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M. DOBUZHINSKY'S GRAPHIC DESIGN OF G.
SEREBRYAKOVA'S BOOK, NINE WOMEN: DRAWN
FROM THE EPOCH OF THE FRENCH REVOLUTION

Summary: The article considers the little-known work
by Mstislav Dobuzhinsky — the design of Galina Serebry-
akova’s book, Nine Women: Drawn From The Epoch Of
The French Revolution. It is noted that the artist used the
associative interpretation of the written story when de-
signing the book, making reference to identifiable symbols
of the time period portrayed, with the image of a woman
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serving as the main motif. The article analyses the sty-
listic features of the illustrations and the development of
the artist’s graphic style, expressed in the search for new
techniques and forms when designing the book’s cover.
Keywords: Mstislav Dobuzhinsky, book graphics, the
image of a woman, the French Revolutionary Epoch.

Mstislav Dobuzhinsky's work in book design was
one of the most significant areas of his creativity. At
present, the artist's so-called foreign work period
(1925-1957) remains insufficiently studied. Mean-
while, Dobuzhinsky's works completed during these
years are undoubtedly of interest for detailed con-
sideration and analysis, both as independent works
of art and in the context of the artist's graphic work.

The graphic design of the book, Nine Women:
Drawn From The Epoch Of The French Revolution,
written by Galina Serebryakova, a Soviet writer and
journalist, is an example of Mstislav Dobuzhinsky’s
mature, but at the same time little-known work.
The artist completed it for the Gosizdat publishing
house in 1928, while being abroad after leaving Pe-
trograd four years earlier [4, p. 216]. The book was
published in 1929, the circulation was 2000 cop-
ies. The work, along with a series of illustrations
for The Three Fat Men by Y. Olesha (ZIF, 1928) and
the cover for Gargantua and Pantagruel by F. Rab-
elais (ZIF, 1928), became one of the last created by
Dobuzhinsky on order of Soviet publishing hous-
es, after which the connection with them was final-
ly broken [9, pp. 60-61].

Serebryakova's work is a series of historical and
literary biographies. The book consists of eight chap-
ters, each of which is dedicated to a new heroine —

a real historical figure and participant in the events
of the Great French Revolution, namely Theroigne
de Méricourt, Simonne Evrard, “"Manon” Roland,
Claire Lacombe, Lucile Desmoulins, Elisabeth Le Bas,
Therese Tallien, and Josephine de Beauharnais. The
biographies are arranged in historical and chron-
ological order, allowing the reader to follow the
development of events in the described period in
dynamics and through the prism of the fates of Ser-
ebryakova's heroines, representing different polit-
ical movements.

Dobuzhinsky's graphic design of the book con-
sists of the cover, the title page, as well as elements
of the internal design of the text: the headpiece, the
initial letter, and the ending. All the drawings are
closely related to each other and represent a sin-
gle figurative system. lllustrations in their traditional
sense are absent, Dobuzhinsky refuses pictorial fac-
tology; the artist turns to recognisable symbols of
the Great French Revolution in order to reflect the
meaning of the book most capaciously. Following
the theme of the book, a female image becomes
the central motif of the graphic design.

On the front side of the cover, there is an image
of a shield, in the centre of which, there is a por-
trait of a woman in antique clothes and an unusual
headdress, a Phrygian cap, a well-known symbol of
the struggle for freedom. The woman is Marianne,
a collective image that represents France in the era
of change. The origin of the symbol is usually as-
sociated with the song, “La Guérison de Marianne”,
written in October 1792, in which a girl named Mar-
ianne personified the Republic for the first time. The
image of Marianne on the cover of the book as a
half-naked antique goddess makes Dobuzhinsky's
interpretation akin to Antoine Jean Gros's painting,
Allegory of the Republic (1794), and Eugene Delac-
roix's famous painting, Liberty Leading the People
(1830). Behind the shield with Marianne’s portrait,
Dobuzhinsky depicts a fasces, bundles of rods bound
together by straps, and an axe protruding from
the centre. In Ancient Rome, they symbolised the
power and strength of Roman law, and during the
Great French Revolution — the new revolutionary
order. The composition of the cover is very stat-
ic and restrained, while the drawing is permeated
with an atmosphere of anxiety. It is reflected on
the woman'’s face and shines through in the back-
ground space, filled with trembling lines of vary-
ing thickness. Dobuzhinsky deliberately creates a
contrast between apparent calm and internal ten-

Ill. 2. Book ending

sion. The artist subtly captured and depicted the
contradictory state of unstable equilibrium of rev-
olutionary times.

The plastic language of the cover design is of
particular interest. The emphasised geometricity in
the stylisation of the female portrait, the hard line,
and the closed contour are not typical of Dobu-
zhinsky's graphics. On the contrary, such artist’s
famous works as, for example, the illustrative cycle
for “The Swineherd” by H. Ch. Andersen (1917), the
drawings for “Poor Liza" by N. Karamzin (1921), the
covers for the poetry collections “Podorozhnik” by
A. Akhmatova (1921) and “"Gardens” by G. Ivanov
(1921), the covers of the Green Bird theatre journal
(1922) and the Perezvony, the Riga literary and art
journal (1925), are executed in a completely differ-
ent manner — with a light, lively, picturesque line
breaking up into separate strokes, reminiscent of
a pen stroke. It is this manner, formed by the be-
ginning of the 1920s, that becomes a recognisable
calling card of most of the artist’s post-revolution-
ary works [7, p. 326]. At the same time, one cannot
fail to note Dobuzhinsky’s constant interest in mod-
ern artistic trends, which largely determined the de-
velopment of his creativity. In the graphic design
for the cover of the Nine Women: Drawn From The
Epoch Of The French Revolution, there are features
characteristic of Art Deco illustrations of the late
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i CTO AECATDb aer tomy nasas B Canbmerpuepe,
_“ napuackoM y6exume AAs YMaAHLUICHHDBIX, yMepAa
B enmuma, nMs koTOPOii 65110 Ha ycTax Beero [la-
pHia B MepBbie FOZbl PEBOAIOLNUM. Cebline gBajiatn
AeT IpOBeAa OHA B KEAE3HOH KACTKE ,AAd 6yiiupix“. B no-
CA€JHHE TOZbl €€ KU3HH GOAC3Hb INpPUHHMaAa Bce 6oaee
TAKEADIC q)OPMbl; JAHH ¥ HOYH 683yMHaH IOpOoCH:KHBaAa Ha
COAOMEHHOM TIO(psKe, Aemeua GeccBssHble (pasbl, HAH, Ipe-
cz\e.ayemaﬂ KpOBaBb!MM BOCIOMHUHAHHUAIMHA IIPOLIAOTO, HOJZOATY
BbIAA. Fpﬂsﬂan u GECCTDlﬂHa}l, OHa BHyIIaAa OTBpPAIUCHUE.

L 3. Title and initial

1920s — early 1930s. Namely, it is the geometrisa-
tion of lines and forms, the identification of elemen-
tary volumes by “cubing” parts of the image [5, p.
11]. It can be assumed that the graphic aesthetics
of Art Deco turned out to be close to Dobuzhin-
sky. Thus, in the mid-1910s, the artist occasionally
turned to Cubism and Futurism in his creative work
[10, p. 140], and in the early 1920s, to the Russian
avant-garde [10, p. 173]. It is important to note that
Dobuzhinsky continued to explore a new style for
himself; the influence of Art Deco can be traced
in other artist's works, namely, in the cover of the
guidebook, “Paris. Fiihrer fur die Weltstadt” (Paris,
1928), in the design of the album “Chiberta” (Par-
is, 1929), and, almost a decade later, in the cover
of S. Lifar's book, Diaghilev. With Diaghilev (Paris,
1939), which proves the artist's not a random, but
a deep interest in this direction.

The inside design of the book continues the im-
agery outlined by Dobuzhinsky on the cover. The
artist creates a complex, multi-level image in terms
of meaning, filled with many details. Each of the
eight chapters of the book has a similar design and
begins with a decorative title stating the name of
the heroine. The text is preceded by a capital let-
ter decorated with a symbolic design. The artist
once again turns to the image of the ancient god-
dess personifying the French Republic; in her hand,
she is holding a spear, the end of which is crowned
with a “cap of liberty”. The woman is leaning on a
stone slab with rounded corners, having a recog-
nisable form of a tablet. Beginning with the paint-
ing by J.-J.-F. Le Barbier, it was this form that was
used in the first images of the French Declaration
of the Rights of Man and the Citizen of 1789, which
is still an integral part of the Constitution of France;
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the form has been subsequently repeatedly repli-
cated by artists to depict this document [1, p. 10].
The drawing is made in the silhouette technique;
to indicate the details, Dobuzhinsky resorts to gratt-
age — the artist scratches thin white lines, thereby,
on the one hand, complicating the detailing of the
drawing, and, on the other hand, visually lightening
it. The rhythm of thin white lines against the back-
ground of a black spot of the silhouette echoes the
headpiece, where the elegant drawing of the font
letters of the reversing type contrasts with the fill-
ing of the decorative strip. In terms of plasticity and
mood, the illustration noticeably differs from the
graphic composition of the front side of the cover
and, to a certain extent, dissonates with it. Instead
of the intended severity and geometricity, Dobu-
zhinsky turns to smooth, graceful, and picturesque
lines. The drawing, made in such a manner, rather
continues the style of the artist’s works of previ-
ous years, than develops the new graphic princi-
ples outlined by Dobuzhinsky on the cover. Thus,
one can recall the artist’s illustrations made in the
silhouette technique for The Young Lady-Peasant by
A. Pushkin (1919) or The Wonderful Life of Joseph
Balsamo, Count Cagliostro by M. Kuzmin (1918).
The active graphic accent at the beginning of
each chapter is balanced by the ending. It is anoth-
er image with which Dobuzhinsky again turns to the
symbols of the Great French Revolution. The artist
depicts a fasces, in which he replaces the punish-
ing element, the axe, signifying the right of power
to execute or pardon, with a Phrygian cap. The de-
liberate replacement of the symbol of power with
the symbol of freedom carries a change in seman-

POMY CTOABKO pa3 OHa BEAa HEUCTOBbIE OTPAALI pesMecTui,
c cabaeit B pykax, ¢ pyxbem 3a cnuHofi. [locae aToro
MOTPSICEHUSI €€ MOAHTHUECKAd AeSITEAbHOCTh IIPEeKpaTHAACh,
Ba6orenmmii Mosr He ompanuAcsa, u ucpes rog Tepyamn
OKOHYATEADHO COIIAA C yMa.

Ill. 4. Chapter ending

tic accents. It can be assumed that Dobuzhinsky
thereby illustrates the famous revolutionary slo-
gan: "Liberty, Equality, Fraternity”. Once again, in a
slightly different graphic stylisation, the artist re-
peats the image of a disarmed fasces on the spine
of the book cover, gracefully inscribing the author's
name and the title of the work on its shaft.

The book ends with a drawing located on the
back side of the cover. The artist creates a final im-
age of an emblematic nature, in which he sums up
his thoughts about the Great French Revolution.
At first glance, the image is similar to the drawing
decorating the initial letter. In the centre of the
composition, there is again the image of Marianne,
the French Republic, which proclaimed its ideals of
a new life; however, this time, Dobuzhinsky com-
plements the drawing with another very important
detail — he encloses the composition in the ring of
ouroboros, a snake eating its tail. Thereby, he indi-
cated the cyclical nature of history and emphasised
the drama of the events of the described period.

Mstislav Dobuzhinsky's graphic design does not
contain illustrations in their traditional sense. De-
spite this, exclusively with the help of elements of
design graphics, the artist creates a collective im-
age of the era of the Great French Revolution, con-
sistently developing and filling it from the cover

through the interior design to the final drawing-em-
blem. Following the text of the work, Dobuzhinsky
places the image of a woman in the centre of his
pictorial interpretation. At the same time, the artist
does not strive to create a portrait of each of Gali-
na Serebryakova’s heroines; nevertheless, he cre-
ates a portrait of the time in which they lived and
made history. However, despite the semantic integ-
rity of the graphic design and its connection with
the content of the book, Dobuzhinsky did not fully
succeed in combining the illustrations into a single
artistic ensemble. The reason for this was the lack
of stylistic commonality between the cover drawing
and the interior design, including the ending of the
book. The book cover design first reveals Dobuzhin-
sky's interest in Art Deco, which was developed in
the artist’s other graphic works from 1928 to 1939.
Interest in this style once again proves Dobuzhin-
sky's sensitivity to modern artistic trends and his
desire for experimentation. It is important to note
that the artist does not completely immerse himself
in the new graphic aesthetics and does not seek to
copy it. While exploring new directions, Dobuzhin-
sky does not abandon his previous artistic principles;
however, at the same time, he constantly enriches
them, transforms them from the inside.
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[PAONHECKOE OOOPMJIEHNE KHUT W
I CEPEBGPAKOBOW «KEHLLHbI 3MOXW
®PAHLLY3CKOW PEBOIHOLINW» B MICMTONHEHNW
M.B. AOBY XNHCKOIO

AHHomayus: B cmamee paccmampusaemcs manaous-
secmHasa paboma Mcmucnasa [lobyxuHcko2o — oghopm-
neHue kHueu lanuHel Cepebpsakosoli «KeHuwjuHe! 3noxu
¢dpaHyy3sckoli pegsosroyuu». OmmeyeHo, 4YmMo npu no-
cmpoeHuu aHcambas KHuau xydoxHuk npubezaem k ac-
coyuamusHol UHMepnpemayuu mekcmad, 06pawyasce K
y3HasaembIM CUMBOIaM U30bpaxaemoli 3noxu, YeHMpaie-

OZHUM 13 BaXKHENLLMX HanpaBieHW TBopYe-
CKOM geatenbHocTM Mctmncnaea [o6y>XMHCKOro
fBUNacb ero pabota B kHure. B HacTosAee Bpems
HeAOCTaTOYHO M3y4YeHHbIM OCTaeTCs Tak Ha3biBae-
MbIli 3apyBEXHbIA NEPUOL TBOPUECTBA XYAO0XKHM-
Ka (1925-1957). Mex Tem, paboTbl, BbINONHEHHbIE
[OoBY>XMHCKMM B 3TV rOAbl, HECOMHEHHO, NpeacTaB-
NAOT MHTEpec Ana NoAPOBHOro pacCMOTPeHUA U
aHanM3a, Kak cCaMoCTOATe/IbHbIE XYAOXECTBEHHbIE
NPOWn3BEeAEHNs, Tak U B KOHTEKCTE BCEN rpaduye-
CKOW AeATesIbHOCTU MacTepa.

MprMepom 3penoi, Ho NPy 3TOM Maaon3BeCT-
HoW paboTbl McTucnaea JobyxxnHckoro aaseTcs
rpadpuueckoe opopmaeHME KHUIM COBETCKOM MUca-
TeNbHWULbBI W XXypHanncTkm FannHbl CepebpskoBoin
«KeHLWMHbI 3noxu GpaHLy3CKOW peBooLnm»,. Xy-
AOXHWK BbINOJHWA ee ANA n3jatenbcTea «focmsgar»
B 1928 rogy, HaxoAACb 3a rpaHu1LEei nocae oTbes-
na n3 MNeTporpaga yeTblpbMs rogamMu paHee [4, c.
216]. Knura 6bina onybankosaHa B 1929 rogy, T1-
pax coctasma 2000 ak3emnaspos. ITa paboTa Ha-
paBHe C cepuei MANCTpaunii K «Tpem TONCTAKaM»
HO. Onewn (3MP, 1928) n obnoxkow K «[apraHTioa
n MaHTarptoanb» ®. Pabne (3ND, 1928) crana oa-
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HbIM MOMUBOM CMAHO8UMCS 06pas XeHWUHbI. AHaIU3U-
pyromcs cmuaucmuyeckue ocobeHHocmu uanrocmpayudl,
npocaexusaemcs pasgumue 2pagpuyecko20 cmuJs Xyoox-
HUKG, 8bIpaxkeHHOe 8 noucke HOBbIX NpuemMos U popm npu
ogpopmeHUU 0610KKU.

Knrouessie cnosa: M.B. [lobyxuHckull; KHUXHAA epa-
duka; xeHckuli obpa3s; Benukas ppaHyy3sckas pegomoyus.

HOW M3 NOCAeAHNX, CO3AaHHbIX [OBY>XNHCKMM MO
3aKa3y COBETCKUX M3AaTeNbCTB NOCae Yero CBA3b
C HMMW OKOHYaTesibHO obopBsanacek [9, c. 60-61].

MpownsseseHne CepebpsakoBOW NpeacTaBaseT
coboW cepuo UCTOPUKO-NUTEPATYPHbIX BLorpa-
¢dwnin. KHura coctouT M3 BOCbMM TNaB, KaXgaas u3
KOTOPbIX NMOCBALLEHa HOBOM repovHe — peasbHOMY
NCTOPUYECKOMY /INLY W yyacTHULE cobbITUlA Benn-
KON GpaHLy3CKOM PEBONOLNN, @ UMEHHO TepyaHb
ae Mepukyp, CumoHHe 3Bpap, MaHoH PonaH, Knep
Jlakomb, JTrocunb JemyneH, Ennzasete Jleba, Tepe-
3e TanbeH n XosedunHe ge borapHe. buorpadum
pa3MeLLieHbl B UICTOPUKO-XPOHOI0rMYeCcKon nocne-
[,0BaTENbHOCTW, UTO MO3BOASET UMTaTENHO NpPOCe-
AWTb pa3BUTME COOLITUI B ONUCHIBAEMbIA NEPUOL,
B AMHaMuKKe 1 yepes nNpusmy cysaeb repomHb Ce-
pPebpsAKOBOW, NPeACTaBAAOLLNX Pa3Hble NOANTM-
yeckme ABUKEHUS.

Mpadumuecknin aHcaMbab KHUTU CO3AaHHbIN [o-
BY>XMHCKMM COCTaBAAOT 06105KKa, TUTY/IbHas CTpa-
HWLLa, @ TaK>Ke 31eMEHTbI BHYTPEHHEro 0hopmMaeHns
TeKCTa: 3acTaBka, bykBuLLa N KOHLIOBKA. Bce pucyHkm
TECHO CBA3aHbl MeXAYy COBOW U NPeACTaBAAOT eAn-
Hyto 0bpasHyto cuctemy. B otcytctBum nantoctpa-

LWl B UX TPAAMLMOHHOM NOHUMaHUW, [LoBy>XKMHCKUIA
OTKa3blBaeTCs OT U30b6pasnTenbHom dakTonornu,
yTObbI OTPA3UTL CMbIC/ KHUTW Hanbosee eMKo, Xy-
BOXHMK obpallaeTcs K y3HaBaeMbIM CMMBO1aM Be-
NMKOW $paHLy3Cckon peBoatoumnn. LieHTpanbHbIM
MOTMBOM rpadunyeckoro opopmaeHus, Bcies 3a
TEMOW KHWUW, CTAHOBUTCS XEHCKMIA 0bpas.

Ha nnueBoi cTopoHe 0610KKM N306PadKeH KT,
B LLEHTP KOTOPOro NoMeLLeH NOPTPET XEHLUUHbI B
aHTUUHbIX OAeXAax 1 HeobbIYHOM roNoBHOM ybHope,
bpurniickom Koamnake, U3BECTHOM CUMBOJIE 6OpLOY
3a cBo60ay. 3Ta XeHlWmnHa — MapunaHHa, cobupa-
TeNbHbIN 06pa3s, KoTopbl NpeacTaBaseT PpaHLUmtO
3MOXM NepemMeH. 3apoXeHne CMMBOAA MPUHATO
CBA3bIBaTb C NosiBjeHMEM necHU «La guérison de
Marianne», HanncaHHon B okTabpe 1792 roaa, B
KOTOPOW feByLlKka No MMeHW MapuaHHa BriepBble
onvueTsopsna Pecnybauky. M3obpaxkeHne Mapu-
aHHbl Ha 0H610XKe KHWUMM B BUAE NONYOBHaXeHHON
AHTUYHOM BOTUHK, POAHUT MHTepnpeTauno Joby-
KMHCKOro, € pucyHKoM AHTyaHa po «Anneropwus
Pecny6ankmn» (1794) 1 3HaMeHUTOM KapTUHOW Ixe-
Ha Jenakpya «CBoboga Ha bappukagax» (1830). MNo-
3a4m WmTa ¢ noptpeToM MapuaHHbl, Joby>XnHcKnn
n30bpaxkaeT IMKTOPCKME CBA3KM — NYUKMN NPYTHEB,
repeBs3aHHble PEMHEM C BbICTyNatoLLei U3 LieHTpa
cekvpon. B lpeBHemM Prme oHM cumBOAM3npOBanm
BJ1IaCTb U CUY PUMCKOFO NpaBa, BO BpeMeHa Benu-
KOV GpaHLLy3CKON PeBONOLMN — HOBbIA PEBOJIHOLMU-
OHHBbIN nopsagok. Komnozunums 06a0xKku npesesbHO
CTaTU4YHa U CAep>KaHa, NPy 3TOM PUCYHOK MPOHU-
3bIBaeT aTMoCcdhepa TPEBOXHOCTU. BecnokoncTeo
OTOBOpPaXKeHO Ha ANLE XEHLNHbI, OHO Xe CKBO3UT
B NPOCTPaHCTBe GOHa, 3aMOJIHEHHOIO APOXalLMMKU
JNNHUSMU Pa3HOW TOAWMHbI. JOBYXXUHCKNA Hame-
PEHHO BbICTPaMBaAET KOHTPACT MeXAY KaXyLLnMm-
CSl CMOKOWUCTBUEM U BHYTPEHHUM HanpsiKeHeMm.
Xy O>XKHMK TOHKO YN0BWUA 1 0ToBpasna NpoTnBo-
peuyrBoe COCTOAHNE HEYCTOMYMBOrO paBHOBECUS
PEBOJIIOLNOHHOIO BPEMEHMU.

OTAeNbHbIN UHTEPEC NpeACTaBAsET NaacTnye-
CKWIM A3bIK pUCyHKa 0610XKN. MNoguepkHyTas reo-
METPUYHOCTb B CTUAN3ALMM XKEHCKOrO NOPTPETA,
KeCTKas NNHUA N 3aMKHYTbIA KOHTYp He TUnuu-
Hbl ana rpadukm JobyxuHckoro. HanpoTus, Ta-
Kne n3BecTHble paboTbl MacTepa, Kak, Hanpumep,
WANOCTPATUBHbBIA LMK K «CBUHONacy» IN.-X. AH-
aepceHa (1917), pucyHku Kk «<begHol Jinze» H. M.
KapamaumHa (1921), 06105KM K cOOpHMKaM CTUXOB
«MogopoxHuk» A. Axmatosoi (1921) n «Cagpi» T.
ViBaHoBa (1921), 0610>KM TeaTpasbHOIO XypHa-

na «3eneHas ntmuka» (1922) n puxckoro antepa-
TYPHO-XY,0XeCTBEHHOTrO XypHana «[lepe3BOHbI»
(1925) BbINONHEHbLI B COBCEM UHOWM MaHepe -- Jier-
KOW >XXMBOW pacrnajarolLeincs Ha OTAeNbHbIe WTPU-
XU XMBOMUCHON NINHWEN, HaMOMMUHAOLWMIA pocyepkK
nepa. /IMeHHO 3Ta MaHepa, chopMMpOBaBLIAACS K
Hauyany 1920-x rofoB, CTAaHOBUTCA Y3HABaeMOM BU-
3UTHOW KapTOYKOMN BONLLINMHCTBA NOC/AEPEBOIO-
LMOHHbIX paboT XyAoxHwuKa [7, c. 326]. Mpwn 3ToM
Heb3sl He OTMETUTb MOCTOSHHBIN MHTepec [1oby-
>KMHCKOTO K COBPEMEHHbIM Xy 0XXeCTBEHHbIMU Te-
YeHWAMUN, BO MHOTOM OMpPeAeNstoLLMIA pa3BUTUE ero
TBOpYECKOW 3BostoUNN. B rpaduueckom peleHmm
06710XKN K «XKeHLmMHam 3noxmn ppaHLy3CcKon pe-
BOJIIOLMM» MPOCNEXMBAKOTCA YepTbl XapaKTepHble
ANS UANKOCTPaUUi ap-aeko koHua 1920-x — Hava-
na 1930-x rogoB. A MMEHHO, reomMeTpu3aLna an-
HUA 1 GOpPM, BbiABAEHWE 3/1eMEHTapHbIX 06bEMOB
3a cyeT «KybupoBaHusa» Yactel nsobpaxeHus [5, c.
11]. MOXHO NpeasnonoXmTh, UTO rpaduyeckas cre-
TUKa ap-AeKko okasanacb 6auska JobyxuHckomy.
Tak, B cepeanHe 1910-x rogoB B CBOEM TBOpYECTBe
XYAOXKHUWK 3nm3oamnyeckmn obpatiancs K kybmsmy m
byTtypusmy [10, c. 140], B Hauane 1920-x, K pyccko-
My aBaHrapay [10, c. 173]. BaxxHo oTMeTuTb, uTo [lo-
BY>KMHCKNI NPOAONXKUT NCCAef0BaHNE HOBOMO A
cebs cTunA, BAMAHWE ap-AeKO NPOCAEXMBAETCS U
B ApYyrux paboTtax MacTepa, a UMeHHO, B 0610~
ke nyteBoauTtens «Paris. Fihrer fur die Weltstadt»
(Mapwx, 1928) n odopmaeHun anbboma «Chiberta»
(Mapwx, 1929), n nouTn aecAaTUNeTUE CNYCTS, B 06-
noxke K knure C. lindapa «arnnes. C Aarnnesbim»
(Mapwx, 1939), uto fOKa3bIBaeT He CAyYaliHbIN, a
rNy6OKMIA MHTEPEC CO CTOPOHbI XYAOXHMKA K 3TO-
MY HarnpaBsaeHuto.

BHyTpeHHe odopmMaeHme KHUMM NpojoaxaeT
06pazHbIi psag, 0603HaUYeHHbIN JOBY>XMHCKUM Ha
0b6n10%Ke. XyJOXHWK CO34aeT CNOXKHbIA MHOMOYpOB-
HEBbIA B CMbIC/IOBOM OTHOLLEHUW 0bBpas, Hano.n-
HEHHbI MHOXeCTBOM geTanel. Kaxzas 13 BocbMu
rnaB Npou3BefeHNa NMeeT cxoxee 0dOopMAeHME U
HaUMHaEeTCA C AeKOPaTUBHOM 3acTaBKW, Ha KOTOPOA
yKa3aHo UMs reponHn. TekcToBow Habop npeaBsa-
pseT bykBMLA, yKpalleHHas CUMBOINYECKUM pU-
CyHKOM. XyAOXHWK BHOBb Ob6pallaeTca kK obpasy
aHTWUYHOW 6OTVHK, oanLeTBOPAtOLWENn GpaHLy3-
CKyto pecnybaunky, B ee pyke KOMnbe, OKOHYaHune
KOTOPOro BeH4YaeT «Koanak cBoboabl». XXeHLwHa
ONMpPaeTcs Ha KaMEHHYHO MAUTY C 3aKPYrAeHHbIMU
yrnamu, UMeroLLyo y3HaBaemyro Gopmy CKpuxKanu.
VimeHHo 3Ta dopma, HaumHas ¢ KapTuHbl X.-XK.-O.
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Jle bapbbe, bblna ncnosb3oBaHa B NepBbIx U306pa-
XeHunsax GpaHLy3ckon [eknapalmm npas yenoBeka
1 rpaxganvHa 1789 roga, 40 CuX NOp ABAAIOLLENCS
coctaBHoWM YacTbto KoHcTutyuumn ®paHumm, n Bno-
CNeACTBUN MHOFOKPaTHO TUpPaXnpoBanach XyAOXKHN-
Kamu ans n3obpaxkeHms 3toro gokymenTa. [1, c. 10].

PUCyHOK BbINOJIHEH B TEXHUMKE CWUAY3Ta, A5 060-
3HaueHus getaner JobyXMHCKWI npuberaet K rpat-
TaXky — XyJOXHMK MpoLiaparnbiBaeT TOHKMe besble
JNVHUK, TEM CaMbIM C O4HOW CTOPOHbI YCAOXHS-
eT JeTanunsaumnio pUCcyHka, a c pyron — obaervaet
€ro BU3yanbHo. PUTMKKa TOHKUX BenbiX IMHWIA Ha
¢bOoHe yepHOro NATHa CUyaTa NepekInKaeTcs ¢ 3a-
CTaBKOW, rAe N3sALWHbIA PUCYHOK BYKB WpudTa, Ha-
H6paHHOro BbIBOPOTKOW, KOHTPACTUPYHOT C 3a/IMBKOW
AekopaTtuBHOWM noaocekl. Mo naactuke u HacTpoe-
HUIO UAKOCTPaLMS 3aMeTHO OT/IMYAETCs OT rpadu-
YECKOWN KOMMO3ULMU NINLLEBOI CTOPOHbI 0610XKKM
“ B ONpejeneHHom cTeneHn ANCCOHNPYET C HeM.
BMecTo HameueHHOWM CTPOrocTV 1 reOMeTPUUYHOCTH,
[obyxnHcknii obpalaeTca K NAaBHbIM U3ALLHbBIM
N XXMBOMUCHBIM JIMHUAM. PUCYHOK, BbINMOJIHEHHbI
B NOZOOHON MaHepe, CKopee NPOAOAXKAET CTUAN-
CTUKY paboT XyAOXKHMKA NPeAbIAYLLUX NET, HEXENN
pa3BMBaeT HOBble rpapuyeckme NpUHLUMLI, 060-
3HaueHHble Joby>XMHCKUM Ha 0ba03Ke. Tak MOXHO
BCMOMHWTb WJIFOCTPALIMM MacTepa, BbIMOJHEHHbIE
B TEXHWUKe cuayaTa K «bapblwHe-kpecTbsaHke» A.C.
MywkrHa (1919) nam «YyaecHon xusnmn Nocmda
banb3amo, rpada Kannoctpo» M.A. KyzemuHa (1918).

AKTUBHBI rpadmyeckmii akLLeHT B Hayane Ka-
XAOW M3 rNaB ypaBHOBELUNBAETCS KOHLOBKOW. OTO
ewe oAnH obpas, B KOTOPOoM [ob6y>KMHCKUIN BHOBb
obpalyaetca K cMMBosiam Bennkon dppaHLy3ckol
peBoatoLMN. XYA0XKHMK M306paxkaeT ANKTOPCKYHO
CBA3KY, B KOTOPOM 3aMeHsAEeT KapatoLLni SNEeMEHT,
CEKMpPY, O3HaYatoLLy0 NPaBoO BAACTM Ka3HWUTb MU
MUAOBaTh Ha QPUTMIACKUI KoanaK. HamepeHHoe
3amellleHne CMMBOJIA BAACTW Ha CUMBOJ CBOGOAbI
HeceT B cebe CMeHY CMbIC/IOBbIX akLeHToB. MoX-
HO NPEAMNONOXMNTb, UTO TEM CaMbIM [JOBY>XKMHCKNIA
NNNKOCTPUPYET 3HAMEHUTbIN PEBOJTOLNOHHBIN N10-
3yHr: «CBoboga, paBeHCTBO, HpaTcTBO>. Elle pas, B
HEeCKONbKO UHOM rpaduryeckon cTmamsaumm, nso-
6paxkeHne pa3opy>KEHHOW JNKTOPCKOMN CBA3KU Xy-
AOXHUWK MOBTOPSET Ha KOpeLLKe 0B610XKN KHUTN,
M3SLLHO BNUCaB B ee APeBKO NUMs aBTOpa U Ha3Ba-
HVe NpPOV3BEeAEHMS.

3aBepLUaeT KHUFY PUCYHOK, PaCrONOXEHHbIW Ha
3afiHeW CTOPOHE 06N0XKKN. Xy[OXKHMK CO34a€eT 3a-
KJOUUTENbHBIA 06pa3 aMbaeMaTnyeckoro xapakre-
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pa, B KOTOPOM MOABOAMWT UTOT CBOUX Pa3MbILLIEHMI
0 Benukon ¢ppaHLy3ckor peontoumn. Ha nepsbii
B34, M306paxkeHne cxoxe C PUCYHKOM, yKpaLlato-
WM 6yksuLy. B LLleHTpe KOMMNO3nLMK BHOBL 06pa3
MapwuaHHsbI, ¢ppaHLy3cKoln pecnybamkn, NpoBo3-
rnacviBLUEN CBOW UAeabl HOBOW XXM3HU, HO B 3TOT
pa3 [loBy>XMHCKMIN JOMONHAET PUCYHOK eLLie OAHOM
OUeHb BaXKHOW JeTanbko — OH 3aK/IH0YaeT KOMMO3M-
LU0 B KOAIbLLO YPObopoca, 3meu, noesatoLLeri CBow
XBOCT, TEM CaMbIM yKa3blBas Ha LUKJANYHOCTb UCTO-
pUn 1 NogyepkmBas gpamMaTtuaM cobbITUIA ONUCHI-
BaeMoro nepuoga.

lpadunueckoe odopmieHune, NnpescraBieHHoe
McTucnaBomM [JOBYXXMHCKMM, HE COAEPXUT UANLO-
CTpaLmni B X TPaAULMOHHOM NOHUMaHuK. HecmoTps
Ha 3TO, NCKJIIOYMNTENbHO NPY MOMOLUU SNEMEHTOB
0bOpPMUTENbCKOM FPadUKM, XYJOXKHNK CO34aeT CO-
6upaTtenbHbli 06pa3 anoxm Beavkon dpaHLy3sckon
peBo/ItOLMM, MOCNeA0BaTENbHO Pa3BMBas U Hano-
HAR ero ot 06N10XKN Yepes BHyTpeHHee odopmae-
HWe K 3aK04YNTENBHOMY PUCYHKY-3MBaeme. Cneays
3a TeKCTOM npowusBeaeHuns, Joby>XnHCKMA nome-
LLLaeT B LLEHTP CBOEN N306pa3nTenbHON nHTepnpe-
TaumMm obpas XeHwmnHbl. [1pn 3TOM XYAOXHUK He
CTPemMmnTCA co3aaTb NOPTPET KaXKAoM U3 repouHb
FannHbl CepebpskoBON, a CO34aeT MOPTPET Bpe-
MEHW, B KOTOPOM OHW XWJU 1N TBOPUAU NCTOPUIO.
OfHaKo, HeCMOTPA Ha CMbIC/IOBYHO LIeNbHOCTb rpa-
dnueckoro obopmaeHms n ero CBA3b C coaepKa-
HUEM KHUTW, O6BbEANHUTD UANKOCTPALUW B €4MHbIN
XYAOXECTBEHHbIV aHcaMbab JobyXXnHCcKoMy yaa-
NOCb He B NoAHOM Mepe. [puumnHom 3ToMy nocay-
XXWUNO OTCYTCTBME CTUANCTUYECKON OBLLHOCTN MexXay
PUCYHKOM OBNOXKM N BHYTPEHHUM ODOPMIEHUEM,
BK/IFOYAA KOHLOBKY KHUTW.

B pucyHke 06/10XKM KHUMM BNepBble HameYa-
eTcs uHTepec JobyXXMHCKOro K ap-AeKo, KOTOPbIA
nony4yaet pasBuTue B ApYrmx rpadunyeckmx paborax
Xyfo>xHuka nepuoga ¢ 1928 no 1939 roga. NHte-
pec K 3TOMy CTUIO B O4YepeaHOW pa3 Joka3biBaeT
BOCMPUMMUMNBOCTb [JOBY>KMHCKOrO K COBPEMEHHbIM
XYAOXECTBEHHbIM TEYEHUAM U €0 TATY K 3KCnepu-
MeHTY. [Tpy 3TOM BaXXHO OTMETUTb, UTO XYAOXKHUK
He MOorpy>aeTcs NONHOCTbIO B HOBYHO rpaduryeckyto
3CTETUKY, HE CTPEMUTCS CKOMMpOoBaThb ee. Mccneays
HoBble HanpasieHus, [Jo6y>XMHCKWIA He OTKa3blBa-
€TCA OT CBOMX MPEXHNX XYAOXKECTBEHHbIX MPUHLIM-
MOB, HO B TO X€ BPeMs, NOCTOAHHO oboraluas ux,
TpaHchopMUMpPYeT U3HYTPW.
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