science.

In his treatises History of Animals, Poetics, and Po-
litics, Aristotle states that the true head of the family
and the polis is a man on the basis of determining
the active form (soul) through the biological ferti-
lisation of passive matter (a woman is a receiving
vessel...), perceiving femininity as a natural disad-
vantage and at the same time as the main advan-
tage consisting in the reproduction of the race [1].
According to the thinker, speculative equality does not
exist, since in reality it must be expressed in the iden-
tity of all properties; the specificity of the physicali-
ty of men and women thereby determines their civ-
il and political position in society. He clearly pos-
tulates: a man is by nature superior, and a woman
is inferior, which makes the former rule, the latter
to be subordinate. Critically attributing exclusive-
ly biological functions to the weaker sex, associ-
ating it with chaos and placing it at the bottom
level of the hierarchical structure, at the same time
he notes that a woman is characterised by nobility
and the ability to decide, however, she lacks validi-
ty (that is, effectiveness); a woman'’s courage lies
in submission (obedience); he also includes meekness
and patience among her virtues. A man, in his es-
sence, is more destined for leadership, since, un-
like a woman, he is mature and senior, being
the personification of a spirit striving for new
achievements. Obviously, some social precedents led
the philosopher to the idea of the harmfulness

of the excessively free position of women for
the main goal of the state structure. Thus, Aristotle,
who adheres to patriarchal views, does not deny
the fair sex benefactors, but only clarifies the goal
of creating the most stable, harmonious state system
to ensure the strength of society with proper male
leadership. This conclusion is supported a posteri-
ori by modern representatives of the Russian elite,
who, even in the conditions of occupying a serious
position in the structure of decision-makers, as a ru-
le, consider managerial status as secondary, essential-
istically choosing the path of hard work “in the sha-
dows” and being content with achieving visible re-
sults without losing this emphasis on the primacy
of personal life.

No less outstanding scientist Pythagoras [4] treat-
ed women much more favourably, consistently de-
fending their important role in the life of society,
establishing a sector in the Pythagorean Union
for women to comprehend the meaning and signifi-
cance of spiritual and ritual culture with the develop-
ment of sacred knowledge about their divine mission.
In the ideas and institutions of Pythagoras, ladies
are intended to open the sphere of love as a level
of substantial transformation of the hearts of two
with the corresponding orientation of each, which ul-
timately leads to a harmonious union throu-
gh a sublime union. In his works, male strength
is presented as the beginning of the creative spirit,
and female superiority is the quintessence of the plas-
ticity of nature. During the process of the bodily
and spiritual union of these energies, something
irrationally new arises — a kind of macrocosm. “That is,
Pythagoras used theses that correspond to the prin-
ciples of Yin-Yang. He clearly demonstrated that he
considers a man and a woman to be one whole,
which means that their place and roles in society
are equally important and necessary” [10, p.94].

Subsequently, in Hellenistic teachings, the domi-
nance of moral obligation and human behaviour
led to changes in the perception of the essence
of men and women and the argumentation of greater
ideological equality between the genders. The rep-
resentative of Stoicism, Zeno, in particular, noted
the lack of criteria for friendship based on external
form (men or women'’s clothing), and to dvtermine
a person’s character, he preferred to pay attention to
their moral manifestations instead of sexual charac-
teristics. Seneca agrees with him, calling to test and
verify what is authentic in a man through his cho-
sen one. Referring to Marcus Aurelius, the thinker
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spoke about the excessive satisfaction of rep-
resentatives of the noble sex and the inability
to experience true feelings, soul-searching, and ex-
periencing strong intentional feelings leading
to bright actions for one’s affection; whereas a lady is
given the right to act as a subject of universal mean-
ing — sublime love. In general, Stoicism had a val-
ue-based approach to the institution of the family,
arguing that the union should be based on a dual
basis — harmony of soul and body in the high sense
of these words, which later designated the vector of
interpretation of the categories “male” and “female”
in mediaeval Christian philosophy. Thus, Stoicism
gives us the opportunity to continue the logic and ge-
nerally emphasise the beneficialness of the so-
lidarity of men and women not only in intimate,
personal, and family relationships, but also in the pro-
fessional and managerial spheres. It should be re-
cognised that in recent years, more and more Rus-
sian women, motivated for public management
activities, are being intensively introduced into
the space of power with the right to joint deci-
sion-making in a coalition with men. The so-called
intergender solidarity and cooperation have alrea-
dy become naturally manifested characteristics
in the general focus on strengthening political sta-
bility on the basis of a balanced, steadily developing
socio-economic sphere with a regulatory framework
optimised for modern changing conditions.

The 13'th century, as the apogee of spiritual scholas-
ticism in the context of Christian theology and the phi-
losophy of Aristotle, gave the world outstanding
philosopher Thomas Aquinas, who, in his work Sum-
ma Theologica, outlined his own view with the con-
ceptualization of gender with nuances of ambivalence
that a man acts as the beginning and end of a woman
in accordance with the existential and irrational atti-
tude of GOD as the Beginning and End of everything.
Our research reverence is caused by the factual ac-
curacy of definitions. Indeed, the Father gives birth
to his daughter (and, as most men admit, he often
loves her more reverently than his own sons), and,
in the event of the risk of losing her Mentor, older
Brother, Leader, or Spouse, a real woman, endowed
with a range of feelings and developed spiritua-
lity, is doomed forever to mentally relate herself to
the One Who taught her a lot, showed incredible
manifestations of the sphere of Being, contributing to
the development of idealism in her worldview — the
fundamental constants of the Spiritual movement
towards finding harmony, which distinguishes pre-
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cisely the powerful women of Rus’'-Russia. We are
also impressed by the fact that the European theo-
logian perfectionistically correctly defined the onto-
logical foundations of Power in the absoluteness
of patriarchy, spreading through the ontological
existence of Divine power over the world, monar-
chical power over subjects, and the determination
of the male over the female. Just like Aristotle, Thom-
as Aquinas'’s ideas about the ontological insuffi-
ciency of women in connection with materiality, lack
of form, and focus on active achievements are con-
sistent with discussions about their importance
in social content. In continuation of the Christian
understanding of Scripture, the noble scholastic’s
analysis is interesting in that, being created from
the rib of a man, a woman acts as an equal to him,
remaining in a subordinate position, but never-
theless being the same in human essence. «There
is no doubt that a woman had to be created from
a rib of a man (and here is why). Firstly, in order
to indicate the social status of the union of a man
and a woman, since a woman should not 'domi-
nate over her husband’, otherwise she would have
been created from the head, nor to be slavishly
subordinate to her husband, otherwise she would
have been created from his heels» [7, p.271]. This
statement objectively expands the framework in
the interpretation of gender differences from the
mode of a woman's naturally established marginality
between animals and people (men) towards the per-
ception of a woman as a friend and companion
in arms, worthy of Love in all its manifestations
in the long term of life. According to E. Khitruk, “re-
cognition of individual women's exceptional virtues,
the importance of their participation in church and fa-
mily life as sisters in Christ, respected mothers,
and beloved wives invariably coexists in mediaeval
texts with the assertion of a secondary ontological
status and the unconditional subordinate position
of women” [8, p.206]. In developing the scientist’s
logic, one should once again highlight the con-
notation of Rus’-Russian women’s authoritative-
ness, excluding unconditional primacy, leadership,
sole supremacy, and dominance in occupying
the highest level of the social hierarchy. A stable
trend is that our female compatriots exclude any in-
terest in the burden of the ruler (first persons of
the state, large corporations, etc.) as unacceptably
excessive “masculine” in their managerial work
with the main components of rationalism, respon-
sibility, efficiency, effectiveness, and organisational

systematicity, involved by definition in the profes-
sional consciousness and activities of the strong-
er sex, which once again confirms our hypothesis
about the prudence of women in power as one
of the value properties of Spiritual harmony.

Bearing in mind that the best manifestations
of “masculine” have always been identified with the des-
cription of rationality, consistency, stability, energy,
protection, wisdom, courage, dedication, reasonable
dynamism, nobility of thoughts and deeds, respon-
sibility, our female compatriots — representatives
of the female segment of the elite — constitute
that part of the professional community that is en-
trusted with a huge amount of leadership functions,
requiring the manifestation of the listed properties.
And, judging by the exponential increase in women
in the Russian government, the role of managers
is positively perceived by both corporately aligned
male managers and the Russian majority.

Famous philosopher Jean-Jacques Rousseau
pointed out the value of self-control through rea-
son, when a person relies in his orientations not
on the opinions of others about himself, but on cer-
tain principles of moral universal legislation, the Gen-
eral Will. Taking into account the scientist’s opinion
about the practical impossibility of self-control for
women on the basis of an insufficiently developed
mind, and, as a result, periodically turning to the re-
commendations and advice of a mentor, whose role
is carried out first by the father, and later by the spou-
se, which causes fierce criticism of modern femi-
nism and LGBT adherents, the following should be
noted. To express women's intentionally inherent
activity, based initially on feelings, the historically
formed tradition of representing her ideas through
the perception of the Other is absolutely adequate,
leading One to a state of abstraction from the in-
sufficiency of reality due to various circumstances,
and, thus, giving impetus to a woman to make
the most adequate decision in the existing condi-
tions for an optimal result.

Just like the representatives of the great ancient
classics, supporting a clear division in the realisa-
tion of destiny, that is, the established dominance
of men over women derives from natural differenc-
es in the process of procreation, when “one must
be active and strong, the other passive and weak:
it is necessary, so that one shows and carries out
his will, and it is enough that the resistance of the
other is not too stubborn» [6, p.547]. A woman'’s
task is to win over the dominant man. Constantly

pointing out the natural close relationship between
the sexes, the educator, at the same time, argues
for the inequality of bodily and cognitive properties,
and also notes the dominant role of men in satis-
fying the requests (lust and needs) of women.
“It would be easier for us to live without women than
for women without us.” [6, p. 555]. According to
J.-J. Rousseau, women are not able to autono-
mously adapt to the outside world, but have abso-
lute power over a man in accordance with the laws
of nature in consolidating the units of attack
and defence, the strength of one and the weekness,
shyness of the other, which has enslaved the first
with its weakness [6, p.547].

The original apogee of the diagnosis of women'’s
limitations seems to be the scientist’'s conviction
that it is impossible for them to carry out scientific
work: “research into abstract and speculative truths,
knowledge of laws, scientific axioms, and all kinds
of generalisations are beyond the power of a wom-
an; she should acquire knowledge of only a practical
nature” [6, p.587]. Confident that women have no in-
clination to develop brilliant creations, J.-J. Rous-
seau postulates that she needs thinking to conduct
a dialogue with her husband on various issues and rai-
se children. He is critical of women engaged in sci-
entific research in connection with ignoring gen-
der obligations and choosing male competencies.
It is more than obvious that, in relation to modern
realities, the definition of “out of place” would cause
some bewilderment among the powerful women
of Russia who prudently realise the potential
of motherhood and marriage. However, since one
of the main interests of a woman is her natural
destiny in the birth and socialisation of children,
the preservation of the family hearth, it is also clear
that his vision of a woman'’s role prefers feminist
attitudes. Jean-Jacques Rousseau sees the digni-
ty of a lady in obscurity, glory in recognition from
her husband, and her spiritual satisfaction in the well-
being of loved ones [6, p. 617]. It is clear that in
the opposition between the mother of the family
and the learned lady, the categoricalness of the en-
lightener is addressed to the latter.

The highly dialectical nature of the enlightener's
views continues in the condemnation of men'’s at-
titude towards the fair sex in their manner of han-
dling "these humiliating and mocking compliments,
to which they do not even try to give the appearance
of sincerity” [5, p.150], referring to the exempla-
ry experience of the ancient polis in true respect
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for women. Based on the above, one can see Jean-
Jacques Rousseau’s definition of the essence of a wo-
man as primarily intended to satisfy social needs
in the reproduction and education of the next gene-
rations, for the implementation of which the need
to provide education, create conditions for main-
taining high moral principles and socio-psychologi-
cal preferences for her virtue is indicated.
Consequently, what is common to the conceptu-
al ideas of classical philosophers is, firstly, the iden-
tification of the dialectical nature of the “feminine”,
secondly, the statement of the important social role
of women, and, thirdly, the recognition of their abili-
ties to organise the life of society. As for the inter-
pretation of scientific heritage, in the opinion
of the author of the article, it seems scientifically
unproductive and too simplistic to take as an axiom
fragmentary negative, paradoxical statements about

women, sometimes reflecting situational dichoto-
my in social relations or the personal experience
of the subject of the evaluating judgment. The status
and role of a woman act as an indicator of the so-
cial state and changes, determined by the content
of spiritual, moral, artistic and creative conscious-
ness and activity as the basis of economic well-
being, and the proportionality of all ongoing pro-
cesses in society during a certain period. The entire
set of negative characteristics and contradictions
in the social structure are perpendicularly reflec-
ted in the behaviour and orientations of women
as the most mentally sensitive part of society. It is
this circumstance that is a verification of our atti-
tude towards powerful Russian women's expression
of the best personal, professional, spiritual, and cul-
tural values as an expression of interests.
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KINACCNYECKUME dNTOCODPCKME BO33PEHINA
O CYWHOCTN XEHLWWHBI: OMNbIT PEGJIEKCUNI
B KOHTEKCTE BJIACTU

AHHomayus: HauvHas ¢ 2000-x rogoB B Hay4YHOM CO-
obLiecTBe 0g4HUM M3 Hanbosiee JNCKYCCUOHHbIX BbICTY-
naeT BOMpPOC reHAepPHOro COOTHOLLEHNS B POCCUACKOM
VICTe6.I'IVILIJMEHTe, y4yactna U poan XeHLWKnH B O6U.l,eCTBeH-
HOM XM3HW. ViccnegoBateny NpenmyLLIECTBEHHO CKAOHHBI
onpeaenatb XapakTepucTtnkun, ykasbiBarowime Ha gUCKpu-
MUWUHaALMOHHbIE NPaKTUKN WUAK pasnnyHblie GOpMbl acuM-
MeTpVM BO BJIACTHOM MPOCTPAHCTBE CO CCbIIKONM Mpexae
BCEro Ha NCTOPUYECKM COXPaHUBLLMECH BO33PEHMNSA Kaac-
CUKOB GUNIOCOPUN Ha MPUPOAY «<KEHCKOTO», B KOTOPbIX
OTpa>keHbl yKOpeHunBLneca Tpagnumn noguymMHEHHOro
NONIOXEHNA NpejcTaBuUTeNbHNUL, c1aboro nona B CBA3M
C He0CTaTOYHOCTbIO MPUPOAbI PaLMOHaNbHOMO NO CpaB-
HEHUIO C MY>XUMHON. Ha ocHoBe Ppunocodcko-KyabTypo-
Nornyeckoro aHannsa punocodckmx naen 1 Bo33peHun

Mpo6nema XeHLWMH BO BAACTU UCCaesyeTcs
COBPEMEHHBIMU YUEHbIMU B 3aBUCUMOCTU OT PYHK-
LMOHaNbHbIX, CTaTyCHO-POAEBbIX, KOMMYHWKATNB-
HbIX, MCUXONOTUYECKUX N APYTUX XapaKTEPUCTUK
UX XWU3HU U JeAaTeNbHOCTU. MHorve 3anajHble 1 poc-
CUICKME NCCNeAoBaTENN YKa3biBarOT Ha 06LWEeMMPO-
BYHO MPAaKTUKY reHAepHOl acCUMMeTpun BO BAaCTU
CO CCbUIKOWM Ha UCTOPUYECKN YKOPEHEHHYH ANC-
KPUMWUHALMOHHYH MOJUTUKY B OTHOLLUEHNWN XKEH-
LLMH, NOAKPENAAA BbIBOAbI B TOM UMCAE CCbINKAMM
Ha naeun GrIocopoB NPOLLIOrO, OTPAXKAOLLMX B CBO-
NX NpeACTaBieHNsAX obLLecTBEHHbIN 3anpoc. Jen-
CTBUTE/IbHO, CTAHOBUTCA MPUBbIYHLIM BCTPEYaTb

AHTUyHOCTH, CpesHeBekoBbA 1 HOBOro BpemMeHu B cTaTbe
NpeAnpUHUMAETCS NOMbITKa BbIABAEHUS Hanbonee cooT-
BETCTBYHOLLEN penpe3eHTaLmMmn NPeACTaBAEHNI O XeHLLUHE
B Pa3/INYHbIX MPOSBAEHUAX €€ CYLLHOCTU, QYHKLMIA 1 06-
LLLeCTBEHHOTO cTaTyca. o MHeHWto aBTopa JaHHOM CTaTby,
HeobxoauMM GMN0CODCKO-KYNbTYPOSOTMUECKNI NOAXOA,
NCXOAR U3 3TUMOJIOTMYECKOM U CEMaHTUKO-CMbICIOBOM
cneumouKkn NeKCUKY, NPUCYLLEN KOHKPETHOMY Nepuoay
[/191 BbIIBJIEHNSA ANANEKTUYHOCTU UAEN O «XKEHCKOM», OTpa-
>KatoLWmUxX 0COHEHHOCTM Ky/IbTYPHOIO CO3HaHWUsA obLecTsa
N MPOUCXOAALLUX NPOLLECCOB U OTHOLLEHUIA B COLMO-
KyNbTYPHON peanbHOCTU.

Knrodessie c108a: «KeHCKOe», XeHLMHa, MHTEPEeCh!
B/IACTHbIX XXEHLLUH, POCCUNCKMNE XKEHLLUHBI-PYKOBOANTENN.

Cywiecmesyem 08a cnocoba komaHooeame xeHujuHod,
HO HUKMO UX He 3Haem.
®p3sHKk Xabbapd

Hacmosuwezo Myx4uHy 8UOHO NO XeHUjuHe.
Bnaducnae Mxewjux

cpean UccnefoBaHU POCCUNCKMX YUEHBIX KPUTUN-
Ky OTCYTCTBMA WAMN HEAOCTAaTOYHOCTN paBeHCTBa
BO BAACTW, M3HaYaNbHO 3aHMMas Cy6beKTUBHYHO no-
31LMI0 B 0TOOpE M HayYHOW OLeHKe aHann3supye-
MbIX UCTOpMYeckmnx GopM punocodckort pedaekcum
npun obpalleHn NPUCTaibHOro BHMUMaHNA AnLb
K PpaKkTaM HeraTMBHOW OLLEHKM MOJOXEHMA U POM
>KEHLMHbI B XM3HU obulecTBa [2].

CraBLUME XPeCTOMAaTUINHbLIMMW BblpaXXeHHbIe B OT-
JeNbHbBIX MbICNAX BO33peHna ¢puaocopos AHTUYHO-
ctn, CpeaHeBekoBbs 1 HoBoro BpemeHn o npupoge
XKEHCKOrO HY>X/JatoTCA B KOHTEKCTHO MHTepnpeTa-
TVBHOM, NPaBUIbHOM MPOYTEHMM TEKCTOB, UCXOAS
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U3 3TUMOJIOFMYECKOW 1 CMbIC/IOBOW CleulnduKm nek-
CUKM, NPUCYLLINX KOHKPETHO TOMY WIN NHOMY CTO-
NeTuio B NpoLwwioM. B faHHOM KOHTEKCTe BHUMa-
TENbHOMY PacCMOTPEHUIO, HanpuUMep, NOANEXNT
He cTonbko pemapka Cokpara, ogHaX bl OTMETUB-
LLEro C FOMOPOM MPUYMHY CTaHOBAEHMA duaocodom
(B cBA3M C NA0OXOM XeHoM, 6aarogaps xe xopoluen —
byaeLlb UCKAOUEHMEM), UTO HE HOCMNO XapaKTep
aBTO6MOrpadMUHOCTM NO OCHOBAHUIO XXEHUTLObI
MblCANTENs NoYTK Ha 20 neT nosxe NPUHATOro
MM peLleHnsa NOCBATUTbL Cebs MOSHOCTbIO 3aHATU-
AM HayKOW, CKOJIbKO COXPaHUBLUMECA KOMMEHTapum
VAW LUTaTbl €ro AManoroB € ydyeHukamu. Mpume-
HUTENbHO K NPeAMEeTYy Hallero aHaam3a B KayecTee
KpuTepmeB NybAMYHOIO 1 YaCTHOrO B MHTEpecax
POCCUNCKMX XXEHLLMH, BCTYNUBLUNX B PaHT MNPUHUN-
MatoLLMX peLleHne (a 3HaUUT, OTHOCALLMXCA K In-
Te), KaK MX XapaKTePUCTUKN MOXHO 3aJeCTBOBaTb
cnepytowne naen Cokpata B COCTaBAEHUMN LLEEHHOCT-
HbIX «MOPTPETOB» BAACTHbIX XXEHLUMH (0bnagaroLmx
B/IACTHbIM PECYpCOM): Niyyllee B XXU3HWU — 3TO Mo-
CTOSIHHOE CTpeMJieHne CTaTb coBepLUeHHee; boraT-
CTBO W Be/IMYME He NMPUHOCAT HUKAKOTrO JOCTOMHCTBS;
CyLLECTBYET TONbKO OAHO B1aro — 3HaHWe U TOJIbKO
OZHO 3/10, BbIpPaX>K€HHOE B €ro NMPOTUBOMOJOXHOCTY —
HEBEXeCTBO; B Apy>Xbe cOCTOUT LLeHHOCTb Nt0bo-
ro obweHunsa mexay ntogbmu. Kak nokasbiBaet
OMbIT AMMUPUYECKMX NCCAEA0BaHWI, yNipaBAeHLLbl-
>KEHLWHBI BbICOKOTO paHra, 4eNCTBUTENbHO Ha-
XOAATCA B COCTOAHWM MOCTOAHHOTO AYXOBHO-
JNMYHOCTHOrO CaMOpPa3BUTUSA; KakK Npasuio, nbera-
FOT AeMOHCTpaumnm ceepxbaarononyuma n cyne-
PU3BECTHOCTY; CUCTEMA LLEHHOCTHbIX KoopAuHaT
BKJ/IHOYAET BaXKHENLIYHO KOHCTaHTy oboralleHus
NpPakTM4eCcKoro onbiTa crneunasn3npoBaHHbIMU
HOBaLMAMWN U MHHOBALMAMM; Ha KaXKAOLHEBHYO
paboTy pacnpocTpaHAroTCA NPOABAEHNA MaTePUH-
CKOTO WM APY>KeCKOro naTpoHnpoBaHuns (3aboTa,
BHMMAaTENbHOCTb, Ky/IbTypa 3MnaTum).

Ham npegacraBaseTcs, UTo B yCNOBUSAX COBPEMEH-
HOW aKTyasm3aLumn poan pykoBoautenei guiocopus
CokpaTta npegoctaBaseT BO3MOXHOCTb Bepuduka-
LU LLeHHOCTEN 3AUTbl B MOJb3Y XeHLWMH. [Tockonb-
Ky B BblpaxkeHnn «[o3Hal camoro cebs» peub naet
0 MO3HaHWW CYLLIHOCTM YeI0BEKA, €ro AyLle, NOA KOTO-
POl OH NMOHWUMaeT pa3yM (CMOCOBHOCTb MbICAUTD)
M coBecTb (HpaBCTBEHHaA JOMWHAHTA), TO B Lieseno-
NaraHum CoBepLUEHHON aylly aenaeT gobpogsertens,
B CBOIO O4epefb CBA3aHHasA C AAOLWMM MOHUMa-
Hwe cyTh H6nara no3HaHMeM — 6e3ycNoBHbIM GaKTO-
POM COBEpPLUEHMSA NMONOXKMTENbHBIX AesHWNIA. U 3aecb
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yepes OTCYTCTBUE MPOTUBOPEUMIN MeXAY AobpoaeTe-
NbHO 1 Pa3yMOM Kak pa3 HenocpeACTBEHHO XXeHCKoe
MblLAeHMEe Hanbonee 6A13KO K OTKPLITUIO J06pOro,
npekpacHoro u cnpaseanBoro. IMEHHO XeHLLMHa,
OPUEHTUPYACL Ha AOCTUXKEHWE AN COXPaHEHWE CBO-
el lyYXOBHOW rapMOHNYHOCTN 6Oo/blLEe COCPeAOTO-
UeHa Ha UyBCTBE BHYTPEHHEN UCMONHEHHOCTY (a He npe-
MNMYLLLECTBEHHO B HaCcAaXAeHWWN BeLlaMUn BHELLHEro
MaTepuanbHOro Mupa), u Hambonee cyactamea (ue-
NIOCTHa Kak NMYHOCTL) Baarogaps AyLWeEBHOW yno-
pPAAOYEHHOCTU 1 f06pOAEeTeNbHOCTY, B OTINYNE
OT 6O/IbLUMHCTBA MY>UMH, HaLleNeHHbIX YETKO, pa-
LUMOHaNbHO AOCTUraTb MPakTUYECKUX Pe3yNbTaToB.
B 3pesom nepuoge, korga Aambl NPOLLV BCE BUAbI
npodeccMoHanbHbIX, COLMANbHO-KNU3HEHHBIX (CEMbS,
Apy>x6a) N TeNecHo-aHTPOMONOrMYecKnx (AeBoY-
Ka-JeBYLUIKa-XeHLUMHa) MHULMALWIA, OHW CNOCOGHbI
Ha MakcumanbHoe camoobnasaHmne, ceobosy, NCXO-
AAWLY0 OT JOMUHUpPOBaHUA (rocnoacTea) AyLmn
Hag, buonornyeckmMmmn MHcTMHKTamu. Mo Cokparty,
HaLeNIeHHbIN K MyAPOCTU YeNoBeK AOXEH A06M-
BaTbCsA BAACTM Haj CBOMM TEJIOM, OCHOBbIBasICb
Ha CBOWX AobpoaeTensx.

MnaToH OTHOCMACA K XEHLLMHAM KaK KaTeropuu-
HO, TaK N HEOAHO3HAUHO, CYAs MO COAEP>KaHNIO Hau-
6onee 3HaunMbIx gmanoros «[np», «focysapcTBo»
N «3aKOHbI», B KOTOPbIX NPOCAEXMNBAETCA HE CTO/b-
KO 3BOJIOLMSA €ro B3r/s40B Ha MPUPOAY XKEHCKOTO,
CKOJIbKO pa3/inyHble COBMECTHbIE C yunTenem ped-
NlekcMmn No AaHHOMY BOMPOCY, CMEHMBLLMECA €ro KOH-
LenTyaabHbIM MNOAXOAOM B BOMPOCe pacnpesene-
HWUA 1 peryanpoBaHmsa GYHKLUWN CUIBHOIO U cia-
60ro No/N0OB, NPOMNUCaHHbIX B TEOPUW UAEANBHOIO
obLectBa. UTobbl He BMacTb B COCTOsSIHME 3aMeLla-
TEeNbCTBA MPU MOTPY>XKEHNU B UTPOBbIE AUCKYPChI
CokpaTa 1 ero y4yeHuKoB, cTaBslmne 6onblue
BapuaTUBHbIe BOMPOChI, YeM OTBETbI Ha HUX — Nepeit-
AeM K KOHKpeTHbIM ngesam lNnatoHa. OH nepBbiM
CTaBWT BOMPOC O CMOCOBHOCTM XXEHCKOW YacTh 06-
WecTBa NPUHMMAaTb HapsAay C My>XUMHaMK yyacTme
BO BCeX BMAAX AeATe/IbHOCTW, BKNOYAA BOEHHOE
4eno, ans yero cnegyet obyyatb UX B «TUMHACUAX»
dunocodun, noanTuKe, AnTepaType, «<Mycuyeckum»
N TMMHACTUYeCKMM MCKYCCTBaM, a Takxke BAaZeHWUIo
opy>Xunem n BepxoBon e3ge. NoguepkHYB OCHOB-
HOe OTAnYMe PenpoAYKTUBHOIO MOPsAKa, a Takxke
YNOMSAHYB Ha NPUPOAHbIE NYKAaBCTBO, CKPbITHOCTb
N HEKOTOPYO 6ecnopsagoUYHOCTb YacTh YesoBeye-
CKOro poJa, BABOE MpeBbIakoLLe Mo KOANYecT-
BY MY>KUYMH, MbICAUTENb OTMEeYaeT ObLeCTBEHHYHO
HeobXx0AMMOCTb NPeOCTaBAEHNSA XEHLLMHE JOCTYNa

KO BCEMY M Bblbopa XEHLNHON B COOTBETCTBUN
CO CKJIOHHOCTAMMW, BBOAA AnA Haarononyyumsa rocy-
fJapcTBa yAy4lleHMs B 3aKOHbl K O4MHAaKOBOMY
NnonoXxeHuo obonx nonos [4, c.233]. Bo nsbexaHue
adpdekTa «NONOBUHHOCTM» YCTAHOB/IEHHbIE OObI-
yau, no MnaToHy, AOMKHbI 6bITb 06A3aTENBHO Nepe-
CMOTpPEHbI A5 YYaCTUA XEHLMH, B YaCTHOCTMY,
B 06X cCOBpaHNAX N 3aHATUSA TOCYAaPCTBEHHbIX
[AOMKHOCTEN. B pe3synbTaTe npoBeseHns npaBuib-
HbIX 3aKOHOAATENbHbIX pedhOpPM rocysapcTBO CTa-
HeT «BABOE bonbNM Brarogaps eauNHCTBY TPYAOB
n uenm» [4, c.257].

Ham 6aun3ka no3umuma yyeHon Xutpyk E.b.
O HenpaBWAbHOCTN OTHeCceHUs nosuuun MNnaTtoHa
K CeKCM3MY Uan GeMMHN3MY, BbICBETUBLLEN KayecT-
BEHHOCTb €ro Noucka UCTUHbI B JaHHOM BOMpPO-
ce: «...HeobxoAMMO N3MeHUTb 0bblban 1 BBECTU
cneunanbHble 3aKOHbl A5 TOrO, YTODbI XKeHLLMHa,
NMOYyBCTBOBaB CBOK 3HAUMMOCTb U OTBETCTBEH-
HOCTb, cMOrna 6bl NPOABUTL CBOW JlyYLLMe 334aTKu
1, Taknm o6pa3omM, NoATBEPAUTL CBOE NPUPOAHOE
PaBEHCTBO MO OTHOLLEHMNIO K My>XuunHe» [9, c.47].
VIHTepecHO OTMETUTb, YTO HECMOTPA Ha MHOXECTBO
€MKMX OLLeHOYHbIX CY>XAEHUN O HEMONHOLEHHOCTH
XKEHLLMH, UX NPUPOAHON cnabocTn, HepasyMHOCTH,
YYBCTBEHHOCTW, GUIOCOP BHOBb M BHOBb OO6BACHA-
€T 3TO MOZENbIO AYyannCTUUECKMX NPeACTaBAeHUN,
CHOPMUPOBABLLNX COMHUTENBHYIO TPAAULNIO Beae-
HWA cyrybo fOMallHEero Xo3ancTea u AeTopoxae-
HWS, TO eCTb BbIABASET COLMANbHO-UCTOPUYECKME
NPUUNHBI TEHAEPHOW aCUMMETPUK, U NPOJOXKAET
HacTamBaTb Ha MO3NLMW COOTBETCTBYHOLLLEN coLma-
NV3aLUnmM KEHLWH, OA4MHaKOBOro obpasoBaHua
AN BCEX, LOMKHOCTHbIX Ha3HAYeHMM NO CNOCOBHO-
CTAM W CKJNOHHOCTAIM, YKa3biBas fJaxke Ha NpeBoC-
XOZA,CTBO XEHLLMH B HEKOTOPbIX Cy4asnx Ha npumepe
dunocodpum. Kak NoganHHbIN yUYeHbI, OH paclumpset
BOCMpUATME BbITUA Yepes AnanekTnyeckme npuHLm-
Mbl @aHanM3a CyLIHOCTU ABAEHWIA, HE OrpaHNUnBa-
ACb 4OrMaTU3MOM WAU OAHO3HAUYHbIMUK TE3MCaMU
BO BCKPbIBaeMbIX MPOTUBOPEUMAX, UTO NMO3BONIO
BMepBble 33010 A0 HaLUMX AHEW yKa3aTb Ha 06bek-
TUBHbIE NMPUYMHbBI PaCCMaTPUBATb XEHLLMH Kak paB-
HbIX MY>XUWHaM, BKAOUasa gaxe chepy NnpuHATMA
peLeHnn n Gunocodckyo Hayky.

ApuctoTenb B cBomx TpakTatax «O BO3HWKHOBE-
HWUW XXMBOTHbIX», «[T03TnKa» 1 «loanTtrnka» ninaraer,
UTO MOANMHHBIM 1aBON CEMENCTBA W NONNCa ABNSA-
€TCsA MY>XUMHA MO OCHOBAHWMIO ONpeseneHuns akTnB-
HoW GOpMbI (AyLUM) NOCPEACTBOM BUONOTMUYECKOTO
ON/JI0A0TBOPEHMNS NACCUBHON MaTePUM (KEHLLMHA —

BOCMNPUHUMAOLWLUIA COCYA,...), BOCMPUHMMAsN XKEHCT-
BEHHOCTb KaK MPUPOAHbIN HEAOCTAaTOK U OAHO-
BPEMEHHO Kak rlaBHOe JOCTOMHCTBO, COCTOsLLEee
B BOCMpOM3BOACTBe poga [1]. Mo yTBepXAeHMIO MbIC-
NNTeNs, yMO3PUTEIbHOTO PaBEHCTBA He CyLLecTBY-
€T, MOCKObKY B pPeasbHON AaHHOCTU OHO JOAXHO
6bITb BbIPaXXEHO B TOXAECTBEHHOCTU BCEX CBONCTB;
cneundurka TeNECHOCTU MYXKCKOTO M XXEHCKOro
TeM caMbiM OBYCNOBMBAET WX FPaXKAaHCKOe 1 MNOMn-
TUUeckoe nosioxeHue B obwectse. OH UETKO MOCTY-
JNPYET: My>UMHa NO CBOEW NPUPOAE BbILLE, @ XXeH-
LWMHaA — HWXe, YTO CTaBWUT MepBOro BAACTBOBATb,
BTOPYH — HaXxoAWUTbCs B NoAumHeHun. Kputnuec-
KV MpunuceiBas ciabomy rnosay MCKAUNTENbHO
6uonornyeckme GYHKLMK, acCoOLMMPYA ero € xao-
COM U pacrionarasi Ha HUXXHEeN CTyneHn nepapxm-
YeCcKoro yCTpOMCTBa, BMECTE C TEM OH OTMeyvaeT,
UTO XXEHLLMHe CBOMCTBEHHbI 6aaropoacTBO 1 cro-
COBHOCTb pellaTtb, HO NULIEHHOW BaiNUAHOCTH
(TO eCTb AENCTBEHHOCTN); MY>ECTBO XXEHLMHbI CO-
CTOWUT B MOAYMHEHNWN (MOBUHOBEHMM), OTHOCA TakXKe
K ee jobpoaeTensiM KpoToCTb, TepneHune. Myxum-
Ha B CBOEW CyLHOCTW 6oJbLIe NPU3BaH K PyKOBOA-
CTBY, NMOCKOJIbKY OH B OT/IMUME OT XKEHLLMHbI 3penblii
N CTapLUWiA, ABASIOWNNCSA ONULLETBOPEHMNEM AYyXa,
YCTPEMIEHHOrO K HOBbIM CBeplueHnaM. OueBna-
HO, Kakune-To ObLLeCTBEHHbIE NpeLeseHTbl NpuBenu
dunocoda Kk MbicIM 06 OKazaHUM BPeAOHOCHOCTU
Ype3MepHO MPUBOJILHOIO MONOXEHWSA XXEHLLNH
ANA TNaBHOW LEenun rocyapCcTBEHHOro YCTPOMCTBa.
TaknMM obpasom, NpuaepxxnBaroLLniica naTpuap-
XaNbHbIX B3rNfj0B APUCTOTENb HEe OTKa3blBaeT
npekpacHoMy noay B 6a1arogeTensx, a MMLLb yTOY-
HSIeT YCTaHOBKY B CO3AaHMMN Hanbonee yCTOMUMBOM,
CTPOMHOW FrocyapCTBEHHOM CUCTEMbl B 0becneye-
HWUM NPOYHOCTUN XM3HW 0BLLEeCcTBa NPU JONXKHOM
NnaepcTBe My>XKUnHbI. JlaHHOe yMOo3aK/ItoueHne anoc-
Tepropu NOAJEPXKMBAETCA COBPEMEHHbIMW NpeACTa-
BUTENbHULAMWU POCCUIACKOW 3NNThI, KOTOPbIE Aaxe
B YC/NIOBMSAX 3aHATUA CEPbE3HOM NO3MLIMM B CTPYKTY-
pe NPVHMMAaIOLLMX peLlleHne HayaabCTBYHOLLMX L,
Kak NpaBuao, pacCMaTpMBatoT ynpaBieHYeCKUA CTa-
TYC KaK BTOPWYHBbIN, 3CCEHLMANNCTCKN n3bupas nyTb
ycepaHol paboTbl «B TEHW» U JOBOJILCTBYSAChH JOCTU-
XXEHNEM BUAUMbIX Pe3YAbTaTOB, He TepAs NPW 3TOM
aKLeHTa Ha NEPBUYHOCTU JIMYHOM XXU3HW.
3HaunTenbHO BnaroxenaTesibHee K XXeHLMHaM
OTHOCW/ICA He MeHee BblJatoLLMACA yueHbll MNnda-
rop [4], nocnegoBaTeNbHO OTCTaMBan NUX BaXKHYHO
PO/b B XMU3HeaeaTeNbHOCTU obLlecTBa, yupeans
cekTop B [ndaropeickom corose No NOCTUXEHUIO
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SKEHLMHAMW CMbIC/1a U 3HAUYEHWI AyXOBHO-00ps-
[ OBOW KYAbTypbl C OCBOEHUEM CaKpasibHbIX 3HAHWUI
0 cBoel boxecTtBeHHON MUccUn. B naeax n yctaHoB-
NeHusx Mudaropa gamam npegHasHa4yeHO OTKPbI-
BaTb chepy SH06BM Kak YypoBeHb CybCTaHLUManbHOro
npeobpaxeHuns cepael, ABOUX C COOTBETCTBYOLLIEN
HanpaBAEeHHOCTbIO KaXA0ro, UTo B UTOre yepes
BbICOKOE CNMAHWE BeAeT K rapMOHUUYHOMY COHO3Y.
B ero Tpyaax Myxckas cvna npeAcTaBaeHa Kak Hava-
IO TBOPYECKOTO AyXa, XEHCKOe MPEeBOCXOA-
CTBO — KBWHT3CCEHLMA NAACTUUYHOCTM NPUPOAbI.
B npouecce TenecHoro 1 AyxoBHOro CoeinHeHns
3TUX IHEPruiA BO3HMKAET HEYTO MPPaLMOHaAIbHO HO-
BOE — HeKMin MakpokocMm. «To ecTb Mudarop ynotpe-
61N Te31ChI, COOTBETCTBYOLWME NPUHLUMIaM VIHb-AH.
OH SIBHO MPOAEMOHCTPMPOBAJ, UTO CUUTAET MY>KUMHY
Y XKEHLUMHY OAHVM LIeNbIM, @ 3HaUUT, UX MECTO 1 pon
B 06L1,eCcTBE OANHAKOBO BaXKHbl U Hy>XHbI» [10, ¢.94].

B nocneaytowem B 31AMHUCTUYECKNX YUEHUAX
AOMMHAHTHOCTb MOPaAbHOIO JOJIKEHCTBOBaHMA
M NoBeAeHUs YenoBeka npueena K USMeHeHUsM
BOCMPUATUA CYLLHOCTM MY>XXUUH U XXEHLLUUH U apry-
MeHTauumn 60/bLIero MAENHOro paBeHCTBa reHae-
poB. MNpeacraBuTenb CTOMLM3Ma 3€HOH, B YaCTHOCTY,
OTMeuan oTcyTcTBUE Y APY>KObI KPUTEPUEB MO BHELLHEN
dopme (My>KCKaa nan XXeHcKkasa o4exaa), a 4nsa onpe-
JeneHnsa xapaktepa YyesoBeka npeanountan obpa-
LLaTh BHYMaHWE Ha ero HPaBCTBEHHOE MPOSsIB/IEHME
BMeCTO MOA0OBbIX Npu3HakoB. CeHeka conngapusy-
€TCA C HUM, NPK3bIBaA UCMbITbIBaTb, BEPUOULNPO-
BaTb MOJAJ/IMHHOE B MY>XXUYMHE Yepes ero n3bpaHHuLly.
Ccbinasacb Ha Mapka ABpenuvs, MbiCInTeNb roeo-
pwa O Upe3MepHOM YAOBIETBOPEHHOCTN NMpeacTa-
BUTesIell BnaropoaHOro nosa n HecnocobHoCTH
K HacTosiLLeMy nepexXnBaHuio, AyLEBHbIM MOUC-
KaM, OLLYLLIEHNIO CUNBbHBIX MHTEHLMOHAbHBIX YYBCTB,
BeAYLUMX K APKUM MOCTYNKaMm A/ naccuu, B TO Bpe-
Mf KaK Aame npeAocTaBAfeTCa NpaBo BbICTynaTtb
Cy6bEKTOM BCENEHCKOrO CMbIC/1a — BO3BbILLIEHHOW
ntobBu. B Lesom, cTommsm LeHHOCTHO OTHOCKACS
K MHCTUTYTY CEMbW, YTBEPXKAAsA, UTO COO3 JO/MKEH
ONMpaTbCs Ha AyaibHYt0 OCHOBY — FapMOHMIO AyLUN
W Tena B BbICOKOM CMbIC/l€ 3TUX CNOB, UTO 0DO3Ha-
UMNO NO3JHEE BEKTOP MHTEPMPETaL MM KaTeropuin
«MY>XCKOE» N «>KEHCKOe» B CPeAHEBEKOBOWN XPUCTU-
aHckon punocodun. Takum obpasom, CToULM3M Aaet
HaM BO3MOXHOCTb MPOAO/IKNTb IOTMKY 1 0606LLeH-
HO MoAYEepPKHYTb 61aroTBOPHOCTb CONMAAPHOCTH
MY>XUMH U XXEHLUNH HE TOIbKO B UHTUMHO-JINUHbIX
N CEMEeNHbIX OTHOLLEHWSAX, HO U B NMPOdeccroHasb-
HOW — ynpaBneH4eckol chepe. CnepyeT Npu3HaTh,
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yTO B NMOCAeAHMe rofbl Bce Bo/blle POCCUACKMX
>KEHLMH, MOTUBMPOBAHHbIX Ha NyBANYHYO ynpaB-
NleHYeCKyto AefTeNbHOCTb, MHTEHCMBHO BBOAATCA
BO B/1IaCTHOE MPOCTPaHCTBO C NPAaBOM COBMECTHO-
ro NPUHATUA PEeLIeHN B KOainLUmM C My>XK4YnMHa-
Mu. Tak Ha3blBaemMas MeXreHAepHas CoNnAapHOCTb
N COTPYAHWYECTBO CTaN y>XKe 3aKOHOMEPHO Mpo-
SBASIEMbIMY XapaKTEPUCTUKaMM B OOLLEeN HaLeneH-
HOCTW K YKPEMAEHUIO MONNTUYECKON CTabnabHOCTK
Ha ocHoBe cbanaHCMpPOBaHHO, YCTOMYMBO pa3BuBa-
HOLLLEMCA COLMabHO-3KOHOMUYECKOMN chepbl C ONTH-
MU3NPYEeMOW NOoJ COBPEMEHHbIe U3MEHAIoLLNECH
YC/0BUS HOPMaTUBHO-NPaBoOBOW Ha3oW.

Xl Bek kak anorei [lyxOBHOM CXONACTUKMN B KOH-
TekcTe XpuctuaHckoro borociosua n punocodun
ApucToTens nogapwa Mupy BbigatoLerocs ¢puaocoda
®omy AKBMHCKOrO, M310XMBLUErO B TpyAe «Summa
Theologika» cob6CTBEHHYIO NO3MLUIO C KOHLENTY-
annsaumen nona c HrLaHcamMn amb1BaNeHTHOCTU
O TOM, YTO MY>XXUYMHa BbICTyNaeT B KayecTBe Ha-
Yasa M KOHLLA XEHLLMHbI B COOTBETCTBMU C 3K3U-
CTEHUMaNbHO-UPpPaLMOHanbHON ycTaHoBKOW BOTA
kak Hauana n KoHua Bcero. Haw nccnegosatens-
CKWW NMeTeT BbI3blBaeT GakToNornyeckas TO4HOCTb
onpegeneHnin. lencrentensHo, OTel, nopoxaaeTt
CBOO f0Yb (M MO NPU3HAHWUIO BONBLUMHCTBA MYX-
UMH — YacTo NtobUT ee TpeneTHee, YeM COBCTBEH-
HbIX CbIHOBEI), 1, B C/ly4ae pucka noTepu CBOEro
HacraBHuka, ctapwero bpata, PykoBoautensa
nnn Cynpyra HacTosALas XeHLWMHa, HajeNeHHas
raMMOM YyBCTB 1 Pa3BUTOM AYXOBHOCTbIO, HaBceraa
obpeyeHa MeHTalbHO COOTHOCUTL cebs ¢ Tem, KTo ee
MHOTOMY Hay4u, OTKPbI1 HEBEPOATHbIE MPOABAEHUSA
chepbl bbiTHsA, CNOCOGCTBYA pa3BUTUIO UAeann3Ma
B €e MVPOBO33PEHNN — OCHOBOMOJArartoLLnX KOH-
CTaHT [JlyXOBHOrO ABUXEHMA K OOPETEHUIO rapMOo-
HWW, KOTOPOE N OTANYAET MMEHHO BAACTHBIX XEHLLWH
Pycn-Poccnn. Ham nccnepgosatenbCkn MMAOHUPY-
eT 1 To, UTO eBponericknin borocnos nepdekumno-
HUCTCKU NPaBUIbHO OMpPeAenna OHToNornYeckme
ocHoBaHus Bnactn B abcontoTHOCTN naTpuapxa-
Ta, PacnNpoCTPaHAIOLLENCA Yepe3 OHTONOTMYecKoe
cywecTBoBaHne boxecTBEHHOM BAACTN Haj MUPOM,
MOHapPX1YeCKON BAACTV Haj NojAaHHbIMK, U AeTep-
MWUHUPOBAHHOCTU MY>XXCKOFO Haj >XeHCKUM. Takxe,
kKak n y Apuctotens, ngen ®ombl AKBUHCKOTO
06 OHTO/IOFMYECKON HEAOCTAaTOUHOCTU XEHLLUNH
B CBA3M C MaTepuanbHOCTbIO, OTCYyTCTBUEM dOp-
Mbl, HALENEHHOCTbIO K AeATesIbHbIM JOCTUXEHMUSAM
conepexarTcsa C PacCyXAeHNnAMN o6 nx Bax-
HOCTM B COLManbHOM KOHTeHTe. B npogonxeHne

XpuctnaHckoro npouteHus MNucaHusa MHTepeceH
aHann3 6naropoAHOro cxonacrta B TOM, UTo, byay-
UM CO34aHHON 13 pebpa MY>KUMHbI, XEHLLMHA BbICTY-
naet paBHOW eMy, OCTaBasfCb B NMOAYMHEHHOM
MOJIOXEHWM, HO TeM He MeHee ObITb OfHUM 1 TEM Xe
no YenoBeYECKOW CYWHOCTU. «HeCOMHEeHHO,
UTO XXEHLUUHE Haanexano bbiTb CO34aHHON 13 peb-
pa My>X4uHbl (M BOT noyemy). Bo-nepBbix, YTOO®I
3TMM 0603HauYMTb COLMaNbHbIN CTaTyC COKO3a MYyX-
UMHbI U XKEHLLMHBI, MOCKOJIbKY XXEHLLMHA He J0/IXKHa
HW «rOCNOACTBOBATL Haj MY>eM», B MPOTUBHOM C/1y-
Yae OHa bbla bbl co34aHa 13 roNoBbl, HU HbITb pab-
CKMM 0BOpasoM MOAYMHEHHOW MYXY, B MPOTUBHOM
cny4yae oHa b6bina 6bl cozgaHa n3 ero nat» [7, c.271].
JaHHoe yTBepxaeHne 06beKTUBHO pacLLMpseT pam-
KW B TPaKTOBKEe reHAEepHbIX pasinunii ns moayca
NPUPOAHO YCTaHOBIEHHOW MaprmHaabHOCTA >KeH-
LWMHbBI MEXAY XXMBOTHBIMW 1 NKOABMU (MY>XUMHaAMM)
B CTOPOHY BOCMPUATUSA XEHLLUMHbI Kak Apyra u copat-
HWKa, AOCTOMHOrO JIto6BK BO BCEX €€ MPOosiBIEHUAX
B nepcrekTmBe Bcen xun3Hn. CornacHo Xutpyk E.b.,
«MPU3HaHME 3a OTAENbHbIMU XEHLLMHAMU UCKHO-
UNTENbHBIX JOBpOoAEeTeNeN, BaXXHOCTU MX yYacTus
B LLEPKOBHOW M CEMEWNHOM XXMU3HN B KauecTBe cec-
Tep BO XpuUCTe, yBaXkaeMblx MaTepen 1 Ntobumbix
>K€H HEM3MEHHO COCYLLEeCTBYeT B CPesHEeBEKOBbIX
TeKCTax C yTBepXeHNeM BTOPOCTENEHHOMO OHTO/IO-
rMYeckoro cratyca v 6e3yc/IOBHOrO MOAUYNMHEHHOTO
NONOXKeHNA XeHWwmnH» [8, ¢.206]. B pazsutme normkm
YyUYEeHOW cnesyeT ellle pa3 BbICBETUTb KOHHOTaLMIO
BNIACTHOCTU XeHWWH Pycn-Poccunn, nckaroyaroLyro
6€e30roBopoYHOE NepBEHCTBO, ANAEPCTBO, €ANHO-
JNIMYHOE rNaBeHCTBO, BEPXOBEHCTBO, FOCMOACTBO
B 3aHATWUM BbICLLIErO YPOBHS COLIMANbHON MepapXmn.
YcToMumMBOW TEHAEHLMEN BbICTYMNAET TO, YTO HalLK
COOTeYeCTBEHHULbI UCKAIOYALOT ANs cebs nHTepec
K 6peMeHn npasutens (Mepsbix JlL, rocyaapcTea,
KPYMHbIX KOPNopaLui 1 T.4.) Kak HeZoMyCcTMMO Ypes-
MEPHOro «My>KCKOro» B CBOEW yrnpaBaeH4eckol pabo-
Te C OCHOBHbIMW KOMMOHEHTaMW paLMoOHanm3ma,
OTBETCTBEHHOCTH, ;eNN0BUTOCTH, PE3YNbTaTUBHOCTY,
OpraHM3aLUnoHHOM CUCTEMHOCTH, 3a,eNCTBYEMBbIX
no onpegeneHuto B NpodeccMoHalbHOM CO3HaHUK
N LeATeNbHOCTM CU/IBHOFO MO, YTO NINLWHMWIA pa3
noATBep>KAaeT Hawy rmnoTesy o 6aaropasyMHoO-
CTW XEHLMH BO BAACTU KakK OAHOIO M3 LEeHHOCT-
HbIX CBOMCTB [lyXOBHOW rapMOHWNYHOCTML.

Vimes B BUAY, UTO Nyyllne NposABAEHUN KaTero-
pUN «MY>XCKOFO» BCErAa OTOXAECTBAANMNCH C Onuca-
HMEM paLMOHaNbHOCTW, CUCTEMHOCTH, YCTONUYMBOCTMY,
3HEepPrum, 3alUmTbl, MyapPOCTN, CMENOCTH, CAMOOTBEP-

XKEHHOCTW, Pa3yMHOM AMHAaMUYHOCTH, 61aropoacTBa
NMOMbIC/IOB U AeAHWUWA, OTBETCTBEHHOCTM, TO HaLLK
COOTEYECTBEHHULbI — MPeACTaBUTENbHULLbI XKEH-
CKOro CermMeHTa 3AuTbl — MpPeACTaBAstoT cobon
Ty YacTb NPOPECCMOHaNBbHOIO COObLLEeCTBa, Ha KOTO-
PYyto BO3/1araeTca OrpOMHbI 06beM PYKOBOAALLMX
bYHKLUNI, TPpeBYHOLLMX NPOSBAEHNUS NEPEYNCIEHHBIX
CBOWCTB. W, cyas Mo yBEIMUEHWIO B FEOMETPUYECKOW
NPOrpPeccun XeHLUH B POCCUIACKONM BAACTU — POJb
PYKOBOAUTENEN NONOXUTENBHO BOCAPUHUMAETCS
M KOPMOPaTUBHO CONNAAPU3YIOLLMMUNCA MYXXUNHA-
MU-ynpaBaeHLLaMW, N POCCUIACKUM HONBLUMHCTBOM.

3HameHuTbIR Punocod XKaH-XKak Pycco ykasbian
Ha LEeHHOCTb CAaMOKOHTPOS NOCPeACTBOM Pa3yma,
Korfa YeNoOBEK OMMPAETCA B CBOMX OpUeHTaLmaAx
He Ha MHEeHUs Apyrux o cebe, HO Ha onpeseseHHble
NPUHLMMNbI HPABCTBEHHOTO BCeObLLLEro 3aKoHOAa-
Tenbctea, O6wen Boan. MNMpuHMMas BO BHUMaAHWeE
MHEHME YUYEHOrO O MPaKTUYECKON HEBO3MOXHO-
CTW CaMOKOHTPOJIA A5 XXEHLLMH MO OCHOBAHUIO
HeZOoCTaTOYHO Pa3BUTOrO pasyma, 1, Kak CleAcTBue,
obpaluatoLmMxca Neprnognyeckn K pekoMeHaaumnsam,
coBeTaM MeHTOpa-HacTaBHMKa, POJib KOTOPOTo OCYy-
LLLeCTBAAETCA CHayana OTLOM, a B Aa/ibHenlwemM —
CYMNpYyrom, YTo BbI3bIBaeT APOCTHYHO KPUTUKY CO-
BpemMmeHHoro ¢emunHunsMa un agentoB LGBT, Heob-
XOAMMO OTMETUTb cnegytoee. [1na BolpaXkeHma
MHTEHLMOHAbHO NPUCYLLEN XEeHLMHAM aKTUBHO-
CTW, OCHOBaHHOW WU3HaYasbHO Ha YyBCTBaX, abco-
JIFOTHO aZileKBaTHa UCTopuYeckn chopmMmpoBaBLLAsCA
TpaaVLmMs penpeseHTauny ee naein yepes BOCNpw-
ATne Apyrum, npusoasawmm Tebsa B cocTosHME
abcTparmpoBaHuns OT HeL0CTaTOUHOCTM peasbHOCTH
B CWJIy Pa3/IMUHbIX OOCTOATENLCTB, U TaknM 06pa3om
CTUMYANPYIOLLLAA XEHLLMHY K NMPUHATUIO Hanbonee
afleKBaTHOrO pelleHns B CYyLLLECTBYHOLLMX YCAOBUAX
ANs ONTMMaNbHOrO pesynbTata.

Tak e Kak 1 NpeACTaBUTENN BbICOKO aHTUYHOW
KNaCCUKW, MOAAEP>KMBaAA YETKOe pasjeeHne B pea-
n3aunm npesHasHayeHuns, TO eCcTb YCTaHOBAEHHOE
AOMUHMPOBAHME MYXXUUH Hag XEHLNHAMW, BbIBO-
JWT 13 eCTECTBEHHbIX Pa3Nnumii B NpoLecce Nposo-
XEHUA POAa, KOrAa «OAUH JOKEH OblTb aKTUBHbIM
W CUbHBIM, APYrO — MacCVBHbBIM U CabbiM: Hage-
XXWUT, 4TO6bI OAMH BbIKa3blBaa 1 OCYLLLECTBAAN CBOLO
BOJIHO, U JOCTaTOYHO, UTOObI CONPOTUBAEHME APY-
roro 6b110 He CANLWKOM YNopHbIM» [6, €.547]. 3aaa-
Uy XXEHLLMHbI COCTaBAAET CTPEMJIEHNE pacnoiaraTb
K cebe rocnoAcTBYIOLLEro My>UMHY. MOCTOAHHO yKa-
3blBas Ha eCTECTBEHHYHO TECHYIO B3aMMOCBSA3b MeXAY
nosamu, NPOCBETUTENb, BMECTE C TeM, apryMeHTUpyeT
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HepaBHO3HAYHOCTb Te€NECHbIX U KOFTHUTUBHbIX
CBOWCTB, a Tak)Xe OTMeYaeT JOMMHMPYIOLLYHO POb
MY>KUYMHbI B Y40BJETBOPEHNM 3aMNpocCcoB (BOXae-
NleHua 1 noTpebHocCTel) XeHLWwmrHbl. «<Ham nerue
66110 Hbl MPOXUTL 6E3 XKEHLLMH, HEXENN XKEHLLMHAM
6e3 Hac» [6, c.555]. CornacHo X.-XK. Pycco, xeH-
LWMHbI HE B COCTOSIHUW aBTOHOMHO ajanTMpoBaTh-
€S K BHELWWHEMY MUpPY, HO obiagatoT abcontoTHOM
BNACTbIO Haj, MY>X4YMHOM B COOTBETCTBUM C 3aKO-
HaMu MPUPOAbl B CKPENJIeHUN eaNHUL, HanajeHus
M 3aMThl, CUAbI OAHOrO 1N KPOTOCTH, 3aCTEHUNBO-
CTW Apyrow, nopaboTtumeLlern cBoel c1abocTbio nep-
BOro [6, c.547].

OpwrvHanbHbIM anoreem AvarHo3a orpaH1U4YeHHo-
CTUN XXEHLLMH NpeACTaBAfeTcA yoexaeHHOCTb yYeHOo-
r0 B HEBO3MOXHOCTU OCYLLECTBNEHUSI UMW Hay4HOMN
paboTbl: «MCcCNes0BaHMA OTBEUYEHHbIX U YMO3PU-
TeNbHbIX UCTUH, MO3HaHWE 3aKOHOB, Hay4YHbIX aKCMOM
W BCAKOTO poja 0606LeHNs He NOJ CUY XKEHLUUHE;
el cnegyet npuobpeTaTb NO3HAHUA ANLb NPAKTU-
yeckoro ceowcTBa» [6, ¢.587]. byayumn yBepeHHbIM
B OTCYTCTBUW Y XXEHLLUUHbI CKNOHHOCTUN K CO34aHUI0
reHuanbHbix TBopeHnin, X.-XK. Pycco noctyaumpyer,
UTO MbILUJIEHWE eli HeobXoAMMO ANs BeAeHUs Ana-
Jlora ¢ My>eM Mo pa3/inYyHbIM BONPOCaM 1 BOCMM-
TaHWs geteil. OH KPUTUYEH B OTHOLLIEHUWN XXEHLLMH,
3aHMMatOLLMXCA HAaYYHBbIMWN U3bICKAHUAMW B CBA3M
C UITHOPVPOBAHNEM FEHAEPHOTrO A0/XKEHCTBOBAHUSA
1 BbIBOPOM MYXCKMX KOMMNETEHL M. Bonee uem oue-
BWAHO, YTO MPUMEHUTENIbHO K COBPEMEHHbIM pea-
AuamM y BaaropasyMHO peanunsyroLmx NoTeHuman Ma-
TEPUHCTBA 1 CyNpY>XeCTBa BAACTHbIX XeHLWMUH Poccunn
BbI3BaJI0 Obl HEKOTOPOE HeAOYMeEHMe onpeseneHne
«HEe Ha CBOeM MecTe» B CBfA3M C NyBANUYHBIM NON0-
>KEeHWeM, 3aHMMaeMbIM MU, HO NOCKONbKY OAHUM
M3 OCHOBHbIX MHTEPECOB XEHLLNHbI BbICTynaet
ee NpupoaHoe npesHasHayeHne B POXKAEHUN U CO-
LMannsaumnn geten, oxpaHeHU0 CEMENHOro oYara,
TO TaKXe ACHO W NpeAnoYTEHNE C ero BUAEHMNEM
POAN XeHLUHbI GEMUHUCTCKMM ycTaHoBKaM. JocTto-
MHCTBO fambl XKaH-Xak Pycco Bnaut B 6e3BecTHO-
CTW, CNaBy — B MPU3HaHUM CO CTOPOHbI ee My>a,
ee AylweBHOe y0BAETBOPEHME B Haarononyumm
61n3kmx [6, ¢.617]. MOHATHO, UTO B ONMO3MLUM MaTe-
pv ceMeCTBa N Y4EHOMN JaMbl KAaTEFOPUUYHOCTb NPO-
CBeTUTeNs aZpecoBaHa K NociesHeNn.

B BbICOKOW CTENEHN AMaNneKTUUYHOCTb B3rNsS40B
NPOCBETUTENS UMEET CBOE MPOAOJIKEHME B MOPU-
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LaHMW OTHOLUEHMSA MYXUMH K NPEeKpacHOMY noay
B X MaHepax obpallaTbCs «C 3TUMUN YHU3UTENIbHbI-
MW U HaCMELLJIMBLIMW KOMMAMMEHTaMU, KOTOPbIM
He cTapatoTcs NpuaaTh Jaxke BUAUMOCTb UCKPEH-
Hoctu» [5, ¢.150], ccbinascb Ha 06pa3yoBbIA OMbIT
aHTUYHOIO MOJINCa B UCTUHHOM YBaXEHWM K XKEH-
WwuHe. Micxoas M3 M3N0XEHHOro, BUAHO onpeje-
neHve XXaH->Kakom Pycco CyWHOCTU XXeHLWWHbI
B MpejHa3HayeHnn npexJae BCEro y4oBaeTsope-
HUsA ObLLEeCTBEHHbIX MOTPEeOHOCTEN B BOCNPOU3-
BOACTBE M BOCMUTAHUM CeAYOLWMX NOKOJEHWH,
419 OCyLLecTBAeHMA Yyero obo3HaveHa Heobxoam-
MOCTb NpesfoCTaBAeHUs 06pa3oBaHMs, CO34aHuMs
YCNOBWI AN COXPAHEHWS BbICOKMX MOPasbHbIX MPUH-
LMMOB ¥ COUMaNbHO-NCUXoN0rnyeckme npedepeH-
U1K ee 40OpOAETENBHOCTL.

CnepoBaTeNnbHO, EAUHBIM A5t KOHLLENTYa bHbIX
naen dnnocodoB-KNacCMKOB ABAAETCSA, BO-MEPBbIX,
BbISIBJIEHME ANANEKTUYHOCTU NPUPOAbI «XKEHCKOTO»,
BO-BTOpPbIX, KOHCTaTaL s BaXXHON COLMaNbHOM poan
XEHLUMH 1, B-TPETbUX — MPU3HAHMWE UX CMOCOBHO-
CTel K opraHv3auum xum3Hu obuiectsa. Yto kacaetcs
WHTEPNPEeTaLMii HayYHOTO HacNeAms, TO, MO MHEHUIO
aBToOpa CTaTbM, BUAWNTCA HAyUYHO HEMpPOAYKTMBHbIM
N CAULLKOM YMPOLLEHHBIM NPUHUMAaTb 3@ akCUOo-
My dparMeHTapHO-HeraT1BHble, NapajokcasbHble
BbICKa3blBaHWS O XEHLLMHAX, OTpaxatoLLme Nopon
CUTYaTUBHYH AUXOTOMMIO B COLMAsIbHbIX OTHOLLIEHM-
X MW JINYHBIV OMbIT CaMOro CybbekTa OLLEeHOUYHOro
cyxaeHus. CTaTyc, poJib XXeHLLMHbI BbICTYNatoT MHAM-
KaTOPOM OBLLLECTBEHHOrO COCTOSIHNSA U U3MEHEHWI,
onpegensieMblx Cofep>KaHNeM AYXOBHO-HPaBCT-
BEHHOTO U XyZOXECTBEHHO-TBOPYECKOrO CO3HaHWs
N esTeNbHOCTM KaK OCHOBbI 3KOHOMMUYeckoro baaro-
MOoy4Yns, COPa3MEPHOCTLIO BCEX MPOUCXOAALLMX
MPOLECCOB B COLIMYME OMPeAEeNeHHOro nepuoja.
Becb Habop HeraTMBHbIX XapakTePUCTUK U MPOTU-
BOPEUUI B COLMANLHOM YCTPOMCTBE NEPMEHANKY-
NIIPHO OTPAXKaKTCHA B NMOBEAEHUN N OPUEHTALMAX
KEHLLMH Kak Hanbosee MeHTaNbHO CEHCUTMBHOM
yactu coumyma. VIMeHHO faHHOe 06CTOATEeNbCTBO
ABNfeTCA BepudurKaLumen Hawen no3numm o Bbl-
paXKeHNM POCCUNCKMMW BAACTHBIMUN XEHLLMHaMM
NYULWINX NMYHOCTHO-NPOhECCMOHANBHbBIX U Ay-
XOBHO-KYJIbTYPHBIX LLEHHOCTEN Kak penpeseHTauum
NHTEpecoB.
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HIGH ART OF RUSSIAN POP MUSIC
IN THE SONG MONO-OPERA REFLECTION

Summary: Russian song, also known as mass or So-
viet song, occupies a central place in the culture of
the 20'th century. In the history of music, the pheno-
menon of a genre as a symbol of an era is known. For
example, when mentioning a French motet of the 13'th
century, every musician thinks of certain ideas of mu-
sical form and means of expression that determined
the movement of European musical thought for sever-
al centuries. Or, when an Italian madrigal of the 16'th
century is heard, a musical laboratory immediately
opens up to our ears, a laboratory in which colourful pat-
terns of major and minor modes, the sound of keys, and
even the theory of affects of modern times, which ap-
peared in opera, were formed. Also, German polypho-
ny of the 17t'h century, Neapolitan opera and Viennese
symphony of the 18'th century, Russian opera and ro-
mance of the 19'th century, etc., are distinguished by
epochal characteristics.

Song as a genre of the era has also flashed across
the horizon of centuries. The century close to our time,

The article focuses on Reflection, a song play
by artists of the Kantele National Song and Dance
Ensemble of Karelia: Irina Popova (vocals), Anatoly
Palaev (music, piano), and director Alexey Shalaev.
The premiere of the play took place at the National
Theatre of the Republic of Karelia on April 26, 2021.

In the process of getting acquainted with
the play, it became clear that the presented stage
phenomenon is not limited to the author’s desig-
nation “concert programme”. We are dealing not
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the 20'th century, an extremely difficult period for our
Fatherland, was marked by the strong position of this gen-
re. Russia has not experienced such a frequency of shocks
over a short period of time in its observable history.
The last century brought our state to the brink of extinc-
tion three times: during the First World War and the revo-
lution at the beginning of the century, during the Second
World War in the middle of the century, during the de-
struction of the USSR and in the 1990's at the end of
the era. One gets the impression that the tragic reality
was compensated by the desire for a transparent “mass”
culture, expressed in the language of song. In such a situ-
ation, how can one not see the possibility of entertain-
ment and distraction in a song? However, Russian pop
music of the 20'th century took a different path. Taking
up the banner of the great Russian musical culture, it ans-
wered the main ideological questions of the era.

Key words: origins, Soviet songwriting, Russian pop
music, mono-opera, Reflection

These are the airways.
People need to know where they came from.
Rustam Khamdamov

so much with a concert made up of songs, the re-
placement of which, one for another, will not change
anything significantly in the programme, but with
an independent work of art, a kind of song mono-
opera, composed, as it often happened in the his-
tory of the opera genre, from popular or unknown,
original or folk songs, dramaturgically structured
and forming an integral plot. In such a work, it is im-
possible to replace or rearrange performances with-
out losing the content.

The song play Reflection is dedicated to the Gre-
at Patriotic War. The idea belongs to Irina Popova,
and the name belongs to director Alexey Shalaev:
“In my opinion, Reflection very accurately formu-
lates the idea and thoughts about this programme,”
the master argues, "In this programme, we tried
to reflect the atmosphere of the time through each
song, to reflect our attitude, look into the mirror
of ‘one’s soul’ and answer the main question: what
is truly important in life? The name of the programme
has another meaning. Our great-grandfathers
and grandfathers repelled the enemy’s onslaught
and gave us the opportunity to live.” The heroes
of the Fatherland still have to repel the onslaught
of the enemy today. Born from the memory of
the past, the song performance of the soloists of
the Kantele National Song and Dance Ensemble
of Karelia turned out to be almost a premonition.
It is timely today. This article is not only a short sto-
ry about the play but a call to production centres
to become interested and put the song mono-
opera Reflection at the service of the Fatherland,
to open the pop and academic stages of Russia
to Karelian artists.

This play was created in the best traditions
of Russian professional musical art. In some ways,
the experience of Karelian musicians is close
to such a phenomenon of modern musical crea-
tivity as “song theatre”, which is known in connecti-
on with the work of Elena Kamburova and Nadezhda
Babkina. In our opinion, the author’s title Reflection
can be supplemented by the phrase “after reading
V. Gavrilin's work”, since here one can feel the re-
flection of Valery Gavrilin's vocal cycle War Letters,
a powerful musical work about the Great Patriotic
War. Not only one of the main themes, the theme
of the letters and direct quotes from songs (sever-
al of them: N26, 7, 10), connects the mono-opera
with the work of V. Gavrilin, but, perhaps, also
the direction in which the instrumental style of
the performance is formed. However, overall, the
mono-opera Reflection is an original work of art.

There is really only one soloist in this song play -
a female voice. It sounds in dialogue and duet with
the piano and the readers’ small interludes. Let us
immediately note the extremely important role
of the instrumental component, which we will dis-
cuss in more detail a bit later. A young man and
a girl with emphatically peaceful names, Cornflower
and Lily, are the heroes of the action. “Look, flowers
grow as God commanded, and do not bother any-

one, they bloom and smell fragrant,” teaches Archi-
mandrite Lavrenty (Postnikov), “We should rejoice in
the same way...". The plot is based on the story of
the relationship between a boy and a girl before /
during / after the war. We can say that the play,
a mono-opera, consists of six scenes, each of which
has three performances: the meeting of young
people (first scene: N21-3), the girl's emotional ex-
perience even before the thought of marriage (sec-
ond scene: N24-6), seeing off a loved one to the
front (third scene: N27-9), waiting to meet a loved
one (fourth scene: N210-12), victory over the ene-
my at the cost of a young man'’s life (fifth scene:
Ne13-16), a girl's happiness at the cost of love
for people (sixth scene: N217).

We have outlined the content of the scenes
in general. In the mono-opera, the proper seman-
tic and artistic level is achieved by the high quality
of the songs presented and how they are structured
in a certain way. Their authors are creators of the last
century of Russian culture, known and unknown
to a wide circle of listeners. Among the compos-
ers are R. Khozak, P. Todorovsky, D. Tukhmanov, V.
Pleshak, V. Gavrilin, M. Blanter, K. Molchanov, E. Arte-
myev, M. Tariverdiev, A. German, Y. Saulsky.

Among the poets are L. lvanova, G. Shpalikov,
|. Shaferan, V. Pleshak, V. Livshits, A. Shulgina,
M. Lvovsky, B. Pasternak, K. Simonov, R. Rozhdestven-
sky, R. Kazakova, G. Pozhenyan. An attentive reader
will notice that among the listed musicians and po-
ets there are representatives of different creative
styles and directions: academic, pop, folk... How
is it possible to combine their work in one work,
in one plot?

It turns out that it is not only possible but also
dramaturgically correct for solving the problem
posed by the authors of the mono-opera: given
the differences in stylistic preferences of listeners,
to identify a common world view, to unite individ-
uals into a people, as did the great predecessors —
the authors of Russian operas: M. Glinka, M. Mus-
sorgsky, P. Tchaikovsky. It is a conciliar idea, de-
termining the special content of the mono-opera.
Upon careful examination, it turns out that con-
ciliarity is an important characteristic not only
of the play in question, but of Russian pop songs of
the 20ath century as a whole, as the leading gen-
re of the era. What songs existed in Russian music
of the last century?

Composer Valery Gavrilin spoke about two song
directions, rural and urban, that, in his creative work,
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Alexei Shalaev

were combined into a single genre — pop songs.
Continuing the thought of V. Gavrilin, let us ask
ourselves the question about the origins and goals
of Russian pop, mass, Soviet song of the 20'th
century. What are the origins and goals of this mu-
sical genre? Why did Russian pop song of the 20'th
century involve professional academic singers in the
performance circle, giving them an equal (!) choice
between life on the stage and on the classical stage?

Anatoly Palaev
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How could such a simple genre meet the ideologi-
cal challenges of the era?

Let us start with the fact that song has always
been the sphere of interest of musicians; however,
in the last century of our history, it took the lead,
no less, of musical culture — that is what is impor-
tant. Song was especially in demand after the revo-
lution. Did this happen because difficult times had
come for traditional styles that have always been
the foundation of musical culture — spiritual, secu-
lar, and folk? These indigenous musical channels
lost their independence: the spiritual was perse-
cuted along with the believers, the secular was on
the brink of extinction along with the imperial style
and emigration, the folk was deprived of soil with
the destruction of the peasantry. However, the spi-
ritual demands of the life of “man and the human
masses” did not change with the erosion of in-
digenous musical styles and the very foundations
of life. The thirst for prayer had to be quenched,
but with what? People should have rejoiced and
sympathised with the phenomena of life and death,
but how? The experience of beauty had to receive
expression in the world, but what kind?

One gets the impression that Russian pop song
of the Soviet era united the three main directions
of musical life. Song sounded for everyone from
a wide stage and took on, as far as possible, the func-
tions of spiritual, secular, and folk cultures. It beca-
me a prayer, a lullaby, a labour song, a valiant song,
a lyrical song, a children’s song, etc. — one can find
anything in Russian pop song of the 20'th century.
It is its strength and great importance. Pop songs
sang all the important stages of human life, just like
folk songs once did. It vigilantly directed spiritual life
in the right moral direction, just as liturgical hym-
nography once did. Finally, it shaped the culture
of work and leisure, for which secular genres had
previously been responsible.

“We, composers, do not need to aesthetici-
ze, we do not need to scold songfulness,” wri-
tes Valery Gavrilin, “since in these intonations,
a certain structure of feelings born of history is pro-
grammed. We have no right to push it away since
it livesand will live for a long time, and it would
be a big mistake not to capture it in works of high
art.” The pop songs presented in the mono-ope-
ra Reflection are works of high art! How else can
one evaluate songs from the films Seventeen Mo-
ments of Spring, Officers, etc., songs from the reper-
toire of Anna German, Joseph Kobzon, Elena Kam-

burova, Maria Pakhomenko, etc.? However, let us
returnto the dramaturgy of the play Reflection,
in which, as has already been said, the songs are
structured in such a way that changing the se-
guence of songs, as, for example, in the concert
programme, is impossible. What is the dramaturgy
of the play?

The scenes of the mono-opera are constructed,
on the one hand, similar to one another. For example,
as already mentioned, the number of performanc-
es in the scene is the same — three performances,
among which is the climax: in the first scene, there
is the tango “Rio-Rita” (N22), in the second one,
there is the song "On the Wedding Day” (N26), etc.
On the other hand, all scenes are united by a sing-
le dramatic movement, leading to a common
climax in the fifth scene, where the “Sukhoplyas”
(N213) leads to a literal loss of speech, expressed
by the heroine’s vocalisation (N214). The approach
to the climax is carried out at a high profession-
al level with the inclusion of all possible means
of operatic expression — words, music, and drama.
For example, in the first three scenes, a male voice
behind the scenes reads the text on behalf of Corn-
flower, and in the last three scenes, a female voice
and the text of Lily’s “letters” are heard, indirectly
indicating the death of the young man - his voice
is no longer there; in the first part of the play, songs
are accompanied by the forte piano with an empha-
sis on the dance nature of the music, and the closer
to the climax in the fifth scene, the more solo per-
formances of a chanting melodic nature, etc.,
the female voice has.

The poetic images of the libretto also participate
in the play dramaturgy. The performers managed
to select lyrics that seemed to have been born
for one song sequence. Symbolic images, which
from song to song strengthen the character of the
main heroine and a person she is talking to,
the young man, testifying to the experiences and
events of their lives, are particularly important in
the libretto. For example, the vivid image of a "vi-
burnum”, covered in white wedding blossoms (N26
“On the Wedding Day"), turns into a “rowan”, wound-
ed by red fruits (N29 “Zayushka"), literally after
a few performances; the picture-description “the lit-
tle bunny was running through the white snow...”
from the same ninth performance literally immedi-
ately, in the next tenth performance, turns into a
picture-expectation “come back from the bush, as a
grey little bunny” (N2 10 "The Postwoman”), etc. The
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Irina Popova. Poster Reflection

lyrics of the songs included in the performance were
written by their authors, Soviet poets, in dialogue
with Russian classical literature, its images, and its
meanings. What strength is felt in such continuity!

In connection with the culture of the 20'th cen-
tury, this kind of reliance on tradition, with the rec-
ognition and addition of the original source with
the author’s view, is defined by the concept of “post-
modern”. Here's how director Rustam Khamdamov
talks about this phenomenon: “The word ‘postmod-
ern’, which has now become popular, has actual-
ly existed for a long time. It is a quality, first of all,
of a person’s great internal culture <...> Postmoder-
nity includes, first of all, a huge amount of different
culture <...> Postmodernity is, first of all, majes-
tic old ruins, from which you take a brick by brick
and build your own building. It is multi-layered;
it is multivalued. When you read, say, Brodky's prose,
| see what he read, | see the same origins, | read
the same books, and | am pleased. These are the
airways. People need to know where they came
from <...>." It is not our task to discuss the ter-
minology of the phenomena of art of the 20'th
century; nevertheless, it is worth noting two opposi-
te waves: “modernity”, as the abolition of the old
and the introduction of the unusual, as long as
it does not look like previous traditional art, and
“postmodernity”, as a kind of return to tradition,
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when a variant is shown in such a way that its proto-
type is recognized. Moreover, this directly concerns
the combination of melody and instrumental part
in the songs of the mono-opera Reflection.

As mentioned, the idea of the play belongs
to the performer of the main and only vocal part
of the play, Irina Popova. Her natural voice and mas-
terful command of it allow Irina to reveal the musi-
cal colours of life from intoned speech to Russian
bel canto, from knell to chanting, etc. For the sing-
er, it seems, nothing is impossible. The richness
of the voice and the naturalness of its sound make
one forget the division between folk and academic
production that exists in the professional environ-
ment, since the sound of Irina’s voice acquires
the status of a universal human being, close to eve-
ry listener. The professional qualities of the per-
former are fully supported by her colleagues and
co-authors of the mono-opera — pianist and com-
poser Anatoly Palaev and director Alexei Shalaev.
It is necessary to dwell specifically on the instru-
mental part of the play, composed and performed
by Anatoly Palaev.

Composer and pianist Anatoly Palaev manag-
es to create a piano "portrait” of each song and,
at the same time, build a single line of musical
development, continuous, from song to song,
as "from heart to heart”. How is it possible? With
the help of an individual relationship, through
oneself, to music. As has already been said, the play
is based on songs from different years and styles.
However, what remains of these songs and what has
been changed? What remains are the melodies -

it is the unchanged face of the song, the melo-
dies are recognizable! However, the textured,
often harmonic, and rhythmic “clothes” of the songs
are completely re-sewn by the composer’s imagi-
nation of the improvising pianist! This, it seems
to us, is the secret of the actual sound of the play.
Melodies from the last century (the 20'th century
is already the past for us) sound fresh, as if they
had just come from the pen. The reason is the de-
gree of individual solution of the quoted musical
material, making us think about the need to issue
the performed mono-opera Reflection as an inde-
pendent work. Quoting, as the main composer’s
technique, is so rethought in the field of piano per-
formance that the need to recognise and remem-
ber the song arises — a familiar melody becomes
new! This degree of individual understanding gives
composer and pianist Anatoly Palaev a certain
degree of authorship.

There is no doubt that the play Reflection will be
in demand by listeners, and, moreover, it seems that
its popularity will grow from performance to perfor-
mance. The place for this play is on central stages
of our Fatherland, on the main Russian TV channels.
It would be wonderful to arrange it for voice and
symphony orchestra. It is possible and necessary
due to the artistic potential inherent in the work,
the level of presentation of the main theme of the
play — love for the Motherland, which is relevant at
all times for all generations of Russian people. Wish-
ing a broad creative path to the play Reflection, its
authors, and performers!
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BLICOKOE NCKYCCTBO PYCCKOW 3CTPAbI
B MECEHHOW MOHOOTEPE «OTPAXEHWE»

AHHOomayus: OTeyecTBEHHaA MeCHA, OHa Xe Macco-
BasA WM COBETCKas MecHs, 3aHUMaeT B KyabType XX Beka
LeHTpasbHOEe MeCTO. B nctopun My3biku ABAeHWe XkaHpa
Kak CMMBOJ1a 3NMoXu U3BecTHO. Hanpumep, npu ynoMmHa-
HUK dpaHuy3ckoro moTeta Xlll Beka KaXAbl My3bIKaHT
npeAcTaBaAseT onpeseneHHble naen My3blkaabHoOW Gop-
Mbl ¥ CPEACTB BbIPa3nTeIbHOCTH, KOTOPbIE Ha HECKOJIbKO
CTONETUIN ONpesenvuan ABUXKEHNE eBPOMNENCKON My3bl-
KaNbHON MbICAW. Vinn Npw 3ByYaHUM UTaNbAHCKOTO Maapu-
rana XVI Beka cpa3sy >ke OTKpbIBaeTCA HalleMy CAyxy My-
3blkasbHas nabopatopus, B KOTopol GopmMrpoBannCh
KpacoyHble 3aKOHOMEPHOCTM NaZ0B Maxopa 1 MUHOPA,
3BYYaHWA TOHANbHOCTEW W Jake MPOAVBLLASACA B Onepy
Teopua adpdekToB HoBoro BpemeHun. Takxe 3noxabHbl-
MW XapaKTeprCcTVKaMm OTANYaIOTCA HeMeLKas NoandoHus
XVII Beka, HeamoanTaHckas onepa v BeHckasa cMMPOHMA
XVIII Beka, pycckaa onepa u pomaHc XIX Beka v T.A4.

MecHA KaK >aHp 3MOxXu Tak>Ke BCMbIxvBaia Ha Hebo-
CKJIOHEe CToNeTUN. banxe K HalleMy BpeMeHN CU/bHbIM

B HacTosiLen cTaTbe peyb NOMAET O NECEHHOM
cnekTtakne «OTpaxkeHne» apTuctoB HaunoHanbHo-
ro aHcambns necHun n TaHua Kapennn «KaHntene»
WpwHbl MNMonosow (Bokan), AHaTonaus Manaesa (My-
3blKaJbHOE pelleHne, opTennaHo) un pexxmnccepa
Anekces Wanaesa [5]. Mpembepa cnektaknsa cocto-
Anacb 26 anpens 2021 roga B HaunoHanbHOM Teat-
pe Pecnybanku Kapenus.

B npouecce 3HakoMCTBa CO cnekTak/em cTa-
J1O MOHATHO, UYTO NpPeACTaBAEHHOE CLeHnYeckoe
fIBIEHNE He OrpaHNuUMBaETCs aBTOPCKMM 0603Haue-
HWeM «KOHUepTHasa nporpammMa». Mel umeem geno
He CTO/IbKO C KOHL,ePTOM, COCTaB/IEHHbIM U3 MECEH,

NONIOXKEHMNEM 3TOTO XaHpa oTMeuveH XX BEK — MCKAOUN-
TeNbHO HENPOCTOl Ans Hawero OTeyecTBa. Takol YacTOThI
NOTPACEHWU Ha KPaTKOM MPOMeXyTke BpemeHn Poccus
He ucnbiTbiBana B 0603pumMoin nctopuu. MNMpownoe cro-
NeTvie TPUXKAb! CTaBUAO Halle roCcyAapcTBO Ha rpaHb UC-
YyesHoBeHMA: B [epByt0 MUPOBYIO BOVHY U PEBOIOLMIO
Hayana Beka, BO BTopyto MMpoOBYHO BOVHY LIeHTpa cToAe-
18, B nepuog paspywenna CCCP v BonH 1990-x rogos
Ha n3nete anoxu. CknagbiBaeTcs BnevaTieHne, 4To Tparu-
yeckasn AeiCTBUTENbHOCTb KOMMEHCMPOBaNach CTPEMIEHN-
€M K MPO3paYvHOi «MacCoBOW» Ky/bType, Bblpa3uBLLENCA
A3bIKOM MecHW. B Takon cuTyaLmm kak He yBUAETb B Nec-
He BO3MOXHOCTb pa3BieyeHus, otBreveHuns? Ho pycckas
acTpaga XX Beka nowna nHbim nytem. NoaxsaTve 3Ha-
Ms BEJIMKOW PYCCKOW MYy3bIKasibHOM Ky/NbTypbl, OHa OTBe-
Yania Ha rnaBHble MMPOBO33peHYeCcKe BONPOCh 3MOXM.

Knrouegbie ¢/108a: NCTOKK, COBETCKANA MECEHHOCTb, PyC-
cKkas acTpaga, MoHoonepa, OTpaxeHne

3mo u ecmb 8030yWHbIe Nymu.
/J1rodu 0osmkHel 3HaMb, 0MKy0a OHU NPULIAU.
Pycmam Xamdamos [6]

OT 3aMeHbl KOTOPbIX — OZHOW Ha APYryto — B Npo-
rpamMme HUYero CyLeCcTBEHHO He U3MEHWUTCS, CKOJb-
KO C CAMOCTOATENbHbBIM MNPOWN3BEAEHNEM MUCKYCCTBA,
CBOEro poAa, NeceHHOM MOHOOMEPOW, COCTaBAEH-
HOM, KaK 3TO 4YacTo, BNpo4eM, H6biBano B UCTOPUN
aHpa ornepbl, U3 MNONYAAPHbIX NN HEU3BECTHBIX,
aBTOPCKMX WUV HAapPOAHbIX MECeH, ApamMaTtypruye-
CKW BbICTPOEHHBIX M 06pasyomnX LIeNbHbINA CHOXET.
B Takom npowv3BeAeHN 3aMEHWUTb UIN NEPECTaBUTb
HOMepa 6e3 NoTepu B COAep>KaHNN HEBO3MOXHO.

MeceHHbIN cnekTakab «OTpaXxeHne» NOCBSALLEH
Benunkoii OTeuecTBeHHOU BolHe. Vges npuHag-
nexxnt NpuHe MNonoBoi, Ha3BaHWe — pexuccepy
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Anekceto Wanaesy: «OTpaxeHue», Ha MOW B3rasg,
OYEeHb TOYHO GOPMYAMPYET UAEHD U MbICIV 06 3TOM
nporpamme, — paccy>gaeT mactep, — Mbl nonbi-
Ta/UCb B 3TOW NporpaMme ompasume 4epes Kax-
Ay NecHro atMmocdepy BpeMeHu, ompasume Halle
OTHOLUEHME, MOCMOTPETb B 3epKano "cBoen aylmn”
M OTBETWUTb Ha I1aBHbIN BOMPOC: YTO B XXM3HU MO-
HacToswemMy BaXXHO? B Ha3BaHMM nporpamMmebl ectb
ele o4MH cMblca. Hawm npagessl v geasl ompasuau
HaTUCK Bpara 1 faav HaMm BO3MOXHOCTb XWTb». POX-
AEHHBIA NaMATbIO O MPOLUIOM, MECEHHbIN CNeKTak/b
connctoB HaumoHanbHOro aHcambas MEeCHU W MASACKM
Kapesnnun «KaHTene» okasancs csoeBpeMeHeH cerog-
Hs. HacToswas cTaTbd — He TOJIbKO KpaTKMiA pacckas
O CMeKTaK/e, HO NPU3bIB K MPOAHOCEPCKUM LIEHTPaMm
3aMHTepecoBaTbCA U MOCTaBUTb NECEHHYH MOHO-
onepy «OTpaxkeHne» Ha cnyxxby OTeuecTBy, OTKPbITb
KapenbCKMM apTucTaM 3CTpaZHble U akagemMunye-
CKue cueHbl Poccum.

B cambIx nyyLlimnx Tpaanumax pycckoro My3bikanb-
HOrO MCKYCCTBa CO3JaH 3TOT CnekTakab. B uem-to
ONbIT KapesabCKUX My3blKaHTOB 6/IM30K K TaKOMY IB-
NEHNIO COBPEMEHHOCTH, Kak «TeaTp MeCHM», KOTOpPbIN
N3BeCTeH B CBA3M € TBOpYecTBOM EneHbl Kambypo-
Boi, Hagexabl babknHol. Ha Halw B3rasg, aBTopckoe
Ha3BaHuWe «OTpaxkeHne» MOXeT HbITb JOMOJHEHO:
«o npoyTteHnn B.A. laBpunnHa», NOTOMY YUTO B Crek-
Tak/e OLLyLLIaeTca BAMAHNE BOKabHOTO Lukna Bane-
pua AnekcaHapoBuya «BoeHHble MMcbMa» — 3TOro
CUbHENLLEro My3blkasbHOro Npon3BeAeHns o Be-
nnkon OTeuecTBeHHOM BoiHe. He Tonbko oaHa
M3 rNaBHbIX TeEM — TeMa NUCEM U MpsMble LuTaThbl
neceH (nx Heckonbko: N26, N27, N210) cBsi3bIBatOT-
MOHooOnepy ¢ TBopyectsom B.A. [aBpuanHa, HO, BO3-
MO>HO, 1 HanpaB/ieHue, B KOTOpoM GopmumpyeTcs
WHCTPYMEHTa/bHbIN CTUAb CcnekTakaa. Ho, B Leaom
«OTpaxeHne» npeacraBaseT cobol opuUrmHanbHyo
MOHoOMepy.

Co/nCT B 3TOM NeCeHHOM CreKTake, AeiCTBUTEb-
HO, OAWMH — 3TO XeHCKWM ronoc. OH 3ByYMnT B AMa-
nore n ayate ¢ dopTennaHo 1 HebobLLIMMU UHTEP-
mMeanamm uteyoB. OTMETUM UCKAKOYNTENBHO BaX-
HYH POJib MHCTPYMEHTa/NbHOW COCTaBAAOLEN,
0 KOTOPOW NOAPOBHee — uyTb No3xe. leposamu gel-
CTBNA ABAAKOTCA FOHOLLA U AEBYLUKAC NOAYEPKHYTO
MUPHBLIMW UMeHaMu Bacunek v Jlnauna. «Bot, cMoTpy,
LBeTbl — OHW pacTyT, Kak bor Benen, N HUKOMY He
MeLLaroT, LBETYT 1 B1aroyxatoT, — YUnUT apxuMaHapuT
NaBpeHTtnin (MocTtHMKOB), — TakK U Mbl AOXKHbI pa-
AoBaTbcA...» [3]. B ocHOBe ctoxeTa — uctopus B3au-
MOOTHOLLEHWI FOHOLINK AeBYLWIKM — A0 / BO Bpems /
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nocne BoliHbl. MOXHO cka3aTb, UTO CrekTakib — MO-
Hoomnepa — CKAajblBAETCA U3 LLECTU CLIEH, B KaXA0M
N3 KOTOPBIXMO TPU HOMepa: BCTPeYa MOOAbIX JH0-
aen (nepeas cueHa: N21-3), nepexxmBaHuna AeByLLKN
Jaxke A0 MblCn O cBagbbe (BTOpas cueHa: N24-6),
npoBoZAbl NtOBMMOro Ha GPOHT (TpeTbs cLeHa: N27-9),
oXuaaHne BCTpeuun ¢ NtobuMbiM (YeTBepTas cLe-
Ha: N210-12), nobesa Haj BparoM LLEHOR XU3HU
roHoww (nataa cueHa: N213-16), cyacTbe feByLUKM
LeHot Ntobeum K toaam (wectasa cueHa: Ne17).

CopepxxaHue cueH obo3HauyeHbl Hamu 0606-
LeHHo. B camoii MOHOOMEpe AO/IXKHbBIM CMbICIOBOM
N Xy[LOXKECTBEHHbIN YPOBEHb AOCTUTIAeTCs BbICO-
KWM KayecTBOM MpeACTaB/eHHbIX neceH. Vx aBTo-
pbl — W3BECTHblE N HEU3BECTHbIE LUMPOKOMY KpPY-
ry caywatenei TBOPLbl NOCAEAHEro CTONeTUs oTe-
YECTBEHHOW KyabTypbl. Cpegn KOMNO3UTOPOB —
P. Xosak, IN. Togoposckui, [. TyxmaHos, B. MNne-
wak, B. Naspuann,M. bnantep, K. MonvaHos,
2. AptembeB, M. Tapueepawnes, A. l'epmaH, KO. Caynb-
ckmin. Cpeam noatoB — J1. ViBaHoBa, I. LLinanvkos,
W. WadepaH, B. MNnewak, B. Jinswwu, A. WynbruHa,
M. NlbBoBckmi, b. MactepHak, K. CumoHoB, P. Pox-
JectBeHckui, P. KazakoBa, . MoXeHsH.

BHMMaTeNbHbIV YMTaTeNb 3aMETUT, UTO Cpean ne-
PEUYNCNEHHBIX My3blIKaHTOB Y MO3TOB — MpeACTaBu-
Te/IN Pa3HbIX CTUEN N HanpaBaeHWN... Kak MOXHO
COBMECTUTb MX TBOPYECTBO B O4HOM Npon3Beje-
HUW, B OAHOM CtoXeTe?

OkasblBaeTCs, 3TO He TOJbKO BO3MOXHO, HO
N ApamMaTyprmnyecks BepHO ANA pelueHns 3aja-
UM, NOCTABNEHHOM aBTOPaMM MOHOOMEPbI: NpPU
pa3nvumMm TBOPYECKUX NMOYEPKOB BbIABUTbL 06-
Liee MMPOBO33peHUNE, 0OBbEANHUTL NNYHOCTHU
B HapoZ, Kak 3TO Aefann BeNvKue npesLlectBeH-
HUKWN — aBTopbl pycckux onep M.W. avHka,
M.M. Mycoprckui, M.W. YaiikoBckunin. 3ta cobopHas
naes onpeaensetr 0CoObeHHOe cofepKaHNe He TONbKO
MoHoonepsbl "OTpaxeHune", HO PyCcCcKoM 3CTpagHoON
necHn XX Beka, kak xaHpa 3noxu. O kakux cTuaax
naet peub?

Komnosutop Banepuii AnekcaHgposuu laBpu-
JIVH TOBOPWA O ABYX MEeCEHHbIX HanpaBAeHNAX —
LepPEBEHCKOM U FTOPOACKOM, KOTOpPble B ero
TBOPYECTBE COEAVHWINCH B EAUHBIV XXaHP — 3CTPaj-
Hyto necHto [2]. Mpogonxasa Mbicab B.A. TaBpu-
NIVHa, 3aa4MMCsA BOMPOCOM 06 MCTOKax U Lensx
PYCCKOW 3CTPajHOM, MacCOBOW, COBETCKOWN MeCHU
XX Beka. KakoBbl MCTOKWM N LEeAn 3TOro My3bl-
KanbHOro >aHpa? lNouemy pycckaa 3cTpagHas
necHa XX Beka BOBJieKNa B KPYr UCMOJNHEHUSA

npodeccuoHanbHbIX akageMnyecknx neBLOB,
npesoCTaBAsiS UM paBHOLEHHbIN (!) BbIGOp
MEXXAY >XM3HbIO Ha 3CTPaje M Ha KJacCMYeckow cLe-
He? Kak Mor Takoi NpoCToi XaHp oTBeYaTb MUPO-
BO33pPEHYECKNM BbI30BaM 3MoxXu?

M3BecTHO, UTo CHepoit MHTEPECOB MY3bIKaHTOB
necHs 6blna BCcerga, HoO B NocaefHee CTONeTUE Ha-
Wer MCTOPUM OHa BCTana, HX MHOFO HW Masno,
BO I/1aBY My3blKa/lbHOW KyJIbTypbl — BOT UTO BaXHO.
OcobeHHO OCTPO MecHs okasanacb BOCTpeboBaH-
HOW nocne pesoaroLMK. He NOTOMY M 3TO Npou-
30LWJ10, UTO AN5 TPAAVLIMOHHBIX, BCerga ObIBLUMNX
byHAAMEHTOM MYy3bIKalbHOW KyNbTypbl CTUAEBbIX
HanpaB/JeHNA — AyXOBHOIO, CBETCKOrO, HAPOAHO-
FO — HacCTyMWu CJIOXHble BPEMEHa. 3TV KOPEHHbIe
My3blKa/bHble pycia NOTEPS/IN CBOK CaMOCTOSATE b-
HOCTb: lyXOBHOE — 0Ka3aJ0Cb FOHMMO BMeCTEe C Be-
PYHOLLMMY, CBETCKOE — BCTaJio Ha rpaHb MCYE3HO-
BEHMWS BMeCTe C UMNEPCKUM CTUIEM U SMUTpaLMEN,
HapoAHoe — 6bI0 MNLWEHO NOUBbI C YHUUTOXEHW-
eM KpecTbAHCTBa. Ho AyxoBHble TpeboBaHUs XN3HM
«YyesoBeKa 1 YenoBeyeckmx Mace» [4] He USMeHNAUChH
C pa3MbiBaHMEM KOPEHHbIX My3blKaibHbIX CTUEN
N CaMUX XU3HEHHbIX ycToeB. Xaxia MOAUTBbI
[0/KHa 6blna 6bITb yTONEHA — HO YeM? ABNeHUAM
KU3HW 1 CMePTH JIK0AMN JONXKHBI BblN COpasoBaTh-
€ M cocTpajatb — Ho Kak? MepexunBaHusa npe-
KpacHOro B Mupe A0JXKHO Hbl10 NOAYyUYNTb Bblpa-
>KeHWe — Ho Kakoe?

CknagblBaeTCs BNeYaTNEHWE, UTO pyccKas 3CTPaj-
Has MecHsl COBETCKOrO BPeMeHU 1 06beauHMAa TpU
FNaBHbIX HanpaBAEHWS My3blKasbHOM XW3HW. Nec-
HS 3ByYasa sl BCEX U A KaXAO0ro C LUMPOKOW
3CTpajbl ¥ NPUHsAIA Ha cebsl, HaCKOAbKO 3TO BblO
BO3MOXHO, QYHKLNN AYXOBHOW, CBETCKOM, HAPOA-
HoW KynbTyp. OHa CTana MONMTBOMW, KONbIGEeNbHOMW,
TPYAOBOW, MONOAELKOW, IMPUUYECKON, AETCKOM
WUT.A. — B PYCCKOM 3CTPasHOM necHe XX Beka MOX-
HO HaWTW Bce. B 3TOM ee cuna n orpoMHoe 3Haue-
HWe. DCTpajHas NecHs oneBasia BCe BaXHble 3Tanbl
YesIOBeYECKOW XM3HU, KaK HeKorja necHs Hapos-
Has. OHa 30pKO Hanpas/sia AYXOBHYH XMW3Hb
B HY>XHOE MOpaJ/IbHO-HPaBCTBEHHOE PYCNO, KaK Koraa-
TO 3TO Agenana 6orocnyxebHaa ruMmHorpadpus. Ha-
KOHeL, oHa dopmMMpoBana KyabTypy TPyZa v OTAbIXa,
3a UTO paHblUEe OTBEYa/IM CBETCKME KaHpPbl.

«HaM, KoMMno3uTopam, He HY>KHO 3CTETCTBOBATb,
He HY>XHO pyraTb NMeCceHHOCTb, — NuLleT Banepuii
AnekcaHapoBuy MaBpuanH, — n6o B 3TUX UHTOHA-
LMAX 3aNporpaMMnpPOBaH ONpeaeseHHbI CTPOW
UYBCTB, POXAEHHbIX UCTOpUEN. Mbl He Bnpase

OT HEro OTMNMXMBATbLCSA, T.K. OH XMBET U ByaeT XnTb
£,0Ar0, 1 661710 6bI HONBLIMM MPOMaxOM He 3aneyat-
NeTb ero B NPOu3BefeHMAX BbICOKOTO UCKyccTBa» [2].
JDcTpagHaa necHs — Ta, KOTopas NpejcTaBieHa B MOHO-
onepe «OTpaxeHne», ABAAETCA NPON3BeAEHNEM
BbICOKOro nckyccrsa! Kak nHaye MOXHO OLEHUTb
necHU ns KMHodMAbMOoB «CeMHaaLaTh MITHOBEHWUN
BeCHbl», «Odunuepbl» 1 Ap., NeCHN U3 penepTyapa
AHHbI TepmaH, Mlocnda Kob3oHa, EneHbl Kambypo-
Boi, Mapuu MaxomeHko 1 ap.?

Ho BepHemcs K gpamatyprum cnektakna «OTpa-
KEeHWe», B KOTOPOM, Kak y>e Bblio cka3aHO, NecHM
BbICTPOEHbI TakMM 06pa3oM, UTO U3MEHEHME NO-
CneAoBaTeNbHOCTY, Kak Hanpvmep B NporpammMe
KOHLepTa, HeBO3MOXHO. CLieHbl MOHOOMNEPbI MO-
CTPOEHbI, C OAHOM CTOPOHbI, MOAOOHO OAHa APYroi.
Hanpumep, KonMyecTBO HOMEPOB B CLieHe OAM-
HaKoBO — TPW HOMePa, CPEAN HUX U KYyNbMU-
Haluwus: B NepBoOl cLieHe — 3TO TaHro «Puo-Puta»
(N92), BOo BTOpOW — necHs «B geHb cBagbbbl» (N26)
n 1.4. C Apyror CTOPOHbI, BCE CLEHbI ABUXYTCA
K 06LLeN KybMUHaLMK B NATOM cleHe,rae «Mnau-
Cyxonnsc» (N213) nepexoaut B Bokanns (N214), chos-
HO repoviHa TepseT aap peun. [Moaxos K KynAbMUHaLmMK
BbINOJIHEH ObpalLeHMeM KO BCEM BO3MOXHbIM Cpej-
CTBaM OMepPHOW BbIPA3NTENILHOCTU — C/IOBY, My3blKe
n gpame. Hanpumep, B NepBbIX TPEX CLIEHAX MY>KCKOM
roJ10C 3a CLEeHON YMTaeT TekCT oT anua Bacunbka,
a B MOC/IEHUX TPEX CLIEHaX — 3BYUMUT XXEHCKUM ro-
JIOC ¥ TEKCT «nucem» JInanm, KOCBEHHO CBUAETENbCT-
BYs O rmbenn toHOWM — ero rosioca 6oblue HeT;
B MepBOI YacTu cnekTakas 3ByyaT necHu nog dop-
TENWaHo C aKL,eHTOM Ha TaHLleBa/IbHbI/ XapaKkTep
MY3bIKM, @ UeM BanKe K KylbMUHaLUM B NATON cLe-
He, TeM Honblue Yy XXEHCKOrO rosioca HOMepPOB COJlb-
HbIX, PaCNeBHOrO MeOAMYECKOro XxapakTepa v T.4.

MosTnyeckme obpasbl UCMNONHUTENSM YAANOCh
nosobpaTb Takme, KOTopble ByATO OblAN poxae-
Hbl 419 OAHOrO NeceHHOro nociesoBaHus. B anb-
peTTo MOHOOMepPbl 0CO6EHHO BaXHbI 06pa3bl-CUMBO-
Jbl, KOTOPbIe OT MeCHW K NeCHe YCUANBAKOT XxapakTep
OCHOBHOW repoviHu 1 ee cobecegHnKa — HOHOLN,
CBUAETENbCTBYHOT O MEPEXMBAHUAX U CODBbITUAX
NX XU3HW. Hanpumep, ynoMUHaHWe «KaauHbI»,
OXBayeHHON cBafebHbIM benbiM LBeTeHneM (N26
«B peHb cBaabbbI»), BykBaNbHO Yepes HECKOJIbKO HO-
MepOB OHa NpeBpaLlaeTcs B paHEeHYH KPacCHbI-
MU naogamn «pabuHy» (NQ9 «3atolika»); KapTuHa-
onucaHue «bexan 3arowka no 6eny cHery...» u3
TOro e AeBATOro Homepa HykBasbHO Cpasy e, B
cnesytoLLeM JecATOM HOMEepPE, 3aMEHAETCA OXMAAHW-
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€M «BEPHUCb XOTb C NOAKYCTVKA, Aa CEPbIM 3atOLLKOM»
(N210 «lMouTtanboHka») n ap. TeKCTbl NeceH, BoLlea-
LUNX B CMEKTaK/b, HaMMcaHbl X aBTOpamMn — COBET-
CKMMW MO3TaMU B AMaore C PycCKOW Knaccuyeckon
NutepaTtypol, ee obpasamum 1 cMmbiciamu. Kakas cuna
YYBCTBYETCA B TakON NpeeMcTBeHHOCTW!

B cBA3m ¢ kynbTypoin XX Beka Takoro poga onopa
Ha TPaAMLMIO, C y3HaBaeMOCTbHO Y AOMOJHEHHOCTbIO
NepBOMCTOYHMKA aBTOPCKUM B3rA40M, onpese-
NAeTCA NOHATMEM «MOCTMOAepH». BoT kak roBopuT
06 3TOM siBNeHUKN pexunccep Pyctam Xamaamos:
«Cn0BO "NOCTMOAEPH", KOTOPOE ceryac CTano Xo-
[AOBbIM, HAa CaMOM Jefe CyLWeCcTBYeT y>Xe AaBHO.
DTO KayecTBO, Npexae Bcero, 60bLION BHYTPEH-
HeWn Ky/NbTypbl YenoBeka <...> [TocTMOAEepH BKHO-
yaeT B cebs, npexae Bcero, OrpoMHoOe KOJM4eCcTBO
pa3HOoN KyabTypbl <...> NOCTMOAEPH — 3TO, Npexae
BCEro, cTapble Be/MYECTBEHHbIE PYWHBbI, U3 KOTOPbIX
Tbl 6epellb MO KMPMMUUKY U CTPOULLL CBOE 34aHMUe.
OHO MHOTOC/N0HOE, OHO MHOro3HauHoe. Koraa um-
Taelb, NpeanonoXmm, Nnposy bpoakoro, a BUxXy,
UTO OH YUTaN, 51 BUXKY Te CaMble UCTOKM, i YT 3TU e
KHUWTW, U MHE 3TO NPUATHO. 3TO U eCTb BO3AYLLUHbIE MyTU.
JTroamn AOMKHbBI 3HATb, OTKYAa OHW NPULLAN <...>» [6].

PaccyxaaTb O TEPMUHONOMMM SIBAEHWI UCKYCCTBA
XX Beka He BXOAWT B HalUW 3ajauyun, HO ABe Npo-
TUBOMOJIOXHbIE BOJIHbI: «<MOAEpPHa», Kak OTMEHbI
CTaporo, U NPUBHECEHNSI HEOBLIYHOTO, TO/ILKO Obl
OHO He Obl/I0 MOX0Xe Ha NpeXxHee TpajuLMOHHOE
NCKYCCTBO, M «MOCTMOAEpPHa», Kak cBoeobpasHoro
BO3BpaLLEeHWNs K TpaguLMK, KOrAa BapuaHT nokasaH
TaK, UTobbl OblN Y3HaH ero nepBoobpas, — OTMETUTb
ctouT. Tem bonee, UTO 3TO HaNPAMYHO KacaeTcs Co-
yYeTaHUs MeNOANN N MHCTPYMEHTaNbHOW NapTum
B MeCHAX MOHO-onepbl «OTpaxeHune».

VicnonHuTeNbHULLE TNTaBHOW N € AVHCTBEHHOM BO-
KasbHOWM napTum cnektakns VpuHe Monosoi npu-
HaANeXnUT caMa naes cnektakas, ob 3Tom 6bia10
cKaszaHo. MpMpOAHbIN roN0C N MacTepckoe BAa-
AeHve um nossonset VipuHe packpbiTe My3blKaib-
Hble KpacKu XW3HU OT MHTOHWPOBAHHOW pe4n
[0 pycckoro 6enbkaHTo, OT Mjaya 4o pacneBa v T.4.
[na neBuUbl, KaxeTcs, HET HUYEero HEBO3MOXHOTO.
BoraTcTBO ronoca v eCcTecTBEHHOCTb €ro 3By4YaHus
3acTaBnseT 3abbiThb CyllecTBytolLlee B npodeccno-
Ha/IbHOWM Ccpesie pasjeneHne Ha HapOAHYH 1 aka-
AEMNYECKYH MOCTaHOBKY, MOTOMY YTO 3By4YaHue
ronoca VipuHel npnobpeTtaeT cratyc obuieyenoseye-
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cKkoro, 6:13Koro kaxgomy caylatento. Mpodeccmo-
Ha/ibHble KayecTBa NCMONHUTENbHNLbI MOJHOCTbIO
noajep>kaHbl ee KoAneramm 1 coaBTopamMmm MOHO-
onepbl — MUAHWCTOM, KOMMNO3UTOPOM AHaToanem
ManaeBbiM 1 pexunccepom Anekceem LLlanaesbim.
Ha nHCTpyMeHTanbHOM ANHUKN CNEeKTaks B peLle-
HUW 1 UcnoaHeHUn AHatonms MNanaeBa Heobxoan-
MO OCTaHOBWTBLCA CNeLnanbHO.

Komnosutopy 1 nmnaHucty AHatoauto Nanaesy
yAaetcs co3gatb GOpPTENMaHHbIN «MOPTPET» KaXKA0W
MecHW W, BMecTe C TeM, BbICTPOUTb eANHYH IMHUIO
MY3bIKaNbHOTO Pa3BUTWSA, HEMPEPLIBHYHO — OT MECHU
K MecHe, KaK «OT cepgua K cepauy» [1]. Kak ato Bo3-
MOXHO? CriekTak/lb MOCTPOEH Ha NecHAxX bonee nau
MeHee V3BECTHbIX, HO YTO OCTai0Ch OT HUX, @ UTO ObIIo
n3meHeHo? OcTanncb MeNOANN — 3TO HEM3MEHHOE
NMLLO NecHU, Menogmnmn yaHasaembl! Ho dakTtypHble,
a 3a4acTyto M rapMOHMYECKME, PUTMUYECKMNE, <OAEXK-
Abl» — abCoONOTHO 3aHOBO «MOLUNTLI» KOMMO3M-
TOpCKOM ¢daHTa3nen nnmaHucTa-nmnposmsaropal
B aTOoM, NpeacTaBnfeTcs Ham, cekpeT akTyasbHOro
3BYy4YaHuA crnekTakaa. Menoaumn 3 NpoLuaoro Beka
(XX Bek Afia Hac y>ke NpoLbli) 3ByYaT CBEXO,
Kak 6yATO TO/IbKO UTO BbIWAW U3-No4 nepa. Mpu-
YMHa — B CTENEHWU WHAWBUAYANbHOIO peLlueHuns
LUTMPYEMOTro My3blKaJlbHOrO MaTepuana, Kotopas
3acTaBAseT 3agymMaTbCA 06 OPUTMHANBHOCTM MOHO-
onepsbl «OTpaxkeHue». LntnpoBaHmne, kKak OCHOB-
HOW KOMMO3MTOPCKNUIA NPUEM, HAaCTONbKO Nepeoc-
MbiCaieH B 0biactn dopTenmnaHHOro nNpouTeHus,
UTO BO3HMKAET HEOOXOAMMOCTb Y3HaBaHMWs, NPUNo-
MWHaHWA NeCHN — 3HaKoMas MesoAMsA CTaHOBUTCA
HoBoli! Takaa cTeneHb UHAMBUAYANbHOIO NpoYTe-
HVA faeT KOMMNO3UTOPY U MUaHUCTY AHaTOAMIO
ManaeBy onpefeneHHyo cTerneHb aBTOPCTBA.

HeT comHeHunn B TOM, UTO cnekTakab «OTpaxe-
Hue» byaeT BocTpeboBaH cayllaTeNsIMn Ha LieH-
TpaibHbIX cLeHax Hawero OTteyecTBa. bbio 6bl
3aMeyaTeNbHO cAenaTtb apaH>XMPOBKY A8 ronoca
" cMMPOHNYECKOrO OpKecTpa. 3TO BO3MOXHO B CBfA-
31 C 3a/10XXEHHbBIM B CAMOM MPOU3BEAEHNN XyA0-
>KECTBEHHbIM MOTEHLMANOM, YPOBHEM NOAauUN rnaB-
HOW TeMbl crieKkTakns — nbBu K PoanHe, akTy-
aNbHOM BO BCe BpPEMEHa A/ BCeX MOKONEHN
pycckux ntogein. C noxenaHMeM LWNPOKOro TBOP-
yeckoro nytTm cnektakao «OTpaxeHue», ero
aBTOpam n ncnosHuTenam!

®OTOTPAGUNIN

Crtp. 123 — 3acnyxxeHHas aptuctka Kapesavu, conucr-
ka HaunoHanbHoro aHcambnsa necHu u TaHua Kape-
nunn «KaHtene» MpyHa MNMonosa Ha aduLle KOHLEPTHOM
nporpammbl «OTpaxeHne»

Crp. 122 (BHM3Yy) — npenogaBatesb [eTpo3aBoAcKon
rocyAapcTBeHHON KoHcepBaTopun nmeHn AK. Tnasy-
HOBa, KOHLePTMPYIOLLMIA MMaHUCT, KOMMNO3MTOP, aB-

TOP apaHXWPOBOK AN Pa3IYHbIX UHCTPYMEHTa b-
HbIX aHCambel, cMMGOHMYECKOro OpKecTpa, OpKecTpa
PYCCKMX HAPOAHbIX MHCTPYMeHTOB AHaTonni MNanaes

. CTp. 122 (BBEpXY) — 3aCNy>KeHHbIN PabOTHUK Ky/bTy-
pbl Pecnybavkn Kapenus, pexwuccep npenogasatesb
Kapenbckoro konneaxa KynbTypbl U UCKYCCTB, CLeHa-
puct n pexxuccep Anekceii LLlanaes
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THE INFLUENCE OF ARTISTIC
AND DESIGN ACTIVITIES ON THE FORMATION
OF DESIGN THINKING AMONG SCHOOLCHILDREN

Summary: Today it is rather complicated to predict
the future of many professions. In this regard, students
need to be prepared not only for existing professions,
but for a set of cognitive processes and activities neces-
sary to solve project tasks. Any innovations arise due
to the design thinking of their creators. The concept
of «design thinking» reflects a certain cognitive approach,
when a person, realizing a problem or current state,
is able to foresee a strategy of action and a new vision.

Teaching design in the framework of additional ed-
ucational programs is considered to be the formation
of a new way of thinking for students. In the process of crea-
tivity, they learn the project method of thinking, find-
ing solutions and completing project tasks. An impor-

The information technology revolution has chan-
ged the world. In terms of size, pace of develop-
ment, and scale, the changes are unprecedented
in history. New types of activities are being formed,
professions are changing, and new organizational
systems are emerging within the existing professions.
A person'’s life, his way of life, forms of communica-
tion, and self-expression are being transformed.
The Fourth Industrial Revolution is invading the world
with technological breakthroughs. All levels of edu-
cation, its technologies, and communication skills
have received impulses for development [1, p.10].

New opportunities create problems at the same
time. One of the most important problems is the pre-
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tant place in teaching project creativity is occupied
by the task statement.

The skills of identifying contradictions, setting tasks
and finding solutions play a key role in the modern world.
They contribute to the development of creative abilities
and independent work of students. This approach helps
students adapt to real life, assess situations objectively,
analyze and make independent decisions. In modern
conditions, this is the most important achievement that
will help the younger generation to integrate successful-
ly into the professional and social environment.

Keywords: design thinking, additional education, pro-
fessional orientation, artistic and design activity, project
method of thinking.

paration of a student for a future profession.
The technological revolution has changed the labor
market and continues to transform it. What profes-
sions will remain in ten to fifteen years, and what
skills will school graduates need in the future?
Secondary school is a period of professional ori-
entation, which is very important in the formation
of a child's personality. The concept of “professional
orientation” is interpreted in career guidance as a set
of pedagogical and psychological measures and
a set of information of various kinds aimed at mak-
ing decisions on the acquisition of a particular pro-
fession (specialty), as well as choosing the optimal
path for achieving this goal of further professional

education. At the same time, the optimal way of vo-
cational education is understood as a balanced con-
sideration of the interests and abilities of a child,
his rights and self-realization, on the one hand,
and socio—economic expediency, on the other [2] [3].

According to Makhaeva O.A. and Grigorieva E.E,,
professional orientation is a scientifically based dis-
tribution of people in various types of professio-
nal activities. The authors expand the boundaries
of the definition and pay attention to the continui-
ty of this process, namely, the possibility of chang-
ing the path of one’s development in professional
activity [4].

Career guidance work should begin with child-
ren early enough, starting from secondary school
age. Early choice of a future profession makes
it possible to consciously prepare for higher educa-
tion and a future career [5]. Unfortunately, the old
methods and the usual career guidance do not gene-
rate profit. Graduates after completing secondary
school are not always ready for professional self-
determination and further education. In these cir-
cumstances particularly painful are two questions:
how to teach in a new environment, what compe-
tencies or professional skills?

Additional education is an important basis in the for-
mation of a comprehensively developed personality.
The main aspect of additional education is its abili-
ty to change educational tracks, involve students
in a new environment that reveals their potential.
An important goal of this education is the organi-
zation of conditions for the formation of profes-
sional self-determination [6].

Global changes in society have influenced the
development strategies of all educational technolo-
gies, including the development of additional educa-
tion for schoolchildren. By Order of the Government
of the Russian Federation No.678-r dated March
31, 2022, a Concept was approved to identify priori-
ty goals, objectives, directions and mechanisms
for the development of additional education for child-
ren in the Russian Federation until 2030.

One of the main objectives of the concept is
to conduct pre-professional training by means
of additional education, namely, “involving students
in early career guidance programs and activities that
provide familiarization with modern professions
and professions of the future” [7].

Based on the strategic directions of development,
it can be concluded that the student needs to be pre-
pared not only for specific, understandable profes-

sions today, but rather for a set of cognitive pro-
cesses, types of activities for solving project tasks.
Any innovation is driven by the design thinking
of its creators. The term "design thinking” is associ-
ated with a certain cognitive style, when a person,
seeing a problematic situation or the current state
of the environment, is able to design a strategy
of action and a new vision many steps ahead.
This skill is important in the modern world and
is necessary for many areas of activity.

According to T. Brown, a world-renowned desig-
ner, design thinking is the desire to combine hu-
man needs with technical resources. Design think-
ing, as a method, was developed by designers.
But it is able to lead on, passing all the tools to peop-
le who can use them to solve a wide range of prob-
lems. "Design thinking uses the capabilities avail-
able to each person, but not taken into account
in standard problem solving methods. Design think-
ing is not just anthropocentric — it is inherently
human. Design thinking is based on a person’s abili-
ty to intuitively feel, to recognize patterns, to cre-
ate ideas that carry not only a functional, but also
an emotional component” [8, p.14].

In the new conditions, design education with-
in the framework of additional educational pro-
grams is considered as an educational environment
that forms a new format of thinking for schoolchild-
ren, which receives an urgent impetus for develop-
ment these days.

The concept of “design” has a wide range of in-
terpretations from the standpoint of product, activi-
ty, aesthetics. For us, it is important to consider the ap-
proach according to which “design is a creative
project activity, the purpose of which is to create
multilateral qualities of objects, processes, services
and their systems within the framework of full life
cycles” [9, p.63].

According to Professor V.T.Shimko, the meaning
of the word "design” means project consciousness
(forecasting, thinking through)” [10, p.11], in oth-
er words, the transformation of the necessary
and useful into the beautiful.

Design education of children is an immersion
into the system of project thinking and the forma-
tion of an original solution for the task within
the framework of practical activity.

Doctor of Architecture, Professor B.G. Barkh-
in, back in the 60’s of the twentieth century, drew
attention to the specifics of training future design-
ers. He believed that in the process of teaching
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project creativity, the problem statement occupies
an important place. The author considers the prob-
lem from two sides: from the position of contra-
diction and the creative process aimed at finding
a solution to remove this contradiction. The prob-
lem situation itself was considered by the author
as something unknown, undisclosed, assumed,
and the task is to find a new solution.

Boris Grigoryevich Barkhin identified the stag-
es of the creative process, which represent a cycle
of interactions of the student’s project model:

1. preliminary analysis of the goal, initial data
and problem statement;

2. choosing the path and determining the
final result;

3. identification of contradictions that hinder
the achievement of the goal;

4. checking the results of the solution.

According to the author: "the problem method
involves serious mental and creative efforts in over-
coming the difficulties of the task, considered from
the point of view of the proposed concept and
the formed problem” [11, p.26].

These stages are applicable to the initial stage
of project creativity. They can be used in the class-
es of the additional education system within the
framework of schools teaching visual arts and de-
sign. During the learning process, a problem situ-
ation can be formed for the whole group, but
it can be determined individually for each student.
It is important that each student searches for a solu-
tion independently [12].

Exploring the methodology of project creativity,
Professor V.F. Sidorenko considered the design pro-
cess as the ability to ask questions, and the project
as the final result. That is, the answer to this ques-
tion, or rather, as one of the possible answers,
and a subjective answer with alternative solutions.
Unlike evidence-based knowledge, this answer
is conceptual [13, p.8].

Designer and teacher V. Papanek, referring
to the topic of problems, emphasized that as part
of the training of young designers, it is necessary
to pose topical, social problems, educating not only
creators who can solve them, but also socially re-

132

sponsible people [14]. One of the leaders of Italian
design, Andrea Branzi [15], also believes that when
setting a design task, a system of value orientations
and ideals, a careful attitude, a spirit of understand-
ing and empathy for existing sources are important.

Design theorist J.K. Jones saw the essence of de-
sign as not only a positive transformation of existing
reality. He believed that projectness, as a category,
extends to planners, economists, politicians, ordi-
nary citizens, that is, all those who seek to change
the world, make it better [16].

A set of skills related to identifying contradic-
tions, posing a problem and finding ways to solve
this problem is important in the modern world.
It promotes the manifestation of initiative, crea-
tive abilities of the student, his independent work.
This approach immerses a young person in real life,
teaches them to objectively assess the situation,
forms skills of analysis, logical and critical thinking.
A student learns to develop an independent deci-
sion, his point of view, and defend the result of work.

A significant percentage of design school gradu-
ates associate their future profession with architec-
ture and design. In this case, additional education
works from a position of professional orientation [17].
However, graduates of such schools get something
more, namely, involvement in project creativity.

Considering the problem of projectability,
the philosopher O.lI. Genisaretsky rises from the le-
vel of real design tasks to a global generalization
of this process. He believes that the new conditions
of the information society require from a modern
person “continuous axiological reflection”, a project
attitude to a changing reality [18, p.427]. Projectivi-
ty, in this case, is considered on the one hand as
a form of life - a changing world on the one hand.
On the other hand, it is the immersion of a person
into new conditions, adequate adaptation, humani-
tarian initiative and readiness for development. With-
in the framework of the stated learning system,
the student is immersed in the project environment
and the formation of a new type of thinking. In mo-
dern conditions, this is the most important result
of activity, capable of adapting a young person
in a complex, constantly changing world, giving
a method of action in a professional and social
environment.
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BAVAHUE XYAOXECTBEHHO-MPOEKTHOW
AEATEJIBHOCTWN HA ®OPMINPOBAHWE
AV3ANH-MbILLNEHNA Y LUKO/TbHNKOB

AHHOmMayusa: CerofHs Henerko npegckasatb 6yay-
Lee MHOrmx npodeccuii. B cBA3m ¢ 3TUM, y4EHUKOB HY>X-
HO TOTOBWTb He TOJIbKO K CyLLeCTBYHOLLMM npodeccmsm,
a K Habopy KOTHWUTMBHBIX NPOLLECCOB U BUAAM AesATesb-
HOCTW, HEOBXOAMMBIM A/1A PeLleHNs MPOeKTHbIX 3ajay.
Jlrobble HOBLIECTBa BO3HMKAIOT 6aarogaps NPOeKTHOMY
MbILNEHNIO CBOUX co3gaTtesiei. MoHaTne “an3alH-MblLL-
NeHne” oTpakaeT onpeseneHHbI KOTHUTUBHbBIN NOJ-
XO4, Korja yenosek, BUAA Npobiemy uam Tekyllee coc-
TOsIHWE, CNOCOBEH NPeABUAETb CTpaTErnto AenCTBUi
1 HOBOE BUAEHMeE.

ObyueHune ansariHy B paMKax AOMOJHUTENbHbIX 0O-
pa3oBaTeNbHbIX NPOrpamMm cuntaeTcs GOpMMpPOBaHMEM
HOBOrO MbILUEHNS YYeHNKOB. B npouecce TBOpyecTBa
OHW y4aTCcA NPOEKTHOMY MeTOAY MbILUEeHUsA, MOUNCKY
peLlleHnn 1 BbIMOJHEHUIO NMPOEKTHbIX 3agay. BaxHoe

Mup npeTtepnen Bennyanwee N3IMeEHeEHUe
6narogapa MHOOPMaLMOHHO-TEXHONOTNYe-
CKOW peBoatouumn. HoBble cMcTeMbl OpraHm3aumnm
B paMKax UMetoLmxca npodeccunia nosieastotcs, Gop-
MUPYIOTCA HOBblE BUAbI feATeIbHOCTN, MEHAOTCA
npodeccnn. XnsHb Yenoseka TpaHchopmumpyeTcs,
ero 6bIT, opMbl OOLLEHUSA, CAMOBbIPaXXeHNs nepe-
CcMaTpmBaroTCA. TeXHOIOrnYeckne NpopbIBbl YeT-
BEPTON NPOMbILLAEHHOW PEBOJIOLMN BTOPratoTCs
B MUP, BHYLUAs MMMYAbCbl K Pa3BUTUIO BCEM YPOB-
HAM 06pa30oBaHUNSA, TEXHONOTUAM, KOMMYHUKATUBHbIM
HaBblkaM. Pa3B1TnE NPOUCXOAUT C HEBUAAHHBIMMU
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MecTo B 0BYYEHMM MPOEKTHOMY TBOPYECTBY 3aHMMaeT
nocTaHoOBKa 3aZauv.

HaBblikv BbiSiBNEHUs MPOTUBOPEUNIA, MOCTaHOBKM 3adau
1 NMOVCKa peLleHN UrpatoT KIKYEBYH POJIb B COBPEMEH-
HOM Mupe. OHU CMOCOBCTBYHOT Pa3BUTMIO TBOPYECKMX CMO-
COBHOCTEN 1 camoCToATENbHOW PaboTbl y4eHUKOB. Takow
NMOAXO4 MOMOraeT yYeHVIKaM aZanTypoBaThCs K peanbHon
>KU3HW, OLLeHMBaTb CUTyaLMM O6BEKTUBHO, aHaAN3npo-
BaTb U NPWHUMaTb HE3aBUCKMbIE peLleHus. B coBpemeH-
HbIX YC/IOBMSX 3TO CaMO€e BaXKHOE JOCTUXEHNE, KOTOpoe
NMOMOXET MOJIOZOMY MOKOJIEHWIO YCMELIHO BAUTBCA B MPO-
beccmoHanbHoe ¥ coumanbHOe OKpYXKEHME.

Knrouessie cnoBa: AV3aH-MblLIEHWE, AOMOJHUTENb-
Hoe obpa3oBaHve, TpodeccroHabHas OpueHTaLus, Xy0-
>KEeCTBEHHO-MPOEKTHas AeATENbHOCTb, MPOEKTHbIV MEeTos,
MbILLEHUS.

MacwTabamu, TeMnaMmn 1 pasMepamMu, Npuaasas
M3MEHEHWAM NCTOpPUYECKMI XapakTep 6e3 npeve-
aenTos [1, C.10].

LLIKONbHUKW CTaNKMBAKOTCA C HOBbIMUW BbI30Ba-
MU B chepe npodeccnoHaNbHON NOATOTOBKM MU3-3a
N3MEHEHWI Ha pbliHKe TPYAa, BbI3BaHHbIMWU TEXHO-
nornyeckon pesosrounen. CtpemaeHune K onpe-
AeneHuto byayuien Kapbepbl U HEOHXOAMMbIX
HaBblKOB Y>K€ B CPEAHMX LLKOAAX UFPaAET BaXKHYHO
POJib B Pa3BUTUMN TMUHOCTN Moogexu. [peacTas-
NeHune o NpodeccMoHaibHOM OpUeHTaL MK BKItOYaeT
B cebs KoMnaekc Mmep 1 MHPopmaLuum, HeObXOANMbIX

JN191 PUHATUSA PELLEHM O BblIbope npodeccum 1 onTu-
ManbHOro o6pa3oBaTeNbHOro MyTw.

HayuHoe pacnpeseneHune ntogen nNo pasHbim
BMAAM NpodecCcMOoHaNbHOM AeATeNbHOCTY, C yye-
TOM MHTEPECOB M CNOCOBHOCTelN pebeHka, ero
npas 1 camopeanu3aLmm, a TakKe CoLmanbHO-3KO-
HOMMWYECKOW LLenecoobpasHoCTK, ABASETCA On-
TMMaibHbIM NyTeM npodeccnoHanbHOro obpa-
3o0BaHuA. MaxaeBa O.A. n lpuropbesa E.E. no-
nararoT, uto npodeccnmoHa bHas OpueHTaLus
npeaycMmaTprBaeT HEMpPepbIBHbIN NPoLEecc, KOTo-
pbli MOXEeT U3MEHATb NMyTb Pa3BUTMSA B NpPO-
deccmoHanbHol coepe. [2] [3] [4]

Kakvmmun HaBblkaMy 1 KOMMNETEHLMUAMUN HY>KHO
obnagatb aAnA 3bdeKTUBHOro 0byyeHNs B HOBbIX
ycnoBusx? Bonpocbl npodopureHTaummn cTaHoBATCS
BCe 60s1ee aKTyaNbHbIMY, MOCKO/bKY TPAAWLMOHHbIE
MeTOAbl M NOAXOAbl HE AA0T XeNaeMblx pesyb-
TaToB. He Bcerga BbINYCKHUKN CPeAHEN MLUKObI
roTOBbIK BbIOGOPY Npodeccun 1 ganbHelwemy oby-
yeHwuto. Noatomy npodopueHTaLmoHHaa pabo-
Ta J0/KHa HaYMHATLCA C JeTelN CpesHero WKOJAbHOMO
BO3pacTa, YTOb6bl OHM MOTAN OCO3HAHHO MOAro-
TOBUTbCA K ByayLien Kapbepe u yuebe B BbiCLLEN
wkone [5].

Vi3meHeHuns B obLlecTBe NpuBenn K nepecMoTpy
CTpaTerui pasBnTmsa BCcex BUAOB 0H6pa3oBaTeNbHbIX
MeTOAOB, BK/OYas JONONHUTENbHOE 0bpa3oBaHme
A1 y4eHMKOB. BaxkHol 3agaueit 3Toro obpasoBaHus
ABAAETCH CO34aHMe YCAOBUIN ans GOPMUPOBaHUS
npodeccnoHanbHoM camongeHTudukaumm. Mepc-
NeKTUBbI AOMOJHUTENbHOrO 0bpa3oBaHUA 3aKNto-
4aroTCA B BO3SMOXHOCTU U3MEHEHUSA YUebHbIX
KYpCOB 1 BOBJIEYEHUM LLUKOJbHUKOB B HOBOE 0bO-
pa3oBaTesibHOe OKPY>KeHUue, rAe OHU MOTyT pac-
KPbITb CBOW MOTEHLUMaNbHble BO3MOXHOCTH.
OTANUNTENBHOI YepTOM AOMNOAHUTENbHOIO 0bpa-
30BaHVA AB/AETCS ero CnocobHOCTb afanTMpoBaThCs
K HOBbIM TpeBOBaHMAM 1 Bbl30BaM, KOTOPbIE Bblf-
BUraeT COBpeMeHHoe obLiecTso [6].

CornacHo ykasaHuto MpaButenbctea Poccunii-
ckon ®epepaumm ot 31 mapTta 2022 roga N2 678-p,
6bina yTBepXaeHa KoHuenuuns pa3sutus gonon-
HUTENBHOrO 0bpa3oBaHus aeTel B Poccuiickon
®epepaunn go 2030 rosa, HanpasaeHHas Ha onpe-
JeneHne NPUOPUTETHDIX LieNiet, 3asa4, HanpasaeHuii
M MexaHn3mMoB. OAHOM M3 OCHOBHbIX LleNe KOH-
uenumm ABASETCA opraHusauma npeanpo-dpeccu-
OHaNbHOW NOArOTOBKU Yepes3 BOBJeYeHMe 0by-
YaroLLMXCA B NPOrpaMMbl ¥ MEPOMNPUATUA PaHHEN
npodopureHTaymm, NO3BOAAIOLWME O3HAKOMUTLCA

C COBpeMEeHHbIMU npodeccusmm n npodpeccmsamm
6yaywero [7].

WN3yuas cTpaternyeckme HanpaBaeHUs pas3Bu-
TUSA, MOXHO 3aK/OUYUTb, UTO HEOBXOANMO 0byuUaThb
LWKOJbHWKOB He TOAbKO cneumduryeckmm npodec-
CUOHaNbHbIM HaBblkaM, HO CKOpee BCeMY CNeKTpy
KOFHUTUBHbIX NPOLLECCOB U BUAAM AeATe/IbHOCTH
ANA peLleHna NpoeKTHbIX 3agau. Jlrobble HOBLLECT-
Ba BO3HWKAKOT U3 MPOEKTHOrO MbILUIEHWA UX aB-
TOpoB. [oHATUE «An3alH-MblILLEHNE» CBSA3aHO
C onpeAeneHHbIM KOTHUTUBHBIM NMOAXOZOM, NP KO-
TOPOM 4YesioBek crnocobeH BUAeTb Npobaemsl
NN TEKYLLLEe COCTOSIHME OKPY>KatoLLEel cpesbl U pas-
pabaTbiBaTb CTPATErNIO AEUCTBUMA U HOBOE BUAEHME
Ha MHOrO LWaroB Bnepes. 3TOT HaBblk BOCTPebo-
BaH B COBPEMEHHOM MUPE N HEOOXOANM B MHOTUX
obnactsax AeaTeNbHOCTU.

Mo cnoBam mupoBoro ausariHepa T. bpayHa,
AM3aiiH-MblLeHWE NpesCcTaBAseT CObOW cTpemaeHme
coyeTaTb YesoBeyeckme NOTPebHOCTU C TexHUYe-
CKMMMW BO3MOXHOCTIMU. DTOT MeTog, 6bln paspabo-
TaH An3alHepamMu, 0O4Hako OH MOXET BbITb NepeaaH
APYTVM NHOAAM ANA MPUMEHEHUA B PeLUeHU LInMpo-
Koro crnekTpa npobsem. JMzaiH-MblWAeHNE aKTUB-
HO MCMOAb3yeT BO3MOXHOCTH, AOCTYMHbIE KaXA0My
YeNoBEKY, N HE OTPaHNUYNBAETCSA CTaHAAPTHBIMU Me-
ToZamu pelieHuns 3agay. OHO He TOIbKO aHTPOMo-
LEHTPUUHO, HO M OTpakaeT YeNoBEeYeCKYH CyLL -
HOCTb, OCHOBbIBAACh Ha MHTYUTUBHOM BOCMPUATUN,
pacno3HaBaHUWM NaTTEPHOB W reHepauun naen, Ko-
TOpble HecyT B cebe He TONbKO QYHKLMOHaNbHBIN,
HO M 3MOLMOHAaNbHbBIN acnekT [8, c.14].

B coBpeMeHHOM Mupe agun3alniH-obpa3oBaHmne
CTaHOBUTCA KNHOYEBLIM 3/1eMEHTOM Obpa3oBaTeib-
HOW CUCTeMbl, OKa3blBalOLWMM BAMSHME Ha Pa3Bu-
Te MUPOBO33peHUs yyalmxca. PasHoobpasHble
MHTeprnpeTauun NOHATUA «AU3aliH» BKAKOYAKOT
B cebs acnekTbl MPOAYKLIMM, TBOPYECTBA U ICTETUKM.
OcHOBHOE 3HaueHWe cneayeT NpuaaBaTb NOAXOAY,
COrNIacHO KOTOPOMY AM3aliH ABAAETCA KpeaTUBHOM
[,eATeNIbHOCTbIO C Lie/Ib0 CO3JaHMA KOMMIEKCHbIX
KayecTB 06BEKTOB, MPOLECCOB, YCAYT U UX CUCTEM
Ha MPOTAXEHWU XM3HEHHbIX unknos [9, C.63].

BaxHO OTMETUTB, UTO AM3aiH, MO CI0BaM AOKTOpPa
apxuTekTypbl n npodeccopa b.I'. bapxnHa, npnob-
peTaeT 0cobyto 3HaUMMOCTb B NpoLecce obyueHus
6yAyL X NPOEKTUPOBLLMKOB, 1 3TO Hbl0 3aMeYeHo
ewte B 60-x rogax XX Beka. [MpoekTHOe CcO3HaHue,
cornacHoO MHeHwuto npodeccopa B.T. LLnmMko, o3Hava-
eT He TONbKO NPOrHO3MPOBaHME 1N NPOAYMbIBaHME,
HO ¥ NpeobpazoBaHMe HEOBXOANUMOrO 1 MNONE3HOTO
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B npekpacHoe [10, C.11]. MorpyxeHune aetein
B CMCTEMY NMPOEKTHOTO MbILIEHUA U GOPMUPOBaHME
OPUIMHAJBHBIX PELUEHWI /15 MOCTaB/IEHHbIX 3a4au
ABSIETCS OCHOBHOW Lie/ibto AM3aliH-0bpa3oBaHus.

ABTOpP NOAXOAMNT K Npobieme C pasHbIX YrioB:
HauMHas C paspeLleHns NPOTUBOPEUMS N 3aKaHUM-
Basi MOMCKOM OTBETa Ha BOMPOChI, CBA3aHHbIE C 3TUM
npoTmBopeuremM. OH paccmaTpuBaeT NPobAEMHYHO
CUTyaLMIo KaK UTO-TO 3araflovHOe, HEV3BELAHHOE,
npeanonaras, 4YTo 3agaya COCTOUT B TOM, YTOObI
HalTV HoBOe peleHwue. bopwuc MNpuropbesny bapxumH
BbIAE/NA 3Tamnbl TBOPYECKOrO MpoLiecca, KoTopble
npeAcTaBAsftoT COH60M LMKA B3aUMOAENCTBUIA NpO-
EKTHOW MoZenn obyyatoLLerocs: HaunHas C npea-
BapPUTENIbHOTO aHaAM3a Lien, UCXOAHbIX AaHHbIX
1 NoctaHOBKM nNpobaemsl [11, c.26].

ABTOp CUMTAET, UTO AR YCMELIHOTO BbINOJAHEHUS
3af,aHnA HeobXoAMMO CHauana BblbpaThb NyTbK onpe-
[eNUTb XXeNaeMblil pesynbTat. 3aTeM CleayeT BbIsiBUTb
NPOTUBOPEYMS, KOTOPbIE MOFYT NMOMeLLaTh A4OCTU-
XeHuto uenn. M, HakoHew, BaxHO NMpoBepuTh pe-
3yAbTaTbl NPUHATLIX peLleHnid. NpobaeMHbIN MeTOoZ,
MO MHeHWo aBTopa, TpebyeT 3HaUNTENbHbIX YMCT-
BEHHbIX U TBOPYECKUX YCUINIA ANs MPEOAONEHNS TPYA-
HOCTel 3aa4un, paccMaTpuBaeMoli B KOHTEKCTe npej-
NOXXEHHOW KOHLLENLMM 1 0B603HAYEHHOW NPO6IEMBI.

OTW 3Tanbl MOTYT MPUMEHATLCA Ha HavyanbHOM
3Tane TBopYeckoro npoekta. OHU MOryT 6bITb UC-
MOJIb30BaHbl B paMKax 3aHATUI AOMNOJHUTENbHOTO
obpa3oBaHuMA B WwKonax, rae obyyatot nsobpasn-
Te/IbHOMY WCKYCCTBY, An3aiiHy. [pobaeMHas cuty-
aums MoxeT 6bITb co3faHa ANA BCeW rpynmnbl
WAV MHAVBUAYaNbHO ANs KaXAO0ro yyallerocs B Npo-
Lecce obyyeHuns. BaxkHo, utobbl Kaxabln obyyae-
Mblli CAMOCTOATENbHO McKan peweHmne [12].

Mpodeccop B.®. CnaopeHko B CBOEM MCCAef0Ba-
HUW O METOA0NOrMM MPOEKTHOTrO TBOPYECTBA NOA-
yYepknBaa BaXKHOCTb YMEHUA 3ajaBaTb BOMNPOChI
B MpoLLecce NpPoeKTMPOBaHWs, paccmaTpuBas npo-
eKT KaK pe3ynbTaT 3Toro npouecca. OH yka3biBan
Ha TO, YTO OTBET Ha BOMPOC ABAAETCA CyObEKTUB-
HbIM 1 NpeacTaBaseT cOb0M OANH N3 BO3MOXHbIX
BapWaHTOB, UMEOLLWX aNbTepHATUBHbIE pPeLLEHUS.
JTOT OTBeT, N0 MHEHWIO npodeccopa, KOHLUENTy-
aNbHbIM 1 OTAMYAETCA OT AOKa3aTes/bHOro 3HaHWs
[13, c.8].

B 10 e Bpems anszariHep v negaror B. ManaHek
noA4YyepKMBan HEOBXOANMMOCTb BKIKOUEHUS aKTy-
aNbHbIX CcoLManbHbIX Npobaem B npoLecc obyve-
HUA MONIOAbIX An3aliHepoB. OH BblAeNsN BaXHOCTb
bopMUpOBaHUNA He TONbKO TBOPUECKNX CMOCOBHO-
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CTel, HO W COLManbHOM OTBETCTBEHHOCTU Y Byay-
Wwmx cneymannctos [14].

AHgppea bpaHuW, BblAaOWNNCS NpescTaBUTe b
NTaNbAHCKOrO AM3aiHa, NOAYEPKUBAET BaXKHOCTb
yuyeTa CUCTeMbl LLleHHOCTeN U naeanoB Npu nocra-
HOBKE MpPOEeKTHbIX 3agau [15]. SMnatna n noHuma-
HWe K MCTOKaM UrpatoT KAtoueByto posb. [pyroin
TeopeTuk amnsariHa, Ix.K. [xoHc, Buaen cytb au-
3aiHa He TO/IbKO B M3MEHEHWU pPeasbHOCTK, HO
1 B pacnpoCTpaHeHUM NPOEKTHOCTA Ha pa3/iyHble
chepbl XN3HN — OT NOJUTUKOB A0 OBbIUHBIX Fpax-
AaH, CTPEMALLMXCA K yaydLleHnto mupa [16].

B coBpemMeHHOM MUpe BaxkHO pa3BMBaTh HaBbIKM
nowncka peLueHnin, MoCTaHOBKU Npobaem v BbisBaE-
HWSA NPOTUBOPEUNIA. DTO CNOCOBCTBYET NPOSABAEHMIO
TBOPYECKMX CNOCOBHOCTEN, MHULMATUBBI U CaMO-
CTOATENBHOW PaboTbl LWKOAbHUKOB. [Torpy>xeHune
MOJIOAbIX NHOAEN B peanbHYH XU3Hb UX YYUT 0Ob-
€KTUBHO OLLeHUBaTb cMTyaLum, GOpMUpPYeT HaBbIKM
aHanM3a, NornMYeckoro N KPUTUYECKOTO MbILLIEHUS.
LLIkonbHWKK y4yaTca BblipabaTbiBaTb CBOW COHBCTBEH-
Hble peLLeHus, 3aluLLaTh CBOU TOUKM 3PEHUS U CBOU
pe3yabTaTbl paboTbl [17].

WNccneposatens O.N. FeHncapeTckuii yTBEpXKAAET,
UYTO COBPEMEHHOMY YenoBeky HeoH6XoaMMO NoCTo-
AHHO pedeKTMPOBaTb CBOW LIEHHOCTHbIE YCTaHOBKM
B yC10BUAX MHPOPMaLmoHHoro obuiectea. OH noa-
HMMaEeTCs OT KOHKPETHbIX 3aja4 NpoeKkToB kK 0606-
LW eHHOMY MOHMMaHWIO 3TOro NpoLiecca, NpusbiBas
K MPOEKTHOMY MOAXOAY K U3MEHAIOLLENCA peanbHO-
CTW. 3HauuTe/IbHas YacTb BbIMYCKHUKOB AN3alH-LIKON
BMAMWT CBOIO ByayLLytO0 Kapbepy MMEHHO B 0baacTu
apxuTekTypbl 1 AnsaiHa [18, c.427]. Ana H1x gonon-
HUTebHOe 0Hbpa3oBaHMe CTaHOBUTCS OPUEHTUPOM
npodeccrnoHanbHoro passutma. OgHako BaXKHO
MOHWMaTb, UTO OByYeHMe B TaKMX LLIKONAX AAET UM
He TONIbKO 3HaHMsl, HO M BO3MOXHOCTb akTUBHO yyacT-
BOBaTb B MNPOEKTHOM AeATeNbHOCTH.

BaxxHenwwmnii pesynbTaT AeATeNbHOCTU B COBpe-
MEHHbIX YC/IOBUSAX 3aKJOHAETCSA B MOTPY>XeHUN Mo-
NOAbIX NHOAEN B CNOXHbIN N MOCTOAHHO MEHSALLIMIACA
MUp. 9TO cnocobcTByeT GOPMMPOBAHUIO HOBOTO
TUNa MbILWAEHUS U METOAO0B AENCTBUI B npodec-
CMOHa/IbHOM U coumanbHOM cpese. NMpoeKTHOCTb,
Kak Gopma >XM3HW, NpeacTaBaseT cobol agekBaT-
HYO aganTauuto U ryMaHUTapHY WHULMATUBY.
OHa Tak>xe O3HauyaeT rOTOBHOCTb K Pa3BUTUIO
W NOrpy>eHune YyenoBeka B HOBble yC10BUA. B pam-
Kax CMCTeMbl 0ByUYeHMs LWKOABHUKOB MPOUCXOAUT
norpy>keHve B MPOeKTHYIO Cpesy, YTO CrnocobCTBy-
eT aZianTauum K COBPEMEHHOMY MUPY.
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