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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. |. 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 I.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 B3rnaz HA NMPOBJIEMbI 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/eAytoLee pa3BuTre xaHpa. MNpo-
BOAMTCS aHaM3 TPEX TEMATUUECKVX acreKToB, KacaroLLmxcs
OTHOLLEHWS YeNoBeKa K MUPY XXMBOTHbIX (BOMPOCHI MO-
panu), NCTOPUU MUPOBOW aHUMANINCTUKN U Crelndukm
aHVMaNNCTUYeCcKoro n3obpaxenus. Viccnegosatenm no-
NaratoT, YTO OCHOBOMOJIAratoLWMii MOpanbHbIA MPUHLMN
COXpaHeHWs 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 OpPraHNMYeckoM M1pe, ero B3auMOOTHO-

BBEAEHWE

AHUMaNNCTUKa BbICTYNaeT XapakTepHbIM U NH-
TEepecHbIM fIBJIeHVEM B KyabType. Ha npoTaxeHun
MHOTUX ThICAYENETUA YENIOBEK M XMNBOTHOE CYylLlle-
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.

66

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
TaKkxKe yAeNstoT HeobXxoaMMoe BHUMaHWE aHUMannCTmn-
ke HoBOro BpeMeHu, NpociexXmBatoT U3MEHEHNA, 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.

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

B koHue XIX - Hauane XX Beka B pycckom v EBpo-
NencKoM NCKYCCTBO3HaHMK, B CBA3W C 3aPOXKAEHU-
€M UCKYCCTBOBEAYECKOW ANCLMMANHbI, UHTEPECOM K
pasHbIM TeMaM 1M300pa3nTeNbHOro 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/s BHMMaHWe aBTOPOB Ha AaHHOM BO-
npoce. lNMpocneamm, kak TpaHCHOPMUPOBANNCL NX
B3rnA4bl, 0603Hayanacb LEHHOCTb aHMMaNnCTNye-
CKOro UCKycCTBa B Uctopuun. la, BOCNpUATUE XK-
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>XAeHWN BbIBMM K/tOUEBble 0CO-
6EHHOCTM aHUMANNCTUKK, NPEeACTaBASAIOWEN NHTe-
PecHoe XaHpoBoe sBeHWe. VICTOPUKO-Npo6aeMHbIii
NOAXOA MO3BOIAET AaTb XapakTEPUCTUKY AaHHOMY
MCKYCCTBY B ero cneunduyeckom npenomaeHum. Lie-
NbHO CTaTbW 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 UCTOPUUW. 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 MbICib. 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, obuanmce ¢ Aga-
MOM U UX 0bLyeHne Bblao TeCHbIM. B faHHON KOM-
MYHMKaTUBHOW Lienoyke npocnexunsaetcs baaro u
MUPOYCTPOICTBO camMoro 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 ¥ 3n1a BO3HMKAIOT B TOT MOMEHT, KOT-
[la YenoBeK HauMHaeT NCMOoJIb30BaTh XUBOTHOE B
yroay cBomx NoTpebHOCTeN. Yke B APEBHOCTU 3TOT
BOMPOC BOJIHOBaN yesoBeka. Bo MHOrMx penunrvnos-
HbIX Ky/IbTaX >XMBOTHbIE BKJIKOUYANNCh B CUCTEMY B3a-
MMOOTHOLLEHWNI, YesoBeYecKmx yoexaeHunin, Mmbos
1 putyanoB. OHM NOBCEMECTHO BbICTYNaan HOCK-
TEASAMUN MPOTUBOPEUUBLIX UAEN: B OLHUX KYJbTY-
pax 6blan yYacTHUKaMU XXepPTBOMNPUHOLLIEHWUH, a B
APYrX BO3BOAWINCH Ha BbICOKYHD CTYMeHb MNOKJIO-
HeHus. Pe3ynbTaTbl aHa/in3a B3aMMOOTHOLUEHWA
yesoBeKa N 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 6oablie 06-
HaXXWN KOPeHb NPOTUBOPEYNIA, KOTOPbLIV B ApPEB-
HOCTW eLle HOCKA 3akaMydANPOBaHHbIN XapakTep
(Waldan Paul, Kimberley Christine Patton. 2006).
B3risg Ha Npupoay, NCMOJIHEHHbIV Pa3HbIX CMbIC-
OB CNOCOBCTBOBAN POXAEHWIO LLMPOKOU Guio-
CODCKON TOUKM 3pEHMS.

Bo B3risigax pycckmx 1 3anaZHOeBpPONencKux 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
KOHLLeNU NI, CO3aHHYH 3KONOTMYECKM OPUEHTH-
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-
MepaTt, 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 OLHOBPEMEHHO -
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 BJACTU Haj, 3aKOHaMun Npupogabl. Pac-
cyxgas 06 akosnoruun, Morton npu3sbiBaeT no3abo-
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» onpeaenseTcs Kak Ha-
KOMNEHHas OMnbITOM 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 CTpasaHui 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 KHUT. OTO 3aHATMe paccMa-
TPMBAETCS B NPaKTUYECKOM YTUANTAPHOM CMbIC/Ie
N pefko 3aTparnBaeTcs 3TMyveckas CTOPOHa.
OxoTa — MCKOHHOE pa3B/ieveHe LLapCTBYHOLLNX
0C06, cunTanacb 0bs3aTesIbHON 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 eM3aBEeTUH-
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 uctropum mns-
BECTHbI MNCOBbIE, COKOJIMHbIE U UHbIE BUAbI OXOTbI,
KOTOPbl€ HAaHEC/IM HEMOMPaBMMbIM yLep6 Npupo-
ae. Ocoboi NonynspHOCTbIO NONb30BaNNCh NCOBbIE
oxoTbl. H./. Kytenos B uctopmyyeckom 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 FOHUUMK 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. (...)
Xopoune cobakun Nokynaamcb y NOMeLLUKOB, cpe-
AN KOTOPbIX BbII0 HEMANO CTPACTHBIX OXOTHWUKOB»
(Kytenos H.W. 1911).

PacnpoctpaHeHune 1 CTONKNIN MHTepeC K AaHHOM
TeMe OODBACHAKTCA KyNbTYPHBIMU TPAAULMAMY, Cy-
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 CyLLEeCTBa 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 CBOel COBCTBEHHOCTLIO U Ya-
CTO BMAEN B NMLLe XXMBOTHOIO CBO€ MOTYLLLECTBO.
Koraa apeBHMe ervnTaHe NpescTaBaAsAn aHUMa-
NNCTUYECKN 0H6pa3 BO3BbILLIEHHbLIM U BEINYABBIM,
C/IOBHO Ha MbejecTasie noyera, 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 uyenoBeyeckmx 1 3BepUHbIX Telax 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 BUAAX U30-
6pa3nTeNbHOro UCKYCCTBA: B CKY/IbMATYPE, B XUBO-
nucu, B rpadmke. (Puc. 5, 6)

Y>ke Mano KTo BCMOMWHAN O paHHeln 6rnbneinckon
rapMOHWUM B3aVIMOOTHOLLIEHWIA, OHa OCTanach Aajneko
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 pacCMaTpMBaTbCA 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 nosaraert, 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 MOAYEPKNBArOT OUYEBUS-
HOCTb MYZPOro NPOoLLecca, 3a10XXKEHHOrO NPUPOAOH,
KOTOPbIVi HEBO3MOXHO He 3aMeTuTb. Kak yenoseky
cnenyeT OTHOCUTLCS K 3TOM CMCTEMATU3UPOBAHHOWN
NPUPOAHON 3akoHOoMepHOCTU? CTapasch ee coxpa-
HWUTb, Hope B. Werness oTMeuaer, uto ftoaun ycTpan-
BarOT 300MapPKM 1 3aNOBeAHNKMN, 3aBOAAT AOMALLIHUNX
XMBOTHbIX (Hope B. Werness. 2006). 3a6oTscb 0 co-
XpaHeHUN ANKOWN MPUPOJAbI, OHU BCe Yalle HauuHa-
FOT NPaKTUKOBaTb 3KOTypu3M (Samantha Hurn. 2012)
MomMoryT v 3T1 AeNCTBUA, UAN KaXKA0MY 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 WNpPOTa CUM-
BO/a, 0603HayvaroLLero 3BO/IFOLMOHHO-UCTOPUYE-
CKYIO Tpareimto opraHM4yeckoro MakpokocMoca.
XKnBoTHble - cyluiecTBa, NpesonpeseeHHble 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
HeMeLKoro xyaoxHuka ®.Mapka «Cyabbbl XXMBOT-
Hbix» (Puc. 7)

Bonblias coumanbHO-3HaUMMas Tema NPUPOLbI
packpbiBaeTCcA 3/eCb He CTO/IbKO Yepes n3obpaxe-
HMe KOHKPETHbIX COBbITUI, CKONbKO Yepes BOMJ/Io-
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 OTANYAOTCSA 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 CTUIEN, OCMbIC-
NeHve MHoroobpasHoro» - noacHsaet B.M.[unaHo-
Ba (AmaHoBa B.M.. 1999).

AHUMannUcTka 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 M OTKPOBEHHbIX LIBETOBbIX KOHTpPAC-
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 NepPBO3AaHHOCTb NPUPOAbI OHUN He OT-
paxaroT. PopMbl XXMBOTHbIX 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 N2 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 CaMyHo CTPYK-
TYPY XYAOXeCTBEHHOrO fi3blka. Kak 6yaTo coBMeLLa-

FOTCS TOUKMW 3PEHUS: CTUM apXanyeckol AaBHOCTU
COeAVHUANCL C COBPEMEHHbIMW KyOncTnyeckm-
MU, MTPUMUTUBUCTCKUMU WA UHBIMU CTUAEBBIMU
noaxogamu. Takoro poga n3obpaxeHusa ganeku
OT KOHLenunn npaBgonogobHoro aHMManncTm-
yeckoro obpasa. Torga B YeM 3HaUYMMOCTb MPO-
N3BEAEHWNN, eCIN OHW He OTpaXkatoT MPUPOAHON
cyTn? MoXKeT ObITb, XyAOXXHUK NpuberaeT K pas-
HOOb6pa3HbIM CTUEBbIM MOAMbMKALMAM C Lenbto
60/1ee MHTEHCMBHOIO aHanu3a Mupa, NPUpoabl v
YyesloBeYeCKMX OTHOLLIEHWI B Hell. B kHure «[MocT-
MOZEePHUCTCKOE XMBOTHOE» Steve Baker, nccneays
COBpPEMEHHOE NCKYCCTBO, NOKa3biBaeT, kak obpa-
3bl XXKMBOTHbIX MHTErPUPOBANCh B KOMMO3ULINIO U
cTnanctuky nepdopmanca, dGmnaocoputo ero A3bl-
ka (Steve Baker 2000). Hanpumep, XyAoxxHuK Xen-
aeH ®aynep nposeMOHCTpUpoBan Takyto cueHy. OH
nomecTun cebs B OfHY KAeTKy C BONKOM 1 C MOMO-
Wbt CreLmanbHbIX OUKOB KOOI 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 CBOUX MePKaHTUIb-
HbIX 3rOUCTUYECKUX NHTEPECOB MOrpyXeH B cebs
M He 3amMeuvaeT OKpy>KatoLiero Mmnpa. BoamoxHo,
OH NpebbiBaeT 3a peLleTKOW CBOEro CTepeoTun-
HOro NMOBEeLEHUN 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 HUMMK ONnLIeTBOPAET HEMOHUMaHWe, Npo-
nacTb BO B3aMMOOTHOLLEHMAX YesOBeKa W XXMBOT-
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
MHOXeCTBEHHbIe NMPOCTPAHCTBA rafepen n BbiCTa-
BOUYHbIX 3a/10B. VIX NnpucyTCTBNE BECbMA OLLYTUMO
B COBPEMEHHOM MUpe.

durnocodckmii NOATEKCT MONOXKEH B OCHOBY pa-
60T7bI [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 BOKpYyr. 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 CTUeBbIe NPU-
eMbl, PopMMpYyHOTCA TeMbl U 06pa3sbl. MoxeT HbITb,
B XOZie HOBOW MPaKTUKN HOBAaTOPCKME BU3YyasibHble
06pasbl NO3BOAAT 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 aHUMaANCTU-
Yeckme NPOU3BEAEHNS HATYPaUCTUYECKOTO Hampas-
neHus. Tak, 6enbruiickmii xypoxHuk Carl Brenders,
aHraninckune Peter Williams, David Stribbling, ame-
pukaHckume Isaac Terry, Paul Krapf, B cBoem umckyc-
CTBE NPUAEPXKMBALOTCSA TEHAEHL MM GoTOopeanv3ma.
VM yaaeTcs 40CTUYb 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 HaTypanmsaMa B COBPEMEHHOM MCKYC-
CTBe He cny4YaiHo. Bo BTopoli nonoBuHe XX Beka
«HaTypCTUNb», MOYUMBLUMIA 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-
POZAOW. DTOT BaXKHbIN MUPOBO33PEHUYECKNI NMPUH-
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/JEHHOCTN MacTepPOB Ha OTpaXkeHWe NPUPOA-
HOWM XXW3HW, TaK CUbHO HY>XJaloLLelcsa B cepbes-
HOW KoppekTMpoBke. Koraa 3putenb paccmatpuBaet
CIOXKHYHO FeOMeTPUYECKYr CTPYKTYPY aHUManu-
CTUYECKMX KOMMO3ULMIA B fiyXe KOHCTPYKTUBU3MA,
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Kybu3ma 1 napannenbHoO pasrnsjbiBaeT TwaTesb-
HbIM 06pa3oM CKpynyae3HOo 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 OblYHO 3HAUMMOCTb. PaHbLle UTMOe 3a nNpu-
poAHOe Hayano, Tenepb XXMBOTHOE 3aK/t0YaeT B
cebe pasHble QyHKLMM: 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 nogpaxaTtenbHbIM 1 BMeCTe C TeM yTpaTu-
N0 TBOPYECKYH CMENOCTb YCJIOBHOTO NoAXoAa K
N300paXKEHNIO AeNCTBUTENBHOCTY, LIEJIMKOM YTpa-
TUNO YYBCTBO TaWHCTBEHHOCTN U QaHTaCTUKK, KO-
TOpOE BC/IEACTBME HE3HAHWSA OKPY>XKaso NPUpPoAY,
HO NpugaBano ocobyto NpuBAEKaTesIbHOCTb 0bpa-
3aM >XMBOTHbIX B MPOV3BEAEHMAX 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
nNpuUpoOabl Npon3Beno GuaocoPpckoe Hacneamne nNpo-
CBETUTE/IbCKOM 3MOXW, MPOMbILLIEHHAs PEBOIHO-
uma, naen Y.lapsnHa v nocnefoBaBLUasa 3@ HUIMMN
nHTennekTyanbHas TpaHchopmauwmsa. C paspyle-
HMEM MHOTVX TPaAWLIMOHHBIX YCTOEB OTKPbIACA HO-
BbI CMbIC/, B YaCTHOCTM, r106aibHOE NOHVMMaHWe
3HAYMMOCTN 0bLLen BLUONOrMYEeCcKOr B3aUMOCBS-
31 MaTepumn B pamkax LesoCTHON BceneHHon. Co-
BpemMeHHOe 06LLecTBO Kak Hbl HaUMHAeT MOBTOPHO
M3yyaTb 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 HeMoXoXXeCTbk MOXET peLlaTb BOMPOChI COBpe-
MEHHOW umBMAM3aLmn. Hanpumep, xapaktepusys
TBOPYECTBO HEMELLKOro XyAoXHuKa PpaHua Map-
ka, Terry W. Strieter B cBoeli kHure «Nineteenth-
century European Art: A Topical Dictionary» (Terry
W. Strieter. 1999) otmeuaeT, uTO, M306paxkas Xu-
BOTHbIX, Xy OXHWK OLLYTUA YyBCTBO MMPa Ha Kparo
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paspyLleHus. ObpallieHne XXMBONUCLA K U3yYEHUIO
N M306paXKeHNIo XXMBOTHBIX MPUAAN0 eMy BHYTPEH-
HIOIO CKAy, Ty, KOTOPYHO OH Habarogan B Npupoge.

3HauMMOCTb faHHOM NpobaemMbl 3aTparnBaet A.
B. VMikoHHunKoB. OH roBoput 0 GopMmnpoBaHumn ro-
POACKON cpesbl, B KOTOPOWN BONbLLYIO POJIb OTBOAUT
NpUpoZe, Kak BaXXHOW COCTaBAAIOLLEN YacTn buoo-
rMYecKkoro cyLecTBoBaHma yenoseka. (VIKOHH1KOB
A.B. 1985). Mo MHeHuto Jlrobapckoro I.HO. (Jlrobap-
ckmii 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
KOHLeNTYyaNbHYIO MAEH LLIeHHOCTHOro MHOroobpa-
318 NPUPOAHOro Mmpa, Bce bonee HyxzatoLLerocs
B 3awmuTte (Puc 14, 15, 16)

Pa3Hoob6pa3Hble Bbipa3utenbHble CPeACTBa, KO-
TOPbIMW OMNEPUPYHOT XYAOXKHUKN AaHHON 3MoXu, Ae-
MOHCTPUPYS HOBOE BOCTPUSATHE XXAHPOBbIX FPaHWLL,
X MOBMABbHOCTb, pa3pyLlas TPAANLMNOHHbIE YepTbl
>KaHPOBOW CaMOCTOSATENbHOCTW, BCAKUIM 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 YeSOBEYECKOWN 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 CTann Teope-
TUYEeCKne B3rNafbl CaMUX XyA0XHUKOB, KOTOPbIe
NnpeACcTaBASIOT 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

N0 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 KOHLENUNsA CoOXpaHeHWs npu-
POAHOro MMpa, Kak HeoHXOAMMOro KOHr1oMepaTta
XKU3HEAeATeNIbHOCTN YeNoBeKa, CTaBLlas YHUBep-
Ca/lbHOW, OTKPbI/a HOBbIM MAACT 3HAYMMOCTU aHW-
MasMCTUYECKOro NCKYCCTBa, MOAHAB Ha YPOBEHb
COBPEMEHHOCTU APEBHIOK GUAOCOPCKYHO NAEHD Me-
CTa YyenoBeka B NPUPOLHOM OPraHMUYeCcKOM MUpPE,
€ro B3aMMOOTHOLLEHMSA C XXMBOW NPUPOLOWA.

K ncropn MMPOBOM AHUMAIUCTUKM

BTopoi acnekT, HTepecyroLLmMin ncciesoBaTenen
— 3TO UCTOPUA MUPOBOM aHUMANNCTMKN, KOTOpas
Jana HeNnoOBTOPUMble 06Pa3Libl XyA0XKECTBEHHbIX pe-
LeHW. B MHOroobpasnm ntepatypbl MOXHO OTMe-
TUTb BHUMaHMWE KPUTUKOB K APEBHEN aHUMaNNCTUKE,
1306paxKeHMHo XXMBOTHbIX B APEBHMX LIMBUAN3ALUSX,
aHTUYHOCTU. Ha3oBem aBTOPOB, KOTOpble B 60/1b-
LWen Mepe 3aHMManncb gaHHoW npobaemoi. Cpe-
an Hux: David Aftandilian (Aftandilian David 2007),
Gordon Lindsay Campbell (Campbell 2014), Howard
Morphy, (Morphy Howard 2014) n apyrue. 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 UKOHOorpaduueckmx 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 eTUNTSAH, He HapyLLMB MNOBeAeHYeCKOl Xapak-
TepucTukn 3seps. B 06061 eHHbIX LenocTHbIX dop-
Max >KXMBOTHbIX CKBO3UT HenokoaebrMas sHeprus
naoTW, KoTopas obeknacb B pOpMy COOTBETCTBY-
toLLLero Ky/bTa, NoApasyMeBatoLLero ropAenmBocTb

n Beanume camoro ¢apaoHa. HecnyyaliHo pycckuii
XYAOXKHUK-aHUMANNCT, OCHOBOMONOXHNK aHNUMa-
nncTmnyeckoro xxaHpa XX Beka B.A.BataruH tak 6bin
MJIeHeH UCKYCCTBOM APEeBHUX KyabTyp: Mekcnkm, Kn-
Tasa, ErnnTa, Mpeuunn. B gpeBHemM nckyccTBe 3Bepb
CTOAN B LLeHTPe BHUMaHMA XyA0>XHWKa, a 0bpa3bl
cozepxkanv ybeanTenbHyo TPakToBKY U 6blan 1C-
MOJIHEHbI BOJbLLON «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», @ 3HAUEHME 3TOWN CUbI, COAEP-
XKalerncs B npupoge. B MHbIx 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 XU-
BOTHOTO, LIeNIOCTHBIN CUHTE3 BCEX €ro NMPUPOAHbIX
Hauan. B kauecTBe npumepa MOXHO NPUBECTU aHU-
MaJnMCTMYecKoe OpHaMeHTalbHOe UCKYCCTBO CKU-
0B, No/yurBLLIEe Ha3BaHWE «3BEPUHBIV CTU/Ib» Fae
>KMBOTHOE B MNepernieTeHnaxX AeKopaTUBHON KOM-
No31LMM NPeBpaLLanoCh NOYTU B repanbAnyeckuia
3HaK, CBOVMMM YCNOBHbIMWU 1 OJHOBPEMEHHO peab-
HO y3HaBaeMbIM¥ GOpMaMK, UCTOYANO HEKYIO Ma-
rmyeckyto cuay. (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
ncTopmm, kotopas borata CBOMMMW UCTOKaMM 1 Tpa-
anumamun. lpyrve pycckme Xya0XKHUKM-aHUManNCTbI
IN.C.EdbumoB v [].B.Topnos genaroT akLeHT Ha CTa-
pOM pYyCCKOM HapOAHOM TBOPYECTBE, KOTOPOE, MO
NX MHEHWUIO «ABASKOT COHBOMN 0bpasLibl A4elCTBUTENb-
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/MBAOT CBOE BHUMaHWE Ha APEBHEM aHW-
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MasIMCTMUYECKOM UCKYCCTBE KaK Ky/IbTYPHO-UCTOPU-
YeCKOM ABJIEHUN He 14 TOro, YToObl NontoboBaTbCA
MPOL/bIM, @ A/1f TOTO, YTOObI MOATBEPAUTL 3HAUN-
MOCTb pEBHErO MCKYCCTBa Ha COBPEMEHHOM 3Ta-
rne, Kak NPOYHbIV GyHAAMEHT U BOraTbli MCTOYHUK
AJ151 COBPEMEHHOW aHWMaNNCTUKM.

3amMeTuM, UTO B KaUyecTBe 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 ocTaBnAlOT 6e3 BHUMaHMA n XX ctoneTue. Bbi-
60p KNacCcM4eckoro UCKyCcCTBa, BEPOSATHO, CBA3aH C
TPaAVLMOHHBIM MCCNeA0BaTENbCKUM MHTEPECOM K
60/IbLLINM UCTOPUYECKMM CTUISIM U SPKMM MpOsiBAe-
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 CBOK 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 MHOTOJIVKa, 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 MHOXKECTBEHHO-
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 uUan 6apxaTUCTOCTb «oge-
SHNS» TMOKOro Tena ryceHuL, oTAnBaLWmnn 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 3ToOM 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 B1MON0rnyeckmx 3aKkOHOMEPHOCTAX U TOH-
KOCTAX. B KaX40M 13 HUX CBOV NPUPOAHbIV CMbICS,
noA4YepKHyTbIN MacTepoM. Tak, aHasn3mpys Npowms-
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 cBOe-

My COCTaBy, OpraHu3aLmn, BHELLHUM NpU3Hakam,
elle 1 CMMBO/IMYHa, 0bnaZaeT reHeTUYeCKom 3Ha-
KOBOCTbO. 3Ta NPUPOAHas AaHHOCTb B BUAE 3HaKa
TpebyeT n3yyeHuns 3aKOHOB NPUPOAbI, YTO U Aena-
eT YUeNoBeK Ha MPOTAXEHUN BCEro CyLeCTBOBaHMA
MaTepun. [lpyroi 3HaKOBOCTbIO YesIOBEK HagenseT
nNpupoAy No CBOEMY YCMOTPEHMI0. TO aHTPOMNo-
Mop®dHbIY NpuHuMn. Koraa nsobpaxaercs gukoe
>KMBOTHOE, CTeperyLiee CBOK J00bIUy, BblpaXKeH-
Hbl1 3BEPUHbINA MHCTUHKT COMOCTaBASAETCS C Yeno-
BEYECKUMM NMOCTYNKaMK, HeKOTOpble 13 KOTOPbIX He
BbI3bIBAOT YBaXKeHWs. Hanpumep, XuTpocTb, HepB-
HOe HanpseHwue, 3106a - 3TU KayecTBa NOHATHbI
yesoBeKy. YenoBek CKJIOHEH COOTHOCUTL NOBeje-
HMe XMBOTHOTO CO CBOMM, HaxoAMTb 0bLLme YepTbl,
CXOXMe CBOWCTBA. YenoBek oyxoTBOPSIET CBOUMM
MbICIAIMU TO OKPY>KEHMWE, FAe HaXOANTCA 1 Tex nep-
COHaX<el, O KOTOPbIX yMaeT, BK/IOUas XXMBOTHbIX.
Mo3TOMy 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.LLmunata, 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, MpejnonaratoLiem oLeHKy 06beKTVB-
HbIX U CyObEKTUBHBIX GaKTOPOB B M306paXKeHuy,
ero YyenoBeYECKOM OTHOLUEHUM (CUCTeMa B3rA-
[,0B Ha MUP XXWBOW MPUPOZbI, €e O4yXOTBOPEHME).

MocTXKeHne CyLHOCTU XXMBOTHOIO Hanpsamyro
CBfi3aHO C ero nsyyeHnem, 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 nobpasm-
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 NPOU3-
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 CBOMCTBaMMW W Npu3Hakamun.Bce atv 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 pycckor 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 GeHOMeEHasIbHble BO3MOXHO-
CTW >aHpa. [1o 3TOro BpemeHu XX1BOTHOE He Bbl-
CTynano 06BbEKTOM U3yYeHUs U NpaBLonoA06HOro
n3obpaxeHus. NMockonbky B AKaseMUn XyaoxecTs
6blM OpPraHN30BaHbl Pa3Hble KAacChbl MO pPoay Aes-
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 dao-
pa JOMKHbI BbIAN Nerko y3HaBaTbCA B nersaxe, B
HaTHOPMOpTE, Ha ObITOBOM KapTuHe 1 T.M. Mo3aTomy
Aenanca akLeHT Ha y3HaBaeMOCTb BUAA, MOPOAbI
3BepeM, MX BHELLIHIOK CXOXEeCTb M Ha 3HaHWe aHa-
TOMWW, UTOObI OHU BbITAAAENN «MCMPABHOMO POAa».
C 3TOl LUenbo XMBOTHBIX KnaccMduLunMpoBaan Ha
ABe rpynnbl: «<3BepMHan C NTULAMW» U «BOPOBbI-
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MUK CKOTaMW». Torga xe CNoXUA0Cb MHEHWE, UTO
«poa» aHUMaNUCTUKKN ByLeT NONHOLEHHbIM, eCan
n3obpaxkatb 3Bepen 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/Iv 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 Nucanm mc-
cnepoBaTeny, Korga nogpasymenany «gena boxsu
n yenoseyeckre». Kak BUAMM, Hapaay C APYTUMU
XaHpPaMU: «UCTOPUYECKUM», «LIBETOUHbIM C QPYK-
TaMu N HAaCEKOMbIMU», «JaHALadTHbIM», «NMOPTPeT-
HbIM», «BaTaNnYyeckMM», aHUMaNNCTUYECKUIA YKe B
TOT PaHHWUIA NepUoA NPOAEMOHCTPUPOBAN CBOW OCO-
HeHHble Xys0XecTBeHHble kKavecTsa. [.A.PoBuHCkniA
CUMTas, YTO AaHUMaNNCTUYECKNIA XKaHP 3aCnyXXnn npa-
BO ObITb OTAE/IbHbIM, CAMOCTOATEIbHLIM. OHU rOBO-
PUAN 1 06 3CTETUYECKMX KaueCcTBax aHUMaNUCTUKW,
O MacTepCTBe XMBOMUCLLEB, YTO MOAHMMANO UCKYC-
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, YTO OH CTasl 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 Kk eLle 0g4HOMY 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 MeXAy M30-
6paxkeHrem vesoBeka 1 XMBOTHOro. Hanpumep,
korga H.H.BpaHrens (BpaHrenb H.H. 1913) roso-
pUT O NPUHLMMNE NOAPaXKaHWUS NPUPOLE, KOTOPbIN,
6bI1 NOJIOXEH B OCHOBY akaZleMnyeckoro 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, Mma-
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 AkaZieMun XyA40oXKecTB 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 KOHKPEeTun-
KN B OTOBpaXKeHUn Moaenu.

B LienoM 3HauMMOCTb pasmblLLIEHUA NCCeaoBa-
TeNeln 0 TBOpPYECTBE MacTepoB, 3Tanax ux obyueHus,
NCNOAHEHNA UMW MPeyCMOTPEHHbIX akagemmnye-
CKWX 3aflaHWii, opraHM3aLmm akaZeMnYeckmx Bbl-
CTaBOK W T.M., COCTOMT B TOM, YTO OHW 0HpucoBanu
WNCTOKW aHUManNCTMYecKoro xaHpa. ViMeHHo B aka-
aemunyeckor cpese GOpMUPOBANNCL MHOTUE XY-
AoxHNUKM XVIII-XIX BekoB. ABTOPbI KOHLIEHTPUPYHOT
BHVMMaHMWe Ha MacTepax, KOTopble MPOLLIN Cepbe3-
HYt0 NPOdECCMOHaNbHYHO LLKOAY, B YaCTHOCTW, B XXM-
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
BPEMEHN: XYAOXECTBEHHO-AUTepaTypHOM «Bcemup-
Has MAOCTPaLMA», XyL0XKECTBEHHO-MCTOPNYECKOM
«Pyccknin xyA0>KeCTBEHHbIW apXUB», NCTOPUKO-/TN-
TepaTypHOM «Pycckuii apxmB», XyA0XeCTBEHHOM
«CTapble rogbl», B NepBOM WNOCTPUPOBAHHOM Ka-
Tanore cKy/JbMNTYPHOW BbICTaBKMN «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 XygoXKHUKax», (Edmumos 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», «KOHbIN 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), Tak>e noa-
yepKMBanu onpesenstolee 3HaUEHME XXNBOW HaTy-
pbl B prcoBaHnn. OHU CXOAMANCE BO MHEHUK, UTO
TO/IbKO CEpbe3HOE M3yYeHne cneunduyeckmnx oco-
H6eHHOCTel XXMBOTHOW GOPMbI MO3BOANT NMOAOW-
M K 06pa3HOMY BOM/OLLEHNIO 3BEPA B UCKYCCTBE.

3akntoveHmne

Hebonbluoi 0630p aHMMaANCTUUYECKOTO UCKYC-
CTBa MO3BOASET AaTb OLEHKY UCCIeL0BaTENbCKON
JNIMHWM aBTOPOB, MX 3aMHTEPECOBAHHOCTU MUPOM
NPUPOZAbI M UCKYCCTBOM aHUMannCTukn. B pasHoro
pogaa nybankauusx, KoTopble HOCAT UCTOPUYECKUI,
KynbTyponormyeckunin, 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 MCKYCCTBE aHUMa-
JIUCTUKM, HAaCTONIbKO CBOEOHPA3HOM, UTO MOXKHO
FOBOPUTb O ero GpeHOMEHaIbHbIX CBONCTBAX — CBOW-
CTBax 0CODObIX, KaCcaroLLLMXCA YeNoBEeYeCckoro 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 N n3yyeHns cneunduyecknx CBOUCTB aHK-
MaJNCTUKN KaK XXaHPOBOTO ABJIeHNSA, ee BbITUA Ha
NPOTAXEeHUM BONBLLOrO NCTOPNYECKOTO Nepuoaa,

KOTOpPbIV OCTaBWA B HaceAmne 3HaunTelbHoe 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 pasBu-
BaJlacb NMapasiesibHO C APYrMMU HaLMOHa bHbI-
MW LLIKOJIAMM U CO BpeMeHeM chopMMpoBasa CBOU
TPaAUL MK, aKTyaabHble 4O HAaCTOSALLEro BPEMEHMW.

MpeacTaBneHHbIV B IMTepaType OmnbIT PYCCKMNX
V1 3aMajHOeBPOMNenCKUX UCTOPUKOB UCKYCCTBA CBU-
AEeTeNbCTBYET O NOC/e0BaTE/IbHOM MCTOPUYECKOM
NHTepece K aHUMaANCTMKe, 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 XyJ0XXHUKOB-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.

bnaArogArPHOCTU:
JTa cTaThs Hblna NogaepykaHa MporpaMmmoit cTpa-
TernM4yeckoro akagemmyeckoro anaepcrea PY/H.
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