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TexHUKa yTpaueHHOTO BOCKA B CKYIbNType Adpuku 1oxHee Caxapsl.
bponsa Hurepumn B co6pannsax mysees EBponsr

OpHMUM 13 U3MI00/IEHHBIX BUIOB MCKyccTBa B Adpuke roxkHee Caxapbl Ha IPOTSXKEHUN MHO-
TUX BEKOB OblIa CKY/IbITYpA, IpUYeM He TONbKO JepeBsAHHasA, HO ¥ OPOH30Bas.

3anagnHas A¢puka, B yactHocTH Hurepus, sABIseTcs LIEHTPOM CO3JAHNUSA CaMBIX COBEpIIEH-
HBIX II0 Ka4eCTBY OPOH30BbBIX CKY/IBITYP, BBIIIOTHEHHBIX B CJIOXKHOII TeXHVKE yTPAueHHOTO BOCKA.
Ha ceropHAIHNIT MOMEHT ydeHble CIIOPAT O TOM, KaK I KOTZla 9Ta TeXHUKa IOABMIACh B Adpuke
1oxHee Caxapbl. VIHTepec NpefcTaB/iAeT KaK MCTOPUA ee BO3HUKHOBEHNS, TaK U 0COOEHHOCTH
ee IIpUMeHeHNsA apPUKAHCKMMY MacTepaMI.

B pokxmaze 6ymeT chemaHa IONBITKA MPOCTIEAUTh VICTOPUIO HOSABIEHUSA TEXHUKU YTPAauyeHHOTO
BOocKa B Adpuke, OYAYT TakKe OXapaKTepPU30BAHBI €€ MECTHble OCOOEHHOCTU U IpelCTaBJIeHbI
Hambosee MHTepecHble 0OpasIbl OPOH30BOI CKY/IBITYPbI U3 cOOpaHMit My3eeB EBpombl.

Valeria Van der Westhuizen
Saint Petersburg State University, Russia

Lost WAX TECHNIQUE IN THE SCULPTURE
OF SUB-SAHARAN AFRICA. THE BRONZES OF NIGERIA
IN THE MUSEUM COLLECTIONS OF EUROPE

Sculpture has always been one of the most popular types of art in Sub-Saharan Africa. Bronzes
were of great importance together with wooden carved sculpture.

West Africa, Nigeria in particular, has been the centre of bronze sculpture production for centu-
ries. Local masters cast sculptures of high quality using the complex lost wax technique. Today scholars
argue about the time and the way this technique first appeared in Sub-Saharan Africa. Its history and
local characteristics are of a great importance and interest.

The current report traces the history of lost wax sculpture technique in Africa south of the Sahara,
discusses its local characteristics and presents the finest examples of Nigerian bronzes from the mu-
seum collections in Europe.

Mutuna Mapusa HukonaeBHa
Cankm-Ilemepbypeckuii eymanumapHuvlii yHuseepcumerm npogcor3os;
Tocyoapcmeennuiti pmumani, Poccus

AnTponomopdnasa nmnactuka Tpunonba-Kykyrenn:
Oco6eHHOCTH ieKOpa U ero MHTePIpeTaNn

Borpoc o TOM, KaK MHTepPIPeTHPOBATh HEKOP MEKON ITACTUKI SMIOXM HEOJNTa — IHEONNTA,
ocTaeTcst OTKPHITBIM. OT ero pelleHns 3aBUCUT HaIllpaB/IeHMe JaIbHEMIINX UCCIefOBAHMIL: 160
3TO 00/1aCTh PEKOHCTPYKIMM PeasbHOrO KOCTIOMA ¥ BBISB/ICHMS €r0 PasHOBUHOCTEN, b0 mo-
VICK B3aMMOCBsI3ell MEXY IEKOPOM CTAaTY3TOK M OpHaMeHTAIlell KepaMIKI, UCCIefloBaHIe 3Ha-
KOBBIX COCTAB/IAIOIMX AeKopa. [TapajienpHO ¢ MHeHMeM 06 M300pasuTeIbHO-OpPHAMEHTATbHOM
xapakrepe fiekopa crarystok (Hosuikas; IToroxxeBa) cylecTByIOT U ipyrie: TaK, II0JIaraloT, YTO
1o7j00HBIM 00pasoM nsobpaxany taryuposku (Ips3Hos; [loroxkesa) miy puTyanbHoe IeJieHaHME
tenna ymepurero (Gheorghiu). Ecin peus nper 06 nsobpaskeHny KOCTIOMa, TO «OPHAMEHTa/IbHOCTb»
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MO>KeT ObITb 00yC/IOB/IeHa ABYMsI IIpU4MHaMu. B niepByio ouepenb cTunmsanyeii. Bo-BTopbix — xxe-
JTaHVeM BOCIIPOM3BECTH Y30pbl Ha TKaHAX. B-TpeTbux, u 9T0, Ha MOJI B3IVIAM, CaMOe Ba>KHOE: /IS
MacTepa VIMEHHO Ye/IOBeYeCKOe TejIO SIB/IAETCS Lie/bI0 M300paXkKeHMsi — OfjeXk/ja BTOPUYHA, [03-
TOMY IUIaTbe He 00beMHO, a IVIOCKOCTHO, 4YTO ABJISIETCS OGHOI M3 OCOOEHHOCTel BOCIPUATHA
VI TIepefiauy 4e/I0BeYecKOro Te/la B paHHe3eMIefenbieckoM McKyccTBe (Moara; Bailey). Koctiom,
TaKVM 00pa3oM — TOHKasi 0007104Ka, NoKpbiBatonias teno ([lamaryra). HeynuBurenpHo, 4TO MMEHHO
OfieXXfja SIBJISIETCS TeHZEPHbIM IPU3HAKOM. VI300paskeHue TeHUTANMI, KaK [OKa3blBaeT 1 TPU-
IOJIbCKUIT MaTepual, U UCCIefloBaHNA o OankaHckoMy Heonmuty (Nanoglou), siBiseTcss He CTO/b
B)KHBIM [IJIS1 MCTIOJTHUTETIEI.

Takum 06pazom, KOHCTATUPYsL GaKT M300PAKEHIST OIEXKIbI, MBI MOYKEM OIPEIeTUTD JJa/IbHENIINI
HIOZIXOL K MI3YYEHMIO IIPOM3BEEeHNII HeOMUTIYEeCKON ITACTUKM KaK IIPeIMEeTOB 1300pasuTeIbHOTO
VICKYCCTBA, T7ie IeKOP-OfieX/ja ABJISIeTCS] BOXKHBIM (GaKTOPOM IIPU MCCTIEOBAHUY X UKOHOTpaUL.

Maria Mitina
Saint Petersburg Humanitarian University of Trade Unions;
The State Hermitage Museum, Russia

ANTHROPOMORPHIC FIGURINES FROM TRIPOLYE-CUCUTENTI:
FEATURES OF DECORATION AND ITS INTERPRETATION

The interpretation of the decoration of Neolithic-Chalcolithic figurines is still an open problem.
Examination of this problem helps to set directions for future research: either reconstruction of real
clothing, or the study of connection between the decoration of figurines and ceramics ornamenta-
tion. Besides decorational theory there are other opinions (as representation of tattoo or ritual swad-
dle of a deceased person.

The ornamentation is conditioned by several factors: stylized design, imitation of weaving and,
in my opinion, the most important factor — the human body is the primary element for the artist,
while clothes are only secondary. That's why the dress is rendered flat. This shows the understanding
of the human body in Tripolye-Cucuteni art. Clothing is merely some kind of a thin shell covering the
body. It is no wonder, that costume is a gender denominator. According to Tripolye-Cucuteni and Bal-
kan Neolithic material representation of genitals is of secondary importance for the artists.

Thus, identifying the decoration of figurines as representation of clothes, we can propose for fu-
ture research the study of figurines as art objects, where decoration is an important iconographical
attribute.

Manfred Nawroth
Prussian Cultural Heritage Foundation, Berlin, Germany

CELTIC ART

The Celtic art of the La Tene period was developed under influence of the Etruscan, Greek and
Scythian art crafts in the 5th century BC. Motives like palmettos and lotos flowers were derived from
the Etruscan and Greek art, zoomorph motives were developed unter Scythian influence. In the Celtic
art these motives were developed into a style of its own with curvolinear patterns and phantastic de-
pictions of humans and animals. Characteristic are anthropomorph masks. These artisitic patterns
were used to decorate daily things, weapons and jewelry. From the 5th to 2nd centuries BC the Celtic
art was changing several times from the Early Style to Waldalgesheim Style, the Plastic Style and the
Sword Style. During the Roman Empire a special style was developed north of the Alps. Characteris-
tic are a jour metal works in the “Celtic renaissance” of the Late Antique Period. In Ireland and Scot-
land the Celtic art survived until the medieval times. The La Tene Style was transformed under in-
fluence of Oriental, Eastern Mediterranean, Christian and German art to a new form of artistic
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