nepuopna cosfanys paHHux CacaHupckux penbedos. B nokmame Taxke 00CyXaaeTcs Teopus, co-
IJIACHO KOTOPOJI Ha penbede MpeacTaBieH YpaHUyc AHTOHUH.

Evgeny Mirzoev
Nationai University of Science and Technology MISiS, Russia

THE SASANIAN ROCK RELIEF AT DARABGIRD: INTERPRETATION

The rock relief at Darabgird is one of the most controversial rock reliefs of Sasanian kings. It rep-
resents a victory scene of king Shapur I or Ardashir I over some enemy. The present paper deals with
the problem of the king’s identity. It criticizes the identification of the king on the relief as Ardashir I,
proposed by G. Herrmann and recently also by D. Levit-Tawil. The author supports the traditional
interpretation of the triumphal relief as the scene of Shapur’s victory over the Roman emperors. In or-
der to prove his point, the author discusses some stylistic details of rock reliefs at Darabgird, at Sal-
mas and of the cameo, depicting Shapur I and emperor Valerianus. The author draws attention to the
historical background of early Sasanian triumphal reliefs. The paper also discusses the theory, which
proposes a representation of Uranius Antoninus on the relief.

Bacpko [Imutpmit Cepreesnq
Cankm-Ilemepbypeckuti eocyoapcmeenHolii yHusepcumem,
Tocyoapcmeennviii Spmumas, Poccust

O HekoTopbIx nenukax Macrepa A¢unsi 1472 B coOpanun
TocymapcTBeHHOro dpMuTaka

[TosgHsAA aTTHYecKas Ba3OMICh IIPeACTAB/ACTCA KpaliHe pa3HOOOPa3HOIL, HO B Hell MOYKHO BBI-
JEeNUTh JiBa «Iomoca». Ha ogHoM — oporue, efuHNYHbIe, BBICOKOK/IACCHbIE, aKKYPAaTHO CJe/IaH-
HbIE U THIATEIbHO PacIMCAaHHbIE C IPYMEHEHNEM HaK/IaIHbIX KPACOK, >KUIKOV ITIMHBI ¥ TI030/10ThI
COCyJbl — CJIOBOM, HACTOsALIVE LIEfEeBPbl Ba3ONMNMCU KepUyeHCKOro ctmid. Ha mpyrom — pemenas,
MaccoBasi, peMeclIeHHasA MPORYKIVA C OFHOTUITHBIMU CIOKeTaMM OerIo VICIOTHEHHBIX POCIICETL.
BMmecTe ¢ TeM, paspblB MeXAY 3TUMMU «IIOIOCAMU» HE CTOIb BEIMK, KaK 3TO MOXKET I0Ka3aTbCs
Ha IepBbIN B3I/IAf. SpKuit ToMmy npumep — TBopuectBo MacTtepa A¢duHbr 1472.

Iror Bazomnucer 661 «OTKpBIT» [k. [I. busmu. HekoTopsle Gpurypsl, o ero MHEHMUIO, HATIOMU-
HatoT pabotel Mactepa Mapcus. C. A. XoiT 3aMeTuIa, 4YTO IpeiBapUTe/IbHbIe PUCYHKH IBYX pac-
MVICAHHBIX VMY Ha OfIMH CIOXKET COCYZOB OBbIIV VICIIO/THEHbI OJJHUM YMe/IbIM PUCOBAIBIIUKOM (BO3-
MOXHO, caMuM MacTtepoM Mapcus), a 3HauuT, 06a Bazonucia paboTanu B OFHO BpeMs U B Of[HOII
MAacTepCKOIL, IpIYeM OIVH HaXOAWICA B TBOPYECKOI 3aBUCUMOCTH OT JAPYTOro, YeM M OObACHA-
ercs cpenanHoe [Dx.[I. busnn nabmopenne. ITo muenuto C.A. Xoiit, Mactep Mapcus, Oygyun,
BEPOATHO, BEyIIMM Ba3OMNCLIEM 3TOJ MacTEPCKOM, VICTIONHA VICKTIOYNTETbHO BBICOKOK/IACCHBIE
pocmycy, a TakxKe fiefial IpeaBapuTe/IbHble PUCYHKM Ha Ba3ax, II0 KOTOPBIM paboTamm ero Me-
Hee OIIBITHBIE KOJIJIETM TI0 MacTePCKOii, B ToM uncie — Mactep Adunbt 1472. [Tocneguuii, kpome
TOTO, PACIMCBIBAN M OFHOTUIIHbIE, HEOOIbIINE TIe/IVKY C He3aTe/IMBBIMU M300pa>keHUMH TIPO-
TOM ¥ QUIYp B IUIAlaX — 3aja4da, COOTBETCTBOBABIIAS €r0 YPOBHIO MacCTepPCTBA M, BEPOSTHO,
yXe He TpeboBaBIas ydyactusa Mactepa Mapcus. TakoBo ObUIO paljoHaIbHOE pasfie/ieHue Tpyaa
B JaHHOJ MacCTEPCKOM, IPOAYKLNA KOTOPOM YIOBIETBOPs/Ia 3alIpOCaM He TOIMbKO COCTOATE/bHbIX,
HO 11 MeHee 00eCIe4eHHBIX ITOKyIIaTesell.

[Termku naB. ITan.761, 11.1870.136, 11.1908.63, 11.1851/52.21 u I1.1859.2 u3 cobpanusa Iocymap-
CTBEHHOTO JPMUTaXKa JOMOMHAKT Halle IPEACTaB/lIeH)e O TBOPYECTBE STOTO MAaCcTepa, CO3/JaBaB-
HIero KakK BBICOKME IIO YPOBHIO CBOETO MICIIOJIHEHMS, IIYCTb M HE BIIOJIHE CaMOCTOSTE/IbHbIE, PO-
CITVICH, TAaK ¥ TOBAPHI IMUPOKOTO IOTPeOIeHM.
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ON SOME PELIKAI OF THE PAINTER OF ATHENS 1472 IN THE COLLECTION
OF THE STATE HERMITAGE MUSEUM

Late attic vase painting seems extremely diverse, but it can be divided into two groups. On the one
hand, there are expensive, rare, high-quality vessels, carefully made and painted with added color,
added clay and gilding — the true masterpieces of the Kerch style vase painting. On the other hand,
there are cheap, mass produced handicrafts with monotonous subjects of paintings, executed in haste.
However, the gap between the “poles” is not as great as it might seem at first glance. A vivid example
is the oeuvre of the Painter of Athens 1472.

This vase-painter was “discovered” by J. D. Beazley. He noticed that some of the figures resemble
the works of the Marsyas Painter. S. A. Hoyt observed that the preliminary sketches of two vessels,
painted on the same subject by these painters, were executed by a skillful draughtsman (perhaps
by the Marsyas Painter himself), so both vase-painters worked at the same time and in the same
workshop, and one depended on the other in terms of creative work, which explains J.D. Beazley’s
observation.

According to S. A. Hoyt, the Marsyas Painter, probably being the leading vase-painter of the work-
shop, made only high-quality paintings and preliminary figures on vases, which after were used by his
less experienced collegues in the workshop, including the Painter of Athens 1472. Moreover, the lat-
ter also painted small uniform pelikai with simple images of protomes and figures in mantles — a task,
suitable for his skills and demanding no participation of the Marsyas Painter.

This was an efficient division of labor in the workshop, which satisfied the needs of not only the
rich but also less wealthy buyers.

Pelikai inv. Pan.761, P.1870.136, P.1908.63, P.1851/52.21 and P.1859.2 from the State Hermitage
museum collection complement our understanding of the works of the Painter of Athens 1472, who
created both high-quality, though not quite independently made, paintings, and also mass produced
paintings.

Ceunn Anekcanpp IeoprueBuy
Poccuiickuti eocyoapcmeennuiii nedazoeuveckuii ynusepcumem umenu A. V1. Iepyena, Poccus

CUIRASSE ESTHETIQUE B TEpPMMHAX Il NOHATUAX «PUTOpUKM» ApucTOTENA

Cuirasse esthétique (¢p., 6YKB. «acTeTndecKas Kupaca») — CXeMaTU4ecKoe N300 paXkeHe MyX-
CKOro TOpca, Bocxopsiiee K «Kanony» («Jopudopy») gpeBHerpedeckoro ckynbrnropa [Tomkera.
Vicnonbaysa npepnoxenHoe K. KiapkoM ompepenenye HaroTel B MCKYCCTBE KaK XYH0)KeCTBEHHON
¢dbopMmbl, n3006peTeHHOI rpekamu B V B. 10 H. 3. (T. e. Kak pas B anoxy [lomkiera), MOXXHO TOBO-
PUTb O HOMUKIETOBOM MY)XCKOM TOPCe KaK COOTBECTBYIOLIEH MaeanbHO GopMe M300paxkeHNs
Te/Ia YeloBeKa, IPSMOTO MIM KOCBEHHOTO (IIpefcTaBeHNue B Bufie cuirasse esthétique manmups,
3alyaoero Gurypy n3o6pakxeHHOro, — MYCKY/IbHOTO HaHIVIPA).

Krapk momara, 4To B I71a3aX COBpeMEHHOTO 3pUTeNis 9Ta upieabHas Gpopma rpyba u abcomoTHO
0e3)XKM3HEHHA, XOTsI B CBOe BpeMs BOCXUINjaia MHOTUX XYHZOXKHUKOB 3110XM Bospoxxpenns, — sp-
KUM IIPYMEPOM TAaKOTO BOCXMIIEHVS M IOAPaKaHMSA MOXET CIY>KUTb TBOPYECTBO MaHTEHbN.
Takum o6pasom, cuirasse esthétique, ¢ OfHOI CTOPOHBI, MapPKMPYeT COOOI HEKOE ICTETUIECKOe
eIVMHCTBO aHTUYHOCTH U PeHeccaHca, ¢ Ipyroii >ke, OT/e/sieT YKa3aHHbIe SIOXM OT XY/[0XKeCTBEH-
HOJI KynbTypsl HoBoro BpeMmeHM, XOT#A, KaK MbI 3HaeM, ObUIa IONY/IAPHA B MICKYCCTBE KIIacCHU-
IIMI3Ma, a B aKaJleMU3Me 1 CaJIOHHOM JICKYCCTBe CYIeCTBYeT ITOHBIHE.

[To Hamemy MHeHMIO, cuirasse esthétique ele B aHTMYHOCTM CTaa OOIIETPUHATHIM NPUEMOM
VIKOHIYECKOJI PUTOPMKM, YeM ¥ MOXXHO OOBACHUTDH ee IIMPOKOe pacHpOoCTpaHEHNe B MICKYCCTBE
Ha NPOTSHKEHNUM [JIMTENIbHOTO BpeMeHN. B KadecTBe Takoro mpruemMa OHa MOXXeT OBITb ONMCaHa
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