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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o JIxoHorpaduyeckye mTyayu: 3aadeil HeMelKux uccnenosareneit XX B. (M. Moiipep, I1. fIko6-
cranb, X. bayMaHH) cTano comocTaB/ieHNe OTHENTbHBIX aHTUYHBIX M300paKeHUI PacTUTENTbHOTO
MIpa C ONVCAHVMAMM APEBHETPEYECKIX aBTOPOB VI OHOBPEMEHHO ¢ KOHKPETHBIMU (OpMaMul U3-
BECTHOV (Iopbl. B amymmilckux TpaKTOBKaxX IIBETOYHBIX MOTMBOB YTraJbIBalOTCA apales, posa
u Mak. [Ipo6nemoit ABIseTcsa U IpueM CTUIM3ALUN: TPedecKlie Ba3OMICIbl ObIIN CKIOHHBI K 130-
OpakeHVI0 “TMOPUIHBIX PACTEHMII, COYETABIINX 9TeMEHTHI pasHbIXx ¢popMm. Ha areiickom marepu-
asle — Hanbojiee XapaKTepHO COeNUHEHVe JIVINY, TPOCTHMKA U ITaJIbMbl — €T0 yOeIMTeIbHO BBI-
sBua JI. Mopra#. JI7s1 10)KHO-MTaMNIICKOII Ba3OIICH BbIeIMM KOMOVHALIVMM 13 [TA/IbMETThI, PO3bI,
apanen ¥ akaHTa — 3TO M3 aTTUYeCKOIl NMPAKTUKM, HO BCTPEYAIOTCsA JoOaB/IeHNs OT IUIIONIA, I'a-
IVHTA VIV JIVINY, @ KpOMe TOTO JIMK/OocT-1BeTOK. B PockomHOM cTute «TMOpUAHBIT» IIBETOK
BK/IIOYAeTCsl B (pUTypHble KOMIIOSUIIVIMN, B PsAjfie CIy4aeB OTTECHAS U 3aMeHssA aHTPOIOMOPQHYIO
durypy.

o CeMaHTMYeCKNMII aHa/IN3: MHOTO PaboT B CBsi3y ¢ KynbroBoi npakTukoit (I11. Kope, M. Hunbc-
con, V. Mypp, T.B. Llusbsin). B HacTosilee BpeMsi 3aTParMBarOTCA 1 CloKeThl ¢ 1iBetamut. J1. V. Aku-
MOBa CBf3a/Ia UX C MPA3gHMKOM, puTyanoM Opakocoderanusa. B 2007 r. Beimwra cratbsa H. Kot
O CIOKeTaX C IIBETKOM, BBICTyHaIuM ‘signe de grace” B aTTU4YeCKOil Ba3OINCH; MHOTOE 13 Ha-
OmofieHnit aBTOpa MPUMEHNMO U IS FOKHO-UTAIUIICKO Basomucu. Ha odepenn Takme CIOXKeTbl,
KaK oOpeTeHMe 1IBeTKa, BeHYaHNe, LIBETOK B HaNCKe, DpOT B cafjy. BoaMoxeH 1x aHanm3 B KOH-
TeKkcTe opduaMa — B CIOKeTax ¢ DPOTOM-IIEPBOOOIOM, U B KOHTEKCTe IIPas/iHUKa, HallpuMep, Maii-
cknx Onopanmmit vy Posammit. ViccnenoBanysa B 9TOM HaIlpaB/IeHNM MOTYT CYIIeCTBEHHO 0OOraTHTh
TPAaKTOBKY IAMATHMKOB MCKYCCTBA MOC/IENYIOIX 3II0X.

Oxana Kifishina
Moscow State Pedagogical University, Russia

FLORAL MOTIFES IN SOUTH ITALIAN VASE-PAINTING: PROBLEMS OF STUDING

The paper deals with study of floral motifs in the decor system of South Italian red-figured vases.
They have got the richest and the most elaborate interpretation since the middle of the 4th century
BC, with the adoption of Ornate style in the South Italian vase-painting. At the same time flower mo-
tifs have been little studied (only general information on a particular group of plants is represented).
But given the fact that the studied material consists of more than 20 000 vases after a large-scale work ac-
complished by AD. Trendall with his colleagues in detecting South Italian basic vase-painting centers,
leading masters, and also the main types of character scenes, it is necessary to go further. The follow-
ing vectors can be indicated.

o Studies of iconography: a simultaneous comparison of separate antique floral images with de-
scriptions of ancient Greek authors as well as certain forms of known flora (M. Meurer, P. Jacobsthal,
H. Baumann). In Apulian interpretations of flower motifs roses, poppy and aracea can be revealed.
The method of stylization can also be considered as a problem: Greek vase-painters were inclined
to depict “hybrid” plants including elements of different forms. The combination of a lily, a reed and
a palm tree is the most typical for the Aegean material — it has been convincingly revealed by L. Mor-
gan. For the South Italian vase-painting we should distinguish combinations of palmettes, roses, ar-
acea and acanthus —it comes from Attic practice, in addition ivy, hyacinth or lily can be observed
as well as combinations of faces or busts with flowers. In the Ornate style a “hybrid” flower is inclu-
ded into figurative compositions, in some cases pushing aside and replacing an anthropomorphic
figure.

 Semantic analysis: there are a lot of investigations dealing with cult practice (Sh. Joret, M. Nils-
son, J. Murr, T. V. Tsivjan). Nowadays flower subjects are also mentioned. L.I. Akimova established
their links with festive occasions, wedding rituals. In a 2007 paper, N. Kei considers scenes with flow-
ers as a “signe de grace” in Attic vase-painting; most of the author’s observations are applicable for the
South Italian vase-painting as well. The analysis of such subjects as the finding of a flower, wedding
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scenes, depiction of a flower in a naiskos, Eros in the garden (possibly in the Orphic context) repre-
sent next research steps.

Kikuna Hagexxma KoHcTaHTMHOBHA
Tocyoapcmeennuiii Spmumanc; Cankm-Ilemepbypeckuii eocyoapcmeennuiii ynusepcumem, Poccus

K BOIIPOCY O MOHATUN «l'[pOBI/IHIH/Ia}IbeIﬁ CTUIb»
B MCKYCCTBE Bocnopa IIEpBBIX BEKOB H. J.

[Tpobnema ctuneo6pa3oBaHysi — OffHA 13 MarXCTPaIbHbIX TeM UCKycCTBO3HaHMA. [Ipemochikm
VI YC/IOBYSI PAa3BUTHUS TAKOTO XY/I0XKECTBEHHOTO SIBJICHNSI, KaK CTU/Ib, 00CY>K/JAI0TCSl B HAYYHOI /TN~
TepaType Ha IIPOTSDKEHNUM CTONeTHil. VccmenoBaHus, IOCBAMEHHbIe «OO/NbIINM» CTUIAM B €BpO-
IEJICKOM MCKYCCTBE, COCTAB/IAIT MHOTME ToMa. OIHAKO 10 HACTOAIEr0 BPEMEHN /1A TaMATHUKOB
1300pa3nNTEeIbBHOTO MCKYCCTBA aHTUYHOTO MMpA OCTAeTCS He [0 KOHIJa pa3pabOTaHHBIM IIOHA-
TVIe «IIPOBMHIVIAJIBHBIN CTVIb», XOTA 3TO CIOBOCOYETAaHME MIMPOKO yIOTpeO/IAeTcA U, Ha MepBBIi
B3IJIAJ], B CWJIY OOMXOZHOCTY 3BYYaHVs, He TpeOyeT JOIONHUTEIBHOTO TEOPETUYECKOIO OCMBIC-
neHus. Tem He MeHee, IpeCTaB/IACTCA NMPUHIUINATBHO BAXXHBIM JIaTh OIpefie/ieHNe 3TOMY pas-
MBITOMY HOHATHIO, Pa3paboTaB [yId HETO CTPOIVe KpUTEpUNU ¥ BbIOpaB TOYHbIE (POPMYIMPOBKIL.

B paccyxeHnax o6 uckyccTBe aHTMYHBIX roponoB CeBepHoro IIpydepHOMOpPbS, BOSHUKIINX
B ITyXOJl IIPOBMHI[UY aHTUYHOTO MUPA, CTU/IEBbIe KaTeTOpUN IOAPa3yMeBalOT BK/IIOUEHNE B 00-
Ijee Pyc/Io IPUHIMINAIBHO Pa3HBIX COCTAB/IAIOMINX: COOCTBEHHO aHTMYHOM, TPEYeCcKOil B CBOEII
OCHOBE, I MECTHOJM BapBapCKOM, JaZeKoil OT SJIMHUCKUX IIPeACTaBIeHUII O KpacoTe, upeasne
U TApMOHUA.

[ToguepkuBas TO CyLieCTBEHHOE 0OCTOATENBCTBO, YTO «IIPOBMHIMATBHOCTb» HU B KOeil Mepe
He ABJIAETCA B JAHHOM KOHTEKCTE KaTeropuel OLEHOYHOM, 3a/lajuMCsA BOIIPOCOM: I/l JO/KHA
IPOXOAUTD Ta IPaHb, 32 KOTOPOJ ICKYCCTBO YCTYIIAeT MECTO PEMECITY, YMECTHO /1M PaBHOIIPAaBHO
VICIIO/Ib30BATh KaK Hay4HbIVI TEPMMUH TaKOE CTOBOCOYETAHME, KaK «BaPBAPCKUI BKYC», pOXKIAETCA
M HOBasA XyJOXKECTBEHHAsA 1IeJIOCTHOCTDb M3 TAKOrO B3aMMOJIEVICTBUA KYIbTYP, KaKOe AB/IAET HaM
VICTOPMSA B3aMMOJIENICTBUA TPEYECKOil I BapBapCKONl Ky/lIbTypbl HApoJoB, Hacenasux CeBepHoe
[Tpaepromopbe?

Ha nmpumepe aHamm3a HEKOTOPLIX 0OpasIioB TMIICOBOTO MOrpebasbHOTO JieKopa s 60cIop-
CKMX IepeBAHHBIX CapKO(arop IepBLIX BEKOB H. 3. aBTOP IIpeflaraeT OAVMH U3 BO3MOXKHBIX ITy-
Tell KOHKPeTU3aLI IIOHATUSA «IIPOBMHIMAIbHBIN CTU/Ib» IPUMEHUTENBHO K IaMATHUKAM aHTHY-
HOTO BPEMEHM.

Nadia Jijina
The State Hermitage Museum; Saint Petersburg State University, Russia

THE PROBLEM OF “PROVINCIAL STYLE” IN THE ART OF BOSPORUS IN EARLY AGES CE

The problem of style development belongs to the mainstream of art research. Discussion on pre-
suppositions and circumstances of the development of such an important phenomenon as an artistic
style has been kept on for centuries. Volumes are devoted to major styles in European art. Yet, for the
art of the Classical world, the collocation of “provincial art” up to now remains just a combination
of words instead of getting the status of a term. At first glance, due to its ordinary sounding and com-
mon sense meaning, these widespread words need no additional theoretic comprehension. Still, it seems
likely that it is worth working out an exact definition and strict criteria for this uncertain, but signi-
ficant notion.

Discussion about art of the North Pontic area brings us to the idea that category of style in this
remote province of the Classical world includes contradictory components like the Classical, basically
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