B TepMUHAX 1M HNOHATUAX «PuTOpMKM» Apucrorens, 4To CHOCOOHO YTOYHUTD ee CMBICI. [IpeBHe-
rpeudecknit punocod pasmmyan «oo1ye MecTa (TOMOChI)» i «4aCTHBIE SHTUMEMBI (3VTOCHI I POJBI)»,
nocyieHue 00pasylTCs M VUCIOIb3YIOTCA B I'PAaHUIIAX KAaKOTro-IM0O MCKYCCTBAa COITIACHO C €ro
BO3MOKHOCTSIMU, IIpU4eM, HA MOMEHT HAIMCAHMA TPAKTAaTa «OFHM [M3 HMX] y>Ke CYIIeCTBYIOT
B 3aKOHYEHHOM BI/e, a [PyTue ellje He MOTY4MIN MOTHON 3akoHYeHHoCcT!» (I, 2, 20-21). B po-
JIOBOM OTHOILEHMM STOT BU3Ya/IbHBII 9T0C HAWIYYLIMM 00pa3oM COOTHOCUTCS C AMUJEIKTIYe-
CKUM (XBa/sleOHBIM) KpacHOpeUueM, JiIsi KOTOPOTo, 10 C/I0OBaM APUCTOTEs, OOBIYHBIM CIIOCOO0M
ybexieHns ObUIM CpaBHEHNUE 1 IIpeyBenndeHue.

Alexander Sechin
Herzen State Pedagogical University of Russia, Russia

CUIRASSE ESTHETIQUE IN TERMS AND CONCEPTS OF ARISTOTLE’S RHETORIC

Cuirasse esthétique (fr., literally “aesthetic cuirass”) is a schematic image of the male torso which
can be traced back to the Canon (the Doryphoros) by Greek sculptor Polykleitos. Using K. Clark’s
definition of the nude in fine art as an art form invented by the Greeks in the 5th century BC
(i.e. during Polykleitos’ era) it is possible to treat Polykleitos’ torso as an ideal form of naked male
body in art, direct or indirect one (as the muscle cuirass is designed to mimic an idealized human
physique).

Clark believed that “it seems ungraceful in itself, and lacking in vitality” to the modern viewer,
albeit in due time it was admired by many Renaissance artists— Mantegnas images can serve
as a striking example of such admiration and imitation. Thus, cuirasse esthétique, on the one
hand, is in itself a mark of a certain aesthetic unity of antiquity and the Renaissance, while on the
other, separates the specified eras from artistic culture of the Modern times, despite the fact it was
popular, as we know, in the classicizing fine art in the 17th century and in Neoclassicism, and still
exists in Academism.

In our opinion, the cuirasse esthétique in antiquity became a standard device of iconic rhetoric,
and that may explain its wide circulation in art throughout long time. As such a device it can be de-
scribed in terms and concepts of Aristotle’s Rhetoric that might specify its meaning in more detail.
The ancient Greek philosopher distinguished “common topics (koinoi topoi), which may be applied
alike to Law, Physics, Politics, and many other sciences that differ in kind”, from “specific topics or en-
thymemes (eide and gene)”, the latter dealing with particular subject matter and, at the time of writing
of the treatise, “some [of them] already existing and others not yet established” (I, 2, 20-21). Cuirasse
esthétique as a visual topic (eidos) in the best way corresponds to the epideictic (laudatory) kind
of rhetorical speeches for which, according to Aristotle, a usual way of persuasion were comparison
and amplification.

lanmpanosa Oona AngapoBHa
Poccuiickuti eocyoapcmeenHolii eymanumapHulii ynusepcumem, Poccus

@uryparuBHbIe N300pa>keHNA U X MKOHOTpadryecKie NpOTOTHUIIBI
B IeKope 00KIaloK HO>KEeH U TOPUTOB U3 cKMPCKUX Kypranos IV Beka 1o H. 3.

Bomnpocsl nkoHOTpadum 1 MOUCK IPOTOTUIIOB M3006pakeHMIT Ha 0OK/Ia/iKax MpeIMeTOB Hapaj-
HOTO BOOPY>KeHMs 13 CKUQPCKUX KYPraHOB HEOJHOKPATHO IIPVBJIEKaIV BHUMAaHME JCCIeoBaTe-
nent. O6 srom nucamu b. B. @apmakosckuii, I. Puxtep, K. Maitep, K. llItenep, M. B. Pycsesa, npo-
BOJIS1 9TY pabOTy B OTHOIIEHNM OT/Ie/bHBIX IPEIMETOB MM PacCMaTPUBas MX B KOHTEKCTe 00111ero
PasBUTMA aHTMYHOTO MCKyccTBa. Hamle nccrenoBaHme HalpaBieHO Ha BBIABJIEHVE 3aKOHOMEPHO-
cTU B BbIOOpe 00pa3oB U MKOHOTPadUIeCKUX IPOTOTUIIOB.
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B xone moxmaza OynyT IIpefCcTaBIeHbl HAIJIAHbIE IIPUMEpPbI TOTO, KaK OIBIT MOHYMEHTA/IbHOII
CKYZIBIITYPBI aKTMBHO IIPOHMKAJ B TPAAMULMIO 37MaTOKy3HenoB IV B. o H. 9. VIkoHOrpaduyueckne
napauieny ux paboTaM Mbl HAXOMM B CKY/IbITypHOM fiekope IlapdeHona, xpama Acduner Huku,
OpexreitoHa, Xpama AnojuoHa B baccax, Tonoca B Onupaspe, Tepoona B Iénpbammm-Tpucce, I1a-
msatHuka Hepenp B Kcande, Massones B lamukapHace, B aTTdeckux Haarpo6busx. CpaBHeHMe
ClieH penbedoB 3TUX IAMATHMKOB C JEKOPOM TOPUTOB M HOXKEH IIOKA3bIBAeT, YTO, 3aMIMCTBYA
OIIpefie/IeHHBII MOTUB, MAacTep MOT OCTaBaTbCA CBOOONHBIM B OOIeil TPAaKTOBKE CIIEHBI M OT-
IenbHBIX GUIYp. B Ipyrux cmydasx Mbl MMeeM Je/o C ZOBOIBHO TOYHBIM KONMPOBAHVEM M3BECT-
HOJI MKOHOTpadumyecKoit cxeMbl. Harprumep, 3aMeTHO, 4YTO MacTep MaTPUI{bl BEPIMHCKOTO TOPUTA
Oonbie crefyeT cxeMaM C penbedoB xpama AnoioHa B baccax, o4ty KOmmMpyeT IOCTaHOBKY
buryp u HampapjeHNUs CKJIAJOK B pamypoBKax. Torja Kak MacTep feKOpa HOXEH JJOBOJIbCTBY-
€TCs1 JIVIIb HEKOTOPOJI CTeIIeHbI0 3aIMCTBOBAHS, HO B OCHOBHOM IIPOSIBJISIET B TPAKTOBKE CIOXKe-
TOB OOJIBIIYI0 HE3aBJMCYMOCTD.

Oyuna Galdanova
Russian State University for the Humanities, Russia

FIGURATIVE IMAGES AND THEIR ICONOGRAPHIC PROTOTYPES IN DECORATION
OF SCABBARD AND GORYTOI OVERLAYS FROM SCYTHIAN TOMBS
OF THE 4th CENTURY BC (CHERTOMLYC AND VERGINA GROUPS)

There are many publications about the iconography of images from Scythian scabbards and
gorytoi. B. V. Farmakovsky, G. Richter, C. Meyer, K. Stahler, M. V. Rusyaeva wrote about iconographic
prototypes of some of the pieces and in general context of art development. We examine the issue
to find consistent patterns of prototypes choice.

Our investigation illustrates, that convention pervaded from monumental sculpture into the prac-
tice of goldsmiths of the 4th century BC. We find both 5th and 4th century BC. prototypes: friezes
of the Parthenon, the temple of Athena Nike, the Erechtheum, the temple of Apollo at Bassae, the He-
roon at Gjolbaschi, the Nereid monument, the Mausoleum at Halicarnassus, the Tholos at Epidaurus
and Attic gravestones. By means of comparison between scenes from the sculpture and the scabbard
and gorytoi reliefs we can see that craftsman could use both just the same motive with loose render-
ing and pattern after familiar iconography pretty exactly. For instance, it’s noticeable that the author
of the Vergina gorytos’ matrix closely replicates figure postures and drapery folds of the frieze from
Bassae; whereas the author of the scabbard relief contents with only somewhat of a borrowing and
displays more latitude in representation.

Kudnmuna Oxcana AHaToIbeBHA
Mockosckuil nedazozuueckuil 20cyoapcmeentbili ynusepcumem, Poccust

PacTurenbHubie MOTUBBI B F0;KHO-UTATNIICKON Ba30OMMCI:
ITpo6nembl nccnegoBaHNA

B fmaHHOM MOKIajie pacCMaTpMBAIOTCA PAacTUTEIbHbIE MOTUBBI B CUCTEME POCINCHU H0XKHO-
UTAINICKUX KpacHOPUTypHbIX Ba3. Hambomee 6orato 1 cI0>)XHO OHM OBUIN 3a/Ie/ICTBOBAHBI C Ce-
penuubl IV B. 0 H. 3., C YTBepXA€HMEM B I0KHO-UTaNNIICKOI Basonucu PockomHoro ctud. Bme-
CTe C TeM IIBeTOYHbIe MOTVBBI M3y4eHbI Majio. OObIYHO IMIIYT BOOOIIE O PACTEHNN — JepeBe WM
nseTke. Ho npu o6peme marepuana — 6omee 20 000 Bas, u nocie maciutabHoit paborsr A. JI. Tpen-
Jle/lIa C KOJUIETaMI 110 OIPEJEIEHNI0 OCHOBHBIX LIEHTPOB F0KHO-UTAIMIICKON Ba3OMNUCH, BEJYLINX
MacTepOB, a TAaK)Xe XapaKTepPHBIX ClIeH, —HaJ0 MATU fAanblie. MOXXHO BBIZENUTD CAEAYIOI/e
BEKTOPBI.
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