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Summary: This study examines the game of chess in
various art forms and cultural spaces throughout history,
where it has been used in decorative and applied arts and
printing, serving as an element of aesthetic and symbolic
expression. The author emphasizes that chess is not only
a game but also a profound object of interdisciplinary re-
search in philosophy, psychology, and pedagogy. The arti-
cle cites the views of scholars such as J. Huizinga and I. M.
Linder, who viewed chess as a fundamental cultural struc-
ture characterized by a lack of utilitarianism and the pres-
ence of its own rules binding on participants. The evolution
of chess themes in art is revealed, from ancient Egyptian
papyri (13th century BC) and medieval allegorical po-

Chess has extensive been a popular theme in
various forms of art (painting, graphics, and liter-
ature). It has been used by artists as a design ele-
ment, serving as an element of decorative art, and
in the creation of applied graphics. Through posters
and printed media covers, chess themes have dy-
namically served as advertising, finding application
in the interior decor and window displays of cafes
and shops. We will examine the emerging concept
of chess in the visual arts, attempting to uncover
its figurative symbolism and identify the range of
leading themes. This will serve as the defining sub-
ject of our article. Of significant interest are the ref-
erences in their work and the artistic interpretation
of chess by masters of art. "An outsider can easi-
ly see in chess a kind of set of vague rules; and in
the family hearth there is a kind of prison, but the
player feels free and powerful, like a commander,
and the father of the family is the only person in
the world who plays horses whenever he wants”
[Paulhan, 2000, p. 105].
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ems to 20th-century works such as I. Bergman's film "The
Seventh Seal" and works by A. Matisse, M. Escher, and M.
Duchamp. A significant place is given to literary sources,
where chess motifs are used to create complex narratives
and allegories, from ancient Russian epics to illustrations
for the works of V. Nabokov and S. Zweig. Attention is fo-
cused on the role of chess in sports and political carica-
tures by masters A.P. Weber, L.G. lllingworth, H. Pétursson,
and Yu. Yuzepchuk.

Keywords: chess symbolism, Chess Illustration, Chess
Caricature, Political Caricature, interaction of art and lit-
erature, Linguistic and Visual Symbols.

Chess has traditionally been the subject of in-
terdisciplinary examination spanning philosophy,
psychology, and pedagogy. Researchers such as
L. G. Yudasin, G. Gadamer, R. Caillois, E. Berne,
E. Fink, J. Piaget, and T. A. Apinyan have devoted
their work to the phenomenon of the game. With-
in the framework of the cultural studies discourse
established by J. Huizinga, chess is viewed as the
basic structure of culture. The researcher identifies
its key characteristics: the absence of utilitarianism,
the presence of a strict immanent law (rules), and
a fixed scenario of action. According to Huizinga,
play in its ontological status is primary in relation
to culture [Huizinga, 2021].

The appeal of chess imagery in art stems from
the unique position this game holds in global cul-
tures. Unlike games of chance (dice, cards), which
rely on blind luck and are traditionally associated
with the "negative principle,” chess represents the
triumph of logic and intellect. In Christian iconogra-
phy, dice games are closely linked to the Passion of



Christ (the soldiers' contest for Jesus' tunic), which
has placed an ethical taboo on them, while chess
has retained its status as a "game of the intellect."
Its specific nature eliminates the factor of luck: vic-
tory here is the result of hard work, willpower, and
strategic thinking.

Artists' interest in the image of chess is based
on the aestheticization of the intellectual process:
"The enormous appeal of chess art lies in its logic,
regularities, and paradoxes, in the secrets of posi-
tions and combinations"” [Merenyasheva, Bodnar,
2014, p. 147]. It is precisely this attitude toward
chess as an artistic act, rather than a simple com-
petition, that has endowed it with aesthetic signifi-
cance. The process of playing itself is an act of art, a
goal. A distinctive feature of chess aesthetics is the
emphasis not on the final result, but on the beauty
of the gameplay itself. Paradoxical solutions—for
example, a piece sacrifice, which, despite external
risk, leads to strategic triumph, embodying the tri-
umph of spirit over material advantage — reveal ar-
tistic value for both the viewer and the player.

Experts believe the game originated in India
several millennia ago, gradually changing its rules
and overall philosophy. Remarkably, one of the old-
est chess-themed caricatures is a surviving ancient
Egyptian papyrus image dating back to the 12th
century BC. It depicts a lion playing checkers with
an antelope (checkers and chess were long consid-

ered analogous games). This image of the king of
beasts was intended to represent the greedy Phar-
aoh Ramses Ill, who outsmarted his own courtiers.
This example demonstrates several significant points.
First, artistic chess-themed caricatures were already
known in ancient times. Second, the symbolic lan-
guage of chess caricatures already employed al-
legorical imagery. Third, this caricature should be
classified as political, as it contains a sharp critique
of public authority.

The emergence of artistic works related to chess
has been noted by figures in various fields, includ-
ing literature, music, photography, and cinema. In
Poland, the animated film "The Tournament" by E.
Zitzman was created in 1960. In 1950, the comedy
film "Marriage with Obstacles" by M. Tsikan was re-
leased. In 1957, Swedish master Ingmar Bergman
brilliantly exploited the imagery of chess in the film
“The Seventh Seal," which evokes numerous allusions
to the knight Antonius Block's game with Death.

In medieval Rus', attitudes toward chess were
ambivalent. On the one hand, bylina epics («Sad-
ko», «Mikhail Potyk», «Stavr Godinovich», «Dobrynya
and Vasily Kazimirovich», «llya Muromets and Tsar
Kalin») depict chess as an integral part of prince-
ly life and heroic competitions. On the other hand,
church tradition (from the sermons of Archpriest
Sylvester in the «Domostroy» to 13th-century ser-
mons) equated it with demonic gambling, strictly

Fragment of an Egyptian papyrus, c. 1100 BCE. A lion and an antelope playing senet
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Maria Vieira da Silva. Chess Game. 1943

prohibiting the clergy from playing it under threat
of defrocking.

Chess has been a popular theme in litera-
ture since ancient times, often used in allegorical
language. In the late 13th and early 14th cen-
turies, the Dominican monk Jacob de Cessoles,
who used chess imagery in his sermons, wrote
the moralizing stories "Game and Playe of the
Chess," published in 1474. The poem "Les Echecs
Amoureux" ("Love's Chess") was well-known in
the 14th century. In the East, chess is reflected
in the tales of "One Thousand and One Nights"
and Omar Khayyam's "Rubaiyat.” Chess imagery
plays a significant role in Lewis Carroll's "Through
the Looking-Glass." It should be noted that Sir
John Tenniel's now iconic illustrations feature
vivid, often caricature-like images. In the poem
"The Game of Chess" by M.I. Vida (1513), a game
of confrontation unfolds between Apollo and
Mercury. Also well known is the poem "Gakrab"
("Battle") by J. Eichenbaum (1840).

The widespread use of allegories and euphemisms
is observed in the depiction of romantic relationships
and courtly scenes, such as the scene between Ferdi-
nand and Miranda (W. Shakespeare's “The Tempest"),
and contributes to the development of a love story
(J. Kochanowski's "Shahs"). The caricature "Check-
mate!" (1956) by the Polish artist Maja Berezowska,
also known as Ditto (1893/98-1978), belongs to this
type of work. Our gaze is presented with the depic-
tion of a game between a beautiful lady in medieval
attire and a knight, more enchanted by the beauty
of his opponent than by the game itself. The artist
used a compositional device in which the drawing of
a chess table divides the caricature down the center
of the sheet into upper and lower sections. At the top,
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the lady is making a move, simultaneously trying to
distract her opponent, and at the bottom, the knight
touches the beauty's foot, which is visible from un-
der the hem of her dress. The artist used the theme
of chess as a pretext for constructing an ironic court-
ly scene. This is analogous to the procuress scenes
in 17th-century Dutch painting, where trivial depic-
tions of a sick woman and her doctor (J.Steen), or a
request for a glass of lemonade (G. Terborch), took
on amorous overtones. The drawing symbolically
depicts Venus disarming Mars, as it depicts a play-
ful battle between a man and a woman.

In the 20th century, chess also plays a significant
role in V. Nabokov's novel "The Luzhin Defense"
(1929), S. Zweig's novel "A Chess Novel" (1912),
L. Leonov's story "The Wooden Queen" (1922),
E. Burroughs's work "The Martian Chess" (1922),
and M. E. Itskhokas's novel "Eternal Check," also
known as "A Draw Lasts a Moment" (1963), a series
of images for which was created by the Russian art-
ist V. A. Sidur (1924-1986). As we discover, the fate
of the protagonist of a literary work often ends in
dramatic events, and we are presented with the im-
age of a man who has gone mad, morally defeated.
In 1935, V. Goryansky's "Fable of the Pot" was pub-
lished, dedicated to Alekhine's defeat in a match with
M. Euwe. These books were often accompanied by
illustrations. French cartoonist Jean-Jacques Sempé
(born 1932) also addressed chess, creating, in addi-
tion to individual chess-themed drawings, illustra-
tions for P. Stskind's novella about a chess match,
"The Battle" (1995). Examples of such illustrations
include the satirical images for I. lIf and E. Petrov's
novel "The Twelve Chairs" by the Polish artist G.
Chmielewski (1923-2021) for Chapter XXVIII, "The
Interplanetary Chess Congress," which relate to the
writers' texts. Also noteworthy are the illustrations by
the Czech artist V. Fuk (1926-1977). Another Polish
artist, J. Flisak (1930-2008), created caricature illus-
trations for M. Cumberland's novel "Mate in Three
Moves," which are not his only treatment of chess,
for example, a caricature of a chess duel between
two players for the magazine "Shpilki." The Polish
artist D. Mréz (1917-1993) published illustrations
for S. Zweig's "Chess Novel" in "Przekroj." Later, at
the turn of the 20th and 21st centuries, the theme
of chess was also used in fiction to create fascina-
tion, complicate the plot, and become interwoven
into the work as a motif. This applies to the chess
motif found in A. Pérez-Reverte's novels "The Flem-
ish Board" (1990) and J. Harris's "Gentlemen and



Players" (2005). All of this is a manifestation of the
image of chess in art, developed over many years,
and the application of the polysemy of its symbol-
ism in literature.

Chess as a theme for the embodiment of images
has been a prominent feature in the visual arts since
the Middle Ages: miniatures, wall paintings, tapes-
tries, and mosaics. J. Saunders [Saunders, 2015] ex-
amined its use by artists throughout history. During
the Renaissance, this theme was actively developed
in painting as a reflection of elements of social life
and the aristocratic pastime, in the works of rep-
resentatives of the Italian Renaissance («The Chess
Game» by S. Anguissola, 16th century) and north-
ern masters («The Chess Game» by L. van Leyden,
1508). In the 20th century, we become acquaint-
ed with a noticeable enrichment of images asso-
ciated with the chess theme in the works of the
most significant masters of Western art: Henri Ma-
tisse (1869-1954), R. Magritte (1898-1967), J.S. Sar-
gent (1856-1925), P. Klee (1879-1940), and M. Ray
(1890-1976). A most interesting refraction of the
chess motif is revealed in the graphics of M.C. Es-
cher (1898-1972), Bruno Ernst (1926-2021), in the
works of M. Duchamp (1887-1968), the renowned
artist and chess player. Twentieth-century graph-
ic art is distinguished by genuine innovation, ex-
cellent symbolic originality, and diversity, in such
appearances as ex libris (translated from Latin "ex
libris" - "from books") and caricature. We will fo-
cus on the development of the latter.

The progress of the sport itself, and the attention
it received, fostered the development of the concept
of the game (chess) and the artistic imagery asso-
ciated with it. Chess was eventually classified as a
sport, and it was in the 20th century that this activity
became professional. Previously, outstanding mas-
ters of the past—Philidor, Anderssen, and Morphy—
were hesitant to sever their ties to their professions,
choosing chess as their vocation. Until then, this was
unacceptable in public life. In the 20th century, the
forms of chess competition expanded. In addition
to tournaments and matches, correspondence play
continued to exist, and when necessary, to organ-
ize correspondence competitions between athletes,
radio, telegraph, and intercom were used. Based on
such evidence, we observe the growth of the sport's
mass appeal and popularity. Simultaneous exhibi-
tions were a widely used form of competition. This
spreading social phenomenon is vividly reflected in
the cartoons of A. Kowarski (1919-2016) (“The New

Yorker,” 1959), Yu. N. Uzbyakov (1916-1982) "A Si-
multaneous Exhibition” (“Ogonyok,” No. 36, 1963),
Yu. A. Cherepanov (1922-2016) “"He Got Arrogant”
("Krokodil,” No. 2, 1967), and I. Topilin “Thinkers”
("64," No. 6, 1971). Some works simultaneously raise
the topic of several social phenomena. A. Kowarski's
cartoon in the "New Yorker” addresses the topic of
attracting women to chess competitions. Eastern fe-
male chess players, arranged in a semicircle around
a lined-up table, watch a grandmaster in a high tur-
ban making his move.

A number of Soviet cartoons demonstrate the
successes of young chess players who achieved high
results at an early age: the image of Yu. Cherepanov,
"A Boy Giving a Simultaneous Exhibition" (Ogonyok,
No. 8, 1955), is indicative; the ironic drawing by L.V.
Soifertis (1911-1996), "A Game of Chess" from the
1970s, with the caption, "At a simultaneous exhi-
bition. — Uncle, while you're thinking here, I'll run
and do my homework!" Also of interest is the cari-
cature by V.A. Galba (1908-1984), accompanied by
a poem by M. Shifman, dedicated to the outstand-
ing young chess player:

"Competing with him is a disaster!

Never seen before,

So that chance might save someone.

From Boris Spassky."

A serious problem is addressed in a cartoon by
V. Kashchenko (Tekhnika Molodezhi, No. 3, 1958).
A "miraculous child" using semiconductors wins
a simultaneous exhibition against "vacuum-tube
robots." Besides demonstrating the growing num-
ber of talented young chess players and the emer-
gence of increasingly young grandmasters on the
chess scene, the cartoon addresses the potential
of computers as chess competitors. This seemingly
humorous cartoon addresses a serious question
posed by the times. Professionals in the USSR and
Western countries were striving to create a suita-
ble computer program that, with a vast knowledge
base, could calculate numerous moves and defeat
leading champions. In real life, we are confronted
with the development of the first computer pro-
gram by L.A. Turing in 1951, when the scientist
developed a special algorithm for a digital com-
puter that replaced previous mechanical inven-
tions. A similar interpretation of the development
of competition with artificial intelligence can be
found in a cartoon by I.N. Massin (1923-1975),
published in "64" No. 5 in 1969, in which the ro-
bot's opponent is an adult man. Researchers in
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Bruno Ernst. Chess Board. 1985

various fields of computer science and cybernet-
ics, including G.M. Adelson-Velsky, A.R. Bitman,
V.L. Arlazarov, N. Wiener, A.S. Conrod, A. Turing,
D. McCarthy, and K. Shannon, have now widely
published works on artificial intelligence using
the principle of chess as a model for their study.
Chess is understood by scientists primarily as a
test of the capabilities of artificial intelligence.
D. Dennet and D. Serp also use chess to support
their own hypotheses.

Despite the chess boom during the Soviet era,
one should not discount the established culture of
chess in Russia and society's unique attitude to-
ward the game: "Whatever area of chess culture
we examine — be it literature or the press, the or-
ganization of chess life and competition, problems
of theory and mastery, the promotion of the game,
and international relations — everywhere we can find
threads connecting the art of chess today with the
chess of Russia's distant past" [Linder, 1967, p. 338].
In the 20th century, the game found its honorable
place, determined its own development, and mean-
ingfully influenced the development of the art of
printed caricature.

The precise definition of chess has long been the
subject of debate. The debate continues over the
predominant component of chess: sport, science,
or art. This issue itself is largely interesting for its
implications for the depiction of chess in the visual
arts. Is competition between several chess players
primarily an intellectual dispute between two art-
ists, or a manifestation of the athletes' ambitions,
the embodiment of a clash between the countries
they represent? K.A. Janisch noted: "Of all games,
chess alone, while never ceasing to be a pleasant
pastime, a mental relaxation during leisure, never-
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theless has its own science, its own literature and ar-
cheology, even its own poetic creativity in so-called
chess problems" [Linder, 1967, p. 146].

A unique art historical metaphor connects chess
with music. The synesthesia between chess and art is
evident in the analogy cited by music critic N. Kash-
kin: "The combination of chess and music is less par-
adoxical than it might seem at first glance. Chess
players and musicians are most closely linked by their
ability to combine, which is equally necessary for
both" [Yampolsky, 1964, p. 54]. This interdisciplinary
connection found practical expression in significant
events, such as the 1937 friendly match between
violinist D. Qistrakh and composer S. Prokofiev. A
chess game is here viewed as a "dynamic work,"
where the player's intellectual intuition is identical
to the artist's creative act.

Chess is an original art, revealed in the dynamic
form of a chess performance, performed before the
eyes of an audience. "The authenticity of chess art
lies in the fact that chess games are works of art,
created by the harmonious logic and creative side
of human thinking" [Shapiro, 2004, pp. 287-292].
A distinctive feature of chess is the generation of
aesthetic experiences, both in the participants and
in the spectators interested in the process. The aes-
thetics of the game are present in equal parts in
theatrical performance and in the beauty of a chess
game. D.S. Kirillova noted the aesthetic appeal of
chess: "Such games have specific properties, such
as scale, the beauty of the gameplay, the absence
of goals beyond the gameplay, and the profession-
alism of the players, for which they can be classi-
fied as works of art" [Kirillova, 2016, p. 3].

The plots and symbols in caricature, using short
pictorial units—memes—can be traced back to spe-
cific archetypes. L.V. Tsatsenko, N.P. Likhanskaya, and
N.A. Tsatsenko offered an interesting perspective on
the language of caricature. Examining graphic im-
ages with humorous and satirical content, they em-
phasized the potential for using intellectually ironic
drawings in teaching: "A meme—a unit of cultural
information — can also be considered a new form
of comic drawing" [Tsatsenko, Likhanskaya, Tsatsen-
ko, 2015, p. 9]. Researchers suggest that a meme
can be considered a symbol, manner, and behavior
pattern, disseminated between people (cultural, an-
thropogenic space) through verbal and nonverbal
means, using textual and pictorial language, facial
expressions, and gestures. They, in turn, adopted
the concept of the meme from the modern scien-



tist Richard Dawkins in his book “The Selfish Gene"
(1976). The English ethologist's idea was based on
the analogy that cultural information consists of
"memes," just as biological information consists
of genes. He emphasized the shared properties of
both information units to selection and mutation
during their development. This comparison is in-
teresting from the perspective of the iconography
of chess, which evolves, preserving archetypal fea-
tures but adapting to the current social context.

The creation of images in the art of carica-
ture is beautifully explored in L. Limanskaya's ar-
ticle. She addresses the concepts and issues of
the cultural-historical archetype, the notion of the
unconscious, and the nonverbal nature of the plas-
tic language of art. For our study, attention to S.
Freud's understanding of the metamorphoses of
the figurative language employed by artists in car-
icature is valuable: "Freud believed that the plastic
deformations of bodily images, the illogicality of
facial expressions and gestures used in caricatures,
are similar to the arbitrary play of figurative-plas-
tic associations in dreams" [Limanskaya, 2016, p.
33]. Freud notes the unity in the formation of im-
ages, whether in a dream or in a caricature. The
scientist considered the nature of the phenome-
non to be a manifestation of the unconscious in
man; the image was born through voluntary as-
sociative processes, developing from thought to
visual embodiment in the mind. Freud attributed
the following characteristics to this type of crea-
tive process: the unity of the irreconcilable, hyper-
bolization, and distortion.

The knowledge of the conventionality of the con-
cept of portrait correspondence to nature in art is
confirmed by E. Gombrich's "Face and Mask: The
Perception of Physiognomic Resemblance in Life and
Art" (1982). The viewer's perception of the likeness of
a depicted object or phenomenon is possible thanks
to the reproduction of a general impression, which
includes such details as facial expressions, gestures,
and other characteristics of the selected object. For
us, an understanding of the idea of the image's sim-
ilarity to the portrayed person is important, which
is based not on a detailed, precise copying of the
model, but on a sympathetic response, a physical
visual self-identification between the viewer and the
represented image. Whether we are dealing with a
portrait or a caricature, in any case, we see before
us, first and foremost, the image of a person, and
not the person themselves. Any depiction of a spe-

cific person is an artistic refraction, not necessarily
a caricature [Limanskaya, 2016, p. 33].

Among the most studied types is political car-
icature, reflecting social trends and aspects of the
times. Graphic images are used to create images
of world leaders, embodied in caricatures of chess
games, which can be considered traditional. It is
worth noting the numerous works from various years
depicting Napoleon |, who was passionate about
the game throughout his many years. Bonaparte's
passion for chess is indeed evident during his cam-
paigns in Egypt, Russia, and Poland. A chess set also
accompanied the emperor during his stays on the
islands of Elba and Saint Helena. This subject has
been extensively studied in art history due to its
primary focus on pictorial representations of the
theme. Several types of images are generally distin-
guished. One type includes drawings depicting the
emperor playing with his close friends, while anoth-
er includes illustrations of Napoleon's symbolic de-
feat or victory in the game. Among the 20th-century
caricatures, we come across Antoni Radogost-Une-
chowski's (1903-1976) work "Napoleon Playing with
an Automaton" (1956). The artist's work is based
on real events. During Napoleon's stay at Schon-
brunn Castle (1809), Johann Malzel, a mechanic in
the court, acquired a chess automaton created by
Wolfgang Kempelen. It is now known that the au-
tomaton's success lay in its ingenious design, al-
lowing it to control real chess players undetected.
At the depicted time, Napoleon wished to test his
skill and played a game with the automaton, los-
ing. Johann Allgaier was supposedly the opponent.
The size of the automaton and the life-size doll in
Turkish costume allowed the chess players to con-
trol the pieces on the chessboard undetected. Un-
ekhovsky depicted Napoleon playing a game in a
spacious hall of the castle, surrounded by numer-
ous courtiers and ladies. The emperor is shown in
an uncertain pose, his face lacking the decisiveness
so characteristic of his depictions on the battle-
field. The artist ironizes the plight of an extraordi-
nary man invested with power, yet unable to win
at chess through sheer willpower and courage. The
image symbolically conveys not so much Napole-
on's personal defeat as the fate of any individu-
al capable in one area, which does not guarantee
success in another. Furthermore, the irony of the
caricature emphasizes that the characters present,
including Napoleon, have been misled by the au-
tomaton, convinced that he is playing against a
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machine. They remain inaccessible to the aware-
ness of the substitution revealed to the artist and
his audience.

Political symbolism in chess-themed cartoons is
expressed through the development of an analogy
between the game and the military-political pursuit
of world conquest. This 1933 cartoon by Hungari-
an cartoonists Alois Derszo (1888-1964) and Emery
Kolén (1896-1978) depicts the Western leaders Ad-
olf Hitler and Benjamin Mussolini, who embody the
symbol of fascist dictatorship. The characters are
depicted at a chess table, where they appear less
as opponents, not contesting power, than as com-
rades at a negotiating table. Their faces are turned
toward each other, and their clasped hands rest on
the table, as if anticipating a serious conversation.
The composition reminds the viewer that the poli-
tics of war are decided not only on the battlefield,
but also through negotiations and the settlement
of the mutual interests of world powers.

In 1952, in response to the overthrow of the
pro-American government in Iran, the Polish graph-
ic artist J. Zaruba (1891-1971) published a political
cartoon in the magazine "Shpilki" (Szpilki), entitled
"He Won't Let Us Play Chess." It presents comical im-
ages of two hapless chess players, symbolizing the
United States and Britain (both wearing the respec-
tive national flags on their hats). Their chessboard is
knocked over by a taller figure, representing an Ira-
nian in national dress. J. Zaruba created many similar
political cartoons; his 1931 drawing "Shahs against
Poles" in "Siryulik Varshavski" (The Warszaw Barber)
becomes a model for the similar use of chess sym-
bolism in the satirical press. A chess match takes
on a different meaning in the cartoon "Franz Fis-
cher and the Poet Lesmian at Chess." The satirical
heroes are Franciszek Fischer, the eccentric grand-
son of a Napoleonic general and friend of Count
Potocki, and his adversary, the Polish poet Bolestaw
Lesmian. The characters portray two types of peo-
ple: the first, full of health and optimism, embodied
by the towering figure of Fischer; and the second,
the doubting, morally broken character of Lesmi-
an, whose financial fate unfolded in profoundly dra-
matic fashion.

We consider caricature a work similar to text,
which focuses attention on its inherent, specific
figurative language. The language of art in many
countries familiar with classical and Christian culture
is international, developing its own simple signs
and symbols understandable to every member of
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society. A broad emotional spectrum of feelings
and some complex abstract concepts are embod-
ied through the introduction of "speaking" details:
beads of sweat trickling down the forehead and
wide-open eyes signify fear, the image of sparks
pouring from the eyes is the result of shock, a mu-
sical notation recalls music, a heart traditionally
represents love, and a skeleton and worn shroud
are an image of death. In recreating a character's
emotional state, the artist's choice of shading, the
character of the line or spot (color accent), are es-
sential. Both the dynamism and static nature of
emotional expression—anger or contemplation—
can be expressed through the strength, frequency,
and character of the strokes. A particularly graphic
sense of line is characteristic of the friendly cari-
catures of Yu. Yuzepchuk's (c. 1900-1943) "Grand-
master Mikhail Botvinnik," "Grandmaster Grigory
Levenfish" (1940), or I. Sokolov's (1921- c. 1980)
"Tal Attacks!", in which expressive images are cre-
ated with striking clarity using a continuous, pow-
erful outline. Drawing technique and the use of
certain components of visual means are used in
the art of caricature to visually indicate the char-
acter's movement and trajectory. Technical ele-
ments of creativity and the revealed method play
a significant role in defining a person's spiritual
world and sensitive expressiveness.

A nearly constant and inseparable motif in the
cartoons under consideration is the clash of white
and black pieces. Interestingly, the pieces, both in
visual art and in actual chess sets, are not funda-
mentally depicted as white and black, as is com-
mon in speech, practice, and specialized literature.
Textbooks, for example, say, "Black castled," "the
white bishop fianchettoed," or "the white pawn was
captured.” The verbal formulations used are rath-
er conventional. Chess sets predominantly consist
of light (white, beige, ivory) and dark (black, dark
brown, red) pieces. Particularly expensive gift sets,
presented to nobles and state leaders, have at var-
ious times been crafted from a variety of materials
(ivory, malachite, porcelain) and colors. Some graphic
freedom in depicting the game set and the choice
of color for the pieces is not an obvious error. This
applies primarily to paintings and color graphics,
as we see in A. V. Bazhenov's (1904-1973) cartoon
"Bishop's Move," where the artist depicts yellow
and black pieces for the players, and in M. Bere-
zovska's work "Checkmate!", which we've already
discussed, both from 1956, where he depicts light



brown and light turquoise pieces, possibly depict-
ing luxurious sets of amber and jade.

In domestic and international political carica-
tures, chess is a symbol of opposing armies. Ex-
amples of works by L.G. lllingworth (1902-1979),
A.P. Weber (1893-1990), B. Tseplekh (b. 1926), and
B.E. Efimov (1900-2008) demonstrate this by giv-
ing the figures anthropomorphic features and de-
picting them in military or national dress, which is
intended to make the image more easily under-
stood and heighten the essence of the internation-
al conflict. Graphic artists often used the symbol of
a crown as a sign of a chess king. In cartoons, the
crown is an attribute ironically used to crown the
winner of the world championship; it is the embod-
iment of victory and undisputed leadership on the
chess throne. Such analogies clearly demonstrate
the serious attitude toward holding the title of world
champion and the importance of such a competi-
tion in the eyes of society. An example is the cari-
cature "Draw" (1933) by Yu. Yuzepchuk, where M.
Botvinnik and S. Flor are literally tearing the crown
from each other's hands. B. Efimov's work "Into the
Battle for the World Championship" (1948) depicts
a clash of two combatants under the flags of the
USA and the USSR, racing toward the center of the
composition, where the artist has depicted a crown
on a pedestal, emanating a solemn glow. The con-
frontation depicted by Efimov evokes an analogy
with the battle between the Crusader Knights and
the Saracens for the Holy Grail. The coveted image
of the crown acts as the chalice. In 1972, H. Péturs-
son (1916-1977) turned to the use of this symbol in
several cartoons from his series, one of which de-
picts B. Spassky and R. Fischer tugging at the crown.
The chess players are depicted lying on the ground,
pushing each other with their hands and even feet
in an attempt to retain the crown. The cartoon de-
picts the decisive battle between two outstanding
athletes. Winning the championship was crucial for
every country during the Cold War, and this deter-
mination and uncompromising nature of the game
are masterfully conveyed by the artist.

Petursson's next work depicts their images no
less reminiscently, depicting the Soviet and Ameri-
can chess players on horseback, as do their seconds,
and R. Fischer lassoing the crown on B. Spassky's
head. In the final work of the cycle, the Icelandic
master depicted the victor, R. Fischer, as a medie-
val knight in armor and military plate, leaning on
a sword with one hand and crowning himself with

the other. We again find the embodiment of the
chess king in the work of the artist I. I. Igin (1910-
1975) in 1951, when a caricature depicted M. Bot-
vinnik crowned.

The motives of 20th-century chess caricatures
are intriguing in many ways due to their historical
significance. Despite their rich artistic allegory, these
works primarily focus on contemporary events and
specific sporting and political situations. Above all,
the caricatures depict clashes comparable to ag-
gressive military actions (political caricatures) and
knightly tournaments or duels (sports cartoons).
The former emphasizes the aggressive, hostile na-
ture of the players and their cynical attitude toward
the game, similar to the satirical drawings of Hun-
garian graphic artists E. Kelen and A. Derso, Polish
cartoonists B. Tseplekh and J. Zaruba, the English-
man L. lllingworth, and others.

The interpretation of chess as a military con-
frontation, where "checkmate" signifies the sym-
bolic death of the opponent, is justified by the
game's very structure. Theoretically, the goal of
the game is the complete defeat of the opponent,
the death of their main piece. It's no coincidence
that the gameboard itself represented the military
field of action, and the various pieces represent-
ed branches of the armed forces. The knight and
bishop represent cavalry, military elephants, and
also relate to the shallop (of the rook). The connec-
tion between chess and military art can be traced
back to the etymology of the pieces' names. First
and foremost, the very concept of "checkmate"
in chess, which literally translates from Arabic as
“death." Various sources for the origins of the game
and its adaptation in different countries since an-
cient times are noted. Thus, the piece known as the
bishop in some countries is called the bishop in
European countries, while the knight represents a
knight. The queen (minister, vizier, advisor) gradu-
ally evolved into the queen (translated from English
as "Queen") in European states. The image of the
rook is also interesting among different cultures.
The piece is also called a ship, tower, castle, and
chariot. As we can see, although the names vary,
the piece has a military and defensive nature. This
originated from the name "rukh," adopted from
Eastern countries, where the rukh was a mytholog-
ical bird. In cultures unfamiliar with such symbol-
ism, players transformed the image based on its
sound. The most consistent symbols in chess are
the king and the pawn. Direct instruction in chess
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signified mastery of the fundamentals of statecraft
and military operations, and was a necessary part
of a number of educational disciplines for young
Indian and Persian rulers of antiquity. A phrase by
the 3rd-century Sassanid ruler Ardashir Papakan is
revealing: "It is strange for me to see a padishah
who does not know how to play chess." "How will
he govern the kingdom?" [Averbakh, 1992, p.173]
The similarity between war and chess can be seen
in established notions of combat. Aggression, both
in the war scenario and in its game embodiment,
merged into a single image, imbuing the symbol-
ism of political caricatures on the theme of chess
with rich potential.

In our exploration, we reconstructed the evolu-
tion of the chess theme in the visual arts: from the
moralizing allegory of the Middle Ages to the sharp
political satire of Modern times. We discovered a
direct connection between literary and visual im-
ages, which over the centuries have formed a uni-
fied semiotic layer. The chessboard in the caricature
acts as a "world mandala” — a model of reality in
which military conflicts, love duels, and intellec-
tual triumphs are sublimated. Remaining relevant,
the chess theme continues to inspire contemporary
artists, offering them a rich arsenal of symbols for
understanding the complexity of human existence
and global historical processes. A chess match can
embody a cultural and sporting approach to the
struggle for intellectual superiority. In this situa-
tion, the artist is interested in the juxtaposition of
the players' personalities and their individualities.
This is convincingly demonstrated in the carica-

tures of Yu. Yuzepchuk, G.N. Kovanov (born 1932),
H. Petursson (1916-1977).

Consuming examples from domestic and inter-
national artistic practice, we explored the emerging
concept of chess in the visual arts: from military
and political interpretations to images of lovemak-
ing. We attempted to uncover the figurative sym-
bolism of chess caricature. We presented specific
examples, such as chess pieces, caricatured por-
traits of specific individuals, and more complex
works embodying semantic allusions with images
of duels, wars, love battles, and political conflicts.
We identified the direct mutual influence of liter-
ary and pictorial images over many years, which
we believe is a promising direction for further re-
search. The theme of chess continues to attract
contemporary artists, thereby maintaining its rele-
vance. The holistic international pictorial language
of caricature has been used with equal success to
illustrate real and metaphorical chess themes. The
range of possibilities for using chess symbols in in-
terpreting works of art inspires many contemporary
artists, providing a broad field for further analysis
in the field of art criticism. Among them are such
original works from various years as "Checkmate"
(1950) by Vieira da Silva, "Chess" (2013) by Irina
Zatulovskaya, and "Gambit" (2019) by Anastasia
Litvinova. These and other chess-themed works
from recent years possess complex and engaging
artistic concepts, have been presented at a num-
ber of exhibitions and biennials, and deserve the
attention of professionals.
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NTPA B LLAXMATbI B N3OBPA3STEJ/IbHOM
NCKYCCTBE: OCHOBHbIE CHOXXETblI N OBPA3HAA
CUMBOJINKA

AHHoTaumsa: VccredogaHue nocsaweHo memamuke wax-
MammHoli u2pel 8 pasau4HsIX 8Udax UcKyccmea u Kyaemyp-
HbIX NPOCMPAHCMBax Ha NPoMsxxeHUU ucmopuu, 20e oHU
ucno16308a1UcCt 8 0eKopamueHoO-NPUKAAOHOM UCKYC-
cmee, noauzpaguu, geicmynas 8 kadecmeae 3/1emMeHma
3CMemuy4ecko20 U CUMBO/IUYECKO20 8bipaxxeHUs. A8mop
nodyepkusaem, 4mo Waxmamel — 3MO He MOJILKO u2pd,
HO u enybokuli 06vekm MexoucyuNAUHapHeIX Ucciedo-
saHull 8 punocogpuu, ncuxosozuu u nedazoauke. pu-
8005MCA MHeHUs Makux y4deHelx, kak Jx. XélsuHaa u
Y. M. JluHOep, paccmampusaswiux waxmamel kak 6a-
308Y10 Ky/IbMYpPHYIO CMpPYKMYypy, Xapakmepusyouwlyocs
omcymcmaueM ymuaumapusma u Haauquem cobcmeeH-
HbIX npasuJj, 0683amesibHbix 011 y4aCMHUKO8. 38010Yus
waxmamdoli memMamuku 8 Uckyccmee obHapyxusaemcs,
¢ OpesHeezaunemckux nanupycos (Xl eex 0o H.3.) u cped-

ObpalleHne K TeMe LWaxmaT B Pas/iMyHbIX BU-
Jax nckyccTea (KMBOMNWUCh, rpaduka, imTepaTtypHble
NCTOYHWKM) N3BeCTHa n3gaBHa. OHa NpuMeHsanach
MacTepamu B KayectBe OpOPMIEHNS, BbICTyMNas B
POAV 3NeMeHTa eKOPATUBHOMO UCKYCCTBA, MPW CO3-
AaHWM NpuknagHon rpadukm. MocpeAcTBOM NaakaTos
1 0bnoXKeK NevaTHbIX N3AaHWI WaxMaTHas TemaTu-
Ka akTUBHO WUCMOAHANA QYHKLMIO peknaMbl, Haxo-
AA NPUMEHEHWe B AeKope NHTepPbepoB 1 BUTPUH
kade, MarasnHoB. Mbl pacCMOTPVM CKNaZbIBatOLLY-
FOCA KOHLIEMLMIO TeMbI UTPbI B LLAXMaTbl B n306pa-
3UTENIbHOM UCKYCCTBE, MOCTAapaeMcsa packpbiTb ee
06pasHy0 CUMBOAVKY, OMpPeaenvTb KPYr BeAyLUunx
CHOXKETOB. ITO ByAeT CNYXXUTb ONpeAenatoLwnM npea-
METOM M3y4yeHUns B Hallen ctaTbe. CyLLecTBEHHbIN

HegeKo8bIX a//1e20puyeckux nosm, 0o npoussedeHuli XX
geka: pusnem M. bepamara «Cedbmas ne4ame», npou3see-
OeHusa A. Mamucca, M. Swepa u M. [rowaHa. 3Ha4umens-
Hoe Mecmo omeodumcs AumepamypHeIM UCMOYHUKAM,
20e wWaxmamHsle MOMUBbl UCNO0JIb3yromcs 018 co30aHUSA
C/IOXHbIX nogecmeosaHull u annezoputi, om OpesHepyc-
cKux 3nocos do unarocmpayuli kK npoussedeHusm B. Ha-
6okoea u C. L{geliza. AkyeHmupyemcs 8HUMaHuUe posu
waxmam e cnopmusgHoU, nosumuyeckol Kkapukamype y
macmepos A.l1. Bebepa, /1.I. MianuHesopma, X. [emypc-
coHa, FO.B. f03enuyka.

KnioueBble cnoBa: cUMB0/IUKA Waxmam, WaxmMamHas
WIOCMpayus, WaxmMamHas Kkapukamypa, noaumude-
cKkas kapukamypa, e3aumodelicmeue Uckyccmea u aume-
pamypei, IUH28UCMUYECKUE U 8U3YA/IbHbIE CUMBOJIbI.

WHTepec npeacTaBasftoT cobol obpalleHuns B CBOEM
TBOPUYECTBE, XYAOXECTBEHHOE OCMbIC/IEHWE LIAXMaT-
HOW Mrpbl MacTepamMu UCKyccTBa. «[ToCTOPOHHMIA Ner-
KO MOXET YBUAETb B LLIAXMaTHOW Urpe CBOEro poja
Habop HEBHATHbIX NMPAaBWUJ; @ B CEMENHOM ouvare -
Pa3HOBUAHOCTb THOPbMbI, HO UFPOK YyBCTBYET Cebs
CBOHOAHBIM Y MOTYLLEECTBEHHbIM, NOAOBHO MOJIKO-
BOALLY, a OTeL, CEMENCTBA - eANUHCTBEHHbIV B MUpe
YesIOBeK, UTpatoLLMiA B JIOLIAAKK, KOTAa eMy B3ay-
maeTtca» [[MonaH, 2000, c. 105].

TpaanLMOHHO WaxMmaTbl ABASAOTCA OOBEKTOM Me-
XKANCUMNANHAPHBIX UCCNEA0BAHNM, OXBATbIBAOLLMX
dunocoduto, NCUXoNormto 1 negarornky. PeHomeHy
nrpbl nocesaLeH Tpya nccnegosatenu J1. I KOgacun, T
Fapamep, P. Kaltya, 3. bepH, 3. ®uHk, XK. Mnaxe, T.A.
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AnVHAH. B paMkax Ky/JbTypONornyeckoro anckypca,
3a4aHHOrO M. X&M3nHroli, Wwaxmathl paccmaTpyiea-
toTCA Kak HazoBas CTpPyKTypa Ky/abTypbl. ViccnesoBa-
TeNb BbIAENAET UX KNHOUEBble MPU3HAKU: OTCYTCTBME
YTUANTAaPHOCTW, Haanyme CTPoOroro MMMaHeHTHO-
ro 3akoHa (npaswua) 1 GUKCUPOBAHHDBIN CLieHapWii
aenctenii. CornacHo XénsmHre, urpa B CBOeM OH-
TONOTMYECKOM CTaTyce NepBMYHa MO OTHOLLEHWHIO K
KynbType [XensumHra, 2021].

MpuBnekaTeNbHOCTb LLIAXMaTHOTrO 0bpasa B UCKyC-
cTBe 0ByC/NIOBNEHA UCKNHOUNTENbHBIM MONOXKEHVEM
3TOW UTpbl B CUCTEME MUPOBBIX KyAbTyp. B oTam-
yne OT a3apTHbIX Urp (KOCTMW, KapTbl), OCHOBAHHbIX
Ha C/enown ygaye 1 TPaAMLMOHHO acCoLMMPYHOLLMX-
€A C «OTPULATENIbHBIM HaYa 0M», LWaxmaTbl penpe-
3eHTUPYHOT TOPXKECTBO NOTMKK 1 UHTennekTa. Vrpa
B KOCTW B XPUCTMAHCKOW MKOHOrpadum NpoYHoO CBs-
3aHa ¢ ctoxkeTom CTpacteit XpuCToBbIX (pa3birpbiBa-
HVe BOMHaMU XMToHa Mncyca), UTo HaNoXnno Ha Hee
3Tnueckoe Taby, a LaxmaTbl COXPaHWAN CTaTyC <UTPbI
NHTennekTyanoB». Vx cneunduka ncknrodaet Gaktop
Be3eHus: nobea 34ech ABNAETCA pe3yNbTaToM yrop-
HOro TpyAa, BOAWN U CTPATErmyeckoro MblLLIEHMS.

VIHTepec XyA0XXHMKOB K LWaxMaTHOMY obpa-
3y H6asmpyeTca Ha 3CTeTM3aunmn NHTeNNeKTyab-
HoOro npovuecca: «B ee norvke, 3aKOHOMEPHOCTAX
1 napagokcax, B TaliHax no3vuum n KOMBUHaLLMAX
3aKk/Ito4eHa OrpoMHas npuTaratesibHas cuaa Luax-
MaTHOro nckycctea» [Mepenswesa, bogHap, 2014,
¢.147]. VIMEHHO OTHOLLEHME K LiaxMaTam Kak K Xy-
AOXECTBEHHOMY aKTy, @ He NMPOCTOMY COCTA3aHWIO,
obecneunsio M acTeTUYecKyro 3HaunMmMocTb. Cam
NpoL,Eecc Urpbl ABASETCA aKTOM UCKYCCTBA, LLe/bHO.
Cneumduryeckor YepTon LaXMaTHOW 3CTETUKMN AB-
NAETCA aKueHT He Ha PUHaNbHOM pe3ynbTaTe, a Ha
CaMoM KpacoTe UrpoBOro npotiecca. XyAoXeCTBeH-
HYHO LLlEHHOCTb A/15 3pUTENSA N UTPOKa NPesCTaBAAr0T
napagokcasbHble peLleHns — Hanpumep, XXepTsa
burypbl, KOTOpas Npu BHELLHEM PUCKe BEAET K CTpa-
Ternyeckomy Tpuymdy, BonaoLLas TOPXKeCTBO Ayxa
Haj MaTepuasbHbIM NPEeNMyLLECTBOM.

Mo npeanonoxeHWsaM cneumanncTos urpa chop-
MupoBanack B VIHANW HECKONBbKO ThiCAYeNeTUi Ha-
3af, NOCTEMNeHHO MeHAA NpaBuaa Urpbl 1 ee obLLYLO
dunocoduro. MNpumeyaTenbHO, UTO OLHON K3 ApeB-
HEeMLUNX KapuKaTyp Ha TeMy LaxmaT MOXHO cumnTaThb
COXpaHWMBLLEEeCA ApeBHee ernneTckoe n3obpaxeHve
Ha nanupyce, otTHocsAwasncs kK Xl Beky g0 H.3. Ha Hel
NpeAcCTaB/ieH NeB, UTPAOLLMIA B LUALLKM C aHTUO-
Mow (WaLlKK 1 WaxmaTbl AJUTeSIbHOe BPeMs Cuu-
TaNnCb aHaNOTM4YHOM Urpon). MNog 3TM obpa3om
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Laps 3Bepei NogpasymeBacs anyHblin papaoH Pam-
3ec I, 0bbIrpbIBaBLINA COBCTBEHHbIX MPUABOPHbIX.
MpviBeAEHHbIA NpUMep AEMOHCTPUPYET HECKOb-
KO 3Ha4YMMbIX MOMeHTOB. [lepBoe: XyA0XeCTBEeH-
HOe KapuKkaTypHOe Npou3BeseHre Ha TeMyY LuaxmaT
6b110 N3BECTHO eLle BO BpemMeHa ApeBHOCTW. BTo-
poe: CUMBOJIMYECKUIA A3bIK LLIAXMATHOM KapuKaTypbl
y>e MPUMEeHAN NHOCKa3aTeNbHYro 0bpasHyto dpop-
My. TpeTbe: MpUBEAEHHYIO KapukaTypy ciesyeT OT-
HecTW K pa3psagy NOAUTUYECKON, OHa 3akatoyaeT B
cebe oCTpyro KPUTKKY OBLLECTBEHHOW BACTM.

Bo3HMKHOBEHME XyA0XECTBEHHbIX Mpon3Bese-
HWIA, OTHOCALLMXCSA K TEMATMKE LLaxMaT, OTMeUYeHO
AeATensMU PasNnYHbIX UCKYCCTB, BKAOYas Intepary-
py, My3biky, poTorpaduto, KnHematorpad. B [MonbLue
co3gaH MynbTduabM «TypHup» E. 3utumana (1960 r.).
B 1950 rogy 6bi1 cO34aH KOMeAWIHbIN duabm «bpak
¢ npenatctBuamMn» M. LinkaHa. B 1957 rogy wseg-
ckmin mactep VIHrmap beprmaH 6aucratesnibHO npumMe-
HW 0bpa3 LWaxMaTHOW Urpbl B KMHoNeHTe «CesbMas
neyaTtb», re MHOTOYMC/IEHHbIE al/lt03MN BbI3BaHbI
urpoi poiuapa AHToHuyca baoka co CmepTbio.

B cpesHeBekoBOM Pycu OTHOLLEHWE K LIAXMaTaM
66110 aMbmBaneHTHbIM. C O4HOW CTOPOHbI, BbINNH-
HbI 3noc («Caako», «Muxaiino MoTbik», «CtaBp lNo-
AVHOBWY», «[106pbIHA 1 Bacuanii Kasnmunposuu,
«nbsa Mypowmel, n KanvH uapb») ukcnpyeT Lwax-
MaTbl Kak HEOTbEMIEMYHO YacTb KHAXECKOro 6biTa
N repomnyeckmx coctazanuii. C 4pyroi — LlepKOBHas!
Tpaauums (oT nponosesen npotonona Cunbeectpa
B «JlomocTpoe» go noyyenuii Xl Beka) npupas-
HMBana nx Kk 6eCOBCKMM a3apTHbIM Urpam, NpeAnu-
CblBas LyXOBEHCTBY CTPOrMe 3anpeTbl NoZ yrpo3oi
N3BEPXKEHNA 13 CaHa.

WN3gpeBne K WwaxmaTHON Teme npuberann B au-
TepaTypHOM TBOPYECTBE, MPUMEHSAA A3bIK aaiero-
pun. B k. XIll = Hau. XIV BB. AOMWHUKAHCKN MOHax
Alkob pe Llecconec, npuberasLmii Npy COUNMHEHUN
nponosezen K 0bpaszam LLIaxMaTHON Urpbl, Hanucan
HpaBoyuuTenbHble nctopun «Game and Playe of the
Chess» («/rpa v pa3BaeyeHne No Ha3BaHWIO LUAX-
MaTbl»), u3gaHHble B 1474 rogy. B XIV Beke bblna n3-
BecTHa nosma «Les Echecs Amoureux» («LLlaxmaTbl
NtobBK»). Ha BocToke LwaxmaTbl OTpaXKeHbl B cka3a-
HUAX «TbicsiYa N OAHOM HOUM», «PybaliaTe» Omapa
Xarsama. BaxkHyro posib urpatoT WwaxmMaTHble obpasbl
B npowussesaeHunn n. Kapponna «Anvca B 3azepkanbe».
Hapno oTmMeTuTb, UTO CTaBLUME XPecToOMaTUIHbIMMU,
nantocTpaymm capa Ix. TeHHnena npeacraB/ieHsl
ocCTpoxapakTepHbIMK 0bpasamu, 4acTo KapukaTyp-
HbIMW. B noame «Mrpa B waxmatel M./. Buga (1513)



pa3BOpaYMBaeTCa UrPOBOE MPOTUBOCTOAHME MEXAY
AnonnoHoM n Mepkypuem. M3BecTHa Takxke nosma
«[akpab» («butBa») Al. SixeHbayma (1840).

Habntogaercs WmMpokoe NpuMeHeHne MHocKa-
3aHWU, 3BGEMUM3MOB HabtogaeTcs npu n3obpaxe-
HVMW POMaHTUYECKNX OTHOLLEHWI, KypTya3HbIX CLIEH,
NoAo6HO cueHe Mexay PepanHaHaoM 1 MupaHgoi
(«byps» Y. LLlekcnup), cnocobCcTByET pa3BUTUIO JHO-
60BHOM AnHUK («LLaxun» A. KoxaHoBckui). Kapukaty-
pa No/bCKON XyAoXHWLbI Malin BepesoBcka, Takxe
n3BecTHou Kak Autrto (1893/98-1978), «lllax, maT!»
(1956) oTHOCKTCS K NOAO06HOMY TMNY paboT. Halwe-
My B3rs4y NPeACcTOUT M306paskeHne Urpbl Mexxay
npeKpacHoM faMon B CPeiHEBEKOBOM OZAESHUMN U
pbiLapeM B 60JbLUEN CTENEHN 3a4apOBaHHbIM Kpa-
COTOW COMEpPHNLLbI, YeM CaMUM NPOLLECCOM Urpbl. Xy-
AOXHWMLL NCMOIb30Bafa KOMMO3ULMOHHBIA NPUEM,
KOrfa pUCyHOK LLaxMaTHOro CToNa AenuT KapukaTy-
Py MO LEHTPY INCTa Ha BEPXHIOKO M HUXKHIOKD YacTu.
Beepxy n3obpaxeHHas jaMa AenaeT Xo4, OAHOBpe-
MEHHO CTPeMsACb OTBJIeYb BHMMaHWe NPOTMBHMKA, a
B HUXKHEW YacTu — pblLapb KacaeTcs BbIrsblBatO-
LLei 3-nog NoAosa naaTbs HOXKW KpacaBuLpl. Tema
LIaxMaT MPUMEHEHa XyAOXHMLEN Kak NOBOJ, MOCTPO-
€HUSA MPOHWYHON KypPTya3HON CLIeHKW. 3TO aHaio-
TMUYHO CHOXKETaM O CBOAHE B FO/IIaHACKOW XXMBOMMUCK
XVIl Beka, korga nt000BHbIV OTTEHOK NMpuobpeTa-
NN TPUBMaAJIbHbIE N306paXKeHNs CHOXKETOB HObHOM
n Bpaya (A. CteH), npocbba nepesatb 6okan AMMo-
Haga (. Tepbopx). PUucyHOK BOCNPOM3BOAUT CUM-
BOJIMYECKOe BOMJIOLLLEHNe pa3opy>eHns BeHepoi
Mapca, Tak Kak OH OMMCbIBaeT UTPOBOE CPpaxKeHne
MEXAY MY>XUMHOM N XKEHLLNHOW.

B XX Beke TaKkxe cyLecTBeHHOe 3HaveHme OTBO-
AVTCA WaxmaTaM B poMaHe B. HabokoBa «3awuTa
Ny>xknHa» (1929 r.), pomaHe C. LiBerira «lllaxmaTtHas
HoBesna» (1912 r.), B pacckase J1. JleoHoBa «/[epe-
BAHHaa koposiea» (1922 r.), B counHeHum 3. beppo-
y3a «MapcmnaHckme waxmatbl» (1922 r.), pomaHe M.
E. Mluxokaca «BeuHbIi Wwax», Apyroe Ha3BaHwe — «Hu-
Ubs AINTCS MITHOBeHbe» (1963 T.), ceputo n3obpaxe-
HWI K KOTOPOMY CO3/,an OTeYECTBEHHbIN XYA0XKHNK
B.A. Cuayp (1924-1986). Kak Mbl 06Hapy>nBaeMm,
Hepeako cyabba rnaBHOro repos MTepaTypHOro
npov3BeAeHNs OKaHUMBaeTCa ApamaTnyeckMmMm co-
BbITMAMY, Nepes HaMK NpejcTaeT obpas colleaLlero
C yMa yenoBeka, MOpasbHO NoBep>XeHHoro. B 1935
rogy 6bina ony6avkoBaHa “"bacHsa o ropuuke” B. [o-
PAHCKOrO, MOCBSALLEHHasa nopaxeHuto A. AnexvHa B
MaTye ¢ M. SnBe. KHUMM 3T HepeaKo conpoBoXaa-
nnck nantoctpaumamun. Obpalanca K TeMe waxmat

1 GpaHLLy3CKMIA XYy[OXKHUK-KaprKaTypurcT XKan-XKak
Cemne (1932 r.p.), coO34aBLUMI KPOME OTAEbHbIX
PUCYHKOB Ha TEMY LLAxMaT Tak>Ke WANKCTpaLmnmn K
HOBeJ/Ie O LwaxMaTHOM noeaumHke 1. 3tocknHaa «Cpa-
xeHme» (1995 r.). MNpumepom NogobHbIX nanCTpa-
LM ABNAOTCA CaTUPUYECKMe N306paxeHns K poMaHy
W. Nnbda n E. MeTposa «/lBeHajLaTb CTyAbEB» Y
NOAbCKOro XyaoxHuka I. Xmenesckoro (1923-2021)
k rnaBe XXVIII «<MexaynnaHeTHbIM WaxMaTHbIA KOH-
rpecc», KOTOpble COOTHOCATCS C TEKCTOM nucatenen,
a TaKxe npumevaTesibHbl UANFOCTPALMM YELLCKOrO
XyZoxHVKa B. ®yka (1926-1977). [pyroi nonbckuni
mactep E. ®ancak (1930-2008) cozgan kapukaTypHble
nanrocTpaumm kK pomaHy M. Kambepnerga «Mat B Tpu
X0gfa», KOTOpble He ABAAIOTCSA ero eAMHNYHbIM 0bpa-
LLIeHMEeM K LIaXMaTHOW TeMaTuKe, Hanpumep, Kapw-
KaTypa UrpoBOro NoesuHKa ABYX LLAaXMaTUCTOB AN1f
XypHana «Lnuabku». Monbckunii XyaoxkHuk . Mpy3
(1917-1993) B «[Mwekpyi» n3gan MANOCTPaLUN K
«LlaxmaTHor HoBensie» C. LiBelira. [Mo3xe, Ha py-
b6exxe XX—XXI BekoB, NpuMeHsnacb TeMa LaxmaT B
XYZLOXECTBEHHOM nTepaType TakKe pasu co3faHus
YBE€KaTeIbHOCTW, YCNOXKHEHWA CHOXKETa, BMNJIETasnCh
MOTMBOM B CO3Jj@aHVe NPON3BEeAEHNSA. ITO KacaeTcs
LUaxXMaTHOrO MOTMBA, OOHAPY>XXMMOFO B pOMaHax
A. Mepec-PeBepTte «®namaHackas gocka» (1990 r.),
[x. Xappwuc «[>keHTabMeHbl 1 urpokm» (2005 r.). Bce
3TO NPOSABJIEHNE COCTaBAEHHOrO B TeYeHne MHOTMUX
net obpasa WaxmaTHOM Urpbl B UCKYCCTBE, NPUMEHe-
HWe MHOrO3HauYHOCTM ee CUMBOAMKHK B INTepaType.

B n306pa3znTtenbHOM UCKYCCTBE LaxMaTbl Kak Tema
BOM/IOLWEHMA 06pa3oB NIOTHO NPUCYTCTBYIOT eLle
¢ nepuoga CpesHVX BEKOB: MUHMWATHOPbI, HAaCTEH-
Hble pocnucy, robeneHbl, Mo3avka. Vix npumeHeHne
XyAO>XXHMKaMU B pa3Hble BpeMeHa paccMaTpuBan
[x. CoHpepc [CoHaepc, 2015]. B anoxy Bo3poxge-
HWA 3Ta TeMa aKTMBHO pa3BKBa/iacb B XXWUBOMUCHK
Kak OTpaXKeHWe 3N1eMeHTOB CBETCKOMN XM3HW, Bpe-
MANPENPOBOXAEHMNE apUCTOKPATOB, B TBOPYECTBE
npeacTaBuTenen ntanbsHckoro PeHeccaHca («Llax-
mMaTHas urpa» C. AHramccona, XVI B.) n mactepos Ce-
Bepa («MapTus B Wwaxmatbl» J1. BaH JlengeHa, 1508 r.).
B XX Beke Mbl 3HaKOMUMCS € 3aMeTHbIM oboralleHK-
€M 06pa30B, CBA3aHHbIX C LUAXMATHOW TeMaTUKOM y
Hanbonee 3HaUUTENIbHBIX MacTepPOB UCKYCCTBa 3ana-
aa: A. Matucc (1869-1954), P. Marpurtt (1898-1967),
[x. C. CapgykeHT (1856-1925), M. Knee (1879-1940),
M. Pain (1890-1976). NHTepecHeliwee npenomne-
HWMe LaxMaTHOro MoTuBa ObHapy>xunBaeT rpaduka
M.K. Swepa (1898-1972), bpyHo 3pHcTa (1926-2021),
pabotbl M. ArowaHa (1887-1968), npocnaBneHHoO-
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ro XyZO>XHuKa u WwaxmaTtncra. NMoganHHbIM HoBa-
TOPCTBOM, OT/IMYHbBIM CBOEO6pa3nemM CMBOJINKMN U
MHOroobpasvem, oTanyaetcs rpadpmyeckoe 1UcKyc-
cTBO XX Beka, B TaKMX MOABAEHMNAX KaK 3KCANbpuc
(nep. c nar. «ex libris» — «13 KHWI») 1 kapukaTtypa. Ha
PasBUTUN NocaesHel Mbl GOKYCMPYyEMCS.
BraronpmatcTBOBaNO CNOXKEHUIO KOHLIENLMMN TEMbI
Urpbl (LWaxmart) 1 pa3paboTke XyA0XKeCTBEHHbIX 06-
pa30B C HeW CBA3aHHbIX CaMO Pa3BUTWE CNOPTa, BHU-
MaHue K Hemy. LLlaxmaTbl peLleHo 6b110 OTHeCTU K
BMAaM CopTa, NpuYeM MMeHHO B XX BeKe 3TOT poj,
AeATeNbHOCTY CTan NpodeccroHanbHbIM. PaHee Bblja-
roLLMecs MacTepa npoLwnbix aet — duangop, AHgep-
ceH n Mopdw elie He peLLanncb pa3opsaTb CBA3b CO
cBOMMU nNpodeccramm, n3bpaB cCOBCTBEHHbIM Npw-
3BaHMeM LWaxMaTHyto urpy. [lo Tex nop 310 He 6bi1o
NPVHATO B OBLLECTBEHHOM XM3HW. B XX Beke 6b11m
pacLuMpeHbl GOPMbI LLAXMAaTHbIX COCTA3aHMI. [NoMu-
MO TYPHUPOB M MaTuel NpoAoxKana CyLLecTBOBaTb
nrpa no nepenucke, a Takxe, NPN HeobXo[MMOCTK
YCTPOEHMS 3a04HbIX COPEBHOBaHWI MeXay CnopT-
CMeHamu, npuberanun K NoMoLLmM paauo, Tenerpada,
cenektopa. Onmpasack Ha NojobHbIe CBUAETENLCTBA,
Mbl O6Hapy>KvBaeM POCT MacCOBOCTK, MOMYASPHO-
CTv 3TOrO BMAa cnopTa. LLinpoko npumMeHsacs Takon
BWJ, COPEBHOBAHWNIM KaK CeaHCbl OAHOBPEMEHHOM
Urpbl. ITO PacnpoOCTpaHsBLUEeCs CoLManbHOe AB-
NleHMe XUNBO OTpaxkatoT kapukaTypbl A. KoBapcku
(1919-2016) («<New Yorker», 1959 r.), FO.H. Y365K0Ba
(1916-1982) «CeaHC 0gHOBPEMEHHON Mrpbl» («Oro-
Hék» N2 36, 1963 r.), FO.A. YepenaHoga (1922-2016)
«3a3Hanca» («Kpokogun» N22, 1967 r.), V. TonnavHa
«Mblicautenn» («64» N26, 1971 r.). HekoTopble pa-
60Tbl OAHOBPEMEHHO MOAHUMAaHMNIO TEMATUKY cpa-
3y HECKOJIbKMX OBLLECTBEHHBIX BAEHUI. PucyHok A.
Koeapcku B «New Yorker» obpaliaetcs K Teme npu-
B/IeYEHMS XKEHLLMH K LUaXMaTHbIM COPEBHOBaHUSAM.
PacnonoxeHHble NoNyKPYrom 3a BbICTPOEHHbIM CTO-
JIOM BOCTOUHbIE LaxMaTUCTKK HabaroZaroT 3a Aena-
HOLLIMM CBOW XOZA FPOCCMENCTEPOM B BbICOKOM YasMe.
Pag coBeTCckMx KapuKaTyp AeMOHCTPUpPYET ycne-
XM FOHBIX LLIAXMaTUCTOB, B paHHeM Bo3pacTe 406uB-
LUINXCA BbICOKUX Pe3yNbTaTOB UrPbl: N300padkeHne
FO. YepenaHoBa «Manbuunk faeT ceaHC O4HOBpe-
MeHHOM urpbl» («OroHék» N28, 1955 r.), noka-
3aTefieH MPOHNYHbIN pucyHok J1.B. CondepTuca
(1911-1996) «/rpa B waxmatbi» 1970-x rr. ¢ noa-
nncbro «Ha ceaHce ogHOBpeMeHHOM urpebl. — [4-
AeHbka, Noka Bbl 34eCb AyMaeTe, A cberaro ypoku
npuroToBaro!». VIHTepeceH Takxe pMCyHOK-LLapX
B.A. Tanbba (1908-1984), conpoBOXAaeMbli CTU-
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xoTBopeHneM M. LUndmaHa, noceaALEeHHbIe FOHO-
My BblAatOLLEMYCA LLIaXMaTUCTY:

«C HUM conepHuyaTs — besal

He Buaann Hukoraa,

YTtobbl cayyal cnac Koro

Ot bopuca Cnacckoro.»

Cepbe3Hyto Npobaemy 3aTparvBaeT Kapukaty-
pa B. KaweHko («TexHnka monogexxm» N23, 1958 r.)
«YynecHoe anTa» Ha NONYNPOBOAHMKAX BbIUIPbI-
BaeT CeaHC OAHOBPEMEHHON UrPbl C «N1aMMNOBbLIMU
poboTamu». NMoMMMO AeMOHCTpaL MM BO3pacTaro-
LLLero Ymcaa MOAOAbIX TaNaHTAMBbIX LLAXMaTUCTOB,
NosiBNEHWNA Ha CMOPTUBHOM CLieHe BCe bosiee toHbIX
rPOCCMENCTEPOB, KapuKkaTypa Harnpas/ieHa Ha BO-
NpocC O NOTeHUMaNe KOMMbiOTEPa B KaYecTBe CO-
nepHMKa YenoBeky B LWaxmaTHol urpe. Kazanocs 6bl,
LYTOYUHBIA PUCYHOK 3asiBASET O NPebABAEHHOMY
BpeMeHeM cepbe3HOoM Bornpoce. B npodeccnoHans-
Holt cpege B CCCP v 3anagHbIX CTpaHax poXaannch
MOMbITKW CO34aHNs aZeKBATHOM KOMMbIHOTEPHOM MPO-
rpamMMbl, KOTOpas Morsa bbl, UMes OrpOMHyo Hazy
3HaHWI, MPOCUNTLIBATH MHOXECTBO XOA0B M 06bI-
rpbiBaTb BeAyLLMX YEMMMNOHOB. B peanbHOM Xn3HM
Mbl CTaJIKMBAEMCS C pa3paboTkol NepBON KOMMbHO-
TepHoW nporpammbl naHa TetopuHra B 1951 rogy,
KOrfa yyeHblli BbipaboTan crnewumanbHblli aaroputm
AN uMdPOBOro KOMMNbIOTEPA, NMPULLEALLETO Ha CMe-
HY NPOLUAbIM MeXaHN4ecknM nsobpeteHnam. C aHa-
JIOTUYHOM TPaKTOBKOW Pa3BUTUS COPEBHOBAHUS C
NCKYCCTBEHHbIM MHTENIEKTOM MOXHO BCTPETUTHCS
B Kapukatype V.H. MaccuHa (1923-1975), ony6au-
KoBaHHOM B «64» N25 1969 roga, rae ConepHMKOM
poboTa CTaHOBUTCA B3POC/bIN My>umnHa. Cenvac wn-
POKO W3BECTHbI TPYAbI, MOCBALLIEHHbIE N3YYEHUIO UC-
KyCCTBEHHOTO WHTENEKTa, MPUHABLUNX B KayecTBe
MOZAENN U3YyYHeHWS MPUHLMIN LWAaXMaTHOM Urpbl, Nccae-
JoBaTesielt pa3nyHbIX obaacten 3HaHUn MHGopMa-
TUKM 1 KnbepHeTnkn. 310 .M. AsenbcoH-Benbckuig,
A.P. Butman, B.J1. Apnazapos, H. Bunep, A.C. KoHpog,
A. Tetopurr, [I. Makkapty, K. LUeHHOH. LLlaxmaTbl oc-
MbIC/IEHbI YYEHbIMU NpeXxje BCero B kKayecTse npo-
BEPKM CMOCOBHOCTEN NCKYCCTBEHHOTO MHTENIEKTa.
HblHe K WaxmaTam Takke npuberarot npm 060CHO-
BaHWUN cobcTBeHHbIx rmnotes [. Aenet n [. Cepn.

HecmoTps Ha waxmatHbin 6ym Bo BpemeHa CCCP,
He CTOUT UCKAKoYaTb CaMy CIOXMBLUYHOCA KY/bTypy
6bITOBaHNA WaxmaT B Poccmm, ocoboe oTHoLweHne
obuecTtBa K 3101 Urpe: «Kakyto 661 06nacTb Laxmar-
HOW KynbTypbl Mbl He paccmaTpuBanu — 6yab — TO
nnTepatypa Uamn neyatb, OpraHmn3aLms LWaxmMmaTHOM
>KW3HW 1 COpeBHOBaHMSA, NPobaeMbl TEOPUM U Ma-



CTepcTBa, NponaraHaa urpbl 1 MexayHapoAHble CBs-
31 — BCHOJY MOXHO OBHapY>XWTb HUTW, CBA3bIBaIOLLVE
LLIaXMaTHOE UCKYCCTBO HaLLWUX JHEN C LiaxMaTamMu Aa-
nekoro npownoro Poccum» [JInngep, 1967, c. 338]. B
XX Beke urpa obpena cBoe noyeTHOEe pycno, onpe-
Aenunna cBoe pasBuUTUE, 3aMETHO MOBAMAB Ha dop-
MMPOBaHME UCKYCCTBa NeYaTHON KapukaTypbl.

OnpeaeneHvie KOHKPETHOM AePUHULIUN, K KO-
TOPOW LIaxMaTHYO Urpy CiesyeT OTHEeCTU ABAAeTCA
npeAMeTOM AUCKYCCUiA foaroe Bpems. [Mpogonxa-
€TCsA NoJieMUKa O NPEeBaINPYIOLLEN COCTaBAAIOLLEN
LaxMart: CnopT, Hayka uav nckyccrso. Cama 3Ta npo-
61ema BO MHOTOM UHTEpeCHa Aas TOro, YTobbl onpe-
AeNNTb, UTO UMEHHO MOHMMAETCA NOA N30bpaxkeHrem
TeMbl LWaxmart B n306pa3mntenbHOM 1ckycctee. A co-
PEBHOBaHMSA MeEXAY HECKONbKMMM LaxmMaTUucTamu
— 3TO NpexJe BCEero UHTeNNEKTYabHbIV CNOp ABYX
XYBOXKHVIKOB, 60 NposBieHne ambuLmii cnopTcme-
HOB, BOMJIOLL,EHWE CTOJIKHOBEHUS CTPaH, KOTOPbIE OHU
npeacrasasatoT? KA. AHnw otmevan: «/130 Bcex urop
OZHW LaxmaTtbl, He nepecTaBas bbITb NPUATHBIM pas-
BJIeYeHMEM, OTAOXHOBEHWEM YMa BO BPEMS AOCYra,
MMerOT OZlHaKO >Ke CBOK HayKy, CBOIO InTepaTypy U
apXeonorunto, Aaxe CBOe NO3TMYECKOE TBOPYECTBO
B TaK Ha3blBaeMbIX LLUaxMaTHbIX Npobaemax» [J/InH-
aep, 1967, c. 146].

OpvrnHansHa nckycctBoBeg4veckas metadopa,
cocTosLLasn B COAMKEHUM LLaXMaT C My3blKOW. BbisiB-
NeHne CUHeCTe3Nn LLaxMart 1 NCKYCCTBa BCTPeYaeTcs
B MPUBEAEHHOW aHaNoTMW Yy My3bIKalbHOrO KPUTKKA
H. KawkunHa: «coueTaHue Wwaxmart C My3bIKO MeHee
napasoKcanbHO, YEM 3TO MOXKET MoKa3aTbCs C nep-
BOro B3rasza. LLlaxmaTtncros ¢ My3bikaHTamun 6onee
BCEro coHam>xaet KOMOUHALIMOHHasA CMOCOBHOCTb,
OAMHaKoBO HeobxoaMMas TeM 1 Apyrum» [IMnob-
ckmi, 1964, ¢.54]. 3Ta MexamcLMnaAMHapHas CBA3b
HaxoAuia NpakTU4eckoe BOMIOLLIEHNE B 3HAKOBbIX
COBbITMSAX, TaKMX KakK ToBapuLleckmin Maty 1937 roza
mexxay ckpunadom . ONcTpaxoM 1 KOMMNO3UTOPOM
C. MNpokodbesbim. LLlaxmaTHas napTua 34ech paccma-
TpVBaeTCA Kak «AnMHaMUyeckoe Npovi3BeAeHve», rae
NHTeNNEeKTya bHas MHTYULIMA UTPOKa TOXAECTBEHHA
TBOPYECKOMY aKTy XyAOXHMKa.

LLlaxmaTbl ABASKOTCA MCKYCCTBOM OPUTMHANbHBIM,
obHapy>xuBatoLLee cebs B AMHaMUYHOM GopMe Luax-
MaTHOrO NPOW3BEAEHWS, MPOUCXOAALLErO Ha riasax
ny6ankn. «MoANMHHOCTb LIAXMaTHOrO UCKYCCTBa CO-
CTOWT B TOM, YTO LUAXMaTHble NapTUK NPesCTaBAAOT
coboli Npov3BeeHs, CO3AaHHble CTPOMHOM Noru-
KOV 1 TBOPYECKOW CTOPOHOW MbILLJIEHWS YeNOBEKA»
[Wanwupo, 2004, ¢.287-292]. OcObeHHOCTbIO LWaxmaT

ABAAETCA POXKAEHUE ICTETUUECKNX NEPEXMNBAHUN,
KaK Y y4aCTHUKOB, TaK Y 3pUTeNel, MHTePeCyHoLLMX-
cs npoLleccoM. MirpoBas 3cTeTvka HaM4vecTByeT B
paBHbIX JONSX B TeaTPaNbHOM Urpe 1 B KpacoTe Luax-
MaTHOW NapTUW. ICTETUUECKYHO NPUTATaTENbHOCTb
waxmat otmetmna [.C. Kupuanosa: «¥Y nogo6HbIx
Urp HaNMYeCTBYHOT crielnduryeckme CBOMCTBA, Takme
KakK MacwtabHOCTb, KpacoTa npoLecca Urpbl, OTCyT-
CTBME WHBIX Liesiei 3a pamkaMu UTpoBOro npoLiec-
ca, NpodeccnoHanm3mM UrpoKoB, 3a UTO UX MOXHO
NPUYUCANTDL K MPOU3BEAEHNAM UckyccTBa» [Kupun-
no.a, 2016, c.3].

CroxeTbl, CUMBOJIbl B KapuKaType C NOMOLLbHO
KpaTKMX n306pa3nTenbHbIX eANHUL-MEMOB, MOTYT
BOCXOAWNTb K onpegeneHHblM apxetunam. J1.B. Lia-
ueHko, H.M. SinxaHckas, H.A. LlaLeHko BHeCn nHTe-
pecHbI B3rasg Ha A3blk KapukaTtypbl. PaccmaTpusas
rpaduyeckme n30b6paxkeHns ¢ OMOPUCTUYECKNM, Ca-
TUPUYECKUM COAEPKAHVNEM, OHM aKLLEHTUPOBaU B
paboTe GoKyC Ha MOTeHLMane NPUMEHEHNA NHTeNNeK-
TyaNbHO-MPOHMNYECKNX PUCYHKOB B NpenojaBaTeb-
ckon ancumnavHe: «K HoBol GopmMe KOMUYECKOro
PUYCYHKa MOXXHO OTHECTU N MEeM — eAVHULLY KyNbTyp-
Hol nHdopmauwmm» [LaueHnko, JinxaHckas, LlaueHko,
2015, c.9]. B kauecTBe Mema nccaegoBaTenu Npeano-
NaratoT BO3MOXHbIM CUMTaTb CUMBOJI, MaHepy 1 06-
pa3 AencTBUI, pacnpocTpaHaemble MeXAY NH0LbMMU
(KyNbTypHOE, aHTPOMOreHHOe NPOCTPaHCTBO) BEP-
6anbHbIMK, HeBepbHasbHBbIMW CPeACTBaMU, UCMOJb-
3yA TEKCTOBbINA, N306pa3nTENbHBIN A3bIK, MUMWUKY Y
xecT. KoHLenuuio Mema OHU B CBOKO OYepesb ne-
peHANN y COBPEeMEHHOro yyeHoro Puuapga JokunH3a
B KHUTe «3roncTuYHbIN reH» (1976 r.). Naea aHrani-
CKOTO 3TOJIOra 3aKk1ro4anach B CeAyoLLein aHanormu,
YTO KYNbTypHas MHPOPMaLMA COCTOUT U3 «MEMOB>
noso6HO ToMy, Kak Bronornyeckas — 13 reHoB. VIm
nogyepkmBaeTcs 0HLWHOCTb CBONCTB 060UX MHOP-
MaLMOHHbIX eAVHWL, K CenekLmm n Mytauumn B Npo-
LLecce CBOEro pasBuTLA. ITO CPaBHEHWNE MHTEPECHO
C TOUKW 3peHnst NKOHOrpadumn n3obpaxkeHns Lwax-
MaT, KOTopas 3BONFOLMOHNPYET, COXPaHAN apxeTu-
nnyeckne YepTbl, HO aZanTUPYACh K akTyasbHOMY
COLMaNbHOMY KOHTEKCTY.

O co3gaHmm 06pa3oB B UCKYCCTBE KapuKaTypsl
npekpacHo otMeyeHo B cTatbe J1.HD. JlIumaHckon. OHa
obpallaeTcs K NOHATUAM M NpobaeMam KyAbTypHO-U-
CTOPWMYECKOro apxeTuna, MOHATUIO Becco3HaTeNbHOro,
npobseme HeBepbHasbHOM NPUPOAbI NAACTUYECKOTO
A3blKa UCKyccTBa. [lns Hallero nccnefoBaHms LEeHHO
BHMMaHMe K NoHUMaHuto 3. Ppeligom MmetaMmopdo3
06pa3Horo fA3bika, MPUMEHAEMOTO XYAOXKHNKaMKU B
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KapukaType: «®peis nonaran, 4To niactmyeckmne
aedopmaumm TenecHbix 06paso., anorn3M MUMUKM
1 XeCTOB, NCMOb3yeMble B KapukaTypax, Nof06Hbl
MPOW3BOJIbHOW Urpe 0bpa3HO-NAaCTUUECKUX acco-
UMaumn B cHoBuaeHuax» [Jlumarckas, 2016, c.33].
®pelifoM OTMeUaeTCcs e4MHCTBO B 06pa3oBaHnm
o6pa3oB, byab TO COH, WK KapwkaTypa. Mprpoga
ABNIEHMA paccMaTpMBanacb y4eHbIM NposBAeHNEM
6ecco3HaTeNbHOro B YesnoBeke, obpas poxxzaancs
NPOW3BOJIbHO-aCCOLMATUBHBIM MyTeM, Pa3BUBasiCb
OT MbIC/IN K BU3Ya/IbHOMY BOMJIOLLEHMIO B CO3HAHUW.
K ocobeHHOCTAM Nof06HOro TBOPUYECKOro npoLiec-
ca Ppeing NpruUNCIAN e4UHCTBO HECOYETAEMOrO, TU-
nepboansaumto, NCKaxxeHus.

MoaTBep>kaaeTcs MbiC/b 06 YCNOBHOCTM Npes-
CTaBJIEHNst O MOPTPETHOM COOTBETCTBMM HaType B
nckyccrae 3. Flombpunxom «Jlmuo n Macka: Bocnpus-
Te GM3NOrHOMMNYECKOTO CXOACTBA B XKMN3HM U B UC-
kycctBe» (1982 1.). YnaBaumBaHue 3putenem nogobuve
n3obpaxaemoro npeameTa Uan SBAEHNA BO3MOX-
Ho 6narofaps BOCNpov3BeseHNto obLero Bneyar-
JleHVsl, NOJZ KOTOpOe NonajaroT Takume AeTanu, Kak
MWUMMKa, XeCTbl, MHble 0COBEHHOCTN BbIBPaHHOTO
obbeKTa. 415 HAaC BaXXHO NOHUMaHWE NAen O CXOZ-
CTBe 0bpasa c NopTPeTMPYEMbIM, KOTOPOE ONUpPaeTcs
He Ha JeTa/bHO YeTKOoe KOoMMpoBaHue obpasLa, a Ha
CUMMNATUYECKUIA OTKAMK, TENIECHYHO BM3YyaNbHYHO Ca-
MOUWZEHTUDUKALMIO MEXAY 3pUTeNeM 1 NpescTaB/eH-
HbIM 06pa3oM. Vimeem nm Mbl €10 ¢ MOPTPETOM UAn
Lwap>KeM, B l0O6OM ciyyae Mbl BUAMM nepes cobol,
npexJae Bcero obpas yesoBeka, a He CamMoro Yesno-
Beka. Jltoboe n3obpaxkeHne KOHKPETHOM IMUHOCTH,
ABNAETCA XYAOXECTBEHHbIM MPesoMaeHneM, He 064-
3aTesibHO KapukaTypHoe [J/InmaHckas, 2016, c. 33].

K Hanbonee n3yuyeHHbIM TMMam OTHOCUTCA NMOANTU-
yeckas KapukaTypa, oTpaxkatoLas colmanbHble TeH-
AeHUMM 1 acnekTbl BpeMeHW. Mpadukamum cosgatotcs
obpasbl IMAEPOB MUPOBbLIX AEP>KaB, BOMJIOLLEHHbIE
B KapuvkaType 3a Urpoii LwaxmaTbl, KOTOpPble MOXHO
OTHECTM K TPaANLMOHHBIM. CTOUT BCMOMHUTb MHO-
>KeCTBO paboT pa3HbIX IET, OTHOCALLMXCA K N306pa-
XeHuto HanoneoHa |, KoTopbli yBaekancs urpor Ha
NPOTSXKEHWE JONTMX NIET XU3HW. [pucTtpactme K Wwax-
MaTaM JeiCcTBUTENbHO NpocaexwmBaeTcs y boHanapra
BO BpeMs ero noxogos B Ervnert, Poccuto u MonbLuy.
VrpoBsoii Habop conpoBoXaan MMMepaTopa Takxke
BO BpeMs NpebbiBaHWs Ha ocTpoBax dabba, CBATOM
EneHe. [laHHbIV CHOXET Gbl1 XOPOLLO UCCIEeL0BaH B
NCKYCCTBOBEAUECKOM Hayke baarogapsa Tomy, 4To
B OCHOBHOM Kaca/cs XXWBOMUCHOTO BOMJ/IOLLEHNSA
Tembl. BbigensatoT 06bIKHOBEHHO HECKOAbKO TUMOB
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n3o6paxkeHnin. K nepBoMy OTHOCUTCS TUM PUCYHKOB,
npeacTaBAAoLLMX MMMepaTopa 3a UrPoi CO CBOMMMU
6AM3KMMU APY3bAMM, K APYTOMY — UAKOCTPALUN CUM-
BOJINYECKOrO NopaxkeHus nam nobeasl HanoneoHa B
nrpe. Cpean kapukatyp XX cToneTns Mbl 3HaKOMUM-
cs c npoun3BeseHnemM AHTOHU Pasoroct-YHexoBcKuiA
(1903-1976) «HanoneoH, nrparoLmin c aBToMaToM»
(1956 r.). PaboTa rpaduka onnpaeTca Ha peanbHble
cobbiTvs. Bo Bpems HaxoxaeHus HanoneoHa B 3amke
LLleH6pyHH (1809 r.) cryxumn neiib-mexaHuk Voram
MesnbLenb, NPUOBPETLLNIA CO3AaHHbIN BosbdraHrom
KemneneHom waxmaTHbI aBTOMaT. HblHe U3BeCTHO,
yTO yCrex paboTbl aBTOMaTa 3ak/o4ancs B XMTpPo-
YMHOM YCTPOWCTBE, MO3BO/IAIOLWNM UM HE3AMETHO
yNpaBAATb HAaCTOALLMM LWaxmaTucTaM. B npescras-
NeHHoe BpeMsi HamoneoH noxenan Ucnbitath CBOE
MacTepCTBO W Cbirpan NapTUo C aBTOMaTOM, Npow-
rpaB emy. [pesnonoXnTenbHO NPOTUB MMMepaTo-
pa BbicTynan MoranH Anbraiiep. Pasmepbl aBTomata
N KYKJ/Ibl B TYPELKOM KOCTHOME, NCMOJIHEHHOW B Ye-
NloBEYEeCKMI POCT, MO3BOASAN LaXMaTUCTaM Hesa-
METHO ynpaBasTb GUrypaMu Ha LLaxMaTHOW JOCKe.
YHexoBckui n306pasmi HanoneoHa B npoLiecce urpsbl
B MPOCTOPHOM 3aJjie 3aMKa, OKPY>XEHHOIro MHOro-
UNCNEHHBIMW NPUABOPHBIMU KaBasepammn 1 gama-
Mu. Purypa nmnepaTopa nokasaHa B HEYBEPEHHOWN
nose, B €ro JuLLe HeT PELLUTENIbHOCTW, CTO/Ib CBOW-
CTBEHHOW ero M306paxkeHnsM Ha nose 6paHu. Xy-
JOXHVK MPOHU3NPYET Haj MONOXKEHVEM YenoBeka
He3aypsAHOro, 061e4eHHOro BAaCTbiO, O4HAKO He
CNOCOOHOro NobeAnTb B Laxmatbl baarosaps O4HOM
NNk cOBCTBEHHOM BOsle U XxpabpocTn. Obpas cum-
BOJIMYECKMN Mepesan He CTONbKO NOopaXxKeHWe IMUYHO
HanoneoHa, a yuacTb 1t060ro yesoBeka cnocobHO-
ro B onpezeseHHon 061acT, YTo He rapaHTmMpyeT
€My yCneLHOoCTb B Apyron. Hapaay ¢ 3Tum npoHums
KapukaTypbl NOAYEepKMBAET, YTO NMPUCYTCTBYHOLLME
nepcoHaxu, BKItoYas HanoneoHa, bbiin BBeAEHbI aB-
TOMaToM B 3abayxzaeHune, ybexaeHbl, UTO OH Urpaet
NPOTWB MaLUMHBbI. VIM 0CTanock He JOCTYNHO CO3Ha-
HVe NOAMEHbI, ABIEHHOE XYAOXHWKY 1 ero 3puTenam.

Monntnyeckas cMMBOAMKA B KapukaTypax Ha
LaxMaTHYHO TeMy NPOsiBAEHa Pa3BUTMEM aHaNOrUK
npoLiecca Urpbl C BOEHHO-MOANTUYECKON AeATeNb-
HOCTbIO MO 3aBOEBaHMIO Mupa. KapukaTypa BeHrep-
cknx kapukaTypuctoB Anownca [epco (1888-1964) n
Omepwn Kenena (1896-1978) 1933 ropa npeacraBns-
eT 0bpasbl IMAepoB 3anagHbix cTpaH A. Mvtaepa n
B. MycconuHu, aBasroLmxcs BONIOLLEHNEM CUMBO-
na $alncTkon AmkTaTypbl. [epcoHaxm n3obpaxeHsi
3a LIaxXMaTHbIM CTOJIOM, 3@ KOTOPbIM OHW BbIFNAAAT



He CTONIbKO MPOTUBHWKaMK, He OCMapuBaroLLMMu
B1aCTb APYr Y ApYra, CKOJbKO COpaTHMKaMM 3a CTO-
oM neperoBopoB. VIx nnua obpalleHbl Apyr K Apy-
ry, a C/IOXKeHHble BMecTe pyku oba 0610KOTUAN Ha
CTOJ, CJIOBHO B MPeABKYLLUEHNN Cepbe3HON Becespl.
Komno3unums HanomMmHaeT 3puTesto O TOM, YTO Mo-
NINTVKa BOWMH peLlaeTcs He TObKO Ha MoJISX cpaxe-
HWI, a TakXe B XOZ€e NePEroBOPOB 1 YPEryIMpOBaHmWs
B3aWMHbIX MHTEPECOB MUPOBBIX AepPXKaB.

B 1952 r. no noBoay cBep>KeHWsa npoaMepuKaH-
CKOTo npaBuTenbCcTBa B VipaHe nosbckuii rpadumk
E. 3apy6a (1891-1971) B »xypHane «LLUnnnbkn» nsaa-
eT NOANTMYeCKyHo KapukaTypy «He faet Ham nrpatb
B LIAaxXMaTbl» NPeACTaBAAIOLLYHO HaM KOMUYecKune
06pa3sbl ABYX HE33ZauUNMBbIX LLAXMATUCTOB, CUMBO-
nmsunpytowmx CLIA v bputaHuto (Ha ronoBHbIX y6o-
pax oboux cooTBeTCTBYHOLLME dnarm rocyaapcts). Mx
UrpasbHyto JOCKY ONPOKWAbIBaeT bosiee BbICOKas no
CPaBHEHUIO C HUMU dUrypa, NpeAcTaBAstoLLas coboin
obpa3 npaHLa B HauMoHanbHOM KocTioMe. E. 3apy-
6a ABNANCS CO3AaTeNIeEM HEMAJIOTO UMCaa NMoJobHbIX
MOSINTUYECKMX KapuKaTyp, Tak Ony6AnMKOBaHHbIA UM
pucyHok «Llaxun Ha naxun» B «Lupronmk Bapluascku»
1931 r. cTaHOBWTCA 06pPA3LLOM aHaNOTMYHOrO Npu-
MeHEeHUA LaXMaTHOW CUMBOAMKM B CaTUPUUECKOW
neyatu. [lpyroe 3ByyaHune WaxmMaTHbIA NOeANHOK
npuobpeTaeT B KapyKkaTypHOM M306paxeHnm «PpaHLy
®uwep 1 NoaT JlecbMsH 3a WaxmaTtamu». [epou ca-
TMPbI — 3KCLLEHTPUYHBIA BHYK HarmoJ1€O0HOBCKOTO re-
Hepasna, apyr rpada MNotoukoro PpaHTrwek Puep,
a ero NpPOTMBHUK - MOAbCKWIA NO3T bonecnas Jleckb-
MsH. Obpa3bl NepcoHaXxen AeMOHCTPUPYET HaM ZBa
Tnna nrogen. MNMepBbli — NCMONHEHHbIV 340PO0BbS,
ONTUMM3Ma, BOMOLLEHHBIA KPynHOM Gurypoit du-
wepa, N BTOPON TUM — MePCOHaXK COMHeBatoLLero-
€S, MOPaNbHO CIOMJEHHOrO YesnioBeKa JlecbMsiHa,
ybs cyabba B GMHAHCOBOM OTHOLLUEHWUW pa3BuBa-
nacb rnyboko gpamMaTuyHo.

KapwvkaTypa paccmaTpuBaeTcs Hamu npouv3eese-
HMEeM aHaIorMYHbIM TEKCTOBOMY, UTO KOHLIEHTpUPYeT
BHVMMaHVe Ha NpuCyLLIEeM el cneumdnyeckom obpas-
HOM f13bIKe. A3blK MCKYCCTBa BO MHOTMX rOCYAapcTBax
3HaKOMbIX C @HTUYHOW W XPUCTUAHCKOW KYNbTypOU
WHTepHaLmMoHaneH, cbopMMpoBaa CBOW MOHATHblE
KaXKZloMy uYeHy obLLLeCTBa NPOCTENLLNE 3HAKW 1 CUM-
BO/Ibl. OBLUMPHBIA SMOLIMOHABHbIA CNEKTP YyBCTB U1
HEKOTOPbIX CIOXHbIX aBCTPaKTHbIX MOHATWIA BOMAO-
LaeTCs MPUBHECEHNEM <TOBOPALLMX» AeTanei: Karn-
N NOTa, cTekatoLLme co Nba 1 LUIMPOKO pacnaxHyTble
rnasa — nNpw3sHak cTpaxa, n3obpaxkeHne CbinatoLLmnX-
CA U3 1133 UCKP - NOCNEACTBUE MOTPSACEHNSA, HOTHBIN

3HaK HaNmoOMMHaeT O My3blke, CepALEe TPagULNOHHO
O/IMLLETBOPSET NHOOOBb, a CKE/ET U BETXWI CaBaH —
obpa3 cmepTn. B cnocobe Bocco3gaHnm SMOLMOHab-
HOrO COCTOSIHWS NepPCOHaXa CyLLLEeCTBEHHbIM ABASETCS
BbIOOP XYAOXXHUKOM LUTPUXOBKM, XapaKTep ANHNN
WM NSATHa (LBETOBOW akLeHT). PaBHO AMHaMK3M U
CTaTVKa 3MOLMOHANIbHOIrO MPOSABAEHUSA — THEB UK
pa3gyMbe CcnocobHbl 6bITh BblpaxeHbl 6aarogaps
cune, YacToTe U XapaKkTepy LTpmxoB. B ocobeHHo-
CTV rpaduyeckoe 4yBCTBO INHWUM CBOMCTBEHHO ApY-
xecknm wapxxam HO.B. FO3enuyka (ok.1900-1943)
«poccmerictep Muxamn boTBUHHMK», «[poccmeint-
ctep Mpuropuin NleBeHdu» (1940 r.), nan U. Coko-
nosa (1921-0k.1980) «AtakyeT Tanb!», B KOTOPbIX
NnopasnTeNIbHO YeTKO CO34aHbl IKCMPeCcCcuBHbIe 06-
pasbl NPy NOMOLLY 6€30TPLIBHOTO MOLLHOFO KOHTY-
pa. TexHvKa pucyHKa, NpYMeHeHne onpeaeneHHbIX
cocTaBasoLLMe n306pasnTenbHbIX CPEeACTB UCMOb-
3YHOTCS B UCKYCCTBE KapuKaTypbl ANs1 BU3YasbHOMO
yKa3aHWA Ha ABWXXeHWe NepcoHaxa, TPaeKTopuIo ero
HanpaB/ieHNsA. 3HaUMMYIO POJb AN ONpeseneHuns
JLYXOBHOTO MUpa YeNoBeKa, CEHCUTUBHOW Bbipasu-
TENIbHOCTU UTPatoT TEXHUYECKME SNEMEHTbI TBOpYe-
CTBa, 0bHapy>X1MBaeMbIli MeTOs,

MpaKTMyeckn NOCTOAHHBIA U HEOTbEMAEMBIN MO-
TVB B pacCMaTpvBaeMblxX KapukaTypax — CTONKHOBe-
Hue 6enbix 1 TeMHbIX duryp. Yto nHTepecHo, durypkm
Kak B M300pasnTesIbHOM UCKYCCTBE, Tak B UCMOJb-
3YIOLLMXCA B 4ENCTBUTENbHBIX UTPOBbLIX Habopax, He
NPVHLMNMANABHO CO34at0TCs BeNbiMU 1 YepPHbIMM, Kak
3TO NMPWHATO B PEYEBON 1 NPaKTUKeE, CNeLmanbHON
nvtepatype. B yuebHbix nocobunsax rosoputcs, Ha-
npumMep, «4epHble MPOV3BEN POKUPOBKY», «PUaH-
KeTTMpOBaHWe 6es0ro CIoHa», «MNPOU3OLLIO B3ATUE
6esnori newku». MNprMeHsieMble peyeBble GOpPMyn-
POBKM A0OBOJILHO YC/OBHbI. Habopsbl lWwaxmaT npew-
MYLLECTBEHHO COCTOST M3 CBET/bIX (benble, 6exeBble,
LiBeTa CJIOHOBOW KOCTU) 1 TEMHBIX (YepPHble, TEMHO-KO-
pu4yHeBble, KpacHble) durypok. OcobeHHO goporue,
noZapoyHble Habopbl, KOTOPblE NPENOAHOCUANCH
3HaTHbIM BeJIbMOXaM, ngepam rocyAapcTs, B pasHble
BpeMeHa UCMOHAANCL U3 pa3HOOHBPa3HbIX MaTepu-
anoB (CI0HOBas KOCTb, ManaxuT, Gapdpop) 1 LiBETOB.
HekoTopas BoabHOCTb rpadukoB npu n3obpaxe-
HWUK UrpoBoro Habopa 1 BbIGOP KoNopPUTa GUrypok
He AB/AETCsA 3aBeLOMOW OLMOKOW. 3TO B MepBYyHO
ouepesb KacaeTcs XMBOMUCHbIX NPON3BEAEHNI 1
LBETHOW rpaduKkm, YTO Mbl OBHapy>KMBaeM B Kapw-
kaType A. B. baxxeHoBa (1904-1973) «Xog c1IOHOM»,
rae Mactep NpesCcTaBu XenTble 1 YepHble Gurypbl
y urpokos, a M. bepe3oscka B pabote «LLax, mat!»,
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K KOTOPOW Mbl y>Ke obpallannck, obe paboTbl 1956
roga, — CBeT10-KOPUYHEBbIE N CBETI0-OMpPIO30Bble
buUrypbl, BO3MOXHO M306pa>karoLLive POCKOLUHbIe
Habopbl 13 sHTaps 1 HedpwTa.

B nosMTrueckon oTeyecTBEHHON 1 3apybexKHON
KapwukaType waxmMaTtbl —CUMBOJ/Ibl apMUIA NPOTMB-
Huka. Obpasubl NnpousseseHuii J1.I. ianuHreopta
(1902-1979), A. T. Bebepa (1893-1990), b. Llennexa
(1926 r.p.), B.E. Edbnmosa (1900-2008) gemoHCTpmpy-
tOT NpefaHnemM GUrypkam aHTPONMOMOPPHbIX YepT,
n306paxeHneM Takmnx GUrypok B BOEHHOM, 6O Ha-
LMOHaIbHOW OZeX/e, YTO MPU3BaHO caenaTtb obpas
Hanbosee CUMTbIBaEMbIM U OBOCTPUTL CYTb MEXAY-
HapoAHOro KoHdankTa. [padrkamm yacto Ncnosb-
30BaJICs CUMBOJ1 KOPOHbI, KaK NMPU3HaK LLIaxMaTHOro
kKopons. KopoHa saBasieTcs B KapuKkaTypax atpuoy-
TOM, KOTOPbIM MPOHNYECKM BEHYaOT nobeanTens
MWPOBOroO MepBEHCTBA, 3TO BOM/OLWeHWe nobeapl,
HenpepekaeMoro NMAepcTBa Ha LWaxMaTHOM npe-
ctone. NogobHble aHanornm NPAMO AeMOHCTPUPYIOT
HeLLyTOYHOE OTHOLLEHWNE K HOLLIEHUIO TUTYNa YeM-
MMOHa MMpPa, BaXXHOCTb MOA06HOrO COPEBHOBAHMSA
B rnazax obuectsa. [prmepom cay>xmT wapx «Hu-
ubs» (1933 r.) O. KO3enuyka, rae M. botBnHHMK 1 C.
®nop 6ykBasbHO BbIpbIBAOLLMMU APYT Y Apyra U3
PYK KOpOHy. B pabote b. EpnmoBa «B 6011 3a nep-
BEHCTBO Mupa» (1948 r.) npeacraBaeHO CTONKHOBe-
HMe ABYX CPaXKatoLMXCs CTOPOH nog dnaramm CLUA
n CCCP, ycTpeMaaroLWwmxcs Ha NeperoHkn K LLeHTpy
KOMMO3ULNWN, TAE XYAOXKHWK Ha NbeAecTane npes-
CTaBW KOPOHY, OT KOTOPOU UCXOAUT TOPXKECTBEHHOE
cnsaHme. VI npotnBobopcTBo, n3obpaxkeHHoe Edu-
MOBbIM, BbI3bIBAET B NaMATV aHaNOTNHO C BUTBOW Pbl-
Llapen-KpecTOHOCLLEB U CapaLlHaMM 3a CBALLEHHbIN
lpaanb. B poan yalum BbICTyNaeT BOXAENEHHbIN 06-
pa3 KopoHbl. K npumeHeHunto 3Toro cumeona B 1972
rogy obpaluaetcsa X. MNMetypccoH (1916-1977) cpazy
Ha HeCKONbKMX KapuKaTypax M3 LiMKna, Ha OAHOM
13 kotopbix b. Cnacckuii n P. duwep n3obpakeHsl
nepeTArvBatoLLMMU KOPOHY. PUrypbl LWaxmMaTuCToB
NpeACTaBieHbl NeXall MMM Ha 3eMJ1e, OHWN OTTasKu-
BarOT APYT ApYyra pykamu 1 faxe Horamu B MonbIiTke
yAep>kaTb KOPOHY B COBCTBEHHbIX pyKkax. KapvkaTypa
BOCMPOV3BOANT MNPOBOANMOE /IBYMSA BblAaroLLMMU-
€Al CNOPTCMEHaMU peLunTenbHoe NPoTMBOBOPCTBO.
MNobena B ueMnumoHaTe ABAANACH A/ KaXA0ro ro-
CyZlapcTBa B Nepuog XON0AHOW BOMHbLI MPUHLUMAN-
aNlbHOM, N 3Ta PeLnMOoCTb, HECKOMAPOMUCCHOCTb
COBBITUI UFPbl MacTEPCKUN NepesaHa XyL0XKHUKOM.

He meHee Bbipa3nTenbHO co3gaHbl Mx 0bpasbl
MeTypccoHoM B cneaytoLlein paboTe, rae COBETCKMM
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N aMepUKaHCKMI LaxMaTUCTbl M306paskeHbl BEPXOM
Ha sIoWaaax, Kak u nx cekyHaaHTbl, 1 P. duiiep 3a-
HpacbiBaeT 1acCo Ha KOPOHY, HAaXOAALLYOCA Ha ro-
nose b. Cnacckoro. B 3aBepLuatoLLeit paboTe Lmkia
NCNaHACKUIA MacTep npeacTaBua nobeautens P. du-
Wwepa B 0bpase cpesHEBEKOBOrO pbiLlapsa B AaTax v
BOEHHOM Jlocriexe, OfHOM PyKOW, ONMparoLLEerocs Ha
Mey, a Apyrov — BeHYaroLero cebs kopoHon. CHoBa
Mbl O6Hapy>unBaem BonaoLweHne obpasa WwaxmaT-
Horo koponsa y xygoxHuka V.. Mruna (1910-1975)
1951 roga, korga Ha KapukaType 6bla n306paxkeH
YBEHUYAHHOro KOPOHON M. BOTBMHHMUK.

CroxeTbl LaxMaTHbIX Kapukatyp XX ctoneTms Bo
MHOFOM WHTEPECHbI CBOEV NCTOPUYECKOWN 3HAUMMO-
cTbto. [Mpw Bcem boraTcTBe A3blka XyAOXKECTBEHHbIX
anneropui, 3Tm paboTbl NPenMyLLECTBEHHO MNOCBS-
LLeHbl COBPEMEHHBIM COBbITUAM, KOHKPETHBLIM CMop-
TMBHbBIM Y NMOAUTUYECKUM cuTyaumam. MNpexae Bcero
KapukaTypbl 4EMOHCTPUPYHOT CTONKHOBEHMS, CpaB-
HWMbIe C arpecCcMBHbIMU BOEHHBIMUW AENCTBUAMM
(nonnTnyeckasa KapukaTtypa), pblLapckumM TYPHUPOM,
noeAnHKOM (CMOPTUBHbIE WapXwn). B nepesom cay-
Yyae NojuYepKMBaETCA 3axXxBaTHNUECKNN, Bpaxaeb-
HbI XapaKTep UrparoLLmx, LMHUYHOE OTHOLLEHME K
Urpe, NoAO6HO CaTUPUYECKMM PUCYHKAM BEHTePCKUX
rpadukos 3. KeneHa, A. Jepco, noAbCkMx MacTepoB
B. Llennexa, E. 3apybbl, aHrnnyaruHa J1. iaanHreop-
Ta n Apyrux.

TpakToBKa Luaxmar B lyxe BOEHHOro MPOTUBOCTO-
AHWS, TAe «MaT» 03Ha4yaeT CUMBOIMYECKYHO CMEPTb
NPOTMBHWKA, OMpaBAaHa cCaMoOW CTPYKTYPOM Urpbl.
TeopeTnyeckn Liesibto Urpbl CTAHOBUTCA MOJIHbIN
pasrpoM NPOTUBHWMKA, rMbenb ero rnaBHou GUrypbl.
Beab Hepapom cama urposas focKka npescraBasna
BOEHHOE MoJie AelCTBUI, a pa3inyHblie GpuUrypbl —
poZbl BONCK. KOHb 1 CIOH n306pakatoT KaBaseputo,
BOEHHbIX C/IOHOB, TOXe OTHOCUTCA K Nasbe (Typa).
CB#3b WaxMaT C BOEHHbIM UCKYCCTBOM MPOCAEXM-
BaeTCsA Ha ypOBHe 3TMMONOrUK nMeH duryp. MNpe-
X/Ze BCero camo noHsaTMe «MaTa» B LaxmaTax, uto
6yKBaNbHO NepeBOANTCA C apabCKoro Kak «CMepTb».
OTMeuvatoTCs pasvyHble UCTOYHWKM BO3HUKHOBE-
HWS UTPbl U ee aZlanTalnm B pasHbiX rocysapcreax
C ApeBHOCTW. Tak, durypa B page CTpaH n3BecTHas
KakK C/IOH, B €BPOMENCKNX rocysapcTBax MMeHyeT-
€A enuckonom (nep. ¢ aHra. «Bishop»), kKoHb — pbi-
uapb, BcagHuk (nep. ¢ aHra. «Knight»). ®urypa dep3as
(MVHWCTP, BM3NPb, COBETHMK) NOCTENEHHO 0bpaTtu-
Nlacb B KoposieBy (nep. ¢ aHra. «Queen») B eBpO-
nemnckmnx rocysapcreax. VIHTepeceH n obpas nagbu
Y pa3Hblx HapogoB. Purypa nmeHyeTcs Takxe Ko-



pabsib, ballHsA, 3aMOK, KosiecHUUa. Kak Mbl BUAUM,
XOTs Ha3BaHWS PasNnyHbl, GUrype NpUCyLL, BOEHHbI
060poHUTENbHBIN XapakTep. OH croxuacs baaroza-
PS Ha3BaHWIO «PyX», BOCMIPUHATOrO U3 BOCTOYHbIX
CTpaH, rae Pyx sBasnacs MUdONoOrnyeckom NTmuen.
B kynbTypax, He 3HaKOMbIX C NOAOHBHON CUMBOAN-
KoR, 0bpa3 TpaHCHOPMUPOBaACA UFPOKAMMU UCXO-
A5 13 3ByYaHus. Hanbonee NocTosHHbIE CUMBOJIbI B
LaxMaTax — 3TO KOpoJb v neluka. HenocpeacTBeH-
Hoe obyuyeHue WaxmaTtaM 0H603HauyaNo OCBOEHMe
OCHOB MpaBJieHMsA roCyAapCcTBOM N BeJeHne BO-
€HHbIX JeNCTBUI, ABAANOCh HEOOBXOAVMBIM B Py
ob6pa3zoBaTebHbIX AUCLUUMANH Y FOHBIX MHANNCKAX,
nepcuaCKuX npaBuTenel gpesHocTu. MNokasaTtesbHa
¢dpasa cacanmackoro npasutensa lll Beka Apaalumpa
ManakaHa: «<CTpaHHO MHe BUAETb NaguLlaxa, KoTo-
PbIN He ymeeT urpatb B Waxmatbl. Kak xe oH 6y-
AeT ynpaeaatb LapctBoM?» [ABepbax, 1992, c.173]
CX0ACTBO BOMHbI 1 LLIAXMaT MOXHO Y3peTb B YCTO-
ABLUMXCA NMpejcTaBaeHnsx o bopbbe. Arpeccus B
CLEHapun BOWHbI, Tak M B UITPOBOM €€ BOTJIoLe-
HWUM CAMBanach B eAUHBIA 06pa3, ogapuia 6oratbim
MOTEeHLMaNOM CMMBOAN3M NOJNTUYECKOW KapuKa-
TYpbl Ha TEMy Luaxmar.

B xope nccnenoBaHmsa Hamu Hblia peKoHCTPYU-
pOBaHa 3BOJIOLMA WaXMaTHOW TeMbl B M306pa3u-
TE/IbHOM WICKYCCTBE: OT HPaBOYUNTEIbHOW aIeropum
CpeZHeBEKOBbS O OCTPOM NONUTUYECKOWM CcaTUpbI
HoBeliwero BpeMeHU. Mbl 06HapY>XXuau NpsMyro
B3aMMOCBA3b MEXAY NTEPATYPHbIMU U BU3Yyasib-
HbIMU OBpasamu, KOTopble Ha NPOTAXKEHUN BEKOB
bopmMrpoBanM eAnHbIN ceMmoTnUeckmia naact. Lax-
MaTHas Jocka B KapvKaType BbICTyMaeT Kak «MaHZzana
MUpa» — MOZe/Ib PeanbHOCTW, B KOTOPOW cyban-
MUPYHOTCH BOEHHbIe KOHOIMKTbI, NFOOOBHbIE Ay3-
NN W MHTennexTyanbHble TpuyMobl. CoxpaHss CBOO
aKTyaNbHOCTb, LIaxMaTHas TeMa MPOAOAXKaeT BAOX-
HOBJIATb COBPEMEHHbIX Xy0XHUKOB, Npeanaras um
6oraTblli apceHan CUMBOJIOB A1 OCMbICIEHUS CIOX-
HOCTW YeNIOBEYECKOrO ObITUS U rNobanbHbIX UCTOPU-
YeCcKMX NpoLieccos. LLlaxMaTHbIN NoeAnHOK cnocobeH
BOMJIOLLATb KY/bTYpPHOE, CMOPTMBHOE OTHOLLEHME

K bopbbe 3a MHTeNNeKTyaNbHOEe NPEBOCXOACTBO. B
[AHHOW CUTYaLMK XYAOXHUKY MHTEPECHO COMOCTaB-
NleHVe XapaKTepoB UTPOKOB, UX UHAMBUAYaNbHO-
CTW. Y6eanTeNbHO AEMOHCTPUPYHOT 3TO Wapxu FO.H.
FOzenuyka, .H. KoBaHoBa (1932 r.p.), X. lNeTypcco-
Ha (1916-1977).

Vcnonb3ys nprmMepsl U3 oTe4ecTBEHHOW U 3apy-
HEXHON XYL0XECTBEHHON NPaKTUKW, Mbl UCCIEA0BANN
bOpPMUPYHOLLYHOCSH KOHLLEMLMIO TEMbI LLAXMaT B U30-
H6pasnTeNbHOM UCKYCCTBE: OT BOEHHOW M NOAUTUAYE-
CKOW MHTepnpeTaumm 40 06pa3oB JHOOOBHOM UrpbI.
MbI nonbITaANCh PacKpbITe 0OPa3HbIA CUMBOAN3M
LaxMaTHOW KapukaTypbl. bbiiv npoaeMoHcTpmpo-
BaHbl KOHKPETHbIE MPUMEpPbI, Takie KaK LWaxMaTHble
burypsl, KapvkaTypHble MOPTPETbI KOHKPETHbIX INY-
HOCTel 1 bonee COXHble PaboTbl, BOMAOLLaOLMeE
CeMaHTUYeCKMe anaro3nm C U306paKeHNAMN Ly3-
e, BOVH, TOBOBHbIX CPaXkeHUM 1 NOJANTUYECKNX
KOHGANKTOB. bbl10 BbISIBAEHO NpPsSIMOe B3aMMHOe
B/NSHME INTEPATYPHbIX N N306pasnTesbHbIx obpa-
30B ApYr Ha Apyra Ha NMpPOTAXEHUN MHOTMX JIET, UTO
Mbl CUMTAEM NEPCNEKTUBHBIM HarnpasJeHNeM Aaslb-
Henwmnx nccneaoBaHni. Tema Wwaxmat npojosiKaeT
npvBAeKaTb COBPEMEHHbIX XYAOXHUKOB, COXpaHss
TeM CaMbIM CBOK aKTyasbHOCTb. LlesoCTHbIN Mex-
JAyHapOAHbIN N306pa3nTeNbHbIN A3bIK KapuKaTypbl
C OAVHAKOBbIM YCTMEXOM UCMONb30BaCs A/ UIHO-
CTpaLmmn peasbHbIX 1 MeTahopUUECKMX LaxMaTHbIX
ctoxxeToB. CnekTp BO3MOXHOCTEN MCMONb30BaHUA
LIAaXMaTHbIX CMMBOJIOB B MHTeprpeTaLMm npon3Be-
JAEHNIN UCKYCCTBA BAOXHOBASIET MHOTMX XY0XHUKOB
HaLLEero BpemMeHu, MpesocTaBss WMPOKOe none Ans
JanbHelLero aHann3a B 061acT UCKYCCTBOBEAEHMS.
Cpeam HUX MOXHO YMOMsIHYTb Takue OpUrMHasbHble
paboTbl pasHbIx seT, kak «Lax n mat» (1950) Buei-
pbl ga Cunesbl, «Waxmatbi» (2013) NpwHbl 3aTynoB-
ckol, «<Ffambut» (2019) AHactacum JIuTBMHOBOM. Bee
3T 1 Apyrue paboTbl Ha WaxMaTHYH TeMaTuKy Mo-
CNeAHVX IeT 061a4at0T CIOKHBIMU U MHTEPECHBIMM
XyLOXKECTBEHHBIMU KOHLLEMNLMAMW, NMPeacTaBaeHbl Ha
psfe BbICTaBOK 1 BUeHHane v 3aCNy>KMBatoT BHUMa-
HWs npodeccnoHanos.
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