Netherlands, in particular Ivan Korobov, whose works show one of adoption mechanisms of archi-
tectural forms of Dutch Classicism and Flemish Baroque in Russian practice. Careful attention to the
work of Rastrelli overshadowed the role of other artists whose works played an equally important role
in the formation of the Baroque. The paper offers an attempt to analyze the projects and buildings
by Iohann Schumacher, which are considered in the context of European school and their apparent
connection with the German-Austrian version of Baroque style.

Unexplored stylistic features of many monuments, the difficulty in characterizing even such well-
known works of the 1730s as St. Petersburg Admiralty, demonstrates the need for a comprehensive
study of Russian architecture of the era of Anna Ivanovna.

lanran Aupgpeit Bragumuposuya
Canxm-Ilemepbypeckuii eocyoapcmeennuiii ynusepcumem, Poccust

MARS GRADIVUS — Mapc Ipapymmit. Bononnsa UKOHOTpapuIeckoro TMIA

B XVI-XVIII Bekax B CKYIBITYpe, a TakKe B TpadyKe 1 KIBOIICHU, CTAHOBATCA PacIpoCTpa-
HEHHBIMM M300pa)KeHNA XapaKTePHOI 110 KOMIIO3VIVM (UIYPBl MAYIETr0 MY>KYMHBI, KOTOpBIE
MO>KHO OBbUIO OBI BBIZIENIUTD B OT/AEIbHBIN VMKOHOTPAapUYIECKMil THII, T. K. BCe OHM MEXJAY co0oii
POZICTBEHHBI M BeAyT IMPONCXOXK/eHMe OT o6pas3a pumckoro 6ora BoitHbI Mapca. OgHMM U3 €ro
anuTeToB OblT «Gradivus», 4TO MOXXHO OYKBa/IbHO IE€PEBECTY KaK «IIararouiuii». Pycckuit Bapu-
aHT 3TOro smmrera — «[pAxymuUIl», IpUMeHAeTCA A 0003HAUYEHNA MCCIeTyeMOro UKOHOTrpadu-
9eCKOTO TUIIA.

K manHOMY MKOHOTpaduecKoMy THUITY 00palljalich KPYIHeiile MacTepa s1oxy BospoxjeHns:
Ha Bunum, ITonnaitono, banguuennn, Ammanaru u jp. Hambornee M3BeCTHBIM IPOU3BEEHNEM,
BOCIIPOU3BOJAIINM 3TOT TUIL, ABJIAETCA PACTUPAXMPOBAHHASA CTATy9TKa PabOThI (PIOPEHTHUIICKOTO
cKynbITopa [>kamM6omoHbM. V306paskeHHBIN My)XUIHA He MIMeeT KaKUX-/11bo0 aTpubyToB 60>kecTBa,
OJIHaKO OH cpasy ObUI Ipo3BaH MapcoM 13-3a XapaKTePHOIO [IBIDKEHVI, KOTOPOe OH COBEpIIaeT.

B co6paHMAX KpyHHeNMIINX My3eeB XpaHATCSA pabOThl PasHbIX CKYIBIITOPOB, KOTOPbIe KOIN-
pyOT KoMIo3niuo Mapca ¢ 60/IbIINM VIV MEHBIINM OTK/IOHEHMEM.

B oTedecTBEHHOI Ky/IbType TaKXXe OTPa3IOCh BIMAHNME JaHHOTO Tiia — B pabote Kapro bap-
tonomeo Pactpermn «Hentyn» u Mmonymente CyBopoBy B 06pase Mapca ckynbnTopa Muxanma
VBanosu4a Kosnosckoro.

B crarbe mpociexxmBaeTcs SBOTIONVA NAaHHOTO VIKOHOTPapUMYIecKoro THIa B IPOU3BENEHUAX
VICKYCCTBa OT aHTM4YHOCTH 1o XIX B.

Andrey Gangan
Saint Petersburg State University, Russia

MARS GRADIVUS — THE STRIDING MARS. EVOLUTION OF THE ICONOGRAPHIC TYPE

In the 16th-18th centuries in sculpture as well as in painting and in graphics, a specific composi-
tion of a going man became popular. It can be regarded as a separate iconographic type, because all
images of this kind are related to each other and derive from the image of the Roman god of war Mars.

One of his epithets was “Gradivus”, what can be literally translated as “walking”. Russian version
of this epithet — “Ipagymmit” can be used to refer to this iconographic type.

Greatest masters of the Renaissance, such as Leonardo Da Vinci, Antonio Pollaiuolo, Baccio Band-
inelli, Bartolomeo Ammannati and others turned to this type.

The most famous work reproducing this type is the often replicated statue by Florentine sculptor
Giambologna. The man depicted does not have any attributes of a specific deity, but he was immedi-
ately named Mars because of the characteristic movement he makes.

183



In the collections of the major museums works of various sculptors are stored that replicate the
composition of Mars Gradivus with more or less deviation.

Russian sculpture was also influenced by this type —f.g. “Neptune” by Carlo Bartolomeo Rastrelli
and a monument to Suvorov as Mars by sculptor Mikhail Kozlovsky.

The article traces the evolution of this iconographic type in works of art from antiquity to the
19th century.

CadonoBa Anexkcangpa AHaTO/IbeBHA
Mockosckas [ocyoapcmeennas Koncepsamopus umenu I1. V. Yaiikosckozo, Poccust

MockoBckue Bepcuu ppaHmy3ckoit onepsl B Konne XVIII Beka:
Oco6eHHOCTH pefaKIy, IOCTAHOBKU Y BOCIPUATHSA

B pesynbraTe mccnemoBaHus MOCTaHOBOK omep AHzipe DpHecta Mopecta Ipetpu u ero ¢ppan-
LY3CKMX COBPEMEHHMKOB Ha CLI€HaX MOCKOBCKUX TeaTpoB B nocnenHen yerseptu XVIII B. BbIAB-
JIeHbI 0COOEHHOCTY IIpeoOpa3oBaHMsl IPON3BeAeHNIT PPaHITY3CKOTO VICKYCCTBA B PYCCKOIL cpefe.
[Ipexyie Bcero, pedb MAET O IIOCTAHOBKAX HA Pa3/IMYHBIX CIleHax Tearpa rpagos lllepemeTeBBIX.
PaccmarpuBamuch Takye omnepsl ¢ Amanoramu, Kak «OIbIT Apy>KObl», «Bbpaku caMHUTSIH», «/lio-
cunb» u «[oBopAmasn kaptuHa» Anape Ipetpu, «Jlepesencknit konpyn» yKan-Kaka Pycco, «Tpu
oTkynuka» Hukoma Anexcanppa [lesema, «AnmHa, koponesa lonbkonpckasa» n «Posa u Koma»
[Tbepa Anexcanipa MoHcuHbBY U «A3eMus, wau gukue» Hukoma Mapu [laneitpaka. O6'bexToM nic-
CIIe[lOBAHMA TAKXKe CTaly onepbl ¢ Auanoramyu Anppe IpeTpu, craBuBuIMecs B Tearpe Memokca:
«J/IBo€e cKynbIx» 1 «3eMupa u A30p», M JOMOBBIX TeaTpaX MOCKOBCKON 3HaTU — «CMIbBaH».

ITocTaHOBKY (PpaHIly3CKOTO perepTyapa Ha MOCKOBCKMX CIL[eHaX IIPUOOpeyt CaMOOBITHBIC YePTHI.
CraBunch OHM B II€PEBOJIAX HA PYCCKUII A3bIK. BMecTe ¢ mepeBofioM NMPOMCXOAiM/IA He TOIbKO MY-
3bIKaJIbHAs peaKLs, HO U pyccuduKanysa IpousBeeHN T, KacaBlIasAcs He TONbKO MIMeH, 00CTo-
ATE/IbCTB U MeCTa AeVICTBMA, HO M opopMIeHMs crekTaknd. OIepHBI CIIeKTAaKIb CTaHOBUJICA
JKeMUYY>KIHOJ B IIporpaMMe Ipas3fHeCTB WM «TyIAHUI», KOIZja IPOTy/IKa 110 Cafly C pa3BleyeHu-
AMU, YTOlIeHMe, JpaMaTUYeCKIil ¥ MY3bIKa/IbHBII CIIEKTAK/Ib, Y>KIH, 0al 1 ¢efiepBepk CMeHIN
[pyra fpyra, mopaxas 3peHue, cIyx u Boobpaxenue sputens. OTTOro u BocupusTie GppaHirys-
CKOTO CITeKTaK/Isl MOCKOBCKOJ ITYO/INMKOI OPOJi CYJIBHO OT/INYAIOCh OT BOCIIPYUATISA OPUTMHAIb-
HOro mpoussefeHnsa Bo OpaHumuy Kak npu jsope, Tak u B Ilapmwke, n B npoBuHumn. OgHuM
U3 ApYANIINX IPUMEPOB PacCMATPUBAEMOrO (eHOMEHa CTaji IOCTAaHOBKM «bpakoB CaMHMUTAH»
Anppe Iperpu (mpoussenenns, He uMeBIIero ycrexa B [lapike) y rpagos IllepemeTeBbIX B 4ecTb
IpMeMOB LIapCTBEHHBIX 0c00 — cHavana Exatepunsr 11, k BusuTy xoropoit B KyckoBo 6su10 mpum-
YPOYEHO OTKPBITME HOBOTO 3IaHMA Tearpa, a nosgHee [lapna I m Cranucnasa Asrycra IlonAaTos-
ckoro B OCTaHKIHO, T/ie pajiyl OCYIIeCTB/ICHNS ONepHBIX IOCTAaHOBOK, Kak B [lapike, ObI1 crienn-
aJIbHO BBICTPOEH Te€aTp-/IBOpell.

Alexandra Safonova
Moscow State P.1. Tchaikovsky Conservatory, Russia

Moscow VERSIONS OF THE FRENCH OPERA IN THE LATE 18th CENTURY:
FEATURES OF PRODUCTION AND PERCEPTION

The research of Andre Ernest Modest Gretry’s and other French composers’ operas on Moscow
stage in the 18th century shows original features of the transformation of works of French art in Russia.
First of all, the performances on various stages of Sheremeteft’s theatre are discussed: André Grétry’s
operas with dialogues “Tamitié a Iépreuve”, “Les marriages samnites”, “Lucile” and “Le tableau par-

lant”, Jean-Jacques Rousseau’s “Le Sorcier de village” , “Les trois fermiers” of Nicolas- Alexandre Dezede,
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