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BbypraHosa Mapusa AnekcaHapoBHa

[OKTOP Mefarornyeckux Hayk, npodeccop LUkosbl gnsaliHa dpakynbteTa
KpeaTUBHbIX HAYCTPUA HaLMoHanbHOro nccnesoBaTebekoro
yHUBEpPCUTETA «BblIClwasn WwKosa 3KOHOMUKM»

JOKTOp Hayk, npodeccop YHuBepcuteta HOxHon KanndopHun,
cosgatenb v gupektop VIHCTUTyTa COBPEMEHHOW PYCCKOMN KyabTypbl
JLOKTOP MCKYCCTBOBEAEHMS, akaZieMnK POCCunckon akageMum XyAoXecTs,
npodeccop Poccuitckoro rocyAapcTBEHHOIO XyA0XKeCTBEHHO-
npombiwneHHoro yHmsepcuteta um. C.I. CtporaHosa

JOKTOP MCKYCCTBOBEAEHWS, akageMuk PoccMinckon akageMmm XyAoXecTs,
npodeccop Poccuiickoro rocyAapcTBeHHOrO XyA0XKeCTBEHHO-
npomblwneHHoro yHmsepcuteta num. C.I. CtporaHosa

JOKTOP Hayk, npodeccop Akasemnn U3ALHBIX UCKYCCTB MyaHuxoy

JOKTOP HayK, Hay4Hbl cOTPYAHVK VccnenoBaTenbckoro LeHTpa
BoctouHon EBponbl BpemeHckoro yHuBepcuteta (fepmanus),
npodeccop Kapnosa YHunsepcuteta (Hexus)

AOKTOp Mejarornyeckmx Hayk, npopeccop MocKoBCKOro ropoackoro
nejarorn4eckoro YH1BepCuTeTa, MHCTUTYTa KyAbTypbl U UCKYCCTB
[OKTOpP Mejarornyeckux Hayk, npodeccop kadesapbl M306pa3nTeNbHOro
nckycctsa PakysbTeTa UCKYCCTB, pekaambl 1 AusaliHa MNegarornyeckoro
MHCTUTYTa TYXOOKEaHCKOro roCyJapCTBEHHONO YHVBEpCUTETa

KaHAMAAT GUAONOTUYECKUX HaYK, BEAYLLIWIA HayUHbIVi COTPYAHMK
WHctrTyTa pycckoro ssbika Poccuiicko akageMum Hayk

npodeccop YHneepcmteta My3biku Toxo akysH

npodeccop, JOKTOP UCKYCCTBOBEAEHUS, MPOPEKTOP MO Hay4YHOW

N MexayHapoaHomn paboTte POCCUINCKOTO rocyapCTBEHHOTO
XYAO0XeCTBEHHO-MPOMbILWIEHHOro yHuBepcuTeta uMm. C.I. CTporaHoBa
npodeccop YHvnBepcuteTta Boctoka (Heamnonb)

npodeccop kadeapbl UCTOPUN 1 TEOPUN NCKYCCTBA KOMNeAXa M3ALLHbIX
nckyccts LLlaHxalickoro YHuBepcuTteTa, uneH AkaZieM1M4eckoro KomureTa
LLlaHxanckoro YHmBepcuteta

JOKTOP PUAONOTMYECKMX HaYK, CTapLUUIA HayYHbIN COTPYAHWK HCTUTYTa
MWUPOBOW INTepaTypbl POCCUIACKON akaZeMmmn Hayk

JJOKTOP UCKYCCTBOBEAEHWS, Bcepoccninckunii rocysapCcTBEHHbIVE MHCTUTYT
knHematorpadum nm. CA. Fepacumosa

KaHAnAAT GUIONOTUYECKUX HayK, HAayUHbIN COTPYAHUK VIHCTUTYTa
pycckoro s3bika Poccuiickon akagemum Hayk

LOKTOP Punocodckmx Hayk, Npodeccop, raBHbIN pesakTop >XypHana
«Bonpocsl punocopum»

JOKTOP UCKYCCTBOBEAEHWMS, Npodeccop, 3aBeaytoLmin otaenom HayuHo-
nccnes0BaTeNbCkoro MHCTUTYTa TEOPUMN U UCTOPUMN N306pasUTENbHBIX
NcKkyccTB POCCUICKON akaZieMun XyoxecTs, npodeccop MockoBCKOro
apXUTEKTYpPHOro nHCTUTyTa (focyjapcTBEeHHan akajemus)

JOKTOpP Hayk, npodeccop Poccuiickoi akagemun My3bikn M. THECUHbBIX

fokTop dunonoruu, npodeccop Poccuinckoro yHnesepcumteTa

[Jpyx6bl HapoaoB

KaHAMAAT NCKyCCTBOBeAeHMs, npodeccop Poccuiickoro
rocyapCTBEHHOrO XyA0XeCTBEHHO-MPOMbILNEHHOrO YyHUBEpCUTeTa
um. C.I. CTporaHoBa, akageMunk Poccuiicko akagemunm XyaoXKecTBm
KaHAMAAT NCKYCCTBOBEAEHMS, AOLEHT Poccuiickoro rocyAapCTBEHHOrO
XyA,0>XeCTBEHHO-MPOMbILWIEHHOro yHmBepcuteta M. C.I. CtporaHoBa,
UYNeH-KOPPECNOHAEHT POCCUCKOW akaeMun Xy[0XKecTs

JOKTOP Hayk, Npodeccop, 3aBeAyoLmnin kKapespbl ICTETUKM N TEOPUM
nckycctea TOKUIACKOTO yHMBEpCUTETa

JOKTOp Hayk, npodeccop Yumkarckoro YHuepcuteta kadeapbl KMHO

“ Meamna nccnefoBaHNn 1 Kadpeapbl CNaBAHCKMX A3bIKOB U IUTepaTypbl
JOKTOP Mejarornyeckmnx Hayk, MpopekTop rno yyebHon pabore,
npodeccop AHO BO «Poccuinckmnii HOBbIN YHUBEPCUTET»

JOKTOP MCKycCTBOBeAeHWSs, npodeccop, pektop MockoBcKkoro
APXMTEKTYPHOrO MHCTUTYTa, BULe-Npe3nAeHT Poccuniickon akageMum
XYZ0XKeCTB

CmoneHkoBa HOans AHaTonbeBHa (Poccums)

HAYUYHO-AHAJINTUYECKUIA

COAEP>XAHUE

)KYPHA «1OM BYPTAHOBA. No. 1
MPOCTPAHCTBO KY/IbTYPbl»

C/10BO
PEAAKTOPA

BJAANMWP ANNEKCEEBUY KOJIOTAEB
MEPEXOAHOCTb, HAPPATUB, MAEHTUYHOCTb

LWAO YYHbBO

OCOBEHHOCTW MPETBOPEHWA KNTAACKX HALLMOHATbHBIX
TPAANLMI B ONEPHOM TBOPYECTBE MHb LINHA

(HA MPUMEPE ONMEPbI «<BAITAAA O KAHAE»)

_YXAO UTUH
_OCOBEHHOCTU XYAOXECTBEHHOW 3BOJIFOLN
KUTANCKOW FTPAGUKIN OT APEBHOCTMK A0 3MOXW LIMH

5 § N0 ®AH
VIHK/ItO3VBHbI AVI3AIH B MICKYCCTBE OBLLECTBEHHBIX
MPOCTPAHCTB: CO3JAHVE ZIOCTYMHOTO OMbITA

ANA MOAEN C HAPYLLEHWEM 3PEHMA

NPUHA BACU/IbEBHA MOPTHOBA

KOHUEMUMA AHNMANTNCTUYECKOTO OBPA3A

B PYCCKOM U1 EBPQI'IEVICKOM NCKYCCTBO3HAHNW.
COBPEMEHHbIV B311A4 HA MPOBJIEMbI XKAHPA

CBET/IAHA AHATOJIbEBHA NMABJIOBA
POXAECTBEHCKUME KAHTATbI KPUCTOPAPO KAPE3AHbBI HA
>KAHPOBOW MEPEAOBOW HOBOIO BPEMEHW

(CHOUTA, KOHLIEPT, OTMEPA)

MAPUA ANEKCAHAPOBHA BYPTAHOBA
A3C «LAST EXIT». KOHLEMLWA BPEHAA
N CPEAOBOTO AV3ANHA

BArM® HAPVUMAH OT/1bl T'YCEAHOB,

L,3H L39HbXAO

MOJIMXPOMHAS XNBOMNCH B APXUTEKTYPE
3AMPETHOIO FOPO/A B LUSHbAHE (1625 — 1636):
OBPA3bl 1 OPHAMEHTAJIbHBIE MOTMBBI

AHHA ANIEKCAHAPOBHA ®ULLEP
KXMBOMNCHbBIN LK «<BPEMEHA TOAA»
MUTEPA BPEVITENA CTAPLUETO:
KANEHAOAPHAA CUMBOJIMKA

N BAPUAHTbI EE MHTEPMPETALNN

HA OBJIOXKE Ckynbntop A.H. Bypranos. 1996. HoBbliii repoit. bpoHsa. 220x120x70 cm
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LETTER
FROM
THE EDITOR

Scientific and Analytical Journal
Burganov House

Space of Culture

#1/2025

Dear friends,

We are pleased to present to you Issue 1. 2025, of
the scientific and analytical journal Burganov House.
The Space of Culture.

Upon the recommendation of the Expert Coun-
cil of the Higher Attestation Commission, the jour-
nal 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 issue opens with an article "Transitivity, Nar-
rative, Identity” by V. Kolotaev. In it, the author anal-
yses the connection between carnival activity and
states of transition, which open up the possibility for
the participant to incarnate in a new identity and, as
a consequence, to find a different place in society.

In the article “"Aspects of Implementation of Chi-
nese National Traditions in Yin Qing’s Opera. On
the Example of the Opera The Ballad of the Canal’,
Shao Chunbo presents an interpretation of a lyrical
drama set against the backdrop of the 2,500-year
history of the Beijing-Hangzhou Grand Canal, one
of the most grandiose structures in China. The au-
thor believes that the opera revealed the possibili-
ties of combining the traditions of Chinese national
opera and European academic music.

With special focus on the key phases of the de-
velopment of traditional Chinese graphics and their
social functions, the article, “Features of the Artis-
tic Evolution of Chinese Graphics from Antiquity to
the Qing Era” by Zhao Yiting, explores the origins
and evolution of Chinese graphics as well as their
role in cultural communication.

In the article “Inclusive Design in the Art of Pub-
lic Spaces: Creating Accessible Experience for the
Visually Impaired”, Liu Fang presents theoretical
basis, developed by him, which would allow peo-
ple with visual impairments to fully perceive art in
public spaces.

Animalistic art in the works of European and
Russian researchers is analysed by I. Portnova in

the article “The Concept of the Animalistic Image
in Russian and European Art Criticism. A Modern
Look at the Genre Issues”. According to the author,
animalistic art is elevated to a new, important level
by the fundamental moral principle of preserving
the natural environment, about which the society
is concerned.

In her article “Christmas Cantatas by Cristofaro
Caresana on the Genre Frontier of the New Time
(Suite, Concert, Opera)”, S. Pavlova considers the
spiritual creative work of Italian composer C. Care-
sana. She notes that the sound of Caresana’s music
attracts with the beauty of soloists’ ensemble sing-
ing, the absence of choirs with monumental parts,
the imitative development of musical thought, and
the fusion of the spiritual and the secular, which is
manifested not only in the dramaturgy of the can-
tatas, but also in their content.

The unique artistic image of the environmen-
tal design of a petrol station using the example of
Last Exit AUH Bound is analysed by M. Burganova
in the article “Last Exit Petrol Station. Concept of
the Brand and Environmental Design”.

V. Guseinov and Jiang Jianghao explore the archi-
tectural polychrome decor preserved in Shenyang,
demonstrating the diversity of polychrome paint-
ing and reflecting the influence of various cultures
(Manchu, Tibetan) on the formation and develop-
ment of polychrome painting in the Qing era. In the
article "Polychrome Painting in the Architecture of
the Forbidden City in Shenyang (1625-1636): Imag-
es and Ornamental Motifs”, the authors present the
results of the research of ornamentation and paint-
ing style of official polychrome paintings through-
out the Qing era’s many architectural periods.

Syncretic images of time as well as calendar sym-
bolism in the context of the Christian religious con-
cept are considered by A. Fischer in the article "The
Seasons. The Pictorial Cycle of Pieter Bruegel the
Elder: Calendar Symbolism and Variants of its In-
terpretation”. The author emphasises the originality
of the interpretation of the seasons, the variety of
interpretation levels from everyday to philosoph-
ical. Moreover, the author notes the possibility of
more research into the panoptic concept of the
artist’s vision.

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-aHannMTmueckmii XypHan
[om bypraHosa.

[MPOCTPAHCTBO Ky/bTYPbI

#1/2025

Joporue [py3bsa!

Mbl pagbl npeactaButb Bam N2 1/2025 Hayu-
HO-aHaNMTM4YecKoro XxypHana «/Jom bypraHosa.
MpocTpaHCTBO KyNbTypbI».

Mo pekoMeHpaLUnm JkcnepTHoro coseta BAK
XXYpHan BKAOUeH B NepeyeHb BeAyLLMX peLeH3un-
PyeMbIX Hay4YHbIX XXYPHaA0B W U3AaHWIi, B KOTOPbIX
[OMKHBI ObITb ONYHAMKOBaHbI OCHOBHbIE HayuYHble
pe3yabTaTbl ANCCEPTaLMM Ha COMCKaHMUE YUYeHbIX
cTeneHen AoKTopa W KaHAnAaTa Hayk. XypHany
npuceoeHa kateropusa K2.

B >xypHane nybankyroTcs Hay4yHble CTaTby Be-
AYyLWMX CNELNANNCTOB Pa3HbIX 'yMaHUTapPHbIX 06-
nacrem, [OKTOPaHTOB M acnupaHToB. HanpasaeHus
NCcCeflOBaHNM KacatoTcs akTyalbHbIX NpobaemM B
pPasNnYHbIX 061acTaAX KyAbTypbl, UCKyCCTBa, GU-
nonorvn v nejarorvkn. B 3sTon MHororpaHHoCTU
0603peHns NposBuaacL OCHOBHas crieumduka xyp-
Hasna, NpeACTaBAAOLLErO COBPEMEHHOE COCTOSHNE
NPOCTPaHCTBA KyAbTypbl.

Homep oTtkpbiBaet ctatbs B.A. Konotaesa «[le-
PEeXOAHOCTb, HAPPAaTUB, NAEHTUYHOCTb», B KOTOPOW
aBTOP aHa/M3MpyeT CBA3b KapHaBaJbHOrO AelcTBa
C COCTOSHMAMMW NEPEXOAHOCTH, OTKPbIBAKOLLUM Mne-
pea y4acTHMKOM BO3MOXHOCTb BOMOLLEHNA B HO-
BOW MAEHTUUYHOCTU N KaK CNeACTBUE, OBpeTeHreM
MHOTO MecTa B obliecTBe.

LWao YyHbb0 B cTaTthbe «OcOBeHHOCTM NpeTBOpe-
HWS KUTaNCKMX HaLMOHaNbHbIX TPaAULMIA B onep-
HomM TBOpuYecTBe MHb LinHa (Ha npumMepe onepsl
«bannaga o kaHane»)» npeacTaBAfeT nHTepnpe-
TaLUI IMPUYECKON ApaMbl, pa3BoOpaumnBaroLLencs
Ha ¢oHe 2500-neTHel nctopumn bonbworo kaHa-
na lMeknH-XaHu>Xoy - OA4HOrO W3 CaMblX FPaHAM-
03HbIX coopy>xeHuii Kutas. ABTOp nonaraet, 4To
onepa packpblia BO3MOXHOCTM coYeTaHuna Tpa-
AVILIMIA KUTAMCKON HaLMOHaIbHON onepbl 1 eBpO-
NencKon akageMmnyeckom My3bIKU.

MpoucxoxaeHne 1 3BOAROLMIO KMTACKOW rpa-
bukn, a TakxKe eé posb B KyNbTYPHON KOMMYHMKaA-
LK, ¢ 0cCO6bIM BHMMaAHMEM K OCHOBHbIM 3Tanam
Pa3BUTUA TPAAMLMNOHHOW KNTaNCKOW rpadukm n
eé coumanbHbIM QYHKLMAM paccmaTpmBaeT Yxxao
NtnH B cTaTbe «OCOBEHHOCTU Xy[,0XKECTBEHHOM
3BOJIOLMMU KMTANCKOM rpadmKn OT APEBHOCTM A0
anoxu LnH».

Jlto ®aH B cTaTbe «VIHKAO3MBHbIV AU3ailiH B
NCKyccTBe ObLLLEeCTBEHHbIX MPOCTPAHCTB: CO3ja-
HWe LOCTYMHOrO ONbITa ANA NOAEN C HapyLLUEHNEM
3peHuns» npeacTaBaseT pa3paboTaHHYO UM Teo-
peTnueckyto 6a3y, KOTopas NO3BONUT NHOAAM C Ha-
pyLUEHNAMW 3pEHMA NMOJHOLEHHO BOCMPUHMUMATD
MCKYCCTBO OOLLECTBEHHOM MPOCTPaHCTBE.

AHVMaNNCTNYECKOe NCKYCCTBO B TPyJax eBpo-
NercKMX N pycckux nccnegoBartenet aHanmsmpyet
W.B. MopTHOBa B cTaTbe «KoHUEeNUNA aHnMann-
CTM4eckoro obpasa B PYCCKOM W €BPOMENCKOM
NCKyCCTBO3HaHUM. COBpPEMEHHbIN B3rNf4 Ha Npo-
61eMbl XXaHpa». ABTOp noJsiaratoT, UTO OCHOBO-
nosiaratoLLnim MopanbHbI/ MPUHLUM COXPaHEHUS
NPUPOLHOrO MMpa, KOTOPbIM 06eCcnokoeHo 06-
LLecTBO, MOAHUMAET aHUMaANCTUYECKOE UCKYC-
CTBO MOAHVMAET Ha HOBbIN 3HAYMMbI YPOBEHb.

C.A. lMaBnoBa nocBATMAA CBOIO CTaTbto «PoX-
fectBeHckue kaHTaTbl Kpuctodapo KapesaHbl Ha
>KaHPOBOW NepesoBO HOBOrO BPEMEHMU

(cronTa, KOHLEPT, onepa)» AYXOBHOMY TBOP-
yecTBYy UTanbaHckoro komnosutopa K. KapesaHa,
oTMeuas, YTo 3ByYaHue my3bikv KapesaHa npwusine-
KaeT KpacoTol aHcaMb1eBOro neHns CoOANCTOB U
OTCYTCTBMEM XOPOB C MOHYMEHTaNbHbIMW NapTUA-
MW, UMUTALMOHHbBIM Pa3BepTbiBaHNEM My3blKa/b-
HOM MbICAN W CAVAHWEM LYXOBHOTIO W CBETCKOTO,
KOTOpOe NpPOSABASETCSA He TONIbKO B ApamMaTtyprum
KaHTaT, HO 1 B X COAEep>XKaHUW.

YHUKaNbHbIV XyA0XeCTBEHHbIA 06pa3 cpesoBo-
ro ansaviHa A3C Ha npumepe Last Exit AUH Bound
aHanmsmpyet M.A. bypraHoBsa B ctatbe «A3C «Last
Exit». KoHuenumsa 6peHga n cpesoBOro Au3anHa».

B.H. l'yceliHoB B cTaTbe 1 LI3saH Li3sHbXxao aHa-
NN3NPYHOT coxpaHmBLINiCA B LL3HbAHe apxuTek-
TYPHbIA MOAUXPOMHbIV AEeKOP, LEMOHCTPUPYIOLL A
pa3Hoobpa3ne NONUXPOMHOM XMBOMUCK 1N OTpa-
KatoLWUA BAVSHWE Pa3MUHBIX KYJbTYp (MaHbuXyp-
ckou, TnbeTckon) Ha GopMUpoBaHVe 1 pa3BuTUE
MOJMXPOMHOM XunBonuck anoxum LinH. B ctatbe «[o-
NINXPOMHas XMBOMWUCb B apXmUTEKType 3anpeTHo-
ro ropoga B LUsHbaAHe (1625 — 1636): ob6pa3bl 1
OpHaMeHTaibHble MOTUBbI» aBTOPbI NPesOoCTaB-
naeT pesynbTaTbl NCCNEAOBaHNA OPHaMEHTOB
>KMBOMWCHOW MaHepbl oduLManbHON NOANXPOM-
HOM XWBOMWUCK B Pa3Hble Nepuoabl Pa3BUTUS ap-
XMTeKTypbl anoxu LinH.

CuHKpeTnyeckme obpasbl BPpEMEHU N KajeH-
JAPHYH CMMBOJIMKY B KOHTEKCTE XPUCTUAaHCKOM
pennrMosHon KoHuenuum nccneayet A.A. duwep B
cTaTbe «KMBOMMWCHBIN LMK «BpemeHa roga» Mute-
pa bpewrens Crapluero: kasieHgapHas CMMBOANKA
N BapunaHTbl ee nHTepnpetaunm». ABTop nog4ép-
KMBaeT OPUTMHAbHOCTb TPAKTOBKM BPEMEH roja,
pa3Hoobpasve ypoBHEW TONKOBAHWUIA OT BbITOBOrO
480 dunocodckoro. Takxke aBTOPOM aKLeHTMpPyeTCa
BHMMaHWe Ha NOoTeHUMan AajbHENLIEero nyyeHuns
MaHOMTUYECKOM KOHLEMLMN BUAEHUA XYAO0XKHMNKA.

W3paHne agpecoBaHo npodeccroHanam, cnem-
anusmpyrowmmMmcs B 061actm Teopun U NpakTukn
1306pasnTenbHOro NCKyccTBa 1 GUAONOTUN, @ TaK-
e BCEM, KTO MHTepecyeTca BOMPOCaMn NCKYCCTBa
N KynbTypbl.
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TRANSITIVITY, NARRATIVE, IDENTITY

Summary: The connection of the carnival activi-
ty with the states of transition offers the neophyte
participant an opportunity to experience the act of
death and rebirth in a new capacity, acquiring a new
identity and taking his or her place in society. Similar
experiences are experienced by the believer who has
embarked on the path of movement towards truth,
finding him or herself through contact with the im-
ages of the iconostasis and instantaneous transfer
into the realm of truth, in union with God. The barri-
er on the way of the hero of works of art, literature,
and cinema is the boundaries of the worlds that de-
termine the dynamics of the narrative and the pro-
cess of internal transformation. The change of the
subject’s state through various forms of crossing the

As a stage of development in carnival dialog-
ical action, transitionality reveals the connection
of the carnival image, the procedure of inversion,
with initiation rites. These, in turn, are connected
with the process of recreation and acquisition of
a new status, a new identity. As E. Meletinsky ob-
serves, P. Sentiv, who established the connection
between carnival inversion and initiation rites (Me-
letinsky, 1976, p. 146), came to this V. Propp’s idea
somewhat earlier. In a certain situation, the estab-
lished system of social relations is subject to sym-
bolic breakdown, deformation, timelessness (Lich,
2001, p. 45). Its hierarchical axis is subject to de-
struction, it turns into a chaotic formation. Finding
themselves at the zero line of the social structure,
the organisms that once created a rigid structure
are modified; they change the signs of social sta-
tus to the exact opposite, as if turning into their
opposite, turning inside out. The presence of so-
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boundaries of the worlds according to a single sce-
nario: removal, staying in an intermediate state and
return determine the change of the qualitative state
of the initiate’s psyche; after the ceremony he appears
capable of such complex intellectual procedures as
the correct production of metaphors. Ritual forms of
initiation proved to be not only the core of the tex-
tual organization of the magic tale, but also of such
later forms of art creation as the epic and the Euro-
pean novel itself. Through the three-act structure of
the monomyth, the literary form has passed to the
scripts of the feature film, keeping with it the idea of
initiation, which is the basis of the character’s arch.

Keywords: initiation, identity, narrative, hero’s path,
composition of the fairy tale.

ciety in such a "mixed” chaotic state allows us to
compare the carnival with rites of passage (Melet-
insky, 1976, p. 146), with initiation, when the ini-
tiates were taken outside the community for the
duration of the ritual and were isolated on the pe-
riphery in a certain isolated group before renew-
al. In the movie Bullfinch (2023) by B. Khlebnikov,
something similar happens with the young men be-
ing tested, who found themselves on a fishing ves-
sel in the status of interns.

M. Bakhtin's ideas about the hero’s transition-
al, time-extended position in the artistic space of
the novel reveal similarities with the ideas of P. Flo-
rensky. In Iconostasis, the path of the knower is de-
scribed; at a certain point in the movement, they
are faced with the need to carry out the procedure
of conversion to their opposite in order to develop
the ability of inner vision in themselves, the “eye of
the soul”, revealing the truth in a state of “inver-

sion”. Liminality, threshold, borderland — it is both a
dream state and a point of transition from the vis-
ible world to the world of invisible things, “a mix-
ture of images of ascent with images of descent”
(Florensky, 1993, p. 24). It is the place of transition
from the lower world to the upper world, where
the icon serves as a means of transport for the be-
liever, who has embarked on the path of discover-
ing the truth, into the “event of faith” (Podoroga,
1995, p. 166). And as the walker moves, “purifi-
cation” occurs, deliverance from layers of corpo-
reality that interfere with vision and from illusory
images of oneself, reflected faces, artificial masks,
false roles. The encounter with them as with car-
nal temptations must be overcome in order to dis-
cover in oneself the true identity with the inner
core of the personality, capable of manifesting the
Face, the authentic identity revealed in the "event
of faith” after passing the trials at the culminating
point of contact with the Truth through the medi-
ating principle of the image of the holy witness. It
is the act of acquiring the highest and unattaina-
ble gift, identification with the image, while realis-
ing the impossibility and inadmissibility of merging,
absolute identification with it.

The path of knowledge through the point of
conversion, described by P. Florensky, is structur-
ally and dramatically related to the three-act archi-
tecture of the hero’s path, described by V. Propp.
In the same way, the hero's stay in a state of ho-
meostasis is a shortage and a certain entry point
into another world, a world of trials, transforma-
tion at the moment of contact with the truth, and
an exit point (temporary death), a return in a differ-
ent quality with an acquired identity, qualitatively
changed optics, an opened ability to see what was
hidden under the cover of the familiar.

In a number of works by Y. Lotman (Lotman,
1992), A. Baiburin (Baiburin, 1993), G. Levinton (Lev-
inton, 1975), D. Segal (Segal, 2011), the genesis of
narrative forms is revealed, references to two inter-
connected cycles of the composition of a fairy tale
are found: the initiation complex and ideas about
death, dying, and resurrection in a new capacity with
a new name of the hero, undergoing a ritual, cross-
ing the spatial boundaries of the world of the living
and the dead on their way to the afterlife (Propp,
1996, p. 43). Following V. Propp’s thought, G. Lev-
inton comes to the conclusion that “initiation really
contains a model of any narrative text (for exam-
ple, the separation of an individual from a group

can underlie the very concept of a hero as a sub-
ject; departure and return — through a fairy tale
— became the framework for most plots; the char-
acteristic rhythm of losses and gains is also found
in many genres)” (Levinton, 1980, p. 544) and it is
the organising principle of later texts, such as, for
example, the medieval novel.

In her work Image and Concept, O. Freidenberg
presented her view on the formation of narrative,
and with it, on the qualitative changes in the struc-
ture of the European subject in general. Continuing
the direction associated with the name of A. Potebn-
ya, rethinking A. Veselovsky's legacy, O. Freidenberg
describes the birth of a new form of story through
a change in the subject’s state. As a result, a transi-
tion from concrete to abstract thinking takes place.
Then, along with direct speech and visual imagery
of the narrative (story as a show), indirect speech
appears, testifying to the separation of the subject
from the subject-object unity, which did not previ-
ously distinguish the conventional, allegorical nature
of metaphor (Freidenberg, 1978, p. 232). Therefore,
the experience of silent cinema was often an expe-
rience of expressionistic recognition of the whole
world around as a shadow, as an attempt to move
on to abstract thinking about one’s own destiny
(Arustamova, Markov, 2023), while sound cinema
made it possible to emphasise the monomyth, as
we will show below.

The sensory image of the myth undergoes chang-
es, and abstraction is separated from it; the ability
to correctly produce metaphors is formed. Mytho-
poetic syncretism gives way to a private form of
the subject; a bearer of conceptual thinking ap-
pears, creating a narration, its new type. The an-
cient model of the rite of passage, "departure and
return”, death and sending to another world, and
then arrival from there, “coming into the world and
coming to life”, is the origin of modern narration.
"It (the ancient narration — author’s note) is entire-
ly based on the witnessing of the beholder. The
other world is its theme. It has two scenarios — the
scenario of departure and the scenario of arrival”
(Freidenberg, 1978, p. 276). Here, too, the three-
part matrix scheme of the initiation rite occurs: re-
moval, stay in an intermediate state, and return.
Freidenberg's ideas are consonant with the ideas of
M. Bakhtin (Bakhtin, 2000), E. Benveniste (Benven-
iste, 2002), P. Ricoeur (Ricoeur, 2008), F. Ankersmit
(Ankersmit, 2003), J. Bruner (Bruner, 2005), who de-
veloped the idea of the subject’s identity formation
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in the flow of narrative forms of language, originat-
ing in initiation rites.

E. Meletinsky emphasised that “the explanato-
ry myth for the initiation rite is the tale core” (Me-
letinsky, 1986, p. 9) and that “the trial or series of
trials that they (the hero of the medieval novel — au-
thor’s note) go through in order to become a real
hero or prove their heroism is initiation. The hero's
initiation reflects... the customs of initiation into
this or that status, primarily obligatory for every-
one upon turning into an adult hunter, warrior, but
also a member of a male union, a leader, a priest”
(Meletinsky, 1983, p. 76). The initiation rite finds its
embodiment in the chivalric novel. Thus, “the nov-
el about the Grail is entirely a narrative about initi-
ation, a kind of history of the multi-stage initiation
of an ideal knight” (Ibid., p. 78).

The moment of bestowing a name on the initiate
after some kind of trial occupies a special place in
the initiation rite. Moreover, the descriptions of tri-
als during which the hero suffers temporary death
are important. It is the key moment of the trials, af-
ter which the aspirant takes a higher place in the
closed, privileged group, with a new name and a
new identity. Meletinsky identifies three stages in
the composition of a chivalric novel which has an
initiation structure: departure, separation from the
homely, cosy world of childhood, initiation itself, a
series of trials-adventures with scenes characteris-
tic of the rite of entry into another world, meeting
monsters, temporary death, etc., and return with
the acquisition of a new name, status, knowledge,
and skills (Ibid., p. 78). K. Naranjo traces the ritual
nature of literary monuments to the acquisition of
knowledge (Naranjo, 1997).

Speaking about the structure of the chivalric nov-
el and emphasising the importance of the initiation
complex underlying the novel's composition, Me-
letinsky notes that the hero’s (Perceval’s) initiation
had to break "his close connection with his moth-
er, who sought to isolate the young man from the
male... circle... All this, by contrast, emphasises the
necessity and prospect of initiation since initiation
is separation from the mother, from the world of
women and children and the transition to male so-
ciety. It is the onset of maturity, the acquisition of
knowledge and wisdom; it is a series of trials for
a man..." (Meletinsky, 1983, p. 79). Moreover, ini-
tiation is associated with the acquisition of a real
name, the hero's transition to the “lower” world of
the dead, and return from there.
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Analysing F. Dostoevsky's Crime and Punishment,
V. Toporov showed that the rites of passage under-
lie the novel's composition and subordinate the
means of artistic expression of the novel (Toporov,
1995). As a person undergoing a rite of passage,
Raskolnikov crosses the semantic boundaries of the
novel's space, as a result, he undergoes mental and
physical conversions, experiences temporary death,
and is resurrected again. E. Meletinsky, S. Neklyu-
dov, E. Novik highlight the role of initiation rites in
fairy tales, in epics, and in early forms of the Euro-
pean novel. “In the medieval novel..., some funda-
mental mythologemes are reworked and passed
through the prism of a fairy tale: first of all, the my-
thologeme of initiation...” (Meletinsky, Neklyudov,
Novik, 1994, p. 48). In the section "Heroic Myths
and ‘Transitional’ Rites” of The Poetics of Myth, Me-
letinsky outlines the prospects for studying literary
plots, their mythopoetic nature, genetically ascend-
ing to rites of passage. He points out that “V. Propp,
E. Stanner, and J. Campbell independently discov-
ered a ritual scheme of initiation in heroic myths
and fairy tales” (Meletinsky, 1976, p. 227).

In The Hero with a Thousand Faces (1949), J.
Campbell identified the structure of the hero's jour-
ney on the basis of myth and described it using the
concept of “"monomyth”, which underlies any nar-
rative. "He discovered that any story, whether in-
tentionally or not, follows the ancient scheme of
the myth, and all stories, from a vulgar joke to the
highest achievements of literature, can be interpret-
ed in terms of the hero’s journey: as a monomyth”
(Vogler, 2015, p. 40). The concept of “monomyth”
was borrowed by J. Campbell from Finnegans Wake
by J. Joyce, and the method of studying myths is
connected with C. Jung's analytical psychology and
goes back to his teaching on the archetypes of the
collective unconscious. The monomyth has become
an active unit of analytical discourse and has firm-
ly entered the visual media culture. Movies, vid-
eo games, fan art, and advertising are built on it.

According to J. Campbell, the monomyth is a
basic model of narration, according to which the
hero makes a journey, overcoming difficulties, mov-
ing from one state to another, undergoing internal
changes, gaining inner freedom at the end of the
path or, according to C. Jung (Jung, 2019), the self
(the integrity of all parts of the personality achieved
in the process of individuation) (Jung, 1996). The
hero’s main trial, corresponding to the key moment
of the initiation rite in the social life of archaic cul-

tures, is the central event of the monomyth. "The
hero's path of the mythological adventure is usu-
ally an extension of the formula of any rite of pas-
sage, solitude — initiation — return, which can be
called the central part of the monomyth. The hero
ventures from the mundane world into the realm
of the wondrous and supernatural. There, they en-
counter fantastic forces and achieve a decisive vic-
tory: from this mysterious adventure..., they return
endowed with the ability to bring good to their fel-
low congeners” (Campbell, 2015, pp. 37-38).

The key moments of the journey, the sequence
of trials that refer to the rite of initiation, which un-
derlies both the plots of the fairy tale and the three-
act structure of the monomyth, form the character
arch in cinema; moreover, they determine the rhyth-
mic pattern of the movie's dramaturgy according
to the model of the fairy tale as a set of losses and
gains. Each of the nodes of the monomyth, and all
of them as a whole, form the basis of the hero’s
journey, and in turn, this universal structure (the
departure after the call, the preliminary and main
trial, and the return in a renewed form) consists of
more detailed morphological elements dedicat-
ed to the hero’s specific action, consisting of 17
stages. The first stage, Departure, includes: 1) Or-
dinary World; 2) Call to Adventure (the beginning
of the action); 3) Refusal Of The Call; 4) Supernat-
ural Patronage (Meeting The Mentor); 5) Crossing
The Threshold; 6) Belly of the Whale. The second
stage, Initiation, consists of the following steps: 7)
The Road of Trials; 8) Meeting with the Goddess;
9) Woman as a Temptress; 10) Atonement with the
Father; 11) Apotheosis; 12) The Ultimate Boon. The
third stage, Return, includes: 13) Refusal of the Re-
turn; 14) The Magic Flight; 15) Rescue from With-
out; 16) The Crossing of the Return Threshold; 17)
Return. The hero gains the status of the Master of
the Two Worlds; Freedom to Live opens up before
them. They go through the initiation rite, and find
their true "I".

K. Vogler transformed J. Campbell’s 17-step mod-
el into a 12-step algorithm for writing a script for
various movie genres, including the stages: 1) Or-
dinary World; 2) Call to Adventure; 3) Refusal of the
Call; 4) Meeting the Mentor; 5) Crossing the Thresh-
old; 6) Trials, Allies, Enemies; 7) Approach to the In-
most Cave (equivalent to the Belly of the Whale);
8) Ordeal; 9) Reward; 10) the Road Back; 11) Res-
urrection; 12) Return with the Elixir.

J. Campbell’'s approach has been criticised for
male chauvinism (Murdoch, 2018), for turning to
the mystical and unprovable provisions of C. Jung’s
teachings, for universalism (Dundes, 2005), and bi-
opsychological reductionism (Meletinsky, 1994, p.
10). Nevertheless, the archetypal construction of
the hero’s journey, based on the rite of passage,
largely owing to George Lucas's Star Wars (Gordon,
1978), becomes a stable model of feature movies
(Voytilla, 1999), reflecting the process of identity
construction.

Using the material of a fairy tale within the frame-
work of a historical-genetic approach that takes
into account the socio-cultural evolution of artis-
tic forms, V. Propp showed that the narrative struc-
ture of folklore has a strictly defined syntagmatic
sequence of linearly arranged structural elements
(functions) that unfold in an invariable order, inter-
connected plot nodes, motifs (trials), or, according
to Y. Lotman, a “composition of techniques” (Lot-
man, 1970, p. 281). The initial deficiency prompts
the hero to action, to go out in search of a magic
remedy. It is the first stage of the three-part initi-
ation model, when the initiate leaves the world of
habitual existence, stands out from the established
environment of the community. Following the “mis-
fortune-deficiency”, they undergo a preliminary or
“qualifying” trial, according to A. Greimas (Greimas,
2004), and acquire a magical assistant or a magical
means that helps to overcome difficulties in the fu-
ture. A series of losses and acquisitions makes up
a certain dramatic pattern; the twists and turns set
the rhythm of the tale, and the actions of the hero
undergoing the tests are aimed at presenting their
qualities to those who must recognise them as a
real hero. Passing trials, often both the main and
additional ones, is aimed at overcoming the ambi-
tions of the false hero, who follows the main char-
acter and seeks to appropriate their achievements,
to pass themselves off as them. It is the second
stage of initiation; it can last a long time (Levinton,
1980, p. 544). Then the hero, passing the final test,
asserts themselves in the eyes of the Other, con-
solidates their identity, shows that they are a true
hero and rightfully claims to gain the gift, to rec-
ognition, since they have overcome all difficulties,
transformed, became the Other. As a consequence
of these transformations, they correspond to a new
position in the social hierarchy. The appearance of
the renewed hero at the third stage is intended to
emphasise that they died in their former capacity,
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passed the trial of death, travelling in the afterlife,
acquiring sacred meanings, receiving knowledge
from dead ancestors, and were reborn in a new
state, which was facilitated by a medium, a mentor.
V. Propp writes that the path, a series of trials, “re-
tains not only traces of ideas about death, but also
traces of a once widespread rite closely associat-
ed with these ideas, namely, the rite of initiation of
youth at the onset of puberty” (Propp, 1996, p. 53).

The acquisition of identity, received from the
Other, recognition in the form of a gift (marriage,
obtaining a higher status) is the main result of the
fairy tale, as well as of the initiation rite. “... The
hero must prove that it was them, and not their im-
postor rivals..., who accomplished the feat and de-
served the reward in the form of marriage to the
princess (prince). Identification of this kind is also
found in primitive folklore; however, it is especially
characteristic of the developed fairy tale” (Meletin-
sky, 1986, p. 61). At the end of the journey, after a
series of failures, the hero is transformed, which is
what the trials are aimed at.

According to Propp, the further development
of culture contributed to the fact that the initia-
tion rite and the associated cycle of ideas about
death, which gives a new social status and identity
to the subject upon successful completion of the
trials, formed the basis of oral narratives, composi-
tional elements of the fairy tale, in which this rite is
reflected. These are such motifs as “taking or ban-
ishing children into the forest or abducting them by
a forest spirit, a hut, selling, beating heroes by Yaga,
chopping off a finger, showing the remaining ones
imaginary signs of death, Yaga's oven, cutting and
reviving, swallowing and regurgitating, receiving a
magic remedy or a magic assistant, travesty, a for-
est teacher and cunning science” (Propp, 1996, p.
352). It is important to emphasise once again that
it is in the fairy tale, according to Propp, that two
interconnected and practically inseparable cycles of
“early forms of social life” are well-preserved: the
initiation rite and the cycle of “ideas about death”
(Ibid., p. 32), originating in myths about the origin
of cosmic order from chaos. And they are the “an-
cient basis of the fairy tale” (Propp), and a little later
the basis of all subsequent more complex narratives
(Meletinsky, 1986, p. 47) that have an author, in-
cluding feature movie scripts that reflect the pro-
cess of the hero acquiring an identity.

No less significant is the fact that Propp consid-
ered the structure of the fairy tale in the context of
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primitive ideas about the main role of myths, sto-
ries about the history of the tribe, in the initiation
rite. The oldest form of the story about the hero-an-
cestor (Meletinsky, 1982, pp. 25-28), the “progres-
sive mediator” (Kongas-Maranda, Maranda, 1971,
Maranda, 1980) recreated the structure of the per-
sonality of the initiate, entering the full life of a
member of the collective, determined their idea of
themselves, their place within the community, and
the principles of interaction with other participants
in the social drama. The myth, the story conveyed
by the mentor, formed a new personality, and this
was the main thing in the initiation rite. By assimi-
lating sacred knowledge, immersing oneself in the
mythical history of the tribe, the aspirant acquired
an identity, the ability to think of themselves and
describe the world in the categories of myth. We
can say that a new life was acquired; it seemed to
flow with the myth from the mentor (storyteller) to
the initiate (Propp, 1986, p. 104).

Propp drew attention to the applied nature of
the instructions received by the aspirants from the
mentor in the process of preparation for the rite.
In addition to the fact that the young men were in-
troduced to the myths and rituals of the tribe, they
were given practical skills and abilities. The initiates
had to be able to influence the natural world, and
they received these skills in the process of mas-
tering the skills. “The initiation rite was a school,
a teaching in the truest sense of the word” (Ibid.).
According to Propp, the rite, first of all, has a prag-
matic element, “the main thing is not knowledge,
but skill, not cognition of the imaginary world of
nature, but influence on it” (Ibid.).

However, immersing oneself in the process of
preparation for the rite, undergoing training and
mastering practical life skills through communi-
cation with the mentor and participating in ritual
practices, the aspirant acquired not only specific
knowledge but also became acquainted with myths,
which is the main thing and the essence of initia-
tion. Young men listened to the mentor, conveying
mythical ideas to them, which were then embodied
in the dramatic performance of the rite itself. Myth-
ical events "were not so much told as depicted in
a conventionally dramatic manner... The meaning
of the events that were happening to them was re-
vealed to the initiate. The stories were likened to
the one they were telling about. The stories were
part of the cult and were forbidden” (Ibid., p. 355).
These were stories about what would happen to

the initiate during their journey; moreover, they
were stories about the universe, about the ances-
tors’ deeds.

According to Propp, living history in a ritual ac-
tion is primary, and the myth itself in its narrative
expression is secondary; it is formed into a story and
develops later than ritual practices. The neophyte’s
integration into a myth (be it a ritual drama of mys-
teries, immersion in mythical stories conveyed by
a mentor) allows them to be included in a certain
system of knowledge about the tribe and in the
structure of the narrative constructing the image
of identity, into which the initiate enters and with
which they identify. The complex procedure of the
initiation rite, reflected in myths, fairy tales, and fes-
tive rituals, endowed the aspirant with knowledge;
moreover, it provided a place in the social structure
of the tribe and opened up the prospect of life it-
self, a renewed life with a new name, in a new and
full-fledged quality with a place in society. After
all, along with the story, the mentor, according to
mythological ideas, not only supplied the mentee
with important and necessary information that al-
lowed them to effectively adapt to reality, but also
conveyed to them the most important part of their
life, the sacred component of the very essence of
being (Lévy-Bruhl, 1994, p. 281).

In the minds of the bearer of archaic conscious-
ness, to tell, to convey a myth to the aspirant meant
to convey to them their life, which was literally al-
ienated from the mentor, left them as the story was
told, and was conveyed along with the story to the
initiate. Hence, the idea of a myth as a reality, as
life itself. B. Malinovsky writes that “...myth... is a
living reality to which a person constantly turns...”
(quoted from: Eliade, 1995, p. 30) Moreover, A. Losev
emphasises that “in myth, there is no division into
subject and object; therefore, myth is reality itself,
life itself. And this, in fact, is not the ‘objectifica-
tion of meaning’, but its ‘objectivity’, ... pre-figura-
tive ... reality” (Losev, 1991, p. 151).

The myth'’s function to convey life, to endow the
initiate with it should be understood not as a meta-
phor, an allegory reflecting archaic forms of thinking,
but as a reality when the initiate found themselves,
returned after removal, social isolation, experiencing
temporary death, in a new quality, when they were
resurrected in a new state with the ability to see
the world and realise their place in it. This knowl-
edge is transmitted to them through the mentor’s
story along with life in the process of ritual action.

In the context of modern research, the structure
of narrative performs a similar function to myth, de-
termines the processes of identity formation in the
interaction of the subject with the story, with his-
tory. In his work Life as Narrative (1987), J. Bruner
shows that “...We seem to have no other way of de-
scribing 'lived time’ save in the form of a narrative.
<...> There is no such thing psychologically as ‘life
itself'. ... Life is a story, a narrative, no matter how
incoherent it may be” (Bruner, 2005).

Interaction with the Other opens up the pros-
pect of forming a cultural subject’s identity, giving
the listener a new image through the story, embed-
ding them in the fabric of time with a certain vision
of themselves, woven into the historical experience
of society. The idea of the life-giving function of
art is developed by V. Shklovsky: “... the poet and
poetry are not only generated by life, but they also
generate life... models of the world are created in
poetry, created in order to rebuild the world” (Shk-
lovsky, 1970, pp. 249-250) and, one can add, in or-
der to rebuild a person involved in the process of
“making things”. Depending on the stage of iden-
tity development, the structure of the relationship
with the Other changes, the possibility of independ-
ent choice and construction of a narrative appears,
opening a new path in life, allowing one to over-
come the automatism of perception and see one-
self, one's image in other contexts.

The question-answer construction underlying
mytho-folklore plot complexes and early literary
forms goes back, as shown by V. Toporov (Toporov,
1998, p. 76), to archaic rituals. In turn, they are as-
sociated with initiation rites, when the subject, be-
fore finding themselves and the right to take the
place of a full-fledged member of society, had to
give the correct answers to the questions asked by
the examiner. Or receive answers to their questions
from the giver and gain important knowledge, a
tool for effective interaction with reality. The com-
bination of dialogical question-answer construc-
tions forms the structural basis of the movie, its
plot; there, at each key moment, at trial points, the
hero finds themselves in a situation of micro-con-
flict, they have an opportunity to understand the
cause of the crisis and begin the process of liber-
ation from illusions. The emerging transition from
the mask to the persona is constantly postponed
due to the hero’s unwillingness to admit the real
state of affairs.
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After all, if the goal of the journey is enlighten-
ment, the acquisition of knowledge and self-change,
then knowledge is revealed in the process of trans-
mission from the initiator to the initiate in interac-
tion, for which the hero must be internally prepared.
As shown in the article by A. Kayatkin (which exam-
ines the nature of the motif and plot organisation
within the framework of A. Veselovsky's Historical
Poetics from the historical position of the forma-
tion of personality), the very procedure of the tri-
al by question-and-answer dialogue presupposes
an act of embodiment and exposure, which once

accompanied the transition from collective to per-
sonal consciousness (Kayatkin, 2000).

The relationship of the plot with the ritual shows
that the motif-plot compositional unity reflects the
drama of the individual's emancipation, the change
of hero's states, their socialisation, the formation of
individual consciousness and identity; it is reflected
in modern artistic practices in literature and feature
movies. The question-answer construction turns out
to be both part of carnivalisation in terms of per-
ception and also part of the revival of the initiation
ritual in terms of the hero’s action.
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MEPEXOAHOCTb, HAPPATWVB, MAEHTNYHOCTb

AHHomayus: CBA3b KapaHaBaJlbHOro AelicTBa C Co-
CTOSHUAMM NEepPeXoAHOCTU OTKPbIBAET Nepes yuYacTHu-
KOM-HEOhUTOM BO3MOXHOCTb MePeXnTb akT CMepTu U
BO3POXAEHUS B HOBOM KauecTBe, 06peTs HOBYHO MAEH-
TUYHOCTb, 3aHMMas BMeCTe C Hell CBOe MeCTO B obLue-
cTBe. CXOAHble NEPEXMBaHNSA UCMbITHIBAET BEPYHOLLNN,
BCTaBLUMIA Ha NyTb ABUXEHUA K UCTUHE, HaxoAALW WA
cebs yepes KOHTaKT ¢ obpazamMmn UKOHOCTaca U MrHo-
BEHHbI NepeHOoC B 06/1acTb UCTUHBI, B €AUHEHUN C
Borowm. Mperpagoit Ha NyTW repos NPoOu3BeAEHWI UC-
KyCCTBa, IMTEpPaTypbl U KMHO, BbICTYMaEeT rpaHuLLbl MU-
poOB, ONpeAenstoWwmnx U AUHaMUKy NOBECTBOBaHMWSA, U
npoLecc BHYTPEHHUX Npeobpa3oBaHmii. CMeHbl COCTO-
AHWA cybbekTa yepes pasanyHbie GOpPMbl NEPEXO0B
rpaHvL, MUPOB MO eAUHOMY CLIeHapVIo: yaaneHue, npe-

MepexoAHOCTb KaK 3Tan pasBUTUA B KapHaBab-
HOM AManornyeckom Aencree obHapy>K1MBaeT CBA3b
KapHaBasibHOro obpasa, npoueaypbl UHBEPCUK, C 06-
pAZamMun MHULMALMK, a Te, B CBOIO 0Yepesb, C Npo-
LLleCCOM BOCCO3/aHusA 1 06peTeHNs HOBOrO CTaTyCa,
HOBOW MaeHTMYHOCTK. K 31Ol Mbican B.A. Mponna,
Kak nokasbiBaet E. M. MeneTuHCKUA, NpuxoamT He-
cKkonibko paHee 1. CIHTUB, YCTaHOBMBLUWNI CBA3b
KapHaBa/bHON MHBEPCUUN C 0OpsAAaMn NOCBsALLEe-
HUA (MenetuHckmin, 1976, c. 146). B onpepeneH-
HOW CUTyaLMW YCTOABLUASACSA CMCTEMA COLMANbHbIX
OTHOLLEHWI NOABEPraeTcs CUMBOIMYECKOMY C/O-
My, aepopmaumn, 6esspemenbto (Jlnu, 2001, c. 45).
Ee nepapxunueckas ocb nogBepraeTcs pa3pyLLeHMIO,
npeBpaLLlaeTcs B xaoTnuyeckoe obpasoBaHue, a opra-
HW3Mbl, CO3JaBaBLUME HEKOTAA XECTKYHO CTPYKTYPY,
0Ka3aBLUNCb Y HYJ1€BOW YepTbl COLMANbHOM CTPYK-
TYpbl, BUAOVN3IMEHSAIOTCS, MEHAROT 3HaKW 0bLLecTBeH-
HOrO MOJIOXEHMA Ha NPAMO NPOTUBOMOIOXHbIE,
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6biBaHVE B MPOMEXYTOUYHOM COCTOAHUN 1 BO3BpaLLe-
HUW OMNpeaenstoT U CMEeHY KayeCTBEHHOIO COCTOAHMA
NCUXMKN MHULMMPYEMOro, nocae obpsaja OH OKasbiBa-
€TCA CMOCOBHbBIM K TaKUM CNOXHBIM UHTENNEKTYaNbHbIM
npoueaypam, Kak KOppekTHOe NpPOon3BOACTBO MeTa-
dop. ObpasoBble POPMbI MOCBALLEHNA OKa3aaUCh He
TONIbKO A4POM TeKCTyalbHOW OpraHusauum Boalweb-
HOW CKa3Ku, HO ¥ Taknx B6onee No3aHUX GOPM XyAoxKe-
CTBEHHOTrO TBOPYECTBa, KaK 3MOC U CaM eBPONencKui
poMaH. Yepes TpexakTHYt0 CTPYKTYpy MOHOMUda fnTe-
paTypHas ¢opma nepeLuia CLLeHapun UrpoBoro KMHO,
coxpaHas ¢ CO6OM nAet MHMULMALMK, NeXaLlyto B OC-
HOBe apkW nepcoHaxa.

Knroyessle cnoea: uHUyuayus, udeHmu4yHocme, Hap-
pamue, nyme 2epos, KoMno3uyus 8oawebHol ckasku.

Kak Obl 0bpalLatoTCsl B CBOK NMPOTUBOMOIOXHOCTD,
BbIBOPAYMBaOTCA Han3HaHKy. [pebbiBaHWe coum-
yMa B TaKOM «CMeLUaHHOM» XaoTU4YeCKOM COCTOA-
HUM NO3BOASET CPaBHMBATb KapHaBas C obpsasamu
nepexosa (MenetunHckui, 1976, c.146)., ¢ UHULMa-
LMen, Korga nocesLlaeMble BbIBOAWINCE Ha BPems
0bpsaa 3a npesenbl 06LWMHBI U U30ANPOBAANCH MNe-
pes obHoBAEHWEM Ha nepudepunn B HEKON N30U-
poBaHHOW rpynne. Heuto Nog06HOE NPOUCXOANT
C NCMbITyeMbIMW FoHOWaMn 13 punbma «CHernpb»
(2023) b. XnebHMKOBa, OKa3aBLUMMUCS Ha pblboso-
BELKOM CyAHe B CTaTyce NpakTVKaHTOB.

Naen M. M. baxTiHa 0 nepexofHOM, pacTaHyTOM
Mo BPEMEHW MOJIOXEHUMN Fepos B XYAOXKECTBEHHOM
NPOCTPaHCTBE pOMaHa 0bHapy>KMBaKOT CXOACTBO C
naeamu M. A. dnopeHckoro. B «koHocTace» onn-
CaH nyTb NMO3HatoLLLEero, CTalKMBaroLLEerocs ¢ Heob-
XOAMMOCTbIO B ONpesesieHHOW ToYKe ABUXKEHWNS
npoun3BecT nNpoueaypy obpalleHns B CBOK Npo-

TUBOMOJIOXHOCTb, YTOObI B COCTOAHUN «BbIBEPHY-
TOCTV» Pa3BUTb B cebe CNoCOBHOCTb BHYTPEHHETO
3peHMS, «OKa AyLUN», OTKPbIBAOLLErO BUA NCTUHbI.
JIMMWHaNbHOCTb, MOPOrOBOCTb, MOTPAHNYbE — 3TO U
COCTOSIHME CHOBUAEHMA, M TOUKa Nepexoa oT Mupa
BMAMMOrO B MUP BeLLEeN HEBUAMUMBIX, «CMeLLeHne
06pa3oB BOCXOXAEHWS C 06pa3aMm HUCXOXKAEHWS»
(®nopeHckmin, 1993, c. 24). 3TO MeECTO Nepexosa us
MUpa JONAbHErO B MUP FOPHUIA, TAe MKOHA CNYXUT
AN BCTaBLUEro Ha NMyTb OTKPbITUSA UCTUHBI BEPYHO-
LLero CpeACTBOM NepeMeLLeHna B caMo «CObbITue
Bepbl» (Mogopora, 1995, c. 166). A no mepe ABu-
KEHWS UAYLLErO MPONCXOAUT «OUnLLEHME», N30aB-
NleHne OT MeLLaoLWmMX BUAETb C/I0EB TeNECHOCTH, OT
MHWMbIX 06pa30B cebs, OTPaXKEHHbIX IMYUH, UCKYC-
CTBEHHbIX MaCOK, JIOXHbIX ponei. CTONKHOBEHWE
C HMMM Kak C NAOTCKMMK cobnasHamm Heobxoam-
MO MpeosoneTb, YToHbl OOHaPYXUTb B cebe NCTUH-
HO€ TOX/AEeCTBO C BHYTPEHHUM SAPOM JIMUHOCTH,
CNOCO6HbIM NPOABUTbL JINK, NOANNHHYHO MAEHTUNY-
HOCTb, OTKPbITYHO B «CODBBITUN BEPbI» MOcae Npo-
XOXAEHWUA UCMbITAHWI B KYJIbMUHALMOHHOM TOUKe
KOHTakTa ¢ VicTHOM yepes onocpeayrollee Hava-
Nno obpasa cBATOro cBUAeTENS. DTO U CTb akT 06-
peTeHuns BbICLLErO M HEAOCTMXMMOIO B NMPUHLMNE
Aapa, naeHtnourkaumm ¢ obpasom npm 0Co3HaHUN
HEBO3MOXHOCTW 1 HEAOMYCTUMOCTU CANAHUS, ab-
COJ/IFOTHOTO OTOXAECTBAEHUS C HAM.

MyTb NO3HaHWA Yepe3 Touky obpalyeHus, onu-
caHHbIn 1. A. ®ropeHCcKMM, CTPYKTYPHO 1 ApamaTyp-
FMYEeCKN COOTHOCUTCA C TPEeXakTHOW apXUTeKTYpOW
nyTn repos, onvcaHHol B. f. Mponnom. TouyHo Tak
e npebbiBaHWe repos B COCTOAHWM roMeocTasa
€CTb HeJlocTaya U Hekas Touka BXOZ4a B MHOW MUp,
MWP UCMbITaHWR, NpeobpaxkeHne B MOMEHT KOHTaK-
Ta C UICTUHOMW, N TOYKa BbIXOAa (BPEMEHHOW CMep-
i), BO3BPALLEHWS B MHOM Ka4yecTBe C OOpeTeHHOM
NAEHTUYHOCTBHO, KAUECTBEHHO N3MEHEHHOM ONTH-
KOW, OTKPbIBLUENCS CMOCOBHOCTb BUAETb TO, UTO
CKPbIBaJOCh MOJ MOKPOBOM MPUBbIYHOTO.

B psae pabot FO. M. JlotmaHa (JlotmaH, 1992),
A. T. banbypwuHa (banbypuH, 1993, I'. A. JleBuHTO-
Ha (JleBuHToH, 1975), A. M. Cerana (Ceran, 2011)
BbISIBNAETCA reHe3nc NoBeCcTBOBaTE/bHbIX GOPM,
BCTPEYatoTCs OTCbUIKM K ABYM B3aMMOCBSA3aHHbIM
LMKAaM KOMMO3MLMUW BO/ILLEOHOW CKa3KN: KOMMIEK-
Cy NOCBSALLLEHNA 1 NPeACTaBAEHNAM O CMepPTH, YMU-
paHUN 1 BOCKPECeHN B HOBOM Ka4yecTBe C HOBbIM
MMEHEeM reposi, MPOXoAsLLero obpss, nepecekaro-
LLLEro Ha CBOeM MyTW B 3arpOBHbIA MUP NPOCTPaH-
CTBEHHbIE rpaHuLbl MMPa XKMBbIX 1 MepTBbIX (Mponn,

1996, c. 43). . A. JIeBUHTOH, caesys 3a MbIC/bO
B. Al. Mponna, NnpuxoauT K BbIBOAY, UTO «MHULM-
aumnsa AenNCTBUTENbHO COAEPXUT MOJE/b BCAKOrO
NMoBeCTBOBaTE/IbHOIO TeKCTa (HanpuMmep, Bblaene-
HWe MHAMBMAA U3 KONNEKTUBA MOXET JieXaTb B OC-
HOBE CaMOro MOHATUA repos Kak cybbekTa, yXxoa 1
BO3BpaLleHne — Yepe3 BO/ILWEOHYHO cKasKy — cTanu
pamMKOM Ans 6ONbLUIMHCTBA CHOXKETOB, XapaKTEPHbIN
pPUTM NOTEPb W NPUOBpPETEHNA TakKe 0BHapYKK-
BaeTcA BO MHOTMX XaHpax)» (JleeuHToH, 1980, c.
544) n aBnseTca opraHM3yroWwMM Hayanom bonee
MO3ZHWX TEKCTOB, TakMX, HanNpuMep, Kak cpesaHe-
BEKOBbI POMaH.

O. M. ®pelipeHbepr B paboTe «Obpas v NOHATME»
npeacTaBuaa CBOW B3rAsj Ha CTaHOB/IEHWE HappaTh-
Ba, @ BMeCTe C HM W Ha Ka4yeCTBEHHbIE U3MEHEHMS
CTPYKTYpbl eBponerickoro cybbekta Boobue. Mpo-
[,0Kan Hanpas/ieHne, cBAzaHHOe C nmeHem A. .
MoTebHw, nepeocmblicss Hacneame A. H. Becenos-
ckoro, O. M. ®peligeHbepr onncbiBaeT poxaeHne
HOBOW GOPMbI pacckasa Yepes CMeHy COCTOAHUS
cybbekTa. B pesynbtaTe — MponCcxoaunT nepexos ot
KOHKPETHOTO K OTBJIeYEHHOMY MblLLAeHWIO. Toraa
NOsABAAETCA, HAPAZAY C NPAMOM peyubto 1 BU3yanbHOWM
06pa3HOCTLIO NOBECTBOBaHMWSA (pacckas Kak nokas),
KOCBEHHas peuyb, CBUAETENbCTBYHOLLAA O BblAese-
HWK cybbekTa U3 CybbeKT-06BbEKTHOTO eANHCTBA, He
pasnnyaBLLEro 4o 3TOro YC/NOBHbIW, MHOCKa3aTeNb-
Hbll xapakTep MeTadopsbl (PpengeHbepr, 1978, c.
232). OnbIT HeMoro knHematorpada nostomy 6bis
4acTO OMbITOM 3KCMPECCUOHUCTCKOrO Y3HaBaHWs
BCEro Mupa BOKPYr Kak TeHW, Kak MomnbiTka nepe-
MTWN K OTBIEYUEHHOMY MbILLJIEHNIO O COBCTBEHHOM
cyabbe (ApyctamoBa, Mapkos, 2023), Toraa Kak 3By-
KOBOW KMHemaTorpad no3Bo/v akLeHTMPOBaTb
MOHOMM®, KaK Mbl U MOKaXxeM Janee.

UyBCTBEHHbIN 06pa3 Muda npeTeprneBaeT U3Me-
HeHWs 1 13 Hero BblgenseTca abcTpakums, bopmu-
pyeTca CnocoOBHOCTb K KOPPEKTHOMY MPOU3BOACTBY
meTadop. MndonosTMUECKNn CUHKPETU3M YCTyrnaeT
MecTO YacTHol dopme cybbekTa, NOABAAETCA HOCK-
TeNb NOHATUAHOIO MbILUIEHNSA, CO3AatoLLErO Hap-
paLmio, HOBbIV TN NOBECTBOBaHUSA. VICTOUHUKOM
NPOVCXOXAEHWA COBPEMEHHOW HappaLunmn ABaseT-
Cs fpeBHenwwan Mofenb obpsga nepexosa, «yxo-
Jla N BO3BpALLEeHUNs», CMEPTU U OTNPaBKW B UHOM
MUp, @ 3aTeM NpuUbbLITUSA OTTYAA, «NOABAEHNSA HA
CBET U OXMBaHMA». «OHa (ApeBHeNLLas Happauus.
- B. K.) BCA ocHOBaHa Ha o4eBMAEHUN CMOTpeBLUe-
ro. Eé Tema — 10T cBeT. B Hel ABa cueHapusa — cue-
Hapwii yxoja v cueHapuii npuxoga» (PpenaeHbepr,
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1978, c. 276). 3pech TakxKe AeACTBYEeT TpexyacTHas
MaTpu4yHaa cxeMa obpsga MHULMaLMKn: yaaneHue,
npebbiBaHVE B MPOMEXYTOYHOM COCTOSHUMN U BO3-
BpaweHun. Naen O. M. OpengeHbepr co3ByYHbI
naeam M. M. baxtnHa (baxtnH, 2000), 3. beHBEHU-
cta (beneHucr, 2002), M. Puképa (Pekép, 2008), ®.
AHkepcmuTa (AHkepcmut, 2003), x. bpyHepa (Bpy-
Hep, 2005), pa3smBaBLINX MbICIb O GOPMUPOBAHUMN
NAEHTUYHOCTU cybbekTa B MOTOKE NMOBECTBOBATE/b-
HbIX GOPM fA3blKa, HepyLinx Hayano B obpsgax no-
CBALLEHMA.

E. M. MeneTnHCKNI noguepkmBa, YTo «A4Pp0M
CKa3Ku ABNAETCA 0OBACHUTENbHbIN MU K 0bpasy
nHuUmnaunm» (MenetnHckmn, 1986, c. 9) 1 uTo «UC-
MblTaHWE UIN CePUsA UCMbITaHNIM, KOTOPLIE OH (repol
cpesiHeBeKOBOro pomaHa. — B.K.) npoxogur, uto-
6bl CTaTb HAcTOALWMM repoeM Wan foKas3aTb CBOe
repoucTBO, U ecTb MHMLUMaums. iHmumaumns repos
OoTpaxaerT ... 0bbluan NOCBALLEHNS B TOT UAN UHOWN
cTaTyc, npexse Bcero obssaTesbHble AN KaXA0ro
npv NpeBpaLLeHy BO B3POCAOro OXOTHMKA, BOU-
Ha, HO TaK>XXe YeHa MY>XCKOro COr03a, BOXAS, Xpe-
ua» (MenetnHckmnin, 1983, c. 76). Obpas nHMLMaLMK
HaxoAuUT CBOE BOM/OLWEHME B PbILLAPCKOM POMaHe.
Tak, «pomaH o paane LeANKOM NpeacTaBaseT co-
601 noBecTBOBaHME 06 MHMLMALUK, CBOETO Poaa
NCTOPUIO MHOTOCTYMEHYaTON UHULMALLMK naeanb-
Horo pbiuapa» (Tam xe, c. 78).

Ocoboe mecTo B 06psAse MHULMALUN 3aHUMa-
€T MOMEHT HaZeNeHnsa NoCBALLAeMOro nocae Ka-
KOro-ambo ncnbiTaHUsA MMeHeM. BaXHbl Takxe
OMMUCaHWS NCMbITaHWR, MPY KOTOPbIX TEPON NpeTep-
neBaeT BPeMeHHYO CMepTb. ITO KNHOUYEBON MOMEHT
NCMbITaHWI, NOC/Ee KOTOPOrO C HOBbIM MMEHEM U
HOBOW MAEHTUYHOCTBIO COMCKaTE/b 3aHMMAaEeT bonee
BbICOKOE MO CTaTyCy MecTO B 3aMKHYTOW, NpuBmae-
rmpoBaHHoW rpynne. E. M. MeneTuHcknii Bbigens-
eT TpY CTagnm KOMMO3ULMN PbILAPCKOro pomaHa,
MMEOLLLero MHULMALIMOHHYIO CTPYKTYPY: UCXO4, OT-
AeNeHne oT JJOMaLLHero, YIoTHOro Munpa feTcTBa,
COBCTBEHHO MHULMALMSA, CEPUSA UCMBITAHUN-NPU-
KJAFOUEHWUIN C XapakTepHbIMU A5 06psga CLeHamm
nonagaHus B MHOW MUp, BCTPeYa C YyA0BuLLaMK,
BPEMEHHOW CMEPTBIO U T. M., U BO3BPALLeHNe ¢ 06-
peTeHneM HOBOTO MMEHMU, CTaTyca, 3HaHUI U yMe-
HWI (Tam e, . 78). K 0bpeTeHunto 3HaHN BO3BOAUT
06pAfOBYHO NPUPOAY UTEPATYPHbIX MaMATHUKOB
K. HapaHxo (HapaHxo, 1997).

E. M. MeneTuHCKNI, roBops O CTPYKType pbi-
LapCKOro poMaHa 1 nogyvepkmBas 3Ha4MMOCTb
MHULMALMOHHOIO KOMMIEKCa, 1eXaLlero B OCHO-
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BE POMaHHOM KOMMO3MLMK, OTMEYAET, UTO NOCBS-
weHwe repos (Mepcesans) 4ONXKHO 6bIIO pa3opBaTbh
«ero TeCHYH0 CBA3b C MaTepbto, CTPEMALLYHOCA N30-
NIMPOBaTh FOHOLLY OT MY>CKOTO... KPyra... BCe 370 No
KOHTpacTy noAvepkrBaeT HeobXoAMMOCTb 1 nep-
CNeKTUBY UHMLMaLMK, MO UHMLMALMA eCTb OTaeNe-
HVe OT MaTepu, OT MUpa XXEHLLUMH U AETeN 1 Nepexos
B MY>KCKOe 06LLeCTBO, eCTb HaCTyrnieHve 3penocTy,
npuobpeTeHne 3HaHU U MyAPOCTU, CTb CEPUS UC-
NblTaHUA MY>UKHBbL...» (MeneTnHckui, 1983, ¢. 79).
Takke nHMUMaLMA cBA3aHa ¢ obpeTeHnem HacTo-
ALLEro UMeHU, Nepexos repos B «<HUXHUN» MUP
MepTBbIX 1 BO3BpaLleHne oTTyja.

B. H. Tonopos, aHanmsunpysa «[pectynaeHve n
Haka3zaHue» ®. M. [locToeBCKOro, nokasaJ, 4to 06-
pAZbl Mepexoja nexar B OCHOBE POMaHHOM KOM-
NO3ULMM N MOAUMHAIT CPEACTBA XYAOXKECTBEHHON
Bblpa3unTenbHOCTM poMaHa (Tonopos, 1995). Pac-
KOJIbHUKOB Kak NMPOXOAALLMIA 0bpss NOCBALLEHUS,
nepecekaeT CMbIC/IOBbIE FPaHKLLbl POMaHHOIO NPo-
CTPaHCTBa, NpeTeprneBaeT BCIeACTBME 3TOTO MeH-
TaslbHble U PU3nUeckme obpaLLeHus, NCMbITbiBaeT
BPEMEHHY CMepTb M BHOBb BockpecaeT. E. M. Me-
netnHckmin, C. KO. Hekntogos, E. C. HoBuK Bbigens-
HOT pOJib 06PSAA0B MHULMALMKN B CKa3Ke, B 3Moce 1
B paHHMX popMax eBponenckoro pomaxa. «B cpea-
HEeBEKOBOM pOMaHe... nepepaboTaHbl 1 NPOMYyLLEHbI
CKBO3b CKa304YHYIO MPU3My HekoTopble QyHAaMeH-
TaNbHble Mu1bonorembl: npexae Bcero — mmbonorema
VHUUKMaumn...» (MenetuHcknii, Hekntonos, HoBuk,
1994, c. 48) E. M. MeneTtnHckmii B «[o3Tmke Muda»
B pasgene «[eponyeckne mnbbl n “nepexogHblie”
0b6psAabI» HaMeYaeT NepCrekTVBbI U3yUeHus anTepa-
TYPHbBIX CHOXKETOB, X MUPOMOITUYECKOM NPUPOAbI,
reHeTMYeckn BOCXoAsLLen K obpsagam nepexosos.
OH yKa3bIBaeT Ha TO, UTO «HE3aBUCKMMO APYT OT ApY-
ra O6Hapy>XXuan puUTyanbHyr CXeMy MHULMALUN B
repomyeckmx Mmdax n BoswwebHbIx ckaskax B. f.
Mponn, 3. CtaHHep n x. Kamnbenn» (MenetuH-
ckuii, 1976, c. 227).

[x. Kamnbenn B «Tbicayennkom repoe» (1949)
BbIABWJI Ha MaTepunane Mmuda CTpyKTypy nyTw re-
pos 1 onucan ee C MOMOLLbIO MOHATUA <MOHOMUP»,
nexallero B ocHoBe Ntoboro nosectBoBaHuns. «OH
obHapy>mn, 4to NtoboIn pacckas, No ymbICay aB-
TOpa WAN HeT, CieayeT ApeBHen cxeMe Muda, n
BCE UCTOPUW, OT BY/IbFAPHOro aHekAoTa 0 BbiC-
LWNX AOCTUXKEHWI INTEPaTYpPbl, MOXHO TOAKOBAaTb
B KaTeropmax nyTeLecTBus repos: kak MOHOMUd»
(Bornep, 2015, c. 40). MoHATHE «MOHOMUD» HbINO
3aumcTBoBaHo [x. Kamnbensom m3 «[loMrMHOK no

®uHHeraHy» [x. [IKolica, a caMm MeToj U3ydeHus
MU(OB CBSI3aH C aHaNUTUYeCcKon ncmxonorven K.
I. FOHra n BOCXoauT K ero yuyeHuto o6 apxetunax
KONNIeKTUBHOTO beccosHaTtesibHoro. MoHomud ctan
aKTUBHOW eANHULENA aHAIMTUUECKOTO AMCKYpca U
NMPOYHO BOLUEN B BU3Ya/IbHYHO MEAUMHYIO KYAbTy-
py. Ha HeMm cTpoATcs puabMbl, BUAEOUTPbI, MPOU3-
BeAeHnsa daH-apTa, peknama.

MoHomud, no Ax. Kamnbenny, sensetcs 6a3o-
BOW MOZ€e/Ibi0 MOBECTBOBaHMS, B COOTBETCTBUM C
KOTOPOW repoin CoBepLUaeT NyTeLlecTBME, MPeoso-
neBas TPYAHOCTY, NePexoss 13 OAHOro COCTOAHMA
B ApYyroe, npeTepneBas BHYTPEHHWNE N3MEHEHMS,
obpeTas B KOHLLe NMyTW BHYTPEHHIOK cBOBOAY 1w,
no K. I. FOHry (FOHr, 2019), camocTb (LLen0CTHOCTb
BCEX YacTel NIMUYHOCTM, AOCTUTaeMyto B npoLecce
nHaneuayauum) (FOHr, 1996). LleHTpanbHbiM coO-
6bITEM MOHOMM DA ABASETCA FNaBHOE UCMbITaHNE
repos, COOTBETCTBYHOLLLEE KNHOUYEBOMY MOMEHTY 00-
psAda MHULMALMWN B COLMANbHOMN XXM3HN apXxanyeckmnx
KynbTyp. «[yTb MUMONOTMYECKOro NPUKAOYEHUS
repost 06bIYHO ABASETCA paclumpeHnem Gopmy-
Nbl BCAKOro obpaga nepexosa: yeanHeHNe — NHK-
LmaLmsa — BO3BpaLlLeHme: KOTOPY MOXHO Ha3BaTb
LeHTpanbHbIM 610KkOM MOHOMUbA. [epolt oTBaXxM-
BaeTCca OTNPaBUTbCA U3 MMpPa MOBCEAHEBHOCTU B
061acCTb YAVBUTENBHOTO U CBEPXbECTECTBEHHOTO:
TaM OH BCTpeyaeTcs ¢ paHTaCTMYeCKUMU CUaMK
N ofep>KMBaeT peLuaroLyto nobeay: U3 3TOro nc-
MOJIHEHHOrO TaMHCTB MPUK/OYEHMS... BO3BPaLLaeT-
€Sl HaZie/IeHHbIM CMOCOBHOCTLIO HeCTW 6a1aro CBoMM
connemeHHukam» (Kamnbenn, 2015, c. 37-38).

¥Y3710Bble MOMEHTbI NMyTeLlecTB1SA, NOCAe0Ba-
TENIbHOCTb UCMbITaHWI, OTCbINAKOLLMX K 06pasy MHK-
LMaLmm, Nexxallero B OCHOBE U CHOXXETOB BONLLEGHOA
CKa3KW, N TPEXaKTHON KOHCTPYKLMM MOHOMUba, 06-
pa3yroT B KMHO apKy MepcoHa)ka v onpeaenstot
PUTMUYECKUA PUCYHOK ApamMaTtyprium duabma no
MoZzenn BowebHOM cka3ku Kak Habop yTpaT n 06-
peTeHunin. Kaxapbii 13 y3nos moHoMuda, Kak n Bce
OHW B LIeIOM, COCTaB/IAIOT OCHOBY MyTeLLUECTBUA re-
pos, a 3Ta yHMBEpCabHas CTPYKTypa (Mcxog nocne
30Ba, NpeaBapuTeIbHOE M OCHOBHOE UCMbITaHNE, U
BO3BpalleHve B OOHOBAEHHOM BM/E) B CBOKO OYe-
pesb COCTONT U3 NMOCBSALLLEHHbIX KOHKPETHOMY Aeli-
CTBUIO repos 6onee feTasbHbIX MOPGONOTNUECKUX
3/EMEHTOB, cocToawmx 13 17 ctyneHei. Mepeas cTa-
avs «Mcxop» Bkatovaet B cebs: 1) Mup noBceHeB-
HOCTM, 2) 30B K CTPaHCTBMAM (3aBsi3Ka AencTeuni), 3)
OTBEp>KeHMe 30Ba, 4) CBepXbecTeCTBEHHOe NOKPO-
BUTENLCTBO (BCTpeYa C HaCcTaBHMKOM), 5) npeogose-

HWe nepBoro nopora, 6) «Bo upese knTa». Bropas
cTagns — «HMLMaLmsa» COCTOUT U3 CNeayroLLMX CTy-
neHewn: 7) NyTb UcnbiTaHWi, 8) BcTpeya ¢ borunHen,
9) XKeHwmHa Kak nckycutenbHuua, 10) npumunpe-
Hue c oTtuoMm, 11) anodeos, 12) Bo3HarpaxzeHue B
KoHLLe nyTu. TpeTba cTagma — «Bo3spalueHme»: 13)
OTKa3 OT BOo3BpaleHus, 14) BoawebHoe HercTeo,
15) cnaceHve nsBHe, 16) NnpeogoneHne nopora, 17)
BO3BpaLueHue. l'epoii obpetaeT cTaTyc «BnactenvHa
ABYX MUPOB», Nepes HUM OTKpbiBaeTcs «CBobosa
SKUTb», OH MPOXOAUT 0bpsg nHULmMaumn, obpeta-
€T NOANMNHHOE «f».

K. Bornep npeobpasoBan 17-cTyneHyatyto Mo-
aenb Ix. Kamnbenna B 12-cTyneHyathblil airoputm
HanmcaHusa cLEeHapus 418 Pa3/IMyHbIX KUHOXAHPOB,
BKAOYALOLLMIA cTagmu: 1) 0ObIUHbIA MUP; 2) 30B K
NPUKAOYEHNAM; 3) oTKa3 oT 30Ba; 4) BCTpeya C Ha-
CTaBHWKOM; 5) nepeceueHne nepBoro nopora; 6)
UCMbITaHWs, MOMOLLHWKN, Bparu; 7) BXOXAeHWe BO
BHYTPEHHIOIO neLlepy (3KBUBANEHT «4YpeBa KNUTa»);
8) camoe Taxenoe ncneitaHue; 9) Harpaza; 10) go-
pora Ha3ag; 11) BockpelueHue; 12) Bo3BpalleHne
c Aob6bluen.

Mogaxop Ax. Kamnbenna nogsepranca KpUTUKM
3a My>CKoUl WwoBKHM3M (Mépgok, 2018), 3a 06pa-
LLeHNe K MUCTUYECKMM N HeZoKa3yeMbIM MOIoXKe-
HuAM yueHmns K. T. FOHra, 3a yHnBepcaansm (Dundes,
2005) 1 buoncmxonornyecknin peaykumoHusm (Me-
netnHckmin, 1994, c. 10). TeM He MeHee apxeTunumye-
CKasf KOHCTPYKLMA NyTU repos, B OCHOBE KOTOPOW
NexuT 0bpsag MHMLMaLMK, BO MHOTOM Baarogaps
«3Be3aHbIM BOMHaM» [xopaxa Jlykaca (Gordon,
1978), cTaHOBWTCSA YCTOMYMBOWN MOZENbIO NTPOBO-
ro kuHo (Voytilla, 1999), otpaatoLLein npouecc no-
CTPOEHMA NAEHTUYHOCTW.

B. fl. Mponn Ha MaTepunane BOAWEOHOM CKa3kK
B pamMKax UCTOPUKO-TeHETUYECKOTrO MOAX0Aa, Yun-
ThIBaOLLLErO COLMOKYNBTYPHYH 3BOHOLMIO Xy 0XKe-
CTBEHHbIX GOpPM, MOoKasza, YTo MOBECTBOBaTeNbHas
CTPYKTYypa Gosibkaopa MMeeT CTPOro 3aZaHHyH CUH-
TarMaTU4yeckyro NocNeAoBaTe/IbHOCTb IMHENHO pac-
MOJIOXKEHHBIX CTPYKTYPHbIX 31€MEHTOB (QYHKLNN),
pa3BopaYMBaoOLLNXCH B HEM3MEHHON OUepeHOCTY,
CBS3aHHbIX MeXJy COOOMN CHOXKETHbIX Y3/10B, MOTH-
BOB (McnbiTaHwmi), uam, no k0. M. JlIoTmaHy, «<koMno-
3uumm npuemos» (JTotman, 1970, c. 281). NicxogHas
HeZocTaya noby>kaaeT repos K AeNCTBUIO, K BbIXO-
4y Ha NoncKM BOALWEBOHOro cpescTBa. 3TO NepBbIn
3Tan TPex4yacTHOW MOAENN NHULMALMK, KOTAa NOCBS-
L aeMbli1 MOKUAAET MUP MPUBLIYHOIO CYLLECTBOBA-
HWA, BbILENAETCA U3 YCTOABLLENCA Cpesbl OBLLMHBI.
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Bcnes 3a «bepoii-HegocTauen» OH NPOXOAUT Mpes-
BapuTenbHOe uan «kBaanbuuympyrowee», no A. X.
lperimacy (Fpenmac, 2004), ncnoitaHne, obpetaet
BOJILLEOHOrO NOMOLLHMKA UAK BoawebHoe cpes-
CTBO, MOMOTratoLlee B JajbHenleM NpeoAoneBaTb
TPpyAHOCTN. Yepesa noTepb 1 0b6peTeHmin cocTaB-
NseT onpesesieHHbll ApamMaTypruyecknin pucyHok,
nepuneTun 3ajakoT PUTM CKasKy, a ENCTBUSA repos,
NPOXOAALLEro UCMbITaHWS, HanpaB/ieHbl Ha NPeAbAB-
JleHne CBOMX KayecTB TeM, KTO AOJIXKEH NPU3HaTh B
HeM HacTosLLero repos. NpPoxoXKAeHVe UCMbITaHWUI,
4acTO N OCHOBHOIO W AOMOJHUTENbHbIX, Hanpas-
JIEHO Ha NpeososieHne ambuLMIA NOXKHOTO repos,
cnefyroLLero 3a rnaBHbIM AeMCTBYOWUM JNLOM U
CTPEMALLUMCA NMPUCBOUTb €70 JOCTUXKEHWS, BblAATb
cebs 3a Hero. 310 BTOPOW 3Tan MHMLMALLMM, OH MO-
>KeT MPOUCXOANTb AnnTenbHoe BpeMs (JIeBUHTOH,
1980, c. 544). 3atem repoi, npoxoas GuHanbHOe
ncnbiTaHune, ytBepaaeT cebs B rnasax Apyroro,
3aKpennseT CBOK UAEHTUYHOCTb, MOKa3bIBaET, YTO
OH 1 eCTb MOA/IMHHBIN repoi 1 No npa.y NpeTeH-
AyeT Ha obpeTeHMe Aapa, Ha NpU3HaHWe, Tak Kak
OH Mpeogonen Bce TPYAHOCTH, Npeobpasmacs, ctan
[pyrvm 1, kak cneacTBue 3Tmx TpaHchopMaLLmiA, OH
COOTBETCTBYET HOBOW MO3NLUN B COLMANbHOM Ne-
papxun. MNosasneHne repos 06HOBNEHHbIM Ha TPETb-
€M 3Tane NpM3BaHO NOAYEPKHYTb, YTO OH yMep B
MpeXHeM KauyecTBe, NPOLUEN UCMbITaHNE CMEPTbHO,
nyTellecTBys B 3arpobHOM Mupe, obpeTas cakpab-
Hble CMbIC/bI, MOJTyYas 3HaHWA OT MEPTBbIX NPEAKOB,
1 BO3POANACS B HOBOM COCTOSIHUM, YEMY CMOCO6-
CTBOBaN MeanyM, HactaBHuK. B. . Mponn nuwer,
4TO MYyTb, Yepesa UCMbITaHWM, «COXPAHAET He TOJb-
KO cnefibl MPeAcTaBAEHNA O CMEPTU, HO U ciefpbl He-
KOrfa LUMPOKO pacnpocTpaHeHHOro obpsaaa, TecHo
CBA3AHHOrO C 3TUMW NPeACTaBAEHUAMM, @ UMEHHO
0b6psza NOCBALLEHWNS FOHOLLIECTBA NPU HACTYMAEHUN
nosnosow 3pesnoctu» (Mponn, 1996, c. 53).

[NaBHbIN UTOT CKa3kK, Kak N obpaga nHuuma-
LuK, 3To obpeTeHne NAEHTUUYHOCTH, NONYy4YaeMoro
ot [lpyroro npu3sHaHua B BUAe fapa (BCTynieHne
B Bpak, nosyveHune H6osee BbICOKOTO CTaTyCa). «...
lepoi foNXKeH foKasaTb, YTO MMEHHO OH, a He
COMEepPHNKN-CaMO3BaHLibl... COBEPLUMAN MOABUT U
3acNy>Xman Harpagy B Buze bpaka c uapeBHoW (La-
pesunyem). MiaeHTndurkaums Takoro poga Bctpeya-
eTcs U B NepBOObLITHOM $ONbKAOPE, HO 0COBEHHO
XapakTepHa Ans pa3BuTOl BoswebHOM ckasku» (Me-
NeTuHckniA, 1986, c. 61). Fepoit B KOHLE NyTW Nocse
cepvn Heyaau npeobpaxaeTtcs, Ha YTO M Hauene-
Hbl NCMbITaHWS.
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CornacHo B. 4. Mponny, aanbHelwee pa3Butune
Ky/NbTypbl CNOCOBCTBOBANAO TOMY, UTO 06PAS UHN-
LMaLMM 1 CBA3AHHBINA C HUM LKA NpeACcTaBAeHUI
0 CMEepPTH, AaAOLLUA NPU YCMELHOM NPOXOXAEHUN
NCMbITAHUA HOBBIA COLMANbHbIN CTaTyC, NAEHTUY-
HOCTb MCMbITYEeMOMY, JIer B OCHOBY YCTHbIX MOBECTBO-
BaHWM, KOMMO3ULMOHHbIX 3/1EMEHTOB BOJILLEOHON
CKa3ku, B KOTOPbIX 3TOT 06paj 1 oTpaxkaeTcs. 70
Takve MOTMBbI, KakK «yBOZJ WAWN U3THaHWE feTel B
NleC NN MOXMLLEHME UX JIECHBIM AYXOM, U3DYLLKA,
3anpogaxa, n3bunerne repoes Aroi, obpybaHmne
nasbLa, Noka3blBaHVWe OCTaBLUMMCA MHMMbIX 3Ha-
KOB CMepTu, neub Arn, paszpybaHre 1 OXMBAEHHUE,
npornatbiBaHVe 1 U3BepraHne, Nojy4vyeHve Boa-
LWebHOro CpeaAcTBa MAM BOWEOBHOrO MOMOLLHU-
Ka, TPaBeCTU3M, IECHOW yunUTeb U XUTpas Hayka»
(Mponn, 1996, c. 352). BaxkHO ewe pa3 noguep-
KHYTb, YTO MIMEHHO B BO/LWEHHON CKa3ke, No MbICAU
B. . Mponna, xopoLo coxpaHWUANCh fBa CBA3AHHbIX
Mexay cOboW 1 MpakTUUYecky HepaspbiBHbIX LMK
«PaHHUX GOPM COLMANBHOWN XU3HW»: 06pAs NHWU-
LUMaLmMm 1 LMK «NpeAcTaBieHnn o cMepTu» (Tam
xe, . 32), bepyLimnx Hayano B Mudax o MPONCXOXK-
JEHUN KOCMUYECKOoro nopsazka 13 xaoca. M umeHHo
OHW ABAAIOTCA «APEBHEeNLeNn OCHOBOW ckaskm» (B.
Al. Mponn), a YyyTb NO34HEe N OCHOBOW BCEX NOC/e-
ayrolmx 6onee CNoXHbIX NoBecTBoBaHUn (Mene-
TUHCKWIA, 1986, c. 47), MeroLLMX aBTOpa, BKAOYas
KWMHOCLIEHapWK UrPOBOTO KMHO, OTpakatoLme npo-
Lecc obpeteHUs repoemM NAEHTUYHOCTM.

He meHee BaxHO eLe 1 1o, yto B. f. Mponn pac-
cMaTpurBas CTPYKTYpPY BOALLEOHON CKa3Ku B KOHTEK-
CTe NepBOOLITHLIX NPEACTaBAEHWI O FNaBHON PO
MUdOB, pacckazoB 06 UCTOpPUK NieMeHu, B obpsage
nocesweHns. [lpeBHeliwas ¢opma pacckasa o re-
poe-nepsonpeake (MenetnHckmnii, 1982, c. 25-28),
«nporpeccMBHoM megmaTtope» (Kongas-Maranda,
Maranda, 1971, Maranda, 1980) 3aHOBO BOCCO3Aa-
Bafla CTPYKTYPY JIMUYHOCTN NOCBALLAEMOro, BXOAS -
LLero B NOJIHOLEHHYH XM3Hb U/leHa KONNeKTUBA,
onpezensna ero npeacraBieHne o cebe, mecte BHy-
TpW coobLiecTsa 1M NPUHLMNAX B3aMMOAENCTBUSA C
APYrMMW yYacTHUKaMK coLManbHOW apambl. Mud,
pacckas, nepesaHHblli HacTaBHUKOM, dopMupoBan
HOBYHO IMYHOCTb, 1 3TO HbINO rNaBHbIM B 06psae
MOCBsILLLeHWs. YCBanBas cakpasibHble 3HaHWUs, Norpy-
aAcb B MUPUUECKYHO UCTOPUIO NAEMEHW, COUCKa-
TeNb obpeTan AEHTUUYHOCTb, CMOCOBHOCTb MbICANTD
cebs 1 onucbiBaTh MUp B Kateropusx Mmuda. Mox-
HO CKa3aTb, YUTO MPOMCXOANNO OBpeTeHe HOBOW
>KM3HW, OHa Kak 6bl nepeTekana ¢ MMHOM OT Ha-

CTaBHWKa (pacckasumka) K nocssawaemomy (Mponn,
1986, c. 104).

B. Al. Mponn obpallan BHUMaHWe Ha NpUKIaL-
HOW XapakTep HacCTaB/lEHWUIA, NONyYaeMbIX COMCKa-
TeNAMM OT HacTaBHMKa B NMpoLiecce NOArOTOBKM K
NPOXOXAeHNo0 0bpsaa. MoMMMO TOro, UTO HOHOLWEN
3HaKoMuAM ¢ MMdamu, pUTyanamu nNiemMeHun, UM ne-
peAaBanvcCb NpakTU4eckne yMeHus 1 HaBblku. [1o-
cBALLaeMble JOMKHbI OblIV YMETb BAUATL Ha MUP
NPUPOABI, @ 3T YMEHWA OHW MOJyYann B npoLecce
OCBOEHMS HaBblKOB. «O6pAA NOCBALLEHNSA Obl LLIKO-
NION, y4eHNeM B CaAMOM HacCTOALLEM CMbIC/Ie 3TOTO
cnoBax» (Tam >xe). Mo mbican B. f1. Mponna, B 0bps-
A€, Npexze BCero, MPUCyTCTBYET nparmMaTnyeckunii
3/1EMEHT, «T1aBHOe He B 3HaHWUSAX, @ B YMEHUN, He
B MO3HaHWM BOOOpaXkaeMoro Mupa npupoasl, a B
BAUSHUM Ha Hero» (Tam xe).

OgzHako, norpyascb B NpoLecc NoAroToBKN K
obpsagy, npoxoas obyuyeHne 1 oCBanBas HaBbIKN
NPaKTUYECKOM XM3HW Yepe3 ObLLLeHME C HacTaBHU-
KOM M MPUHMMas ydactme B pUTyaabHbIX NPaKTu-
Kax, comckaTtenb ycBavBa He TONbKO KOHKPETHbIe
3HaHWA, HO U1, UTO AB/IAETCA MMaBHbIM N COCTaBAA-
FOLWMM CYyTb MHULMALUK, 3HAKOMUACA € Mubamu.
FOHOWW cnywann HacTaBHMKa, MepeaaroLLero v
Mubunyeckme npeacTaBaeHNs, KOTOPblie MOTOM BO-
NAoLanncCh B ApaMaTMyeckoM NpeacTaBieHnmn ca-
Moro obpsga. Mudunueckme cobbITUs «He CTONbKO
pacckasblBaanCb, CKOAbKO M306paxanncb yCIOBHO
ApamMaTtmuecku... NocBsllaeMoMy 34eCb packpbl-
Ba/Cs CMbIC/ TeX COObITUN, KOTOPbIE Haj HUM CO-
BepLUanncb. Pacckasbl ynoAaobaaancb TOMY, O KOM
paccka3bliBann. Pacckasbl COCTaBAANM YACTb Ky/lb-
Ta 1 HaxoAuAncb nog 3anpetom» (Tam xe, c. 355).
3T0 HbINN UCTOPUN O TOM, UTO ByAeT NPOUCXOANTD
C NOoCBALLaeMbIM B MPOLLeCCe ero nyTeLecTsums, HO
Tak>Ke 1 pacckasbl O MUPO34aHNK, O AeAHNAX nep-
BOMpPEeAKOB.

[MTo mbicaum B. . lponna, npoXxuBaHne nctopum
B pUTyaNbHOM AeNCTBUM NEPBUYHO, a caM MU B
€ro NoBecTBOBaTE/IbHOM BbIPaXXEHUN BTOPUYEH, OH
odbopmaseTca B pacckas v pa3BMBaeTCA No3jHee,
yeM puTyasabHble NpakTukn. BctpanBaHne Heodu-
Ta B Mud, Byab 3TO puTyanbHas Apama MUCTEPUN,
norpy>xxeHune B Muduyeckne Nctopum, JOHOCUMble
yCTaMW HacTaBHWMKa, MO3BONAET BKIHOUNTb €70 1 B
onpesesneHHy CMCTeMY 3HaHWUIA O NAEMEeHU, U B
CTPYKTYpYy HappaTuBa, KOHCTpyMpytoLero obpas
WAEHTUYHOCTY, B KOTOPbIN BXOAMWT NOCBSALLAEMbIN
N C KOTOpbIM oToXAecTBafeTcs. CnoxHas npoe-
Aypa obpsga NoceaALeHNs, OTpaxeHHas B Mudax,

CKasKax, NpasAHUYHbIX pUTyanax, Hagensna comcka-
TeNs 3HaHveM, obecrneunBana MecTo B COLMaNbHOM
CTPYKTYpe NAeMeHu, OTKpbIiBana NepCnekTMBy caMomn
>KU3HW, OOHOB/IEHHOW XW3HU C HOBbIM UMEHEM, B
HOBOM 1 MOAHOLIEHHOM KayecTBe C MeCTOM B COLIM-
yMme. Beab BMecTe € pacckazoM HaCTaBHWK, cornac-
HO MUdONOTrMUYECKUM NPeACcTaBAEHUAM, He MPOCTO
CcHab>an HacTaBASEeMOro BaXKHOW N HEOBXOAMMOM
nHbopmaumer, nosponstowen emy 3GPeKTMBHO
aflanTMpoBaThCsA B peasbHOCTUW, HO 1 NepesaBan
MM Ba>KHEMLLYH YacTb CBOEN XMU3HM, CaKpaibHYyH
COCTaB/IAIOLLYHO CaMOn cyTu BbiTusA (J/leBu-bptonb,
1994, c. 281).

B npepacraBaeHnn HocMTeNa apxamyeckoro co-
3HaHMA pacckasaTb, nepejatb Mnd conckaTento
0O3Hayano nepesatb eMy U CBOK XMU3Hb, KOTOpast
6yKBanbHO OTUYy>XAanacb OT HAaCTaBHWKa, yxoaunia
OT HEero no mMepe NOBeCTBOBaHWA 1 NepeaBanacb
BMecTe C uctopuer nocesiwaemomy. OTcroga npea-
cTaB/ieHVe 0 Mu1de Kak O peasbHOCTH, Kak O caMoi
KU3HW. b. MannMHOBCKMIA NULWLET, YTO «...MUD... — 3TO
KMBas peanbHOCTb, K KOTOPOW YesioBeK NOCTOSAHHO
obpauaetcs...» (LUut. no: dnmage 1995, c. 30) Tak xe
A. ®. JloceB noguepkmBaeT, 4YTo «B M1de HeT pas-
AeneHvs Ha cybbekT 1 06bekT, No3Tomy Mud ectb
cama peanbHOCTb, CaMa XWM3Hb. M1 310, co6CTBEHHO,
He "06bekTMBaLMa CMbIcna”, a ero “o6beKTMBHOCTL"
... BoO6pazHas... peanbHocTb» (Jloces, 1991, c. 151).

®yHkuMo M1da nepesaBatb XN3Hb, HAZENATb
€0 NMOCBALLAEMOro C/iefyeT MOHMMaTb He Kak Me-
Tadopy, MHOCKa3aHWe, OTpaxkatoLlee apxanyeckmne
bopMbl MbILNEHNS, @ Kak peanbHOCTb, Korga no-
cBsiLLaeMbli obpeTan cebs, Bo3BpaLLancs nocsie
yZAaneHus, CoLManbHON U30AALNMU, MPOXNBaHMSA
BPEMEHHOW CMepTun, B HOBOM KauyecTBe, Korga OH
BOCKpecan B HOBOM COCTOSIHUMN CO CNOCOBHOCTAMM
BUAETb MUP Y OCO3HaBaTb CBOE MECTO B HEM. ITO
3HaHVe nepesaeTca eMy Yepes pacckas HacTaBHMKa
BMECTe C >XKM3HbH B NpoLecce 0bpsoBOro AecTBa.

B KOHTEKCTe COBPEMEHHbIX UCCAeLOBaHUN
CTPYKTypa HappaTVBa BbIMOAHAET CXOAHYH QYHK-
uuto Muda, onpegenseT npoLeccsl PopmMrMpoBaHUS
NAEHTUYHOCTU BO B3aUMOZAENCTBUMN CybbekTa C pac-
ckasoMm, ¢ uctopuein. xx. bpyHep B cBoein pabote
«Xn3Hb Kak HappaTtne» (1987) nokasbiBaeT, UTo «...
HeT MHOro cnocoba onucaHns NPOXMUTOro (M NPo-
>KMBAeMOro) BpeMeHu, kpome Kak B bopmax Hap-
patmBa. <...> C NCMXOJ0rMYecKom TOUKN 3peHMUS
Takol BellUy, KakK ">XW3Hb cama no cebe”, He cylue-
cTyeT. .. Kn3Hb eCcTb pacckas, HappaTuB, CKO/b Obl
HecBA3HbIM OH HU Hbln» (BpyHep, 2005).
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BsanmogeiictBue ¢ Apyrum oTkpbiBaeT nep-
cnekTnBy GOpPMMpPOBaHMA NAEHTUYHOCTU Cybbek-
Ta Ky/NbTypbl, Aapya CayLlatolWemy vyepes pacckas
HOBbI 06pa3, BCTpanBaeT ero B TkaHb BPEMEHM C
onpeseneHHbIM BUAeHeM cebs, BNeTeHHbIM B
NCTOPUYECKUIA ONbIT 06LecTBa. MbICAb O XUW3HeNo-
poxgatoLLen GyHKLMN NCKyccTBa pa3susaeTca B. b.
LLIKNOBCKMM: «...NO3T 1 M033MA HE TOIbKO MOPOXAa-
FOTCS XKM3HbIO, HO OHM U MOPOXAAHOT KN3Hb... MO-
Aenv Mupa cosgaHbl B MNO33MKN, CO3AaHbl ANS TOTO,
yTobbI Nepectpontb Mup» (LLknosckmin, 1970, c.
249-250) 1, MOXHO f06aBUTb, YUTOOLI NepecTpo-
UTb YeNIOBeKa, BOBJIEUEHHOrO B MPOLLECC «AeaHbs
BeLwn». B 3aBMCMMOCTM OT CTagnn pasBUTUS UAEH-
TUYHOCTU MEHAETCH CTPYKTypa OTHOLWeHusA ¢ Apy-
TMM, NOABASIETCA BO3MOXHOCTb CAMOCTOSTE/IbHOrO
BbI6Opa 1 NOCTPOEHMA HappaTnBa, OTKPbIBatOLLLEe-
rO HOBbIV XXVU3HEHHbIV NMYTb, MO3BONAIOLLNA NPeo-
A0NeTb aBTOMaTU3M BOCMPUATUSA U YBUAETb Cebs,
CBOW 06pa3 B UHbIX KOHTEKCTaX.

Bonpoc-oTBeTHas KOHCTPYKLMSA, Nexallas B oc-
HoBe MNHO-HONBKNOPHbIX CHOXKETHBLIX KOMMIEKCOB
N PaHHWUX AnTepaTypHbIX GOPM, BOCXOAMT, Kak Nno-
ka3aHo B. H. Tonoposeim (Tonopos, 1998, c. 76), k
apxan4eckum puTyanam, a Te B CBOKO ouepesb CBA-
3aHbl C ob6pAsamMM NOCBALLEHNSA, KOrAa UCnbiTye-
Mblin, Npexze YeM obpectn cebs 1 NpaBo 3aHATb
MeCTO MOJIHOLLEHHOrO Y/ieHa 0bLwecTBa, AO/KEH
6bIn faTb BepHble OTBETbl Ha 3aZilaBaeMble UCMbl-
TYHOLWMM BONpPOChI. JIN60O NoayunTb OT gaputens
OTBETbI Ha CBOWM BOMPOCH! N 0B6PECTN BaXKHbIe 3Ha-
HUS, MHCTPYMEHT 3$HEKTUBHOMO B3aUMOAENCTBUSA
€ peanbHocTblo. CoueTaHne ANAaNoOrmMyeckmnx KOH-
CTPYKLMIA BOMPOC-OTBETHOIO XapakTepa obpasy-

FOT CTPYKTYPHYO OCHOBY PuAbMa, €ro CHOXeT, rae
Ha KaXXZjoM y3/I0BOM MOMEHTe, B TOYKaX MNCMbITa-
HW#, repoii Nonagaet B CUTyaLLMO MUKPOKOHMANKTA,
BO3MOXHOCTW OCO3HaTb MPUUMHY KpW3Kca 1 HayaTb
npoLecc 0CcBO6OXAEHMsA OT UAN03UA. Hameuvato-
LLMICA NepPexos OT Macku K NepcoHe Bce Bpems OT-
KnajblBaeTca 13-3a HErOTOBHOCTM repos Npu3HaTh
HacTosLee NosIOXKeHMEe Ae.

Beab ecau uenb nyTewwecTBus — NPOCBELLEHME,
obpeTeHme 3HaHWA N N3MeHeHne cebs, TO OTKPbI-
BaeTCs 3HaHVe B npoLecce nepesayun ot Nocea-
LatoLero nocesLWaeMoMy BO B3aMMOLENCTBUY,
K KOTOPOMY repoi JOXKeH 6biTb BHYTPEHHE MOA-
rotoeneH. Cama e npoueaypa UCnblTaHUs BO-
NPOC-OTBETHbIM AMan0roMm, Kak NokasaHo B CTaTbe
A. A. KaaTkuHa, B KOTOPOI nccaeayeTcs npmposa
MOTMBHOW U CHOXXETHOW OpraHmsauunm B pamMkax
«Mctopnueckon noatmkmn» A. H. BecenoBckoro ¢
NCTOPNYECKMX MO3ULIMIA CTAHOBAEHUS NIMYHOCTH,
npegnonaraeTt akT BOMIOLEHNA 1 pa3zobaadeHns,
HeKorsa ConpoBOXAaBLUNKA NEPEXOZ, OT KOANEKTMB-
HOro K nepcoHanbHoMmy co3HaHumto (KaatkuH, 2000).

CooTHOLEeHME CroXeTa C pPUTyasioM, NOKasbl-
BaeT, UTO MOTUBHO-CHOXKETHOE KOMMO3ULMOHHOE
eMHCTBO OTpaxkaeT ApamMy 3MaHCUnaLmm AM4HO-
CTW, CMeHbl COCTOSHWI repos, ero coLmnanmsaunio,
CTaHOBNEHWE UHAMBUAYANbHOIO CO3HaHWA U NAEH-
TUYHOCTK, YTO OTPaXKaeTca B COBPEMEHHbIX Xyf0-
>KECTBEHHbIX MpakTuKax B 1MTepaType v UrpoBoOMm
K1HO. Bonpoco-oTBeTHas KOHCTPYKLMA OKa3blBaeTCs
OAAHOBPEMEHHO YacTblo KapHaBaaM3aLuum B naaHe
BOCMPUATUSA, HO N YaCTbHO BO3POXAEHUS pUTyana
MHUL ALK B NAaHe JelCTBUS repos.
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ASPECTS OF IMPLEMENTATION OF CHINESE
NATIONAL TRADITIONS IN YIN QING'S OPERA.
ON THE EXAMPLE OF THE OPERA
THE BALLAD OF THE CANAL

Summary: The focus of the study is on the charac-
teristics of implementation of Chinese cultural national
traditions in Yin Qing’'s opera, The Ballad of the Ca-
nal. The importance of the Great Chinese Canal, which
played a key role in the economic and social develop-
ment of the country for many centuries, is expressed
in the opera. The composer created the opera during
a period of intensive development of academic vocal
art in China (2012), which contributed to the embod-
iment of the national concept in Yin Qing’s work. The
opera The Ballad of the Canal is based on the history
of the Beijing-Hangzhou Grand Canal, with more than
2,500 years of history. An ancient legend was chosen
for the plot, telling about the events that took place
during the reign of the Ming Dynasty. A lyrical drama
unfolding against the background of the history of one
of the most grandiose structures in China is at the cen-
tre of the opera. The Grand Canal (Imperial Canal) and
the Great Wall of China are famous throughout the
world. The canal is one of the largest hydraulic struc-
tures. It was built more than two and a half millennia
ago and connects two ports, Tianjin and Shanghai. In

The creation of a large national Chinese opera
with a historical and legendary plot became a pri-
ority task for the development of opera art in Chi-
na at the beginning of the 21st century. During
this period, the development of the national mu-
sical theatre was associated with the process of
preserving the traditions of Chinese folk culture. In
the face of globalisation, the process of incorporat-
ing folklore into musical and theatrical productions
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the first half of the 20th century, the canal fell into dis-
repair as a result of military actions on the territory of
the country. However, it became the most important
waterway connecting the south and the north of the
country due to a large-scale restoration and modern-
isation program carried out since 1950. The canal not
only connects the northern and southern parts of the
country, facilitating trade and cultural exchange, but
is also a symbol of the unity and progress of the na-
tion. In the work, the Grand Canal of China is present-
ed not only as an engineering miracle of its time, but
also as a symbol of the unity and prosperity of the Chi-
nese people. It embodies the idea of preserving China's
cultural heritage. The opera revealed the possibilities
of combining the traditions of Chinese national opera
and European academic music. The Ballad of the Ca-
nal has attracted the attention of both Chinese and
foreign audiences, becoming a symbol of Chinese na-
tional opera art, representing the wealth and beauty
of the country.

Keywords: The Ballad of the Canal, national Chinese
opera, creative work of Yin Qing.

contributes to the strengthening of national iden-
tity. In this context, it is relevant to study the op-
eratic works of Yin Qing, a contemporary Chinese
composer. He creates works that naturally blend
aspects of Chinese national musical culture and Eu-
ropean composing techniques as part of the ef-
forts to reform the opera genre. Represented by
such operas as The Ballad of the Canal (2012), The
Long March (2016), and The Daughter of the Par-

ill.7. Yin Qing'’s Opera The Ballad of the Canal.

ty (2021), his creative work demonstrates how na-
tional culture can be embodied in the opera genre.
The combination of Chinese folklore elements with
components of European academic musical culture
creates a special musical language that preserves
traditions while remaining modern. This approach
reflects the tendency towards the synthesis of the
East and the West arts in Chinese music; it opens
the way to the development of an innovative un-
derstanding of operatic art, contributing to the for-
mation of new artistic paradigms in Chinese music.
Studying Yin Qing’s operatic legacy helps to com-
prehensively examine the interaction of tradition-
al and innovative approaches, identify new artistic
trends, and trace how Chinese culture is integrat-
ed into the context of the European artistic world.

Yin Qing is one of the most significant contem-
porary composers in China. He is known as the cre-
ator of a large amount of songs that embody the
peculiarities of national culture. This experience al-
lowed him to create a musical component of the
opera performance, based on national material and
performed in the style of Chinese folk singing. The
opera The Ballad of the Canal, which is a synthe-
sis of European and Chinese opera traditions, was
recognised as the first example of a new genre —
grand Chinese opera. The libretto was created in
collaboration with Huang Weiruo and Dong Nj, Liao

Xianghong was the director, and the artistic design
was entrusted to Liu Xingling.

The premiere of the opera, which took place on
the stage of the National Centre for the Perform-
ing Arts (NCPA) in Beijing in 2012, was the result
of more than two years of preparation for the per-
formance; it caused a wide public resonance. For
the production, a life-size ship was built, complete-
ly recreating the ships of the Ming Dynasty. It is on
the ship that all the main events of the drama take
place. Every detail of the ship’s interior is exactly
the same as in reality. The opera production was
resumed in 2023. In Russia, the opera was staged
in Saratov in 2022.

When staging the opera in 2012, the NCPA ad-
ministration sought not to miss a single detail in
recreating the atmosphere of the legendary sto-
ry. The stage design and visual effects in the op-
era play a key role in creating a unique space. The
visual embodiment of the opera’s plot, developed
with modern technologies, makes this production
especially memorable and significant in terms of
cultural interaction and innovation in theatrical art.
The opera’s scenography includes complex multi-
media installations that create a dynamically chang-
ing environment reflecting the various locations of
the Grand Canal. The use of projection technologies
and LED screens provides visualisation of the wa-
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ter element, changing landscapes and city scenes,
which adds depth and scale to the stage action.
The use of the latest technology and loyalty to the
traditions of national theatrical art made The Bal-
lad of the Canal a shining example of how modern
performance can harmoniously combine with the
national musical culture of the country. In 2012,
when the composer created the opera The Ballad
of the Canal, China was going through a period of
significant cultural and social transformations. State
support for cultural initiatives at that time was ex-
pressed in a number of large-scale projects aimed
at promoting Chinese culture abroad and strength-
ening national identity through art. The Ballad of
the Canal embodied this policy: opera was used not
only for entertainment and education, but also as
a political instrument and a means of forming and
strengthening national identity.

In his study on national opera, Sun Lu notes that
modern Chinese opera is developing as a “song play”
that has become an experimental creative platform
for merging the musical and theatrical traditions of
China and Europe [2]. This approach contributes
to a deeper understanding and recognition of the
national characteristics of the grand opera genre,
created on the basis of Chinese legend. The opera
clearly shows the characteristic features of national
art, such as song and epic dramaturgy, which enrich
the genre structure of the work. Moreover, the op-
era demonstrates the features of the epic-dramatic
genre, emphasised by the rethinking of tradition-
al elements of Chinese folk opera. The presence of
everyday scenes reflecting folk life and the use of
conversational inserts, transformed into individu-
al cries, enhance the realism of the opera perfor-
mance. Plasticity, gestures, and dances, which are
key components in the grand Chinese opera, also
play an important role.

Yin Qing's opera widely presents the diversity of
national cultural features characteristic of the Chi-
nese musical and theatrical tradition. Liu Wenfeng
emphasises the uniqueness of Chinese musical dra-
ma: “The art of musical drama in China has been
formed over several thousand years <...> Chinese
musical drama is not similar to the drama, opera,
or ballet of America and Europe” [1, p. 4]. These
qualities make Chinese musical drama unique in
comparison with the theatrical art of other coun-
tries. Another researcher, Sun Lu, notes that “genre
polyphony” is a characteristic property of modern
Chinese opera, emphasising the mixture of Euro-
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pean and Chinese opera types as an important fea-
ture of national opera dramaturgy [2]. The synthesis
of the traditions of European and Chinese musical
drama in The Ballad of the Canal allows for the in-
teraction of various plot lines, as well as artistically
recreate the integrity of the national picture of the
world of the Chinese people.

In considering the dramaturgy of the opera, it is
necessary to note that in Yin Qing'’s work, the mul-
ti-layered conflict is manifested in the interweaving
of the internal and external sides of the operatic
drama, where Qin Xiaosheng, a brave scholar and
fighter against corruption, occupies a central place.
The external drama interacts with the hero’s expe-
riences, finding reflection in the finale of the opera,
where personal sacrifice turns into a symbol of na-
tional liberation. The main characters of the opera,
such as the canal builder and his beloved, are pre-
sented through musical themes that reflect their so-
cial status, inner experiences, and relationships. The
image of the canal builder, symbolising the work-
ing people, is expressed through musical motifs
that emphasise his strength, endurance, and com-
mitment to his work. His musical theme often uses
lower registers and traditional Chinese instruments,
emphasising his connection with the land and folk
roots. In turn, the image of the builder’s beloved
is presented through more lyrical themes that re-
flect her tenderness, dreaminess, and inner beauty.

Considering the methods of refraction of na-
tional musical material, it is necessary to note sev-
eral directions of folk themes integration into the
fabric of the opera. The theme of the chorus No.
2, Colourful Dragon Boat, from the first act is one
of the most important themes of the opera. Yin
Qing uses a well-known folk melody as the theme
of the chorus. Moreover, he uses various folk mo-
tifs to recreate the historical picture of the Ming
Dynasty, including tea picking, Suzhou-Hangzhou
folk songs, the sounds of boatmen’s trumpets and
Jingyun drums. The composer uses a wide arsenal
of folk instruments, including such traditional Chi-
nese instruments as erhu, pipa, and guzeng, which
provide a unique sound of the opera, saturated
with national colour. These instruments serve not
only to create an authentic atmosphere, but also to
convey the lyrical feelings of the opera’s heroes. At
the same time, the use of orchestral instruments of
the symphony orchestra, such as violins, cellos, and
brass instruments, allows the composer to achieve
drama in the opera performance.

In conclusion, it is necessary to emphasise the
exceptional role of Yin Qing'’s opera in the devel-
opment of modern Chinese musical culture. This
work not only reflects Yin Qing’s mastery of com-
position and innovative use of musical and theatri-
cal technologies, but also establishes a connection
between ancient cultural traditions and modern art
practices. The Ballad of the Canal restores and en-
riches cultural heritage, turning to the deep histor-
ical roots of China through the prism of modern
performing arts. In the opera, particular attention
is paid to the Grand Canal, symbolising the con-
nection of different eras and cultures, which allows
viewers to rethink and re-evaluate the significance
of this historical monument.

Owing to its musical expressiveness and visual
richness, the work caused a significant resonance
among reviewers and the public. International rec-
ognition confirmed the importance of the opera
as a cultural phenomenon capable of presenting
Chinese opera on the world stage. Furthermore,
Ying Qin’s opera intensified the issues of cultur-
al exchange and the revival of interest in academ-
ic art among young people. The opera has been in
the spotlight as a means of inspiration for a new
generation of musicians and composers seeking to
integrate the country’s national heritage into the
global cultural context.
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OCOBEHHOCTU MPETBOPEHUSA KNTANCKMNX
HALMOHABHBLIX TPAAULIIA B OMNEPHOM
TBOPYECTBE VHb LIHA
(HA MPVIMEPE OMEPbI <BANIIALA O KAHAJE»)

AHHomayus: ViccneoBaHmne NoCBALLEHO paccMoTpe-
HWIO OCOBEHHOCTEN NPETBOPEHNSA HALMOHaNbHbIX TPaAM-
LA KMTaNCcKon KynbTypbl B onepe VHb LnHa «bannasa
o KaHane». OTa onepa Bonsowaet B cebe 3Ha4YMMOCTb
Benvkoro Kutaickoro kaHana, KOTOpbI Urpan Karoye-
BYIO POJIb B 3KOHOMMYECKOM W COLMANbHOM Pa3BUTUN
CTpaHbl Ha NPOTAXEHMN MHOTMX BekoB. Co3aHuve one-
pbl (2012 r.) KOMNO3UTOPOM MPOUCXOANNO B MEPUOS,
WHTEHCMBHOIO Pa3BUTUA akaZeMMUYeckoro BokalbHOro
nckycctBo B Kntae, cnocobCTBOBaBLUErO BOMAOLLEHNIO
HaUMOHaNbHOM KOHLEeNUMn B cCoumHeHun Nu LimHa. B
ocHoBe onepbl «bannaga o kaHane» ncropus boabo-
ro kaHana lMNekunH-XaHuxoy ¢ 6onee yem 2500-neTHein
ncropuein. [lns croxeta 6bina nsbpaHa cTapuHHas ne-
reHAa, MoBecTBYHOLLAs O COOBITUAX, MPOUCXOAALLMX BO
Bpems npas/ieHusa anHacTum MuH. B ueHTpe onepbl an-
pudyeckas gpamMa, pa3BopaymBatoLLancs Ha GoHe ucto-
pUY OZHOTO U3 CaMbIX FPaHANO3HbIX COOPYXeHU Kntas.
Benvknin kaHan (MMnepatopckuin KaHan) u Beaunkas ku-
Talickas CTeHa U3BeCTHbl BO BceM Mupe. KaHan aBaseTcs
OZAHWM U3 KPYNMHENLWMX FTMAPOTEXHNYECKNX COOPYXKEHMIA.
OH 6bI1n NoCTpoeH H6osee ABYX C NONIOBUHOM ThicAYene-

B Hauane XXI| Beka co3gaHne 60bLION HaLUM-
OHa/IbHOW KMTaNCKOW Onepbl C UICTOPUKO-NIEreH-
[LAPHBIM CHOXXETOM CTaNo NMPUOPUTETHOM 3a4ayen
pa3BUTUA OMNepHOro nckycctea Kutas. B gaHHbIn ne-
pVog pa3BUTUE HALMOHAIBHOTO MY3bIKaNbHOTO Te-
aTpa CBA3aHO C NMPOL,ECCOM COXPaHeHUs Tpaanumni
KUTaNCKOW HapoAHOM KynbTypbl. OcyLecTBASEMbIV B
My3blKabHO-TeaTpabHbIx GopMax npoLecc penpe-
3eHTauumn Gosbkaopa NOMOraeT yKpenuTb HaLmo-
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TUW Ha3aj v CBA3bIBAeT ABa nopTta — TaHbU3MHb U LLaH-
xai. B nepBoli nonosmHe XX Beka, B pe3y/ibTaTe BOEHHbIX
[EeViCTBMI Ha TEPPUTOPUN CTPaHbI, KaHa NpuLlen B yna-
JOK, HO B pe3ynbTaTe MaclTabHOW nporpaMMbl BoccTa-
HOBNEHMA N MOAepHM3aL MK, ocyllecTBasemoli ¢ 1950
roza, OH CTan BaXXHeWLLen BOAHOW apTepuen, CoeamnHs-
tOLLLeV T U ceBep CTpaHbl. KaHan He ToNbKO CBA3bIBaET
CeBEPHbIE U FOXKHbIE YacTu CTPaHbl, 0bieryasi TOProsJto 1
KyNbTYPHbIA OOMEH, HO 1 ABASETCA CUMBOJIOM eAVHEH WA
M nporpecca Hauuu. B nponseeaeHnn Beankuii Kutai-
CKWIA KaHan NPeACTaBAeH He TONbKO NHXEHEPHbIM YyAoM
CBOEro BPEMEHM, HO Y CUMBOJIOM €/MHCTBA U NpoLBeTa-
HUS KUTAMCKOro HapoZa, BOMJIOWas UAe TPaHCMUCCUN
KynbTypHOro Hacneansa Kutas. Onepa packpblia BO3MOX-
HOCTW COYeTaHusa TPaAULNA KUTANCKOW HauMOHaNbHOM
onepbl N eBPOMNEencKon akageMmyeckomn My3sbikun. «ban-
nasa o KaHane» npuBiekna BHMMaHue Kak KUTaCKoOWn,
Tak 1 3apybexKHOl ayauTOpUn, CTaB CUMBONIOM KUTaM-
CKOTro HaLMOHaNbHOro OMEePHOro UCKYCCTBa, PenpeseH-
TUPOBaBLUMM BOraTCTBO M KPacoTy CTpaHbl.

Knroueswle cnosa: bannada o KaHane, HAYuoHaibHas
kumatickas onepa, meop4yecmao VHe LjuHs.

HaNbHYO UAEHTUYHOCTb B YCIOBUAX r106anm3aumn.
B AaHHOM KOHTeKCTe akTya/bHbIM NpesCcTaBafeTCs
M3yyeHre OnepHOro TBOPYECTBa COBPEMEHHOTO
KnTackoro komno3smTopa VHb LinHa. B npouecce
pedopMbl OMEPHOro >aHpa OH Co3AaeT Npon3Bese-
HWS, B KOTOPbIX OPraHNYHO COYETAOTCS 3/1EMEHTbI
KUTaNCKOM HaLMOHaNbHOM My3bIKafbHOW KyNbTy-
pbl 1 eBpOMeckiMe KOMNO3NTOPCKMe TexXHMKK. Ero
TBOPYECTBO, NPEeACTaBlEHHOE TakKUMU onepamu,

kak «bannaga o Kanane» (2012), «Besankunin noxos»
(2016) n «[Joub naptum» (2021), AEMOHCTPUpPYET, Kak
HaLMOHanbHasa KynbTypa MOXET ObITb BOMIOLLEHA
B >XXaHpe onepbl. CoegNHEHNE SNEMEHTOB KMTaM-
ckoro GonbkNOPHOro MaTepurana ¢ KOMMNOHEHTa-
MU eBpPOMeriCKON akajeMmn4eckon My3blKaibHOM
KyNbTYpbl CO3ZaeT OCOObIV My3bIKaNbHbI A3bIK, KO-
TOPbIN COXpaHAEeT TpaAULMUK, OCTaBasCb Npu 3TOM
COBPEMEHHbBIM. ITOT NMOAXOZ OTpaXkaeT TeHAEHLMIO
K CMHTe3y UcKyccTB BocToka 1 3anasa B KUTacKoOM
My3blKe 1 OTKPbIBaeT NyTb K CTAHOBJIEHWIO MHHOBA-
LLMOHHOrO MOHMMaHMA ONEPHOro NUCKYCCTBa, CMNo-
cobcTBYs GOPMUPOBAHMIO HOBbIX XYA0XKECTBEHHbIX
napagurm B KMTanckon My3bike. V3yueHne onep-
Horo Hacneansa Hb LlnHa nomoraet BceCTOpoHHe
paccMoOTpeTb B3aMMOZENCTBME TPAAULNOHHBIX U
HOBATOPCKUX MOAXOA0B, BbIABUTb HOBbIE XYJ0Xe-
CTBEHHble TEHAEHLMN 1 NPOCAeANTb, KakK KUTanckas
KyNbTypa MHTErpupyeTCs B KOHTEKCTE XYJ0XKECTBEH-
Horo mupa Eeponebi.

NHb LK ABnsieTca ogHUM M3 Hanboee 3Ha-
UMMbIX COBPEMEHHbIX KoMMno3nTopoB Kutas. OH
M3BeCTeH, KaK co3zaTteb LeIoro naacra neceH, Bo-
NAoLLaKoLLMX OCOBEHHOCTN HaLMOHANbHOM KyNbTY-
pbl. OTOT OMbIT MO3BOAUA MY CO34aTb MY3blKaNbHYHO
COCTaB/IAOLLYHO OMEPHOro CreKkTakasa, OCHOBaHHYHO
Ha HauMOHa/NbHOM MaTepuane u UCNOAHAEMYHO B
cTune HapoaHoro nenHus Kutas. Onepa «bannazga o
KaHane», NpeAcTaBastoLLas CoObOl CMHTE3 eBponei-
CKMX Y KUTaNCKMX ONEepPHbIX TPaAWLLMIA, Bblna npusHa-
Ha nepBbiM 06pa3LLOM HOBOTO XaHpa — «b0bLLON
KUTaNCKON onepsbl». JINBPeTTo HbII0 CO34aH0 B CO-
apyxectse XyaH Bavipyo 1 [loH Hu, noCTaHOBLLMKOM
BbICTynuA J150 CAHXYH, a XyA0XeCcTBEHHOE 0hOpM-
NeHne 6bi1o nopyyeHo JTro CUHAWHY.

[Tpembepa onepsbl, cocTosBLIanACA Ha cLueHe Ha-
LMOHANbHOrO LEeHTPa UCMONHUTENbCKUX UCKYCCTB
(National Centre for the Performing Arts — NCPA) B
2012 ropy B lMeknHe, bbina pesynbtatom 6onee yem
ABYXJIeTHel NOArOTOBKM CMEKTak/s 1 Bbl3Baja LUN-
POKWNN OBLLECTBEHHbIN pe30HaHC. [N NOCTaHOBKM
6bl1 NOCTPOEeH KOpabb B HaTypabHYHO BENNUNHY,
MOJIHOCTbIO BOCCO3AatoLWmMi cya BPpeMeHU npas-
NeHuns anHactum MuH. imeHHO Ha kopabse npo-
NCXOAAT BCE OCHOBHble CObbITUA ApaMbl. Kaxaas
AeTanb UHTepbepa Kopabas B TOUHOCTU Takas e,
Kak 1 B peanbHocTw. [ocTaHoBKa onepbl bbina BO3-
obHoBneHa B 2023 rogy. Onepbl bbina NnoctaBaeHa
B Poccun B 2022 roay B Capatose.

Mpw noctaHoBke onepbl B 2012 rogy agMnHN-
ctpauma NCPA cTpemunach He ynyCcTuTb HU OAHOW

JieTann B BOCCO34aHMM aTMOChepbl JiereHiapHoM
ncropuu. CueHnyeckoe opopmaeHne 1 BusyaibHble
3¢ddeKTbl B ONepe nrparoT KAHUeBYH pPOJb B CO34a-
HUW YHUKANbHOTO NPOCTPaHCTBa. BulyanbHoe BO-
MN/OLLIEHWEe CrOXKETa onepsbl, pa3paboTaHHOe € y4YeToM
COBPEMEHHbIX TEXHONOT NI, fieNaeT 3Ty NOCTaHOBKY
0COH6EHHO 3aMOMMHAIOLLIENCA Y 3HAUMMOM C TOUKM
3peHUNs KyAbTypPHOTO B3aMMOAENCTBUA N MHHOBA-
L1 TeaTpanbHOro nckyccrea. CueHorpadus one-
pbl BKAOYAET B C€6A CNIOXKHbIE MyNbTUMEANAHbIE
WHCTaNNALMM, KOTOPble MO3BOAIOT CO34aTb ANHA-
MWUYHO U3MEHSAIOLLYHOCSH Cpesy, OTPaXkatoLLyto pas-
NNYHble nokauun Benunkoro kaHana. MpumeHeHne
NPOEKLMOHHbBIX TEXHOJIOTUI N CBETOAMOAHBIX 3Kpa-
HOB obecrneunBaeT BU3yaan3aLMio BOLHOW CTUXMW,
MEHSAIOLLMXCA Nelr3axeln U FOPOACKMX CLLEH, YTO A0-
6aBaseT r1ybvHbl U MacliTaba CUeHNYECKOMY Aei-
CTBUIO. IcmoNb30BaHMe HOBEMLLNX TEXHONOTUIA 1
BEPHOCTb TPAAMLMAM HaLMOHaNbHOIO TeaTpasbHO-
ro uckycctsa caenanv «bannagy o kaHane» ApkuMm
NPVYMeEPOM TOrO, Kak COBPEMEHHOE UCMOAHEHNE
MOXET rapMOHUYHO COYeTaTbCs C HaLMOHaNbHOM
My3blKaNbHOW Ky/bTypol cTpaHbl. B 2012 roay, kor-
Zla KomrnosuTtop coszasan onepy «bannaga o Ka-
Hane», Kutali nepexunsan nepuos 3HaunTebHbIxX
KYNbTYPHbIX U COLMaNbHbIX TpaHchopmMauuin. Focy-
JapCTBEHHas noaaep>Kka KyAbTYPHbIX MHALMATUB
TOro BpeMeHM Bblpaxkanacb B psje KPynHbIX Npo-
€KTOB, HamnpaBJ/IeHHbIX Ha MPOABUXKXEHME KUTACKON
Ky/NbTypbl 33 pyb6exxoM 1 ykpenaeHue HaLoHa b-
HOro CaMOCO3HaHWA Yepes UCKYCcCTBO. «bannasa
o KaHane» onvuersopsna 3Ty NOAUTUKY: ONepHoe
MCKYCCTBO UCMOJIb30BaNIOCh He TONbKO AN pa3Bie-
yeHUs N 06pa3oBaHMs, HO U KakK MHCTPYMEHT No-
JNNTUKN N CPeACTBO GOPMUPOBAHNA N YKPENIeHNA
HaLMOHaNbHOW MAEHTUYHOCTW.

CyHb Jly B CBOEM ucCaesoBaHUN, NOCBALLEH-
HOM HaLMOHaNbHOM onepe OTMeYaeT, YTo CoBpe-
MEHHas KMTanckas onepa raLioin pa3BmMBaeTcs Kak
«MeCEeHHbIN CreKkTak/b», CTaBLUWIA 3KCNEPUMEHTab-
HOW TBOPYECKOW NAaTGOPMON AN CAUSHUSA My3bl-
KaNbHbIX U TeaTpanbHbIX Tpaanumii Kutas n EBponsl
[2]. 3TOT Nogxog cnocobeTByeT Hosee rnybokomy
MOHMMaHWUIO N MPU3HAHWIO HaLMOHaNbHbIX OCO-
6eHHOCTel XaHpa 60bLLIOW Onepbl, CO34aHHON Ha
OCHOBe KUTaNCKOW nereHsbl. B onepe xopoLuo Bua-
Hbl XapakTepHble YepTbl HALMOHANbHOrO UCKYCCTBA,
Takue Kak MeceHHOCTb W 3nuYyeckas gpamaTyprus,
KOTOpble 060raLLaoT XXaHPOBYH CTPYKTYpPY NPOu3-
BegeHna. Onepa Takxxe 4eMOHCTPUPYET YepTbl 3MK-
KO-ApamMaTMyecKoro XaHpa, YTo nojyepKknBaeTcs
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nepeocMbICIEHNEM TPAANLNOHHBIX SNEMEHTOB KU-
TaliCKOW HapoAHON onepbl. Hasnume 6bITOBbLIX CLEH,
OTpaXkaroLL X HAPOAHYHO XXU3Hb, U UCMOJIb30BaHNE
pa3roBOPHbIX BCTAaBOK, KOTOPble TpaHCHOpMUpy-
OTCA B OTAE/bHble BbIKPUKHW, YCUANBAIOT peanm-
CTUUYHOCTb M OMEepHOTo CrekTak/s. BaxHyto ponb
UrparoT Tak>Ke MAacTuKa, XeCTbl 1 TaHLbl, KOTOPblE
ABNAOTCA KNHOUYEBLIMY KOMMOHEHTaMU B 60JIbLLON
KWTanckom onepe.

B onepe NHb LiMHa WwWnpoko npeactaBieHo MHO-
roobpasme ocobeHHOCTeN HaLMOHaNbHOW KYAbTYpbl,
XapaKTepHOoe AN KUTaNCKOW My3blKasbHO-TeaTpab-
HOW Tpaauumu. Jlro BaHbdaH noguepkunBaeT cBoe-
obpasue My3sbikasabHON agpambl KuTas: «/ckycctBo
My3blKaJibHOW Apambl B Kutae popmumpoBanocs Ha
NPOTAXEHMN HECKONbKUX ThiCAY JeT <...> My3blKab-
Has KuTalckas Apama He MoxoXa HUW Ha Apamy, Hu
Ha onepy, HX Ha 6aneT Amepuku 1 EBponbi» [1, c.
4]. 3T KayecTBa AeNaroT KUTANCKYH My3blKaabHYHO
Apamy YHWKasbHOM MO CPaBHEHWIO C TeaTpasbHbIM
MCKYCCTBOM ApYrux cTpaH. lpyroi nccnego.aress,
CyHb Jly oTMeuaeT, UTo «>KaHPOBbI NOANDOHU3IM»
AB/IAETCSA XapakTepHbIM CBOMNCTBOM COBPEMEHHOW
KUTANCKOWM onepsbl, NoAYepKnBas CMeLLIeHNE eB-
POMNencKMUX N KUTaMCKMX ONEPHBIX TUMOB KakK BaX-
HYH UYepTy HaLMOHaNbHOW OMNEPHON ApamMaTyprm
[2]. CHTE3 TpagnLLMin €BPOMENCKON U KUTaCKOM
My3blKaabHOW ApaMbl B «bannase o kaHane» no-
3BOJISIET OCYLLECTBUTb B3aMMOAENCTBME Pa3/INUHbIX
CHOXETHbIX IMHUI U XY 0XECTBEHHO BOCCO3aTh
LLeIOCTHOCTb HaLMOHaNbHOW KapTUHbI MUpPa K1-
TalcKoro Hapoaa.

PaccmaTtpuBas gpamaTtypruto onepsbl, Heobxo-
AMMO OTMETUTb, UTO B NpowusBeseHun ViHb LinHa,
MHOTOC/NIONHOCTb KOHMANKTa NPOABAAETCA B nepe-
NAeTeHVNN BHYTPEHHEN 1 BHELLIHEN CTOPOH ONepPHOW
Apambl, rae LeHTpaabHOe MecTo 3aHMMaeT LnHb
CsiolWeH — CMenbIf yueHbil 1 6opeL, ¢ Koppynum-
eil. BHelwHAa Agpama B3anMOAENCTBYET C BHYTPEH-
HUMW NepeXrBaHNAMU repos, HaxoAs oTpadKeHne
B G1Hane onepsbl, r4e AMYHas xepTsa npespaLLaeT-
€Sl B CUMBOJ1 HaUMOHanbHOro ocBoboxaenuns. Oc-
HOBHble MEePCOHaXM Onepsbl, Takne Kak CTpouTeNb
KaHana 1 ero Bo3ntob/eHHas, NpeacTaBieHbl Ye-
pe3 My3blKa/bHble TEMbl, OTPaXKatoLLne X COLM-
aNbHOE MONIOXEHWE, BHYTPEHHME NEPEXMNBAHUSA U
B3aMMOOTHOLeHNs. OBpa3s cTpouTens KaHana, CUM-
BOJI3NPYHOLLMIA TPYAOBOW HAapOZA, BblpaXkeH yepes
My3blKaJlbHble MOTUBbI, KOTOPble NOAUYEPKMBALOT
€ro Cuy, BBIHOCAINBOCTb U NMPVBEPXKEHHOCTb CBOE-
My Zeny. Ero My3bikasbHas TeMa 4acTo UCMob3yeTt
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bonee HU3KME PErUCTPBI U TPAAWLIMOHHbIE KUTaW-
CKNe UHCTPYMEHTbI, MOAYepKMBasn ero CBA3b C 3eM-
NéN 1 HapogHbIMK KopHaMU. Obpas BO31t06AEHHON
CTpoUTeNsA, B CBOKO OYepesb, NpescTaB/eH Yepes
6onee nvpunyeckme TeMbl, KOTOpPble OTPaXaroT eé
HEXHOCTb, MeUTaTe/IbHOCTb U BHYTPEHHIOH KPacoTy.

PaccmaTpuBas cnocobbl npenomaeHns Haum-
OHaNbHOrO My3blKalbHOro MaTepuana Heobxoam-
MO OTMETUTb HECKOJIbKO HanpaBAEHW MHTerpaLum
HapoZHbIX TeM B TKaHb onepbl. B kauectBe ogHoM
13 BaXKHEWLLMX TEM OMepbl UCMO/Ib3YyeT TemMa Xopa
Ne2 «KpacouHas nogka-ApakoH» 13 NepBOro Aei-
ctBuA. ViHb LIMH ncnonb3yeT B kKauecTBe TeMbl XOpa
N3BECTHYIO HAPOAHYIO Menoaunto. Takxke OH npu-
MeHSAeT 418 BOCCO3JaHNA NCTOPNYECKOM KapTUHbI
BpemMeHu aAnHactum MuH pasanyHble GonbKAop-
Hble MOTMBbI, BKAFOYas cOop Yas, HapoAHble NecHU
Cyuxoy-XaHuxoy, 3ByKn Tpyb N040UYHUKOB U1 ba-
pabaHbl L3anHbloHb. KOMMoO3uTop ncnosb3yer wu-
POKMIN apceHan HapOAHbIX MHCTPYMEHTOB, BK/IHOYas
Takve TPajMLUMOHHbIE KUTAWCKME MHCTPYMEHTDI, Kak
3PXy, NM1Ma 1 ryL3eHr, KoTopble 0becneynBatoT He-
NMOBTOPUMOe 3By4YaHUWe onepsbl, HaCbILEHHON HaL -
OHaNbHbIM KOJOPUTOM. 3TN UHCTPYMEHTbI Cy>KaT
He TONbKO ANA CO3jaHuA ayTeHTUYHOW aTMocdhe-
pbl, HO 1 ANA Nepefayvn IMPUYECKNX YyBCTB repoes
onepsbl. B T0 xxe BpemMs, NpYMeHeHe OpKeCTPOBbIX
NHCTPYMEHTOB CMMMOHNYECKOro OpKecTpa, Takmx
KakK CKPWMKK, BUONOHYENN N AyXOBble, MO3BONA-
€T KOMMO3UTOPY AOCTUTHYTb ApamMaTi3mMa B onep-
HOM criekTakse.

B 3aknroueHnn Heo6xoaMMO NogUYEPKHYTb UC-
KNHOUUTENBHYIO poJib onepbl VIHb LinHa B pa3sutum
COBPEMEHHON KUTaCKON My3blKaabHOM KyNbTypbl.
JTO Npou3BeAeHVe He TONbKO OTpaXkaeT MacTepCcTBO
WHb LmHa B chepe KOMNO3MLMM 1 HOBAaTOPCKOE UC-
No/ib30BaHNe My3blKaNbHO-TeaTpabHbIX TEXHONOT U,
HO ¥ yCTaHaBAMBaET B3aMOCBA3b MeXJy APeBHW-
MW KYNbTYPHBIMWU TPAAULMAMN N COBPEMEHHBIMU
apT-npaktTnkamu. «bannaga o kaHane» BOCCTaHaB-
NvBaeT 1 oboralaert KynbTypHOe Hacneame, obpa-
Wascb K rnyboKUM NCTopruYecknm KopHsamM Kutas
yepes NPU3My COBPEMEHHOIO UCMONHUTENBCKOTO
nckyccrea. Ocoboe BHVMMaHwWe B onepe yaeneHo Be-
NINKOMY KaHany, CMMBON3MPYIOLWEMY COeANHEHNE
PasNNYHbIX 3MOX W Ky/bTYp, YTO NO3BOAAET 3puUTe-
NIM NePeOoCMbICIUTb U MepeoLLeHNTb 3HaUNMMOCTb
3TOro NamsaTHMKa UCTOPUN.

MpounsBeaeHne BbI3BaAO 3HAYUTENbHbIV pe30-
HaHC cpeaun KpUTMKOB 1 nybankn 6nrarosaps CBo-
el My3blKaJibHOW BblPa3nTENbHOCTU W BU3YyasibHOW

HacbILLEeHHOCTW. MeXxayHapoAHOe Npu3HaHWe Noa-
TBEPAWI0 BaXKHOCTb OMnepbl Kak Ky/IbTYpPHOro ¢peHo-
MeHa, CMOCOBHOro NPeACTaBUTb KUTANCKYyHO onepy
Ha MupoBol apeHe. Kpome Toro, onepa VH LuHsa
aKTMuBM3npoBana NpobiemMbl KyNbTypHOro obme-
Ha 1 BO3POXAEHMA NHTepeca K akafeMnyeckomy

NcKyccTBy cpeamn Mmonogexu. Onepa okasanacb B
LLleHTpe BHUMaHWA KaK CPesCTBO BAOXHOBEHMWS ANS
HOBOFO MOKOJIEHWS MY3bIKaHTOB 1 KOMMO3WTOPOB,
CTPEMSLLUXCA UHTErPUPOBAaTh HaLMOHaNbHOE Hacse-
AMe CcTpaHbl B rN106aNbHbIN KYbTYPHbIA KOHTEKCT.

BUBNNOTPADUA:

1. Jlto BaHbo3H. VicTopums KuTakckol My3bikaabHOM Apa-
Mbl C APEBHENLIVX BPEMEH A0 COBPEMEHHOCTU. - M.:
MexayHapoaHas usgatenbckas komnaHus «LlaHc»,
2019.- 631 c.

2. CyHb Jly. KuTaiickas HapogHas onepa: K npobieme
CTaHOBJ/IEHMA U Pa3BUTUA XaHpa. ABToped. ANC. KaH-
anpata mck: 17.00.03. PoctoBckas roc. KoHcepBaTopus
nmenn C.B. PaxmaHunHoBa. - PoctoB-Ha-/oHy, 2016.
-29c

33



DOI: 10.36340/2071-6818-2025-21-1-34-41

Zhao Yiting

Postgraduate stusent

Russian State University of Design and Applied Arts
e-mail: 1993zhaoyiting@gmail.com

Moscow, Russia

ORCID 0009-0009-1547-2311

FEATURES OF THE ARTISTIC EVOLUTION OF CHINESE
GRAPHICS FROM ANTIQUITY TO THE QING ERA

Summary: Chinese graphics employs a variety of ma-
terials and production techniques that are incompatible
with the European tradition. Firstly, these are materi-
als, specifically, coloured and black ink, that are diluted
with water. Furthermore, xylography, the oldest method
of printed graphics, originated in China. The history of
graphic art can also be attributed to the development of
stone carving for the creation of seals with calligraphic
and figurative motifs, which started in the second centu-
ry AD when paper was introduced and began to spread
in China. Moreover, calligraphy served as the foundation

Graphics were used as a means of communica-
tion and an information recording tool reflecting
the beliefs, way of life, and activities of prehis-
toric people long before writing. Petroglyphs and
rock paintings of the Stone Age, including images
of hunting, nomadic life, symbols and prints, al-
low us to understand the social aspects and con-
ditions of their existence. Graphics evolved in two
directions over time: they became the earliest art
forms and eventually became pictographic sym-
bols, which served as the foundation for the ear-
liest writing systems. During the Shang Dynasty (
&, 17th-11th centuries BC), pictograms made on
bones, clay, stone, and metal were used to record
events and convey information [1, p. 4].

Book illustrations emerged on bamboo and
silk, which were the key information carriers of
the time, during the Warring States Period and
the Qin (Z, 221-207 BC) and Han (3X, 202 BC-220
AD) dynasties. Bamboo was used for text and sim-
ple outlines. Silk, more suitable for drawings, has
survived in small quantities due to the difficulty
of storage. These illustrations, either included in a
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for the traditions of the guo hua fine art; the uniqueness
of China’s entire artistic culture, which spans thousands
of years, is the inseparable connection between Chinese
calligraphy, graphics, and painting. With special focus on
the key phases of the development of traditional Chinese
graphics and their social functions, the article explores
the origins and evolution of Chinese graphics, as well as
their role in cultural communication.

Keywords: Chinese graphics, calligraphy, book illustra-
tion, engraving, cultural heritage of China.

text or existing separately, became the basis of an-
cient book graphics.

Drawing and writing characters on silk is known
as a silk manuscript. These scrolls, usually rolled
left to right, were created using wooden sticks. A
fragment discovered in 1942 in a bullet deposi-
tory in Changsha, Hunan Province, is one of the
earliest examples of graphics on silk to be found.
Known as the Ch'u Silk Manuscript (& B &), the
fragment is now housed in the Metropolitan Mu-
seum of Art in New York City. Mythological scenes
related to celestial phenomena, the seasons, and
deities such as Nlwa, Yandi, and Zhurong, are de-
picted there; moreover, twelve statues of gods are
presented [2, p. 71]. The manuscript is a unique
example of graphics on silk that predates the Qin
Dynasty (221-207 BC), providing insight into the
graphic style of the time.

Moreover, two unique silk paintings dating back
to the Warring States Period were found in the Chu
Tomb in Changsha: Hero Riding a Dragon (A 41H
¥ B H), depicting a hero on a dragon ascending to
heaven, and Character in the Company of a Drag-

Fig.1

on and a Phoenix (A#) v R & &), showing a pray-
ing woman, surrounded by dragons and phoenixes.
These works were made in the gongbi technique;
they are characterised by thick contour lines and
local colouring. Their careful execution and deco-
rativeness laid the foundation for Chinese graph-
ic art, opening the way for its further development
during more than two thousand years (ill. 1).
Before the invention of printing, literature was
passed around by hand, which led to the emer-
gence of the Manuscript period. The Buddhist texts

Fig.2. Biographies of Exemplary Women, the Eastern Jin
dynasty, Gu Kaizhi, 25,8 x 417,8 cm. (317-420) & fEE K& M
182 9\25.8cm, 1#477.8cm

from Dunhuang are particularly striking examples
of handwritten graphics. They contain exquisite il-
lustrations in a variety of styles: from delicate out-
line drawings to monumental images reminiscent of
frescoes. Among them, works such as the Guanyin
Pumen Ping (M 7] &) and the Sutra of the Ten
Kings Spoken by the Buddha (ffiji-+FE %) stand
out. They include both monochrome and colour
images, testifying to the high level of skill of the
artists of that time.

The graphic art development during the Wei, Jin,
Southern, and Northern Dynasties (220-589) was
aimed at popularising Confucianism and Buddhism.
Gu Kaizhi (Fi1$2), recognised as the first outstand-
ing master of this direction in Chinese painting, made
a significant contribution to the development of il-
lustrative art. His works, such as the Admonitions
Scroll (Z 5 & &), Biographies of Exemplary Wom-
en (3% {£[A), and Luoshenfu Map (7&K &), were
created by hand and became a standard for sub-
sequent generations. Copies of these works made
during the Tang and Song dynasties have survived
to this day, confirming their importance in the his-
tory of Chinese book graphics [4, p. 21] (ill. 2).

The graphic art of books of the Tang Dynasty (
/&, 618-907) is mainly represented by works dis-
covered in the Mogao Caves in Dunhuang, and is
divided into two main types: hand-made and print-
ed graphics. In the early and middle Tang periods,
unique graphics prevailed — monochrome draw-
ings and colour images applied with a brush or a
reed pen, with linear drawings dominating. Wood-
block printing technology was in its infancy, and
the number of prints remained limited. In the sec-
ond half of the Tang period, printing technology
began to spread actively. Buddhist communities
were the first to take advantage of woodblock print-
ing to replicate and distribute a significant num-
ber of sacred texts. As a result, Buddhism gained
influence and became the dominant religion of the
era. The themes of the graphic arts of that time
were mainly related to Buddhism; however, they
also covered Taoism, literature, science, technolo-
gy, and fortune-telling. The Diamond Sutra (£ NI
22), printed in 868, with an illustration on the ti-
tle page, is of particular interest. This work is con-
sidered one of the earliest surviving examples of
woodblock printing in the world and is an impor-
tant evidence of the development of book graph-
ics in the Tang Dynasty (ill. 3).
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Fig.3. Diamond Sutra, the Tang dynasty (868). Paper, xylography. 23,7 x 28,5 cm. Found in the Sutra Cave, cave 1.4 NIf%%& iK% &
£ /N71868 BERRENRIA

Book graphics of the Song (&, 960-1279) and
Yuan (Jt, 1271-1368) dynasties were mainly creat-
ed using the matrix printing technique. In the Song
Dynasty, the flourishing of the commodity econo-
my stimulated the development of folk art and cul-
ture, which, combined with the Buddhism traditions,
formed the main cultural directions of that time.
During these periods, most of the illustrations in
books were devoted to Buddhist themes and were
distinguished by a high artistic level. Examples in-
clude the illustrations of the Prajnaparamita Sutra (
SRR E K T B E), kept in the Qingliang Temple in
Japan, and the popular images of the Lotus Sutra (
YSREIL ). At the same time, oral folklore and folk
art became very popular among urban residents,
contributing to the development of fiction, which
was distinguished by a variety of genres. In addi-
tion to religious topics, books covered the fields
of social and natural sciences, philosophy, and art.
The illustrations of novels, which became an inno-
vative direction in book graphics, are particularly
noteworthy. Among them, the illustrations for the
work Biographies of Exemplary Women (%] &%)
from the Song period and the illustrations for the
novel Five Kinds of Pinghua (£48i% f f) from
the Yuan era stand out. They are among the earli-
est examples of graphic accompaniment to text in
Chinese literature (ill. 4, 5).
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During the Ming Dynasty (1368-1644), Chinese
printed graphics reached a golden age. This period
was characterised by a large number of works, high
quality, and wide influence. The subjects of book
graphics were extremely diverse, including Buddhist
scriptures, Taoist writings, Confucian classics, hu-
manities, culture, analysis of ancient tradition, po-
etry, painting, theatre, novels, as well as scientific
and medical treatises, and daily life motifs. Books
of that time can be called a kind of “encyclope-
dia”. Ming graphics not only reached outstanding
heights in Chinese art, but also are an important
part of the cultural heritage of that era. The illustra-
tions for such works as Romance of the Three King-
doms (= @& X), Water Margin (7Kif1%), Journey
to the West (F5if#ic), Jin Ping Mei (£ 48), and Ro-
mance of the Western Chamber (Fgfg12), are par-
ticularly interesting (ill. 6).

During the Qing Dynasty (1644-1912), book il-
lustrations were divided into two main categories:
court illustrations and folk illustrations. In litera-
ture, the novel continued to develop. The famous
Dream of the Red Chamber (41 #%) and Liao Zhai
Zhi Yi (135 5) were the most significant ones. In
the field of theatre, in particular Beijing Opera, vari-
ous dramatic genres, which had a significant impact
on the visual arts, also flourished. Chinese painting
reached its apogee during this period. Culturally,

Fig.4. lllustrations for the Prajidparamita sutra, Shouren, the Northern Song dynasty (985). £ NI K B H2Z) MiER, HEHAR
B RFUGE 9856 RTFE IER

the early Qing Dynasty continued the traditions of
the late Ming Dynasty, and its golden age was dur-
ing the reigns of the Kangxi, Yongzheng, and Qian-
long emperors, when the dynasty’s unique artistic
and cultural identity was formed. However, from
the middle of the Qing Dynasty, the country ex-
perienced a decline, reflected in book illustrations,
due to the policy of isolation, literary censorship,
and political corruption (ill. 7).

Chinese graphics have come a long way from
simple ritual images to complex book illustrations,
achieving a high level of artistic and technical per-
fection. As an art that combines visual and print-
ing techniques, graphics have made an important

contribution to the development of Chinese cul-
ture, conveying philosophical and religious ideas
and forming aesthetic concepts. Modern study of
Chinese graphics allows us not only to appreciate
the uniqueness of this art, but also to understand
how it has influenced the development of litera-
ture, religion, and social values. In order to better
understand its impact on modern art and society,
scholars can also focus more on the artistic evo-
lution, transformation, and adaptation of Chinese
graphics in the most recent culture, developing in
the midst of globalisation, digitalisation, and in-
tense cultural exchange.
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OCOBEHHOCTW XYAOXECTBEHHOW 3BONHOLIN
KUTANCKOW TPADUNKW
OT APEBHOCTW A0 3MOXW LIMH

AnHomayus: Kutaiickas rpaduka ncnonbsyet pasaimu-
Hble MaTepurabl N TEXHUKN CO3AaHNSA, KOTOPble He cora-
CyHOTCS C eBPOMenckon Tpaanumein. Mpexae Bcero, 3To
MaTtepwuasnbl, pa3BoAgnMble BOAON, @ UMEHHO YepHas u
uBeTHas Tywb. Kpome Toro, ApeBHeiias TeXHWKa neyart-
HOW rpadukn — kcunorpadusa nosasmaacb MMeHHo B Ku-
Tae. [loMnmo TOro, € MOABAEHNEM M pacnNpPOCTPaHEHVEM
6ymarun B Knutae yxe Bo Il B. H.3. HaUMHaeT pa3BMBaTbCA
pe3bba Mo KaMHH A/ U3roTOBAEHWS nevaTel, NCnob3y-
FOLLMX Kanaurpapuyeckme n purypatmBHbie MOTUBbI, KO-
TOpble Tak>Ke MOXHO paccMaTpMBaTh Kak YacTb NCTOPUN
rpaduyeckoro nckyccrea. Tem 6onee, uto kanaurpadpums

3af0Aro f0 NOABAEHUA MUCbMEHHOCTU rpadu-
Ka cny>una cpeAcTBOM ObLeHUs U drKcaLmm UH-
dopmauun, oTpaxkas BepoBaHuWs, 06pa3 XXMU3HN 1
JeATeNbHOCTb NepBOObITHBIX toaen. MeTporandbl 1
Hacka/bHble PUCYHKM KaMEeHHOTO BEKa, BK/IHOUatoLLe
n306paxKeHns OXOTbl, KOYEBOW XM3HW, CUMBOJIOB U
OTMNEeYaTKoB, MNO3BOJAIOT MOHATb COLMANbHbIE aCMeKTbl
1 ycnoBuma nx cywectBoBaHuna. Co BpemeHem rpaduika
pa3B1Banach B BYX HarpaB/ieHNAX: MpeBpaLLanach B
paHHWe GOpPMbI NCKYCCTBA 1 3BONFOLMOHMPOBaNa B
nukTorpaduryeckme CMMBOJIbI, KOTOPbIE CTaan OCHO-
BOW MepBbIx cucTeM nincbMa. B anoxy LaH (7, XVII-XI
BeKa Ji0 H.3.) MUKTOrpamMmel, puKcMpyemMble Ha KO-
CTAX, TIVHE, KAMHe 1 MeTasl/le, UCMOAb30BaanCh As
3anmcKn cobbITU 1 Nepegaun nHdopmaumn. [1, c. 4]

B anoxy Bototowmx Lapcte n anHactnin LivHb
(Z, 221-207 roabl A0 H.3.) 1 XaHb (3X, 202 rog Ao
H.3. — 220 rog H.3.) KHU>XXHasa rpaduka 3apogmnacb
Ha 6aMbyKOBBIX JOLLeYKax U LWesKe — KAYEBbIX
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nerna B OCHOBY TPaauULIMIA N306pa3nTebHOrO UCKYCCTBa
roxya, HepaspblBHas CBA3b KUTANCKOW Kanaurpadumu, rpa-
dUKN 1 XMBOMUCK COCTaBASET Creunpuky Bcer XyAo-
KeCTBEHHOW Ky/bTypbl KnTas, HacumMTbiBatoLLel ThiCAYM
net. B gaHHON cTaTbe paccMaTpMBatOTCA MPOUNCXOXAe-
HVe ¥ 3BOJIIOLMSA KUTaNCKoM rpadumku, a Takxe eé posb
B Ky/IbTYPHOIM KOMMYHUKaLMK, C 0COBbIM BHUMaHMEM K
OCHOBHbIM 3Tanam pasBuTUA TPAAULMOHHOW KUTaCKOM
rpadukn 1 eé counanbHbiM QYHKLMAM.

Knrouesele cnosa: kumatlickas epaguka, kaanuepa-
dus, KHUXHAA UNICMpayus, 2pasopa, Ky/bmypHoe Ha-
cnedue Kumas.

HocuTensax nHdopmaumm Toro BpemeHun. bambyk
MCrnoab30Banca Ana TeKCTa U MPOCTbIX KOHTYPOB, a
wesk, bonee NoaxoAALMI ANS PUCYHKOB, COXpa-
HUACA B HeHONbLLOM KONNYeCTBe M3-3a CIOXHO-
CTU XpaHeHUA. STV ANOCTPaLLMK, BKIOYaBLUMECS
B TEKCT WK CyLL,eCTBOBAaBLLME OTAENbHO, CTann oc-
HOBOW ApEeBHEW KHUXHOW rpaduku.

PvcoBaHue 1 HanncaHve CUMBOIOB Ha Luenke
M3BECTHO KaK "LUENKOBBIN PYKOMUCHBIN cBUTOK" (silk
manuscript). 3T CBUTKM, 0BbIYHO CBEPHYTbIE C Ne-
BOW CTOPOHbI BMPaBo, CO3AaBaNCh C UCMO/b30BaHM-
eM JepeBaHHbIX nanovek. OfHUM 13 caMbIX PaHHWX
HalZeHHbIX MPYMEePOB LLEeNKOBOM rpaduku ABaseT-
ca pparMeHT, obHapyxeHHbI B 1942 rogy B xpa-
HuUAVLWe Nyab B YaHwe, NpoBMHUMA XyHaHb. OTOT
dparmeHT, n3BeCTHbIN Kak «LllenkoBas pykonucb
Uy» (The Ch'u Silk Manuscript { BB EF) ), HblHe
xpaHuTca B MeTpononuteH-mysee B Hbto-Mopke.
OH n306paxaet Mudosornyeckme cLeHbl, CBA3aH-

Fig.5. The Records of the Three Kingdoms jtft 1321-1323 BLERFIA F136EX HISENK ©HE=EELIE kEEX
BARK B X E

Hble C HeBeCHbIMU ABAEHUAMM, BpEMEHaMM roja
n 6oxxecTBaMu, Takumu kak Hromea, AHan n Yxy-
POHT, 1 BKIKOYAET ABEHaALaTb cTaTy 60oros.[2, c.71]
DTOT MaHyCKPUNT ABAAETCS YHUKaNbHbIM NPUMEPOM
rpadukmn Ha LWENKe, NOSBUBLUMIACA eLLé A0 BOLA-
peHua anHactum UmHb (221 — 207 rr. Ao H.3.), npe-
[LOCTaBAAsA NpejcTaBieHMe O rpadpryeckom cTmae
TOro BpeMeHMW.

Kpome Toro, B rpobHuLie Yy B YaHwwe 6biin Hait-
[eHbl ABe YHMKa/IbHbIE LUENKOBbIE KapTUHbI, OTHO-
cawmecs K nepuoay Bororowmx Llapcts: «[epon
BEPXOM Ha gpakoHe» { AP EE) , nsobpa-
XatoLllas BOCXOX/AEeHMWe repost Ha Hebeca BEPXOM Ha
ApakoHe, n «lNepcoHax B obLiecTBe ApakoHa 1 de-
Hukca» (AT RBE) , rae nokasaHa MOAALLAA-
CS XKEHLLMHA B OKPY>KEHUWN APaKOHOB N GEHMKCOB.
DT NpoV3BeAEeHNS BbIMONHEHbI B TEXHMKE TYHOW,
OT/NYatOLLMECA XXUPHOW KOHTYPHOW IMHUERN U N10-
Ka/lbHbIM KOJOPUTOM. VIX akKypaTHOEe NCMONHEHNE
N AeKOPaTUBHOCTb 3aJ10XKMAMN OCHOBbI KUTaNCKOM
rpadukm, OTKPbIB MyTb ANS €€ faNbHENLWero pa3sm-
TUA Ha NPOTAXeHMN 6onee ABYX Tbicay neT. (Puc.1)

[lo n3obpeTteHns KHUroneyataHus antepatypa
pacnpocTpaHsaiacb pyKOnMUCHbIM CNOCOBOM, UTO
0bYyC/NIOBMAO NOSABAEHNE «Mepuoga PyKOMUCEN».
OcobeHHO APKUMU MPrYMepPaMn PyKOMUCHON rpa-

bukm aBastoTca byaaninckme TekcTbl U3 JyHbxyaHa.
OHU cofepkaT U3bICKaHHbIE UANKOCTPALLMN, BbINOA-
HEeHHble B PA3/INYHbIX CTU/IAX: OT TOHKUX KOHTYpP-
HbIX PUCYHKOB 0 MOHYMEHTabHbIX 306 paxxeHni,
HanomuHarwwmnx ¢peckn. Cpean HUX BbIAENAOTCA
npowunssegeHuns, Takne Kak «yaHbuHb [ym3Hb MnH»

(MZLETHY v «CyTpa 4ecaTn Kopoaen, Npouns-
HecéHHas Byagon» (f#ii+TEL) , skatovarowe
Kak MOHOXPOMHbIe, TaK 1 LBETHbIE N306paxKeHus,
CBUAETENLCTBYHOLLME O BbICOKOM YPOBHE MacTep-
CTBA Xy0>XXHUKOB TOrO BPEMEHM.

PasBuTMe rpaduryeckoro nckycctea B nepu-
o4 AvHactuin Ban, L3nHb, FOXxHOM n CeBepHom
(3 EZ L ERT#A220 — 589 r) 66110 HanpaseHo
Ha monynspu3auunto KoHdyLmaHcTBa 1 byaansma.
3HaunTeNbHbIN BKIaj B CTAHOBAEHWE UANOCTPa-
TUBHOrO nckyccTea BHEC My Kauxu (g =), npu-
3HaHHbIV NEPBbIM BbIAAIOWMUMCA MacTePOM 3TOTO
HanpaBAeHUs B KMTanckom xmeonucu. Ero pabo-
Tbl, Takne kak «CBuTOK ynpekos»("Admonitions
Scroll” (&% &KE) ), «<brorpadum nprmepHbIx
XeHWmuH» (“Biographies of Exemplary Women”

(%L fEE) ) v «KapTa JloowsHdy»("Luoshenfu
map” {;EMIKEY ), co3gaBanncs BpYUHyo 1 cTa-
2N 3TaNOHOM A8 NOoCaesyoLmX nokoneHuin. Ko-
MUK 3TUX NPOU3BEAEHWNN, BBINMONHEHHbIE B 3MOXY
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Fig.6. The Ming dynasty (1573-1620). Journey to the West.
lllustrations for the opera. Books published in the cities of Suzhou

and Hangzhou. FAR FaikiC Xk iR 7 A AMTIA

AnHacTUid Tad 1 CyH, COXPaHUANCh A0 HaLUUX AHER,
NOATBEPXKAas UX 3HAUEHME B UCTOPUMN KUTANCKOM
KHUXXHOW rpaduku. [4, c. 21] (Puc.2)

Mpaduueckoe NCKYCCTBO KHUT Meprosa AUHACTK
TaH (fE618-907rr.)B OCHOBHOM MNpeACTaBJAeHO Npo-
n3BeZeHNAMN, OBHapy>XeHHbIMK B newtepax Morao
B [lyHbXyaHe, N Ae/NTCsA Ha ABa OCHOBHbIX TUMa:
pydYHas v nedyatHas rpaduka. B paHHWI 1 cpegHuin
nepuogbl TaH npeobnagana yHukanbHas rpaduka
— MOHOXPOMHbIE PUCYHKWN U LIBETHbIE M300paxe-
HWA, HAHECEHHbIe KUCTbIO MW TPOCTHUKOBbLIM Me-
pOM, NPU 3TOM AOMUHUPOBAAN MMEHHO JIMHENHbIE
PUCYHKN. TexHonorus kcunorpadmm Haxoamnacb
Ha Haya/sbHOM CTauW Pa3BUTUS, a KONNYECTBO OT-
neyaTKOB OCTaBafNoOCb OrpaHnYeHHbIM. Bo BTOpo
nonosmHe nepuosa TaH NeyaTHas TexHMKa Havana
aKTVBHO pacnpocTpaHATbCs. byaaninckme obLWmHbI
nepBbIMW BOCMOJ/Ib30BaIMCh MPEVMYLLLECTBAMU KCU-
norpadum, 4Tobbl TMPAXKMPOBATL M PACNPOCTPaHATb
3HauUUTEeNIbHOE KOIMYECTBO CBALLEHHbIX TEKCTOB.
bnarogaps sTomy 6yaan3m ykpenua CBOE BAUA-
HWe 1 CTaN JOMUHUPYIOLLEN peanrmnen anoxu. Te-
MaTuKa rpadukm Toro BpemMeHn NpenmyLecTBeHHO
6bina cBsizaHa C 6yAAM3MOM, HO OXBaTbiBafa Tak-
e Jaocu3Mm, MTepaTtypy, HayKy, TeXHUKY W raja-
HuA. OcobeHHO Bblgensetca «AnMasHas cyTpa»
( {£NIZZ) ), oTneuaTtaHHas B 868 roay, c nanto-
CTpaumen Ha TUTYJIbHOWM CTpaHuLe. DTOT NaMATHUK
CUNTAETCA OAHMM N3 CaMbIX PaHHUX COXPaHMBLLNX-
€s 06pasLoB kcunorpadum B MUpe 1 ABASETCA BaX-
HbIM CBUAETENbCTBOM Pa3BUTUSA KHUXKHOM rpadukim
anoxu TaH. (Puc.3)

KHuxHaa rpadumka nepnogos guHactmin CyH
(5R960-1279 rr.) n KOaHb (7T1271-1368 rr.) npevnmy-
LLeCTBEHHO CO3/aBanach C UCMOb30BaHNEM TEXHUKM
MaTPUYHOW neyaTtun. PacuBeT TOBapHON 3KOHOMUKM
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B anoxy CyH CTUMY/IMPOBaJ Pas3BUTUE HAPOAHOTO
MCKYCCTBA U Ky/IbTYpPbl, KOTOPbIE, COYETAACh C TPaan-
umnaMu byaamama, cbopMmnpoBaN OCHOBHbIE Ky/lb-
TYypHble HanpaB/ieHUs TOro BpeMeHu. bosbLIMHCTBO
WANKOCTPALMIA B KHWUTaX 3TUX 3MOX OblI MOCBSALLEHbI
BYyAANCTCKMM TEMaM M OTIMYANNCh BbICOKUM XyZ0-
>KeCTBeHHbIM YpoBHeM. MNpuMepamu ABASHOTC UANO-
cTpauum K «MpagxHanapamuTa cytpe» ( { & RNIRE K
TR ), xpaHawmecs B xpame LimHasH B AnoHuu,
1 nonynsipHele n30bpaxkeHus K «/T0TOCOBOM cyTpe»
( {WRZELLR) ). O4HOBPEMEHHO, YCTHbIN $HOAb-
KJOp M HapOAHOEe MCKYCCTBO CTajsio BeECbMa Mo-
NyAspPHBIM U CPean TOPOACKUX XUTeNewn, uto
CNOCOBCTBOBANO PA3BUTUIO XYA0XXECTBEHHOW IN-
TepaTypbl, OTAMYaBLUENCA MHOroobpasnem xaH-
poB. [TOMUMO PennrmosHbIX TeM, KHUMM OXBaTbiBaaM
061acTh couManbHbIX U €CTECTBEHHbIX HAyK, Gu-
nocodum n nckyccrea. Ocoboro BHUMaHUA 3a-
CNY>XUBAKOT UANOCTPALMM K pOMaHaMm, CTaBLlve
HOBATOPCKMM HamnpaB/ieHUEM KHUXHOM rpadu-
kn. Cpeamn HUX BbIAENATCA WAMOCTPALLMN K MPpo-
n3BeseHunto «brorpadum NPUMepHbIX XEHLUH»
( {F%f£) ) neproga CyH 1 MANOCTPaALMM K pOMa-
Hy «MATb BUAOB NuHxya» ( { EAHEEIFRF) ) anoxm
KOaHb, KOTOopble ABASOTCA OAHMMM U3 CaMblX paH-
HUX MPUMEPOB rPadUUECKOro CONPOBOXAEHNS TEK-
CTa B KUTanckon nutepatype. (Pnc.4,5)

B nepuog anHactum Mun (RH1368-1644 rr.) ku-
Talickas nevyatHas rpaduka AOCTUrIa 30J10TOro Beka.
3TO BpeMs OTAMYanocb 6oNbLINM KOAMUYECTBOM MpPO-
N3BeZeHWI, BbICOKMM KaueCTBOM Y LUMPOKUM BAU-
AHMeM. TemaTrKa KHUXHOW rpadukn Bbina kpariHe
pa3Hoobpa3HoM, BkAtoYas byaannckme nmcaHms,
COUMHEHWs Ja0CM3Ma, KOHOYLIMAHCKYHO K1acCuKy,
rYMaHWUTapHblE HayKK, KyJbTypy, aHanu3 ApeBHEN
TPaAMLMN, MO33U1t0, XXMBOMUCb, TeaTp, POMaHsbI, a
Tak>Xe HayuHble ¥ MeAULUHCKME TPaKTaTbl, MOTU-
Bbl MOBCEAHEBHOM XN3HW. KHUIN TOrO BpeMeHU
MOXHO Ha3BaTb CBOEro PoAa «3HLUMKAONeans-
Mun». Fpadurka guHacTUM MUH He TONbKO AOCTUT-
Na BbIAAOLWMNXCS BbICOT B KUTANCKOM MCKYCCTBE, HO
N SIBNSETCS BaXKHOW YacTbtO Ky/bTYpPHOTO Hace-
avs 1ol anoxu. OCO6EHHO MHTEPECHbI UACTPa-
LMW K TaKUM NPomn3BefeHnaM, Kak «PomaHc Tpex
KoponeBcte» ( { =ZEJE X ) ), «PeuHble 3aBogun»
( {FK3EFEY ), «MyTewecTteue Ha 3anag» ( {FEiF
12Y ), «U3uHb M Mait» ( {£H#1E) ) n «PomaH
3anagHon nanate» ( {FEFEICY ). (Puc.6)

B anoxy anHactum Linn (3F1644-1912 rr.) KHWX-
Has rpaduka Aesmnach Ha ABe OCHOBHbIE KaTeropum:
NPWYABOPHYH U HapOAHYHo. B inTepatype npogon-

KaeT pa3BMBaTbCA POMaH, BaXXHENLUNMM 13 KOTOPbIX
cTann npocnaneHHble «<COH B KpaCHOM Tepeme»
( (LHE) ) v Jlso-wxan-wkn-n» ( (BIFEF) ).
B o6nactu TeaTpa, B YacTHOCTU [MeKMHCKON onepel,
TaKXXe NpoLBeTany pasnyHble gpaMaTnyeckmne xaH-
pbl, KOTOPble OKa3biBaAN 3HAYMUTENbHOE BAVAHNE
Ha n3o06bpasnTensHoe NcKyccTBo. Kutanckas xu-
BOMMWCb B 3TOT MePUOZ JOCTUINa CBOero anores. B
Ky/NbTYPHOM MAaHe paHHAs guHactus LK npogon-
Xana TpaauLmMu NosgHen AnHactum MuH, a eé 30-
JIOTOW BeK NpULLENCS Ha NpaB/eHre MMNepaTopoB
KaHcn, FOHWKIH n LsHbayH, koraa 6bina chopmm-
pOBaHa yHWKabHas XyAOXeCTBEHHasA N KyabTyp-
Has MAEHTNYHOCTb AnHacTUn. OfHaKO C cepeauHbl
avHactum LmH, 13-3a NoAUTUKK n3onsaumm, aute-
paTypHON LLeH3ypbl Y MOJAUTUUYECKON KOPPYNLnK,
CTpaHa nepexwunaa ynagok, YTo oTpasnaoch 1 Ha
KHUXHOW rpaduke. (Puc.7)

KnTalckas rpaduka npoLuna Jonruii nyTb OT Npo-
CTbIX PUTYaNbHbIX N306PaXKeHNA A0 CNOXKHbIX KHNX-
HbIX WANKOCTPALINMA, LOCTUTHYB BbICOKOTO YPOBHS
XyAO>XECTBEHHOIO N TeXHNYECKOro COBEpPLUEHCTBA.
Byayuun nckycctBoMm, coveTtatomm n3obpasntens-
Hble ¥ NneyaTHble TEXHWKM, Tpaduka BHeC A BaXKHbIN
BKJaJ, B pa3BUTUE KMTANCKOW Ky/bTypbl, NepesaBas
dnnocodckme n pennrnosHele naen n dopmmpys
acTeTnyeckune npeacraBneHns. CoBpeMeHHoe 13y-
yeHue rpadmkn Kutaa no3sonseT He TOAbKO oLie-
HWUTb YHWUKaNbHOCTb 3TOr0 NCKYCCTBA, HO W MOHATb,
KakvM 06pa3oM OHO MOBAUAO Ha Pa3BUTUE AnUTepa-
TYpbl, PENUTUN U OBLLECTBEHHbIX LLleHHOCTen. bonee

Fig.7. Liaozhai zhiyi saw a monster through the window.
Hand-painted illustrations in the Qing palace. &5 F44EE W
FER RARE TESY ARTEDEENE HELR

TOrO, MCCIER0BATENN MOTYT YAENNTb HBOJbLUE BHU-
MaHMA XyAOXeCTBEHHOM 3BOOLMM, TpaHCPOpMa-
LUK 1 aganTtalmmn KUTanckom rpaduki B HoBeMLLEN
Ky/NbType, pa3BuUBatoLLEelics B pycie rnobanmsaumm,
LMPPOBU3ALIUM N MHTEHCMBHOTO KY/IbTYPHOTO 06-
MeHa, 4YTobbl rNyH>Ke NOoHATL e€ BANSAHME Ha CoBpe-
MEHHOEe UCKYCCTBO M 0OLLEeCTBO.
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INCLUSIVE DESIGN IN THE ART OF PUBLIC SPACES:
CREATING ACCESSIBLE EXPERIENCES
FOR THE VISUALLY IMPAIRED

Summary: The accessibility to everyone, including vis-
ually impaired people, is one of the key aspects of art in
public spaces. Nowadays, the issue of providing blind and
low vision people with the opportunity to enjoy artworks
is only beginning to be addressed; thus, this practice has
not yet become widespread. The physiological and cog-
nitive characteristics of people with visual impairments as

Not only should everyone have equal access to
opportunities in an inclusive society, but they should
also be treated with equal respect and considera-
tion for one another [1, p. 153]. Providing visually
impaired people with the opportunity to appreci-
ate art in a public space is a positive and significant
event. It not only reflects the practical importance
of art in resolving social problems, but also demon-
strates its functional value. That is, art is no longer
just visual pleasure; it can touch people’s hearts and
convey emotions and values in a variety of ways. Art
design for people with visual impairments should
not only meet their specific needs, but also allow
works of art to reveal their inner meaning and beau-
ty through other channels of perception.

Public art professionals have been paying more
and more attention to inclusive design in recent
years. Inclusive design is the design of spaces and
objects that can be used by every person. It gives
every citizen the opportunity to participate equal-
ly in the life of society [2, p. 101]. At the same time,
inclusion does not mean “equalising” all people, but
rather respecting the individual needs of each per-
son [3, p. 25]. Multisensory design, the key method
of an inclusive approach, involves the use of tactile,
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well as existing examples of solutions to this issue are an-
alysed in the article. Based on the conducted analysis, a
theoretical framework is developed, enabling people with
visual impairments to fully perceive art in public spaces.

Keywords: inclusive design, art of public spaces, peo-
ple with visual impairment, multisensory perception, cog-
nitive features.

auditory, olfactory, and other sensory means, mak-
ing artworks more accessible to people with visual
impairments. The development of digital technol-
ogies, such as 3D printing and virtual reality, signif-
icantly contributes to the implementation of such
projects, providing new opportunities for convey-
ing complex artistic impressions.

However, the promotion of inclusive design fac-
es a number of challenges. Firstly, the high cost of
technologies and the complexity of their applica-
tion hinder the widespread dissemination of these
approaches, especially in regions with limited eco-
nomic resources. Secondly, the use of the concept
of "inclusion” is perceived as a formal requirement
that does not imply strict adherence to the guide-
lines of an inclusive culture, respect for the rights of
people with disabilities, enshrined in the UN Con-
vention [4, p. 68]. In addition, awareness of the im-
portance of inclusive art among the general public
remains low, and some perceive it as less aesthet-
ically valuable.

Despite these challenges, the growing atten-
tion to issues of justice and inclusion in society
creates favourable conditions for the further de-
velopment of inclusive design in the field of pub-

lic art. This direction opens up new opportunities
for increasing social cohesion and cultural diversi-
ty in the urban environment.

As of 2020, there are 1.1 billion people with visual
impairments in the world, including 43 million peo-
ple who are completely blind and 29.5 million people
who suffer from moderate to severe visual impair-
ments. [5]. Due to vision problems, people may have
difficulties with social adaptation. Feelings of lone-
liness and anxiety prompt them to avoid commu-
nicating with others, which negatively affects their
physical and mental health, as well as their quali-
ty of life [6, p. 155].

Perception is one of the key human abilities and
is the fastest way to understand the world around
us and obtain information. A person receives in-
formation about the environment mainly through
sight, hearing, smell, touch, and taste, with vision
accounting for 83% of the information received. For
visually impaired people, the compensatory neu-
ral mechanism works by reorganising the sensory
channel. In other words, lost vision does not dis-
appear, but affects the use of other methods of
perception. [7, p. 407]. Visually impaired people
perform spatial cognition through external stimu-
lation of information and a compensatory reaction
of the cerebral cortex. They learn about the world
through touch. Tactile perception helps to obtain
an idea of the size and shape of an object. Just like
touch, auditory perception plays an important role
in people with disabilities. People with visual im-
pairments freely determine the object and spatial
properties of the surrounding world using a series
of sounds [8, p. 17].

Although visually impaired people can perceive
space using other senses (touch, hearing, and smell),
they still encounter certain specific disturbances of
spatial perception. For example, when forming spa-
tial representations, visually impaired people have
access to only limited information; thus, it is dif-
ficult for them to create a complete and accurate
map of the location of objects in space. In addi-
tion, they have difficulty assessing the relative po-
sition and size of objects, as well as understanding
and interpreting the spatial relationships between
them. They still have to deal with disturbances of
spatial perception, which can be corrected with the
help of technology and equipment.

Multisensory design is a rejection of the tradi-
tional single-sensory approach. It involves the use of
several senses at once: sight, hearing, touch, smell,

Fig.1 The author is studying a tactile reproduction of Giacomo
Cipper’s painting The Peasant’s Meal in the Voronezh Regional
Museum.

and taste, allowing stimulating human sensory func-
tions at different levels and providing a deeper and
richer interaction with the surrounding world [9, p.
128]. Human senses do not exist in isolation, they
are interconnected and influence each other. The
brain combines signals from different senses in a
specific situation, creating a common perception.
Given the interaction of various areas of the brain
and the close connection between all senses, mul-
tisensory experience is of the greatest value for in-
clusive art [10].

The Voronezh Regional Museum houses Giacomo
Cipper's painting, The Peasant’s Meal. The artwork
clearly demonstrates the artist's personal style. The
composition of the painting is distinguished by clas-
sical harmony, simplicity, and minimalism in detail.

A tactile reproduction of the work was developed
in the museum. The copy turns a two-dimensional
image into a three-dimensional one, reliably rec-
reating the sensations of interaction with the vari-
ous materials presented in the painting. Moreover,
audiovisual information was created, available for
listening by scanning a QR code on a mobile de-
vice or using special headphones. The commentary
contains information about the artist and the sub-
ject of the painting. The reproduction is equipped
with sensors that respond to touch and provide in-
formation about the colour palette, plots, and oth-
er elements of the image, contributing to a deeper
understanding of its content.

The new format allows visitors to get a unique
experience of perceiving art. Using touch and hear-
ing, people with visual disabilities can form a more
complete and voluminous idea of the painting. In
addition to tactile reproductions, the development
of technology opens up new horizons for the crea-
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Fig.2 A visitor of the Touching Masterpieces exhibition at
the National Gallery in Prague is using tactile gloves for a VR
experience.

tion of accessible art, providing a multisensory ex-
perience for people with visual impairments.

Digital technologies play an increasingly impor-
tant role in creating conditions for visually impaired
people to get acquainted with art in public spac-
es. With the help of digital models and 3D printing,
it is possible to efficiently and conveniently create
artworks accessible to this audience.

In 2018, the National Gallery in Prague hosted
the Touching Masterpieces exhibition, which offered
visually impaired people a new way to appreciate
fine art — a VR experience. For the exhibition, the
Spanish company NeuroDigital Technologies, which
specialises in VR technologies, created models of
three sculptures: David, Venus de Milo, and a bust
of Nefertiti.

Unlike traditional VR devices, virtual reality does
not require the use of VR headsets in this project.
Here, special tactile gloves are used, creating a
unique artistic experience. The design of the tac-
tile glove uses 10 sensors arranged in a special way.
They vibrate at different frequencies, creating a va-
riety of sensations and allowing visitors to expe-
rience the art through touch and to form a more
complete understanding of it. The developers con-
verted various features of the composition of the
three sculptures, such as hips, lips, and eyes, into

codes and translated the new information into spe-
cific vibration patterns. In the VR models of these
three works of art alone, there are up to 1024 differ-
ent vibration patterns, making it easy for the brain
to create a true sense of touch throughout the ex-
perience. The exhibition is not only for the visually
impaired, the museum invites everyone to put on
gloves and try it out to better verify the complete-
ness and authenticity of the method in presenting
the sculptures.

CoNCLUSION

Public space art represents the soul of the city,
being a reflection of its spiritual content. Raising
awareness of the issues facing this group of the pop-
ulation and providing them with the necessary sup-
port is not the only goal of designing public spaces
for the visually impaired. The use of sensory design
to create accessible and easily perceived artworks,
as well as exploration of their unique perception
of design and its transformation, is also consid-
ered. This, in turn, contributes to the expansion of
forms of artistic expression and the enrichment of
the cultural landscape.

An analysis of the application of inclusive design
in the field of public art shows that it is not only
a development of traditional design concepts, but
also a positive response to the diversity of human
society. It is especially evident when considering
the needs of people with visual disabilities in artis-
tic perception. In this context, inclusive design re-
veals its unique charm and value. It opens the world
of art to visually impaired people, emphasising the
importance of diversity in society.

The use of inclusive design in the sphere of pub-
lic art will undoubtedly expand in the future due to
the ongoing advancements in technology and the
growing public consciousness of justice. New tech-
nologies such as artificial intelligence, augmented
reality, and digital technologies will open up new
opportunities for inclusive art design.

REFERENCES:

1. Afonkina, Y.A. 2015. “Social Inclusion of Persons with
Disabilities and the Problem of Human Dignity” [Sot-
sialnaya inklyuziya lits s invalidnostyu i problema che-
lovecheskogo dostoinstval, Modern research of so-
cial problems [Sovremennye issledovaniya sotsialnykh
problem], no. 11 (55), pp. 149-162.

44

2. Shashkina, LS., Rakovets N.S. and Popova Y.A. 2021.
“Principles of inclusive design as a basis for the forma-
tion of universal, ideological values in students” [Prin-
tsipy inklyuzivnogo dizajna kak osnova formirovaniya
obshchechelovecheskikh, mirovozzrencheskikh tsen-
nostej u studentov], Bulletin of science and educa-
tion [Vestnik nauki i obrazovaniya], no. 7-1 (110), pp.
101-103.

Pobozhakova, A.A. 2021. “Tactile exhibit: features of in-
tegration into the museum space” [Taktilnyj eksponat:
osobennosti integratsii v muzejnoe prostranstvo], Bul-
letin of the Kemerovo State University of Culture and
Arts [Vestnik Kemerovskogo gosudarstvennogo uni-
versiteta kultury i iskusstv], no. 56, pp. 25-31.
Dolgova, E. and Bolshakov, N. 2023. “Understanding
disability in an inclusive museum: systemic contradic-
tions and the search for consensus” [Ponimanie invalid-
nosti v inklyuzivnom muzee: sistemnye protivorechiya
i poisk konsensusa], Laboratorium, no. 1, pp. 56-74.
International Association of Ophthalmologists, “The
Scale of Global Vision Loss", available at: https://www.
iapb.org/wp-content/uploads/2021/02/Vision-Atlas_
Evidence-Series_Magnitude-of-Vision-Loss_24022021.
pdf (Accessed 13.11.2024)

Li Yangiao. 2024. "Current status and development
trends of intelligent design of tourism products for
people with impaired vision” [Sovremennoe sostoya-
nie i tendentsii razvitiya intellektualnogo dizajna tur-
isticheskikh produktov dlya lyudej s oslablennym zre-
niem], Shoe technology and design [Tekhnologiya i
dizajn obuvi], no. 4 (02), pp. 155-157.

7. Wu Jianhui and Luo Yuejia. 2005. "Cross-sensory Chan-
nel Reorganisation in Visually Impaired People”, Ad-
vances in Psychological Science, no. (04), pp. 406-412.

8. Rodionova, D.D. and Pobozhakova, A.A. 2016. “"Mod-
ern interactive technologies for people with disabilities
in a museum” [Sovremennye interaktivnye tekhnolo-
gii v muzee dlya lyudej s ogranichennymi vozmozh-
nostyami zdorovya], Scientific notes of the Tomskaya
Pisanitsa Museum-Reserve [Uchenye zapiski muzeya-
zapovednika «Tomskaya Pisanitsa»], no. 4, pp. 15-18.

9. Li Lemon, Wang Anxia and Deng Li. 2008. “Applica-
tion of sensory design concepts in packaging design”,
Packaging Engineering, no. (03), pp. 128-130.

10. Harnpinijsak, K. 2019. “An exploration of sensory de-
sign: how sensory interaction affects perceptual expe-
rience in an immersive artwork”, Interact Archit Lab,
available at: http://www.interactivearchitecture.org/an-
exploration-of-sensory-design-how-sensory-interac-
tion-affects-perceptual-experience-in-an-immersive-
artwork.html (Accessed 25.11.2024).

45



Jlro daH
acnupaHT

Poccuiickuii rocyaapcTBeHHbI yHuBepcuTeT nM. A. H. KocbirnHa

DOI: 10.36340/2071-6818-2025-21-1-42-49

(TexHonoruw. AnzariH. Vickycctso)
e-mail: zzuliuf@gmail.com
MockBa, Poccus

MHKHKO3MBHbIN AN3AVH B MCKYCCTBE
OBLUECTBEHHbIX MPOCTPAHCTB: CO34AHWME
NOCTYMHOIO OMbITA A4 NKOAEN C
HAPYLUEHWEM 3PEHIS

AHHomayusa: OAHUM U3 KKOUEBbIX acreKTOB NCKYCCTBa
06LLecTBEHHbIX MPOCTPaHCTBaX ABAAETCA €ro AOCTYMHOCTb
A1 BCEX, BKNHOYAS NtOAEN C OrpaHMyYeHHbIMN BO3MOXHO-
CTAMM 3peHus. B HacToswwee Bpemsa npobiema obecneye-
HWS JOCTYNMHOCTV NPOM3BEAEHWNIA NCKYCCTBA AN HE3PAUMX
1 CNaboBUAALLIMX NFOAEN TONbKO HAaUYMHAET peLuaThCes, U 3Ta
npakT1Ka ewwé He NoyYmnaa LWMPOKOro pacnpocTpaHeH.
B naHHOM cTaTbe NpoBOANTCA aHann3 GU3M0N0TNYECKMX U
KOTHWUTMBHbIX OCOBEHHOCTEN NFOZEN C HapyLUEHUAMU 3pe-

B nHK03MBHOM 06lLecTBe BCE AOKHbI HbITb
paBHbl HE TO/IbKO B MJaHe BO3MOXHOCTEN, HO U B
CMbIC/IE B3aVIMOYBaXeHWsl M OTHOLLEHUS K APYTUM
[1, c. 153]. MpepocTaBneHne CNaboBUAALLMM JHO-
ASIM BO3MOXHOCTU OLLEHWUTb NCKYCCTBO OOLLLECTBEH-
HOM MPOCTPAHCTBE — 3TO MO3UTVMBHOE U 3HAYMMOE
cobbITME. DTO HE TONbKO OTpaXkaeT NPakTUUECKyHo
3HAUMMOCTb NCKYCCTBA B PELLIEHWMN COLMabHbIX MPO-
61eM, HO U JEMOHCTPUPYET ero GYHKLMOHANbHYHO
3HAYMMOCTb, TO €CTb UCKYCCTBO — 3TO YXKe He Mpo-
CTO BM3yaslbHOE HaClaxeHNe, OHO MOXET TporaTb
cepAua Ntofen n nepesasaTb 3MOLMN U LLEHHOCTY
paznnuHbIMK crnocobamu. PeleHus B 061actv XyAo-
>KECTBEHHOrO AM3aliHa ANs N0AeN C HapYyLLeHUsaMN
3peHus JOMXKHbI HE TOJIbKO OTBeYaTh UX creundm-
YecknM NOTPebHOCTAM, HO U MO3BOATL NPOU3Be-
AEHUAM UCKYCCTBa pacKpbiBaTb CBOM BHYTPEHHUN
CMbIC/ M KPacoTy Yepes Apyrue KaHasibl BOCMIPUATHS.

B nocnesHue rofbl MHKIO3UBHBIA AN3aliH CTas
nony4yatb BCE 6osblilee BHMMaHWe B chepe ncKyc-
CTBa OOLLLECTBEHHbIX MPOCTPAHCTB. VIHKAHO3MBHBbIN
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HWS, @ Tak)Ke paccMaTpMBatOTCA CYLLECTBYHOLLME MPpUMe-
pbl peLueHns 3Toi Npobaembl. Ha ocHOBe NpoBeAEHHOrO
aHanu3a paspabaTbiBaeTcs TeopeTnyeckas basa, kotopas
MO3BONT NHOAAM C HaPYLUEHUAMMU 3PEHUS NMOJHOLEHHO
BOCMPVHMMAaTb MCKYCCTBO OBLLLECTBEHHOM NMPOCTPAHCTBE.

Knroyesobie co8a: UHKAO3UBHbIU OU3aliH,UucKyccmao
obuwecmaeHHbIX NPOCMpPaHcms, 00U € HapyuweHUeMm 3pe-
HUS, My/lbmUCeHCopHoe 80cnpusmue, Ko2HUMUBHble 0Co-
6eHHocmu.

(o1 aHra. Inclusive - BkAtOUakOLLURA, coaepKaLlmii)
AV3aiH - 3TO AM3aliH NPOCTPAHCTB U NPeaMeToB,
KOTOPbIMW MOXET NMOJIb30BaTbCA KaX /bl YesIOBeK.
WNHKNHO3UBHBIN AM3aiH NPOCTPAHCTB U 06BEKTOB
JlaeT BO3MOXHOCTb KaXXAOMY rpaxAaHWHy Ha paB-
HbIX MPUHMMaTb y4YacTue B XM3HW obuiecTBa [2, c.
101]. MMpw 3TOM MHKANO3MA He O3Ha4aeT «ypaBHMU-
BaHWe» BCEX JIFOZEN, a Nojpa3yMeBaeT yBaXeHue
K MHAMBUAYaNbHBIM MOTPEOHOCTAM KaXZAoro yeso-
Beka [3, ¢. 25]. MynbTUCEHCOPHbIN AM3aliH, ABAS-
ACb KNHOYEBbIM METOAOM MHKIHO3MBHOIO NOAX0Aa,
npeAnonaraeTt UCrnoab30BaHWE TakTUbHbIX, CIyXO-
BbIX, OOOHATE/IbHBIX W APYTUX CEHCOPHBIX CPEACTB,
YTO Aenaet Npoun3BeseHNa cKyccTea bonee AOCTynM-
HbIMW A4/11 t0AeN C HapyLleHUAMMN 3peHns. Pa3su-
TVe LMPPOBBIX TEXHONOT NI, Takmx Kak 3D-nevaTts u
BMPTYya/bHas peanbHOCTb, 3HAYNTEIBHO CMOCOBCTBY-
eT peanu3aunm NogobHbIX MPOEKTOB, NPeoCTaB-
NS HOBble BO3MOXHOCTM ANS Nepeaayn CI0XHbIX
XYZOXECTBEHHbIX BrieYaT/eHUN.

TeM He MeHee, NPOABUKEHNE MHKNO3UBHOTO M-
3aiiHa CTaNKMBaETCA C PAAOM BbI30BOB. Bo-nepBblx,
BbICOKAA CTOMMOCTb TEXHONOTUI N COXKHOCTb MX
NPUMeHeHWs 3aTPYAHAIOT LUMPOKOE pacnpocTpaHe-
HWe 3TVX NOAXOAO0B, OCOBEHHO B PerroHax C orpaHu-
YeHHbIMU 3KOHOMMNYECKMMU pecypcamun. Bo-BTopblx,
YTO UCMONb30BaHNE NOHATUSA «UHKIHO3USA» BOCMPU-
H1MmaeTca kak opmanbHoe TpeboBaHMe, KOTopoe
He nozpasymeBaeT TOYHOrO CAefOBaHMA YCTaHOB-
KaM VHKJ/HO3UBHOW KYNbTypbl, COBMtOAEHMS NpaB
nojent ¢ UHBaNVMAHOCTBIO, 3aKPEernJeHHbIX B KOH-
BeHuun OOH [4, c. 68]. Kpome Toro, ypoBeHb ocBe-
AOMMEHHOCTUN LUMPOKOMN ayAUTOPUN O 3HAUMMOCTU
WNHKIFO3MBHOTO MCKYCCTBa OCTAETCA HeJO0CTaTou-
HbIM, @ HEKOTOpPbIE BOCMPMHMMAIOT €ro Kak MeHee
3CTETUYECKMN LEeHHOoe.

HecmoTps Ha 3TV TPpyAHOCTM, POCT BHUMAHWMA K
BOMpOCaM CnpaBeANNBOCTA U UHKAO3MK B 0bLLe-
CTBe CO34aéT bnaronpusTHble YCAOBUSA ANS faNb-
HeWLLIEero pa3BuTUs MHKIO3MBHOIO AM3aliHa B cdepe
NCKyCCTBa OBLLECTBEHHbIX MPOCTPAHCTB. ITO Hamnpas-
NleHne OTKPbIBAeT HOBble BO3MOXHOCTU /151 MOBbI-
LUEHWUSA COLManbHOM CMIOYEHHOCTUN U KYbTYPHOTO
MHOroo6pasus B ropoACckoin cpeje.

Mo paHHbIM Ha 2020 rog, B M1pe HacunTbiBaeTCA
1,1 Munnvapga 4YenoBek C HapyLUeHUAMWN 3peHuns,
Cpeav KOTopbIX 43 MUAIMOHA MOAHOCTbLIO CEMbIX U
29,5 MUAIMOHOB CTPaAAtOT OT YMEPEHHbIX U TsXe-
NbIX HapyLeHWl 3penus. [5]. Bcreacteme npobiem
CO 3pEeHMEM Y tOAEe MOTYT BO3HMKATb TPYAHOCTH
C coumanbHom agantaumeit. OwyLieHne oguHoYe-
CTBa W TpeBorn nobyxaaet nx nlberatb o0bLWEeHNS
C OKPY>KatoLLMMM, UTO OTPULLATEIbHO CKa3biBaeTCA
Ha PU3MYECKOM M MCUXMYECKOM 340POBbE, a TaK-
€ Ha KauyecTBe XW3Hu [6, c. 155].

Bocnpuatue aBnseTcs ogHOW 13 KAOYEBbIX CMO-
CcObHOCTEN YenoBeKa 1 NpeacTaBaseT cobor Hau-
60s1ee ObICTPLIN CNOCOH MO3HAHWUS OKPYXKatoLEero
MUpa 1 noaydveHuns nHbopmaymmn. Yenosek nony-
YaeT cBeAeHMA 06 OKpy>KatoLLel cpede npenmyLiie-
CTBEHHO Yepes 3peHue, cnyx, 0bOHAHWNE, OcA3aHne
1 BKYC, MPW 3TOM Ha AOJI0 3peHuna npuxoamtca 83
% nonyyaemMor nHbopmaLmmn. Y Heapaumx atogei
KOMMEHCATOPHbI HEMPOHHbLIA MexaHn3M pabo-
TaeT 3a CUET peopraHM3aLMm CEHCOPHOTo KaHana.
WHbIMK cioBamu, yTpayeHHoe 3peHune He ncyesa-
€T, @ BAMAET Ha NCMOoIb30BaHWe APYyrux cnocobos
Bocnpuatus. [7, c. 407]. ChaboBumasaiume ntoam ocy-
LLEeCTBASAIOT MPOCTPAHCTBEHHOE NO3HaHMe yepes
BHELLHIOK CTUMYAALNIO MHDOPMaLMERN 1 KOMMEH-
CaTOPHYHIO peakL Mo KOpbl FONOBHOrO mMo3ra. lNo-

3HaHWe MUpa Yy CenbiX U cnaboBUAALLNX NtOAEN
NPOVCXOAUT Yepes oca3aHure. Yepes TakTuIbHOE
BOCNPUATME MPOXOANUT NONyUYEHNE NPeaCcTaBAEHNA
0 pa3mepe 1 GopmMe npegmeta. TakxKe Kak U OCs-
3aHue, y NtoAeN C orpaHNYeHHbIMU BO3MOXXHOCTS-
MU BaXKHYIO POJib UTPaeT CAyXOBOE BOCMPUATHME.
Cnabosugswme cBob60AHO C MOMOLLB 3BYKOBO-
ro psga onpeaensator NpeAMeTHble U NPOCTPaH-
CTBEHHble CBOMCTBA OKpY>KatoLLero mupa [8, c. 17].

XoTsa cnaboBuasLLme NOAN MOTYT BOCMNPUHN-
MaTb MPOCTPAHCTBO C MOMOLLbIO APYrMX OPraHoB
YyBCTB (OCA3aHUA, Cyxa U OBOHAHWS), OHW BCE paBHO
CTa/NIKMBAKOTCA C OMNpesenéHHbIMUN cneundurnyeckmn-
MW HapyLleHVAMW NPOCTPAHCTBEHHOTO BOCMPUATUA.
Hanpumep, npu dopmmnpoBaHum NpOCTPaHCTBEHHbIX
npeAcTaBAeHNn cNaboBUAALLUM NHOAAM AOCTYNHA
TOJIbKO OrpaHuyeHHas nHGopmaLmsa, No3TOMy UM
CNIOXKHO CO3AaTb MOJIHYIO WU TOYHYO KapTy pacno-
noxeHus 06bekToB B NpocTpaHcTee. Kpome Toro,
UM TPYAHO OLEHNTb OTHOCUTENIbHOE NMOJIOXEHNE
n pa3mep O06BEKTOB, a Tak>Ke MOHATb U UHTeprpe-
TUPOBaTb NMPOCTPAHCTBEHHbIE OTHOLLEHUA MeXAy
HUMK. VImM BCE eLé npnxoanTcsa CTankmBatbCa C Ha-
pYyLUEHUAMMN NPOCTPAHCTBEHHOIO BOCMPUATUSA, KO-
TOPble MOXHO MCNPaBUTb C MOMOLLbHO TEXHOOT NI
n obopysoBaHuS.

MynbTUCEHCOPHbIV AM3aiH NpeACcTaBAseT CO-
601 0TKas OT TPaAMULMOHHOIO OAHOCEHCOPHOIO
noaxoga. OH npeanonaraeT UCMNoab3oBaHWe cpa-
3y HECKOJIbKMX YYBCTB: 3pEHUS, CyXa, OCA3aHUS,
06OHAHNA 1 BKyCa. ITO NO3BO/AET CTUMY/IMPOBaTb
CEHCOpPHble PYHKLIMN YenoBeka Ha pa3HbIX YPOB-
HAX 1 obecneyrBaeT bonee rnybokoe 1 HacbILLeH-
HOe B3aMMOZeNCTBME C OKPY>KaroLWnM M1Upom [9,
c. 128]. YyBcTBa uenoBeka He CyLLecTBYOT U30N-
pPOBaHHO, OHM B3aMMOCBA3aHbl U BAUAKOT APYT Ha
apyra. Mo3r o6beaunHsAeT CMrHanbl OT pasHbIX op-
raHOB YYBCTB B KOHKPETHOW CUTyaLMu, co3jaBas
obuee BocnpuaThe. YUnTbiBas B3aUMOLENCTBME
pasnYHbIX 0b6aacTe MO3ra 1 TECHYHO CBA3b MeXAy
BCEMM UYYBCTBaMM, MYJIbTUCEHCOPHbIN OMbIT NPez-
cTaBnseT HauboNbLIYHO LLEHHOCTb A1 UHKIHO3UB-
Horo mckyccrtsa.[10].

B BopoHexckoM 061acTHOM My3ee HaxoAUTCS
KapTuHa [>xakomo Yunnepa «KpecTbaHckas Tpa-
nesa». 3To Npoun3BejeHNe APKO AEMOHCTPUpPYyeET
CTuAb aBTopa. KoMMo3muma KapTuHbl OTAMYaeTcs
KJ1aCCUYECKOWN rapMOHMeERN, NPOCTOTON N MUHUMA-
NM3MOM B geTanax.

My3eli pa3paboTan TakKTUAbHYH PENpPOAYKLIMIO
npoussegernsa (Puc. 1). Konna npespawaer gByx-
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MepHoe n3obpaxeHne B 06BEMHOE U JOCTOBEP-
HO BOCCO3/a€T OLLYLIEHNS OT B3aMMOLENCTBUA C
PasNYHBIMU MaTepranamMm, NpescTaBAeHHbIMU Ha
KapTuHe. TakxXe bblna co3gaHa ayaMoBmU3yanbHas
conpoBoanTenbHaa nHGopmauma, JOCTynHas Ans
npocayLMBaHna NyTém ckaHnposaHna QR-koga Ha
MOGUNBHOM YCTPOWCTBE WM C MOMOLLbIO CreLmasb-
HbIX HayLLHWKOB. KOMMEHTapuii CoAepXXuT AaHHble
0 XMBOMKUCLIE N TeMaTUKe KapTuHbI. Penpoaykumsa
OCHalleHa CeHCopamu, KOTopble pearnpyroT Ha Npu-
KOCHOBEHMS 1 NPEAOCTaBAAOT CBEAEHMSA O LiBETOBON
nannTpe, CoXeTax 1 Apyrux anemeHTax nsobpaxe-
HWs, cnocobcTBys 6oaee rNyboKOMYy NOHUMaHWUIO
€ro cofep>kaHus.

HoBbI dopmat No3BosISET NOCETUTENAM NMONYUNTD
YHVKaNbHbIV OMbIT BOCNPUATUS UCKyCCTBa. JTroam ¢
OrpaHNyeHHbIMN BO3MOXHOCTAMMW MO 3PEHUIO, UC-
NoAb3ys OcA3aHWe U Cayx, MoryT cGopmMmpoBaTb 60-
Nee NonHoe 1 06bEMHOE MpejCcTaBNeHMe O KapTUHE.
Kpome TakTuabHbIX PENPOAYKLNIA, Pa3BUTUE TEXHO-
JIOTUA OTKPbIBAET HOBbIE FTOPU3OHTbI A5 CO3AaHNA
AOCTYMHOrO NCKYCCTBa, 0becneynBas MyabTUCEH-
COPHBIN OMbIT ANA NHOAEN C HAPYLIEHNAMMN 3PEHNS.

LndpoBsble TexHoNOrMM nrpatoT Bcé bonee 3Ha-
UYMMYHO POJb B CO3AaHMMN YCAOBUIA ANA 3HAKOMCTBA
CN1aboBMAALLMX NOAEN C UCKYCCTBOM B OOLLECTBEH-
HbIX NpocTpaHcTBax. C MOMOLLbO LMPPOBBIX MO-
aeneit n 3D-neyat MOXHO 3PPEKTUBHO 1 yA06HO
€o3zaBaTb NPOV3BeAEHNA NCKYCCTBA, AOCTYMNHbIE ANA
BOCMPUATASA 3TOW ayaUTOPUN.

B 2018 roay B HaunoHanbHow ranepee MNparu co-
cToanack BblcTaBka «[TPUKOCHOBEHME K LueAeBpamM»
(Touching Masterpieces), koTopas npeanoxuna cna-
60BMAALLMM NHOASAM HOBbIV CNOCOD OLEHNUTb 1306pa-
3uTesbHoe nckyccTBo - VR-onbIT (Puc. 2). VicnaHckas
komnaHua NeuroDigital, cneumanunsmpytrowasnca Ha
VR-TexHONOrMsAX, NOCTPOMUAA A BbICTaBKN MOAENN
TPpex cKyNbNTypHbIX Npou3BeaeHui - Jasuaa, Appo-
antel Munocckoin n 6rocta Hedeptutu.

B oTanume ot TpagnumoHHbIX VR-yCTPOICTB, B
[AAaHHOM MpoeKTe BUPTYyanbHas peaibHOCTb He Tpe-
6yeT ncnonb3oBaHua VR-rapHuUTyp. 3aecb npumMeHs-
FOTCA CreLnanbHble TakTUIbHbIE NepUaTKy, KOTopble
CO3/at0T YHWKaNbHBIN XYA0XKECTBEHHbIN OMbIT. B KOH-
CTPYKLMM TaKTUIBHOW Nepyatkin ncnonbytotcs 10
AaTUMKOB, PaCMONOXKEHHbIX 0COHbIM 06pa3om. OHK
BMOPUPYHOT C pa3HOM YacTOTON, CO34aBas Pa3HOO-
6pa3Hble OLLyLeHNA. ITO NO3BOAAET NOCETUTENAM
OLLYTUTb UCKYCCTBO Yepe3 MPUKOCHOBEHMA 1 Chop-
MuUpoBaTb bosiee NOHOe NpescTaBaeHne O HEM. Pas-
paboTunkm npeobpazoBanu pasnyHble 0COHEHHOCTM
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KOMMO3MLMK TPeX CKYAbMTYP, Takme Kak 6eapa, ryobi
W rNa3a, B KOAbl 1 NepeBenn HoBYyr MHbopmMaLmio B
onpezeneHHsle Mogenv Bmbpauum. Tonbko B VR-mo-
Jensix 3TUX Tpex NpousBeseHUin NCKYCCTBa Hacum-
TbiBaeTca Ao 1024 pasanuHbix Mogene Bubpauum,
6narogaps yemy mMo3r nerko GopMmnpyeT NCTUHHOE
UYYBCTBO OCA3aHMA Ha NPOTAXKEHUWN BCEro OnbITa.
BbicTaBKa npegHasHavyeHa He TONbKO AJ/iA NtoAel C
0cnabneHHbIM 3peHneM, My3ei npeasiaraeT BCeM Xe-
NaloLWUM HaZeTb NepyaTkm 1 nonpobosathb, UTOOLI
Jlyylle nNpoBepuTb NOAHOTY U NOAJANHHOCTb METO-
[ia B NPeACTaBAEHUN CKYNbNTYPHbIX NPOU3BEAEHWIA.

3AK/IIOYEHME:

WckyccTBO 06LLECTBEHHOTO MPOCTPAHCTBA NPeA-
CTaB/sieT COB0M AyLly roposa, ABASSCh OTPaxKeHUeM
€ro lyXoBHOrO coaep>kaHus. LleHHoCTHas opueHTa-
umns AM3aliHa obLLeCcTBEHHOrO NPOCTPaHCTBa, Opu-
€HTMPOBAHHOIO Ha CNaboBUAALLMYX, 3aK/IHOYAETCS He
TOJIbKO B MPUBJEYEHMN BHMMaHNA O6LLEeCTBA K MPO-
61eMaM AaHHON rpynnbl HaceNeHNa U OKa3aHUN M
HeobxoanMmol noaaepxkun. OHa npegnonaraeT uc-
NoJ/Ib30BaHNE CEHCOPHOrO AM3aiiHa AN CO3AaHNS
JOCTYMHBIX U JIETKO BOCMPUYHUMAaEMbIX Mpon3Bese-
HWUI, @ TaKXKe N3yUYeHne UX YHUKAJNbHOTO BOCNPUS-
NS AM3aliHa 1 ero TpaHcdopMaumm. 370, B CBOHO
ouepesb, CMOCOBCTBYET pacLlUMPEHNIO GOPM XyZO-
>KECTBEHHOTrO BblpaXKeHWs 1 060raLleHnIo KyabTyp-
Horo naHgwadTa.

AHanv3 NpYMeHeHNs NHKI3UBHOTO An3aliHa B
cdepe ncKyccTBa OOLLECTBEHHBIX MPOCTPAHCTB NoKa-
3bIBAET, UTO OH NPEACTaBASET COBOW He TONbKO pas-
BUTUE TPAAVLMOHHbIX AM3aHEPCKMX KOHLEMUUIA, HO
1 NO3UTUBHBIN OTK/IMK Ha MHOroobpasue uenoBeye-
ckoro obuiectsa. OcobeHHO SPKO 3TO NPOABAAETCA
npu PacCMOTPEHUN NOTPEOHOCTEN NHOAEN C OrpaHu-
UYeHHbIMU BO3MOXHOCTSIMU 3PEHUS B XYAOXKECTBEH-
HOM BOCMPUATAN. B 3TOM KOHTEKCTE MHKJIHO3UBHbIN
[V3aliH packpbiBaeT CBOE yHUKanbHOe obasHme 1
LeHHOCTb. OH OTKpbIBAeT MUP UCKYCCTBa A/s Cla-
60BNAALLNX NHOAEN, MOAUEPKMBAS 3HAUNMOCTb pa3-
HOoObGpa3us B obLLecTse.

B 6yayLieM, C NOCTOSAHHbIM Pa3BUTUEM TEXHO-
NIOTWUIA 1N NOBbILLIEHNEM OBLLECTBEHHOIO CO3HAHMSA O
CNpaBesIVBOCTU, MPUMEHEHNE NHKIO3MBHOTO AW-
3aiiHa B 06/1aCTN OOLLEeCTBEHHOrO UCKYcCTBa 06s13a-
TeNIbHO CTaHeT HoJiee WNPOKUM. HoBble TEXHO 0N,
TaKne Kak UCKYCCTBEHHbIV UHTENEKT, OMOJHEHHAS
peanbHOCTb U LMPPOBbIE TEXHONOMUM, OTKPOROT HO-
Bble BO3MOXHOCTU A5 UHKIHO3UBHOIO XyA0XKe-
CTBEHHOrO AM3aiHa.
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E ANIMALISTIC IMAGE

IN RUSSIAN AND EUROPEAN ART HISTORY. A
MODERN OUTLOOK ON THE THE GENRE ISSUES

Summary: The article dwells on animalistic art in the
works of European and Russian researchers. It highlights
the features of this phenomenon in culture, which has
specific pictorial and expressive qualities, features of
the interpretation of the animalistic image. This article
also determines the researchers’ priorities in the choice
of historical periods, those in which the animalistic im-
age has established itself as a significant art and had an
impact on the subsequent development of the genre.
It contains the analysis of three thematic aspects relat-
ed to the human'’s attitude to the animal world (moral
issues), the history of world animalism and the spe-
cifics of animalistic depiction, as well. Researchers be-
lieve that the fundamental moral principle of the natural
world preservation, which society is concerned about,
raises animalistic art up to a new significant level, con-
tributes to the comprehension of the old philosophical
idea of man'’s place in the natural organic world, his re-
lationship with wildlife. Critics conduct a broad analysis

INTRODUCTION

Animalism is presented in culture as a character-
istic and interesting phenomenon. For many millen-
nia, man and animal have been existing together,
interacting with each other. Obviously, issues relat-
ed to the study of flora and fauna get researchers
concerned and are reflected in art. In articles, notes
on exhibitions, monographic essays, animalistic art
is seen as a fruitful phenomenon.

At the end of the 19th - beginning of the 20th
centuries, in Russian and European art history, due
to the emergence of art history discipline, inter-
est in various topics of fine art, collecting of piec-
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of ancient animalism, consider the concept of an image
in the era of mythological consciousness, when the an-
imal image was full of great significance and meaning.
In this regard, the artistic and theoretical views of art-
ists, the assessment of their priority directions in crea-
tivity are indicative. The authors also pay attention to
the animalism of the New Age, trace the changes that
took place in the 20th century in the views of the natu-
ral world. It's also emphasized that changes had affect-
ed all areas of knowledge and were introduced into the
art of modern performance. All these processes, which
have shaped the modern philosophical concept of the
animalistic image in the era of ecological conscious-
ness, identifying the features of the genre, determine
the relevance of the article, and help in the prospect
of new research.

Keywords: animalistic image, concept, nature, genre,
researchers, modernity, epoch, nature.

es of art, organization of auctions and activities of
art museums, the publications that touched upon
educational issues, related to the creative individ-
uality of masters, has appeared. In the 20th cen-
tury, researchers increasingly began talking about
the world of wildlife, animals, and their fates. The
wide public interest in the topic of nature has fo-
cused the attention of the authors on the signifi-
cance of animalistic art, its status, in many respects
associated with the addition of a general «picture
of the world» in history. In the plane of the indicat-
ed problems, we note the relevance of this article.
Let's trace how their points of view were trans-

formed, how the value of animalistic art in history
was indicated. Yes, the perception of animals was
changing over time, but interest in them persisted.
The nature being so diverse, saturated with living
creatures, can't leave a person indifferent, one way
or another it finds a response in people’s souls and
among a number of researchers. For centuries, art-
ists have been reflecting its beauty in their works. In
the general panorama of reasoning, we will identify
the key features of animalism, which is an interest-
ing genre phenomenon. The historical-problemat-
ic approach allows us to characterize this art in its
specific refraction. The main purpose of the arti-
cle is to identify the characteristic features of the
animalistic image in history, the key points in as-
sessing the world of flora and fauna over different
historical periods and what aspects the interaction
of man with wildlife was manifested in. Such com-
munication was direct in all epochs . It gave birth
to thoughts, theories, moods, feelings. A person,
as a bearer of values in culture, considers an ani-
mal from different positions: functional, aesthetic,
applied. However, among the scientists and art-
ists’ points of view, first of all, a moral problem is
highlighted - the problem of relationships. A per-
son evaluates his and the animals’ behavior, while
living side by side, thus a human is forced to admit
the fact of his involvement in their destinies. There
is no way to get away from talking about morality.

MoORAL 1SSUES. HUMAN'S ATTITUDE TO THE ANI-
MAL WORLD

Let us first turn to the early era of human-ani-
mal communication. Let's remember how it was in
the biblical story. After creating the animals and
birds, God brought them to Adam, «to see what he
would call them, every living soul». (The Bible. The
books of the Holy Scriptures of the Old and New
Testaments. 1992). From the very first words, an im-
portant thought can be traced. Man and animals
don't exist each by themselves, they are together,
which means they are in communication. But what
is the nature of their communication? Let's read
further: <And the man gave names to all the cattle
and birds, and to all the beasts of the field». (The
Bible. The books of the Holy Scriptures of the Old
and New Testaments. 1992). Man is attentive to an
animal. A person has many names in stock to en-
dow every living creature with them. The animals in
the Garden of Eden received names, communicat-
ed with Adam and their communication was really

Fig.1. Jan Brueghel the Younger. Creation of Adam in the
Garden of Eden. Approx. 1620.

Fig.2. Jan Brueghel the Younger. Paradise. Approx. 1620.

close. In this communicative chain, the Good and
world order of the Creator himself is traced, and a
person looks at the kingdom of animals and birds
entrusted to him from the position of a responsible
leader and defender. There is no doubt that man,
nature, animals were created in harmony. God him-
self in the painting by J. Brueghel «The Creation of
Adam in the Garden of Eden» gives instructions to
the first man how to keep and plant the garden,
implying taking care of each living creature in it.
The peaceful coexistence of all animals and birds
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Fig.3. Head of the cult statue of the goddess Hathor Ancient
Egypt, Deir el-Bahri. Dynasty 18, c. 1450 BC e. Alabaster. British
museum.

in the Garden of Paradise determined the life con-
cept of the early world. (Fig. 1, 2)

In a world full of harmony and prosperity, mo-
rality hasn't been spoken about, yet. Reflections on
the essence of good and evil arise at the moment
when a person begins to use an animal to please
his needs. Already in ancient times, this question
was bothering a person. In many religious cults, an-
imals were included in the system of relationships,
human beliefs, myths and rituals. Everywhere they
were presented as carriers of contradictory ideas:
in some cultures they were participants in sacri-
fices, while in others they were elevated to a high
level of worship. The results of the analysis of the
relationship between humans and animals turned
out to be about serious emerging problems, which,
by inertia, were transferred to the entire surround-
ing world. Modern biotechnologies haven't made
the world kinder or fairer, but have even more ex-
posed the root of contradictions, which in ancient
times was camouflaged. (Waldan Paul, Kimberley
Chrstine Patton. 2006). An outlook on nature, full
of different meanings, has contributed to the birth
of a broad philosophical point of view.

According to Russian and European research-
ers’' opinions, the issue of ecology is one of the
most significant ones. It implies a serious and at-
tentive position of a person, what became especial-
ly relevant in the 20th century and developed into
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a concept created by ecologically oriented scien-
tists. Thereby, a famous British philosopher Timo-
thy Morton (Morton Timothy. 2007) states that the
concept of «nature» in the modern world is a very
complex phenomenon that goes beyond the bound-
aries of the traditional understanding of «living»
and «inanimate», determined by the ability or ina-
bility of a human to feel these patterns. Agreeing
with Charles Darwin, the researcher believed that
there could be no clear boundary between biologi-
cal species, subspecies and mutations. Equally, this
rule applies to the rest of the surrounding world.
If we talk about the human influence on this com-
plex natural conglomerate, starting with the first
plowmen who planted plants in the soil, chang-
ing the landscape, to the cardinal natural disasters
caused by the industrial revolution, which serious-
ly changed the radiation background of the planet,
this influence affected the very relations between
people and animals.

According to Timothy Morton (Morton Timothy.
2016), the nature has become «assigned», turned to
become closer to a human and at the same time lost
any kind of certainty. In this regard, he doesn’t state
the negative impact on it and the negative conse-
quences as a fact because, from his point of view,
it will actually look like an «illusion of control». He
believes that a person needs to learn to exist with
these changes and in the existing situation, in or-
der to build new relationships with all living crea-
tures. Human should give up power over the laws
of nature. Thinking about the environment, Morton
encourages you to take care of it. He calls taking
care of yourself and animals a natural urge inherent
in human by nature. The «space» of care, accord-
ing to Morton, is a permanent, unshakable human
condition. Discussing environmental issues, touch-
ing upon an important ethical issue of relationship,
Dr.Cauol Freeman, Dr. Elizabeth Leane, Ms Yvette
Watt, (Dr.Cauol Freeman, Dr. Elizabeth Leane, Ms
Yvette Watt 2013), Wiliam R. Newman (Newman
Wiliam R 2005) warn a person to overestimate his
role in ecosystems. Such an overestimation led to
the fact that by the end of the 20th century, nature
has appeared in a strongly transformed form, which
indicates an unsuccessful attempt of people to rule
over it. If the concept of «nature» is defined as the
cultural value of human society accumulated by ex-
perience and wisdom, then it must be noble. David
G. Fraser (Fraser David 2005) rightly believes that
our thoughts and actions towards animals demon-

strate the level of human culture. Elisa Aaltola (Aal-
tola Elisa 2012) asks, «What is the moral meaning
of animal suffering?». The author speaks about the
skepticism of a person, who pays too little atten-
tion to this sphere of relationships, and the need
for new ethical approaches. Nigel Rothfels (Rothfels
2002) | have to admit that there is no civilization
which wouldn’t be barbaric. Writer Adrian Franklin
(Adrian Franklin, 1999) highlights that only at the
end of the 20th century people started openly talk-
ing about the «rights of animals», the importance
of their existence along with man. In this regard,
Michael Tichelar (Tichelar Michael 2016) expresses
the public opinion about what is a long-standing
occupation and entertainment, how cruel hunting
is and it is unacceptable in a civilized society. Many
books have been written about hunting. This ac-
tivity is viewed in a practical, utilitarian sense and
rarely touches on the ethical side.

Hunting is a primordial kind of amusement for
royalty and was considered as an obligatory court
ceremony. Lush and destructive, they were wide-
spread in the West and throughout the vast terri-
tory of Russia, especially in the vicinity of Moscow
and St. Petersburg, where first «Tsar» and then «Im-
perial» hunts flourished. Describing their ceremony
in Elizabethan time, P.R. Petrov (P.P. Petrov. 1864.)
was supporting the spread of Western customs at
the Russian court. These included hunting enter-
tainment with entertainment in parks (in imitation
of the French). History knows dog, falconry and oth-
er types of hunting, which have caused irreparable
damage to nature. Hound hunts were especially
popular. I. Kutepov, describing the imperial hunt-
ing in Russia at the end of the 18th - 19th centu-
ries in a historical essay, noted that in hound hunts,
which replaced the royal one with hunting birds
(falcons, golden eagles, hawks, peregrine falcons,
saker falcons), along with hounds and greyhounds,
they also used dogs of other breeds: «medellians,
divers, winds and setters (...). Pointing dogs also be-
longed, which were kept by huntsmen and aviar-
ies. (...) Good dogs were bought from landowners,
among whom there were many passionate hunt-
ers "(Kutepov I. 1911).

The spread and persistent interest in this top-
ic is explained by cultural traditions that exist as in
the Western Europe, as in Russia. Among wealthy
Europeans, it was fashionable to breed animals in
menageries and nurseries, which were also used for
hunting. Clive Phillips (Clive Phillips. 2009) wrote

Fig.4. A statuette of a cat in Ancient Egypt. I-lll centuries BC
Bronze. British Museum.

about the consumer attitude to nature. Considering
the dramatic transformation of relations between
humans and animals, the researcher pointed out
that living creatures became simply a resource for
human progress, which led to the observed disor-
der in relationships. There is no doubt that the hi-
erarchy of human relations with living nature, built
over centuries, is contained in the mores of human
society. No matter how a person deified an animal
or a bird, he considered it as his property and of-
ten saw his power in the face of the animal. When
the ancient Egyptians presented the animalistic im-
age sublime and dignified, as if on a podium, they
didn't care about the nature, they didn't extol it.
They were interested in a completely utilitarian re-
ligious cult aimed at their interests. (Fig. 3, 4)

An equally illustrative example is the depiction of
animals in ancient Greek art. It lacks the sacred ico-
nography that the Egyptians had. Here is something
else. Dynamic images of horsemen are full of life.
Human and animal bodies are accentuated by the
beauty of strong muscles pulsating under the skin.
In the graphic sheets of the masters of the Italian
Renaissance: Leonardo da Vinci, Michelangelo, Titian
we can see the bodies of horsemen and horses in
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Fig.5. Ancient Greek frieze of horsemen from the western
facade of the Parthenon in the British Museum.

Fig.6. Cavalier over a fallen enemy 1562-1564. sketch, study
Private Collection.

their tireless energy and passion, which also come
to life when we look at them. Semi-nude torsos of
warriors on the marble high-reliefs of the Parthe-
non and on the drawings of the Italians, aren't in-
ferior in statics and strength to the horses. On the
contrary, their forces are equalized. Only the horse
here is under the horseman, it isn't an independent
being, but obedient to the man, in eternal serving
him. The horse is strong and handsome, but not
free, its physical energy is controlled by the per-
son. These forced creatures are often met in histo-
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ry and are depicted in various types of visual arts:
in sculpture, in painting, in graphics. (Fig. 5, 6)
Already not that many people remembered the
early biblical harmony of relationships, it was left
far in the past. Matthew Senior (Matthew Senior.
2009) asks: is it possible to talk about new truths and
standards in the 20th century, or animals, according
to tradition, will continue to be considered from a
consumer point of view, and the tension between
human and nature will only increase, a person will
continue to imagine himself as a monarch, his view
will continue being based on power? Randy Mala-
mud brought this subject up in his new book «An
Introduction to Animals and Visual Culture» (Randy
Malamudu. 2012) The author believes that the util-
itarian - consumer way of attitude to nature, which
a person follows, will never allow him to become a
rational creator, a wise organizer of the surrounding
space, of the world that he lives in, and he will not
be able to restore the destroyed ecosphere. Noting
the complex organization of animal life, describing
its laws, for example, the tools used by animals or
the construction of a house-dwelling, calling this
whole life process «animal architecture», many au-
thors emphasize the evidence of a wise process in-
herent in nature, which cannot be overlooked. How
should a person relate to this systematized natural
law? Trying to preserve it, Hope B. Werness notes
that people set up zoos and reserves, and have pets
(Hope B. Werness. 2006). Taking care of the conser-
vation of wildlife, they are increasingly beginning
to practice eco-tourism (Samantha Hurn. 2012) Will
these actions help, or should everyone start with
themselves? M. Pollock, C. Rainwater (Pollock MC,
Rainwater 2016) point to a wide audience of philos-
ophers, literary scholars, culturologists, art histori-
ans who are called upon to talk about the cultural
perspectives of the relationship of a human and
nature. Thus, David Aftandilian (Aftandilian 2007)
suggests to develop new approaches to the study
of animals, as well as adjust old research and take
a fresh look at the vital activity of animals, at their
behavior. The point of view of cultural studies and
artists of the 20th and early 21st centuries, who
don't disregard the world of flora and fauna, is im-
portant. Let's see how things stand with the inter-
pretation of animals and birds in the visual arts.
Wildlife is seen strongly changed by the gaze of the
artist of the post-industrial society. In solving the
problems of the time, animalistic studies acquired
a journalistic nature, began to reflect more clearly

the moral and ethical problems. The words of Vat-
agin V.A, who speaks about the drama of wildlife
in his book «Image of an Animal: Notes of an Ani-
malist» are eloquent: «No beast will torture or un-
necessarily kill its victim. What, however, sometimes
destructive, cruel role a human plays towards ani-
mals! What a huge bloody bill nature could present
to a human for the multitude of beautiful animal
species it has created, exterminated by predators!»
(Vatagin V.A. 1957. p. 7). These words contain the
whole breadth of symbols, denoting the evolution-
ary-historical tragedy of the organic macrocosm.
Animals - creatures predetermined by nature, with
their own «laws», language, rights to live, but suf-
fer through the fault of human. In the global con-
cept of the preservation of the earthly world, they
act as a large universally significant idea, philosoph-
ically embodied in the painting of the German art-
ist F. Mark «The Fates of Animals». (Fig. 7)

A huge socially significant topic of nature is re-
vealed here not so much through the image of
specific events as through the embodiment of the
atmosphere itself. The thicket, which is destroyed
under the pressure of an unknown formidable force
- red rays, ceases to be a habitat for animals. In the
apocalyptic vision, restless horses, frightened wild
boars and a fragile blue figure of a deer, clearly vis-
ible in the foreground, appeared as the personifi-
cation of an innocent victim.

The problems of the time, which need to be
solved by new means, entailed changes in the pic-
torial structure of works. «An essential feature of
modern philosophy is the emergence of new trends,
approaches that differ in a fundamentally differ-
ent vision of the world, not standard ideas about a
person and his being, world perception, depth of
experience of life-meaning situations. A character-
istic feature of the era in which we live isn't only the
conquest of previous cultural meanings, but also
the rehabilitation of meanings, the need to com-
bine various styles, understanding the diversity» -
Dianova V.M explains (Dianova V.M. 1999).

Animalism began to resort to various stylis-
tic modifications, using the styles of the past and
variants of the modern avant-garde, while easily
transforming forms. Artists don't give unambiguous
assessments: on one hand, they want to depict the
beast directly, as they see it, and on another hand,
they strive to express their own thoughts, in which
the animal doesn't necessarily appear in natural form,
but is transformed according to the laws of human

Fig.7. Franz Marc. The fate of animals. 1913. Oil on canvas.

fantasy. Another picture may also emerge, when both
sides are intertwined in a complex plot-composi-
tional form. Animal painters sometimes turn to the
stylistics of folk art, the art of primitiveness, which
is characterized by a certain figurative eloquence
in the depiction of characters and the surrounding
background. It's often expressed in the deliberate
use of simple shapes and overt color contrasts. Ab-
stracting from nature, the masters aren't afraid to
endow the animal image with human features. Per-
haps, in this interpretation, the animals turn out to
be the closest to a person, in tune with his mood,
because they live side by side. Animals of the Rus-
sian artist P. Filonov are anthropomorphic. In the
paintings of the master, with their open human gaze,
they gaze at the viewer. But there is no harmony in
their eyes and they don't reflect the primordial na-
ture. The forms of animals have been transformed
into geometric shapes; there are very few real an-
imalistic features in them. (Fig.8. 9)

V. Kandinsky has even less natural shapes in his
works. In the painting «/imnposmn3aumsa N2 20 (Jse
nowaawn) Improvisation No. 20 (Two Horses)» the
outlines of the animals are barely seen. Reconsid-
ered impressions and fantasies formed the basis of
the colorful flavor. Curved lines along with a color
spot marked the composition. As if a new world is
being created, according to Kandinsky «spiritual»,
but clearly not natural one. (Fig. 10)

Masters are not confused by such metamorpho-
ses. Decorativeness, as a property of pictorial ex-
pression, is actively included in the fabric of a work
of art, in the very structure of an artistic language.
As if the points of view are combined: the styles of
archaic prescription are combined with modern cub-
ist, primitivist or other stylistic approaches. These
kinds of images are far from the concept of a be-
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Fig.8. Pavel Filonov. Horses, 1924-1925. Watercolor, Indian
ink, feather on paper. The Russian Museum.

Fig.9. Pavel Filonov 1925-1926. Animals. Oil on cardboard.
The Russian Museum.

lievable animalistic image. Then what is the signif-
icance of the works if they don't reflect the natural
essence? Perhaps the artist turns to a variety of sty-
listic modifications in order to more intensively ana-
lyze the world, nature and human relations in it. In
a book «Postmodern animal» Steve Baker, exam-
ining contemporary art, he shows how the images
of animals were integrated into the composition
and stylistics of the performance, the philosophy
of his language (Steve Baker 2000). For example,
artist Hayden Fowler demonstrated the following
scene. He put himself in the same cage where the
wolf was and with the help of special glasses sup-
posedly observes and studies nature. However, he
doesn’t see the wolf nearby. (Fig.11, 12)

A cage with a living wolf, artist wearing virtu-
al reality glasses. Photo of the performance at the
Garage Museum.

This scene can be interpreted in different ways.
For example, a person due to his mercantile ego-
istic interests is immersed in himself and doesn’t
notice the world around him. Perhaps he’s behind
the bars of his stereotypical behavior and it's diffi-
cult for him to look into the future, let alone take
care of loved ones, about nature. Real figures of
a person and an animal take part in a real mise-
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en-scene built by the artist. The invisible barrier
between them personifies a misunderstanding, an
abyss in the relationship between man and animal.
This topic goes beyond the limits of a specific plot
into the area of philosophical reflections about the
world, about a person as a whole. The author-art-
ist of the performance clearly demonstrates a new
era in the visual arts, when, through all kinds of in-
stallations, it becomes possible to speak about a
traditional theme in a new language. Such compo-
sitions saturate the multiple spaces of galleries and
exhibition halls. Their presence is very tangible in
the modern world.

The philosophical subtext lays in the basis for
the work of Pierre Huig. The artist has created a
dog with a red paw walking towards a female stat-
ue with a bee hive on its head. The dog’s name is
human. The allegory has a meaning. Perhaps the
animal is injured and seeks protection from a per-
son, only the person turns into a statue and doesn't
see anything around. The female figure is present-
ed naked, she's helpless in this world and doesn’t
see that someone needs her complicity.

Giovanni Aloi (Giovanni Aloi 2012) continues the
conversation about contemporary art and the in-
volvement of animals in the process of bold in-
stallations, in which various stylistic techniques are
synthesized, themes and images are formed. Perhaps,
in the course of new practice, innovative visual im-
ages will allow a person to feel the concept of the
natural world of our days, often in its visible con-
tradictions. In fact, the idea may be more prosa-
ic in meaning, not much different from traditional
fine art. A similar aspect is demonstrated by ani-
malistic works of a naturalistic direction. Belgian
artist Carl Brenders, English Peter Williams, David
Stribbling, American Isaac Terry, Paul Krapf stick to
the tendencies of photo-realism in their art. They
manage to achieve a high degree of illusory nature
similarity in the interpretation of animals and birds,
so that the viewer seems to forget about the pic-
turesque origin of their paintings. Technical prow-
ess lends special weight and persuasiveness to the
works. (Fig. 13).

The phenomenon of naturalism in contempo-
rary art isn't accidental. In the second half of the
20th century, «natural style», which became wide-
spread in arts and crafts, in graphics and painting,
contributed to the awareness of the actual prob-
lem. The contemplative love of nature, which was
characteristic of the art of the past, claimed to re-

veal new facets of the relationship between man
and nature in the modern world. This important
ideological principle was the source of the emer-
gence of «natural style».

As a result, contemporary naturalist artists, who
sought to capture every detail seen in nature, and
next to them are masters of the post-avant-garde
direction with their look at animals, filled with all
sorts of metaphorical meanings, in general, testify
to the unified artistic thinking and orientation of the
masters to reflecting natural life so badly in need of
a major adjustment. When the viewer examines the
complex geometric structure of animalistic compo-
sitions in the spirit of constructivism, cubism, and at
the same time examines the carefully scrupulously
drawn plumage, beak, eyes, claws of animals and
birds on the canvases of naturalist artists, the view-
er realizes the degree of changeability of the world
and the views of the masters on flora and fauna. If,
by virtue of one or another cult, the beast was pre-
viously revered and, accordingly, deified, then with
the development of science, technology, modern
visualization tools, it has lost its former significance.
Previously revered as a natural principle, now the
animal contains different functions: aesthetic, dec-
orative, purely utilitarian and others. V.A. Vatagin
described these changes the following way: «The
new realistic art of depicting an animal gained a lot,
saw a lot again, became richer in possibilities, ac-
quired clarity, completeness and clarity of the im-
age, came close to conveying true nature and thus
became more imitative and at the same time lost
the creative courage of the conventional approach
to depicting reality, completely lost a sense of mys-
tery and fantasy, which, as a result of ignorance, sur-
rounded nature, but gave special attractiveness to
the images of animals in works of old art» (Vatagin
V.A. 1957 p.71) Louise Lippincott (Lippincott Lou-
ise, Andreas Blihm. 2005) notes that great chang-
es in outlook on the natural world were made by
the philosophical legacy of the Enlightenment era,
the industrial revolution, the ideas of Charles Dar-
win and the subsequent intellectual transformation.
With the destruction of many traditional founda-
tions, a new meaning was opened up, in particu-
lar, a global understanding of the importance of
the general biological relationship of matter with-
in the framework of an integral universe. Modern
society, as it were, begins to re-study the relation-
ship with the natural world, and animals must also
fit into modern art. Giovanni Aloi wrote about this

Fig.10. V. Kandinsky. Improvisation N° 20 (Two horses). Oil on
canvas. 94.5 x 108. State Museum of Fine Arts named after A.S.
Pushkin.

(Giovanni Aloi. 2012). He believed that along with
human, the animal can be included in innovative
visual representations. Such art, by its dissimilari-
ty, can solve the problems of modern civilization.
For example, characterizing the work of the Ger-
man artist Franz Marc, Terry W. Strieter in his book
«Nineteenth-century European Art: A Topical Dic-
tionary» (Terry W. Strieter. 1999) notes that depict-
ing animals, the artist felt a sense of the world on
the edge of destruction. The artist’s interest in the
study and depiction of animals hsa given him an
inner strength, the one that he observed in nature.

The significance of this problem is touched upon
by A. V. Ikonnikov. He talks about the formation
of the urban environment, in which he assigns a
large role to nature, as an important component
of the biological existence of man. (lkonnikov A. V.
1985) According to Lyubarsky G. Yu (Lyubarsky G.
Yu. 2000), the image of the landscape in art, and
then the emergence of an independent landscape
genre, testifies to the importance of this topic. Pic-
tures of nature, as it were, mask the existing dis-
harmony in the «nature-human» relationship. V.A
Tikhanova (Tikhanova V.A. 1990) sees the root of
morality and ethical attitude to nature in the very
essence of animalistic creativity. She believes that
the many-sided «face» of animalism of the 20th cen-
tury reflects the conceptual idea of the value diver-
sity of the natural world, which is more and more
in need of protection. (Fig. 14, 15, 16)

Various means of expression used by the artists
of this era, demonstrating a new perception of gen-
re boundaries, their mobility, destroying the tradi-
tional features of genre independence, emphasize
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Fig.11. Hayden Fowler. Together again, 2017 - 2019.

Fig.12. Pierre Huig. Cultivated. A dog named man. 2011-2012.
Marian Goodman Gallery, New York.

the importance of this idea every time, making it
universally significant, universal, especially at the
present stage. K.M. Dolgov was talking about the
construction of a separate «philosophical theory of
man», which studies the issues of «interaction be-
tween man and nature, the relationship of people
to nature and the impact of nature on man, the for-
mation and development of human aesthetic sensi-
bility and aesthetic consciousness, the artistic value
of nature» (Dolgov K.M. 1994).

An important part of the culturological aspect
of the existence of animalistic art in the 20th cen-
tury has become the theoretical views of the art-
ists themselves, which are valuable, since they touch
upon urgent problems associated with the world
of wildlife and convincingly tell about the impor-
tance of animalistic art. Vatagin's work mentioned
above examines the artistic and theoretical views
of the masters, their relationship to the world of
wildlife, which are built into a system of opinions,
beliefs, teachings. Their ideological position, based
on love and knowledge of wildlife, determined the
creative face of the animal artist in the culture of
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the 20th century and drew the attention of socie-
ty to the paramount importance of natural science
tasks. The catalogs of exhibitions of animal painters
of the 20th century, including personal ones, were
an illustrative example of the importance of the an-
imalistic genre as a field of art that can awaken in
a person a sense of love for nature and responsi-
bility before it.

This global concept of the preservation of the
natural world as a necessary conglomerate of hu-
man life, which has become universal, has opened a
new layer of the significance of animalistic art, rais-
ing the ancient philosophical idea of the place of
human in the natural organic world and his relation-
ship with living nature up to the level of modernity.

To THE HISTORY OF WORLD ANIMALISM

The second aspect of interest to researchers is
the history of world animalism, which has provided
unique examples of artistic solutions. In the variety
of literature, one can note the attention of critics
to ancient animalism, the depiction of animals in
ancient civilizations, antiquity. Let us name the au-
thors who have dealt with this problem to a greater
extent. Among them: David Aftandilian (Aftandil-
ian David 2007), Gordon Lindsay Campbell (Camp-
bell 2014), Howard Morphy, (Morphy Howard 2014)
and others. They point to the importance of ani-
mal art, the role that animals played in society, and
their images served as some kind of identification
signs in the field of myth or cult. The understand-
ing of the world by a person of that time formed
the basis for the concept of an animal. Thus, con-
sidering the animalism of Ancient Rome, Toynbee
Jocelyn M. (1996) concerns the iconographic prin-
ciples of depicting animals, as has long been us-
ing techniques and means to attract and emphasize
the importance of certain characters in society. The
animalistic image of Ancient Egypt is especially im-
pressive - the ability of ancient artists to capture
in full-scale plastic forms the most important and
pivotal thing that was important for the Egyptians,
without violating the behavioral characteristics of
the beast. The common holistic forms of animals
are the enduring unshakable energy of the flesh,
which was clothed in the form of a correspond-
ing cult, implying the pride and greatness of the
Pharaoh. It is no coincidence that the Russian an-
imal painter, the founder of the animalistic genre
of the 20th century, V.A. Vatagin, was so captivated
by the art of ancient cultures: Mexico, China, Egypt,

Greece. In ancient art, the beast was in the center
of the artist's attention, and the images contained
a convincing interpretation and were full of great
«inner strength» and meaning. For the artist of the
New Time, of course, it was not the divine side of
the cult, which gave the beast the appearance of
unshakable strength and a kind of «holiness», that
mattered, but the significance of this force contained
in nature. In other historical conditions, the animal
would hardly have been so significant and was the
dominant object of the image. The symbolic per-
ception of the image, a certain conventionality of
the pictorial language - these qualities appeal to
Vatagin's attitude. In them he saw the concentra-
tion of the forces of a wild animal, an integral syn-
thesis of all its natural principles. As an example,
we can cite the animalistic ornamental art of the
Scythians, which received the name «animal style»
rwhere the animal in the interweaving of a deco-
rative composition turned almost into a heraldic
sign, with its conventional and at the same time
really recognizable forms, exuded a certain magi-
cal power. (Fig. 17)

Animal as a «deity», like an icon — that's the cul-
mination of meanings among the ancient masters
and the artistic appeal for the modern master, in-
cluding the author of this article.

New Age artists tend to turn to history that is
rich in its origins and traditions. Other Russian an-
imal painters |.S. Efimov and D. Gorlov emphasize
the old Russian folk art, which, in their opinion, «are
examples of really high, eternally inspiring art» (Efi-
mov |.S. 1977) D. Gorlov made a following statement:
«The ability of folk artists to convey the rhythmic
essence of what is depicted, conditionally gener-
alize the image, in turn, makes it possible to con-
ditionally paint, increasing the intensity of color,
without losing the feeling of the living, the ability
to stay in a generalized image, in the arena of full
association with the living, without turning it into
a caricature». (Letter from Gorlov D to Babenchik-
ov 1956) Animal painters dwell on ancient animal
art as a cultural and historical phenomenon not in
order to admire the past, but in order to confirm
the importance of ancient art at the present stage,
as a solid foundation and rich source for modern
animal art.

Note that researchers and artists choose a num-
ber of eras, often of classical antiquity, as criteria
for significant, to some extent defining art, they
recall the era of enlightenment or romanticism of

Fig.13. Carl Brenders America on the Rise — Bald Eagle. 2021.
Private collection

the 18th-19th centuries, and do not disregard the
20th century.

The choice of classical art is probably related
to a traditional research interest in large historical
styles and vibrant expressions of artistic potential.
If you go through the centuries, you will notice that
the art of animalism has been interpreted in differ-
ent centuries. Take the Middle Ages. It would seem
that the era of scholasticism, the concentration of
the Christian worldview, left nature aside or led to
a serious rethinking of its role, oblivion of the an-
cient philosophical doctrine of matter. The animal
has become a pure symbol, has lost its natural es-
sence. In pictorial motives, not real, but fantastic
images dominate. Nevertheless, the following fact
is obvious. When a medieval master turned to the
interpretation of a particular Christian motif or im-
age, for example, chimeras, gargoyles in Gothic ca-
thedrals or horses in a Russian icon, he somehow
took a real animal as a basis, only then transformed
it in accordance with the intention, the required
canons. Anthropomorphic and zoomorphic imag-
es obeyed to the principles of iconography. We are
talking not only about religious, mythical characters
dressed in the form of a canon, but about those
images and models that were somewhat identical
to the image of a person.
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Fig.14. A.M. Belashov. Expulsion of an owl. Linocut. 1960s
Volgograd Museum of Fine Arts I. I. Mashkov.

Fig.15. VA. Vatagin Ara hyacinth parrots. 1960. Canvas, oil.
120x160. Darwin Museum.

Over the centuries, artists have repeatedly turned
to the depiction of animals that they observed in re-
ality and those that they didn't see, having no idea
how they look, which didn't prevent them from mod-
ifying and transforming them according to their de-
sign. Indeed, animals, birds, insects are more willingly
subjected to stylization, fantastic transformations
than other material forms. Natural design, including
animals and birds, insects, plants, is so many-sid-
ed that it can be modeled in all sorts of angles and
types. Here we are talking about nature, precisely
as about a phenomenon that represents the sphere
of plural diversity. Another example is the world of
flora and fauna in Dutch, German, French still lifes
of the 17th-19th centuries. (Fig.18)

There is no noticeable transformation of forms
in them, the accents have acquired a different char-
acter and meaning. The transparent wings of drag-
onflies, painted in their miniature details, the wings
of butterflies rich in color and pattern, the slen-
der row of thin legs of spiders or the velvety «at-
tire» of the flexible body of caterpillars, casting the
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healthy shine of the plumage of exotic birds, skins
of hares, squirrels, cats and other animal kingdom,
testify about the obvious delight of artists living
with physical matter. The masters sought to con-
vey the entire coloristic pattern of this matter as
colorfully and reliably as possible. Even the mod-
ern viewer is surprised by the degree of scrupulous
writing of every detail, brought to the highest illu-
sion. For example, when we analyze the work of the
17th century Dutch artist Paul Potter, his special-
ization in the field of engraving and drawing ani-
mals, we will undoubtedly emphasize the virtuoso
skill of the artist who is able to literally enchant the
viewer with his paintings, since they look like real
ones. (Fig. 19, 20)

In this case, a rethinking of animal forms wasn't
needed. The artistic assessment of this historical and
cultural period and the processes taking place in it
is different. At the same time, the semantic sym-
bolic load remains significant. The artists’ paintings
show not just a fluttering butterfly, a creeping bug,
a ladybug with a fiery red shell and white peas on
its glittering surface, or mother-of-pearl shells with
snails on a snow-white drapery, but the whole uni-
verse in all biological laws and subtleties. Each of
them has its own natural meaning, emphasized by
the master. Thus, analyzing the works of the Eng-
lish artist William Hogarth depicting pets, W. Beime
(Beime 2014). touches upon the problem of emblems
and the symbolic essence of the animalistic image. A
number of examples can be continued, but we will
make the necessary summary. The natural form is
diverse and complex in its composition, organiza-
tion, external features, is also symbolic, has a genetic
sign. This natural given in the form of a sign requires
the study of the laws of nature, which is what hu-
man does throughout the entire existence of mat-
ter. Human endows nature with another sign at his
own discretion. This is an anthropomorphic princi-
ple. When a wild animal is depicted guarding its prey,
the expressed animal instinct is compared with hu-
man actions, some of which don't command respect.
For example, cunning, nervous tension, anger - these
qualities are understandable to a person. A person is
inclined to correlate the behavior of an animal with
his own, to find common features, similar properties.
A person spiritualizes with his thoughts the environ-
ment where the characters he thinks about, includ-
ing animals, are. Therefore, in the creations of artists
of different cultures, whether it is a classical era or a
period of modern history, an image is formed, en-

dowed with features of human emotionality, and
it's often dressed in the form of a symbol.

ISSUES OF THE SPECIFICS OF THE ANIMALISTIC IMAGE

The historical aspect is associated with the issue
of the specifics of the animalistic image, which I.F.
Urvanov, I. Schmidt, V. Vatagin, I. Efimov, V. Tikhano-
va, Jacques Derida, Nathanie Wolloch, Steve Baker,
Joe Weathe and other researchers are interested in.

The specificity of the animalistic image is ex-
plained by the nature of the animal model, which
is directly related to the perception of the animal
by human, which implies the assessment of objec-
tive and subjective factors in the image, its human
relation (the system of outlook on the world of liv-
ing nature, its spiritualization).

Comprehension of the essence of an animal is
directly related to its study, which is the guaran-
tor of the artist’s skill. Therefore, first of all, let us
highlight the literature covering important issues
of an educational nature. This is literature dedi-
cated to the professional drawing of animals and
birds. This is the early work of I.F. Urvanov (Urva-
nov L.F., 1793), who examines the features of Rus-
sian animal painting of the 18th century along with
other genres of fine art: historical, landscape, por-
trait. «<Animal painting» was defined as a separate
genre, according to the author’s definition, «kind»
of of painting, which actively interacts with differ-
ent genres and requires no less skills than others.
Therefore, the artist «needs to know» his models
and «draw from various images of the most famous
animals, plants and flowers» (Urvanov I.F. 1793, p.
37), as well as from nature. The author outlines the
thematic and plot circle of animalistic motifs, con-
siders how they can be interpreted in the work and
what skills the artist must have in order to present
a worthy image. He's interested in how to achieve
the transfer of the authentic appearance of animals
and birds, those qualities that determine the prop-
erties of the animalistic genre. To this end, Urvanov
developed detailed «guidelines» for each animal-
istic group, rightly believing that different breeds
of animals and birds differ in their properties and
characteristics. All these provisions were reflected
in the literature of the XIX century, in particular, in
the writings of the Imperial Academy of Arts, as well
as in Ya. Ya. Shtelin (Shtelin Ya. Ya. 1990). When the
Russian Academy of Arts formed «classes» for the
main genres of art, focused on a specific field of
study, theorists and teachers themselves began to
cover the issues of their specialization in the pages

Fig.76. I.S. Efimov. Cat with a ball. 1935-171936. Faience,
underglaze painting. State Tretyakov Gallery, Moscow.

of periodicals. The appearance in 1763 of the class
of «animals and birds» had a beneficial effect on
the teaching of this art to the first Russian animal
painters. Under the supervision of German masters,
the students learned step by step to reveal the phe-
nomenal possibilities of the genre. Until this time,
the animal was not the object of study and a plau-
sible image. Since the Academy of Arts organized
different classes according to the type of activity:
«historical», «battle», «landscape», «everyday, do-
mestic», «flowers and fruits» and in each of them
the animal could be depicted, therefore it was im-
portant to teach future artists the correctness of the
image living creatures. After all, animals, birds, in-
sects, all visible flora should be easily recognizable
in a landscape, in a still life, in a household picture,
etc. Therefore, the emphasis was placed on the rec-
ognition of the species, breed of animals, their ex-
ternal similarity and knowledge of the anatomy, so
that they look like a «working kind». For this pur-
pose, the animals were classified into two groups:
«animal with birds» and «yard cattle». At the same
time, the opinion was formed that the «kind» of
animalism would be complete if animals and birds
were depicted in different positions, states, giving
them a place in the corresponding genres and de-
picting them separately. Understanding the com-
plexity of the interpretation of animals, all kinds of
guides, reference books for their study began to ap-
pear within the walls of the Academy of Arts, name-
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Fig.17. Argali on tiptoe from the Saki burial mound in
Kazakhstan.

Fig.18. Ast Balthasar van der. Still Life with Flowers, Shells and
Insects. Mid-1630s. Oil on wood.

ly, how to depict animals in the landscape, everyday
environment, in still life. It was believed that in or-
der to achieve the mastery of «extraordinary and
excellent work», one should do a lot of exercises,
repeatedly study the nature. Only such experience,
constant exercises will raise the status of animalism
to the level of an excellent depiction of «the works
of God and people». So gradually, in the student’s
environment, a broad view of nature was formed,
full of complex and diverse life manifestations. The
picture of the world cannot be complete without
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the interpretation of flora and fauna. Researchers
wrote about this when they meant «the works of
God and people». As you can see, along with other
genres: «historical», «battle», «landscape», «every-
day, domestic», «flowers and fruits», animalistic one
has already demonstrated its special artistic qual-
ities at that early period . D. A Rovinsky believed
that the animalistic genre deserved the right to be
separate, independent. They talked about the aes-
thetic qualities of animal painting, about the skill of
painters, which raised the art of depicting animals
to the level of high professionalism. (Rovinsky D.A.
1895.S. 99-102). Although at the Academy of Arts
the animalistic genre did not occupy the leading
positions, as, for example, the historical, portrait, it
is nevertheless essential that it began to be includ-
ed in the program of academic education. Everyone
was supposed to be able to depict animals: histor-
ical painters, battle painters, genre painters, land-
scape painters, still life masters, etc. Here we come
to another important point characterizing the phe-
nomenon of animalism, namely, the personalities
of the masters. Many foreign and Russian authors
in their publications describe in detail the work of
that other animal painter, their individuality, tech-
niques in the image, the method they developed.
The method of the animal painter is an important
criterion for evaluating the art of animal painting. It
helps to draw the line between the image of a per-
son and an animal. For example, when Wrangel N.N.
(Wrangel N.N. 1913) is the principle of imitation of
nature, which was the basis of academic teaching
animalistic art in the 18th century, he could have a
thorough study of nature, peering into its matter,
similar to how the Dutch were able to do it, for ex-
ample, master of landscapes with animals P. Pot-
ter. The painter so carefully depicted animals in the
landscape that, in fact, his animalistic images can
be called portrait. Imitation as a teaching method
at the Academy of Arts was initially based on fol-
lowing ancient models and analyzing living nature,
including its idealization. In animalistic art, it be-
came an indispensable rule and meant the degree
of specificity in the display of a model. In gener-
al, the significance of the reflections of research-
ers about the work of masters, the stages of their
training, the performance of their assigned aca-
demic assignments, the organization of academ-
ic exhibitions, etc., is that they have outlined the
origins of the animalistic genre. It was in the aca-
demic environment that many artists of the 18th-

19th centuries were formed. The authors focus on
masters who have gone through a serious profes-
sional school, in particular, Groot is distinguished
in painting, in Clodt's sculpture. The researcher of
the «old» art Wrangel N. N. in the book «Wreath for
the Dead» (Wrangel 1913) gives a detailed analysis
of the German painter of animals and birds Groot.
Considering the collection of paintings by this mas-
ter, he puts the principle of «imitation of nature»
into the basis of the method of the 18th century
animalists. This principle was widely reflected not
only in painting, but also took place in sculpture.
The work of animal sculptors: P.K.Klodt (Pertsov V.
1888), N. A. Liberikh (Silkowski 1892), A. L. Ober
(«Turkmen» group of sculptor Artemy Ober 1875,
pp. 119-121) was considered in popular magazines
of that time: artistic and literary «Worldwide illus-
tration», the artistic and historical «Russian Art Ar-
chive», the historical and literary «Russian Archive»,
the artistic «Old Years», in the first illustrated cat-
alog of the sculptural exhibition «Russian Animal
Painters of the 19th Century», published in 1886.
Some of them provide data on the creative manner
of artists, the choice of sculptural material.

Masters of the XX century: V.A.Vatagin and |.S.
Efimov considered the issue of professional train-
ing of animal painters. Work of Vatagin V.A «<Mem-
ories. Animalist notes. Articles» (Vatagin 1980) and
the book by Efimov |.S» About art and artists. M.
Soviet artist», (Efimov, 1977) contain material re-
lated to the process of work of artists in differ-
ent types of art: the interpretation of the image
in sculpture, graphics, painting. On the pages of
magazines popular at that time, such as «Decora-
tive Art», «Art», «Young Artist», «Young Naturalist»,
V.A. Vatagin, D.V. Gorlov, |.S. Efimov, B. Ya Vorobyov
and other animal painters of the XX century gave
recommendations to the drawing. Western Euro-
pean researchers: Joe Weathe (Weathe J 2007), Lee
J. Ames (Lee J. Ames 1986), J. C. Amberlyn (Amber-
lyn J. C. 2012), H. Laidman (Laidman 2012), also em-
phasized the defining importance of living nature
in drawing. They agreed that only a serious study
of the specific features of the animal form would
make it possible to approach the figurative embod-
iment of the beast in art.

CONCLUSION

A small overview of animalistic art allows us to
assess the research line of the authors, their interest
in the world of nature and the art of animalism. In

Fig.20. Paulus Potter. Horses in the meadow
1649 Rijksmuseum, Amsterdam

various historical, cultural and philosophical publi-
cations the position of human, his attitude to ani-
mals in history is traced. You can relate to animals
in different ways, however, their presence along
with people in history has formed points of view
and theories about their role in human society and,
of course, about the art of animalism, so peculiar
that we can talk about its phenomenal properties
- special properties concerning human perception
of the kingdom of flora and fauna. In general, his-
toriography, containing a large number of hetero-
geneous publications covering the development of
animal art, testifies to the accumulation of great ex-
perience, which opens up the possibility of a holistic
understanding and study of the specific properties
of animalism as a genre phenomenon, its existence
over a large historical period, which left a signifi-
cant number of a variety of works. The attention of
art critics has invariably been attracted by the ar-
tistic merits of animal sculpture, painting, graphics.

The analysis of the literature made it possible to
highlight the priorities in the research line of the
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authors, which, as we have seen, are the ancient
images and the image of the animal of great his-
torical epochs. In this regard, Russian animalistic
studies of the New Age pursues a similar goal and
moves along a similar research path. Against the
background of the ancient tradition of depicting
animals that exists in antiquity and in the western
Europe, at the first stage of its formation, Russian
animal painting relied on western models, then was
getting developed in parallel with other national
schools and, over time, formed its own traditions
that are relevant nowadays too.

The experience of Russian and Western Europe-
an art historians presented in the literature testi-
fies to a consistent historical interest in animalism
as a valuable natural phenomenon that affects as-
pects of the human being himself. This experience
prompts the idea of the need for further reasoning

and research in the field of modern animalistic art
in the context of world global problems, using the
data of modern cultural studies, philosophy, and bi-
ological sciences. «Nature - animals - people» - at
the beginning of the 21st century, this long-stand-
ing value and meaningful triad requires new under-
standing. Animalism here isn't only a pictorial theme
of the time, but also a sphere that goes beyond its
borders into the field of ontology and modern so-
ciety. Modernism with a metaphysical ideal and the
postmodernism that followed it is being replaced
by contemporary art of global reach, designed to
picture the future in a broad international aspect,
attracting artists in different countries to cooper-
ation, forming an artistic vision, taste and integral
moral and ethical attitudes in people’s outlook on
the world of wildlife.
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KOHLEMUWMA AHUMAITNCTUNYECKOIO OBPA3A B
PYCCKOM W EBPOMEVICKOM NCKYCCTBO3HAHWMW.
COBPEMEHHbIV B3rnaJ HA NMPOBJEMbI X)XAHPA

AHHOmMayus: B cTaTbe paccmMaTpuBaeTCs aHUMaun-
CTUYeCKoe UCKYCCTBO B TPYAaxX eBPOMENCKUX U PYCCKUX
nccneposatenein. OTMeuatoTcs CBOMCTBa GEHOMEHA faH-
HOro fiBJIeHWS B Ky/bType, obiajatoLero cneymopnve-
CKMMW N306pasnTeNbHO-BbIPA3UTENbHBIMU KauecTBamy,
0COBEHHOCTAMM TPaKTOBKM aHMMaaMcTMYeckoro obpasa.
OnpegenstoTcs NPUOPUTETI NCCaeaoBaTeNel B Bbibope
NCTOPUYECKMX MEPVOAOB, TeX, B KOTOPBIX aHUMaNNCTYe-
CKUIi 0bpa3 3apekoMeHzA0Bas cebs 3HaUNMbIM MCKYCCTBOM
Y VIMen BAVISiHWE Ha NOC/eAytoLLee pa3BuTre xaHpa. MNpo-
BOAMTCS aHaM3 TPEX TEMATUUECKVX acreKToB, KacaroLLmxcs
OTHOLLEHWS YeNoBeKa K MUPY XXMBOTHbIX (BOMPOCHI MO-
panu), NCTOPUU MUPOBOW aHUMANINCTUKN U Crelndukm
aHVMaNNCTUYeCKoro n3obpaxeHus. Viccnegosatenm no-
NaratoT, YTO OCHOBOMOJIAratoLWMii MOpanbHbIA MPUHLMN
COXpaHeHMWs NMPUPOAHOro MUpa, KOTopbiM obecnokoe-
HO OBLLECTBO, MOAHMMAET aHVMANNCTVYECKOE NCKYCCTBO
MOAHVIMaeT Ha HOBbI 3HAUMMbIN YPOBEHb, CNOCOBCTBYET
OCMBIC/IEHNIO CTapor GUI0COPCKON naen MecTa yenose-
Ka B MPVPOAHOM OPraHNMYeckoM M1pe, ero B3auMOOTHO-

BBEAEHWE

AHUMaNNCTMKa BbICTyNaeT XapakTepPHbIM U NH-
TEepecHbIM fIBJIeHVEM B KyabType. Ha npoTaxeHun
MHOTUX ThICAYENETUA YENIOBEK M XMNBOTHOE CylLlle-
CTBYHOT BMECTE, B3aUMOAENCTBYIOT APYT C APYTOM.
OueBWAHO, YUTO BOMPOCHI, CBA3AHHbIE C U3yYeHNEM
bnopbl 1 GayHbl BONHYIOT UCCef0BaTeIe U Haxo-
AAT OTpaXKeHue B UCKycCTBe. B cTaTbaAx, 3ameTkax o
BbICTaBKax, MOHOrpaduyeckmx ovepkax aHMManum-
CTUYeCcKoe UCKYCCTBO paccMaTpmBaeTcs Kak nao-
[OTBOPHOE fiIBNEHNE.
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LUEHWS C XKMBON NPUPOAOK. KpUTUKM NPOBOAAT LLUNMPOKMNIA
aHann3 gpeBHeN aHUMaNNCTUKK, PaCCMaTPUBALOT KOH-
uenuuo obpasa B 3noxy MMGONOTMUYECKOro CO3HaHWA,
Korga >KMBOTHOE 6bIJ1I0 UCMONHEHO H6O/bLLION 3HAYMMO-
CTW 1 CMblcna. B 3TOM CBA3W NoKa3aTesibHbl XyA0XKEeCTBEH-
HO-TeopeTnyeckme B3rnsabl CaMUX XyJ0XKHUKOB, OLLeHKa
WX MPUOPUTETHBIX HanpaBAeHW B TBOpUYecTBe. ABTOpPbI
TaKkXe yAeNsoT HeobXxoaMMoe BHUMaHWE aHUMannCTmn-
ke HoBOro BpeMeHu, NpociexXmBatoT U3MEHEHN, KOTO-
pble npounsowan B XX Beke BO B3ras4ax Ha MUpP XXNBOW
npupoabl. OTMeuYatoT, UTO U3MEHEHMUSA KOCHYNNCh BCEX
obnacTeil MO3HaHWA U BbIAN BHEAPEHbI B MCKYCCTBO CO-
BpemeHHoro nepdopmanca. Bce atn npouecchbl, chop-
MUPOBaBLLME COBPEMEHHYHO GMAOCOPCKYHO KOHLLEMLMIO
aHVMannCcTMyeckoro obpasa B 3MOXy 3KOJOrMYEeCKoro
CO3HaHus, 0603HauUNB OCOBEHHOCTM XaHpa, onpesens-
0T aKTyaNbHOCTb CTaTbM, MOMOratoT B NEPCneKTMBe HO-
BbIX MCCNeA0BaHUN.

Knrodessie cnosa: animalistic image, concept, nature,
genre, researchers, modernity, epoch, nature.

B koHue XIX - Hauane XX Beka B pycckom v EBpo-
NencKoM MCKYCCTBO3HaHMK, B CBA3W C 3aPOXKAEHU-
€M UCKYCCTBOBEAYECKOW ANCLMMANHbI, UHTEPECOM K
pasHbIM TeMaM 1M3006pa3nTeNbHOro NCKYCCTBa, KO-
NEKUNOHNPOBAHMEM MPOV3BEAEHNN, YCTPONCTBOM
ayKLMOHOB, AeATeIbHOCTbIO XY0XKECTBEHHbIX My3e-
€B, NOSABMANCL NyHAMKALIMM, KOTOPbIE 3aTparnsanm
obpazoBaTesibHble BOMPOChI, KaCasncb TBOPYECKOM
WHAMBUAYyanbHOCTU MacTepoB. B XX Beke nccieso-
BaTENM BCe Yalle CTaan paccy>kzaTb O MUPE Xn-
BOW MPUPOAbI, XXMBOTHBbIX, UX cyabbax. LLnpoknii
ObLLLECTBEHHbIN MHTEPEC K TEME MPUPOLbI CKOH-

LEeHTPUpOBa/a BHMMaHWe aBTOPOB Ha AaHHOM BO-
npoce. lNMpocneamm, kak TpaHCHOPMUPOBANNCL NX
B3rnA4bl, 0603Hayanacb LEHHOCTb aHMMaNnCTnye-
CKOro UCKycCTBa B Uctopuun. la, BOCNpUATUE XKK-
BOTHbIX CO BPEMEHEM MEHAIOCh, HO MHTEPEC K HUM
coxpaHsncsa. Cama npupoga, Takas pasHoobpasHas,
HacbILLeHHas XNBbIMW CyLLLeCTBaMW, He OCTaBAs-
eT YesioBeKa PaBHOAYLIHbIM, TaK UV MHAYe Haxo-
AWT OTK/IVK B €0 Aylle Uy psja ucciesoBaTenei.
Ha npoTsxeHuUn CTONETUN XyZAOXKHUKM OTpaXkanu
N He nepecTaroT oTpaxaTb ee KpacoTy. B obuen
naHopame pacCy>AeHWN BbIBMM K/tOUEBble 0CO-
6EHHOCTM aHUMANNCTUKK, NPEeACTaBASAIOWEN NHTe-
PecHoe XaHpoBoe sBeHWe. VICTOPUKO-Npo6aeMHbIii
NOAXOA MO3BOIAET AaTb XapakTEPUCTUKY AaHHOMY
MCKYCCTBY B ero cneuuduyeckom npenomaeHun. Lie-
NbHO CTaTbU ABUIOCH BbIIBNEHWE XapaKTePHbIX OCO-
6EHHOCTEN aHUMaNNCTMYeCcKoro obpasa B McTtopuu,
onpejeneHve NccaesoBaTeNsIMU KIHOYEBLIX MOMEH-
TOB B OLleHKe Mupa ¢iopbl 1 dayHbl Ha NpoTAXe-
HWUW Pa3HbIX UCTOPUYECKUX NMEPUNOAOB N B KakuX
acnekTax NpoABAANOCb B3aMMOJENCTBNE YesoBe-
Ka C XX1BOW Npupogoi. Takas KOMMyHMKaLmMs BO
BCe 3noxu bbiia HenocpeacTBeHHoW. OHa poxkaana
MbIC/IK, TEOPUM, HACTPOEHMS, UyBCTBa. YenoBek, Kak
HOCKTe/Ib LLEHHOCTEW B KyNbType, paccMaTpuBaeT
>KMBOTHOE C Pa3HblX NO3NLMIA: GYHKLNOHANbHBIX,
3CTeTMYECKMX, NpuknagHbix. OfHaKo BO B3rasgax
YUeHbIX U XYAOXHMKOB BbICBEUMBAETCA, NPeXae BCe-
ro, HpaBCTBEHHas npobaema — npobaema B3aMMo-
OTHOLUEHW. Yenosek oLeHNBAET CBOE NOBeAeHNe
1 3Bepe, XUBYLLNX BOK 0 BOK C HUM, 1 BbIHY>XXAEH
npu3HaTb GakT CBOEN NPMYACTHOCTU K X CyAbbam.
3pecb HUKyAa He yATK OT pa3roBopa O Mopanu.

Bonpocbl MOPANN. OTHOLUEHUE YEJIOBEKA K
MUPY >XUBOTHbIX

3HauUMMOCTb aHVMaIMCTUYECKOTO NCKYCCTBA, ero
CTaTyC, BO MHOFOM CBA3aHbl CO CIOXeHNeM oblLuei
«KapTWHbI MMpa» B UCTOPUU. B niockocTm ykasaH-
HoW NpobaemMaTky OTMETUM aKTyaslbHOCTb HacTo-
ALLen cTaTby.

CHauana 0bpatnumcs K paHHel anoxe obLLeHns
yenoBeKa C XXMBOTHbIMW. BCMOMHWMM, Kak 310 6b110 B
6unbnerickon nctopun. CoTBOPUB XXMBOTHBIX U NTUAL,
Bor npusen nx Kk Agamy, «4Tobbl BUAETb, Kak OH
Ha30BeT WX, HapeueT YesIOBEK BCAKYHO AyLUY >XU-
Byto». (((The Bible. The books of the Holy Scriptures
of the Old and New Testaments. 1992). C nepBbix
e CNOB MPOCNEXMBAETCA BaXKHas MbIC/ib. Yeno-
BEK U XMBOTHbIE HE CyLLEeCTBYHOT KaXabliA cam Mo

cebe, OHM BMeCTe, 3HaunUT NpebbiBaroT B 06LLEHUN.
KakoB xapakTtep nx obweHua? fanee untaem: «/
Hapek YesoBeK MMeHa BCEM CKOTaM M MTMLaM He-
6ecHbIM 1 Bcem 3BepAmM nonesbiM» (The Bible. The
books of the Holy Scriptures of the Old and New
Testaments. 1992). YenoBek BHMMaTENEH K 3BEPHO.
Y yenoBeka B 3amnace MHOTO MMeH, UTObbl Haze-
NTb MK Kaxkaoe XuBoe cyllectBo. XXnMBoTHbIE B
Paickom cagy nonyumam nmeHa, obuwanmcb ¢ Aga-
MOM U UX obLyeHne Bblao TeCHbIM. B faHHON KOM-
MYHMKaTUBHOW Lienoyke npocnexunsaetcs baaro u
MUPOYCTPOICTBO camoro TBOpLia, a YesoBEK CMO-
TPUT Ha BBEPEHHOE eMy LLapCTBO 3Bepen U NTuL,
C MO3MLMN OTBETCTBEHHOIO INAepa W 3aLUMUTHMKA.
HecomHeHeH dakT, uTo YesloBeK, MPUPOAA, XKMBOT-
Hble COTBOpPEHbI B rapMmoHun. Cam bor Ha KapTuHe
fl.bperirens «Co3zgaHne Agama B DAEMCKOM cagy»
[LaeT HaCTaB/IeHVS MEePBOMY YeI0BEKY KaK XPaHUTb
1 BO3Ze/blBaThb caf, NojpasymMmesas 3aboTy O Ka-
KAOM XUBYLLEM CyLLecTBe B HeM. MunpHoe cocy-
LLLeCTBOBaHME BCEX XUBOTHbIX U NTUL, B Palickom
caZly Onpeaensinio XXU3HEHHYH KOHLEMNLMIO paHHe-
ro mupa (Puc. 1, 2).

B Mupe, NCMONHEHHOM rapMOHUN 1 BaaroseH-
CTBMS, O MOpanu elle He roBopuan. PasmbllineHus
0 cyTV f06pa ¥ 31a BO3HMKAIOT B TOT MOMEHT, KOT -
[la YenoBeK HauMHaeT NCMOoJIb30BaTh XUBOTHOE B
yroay cBomx NoTpebHOCTeN. Yke B APEBHOCTU 3TOT
BOMPOC BOJIHOBaN YyesoBeka. Bo MHOrMx penunrvnos-
HbIX Ky/1bTaX >XMBOTHbIE BKJIKOUYANNCh B CUCTEMY B3a-
MMOOTHOLLEHWNI, YesoBeYecKmx yoexaeHunin, Mmbos
1 putyanoB. OHM MOBCEMECTHO BbICTYNaan HOCK-
TENASAMUN MPOTUBOPEUUBLIX UAEN: B OLHUX KYJbTY-
pax 6blan yYacTHUKaMU XXepPTBOMNPUHOLLIEHWUH, a B
APYrX BO3BOAWINCH Ha BbICOKYHD CTYMeHb MNOKJ/IO-
HeHus. Pe3ynbTaTbl aHa/in3a B3aMMOOTHOLUEHWA
yesoBeKa W XXMBOTHbIX CBUAETENbCTBOBAAN O Ce-
Pbe3HbIX 3apOXKAaoLLMXCA NpobaemMax, KoTopble Mo
MHEPLMMN NepekajbiBainCh Ha BECb OKPY>KatoLL Wi
Mup. CoBpeMeHHble BUOTEXHONIOTUN He caenanu
Mup fobpee n cnpasesnneee, a ele 6onblie 06-
HaXXWN KOPeHb NPOTUBOPEYNIA, KOTOPbLIV B ApPEB-
HOCTW eLle HOCKA 3akaMydANPOBaHHbIN XapakTep
(Waldan Paul, Kimberley Christine Patton. 2006).
B3r/isg Ha Npupoay, NCMOJIHEHHbIV Pa3HbIX CMbIC-
OB CNOCOBCTBOBANA POXAEHWIO LLMPOKOU Guio-
CODCKON TOUKM 3pEHMS.

Bo B3r/isigax pycckmx 1 3anaZHOeBPONencKux nc-
cnepoBatenelt O4HUM U3 CaMblX 3HAYMMBbIX CTa BO-
MPOC 3KONOTUK, MOAPa3yMeBaOLLNIA CEPbE3HYIO U
BHUMATE/IbHYHO MO3MLUIO YEN0BEKa, KOTOPLIN CTa
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0CcobBeHHO akTyanbHbIM B XX Beke U C/IOXUICA B
KOHLLeMNU NI, CO3aHHYH 3KONOTMYECKM OPUEHTHU-
POBaHHbIMUW y4eHbIMU. Tak N3BECTHbIN BPUTaHCKMI
¢dunocod Timothy Morton (Morton Timothy. 2007)
MULLET O TOM, YTO KOHLLENUUA «NPUPOAbI» B COBPE-
MEHHOM MUpPE - BECbMa C/IOXKHOE IBJIEHUNE, BbIXO-
Asllee 3a rpaHuLbl TPaAWULLMOHHOIO NOHMMaHKWs
«KUBOTO» U «HEXMUBOTO», OMNpesensieMoe crnocoob-
HOCTbIO UJIM HECMOCOBHOCTLIO YeN0BeKa OLLyLLaTh
AaHHble 3akoHomepHocTu. Cornawasce ¢ Y.Japeun-
HbIM, UCCefoBaTeNb Nosaras, YTo He MOXET BbITb
YEeTKOM rpaHuLbl Mexay buonornyecknmm Bmaa-
MK, NOABMAAMU U MyTaLMsaMU. PaBHbIM 0bpa3om
3TO NpPaBW/IO AEeNCTBYET B OTHOLLIEHWM OCTa/IbHOTO
oKpy>KatoLiero mupa. Ecam roBoputbe 0 BANSHUM
yesoBeKa Ha 3TOT CJIOXKHbINA MPUPOAHbIA KOHIO-
Mepart, HaumHas C NnepBbiX Naxapewn, KoTopsble ca-
Xaan pacTeHus B NMOUBY, U3MeHSAsA NaHawadT, f0
KapAMHaAbHbIX MPUPOAHbIX KaTacTPo®, BbI3BaHHbIX
NPOMbILLIEHHON PEBOIOLMEN, CEPbE3HBIM 0bpa-
30M V3MEHMBLUME PajNaLMOHHBIA GOH NMaaHeThl,
TO 3TO B/MsHME CKa3aloCh HAa CaMUX OTHOLLUEHUSAX
MeXAy N0AbMU U KXUBOTHBIMMU.

Mo onpepenenunto Timothy Morton (Morton
Timothy. 2016), npupoga cTtana «nNPUCBOEHHOMN»,
NPUBAVXKEHHON K YeNOBEKY N OL4HOBPEMEHHO n-
Lnaach BCAKOM onpeseneHHocTu. B aTol cBA3m aB-
TOP He roBOPUT O NPeAOTBPALLEHNN HEFATUBHOIO
BO3/€eWCTBMA Ha Hee, He KOHCTaTUPYET OTpumLaTeb-
Hble NMOCNeACTBUSA YeNIOBEUYECKON AeATENbHOCTY Kak
baKT, Tak Kak C ero TOUYKN 3peHus B AeNCTBUTENb-
HOCTW 3TO ByAeT BbIMAAETb MLUb <UANHO3MNEN KOH-
Tpoasi». OH nosaraeT, YTo YesloBeKy HEOBXOAMMO
Hay4MTbCs CYLLEeCTBOBaTb C STUMMN U3MEHEHUAMMU
W B CyLECTBYIOLLEN CMTyaL MmN BbICTPanBaTb HOBbIE
OTHOLLEHUNS CO BCEM XMBbIM. YenoBeky cnenyet
0TKa3aTbCs OT BAACTU Haj, 3aKOHaMun nNpuposabl. Pac-
cyxgas 06 akosoruun, Morton npu3sbiBaeT noszabo-
TUTbCS 06 OKpy>KatoLLer cpeae. 3aboTy o cebe 1 o
>KMBOTHbIX OH Ha3blBaeT eCTeCTBEHHbIM CTpeMe-
HMEeM, 3a/105KEHHBIM B YenoBeke Npupoaoin. «Mpo-
CTPaHCTBO» 3a60Tbl MO MOPTOHY — MOCTOSIHHOE,
He3blbieMoe YesioBeYeCcKoe COCTOsHME.

AVcKyTMpYs O NPUPOAOOXPaHHbIX BOMPOCaX, 3a-
TparvBas BaXKHyH 3TUYECKyr Npobaemy BO B3aMMO-
oTHouweHwusax, Dr. Carol Freeman, Dr. Elizabeth Leane,
Ms Yvette Watt, (Dr. Carol Freeman, Dr. Elizabeth
Leane, Ms Yvette Watt 2013), William R. Newman
(Newman William R. 2005) npegocteperatot ye-
/loBeKa B NEPeOoLLeHKe ero Poan B 3eMHbIX 3KOCU-
ctemax. Takasi mepeoLeHKa npuBeaa K ToMy, Uto
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K KOHLY XX Beka npupoja npejcrana B CUAbHO
TPaHCPOPMUPOBAHHOM BUAE, YTO TOBOPUT O Hey-
Ja4YyHOW NonbITKe YeNoBeKa BAAaCTBOBATb HaZ HEro.
Ecav koHUenums «npupoabl» onpeaensieTcs Kak Ha-
KOMNEHHas OnbITOM Y MYAPOCTbIO KYNbTypHas LieH-
HOCTb YesI0BeYeCckoro obLLecTBa, TO OHa JOJXKHa
6bITb 6naropogHom. David G. Fraser (Fraser David
2005) cnpaBeanBO Nonaraet, UTO HaLUW MbICAN U
[LEeNCTBUA K XXMBOTHBIM I€MOHCTPUPYIOT YPOBEHb
yenoseyeckom kynbTypsl. Elisa Aaltola (Aaltola Elisa
2012) 3apaeTcsa BOMNPOCOM, «4TO Takoe MOpaibHOe
3HaueHue CTpafaHui XUBOTHbIX?». ABTOp roBo-
PUT O CKeNTMLM3Me YenoBeka, Mano obpallaro-
LLLero BHMMaHue Ha 3Ty chepy B3auMOOTHOLLEHWI
M 0 HEOHXOAMMOCTN HOBbIX 3TUYECKUX MOAXOAO0B.
Nigel Rothfels (Rothfels 2002) BbiHy>A€eH Npn3HaTh,
YTO HET HW OAHON LMBUAM3ALMMY, KOTOpas Obl He
6bina BapBapckoi. Mucatens Adrian Franklin (Adrian
Franklin, 1999) oTmeuaeT, UTO TONLKO B KOHLE XX
CTONETMA OTKPBITO 3aroBOPUAN O «MpaBax XWBOT-
HbIX», BaXKHOCTW UX CYLLLEeCTBOBaHMA Hapsaay C ve-
nosekoM. B atolt cBsasn Michael Tichelar (Tichelar
Michael 2016) BbipaxkaeT 0bLieCcTBEHHOE MHEHME
O TOM, UTO TaKoe JaBHee 3aHATUE W pa3B/ieyeHme,
Kak OXOTa ABASETCs XeCTOKMM AeUCTBMEM W OHa
HenpuemsiemMa B LMBUAN30BaHHOM obuecTte. O6
0XO0Te HanmmcaHo MHOTO KHWT. 9TO 3aHATMe paccMa-
TPMBAETCS B NPaKTUYECKOM YTUANTAPHOM CMbIC/Ie
N pefko 3aTparnBaeTcs 3TMyveckas CTOPOHa.
OxoTa — MCKOHHOE pa3B/ieveHe LLapCTBYHOLLNX
0C06, cunTanacb 0bs3aTesIbHOM NPUABOPHON Liepe-
MOHWMeN. MbllHbIe U UCTPebuTesbHbIE, OHU UMENU
LIMPOKOe pacnpocTpaHeHne Ha 3anase v no Bcew
Tepputopunn 06LINPHOK Poccum, B 0COBEHHOCTU B
okpecTHocTAx MockBbl 1 NeTepbypra, rae v npouse-
Tanu cHayana «Llapckue», a 3atem «Vimnepatopckme»
0x0Tbl. ONuncbIBas MX LLepeEMOHMNaN B eM3aBeTUH-
ckoe Bpewms, N.H. Metpos (MeTtpos N.H. 1864.) yka-
3blBa/ Ha pacrnpocTpaHeHne Npu pPycckom ABope
3anazHbIx 06blyaeB. K HUM OTHOCUANCH OXOTHUYbK
pa3BaeyeHns C yBECENNTENbHBIMWU NPa3jHNKaMu B
napkax (B nogpaxaHue dpaHuysam). B ucropum mns-
BECTHbI MNCOBbIE, COKOJIMHbIE U UHbIE BUAbI OXOTbI,
KOTOPble HAaHEC/IM HEMOMPaBMMbIN yLep6 Npupo-
ae. Ocoboi NonynspHOCTbIO NONb30BaNNCh NCOBbIE
oxoTbl. H./. Kytenos B uctopryeckom oyepke, onu-
CblBarOLLEM MMMepPaTOPCKyHo OXOTy B Poccmm KOH-
ua XVIII - XIX BekoB, oTMeuan, 4To B NCOBOM OXOTE,
npuvLLeALlei Ha CMeHy LLapCKo € TOBUMMM NTULLAMM
(cokonamu, 6epkyTamu, sctpebamu, cancaHamu, H6a-
nobaHamw), HapAAYy C FOHUUMM U 6OP3bIMU NCMONb-

30BaNnCb COBakM U APYrUX MOPOL: «MefeNsHCKme,
BOZ0/1a3bl, AyXOBble U ceTTepa (...). MpuHaanexann
elle feraBble cobaky, KOTOpble COAEpP>XKaNnCh ere-
PSAMU, erepckUMmU ydeHnKamMm v NTUYHUKamu. (...)
Xopouwne cobaku Nokynaamcb y NOMeLLUKOB, cpe-
AN KOTOPbIX BbII0 HEMANO CTPACTHBIX OXOTHWUKOB»
(Kytenos H.W. 1911).

PacnpoctpaHeHune 1 CTONKNIN MHTepeC K AaHHOM
TeMe OODBACHAKTCA KyNbTYPHBIMU TPAAULMAMY, CYy-
LLecTBYHOLLMMM KaK Ha 3anaze, Tak n B Poccun. B
cpese boraTbix eBponenyes 66110 MOAHBIM pas-
BeZleHVe XXMBOTHbIX B 3BEPMHLAX U MUTOMHMKAX,
KOTOpble UCMONb30BaINCh U AN OXOTHbIX Agen. O
noTpebunTeNbCKOM OTHOLLEHWN K MPUPOZe nucan
Clive Phillips (Clive Phillips. 2009) PaccmatpuBas apa-
MaTUYeCKyr TpaHCHOPMALIMIO OTHOLLEHUIA MeXay
NOABMU N XXMBOTHBIMU, UCCNeaoBaTeNb YKasbiBan
Ha TO, UTO XMBble CyLLECTBa CTaan MPOCTO pecyp-
COM B LLe/ISIX YesI0BeYeCKOro nporpecca, kotopas
npueena Kk HabarogaeMoMy pasnagy BO B3aMMOOT-
HOLLeHWAX. HeT COMHeHWsA B TOM, YTO BbICTPOEHHas
CTONETUAMUN Mepapxus CBs3eN YesioBeKa C XUBOW
NPUPOAON 3aKNtoueHa B HpaBax NHOACKOro oblue-
ctBa. Kak 6bl yenoBek He 0OOXECTBASAN 3BEPS UM
NTULLY, OH CYMTaN €ro CBOelr COBCTBEHHOCTLIO U Ya-
CTO BMAEN B NMLLe XXMBOTHOIO CBO€ MOTYLLLECTBO.
Koraa apeBHMe ervnTaHe NpescTaBaAsAn aHUMa-
NNCTUYECKN 0H6pa3 BO3BbILLIEHHbLIM U BEINYABBIM,
C/IOBHO Ha MbejecTasie noyerta, OHM He O NpUpPo-
Ae 3ab60TnanCh, He ee NPeBO3HOCUAN. VIX nHTepe-
COBaJl BMOJIHE YTUUTAPHBIN PENUTMO3HBIN KYbT,
HanpaBJ/IeHHbIN Ha HUX camux (Puc. 3, 4)

He meHee nokasaTenbHbIM NPUMEPOM BbICTyNa-
eT n30bpaxkeHne XXMBOTHbIX B ApPEBHErPeYeckoM
NCKyCCTBE. B HEM HET TOW CBALWEHHON MKOHOrpa-
dunyHocTW, KOoTOpas bbinay ernnTaH. 34ech Apyroe.
AnHamunuHble 06pasbl BCAAHWKOB MOJIHbI XXU3HW.
Ha uyenoBeyeckumx v 3BepUHbIX Tefax akLEeHTMPOBa-
Ha KpacoTa CUAbHOM MYCKynaTypbl, XXMBOW N Nyb-
cupyloLen noa Koxel. Ha rpaduueckumx nmcrax
MacTepOB 3MOXU UTaNbAHCKOro Bo3poxaeHus: Jle-
OHapao aa BuHun, Mukenangxeno, TuunaHa tena
BCAZHWKOB W KOHEW B CBOE HEYTOMUMOW SHEPTUM
M CTPaCTM TakXKe OXMBAKOT Ha Halmx raasax. MNony-
06HaXeHHble TOPCbl BOMHOB Ha MPaMOpPHbIX rope-
nbedax ¢ MapdeHoHa 1 Ha pUCYHKax UTaNbsaHLEB
He yCTynatoT B CTaTVKe U cuae KOHAM. HanpoTtus, nx
CUNbl YpaBHMBAOTCA. TONbKO KOHb 34€Cb HAaXOAWT-
€S N0J, BCAAHUKOM, OH He CaMOCTOATENbHOE CyLLe-
CTBO, a MOKOPHOE YeNoBeKy, Ha BeYHOU ciyxbe y
Hero. OH CUJIbHbIV U KpacKBbIW, HO He CBODOAHbIN,

ero dusmueckas sHeprus ynpasaseTcs YeJOBEKOM.
DT NOAHEBO/bHbIE CyLLLeCTBa YacTO BCTPeYanmchb
B MCTOPUM 1 M306paxkanncb B pasHbiX BUAAxX U30-
6pa3nTeNbHOro UCKYCCTBA: B CKY/IbMATYPE, B XUBO-
nucu, B rpadmke. (Puc. 5, 6)

Y>ke Mano KTo BCMOMWHAN O paHHeln 6rnbneinckon
rapMOHUM B3aVIMOOTHOLLIEHWIA, OHa OCTanach Aaneko
B npownom. Matthew Senior (Matthew Senior. 2009)
3a/laeTcs BOMPOCOM: MOXHO /I TOBOPUTb O HOBbIX
NCTUHAX 1 CTaHAapTax B XX Beke WA XXMBOTHbIE MO
TPaaMLMN NPOAOIKAKOT pacCMaTpMBaThCA C NoTpe-
6UTENbCKOM TOUKWN 3PEHUS, @ HAaMpPAXKeHNe Mexay
Ye/IOBEKOM U NMPUPOAON ByaeT TONbKO HapacTaTh,
yenoBeK NPOAOKUT MHUTb cebi MOHapXoM, ero
B3rnsj Tak u 6yseT ocHOBbIBaTbCA Ha Baactn. O6
3ToM pa3mbiwnan Randy Malamud B cBoeln KHure
«An Introduction to Animals and Visual Culture»
(Randy Malamudu. 2012) ABTOp nosaraer, 4YTo yTn-
NIMTapHO — NOTPEBUTENBCKUIA MYTb OTHOLLEHUSA K
npupoge, KOTOPOMY ClesyeT YenoBeK, HUKOTraa He
MO3BOJINT MY CTaTb Pa3yMHbIM TBOPLLOM, MYyZAPbIM
YCTPOUTENEM OKPY>KatOLLLErO NPOCTPaAHCTBA, MUPa, B
KOTOPOM OH >VBET 1 My He yacTCA BOCCTaHOBUTb
pa3pyLueHHyto akochepy. OTmeyas CIOXHYHO opra-
HU3aLUIO 3BEPUHON XXU3HW, ONUCbIBAs €€ 3aKOHbI,
HanpuMep, NHCTPYMEHTbI, KOTOPbIMW MOAb3YHTCA
>KMBOTHbIE UM YCTPONCTBO AOMa-XWAWLLA, Ha3blBas
BECb 3TOT XXM3HEHHbIA NPOLLECC «apXUTEKTYPOW XK-
BOTHbIX», MHOTWE aBTOPbI NOAYEPKNBArOT OYEBUS-
HOCTb MYZPOro NPOoLLecca, 3a10XXKEHHOrO NPUPOAOH,
KOTOPbIVi HEBO3MOXHO He 3aMeTuTb. Kak yenoseky
cnenyeT OTHOCUTLCS K 3TOW CMCTEMATU3UPOBAHHOWN
NPUPOAHON 3akoHOoMepHOCTU? CTapasch ee coxpa-
HWUTb, Hope B. Werness oTMeuaer, uto ftoaun ycTpan-
BarOT 300MapPKM 1 3aNOBeAHNKMN, 3aBOAAT AOMALLIHUNX
XUMBOTHbIX (Hope B. Werness. 2006). 3a6oTscb 0 co-
XpaHeHUN ANKOWN NPUPOJAbI, OHU BCe Yalle HauuHa-
FOT NPaKTUKOBaTb 3KOTypu3M (Samantha Hurn. 2012)
MomMoryT v 3T1 AeNCTBUA, UAN KaXKAO0MY YenoBe-
Ky cnefyeT HaumHaTb ¢ camoro ce6a? M. Pollock, C.
Rainwater (Pollock M C, Rainwater 2016) yka3biBaroT
Ha WNPOKYHO ayamToputo Gnaocodos, amtepaTtypo-
BEZOB, KY/NbTYpPONOroB, NCKYCCTBOBEAOB, KOTOPbIE
Npu3BaHbl TOBOPUTbL O Ky/IbTYPHbIX MepcnekTnBax
B3aMMOCBSs3el yesoBeka n npupogsl. Tak, David
Aftandilian (Aftandilian 2007) npegnaraet Bblpa-
60TaTb HOBblE MOAXOAbI K N3YUYEHWNHO XXMBOTHbIX, a
TakXXe CKOPPEKTUPOBATb CTapble UCCIeL0BaHMA U
NMOCMOTPETb CBEXMM B3MISA0M Ha XU3HeenaTeNb-
HOCTb >XXMBOTHbIX, Ha WX NoBejeHWe. BaxeH B3rnag,
KY/IbTYpPOJIOroB, XyA0XHNKOB XX-Hauana XXI Beka,
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KOTOpble He OCTaBAAOT 6€3 BHUMaHWs Mup Gaopsl
1 dayHbl. [locMoTpUM, Kak 06CTOUT AeN0 C TPaKTOB-
KOW 3Bepen 1 NTuL, B n306pasnTeslbHOM NCKYCCTBE.
CWbHO N3MEHEHHOW BUANUTCS XMBasi Npupoja B30-
Py XyAOXHMKa MOCTUHAYCTPHUanbHoOro obuiectsa. B
peLleHnn NpobaemM BpeMeHN aHMMaNMCTMKa Npu-
obpena nyeAnNLMCTUUYHOCTb, ipye CTana oTpaxaTtb
HPaBCTBEHHO-3TNYeCKyto Npobaematuky. KpacHo-
peumsbl cnosa B.A.BaTarvHa, KOTOpPbIA rOBOPUT O
Apame >XU1BOM Npupogbl B cBoel kHure «Image of
an Animal: Notes of an Animalist»: «Hukakoi 3Bepb
He CTaHeT My4YunTb MAN NOHanpacHy ybrBaTb CBOKO
xepTBy. Kakyro, ogHaKko, MHOTAa UCTPebUTeNbHY!HO,
>KECTOKYHO POJib UTPaeT Yesl0BeK MO OTHOLLEHWUIO K
XNBOTHbIM! Kakoi OrpoMHbI KpOBaBbIA CYET MOra
6bl NPeAbABUTL YeNOBEKY NPUPOAA 38 MHOXECTBO
XML HUYECKN ncTpebieHHbIX MpeKkpacHbIX BUAOB
XXMUBOTHbIX, CO3AaHHbIX ero!» (BatarnH B.A. 1957.
p.7). B 3TUX cnoBax 3akatoueHa BCA WMpPOTa CUM-
BO/a, 0603HauvaroLLero 3BO/IIOLMOHHO-NCTOPUYE-
CKYIO Tpareimto opraHM4yeckoro MakpokocMoca.
XKnBoTHble - cyliecTBa, NpesonpeseseHHble Npu-
POZOW, CO CBOMMM «3aKOHaMW», A3bIKOM, UMEHOT
MpaBO Ha XW3Hb, HO CTPaZAAtOT MO BUHE YesIoBEKa.
B rnobanbHOM KOHLENLMM COXPAHHOCTU 3€MHOIO
MMpa OHU BbICTYNaroT Kak 6osblias obesHaum-
mas ngea, Gnaocopckm NpeTBoOpeHHas Ha KapTuHe
HemMeLKoro xyaoxHnka ®.Mapka «Cyabbbl XXMBOT-
Hbix» (Puc. 7)

Bonblias coumanbHO-3HaUMMas Tema NPUPOLbI
packpbiBaeTCA 3/eCb He CTO/IbKO Yepes n3obpaxe-
HVe KOHKPETHbIX COBbITUI, CKObKO Yepes BOMJIo-
WweHwe camon atMmocdepsbl. JlecHasa yalla, KoTopas
paspyLlaeTcs nog HanopoM HeBeAOMOWN rPO3HOW
CWJIbI -KPaCHbIX Jlydeit, nepecTtaeT 6biTb MECTOM 06U-
TaHWs 3Bepen. B anokanavncmyeckom BuaeHny npes-
CTann MATyLLMeCs NoWaamn, UCnyraHHble KabaHbl U
xopowo obo3prmMasn Ha NepeAHeM MaaHe xpynkas
durypka naHu ronyboro LBeTa, Kak oanueTBope-
HWe HEBUHHOM XepTBbl.

Mpobaembl BpeMeHU, KOTopble HEOHXOANMO
peLlaTb HOBbIMWU CPeACTBAMU, MOBAEKIM 3a COHOM
N3MeHeHWs B M306pasnTeIbHOM CTPYKTYpe Npoms-
BeseHUN. «CyLLeCcTBEHHON YepTOl COBPEMEHHOM
dnnocodmn CTaHOBUTCA BO3HMKHOBEHMNE HOBbIX
TEUEHWN, NOAXOA0B, KOTOPbIE OTAMNYAOTCA MPUH-
LUNManbHO MHBIM BUAEHWEM MUPa, He CTaHAapT-
HbIMW NPeACTaBAEHUAMMN O YeNOBeKe U ero BbiTuw,
MWPOYYBCTBOBAHUW, FyOUHE NepexmnBaHnin cMbic-
NOXWU3HEHHbIX CUTYaLnin. XapakTepHbIM NpU3Ha-
KOM 3MOXW, B KOTOPYHO Mbl XXVBEM, ABAAETCA He
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TOJ/IbKO 3aBOEBaHNE MPEXHUX KYJbTYPHbIX CMbIC-
JIOB, HO N peabuanTaumnsa CMbICI0B, NOTPeBHOCTb
B COBMELLEHUN pa3zHOOBpasHbIX CTUAEN, OCMbIC-
NeHve MHoroobpasHoro» - noscHsaet B.M.[unaHo-
Ba (AmaHoBa B.M.. 1999).

AHUManUcTKa ctana npuberatb K pasHbIM CTU-
NeBbIM MOANDUKALMAM, NCMOb3YS CTUAW NPOLUNO-
ro 1 BapuMaHTbl COBPEMEHHOrO aBaHrapZa, npv 3Tom
nerko TpaHchopmMmpya GOpMbl. XYAOXKHUKN He JatoT
O/iHO3HaYHbIX OLLeHOK: C OAHOM CTOPOHbI, OHU Xe-
NaroT M306pa3nTb 3Bepa HEMOCPEACTBEHHO, KaK ero
BUAAT, @ C APYroW, CTPEMATCA K Bblpa>eHUHo CBO-
X COHBCTBEHHbIX MbIC/IEl, B KOTOPbIX XXMBOTHOE
He obs3aTeNbHO NpeAcTaeT B HaTypHOM 0b61mKe, a
npeobpasyeTcs COrnacHoO 3akoHaM YeloBeYeCcKom
daHTaznn. MoxeT cknazblBaTbCs U Apyras KapTuHa,
Koraa obe CTOPOHbI MEPENIETatOTCA B CIOXKHOM CHo-
>KETHO-KOMMO3WULIMOHHOM BUAe. XYAOXKHUKN-aHUMa-
NINCTBI NOPOW 0bpaLLaroTCs K CTUANCTUKE HAPOAHOTO
TBOPYECTBA, UCKYCCTBY MPUMUTUBA, KOTOPOMY CBOWA-
CTBEHHa Hekas obpa3Has KPacHOPEYMBOCTL B 06-
puYcoBKe MepcoHaXxen 1 okpyxatoLero poHa. OHa
4acTo BblpaXkaeTCs B HAMEPEHHOM UCMOIb30BaHNN
NPOCTbIX POPM U OTKPOBEHHbIX LIBETOBbIX KOHTPAC-
TOB. ABCTparmpyscb OT HaTypbl, MacTepa He 6oaTcs
HazensaTb XXMBOTHbIA 06pa3 yenoBeyeckMu vep-
TaMu. BO3MOXHO, B TaKOW MHTepnpeTaLun 3Bepu
oKa3blBatoTCA Hanbosee 6AM3KUMUN YeNoBeKy, CO-
3BYYHbIMW €ro HaCTPOEHWIO, BEAb OHW XMBYT 60K
0 60K € HUM. XXNBOTHbIE PyCcCKOro XyAo>HMKa I1.
®unoHosa aHTpornomopdHbl. Ha kapTuHax MacTe-
pa CBOUM OTKPbITbIM YeN0BEYECKMM B3rIA40M OHU
B3MpatoT Ha 3puTens. BoT Tonbko B Mx rnasax Het
rapMOHUW 1 NepPBO34aHHOCTb NMPUPOAbLI OHUN He OT-
paxaroT. PopMbl XMBOTHbIX Npeobpa3oBaHbl B yC-
NIOBHble, reoMeTpuyeckme Gurypbl, B HUX KpaiHe
Mafio peanbHblX aHUMaANCTUUYECKUX MPU3HAKOB.
(Pnc.8.9)

Elle meHbLe npupogHoro y B.KaHanHckoro. Ha
kapTuHe «/imnposumsauma NQ 20 ([Be nowaamn) ouep-
TaHWA XMBOTHbIX €/Ba yrablBaroTcs. [lepeocmbic-
NeHHble BneyaTaeHns 1 GaHTasum nernm B OCHOBY
KpacoyHoro konoputa. Kpusble AMHWUK Hapsady C
LLBETOBbIM MATHOM 0603Haunm komnosunuuro. Kak
6yaTO co3npaeTcs HOBbIV MUpP, No KaHaMHCKOMY
«[YXOBHbIN», HO ABHO HenpupogHbli (Puc. 10)

MacTtepoB He cmyLaroT NogobHble MeTamop-
bo3bl. lekopaTMBHOCTb, Kak CBOMCTBO M306pasu-
TENbHOTO BblpaXkeHWsl, akTUBHO BKAHOUAETCS B TKaHb
XYAOXXECTBEHHOrO MPOV3BeAeHNs, B CaMyto CTPYK-
TYPY XYAOXeCTBEHHOrO fi3blka. Kak 6yaTo coBMeLLa-

FOTCS TOUKMW 3PEHUS: CTUM apXanyeckol AaBHOCTU
COeAVHUANCL C COBPEMEHHbIMW KyOucTnyeckm-
MU, MTPUMUTUBUCTCKUMU WA UHBIMU CTUAEBBIMU
noaxogamu. Takoro poga n3obpaxeHusa ganeku
OT KOHLenunn npaBgonogobHoro aHMmManncTm-
yeckoro obpasa. Torga B YeM 3HaUYMMOCTb MPO-
N3BEAEHWNN, eCIN OHW He OTpaXkatoT MPUPOAHON
cyTn? Mo>KeT ObITb, XyAOXXHUK NpuberaeT K pas-
HOOb6pa3HbIM CTUEBbIM MOAMbMKALMAM C Lenbto
60/1ee MHTEHCMBHOIO aHanu3a Mupa, NPUpoabl v
YyesloBeYeCKMX OTHOLLEHWI B Hell. B kHure «[MocT-
MOZEePHUCTCKOE XMBOTHOE» Steve Baker, nccneays
COBpPEMeHHOE NCKYCCTBO, NOKa3biBaeT, kak obpa-
3bl XXKMBOTHbIX MHTErPUPOBANCh B KOMMO3ULINIO U
cTnanctuky nepdopmanca, dGnaocoputo ero A3bl-
ka (Steve Baker 2000). Hanpumep, XyAoxxHuK Xe-
aeH ®aynep nposeMOHCTpUpoBan Takyto cueHy. OH
nomecTun cebs B OfHY KAeTKy C BONKOM 1 C MOMO-
Wbt CrieLmanbHbIX OUKOB KOObI HAbOAAET U U3Y-
yaeT npupogy. OgHako BoJiKa N06aM30CTH ¢ cObOoM
He Buaut. (Puc.11, 12)

MO>HO No-pa3HOMy TpakToBaTb AaHHYHO CLIEHY.
Hanpumep, yenosek B chepe CBONX MEPKaHTU/Ib-
HbIX 3rOUCTUYECKUX NHTEPECOB MOrpyXeH B cebs
M He 3amMeuvaeT OKpy>KatoLiero Mmnpa. BoamoxHo,
OH NpebbiBaeT 3a peLleTKOW CBOEro CTepeoTun-
HOro NMOBEeZLEHUN N EMY CNIOXHO CMOTPETb B Byay-
LLlee, He TOBOPSA Y>Ke O TOM, UYTO6bl 3a60TUTLCA O
6.113Kknx, 0 Npupose. PeanbHble urypbl YenoBeka
1 XMBOTHOTO YYacCTBYIOT B BbICTPOEHHOW XY0XKHM-
KOM peafbHOM MU3aHcLeHe. HeBnanmas nperpaga
MeXAY HUMMN ONnLIeTBOPAET HEMOHUMaHWe, Npo-
nacTb BO B3aMMOOTHOLLEHMAX YesOBeKa W XMBOT-
HOro. 3Ta Tema BbIXOAMWT 3a Npesesibl KOHKPETHOTo
ctoxkeTa B 061acTb PUIOCODCKUX Pa3MbILLIEHWI
O MUpe, O YenoBeke B LLeNOM. ABTOP-XYLOXHUK
nepdopmaHca HarnsAHO 4EMOHCTPUPYET HOBYHO
3py B N306pa3nTeNbHOM UCKYCCTBE, KOTrfa NoCpes-
CTBOM BCEBO3MOXHbIX MHCTaANALMUNA CTaHOBUTCA
BO3MOXHbIM FOBOPUTb O TPAAULIMOHHOW TeMe HO-
BbIM A3bIKOM. [10A06HbIE KOMMO3MLIMW HaCbILLAIOT
MHOXeCTBEHHble NMPOCTPAHCTBA rafepen n BbicTa-
BOUYHbIX 3a/10B. VIX NnpucyTCTBNE BECbMA OLLYTUMO
B COBPEMEHHOM MUpe.

durnocodckmii NOATEKCT MNONOXKEH B OCHOBY pa-
607bI [Mbepa HOura. XyaoxxHUK cmogennpoBan coba-
Ky C KpacCHOW slarnom, HanpaBAsOLLYHOCS K KEHCKOW
cTaTye, Ha roJioBe KOTOPOW NMUenunHbl yaen. Nmsa
cobaku — yenosek. B nHOCKa3aHMM 3aN10XKEH CMbIC.
BO3MOXHO, XXMBOTHOE PaHEHO W1 ULLET 3alunTbl y
yenoBeKa, BOT TO/IbKO YeNOBEK NpeBpaLlaeTcs B

CTaTyto U He BUAMWT HMYero BOKpyr. XeHckas dury-
pa npeacTaBaeHa o6HaXKeHHON, OHa becnomolLHas
B 3TOM MUPE M HE BUAMT, YTO KTO-TO HY>XZAETCs B
ee coyyactuu.

Giovanni Aloi (Giovanni Aloi 2012) npogonxaeTt
pa3roBOp O COBPEMEHHOM UCKYCCTBE U BKJIHOYEH-
HOCTW XXMBOTHbIX B MPOLLECC CMEJbIX MHCTaNNALNINA,
B KOTOPbIX CUHTE3MPYHOTCA pa3Hble CTWUeBbIe NPU-
eMbl, PopMMpYyHOTCA TeMbl U 06pa3sbl. MoxeT HbITb,
B XOZie HOBOW MPaKTUKN HOBAaTOPCKME BU3YyasibHble
06pasbl NO3BONAT YENOBEKY NPOYYBCTBOBATH KOH-
LLenLmio MPUPOAHOTO MMPa HaLLWX AHEW, 3a4acTyto
OOHaXKEHHOro B CBOWX 3PUMbIX MPOTUBOPEUNSIX.
B AencTBUTENBHOCTU Uaes MOXKET bbiTb 1 6onee
NpPO3avyYyHON MO CMbIC/Y, Maio YeM OTAMYaATbLCSA
OT TPaANLMOHHOIO M306pPa3nTeNbHOrO NCKYCCTBA.
Moso6HbIA acnekT 4EMOHCTPUPYIOT aHUMaANCTH-
Yeckme NPOU3BEAEHNS HATYPaUCTUYECKOTO HampaB-
neHus. Tak, 6enbruiickmii xypoxHuk Carl Brenders,
aHraninckune Peter Williams, David Stribbling, ame-
pukaHckue Isaac Terry, Paul Krapf, B cBoem umckyc-
CTBE NPUAEPXKMBALOTCSA TEHAEHL MM GoTOopeanv3ma.
VM yaaeTcs 4O0CTUYb BbICOKOW CTEMEHW UANK30pP-
HOro HaTyponogo6us B TpakTOBKe 3Beper 1 NTuu,
Tak, UTO 3pUTeNb CNOBHO 3abbIBaeT O KMBOMMCHOM
NPOUCXOXAEHMN NX KapTUH. TeXHMYeckoe MacTep-
CTBO NpuaaeT ocobbili BeC 1 ybeAnTenbHOCTb Npo-
n3eeaeHunam. (Puc. 13)

flBneHne HaTypanmsMa B COBPEMEHHOM WCKYC-
CTBe He cny4YaiHo. Bo BTopoli nonoBuHe XX Beka
«HaTypCTUNb», MONYUMBLUMIA PacnpOCTPaHEHNE B Ae-
KOpaTUBHO-MPWKIaLHOM TBOPYECTBE, B rpaduke u
B XKVMBOMWCH, BHEC JIENTY B OCO3HaHWE aKTyalbHOW
npo6aembl. Co3epuatenbHas 060Bb K NpUposLe,
KoTopas Oblsa CBOMCTBEHHA NCKYCCTBY NPOLLJIOTO, B
COBPEMEHHOM MUPE MpeTeHAOBasa Ha packpbITUe
HOBbIX FrpaHel B3aMMOOTHOLLEHWS YesioBeKa C Npu-
POZOW. DTOT BaXKHbIN MUPOBO33PEHUYECKNI MPUH-
LM SBWJICS UCTOKOM BO3HVMKHOBEHUS «HaTypPCTUAS».

B utore, coBpeMeHHble XyA0XHUKM-HATYPaanCTbl,
KOTOpble CTPEMUANCH 3aneyaTieTb BCAKYHO AeTaslb,
YBUAEHHYIO B MPUPOAE, U PALOM C HAMU MacTe-
pa noctaBaHrapAHOro HanpaB/JeHUs C UX B3rAs-
[OM Ha >XNBOTHbIX, NCMOJAHEHHbIX BCEBO3MOXHbIX
MeTadOpUYECKNX CMbIC/IOB, B LI€/IOM CBUZETE/b-
CTBYHOT O e4NHOM XYA0XECTBEHHOM MbILUAEHUN U
HanpaB/JIEHHOCTN MacTePOB Ha OTpaXkeHWe NPUPOA-
HOWM XXW3HW, TaK CUbHO HY>XJatoLLelcsa B cepbes-
HOW KoppekTMpoBke. Koraa 3putenb paccmatpuBaet
CIOXKHYHO FeOMeTPUYECKYr CTPYKTYPY aHUManu-
CTUYECKMX KOMMO3ULMIA B fiyXe KOHCTPYKTUBU3MA,
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Kybu3ma 1 napannenbHoO pasrasjbiBaeT TwaTesb-
HbIM 06pa3oM CKpynyae3Ho BbiMMCaHHOE onepe-
HWe, KJFOB, TNa3a, KOrTX 3Bepei U NTUL, Ha NONOTHaX
XYAOXHUKOB-HaTypaJlMCTOB, OH OCO3HAET CTEMeHb
M3MEHUYMBOCTU MMPa W B3rNAAO0B MacTepoB Ha Go-
py v dayHy. Ecam B cuay TOro nam MHOro Kynbta
paHee 3Bepb MOYMTaNCA N COOTBETCTBEHHO 000-
XKEeCTBASANCA, TO C Pa3BUTUEM HayKu, TEXHWUKMW, CO-
BPEMEHHbIX CPeACTB BU3yanm3aLmn, OH yTpaTu
CBOHO BblYO 3HAUMMOCTb. PaHbLle UTMOe 3a nNpum-
poAHOe Hayano, Tenepb XXMBOTHOE 3aK/t0YaeT B
cebe pasHble PyHKLMM: 3CTETUYECKNE, AEKOPATNB-
Hble, cyrybo yTuantapHeie u agpyrve. B.A. Batarux
TakK XapakTepunsoBan AaHHble n3MeHeHus: «<Hosoe
peanncTmyeckoe NCcKycCcTBO N306paXKeHMs XXMBOT-
HOro MHOro NPUo6peno, MHoroe BHOBb YBUAENO,
cTano 6oraye BO3MOXHOCTAMM, NMPUOBPENO ACHOCTD,
MOJIHOTY M YeTKOCTb M306paxeHus, 6113Ko Nojo-
WO K nepesaye NojJMHHON NPUPOAbI U TEM CTano
6onee noapaxaTtenbHbIM 1 BMeCTe C TeM yTpaTu-
N0 TBOPYECKYH CMENOCTb YCJIOBHOTO NoAXoAa K
N300pPaXKEHNIO AeNCTBUTENBHOCTY, LIEIMKOM YTpa-
TUNO YYBCTBO TaWHCTBEHHOCTN U QaHTaCTUKK, KO-
TOpOE BC/IEACTBME HE3HAHWSA OKPY>XKaso NPUpPoAY,
HO NpugaBano ocobyto NpuBAEKaTesIbHOCTb 0bpa-
3aM XMBOTHbIX B MPOW3BEAEHMAX CTapOro UCKyc-
ctBa» (Batarmn B.A. 1957 p.71) Louise Lippincott
(Lippincott Louise, Andreas Blihm. 2005) oTmeua-
eT, uTo HosblUME U3MEHEHMA BO B3r1a4ax Ha MUpP
nNpuUpoabl Npon3Beno GuaocoPpckoe Hacneamne nNpo-
CBETUTE/IbCKOM 3MOXW, MPOMbILLIEHHAs PEBOIHO-
uma, naen Y.lapsnHa v nocnefoBaBLUasa 3@ HUIMMN
nHTennekTyanbHas TpaHchopmaunmsa. C paspyLe-
HMEM MHOTVX TPaAWLIMOHHBIX YCTOEB OTKPbIACA HO-
BbI CMbIC/, B YaCTHOCTM, r106aibHOE NOHVMMaHWe
3HAYMMOCTN 0bLLeNn BLUONOrMYECcKOr B3aUMOCBS-
31 MaTepumn B pamkax LesoCTHON BceneHHon. Co-
BpemMeHHOe 06LLecTBO Kak Hbl HaUMHAeT MOBTOPHO
M3y4yaTb OTHOLUEHWUS C MUPOM MPUPOLbI U B CO-
BPEMEHHOE UCKYCCTBO XMUBOTHbIE TaK e AOXHbI
Bnucatbca. O6 atom nucan Giovanni Aloi (Giovanni
Aloi. 2012). OH nonaran, 4YTo HapsAy C YeJIOBEKOM
>KMBOTHOE MOXET BK/IHOUaTbCA B MHHOBALMOHHbIE
BW3YyasibHble NpescTaBaeHns. Takoe NCKyCCTBO CBO-
eli HeMoXoXeCTbk0 MOXET peLlaTb BOMPOChl COBpe-
MEHHOW umBMAM3aLmn. Hanpumep, xapaktepusys
TBOPYECTBO HEMELLKOro XyAoXHMKa PpaHua Map-
ka, Terry W. Strieter B cBoeli kHure «Nineteenth-
century European Art: A Topical Dictionary» (Terry
W. Strieter. 1999) otmeuaeT, uTO, M30H6paxkas Xu-
BOTHbIX, Xy OXHWK OLLYTUA YyBCTBO MMPa Ha Kparo
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paspyLleHus. ObpallieHne XXMBONUCLA K U3yYEHUIO
N M3006paXKeHNIo XXMBOTHBIX MPUAAN0 eMy BHYTPEH-
HIOIO CKAy, Ty, KOTOPYHO OH Habarogan B Npupoge.

3HauMMOCTb faHHOM NpobaemMbl 3aTparnBaet A.
B. VMikoHHnKoB. OH roBoput 0 GopMmnpoBaHum ro-
POACKON cpesbl, B KOTOPOWN BONbLLYIO POJIb OTBOAUT
NpUpoZe, Kak BaXXHOW COCTaBAAIOLLEN YacTn buoo-
rMYecKkoro cyLecTBoBaHma yenoseka. (VIKOHH1KOB
A.B. 1985). Mo MHeHuto Jlrobapckoro 1. (Jltobap-
ckmia T.HO. 2000) nsobpakeHne naHawadTa B UC-
KyCCTBe, a 3aTeM W NOSBIEHNE CAMOCTOATENbHOrO
ner3aXKHoro XaHpa CBUAETENbCTBYET O BaXKHOCTU
JaHHON TeMbl. KapTuHbI Npupoabl Kak 6bl Mackun-
PYOT CYLLECTBYIOLLYIO ANCTAPMOHMIO B OTHOLLEHWUN
«npupoga-yenoBek». KopeHb HPaBCTBEHHOCTM U
3TMYEeCcKoro oTHoweHwus K npupoge. B.A TuxaHoBa
(TuxaHoBa B.A. 1990) BMANUT B CamMOl CyTV aHUMa-
nmctnyeckoro TeopyectBa. OHa nonaraet, YTo MHO-
roIMKOE «INL0» aHUMaAUCTUKK XX Beka oTpaxkaeT
KOHLeNTyaNbHYIO MAEH0 LLIeHHOCTHOro MHOroobpa-
318 NPUPOAHOro Mmpa, Bce bonee HyxzatoLLerocs
B 3awmuTte (Puc 14, 15, 16)

Pa3zHoob6pa3Hble Bbipa3uTenbHble CPeACTBa, KO-
TOPbIMY OMNEPUPYHOT XYAOXKHUKN AaHHON 3Moxu, Ae-
MOHCTPUPYS HOBOE BOCTPUSATHE XXAHPOBbIX FPaHWLL,
X MOBMABbHOCTb, pa3pyLlas TPAANLMNOHHbIE YepTbl
>KAaHPOBOW CaMOCTOSATENbHOCTHW, BCAKUM pa3 MNos-
YepKMBaKOT 3HAUMMOCTb AAaHHOW naew, genas ee
obuesHaummon, obLieyenoBeyeckon B 0CO6eHHO-
CTW Ha coBpemeHHoM 3Tane. K.M. [loaros rosopwun
0 MOCTPOEHUN OTAENbHOW «PUNOCODCKON TEOPUM
yenoBeka», KOTOpasa M3y4vaeT BOMNPOChl «B3anMO-
LEeNCTBUS YeNloBeKa U MPUPOAbI, OTHOLLIEHNS NHOAEN
K NMPUPOAE N BO3AENCTBMSA MPUPOAbI Ha YeNOBeKa,
bopMMpoBaHMsA N pa3BUTUA YeSOBEYECKON 3CTe-
TUYECKON YyBCTBEHHOCTU M 3CTETUYECKOTO CO3Ha-
HWsl, XyA0XECTBEHHOM LLeHHOCTU Npupoabl» (Joaros
K.M. 1994).

Ba>kHOWM YacTbio Ky/IbTYPOAOTrMYECKOro acnek-
Ta ObITMA aHMMaANCTUKK B XX BeKe CcTann Teope-
TUYEeCKne B3rNafbl CaMUX XyA0XHUKOB, KOTOPbIe
npeACcTaBASOT LLEHHOCTb, Tak Kak 3aTparvBatoT ak-
TyasibHble NPO6eMbI, CBi3aHHbIE C MUPOM >KUBOW
npuposbl v ybeanTenbHO NOBECTBYHOT O 3HAYNMOCTY
aHMMaNNCTNYECKOro UCKYCCTBa. YNOMVHaeMbIl BblLle
Tpys BatarvHa paccmatpuBaet Xy40XKeCTBEHHO-Te-
opeTtnyeckune B3rnsAbl MacTepoB, NX OTHOLLEHMA K
MUPY XVMBOW NPUPOAbI, KOTOPbIE BbICTPaMBaOTCA
B CUCTEMY MHEHWI, yoexaeHur, yueHunin. Ix mmupo-
BO33peHYeckas NosnLma, OCHOBaHHas Ha 068U 1
3HaHWM XXMBOW NPUPOZAbI, ONpeaenvan TBopyeckoe

NNLO XyAOXHMKa-aHUManucTa B kyabtype XX cto-
netns n obpatnam BHMUMaHue obLiectsa Ha NepBo-
CTENEHHYI0 3HAYMMOCTb MPUPOLOBEAYECKMX 3aaY.
KaTtanoru BbICTaBOK XyAOXHWKOB-aHUManUCcTos XX
BEKa, B TOM YMC/Ie U NepCcoHabHble, ABUINCH MNOKa-
3aTe/IbHbIM NMPVYMEPOM 3HAUMMOCTN aHUMaAUCTUYe-
CKOrO >aHpa, Kak 061acTu NCKYCcCTBa, CNOCOBHOWM
npobyanTb y YesnoBeka YyBCTBO Nt06BK K NpUpO-
Jie 1 OTBETCTBEHHOCTU Mepes Hew.

OTa Bceoblas KOHLENLUNsA CoOXpaHeHWs npu-
POAHOro MMpa, Kak HeoHXOAMMOro KOHr1oMepaTta
XKU3HEAeATeNIbHOCTN YeNoBeKa, CTaBLuas YHUBep-
Ca/lbHOW, OTKPbI/Aa HOBbIM MAACT 3HAYMMOCTU aHW-
MasMCTUYECKOro NCKYCCTBa, MOAHAB Ha YPOBEHb
COBPEMEHHOCTU APEBHIOK GUNOCOPCKYHO NAEHD Me-
CTa YyenoBeka B NPUPOLHOM OPraHMUYeCcKOM MUpPE,
€ro B3aMMOOTHOLLEHMSA C XXMBOW NPUPOLOWA.

K ncropnt MMPOBOM AHUMAIUCTUKM

BTopoi acnekT, HTepecyroLLmMin ncciesoBaTenen
— 3TO UCTOPUA MUPOBOM aHUMANNCTMKN, KOTOpas
Jana HeNnoOBTOPUMble 06Pa3Libl XyA0XKECTBEHHbIX pe-
LeHW. B MHOroobpasum ntepatypbl MOXHO OTMe-
TUTb BHUMaHMWE KPUTUKOB K APEBHEN aHUMaNNCTUKE,
1306paxKeHMHo XXMBOTHbIX B APEBHMX LIMBUAN3ALUSX,
aHTUYHOCTU. Ha3oBem aBTOPOB, KOTOpble B 60/1b-
LWen Mepe 3aHMManncb gaHHou npobaemoi. Cpe-
an Hux: David Aftandilian (Aftandilian David 2007),
Gordon Lindsay Campbell (Campbell 2014), Howard
Morphy, (Morphy Howard 2014) n gpyrue. OHu yka-
3bIBarOT Ha 3HAUYMMOCTb aHUMaNUCTUYECKOTO UC-
KyCCTBa, Ha Ty pPOJib, KOTOPYHO XXMBOTHbIE Urpaaun B
oblLuecTBe, a MX M306paxKeHNs BbICTYNaan HEKUMU
Ono3HaBaTe/IbHbIMW 3HakaMu B obaactn Muda nam
KynbTa. [OHVMaHWe M1pa YeNoBEKOM TOro Bpeme-
HW Nerno B OCHOBY NMPEeACTaBAEHUN O XXMBOTHOM.
Tak, paccmaTpuBan aHuMannctuky [ipesHero Puma,
Toynbee Jocelyn M (Toynbee Jocelyn M 1996) ka-
caeTcst UKOHorpaduueckmx NpMHLMNOB n3obpaxe-
HWS 3Bepel, Kak M3ZaBHa UCMO/b3YEMbIX MPUEMOB
N CPeACTB, UTOObI BbIAEANTL N NOAYEPKHYTb 3Ha-
UMMOCTb OMpesesieHHbIX MePCOHaXen B obLecTse.
OcobeHHO Bnevat/iseT aHMMaAnCTUyeckunii obpas
JpeBHero ErnnTa - ymeHneM gpeBHUX XYAOXHW-
KOB 3ameuvatneTb B HaTYypPHbIX MAaCTUYHbIX dopmax
TO CaMOe 1aBHOE U CTEPXKHEBOE, YTO OblI0 BaXKHO
A9 eTUNTAH, He HapyLUMB NOBeAeHYeCKOl Xapak-
TepucTnkn 3seps. B 06061 eHHbIX LenocTHbIX hop-
Max >KXMBOTHbIX CKBO3UT HenokoaebrMas sHeprus
naoTW, KoTopas obseknacb B pOpMy COOTBETCTBY-
toLLLero Ky/bTa, NoApasyMeBatoLLero ropAenmBocTb

n Beanume camoro ¢apaoHa. HecnyyaliHo pycckuii
XYAOXKHUK-aHUMANNCT, OCHOBOMONOXHNK aHUMa-
nncTmnyeckoro xxaHpa XX Beka B.A.BataruH tak 6bin
MJIeHeH UCKYCCTBOM APEBHUX KynbTyp: Mekcnkm, Kn-
Tasa, ErnnTa, Mpeuunn. B gpeBHemM nckyccTBe 3Bepb
CTOAN B LLeHTPe BHUMaHMA XyA0>XHWKa, a 0bpa3bl
cozepxkanv ybeAnTeNnbHy TPakToOBKY U 6bl1n 1C-
MOJIHEHbI BO/bLLOW «BHYTPEHHEW CUMbI» N 3HaYe-
HUA. Jna xygoxKHnKa HoBoro BpemeHu, KOHeuHo,
Mmena 3HauveHve He HoXKecTBEHHAs CTOPOHA Ky/b-
Ta, NPUAaBLLAs 3BEPHO BUJ HEMOKONEOUMON CUNbI U
HEKOWN «CBATOCTU», @ 3HAUEHWNE 3TOWN CUbI, COAEP-
XKallerncs B npupoge. B HbIx ucTopnyeckmx ycno-
BUAX XXMBOTHOE BPAA /N 6biN0 bl CTONb 3HAYMMO
1 ABUNOCH FOCMOACTBYHOLLMM O6BEKTOM M306paxe-
Hus. CMMBOAMYeCKOe BOCNpuATHe obpasa, onpese-
JleHHasn YC/I0BHOCTb N306pa3nTeNbHOrO A3blKa — 3TW
KayecTBa UMMOHMPYHOT MMPOOLLYLLIEHMIO BaTarmHa.
B HUX OH BUAEN KOHLUEHTPaLMIO CUA ANKOTO XW-
BOTHOTO, LIeNIOCTHBIN CUHTE3 BCEX €ro NMPUPOAHbIX
Hauan. B kauecTBe Npumepa MOXHO NPUBECTUN aHU-
MaJnMCTMYeCcKoe OpHaMeHTalbHOE UCKYCCTBO CKU-
0B, No/yurBLLIEe Ha3BaHWE «3BEPUHBIV CTU/Ib» Fae
>KMBOTHOE B MNepernieTeHnaX AeKopaTUBHON KOM-
No31LMM NPeBpaLLanoCh NOYTU B repanbAnyeckuia
3HaK, CBOVMMM YCNOBHbIMWU 1 OJHOBPEMEHHO peab-
HO y3HaBaeMbIM¥ GOpPMaMK, UCTOYUANO HEKYIO Ma-
rmyeckyto cuny. (Puc. 17)

XunBOTHOE, Kak «3BepoHOXKeCTBO», CNOBHO NKO-
Ha — BOT Ky/IbMUHaLMNA CMbICIOB Y APEBHUX Ma-
CTEPOB U XyA0XECTBEHHAs MPUTATraTe/IbHOCTb A5
COBPEMEHHOro MacTepa, BK/toYas aBTopa HacTo-
ALLen cTaTby.

Mactepa HoBoW 3noxu CkNOHHbI 06palLaTbecs K
ncTopum, Kotopas borata CBOMMUW UCTOKaMu 1 Tpa-
anumamun. lpyrve pycckme Xya0XKHUKM-aHUManNCTbI
IN.C.EdumoB v [].B.Topnos genaroT akLeHT Ha CTa-
pOM pYyCCKOM HapOAHOM TBOPYECTBE, KOTOPOE, MO
NX MHEHWUIO «ABASKOT COHBON 0bpasLibl AelCTBUTENb-
HO BbICOKOTO, BEYHO BAOXHOB/SIOLLLETO UCKYCCTBA»
(Edmnmos W.C. 1977) A.B. Topnos nucan: «<YmeHune
HapoAHbIX MacTepoB NnepesaBaTb PUTMUYECKYHO
CYLWHOCTb M306paxkaemMoro, yc10BHO 0606LwaTb 06-
pa3 B CBOKO oyepesb AaeT BO3MOXHOCTb YCNOB-
HO pacnuncbiBaTh, MOBbILIAA HaNPAXEHHOCTb LiBETa,
He yTpaumBas Npu 3TOM OLLYLILEHWE XUBOTO, YMe-
Hue yaep>kaTbca B 0606LLeHHOM 0bpa3e, Ha apeHe
MOJIHOM accoumaLmMm € XXMBbIM, He NpeBpaLlas ero
B WapX uan kapukatypy». (Muncbmo opnosa [.B.
babeHunkoBy M. 1956) Xya0XXHNKN-aHUMaANCTbI
OCTaHaB/AMBAOT CBOE BHUMaHWE Ha APEBHEM aHW-
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MasIMCTUYECKOM UCKYCCTBE KaK Ky/IbTYPHO-UCTOPU-
YeCKOM ABJIEHUN He 14 TOro, YToObl NontoboBaTbCA
MPOL/bIM, @ A/1f TOTO, YTOObI MOATBEPAUTL 3HAUN-
MOCTb pEBHErO NCKYCCTBa Ha COBPEMEHHOM 3Ta-
rne, Kak NPOYHbIV GyHAAMEHT U BOraTbli MCTOYHUK
AJ151 COBPEMEHHOW aHWMaNNCTUKM.

3aMeTuM, UTO B KayecTBe KpUTepmueB 3HaUMMO-
ro, B Kakol - TO Mepe OnpesenstoLLero NckyccTea
NCCNeLoBaTENN U XYAOXKHMKN BbIOBUPAIOT PAZ 3MOX,
4aCcTo KNACCUYECKON aHTUYHOCTM, BCMIOMUHAKOT 3M0-
Xy npoceelleHnsa nam pomaHtmama XVII-XIX Bekos,
He ocTaBnsAlOT 6e3 BHUMaHMA n XX ctoneTue. Bbl-
60p KNacCcM4eckoro UCKyCcCTBa, BEPOSATHO, CBA3aH C
TPaAVLMOHHBIM MCCNeA0BaTENbCKUM MHTEPECOM K
60/IbLLINM UCTOPUYECKMM CTUISIM U SPKMM MpOsiBAie-
HUAM XyZ0XXECTBEHHOIO NoTeHLmana. Ecam npoitmch
Mo BeKaM, TO 3aMeTWM, YTO UCKYCCTBO aHNMannCTu-
K HaXOAMWI0 MHTEPMNPETaLIMIO B pa3Hble CTONETUS.
Bo3sbMeM nepuog cpesHeBekoBbs. Kazanoch 6bl,
3Moxa CX0NacTnKK, KOHLEHTPaLUM XPUCTUAHCKOTO
MWPOBO33PEHNs OCTaBWUIa MPUPOAY B CTOPOHE NN
npviBesa K CEpbe3HOMY NEPEOCMbICIEHUIO ee PO,
3a6BEHNI0 aHTUYHOTO GUNOCOPCKOTrO YUEHMA O Ma-
Tepun. XXKMBOTHOE NpeBpaTUAOCh B YNCTbIV CUMBOJ,
YyTPaTMIO CBO MPUPOAHYHO CYLLHOCTb. B n3o6pa-
3UTe/IbHbIX MOTMBAaX AOMUHUPYIOT He peasibHble, a
daHTacTMueckne obpasbl. Tem He MeHee, HannLo
cnepyrowmii dakt. Korga mactep cpesHeBekOBbs
obpallancs K TpakTOBKE TOTO WM MHOTFO XPUCTU-
aHCKOro MOTMBa nau obpasa, Hanpumep, XMmep,
rOpry/svic Ha roTmyeckmx cobopax Uam KOHen Ha
PYCCKOW MKOHE, OH TaK WM MHauye 3a OCHOBY b6pan
peasbHOe XVBOTHOE, TOJIbKO MOTOM ero npeob-
pa3oBbiBa/ B COrNacun € 3aMbIC/IOM, TpebyeMbl-
MW KaHOHaMW. AHTPOMOMOP®HbIV 1 300MOPOHbIN
06pa3bl NOAUMHAANCL MPUHLMNAM MKOHOTpadum.
Peub nAeT He TOJIbKO O PEAUTNO3HbIX, MUPUUECKNX
nepcoHaxax, obnaveHHbIx B GOpPMYy KaHOHa, a o
Tex obpaszax 1 Mogensx, KoTopble BbIv B YEM-TO
NAEHTWNYHbI 06pa3y yenoseka.

Ha npoTsxeHun cTonetunii XyJoXKHNKN HEOAHO-
KpaTHO obpallannch K n3obpa>keHnto 3Bepen, Ha-
6t04aeMbIX MW B PeaNbHOCTM U TEX, KOTOPbIX He
BUAEAN, HE NMes NPeACTaBAeHMsA O TOM, KaK OHW
BbITIIAAT, UTO HE MeLLano UM BUAOU3MEHSATb 1 Mpe-
obpaxaTb UX MO CBOeMY 3amblcay. ecTBUTENBHO,
3BepU, NTULLbI, HACEKOMbIE OXOTHEE MOZBEPTratoTCs
ctunmnzaumu, GaHTacTMUYeckMM NpeBpaLLeHNsM, He-
Xenu Apyrue matepuasnbHble Gopmbl. MprupogHas
KOHCTPYKLMS, BKAKOUAs 3Bepen U NTUL, HaCEKOMBIX,
pacTeHust HaCTONbKO MHOTOJ/IMKa, YTO €€ MOXHO MO-
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JAenMpoBaTb BO BCEBO3MOXHbIX paKypcax 1 BUAax.
34€eCb Mbl FOBOPUM O NMPUPOAE, UMEHHO Kak o de-
HOMeHe, NpeACcTaBAAoLL el chepy MHOXECTBEHHO-
ro MHoroob6pasus. lpyroin npumep — mup daopsl
1 dayHbl B rONNAHACKMX, HEMeLKMX, GpaHLy3CKMX
HaTtopmopTax XVII -XIX Bekos (Puc.18).

B Hux HeT 3ameTHOro npeobpaxeHns Gpopm, ak-
LLeHTbl NpUobpenn Apyron xapaktep v cMmbici. Bbl-
MMCaHHble B CBOMX MUHUATIOPHbIX MOAPODBHOCTAX
npo3payHble Kpblibs CTPeKo3, boraTble LBETOBbIM
KOJIOPUTOM 1 Y30POM Kpblaibsi Habouek, CTPOVHbIN
PAS, TOHKWX HOXeEK MayKoB Uan 6apxaTUCTOCTb «oge-
SHWS» TMOKOro Tena ryceHuL, OTAMBaoLWnn 340p0-
BbIVi 6/1€CK OMepeHNs 3K30TUYECKUX NTUL, LLKYPOK
3aliLeB, 6es10K, KOWeK 1 APYrux npeacTaBuTenen
3BEPUHOTO LLapCTBa, CBUAETENLCTBYHOT O IBHOM BOC-
TOpre XyA40XHUKOB XUBOW $U3MUYECKON MaTepu-
ei. MacTepa CTpeMuANCh Kak MOXHO Kpaco4yHee
N LOCTOBepHee nepesaTb BeCb KONOPUCTUYECKUI
y30p 37O MaTepuun. [laxke COBPEMEHHOTO 3pUTes
YAMBAAET CTENeHb CKPYMYyAe3HOro NMcbMa Kaxkaon
JeTanu, LJOBeLEeHHOM A0 BbICLIEN UANKO30PHOCTU.
Hanpumep, korga mMbl aHannsnpyem TBOPYeCTBO
ronnaHackoro xypoxHuka XVIl seka lMayna Notre-
pa, ero creunanmsaunio B 0baact rpaBnpoBaHuns
N PUCOBAHMA XXMBOTHbIX, TO 6€30 BCAKOrO COMHe-
HWA NoAYepPKHEM BUPTYO3HOE MACTepPCTBO XyZAOXK-
HWKa, CNOCOBHOro CBOMMMW KapTMHamun HBykBasbHO
3aBOPOXMUTb 3pUTENS, MOCKObKY OHWN BbITIAAAT Kak
Hactosuwwme. (Puc. 19, 20)

B faHHOM Ciyyae nepeocMbiCieHME 3BEPUHBIX
dopM He NoHago06nN0Ch. XyA0XKeCTBEHHas OLLeHKa
3TOrO MCTOPUKO-KY/IbTYPHOrO Nepuosa 1 Npomncxo-
AALLMX B HEM npoLieccoB apyras. [pu 3TOM cMbICaO-
Bas CMMBOJIMYECKas Harpyska ocTaeTcs 3HauyMMON.
Ha KkapTuHax Xys0>XKHUKOB AEMOHCTPUPYETCS He
NpocTo nopxatowas 6abouka, MON3YLWMNI XKYUOK,
60>Xbsi KOPOBKA C OFHEHHO-KPACHbIM MaHUMpeM 1
6e/bIMU ropoLLIMHaMK Ha ero BanKyroLLe NoBepx-
HOCTW, UM NepAaMyTPOBbIE PaKYLLUKX C YAUTKaMU Ha
6e/10CHEXHOW ApanupoBKe, a Liesioe M1Upo3aaHne
BO BCex BMON0rnyeckmx 3aKkOHOMEPHOCTAX U TOH-
KOCTAX. B KaX40M 13 HUX CBOV NPUPOAHbIV CMbICS,
noA4YepKHYTbIN MacTepoMm. Tak, aHasn3mpys Npoms-
BEAEHNA aHTIMNCKOTO XyA0XKHMKa Yunbsima XorapTa
C n306paxeHnem AoMaLlHUX XMBOTHbIX, B. Beirne
(Beirne 2014). 3aTparnBaet npobaemy asmbiemaTMKm
N CUMBOANYECKOM CYLLHOCTU aHUMannNCTMyeckoro
obpasa. Pag npvMepoB MOXeT ObITb MPOLOIXKEH,
Mbl XKe caenaeM Heobxoammoe pestome. Mprpos-
Has dopMa MHOroobpasHas 1 CNOXHas Mo CcBOe-

My COCTaBy, OpraHu3aLmn, BHELLHUM NpU3Hakam,
elle 1 CMMBO/IMYHa, 0bnaZaeT reHeTUYeCKom 3Ha-
KOBOCTbO. 3Ta NPUPOAHas AaHHOCTb B BUAE 3HaKa
TpebyeT n3yyeHus 3aKOHOB NPUPOAbI, YTO U Aena-
eT YUeNoBeK Ha MPOTAXEHUN BCEro CyLeCTBOBaHMA
MaTepun. [lpyroi 3HaKOBOCTbIO YesIOBEK HagenseT
npupoay No CBOEMY YCMOTPEHMIO. ITO aHTPOMNo-
Mop®dHbIY NpuHuMn. Koraa nsobpaxaercs gukoe
>KMBOTHOE, CTeperyLee CBOK J00bIUy, BblpaXKeH-
Hbl 3BEPUHbINA MHCTUHKT COMOCTaBASAETCS C Yeno-
BEYECKUMM NMOCTYNKaMK, HeKOTOpble 13 KOTOPbIX He
BbI3bIBAOT YBaXKeHUs. Hanpumep, XuTpocTb, HepB-
HOe HanpseHwue, 3106a - 3TU KayecTBa NOHATHbI
yesoBeKy. YenoBek CKJOHEH COOTHOCUTL NOBeje-
HMe XMBOTHOTO CO CBOMM, HaxoAMTb 0bLLme YepTbl,
CXOXMe CBOWCTBA. YenoBek oyxoTBOPSIET CBOUMM
MbICIIMU TO OKPY>KEHMWE, FAe HaXOANTCA 1 Tex nep-
COHaX<el, O KOTOPbIX yMaeT, BK/IOUas XXMBOTHbIX.
Mo3TOMYy B TBOPEHUAX XYAOXKHUKOB Pa3HbIX Ky/b-
Typ, OYAYT M 3TO KNACCUYECKME IMOXN AN Neprnos,
HOBOW nUcTopUK, GopmMumpyeTcs 06pas, HageNeHHbIN
yepTaMu YesoBeUYECKOM IMOLIMOHAIbHOCTY, U OH
yacto obnekaetcs B opmy cumBOAa.

MPOBAEMBI CMELUN®UKN AHUMAIMCTUYECKOTO
M30BPAXEHMA

VcTopunueckunin acnekT cBsizaH ¢ npobaemor
cneundukn aHMManucTnyeckoro obpasa, KoTo-
pbii nHTepecyet V.®.YpBaHosa, N.LLmnara, B.Ba-
TarvHa, Vl.Ednmosa, B.TuxaHosy, Jacques Derida,
Nathanie Wolloch, Steve Baker, Joe Weathe n apy-
rMx uccnepoBartenen.

Cneumndunka aHuManmcTnyeckoro obpasa oby-
CNOBJIEHa XapaKTepOM 3BEPUHON MOAENN, UTO He-
NOCPeACTBEHHO CBA3aHO C BOCMPUATMEM XMNBOTHOIO
4YeNoBeKOM, MpejnonaratoLemM oLeHKy 06beKTVB-
HbIX U CyObEKTUBHBIX GaKTOPOB B M306paXKeHuy,
ero YyenoBeYECKOM OTHOLUEHUM (CMCTeMa B3ra-
[,0B Ha MUP XXWBOW MPUPOZbI, €e O4yXOTBOPEHME).

MocTXKeHne CyLHOCTU XXMBOTHOIO Hanpsamyro
CBf3aHO C ero nsyyeHunem, KOTOpPOe BbICTyMaeT ra-
paHTOM MacTepcTBa XyAOXHMKa. [osTomy, npexae
BCEro, BblAe/IMM NMTepaTypy, OCBELL Aoy BaX-
Hble BOMpocCbl 06pa3oBaTeNbHOro xapakrepa. 310
NmTepaTtypa, nocBAleHHaa NpodeccrMoHasbHOMY
pucoBaHWIO 3Bepel 1 NTUL. TakoB paHHUI TPYA
M.®.YpBaHoBa (YpBaHos W.9. 1793), koTopbi pac-
cMaTpuBas 0COHEHHOCTU PYCCKOM aHUMaNNCTUKN
XVIII Beka Hapagy € 4pYrMM XaHpammn n3obpasm-
Te/IbHOrO UCKYCCTBA: MCTOPUYECKMM, NaHALWAadTHbIM,
MOPTPETHbIM. «3BEPONUCL» onpeaenanach Kak oT-

AeNbHbIN XaHp, MO ONpeAeNeHnto aBTopa «pos»
>KMBOMWUCK, KOTOPbIV aKTUBHO B3aMMOAENCTBYET C
pa3HbIMUW XXaHpaMu 1 TpebyeT He MeHbLUNX yMe-
HWI 1 HaBbIKOB, YeM Apyrue. NMo3ToMy XyA0XKHM-
Ky «noTpebHO 3HaTb» CBOV MOAENN N «PUCOBATb C
pa3HbIX N306paXKeHn N3BECTHENLLMX XXMBOTHbIX,
pacTeHunin n uBetoB» (YpBaHoB V.®. 1793. c.37), a
TakXe C HaTypbl. ABTOP O4epUMBaET TEMATUYECKUIA
W CHOXKETHBIW KPYr aHUMannCcTMyeckmx MOTUBOB, pac-
CMaTpMBAaET Kak OHW MOTYT TPaKTOBaTbCs B NPOUN3-
BeAEeHUM N KaKUMW HaBblKaMu NPW 3TOM JOJKEH
obnasaTb XyAOXKHMK, UTOObI NpesCcTaBUTb JOCTOM-
Hoe n3obpaxeHue. Ero nHTepecyer, Kak 206uUTbcs
nepeAaun LOCTOBEPHOro obvKa 3Bepent 1 NTuL, Tex
KayecTB, KOTOpbIe 1 ONpeaensatoT CBONCTBA aHMMa-
nunctnyeckoro xaHpa. C 3Toi uenbto YpBaHoB pas-
paboTan nogpobHble «PyKOBOACTBA» AN KaXA0M
aHVMaNMCTMYeCKON rpynnbl, CNpaBeAanBO nosaras,
YTO pa3Hble MOPOAbI 3BEPER 1 MTUL, Pa3INYaroTCs
CBOWMMW CBOMCTBaMW 1 Npu3Hakamun.Bce 3t nono-
XeHMA Halwnu oTpaxeHune B ntepatype XIX Beka,
B YaCTHOCTK, B Tpysax Mimnepatopckol AkagemMum
xypoxecTs, a Takxe y A.A.lUtenvHa (Wteann A.4.
1990). Korga B pycckoin AkaseMnm xyLoxecTs 0b-
Pa30BaANCh «KNACChI» MO OCHOBHbIM «POJaM»-XaH-
pam MCKYCCTBA, OPUEHTMPOBAHHbIE Ha KOHKPETHYHO
obnactb 0byueHus, TEOPETUKN U CaMu nesaroru
CTanu ocgellaTb BOMPOChl UX Cneumnanmsaumm Ha
CTpaHuLax NepuoanYecknx nsganuni. MossneHne
B 1763 rogy knacca «3Bepen v NTmL» 61aroTBOPHO
CKa3anoCb Ha 0By4YeHUN 3TOMY UCKYCCTBY MepBbIX
PYCCKMX XYAOXKHNKOB-aHNUMannCToB. [og KypaTop-
CTBOM HEMELLKMX MacTepOB yyalumecs Liar 3a Larom
YUYUINCh packpbiBaTb GeHOMEHasIbHble BO3MOXHO-
CTK >aHpa. [1o 3TOro BpemMeHu XX1BOTHOE He Bbl-
CTynano 06BbEKTOM U3yYeHUs U NpaBLonoA06HOro
n3obpaxeHus. NMockonbky B AKaseMUn XyaoxecTs
6bl1M OpPraHnM30BaHbl Pa3Hble KAacChbl MO pPoay Aen-
TENbHOCTU: «UCTOPUYECKUI», «BaTaNbHbIN», «NaHA-
WadTHbIN», «ObITOBON», «LIBETOB W MAOLOB» U B
KaX>AOM M3 HUX XXMBOTHOE MOFI0 M30bpaxkaTbcs,
MO3TOMY BaXKHO HblJ1I0 HAayuUnTb BYAYLLUMX XYLOXKHM-
KOB NMPaBUAbHOCTU U30DOPaXKeHNs XXMBbIX CyLLECTB.
Beab 3Bepu, NTULbI, HACEKOMbIE, BCA BUAMMan do-
pa JOMKHbI BbIAN Nerko y3HaBaTbCA B nersaxe, B
HaTHOPMOpTE, Ha ObITOBOM KapTuHe 1 T.M. Mo3aTomy
Aenanca akLeHT Ha y3HaBaeMOCTb BUAA, MOPOAbI
3BepeM, MX BHELLHIOH CXOXEeCTb 1 Ha 3HaHWe aHa-
TOMWW, UTOObI OHU BbITAAAENN «MCMPABHOMO POAa».
C 3TOl LUenbo XMBOTHBIX KnaccMduLunMpoBaan Ha
ABe rpynnbl: «<3BepMHan C NTULAMK» U «BOPOBbI-
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MUK CKOTaMW». Torga xe CNoXUA0Cb MHEHWE, UTO
«poa» aHUMaNUCTUKKN ByLeT NONHOLEHHbIM, eCan
n3obpakatb 3Bepei 1 NTUL, B PasHbIX NOJOXEHU-
X, COCTOSIHMAX, OTBOAS MM MeCTO B COOTBETCTBY-
FOLLIMX >KaHpax u nsobpaxas otaenbHo. NoHnmas
BCHO C/IOXKHOCTb TPAKTOBKM XXMBOTHbIX, B CTeHax Aka-
AEMUN XYLOXECTB CTa/v NOABAATLCA BCEBO3MOX-
Hble PYKOBOZACTBA, CMPAaBOYHMKN MO UX U3YUEHWUIO,
a MMeHHO, Kak n3obpaxaTb 3Beper B naHawadTe,
6bITOBON Cpese, B HaTtopMopTe. Nonaranock, YTobsl
AOCTNUb MACTEPCTBA «UYPE3BbIYANHON Y OTMEHHON
paboTbi», C1ef0BaN0 BbIMONHATL MHOXECTBO YrpaXx-
HeHWI, HEOAHOKPATHO LUTYAMPOBaTb HaTypy. TOAbKO
TakoW OMbIT, MOCTOAAHHbIE YNPaXKHEHWUS MOAHUMYT
CTaTyC aHUManUCTUKN JO CTEMEHN MPEBOCXOAHOrO
n306paxeHuns «aen boxbunx 1 yenoBevecknx». Tak
MOCTENEHHO B YUYeHNYEeCKoW cpese dopmmnpoBancs
LWNPOKUIA B3I Ha NPUPOAY, UCMOAHEHHOM CNOX-
HbIX 1 MHOTOOBpPa3HbIX XM3HEHHbIX MPOSBAEHWNN.
KapTuHa Mypa He MoXeT BbITb LLeNOCTHON 6e3 UH-
TepnpeTtauun daopbl u dayHbl. O6 3TOM Nucanu mc-
cnepoBaTeny, Korga nogpasymenany «gena boxsu
n yenoseyeckre». Kak BUAMM, Hapaay C APYTUMU
XKaHpPaMU: «UCTOPUYECKUM», «LIBETOUHbIM C QpPYK-
TaMu N HACEKOMbIMU», «JaHALadTHbIM», «NMOPTPeT-
HbIM», «BaTaNnYyeckMM», aHUMaNNCTUYECKUIA YKe B
TOT PaHHWUIA NepUoA NPOAEMOHCTPUPOBAN CBOW OCO-
HeHHble Xys0XecTBeHHble kKavecTsa. [.A.PoBuHCkniA
CUUTas, YTO @aHUMaNNCTUYECKNIA XKaHpP 3aCnyXXnn npa-
BO ObITb OTAE/IbHbIM, CAMOCTOATEIbHLIM. OHU rOBO-
PUAN 1 06 3CTETUYECKMX KaueCcTBax aHUMaNUCTUKW,
O MacTepCTBe XMBOMUCLIEB, YTO MOAHMMANO MUCKYC-
CTBO M306paXKeHMA XNBOTHbIX Ha YPOBEHb BbICO-
koro npopeccnoHanmsma. (PosmHckuii . A. 1895.
pp.99-102). XoTa B AkageMnm xyg0o>xKecTs aHMMa-
NNCTUYECKMIA XaHP HEe 3aHAN BeAYLLMX NO3ULMNA,
Kak, Hanpumep, UCTOPUYECKUN, MOPTPET, TEM He
MeHee, CYLLeCTBEHHO TO, UTO OH CTaJsl BKIOYaTb-
C B MporpamMMy akajemmyeckoro obpasoBaHus.
YMeTb n306paxkaTb XMBOTHbIX NMOJaraaocb BCEM:
NCTOPUYECKNM XMBOMKMCLIaM, baTanncram, XXaHpu-
CTaMm, nersaxucram, mactepaM HaTropMopTa 1 T.4.
BoT 3aeck nogoigeM K eLle 0gHOMY BaXXHOMY MyH-
KTy, XapakTepusytowemy GeHOMeH aHUManncTun-
KW, @ UMEHHO, — NepcoHannsamM MactepoB. MHorune
3apybexHble 1 pycckne aBTOpPbl B CBOUX Ny6au-
Kaumax nogpobHO onuncbiBatOT TBOPYECTBO TOrO
VAW MHOTO XYAOXHMKa-aHUManncTa, Ux NHANBMU-
AyanbHOCTb, NPUEMbI B M306paXkeHnm, BbipaboTaH-
HbIN UMUK MeTog. MeTog XyAO0XKHWKa-aHMManmcTa
— BaXHbI KPUTEPUIA OLLEHKM UCKYCCTBA aHMManu-
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ctvkn. OH NoMoraeT NPOBeCTU rPaHb MeXAay M30-
6paxkeHrem vesoBeka 1 XMBOTHOro. Hanpumep,
korga H.H.BpaHrens (BpaHrenb H.H. 1913) roso-
pUT O NPUHLMMNE NOAPaXKaHWUS NPUPOLE, KOTOPbIN,
6bI1 MOJIOXEH B OCHOBY akaZeMnyeckoro obyue-
HUA aHMManncTnyeckomy mckyccresy B XVIII Beke,
OH Mnojpa3syMeBas TlaTe/bHOe N3yyYeHne HaTypbl,
BCMaTpvBaHVe B ee MaTeputo, aHallorM4yHO TOMY,
KaK 3T0 yMenu Aenatb roanaHjLbl, Hanpumep, ma-
CTep newsaxa ¢ X1BOTHbIMM MN.MoTTep. Xusonuced,
Tak TLaTeNbHO M306paxan XXMBOTHbIX B Mei3axe,
YTO MO CYTW €ro aHMMannucTnyeckme obpasbl MOX-
HO Ha3BaTb NOPTPETHbIMU. MNogpaxkaHue, Kak MeTO],
0byueHuns B AkaZeMun XyA0oXKecTB n3HavanbHo ba-
31pOBaCA Ha CIelOBaHNN aHTUYHbIM ObpasL.am u
aHasnv3e XM1BOW HaTypbl, BKAtOYas ee naeanmsaLumto.
B aHMManncTnyeckom 1ckyccTBe OH CTan Hesame-
HUMbIM MPaBUJIOM W O3Hayan CTeneHb KOHKPEeTn-
KN B OTOBpaXKeHUn Moaenu.

B LienoM 3HauMMOCTb pasmblLlLIEHUA NCCeaoBa-
TeNeln 0 TBOpPYECTBE MacTepoB, 3Tanax ux obyueHus,
NCNOAHEHNA MU MPeyCMOTPEHHbIX akagemunye-
CKWX 3aflaHWii, opraHM3aLmm akaZeMnyeckmx Bbl-
CTaBOK W T.M., COCTOMT B TOM, YTO OHW 0HpucoBanu
NCTOKW aHUManNCTMYecKoro xaHpa. ViMeHHo B aka-
aemunyeckor cpese GOpMUPOBANNCL MHOTUE XY-
AoxHNUKM XVIII-XIX BekoB. ABTOPbI KOHLIEHTPUPYHOT
BHVMMaHMWe Ha MacTepax, KOTopble MPOLLIN Cepbe3-
HY0 NPOdECCMOHaNbHYHO LLKOAY, B YaCTHOCTW, B XXN-
BOMUCK BbigensatoT [pooTa, B ckyabntype Knogra.
Viccneposatens «ctaporo» nekyccrsa H.H.BpaHresb.
B KHUre «BeHok mepTBbIM» (BpaHrenb H.H.1913)
JaeT NoAPOOBHbIN aHaNM3 HEMELLKOTO X1BOMMCLLa
3Bepelt u ntuy poota. PaccmaTtpuBas KoAAeKLMIO
KapTWH 3TOro Mactepa, OH B OCHOBY TBOPYeCKOro
MeToza XyaoXKHUKoB-aHuManuctos XVIII Beka cTa-
BUT YNIOMMHAEMbIA NPUHLMIN «NogpaXkaHus Npupo-
Ae». OTOT MPUHLMMN MMEeN LUMPOKOE OTpaxKeHne He
TO/NIbKO B XXMBOMUCU, HO Y UMEN MECTO B CKY/bMTY-
pe. TBOpYECTBO CKy/bNTOPOB-aHnmanncros: l1. K.
Knoara (Mepuos B. 1888), H. A. JInbepuxa (LWnnos-
ckmm K.C. 1892), A. /1. Obepa (Tpynna «TypKMeHbI»
ckynbntopa Aptemus Obepa. 1875, cc. 119-121)
paccMaTprBanoCh B MOMYAAPHbIX XypHanax Toro
BPEMEHU: XYAOXEeCTBEHHO-AUTepaTypHOM «Bcemup-
Has MAOCTPaLMA», XyL0XKECTBEHHO-MCTOPNYECKOM
«Pyccknia xyA0>KeCTBEHHbIW apXUB», NCTOPUKO-/TN-
TepaTypHOM «Pycckuii apxmB», XyA0XeCTBEHHOM
«CTapble rogbl», B NepBOM WNOCTPUPOBAHHOM Ka-
Tanore cKy/JbMNTYPHOW BbICTaBKMU «Pycckme XyAox-
HUKM-aHUManncTbl XIX Beka», Bbileawmnin B 1886

rogy. Hekotopbie 13 HUX CHab>XeHbl AaHHbIMWU O
TBOPYECKOW MaHepe XyA0XHMKOB, BbI6Ope CKyb-
nTypHOro Matepvana.

Mactepa XX ctonetunsa: B.A.BataruH n V.C.E-
dnmMoB paccmaTpuBanm Bonpoc npodeccmoHanb-
HOW MOArOTOBKMN XYL0XHUKOB-aHUMaANCToB. Tpya
B.A.BatarnHa «BocnoMunHaHua. 3annckn aHMmanu-
cta» (BatarvH B.A. 1980) n kHura Edpumosa N.C. «O6
NCKYCCTBE U XypoxKHUKax», (Ebumos W.C. 1977) co-
Aep>kaT MaTepuas, Kacarolmiics npouecca paboTbl
XYAOXHMKOB B Pa3HbIX BUAAX NCKYCCTBA: TPAKTOB-
ke obpasa B cky/abNType, rpaduke, xmnsonucu. Ha
CTpaHuWLax NonyaspHbIX B TO BPEMS XXYpPHaoB, Ta-
KnX Kak, «[lekopaTmBHOE NCKYCCTBO», «MCKyCcCTBO,
«HOHBIN XyA0XHMK», «HOHbIN HaTypanncT», B.A.Ba-
TarvH, [.B.fopnos, N.C.Epnmos, b.A.Bopobbes n
ApYyrve XyaoXKHUKM-aHUManncTbl XX Beka faBanu
peKkoMeHAaLMm pucyoLw M. 3anasHoeBponerickme
nccneposatenn: Joe Weathe (Weathe J 2007), Lee J.
Ames (Lee J. Ames 1986), J. C. Amberlyn (Amberlyn
J. C. 2012), H. Laidman (Laidman 2012), Takxe noa-
yepKMBanu onpesenstoLLee 3HaUEHME XNBOW HaTy-
pbl B prcoBaHnn. OHU CXOAMANCE BO MHEHUK, UTO
TO/IbKO CEpPbe3HOE M3yUeHne cneunduyeckmnx oco-
H6eHHOCTel XXMBOTHOW GOPMbI MO3BOANT NMOAOW-
M K 06pa3HOMY BOM/OLLEHNIO 3BEPA B UCKYCCTBE.

3akntoveHmne

Hebonbluoi 0630p aHMMaANCTUUYECKOTO MCKYC-
CTBa MO3BOASET AaTb OLEHKY UCCIeL0BaTENbCKON
JNIMHWM aBTOPOB, MX 3aMHTEPECOBAHHOCTU MUPOM
NPUPOZAbI M UCKYCCTBOM aHUMannCTukn. B pasHoro
pogaa nybankauusx, KoTopble HOCAT UCTOPUYECKUI,
KynbTyponormyecknin, dunocodckuii xapakrep, npo-
CNEXUBAETCS NO3MLMA YeSIOBEKA, Er0 OTHOLLEHUE K
>KMBOTHbIM B UCTOPUN. [T0-pa3HOMY MOXHO OTHO-
CUTBbCS K XKMBOTHBIM, OZHAKO WX MPUCYTCTBME BMe-
CTe C YeNOBEKOM B UCTOPUM CHOPMMPOBANO TOUKN
3peHus, B3rNsAAbl, TEOPUN O UX POIU B YenoBeye-
CKOM 0bLLecTBe 1 KOHEYHO 06 MNCKYCCTBE aHUMa-
JIUCTUKM, HAaCTONIbKO CBOEOHPA3HOM, UTO MOXKHO
FOBOPUTb O ero GpeHOMEHaIbHbIX CBONCTBAX — CBOW-
CTBax 0CODObIX, KaCcaroLLMXCA YeN0BEeYeCkoro BocC-
NpUATUA B OTHOLIEHWW LlapcTBa ¢dopbl U dayHbl B
obuem, nctopuorpadms, cogepkallas 6osblioe
KOJIMYECTBO Pa3HOPOAHbIX N34aHWI, OCBELLAOLLNX
BOMPOChI Pa3BUTLSA aHUMANNCTUYECKOTO UCKYCCTBA,
CBMAETENbCTBYET O HaKoMaeHMM 60/1bLOro onbITa,
OTKPbIBaOLLLEro BO3MOXHOCTb LLe/IOCTHOrO OCMbIC-
NEeHNs 1N n3yyeHns cneunduyecknx CBOUCTB aHK-
MaJNCTUKN KaK XXaHPOBOTO ABJIeHNSA, ee BbITUA Ha
NPOTAXEeHUM BONBLLOrO NCTOPNYECKOTO Nepuoaa,

KOTOPbIV OCTaBWA B HacleAmne 3HaunTeslbHoe KO-
JINYECTBO Pa3HOObPasHbIX MPON3BeAeHWI. BHMa-
HMe NCKYCCTBOBEAOB, Ky/bTYPONOTrOB HEU3MEHHO
NpuBAEKaNN XyAOXeCTBEHHbIE JOCTOMHCTBA aHW-
MasIMCTUYECKOW CKYNbNTYPbl, XXMBOMMUCK, rpaduKm.

AHanvs vTepaTtypbl NO3BOAWI BbIAENNTb NPU-
OpuUTETbI B UCCIE0BaATENBCKOW JIMHUM aBTOPOB,
KaKOBbIMW ABASAIOTCA, KaK Mbl BUAENM, PEBHME U30-
6paxkeHnsa 1 0bpas XMBOTHOTO BONLLUNX NCTOPU-
yeckux 3nox. B 3Tol cBA3n, pycckas aHMMannUCTmMKa
HoBoro BpeMeHu npecneayet aHanorMyHyto Liesb, 1
[BVXKETCS MO CXOXEMY UCCe0BaTENIbCKOMY MyTH.
Ha ¢oHe cyujecTBytoLeli B 4peBHOCTY 1 Ha 3anage
JaBHeW TpaauLIMmn n306paxkeHns XMBOTHbIX Ha nep-
BOM 3Tare CBOEro CIOXEHNs pycckas aHManncTmka
onupanacb Ha 3anajHble obpasubl, 3aTeM pa3Bu-
BaJlacb NnapasiesibHO C APYrMMU HaLMOHa bHbI-
MW LLIKOJIAMM U CO BpeMeHeM chopMMpoBasa CBOU
TPaAUL MK, aKTyaabHble 4O HAaCTOSALLEro BPEMEHMW.

MpeacTaBneHHbIV B IMTepaType OmnbIT PYCCKMNX
1 3aMajHOeBPOMenCKUX UCTOPUKOB UCKYCCTBA CBU-
AEeTeNbCTBYET O NOC/e0BaTE/IbHOM MCTOPUYECKOM
NHTepece K aHUMaaNCTVKe, KakK LIeHHOCTHOM Mpw-
POAHOM SIBJIEHWM, 3aTparvBatoLLem acnekTbl HbITus
CaMoro 4yesoBeka. JTOT OMbIT HaTaNKUBAET Ha MbIC/b
0 HEOBXOAMMOCTY JANbHENLLIMX PACCYXKAEHWI U MPO-
BeZAeHMA nccnesoBaHnin B 061aCTV COBPEMEHHOTO
AHUMaZIMCTUYECKOTO UCKYCCTBA B KOHTEKCTE MU-
pOBbIX FN106anbHbIX MPO6AEM, MOAKAOYAS AaHHble
COBPEMEHHOW KynbTypoaoruu, dpunocodum, brono-
rmyeckmx Hayk. «[puposa — XXMBOTHbIE - YesIoBEK»
- 3Ta AlaBHAS LEHHOCTHas cojepykaTenbHas Tpraja
B Hauvane XXI ctonetuns TpebyeT HOBOro oCMbICae-
HWS M aHWMaNUCTUKa 34eCb BbICTYMNAET He TOJbKO
n306pasnTeNbHON TEMOW BPEMEHW, HO U cHepor,
BbIXOZSLLEN 3a ee rpaHuLbl B 061aCTb OHTONOIUN,
coBpeMeHHOoro obuectea. Ha cmeHy MogepHU3My
C MeTadU3MyeckMM Maeanom 1N NociesoBaBLIEMY
32 HMM MOCTMOZAEPHN3MY NMPUXOAUT COBPEMEHHOE
NCKYCCTBO r106anbHOro oxeata, Mpu3BaHHOE Hapu-
coBaTb KapTWHY ByAyLLErO B LUIMPOKOM UHTEPHaLM-
OHa/IbHOM acrekTe, NpuBaeKas K COTPYAHNYECTBY
Kak XyJ0>XXHUKOB-NPOpeCccnoHanos, Tak n arobute-
Neii B pa3HbIx cTpaHax, GopMumpys XyJ0XKeCTBEHHOE
BUZAEHME, BKYC U LLeJIOCTHble HPaBCTBEHHO-3TUYe-
CKMe YCTaHOBKM BO B3rasijax N0Aeln Ha MUP XKK-
BOV MPUpOAbI.

bnArogAPHOCTU:
JTa cTaThs Hblna NogaepskaHa MporpaMmmoit cTpa-
TernM4yeckoro akagemmyeckoro anaepcrea PY/H.
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CHRISTMAS CANTATAS BY CRISTOFARO CARESANA
AT THE GENRE FRONTLINE OF THE NEW TIME
(SUITE, CONCERT, OPERA)

Summary: The focus of the article is the spiritual com-
positions of Italian composer Cristofaro Caresana, whose
work expressed the fading culture of the Renaissance in
the upcoming and already developing Baroque. The beau-
ty of the soloists’ ensemble singing in Caresana’s music
attracts listeners; in his works, there are no choirs with
monumental parts, each of which could consist of ten or
more choristers during his time. His music is transpar-
ent and light with the achievement of the Renaissance,
namely the imitative technique. Imitations are repetitions
of short melodic phrases, passing from voice to voice. In
the early Renaissance, only performers of secular songs
used them. However, they became the centrepiece of
spiritual compositions in the late Renaissance.

In addition to ensemble singing and the imitative
development of musical thought, Cristofaro Caresana’s

CANTATA-SUITE:

TARANTELLA (1673), ViGIL (1674)

I would like to begin by expressing my gratitude
to Nikolai Bulchuk, the editor-in-chief of Radio Ra-
donezh, for introducing me to the music by Cristo-
faro Caresana. It was Nikolai Bulchuk who suggested
preparing a program about the Christmas cantatas
by an ltalian composer of the New Age, not well-
known to a wide audience. The name of Cristofa-
ro Caresana turned out to be almost unknown to
musicians. It became apparent that his works had
been kept in the Archives of the Hieronymite Or-
der in Naples for three centuries (the 18th, 19th,
and 20th centuries) [6]. The composer’'s music was
brought to light just over thirty years ago by Anto-
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Christmas cantatas are interesting for the features of sec-
ular instrumental genres, which are considered charac-
teristic of the Baroque era. The article could have been
called differently: vocal origins of instrumental genres
or spiritual origins of secular genres. The first phenom-
enon testifies to the fact that vocal genres were a labo-
ratory of instrumental music. It is no coincidence that an
instrumental melody was called a "textless tune” in one
of the first treatises on secular music (Johannes de Gro-
cheio, Ars musicae, 1300). The other phenomenon, the
fusion of the spiritual and the secular, is manifested not
only in the dramaturgy of the cantatas, but also in their
content. Thus, Cristofaro Caresana’s Christmas cantatas
testify to a man of the New Age, who, it seems, is moving
further and further away from the truths of Christianity.

nio Florio, the conductor of the Cappella della Pi-
eta de’ Turchini (today the ensemble is called the
Cappella Neapolitana)’. Since the 1990s, the musi-
cians of the Cappella have recorded six Christmas
cantatas by Cristofaro Caresana, which will be dis-
cussed in our program [8, 9, 10].

Let us list these cantatas: Pastorale (1670), Taran-
tella (1673), Caccia del bull or The Bull Hunt (1674),
The Demon, the Angel and the Three Shepherds
(1674), The Vigil (1974), The Adoration of the Magi
(1676). Some of the titles make one wonder, don't

1. The Cappella della Pieta de” Turchini ensemble: Maria Grazia
Schiavo (soprano); Valentina Variale (soprano); Filippo Minezza
(countertenor); Giuseppe De Vittorio (tenor); Rosario Totaro
(tenor); Giuseppe Naviglio (bass). Ensemble, conductor: by
Antonio Florio.

they? For example, what does Tarantella or Span-
ish Bullfight have to do with the Nativity of Christ?
Before turning to the content of the cantatas, let
us say a few words about their creator, compos-
er Cristofaro Caresana. Italian musicologist Dinko
Fabris, the author of the annotation to the record-
ing of the Christmas Cantatas, writes: “Along with
the better-known Francesco Provenzale, Cristofa-
ro Caresana was one of the most significant com-
posers working in Naples before the appearance
of Alessandro Scarlatti” [6]. The circle of compos-
ers in which Caresana’s name is inscribed testifies
to the generation of musicians of the second half
of the 17th century, that is, those composers who
prepared the era of opera seria [2].

Theatre indeed influenced Caresana’s work. In
his youth, he was an actor in the Febe Armoniche
troupe. The troupe toured throughout Italy, and
thus, Cristofaro Caresana found himself in Naples,
the city where he would spend most of his life. It
is known that Febe Armoniche brilliantly present-
ed Claudio Monteverdi's last opera, The Corona-
tion of Poppea [10], in Naples in 1651. Dinko Fabris
writes that Cristofaro Caresana studied music in
Venice. In this case, his immediate teachers could
have been students of Claudio Monteverdi, one of
the founders of the opera genre, and the compos-
er could have learned all the subtleties of the op-
eratic "excited style” almost first-hand.

Speaking about Venice, Fabris specifies only the
names of Cristofaro Caresana’s classmates — his
brother Andrea and the famous organist and op-
era composer, Pietro Ziani. Nothing is known about
Caresana'’s origins and parents. However, there is, in
my opinion, a direction of research that could yield
results over time. This refers to the origin of the mu-
sician’s surname. As is known, surnames were often
determined by the name of a person’s homeland.
In the case of “Caresana”, it has already been in-
vestigated, however, it was connected with another
representative of the family, who lived almost two
centuries earlier. We are talking about, no more and
no less, one of the builders of the Moscow Krem-
lin, Aloisio Fryazin or, as Italian historians have es-
tablished his exact name, Aloisio Caresana. Here is
what is written about him:

“The birthplace of the Kremlin builder should
be recognised as Caresana, a suburb of the large
Piedmontese centre of Vercelli. It was from there
that the feverish construction of the famous Du-
omo Cathedral attracted craftsmen to Milan, who

looked like “Milanese” to the envoys from Moscow.
The Caresana family gave the world not only ‘wall’
craftsmen but also engineers and real architects.
The Caresana family name has been known since
the 14th century, and in the 16th century, the prefix
"de” was added to it, which may indicate belong-
ing to the nobility. Indeed, Giuseppe de Caresana,
the governor of Turin, colonel, fortifier, participant
in the siege of Nice, is known" [4]. It is the north-
ern ltalian history of the origin of the family name.
Perhaps the reason for the “absence” of composer
Cristofaro Caresana’s biography lies in his choice
of a professional path, primarily acting, different
from the types of noble service or even the hered-
itary business of the Piedmontese masters. In this
case, one can understand why his origin has sunk
into oblivion. Biographers have yet to restore it.

However, the reason musical creativity disap-
peared from the field of view remains unknown,
since Caresana, as a musician, achieved the highest
results. In Naples, he served as a singer and organ-
ist in the cathedral dedicated to the patron saint of
the city, St. Januarius. Over time, the composer be-
came the master of this Chapel, replacing Frances-
co Provenzale. Moreover, he served as director of
one of the Neapolitan conservatories, namely the
Conservatory of St. Onuphrius2. Note that the main
places of Cristofaro Caresana’s service are dedicat-
ed to early Christian saints, whose memory we also
celebrate; these are the holy martyr Januarius of
Benevento, Puteoli, Naples (April 21 / May 4) and
the Venerable Onuphrius the Great, the Hermit of
Egypt (June 12/25).

Moreover, there is a third place in Naples where
Caresana’s musical abilities were appreciated. He
served as a musician in the Union of Church Com-
munities, Oratorio Filippino or Order of the Hiero-
nymites. The communities were dedicated to Filippo
Neri, a Catholic saint of the 16th century, a contem-
porary of the Jesuit movement. It was in the archive
of this order, according to the composer’s will, that
his work was essentially "buried”.

Dinko Fabris writes that Caresana’s spiritual works
are most fully represented “in the form of 130 man-

2. "The Conservatory of Sant'Onofrio a Capuana dates from 1578
and is credited with its alumni. Niccolo Jommelli, Giovanni
Paisiello, Niccolo Piccinni, and Antonio Sacchini are the four
great names of 18t-century Neapolitan music. Italian Baroque
composer Cristofaro Caresana was the director from 1667 to
1690. The original building still stands across the street on
the north side of the old Vicarage, Tribunal, Hall of Justice of
Naples” [10].
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tas was translated into Russian®. Leonid Kharitonov,
a simultaneous interpreter, Candidate of Philolog-
ical Sciences, Associate Professor of the depart-
ments of the Moscow State Linguistic University,
completed the literary translation. Perhaps, the lis-
tener of Radio Radonezh is already familiar with Le-
onid Kharitonov from the literary translation of the
Confessions of Blessed Augustine into Russian and
other Italian-Russian publications []. Let us return
to the Christmas cantatas.

In terms of content, they can be called didactic,
that is, educational; to convey the truth about Christ
to the performers and listeners was the task of the
composer, who was probably also the author of the
texts. The idea of the authorship of both works is
suggested, for instance, by the verbal expressions
repeated from cantata to cantata, thoughts, accom-
panying the main evangelical theme, and other ex-
amples. In cantatas aimed at different audiences,
the degree, so to speak, of accessibility of under-
standing is different. The Feast of the Nativity is
described simply and plainly in the section of the
work that was prepared for conservatory students.
In other cantatas, the majority of which were com-
posed for professional performers and parishioners
of the cathedral, the events of the Gospel are placed
face to face with the phenomena of modern secu-
lar life. For example, with fortune-telling astrology
and the spectacle of a bullfight in the cantata Bull
Hunt, with a money card game in the cantata Vigil.

As for the musical content, each cantata is char-
acterised by a stylistic connection with the genres
of the New Age — a suite, a concert, or an opera“.
Thus, in the first case, by using fast or slow Nea-
politan songs and dances to express the experi-
ence of the Feast, the composer gives the cantata
a suite-like stylistic shade. At other times, by ar-
ranging a competition between soloists, or soloists
and a choir, or soloists and an orchestra, he recalls
the genre of a concert. Finally, the predominance

3. The author of the article is preparing to publish a book
entitled Christmas Cantatas by Cristofaro Caresana. Libretto.
Scores. Comments.

4. Inthe vocal and instrumental music of the Baroque, the forms
of the “second plan” have been noted by musicologists and
expressed by characteristics as “concert”, “variation”, “sonata”,
"suite”, etc. [5]
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in any cantata; it is all about accents.

The Tarantella from the Christmas Cantata of the
same name, composed in 1673, is one of the most
striking dance accents. The tarantella is known to
be a dance. “lts music was usually improvised; the
multiple repetition of the short rhythmic intonation
of the tarantella had a bewitching, 'hypnotic’ effect
on the listeners and dancers... The tarantella was
popularly considered the only cure for ‘tarantism’
— madness, believed to be caused by the bite of a
tarantula” [1]. Caresana also interprets the dance in
this popular understanding. In the libretto, the ta-
rantula is called “the wicked serpent of hell”, which
had “a nest high in the sky, but fell from that throne”.
The soloists sing about it in alternation with the in-
strumental ensemble in the middle part of the Tar-
antella (Example 1). The singers list in detail what is
happening to the tarantula: it “weeps and sobs”, its
“sting” is no longer dangerous, “a new flame con-
sumes” it, and “the chains on it become heavier”.
After each of the dance periods in the middle part
of the Tarantella, a line is highlighted by repetition,
which contains an important meaning: "<...> Hur-
ray, hurray to eternity! <...> This is how pride disap-
pears! <...> They who has risen up against heaven
will never win! (Example 2) <...> Start dancing the
tarantella again!”. And at the beginning and at the
end of the Tarantella, also alternating, the ensem-
ble sings, calling on everyone to "worship the won-
drous night”: “In the forests, in the valleys, in the
caves, / on hay and in the hut / worship the won-
drous night: / for manna is already flowing in all
the rivers. <...>" (Example 3).

Let us clarify that the rhythmic intonations of the
tarantalla are scattered throughout the turns of the
cantata — ensembles, recitatives, arias. However, the
apotheosis of the dance is a separate turn, a frag-
ment of which has just been performed. In anoth-
er Christmas cantata, called Vigil of 1674, all the
parts are song and dance. It is essentially a suite;
however, it is not an instrumental one, as would
be most familiar to us, but a mixed one — with
the participation of soloists, vocal and instrumen-
tal ensembles. Tarantulas, as is known, lived near
the southern ltalian city of Taranto. And the vigil,
which the composer tells about in the cantata of
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the same name, took place in central Italian Siena.
“Sienese Vigil” was the name of a secular pastime
at the card table, which entered the life of Italian
cities along with Spanish influence. In this canta-
ta, the composer likens the events of the Gospel
to the course of the Ombre card game (the game
of Shadow). Such content of the text is hidden be-
hind the piercing melodic and rhythmic dances and
singing of this cantata.

The dynamics are as follows: from dances (solo
and ensemble bourrée) to a lullaby and then to the
game: “be silent, you, voices of strings and strings
themselves, let the royal Infant sleep a little, quiet
down the singing, begin the game”. So, is the can-
tata aimed at inveterate gamblers considering the
saving Nativity of Christ is explained here in the
language of suits and game techniques? Did the
composer’s educational didactic zeal lead him too
far? The music testifies to the composer’s sincerity;
however, in combination with the text, it gives rise
to bewilderment, to put it mildly. Especially if we
consider that the card game with its four suits is a
desecration of the symbols of Christ's suffering —
blood, cross, spear, nails (which, as we recall, haunt-
ed the poets of the Silver Age: “Shine and no nails!
It is my and the Sun’s motto!” [3]). The card game
is casting lots: "they divided my garments among
them, and over my vestment, they cast lots” (Psalm
21:19). We will present fragments of each part of
the cantata — dance, song and game, having pre-
viously outlined the content of each of them.

The Borreia dance (that is what it is called in
Spanish) or the Bourrée (in French) begins with the
words about “the prayer of the happiest of women,
who gave birth to the light for the world that is suf-
fering” (borreéia is a prayer!) and calls for “giving our-
selves over to music, songs, and dances, giving free
rein to our hands, voices, legs... to whirl and praise
the born King by jumps and round dances”. Here
the game begins — for now it is a game of words:
“It is not true that it is night, no: / because a bright
light has shone and given birth to the Sun... it is
not true that it is night, no. / The streams of nectar
flow to the born King...". Then the borréia brings to

life in the listener's memory not the direct partici-
pants of the Christmas night — angels, shepherds,
and magi, but ancient characters: “the wheel of for-
tune breaks into arcs that, frozen in delight, create
a lullaby”, “Cupid plays sweet fugues on a golden
harp and weaves tunes on tuned strings”.

The lullaby (we definitely notice it if we listen to
the cantata, and do not confuse it with any other
part) begins like this: “Dormi o ninno, dormi core...”
— "Sleep, baby, sleep, my heart, / close your eyes
to my song; man sleeps, but God is awake, / for the
sake of love, Love does not sleep”. Italian researcher
Dinko Fabris calls the lullaby from the Vigil cantata
“one of the pinnacles of Neapolitan musical Seicen-
to art”. It is difficult to disagree with this. It is a mas-
terpiece of imitative minimalism, sounding either
doomedly short or turning into a point of infinity .

In the finale of the cantata, the beginning of the
New Testament is considered in terms of a game:
“He became a man to defeat hell... entered the game

nou

— was born on earth”, “to help the sinner win, the

"o

divine King wins everything”, “at first He lost, for

nou

He bet on a man, playing the apple”, “"He plays
alone, steals thousands of victims from Pluto”, “in
His hands, there is the great victorious trump card
— the stronghold of the Cross”, “even though he
dies to see the finality of death at the end of the
game, the bet always wins when its highest trump
card is love”, "applaud, loving hearts, to the cour-
age of the player, since the winner's reward is to
distribute gifts to the viewers"... Of course, such
parallels are alarming. Perhaps Cristofaro Caresa-
na, like Sergei Yesenin during the recent period of
our history when the souls of people were burn-
ing and the whole Fatherland was burning, and the
Church was burning, reached the state of foolish-
ness in his work, and his thoroughly folk song and
dance element is nothing other than a natural “cure
for ‘tarantism’. And the more vividly the words
convey what a person is spared from — from the
tarantula of card games, fortune-telling astrology,
pagan gods, and all other non-Christianity of the

New Time — the more powerful it is...
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POXAECTBEHCKNE KAHTATHI
KPUCTODAPO KAPE3AHbI HA Y)XAHPOBOW
MEPEAOBOW HOBOIO BPEMEHW
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ArHHomayua: CTaTbs NOCBALLLEHa AYXOBHOMY TBOpYe-
CTBY UTanbAaHckoro komnosutopa Kpncropapo KapesaHa,
KOTOPbIV B rpsiZyLLEM 1 yKe pa3BopauvBatoLemcs bapok-
KO CBUZETENIbCTBOBA CBOMM TBOPUYECTBOM 0O yXOAsLLEN
KynbType Bo3poxaeHuna. 3ByyaHne My3sbikn KapesaHa
npuBieKkaeT KPacoTolr aHcaMbaeBOro NeHns CoNNCTOB,
B €ro Npoun3BeseHNAX HeT XOPOB C MOHYMEHTa/IbHbIMMU
napTuAMK, KaXKaaa Ux KOTOPbIX y>Ke B ero Bpems Mor-
Jla COCTOATb U3 AecATn 1 6onee XopucToB. Ero Mmy3bika
npo3payHa v nerka JoCTuxXeHneM anoxm Bospoxaenus,
a UMEHHO UMMUTALMOHHOW TexHUKOW. Mimutaymm — no-
BTOPEHMA KPaTKMX Menoanyeckmx Gpas, nepexosaime
13 rosioca B ronoc. B paHHem BospoxaeHun nmu BbiLmn-
Ba/IN TOJIbKO UCMONHUTENN CBETCKUX NMeceHoK. B no3a-
HEeM — OHW CTaHOBSATCS BO F1aBy AYXOBHbIX COUMHEHWIA.

Kpome aHcambi1eBOro neHns n MMMUTaLMOHHOTO pas-
BEPTbIBAHUSA MYy3blKasbHOW MbICM, POXAEeCTBEHCKMNE KaH-

KAHTATA-CIOUTA:

«TAPAHTENNA» (1673), «<BAEHUE» (1674)

HauaTtb 5 xoTena 6bl ¢ 6aarofapHOCTU rNaBHO-
My pegpaktopy Pagno PagoHex Hukonato Bragu-
MUPOBUYY BynbuyKy 3a 3HaKOMCTBO C MY3bIKOM
Kpuctodapo KapesaHsbl. MiMeHHo Hukonari Bna-
AVIMUPOBUNY NPESNOXNA MOATOTOBUTL NMepesady o
PoxxaecTBeHCKMX KaHTaTaX HEM3BECTHOTO LUMPOKO-
MY Kpyry cayLiatenei utaabsHCKoro KOMnosmTopa
Hosoro BpemeHun. Vima Kpuctopapo KapesaHbl oka-
3a/10Cb MOYTN HE3HAKOMO U My3blkaHTaMm. Kak Bbi-
AcHunock, XVIII, XIX, XX Beka — Tpwn ctonetnsa ero
COUYMHeHMa xpaHmaumcb B Apxuse OpaeHa VMlepoHu-
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Tathl Kpuctodapo KapesaHbl MHTepeCHbI YepTamm CBETCKUX
WHCTPYMEHTaNbHbIX XaHPOB, KOTOPbIE CHUTAKOTCS XapaK-
TepHbIMU AN 3noxun bapokko. Haue ctaTbs Morna Hasbl-
BAEeTCA: BOKaJIbHbIE CTOKM MHCTPYMEHTa/IbHbIX XXaHPOB
WAN AYXOBHbIE UCTOKWU CBETCKMX XXaHpoB. MepBbiit de-
HOMEH CBMZETebCTBYET O TOM, UTO BOKaJbHble XaHpb!
6b111 nabopaTopuern MHCTPYMEeHTaNbHOM My3blkn. He cny-
YaliHO B OZHOM W13 MepBbIX TPAKTAaTOB O CBETCKOMN My3bl-
Ke MHCTpyMeHTaslbHas Menomna Ha3zBaHa «6ecTeKCToBbIM
Haurpsbiwem» (MloaHH ge Mpokeo «O My3bike», 1300).
MocneaHWit GeHOMEH — CIMSHUE JyXOBHOTO U CBETCKO-
ro NposBASETCA He TONbKO B ApaMaTyprmMm KaHTaT, Ho 1 B
nx cogepkaHunu. Tak PoxgectBeHckne KkaHTaTbl Kpurcto-
dapo KapeszaHbl cBMAETENLCTBYOT O YesioBeke HoBoro
BPEMeHMU, KOTOPbIN, CKNaZblBaeTCcA Takoe npejcraBne-
HVe, BCe Aanee 1 Janee yXoAuT OT UCTUH XPUCTUAHCTBA.

MuTOB B Heanose [6]. V13-nog cnysa My3biky KOM-
nosuTopa 13Baek YyTb bonee TpuALaTH NeT Ha3as,
AHTOHMO ®nopuo — aupuxxep Kanennsl genna MNee-
Ta Aen TypKuHW (cerogHs aHcambb HasbiBaeTcs Ka-
nenna HeanoautaHa)'. C 1990-x rofoB My3bIKaHTbI
Kanennbl 3anncann wectb PoXgecTBeHCKUX KaHTaT
Kpuctodapo KapesaHbl, 0 KOTOPbIX U NONAET peyb
B Hawel nepegave [8, 9, 10].

1. CocraB aHcambas «Cappella della Pieta de’ Turchini»: Mapus
I'pauna CkbaBo (conpaHo); BaneHTuHa Bapbane (conpaHo);
®uannno MuHeuua (koHTpaTeHop); Axxy3enne ae Butropuo
(teHop); Po3apwo Totapo (teHop); Axxy3enne HaBuabo (6ac).
AHcambb, Avpuxeép AHTOHWO Propuo.

Mepeuncanm 31n kaHTaThl: MNactopans (1670) Ta-
paHTenna (1673), Kauua 6bika nam OxoTa Ha bHbika
(1674), LlemoH, AHren v Tpu nactyxa (1674), baeHvne
(1974), MoknoHeHne Bonxeos. (1676). He npaBga /v,
HeKOTOpble Ha3BaHWA 3aCTaBAArOT 3agyMaTbca. Ha-
npumep, Kakoe otTHoweHne TapaHTenna nav Mc-
naHckas Koppuaa MMeroT K npa3gHuKy Poxgaectsa
XpucTtoBa? Mpexae yem obpaTUTbCA K coaepka-
HMIO KaHTaT, CKaXkeM HeCKOJIbKO C/10B 06 vx aBTOpE
— komno3suTope Kpuctodpapo KapeszaHa. Vitanban-
cknin My3bikoBeg, AnHko ®abpuc — aBTop aHHOTa-
LMK K 3anmcK PoxxaecTBEHCKMX KaHTaT, MALLET Tak:
«Hapsagy c 6onee nssectHbiM ®paHuecko NposeH-
uane, Kpuctodapo KapesaHa 6bi1 0f4HUM M3 camblIxX
3HaUMTENbHbIX KOMMNO3MTOPOB, paboTaBLunx B He-
anose go nossaeHusa AneccaHapo Ckapnattu» [6].
Kpyr komMno3ntopos, B KOTOPbIN BNucaHo ums Ka-
pe3aHbl, CBUAETE/IbCTBYET O NMOKOJAEHMN MY3bIKaHTOB
Il nonoBuHbl XVII BEKA, TO €CTb TEX KOMMO3UTOPAX,
KOTOpble NOArOTOBMIM 3NOXY Onepbl cepua [2].

TeaTpasbHbIl Ces AeCTBUTENBHO CTb B TBOP-
yecTtBe Kape3saHbl. B oHOCTW OH 6bI1 akTEPOM TPYM-
nbl «®ebn ApmoHnye». Tpynna ractposnpoBana
no Tepputopumn Mtaamm n takmum obpasom Kpucro-
dapo KapesaHa okaszanca B Heanone — ropoge, B
KOTOPOM npolLuna 60abluas YacTb ero XusHu. V13-
BeCTHO, 4To B 1651 rogy «®ebun ApmoHunue» b6ae-
cTALe npeacTaBuav B Heanone nociesaHow onepy
Knaygmno MoHTteBepamn «KopoHauwus MNonnew» [10].
AnHko ®abpuc nuwert, uto Kpuctodpapo Kapesa-
Ha obyuancs my3bike B BeHeuunn. B takom cayuae
€ro HenocCpeaCTBEHHbIMWN YUNTENIMU MOTAN ObiTb
yyeHunku Knayano MoHTeBepan —04HOro 13 pojo-
Haya/IbHNKOB XaHpa onepbl, N BCe TOHKOCTW onep-
HOro «B3BOJIHOBAHHOIO CTUAA» KOMMO3UTOP MOT
nocTuraTb NOYTU U3 NEPBbIX PYK.

PacckasbiBas 0 BeHeunm ®abpuc yTouHseT ToNb-
KO nmeHa coy4veHunkos Kpnctodapo KapesaHbl — 310
ero pozHown 6pat AHApea 1 3HaMeHWTbIV B OyayLuem
OpraHucT 1 onepHbI komnosuTop Meetpo [3vaxw.
O npouncxoxaeHnn n poantenax KapesaHbl Huue-
ro HemsBecTtHo. Ho ecTb, Ha MO B3rnsj, Hanpas-
NleHVe NOUCKOB, KOTOPOE MOTJ/IO Bbl CO BpEMEHEM
AaTb pe3ynbTathl. VimeeTca BBMAY NPOUCXOXAEHNE
bamunamm mysbikaHTa. Kak nssectHo, bammamm yacto
onpeAensaNcb HasBaHNEM Masioli POAUHbI YenoBe-
ka. B cnyyvae ¢ «KapesaHa» nmeetcs yxxe npoBefeH-
HOe pacciefoBaHWe, CBA3aHHOE, OAHAKO, C APYrMM
npegcraButeneMm GaMmmanm, X1MBLLEM NOYTU ABYMS
cToneTmamMu paHee. Peub naeT, HU MHOTO HU Masno,
06 ogHOM K3 cTpouTenenn Mockosckoro Kpemns

Anounsno PpasnHe nau, Kak yCTaHOBUAN UTaNbAH-
CKMe NCTOPUKK ero TouHoe nmsa, Anonsmno Kapesa-
He. BOT Uto O HEM MULIYT:

«PoAnHOM KpeMieBCKOro CcTpouTens cieayet
npu3Hatb KapesaHy (Caresana), npegmecTtbe Kpyn-
HOro NbEMOHTCKOro ueHTpa Bepuennn. imeHHO
OTTyZa NNXOpajo4vyHoe CTPOUTEbCTBO 3HAMEHMN -
Toro KapegpanbHoro cobopa [lyomo, npmsaekano
B MunaH mMacTepoB, KOTOpble A4/19 MOCNaHHWUKOB 13
MockBbl BbIrasaenn «munaHuamm». Cemelictso Ka-
pe3aHa fano MUPY He TOJIbKO «CTEHHbIX» MacTepoB,
HO M MHXXEHEPOB, N HacToAWMX apxmnTekTopos. Pa-
mununs KapesaHa nssectHa ¢ XIV Beka, a B XVI k Heln
pobaBnseTcs NpucTaBka «fAe», UTO MOXET CBUje-
TeNbCTBOBATb O MPUHAANEXHOCTU K ABOPAHCKOMY
cocnosuto. [lencTeutensHo, n3BecteH [xy3senne e
KapesaHa — rybepHatop TypuHa, NOAKOBHUK, dop-
TMPuKaTop, y4acTHuMK ocagbl Huuubl» [4]. BoT Takas
CeBepO-UTaNbAHCKasA NCTOPUA NponcxoxaeHnsa da-
MUANKU. BO3MOXHO, MpUUnHa «OTCyTCTBMA» Brorpa-
dumm komnosuTopa Kpuctopapo KapesaHbl kpoeTcs
B M36paHuM nm npodeccroHasbHOro nyTu — npe-
>KAe BCEro akTepcTsa, - OT/IMYatoLWerocs oT BUA0B
LBOPSAHCKOTO CTY>XKEHNA MW Aadke HaCNeCTBEHHOTO
Jena NbeMOHCKNX MacTepoB. B 3Tom ciyyae MOXHO
MOHATb, MOYEMY KaHY/0 B JIeTy ero Npouncxoxae-
Hue. brorpadam elle NpeacTonT ero BOCCTaHOBUTB.

Ho nouemy ncyesno n3 noss 3peHns My3blkaib-
HOe TBOPYECTBO, OCTAeTCA HEM3BECTHO, BeAb Kak
My3blkaHT Kape3aHa 2o6uacs caMbliX BbICOKUX pe-
3yabTaToB. B Heanone oH cayxun neBuom v opra-
HUcTOM B KadespanbHOM cobope, NOCBALLEHHOM
noKpoBuTeNto ropoga — ceatomy ManHyaputo. Co
BpeMeHeM KOMMO3UTOop CTasl Maructpom ston Ka-
nesbl, CMEHMB Ha nocty PpaHyecko NpoBeHuane.
Takke OH UCMOAHAN LOMKHOCTb ANPEKTOPA OLHOM
13 HeanoIMTaHCKMX KOHCEPBATOPWUI, @ UMEHHO KOH-
cepBaTopuu cBatoro OHydpusz. ObpaTM BHUMA-
HWe, UTO OCHOBHble MecTa cy>bbl Kpuctodapo
Kape3saHbl NOCBALLEHbl PaHHEXPUCTMAHCKUM CBA-
TbIM, NaMATb KOTOPbIX OTMEYaeM 1 Mbl € Bamu — 310
cBAWEeHHOMYy4YeHVK VaHHyapuii beHeBeHTUICKMI,
Myteonbckuii, Heanonbckuii (21 anpens / 4 mas) u

2. «KoHcepsatopusa CaHT'OHodpuo a KanyaHa gatmpyetca 1578
roflOM 1 CYUTAETCA ero BbIMyCKHUKOM. Hukkono Jxxommen-
v, AxxoaHHm Maunsnenno, Hukkono MuYymHHNn, 1 AHTOHNO
CaKKWHW, YeTbipe BEVKUX UMEHW B HEanoIMTaHCKOW My3bl-
ke 18 Beka. Komnosutop utanbsHckoro bapokko Kpucroda-
po KapesaHa 6b1n gnpektopom ¢ 1667 no 1690 roa. Mepso-
HauasbHOe 3/aHue BCe eLlie CTOUT Yepes Jopory Ha ceBep-
HOW CTOpOHe cTapoi Bukapwu, TpnbyHana, 3ana npaBocyAms
Heanons» [10].
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npenoaobHbIi OHydpuiA Beankmnin nyCcTbIHHOXM-
Tenb Ernnetckun (12 /25 noHs).

VI3BecTHO TakXKe TpeTbe MecTo B Heanone, rae
My3blKkaJibHble cnocobHocTM KapesaHbl Hbian oue-
HeHbl. OH cny>un My3bikaHToM B O6beanHeHNN
LEPKOBHbIX 06LWNH «OpaTopno PUANNNUHO» UK
«OppeHa NepoHnmuTtoB». OBLUHBI 6bIAN NOCBSA-
LLeHbl KaTOANYeCckoMy cBATOMY 16 Beka — pOBECHM-
Ky ABVXKeHNA nesymntos — duannno Hepw. B apxuse
MMEHHO 3TOro OpJAeHa 1 oKa3anocb, XOT U NO 3a-
BELLAHMIO KOMMO3MUTOPA, HO B CYLLLHOCTW, MOXOPO-
HEeHO ero TBOPYecCTBO.

AnHko ®abpuc nuweT, 4to Hanbonee NOJHO,
«B BuAe 130 pykonuceri» npeacTaBieHbl B apxunBe
AyXOBHble coumHeHuns KapesaHbl [6]. 3 Hux Ha ce-
FOAHALUHWIA feHb N U3BJeYeHbl KaHTaTbl Ha Poxae-
CTBO XpuctoBo. Bce oHu gatunpytotca 1670 rogamum.
Mo moel npockbe, A/is TOro UTOObI UMETb BO3MOX-
HOCTb FOBOPUTb O COAEPXKAHUM NMPOU3BEAEHWIA, TEKCT
PoXAECTBEHCKMX KaHTaT Bbl NMepeBeseH Ha PyCcKuii
A3bIK3. Xy[,0XKeCTBEHHbIN NepeBos BbiNOAHMA Jle-
oHuA PomaHOBMY XapUTOHOB — NepeBOAYMK-CUH-
XPOHWCT, KaHAMAAT GUAONOTNYECKMX HaYK, JAOLIEHT
kadeap Mockosckoro [ocyaapcTBeHHOro JINHIBYM-
CTMYEeCKOoro yHuBepcuTeta. BoamoxHo, caylatento
paavo PagoHex JleoHna PoMaHOBMY yXe 3HaKOM
Mo XyZ,0XeCTBEHHOMY MepeBOAYy Ha PYCCKUM A3blK
VicnoBean 6naxxeHHOro ABryctuHa n Apyrum mta-
NbAHO-PYCCKMM M3aaHuaM []. BepHemcsa k Poxae-
CTBEHCKMM KaHaTaM.

C TOUKM 3peHnsa CoAep KaHNa X MOXHO Ha3BaTb
ANAAKTUYECKUMU, TO eCTb Y4ebHbIMK Uan npocse-
TUTENbCKMMU — JIOHECTU 0 UCTIONHUTENEN W CAyLla-
Tenel UCTUHY O XpUCTe — BOT 3aZada KOMMNO3nTopa,
KOTOpbIV, BEPOATHO, Hbla 1 aBTOPOM TekcToB. Ha
MbIC/lb 06 O4HOBPEMEHHOM aBTOPCTBE HABOAAT,
HanpvMep, MOBTOPAOLMECa OT KaHTaTbl K KaHTaTe
CNoBeCHble 060POTbI, COMYTCTBYHOLLME [NaBHON eBaH-
resbCKOn TeMe Mblcan 1 agpyroe. CTeneHb, CKaxem
TaK, LOCTYNHOCTY NOHUMaHUsA — B KaHTaTaX, OpUeH-
TMPOBAHHbIX Ha Pa3HyHo ayAUTOPUIO — pa3Has. B Toi
4acTW COYMHEHWA, KOTOpPas HamnucaHa ANs YYeHu-
KOB KOHcepBaTopuu, o lNpa3gHuke PoxaecTsa ro-
BOPUTCS NMPOCTO U ACHO. B Apyroi — 6onbluel YacTm
KaHTaT, HanucaHHbIX Anf NPodecCcMoHaNbHbIX UC-
noAHUTENen 1N NpuxoxaH kadespanbHoro cobopa,
— cobbITUA eBaHreNbCckMe OKa3blBarOTCA NMOCTaB/EHDI
JNLLOM K INLLY C AIBNEHUSMUN COBPEMEHHOW CBETCKOM

3. ToToBuUTCA K NyHANKaLMK KHUra aBTopa CTaTbk «PoXKaecTBeH-
ckue kaHTaTbl Kpuctopapo Kapesana. Jinbpetro. Maptutypbl.
KommeHTapum».
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XW3HW. Hanpumep, € ragatenbHolM acTpoiorvei un
3penuiiem Koppuabl B kKaHTaTe «OxoTa Ha bblka»,
C AEHEXHOM Urpoi B KapTbl B KaHTaTe «baeHwue».

YT0 KacaeTcs My3bikaabHOroO COAEepP>XKaHus, TO As
KaXkZ0M KaHTaTbl OKa3blBaeTCA XapakTepHa CTue-
Bas CBA3b C XaHpamu HoBOro BpeMeHun — CtouTon,
KOHLLepTOM 1An onepoii. Tak, B MepBOM cay4ae,
obnekas nepexwusaHue lNpasgHrKa B CTpeMUTe N b-
Hble AN MeA/INTe/IbHble HearnoAUTaHCKMe NeCcHU
1 TaHLbl, KOMNO3UTOP NPUAAET KaHTaTe CHOUTHBbIN
CTUIEBOWN OTTEHOK. B Apyron pas, ycTpaunBas co-
peBHOBaHME MeXAy CONMUCTaMU, AN CONNCTAMU U
XOPOM, UAK CONCTaMU N OPKECTPOM, 3acTaBaseT
BCMOMHWTb >XaHp KOoHUepTa. HakoHel, npeobnaga-
HWe B KaHTaTe COJIbHbIX HOMEPOB C BblPa3nTENbHbIM
MEeNoAN3MOM WU/UAN C TONbKO YTO OMepuBLLIENCa U
nprobpeTLLel TOYHYH My3blKalbHYH BbICOTY pe-
YeBOW MHTOHALMeEN CBUAETENbCTBYET 06 ONEPHOM
CTUNEBOM OpueHTMpe. B LenomM cromTHOCTb, KOH-
LLlepTHOCTb, ONEePHOCTb NPUCYTCTBYHOT B 1t0OON KaH-
TaTe, BCE Ae/10 B aKLleHTax.

OAWH 13 caMbIX APKMX TaHLLeBa/IbHbIX aKLLEHTOB
— 370 TapaHTenna n3 og4HOMMEHHOM POXAeCTBEH-
CKOW KaHTaTbl, COuMHeHuns 1673 roga. TapaHTenna,
Kak M3BECTHO, TaHel,. «My3blka ero 06bl4YHO MMMPO-
BM3MPOBasacb; MHOroOKpaTHoOe NOBTOpeHMe KpaT-
KO PUTMO-MHTOHALMWN TapaHTeNNbl OKa3blBano
3aBOpaxKmMBatoLLlee, «rTMMNHOTUYECKOE» AelCTBUE
Ha caylwaTtenen v TaHuyroWwwmx... B Hapoge TapaH-
Teana cunTanacb eANHCTBEHHbIM CPEACTBOM M3Je-
YeHUs «TapaHTM3Ma» — 6e3yMus, Bbi3bIBAEMOTO,
Kak nonaranu, ykycom tapaHtyna» [1]. B Tfakom Ha-
POAHOM MOHMMaHWK TpakTyeT TaHel, 1 Kape3saHa.
TapaHTyn Ha3biBaeTCs B IMOPETTO «aloBbIM 3Me-
€M HEYECTMBbIM», KOTOPbIA UMES «THE3/0 BbICOKO
Ha Hebe, HO HMCNan ¢ Toro npectona». O HeM NotoT
COINCTbI B YepesoBaHMM C UHCTPYMEHTaIbHbIM aH-
cambniem B cpegHen yactn TapaHTennsl (Mpumep
1). MeBLbl NOAPOOHO NEPEUNCAAIOT NPOUCXOAsLLEE
C TapaHTY/IOM: OH «Ma4yeT U PbIAAET», «>Kasio» ero
Ternepb He OMacHo, «HOBOE MNiaMsa NcTpebaseT» ero
N «Llenun Ha HeM CTaHOBATCA Taxenee». [ocne Kax-
[lOro 13 TaHUEeBalbHbIX NEPUOLOB B CPeAHeN Ya-
cTn TapaHTen/bl Bbije/sieHa NOBTOPEHNEM CTPOKa,
B KOTOPOW COCPEAOTOUEH BaXHbIM CMbICA: «<...>
[a 3apaBcTBYyeT, Aa 34paBCTByeT BEYHOCTb! <...>
Bot Tak yxoamT ropgpiHa! <...> OnoaumBLiemycs Ha

4. ®opmbl «BTOPOro NjiaHa» B BOKaNbHOW U MHCTPYMEHTab-
HOW My3blke bapokko My3blkOBeaMu 3aMeyeHbl 1 Bbipaxe-
Hbl OnpeAeneHNAMU <KOHLLePTHOCTb», «BapuaLMOHHOCTb»,
«COHATHOCTb», «CFOUTHOCTb>» 1 Ap. [5].

Heb60, He NnobeanTb BoBek! (MpumMep 2) <...> BHOBb
nyckanTecb B TapaHTeany!». A B Hauasne 1 B KOHUE
TapaHTennbl, Takxe B UepefoBaHUn ¢ aHcambaewm,
noet aHcaMbJ1b, NPU3bIBas BCEX «MOKAOHATLCA Mpe-
AVBHOW HOUM»: «B necax, B oAMHax, B newyepax, /
Ha CO/NIOME U B XMXKMHE / MOKJNOHANTECh NMPeanB-
HOW HOuW: / BeZlb BO BCEX peKax y>Ke TeueT MaHHa.
<...>» (Mpuwmep 3).

YTOUHUM, UTO PUTMO-UHTOHaLUMK TapaHTannbl
paccbinaHbl MO BCEM HOMepaM KaHTaTbl — aHCaM-
619M, peumTaTtmBaMm, apmam. Ho anodeosom TaHua
CTAaHOBUTCA OTZAENbHbIN HOMEP, PparMeHT KOTOPOro
TO/IbKO YTO Npo3BYyYan. B apyroin PoxzaecTBeHCKOM
KaHTaTe, noj Ha3BaHnem «baeHne» 1674 roaa, Bce
YacTu NeceHHO-TaHLeBaNbHble. OTO MO CYyTU HaCTO-
Alas CHOMTa, HO HEe MHCTPYMEeHTalbHasA — Kak AN
Hac 6b1710 6b1 Hanbosiee NPUBLIYHO, @ CMeLlaHHas
— C y4acTneM CONIUCTOB, BOKaJbHbIX N MHCTPYMEH-
TabHbIX aHcaMbael. TapaHTy/ibl, Kak U3BECTHO, BO-
ANANCh 6113 FOXKHOUTaNbAHCKOTO ropoga TapaHTo.
A 6aeHVe, 0 KOTOPOM pacckasblBaeT KOMMO3UTOP B
OZHOWMEHHOW KaHTaTe, COBepLUanoCh B CpeAHenTa-
NbaHckon CueHe. «baeHnem no-CreHckm» HasbiBa-
NOCb CBETCKOE BPEMAMNPOBOXAEHME 33 KAPTOUHbIM
CTOJIOM, KOTOPOE BOLUIO B XM3Hb UTaAbAHCKNX FOPO-
[0B BMECTE C UCMaHCKUM BAVSHWEM. B 3Tol KaHTaTe
KOMMO3MTOp ynozobnaset cobbitna EBaHrenns xoay
KapTouHOW urpsl B OM6pe (Mrpbl B TeHb). VIMeHHO
TaKoro cozep>XaHuna TeKCT CKPbIBAETCA 3@ NPOH3U-
TeNbHbIMW MENOANYHBIMA U PUTMUYHBIMW TaHLLa-
MW 1 NEHMEM 3TOM KaHTaTbl.

[nHamunka BbICTpaMBaeTca Takas: OT TaHLEB
(conbHOW 1 aHcambneBon byppe) K KoNblbenbHOW
N fanee K Urpe: «yMOJKHUTE Bbl, roa0Ca CTPYH U
CTPYHBbI, NYCTb LLapCTBEHHbIN MnageHel, nocnut
HEMHOTO, YTUXHWN NEeHNe, HAYHUCb Urpa». YTo xe
noJsly4aeTcs, KaHTaTa HanpaBaeHa Ha 3asaA/bIX Kap-
TEXXHWKOB, eC/in crnacutenbHoe Poxaectso Xpucro-
BO OOBACHAETCA 34eCb Ha A3blke MacTen 1 NPUEMOB
nrpbl? He cavwkom v ganeko 3aBesio KOMMNO3UTO-
pa ero NpoCBeTUTENIbCKOE ANAAKTUYECKOE PBEHME?
My3blka cBUAETENbCTBYET 06 MCKPEHHOCTM aBTOPa,
HO B COYETaHUN C TEKCTOM POXAaeT MArKO roBo-
ps HegoyMeHne. OCoObeHHO ecnn yyecTb, YTO Kap-
TOYHas Urpa C ee YeTbipbMa MacTAMU NpescTaBaseT
coboi nopyraHve CUMBOJIOB CTpajaHuii Xpucra —
KPOBb, KPECT, KOMbe, rBO3AN (KOTOpble, MOMHUTCS,
Tak He gaBanu nokos nostam CepebpsaHHOro Beka
— «CBeTUTb W HUKaKMX reo3aeii! BoT N03yHr Mo U
ConHual» [3]). KapTouHas urpa — 6pocaHue xpe-
6us: «4enaT pu3bl MO Mexay coboto 1 06 ogexae

Moeli 6pocatoT xpebuin» (Mc. 21:19). Mpusegem
bparMeHTbl KaXa0M YacTn KaHTaTbl — TaHLeBab-
HOM, MeceHHOWN N UTPOBOM, NpeaBapuTeabHO 060-
3HaUMB cofep KaHme KaXKAon U3 HUX.

TaHeu bappepa (No-ncnaHckm Tak 3ByUnUT ero
Ha3BaHue) nan byppe (No-dpaHLy3CkM) HauMHa-
€TCA CO C/IOB O «MOJINTBE CYACT/IMBENLLEN U3 XEH,
yTO poAuna CBeT MUpy Aykytolemy» (bappepa —
mosuTeal) n NpusbiBaeT «npeAaTbcs My3blke, nec-
HAM W TaHUaM, AaTb BOO pPyKaM, FoN0Cy, HOraMm...
KPY>XMTbCA U CNAaBUTb B MPbIXKKaX M XOPOBOAAX PO-
avslerocs Lapsa». 3aeck yxxe HaumMHaeTcs urpa, —
Moka 3TO urpa cioBamu: «<Henpasga, UTo HOUb, HeT:
/ BeAb APKNA cBeT Boccuan 1 poann CONHUE... He-
npagaa, YTo Houb, HeT. / [loTokamu HekTapa be-
ryT py4bm poamsluemycs Llapro...». lanee bappepa
OXMBAAET B NaMATU CAyLLaTeNs He NPAMbIX y4acT-
HWKOB POXAECTBEHCKOW HOUM — aHTreNoB, NacTyxoB
N BONXBOB, HO @HTUUHbIX NEePCOHaXen: «Koaeco
bopTyHbl pazbuBaeTca B Ayru, KOTOPbIE, 3aCTbiB B
BOCTOpre, CO3/ar0T KObl6enbKy», «aMyp Ha 30/10-
TOW apde urpaet cnafocTHble GYru U NecHb Ha Ha-
CTPOEHHbIX CTPYHaX CnaeTaeT HaneBbl».

Cama KonbibesnibHas NecHb, - Mbl ee obs3aTesb-
HO 3aMeTUM, eCn NOoC/yLlaeM KaHTaTy, U He nepe-
nyTaem HW C KakOW APYroi YacTbto, - HauMHaeTCs
Tak: «Dormi o ninno, dormi core...» - «Cnu, ManbiLy,
cnu, Moe cepaLe, / 3aKpbliBaii rnasa nog Moo nec-
HHO; CNUT YenoBek, Ho 6oapcTeyeT bor, / paan nro6-
BU He cnuT JTioboBb». VITanbsHCKNM nccnesoBaTenb
[nHko Pabpunc HasbiBaeT Ko/blbesIbHYH U3 KaHTa-
Tbl «<BaeHMe» «0AHOM 13 BepLUNH HEaNOANTAHCKO-
ro My3blkanbHOro nckycctea CenyeHTo». TpyaHo C
3TUM He COrnacuTbCs. 3TO WeAEBP UMUTALMOHHOMO
MWHVMaNN3Ma, 3ByYalLllero To i 0bpeyeHHO KopoT-
KO, TO N CBOPauUMBancCh B TOUKY HECKOHEYHOCTU.

B ¢umHane kaHTaThl Hauano Hosoro 3aseTa pac-
cMaTpuBaeTcsA B NOHATUAX Urpbl: «OH cTan yeno-
BEKOM, UYTO6bl N06eANTb aj... BOLEN B UFPy — Ha
3eme poAMNCA», «4TOb MOMOYb NO6EANTb FrPeLLHN-
Ky, BbIUFpbIBaeT BCe HOXKeCTBEHHbIN Llapb», «BHa-
yane OH npowrpbiBan, OO NOCTaBUA Ha YeNOBeKa,
urpas B 1610k0», «OH UrpaeT B OAMHOUKY, TbiCAYMU
epTB y NayToHa noxuiaer», «Ha pykax y Hero Be-
JNNKNA NOBEAOHOCHbBIN KO3bIpb — KpecTa TBepabIHs»,
«XOTb B KOHLLE UrPbl OH YMUPAET, UTOObI yBUAETb
rmbenb cMepTu, HO CTaBKa Bcerga nobexgaaet, Kor-
[ia ee CTapLUMM KO3bIpb — Nt06OBb», «pyKOMeLmnTe,
nobawme cepaLa, XpabpocTn Urpoka, Besb Harpaja
nobeauntens — pasgatb 3puTeNam Aapbl»... KOHeuHo,
Takve napannenn YpesBblyaliHO HacTOPaXKMBatoT.

89



MosxeT 6bITb, Kpnctodpapo KapesaHa — kak B HeaaB-
Hee BpeMs Hawwel nctopum Cepreit EceHuH, koraa
ropenu aywmn ntogen n sce OTeyecTBo ropesno, 1
LlepkoBb ropena, - gowwen B CBOEM TBOpYeCTBe A0
COCTOAHMNA FOPOACTBA, M €ro HaCKBO3b HapoAHas —
neceHHO-TaHLUeBabHaa CTUXMNA eCTb HUYTO MHOE,

KaK eCcTeCTBEHHOe «CPeACTBO U3NeYeHUs «TapaH-
Tm3ma». /I oHo Tem 6osee AelicTBEHHO, Uem bosee
SPKO Bblpa>eHO B C/IOBax TO, OT YEro cracaeTcs ye-
NOBeK — OT TapaHTy/a KapTOUYHON Urpsbl, ragatesb-
HOIM acTpoNOrnK, A3blYECKUX BOrOB 1 BCEFO MHOTO
He XpUCTMaHCcTBa HoBOro BpeMeHu...
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LAST EXIT PETROL STATION.
CONCEPT OF THE BRAND
AND ENVIRONMENTAL DESIGN

Summary: The article analyses the environmental de-
sign of petrol stations using the example of Last Exit AUH
Bound. The Last Exit company employs branding tech-
nologies and techniques to organise the environmental
space of petrol stations, with a primary focus on generat-
ing a distinctive creative image. All the main components,
such as creating an image and forming a positive impres-
sion of this brand among consumers, attracting an audi-
ence, creating associative links, designing attributes, are
aimed at promoting and demonstrating the main prod-
uct. Undoubtedly, it is not just a unique selling proposi-
tion; these are also easily memorable bright images. The
company demonstrates original design of the environ-

Unification is one of the main trends in modern
design. Corporate style, commercial brands force
us to adhere to certain and immutable rules. Rec-
ognisability everywhere is a significant message of
the design industry, covering all aspects of our life:
chain stores, cafés, pavilions with brands. The list
is endless, and it includes the design of petrol sta-
tions. The artistic image of petrol stations is also
regulated. The space is structured and does not im-
ply unnecessary elements. This concerns not only
the equipment, but also the design of the environ-
mental space.

In this area, other design solutions are especially
interesting. The experience of the Last Exit compa-

mental space of petrol stations. Last Exit DXB Bound is
decorated in a retro style; Last Exit AUH Bound presents
post-apocalyptic landscapes with a built-in open enter-
tainment complex with games, billiards, paintball, etc.;
Last Exit Al Khawaneej is a stop in the ranch style with a
rural landscape; Last Exit Al Qudra presents equestrian
sports with all the attributes and real horses.

The logo, an important component of the corporate
style, is probably the only unchanging element in the de-
sign of the four Last Exit stations.

Keywords: Last Exit, petrol station, environmental de-
sign, branding technologies and techniques, corporate style.

ny, which owns a small network of petrol stations,
going, in a certain sense, against the current, cer-
tainly deserves attention.

The petrol station on the Dubai—Abu Dhabi
highway is the most interesting one. The first en-
counter is amazing. Already at the entrance to the
station, there is a desire to get away from here im-
mediately, for your own safety. Skeletons of rust-
ing abandoned cars riddled with bullets, scattered
tires and canisters, fuel barrels... A man is slow-
ly approaching. As he approaches, thoughts are
racing: how to get out of here?... it is impossible
to go far, there is practically no petrol... do not
open the door... there is something familiar in this
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Fig. 1. Last Exit. Petrol station. Dubai, UAE

terrible sight... “Welcome to the Last Exit! Would
you like to fill up?”, he asks, displaying the bright
whites of his eyes and teeth. And then | recognise
these cars. There is a machine gun mounted on the
roof of one of them, another bristles with spears
and a giant ball-mace with spikes, a human skull
is attached to the bumper of a third one. | am in
the scenery of the cult Australian post-apocalyptic
movie, Mad Max (1979), directed by George Miller.

Let me remind the younger generation of the
plot of this drama. Not many have survived the
apocalypse. The survivors, having lost their human
appearance, are fighting for petrol. The main char-
acter, Max (starring Mel Gibson), comes up with an
idea, the last chance for a small group of people,
of how to escape from a gang of non-humans, tak-
ing away the last litres of fuel. How long will it last?
How many kilometres / hours can the fugitives sur-
vive? All the exhibits here remind us of this terri-
ble ending.

Thus, before us, there is a new image of a petrol
station. It is a truly unique museum, which contains
expensive exhibits; it is an environmental space,
decorated accordingly — several picnic areas, play-
grounds. Moreover, it is a food court: famous brands
such as Starbucks, Chicken, Baskin-Robbins, BBQ
Station, Sushi Station, and others are located in
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old trailers, presenting their signature dishes in a
food truck format. The company'’s slogan, “Dubai’s
Original Culinary Establishment. Embark on a culi-
nary journey with our diverse food trucks, gourmet
street food on the go”, shifts the focus from pet-
rol stations and recreated Mad Max sets to cheap
fast food cuisine.

The brand is clearly splitting into separate lay-
ers. And it is not very clear which of them is a pri-
ority. However, for a visitor who has stopped for
petrol at a petrol station, it is obvious that the
main attraction of this unique space is the exhi-
bition, which includes several dozen objects. With
emphasised emotionality and authenticity, the ex-
hibits recreate artistic images of smashed, blown
up, mangled cars. Most of the real "cars-actors”
were destroyed during filming. Here are their won-
derfully reproduced replicas: Max Rockatansky's
(Mel Gibson) 1973 Ford Falcon XB GT Coupe, the
Nightrider's (Vince Gill) 1972 Holden HQ Mona-
ro two-door model, the D-class sedan with front-
wheel drive Mercury Sable Il, giant smashed heavy
trucks, tow trucks, and buses. One can even find
a forestry tractor HTZ T-157K with increased
cross-country ability, transformed beyond rec-
ognition, which fits perfectly into this compa-
ny and plays the role of one of the heroes of the

film. It is difficult to describe the joy of recognis-
ing certain models by viewers.

The bright artistic image of Last Exit is an alterna-
tive to the standardisation of the environmental de-
sign of petrol stations. You are offered to return not
just to the past, but to your own memories, experi-
ences — to the space of your personal biography.

At the Last Exit station, the plot of the mov-
ie gets an unexpected continuation. At this petrol
station (especially in the context of the UAE ter-
ritory), there is as much fuel as you want. Here, a
barrel of petrol is a table, canisters are stools. Sit
down, drink coffee. These broken cars will not go
anywhere else. Their drivers have scattered to cof-
fee shops: petrol — coffee — peace. In a typical
petrol station shopping pavilion, billiards are un-
expectedly discovered. There are practically no vis-
itors in this museum. Several amazed drivers and
their passengers do not linger long on the prem-
ises and continue on their way.

This creative space undoubtedly required a lot of
investment. The expensive recreation of the scen-
ery for the famous movie in order to design this
peculiar apocalyptic museum of petrol stations and
their maintenance in the open air in the frequent
sandstorms and in the hot climate of the UAE is not
easy. However, this unusual petrol station demon-
strates a special view on the design of the petrol
station environment, which is based on the rejec-
tion of unification, corporate style, the creation of
a bright image associated with the personal histo-
ry of each.

The rejection of clear design structures is not
new. In the 1960s, the Sacco chair, created by Ital-
ians Piero Gatti, Franco Teodoro, and Cesare Paolini,
became a kind of conceptual gesture and a mani-
festo of design denial. The shapeless chair, a sack
filled with plastic balls, without legs and armrests,
without a back, without clear outlines, is a prime il-
lustration of escaping the "rut” of stereotypes. Cer-
tainly, the Last Exit campaign is following the same
path, which, having created a network of stations,
managed to present a unique product, while oper-
ating with branding technologies and techniques.
All the main components, such as creating an im-
age and forming a positive impression of this brand
among consumers, attracting an audience, creating
associative links, designing attributes, are aimed at
promoting and demonstrating the main product.

Undoubtedly, it is not just a unique selling prop-
osition, but also an easily memorable, bright im-

Fig. 2. Last Exit. Petrol station. Dubai, UAE

age. Having created a network, Last Exit makes each
of the objects unique, emphasising the nostalgic
journey each time: Last Exit DXB Bound is decorat-
ed in the retro style of the 1950-60s; Last Exit AUH
Bound presents post-apocalyptic landscapes, with
a built-in open entertainment complex with games,
billiards, paintball, etc.; Last Exit Al Khawaneej is a
stop in the ranch style with a rural landscape; Last
Exit Al Qudra presents equestrian sports with vin-
tage attributes and real horses.

The logo, an important component of the cor-
porate style, is probably the only unchanging el-
ement in the design of the Last Exit stations. It is

Fig. 3. Last Exit. Petrol station. Dubai, UAE
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Fig. 4. Last Exit. Petrol station. Dubai, UAE

a figured shield divided into two unequal parts,
painted in red and green. The inscription, Last Exit,
is above. The logo represents a denial of all the
rules that establish the brand style, its values, phi-
losophy, emotional background, stylistics, colour-
istic, which should be reflected on all elements of
the corporate style. They are not there.

Of course, Last Exit, when modelling its brand,
uses all the technologies and techniques aimed at
promoting its name, creating an image, attracting
an audience. It is undoubtedly a competitive brand.
It is recognisable; it makes everyone who filled up
their car at this petrol station its advertising agent.
Are there many other petrol stations whose images
circulate on the Internet.? It offers much more than
just roadside petrol stations. The audience comes
here not only for the main product, fuel, but also
to spend their leisure time, and most importantly,
to gain unforgettable impressions: a unique muse-
um, picnic areas, a whole network of food courts.
The only thing that is missing here is a single sty-
listic design despite the fact that Last Exit, whose
corporate style, according to the logic of corporate
style, should be identical at each facility and rec-
ognisable. However, each station is unique. In fact,
only the name is an invariable part of the brand.
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A3C «LAST EXIT». KOHLENUWA BPEHAA U
CPEAOBOTO AN3ANHA

AHHOMayusa: B ctaTbe aHanU3npyeTcs OnbIT Cpeso-
Boro gm3sanHa A3C Ha npumepe Last Exit AUH Bound.
KomnaHus Last Exit B opranmzsauunm cpeabl A3C genaet
aKLeHT npexje BCero Ha Co3aHnn YHUKaAbHOTO Xy-
[0>XKeCcTBEHHOro obpasa, onepupys nNpw 3TOM TEXHO-
NOTNAMU U MHCTPYMEHTaMu 6peHaunHra. Bce ocHOBHble
Cnaraemble: co3gaHne umugaxa n GopmMmpoBaHme nosio-
XUTeNbHOro obpasa faHHoro bpeHga y notpebutenen,
npuBaeYeHNe ayaNnTOpPUN, Co3taHme accoLmaTUBHbIX
cBA3en, An3aliH aTpubyTOB — BCe HanpaB/ieHO Ha 3aja-
4y MPOABUXKEHNA U AE@MOHCTPALMN OCHOBHOTO MPOAYK-
Ta. HECOMHEHHO, 3TO He NPOCTO yHWKaAbHOE TOProBoe
npeanoXXeHne, HO U IerKO 3anoMUHatoWmnecs spkme
0b6pa3bl. KoMnaHusa 4eMOHCTpUpPYeT Lenblil psag OpuUru-

YHUdUKaLMS - O4MH U3 OCHOBHbIX TPEHA0B CO-
BpeMeHHOoro ausalriHa. KopnopaTuBHbIA CTUb,
bupmeHHble BpeHabl 3acTaBAAIOT NPUAEPXKMBATL-
CSl OMNpeAeNeHHbIX N He3bibeMblx MpaBu. Y3HaBa-
€MOCTb MOBCEMECTHO - BaXXHbI/ MOCbIA MHAYCTPUM
AMn3aliHa, OXBaTbIBAOLLLEN BCE CTOPOHbI HaLLEn Xn3-
HW: ceTeBble Mara3uHbl, kade, NaBUIbOHbI BPeHA0-
BbIX MapoK. TOT nepeyeHb HeCKOHeUeH 1 B TOM
ymcne BkaroyvaeT aAmsariH A3C. XyA0XKeCTBEHHBbIN 06-
pa3 6eH30KONOHOK TakxKe perjiaMeHTupoBaH. MNpo-
CTPAHCTBO CTPYKTYPUPOBAHO U He npejnoaaraet
JMLLIHMX 31EMEHTOB. 3TO KacaeTcs He To/IbKo 060-
PYZAOBaHUs, HO U AW3aliHa CPEeAOBOro NPOCTPAHCTBA.

HaNbHbIX pelueHnin cpegoBoro npoctpaHctea A3C: Last
Exit DXB Bound opopmaeH B cTune petpo, Last Exit AUH
Bound npegcraBaset noctanokannntuyeckme nersax,
C BCTPOEHHbIM OTKPbITbIM pa3BaeKaTebHbIM KOMMAeK-
COM C urpamu, bunbapaom, NeMHTO60N0M U Ap., OCTaHOB-
Ka B CTWUJIe paHYO C AepeBeHCKNM nensaxem B Last Exit
Al Khawaneej, Last Exit Al Qudra - KOHHbIA cnopT co
BCEMW aTPUOYTaMU N XXMBBIMWU CKakyHaMMW.

Jlorotvn, ABAAOWMIACA BaXKHbIM cnaraembiM dup-
MEHHOTrO CTWUAS, HaBEPHOE, eANHCTBEHHbIA HEU3MEH-
HbIVi S1eMeHT B 0pOpMIEHMIN YeTbipex CTaHuui Last Exit.

Knrouesele cnosa: Last Exit, A3C, cpedosoli dusaliH,
mexHo102uU U UHCMpyMeHmeol bpeHOuHaa, pupmeHHbili
cmue.

B 370l cdhepe 0cobeHHO NHTEpPeCHbI Apyrue pe-
weHua. OnbIT kKomnaHum Last Exit, Bragetouien He-
6onbwon cetbto A3C, nayLlen, B onpeseseHHoM
CMbIC/IE, MPOTUB TEYEHMSA, HECOMHEHHO, 3aCNy>W-
BaeT BHMMaHMs.

Havnbonee nHTepecHa 3anpaBoyHas CTaHUMUA Ha
Tpacce [ly6aw - A6y [labw. MNepBas BCTpeya nopa-
>KaeT BoobpaxeHue. Yxe Ha Bbesje Ha TeppUTOpPUIo
CTaHL MW BO3HMKAET XefaHWe HeMeleHHO ybpaTbea
oTCtoAa, paan cobctBeHHOM be3onacHoCcTU. OCTOBbI
p>KaBerLLMX OPOLUEHHbIX U3pELLeYEHHbIX MyasMU
MaLUWH, pa3bpocaHHble WKHbI U KaHUCTPbI, 6HOUKM
OT TOM/IMBA... . MeaneHHO NpubanxaeTcs YenoBek.
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Fig. 5. Last Exit. Petrol station. Dubai, UAE

Moka OH NOAXOAMWT, MbICAV MEUYTCA: KakK BbIOpaThb-
€A OTCHOAa; yexaTb JaNeKko HEBO3MOXHO - NpakTu-
yeckun HeT HeH3nHa; He OTKPbIBaTb ABepb; B 3TOM
CTpaLHOM BUAe eCTb YTO-TO 3HaKkomoe. «/obpo
noxanoBatb B «Last Exit»! 3anpaBnsatbcsa bygete?
- cBepkas 3ybamu 1 6enkamu rnas, - roBOpPUT OH».
W TyT, 4 y3Hato 3TV MalWHbIl - BOT Ha KpPblLLE OfHOW
13 HUX yCTaHOBAEH MyNeMeT, Apyras OleTUHUAACh
KOMbAMMW U TMraHTCKUM LWapoM-6ynaBoi ¢ wunamu,

Fig. 6. Last Exit. Petrol station. Dubai, UAE
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Ha 6amnepe TpeTbel NPUKPenIeH YenoBeyYeckunin
yepen. fl - B Aekopauuax KyN1bTOBOrO aBCTpanunii-
CKOro noctanokaamninyeckoro ¢uabma «besym-
HbI Makc» (1979) pexunccépa Jxopaxa Muanepa.

HanomHto ana Monoa0ro NoKoNeHUs CroXKeT
3TOV ApaMbl. ANOKaANMNCKC NEPEXUIN HE MHOTUE.
OcTaBLUMECs B XXMBBbIX, YTPaTB YeNoBeYeckunin 0b-
NNk, 6boproTcs 3a 6eH3MH. [naBHbIN repoint Makc (B
rnaBHou poav Men TMbcoH) paspabaTbiBaeT naeto
NoC/NesHero WwaHca Aaa HebOobLUON rpynmbl Ato-
Zieli - BblpBaTbCs OT H6aHAbl HetOAEN, YBO3S MO-
cnefHve IMTpbl roproyero. Hagonro nn ero xsatut?
CKONbKO KMNOMETPOB/YacOB CMOTYT MPOXUTb He-
rneubl? Bce akcnoHatbl 34eCb HanomMnHaeT 06 3ToM
cTpawHom duHane.

WTak, npes Hamun HOBbI 0b6pa3 3anpaBoOYHOWN
CTaHUWW: 3TO JeNCTBUTENIbHO YHWUKaAbHbIA MY-
3ei, B KOTOPOM cobpaHbl oporne 3KCnoHaThbl;
3TO CpeAoBOe MPOCTPAHCTBO, KOTOpoe odopme-
HO COOTBETCTBEHHO - HECKOJIbKO 30H ANA MUKHU-
Ka, UrpoBble NAOLaAKN; 3TO — QYAKOPT: B CTapbIX
Tpennepax pacnoNoXNANCh N3BECTHbIe BpeHAbl
«Starbaks», «Checken», «Baskin Robbins», «BBQ
Station», «Sushi Station» n ap., npeacrasaatowme

bunpMeHHble Batoga B popmate dyaTpaka. CroraH
KoMnaHun «OpurnHanbHoe KynnHapHoe 3aBejeHne
[Ay6as. OTnpaBbTech B Ky/JIMHApHOE NnyTeLllecTBme C
HaWVMK pa3Hoobpa3HbIMK dyaTpaKkaMm, N3biCKaH-
Hble 6/1t04a YANYHON KYXHW Ha XO4y» NepeBosunT
akueHT c A3C 1 Bocco3gaHHbIx Aekopaunii duibma
«be3ymHbIN Makc» Ha felueByto KyxHto dactdyaa.

bpeHy Ha rnasax paccnanBaeTca Ha HEeCKOJIbKO
naactoB. /I He o4YeHb MOHATHO, KOTOPbLIA U3 HUX
npuopwuteteH. Ho ansa nocetnTens, 3aexasLUero 3a
6eH3nHoM Ha A3C oueBUAHO, UTO rNaBHas AOCTO-
NpVMeYaTeNbHOCTb 3TOTO YHUKabHOIo MPOCTPaH-
CTBa - 9KCMO3ULNSA, HACUHUTbIBAtOLLAsA HECKOIbKO
[ecATKOB 06BbEKTOB. DKCMOHaTbl BOCCO3at0T Xy-
[0XeCTBeHHble 0bpa3bl  Pa3buTbIX, B3OPBaAHHbIX,
NCKOPEXKEHHbIX MalWH C NOAYEPKHYTON 3MOLIU-
OHaNlbHOCTbIO U JOCTOBEPHOCTbLIO. BOALLWIMHCTBO
peanbHbIX MallVNH-aKTepoB Bbl0 YHNUYTOXEHO BO
BpPeMA CbeMOK. 34eCb 1X 3aMeyaTesIbHO BOCMPOU3-
BeAeHHble penmku: XB GT Ford Falcon Coupe 1973
roga Makca PokataHcku (Man TmbcoH), Holden HQ
Monaro - aByxaBepHas mogenb 1972 roga Hou-
Horo E3spgoka (BuHc 'van), cegaH D-knacca c ne-
peaHum npueogoM Mercury Sable Il, ruraHTckne
pa3buTble TAXeN0BO3bl, 3BaKyaTopbl U aBTOOYChI.
Mo>HO BCTPeTUTb Aaxke NpeobpaskeHHbIN A0 He-
Y3HaBaeMOCTN 1eCONPOMbILLNEHHbIV TpakTop XT3
T-157K ¢ NoBbILLIEHHOW MPOXOANUMOCTbIO, OTANY-
HO BMMWCaBLUMIACA B 3Ty KOMMAHWIO, U UrpatoLLnii
pOJib OAHOTO 13 repoes dpuabma. PafocTb y3Ha-
BaHWA OnpejeneHHbIX MOAeNen 3puTenammn Tpya-
HO onucartb.

CraHgapTtusaumm cpegoBoro amnsariHa A3C npea-
CTaBNeHa asbTepHaTUBa - APKUIA XyAO0XKECTBEHHbIN
obpas «Last Exit». Bam npeanaratoT BepHyTbCS He
MPOCTO B NPOLLJIOE, HO B BalUX COBCTBEHHbIE BOC-
NMOMMHaHMA, MepPeXnBaHna - B MPOCTPaHCTBO Ba-
Len NMMYHon Buorpadum.

Ha ctaHumu Last Exit ctoxxeT dunbma nonyyaet
HeoXWAaHHoe npogoaxeHune. Ha 3ton 6eH30Ko-
NoHke (ocobeHHO B KOHTeKcTe Tepputopunn OAD)
TOMJMBA CKONbKO yroaHo. BoT - 6ouka n3-nog 6eH-
3MHa - 3TO CTOJ, KaHUCTpbI - TabypeTbl. Caanch, new
Kode. ITn pa3buTblie MalNHbI HosbLe HUKYAa He
noeayt. x Boantenn pasbpenncb no KodenHaMm:
6eH3nH — Kode - mup. B obbiuHoM gna A3C Top-
roBOM MaBWUIbOHE — HEOXWAAHHO OBHapy>KunBaeTca
6unnnapa. Nocetutenein B 3ToM My3ee npaktmye-
CKWN HeT. HeckonbKo M3yMAEHHbIX BOAUTENEN U UX
naccaxmupbl He 40JIr0O 3aJep>KNBatOTCA Ha Teppw-
TOPUWN U NPOAOXKAOT CBON NyTb Aablue.

JTO KpeaTMBHOE NPOCTPAHCTBO HECOMHEHHO
noTpebosano 60/blIMX BAOXEHUNA. [JoporocTo-
slllee BOCNPOU3BeeHMEe AeKopaL il N3BeCTHO-
ro ¢unbma ANs co3gaHma 3Toro ceoeobpasHoro
anokanmntnyeckoro Myses A3C 1 cogep>kaHune nx
NnoZ OTKPbITbIM HE6OM MPU YaCTbIX NecyaHbix Hy-
psAx 1 B packaneHHoM kanmate OAD He npocTo.
Ho npumep 310 HEOBBLIYHOWN 3aNPaBOUYHON CTaH-
LMW AEMOHCTPUPYET, 0CObbIV B3rnaj Ha An3aliH
cpeabl A3C, B OCHOBe KOTOPOro oTka3 OT YHUU-
Kauun, GUPMEHHOro CTUAA, CO3jaHne SpPKoro 06-
pa3a, CONPAXEHHOro C IMYHON UCTOPUEN KaxAOoro.

OTKa3 OT ACHbIX CTPYKTYP AM3aiiHa He HOBOCTb. B
1960-x rr. Kpecno «Sacco», CO34aHHOe UTanbAHLAMMN
Meepo attn, ®paHko Teogopo n Yesape MNaoanHw,
CTano cBOeOobpa3HbIM KOHLIeNTyaNbHbIM XXeCTOM U
MaHUdecTom oTpuLaHusa An3aiiHa. bechopmeHHoe
Kpecs0 — MeLLOK, 3aN0JHEHHbIV NAACTUKOBLIMM LLa-
pvikamu, 6e3 HOXeK 1N MOANOKOTHUKOB, 6€3 CMMHKY,
6e3 yeTkMx oUepTaHNN— XpPecToMaTUIHbIA NpuMep
BbIXOZa U3 «koneun» ctepeoTnnos. OnpeseneHHo,
3TUM XXe nyTeM uget kamnanus Last Exit, kotopas,
CO3/aB CeTb CTaHLUWN, Cymena npeacTaBuTb YHU-
KasbHbI NPOAYKT, ONepupys Npu 3TOM TEXHOOT-
AMU N MHCTPYMeHTamMun 6peHgmnHra. Bce ocHOBHble
cnaraemble: co3faHune nMnaxa n popMmmpoBaHme
NoaoXnUTeNbHOTro obpasza gaHHOro 6peHaa y no-
Tpebutenen, NnpmuBaeUYEHNE ayaAUTOPUM, CO3aHNe
accouMaTUBHbIX CBA3eN, An3aiiH aTpmbyToB — BCe
HanpaB/ieHO Ha 3aayvy NPOABUXEHNS U AEMOH-
CTpaLumn OCHOBHOIO MpPoAyKTa.

HecomHeHHO, 3aeCb He MPOCTO YHWMKaNbHOEe TOp-
roBoe NnpeasioXXeHne, HO U 1erko 3anoMUHaroLL M-
cs ApKMi 0bpas. Last Exit, co3gaB ceTb, Kaxablii U3
06beKTOB AenaeT YHMKaNbHbIM, akLLeHTUPYA KaX-
AblV pa3 HOCTanbrmyeckme nytewecrsus: Last Exit
DXB Bound odopmneH B ctune petpo 1950-60-
x; Last Exit AUH Bound npeactaBsisieT noctanoka-
NNNTUYECKMNE Men3axku, C BCTPOEHHbIM OTKPbITbIM
pa3BiekaTesIbHbIM KOMMIEKCOM C Urpamu, bunbsap-
[OM, NeNHTHOOM 1 Ap.; OCTaHOBKA B CTU/E PaHUO
C fepeBeHcknM nerzaxkem B Last Exit Al Khawaneej;
Last Exit Al Qudra - KOHHBbI CMOPT CO BUHTaXHbI-
MU aTpnbyTaMu ¥ KMBbIMU CKaKyHaMMU.

JloroTnn, ABAAKOLLMACA BaXHbIM ciaraeMbiM Gup-
MEHHOrO CTUNA, HaBepPHOE, efNHCTBEHHbI Heuns-
MEHHBIN 371eMeHT B odopMaeHUN cTaHumi Last Exit.
®OUrypHbIN LWAT C pa3seNeHHbIM Ha ABe HepaBHble
4acTW, OKpalleHHble B KpacHbIV 1 3eNeHbll LiBeTa.
MoBepx Haagnuce - Last Exit. Jlorotun npeactasns-
eT cobon oTpuLLaHKe BCeX NpaBWJ, yTBEPXKAAROLLMX
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CTUAb BpeHAa, ero LLeHHOCTU, dunocodmio, smMo-
LMOHabHbIA GOH, CTUANCTUKY, KONOPUCTUKY, KO-
TOpble AOMKHbI 66N Bbl MPOYNTLIBATLCA Ha BCEX
aneMeHTax PUpMeHHoro ctund. Vx — Her.
KoHeuHo Last Exit, Mogennpys ceoli 6peHa, nc-
No/b3yeT BCe TEXHOAOTUWN U MHCTPYMEHTbI, Hanpas-
NeHHbIe Ha MPOJABUXXEHWE CBOEro MMEHM, CO3AaHNs
VMUAXa, MPUBAEYEHNA ayAUTOPUN. DTO HECOMHEH-
HO KOHKYPEHTHO CNOCObHbIN bpeHa. OH y3HaBaem
- KaXKAoro, KTO 3anpaBua MallWHY Ha 3TON beH-
30KOJIOHKE, OH JenaeT CBOVM PeK/JaMHbIM areH-
TOM. MHoro v euwe Hangetca A3C, doTtorpadum
KOTOpbIX pa3feTatoTca B MHTepHeTe. OH npeana-

raeT MHOTo 6osblUuee, HeXenn NPOCTo NPUAOPOX-
Hble A3C. AyanTtopusa npuxoauT croda He TObKO
33 OCHOBHbIM MPOAYKTOM — TOMJMBOM, HO U ANA
nposejeHns A4OCyra, HO raBHoe — 0bpeTeHuns He-
3abbIBaeMblix BMeYyaTNeHUN — 3TO YHUKANbHbIA My-
3el, 30Hbl AN NUKHWKA, Lenas ceTb Gya-KopTOB.
EAVHCTBEHHO, Yero 3secb HeT — eANHOTO CTUNCTU-
yeckoro pelueHus. Mpun Tom, uto Last Exit, pupmeH-
HbI CTUb KOTOPOW, MO NOTMKE KOPNOPaTUBHOIO
CTUNA, JONMKEH BbITb TOXAECTBEHEH Ha KaXoM
obbekTe 1 y3HaBaeM. Ho kaxzaa CTaHUMA YHU-
KanbHa. Mo cyTn, HeM3mMeHHOM YacTbto bpeHaa AB-
NAEeTCA TONbKO Ha3BaHwme.
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POLYCHROME PAINTING IN THE ARCHITECTURE OF
THE FORBIDDEN CITY IN SHENYANG (1625-1636):
IMAGES AND ORNAMENTAL MOTIES

Summary: In addition to being one of China’s two re-
maining ensembles of imperial palaces, the Forbidden
City in Shenyang is the only architectural complex that
provides a sense of the characteristics of early Manchu
Qing Dynasty architecture and decor. Shenyang's archi-
tectural polychrome decor, which showcases the variety
of polychrome painting, reflects how many cultures (such
as Manchu and Tibetan) influenced the development and
evolution of Qing-era polychrome painting. Moreover,

Shenyang has been known since the second
century BC. The army of the young Manchu Qing
Dynasty (1616-1912), which at the time was only
beginning to acquire strength and compete for con-
trol of all of China with the then-ruling Ming Dy-
nasty, captured the ancient city of Shenyang in the
northeast of modern-day China in 1621.

Renamed by the Manchus to Mukden, the city
was declared their capital in 1625. Soon after, they
moved their ancestors’ ashes there. For all subse-
quent Chinese rulers, this fact alone was sufficient
to identify Shenyang as a destination of continu-
al pilgrimage. However, the ambitions of the new
government were not limited to this: it was de-
cided to build their own Forbidden City in Shen-
yang, modelled on the imperial Forbidden City in

it offers valuable resources for researching the develop-
ment and typology of ornamentation as well as the paint-
ing style of official polychrome paintings throughout the
Qing era’s many architectural periods.

Keywords: polychrome painting in architecture, Forbid-
den City in Shenyang, Qing Dynasty, Xuanzi decoration,
dragon pattern, Suzhou pattern, the baozhu (auspicious
grass) pattern.

the main capital of China, Beijing, which was still
inaccessible to them.

The Forbidden City of Shenyang (GLPH&EE) was
mainly built in just over ten years (1625-1636) and
became not only a palace where members of the
imperial family lived, but also a place where the
emperors held important meetings and receptions.

After the capture of Beijing in 1644 and the
spread of the power of the now Great Qing to all
of China, Shenyang—Mukden lost its capital status.
Nevertheless, it was the subject of constant con-
cern for all the rulers of China as the “old” capital
and as a place of remembrance of the ancestors, the
founders of the Great Qing, for the next 300 years
of the rule of the new dynasty. The Forbidden City
in Shenyang continued to be the new rulers’ resi-
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IlL. 1. Plan of the Forbidden City in Shenyang. The Eastern complex: 1) the Dazheng Hall (XEUER); 2) Shiwang Pavilions (Ten Princes’
Pavilions) (+F=). The Central complex: 3) the Daqing Gate (K3&I17); 4) the Chongzheng Hall ((RBIER); 5) the Phoenix Tower (R B 1%);
6) the Qingning Palace (FT'8); 7) the Jiguang Hall (G&5¢ER); 8) the Bao Ji Palace (£1}'E); 9) the Yihe Hall (BRFNER), 10) the Jingdian
Pavilion (4 42&)); 11) the Imperial Ancestral Temple (KJg&); The Western Complex: 12) the Performance Stage (3% &); 13) the Jia Yin Hall
(Z=FBAE), 14) the Wenyuan Pavilion (UK &); 15) the Yangxi Studio ({I1B&35); 16) the Jiujiang Hall (L8] BR).

dence during their travels around the country and
to the place of worship of ancestors.

In accordance with the chronology of construc-
tion and differences in layout, all the buildings in
the Forbidden City in Shenyang can be divided into
three architectural complexes: the Eastern, the Cen-
tral, and the Western (ill. 1).

The Eastern Complex was the first to be built, back
in the early Qing Dynasty (1621-1644). The Dazheng
Hall (XEUE) and the Shiwang Pavilions (Ten Princ-
es’ Pavilions) (+F =) are its main buildings. They
were used for grand ceremonies and were the place
of service of officials.

A number of buildings in the Central Complex,
the most important part of the Forbidden City, were
also built in the early Qing Dynasty (1621-1644);
they were located on the central axis of the com-
plex. These are: the main Daqging Gate (K7&[7), in-
tended for the ceremony of welcoming the emperor,
the Chongzheng Hall (2BE%) for official ceremo-
nies, the Phoenix Tower (X & #%) for rest and enter-
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tainment of the imperial family members and for
negotiations, the Qingning Palace (&) built for
the empress. Most of the buildings of the Central
Complex, built in the middle of the Qing Dynas-
ty (1736-1850), were located on the left and right
sides of the central compositional axis. These build-
ings were mainly used for the residence and work
of the imperial family members during their tradi-
tional Eastern Journey. For example, in the Jiguang
Hall (i8¢ E%), the emperor conducted state affairs
and gathered officials for advice. The Bao Ji Palace
(F1KER) was intended for the emperor to rest. The
Yihe Hall (EiF0ER) was the living quarters of the em-
press dowager. Special pavilions were intended for
ancestor worship ceremonies: these included the
Jingdian Pavilion (%8t &]), where the genealogy of
the imperial family was kept, and the Imperial An-
cestral Temple (XJiE).

Most of the buildings in the Western Complex
were built in the middle of the Qing Dynasty (1736-
1850). The most significant are: the Jia Yin Hall (375

Ill. 2. Main types of the Qing Dynasty painting (ill. from [7, 135])

%), the Wenyuan Pavilion (3Ci#&]), the Yangxi Stu-
dio ({IJEE35), and the Jiujiang Hall (fL[E]E%). These
buildings were used by the emperor as a library for
storing and reading books, and as a stage for watch-
ing plays. Although the buildings in the Shenyang
Forbidden City were repeatedly repaired and con-
stantly updated throughout the Qing Dynasty, to-
day the Forbidden City in Shenyang is not only one
of the two surviving ensembles of imperial palac-
es in China, but also the only architectural complex
that gives an idea of the architectural features and
polychrome decor of the early period of the Man-
chu dynasty. Thus, the polychrome decor preserved
in Shenyang is a unique example of the develop-
ment of the official direction of painting in the ear-
ly Qing Dynasty. Moreover, it is of significant artistic
and scientific value, demonstrating the diversity of
achievements of polychrome painting in the Shen-
yang palace complex. It provides valuable resourc-
es for researching the development and typology
of ornamentation in different periods of the Qing
architecture development.

As is known, almost all structural elements in the
buildings of the late Ming Dynasty and Qing Dynasty
were covered with paintings [1; 2; 6; 7]. In Qing ar-
chitecture, according to the nature of the patterns,
three main types of painting are distinguished: Pal-
ace (F1&£¥% &), Centipede Circle (JE ¥ &), and Su-
zhou (FFI ¥@) [6, p. 139; 3, p. 453].

The Centipede Circle type, also known as the Xu-
anzi painted decoration [1, pp. 193-199], was orig-
inally used to decorate palace buildings during the
Ming Dynasty. However, later, with the advent of
the Qing Dynasty, the Centipede Circle-type paint-
ing began to be widely used in large complexes for
ritual or administrative purposes.

The highest rank was held by Palace painting, also
known as the Hexi coloured painting, or the Drag-
on pattern [1, pp. 201-205]. It appeared in the early
period of the Qing Dynasty. These are polychrome
paintings, usually with an abundance of gold col-
our. Golden dragons and phoenixes as symbols of

the emperor and empress are the main motifs of
such paintings.

The Suzhou type of painting is considered the
“"youngest”. It did not exist at all during the Ming Dy-
nasty and appeared only during the Qing Dynasty [1,
pp. 206-209]. It is believed to have got its name from
the area of Suzhou City in Jiangsu Province, where
it first originated. The Suzhou type of painting was
used mainly in park buildings: such paintings depict-
ed scenes from everyday life or from literary works,
as well as landscapes, flowers, birds, and animals.

The Forbidden City in Shenyang exhibits all of
the above-mentioned types of official polychrome
painting adopted during the Qing Dynasty: the Pal-
ace or Dragon pattern (F1&£%2 @), the Centipede Cir-
cle or the Xuanzi painted decoration (g F¥ &), the
Suzhou-style painting (A% B). However, the uni-
ty of artistic style characteristic of the middle Qing
period (1736-1850) is obviously different from the
style of polychrome painting of the early Qing Dy-
nasty (1616-1735) presented in the Forbidden City
of Shenyang, where the original artistic features of
the Manchu and Mongolian ethnic groups were still
present. The unique paintings of baozhu (auspicious
grass) (FHEEHEFE), preserved only in individu-
al buildings of the Forbidden City in Shenyang, are
one of such manifestations of the bright and bold
artistic features of Manchu and Mongolian origin.

Let us move on to consider the features of poly-
chrome painting in the architecture of the Forbidden
City in Shenyang — a large-scale architectural com-
plex that unites the building art of the Han, Manchu,
and Mongolian ethnic groups and has high histor-
ical and artistic value for the history of Chinese art.

The Centipede Circle painting, or the Xuanzi paint-
ed decorations (Je ¥ &), which are the earliest form
of official polychrome painting of the Qing Dynasty,
originated in the Ming Dynasty and remained the
most important form of architectural decoration in
official buildings of the new dynasty. In the early pe-
riod of the new dynasty, the Xuanzi painted deco-
rations retained the simplicity of composition with
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Ill. 3. The Centipede Circle painting, or the Xuanzi painted
decorations of the early Qing Dynasty (1736-1850), in the Imperial
Ancestral Temple of the Forbidden City in Shenyang.

Ill. 4. The Xuanzi painted decoration of the Ming Dynasty in
the Ten Thousand Buddha Pavilion of Zhihua Temple in Beijing.

special attention to detail. Later, their artistic char-
acteristics began to acquire a programmatic charac-
ter and develop in the direction of greater stylisation
and abstraction of ornamental decoration. The ar-
tistic features of this type of painting played an im-
portant role in the creation and development of all
types of polychrome painting during the Qing Dy-
nasty (ill. 3).

In the architectural decor of the Shenyang Imperi-
al Palace, the Xuanzi painted decorations are usually
used in the traditional, classical, three-part compo-
sition, which appeared in the Ming Dynasty (ill. 4).

By the beginning of the Qing Dynasty, the siz-
es of the composition parts gradually evened out
and acquired greater proportionality. This type of
composition laid the foundation for the emergence
and development of other forms of official poly-
chrome painting of the Qing Dynasty. The peculiar
fork-shaped lines on the painted beam, between
the central and intermediate (surrounding the cen-
tral part on both sides, “connecting”) parts of the
Xuanzi painted decoration, also underwent chang-
es: from the original wavy line, they evolved to an
acute-angled form consisting of straight lines, and
as the composition developed, the angle gradual-
ly became wider.

The Rotating flower pattern (Jg£) is the most
important decorative element of the Xuanzi painted
decoration. The general appearance of this pattern
also gradually evolved from a realistic floral orna-
ment to an abstract geometric one, and the original
oval shape changed to a circular one. Thus, the Ro-
tating flower, being one of the key elements of the
Xuanzi painted decoration, retains one of the main
places in the pictorial decoration of Qing architec-
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ture; however, it has a modified form, subject to the
general stylistic development.

It is important to note that during the reign of
the Ming Dynasty, the central part of the beam with
the composition of the Xuanzi painted decoration
was usually not covered with any patterns, whereas
during the Qing Dynasty, various images of dragons,
phoenixes, as well as flowers, brocade, and other or-
naments began to be placed here. At the beginning
of the Qing Dynasty, under the influence of Manchu
culture, the style of these decorative patterns was
somewhat rough and lapidary; however, it was dis-
tinguished by a bold generalisation of forms. Sub-
sequently, as the influence of Han culture deepened,
they gradually developed in the direction of greater
sophistication and elegance [5, p. 23].

The Xuanzi painted decoration, which is the earli-
est form of painting applied in decorating the Shen-
yang Imperial Palace, was widely used in decorating
buildings in the Forbidden City in Shenyang, such
as the Dazheng Hall, the Imperial Ancestral Temple,
and others. Moreover, various versions of this type
of painting became one of the ways to demonstrate
the status of buildings. Thus, in the Xuanzi painted
decoration of the Shenyang Palace, three levels of
quality decoration can be distinguished, in accord-
ance with the different artistic characteristics used.

The so-called jade polishing class (¥ E £ F%
) is the first level, and also the highest. This pat-
tern can be seen in the Imperial Ancestral Temple,
where the use of blue and green as the main col-
ours is the main colour feature, as well as the use
of a large amount of gold to apply decorative pat-
terns. The painting process includes a large number
of tonal gradations of colour, with the help of which
more complex and soft transitions are made, creat-
ing the effect of polished jade from afar. As for the
decorative motifs in the intermediate parts of the
beam, the traditional Chinese ornament, the vor-
tex pattern, predominates here; however, its form
is simpler and more abstract. In the central part of
the beam, images of a dragon, a phoenix, and bro-
cade patterns are the main decorative motifs (ill. 5).

The gold dot type (&= &K EF%* H), which is
characterised by the fact that the entire decoration
is made in a flat manner, is the second level. As can
be judged by the name, gold is widely used here
in the lines of the pattern; however, it is used on a
smaller area and only as a decoration (ill. 6).

The third level is represented by the Yau Mo type
(FELBHEFFE). The paintings of this type are quite

simple and, therefore, belong to a lower class. Its
colours correspond to the style of ink painting. The
main distinguishing feature of this type is that all
the contour lines are made in black and white, and
the painting is mainly done with separate colour
spots, giving the whole composition a flat charac-
ter. Gold is not used in the decoration. The central
part of the beam has practically no decorative pat-
terns. The general stylistic direction of the third level
of the Xuanzi painted decoration lies in the graceful
lines of the main pattern and the expressiveness of
local colour spots (ill. 7).

The Palace paintings, or the Dragon patterns, are
associated with the symbolism of imperial power;
thus, this motif and its compositional features had
the highest rank in the official polychrome paint-
ing of the Qing Dynasty. It is found mainly in the
Chongzheng Hall, the Phoenix Tower, the Diguang
Hall, and some other buildings that have been re-
stored many times.

The Dragon pattern has different forms depend-
ing on the relation between the image itself and the
ornamental design. In the Shenyang Forbidden City,
the golden dragon pattern and dragon grass pat-
terns were mainly used. In the golden dragon pat-
tern, the images of dragons are created with gold
paint, and such decoration, as a rule, is located on
the outer cornices of the building. In the dragon
grass compositions, dragon images are combined
with plant patterns; such images are used mostly
inside the building.

On the outer eaves of the Shenyang Imperi-
al Palace, the golden dragon pattern composition
consists of three main parts: the central part of the
beam (##:(»), the intermediate parts (3%:3k), and the
end parts (§izk). They are complemented by such
details as fork lines (% A %) and "boxes” (&) for
decoration and adjustment of the ratio of elements
[5, p. 24]. Fork lines are one of the main features
that distinguish the dragon pattern. In the early
Qing Dynasty, most of them had wavy shapes, and
in the second half of the Qing Dynasty, they grad-
ually acquired straight outlines (ill. 8).

The colour scheme is traditional. Blue and green,
combined with a large number of gold elements,
are the main colours. This combination of colours
corresponds to the overall artistic design of the
architecture and creates a noble and at the same
time magnificent image, corresponding to the im-
perial residence.

| B R

Ill. 5. The Xuanzi painted decoration of the early Qing Dynasty
(1736-1850) in the Imperial Ancestral Temple of the Forbidden
City in Shenyang (1, 2 - fork-shaped lines).

Ill. 6. The Xuanzi painted decoration of the early Qing Dynasty
(1736-1850) in the Imperial Ancestral Temple of the Forbidden
City in Shenyang.

Being the most important decorative element of
the design of imperial buildings, the dragon pattern
is canonical, strict in its compositional structure; how-
ever, it contains the possibility of variability, which
is more characteristic of this decor type of the late
Qing dynasty.

The dragon pattern on the internal cornices of the
building in the Forbidden City in Shenyang has obvi-
ous differences compared to the external decor. Let
us take the Chongzheng Hall as an example (ill. 9).

The general structure of the composition is pre-
sented here in four parts: the central part of the
beam, the intermediate (connecting) part, the end
part, and the so-called “box". In the central part, blue
or green is used as a background; inside, there are
two stripes with golden dragons and a pattern of
red clouds. The intermediate part has a red back-
ground, and on it, there is the auspicious grass (&£
B K| %) pattern in the form of a blue or green grape-
vine. The end of the beam is painted with a gold-
en twisting grass (&HE4Y) pattern, while the "box”
is painted with a golden Kui dragon pattern. This
type of composition is most common in formal poly-
chrome painting; however, in the Chongzheng Hall,
there is also a second type, called the baofu (8#k)
type. “The word baofu (literally, a handkerchief) re-
fers to a type of Chinese traditional packaging ma-
terial, which was a fairly large square piece of cloth
that was used to wrap an object for ease of carrying.
The baofu composition designates a section with the
main decorative painting, which, like a baofu can-
vas, wraps around the structural element diagonal-
ly” [1, p. 211]. The use of a semicircle in the central
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Ill. 7. At the top, there is a coloured painting on the outer cornice of one of the Shiwang Pavilions of the Forbidden City in Shenyang;
it is made in the style of the Yau Mo type of the Xuanzi painted decoration. At the bottom, there is the Yau Mo type of the Xuanzi painted
decoration on the Shenwu Gate of the Forbidden City in Beijing.

part, which occupies almost half of the entire com-
position, is its main feature (ill. 10).

The background colour is red, and two gold-
en dragons are usually depicted inside. Around the
dragons, there is a pattern of golden flames and a
cloud pattern of blue, green, and other shades of
cold colours. The composition is framed by a blue
and green border. Green leaves and pink flowers
are painted against the blue border, and blue ruyi
patterns (I07&) are painted against the green back-
ground. The prototype of this pattern is an ornament
that appeared in ancient China, its shape is similar
to clouds. Red ruyi patterns run along the edge of
the composition. In the intermediate (connecting)
part, which is smaller, a darker blue colour is used
as the main colour; on it, golden flowers and twist-
ing grasses are applied. The colour combination of
a large amount of red and gold reveals features of
the Manchu and Tibetan traditions. Thus, the poly-
chrome painting of the Shenyang Palace reflects the
features of the early period in the development of ar-
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chitectural pictorial decor of the official polychrome
painting of the early Qing Dynasty.

The Suzhou-style decorative painting was recog-
nised as the official polychrome painting during the
Qing Dynasty. It was mainly used to decorate galler-
ies, pavilions, and other landscaping structures in the
buildings of the imperial palace complex. However,
over time, the requirements became less strict, al-
lowing the Suzhou-style painting to be used in the
Shenyang Forbidden City and large-scale buildings
such as the Chongzheng Hall, the Phoenix Tower,
and the Qingning Palace.

For example, in the Qingning Palace, this type of
painting not only shows the generally recognised
characteristics of the official polychrome painting of
the mid-Qing Dynasty, but also the artistic features
of Manchu architectural painting decor: the compo-
sition type with the baofu element, which original-
ly appeared in the dragon pattern in the early Qing
Dynasty, is used in the main structure. In the mid-
Qing Dynasty, this form of composition was more
popular in the official polychrome painting in the

Suzhou style. The baofu element occupies almost
two-thirds of the entire painting [4, p.10]. Here, the
golden dragon pattern is used as the main motif,
which differs significantly from the traditional image
in official paintings. In addition, on the edges of the
composition and in the end parts of the beam, such
patterns as flowers, ruyi (407%), and twisting grass (
% E) are depicted. In their interpretation, the Man-
chu heritage, manifested in greater clarity and lapi-
dary nature of the drawing and images as a whole,
is recognisable. As for the colour, red and gold pre-
vail in the image of dragons, and blue and green
are used for ornamental decor. Such a colour com-
bination has obvious characteristics of architectur-
al polychrome painting in the Manchu and Tibetan
regions (ill. 11).

The baozhu (auspicious grass) painting (£F¥%&
HEXmE) is a type of polychrome painting charac-
teristic of the Manchu and Tibetan regions. It also
had official status during the early Qing Dynasty and
combined the Manchu, Tibetan, and Han traditions.
This type of decor was one of the earliest used to
decorate the Shenyang Imperial Palace (ill. 12).

It is the presence of the baozhu (auspicious grass)
composition in the Shenyang Palace paintings that
makes them unique, since this type of decoration
was popular only in the early Qing Dynasty. In addi-
tion, it is important not only that this motif is quite
rare, but also that very few of its well-preserved ex-
amples have survived. The best-preserved paintings
of this type are in the Phoenix Tower. The use of the
haiman style (& 2 =, #&l), compositions without a
structural frame, in the painting makes the decor ex-
tremely free and open. As a rule, one or three “treas-
ure pearl” beads (£ k) are depicted in the centre,
which are endowed with magical meaning in Tibet-
an Buddhism. On both sides, there is a symmetrical
pattern of baozhu (auspicious grass) (FHEEX),
similar to a grapevine curling inward or outward. In
the architectural polychrome painting of the Man-
chu and Tibetan areas, the baozhu (auspicious grass)
compositions are often used to form a pattern with a
symmetrical upper and lower part. As for the colour,
red is used as a background for the entire painting,
blue and green are for the auspicious grass pattern,
and the treasure pearl is painted in gold. This colour
scheme has pronounced ethnic features.

Thus, the architectural painting decoration of the
Shenyang Imperial Palace makes it possible to trace
its evolution and establish its stages from the early

Ill. 8. The Dragon pattern of the middle Qing Dynasty (1736-
1850) in the Jiguang Hall of the Forbidden City in Shenyang (1 —
the central part of the beam painting; 2 — the intermediate part;
3 — the end part; 4 — "boxes”; 5 — fork lines).

Il 9. The Dragon pattern composition on the beam of the
inner room of the Chongzheng Hall of the Forbidden City in
Shenyang (1 — the central part of the painted beam; 2 — the
intermediate part. 3 — the end part; 4 — "boxes”; 5 — the
auspicious grass pattern; 6 — the Kui dragon pattern; 7 — the
twisting grass pattern).

to the late Qing Dynasty. In early official polychrome
painting, the colour combination is extremely bright,
with a large use of red as the main colour, while a
small number of cool colours are introduced as or-
namental decorations to form a strong contrast. In
the use of the shape of the images and ornamental
motifs, there is a sense of generality and lack of de-
tail; thus, these images are perceived as somewhat
rougher, however, this gives them a special expres-
sive, bold visual effect. From the second half of the
Qing Dynasty, cool colours and their tonal gradations
became the main ones; red is used to a lesser extent,
and large areas of the ornament are covered with
gold to enhance the grandeur and expressiveness.
The composition becomes stricter, and the paint-
ing style is characterised by a more planar super-
position of local colour spots with a rare gradation
of tonal development. The differences in the offi-
cial polychrome painting of the late Qing Dynasty
are reflected mainly in the stylisation of decorative
motifs, which become more abstract. Thus, poly-
chrome painting in the architectural decoration of
the Shenyang Imperial Palace not only demonstrates
different stages of its artistic evolution in various pe-
riods of the Qing era, with their own special artis-
tic characteristics, but also reflects the influence of
many cultures (Manchu, Tibetan) on the formation
and development of Qing-era polychrome painting.
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[MNOJIMXPOMHAA XUBOTNCb B APXUTEKTYPE
3AMPETHOIO rOPOAA B LUSHBAHE (1625 — 1636):
OBbPA3bl N OPHAMEHTAJIbHbIE MOTVIBbI

AHHOmMayuA: 3anpeTHbl ropog B LLsHbsHe aBaseTcs
He MPOCTO OAHUM U3 ABYX COXPaHWBLUUXCSH aHCambael
MMnNepaTopckmx AsopLos B Kntae, HO 1 eANHCTBEHHbIM
apXUTEKTYPHBIM KOMMIEKCOM, KOTOPbIV AaeT npeAcTaB-
NeHne 06 0CO6EHHOCTAX apXMTEKTYPbI M apXUTEKTYPHO-
ro fekopa paHHero nepuoga npaBaeHns MaHbuY>XypPCKOn
anHactum LinH. CoxpaHuBLuniica B LLIsHbsAHe apxuTekTyp-
HbIV MONIMXPOMHbIN AEKOpP, AEMOHCTPUPYS pasHoobpasue
MOJNXPOMHOM XXMBOMUCK, OTPaxaeT BAUAHME Pa3any-
HbIX Ky/NbTYp (MaHbUXypckon, Tnbetckon) Ha popmm-

[peBHNN, n3BecTHbIN ele co |l B. #0 H.3. ropog,
LlleHbsiH Ha ceBepO-BOCTOKe coBpeMeHHOro Kutas
B 1621 roay 6bia B3ST apMUEN MONOAON MaHbYXYp-
ckon gmHactm LnmH (1616-1912), koTopas B Te Bpe-
MeHa eLLe ToNbKO Habupana cBoto cuy 1 boponacb
3a B/1aCTb Hag BceM Kutaem c npapsLen Torga av-
HacTnen MuH.

MeperMeHOBaHHbIN MaHbYxXypamu B MykzeH, ro-
poz B 1625 roay 6611 06bSBAEH UMW CBOEN CTOMN-
Lieid, B KOTOPYH OHW B CKOPOM BPEMEHW NepeHecIn

pOBaHWe ¥ pa3BUTME NOJUXPOMHON XNBOMUCK SMOXK
LIMH 1 npesocTaBaseT BaxHbIi MaTepuan 41s nsyye-
HWS 3BONIOLMM U TUMONOTUM OPHAMEHTOB W XXMBOMMC-
HOW MaHepbl 0GULMaNbHON NONANXPOMHON XKMBOMUCH
B pa3Hble NepuoAbl Pa3BUTUA apXUTEKTYPbl 3Moxu LinH.

Kntouessie cosa: NosUXpoOMHAA XU80ONUCL 8 ap-
xumekmype, 3anpemHsili 20po0 LLIsHeAHA, duHacmus
LjuH, «ykpaweHue CoaHby3bl», «y30p OpakoHa», <y30p
Cyuxoy», «y30p 6aouxu — 61azonoxenamensHas mpa-
8a».

Mpax CBOWX NPeAKOB. Y>ke OAHOr0 3TOro obCcToATeNb-
CTBa 6bII0 LOCTaTOUHO, UTOObI BblAeNUTb LLIeHbsH Kak
MeCTO MOCTOSAHHOTO MaJOMHNYeCTBa BCEX CeAYHO-
Lux Bnactutenen Kutasa, Ho ambuum HOBOW BacTU
3TUM He orpaHuunance: B LLeHbsHe BblN0 peLleHo
BO3BECTU COOCTBEHHbIN 3aMpeTHbIN FOPoZ no obpas-
Ly HeLOCTYMHOTO eLLe MM MMMepaTopckoro 3anpert-
HOro ropoza B OCHOBHOW ctonunue Kutas — MNekunHe.

3anpeTHbii ropog LWeHbsiHa (GLBHHLE) 6bin, B
OCHOBHOM, BO3BE/IEH 3a AeCsATb C HeboNbLIUM ieT
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Ill. 10. The Dragon pattern composition on the beam of the inner room of the Chongzheng Hall of the Forbidden City in Shenyang.

(1625-1636) 1 cTan He TOABKO ABOPLIOM, FAe XUAN
U/ieHbl UMNepPaToOpPCKOl CeMbU, HO U MeCTOM, rae
nMnepaTopbl MPOBOANIN OTBETCTBEHHbIE BCTpeE-
4Yn 1 NpUeMsl.

W, xota nocne B3atua yxe B 1644 roagy MNekn-
Ha 1 pacnpocTpaHeHus BAacTu Tenepb yxe Beaun-
kon LnH Ha Becb Kutai, LLieHbAH-MykaeH notepsn
CBOW CTOJIMYUHBIN CTaTyC, OH TEM He MeHee Bce Mo-
cnegyrowme noutn 300 net BAajbluecTBa HOBOWN
AVHACTUM Bbln NPesMeTOM HeyCTaHHOW 3ab0Thl
BCex npasuteneit Kutas kak «crapas» ctoaumua u
KaK MecTo MOMWHOBEHMWSA NPEAKOB, POAOHaYaNbHU-
koB Benvkon LinH. A 3anpeTHsbili ropog B LLsHbs-
He Mo-NpexHeMy OCTaBa/Cs UX pe3ngeHunent Ha
BpeMs NyTeLecTBUN HOBbIX MpaBUTENEN MO CTpa-
He 1 K MeCTy MOKJIOHEHMA NpesKaMm.

B cOOTBETCTBMM C XPOHONOTMEN CTPOUTENBCTBA
N pasinuymMamMun B NJaHUPOBKE BCe 34aHKA B 3a-
npetHom ropoge LL3HbsAHa MOXHO pa3zennTb Ha
TP apXUTEKTYPHbIX KOMMAEKCa: BOCTOYHbIN, LieH-
TpaibHbIA 1 3anagHbiid (uan. 1).

MepBbIM, elle BO BPpeMEHa paHHeN AnHacTUm
LunH (1621-1644), 6610 BO3BEAEH BOCTOUHBIN ap-
XUTEKTYPHbI KOMMAEKC, A€ FaBHbIMU 34aHUAMN
asasatotca «3an JauwksH» (KIBE) v «[aBuabOHbI
LWwneaH» (MaBUAbOHLI AecATn npasuTenen) (+E
). OHM NCNONb30BaNUCh A5 MPOBEAEHNS Mac-
WTabHbIX LEPEMOHUI N TaKXKe ABASINCE MECTOM
CNy>K6bl UNHOBHUKOB.

Psap 3paHnii LleHTpanbHOro apxmMTekTypHOro
KoMmiekca — Hanbosiee BaXXHOM yactn 3anpeTHo-
ro ropofa — Takxe 6bl1 NOCTPOEH B Havyane AnHa-
ctm UnH (1621-1644); oHM 6bian pa3MeLLeHbl Ha
LEHTPaNbHOM OCK aHcambas. 1o rnaBHble «[aumH-
ckve BopoTa» (Ki&[7]), KoTopble NpesHa3Hauyannch
ANA NPOBeAEeHNS LLePeEMOHMN BCTPEYN nMmnepa-
Topa, «3an YyHuxasH» (REER) — 4ns oduumans-
HbIX LlepeMoHui; «bawHsa Gexvkca» (REEE) — ans
OTAbIXa U pa3BJeYEeHM YIEHOB MMMEPATOPCKON
ceMbM, a TakXke NpoBeseHus neperosopos. ns
nmnepaTtpuLbl 6611 Bo3BeaeH «/lBopel, LIMHHUH»
(ET'5). bonbwmHCcTBO Xe 3aaHunii LleHTpanbHo-
ro KOMMJeKca, MOCTPOEHHbIE B CepesUHe AMHa-
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ctum LUmn (1736-1850), 66111 pacnonoxeHb! no
NIEBYIO W MPaBYO CTOPOHbI OT LLEeHTPasbHOM KOM-
NMO3NLNOHHON OCKU. B OCHOBHOM 3TV CTPOEHMSA nUC-
NoJIb30BaANCh A MPOXMBAHUA 1 PaboTbl UNEHOB
MMMepaTopCcKON CeEMbM BO BPEMS UX TPAAULIMOHHO-
ro BoctouHoro nytewectsma. Hanpumep, B «3ane
Auryanr» (EYEEL) nmnepaTop 3aHMMancs rocy-
JapCTBEHHbIMUY AefaMu 1 cobrpan YMHOBHUKOB
ans coeeta. «/Jsopel, baousn» (F1REX) npesHa-
3Havanca Ana oTabixa UMnepatopa. «3an Vnxa» (
B F1EX) — >kunble NOKOW BAOBCTBYHOLLEN MMMNEPaA-
Tpuubl. CneymnanbHble NaBUAbOHbI NpeAHa3Haya-
JNINCb 415 NPOBEAEHUNS LLEPEMOHUN MOKJOHEHMSA
npeskam: 370 «[aBunboH LianHasHb» (EELE]), rae
XpaHuiack reHeanorns MMNepPaTopCcKon CeMbH, a
Takxe «/IMnepaTtopckmii xpam npeakos» (KJE).

Bo/MbWMHCTBO 34aHMNI 3anagHOro KoMnaek-
ca bbII0 MOCTPOEHO B cepeauHe anHacTum LinH
(1736-1850). Hanbonee 3HaUNMbIMUN ABAAIOTCA:
«3an UzanH» (EFEE), «[MaBnaboH BaHboaHb» (3
({INEEZE) n «3an LzrousaH»
(jL|EﬂEx). OTW CTPOEHMS NCMOABb30BaINCh UMMEepa-
TOPOM Kak 61MbanoTeka — 418 XpaHEHUS N UTEHUSA
KHWUT, @ TakXKe Kak cLueHnYyeckme naowaakm — ans
NpoCMOTpPa CrekTakaen.

M xoTa Ha NpoTAXKeHMN BCEro BPeEMEHW Nnpas-
neHns guHactum LlmH 3paHmna B 3anpeTHOM ropo-
ze LLsHbsHa HEOAHOKPATHO PEMOHTUPOBAAMUCH W
NMOCTOSHHO MOHOBASANNCH, HAa CEFOAHALWHUNA AeHb
3anpeTHbI ropog, B LLUsHbsAHe SBASETCA He NPOCTO
OfHVM M3 BYX COXPaHUBLUMXCA aHCaMbrel nm-
nepatopckux gsopLos B Kutae, HO n eANHCTBEH-
HbIM aPXUTEKTYPHbIM KOMTMIEKCOM, KOTOPbIA faeT
npeactaBieHre 06 0COBEHHOCTAX apXUTEKTYpPbI
N apXMTEKTYPHOro NMOJMXPOMHOrO AeKopa paH-
HEero nepuoga npasaeHNs MaHbUXYPCKOW ANHA-
ctmmn. Takmm obpasom, coxpaHmBLunics B LLsHbsAHe
NOJIMXPOMHBIN AeKOpP ABASETCA YHUKAbHbIM 00-
pa3uoM pa3BUTUA oPULLMaNBHOTO HanpaBaeHUs
XNBOMUCK Nepuosa paHHen anHactum LinH v npega-
CTaBAAeT CyLeCTBEHHYH XY0XXEeCTBEHHYH W Ha-
YUHYH LEeHHOCTb, AEMOHCTPUPYS pasHoobpasme
LOCTUXEHWUN NOJMXPOMHON XMBOMUCU B ABOPLLO-

BOM komnaekce LLeHbsiHa 1 NpeaocTaBass LeHHbIN
MaTepuan ANA N3y4YeHns 3BONHOLUN U TUMONOTUN
OPHaMEHTOB B pa3Hble NepuoAbl Pa3BUTKA apXn-
TEKTypbl 3n0xu LInH.

Kak 13BeCTHO, NpakTUYecKn BCe 31eMEHTbI KOH-
CTPYKUMI B MOCTPOMKax No3gHen AnHactum MuH
n avHactum LInH nokpeiBannce pocnucamu [1; 2; 6;
7]. B LMHCKOWN apXMTeKType MO XapaKTepy y30poB
BbIZENSAIOT TPU OCHOBHbIX BMAa POCMMCEN: «ABOpP-
uoBbln» (F1EFH), «cnupanbHbln» (FEF % H)
n «cyuxxoyckmin» (AT ¥ |) [6, c. 139; 3, c. 453].

«CnupanbHbIN» TUM, OH Xe «pacnucHoe ykpa-
weHwne CroaHbu3bl» [1, c. 193-199] n3HavanbHO
CNYXWA ANA POCANCEN 4BOPLOBbLIX MOCTPOEK MNpHU
AVHACTUM MWH, HO MO34Hee, C BOLAPEHMEM Au-
HacTum LLMH, pocnucn cnnpanbHOro TmMna cranu
LIMPOKO NCMONb30BaTbCs B KPYMHbIX KOMMAeKcax
pWUTYanbHOroO WA aAMWHUCTPATUBHOIO Ha3HaUeHWs.

HauvBbICLINIA paHT UMeNn «ABOPLOBbIE» POCMN-
CW — OHU Xe «LiBETHas POCMUCh X3CU», UAU «y30pP
ApakoHoB» [1, c. 201-205]. OHM BO3HUKAN B paH-
HWI Nepuoa npasaeHns gnHactum LimH. 310 no-
JNINXPOMHbIE POCMNCK, KaK MpaBuao, c obunmem
30/10TOro LBeTa. [NaBHbIMU MOTUBaMU TakMX pPoO-
cnucen 6blan 3010Tble ApPakoHbl U GEeHUKChl Kak
CMMBOJIbI MMMEepaTopa 1 nMnepaTpuLLbl.

«CyuU>KoyCcKuMI» TUM POCINCEN — CYUTAeTCA ca-
MbIM «MOJI0AbIM», MOSBUBLUMMCS TOJIbKO B Mepunos,
npasfaeHnsa anHactum LinH, a B neprog anHactum
MwuH BOBCe He cywiectBoBaBwuMm [1, c. 206-209]. Kak
CUMTAETCS, OH MOJYYN CBOE Ha3BaHWe Mo paoHy
ropoga Cyuxoy B npoBuHUMK LI3aHcy, rae nos-
BW/ICS NepBOHaYanbHO. CyuxXoyckui Tn pocnucem
NPUMEHSICS B OCHOBHOM B MapKOBbIX MOCTPOMKaX:
Takme pocnucu nobpakanu CroXeTbl N3 NOBCEeA-
HEBHOW >XM3HU UAN U3 INTepaTypPHbIX MPOn3Bese-
HWI, a TakXe nensaxu, LBeTbl, NTUL, U XXUBOTHbIX.

B 3anpetHom ropoge L3HbAHa npeacTaBae-
Hbl BCE YKa3aHHble Bbllle BUAbl ObULManbHOM No-
JINXPOMHOM XMBOMUCK, MPUHATLIE B 3MOXY AVHACTUM
LIMH: «4BOPLIOBbIV», UAN «y30p ApakoHa» (FIEX
[E]); «CNUpPanbHbIN», AN «pacnnCHOE yKpalleHune
CroaHbL3bl» (FETF¥2E]), «pocnunck B cTuae Cyuxoy»
(FHFAFE). OaHaKO eaMHCTBO XYA0XECTBEHHOTO
CTUNSA, CBOWCTBEHHOE Nepuogy cpeaHen LinH (1736-
1850), oueBMAHbIM 06Pa3OM OTANYAETCA OT CTUASA
NOJIMXPOMHOW XUBOMUCK paHHen agnHactum LivH
(1616-1735), npeactaBneHHON B 3aNpeTHOM ro-
poge LUeHbsHa, rae ewe NpucyTCTBOBaAW CaMo-
ObITHbIE XYA40XECTBEHHbIE YePTbl MaHbUXYPCKOWM
M MOHTONbCKOW 3THUYeckux rpynn. OgHUM u3 Ta-

Il 11. The painting represents the Suzhou style of the
early Qing Dynasty (1645-1735) in the Qingning Palace of the
Forbidden City in Shenyang.

KUX MPOSIBJEHUI APKUX U CMEJIbIX XYZOXKECTBEHHbIX
0COBEHHOCTEN MaHbUYXXYPCKOro U MOHTOJIbCKOTO
MPOUCXOXAEHNS ABAAIOTCA YHUKA/IbHbIE POCTINCH
«Baouxy» (FR T HEXE) —«baaronoxenateb-
HOW TpaBbl», COXPaHUBLUMECS Wb B OTAE/bHbIX
34aHuax 3anpeTHoro ropoga B LUsHbsHe.

MepersemM K pacCMOTPEHUIO OCOBEeHHOCTEN No-
JIMXPOMHOW XMBOMWUCK B apXMUTEKTYpe 3amnpeTHOro
ropoga LLaHbsAHa — MacWTabHOro apxmMTeKTYpPHO-
ro Komnnaekca, 06beMHSAOLWLErO CTPOUTENbHOE
NCKYCCTBO XaHbCKOM, MaHbUXYPCKOM U MOHTIO/b-
CKOW 3THUYECKUX TPYMM U MMEIOLLErO BbICOKYH
NCTOPUYECKYHO U XYA0XECTBEHHYHO LLEHHOCTb S
nctopum nckycctea Kutas.

CnuvpasbHble POCAWCY, WY «PaCMUCHblE YKpa-
weHuna CroaHbL3bl» (FEFFE), aBnatolmecs camom
paHHen GopMol odULMaNbHON NOANXPOMHOM XK-
BOMUCK AvHacTum LMK, 3apoguance ele B anoxy
AVHacTUM MUH 1N COXpaHWaW CTaTyC BaXkKHelLero
BMAA JEKOPATMBHOIO OGOPMAEHUSA apXMTEKTYpbI
B OpULMaNbHBIX 34aHUSAX HOBOM AMHACTMW. B paH-
HWIA Nepunoj HOBOW AMHACTUM «pachnCHble yKpalle-
Hus CroaHbL3bl» COXPaHAIT NPOCTOTY KOMMO3MLMK
npu 0cobomM BHUMaHMM K geTansm. [o3xe mx xy-
JOXeCTBEHHblE XapaKTePUCTUKM HaYHYT NpUo6-
peTaTb MPOrpaMMHbI XapakTep U pa3BMBaTbCA B
HanpaBaeHUW H6oabLIEN CTUAU3ALUN U abCcTpaKkT-
HOCTWM OpHaMeHTaNbHOro Aekopa. XyA40XeCTBEeH-
Hble OCOBEHHOCTN 3TOrO TUMa POCMUCK Cbirpan
Ba>kHYO POJib B CO3/j@aHMN U Pa3BUTUM BCEX BUAOB
MOJUXPOMHON XUBOMUCK B NMEPUOZ, NPaBAeHUs An-
Hactum UnH (nan. 3).

B apxutektypHom gekope LLleHbAHCKOro nmne-
paToOpPCKOro ABopua «pacnucHble ykpaweHus Cro-
aHbL3bl» 0ObIYHO UCMOAB3YHOTCS B TPAANLMOHHOMN,
KJ1aCCNUYEeCKOM, TPex4acTHOM KOMMO3nNL MK, KOTO-
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IlL. 72. Painting of the baozhu (auspicious grass) from the early
Qing Dynasty (1626-1644) in the Phoenix Tower of the Forbidden
City in Shenyang.

pas nosiBMAach elle B NEPUOL NMPaBAeHUS AMHA-
ctun MuH (nan. 4).

K Havany npasaeHus anHactmm LK pasmepsbl
yacTen 3TOM KOMMO3MLMM NOCTENEHHO BbIPOBHS-
NNCb 1 06penn 60/bLLYH NPOMNOPLMOHAIbHOCTb.
JaHHbIN TN KOMMNO3ULMW 3a7105KN OCHOBY ANS
3apOXAeHWA 1 Pa3BUTMA OCTanbHbIX GOPM opULM-
aNbHOW MONIMXPOMHON XMBOMUCK ANHACTUM LnH.
CBoOeobpasHble «BUIKOOOpPasHble» IMHUM Ha pac-
NMUCHON Banke — MeXAY LEHTPaIbHOW N «NPOMEXY-
TOUHbIMUW» (OKPY>KAOLLMMUN LIEeHTPaNbHYH YacTb C
06enx CTOPOH, «COefNHUTENbHBIMM») YaCTAMU «pac-
nucHoro ykpaweHus CroaHbL3bl» — Takxke npeTtep-
nesv U3MeHeHUs: OT NepBOHaYaNbHOM BONHNCTOM
JNINHWUW OHW 3BOJIFOLMOHMPOBAAN K OCTPOYTrObHOWM
bopme, cocTosLLen N3 NPAMbIX IUHWIA, MPUYEM NO
Mepe pa3BUTUA KOMMO3WLIMM YrON NOCTENEHHO CTa-
HOBUWACA LUMpeE.

BaxxHeNwM fekopaTMBHbBIM 31EMEHTOM «pac-
nucHoro ykpaweHuns CroaHbL3bl» ABASETCA Y30P
«Bpallatowmnincs uBeTok» (FEfE). Obwmii Bug sto-
ro y3opa Tak>e nocterneHHO 3BOJIOLMOHNPOBaN
OT peasnCTUUYHOTO LIBETOYHOrO OpHaMeHTa K ab-
CTPaKTHO-reoMeTpuYeckomy, a ero popma 13 nep-
BOHaYa/IbHOM OBa/IbHOM NPeBpPaLLaeTCs B KPYrayto.
Takvm 06pasom, «BpalLatoLLUNCS LIBETOK», ABAS-
ACb OJHWM U3 OCHOBHbIX 3/1IeMEHTOB «PaCMMUCHOrO
ykpatleHusa CroaHbL3bl», COXpaHAET OAHO W3 rnaB-
HbIX MECT B XXMBOMUCHOM JileKope apxmTekTypbl LinH,
HO B BUAOU3MEHEHHOW GOpMe, NOAUNHAACH ObLLe-
My CTUJIEBOMY Pa3BUTMIO.

BaxxHO OTMeTUTb, UTO B Mepunoz NpaBaeHUs an-
HacTM MUH LleHTpasbHasa YacTb 6ankm ¢ KOMMNO3u-
Lnen «pacnucHoe ykpalueHve CtoaHbL3bl» 06bIYHO
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He Oblia 3anoJiHeHa KakMMUK-1MB0 y30opamMu, Tor-
4a Kak npuv gnHactum LinH 3geck ctanm pasmeluatsb
pasnnuHble n306pakeHns APakoHOB, GEHNKCOB, a
TaK>ke LBeTbl, MapyoBble U Apyrve opHameHTbl. B
Hayasie npaB/ieHns aguHacTumn LinH nog BansHvem
MaHbUXYPCKOW KyNbTypbl CTU/Ib 3TUX AEKOPATUB-
HbIX Y30pOB Obl/1 HECKO/IbKO rpyboBaTt v nanuaa-
PEeH, HO OT/INMYaNcs cMenbiM 0606LeHneM dopm.
Brnocneacteuu, no mepe yraybaeHns BAUSAHUS XaHb-
CKOW KYNbTypbl OHW NOCTEMNEHHO Pa3BMBatOTCA B
HanpaBaeHUn H6o/bLIEN U3bICKAHHOCTU U n3sLLe-
ctBa [5, c.23].

«PacnmcHoe ykpateHne CroaHbL3bl», MpejcTas-
naowee cobor camyro paHHO GOPMY POCnnCen,
MCMONb30BaHHbIX MNpY ykpaweHuu LL3HbAHCKOro
MMNepaToOpPCKOro ABOpLa, LMPOKO MPUMEHSANOCH
B YKpalweHUn 3aaHuii 3anpetHoro ropoga B LUs-
HbsiHe, Hanpumep, B «3ane JauwkaH», «Mmnepa-
TOPCKOM Xpame npeakoB» n apyrux. bonee Toro
— pa3NnyHble BapuaHTbl aHHOMO TUMa XMBOMUCH
CTanv OA4HUM 13 CNoCcobOB AEMOHCTPaLMM CTaTyCHO-
ro YPOBHS 34jaHUI. Tak, B «pacrnMCHOM yKpaLLueHUn
CroaHbL3bl» LLI3HBAHCKOrO ABOPLA MOXHO Bblae-
JINTb TPU YPOBHSA KauyeCcTBEHHOTO 0hOpM/IEeHNs — B
COOTBETCTBUM C Pa3NNUHbIMU MCMOb30BaBLUNMM-
€A XY,0XKEeCTBEHHbIMW XapakTepucTmkamu.

MepBbIl ypOBEHb — OH e BbICLUWI, NpescTaB-
NseT coboli Tak Ha3blBaeMbI «knacc HeGpPUTOBOro
wandosaHusa» (I EXKFETF2H). OTOT y30p MOX-
HO yBUzeTb B «/IMnepaTtopckomM xpame npesKos»,
rfe rnaBHOM LiBETOBOM OCOHBEHHOCTbIO ABAAETCA UC-
Mo/Ib30BaHWe CMHErO U 3e/1IeHOTO LIBETOB B KauecTBe
OCHOBHBIX, @ TaK>XXe NpUMeHeHVEe 60IbLLOTO KO-
YecTBa 30/10Ta A1 HAHECEHWS AeKOPaTUBHbIX Y30-
poB. B npouecce pocnuvcu ncnonbsyertcs 6osbLioe
KO/IMYECTBO TOHabHbIX rpaZaLnii LBeTa, C MOMO-
b0 KOTOPbIX CO3Aat0TCs Bosee CIOXKHbIE N MsArkme
nepexosbl, YTO nsganeka cosgaet adpbekT noampo-
BaHHOro HedpmTa. Y10 Kacaetcs AeKopaTUBHBIX MO-
TUBOB B «MPOMEXYTOUYHbIX» YacTsax Hanku, To 34ech
npeobnagaet TPagNLMOHHbIA As KUTAUCKOrO Op-
HaMeHTa «BUXPeBON» y30p, HO ero opma Honee
npocTta u abcTpakTHa. B LeHTpanbHOM Yactn ban-
KW B Ka4eCcTBe OCHOBHbIX AeKOPaTUBHbIX MOTMBOB
pacronaratoTcs nsobpaxeHus ApakoHa, deHnkca
1 napyosble y30pbl (M. 5).

BTopoli ypoBeHb — «30/10TOM TOUYEUHbIN TUM»
(M & EHET R E), KOTOPbIA XapaKTepusyeTcs TeM,
UTO BECb AEeKOP BbIMOJHEH B MJIOCKOCTHON MaHe-
pe. Kak MOXHO CyAWTb y>Ke MO Ha3BaHMIo, 30/10TO
LIMPOKO MCMONb3YETCs 34eCh B JIMHUAX Y30pPa, HO

OHO MPUMEHSETCH Ha MeHbLUEen Naowaamn u Tosb-
KO B KayecTBe yKpalleHus (1an. 6).

TpeTuii ypoBeHb nNpeacTaBaeH TunomM «Ay Mo»
(FE{RZEFEF*2E). Pocnucy 310ro TMna A4ocTaTou-
HO NMPOCTbI U MO3TOMY OTHOCATCA K Hosiee HNU3KOMY
knaccy. Ero LBeTa COOTBETCTBYHOT CTUJIHO XXMBOMMUCK
Tywbto. [NaBHOW OTANYNUTENBHON OCOBEHHOCTLIO
3TOro BMAA ABAAETCSA TO, YTO BCE KOHTYPHbIE JIMHUN
ouyepueHbl YePHbIM 1 He/ibiM LBETOM, @ POCMUChH B
OCHOBHOM BbIMOJIHEHA OTAEbHbIMY LBETOBbIMMU
NATHaMW, UTO NPUAAET BCEN KOMMO3MLMM NAOCKOCT-
HbIA XapakTep. 301070 B leKOpe He MCMOb3yeTcs.
LleHTpanbHas YacTb Bankm NpakTMUeckn He umeeT
JeKopaTuBHbIX y3opoB. ObLLas cTuaeBas Hamnpas-
JIEHHOCTb TPEeTbEro ypoBHs «PacnuncHoe ykpatue-
Hue CroaHbL3bl» 3aK1H0YAETCA B U3ALLHbIX TNHUAX
pYCyHKa OCHOBHOTO Y30pa W Bblpa3uTeNbHOCTL N0-
KasbHbIX LBETOBbIX NATeH (Uan. 7).

«[1BOpLOBbIE» POCMNCH, MU «y30Pbl APAKOHOB»,
CBsi3aHbl C CMMBOJIMKON MMMNEPaTOPCKOW BAACTH,
MO3TOMY ZiaHHbI MOTVB U €ro KOMMO3ULMOHHbIe
0COBOEHHOCTU MMeNn BbICLUMA paHr B oduumanb-
HOM NMOJIMXPOMHOM XMBOMNUCK AnHACTMK LinH. OH
BCTpeyaeTcs, rnaBHbiM obpasom, B «3ane YyH-
WK3H», «balwHe ®eHunkca», «3ane uryaHr» n He-
KOTOPbIX APYTUX 3AaHNAX, KOTOpPble 6blN MHOTO
pa3 pecTaBpupOBaHbI.

«Y30p ApPaKkOHOB» MMeeT pasinyHble POPMbI B
3aBMCMMOCTM OT COOTHOLLEHWNS caMOoro n3obpaxe-
HWA 1 OpHaMeHTanbHOro obopmaeHua. B 3anper-
HoM ropoge LL3HbfHa B OCHOBHOM NMpUMEHSCS
«30/10TOW Y30p APaKOHOB» M y30p «TpaBa ApaKko-
Ha». B «<3010TOM y30pe ApakoHOB» M306paxkeHus
APaKOHOB BbIMOJIHEHbI 30/10TOW KPackon, 1 Ta-
KOW fekop, Kak NpaBmao, pacrnofaraeTcs Ha Ha-
PY>XHbIX KapHM3ax 3aHuns. B koMno3nuunsax «tpasa
ApakoHa» n3obpaxeHusa ApakoOHOB COYETaroTCs
C pacTuTeNbHbIMK y30pamu, Takme nsobpaxeHus
MCMONb3YHOTCA MO BONbLUIEN YacTu BHYTPY 34aHUS.

Ha BHewwHwMx kapHM3ax B LLleHbsAHCKOM MMne-
pPaTOPCKOM ABOpPLLE KOMMO3ULMS «3010TOW y30p
[PaKOHOB» COCTOUT U3 TPEX OCHOBHbIX YacTel: LieH-
TpasbHas yactb H6anku (Fi0), «<MPOMEXYTOUHbIE»
yactu (&3k) n Topuesble yactu (§iEL). Nx gonon-
HAOT Takue AeTann, Kak «BUJOYHbIE NUHUW> (]
H %) n «kopobku» (B F) ANs OTAENKN U peryau-
POBKWN COOTHOLIEHMUS 3neMeHTOB [5, c. 24]. «Bu-
JIOYHbIE JIMHUW» SBASIIOTCSH OAHOM M3 OCHOBHbIX
0COBEHHOCTEN, KOTOPbIe OTANYALOT «y30pP APaKo-
HOB». B paHHen gnHacTum LH 60abLINHCTBO M3
HUX UMENN BOSHUCTbIE GOPMBbI, @ BO BTOPOI Mo-

NOBUHE AnMHAcTUK LIMH oHW nocTeneHHo npuob-
penn npamble ouyepTaHma (nan. 8).

B LIBETOBOM peLLEHNM NCMONb3YETCs TPaANLMOH-
Has LBeTOBas raMmMa. B kauecTBe OCHOBHbIX LIBETOB
- ronyboWi 1 3eNeHbI B COYETaHUM C 6ONbLLMM KO-
JINYECTBOM 30/10TbIX 31EMEHTOB. Takoe coueTaHve
LBETOB COOTBETCTBYET OOLLEMY XyAOXKECTBEHHOMY
peLUeHNIO apXMUTEKTYPbl U CO3AaeT 61aroposHbIN
M OfHOBPEMEHHO MbIlWHbIA 06pas3, COOTBETCTBY-
FOLLMIA MMMEepPaToOPCKON pe3naeHLmm.

fiBnsscb Hanbonee BaXKHbIM JeKOPATUBHbIM
3/1EMEHTOM 0bOPMIEHUS MUMMNEepPaTOPCKUX 34a-
HUIN «y30p APaKOHOB» KAHOHWUYEH, CTPOT B CBOEN
KOMMO3WLNOHHOW CTPYKTYpE, HO 3aKIr0YaeT BO3-
MO>HOCTb BapuaTMBHOCTU, UTO B BosbLUEl CTe-
MeHW XapakKTePHO AN AaHHOrO BUAA AeKopa yxe
nosaHen gnHactum LinH.

«Y30p ZpakoHOB» Ha BHYTPEHHUX KapHU3ax 34a-
HuA B 3anpeTHoM ropoge B LLUsHbsiHE no cpaB-
HEHWIO C BHELHWM AeKOPOM MMEET OYEBUAHbIE
pa3nnuus. BozbMmem B kauecTBe npumepa «3an
YyHWKIH» (Man. 9).

Ob6wwas CTpyKTypa KOMMO3MLMW NpescTaBieHa
3/1€Cb YETbIPbMS YaCTAMU: LLeHTpanbHas Yactb 6a-
KW, «MPOMeXyToUYHas» (CoeiMHUTENbHAas) YacTb,
TOopueBas U, Tak Ha3biBaemas «kopobka». B ueH-
TpaJbHOW YacTu B KauecTBe GOHa UCMOb3YyeTCs
ronybon nau 3eneHblii LBeT, BHYTPM pacnonara-
FOTCS ABE MOJOCHI C 30/10TbIMU ApakoHaMu 1 y30-
pPOM 13 KpacHbIX 061akoB. Ha «npomMexXyTouHon»
YacTu KpacHbI LBeT aBaseTcs GOHOM, a Ha HEM
y30p «bnaronoxenatenbHas Tpasa» (HHFERE)
B BU/JE BUHOTPaJHOM JI03bl CUHETO WU 3€/IEHOTO
uBeta. TopLeBas YacTb banku pacnvcaHa 30/10Tu-
CTbIM Y30POM «3aKpyumBatoLwasncsa TpaBa» (HEL),
B TO BpeMs Kak «kopobka» pacnucaHa 30/10TbiM
Y30pOM «ApakoH Kyi». [JaHHbINA TUM KOMAO3ULUK
Hambosiee pacnpocTpaHeH B opuLManbHON no-
JIMXPOMHORN POCMNCK, HO B «3asie YyHUX3H» ecTb
1 BTOPOW TWM, KOTOPbIV Ha3blBaeTcs TUMNOM «ba-
ody» (BH#R). «Mog cnosom “"6aody” (goca. «nna-
TOK») MOHUMAETCS BWA KUTANCKOTO TPaZULMOHHOTO
yNakoBOYHOro MaTepuana, KOTopbIi NpeacTaBs
CcobOoM AOCTAaTOUYHO BO/IbLLIOW KBaAPaTHbIN KyCOK
TKaHW, KOTOPbI/ MCNOJIb30BaNW A5 3aBOpayYmBa-
HWUA NpeAMeTa As yao6cTBa ero nepeHockun. Kom-
nosunumna B ctune 6aody obosHauvaeT yyacTtok ¢
rMaBHOW AEeKOPATUBHOW XNBOMUCHIO, KOTOPbIN,
noAo6HO NoaoTHY baody, obepTbiBaeT 31E€MEHT
KOHCTPYKUMKN no gmnaroHanam» [1, c. 211]. Ee rnas-
HOM O0COBEHHOCTbIO ABAAETCA UCMOb30BaHNE B
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LEeHTPasbHOW YacTu NOAYKpPYra, KOTOPbIA 3aHNMa-
€T NMoYTK NOJIOBUHY BCen komnosunumm (. 10).

B kauecTBe GOHOBOrO LiBETa MCMOAL3YETCA Kpac-
Hbl, BHYTPWU 0BObIYUHO M306pakeHbl ABa 30/10TbIX
ApakoHa. Bokpyr apakoHOB pacnofoXeH y30p 13
30/10TOrO NAameHu 1 061a4uHbIA Y30p CUHErO LiBe-
Ta, 3eJIEHOTO U APYrnx OTTEHKOB XONOAHOW LiBe-
TOBOW rammbl. KomMno3unumto obpamMasieT CUHASA U
3eneHas Kalma. Ha doHe crMHel KalMbl HanmcaHbl
3e/leHble ICTbA Y PO30BbIe LiBEThI, @ Ha GOoHe 3ene-
HOW — CMHMe y30pbl pyin (I1E). MNpoToTnnom 3T1o-
ro y3opa ABASeTCs OPHaMEHT, MOABMBLUMICA eLle
B [lpeBHem KuTae, ero popma noxoxa Ha obnaka.
Mo Kpato KOMMNO3NLMK NMPOXOAAT KPacHble y30pbl
pynn. B «npomMexxyTouHom» (CoesMHUTENbHOM) Ya-
CTW, KOTOpas MeHblUe Mo pa3Mepy, B Ka4ecTBe Oc-
HOBHOTIO MCMOJ/b30BaH Ho/1ee TEMHbI CUHUI LiBET,
Ha KOTOPbI HaHeCEeHbl 30/10Tble LBETbI U 3aKPYy4m-
BatoLLMecs TpaBbl. B LLBETOBOM coueTaHUM H60/bLLIOTO
KOJIMYeCTBa KPaCHOrO 1 3010TOr0 YyBCTBYHOTCA Yep-
Tbl MaHbUXYPCKOW 1 TMBETCKOW Tpagmummn. Takum
06pa3oM, NOANXPOMHas Xnonucb LL3HbAHCKOro
ABOpLa OTpaXaeT 0COBEHHOCTM paHHero nepunosa
B Pa3BUTUM apXUTEKTYPHOIO XMBOMUCHOIO AeK0o-
pa opULManbHON MNOANXPOMHON XMBOMUCK PaH-
Hen agnHactum LinH.

[JekopaTtnBHas pocnuncb B «ctune Cyuxoy» bbiia
Npv3HaHa B KayecTBe oduLMaibHOM NOANXPOMHOM
>KMBOMUCK BO BpeMeHa AnHactum LlmH 1, B ocHoB-
HOM, MCMONb30BaNaCh ANA YKPALLEHWS rafepew, na-
BUJIbOHOB U APYruX NaHAWAaDTHBIX COOPY>KEHUN B
3Z,@aHMAX MMMNepaToOpPCKOro ABOPLOBOro KOMMieK-
ca. OfHaKo co BpeMEHEM CTaBLUME MEHee XeCTKM-
MW TpebOoBaHMA NO3BOANAM NPUMEHEHNE POCINCU
B «cTune Cyuxoy» B 3anpeTtHoMm ropoge LUsHbaH
n B 3saHuUsAX bonbworo ¢opmara, Takmx Kak «3an
YyHuWkaH», «bawHa ®eHunkca» n «Bopel, LIMHHNH».

Tak, Hanpumep, BO «[Bopue LIMHHUH» 3TOT TN
pocnucy 0bHapy>XMBaEeT He TObKO OOLLLenpu3HaH-
Hble XapaKTepPUCTUKN ODULIMANBHON MNOJANXPOMHONM
>KMBOMUCK CEPeAUHBI AnHacTuK LInH, HO 1 xyzoxe-
CTBEHHbIE YePTbl MaHbUYXKYPCKOr0 apXMTEKTYPHOrO
>KMBOMWUCHOIO eKopa: B OCHOBHOW CTPYKType uc-
NoAb30BaH TUM KOMMO3ULMK C 31eMEHTOM «bHao-
by», KOTOPbIN NepBOHaYaNbHO NMOABMAICA B «y30pe
ApakoHOB» B Havane auvHactum LivH, a B cepean-
He anHacTum LimH 3Ta dopma KkoMnosmumm bbina
6onee nonynspHa B odMLMANBHON NOJUXPOMHOM
Xueonucu B «ctune Cyuxkoy». dneMeHT «baody»
3aHMMaeT NoYTH ABe TPeTK Bcel pocnucu [4, ¢.10].
3zecb B KauecTBe OCHOBHOIO MOTMBA UCMOb3yeT-
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€5l «<30/10TOV Y30p ApakoHa», KOTOPbIN 3HaYUTe lb-
HO OT/IMYaeTcs OT TPAAMLMOHHOIO N306paxeHus
Ha oduumanbHbIX pocnucax. Kpome Toro, Ha Kpa-
X KOMMO3ULUN 1 B TOPLLEBbIX YacTax 6anku nso-
HpaxkatoTcs Takme y30pbl, Kak LBEeTbI, pyhin (),
3aKpyumBatoLancs Tpaea (FHE), B TpakToBKE KO-
TOPbIX YYBCTBYETCA MaHbUYXYpPCKOe Hacneamne, npo-
fBAAtOLLEeCs B 6O/bLIEN SCHOCTM 1 NannAapHOCTM
pucyHka 1 06pa3oB B LesioM. YTo kacaeTcs LiBeTa,
TO B M306pa>KkeHnn ApakoHOB NpeBasnpyeT Kpac-
HbI 1 30/10TON, @ A1 OPHaMEHTabHOrO AeKopa
NCMNONb3YHOTCA CMHUIA 1 3eN1eHblin. Takoe LBeToBoe
coyeTaHVe MUMeeT OUeBMAHbIE XapaKTepUCTUKN ap-
XUTEKTYPHOW MOJIMXPOMHOM XXMBOMUCU B MaHbY-
KYpPCKMX U TMbeTckux parioHax (man. 11).

Pocnunck «baouxy — baaronoxenatenbHas TpaBa»
(FHEFEETZE) — 5T0 xapakTePHbIN 415 MaHbUYXKYpP-
CKOTO U TMBETCKOro PErMoHOB BUA MOJUXPOMHOM
>KMBOMUCK, KOTOPbIA B MEpUOS paHHel AMHacTUm
LimH Takke nmen oduumanbHbIi cTaTyc M 06beamn-
HSA MaHbYXYPCKYH, TMBETCKYH TPaAULIMIO C XaHb-
CKOW. ITOT BUA AeKopa OblN OAHUM U3 CaMbIX PaHHMX,
MCMo/b30BaBLUNXCS ANs YKpaweHus LLsHbsHcKoro
“MnepaTopckoro gsopua (nan. 12).

VimeHHO npucytcTBre B pocnucax LLsHbaHCKO-
ro ABopLa KoMno3mumm «baouxy — baaronoxena-
Te/lbHas TpaBa» AeNaeT UX POCIUCU YHUKAbHBIMY,
TakK KaK 3TOT BUZA Aekopa Hbli nonynspeH ToNb-
KO B Nepuog paHHer anHactmm LyH. Kpome Toro,
BaXHO He TOJIbKO TO, UTO 3TOT MOTMB BCTPeYaeT-
€Sl LOBOJIbHO PEeAKO, HO M TO, YTO XOPOLLO coXpa-
HMBLUMXCA ero 06pasLoB AOLLJIO TOXE OYEHb Maso.
JlyyLue apyrvx cCOXpaHUANCL POCMINCK AaHHOTO BUAA
B «balHe PeHunkca». Micnonb3oBaHWe B poCcnumcu
cTuaa «xaiMaHb»  (j8 2 T E) — komno3unuyui 6e3
CTPYKTYPHOW paMbl — fiefiaeT AeKop Ype3BblvaiHO
CcBOBOAHBLIM 1 OTKPbITbIM. B LeHTpe, kak npasuo,
n306paxkaroTca ofHa UK TPU BYCUHBI «XKEMUYXKN-
Hbl COKpoBULL» (FEE), KOTOpble B THBETCKOM Bya-
AM3Me HajeneHbl MarnyeckMm CMbICIOM; Mo 06enm
CTOpPOHaM pacrosiaraeTcs CUMMETPUYHBIN y30p «ba-
ouxy — braronoxenatenbHas TpaBa» (FHEER E),
MOXOXMIA Ha BUHOTPAAHYHO /103y, 3aBUBAOLLYHOCS
BHYTPb UAW Hapy>y. B apxuTekTypHOW NoOMXpPOM-
HOW POCMNCK MaHbUXKYPCKMUX U TMOETCKMX paioHOB
4acTo MCNOJb3YHTCA KOMNO3ULMK «Baouxy — H6a-
rornoxenatesibHas TpaBa» 418 GOPMUPOBaHUS y30-
pa C CUMMETPUYHOWN BEPXHEN U HUXHEN YacTbHo.
YTto KacaeTcs LBeTa, TO KpPacHbI/ UCMOb3YyeTCs B
KauecTBe GpoHa Ans BCeN pocnucu, ronybon u 3e-
NeHbI — Ans y3opa «bnaronoxenatesbHas TpaBa»,

a «KeMUYXMHa COKPOBWLL» BbIMOJHEHA B 30/10TOM
uBete. Takoe L|BEeTOBOE peLleHVe NMeEeT APKO Bbl-
paXKeHHble 3THNYEeCKME YepThbl.

TaK, apXMTeKTYpPHbIA XMBOMUCHbIA AEKOP UM-
nepatopckoro Asopua LLsHbAHa faeT BO3MOXHOCTb
NpoCaesnTb ero 3BONIOLMIO U YCTAHOBUTb €€ 3Tanbl
OT paHHero A0 NosgHero nepuoga gnHactum LinH.
B paHHel oduLmanbHON NOAUXPOMHOM POCINCK
CcoYeTaHuMe LBEeTOB Ype3BblYaliHO fApKoe, ¢ 60Jb-
LUIOW MAOLWaAbI0 KPaCHOro B Ka4ecTBe OCHOBHOTO,
Torga Kak HebonbLIoe KONMUYEeCTBO XONOAHbIX LiBe-
TOB B KaYeCTBe OPHaMEHTa/IbHbIX YKpaLLUeHWU BBO-
AnTCA AN GOPMUPOBaAHUNS CUIBHOMO KOHTpacTa. B
TpakToBKe GOPMbl N306paxKeHN N OpHaMeHTalb-
HbIX MOTVMBOB YYyBCTBYyeTCA 0606LWEHHOCTb 1 OT-
CyTCTBME AeTanmsaunm, No3ToMy JaHHble obpasbl
BOCMPUHUMAOTCA KaK HECKOIbKO Bonee rpybble, HO
3TO NpUAAET UM 0CODbIV Bblpa3nTeNbHbIA, CMENbIN
BM3yasibHbll 3P dekT. CO BTOPOI NOJNOBUHbI NpaB-
NeHna anHactum LinH xonoaHble LiBeTa v UX TOHaNb-

Hble rpasaLn CTaHOBSATCA OCHOBHbLIMY, B MeHbLLew
CTEMNeHN NCMob3yeTcs KPacHbIN LIBET, a A/1s ycune-
HWs BENMUWS 1 BbIPa3UTEIbHOCTU BoJbLLVE YYacT-
K1 OpHaMeHTa NokpbiBaroT 3010ToM. KoMnosnums
cTaHoBUTCA Hosiee CTPOron, a caMa XMBOMMCHas
MaHepa xapaktepusyeTcs 6osee NAOCKOCTHbIM Ha-
JIOXXEHWEM JIOKa/IbHbIX LIBETOBbIX MATEH C PeAKOW
rpagaunen ToHasbHOM pa3pabotkn. Otanums odu-
LMaNbHON MOAUXPOMHOM XMBOMUCU NO3AHEN AN-
HacTum LinH cka3anncb B OCHOBHOM B CTUAM3aLUN
[eKOpaTVBHbIX MOTMBOB, KOTOPbIE CTaHOBATCA 60-
Nee abcTpakTHbIMU. Takum 0b6pa3om, NOAUXPOMHas
KMBOMUCh B apXUTeKTypHOM gekope LLsHbsHcKoro
MMMEepPaToOpCKOro ABopLia He TOJbKO AEMOHCTPUPY-
€T pa3Hble 3Tanbl ee XyA0XXeCTBEHHON 3BOHOL MM
B pa3Hble nepuogbl anoxu LinH, co ceonmm oco-
6bIMU XYJ,0XKECTBEHHBIMW XapakTepucTmkamm, HO
N OTpaXkaeT BAMSHWE Pa3NUHBIX KyJbTyp (MaHbu-
XKYyPCKOW, TM6EeTCKOM) Ha GopMMpoBaHME N pa3Bu-
TE NONNXPOMHOM XMBOMUCK 3MoxK LinH.
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THE PAINTING CYCLE “THE SEASONS”
BY PIETER BRUEGHEL THE ELDER: CALENDAR
SYMBOLISM AND ITS INTERPRETATION

Summary: The author explores the paintings of the
cycle “The Seasons”, or "Months” by the great Dutch
artist of the XVI century Pieter Brueghel the Elder. This
work suggests analyzing the problem of the presenta-
tion of syncretic images of time, calendar symbols and
Christian religious concepts embodied in the artist’s
work using the example of his painting cycle. In his ar-
ticle, the author intends to identify his originality asso-
ciated with the traditional iconography of the seasons,

Our research is devoted to the cycle “The Sea-
sons” by the Dutch artist Brueghel the elder (c. 1530-
1569), the brightest representative of the national
painting of the XVI century. He was accepted into
the Guild of Painters of the city of Antwerp, studied
with Peter Cook van Alst (1502-1550), with whose
daughter he was married. The master’s work is dis-
tinguished by works combining the features of pan-
oramic painting and miniatures. It is not for nothing
that he is now defined as an artist of an existential
worldview [Grishina, 2019, p. 17]. His landscapes
are at the same time extraordinarily real, execut-
ed with the most precise nuances in depicting the
details of everyday life and natural landscapes. On
the other hand, they are certainly imaginative and
allegorical. One of the distinctive properties of the
artist’s paintings lies in the formation of human fig-
ures and landscapes in a special timeless space. The
polyphony of the world represented by Brueghel,
with the versatility of life permanently present in
his canvases, impresses with the inner dynamism
of the created reality. The scale of the space de-
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manifested in literature, almanacs, and horologues. An
attempt is made to interpret the calendar symbols of
the Brueghel cycle for a variety of levels of interpreta-
tion from everyday to philosophical. The author also fo-
cuses on the potential for further study of the panoptic
concept of the artist’s vision.

Keywords: painting cycles, 16th century art, Dutch
painting, calendar cycles, syncretism, iconography of the
seasons, calendar symbols, panopticism in painting

picted, along with the principle of the cosmic view
of the everyday world applied by the artist, gives
it an existential sound.

The cycle of Brueghel's paintings is not an iso-
lated case of displaying the theme of the seasons
in painting. This theme has a deep symbolic inter-
pretation associated with the cycle of life, death,
images of spiritual rebirth, metamorphoses of na-
ture and man, which reflects the reasons for the
relevance and popularity of the theme. Among the
most outstanding images is the fresco series of the
Palazzo Scifanoia in Ferrara (c. 1470) from the Early
Renaissance period (Francesco del Cossa, Baldas-
sare d'Este). It shows a variety of secular and alle-
gorical subjects unfolding against the background
of the twelve months of the year: scenes of field
work, hunting. The original and vivid example of the
works “The Four Seasons” (c. 1563-1573) reflected
J. Arcimboldo in symbolic portraits composed of
fruits and natural elements characteristic of specif-
ic seasons. French master, representative of Rococo
F. Boucher presented the cycle “The Four Seasons”

IlL 1. P Bruegel the Elder. The Return of the Herds. The Seasons Cycle. 1565. Kunsthistorisches Museum. Vienna

(1755). In his reading, the motif of nature was em-
bodied by depicting a gallant scene of a couple in
love against the background of an elegant, even
somewhat decorative landscape. At the end of the
19th century, several cycles related to this topic
appeared. Decorative panels look exquisite. "The
Seasons” by Mucha (1896), in which each season is
personified by a graceful female figure surrounded
by floral motifs and ornaments presented in the Art
Nouveau style. As a kind of variation of the theme,
we can consider the cycles of works by C. Monet,
who reproduced the variability of the world at dif-
ferent times of the day by depicting natural and
architectural motifs “Stacks” (c. 1890), “"Rouen Ca-
thedral” (1892-1895). The natural changes them-
selves, the harmonies of color, attracted Monet, so
he was also excited by the display of an infinite va-
riety of colors, shapes and textures resulting from
the changing seasons.

The motif of natural forces changing in the per-
manent course of time attracted not only painters.
A galaxy of composers who lived in different eras
turned to the creation of musical cycles, oratori-
os, compositions reflecting the changing seasons.
These are the Baroque works of 1723 “Le Quattro

stagioni” ("The Four Seasons”) by A. Vivaldi, the
suite “Les Nations” by G.F. Telemann from 1733, the
work of M.-A. Lezier from the 1720s “Les Saisons”.
J. Haydn created the oratorio "Die Jahreszeiten”
in 1801. The great Russian composers P.l. Tchaik-
ovsky's “The Seasons” addressed this topic in mu-
sicin 1876, A. Glazunov created a one-act ballet of
the same name in 1899. The composer of the Sovi-
et period, V.A. Gavrilin, wrote the vocal cycle “The
Seasons” for voice and piano in 1969. 20th-century
composers continued to be inspired by the themes
of the annual seasons: “The Four Seasons” by A.
Ricci (1937), "The Four Seasons” by J. Cage (1947),
“Spring Symphony” by B. Britten (1949), “The Four
Seasons” by A. Piazzolla (1965-1970). The power of
music imagery is also capable of creating vivid and
expressive images related to nature and weather
events. To convey the appropriate mood, the com-
posers used various means of expression: melo-
dy, harmony, rhythm, change of timbres. We see
that both visual art and the art of music often used
the theme of the seasons in their work. Obviously,
the artists were attracted by the universality of the
theme, understandable to everyone, regardless of
their origin or cultural upbringing.
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The Brueghel's work has been studied by many
professional art historians, such as Walter Gibson
[Gibson Walter S., 1977]. The author investigated
the problems of Brueghel's iconography in the con-
text of Dutch art of the 16th century. In the pro-
cess of reviewing the creative life of the master, he
analyzes the motives inherent in the artist, stylis-
tic features and allusions of images. He focused on
both a thorough study of Brueghel's sources of in-
spiration and the identification of his influence on
the formation of stylistic features of the next gen-
eration of artists. The social and cultural context of
Dutch art of the Brueghel era continued to be il-
luminated by researchers of the 21st century. For
example, art historian Larry Silver, specializing in
paintings and prints by old Dutch and German mas-
ters [Silver L., 2011], attempted to interpret Brue-
ghel's artistic legacy by referring to a wide range
of research materials. The use of new sources has
made it possible to identify the unique meanings
inherent in the plots of the artist’s paintings. In his
work, Manfred Soellink noted Brueghel’s themat-
ic innovation [Selling M., 2014]. Using the example
of a number of drawings and engravings, the re-
searcher focused on the extraordinary method of
the master’s use of landscape.

We know of a considerable number of works in
Soviet art criticism that explored the creative path
and influence of Brueghel the Elder, including those
devoted to the art of Northern Europe during the
artist’s lifetime. These are the works of M. Ya. Lib-
man, E. I. Rotenberg, M.V. Alpatov, B. R. Vipper, N.
M. Gershenzon-Chegodaeva, M. N. Sokolov, I. V.
Linnik and others. The cycle of the "Four Seasons”
was analyzed by L. Kashchuk. Brueghel’s work was
not ignored by many venerable experts, art the-
orists like E. Fromentin, R. Muter, Friedlander, E.
Gombrich. Modern art historians devote chapters
to Brueghel in their works by A.N. Hodge, C. Zuffi,
and G. Gluck.

A.N. Hodge wrote about the artist’'s personality:
“Brueghel was a highly educated, cultured man who
knew myths and legends well. In 1552 He under-
took a two-year journey through France and Italy,
but the search for the perfect classical form, which
they inevitably had to face in Italy, left him indiffer-
ent. However, on his way home, he makes detailed
studies of the Alps, and they form the basis of many
of his later landscapes. After his return, he turned
to peasant life and rural landscapes in the vicinity
of his native Antwerp in search of inspiration, of-
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ten disguising himself as a commoner to blend in
with the crowd of working people during noisy hol-
idays. Thanks to his lively genre scenes, executed
in a dynamic and at the same time gentle satirical
manner, he becomes known as the "Peasant Brue-
ghel” [Hodge, 2017]. Muter wrote: "He wrote the
entire chronicle of his century in a concise style.
Like all the Netherlanders of the late Cinquecento,
he traveled to Italy. But it wasn't the noble lines of
Raphael’s art that attracted him. He preferred to
study nature and people. Wherever he is struck by
the motif of the landscape, he stops, paints the Al-
pine Mountains and the Messina Harbor, admires
the colorful picture of Italian folk life. Returning
home, he finds that the everyday life of the north
is as picturesque as in the south” [Muter, 2007, pp.
439-452]. Brueghel painted various sketches, both
genre and landscape.

Of great interest is the article by E.Y. Demeni-
na, who turned to the study of Brueghel's paintings
and their iconography, indicating the relationship in
the tradition of images with those existing in Fran-
co-Flemish miniature. She gave examples of calen-
dars from the workshop of master Simon Bening,
illustrations from the Limburg Brothers horologist.
His workshop produced several extraordinarily pic-
turesque, beautifully executed works, including “The
Annessy Horologist” (1530), “The Golf Horologist”
(c.1540) and "The Da Costa Horologist” (c. 1515).
Demenina found a number of examples of corre-
spondence between the pictorial symbols of the
months in Brueghel and in the horologues (gather-
ing brushwood is a symbol of February) [Demenina,
2016, pp. 28-33]. The author conducts his analysis
based on the assumption of the Hungarian art critic
K. de Tolnaya that each Brueghel painting includes
the personification of two months. This note is quite
important for the study, as it solves the problem of
finding several symbols inherent in different periods
of the seasons on the same canvas. In addition to
the horologians, such phenomena as the French al-
manac (1491), also called the “Shepherd'’s Calendar”,
could serve as sources of imagery. His twelve imag-
es show a rather stereotypical principle of matching
rural work to the months of the year, in addition,
there were two circles on the surface with images
of several zodiac symbols related to that time. The
sheet associated with June shows a scene of sheep
shearing and the signs of gemini and cancer in cir-
cles. The calendar itself was repeatedly published
until the 19th century, it included omens, sayings,

astrological and medical advice. We see how closely
pagan and zodiacal motifs are woven into the can-
vas of the fine art of Christian Europe.

It became a tradition in Soviet art studies in var-
ious articles and studies devoted to Brueghel, the
main focus was on analyzing the artist as a so-called
“national” master, and it was not for nothing that
his nickname “Muzhik” was used. However, Brue-
ghel’s works, whether they were a series of “Sea-
sons”, "Peasant Wedding”, “Proverbs” and others,
were considered primarily from the point of view of
the artist’s attention to the common man, the poor
people, whom he chose as his theme of creativity.
Such an understanding of the master’s work, even
if it puts his role in the history of art in a leading
position among his contemporaries as a human-
ist, a painter of democratic views, will be limited
and, most importantly, not accurate. It was rightly
noted that Brueghel devoted a significant place to
the views of his native landscapes of his country.
Gombirich also rightly wrote, noting the extraordi-
nary height of the bar in imitation of nature used
by Dutch masters: “only in one Protestant coun-
try did art successfully survive the crisis brought
by the Reformation. In the Netherlands, a coun-
try with a long and rich painting tradition, artists
found a way out of the strict restrictions imposed
on them: in addition to portraiture, they began to
develop other genres that did not fall under the ban
of the Protestant church” [Gombrich, 2017, pp. 361-
387]. The details of the artist’s paintings would be
trite and unnecessarily literal to interpret the art-
ist's desire for maximum reproduction accuracy of
the surrounding world. Such arguments would be
more suitable for the analysis of primitive and self-
taught masters who transferred to the canvas the
image of everything they see. But this method is
not suitable for Brueghel.

The Russian researcher Stepanov also noted: “Be-
fore Brueghel, Dutch painting was dominated by
man. Brueghel made nature the mistress of man,
insignificant and plain. Possessing a vision of na-
ture that amazed his contemporaries and the gift
of its artistic re-creation, he portrayed it not as a
background or decoration for human activity, but
as a universe that lives independently of people”
[Stepanov, 2009]. It is possible to assume that this
approach of the artist was determined by the era of
great geographical discoveries itself, which broad-
ened the horizons of intellectual scientists and artists
to man and the world around him in all its diversity.

Images of people, the course of folk life at-
tracted the artist by the impossibility of depicting
their unconditional hardships, displaying the sub-
tle spiritual world. Brueghel's people, like those
depicted in Bosch, often served as the image of
the embodiment of all humanity. And the paint-
ings depicting them symbolically express the van-
ity of human existence, sinfulness and passion in
an allegorical, sometimes ironic manner (Brueghel's
“The Blind” and Bosch's “Ship of Fools”). If we turn
to modernity, we can mention the 2011 film “The
Mill and the Cross” by Lech Mayevsky, dedicated
to the artist, images of picturesque landscapes. His
canvases should be considered like a book, where
images serve as symbols of proverbs, parables (“Vil-
lage wedding”, “Proverbs”). In them, the artist acts
as an illustrator-folklorist, combining entertaining
and edifying principles in his work.

Going directly to the cycle of the “Seasons” itself,
we will study the history of its creation, the works
included in the cycle that have come down to us.
Above the cycle of the “Seasons” (also referred to
as "Months”) Brueghel worked during 1565. As
Gombrich noted about this creative period: “... he
worked in Antwerp and Brussels, where he creat-
ed his best paintings in the 1560s. It was the dec-
ade when the cruel rule of the Duke of Alba began
in the Netherlands” [Gombrich, 2017, pp. 361-387].
The paintings were commissioned by the influential
Antwerp merchant, financier and collector Nicholas
Jongelinck (1517-1570). He was a regular customer
of the artist. By that time, his collection already in-
cluded a number of Brueghel's works. These were
“The Tower of Babel” (1563), “The Procession to
Golgotha” (1564). Jongelink approached the pro-
cess of collecting paintings from a practical point
of view. He viewed this activity as a profitable in-
vestment of funds. We know that during the peri-
od when the master had just begun work on the
cycle, the customer ordered the transfer of his own
collection to the treasury of the city in 1565 to pay
for a loan borrowed from the Antwerp Treasury.

Thus, the paintings of the cycle passed from
one owner to another, and the cycle itself became
fragmented. Moreover, the location of a number of
Brueghel’s works in the Jongelinck collection has
not been precisely determined. But it is known that
the painting "The Harvest”, which was sold in 1919
to the Metropolitan Museum of Art, was until that
moment owned by Jean Paul Sels from Brussels.
At one time, the works of the cycle were located
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Il 2. S. Benning. March. ca. 1540. British Library. London

in the collection of Emperor Rudolf Il (1552-1612).
They became scattered during the Thirty Years’ War
(1618-1648) in Europe during the period of gener-
al chaos in Prague.

Five of the works included in the cycle have
reached our time (out of the estimated six). These
are well-known canvases called “Harvest” (Metropol-
itan Museum of Art, New York), “Haymaking” (Lob-
kovitsky Palace, Prague), as well as "Hunters in the
Snow”, “Return of the Herds"” and "Dark Day” (the
latter are in the Museum of Art History, Vienna). It
seems possible to shed light on the interpretation
of the images of the work cycle by referring to one
of the auxiliary factors for this analysis — attention
to the intended location of the works in the interior.
Researchers are primarily attracted by the problem
of the sequence of their hanging, which contributes
to the correct reading of figurative symbols, includ-
ing cosmological and calendar ones. In this regard,
the assumption put forward by N.V. Lobkova [Lob-
kova, 2011] is valuable based on a comparison with
the similar cycle of the Antwerp financier Gaspard
Ducci in 1555. The sequence of the paintings of the
latter was from right to left. If we take this interpre-
tation of the paintings for Brueghel's works, then,
as the researcher draws attention to, the compo-
sition is built thanks to both the general horizon
line and the secondary curved lines passing from
one painting to another. Demenina E.Y. in the arti-
cle described the following feature inherent in the
cycle of works: "Often the subject of dispute is the
question of which of the paintings opens the cycle.
The countdown starts with “Hunters in the snow”
(the beginning of the calendar year) or with “Cloudy
Day” (the beginning of the agricultural year). The
tradition of celebrating the New Year on January 1
began in the Netherlands with the adoption of the
Gregorian calendar in 1583, after writing the cycle.
Sometimes studies do not take into account the
fact that before the transition to the new calendar
system in the Netherlands, the new year was calcu-
lated according to the Easter style (or rather, from
Good Friday or Good Saturday). Thus, the missing
April-May pattern could be the beginning of the
cycle [Demenina, 2016, pp. 28-33].

It should be mentioned that the church fathers
initially sought to link Christian celebrations with
the dates of the solar cycle, pagan celebrations.
Easter events were intended to replace the cele-
brated day of the Equinox, olive traditions East-
er events were intended to replace the celebrated

day of the Equinox, olive traditions For saturnalia,
and Christmas for the cult of Mithras. In the popu-
lar consciousness, the rituals of the former pagan
cults were being identified with their replacement
by Christian ones. A single complementary system
has been formed and consolidated in folk practice.
It included the principle of liturgical and agricultur-
al calendars. The reform of the calendar carried out
by Christianity defined a special concept of time for
the entire Western European community, which be-
came widespread in all Christian lands [Bourgoin J.,
de. 2006. pp.45-48]. This is how the actualization
and acculturation of pagan holidays took place in
the Christian manner (Samhain is replaced by All
Saints’ Day). And Brueghel’s cycle of the seasons
should be understood at the same time as a vivid
example of pagan thinking dating back to agrari-
an concepts.

In addition to the special representation of na-
ture, the artist’s works are interesting for their hid-
den symbolism of images. This phenomenon was
typical of the art of the Northern Renaissance. In
the Painting "Haymaking” there are sickle / scythe
symbols, which is an ancient attribute of Saturn,
the Crown, associated with the idea of the transi-
ence of life, time. It can be used as an attribute of
the image of Death, as well as the personification
of Summer, the goddess Ceres. And the fruit bas-
kets represented on the canvases can refer us to the
image of the goddess of fertility, abundance Ceres,
the wealth and diversity of the world.

Understanding the uniqueness of the typology
of Brueghel's “"Seasons” is consistent with the defi-
nition given by J. Hall in the dictionary [Hall, 1996,
p. 656]. According to his data, the typology main-
tained an amazing permanent stability from the pe-
riod of late Antiquity up to the XVIII century. From
the paintings on Pompeii and Roman frescoes and
mosaics to the Renaissance revival of this ancient tra-
dition of depicting the seasons in the form of pagan
gods, where Flora was identified with spring, Ceres
with summer, Bacchus with autumn, Volcano with
winter. These female allegorical figures with sym-
bolic flowers and fruits are quite common in paint-
ings of the XV-XVII centuries. Symbolism also went
back to the identification of a number of figurative
natural elements with certain calendar cycles known
since ancient times. This process is clearly demon-
strated by the works “Works and Days” (VIII centu-
ry. BC) Hesiod, “Fasti” (I century) Ovid, "Bucolic” (41
B.C.) by Virgil. The French Rococo masters of the
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18th century, who painted scenes of gallant cele-
brations, also showed a predilection for reproducing
the motif of the seasons. At the same time, it should
be noted that each of them, depicted by itself, was
not necessarily thought of as part of a single cycle.
We can conclude that, unlike the aforementioned
widespread tradition of depicting the seasons in a
symbolic, allegorical embodiment, Brueghel uses a
completely different approach. For him, nature itself
is a full-fledged image worthy of being captured,
he is concerned with the task of conveying the mu-
tual dependence of man and the world, like the re-
lationship of the microcosm to the macrocosm. At
its core, the cycles of the seasons are a symbolic,
philosophical representation of time. This is an at-
tempt to measure human existence relative to the
perceived boundless world and cosmos. The art-
ist attempted to comprehend human existence by
analogy with nature and its eternal change of sea-
sons, a kind of periods of birth and decay.
Seasonal work (haymaking, harvesting) becomes
the same sign and property of the season for painters
as snowfall in winter, dryness and fading of grass-
es by the beginning of autumn. The human im-
age on canvases performs the function of the same
seasonal attribute in the cycle of earthly existence.
The painting “The Return of the herds” contains the
meaning that people are responsible for their flock,
but at the same time they themselves are part of
nature. They fulfill their purpose before God. Brue-
ghel masterfully conveys the impression of peasant
labor and the nature of late autumn. Shepherds who
protect the flock directly evoke an association with
Christ. So, Christ himself was a shepherd, as was the
prophet Amos, a reference to which may be one
of the readings of the canvas. Abel was engaged
in agriculture, and in Brueghel's paintings we see
many peasants sowing or reaping. In this way, we
see the interpretation of the work itself, correlat-
ed with the images of famous saints. It is achieved
by identifying ordinary people’s occupations with
the work of Old Testament characters. At the same
time, the artist combines the base and the sublime,
in one plan he can highlight figures at work, and
in the background he can depict scenes of relaxa-
tion and games. For viewers of long ago, the com-
plex of works under study could be an image of a
worldview in the spirit of Christian humility before
one's human essence, included in the cyclical nature
of time. The paintings fascinate with their timeless
atmosphere. Brueghel's processes of work, games,
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and celebrations take place simultaneously in two
worlds: images at the moment, with specific details
of the landscape and objects (flowers and products,
working tools). The reflection of constancy shown
on the canvases is manifested in the repeatability
of all the actions seen in the annual cycle of peo-
ple’s lives. It is a kind of liturgical action, expressed
in the language of visual art.

The calendar value remains for the Brueghel cy-
cle, while there is a need to realize the fact that the
symbolism of time is given by the artist in a broad
sense. Brueghel's concept defines not only the cy-
clical cycle of life. One can understand the sea-
sons as the cyclical course of a particular person’s
life, not the whole of humanity. In this case, a more
visual, anthropocentric variation of the seasons from
spring to winter is allowed, perceived in the spirit
of growing up and gradual withering. This can be
confirmed by the phrases “autumn of life” (autumn
as the middle of a certain period, an image of ma-
turity), “sunset of relationships” (sunset is identified
with the final stage of something), which have be-
come a landmark work by O. Spengler “Sunset of
Europe” (1918, 1922) also relies on a similar inter-
pretation of the concept of sunset. The examples
demonstrate the image of our perception reading
associations borrowed from the natural vocabu-
lary. The motives of the cyclicity of rituals, holidays,
and rural work during the calendar year testify to
Brueghel’s syncretic interpretation of the universe.
He skillfully combined several levels of interpreta-
tion in his paintings through pagan, Christian, and
folklore symbols.

Brueghel's contribution to the development of
the art of painting in Europe lies in the foundation
of a special type of landscape genre, his mastery of
depicting nature, and the affinity of creativity with
modern philosophical ideas. O. Benes wrote about
this quite accurately, relying largely on Mander's
work in his own work, when he compares painting
with the concept of Tommaso Campanella: “In the
transmission of nature, Brueghel achieves animism
and sensationalism — those philosophical ideas
that Campanella sought to convey in his book On
the Feeling of Things and Magic. Everything in na-
ture, not only humans and animals, but the entire
cosmos, is endowed with feelings by Campanella.
"Heaven and earth and the world feel the same way
as the smallest microbes” [Benes, 1973, p. 148]. And
M. Friedlander describes Brueghel's composition-
al principles as follows: “This creates a multi-stage,

cluttered single space. This rudimentary predilec-
tion for multidimensional images was eliminated
only much later, and Brueghel was one of the first
to get rid of it" [Friedlander, 2013, p. 103]. It is also
possible to agree with Zuffi's opinion about Brue-
ghel’s stylistic independence in relation to Italian
painting: "It should be emphasized that Brueghel's
attention is focused not only on the accurate de-
scription of seasonal work in the fields, but also on
the uniqueness of the landscape in various climatic
conditions” [Zuffi, 2008, pp. 314-3171].

The panoptic event deserves special attention
(from others-Greek. mév “all”, dmtikog “visible”) Brue-
ghel’s vision of the world and space. The essence of
this concept goes back to the idea of a panopticon,
an architectural model of a prison developed by the
English philosopher, scientist J. K. Rowling. Bentham
(1748-1832). The main principle of the panopticon
is that an observer (warden) sees all prisoners, and
prisoners cannot know if they are being watched
at the moment. This way of acting, creating the ef-
fect of constant observation, promotes self-disci-
pline and control. Although Brueghel’s works are
not a literal illustration of the panopticon in this
sense, however, his paintings often create the ef-
fect of an “all-seeing eye.” As if from a high point,
the viewer sees many scenes and images unfold-
ing simultaneously. At the same time, the charac-
ters themselves behave directly, not realizing that
they are being monitored.

It seems that the concept of panopticism (a spe-
cial vision of the world and space), using the exam-
ple of the “Four Seasons” series, can help to better
understand Brueghel’s works. The artist uses per-
spective, space and details on each of the canvases
of the cycle to create the effect of all-seeing obser-
vation: a high point of view and a multi-level con-
struction of the composition in several plans give

the viewer an extraordinary way of viewing. Meticu-
lous attention to detail gives Brueghel's works rich-
ness, completeness of the observer’s vision, when
not a single detail like the human footprint of “Hunt-
ers in the Snow” is lost from the viewer's focus.
One gets the impression that no one and noth-
ing can hide his view from the outside. In fact, the
master likened the personality of the viewer in this
case to the figure of an all-seeing and omniscient
god, raising questions of the moral aspect. In this
way, the artist raises moral and ethical issues, crit-
icizing the depicted human vices and weaknesses.
And the viewer is given the role of a witness to the
various vices taking place in the all-encompassing
space of paintings. Brueghel's artistic concept of
the panoptic vision of the world was transformed
under the influence of humanistic ideals, acquir-
ing a new sound focused on human nature, its vir-
tues and vices.

The bird’s-eye perspective that characterizes Pi-
eter Brueghel the Elder's worldview, as well as his
detachment from what is depicted, contribute to
conveying to the viewer a sense of belonging to a
higher spiritual order, captured in the kaleidoscop-
ic image of the universe created by the artist. The
ideological depth of his work is manifested in the
layering and reflection of the dualism of being. The
familiar, everyday world appears to be strikingly di-
verse, but behind its external diversity lies a deep,
philosophical context that reveals itself upon care-
ful analysis. Detailed genre scenes depicting work,
leisure, children’s games and landscape motifs are
evidence of the manifestation of the fundamen-
tal principle of being. Brueghel was able to give
everyday life a philosophical significance, demon-
strating the meaningfulness of every detail of hu-
man existence.
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XXNBOMUCHBIN LK «BPEMEHA TOAA»
MUTEPA BPEVTENA CTAPLLEFO: KAIEHAAPHAS
CUMBOJINKA 1 BAPNAHTBI EE NHTEPMPETALIN

AHHomayuAa: ABTOp nccneayet KapTuHbl Likna «Bpe-
MeHa roga», nau «Mecaubl» BEANKOro HUAEPAaHACKOro
xypoxHuka XVI ctonetus Mutepa bpelirens Crapue-
ro. flaHHas pabota npegnonaraet ob6paTUTbCA K aHaNn-
3y Npob6aemMbl Npe3eHTaLum CUHKpPeTMYeckmx obpas3os
BPEeMEHM, KasleHAAPHOM CUMBOJIMKN U XPUCTUAHCKOWN
PeNrMO3HON KOHLEMNLMM BOMJIOLWEHHbIX B TBOPUECTBE
XYAOXHMKa Ha NMpUMepe ero X1BOMUCHOTO LKna. ABTop
B CBOEN cTaTbe HaMepeBaeTcs 0603HaUNTL Er0 OpUrK-
HaNbHOCTb, CBA3AHHYIO C TPAAULMOHHON MKOHOTrpaduei
BPEMEH rofa, NPOsIBJEHHON B IMTepaType, abMaHaxax,

Hawe nccnegosaHmve nocsalweHo uukay «Bpe-
MeHa roga» HUAepaaHACKOro XyAoXHuka bpei-
rensa-ctapwero (ok. 1530-1569), spuariwero
npeacTaBUTENs HaLMOHanbHOW xunBonucu XVI Beka.
OH 6b1n1 NPUHAT B TMABbANIO XXMBOMUCLLEB ropoaa
AHTBepneHa, yunnca y Nutepa Kyka BaH AnbcTa
(1502-1550), c AoYepbO KOTOPOro OH coueTancs
6pakom. OTaMYaeT TBOPUYECTBO MacTepa paboThbl,
coyeTaroLLme YepTbl MAHOPAMHOMN XMBOMUCK U MU-
HuaTopbl. He gapom ero onpeaensaroT HbIHE Xy-
J8OXXKHUKOM 3K3MNCTEHLMANbHOTO MUPOBO33PEHNSA
[FpuwmHa, 2019, c. 17]. Ero nensaxu ogHOBpPeMeH-
HO HeobblYalHO peasibHbl, UCMOJAHEHBI C TOYHEMLLNX
HKOAHCOB B M306paXkeHnn geTanen bbiTa, NPUPOA-
HbIX naHawadToB. C APYroin CTOPOHbI, 6e3yCcNOBHO,
OHW paHTa3MMHbI U MHOCKa3aTeNbHbl. Of4HO 13 OTAK-
UMTENbHbIX CBOWCTB KaPTUH XYL0XHMKa 3aK/JtoueHa
B 06pa3oBaHnM UM YenoBeuecknx GuUryp v nemsa-
>a B 0cob0e BHeBpeMeHHOe NpoCTPaHCTBO. MNoan-
boHMYHOCTb NpeacTaBasemoro bpenrenem mupa,

yacocnoBax. MNpesnpuHUMaeTcs NonbITka MHTeprnpeTa-
LUKN KaneHJapHOW cMMBOANKKN bpelirenesckoro uuknia
Ha nNpeAMeT pa3Hoobpasns YpoBHEN TONKOBAHUNA OT
6bITOBOrO A0 draocopckoro. Takxke aBTOPOM aKLLeHTK-
pyeTcs BHMMaHWe Ha NoTeHLUMan gafbHenwero nsyye-
HWsA MaHOMNTUYECKOW KOHLENUMUM BUAEHUS XYA0XKHMKA.

Kntouesble cnosa: XUsONUCHbIE YUKbI, UCKYCCMB0
XVI geka, HUGepaaHOCKas Xusonucs, kaseHOapHsle Yu-
KJIbl, CUHKpemu3M, UKoHozpagus epemeH 2004, KaieH-
dapHas cumMgsouKa, NaHONMU3M 8 Xxusonucu

C NepMaHEeHTHO NPUCYTCTBYHOLLEA B €r0 NONOTHAaX
MHOTOM/IaHOBOCTBIO XXN3HW MOpaXkaeT BHYTPEHHUM
AVHaMU3MOM CO3JaHHON peanbHOCTWU. MacwTab-
HOCTb M306pa>kaemMoro NPoCTpaHCTBa O4HOBpPE-
MEHHO C MPMMEHAEMbIM XYAOXXHUKOM MPUHLMMOM
KOCMWYECKOro B3rasia Ha 0OblAeHHbIA MUP, Aapy-
eT eMy 3K3MCTeHUManbHOe 3BYyYaHue.

Linkn nonoteH bpeinrens He ABASETCA eANHNY-
HbIM C/ly4YaeM OTO6paXkeHWs TeMbl BPEMEH roza B
xmBonucun. Tema ata nmeert raybokoe CMMBOAN-
yeckoe MpoYTeHMe, CBA3AHHOE C LIMKIOM XXU3HW,
cMepTu, obpasamMum JyXOBHOrO BO3POXAEHWS, Me-
TamMopdo3aMmn NPUPOAbI U YesoBeKa, YTO oTpaxa-
eT NPWYMHBI aKTyalbHOCTU Y MOMNYAAPHOCTU TEMBI.
Cpean Hanbonee BblAaoLWMXC 06pPa3oB MOXHO
BbIAeNNTb GPECKOBYHO CEPUID POCMNCEN NanauLuo
CkndaHons B ®eppape (ok.1470) nepmnoga PaHHe-
ro BospoxgeHusa (PpaHuecko genb Kocca, banbgac-
cape g'3cte). OHa AeMOHCTPUPYET pa3HoobpasHble
CBETCKME U aniieropmyeckme CHoXeTbl, pa3Bopa-
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umBarolLmecs Ha GoHe ABeHajLLATL MeCsLLEB roja:
CLeHbI NosieBbIX PaboT, 0XoTbl. OPUTMHAbHBIN 1
APKUIA NpumMep paboT «YeTbipe BpeMeHu roga» (oK.
1563-1573) otpasun x. Apunm60ab40 B CUMBO-
NNYeCcKMX NopTpeTax, COCTaBAEHHbIX U3 MNAOAOB U
MPVPOZAHbIX 3/1EMEHTOB, XapaKTePHbIX A1 KOHKPeT-
HbIX BpeMeH roga. ®paHuy3ckuii MacTep, npeacra-
BUTENb pokoko ®. bylle npeactaBua Lmkn «YeTbipe
ce3oHa» (1755). B ero npouteHnn MoTmB Npupo-
Abl BASNCS BOMNJIOWEH C MOMOLLbIO N300paXxKeHus
raslaHTHOW CLieHbl BAHOGIEHHOW napbl Ha GoHe n3-
ALHOTO, AaXke HECKONbKO AeKOpaTUBHOrO nersa-
>a. B koHue XIX cTtonetns nosBmMIOCh HECKONBLKO,
CBSI3aHHbIX C 3TON TEMOW LMKNOB. /I3blcKaHHO BbI-
rnagaT gekopaTusHble naHenn A. Myxn «BpemeHa
roga» (1896), B KOTOPbIX KaXAbl/i CE30H OMLETBOPST
rpaLMo3Has XeHckasa Purypa B OKpy>XeHumn npes-
CTaB/IEHHbIX B CTUINCTMKE MOAEPH daopanbHbIX
MOTUBOB 1 OpHaMeHTOB. Kak cBoeobpasHyto Ba-
puaLmio TeMaTUKN MOXHO paccMaTpuBaTh LMKbI
pabot K. MoHe, KOTOpbIi BOCMPOU3BOANI N3MEH-
UMBOCTb MUPa B pa3Hble BpeMeHa CyTOK MyTem M30-
H6paxkeHns NPUPOAHBIX Y aPXUTEKTYPHBIX MOTUBOB
«Crora» (ok. 1890), «PyaHckuin cobop» (1892-1895).
HenocpeacTBeHHO camMu NPUPOAHbIE N3MEHEHMS,
rapMoHu LBeTa npusaekann MoHe, Takum obpasom
OH Takxe 6bl/1 B3BOJIHOBaH 0TObpaxkeHnem 6ecko-
HeuyHoro pasHoobpasus LBETOB, POPM U TEKCTYP,
NPOMUCTeKaBLUMX U3 CMEH CE30HOB.

MOTVB NPUPOAHBIX CUA, CMEHAIOLLMXCS B Nep-
MaHEeHTHOM XOJe BPeMeHU, NpuBAeKan He To/b-
KO >KnBonucLies. [Nieasa XXMBLINX B pa3Hble 3MOXK
KOMMO3WTOPOB Obpallanack K CO34aHUI0 My3blKab-
HbIX LMKNOB, OPaTOPUiA, KOMMO3WLIMIA OTPadKatoLLMX
CMeHy BpeMeH roga. 310 1 6apoyHble COUMHEHNMA
1723 ropa «Le Quattro stagioni» («YeTbipe Bpeme-
HW roga») A. Buanban, ctouta «Les Nations» I.O.
TenemaHa 1733 roga, npounsseseHne M.-A. Jlesbe
1720-bIx rofoB «Les Saisons». V1. FaiigH cosgan opa-
Toputo «Die Jahreszeiten» B 1801 roay. Ob6patya-
JINCb K 3TOM TeMaTuKe B My3bike BENKME pycckne
komno3utopsl .M. YankoBcknii «BpemeHa roga» B
1876 rogy, A. TnasyHoB co3zan OAHOUMEHHbIV OA-
HoakTHbIA H6aneT B 1899 rogy. CounHuTenb CoBET-
ckoro nepuoga B.A. TaBpuavH Hanvcan BoKanbHbIM
umnkn «BpemeHa roga» ans ronoca u poprennaHo
B 1969 roay. Komno3utopbl XX Beka npojoiKanum
BAOXHOBAATbCA TEMATUKOMN rOf0BbIX CE30HOB: «Ye-
Tbipe BpeMeHu roga» A. Puuun (1937), «BpemeHa
roga» . Kengx (1947), «BeceHHss cumdoHmsa» b.
BputTeH (1949), «YeTbipe BpemeHun roga» A. lNMbsL-
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pyoana (1965--1970). Cuna 06pa3HOCTU My3bIKM
TakKxe cnocobHa co3gaBaTtb APKMeE U BbipasuTesb-
Hble 06pa3bl, CBA3AHHbLIE C MPUPOLON, MOTOAHBIMM
fABAeHUAMM. [Ins nepesaym COOTBETCTBYHOLLLETO Ha-
CTPOEHMA KOMMO3UTOPbI UCMO/Ib30BaAW Pa3inyHble
CpeACTBa BbIPa3nTeNbHOCTU: MENOAMNIO, TAPMOHMUIO,
pUTM, CMeHy TeMBpoB. Mbl BUAWM, UTO 1 BU3Yyasib-
HOe NCKYCCTBO, M UCKYCCTBO MY3bIKW 4acToO npume-
HAJ0 TeMY BpeMeH roga B teopuectse. OueBUAHO
XYAOXHWKOB NpuBJeKana yHUBepCcasbHOCTb TEMb,
MOHATHOW KaXX40My YeNoBeKY, HE3aBUCUMO OT ero
NPOUCXOXAEHWSA, KYJIbTYPHOTrO BOCMUTAHUSA.

TBopuecTBO bpeiirens n3yyanocb MHOrMMM NPO-
beccrmoHanbHbIMM NCTOPMKaMU UCKYCCTBA, TaKUMU
Kak Yontep [mbcoH [Gibson Walter S., 1977]. ABTop
nccneposan npobaemsl ukoHorpadum bpenrens B
KOHTeKCTe HuaepnaHackoro nckyccrea XVI Beka. B
npouecce 0630pa TBOPUECKOM XMN3HN MacTepa OH
pa3bupaet npucyLme xyA0XXHUKY MOTUBbI, CTUAN-
CcTMYeckme ocobeHHOCTU U annro3nm obpaszos. OH
COCpesoTOUN BHUMaHME Kak Ha OCHOBAaTE/NbHOM
N3yUYeHUN NCTOYHWUKOB BAOXHOBEHWS bpeirens, Tak
1 BblIBNEHWE €ro BANAHUA Ha GOpPMUpPOBaHMe CTu-
NINCTUYECKNX 0COBEHHOCTEN NOoCAeAyOLLErO NOKO-
NeHns XyAoxXHUKOB. ColmanbHbIA U KYAbTYPHbIN
KOHTEKCT HUAEPNAHACKOrO UCKyccTBa anoxu bpelire-
19 NpoAoKaAn oceellaTb nccnegosartenm XXI seka.
Hanpumep, nckyccrsoseg Jlappu Cunbsep cnewma-
NN3VPYHOLLMIACS Ha XXMBOMUCK M rpaBlopax cTapbiX
roanaHackmx, Hemeukmx mactepos [Silver L., 2011],
npeanpUHABLUMA NOMbITKY MHTEPRpeTaLmnm Xy0-
eCTBEHHOro Hacneamns bpelirens, obpaTmBLUMC
K LUMPOKOMY CMeKTPY nccaesoBaTeNbCkux MaTepu-
anos. MNpuBneveHne NOSBUBLUNXCA HOBbIX UCTOY-
HWKOB MO3BOJINAO BbIABUTb YHUKAAbHbIE CMbICAbI,
3aN0XKeHHble B CHOXKeTax MOJIOTEH XyA0XHMKa. B
csBoem Tpyae MaHpes 3ennnHkK otMeyvan TemaTu-
yeckoe HoBaTopcTBO bpenrens [Selling M., 2014].
Ha npumepe pssa pUCyHKOB ¥ rpaBlop UCCaeao-
BaTe/b GOKYCMPOBaN BHUMaHUE Ha He3aypsaAHbIN
METOJ, UCMOJIb30BaHNM MacTepoM neinsaxa.

Ham n3BecTHO Hemanoe KOANYEeCTBO TPYZAOB B
COBETCKOM MCKYCCTBOBEAEHUN, NCCNELO0BABLLNX
TBOPYECKMIA NyTb U BausHWe bpelirens Ctapuero,
B TOM 4Mcie NoceALLeHHble nckycctBy CeBepHOM
EBponbl BpeMeH XUN3HU XyAOXKHMKA. ITO paboTbl M.
Al. lnbmaHa, E. V. PoteHbepra, M.B. Annatosa, b.
P. Bunnepa, H. M. l'epweHcoH-Yerogaeson, M. H.
Cokonoea, V. B. JInHHMK 1 gpyrux. Linkn «BpemeH
roga» 6bin noaBeprHyT aHaan3y J1. Kawyk. He npo-
UrHOPWpPOBaNV TBOPYECTBO bpelirens MHorve ma-

CTUTbIE CMEeLnanmnCTbl, TEOPETUKM UCKYCCTBA BPOAe
3. ®pomaHTeHa, P. Mytepa, ®pugneHgepa, 3. Fom-
6purxa. CoBpeMeHHble NCTOPUKM UCKYCCTB MOCBSA-
watoT bperirento rnasbl B cBomx Tpyaax A.H. Xoax,
C. A3ydown, I. Tarok.

O nnyHocTn XyaoxkHMKa nucan A.H. Xogx: «bpeii-
resb 6611 BbICOKOOOPA30BaHHbIM KYAbTYPHbIM Ye-
JIOBEKOM, XOPOLLO 3HaBWNM MUdbl 1 fereHabl. B
1552 r. OH npeanpuHan nytewectsne no PpaH-
unmn 1 Ntanmm, npoanvelueecs ABa roga, HoO nov-
CKW UAeaNbHOM KNaccnyeckon Gopmbl, C KOTOPbIMHA
OHW HEN3BEXHO JOMKEH Obln CTONKHYTbCS B WTa-
NN, OCTaBUAN ero paBHOAYLWHbIM. OfHaKO OH Ha
NyTX JOMOW OH AenaeT NogpobHble WTyaUU Anbn,
M OHW NOXATCSH B OCHOBY MHOTUX ero 6osiee noss-
HWX nen3axeli. MNocne cBoero BO3BpaLleHNs OH B
nonckax BAOXHOBEHMNA obpallaeTca K KPecTbaH-
CKOMY ObITYy 1 CENbCKUM Mei3axKaM B OKPECTHO-
CTAX pOAHOro AHTBEpMeHa, YacTo NepeoseBasch B
NPOCTONOAMNHA, YTOObI CMeLaTbCs € ToANoW pabo-
yero NtoAa BO BPEMS LWYMHbIX Mpa3AHWKOB. baaro-
Japs XXMBbIM XaHPOBbIM CLieHaM, BbINOJHEHHbIM B
AVHAMWUYHOM N OLHOBPEMEHHO MArKOW catnupuye-
CKOW MaHepe, OH CTaHOBUTCS M3BECTEH KakK «My-
XULKNIA» Bpelirenb» [Xoax, 2017]. MyTtep nucan:
«CxaTbIM CTUNEM Hanmcaa OH BCHO XPOHUKY CBOe-
ro Beka. [NogobHO BCceM HMAEpAaHALaM NO34Hero
UMHKBEYEHTO, OH COBepLUMA nyTellecTBMe B VTa-
nvito. Ho He 6naropogHblie avHum PadasneBckoro
nckyccTea npuenaekanu ero. OH npegnoymnTan nsy-
YyaTb Npupoay v ntogei. Besge, rae ero nopaxaer
MOTWB Meli3axa, OH OCTaHaBAMBAETCs, pucyeT Anb-
nurickme ropbl 1 MecCcrMHCKyHO raBaHb, NtobyeTcs
NecTpoin KapTUHOW UTaNbAHCKON HAaPOAHOMN XM3HW.
BepHyBLUMCb 4OMOM, OH HaXOAWT, YTO OYAHWUYHas
KM3Hb CeBepa Tak e XMBOMMUCHA, Kak 1 Ha tore»
[MyTep, 2007, c. 439-452]. bpelirenb nucan pas-
JINYHbBIE 3THOAbI, KaK XXaHPOBbIE, TaK U Nen3axHble.

BosiblLoM MHTEpeC NpeacTaBaseT cobo cTaThs
E.1O. lemeHnHoM, KOTOpas obpatniach K nlyde-
HUIO KapTuH Bpelirens n nx nkoHorpadpum, 06o-
3HauUMB B3aMMOCBA3b B TPAAMLIMM N300paXKeHns C
cywiecTBytoLel Bo dppaHko-paramaHACKON MUHMa-
Ttope. Eto 6bian npuBeseHbl NpYMepbl KaneHaapu
mactepckor mactepa CvuMoHa beHuvHra, nantoctpa-
Lun YacocnoBa bpateeB JInmbypr. V3 ero mactep-
CKOW BbILLIO HECKOJIbKO HEOObIYAHO XXMBOMUCHBIX,
BE/IMKONEMHO UCMOJNIHEHHbIX PaboT, cpean KOTo-
pbix «4acocnoB IHHeccu» (1530), «Hacocnos [onb-
da» (ok.1540) n «Hacocnos [la Kocta» (ok. 1515).
[emMeHnHa obHapyXxmna psag NpMMepoB COOTBET-

CTBUA M306pasnTeNbHOM CUMBOAMKKU MecsLeB
y bpelirens n B yacocnoBax (cobupaHue xBopo-
cTa — cumBon despans) [demeHuHa, 2016, c. 28—
33]. ABTOp NpOBOAMT CBOM aHa/ M3 Ha OCHOBaHUN
NpPeAnoa0OXeHNs BeHrepckoro nckyccreoeea K.
Ae TosHas, 0 TOM, YTO Kaxzas kapTuHa bperirens
BK/tOYAET B Cebs 0IMLETBOPEHME ABYX MECSLEB.
DTO NpvMeYaHue JOBOJIbHO CYLLLECTBEHHO ANA UC-
cnefoBaHus, Tak Kak paspeluaeTt npobaemy Haxox-
[AEHUN HeCKO/IbKUX MPUCYLLMX pa3HbIM Nepuosam
BPeMeH roja cMMBOJaM Ha O4HOM xoAacTte. Kpome
4acOCNOBOB MOTN CAY>KUTb UCTOUYHMKaMK 06pas-
HOCTW Takue siBIeHUs Kak ppaHLy3CKUA asbMaHax
(1491), Takke MMeHyeMbI «MacTylWwbUM KaneHsa-
pem». Ha ero agBeHagLatv nsobpaxeHuax npes-
CTaBJ/IeHbl JOBOJIbHO CTEPEOTUNMNUECKMI MPUHLMM
COOTBETCTBMSA CeNbCKMX paboT Mecalam roga, no-
MWMO TOrO Ha NOBEPXHOCTW NPUCYTCTBOBAJIO MO ABe
OKPY>XHOCTU C 06pazaMm HECKONbKMX OTHOCALLNX-
CA K 3TOMY BpeMeHW CMMBOJIOB 3041aka. Ha nucre,
accoLMmpyemMoro € UIOHEM, NpeacTaBieHa CLeHKa
CTPUXKKMN OBeLl, ¥ 3HaKW BAN3HEL0B 1 paka B OKPYX-
HocTax. CaM KaseHAapb HEOAHOKPATHO M3AaBascs
40 XIX Beka, OH Bk/tOYan B cebs npuMeThl, Noro-
BOPKM, acTPOJIOrnyeckme N MeauLMHCKMe COBETI.
Mbl BUANM, KaK TECHO BMJETAtOTCA B KaHBY M30-
6pa3nTeNIbHOro NCKYCCTBa XPUCTMaHCKON EBponbl
A3blYeckne, 304naKanbHble MOTUBSI.

Crano Tpagmumen B COBETCKOM UCKYCCTBO3Ha-
HUW B Pa3IMYHbIX CTaTbAX U UCCNEAOBaHUSAX, NO-
CBSILLLeHHbIX bpelirento, rnaBHbIN akueHT obpaluan
B HampaB/JeHWN aHann3a XyJOoXHMNKA, Kak T.H. «Ha-
POZAHOro» MacTepa, HefjlapoM ero nNpo3ssuiLe «My-
Xuuknin». OaHako paboTsl bpeiirens 6yab To cepus
«BpemeH roga», «KpectbsiHckasa cBagbba», «[locno-
BMLbI» U UHblE pacCMaTpUBaAUCh NMpexae Bcero
C TOYKW 3pEHUSA BHUMAHMUA XYAOXHMKA K NPOCTO-
My 4esioBeKy, 6eHOMY NtOAY, KOTOPbIA OH n3bpan
CBOEWN TeMOW TBOpYeCTBa. Takoe NOHWMaHne TBOp-
yecTBa MacTepa, NyCTb BblABMraroLLee ero posb B
NCTOPUMN NCKYCCTBA Ha NNANPYIOLLLEE MeCTO Cpeau
COBPEMEHHWKOB KaK ryMaHUCTa, XXnusonucua ae-
MOKpaTUUeCcKmx B3rnsagoB, byaeT orpaHUYeHHbIM
W, camoe rnaBHoe, He TOYHbIM. CNpaBeasnBO OT-
Meuanocb, bpewnrenb yaensn Bugam poaHbIX Nen-
3aXkel CBOEW CTpaHbl CylecTBeHHoe MecTo. Eule
FomMbpux cnpaBeasIMBO Hanmcan, 3ameyas Heobbl-
YaWlHYO BbICOTY MJIaHKM B MMUTALMW HATypPbl, MPU-
MEHSAEeMYH HUAEepPAaHACKMMU MacTepaMu: «TONbKO
B OZHOW MPOTECTAaHTCKOWN CTPaHe UCKYCCTBO baa-
rOnoy4YHO MEPEXMNO KPU3INC, MPUHECEHHbIN Pe-
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dopmaumeln. B HuaepnaHgax, ctpaHe ¢ JaBHUMU U
6oraTbiMN XXMBOMUCHBIMW TPAANLIMAMM, XYAOXKHM-
KW HaLWAW BbIXOA M3 NPebABAEHHbIX UM XECTKMUX
OrpaHuyeHnii: NOMMMO MOPTPETa, OHW CTanu paspa-
6aTbiBaTh M ApYyrne XaHpbl, He NoAnaatoLine nog
3anpeT NPoTeCTaHTCKOM uepkeu» [Fombpux, 2017, .
361-387]. MoApobHOCTL AeTanei MONOTEH XyAOXKHN-
Ka 6b110 6bl HaHaNbHO W M3NMLLHE ByKBabHO TpaK-
TOBaTb CTPEMJIEHMEM XYAOXKHMKA K MaKCUMaNbHOM
TOYHOCTM BOCMPOU3BEAEHMSA OKPY>KAtOLLEro MUpa.
MopobHble paccy>aeHns nogxoamnn 6ol 6onblue
408 aHann3a MacTepoB MPUMUTMBUCTOB U CaMOy-
yek, KOTOpble NepeHOCUIN Ha XONCT n306paxeHune
BCEro, uTo BUAAT. Ho npumMeHuTenbHO K bpelirento
3TOT METOJ, HE MOAXOANT.

OteyecTBeHHbIN nccnesoBaTens CTenaHoB Takxke
oTMmeuvan: «[lo bpelirens B HUAepAaHACKON XNBO-
MMncK rocnogCcTBoBan Yenosek. bpenrenb xe caenan
NPUPOAY FOCMOXON Haj YeSI0BEKOM, HUUTOXHbIM
1 HeB3payHbIM. Obnasas nopaxasLUMM COBPEMEH-
HWUKOB BUZAEHMEM MPUPOAbI U JaPOM ee XyAoXe-
CTBEHHOrO BOCCO3/aHus, OH M306paxkan ee He Kak
bOH MK gekopaumio AN YesOBeYeCKOW AesTeNb-
HOCTW, HO KaK YHVWBEPCYM, XXMBYLLNIA HE3aBUCUMO
oT ntoger» [CtenaHos, 2009]. BoamoxHo npeano-
NOXWTb, YTO 3TOT MNOAXOA XYyA0XHUKa 0bycnoBmna
cama 3roxa Beankux reorpaduyeckmx oTKpPbITUN,
paclimpurBLIas KPyro3op yUYeHbIX-UHTENNEKTYaN0B
M XyZJOXHWKOB Ha YenoBeka U OKpy>XXatowmnii ero
MUpP BO BCEM MHOroobpasum.

N306paxkeHns nrogen, TeyeHne HapoAHOro bbiTa
npuBaeKann XyaoXKHMKa HEBO3MOXHOCTbHO N30-
H6paxkeHna nx 6e3yCcnoBHbIX TArOT, OTOHpaKeHWs
TOHKOrO AyXOBHOro Mupa. /lroan y bpeiirens, no-
[O06HO n306paxkeHHbIM y bocxa, 3a4acTyro cyxu-
N 06pa3oM BOMJOLLEHMA BCETO YenoBeyecTBa.
A KapTUHbI C X M300paKeHNeM — BblpaXKeHHYH0
B CMMBOJIMYeckoin GopmMe TLLEeTy YeNOBEYECKOro
ObITUS, TPEXOBHOCTb M CTPACTX B afIEFOPUUYECKON,
nogyac npoHun4yeckon MmaHepe («Cnenble» bpeiire-
ns n «Kopabab aypakos» bocxa). Ecam obpatutbes
K COBPEMEHHOCTU, MOXHO OTMeTUTb Guabm 2011
roga «MenbHUUa 1 KpecT» Jlexa MaeBckoro, nocesa-
LLLEHHOTO XYZ0XHUWKY, N306paxxeHVAM XXMBOMUCHbIX
nersaxen. Ero nonotHa cneayet paccmatpumBatb
NoAobHO KHUre, rae n3obpaxkeHus cayxat CUM-
BOJIaMW NOCNOBUL, NpuTY («[epeBeHckas cBajb-
6a», «[TocnoBuLbI»). B HUX XyAOXHMK BbICTynaeT
B pO/IY UANtoCcTpaTtopa-GoNbKAOPUCTa, COYeTaro-
Lero B TBOpYECTBe pa3BiekaTenbHoe U Hasnga-
Te/bHOe Havana.
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Mepenas HENOCPEACTBEHHO K CaMOMY LMKy
«BpemeH roga», n3yuymm UCTOpULO €ro co3gaHus,
BXOAALLME B LUKA paboThl, goweawne Ao Hac. Hag,
LmKnom «BpemeH roga» (takxxe umeHyembim «Mecsa-
ubl») bpelirens pabotan B TeueHune 1565 roga. Kak
OTMeYas Mo noBoJy 3TOro TBOPYECKOro nepmosa
Fombpux: «...paboTtan B AHTBepneHe u bptoccene,
rae B 1560-x rogax co3gan CBOW Aydlumne KapTUHbI.
70 6bINIO AecATuneTHe, Koraa B HugepnaHgax Hava-
NOCb XecTokoe npasJsieHue repuora Anbbbl» [[om-
6pux, 2017, c. 361-387]. 3aka3unMkomM NOAOTEH Obin
BANATE/IbHbBIN aHTBEPMNEHCKNI Kynew, GUHAHCUCT U1
KonnekunoHep Hukonac WMoHreannk (1517-1570).
OH SBNANCA NOCTOSAAHHbBIM 3aKa34MKOM XYAOXHMKaA.
K ToMy BpemMeHU B ero KOANeKLMIO BXOAWUIO YXKe
HEKOTOpOe KONMUYECTBO Npoun3BeseHnin bperirens.
3710 6bINU «BaBunoHckas bawHa» (1563 r.), «Lle-
cTBMe Ha Fosrody» (1564 r.). K npoueccy konnek-
LIMOHMPOBAHMSA XNBONUCK VIOHTeIMHK NoaX0ANA
C NpakTU4Yeckor Touku 3peHus. OH paccmaTpuBan
3Ty AeATeNbHOCTb NOAOBOHO BbIFTOAHOMY BAOXEHMIO
JAEeHeXHbIX cpeacTB. Ham 1M3BecTHO, UTo B nepu-
0f, Korga MacTep elle TO/bKO NPUCTynua K pabo-
Te Haj LMKAOM, 3aKa3umnk OTAan pacrnopsiKeHne o
nepesaye CO6CTBEHHOM KOANEKL MM Ka3He roposa
B 1565 rogy B cueT oniaTbl UM 3ailiMa, OfOXKEH-
HOrO y aHTBEPMNEHCKOro Ka3HayencTaa.

Takum o6pasoM Aanee KapTUHbI Lkia nepexo-
AWV OT OAHOrO BAaZenbla APYyromy, a cam LKA
CTan pasgpobaeHHbiM. bonee Toro, mectonono-
XeHue paga pabot bpeiirens konnekuuu VoHre-
JIHKA HblHe TOYHO He ycTaHoBAeHO. Ho 13BecTHO,
yTO KapTuHa «XKaTtBa», KoTopas Hbiia NpojaHa B
1919 rogy My3eto MeTponoinTeH, 40 3TOro MO-
MEHTa Haxoaunacb B cobctBeHHOoCTU XaHa Nons
Cenca u3 bptoccena. OgHO BpemMs Npon3BeseHNs
LMKAa pacnonaraancb B cobpaHumn nmnepartopa
Pygonbda Il (1552-1612). Pa3po3HeHbl OHK cTanun
B xoge TpuauaTtunetHen BonHbl (1618-1648) B EB-
porne B nepuog obuiero xaoca B lNpare.

[lo Halero BpeMeHu OT BXOAALLNX B LLUKA pa-
60T fowno nNATh (M3 NpegnonaraemMblix WecTn). IT0
N3BECTHble HaM MOJ0THA NOJ Ha3BaHUAMU «XKaTBa»
(MeTponoaunTteH, Hbro—l7lop|<), «CeHokoc» (J1ob-
KoBULKMIA aBopewu, Mpara), a Takxke «OXOTHUKM
Ha cHery», «Bo3BpalyeHune ctag» n «CympauHblii
AeHb» (nocnefHne — B My3ee nctopum UCKycCTB,
Bena). MponnTb cBET Ha TpakTOBKY 06Pa30oB LMK-
Na paboT BMAMTCA BO3MOXHbIM 0bpalLlasch K 04-
HOMY M3 BCMOMOraTe/ibHbiX PakTOpOB A8 3TOro
aHanv3a — BHMMaHwWe K npejanosiaraeMoMy pacrno-

NoXeHuo paboT B MHTepbepe. ViccnegoBatenei
npuBaeKaeT npexse Bcero npobaema nocneso-
BaTe/bHOCTN MX pa3BeckK, CNOCobCTByOLLLan Bep-
HOMY CUMTbIBaHWIO O0OPA3HON CUMBOJIMKW, B TOM
ymncae KOCMOJIOTUYECKOM, KaseHZapHOW. B aTom
OTHOLLUEHWWN LEeHHO MPeAnoNOXeHNe, BbIBUHYTOE
Ha OCHOBE COMOCTaBJEHNA C aHAJIOTUUYHbBIM LIMKIOM
aHTBepneHckoro dmHaHcucTa Macnapa Ayyun 1555
roga, BblaBuHyTas H.B. Jlobkosoli [J/lobkosa, 2011].
MNMocneaoBaTebHOCTb PACMNOIOXEHNA KapTUH Y No-
cnesHero bbina cnpaa Haneso. Ecam NpuHATL Takon
BapuMaHT NpoYTEeHNs NOJOTEH A5 paboT bpelirens,
TO, Kak 1 obpallaeT BHUMaHWe UCCcaes0BaTeNbHNLLA,
KOMMO3unLmsa cTpoutcs baarogaps Kak obien am-
HWW rOPW30HTA, TaK U NPY NMOMOLLM BTOPOCTEMEHHbIX
N30MHYTbIX IMHUI, NePEXOAALLNX U3 OAHOM KapTUHbI
B Apyryto. lemeHunHa E.FO. B cTaTbe onuncana cieay-
FOLLLYHO, MPUCYLLYHO LIMKAY paboT 0cO6eHHOCTb: «3a-
YacTyto NpesMeToOM AUCnyTa CTaHOBUTCA BOMPOC O
TOM, Kakas 3 KapTuH OTKpbIBaeT uuka. OTcyeT Be-
AyT ¢ «OXOTHUKOB Ha CHery» (Ha4ano KaneHaapHo-
ro roga) cmbo ¢ «MacMypHoOro aHs» (Havano roaa
CeNbCKOXO03AUCTBEHHOTO). Tpagmumsa npasgHoBaTh
HoBbIl rog 1 sHBaps Havanacb B HuaepnaHaax ¢
npuHATMeM puropmnaHckoro KaneHgapa B 1583 roay,
y>Ke nocne HanucaHus uukaa. ViIHorga B nccnego-
BaHMWAX He YYMTbIBaeTCs TOT GakT, UTO A0 Nepexosa
Ha HOBYIO KaneHJapHyto cucteMy B HuaepnaHgax
HOBbIW rog ucumcasacsa no MacxanbHoMy CTUAO (a
TOuHee, ¢ Besvkow MatHuupl nam Beankon Cy660-
Tbl). Taknm 06pa3oM, Hayas oM LmKaa Moraa bbiTb
OTCYTCTBYHOLLASA KAPTUHa «anpesb-mai» [[lemeHun-
Ha, 2016, c. 28-33].

CnepyeT yNnoMSAHYTb, YTO OTLbI LLePKBM M3Ha-
YaNbHO CTPEMUINCH YBA3bIBaTb XPUCTUAHCKME TOP-
>KeCTBa € faTaMu COTHEYHOTO LIMKAA, A3bIYeCKUMM
npasgHoBaHWAMU. [acxanbHble AeNcTBa NPU3BaHbI
6bIIN 3aMEHNTb OTMEYaBLUMIACA AeHb PaBHOAEH-
CTBWS, MacInYHble obblvan — caTypHaamm, Poxzaectso
— KynbT Mutpbl. B HapoZHOM CO3HaHMK NPOUCXO-
AW NPOLECC OTOXAECTBAEHUA PUTYaANOB MPEXHMX
A3bIYECKUX KY/IbTOB C MOAMEHOW MX Ha XPUCTUAH-
ckve. B HapogHol npakTrke chopmMmpoBanach 1 3a-
Kpenuaacb eAnHas B3aMMOAOMOJHAOLWAA cucTema.
OHa BKJ/ItOYana B cebs NPUHLMN ANTYPTrMYECKOTro U
CeNbCKOXO3MCTBEHHOIO KaneHaapei. MpoBeaeHHas
XpUCTMaHCTBOM pedopma KaneHaaps onpegennna
0CObYHO KOHLEMNUUIO BpEMEHW BCEMY 3anafHOeB-
ponenckomMy coobLLecTBy, NOAYUMBLLYHO pPacnpo-
CTpaHeHne BO BCEX XPUCTUAHCKUX 3eMasax [byprysH
X, pe. 2006. c.45-48]. Tak nponcxoanna aktyanu-

3aUMs 1 aKKyAbTypaL s A3blUeCKUX NPas3gHNKOB Ha
XpUCTMaHckmii MaHep (CamaliH 3amewaetcs JHem
Bcex CaTbix). A Lmkn BpemeH roga bperirens — gon-
>KEH MOHUMAaTbCA B TO XK€ BpeMs KaK pKUin npumep
A3bl4ECKOrO MbILWNEHWS, BOCXOAALLErO K arpapHbIM
npeAcTaBAeHUAM.

MomMrMo 0coboro oTobpaXkeHns NPUpPoAbIl, pa-
60Tbl XyAOXHMKa MHTEPECHbI CBOEWN CKPbITON CUM-
BOJIMKOWN 0Bpa3oB. ITO siBAEHME ObINO TUINYHO ANS
nckyccrsa CeBepHoro BospoxaeHuns. B KaptuHe
«CeHOKOC» MPUCYTCTBYHOT CMMBOJbI Cepna/Kochl,
yTO fABAAETCA ApeBHUM aTpmbyTom CaTtypHa, Kpo-
Ha, accounmnpyeTcs € naeen BbICTPOTEUHOCTU XKN3-
HW, BpemeHeM. bbiBaeT ncnonb3yeTca B KayecTse
aTpubyTta obpasa CmepTyH, a TakKe nepcoHndmka-
uuu Jleta, 6ornHu Liepepsbl. A npesctaBiaeHHble Ha
MOJIOTHaX KOP3uHbl GPYKTOB MOTYT OTCbINATh Hac
K 06pasy 6ormHu naogopoams, nsobunusa Liepepe,
6oraTcTBy 1 MHOroobpasunro Mupa.

Tunonoruns obpasos «BpemeH roga» bpenirens
coxpaHsina yaNBUTENbHYO NEPMaHEHTHYHO YCTOW-
UMBOCTb OT Nepuoja NosaHert AHTUYHOCTM BRIOTb
4o XVIIl Beka. OT pocnuvceli Ha TOMMENCKUX 1 pUM-
ckux dpeckax n Mo3samkax Ao PeHeccaHCHOro Bo3-
POXAEHMSA 3TON aHTUYHOM TPaAULUKN n3obpaxaTtb
BpeMeHa roga B BuAe f3blueckmx boros, rae ®no-
pa oTOXZAecTBAsANaCh C BeCHOW, Liepepa — ¢ netom,
Baxyc — ¢ oceHbto, BynkaH — ¢ 3MMHMM BpeMeHeM.
DTW XeHCKMe anneropuyeckme Gurypbl ¢ CUMBO-
NNYEeCKMMHN LBeTaMun 1 NaoZamMu JOBOJIbHO YacTo
BCcTpeyatoTca B xxmonucn XV-XVII Bekos. CumBo-
JIVKa BOCXOAMNAA TakXe K N3BECTHbIM C APEeBHMNX
BpeMeH OTOXZAeCTBAeHMEeM psaga 0bpa3HbIX Npu-
POZHBIX 3/1EMEHTOB C ONpeAeNeHHbIMN KaneHaap-
HbIMW UuKaamMu. HarnagHo 4eMOHCTpupyeT 3ToT
npouecc npoussegeHns «Tpyasl v gun» (VI B. o
H.3.) Tecnoga, «®acTtbi» (I B.) OBMama, «bykonnkm»
(41 r. Ao H.3.) Bepruamna. Y dpaHuy3ckmx mactepoB
pokoko XVIII Beka, nncaBlWKMX CLEHbl ranaHTHbIX
npa3zHecTB, Takxke 06HapyXXU10Cb NpucTpacTue K
BOCMPOW3BEAEHMIO MOTMBA BPEMEH roga. lMpu aTom
cnepyeT OroBOPUTBLCS, UTO Kaxkaoe 13 HMX, nsobpa-
Kaemoe camo no cebe, He 0653aTeNbHO MbICIUIOCH
KaK YacCTb e4MHOro Lukaa. Mbl MOXeEM 3aKH0UNTb,
YTO B OT/IMYME OT YNOMSAHYTOWN PacnpoOCTpaHEeHHOM
TPaAuLLMK N306paxkeHNs BpEMEH rosa B CUMBON-
YyeckoM, anneropuyeckomM BonsoLLeHunw, bpenrenb
MCMNONb3yeT COBEPLUEHHO MHOM noaxoa. Jna Hero
npupoja cama no cebe NoJHOLEHHbIA 06pa3 ao-
CTOWMHbIV 3aneyaT/eHuns, ero BoJHyeT 3ajaya ne-
peAaTb B3aVIMHYHO 3aBUCMMOCTb YenoBeka 1 MUpa,
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NoA06HO OTHOLLEHMIO MUKPOKOCMA K MaKpOKOCMY.
Mo cBOEW CyTW LMKAbI BPEMEH roAa — 3TO CMMBO-
nvyeckoe, punocopckoe nNpeacrTaBieHne O Bpe-
MEHW. OTO MOMbITKa COM3MEPEHNA OTHOCUTENIbHO
BOCMPUHUMaeMbIx He3rpaHNUYHbIMM MUPOM U KOC-
MOCOM Y€e/10BEYECKOro CyL,eCTBOBaHNA. XyAOXKHW-
KOM npeanpuHMUManacb nomnbiTka OCMbICAUTb MO
aHanorMm C NPUPOAON 1 BEUHON ee CMEHOW Cce30-
HOB, CBOEro poZa NepuoAoB POXAEHUSA N yBAAA-
HUA, BbITUE YenoBeKa.

Ce30HHble paboTbl (CEHOKOC, XKaTBa) CTaHOBSAT-
CA Y XXMBOMUCLLEB TakoW >Ke NPpUMeTOl 1N CBOM-
CTBOM BPEMEHM ro4a, KaK BbiNajeHune cHera 3uMown,
XKYXJIOCTb W BbILiBETaHWE TPaB K Hayany OCEHMU.
YenoBeueckoe n3obpaxeHne Ha NONOTHAX Bbl-
NosHsAeT GYHKLMIO TaKoro Xe Ce30HHOro aTpu-
6yTa B LMKNe 3eMHOrO cylecTBoBaHmA. KapTuHa
«Bo3BpalleHne ctag» 3akatoyaeT B cebe TO 3Ha-
YeHue, UTO N0AM HeCyT OTBETCTBEHHOCTb 3a CBOE
CTafo, HO BMeCTe C TEM CaMU ABASOTCA YacTbto
npupoabl. OHW OCYLLEeCTBAAIOT CBOE NpeAHa3Ha-
yeHue nepeys 6borom. bpelirenb mactepcku ne-
peAaeT BneyaTieHne OT KPeCTbAHCKUX TPYZA OB,
npupoabl nosaHen oceHn. Obeperarowmne cTa-
[0 MacTyxu HanpsMyHo BbI3bIBAOT aCCOLMALUIO C
XpucTtom. Tak, XpucToc 1 cam 6bin nacTbipem, Kak
n Npopok AMOC, OTCbINKOWN K YeMy MoXeT HbITb
OfHO U3 MPOYTEHUI NONOTHA. 3emMaesesnem 3a-
HUMancs ABenb, Ha KapTuHax bpenrens mbl Ha-
6at0faeM MHOXECTBO KPeCTbsiH 3a CEAHUEM UK
atBon. Mbl BUAUM Taknm 06pa3oM TOJIKOBaHME
M camoro TpyAa, COOTHOCMMOro ¢ obpasamu 13-
BECTHbIX CBATbIX. OHO fOCTUraeTcs NyTeM OTOX-
AEeCTBNEHUSA PALOBbIX 3aHATUA t04eN C paboToin
BETXO3aBeTHbIX NepcoHaxen. [pun 3Tom xys0xK-
HWUK COBMeELLLaeT HN3MEHHOE M BO3BbILLEHHOE, Ha
OAHOM MNJaHe OH MOXeT BblAensnTb GuUrypbl 3a pa-
60TON, a Ha 3ajHeM — n3obpaxaTb CLeHbl OTAbI-
Xa, urp. [ina sputeneit faBHUX €T UCCAeAYyEMbIN
KOMMieKC paboT Mor ABAATbCA 0OPa3OM MUPOMNO-
HUMaHWA B AyXe XPUCTMAHCKOrO CMUPEHUA Nepes
CBOEN YeNOoBEYECKOW CYLLHOCTbIO, BKJAHOYEHHOWN
B LMKANYHOCTb BpeMeH. KapTuHbl 3aBopaxunsa-
tOT BHEBPEMeEHHOW aTmocdepont. Mpouecchl Tpy-
4a, Urpbl, NpasgHoBaHua y bpenrens nponcxoaat
OJHOBPEMEHHO B ABYX MUpPaX: B JaHHbIA MOMEHT
n306paxkeHns, ¢ KOHKPETHbIMU AeTansiMu newsa-
Xa v npeagmetamu (LBeTbl U NPOAYKTbI, paboune
opyaus). MNpeactaBaeHHOE Ha XOJCTaxX OTpaXxeHue
MOCTOAHCTBA NPOAB/JEHO B MOBTOPAEMOCTUN BCEX
YBUAEHHbIX AEACTBUI B €XErogHOM LMKAE XU3HU
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Ntosen. 9To CBOEro poga UTypruyeckoe Aencrso,
ABJIEHHOE A3bIKOM U306pa3nTenbHOro NCKyCCTBa.

KaneHzapHoe 3HauyeHMe OCTaeTcs 3a LUKAOM
Bpeirens, npn 3ToM BO3HMKaET HEOOXOANMOCTb
0CO3HaHuA Toro dakra, YTO CUMBOJIVKA BPEMEHM
[aeTca XyAOXHUKOM B LUIMPOKOM NMOHUMaHUN. KOH-
uenuwus bpenrens onpezgensieT He TONbKO LNKANY-
HbIM KPYroBOPOT XMW3HW. MOXHO NOHMMaTb BpeMeHa
rofa Kak LiMKANYHOE TeYeHMe XN3HM KOHKPETHOTO
yesoBeKa, He BCero yesnoBeyectBa. B Takom ciyuae
paspeluaerca bosiee HarnaAHas, aHTPONoLEeHTpUYe-
cKkaa BapuaLma CMeHbl BPEMEH rofja OT BeCHbI A0
31MMbl BOCMIPUHUMAETCS B Jyxe B3pOC/aeHME U NO-
cTeneHHoro yBagaHua. MoaTeepXaeHeM Yyemy Mo-
ryT ABUTHCA CTaBLUME YCTOMUYMBBIMU dpa3bl «OCEHb
XKM3HU» (OCEHb KakK cepejrHa Kakoro-To nepuoaa,
0b6pa3 3penocTn), «3akaT OTHOLLEHWN» (3aKaT OTOX-
[eCTBAAETCA C 3aBepLUatoLL MM 3TanoM yero-anbo),
CTaBLUee 3HaKoBbIM counHeHue O. LineHrnepa «3a-
kat EBponbi» (1918, 1922) Takoke onvpaeTca Ha aHa-
NIOTMYHOE TO/IKOBaHWe MOHATUA 3aKaTa. MNpumepsl
AEeMOHCTPUPYOT 06pa3 Hallero BOCMPUATUSA, CUM-
TbIBatOLLLEro accoLmaLlm, 3aMMCcTBOBaHHbIe 13 Mpu-
pogHoro cnoBaps. MOTuBbI LMKANYHOCTM 0OPAJ0B,
NpPasHNKOB, CENbCKUX PaboT B TeUEHUW KaneHaap-
HOro roga CBUAETENbCTBYHOT O CUHKPETNYECKOM
TOJIKOBaHWMM MUpo3aaHunsa bpenrenem. OH ymeno
coyeTan B MOJNOTHaX HECKONbKO YPOBHEW TONKOBaA-
HWA Yepes A3blueckne, XpUcTnaHckme, Gonbknop-
Hble CMMBO/bI.

3acnyra bpeiirens nepes pa3BuTMeM UCKYCCTBa
XmBonucu B EBpone 3akarouaeTcs B OCHOBaHUMN
MM 0COBOro TUMa Nemsa>kHoro XaHpa, ero Mactep-
CTBE M306paxkeHUs NPUPOAbl, CPOACTBE TBOpUE-
CTBa C COBPeMeHHbIMU dunocodcknmm naeamm. O6
3TOM A0BOJ/IbHO TOYHO nucan O. beHew, BO MHO-
roM onupasch B COOCTBEHHON paboTe Ha Tpys MaH-
Jiepa, Korga NnpousBoANT CpaBHEHMWE XMUBOMUCHU C
KoHuenunen Tommaszo KamnaHenna: «B nepegaue
npupoabl bpeirenb focTUraetT aHMMMU3Ma U CEHCY-
anmsma — Tex PuaocodCkmx NpeacTaBAEHNN, KO-
Topble KaMnaHenna ctpemuaca nepesatb B CBOEN
KHure «O6 oLLyLLeHUn Beler 1 Marumn». Bece B npum-
pOAe, He TO/IbKO JIOAEN W XXMBOTHbIX, HO 1 BECb KOC-
moc KamnaHenna Hagenset yyBcTBaMu. «<Hebeca u
3eM/IA U MUP YYBCTBYHOT Tak e, Kak U Mesibyali-
Wwre MUKpobbl» [beHew, 1973, c. 148]. A M. ®pua-
NeHaep onuncbiBaeT KOMMO3ULIMOHHbIE MPUHLMMbI
Bpelirens cnepyrowmm obpasom: «Tak cozgaeTcs
MHOTOCTYMEHYaTOCTb, 3arPOMOXKAEHHOCTb €4MHOTO
NPOCTpPaHCTBa. OTO pyAMMeHTapHOe npucrpactue

K MHOFOM/J1aHOBOMY M306paXkeHUto H6bIN0 N3XKMN-
TO NIV 3HAYUTEIbHO MO3XKe, N OAHUM U3 nep-
BbIX M36aBuaCcs oT Hero bpelirenb» [OpuaneHaep,
2013, c. 103]. Takxe nNpeacTaBASETCA BO3MOXHbIM
cornacuTbca co MHeHueM [3ybdn o ctmanctnye-
CKOW caMocToATeIbHOCTU bpelirens no OTHOLWEHNIO
K UTaNbAHCKOM XuBonucu: «CnesyeT Nog4epkHyTh,
YTO BHMMaHWe bpeWirens cocpesoTOYEHO He TO/IbKO
Ha TOYHOM OMUCAHUM CE30HHbIX PaboT B MNOAAX, HO
1 Ha HEMOBTOPUMOCTU Mei3axa B PasnYHbIX K-
MaTuueckmx ycnosumax» [J3ybown, 2008, c. 314-317].

3acnyxxmBaeT 0cob0ro BHUMaHMA naHonTuye-
ckoe (0T Ap.-Tpeuy. TGV «BCE», OTITIKOG «BUAMMbIA»)
BMAEHWE MUPa M NPOCTPaHCTBO y bpelirens. CyTb
3TOW KOHLENLUMK, BOCXOAUT K MAee naHoNTUKymMa
— apXUTEKTYPHOM MOZAEeNN TIoPbMbI, pa3paboTaH-
HOW aHFANNCKUM dunocodom, yueHbim [x. beHTa-
MoM (1748-1832). TnaBHbIV NPUHLMN NaHONTUKYMa
3aKoYvaeTca B TOM, UTO HabarogaTenb (Hag3mnpa-
TeNb) BUAWT BCEX 3aKNOUEHHbIX, @ 3aK/NHOYEHHble
He MOTyT 3HaTb, HabtOAAOT IV 3@ HUMW B JaHHbIN
MOMeHT. Takoi obpa3 aelcTeus, obpasys sddekt
NMOCTOAHHOrO HabnAeHMA, cnocobCcTByeT camo-
AVICLUMNIVHE U KOHTpOIt0. XoTs paboTkl bpelirens
He ABAAOTCA ByKBaAbHOM MANKOCTPaLMEN NaHoM-
TUKYMa B A@aHHOM MOHMMaHWUK, OAHAKO ero Kap-
TWUHbI YacTo co3aatoT IQPeKT «BCEBUAALLLErO OKa».
3puTenb CIOBHO C BbICOKOW TOUKM BUAUT MHOXKe-
CTBO CUeH 1 06pa3oB., pa3BopauUnBatoOLLNXCA OAHO-
BpeMeHHo. CaMu1 NepcoHaxu Npu 3ToM BeayT cebs
HenocpeACTBEHHO, He OCO3HaBas, YTO 3a HUMU Be-
JeTcs HabatoaeHve.

MpeacTaBAfeTcs, UTO KOHUENUUS NaHoNTM3Ma
(0cob60ro BUAEHWS MUpa U NPOCTPaHCTBA) Ha Npu-
Mepe cepun «BpemeH roga» MoxeT MOMOUYb JiyuLle
MOHATbL Npoun3BeaeHUs bpenrens. XyA0XHMUK Ha Ka-
KAOM M3 MONOTEH LIMKAA UCMOb3YyeT NepcrnekTu-
BY, NPOCTPAHCTBO W AeTann Ans co3gaHma abdexTa
BCEBMAALLErO HabNOAEHWS: BbICOKAsA TOUKa 3peHUs
N MHOTFOypOBHEBOE MOCTPOEHNE KOMMO3UL MM B
HEeCKOJIbKO MJaHOB AapAT 3pUTENHO HEODbIYANHbIN

cnocob ob63opa. CkpynynesHoe BHUMaHWeE K AeTa-
N3aunm npugaeT npovseeseHunsam bpeiirens Hacbl-
LLLeHHOCTb, MOJIHOTY BUAEHWS HabarogaTens, Koraa
HW OfiHa AeTa/lb BPOAe YenoBeyeckoro cnega «Oxot-
HWKW Ha CHery» He ynyckaeTcs u3 Gokyca 3putens.
Co3paeTtcs BnevaTieHune, YTo OH B3r/s4a CO CTOPO-
Hbl HUKTO Y HUYTO HEBO3MOXHO CKpPbITb. B camom
Aene mactep ynogobun AMYHOCTb 3puUTens B AaH-
HOM cny4yae Gurype BCEBMAALLETO M BCE3HarOLLe-
ro 6ora, NoAHMMas BOMPOChbl MOPaabHOro acnekTa.
Taknm 06pa3om XyA0XKHUK NOAHUMAET MOpabHble
N 3TUYECKMEe BOMPOCHI, KPUTUKYS M3006paxkeHHble
YyenoBeueckne NOpoku n cnaboctu. A 3putento oT-
BOAMUTCA POJb CBUAETENA NPOUCXOAALLNX BO BCE-
OXBaTHOM MPOCTPaHCTBE KapTWH pa3HOObpa3HbIX
NOPOKOB. XyA0XeCTBEHHas KOHLENLUsA NaHonTn-
Yyeckoro BuaeHuns mupa y bperirens TpaHchopmm-
poBafoCh NOA BO3AEeNCTBMEM T'YMaHUCTUYECKMX
ngeanos, Npnobpertas akLeHTMpyeMoe Ha Yeso-
BEYECKOW Npupose, ee AOCTOMHCTBAX U MOpPOKax,
HOBOE 3By4YaHMue.

MepcnekTnBa «C BbICOTbI MTUYbErO NOAETa», Xa-
pakTepu3ytoLas MupoBocnpuatue Mutepa bpelirens
CrapLuero, Kak 1 ero oTCTpaHeHHOCTb OT U30bpaxa-
€MOro crnocobCTBYHOT TPAHCAALMM 3PUTENIO OLLyLLe-
HVe NPUYACTHOCTU K BbICLLIEMY JyXOBHOMY MOPAAKY,
3anevyatsieHHOMY B Kafnehjockonuyeckom obpase
YHVMBEPCYMa, CO3Z,aHHOM XYAOXHUKOM. VgenHas
rnybuHa ero paboT NposBASETCS B MHOTOCAOMHO-
CTU ¥ OTPaxeHuu gyanvsma 6biTna. MpUBbIUHBIN,
0ObIZEHHbI MUP NpeAcTaeT NopaxaroLwmm pas-
HOObGpa3neM, O4HAKO 3a ero BHELLUHEN NecTpoToM
CKpbIBaeTcs rnyOunHHbIN, GUAOCODCKMIA KOHTEKCT,
packpbIBatOLWMACA NPK TLaTeNbHOM aHanm3e. [e-
Ta/M3MpPOBaHHbIe XXaHPOBbIe CLieHbIl, M306paxato-
e TpyA, JOCYT, AeTCKUE UTPbl U MOTUBbI Nen3axa
ABNAOTCA CBUAETEbCTBOM NPOABAEHNS GYHAAMEH-
TaNbHOro NpvHUMNa 6biTnsA. bpelirens cymen Hage-
JNTb NOBCEAHEBHOCTb GUNOCODCKOWN 3HAUNMOCTbHO,
AEMOHCTPUPYS OCMbICIEHHOCTb KaXKAoW feTanu ve-
NI0OBEYEeCKOro CyLLLeCTBOBaHMA.
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