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Opportunities for the development of Russian folk art in the 21st
century

Abstract:

Folk art, including Russian folk art, existed and developed throughout the 20th century and
continues to exist in the 21st century. Russian traditional art is well-known in the world. When in
any country of the world, a local resident is asked what the word ‘Russia’ is associated with, then
usually in response along with frosts, bears, vodka, Troika, samovar, balalaika and the Kalashnikov,
it is also called such concepts as ‘Palekh’, ‘Gzhel’, and ‘Khokhloma’. The reason for this is the
peculiarity of the existence of folk art, based on the traditions of the ethnic group. The author
concludes that Russian traditional applied art having survived all the troubles and misfortunes,
continues to exist. At the same time, traditional art directly affects the ‘high’ art of the nation.

Keyword:
Folk art, tradition, folk, traditional art, handicrafts, art industry.

Introduction

Russian traditional art is well-known in the world. When in any country of the
wortld, a local resident is asked what the word ‘Russia’ is associated with, then usually
in response along with frosts, bears, vodka, Troika, samovar, balalaika and the
Kalashnikov, it is also called such concepts as ‘Palekh’, ‘Gzhel’, and ‘Khokhloma’.

However, maybe is all this a legacy of the last century? In most European
countries, folk art disappeared in the 19th century, and was finally ‘finished off’ in
the 20th century. Only kitsch producing crafts for tourists, remained. However, for
example, when a tourist buys keychain in the form of the Eiffel tower made in China
from an Afro-French merchant in Paris, it cannot be considered an indicator of the
existence of folk art in France.

However, unlike most industrialized countries, traditional folk art still exists in
Russia today. Moreover, Russian folk art, which developed in immemorial times (for
example, the art of wood or bone carving was formed in the Neolithic era), was
developing during the industrial epoch of Russia. For example, some of famous

Russian art crafts originated in the Soviet period of the history:
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e  Russian lacquer miniatures (Palekh, Mstera, Kholui) were formed in the 1920s
and 1930s;
e  Cossack filigree appeared in the 1930s and 1940s;

e the art of artistic processing of amber, popular among the Baltic peoples, but

not widely spread among Russians, was born in the Kaliningrad region after

1945;

e  Varnava bone carving appeared in the late 1960s.

Some Russian arts and crafts experienced periods of decline and a new
Renaissance. So, in Soviet times, nearly extinct Rostov enamel, painted Zhostovo
metal trays, Kholmogory bone carving, Veliky Ustyug blackening on silver and
Zlatoust steel engraving was revived. In the 1970s, the art of Nizhny Tagil metal
painting was revived, too.

However, back to the questions:

Is it possible for folk art to exist in Russia in the 21st century?

Whether it would be consigned to history?

As the philosopher Descartes said, “define words correctly, and you will free
the world from half of its errors.” Let’s start with the term of ‘tradition’ and find out
whether it is fair to call folk art by traditional one.

Tradition (lat. #raditio is ‘transmission’, ‘delivery’) — historically formed and
transmitted from generation to generation, customs, rituals, social institutions, ideas
and values, norms of behavior, etc., elements of social and cultural heritage,
preserved in society. The very concept of ‘tradition’ means the continuity of
knowledge and research methods, but in art it means the continuity of style and skill.
In a broad sense, tradition is an expression of all that is previous and stable in the
life of society, and it accumulates all the previous experience of collective activity.

Traditions are a necessary condition for the life of a nation. They also have an
integrative character for ethnic communities for ‘own’ and separate from ‘others’. In
pre-capitalist societies, traditions regulated all spheres of life of the individual and
society as a whole, so many researchers call the human society of the pre-industrial
era by traditional society. However, even in the modern era, ancient traditions serve
as a mobilizing beginning at crucial moments in national history. It is no accident
that during the Second World War, the orders of Alexander Nevsky, Suvorov,
Kutuzov, Nakhimov, Ushakov and Bogdan Khmelnitsky were introduced in the
Soviet Army as military awards, but less than a decade had passed since all these

tigures were considered reactionaries.

European Scientific e-Journal — Issue 1 (1) — September 30, 2020 n



National traditions are usually stable and, even if they are transformed in many
ways, they remain consistent even after changes in the socio-economic and political
conditions of the people’s life. Therefore, tradition is the embodiment of the
experience of the nation and the transmission of this experience to the next
generations. The interruption of the national tradition threatens the very existence
of the people as a nation. In the history of Russia, the fact of the Rurik dynasty
suppressing and the election of Godunov, who had no right to the throne, to the
Kingdom led to a long-term bloody turmoil that put the Russian state on the brink
of destruction. Minor innovations in the service of Patriarch Nikon caused a tragic
split in both the Russian self-consciousness, which could only be religious in the 17th
century, and society. The 1917October Revolution would not have been possible
without the previous decline of traditional Orthodox-monarchical ideas and views.
And, finally, the massive destruction of the Soviet system of values, which was the
ideological basis for the unity of all Soviet people united in the USSR that carried out
during Gorbachev’s Perestroika by ‘glasnost’ (i.e., publicity), naturally caused the collapse
of the entire society.

Although traditions mostly appear as if imperceptibly, gradually consolidating
the customs, rituals and elements of national culture that have developed in society,
it is still not uncommon to assert the traditions introduced by the authorities, which
eventually became completely their own for society. Sometimes historical traditions
including holidays, costumes, and certain behaviors are invented artificially, but
gradually become ‘own’ for the people. Moreover, the introduced traditions become
the basis for national identity. So, according to the testimony of the English historian
H. Trevor-Ruper, such native ‘ancient Scottish’ symbols as the bagpipe, kilt, cape with
clan coloring, and even whiskey, are actually late-introduced. The Scottish bagpipe
was invented after 1707, i.e., the year when Scotland lost its independence. Kilt was
introduced to the market in 1726-1727 by the English quaker merchant and quaker
T. Rawlinson. On an industrial scale, clan cage was put on the fabric by the British
brothers A/en. Until the 19th century, the national drink of Scotland was claret and
only later truly Scottish declared whiskey. However, all these symbols have become
so much a part of the Scottish identity that they are perceived as symbols all over the
wotld (Trevor-Roper, 2000). Thanks to these symbols, the Scots, previously divided
into Celtic-speaking highlanders and English-speaking lowlanders, as well as
representatives of different clans, began to feel like a single community.

Something similar happened to the Basques, who previously did not consider
themselves a separate ethnic group but were residents of various historical provinces

of Spain and France with a local provincial identity. Starting in 1895, the brothers
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Arana, who created the Basque nationalist party, began to create separate Basque
holidays, national costume and cuisine trying to combine the customs, holidays,
costumes and cuisine of different Basque regions into something unified. This has
produced results, and now the Basques, of whom only a third speak Basque, are a
small ethnic group with a strong national identity.

The desire to create a national tradition under the guise of reviving some old
ancient former one was inspired by the idealistic forgers, who published Ossian’s
poems o, perhaps, forged ‘medieval’ Czech manuscripts.

The concept of ‘tradition” in Roman law meant the transfer of something to
heirs. In the Middle Ages, this concept denoted established local customs and
features in worship and iconography that did not contradict the canons. In the age
of Enlightenment, and later in the philosophy of positivism, tradition became almost
an expletive, because it denoted ignorance, superstition and backwardness from this
point of view. From the point of view of the enlighteners, tradition is ‘remnants of
the past’ that stand in the way of progress and liberation of the individual. It is no
accident that in the pedagogical treatises of that time, for example, [ean-Jacques
Roussean’s education meant the upbringing of a ‘natural’ person, not burdened by any
traditions.

Any ideology that aims to create a fundamentally new society that has nothing
in common with the existing one automatically considers tradition its enemy. This
was typical of the Enlightenment ideology of the 18th century. The Great French
Revolution of 1789 was a practical attempt to build a fundamentally different society,
based not on traditions but on a predetermined scheme. The best way to eliminate
old reactionary views and ideas was the guillotine.

During the Russian Revolution of 1917, the Bolsheviks aimed to destroy all the
traditions of the ‘cursed past’. The destruction of the traditions of the ‘old regime’
system of Russia was one of the most important tasks of the Bolshevik party.
However, it cannot be said that the Bolsheviks were very successful in this. Although
Russian traditions in all spheres of national life were destroyed during the Soviet
period but it would be unfair to speak of the complete disappearance of Russian

traditions.

1. Evolution of philosophical thought about the relevance of folk art

As a synonym for the concept of ‘traditional applied art’ is often mixed with
tolk art.

Things are very difficult with the main definitions in the field of folk art. Many

scientists often confuse the concepts of ‘folk’, ‘national’, ‘decorative’, ‘traditional’. As
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a modern researcher Irina Kurakina rightly notes, “the current state of the theory of
folk art is characterized by the inaccuracy of the conceptual apparatus, the
multiplicity of interpretations of existing concepts. This situation creates
inconsistency in their use and unjustified synonymy, an indistinct understanding of
the essence and specifics of folk and traditional applied art” (Kurakina, 2018). The
classic of the study of Russian folk-art Maria Nekrasova rightly noted that “folk art
as a subject of science has not still had a clear definition either in the boundaries or
specifics and features that distinguish it from the art of individual creativity of
professional artists” (Nekrasova, 1981).

Let’s try to understand the basic concepts. We have to start with the main thing:
what is the people who create folk art.

The concept of ‘people’ has many meanings in the Russian language. The entire
population of the country can be considered a people (the Constitution of the Russian
Federation opens with the words: “we are a multi-ethnic people...”) (Constitution of
the Russian Federation6 2019). A specific ethnic group (Russian people) is called a
people. The word ‘folk’ meant something inherent in the common people, i.e.,
standing at the bottom of the social ladder, in many languages, including Russian. In
Western European countries, there is still a certain difference between the concepts
of ‘people’ and ‘nation’.

Even in the Encyclopedia, published by French thinkers under the direction of
Denis Diderot in 1751-1780, there was an article of The People (Peuple), which belonged
to the pen of Louis de Joconrt and published in volume 12 in 1765. In particular, it said:
“... only workers and farmers remain in the mass of the people” (History in the
Diderot and d’Alembert Encyclopediab 1978). As we can see, skilled artists and
artisans were not included in the ‘people’. Accordingly, folk art (which was not
mentioned in the Encyclopedia...) was something low and primitive. This approach to
folk art has still been largely preserved in many countries including Russia.

Jean-Paul Marat, one of the leaders of the Great French Revolution, wrote about
the masses: “Poor, rude, ignorant of trade relations, without arts, without crafts but
tree, they were connected with their land only by reed huts; they lived on the products
of their fields, their flocks, their hunting, or voluntarily followed their leaders, the
spoils of war” (Marat, 1956). Only then the people did develop economically but it
lost its freedom and divided into social classes.

In the Russian Empire, the state understood a set of all representatives of the
assessor (i.e., unprivileged) classes as ‘the people’. Accordingly, folk art refers to the
creativity of the social grassroots, usually anonymous creativity based on the aesthetic

ideas of the common people remaining outside the attention and understanding of
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the ‘higher spheres’ of society, focused on ‘world achievements’. Even VVadimir Dahl
in his famous Explanatory Dictionary of the Living Great Russian Language noted that ‘the
people’ is the population united by belonging to one state, the inhabitants of the
country (Cottage industry, 2006). Dmitry Ushakov wrote about the concept of ‘the
people’ almost in the same terms in his Explanatory Dictionary (Trevor-Roper, 2000).

In this case, we will understand the people as an ethnic group. An ethnic group
is defined as an intergenerational blood-related community of people, who have
common stable characteristics of language, culture, psyche, self-consciousness, and
territory, i.e., an understanding of their differences from other communities and their
own unity.

Folk art can be understood as a defined form of folk activity and artistic crafts.
The essential features of folk art have always been voluntary (artists were often not
professionals, considering their artistic activities as additional income and leisure),
initiative, and spiritual motivation. Folk art is considered when the creator of art is
the people, and which is based on folk art traditions.

It is especially important to understand the role of tradition in modern folk art.
For example, the specific features of Palekh are the principles of ancient Russian
painting. According to the well-known researcher of folk-art Maria Nekrasova, “each
nation carries its own culture of poetically figurative and craft traditions. Passed
down from generation to generation as a result of collective creativity, these
traditions acquire stable expressive and emotional structures that pass through the
centuries. With tradition in folk art, not only skill is transmitted but also artistic
principles, implemented by each time in its own way and bearing its own national
character.” (Nekrasova, 1981)

Works of traditional art reflect the artistic traditions of the nation, the
worldview, worldview and artistic experience of the people, and preserve historical
memory. Distinctive features of folk-art crafts are such characteristic features as
tradition, collectivity, manual labor, work with natural materials.

However, all of the above is preserved in Russia of the 21st century, too.

Now let’s clarify what ‘decorative applied art’ is.

The art and pedagogical dictionary emphasize that “applied art is the art of
making household items (utensils, accessories, both for private use, and public, ritual,
and religious purposes), which have utilitarian functions at the same time and
aesthetic artistic qualities.” (Shabanov et al., 2005)

Often experts also use the concept of ‘decorative and applied art’, which
emphasizes the wide use of various decorations in products. The Big Soviet Encyclopedia

noted that “works of decorative and applied art are inseparable from the material
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culture of the modern era, closely related to the corresponding domestic order, with
certain local ethnic and national characteristics, social and group ... differences.
Making the organic part of the subject environment, which routinely touches people,
works of applied art for its aesthetic merits, imagery, character constantly affecting
the mental state of a person, his mood, are an important source of emotions, affect
their attitude towards the world” (Big Soviet Encyclopedia, 1972).

Therefore, a work of applied art can be perceived as an artistic value and used
practically. The complexity of this definition is that artistic quality is also a
transformed utility, the result of a spiritual, ideal reinterpretation of the practical
needs of man. Therefore, art (in general, as a skillful activity) becomes artistic to the
extent that a person manages to transform their practical needs into ideal values.

However, the phrase of ‘applied art’, due to its ambiguity, should be applied
only to those phenomena of creative activity that carry an artistic and figurative
content.

The artistic value of applied art is not attached to its material value only. In
applied art, one thing passes into another. It is offered to recall that even in the art
of the ancient world, the concepts of ‘technique’ and ‘art’ were not separated
combining them with the general concept of ‘fechne’ in Greek, or ‘arsis’ in Latin.

In the Middle Ages, there was a special field of artistic crafts, but their functional
structure is different from the applied art of Modern Time. Given this fact, experts
tend to use different terms: ‘art crafts’ (German: kwnsthandwerk) or ‘small art forms’
(German: kleinkunst, French: arts minenrs, petit arf). There is another German term
‘angewandte kuns?, which also means applied art although literally this word is derived
trom ‘wandte’, from German “wender’, i.e., ‘rotate, change, turn’).

After the Renaissance, when there was a final separation of architecture,
painting, and sculpture, easel art, i.e., a painting, sculpture, not associated with a
specific place in the architectural environment, was formed. Since that time, we can
also say that a separate area is occupied by decorative and applied art. In the 19th
century, international, national and regional exhibitions of decorative and applied arts
were held in the wotld, special museums, for example, the 1ztoria and Albert Museun:
in London, or the Museum of Art and Industry in Vienna, were created.

Applied art is divided into types:
e  according to the utilitarian function — furniture, utensils, clothing;

e  depending on the material used — products made of ceramics, glass, metal,

wood, etc.
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The specialization of the applied artist depends on the technique of material
processing, for example, wood carver, metalworker, porcelain painter. Such masters,
according to the classical tradition, combine the skills of an artist (draughtsman,
composet, fashion designer) and a craftsman, technologist.

In decorative and applied art, generalization is widely used, even symbolization
of the artistic image, which is understood as “a subjective, sensually concrete,
integral, individual-special, emotionally expressive form of reflection of reality and
self-expression of the artist.” (Oganov & Hangeldieva, 2006) Thus, a significant part
of Russian folk art belongs to decorative and applied one. Who produces works of
traditional folk decorative and applied art? And what way is they produced?

Any production of material objects including art objects always involves a
certain organization of this production. There are three forms of production in
applied art throughout its history: craft, handicrafts, and art industry. There is no
hard border between these three forms. They all smoothly pass into each other and
coexist together.

Artistic craft is small individual manual production, organized on the basis of
personal skill with the use of simple tools. Art craft is a method of social and
economic organization of craft (Mamontova, 1995). Scientists distinguish three
forms of craft: home-made, custom-made, and market-based. However, when it
comes to artistic crafts, quite often there is an interweaving of these forms.

A characteristic feature of traditional applied art is its collective character.
According to Maria Nekrasova, “each nation carries its own culture of poetic and
figurative traditions. Passed down from generation to generation as a result of
collective creativity, these traditions acquire stable expressive and emotional
structures that pass through the centuries. With tradition in folk art, not only skill is
transmitted but also artistic principles, implemented by each time in its own way and
bearing its own national character.” (Nekrasova, 1982)

As the craft develops, handicrafts take the place of individual craftsmen.
Distinctive features of folk-art crafts are such characteristic features as tradition,
collectivity, manual labor, work with natural materials.

Handicrafts (handicraft industry) is the name of small-scale production in
Russia. The set of handicrafts was called handicraft industry. Factory industrial
production began to mean as ‘industry’ from the end of the 19th century only.
Almost all types of Russian folk arts and crafts have still been related to the cottage
industry.

The following features are typical for the cottage industry:
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1)  mainly domestic industry, i.e., work is done mainly at home and participants in
it are usually members of the same family, while wage workers are an exception;

2)  as a rule, this activity was a side event;

3) according to the terms of sale of their works, the handicraft industry is closer

to large-scale industry (Cottage industry, 20006).

Products were not made to order, i.e., not for a specific customer-consumer (a
sign of craft) but were sold wholesale to the market or buyers.

Thus, handicraft industry turns out to be a cross between craft and industrial
production. Handicraft differs from handicraft in mass scale: not one master works
but a village or even entire counties. That is why the name of crafts always specifically
indicates the name of the place where artisans live and work: Palekh miniature,
Rostov finift, Vologda lace, Tula samovars, etc. The masters are united in an artel.
Home-based nature of production and small-scale production distinguish handicrafts
from industrial (factory) production. Handicrafts have always had a stable domestic
market and have been successfully exported abroad. Kostroma jewelry from the
village of Krasnoe-on-Volga, for example, was sold in India, the furniture made in
the old Russian style was in demand in Paris and Brussels, and T7ffany jewelry
company in New York sold Siberian stones for 50 years (Levitskiy, 1902). In Soviet
times, the concept of ‘artisan’ became a contemptuous epithet and gradually
disappeared, although art artels in the USSR, resembled the old artisan artels, in fact.

Finally, it is logical to say about the art industry although most researchers do
not consider it folk art. Art industry is the production of industrial methods of
decorative and applied art products that serve for the decoration of everyday life and
interior: clothing, clothing and decorative fabrics, machine-made carpets, furniture,
art glass, porcelain, earthenware, metal, including jewelry, products, etc. The art
industry is an integral part of the industries that produce consumer goods: fabrics,
glass, porcelain, metal tableware, etc. However, the products of the art industry differ
from other things in the household assortment by the emphasized expressiveness of
plastic, ornamental, coloristic, and textured solutions, often being genuine works of
decorative and applied art. Works of the art industry are primarily intended to
provide aesthetic pleasure to their owners, although they can usually be used
utilitatively. It should be noted that the legislation of the Russian Federation has not
still detected legal definition of the concept of art industry.

The emergence of new materials, for example, previously non-existent types of
textiles and new types of dyes, provides unique opportunities in the field of fabric
painting. The development of 3D technology leads to a real revolution in the jewelry

industry, when a master can use a computer to present a three-dimensional image of
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the future product. Even in such conservative, truly traditional forms of art that have
existed since primitive times, such as ceramics and bone carving, the introduction of
new tools provides new opportunities for the development of these types of
creativity.
Summarizing the above, it should be noted that:
° folk art, based on traditions, is not limited to copying old, even classical
examples of works of art of the past; individual or group artistic creativity will

remain in the foreseeable future;

e the development of new technologies can give an impetus to the development
of new types or directions of folk art.

Moreover, we can expect a new rise in folk art in modern conditions.

Any country stands on a certain national identity based on religion, language,
historical memory, and historical traditions, and, of course, folk art also has its own
peculiarities in each country. For example, the lacquer miniature, which was born in
China, was developed in Germany, from where it was borrowed by Russia. In all this,
the Chinese, German and Russian miniatures are completely different from each
other in their subjects, drawing techniques, and colors. It is in art, the art of the
people themselves, that the philosophers of the century before last saw the
manifestation of the ‘Spirit of the People’.

Philosophical thought did not pay attention to folk art for a long time. Going
back to the Enlightenment of the 18th century, ideas about ‘progress’, ‘introducing
the masses to cultural values’ led to the fact that folk art was not just underestimated
but considered evidence of ‘backwardness’. One of the most important social
thinkers of the late 19th century, the founder of social psychology and the theory of
‘mass society’ Gustave Le Bon (1841-1931) wrote that if France is deprived of fifty of
the best entrepreneurs, fifty of the best scientists and fifty of the best writers, artists
and actors, it would not be France, but if 150 thousand peasants and artisans
disappear overnight, nothing would happen and no one would notice it.

Sooner or later, European thinkers had to pay attention to the ‘low” art of the
social grassroots. More precisely, philosophers first paid attention to national
identity, which largely determines folk art.

Johann Gottfried Herder (1744-1803) was the first to do this. His main work was
the book of Ideas for the Philosophy of Human History. His philosophy was based on the
concept of ‘people’s spirit’ (‘Volksgeist’). This is the name given to the most
characteristic features of a people that find expression in their culture and language.

Herder preached the national identity of art, asserted the historical originality and
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equivalence of various epochs of culture and poetry. “Every nation,” wrote Herder,
“contains the center of its happiness within itself, just as the globe contains its center
of gravity within itself.” (Skirbekk & Guillier, 2003)

But how can we come to a true historical understanding of other unique nations
and cultures? According to |.G. Herder, this understanding or assessment cannot be
based on general universal standards. He also rejected the notion that one era or
nation can serve as the norm or ideal for others. From J.G. Herder's point of view,
there is not and cannot be a single progress for all peoples. He predicted a great
future for the Slavs as the young peoples of Europe, unburdened by centuries of
‘civilization’.

Yet J.G. Herder attributed only folk poetry and music to the folk spirit. He
arrogantly ignored folk arts and crafts.

An incomparably more important contribution to the philosophical
understanding of traditional folk art was made by Johann Gottlieb Fichte (1762-1814).
He was one of the most prominent philosophers, notable even for the era when
German classical philosophy was developing and rising. The defeat and occupation
of the German states by Napoleon in 1806 dramatically changed Fichte both as a
person and philosopher. From that moment, the German nation and its ‘people’s
spirit” became the basis of |.G. Fichte'’s creativity. He wrote about the potential future
of the all-German state: “in order for the emerging state not to return to the Asian
despotism, but to accept the universal equality of law already developed among the
Greeks and Romans, it was necessary that its main elements should be imbued with
a common Huropean national character, a lively sense of right and freedom and love
for them, and with these features combine a still subtle sense of honor.” (Fichte,
1900)

At the beginning of the 19th century, under the influence of disillusionment
with the Enlightenment philosophy and its belief in boundless progress, which ended
with the French revolution and the Napoleonic wars, romanticism as a special trend
in art that contrasted itself with Enlightenment in philosophy and classicism in art,
emerged.

In contrast to the enlighteners with their calls for progress to discard all the old,
the romantics gave great influence to national folklore and traditional crafts.
Representatives of the romantic school emphasized the primordial nature of folk art
contrasting it as something natural, refined professional art. This was especially
distinguished by the circle formed in the city of Heidelberg, whose members turned
to antiquity and folklore, in 1805-1809. For example, two of the members of the
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circle, the brothers Wilheln and Jacob Grinm, carefully studied the peculiarities of the
language and folklore of the German people.

The emphasis on language learning was not accidental. The great scientist of
the time, the founder of the University of Berlin, and the outstanding philologist,
Wilhelm Humboldt noted that “language is the spirit of the people, and the spirit of the
people is its language.” W. Humbold? s thesis about language as the spirit of the people
should be understood in such a way that language finds its embodiment in the way
of thinking of the people, and the way of thinking of the people is embodied in its
language. Therefore, the language is an external manifestation of the ‘spirit of the
people’, since it reflects its national character, the complex of intellectual values, the
totality of the culture of the people, and its spiritual education.

However, romantics looked at folk art only as a source of inspiration and
manifestation of the ‘folk spirit’. Folk art began to be explored somewhat later, in
the middle and second half of the 19th century. Since then, ethnography, cultural
studies, and some sections of art history have collected, classified, and analyzed
features of the artistic style, trends, and variants of folk art. However, all these
sciences study, if I may say so, folk traditional art in statics, as of such a year. With
all due respect to ethnographers, the prospects for the development of folk art
remain outside their scientific sphere.

Gottfried Semper (1803-1879) spoke for the first time about the fact that the
industrial era can give rise to a new folk art. In 1851, the world’s exhibition was held
in London. That was the first of the world’s art and industrial exhibitions in history.
It has laid down the methodology for the conduct of such exhibitions and had a huge
impact on many types and directions in art. The exhibition was visited by 6 million
people — quantity previously unseen in history. G. Semper was among the visitors.
Soon after the exhibition, he published the book of Science, Industry and Art, where he
gave a comprehensive artistic analysis of all contemporary culture through the
analysis of those works of art that were presented there. In it, he tried to analyze
modern culture from the point of view of the relationship between mass industrial
production and artistic creativity. Semper considered the style as a historical
phenomenon. He saw the reasons for the decline of architecture and crafts of the
19th century in the separation of technology and art, and separation of decoration
from construction. Linking the laws of form formation with the functions of art
works, G. Semper understood the artistic principle as a symbolic ‘garment’ of
construction and materials. It was Semper, who introduced the concept of ‘artistic

craft’ (‘das Kunstgewerbe’), which reflects the artist’s intervention in the production of
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material things in order to achieve a lost correspondence between the aesthetic and
purely physical qualities of the forms of the object world.

In England, a prominent art theorist who turned to traditional folk art was John
Ruskin (1819-1900). He was critical of the mass factory production that was killing
traditional crafts. In his opinion, factory production led to the degradation of both
the creator and the buyer of the product. J. Ruskin called on artisans to overcome the
dehumanizing effects of mechanized labor with the help of art and industrial
workshops. He even headed a craft workshop, which created remarkable examples
of decorative and applied art.

J. Ruskin’s friend and follower, Willian Morris (1834-1896), a poet and artist who
is considered the forerunner of design, created the Arts & Crafts Movement, whose
members were engaged in the manual production of decorative and applied arts,
seeking to bring art and craft closer together. The aim of the movement was to
promote traditional craft production. Furniture and interior design, new approaches
in a number of other applied arts — all these developments of Morris and his
movements had an impact on many areas of art of the 20th century.

Thus, contrary to the simplistic vision of the Enlightenment philosophy, which
believed that the inexorable pace of technological progress would sweep away the
‘backward’ forms of artistic life, traditional art was very able to exist and thrive in the
conditions of industrial production even in Europe.

In Russia, the classics of Slavophilism of the 19th century philosophically
justified the civilizational identity of Russia. This is their enduring significance before
Russian culture. Slavophiles have the world priority in philosophy that during the
triumph of progressive theories, they were the first to express the idea (not obvious
at that time) that there is no single world civilization, the symbol of which is the
‘advanced’ countries of Western Europe, and other ‘underdeveloped’ countries
should run after the West importing Western civilization with all its roses and thorns.
Slavophiles pointed to the independence of individual local civilizations.

From their point of view, it is culture that gives the most characteristic features
of each civilization. Under the influence of Slavophiles, researchers traveled on foot
to dozens of provinces recording folk songs and epics, and collecting collections of
handicrafts.

Not only studying and collecting, but also a successful attempt to create a new
national art was carried out by an informal association of Russian creative
intelligentsia (artists, musicians, theater workers, scientists), who formed the so-called
Abramtsevo  Circle (Mamontov Circle). This circle operated in the 1870s-90s in

Abramtsevo, the estate of the entrepreneur and philanthropist Savva Mamontov. In
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Abramtsevo, the revival of lost and forgotten Russian folk crafts began: wood
carving, tiles, embroidery. Artists organized expeditions to northern Russian cities to
study preserved ancient monuments of architecture, iconography, decorative and
applied arts, and searched for examples of folk art in villages. Members of the circle
organized carpentry and carving, embroidery and pottery workshops in Abramtsevo.
The products of the workshops were very popular, exhibited at all-Russian and
international exhibitions, and won gold medals. The rise of new Russian art, based
entirely on folk art traditions, was hit by the political problems of the first third of
the 20th century.

In the Soviet period of Russian history, despite the fact that the Bolsheviks fully
shared the progressive ideas that came from the philosophy of the Enlightenment,
and artists, who worked in the traditional manner, were viewed as a ‘backward
element’, folk art crafts did not disappear. Moreover, in the 1920s and 30s, new
centers of lacquer miniatures appeared in Palekh, Mstera and Kholui. Unemployed
iconographers found their place in art there.

In the Soviet era, traditional Russian art was studied and popularized by a
number of remarkable scientists. Among them6 we can name Nikolai Dmitrievich
Bartram, Anatoly 1 asilyevich Bakushinsky, V'iktor Mikhailovich V asilenko, 1 asily Sergeyevich
IV oronov, and other remarkable scientists.

The achievements of the country’s traditional art in the first decades of the
Soviet era were clearly demonstrated by the international exhibition of art and
technology held from May 25 to November 25, 1937 in Paris, which became a
triumph of Soviet science, technology and art. The Soviet exposition at the exhibition
collected 270 awards including 95 Grand Prix, 70 gold, 40 silver, 6 bronze medals,
more than fifty diplomas. The triumph was particularly impressive, given the open
hostility and bias of the jury, and the noisy anti-Soviet campaign in the press.

After the Second World War, Russian traditional art found itself in a paradoxical
position: it became an officially recognized historical value of the country, but
recognition did not mean that this art would continue to develop and not remain the
storage units of museums. In 1960, almost all art artels, which turned into ordinary
factories, were liquidated. In these conditions, we can wonder only that Russian
traditional art has survived at all.

In addition to political problems, there were also social and cultural problems
common to all industrialized countries. In the course of a single generation, Russia
has transformed from a predominantly peasant country to a country of citizens. In
1897, the urban population of Russia was 12.9% of the total population, 15.3% in
1914, 21.3% in 1926, and already 74.4% in 1979. The traditional peasantry has
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completely disappeared as a class. The artisanal sector of the economy has also
almost disappeared, or rather, it has become ‘shadow’. As a result, traditional art has
largely disappeared, and what existed was mostly presented as kitsch products for
tourists.

Of course, folk art could only be preserved and developed as a result of the
existence and active activity of educational institutions that train personnel for folk
crafts. Such figures as .M. Vasilenko, N.G. Dmitriev, M.A. Nekrasova and others, who
created scientific research on professional education in the field of folk arts and
crafts, played a huge role in this.

The Moscow School of Arts and Crafts (MSAC), founded in 1938, trained specialists
in traditional applied arts during the Soviet era. It was there that the world’s first
author’s training programs were created for professional skills in the field of
embroidery, art painting on metal, fabric, and jewelry. A specific quality of the
School’s staff was a highly professional attitude to folk art not as a frozen
phenomenon but as a living phenomenon that is still in demand today (Folk art:
history and modernity, 2000).

Traditional applied art was in this position in Russia by the end of the Soviet
era. The collapse of the Soviet Union contributed to a sharp acceleration of the world
process called globalization.

The most characteristic feature for all countries of the world is the identity crisis
in the era of globalization. This term ‘identity’ (Lat. idem — ‘the same’) appeared in
ancient logic and meant a relation, whose members are identical to each other.
However, of course, identity is not just a philosophical category. Identity in the
human psyche is the ability to express in a concentrated form for a person how a
person imagines personal belonging to various social, national, professional,
linguistic, political, religious, racial and other groups or other communities. In other
words, what the individual relates to is identity. First of all, an individual’s identity is
related to his or her cultural preferences. People can change their spouse, religion,
political views, country of residence, social status, even sexual orientation many
times. However, culture defines all other identities.

In the age of globalization and the ‘blurring’ of identity by western ‘mass
culture’, the importance of the cultural factor for the preservation of identity is only
increasing. In fact, only those nations that have their own cultural alternative, will
survive in the modern world.

The era of globalization with its imposed patterns of western mass culture,
highly likely, caused an identity crisis. And the counteraction to globalization was the

‘return of ethnicity’, i.e., the revival of almost forgotten historical cultural traditions.
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We must admit that in a number of historical provinces of European countries, there
is a real revival of traditional applied art. In Russia, this process has also taken on a
special character. It is no coincidence that philosophers talk about the conservative
cultural revolution in Russia. And it is in the field of traditional arts (since ‘modern’
arts are formed in the West) where the victory in preserving the Russian national

identity can be won.

2. The current situation with the training of specialists in the field of folk art
in Russia

However, this requires a system of training future artists. At the turn of the
Millennium, Russian traditional applied arts began to require new approaches to
teaching. It was necessary to train not only diligent copyists of old classical examples
of traditional applied art but also artists, who could develop the Russian artistic
tradition in the era of universal literacy, urbanization and mass media domination.
However, artists need higher education in order for national art would not limit only
to the restoration of old techniques and products. For thousands and thousands of
years, traditional art has been based on the practical experience of masters based on
the examples of their ancestors. However, this is not enough in our time. A modern
artist, who wants to create great masterpieces, which is the natural feeling of every
true artist, must have all the artistic experience of humanity and especially his people
but also be a comprehensive person. Meanwhile, in the ‘wild 1990s’, the traditional
arts and crafts of Russia experienced a severe crisis. In addition to prosaic financial
problems, people’s artists were particularly affected by the beginning dominance of
mass western culture. However, as always in the history of Russia, all these problems
caused natural resistance. On the wave of increased interest in the basics of national
culture in Russia, the opening of the Higher School of Folk Arts (Institute) took place
in 2003. The HSFA(]) is really the first and only state educational institution in Russia
that provides professional training for artists of traditional applied art.

A unique system of continuing professional education in the field of traditional
decorative and applied arts is embodied in it. The Institute is a multi-level educational
institution of higher professional education that implements programs of secondary,
higher, and additional professional education. Thus, the HSF.A(I) is not only an
educational but also a scientific institution, the only one of its kind.

HSFA(I) branches are located throughout Russia and abroad: Moscow, Mstera,
Kholui, Bogorodsk, Fedoskino, Sergiev Posad, Omsk, Ryazan, Porvoo (Finland).
The number of students at it is small. However, it is quite understandable: an artist

of traditional art is a piece product.
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Thus, the HSFA(I) is both a higher education institution and a research center
where Russian traditional folk art continues to develop. There are many difficulties
and contradictions in the development of the Institute, as well as in the state of
traditional applied art. However, Georg Wilhelm Friedrich Hege/ also noted that

contradiction is the source of development.

Conclusion

Thus, Russian traditional applied art having survived all the troubles and
misfortunes, continues to exist. At the same time, traditional art directly affects the
‘high’ art of the nation. As historical experience shows, for example, in the work of
W. Morris and the work of the Abramtsevo Circle, traditional art has an inspiring effect
on the art of the country as a whole. In other words, not only elements of folklore
but also new, quite avant-garde art still comes from a folk source.

We can observe the emergence of new types of folk art with our own eyes.

As an example of the development of ‘real’ folk art in the middle and end of
the Soviet era, we can cite the history of the appearance of artistic processing of
amber. This direction was born in the Kaliningrad region, former East Prussia, after
1945. In the Russian Federation, this region is the smallest of territory — 15.8
thousand square kilometers (0.3% of the country’s territory) (Lebedev, 2015). The
region is inhabited by immigrants from all over the former USSR. As the Kaliningrad
scientist Y. Zperev noted, “in the economic and geographical literature there is a term
‘countries of migrant capitalism’. In this sense, the region can be called a ‘region of
migrant socialism’ with all its inherent pros and cons.” (Zverev, 1997) There are
many universities in the region including the university. Kaliningrad residents are
mostly citizens with a high level of education. However, it is here that the artistic
processing of amber has become completely ‘its own’, Russian direction in art. Thus,
the artistic processing of amber is completely related to Russian folk applied art.
Amber jewelry has become one of the ‘business cards’ of Russian jewelry art. The
Kaliningrad amber industry has lived more than 50 years.

Can we talk about the possibility of new types of folk art?

Let’s give an example of such popular among ‘ordinary people’, types of home
art that have a long history and have flourished in our time, as patchwork sewing and
making glass products with a burner at home.

Patchwork is a type of folk-art activity that has existed from time immemorial
to the present day. Traditions of patchwork sewing were developed in Russia. So,
Domostroy described methods of economical cutting, including from scraps of cloth.

In the Soviet era, patchwork was also interested in artists, futurists, and
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constructivists of that time as a new expressive form. Most people, however, were
engaged in making clothes from rags only because of poverty and scarcity. Patchwork
is a kind of mosaic made of pieces of fabric, which is used to create household items,
clothing, accessories, and art panels. This art can be both decorative and applied, and
purely artistic. If earlier patchwork arose from the need to maximize the use of all
available fabrics, today patchwork is becoming a real art, and millions of people,
women and men, young and old, of all social strata and groups are interested in it.

Lampwork (working with a burner) is a technique for processing glass over the
flame of a burner. It is one of the newest types of folk art. It is usually used for
making glass beads, accessories, and small decorative figures. For lampwork, you
need special equipment: a propane or oxygen burner, as well as quite expensive raw
materials. Historically, since ancient times, glassblowers made toys and trinkets from
the remains of the glass mass. At the end of the 20th century, as burners and glass
for processing became available and cheap, lampwork began to turn into an art craft.
The main advantage is the ability to let in products of any shape and size. In addition,
all lampwork products are unique because it is impossible to repeat them.

Of course, these examples are not limited to folk art. We can expect the
emergence of new directions in this work, caused by the development of technology.
Consequently, folk art will exist and develop in new forms that are not yet known to

us.
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Multi-faceted creativity of artists of one city

Abstract:

The study of the topic provides an opportunity to get acquainted with another important
phenomenon in Russian art, which received the concept of severe style and developed in the 1960s.
The research considers the evolution and development of the genres of still life and landscape,
their interpenetration in the works of artists. It also considers the diversity of creativity, different
artists united by one city. Special attention is paid to the work of Leningrad artists. The artists of
the Leningrad school of painting, characterized by certainty professional and moral criteria and as

a result, caution against innovations. The study analyzes the creativity of such artists as A. Yakovlev,
Y. Krestovsky, E. Moiseenko, O. Khorosheva, A. Lytkin, and others.
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Introduction.
‘View from the Window’ in the works of the artists Y.I. Krestovsky, E.E.
Moiseenko and A.A. Yakovlev

You can consider the work of Leningrad (St Petersburg) masters Y.I.
Krestovsky and A.A. Yakovlev with the involvement of other artists whose works
touched the theme of ‘view from the window’.

The study of the topic provides an opportunity to get acquainted with another
important phenomenon in Russian art, which received the concept of severe style and
developed in the 1960s. In itself, this concept is very conditional and it is a kind of
metaphor. For the first time, the term of severe style was used by the critic A.A.
Kamensky first in oral speech, and then a group of artists who worked in the late
1950s and early 1960s, mainly Muscovites, which included N.I. Andronov, G.M.
Korzhev, V.I. Ivanov, V.E. Popkov, P.P. Ossovsky, T.T. Salakhov, the Smolin
brothers, D.D. Zhilinsky, i.e., most of the leading artists of the 1960s, was designated
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under this concept. Leningrad artists E.E. Moiseenko, 1.Y. Krestovsky, A.A.
Yakovlev belonged to the group, too.

The artists, conditionally united in this group, created works, in which most
important feature of the figurative structure was metaphorical. Of course, this
concept itself is characteristic of traditional and realistic art works. However, these
masters used mainly the plot and semantic nature of the metaphor, referring mainly
to its pictorial and plastic essence.

This is not difficult to trace in the works of Y.I. Krestovsky. As a master of still-
life, he understands the meaning of the subject more than its realistic essence. In his
still-lifes, the subject acts as a symbol and expands the idea of the content of the
paintings. Maybe that is why he turns to the theme of open window that carries a
romantic charge. If you recall some aspects of the development of European art, you
can remember the deep spatial window-niche that has fascinated artists since the
15th century. It was there, in the depths, that the big world, which artists gravitated to
but they did not have a tradition of displaying it, was developing.

Another surge of attention to the motif of the window, opened out of interest
in the entire outside world, is used by romantic artists of the early 19th century.
However, now outside the window, there was the wotld of the infinite. We often do
not even see, but only realize, imagine, do it through #he look outside of the hero of the
picture. Romantics like to contrast #he small, ordinary, and real world, which can be
seen and felt, with the b7z world, which leads both the eye and the imagination to
infinity.

This is the approach to the genre that Yaroslav Krestovsky has in his works of
the second half of the 1960s. This is Cage with Parrots (1965), White Night. Bouguet of
Lilac (1967), Still-Life with an Aguarium (1968) and pencil S#l/-Life with a Mirror (1967).
White Night. Bouguet of Lilac contains more elements of the real world. The lyrical
theme of the connection and continuity of different cultural epochs is traced in it.
The world was still in the pale, silvery-pearly haze of the white night. The artist
elaborated on the characteristics of the interior. We see details of the furniture,
antique furniture, a clock on the wall, and a luxurious bouquet of lilacs in a round
vase.

The most characteristic compositional technique of the 1960s was the use of a
narrow strip of the first plan (window sill) to write the actual still life, but the middle
and far plans were occupied by the landscape. The artist deliberately emphasizes this
toreground and the plane of the canvas.

The motif of the city is familiar to us from other still-lifes with a window by

Yaroslav Krestovsky. This is a house with a tower topped by dome’s onion and a
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weather vane, empire mansions and tenements known from other works. They only
move slightly in space in each new picture.

By a simple comparison of the s#a// world of reality surrounding a person, and
the ever-living craving for dreams, beauty and perfection, the artist speaks of
philosophical problems, the essence of which lies in the perception of the world as
eternal beauty.

Yaroslav Krestovsky composed his compositions. First of all, this applies to his
still-lifes — complex, metaphorical, allowing to give greater semantic depth to the
work, but the significance of the landscape motif is not implored by the artist. The
master created his best works in the 1960s and 1970s. An interest to the theme of
view from the window was realised by E.E. Moiseenko ($#//-Life on the Windowsill, Winter
(Birch) (1971), Window (1975), Blue Morning (1974), Son (1968), Young Artist (1970)) and
A.A. Yakovlev (polyptych Our Pavshino. The Seasons of the Year (2011) and Bad Weather
(2011)). Their works, created in the following decades, clearly demonstrate the
evolution and development of a complex work that combines different genres of

painting.

Creativity of artists of the Leningrad school of painting

The artists of the Leningrad school of painting, characterized by certainty
professional and moral criteria and as a result, caution against innovations... [5], strict
adherence to the traditions of the academic school, since the late 1950s, start looking
toward the enrichment of scenic beauty, enhance the decorative and impressionistic
survey in the themes, which does not aspire to comprehensive coverage of the
phenomena. The search for new methods to enhance expressiveness leads to the
appearance of an original genre, in which the expressive possibilities of still life and
landscape, and sometimes the interior genre, clearly converge. Although still-life
physically or spiritually prevails on the canvases, which is reflected in the names of
paintings, it is obvious that it is inextricably, justifiably and necessary connection with
the landscape, without which reflections on the eternity of the universe, the
impermanence of human existence, as well as the transfer of the artist’s personal
experience would hardly be possible.

Artistic problems and ways of interpenetrating of still-life and landscape were
solved by brush masters in different ways. This could be due to unifying daylight (T.
Afonina, V. Teterin, E. Antipova, B. Shamanov, N. Pozdneev), transmitting the state
of the air environment and reflecting it on objects (B. Shamanov, Asfers), focusing
on the bright decorative nature of things and transmitting the form and texture due

to color (S. Osipov), etc. Motif of a window or door, open or closed, often introduce
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thereby establishing a harmonious connection between the microcosm and the
macrocosm (A. Yakovlev, Y. Krestovsky, B. Shamanov, E. Moiseenko).
Introduction to the plot of the lyric hero (E. Moiseenko) serves as an indisputable
method of enhancing personal emotional experience and philosophical
understanding of the world.

Taisia Afonina’s S#/-Life with Willows (1964) is joyous and wordy. There are a
lot of items made of different materials-glass, porcelain, metal, light fabric, the
texture of which is revealed by daylight. This light falls on objects and differently
plays on their surfaces, revealing all their beauty. It should be noted that the
landscape in the picture is not as such, it is zdden behind a curtain and appears to us
in the form of a stream of bright spring sunlight, which is a powerful unifying still-
life and landscape, guess the window. In this still-life, the artist frankly sets a coloristic
task subtly developing the white and silver-gray scale that dominates the picture, and
only emphasizes its beauty by the delicate introduction of cobalt, gold and yellowish-
brownish shades.

Boris Shamanov also solved similar artistic problems in his work. Frankly
putting a still-life in the landscape, he made bright or dim sunlight by the hero of the
paintings. Jug with yellow flowers in the still-life of September. Yellow Flowers (1991)
stands on the edge of a plank table. The stream of the brightest light plays on yellow
large flowers and smaller orange nasturtiums transforming them and making them
even more bright and sunny. The contrasting shadows, cast by the jug and the trees
(the latter are not visible to the viewer, but are implied by the effect of introducing
shadows), clearly indicate how the light is bright and strong. The landscape, given
large broad strokes and circular lines and transmitting hilly terrain, ends with a
circular horizon, which gives it an almost universal scale. Against this background, a
giant bouquet that does not fit into the frame of the canvas, also carries the idea of
the greatness of the great bouguet and, thus, gives a complete image of the world
harmony. This harmony is also emphasized by the development of a noble color
scheme of yellowish and bluish colors.

Universal scale is also given to the bouquet in the painting of Brier after the Rain
(1989), the entire composition of which is built on the circular lines — the table, the
vase, the bouquet and the rainbow. The bouquet is soaring over the landscape
lluminating the landscape with its glow with a river and unsightly wooden huts. Juicy
crimson tones, combined with azure-blue and emerald-green ones, give the canvas a
fabulous color. The momentary beauty of the wotld is highlighted by a few fallen petals

and leaves of rosehip on a wet table and a gradually disso/ving rainbow.
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Asters (2001) are different in mood. Snatched from a large landscape fragment
with flowers in a simple glass jar makes it clear to the viewer that the landscape
continues beyond the fragment. The general state of nature evokes a slight sadness
for the past summer. The soft diffused light falling on the yellowing large leaves, on
the asters already lowering their heads, on the white crumpled tablecloth
(transmitting its glow to the Astras and making them glow from the inside as well),
unites the still-life and the landscape with the general state of departure of years’ joy.
The artist seems to offer us to admire the colors of the coming autumn, carefully
developing a green-brown and refined amethyst-lilac range, thus, setting and solving
a decorative task.

The introduction of the window motif is found in many of Shamanov’s
paintings of the 1960s: S#//-Life with an Alarm Clock (1962), Sprouted Potatoes (1960),
Night. Candle at the Window (1969), etc. Undevelopment of the landscape in depth,
bringing large objects and things, which partially obscure the world outside the
window, to the foreground, the artist’s view of what is depicted slightly from above,
and often the combination of different points of view give Boris Shamanov’s still-
lifes monumentality and spiritual meaning.

The works of Yevgenia Antipova and Viktor Teterin give an idea of the great
decorative possibilities and impressionistic tendencies of painting by Leningrad
masters of the second half of the 19th century.

Noon (1982), Blooming Willow, Calla Lilies and Daffodils (1984), Apple Tree in Bloon:
(1997) and many other works of Yevgenia Antipova are written during plein air and
are very harmonious, accurately set still-lifes, usually vases and other vessels with
flowers, fruits, vegetables, food, arranged on small round tables in the garden under
the trees. It often seems that the nature around obscures the still-life invading its /fe:
branches of trees, bent and even lying on the table, endless glare, cast by objects on
each other, all united by a bright sunny color... The circular forms of bouquets and
tree branches, round tables, round horizon lines and fragmentary nature of many
compositions, despite the lightness and cheerfulness of the canvases, give them a
significant degree of monumentality.

The window motif in E. Antipova’s eatly work Books on the Table (1963) and the
light of a winter sunset, pouring out of it, serve as a unifying beginning of the major
mood of the workshop corner, achieved by developing a warm ochre scale with the
introduction of noble red spots, and the winter embankment outside the window,
with houses illuminated by pinkish light.

Color in Teterin’s works plays a primary role. This is a contrasting painting
made with temperamental large strokes. S#z//-Life with Braided Bottle (1969), Still life with
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Flowers (1964), Autumn Still-Life (1964-1972), Flowers under a Tree (1980), Blossoming
Almond Trees on the Shores of the Black Sea (1981), Still-Life with Alpine Roses and the 1 ase
(1983) and many other works are no different by a great variety in the choice of
subject, but these flowers, fruits, vegetables, and dishes, made on the open air and
the bright sun and written by juicy brush, convey harmony and complete unity of
landscape and still life lines.

Nikolai Pozdneev’s S7//-Life in the Grass (1964) was painted in bright and juicy
colors. Broad writing, powerful brushstroke, bodywork of paint, bright
decorativeness is inherent in this work. The plot depicts everyday things, simple
dishes and food lying on a napkin in the grass. There is no landscape as such, but it
is certainly discernible, that is, a large field of green grass with yellow dandelions. The
fragmentation of the composition, the circular shapes of objects, the bending blades
of grass, the white napkin as a symbol of light and purity poetize the everyday motif,
making it a part of the Universe.

A different, more graphic style of painting is typical for such masters of the
Leningrad school as Evsei Moiseenko, Yaroslav Krestovsky, and Sergei Osipov.

Sergei Osipov’s Autumn Branch (1974) and Bougquet of Cornflowers (1976)
practically eliminate the problem of light and solves decorative problems using color,
which creates the shape of objects and transmits their texture. In both works, the
window motif is introduced, behind which a color spot in the form of an autumn
yellow tree, as in Autumn Branch, or a grayish-bluish landscape, as in Bowuguet of
Cornflowers, necessarily echoes the colors of the object world. So, we can see
achievment of the harmony and interpenetration of genres.

Yaroslav Krestovsky is a master admiring the subject. Whether it is a giant axe
in Szll-Life with an Axe (1965), placed among other ringing stabbing and cutting
objects against the background of a frosted window, behind which snow-covered
huts... or antigne world, located on a table made of Karelian birch, with a huge
antique clock and exquisite dolls in Clock and Dolls (1972) ... or a fantastic water world
in S7ll-Life with an Aquarium (1968), set on a large window, behind which and through
which you can see the roofs of the old city. In all cases, the still-life is placed in a
temporal and spatial context. There is no conflict of opposition. These are still-lifes
of landscapes and interiors at the same time (as in Clocks and Dolls), which change not
only consistently, but often in places. So, the industrial landscape outside the window
tramed by heavy curtains looks like a picture of the outside world hanging on the
wall. These are performances with a curtain (S#/-Life with an Aquarium), and the
theater set of White Night. Bouquet of Lilac (1967), and the transfer of one era to
another through admiring both. It seems that developing the theme of the
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interpenetration of epochs by combining genres, Krestovsky did not overcome the
literary and could not rise to the heights of miriskusniki in his work.

Evsei Moiseenko’s still-lifes are full of moods and personal experiences. His
usually nervous lines are calmed in still-life and landscape. If a still-life is painted with
the introduction of a window, it is usually located at the window directly, close to it,
or on the windowsill itself. In S#/-Life with Tatarnik (1978), vertical lines (plant stems,
tence, window frames) predominate. The rhythms of the stems and petals of plants
create a sense of movement, dance, exultation. Heavy window frames enhance the
movement, as if pushing the still-life out into the street and zwiting the viewer to sit
under a tree by the fence or run along a circular path that goes off to the left into the
distance. The interpenetration of the still-life and landscape creates a mood of serene
summer happiness. The joy of the flower dance is complemented by the joy of the
kaleidoscopically devoted world outside the window (the landscape consists of
fragments, and when the window glass swings, a different fragment is reflected in it).
The background of the picture is filled with light, the front is linear. And you can
clearly feel the presence of a person who is not visible, but who came, put the flowers
(their trophies) in whatever they had to, so as not to wilt, and ran away, because the
diagonals of the windows pushed him into the summer, joyful world. And we know
how he will run along this circular path into the distance, towards happiness.

In Autumn Still-Life (1982), the main character of the work is shown in close-
up. The view of peaceful country life serves to solve pictorial problems. The scent
of the composition — a bowl with apples — is underlined and colored, this is the
lightest spot in the whole picture is full of circular shapes. Other parts of the picture
are filled with complex rhythmic lines. The landscape sets the mood for the still-life,
and it takes on a plot: country house, autumn, a little sad (blackened trunks, fence,
gate) ... The table divides two compositional plans — the first is subject, “talking”
about the life of people, and the second, complicated by the perspective and depth
given by a purely pictorial technique, speaks about the life of nature. Orange and
greenish shades of objects and foliage bring a note of joy to the dark werticality of
trunks and fences giving a sense of admiration for life with its changing seasons, each
of which carries its own suburban joys. In other words, it is still-life and mood, still-
life and feeling, but mood and feeling arise from a deep mutual penetration of nature
and the world of objects.

In Portrait of a Boy (1962), Young Artist (1970), Boy under an Apple Tree (1980), the
portraits of a teenager are placed, which are either in the walls of their room by the
window, or in the garden under an apple tree. The boy is waiting for his future, he is

protected while the world of his house or garden (Portrait of a Boy, Boy under an Apple
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Tree), or, conversely, is pushed by the window frames into the romance of life outside
the window, with goats rushing like horses (Young Artis?). The boy belongs both to
the world in the room or garden, and at the same time, by his detachment or an
unexpected thoughtfulness, or enthusiasm for age, to that other world, outside the
window or outside the fence. Thus, the artist solves complex philosophical and
ideological problems by introducing a lyric hero.

The philosophical understanding of still-life is also characteristic of the works
of Andrey Yakovlev. In the painting Memory of Fallen Artists (1970), a red irezida in a
pot is placed on the sill of an open window, behind which there is no landscape, and
the space is decided in the form of a gray tone stretch and resembles a granite slab.
Against this background, a flower with red petals that resemble many hearts in color
and shape, looks like a symbol of memory. Strict verticals of stems, brushes, and
window frames give the canvas a lofty solemnity, and a noble combination of red
and gray do restrained luxury.

The theme of the window always played in the artist's significant role, both in
early works (Letter from Leningrad, The Day Begins (both 1977), Rosemary (1980)), where
the window or its fragment serves as a background for expressive still-life only and
later (Cornflowers (1990), Tunguska (1991), Winter Bouguet (2008), The Day of Apple Feast
of the Saviour (2007), Honey August and Berries of the Forest (both 2009), in which bright
sunshine, the light which illuminate the entire interior space and unites the two
wortlds, outer and inner, the power of love for the beauty of the world, is raging at
the open windows.

The polyptych of Our Pavshino. Seasons (2011), painted at the end of the master’s
life, brings the theme of the beauty of the world and personal experience to
perfection. There are captivating ~Apr/ with the finest developments of yellow-gray
and mother-of-peatl colors, and juicy June with a colorful bouquet of wild flowers in
an emerald vase, ripe strawberries and milk, with a Sunny landscape outside the
window, half-open and cal/ing us to run out to bask in the sun, and J#/y with a bouquet
of cornflowers and ears in a clay vase standing on the windowsill and written from
the garden, as if inviting us to home; a little sad, and Axgust with dried fish, beer and
cigarette in the ashtray, golden grass and nascent thoughts about the end of the
summer, and rainy November with a dry bouquet in a large vase, red cat, clay toys and
a continuous flow of water on glass. and buoyant, joyful mood Janunary with
bullfinches and tits flying around in search of food, tangerine peels on the snowy
table. All these works, imbued with a subtle lyricism and attraction to the infinite
beauty of the world, are akin to the music of The Seasons by Antonio Vivaldi in terms

of their impact on the viewer.
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Philosophical orientation, subtle interpenetration of genres, pronounced
lyricism, poetized perception and transmission of everyday objects of life, subtle
color combinations, impressionism are the main features that are inherent in the
masters of still-life of the Leningrad painting school in the second half of the 20th

century.

Poetry and light in the works of Olga Khorosheva

Olga Khorosheva, a talented St Petersburg artist, is primarily attracted by the
amazing accuracy, brevity of the image, bright and juicy color scheme, and absolute
fidelity to the chosen themes.

The search for style, it seems, did not touch her creative manner at all. She
chose her clear and fascinating pictorial language once and remains faithful to it for
more than a dozen years. This makes her early works look surprisingly modern, and
today’s — timeless. This is largely due to the win-win in art themes and subjects chosen
by the artist — women, children, flowers, nature. And in any portrait, female or child,
in any story picture, in any still life or landscape — an amazing combination of vital
truth and excited elation of the image.

Khorosheva's painting is active and emotional, it is recognizable by its juiciness,
peculiar color and stylistic unity. Favorite shades of blue, blue, azure, turquoise fill
the entire space of paintings depicting village children, teenagers and young women.
Blue has many meanings and, supported by other colors-white, green, yellow-is
perceived sonorously and at the same time sets off the other colors. A certain
similarity of facial expressions of the characters, their large and always sad eyes,
concentration, sharpness of the lines of the hands, a certain rigidity of movements
cause persistent associations with the Fayum portrait, iconographic images and early
parsuns (Dimochka, Nadyusha, 1992). In the of Pyatnashki (1993), children’s images
presented against the background of the circular forms of the earth and azure water
merging with the sky, as if raised by the artist to the universal image of eternal youth.
The works of Summer Bathing, By the Lake, Noon (2008) carry a shade of deep
symbolism and evoke wonderful images of V.E. Borisova-Musatova. The beauty of
the surrounding landscape, a young female body and modest wild flowers, as a
symbol of modesty and chastity of the captured images are what the author tells us,
clearly admiring his models.

Completely revived in spirit is the image of a teenager in the picture Dragonflies
(1993). A boy kneeling in profile, movingly focused on dragonflies flying out of the
palm of his hand, depicted against the background of a tall Bush resembling a

Christmas tree and a huge piercing blue boundless lake, this image bears the stamp
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of the great Italian masters-Raphael, Botticelli, Carpaccio... The freshness of colors,
clear composition, and generality of the landscape make the child’s image majestic
and sublime. The anatomical accuracy of the youth’s body, his awkwardness,
insecurity and exquisite elegance of hand drawing, the subtle reflexes of the skin,
detachment from the noisy life near and focused on the seriousness of the gaze, or
admiring whether studying the flight of dragonflies — all these makes the main
character with images of teenagers in painting E. Moiseenko, who studied Olga
Khorosheva. The interest in childhood and youth, so widely embodied in numerous
portraits of Moiseenko, is perceived by the student in full and with high delight.
Having absorbed from the teacher the psychology and immersion in the inner world of
the characters, the light and complex world of the emerging personality, Khorosheva
gives her paintings more picturesqueness, moving away from the classic
moiseyenkov graphics, which makes her images more fragile and pathetic.

The canvas Boy on the Grass (1994), as well as Dragonflies, is filled with a deep
generalized symbolic meaning. Touching naked fragile boyish figure lying on a white
towel, the round shape of the hill, written in large, generalized strokes, fluttering
butterflies, corners of the bright blue sky — everything is encrypted message of the
author to the viewer, talking about the bright and clean world of the child, about his
insecurity and at the same time about big dreams, read in a serious concentrated deep
inside look.

Portraits of urban residents-children, women, and men-are always concise in
composition and are remembered for their bright characters and rich color scheme.

The portrait of Nadenka (1990) admires above all with his masterly performance
of red. The whole canvas is a hymn to the red, a hymn to the beauty of a talented
girl. Scarlet, Burgundy, vermilion and delicate pink-all written in hot bright colors
that emphasize the texture of fabrics and objects, mesmerizing, as in the canvases of
Arkhipov, Petrov-Vodkin, Matisse and many others. The girl depicted with a book
in her hands is beautiful. A deep intelligent look, a slightly timid girlish pose, an
abundance of books on the table, a background of red Cannas — everything speaks
of a great future for a talented person. Her soul is pure and tender, toys have not yet
been forgotten, all the fairy tales have not yet been read, but her soulful, unchildlike
eyes are focused on a beautiful bright future. Many years later, in the portrait of a
teenage girl Anastasia (2009), the artist again turns to red, which models the form and
emphasizes the elegance of the model.

Women’s portraits occupy a significant and worthy place in the work of
Khorosheva. In the paintings of Nan: (1989), Svetlana (2003), Nadia (2005), the

softness and plasticity of female figures are emphasized through the expressiveness
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of the drawing. They do not contain excessive detail and signs of time. They are quite
concise and restrained in the color scheme. But each character feels the richness of
the inner content and beauty of the soul.

Olga Khorosheva’s landscapes are also imbued with an emotional sound. They
fill the space of village portraits and holiday scenes, and they are represented by a
separate independent genre. The artist masterfully conveys the quiet and unobtrusive
beauty of the Central Russian landscape, relying on the best examples of Russian and
Soviet landscape painting. The Silent Morning (1990) with its backstage construction
of the composition, an exquisite range of greenish-blue tones, subtle in the
foreground and generalized manner of writing in the background — despite the plot,
has a strong emotional impact on the viewer.

Poetiziruet discreet landscape is characteristic of the works of the artist. In
Golden Autumn (1989), the prevailing yellowish-ochre tones of birch crowns are
combined with small patches of green shades of withering grass and white flashes on
the trunks and water. Despite the General warm color scheme, the autumn landscape
does not give us a major mood, it is full of quiet sadness, frozen on the withered dry
bushes of once tender field grasses and flowers in the foreground, on the smooth
stone jutting into the shore, and on the trunks reflected in the brownish water and
from the color of this water seem devoid of crowns...

Artist Olga Khorosheva is recognizable. A strong painter, she went through a
great school-graduated from the Academy of arts in the Studio of E.E. Moiseenko,
an outstanding master and talented teacher. Of course, the capable student absorbed
the main lessons of the teacher, but at the same time developed her own unique
handwriting, whose name is bright picturesqueness, accuracy of drawing and a strong

emotional beginning.

Conclusion
Kaleidoscope in the work of A.M. Lytkina

The work of Alexander Mikhailovich Lytkin is very diverse and multi-faceted.
Having received a classical art education at the Academy of Arts, constantly, daily
developing their skills, making sketches and sketches, expressing their thoughts and
ideas on paper Alexander Mikhailovich develops the classic experience of graphic
artists and painters. Supporting and developing, he revealed his inner personal and
individual characteristics in his work and was able to join the current interesting art
of the time.

In his works there are a lot of thoughtful, perhaps rational, but at the same time

very complex figurative elements, a lot of philosophical reflections, almost like a
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parable and aphorisms, clear images that are easy to read, laconically cut into the
memory of the viewer (Russia is the Birthplace of Elephants, lithography). His works have
several layers of ideas that complement and intertwine images and thoughts.

The master is constantly looking for creative, unusual in character and
composition, unusual perspective and solutions of known subjects, expresses a new
vision, a new interpretation of the images resulting in a series of paintings under the
common theme of The Abduction of Europa (The Abduction of Europa, The Abduction of
Europa 2, Abduction).

One of the characteristic features of his work is kaleidoscopic and fragmentary
in images, compositional construction and plastic construction of a picture. There
can be fragmentary, solved by lines, spots or color solutions, clear laconic decorative
spots, using a formal principle to express personal vision. And this method does not
interfere with the integrity of the image, the solution, but only emphasizes the
character of the picture, the mood of the plastic form, the state of the lyric hero or
landscape. This fragmentary and kaleidoscopic nature is very interesting to solve.

The picture of realistic images dissolves and outgrows, and is reborn, enriching
the image, complementing the irrational and pointless spheres of the world. The
combination of realism and abstraction complicates the author’s works.

Kaleidoscopicity can be traced in such works of A.M. Lytkin as Kazan Cathedral,
Windows, Fortune-Telling on Maps, Ice Drift, Leaf Fall, Autumn, Sphinx, Palmistry, Matera.
St. Peter’s Basilica, Magz, Blues, Morning at the Sink, Anger. The kaleidoscope system

implies movement and development, which is also expressed in creative sheets.
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Appendix

Fig. 1. E.E. Moiseenko. Blue Morning (1974) Fig. 2. E.E. Moiseenko. Winter (Birch) (1971)

Fig. 3. E.E. Moiseenko. Window (1975) Fig. 4. E.E. Moiseenko. Still-Life on the Windowsill
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Fig. 6. A.A. Yakovlev. Autumn (2011)
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Fig. 8. A.A. Yakovlev. Summer (2011)
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Fig. 11. E.E. Moiseenko. Young Artist (1970) Fig. 12. A. Mylnikov. Vera on the Verandah
(1964)
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Fig. 13.Y. Krestovsky. Still-Life with a Chinese Figure Fig. 14. Y. Krestovsky. Landscape with

and a View from the Window to the Roofs and Isaac aquarium (1968)
Cathedral (1962)

Fig. 15. A. Deineka. Window in the Studio (1947) Fig. 16. B. Shamanov. Asters (2001)
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Fig. 18. E. Antipova. Blooming Willow,
Calla Lilies, Daffodils (1984)

» g

Fig. 19. E. Antipova. Midday (1982) Fig. 20. E. Antipova. Apple tree in Bloom (1997)
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Fig. 21. T. Afonina. Still-Life with Willows  Fig. 22. B. Shamanov. September. Yellow Flowers
(1964) (1991)

Fig. 23. K.S. Petrov-Vodkin. Violin (1918) Fig. 24. N. Pozdneev. Still-Life in the Grass
(1964)
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Fig. 25. A. Schmidt. Lilac in the Sun (1974) Fig. 26. S. Osipov. Cornflowers (1976)

- S B 2
Fig. 27. T. Kopnina. Flowers on the Fig. 28. E. Pozdnyakov. Peonies (1959)
Window (1957)
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Fig. 29. E. Antipova. Books on the Table (1963) Fig. 30. E. Antipova. Still-Life in the Grass (1996)

Fig. 31. E. Antipova. Still-Life with Strawberries Fig. 32. V. Teterin. Still-Life with
(1960) Flowers (1964)
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Abstract:

The article is devoted to the problems of modern Russian fashion on the example of the creative
work of St Petersburg designer Ianis Chamalidi. Who is now a prominent participant in the modern
art process in the field of fashion? Many magazine articles have been written about the work of
this famous St Petersburg designer. Ianis Chamalidi is actively involved in creative projects. He
cooperates with the State Hermitage Museum, where many of his works are kept in the collection.
The author concludes that St Petersburg designers are in a situation where they have to compete
not only with representatives of the world fashion, but also with the fashion of the capital city.
Nevertheless, graduates of the Leningrad — St Petersburg School of costume design often remain
loyal to their city, forming a unique style of St Petersburg fashion. In this sense, the example of
Tanis Chamalidi’s work is a perfect illustration of how the transition period of the 1990s saw the
emergence of modern Russian fashion under the new economic situation.
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house, collection, style, creativity, modern fashion.

Introduction

Russian fashion has a big history. Even in the early twentieth century. the world
was surprised by the works of Russian fashion designers. However, in the context of
the development of world fashion and Russian fashion, the destinies of different
tashion designers were different, as historical changes in the fate of Russia forced
them to adapt to the new conditions. Nevertheless, the continuity of the pedagogical
system of Russian artists was preserved. One of the brightest examples of the
formation and formation of the frontier of the Soviet and post-Soviet epochs is the
tamous St Petersburg modeler Yanis Chamalidi. In the work, which reflects the
characteristic for many generations of Leningrad style of St Petersburg designers.

The St Petersburg School of Modelling is one of the leading in the country.
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Tanis Chamalidi is currently a prominent participant in the contemporary art
process in fashion. He is widely known in his professional field. Every year, a fashion
designer creates collections for the ‘Association’ project in Tsarskoye Selo. He
cooperates with the State Hermitage Museum, where many of his works are kept.
Yanis Chamalidi is actively involved in creative projects. He has created costumes
for Russian figure skaters and for theatre productions. The fashion designer worked
on a costume for Konstantin Khabensky in the film of The Hermitage V'R Immersion
in History in the format of ‘virtual reality 360’. He makes collections of men’s and
women's clothing of luxury and pret-a-porter class and presents his collections at
various fashion weeks in St Petersburg, Moscow and abroad.

His fashion house has existed for twenty-two years. During this time, he has
managed to grow up, and the style and quality of models became the key to future
success. In addition to the fashion house, there is another, separate boutique, where
you can buy things from the collection of accessories and finished dresses, as well as
an exquisite wedding line.

Ianis Chamalidi dresses many media faces, such as Yulia Makhalina, Nina
Zmevets, Maria Abashova, musician Andrei Samsonov, Nastasia Kinski, Patricia
Kaas, Anastasia Vertinskaya and many others. The designer’s collections were
presented in different years in the best showrooms of Moscow, Paris, Milan, Tokyo
and Dubai.

He developed an intensive authoring course for stylists called Individuality Codes.
On the example of the creative work of a fashion designer you can trace the

characteristic problems of modern art of fashion.

1. Creativity of Ianis Chamalidi in the context of modern Russian fashion
Ianis Chamalidi (Fig. 1) was born on June 24, 1976. The designer loves the rainy
condition, which calms him down. St Petersburg is a favorite city where it rains all
the time. This is a unique city with which Ianis Chamalidi has absolutely everything
connected. He says that the very vibration of the walls of St Petersburg is a special
state of the city and those people who built it. They have materialized their
experiences and emotions that still carry these walls. That is why the St Petersburg

design school is different from any other city, because it is the walls that absorb
everything (Ianis Chamalidi, 2018).
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There are other favorite places of the designer, but first of all this city in general,
he heard the music of architecture, he did not understand what was happening to
him. But then he heard Sad Speech by Oleg Nikolaevich Karavaychuk, a famous Soviet
and Russian composer and musician. Having heard for the first time the sounds of
St Petersburg walls, the designer at first thought to himself that he had lost his mind,
but having got acquainted with Oleg Nikolaevich Karavaichuk’s works, he felt that
he heard them not by himself. He understood that he had found an adherent.
Because this city gathers those who hear these sounds. And when Ianis Chamalidi is
asked why you have been a designer in St Petersburg for so long, he answers that he
adores our city as Karavaichuk once adored it. The designer says that if Ianis
Chamalidi leaves St Petersburg, then Ianis Chamalidi will not and will not create new

collections.

Figure 1. St Petersburg designer Ianis Chamalidi

All the designer’s collections, starting from the very first, are the music of the
city, its architecture, which makes you sad, romantic and melancholic. The sound of
St Petersburg has become the code of the clothes that the designer creates.
Sometimes people ask him why he uses these colors. Ianis Chamalidy is St Petersburg
and these colors also come from St Petersburg: complex, slightly gray, slightly dusty,

it is either a shade of early wet morning or a shade of rainy St Petersburg day.
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After graduating from college, Ianis Chamalidi entered the school named after
Mukhina in the fashion department. The designer presented his first collection to the
public at the age of 17, even before acquaintance with the world of French fashion.
It was a flash of revelation, a calling.

He believes that work on collections begins with fabrics. Together with the
house of Jakob Schlaepher, where Dior and Chanel fabrics are ordered, for the 300th
anniversary of St Petersburg he released the collection of Scarlet Flower— dresses made
of precious materials with imitating silver hoarfrost sewing. The designer made a
cape to them, hand embroidered with beads, he attached an ostrich feather to each
bead. Later this fabric appeared in Chanel show, only the designer of the house
attached the feathers with Swarovski rhinestones. And then the fashion for Russian
began, and a year later John Galliano showed the collection based on the collection
of the St Petersburg Ethnographic Museum.

He started working for Yves Saint Laurent as a stylist and at a young age
practically became its representative in the North-West region. He tells how he got
into the unique world of luxury and luxury and also into the unique world of an artist
who created freely, creating beauty for people. About Yves Saint Laurent, the
designer says he is an iconic person, not because he created his beautiful dresses or
tuxedos for women. The main thing is that the famous fashion designer felt the
breath of time, and he realized that women are changing, and its values in the male
world.

Ianis Chamalidi also mentions his favourite designer Yoji Yamamoto, who
brought a completely different, oriental value to Paris and a different understanding
and dimension of beauty. He gave women freedom, but according to Yanis
Chamalidi, he has already come to the ground prepared by Yves Saint Laurent and
many other artists.

Chamalidi believes that we sometimes buy designer clothes in order to get in
touch with the creative process itself, to enter into a dialogue with the designer.
Buying something inspires us to create something creative because it is a very bright
inspiration when you look at the creative work of the collegium that you create next
to you.

He met Tamara Korshunova, the curator of the Hermitage collection of
costumes, who gave him her attitude to the profession — heart fever. He was amazed
to see the clothes of the Petrovskaya era, cuts of art nouveau fabrics. His idea was
the revival of St Petersburg traditions.

When Ianis Chamalidi came to the fashion house of Yves Saint Laurent and got

acquainted with his work, his world view became different. In the Parisian creative
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environment, he understood for himself that the main thing here is not glamour,
glitter and luxury, but creative freedom and the movement of thought. Yannis
mentions Michel Chazar, the director of the Yves Saint Laurent department, who
inspired him with his courage, his views on life and says that this is how lannis
Chamalidi, a contender for the title of fashion master, was born. In 1997, the Ianis
Chamalidy Fashion House was opened.

Ianis Chamalidi’s second collection was called Africa, all the items in it were
created on the basis of draperies. The collection turned to the image of a business
woman. There you could see clear forms, cut, precise shoulder line, silhouette. As
his idol, Yves Saint Laurent, said, ‘there is always fabric, drapery and a woman’s body.
This union gives birth to a work: be it a dress or a blouse” (Modne Interview Project,
2012). The collection was presented as one of the first private shows among fashion
designers, formed after the collapse of the Fashion House on Tukhachevsky Street
and the Petrograd Fashion House.

In 1998, the Fashion House of Ianis Chamalidi was visited by Isabella Blow,
who came to St Petersburg and appreciated the designer’s work. She wrote a big
article about the Russian fashion designer in the appendix SUNDAY TIMES. Twice:
in 1999 and 2004 Ianis Chamalidi received the title of Designer of the Year.

In 2000, the fashion designer worked on stage images of the St Petersburg
Olympic champions of figure skating. The jury of the 2002 Winter Olympics named
Yanis Chamalidi the first Russian fashion designer who ‘released High Fashion on
Ice’ [6].

Ianis Chamalidi has always enjoyed working for the theatre. He designed
costumes for the famous Mariinsky Theatre artist Igor Kolba for the production of
Two on a Swing. He has designed stage costumes for the Jacobson Theatre for the
productions of Romeo and Juliet and Scheherazade.

In 2001, Ianis Chamalidy Fashion House participated in an international project
dedicated to the work of Henrik Ibsen. Work on the project allowed the designer to
take a new look at his own work.

Ianis Chamalidy continued to work in his studio, designing models of long
evening dresses. In 2004, the collections of lanis Chamalidy Fashion House were
presented within the framework of Milan Fashion Week, the brand was exhibited in
the showrooms of Moscow, Paris, Milan and Tokyo. In 2007 and 2009, two lanis
Chamalidy monobrand boutiques were opened in St Petersburg.

The Russian school of modeling developed in the context of world fashion,
where great attention was always paid to the search for an association, to the appeal

to historical literary and musical images, which was the basis of the curriculum of the
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country’s leading art institutions, starting with the 1980s and to this day. lanis
Chamalidi’s work is associative, full of allusions and reminiscences, which he often
talks about in his interviews and shows in his collections.

In Tsarskoye Selo, as part of the annual project of the Association, a fashion
show of Ianis Chamalidy fashion house was held, where the designer presented the
capsule collection of Black & White Autumn-Winter 2016/ 17 called Russian Style. lanis
Chamalidy admits that the Russian costume is one of the favorite sources of
inspiration. This collection traces the characteristic elements of a traditional Russian
costume, which the designer plays with in an ultra-modern way. Ianis Chamalidi
mixes antique tunics, English coats and belts in the models of the collection, and the
dress turns into an avant-garde transformer. The collection was presented in black.

Ianis Chamalidi turns showers into parks and bomber jackets, which are tied on
the models’ waistbands, chickens into shorts, fairies into comfortable jackets. In the
collection, he focuses on hats from different provinces. In one of the models, it can
be traced as a prototype of kick horned, which used to be worn by married women
in Russia, her horns represent fertility. In the collection one can see sundresses and
shirts, which seem to be models from the future, not from the past. Looking at the
dark silhouettes, you can see the geometry in absolutely everything, in the shirt, which
is hidden, traditionally for many centuries, because before in Russia were born in a
shirt, in a shirt died. Each cut detail in this collection is a geometric part. The square,
triangle, rectangle all this lies on a plane as if people lived in some world linear and
everything was clear white, black god and devil light and dark sun and moon all had
some value and very simple. The fabric which the designer has chosen, had the
dynamics of movement it as though developed, around of a body and somewhere
streamed, but all this was absolutely linear and geometrical. He created a black
collection so as not to distract attention from the form and its meaning of thought,
so that everyone could put something of his own into it so that comes from the
depths of the human soul.

The main materials of this collection are silk, cashmere and black cotton. The
theme of grunge is supported by complex shades of fibers and draperies playing with
light and shadow. Black & Light — multi-faceted, deep black and lightweight,
movable, ‘glowing’ designs. Models in the collection look athletic. In the sense that
this phrase is put by the British, i.e., ‘easy, comfortable, modern’. The designer uses
ultra-technology fabrics, ‘elastic bands’, patch pockets, double stitching, sandwiches
with which he changes the volume of the dress and easily transforms the outfit. “The
Russian suit is one solid form. I immersed myself in contemplation of form and gave

up other colors in favor of black. There are a lot of lines and connotations — in hats,
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sundresses, down sleeves. The show itself takes place in a circle — it is a symbol of
life continuation, a rotisserie”, this is how the designer explained his concept in an
interview given to the author of the graduation qualifying work. The models
descended the Cameronova Gallery ramp to magical ethnic music. “Russian costume,
comments the designer —it’s a perfect form, which does not need color” (Lookbook:
Ianis Chamalidy, 2016).

As part of the Mercedes-Benz Fashion Day Fall-Winter 2018-2019 show in St
Petersburg, Ianis Chamalidi presented his new collection entitled Renaissance Poetics.
The name of this collection was not chosen by chance, this theme can be traced in
every model. In the process of preparation for the collection Ianis Chamalidi studied
everything related to Florence, Medici, culture, architecture, medicine. He was
interested in what people were thinking at the time, what they were building, what
Michelangelo ate, drank, and what was really going on around him. The designer
thinks that when you learn the facts, you are confronted with some other wotld or
views, and you increasingly want to dive into that time and understand what was
going on then.

The models of the Renaissance Poetics Collection looked as if they had come down
from Leonardo da Vinci or Rafael Santi’s paintings (Fig. 2). In the collection one
could see tunics, caftans tied up with straps, hand knitted cardigans, insulated coats
and dresses which the fashion designer suggested to wear with blown down jackets.
It is worth paying attention to the kimono in this collection, which is created from
the finest material that gives the image elegance. It looks multi-layered and bright
and fits any image.

All models are feminine, the fashion designer prefers maxi. Much attention is
paid to long down jackets, which look very stylish and suitable for cold seasons and
are currently experiencing a real peak of popularity. Very stylish looks a long oversize
down jacket, which is waisted with a belt. This model can be combined with any
clothes. The center of this collection is a long dress in the color of dusty rose. It is
suitable for a festive evening out, complemented by laconic accessories.

The collection has noble textures and subdued deep shades. In the autumn-
winter season 2018-19 velvet experienced a real rebirth, and the appearance of a
velvet coat on the catwalk is proof of this. It is a return to bourgeois fashion. The
mood of luxury, which exudes this rich fabric, refers to the aesthetics of past
centuries. The designer’s attention has not escaped the trendy oversize, which is

embodied in voluminous outerwear and free dresses.
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Figure 2. J. Chamalidi. Renaissance Poetry Collection Fall-Winter
2018-2019

The author pays special attention to details: hats, masks, wallets, a silver hood-
net similar to a medieval ring, a jacket with feathers of a bird, sewn from a cloak
fabric, ties. A great role is also played by fabrics that create the effect of transparency,
so typical of the early Renaissance, as well as velvet, intuitively close to the Spanish
Middle Ages, a combination of black and white.

For Ianis Chamalidi’s brand, it is important to help a woman find her taste and
help her find herself. Ianis Chamalidi is a creative person who, through her clothing
and the outside world, recognizes herself and is constantly looking for her. Today, a
fashion house is first and foremost a big team of stylists and creative people who
create their own unique product. liannis Chamalidi says that “if I was not a real
Greek, I would not have taken advantage of all the knowledge.” (Ianis Chamalidi,
2018)

Wedding dresses are half of the turnover of the fashion house Ianis Chamalidy,
and they cost from 600 to 100.000 dollars. Evening and cocktail dresses in the floor
— 600 dollars. For the search and selection of fabrics Ianis personally goes to
Florence, and at the stage of working with lace and complex fittings are connected

to the staff of highly specialized craftsmen. “Initially, I am the only one working with
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the client, saying all the details and wishes,” says Janis. “If there are none, then I
become not just a designer, but a psychologist, who will have to come up with a dress
trom scratch.” (Wedding guide, 2018)

During the existence of the fashion house lanis Chamalidy not only the world
around has changed, but also the style of the fashion designer has undergone
significant changes. The main thing remains — emphasized femininity, deep meaning
of images and verified recognizable stylistics. For him, fashion is an emotion, life,
openness and frankness, it is a bright positive feeling, and he tries to create this way.
Individual dresses of Ianis Chamalidy do not depend on seasonal trends, but always
have references to a certain era, “Now it is a modern style, which can be felt in every
detail of the outfit.” (Wedding guide, 2018) You can follow how the designet’s
creative handwriting is changing on wedding and evening images for Elizaveta
Boyarskaya, Polina Tolstun, Karina Razumovskaya, Shura Kuznetsova and Galina
Golovanova, who got married in a dress from Yanis last year. It is a Premium Plus,
which means such a dress can cost from up to 250 dollars. The designer has a small
workshop in St Petersburg, where the collections are sewn. And even if it is
expensive, as claimed by Yanis Chamalidi, but he believes that this is how it should
be.

CHAMALIDI fashion is very humane, prices are moderate. Ianis Chamalidi
says, “We make a beautiful complex thing out of silk jacquard — summer coats — and
it can cost 250-400 dollars. Brands such as Dior or Lanven, or less well-known
brands, can put 1,000-2,000 dollars on the same thing for the quality of the fabric.
We have absolutely other tasks: we do not undress the client, we dress him” (Russian
gitls are always looking, 2015).

Ianis Chamalidi’s clothes are presented in the Parisian and Italian showrooms,
as well as in Japan, Tokyo. He sews clothes sized from 40 to 56, so no one can
accuse him of dressing only skinny women.

Ianis Chamalidi says that real creativity is insider, a kind of extension of the
inner self of the viewer. Creativity comes from the creator, that is Chamalidi feels his
affinity with God. He tries to create new things every day, changing culture and
people’s lives. “The designer always has the core of the teacher and the person who
influences others,” says the fashion designer.

According to fashion critics, all of Ianis Chamalidi’s works are dedicated to the
deep theme of man and his psychic (soul). The logo of the fashion house is a black
butterfly. The fashion designer said that for him this symbol represents people who
have chosen their style, as it was at dandy, but they also borrowed this butterfly from
philosophers of the ancient period. That butterfly, which is difficult to come into the
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world, is born in a cocoon and then lives so short. This image always remains in the
work of the designer, and it is very close to him (Model life, 2017).

From his point of view, a woman should not be given a ready-made dress, but
a certain substance, consisting of fabric, slits and sleeves, which she can transform
into a dress or tunic, or a cardigan, which she can do. This object will match her
mood, place and situation. The designer presents his woman as a wizard who says,

b

e.g., “I want to be aggressively sexy today,” and tie the dress accordingly. Or she
wants to be an idealist in a classic dress, and she will drape the object in a different
way. Chamalidi believes it is time for a transforming creative dress that will not
impose anything.

Ianis Chamalidi stresses that in order to create a successful collection, you must
also have a clear idea of what you want to say, in which segment you want to work
and for whom you are creating your image. You have to identify the recipient,
penetrate into their inner world and then fill the collection with meaning. Janis
Chamalidi says, “You live, you are inspired by the walls of St Petersburg, and then
clients come. You communicate with a woman, and she inspires you. She measures
your clothes, you see different figures, different characters and you understand how
you can become more professional not for yourself but for them. But for that, you
need service staffro” (Russian girls are always looking, 2015)

The fashion designer is clearly aware of the important role of a professional
team and competent defile directors. It is a kind of theater, a performance that most
accurately reflects the style of the house. On the catwalk it is important to emphasize
what is fully consistent with the idea of the collection, the idea of the brand as a
whole.

Despite his forty-two years of age, Yanis Chamalidi continues to study his
profession and conducts all kinds of research. The designer started as a stylist, he
had to work with different types of people. He is interested in personality psychology
and consumption and communication psychology. For him, understanding and
dialogue with the person is always important. He constantly consults with people
who follow his life in social networks, and the designer is interested in this dialogue.
The designer attends all kinds of trainings related not only to creativity, but also to
entrepreneurship, because today Janis Chamalidi is a company where people who
provide services work and it is very important for the designer to establish
communication and improve his product.

Thus, today the world fashion, including Russian fashion, is increasingly turning

to the personality, to human psychology. Not satisfied with working exclusively with
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objects and material, modern designers seek to create images based on knowledge

about man, about his nature, about psychology.

2. Problematics of modern Russian fashion in the context of the philosophy
of Ianis Chamalidi

Russian fashion is a special phenomenon. On the break of the Soviet and post-
Soviet epoch Russia faced the need to correlate the achievements of the national
school and the world tradition of fashion industry. Not all fashion designers who
worked actively in the Soviet Union managed to find themselves in a new situation.
Among the few who continued their creative work is Ianis Chamalidi.

However, Russian fashion is not actively entering the European market. Ianis
Chamalidi believes that, “Russia will never be accepted, and the main problem is that
it is feared and not understood. Therefore, Russian designers and do not aspire to
play by generally accepted rules — they simply do not need it: everyone occupies the
segment and exists in it.” (Designer Ianis Chamalidi, 2011) The designer considers
that in the west are ready to accept designers from any countries, but for today the
Russian fashion is not a desirable segment.

Ianis Chamalidi believes that Russia is a very resource-rich country, while the
rest of the countries live off trade, so fashion development is vital for them. Fashion
is linked to politics and business, which in turn are very closely interlinked with each
other. He cites the example of Napoleon, who came to power and introduced fashion
into fashion, proclaiming fast trends that were changing. The emperor asked why he
saw his subjects’ wives wearing the same dress a second time. In creating fashion
trends, there was a strict policy that changed fashion very quickly.

The fashion for Lyon silk contributed to the development of the textile
industry, thus creating jobs, manufactories. A striking example is also China, which
is a vast empire of fashion industry. People in China have learned how to make huge
money from fashion.

In today’s domestic fashion industry there are many problems associated with
the lack of funding for small businesses. For example, in Italy, production is
developing very well, which does not exist in Russia. There are small factories with a
long history, where professionals work, they pass the tradition from generation to
generation. Until we start supporting young designers in our country, we have no
right to demand anything from them, because it is a difficult and time-consuming

way (Fig. 3).
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Figure 3. Structural table of modern fashion problems

At the same time, it should be noted that the image of the Russian designer has
grown in the eyes of our population and, of course, there is a merit in these
exclusively modern designers, because they have made colossal efforts not only in
terms of creativity, but also in commercial. There is also a desire to become a
designer. People do not always understand what they want to become designers, do
not understand much. However, the Russian market wants to consume Russian
designers, citizens of our country are interested to look at what Russian designers do.

At the same time, there is an opinion that Russia is somehow not fashionable.
Social networks widely discussed what Karl Lagerfeld said, “Russian men are
terrible.” The whole world says that Russian women are beautiful, the most beautiful
women in Russia, they love to take care of themselves and the potential is huge.
Lagerfeld said that if he were a woman in Russia, he would become a lesbian because
it is impossible to love a Russian man, they are monsters. Ianis Chamalidi believes
that this is unfortunately the consequences of 1917. Everything was destroyed in
Russia He says that in Russia it is such a common problem — loss of taste at the

genetic level. “Today, when we talk about fashion in many style schools where I
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lecture, we discuss how to revive taste. As they say, tastes are not disputed — it is
absolute nonsense — tastes are disputed, tastes are spoken about and there are very
clear, concise concepts about good taste and bad taste.” (Lookbook: Ianis Chamalidy,
20106) Taste is not a completely personal matter. The culture related to skill is dressed,
in our country as a whole, there is no culture.

There are undoubtedly very clear, clear concepts all over the world. For
example, there is a dress code in banks, in organizations. People dress accordingly.
“The problem is that we can see a gitl in sequins in the office at 3 pm,” says lanis
Chamalidi, “because she does not care about company regulations, she is ready to
look for her husband and wife 24 hours a day. She spends most of her life at work,
and she must always be ready to jump on the footsteps of the leaving carriage.”
(Russian gitls are always looking, 2015) Russia is a young country and of course we
are taking our first steps. Companies are growing up, there is a dress code, there are
rules. Tanis Chamalidi sees the goal of life as teaching people good taste, showing
beauty that will inspire good deeds, and encouraging people to create.

Of course, I see how people’s tastes change, they begin to distinguish between
good fabric from bad, good sewing from bad. They get a taste.

Ianis Chamalidi believes that there is also a problem of detachment of the
designer from the consumer. And if people in Russia do not know how to dress,
then the advice of the designer, his attempts to impose some rules on people come
across a lack of clear ideas about these people, and, accordingly, on how to solve the
problem of style for them. Vlada Lipskaya wrote. “The designer does not create this
or that costume, but a visualized idea of the place of a man in existence (in his
individual or social refraction).” (Lipskaya, 2012)

“...fashion is a true arena for such individuals who are not self-contained, need
support, but who at the same time feel the need for distinction, attention, a special
position,” wrote Georg Simmel (Lipskaya, 2012).

Therefore, Ianis Chamalidi always strives to rely on psychology, to understand
the client. Ianis Chamalidi says that the analysis and study of psychology and
philosophy are very important.

He divides all customers into five types: ‘dreamer’, ‘dramatist’, ‘naturalist’,
‘idealist’ and ‘wanderer’. ‘Dreamer’ lives in his world, dreamers like Marie Antoinette.
“For example,” says Ianis Chamalidi, “there is a cake in front of you: there is a bow,
everything is so packed, and this world is boudoir, the very theme of rococo in the
world, and if people find themselves in this type, it is very difficult for them to leave
this world. The escapism of dreamers makes them blame the designer for the fact
that in the real world is not everything as they imagine. When you realize that you
are about to be blamed by a real person who is forgotten all the good things in the
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world that did not come true, but tries to blame you for that, you have to consider
all of that in order to have the right conversation with the client.” (Ianis Chamalidi,
2018)

‘Dramatist’ is the most common type nowadays from the point of view of lanis
Chamalidi. We are now, e.g., living in the age of dramatists — these are people who
come and say, “I’m here, hello, hoo-hoo! And they dictate. Other people — naturalists
or dreamers — they say, “I am not appropriate, I am not a dramatist, what should I
do? They try to become them, they lie to themselves, and they should not, they need
to be themselves.” (Ianis Chamalidi, 2018) They spoil their whole lives because of it.
And if, say, he was a naturalist and correctly broadcasts his system of values — the
issue of stylistics can be solved. It is important that a person understands his or her
essence.

“Do I have a person asking who I am — I am a dramatist, I’'m a wanderer, I'm
an idealist or a thrower, or who I am, or am I a naturalist? And I do not know who
you are. Only a man himself can find himself, know the truth and find freedom.”
Ianis Chamalidi says that he cannot give the customer an answer, but he can give a
tool with which a person can try to find himself, and the designer is very interested
when a person finds himself. “The costume does not so much hide the human body
as it reveals, visualises the human ‘I’ (Lipskaya, 2012). This is actually unique, and
in creating his clothes Chamalidi always takes into account the person, his influence,
society, psychotics, psychology.

“Fashion... requires the staging of clothing through body and body through
clothing. After all, only in the interaction of clothing with the body fashion is born”
[10]. “As the second layer of display of corporality it is possible to allocate, so to
speak, skin of a cultural body — clothes. We believe that one of the aspects of the cu/tural
body — namely, as objectification, realization at the phenomenological level of its
boundary — is clothing. Just as the skin ‘embeds’ the human body in the physical
universe, so clothing, just as the ‘skin’ of the cultural body, embeds the subject in
society and outlines the social body. However, clothing has no intrinsic value. They
acquire their significance only in an inseparable connection with the human body, to
which they owe their existence. In our opinion, clothing is a specific attribute of the
human body, which is why it can be considered as a form of objectification of the
inner boundary of bodily integrity”, writes Beskova Irina Alexandrovna, that clothing
is one of the aspects of the cultural body of man, which is formed in accordance with
cultural norms in clothing (Beskova et al., 2011).

Tanis Chamalidi defined his target audience as business women who have very
little time. They do business, but are unable to form their own style. At the same

time, the business world is related to style, so how exactly this demonstrates the
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appropriate status necessary to introduce business. “If you are not stylish, no door
will open for you at all. For example, in the fashion world in Paris, if you are not
unique, you will not be listened to at all, and all the doors are closed to you,” says the
designer. “Fashion means, on the one hand, joining an equal in position, the unity of
the circle it characterizes and this is the separation of this group from below its
ranks”, — indicates Georg Simmel (Siemmel, 1990).

“Rapid fashion change should be facilitated by the economic rise of the lower
strata at the rate at which it occurs in the big cities, as this change allows the lower
strata to imitate the higher strata of society, and thus characterized by the process
above, in which the higher strata refuse accepted fashion at the moment when it
spreads to the lower strata, finds unknown latitude and liveliness. This has a great
influence on the content of fashion” (Zimmel, 1996).

‘Designer clothes — a different level of self-perception, high quality, individual
approach. Wearing such a thing, you will not think that you have a problem with the
tigure, because everything sits perfectly. And it is also important to understand that
when you buy designer clothes, a person buys his intelligence, development, emotion.
It is an investment in your own style. The client does not come to us by the hanger,
but he enters the world of Janis Chamalidi”, says the designer, “we can talk about
our tradition, about the culture that we carry, about beauty.” (Lookbook: Ianis
Chamalidy, 2016)

Ianis Chamalidi is a Greek, he likes antiquity, draperies. Mostly the designer
works with dummies, I do not make sketches. Today his dresses cost up to 350
dollars, it is absolutely commercial price for consumption, middles price. This is how
we can defeat poor Chinese products. I can see big brands falling to a low level, the
main thing for them is to trade, they have no ethics towards customers. And only
such small companies can be mobile, maneuverable. I do not understand why people,
being able to buy designer clothes, dress in mass markets. Even if such a thing is
originally expensive, all designers make special actions. For example, you can buy
dresses from us for 50-80 dollars.

Fashion for clothes is impossible without fabric. There is still no substitute
tabric we have to wrap our body in. The problem is that the Russian textile industry
is not on the rise right now. Ianis Chamalidi says, “Chiffon, muslin, velvet — all fabrics
are known. They come to us for natural fabrics. A large percentage of new high-tech
innovative fabrics. Complex combinations: The fabrics do not creep, they combine
synthetics with natural fibres. The modern woman is very dynamic, she flies, moves,
she lives, so she needs comfort and beauty.” (Demshina, 2009)

The problem is the lack of tissue. Because a lot of artificial fabrics have been
created, but the body does not breathe in them, and so still cotton, linen, wool, silk,
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leather, suede — the most important materials in the activities of the designer.
Although, of course, many people would like everything to be synthetic. Synthetic
clothes are cheaper in cost. The production of synthetic materials is a giant branch
of the economy. Natural fabrics should also be produced in accordance with fashion
trends, which is traditionally difficult to do in our country. Unfortunately, we do not
have factories that create fashionable fabrics. The consumer wants to walk at least in
knitwear, and this is always an import, as we are now experiencing a difficult
economic moment.

Despite the growing interest in the work of Russian designers, the situation on
the domestic market is also due to the fact that if you have to choose between
collections of Russian designers and Western, then for shops buyers (buyers) will
choose Western. This trend is difficult to break, this stereotype was formed in Soviet
times. It is difficult to talk about the future of the fashion industry in Russia, until
such a negative perception will not change. But if you pay attention to the quality of
tabric, a unique, complex structural cut, involving the use of a huge amount of
material (sometimes from this fabric can be sewn and three dresses) — the solution
will come, of course.

Ianis Chamalidi says that the situation in the global fashion industry is
somewhat different because we presented clothes in Italian, French, Japanese
showrooms. There is a huge interest in a quality product regardless of the brand.
However, in this segment of designer clothing there is enormous competition. They
are looking for originals, they are looking for new ones. So, if you do not match, it is
your personal problems, it is not the buyers’ problems.

It seems difficult in today’s world to come up with something new. However,
Ianis Chamalidi says, “To say that everything is invented in fashion is like saying that
a person has already experienced the whole range of feelings. With every second, life
is just beginning, and it is unique. God, who gave man the absolute right to choose,
Le., freedom is a great grace and patience. Therefore, according to the designer, a
person can create, create and truly enjoy and be in a good mood, and fashion is a
tool that can help in this. Designers who create fashion use this formula. To surprise,
to create a mood, to delight, to give an emotion — their main tasks, and therefore
tashion is eternal, it is absolute.” (Ianis Chamalidi, 2018)

If we talk about fashion as a business, the idea is important here, and the
meaning cannot be separated from the material component in any case. You cannot
do business without this super-task, without the desire to say something — otherwise
you get an emptiness in which there is nothing. An emptiness that is not interesting
or in demand.
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Tanis Chamalidi says, “Every fashion designer, I think, should have a super task,
just like every person — the task to create, grow and develop every day. Of course, it
takes huge mental strength and many people do not want to work on themselves. It
is therefore a time of dullness in general, and so when I look at collections of young
designers, I do not see the depth in them, I can’t read them: who they are for and
why.” (Ianis Chamalidi, 2018)

Ianis Chamalidi works with trainees who come to practice in their fifth year.
The designer asks the students what they know about femininity, its variants in the
works of different designers, for example, femininity from Christian Dior, femininity
from Madeleine Vionne (he calls her the mother of the cut, style, in the times of
corsets she starts to cut on the scythe, dress Hollywood stars), but the breadth of
outlook and personal perception is not enough for the students.

The most important thing that the designer teaches is not to copy the world
trends, but to be inspired by the beauty that is around us. This is the only way trends
are created — not by copying, but by inspiration. “If you copy Alexander McQueen’s
dress, it will not do any good because if he was inspired by Botticelli’s Spring (Sandro
Botticelli’s Spring — ed.), you will not be inspired by the original. It seems to me that
creating new things by looking back at the beautiful things that have already been
created around us is the most important thing.” (Siemmel, 1996)

The problem of fashion in St Petersburg is connected with the fact that the
majority of wealthy customers are in Moscow and there is their own costume design
school. In St Petersburg, a special style has long been formed. Yanis Chamalidi is not
only his follower, but also an ardent promoter. “I once told myself that St Petersburg
is the second Paris. People will come”, he said (Ianis Chamalidi, 2018).

In St Petersburg, there is less chasing after trends and more striving to create
an individual style so that a person can wear bought clothes not one, or maybe several
seasons. The St Petersburg citizens, who strive to dress in style, are different from
Muscovites. “With more or less premeditation, the individual creates his own manner
of behavior, a style that the thythm of its emergence, assertion and disappearance is
characterized as fashion”, wrote G. Siemmel, “... the general rhythm in which
individuals and groups live also determines their attitude towards fashion, that
different layers of the group, regardless of the different content of their lives and
external possibilities, will already have different attitude towards fashion, that the
content of their lives develops in a conservative or rapidly changing form.” (Siemmel,
1996)

Tanis Chamalidi believes that, just as there used to be a three-year gap in fashion
compared to European fashion (except for individual dandies that stood out against

the general background), so St Petersburg forms its accentuated good-tone face
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based on its own history and tradition. “Appealing to history forms a new attitude to
tashion and space. These walls, they do not even accept fashion, they accept a
measured way of life, a man who is looking for himself. We know that fashion is a
reflection of the inner world.” (Ianis Chamalidi, 2018).

Ianis Chamalidi says, ““The priority tones for me are calm, reserved, they always
inspire me. I am close to the colours of architecture: ancient, marble, also sand shades
on the coast, waters from azure to dark blue, like omuta.” (Ianis Chamalidi, 2018).

Fashion like litmus paper reflects the mood. White is a desire to say that we
want to bring something new, clean, fresh, transparent. Among lanis Chamalidi’s
works there is a coat trimmed with white fur, cut with draughts, laser cut, which
combines tradition and modern technology. White color is present in Ilanis
Chamalidi’s coat, as he has a lot of wedding dresses, which is a trendy house. Black,
white, red never goes out of fashion, it is a classic.

Ianis Chamalidi says: “Well, I think it is very appropriate and important to adapt
my work to the main moments of the surrounding reality, to respect traditions and
be proud of my heritage. Then everything you do is filled with new meaning ... it is
very important for me to contribute to the culture and development and revival of
the tradition of old St Petersburg, no matter how pathosical it may sound. In St
Petersburg, there was an absolute synthesis of Russian and European. When Italian,
German masters fused their talent on a genetic level, this masterpiece, which is now
admired by the whole world, turned out, is not it proof that I am doing everything

absolutely and correctly. I am an absolute patriot and I am ready to invest every last

drop of blood.’

Conclusion

In the process of research was considered the problem of development of
domestic fashion, in which, of course, a significant place belongs to the fashion
designer. The work of Yanis Chamalidi is the most vivid example of the formation
and formation of Russian fashion art at the turn of the Soviet and post-Soviet epochs,
which reflects the characteristic and recognizable for many generations Leningrad,
St Petersburg style. On the example of the work of the artist-modeller can be traced
the characteristic problems of modern Russian fashion.

The St Petersburg School of Modelling is one of the leading schools in Russia.
Yanis Chamalidi is a prime example of an artist in transition. Having entered the St
Petersburg State Academy of Art and Industry named after Vera Ignatievna Mukhina
in 1992, he opened his Fashion House in 1997, becoming one of the first symbols of
the emergence of the young generation of Russian fashion designers in the post-

Soviet era. The basis of Ianis Chamalidi’s work is an associative approach to creation
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of collections, detailed elaboration of images, appeal to historical, including Russian
themes. His works reflect many facets of the Russian school of modeling, at the same
time they are in line with world trends, which is a characteristic feature of the new
generation of Russian designers.

The world fashion, including Russian fashion, more and more appeals to the
personality, to human psychology. Not satistied with working exclusively with
objects and material, modern designers seck to create images based on knowledge
about man, about his nature, about psychology.

In today’s Russian fashion industry, there are many problems associated with
the lack of funding for small businesses. Until Russia begins to support young
designers, we have no right to demand anything from them, because it is a difficult
and time-consuming way. At the same time, it should be noted that the image of the
Russian designer has grown in the eyes of Russians and, of course, there is a merit in
these exclusively modern designers, because they have made colossal efforts not only
in terms of creativity, but also in terms of commerce.

The problem of fashion life in St Petersburg has a number of characteristic
features associated with, in particular, the fact that the majority of potential wealthy
customers and buyers are located in Moscow, where there is its own costume design
school, which has its own unique features. In St Petersburg, less attention is paid to
the latest trends and more strive to create an individual style, while remaining true to
the classical tradition. St Petersburg designers often strive to create timeless things
so that a person can wear bought clothes not alone, but maybe several seasons.

Thus, St Petersburg designers are in a situation where they have to compete not
only with representatives of the world fashion, but also with the fashion of the capital
city. Nevertheless, graduates of the Leningrad — St Petersburg School of costume
design often remain loyal to their city, forming a unique style of St Petersburg
fashion. In this sense, the example of Ianis Chamalidi’s work is a perfect illustration
of how the transition period of the 1990s saw the emergence of modern Russian
fashion under the new economic situation. Today in Russia many professional
costume designers are successfully working, who by their artistic and business
qualities fully meet the global requirements of the fashion industry. And one of the
brightest representatives of the new generation of domestic fashion designers is Ianis
Chamalidi, of course.
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Abstract:

The author of the article reveals the features of ink effect, the unique painting pattern, the poetry,
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paper and ink because Chinese ink painting, boasting a history of more than a thousand years,
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Introduction

The formal beauty of Chinese paintings mainly lies in the peculiar material, the
special brush and ink effect, the unique painting pattern, the poetry, calligraphy,
painting and seal cutting, the mounting style, the composition and the technique and
style of the painter. Only those, who have been constantly working on the paintings,
and making contact with Chinese Xuan paper and ink for long, can write the articles
about the formal beauty of Chinese paintings, express the true experience and
profound artistic connotation in the practice of painting creation. This has guiding
significance in the creation of paintings. Chinese ink painting, boasting a history of
more than a thousand years, represents the wisdom and talents of Chinese people.
Moreover, it has been the crystallization of traditional Chinese culture and art since
a long period of time. Nowadays, Chinese ink paintings are increasingly cherished by

Chinese and foreign people.

1. Four Treasures in Chinese Paintings
The four treasures are the material basis of Chinese paintings, and its physical
form determines the development direction of Chinese paintings. Ancient Chinese

paintings appeared in the places where sacrifices were gathered for the first time, and
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were usually made on the cliffs of caves or the walls of temples with the original
paint. At the beginning of the agricultural civilization, the painting was gradually
drawn on the animal skin, fabric and silk.

(1) Chinese Xuan Paper

The most primitive ancient paper was produced in the Western Han Dynasty.
In the Eastern Han Dynasty, the papermaking technology became matured gradually.
Various ancient papers experienced the period from the initial use to the extensive
use in the Wei, Jin, Southern and Northern Dynasties and the Tang Dynasty. Chinese
Xuan paper, as the most famous one among Chinese handmade papers, is called
“Four Treasures” together with Huzhou writing brush, Huizhou ink and Duanxi
inkstone. Chinese Xuan paper is a bast paper, with sandalwood bark as an important
raw material. The word “Chinese Xuan paper” first appeared in the Notes of Past
Famous Paintings by Zhang Yanyuan of the Tang Dynasty, “Chinese Xuan papers
are processed with wax by the paper owner for painting in future.” In the Five
Dynasties and Ten Kingdoms Period, Xuanzhou region produced the famous
“Chengxin Hall paper”, which was described as that “it is pure white, hard, thin and
smooth, thus making a great flutter.” Xuan paper enjoys the reputation of “Paper
with A Thousand Years’ Life” and “King of Papers”. It is the carrier of the
inheritance of Chinese calligraphy and painting art, and is also a beautiful treasure in
the history of Chinese culture. The celebrity’s calligraphy and painting, historical
documents, etc., which were written, printed and imitated on Chinese Xuan paper
since the Ming dynasty, are as intact as before, and passed down to the present, as
long as they have been properly preserved.

From the analysis of historical famous painting papers, in the Tang, Five
Dynasties and Northern Song Dynasties, most painters continued to use the boiled
and scoured raw silk and the processed bast paper to paint. Until the middle and late
Northern Song Dynasty, Mi Zhizhang painted the rain landscape, and set a precedent
of painting with plain white raw silk. Later, the painters painted both with the
processed and unprocessed papers. Xuan paper is mostly unprocessed paper, used
for freehand and semi-freehand paintings, and a small amount of processed Xuan
paper is used for elaborate style paintings. It is said that Chinese Xuan paper was
founded in the early Tang Dynasty, and was listed as a tribute by the Tang Dynasty.
In the Yuan Dynasty, Chinese Xuan paper was widely used. Modern Chinese Xuan
paper originated from the Yuan and Ming Dynasties, with sandalwood bark and
sandfield straw as the main raw materials, and has continued up to now (CAO
Tiansheng, SU Cheng’ai, 2016). The Southern Song Dynasty and the Yuan Dynasty

saw the emergence of a large number of paper-based Chinese paintings. Compared
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with the painting history of the Northern and Southern Song Dynasty, the Northern
Song Dynasty’s paintings are mostly silk scrolls. In the Southern Song Dynasty, paper
paintings accounted for a certain proportion. In the Yuan Dynasty, a majority of
paintings were drawn on papers. From the Ming and Qing Dynasties to this day,
paper painting has dominated Chinese paintings. This paper is very different from
the paper used in the western painting. It has the advantages and characteristics of
water and ink absorption, ink dispersion and brush fixation, strong coloring power,
thin and soft texture, etc., which is Chinese Xuan paper in the “Four Treasures”
often mentioned by later generations. It was first produced in Jiangxi, Sichuan,
Eastern Zhejiang, Southern Anhui and other places. In especial, the paper produced
by Xuancheng, Anhui is the most exquisite. The making material and process of
Xuan paper are very particular.

Take the shrimps painted by Q1 Baishi, the camels painted by Wu Zuoren, and
the horses painted by Xu Beihong for example. If they are not painted on good
Chinese Xuan papet, it will not have the effect of dripping ink, moist and transparent
way of painting and clear penetration. Looking at the landscape by Huang Binhong,
if it is not painted on good authentic Chinese Xuan paper, it is impossible to have
layers of coloring, real in virtual, white in black, and moist effects. If the landscape
by Fu Baoshi is not painted on the bast paper similar to Chinese Xuan paper, it
cannot produce a kind of vigorous and ancient, sturdy and simple effect, and has the
effect of diffuse permeation of the bast paper grain. If the “Landscape Painting of
Ice and Snow” in the northeast is not painted on the authentic Chinese Xuan paper,
it can’t produce the ice and snow miracle effects of light in light, clear layers,
transparent and superposed stroke mark. These effects are attributed to the paper. It
is a kind of form conversion, and a special ink image, which brings an inexpressible
beauty, an object produced beauty, and a high-level visual beauty. This beauty is the
formal beauty.

(1I) Ink Brush

The ink brush, as a unique painting tool in Chinese paintings, is divided into
three categories: soft, hard and mixed hairs. The hair is often made from the hair of
wolves, sheep, badgers, rats, rabbits and other animals. The use of ink brush has a
long history. According to textual research, there are traces of the use of ink brush
in the scribed lines of the Yin Ruins’ Oracle Bone Inscriptions of the Shang Dynasty.
The creation and use of ink brush begin with writing, which is also the source of
painting. While the ink brush is wielded on Chinese Xuan paper, different
performances of ink brush can produce different lines or ink effects. In general, the

hard hair can produce vigorous and forceful, energetic and heavy, dry and flying
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effects. The line drawn by the soft brush has firmness in gentleness, ink in the line,
line in the ink and water-ink blending. The hard brush is easy for writing, and the
soft brush is easy for coloring.

(I11) Ink

Ink is a thick, smooth, moist and exquisite black liquid used by the ink brush
on the Chinese Xuan paper, and is ground with the ink block in the inkstone. The
brush dipped in ink and water can bring out different shades of ink, such as dry,
thick, heavy, light and very light, to draw and create on Chinese Xuan paper.
Different inks can produce different ink properties, the amount of water and the
harmony of ink and color can produce different visual effects. The old and new inks
also have different effects. The overnight ink that has not deteriorated is soft, gray
and moist. Since the last decade or so, Wu Shanming of Zhejiang has been painting
figures and landscapes with overnight inks, forming his own style, which has
influenced Jiangsu and Zhejiang.

(IV) Inkstone

An inkstone is a tool for grinding ink and a platform for ink production. The
brush has the brush property, ink has the ink property, so do the paper and inkstone.
The painter’s satisfaction with the ink ground has a great relationship with the quality
of the inkstone. Ancient literati attached great importance to the inkstone with high
quality. Without the improvement and promotion for brushes, ink, papers and
inkstones by Chinese painters and craftsmen of “Four Treasures” from generation
to generation, it is impossible to have the present appearance of Chinese paintings,
as well as the current aesthetic inheritance with “writing” as the core and ink painting
as the noumenon; it is impossible for Chinese painting to have the current unique art
form and to be extensively favored by Chinese. Therefore, to study the artistic beauty
of Chinese paintings, we must first familiarize ourselves with the painting materials
applied to Chinese paintings, and the quality attributes and characteristics of different
materials. Otherwise, we will lose the artistic source to study and discuss Chinese

painting art.

2. Chinese Xuan Paper
(1) Raw Material
Papermaking is one of the four great inventions in ancient China. China has a
long history of papermaking, which can be dated back to more than 1,000 years ago.
Generally, paper refers to the sheet with uniform thickness made from specially
treated plant fibers (except those chemical fibers are used to produce the special

paper) after a series of processes (Zhang Jianzhou & Liang Luning, 2018). Therefore,
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the most important raw material in paper is plant fiber. The plant fiber is divided into
wood fiber (needlebush, hardwood), grass fiber, bast fiber and cotton fiber. The use
of grass raw materials and bast raw materials for papermaking is a major feature of
papermaking in China. At the same time, China also has the longest and most
successful history of using grass and bast plants as raw materials for papermaking.
Since the use of bast fibers for papermaking more than 1800 years ago, the bast fiber
has been mainly used for calligraphy and painting paper and Chinese Xuan paper so
far. In addition, until the end of the 20th century, grass raw materials still accounted
for more than 60% of China’s papermaking raw materials. The identification of the
formation time of calligraphy, paintings and documents has always been the key and
difficult point of forensic science, especially the identification of “paper age”.

Since Cai Lun’s papermaking in the Eastern Han Dynasty, the mulberry bast,
cannabis sativa and ramie have been the main pulp species for the production of
calligraphy and painting paper and Chinese Xuan paper. They are still used in the
field of calligraphy and painting paper and Chinese Xuan paper. The main raw
material of the early Tengchong calligraphy and painting paper was the mulberry
bast. Tengchong calligraphy and painting paper is also known as Tengchong Xuan
paper (referred to as “Teng Xuan”). It is a handmade paper produced in Tengchong
County, Yunnan Province. Later, straw and bamboo were added, and the traditional
raw materials are still used today. Tengchong calligraphy and painting paper is
developed by Tengchong Xuan Paper Factory in 1973 on the basis of the original
bast paper, using the local edgeworthia gardneri bast and straw as materials and
consulting the production experience of Jing County Xuan Paper of Anhui Province.
Its output is second only to Anhui Xuan paper in national calligraphy and painting
paper, and it is sold well at home and abroad.

According to Gezhi Jingyuan, as early as 1600 years ago in the Jin Dynasty,
Zhang Mao of the Eastern Jin Dynasty began to apply bamboo to papermaking,
which made China the first country in the world to use bamboo paper. In the Song
Dynasty, bamboo began to be used to produce paper, but due to the use of non-
boiled materials, it developed slowly in output and quality. Since the use of boiled
materials in the Yuan Dynasty, it developed rapidly, and a large number of painting
and calligraphy papers begun to use bamboo pulp paper. Especially in the late Ming
and early Qing dynasties, it reached the heyday of bamboo paper. Dagian calligraphy
and painting paper, formerly known as Sichuan Lianshi Paper, also known as “Jia
Xuan”, Jiajiang Paper, Jiajiang Xuan or Jiajiang Chinese Painting Paper, is referred to
as Daqian Paper. It is produced in Jiajiang County of the Qingyi River basin at the

toot of Mount Emei in the western part of Sichuan Province, and has a history of
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several hundred years. As early as in the Ming and Qing Dynasties, the handmade
paper produced in this area was listed as “tribute paper” and was designated as “paper
for imperial examination”. Fujian Liancheng Paper also used bamboo as raw
material, was originally produced in Shaowu of Fujian, and then spread from Fujian
to Jiangxi, Sichuan, Zhejiang, Yunnan and other places. It began to be used in the
Qing Dynasty as the court paper for writing and printing, and became famous at
home and abroad. General Catalogue of Imperial Collection of Four Divisions of
the Qing Dynasty was printed on Lianshi paper. In addition, Fuyang Yuan Paper,
which is one of China’s handmade papers, is mainly made from phyllostachys
pubescen and phyllostachys nuda. The paper is thin and delicate, and presents light
yolk yellow; Fuyang Jingtang Paper, also known as Jingbang Paper, is mainly made
from tender bamboo, processed by boiling method, and the pulp is naturally
bleached and made of bamboo curtain. The paper is white, uniform and smooth.
After the liberation, with the reform of production equipment, it is particulatly
suitable for the development of bamboo pulp production. The output of bamboo
pulp has grown from a few tons at the beginning of liberation to 1.94 million tons in
2010. Bamboo pulp fiber becomes an important raw material for pulping and
papermaking in China.

Mulberry is an economic crop developed earlier in China. After used in
papermaking, mulberry bark has quickly become the main raw material for
papermaking, and is still one of the main raw materials for Chinese calligraphy and
painting paper. It is reported that there are about 12 species of mulberries in the
wortld, and there are mainly 5 species in China. Mulberry bark is the endothelium
stripped from the tender stalk or branch bast zone of mulberry. The mulberry is the
oldest and most economical horticultural plant in China. The leaves can be used for
silkworm feeding, the stalks can be used as medicine, the mulberries can be used for
wine or food, and the barks can be used as substitute for hemp, and as excellent raw
material for papermaking. It is distributed in Hebei, Shandong, Shaanxi, Sichuan,
Jiangxi and Zhejiang. Qian'an Gaoli Paper is a handmade paper produced in Qian'an,
Hebei. There are two kinds of pulp ratio for making Gaoli paper, one is 100%
mulberry bark, and the other is 40% mulberry bark and 40% deckle edge. Its
production cycle is about 10 days from barks to finished products. The appearance
of Qiang'an Gaoli Paper is characterized by the obvious netting, especially the
prominent thicker white cotton line watermark. On the basis of producing this paper,
Qian'an developed the “Qian'an calligraphy and painting paper” from the production

experience of Jing County Xuan Paper of Anhui Province, which won the praise of
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calligraphers and painters, and the praise of “Southern Xuan Paper and Northern
Qian’an Paper”.

Sandalwood bark became famous all over the world during the Xuande period
of the Ming Dynasty, because the quality of pteroceltis tatarinowii bark paper in Jing
County, Anhui Province surpassed Jiangsu and Zhejiang papers. Pterocarpus indicus,
dalbergia hupeana and symplocos paniculata (also called pteroceltis tatarinowii) are
commonly found in China. Only pteroceltis tatarinowii with white wood and
caesious bark is suitable for papermaking. The bark is rich in fiber and easy to bleach,
so it is an excellent raw material for papermaking. The Chinese Xuan paper made
from pteroceltis tatarinowii has strong adsorption and long life, is not easy to deform,
anti-aging, anti-insect, and the paper has six characteristics of thin, light, soft, tough,
fine and white. Xuan paper of the Song and Yuan dynasties (Cao Tiansheng, 2017)
is mainly made from pteroceltis tatarinowii. Such paper can help the calligrapher and
painter to achieve the special artistic effect of changeable shade and strong ink
absorption during the painting and calligraphy creation. It is the raw material of
China's famous Xuan paper. According to the fiber ratio of sandalwood bark and
straw, Jing County Xuan Paper can be divided into three categories: straw paper, bark
paper, and special bark paper. Jing County Sandalwood Bark Xuan Paper still ranks
first in China’s Xuan paper. the “sandalwood bark” fiber, since its appearance in the
Ming Dynasty, has been unabated and is still popular today.

The earliest record about the use of straw for papermaking appeared in the
Northern and Southern Dynasties, but they were all straw papers, which cannot be
handed down. Straw was not blended in the raw materials in the eatly stage of
Chinese Xuan paper production. Later, in the processing of bark materials, the Xuan
paper maker found that the sandfield straw locally produced is of fine quality. The
fiber form is quite similar to the pteroceltis tatarinowii bark, but the toughness is
slightly inferior, and it plays a role in enhancing the softness and flexibility in Chinese
Xuan paper. The Chinese Xuan paper is made by mixing the pteroceltis tatarinowii
bark fiber with the straw fiber. The bark is the backbone, and the straw is the muscle
of Chinese Xuan paper. That with more bark is tough and is called bark Xuan paper,
and that with more straws is soft and is called straw Xuan paper. The straw fiber was
most popular in the production of Chinese Xuan paper in the Ming Dynasty, and the
mixed use of bark and straw became gradually matured in the Ming Dynasty. The
most representative was the Xuan paper produced in South Anhui region at that
time. Such Xuan paper was made from the mixed pulp of local sandfield straw and
pteroceltis tatarinowii bark. Xuan paper of the Ming Dynasty can keep intact for a

thousand years and has been passed down to this day. According to historical records
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and experts’ tests on ancient Chinese Xuan paper, the production of Chinese Xuan
paper with straw and pteroceltis tatarinowii bark mixture began in the Ming Dynasty
and became popular in the Qing Dynasty.

(11) Artistic Status

Scholars and poets of the past dynasties praised Xuan paper, but rarely
mentioned the processing technology and process of Chinese Xuan paper. The
processing technology and production process of Chinese Xuan paper are mainly
inherited by that the master accepts apprentices. There is no large-scale and
systematic production. This method has continued to this day. “The production
technology of Chinese Xuan paper” was included in the first intangible cultural
heritage list in China in October 2006 (Lu Qing, 2018), and then listed in the
representative list of human intangible culture by UNESCO in October 2009. In
December 2010, “Research on the Rescuing Excavation and Sorting of Traditional
Production Techniques of Chinese Xuan Paper” was listed as a major bidding project
by the National Office for Philosophy and Social Science of China. These examples
tully illustrate the cultural status of Xuan Paper in China and even in the world. The
opening ceremony of the 2008 Olympic Games is still fresh in our memory. A
beautiful picture on the opening ceremony fully demonstrates multiple links like
paper-spreading, ink grinding and painting. At the same time, in order to reveal the
traditional culture of China in a better way, Director Zhang Yimou specially added
the close-up view of papermaking by hand, which reflects the great significance of
the traditional manual papermaking technique in the process of inheriting the entire
Chinese civilization and in the whole world.

(I11) Production Technology

China's Xuan paper is well-known at home and abroad, which is determined by
its excellent quality (Liu Renqing, 2008). The fine traditional Chinese Xuan paper
process goes through 108 complex processes. Firstly, the straw and the pteroceltis
tatarinowii bark are treated separately by airing, and then the prepared pulp and straw
pulp are mixed for papermaking (Wu Shixin, 2013). Before papermaking, a kind of
plant vine juice (Actinidia chinensis Planch juice) will be added to the mixed pulp in
the ancient method of making Chinese Xuan paper. This juice mainly plays the role
of floating pulp and homogenate, and is also important in the manual paper
separation.

Chinese Xuan paper is divided into the unprocessed, processed and half-
processed. Different papers are different in size, thickness and quality, and have
different effects on painting. In the creation of Chinese paintings, i Keran talks

about “paper first”, because different papers have different ink and form effects due
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to different origins, different materials, different thicknesses, different absorption
capacities, different paper grains and textures. This difference can, according to
different objects, produce different formal beauty through the content.

(IV") Production Rules

Chinese Xuan paper is known to be made from China's specialty sandalwood
bark and sandfield straw. It is made by traditional microbial decomposition and mild
digesting pulping method and natural oxygen bleaching. From the principle of
papermaking, the following rules should be mastered.

First, in the selection of raw materials, the characteristics of the fiber raw
materials is mastered, while increasing the surface area of the ink absorption of the
tibers, to express the different shades of ink color and layers, thus retaining the brush
marks and ink marks, and withstanding strict requirements on superposition, ink
breaking, and so on. Second, it is necessary to prevent the curing and hydrolysis of
cellulose, without changing its chemical structure and properties, and prevent the
paper from hardening, which may affect the water and ink absorption, and cause the
painting to turn yellow in future. Third, the hemicellulose content is reduced;
microbial decomposition is the most effective method for straw pulp, the ratio of
cellulose content to pentose can be more than 5 times, and the paper is soft, tough,
and has strong ink rhyme. Fourth, the thermolabile sizing dispersant is selected to
keep the paper in good appearance. It retains the characteristics of micro light sizing,
so that the Chinese Xuan paper will not, like the blotting paper, diffuse and penetrate
excessively. Fifth, for “A Thousand Years’ Life”, we should summarize the
experience of making Chinese Xuan paper, pay attention to the material of pulping
and papermaking equipment and water quality, to prevent residual harmful ions, and
use natural synthetic carbonate as protective agent to improve paper life.

(V) Paper Properties

The color of traditional Chinese Xuan paper is white and pleasing. With over
90% whiteness, it is not easy to yellow and discolor for a long time, and can maintain
the true color of painting and calligraphy for a long time. Chinese Xuan paper is soft
and tough, and can be restored without folding mark after folded. When painted by
the Chinese painter, the paper is not broken. After soaked with ink, it will not bulge
after drying, and the tip of the brush does not rub off the microfiber. Chinese Xuan
paper has a variety of watermark patterns. Chinese Xuan paper has different
matching ratios. That with more bark is called bark Xuan paper, which has silky cloud
flowers in perspective. Unprocessed Xuan paper with more straw has a good
uniformity, and is the main material used for general painting and calligraphy,

mounting painting and calligraphy. Other Xuan paper, with different thickness,
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includes single layer, double-layer, and also has different sizes. Xuan paper also
covers a variety of processed Xuan paper, and that with color and pattern after
coating processing.

Chinese Xuan paper also has the four characteristics of durability, ink
embellishment, texture stability and insect resistance.

Durability. Durability is demonstrated by the ability to withstand the test of
time and good resistance to damage. Experts Liu Renqging and Qu Yaoliang,
respectively in 1983 and 1985, selected the special bark single-ply Xuan paper, four-
tfoot bark single-ply Xuan paper, four-foot straw single-ply Xuan paper produced by
Jing County Xuan Paper Factory in 1983, and 50g/m? coated art base paper, 60g/m?
(lightweight) coated paper, 70g/m* #1 writing paper and 48g/m® newspaper
respectively produced by Tianjin Papermaking No. 7 Factory, Beijing Papermaking
No. 1 Factory and Jilin Paper Mill in the fourth quarter of 1982; these papers were
treated by constant temperature and humidity, and the aging test was carried out after
determining the main physical indicators as benchmark; it was found that compared
with the coated paper, writing paper and newspaper, “Chinese Xuan paper has the
best durability, and its life (simulated artificial aging time) can reach 1050 years or
more” (GU Yunfang, 2018). They believe that “the good durability of Chinese Xuan
paper has a close relationship with the pH value of the paper.” “Another reason is
that it is inseparable from the excellent properties of the pteroceltis tatarinowii bark
fiber, which is durable and not easily damaged.” Painting of Plum Blossom by painter
Tang Bohu of the Ming dynasty preserved in the Palace Museum, was painted on
Xuan paper about 500 years ago. Sun Xinsheng, from Qingzhou Museum of
Shandong Province, used Chinese Xuan paper for the mounting of his Palace
Examination Paper of No. 1 Scholar Zhao Bingzhong in the Period of Emperor
Wanli in the Ming Dynasty, which has a history of 400 years. The Imperial Chunhua
Pavilion Carving Xuan Paper of the Early Qing Dynasty in The Palace Museum
provided by Zhang Shufen also has a history of more than 300 years. Apparently, the
statement of Xuan paper with “A Thousand Years’ Life” is not exaggerated.

Ink embellishment. Compared with other kinds of calligraphy and painting
papers, Chinese Xuan paper has the best ink embellishment, which is also the biggest
teature of Chinese Xuan paper. The ink embellishment of paper refers to that when
creating paintings and calligraphy works with water and ink, the diffuse edge of the
ink mark should be symmetrical, the inking should have strong penetration and
adsorption, and the ink color should have clear shading, clear layer and rich
stereoscopic impression. In various characteristics of Chinese Xuan paper, ink

embellishment, as the most prominent one, is one of the most important quality
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indicators required by Chinese calligraphy and painting for Chinese Xuan paper.
According to the study of Liu Renqing and Qu Yaoliang on the adsorption
properties, fiber morphology and internal components of Chinese Xuan paper, the
pteroceltis tatarinowii bast fiber has good uniformity, thin wall and moderate
softness, especially after natural drying, on the bast fiber cell wall are many wrinkles
parallel to the long axis of the fiber, which is an important condition for good ink
embellishment; the ink embellishment of Chinese Xuan paper depends on the
accumulation of calcium carbonate (CaCOs) between the wrinkles on the cell wall of
the pteroceltis tatarinowii bast fiber; the ink embellishment effect of Chinese Xuan
paper is mainly manifested in the vertical and horizontal differences of the diffusion
after the ink absorption on the paper surface, the depth of the ink absorption and
the gradation of the clear shading. Special bark Xuan paper has the best ink
embellishment, mainly due to containing more raw materials of pteroceltis
tatarinowii bark. Therefore, to some extent, the more sandalwood bark in Chinese
Xuan paper, the better its ink embellishment.

Texture stability. Compared with other kinds of calligraphy and painting papers,
Chinese Xuan paper is most resistant to deformation. After the paper surface of
Chinese Xuan paper is subjected to ink, its deformability is extremely stable, and the
phenomena of fluffing, arching and curling are almost negligible. This is mainly
because the pteroceltis tatarinowii bark fiber has a high regularity, and there are many
voids between the fibers, so the bonding force between the fibers is small, and the
paper is not easily deformed. Second, the content of hemicellulose in Chinese Xuan
paper is small, and hemicellulose is the most easily wet-swelling part of the fiber. The
smaller the content of hemicellulose, the smaller the deformation. Third, the plant
sizing and fillers used in the production act as separation between the fibers, reducing
the change in fiber binding force when the Chinese Xuan paper shrinks after inking.
In addition, the longer the storage time of Chinese Xuan paper, the less likely it will
deform.

Insect resistance. Chinese Xuan paper is also very resistant to insects. However,
if Chinese Xuan papet, its calligraphy and painting products, and books with Chinese
Xuan paper as carrier cannot be properly kept, they will be also attacked by insects.
Therefore, in addition to the use of Chinese Xuan paper, we must think of ways to
protect Xuan paper carefully, to ensure the long life, long-term preservation and
integrity of Chinese Xuan paper.

(V1) Subjective Criteria for Identifying Papers

There are hundreds of varieties of Xuan papers and processed papers, each of

which has its specific use. For specific consumer objects, if making elaborate style
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calligraphy and paintings, you should use the Xuan paper that has been processed
with alum, also known as “alum Xuan paper”, but cannot use the “unprocessed Xuan
paper’”’; if drawing Chinese paintings and writing calligraphy, you should use the
unprocessed Xuan paper; if drawing large-scale paintings and writing large
characters, you should use 4 m, 5.12 m, 6 m or even larger Xuan paper according to
your needs; For example, beginners use the bark Xuan paper at the beginning, which
not only causes waste, but also makes it difficult to wield the brush. It is better to use
the imitation Xuan paper first, and then use the bark Xuan paper after mastering the
brush technique. Only by making clear the intention of using Xuan paper can you
choose the desired Xuan paper, and the Xuan paper that suits your intentions is a
good Xuan paper. As for the subjective criteria of Xuan paper and the adaptability
of using Xuan paper, calligraphers or painters, from the original refusal to use Xuan
paper to the use of Xuan paper, cannot adapt to the ink embellishment nature of
Xuan paper at first, and grasp the degree of inking, etc., because they cannot grasp
the characteristics of Xuan paper. Only by knowing clearly the characteristics of
Xuan paper in the long-term use, can we use freely and control truly Xuan paper to
create the best paintings and calligraphy. It should also be pointed out that the quality
of the Xuan paper produced and sold by various Xuan paper manufacturers is still
different due to various reasons. These differences do not result in obvious quality
advantages and disadvantages, and some can be ignored, some can only be
distinguished by experts, and some can only be realized in the actual use.
“Yesterday the person of court came over, and sent two-axes Chengxin Hall
papers, I opened the papers, seeing that paper is as smooth as spring ice, as dense as
cocoon, and I felt surprised extremely and lingered.” This was indited by poet Mei
Yaochen of the Song Dynasty, who felt quite pleased when receiving two Chengxin
Hall papers supervised by the Southern Tang emperor Li Yu from Ouyang Xiu (Sun
Chunli, 2018). From this, we can see the status of Xuan paper in the minds of ancient
scholars. Therefore, the Xuan paper with the reputation of “Paper with A Thousand
Years’ Life” is not only a kind of art circulation and inheritance, but also the source

of China’s unique cultural charm.

3. Art on Chinese Xuan Paper — Chinese Ink Painting
(1) Ink Color
The concept of Chinese painting appears after the western painting enters
China. Chinese paintings before the Tang Dynasty were not unicolor, and the
imperial-court decorative paintings of the Song Dynasty focused on colors and lines.

There is a mindset that people think it is the western painting when seeing colors,
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which is actually wrong. Color is not unique to the western painting; it also belongs
to the Orient. Color is the basic factor of any painting.

The ancient painting theory “Application of Colors according to Categories™ is
for the intrinsic color, meaning that the painter will paint the mountains, rocks and
trees according to their own color. In the literati painting, the picture is basically
unicolor, and the shading of the ink color distinguished with water acts as the color.
Here, the “Application of Colors according to Categories” is to paint a similar light
color on the basis of the ink color. There are so many colors in Chinese painting,
why to use one ink color to dilute the shade to serve as color? In the distant Neolithic
Age, there were patterns drawn in black on the preserved colored pottery or black
pottery, which indicates that black was one of the eatliest colors used by Chinese
ancestors. On the colored pottery jar with stork, fish and stone axe pattern that was
unearthed from the Banpo Remain 7000-9000 years ago, the large circle pattern, cutly
pattern, hook pattern and frog pattern on the colored pottery of the Majiayao culture
all reflect the art of patterns drawn in black. This shows that the clan had a conscious
concept of worship for black. Therefore, in the long history, the aesthetic concept
of black worship has affected many aspects of Chinese people's social life, especially
in the field of painting. Black is the primitive instinct perception of ancient humans
to natural colors, and this perception of the ancient Chinese is particularly strong and
sensitive. The black worship, and the fact that black is incisively and vividly exerted
in ancient paintings, have contributed to China’s unique style and genre of ink
paintings. This is closely related to the unique aesthetics of black worship and
national aesthetic taste of Chinese ancient people. In addition to cultural and
psychological factors, China is an official-based country, and the interest of the
scholar-officials promotes the development.

Chinese painting has experienced two forms in the process of development: ink
painting and green landscape painting (Yin Xing, 2017). Due to the simplicity and
naturality of ink painting’s ink color, the ink paintings with ink color as the expression
method are more admired by the public. Ancient literati often expressed the elegant,
natural and innocent artistic tastes through ink paintings. In Chinese ink paintings,
ink color is the only and extremely important visual element.

In traditional Chinese paintings, color is auxiliary and is a supplement to the
inaccessible color. An ancient painting theory goes that “the ink is divided into five
colors” (Yin Xing, 2017), which means that after the ink color is divided into shades,
it is as rich and beautiful as the colorful colors. In ancient times, a painter once
described the expression technique of ink paintings, “The vegetation is luxuriant

without green color; the cloud and snow are white without white color; the mountain
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is verdant without green color; the wind is dynamic without five colors; five colors
are available with good ink, which means perceiving the artistic conception.” (Sun
Chunli, 2018) Ink has five colors, that is, five ink techniques of dry, thick, light,
withered and wet, which may reflect the changes of grass, wood, mountains, rocks,
tiles and snow without any other colors. If no good Xuan paper is available, even
with the good ink, it is difficult to give play to the artist's artistic expertise. Because
the poor paper will make the dry, thick, light, withered, wet ink color dissolved into
a flat piece, become a dull brush mark, or a combination of thick and light lines. The
ink color includes “penetrating ink” and “floating ink”. If the artist’s original work is
directly painted on the uncoated Xuan paper, the ink and color will permeate into
the texture of the paper, which is called “penetrating ink”. High-simulation
calligraphy and paintings must be treated with surface sizing in order to scan without
any difference, so that the ink is floating, that is, “floating ink”. The breath that floats
on the surface is more obvious on the edge of the calligraphy and paintings.

Wang Shu of the Qing Dynasty said that “Using water in the inkstone to grind
ink will make the brush unsmooth and the ink stagnant, and fresh water is the best.
The wide inkstone with fine surface washed every night can make water and ink
uniform. It is wonderful to take fine and glossy water with Duanxi inkstone and grind
ink with She inkstone. It is necessary to use the soft brush when writing on the hard
paper and the hard brush on the soft paper.” (Yang Ermin, 2018) Zhao Huanguang
talked about the relationship of brushes, ink, paper and inkstone as follows, “The
soft brush is suitable for the hard paper”, “For soft hair, thick ink is slightly used to
produce the best work, and the slight ink is thickly used to produce the poor work”,
“For ink on the hard paper, the ink should be surplus; the brush with thick ink should
not be dried”, “The ink should be like paint, the paper like bark, the inkstone like jar,
and the palm like wooden chick; if anyone is not eligible, it will produce the vulgar
works” (Chen Zhiwei, Xie Chongkai, 19806). Therefore, good papers and good inks
are interdependent and indispensable. We have experienced that if the painter finds
the good brush and the good paper in painting, he has great interest in painting and
fondles admiringly. However, if the painter paints with brush on a poor paper, he
will lose the interest in painting completely; or he may feel not bad at first in painting,
but the ink becomes gray, the shading is blurry, and the gradation is gone after the
ink is dry.

(11) Artistic Conception of Brush and Ink

The technique of brush and ink refers to the brushwork and the ink technique,
which are the means of Chinese paintings. In any Chinese painting, the object is

represented by brushwork and ink technique. For Chinese painters, “brush and ink”
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are the effort, the artistic accomplishment, and the artistic attainment that the painter
pursues and reflects constantly, and represents the artistic level of Chinese painters.

In the creation of Chinese paintings, it stresses “likeness and unlikeness” in
expressing and reflecting any object. Unlikeness means deceiving the world; for
likeness, it is tasteless and not vivid without brush and ink. For Chinese paintings,
especially professional paintings, its goodness and grade depend on the use of brush
and ink. Good and beautiful brush and ink can touch people and further sublimate
into a formal beauty. The brush is linear, the ink is planar, and the short and small
brush and ink are points. Points, lines, and planes are painting forms, and the basic
elements of visual image combination. In creating on Xuan paper, especially on the
unprocessed Xuan papet, the painters have experienced that the brush tip, the brush
belly, water content at the brush root, the ink amount, the way of writing, the central
or the side brush technique, the strength of wielding brush, lifting and pressing, the
speed, smoothness, cadence, transition, agreeable movement, inverse movement,
gathering movement, and diffuse movement can produce different artistic effects.
Like the human body, the brush should have tendon, flesh, bones and vitality. Lines
should be flat, round, stable, thick and changeable. Flat, as if drawn on sand with an
awl; round, like “brasenia strip”, “water stains on the wall”; thick, like “dropstone on
the mountain”; change, square in flat, round in square, false or true complement. All
these are transformed into an image that sublimates into a visual beauty. The ink
technique is the same. Huang Binhong said that there are seven ink techniques,
namely, thick, light, breaking, splashing, accumulated, dry and overnight. Different
brush marks, traces, and penetration of different ink techniques on different Xuan
papers will present different visual images and produce different beauty. In the
practice of water and ink, the water amount, the ink thickness, breaking ink with
water, breaking color with ink, breaking ink with color, flushing, accumulating,
dissolving, splashing and other means, the length of time the brush stays on the
paper, the speed of the brush movement can produce unpredictable and
indescribable artistic effects. This is the beauty of formal charm, and the formal
beauty of Chinese paintings.

The expression form of Chinese painting is “brush and ink”. The connotation
that “brush and ink” express is real, because the performance of the painter’s ink and
brush is visible in the works: shading, dry, line-drawing, cun (wrinkle), dotting,
dyeing, splash-ink, accumulated ink, breaking ink, dry ink and other painting methods
with brush and ink. At the same time, “brush and ink” are also virtual, because it is
not only a visual technique of expression, but also a cultural feeling. When

appreciating the painting with this cultural feeling, you can understand the ink color
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taste and artistic conception presented by various techniques of the painting. Mr.
Wan Qingli believes that “Brush and ink are not only abstract points, lines and planes,
or the means of modeling attached to objects. They are the traces of a painter's heart,
the appearance of his character, the revelation of his temperament, the display of his
aesthetics and the mark of his knowledge.”

Chinese paintings that follow the ancient aesthetics of black worship of ancient
China mainly represent the painted objects with ink color and the “blank left” of the
picture. White, as a contrasting color of black, can set off and extend the artistic
conception of the picture of the ink color. This coincides with “setting off the black
with blank” by Laozi and Zhuangzi, and also agrees with the picture effect of “setting
off real with virtual”, so that the picture presents an infinite imagination and
interesting taste. “Xuan” (Chinese character “3&”) representing black reveals the
image that a seed is covered with soil and will break the soil and sprout. The meaning
of “Xuan” actually represents a bud. Laozi believes that “virtual” and “real” are the
“origin” and “mother” of all things, and the combined action of “virtual” and “real”
produces all things on earth. Therefore, the “virtual” and “real” presented in Chinese
paintings reflect the artistic conception access to “T'ao”. Therefore, the “brush and
ink” presented in Chinese paintings is the combination of the virtual and the real,
and the dual combination of the implicit artistic conception and the explicit ink color,
thus, it has a very high aesthetic value.

(I111) Composition

Composition is the biggest form of Chinese painting’s picture. The stronger the
sense of form, the stronger the appeal of the picture. Chinese painting has the most

abundant internal and external form of composition. The ancients used five Chinese
characters of “2Z, H, B, N, 71” to basically solve the inherent composition

requirements of Chinese paintings, like the layout, primary and secondary, contrast,
balance, density, opening and closing (Mao Wanbao & Huang Jun, 2009). In the
external form, Chinese paintings are divided into such styles as central scroll,
vertically-hung scroll, banner, long roll, doufang (square paper for painting and
calligraphy), panorama, hand scroll, fan and album according to the mounting and
using function. The composition form of five-character composition method and
the mounting form of Chinese painting produce the look-up, overlooking and
profound beauty. For example, the central scroll “B}, B> shaped compositions are
sublime and integral, and have the towering and admiring beauty. The deep and
profound “Z” shaped composition is varied, rich in layers, and circuitous, and has

the beauty of high and distant mystery. The composition of the long scroll of the
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banner is long and flat, with the mountains and water stretching far and wide; the
rich scenery stretches the heart and contributes to the leisurely interest. The circular
fan composition is thick and changeable. The panorama composition, independent
respectively but complete on the whole, is magnificent. Different forms of
composition produce different visual impacts and visual effects, which is the beauty
of form generated by the unique composition of Chinese painting.

(IV") Technigue Pattern

In terms of technique pattern, the pattern is a model, a procedure and a
established standard, to form certain format or routine. The technique pattern of
Chinese painting is to refine and summarize the objects of nature in accordance with
the laws of drawing style and gesture, to form a certain format and routine. For
example, bamboo leaves can be painted with two-leaf, three-leaf, four-leaf, five-leaf
and multi-leaf. Chinese Hemp Agrimony is painted by the three alternating strokes.
In the landscape paintings, the painting of mountains includes line cun, plane cun
and point cun. Line cun is often used in the southern landscape, such as Pima Cun
(the technique of wrinkling). Plane cun is frequently used in the northern landscape,
such as Fupi Cun (axe-cut stroke). The technique books such as Mustard Seed
Garden Paining Biography in the Qing Dynasty are not only the tool books for
beginners to learn painting, but also good teaching materials for understanding the
forms of Chinese paintings and mastering the rules of Chinese painting pattern. In
traditional Chinese art, the ubiquitous pattern is a technical induction, a refinement,
a simplification of complex objects, and an art law that must be mastered. In the
creation of Chinese paintings, it is very important to master the pattern. For example,
Qi Baishi summarizes the shrimp head into three strokes, the shrimp body into five
strokes, the tail into three strokes in painting shrimps. While Xu Beihong paints
horses, Huang Zhou paints donkeys, Wu Zuoren paints camels, they attempt to
simplify and summarize the objects reasonably into several strokes or dozens of
strokes. This stylization can present the vividness of the object and the accuracy of
the structure, and the dexterity, fun, taste, line, plane, light, heavy, virtual, real, rhyme
and interest effect of brush and ink. It is visual and imaginal, and is also the abstract
beauty of the oriental art and the high-level beauty of art form.

Techniques often have patterns, and there are many brush and ink techniques
tfor reference and learning. However, there is no fixed style for brush and ink.
Learning brush and ink techniques is just a means, which requires the learner or
appreciator to adapt, develop and shift from the function of depicting objects to
expressing their own unique inner feelings after mastering the brush and ink

expressive ability.

European Scientific e-Journal — Issue 1 (1) — September 30, 2020



(V') Combination of “Poetry, Calligraphy, Painting and Seal”

The combination of “Poetry, Calligraphy, Painting and Seal”, as the unique
pattern of Chinese painting, is a synthesis of Chinese traditional culture cross-border
integration and a product of the perfect combination of four kinds of art. Poetry
refers to verses, ditties, odes and songs, and is the soul of Chinese painting.
Calligraphy and seal are indispensable in Chinese paintings; calligraphy is the preface
and postscript of Chinese paintings, and an important manifestation of the painting’s
charm and vigour. In the creation of paintings, the painter must have a solid
foundation of calligraphy. Without the support of calligraphy, Chinese paintings are
weak and vacuous. Seal cutting is the seal used by painters, including name seal, alias
seal, optional seal and layout seal. The seal with bright red seal oil is stamped on the
picture, which is a striking “point”. Calligraphy, seal and Chinese painting style must
be combined, coordinated and rationally arranged. Perfect combination and
integration of the three kinds of arts can enrich the picture, and promote the aesthetic
connotation of the picture and the artistic conception of the painting. It is a perfect
embodiment of the formal beauty of a good Chinese painting.

Just like other arts, the appreciation of Chinese painting has its own
characteristics. Only by correctly grasping the law of appreciation, and boldly
attempting and studying these laws, can we ultimately achieve the highest level of

appreciation.

4. Chinese Xuan Paper and me

(1) Origin

I studied in Ukraine and Russia for decades, and followed the Ukrainian
people’s artist A.M. Lopukhov, Andrew Atroshenko, Alexander Bystrov,
academician of Russian Academy of Arts and Sciences, and other masters to learn
the oil painting art skills of top international artists. Years of art study experience has
cultivated my artistic deposits. After graduation and returning to China, I followed
the famous flower and bird painting master He Shuifa to learn Chinese painting. 1
still remember that as a beginner of ink paintings I would get addicted whenever
drawing with a brush, I would draw dozens of small paintings continuously every day
and draw a lot of beautiful natural scenery. Every time reading the painting every few
days, I can still feel the joy and tender feelings in painting. In these years of studying
Chinese paintings, I have become more passionate about China’s outstanding
traditional art — Chinese ink painting.

(11) My Enthusiasm for Brush and Ink
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I like traditional Chinese painting, and I also know well the technique of point,
line and plane and the implication of the blank left. Chinese painting, as one of the
tew oriental traditional cultures, is originated in the Neolithic Age and has been
evolving since then. Fewer and fewer Chinese people can concentrate on studying
and understanding this art with profound Chinese cultural background. Chinese
traditional paintings have various symbolic meanings. Understanding the various
complex languages and discovering the deep meanings hidden in the painting is of
great significance to appreciate and understand the works of masters.

It is well known that any painter in China may be a calligrapher, but not every
calligrapher is a painter. In the Song Dynasty (11th century), the famous landscape
painter Guo Xi wrote in his landscape painting theory The Elegance of the Bamboo
and Spring the Landscape, “Appreciating the landscape with authentic taste elevates
the value, and that with utilitarian idea lowers the value.” The author figures out the
importance of the individual style, and emphasizes that painting is a kind of narrative
that shows the artist's attitude towards painting. Moreover, for the first time, the
author made a request to the painter to strengthen his own cultivation. I know that
my ink painting starts late, and I have practiced a lot secretly, spending time in
imitating picture copybooks or celebrity’s ink paintings, to master the basic skills of
painting landscape, trees, flowers, birds and insects, so that the new works can be
worth meticulous appreciation. Some people believe it unnecessary, and consider it
great to keep natural and rootless, with which I cannot agree. This is not to blindly
emphasize imitating the works of ancients, but to “imitate the ancients’ trace, rather
than their idea”. We should not be just educated passively, but should discover, form
and verify ourselves potentially in the process. Imitation allows me to understand
that my plain brushwork, the direction of efforts, and the place of embellishment.
Imitation is not only to copy the ancient brushwork, but to make clear the ink and
brush procedure, the using rule of ink and brush in painting, as well as other series
of things that cannot be found by sense and vision.

Lan Zhenghui, with his heroism, painted the work of Falling Sky, in which a
huge black fell from the sky when Wenchuan earthquake happened, just like the ink
is crying and shouting; the individual stone painted by Zhu Da spurts out the huge
and magnificent momentum. There are many other examples of the beauty of ink
painting. “Freehand brushwork™ is a means, a method, a style, and the mainstream
of Chinese painting creation. The style of freehand brushwork in Chinese painting is
also various, some are vigorous, some are natural and unrestrained, some are concise
and dignified, some are elegant and scholatly, some are relaxed and flexible, and some

are careless; all kinds of freehand brushwork can bring different forms of beauty. In
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traditional Chinese paintings, the intangible is implied in the tangible, and the
understanding of the intangible will be a long-term and in-depth process with the
enhancement of the cognitive ability. Therefore, for the appreciator, it is necessary
to understand the basic law of “brush and ink” before understanding the artistic
conception of ink. This can help resonate with the painter when appreciating the
works, experience the process from “imitation” to the free expression of the painter’s
feeling, and feel the mental experience “brush and ink techniques should be revealed
from the heart and integrated with the heart” in creation. This can help appreciate
and taste the artistic conception of brush and ink.

I love Chinese traditional art and love the art spirit in brush and ink more. Just
as Xia Kejun (Mao Wanbao & Huang Jun, 2009; Xia Kejun, 2017) describes the art
of ink and brush — “magnificent volume ink”. If the inner spirit of traditional ink
painting is the Qi transformation, the mere pursuit of volume comes from the
western shaping of the blocks, and is the lofty spirit of the west, then the magnificent
volume ink has another spiritual temperament. It must be abstracted, become a form
of power, and be blended with the natural elements to create a grand temperament
in the brush and ink art. Excellent brush and ink works have the space of expressing
life emotions. The color difference of black, white and gray indicates the emotions.
These emotions form the direction of power, that is, the momentum, which is the
extension and stretching of Q1. The whole picture is a contrast between huge blanks
and ink blocks. Qi transformation can dispel lofty violence and sacrifice while
maintaining the lofty.

(I11) Painting Themes

Plum blossom, orchid, bamboo and chrysanthemum, known as “four
gentlemen”, are traditional materials of Chinese flower and bird paintings, and also
often appear in my works. Many ancient Chinese literati have qualities similar to
those of plum blossom, orchid, bamboo and chrysanthemum. For example, plum
blossom symbolizes lofty and unyielding character (Yuang Chifeng, 2018; Zheng
Yihao, 2017), plum blossoms bloom alone in winter and snow, and this kind of
character of plum blossom is quite similar to those high-minded people who are not
afraid of influential officials; orchid symbolizes the secluded character, orchid has
elegant and high-minded character without large leaves and fresh flowers, and the
orchid’s character is very compatible with that of the open-minded and narcissistic
talented person; bamboo symbolizes firmness, although the bamboo is not strong
enough, it is tough and straight, and this character of bamboo quite resembles that
of the modest gentleman; the chrysanthemum symbolizes elegance, although

chrysanthemum is beautiful and spectacular, but never flatters with tender and
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beautiful charm, only winning with elegance and firmness, and quietly blooming after
other flowers have faded. The character of chrysanthemum coincides with that of
the hermit who is independent and not timeserving. The literati express their
aspirations with brush and ink, and manifest the unrequited ambition, the cynicism,
the leisurely self-satisfaction and other emotions with the vivifying plum blossom,
orchid, bamboo and chrysanthemum. The same is true for me to paint the “four
gentlemen” to demonstrate the noble gentleman character.

(1V) Art Concept

Having studied and explored Chinese and western art for many years, I am
committed to the creation concept of combining Chinese painting with oil painting.
I hope my paintings can be artistically compatible and convey to the world the
creative idea of the integration of traditional Chinese artistic conception and the
formal beauty of the western art. Wang Wei, a poet and painter of the Tang Dynasty,
said that “In the paintings, the ink painting is the best.” (Method of Landscape
Painting) Chinese ink painting expresses the theme and artistic conception using the
flowing characteristics of ink and rich ink color layers. The reason why Chinese ink
painting can become an outstanding representative of Chinese painting and enjoy the
reputation of traditional Chinese painting lies in its emphasis on the simplicity,
symbolism and naturalness of ink color, which is quite different from the decoration
and modelling of color emphasized in western paintings. This forms a distinctive
painting style with Chinese national characteristics. In the process of creation, I apply
the two principles of traditional architecture and deconstruction to deconstruct the
painting techniques in the traditional Chinese painting art structure, and to integrate
the free and easy charm of the western painting in the peace and quietness of the
traditional art, thus creating the Chinese traditional culture of the new era in the static
and dynamic balance.

The diligent creation on the art road of exploring Chinese and Western
integration has been the focus of my life in recent years. The appreciator can feel the
strong vitality and the bold and unconstrained expression in the brush and ink from
my works. One report has it that my work “pursues artistic conception, adopts
modern composition, pays attention to brushwork, and combines modern forms of
the western art with Chinese ink paintings in a better way.” (Liu Jieyan & Chang
Hong, 2018) This should be the best atfirmation of my artistic creation. More than
ten years of learning and understanding of Chinese and western art is gathered in
works, and the vigor of the brush technique and the artistic tension are reflected in

the brush and ink, which enables me to gradually form my own artistic style. The
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works in the album I have published also reflect my exploration and persistence to
my artistic concept.

Painting has its own unique language. It can resonate with the world and also
has the dialect characteristic. I hope to create my own Chinese-Western fusion art
style: narrating my root with the traditional art, satisfying the requirements of
international standards for art with the academic standard.

(V) Art Development

In the creation of ink paintings, what to paint is not important in many cases.
How to “paint”, how to paint with “taste”, “quality” and “style” are the things that
painters think about repeatedly. The essential characteristics of Chinese painting
include two main points: First, pictograph and freehand brushwork complement
each other. The unity of opposites between subject and object generates the essential
philosophy of Chinese painting, and thus gives birth to the rich and diverse unique
expression methods of Chinese painting; Second, the core valueof enlightenment
and education and the aesthetic value theory of expressing feelings have a
relationship of dialectical unity (Chen Chiyu, 2016). The complementary symbiosis
of these two painting values enables Chinese painting to assume social responsibility
and play an ethical role, to delight the mind and create diverse aesthetic forms, thus
promoting the development of artistic personality and style. In short, the beauty in
form is the foundation and the core of Chinese painting. It is an inevitable
development trend of Chinese art to make this mysterious form beauty unmysterious
and spread it to more international friends.

However, the inheritance and development of Chinese painting now faces
many problems. In terms of the school environment, Chinese painting is gradually
fading out of the students’ minds. Due to the influx of western thoughts and the
neglect of the education system, many schools do not create the atmosphere of
Chinese traditional culture, nor do they set up courses of Chinese painting. Chinese
paintings with Chinese traditional culture characteristics gradually fade out of the
students' minds, and many students have never been exposed to Chinese painting
after graduation. In terms of social environment, Chinese painting has gradually
faded among ordinary people. Under the impact of the western art, the western
painting art has won the favor of most common people, especially the generation
after 80s and 90s, with its nobleness, foreign flavour and fashion. The audience of
Chinese painting has always been dominated by literati, and it can be called minority
art. They focus on the charm and pursue the “rhythmic vitality”, but it is difficult to
explain in words and can only be sensed. Due to this reason, Chinese painting art is

somewhat isolated from the masses in spreading, is not popular, and has a low
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popularization rate; in terms of international communication, the spread of Chinese
paintings focuses on the works rather than the spirit, which lacks breadth and depth,
and the form of communication is relatively simple. Westerners who lack the
background of Chinese traditional culture can hardly have a correct understanding
of the characteristics and value of Chinese paintings only through works (Chen
Yuxing, 2010).

To my way of thinking, such situation should be improved from the inside out.
First of all, a good campus atmosphere should be built, so that students can be
influenced in person from childhood, so as to maximize the acceptance of Chinese
painting culture edification. In terms of social communication, we should focus on
integration with modern means of communication and innovative forms. Chinese
painting culture should be better spread by virtue of modern means of
communication through integration with various forms of modern design
innovation, to create a good social atmosphere for the inheritance of Chinese
painting culture. In international communication, we should respect cultural
differences, improve communication methods, and spread Chinese painting culture
in a variety of ways. In the international dissemination of Chinese painting culture,
we should first master foreigners’ understanding of traditional Chinese painting
culture. Understanding and mastering the concepts and thinking of foreigners can
help better guide them to appreciate Chinese painting. I strongly advocate and
practice the cultural exchange between China and the West. As an artist, I have
participated in and planned many Chinese and Western joint art exhibitions. By 2018,
I have held 6 personal art exhibitions, including 3 times held in the national level
museum. The National Art Museum of Kazakhstan has permanently collected my
three traditional Chinese paintings of Spring Breeze, Ink Bamboo and Beautiful
Autumn. In 2018, my personal painting exhibition was held in the National Art
Museum of Pavlodar, Kazakhstan, and my works were collected by the museum. My
works have also won numerous national and international awards. In 2018, my works
Bamboo and Form were selected into the Polish International Art Competition, and
my Ink Bamboo was selected into the Contemporary Chinese Ink Bamboo
Exhibition. All these are record of my continuous efforts in promoting cultural
exchanges between China and the West. I hope that in the spread of Chinese
painting, the traditional Chinese philosophy and the spirit of Chinese painting culture

can be infiltrated into the heart of the viewers.

Conclusion
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Chinese painting culture has a long history and boasts extensive and profound
teatures. While it faces various problems in inheritance and dissemination in the new
era. To this end, we should strengthen the awareness of inheriting Chinese traditional
culture and create the appreciation and learning atmosphere of Chinese painting
from schools, society and other aspects. Moreover, the innovation of Chinese
painting elements should be applied to all aspects of daily life, in order to set off a
wave of learning Chinese painting. We should further familiarize with, understand,
explore, and study the formal factors of ink paintings, maintain the oriental
characteristic and nationality of ink paintings, and imbue the beauty in form of ink
painting on the curtain of international art. In this way, Chinese traditional art can be
transmitted through successive generations, and the outstanding essence of Chinese
painting can be permanently preserved. For this purpose, I am willing to devote my

life to the inheritance of China’s excellent culture.
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Abstract:

AKTyaABHOCTB TEMBI, PACCMATPUBAEMON B AAHHOM CTaThe, OOYCAOBAEHA BAKHOCTBIO COXPAHECHIUA
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Vstexckas CCP, O.K. TareBocsm.

Introduction

The relevance of the topic covered in this article is due to the importance of
preserving cultural heritage in the modern world, since many objects of material
cultural heritage are destroyed as a result of aggressive environment, improper
handling and storage. And, therefore, in order to preserve them, it is necessary to
create special conditions for the storage of art monuments, as well as to carry out
their conservation and restoration in a timely manner.

The main group of information sources is related to the study of methods of
conservation and restoration of paintings.

The manual of Anatoly B. Aleshin, a famous artist-restorer and teacher and the
author of Restoration of Easel Oil Painting in Russia, has big value. The author wrote this
book for his students summarizing his vast pedagogical experience in teaching the
profession of an artist-restorer. The book is written in a fairly simple and
understandable language, contains a lot of useful consistent, practice-oriented
information.

Works of Y.I. Grenberg are Fundamentals of Museun: Conservation and Research
of Works of Easel Painting and Technology of Easel Painting. History and Research. The first
book covers in detail a wide range of issues related to the storage of easel paintings
made with tempera and oil paint in museums, as well as their technical and
technological research. A separate section is devoted to the control of biological
pests. The second book can be called a fundamental study, where, based on the study
of numerous sources, the author traces the evolution of technological principles for
creating works of easel painting.

E.V. Kudryavtsev’s book of The Technigue of Painting Restoration is also of interest.
It is an attempt to create a systematic guide that could contain information about all
the main processes aimed at the conservation and restoration of oil paintings.

Publications of the State Hermitage Publisher are important for getting
acquainted with the specific practical experience of restoration activities, for
example, Prolong Life... Restoration of Easel Paintings in the State Hermitage Museum. Issue
3, and the State Russian Museum, for example, Winning Time... Restoration in the Russian
Museum. Over time, the methods of restoration undergo some changes, just as the
materials used change.

For the study of soils and materials of painting, the following works were used:
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S.A. Pisareva’s Method of Identification of Soil Materials and Pigments of Paintings, which
describes in sufficient detail the experience of studying the technological features of
paintings of the past.

A valuable source of information is the M.K. Nikitin’s work of Chewistry in
Restoration: Reference Guide, which describes in detail the properties of various
substances, recipes of compositions used for the conservation and restoration of
architectural monuments, works of wood, stone, metals, glass, sculpture and
painting.

The subject of the study was O.K. Tatevosian’s still-life 0f1958 that was made
in the technique of oil painting.

The purpose of this work was to preserve and restore the 1958 O.K.
Tatevosyan’s still-life.

Tasks, which were set during the study:

e  perform attribution of a painting from the 1958’s that was received for

restoration;
e  study methods of conservation and restoration of oil paintings made on canvas;

e  conduct conservation and restoration of the 1958 still-life painting by O.K.

Tatevosyan.

1. Attribution of the item received for restoration

A painting made with oil paints on canvas was received for restoration (Fig. 1).
The work came from a private person, there was very little information about the
existence of the subject, it was only known that the picture had been purchased in a
thrift store. However, based on the state of the picture, we could conclude that the
necessary storage conditions were not met.

In the lower-left corner on the front of the picture there were the author’s
signature (Fig. 2) and also an inscription on the back of the picture (Fig.3).

Based on this information, the author of the picture is O.K. Tatevosyan. The
painting was painted in 1958. The name is missing, but the inscription on the back
side contains the word of Flowers, so we can assume that the name was just that. Also,
among the inscriptions there is the number 717’ which can presumably be an ordinal
number among the works created by the author.

The author of the work is Oganes Karapetovich Tatevosyan (Ter-Tatevosyan),
born in 1889 in Yerevan (Armenia). He died in Moscow in 1974. He lived for 85
years.

The artist’s parents were born in Kars (Hastern Turkey), the capital of the
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Armenian Kingdom of Kars. At the age of 8, O.K. Tatevosyan was sent to study at
the Yerevan teachers seminary (a secondary special educational institution whose
purpose was to train primary school teachers).

In the autumn of 1904, at the age of 15, O.K. Tatevosyan was forced to leave
his studies and go to work in Tiflis because of the family’s difficult financial situation.

In 1908-1909, O.K. Tatevosyan studied at the Tiflis Art School. At this time,
his teachers were M.I. Toidze (1871-1953), B.A. Vogel (1872-1961) and E.M.
Tadevosyan (1870-1936). The last of the listed ones had the greatest influence on
O.K. Tatevosian during his studies at the Tiflis Art School. E.M. Tadevosyan himself
developed as an artist under the influence of the creativity and personality of V.D.
Polenov (1844-1927). K.A. Korovin also studied under V.D. Polenov, who later also
had a great influence on the creative development of O.K. Tatevosyan.

The training of O.K. Tatevosian under K.A. Korovin became possible thanks
to one of the richest people of that time, the outstanding patron A.I. Mantashev
(1842-1911), who supported the first successes of the artist. From the funds of A.I
Mantashev, he was granted a loan of thirty rubles until the end of his studies, which
allowed the artist to go to Moscow in 1910, at the age of 21, to the School of Painting,
Sculpture and Architecture. There O.K. Tatevosyan spent 7 years studying under
K.A. Korovin, A.M. Vasnetsov, and N.A. Kasatkin.

It is believed that the birth of O.K. Tatevosyan as an original artist occurred at
the age of 25 in 1914 as a result of student practice, which resulted in the cycle of the
works of Trebizond.

In 1915, at the age of 20, the artist first went to the city of Samarkand — the
heart of Central Asia. The motive for this was the admiring stories of K.A. Korovin,
who visited Turkestan to create sketches for the design of the world exhibition in
Paris. The magnificent ancient architecture, artisans’ shops, and sprawling crowns of
elm trees charmed O.K. Tatevosyan at first glance, which is immediately noticeable
in his works created during this period.

By the time, as O.K. Tatevosyan was in Asia Minor, he had already experienced
the influence of the Russian avant-garde of the early 20th century. This influence,
combined with the influence of Oriental miniatures seen by O.K. Tatevosyan during
his stay in Asia Minor, largely determined the style and manner of the artist.

Most of the works of O.K. Tatevosyan can be attributed to the everyday genre.
Most often, the artist depicted scenes from the life of ordinary ordinary people.
Basically, the ‘place of action’, depicted in the paintings of O.K. Tatevosyan, is a
street. People work and rest there (Munz & Fakhretdinova, 1976).

During his stay in Samarkand, O.K. Tatevosyan was engaged not only in
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creating paintings but also organized an art school in 1918-1919 and a Commission
tfor the Protection of Ancient Monuments in 1919-1920.

The painting style of O.K. Tatevosyan during this period became clearer and
more decorative. The artist continued to show interest in the peculiarities of the life
of the local population not only at the domestic level but also at the religious level,
which was reflected in his works.

In 1921, at the age of 32, O.K. Tatevosyan entered HATW (Higher Art and
Technical Workshops, i.e., educational institutions established after the revolution of
1917) to the faculty of ceramics.

In 1927, at the age of 38, O.K. Tatevosyan returned to Samarkand, where he
organized the ARIZO Studio, or AFAW (Association of Fine Art Workers), and the
Izofabrika (Experimental Production Workshops of Spatial Arts) in 1930.

In 1932, at the age of 43, O.K. Tatevosyan moved to Tashkent, where he lived
until 1964 (75 years). There, the artist continued his creative career and also worked
as a curator of the funds of the Museum of art.

In 1937, at the age of 48, O.K. Tatevosyan became the chief artist of the
pavilion of Uzbekistan at VDNH in Moscow.

In 1941-1948, the artist worked on a series of paintings dedicated to the Great
Patriotic War. He also took part in painting the halls of the Academic Opera and
Ballet Theater by Alisher Navoi in Tashkent.

In 1944, at the age of 55, O.K. Tatevosyan was awarded the high title of
People’s artist of Uzbekistan.

During his lifetime, O.K. Tatevosyan held 4 personal exhibitions: in 1912
(Yerevan), 1929 (Samarkand), 1949 and 1964 (both in Tashkent).

In 1966 (after the earthquake), the artist moved to Moscow.

O.K. Tatevosyan died in 1974.

The artist’s life coincided with a whole epoch in the life of a huge country. Most
of O.K. Tatevosyan’s works are based on images of ordinary ordinary people, genre
scenes from the life of Samarkand streets, teahouses, bazaars and caravanserais.

Most of his works can be attributed to the everyday genre. There are also quite
a lot of portraits, in which he managed to deeply study and show the essence of man,
to convey the images of his contemporaries — ordinary people of labor.

O.K. Tatevosyan himself gave special preference to landscapes, in which he
conveyed with amazing accuracy all the states of nature that charmed him.

There are not so many still-lifes among the works of O.K. Tatevosyan,
therefore, which once again emphasizes the uniqueness of the object of restoration

and the importance of its preservation.
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The painting, received for restoration, showed flowers in a vase (Fig. 1). The
glass Vase had a fairly simple shape. Flowers were peonies, light shades, with the
addition of pink. In general, in this picture, the author used quite rich colors, mainly
green shades.

The style of the work was very similar to impressionism. Flowers were depicted
quite mobile, which gave the feeling of transmitting some fleeting impression of the
artist. You could see broad, confident strokes that helped to achieve the effect of the
presence of the object, rather than drawing details. The simple subject matter of the
image and the ease of composition also allowed us to attribute the style of writing to
impressionism.

There was no doubt about the authenticity of the authorship, as a comparative
analysis with other works of O.K. Tatevosyan showed that the style of writing, his
unique pictorial language and the author’s signature coincided. As an example of this,
we can give the picture of Sunny Day (Fig. 4), namely the fragment — the lower-right
corner, where the signature is located (Fig. 5).

In the still-life, which was received in the restoration, you could see the
influence of K.A. Korovin on the creative development of O.K Tatevosyan. It is
K.A. Korovin that researchers refer to the impressionist line of development of still-
life in the mid-20th century. In his works, as in the still-life that was received for
restoration, you can see the fullness of light and air, the ease of strokes, the transfer
of the artist’s impression, which corresponds to the definition of impressionism.

The creative path of O.K. Tatevosyan was quite rich and interesting. Despite
the fact that the genre of still-life was not the main one in his works, the work
received for restoration clearly showed the author’s handwriting of the artist, once
again showing the viewer his talent.

The artist began to turn to such genres as portrait, landscape and still-life when
he was already a mature artist. However, no matter what object became the object of
the artist’s attention, everywhere he tried to convey his attitude to the image.

In present days, the works of O.K. Tatevosyan adorn the expositions of many
museums: the Samarkand Museum and Reservation, the State Museum of Arts of
Uzbekistan, the Gallery of Fine Arts of Uzbekistan, and are also stored in the funds
of the Directorate of Art Exhibitions at the Academy of Arts of Uzbekistan and in

other museums and private collections.

2. Description of the state of the restoration item at the time of receipt
The restoration received a painting made with oil paints on canvas (Fig. 1). The

painting was stored at home, with violations of the conditions required for
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preservation and temperature and humidity conditions.

Before starting any conservation and restoration work, a visual study of the state
of preservation of the monument received for restoration was made. The condition
of the base, the ground, the paint layer and the top coat was examined sequentially
(in this case, the latter is missing).

All information obtained in the course of visual observation was entered in the
Passport of Restoration of the Monument of History and Culture in the section of State of the
Monument Received for Restoration.

The work was received for restoration without a stretcher. No traces of
previous restoration were found.

The size of the base was uneven ranging from 102.6 to 103.2 cm in length and
from 74.5 to 76.5 cm in width.

The author’s canvas was quite strong and elastic (Fig. 6).

The base material was presumably linen and had a yellowish color. Flax was
widely used in the 1950s and 1960s as the basis for painting, due to the properties
that it had: strength and resistance to the influence of atmospheric moisture,
temperature fluctuations. Flax fiber was less capable of structural changes caused by
external physical and mechanical influences than others. This allowed linen fabrics
to retain their original texture (grain), which was of great importance for painting.
Netting of the base was straight linen, medium-mesh (on the base/weft 8 on 8 by 1
sq. cm). The edges of the canvas were uneven, there was a branching of threads.

The edges were uneven, their width varies from 0.3 to 4.0 cm (the lower edge
— 0.3-2.0 cm, the upper — 0.5-2.0 cm, the right — 1.8-4.0 cm, the left — 2.0-2.5 cm),
which was not enough for subsequent stretching on the stretcher.

There were bends, creases, looseness of the edges (mainly at the corners and at
the bottom edge).

Along the entire perimeter of the base there were 57 punctures, presumably
from nail holes when stretched on the stretcher (15 on the lower and left sides, 14
on the upper side, 13 on the right).

There was general dust contamination on the entire surface of the canvas (the
perimeter is lighter than in the central part).

In the upper middle part of the base there was V-shaped through hole
measuring 4 on 3 cm.

In the right part, as well as on the left edge in the middle part, there were white
spots, presumably emulsion soil.

Around the perimeter, mainly on the right edge, there were dark spots,

presumably traces of glue.
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Around the perimeter there were also fragments of wood, presumably from the
stretcher.

The canvas deformations were most pronounced in the middle part vertically,
as well as in the middle part horizontally and in the right part vertically. We could
assume that the picture had been folded on the floors two times (one vertically and
one horizontally). Hence there was the cross-shaped deformity, which was most
pronounced in the middle part of the canvas. Deformations were accompanied by
fractures.

The ground was available, it was viewed in places where the paint layer had
been lost. The author’s, presumably emulsion, uneven ground was viewed in places,
with a leak on the edges, white. There were fractures and cracks. The loss of soil
corresponded to the loss of framework.

Additionally, the study of the picture was performed using an electronic
portable USB-microscope EI-Micro-2. This made it possible to study the thickness
of the soil more carefully and see the differences in the pigments in the paint layer.
Several pictures were taken in the supposed places of loss of the paint layer to the
ground and to the base. In the photo (Fig. 7), which was made in the central part of
the picture in the place of the crease, you could see the loss of the paint layer to the
base, but the edges of this loss were visible inclusions of white color — the ground.

A similar situation can be observed in another image (Fig. 8), which was taken
at the point where the paint layer was shedding in the middle left part of the picture.
The photo taken with an electronic portable USB-microscope also showed the loss
of the paint layer to the base (canvas) and white inclusions (soil) where fragments of
the paint layer remained.

Thus, visual examination of the paint layer under a microscope confirmed the
presence of soil and made it possible to get an idea of its thickness.

The paint layer was oily, thick, impasto painting with a large pronounced brush
stroke. There was the texture of the load over the entire surface. The relationship
between the layers of the pictorial structure was satisfactory.

There were losses of the paint layer, the main of which was located in the left
middle part and represented the crumbling of the paint layer to the ground of a
complex configuration. There were scuffs all over the surface of the painting.

Also, there were small dark spots all over the surface, presumably insect spots.

Around the perimeter of the paint layer there were contamination of golden
(bronze) color.

Also, visual observations revealed numerous scratches from the existence of

the object (mainly the upper right and lower left parts).
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There was the authot’s signature in the lower left part (Fig. 2):

“O. Tatevosyan

1958

7177,

A visual examination of the cover layer was performed in the light of visible
ultraviolet luminescence (Fig. 9).

This study showed that the characteristic glow of the varnish is absent, it was

concluded that the coating layer was absent.

3. Conservation and restoration O.K. Tatevosyan’s still-life of 1958,
which made in the technique of oil painting
Based on the research carried out, the task for restoration was drawn up:
1. Strengthen the paint layer and ground over the entire surface of the painting,
eliminate the deformation of the base;
Pull the picture on the working stretcher;
Remove surface dirt from the back side;
Seal the ground breaks;
Duplicate new restoration edges;
Pull the picture on a new exhibition stretcher;
Remove fly burrs and surface dirt from the front of the painting;
Make up for the loss of the author’s soil;

N A A

Wipe the entire surface of the painting with varnish, a weak composition;

—_
I

Make up for the loss of the authot’s paint layer;
11.  Cover the entire surface of the painting with varnish.

Before starting the conservation work, the object was made stationary by
placing the painting on a flat, solid surface.

The work began with a general strengthening of the paint layer and the ground
over the entire surface of the painting, for which the method of closed steaming was
chosen as the most effective taking into account the damage in this particular case,
as well as the relative strength of the structure. The general reinforcement was
designed to ensure the plasticity and strength of the glued elements of the painting,
as well as to protect the painting from unwanted damage during other processes,
such as fixing the painting on a working stretcher.

Pieces of tissue paper and a 5% aqueous solution of rabbit glue with honey
(1:1), as well as a warm iron (t = 50-600°C) Milinex film and filter paper were prepared
for preventive gluing. Preventive strengthening was performed in small sections

starting from the lower left edge of the picture.
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Using a soft brush, a warm glue, by which a sheet of paper placed on top was
also impregnated, was applied to the area previously treated with pinene. After
placing the paper on the canvas, if it was necessary, a cotton swab was used to
distribute the gluing evenly, without air bubbles. Next, the site was heated with a
warm iron through a Milinex film. And then, drying the area through filter paper was
done. A press was placed on the fortified area through filter paper, which was
changed as needed. Similarly, preventive gluing was performed over the entire
surface of the painting. Finally, the filter paper was replaced with a dry one, and the
picture was pressed completely for 24 hours (Aleshin, 2013).

Further, the edges were cleaned mechanically with a scalpel from dust
contamination, stains, glue and traces of wood (chips). After that, they were leveled
by wetting with water at room temperature (using gauze) and smoothing with a warm
iron (t = 50-60°C) through a Milinex film. Next, the edges were strengthened using
pre-prepared strips of tissue paper (cut in length and width) to 5% rabbit-honey glue
(1:1) drying with a warm iron at a temperature of 50-60°C through filter paper. It
was pressed for a day (Grenberg, 1987).

To fix the picture on the working stretcher, the Kraft strips of necessary size
taking into account the features of shrinkage (cut into shares) were prepared. For
better adhesion, the smaller side of the Kraft strips were sanded with sandpaper.
Next, using 8% Mezdra glue with honey, in a ratio of 1:1 on the reinforced edges,
Kraft strips were fixed on top of the tissue paper: the required amount of glue was
applied to the Kraft, then after reaching the moment of ‘sticking’, the Kraft strip was
pressed to the edge. After fixing all the strips (first the opposite sides, then the other
2), the picture was left under pressure for 24 hours (Social specialized resource of
information assistance, 2015).

Then there was the process of picture’s stretching on a working stretcher: the
picture was placed on the lining boards, on top of the prepared in advance working
stretcher. The craft fields were moistened with water using a sponge. Polyvinyl
acetate joiner’s glue was applied to the outside of the stretcher. Kraft strips were
stretched simultaneously on opposite sides and fixed on the glued side of the
stretcher, and then ironed with a hot iron (Aleshin, 2013).

Then there was work on the back of the canvas. First, the general dust
contamination and stains were removed mechanically using an eraser and a scalpel
(Fig. 10). At the same time, the inscription on the back side was not affected
(Grenberg, 1987).

Then, with the help of oches, i.e., threads of identical canvas and PI”B glue

(polyvinylbutyral copolymer), the gusts and losses of the canvas were sealed using
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the ‘butt’ method. The edges of the break were cleaned with a scalpel and fluffed.
Then they were smeared with 5% alcohol solution of PI”B glue and waiting for the
moment of ‘detaching’, the canvas threads remaining on the edge of the breakout
were laid out in the necessary way, or the oches was distributed. A little more glue
was added on top and pressed down with a fluoroplast trowel. Then all breakouts
after sealing were left under pressure through the Milinex tilm for 24 hours (Aleshin,
2013).

The V-shaped break in the upper middle part (Fig. 11) was also sealed with 5%
alcohol solution of PI”B glue using the ‘butt’ method. Then several layers of PI”B
were applied alternately with a width of 1.0-0.5-1.0 cm, each of which was dried.
Additionally, the V-shaped break in the upper middle part, as well as two horizontal
breakouts in the upper left corner, were reinforced with BE1”4377 adhesive and an
organza patch. First, ‘patches’ of organza were prepared: the fabric was stretched,
then a very thin layer of BE17.A4377 adhesive was applied to it (Fedoseeva, 1989).
After drying, pieces of the required size and shape were cut out, and they were fixed
to the places of breakouts with the help of an electric spatula. In the end, these
sections were also pressed for 24 hours (Fig. 12).

The author’s edges were previously cleaned with a scalpel.

The next stage of work was the summing up of the restoration edges. A canvas
corresponding to the density and weaving of the author was picked up. The edges
were prepared from a canvas identical to the author’s: strips of 80 mm wide and the
required length were cut. Five warp threads were removed from the inner edge of
the edges.

The author’s edges were previously cleaned with a scalpel.

The edges were duplicated using Lascaux Acrylkleber 498-20-X glue and
smoothed with effort with a fluoroplast spatula. Then the press was put on for 24
hours.

Lascausxc 498-20 acrylic glue is a water-soluble acrylic adhesive. Lascanx 498-20 is
a highly viscous aqueous dispersion based on a copolymer of butylacrylate and
methyl methacrylate. Ph = 8-9. Acrylic glue Lascanx 498 H17-20 is diluted with water,
it is not soluble in water and white spirit after drying. It is permanently soluble in
acetone, ethyl alcohol, toluene, and xylene (Nikitin, 2018). Lascaux 498 H1"-20 acrylic
glue is recommended for duplicating edges, textile restoration, semi-rigid bonding of
paper, cardboard, wood, pasting canvas on cardboard, wood, plaster and cement. It
dries quickly and has a good initial stickiness (Extended life, 2018).

The next step was to remove the preventive sealing.

The painting, stretched out on a work stretcher, was placed face up on the table.
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At the bottom, the lining boards were placed level with the level of the working
stretcher (so that the surface of the picture did not hang out but lay on these lining

boards). Further, the preventive glues were gradually removed from the entire surface

of the painting with warm water (t = 50-600°C) using a Greek sponge. First, a small
area was wetted with water (starting from the lower-left corner of the picture), then
the swollen gluing was removed with light circular movements with a pressed sponge,
with a slight pressure. Then, after making sure that there was no paper left on the
site, the surface was wiped dry with gauze (Aleshin, 2013).

Also, the Kraft strips around the edges of the picture (with the help of which it
was fixed on the working stretcher) were removed. To do this, they were ironed with
a hot iron through wet gauze and Milinex film. The strips of paper thus steamed were
easily removed.

At the end, the painting was stretched on an exhibition stretcher prepared in
advance (Fig. 13).

Since the painting was received for restoration without a stretcher. A new one
was made in accordance with the size of the painting and all the necessary
requirements (modular (collapsible) stretcher, the presence of blades, and chamfers).
The subframe was previously measured diagonally for the absence of distortions and
fixed with a furniture stapler at the corners.

The picture was stretched using tongs to stretch the canvas with a furniture
stapler. First, the picture was fixed in the center on each side, so that the angles of
the image exactly match the angles of the subframe. Then, moving from the center
to the corners, and from one opposite side to the other, using tongs to stretch the
canvas and a furniture stapler, the picture was stretched on an exhibition stretcher.

When the edges were fixed on the side (end) of the subframe, it was necessary
to fix the edges on its back side. The order of fixing the edges was the same as when
stretching: from the center to the corners moving from one opposite side to the
other and using a furniture stapler (Kudryavtsev, 2002).

After completion of the stretching process, the blades were inserted into the
corresponding slots of the stretcher from the back side, in which holes were
previously made, and fixed with threads in pairs.

After fixing the picture on the exhibition stretcher, surface contamination was
removed from the front side (Fig. 14, 15).

On the entire surface of the painting there were a large number of small dark
spots — insect spots, and along the perimeter there were spots of golden (bronze)

color, presumably traces of paint applied later and not corresponded to the authot’s

idea).
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Solubility tests were performed to remove the existing contamination. To
remove the insect spots, a sample was first performed with a soap solution, but this
did not give a result. Next, the sample was made using pinene, it gave a positive
result. Solubility tests were also carried out to remove paint stains. The test using
pinene did not give a result. Next, the sample was made with an emulsion of pinene:
alcohol in a concentration of 10:1, which also showed a negative reaction. Then the
ratio of alcohol to pinene was gradually increased in this emulsion, and a positive
result was obtained in the ratio of pinene: alcohol 2:1.

Thus, the optimal compositions to work with pollution were selected. Next,
using a cuttings and cotton wool, circular movements of the dirt on the entire surface
were removed. Pre-sampling of the remaining contamination was carried out
mechanically using a scalpel, having previously moistened the surface with pinene.

In places where the paint layer was lost, a restoration primer was applied

consisting of 6% rabbit glue with honey ratio 1:1, mixed with floury chalk. To prepare

such a soil, the glue composition was heated in a steam bath to 500°C. Next, a small
portion of chalk was poured on the palm, to which hot glue was added. Then, using
a scalpel, they were mixed to a creamy state. The heat of the palm allowed the mass
to maintain plasticity for about 10 minutes. The soil was applied exactly within the
losses, after drying (24 hours), the sanding was carried out using a cork in the so-
called ‘wet’” way. The cork was slightly moistened with distilled water, then the mass
gently rubbed in a circular motion in the places of loss. Thus, the top layer of soil
was ground and leveled, filling the voids. When the mastic was summed up in the
necessary way, a cotton swab wound on a thin wooden stick was removed the
remnants of the composition that fell on the picturesque surface. Also, in places of
relief painting, the necessary form was created with the help of restoration layer
(Aleshin, 2013).

Before making up for the loss of the paint layer, an intermediate layer of the
emulsion was applied dammar varnish: pinene in a ratio of 1:4. This is necessary not
only because of the protective function but also because the varnish coating betrays
the spatiality and depth of the image. Also, this varnish layer creates an insulating
layer between the author’s painting and subsequent restoration tinting. This is
important, it makes it possible to remove the restoration tinting without damage
without affecting the underlying layers. The presence of this layer also makes it
possible to detect late layers under the influence of visible UV-luminescence rays
(Ivanova & Posternak, 2005).

Then the places where the paint layer was lost were filled in. Restoration tinting

was made in the style and manner of the author’s painting. Making up for the loss of
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the paint layer began with the application of a thin layer of watercolor paint.

However, watercolors have an increased sensitivity to humidity, as well as weak
light resistance and the inability to imitate the texture (Nikitin, 2018). That is why
after the first layer applied with watercolors and coating it with varnish, the second
layer was made using pressed oil paint. Since modern factory oil paints contain a large
amount of oil binder, which can lead to yellowing or darkening, there is a need to
reduce it. To do this, the paint from the tubes is squeezed out on filter paper or
cardboard and pressed on top with blotting paper. Then the thickened mass can be
used for tinting, if it is necessary, we can use a solvent (pinene, turpentine) or varnish
(dammar, mastic). Restoration tinting is usually done in layers, so each of the layers
must be dried before applying the next one. To make up for the loss of the paint
layer, watercolors of Nevskaya Palitra (Leningrad) and oil paints of Master Class were
used. The color and tone of the restoration tinting was close to the authot’s (slightly
lighter).

At the end, dammar varnish of necessary concentration was prepared (pinene
1:1), and the entire surface of the painting was covered with varnish with the help of
a flute.

Before applying the paint film, the painting was prepared: the tension of the
painting on the stretcher was checked, then the dust was removed from the surface
of the painting. There was also prepared lighting (directional light source), in which
all the irregularities of the surface are clearly visible. After dipping the brush in a
solution of varnish in a circular motion, the varnish was applied (as if rubbing) on
the surface of the picture making sure that there were no gaps. After the entire
painting was covered with varnish, fleitz was wiped with blotting paper and then the
varnish film was leveled. Quickly and with a certain effort, the picture was passed
first in the horizontal direction, then in the vertical direction. The final pass was
carried out by the flier almost on the weight, in order to remove air bubbles that
could be formed when pressing the brush bristles on the varnish. The direction of
the brush movement during the last pass should be along (vertically) the image. The
speed and uniform pressure on the brush allow you to milk a thin uniform varnish
tilm over the entire surface of the painting (Aleshin, 2013).

As a result of the conservation and restoration measures, the painting was

restored to its original form (Fig. 10).

Conclusion
Within the framework of this research, various aspects of conservation and

restoration of still-life paintings of the 20th century were studied on a theoretical and
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practical level. It was in the mid-20th century that the genre of still-life gained equality
among others, and it became one of the leading genres of painting by 1950-1960.

The still-life, which was received for restoration, belongs to O.K. Tatevosyan
and occupies a rather unique place among all the works of the author, since the artist
rarely turned to the genre of still-life. Also, this subject is of great interest from the
point of view of conservation and restoration measures, despite the fact that it is
made in compliance with all technical and technological features. The only deviation
was the absence of a coating layer (varnish film). All existing damage was the result
of violation of the necessary storage conditions.

The work was received for restoration without a stretcher with numerous
deformations of the base and crumbs of the paint layer. No traces of previous
restoration were found.

In the course of the study, the optimal method of restoration work, which
meets all the features of the object that was received for restoration, was selected.
The main difficulties were the removal of insect spots from the front of the picture.
They are difficult to remove and quite dangerous type of pollution, as the
components contained in them have a destructive effect on the paint layer. When
working with this type of contamination, it is very important to choose the optimal
composition for their removal.

Others quite a daunting process turned out to be a summing up of the
restoration of the soil. As a result of research done with a microscope, it was found
that the soil is present, but lies in a very thin layer. The picture had quite a lot of
losses of the paint layer and the ground to the base, scree and scuffs, and it was
necessary to bring the restoration soil very, very thin layer. Therefore, the loss of the
author’s soil by restoration one consisting of 6% rabbit glue with honey 1:1, mixed
with floury chalk, were filled in layers. The soil was applied exactly within the losses,
and after drying, it was sanded with a cork also within the losses.

As a result of the conservation and restoration activities, the painting was

restored to its original appearance.
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Appendix

Fig. 1. O.K. Tatevosyan. Flowers, 1958. Front side before restoration in side
lighting

Fig. 2. O.K. Tatevosyan. Flowers, 1958.  Fig. 3. O.K. Tatevosyan. Flowers, 1958. Fragment of
Fragment of the front side the back side
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Fig. 4. O.K. Tatevosyan. Sunny Day, Fig. 5. O.K. Tatevosyan. Sunny Day, 1970. Fragment
1970.

Fig. 6. O.K. Tatevosyan. Flowers, 1958. The rear side in the side light to the
restoration.
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Fig. 7-8. Photo before restoration using an electronic portable USB-microscope EL-Micro-2

Fig. 9. O.K. Tatevosyan. Flowers, 1958. The front side in the UV luminescence
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Fig. 10. O.K. Tatevosyan. Flowers, 1958. Removing
dirt from the back of the painting

Fig. 11. O.K. Tatevosyan. Flowers, 1958. Fig. 12. O.K. Tatevosyan. Flowers, 1958.
Fragment before restoration Fragment after restoration
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Fig. 13. O.K. Tatevosyan. Flowers, 1958. The painting is fixed on an
exhibition stretcher

Fig. 14. O.K. Tatevosyan. Flowers, 1958. Fig. 15. O.K. Tatevosyan. Flowers, 1958.
Fragment before restoration Fragment after restoration

BEuropean Scientific e-Journal — Issue 1 (1) — September 30, 2020 NN



Fig. 16. O.K. Tatevosyan. Flowers, 1958. The front side after the restoration of
direct sunlight
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Abstract:

The relevance of the chosen topic is that picture frames are valuable cultural objects. The
production of artistic baguette frames with mastic decoration, gilding, imitation gilding and other
decorative coatings has a long tradition and developed production technology. The study of frames
allows you to get valuable information about the artistic styles of frames, about the technology of
their production, to develop acceptable methods of restoration, which many frames need. The
author reveals the ways and methods of conservation and restoration of a particular frame with
imitation gilding to a painting from a private collection. It describes the state of preservation of the
object before restoration and determines the sequence of methods for eliminating defects in the
frame to give it an expositional appearance, and then describes the processes of working on the
frame. The author concludes that the frame and the painting are separate works of art and craft,
but they are created for each other. The picture, of course, takes precedence, the frame plays a
secondary role, but they interact and complement each other.
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Introduction

The relevance of the chosen topic is that picture frames are valuable cultural
objects. The production of artistic baguette frames with mastic decoration, gilding,
imitation gilding and other decorative coatings has a long tradition and developed
production technology. The study of frames allows you to get valuable information
about the artistic styles of frames, about the technology of their production, to
develop acceptable methods of restoration, which many frames need. Frames can
have numerous traces of existence, damage and loss. Frames are works of applied
art. Many of them are valuable, which increases the artistic value and value of the
frames.

The theme of frames’ restoration for paintings is not developed enough. There
are few publications specifically on frames, mostly articles in the catalogues of
relevant Museum exhibitions, in art encyclopedias and in restoration collections.
Information about the history of frames, their styles, details and subtleties of
technology are scattered in works on architecture, gilding, painting and carpentry.

Sketchy, but very important information on this issue contains works on iconography
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and the art of carving. Information in books on the restoration and gilding of
turniture and frames often repeats the corresponding places in the works of earlier

years of publication.

1. Purpose, objectives and methods of the project work
The purpose of the work was to restore the frame with stucco mastic decoration
and imitate gilding and development of a theoretical basis for its implementation.
Tasks, which were set during the project:

e  to explore the history of Rama in European and Russian art;

e to research technologies for the production of baguette frames with mastic
decor, technology for applying artistic finishes and their development;

e  to investigate and describe this frame, get information about its history, design,
and condition;

e  to create a methodology for frame restoration and approve it from the scientific

supervisor and the restoration Council;

e  to carry out restoration of the frame and hand over the object to the restoration

Council;
e  to draw up and issue appropriate documentation.

Object of research was decorative and applied arts of the 18, 19, and 20
centuries.

The subject of the study was a frame for painting at the turn of the 19th and
20th centuries of factory production with mastic decoration and imitation gilding.

The methodological basis of the research consisted in the application of
historical and analytical methods. The historical and archival method was used for
searching libraries and electronic sources of information and studying printed works
and images that cover these aspects of history, chemistry, technology and methods
of restoration and crafts. The comparative method was used to find analogs of
decoration, construction and production techniques in other frames for painting.
The technical and technological method included studies of the restoration object
itself (the frame), which are carried out by non-damaging methods: inspection,
measurement, organoleptic analysis, taking scraps and samples from low-visibility
places, mechanical and chemical tests with these samples. Consultations of specialists
in these areas were used, as well as personal previously acquired knowledge in these

areas and personal experience in conducting research and restoration work.
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2. Description of the restoration object

The frame received for restoration, judging by the style and materials of
tinishing in the form of three types of imitation gilding, can be attributed to the last
quarter of the 19th or early 20th century. During this period of time, various and
highly developed technologies of production and decoration were used in the frame
business. The artists created a lot of sketches of baguettes, overlays and frames in
General for every taste and style. Industry and master bagueteers could offer a wide
range of baguettes and frames of various levels, from elite, made with all the
subtleties of the craft, to mass-produced from factory blanks, but at the same time
an acceptable level and quality.

The object of The Frame for a Picture Made of Baguette on a Wooden Base with Mastic
Decoration and Imitation of Gilding (Fig. 1, 3) was accepted for restoration work.

There is very little information about the object, and there are no brands,
signatures, numbers, or other marks on the frame. The frame was purchased already
in a damaged condition, cheap, and the new owners did not use it for its intended
purpose. In their private collection of paintings and drawings, there were no works
of this format, there were doubts about the style, and so the hands did not reach the
restoration or alteration. The frame was stored in acceptable conditions along with
other frames from the late 1970s of the twentieth century until October 2018, when
it was transferred for restoration with the desire to restore its exposition and
operational properties without changing the size, without updating, that is, with the
preservation of ‘traces of time’.

The examination of the frame itself allowed us to state the following fairly
confidently and objectively, with physical evidence:

Frame dimensions: external 70.5 (71) x 61.7 (62.2) cm; internal 38 x 29.5 cm;
socket for painting 41 (42.2) x 32.5 cm; fold depth 1.5 cm.

The frame format was ‘official’. The frame was made of a baguette 16 cm wide
and 9 cm thick, a complex profile, that is, its prototype was the baguette frames
earlier than the beginning of the 20th century. Art Nouveau baguettes look different,
but Soviet frames of this size are usually narrower and much thinner, for purely
domestic reasons.

The frame style was eclectic. The decor was classical or empire style garlands
with ribbons, and ‘beads’ was connected with the large angular Racisme and roller
with twisted floral ornament. The frame was very elegant, ‘playing’ with different
textures and chiaroscuro, but it did not pretend to a high artistic style and level of

performance.
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The basis of the baguette made of pine wood is made competently and
efficiently. The profile of the mouldings was made up of several (at least four) pine
slats, sawn and planed cleatly on mechanical machines from a well-selected and
seasoned material.

The slats were the same and smooth, there were no defects (cracks, tarring, rot)
on the visible surfaces. There were healthy knots with smooth sections — 3 pieces,
and one bully on the oblique layer. Adjustment and fine-tuning during assembly were
carried out with hand tools because of traces of tinabula and scrappers. There were
shrinkage and warping of the usual values for products of this type and age.
Connections with joinet’s glue were made cleanly. The exit of excess glue at the joint
was only available in one place 10 cm long. The adhesive joints were made without
fixing with a metal fastener. The longitudinal glues were still holding up well, but
they had separated, but not collapsed, only at the base of the joint.

The design of the wooden frame base was also well thought out. The slats on
the back of the baguette formed a voluminous longitudinal groove with a width of
3.8 cm and a depth of 2.2 cm, which facilitates the overall weight and reduces
warping. The plastic joints were sawn and adjusted precisely, clearly in a special
sawing machine, using a fine-toothed saw with a tensioned blade. A hacksaw in a
mitre box that result when regular work was difficult to obtain.

The frame assembled from a baguette was fitted with an additional frame-
binding-made of pine slats 2.5 cm wide and 1.5 cm thick. The internal four slats
formed a fold of the window for painting with a width of 32.5 cm, height of 41 cm
and depth of 1.5 cm according to the size of the subframe or the basis of the
customer’s painting. This binding had H-form with two crossbars; four protrusions
on the upper and lower panels overlap the inner groove.

Four similar slats with a beveled outer edge formed the outer binding and went
exactly along the perimeter of the frame, increasing its thickness by the depth of the
fold. All slats of the internal binding were glued to the base of the baguette and fixed
with small nails with round caps at irregular intervals of 9-13 cm. The nails were
obviously factory-made.

The rails of the internal binding had a rectangular inset, the corners of the
external ones were filed with a mustache. The use of small nails fixing the adhesive
connection was quite justified, because it was not necessary to press the products
with such a complex and fragile artistic surface with clamps, bends or vayma.

The vertical faces of the internal binding rails on the upper and lower panels
had a small blockage inside. In the middle of the vertical sheets in the rails of the

base of the baguette next to the rails of the inner binding, there was a pair of holes
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with a diameter of 4 mm with a screw thread inside. These were undoubtedly the
places where the lost screw anchors were installed with rings for tying the cord on
which the frame was hung. The location of the fasteners indicates that the frame was
originally used vertically. There were no tool marks near the holes and no traces of
the anchors being torn out — they were carefully twisted out.

On the lower leaflet on the inner side, five holes with a diameter of 0.8-1 mm
were found, clearly of organic origin, that is, the exit places of tree-eating beetles.

The decorative surface of the frame was not made individually, but by a
manufacturing method. On the primed surface of the base of the baguette, a relief
of mastic, gypsum and sand was applied, and on them — a decorative coating above.

The simplest test for the composition of mastic was performed by scratching
and sawing with a file of the fallen fragment, with igniting and diluting parts of the
resulting powder in water. By the nature of sawing and the smell of burned material,
it could be argued that in its composition, mastic had, in addition to chalk, a large
content of gypsum, a lower content of bone meal, and as a binder — water-soluble
glue.

Mastics of this recipe are cheap, strong and durable (there was no transverse
cracking characteristic of ‘oil’ mastics), but they do not allow you to form a deep
relief with small and clear details.

On this terrain, all the elements were low (including small galteli), and all look
‘licked’, ‘smudged’. Mastic had been applied to the ground of the base by rolling a
special relief shaft, solid or set. In this case, there were two such knurlings — on the
outer and inner sides of the baguette. This method allowed you to get a baguette of
any length, more precisely, the length of the prepared base.

On the top plate of the baguette, the main cut was set in the form of a garland,
intertwined with a ribbon. The cut from plaster with glue without reinforcement was
made separately from the baguette by casting in an open form. After drying and
fitting its base to the plane of the plate, the cut was glued with water-soluble glue to
the mastic surface of the baguette. After that, on the surface of a large galteli, a texture
powder made of quartz sand was applied to the glue layer.

After that, the decorative finishing of the baguette surface was performed. In
this form, the factory baguette was sold to workshops that made frames to order. In
these workshops, the baguette was cut at an angle of 45 degrees on sheets of specified
sizes.

It can be assumed that the sawing was carried out in special devices (the saws
were made exactly), in the direction from the outside of the baguette to the inside to

avoid blunting the teeth of the saw blade on the quartz sand of the powder.
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Separately, corner elements were supplied — rocailles that were installed in the corners
after the frame was assembled. Installation was performed in the simplest way — by
adding a surcharge. On the back side of the rocaille and on the place where it was
installed on the frame, a lump of thickening plaster with glue was applied, and the
rocaille was put in place. The lumps flattened against each other, stuck together, and
after soliditying, connected the rocaille to the frame, filling the gap formed between
them.

The assembly was performed ‘without fuss’, with a minimum volume of
gypsum, so as not to remove the excess that has come out. The resulting
undercurrents along the edges of the middle parts of all four rocailles were not filled
in or masked in any way. The rocaille molded in an open form, without
reinforcement, of the same material as the cutting.

OO6partHas IHOBEPXHOCTb IIOAOTHAHA K YTAY PAaMBI HOKOM H HAITHABHHKOM. 1O,
YTO paMa U3TOTAaBAMBAAACh HE HHAUBHAYAABHO, 4 B pa3Mep U3 IOTOBOTO Oarera u
HAKAQAHBIX 3AEMEHTOB, TOBOPUT HECOIAACOBAHHOCTb B YIAaX PHUCYHKA AHCTHEB,
IIOPE30K U OYCHUKOB.

The reverse surface was adjusted to the corner of the frame with a knife and
file. The fact that the frame was not made individually, but in the size of the finished
baguette and overhead elements, says inconsistency in the corners of the drawing of
leaves, cuts and beads.

There were four types of artistic and decorative coatings:

° semi-gloss ‘gold” varnish;

e  glossy ‘gold’ varnish;

° glossy lacquer ‘patinated brass’;

e  matt rough surface of the color of oxidized copper-powder.

Lacquer coatings were applied to the tinted base color of oxidized and
contaminated bronze and brass so that the base remained visible in the recesses of
the relief, creating the effect of ‘old’, that is, worn, patinated and contaminated metal
relief. It was possible that the altering, that is, the aging of the decorative surface was
supplemented by the spraying of small drops of darker varnish in order to simulate
chemical and biological contamination.

The surface bore traces of artisanal renovation: you could see tints with ‘gold’
varnish (bronze powder on the varnish) on the vertical and lower horizontal leaves
on the outer cut with beads.

The work was done sloppy. There were visits of paint on the surface of the

bead with fillets on varnish colour patinated brass. The same tints were also present
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on the main cut. The new varnish differed in color and gloss from the original one,
it had significantly degraded and peeled off, revealing the genuine surface of the
product.

There was no information about what kind of work of fine art or other image
this frame was made for, but there was a fold of the window for painting.

According to its dimensions, we could conclude that a certain plate had been
inserted into the frame with a height of 40-41 cm, a width of 31-32 cm and a
thickness of no more than 1.5 cm.

Only five small round holes with a diameter of 0.5-0.7 mm, located irregularly
and at different depths from the window plane, possibly from glass nails, were found
of the traces of fasteners on the inner perimeter of the fold. There were no traces of
regularly placed brackets, petals, pressure pads, kerchiefs, or traces of adhesive
fasteners.

Loss of the main stucco decoration were one corner element in the upper-left
corner is completely lost, except for fragments of the end leaves.

A fragment of the end sheet missed at the upper-right element.

The main cut had losses: on the left vertical leaflet 22.7 cm long, on the right
vertical leaflet 6.2 cm long, on the lower leaflet 13.2 cm and 5.5 cm.

There was chipped decor in all four corners. There were chips in the remaining
three corner elements.

The protruding elements of the main cut and corner elements were scratched
and worn in many places, in four places to the base.

The main cut on the right, left and upper leaves had transverse dissecting cracks
with small chips.

On the right and left galtel, which limits the window for painting, there were
chips of mastic in the size of 2, 6x1, 4 cm to the base.

On the right leaflet on a large half-roll there was a chip of mastic to the base
size of 1, 9x1, 0 cm.

On the ledge that restricts the outer side of the frame, there were numerous
small scuffs, chips and cracks of the mastic layer from 2 to 0.5 cm.

The loss of elements of gypsum decoration was caused by cracking of gypsum
and delamination of gypsum-adhesive binder as a result of fluctuations in
temperature and humidity of the environment for a long time.

When the wooden base shrank, the gluing of the plastic joints separated.
Because of this, the mastic flaked off in the same places.

The rest of the damage (scuffs, chips and cracks) was caused by mechanical

impact during household cleaning of dirt and accidental minor impacts. The frame
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had clearly never fallen from a height greater than its own — there was no
characteristic damage (Fig. 2, 3).

The most difficult thing to guess was what had been originally inserted into this
trame, for which it was ordered to be framed. The pompous look said something
important to the owner. Vertical orientation primarily involves a portrait, but it could
be a still life, a genre scene, or a landscape, such as a mountain or city.

It is more likely to be a representative portrait: the frame was not expensive,
but it imitateed a very expensive one, it was made of a standard baguette, but it fitted
a certain size, and the style is probably also chosen.

The format was ‘cabinet’. The decor, despite the rockayli, did not cause any
lyrical or romantic moods. Such a frame could be ordered for a portrait or portrait
of a close person by a client who was not rich, but ambitious: a novice lawyer, a
retired military man, etc.

It could have been an oil painting on canvas and a stretcher. A subframe for
paintings of this size is usually no thinner than 2 cm, and the depth of the fold of the
frame is 1.5 cm. However, the subframe often protrudes beyond the back plane of
the frame and is attached to it by pressing an additional cord between the anchors,
so that no other fasteners are required.

It could also be: watercolors, pastels, tempera or graphics on paper or
cardboard, as well as engraving, photography, lithography and much more. All these
images do not require a stretcher, but a sheet of pressing cardboard and, necessarily,
glass.

The block of ‘glass-paper-cardboard’ was fixed in the fold with nails, kerchiefs,
petals, spring klyamerami, and all this hardware was attached to the fold, leaving
traces on it. Since they are almost absent on this frame, we could assume that the
block with a thickness of 5-7 mm had been attached either with spacer wedges, or
with inserts from edge to edge of the fold. In favor of the latter option, the internal
faces of the upper and lower rails of the internal binding had a slight blockage inside.

Five irregularly placed traces of nails at different depths from the plane of the
window for painting could be explained by the further operation of the frame, when
it was inserted into another isoproduction with glasses of different thickness or

without them at all.

3. History of the restoration object
The life path of this frame can be represented with some assumptions as
follows: at the turn of the 19th and 20th centuries in the capital of the Russian

Empire, a poor, but willing to be ‘no worse than others’ person who is making or
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tinished a career, for his portrait with all the regalia (most likely, photographic),
ordered a frame befitting his greatness. Due to lack of funds, the order was made in
a small inexpensive workshop, where the factory baguette and overhead elements
were semi-artistically made to fit the size of the frame of different styles and levels,
that is, all at the client’s request and purse.

Career was developing, and the portrait hung in the room of his apartment or
hired (depending on career development). After the revolution, the apartment
became communal, the portrait changed or retained the owner or his heirs, but the
image of a class-alien element was removed from it and replaced with some other,
up to a reproduction from a magazine or even a mirror.

Over time, the frame deteriorated, it was artistically tinted, but when it fell off
some plaster fragments, the frame was removed and put in a wall in the corridor or
in a closet. A frame of this size will not fit on or behind the Cabinet. Or it was
removed from the wall at the beginning of the blockade, and it lost some of its
decoration in a damp and unheated closet.

At the same time, a few larvae of the woodworm beetle were introduced to it.
Then the frame went through the transition to urban heating, the air became drier, it
dried up and it got carried away, the artisanal paintwork peeled off, and the beetles
died without leaving offspring.

Based on the study of special literature, consultations with specialists and
personal knowledge and experience, a method of restoration was developed. It was
approved by the restoration council of the department of the St. Petersburg Institute
of Arts and Restoration. The restored frame was accepted by the scientific supervisor
and the restoration council.

The frame for the painting from a factory baguette with mastic decoration and
imitation gilding was transferred to the restoration on December 10, 2018 (Fig. 1, 3).
General conclusion on the state of the monument was following:

Divergence of the angular interfaces of the frame;

Local loss of Foundation,;

Presence of traces of life activity of a tree-eating beetle;

Local losses of stucco decoration;

Severe scuffs and loss of decorative finish in the form of imitation gilding;

Presence of unstable and persistent surface contamination;

N A=

The loss of the fastenet.
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4. Method of restoration of a frame with stucco mastic decor

On December 25, 2018, the restoration council of the Department of
Restoration of Decorative and Applied Arts approved the following program of
restoration works:
Removal of unstable surface contaminants;
The restoration of the corner mates and the restoration of lost fundamentals;
Insektitsidnye flight holes in the wood of the back side of the frame;
Modeling, forming and recreating local losses of stucco decoration;
Removal of persistent surface contamination;

Recreating decorative finishes within the boundaries of loss;

N A b=

The reconstruction of the fasteners of the frame.

In order to implement this program, the following actions were had to:

1. Remove unstable surface dirt, the frame should have been swept with bristle
brushes (20 and 50 mm). Work should have been carried out with great care,
trying not to displace or separate loosely held decorative elements and
fragments of decoration. The separated fragments should have been collected,
marked and fixed in their former place on the frame.

2. Carry sweeping out by placing the frame so that the removed dirt does not settle
on it again.

3. Clean up more narrow bristle brush with short hair and neaten, as mentioned
above in the undercut, the lowlands of the terrain and other inaccessible places
contamination. It is possible to use spot blowing with a rubber enema, the use
of a vacuum cleaner is possible, but very carefully, and only non-contact, to
absorb the dust raised in the air.

4. When restoring the corner joints of the frame, it was necessary to remove the
old glue from the joint surface. To do this, the frame should have been placed
face down on a soft base, eliminating damage to the decor and finish. To
remove old joiner’s glue from the joint surfaces dry or with a weak moistening
with water applied with a bristle brush. The glue should be cleaned and scraped
with a scalpel and special cycles and teeth made from fragments of a hacksaw
blade on metal on an abrasive wheel. Both sharpened edges and web teeth are
used. Dedusting of the work place should have be carried out constantly after
each process and operation on the frame.

5. Prime the cleaned joints with glutinous glue (5%, t=50°C), which should be

applied with a small bristle brush or, in narrow places, with a steel dental spatula.

From pine wood, 5 pieces of wedge-shaped inserts must be made and precisely

adjusted to the places of inserts. They should be glued on glutinous glue (20%,
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10.

t=40-45°C), firmly inserting into place. If it is necessary, a specialist need to use
steel spring brackets for fixing, installed through the appropriate gaskets.
Eliminate the ‘propeller’ (deviation of the frame angles from one plane), the
trame should have been laid immediately after gluing the front surface up on
the plane and pressed down with the necessary weight weights (it can be found
out in the process of alignment), laid on the corners of the frame through soft
pads made of fabric and polyurethane foam. To leave under the yoke for a day.
Remove the weights and retainers after the glue should have solidified and the
frame should have ‘cured’. To cut ‘flush’ with semicircular and flat wood cutters
protruding from the moustache joints of the inserts, both on the front and back
of the frame. The final fit should be performed by cycling cycles from a hacksaw
blade and sanding with an emery cloth 240’. To clean the shavings and sawdust
with a bristle brush.

Perform sealing the defects of the frame’s rags on its reverse side by installing
and pasting a wooden insert into a longitudinal groove cut out with a flat wood
cutter in the place of a large rags defect.

Small defects should have been patched with a mixture of small pine sawdust
(70%), gypsum (10%) and glutinous glue (20%, t=40°C, 20% of the volume of
the mixture). To trim and sand the seal as follows after solidification. To remove
dust from the workplace using a bristle brush and a vacuum cleaner.

On the reverse side of the frame, where the wood did not have a varnish, paint
or other coating, inserts and seals should have been tinted with a 5% solution
of aniline dye ‘dark pine stain’ (Fig. 2).

The device ACIMA is used by insecticizing the wood of the frame to treat the

wood of the frame against the tree-eating beetle. Its 2.8% solution in 72% ethyl

alcohol must be injected with a syringe into the flight holes of insect passages until

tull saturation. Due to the toxicity of the drug, work should be carried out using

personal protective equipment and exhaust ventilation.

11.

12.

Choose clear analogs to recreate the loss of stucco decoration on the preserved
decor of the frame. The surfaces of analogues within the established boundaries
should have been cleared of persistent surface contamination with fabric
tampons impregnated with pinene and bristle brushes with short hair. If it was
necessary, the use of wooden and bone stacks is allowed for pre-sampling of
contamination.

Analogs (angular rockail and a long fragment of the upper cut) should have
been brought to the model state, finished sculptural plasticine all small defects
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using bone and wood stacks. The resulting models should have been smeared

tor molding — equipped with plasticine beds and sides.

13.  When forming the model, it should have been necessary to lubricate with a thin
layer of castor oil or medical vaseline, applied with a soft hair brush without
excess and omissions.

The forming compound of Pentoelast-570 is measured by weight in a special dish
and mixed with the initiator of P-78 in the proportion of 100 g by 2 g (approximately
2%).

The mixture is applied with a steel spatula on the model and the bed with a layer
of 2-5 mm thick with a tab inside the cord made of cotton gauze. On top of the layer,
4-6 ‘buttons’ of the same, but previously frozen material is glued until the mixture
solidifies. The layer is left to harden for 3-6 hours.

After the mold solidifies, a plaster casing is placed on top of it. Gypsum (the
brand of GP-76) is combined with water in the plaster, mixed with a steel spatula,
and when the consistency of sour cream is reached, it is applied to the form,
previously lightly greased with vaseline. As the gypsum thickens, the casing is formed
as a block with a flat horizontal top. Immediately after solidification, but before the
plaster gains hardness, all the faces of the block are alighed and smoothed out in
cycles. One hour after the plaster solidifies, the casing is removed from the mold and
the mold is removed from the model.

Care must be taken and it should avoid pinpoint application of force in order
to avoid damage to the frame’s decor. After disassembling the form, it and the casing
must be cut — remove excess and irregularities of the plaster with a knife and cut off
the excess compound and gauze with scissors.

Excess clay is removed from the models using wood and bone stacks. Care
must be taken not to peel off fragments of decorative coating and mastic decor with
plasticine. The remaining grease must be removed from the surfaces of models by
wiping them with White Spirit using fabric swabs.

Casting of new-model elements (one rockail and three fragments of cutting) is
performed from a mixture of gypsum (the brand of GP-76) with water with the
addition of P1”A glue (5%) and dissolved cellulose fibers (5%). This recipe allows
you to get castings with properties that are closest to the material of genuine
decorative elements.

Based on a visual test (inspection of the chip and cut of the original material),
samples of igniting chips of the original material and rubbing and diluting it in water,
it could be concluded that the original elements had been cast from gypsum, most

likely without adding chalk or kaolin, and with the introduction of a water-soluble
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glue (casein, dextrin, etc.) to give hardness and reduce hygroscopicity, and a very thin
vegetable fiber for reinforcement, that is, to give longitudinal strength.

The mixed plaster mixture is poured into open molds, air bubbles are expelled,
and the mixture is left to solidify. After it (after 1-1.5 hours), the mold should be
turned over, remove the casing and carefully release the plaster cast from the flexible
layer of the mold. If it is necessary, casting defects are sealed with a non-cool gypsum
solution. The casting at this point should be wetted with water using a brush. All
excess plaster is cut off with a knife.

Castings must be dried in room conditions for a week.

The dried plaster molds are required to match exactly the locations of the
installations with a file, knife, flat cutter on wood and needle files.

Gluing of new models on the frame, as well as disassembled original decor
elements, is carried out after the necessary cleaning of the back sides of the plaster
parts with a knife from excess plaster primers and their fitting to the ‘seats’. After the
glue has solidified, it is necessary to putty all the cracks at the joints of new models
and originals. For this purpose, an uncool gypsum solution with water with the
addition of P4 glue is prepared for each time according to the need. The joint
surfaces are wetted with water using a bristle brush and the thickening solution is
applied with a bone spatula.

When removing persistent surface contamination, two different tasks must be

performed:
° remove persistent household contamination;

e remove late degraded bronze paint.

Before removing household dirt, it is necessary to make a sample on a low-
temperature section of the upper leaflet of the frame. To do this, a compress of
cotton wool moistened with pinene should be applied to the local area with a crust
of dirt and fly prints, cover with an acrylic film to avoid evaporation and leave to
react, checking every 10 minutes the degree of destruction of the contamination.

The time when the contamination can be detached from the surface without
harming the surface itself should be approximately 30 minutes. Compresses are
applied to places of significant persistent contamination, and after clearing are
cleaned off with wooden and bone stacks. After these places and places of less
significant persistent contamination are treated cleanly by wiping with pinene using
cloth tampons and cotton wool micro-tampons on toothpicks.

Before removing the late colorings, you must also make a sample on the upper

part of the left leaflet. Actions are performed as in the previous operation, but with
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the difference that the compress is impregnated with a mixture of solvent 646 and
White Spirit (50% to 50%). Cotton wool should be applied very precisely at the place
of painting. The time of slight swelling of the paint layer will be longer.

To recreate the decorative finish within the loss, it is necessary to masticate with
the help of bone stacks and blades with mastic cracks and small defects in the
elements of the original decor prepared in small portions according to need. Mastic
composition consists of gypsum 60%, chalk 10%, glutinous glue 10%, t=50°C 30%
of the volume.

After solidifying the mastic, finishing treatment should be performed. Then, the
new models and mastics must be impregnated with a solution of shellac (15%) in
96% ethyl alcohol (Fig. 4).

Restoration of defects in the texture background with powder is carried out
after clearing the places of loss with a cloth swab with pinene by applying drops of
glutinous glue (20%, t=40-50°C) from the bone shoulder blade.

A portion of quartz sand of a suitable fraction (0.75-0.5 mm) is immediately
poured on the glue from a paper tube. After the glue solidifies, the excess sand must
be swept away with a soft hair brush and removed with a vacuum cleaner (non-
contact).

It is necessary to make a mixture of the desired colors and shades from artistic
watercolors of Nevskaya Palitra. These mixtures are used to paint new models,
mastications, and areas of the textural background with squirrel brushes. After
drying, all the paint must be covered with 15% shellac twice.

Restoration of losses of imitations of metal coating and opaque and glossy
gilding is performed by applying to the places of losses with soft bristle artistic
brushes of artistic waxes on a wax basis (G#lding Wax, decorative wax of Highlighter)
four matching colors.

To create a ‘gloss’ on the corresponding sections of the artistic coating, it is
necessary to apply car nitroemal of Technocolor-Auto on the basis of NC-277.
Nitroemal is pre-released from an aerosol can into a separate container and applied
to the frame with an artistic bristle brush.

After applying the ‘gloss’, it is necessary to apply a darker color to the intetior
of the decor. After drying, all areas of recreated imitations of gilding, metal, and
powder must be covered with 15% shellac (Fig. 5).

To recreate the frame fastener, it is necessary to make two anchor blanks from
two 100-millimeter sections of steel-3 wire with a diameter of 4 mm. To do this, the
wire must be heated with a gas burner to a temperature of about 500°C and bend it

into a ring with an external diameter of 15 mm with a straight ‘tail’ of 17 mm in
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length in a vice on a cylindrical mandrel with a diameter of 6 mm. The excess must
be cut off with a hacksaw, and the ends should be grinded needle files. Each billet
should be clamped in a vise ring ‘tail’ up and cut on it with a klupp ‘screw’ thread 15
mm long. The end of the thread at the end of the ‘tail’ to sharpen by a round needle
tiles.

Aging (altering) of steel parts must be performed by heating the anchors with a
gas burner to a temperature from 400 to 450°C and sharply cooling them in an
aqueous soap-and-salt solution to form dark-colored iron salts and oxides on the
surface.

Anchors must be screwed into the old mounting holes. For the density of
screwing into the holes, thin (up to 1 mm) chips of pine wood should be pre-

attached. Anchor rings must be oriented vertically (Fig. 2).

Conclusion

The frame and the painting are separate works of art and craft, but they are
created for each other. The picture, of course, takes precedence, the frame plays a
secondary role, but they interact and complement each other.

Frames are valuable objects of cultural heritage. Many of them are works of
high art and skill, they bear the features and signs of the artistic style of their time. A
careful examination of the frames allows not only to understand the subtlety of this
style, but also to learn the secrets and peculiarities of personal manner of the author
of the project and contractor’s work, the connection of the frame with the work and
the interior, where they were exhibited.

Frames often carry additional valuable information. On the front side, these are
plates, cards, inventory numbers, and on the back — brands, signatures, signs,
Assembly marks and numbers, traces of fasteners and tools. Also, on the frames
there are traces of their existence, damage, contamination, traces of alterations and
restorations. These additional facts can also be useful when choosing a restoration
strategy for this frame.

The frame, as a designation of the natural border of the work, appeared in
ancient times. Marking the border, its material embodiment is psychologically very
important for a person. Interacting with the outside world, man from the very
beginning of his existence sought to divide this world into different zones, where
each of them has its own laws, forces, and you can get your own benefits and suffer
different damages. Knowledge of these laws, their limits and dictated rules of

behavior was one of the main conditions for survival.
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However, man, thanks to his developed brain, lives not only in the real, material
world. In his head, a second reality is created that reflects and refracts the first,
allowing him to study and understand the world around him, even if incorrectly, to
tight with it, make peace with it, and even get away from it. This is the area where art
lives.

Man has always known that it is dangerous to cross borders. Beyond the visible
or invisible line, everything can be completely different. Habitual actions can cause
other consequences. A person ‘there’ can be affected by something
incomprehensible and threatening, and it can invade this familiar world through a
broken border. Borders have always tended to be marked and crossed only with
special rituals.

A person believed that a sign, symbol, or image was equivalent to a designated,
symbolized, or depicted object or phenomenon, and they could influence each other.
And that this influence was not, or it was correct and timely, amulets were hidden
under clothes or in bags, and signs or images were framed, which at the right time
could be ‘opened’ or erased. The doors and Windows of dwellings also separated
different areas of habitation, and they had to be connected and separated at different
times. An image that conveyed something other than what was around it was also
worth drawing a border just in case’.

At the same time, any work of art is a material object, it interacts with the real
world and it often needs to be protected from it materially. Works of art enclosed in
various frames were always better preserved, and people always knew this.

When in Western Europe painting separated from the walls of temples and their
altars, acquired a secular character, then, quite naturally, paintings and boards
continued their further path along with the frames.

Frames protected the paintings, covered their unsightly edges, but most
importantly presented them to the viewer, introduced the paintings to the interiors
of premises, demonstrated the status of the owner.

Frames as works of decorative and applied arts were subject to change of all
artistic styles, all trends of fashion. Sometimes in a pair of picture and frames, they
even occupied a dominant position, being part of the rich palace decoration, and they
inserted something suitable to their style. But over time, through the efforts of artists,
the frame became an integral part of the picture, helping the viewer to perceive the
canvas more deeply and fully, without being distracted by the surrounding.

The production technology of the baguette and the frames themselves has been
constantly developing and improving, giving master framers the opportunity to solve

a variety of tasks and achieve remarkable results in their business.
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With the development of society, the need for frames appeared in an increasing
number of people. Mass production of baguette and affordable frames became
necessary. The industrial era of the second half of the 19th century allowed us to
solve this problem by producing mass production of a fairly high quality and artistic
level. A sample of such a frame was the object of this research and restoration work.

According to the results of research, it can be argued that this frame was made
at the turn of the 19th and 20th centuries from a factory-made baguette and
separately cast from gypsum corner linings-rocailles. The baguette was cut into sheets
and assembled into a frame according to the size of the customer in a small semi-
industrial workshop: the manner and quality of production of the baguette and frame
vary greatly. The frame is inexpensive, but solid. It survived all the vicissitudes that
fell to the share of household items of medium-level objects of decorative and
applied arts in the 20th century in St. Petersburg, but came out of them without much

loss.
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Appendix

Fig. 1. General view of the back of the frame Fig. 2. General view of the back of the frame
before restoration after restoration

Fig. 3. General view of the front side of the Fig. 4. General view of the frame during
frame before restoration restoration: reconstruction of local losses of
stucco decoration
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Fig. 5. General view of the front side of the frame after
restoration
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PecraBpanua paMbI C MACTUIHBIM A€KOPOM U IMHTAITHEH
II030A0THI TPEX BUAOB K HaTrOpMopTy KoHIa XIX — pauasa XX
BEKOB

Annomayus:

OCOOEHHOCTBIO PECTABPAIIMH PECTABPUPYEMOIL PAMBI ABAAACH TOT (PAKT, UTO YTPAYCHHBINH ACKOP
HEBO3MOKHO B AAHHBI MOMEHT BOCCTAHOBUTDH TEXHOAOTMYECKH B MATEPUAAE IIEPBOHAYAABHOIO
CO3AAHUA, TAK KAK HCTOPUIECKUI ACKOP (haOPHYHOTO IIPOU3BOACTBA, PaHEEe OBIA BEIIOAHEH Ha
CTAHKE METOAOM IIPOKATKHU. Y TPAThl ACITHOTO, MHHUATIOPHOTO IO Pa3MEpPy, MACTHIHOIO AEKOPa
HEBBICOKOTO IMPO(UAA HA paMe HOCAT IITYIHBIH XapaKkTep U TPEOYIOT HHAUBHAYAABHOIO IIOAXOAQ
K pecraBpanuu KakAOro parmenrta. CraThsl COAEPKHUT HHMOPMALINIO II0 KOHCEPBAIIUH U
pecraBpanny paMbl HEOOABIIIOIO pa3Mepa K HATIOPMOPTY, B OTACAKE KOTOPOW IPUCYTCTBYET
MACTHYHBIH ACKOP C UMUTAIIHEH IIO30A0TEL HECKOABKUX BUAOB. ABTOP CTaThHU BEIPAKACT MHEHHE,
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9TO METOAHKA IIPOBCACHUA PECTABPALITOHHDBIX pa60T, BBIIIOAHEHHBIX HA 3TOM pamMme, HECOMHCHHO,
6yA€T IIOA€3Ha B HpﬁKTH‘ICCKOfI ACATEABHOCTH AAfl APYIHX PECTAaBPATOPOB HA AHAAOTMYIHBIX
pa60Tax C yIpaTaMu MaCTHYIHOI'O (ba6pI/I°IHOFO ACKOpPa U €ro HCTOpH‘ICCKOﬁ OTACAKH, a4 TAKKC

IIOIIOAHHUT KOIIMAKY HAyYIHbBIX 3HAHUU B 5TON 00AACTH.

Koarwuesevie crosa:
pecraBparnus pamel, HATFOPMOPT, MACTUYIHBIH ACKOP, HIMUTALINAA TIO30AOTHL.

BBeaeHnue

OCOOEHHOCTBIO PECTABPAIINN AAHHOH paMmbl fBAAETCA TOT (PAKT, dUTO
YTPaYEeHHBI ACKOP HEBO3MOKHO B AAHHBII MOMEHT BOCCTAHOBUTDH TEXHOAOTHYECKHA
B MATEPHAAC IIEPBOHAYAABHOIO CO3AAHHUA, TaK KAK HCTOPHYECKUH ACKOP
¢daOpuIHOro TPOM3BOACTBA, paHEE OBIA BEIIIOAHEH HA CTAHKE METOAOM IIPOKATKH.
VIpaTel A€ITHOrO, MUHHATIOPHOTO IIO Pa3MepPy, MACTHIHOIO AEKOPa HEBEICOKOTO
npopuAd Ha paMe HOCAT IITYYHBIA XapakTep H TPEOYIOT HHAHBHAYAABHOIO
IIOAXOA2 K PECTAaBPAllMH KAKAOrO parmeHTa. ABTOP ACAHTCA CBOHM OIIBITOM
peCcTaBpaITuy PaMEL

AKTyaABHOCTb TEMBI OOYCAAQBAMBAETCH TEM, YTO KAPTUHHBIE PaMbl BCETAQ
HMEAH IIPUHAAACKHOCTH K IIPEAMETAaM H300pPA3UTEABHOIO MCKYCCTBA H, B
OTAEABHOCTH, OT KOTOPHIX, KAK CAMOCTOATEABHBIN BHA ACKOPATHBHO-TIPUKAAAHOTO
HICKYCCTBa, CTAAM PACCMATPUBATBCA OTHOCHTEABHO HEAABHO, 2 AAHHAA TEMa AO
HACTOAIIIETO BPEMEHH OCTAETCA ITONCTUHE MAaAOHM3yYeHHOH. Pama, oOpamadAromasn
KAPTHUHY — 3TO CBA3YFOIIUI SAEMEHT MEKAY CAMUM IIPOU3BEACHHUEM H HAXOAAIITIMCS
B HEM IIPOCTPaHCTBE, HHTephepe. KapTuHa 1 pama Kk HEH AOAKHBI AOIIOAHATH APYT
APyTa, YCHAUBATD BIIEYaTACHUE, COYETAsA UX IO IIBETY, (PAKType MAU 7K€ ITAABHBIM
IIEPEXOAOM OAHHUX POPM B APYTHE, HI B KOEM CAy9ae HE COIIEPHUYAA MEKAY COOOMH.

Pama, popmupoBaBIIascsa kKak AOIIOAHEHHUE K (KUBOIIICH, HAXOAUTCA B IIOAHOI
OoT Heé 3aBUCHUMOCTH, H300PA3UTEABHBIX H (POPMOOOPA3YIOIIUX 3aKOHOB.
[IpakTiaeckn BceM IIPOU3BEACHHUAM IIOAXOAUT OPOPMACHHE ITOA IBET HATYPAABHO
Aepesa. KapTrHaM BEITOAHEHHBIX B TEIABIX TOHAX IIPEAHA3HAYAETCA OPOPMAEHIE
X PaMbl TEIIABIX OTTEHKOB U HA0OOPOT. CAUIIKOM CAOMKHAasg M ACKOPHUPOBAHHASA
pamMa HE IIOAOMAET K IIPOU3BEACHHIO C IIPEOOAAAAIOIIEM IIPOCTOTOM AMHHUH U
dopm. OHa 1orepser BEIPa3SUTEABHOCTD, €CAU IIOIIAAAET B TOH PabOTE (AOAMKHA HA
IIOA TOHA OTAMYATBCA OT TOHA KAPTUHBI). BOABIIHM KapTHHAM ITIOAOHPAIOT pamy
IIIPOKYIO, V3KYIO — AAf MaAOW. EcAm pama OOABIINAf IO IIAOIINAAH, TO OHA
3PUTEABHO YBEAUYIHUBACT IIAOIIAAD KAPTHHEL

[lo cBOoeMy HAa3HAYEHHIO paMa HMEET IIEAb BIIOAHE YTHAHTAPHYIO,
ITOKA32TEAEM KOTOPOIl ABAACTCA IIPOYHOCTb KOHCTPYKIIHH; HO 3CTETUYECKON CBOEH

(1)YHKLII/ICI‘/‘I OHa ITIOAHOCTBIO ITIOAYHMHCHA »KUBOIIMCH, TpC6YIOLLICfI B BOCHpHHTHH
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IIEAPHOCTH U B3aHMHOIO AOTIOAHEHHSA. VI3 9TOTO CAGAYVIOT M TTOCAEAOBATEABLHOCTD
IIPOBEACHUA MEPOIPUATUN PECTABPAITUN U KOHCEPBAITHH.

PecraBparimoHHOMY BMEITATEABCTBY ITOAAEKAT ITOBPEKACHUA, BAUAFOIINE U
HCKQ/KAIOIIHE  BOCHPHUATHE aBTOPCKOTO  3aMBICAA HAM  MENIAFOINUMH B
B3aHMOACHCTBUI C ’KHBOIIMCHBIM IIPOU3BEACHHEM. ITpumensaemere
PECTaBPAITMOHHBIE MEPBI M METOABI PACCMATPHBAIOTCA B  KAKAOM  CAydae
HCKAFOYNTEABHO MHAUBHAYAABHO, B 3aBUCHMOCTH HE TOABKO OT CTEIIEHH U BHAOB
ITOBPEKACHIH, HO U C YIE€TOM Pa3HBIX TEXHOAOTHIT IIPOU3BOACTBA I MHOTOOOPA3HA
MaTepHaAOB.

[IpoBeacHHE pecTaBParIHOHHON PabOTEI OOYCAABAMBACTCA HCKAIOYUTEABHO
e¢ aABHOHM HeoOxoAanmMoctero. Cama :Ke pecTaBpallMOHHAas AEATEABHOCTD
ITOAPA3YMEBAET  HMCKAIOYHUTEABHO  3apPEKOMEHAOBAHHBIE M YCTOABIIIHECH,
IIPOBEPEHHEBIE ITPAKTHYECKUM U TEOPETHYECKIM OIBITOM, METOABI M IIPUMEHsAEMBIC
MaTEpPHAABL

O6bexToM nccaepoBaHus Ob1Aa pama koHITa XIX — Havasa XX Beka.

[leAbro IIpoeKTa OBIAO BEIIIOAHEHHE PECTABPAIIMU PAMBI C ACITHBIM ACKOPOM H
IMHTAITAEH IT030A0TH K HAaTFOpMOpTy koHIA XIX — Hawara XX Bexa.

3 rmocraBAGHHOM 11eAn OBIAM CPOPMYAUPOBAHBI 3aAAYH:

®  U3yYEHHE HCTOPUHU BO3HUKHOBEHHA M PA3BUTHA PaM K KaPTHHAM U Pa3HBIX

METOAOB X OTACAKH, BKAIOYAA TEXHOAOTNHU UMUTAITNHI ITO30AOTHI;

° HN3y9CHHC MaTCpI/IaAOB %8 I/IHCTPYMCHTOB AAA BBIIIOAHCHMA ACKOpaTHBHOfI

OTACAKH paMbI;

° COCTaBACHHE MCTOAUKH peCTaBpaluu paMI)I C I/IMI/ITZLL[I/ICfI ITO30AOTBI

HECKOABKIMH CIIOCOOAMU;

o KOHCepBanuA 1 pecraBpanus paMbl U €€ OTAEAKH COT'AACHO Bpra6OTaHHOfI

MCTOAMKE.

1. Ommcanne u UCTOPUYECKAsA CIIPABKA II0 00BEKTY pecTaBpanuu

Pama ¢ ACITHBIM AGKOPOM U3 YaCTHOT'O COOPAHUSA IIPEACTABAAET COOOM U3AEALIE
dabpuunoii paboTel. MacTHYHBINA AEITHOM AEKOP OBIA BBIIIOAHEH HAAOKEHHEM
MACTUYHON MACCBI Ha OareT M IIPOIYIIEH YePe3 BAABIIEI AASl IIOAYYIECHHSA HYKHOTO
OTTHCKA: B BHAC IIBETOB H AHCTBEB HEOOABIIOTO pa3Mepa B COYETAHUH C
HU3BHUAHCTBIMU ACTAASIMU 110 BHEIITHEMY IIEPUMETPY PaMbl HAa TECHEHHOM (hoHE (HAA.
1).

ToAamumHaa CAOS MACTUYHOIO ACKOpPa HEBEAHKA, OH CHABHO IIEPECYIICH,
VIPATHA CBfI3b C OCHOBOH U3 A€peBa, HAa TECHEHOM (POHE HOABUACH KPAKEAIOP, ITO
OOCTOATEABCTBO U IIOCAY/KUAO 3HAYUTEABHOM yTpaTe ACITHOTO ACKOPa Ha paMe B

HCPI/IOA ee SKCITAyaTall. Ha paSOLUCAH_II/IXCH YCOBBIX COCAMHCHUAX paMbI
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OOHAPYKEHBI ~ CAEGABIl ~ CHHTETHYECKOIO  KAef, Kak (akr  HEOOABIIOro
PECTaBPAITMOHHOTO BMEIIIATEABCTBA B AOMAIITHIAX YCAOBHUAX.

CBeacHHA O MeCTE€ M BPEMEHU HM3TOTOBAEHHA PAMBI OTCYTCTBYFOT, HO MOKHO
IIPEAIIOAOKUATE  (MAH AK€  YIBEP/KAATB), UYTO pama OblAa H3TOTOBACHA
IpodeCCHOHAAAMHI B YCAOBHAX OAreTHOIO (DAOPUIHOTO IIPOU3BOACTBA MACTEPAMH,
XOPOIIIO BBITOAHUBIINMU ACITHOH ACKOP U HUMHUTAIIUIO TPEX BHAOB ITIO30AOTHI Ha

Her. Pamy 1o BpeMeHHI e€ CO3AaHUA CMEAO MOKHO OTHECTH K KOHITy XIX — HagaAy

XX BEKOB.

2. CocroaHme COXpaHHOCTH PaMBbI AO PECTABPAITHIHA

TeiAbHAA cTOPOHA (HAA. 2)

OcHOBa paMbl BBIIIOAHEHA U3 YETHIPEX AUCTEACH, COCAHMHEHHBIX B «yO».
Pasmepsr raesaa aas sxusorucu (33,5 x 23,0 x 0,7) ecm. Ha mmoBepxHOCTH TEIABHOI
CTOPOHBI pPaMbl HMEIOTCS CHABHBIE CTOUKHE IIOBEPXHOCTHBIE 3arpA3HEHUA, HE
ITO3BOASIOIIIE PACCMOTPETh TEKCTYPY APEBECHHEI M OIIPEACAHUTH €€ BHA. MOXKHO
TOABKO IIPEAIIOAOKHTH, YTO 3TO APDEBECHHA ACPEBA XBOMHOI ITOPOAHL.

B ruesae oA KHBOIIMCH HA HIKHEM AHUCTEAE CIYCTKH CHHTETHYECKOIO KAEf.
B AeBOM m mpaBOM yraax HEZKHEIO AHCTEASl CIYCTKH CHABHO 3arpsA3HEHHOTO
’KIBOTHOIO KAef. /Ba TIBO3ACBBIX OTBEPCTHA AAA ITOABECKH KAPTHHBI B pame
auamerpom 0,25 cM He OTIIEHTPOBAHBL, U HAXOAATCA HA Pa3HOW BBICOTE U IITUPUHE
BEPTUKAABHBEIX AHCTEACH. B rHe3sAe IOA KHBOIHMCH IO IIEHTY KOPOTKHX AHCTEACH
AB2 TBO3AEBBEIX OTBEPCTUA AASl KPEITACHUA.

Awnnepas cropona (HAA. 1)

AexopoM pambl fBAfETCA MacTU4IHAsA Aellka (DaOpHYHOIO IIPOHU3BOACTBA,
BBIITOAHEHHAS METOAOM HAKATKH Ha crTaHke. Ha ABYX BEpTHKAABHEIX AHCTEAAX H
OAHOM TOPHU30HTAABHOM IIO BHEIITHEMY IIEPUMETPY YTPAThl ACITHOIO MACTHYHOTO
ACKOpPa B BUAE BBITAHYTBIX «3aBHTKOBY ITOYTH IIOAHOCTBIO, IpuMepHO Ha 70%.

Ha HmxHeM AHCTEAE 3HAYHTEABHO XOPOIasd COXPAHHOCTb AEIIHOIO ACKOPa,
OHA MOJKET CAYKHUTb IIPAMBIM aHAAOTOM, U IIO3BOAfAET BBIIOAHHTH BOCCO3AAHIE
YIPAYEHHBIX ACKOPATUBHEIX ACMEHTOB.

AemHOII AEKOp PACIOAOKEH Ha TEKCTYpHOM (DOHE BHEIIHETO IIEPHMETPa
pambL.  [IpeArroAoKuTEABHO, TEKCTYPHBEIH (POH BBITOAHEH METOAOM IIPHCHIIKH
MEAKOTO PEYHOIO IIeCKA HAM MAaHHOH KPYIBI HAa KAEGEBOM HAH MACASHOM
cBA3yIOIIEM. YTpaTel POHA COCTABAAIOT IIpuMepHO 10%.

Buyrpennnii mepumMerp paMel CAOKHO-IIPOMDUAUPOBAHHBIN, IMHPUHOI 2 CM.
CoxpaHHOCTD y9aCcTKa XOPOIIIasA. DTO YIACTOK C UMUTAITUEH MATOBOIO 30 AOYCHU.

MeKAy HUM H TEKCTYPHBIM (DOHOM BBIITYKAO-BOTHYTBIN IAATHK C HMHTAIIHCH

FAHHH@BOfI ITIO30AOTHI: CCpC6p€HI/IC II10 TPYHTY—HOAI/IMCHTY C IIOCACAYIOIIHMM
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HAHECCHUEM Ha IIOBEPXHOCTb CEPEOPEHUSA «30AOTOTO» AAKA C I[EABIO HMUTAIIUAN
IASHIIEBOTO 30AOYCHMUSL.

Or1AeAKa ACITHOTO AGKOPA HAXOAUTCH B HEYAOBACTBOPUTEABHOM COCTOSHUH B
CBA3H C TEM, UYTO OHA UMEET HU3KHUIT peAabed U CAOKHYIO (DOPMY B BUAEC OYKETHKOB
13 IIBETOB PO3 U AUCTHEB, HA KOTOPBIX CKOITMAOCH OIPOMHOE KOAUYECTBO OBITOBBIX
IIBIACBBIX 3aI‘pH3HCHI/II>’I B yrAY6A€HI/IHX peAbe(l)a.

Oraceaka TekcrypHOro poHa Ha  COXPAHHUBIINXCA — yIaCTKAX — HMEET
VAOBACTBOPUTEABHOE COCTOSIHHE, KPOME HIKHETO AHCTEAf C CHABHCHIITIMH
ITOBEPXHOCTHBIMH 3aTPASHEHUAMH IIAOTHOTO XapaKkTepa.

OtacAKa  TOPIIEBOM  9YaCTH  HMEET  JAOBACTBOPHTEABHOE  COCTOSHIE
COXPAHHOCTH, TaK KaK IMEETCA TOABKO HEOOABIIIHE YTPATHI, CBA3AHHEIC C YTPATAMU
rpyHTa Ha KpoMmKax 1 yraax ot 0,1 ao 6,0 cm.

[ToBepxHOCTHBIE 3arpA3HEHHUA OTACAKH ACKOPa Pa3sHOOOPA3HBI IO CBOCH
MHTEHCHBHOCTH, CPEAHHE IO ITAOTHOCTH OBITOBBIC IIBIACBBIC 3arpA3HCHHA Ha
BHYTPCHHEM IICPHMETPE ACKOPA PaMbl M HA TOPIIEBBIX yYaCTKAX, 4 HA HIDKHEM
AHUCTEAE — CHABHBIC CTOMKHE TPYAHO YAAAACMBIC IIOBEPXHOCTHBIC 3ATrPA3HEHUA, ITOA
CAOEM KOTOPBIX HE BUAHA ACKOPATHBHAS OTACAKA.

broaormuecknme HACAOCHHA B BHAC MYVIIHHBIX 3aCHAOB ITOBCEMECTHO
IPUCYTCTBYIOT HA MATOBBIX U TAMHIICBBIX y9YaCTKAX HMHTAIIMH IIO30AOTEI
BHYTPCHHEIO IIEPUMETPA pPAaMBI, HA TEKCTYPHOM (OHE, HAa TOPIIEBOM YACTH M
OCOOEHHO MHOTOYHCACHHBIE 3aCHABI B THE3AC ITOA KAPTUHY B HUKHEH €rO 9aCTH.

CocraB HOpHAOK IIPOBCACHUA pCCTaBpaHI/IOHHbIX MepOHpI/IﬂTI/IfI

1. VaAaAeHHE HECTOMKNX IOBEPXHOCTHBIX 3aIPA3HECHUIL.

2. YKpemAeHHe yTAOBBIX CTOAAPHBIX CONPAKEHUM.

3. Bocmoanenme yrpar rpyHTa Ha KPOMKAX BHEIITHEIO IIEPUMETPA PAMEL.

4. Bocmoanenme yrpar AemHOTO MacTHIHOIO Aekopa. Cuarue dopmbl u
OPMOBOUHBIIL ITPOIIECC. Y CTAHOBKA BOCCO3AAHHBIX (PPAarMEHTOB AEKOPA.

5. VaaaeHne CTOHMKHAX ITIOBEPXHOCTHBIX 3arPA3SHEHIIM.

6. BOCCOBAaHI/IC yTpaT TpCX BHAOB HMMHTAIIHMM ITIO30AOTBI Ha BOCIIOAHCHHBIX
y49aCTKaxX MaCTHYIHOTI'O ACKOpa.

7. TOHI/IPOBQHI/IC BOCCO3AAHHBIX YI4CTKOB ACKOpaTHBHOﬁ OTACAKH.

3. IIpoBeAeHHE KOMIIAEKCA PECTABPAIIMOHHBIX IIPOIIECCOB HA paMe

VaareHnEe HECTOMKUX ITOBEPXHOCTHBIX 3arPA3HEHHN IIPOM3BOAHAOCH C
IIOMOIIBIO  (DACHIIEBOM KHUCTH CPEAHEH :KECTKOCTH M IIBIAECOCA € OCODOIt
OCTOPOKHOCTBIO.

VKpernaeHne YTAOBBIX CTOAPHBIX COIPAKEHHN BBITOAHAAOCH CACAYIOIITUM

O6p330MI CKACHBAaCcMBIC HOBCPXHOCTI/I YCOBBIX COHpH}KCHI/Iﬁ THIATCABHO
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OOECIIBIAMBAAYICH KHUCTBIO M ITBIAECOCOM; HpOI/ISBOAI/IAaCb ITIOCACAOBATEABHHAA

IIPOIINTKA MECT CKACHKH BOAHBIME TEIABIME pacTBopamu (+40°C) Me3ApOBOro Kaes
5%, 10% u 20% xoHIIEHTpaIINH C ITay3aMU Ha ITOABAAMBaHME B 15-20 MuHYT; ITOCAE
YECrO CKACHBAEMBIC HOBCPXHOCTI/I YCOBBIX COCAI/IHCHI/II;‘I CITAAQYHBAAMCH HpI/I ITOMOIITH
AOOOMHHUKA ¥ MOAOTKA, KOTOPBIMH IIPOOHBAAUCH HCTOPUYECKUE IBO3AU AO YIIOPa
C HEOOABIIHM VTOIIAGHHEM IBO3ACH B OCHOBY H IIOCTOSHHBIM KOHTPOAEM 32
BEAHYHHOI AHATOHAACH PAMBI, ITOOBI HE BBI3BATD IIEPEKOCOB IIPAMBIX JTAOB THE3AA
1 BHEIITHUX Pa3MEPOB PaMBbl; B MECTAX YCYIIIKHI APEBECHHBI IT0O BOAOKHY BKAEHBAAUICH
KYCOYKI OEAOAECPEBHOIO IIIITOHA HEOOXOAUMOIO pasMepa II0 MECTY CKACHKH «B yO»;
MACTUKOBKA YCOBBIX COEAMHEHNI B MECTAX, HE 3AIIOAHEHHBIX IIIITIOHOM, IIPH CKAEHKE
IIPOU3BOAMAACH APEBECHBIMHI MEAKOAUCIIEPCHBIMU OIIMAKAMHE C TEM 7K€ ME3APOBBIM
pactBopoM kaed 20% KOHIIEHTpAIIMH ITOCAOMHO, YTOOBI OHA HE PACTPECKAAACH B
IIPOIIECCE CYIIIKH;

Bocrioarenme yrpar rpyHTa Ha KpPOMKAX BHEIIHETO IIEPHUMETPAa PaMbl U HA
AOKAABHBIX VTpPaTaX BAaAHKa BBIIIOAHAAACH ITOCAE IIPOKAEHBAHHSA ITOBEPXHOCTH
APEBECHHEBI OCHOBBI TAFOTHHOBBIM KAeeM 5% i 10%0 KOHITEHTpaIun ¢ eCTeCTBEHHOMN
CYIIIKOM Ka’KAOTO cAof 110 2,5-3,0 Jaca.

Aaree HAHOCHACA A€BKAC, IpuUrotoBaeHHb u3 10% rAIOTHHOBOrO KAef U
MeAa (B coorHomieHnu 1:2). IlepBBIIT CAOH HAHOCHACA «B HATBIYb» IIETHHHOI
KHCTBIO, 4 ITOCACAYIOIIHE CAOM HAHOCHAUCH «B I'AAAB» C €CTECTBEHHOI CYIIIKOM
cA0€B 1o 2,5-3,0 vaca. BeicoTa pecTaBpallmOHHOTO A€BKACA AOAKHA OBIAQ OBITH IYTh
BBIITIIE ABTOPCKOTO CAOf, HO B I'PAHHUIIAX yTPAT.

3aTeM IIpOM3BOAMAACH OOpabOTKA AEBKaca, KOTOpas 3aKAIOYAAACh B €ro
ITOAPE3KE CKAABIIEAEM AO YPOBHSA aBTOPCKOTO CAOf, IIOCAE YETO PECTaBPAIIMOHHAA
BCTABKA AEBKACA BBIIIIKYPHUBAAACH B CYXYIO BOAOCTOMKHM HAKAAYHBIM ITOAOTHOM
cpeaero u MmeAakoro 3sepHa NeNe 240 m 320 A0 aOCOAIOTHOM TAAAKOCTH;
BBIIIIKYPEHHAA IIOBEPXHOCTh OOECHBIAMBAAACH IIPM IIOMOIIM IIBIAECOCA U
INETUHHOMN KUCTI.

Boccosaanme yrpaT A€IHOrO MaCTHYHOIO AEKOpPa  BBIIOAHAAOCH —Ha
COXPaHMBIIIEMCA aBTOPCKOM 3TAAOHE AAHHOTO ACITHOTO ACKOPAa HHZKHETO AHCTEAA
mMeToAOM (popmoBkH. C 9TOH IEABIO OBIAM BEIITOAHEHBI OTPAKACHHUA (DOPMYEMOTO
y9acTKa HEOOABIINMU ITOAOCKAMH IIMINEBON KECTH, KOTOPbIE (PHKCHPOBAAHUCH
CHAPYKH CKYABIITYPHBIM IIAQCTHAMHOM Ha BBICOTY 9YyTh BBIIIE 9TaAOHA. 3aTeM
IIPOU3BOAMAACH CMa3Ka YIACTKA MACAOM IIPH ITOMOIITH KHCTH.

AsyxkomronenTHas popmoounasn macca «Kommaysa A u by samernmBasace B
cootHomrennu 1:1, AAfl 3aIIOAHEHHSA PabOYEro y4acTKa; AAS APMHUPOBAHUA MEKAY

CAOSIMH IIPOKAAABIBAACA KycOdek OmHTA (HAA. 5-9).
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UYepes 24 gaca Ha TOM ke pabodueM ydactke (DOPMOBKU 3AAHBAACH IUIICOBBIN
KOJKYX AO BBICOTBI OTPAKACHUA U I'MIICOBBIM CAOI BEIPABHHBAACH METAAAUYIECKIM
IIITATEAEM AO POBHOM IIOBEPXHOCTH U OCTABAAACH AO IIOAHOTO BBICBIXAHUA U
3aCTBIBAHUA THIICA. depe3 HECKOABKO YaCOB HEOOXOAMMO OBIAO CHATH KOXKYX,
Pa3obpaTh OrPaKACHUA U CHATH BUKCUHTOBYIO (DOPMY. 3aTEM HA KOXKYX BBICTABUTD
BUKCHHTOBYIO (DOPMY M 3aIIOAHHUTH €€ Pa3BEACHHBIM BOAOU THIICOM, TaK Kak
BEIIIOAHUTH BOCCO3AABAEMBIC VTPATBHI ACKOPA M3 MACTHKH HEBO3MOYKHO B CHAY HX
HHAUBUAYAABHOIO XapakrTepa. Ha KaKAOM KOHKPETHOM YdYacTKe YTPaT AEITHOTO
MACTUYHOIO ACKOPA MHAUBHAYAABHO BCYXYEO OTAHUTBIE U3 THIICA (DPATMEHTHI ACKOPA
IIOATOHAAUCH IO MeYTy yTpaTel (MAA. 10), a 3aTeM yKe BKAEHBAAWCH Ha MECTO IIpH
momormu  20% BOAHOTO pacTBOpa KPOAHWYBEIO KA€A IO IIPEABAPHUTEABHO
IIPOKAEGEHHOM ITOBEPXHOCTH, BBIIOAHEHHOI BOAHBIMU PACTBOPAMH KPOAHYBETO
kaed 5% u 10% xonnentpanmu (maa. 11). Ha BkaeenHBIE (PparMEHTHI AEITHOTO
AECKOPA HAKAQABIBAAMICH MEIIIKH C IIECKOM Ha 24 waca, 9T0O0Bl (DParMeHTHl ACITHOTO
AEGKOPa HE CMECTHAHCH C MECTA.

VaareHHE CTOMKHX ITOBEPXHOCTHBIX 3arpA3SHEHHUH (HMAA. 3-4) BBITOAHAAOCH
IIepBOHAYAABHO pactBopureaeM Ne 4 (ImHEHOM) IIpH IIOMOIIM  BAaTHOTO
MHUKPOTAMIIOHA U 3yOHOI'O IIMHIIETA KAaK HA TBIABHOM, T4 K M HA AHIIEBOI CTOPOHE
paMBL.

[TocAae mepBHYHON OYHUCTKHA IOBEPXHOCTH IIMHEHOM AaA€e OBIA IIPUMEHEH
«ABOMHHK»: criupT + rmuHeH (1:1), mocae gero npuMeHEH «TPOMHUK»: CIIUPT, ITHHEH,
arteton (1:1:1) m TOABKO TTOTOM MHOTOKOMIIOHEHTHHIM pactBopureAb Ne 646 B
HAHOOAEE CAOMKHBIX MECTaX.

Bce ot meporpuATHa IO YAAAEHUIO CTOMKHAX IOBEPXHOCTHBIX 3arpA3HEHUI
XOPOIIIO ITOKA32AH ceOs Ha BEPXHEM H ABYX BEPTHKAABHBIX AUCTEAAX, HO HA HIZKHEM
AMICTEAE IIPOM3OIIAO MAaAO HM3MEHEHHH M3-32 CKOIIAGHHH M  OOABIIION
MHTEHCUBHOCTH 3arpA3HEeHI (MAA. 11).

VAaAeHHE MYIIIHBIX 3aCHAOB IIPOH3BOAMAOCH MEXAHHYECKH IIPHU ITOMOIIH
I'AQ3HOIO CKAABIIEASl C OOABIION OCTOPOKHOCTBIO M AKKYPATHOCTBIO, YTOOBI HE
IIOBPEAUTh HCTOPHYECKYIO OTAEAKY paMbel. C 3TOH IeABIO paboumil y9acToK
IIPEABAPUTEABHO CAEIKA YBAQKHAACA PACTBOPUTEAEM IIMHEH, U TOABKO BCAEGA 32
5TUM CACAOBAAO IIOCAOMHOE YAAACHHE 3aCHAA.

Boccosaanume yrpar TpEéX BHAOB HMMHUTAITUM IIO30AOTBI HAa BOCIIOAHEHHBIX
y9IaCTKAX MACTHYIHOTO AEKOPa IIPOU3BOAHUTD B TPH 9Talla.

Oram 1

CHagara BOCIOAHAAUCH AOKAABHBIE YIPATBHI TASHIIEBOTO CEpeOpPEHHS IIO
moauMenTy. C  2TOH IIEABIO AOKAABHBIE YYACTKH BOCCO3AAHHOTO —AEBKAca

HOKPI)IBaAI/ICb HECKOABKO pas FPYHTOM—HOAI/IMCHTOM, leSBeAéHHOM Ha XHMBOTHOM
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kaee 10%, A0 mOAydeHHA OAHOPOAHOIO OapXaTHCTOIO IOKPHITHA. 3aTeM
IIOBEPXHOCTh PaOOUEro yJacTKa CMOYHBAAACH BOAKON U HAKAAABIBAAUCH CTPOdbU
OEAOIT ITIOTAAN, KOTOPYIO IO BBICBIXAHUU PACIIOANPOBBIBAAU ATATOBBIM 3YOKOM AO
OAecka.

3apaHee B TEMAOM TEMHOM MECTE IPUTOTOBAHBAACA COCTAaB «30AOTON AAK» U3
3THAOBOIO CIHPTA, MAaCTHKCA, T'YMMHIYTa, APAKOHOBOM KpPOBH, CBETAOTO COKa
CAHAQAA U TEPIICHTUHA, KOTOPHIN 32TEM PABHOMEPHO HAHECHACH OCANYbENH KICTBIO
Ha IIOBEPXHOCTb PabOYEro y4acTka. DTO AAAO IIPOYHOE ITOKPEITHE 30AOTHCTOTO
OTTEHKA.

Orarm 2

Boccospanme mvuranuy MaTOBOM ITO30AOTHI HA TOPLAX PAMBI IIPOH3BOAHUTH
HA AOKAABHBIX yIaCTKaX.

CHagaAa BOCCO3AAHHEBIN AE€BKAC TOHHPOBAACH aKBAPEABHBIMHU Kpackamu (OXpa
CBeTAad, OXpa 30AOTHCTasd, CHEHa, yMOpa M HeHTpaAbHasd du€pHad) 3a 2 pasa B
TEXHHKE CIIAOIITHOM 3aAMBKH, 4 3aT€M B TEXHHUKE (ITyaHTEAB» (TOPIIOM KHCTH).

ITocae mpocymmBaHHA AKBAPEABHON TOHHPOBKH CHHTETHYECKOH KHCTBIO
AOITATOYKOM  HAHOCHAHCH  IIO  aKBAPEABHOH  TOHHPOBKE  BOCKOBBHIE
METAAAM3UPOBAHHEIE BaKChl (CMeCh OTTEHKOB Ha ITAAUTPE) IIO  IIBETY,
COOTBETCTBYIOIIIEMY aBTOPCKOM OTAEGAKE HAa COCEAHEM YYACTKE 32 2 pasa, KOTOpHIE
HAaHOCHANCH BrupanueM Bakcol dupmer “Gilding Wax” deTpIpéx pasHBIX IIBETOB
AKECTKOM KHCTBIO C KOPOTKHM BOPCOM, CMEIINBAfA BAKCHI AO HYAKHOTO OTTEHKA
ITOBEPXHOCTH UMHUTHPYEMOTO YUACTKA.

Oram 3

Boccosaanme yrpar rtekcrypHoro ¢oHa IIPOM3BOAHTH HA  yYaCTKaX
BOCCO3AAHHOI'O AEBKACa CACAYVIOIIUM OOpa30OM: Ha AEBKAC HAHOCHACSH ITTEAAAYHBINA
CIIIPTOBBIM AaK 32 2-3 pa3za C €CTECTBEHHOI CYIIIKOM KaKAOTO CAOdA IO 2-3 vaca;
3aTEM Ha 9Ty ITOBEPXHOCTh HAHOCHACA MacAAHBIH Aak ['®P-166 (I1P-283) Torkmm
POBHBIM cAOeM, a gepe3 40 MIHYT Ha ITOBEPXHOCTD yIACTKA TOHKHIM POBHBIM CAOEM
HACBIIIAACA IPOCEAHHBIM PEYHON MEAKHM IIECOK, KOTOPBI PaBHOMEPHO
PACIIPEACASIACA 11O IIOBEPXHOCTH PabOOYEro yYacTKa, CO3AaBaf TEKCTYPHBEIN (DOH;
uepe3 24 Yaca CAOM IIPUCHIIKK aKKYPATHO IIBIAECOCHTCHA C IICABIO YAAACHHA
HM3AHUIIKOB HE IPUAHIIIIIETO K AAKY IIECKa M HAHOCHTCH HOBBIM CAOI MACASHOTO AaKa
oBepx TekcrypHOro ¢omna; uepes 40-50 MHHYT Ha OTAHMII 3TOIO CAOA AakKa
HAHOCHUTCA CAOU OTOHGKEHHOM ITOA IIBET 30A0Ta OPOH30BOM HYAPHI IIPHU ITOMOIIIH
OeAnYbell KUCTH U PABHOMEPHO PACIIPEAEAAEM €O IO IIOBEPXHOCTH AAKA.

Cryctss 5 CyTOK 9TO IOKPBITHE 3aITUINAAOCH OT BO3ACHCTBHUA arpeCCHBHBIX
PEareHTOB CPEABl OAHHM CAOeM OecrBeTHOro Aaka «llammom», pasdasaennoro 1:1

AlIETOHOM, PaBHOMEPHO HAHECEHHOTO Ha Yy49aCTOK CUHTETHYECCKON KHUCTBHIO.
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TOHI/IPOBaHI/IC BOCCO3AAHHBIX Yy4YaCTKOB ACKOpaTHBHOﬁ OTACAKH IIOA IIBET
COXpﬂHHBHIﬁfICH aBTOpCKOfI BBIITIOAHAAOCH AMOO B TEXHUKE CIIAOIITHOM 3aAAUBKH,
AMOO B TEXHHKE «IIYaHTCADB) aKBapeABHbIMI/I KpaCKaMI/I, HOBCpX KOTOprX
HAaKAAQABIBAAHICH TOHI/IpOBaHHbIC BOCKOBBIC MCTaAAI/ISI/IpOBaHHbIC BaKCbI HYXHOTIO
TOHA, ITAOTHOCTH M OTTCEHKa IIO IBETY OAM3KHE K aBTOpCKOfI OTACAKE pa6oqero

yaactka (maA. 12).

3akaroueHue

B x0A€ pabOTBI IO KOHCEPBAIIMH U PECTABPALIUN PAMBI C MACTHYHBIM ACKOPOM
koHra XIX — magaaa XX BEKOB U IIOCTABACHHBIMHU IIEPEA HMCCACAOBATEAEM
32A29aMH, HEOOXOAUMBIMH AAfl AOCTHKEHHSA IIEAH, ABTOPOM OBIAM H3yYEHEI
Pa3AMYIHBIEC HCTOYHUKHA HMH(POPMAITUN: KHUTH, CTATBH, KATAAOTH BBICTABOK, PECYPCHI
YAAAEHHOI'O AOCTYIIA.

Cpean mHamboaee MHAPOPMATHBHBIX HCTOYHUKOB HCCAEGAOBATEAD OTMEYACT
«Oaetp kaprunay» O.A. Avicerko, corpyAruka ['ocyaapcrsennoro Pycckoro myses
(2005 r.), «Kaprraa u pama. Amasorm» — uzaanue I'ocyaapcrBernoit TpeTpAKOBCKOM
raAeper, IIOAroToBAeHHOE K BeicTaBke (2014 r.); a Tawke xkumrm O.FO. Tapacosa.
«Pama m obOpasz» (2007 r.), B KOTOPOI aBTOP OTBOAUT 3HAYUTEABHYIO POAb
OOPAMAEHHIO UKOH U KAPTHH.

Komriraekc mpoBeAEHHBIX paboT:
®  PACCMOTPEHBI TEXHOAOTHH, TEXHUKH WU TPAAHUIIHOHHEIE, IIPUMEHACMBIE IIPU

IIPOU3BOACTBE U PECTABPAIIIH PaM, MATECPHUAABI M MHCTPYMEHTHI;
®  U3yYEHH PA3AHYHBIC TEXHHUKH ACKOPATHUBHOM OTAEGAKH W HMHUTAITUN

30AOYCHUA, Hvo6paHa OITTUMAaAbHAA METOAMKA pCCTaBp’éLL[I/IOHHbIX pa60T;

° HNCCACAOBAH U anI/I6yTI/IpOB’dH caM HPCAMCT pCCTaBpaL[I/H/I;

o OHpCAﬁAeHO CIro TEXHMUYCCKOC COCTOAHMC COXpaHHOCTI/I; HpI/IMCHCHbI MCTOABI
KOMITAEKCHOI KOHCCpBaHI/II/I " pCCT’dBpaHI/II/I C SAEMCEHTAMH BOCCO3AAHUA
ACITHOTI'O ACKOpa ITI0 UMCIOIITMMCA Ha paMe HpHMI)IM aHaAOTIaM,

L4 HpOBCA@HO YKPCHACHI/IC KOHCprKHI/II/I paMI)I, KOHCCpBaHI/IH I/ICTOpI/ItICCKOI“O
FPYHTa—ACBKaCa 1 ACITHOI'O MACTHYIHOI'O ACKOpa;

° BOCIIOAHCH yTpa‘ICHHbeI prHTHa KpOMKaX BHCIITHETO HepHMeTpa paMbI;

° C HOB@pXHOCTI/I OTACAKI paMbI YAQACHBIL OBITOBBIE U CTOMKHE HOBCpXHOCTHbIC
33FpH3H€HI/IH, OMOAOTMYECKHE HACAOEHUS B BHAC MYIITTHBIX 34CHAOB;

° BOCIIOAHCHBI yTpaTbI (paKTypHOI“O CbOHa nu ACKOpaTI/IBHOI‘/'I OTACAKH B BHAC
NMUTAITHHI HCCKOABKHX BHMAOB ITO30AOTHI, SQKPCHAéHHbIX HpOSpa‘IHbIM AAKOM

OT ITOCACAYIOIIICTO OKHCACHHUSL.
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B x0Ae pecraBpanuu pamMKH IIPUMEHAAUCH HATYPAABHBIC TPAAHIIMOHHBIC U
pPECTaBPAIIMOHHEIC ~ MATCPHUAABL ~ HATYPaAbHEIC KAE€H. AAfl  BOCIIOAHCHHSA
ACKOPATHBHOH OTACAKH U TOHHPOBOK HCIIOAB30BAAUCH KAK HCTOPHYECKHE, TAK U
COBPEMCHHBIC CHHTCTUYCCKIE MATCPHUAABI — OPOH30BBIE BOCKOBBIC BAKCHL 1aKUM
00pa3om, OBIAY BBIIIOAHEHEBI BCE IIOCTABACHHBIC 3aAAYH, U [IEADb HACTOSIIEH pabOTHL
AOCTHTHYTA.

ABTOp  CTaThbH  BBIPAXKACT  MHEHHE, 9YTO  MCTOAHMKA  IIPOBEACHUSA
PECTaBPAIIMOHHEIX PabOT, BBITOAHCHHBIX HAa 3TOM pame, HECOMHEHHO, OYAET
[IOAC3HA B IIPAKTUYCCKON ACATEABHOCTH AASl  APYIHX PECTaBPATOPOB  Ha
AHAAOTMYHBIX PabOTaX C yTpaTaMH MACTUYHOIO (PaOPHUYIHOIO ACKOpa U €ro
HCTOPUYECKOU OTAEAKH, A TAaKKE IIOIIOAHUT KOIHMAKY HAy4YHBIX 3HAHUU B 3TOU

00AACTH.
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Abstract:

The relevance of the topic lies in the fact that, due to their age and technical condition, cultural
World Heritage sites periodically need conservation and restoration due to aging of the base and
finishing materials, binders, instability of the indoor microclimate and the impact of force majeure
circumstances on them. In this article, the author introduces the reader to the topic of conservation
and restoration of interiors of the 18th century of the unique monument of the Agate Rooms of
the Cold Bath pavilion, in the decoration of the walls of the interiors of which natural ornamental
stones are used: jasper of different colors of the Altai and Ural deposits. The technique of finishing
the interiors of the second floor with natural stone, its conservation and restoration, carried out
professionally according to specially compiled individual methods, can be useful to restorers of the
world community engaged in finishing works of decorative applied art with natural stone and their
restoration.
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Koncepsamua u pecraBpanma «AraToBbIX KOMHAT» A€THETO

IIAPKOBOTIO ITaBUABOHA «X0A0AHAsA Oama» B Llapckom Ceae B 2009-
2013 ropax

Annomayus:
AKTyaABHOCTD TEMBI 3aKAFOYAETCA B TOM, YTO B CHAY CBOETO BO3PACTa U TEXHUIECKOTO COCTOAHMUSA
OODBEKTBI KYABTYPHOIO BCEMUPHOIO HACACAHA IIEPHOANYECKH HYKAAFOTCA B KOHCEPBAIIMH H
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pecraBpanny H3-3a CTAPEHUA MATCPHUAAOB OCHOBBI M OTAEAKH, CBA3VIOIIUX, HECTAOHMABHOCTH
MHKPOKAMMATA BHYTPH IIOMEINEHUI KM BO3ACHCTBHA HA HHX OOCTOATEABCTB HEIIPEOAOAHMO
CUABL B AaHHOI cTaThe aBTOP 3HAKOMHT YHTATEAS C TEMOW KOHCEPBAIIMHM H PECTABPAITHH
naTepbepoB X VI Beka YHHKAABHOIO ITAMATHHKA «ATATOBBIX KOMHAT» ITABHABOHA «XOAOAHASA
OaHA», B OTAGAKE CTE€H HHTEPHEPOB KOTOPOTO IPUMEHEHBI HATYPAABHBIE ITOACAOYHBIC KAMHH:
AIIMBL Pa3HOTO IIBETA MECTOPOKACHHHA AATad U Ypara. MeTOAKA OTACAKH HHTEPBEPOB BTOPOTO
aTa/Ka IIPUPOAHBIM KAMHEM, €€ KOHCEPBALINA U PECTABPAIIHA, IIPOBEAEHHAA TIPO(ECCHOHAABHO 110
CHEITUAABHO COCTABACHHBIM HHAUBHAYAABHBIM METOAMKAM, MOKET OBITH IIOAE3HA PECTABPATOPAM
MHPOBOTO COODIIIECTBA, 3aHUMAIOIINXCA OTACAKOH mponsBeAcHui AT HaTypaAbHBIM KaMHEM 1
X PeCcTaBpartuen.

Karwuesvie crosa:
araTOBBIC KOMHATBI, XOAOAHAS OAHS, KOMIIACKCHAS KOHCEPBAITHA, PECTABPALIHS.

BBeaenue

AKTyaABHOCTb AAHHOI TEMBI 3aKAIOYACTCA B TOM, 9TO B CHAY CBOETO BO3PacTa
U TEXHUYECKOTO COCTOAHHSA OOBEKTBI KYABTYPHOIO BCEMHPHOIO HACACAHA
IIEPHOANYECKHA HYKAAIOTCA B KOHCEPBAIMM M PECTABPAllMHM W3-32 CTapeHUsd
MaTEPHAAOB OCHOBBI M OTAEAKH, CBA3YIOIIUX, HECTAOMABHOCTH MHKPOKAMMATA
BHYTPHU IIOMEIIEHUN U BO3ACHCTBUSA HA HUX OOCTOATEABCTB HEIIPEOAOAUMOMN CHABL

[To MHEHHFO aBTOpPA, CTATBSA MOKET OBITH IIOAE3HOU U WHTEPECHOMU, B CBA3H C
TEM, 9TO OrpoMHOe KoAmdectBo mpeameros AITV mmeroT oTAeAKy, aHAAOTITIHYFO
HIMEIOIIEHCA B MHTEPbEPAX «ATATOBBIX KOMHATY.

KommaekcHas MacirraOHas —KOHCEpBAIMA C  9AEMEHTAMH  PECTABPaIluy
HHTEPHEPOB  BTOPOIO  3Ta’ka HABUABOHA «XOAOAHAA OaHA», CO3AAHHBIX
apxurektopom 4. Kamepormom B 1780-1787 roap, mposoamaace OOO
«lapckoceabckas Anrapmas wmacrepckas» ¢ 2009 mo 2013 roasl Brepswle 3a
rmocAearne 150 Aer cyIecTBOBaHHSA 9TOrO MAMATHHKA. 32 3TH TOABI HA COCTOSHUE
IIAMATHUKA IOBAUAAM pasdHble (Pakropbl. CaMblii OOABIION yIEpO IaAMATHUKY
HanecAn coObrrua 1941-1944 roproB BO Bpemsa Okkymarum ropoaa Ilymixmma
HEMEIIKUMH BOWCKaMH. B «AraToBBIX KOMHATaX» OHHM YCTPOUAU KAa3MHO M HE
IIOIAAMAN YHHUKAABHYIO OTAEAKY MHTEpbepoB. Hecmorps Ha 1H 0OCTOATEABCTBA,
ITOCAE€ BOMHBI IIABUABOH OBIA IIPUBEACH B 9KCIIO3UITMOHHBIN BUA, IMEFOIIIUMUCS Ha
TOT IIEPHOA BpeMeHH cpeActBaMu U B 1947 roay OBIA OTKPBIT AAfl IIOCETHUTEACH.
ToAbkO crryctsi OOAEE IIECTHACCATH ACT IIOCAC OKOHYAHUA BOMHBI IIOSBHAACH
BO3MOKHOCTbD M CPEACTBA AAA IIPOBEACHHA KOMITAEKCHOI PeCTaBPaIii YHUKAABHBIX

HNHTCPHEPOB.
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PykoBoanan pecraBparmonnasivu  padotamu  2009-2013 roaoB  AupexTop
macrepckux b.I1. Mraaaos u ero samectureas A.E. HoBukos. Aenexubre cpeactsa
AAA HpOBCACHI/IH AaHHOﬂ pa6OTbI 6bIAI/I BBIACACHBI CHOHCOpaMI/I: KOMITAaHMAMI
«Poccuiickne xeaezasie oopora u «I'parc-Coros».

B Ilapckom Ceae B aBrycre 2013 roaa Oblra 3aKOHYEHA PECTABPALIHA
IaBUABOHA «XOAOAHAsA Oams». Paborer mposeacHbl B bubOamoreke, AratoBowm,
SAmmvosom m OBaabHOM KabmHerax, boapmrom 3ase, Kabunerne u momernenun ¢

AECTHMIIEH, BEAYILIEN HA BTOPOM 9TAK B KOMHATBEI OTABIXA.

1. Mcropudeckas cupaska o Tepmax U. Kamepona B Ilapckom Ceae

Pycckas wmmmeparpumia Exatepuna Beamkad, yBAed€HHAA aHTHYIHOCTBIO,
MeuTara nocrpouts B Llapckom Ceae, cBOel IapaAHOM AETHEH PE3UACHIIHH,
HEOOABIIION YTOAOK PrMa ¢ ero aHTUYHBIMH OaHAMH — TEPMAMH AAS TOTO, YTOOBI
TAM MOKHO OBIAO OTAOXHYTH B THIIIHHE HAU IIOOECEAOBATH C KEM-TO H3 3HATHBIX
rOCTEN B AOBOABHO YEAMHEHHOM, HO IIPUATHOM AAf TAa3 MecTe. OHa XOTeAd CO3AATH
B «CBOEM CaAy I'PEKO-PHUMCKYIO PAIICOAHION.

C >TOI IIEABIO OHA IIPUTAACHAA, B TO BPEMA HEU3BECTHOIO ITOTAAHACKOTO
apxmurekTopa, Yapasa Kamepona B Poccuro aas ocymiectBaeHnA €€ MEUTEL apAs
KamepoH k TOMy MOMEHTY yiKe mopadoTas B Pume Ha packomkax, IPOAOAKAA ACAO
M3BECTHOrO apxurekropa AwnApea Ilaanaamo B obaactu M3ydeHHA IIOCTPOEK
Apesraero Pruma, uX CTPYKTYPHI M HA3HAYEHHA OTACABHBIX 3AAHHI H KOMIIAEKCOB B
reAoM. OH BBIITOAHHA MHOKECTBO 3aPHCOBOK U H3A2A B AOHAOHE B 1772 rOoAy cBOXO
3HAMEHHUTYIO KHHTY «I'epMBI pHMAfAH», KOTOpasd IPH €r0 KU3HU AO IPHE3AA B
Poccuro Ob1A2 M3AQHA ABAAKABL.

[To mpuesae B Poccuro KamepoH mmeA yiKe CBOM ITAAHBI OTHOCHTEABHO
PEAAH3AITIH AAHHOTO IIPOEKTA, HO, KAK I MHOTHM apXUTEKTOPAM Pa3HBIX BPEMEH U
HAPOAOB, €My B IIOAHOHM Mepe HE BCE YAAAOCh BOIIAOTUTH B KHU3HB. DTOMY
IIPEIIATCTBOBAAN MaTepHAABHBIE IPUYHHBL AOPOTOBH3HA OTACAOYHBIX
MaTE€PUAAOB, CKYAHOCTb OIOAKETA, OTITYCKABIIIEIOCA HA CTPOHTEABCTBO

«Xoaoanou O6aam» B Llapckom Ceae m GecKOHEIHBIE N3MEHEHHSA IIPOEKTOB U
MaTEPHAAOB OTAEAKH V7K€ B XOAE CTPOUTEABCTBA.

Mnymeparpnria ExateprHa AMYHO IIPpOBEPsAAa M COTAACOBEIBAAA KAK OTACABHBIC
5TAIBl PaOOTEL, TAK U IIPOEKTHI i CMETBL

[To cpasuenuro c Tepmamu ApeBuero Puma r1BOpenme Kamepona
MHUHHMATIOPHO, HO IIPU 3TOM TaK K€ cpyHKuI/IOHaAbHo, HEOOBIYHO AAA KOHITA X VIII
BEKa KaK ITO apPXUTEKTYPHOMY CTHAFO, TAK I MATEPHAAAM OTACAKH M ACKOPATHBHOMY

odopmaeHUIO PACAAOB 3AAHUA U HHTEPHEPOB.
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[TAaHUpOBKA y4acTKa, OTBEAEHHOTO IIOA CTPOUTEABCTBO TepM Ha TeppUTOpUN
BepxHero CTaporo capa, 3HAYUTEABHO OTAMYAECTCA OT IIAAHUPOBKHA TEPPUTOPHUU
Tepm ApeBrero Puma 110 3aHIMaEeMOIT IIAOIIIAAH, XOTA 9TO TOKE KOMIIACKC 3AAHHIA.

«XoaoaHas Oaua» B Llapckom Ceae mpeAHA3HAYAAACH, B OTAUYIHE OT PUMCKHX
OOIIIECTBEHHEIX TEPM, AAf JAOOCTB M KOMQOpPTA TOABKO OAHOIO HYEAOBEKA —
nvuepaTpuirsl Exatepuasr u e€ yskoro kpyra. Ona Tak u nucasa PasbKoHE B CBOUX
IIICHbMAX, 9TO «XOYET IIOCTPOUTH AHTHIHBIN AOM HEOOABIIION U HE MAACHBKII.

Kommaeke Y. Kamepona BkArogaer B ceOSi HECKOABKO B3AAHHN Pa3HOTO
HA3HAYCHUA: CAM ITaBUABOH «XOAOAHAA OaHm», «KamepoHOBY raseperoy, Bucaunii u
DpelAMHCKIN CAAUKH, TOAOTHH CIHYCK — IAHAYC, 4 TAK/KE 3EPKAABHYIO ITAOIIAAKY,
COCAMHSAIOIIYIO KOMIIAEGKC C ITOKOoAMH J3yOOBCKOro kopiryca ExaTepHHHHCKOTO
ABOPIIA.

Heboabrmoe AByXaTaKHOE 3AAHHE, IPAMOYITOABHOI (POPMBI B IIAQHE, C
dracapamu, BEIXOAAIIIIMA Ha ABOPEIL, B IIaPK U HA ABAa CAAHMKa, He OpOCaeTcs B rAasa
3PUTEAIO CBOEH HaPaAHOMU IIBIITHOCTBIO, TAK KAK HIMEET BECbMA CKPOMHYIO OTAEAKY.
dacaabl 3AaHNA COPUEHTUPOBAHEL ITO CTOPOHAM CBETA TaK K€, Kak B ApeBHeM Prme,
YTOOBI B TEYEHHUE BCETO AHA B 3aABI IIOCTYIIAA PABHOMEPHBIH CBET.

IlepBrril T2k 3AAHUA CHAPYKH OTACAAH PYCTAMH M3 MECTHOIO IIYAOCTCKOTO
KaMH?, IMEET ITOAYKPYTABIE BBICOKO PACIIOAOKEHHBIE OKHA. BHeITHe mepBhIit aTam
CHAPYKU CMOTPHUTCS OCHOBATEABHBIM, XOT OOAUIIOBOYHBIN MaTEPHAA CaM II0 cebe
AOBOABHO ITOPHUCTBIN U AEIKHI, KPOME TOI'O, ABAAACH U3BECTHAKOBOM IIOPOAOU, OH
IIOABEPIKEH ACCTPYKITUH.

Bropoii sTaxk TOXKE BeCbMa CKPOMHO OTAEAAH CHAPYKH: CTEHBI OIITYKATYPEHEI
U OKPAIIEHBI CBETAO-KEATOM KPACKOHM, HO IIPM 9TOM B HHIIAX BTOPOIrO 3Taka
PACIIOAOKEHBI KOIMU AHTUYHOWU CKYABIITYPBI, OKHA-ABEPHM HMEIOT HEOOABIIIHE
YHICTO AEKOPATHUBHBIE OAAKOHUYHKH C PEIIETKAMH, CKPOMHO AEKOPHUPOBAHHBIMU
IT030AOYEHHBIMU METAAATYECKIMHI SIAEMEHTAMHI CTPOIUX PpopMm.

Bremranii BmA maBHABOHA HE AAE€T 3PHTEAIO IIPEACTABACHHA M O TOI
BEAUKOACITHON YHHUKAABHOI OTAEAKE, KOTOPafA BBHIIOAHEHA B MHTEPHEPAX BTOPOTO
sraxka. Ho mepBoe Brewaraenme ObBaeT oOMam4mBEIM. Kax roBopwmrces: «/Aydrme

OAHH pas YBHACTD, 9€M CTO pas YCABIIIIATH», TAACHT pyccmﬂ ITOCAOBHIIA.

2. KoHcepBanusa 1 pecraBpanua A€Kopa 3aA0B BToporo 3taxka B 2009-2013
TOAAX
B mpormearmmme ¢ MOMeHT2 HOCTPOMKH ITaBUABOHA 232 TOAA CAYYIAAHCH
PA3HOTO POAA PEMOHTHI M IOHOBAECHUA OTACAKH, CBA3AHHBIE 3a9ACTYIO IIPOCTO C €r0

SKCHAyaTaHHCﬁ AN U3MCHCHHUAMHM BKYCOB XO3SICB.
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33aA0ATO AO HAYaAQd PECTABPAIlMH HHTEPBEPOB, OTACAAHHBEIX ArmMom, VL.IT.
CayroBerm u B.I1. MraaaoBBIM OBIAO IIPHUBE3EHO OOABIIOE KOAHUYECTBO YETHIPEX
COPTOB AINIMBI U3 TEX 7K€ MECTOPOKAcHMI, uTO 1 paHee B X VIII Bexe.

3apanee OBIAM IIPOBEACHBI HEOOXOAHMBIC HCCACAOBAHHSA TEXHIYECKOTO
COCTOSAHHSA 3AAHUA, OCHOBEI H OTAGAKH AEKOPa, MATEPHUAAOB OTACAKH ITAMATHHUKA,
coctaBAeHB «METOAHKI» IIO pPa3HBEIM BHAAM AEKOpPa U €r0 OTAEAKH, KOTOPBIE
VIOYHAAUCh U AOIIOAHAAHCH HEOOXOAMMBIMH HCCACAOBAHUAMH U PabOTAMU IIO
XOAY KOHCEPBAITUN U PECTaBPaIliN IaMATHHKA.

B mepmoaA mpoBeAeHHS PECTABPAIIMOHHBIX pabOT HE OOOIIAOCE H O€3
OTKPBITHH, CBA3AHHBIX C TEXHOAOTHYECKUMH IIPHEMAMH IIPOIIABIX ACT, CEKPETAMU
craperx mactepoB XVIII Beka u ¢ meproAOM OBITOBAHHSA IAMATHHKA 32 TOABI €TO
CYIIIECTBOBAHMA, 4 TaKKe CBA3AHHBIMH C HeB3ropaamu Beawmxo# OredectBeHHOI
BOMHBI 1 IIOCAEBOCHHOT'O IEPHOAA.

A0 HaIllero BPEMEHH COXPAHHUAACh VHUKAABHAA HCTOPHYCCKAS OTACAKA
HHTEPHEPOB 3TOTO HABUABOHA, KOTOPBHIM B IIOCAGBOCHHBIE TOABI B PE3yABTATE
HEOOABIIIOTO IIOHOBAGHHSA OBIA OTKPBIT AAfl ITOCEIIEHUSA, KAK BBICTABOYHBIN
KOMIIAEKC, BIAOTE A0 2009 roaa, KOraa Ha9aAHCh PECTABPAIlHOHHBIE PAaOOTHL B
IIEPBOM U3 UHTEPHEPOB — AraToBOM KaOHMHETE.

HeGoABIION 1O IIAOIIAAHM, HO CAOMKHBIM IIO KOAHYECTBY BHAOB OTACAKU
HHTEpPbEp AraToBOro KaOHHETA C KPECTOBO-CBOAYATHIM KYIIOABHBIM IICPEKPBITHEM
ITOTOAKA HAXOAMACA AO PECTABPAITHH B IIAAYEBHOM COCTOSHIH.

Crempl © ABepH, OOAMIIOBAHHBIE AIIMOBBIMHA IIAACTHHAMH, HMEAU
MHOTOYHCACHHBIE CKOABl M 3HAYHTEABHBIE yTpaTel. Ha BrICOTYy "eaoBedeckoro
pOCTa OBIA yTPavYeH METAAAMYECKHH 30AOYEHBIH AEKOP ABeped m creH. OTAeAka
TUIICOBOIO 30A0YEHOTO AEKOPa HAXOAMAACH B aBapHIIHOM cocrosuun. Kamuu ObIA
CHABHO ITOBPEKACH: OH UMEA MHOTOYHCACHHEIE CKOABI M YTPATHI AITIMEL

Hekoraa wmsAmmsii HaOOPHBIM HApKeT OBIA CHABHO HM3HOIIEH U HMEA
MHOTOYHCACHHBIE YTPATE APEBECHHBI IIEHHBIX ITOPOA.

[lepBEIiT MHTEPBEP CO CAOKHOM OTAEAKON CTEH M mAadpOHA CTAA XOpOIIeH
ITKOAOH AAfl PECTaBPATOPOB CPa3y HECKOABKHX CIIEIIHAABHOCTEH: KaMHEPE3OB,
XYAOKHHKOB, ITAPKETIUKOB, CTOAAPOB-KPACHOAEPEBIIEB, ACTIIIIIKOB, MPAMOPIITUKOB
1 II030AOTYHKOB. AAfl KQKAOTO U3 HCIIOAHHTEACH — 3TO OBIAQ II€pBasd B KU3HHU
BCTpEYa C IIOAAMHHBIM ITAMATHHKOM pPaOOTH BBIAAFOIIErocsa apxurekropa X VIII
Beka Yapapza Kamepona., BcTpeda ¢ HaMATHHKOM, IEPEKUBIITIM BOMHY, HO BCE XKe
COXPaHHBIIIUM AYX U HAaTUHY BPEMEHH, HE CMOTpPSA Ha BCE HCIIBITAHHUSA, KOTOPBIE

BBIITAA HA €TO AOAXO.
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Bo Bcex mrectu mHTEpBEPAX BTOPOIO 9TAKA OAHOBPEMEHHO IIPOBOAHAHCH
Pa3sAMYHBIE pECTaBpallMOHHBIE MeporpusAtua. Tak B buOamorexe, KaOuuerrre,
AraroBom, fmmoBom m OBaAbHOM KaOMHETAX, DOABIIIOM 32A¢ W HA AECTHHIIE
paboraau B pasuere reproasl Bpemenn Aermuku H.IT. Bypaosa, FO.IT. Tumodeesa,
N.A. Turos, B.A. Uepearukos, P.I1. ioparnmosa. A.I1. Moparumosa, I'. Typraesa,
C.IO. Illepbuamua n rpymma MOAOABIX mpaxkruxkantoB. [lltykarypamm KA.
[Tornomapessim u K.I'. MakapoBbiM OBIAa BOCCTAHOBAEHA OCHOBA M BOCCO3AAHEI
YTPATEL OCHOBBI I1AA(DOHOB BO BCEX HMHTEPHEPAX.

PecraBpatopsl pacummmasum ¢ OCOOOM TIIATEABHOCTBIO ACIIHON AEKOP
KapHHU30B H HAA(OHOB OT IMO3AHUX HACAOCHHH, VKPEHASAU HOAAUHHBIA U
BOCIIOAHSAU VTPAYCHHBIC JAEMCHTBI, IIPHUMEHAA B pabOTE, KaK TPAAUITHOHHBIC
MATEPHAABL, TAK I COBPEMCHHBIE.

Pecrasparineii AIIIMoBoi 0OANUIIOBKH CT€H AraToBOrO U SIIIMoBoro kabuHeToB
3aHIMAAACh KOMIIACKCHAs OpHraaa pecraBparopos kamuepesos: FO.A. MoagaHOB,
P.A. Boesoaos, A.C. Kononaes, B.b. Macuukos, A.B. Mypsos, O.A. Myparries,
O.A. Kopmmkos, I''K. ByTrfkoB IIOA PYKOBOACTBOM XYAO)KHHKA-PECTABPATOPA
nponsBeAcHHU n3 rBetHoro kKamus 2 kareropuu A.P. CoaoBbEBa.

B momermennm MacTepCKHX ITapaAAE€ABHO BEAUCH PaOOTHI IIO PACIIHAOBKE,
IIOAHPOBKE H ITOATOTOBKE K YCTAHOBKE PECTABPALIMOHHON AIIMBI, KAaK AAf CAMOIO
HHTEPbEPA, TAK H AAfA CHATBIX B PECTaBPAIIUIO ABEPEH 3TOrO 3aAd, TAKKE
OOAHITOBAHHBIX PA3HBIMH COPTAMH AIIMBL. DTH paboTH BEITOAHAAN MacTrepa K.C.
MBanos, A.B. Xapaamos, K.K. MBanos, A.A. Buabae 1 O.A. Bokaar.

KoHncepparmun AmmoBoro Aekopa creH Aratoporo n SIImmMoBoro kabHMHETOB
HAYaAACh C TOTO, YTO MACTEpPa Pa3oOPaAM, HAXOAUBIIIHECA paHee Ha XPAaHEHUU B
doHAaX PparMeHTH OTIABIIEH CO CTEH 3aAa OOAMIIOBKA U3 AINIMBI, HAIIIAN
KOHKPETHBIC YYaCTKH AAf HX YCTAHOBKM Ha HCTOPHYECKHE MeECTa, 2 3aTeM
IIPUCTYIIUAM K MACIITAOHOI pabOTe IO KOHCEPBAIIMU M PECTABPAIINH OOAHIIOBKI
CTEH.

Brrao mmpomnsBeAeHO IIpeABapUTEABHOE OOCACAOBAHHE CTEH IIPOCTYKHBAHHEM
C IIEABIO BBIIBACHUSA AaBAPUHHEBIX YIACTKOB, KOTOPBIE OBIAM OTMEYEHBI CKOTUEM.

ABapUITHbIE IIAACTHHBL U3 AIIIMBI HATPEBAAUCH (DEHAMU, 3aTEM CHUMAAHCH CO
CTEHBI, BBIACHAAOCH COCTOSIHME HMCTOPHYECKOH MACTHUKH, IIPH IIOMOIIU KOTOPOH
IIAQCTUHBI W3 AIIMBI paHee Aep:KaAHCh Ha creHe. [lpm xoporem dusmgeckom
COCTOSIHUM MACTUKH €€ CHOBAa pa3sOIPEBAAM, U CTABUAU IIAACTUHY HA MECTO,
IPIKUMAA €€ CIEIUAABHBIMUA YCTPOICTBAMH AO IIOAHOIO OCTBIBAHUA U

SQKPCHACHI/IH Ha CTCHC. MAI/I, B CAy4ac ITAOXOI AATE3NM MACTHKH C HAaCTI/IHOfI,
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MACTHKY 3aMEHAAHU Ha HOBYIO, IIPUTOTOBACHHYIO IIO CTAPUHHBIM PELICIITAM U3 TEX
»Ke cocraBAsrorux, uTo u B X VIII Bexke.

[Ipu BBITOAHEHHN 3TOH PabOTHI TPEOOBAAACH OOABIIAS TOYHOCTD, TAK KaK
HAAO OBIAO YCTAHOBHTD ITAACTHHY B ITAOCKOCTH CTEHBI, YTOOBI OHA CTAAA CAUHBIM
LIEABIM U HE BBIXOAHAQ 32 IIPEACABI, YTOOBI HE HAPYIIHAHCH IIBBL DTa pabora
TpebOBaAd MHOTO BHUMAHUSA, TEPHEHUA U (DU3UIECKUX CHA OT HCIOAHHTEACH, HE
TOBOPSA YK€ O TOM, YTO BCEM PECTABPATOPAM IIPUXOAHMAOCH PaOOTATH B CAMBIX
PA3AWYHBIX (3a9aCTYIO HEYAOOHBIX) II032X.

VTpayeHHBIE TTAACTHHBI M3TOTABAHMBAAUCDH IIO ACKAAAM B MACTEPCKOM, 3aTEM
BCYXYVIO IIOATOHAAHCDH IO MECTY, IOANPOBAANCH U YCTAHABAHUBAAUCH HA CTCHEL

B  obOomx  kabuHeTax  COXPAaHHAOCH  3HAYHTEABHOE  KOAHYECTBO
METAAAMYECKOTO 30AOYCHOTO ACKOPA, AaHAAOTOB AAf BOCIIOAHCHUS YTPAYCHHBIX
dparMeHTOB XBaTAAO.

PabGoter 10 BOCCO3AAHHUIO 9TUX AETAAEH OBIAM IIPOBEACHBI, 4 MCTOPUICCKHUIT
ACKOp B BHAEC CTHAH30BAHHBIX AHCTBEB ObIA oumieH oT rpasu u kormotu ALE.
baoxuuont u E.A. KafiHoBeiM 1 ycraHOBACH Ha cBom mecra. Kammream u 6as3sr
KOAOHH HE ACMOHTHPOBAAHCH U OBIAY BBIYUIIIEHBI IIPAMO Ha MECTE B 3aAC.

PecraBparuio HOAAMHHEIX IIAPKETOB BCEX HHTEPHEPOB BTOPOTO 3TaXKa
npoBoann Opuraaer H.V. [Taotknaa (bubanorexa, Aratosiii kabnaeT, boAbIION
3an, SlmvoBeI  kaOmHeT) mM  Macrepa-pecraspatoprer Opuraser C.B. Kowmxosa
(OBaapnpii kabuuer m Kabummererr). OcoOeHHO TPYAHOH OBIAA M peCTaBpaIius
mapkera B Kabumeriie, HAXOAUBIIIETOCA AO HadaAa pabOT B BECbMA YAPYUAFOIIEM
COCTOSIHU.

Bce BuABI paboT 1O pecraBparuy IIPOM3BEACHHH N3 AEpEBa HMHTEPHEPOB
BTOPOTrO 3Taka (HAOOPHBIM IApKeT, MeOEAb. ABEPH, OKHA,) TAKKE BBIIIOAHAAA
komrAekcHas Opuraaa H.V. Ilaorkmma: @.C. I'pebmes, MLA. ITrromkun, M.A.
Ilepuenxo, A.C. Ilycros, A.B. [léxkun, A.FO. ®éropos, M.B. Beioopos, A.C.
Cypos, B.E. beassckuit moa pykosoactsom M., I'puropsesa n B.I1. I'ybanosa. B
bubanoreke, OBarbHOM KaOHHETE M Ha AECTHUIIE PECTABPAIIUIO CTOAAPHBIX
H3ACAUN IIPOBOAHUA OIBITHEIN MacTep Bepurun B.H.

ABEe OYEHb HHTEPECHBIE HAXOAKH OKHAAAH PECTABPATOPOB IIPH CHATUH
IapkeTa AraTOBOIO KaOMHETA B PECTABPAIIUIO: IIOA YE€PHBEIM ITIOAOM OBIAM HAMACHEI
ABa Kycouka (cmmaa) HabopHOro mapkera XVIII Beka, a Tak ke OOHApYKEHH,
3AAOKCHHBIC B IIEPEKPBITHSA TAWHAHBIE TOPIIKH, CAY/KHBIIHE, BHAUMO, KaK AAA
VAYUILIEHUA aKyCTHKHU, TAK U AAfl IIOAOTPEBA IIOAA IIPHU IIOMOIIU TEIIAOIO BO3AYXa,
IIOAABABIIIETOCA IO KaHAAAM C IIEPBOIO 3TaKa HA BTOPOH H COXPAHABIIEIOCH

HPOAOA)KI/ITCAI)HOC BpCMH B I'NMHAHDBIX FOPLHK&X.
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Habopnerit mapker, TaMOypa, OTKOCHI, ABEPU U KHUKHBIE ITKA(DBI OBIAH TAKKE
TIIATEABHO OTPECTABPHPOBAHBI MACTEPAMU PECTABPATOPAMHU H YCTAHOBACHEI Ha
HCTOPUYECKIE MECTA.

Bo Bcex 3anaax, a ocobenHO B BoAbIIOM 3aA€, TOCAE CHATHA IIIUTOBOTO IIAPKETA
HAa PECTABPALINIO IIPOU3BOAUAOCH YACTUYHOE IIPOTE3UPOBAHNE DAAOK M HACTHUAKA
YEPHOBOIO II0AA OPHIaAOI pPecTaBpaTopoB Hpom3BeAcHHH u3 AepeBa OOO
«Japckoceanckas sauTapHad Mactepckas». [loa pykoBoactsom H.M. IIaotkmna
paboraAn kak OIBITHEIE, TaK 1 MOAOABIe MacTepa A.C. [Iycros, A.B. [lexun, M.A.
[Trromxun, ®.C. ['pebues.

Ora Opurasa BBIIIOAHAAZ OOABIIOE KOAHYECTBO CAMBIX PasHOOOPA3HBIX
IIOATOTOBATEABHBIX PabOT, O€3 KOTOPBIX HE MOKET HAYATHCA HEIIOCPEACTBEHHO
IIPOIIECC PECTABPAIIUH B MHTEpPbepax. 1ak, HAIIPUMEpP, OHU IIPHHUMAAU YIACTHE B
BBIBO3€ M3 HHTEPBEPOB IIEPEA HAYAAOM PECTABPAIIUMU OOABIIOrO KOAHYECTBA
KAMCHHBIX Ba3 M BCEH CKYABITYPEL. A IIOCA€ CHATHSA IIUTOBOIO IIAPKETA HM
IIPUIIIAOCH YOPAaTh M BBIBE3TH OIPOMHOE KOAUYECTBO CTPOHTEABHOIO MYCOPA,
HAXOAHUBIIIETOCS IIOA IIAPKETOM CO BPEMEH IIOCTPOMKHU IIaBHABOHA. SKECTh BCEX
IIOIPY30YHO-PA3TPY30UHBIX PAOOT IPHU IHOCTABKAX IIMAOMATEPUAAOB, HEOOXOAUMBIX
AASL PECTABPALIMU X OOOPYAOBAHHSA AECOB, TAK/KE A€KAAQ HA UX IIACYUAX.

Pabowas rpymma pecraspatopos mmozoaors: B.A. Erommma, A.C. VBanosa,
M.A. 3asropoanss, A.H. Aunmmones, V.1O. Perbaako, P.A. [llkapearsrx, B.B. Punxk,
E.E. 3aBaroBa, K.A. Aanmaosa m A.B. VimakoBa 11oA pyKOBOACTBOM XYAOKHIKA-
pecraBpaTopa IO30AOTH BbIcIIeH kateropunm Pommuesoin H. M. BrITOAHAAA
KOHCEPBAIIUIO AaBAPUITHOIO COCTOAHHA OTAECAKH B BHAE ACKOPATUBHOI ITO30AOTHI C
IIOMOIIBIO COBPEMEHHBIX MATEPUAAOB — IIOAUMEPOB Ha ACIIHOM AEKOpe AraToBOrO,
SIimvoBoro, oBaAbHOrO kaOmMHETOB 1M bBoabmoro saaa mo paspaboraHHOI H
yreepxAeHHOI B 2009 roAy «MeToArKe KOHCEPBAITUH MCTOPUIECKON O30AOTHI B
YCAOBHAX HEOTAIIAUBAEMOI'O TaBUABOHA» (aBTOpE: H.M. ®@ommuesa, A.A. KpbiroBa,
B.B. ®unx).

B pesyaprare TIIaTEABHOTO BH3YyaABHOIO OCMOTPA IIOBEPXHOCTH AECKOpa U
doHa A0 HavaAad PECTABPAIIUU BBIABUAOCH aBAPUIHOE COCTOSHHE COXPAHHOCTH
OTACAKH B BHAEC ACKOPATUBHON IIO30AOTHI Ha BCEX 9AEMEHTAX AEIIHOIO AEKOpa
(4emIyiKy ITI030A0THI CO CBA3YIOIINM BHCEAU HAA IIOBEPXHOCTBIO ACKOPA), 4 TAKKE
U KPAaCOYHOrO CAOA (DOHOBBIX YacTeH 1AADOHOB U CTEH.

B 1950-e roaer mpum IIOATOTOBKE WaBHABOHA K BPEMEHHBIM BBEICTABKAM
IIPOU3BOAUAUCH PaOOTBI HAa YYACTKAX VIPAT ACIIHOIO ACKOpPa H IIO30AOTHI
OpPOH30BOI1, MACAAHON U TEMIIEPHOM KPACKAMU BO BCEX 3aAaX IIABUABOHA. YacTHYIHO

IIO30A0TA OBIA2 yTpaqua n3-3a IIOACOCA BAAru, CBA3aHHOIO C HpOTquaMI/I KPOBAI/I.
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MoOKHO € yBEpPEHHOCTBIO CKa3aTh, UYTO AOIIEAIIAA AO HAIIINX AHEH IT030A0T2
HE ABAAAACH aBTOPCKOI. OHa MOKET OBITh KAACCH(PHUIINPOBAHA, KAK UCTOPUIECKAS.
[To maTepmaram, IPUMEHEHHBIM HA IAMATHHKE, MOYKHO CKa3aTb, YTO ITOCAEAHHE
macirTabHble padOTHI IIPOBOAUAKCH B ITABUABOHE B cepeanHe XIX Beka.

ToAacTas DPpOKAEHKA B HUKHUX CAOSX ITOA I'PYHTOM M ITO30AOTOI YKa3BIBAAH
HA TO, YTO PaHEE ITI030A0TA, KAK U KPACOIHBII CAOH POHA, OBIAH KAEEBBIMH. DTO U
IIPUBEAO B CBOE BpeMsA K VIpaTe AEKOPATHBHOM OTAEAKH B YCAOBHAX HE
OTAIIAHBAEMOrO IIOMEIeHNA, U OBIAO 3aMeHeHO B XIX Beke Ha OOAee IIPAKTHIHOE
MACASHOE 30A0YCHUE O€3 YAAACHUS CAOS KAEA C IIOBEPXHOCTH ACIIKH.

Bcs moBepxHOCTB THIICOBOrO 30A0YEHOIO ACKOPA BO BCEX 32AaX OBIAQ CHABHO
3arpsA3HEHA BBEBIIIMUCSH B IIOBEPXHOCTD ITO30AOTHL ¥ THIICA IPA3BIO, IIBIABIO, CAKEN
1 KOIIOTBIO, OCOOCHHO B BEPXHEH YACTH, BHU3Y H B YTAYOACHUAX PEABEOB, TAC ITOA
CAOEM 3arpA3HEHUH II030A0TA BOOOIIE HE IIPOCMATPHUBAAACDH, A TPA3b BBITASIACAA,
KaK BOMAOK.

CocrosiHne OTACAKH OBIAO aBapuiiHbIM yiKe B 1950-¢ roApl, Tax kaxk mecra
KPaKEAIOpa M YIPAT KPACOYHOIO CAOS YK€ TOTAQ OBIAHM 3aKPAIlICHBI MACASHOU U
OpPOH30BOM KpacKaMH, IPAMO IIO Pa3pYIIEHHOMN ITOBEPXHOCTH OTACAKH 3a9aCTYIO
BBIXOAUBIITIMU Ha (DOH.

Crapsre mactepa X VIII Beka MCITIOAB30BAAT PASHOIIBETHOE CYCAABHOE 30AOTO:
3€ACHOE U KEATOE C Pa3HOU TOAIIMHOMN AUCTOYKOB.

HeoObraHbIA TeXHUYECKUN ITpUeM OBIA MCITOAB30BaH Macrepamu XIX Beka B
OTAEAKE PACTUTEABHOIO CTHAM3OBAHHOIO OpHAMEHTA IApycoB M HAadpOHA
AraroBoro u SIImMoBoro KaOHMHETOB: TOHUPOBKH MACASHOI KPAaCKOHM OEAOro IBeTa
II0 30AOTy B YIAyOA€HHAX peAbeda C IIEABIO IPHAAHUA OOABIIHX OOBEMA U
BEIPA3UTEABHOCTH ACITHOMY 30AOYECHOMY ACKOPY.

B opmamenTe THMIIaHOB AraTOBOrO KaOWHETa OBIA IIPHUMEHEH APYIOI IPHEM
— OAMKOBKa 30AOTOM (BBIOOPOYHOE 30AOYEHHE) II0 TOHHPOBAHHOM MACASHOM
KPACKOI I[BeTa OXPBI IIOBEPXHOCTU ACIIKH, 2 HA OPHAMEHTE B AOAKHUAX SImmMoBoro
KaOMHeTa paHee OBIAH BBIIOAHEHBI TOHHPOBKH MACASHBIMH Kpackamu (OXpa MU
CHEHA) IO TTIO30A0TE KEATOTO ITBETA.

Vrpauennsre parMeHTH OTACGAKH AEKOPA BIIOCAEACTBUH MAU TOHHPOBAAHCDH
KPaCKaMH HAHW K€ 30AOTHAUCH C ITOCAEAVIOIIEH TOHHUPOBKOI PeCTaBPAITHOHHOTO
30A0Ta ITOA IIBET COXPAHUBIIIETOCH HCTOPHUIECKOTO CHEITMAABHBIMIA KPACHTEAAMH Ha
HATYPaABHOHM OCHOBE IO cTaphiM TexHoAoruaM X VIII Bexa.

®onoBele yuacTKH 11AAOHOB, IIAPYCOB U THMIIAHOB AOIIAM AO HAIIIETO
BPEMEHU C CEPHbE3HBIMU H3MEHEHHUAMH aBTOPCKOro Kpacounoro caod. Ha domnax

THMIIAHOB TpI/I CAOHA Kpacm, a4 Ha HAaCbOHaX — AO IIATH CAOCEB. Bce BCPXHI/IC CAOH
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MACASTHBIE, 4 CAMBIM HIDKHUI — KAceBOH. B OBaAbHOM KaOHHETE, KAK MCKAIOYCHUE:
BEPXHUH CAOI OBIA KAEEBBIM, 4 HIKHUN - MACATHBIM.

32 OAHY PabOUYIO CMEHY YAABAAOCH VKPEIIMTh U OYHCTUTH OT 3arpA3HEHUMN
IIPUMEPHO TOABKO 2 KB. AM pabodeil IIOBEPXHOCTH.

Pamer k TpeM MeAaABOHAM ATaTOBOTO B BOCBMHU MEAAABOHAM BoABIIIOro 3a4a,
a TAKKE HA MECTAX 3HAYUTCABHBIX yTPAT HA APYIHX JACMEHTAX ACKOpPa OBIAK
BBI3OAOYEHBI U 3aTOHHPOBAHBI ITOA IIBET HCTOPHYECKOTO 30A0TA.

B pesyapraTe IPOBEACHHOrO KOMIIACKCA KOHCEPBAIIMOHHBIX PaOOT YAAAOCH
VKPEIIUTh COXPAHHUBIIYIOCH YaCTh OTACAKH AGKOPA THUMIIAHOB, ITAAdDOHA U ITAPYCOB,
VAAAUTH CHABHBIE CTOUKHE ITOBEPXHOCTHBIC 3arPASHEHHSA U ITIO3AHHE 3aKPACKH.

Hecmotps Ha mMeBIIEECs YIACTKH yTPAT HO30AOTH U (DOHOB, IIPEATIPUHATHIC
PECTaBPAITMOHHBIE  MEPOUPHATHA  IO3BOAHMAM  COOPATh  CTHAM3OBAHHBIN
PACTUTEABHBII OPHAMEHT B EAMHOE IIEAOE.

Ocoboe MecTo B pecTaBpaliuy 3aHHMaAad KOHCEPBAITHA COXPAHHBIITHXCSA
’KUBOIIMCHBEIX BCTaBOK Ha ImaadoHax bubamorekn, Aratoporo m OBaABHOTO
kabuHeToB 1 (ppusax Smmosoro m OBaABHOIO KaOMHETOB, BBITOAHEHHBEIX Ha
ITAOTHOH OyMare B CMEITAHHOM TEXHHUKE KUBOIUCH (MACAO-TEMITIEPA).

CBou mecra Ha mAaadoHe AraToBOro KaOHMHETA IIOCAE PECTABPAIINN 3aHAAHU
IATh ~ KHUBOIMCHBIX  BCTAaBOK,  OTPECTABPHUPOBAHHBIX B MACTEpPCKHX
['ocyaapcrBernoro Pycckoro wmysed cmaamm pecraBpatopoB sxmsormmcnu H.ML
Pycakoson, A.M. boromoaosemv, E.FO. Ilykmuoit m V.C. bescoanmumemv. B
Boasmom 3aae 6v1A0 oTpectaBpupoBaHo 70 KUBOIHCHBIX BCTaBOK, B OBaABHOM
kabuuere — 105.

YacTuaHO COXpaHUBINYIOCA KHUBOIUCh brubAamoTexkn (3 Kycka CHHEro msera u
7 OOpBIBKOB IO KpafM I1AaOHA) OTPECTAaBPUPOBAAU TAKKE B MACTEPCKHX
pecrasparuu xusorcu ['PM, a @.FO. BobpoB BBIIOAHHA IIBETHBIE IIOCTEPHI HA
HEAOCTAFOINHE YIACTKU IO COXPAHHUBIIIUMCA HCTOPHIECKUM (POTO.

B camom OGoapmoit mo maomaam (114 kB. M) mHTEpbEpe IaBHABOHA —
BoarbIrom 3aAe cTeHBI BBITOAHEHBI U3 HCKYCCTBEHHOTO MPaMOpa pO30BOTO IIBETA, 4
HIKHHE ITAHEAN ¥ OKOHHBIE OTKOCHI — I3 HCKYCCTBEHHOTO MPaMoOpa 3€AEHOIO IBETa
C BKPAIIACHHUAMH U3 HATYPAABHOIO MPaMopa.

3aA yKpaIlleH KOAOHHAMH M3 HaTYPAABHOIO MPaMOpa CEPO-PO30BOIO IBETA C
KOPHUHMCKIMH KAITUTEAMH H3 OEAOrO KappapCKOro MpaMopa.

B unTeprepe ABa kammHa OGEAOIO MpamMOpa: OAHMH — HUTAABAHCKOII pabOTHL,
APYyroll — ero pycckad komus. Hapa kamMmHaMu pesHBIE HaHHO — CIOKETHBIE

OapeabedEl 13 OEAOTO MpaMOpa.
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CkyAbIrTypa 6eA0ro Mpamopa — 8 :KeHCKUX (PUIYP C BETBAMU U3 AUCTHEB AaBpPa
1 AyOa BBIITOAHAIOT POAb CBETHABHHUKOB.

[ToTOAOK KyIOABHOI (POPMBI, TPEXYACTHBIHN, CBOAYATHIN, KECCOHUPOBAHHEBIM.
On 0Oo0raro AEKOPHPOBAH 30AOYEHON ACHKON B BHAE IIOPE30K H3 AHCTBEB U
OPHAMEHTA IIAETCHKA», PA3ACAAIOINIX KOMIIO3UIIUU rOpeAbedOB U KUBOIIHCHBIE
BCTABKH.

Bce BuaBr Ackopa 3aAa OBIAK CHABHO 3arpA3HEHBL. DTU 3aIPA3HEHUA OBITOBOIO
IIAQHA, 2 BOT YTPATHl AGKOPA M HAPYIIEHHSA €r0 IIEAOCTHOCTH HA IIPAMYIO CBA3AHBI
HE TOABKO C €CTECTBEHHBIM CTAPEHHEM HAMATHHKA, HO AO CHX IIOP COXPaHUAU Ha
ceOe CAEABI BOMHBI: PECTABPATOPAMH OBIAM OOHAPYKEHBI CACABI OT BBICTPEAOB H3
aBTOMATHYECKOTO OPYKHA KaK Ha ACITHOM AEKOPE, TaK M Ha ;xuBonuch. Hexotopsre
’KIBOIIICHBIC BCTABKU OBIAHM AK€ YHHYITOKEHBI IIOAHOCTBIO AU YACTHYHO.

CHABHO TIOCTPaAaA ACITHOHM 30AOYEHBIN ACKOD FOKHOU CTEHBI OT IIPOTEYEK,
ABUBIITHXCA CACACTBHEM HAPYILIEHUA KPOBAU OT OOMOEKEK BO BpeMs BOIHEL

AeKopaTuBHOI OTAEAKOIT TpéxuacTHOro maacdona boabroro sasa sBasercs
COYETAHHE ACITHOIO 30A0YEHOTO AEKOPa KPECTOBBIX CBOAOB C KECCOHAMU
IIECTUYTOABHOU M HPAMOYIOABHON (POPMBI, B KOTOPHIX dYepeAytorca 70
’KHBOIINCHBIX BCTABOK U 140 ropeapedOB ¢ ABYXIIBETHON BBHIIIIIAPOBKON (OKPACKOI)
¢dOoHOB OAEAHO-PO30BOTrO U TOAYOOBATO-3€AEHOTO ITBETOB.

ITo 11eHTPy AEITHOIO 30A0YEHOTO AEKOPA PACITOAOKEH OPHAMEHT «IIACTEHKAY.
Bokpyr KHBOIIMCHBIX M OPHAMEHTAABHBIX BCTAaBOK — ITOPE3KU U3 CTHAN3OBAHHBIX
AMICTBEB, 2 CAMH BCTABKH OOPAMAEHBI TAAAKIMH ITAATUKAMH BOTHYTOH (DOPMBL

«ITaeTeHKa» U ITAQTHKH BBI3OAOYEHBI 30AOTOM KEATOTO IIBETA, 4 IIOPE3Ka U3
CTHAU30BAHHBEIX AHICTBEB — 30A0TOM C 3€ACHOBATBIM OTTEHKOM. DTOT IIPUEM CO3AAET
BIIEYATACHUE TAYOHMHBI peAbeda, MOAYEPKUBACT M BBIACAACT KAKABIA W3 BHAOB
5AEMEHTOB ACKOPA.

Ha crenax maxoadrcs 4 oaHOpHUIYPHBIX U 4 MHOrO(MUIYPHEIX ropeabeda B
KPYI'ABIX PEAbE(HBIX AEITHBIX HEKOTAA 30AOYEHBIX (IT03Ke 3a0POH3NPOBAHHBIX)
pamMax, PaCIIOAOKEHHBIX HaA BCEMU ABEPAMU, KAMUHAMU 1 OKHAMH 32A4.

OCOOEHHO BEIAGASIAUCH TPH OOABIIHE YTIPATBI AEIIHOIO AEKOPa CO BCEMH
BUAAMH OTAEAKH B PallOHAX IIPOTEYEK: HA FOKHOM CTOPOHE CBOAOB CAEBA OT
IIEHTPAABHOU ABEPH B POTOHAY, B ABYX IIPaBBIX JTAaX Ha CBOAE (C FOTa M 3aI1aAa),
COLPMKEHHBIX CO CTeHOH SlmmMoBoro kabmmHera. 3HAYUTEABHAA YIPaTa AEITHOTO
A€KOpa ObIAa B LIEHTPE TPETbEH YaCTU CBOAA (Y CTEHBI, CO CTOPOHEI SlmmMoBoro

KaOHMHeTA).
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Hecmotpss ma TO, 9TO BO BCEX HHTEPbEpPax IIO30A0TA BBITOAHEHA C
IIPUMEHEHUEM MACASHOIO CBA3YIOIIIETO, €€ COCTOSHHE BO BCEX 3aAaX M AQKE UX
9aCTAX 3aA0B PABAUYHOE U TPEOOBAAd HHAUBHAYAABHOIO IIOAXOAQ.

Caeayer otmMeTHTh TOT QaKT, 9YTO peAbedHbIE KOMIIO3UIHU W PaMbI
MEAAABOHOB HEOAHOKPATHO ITOABEPIAAUCH YaCTHYIHBIM PEMOHTAM: BOCCO3AABAAHCH
yrpadeHHele B roAsl BOB wactm ocHOBEI W3 rmiica, II€PEKpaIIMBAAUCH U
IIOAKPAIITUBAANICHh MECTA aBAPHUHWHOIO COCTOAHHUA KpacodHOro caod. Ilo atoi
HquI/IHC OKpaCO‘IHbIC CAOHM Ha pa3HbIX KOMITIO3HUITHMAX HCOAHOPOAHBI I10 HBCTY,
KOAHMYIECTBY CAOEB M Ka4deCTBY, a (DOHOBBIE YYACTKH TAKXKE OKpAIIEHBl paHee
PA3HBIMU KPACKAMU U B HAIIIC BPEMS UMEAN HA OOABIIMHCTBE KOMITO3HUITUN CEPBIN
IIBET C 3€AECHOBATEIM OTTeHKOM. OAHAKO, KpOMe TOro, Ha peAbedax MEAAABOHA
3armaAHOM creHbl, MeAaABOHOB Ne 1 m Ne2 roxuom creunl, MeAaAbOHOB Ne2 1 Ne3
CEBEPHOM CTEHBI OBIAM HMCIIOAB30BAHBI KPACKH TOAYOOBATOIO OTTCHKA; a4 Ha
MEAAABOHE 3AITAAHOI CTEHBI IIPUMEHAANUCH, KPOME TOTO, IIOKPOBHBIE AAKH, KaK Ha
peabedax, Tak u Ha (DOHOBBEIX y4aCTKaX. AATE3UA IIO30AOTHI I OCHOBOI ACITHOTO
AEGKOpa OBIAA CHABHO HAPYVIIICHA.

IIpu BH3yaABHOM OCMOTpPE ITAMATHHKA IIEPEA PECTABPAITUEI OBIAN BBIABACHEI
MHOTOYHCACHHBIE IIOHOBAECHHA W BMEIIATEABCTBA B IAMATHHK HE BCErAd
1IpopecCHOHAABHBIE ITO OOBEKTUBHBIM IIPHYHHAM. B IT0cA€BOEHHEIE TOABI HE OBIAO
AOCTATOYHOIO KOAMYECTBA M KAadeCTBA CTPOUTEABHBIX N PECTABPAIIHOHHBIX
MaTepHaAOB (Kak B HaIlle BpeMs), IIPUTOAHBIX AAf PECTABPAIUH, AA U OIIBITA CITIE Y
MacTepoB OBIAO MaAOBATO, 4 YK IIPO ACHBIHM M BOOOIIE TOBOPUTH HE IIPUXOAUTCA.
He ao Toro 6p1r0 B 1950-e ToARl. XOpOIIIO TO, 9TO YAAAOCH XOTh KaK-TO 3aAATATH
CAGABI BOWHBI, HIPHUAAB IAMATHHUKY OKCIO3UIIHOHHBIA BHA, U BBECTH €IO B
SKCITAYATALIMIO B TO BPEMs, KOTAA €Ié He OBIA PEIIE€H BOIIPOC O BOCCTAHOBACHUH
ExaTepmHIHCKOrO ABOPIIAa B APYTHX IIPUTOPOAHBIX ABOPIIOB.

PecraBparmuro MpaMOpPHOI CKYABIITYPH M KaMHHOB B boabmmom 3ase
BBEIITIOAHAA MacTep-pecraBpaTop, pesunmk no kamuo A. b. I[Mummxos. Ewmy
IIPEACTOAAO OYHCTUTH OT BEKOBOM IPA3U, IIBIAM M KOIIOTH IIECTh CKYABIITYp M3
OeAOro MpamMopa M BEPHYTb UM OBIAYIO KPAaCOTy 3TOIO YyAECHOrO KaMHA. Ape
durypsl ObIAK paHee yiKe OTPECTABPUPOBAHBI YMEABIMH PYKAMH MACTEPa.

CreHBl M3 HMCKYCCTBEHHOIO MPaMOpa OBIAH OYEHBb 3arpA3SHEHBI U HMEAU
MHOTOYHCACHHBIE TPEIIUHBI, PAa3pbIBbL, VIPATB U AePOPMAIINH, CBA3AHHBEIE C
COTPACAHHEM 3AAHUA U IOABIKKAMH (DYHAAMEHTA BO Bpemsa OoMOExKek B roast BOB
u okkyarmaruu ropoaa Iymkuaa B 1941-1944 roaax.

B bBoapmom 3ase paboraam macrepa IO PECTaBPAlMH HATYPAABHOIO M

nckyccrseHHOro Mpamopa: A.B. Muxaiiaos, M.IO. Emeansros, A.C. 3uabubik, A.A.
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Kproukos, A.FO. Muponos, C.A. Apyxkun, B.H. Amurpues, B.B. Kupnare, C.I1.
Kazan, V.B. [Taxom0B, KOTOpEIE C OOABIION OCTOPOMKHOCTBIO U TIHATEABHOCTBIO
IIPOU3BEAN VKPEIIACHHE CTEH, OOAMIIOBAHHBIX MCKYCCTBEHHBIM MPaMOPOM,
METOAOM HHBEKIIUU II0 TPEIIIUHAM U PAa3PbIBAM OCHOBBI CIICITHAABHBIMI COCTABAMI,
IIPOU3BEAN 3aACAKY U TOHHPOBKY TPEIIHIH, YAOKHAH Ha MECTO A€(DOPMHPOBAHHBIC
VYIACTKH U OYHUCTHAH BCIO IOBEPXHOCTD CTECH OT 3AIPA3HEHUMH, A 32TEM BBIIOAHUAHT
IIOAHPOBKY IIOBEPXHOCTH 110 cTapbiM TexHOoAoruAM X VIII Bexka.

Macrepa 110 pecraBpaliiu HATYPAABHOTO MPAaMOpa BOCIHOAHHAH yTPAadCHHbIC
dparMeHTBI B KAMHE 3aMEHUTEAE, OYHCTHAU OT TPASH U KOIIOTH ITOAANHHBIIN
MpPaMOp KOAOHH, KApHH30B, IAHHTYCOB H HAAWYHHUKOB OKOHHBIX H ABEPHBIX
IIPOEMOB B 32A€.

PecraBpaTOpbI-KpaCHOAEPEBIBI  BBIIIOAHSAAN PECTaBPAIIUIO MEKKOMHATHBIX
MHKPYCTHPOBAHHBIX ABEpEH, BEAyIInX B AraToBbii, SIIIMOBBI KaOWHETBI 1
HAPY’KHBIX ABepeld Ha POTOHAY B CIIEIIMIaABHO OOOPYAOBAHHBIX MACTEPCKHUX.

ITocae pecraBpamuy BEpHYACS B 3aA U IITUTOBOU MHKPYCTHPOBAHHBII ITAPKET,
HA OAHOM H3 IIIUTOB KOTOPOI'O BCE 7K€ OBIA OCTABACH CAEA OT IIOKapa.

[Taacpon fAmmvoBoro kabUHETa HMEET TPEXIACTHYIO CAOKHYIO hOpMY.

LleHTpaAbHASA 9aCTh IIPEACTABASIET COOOU KYIIOA KPYTAOI (POPMBI C TAYOOKHME
CTYIIEHYATBIMH KECCOHAMH, ACKOPUPOBAHHBIMU ACITHBIMUA 30AOYEHBIMUA PO3ETKAME
B BHAC CTHAM3OBAHHBIX IIBETOB Pa3sAMYIHON (QOPMBI H pasMepa, U ACIIHBIM
30A0YEHBIM OPHAMEHTOM B BHAE «IIEITOYKH» BOKPYI HHX C BBIIIIIAPOBKON (POHOB
KPacKOIT OEAOTo IBeTa, a Ha POHAX KECCOHOB — KPACHOTO IIBETA.

B ocuoBammm kymoaa UIYPHBIA KapHH3, COCTOAIIUN M3 TPEX PAAOB
30A0YECHOIO OPHAMEHTA, COYETAFOINETOoCA C BBIIITAPOBKOH (DOHOB MaCAAHOI
KPacKOIl OEAOTO IIBETA.

OcHoBa 13 THIICA B 3TOM 3aA€¢ HAXOAHAACh B aBAPHUIHOM COCTOSHHH. DTO
CaMBIII CEBEPHBIII HUKOTAQ HE IIPOIPEBAEMBIN COAHIIEM 32A CO CAOKHBIM KAMATOM.

CeBepHasd M IOKHAfA YacTH IIAAPOHA — AOAKHH HMEIOT (POPMY apOK C
HIPAMOYTOABHBIMU ITO popme KeccoHamu (10 30 IITyK B KaKAOM), B KOTOPBIX
PACIIOAOKEHBI B IIIAXMATHOM  IIOPAAKE  ACIIHBIE  30AOYEHBIE  PO3ETKU
CTHAHM30BAHHOTO PACTHTEABHOIO OpPHAMEHTA, OOpPAMACHHEIE TpPEeMA pPAAAMHU
30AOYEHBIX ITOpPe30K. KeccOHBI pasAeAEHBI 30AOYEHBIM OPHAMEHTOM «CAOKHAS
LIEITOYKa» C BBIIIIIAPOBKON (DOHOB KPACKOH «KPACHOIO» IBeTa, a (POH B KECCOHAX
OKpAIIIEH KPACKOH 3E€ACHOTO I[BETA B BHAC pasAeAKH 10A KaAkaHCKyro Ay,
IIPUCYTCTBYIOIIYIO B OOAHUIIOBKE CTEH AAHHOI'O HUHTEPBEPA.

Ha 4-x mapycax HOA KyIIOABHOI 4YaCThIO U KapHH30M TIoOpeAbedHbIE

H306pa){(€HI/IH KCHCKHUX q)I/II“yp B aHTHYHBIX OACKAAX (HO OAHOfI Ha Ka>KAOM Hapyce).
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®ona BOKpyr ropeabeddOB OKPAIIIEHBI KPACKON, IO LBETY HAITOMHHAIOIIEMY IIBETA
OOAHIIOBKH CTEH AIIIMOM.

['Anaakuit ppus, OTACAAIOMINE KAPHU3 OT OOAULIOBKU CTeH, B 1950-¢ roArr ObIA
OKpaIlleH KPacKOH IpA3HO-3eA€HOTO 11BeTa. FIMeBImecs B POHAAX MAAOUHNCACHHBIE
dparMeHTHl KUBOIMCHOIO (OpH3a IOCAE PECTABPALMH 3AHAAU CBOM 3aKOHHBIE
MecTAa.

B 3amaaHOM gacTi Kyrroaa OOABIIIAS yTpaTa ACIIHOIO ACKOPA CO BCEMH BHAAMH
OTACAKH, OOPA30BABIIIAACA B PE3YABTATE BBICTPEAOB M3 ABTOMATHYECKOTO OPYKUA 1
BIIOCAEGACTBHH AAUTEABHOTO BO3ACHCTBHSA BAATH HA AGKOP OT IIPOTEYKU C KPOBAM.

Ha mecrax yrpat OCHOBBI ObIAQ BCTABACHA CMATASA B BHAC KOMKOB IpyOast Oymara
KpadT, pPaspUCOBAHHAA OPOH3OBBIMU KPACKAMU IIOA VTPA4CHHBI OpPHAMEHT
IIOPE30K U IIBETOB B KECCOHAX, IIOCAE YAAAECHHA KOTOPOH OOHAKHAACH APAHKA,
IPpUOUTAA K KAPKACY KYIIOAQ 32AQ.

B ceBepHOI AOAKHMH HA IIOTOAKE C AGKOPATHBHBIMH KECCOHAMH HMEAACH
yrpara 1 poserku, a B FOKHOH apke OBIAO yTpadeHO 13 pO3eTOK IIOAHOCTBIO H OAHA
— ma 50%. Ha mecrax yrpar 10-tu poserok B 1950-e roAbI BEIIOAHEHA MMHTAITHA
ACIIKH B BUAC POCIIHCH ITO KAPTOHY B TEXHUKE IPU3AIAD.

Ha mapycax HOAHOCTBIO yTpadeHa IHO30A0Ta Ha TPEX N300PAKEHUAX KEHCKUX
duryp (oAHa Ha BOCTOYHOI CTEHE CIIPaBa OT ABEPH, a BTOpasA — Ha 3aITAAHOI CTEHE
CAEBa OT OKHA), 2 HA OAHOH COXPAHHAACH CO 3HAYUTEABHBIMU yrpartamu. Mecra
YTPAT II030AOTBI HEPABHOMEPHO OBIAM 3aKPAIIICHBI OPOH30BOM KPACKOH.

Pon Ha Iapycax MMEA HCKAKEHUE aBTOPCKOH OKPACKH, TaK KaK ITOBEPXHOCTH
HEOPEKHO OKpAIlleHBl KPACKOM KPAaCHO-CHPEHEBOTO I[BETA C  Pa3BOAAMIUL
Kpacounslil cAOH MOTEPAA CBA3L C OCHOBOI: IIEAYIITMACA, MECTAMU OCBIIIAACA AO
OCHOBBI. AATe3Ufl COXPAHHBIIEHCA ITO30AOTEI C OCHOBOH OBIAQ HApyIIeHA H
COCTOSIHME ITO30AOTBHI HA BCEX ACKOPATHBHBEIX 3AEMEHTAX 32Aa OBIAO ABAPHUITHBIM.
Mckaxena oxpacka (POHOBBIX ITOBEPXHOCTENI BCEH OTAEGAKH AEKOPa, COCTOAHME
OKPACOYHBEIX CAOEB — apapuiiHoe. Ha moBepxHOCTH BCEX BHAOB AEGKOPATHBHOU
OTAEAKH MMEAUCH CHABHBIE CTOMKHE IIOBEPXHOCTHBIE 3aIPA3HEHHUAL.

B SmmoBom kaOmHeTe MacTepaMH BCEX CIICIIMAABHOCTEH ObIAQ IIPOBEACHA
KOMITACKCHAA PECTABPAIIHA BCEX BUAOB AGKOPA B €TO OTAEAKH COTAACHO METOAHKAM.

CaoxHOIT OBIAQ pabora IITyKaTypa. EMy HIPHIIIAOCE BOCCTAaHABAUBATBH
MHOTOCTYIIEHYATBIE KECCOHBI HAa VIPAYECHHBIX YYACTKAX KPYIAOIO KyllOAa Ha
OTBECHOI ITIOBEPXHOCTH C OOPATHBIM YKAOHOM, (DUKCHPYH PACTBOP CIIEIIHAABHO
HM3TOTOBACHHBIMU IIPUCIIOCOOAEHHUAMU U IIOAIIOPKAMH Ha Ka*KAOM y9IaCTKE.

MHOTOAEABHOM U TPYAHOI OKazaAack pabora aemrukos H.IT. Bypaosoit u

FO.IT. TumodeeBoii. AAfl BOCIOAHEHHA YTPAYEHHBIX (DPATMEHTOB U UX YaCTUIHBIX
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yIPaT HPHUIIAOCH H3roTOBUTH OoAce 80 pasamdHbIX POPM, OTAUTH MHOMKECTBO
ITOTOHHBIX METPOB ITA€TEHOK U ITIOPE3OK M YCTAHOBHUTH UX TaK 7K€ HAa BOCCO3AAHHBIX
IITYKATYPOM OTBECHBIX YIACTKAX.

Bces ara pabora Beaach ¢ HHAUBHAYAABHBIM IIOAOOPOM (DPArMEHTOB U ACTAACH
KOHKPETHO IO MECTy yTpar, C COOAIOACHHEM pa3MEPOB H HAIIPABACHUA B BHAC
CIIIPAABHO 3aKPYYEHHOIO OPHAMEHTA, YMEHBIIAIOIIErOCAd IO MEpe ITOABEMA K
LIEHTPY KylroAa. Bce coeAMHEHUA OTAHTBIX AE€TAA€d IIPOH3BOAHMAUCH BPYYHYIO C
OCOOOMN TIIATEABHOCTBIO H AKKYPATHOCTBIO. MEAKHE yTPaTBl OCHOBBI M3 THIICA
ITOAMA3BIBAAUCH IO MECTY, COTAACHO COXPAHHBIIIIMCH aHAAOTAM HA COCEAHHUX
y9aCTKax.

PecraBpaTopaM MO30AOTELI TOKE 3TOT 3aA AOCTaACA HeAerko. HaceimenHOCTSD
OpHAMeHTa OOABIIIAsA, OCHOBA B aBAPHUMHOM COCTOSHHU, ITO30AOTA TOHKafg U O3
ITOAAOKKH, TOAIIMHA 3arpA3HEHHUII Ha IIOBEPXHOCTH ITO30AOTHI U OKpacke hoHa
OBIAQ HACTOABKO CHABHOII, YTO BO BPEMSA IIPOBEACHUS PACYUCTOK OT 3arPA3HEHUN
BCE C JAUBACHHEM YBHACAH, 9TO (POHA KyIIOAQ, OKA3BIBACTCHA, OCAOTO IIBETA, 4 HE
I'PA3HO-CEPOTrO, KaK OBIAO AO PECTABPAIIHU.

Bo Bpems paboT 110 pacumcTKaM HOBEPXHOCTH OT IIO3AHUX HACAOCHUH HA TPEX
Irapycax OBIAM OOHAPYKEHBI CACABI 30A0T2 Ha (DOHAX.

PecraBpaTopsl 04eHDb OCTOPOKHO IIPOBEAH PACUHUCTKY TAA3HBIMU CKAABIIEAAMU
BCYXYIO U B PE3YABTATE VBHACAH B BEPXHEH IIpaBOM dYacth 4-ro 1apyca
dpparMeHTApHO COXPAHUBIINIICA BEHOK U IMPASHAY M3 CTHAN3OBAHHBIX AHCTHEB
AaBpa, BEITOAHEHHBIE HAa OKPAIIICHHOH MACAAHON KPAaCKOH TEPPaKOTOBOTO IIBETA
ITOBEPXHOCTH I1apyca 3eAEHBIM 30A0TOM. B HIKHEI yacTH mapyca OBIA BUACH CAEA
OT OaHTa, 3aBEPIIIABIIIEIO KOMIIO3UIINIO U3 BEHKA U ABYX CHMMETPHYHBIX THPAAHA.

K' coxareHHIO, HE YAAAOCH OOHAPYKHUTH KAKOIO-TO KOHKPETHOIO YYacTKa
30A0YEHNA HAa APYTUX ITAPycax, Tak Kak B 1950-e TOABI IIpu MPOBEACHNH PEMOHTHBIX
paboT Ha AaBAPUITHEIX yYaCTKAX DOHA ITAPYCOB OBIAA 3aMEHEHA PA3PYIIIEHHASA B TOABI
BOIHBI HCTOPUYECKASA IIITYKATyPKA.

Habopuerii mapker CHAAH AASl PECTAaBPAIlMU IIOCAE€ TOIO, KaK OBIAQ
IIPOU3BEACHA KOHCEPBAIIUA IIO30AOTHI HA TPEXYACTHOM HAA(OHE U YKPEIIACHUE U
pecTaBpanus AIMMOBBIX IIAACTUH Ha cTeHax B AHBape 2013 roaa.

[Tocae pecraBpanuu B MaCTEPCKUX ITAPKET BEPHYACHA B 3aA B CEPEAMHE AETA
2013 roaa. B o710 x€ Bpems OBIAM YCTAHOBAEHBI PaHEE YIPAYEHHBIE BOCCO3AAHHBIC
METAAAMYECKUE 30A0YEHBIC PAMKH B IIPOCTEHKAX, B KOTOPEIX PaHEE PACIIOAATAAHCH
yIpaYeHHBbIE 30A0YCHBIC I'AABBAHHYECKUM CIIOCOOOM METAAAHYECKHE PeAbedBI B

BUAC KEHCKUX puryp.
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OBaABHBIN KAOMHET UMEET KYIIOA OBAABHON (DOPMBI C KECCOHAMH, B KOTOPBIX
IATHIO PAAAMU PACIIOAOZKEHBI JKUBOIIMCHBIE BCTABKU, OOPAMACHHEIE 30A0YEHBIMU
PAMKaMH TPEXTPaHHON (DOPMEI IIPOCTOTrO NPOMUAA U MIECTUTPAHHBIMU PAMKAMH C
npodUAAMA H IIOPE3KAMU C BBIIIIIAPOBKON KPACKOM OEAOrO IIBETA MEKAY
3oA04YeHBIMHA IHpodpuasMu. B meHTpe Kymoaa — THIICOBas OBaAbHAA pama C
YIPA4YEHHOM KUBOIIMCHOM BCTABKOM.

[ToA KymOAOM PacIOAOKEH 30AOYEHBIH ABYXIIBETHEIM 30AOTOM CAOZKHO-
OPHAMEHTAABHBIM KAPHU3 C BBIIIIIAPOBKOMN OeAOIT Kpacko# Ha poHaX.

Ha crenax B 4-X IPOCTEHKAaX Ha OKPAIIIEHHOM TPEMS CBETABIMH PO30BO-
OEIKEBBIMI KOAEPAMU IIOAE TOHKHE a)KYPHBIC ACIIHBIC PAHEE 30AO0YCHBIC PAMBI CO
CTUAM30BAHHBIMH AHCTBAMH, C OOAEE HACBHIIICHHBIM OPHAMEHTOM N3 MEAKHX
BIHOTPAAHBIX AHUCTBEB B BEPXHEHU ITOAYKPYTAOM dYacTH. B IieHTpe KamKAON pambl
’KUBOIIMCHASA BCTABKA B TOHKOM ACITHOHN 30A0YCHOU PaMOYKE.

B 3aae OBIAM OYEBHAHBI MHOTOYHCACHHBIC AC(PEKTBI ACKOPA U HCKAKCHUSA
HCTOPUYIECKOM OTACAKH.

Ha Bepxmeill KymOABHON wacTH IAA(OHA HMEAUCh 3HAYUTEABHAS yTpaTa
OCHOBBI KyIIOAQ BMECTE C AGKOPOM U BCEMH BUAAMH €IO OTACAKH, 3HAYUTEABHBIC
YYACTKH yTPAT U IICAYIIIEHHUA KPACOYHOTO CAOf KYyIIOAQ OT IIPOTEYKH B CEBEPHOU
€ro YaCTH.

Ha xapHM3e IMEAnCh AUITH AOKAABHBIC YTPATBHI ACIIKK M IMO30AO0THL. OTACAKA
KapHM32 COXPAHUAACEH B 3aA€ AYYIIIE, YEM HA APYTUX AECTAAAX ACKOPA.

Pamer Ha cTeHAX, TaK HA3BIBAEMBIE 3€PKAAQ, MMEAHM 3HAYUTEABHBIEC YTPATHI
OCHOBBI N eIé OOAee 3HAYUTEABHBIE YTPATEI OTACAKH B BHAE ITO30AOTHI,
IIPEACTABIIIEH IIEPEA PECTABPATOPAMHU B PACIHBIACHHOM BHAE (CAGAOBBIE OCTATKH),
OCOOEHHO B HIKHEH M CPEAHEN YaCTAX PaM U CIIAOIID 3aKPAIIEHHBIMI OPOH30BOI
KPACKOI, HEPABHOMEPHOM 110 TOAINMHE. BpOH30BasA Kpacka CHABHO OKHCAHAACH OT
BPEMEHU.

Oxpacka CTeH TaK/kKe HAXOAUAACh B aBAPHUITHOM COCTOSHHH: Ha 3HAYNTEABHOM
ITO IAOIIAAH ITOBEPXHOCTH IIEAYIIIEHUE U OTCTABAHUE KPACOYHOIO CAOA OT OCHOBBI
CTEH, YTPATBI U OCHIIIH KPACOTHOTO CAOSl OBIAM MHOTOYHCAEHHBL

CocrofgHne COXpAaHHOCTH ACKOPATUBHOM OTACAKH 3aAd: ACITHOTO AEKOPa PaM,
AEKOPATUBHOI ITO30AOTHI, ACTAAEH AEKOPA KYIIOAQ, YACTH KAPHHU32 U OKPACOYHOIO
cA0s1 POHOB MOKHO OBIAO OLIEHHUTDH KaK aBAPHITHOE.

DTOT 32A OKAa3aACS CAMBIM MHOTOAEABHBIM II0 HAOOPY PaOOT M3 BCEX paHee
OTPECTABPUPOBAHHEIX 32A0B.

Ha naadone Op1AM ACMOHTHPOBAHBI AAfL PECTABPAIIIH B YCAOBHAX MACTEPCKOM

COXpaHI/IBLHI/ICCH JKHUBOIIMCHBIE BCTaBKH M3 IMECTUYTOABHBIX KCCCOHOB nu
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3HAYNTEABHO COXPAHUBIIAACA KUBOIIUCH (DPHU3a, 4 TAK/KE ABE ’KUBOITHCHBIC BCTABKI
13 ABYX IIPOCTEHKOB, JKUBOIIICh B OAHOM IIPOCTEHKE ObIAA yTPadeHA IIOAHOCTBIO, 2
et B OAHOM IIPOCTEHKE €€ PparMeHT OBIA OOHAPYKEH IPHU PACIUCTKE KPACOIHOTO
crod ToAbKO Aetom 2013 roaa pecrasparopom H.M. ®ommaeBoi.

[Itykaryp K.A. [TorHOMapeB BOCCTAHOBUA yTpadeHHEBIN (DParMeHT B IICHTPE
maadpoHa, KOTOPBIH 0OpasoBascsi B TOABI Beamxont OredecTBEHHOI BOIHBEL B
PE3YABTATE ITONAAAHHSA B KYIIOA 3aA2 OCKOAKA CHAPAAQ.

Ha aepeBfAHHBIN KapKac KyIIOAa OH IIPHUOHUA APAHKY, 3aTE€M BOHMAOK, Ha
KOTOPBIHN HAHEC IITYKATYPHBII CAOH C YI€TOM BOCCO3AAHUA KECCOHOB, 2 IIOCAE 3TOTO
OBIAA OTPECTABPUPOBAHA YTPAYCHHAA ACKOPATHUBHAS ACIIKA B BUAC IIIECTUYTOABHBIX
1 TPEYTOABHBIX PAMOK AAf OOPAMAEHHUSA KUBOIIICHBIX BCTABOK.

Aenmmukn  H.IT. bypaosa n FOII. TumodeeBa orpecraBpupoBarn u
BOCCO3AAAU YTPAYEHHBIM ACITHOM AEKOP KYIIOABHOW YACTH, IIOCAE YErOo OH OBIA
BBI3OAOYEH, U PECTABPAIMOHAA II030A0TA OBbIAA 3aTOHHPOBAHA IIOA IIBET
HCTOPUYECKOM, COXPAHUBIIIEHCA HA KYIIOAE.

PecraBpanuro xmBommcu Ha IITYKATYPHOM cAoe, pacroAoxkeHHYI0 B 2000-x
TPEYTOABHBIX PAMKAX, BBITOAHUAHT XYAOKHIKH O.A. Koprrukos, B.B. Axekcarapos
n HM. ®omugena. Mimu OBIAM YAAACHBI IIO3AHHE 3AITMCH KOPUYHEBOIO IIBETA HA
doHaX, KOTOPBIE ITOCAE PACUYHCTKH OKAa3aAHCh TOAYOOTO IIBETA.

®oH Kymoaa OBIA OKpaIlleH MaTOBOI MACASHON KPAacKOM COIAACHO
BBIABACHHOMY IIPH IIPOBEACHIH PACUYHCTOK PO3OBOMY IIBETY 32 ABA Pasa.

PaboTa 110 YAQACHHIO IO3AHHX KPACOYHBIX CAOEB HA CTEHAX BBIIIOAHAAACH
METOAOM CYXOM PACUYUCTKHA CKAABIIEAAMH BPYYHYIO IO ABYM IIPHUYNHAM: ABAPHUITHOE
COCTOSIHME OOOHMX KPACOUHBIX CAOEB CACAAAO ITIPHUMEHEHHE PACTBOPUTEACH
HEBO3MOKHBIM, TEM OOAEE UTO BEPXHHIT KPACOUHBIM CAOHM OBIA KACEBBIM, IIOA HHM
ACCTPYKTHPOBAHHBIN MACAAHBIN CAOM, HAHECEHHBII Ha THIICOBYIO 3aTHPKY. Bee st
OCOOEHHOCTH HE ITO3BOASIAU IIPUMEHATH JKHAKOCTH., B TOM UHCAE U BOAY, AAA
CHATHSA KACEBOU KPACKH.

[Tocae mpoBeAeHHA PACIUCTOK KPACOUHBIX CAOEB BCA IMOBEPXHOCTH 3E€PKAA
OBIAA OKPAITICHA 32 ABA Pa3a MATOBBIM MaCASHBIM KOAEPOM O€KEBOTO IIBETA B HUIIIAX
1 BHEIITHHUX YYACTKAX 3€PKAA, PO30BO OEKEBOTO IBETA BHYTPU 3€PKAA M HA HIKHUX
ITAHEAAX MEKAY KapHH3aMH M IIAUMHTYCAMH, 2 MEKAY ACITHBIM OPHAMEHTOM Ha
3epKaraxX — KPACKOH OPYCHHYHOTO I[BETA, COTAACHO KOAEPAM, OOHAPYKEHHBIM IIPU
PACYNCTKAX IIOBEPXHOCTU 3€PKAA B Pa3HBIX YACTAX 33aAd U IOATBEPKACHHBIX

AaOOPATOPHBIMU UCCAEAOBaHUAMH, BeiIoAHeHHBIME E. CaBarteesoii u H.V. bpesao.

European Scientific e-Journal — Issue 1 (1) — September 30, 2020 NS



Bce AepeBAHHDBIE H3ACAHA: HAAMYHHUKH, IIAUHTYCA U KAPHU3BI HIDKHEH 9acTH
3epPKaA OKPAIIIEHBI MATOBOM KPACKOM OEAOTO IBETA B TOH OEAOTO MpaMOpa KaMHUHA,
dona kapaM3a 1 POHA KyIIOAA B KECCOHAX.

[TozoaoTa Ha ACTHOM OpPHAMEHTE 3€PKAA 3aKOHCEPBHPOBAHA, OYHINEHA OT
OpPOH3OBEIX 3aKPACOK U ITOBEPXHOCTHEIX 3AIPA3HECHUIT OBITOBOIO IIAQHA, TUIICOBAS
OCHOBA YKPEIIA€HA CIIEIIUAABHBIM I'PYHTOM-IIOpo3artoannTeaeM dpupmer Rolco 3a
ABA-TPH Pa3a U BEI3OAOYEHA 30A0TOM KEATOTO U 3€AEHOTO IIBETA C ITOCAEAYIOIIIIM
MHOTOCAOWHBIM TOHHPOBAHUEM ILIBETHBIM MATOBBIM PACTBOPOM C HATYPAABHBIMU
KPACUTEAAMHU IIOA IBET MCTOPUYECKOU ITO30AOTHI, COXPAHMUBIIECHCA HA BEPXHEU
YaCTH 3€PKAA, KAPHU3E U KYIIOAC 3aAQ.

Kamuepessr A.®D. Conosré, FO.A. MoawamoB u O.A. Kopmnkos.
3aHNMAAHCH PECTABPAIIMECH KAMHHOB: CHadaAad B AratoBom, motom B fmmmosowm, B
KabunHueriie 1, CAOKHOIO IO OTACAKE YHHKAABHOIO KAMHHA M3 OEAOrO Mpamopa,
ACKOPHPOBAHHOI'O IIBETHBIMHU MAaCTUKaMU, B OBaABHOM KaOHMHETAX.

CHavaAa MacTepa OTMBIAH KAMHHBI OT TPA3H M KOIIOTH € IIOMOIIBIO ACTCKOTO
MBIAA M HEATPaABHOrO Moromero cpeactBa «lIporpece», sarem ykpenman
ACCTPYKTHPOBAHHBIIT MPaMOp CIIEIIUAABHBIM KAMHEYKPEITUTEAEM M BOCIIOAHHAH B
KAMHE3aMEHUTEAE yTpadeHHBIE (DPArMEHTH MpPaMOpa B BHAC ITOPE30OK, OTOUTHIX
YJIAOB X MEAKHX CKOAOB.

Buyrpnm kamMuHOB KHpHmYHAsd KAaAKa OBIAa paHEE 3alleMEHTHPOBAHA.
PecraBpaTopbl cOMAM 3TOT CAOW, IPHUBEAH B ITOPAAOK KAAAKY M OKpacHAH eé
MaTOBOI KPACKOH B IIBET KUPIINYA, TAK KAK Ha KHPITMYAX KAQAKH OBIA 3HAYHTEABHBINA
HAAET CA7KI ¥ KOITOTH, BBEBIITHXCS B IIOPUCTYIO IIOBEPXHOCTH KAQAKU B TOABI BOMHHI,
KOTAQ KAMHUH ITBITAAMCH PACTOIINTD IPAMO B 32A€, UTO HE OBIAO IIPEAYCMOTPEHO, TaK
KaK BCE KAMHUHBI BTOPOTO 3TaKa OBIAW YHCTO ACKOPATHUBHBIMU, 2 TEIIABIH BO3AYX
paHee IIOAABAACA B IIOMEIICHHS YEPE3 BO3AYXOBOABI C IIEPBOTO 9TaiKa, TAE
HAXOAUAWCH U TOTIMAUCH TICYM.

HemaAo XAOTIOT AOCTABUAM PACUMCTKA U OKPACKA KYIIOA2, (DPU32 H CTEH 9TOTO
romertenus, Ho pecraspatopsl H.IT. bypaosa, FO.IT. Tumodeesa, O.A. Koprukos,
B.B. Aaexkcanapos, B.b. Msacuukos, O.A. Mypames, P.A. Boesoaos, H.IO.
bapangees, K.I'. Maxapos, H.B. Maszyp, K.K. IBanos, B.A. Hosukxos, E.A. Kaitnos
n H.M. ®ommaépa CripaBUANCh U C 9TOH 3aAa9€H.

Kabunererr — HEOOABIION IIO IAOIIAAM U CKPOMHBIM IIO OTACAKE IIO
CPAaBHEHHIO C APYTHMH HHTEPbEPAMH IIABUABOHA 3aA OBIA 3AKAIOYHTEABHEIM B
CIIICKE 3aA0B BTOPOIO 3TaXa.

HeckoAbko BUAOB pabOT OBIAK BBIIIOAHEHBI: PACYUCTKA ITAAPOHA OT HO3AHHUX

OKpPaCOK, pecTraBpanus U YKPCIIACHHC I'HIICOBOIO ACKOpa HAaCbOHa, pecraBpanm
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KAMMHA, IIAPKETa, ABEPEH U OKOH, A TAK/KE IIITYKATYPHBIE paOOTHI, OKpacka mAadoHa
1 CTEH 32A2 YTBEPKACHHBIMH KOAEPAMU MACASHOM MATOBOM KPaCKOII.

DTa MHOTOTPYAHAS pabOTA IO PECTABPALIMU ITOAAMHHBIX HHTEPhepOB X VIII
BEKa IIOAHOCTBIO ObIAa ycrremrHo 3aBepireHa B aBrycre 2013 roaa Oaaropaps
CTAPAHHUAM U MACTEPCTBY BCEX YIACTHHKOB IIPOIIECCA.

Coycras  roa, B 2014 roay, pabora KOAAGKTHBA — PECTaBPATOPOB
«JapckoceAbCKOIT ~ AHTAPHOM  MACTEPCKOM»  IOAYYHAQ  BBICOKYIO  OIICHKY
€BPOIIEHCKOrO COODIIECTBA 32 COXPAHECHHUE KYABTYPHOIO HacAeaus Poccum.

Hamr koAAekTHB ITOAYYHA 3acAyKeHHYIO HarpaAy: Meaaab BEUROPA-
NOSTRO. AWARD. DT1o 06b1Aa BTOpas HAarpaAa PYCCKHX PECTABPATOPOB 32 BCE

BpEMs CYIIECTBOBAHUA 3TOM MEKAYHAPOAHOU OPTraHU3AIIH.

3akaroueHue

B tBOpuectBe Yapasa Kamepona, cospanusii nm ancam6Ab B [lapckom Ceae:
«XoAoaHOM Oanm» u «KameporoBoit raaepem», ITanayca n Bucagero caaa, a Taxxke
DOpelAMHCKOTO CaAa, CTaA IIPUMEPOM TOTO, KAK HMHO3CMHBIM TaAAHTAHBBII
APXUTEKTOP CYMEA BOITAOTHTD KEAAHIE 3aKa3YHITBI TAKOTO BEICOKOTO PAHTA, KAKIM
obAapana Exarepuna Beamkad, m ocymecTBuA e€ MEUTY Tak, KAK OHA 3TOIO XOTEAA.
M Bcé 21O TpM TOM, YTO HE BCEM €rO IIPOEKTAM YAAAOCH ITOABUTHCA HAa CBET IO
Pa3HBIM OOBEKTHBHBIM ITPHYIHAM.

KamepoH cBOMM TBOpEHHEM CO3AAA 3AMEUATEABHBIM OOPA3EIl KAACCHYIECKOM
APXUTEKTYPHl HA PYCCKOH ITOYBE, IIPUMEHHA paHEEe HE MCIOAB30BAHHBIC MECTHBIE
MaTEPHAABL, KaK AAfl CTPOUTEABCTBA, TAK U AAl BHYTPEHHEH OTACAKH ITOMEITICHIH.

On mnokasan ceOf MHOTOIPAaHHBIM TAAQHTAUBBIM TBOPIIOM, KOTOPOMY
ITOABAACTHO MHOTOE. EMY YyA2AOCH CO3A2Th FAPMOHUYHBIN ITO CBOEH CYTH aHCAMOAD
APXUTEKTYPHBIX COOPYMKEHHI, yBA3ATh €rO0 C OKPYAKAIOIIUM AaHAIMA(DTOM U
peAbedpOM MECTHOCTH, CBA3ATh C APYTHMH pPaHEE CO3AAHHBIMU IIPOH3BEACHHUAMMU
APYTHX apXHTEKTOPOB, HE YMAAfAA MX 3HAYCHHUA U HE BO3BBIIIAACH OAHOBPEMEHHO
HAA HUMH, I CACAATD BCE 9TO MACTEPCKH, OAECTAIIIE.

EMy yAaAOCDH B IIOAHOM Mepe CO3AATh MHHUATIOPHYIO (POPMY apXUTEKTYPHOIO
COOPYKEHHUA, aHCAMOAS, HCIIOAB3YSl OOIaTEHINHH MCTOPHUYECKUH MaTepHaA
MHUPOBOU KyABTYPBI, HAKOIIACHHBIM UM 32 TOABI 3apHCOBOK Ha pacKomkax B Prme.
On 0600ImMHA U KOPPEKTHO CTHAH30BAA 9TOT MATEPHAA, YEM U 3ACAYKHA IIO IIPABY
M BEIAAFOITIETOCH PYCCKOTO apXUTEKTOPA.

O KamepoHe MOKHO IPOYHTATH TEHEPh B PA3HBIX KHHUIAX, HO, YBHAEB €TI0
TBOPEHHE HAaABY, MOXXHO TOABKO BOCXHITIATBCA M HACAAKAATBCA PYKOTBOPHOM

KpaCOTOfI, OCyIICCTBUTDH KOTOpy}O €My IIOMOTAH COTHH MAaAOM3BCCTHBIX MAIT BOBCC
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HEHU3BECTHBIX HAM PYCCKUAX KPEITOCTHBIX MACTEPOB PA3HBIX CIEINAABHOCTEH. DTO —
HAIIIE BEAHMKOE HACACAHE, KOTOPOE HEOOXOAUMO O€pedb U XPaHUTb AAA
ITOCACAYIOIINX IIOKOACHUN KaK OOPA3EIl TPYAOAFOOHUA PYCCKUX MACTEPOB U KPACOTEI
IIPUPOAHBIX OOraTcTB Ypara um AATas B BHAE IIOACAOYHOro Kamusf: KaakaHCKOM,
KymkyAbAmHCKOH, Y Pa3OBCKOM AITIM.

OTAeAKa HHTEPBEPOB BTOPOTO 3Ta’Ka MPUPOAHEIM KAMHEM, €€ KOHCEPBAIIHA 1
pecTaBpanus, IPOBEACHHAA HPO(ECCHOHAABHO IO CIEIHAABHO COCTABACHHBIM
HHAUBUAYAABHBIM METOAHKAM, MOKET OBITh IIOAE3HA PECTaBPaTOPaM MHPOBOTO
coOOIIecTBa, 3aHUMAIOIIUXCH OTACAKOI mpomsBeacHuit AlIM  marypaspHBIM

KaMHEM U UX PECTaBpaIluei.

Crmucok uCTOUHUKOB HH(POPMAITUN:

Bopornos, M.I'., Xoaacesmua I'A. (1990). Awcarbse Kamepora 6 Llapexom Cee.
AeHUHIpAA.

Kazemsan, A.A. (1987). Yapass Kameporn. Aerunrpan.

Kamepon, Y. (1939). Tepmer pumaan, wx onucarue u usobpancerue 6emecme ¢
HEUCHDABACHHBIMY. U 00N0AHeHH IMY pecrnaspayuamu 1 lasaaduo, wemy npednocsinaenca
6600H0€ npeducosue, yKassiearouee 1a npupody Hacn10awuezo mpPyoa, a marice paccysnceriue
0 COCIIOAHUN  UCKYCCIIBO Ha NPOMANCEHUN  Dasaudnsix nepuodos Pumckod umnepun.
Mocxksa: M3a-Bo Beec. akaA. apXuTekTyphI.

Aancape, H.IL, I'oaaepOax, O., Taserroposckuii, B., Aykomckmit I'., CreOnmkmii,
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ITpuaoxenus

VAA. 1. CeBepHbrii 1 3amaaHbIT Pacasbt Haa. 2. Bua Ha «X0OAOAHYIO OaHIO» CO
ITABHABOHA «XOAOAHAA OAHM CO CKYABIITYPOIT croponbr PPeifAMHCKOTO caaa
B HUIIIAX HA BTOPOM 3TaiKe.

Haa. 3. FOxubIi dacas «XOAOAHOI OaHI» CO Haa. 4. Apognsie IIPOEMBI 1 CBOABI TIOA
CTOPOHBI Bucsadero casa Bucsunm capom
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Naa. 5. Kameporosa raaepest. FOuxmsriit pacan  Maa. 6. Aecranma «KamepoHOBOI rasepem»
co ckyapntypamu I'epkyaeca u @ropwr

Hana. 7. Broctsl MbIcATTEAET 11 Han. 8. 3naame KamepoHOBOI raAeper co CTOPOHEI
drrocodos ApeBHOCTH HA D peHAMHCKOIO CaAHKA
OTKPBITOM rasepee
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Haa. 9. Becrubroab — pazaeBaska

Maa. 10-11. Bagaas komHATA C KAMIHOM
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Annotation:

Memorial monuments are a kind of art that follows its canons and forms, having its own ways of
artistic plastic expression. It is tombstones that form the aesthetic appeal of necropolises. This
article describes the issues of attribution, conservation and restoration of the memorial monument
to Alexander Goryainov (1795-1813) in the Necropolis of the 18th century Alexander Nevsky
Lavra. Each sculpture is a unique source of information about a bygone era, often without
analogues, and at the same time — an integral part of our present, forming the modern appearance
of urban space and its aesthetic appeal. Conservation and restoration of outdoor sculptures is one
of the main tasks of preserving the cultural heritage of St Petersburg. The author concludes that it
is not yet possible to stop the further destruction of the stone and the only thing that is possible is
to try to slow down its destruction.
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KoncepBamua i pecraBparnysa MEMOPUAABHOTO ITaMATHHKA A.A.
I'opaitaoBy (1795-1813 rr.) B Hexpomoae XVIII B. Aaekcanapo-
Hesckoit AaBpsr

Annomayus:

MemopuraAbHBIE TAMATHUKI IIPEACTABAIOT COOOH BHA HCKYCCTBA, CACAYFOIITHE CBOUM KaHOHAM U
dopmam, HMEOIHUIT CBOH CIOCOOBI XYAOMKECTBEHHOIO IIAACTHYECKOIrO BhIpaxkeHHA. VImenHO
HAATPOOHBIE IIAMATHUKNA (POPMUPYIOT 3CTETUYECKYIO IIPHBACKATEABHOCTh HEKPOITOAEH. AaHHas
CTAThfl OIIMCBIBAET BOIIPOCHL ATPHOYIIMM, KOHCEPBAIIMH U PECTABPAIUU MEMOPHAABHOIO
mamATHuKa ['opainoBy Aaekcanapy Aaekceepmay (1795-1813 rr.) B Hexpomoae XVIII
Anexcauapo-Hesckoit AaBpor. Kazkaas CKyAbIITypa — YHUKaABHBIH HCTOYHHUK HH(MOPMALIAU 00
VIIIEAIIIEH 3II0XE, 3a9aCTYIO HE MMEIOIIUII aHAAOIOB, U B TO K€ BPEMA — HEOTBEMACMAA IaCTb
HAIIIEIO HACTOAIIEro, (DOPMHUPYIOIIAA COBPEMEHHBII OOAHK TOPOACKOIO IIPOCTPAHCTBA M €rO
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3CTETUYECKYIO ITPUBAEKATEABHOCTD. KOHCepBarua u pecTaBpanusa CKYABITYPEL, 9KCIIOHHPYEMOI
HA OTKPBITOM BO3AYXE — OAHA U3 IAABHBIX 3aA29 COXPAHEHHUA KyABTYpHOro HacAeana CaHKT-
ITerepOypra. ABTOp A€AQET 3AKAFOYEHHE, YTO OCTAHOBUTH AAABHEHIIIEE PA3PYIIICHIE KAMHSA IIOKA
HE IIPEACTABASETCHA BO3MOKHBIM M CAHMHCTBEHHOE, YTO BO3MOKHO ITOCTAPATBCHA 3aAMEAAUTDH €rO

paspyIIeHHe.

Koarwueswvie crosa:
pecraBpanns CKYABIITYPBI, KOHCEpBaIuf, HEKPOIOAb, AaexkcaHApo-Hesckas Aaspa, Cankr-

[TerepOypr.

BBeaenue

MemopraAbHBIE HAMATHHKHA — IIPEACTAaBASIOT  COOOII  BHA  HCKYCCTBa,
CAGAYIOIIINHM  CBOMM KaHOHAM ©  (pOpMaM, HMEIOIIUN CBOH  CIIOCOOBI
XYAOKECTBEHHOTO IIAACTHYECKOrO BbIpakeHHA. VIMEHHO HaArpOOHBIE HAMATHUKA
OPMUPYIOT 3CTETUYIECKYIO IPUBAEKATEABHOCTD HEKPOIIOACH.

MemOpHaABHBI HAaMATHHK — 3TO HE TOABKO MATEPHAABHBIM IIPEAMET
HCTOPUYECKON  II€HHOCTH, IIPEACTABAIOIINNM COOOH  IIEHHBII  HCTOYHHK
nHQOPMAITUH, OYEHb YaCTO HEAOCTATOYHO H3ydeHHBIH. HaArpoOHBIN mamATHHK
HeceT B cebe CBEACHHA O BKYCAX M HACTPOCHHAX SIOXH, O 3aKAa3UMKE, O CAMOM
ITOrPEOEHHOM, 4 TaKKE O CKYABITOPE (€CAM CKYABIITOP H3BECTEH), CO3AABIIIEM
ITAMATHUK.

OcHOBHAA CAOKHOCTH PabOOTEI C MEMOPHAABHBIMU ITAMATHHKAMU COCTOHUT B
TOM, 9TO HAXOAATCA OHU HA OTKPBITOM BO3AYXE, UTO HETATUBHO CKA3BIBAETCA HA UX
cocrosann. Ha HaArpoOHBIE IAMATHUKHI BO3ACHCTBYET IIEABIH PAA (PAKTOPOB:
TEMIIEpaTypHbIe KOAeOaHWsA, mIpakrmdecku mnocrosuHas AAf Cabkr-IlerepOypra
BBICOKAsAd BAQKHOCTB, a Takike armMocdepHble 3arpsasHeHusd. [IbiAb, pasamambie
pEeareHThl, MHKPOOPIAaHHU3MBI BMECT€ C BAArOM IIPOHHKAIOT BIAYOb KaMEHHOMN
ITOBEPXHOCTH.

Muorue mamATHUKH, (QOPMUPYIOIINE OOAUK HEKPOIIOAEH IIOA OTKPBITBIM
HEeOOM, HE UMEIOT aHAAOTOB M KOIIMH. Takie HaMATHUKH HAXOAATCHA B aBAPHIHOM
cocTOsIHMM, UM TpeOyercs peryadpHas pecraBparmuda. [loaxoa x pabore ¢
HAATPOOHBIMU HAMATHHUKAMH AOAKEH OBITh KOMIIAGKCHBIM M BKAIOYATb B CEOS HE
TOABKO Pa3pabOTKy METOAUK PECTABPAIIMOHHOTO BMEIIIATEABCTBA, HO U IIPOBEACHHE

I/ICTOPI/I‘I€CKI/IX 1 ICKYCCTBOBCAYCCKUX I/ICCACAOBaHI/Ifl.
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VsygeHue HCTOPUYECKHX KAAAOHII M MEMOPHAABHBIX ITAMATHHKOB BEACTCA
AOCTaTOYHO AABHO, U AQHHOE HCCAEGAOBAHUE OIHPAETCA HA HHAOPMAIIUIO U3
HI/I}KCYKQ.BaHHbIX pr,AOB.

B xaure FO.M. ITuprorko u A.B. Kobak «Mcropnaeckue kaapburra CaHkr-
[TerepOypra» pacckassBaerca o0 ucropun kaaabuin 1. Camkr-IlerepOypra xak
CYIIECTBYIOIIHX, TAK U PA3PYIICHHBIX.

B 1pyae «Pycckas memopmasapHas ckyabmtypay B.B. Epmonckorn, I'A.
Herynaxunotn, T.P. IlomoBoii coOpaH ¥ H3y4eH MaTepHaA O PYCCKOM
XYAOKECTBEHHOM HAATPOOUH, B TOM 4HCAE U B mepruoA kouIa X VIII — magasa XIX
BEKOB Ha IIPUMEPE HAMATHUKOB HeKporroAasd AaekcaHapo-Hesckoit AaBpsr.

B pa6ore Axknmosa [T.A. «Pycckoe Haarpooue X VIII — mepsoii moaoBuasr XIX
BEKA: HAES JKU3HH M CMEPTH B IIAACTHYECKOM BOIIAOIIEHHH U 3rnTAdUm»
IIpeACTaBACHA HHAOPMAIIHUA 00 HCKYCCTBE MEMOPHUAABHON CKYABIITYPBI I MACCOBBIX
HaArpoOmnit. Takke AaHA HCYepHBIBAIOMIAA HH(MOPMALIHA O AHTEPATYPHOM KaHPE
«orITaUA, COIYTCTBYIOIIEM 3THM IIOIPEOCHUAM.

B tpyae O.P. ®peitmana «I Taxu 3a 185 aer: bmorpaduu u mopTpeTsl OBIBIIIIX
maxed ¢ 1711 mo 1896 r.» mpeACTaBAGHEI CBEACHHSA IIO TOAAM 00O BCEX IIaKaX,
IIOCTYIIUBIIINX HA CAYKOY KO ABOPY B VKa3aHHBIN B HA3BAHHU IIEPHOA. B momckax
ceeacHHIT 0 A.A. ['opAfiHOBE 3TOT TPYA OBIA IIEPBBIM.

B caoBape C.B. Boakosa «Brrciiee ynnoBHndaectsBo Poccuiickoit nMIrepum»
IIPEACTABACH CITMCOK POCCHIICKOTO BBICIIIETO YMHOBHUYECTBA ¢ Hadara X VIII Beka
A0 1917 ropa. Mindopmariua n3 AaHHOTO TpyAa OBIAA HCIIOAB30BAHA AAfA ITOHMCKA
OCHOBHBIX AaHHBIX O A.A. ['opsiiHOBE, €r0 BO3MOKHBIX POACTBEHHHKAX.

«PecraBpanma  ckyAbIrrypel m3  KamHA:  Mertoamdeckue ykazamma»  A.C.
AnrtonsHa u «OCHOBBI IIPAKTHYECKON KOHCEPBAIIMH ITaMATHUKOB u3 kamum C.b.
Turopira, A.FO. BaacoBa mpeacTaBAfIOT COOOM METOAMYECKHE PEKOMEHAAIIIN
XYAOKHHKAM-PECTABPATOPAM, HCKYCCTBOBEAAM M MY3EHHBIM XPAHHUTEAAM IIPH
pabore ¢ IMAMATHUKAMU U3 KAMHA.

Ocnosonoaararoruii TpyA Huxkmrura M.K., Meapnuxosoit E.IT. «Xumnd B
pecTaBparum» ABASCTCA OOOOIIEHIEM OITBITA IIPUMEHEHUA PA3ATYHBIX XHMIYIECKIX
MATE€PHUAAOB B IIPAKTUKE PECTABPAIINN IIAMATHUKOB HCTOPHUU, KYABTYPBI I My3€HHBIX
5KCIIOHATOB. B rAaBe, MOCBAINIEHHOM pecTaBpallny IPEAMETOB U3 KAMHS, IIPHBEACHEI
IIPAKTUYECKHE COBETHI IO KOHCEPBAIIMHU U PECTABPAITUH, 2 TAK/KE PEIIEIITH COCTABOB

AASL YAAACHHA 3ar p}ISHCHI/IfI , pr CIIACHUA CTPYKTypr KaMH4, I I/I,A,pO(pO6I/ISaHI/II/I .
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B  xkmmre «llamaraomkm wmyserimeix  Hekpomoaenr — Cankr-IlerepOypra:
OBITOBAHHE, MATEPHUAABL, AHMATHOCTHKA coxpanHoctm» E.B. AbGaxymona, A.A.
Baacosa, A.FO. Baacosa, H.H. Edpemosoii, B.M. Keayaesoit, M.C. 3eacHCKOI,
O.B. ®pank-Kamenerkoii 0OOOIIEHBI PE3YABTATEI MHOTOAETHEIO MACIITAOHOTO
MOHHTOPHHIA COCTOAHHUA HamMATHHKOB Hekpomoaenn l'ocyaapcrBenHOro myses
TOPOACKOH CKYABIITYPBI M OKPYKAFOIIEH CPEABI (BO3AYX, IIOUBA, PACTUTEABHOCTE). B
MOHI/ITOPI/IHFC HpI/IHI/IMaAI/I y‘laCTI/IC MYSCﬂHbIC COTPYAHI/IKI/I, yqéHbIC CaHKT—
[Terepbypra, cryaeuter u acumpantsr CIIOIY m PITIV mm. AM. I'eprmena. Ha
OCHOBE  IIOAVICHHBIX  PE3YABTATOB  IIPEAAOKEHA  CTPATETHA  COXPAHCHUA
XYAOKECTBEHHOTO KAMHS U IIPAKTHICCKIE PEKOMEHAALIIH.

[leapro mccaepOBaHUA OBIAA KOHCEPBALIUA U PECTABPAIIUA MEMOPHAABHOTO
mamaTHuKa [ opaiiHoBy AaekcaHApPy AaekceeBmuay (1795-1813 rr.) B Hexpomoae
XVIII Beka Aaexcauapo-Hesckoit AaBper.

3 rmoctaBAGHHOU 1eAn OBIAM CPOPMYAUPOBAHBI 3aAQYH:

®  IIPEACTABUTH aTPpHOyHHIO HaArpoOHoro mamAtHnka A.A. Lopsaitaosy (1795-
1813 rr.);

®  YIOYHHTH OHOTPAPHUIECKYIO CIIPABKY IIOIPEOEHHOIO;

®  OIPEACAUTH METOAMKY KOHCEPBALMH M PECTABPAIUMM ITAMATHHUKA M3 KAMHS,

HaAXOAAIITUXCA HA OTKprTOM BO3AYXE;

L4 HPOBCCTI/I KOHCCpBaHI/IOHHI)IC nu pCCTaBpaHI/IOHHbIC pa6OTbI MEMOPHAABHOIO

ITaMATHHKA.

1. Mcropusa npeameTa pecraBpamuu

[TaMATHHK, KOTOPOMY IIOCBAIIIEHO AAHHOE HCCAGAOBAHHE, OBIA CO3AAH AAA
MOTHABI ~maka AAekcaHApa  Aaekceeumua lopsaitmosa  (1795-1813  r1r.),
pacoroxennon B Hexporoae XVIII Beka — HMCTOPHYECKOM KAQAOHIIE IIPH
MOHACTBIPCKOM KoMITAekce AAekcaHApo-Hesckoit Aaspsr 1. Canxr-IlerepOypra
(maa. 1-2).  Ha aagmeni moment Hekpomoas XVIII Beka ABAAETCA YACTBIO
I'ocyaapcrBerHHOrO Mysesi ropoACKon CKyAbIITypsl. Ilam Aasekcanap lopsitHoB
nponcxoaua u3 cembu lopsitHoBa Aaekces Aaexceesuua (1752/54-1826 rr.),
ABopsanHa Spocaasckont ryoepunn (Boakos, 20106), cAyxuBIIEro mpeacesaTeremM
SpocaaBckoil maAaTel cyaa m pacrapasbl, a ¢ 1798 roaa — Spocaasckum Buite-
ryoepaaropom. CIIycTs ABa TOAQ IIOAYYHA AOAKHOCTB IyoepHatopa Boaorasr u
TPYAHACA Ha 3TOM HOCTy BHAOTH AO 1806 roaa. Cympyroii ero 6siaa Marpena

MpanoBua Maawrunaa (1763-1838 1r.), ¢ KOTOpOHl y HHX OBIA CYACTAWBBIN
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MHOTOAETHEII OpaK, CPEAU KOTOPBIX ObIA U CbIH AAekcaHAP 1795 roaa pomxaeHns.
B tpyae O.P. ®perimana cpean maxent 1812 roaa ects kpaTkad cpaska: «['opsAsuHOB,
AnexcaHAp AAekceeBud, — B mpanopruku [ perasepckoro rpada Apakdeena IIOAKa,
A.ct.coB., Kameprep Apopa E.M.B.y (®petiman, 1894-1897). Ilo cBeaeHmAM wus
apxuBa ['ocyAapcTBEHHOIO My3esl FOPOACKOI CKYABIITYPHBI, IAMATHUK ITOIPEOCHHUIO
maxka ObIA coopyxeH HemsBeCcTHBIM Mactepom B 1810-1820-x roaax. Bmerrme
IIPEACTABASIET COOOH YCEYCHHYIO KOAOHHY Ha IIPAMOYTOABHOM IIOCTAMEHTE,
YVBEHYAHHYIO CBETHABPHHUKOM. [[OKOAB ITOCTAMEHTA COOPYKEH H3 H3BECTHAKOBBIX
IIAUT, CPEAHASA YacTh IIOCTAMEHTA N3 IIAUT OEAOTO Mpamopa, KapHH3 u 0as3a
KOAOHHBI H3BeCTHAKOBBIE. (CamMa KOAOHA M3 CEPOro, a CBETHABHUK H3 OEAOTO
MpaMopa, IAMATHUK OKPYKEH PEIIETKOH, TECHO IIPUMBIKAIOIIEH K ITAMATHHKY.

Ha mpamMOpHBIX AOCKaX IIOCTAMEHTA MBI MOYKEM BHACTH CACAYFOIIINE HAAIHICH
(maa. 3): «3aeck orpebeno teao aopa / Ero mueparopckoro Beanuecrsa maska
/ Anexcanapa Aaexkcanaposuda / Iapsitnosa / poanacs 1795 ropa Oxrst / 6ps 21
Aust ckorgaacs 1813 / roay doeBpans 22 aust / sxusub ero mpoaosxasacs 17 aers /
4 mecsama». 11 HAa APyroi AOCKe MOKHO BHACTH smuTaduio: «\IOOE3HBIH CHIHD
orpasa AHell Mmonxb / EaBa pacrBeas n ymupaers / A MaTh HeCcUacTHAs KUBETH /
Caesamu kameHb oMbiBaeTb / [ToKOS Ha 3eMA€e HE KACTDY.

B pecraBparimoHHOM 3aAaHHH OOBEKT OOO3HAYCH KAK «BA3a-CBETHABHHKY», 4
TAK/KE «YPHA» — OOBEKT HCKAFOYHUTEABHO IIPOCTHIX, reoMerpudeckux opm, Oe3
KAKAX-AHOO YKPAILICHHUI, €CAU HE CYHTATH YICPAHHOIO HABEPIIUA-IIAAMEHID. B
Hekporroasx AaekcaHApo-Hesckoii AaBper mpeacraBaeHO Ooraroe pasHOOOpasue
TAKUX Ba3 — CHUMBOAMYECKAX BMECTHAHIN Ireriaa. OHH MOTYT OBITH YKpAIICHBI
APAIIIPOBKAMH, AUCTBEHHBIMH THPAAHAAMH, BEHKAMH, C PyJ4KAMU HAU Oe3 HUX, B
HOINAX, HA IIbEACCTAAAX HAH HA IIAOCKOM IIAMHTE IPAMO Ha 3eMAe. Takike
KOMITOHECHTOM Ba3Bl HAU YPHBI MOKET OBITH CBETHABHHK, KAK B HAIIIEM CAYYAC.
OueHp YACTBIM 3aBEPILIAIOIINM SAEMEHTOM Ha IAMATHUKAX TAKOI'O THIIA MOXKHO
BUACTD (IIAAMA», IIPEACTABAAIOIIEE COOOM HEOOABIIYIO IIHUINKYy-Hapepraue. Kak
IIPABHAO, HABEPIIHE TAKOTO THIIA BBIIOAHEHO U3 MPaMOpa, HO MOMKET OBITh U
OTAHTO U3 METAAQ U IIO30AOYEHO.

[lepBas mAaHOBas pecTaBparus, O KOTOPOI COXpaHuAaCh nHMOpMaIHsi, ObIAA
npousseacHa B 1979-1980 roaax. CeeaeHnA 0 HEM MOKHO ITOAYYIHUTDH U3 APXUBHBIX
marepuaAoB ['ocyaapcTBEHHOroO Mysel TOPOACKOI CKYABIITYPBI — B 9aCTHOCTH, U3
IIAQHOBOTO 3aAaHHA K pecraBpanuu Haarpoomsa ot 1979 roaa. B xoae

peCTaBpaL[I/IOHHbIX pa60T HAMATHUK OBIA BI)IPOBHCH, HOBCpXHOCTHbIG SQFPHSHeHI/IH
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OBIAH YAAACHBL. Bepxusaf gacTp mamMATHHKA (OT Oa3bI KOAOHHBI AO Ba3bI-CBETHABHHKA
BKAIOYHTEABHO) OBIAA IIEpeOpaHa M COOpaHA Ha LIEHTPAABHBIH METAAAHYECKUN
kperex. Kpemex ycraHOBHAH, 3aAHB €r0 CBHHIIOM 11O BCEH BBICOTE KOAOHHBI, UTO
BIIOCACACTBHUU COCTABHAO OAHY H3 IIPOOAEGM AAfl IIPOBEACHHUSA ITOCACAYIOIIIUX
pecTaBpatHOHHBIX PabOT. TPEIIHBl U CKOABI OBIAH 3aMACTUKOBAHBI SIIOKCHAHON
CMOAOI, 2 MPaMOPHBIE AOCKH C HMEHEM IIOIPEOEHHOTO, AATAMU €ro KU3HH U
IIOCBATUTEABHON suuTadpuell OBIAM 3aMEHEHBI KOIHAMH, C ITOCACAVIOIIHIM
moMerrieauemM opuruHaroB B GoHA locyaapcrBeHHOro Myses  TOPOACKOM
CKYABIITYPBL. B XOA€ IPOBEACHHA KOHCEPBAIIMOHHBIX U PECTABPAIIMOHHBIX PabOT
OBIAA OOHApPYMKEHA OIIMOKA, AOIYIIECHHAA MACTEPAMH IIPH CO3AAHUN KOIINH
MPAMOPHBIX AOCOK, a HMEHHO: HEBEPHO VKa3aHO OTYECTBO IIOTrPEOEHHOrO,

«AACKCAHAPOBIY» BMECTO «AACKCEEBHD.

2. CocroAaHUE IIPpEAMETA PECTABPAITNH
Haarpobue moctymmao B macTepckyro pecraBparmn  npeaveros Al
CIIoMIP 1 mosdps 2018 rosa. KoroHHa ¥ Ba3a-CBETHABHHK IIOCTYIIMAU B

CAEAYFOIIEM COCTOAHUA (HAA. 4-8):

®  OODBEKT CHABHO 3arpA3HEH;

¢  ma noAycdepe H HOKKE HAOAIOAAFOTCSA CAGABI OMOIIOPAKEHUI;
®  HaBEPIIHE-IIAAMA» OTCYTCTBYET;

® Ha HIKHEH IIOAOBHHE Ba3bl-CBETHABHHKA (B dopme I1moAycdeps)
HAOAFOAQFOTCH TAYOOKAs BEPTHKAABHAS TPEIINHA, ITOAHOCTBIO PACKOAOBIIIALA
1moAycepy M OTCAAMBAIOITHECA ITOTEMHEBIIIHE MACTHKOBKH N3 3TIOKCHAHOI

CMOABI;

L4 TPpEIMHbI Ha HOXKKC H IIOACTABKC.
ITocramenT Ha MecTe HOCTOSHHOM SKCIIO3MIMH HAXOAHMACA B CACAYIOIIIEM

cocroaanu (MAA. 9-10):
e  OOIIee 3arpA3HEHHUE U BHIBETPUBAHUE KAMHS;
®  ma AOCKe ¢ aumTaduell TPEeIuHa B A€BOM BEPXHEM YTAY;

L4 OTCAOCHHC CTaprX MAaCTHKOBOK.

3. PecraBparnuoHHbIE pabOTHI
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PabotTsl pasaeAnAn Ha ABA 9TAIIa: B MACTEPCKOM M HEIIOCPEACTBEHHO Ha MECTE
IIOCTOAHHOM 2KCIIo3unnu oobekra. B xoae pabor B MacTepCcKOil OBIAY BBIIIOAHEHBI
CAGAYFOIIIUIE ITTATH:

1. Cyxas ouncrka KaMHA OT AETKOYAAASIEMBIX 3aTIPA3HEHUI.

2. Pasbop xomcrpykimu. Ha aamrOM sTame HEOOXOAUMO OBIAO CHATH C
LIEHTPAABHOIO JKEAE3HOTO IIITHIPA HOKKY BA3bI-CBETUABHIKA U IIOCTABKY-ITAUHT IIOA
CBETHABHUK, KPEIIAIIYIOCA HEIIOCPEACTBEHHO K KOAOHHE. Bee AeTaam KOHCTpyKIIHH
Aep}KaAI/ICI) Ha L[CHTpaAI)HOM I_HTI)IPC, KaK HI/IpaMI/IAKa, HCKOTOPI)IC 6I)IAI/I COCAMHCHDBI
MEKAY COOOM OIIOKCHAHONW CMOAOH. B xoae pasbopa HEKOTOpBIE ACTAAH
PA3ACAMAUCH HA YACTH IIO YK€ HMEBIIHMCA TAYOOKHM TpermuHam (moAycdepa
CBETUABHIKA, HOJKKA Ba3bI-CBETUABHIKA, IIOACTABKA-IIAIHT IIOA Ba3y-CBETHABHUK).

3. VAaAeHHE BCEX BUAOB 3arpA3HEHHUI.

3.1 IlpoMEBIBKa BCEH ITOBEPXHOCTH BOAHBIM PaCTBOPOM. AASl 9TOTO 3TaI1a OBIAK
npuveneHsl Boaa n [IAB LLEM-3 BEIIINZONI, mérkn MATKOH M CPEeAHEH
CTEIIEHU KeCTKOCTH. [Iporecc IpOMBIBKE OBIA IIPOM3BEACH TPHIKABI, IIOKA BOAQ B
IIPOIIECCE HE CTaAa OCTAaBAThCA Ipo3padHOn. /KECTKOCTh IETOK ITOAOMpaAach B
3aBHCHMOCTH OT COCTOSIHHA AeTaAed oObekra. IToaycdepudeckyro Aetaab BBHAY
CAOAIIErOoCA M  KPOIIAIErocs  MaTepruara  IIPEABAPUTEABHO  IIOKPBIAHR
KaMHEYKPEITUTEAEM Ha OCHOBe a(pupa kpemueBor kucAotel KSE 300 H1” dupmbr
“Remmers” (B Tpm 3Tamma ¢ mHTEPBAAOM 15 MHHYT, MATKOH KHCTBIO). B mpormecce
BOAHOU YAAAEHUA 3aIPA3HEHHI HEKOTOPHIE ACTAAU, ACP/KAITHECA HA SITOKCHAHOM
CMOAE, OTACAHAUCH (JaCTh KOAOHHBI, HOKKA Ba3bBI-CBETHUABHHUKA ITAMHTA-
IIOACTaBKN).

3.2 VpaaneHHE YyCTOMYUBBIX OMO3arpA3HEHUIT METOAOM YCTAHOBKH KOMIIPECCOB
HA OCHOBE PacTBOpPa IEPEKUCH BOAOPOAa M ammuaka (mAA. 11-14). Creppa Obina
IIPOBEAEHA IIPOMBIBKA AETaA€H OOBEKTa C IIOMOIIBIO pactBopa ammuaka 25%,
repexncn BoAOpoAa 30% u BoAs! (B cootHOmrennu 1:1:2) u merox. ITocae orenkn
PE3YABTATOB OBIAO PEIIIEHO IIOCTABUTH KOMIIPECCHL, TAK KAK 3arPA3HEHUA IIPOHUKAT
B IIOBEPXHOCTb KaMHA AOCTATOYHO TAYOOKO. AAfA KOMIIpeCca HCIIOAB30BAAU
LICAAFOAO3HBII VTEIIAUTEAD (IICAAIOAO3HAS BaTa), H3MEABYCHHYIO TYAACTHYIO
OyMary M BBEIIECYIIOMAHYTBHIN pacTBOP. [ [0AyIHBIITYIOCHA IIYABITY HAKAGABIBAA CAOEM
TOAIIMHON IPUMEPHO 1 M, TAOTHO OOOpaYUBAAU CTPOUTEABHOMN ITAEHKOM. [Tocae
CHATHUA KOMIIPECCA AETAAU IIPOMBIBAAUCH YHUCTOH BOAOH M IIOCAE OLEHKU
PE3YABTATOB IIPUHUMAAOCH PEIIEHHE O HEOOXOAUMOCTH IIOBTOPA IIPOIIEAYPBL

BpeMH BbIAep)KKI/I " KOHI_ICHTPZU_II/IH paCTBopa HOA6I/IpaAI/ICb AAA KaH{AOﬁ ACTaAM
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MHAUBHAYAABHO, B 3aBUCHMOCTH OT HHTEHCHBHOCTH 3arpA3HEHHUN U CTCIICHU

COXPAaHHOCTH. Bpems BBIAGPKKH BapbHPOBAAOCH OT HECKOABKHX YacOB AO

HECKOABKHX AHEH, KOHIICHTPAIIUA PACTBOPA IIOBBIIIAAACH (B IIAOTH AO COCTaBa

ammvuak 25% u mepekncs Boaopoaa 30% B coorromennn 1:1).

4. VAaAeHHE METAAAMYECKOTO IITHIPA. YAAACHHE CAEAOB IIPEABIAYIIICH
pecraBparuu. K AaHHOMy 3TaIly CBETHABHUK yiKE IIOAHOCTBIO pa3oOpaH, Kpome
KOAOHHBI, I3 KOTOPOI Ha BCIO BBICOTY Ba3bI-CBETUABHHKA BBIAABAACHA LIEHTPAABHBIN
mrTelpb. CyAsl IO BHEIITHEMY OOAHKY, 9TOT METAAAHMYECKUAN IIPYT IIPOXOAUA CKBO3b
BCE KOAOHHY IIO IIEHTPY U OBIA 3aANT CBHHI[OM. DBIAM IIPEAIIPUHSATHI ITOIIBITKA
pasorpers CBHHEI[, HO 3TO OBIAO BO3MOMKHO CACAATH TOABKO HA HEOOABIIYIO
rAyOuHy. AAABPHEHINNE IIONBITKA H3BACYD IIPYT MOTAM IIPHBECTH K OOABIIIEMY
Pa3PYILICHUIO OOBEKTA, IIO3TOMY OBIAO IIPUHATO PEIICHIE CPE3aTh IIPYT BPOBEHB C
TOPIIOM KOAOHHSBI, IIP MOHTQKE ITAMATHHKA OOPAaOOTATH BBICTYIAIOIIHMI METAAA
AHTUKOPPO3HIHBIM COCTABOM — 39TOTO AOCTATOYHO AAfl IIPEAOTBPAILICHUSA
AAABHEHITIEH KOPPO3UU METAAAR, TAK IIPU MOHTAKE 3TOT YIACTOK TOPIIA IIOAHOCTHIO
IIEPEKPBIBACTCA HOAMI(MUPHBIM KACEM N IIOACTABKOI Ba3bI-CBCTUABHHKA. AAA
VAAACHUS IIPEABIAYIIIX MACTHKOBOI OBIAO IIPUMEHEHO ABA METOAA!

1)  pasorpeBanme crpouTeABHBIM (DEHOM H YAAACHHE PA3SMAIYEHHON SIIOKCUAHOM
CMOABI CTOMATOAOTHYECKHMH IMITATEAAMH. DTOT METOA OBIA HE CAHIIIKOM
apdeKTUBEH, ITOITOMY B AAABHEHIIIEM OT HETO OTKA3aANCE;

2)  yAaAGHHE CTapbIX MACTUKOBOK 9ACGKTPHYECKHM rpaBepom. Aafl  2TOrO
HCITOAB30BAAM MIHHATIOPHBIE PE3bI U YAAAAAH CTAPBIE MATEPHAABL B TBEPAOM
BHAC.

5. CrpyKkTypHOE YKPEIIACHHE KAMHSA. YKPEIIACHUE ACTAACH OOBEKTA IIPOU3BEAT
KaMHEYKPEITUTEAEM Ha OCHOBe apupa kpeMueBoil kucArotel KSE 300 H1” dupmbr
«Remmers» (B Tpu 3TaI1a ¢ MHTEPBAAOM 15 MUHYT, MATKOM KHCTBIO).

6. CkAelika pacKOAOTHIX (pparMeHTOB ImamATtHuKa (MAA. 15-17). Aad aamHOTO
aTara pabOThI OBIA HCIIOAB30BAH ITOAUA(UPHBIA IPO3PAUHBIH I'yCTOH KAeH Tenax
Solido Crystal n orBepaureap Tenax (ma 15 MA xaed mpumepHo 3-4 kamam
orBepAnTeAs). CKAEHKY IIPOBOAMAH B HECKOABKO sTanos (mo 1-2 ¢dpparmenra Ha
pasdmToI Aetaau 3a pas). OcraBIIHecs Ha IIOBEPXHOCTH TPEIUHBI MACTUKOBAAHCH
YK€ Ha CACAYIOIIIEM DTAIIE.

7. Boccospanue yrpat METOAOM MAaCTHKOBKH. AAS AAHHOTO 3Taria pabOTHI ObIA
HCIIOAB30BaH ITOAUI(UPHBIN IIPO3pAYHBIN TyCTON KAaeH Tenax Solido Crystal n

orBepAnTEAD lenax (Ha 15 MA kaes mpuMepHO 3-4 KalIAU OTBEPAUTEAR), MPAMOP
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moAroTeiit dpaknmii 0.2-0.5 mm m 1.0-1.5 mm, xpacuTeAn aKpHAOBBIE «OXpa» U
«a€pHBI. PPAKIIUIO MpaMOpa U KPACUTEAb IIOAOHPAAH B 3aBUCHMOCTH OT ACTAAH
00BEKTa, A€AASA IO HECKOABKY IIPOO. AASl MACTHKOBKI HM3TOTABAHBAAU MPAMOPHOE
PACCBIITIATOE KTECTO» B CACAYIOIIIEM IIOPAAKE:

1) aAobGaBaeHme B HOAMOI(UPHEIN KACH 3apaHEe IIOAOOPAHHOE KOAHMYECTBO

KPACHTEAS,

2)  AODaBAGHHE MPAMOPHOM MYKH HEOOXOAMMON (Ppakinmu AO PaCCHITIATOMN

KOHCHCTEHITUH;

3)  AODaBAGHHE B CMECh OTBEPAHTEAS.

MpaMOpHBIM «TECTOMY» OBIAM 3aMACTHKOBAHBI HEKOTOPBIC KPYIIHBIC TPEIIHHEL,
BOCCO3AAHA YACTb ITOBEPXHOCTH HOAYCEPHI CBETHUABHHKA, 3AIIOAHCHBI KPYITHBIC
TPEIIUHBI Ha KOAOHHE U ABA CKOAA Ha e€ HInkHeM Oopruke. [Tocae mpoussoanan
IIOAUPOBKY BOCCO3AAHHOIO yYaCTKA C IIOMOIIBIO HAKAAYHOM Oymaru pasHON
crerrenn abpasusHocT (0T P60 A0 P800), 110 BAAKHON HOBEPXHOCTH.

8. PecraBparmmonnsie paboTel Ha MecTe akcrosuruu (uaA. 18-19). Ha aarmom
srare OBIAO IIPOBEACHO YAAACHHE ITOBEPXHOCTHBIX 3ArPASHEHHI C ITOCTAMEHTA.
MpaMOpHBIE IIAUTHI TYAOBA OBIA OYUIIIEHEL B HECKOABKO 9TAIIOB C IIOMOIIBIO BOABI,
I'1AB ILEM-3 BELLLLINZONI n meTok pasHOH creneHH KECTKOCTH. CAEAYIOITIM
9TAIIOM OBIAA IIPOMBIBKA MPAMOPHBIX AOCOK COCTaBOM HA OCHOBE BOABI, AMMHAKA
25% mn mepexkmcu BoAopoaa 37% (coormomenme 1:1:1), ¢ mocaeayrommm
npombiBaHuEM BOAOH. Ha o0cobo cuapHBIE 3arpAsHeHHA OBIA IIOCTABACH
LIEAAFOAO3HBIH KOMIIPECC M3 BBIIICYIIOMAHYTOIO COCTaBa. AAfl  AOCTEIKCHHSA
OIITHMAABHOIO PE3YABTaTa OBIAO AOCTATOYHO OAHOH IIPOLEAYPHL VI3BecTHAKOBBIE
ACTAAU IIOCTAMEHTA OBIAM ITOKPBITBI AOCTATOYHO IIAOTHBIM CAOEM 3arpA3HCHMUIM
(CAOIT IO KOHCHUCTEHIIMH OBIA CXOK C 3aMA3KOH — 3TO OOYCAOBAEHO KOMIIAEKCHBIM
BO3ACIICTBHEM HA MAMATHUK: AHTPOIIOTCHHASA HATPY3KA, AaTMOC(EPHBIC 3aTrPA3HCHIA,
BBICOKASl BAQKHOCTb, PACIHOAOKCHHE ITAMATHHUKA B 30HE C ACPEBBAMM), TAKKE
MECTaAMH HADAFOAAACA CAOI Mxa. MOX M OCHOBHAf 9acTh CAOS 3arPA3HEHHUI OBIAU
CHATHI IIIIATEAEM, AAACE CACAOBAAA BOAHAS OYHCTKA ITOBEPXHOCTH C KECTKUMU
mérkaMu. CAEAYIOIINIM 3TaIIOM OBIAM OHOIIMAHAA 0OpabOTKa U THAPOdOOH3AIsA
ITOBEPXHOCTH.

9. VaareHne crapbx MAaCTUKOBOK Ha 6a3e KOAOHHBL YacTh cTapbIX MACTHUKOBOK
OTAEAHAUCH CAMU B IIPOLIECCE BOAHOM OYHCTKHU IIOBEPXHOCTH, YaCTh OBIAA YAAACHA
HEOOABIIIMM MEXAHUYECKHM YCHAUEM C IIOMOIIBIO CKaAbIIeAsl. MacTHKOBKH ObIAK

CO3AAHBI 3aHOBO (C YTOIIAEHHBIM KPaeM) U3 KAMHA3AMCHUTEAS TM «Pyuanm.
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10. Coopka cBEeTHABHHKA HA HOBBII CTEP/KEHb U3 KOMIIO3UTHOIO MATEPHAAA,
kaert Tenax Solido Crystal. MacTHKOBKA CTBIKOB MEKAY ACTAAAMH CMECBIO U3 MPaMoOpa
moAroTtoro dpaknuii 02.-0.5 mm 1 moamadpupuoro kaes Tenax Solido Crystal (maa.
20-21).

11. MonTa)k mHaMATHHKA HA MECT€ IIOCTOSHHOM JKCHO3ZHIIMH (HAA. 22).
MacTHKOBKA CTBIKOB MEXKAY ACTAAIMH CMECBPIO K3 MOAOTOIO MpamMopa ¢
roAndpupHOTO KAed. [TokpbITHE ITOBEPXHOCTH IAMATHUKA OHOIIMAHBIM COCTABOM

1 rEAPOPOOHU3ATOPOM.

4. Pe3yAbTaTHI

1. IlpeacraBaena arpuOyrmsa HaarpoOHOro mamsartauka A.A. Iopsaiaosy (1795-
1813 rr.). PaccmMOTpeHO  XYAOKECTBEHHOE BOIIAOIIECHHE MOHYMEHTA,
OCOOEHHOCTH €rO BHEIITHETO OOAHKA, IIPOCAEKEHO KYABTYPHO-HCTOPHIECKOE
BAUAHHE Ha ero OpMy H AEKOP, a TaKkKe 3SIHTA(UIO-IIOCBAIICHUE.
ITpuBeAcHBI aHAAOIHH PACCMATPUBAEMOMY IIOIPEOAABHOMY IIAMATHUKY B
Hexponoae XVIII exa. [TaMATHUK ABAAETCA TUITMIHBIM AASl BPEMEHH CBOETO
CO3AAHHUA OOPA3IIOM MEMOPHAABHOM CKYABIITYPBI, OTPAKA€T BKYC M 3CTETUKY
OAHOBPEMEHHO 3IOXH U KAACCHIIU3MA (CKYABIITYPHOE BOIIAOIIICHHE OOBEKTA),
1 pOMaHTH3MA (AMYHOCTHBIE IIEPEKUBAHIA B dInTapUm).

2. VcranoBaeHa Hamboaee BeposATHasd OubOAnmorpacdumdeckas crpaska AA.
I'opsaiiHoBa, ABAdromieroca oAHHUM u3 10 (o HEKOTOPBHIM HCTOYHHKAM — 12)
AETEH BOAOTOACKOTO ryoepHaropa AAekced M AAEKCEEBUYA U €ro CyIpPYrH
Marpensr MBanoBHE, ypoxaeHHON Maasruaoi. B mporecce nccaeaoBannsd
BEIIBAGHA AOIYIIICHHAS B XOAE IIPEABIAYIIHX PECTABPAIMOHHBIX PadbOT
OIMOKA B HMMEHH IIOIPEOEHHOro (HEBEPHO YKa3aHHOE OTYECTBO HA
BOCCO3AAHHOI HAATPOOHOW IIAHTE) — Ha IIAUTE ITOIPEOCHHBIN OOO3HAYEH KaK
l'opsiinoB AaekcaHApP AAEKCAHAPOBHHY.

3. C moMoIplO apXHBHBIX MaTepuaAoB Mysed TOPOACKOI CKYABIITYPEI OBIA
OCBEILIEH OSIIM30A IO IIPEABIAYIIEH pEeCcTaBpalluy IAMATHHKA. DeAM
IIEPEYUCACHBI IIPOBEACHHBIE PECTABPAIMOHHBIE MEPOIIPUATHUSA, PACCMOTPEHO
cocrosiHIe 00BbeKTa AO U HocAe pectaBparun 1979-1980 rr., kakue cAoKHOCTH
5TO CO3AAA0 AAfl COBPEMEHHOI PECTaBPAIIHIL.

4. OmnpeaeAcHA METOAMKA KOHCEPBAIIMHM M PECTABPAIIMU IAMATHHKA C YIE€TOM

OCODEHHOCTEN €ro XpaHCHI/IH Ha OTKprTOM BO3AYXE. PCCTaBpaHI/IOHHbIe
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MepoIpuATAA OA3UPOBAAUCH HA IIPUHATOIH B ocAeAHnEe 10 AT B HEKPOIIOAAX
TPEXCTYIIEHYATOH METOAHKE «OYHUILIEHUE-OHOIUA-THAPpOdOOH3ausm. berau
1mopoOpaner pecraBparmonusie MatepuaAsl (ITAB Aasf BoaHOro ouwmirenns,
COCTaB AAfl XUMHYECKOTO OYHIIICHUA U KOMIIPECCA, KACH U APYTHE MATCPUAABL
1 MHCTPYMEHTEHL). B x0A€e pabOTEI KOPPEKTHPOBAAUCH ACTAAH (KOAHYECTBO U
KOHLIEHTPAITUA COCTaBa AAfl KOMIIPECCOB, CIIOCOOBI VAAACHUA CTAPBIX
PECTaBPAITMOHHBIX MaTepruaAoB). KeAe3HBI HEHTPAABHBIA KPEIIEK OBIA
YACTUYHO YAAACH — YaCTh €O OCTAAACh B TYAOBE KOAOHHBL DTOT MOMEHT OBIA
OOTOBOPEH B PECTABPALIMOHHOM 3aAAHHH: YAAACHUE IIPYTa OBIAO KEAATEABHO,
HO B TOM CAyYae, €CAH 3TO HE IIOBACYET 34 COOOI pas3pyIlIeHUs TAMATHHUKA, 1
B AAHHOM CAYYa€ TAKONW BAPHAHT PasBUTHA COOBITHN MO HMETh MecTo. Bce
CTaAUH PEeCTaBPAIMOHHBIX pabor dorodurcuposBarucs u
AOKYMEHTHPOBAAHCE.

Breram mpoBeAeHEI Bce HEOOXOAMMBIE MEPOUPHUATHA ITO IPEAOTBPAIIEHHIO
AAABHEHTITNX Pa3pyIICHNH, AAHHBIE B PECTaBPAIIMOHHOM 3aAaHnd. | lamATHIK
AEMOHTHPOBAH, BEPXHAA YACTh (Ba3a-CBETHMABHHK) PECTaBPHPOBAAUCH B
YCAOBHAX AaDOPATOPHUH, ITOCTAMEHT — HEIOCPEACTBEHHO Ha MECTE CBOETO
SKCITOHUPOBAHMA. BEITOAHEHBI BCe CTAAHM 3aIIAAHHPOBAHHOIO ITPOIIECCa
ITOAOOPAHHBIMI ~ PECTABPAIIMOHHBIME MAaTEPHUAAAMHU: OUHIIIEHHE BOAHOE,
XHUMHYECKOE, YAAACHHE CTAPBIX MACTHKOBOK, BBIIIOAHEHHE HOBEIX, CKACHKA
dpparMeHTOB, BOCIOAHEHHE HEOOABIINX CKOAOB, O0OpabOTKa OHOIHAOM U
ruapogobmsaropoM. B nrore, 0OBbEKT BBIBEACH M3 aBAPUIHOTO COCTOSHUS,
AAABHEHINIE Pa3PYIIEHUsA KAMHA IIPHUOCTAHOBAEHBI, ITAMATHHUK IIPUBEACH B
SKCIIO3UIIMOHHBIA  BHA. AaHBI ~ PEKOMEHAAIIMM 110  AAABHEHIINM
IPOMUAAKTHIECKIM MEPOIIPHUATHAM.

Taxum 05]?430./\4, BCE 3a4BACHHBIC 3aAaYM AAHHOI'O MCCACAOBAaHIA BBIIIOAHCHDI.

CBeAeHHA H3 AQHHOM pPaOOTEI MOIYT OBITh IIPUMEHEHBI AAfl IIPOBEACHUSA

ITOCACAYIOIITHX pCCTaBpaI_II/IOHHI)IX pa60T, HpI/I COCTaBACHUIT SKCKprI/IOHHI)IX

rnporpamm 1o Hekpormoaro XVIII Beka, a Takke MOTYT IPEACTABAATE HHTEPEC AAA

CTYACHTOB, HpCHOAaBaTCACﬁ CpCAHI/IfI " BBICIITHMX y“'IC6HbIX SQBCACHHﬁ, a TAKKE AAA

BCEX I/IHTCPCCYI-OH_[I/IXCH I/ICTOpI/ICfI.

3akAroueHue

B zakarouenme crour CKa3aTb, YTO, K COAACHHIO, OCTAHOBUTD AaAbHCfIILICC

pQSPYLHeHI/IC KaMHA IIOK4a HC HPCACTaBAﬂeTCH BO3MOHBIM W CAHMHCTBCHHOC, YTO
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BO3MOYKHO CAEAATb AAf AAABHEHIIIEIO €ro COXPAHEGHHA — 3TO IIOCTAPATHCA
3AMEAAHTD €O pa3pylleHue. YIIOMAHYTAA B padOTE IPUMEHAEMAA TPEXCTYIICHIATAS
cucrema 0OpabOTKU KaMHA ACHCTBUTEABHO a(pdeKTHBHA, HO HanOoAce e€ AeHicTBHE
BEIPAKCHO B IIEPBBII I'OA IIOCAE IIPOBEACHHBIX PECTABPAIIMOHHBEIX MEPOIIPHUATHN
(bobup, 2019), a B AaAbHEHIIIEM OHOAECTPYKTOPBI CHOBA HAOHPAIOT CHAY. Y
OHMOLIMAHBIX COCTABOB U Y AQKE CAMBIX COBPEMEHHEBIX IHAPOGOOHU3ATOPOB CPOK
ACHCTBHA OTHOCHTEABHO KOPOTKUH. KOHEIHO, MHOrOE 3aBHCHT OT MHKPOKAIMATA,
B KOTOPOM HAXOAUTCS ITAMATHHK, OT KOHKPETHBIX OAKTEPHUIT U IPHOOB, ITOPA3UBIIIIX
IIOBEPXHOCTHh KAMHSA, HO OOIIYIO KapTHHY 9TO He MeHsfeT. KyApTypHBIE OOBEKTHI,
SKCIIOHHPYEMBIC HA OTKPBITOM BO3AYXE, HECYT OTPOMHYIO HATPY3KY, H OCOOYIO POAD
TYT HIPAET COCTOSHUE SKOAOTHHU. TpPaHCIOPT, HIPOU3BOACTBEHHBIE OOBEKTHI
CO3AQIOT ArPECCHBHYIO CpeAy, U «O0koAOo 80% oT oOImero 49mcaa IIaMATHHKOB
HYKAAFOTCA B HPUHATANA CPOYHBIX MEP II0 CIIACCHUIO OT pa3pylueHusd <...>»
(CuBoaarr, 2012). [TosToMy AAfl TTIOAAEPKAHUSA ITAMATHHUKA B YAOBAETBOPHUTEABHOM
COCTOAHNU HEOOXOAUM ITOCTOSHHBII MOHHTOPHHTI, €KETOAHBIC
IPO(PHUAAKTHYIECKIE MEPOIIPHUATHUSA 10 CHCTEME KOYHUIIIEHHE-00PA00TKA OHOITIAOM-
rupapododusanuay. «KadecTBEHHBIT yXOA U HAAACKAINAA OKCIIAYATAITHA —
HanOoAee d9PPEKTUBHBIN, CAUHCTBEHHO IMAAAIINIH METOA COXPAHEHUSA HACACAHUIL
CBoeBpeMeHHBIE ITPOPHUAAKTHIECKAE U KOHCEPBAIIMOHHEIE PAOOTBI YBEAUYIHBAIOT
CPOKH MEKPECTABPALIMOHHBIX IIEPHOAOB. B OIIpeA€ACHHOM CMBICAE KOHCEPBALIHA
(pa3AMYHEIC CIIOCOOBI 3AIMUTHI VA3BUMBIX KOHCTPYKIIHH, YaCT€ll COOPYKEHUA HU
AEKOP2) MOKET OBITH AABTEPHATHBON AOPOIOCTOAIIEH pecTaBparuu. Pecrapparius —
Mepa  BBIHY)KACHHAf,  9YPE3BBIYAMHAA, OHA  IIPEAYCMATPUBAECT  TIAYOOKOE
BMEIIIATEABCTBO B ITOAAMHHYIO TKAHb IIAMATHHKA, BAEYET 3a COOOM SAEMEHTEHI
BOCCO3AAHUA W YHOCHT YAaCTHUIy IIOAAMHHOCTH. BeHermanckas xaprus,
VIBEPAUBIIIAA MEKAYHAPOAHBIC IIPHHIINIIBI PECTABPALIHH, OTAAET IIPEAIIOYTCHUE
KOHCEPBAIIUH, 4 PECTaBpalnsa IIPOBOAUTCA B HCKAIOYHUTEABHBIX CAYYAAX, KOTAQ
Apyrue crrocoosr coxpanenus 0OeccuAbpHbD (IleTepOyprekas crparerns coxpaHeHUs
KyABTypHOTO HacAeAus, 2005).

Kak kaxpas Aeranp HOpMHPYET HEIOBTOPHMBIH 0OOpa3 KHUBOIIMCHOIO
IIOAOTHA, TaK U KAKAOE HAAIPOOHME ABAACTCA YHHUKAABHOM AETAABIO AaHAIIA(dTA
HCTOPUYECKAX KAAAOHII, popmupyromux ux ooauk. M coxpanenme kamaoro us
HUX — BaKHAA 3aAa4a. /\TIHOCTD IIOIPEOEHHOTO MOKET OBITH 3a0bITa, 2 BMECTE C HEH
— U MAaTe€pPHUAABHOE HAIIOMHHAHUE >KHUBBIM, MEMOPHAABHBIN ITAMATHHK, MOKET

OKa32ThCA TAKKE B 320BEHUMU. PCCTaBpaHI/IH I/I/I/IAI/I KOHCCpBaLII/IH aKTyaAI/ISI/IpyeT
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ITAMATHHUK KYABTYPHI, KTOYHEE TOBOPA, ABAACTCA CPEACTBOM aKTyaAmusarun. M B atom
CMBICAE AOAKHA PACCMATPHUBATLCA KaK OAUH M3 IYTEH PEAABHOTO OCYIIIECTBACHUSA
rporecca HacAeAOBaHHUA KyApType» (boOpos, 2004). [Tamare — 910 raaBHAsA TEMa
HAAIPOOUN, U 9TO TO, ITO HYKHO KUBBIM. COXpaHEHIE MEMOPHAABHOIO OOBEKTA (U
HE TOABKO MEMOPHAABHOTO) — 3TO HE TOABKO MCTOPHYECKHII MHTEPEC, HO U HEKasd
HPABCTBEHHAA IIOTPEOHOCTH oOmmecTBa. K cokaAeHHIO, yiKe AABHO Ha3PEAU
IIPOOAEMBI B OOAACTH BBIABACHHS, U3YICHUA H COXPAHCHHUA KYABTYPHBIX OOBEKTOB,
1 9TO CAEACTBHE HE TOABKO Pa300IIEHHOCTH ACUCTBUH TOCYAAPCTBEHHEIX CTPYKTYP,
HO U OTCTPaHEHUA OOIIECTBEHHOCTH OT IIPUHATHA PEIIICHUI B AAHHOIT cdpepe.
[IpoGaema  coXpaHEHHSA  XYAOKECTBEHHOIO  HACACAHA B oDaactu
MEMOPHAABHON CKYABITYPHI ABAAETCA OYEHDb BAXKHOW HAa CETOAHAIIIHHUN AECHB, TaK
KaK Ha AQHHBI MOMEHT OYEHb OOABIIIOE KOAHMYECTBO MOHYMEHTOB HY/KAAETCH B
CPOYHOM, a IIOCAE B PEIYAAPHON IIAAHOBOH pecraBparuu. I1oaxoa k paborte HaA
ITOIPEOCHUEM AOAKEH OBITh HHAUBHAYAABHBIM, KOMITACKCHBIM, H BKAIOYATH B CeOA
HE TOABKO pPa3pabOTKy METOAUK PECTAaBPAIlMOHHOIO BMEIIATEABCTBA U
PEKOMEHAAIIMI IIO AAABHEHIIIEMY COXPAHEHHUIO HAMATHHKA, HO H IIPOBEACHUE

HNCTOPHUICCKUX I UCKYCCTBOBCAYCCKUX I/ICCACAOBaHl/IfI.
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Hpuinoxenue

WaA. 1. TTorpebGaAbHBIIT TAMATHUK HA MOTHAC Wan. 2. ITorpebaAbHBIT TAMATHUK Ha
A.A. Topsitrosa (1795-1813 rr.). Ao moruae A.A. l'opsitaosa. Baza-cBeruabHUK
mocTyrAeHus B pecrasparuro. Hekporoas AO TIOCTYIIACHHSA B PECTABPAIIHIO
XVIII Beka

Maa. 3. Aocka ¢ sruracpueii. MeMOpHaAbHBIH TaMATHHK
ma moruAe AA. I'opaiinosa
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WAnA. 4. ®parmenT Haa. 5. @parmeHT MEMOPHAABHOTO IIaMATHHKA [ OpAIHOBY
MEMOPHAABHOTO ITAMATHHKA A.A. KoAOHHA U ITOACTABKA-TIAUHT OT Ba3bI-CBETHABHIKA.
Iopsaitnosy A.A. Koaonma. CocrofgHme Ha MOMEHT IIOCTYIIACHHSA B PECTABPAIIHIO.

CocrofgHme Ha MOMEHT
ITOCTYIIACHUSA B PECTABPAITHIO.

HAA. 6. PparmeHT MEMOPHAABHOTO ITAMATHHKA ALA. HAA. 7. ®parmMeHT MEMOPHAABHOTO
I'opsitnoBy. Bepxnsas yacTb Ba3bI-CBETHABHIKA. mamaTarka A A. T'opaiirosy. Huxaas
CocrosiHre Ha MOMEHT TIOCTYIIACHUA B PECTABPAITIIO 9aCTh Ba3bl-CBETHABHIKA B pOpME

roaycdepnl. CocrofHme Ha MOMEHT
HOCTYIIA€HHUSA B PECTABPAITUIO
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HAa. 8. PparmMeHT MEMOPHAABHOTO ITAMATHHKA Haa. 9. MemopuaabHOTO mmaMaTHUK ALA.

A.A. T'opsaiinoBy. @parMeHTH HIDKHEH 9aCTH I'opsiiaosy. [TanHT 1 6a3a KOAOHHSL
BA3BI-CBETHABHUKA — «HOXKKa» Basbl. CoCTOsHIE CocrosiHEe HA MOMEHT IIOCTYIIACHUS B
HAa MOMEHT IIOCTYIIACHUS B PECTABPALIIIO pecraBpannro

Haa. 10. Memopraapsoro nmaMarauk A A. Haa. 11. OparmenT mamaTamka A.A.
I'opaiirosy. O0I1He 3arpA3HEHNA TOBEPXHOCTH T'opsitnoBy. Bepxnsas gacTb BasbI-
ITOCTAMEHTA csetuAabHEKA. [Tocae yerpanenns

HOBCPXHO CTHBIX BQFPHSHCHI/Iﬂ
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Haa. 12. ®parmenT mavaTaRKA ALA. Maa. 13. ®parmenT mamaTanka A.A. lopaiiHosy.
I'opsitroBy. IIAHHT ITOA Ba3y-CBETHABHUK. Koaonmna. [Tocae ycrpaHeHHA TOBEPXHOCTHBIX
[Tocae ycTpaneHHA TOBEPXHOCTHBIX 3arpA3HEHUI ¥ CTAPBIX MACTHKOBOK
3arpA3SHEHUI

Haa. 14. ®parment mamarauka A.A. T'opaiinosy. YacTp BasbI-CBETHABHIKA B pOpME
roAycdepsr. [Tocae yerpaneHns MOBEpXHOCTHBIX 3arPA3HEHHH H CTAPBIX MACTHKOBOK
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Nan. 15. @parmenT mamaTanka A.A. Naa. 16. Pparment mamsatauka A.A. TopsitHoBy
I'opsitroBy [IAnHT-TIOACTaBKA ITOA Basy- Hoxxka Baser-ceernapunka. [Tocae ckaeriku
ceeTuABHEK. [Tocae ckaelikm

Waa. 17. ®parment mamarauka Lopsiaosy A.A. Koronna, Toper. ITocae yerpanenus caeaoB
CTAPBIX MACTHKOBOK, YaCTUIHOTO YAAACHHA IIEHTPAABHOTO KPEIleka M HaHECEHUA HOBOIO
MAaCTHKOBOYHOIO MaTEPHAA
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Naa. 18. @parvent mamsatanka A.A. [opaiinosy. [TanaT Wana. 19. Iamarank A.A.

ITOA 023011 KOAOHHEL [locAe yaaAeHHSA TOBEPXHOCTHBIX I'opsitrosy. [Tocae yaanerns
3arpA3HEHUI U YAAACHHA CTAPOTO MACTHKOBOYHOTO ITOBEPXHOCTHBIX 3aIPA3HEHUI C
MaTeprasa MPaMOPHBIX AOCOK 1 HIKHHX

CTYIIEHEH IIOCTaMEHTA

Naa. 20. @parment mamaranka A.A. lopaiinosy Baza-
ceeruAbHUK. PuHaspHBIT 9Tar padoTeL. [ToaroToBka K
cOOpKe Ba3bl HA KPEIIEK U3 KOMIIO3UTHOIO MAaTEPHAA2
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Wan. 21. ®parmenT mamsaTaHIKa ALA. Waa. 22. TTamaraux A.A. Iopsitrosy. ITocae
I'opsitrosy. Basa-cBeTmabHIK 11ocae 3aBCPIIICHUA BCEX KOHCECPBAMOHHEBIX 1
3aBEPIIICHNA BCEX 3TAIIOB PAOOTHI PeCTaBpaIlMOHHEIX paboT
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The 18 century St Petersburg Necropolis of the Alexander Nevsky Lavra is a repository of
information about thousands of names of statesmen, artists, military men, about the color of the
spiritual and political life of Russia. Saving all this information is an important and difficult task.
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The author describes the conservation measures carried out to preserve the 18th century memorial
tombstone. The material of the slab is Putilov limestone. The complexity of such events lies in the
fact that horizontally lying tombstones are an excellent springboard for various destructive
processes that affect the preservation of the monument’s material. The concept of conservation
works was aimed at deliberately emphasizing the places of restoration interventions and maximum
preservation of the historical material of the Maremyana Petrovna Nefedova’s tombstone.
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KoMmriaexkc KoHCEpBAaITMOHHBIX PAa0OT 110 COXPAHEHUIO HAATPOOHOM
nanTbl XVIII Beka n3 Hekponoaa Asexcasapo-Hesckoit AaBpel B

Cankr-IletrepOypre

Amnromayusa:

[TerepOyprexmit Hekpomoas XVIII Bexa Aaexcamapo-Hescko#t AaBpel — 3T0 XpaHHAHIIE
nHAOPMAIIUN O TBICAYAX UMEH IOCYAAPCTBEHHBIX ACATEACH, ACATEACH HCKYCCTBA, BOCHHBIX, O
LIBETE AYXOBHOI H moAnTHaeckoi xusHu Poccrun. CoxpaHuTh BCIO 3Ty HH(OPMAIIUIO ABASCTCA
BKHOI M HENpPOCTOH 3ajadeil. CAOMKHOCTD 3aKAIOYAETCA B PasHOOOpasuu U crenuduxe
aKTOPOB BAMAIOIIUX HAa COXPAHHOCTb IIAMATHHKOB. B cTarbe HIPEACTABAECHO OIIHMCAHUHU
IIPOBEACHHBIX KOHCEPBAITHOHHBIX MEPOIPHATHII 110 COXPAHEHUIO MEMOPHAABHON HAAIPOOHOM
mantel XVIID Bexa. Marepmaa mamrer — Ilyrmaosckmit msBecTHAK. CAOKHOCTD IIPOBEACHUSA
ITOAOOHBIX MEPOIIPHUATHH 3aKAIOYACTCA B TOM, YTO TOPU3OHTAABHO ACHKAIIIE HAAIPOOHBIE IIAUTEI
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ABAAIOTCA IIPEKPACHBIM IIAAIIAAPMOM AAfl IIPOTEKAHHUA PAasHOOOPA3HBIX IO CBOCH IIPHPOAE
ACCTPYKTUBHBIX IIPOIIECCOB, BAHUAIOIIUX HA COXPAHHOCTb MaTepHmaAa mamaATHuka. Konmerrms
KOHCEPBAITMOHHBIX ~ pabOT OBIAA  HAIIPaBAGHA HA  3aBEAOMOE  IIOAYEPKHBAHHE  MECT
PECTaBPAIIMOHHBIX BMEIIATEABCTB U MAKCHMAABHOIO COXPAHEHHA HCTOPHUYECKOTO MaTEpPHAAl
HaArpoOHOH AnTE Mapembsaner [lerposuer HedeaoBorii.

Koarouesvie crosa:
KOHCEPBALIHA HAATPOOHOM IIAUTHI, HEKPOIOAB, AaekcaHApo-Hesckas Aaspa, Canxr-IletepOypr.

BBeaenue

[TerepOypreknit Hexkpormoas XVIII Beka Aaexcanapo-Hesckoit AaBper — o910
XPaHUAHNIIE HHAPOPMAITUN O THICAYAX MMEH TOCYAAPCTBEHHBIX ACATEACH, ACATEACH
HCKYCCTBa, BOEHHBIX, O IIBETE€ AYXOBHOHM M IIOAHTHYECKOH xm3HH Poccum.
CoxpaHHTh BCIO 3Ty HMH(OPMALHIO ABAAETCA BAKHON M HEIPOCTOM 3aAAYEH.
CAOKHOCTD 3aKAFO9AETCA B pa3HOOOpasun u crernuduke akTopoB BAHAIOIINX HA
COXPAaHHOCTD ITAMATHHKOB.

OAHpM  ©3  BaKHEHIIUX  (PAKTOPOB, BAHAIOININX HAa  COXPAaHHOCTD
mMeMopuaAbHbIX maMaTHUKOB Hekpomoas XVIII Bexa Aaekcanapo-Hesckoit AaBper,
ABAAETCA ero mMecronoAoxkenue. Hexpomoas BxoanT B cocras I'ocyaapcrsenHOro
My3ed TOPOACKOI CKYABIITYPHI. CaMO HasBaHHE My3esl ITIOACKAa3BIBACT, YTO BAUACT HA
COXPAaHHOCTb €r0 3KCIIOHATOB. DOABIIHMHCTBO HAArpOOHMIT PACIIOAATAFOTCH ITOA
OTKpHITEIM HeOOM. CrerneHb BO3ACHCTBUA IPHUPOAHBIX (DAKTOPOB, B COUETAHHU C
AHTPOIIOTEHHOW CPEeAOIl, Ha MEMOpPHAABHBIE ITAMATHHKH OYeHb BeAmka. Kak
CAEACTBHE, B MATEPHAAAX TAMATHUKOB IIPOUCXOAAT PA3AHIHOTO POAA M3MEHEHUSA U
Aectpykruu. HaArpoOus HaXOAATCA B OKPYKEHUH OOABIIIOTO KOAHYECTBA ACPEBHEB.
Takxe BOAU3H IPOXOAUT CETh ABTOMOOHUABHBIX AOPOT C OKUBAEHHBIM ABH/KEHHEM
aBTOTPAHCIIOPTA. DOABIIIOE BAMAHHE HA MATEPHAABl IAMATHHUKOB HMEIOT U
IIOTOAHBIE YCAOBHA. MHOTOKpaTHBIE H3MEHEHHUSA TEMIIEPATYPHI OT MHHYCOBBIX K
ITAFOCOBBIM, ATMOC(EPHBIE OCAAKH B OCAAKH B BUAE BBIACACHUH A€PEBHEB.

Boaee moaBepiKEHBI BBIIIEIIEPEUNCACHHBIM —BAUAHUAM TIOPU3OHTAABHO
ITOAOKEHHBIE HAATPOOHBIE IIAUTHL. BCAEACTBHE CBOEro ITOAOKEHUA, HA HUX AEIrde
3AAEPIKUBAIOTCA CAKE-IIBIACBBIE 3arPA3SHEHUA, AOABIIIE OCTAETCA CMOAA ACPEBBEB U
aTMOC(pepHBIE OCAAKH, KOTOPBIE IIPOHUKAIOT B MATEPUAA, IIPUHOCA HEOOPATHMbIC
HM3MEHCHHHL.

Ha domne Bcero BBIIIIECKA3aHHOTO HY/KHO OTMETHTb HEMAAOBAKHYIO POAD
KAYECTBEHHOTO  YXOAa 32  OOBEKTAMH  KYABTYPHOIO  HACACAUA,  YITOOBI

MI/IHI/IMI/ISI/IPOBaTb pCCTaBpaL{I/IOHHbIe BMCIIIATEABCTBA B I/ICTOpI/I“ICCKI/IfI,
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IIOAAMHHBIA ~ MaTE€pPHAaA, HEOOXOAUMBI CHCTEMATHYECKHE IIPO(MHUAAKTIIECKHUE
MEPOIIPHUATUAA IO BBIABACHHIO U IIPEAOTBPAIICHHIO HEOOPATUMBIX IIPOLIECCOB,
IIPOUCXOAAIITHUX B MATEPHUAAE ITAMATHHKOB.

[leapro mpoekra OblAa KOHCEPBALIUA U PECTABPALHA  HAATPOOHOM
memopraabpHOI AuTH B Hekpormoae XVIII Bexa Aaekcarapo-Hesckott AaBper.

M3 mocTaBAEHHOM TTEAT OBIAT cpOpMYAHPOBAHEI 3aAQYH:

®  IIPOAHAAU3HPOBATH BO3ZMOKHOCTU COXPAHEHNA MEMOPHAABHBIX ITAMATHIKOB B
AHTPOIIOTEHHOM CPEAE;

®  IIPOBECTH KOMIIACKC KOHCEPBAIIMOHHBIX Pa0OT IO BOCCO3AAHHIO HAAIPOOHOI
manter M.IT. Hedéaosoit B Hekpormoae XVIII Beka Aaexcanapo-Hesckoit
AaBpsL
OOBEKTOM HCCAEAOBAHUA ObIAA HAAIPOOHAA IIAHTA KAK HAMATHHK AAA

Hedéaosoit M. I1. B Hekporroae XVIII Beka Aaexcanapo-Hesckoit AaBpsr.

1. Onucanue o6beKTa

Mornaa HedeaoBoit Mapembsusr [lerpoBrer, A0 3amyzxectBa CEIpEHKOBOH,
PACIIOAOKEHA B CEMEHHOM cKAerre (MAA. 1). B HEM ke morpebGensr u €€ poAnTeAN:
[TpackoBpsas ®epoposra CripenkoBa (mas. 2) um Ilérp BacumaveBuua CrrpeHKOB.
CeMEHHBII CKAEI IIPEACTABAAET COOOM MACCHBHBIM CTyIEHYATHIH mocrameHT. Ha
BEPIIIMHE ITOCTAMEHTA YCTAHOBAEHA MPAMOpPHAsfA, KAHHEAUPOBAHHAA KOAOHHA. B
HABEPIIINH KOAOHHBI PACITOAOKEHA MPAMOPHAsA, CTUAU30BAHHAA ITOA Ba3y ypHa.

Ha BocTOYHOII CTOpOHE HOCTAMEHTA PACIIOAOKEHA MEMOPHAABHAA AOCKA C
suurtacdpuent ymepremy. C FOKHOI CTOPOHBI IIOCTAMEHTA HAXOAUTCA APOYHAsA HUIIIA,
B KOTOPOI YCTAHOBAEHA CKYABIITYPa IAAKAABIIHIIEL TaKKe C FOKHOW U CEBEPHOU
CTOPOH HAXOAATCS ABE MEMOPHAABHEIE HAAIpOOHBIE IAUTEL C ceBepHOM — AAf
[TpackoBen PepropoBHEI CHIPEHKOBOI (MAA. 2), C IOKHOH — AAd MapembAHBI
[Terposaer Hedeaosoit (maa. 3). OOe IIAUTB BHEIIHE CXOMXKH IIO CBOEMY
xyAoxecTBeHHOMY opopmaeHHIO. Ha 06enx manTax m300paKeH KpecT, Kak CHMBOA
pacrArhsa, BeICedeHA SuuTadUA M YEpPel  CO  CKPEIIEHHBIMH  KOCTAMHU
CHMBOAU3HUPYIOIIHUIT TOAOBY AAaMa.

Tun HaarpobHOM mAuTH AAS Mapembaasr HedeaoBoit (maa. 3) u xapakrep eé
AEKOPATHUBHOTIO y6paHCTBa turmmyaeH Aafd koHIa X VIII Bexa. Kak yixe roBopuaoch
BBIIIIE, CAMBIMH PACIIPOCTPAHEHHBIMU IIAHTAMH OBIAU ITAOCKHE KAMEHHBIE IIAUTHI C
AAKOHHYHBIM TEKCTOM oSIuTaduU, HaA KOTOPBIM BBIPYOAGHO H300paKEHHE
BOCBMUKOHEYHOTO, IIPAaBOCAABHOTO KPECTA, 4 B HIKHEH YaCTH IAHTHI H300paKeHa

«apAaMOBa TOAOBa».
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MemopuaAbHBII ITAMATHHAK CO3AQH HEU3BECTHBIM aBTOPOM,
npearnmoroxkuteAbHO B XVIII Beke, mocae 1788 roaa. HaarpoOmsrii mamarHuK
COCTOUT U3 ABYX YACTEH — HIDKHEH IIAUTBI OCHOBAHHA, KOTOPAs ABASACTCH
OCHOBAHHEM OOIIEr0 CEMEHHOIO CKAEIAa MU BEPXHEH ACKOPATHBHOM IIAUTHL
Marepuas 0Oeux — U3BECTHAK, IIPEATOAOKUTEABHO «Ilyrmaosckuity. B XVIII Beke
M3BECTHAK ABASIACA OAHHUM U3 CaMBIX PACIPOCTPAHCHHBIX MATEPHAAOB AAf
ITOAOOHBIX MEMOPHUAABHBIX ITAMATHHUKOB, BBHAY TOrO, 4TO pAaoM ¢ [lerepOyprom
PACIIOAAraACh TPU AOOBIBAIOINIHUX Kapbepa. DTO — IIYAOCTCKasd, ITYTHAOBCKAs M
[TAPHUIIKAS IIAUTHL, HA KOTOPBIX BEAACh AOOBIda. HInKHAA ITAMTA, (IIOAAOKKD) HMEET
IpAMOYToAbHYIO dopmy. Eé pasmeprr: aamaa — 210 cm., mmpuna — 102 cm.,
toamuHa 10 cM. BepxufAf mamTa, BBUAY OCOOCHHOCTEH MaTe€pHaAa, M3BECTHAKA,
paccAOMAaCh Ha ABE YaCTH IIO TOPH30HTAABHOI ocnm. O0e dYacTm HMEIOT
TparrenueBuAHYIO popmy. Pasmep mepsoit (AureBoit): aauHa — 176 M., mmupuHa 'y
n3HOxbA — 82,5 oM., mmpuHa y U3roAoBbd — 99 oM., ToammHa A0 2 cM. Pasmep
BTOPOI (HIKHEN): AAmHA — 1706 oM., IMHpUHA § U3HOXKBA — 82,5 cM., IIUpHUHA Y
n3rOAOBBA — 99 cm., ToATIIHA AO 8 cM. Ha AmIIeBOIT OBEPXHOCTH ITAUTEI BHICEUEHA
sunradus: «Bo nma Orma u Ceraa u Cesararo Ayxa amusbs. Ha cemp Mmecte rmorpebeHo
teao Caukr IlerepOyprckoro kymma ITanduaa Hedeaosa cypyra ero Mapembsna
ITerposna ypoxaernas Coiperkosa. Ckordasach 1788 roay urons 3-ro aus. ZKurus
et Ob1AO 29 AeT». B HaaTIICH MCITOAB30BAHBI OYKBBI H CAOBA XapakTepHble AAsd X VIII
Beka. Tak B (pammamu xymra Hedeaosa, Gyksa «P» Hamucana kaxk — O (dura, Tera).
Taxke NCIOAB30BaAach Oyksa i u 'b. B msnoxbe (B y3KOI) 9acTu IIAUTBH HMEETCH
HM300paKEHNE YepPerra U CKPEIIEHHBIX KOCTEH, IMEHYEMBIH «AAAMOBOM T'OAOBOI» U
CHMBOAM3HUPYIOIIEH KaK CMEpPTh, TaK M IIPOAOAKEHHE JKU3HH. B m3roaosbe
(IITIPOKOIT) YaCTH BBICEYECH BOCBMHKOHEYHBIM KPECT, Kak CUMBOA pacrarud. Ilo
YeTBIPEM  YIAaM IIAUTHI HM300pPaiKEHbI CTUAM3OBAHHBIC, aAOCTPAKTHBIC IIBETHL,
OAHIICTBOPSAIOIINE XPYIIKOCTh OBITHA. Takad XYAOKECTBEHHAS KOMIIO3UIIHSA
BCTPEYAETCA HA MHOIUX MEMOPHAABHBIX IIAUTaX TOro BpemeHH. CHMBOAHMYHOE
pacIfTtie, OMBIBAEMBIH KPOBBIO uUepen AAaMa, KaK HAACHKAA Ha BOCKpEIIEHHE U
BEYHYIO KH3Hb.

Od4eBHAHO, YTO Pa3SAHMYHBEIE BUABI KAMEHHOIO MATEPHAAQ, IIPU OAHMHAKOBBIX
YCAOBHUSAX, IIO-PA3HOMY IIOABEP/KEHBI M3MEHEHHUAM, CBASAHHBEIMH C BAHSAHHEM
aTMOC(PEPHBIX M AHTPOIIOI€HHBIX (PaKTOPOB. TaK IIaMATHUKH, BBITIOAHEHHBIC U3
KapOOHATHBEIX IIOPOA, TAKHX KaK H3BECTHAK, Mpamop (maA.4), asonomur OoAaee
ITOABEP/KEHBI PA3PYILIEHUIO YEM ITAMATHHUKHA H3 CHAHKATHBIX IIOPOA, K IIPUMEPY:
rpanuT wAn rabopo. Ha cocrosHme IaMATHHKOB BAHSAIOT B3aHMMOCBA3aHHEIE,

ACCTPYKTI/IBHbIe HpOLICCCbI, HpOTeKa}OH_[I/IC Ha HOBCPXHOCTI/I H B TOAIIIC KAMCHHOI'O

European Scientific e-Journal — Issue 1 (1) — September 30, 2020 [PAUS



MaTepHaAA IIOA BAUSAHHUEM KAaK BHEIITHUX, TaK U BHyTpeHHUX (dakropos. K Hauboaee
BaKHBIM BHEIMHUM (DakTopaM HEOOXOAUMO OTHECTH: KAHMAT, 3arPA3HEHHOCTb
BO3AYXa 1 OMOAOTIYECKOE OKPYKECHHE TAMATHUKA TAKOE KAK: PACTCHUSA, 'KUBOTHEIC,
geroBek. Cpeant BHYTpeHHHX (DAKTOPOB OCOOECHHO CACAYET BBIACAHTD: CTPYKTYPY U
MHHEPAABHBIH COCTaB Marepuara, (OpMy IIaMATHHKA U CTEIEHb Pa3BATHA
Pa3PYIIEHUA ITOPOABL.

CyImecTByIOoT — OOINECHIPHHATHIE — IIOHATHA  AAfl  OIPEACACHHA  BHAA
ACCTPYKTHUBHBIX IIPOIIECCOB, IIPOUCXOAAIINX B KAMEHHBIX HOpoAax. OOBIYIHO
BBIACAAFOT: BEIBCTPHUBAHIE, OHOIIOBPEIKACHHUS, OMOBBIBETPUBAHIE,
OHOAECTPYKTOPBI, OMOTA KAMHA H AUTOOHMOTHBIE COOOIIECTBA.

BeerpuBanme (MAA. 5) — mporecc M3MEHEHUA U Pa3pPYIIEHUS MHHEPAAOB U
TOPHBIX IIOPOA HA IIOBEPXHOCTH J3EMAM IIOA BO3ACHCTBHEM (DPU3HYECKUX,
XUMHYECKUX U OHOAOrIYIecKuX (pakTopoB. Pazan4aror pusnaeckoe, XKUMHYIECKOE U
OHMOAOIHYECKOE BBIBETPUBAHIE.

B coBokymHOCTH BCe BHIIIEIIEPEIUCACHHBIC (DAKTOPBI HAHOCAT 3HAYUTCABHBIN
yinep6 mamarHukam, ObrryromumM B Hexporoae XVIII Beka. Aad MuHEMH3AImm
BAUAHHSA aHTPOIIOICHHBIX (PAKTOPOB HAa COXPAHHOCTH IIPOM3BEACHHM HCKYCCTBA
HEOOXOANMA CUCTEMATHYECKAA IPOPHUAAKTHKA COCTOAHUSA ITAMATHUKOB.

«KadecTBeHHBIIT yXOA N HAAACKAIIAA OKCIAyaTAIIMA —  HAHOOAEE
oPpeKTUBHBINA, EAHMHCTBEHHO  IIMAAAIIUNA  METOA  COXPAHEHHA  HACACAUA.
CBoeBpeMeHHEIE TPOPHUAAKTUYIECKHE U KOHCEPBAIIMOHHBIE PAOOTHI YBEAMIHBAIOT
CPOKH MEKPECTABPAIIMOHHBIX IIEPHOAOB. B oIpeaeAeHHOM cMbICA€ KOHCepBaIusA
MOJKET OBITh AABTEPHATHBOM AOPOTOCTOAINEH pecraBpanun. PecraBparusa - mepa
BBIHY’KACHHAf, YPE3BEIYAHAA, OHA IIPEAYCMATPUBAET TAYOOKOE BMEIIATEABCTBO B
IIOAAUHHYIO TKaHb ITAMATHHKA, BACUET 32 COOOI 9AEMEHTHI BOCCO3AAHUA U YHOCUT
YACTUIy ITIOAAMHHOCTU. Bemermamckas xapTus, yTIBEPAUBIIAS MEKAYHAPOAHBIE
IIPUHITUIIB  PECTABPAIIUH, OTAAET IIPEAIIOYTEHHE KOHCEPBAIIUM, 2 PECTaBPAIIHA
IIPOBOAUTCH B HMCKAFOYHTEABHBIX CAYYafX, KOTAA APYIHE CIIOCOOBI COXpPaHEHU:A

OEeCCUABHBD.

2. Koucepsamua HaaArpooHoro namaranka M.I1. Hedéaosoii B Hekpomoae
XVIII Bexa Aaexcanapo-Hesckoit AaBpsr

KoHmenmua KOHCEPBAIIMOHHBIX MEPOLPHUATHII HAIIPaBAEHA, B IIEPBYIO

OYepeAb, Ha MaKCHMAABHOE COXPAHEHHE HCTOPHUYECKOrO, aBTOPCKOTO MATEPHAAA.

Bce pabGorel 1O BOCIIOAHEHHIO yTpaT HIPOBOAHAHCH TAKAM OOPasoM, YTOOBI

IIOAYEPKHYTh U BBIACAHTH PECTABPAIIMOHHOE BMEIIATEABCTBO. [aKas METOAHKA

HpOBCA@HI/IH pa60T COOTBCTCTBYCT ITOAOXKCHHAM MCX(AYHQPOAHOﬁ XapTI/II/I 10
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KOHCEPBAIIUH U PECTaBpallud TAMATHHKOB M AOCTOIIPUMEYATEABHBIX MECT,
Benenmanckoit xaptum. MHOIEE pecTaBpaTOpbl CTaparOTCsi CAEAOBATH 3THM
PEKOMEHAALIIAM B TOMY MHOI'O IIPUMEPOB IO BCEMY MHUPY (HAA. 0).

LIBeT MaTepmaAa, IpPU HOMOIITH KOTOPOI'O IPOBOAUAUCH AOKOMITAHOBKH yTPAT,
HAMEPEHHO IIOAOOPAH OTAHUYAIOIIUMCA OT HCTOPHYECKOIO MATEPHAAA, YTOOBI
BEIACAHTHb TE VYaCTKH, TA€ IIPOBOAMAOCH BOCCO3AaHHE. Bce BocmoAHeHHBIE
dparMeHTB BBIITIOAHEHBI € HeOOAbmmM IoHmkeHuem, Ha 0,1-0,2 oM, or
HCTOPUYECKOIO MaTepHaAa IIAUTHL Bu3yaApHO cO3A2€TCA BIIEYATAECHHE, YTO
CKAGEHHBIE (DPArMEHTHI IIAUTEL HE AO KOHIIA YTOIIAGHBI B HEKHH PACTBOP CXOKUU
110 paKType U OBETY C UCTOPUIECKUIM MaTEPUAAOM ITAUTHL. PHUIHKO-MEXaHIIECKIE
CBOMCTBA MaTEPHUAAQ, IIPH ITOMOIIH KOTOPOTO IIPOU3BOAUAUCH BOCIIOAHEHUS YTPAT,
IIO3BOAAFOT HCIOAB30OBATH €rO IIPH pabOTE C TAKUM KaMHEM, KAaK H3BECTHIK.
Coueranme IPOYHOCTHBEIX XAPAKTEPHUCTHK 3aTBEPAEBILIEIO PAaCTBOPA, CXOKHUX C
XAPAKTEPUCTUKAMH MaTEPHAAA IIAHTBI I AOCTATOYHOU AAI€3UU K UCTOPHUIECKOMY
MaTEpHAAy, CO3AA€T COAAAHCHPOBAHHYIO CHCTEMy M IIPU  IIPAaBUABHOM
9KCIIAYATAIIUH, OOECIIEINUT AOCTATOYHYIO AOATOBEYHOCTD IIAMATHHKY.

Haarpobumas mamra HedepaoBoirt  Mapembansr  [lerpoBHEI  cO3AaHA
HenspecTHBIM aBTOpOM, B X VIII Bexe, mocae 1788 roaa. [locae nsydenns apXuBHBIX
doto or 1962 r (maa. 7) u or 1973 r (mAA. 8), MOKHO CAEAATH BBIBOA, 9TO B 3TOT
IIPOMEKYTOK BPEMEHH IIPOBOAMAUCH PECTABPAIIMOHHBIC MEPOIIPHUATHA IIO
BOCCTAHOBAGHHIO CKOAOB IO KpafAM IAUTBE. OAHAKO COTAACHO aKTy O M3MEHEHHH
coxpaHHOCTH OT 7 mnroad 1978 r., «IPOH3OIIIAM CAEGAYIOIINE HM3MEHCHHA:
BBIITIEPOMHELI I CKOABI ITO KpaM IAUTED. CAEAOBATEABHO, MOAKHO CACAATH BBIBOA O
TOM, YTO IIPEABIAYIIIE PECTABPAIIMOHHBIE MEPOIPHUATHA OBIAM IIPOBEACHBI O€3
HAAACIKAIIIEIO KAYeCTBA.

HaArpoOHBII ITaMATHHK COCTOUT U3 ABYX HAHT. MaTepHaA IIAUT — U3BECTHIIK,
HpeAToAOKUTEABHO  «[lyrmaoBckmity. HinkmAfd IAMTa, (QIOAAOKKAD», HMEET
IIPAMOYTOABHYIO (DOPMY U ABAAETCH ITAUTOI OCHOBAHHEM AAfl OOILIETO CEMEHHOTO
ckaerra CeipenkoBeix. Eé pasmepsr: aanaa — 210 oM., mmpraa — 102 oM., ToAmTIHA
10 cm. Bepxwmsas HaArpoOHasA IAUTA, BBUAY OCOOEHHOCTEH MaTepHaAa, M3BECTHAKA,
PACCAOMAACH HA ABE YACTH IO TOPHU30HTAABHOM OocH (MAA.9).

O6e wactu mMmeroT TpanerueBuAHyro dopmy. Pasmep mepBoii (AHIIEBON):
AsrHA — 176 cm., IMUpUHA § U3HOXKBA — 82,5 CM., IIUPHUHA y H3rOAOBBA — 99 oM.,
TOAITIHA AO 2 cM. Pasmep Bropoit (HmkHel) (maA.10) aauma — 176 oM., mmpuHa y
U3HOKbA — 82,5 cM., IIIprHA y H3roAoBbA — 99 cM., TOATIIHA AO 8 CM.

Ha AnmeBoii mosepxaoctu mAnTe! Beicedena sruracus: «Bo uma Orma u Ceina

n Ceararo Ayxa ammab. Ha cemp mecre morpebeno teao Canxr IlerepOyprckoro
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kymra Ilanduaa Hedeaosa cympyra ero Mapempana [lerposra ypomxacHHas
CerpenkoBa. Ckonuanace 1788 roay urons 3-ro ama. Kurus et Oviao 29 aem. B
HAAITHCH UCIIOAB30BAHBI OYKBBI I CAOBA XapakTepHble AAf 18 Bexa. Tax B pammuannm
kyrra Hedeaosa, Oyksa «®» mancana kak — O (dura, Tera) (man.1l).

Tax e UCITOAB30BaAach OykBa i 1 b, B usnomuu nantsr nmeercst uzobpaxkenue
yeperra M CKPEIICHHBIX  KOCTEH, HMMEHYEMBI «AAAMOBOH TIOAOBOM» W
CHMBOAHU3HPYIOIIEH KaK CMEPTD, TaK X IPOAOAKEHHE KU3HA. B m3roAoBun Beiceuen
BOCbMHUKOHEYHBIH, IIPABOCAABHBIN KPECT, CAMBOA PACHATHA.

[To ueTpIpéM yraam IAHTH N300PAKEHEI CTUAN30BAHHBIC, A0CTPAKTHBIC IIBETEL,
OAHIIETBOPSAIOITNE XPYIIKOCTD KU3HI (HAA. 12).

[Ipu Bu3yaABHOM OOCACAOBAHHHM IIAUTBL, Ha €€ IIOBEPXHOCTH OBIAU
OOHAPYKEHBI OCTATKH AHCTBEIL, OCTATKM IIOYBBL [lAmTa OBIAQ IIEpEYBAAKHEHA,
OCOOEHHO B MECTAX TPEIIUH U PACKAABIBAHHA IOPOABI (HAA. 13).

[Ipu momomm MeETOAa CAHAITUN, HA IIOBEPXHOCTH IIAUTEL OOHAPY/KCHBI
0e3BO3BPATHBIC YTPATEL, TAKHE KAK YTPaTa CAOS IIOBEPXHOCTH IIAUTHI ITAPAAACABHOTO
aBTOPCKOMY, OKPYIAGHHSA Kpa€B IO IIEPUMETPY, OKpyraeHme OVkB, mudp u
N300pKEHNH HA ITOBEPXHOCTH IANTHL. /\OKAABHBIC BBIKPAIINBAHNA MATEPHAAL
IIAUTHL. BcA HOBEpXHOCTh ITAUTEI HMMEET 3arpA3HEHUA M HATEKU, BEIPAKCHHBIC B
U3MEHEHUH E€CTECTBEHHOIO IBeTa Martepmasa. Ha Bcell HOBEpXHOCTH IIAHTHI B
HAAUYIUN OHMOAOTHYECKHE HACAOCHHA, IOBTOpsArONIHe peabed mosepxHocTH. B
BHAY OCOOEHHOCTEH MaTepHaAd — M3BECTHAK U ITOCTOAHHOTO MECTa HAXOMKACHUSA
ITAUTEL, IIPOM3OIIAO €€ paccAoeHHe M packaAbBanue. [lo Bcell moBepxXHOCTH B
HAAUYIUN MHOTOYHCAECHHBIE TPEIIHHEL C pacKphITHEM AO 0.2 CM., ITAHTA PACKOAOTA
Ha 22 dparmeHTa, yrpadeHel dactH IAUTEHL — A0 10% oOme#t maommaan
ITOBEPXHOCTH. Bce BBIIIICIIEPEYHCACHHEIE M3MCHCHUS OOYCAOBACHBI
MECTOITOAOKEHHUEM ITAUTH — «['OCYAAPCTBEHHBIN MY3€M T'OPOACKOM CKYABIITYPBD».
[TanTa pacIOAO)KEHA TOPHU3OHTAABHO B OKPYHKEHHH OOABIIOIO KOAHYECTBA
ACPEBBEB AMCTBEHHBIX ITOPOA (MAA. 14).

Tak ke BOAM3H IIPOXOAHUT CETh ABTOMOOHABHBIX AOPOI C OKHUBAEHHBEIM
ABIKEHHEM aBTOTPaHCHOPTA. BoABITIOE BAMAHIE HA MATEPHAA NMEFOT U IIOTOAHBIE
ycAoBHuA. MHOTOKpaTHBIE M3MEHEHHA TEMIIEPATYPHl OT MHHYCOBBIX K ITAFOCOBEIM,
atMOC(PepHBIE OCAAKH U OCaAKH B BHAE CMOAHBL AepeBbeB. (COBOKYITHOCTD
OMOAOTHYECKUX U aHTPOIIOTEHHBIX (DAKTOPOB U IIPUBEAU K U3MEHEHHUAM COCTOSHHUSA
mamMATHHKA. MeTOAOM CHTHAIIMM Ha IIOBEPXHOCTH IIAUTEI OBIAU BBIABACHBI CAEABI
IIPEABIAYITIIX PECTABPAITMOHHBIX MEPOIPHUATHI B BUAE AOKAABHBIX AOKOMITAHOBOK.

CocTaB KOHCEPBAIIMOHHBIX U PECTABPAIIMOHHBIX MEPOIPHUATHI BKAIOYAA B

ceos CACAVIOIIIHE ITOCACAOBATEABHO IIPOACAAHHBIC OIICPAITHIL.
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1.  ®oroduxcarua COCTOSHUA IIAUTHI AO PECTABPALIIH, B IIPOIIECCE PECTABPALIAU
U TIOCAE PECTABPAITU.

AEeMOHT2X U TPAHCIOPTUPOBKA IIAUTHI B MACTEPCKYIO.

VaareHHE HECTOMKUX ITOBEPXHOCTHBIX 3aIPA3HEHUI.

VAaAeHHE CTOMKHAX ITIOBEPXHOCTHBIX 3aIPA3SHEHNH.

Od4ncTka TAUTH OT OMOAOTHYECKUAX TOPAKEHUH.

CkaemBanne (pparMEHTOB ITAUTHL

Bocroanenue yrpaTt IANTEL, IIPH IOMOIIH KAMHE3AMEHHUTEAS.

TOHI/IpOBKa BOCCO3AAHHBIX Y9IaCTKOB.

e e O o

Boccospanme yrpat «ITOAAOKKI» HA TBIABHON CTOPOHE IAUTH TOAIITHON 2,0-
2,5 cm.

10. IloxpsITHE IIAUTBI OHOITMAHBIM COCTABOM.

11. TloxpsrTHE IAHTE KAMHEYKPEIIAAFOIIIIM COCTABOM.

12.  TpaHCIOPTHPOBKA I MOHTAK IIAUTHI HA MECTO 3KCIIO3UITHU.

[TpousBeA€H  AGMOHTAK BEPXHEH YACTH IIAUTEL C HaArpoOmsa u
TPAHCIIOPTUPOBKA €€ B PECTaBPAIIMOHHYIO MacCTepckyro. Bce dparmenTsl ObIAH
VIIAKOBAHBI B HHAWBHAYVAABHYIO VIIAKOBKY H3 IIEHOIIOAHITHAEHA, OOEPHYTHI B
CTpENY IIAEHKY U YAOMKEHEI Ha JKECTKOE OCHOBaHMUE U3 (PaHEPH AAMUHHPOBAHHON
ToAmmuHOH 30 MM.

VaareHrHe  HECTOMKHX IIOBEPXHOCTHBIX  3arpA3HEHHH  IIPOU3BOAMAACH
IIOCPEACTBOM MBITbA IIOA CTPYEM IIPOTOYHOM BOABI KOMHATHOM TEMIIEPATYPHI, C
HCIIOAB30BAHUEM ITIETOK C MATKIM BOPCOM M AAABHEUIITUM BBICYIITUBAHIEM KaMHA
(mAA. 15). CAGAYIOIIIM 3TAIIOM OYHCTKA IIPOU3BOANAACH IIPH IIOMOIITH MBIThA ITOA
CTPYEM IIPOTOYHOM BOABI KOMHATHOM TEMIIEPATYPEI, C HAHECEHHUEM HA ITIOBEPXHOCTD
MOIOITIETO CPEACTBA — «MBIAO AETCKOE», HMeroIlee HelTpasabHOe pH, ¢
HCITOAB30BAHHEM IIETOK C MATKIM BOPCOM M AAABHEHITIIM BBICYIITHMBAHIEM KAMHA.
VaAareHHE CTOMKHAX HMOBEPXHOCTHBHIX 3arPA3HEHHUN IIPOM3BOAMAACH IIPH IOMOIIU
HAKAQABIBAHHSA KOMIIpeccoB (MAA. 10).

Kommpecc cocTofiA M3 HPOIHUTAHHBEIX BOAOKOH IIEAAIOAO3EL B PacTBOpE
aMMMaKa 1 IepeKucu BoAopoAa. COOTHOIIIEHNE KOMIIOHEHTOB CAEAYIOITIEE: Ha 2 KT
OT/KATOM IIYABIIBI M3 BOAOKOH IIEAAFOAO3BI, TpHUXOAHAOCh 0,5 A. mepexkmcnm
Bopopoaa 30%, 80 ma ammmaka 10% BoaHBII pactBOp. Bce kommoneHTHI
CMEIIUBAAUCH B IIAACTHKOBOH EMKOCTH AO IIOAYVYEHHA OAHOPOAHOH —IIO
KOHCHCTEHITUN Macchl. KoMIpecc HAaKAaABIBAACA Ha ITOBEPXHOCTh KaMHA
PAaBHOMEPHBIM CAOEM C TOAIMUHON 2-3 cm. 3arem mamTa U €€ PparMeHTH
VKPBIBAAUCH ITOAUITHACHOBON ITACHKOM U BBIACPKHBAAACE B TedeHHE 8-10 gacos.

AaAee KOMHpCCC VAQAAACH, yTI/IAI/ISI/IpOBaAC}I, a4 KaMCHDb HpOMbIBaACH ITIOA CprefI
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IIPOTOYHOM BOABI KOMHATHOM TEMIIEPATYPHL, C UCIIOAB30OBAHHUEM IIIETOK C BOPCOM
CPEAHEH KECTKOCTH U AAABHEHIIIMM BBICYIIIUBAHUEM KaMHA. Bce BhIIIeoncanuee
OIlepallly ITOBTOPAAUCH 3-7 pa3, B 3aBUCUMOCTH OT CTEIICHHU 3arpA3HEHNA KaMHf,

IIOKA OH HE IPHOOPEA CBOH ecTecTBEHHBIH IBeT (MAA. 17). BBmay Toro, dro

HEKOTOPBIE KOMIIOHEHTHI IYABIIBI MMEIOT BBICOKYFO TOKCHYHOCTB, BCE OIIEpaIiuu

IIPOU3BOAUAUCH C IIPUMEHEHUEM CPEACTB HHAUBUAYAABHOM 3aIUTHI, TAKUX KAK:

OYKHM 3aIllUTHBIE, HOAyMacKa, uaprpyromas O-62I11, mepyarkm pe3nHOBBHIE

OBITOBEIE.

Odncrka TAUTEL OT OHOAOIMYECKUX HOPAKECHUH. Y AAACHUE OMOAOTHYIECKIX
ITOPAKEHUN C ITIOBEPXHOCTH IIAUTEI IIPOBOAHAOCH ABYMS CIIOCOOAMH.

1.  MexaHudecKkui, IIPU IIOMOINU IIETOK C KECTKUM BOPCOM, CKAABIICASl H
IIPOTOYHON BOABI.

2. Ilpm momomm mpemapara ¢ OwmormaHemMu cBorictBamu — Pocdorrar,
IIPEAHA3HAYEHHOTO AAfl  VHHYTOXKEHHSA M AOATOBPEMEHHON  3aIIlUTE
HATYPAaABHOTO KaMHfA OT MHKpoopraHusmoB. [lpemapatr HaHOCHACA Ha
IIOBEPXHOCTH KUCTBIO C MATKIM BOPCOM.

CkaemBaHHMe  9acTed  IIAHTBI  IIPOM3BOAHMAOCH C  HCIIOAB30BAHHEM
ABYXKOMIIOHEHTHOTO KAefl Ha ITOAMI(UPHON ocHOoBe Mmapku «Tenax». Obaactu
CKACHKH IIPEABAPHUTEABHO OOECIIBIAMBAAMCH KHUCTBIO C MATKAM BOPCOM, 3aTEM
00e3KUPUBAAUCH pacTBOpUTEAEM ToAyoa. Kaell HAHOCHACA pABHOMEPHEIM CAOEM,
HMCKATOYAFOITIIM IOfABAEHHE €TI0 KaK Ha AMIIEBOM, TAK M HA THIABHOW ITOBEPXHOCTH
KAMHSA ITOCA€ COEAMHECHHS CKACHBAEMBIX dacTeill. OuepEAHOCTh CKACHBAHUSA OBIAA:
oT OoAee KPYIHBIX PparMeHTOB K O0Aee MeAKHM. CKAEMBaHIE IIPOMCXOAUAO KaK B
BEPTUKAABHOM, TaK I B TOPU3OHTAABHOM IIOAOKEHUH, B 3aBUCUMOCTH OT Pa3MEPOB
n kouduryparun dparmenTos (UAA. 18).

Bocrmoanenme yrpar HAHTBI, IPOHU3BOAHMAOCH METOAOM AOKOMIIAHOBKH HX,
IIpU IIOMOIIU MaTepruaAa — KamHe3aMeHuTeAb T.M. «Pynmm. [IpeaBapureapno
ITOAOHPAACH IIBET KAMHE3AMEHHTEAS, HAMOOAEE ITOAXOAAIINN K IIBETY MAaTEPHAAA
mAnTEL. BocrmoAneHme yrpar IPpOHM3BOAHMAOCH € IIOMOIIBIO 3aTBOPEHHOM B BOAE
CYXOH CMECH «KAMHE3aMEHUTEAB» U BBEACHHOTO B €€ cocTtas 2,5% o1 maccel cmecu
IIEAOYECTOMKOIO  CTEKAOBOAOKHA. [lpm  BOcCIOAHEHHMH — yIpaT  CTapaAHUChH
MAaKCHUMaABHO OAHM3KO IIOBTOPUTH BHEITHUN OOAHMK IIAUTBL, HO HAMEPEHHO
BBIACASIAICH BOCCO3AAHHBIE y9acTkH, HyTéM 3aHmkeHns ux Ha 0,2-0,3 oM. or
ITAOCKOCTH HCTOpHYecKoil mosepxHOCTH (MAA. 19). Ilpm Bocmoamenmm yrpar
HCIIOAB30BAAHCH  CACAVIOIIIME  HHCTPYMEHTBI:  BECHl ~ HACTOABHBEIE,  BEAPO
ITAACTUKOBOE, INMAaTeAn MaAdpHbIe pasHoro pasmepa 40-80 MM., MaCTUXUHBI

XYAOIKECTBCHHBIC paBHOFO paSMepa, MI/IKCCP KYXOHHbIﬁ, HpI/ICHOCO6ACHI/IH 148
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MHCTPYMEHTBI HEOOXOAUMBIE AAA BBIIIOAHEHUSA AAHHOTO BHAA paboT. Bee paborsr
IIPOU3BOAUAUCH C IPUMEHEHHEM CPEACTB HHAUBHAYAABHOI 3aITTUTHL

ToHmpoBKa BOCCO3AAHHBIX YYACTKOB ITAUTHI IIPOBOAHAACEH ITYTEM HAHECEHUSA
Ha BOCCO3AAHHBIE y9acTKd marteprasa «Perymby T.M. «Pyrmm. Ha Boccosaambble
YVIACTKH, IPH IIOMOIIN XYAOKECTBEHHBIX KHCTEH HAHOCHACA CAOI «Peryrmmy,
IIPEABAPUTEABHO IIOAOOPAHHON MAKCHIMAABHO OAM3KOTO K IIBETY MATEPHUAAA IIAHUTEHL
LIBer «Perymm HaMEpEHHO ITOAOOPAAH OTAHYHBIM OT UCTOPHYECKOIO MATEPHAAL
IIAUTEL, 9TOOBI BBIACAUTH BOCCO3AAHHBIC YIACTKI.

Cospanne OCHOBBI (ITOAAOZKKH) ITAUTEI BBIITOAHAAOCH ITYTEM H3TOTOBACHHSA
IIOAAOKHOTO CAOSl IIAHTBI, AOCTATOYHOIO AAfl COXpaHEHHA €€ IIEAOCTHOCTH.
IToAAOKHBIIT ~ CAOI  CO3AABAACA IYTEM  YKAAABIBAaHHA Matepmasa  «Pymnr
KamaezameHHTEAB» HA  THIABHYIO CTOPOHY  CKAGEHHOM TAWTHL [lawmra
IIPEABAPHUTEABHO IPYHTOBAAACh MaTepHAAOM «PyHHT YHUTPYHT», 3aTEM HAHOCHUAACH
3aTBOpEHHAA B BoAe cMech «Pynmt KammesamennTeab» m BBEAEHHOE B €€ COCTaB
2,5% o1 Maccel CyXOH CMeCH IIEAOYECTOMKOE CTEKAOBOAOKHO. ToarmmHa
«IOAAOKKIY coctaBuAa 2,0-2,5 cMm., OHa 0OyCAOBACHA HEOOXOAUMOCTBIO CO3AAThH
3AIIIUTHBIA, HECYIIHI KapKaCc M IPHAATH AOCTATOYHYIO IPOYHOCTH IAHTE, AAA
AAABHEHIIIETO €€ SKCIIOHUPOBAHUA.

ITocae BOCIIOAHEHHA BCEX YTPAT M CO3AAHHSA HECYIIIETO ITOAAOKHOTO CAOSf
IIAUTEL, BCE BOCIIOAHEHHBIC (DPArMEHTHI IIOKPBIAHCH TOHHPOBOYHBIM COCTaBOM
«Pyrmr Perymm». Dra omepamus BBITOAHEHA AAfl TOTO, YTOOBI BBIPOBHATDH
HEOAHOPOAHOCTH OTTEHKOB KaMHe3aMeHHuTeAs (MAA. 20).

CAeAyrommuM 9TammoM padoOT OBIAA HIPOIHUTKA BCEH ITOBEPXHOCTH IIAHTHI
OMOIIMAHBIM COCTAaBOM (HAA. 21). Dra omeparnusa IpOBOAMAACE ITO HCTEYEHUE CEMU
CYTOK ITOCA€ 3aBEPIIIEHUSA IIPEABIAYIIIIX PaOOT.

Takoil 1epmOA BpeMEHH OOYCAOBAEH HEOOXOAUMOCTBIO —3aBEPIICHHA
mporecca HaOOpa IPOYHOCTH Y MCIIOAB3YEMBIX AAfl BOCIIOAHEHHSA YTPaT
MaTepuaAoB. AASl IIPOIUTKH ITOBEPXHOCTH IIAHTBI HCIOAB3OBAACA MATEpHAA —
®ocdormrar. Beibop B 1mOAB3y 3TOro Ipemapara OOYCAOBAGH €rO CBOMCTBAMU:
Docdorrar ABAfETCA OE30ITACHBIM AASl YEAOBEKA M HEUTPAABHBIM AAA KaMHA. BBUAY
Toro, uto nauta skcnonupyercs B Hexpormoae XVIII Bexa Aaexcanapo-Hesckoit
AaBpbl, KOTOPHII BXOAUT B cOCTaB My3ed TOpPOACKOM CKYABIITYPEL, KOTOPBIH, B CBOIO
OYEPEAD, ABAACTCA IIOCEIIAEMBIM AFOABMU MECTOM, OBIA BEIOpPaH IIPEHapar, KOTOPBIH
He TpuHEC OB BpeAa 3AOpPOBBIO OKpyxKaromux. Pocdomar moxer OBITH
HCIIOAB30BaH AK€ B ACTCKHX AOIIKOABHBEIX 3aBEACHUAX. AAA IIPOIUTKUA ITAUTEL
HCIIOAB30BaAcAd 5%  BOAHBI  pacTBOp aKTHBHOro BermectBa. [Ipommrtka

HPOI/ISBOAI/IAaCb B ABa CAOA.

European Scientific e-Journal — Issue 1 (1) — September 30, 2020 [EPAW



Caeayrommuii osrarr padOT BKAIOYAA B CeOf IIOATOTOBKY K MOHTA)KYy BEpXHEH
YaCTH HAHUTHI HA MECTO IIOCTOAHHON skcriosurun. [ToAroTroBka BkArodasa B cebs
VAAACHHUE 3arPA3HEHUN C HUJKHEU YaCTH PACCAOMUBIIEHCHA ITAMTHI, IIPOIIUTKY €€
OHMOLIMAHBIM COCTAaBOM M MOHTAX BEPXHEH, OTPECTABPUPOBAHHON YaCTH
HAATPOOHON IAUTHL. YAAACHHE 3arpA3HEHHUIH C HIDKHEH 9aCTH  IIAHTEL
IIPOU3BOAHAOCH AaHAAOTHYIHO C IIPOIIECCOM YAAACHUA 3ATPASHEHUN C BEPXHEH JaCTH
(mAA. 22).

[Tocae yAaaeHUS 3arpA3HEHUIT HIDKHAA YaCTh IAHTHI TAKKE OBIAA IIPOIIMTAHA
omonmaneiM  coctraBom  QPoccomar, 5%  BoamsIf  pactBop.  Aaace
OTPECTABPUPOBAHHAA BEPXHAA YACTb IAHTHI OBIAA YCTAHOBACHA HA IIPEIKHEE MECTO
(TAA. 23). AASI IPEAVIIPEKACHNSA CABHTOB BEPXHEH ITAUTEL OTHOCHTEABHO HILKHEH,
MEKAY HHUMH OBIA JCTPOCH «ABIIIAIIHID AEMIIEPHBI CAOM H3 KAGAOYIHOTO
pactBopa Ha H3BECTKOBOM BSKyIIEM. BeIOOp Marepmasa OOYCAOBACGH TeM
OOCTOATEABCTBOM, YTO MEKAY IIAHUTAMH HE AOAKHO OBITH I'HAPOH3OAHPYIOIIETO
CAOf, TIPEIATCTBYFOIIEIO CBOOOAHOMY ABHZKEHUIO BAATH M BOASHBIX IIAPOB CKBO3b
TOAIIy MarepuaAa. MecTo CTBIKA ABYX IAHT OBIAO TOHHPOBAHO MaTEPHAAOM
PETYIb, KOTOPHII yAKe HCIIOAB30BAACA B IIPEABIAYIITUX oreparuax. CAeAyromuit
sTall  pabOT  BKAFOYaA B CeOA  ITOKPHITHE  CMOHTHPOBAHHOM  ITAHTEI
KAMHEYKPCIIAAIOIIIIM COCTAaBOM Ha OCHOBE KPEMHHMOPTAHUYIECKUX COCAMHCHHUII.
Haarpoonas nanta Hedeaosoit Mapembsner [lerpoBHBI rOTOBA K 9KCIIO3UITNN HA

csoeM npexHeMm Mecte B Hekpormoae XVIII Bexa AACKC&HApO-HCECKOfI AaBppI.

3akarouenue

B xoae KOHCEpBAIIMOHHO-PECTABPAIIMOHHBIX PaOOT OBIA OIPEACAEH CAMBIHA
PACIIPOCTPAHEHHBIM MaTepHaA, KOTOPBIN HCIIOAB30BAACA IIPH  CTPOHTEABCTBE
Cankr-Ilerepbypra m mpu HM3rOTOBAGHHH MEMOPHAABHBIX HAATPOOHBIX IIAHT B
Hekpormoae  XVIII  Beka  Aaexcamapo-Hesckoit  Aaspel.  Ilpomsseaena
KAACCH(PHUKAITUA ACCTPYKTUBHBIX IIPOIECCOB M (DAKTOPOB, BAHAIOIINX Ha
COXPaHHOCTb MEMOPHAABHBIX ITAMATHUKOB. BEIACAGHO OCHOBHOE HaITpaBACHHE AAS
COXPaHEHHA MEMOPHAABHBEIX HAMATHHKOB B aHTPOIIOreHHOI cpeae. OmnpeaeseHa
METOAUKA IIPOBEACHHA KOHCEPBAIIMOHHBIX MEPOUPHATHH AAf COXpaHEHUA
HaArpoOHoOI mAanTel Mapembsauer [lerpoBusr HedeaoBoil; onpeaeaéH KOMITAEKC
MEPOIPHUATUH, HAIIPABACHHBIX Ha KOHCepBanuio HaArpoonoit mantel X VIII Bexa u3
Hekpomoas Aaexcanapo-Hesckoit AaBper

KoHnmenmua KOHCEPBAIIMOHHBIX PaOOT ObIAa HAIIPaBA€HA Ha 3aBEAOMOE

HOA‘IépKI/IBaHI/Ie MECT pCCTaBpaHI/IOHHbIX BMEIIATCABCIB M  MaKCHMAaABHOIO
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COXPAHEHHUA HCTOPHUYECKOIO MaTepHaAd HAATPOOHON IAWUTEL MapeMbAHEI
[Terpouer HedeaoBoii.

B xoae paborsr ocymectBaeHO 3HaKOMCTBO ¢ THImdHON AAfd XVIII Beka
CHMBOAHMKOH, KOTOpPasg MCIOAB30BAAACh AAA ODOPMACHHUA AHIIEBOI ITOBEPXHOCTH
HaArpoOHBIX mAHUT. [IpousBeaeno ommcanme cemeriHOro ckaerna CHIPEHKOBEBIX, B
COCTaBE KOTOPOI'O PACIIOAOKEH IIPEAMET HCCAEAOBAHUA — HAATPOOHAaA manTa X VIII
Beka, Mapempansr [lerpoBaer HedeaoBoli; Takke AaHO HOAPOOHOE OIMCAHHE
CaMOI1 ITAHTEL, €€ AePEKTOB M AECTPYKITUIT; OITPEACACH CAMBIN PACIIPOCTPAHEHHBIN
KAMEHHBIH MaTEPHAA, KOTOPBIH HCIIOAB30BAACA AAf cTponTeAbcTBa [letepOypra m
AAAl CO3AAHIA MEMOPHAABHBIX MaMATHHKOB B Hexkpomoae XVIII Beka AACKCﬂHApO—
Hesckoit AaBper; nmpuBeacHa KAacCHHUKAIIUA ACCTPYKTUBHBIX IIPOIIECCOB U
daxkTOpOB, BAUAIOIINX HA COXPAHHOCTb MATEPHUAAOB MEMOPHAABHBIX ITAMATHHKOB B
Hexpommoae XVIII Bexa.

Takum 00pa3oM, IIPH HCCACAOBAHHHU PECTaBPATOPHI BBIIOAHHAHM IIE€ABII
KOMIIAEKC MEPOIIPHUATHH, HAIIPABACHHBIX HAa KOHCEPBAIIMIO HAATPOOHON ITAUTEI
XVIII Beka us Hexporroas Aaekcanapo-Hesckoii AaBpel, cOrAacHO ¢ METOAHKOH
IIPOBEACHUA PabOT, € HCIOAB3YEMBIMH MAT€PHAAAMH ¥  HHCTPYMEHTAMH.
Konmernmusa KOHCEPBAIIMOHHBIX  pabOT ObIAA  HAIIPAaBAGHA HA  3aBEAOMOE
IIOAYEPKHBAHIE MECT PECTABPAIIMOHHBIX BMEIITATEABCTB M MaKCHIMAABHOTO
COXpaHEHHS HCTOPHUYECKOIO Mareprmasa HaAarpoonon mautel HedeaoBon
Mapembsansr [leTpoBHBL

MccaeaoBaTeAeM ObIAA ITPOAHAAM3HPOBAHA BO3MOMKHOCTD U OIIPEACACHA
OCHOBHAs KOHIIEIIITHA, HAIIPABACHHAA HA COXPAHEHHE ITAMATHUKOB MEMOPHAABHOTO
HCKYyCCTBA B  AHTPOIIOTEHHOM  CPEAE; IIPOBEACH M  OIHMCAH  KOMIIAEKC
KOHCEPBAIIMOHHBIX Pa0OT II0 BOCCO3AAHUIO HAAIPOOHOM IAHUTHI MapeMbaHBI
ITerposuer Hedeaosoit B Hekpormoae XVIII Beka Aaekcanapo-Hesckon Aappsr
PesyAbTaTel, HIOAYIEHHBIE B XOAC BBIITOAHEHHOI PAOOTHI, MOTY OBITh HCITOAB30BAHEI
B AAABHEHIIIEH PAKTUIECKON AEATEABHOCTH.

B mexpomoaax Canxr-IlerepOypra XpaHuTCA M 3KCIIOHHPYETCA OOABIIOE
KOAMYECTBO HAATPOOHBIX ITAUT M3 HM3BECTHAKA. 3a HEOOABIINM HCKAFOYEHHUEM
OOABIIMHCTBO IIAUT HAXOAATCA B HEYAOBACTBOPUTEABHOM COCTOSHHU. B3AB Ha
BOOPYKEHHE IIPUMEHEHHYIO METOAUKY IIPOBEACHHUA PabOT M HCIOAB3yEMBIE
MaTEPHAABL, MOKHO COKPATHTh KOAHWYECTBO «YMHPAIOIINX» MEMOPHAABHBIX
ITAMATHUKOB, TEM CAMBIM COXPAHHTh YaCTh HCTOPHUH HAIIIETO TOPOAA AAA

CACAYIOIIHUX ITOKOACHHIA.
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AKTyaABHOCTb AQHHOM TEMBI HCCACAOBAHUSA 3aKAFOUAECTCA B TOM, YTO B HAILIE BPEMS ITOBBICHACHA
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BBeaenue

AKTyaABHOCTb AAHHOM TEMBI HCCACAOBAHUSA 3aKAIOYAETCA B TOM, YTO B HAIIIE
BpeMs ITOBBICHACH MHTEPEC OOIIECTBA K IIEPKOBHOMY AEKOPATUBHO-IIPUKAAAHOMY
HCKYCCTBY, IPOU3BEACHHA KOTOPOIO IIPEACTABAAIOT HCTOPHUYECKOE KYABTYPHOE
HACACAHE U IIEPHOAMYECKH HYKAAFOTCA B KOHCEpBAIlMH U pectaBparun. Vkonnas
pamMa B H300paKEHHE Ha HKOHE CBA3AHBI APYI C APYIOM HEPaspeIBHO. Pama u
M300paKEHNE UKOHBI, IO CYTH, UMCIOT CTPEMACHHE K CAHSHHIO APYT C APYTOM B
EAHHOE II€AO€, B3AUMHO AOIIOAHSAA APYT APYTa.

Pama, oOpamafroIas HKOHY — 9TO IPAHHIIA MEKAY CBAIIEHHBIM M MHPCKUM
IIPOCTPAHCTBOM, KOTOPOE COCTABASIET CHMBOAMYECKOE EAMHCTBO. TaKiKe U aATapHAA
IIperpaAa B BHAE HMKOHOCTACA ABAACTCA TPAHHUIIEH MEKAY MHPOM BHAUMBIM U
HEBHUAUMBIM.

ITepeA HamMm OOpaserl CAOKHOW CKBO3HOH IIPOPE3HOM PEe3bObI, OPHAMEHT
KOTOPOI COAEPKHT CTHAHU3OBAHHBIE MOTHBBI KUBOI IIPHUPOABL XYAOKECTBEHHASA
pespda IT0 AEpeBy ABAAETCA BECbMA PACIHPOCTPAHEHHBIM BHAOM AEKOPATHBHO-
IIPUKAAAHOTO UCKYCCTBA B TBOPYECTBE PYCCKUX MACTEPOB.

IleApfo paOOTEI OBIAQ KOHCEpBAIUA M pecraBparus parMeHTa CTBOPKU
Llapckux Bpar ¢ KPyrABIM KAGHMOM C HKOHOU «3HAMEHHEY.

113 mocTaBAEHHOI 1IeAR OBIAE CDOPMYAUPOBAHBI 3aAAYH:
®  HU3yYuTh HCTOPHIO pa3BuTHA HKOHOCTacoB B Poccrmu XVIII-XIX Bekos;

L4 OHpeAeAI/I’HJ 3HAYCHIC L[apCKI/IX BpaT B MKOHOCTACCE;

®  U3yYNTh METOAHMKH ITO30AOTBHI HAa OPHAMEHTAABHBIX PE3HBIX HKOHOCTACaX
H3y4aeMOIO IIEPHUOAA;

®  OIPEACAHTb MATEPHAABI, HEOOXOAUMBIE AASl IPOBEACHUA KOHCEPBAITMOHHBIX 1
PEeCTaBPAIIMOHHBIX paboT Ha dpparmenTe crBopku Llapckux Bpart;

®  IIPOBECTH KOHCEPBAIIMIO U pecrappanurio dparmenta crBopku Llapckux Bpar
U BCTABAGHHOU B KACHMO HKOHBI «3HAMEHHE» B CBA3U C €€ aBapHUITHBIM
COCTOSIHUEM COXPAaHHOCTH.
[IpeameroMm wmccAeAOBaHUA ABASAACA (DpParMeHT PE3HOH ITO30A0YEHHOM

CTBOPKI/I L[apcxnx BpaT C prrAbIM KACHIMOM IIOA MKOHY «3HAaMEHMEY.
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1. MeToamnka otAaeAkH pe3HbIXx nkoHocTtacoB Poccun XVIII-XIX Bexos
HMxoHoCTac B IIPaBOCAABHOM XpaMe — IIPerpasa C MIOMEMEHHBIMI HA HEH
PAAAMH UKOH, OHA OTAEAAET AATAPh OT CPEAHEM YaCTU XpaMa.

B cocras mkonoCcTaca Bxoadr Llapckue Bpata (MAM paiicKue BpaTa), PaCIIOAO-
’KEHHBIC B IICHTPE MECTHOIO PAAQ, 4 TAKIKE OOKOBBIC BPATA, BEAYIIIHE B }KEPTBEHHUK
n AmakoHHHK. llapckme Bpara DpHIIAM U3 BH3AHTHHCKOM TPAAUIUA U
CYIIIECTBOBAAH €ITE AO ITOABAEHHA BEHICOKOTO HKOHOCTACA.

Pabora macrepoB-unHOCTpaHIeB B OpyKEHHON MaAaTe M TECHBIE CBASH C
EBporoit ycuAuBaroT IOABACHHE CBOCOOPAZHON CKYABIITYPHOU PE3bOBI ITO ACPEBY,
KOTOpas IIOAyYHAA HasBaHme «@pAeMCKad pes3b». B pabore PyccKUX PEe3YnKOB,
OAaroAaps HOBBIM IIPHEMaM B pabOTE, ACPEBO IIPEBPAIIACTCA B CKBOSHOMN a:KyPHBII
ysop. Pe3pba cramoBumTCcA OOraToi, COCTOAINEH W3 OPHAMCHTAABHBIX U
PACTUTEABHBIX MOTHBOB H HX 3aMBICAOBATHIX IEPEIIACTCHUII, B COCTAB KOTOPBIX
BXOASAT ITAOABI, IIBETHI, ATOABI I OYEHDb YACTO BUHOTPAAHBIE TPO3ABS M AUCTBA.

I[ToMrMO TIPHUBO3UMBIX HMEYATHBIX KHHKHBIX HAAFOCTPAIINH M3-32 TPAHUIIEL B
CTHAE€  HEMEHIKOTO OapOKKO MOTHBAMH  AEPEBIHHOM  pPE3bOBI  ABASAUCH
HEIIOCPEACTBEHHO U PUCYHKH U3 IEPKOBHBIX KHHT. Pycckme pe3dumKkn KOIMMPOBAAT
PHCYHKH B pa3HBIX MATEPHAAAX: AEPEBE, METaAAE, KaMHE, KOCTH, CO3AaBafd
YVHHKAABHBIE IIPOU3BEACHUA B YOPAHCTBE, KAK IIAPCKUX ABOPIIOB, TaK U IIEPKOBHBIX
HKOHOCTACOB, XOPOIIIO COXPAHMUBIIIHIECA AO HAIIIETO BPEMEHM.

Bo Bropoit morosune XVII Bexa, npu mape Aaekcee MuxaiiroBude, cBOE
HAYAAO IIOAYIHAO PYCCKOE ODAPOKKO, UTO B IIOAHOI MEPe OTPA3UAOCH Ha IIEPKOBHOM
APXHUTEKType U Ha CTUAUCTUKE XPAMOBOIO yOpaHCTBA. AEKOpaTHBHAA aKypHAS
pespba  craAa  3aMETHOM  COCTABAfIFOIIIEM  MKOHOCTACOB, KOTOPHIE — CTAAH
APXUTEKTYPHOH APYCHOM KOHCTPYKIIMEH C OOHMAMEM pE3HBIX JAEMEHTOB U
AEKOPATUBHOI ITO30AOTHL

B mepxkoBHOM nckyccTBe, Kak M B HAITIEH KHU3HH, HET HUYETO CAydaiiHOTO. B
OBITHI OTAEABHOTO YEAOBEKA HAU IIEAOrO HapoAa l'ocroap morryckaer ckopbu m
ITAACHHUSA — HO €CAH 3TOT YEAOBEK HAH HAPOA yroBaeT Ha bora, crpemurcs x Hewmy,
TO 3TH TAKEABIE BEXH €O ITyTH B HTOTE CTAHOBATCA CTYIIEHAMU BBEPX, K AYXOBHOMY
oumIeHuro. Tak ke U B IIEpKOBHOM wucKycctBe. Maammmee, dyxaoe Ayxy
[IpaBocaaBus €CAH M BXOAUT B HETO, TO CO BPEMEHEM HCYE3AET, YXOAA B IIPOIIIAOE.
Opra"nugHoe Ke — IPUKUBACTCA, OCTACTCA, AAAIITUPYETCA U IPHUHUMAET (POPMBI,
BIIOAHE COOTBeTCTBYIOIME AYXY Llepksn (maa. 1).

TexHOoAOIMH 30AOYEHHA AECKOPA HMKOHOCTACOB CYCAABHBIM  30AOTOM,
KOTOPBIMHU ITOAB30BaAUCh MacTepa 1mo30AoTanknu X VIII Beka, ObIAM H3BECTHBI U

HPI/IMCHHAI/ICI) C AABHHX BpCMéH. Ounn HepeI_HAI/I B OTACABHVIO CIICHHMAABHOCTD OT
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HMKOHOIIHCIIEB, KOTOPBIE PaHEE CAMH IIOAHOCTBIO BBIIOAHSAAU BCE PabOTHI IIpU
HM3TOTOBACHUN MKOHOCTACOB: IIMCAAU HKOHBI, 30AOTHAN Ha HUX HIMOBI U OACHKABIL
CBATBIX, PAMBI K HKOHAM U (POHA.

C yBeamdeHmeM KoAmYeCcTBa crposrnuxca xpamos B X VII Beke mosaBmaach
CaMOCTOAITeABHAA ~ HpodpeccHss  IO30AOTYHKA, a  HKOHOIIHCIIBI  3aHAAWCH
HEIIOCPEACTBEHHO HAIIICAHUEM HKOH.

AeKkopaTuBHAA IIO30AOTA HA HKOHOCTACAX BBIIOAHAAACH C IIPUMCHEHUEM
KOMOMHHPOBAHHOTO 30AOYCHUSA HA IIOAHMEHTE B COYCTAHHH C MATOBBIMHU
VIaCTKAMH Ha CBA3YIOIIEM KA€E. DTOT TEXHUYECKHH IPHUEM ITO3BOASA YCHAHUTH
KPAacOTy PE3HOIO PEABEPHOTO ACKOPA, OAATOAAPSA ITOABACHUIO UIPHI CBETOTCHH, U
BH3YAABHO JTAYOAAA peAbed.

AAf BBIITOAHEHUSA TASHIIEBOI ITO30AOTHI HA PE3HOM AEKOpE € IIPHUMEHEHUEM
IPYHTA IOAHMEHTA TPEOOBAAOCH, UTOOBI HA pe3bOe ObIAA CAECAAHA AOBOABHO
TOACTasd, HO IIPH 3TOM AOCTATOYHO MATKasd, TOAAOKKA. C 3TOHM IEABIO MacTepa
HCITOAB30BAAHT MEAO-KAEEBYIO CMECh: TAK HA3BIBAEMBII I'PYHT-AEBKAC.

AAS IPATOTOBACHHSA ACBKACA HCOOXOANMO OBIAO OOBIKHOBCHHBIN ITPHPOAHBIHI
MEA B BHUAE ITOPOIIKA OTMBITH YE€pe3 BOAY OT MEXAaHHYECKUX IIPUMECEH C
HCITOAB30BAaHUEM BOAHOIO pPacTBOpPa, 3aTEM MHOIOKPATHO TIPOIIEAUTDH €TI0
METAAAHMYIECKHE CHTA PA3HOH IYCTOTH (OT PEAKOM AO 9aCTOM), HOTOM AQTh MEAY
OCECTh Ha AHO, CAUTB ITPO3PAYHYIO BOAY, 2 OCTaBIIIYFOCH MEAOBYIO MacCCy IIEPEAHUTD
HA IIPOTHBEHb U IIPOCYIIHTH. [IAMTOYHBII MeA 3aTeM HEOOXOAHMMO OBIAO CHOBA
IIPEBPATUTh B IIOPOIIOK, PACTOAOYb €r0 B MEAHON cryme. Takoil MeA m3-3a
TPYAOEMKOCTH €I'O IIPUTOTOBACHHA HA3BIBAAT «OTMYICHHBIM».

Aaree B KOTA€ HEOOXOAMMO OBIAO IIPUTOTOBHUTH KOKHBIH MAW ME3APOBBIN
KAEH, KOHIIEHTPAITUIO KOTOPOTO MACTEPA OIIPEACAAAHN HA OIIYIIb IIO IPAKTUKE, KaK
CHABHO HAH CA20O CAHIIAIOTCA, CMA3aHHBIE KACEBBIM PACTBOPOM IIAABIIBL

KaeeBoli pactBop B TEMAOM BHAE INETUHHBIMH KHCTAMH HAHOCHACA HA
ITOBEPXHOCTh OPHAMEHTA U3TOTOBACHHOIO U3 APEBECHHEI ACPEBA AHUIIBI 32 ABA-TPHU
pasza. CAOM IIPOKAECHKH CYIIIMAUCH €CTECTBEHHBIM CIIOCOOOM.

I'naakme ygacTku Ha CKYABIITYpe M (DOHAX MKOHOCTACOB OKAGHBAAHM TKAHBIO
CEPIIAHKOM  AAfl  IPEAOTBPAILICHUA  PACXOKACHHA  KAEEBBIX  COIIPSKEHHUI
MHOTOCAOMHOM OCHOBBL (CAy4aAOCH, UTO APAITMPOBKY HA CKYABIITYPE aHICAOB,
BBIIIOAHAAM M3 O9TOH JK€ TKAHH, CHABHO IIPOIIMTAHHOM KPEIIKUM KAEEBBIM
pactBopoM. CAEAyIOIIEH 3a 3TUM OIIEpAIHEd OBIAO MHOTIOKPATHOE HAHECCHHE
AeBKaca. AeBKAC TOTOBHUAH U3 TEIIAOTO KAEEBOI'O PacTBOPA U OTMYYEHHOIO MEAAQ.

B TEmABIi KAEEBOM PACTBOP BCBHITAAU HEOOABIIIMMH ITOPIUAMH OYUIICHHBIN

MEA CAOSAMU Oe3 HCpCMCLHI/IBaHI/IH, ITOOBI OH, HAITUTBIBAACH KACCM, CaM OCCAAA HA
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AHO KOTAA. Best 912 IIporieAypa BBIIOAHAAACH HA TaK HA3BIBAEMOU «BOAAHON OaHe»
AAA TIOAAEPKAHHA ITOCTOAHHOM TEMIIEPATyphl IPHUIOTOBASEMOrO COCTaBa. B
CTAPHHHOU PEIENTYPE 32 ITUM CACAOBAAO IIPOIICKUBAHHUE «IEPE3 ITAAT», TO €CTh
Yepe3 CHTO AAfl IIOAYYEHHA OAHOPOAHOM KOHCHUCTEHIMH AeBKaca. «[IaaTom»
HA3BIBAAOCH ABHAHOE IIOAOTHO PEAKOTO ITACTCHHUS.

Hamocnaca AeBkac rmieTmHHBIMHA KucTtaAMd. llocAoitHo, ¢ mpocymimBaHmeM
Ka/KAOTO CAOf TPYHTa €CTECTBEHHBIM IIyTéM. B mporrecce mamecenusa rpyHTa
METAAAUYECKUMHI KPIOYKAMH Pa3sHOU (DOPMBI VAAASAMCH HAIIABIBBI M ITOTEKH
Aepkaca. Ilocae HameceHHWA HY/KHOTO IIO TOAIIHIHE CAOS, CACTKA YBAQKHCHHBIN
BOAOH AEBKAC BBICKAOAHBAACA AO TAAAKOCTH METAAAMYCCKHUMH KPIOYKAMH U
AOIIOAHHTEABHO BBIPABHHUBAACA YBAAKHEHHBIM OOPOBBIM XBOIIIOM YK€ AO OOAce
I'AAAKOTO cOCTOSIHUA. [IpH 9TOM CyCTaBYMKH XBOIIA AAA YBEAMYEHUSA UX KECTKOCTH
I CPOKA CAYKOBI HAACBAAMICH HA CIICIIMAABHBIC [IAAOYKHA-TPEMHUTKH.

Macrepa Hape3aAHm CTaMECKaMU IIO0 VBAQKHEHHOMY AEBKACY, BBIIIOAHAA
LIIPOBKY, TO €CTb HAPE3AAH PUCYHOK B TOAIIE AEBKAaCa, IIOAYEPKUBAIOIIUNA KPACOTY
pPE3bOBI IIO AEPEBY, OMKHUBAABIIYIO €€ pa3sHOOOpasHeIME HIpuéMamu. LlupoBky
BBIIIOAHSIAH C IIOMOIIBIO CTAMECOK, IIHPA3UKOB, KAIOKAP3 U 3HICMYCOB.

Bcaea 3a 91Ol omepanmer BBIIOAHAAACH IITUXTAHOBKA — ITAHQOBKA
ITOBEPXHOCTH CYXHM CIIOCOOOM C IIPUMEHEHHEM CYXUX CT€OAEH OOpPOBOrO XBOIIA,
HA IPaHAX KOTOPOTO IIPUCYTCTBYFOT KAaIIEABKH KPEMHEBOM KHCAOTBI, OAaroAaps
KOTOPBIM ITOBEPXHOCTh AEBKACA CTAHOBHAACH A0COAFOTHO TAAAKOM M HAITOMHUHAAQ
coboit ouckBuTHBIA apdop Oe3 OAecka.

Aaree cAaeaOBaAa ITOATOTOBKA IIOA TASHIICBOE 30AOYEHHUE — HAHECCHUE
ITOAUMEHTA. MHOTOKOMIIOHEHTHBII COCTaB ITOAUMEHT AAA PAOOTHl PA3BOAHAU
CAAOBIM KAEEBBIM PACTBOPOM ME3APOBOIO KAESl MU HAHOCHAH ITOCAOHHO MATKAMU
OEANYbUMH KUCTAMHU Ha TIIATEABHO IIOATOTOBAEHHYIO IIOBEPXHOCTD IIPUMEPHO 32
4 paza.

KaxABIIT CAOH ITOAMMEHTA TIIATEABHO CYIIHAN. 3aTeM  YBAQKHAAHU
IIOBEPXHOCTh BOAKOM AU XOPOIIIUM BUHOM (IIOAIIYCKOM) U HAKAQABIBAAU AQIIKAMU
N3 KOHYHKOB OCAMYBErO XBOCTA ABOMHHKOBOE CycaabHOE 30A0TO. OHO
IIPEACTABASIAO COOOM OMMETAAAMYECKHE ITAACTUHBI: OAHA CTOPOHA KOTOPBIX OBIAQ
3 cepeOpa, a Apyrasg — u3 30A0Ta. CIycrs Kakoe-TO BPeMf 30A0TO IIOAHPOBAAH
3yOOM (MEABEKBHM HAU BOAYBHM, IIO3AHEE AraTOBBIMU 3YOKAMM) AO IIOAYYCHUSA
CHABHOTO TASHITA HA 30AOTE.

MaroBoe e KAEEBOE 30AOYEHHE OCTAABHOI IIOBEPXHOCTH  A€BKaca
BBEIITOAHAAHM TAK: IIPOKAEHBAAU CAAOBIM PAaCTBOPOM ME3APOBOTO KAES H XOPOIIO

HpOCYLHI/IBaAI/I. B stor paCTBOp BBOAMAN HEOOABIIIOE KOAUYIECTBO CyXOIO ITUTMEHTA
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OXPEI CBETAOH, ITOOBI IOAYIHTH IIBETHYIO IIOAKAAAKY TIOA 30A0TOM. Mactepa X VIII
BEKA IIPUMEHAAU B CBOE pabOTE HE TOABKO «ABOMHUK», HO U LIBETHOE 30A0TO.

Bropyro mpokAeliky BBIIOAHAAU TaK e CAAOBIM PAacTBOPOM KAEf, HO 0Oe€3
AOOABACHHS IINTMEHTA, XOPOIIIO IIPOCYIIIHBAAN ITIOBEPXHOCTD, CMAYUBAAN BOAKOH 1
OBICTPO HAKAQABIBAAH OOAEE TOHKOE 30A0TO (yiKe O3 IIOAKAAAKH U3 cepedpa).
[Tocae mpocyIkn TO30A0TEL OOMETAAH €€ «3adubeil Aamoiy. [1pn HeoOxoaAuMOCTH
AOKaABHO TIOBTOPAAH OIEPALHIO B MeCTaxX ITOABHUBIIHXCA AedEKTOB Ha
IIOBEPXHOCTH ITO30AOTHL.

AAfl yCHACHUA KOHTPACTA MEMKAY TASHIIEBBIM K MATOBBIM 30AOYCHHUEM
IIPUMEHAAH €I M CIEIIMAABHBIA MAaTOBBIA pacTBOp. CyIIecTBOBAAO MHOKECTBO
PELIENITOB 3TOrO MATOBOIO PacTBOpa. Y KAKAOTO IOAPAAYHKA OH OBIA CBOH. B
CTAPHHHOU pPELENType IPUMEHAAOCH AQKE ITUBO.

Kak moxaseBaroT AaOOpPATOPHBIE HMCCACAOBAHHUA CTAPUHHBIX aBTOPCKHX
MaTHPYIOIIUX ITOKPBITHIH, BCE 7K€, YaIlle BCETO, IIPUMEHAACH COCTAB Ha OCHOBE OYEHD
CA2DOrO KAEEBOTO pPacTBOpPa, B KOTOPBIM AOOABASIAMCH KPACAIIIME IINTMEHTBL:
POCHBIN AaAaH (CaHAApAK), ImadppaH, [YMMUIYT, KYPKyMa M APaKOHOBa KpoBb. Bce
5TH 3aMOPCKHE KOMITIOHEHTH IIPUBO3HANCH M3-32 MOPS, ¥ CTAAW U3BECTHBI PYCCKHM
MacTepaM OT WHOCTPAHIIEB, NPHOBBIINX B Poccnro BMmecTe ¢ HHOCTPaHHBIMA
APXUTEKTOPAMIL

[IpumeneHHE 5TOTO PACTBOPA CITOCOOCTBOBAAO HE TOABKO OOAEE 3CTETHIHOMY
BOCHPHUATHIO ITO30AOTE, HO U 3aIHIIAAO AOPOTOE ACKOPATHBHOE ITIOKPBITHE OT
BO3ACHCTBHUA OBITOBBIX 3aTrPASHEHUN, CA7KH M KOIIOTH, OCEAABIIINX HA ITOBEPXHOCTD
ITO30AOTHI IIPH TOPEHUU BOCKOBBIX CBEYEH.

OOpaTHEIE CTOPOHBEI CKYABIITYPHBIX 3AEMEHTOB AEKOPa M ChEMHBIX PaM K
MKOHAM MACTEepa OKPAIIIUBAAM (IO IPEABAPUTEABHOMN IIPOKAEHKE ITOBEPXHOCTH
ACPEBA) KAECEBEIM KOAEPOM, COCTOAINNM H3 CYXOrO IHUTMEHTA OXPBl CBETAOM HA
BOAHOM KAEEBOM PACTBOPE ME3APOBOIO KAefA. DTOT KOAEP HAHOCHACH 32 OAMH-ABA
pasa M IPEAOXPAHAA IOBEPXHOCTb APEBECHHBI OT BO3ACHCTBUA OBITOBOU IIBIAH,
IPA3H, CAKA U KOIIOTH.

DTa TEXHOAOTHSA 30A0YECHHSA IPOCYIIIECTBOBAAA AOBOABHO AAUTEABHOE BpemA
1 IIOKAa3aAa XOPOIINE PE3YABTATHI IPH 3KCIIAYATAITUA B CAOKHBEIX IO KAHMATY
YCAOBHAX XPaMOB U ABOPIIOBBIX HHTEPbEPOB.

XIX Bek HPUBHEC H3MEHEHHUA B TEXHOAOTHIO AEKOPATUBHOM IIO30AOTHI,
CBA3AHHBIE C M3MEHEHHEM BKYCOB 3aKa3YMKOB U apPXHUTEKTYPHBIX CTHAEH, KOIAd
PE3KO COKPATHAUCh OOBEMBI IIPUMEHEHHA 30A0Ta B OTAEAKEe Aekopa. [losonrora
IepecTara AOMUHHPOBATh B OoTAeAKe. C M3MEHEHHEM TEXHOAOTHUN HM3TOTOBACHHA

CyCaABHOTIO 30A0TAa HpCKpaTI/IACH BBIITYCK ((ABOfIHHKEI». TOF,A,a MaCTCpa ITO30OAOTYH K
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CTAAW UMHTHPOBATE 3TOT BHUA 30AOYEHHA TEM, UTO OIEPAITUIO CTAAH BBIIIOAHATDH B
AB2 9TaIla: CHAYAAA CEPEOPHUAH ITIOBEPXHOCTh HA IOAUMEHTE, IIOTOM IIPOKACUBAAU
IIOBEPX CepeOPEHUA CAAOBIM PACTBOPOM KAEH U 30AOTHAH YK€ CYCAABHBIM 30A0TOM
C IIOCAEAYIOIIEN ITOAMPOBKOM ITOBEPXHOCTH.

B 310 BpemMsi HOABHAHCH COYETAHHA ITO30AOTBI C OKPACKOI HE TOABKO
POHOBBIX yYACTKOB HA HMKOHOCTACAX, HO TAKXKE BBIOOPOYHO M HA IAEMEHTAX
ACKOPATHBHOI PE3BOBI.

Kak 60oAce sKkOHOMHYHOE, IIPAKTUYHOE UM H3HOCOCTOHKOE IO CPABHEHHIO C
KAEGEBBIM, II0 MHEHHIO MACTEPOB U 3aKAa39HKOB, IIHPOKO CTAAO IIPUMEHATHCA
30AOYCHHE HA MACASHOM AAKE «<MOPAAH» U roAbAdapbOe (ryapdapoe). Temeps mpu
KOMOMHUPOBAHHOM 30AOYEHHUH BO3MOKHO OBIAO  COYETAHHE TASHIIEBOTO
30A0YEHUA HA IIOAUMEHTE M MAaTOBOrO Ha IyAbdapOe. 30A0YECHHE HA «MOPAAHY»
IIPUMEHAAOCH, KaK CAMOCTOSATEABHBIA BHA, BBHUAY TEXHOAOTHH HAHECEHHS 3TOTO
A2Ka HA ITOBEPXHOCTD, M 3AMEHUAA BPEAHBINT AAfl HICIIOAHHTEAEH CITOCOO OTHEBOTO
AMAABTAMHOTO 30AOYEHHA HA KYITOAAX I METAAAMYIECKOM HAKAAAHOM AEKOPE.

Bo Bropoit morosrre XIX Beka 9TO IIMPOKO CTAAA IIPUMEHATHCA MUMUATAITUA
30AOYCHHSA C HCIIOAB30BAHHEM PA3AMYHBIX HOBBIX MAaT€PHAAOB U TEXHOAOTHH B
COYETAHUHN C OTACAKOM APEBECHHBI OCHOBBI ITOA BOCK, AAK M Pa3AHYHBIE OKPACK.
Otn HOBOBBeAeHHA XIX Beka B TEXHOAOTHU OTAEAKH PA3AWYHBIX H3ACAUN
YACTHUYHO KOCHYAHCH M OTACAKH IIPEAMETOB IIEPKOBHOTO HCKYCCTBA, HO OeAee BCErO
CTAAM IIPUMEHATHCA B (DAOPHYIHOM IPOHU3BOACTBE IIPHM H3TOTOBACHHUH pPaM K
KAPTUHAM U IIPEAMETOB CBETCKOTO ACKOPATHBHO-IIPUKAAAHOTO HCKYCCTBA.

[TamATHIK AEKOPATUBHO-IIPUKAGAHOTO IIEPKOBHOI'O MCKYCCTBA, ITOCTYIIMBIIIHI
HA PECTaBPAIIMIO, HAXOAUTCH Ha IIOCTOSHHOM XpaHeHHH B xpame «Bockpecenms
Xpucrosa» y Baprmasckoro Bokzasa. DTo OpHAMEHTaAbHAA 30A0OUCHAA «ACPEBAHHAA
paMa» C KPYIABIM KACHMOM IIOA HKOHY «3HameHHe». [IaMATHHK IPUKAAAHOTO U
AEKOPATHBHOTO HCKYyCCTBA HAXOAHMTCA Ha IIOCTOSHHOM XPaHEHHH B XpaMme
Bockpecerus Xpucrosa y Baprmasckoro Boxkzasa. Ilpeamer mepeaan Ha
pecraBpanmio otrioM I'eopruem (I[ImmeHOBBIM) BBHAY YTPATHI 3CTETHYECKOTO BHAA,
KOTOPBIIT HEIPHUEMAEM AAA MOACHHN IIPUXOkKaH B Xxpame. Vcroprdaeckne cBeacHUA
O IIPOUCXOKACHHU, IIPOBOAUMBIX HCCACAOBAHHAX U PECTaBpalUAX parMeHTa
crBopkn Llapcknx BpaT oTcyTCTBYIOT. B KHHTE y9éTa MEepKOBHBIX IIEHHOCTEH IIPH
xpame Bockpecennsa Xpucrosa y Baprmasckoro Bok3asa mMmeercs 3aIlldCh ITOA
HoMepoM 43 (349): «3mamenue b.M. u3s pesH. mKOHOCTaca.

[Tepea Ha9aAOM PECTABPALIMOHHBIX IIPOIIECCOB OBIAQ IIPOU3BEACHA ATPUOYIINA

HpeAMCTOB, IIOCTYIIMBITHUX HA pCCTaBpaHI/IIO C IIOMCKOM aHAAOTIOBBIX ITAMATHMKOB.
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Vsygenue AQHHBIX Pa3HOOOPA3HBEIX HCTOYHUKOB HH(OPMAIIUN ITO3BOAHAO
aTpUOYTHPOBATD IIPEACTABACHHBIN AAfl KOHCEPBALIMH K PECTABPAIIMU IIAMATHUK
LIEPKOBHOTO AEKOPATUBHO-TIPUKAAAHOTO HCKyCCTBa, KaK (PparMEHT CTBOPKH
HAPCKAX  BPaT, IIOCTPAAABIIMU B IIEPUOA YHHYTOKEHHUA IPOUIBEACHUU
AEPEBAHHOTO PE3HOTO HMCKYCCTBa B Xpamax. [IpeAcTaBAeHHBIN Ha peCcTaBPAIIHIO
IIAMATHUK IIPEACTaBAfeT coboi dparmenT crBopku l[lapckux Bpar ¢ Kpyrabm
KAEHMOM C BCTABAGHHON B HETO HKOHON «3HAMEHHE», TaK/KE ITPEACTaBAAFOIIYIO
coOOM TOABKO dwacTh mpousBeAcHndA. Vlkoma pamee Oblra  TPaAHIIHOHHOI
IPAMOYTOABHON (DOPMBI, 2 IIPH IIOATOHKE K KPYrAOM popMe KAEHMa CTBOPKH
[lapckux BpaT e€ opmMa H3MEHHAACH HA KPYIAVIO C 3HAYHTEABHOHM YTPATOM
aBTOPCKOI OCHOBBI MKOHBI U KIBOITMCH.

Croer «3HaMeHHE» ABAAETCA  CAMOCTOATEABHBIM  IIPOM3BEACHHEM B
MKOHOIIMICH M HE COOTBETCTBYeT KaHOHAM odpopmaeHHA KAerM [lapckmx Bpat. B
BepxHell yactu llapckux BpaT OOBIMHO pacrmoAaraercss mkoHa «baaroserenmex
(Apxanrea I'aBpuma u Boropoauria), a B APyIUX KAEHMAX PACIIOAATAFOTCA MKOHBI
armocroaos A\yku, Mardes, Mapka u Moanna borocaosa (Maa. 2).

MosKHO OBIAO OBI IIPEAIIOAOKHTH, YTO AAHHBIA (PPArMEHT OPHAMEHTAABHOI
ITO30AOYEHHOI pe3bOBl ABAfAETCA BEpXHEH wacThio crBOpkH Llapckux Bpar,
OTIHAEHHBII OT OCHOBHOTO HM3ACAHSA, O YEM CBHACTEABCTBYIOT TPH YIACTKA OCHOBEI
C TpeMsA TOPIIEBBIMH CITHAAMH B HIKHEH JacTd (pparMeHTa.

XapakTep CHABHBIX CTOMKHX ITOBEPXHOCTHBIX 3arPASHEHHI TAKKE TOBOPHUT O
TOM, ITO 3TO KaK OBl BEPXHAA YACTh U3ACAHA.

Kpyraoe kaeifiMmo ¢ mpoUABHOI paMOM TAKKE CBHAETEABCTBYET O TOM, YTO
3TO — HIPEAMET IIEPKOBHOTO AEKOPA, U MOMKET OBITb PACCMOTPEH, KaK (PparMeHT
crBopku Llapckux Bpar. B opramenTaspnoil wactu dparmenta crsopku Llapckux
BpaT IIPHUCYTCTBYET TPAAUIIMOHHBI 9AEMEHT «BUHOTPAAHAA IPO3ABY, U 9TOT (DaKT
TOBOPHUT HAM O TOM, YTO 3TOT (DPArMEeHT PE3HOTO ACKOPa IIEPBOHAYAABHO OBIA HE
BEPXHHUM, 2 HIZKHIM B KoMirosuruu [lapckux Bpar.

B pasamgneix wncrounmkax wuH@OPMAIINA IO ILEPKOBHOH apXHTEKType
MHTEPHbEPOB HAAMYIECTBYET MHOKECTBO AaHAAOTOBBEIX IIPEAMETOB, ITOATBEPKAAFOIITUX
IIPEATIOAOKEHIE O IIPOUCXOKACHHH AQHHOIO IIPEAMETa, ITOCTYIIMBIIIETO Ha
pecraBpanuio.

dparmMeHT Pe3HOrO 30A0YEHOIO ACKOpa B BuAE dparmenTa crBopku Llapckux
BpaT, OTIIMACHHBIN paHee IIPU HEU3BECTHBIX OOCTOATEABCTBAX, IIPHUCIOCOOACH K
HCIIOAB30BAHUIO, KaK paMa K HKoHe «3HameHne boxmeit Matepmy.

KaxABIiI 1mpaBOCAaBHBIN XpaM Poccnm mMeer CBOIO HCTOPHIO, B3ACTHL,

ITAACHIA. Mmuorme L[epKBI/I B Poccun HOCTpaAaAI/I B HepBbIC TOABI ITOCAC Beankorn
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OKTAOPBCKON  COLMAAUCTUYECKOH peBoAronmu u B 1930-e Troasl B TOABI
MKOHOOOpdYecTBA. TOABKO MaAas 9acTb IIPOM3BEACHHUH I[EPKOBHOIO HCKYCCTBA
IIOITaAd B TOCYAAPCTBEHHBIC MY3€H, YACTh COXPAHUAACh OAATOAAPA YACTHBIM AUIIAM,
HO OYEHb MHOIUE XPaMbl OBIAH B 3TO BpeMf OE3KAAOCTHO pPAasrpaOACHBI U
6e3B03BpaTHO yrpadcHbl. CpeAr HUX OBIAN U IAMATHUKI APEBHEPYCCKOM KYABTYPBI,
1 XPaMBI PAHHETO «IIETPOBCKOTO» OAPOKKO, KAACCHIECKOIO CTHAS.

OOparmascy K HEIIPOCTOH HCTOPUU HAIIEIO TOCYAAPCTBA, CACAYET OTMETHTD,
YTO K YHCAY COXPAHHUBIIIUXCA XPAMOB OTHOCATCA 3HaIUMBIe AAf [leTepOypra xpamer,
ABAAFOITIHECA B HacTodArIee BpeMdA maMATHHKaMH apxuTekTypsl X VIII-XIX Bekos ¢
HCTOPUYECKAM  BHYTPEHHHUM  YOPAaHCTBOM W PEKOHCTPYHPOBAHHBEIX  IIO
HCTOPHUYECKAM AOKyMeHTaM. Ha Impumepax HEKOTOPBIX MX HUX MOKHO PACCMOTPETH
HCTOPHIO HKOHOCTACOB U Llapckux BpaT M3y9aeMoro mepuoAa.

DTO CBA3AHO C TEM, YTO YACTh CTBOPKH Llapckux BpaT ¢ KPYrABIM KAEHMOM,
IIOCTYIIUBINIAs HA PECTABPALIMIO, IO MHEHHIO 3KCIIEPTOB, OTHOCHTCA K AAHHOMY
IIEPHOAY BPEMEHH, O YEM CBHAETEABCTBYET CTHAB (DParMeHTa IIAaMATHUKA. YETKO 1
IPpO(PECCHOHAABHO BBIIIOAHEHA pe3bOa II0 AEPEBY, a TaKKE BHUABI aBTOPCKOMN
ACKOPATUBHOI IIO30AOTEI Ha Hel. Bpara, HECOMHEHHO, NIPUHAAACKAAU K
KOMITO3HUIIMHY HKOHOCTACA, 3AHIMABIIIEIO AOCTOHHOE MECTO B OAHOM U3 YTPAYECHHBIX
IIPAaBOCAABHBIX XpaMOB [ letepOypra.

Apxurektypa Hauara X VIII Bexa HOCHAQ IpHHIIMIIHAABHO HOBBIE YepThl, OHA
obOparmaerci B 9TOT IIEPHOA K MHPOBOMY KAACCHYECKOMY apPXHTEKTYPHOMY
HACACAHIO, BKAIOYAET B C€OA HOBBIE 9AEMEHTHI CKYABITTYPHOI'O ACKOPA.

Pycckoe uckyccrso nepexnsaer Hosriit paciser B cepeanne X VIII Bexa.

DTO BpeMfA MOKHO HA3BAThb BO3POKACHHUEM M Pa3sBUTHEM TPAAUIIIN
IIETPOBCKOTO BPEMEHH, OHO HOCHUT YCAOBHOE HAa3BaHHE «IIETPOBCKOIO» U
«EAM3ABETHHCKOTO» OAPOKKO.

MccaepoBaTeaem OBIA  TPOBEAEH ITOMCK aHaAoros llapckux Bpar B
KOMITO3HITNAX APYIUX IIAMATHHUKOB IIEPKOBHOTO HCKYCCTBA M PEKOHCTPYKIIUA

HMEFOIerocs oparMeHTa B IIeAOE IpomusBeAcHHE (MAA. 3, 4, 5).

2. Texauueckoe cocrosaHue pparmenra crBopku Llapckux BpaT ¢ Kpyrabm
KAEHMMOM ITOA UKOHY (HAA. 6-8)

®dparmMeHT CTBOPKHA HAOPAaH M3 HECKOABKHX AOCOK, CKAGEHHBEIX MEKAY COOOM

CAOAMH TIOA IIpAMBIM yraom. Apesecumna ¢parmenra crBopku llapckux Bpart

IIAOTHAfA, O€3 BHAHUMBIX ACCTPYKUMH u mopaxenuil. OdeBuaHa Aedpopmarius

dparMeHTa CTBOPKH, BBITHYBIIEHCH PAAMAABHO B ILIEHTPAABHOM YaCTH AHUIIEBOM

CTOPOHI)I Ha 4.5 cM OT IIAOCKOCTH B CBSI3U C HOTCpCfI HaprDK@HI/IH APCBCCI/IHI)I
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OCHOBBI IIPU OTACACHHUHU PE3bOBI OT pambl-00BA3kH. Pasmepsr: Beicota — 60 cM,
mupuHa — 51 oM, BeicoTa peabeda (TOAIIHHA) — 7 CM.

Ha ocHoBe mmerotcs yrpatsl OCHOBH pasmepamu: (2 x 1 u 1,8 x 6) cm BHH3Y
CA€BA U BHHU3Y CIIPaBa COOTBETCTBEHHO HA THIABHOI CTOPOHE CTBOPKH.

Kpome yrpar MeXaHHYECKOrO IIAaHA Ha THIABHOH CTOPOHE BHUAHBI
pPECTaBpallHOHHBIE BCTABKU APEBECHHBI pazMepamu: (4,5 x 1,5) cm BBepxy crpasa u
BHU3Y CIIpaBa. BHAHBI BOAOCSAHBIC TPEIUHEI U PA3PHIBEI APEBECHHBI 110 MACCUBY
pasmepamu: 6,4 cm u rayounoit 3,8 cm (Maa. 7).

OTAeAKa OCHOBBI TEIABHOH CTOPOHBI (PparMeHTa paHee OBIAA BBIIIOAHEHA
COCTABOM OXPHI CBETAOH Ha ME3APOBOM KA€e. DTOT CAOU YTPATHA CBA3b C OCHOBOH,
MMEET 3HAYUTEABHBIC OCBIIN OKPACKH, CKOPEE BCETO OT OOHMABHOTO BO3ACHCTBHSA
BAArd IIPU HEIIPABHABHOM XPAaHEHUH, ITOBACKIIIIM 32 COOOM HAPYIIEHUH aAI€3HU
OKPAaCOYHOIO CAOA C APEBECHHOM OCHOBBL. Ha OTA€AKE TBIABHOII CTOPOHEI
dparmeHTa IMEIOTCA ITOTEKH HEU3BECTHOTO IIPOUCXOKACHHUAL.

[ToBepxHOCTHBIE 3arpsA3HEHUA HOCAT OBITOBOM XapakKTep — 9TO IIBIAD
AETKOYAAAfEMAs, 2 TAKIKE TPYAHOYAAASAEMBIE 3arPA3HEHUSA B BUAEC CKOIIACHUH CAKU U
KOITOTH, 4 TAKKE CACIKABIIIMECH U BBEBIINECA B IIOBEPXHOCTH OTACAOYHOIO CAOS
IIBIAB U I'PA3b, OCOOEHHO APKO BBIPA’KEHHBIE HA BEPXHUX TOPU3OHTAABHBIX YIACTKAX
peabeda.

buoaorumgeckne HacAOEHUA HAHM ITIOBPEKACHUA IIPH BHU3YAABHOM aHAAH3E
ITOBEPXHOCTH THIABHOHW CTOPOHBI (DPATMEHTA HE BHIABACHBL

Koncrpykrus dparMeHnTa CTBOPKH BPAT AEPAKHUTCA KPEIIKO, HE PACIIATAH, HO
ecTb paspoiB ApesecuHsl 10 yeymke (10 x 2 x 0,1) cM B BepXxHEM AECBOM YTAY.

BryTpn xpyraoi pamel k mKoHe mMeeTca ckBosHad TpermuHa (4,1 x 0,25) cm
BoAocaHad TperuHa (3,1 x 0,1) cm.

Ha BHyTpenneM 000A€ KPYTAOH paMBI CAEBA U CIIpaBa CTAMECKOH paHee OBIAO
BEIOpaHO AepeBo Ha (4,1 x 6,5) cm caeBa u (13,6 x 4,1) cm crrpasa.

BHusy Ha 1eHTPaABHOM YaCTH BHAHA TPEIIMHA IIO CKACHKE AOCOK OCHOBHI.
CrrpaBa EMEIOTCA OTBEPCTHA OT TBO3AEI, YTO CBUAETEABCTBYET O TOM, YTO (PPATMEHT
paHee MOHTHPOBAACA B CTOAAPHYIO PaMy-OOHOCKYy C HX IOMOIIBIO. Apyrux
BapPHAHTOB KpenAeHus pparMenTa B crBOpKy Llapckux BpaT He BEIABACHO.

I'pyHT — A€BKAaC B OCHOBHOM XOPOIIIO AEP/KHATCA Ha OocHOBe. Ha ckoaax rpyHT]a
AO OCHOBBI BUAHO, YTO OH O€AOro 1Bera, ITAOTHBIN, ToAmaon 0,2-0,15 cMm.

VmeroTcs AOKaAbHBIE yTPaThl AEGBKACA: HA IIEHTPAABHOHM wacTh (pparmMeHTa
CKOA Ha 3aBHTKE BBICTYIAIOIIEH YacTy OBaABHOM dopmsrl (2,7 x 1,9) cm; B HIKHEN
gacTH Ha HoAcTaBkax — (2 x 1,8) oM caesa u (1,1 x 0,9) cm cmpasa; BHH3Y Ha

nentpasbHOM pparmente (0,8 x 0,6) cm caea u (1 x 0,2) cm cupasa. Ha kpyraom
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DAEMEHTE paMbl II0 BCEH BEPXHEH €ro YaCTH HMECTCH TAYOMHHAs TPEIUHA,
BBI3BABIIIAsA B3AYTHE U IIOCAEAYIOITIEE OTCTABAHHUE AEBKACA OT OCHOBBL

[lepsonawanpro Ha dparmente [lapckux Bpar OBIAO  BBIIOAHEHO
KOMOMHHPOBAHHOE 30A0YCHHE: HA IIOAUMEHTE U MaTOBOE. [ I[peobaasaer aBTOpCcKOE
30A0YEHHE HA ITOAUMEHTE. FIMEIOTCA ITOTEPTOCTH IO BCEH ITOBEPXHOCTH OTACAKU
dparMenHTa CTBOPKH BpaT, OCOOCHHO HA BBEIIIYKABIX 9aCTAX OpHameHTa.  [lAommase
Yy9aCTKOB MATOBOrO 30AOdYeHHA HeBeAmka. OHa oOrpaHumdeHa HEOOADBIIIMU
YyIaCTKaMH, Ha KOTOPHEIX M3HAYAABHO TEXHHYECKH HEBO3MOKHO OBIAO BEITIOAHHTH
TASIHIIEBOE 30AOYCHHE HA IIOAHMEHTE, TO €CThb B HEAOCTYIIHBIX AAfl IIOAUPOBKU
araTOBBIMM 3Y6KaMI/I yrAY6A€HI/IHX peAbe(ba n Ha BHYTpCHHCM B BHCHIHEM
IIepUMETPaxX IEHTPAABHOIO BAAHKA BOKPYT HKOHEL

[1pu BU3yaAbHOM HAOAFOACHUH BBIABACHA HEIIPOPECCHOHAABHAA PECTABPAILUA
ITO30AOTH C IMPUMEHEHHEM CIIAOIITHOTO AAKOBOTO ITOKPHITHA ITOBEPX aBTOPCKOM
TASHITEBOHM ITO30A0THL. HempodeccmoHaABHO BBITOAHEHHAs ITO30A0TA HAHECEHA
AOKAABHO IIOBEPX aBTOPCKOM IHOTEPTOM IIO30AOTBI B BHAE HAKAAAKH CTpodpeit
CYCaABHOTO 30A0Ta YETKON IPAMOYTOABHON (POPMBI, HE COBITAAAFOINUX 110 hopme
C yYaCTKAMH ITOTEPTOCTH TAAHIIEBOI ITO30AOTHL. DTO ACHCTBHE IIPUBEAO HE TOABKO
K HCKQ/KEHUIO aBTOPCKOI OTAEAKH, HO M ITOAHOCTBIO HCKA3HMAO 3CTETHYECKOE
BOCHPHUATHE IIEHHOIO ITpeamera. Kpome TOro, 310T (PaKT HM3MEHEHHA BHAQ
30AOYEHHSA C TAAHIIEBOIO HAa AAKOBOE, OE3YCAOBHO, OCAOKHHUT M 32aTPYAHHT B
AAABHEHIIIIEM BO3BpAIllEHUE HAMATHUKY IIEPBOHAYAABHOIO BHAQ, TaK KaK AaK
HABEPHAKA BOIIIEA B IIOPHI aBTOPCKOTO AEBKACA.

ITo Bcelt oraeAke (pparMeHTa CTBOPKH BPAaT HMEIOTCA CAAOBIC ITBIAEBBIC U
CHABHBIE CTOHMKHE ITOBEPXHOCTHBIE 3aIPA3HEHHA B BHAE CAKH, KOIIOTH W TIPA3H,
OCOOEHHO IIAOTHO CACHKABIIHECS HA BEPXHHUX YYACTKAX TOPHU3OHTAABHBIX
ITIOBEpXHOCTEH. broArormdeckne IMOBPEKAECHHUA MAU HACAOCHHSA IIPU BHU3YAABHOM
OCMOTPE AUIIEBOII CTOPOHBI HE BBIABACHBHI.

Obumyee saxamuerine o cocmoanuy namammnuxa.

TperuHbI Ha OCHOBE.

VTpaThl OCHOBBI B BUAE CKOAOB.

VTpaThl KpaCOYHOIO CAOA THIABHOM CTOPOHBL

[ToTékn Kpackn Ha KAEEBOM CAOE OTAEAKH TBIABHOM CTOPOHBI.

A\ OKaAbHBIE TPEILUHEL U YTPATHL IPYHTA-AEBKACA HA AUIIEBOH CTOPOHE.

3HaunTeAbHBIC HOTépTOCTI/I aBTOpCKOﬁ ITO30AOTHI.

N o gk owDdDPRE

Wckaxkenue aBTOpCKOfI OTACAKH B BHAC ACKOpaTI/IBHOﬁ IIO30AOTBHI ABYX BHAOB

C @paFMCHTapHI}IM 30A0YCHHUEM Ha AAKC ITO BBICOKOTAAHIICBOMY 30AOYCHHIO.
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8. Hecroiikue ITOBEPXHOCTHBIC 3aTPA3HEHUA.

9. Crolikue cuAbHBIE HOBCpXHOCTHbIC SanHSHCHI/IH.

3. KoucepBamusa u pecrappanusa ¢pparmenrTa creopku Llapckux Bpar ¢
KPYTABIM KAE€MMOM IT0A HKOHY (uaA. 9-15)
Cocmas u 1n0c1e006amea610cHb PecrniaspayuonnsLx Meponpusmiuil
VAaAeHHE HECTOMKNX ITOBEPXHOCTHBIX 3aIPA3HEHUIH.
3aAeABIBAHHE TPEIIUH HAa OCHOBE.
Boccospaanme yrpat OCHOBEL B BHAE CKOAOB IIO aHAAOTaM Ha CTBOPKE BpaT.

yAaACHI/IC ITOTEKOB KpacCKH Ha KACCBOM CAOC OTACAKH TBIABHOI CTOPOHBI.

AN e

VaareHHE ITIO3AHETO AQKOBOTO ITIOKPBITHA C aBTOPCKOM OTAEGAKH (DparmMeHTa
BpAT.

Vkpenaerne (KOHCepBAIuaA) aBTOPCKOTO AEBKACA Ha MECTaX TPEIIHH.

7.  Bocmoanenwme yrpaT AeBKaca AO OCHOBBI M HA BOCCO3AAHHBIX YJACTKAX yTPaT

PE3bOBL
8.  VaAaAeHHE CHABHBIX CTOMKHX HOBEPXHOCTHBIX 3aIPA3SHECHUM.

9. Bocmoanenme yrpar AGKOPATHBHON ITO30AOTBI ABYX BHAOB: TASHIIEBOM U

MaTOBOM.

10.  Oxpacka TBIABHON CTOPOHBI OXPOI CBETAOH Ha KAEE.

ITocae onpeaeAeHUs TPOrPAMMBI IIPOBEACHHA HEOOXOAUMBIX PabOT IIEPEIIAN
K IIPAKTUYECKOM YACTH PECTABPALMOHHBIX MEPOIPUATHI.

VAaAeHHE HECTOMKHX ITOBEPXHOCTHBIX 3arPASHEHHUN OBIAO IIPOBEACHO C
ITOMOIIBIO  ITBIAECOCA UM MATKOM KHCTH C OOABIIOH aKKyPATHOCTBIO W
OCTOPOKHOCTBIO KaK C AHIIEBOH, TaK M C TBIABHOH CTOPOH (bparMeHTa CTBOPKH
[lapcknx Bpat (maa. 11).

VTpaTtel OCHOBBI Ha THIABHOM CTOPOHE B BHAE CKOAOB IIPOHU3BEACHBI IIPHU
ITOMOIIH OEAOAEPEBHOTIO IIIIIOHA K HATYPAABHOTO ME3APOBOTO KAEH IO CAEAYIOIIICH
METOAMKE: C BEYEPa 3aMAYMBACTCA ME3APOBBIM KAEH B AMCTHAAUPOBAHHON BOAE
KOMHATHOM TEMIIEPATYPBl AAA ero HaOyxammsa. Ha caeayrommit AeHb KAel
pacIIyckaercsi Ha BOAAHOM OaHE IIPU OCTOPOKHOM IIOMEIIHBAHHH, HE CO3AABafd
ITy3BIPBKOB, C AODaBAeHHEM KaTamuHa A-D.

l'otoBurcs xounenTpuposanusiil kaer 20%, 3aTemM 110 Mepe HEOOXOAUMOCTH
IIPUTOTaBAHBAIOTCA paboume coctaBel: 5% u 10% pactBOpEl, KOTOPBIE B TEIAOM
BHAE HAHOCHAHCH ITOCACAOBATEABHO Ha CKAEHBAEMBIE ITOBEPXHOCTH OCHOBBI U
IIIIIOHA C MHTEPBaAaMU B 15 MUHYT, a 3aTeM IAOTHO BCTAaBAAACHA IPOKAEEHHBIHN
IIIIIOH B TpermuHy Ha 24 gaca. [locae BRICBIXaHHA KAed ITIITOH ITOAPE3aACH CTAMECKOMN

1o popme 3apeaku (maA. 10).
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Boccosaanue yrpat OCHOBEL B BHAE CKOAOB IO aHAAOTAM HA CTBOPKE BPAT OBIAO
IIPOU3BEACHO TaK: MECTa YIpaT IIPOKAEHUBAAUCH ITOCACAOBATEABHO TEIIABIM
pactBOopoM Me3ApoBoro kaes 5%, 10% u 20% xoxnmenTpamuy ¢ maTepBasamu B 15
muHyT. [Tocae gero mecra yrpaT OCHOBBI 3AIIOAHAAUCH CMECHIO APEBECHBIX OITHAOK
c kaeeM 20% KOHIIEHTPAITUN 9yTh BBIIIIE aBTOPCKOIO YPOBHA OCHOBBI C ITOIIPABKOM
HA YCaAKy COCTaBa IIpH BbICBIXaHUH (HAA. 10).

VaaAeHHE HOTEKOB KPACKH HA KACEBOM CAOE OTAGAKH THIABHONM CTOPOHBI
IIPOU3BOAUAOCH CACAVIOIITUM METOAOM C IPHMEHEHHEM BATHOIO MHUKPOTAMIIOHA,
CAETKA YBAAKHEHHOTO AUCTHAAHMPOBAHHOM BOAOH M XOPOIIIO OTKATOTO aKKyPaTHO
1 OCTOPO’KHO AO ITIOAHOTO VAAAEHHUSA IOTEKA KAEA C IIOBEPXHOCTH (HAA.9Y).

VAaAeHHE ITIO3AHEIO AAKOBOTO ITOKPBITHA C aBTOPCKOI OTACAKH (pparMeHTa
BpaT: PACYUCTKA IIPOMU3BOANAACH IIPH IIOMOIIIM BATHOI'O TAMIIOHA, YBAQJKHEHHOTIO B
9THAOBOM CIIHPTE, OCTOPOKHBIMH ABIDKCHUAMH Oe3 ycuamns. B BepxHell mpaBoit
YEeTBEPTH  HA  BAAHUKE  KPYTAOIO  KAGHMAa  IIOCA€  CHATHA  BEPXHETO
HentpoecCHOHAABHOIO cAoA oOHapyxkeH kycok (3,1 x 0,9) cm, 3aseraHHBIH
IIIITAKAEBKO HMAHM 3aMa3KOW HEU3BECTHOIO COCTaBa IIPAMO IIO aBTOPCKOMY
30A09€HHIO. TaM 7ke OBIAN OOHAPYKEHBI PAA TPEIIUH U B3AYTHIL, B KOTOPBIE paHee
OBIAA 3aAWTA OXpHCTas Kpacka. AAaHHBIM METOAOM IIPOM3BOAMAACH PACUHCTKA BCETO
dparmeHTa KPYrAOH EHTPAABHOHN PAMKH IIOA UKOHY CTBOPKHU Llapckux Bpat (HAA.
1.

Bcs ocraapHAA TTOBEPXHOCTD AMIIEBON OPHAMEHTAABHOI 30AOYEHOM PE3bOBI
OYHINAAACH OT IIO3AHEIO AAKOBOIO TIOKPBITHA M HEHPOdPECCHOHAABHO
BBIITOAHEHHON IIO30AOTBI HAa AaKe IIPH IIOMOIIM KOMIIPECCOB U3 TIEAfl —
AakoypaautTeas b-52. Ilpm BBITIOAHEHHH 3STOM OIEpPAIlUM TE€Ab PABHOMEPHO
HAHOCHACA Ha ITOBEPXHOCTD IIPH ITOMOIIH ITIETHHHON KUCTH, Y9aCTOK HAKPBIBAACA
ITOAUITHUAEHOBOM ITAEHKOM M OCTAaBAAACA Ha 15 MHHYT (9TO BpeMs 9KCIIO3HUIINH), A
3aTEM I€Ab CO BCIYYEHHBIM AAKOBBIM CAOEM CHHMAACH C Y9ACTKA IIPH IIOMOIIN
BATHOTO MHKPOTAMIIOHA HA AYYHHE, YBAQKHEHHOIO aIl€TOHOM. TaMIIOHBI 9acTo
3aMEHAAMCH HA HOBBIE. DTO HEOOXOAUMO AAf TOTO, YTOOBI IIOAHOCTBIO YAAAHTH
AQKOBYIO IMACHKY C IIOBEPXHOCTH aBTOPCKOM TAAHIIEBOM ITO30AOTHL (MAA. 12).

VkpenaeHne (KOHcepBalldsA) aBTOPCKOIO A€BKACa Ha MECTaX TpPEITuH
IIPOU3BOAMAACH ITOCAGAOBATEABHO H IIO3TAIIHO. [IpHUIrOTOBAECHHBIN KOHIIEHTPAT
KA€A AOBOAHACA AO PAOOYHX COCTABOB, HEOOXOAUMBIX AAfl pecTaBpanuu — 5%, 7%
n 10%. ITo oOHapyKeHHBIM IIOCAE PACYUCTKUA TPEIIUHAM IIPOXOAUAHU TEIIABIM
ME3APOBBIM KAeeM — 5%, 3ateM — 7% u 3atem — 10% c maTepasom 10-15 muayT
MeKAy caosamu. Kaell HaHOCHACA MATKOM OEAMYBEH KHCTBIO C IIPOHHKAHHEM

HCHOCpeACTBeHHO B caM11 TpCH_II/IHbI. HpI/I}KI/IMaACH BATHBIM TAMIIOHOM, CMOYCHHBIM
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B AUCTHUAAHUPOBAHHOM BOAE M XOPOIIO OTKATBIM, CHHMAf HU3AUIIKH KAed. Ecan
AEBKAC Cpa3y HE IIPUKACHACHA, TO IIPOILEAypa IIOBTOpAAack. PecraBpupyeMmsrit
VIACTOK IIPIKUMAACA ITAABIIAMH  4epe3 (DTOPOIIAACTOBYIO IIACHKY, a 3aTEM
IIPUTAQKUABAACA (DTOPOIIAACTOBEIM 3YOKOM, COOAIOAAfl HAIIPABACHUE — BIIPABO-
BACBO, BBepx-BHH3. [lo AaHHON TEXHOAOIMH IIPOU3BOAHAOCH VKPEIIACHIE
ABTOPCKOTO AEBKACA IIO BCEM OOHAPYKEHHBIM TPEIIUHAM (PparMeHTa CTBOPKU
Llapckux Bpar.

AAfl BOCHOAHEHHSA yTPAT AEBKACA AO OCHOBBI IIPUTOTABAUBAACHA AEBKAC — CMECh
Me3ApoBOro kaes u MeAa. bepérca 10% pactBop kaed, moaorpeBaercs Ha BOASHOI
Oame. B TEmABINT KAEH HACHITAECTCA IIPOCEAHHBIM IIOPOIIOK MEAA MEAKHMI
ITOPLIHAMH, IIPX 9TOM PACTBOP HE MEIIAIOT. MeAa HACHIIAIOT IIPUMEPHO ABA OOBEMa
1 HAKPBIBAIOT KPBIIIIKOM HA 9aC AO ITOAYYECHHUSA ITOAHOH OAHOPOAHOCTH PacTBOpA.
3aTeM coCTaB MEAACHHO IIEPEMEITNBACTCA U IIPOIIEKUBACTCA YEPE3 METAAANIECKOE

CHUTO B APYIVIO IIOCYAY. | OTOBBIIT A€BKAC AOAKEH CTEKATh C KHCTU B BUAE AAUHHBIX

Huredl. Bo Bpemsi pabotsl pactBop Bceraa AoaxeH Obith T€mABIM (+40°C).
Hanmocurbess A€BKAC KOPOTKO HOABA3AHHOM KHCTBhIO. CHAaYaAa BHATHIYb — TOPIIOM
KaCcTH 2-3 CAOsf, 3aTEM BrAaAb — Kak HOpH OKpacke 3-4 caod. Kamapri caoit
IIPOCYIINBAETCA B cpeaHeM 2-3 waca. [Tocae TOAHOrO BEICBHIXaHHA IIPOU3BOANTCA
AUIIEBKA — OOpPaOOTKA CTAABHBIMH KPIOYKAMH IIO CAETKa YBAQKHEHHOI
ITOBEPXHOCTH AEBKACA.

AaAee IIPOM3BOAHMTCA IMNXTAHOBKA — OINIKYPHUBAHUE ITOBEPXHOCTH BCYXYIO
pasueiMu NeNe 180, 240, 320 BOAOCTOMKOI HAKAAYHOM OyMAaru € IOCAEAYIOIITUM
obecribiAnBaHIEM (UAA. 13).

VAaAeHNE CTOMKHX CHABHBIX ITOBEPXHOCTHBIX 3aTPA3SHEHUM ITPOU3BOAHUAOCH
OAHOBPEMEHHO BO BPEMA BBIIIOAHEHHA OIEPAIlUd II0 YAAAECHHUIO ITO3AHEH
HeITpOPECCHOHAABHON AAKOBOM HAEHKH, TaK KAaK Pa3sACAHTb CHABHBEIE CTOIKHE

3arpA3HCHMA 1 AdK HA CAOHM HE IIPEACTABASAO TEXHIYECKOU BO3MOKHOCTH.

Bocnoarenue ympam oexopamusnoil nosononer 06yx 61008: eagiyesod u Manosor

Bo Bpems pecraBpanum TAAHIIEBON IIO30AOTHI HAa IIOAMMEHTE HE CACAYET
AOOHBATBHCA TOT'O APKOTO DAECKA IIOAUMEHTHOTO 30AOYEHHS, KAK IIPU U3TOTOBACHHIH
HOBOI PaOOTEL. DTO ACAAETCH AAA TOTO, YTOOBI HOBOE PECTABPAIIHOHHOE 30A0TO HE
OTAHYAAOCH IIO0 OAECKY OT aBTOPCKOI'O, COXPAHUBIIIEIOCH HA ITAMATHHKE IIPOIIIAOIO
BeKa. AAA 9TOM IEAU IIOAUMEHT AYYIIIE Pa3BOAUTH HE HA TYXAOM SHYIHOM OEAKE, a
Ha Me3ApoBOM KAee. [loAMpOBKy 30A0Ta IIpH 3TOM CIIOCOOE TAKKE AYYIIE

BBIIIOAHATL HE araToOBBIM SY6KOM, AQFOITITHTM CUABHBIII  OA€ECK 30A0Ta, a
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TOPOIIAACTOBBIM IIIIATEAEM, IO3BOAAIOIINM AOCTHTHYTH YMEPEHHOIO OAECKa
TASIHIIEBO ITO30AOTHI, MAKCUMAABHO IIPUOAMKEHHOIO K aBTOPCKOM.

[Ipokaefika  AeBkaca  —  IIOBEPXHOCTb  HCTOPHUYECKOIO  AEBKACA,
IIPEAHA3HAYCHHYIO B AAABHCHIIIEM AAfl 30AOYCHHUA HA IIOAHMEHTE, HEOOXOAHUMO
OBIAO IIPOIIKYPHTH BOAOCTONKHM HaKAAIHBIM NeNe 240 u 320 mOAOTHOM BCYXYIO
M TIHATEABHO €€ OOECHBIAUTB. DTy OIEPALHIO OOA3ATEABHO HYMKHO OBIAO
BEIIIOAHUTH, YTOOBI H30€HKATh HAAHYHUA HA IIOBEPXHOCTH PabOYETo ydacTKa
OCTATKOB A4KOBOI'O HEIPOMECCHOHAABHOIO HOKPBITHSA, YACTHI[BI KOTOPOIO MOTAT
BOMTH B IIOPBI AEBKACA.

3apaHee IPUTOTOBACHHBIN KOHIIEHTPAT ME3APOBOIO KA C AOOABACHHBIM B
HErO aHTHCEIITUKOM KaTaMHHOM A-D paz0aBuAM AHCTHAAHPOBAHHON BOAOH AO 5%
1 7 % KOHIIEHTPAITHH.

[TepByro IIPOKAEHKY HMOBEPXHOCTH PAOOYEro yIacTKa IPOU3BOAUAU TEITABIM
pactBopoM 5% kAed MATKOH IIeTHHHON KUCThiO. Cymnts caoi 2.5 - 3 gaca. Bropyro
IIPOKAECHKY pabOYero yuaacTka IIPOU3BOAUTD 7%0 BOAHBIM PACTBOPOM TOTO 7K€ KAEA B
térraom Buae. Cymka caos — 2.5 — 3 gaca.

AAf BBITOAHEHHA (PPArMEHTAPHOIO 30AOYEHHA HAa IIOAMMEHTE TI'OTOBAf
ITOAUMEHTHaA 1macta ppanmysckonr dupmel “Le Frans” passoansach 7% BOAHBIM
PACTBOPOM ME3APOBOTO KAEA B TEIAOM BHAE AO PaOOUET KPOFOIIEH KOHCHCTEHITHH:
AAA TIEPBBIX 2-3 CAOEB AaKBAPEABHOM KOHCHUCTEHIIHH, AAfl IIOCACAYIOIINX 2-3 CAOEB
AO TEMIEPHOH OoAee IIAOTHOI KoHcHCTeHIHH. Hamocmaca 1moAmmenr,
passeaéuubii TEIABM (+40°C) KAceM, B TEIAOM BHAE (ITOAOTPEBAACH IIOCTOSIHHO HA
BOASHON OaHE) pPaBHOMEPHBIM CAOEM O€3 Ppa3spaBHHUBAHHUA OYEHb AaKKypPaTHO
OeAnYbell KHCTBIO. BEICBIXaHME KaKAOTO CAOS KOHTPOAHPOBAAOCEH IO BHEIITHEMY
BUAY W IIBETy IIOAMMEHTA HHAUBHAYAABHO B 3aBUCHMOCTH OT BAQKHOCTH U
TEMIIEPATYPhI BO3AYXa B IIOMEIIEHHH MacTepckoil. IIpumepHO BhICEIXaHHE CAOsA
npoucxoAuAo depes 20-35 mumHyT. KamKABIT CAOM OYECHIBAACA XOACTHHKOHW U
TIHATEABHO OOecIbIAUBaACA (HAA. 14).

[Tocae BBICBIXaHHA IIOCAGAHETO CAOf IPHUCTYIIAAM HEIOCPEACTBEHHO K
3oAaodeHuro. Hanecenme 30A0Ta IPOU3BOAMAOCH 11O IIPEABAPUTEABHOMY PACKPOIO
AMICTOYKA CYCAABHOTIO 30A0TA HA 30AOTAPHOI IIOAYIIIKE Ha CTPOMBU HEOOXOAUMOTO
AAf paboTel pasmepa. [loBepxHOCTH paboOUero ydacrka CMaYUBAAACh ABAZKABI
BOAKOI, U, IIOKa BOAKA HE HCIIAPHAACH C IIOBEPXHOCTH, IIPOU3BOAUAACH OBICTpAS
HAKAAAKa CTPOdBHU 30A0TAa HA CMOYEHHBIA YYACTOK TaK, YTOOBI CTPOdbA 30A0T2A
IIAOTHO IIPHAHIIAA K IIOBEPXHOCTH IIOAHMEHTA, KaK OBl IIPUTAHYAACh. 30AOTO

HCP@HOCI/IAOCB C IIOAYHOIKHM Ha HM3ACAHC HpI/I ITIOMOIITH OEAMYBbEN AAIIKH
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(AaMITEH3EAS), M3TOTOBACHHOM HX KOHYHKA OCANYBEIO XBOCTA M BCTABACHHOM B
peridpuAky.

[ToAnpoBKa 30A0TA IIPOU3BOAUAACH YEPE3 HEOOABIIIOHN IIPOMEKYTOK BPEMCHH,
KOTOPBIN OIIPEACASIACH IPAKTHYIECKH B KAJKAOM KOHKPETHOM CAYYA€ UM COCTABASIA OT
40 munayT A0 1.5 gacos (maaA. 15).

AAfl IIOAUPOBKH IPUMEHAACA (DTOPOIIAACTOBBIM IIIIATEAB TOH (DOPMEL,
KOTOpas TPeOOBAAACH 110 IIPOPHUAIO HA AAHHOM YIACTKE PAOOTBHL

3aAeAKa PA3PBIBOB U TPEIIUH HA 30A0TE IPOU3BOAUAACH METOAOM (DAHKOBKH
«ma  Qyk» TOpH  IIOMOIIM  MAaACHBKHX  CTPOdEeKk  30A0Ta,  KOTOPBIC
PACIIOAHPOBEIBAAICH CPa3y K€ IIOCAE CXOAA I1apa C y9aCTKAa, ITOAACKAIIIETO
HCIPaBACHUIO (HAA.16).

MaroBoe 30A0OYEHHE Ha KAEE BBIIOAHAAOCH IIOCAE IpOkAeHku 5% m 7 %
BOAHBIM PacTBOPOM KAEA TPYAHOAOCTYITHBIX YYACTKOB U XOPOIIEH UX IIPOCYIIKH.

[ToBepXHOCTD IPOKAEHKH YBAAKHAAACH BOAKOU 32 1 pa3, OBICTPO HAHOCHACA
KyCOYEK CYCAABHOIO 30A0Ta M IIAOTHO HPHKHMAACA BATHBIM TAMIIOHOM K
IIOBEPXHOCTH padodero ydactka. [IpumepHO wepe3 ABa 9aca y9acTOK MATOBOTO
30A0YEHUSA PACIIOAUPOBBIBAACH BATHBIM TAMIIOHOM M3 XAOIIKOBOH BATBI CPEAHETO
pasMepa U IAOTHOCTH. [Ipm HEOOXOAMMOCTH 33aACAKH TPEIIUH HA 30A0TE€ HAU
IIPOIIYCKOB OIIEPAIIHSA ITOBTOPAAACH AOKAABHO.

Ha oOTAEAPHBIX y9acTKaXx aBTOPCKOM IIO30AOTEI OBIAHM  BBIIIOAHEHBI
’KHBOITMCHBEIE TOHHUPOBKH yTPAT U IIOTEPTOCTEN ITO30AOTH METAAAH3IUPOBAHHBIMU
aKBAPEABHBIMH Kpackamu «HeBckas maAnTpa» B TEXHUKE (TYaHTEADY.

Oxpacka TBIABHOM CTOpPOHBI (dparMeHTa cTBOpkH llapckux BpaT oxpoi
CBETAOM HAa KAE€E IIPOM3BOAMAACH ITOCAE BBIIOAHEHHS BCEX PECTaBPAIIMOHHBIX
mMeponpuATuil. C 3TOH IIEABIO OBIA B3AIT CyXOH IIOPOIIOK — ITMIMEHT OXPHBI CBETAOM,
KOTOPHIA OBIA pa30aBAeH A0 Kpororner koncucreHnnu 10% BOAHBIM pacTBOpPOM
Me3APOBOTO KAefl. COCTaB HAHOCHACA HAa IOBEPXHOCTb B TEIIAOM BHAE IIETUHHON

KHCTBIO C Pa3paBHUBAHUEM CAOA AO OAHOPOAHOTO IMOKphITHA. CyIika caod 2-3 gaca
(@maa. 17).

Koncepsayus srcusonucu na uxorne

Mcroap3oBanne B AAHHOM cAydae HKOHBI «3Hamenue boxwueir Martepu» He
XAPAKTEPHO AAfl KAHOHUYECKHX CIOKETOB Llapckumx BpaT m ABAAETCA CAEGACTBHEM
IIPUCIIOCOOAEGHHSA HE CBA3AHHBIX APYI C APYIOM IIPEAMETOB AECKOPATHBHO-
IIPUKAQAHOIO IIEPKOBHOTO HCKYCCTBa (HAA. 18).

VxoHa, IpeACTaBAGHHAs HA PECTABPAIMIO B KOMIIAGKTE C (PparMeHTOM

Hapcxnx BpaT, B pesyAbTaTe HpI/ICHOCO6A€HI/IH TAKXKE OKa3aAacCb O6p€3aHHOfI II0
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dopme Kpyraoro xaefiMa C YIPATOH 3HAYUTEABHONH YACTH KUBOIIHCHOTO
n3obpaxennsa boxueit Martepn, Ha KOTOPOM B BEPXHEH YACTH IIOYTH IHOAHOCTBIO
yIpadeH HIMO, 002 BEPXHHUX 1 004 HIGKHUX yrAa HKOHBI (MAA. 19-20).

B xoae IIPOBEACHHSA IIPOTUBOABAPUIHBIX MEPOIIPUATUH IO KOHCEPBAIIUNA HA
MKOHE «3HAMEHUE» OBIAO IIPOBEACHO VKPEIIACHHE ACBKACA U KPACOYHOIO CAOf Ha
ABYX CTOPOHAX HMKOHEL. DTO MEPOIIPHUATHE IO KOHCEPBAIIUN AEBKACA C }KUBOITHCHIO
ITO3BOAHAO IPEAOTBPATHTH OCHIIAHUE IIEPECYIIEHHOIO KPACOYHOIO aBAPHUITHOTO
CAOf U IPOBECTH PEHTIEHOAOTHYECKAE HCCACAOBAHUA MKOHBL

CpeAn CHIHCKOB MKOHBI «3HAMEHHE» HAHMOOAEE ITOAXOAAIINM IO BPEMEHU
CO3AQHUSA U CIOKETY AaHAAOTOM HKOHBI, IIOCTYIIUBIIICH HA PECTABPALIIIO, MOKET OBITH
npuszHana uKkoHa Toarckas «3mamenwme [lpecarorn Boropoammsm. B mepmoa
HCCACAOBAHHUH M COOpa MATEPHAAOB IIO PECTaBPAIINN HKOHBI OBIAO BBIIBAGHO H
rpadpudaeckoe uzooOpaxkeHue oopasza «3HameHne». Bee aTH PaKTBI HOATBEPIKAAFOT,
9TO paHee HKOHA OBIAA IPAMOYIOABHOH (POpPMEI, HO B PpE3yAbTaTE
HeIIPpO(EeCCHOHAABHBIX ACHCTBHUIT ObIA2 M3MeHeHA e€ popma (MAA. 21-22).

IIpu 1mpoBeACHHN BH3YaABHOTO aHAAM3a ITOBEPXHOCTU THIABHOI CTOPOHEI
BBIABACHO, YTO MKOHA paHee OBIAa BBIHOCHOMW, AByxcroponHend. Ha obopormom
CTOPOHE MKOHHOI AOCKH COXPAHHCH YACTHYHO HECKOABKO (DParMeHTOB A€BKaca C
xuBoruchio u OykBamu «HMK» 1 «\» caeBa u crpaBa BBepxy, 110 KOTOPEIM MOKHO
IIPEAIIOAOKUTD, YTO YIPAYEHHEIN 00pa3 npuHassexkas Hukoaaro Mup ankmiickomy
(mAA. 23). Ha HmxHEM ydacTKe BHAEH (PPATMEHT OACKABI C PUCYHKOM Ha (poHe
OOPAOBOTO IIBETA, YTO TAKKE BCTpeYaeTca Ha n300pameHnAX nkousl Hukoaasa. Ha
ABYX BEPXHHX AOKAABHBIX (DOHOBBIX YIaCTKAX ITOA CAOEM ITOTEMHEBIIIETO AaKa (HAH
OAH(BI) BUAHO ACKOPATUBHOE IIOKPBITHE B BHAE ITO30AOTEL, YTO CTAAO IIOCAE ACHBIM
IIPOBEAEHUA IIPOOHEIX PACUUCTOK (PPATMEHTOB HA THIABHOU CTOPOHE ITOBEPXHOCTH

OT IIOTEMHEBIIIEH TOKPOBHOM ITACHKH.

3akaroueHue

CoxpaHeHHE KyABTYPHOTO HacAeausa Poccum ABaseTca BaKHEHINIEH 3aAaUeEid,
CTOAIIEH IIEPEA HAIINM IOKOAEHHEM. be3 msyueHns mcropmyaeckoro mpoIAoro,
3HAHUA TEXHOAOTMI M MaTEPHAAOB, IPHUMEHCHHBIX Ha IIaMATHHUKAX paHEE,
HEBO3MOKHO ITPUHATHE IIPABUABHOIO PEIICHUA AASl CIIACCHUA ITAMATHUKA.

MccaeayeMBIil TAMATHUK HAaXOAHUACA B TPYAHBIX JKHU3HEHHBIX YCAOBHAX:
IIPOIIIAY TOABI 3a0BEHHS, UCIIOAB30BAHUA HE II0 CBOEMY HA3HAYEHUIO, AAUTEABHOE
BpeMsA BOOOIIE IIOMEIIEHUA HE HMEAU HHUKAKOIO OTOIIAEHUA, OCTEKACHU,
ITOABEPIaAHCHh BO3BACHCTBUIO CKBO3HAKOB, aTMOC(EPHBIX OCAAKOB U arpPECCHUBHBIX

CpeA.
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Xapakrep paspymIcHUI AAHHOTO ITAMATHHUKA M3-32 OTCYTCTBUA M HAPYIIICHUA
HOPM TEMIIEPATYPHO-BAAKHOCTHOIO PEXKUMA AO KOHCEPBAIMU M PECTaBpaIlin
HOCHA ABAPHUIIHBIM XapakTep. 3a TOABl OE3BPEMEHbS IIPOU3OIIAU CEPbE3HBIC
IIPOLIECCH HAPYIIEHUA IIEAOCTHOCTH OCHOBBI U3 THIPOCKOIIMYECKUX MATEPHUAAOB,
HAPYIIHAACh CBA3b OCHOBBI C TIPYHTAMH, HMEIOIIUMH AOPOTOCTOSAIIYIO
BBICOKOKAYECTBEHHYIO OTAEAKY B BHAC KOMOMHHPOBAHHON IIO30AOTEHI, ITOABUAHCD
YACTHYHBIE U IIOAHBIE YTPAaThl SAEMEHTOB AEKOpPa, AepOpPMAIIMH, YACTHIHO HAU
ITOAHOCTBIO PA3PYIINAUCH KPACOTHEIEC CAOU.

baaroaaps BOCCTAHOBAEHHIO M1 HOPMAAU3AIINH TEMIIEPATYPHO-BAQKHOCTHOTO
pEKIMA, AAF OTHX ABYX ITAMATHHKOB AQKE IIPOCTBIMU XO3AHCTBEHHBIMU METOAAMI,
a 3aTeM IpPH IIOCTEIIEHHOM YCOBEPIIEHCTBOBAHUU KAHMAT KOHTPOASl YAQAOCH
OCTAaHOBHUTE ITPOIIECCH Pa3PYIIIEHHUA BCEX MATEPHUAAOB OCHOBEI I OTAEAKH, IIPOBECTH
HAYYIHBIE HCCACAOBAHHA, COCTAaBHUTh METOAUKHA KOMITAGKCHOHM PpeCcTaBpaIiumy,
OCYIIIECTBUTh HMX HAa HPAKTUKE N ITOAACPKHUBATHD HEOOXOAHMMBIE YCAOBHA AAfA
AAABHEHITIEHT  9KCHAYATAITUM  YHUKAABHEIX OOBEKTOB, OCHOBBIBAACH Ha HX
HHAUBHAYAABHBEIX OCOOEHHOCTSX.

Ha dparmenre crBopku llapckmx BpaT OBIAM BBITOAHEHBI HEOOXOAMMEIC
pPabOTEI ITO KOHCEPBAIIUH aBTOPCKOIO TI'PYHTA-ACBKACA, VAAACHEI ITO3AHHUE
HeITpOECCHOHAABHEIE AAKOBBIE U KPACOYHBIE ITOKPHITHA U ITO30A0TA Ha AAKOBOM
CBA3YIOITIEM, HCKA/KaBIITHE aBTOPCKYIO OTAEAKY, BOCIIOAHEHBI B IPAaHHIIAX YIpaT
IPYHT H IIO30AOTa, BBITOAHEHBI YCAOBHBIE AKBAPEABHBIE TOHHPOBKH. Takmm
00pa3OM, IAMATHUKY OBIA BO3BPAITIEH SKCITO3UIIMOHHBIN BHA.

PaboTsl ¢ HKOHOM «3HAMEHIE» HOCUAH TOABKO IIPOTUBOABAPUIHEIN XapaKTep,
BBI3BAHHBIN €€ aBAPHIHBIM COCTOAHHEM COXPAaHHOCTH. DBBIAM IIpOBEACHBI
HEOOXOAUMBIE HCCACAOBAHHA, IIO3BOAAIOIIIME B  OYAYIIEM IIPOAOAKECHHE
PECTaBPAIIMOHHBIX PaOOT, KaK HA AWIIEBOH, TaK M HAa TBIABHOI CTOPOHAX HKOHEBI
(mAA. 24-206).

AaAee a1r 002 IMTAMATHUKA OYAYT SKCIIOHHPOBATHCA BMECTE B OCOOBIX YCAOBHAX
XpaHeHHA B My3eHHOM 3are xpama «Bockpecenms Xpucrosa» y Baprrasckoro
BOK32Aa, KaK HAITOMHHAHHE O TEX BPEMEHAX, KOIAA IIEPKOBHOE ACKOPATHBHO-
IIPUKAAAHOE HCKYCCTBO BAPBAPCKU YHUYTOKAAOCH, KAK HE HIMEIOIIIEE HCTOPUIECKON
LIEHHOCTU. XOYETCA HAACATBCA, YTO 3TU COOBITHA OOABIIE HE IIOBTOPATCA, 2
IIAMATHUKH IIOCA€ KOHCEPBAIMU U PECTABPAIIMU 3aHMYT AOCTOIHOE MECTO B

HCTOPHUYECKOM U KyABTYpHOM Hacaeanu Poccum (maa. 18).
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018 CIMONAPOE, DaMOUHUKOE, Mebenvuyuros, npod. macmepos u sawbumened: B 4 u.

Mocxksa: Tan. H.H. byaraxosa.
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ITpuaoxenue

Wana. 1. Ilepmckas rocyaapcTBeHHASA Waa. 2. I1apckue BpaTa ¢ pOCIIICHIO
XyAozkecTBeHHasA rasepes. Llapckne BpaTa ¢ Amnppes Pyoaépa ¢ kKaHOHIYIECKIMI
durypusmvm kaetimavm. XVIII Bex CcroeraMu baarosemienue u

M300paKEHUAMH YeThIpex EBaHre AncTos:
Ayxn, Mardes, Mapxka u HMoanna
borocaosa
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, .
Maa. 3. Hapckue Bpara Tpourkoro cobopa Miarsesckoro monactsipa. OpHaMeHTaABHASA
30A0UEHAA Pe3bOa KOMIIO3HIINK CTBOPKH LlapcKux BpaT, BMOHTHPOBAHHAA B CTOAAPHOE
ocuoanwue. Pexoncrpykius dpparmenta Llapckux Bpar ¢ AByMs 3epKaABHBIME
aremenTamu. CoeAnmHeHnE ABYX (DParMeHTOB ¢ AOOABACHUEM HEOOABIIIIX ACTAACH
OpPHAMEHTA B IIEHTPE KOMITO3HIIAN

Wan. 4. Iapckue Bpata ¢ TpeMa KPYTABIME KACHMAMH ITOA
HMKOHBI HA Ka&KAOH cTBOpKe. Pekoncrpyxriusa crsopkn Llapckmx
BpaT C TPEMA KPYTABIMU KACHMAMH.
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Haa. 5. Llapckme BpaTa rAaBHOTO HKOHOCTACA C IPAMBIM BEPXOM H TPEMA
KAefiMamu 1TOA nKoHBL Mcaakuesckmit cooop. (1818-58 rr.) Kaaccurmsm.
Apxurexrop O. Moudeppan. Pekoncrpyknns [lapcknx Bpar

Haa. 6. Ob1mmit BUA pparMeHTa CTBOPKH Waa. 7. AurieBa cropona dpparMenTa
[lapckux BpaT ¢ HKOHOI «3HAMEHME» AO crBopku Llapckux Bpart, IPEAOCTABACHHDIH
pecraBparnn Ha PECTABPAITHIO ITOCAE ACMOHTA KA HKOHBI
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WAA. 8. TeiabHAA cTOpOHA (PparMeHTa CTBOPKU VIAA. 9. TeIABHAs CTOPOHA CTBOPKH IIOCAE
[apcknx BpaT AO pecraBparun PACYNCTKH OT 3arPA3HEHUN U IIOTEKOB HA
OCHOBE

Maa. 10. TeiapHAS CTOPOHA CTBOPKH IIOCAE Maa. 11. Aureas crTopoHa CTBOPKH IIOCAE
PACYNCTKH OT 3arPA3HEHHH, ITOTEKOB U 3aAEAOK VAAA€HNA ITOBEPXHOCTHBIX 3aTPASHEHHH U
YTPAT OCHOBBI ITO3AHETO AQKOBOTO IOKPHITHSA C TAAHIIEBOIT

MO30AOTHI
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WA, 12. AureBas cropoHa CTBOPKHI IIOCAE Maa. 13. AnreBast cTOpoHA CTBOPKH IIOCAE
YAAACHHS HEMPO(ECCHOHAABHOTO AQKOBOTO M BOCIIOAHEHHSA IPYHTA-ACBKACA B IPAHMIIAX YTPAT
KPAaCOYHOTIO ITOKPBITHA

Maa. 14. AuneBas cropona crsopku Lapckux Maa. 15. AuneBas cropona dpparmenra
BPAT C HAHECEHHBIM Ha MECTA yTPAT crBopku Llapckux Bpar B mporrecce
ABTOPCKOTO 30AOYCHHUSA IPYHTOM-IIOAUMEHTOM AOKAABHOTO BOCIIOAHEHHSA YTPAT TASHIIEBOIO

30A0YEHUA HA [IOAUMEHTE
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WaA. 16. AnreBast cropona gpparmenTa Waa. 17. TeiAbHAA CTOPOHA CTBOPKH IIOCAE
CTBOPKH ITOCAEC AOKAABHOTO 30AOYCHUSA HA OKPACKH OXPOH Ha KAee
ITOAMIMCHTE

Maa. 18. AureBaa cropona cropku Llapckux Bpar mocae
KOHCEPBAIIMH M PECTABPAIIIMH BMECTE C HKOHOIT
«3HAMEHUEN

European Scientific e-Journal — Issue 1 (1) — September 30, 2020 [PZEE]



WaA. 19-20. AureBas u TBIABHAS CTOPOHBI HKOHBI «3HaMeHNe» U «HukoAas
MUup AUKHICKOTO» ITOCAE ACMOHTaxa U3 (pparmerTa cTBOpKH Llapcknx Bpar A0
KOHCEPBAIHH ¥ PECTABPALINN

Maa. 21. Mikxona Toarckas. 3uamenue [Ipecsaroit Boropoamrisr.
AHAaAOT HKOHBI, IIPEACTABACHHOI Ha PECTABPAIIUIO
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WAa. 22-23. AnreBast 1 ThIABHASA CTOPOHBI HKOHBI «3HamMeHne» U «Hukoaas MupAUKHIICKOTO» B
IIporiecce KOHCEPBAITMH AEBKACA C KUBOITHCEHIO H ITO30AOTOM

(GFASE MIEOE. BORDY. SHEHEHI,
An. 24. PeHTreHOBCKUIT CHUMOK MKOHBI Waa. 25. ITpopuch kKaHOHIYIECKOTO
«3HAMEHUE» C BUAMMBIMUA 3AIIUCAMY HA CIOKETa UKOHBI «3HaMeHue boxxuenn
AHIIEBOI CTOPOHE HKOHBI H (DparMeHTaMHI Marepm».

AEBKACA HA TBIABHOI CTOpOHC
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Maa. 26. Mkona «3HamMeHne» IIOCAE€ KOHCEPBALIUH, PECTABPAIIIH 1
BBIITOAHCHHSA YCAOBHBIX aKBAPEABHBIX TOHHPOBOK Ha
BOCCTAHOBACHHBIX YYaCTKAX IPYHTA-ACBKACA
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Abstract:

The preservation of the Church’s cultural heritage is one of the most important tasks of the society
today. The historical main Baroque iconostasis of the Cathedral of the Vladimir Icon of the Mother
of God in St. Petersburg is a unique work of art of its kind, created in the middle of the 18 century
by the famous F. Rastrelli. The Iconostasis needs conservation and restoration, and must be
preserved in accordance with museum principles as an architectural monument of federal
significance. This article describes the questions of attribution, conservation and restoration of the
frame to the icon of Descent from the Cross, which is an important element in the complex of historical
and cultural heritage of the Cathedral of the Vladimir icon of the Mother of God.
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Koncepsamua u pecraBpanma pamsel K nkone «CHATHE C KpecTa»
TAABHOTI'O HKOHOCTAaCa BEPXHEro xpama cobopa Baaanmupckoii
nkoHbl bosxneit Marepu B Cankr-IlerepOypre

Amnromayusa:

CoxpaHeHHE IIEPKOBHOTO KYABTYPHOTO HACACAMA ABAAETCA HA CETOAHAIIHHA AEHb OAHOM W13
BKHEHIIUX 3aAad  obrmectBa. Mcropudeckuii  raaBHBIE  OapOYHBEIT  HKOHOCTAC —CcoOOpa
Baaaumupcko#t wmxonmsl bBoxwmeit Marepu B Canxr-lIlerepOypre sBasierca B CBOEM POAE
VHUKAABHBIM IIPOHU3BEACHHEM HCKYCCTBa, cO3AaHHBIM B cepeanne XVIII Beka smamenuromvm .
Pacrpeaan. MkoHocrac HyKA2€TCA B KOHCEPBAITUU M PECTABPAIINH, U AOAKEH COXPAHATHCA B
COOTBETCTBUH C My3€HHBIMU IPUHIIHIIAMI, KaK IAMATHUK aPXUTEKTYPBI PEACPAABHOIO 3HAYCHUA.
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AaHHAS CTATBS OIHCHIBACT BOIIPOCHI ATPHOYIIHH, KOHCEPBAIMH U PECTABPALIMH PaMbl B HKOHE
«CHATHE C KpecTa», KOTOpas ABAACTCA BaKHBIM JAEMEHTOM B KOMIIAEKCE OOBEKTA HCTOPHKO-
KYABTYPHOTO HacAeAns cobopa Baaammupckoit nxkonsr boxueit Marepm.

Karwueswie crosa:
pecraBpanus pambl, KOHcepBanusA, uKkoHa «CHATHE C Kpecra», cobop Baaammupckoi HKOHBI
Bowxueir Martepu, Caukr-IlerepOypr.

BBeaenue

CoxpaHeHHE IIEPKOBHOIO KYABTYPHOTO HACACAHSA ABAACTCA HA CETOAHAITHUN
ACHb OAHOM M3 BaKHEHINNX 3aAaa4 oOmectsa. Vicropmaeckuit raaBHBIN GapOYHBIN
nKoHocrac cobopa Baasumupckoit uxonst boxueit Marepn B Canxr-IlerepOypre
ABASIETCSI B CBOEM POAE YHHKAABHBIM ITPOHU3BEACHHEM HCKYCCTBAa, CO3AAHHBIM B
cepeanre XVIII Bexka smamennteim @. Pacrpeaan. Mxowocrac nHyxaaerca B
KOHCEPBAIIUH U PECTaBPAIIIHI, I AOAKEH COXPAHATHCA B COOTBETCTBUHU C My3EHHBIMU
IIPUHIIUIIAME, KaK IIAMATHHUK APXUTEKTYPH (PEACPAABHOIO 3HAYCHUS.

CoxpaHEeHHE KYABTYPHOI'O HACACAHA B MHpPE, B OTACABHO B3fITOH CTpaHE, B
OTAEABHO B3ATOM TOPOAE ABAAETCA Ha CETOAHAIIHUMN ACHb OAHOM U3 BaKHEUIIHUX
3aAa9 OOIIIECTBa, TPEOYIOMIEH ITOCTOSHHOIO BHUMAHUA U KOHTPOAS.

Vixe B 1972 1. mpu yaactuu FOHECKO 6b1aa npuaaTa «KouBeHIIA 00 OXpane
BCEMUPHOTO U KYABTYPHOI'O HACAEAHA», 4 TaKiKe HAYAAOCh cocraBaeHme Crmcka
OOBEKTOB BCEMHPHOIO KYABTYPHOTO U IIPHPOAHOTO HACAEAHUA, B KOTOPBIA BXOAAT
yxe 0oaee uem 1007 obbekros. Mcropmueckuit nerrp Cankr-Ilerepbypra craa
repBeIM B crircke ot Poccniickoit Peaeparium.

Ha ceroapammanii Aevb B Poccmm macumreBaercs mpumepHo 150 ThIcau
OOBEKTOB KYABTYPHOTO HACACAUA (PEAEPAABHOTO H PETHOHAABHOIO 3HAYCHUS.

Mcropmyecknii rAaBHbIEH Oapouneni mkoHocrac CobGopa Baasmmmpckoit
nkonsl  boxwuent  Marepu B Camkr-IlerepOypre — sBAsfieTcs  YHHKAABHBIM
IIPOU3BEACHUEM HCKYCCTBA, KOTOPBIM AOAKEH COXPAHATHCA B COOTBETCTBHH C
COBPEMEHHBIMU ITPUHITUIIAMH.

OOBeKTOM NCCACAOBAHUA ABAAAACH paMa K HKOHE «CHATHE C KPECTa» TAABHOI'O
HMKOHOCTAaca BEPXHEro xpama cobopa Baaammupcko#t mkoner boxwueir Marepu B
Canxr-Ilerepbypre.

LleApro paOOTBI OBIAA KOHCEPBALMA U MY3€HHAA PECTABPALIUA PAMBI K UKOHE
«CHATHE C KPECTa» FAABHOIO MKOHOCTACA BEPXHErO Xpama cobopa Baasumupckoin
nkoHbl boxment Martepmn.

W3 mocraBAeHHOM IOEA OBIAU CCpOpMyAI/IpOBaHbI 3aAaY:
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e  chopMHPOBATH TEOPETUUIECKYIO OA3Y HCCACAOBAHUSA, U3YIHB UCTOPUIO COOOPa

M UKOHOCTACA;
° H3YYUTh TEXHOAOTHIO 30A04UeHUA Pe3pObI mKOHOCTAcOB B X VIII Beke;

° OIIPEACAHTD MATEPUAABL, HHCTPYMEHTEL U IIPUCIIOCOOACHUSA AASl KOHCEPBALIUIN

1 PECTaBPAIUU IIO30AOTHI Ha PE3HOM AEKOPE MKOHOCTACA;
®  IIPOBECTH KOMIIAEKC PabOT IO KOHCEPBAIIMU U PECTABPAILIUU PAMBI K HKOHE

«CHAITHE C KpPecTa» TIAaBHOTO HMKOHOCTACA BEPXHETO XpamMa coOopa

Baaammmpckoit mkons boxuent Matepu;

° OCBETUTH OCHOBHBIC IIPOOAEMEL, BOSHUKIIIHE IIPX PECTABPALIUN HKOHOCTACA U

OXﬂpaKTCpI/ISOBaTI) HpI/IqI/IHbI X BOBHUKHOBCHUA.

Awnrtepatypa, CBA3aHHAA C TEMOM HMCCACAOBAHHUA OOIINPHA — 9TO KHUIH,
KYPHAABL, COOPHHKI AOKAGAOB KOH(DEPEHIINN, AUCCEPTAIINN U APYIHE HAYIHBIC
TPyABL [Ipom3BeAeHHSA ITOCBAIIEHBI YETBIPEM Ba’KHBIM HAIIPABACHUAM H3yICHUA
AAHHOH TEMBI — COXPAaHEHHE KYABTYPHOTO HACACAUA, XPaMoOBasd apXUTEKTypa,

HUKOHOCTACHI, peCTaBpartusl.

1. Mcropusa cospanusa cobopa Baaammupckoit nkonsl bokueit Marepu

MecTHOCTB, TA€ CErOAHA pPACHOAONKEH Baaanmmupckuii cobop, paHbIe
Ha3bIBaAACh |IpHABOpHBIME cAOOOAAME, HAXOAHMBIIIMHUCA 1103aAM POHTAHKH, B
pafioHe COBpPeMEHHBIX BaAaamMmmpckoro m 3aropoAHOro IIpoCHEKTOB. Tam
Brrcowaiimmum  VkazoM mmmepaTpuIis: Asuer MoaasoBaber ot 1737 ropa OBIAO
OIIPEAECAEHO MECTO IIOCEACHUSA CAYKHTEAEH ABOpPa, TOCKOABKY B 1736 1 1737 roaax
IIPOU3OIIAH HOKAPHI, onycrommusiue Bech neHTp Cankr-IlerepOypra. B maame
1737 roaa OBIAO IIPEAYCMOTPEHO YCTPOHUTH B 9TOM MECTE TOPIOBYIO IIAOIIAAb, HA
KOTOPOH U IIOCTPOHTH IIEPKOBb.

MHNIIaTtopoM CTPOUTEABCTBA M OAHHM H3 IIEPBBIX KEPTBOBATEACH CTAA
HadaAbHUK  [IpmaBOpHEIX ~ cA000A,  ympasasrormuii  Kadbmmerom  Ero
Wmrrepatopckoro Beamuecrsa 6apon Fsan Anronosuu Yepkacos. Emy, B Hagaae
CBOEIO IAPCTBOBAHUSA, AAAd «U3YCTHBIN» YKa3 Ha CTPOHTEABCTBO IIATHUIAABBIX
xpamos B [lerepOypre nmmeparpuna Eansasera [lerposra. OHa XOTEAQ BUACTD UX
«rakuM mopodmem, kak B Mockse, Ha Ycreackom Coboper.

Ve 25 aprycra 1747 roaa mpeocBaméHHEIT PeoAOCHIT B TOP/KECTBEHHOM
OOCTaHOBKE OCBATHA IIPECTOA B 4ecTh Baaammupckoit mxoner. B 1748 roay Owia
YCTPOEH IIpeAeA BO nMs 1pertoaodbnoro Moanna Aamackuma.

B mauaae 1750-x roAOB AepeBAHHAA [IEPKOBb HE HIMEAA BO3MOKHOCTH BMECTUTD

BCEX IIPUXOXKAH, U cama 110 cede yke oOBeTIIara. Toraa ObIAO IPHUHATO PEIICHHUE
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IIOAATH IpoIeHue Ha pasperrenne oty Moamny ®@. oTCTpONTh HOBYIO KAMEHHYIO
IIEPKOBb.

Mrorme HCCAGAOBATEAN IIPEATIOAATAIOT, YTO ABTOPOM 3TOTO IPOEKTA ABAACTCA
apxurextop IIperpo ArToHNO Tpesnnu, KOTOPHII, BEPOATHO, pa3pabOTAA €ro erré
B 1745 roay, HO B 1755 roay o mokunya IlerepOypr, 1 CTpOUTEABCTBO IIIAO YiKeE
6e3 mero. V cpamenanka H. Bupocaasckoro apyroe maerume. OH CAYKHA B Xpame C
1860 roaa, mMEA AOCTYII K €TO apXUBHBIM AOKYMEHTaM, K AOKYMEHTAABHBIM (POHAAM
rerepOyprekort Ayxouo# KoHcumcropum m ApyruM rOCyAapCTBEHHBEIM aAPXHBAM.
M3yamB AOKYMEHTBI, OH HE HAIIIEA IIEPBOHAYAABHBEIX YEPTEKEH, AOKYMEHTOB
IIEPHOAA CTPOUTEABCTBA, TAC OBI yKasbIBaAcs apxuTekTop. Ero MHEHHE, 9TO aBTOPOM
npoekTa Apaderca P. Pactpeaan, oCHOBBIBAETCA TOABKO Ha IIPEAAHHUAX M OT3BIBAX
AFOAEH TOTO BPEMEHU U 3HAIOIIUX aPXUTEKTYPY.

Mmuorue nccaeaoBarean, Harpumep, B. Kypoaros, V. @omun u Apyrue, usygas
CTHAMCTHKY apXHUTEKTYPHl BAaANMHpPCKON II€pKBH, IIPUBOAMAM HMEHA APYTHX
3o0Aunx — A. Pumaapan, C. UeBakunackoro, A. Ksacosa.

3aKkAaAKa KAMEHHOIO 3AAHHS COCTOSAACh IIO MMEHHOMY ykady EaAmsaBers
ITerpoBaer 26 aBrycra 1761 roaa. l'opoAckme cAyKOBI M TIOCYAapCTBEHHBIE
CTPYKTYPBI OKa3bIBAAU BCAYECKYIO IIOAACPIKKY M CHAOKAAM MaTEPHAAAMH.

Uepes BOceMb AET IIOCAE 3aKAAAKH, B 1768 roay, OBIA BBICTPOEH IIEPBBIA 3TAK
TEIAON TPEXIIPECTOABHOM IIEPKBU. 8 HOAOpsA apxuenuckornoMm [aBpumaom
Kpemenenxum OBIA OCBAIIEH CPEAHHIT IIPECTOA BO mMsA mperopooHoro Moanna
Aamvacknaa. B caeayromem ToAy, TeM K€ IIPEOCBAILICHHBIM, OCBAIICHBI U 002
OOKOBBIX IIPECTOAA: Ha IOKHOH CTOpPOHE BO HMS CB. CBAIIEHHOMYYEHHUKA
Xapaamrms (22 deBpaad), a Ha CEBEPHON — BO nMs ¢B. mpopoka Manm (30 mrons).

Toapko wepes 15 aer, 9 ampeas 1783 roaa, 1epkoBb B BEPXHEM ITaikE C
mpecroAoM BO mmA Baaammumpckonn  boxkwmeit  Marepm  Op1Aa ycrpoeHa
OKOHYATEABHO, M OBIAa OcBAIeHa wMmurTporroantoM Hosropoackmm m Cabkr-
ITerepOyprcknm I'aBpumaom.

Mureppep 3AaHHA IPEACTABAAET OOABIIOH HCTOPHUKO-XYAOKECTBEHHBIN
nHTepec. HmxHAA epKoBh IPU3EMHUCTA C HOHIKEHHBIM CBOAYATBIM ITOKPEITHEM 1
MACCHUBHBEIMH KOAOHHAMH, HHTEpbep €€ BMeCTe C TpeMfA HMKOHOCTACAMH HE
coxpaHuAcs. [ToCKOABKY B HEll IIpH HOCTPOIKE Cpa3y YCTAHOBUAU IIEYH, OHA OBIAA
TEIAOH, U CAYKOBI B HEH COBEPIIIAAUCH KPYTABIA TOA.

Baaaumupckuii cobop fABAfieTcsi ACHCTBYIOIIHM OOBEKTOM, TaM PEryAAPHO
HpOXoAAT OorocAayxeHusA. CIIOCOO 9KCIIAyAaTAIlMK TAKHUX 3AAHUN COBEPIIEHHO
APYIOH, HEKEAH OOBIYHBIX, TEMIIEPATYPHO-BAAKHOCTHBIM PEKUM B HEM

HECTAOUABHBIM.
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MccaepoBaHme  BHYTPEHHEIO — IPOCTPAHCTBA ~ Xpama  IIOKA32A0 €O
VCAOKHEHHOCTD KaK B TOPH3OHTAAH, TAK K II0 BEPTUKAAU PASANYHBIMU
apXI/ITCKTyprIMI/I SAEMCHTAMM, TAKIIMU KaK HpI/ITBOpr, AIICHABI, HCCYI_HI/IC CTOA6I)I,
Oapabansl 1 TOMy ITOAOOHOE. Takas cAokHAA KOH(MUTYpaIUa BHYTPEHHETO 00BEMA
OCOOEHHO BAHSACT HAa TEMIIEPATYPHO-BAAKHOCTHBIC IIOAf H CTPYIHBIC TCYCHUA B
HEM.

Cobop 0OOpPYAOBaH CHCTEMOM OTOIIACHHSA, IIO3TOMY B 3HUMHUN IIEPHOA
OTHOCHTEABHAS BAAXKHOCTh BO3AYXA ITOHMIKACTCA, IIPOUCXOAUT YCYIIKA APEBECHHEI
yOpaHCTBa, €€ KOPOOACHHE M PACTPECKUBAHUE, YTO, B CBOIO OYEPEAb, BEAET K
IIPOAOABHBIM AepopMariuaM AeBkaca. /AeToM, IPH OTKAIOYECHHUN OTOIIACHUH,
BAQKHOCTB ITOBbIIIaercA. [Ipu e€ yBeAmdeHHH IIPOMCXOAHUT HM3MEHEHHE OOBEMA
MaTepuaAa — HabyXaHHe, 9TO IPUBOAUT K HEPABHOMEPHOMY BAATOCOAEPKAHHIIO HA
IPAHHIIE YYACTKA OTAMYAIOIIUXCA IMIPOCKOIIMYHOCTBIO MATEPHAAOB (AE€BKAcA U
A€peBa), KOTOPbIe COEAMHEHBI B OAHOM OO'BEKTE, B PE3HOM AeKOpe mKoHOCcTaca. Ma-
32 TAKOTO BAQrOOOMEHA APEBECHHBI IIPH H3MEHAFOIIEMCA TEMIIEPaTypHO-
BAQKHOCTHOM PEKHME ITIPOUCXOAAT OTCTABAHHA U YTPATHI A€BKACA.

B AHm mpoBeaeHna OOTOCAYHKEHHI HEpEryAUpyeMas M HEITOAAAFOIIAACA
KOHTPOAIO  ITOCEIIAEMOCTh TAKKE HEraTUBHO BAHAECT Ha  TeMIIEPaTypHO-
BAQKHOCTHBIN pexuM. [ IporcXoAnT IOBBIITIEHHE TEMIIEPATYPHI U IIEPEYBAAKHEHIE
BO3AyX4, KOTOPBI em¢é ¥ HACHIIAETCA IIPOAYKTAMH CTOpaHHsA  CBEYEll.
3ara3oBaHHBIA TEIIABIA BO3AYX ITOAHHUMAETCA BBEPX, ITPOAYKTBI CTOPAHHA CBEYEH U
IIBIAb  OCEAAFOT HA PE3HOM AEKOpE HKOHOCTACA, MKOHAX, CTEHAX, CBOAAX W
Oapabanax. Uem BBIIIIe HAXOAUTCA IIPEAMET, TEM OH OOAEE 3arpA3HACTCHA CAKEH U

KOITIOTBIO.

2. M cropuyeckas CripaBKa CO3AaHUA HKOHOCTACa, CBEA€HUU O
pecTaBpaOHHBIX pab0TaX U MCCACAOBAHUAX

Pama x mkone «CHATHE C KpecTa» B HACTOAIEE BpeMs ABAAETCA COCTABHOM
YaCTBIO  KOMIIO3HIIMM  TAAaBHOIO  HKOHOCTACA  BEPXHEIO Xpama cobopa
Baaanmvmpckont mkonsl boxkueit Marepu, MUTpHpOBABIIIErO B XpaM H3 AOMOBOM
nepksu Aumyakosa Aopra B 1809-1811 roaax.

AaHHBI HMKOHOCTAC IIEPBOHAYAABHO CO3AABAACA IIO IIPOEKTY aAPXUTEKTOPA
M.I. 3emiioBa AAfl AOMOBOM LIEPKBHM AHHYKOBA ABOpLA IIO AHYHOMY YKa3y
nmireparpunsl Bansasersr [lerposuer, a @. Pacrpeaan B 1749-1751 roaax Obia
IIPUTAQIIEH AASl PEKOHCTPYKIIMH MKOHOCTACA B pabOTAM IIO €rO 3aBEPIIECHHIO.

Ha noBOM MecTe, B Xpame BTOPOIo 9Taxa coO0pa, HKOHOCTAaC 30A0THAHN B 1819,

1869 u 1900 roaax.
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Komnosuiiusa mkoHOCTAaCA IIPH IIEPEHOCE €r0 B cO00p BAaasumupckoi HKOHEL
boxneit Martepu mpereprieAa KOHCTPYKTUBHBIC H3MEHEHHA B CBA3H C TEM, UTO
HMKOHOCTAC, CO3AAHHBIN 110 ITpoekTy P. PacTpearn AAf AOMOBOM IepKBH AHIYKOBA
ABOpIIA, OBIA IIPEAHA3HAYECH AAA OOAEE BBICOKOIO IIOMEIICHUA U KOMIIO3UITHOHHO
OBIA YCTPEMAEH BBEPX, KAK M MHOIHE APYIHE €TI0 IIPOCKTEL

AATapHaf Ke 9acTh cOOOpa BAaAMMHPCKON HMKOHBI IO BEICOTE OKA3aAaCh
MEHBIIIE, YeM OBIAO HEOOXOAUMO AAf YCTAHOBKH MHIPHPOBABIIEIO HKOHOCTACA,
KOHCTPYKIIUIO ¥ KOMIIO3HUIIUIO KOTOPOTO IIPHUIINAOCH H3MEHHTH IIOA HOBEIE
APXUTEKTYPHEIE OOBEMBI HOBOIO AAf HMKOHOCTaca HHTEpbepa. Maaasd BeICOTA
AATAPHOU YACTH XpaMma HE ITO3BOAMAA YCTAHOBUTDH HA BEPXHEW YACTH MKOHOCTACA
I'aarody ¢ kpecrom. Cyapba a1uX PparMeHTOB OCTAETCA AO CUX IIOP HEU3BECTHOM.

Tak nam naave, pama k nkoHe «CHATHE C KPeCTa» 3aHAAA MECTO IIEHTPAABHOMN
3aMKOBOI ACTAAH B KOMIIO3UITUM IIEPEBE3EHHOrO MKOHOCTaca. OHa Tak IIAOTHO
ITOAXOAHUT K ITOTOAKY AATAPHOM YACTH Xpama, 9TO €€ OYEeHb 3aTPYAHHUTEABHO
ACMOHTHPOBATH AAf PECTABPAITIHN H3-32 OTCYTCTBHA AFOTA, 2 AAF €€ PECTaBPAITHHI
HA MECTE CACAYET YCTAHABAUBATD CIIEITHAABHEIC ACCA U B 9TOI CBA3H 3aKPHIBATH XPaM
AASL OOTOCAY/KEHHUIA.

Hecmotps Ha TO, 9TO XpaM fABAAETCA HTaMATHHKOM apxuTekTypnl X VIII Bexa
deAepaABHOTO 3HAYEHUA, OXPAHACTCA T'OCYAAPCTBOM, M ABASETCA B HACTOAIIEE
BpeMs eAmHCTBeHHBIM TBOpeHHeM P. Pacrpeaam ma teppuropun PP, maamosas
KOoHcepBanuA 1 pecraspanusd nkoHocraca B 2009 roay Moraa OBITH OCyIIIECTBACHA
TOABKO Ha CPEACTBA Ipuxo:xkaH 1 [ [puxoAckoro cosera. BemoAnATs AaHHYFO paboTy
HA HKOHOCTaCe HEOOXOAHMMO B YACHl BHE IIPOBEACHUA OOTOCAYKEHIH, 2 BCE CHEMHBIE
AETAAT ACKOPA KOHCEPBUPOBATh M PECTABPUPOBATH B YCAOBHAX MACTEPCKUX B TPH

oTaria.

3. Onucanne NaMATHUKA, IIOCTYIIUBIIET0 HA PECTABPAIIUIO

Pama k nkone «CHATHE C KpeCcTa» UMEET BHYIIIHTEABHEIEC PA3MEPHI: €€ BHICOTA —
172 cm, a mmpuaa — 295 cM. OHa IIPEACTABASET COOOM CTOASIPHOE HM3ACAHE U3
APEBECHHEI ACPEBA AUIIBI CAOKHOM KOHCTPYKIIHH, BECbMa YCAOBHO OOO3HAYEHHON
dopmoit Tparreruu (kak ObI yCeIEHHOTO B BEPXHEN YaCTU TPEYTOABHUKA).

Pama mMeeT TOABKO TPH ANCTEAS: IPABBIA, BEPXHHUII M AeBbIM. Hrmkxmero
AUICTEAd HET, TaK KaK paMa OIIHMpaeTcsi Ha IIEHTPAABHBII apXUBOABT BEPXHETO
KapHHU32 ABYMf HIZKHUMU TYMOAMU, IIPEAHA3HAYEHHBIMHU ITOA CKYABIITYPBI CHAAIIUX
MaABIX aHT€AOB, I PACIIOAOKEHHBIMU B OCHOBAaHIH HAKAOHHBIX AHCTEACH.

OAH2KO, B ITEAIX COXPAHEHUA ITEAOCTHOCTH AAHHOM CAOKHOM KOHCTPYKITHH,

HAaKAOHHBIC AMCTCAL COCAHMHCHBI MCKAY COOOI C TBHIABHOU CTOpOHbI HN3ACAHUA
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METAAAMYIECKON TAQHKOM Ha IIyPyIIaX, MHIPAIOIIE POAb OTCYTCTBYFOITIETO
YETBEPTOTO AHCTEAS, C LIEABIO TIOAACPIKKI CAOKHON (DOPMEI U3ACAUSA B CTAOUABHOM
COCTOSIHUU IIPU 9KCIIAYATALIU.

Pesnoit  Aekop  HKOHOCTACA  paHEE HMEA  OTACAKY B TEXHHKE
KOMOMHHUPOBAHHOTO 30A0YEHUA (TASHIIEBOTO M MATOBOI'O HA KACE C IIOAAOKKOM U3
CYCaABHOTO cepedpa).

[To30AOTEI BBIIIOAHEHA HA MEAOBOM AEBKACE CO CBA3YIOIINM TAIOTHHOBBIM
KAeeM, xapakTepHbIM AAfl TexHoAornu X VIII Beka. /AeBkac MHOTOCAOHHBIH, O€AOTO
LIBETA, HMMEET XOPOIIYIO AATE3UIO C IIOBEPXHOCTBIO ACPEBAHHON OCHOBBI Ha
OOABIIIEH TTAOIIIAAN OTACAKH.

Ha ompeaeAE€HHBIX XapaKTepOM Pe3bObl YIACTKAX OPHAMEHTAABHON PE3bObI 1
CKYABIITYPBI BBIIIOAHEHA IIHPOBKA IIO I'PYHTY-AEBKACY B CTHAE, XaPaKTEPHOHM AAf
OapOKKO.

DoHOBBIE YYACTKH HKOHOCTACA TAKKE KAK M PE3b0a CO CKYABIITYPOI OBIAU
BBI3OAOYEHBI Ha KACEBOM CBA3YIOIIIEM C ITOAAOMKKOH M3 CyCaAbHOro cepedpa. Ilpn
IIPOMBIBKE ITO30AOTH B 1990-¢ TOABI BEpXHHIT OTACAOYHBIA CAOH 30A0TA OBIA
IIOBPEKAECH, OTOAUACH CAOH cepeOpa B IIOAAOKKE H, IIPOU3OIIIAO €I0 OKUCACHHUE C
ITOCACAYIOIIIUM IIOKPACHEHUEM U ITOYEPHEHHUEM IIOBEPXHOCTH Ha BCEH dacTu POHA

BIIAOTh AO CPCAHEIO KapHM3A.

4. TriAbHAsA CTOPOHA PaMbl K HKOHe «CHATHE C KpecTa»

OcHOBa — AEpPEBO AHIIA, APEBECHHA MHOTIOCAOIHAfA, CKACEHHAA CAOAMH B
HAXAECT IIOA TIPAMBIM YTAOM C IIEABIO IIPEAOTBPAINEHHA KOPOOACHHA IIPH
skcrrayatanma. Ha mecrax CKAGHKH CAOEB BHAHBI TAYOOKHE TPEIIUHBI PasphiBa
APEBECHHBI IO BOAOKHY. IlocAe BEIIIOAHEHNA KOHCEPBAITUN U PECTABPAIITH OCHOBBI
HMMEETCA HAAMYHE PECTAaBPAITMOHHBIX BCTABOK HA MECTAX YIPAT APEBECHHBI AO %0
OT OOIIIEH ITAOITIAAU PAMBL

AeKopaTnBHoe 3AIIATHOE IOKPBITUE IIPEACTABAAET COOOI1 TOHKHU CAOI
AEBKAaca M OKPACKy OXPOM CBETAOM Ha TAFOTUHOBOM KA€E, a TAKKE CAOM KpPacKd
O6earoro 1mBera (IIPEATIOAOKHTEABHO MACAAHOHM). VIMerorcs 3HaYMTEABHBIE IIO
ITAOITIAAH YTPATEL 3AIITUTHOIO KPACOYHOTO CAOf AO AEPEBA I AO AEBKACA.

Ha moBepxHOCTH 3aIlIUTHOTO KPACOYHOTO CAOf BHAHBI MHOTOCAOIHBIE
CHABHBIE CTOWKHE IIOBEPXHOCTHBIC 3arPA3HEHUA: B YrAyOAeHHAX peabeda -
BOMAOYHOTO XapaKTepa, a TAKAKE IIBIAB, IPA3b U KOIIOTb.

[Ipu BH3yaABHOM OCMOTpPE HaMATHHKA HE BBIABACHBI HU IOBPEKACHHA, HHU

HACAOEHUA OMOAOTUYIECKOIO Xapakrepa.

European Scientific e-Journal — Issue 1 (1) — September 30, 2020 [PBE]



AwnreBasi CropoHa OCHOBBI paMbl, TAKXKE KAK U THIAbHAf, BBIIOAHEHA U3
MHOTOCAOMHOM ApeBeCHHBI AepeBa Amma. Haamdme pecraBpalllOHHBIX BCTaBOK
IIOCAC PECTaBPALMH  YVIPAYCHHBIX (PPATMEHTOB OPHAMEHTAABHONH  PE3bOBI
cocraBAasieT mpumepHO 12% OT OOIIEl ITAOIIIAAN AUIIEBOH ITOBEPXHOCTH PAMBL

Ha OTKpBITBIX y9acTKaX HCTOPHYECKON APEBECHHEI CTOMKHE TOBEPXHOCTHBIE
3arpA3HEHUI.

I'pyHT-ACBKAC OEAOTO IIBETA, MEAOBOI, IIAOTHBIH, HA OTACABHBIX yYaCTKAX
mopuctei. Ha xpaax peabedpa mpucyTcTBYIOT AedEKTHI TPYHTA PA3SAHIHOTO
XapakTepa: MOTEPTOCTH, AOKAABHBIE CKOABI AO OCHOBEL, YTPATHI IPYHTA AO OCHOBBI.
Ha ygactkax ¢ MOpPHCTBIM AEBKACOM €CTH BBEBIIHECHA 3aTPASHECHUA B BHAC YEPHBIX
TOYeK. AOKAABHEIEC YIACTKH AEBKACA UMEIOT KPAKEAIOP C IIPHUIIOAHATBEIMU KPasMH,
KOTOPBIII HMEET Pa3HOOOPA3HBIM XapaKTep: Ha IIOAHMMEHTHBIX Yy9aCTKaX OH
TOPHU30HTAABHBEIA, 4 HA MATOBBIX — ceTdaThll. Ha AOKAaABHBIX ydacTKax HMEFOTCA
B3AYTHSA U OTCTABAHUA HCTOPUYECKOIO AEBKACa OT OCHOBHL

AeKopaTHBHA OTACAKA TPYHTA B BHAC KOMOHMHHPOBAHHON ITO30AOTBHL:
IIOAUMEHTHOE H MaTOBOE (KAEEBOE) C IIOAAOKKON M3 CYCAABHOTO cepedpa.

Ha HDOAHMMEHTHBIX yYaCTKaX 30AOYEHHE VIPATHAO CBOM BHA U OAECK
IIOAMPOBAHHOTO METAAAQ: BHAHBI IIOTEPTOCTH IIO30AOTBI AO IIOAHMEHTA H AO
AeBkaca. IToAmmeHT KpaCHO-KOPHYHEBOrO ILBETA, HAOTHBIN. YacTHYHO yTepsAHO
ncropuvaeckoe 30A0to Ha 15-20%.

Ha ygacTkax KA€EBOIO MaTOBOTO 30AOYEHHA €CTh IIOAAOKKA U3 cepedpa. CAon
ITOAAOZKKI TOHKHI. Y TPaThl IIO30AOTHI HA MATOBBIX YYACTKAaX B BUAE OEAECOBOCTH,
IIOYEpHEHNA U IIOKpaCHEHUdA cepeOpa B IOAAOKKe. Ha mosepxmOCTH MaTOBOTO
30AOYCHHSA BUAHBI AOKAABHEIE YIACTKH C IIATHAMH KPACHOBATO-KOPHUYIHEBOTO ITBETA
— 9TO IIPOAYKTHI Pa3pyIIEHUs cepeOpa B IIOAAOKKE B BUAE OKCHAOB U CYAB(OHAOB.
VIpaTel HCTOPUYIECKOH TO30AOTHL AO Cepedpa COCTaBAAIOT mpuMepHO 38%, yrpaTel
MaTOBOTO 30AOYECHHA AO A€BKaca — IIpuMepHO 27%b.

[ToBepXHOCTHEIE 3arPA3HEHUA HOCAT XAPAKIEP, CBOMCTBEHHBIH IIEPKOBHBIM
nHTephepaM. Ha Bcell AnIeBOIl ITOBEPXHOCTH TAfHIIEBOTO M MATOBOTO 30AOYCHHUS
CHABHBIE CTOMKHE ITOBEPXHOCTHBIE 3aAIPA3HEHUA MECTAMH BOMAOYHOIO XapaKTIepa, a
TaK/KE IIBIAb, I'PA3b, CA’Ka U KOIIOTH, BBEBIIHECA B IIOBEPXHOCTH AECKOPATHBHOIO
ITOKPBITHA.

buoaorumgeckme HACAOECHHUA — AOKAABHBIC MYIIHHBIC 3aCHABI HA ITO30A0TE
000X BHAOB.

[TaMATHHK HYKAQETCA B KOHCEPBAIIUN U PECTABPALIUH, TAK KAK IMEIOTCA:

1)  AokaAbHBIE OTCTABAHHUSA ACBKACA OT OCHOBBI,

2)  AOKaABHBIE YTPAThl AEBKACA C OCHOBOM M AO OCHOBHI,
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3)  HecTOWKHE ITOBEPXHOCTHBIE 3arPA3HEHU,
4)  cHABHBIE CTOMKHE ITOBEPXHOCTHBIE 3aIPA3HEHUS,
5) AOKaABHBEIE YTPATEI M IIOTEPTOCTH TASHIIEBOM H MATOBOH IO30AOTHI (HA

IIOAMMEHTE U KACE),

0) HapyIIEHHE CBA3M AEBKACA C OTACAKOM Ha THIABHOM CTOPOHE ACTAAM.

Bce paborer mo koHCEpBAIIMM HCTOPHYECKOTO AEBKACA C IIO30AOTOH U
BOCCO3AAHUE OTACAKH HA BOCIHOAHEHHBIX YYACTKAX PE3bOBI IIPOH3BOAUAOCH IIO
panee yrBep:xaéHHON B KITIOIT B 2005 roay «MeToAnKe pecTaBpariiyu OTAEAKH
Ackopa I'aaBHoro wmxonocraca» (Asrops: FO.B. Kupce, B.K. UYexymmn, H.M.
®ommuesa) mo npuHATON PecraBpanmmonasM coBeToM U ntpeacTasuTeaem KI'TIOI
IIpOrpaMMe.

Ha ocHOBaHHHM TIPOM3BEAEHHOTO TINATEABHOIO BH3YaABHOIO OCMOTPa
ITAMATHHKA, ITPOBEACHHBIX AADOPATOPHBIX HCCACAOBAHHII I'PYHTA M OTACAOYHBIX
CAOEB, a TaKiKe dKCIIEPHMEHTAABHBIX PabOT IO ITOADOPY KOHILEHTPAINNA pabovux
cocTaBoB ObIAa cocraBaeHA O0OImas «MeTOAHKA KOHCEPBAIlMUM U PECTaBpPaIliN
CKYABIITYPHOTO M PE3HOIO 30AOYEHOIO OPHAMEHTAABHOIO AEKOpPa TIAaBHOTO
HKOHOCTACa», yTBep:KACHHAA PectaBpanimonnasiv coBetoM xpama 1 KI'MIOIT, a Takxe
BEIPAOOTAHA CACAYIOITAf HMHAUBUAYAABHAA PECTABPAIIMOHHASA IIPOTpaMMa  AAf

KOHCEPBAIIUH U PECTABPAIINH paMbl K HKOHE «CHATHE C KpecTay:

®  yAAAEHHE HECTOMKHUX ITOBEPXHOCTHBIX 3aTPASHEHUH (TTBIAD),

®  YKpEIAEHHE KOHCEPBAITUA UCTOPHIECKOTO AEBKACA M ITO30AOTHI,

®  AOKaABHOE BOCIIOAHEHHE YTPaT ACBKACA,

° VAAAE€HHE CUABHBIX CTOMKHUX ITOBEPXHOCTHBIX 3aIPA3SHEHMI,

®  AOKaABHOE BOCHOAHEHHE yTPAaT HCTOPUIECKON ITO30AOTH ABYX BHAOB,

° TOHHPOBAHHUE YTPAT IMO30AOTHl HA YYIACTKAX C PECTABPAIIMOHHBIM KAEECBBIM
30A0YCHUEM,
° ITOKPBITHE MATOBEIM PACTBOPOM YYIACTKOB C KACEBEIM 30AOYEHHEM,
° paboTa C TEIABHOI CTOPOHOI PaMBlL.
Bemroanenne  pecraBparmonnon  I[lporpammer 1o AaHHOI  pabote
KOHTPOAHPOBAAOCh ITO3TAITHO KaK APXUTEKTOPOM IIpoekTa pecrasparuu [O.B.
Kupc, tak u PecTraBpallmOHHBIM COBETOM Xpama, IPUHHUMAAOCH IIPEACTABUTEAEM

KI'MOIT ¢ ocraBA€HEEM COOTBETCTBYIOIIEH AOKYMEHTAIIHH.

5. Pama u e€ (pparmMeHTBI AO pecTaBparIU
Ha pame k mkone «CHATHE C KpecTa» OBIAH BBITOAHEHBI YTBEPKAEHHBIC

TEXHOAOTHYECKIIC ITPOIECCHL.
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VaareHHE HECTOMKHX ITOBEPXHOCTHBIX 3arPA3HEHMH. BBITIOAHAAOCH IIpH
IIOMOINY MSATKOM KHUCTH BOAOCA OEAKM HAM MATKOW IHETUHBI UM IBIAECOCA C
AOCTATOYHON OCTOPOKHOCTBIO, YTOOBI HE YTPATHTh (DPArMEHTBH HCTOPUYUCCKON
OTAEAKH C TPYHTOM Ha aBAPUIHBIX YIACTKAX.

HpI/I BBIIIOAHCHU I KOHCCpBaHI/IOHHbIX pa6OT I10 AOKaAbHOMy YKPCHACHI/IIO
HCTOPUYECKOIO AEBKACA C HO30AOTOMN ObIAM HpuMeHEHbI moaumepsr CBOA 1 BA
2D I'A B BuAe BOAHBIX pacTBOPOB. KoAmdecTBO mpomuTok pabOYUMHU COCTABAMU
ITOAOHPAAOCh HHAUBHAYAABHO HA KKAOM YYACTKE, IIPH 9TOM YIHUTBIBAAOCH KaK
TEXHHUYIECKOE COCTOSHIE ACBKACA, TAK U €TI0 TOAIIIMHA B KAKAOM KOHKPETHOM CAYYae.

VkpemnaeHne AeBKaca ¥ ITO30A0TH (KOHCEPBAIINA) IIPOU3BOAHAOCH HA YIaCTKAX
C KPaKEAIOPOM C IIPUIIOAHATBHIME KPasAMH, KOTOPBIE IIOTEPAAH CBA3b C ACPEBAHHOU
OCHOBOII.

IToper AeBkaca Ha y9aCTKE ACTAAM AKTUBH3UPOBAAU MEAHIIMHCKHAM CIIHPTOM
pu oMoy oeamdberd kuctu. Bpemsa moasaamsanusa 50 muuyr — 1 wac. 3arem
HoAyckaacs ¢ kuctu 8% BOAHSBII pactBop AaTekca CBOA A0 TOAHOrO HaCHIIIICHUSA
AEBKaca pPabOYMM COCTAaBOM (IIOKA BIIMTBIBACTCHA), C TAMIIOHHPOBAHHUEM 3THX
YV9aCTKOB BATHBIMH TAMIIOHAMH, YBAQKHEHHBIMH AUCTHAAUPOBAHHOM BOAOH U
XOPOIIIO OT/KATBIMU AAfl TOTO, YTOOBI YAAAUTH U3AUIIKH PACTBOPA C IIOBEPXHOCTH.
Bpems «moasarmBanma» — 20-30 MuHyT.

3aKAFOUNTEABHBIN 9Tall VKPEIIACHUA COCTOSAA B ITOABeAcHHH 15% BOAHOTO
pactBopa BA2DI'A A0 2-X pa3s mpu MOMOIIN KUCTH HAH METOAOM HMHBEKIIUH, BPeMs
«ITOABAAMBAHMA erré 15-20 mirm.

ITocae 3TOro OTCTABIIMIT AE€BKAC C IO30AOTOI C OOABIIIOH OCTOPOKHOCTBIO
VKAABIBAACH HA MECTO TEIMABIM (PTOPOIIAACTOBBIM IIIIATEAEM, C MCIOAB3OBAHHEM
dpTOpOIIAACTOBOM AEHKH, YTOOBI HE IIOBPEAUTH HCTOPUYIECKYIO II030AO0TY.

Bocmoanenme AeBkaca B IpaHHIAX yTIPAT 3aKAIOYAAOCh B MHOIOKPATHOM
IIPOKACHBAHIHI U HAHECEHUH I'PYHTA-AE€BKACa Ha YIaCTKH e€ro yrpart. [ IpokaenBanme
HOBBIX YYaCTKOB APEBECHHBI M OTOACHHBIX aBTOPCKHX YYACTKOB IIPOHU3BOAHUAOCH
IIpA IIOMOIIU BOAHBIX PACTBOPOB KPOAHYBErO (FAFOTHHOBOTO) KAEA PasHOM
KOHIICHTPAITHH.

HpOKAﬁfIKa pCCTaBpaLII/IOHHbIX BCTaBOK APCBCCI/IHI)I HpOBOAI/IAaCb TEITABIMH

(+40°C) BoAHBIMI pacTBOpaMH KUBOTHOTO Kaesd 5%, 7%, 10% IieTHHHON KHCTBIO
C €CTECTBEHHOM CYIITKOM KaKAOTO cA0sl 2-3 waca. [loporpes pacTBopa BBITOAHAACH
gepe3 IAEKTPOIPEAKY AAfl IIOAOIPEBAHHUA ACTCKOIO IIMTAHUA C IIOCTOSHHOI

temirepatypoit He Boirre +40°C.
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PecraBpanimoHHbIll  A€BKAC TaK K€ IIPUTOTOBAAACA HA  KPOAUYBEM
(rArotmHOBOM) KAee. AAfl 9TOro HIPUMEHAACH BOAHBIN pactBop kaed 10%
KOHIICHTPAITHH.

AAS IIPUTOTOBACHHSA AE€BKACA IIPUMEHAACH Pa3OrpeTeiil Ha BOAAHOM Oare 10%
BOAHBIH PacTBOP KA€f, B KOTOPBI MEAACHHO CAOSIMU 3aCBIIAACA OTMYYICHHBIH MEA
(mam MTA-2) AO IIOAHOTO OCEAAHHS MEAA.

Ténapmt meroBor AeBkac Ha kaee 10% HaHOCHMACA Ha IOBEPXHOCTD
IIPOKACEHHOM APEBECHHEI IIETHHHON KUCTBIO. BO Bpems paboThI IOCYAY € ACBKACOM
HEOOXOAUMO OBIAO AEPKATH B IPEAKE HA BOASHOM OaHe, 9TOOBI ACBKAC HE 3aTyCTEA
U OBIA TEIIABIM.

IlepBrIil cAOIT HAHOCHACH BEPTUKAABHBIMU YAAPAMH «B HATBIIb», BTOPOI CAOH
HAHOCHACA «B I'AaAb». AaAee CAOHM TaK M UE€PEAOBAAUCH C €CTECTBEHHOMN CYIIIKON
KAKAOIO CAOA 110 2,5-3 4vaca.

MacTHKOBKAa MaABIX yTPaT AEBKaca IIPOM3BOAMAACh MACTUKOM (MEA + KAel
10%) B BAE CAErKa KPyTOTO TeCcTa IHOCAE HaHeceHus 2-3 cAOEB rpyHTa. Beero 6b1a0
ma"ecerno 10 cAO€B rpyHTa-AEBKACA.

[Tocae 5-6 cros A€TaAH TOAAUIIIEBBIBAAUCH, TO €CTh IIPOU3BOAHAACH ITIOAPE3KA
AeBKaca 1o opme, a AAfl IIOAYIEHHA YYACTKA C TAAAKOH IIOBEPXHOCTBIO OH
00pabATEIBAACA €€ C ITOMOIIBIO YBAAKHEHHOM XOACTHHBI HAH TI'yOKH, CTEKOB,
CKaABbIIEAEH, IIPOMUABHBIX YYPOK.

LlmpoBKka — Hape3ka PUCYHKA PE3HBIMH HHCTPYMEHTAMH IIPOH3BOAHAACH ITO
CAETKA YBAQKHEHHOMY I'PYHTY-AEBKACY IO 3apaHee HAHECEHHOMY KAPAHAAIITHOMY
pucyHky. IIpAMBIM aHAAOIOM CAYKHAH YYACTKH HCTOPUYECKOW ITHPOBKH,
BEIITOAHEHHBIE HA TOM HAU HHOM YYaCTKE HCTOPHYECKOIO AEBKAca C MATOBOU
IIO30AOTOH,  COOTBETCTBEHHO CTHAIO W  aBTOPCKOM  MaHEpe  Macrepa
IIPEAIITECTBEHHHKA.

AaAee OBIAA BEIIIOAHEHA IIKYPOBKA HA YYACTKAX IIOA IIOAUMEHTHOE 30 AOUEHIE.
Aas oToI OIlEpAllMU MAIKOM INETHHHOM KHCTBIO HAHOCHUACA AETKHH BOAHBIM
pacTBOp OXpPHI (AAl KOHTPOAA 32 Ka4ECTBOM IIOAIOTOBKH ITOBEPXHOCTH) Ha MECTa
IIOA 30AOYEHHE HA IIOAUMEHT. AAfl IIPUTOTOBAGHHSA BOAHOTO PacTBOPa OXPHI
IIOPOIIIOK OXPBI OBIA Pa3BEAEH AUCTHAAUPOBAHHOH BOAOH AO aKBAPEABHOU
KOHCHCTEHIINH,

Koraa moBepXHOCTH BEICBIXaAd, TO €€ IMAHUQOBAAU BCYXYIO BOAOCTOUKHM
HAKAQIHBEIM ITOAOTHOM cpeaHero m Mmeakoro sepHa (NeNe 180, 240 m 320),
AOOUBasAch 1mmoAydeHusa (papPOpPOBHAHOI aOCOAIOTHO TAAAKOHM ITOBEPXHOCTH (KaK
ouckpuTHBI (papdop Oe3 Oaecka). Ilocae HMIKypOBKH HOBEPXHOCTH TIIATEABHO

00ECITBIAMBAAACH KUCTHIO U IIBIAECOCOM.
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6. BocrioaHeHHe yTpaT A€BKaca

VaareHHE CTOMKHUX ITOBEPXHOCTHBIX 3aTPASHEHII B BUAC CACKABITICIICA IIBIAH,
IPA3N, CAKU U KOIOTH C IIOBEPXHOCTH ITO30AOTBI IIPOM3BOAHMAOCH BATHBIMH
MHKPOTAMIIOHAMH HA YTAOBOM IIHHIIETE, AYIHHE UAU 3yOOUNCTKE, YBAAKHEHHBIMHI
IITHEHOM, 2 32TEM CMECHIO OPTAHMYECKUX PACTBOPUTEAECH — TPOMHUKOM (3THAOBBII
cuuprt + ameron + mmueH B coorHorneHun 1:1:1) ¢ cobaroaeHmeMm OOABIION
OCTOPOKHOCTH, YTOOBI HE IIOTEPATH 30A0TOE HCTOPHUIECKOE ITOKPHITHE.

CHagara ObIAa pPACYHINEHA IIOAOBHHA ACTAAM, HA KOTOPOH OCTABAAAUCH
HEepaCYHUINEHHBIe KOHTpoAbHBIE ydacTKH (5 x 5) om. Ilocae dorodpukcarmmm
IIPOU3BOAUAOCH AAABHEHIIIEE OKOHYATCAPHOE YAAACHUE CTOMKHX ITOBEPXHOCTHBIX
3arPA3HEHU.

AOBBIOOPKA OTACABHBIX CAOKHBIX MECT IIPOU3BOAMAACH MUKPO TAMIIOHAMU U3
XAOIIKOBOH BaTBl Ha 3yOOYNCTKE, YBAQKHEHHBIX ITOAOOPAHHBIM PACTBOPUTEACM.
ITocae oxoHYaHUA PaOOTHI IO YAAACHHUIO CTOMKHUX ITOBEPXHOCTHBIX 3arpA3HEHHI
CAOKHBIMHA  COCTaBAMH  PACTBOPHTEAEH  HEOOXOAHMMO  OBIAO  00paboTaTh
ITOBEPXHOCTHh PabOUYEro y4acTKa MAM STHAOBBIM YHCTHIM CIIUPTOM HAHU aIleTOHOM,
YTOOBI HEHTPAAM30BATh PaOOTy KOMIIO3UITMOHHBIX COCTABOB M OCTAHOBHUTb
ITPOIIECC OYNCTKH.

AaHHasg AETAAb MMEAQ ABA BHAA 30AOYCHHA — 30AOYCHHE HA IIOAUMEHTE U
KAeeBoe 3o0AodeHHE. [Ipn KOMOMHHUPOBAHHOM 30AOYEHHH B IIEPBYIO OYEPEAD
BOCIIOAHSAIOT YTPATHl IIO30AOTEI HA MECTAX ITOAMPOBAHHOTO 30AOYEHHA, 4 IIOTOM
YK€ yTPAThl KAEEBOTO MATOBOI'O 30AOYECHHH.

Bocmoanenme yrpaT ITO30AOTBI ACTAAM Ha PECTABPAIMOHHBEIX BCTaBKAX
(HOBOAEABHBIX YYACTKAX) IIPOU3BOAHMAOCH CTPOTO IIO TEXHOAOTMH 30AOYECHHSA HA
IIOAMEHTE. O06paboTaHHBIH I[IOA  IOAMMEHTHOE 30AOYEHUE AEBKAC
PECTaBPAIIMOHHBIX BCTABOK AOIIOAHHUTEABHO OBIA OOECIBIACH OEANYBEI KHCTBIO,
YVBAQKHEHHOU AUCTUAAHPOBAHHOM BOAOM.

[Tocae BBICBIXaHHA IOBEPXHOCTH PabOOYErO y4acTKa IIPOM3BOAMAACH €TI0
IIPOIIUTKA «Pa3sBOAOM» Oeamdber kuctero. Crycrs 20 MHHYT ITOCA€ HaHECEHUsA
«pa3BOAA» (TYXAOTO DEAKA), HA YIACTKH OCAUYIbEH KHCTHIO HAHOCHUACH ITOANMEHT Ne
1. IlepBeIii CAOIT AAMHHBIME MA3KaMHU O€3 Pa3spaBHUBAHHUA B OAHOM HAIIPABACHHH.

Bropoii caoit moanmenTa Ne 1 manocuacs gepes 20 munyT. [ToammenT Ne 1
HAHOCHACA 4 pasa C eCTECTBEHHOI CYIIKON Ka:KAOTrO cAos 20 munyT. [ToanmenTt Ne
2 HAHOCHACH TaK/KE B YETBIPE CAOA C ECTECTBEHHOM CYIIKOI KaKAOro 20 MHUHYT.

Koncucrennus moAumMeHTa IIpoBepAAach OEAUIbEH KUCTBIO Ha OEAOH Oymare:

moanmeHT Ne 1 — axkBapeAbHasad KOHCHCTEHITHA, ITOAUMEHT Ne 2 — yKphIBHCTAA
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TEMIIEpHAA KOHCUCTECHIIHS.

Haunmasa co Broporo caos moammenta Ne 1, IpomM3BOAHMAOCH OYECHIBAHHE
pabodero ydacrka XOACTHHOM KAKAOTO CAOA AO IIOAYYEHHSA AETKOrO TASMHIIA.
[TocaeAHNIT CAOIT OYECHIBAACA DOAEE TIMATEABHO H OOECIIBIAUBAACH.

[Tepea HAKAQAKOH 30A0TA HA IIOAHMEHT, YIACTOK IIOA 30A0YECHHIE CMAYIUBAACH
PACTBOPOM CIIHPTA C AUCTUAAUPOBAHHOM BOAOH (1:1) ¢ momormmpro GeAnybeit KucTu
2 pasa. TIOKpBIB CyCaABHBIM 30AOTOM BCIO 3aIIOAMMEHTOBAHHYIO IIOBEPXHOCTD
pabouero yuactka, deped Hekortopoe Bpems (or 20-30 mmH. A0 1,5 wacos),
IIPUCTYIIAAH K IIOAHPOBKE 30A0TA AraTOBBIMU 3yOKAMU Pa3HOIO pa3Mepa, HAIHHASA C
ACTKOrO HaKaTUA Ha 3yOOK, C IIOCACAYIOIINM VCHACHHEM Haxknma. B mecrax
IIPOPEIBA 30A0TA HAKAAABIBAAUCH CTPOMEHKI 30A0TA HA BOAKY X BHOBb IIOAUPOBATD
gepes 5 munyT. [locAe okOHUaHNA 3TOI OIIEPAITIN ITOBEPXHOCTD IIPHOOPETAAL BHA
IIOAUPOBAHHOTO MeTaAAd. AAfl 30AOYEHHA HA IIOAHMEHTE HCIIOAB30BAAOCH
CyCaABHOE 30A0TO C BECOM KHIKKA 2,5 T.

3oA0UYeHHE HA IIOAUMEHTE OOABIIHUX IIO IIAOIIAAHM YTPAT BBITOAHAAOCH IIO
TPAAUIIHOHHON METOAMKE, HCIIOAB3YEMOM IIPH 30AOYECHHH AEBKACA BHOBb Ha
MECTaxX ITOAHBIX YTPAT AAHHOTO BUA2 30AOYCHHS.

B caywasx pecraBpamun TAAHIIEBOTO ITOKPHITHA IIPUMEHAACA METOA Tak
HA3BIBAEMOMH IIITOIIKI» ITOBEPXHOCTH ITO30AOTHI C IPUMEHEHIEM TYXAOTO AIYHOTO
OeAKa, AMOO HEOOABIIIOTO KOAHYECTBA PECTABPAIIMOHHOIO CBEKETO IIOAMMEHTA (2-
3 cAofl) AAA  ONKHBACHHA IIOBEPXHOCTH HCTOPHYECKOIO ITOAMMEHTA IIEPEA
HAKAQAKOH CTpOdell 30A0Ta K IOAHPOBKOI araTOBBIMH 3YOKAMI.

Ha AOKaABHBIX y4YaCTKaX 30AOTO MOMKHO OBIAO  PACIHOAHPOBHIBATH
TOPOIIAACTOBBIMH IIITATEAAMH BMECTO araTOBBIX 3YOKOB, UYTOOBI HE ITOBPEAUTDH
HCTOPUYECKIH AE€BKAC U HE ITOLAPAIIATh 30A0TO BO BPEMA IIOAHPOBKH.

KaeeBoe 30A0YEHHE BBITOAHAAOCH IIPH IIOMOINM BOAHOIO pPacTBOpa
IAFOTHHOBOTO KAESl, HAHOCHMOTO Ha IIOBEPXHOCTb MATOBBIX YIACTKOB KHCTAMH 32 2
pasa. AAA BOCHOAHEHHSA YyTPAT IIO30AOTBI B MECTaX KAEEBOIO 30AOYCHHUA Ha
ITOATOTOBACHHBII AEBKAC CHA4YaAd HAHOCHACH 7% PacTBOP HATYPAABHOIO KAEf C
AOOABAEGHHEM B COCTaB HEOOABOTO KOAUMYECTBA CYXOI'O IINTMEHTA «OXPa CBETAAD AAS
ITOAITBETKU ITOA TIO30AOTY.

[Tocae BbICHIXaHHSA HAHOCHACHA BTOPOI cAoi kaed 10% konmenTpanum Oe3
IIOAIIBETKA M XOPOIIO IHPOCYIIHBaAcA. Aasee IOBEPXHOCTH PabOUEro ydacrka
CMAYHBAAACh BOAKOH 3a 2 pa3a, HAKAAABIBAAACH CTPOdbA 30A0Ta, IPHUKIMABIIIAACH
K IIOBEPXHOCTU KHCTBIO IIPUTEIYKOH.

EcrectBeHHas cyIka HOBEpXHOCTH AAMAACh OT 40 muHYT A0 2,0-2,5 9acos.

ITocAae BBICHIXAaHHS 30A0TO paCHOAI/IpOBI)IBaAOCb TAMIIOHOM XAOITKOBOM BAaTBI
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CPEAHETO pasMepa U IMAOTHOCTH.
[Tocae mpocyIuBaHuA ITOBEPXHOCTH AE(MEKTHI Ha ITO30A0TE HCHPABAAAUCDH

HAAOKEHUEM 3aIIAATOK «Ha (YK» HAH Ha BOAKY, C PACIIOAHPOBKOM HX B

HAIIPABACHHH OT IIEHTPA K KPagM BATHBIM TAMIIOHOM CPEAHEH ITAOTHOCTH.

AAfi MATOBOTO 30AOYEHHA HCIOAB3OBAAOCH CYCAABHOE 30AOTO C BECOM
KHIKKH 1,4 1.

HeobxoAumocTa TOHHPOBAHUA ASHIIEBOM ITO30AOTHI Ha AAHHOM ITaMATHHUKE
HE BO3HHKAAO, 2 YYACTKH MAaTOBOM IIO30AOTBI IIOCAE€ 30AOYECHHA M BBICHIXAHUA
ITOBEPXHOCTH TOHHPOBAAKCEH IIPH IIOMOIIH TOHHPOBAHHOIO MATOBOTO PACTBOPA, B
COCTaB KOTOPOIO IIO0 MECTy AOOABASIAUCH BBITSKKH M3 KOPBI M KOPHEH Ppa3HBIX
pacTeHunIii 3apaHee HACTOAHHEIC HA 3STHAOBOM CITHPTE.

TonupoBaHre BHOBH BBITOAHEHHOH MATOBOHM ITO30AOTHI IIPOM3BOAHAOCH
CITMPTOBBEIMH HACTOAMH U BBEITHKKAMH N3 KOPBI KPYIIHMHEL, HACTOA CMOABI
«A\paKOHOBA KPOBb» OYEHDb OCTOPOIKHO H AKKYPATHO OEAMYbEH KHCTBIO 33 OAUH Pas3
6e3 paspasuuBanud. [locae mpocymmsanma moBepxHOCTH B TedeHue 10 Amei
VYIACTKH TOHHPOBOK 3aKPEITASAMCH COCTABOM: MACTHYHBIA AaK + IIMHEH 32 OAUH
HAH AB2A Pa3a IIPY IIOMOIITH KHACTH.

Tonuposanmue MOTEPTOCTEH HMCTOPUIECKOH ITO30AOTE TBOPEHEIM 30A0TOM C
IIPUMEHEHHEM AKBAPEABHBIX KPACOK BEITOAHAAOCH HAa HEOOABIIHX IO ITAOIIAAU
yIparax:  yJ9acTkaX  HOTEPTOCTH  HCTOPHYECKOM  IIO30AOTEl,  KOTOpBIE
IIPEABAPUTEABHO TTOKPHIBAAUCH aKBAPEABHOM KPACKOHM «OXpa CBETAAf», 4 3aTEM Ha
AAHHBIM y9ACTOK HAHOCHAACh CMECh U3 TBOPEHOTO 30A0TA C ITOM K€ aKBAPEABHOM
KPACKOI «OXpa CBETAAf», 3aTe€M IIOBEPXHOCTb IIOAMPOBAAACH  CIEIHAABHO
IIPEAHA3HAYEHHBIM AAA 9TOI OIIEPAITHH araTOBBIM 3yODOYKOM MAaACHBKOTO pa3Mepa,
YTOOBI IIPUTEPETH 30A0TO K PECTABPHPYEMOIT ITOBEPXHOCTH PAOOYETO yIaCTKA.

Ha yuacTkax A€TaAM C KAEEBBIM 30AOYCHHEM ACAAANCH aKBAPEABHBIC
TOHHUPOBKH HY/KHOTO OTTEHKAa (CMEIIMBAAMCH IIBETA OXPa, KOOAABT, CHEHA, MaPC
KOPHYHEBBIN € BOAOI) Ha ocHOBe 8% BoAHOTO pactBopa CBOA, mocae BrIcHIXaHMA
HAaHOCHAOCH TBOPEHOE 30A0TO Takke Ha ocHOBe 8% BoaHOTO pactsopa CBOA Ha
YYIACTKH YTPAT ITO30AOTHI ITPH ITOMOIIN KOAOHKOBOI kuctu. [Tocae ecrectBeHHOM
CYIIIKH TIOBEPXHOCTb TOHHPOBOK ITOAHPOBAAACH ATaTOBBIM 3YOKOM AAA TIOAYYICHHSA
HEOOABITIOTO  OAecka. B HEKOTOPBHIX cAy4uagX  aKBAPEABHBIE TOHHPOBKH
3aKPEIAAANCH MATOBEIM PACTBOPOM.

KaeeBoe 30A09eHME XOTh I OTAMYAETCA AOBOABHO MATOBOI IIOBEPXHOCTBIO,
II0 CPABHEHHIO C 30AOYECHHEM Ha ITOAMMEHT, TPEOYET IIOCAE€ IOAHOM IPOCYIITKH
ITOBEPXHOCTH ITOKPBHITHA €€ MATOBEIM PACTBOPOM AAfl JBEAMYIEHHA KOHTPACTA MEKAY

ABYMA BUAAMIT 30AOYCHHUA 1 AASL AYIITICTO BBISIBACHHS CpOprI %8 pI/ICYHKa.
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AAfl IIPUTOTOBAEHUA MAaTOBOIO pactBopa Oepércs 3-5% BOAHBII pPacTBOP
KEAATHHOBOIO KAEf, PasOIrPETOro Ha BOAAHOM OaHe, B HEIO TOHKOM CTPYHKON
BBoAuTCA 10% crimpTOBOM HACTOM CaHAAPAaKa AAA ITOAYYEHHA COCTaBAa MOAOYHOTO
LIBETA, 32TEM BBOAUTCH CIIHPTOBON HACTOM IadppaHa, YTOOBI IIOAYIHTH CBETAO-
KEATBIH IIBET MATHPYIOIIETO cOCTaBa. [ Ipr AOOaBAEHNN BEITSIKEK U3 APYTHX CMOA U
PACTEHUI MOYKHO PEIYAHPOBATH OTTEHOK MATOBOIO PACTBOPA HHAUBHAYAABHO AAS
KAKAOTO OO'BEKTA HAH YIACTKA PECTaBpaii. TEMABII MATOBBII PACTBOP HAHOCHACSH
MATKOH OEAMYBEH KUCTHIO PABHOMEPHO O€3 pa3paBHHUBAHMUSA, HE AOIIYCKAf IIOTEKOB.

THIABHYIO CTOPOHY ACTAAU OOECIBIAMBAAU C IIOMOIIBIO INMETHHHON KUCTH U
COIIAA IIBIAECOCA, YAAAHUCH CTOHKHE ITOBEPXHOCTHBIC 3arpA3SHEHUSA C IIOMOIIBIO
CMOYEHHOIO B TPOHHHKE BATHOIO TAMIIOHA, IIEAM U TPEIIHHBEI 32ACAAHBI IIPH
IIOMOIIM IIITATEASl CMECBIO W3 APEBECHBIX OIMAOK H 20% KHUBOTHOIO KAeSl B
HECKOABKO IIPHEMOB C €CTECTBEHHOM CYIIIKOM Ka:KAOTO cAof 110 2,5-3,0 Jaca.

AAs obDecriedeHUs HAUAVYIICH COXPAHHOCTH — ACTAACH  (ACPEBAHHOM
30AOYEHON PE3BOBI U CKYABIITYPBI) OT BO3ACHCTBHSA OTPHUIATEABHBEIX (PAKTOPOB
CPEABI  TBIABHAf CTOPOHA HM3ACAHA  OKPAIIMBAAACh IO  IPEABAPUTEABHO
IIPOKACEHHOM ITOBEPXHOCTH CMECBHIO CYXOTO ITMTMEHTA «OXPa CBETAAM» C BOAHBIM
PACTBOPOM IAFOTHHOBOTO KAed 32 1-2 pasa IMeTHHHBIMHI KICTAMH C CYIITKOM KaKAOTO
cAaost 2,5-3,0 vaca.

INocae mcregenna 20-25 cyTok ¢ MOMEHTa OKOHYAHHSA PECTABPAIUU ACTAAD
YCTAaHABAHBAAU HA MECTO AAA SKCITAYATAIIHH.

B pesyabrare mpoBeAcHHA KOMIIAEKCA KOHCEPBAIIMOHHO-PECTABPAITMOHHBIX
padot Ha pame Kk ukoHe «CHATHE C KPECTa» TAABHOTO MKOHOCTACa BEPXHErO Xpama
OBIAO IIPOBEAEHO VKPEIIACHHE aBTOPCKOIO AEBKAaca, BOCIIOAHEHHE A€BKaca B
I'PAaHUIIAX yIPaT, BOCIIOAHEHHE YTPAT 30AOYEHUA HA IIOAHUMEHTE U KACEBOM
CBA3YIOIIIEM, BBIIIOAHEHBI TOHHPOBKH Ha MECTaX yTIPaT MATOBOIO 30AOYCHHA.

O6paTHa;{ CTOpOHA ACTAAM ITOKPbBITA OXpOfI C KACCM.

3akAroyeHue

Baaaumupckuii xpam ObIA IIOCTPOEH CHAYaAd ACPEBAHHBIM, IIOTOM KAMEHHBIM
menspectHEIM apxuTekropom XVIII Beka. ITotom k ero mepeycrpoiictBy ObIAH
npuBAedeHsl Takue macrepa kak A. Ksapenrn, A.J1. Meapaukos, A.A\. I'oabm, @.1.
Pycka. CoopyxeHne HMeeT YepTBI ABYX APXUTEKTYPHBIX CTHACH — OAPOKKO H
KAaccunusma. EImné oAHOM 0COOEHHOCTBIO ABAAETCA HAAUYHE B HEM ABYX LIEPKBEIH:
BEpHEH U HIDKHEH. B Ka7KAOI OBIAO OCBAIIIEHO TPU IIPECTOAA.

Ha npormxennn Bceil cBOEH HMCTOPUH XpaM OBIA HE TOABKO B BEAOMCTBE

CHapXI/II/I, HO U ApyrI/IX OpFaHI/ISElL[I/IfI. BpCMﬂ 1 AFOAM BHCECCAM CBOM KOppCKTI/IBbI B
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ero HemoBrOpuMbEi 00AumK. Ho Bcé paBHO, 9TO KpacHBBIT H U3AIIHBINA
APXUTEKTYPHBI aHCAMOAB, Haxoadrruiicas B camom 1eHTpe Canxr-IlerepOypra,
HTPaeT OTPOMHYIO I'PAAOCTPOUTEABHYIO POAB, 3AMBIKAET IIEPCIIEKTUBY 3aTOPOAHOTO
IIPOCIIEKTA W COXPaHAET 3HAYECHHUE APXUTEKTYPHOM AOMHHAHTBHl pPafioHa
Baaarmmmpckoit maormaam.

bapoumnstit nkornocrac Baaaumupckoro cobopa, BEIIIOAHEHHBIH 110 YEPTEKAM
suamernToro ®@. Pacrpeasn, ObIA IIEpeHECEH M3 AOMOBOM IIEPKBU AHHYIKOBOIO
ABOpIia. EAMHCTBEHHBII B CBOEM POAE, AOIICAIIHH AO HAIIIAX AHEH B
YVAOBACTBOPUTEABHOM COXPAHHOCTH, OH HUMEET YHHKAABHYIO OCOOCHHOCTD — K HEMY
HA €AMHOM KapKace CMOHTHPOBAH BTOPOM HMKOHOCTAaC, OOPAIIEHHBIN B aATAPHYIO
gacTh Xxpama. On takxke npuHasrexuT O. Pactpeaamn.

Kommosurmusa mKOHOCTaca CTPOMTCA HAa OCHOBE 3E€PKAABHOH CHMMETPHU
OTHOCHTEABHO IEHTPaAbHOM ocu. CumMerpus OOYCAOBACHZ PACIOAOKEHHEM
MKOHOCTaca B CHMMETPHYHOM IpoCTpaHcTBe Xpama. CTpykTypa HKOHOCTACA
00yCAOBAEHA TPEOOBAHUAMH KAHOHA M IIPEACTABAACT COOOI PaCIIOAOKECHHBIC
ApycaMn pAAB HKOH. MIKOHOCTAC KaK IIEHTPAABHEIN SAEMEHT XPAMOBOTO HHTEPhEPa
KOHIIEHTPHUPYET B ceOe BCE BEAMKOACIIHE €rO YOPAaHCTBA, COYETAET CAOKHBIE H
HM300pETATEABHBIEC KOMITO3HITHL.

B AexopatuBHOM yOpaHCTBE cBOero mpomsseaeHHs PacrpeAAn wgarre Bcero
HCIIOAB3YET PE3HOM OpPHAMEHT MOTHBA PAKOBHHEBI, ANCTa AKaHT4, KapTYyIIa,
PACTUTEABHBIX 3aBUTKOB. ODAEGMEHTBHl AEKOPa HATAAAHO AEMOHCTPHUPYIOT U
pacmu@pPOBEIBAIOT 3aA0KEHHBIE B MKOHOCTACE CHMBOAHMKO-PEAUTHO3HBIE HACH.
IIpumeHeHHE PACTUTEABHBIX MOTHBOB CBA3aHO C OOpPasoOM pPaiCKOrO c€aAd, OHH
IIOAYEPKUBAIOT ~ HE3EMHYIO  IPHHAAACKHOCTH  HKOHOcTaca.  Hexoroprre
AEKOPATHUBHBIEC YAEMEHTBI, HATOMUHAOIIINE BUHOTPAAHYIO AO3Y, CUMBOAUSHUPYIOT
06pa3 Xpucra, 11epkoBb 1 Bepyromux. HanboabIas AekoparnBHas HACBIIIIEHHOCTD
Llapckux Bpar OOBACHAETCA HE TOABKO IEHTPAABHBIM IIOAOKEHHEM B
APXUTEKTYPHOI KOMITO3UIIMH NKOHOCTACA, HO M OCMBICACHHEM UX KaK BXOAA B pail.

LleHTpaAbHBIT HMKOHOCTAC BAaAMMHPCKOII IIepKBH ABAAETCA OOBEKTOM
KYABTYpHOTO HacAeaus deaepasbHoro 3sHadenusa. CoOaroas 3zakon PO «O6
OOBEKTAX KYABTYPHOTO HACACAUA (IIAMATHHUKAX HCTOPHU M KYABTYPBI) HapOAOB
Poccntickoit Peaepariumy, Ha MAMATHHKE IIPOBOAUAUCH PAOOTHI IO KOHCEPBAIIMHI U
pecTaBparuy OOIIUBKU, CKYABIITYPHOIO X OPHAMEHTAABHOTO AEKOPa C OTACAKOH B
BHAE AEKOPATHBHOM ITO30AOTBI HA IIOAHMMEHTE M MaTOBOM C ITOAAOXKKOM U3
CyCaABHOTO cepebpa.

Ao mposeacHHA paboOT IIEpPEA PYKOBOACTBOM Baaaumupckoro cobopa Bcrasa

HPO6ACM3 @HH&HCHPOB&HHH. HOCKOAbe ITAaMATHHUK ABAACTCA 0OBEKTOM
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KYABTYPHOTO HACACAHSA, TO HA TAKUE OOBEKTHI 110 3aKOHY BBIACAAIOTCA CPEACTBA U3
deaepaspaOTrO  OrOANKETA, OIOAKETOB CyOBEKTOB Poccuiickon Peaeparumy,
BHEOIOAKETHBIC ITOCTYIIACHHSA, MECTHBIE OIOAKETHL. locyaapcrBo dpuHaHCHpYyET
KPYIIHBIE OOBEKTEIL, AHOO BBIACAACT CPEACTBA HA IIEAEBBIC IIPOTPAMMBI M IIPOCKTHI
COXPAHEHHUSA KYABTYPHOI'O HACACAUSA. TaKKe pabOTBI BEAYTCH 32 CIET ITOCTYITAIOIINX
CPEACTB OT HEPABHOAYIITHBIX AFOACH U C IIOMOIIBIO BOAOHTEPOB.

Baaamvmpckuit xpam B aBrycre 1989 roaa BO3Bpamm€H BepyROINUM U

OpUHAAACKUT Cankr-llerepbyprckoit emapxmum Pycckoil mpaBOCAABHOM IIEPKBU, B Mae 2000
roaa oH roayaua cratyc Cobopa.

duraHCHPOBAHME PECTABPAIINN HNKOHOCTACA IIPOBOAMAOCH O€3 IIPUBACUCHUSA
rOCyAApCTBa. 3aKAa34HKOM ABAAAOCH IIEPKOBHOE PYKOBOACTBO, OHO HAIIIAO
ITOAPAAYHKA PaboT, KOTOpBIE BeAnCh TOA Haazopom KITMIOIT.

B mHacrosmee Bpems cymiectByer IIpOOAEMa PECTUTYLHH IIEPKOBHOIO
HMYIIECTBA, B O9TOM CBA3SH BCTa€T BOIPOC OXPaHBL, COXPAHHOCTH, HAYIHOM
pecraBparuu (a TakxKe €€ KOHTPOAA) IIEPEAAHHOTO OOBEKTA CHAAMU IICPKBI.
[Tostomy co3paércs cOOCTBEHHAs IIEPKOBHAA CHCTEMA 3aIlUTH APXHTEKTYPHO-
XYAOKECTBEHHOI'O HUMyIectBa LlepkBu, KOTOpas BKAIOUAET B CeOs BBEACHHE B IIITAT
EIIAPXUH AOAKHOCTH APEBAEXPAHHTEAS, IIPOBEACHHE AAA HUX IIPOCBETHUTEABCKUX
KypPCOB IIOBBIIICHUA KBAAH(HUKAIIUNH, CO3AAHHE OKCIEPTHOIO COBETAa IO
LIEPKOBHOMY HCKYCCTBY, ApPXHUTEKTYpPE U PECTaBPaIldH, BBEIIYCK IIOCOOMN IIO
COXPAaHEHHIO ITAMATHUKOB IIEPKOBHOM apXUTEKTYPHl M HCKyccTBa. Beero storo, mo
HAITIEMY MHEHHUIO, HEAOCTATOYHO AAf ITepeAayun LlepkBu mmyIiecTBa peAUTHO3HOTO
HA3HAYEHUSA, HAXOAAIIEIOCA B  TOCYAAPCTBEHHOM HAM  MYHHIIMIIAABHON
COOCTBEHHOCTH.

PurancupoBaHUE BAUAET HA IIPOAOAKHTEABHOCTb IIPOHU3BOAMMBIX PabOT.
IIpu memaaaexarmeM (PUHAHCHPOBAHUU CPOKH YBEAWYHBAIOTCHA, MOMKET BCTAaTb
BOIIPOC O IIPUOCTAHOBACHHUHU PaOOT Ha OOBEKTE AdKE HA HEOIPEACAEHHOE BPEM.
Tak, HAayIHO-MCCAEGAOBATEABCKHE pabOTBHl B coOope Hadaauch B 2005 roay,
«Meroandgeckne pexomeHpaanum» Obian coraacosansl ¢ KITTIOIT B 2007 r. ¢ mx
mepecoraacosanneM B 2011 roay, B 210 e Bpema OBIA IIOAIIMCAH AOTOBOP
I€HEPAABHOIO IIOAPAAQ, PAOOTHI IO KOHCEPBAIIUH U PECTABPAIIUN MKOHOCTACA OBIAT
zasepireHsl B 2013 roay.

Apyrag mpoOaema, BO3HUKIIAA IIEPEA IIPOBEACHHEM pabor — Impodaema
KaApoB. B mHacrosiee Bpemsa mporecc oOydeHus 110 IPOdECCHH PECTaBpaTop
BEAETCA B BBICIINX YYEOHBIX 3aBEACHHAX, B YIMAHUINAX, HA KYPCaX IIOBBIIICHUSA

KBaAI/I(pI/IKaL[I/II/I, HO ITOCTYIIAIOIMMX HAMHOI'O MCHBIIIC, 9€M 3TO HCO6XOAI/IMO AAA
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orpacAu. Ha coszpanme aBTOPCKOTO KOAAEKTHBA IOA PYKOBOACTBOM TA2BHOIO
APXUTEKTOPA IPOEKTA IIOTPEOOBAAOCH HE MAAO BPEMEHH.

PecraBparnua mkonocraca Baapumupckoro cobopa Ha COBPEMEHHOM 9TaIle
IIPOXOAHAQ C MCIIOAB30BAHUEM HMCTOPHYECKUX TEXHOAOTHM, KOTOPHIE ITO3BOAUAN
€My COXPAaHHTBCA AO HAIIIETO BPEMEHM.

PaboTsI BeAUCHh B COOTBETCTBHH C IIPUHIIUIIOM CTUAUCTUYECKON PECTaBPALIHH,
BOCCTAHABAMBAAOCH OOIIIEE APXUTEKTYPHOE PEIICHHE, 4 YIPAYCHHBIC SACMCHTHI U
ACTAAH  pa3pabaTBIBAAICH  aBTOPAMU  PECTABPAIIMM B COOTBETCTBUH  C
XYAOKECTBEHHBIMH ¥ KOMITO3UITMOHHBIMH HPHEMAMH APXUTEKTYPHOTO CTHAA
3IOXH. PecraBpanmmonntnre paboTer IIPOBOAUAHCH IIOA KOHTPOAEM
PecraBparimonnoro cosera, cospaHHOTO Iipu cobope, komTpoae KITIOIT u
IIOAYYHAH BBICOKYIO OIICHKY.

OpHamMeHT pycCKOrOo OapOKKO  fBAAETCA TOPAOCTBIO  OTEUECTBEHHOI
APXUTEKTYPBl U AOCTOHMHO OOOTAIllaeT MHPOBBIE AOCTHKCHHUSA OPHAMEHTHKH,
II09TOMY HEOOXOAUMO COXPAHHUTH OTPECTABPHUPOBAHHOE IIPOMU3BCACHHE B
IIOCTOAHHO HM3MEHAIOIIEMCH TEMIIEPATYPHO-BARKHOCTHOM PEKHME IIEPKOBHOTO
IIPOCTPAHCTBA, YTO ABAAETCA EIIE OAHOM IIPOOAEMOTI.

XoT1d B HAIIIEH CTPaHE PEAKO HMOAHHMAECTCHA T€Ma PECTHUTYIIMH — BO3BPATa
COOCTBEHHOCTH, OTHATONH Yy TPaKAAH B XOAE KOAAEKTHBHU3AIINH, PEIIPECCHIT
M3HAYAABHBIM UX BA2ACABIIAM, OAHAKO YHCAO 3aABOK OT Pycckoit IIpaBocaaBHOI
LlepkBu ¢ mpocpbaMu O Imepesade €l B COOCTBEHHOCTb XPaMOB, IIPUXOAOB H
MOHACTBIPEN PACTET.

Cetrgac B aapec LlepkBr 3BydnT MHOTO IPAaBOMEPHBIX HAPEKAHUI CO CTOPOHE
OOIIIECTBEHHOCTH, BBI3BAHHBIX HEKAYECTBEHHBIMU PECTABPAIIMOHHBIMUA PaOOTAMU
HA ITAMATHHKAX KYABTYPBI PEAUTHO3HOro HazHaueHusA. HeoOxoammo caeAaTh Tak,
9TOOBI OCTABUTH ITOTOMKAM HE PYHHBI, 2 COXPAHEHHBIE HMAU BOCCTAHOBACHHBIE
HAMSTHHKI.

[IpuxOACKOH coBeT co6opa Baaanmmpckoit mkonsr boxkueir Matepu Bo raase
IIpeaceaareaem cosera, Paesckum Isamom CepreeBmdem, OTHOCHTCH —C
ITOHIMAHHIEM KO BCEM IIPOOAEMAM PECTABPAIIUN U ACAAET BCE BO3MOKHOE, UTOOBI
AOTIICAITTHIT AO HAIIIETO BPEMEHH 3aMEYATEABHBIM HAMATHUK apXUTeKTypsl X VIII
BEKA, COXPAHAACA TaK, KaK TOTO TPEOYIOT 3aKOHBI COBPEMEHHOI KOHCEPBAIIUU U
pecTaBpanuu. JTO, ITOKAAYH, EAUHCTBEHHBII CAYYall B HAITIEH CTPaHEe, KOTAA IIpH
moaAepikke  [Ipumxoackoro cosera Ha  CPEACTBA IIPUXOXKAH B YCAOBHAX
ACHICTBYIOIIIETO XpaMa CTaAa BO3MOKHOM MY3€MHAA PECTABPAIIUA IIaMATHHKA
apxurekTypbl XIII Beka, Ipu KOHCEpPBAIIMM M PECTaBPAIMH KOTOPOTO YAAAOCH

HPOBCCTI/I KOHCCpBaHI/I}O I/ICTOPI/I‘leCKOTO ACBKaCa, BOCIIOAHHTBb ACBKAaC M yTpaTbI
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ABYX BHAOB ITIO30AOTHI, B I'paHI/ILIaX AOKAaABHBIX yTpaT ACKOpaTI/IBHOFO HOKprTI/IH,
CACAATDb YCAOBHBIC aKBapeAbeIC TOHI/IpOBKI/I C HpI/IMCHCHI/ICM TBOpéHOFO 30A0TAQ,

COXPAHUB ABTOPCKIH 3aMBICEA U o6pas 6apquoro ukoHocraca X VIII Bexka.
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Introduction

Traditions of artistic crafts in Russia have a centuries-old past and are
inextricably linked with the history and culture of our country. Today, in the world
of digitalization, the issue of continuity and transfer of accumulated artistic
experience from generation to generation remains relevant. One of the most effective
tools, which, as the study of world practice shows, is not given enough attention, can
be a cluster approach in professional education in the field of traditional artistic
crafts. The cluster structures that allow to organise effective interaction of key
elements within a particular environment, has been introduced in various fields
including agriculture, tourism, sports, medicine, and education. There is a need to
apply this approach in the process of professional training in the field of traditional

artistic crafts taking into account all the existing features.

In modern dictionaries, the interpretation of the concept of ‘cluster’ is as

tollows: “a group of some objects that are distinguished in a large aggregate by one
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or another common feature for this group” (Krysin, 2008). The necessity to form
clusters is emphasized, particularly, in the disposal of the Government of the Russian
Federation from 17.11.2008 Ne 1662-R About the Concept of Long-term Socio and Economzic
Development of the Russian Federation for the Period till 2020, which is explained including
the importance of full use of the resource potential and the presence of the
community of interests within the cluster of actors in attaining their goals as factors
that can positively affect results of activity of the interacting parties and the
productive development of the specific environment in general.

Turning to the history of clusters, you first need to get acquainted with the
research activities of the English economist of the second half of the 19th century,
the founder of Neoclassicism A/fred Marshall, since the study of the basic foundations
of clustering was carried out, in particular, in the economic sphere. The scientist
identified three reasons why adjacent groups of firms in a particular industry are more
productive: the market for skilled labor, specialization of suppliers, and the exchange
of ideas, or the overflow of knowledge (Marshall, 1993). This list was subsequently
supplemented with a number of additional provisions that stimulate the emergence
of a cluster: entrepreneurship, dependence on the previous stage of development,
culture, and local demand (Cortright, 2000).

A significant contribution to the formation of modern views on the cluster
approach was made by the American economist Mzchae/ Eugene Porter, professor of
business administration at the Harvard Business School. According to his position, a
cluster is a group of close, geographically interconnected companies and
organizations cooperating with them that work together in a certain type of business
activity, complement each other and are characterized by common areas of activity
(Porter, 1998). After analyzing the development of a number of industrial countries,
the economist found that clustering is an integral part of the industrialization process,
which helps to strengthen and combine the advantages of interacting entities. In
addition to economic clusters, other types of clusters including educational ones have
become widespread, which is logical, given that the education system inherently
assumes the presence of interactions between its structural elements and the actors
acting within it.

There is also the concept of ‘educational cluster’, which is currently interpreted
in various ways. The definition of this type of cluster was proposed by such
researchers as N.I. Vakbrusheva, M.V. Zbhuravleva, N.A. Korchagina, R. Timan and
others. By analyzing scientific papers and combining the proposed approaches, we
can formulate the following: the essence of an educational cluster is to create a system

of interconnected educational structures (universities, specialized schools, research
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organizations and centers operating on a specific territory), which allows to combine
the activities of its constituent entities and their resources in order to create high-
quality educational services.

In general, ‘educational cluster’ is a broad concept. In this article, it is advisable
to consider the concept of ‘innovation and education cluster’, which implies the
association of teachers, entrepreneurs funding organizations, researchers, and other
interested parties (families, non-profit organizations, local authorities) in a
community in order to support the innovative system of teaching and learning in the
region. These partners working together form a cluster network that has unique
opportunities to design, launch, replicate, and distribute breakthrough learning
methods and tools (Komarova, 2019).

It should be noted that the current legislation of the Russian Federation in the
field of education and modern research does not define the concept of ‘cluster
approach’ in relation to professional education in the field of traditional artistic crafts.
At present, we can say that there are studies of only certain aspects related to the
application of the cluster approach in the educational industry as a whole. In
particular, on the basis of the cluster approach, it is proposed to develop students’
cognitive interest ([.4. Kiseleva), to organize project activities (N.17. Malyshe),
implement design in the system of education (D.Y. Trutnikov), manage the quality of
general education in the regions (M. 1. Goremyko).

The above provisions address the topic of the cluster approach in education
emphasizing the need to apply this approach in the process of professional training
of students. However, as noted earlier, these works do not cover the issues of
professional education in the field of traditional artistic crafts, taking into account all
the existing features.

The relevance of the cluster approach in the field of interest is emphasized in
the work of doctor of pedagogical sciences, professor V. F. Maksimovich. According
to the author’s position, the economic reforms, carried out in Russia over the past
decade, have led to the closure of many artistic crafts enterprises, the appearance of
low-grade counterfeit products, the discrediting of a whole layer of national culture
and domestic traditions, and the formation of an inadequate attitude to both
traditional applied arts and professional education in this area (Maksimovich, 2011).
With the change of epochs and generations, it is necessary to ensure the continuity
and preservation of traditional national cultural values in the conditions of
deformation of ideological orientations, which will reduce the risk of mass

manifestations of national cultural nihilism and spiritual impoverishment.
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Thus, the application of the cluster approach in professional education in the
tield of traditional artistic crafts can become an effective tool to increase the prestige
of this field.

The Ministry of Industry and Trade of the Russian Federation has developed
A Strategy for the Development of Artistic Crafts for 2015-2016 and for the Period up to 2020
(Order of the Ministry of Industry and Trade of the Russian Federation), aimed at
preserving artistic crafts as an important tool for the development of modern
national culture and the basis of ethnic and cultural self-identification, activating the
creative potential of the peoples of the Russian Federation, determining ways to solve
problems, priority areas for the development of artistic crafts at the present stage and
forming appropriate design solutions. The Strategy calls increasing the attractiveness
of the industry for young professionals as one of the priority areas of state support
in the field of artistic crafts.

It should also be noted that in 2020-2021, the interregional project Youth
Expedition of ‘DNA of Great Peoples’, which fully corresponds to the Concept of Long-
Term Social and Economic Development of the Russian Federation for the Period up to 2020
(Decree of the Government of the Russian Federation no. 1662-r of November 17,
2008), will be implemented. The youth expedition consists of four routes that include
such localities as Moscow, Ivanovo, Vladimir, Msta, Fedoskino, Sergiev Posad,
Gorodets and Semenov. The project is particularly relevant due to the gradual loss
of connection of the younger generation with the centuries-old artistic traditions and
spiritual values of our country, and the low interest in the field of artistic crafts among
the population.

During the implementation of the project, sociological surveys will be
conducted, discussion meetings will be organized with artistic craftsmen and
specialists in the production of artistic-art products. Participants including
volunteers, bloggers, opinion leaders and experts will visit educational institutions,
museums and enterprises in the field of artistic crafts in order to further highlight
their activities, which will promote the unique cultural heritage. As a final event, there
will be an open lesson, for which a separate methodological guide on artistic crafts
will be developed. It is also important that all the information received will be posted

on a separate online platform to increase public awareness and engagement.

Conclusion
Today, traditional culture can become the basis for the formation of the
national identity of the younger generation in modern society. Challenges that arise

through events and phenomena occurring in the modern world create the need for
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active application of the cluster approach in professional education in the field of
traditional artistic crafts, which can be defined as a system of interrelated educational,
industrial, social and other structures that allow to combine the activities of its
constituent subjects in the field of artistic crafts and their resources in order to
preserve national and cultural specifics, increase the prestige of professional
education in this field, organization of active interaction between educational and
industrial processes, training of highly qualified specialists in demand, increasing the
number of jobs and labor productivity, and progressive development of traditional

artistic crafts in the future.
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With the advent of the 20th century and the arrival of new diverse artistic forms and trends, digital,
network, and interactive art became an integral part of modern society. Digital art should be
understood as an activity in the field of creativity based on the use of modern information
technologies, where the product of activity is the latest types of copyrighted or modified works of
art presented in a network environment using computer technologies. This article is devoted to
modern trends and forms of perception of traditional applied art, in particular, the art of Mstera,
which are associated with the general cultural and technical changes of modern times. The author
analyzes the relevance of the concept of digitalization on the example of Mstera’s lacquer miniature
painting. The author concludes that the use of digital technologies in traditional ancient art is
possible but only with a competent selection of methods to build work on the art work, where the
applied will prevail over the ‘virtual’.
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Introduction

With the advent of the 20th century and the arrival of new diverse artistic forms
and trends, digital, network, and interactive art became an integral part of modern
society (Denikin, 2017). Digital art should be understood as an activity in the field of
creativity based on the use of modern information technologies, where the product
of activity is the latest types of copyrighted or modified works of art presented in a
network environment using computer technologies (Paul, 2003). Digital art can exist
as telecommunications projects-installations, or be created by the author using
computer specialized software. Already in the early 1980’s, such art for
contemporaries — critics, researchers and artists — represented the cutting edge
between virtual reality and man. Digital technologies are now widely used around the

wotld covering all aspects of human activity.
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It would be correct to emphasize that with the development of globalization
processes, digitalization in the field of art becomes an unavoidable component of the
existence of culture involving the widespread introduction and use of innovations in
the creative sector, including in the traditional applied arts of Russia. However, it
becomes important to analyze and understand the quantity and quality of use and
implementation of such modern technologies in ancient folk art. The introduction
of the technological process should concern not only the sphere of culture in general
but also adapt to the professional training of specialists in the field of traditional
applied arts.

The phenomenon of the spread of digitalization as a means and causes of the
globalization of society’s culture creates a relationship between areas of various
activities, the joint work of which was not possible previously.

The quantitative and qualitative aspects of the development of educational and
artistic activities of this art in the era of mass digitization will be analyzed on the
example of one of the traditional applied art — Mstera lacquer miniature painting.

In this case, the question is raised about the value of spiritual and material
qualities of non-digital art, the prospect of a possible synthesis of traditional art and
computer technology, due to modern trends in art in general. It is proved that
digitalization can only be an additional component of traditional applied art,
representing its continuation in the latest conditions of existence.

For more detailed coverage of the issue, it is necessary to study the history of
such types of art. One of these types of traditional applied art, in particular, in Russia,

is the Mstera lacquer miniature painting.

1.

Mstera is one of the centers of lacquer miniature painting, icon painting and
artistic embroidery, which is located in the Vyaznikovsky district of the Vladimir
region. New historical data on the time, when the settlement appeared on the bank
of the Mstera river, the future Mstera Settlement, points to 1609 (Golyshev, 1865).
From the beginning of the 18th century to the 1920s, icon painting, which later
transformed into local lacquer miniature painting, developed in Mstera. The
miniature of Mstera incorporated many features of iconography, in particular,
Novgorod and Stroganov letters of the 17th century. At the same time, the
convention of techniques became an organic and integral part of the art of Mstera,
where every convention in folk art is based on the perception of the real and the
experience of the past. Another source of artists’ creativity is nature and modern

reality transformed into the mainstream of the local art system.
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Currently, the Mstera Institute of Lacguer Miniature Painting named after F..A. Modorov,
the branch of the Higher School of Folk Arts (Academy) is the keeper of traditions and
artistic and aesthetic values of perception of Mstera lacquer miniature art. The
educational and scientific-educational activities of this branch are aimed at training
highly qualified specialists in the field of icon painting, lacquer miniature painting
and artistic embroidery. The Mstera Institute, represented by the teaching staff and
employees of the branch, aims to form a stable interest in creative self-realization
and acquisition of skills in the miniature art of Russian folk craft when training future
specialists in the field of Mstera lacquer miniature painting.

Modern trends set by the Mstera Institute in the field of miniatures are
progressing and flourishing every year making new generations of artists. The base
of the institute, which combines the preservation of traditions and innovative
methods in teaching, is a unique experimental platform to test the idea of the
synthesis of traditional art and modern digital technologies.

At the moment we can distinguish several traditional methods of mastering the
knowledge of Mstera lacquer miniature painting:

1. Productive: reflection method, immersion method, etc. The main goal of the
reflection method is to achieve development through the internal process of the

student. Reflection promotes self-improvement of certain functions:
e  communicative (effective interaction between teachers and students);

e  semantic-creative (formation of students’ ideas about the process of their own
activities);

e  motivational (gives the character of orientation of activity on the planned result,
on effective cooperation of teachers and students);

e  corrective (students’ correction of their own activities, hanging the objectivity
of their assessment and self-assessment).

The immersion method creates a comfortable, safe, artificial learning
environment that is as close as possible to real conditions, immersing students in the
atmosphere of artistic activity.

2. Reproductive: method of visibility, work with a book, etc. The essence of the
method of visibility is that the teacher shows by example the ways to solve the
problem, in this case, the construction of a compositional solution in a separate
format, demonstration of samples, control of the process and quality of reproduction
of the learned material by students.

The ratio of ‘traditional’ and ‘innovative’ in applied art is one of the main

problems considered in the theory of folk arts and crafts. In the modern realities of
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society, the question arises sharply what the driving force behind the development
of art and its transition to new forms is. According to M.A. Nekrasova, a scientist in
the field of folk art, folk traditions are not limited to an archaic form but dynamically
develop with each new time period and generation. (Beshaposhnikova & Zavaley,
2019) The system of traditional art itself is quite plastic. Based on these judgments,
it becomes possible not to separate tradition and modernity but find new ways to
develop the tradition. However, the stating element in the general concept of folk
art, despite the modifications, must remain at a high spiritual, moral, and sensory-
aesthetic level when creating works of traditional applied art.

A striking example of the acquisition of new forms of artistic traditions is the
lacquer miniature painting of Mstera, where art is based on the fusion of ancient
traditions and revolutionary technologies and techniques. Art and project activities
of students studying Mstera lacquer miniature painting in the branch of the Higher
School of Folk Arts is based on their educational and professional activities related to
the processes of learning the educational environment through new forms.

“Modern audiences, especially young people, are focused on interactive and
more personalized content, and this changes the way to perceive works of art and
represent them,” says 4. Lavrov, an expert in virtual, augmented and mixed reality
(VR/AR), President of 'RARA Moscow Chapter (The Digitalization in the Field of
Culture and Art, 2020).

2.

The origins of the modernization and transformation of traditional art into
‘digital’ should be found in the environment. Technological progress was consistently
and incrementally changing the way of people thought about the world.

For modern people, it has become customary to organize the surrounding space
into symbolic systems that is a rich field for the formation of new derivatives of
traditional art forms. In this regard, the process of combining art with modern
technologies becomes natural in general.

Digital information has become one of the objects of the new technological art.
Modern art, created with the help of digital technologies, makes it possible for the
viewer to interact with the work itself in real time introducing methods of interactive
cognition. However, the question arises: Can traditional ancient art organically
coexist with the mass digitalization of all activities?

One of these new forms is the digitalization of the educational process. The use
of new digital technologies in creative disciplines and wide access to information and

digital resources allowed to increase the number of hours of extracurricular work and
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a deeper study of the compositional and technological features inherent in the lacquer
miniature painting of Mstera (Teplitskaya, 2020). This process of transition to the
partial implementation of digital technologies in the curriculum was associated with
the general concept of distance learning at the beginning of 2020, which was
provoked by the holistic situation in the global education sector during the spread of
viral infections.

However, such implementations in teaching the art of Mstera lacquer miniature
painting are quite limited. This is due to the specific features of the tradition in the
tield of teaching folk art, formed over a centuries-old period. There are technical
teatures of creating works of art that virtual reality cannot convey at the moment.
This is the pressure of a pencil or brush, the consistency of paints, the density of the
paint layer, etc., but as an additional auxiliary element in the study of traditional art,
computer technology can quite organically coexist with traditional art.

Being in a small village, students have the opportunity to study works, stored in
the collections, using the Internet to visit interactive exhibitions of world museums.
Thanks to high-quality digital technologies, detailed microscopic magnification of
works of art becomes possible for an in-depth study of the techniques and techniques
of writing by authors. Modern computer technology allows you to reduce the
preparatory period preceding the work of a student of lacquer miniature painting
directly on the material — an artistic blank made of papier-mache significantly
facilitating the process to scale the author’s compositional solutions in any format.
Digital image editors allow you to modify projects of art works in the style of Mstera
lacquer miniature painting to meet the necessary criteria for compositional solutions.

Modern digital technologies are closely intertwined in the process of creating
of traditional applied art artistic works including the Mstera lacquer miniature
painting. However, it is necessary to separate the qualitative aspects from quantitative
ones of mass digitalization in art and the ways of affect the methods and mastering
the knowledge of future artists.

Methods of knowledge acquisition are determined by the tasks, object and
subject of study. The collection of new facts and their interpretation within the
chosen task can determine the constructiveness of the model underlying the entire
process of knowledge acquisition.

It is necessary to identify key terms to understand aspects of digitalization in
the framework to teach Mstera lacquer miniature painting. Under the qualitative or
quantitative aspects of the formation of Mstera traditional applied art, we may
understand general concepts and criteria related to the definition of a particular art

form, which are based on certain characteristic features.
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It is not possible to evaluate all the results of the development of activities in
quantitative objective units. Most of the characteristics of evaluating art and the
results of creating art works are not strictly quantifiable. For their evaluation, it is
more appropriate to use qualitative indicators, measured using expert assessments,
which in turn are a subjective indicator that has a large number of variables.
However, quality indicators in art are ahead of time and influence the final result of
creating an artistic work. Control of quality indicators by the expert commission
entails improvement of quantitative indicators being a logical chain of ‘cause and
effect’.

The qualitative aspects of the art of Mstera lacquer miniature painting should
include the traditions of execution, technique, writing techniques, compositional
solution, author’s idea, color scheme, ornamental framing of the painting field,
selection of the shape of the art blank from papier-mache and much more. To meet
these criteria, as an auxiliary element, it is possible to use information technologies
but only at the preparatory stage.

In electronic format, quantitative aspects of digital learning of Mstera lacquer
miniature painting allow to accelerate the preparatory process itself, but it is worth
emphasizing that when the threshold of speed criteria increases, in most cases, the
quality begins to decrease prevailing over the quantity. The traditional applied art of
Mstera is unique. The works are created by the authors in a single copy with natural
artistic materials on a natural ecological billet. The acceleration of the rate of works’
creation leads to a decrease in the quality of the work itself transferring it from the

rank of a highly artistic work to a souvenir of printed production.

Conclusion

When discussing methods of data collecting and interpreting to analyze any art,
the contrast of quantitative and qualitative approaches to the study of the problem
is traditional dividing the assessment into standardized and expert methods. The
assessment of any of the above categories is based on the characteristics of
properties, but in the case of studying the question of art including traditional applied
art, it is impossible to assess the correctness to use certain techniques in terms of
strictly formulated rules. In relation to lacquer miniatures, there is a greater degree of
expert assessment based on the professional experience and intuition of a specialist
who has proven himself in this field of art. Thus, the study of the impact and
implementation of digital technologies in teaching traditional applied arts is rather a

sub-scientific method of judgment without falling into the category of objective.
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In accordance with the quantitative and qualitative aspects of digitalization of
Mstera lacquer miniature painting and traditional applied art in general, in the frame
of the research, it is possible to talk about social knowledge of the application of
methods to train future artists and subjectivity factors that carry a non-standard
character. Totally, the use of digital technologies in traditional ancient art is possible
but only with a competent selection of methods to build work on the art work, where

the applied will prevail over the ‘virtual’.
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