JI. A. bengeB

DTOT YCKOJIb3aIOIINi1 MOIJIMHHUK

[TosiBieHME HA CBET HOBOTO SKypHAJIa CTaJI0 HEOOXOAMMBIM C/IeICTBMEM PabOThl MEKIyHA -
POIHOIO HAYYHO-MCCIEAOBATENILCKOIO CeMUHapa «Bellb: BpeMs M MeCTO», CO3IAaHHOro Ha 6ase
Poccuitckoro rocygapCcTBEHHOrO I'YyMaHUTAPHOTO YHMBEPCUTETA B COTPYOHMUECTBE ¢ HCTUTY-
ToM apxeosioruu PAH!. DTo — pasBuTue my6amMKauMoHHON IaTdGopmbl cemuHapa. Ho meno He
TOJIBKO B IIPaKTHKe 06yueHus 1 ucciemoBanys. Co3maBasi ceMUHap U SKypHaJT, MbI MICXOIIAIN U3
06X KyJIbTYPHO-(PMIOCOPCKUX MPEANOChIIOK, B OCHOBE KOTOPBIX — 3aIpOC COIMyMa M HayKu
Ha ayTeHTUYHOCTH? ¥ OJHOBPEMEHHO (KaK 3TO HY MapafoKCaJIbHO) BCE pacTyiee IMOHMMAaHNe
TOTO, YTO MOJTHASI, TOTAJIbHAS MTOAJIMHHOCTD Taske OTAeIbHOTO ¥ XOPOIIIO M3yUYeHHOTO MpeaMeTa
B MeTadM3MYECKOM IJIaHe MMPOCTO HEBO3MOXKHA.

B TO ke BpeMsl KOJIMYECTBO BeIeit, YCIEeIHO 3Ty MOIJIMHHOCTD CUMYIUPYIONIVX, CTPEMU-
TeJIbHO pacTeT, a GOpMbI CUMYJ/ISIKPOB JIeJIal0TCSI BCE 6oJiee M30UIPEHHBIMU U CIIOKHBIMU. Jleyio
JIOTUYECKUM 06pa3oM JOXOIUT A0 BO3BeIEeHMsT MCKYCHO MOAIeIKM B CTATyC MTPOU3BEIEeHNS UC-
KyccTBa®.

KoHeuHo, BOIIpoC He HOB. MOKHO COCTaBUTD IIETYI0 MOJO0PKY aHTUUHBIX TEKCTOB, B KO-
TOPBIX OCMEMBAIOTCS (GOPMbI HEITOAJIMHHOCTH, IIPEKIE BCEro MpsiMast Mo IesiKa IIpeIMeTOB, KaKk
B saniurpamme Mapimana:

Xeanuuivcs, umo 'y mebs cepebpo ecmo opestee Musi.

Bcé, umo noddenan He mol, dymaeulsb, OpesHss 8eujb?*

YeM MMEHHO XBACTaJI aipecaTr SMUTPaMMbl — He BIIOJHE TOHSATHO. OZHAKO SICHO, YTO OH

1 CM. XxpoHUKyY paboTbl ceMuHapa, noarotosieHHyt C. U. bapaHoBo#, B 3aBepLUAlOLLEM pa3aene 3TOro HoMepa.
2 0 BaXXHOCTM Npo6/IeMbl CBUAETENBCTBYET NOSBJEHUE CMELMATbHBIX XXYPHANOB BEAYLMX My3eeB (KATPUOYLIMOH-
HbIli GtonneTeHb My3eeB MockoBckoro Kpemnsy. OTa. pea. A. J1. batanos. 2022. N2 1) 1 Hay4HbIX LeHTpoB («BecT-

HWK CeKTopa ApeBHEPYCCKOro MCKYCCTBA [0CYAapCTBEHHOMO MHCTUTYTA MCKYCCTBO3HAHMS®), CTAaBALWMX Nepes,
coboii 3aaa4m BepudUKaLMKU CBEAEHWI O BELLAX U APYrMX 0ObeKTaX, 4eMOHCTPALLMM OTYETHOM AOKYMEHTALMUK
pecTaBpaTopoB, a TakXKe NofeMUKM Mo NOBOAY NOAIMHHOCTU BeLlei.

> CMm. xota 6bl: Keats J. The Big Idea: Why Forgeries Are Great Art // Daily Beast, 25/04/2013. Bonpoc: ecnu Bo3-
MOXHOCTM CTO/b BEJIMKU, 334€M MOLMEHSTb OAHO ApYyrMM? He npolue nu co3aaTh HOBOE NMPOU3BEAEHWE, CyLLe-
CTBYtOLLLEE MOJ, COOCTBEHHBIM UMEHEM?

4 MARCIALIS EPIGRAMMATON L. VIII XXXIV Mep. ®. A. MNeTpoBckoro.
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OT U3OATENEWN

caM Bellly TMOJe/IbIBAeT U IIPY STOM CUMTAET MOMJIMHHBIMU T€, UTO M3TOTOBJIEHBI €T0 COGPAThSI-
MU I10 PEMECITY, B UMCJie KOTOPBIX MOTYT OKa3aThCs M OUEHb ajieKue MpeaiieCTBeHHKN.

PumMckuii Iy THUK UCKITIOYUTEIBHO TPO30PANB: MOAAEIKY MOSIBJISIIOTCS TOTIa, KOTaa Tpu-
obperaresieii 1 BiaJeblleB HAUMHAET MHTEPECOBATh MOIMHHOCTh. ITO M3BECTHBIN MapagoKC:
TBOPIIOB B OOIIIEM-TO HE 3aHMMAET, UTO M3 JOCTABLIErOCS MM B Hac/Ieaye MOAJIMHHOE, a YTO HeT.
Vx 3amaya — cO37aTh, OTTAJIKMBASICh OT HET'O, HOBbIE 06Pa3ITbl MCKYCCTBA (MOKHO MOITYTUTb: IJIsI
OymyIIMX KOMMCTOB Pa3HOIi CTereH JO6POCOBECTHOCTH).

[Tpu 3TOM KOpeHb MPO6IeMbI «ITOJIVMHHNUK/HE TTOAIMHHUK» YXOIUT O4eHb IITyOOKO. Peub
He TOJIbKO O TPSIMOi moagenke apTedakToB, Kak 0ObIYHO AyMaloT. VX dusmdeckas ayTeHTHUU-
HOCTb Ba)KHA [aJIeKO He BO BCexX CJIyuyasixX. Tak, B IPOCTPAHCTBE Bepbl IOMJIMHHOCTD IIpeaMeTa
YCTaHABIMBAIOT HE CTOJIbKO MCTOPUKO-KYJIbTYPHBIMM WJIM €CTECTBEHHOHAYYHbIMU METOAAMMU,
CKOJIBKO Yepe3 CBepXUyBCTBEHHOE IMO3HaHMe. B 3TOM CMbIc/ie M3BeCTHasI HacMelllka BU3aHTUI-
ckoro nosrta XI B. Xpucropopa MUTHIEHCKOTO Haj, cobupaTesieM Mouieit® 1 6ecumcieHHoe KO-
JINYECTBO APYTIUX IMOJOOHBIX ITYTOK® OBIOT MMMO L€ XOTSI ObI [IOTOMY, UTO AJISI TOUYMTAHUS He
HY)KEH LIeJIbIN CKeJIeT, [OCTATOUHO €r0 MaIbIX YaCTUII.

B CpengHue Beka XOpOIlIO MOHUMAJIN, UTO /i YCTAaHOBJIEHUST (TOUHEe TOBOPS, YAOCTOBE-
pPeHMsT) TOJIMHHOCTY BakHA He peayibHasl ayTeHTUYHOCTh «9KO(AKTOB» ¥ KOHTAKTHBIX PeIUK-
BUI1, a oduIMaabHOe MPU3HAHMe UX TAKOBBIMM (Ceifuac cKasanay Obl: 3aBepeHHas SKCIepTu3sa),
MOATBEPXKAEeHHOEe COBepLIAIIMMUCA yygecaMu. Bepe aToro gocratouHo. Tak ke, Kak IMO3Xe
IUIST BEPSIIIUX B «CBSITOE MCKYCCTBO» OBOJIBHO Oy[eT BHyTpeHHel YOesKIeHHOCTU B «eJMHCTBE
CTWISI», TIOJUAC 3aCTaBJISIIONIEN JaXke BhIAAIOIIMXCS YUEHbIX CUMTATh MOAJIMHHUKAMMY MOITIETKMN.
Ia 1 «Bepa B HayKy» KaK MMOCIeIHIO0 MHCTAHIINIO, IPU BUAMMOM O00BEKTUBMU3ME ee MHCTPYMeH-
Tapusi, BO MHOT'O OCTaeTCs BEPOIA.

VYrnoctoBepeHNne MOMJIMHHOCTUA DPOXKOAET BCEMPOHUKAIOIIYIO «IIEePeCOPTUILY» YXKe IMOTO-
MYy, UTO danbcuduKanyss JOKyMeHTa 0ObIYHO IPOIlle, YeM IO AeNIKa Belu. JIOKHBII MacIopT,
ITOJMEHA OJTHOTO MCKOMOTI'O OOBEKTa IPYrMM — MeXaHMKa Mporecca MOXeT MeHsSThest. Ho cyTh
OCTaeTCs, U B MOCAeIHME OeCSITUIETHS MPoLecc paboTaeT ¢ UCKIIUUTEIbHON cuioii. Tak, Ha
PBIHKE TIOSIBJISIETCSI OIPOMHOE KOJIMUECTBO IPEBHUX META/UIMUECKUX M3IOeauii U3 pasrpabiieH-
HBIX YePHBIMM KOTIATEJISIMU TIOTpe6GeHmii U CJI0eB APEBHUX ropoauil. ITogyac K HUM MpuIaramT-
cs1 macropta. Ho coMHMTe/bHAST JOCTOBEPHOCTH COOOIIAEMbIX STUMM JOKYMEHTaMM CBeIeHMit
TOJIBKO YCYTYOJIsIeT Ipo6ieMy, ITOCKOJIbKY B pe3y/IbTaTe B HayKy IbITAIOTCS BBECTU J06ABOYHbIE
Ie(UHULIVN, KOTOPBIE TIPUXOIUTCS ITPOBEPSITh.

B xom nayT u apyrue dbopmbel dabpukanyy. Tak, TaBHO M3BECTHBI KOMIIO3UTHbBIE U3IEINS
pasHoIl CTeNeHy CJIOKHOCTU: OT MpeaMeToB Mebenu (HemapoM aBTOPBI KypHaia «Cpeny KO-
JIEKLIMOHEPOB» yKe B HauaJie XX B. KaJIOBAJIMCh HA UpE3BbIUAHYI0 PEeIKOCTD He Iepeie/laHHbIX,

> Monga naet (6onTatoT NtoAM BCIKOe,
A BCe-Taku, coaeTcs, NpaBaa ecTb B MOJBE),
CeaToi oTew, 4to 6yaTo 6bl 4O KPAaKHOCTH
Tbl pagn, Koraa npesnoxuT npogasel, Tebe
CBATUTENS OCTAHKM LOCTOUTUMBIE;
Yo 6YATO Tl HANOAHWMA BCE NapyU CBOU
M YyacTo oTKpbIBaellb — NoKa3aTb Apy3bsiM
[pokonus CBATOrO pyKu (AKXKUHY),
Meonopa NOABIKKK... NOCUMTATb, TaK CEMb,
M HecTopoBbix Yentocten fecatka asa
M posHo BoceMb Yepenos [eoprus!
«Ha cobupamens penuksuii» (nep. C. C. ABepuHLeBa).
¢ O6pasbl 3ab6aBHbIX CPEAHEBEKOBbBIX TOPrOBLEB PEIMKBUAMM MENIbKALOT TYT M TaM, BNoTb Ao CaHaepyca B «Kpe-
cToHocuax» feHpuka CeHkeBuYa.
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He coOpaHHBIX U3 YacTeil 06beKTOB C AATMPOBKOII paHee cepenuubl XVIII B.) 10 MaMSITHUKOB
snurpaduku 6ubnerickoro nepuona B Cupo-IlasecTMHCKOM permoHe, AMCKYCCUM 10 TIOBOY KO-
TOPBIX OOpETAIOT MTOPOI UYTh JIM HE BCEMUPHBIV pa3max, oposkaast CO6CTBEHHbIE HAPPATUBbI
WX pa3BUBas MpeXxHue, Kak B ¢Jiyyae C MMeHaMM Ha occyapusix amoxu Broporo Xpama. Camu
IpeaMeTbl OCTAIOTCS MOAJIMHHBIMU, TTOAIEbIBAETCS TOJBKO HaANNCh. HO yCcmius, KOTopbie mpu-
XOAUTCSI IPUJIaraTh OJ1s1 yCTAHOBIEHMSI ayTEHTUYHOCTY VI IOKa3aTe/IbCTBa BTOPUMUYHOTO XapakK-
Tepa TeKCTa, OKa3bIBAIOTCS OrPOMHBIMU (BIIpOYEM, 3TO [OJIE€3HO [J11 pa3BUTUSI METOL0B Hayy-
HOIt Bepuduramum).

Cpeny HenmOAIMHHUKOB, KOTOPbIE NOJKHBI TPM3HABATHCS 3a [10-CBOEMY MOJJIMHHbBIE U3[Ie-
s (yCTh U C HEOKUITAHHOI aTpUOYIMeit), BCTPEUaIoTCsl HACTOSII e MOHCTPBI CJIOKHOI ayTeH-
TUYHOCTU. [€pnuuKuii mekesnp, sepusaT oT MOHeT [lepBoii Nyzaeiickoil BOHbBI, BOCIIPUHSTHIN
B EBpone xak cukib u3 30 cepeOGpsIHMKOB, IIPUBE3eHHbIIi B KOHLIe XV B. B ['epMaHuIo, C IJIMHHO
yepenoii NaJbHEMIINX YeKaHOK TOXOAUT [0 COCTOSIHUSI CBOEro Poja MaMSITHOM Menaau Cpasy
U 0 eBaHTre/IbCKOM HappaTuBe, 1 o [lpeBHelt Nynee, 1 0 majioMmHMYecTBaxX B CBATYIO 3eMJII0, U O ee
tTororpadnyeckux Konusx B EBpore. OH Bpoje Obl He CIOXKEH IJIs aTpuOyIuu, HO CoueTaeT
B cebe mpusHaku ¢pabpukaTa c YepTaMu MOAJIMHHOIO CBUAETEIS CBOeI 31T0XM, TO eCTh X V-XX BB.
u Jaxe 6osiee o3gHero BpeMenn. JJo6aBuM K 3TOMY €ro IOIy/ISIPHOCTb He TOJbKO Y XPUCTUAH,
HO 1 y eBpeeB B HoBoe BpeMsl, 1 KpacKy Ha KapTe OKOHUATeIbHO CMelIalTcs’ .

HTax, I1aBHOI 3amaveii skypHasa JO/DKeH CTaTh IMOMCK IyTell pellleHus Tpo6ieMbl ayTeH-
TUYHOCTU. JIOTUUHO, UTO COBEPIIEHHO 0C060e MEeCTO IIPU 3TOM 3aliMYT BOIMPOCHI peCcTaBpalii.
Eciu moiiTu B ee onpedenaeHuu 00 nec plus ultra, To OKaxkelbcsl B IIPOCTPAHCTBE BCE TeX JKe TOJ -
IIeJIOK, POKIaeMbIX, OTHAKO, 13 TIOJJINHHOTO U3eNsl, 0OBIYHO C 6;1aTOPOIHOI 1IeJbI0 TIOTYUUTD
3HAHMS O TIePBOHAYAIBHOM BUe apTedaKkTa ¥ packpbiTh, SBUTb €0 3puTeio. ['pagaunn 31ech
6eCKOHEYHBI — OT PEHECCAHCHBIX KOMITO3UTOB 13 HECKOJIbKMX ITOPOJi Pa3HOBPEMEHHBIX MPaMO-
POB (9TO Ka3aJI0Ch AOMYCTMMBIM IO KpajiHeit Mepe 10 XX B.; BCIOMHUM XOTsI GbI IIPECIOBYThIE
«HOCBI» U «KUCTU» aHTUYHBIX OIOCTOB, O0JIee OueBUIHbIE TIOATIOPKY CKYJIBIITYP) IO U3TOTOBIIE-
HMS yTPauyeHHBIX YacTeli 3aHOBO. BepHYBIINCh HECKOJIBKO Ha3a/, HAIOMHMM, UTO YK€ B PUMCKOe
BpeMsI TIPOC/IaB/IeHHbIe 00paslibl BasiHMs KOMMPOBAIM U coOupanu u3 dacrteii. CeromHsi Takoi
KOMITO3UTHBI 00BEKT BOCIHIPUMHMMAETCS KaK MOJIMHHNK CJIOKHOTO COCTaBa, HO Yero MMeHHO OH
MOJIMHHUK — CKa3aThb 3aTPYSHUTEBHO.

Bcé sro, BMecTe B3gTOe, 3aCTaBisieT OCO3HATh MOJJIMHHYI0 3HAYMMOCTb pecTaBpaTo-
pa, KOTOPOro 10 CUX IOp HemoolleHuBaloT. ®akTuuecku (10 KpaiiHeil Mepe Ha YpOBHe pabOThI
DYK U IJIa3) OH HEBOJIbHO CTAHOBUTCSI COAaBTOPOM XYIOKHMKA®. ITO He HOBOCTb, O POJIM MacTepa-
pecTaBpaTopa nmcaau MHOTHMe XXUBOIucIbl’. Ho meaTh mompaBKy Ha TO, UTO MeXKIY HAaMU U TBO-
peHyreM XymOKHMKA BCErJa CTOUT pPecTaBpaTop, (GaKTUUEeCKM 3aC/IOHSISI ayTEeHTUUYHYIO BEPCUIO

7 OHu pobupanucb 1 fo Poccun. Takol «cpebpeHuk Nyapi», sBHO M3 EBponbl, NOYMUTaNCs B XONOLHON LEepKBU
Omutpumsa Mpunyukoro, uto B HaBonokax B Bonorae, ero nopoi npuuumanu 3a nognmHHuk. Cp.: Heneux C. A. Bo-
norpa npexnae v Tenepb. Bonoraa, 1907; 3ameTka 0 ApeBHe-eBpeENCKON MOHETe, XpaHalencs 8 Iumutpue-
Hasonoukoi uepksu r. Bonorabl // Bonoroackune enapxvaneHole BegoMoctu. 1886.N2 8-9.C. 162-163; LlepkoBb
npenogobHoro Aumutpus Mpunyukoro, Yto Ha Hasonoke, B ropose Bonorae // Bonoronckue enapxuanbHble
Begomoctn. 1884. N2 17.C. 344.

8 PasuTeNbHbli NPUMEP — MHOTOUYMUCIIEHHbBIE CTUNIEBbIE KPECTaBPALIMM» BU3AHTUICKMX MO3aMK MaCTEPCKUMM
UTANIbSHCKMX MO3aMYUCTOB U FpeyeckuMm XyaoxHukamu B 1890-x rr. Ha Cuumnum (Hedany) u B Mpeumnn (JadHm),
KOTOpble B UCTOPUM MCKYCCTBA A0NTO BOCMPUHMMANK Kak ayTeHTUUHble. CM.: Paribeni A. From Ravenna to Athens:
Italian Restorers of the Mosaic of Daphni at the End of the 19th Century // Atti di XIl Colloquio AIEMA. Verona,
2015.P. 347-352. (AIEMA = Association Intemationale pour U'Etude de la Mosalque Antique.)

° Hanpumep, Bacunuii IkoBnes, B cTaTbe KOTOPOro BO BTOPOM Bbinycke «Bonpocos pectaBpaumu» (1928)
chopMynnpoBaHbl 0OCHOBHble noaxoabl LIFPM K pectaBpaummn n KOHCepBaLMM NaMATHUMKOB NOCTCPeAHEBEKOBOM
XUBOMUCK.
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WJIY TI0 MEHbIIIeil Mepe aKIeHTUPYS ee, — 3ajaua 6;113Kast K HeBO3MOKHOI He TOJIbKO JIsI PSIIO-
BOTO 3PUTEJISs, HO U [IJIS1 UCTOPUKA UCKYCCTBA.

B Takux 06CTOSITETLCTBAX OCOOYIO POJIb MTOYUAIOT M KYpaTOPBI IIPOIIecca PacumMCTKY, KOH-
cepBalMy U pecTaBpaluu, IpMHUMalIMe 6oiee win MeHee 0600CHOBAHHbIE PEIIeHNS Ha TIPe]T-
MeT yJajieHusl, 3aKpeIyieHus], TIOHOBJIeHus U T. II. HakoHel, 1esaeTcsl CJIOKHee U BecoMee pOob
MCTOPUKA, COCTABJISIONIETO JOKYMEHTbI aTpubyim. [Io-BuaumMomy, 1 cama UCTOPUS MICKYCCTBA,
ecM B3IITHYTh Ha Hee uepes3 MpU3My MCTOPUM pecTaBpaluy (KOTopas 3abupaeTcsl B caMble
HeOXXUJIaHHbIe U MO30HMEe YTOAKM MCKYCCTBA, HAllpuMep B 00J1aCTb BOCCTAHOBIeHUs (UIbMOB
1epBoii TpeTy XX CTONETHS), OKAKETCS MPUHIMITMAILHO MHOI, ropa3mo 60Jiee CJIOKHOI 1 3arpy-
SKeHHOW MH(opMalimei, 4eM Ta, K KOTOPOit MbI ITPUBBIKIIN.

HanomH!10, YTO NOAIMHHOCTD BaXKHA He TOJIbKO JJIS1 IPOM3BeleHUI MCKYCCTBA U KYJIBTYPHI.
OKcmepTn3a, aTpubyIus — 06s13aTeIbHbIE 3JIEMEHTHI Pa6OThI MICTOPUKOB TOCYAAPCTBA, COOCTBEH-
HOCTM, TPOU3BOJCTBA U APYTUX cep U HATIpaB/IeHMI YeJI0BeUeCKOi esiTeTbHOCTY, M3YUaroIInX
IOKYMEHTBI U X MaTepUAIbHbI KOHTEKCT. JJOCTATOYHO HAIIOMHUTDb O MHOXECTBE MOAIebHBIX
MaHYCKPUIITOB, IJIT KOTOPBIX M3TOTABIMBAIM UepPHWIA, TepraMeH (6ymary) 1 meyaTi, a I-iaBHOE —
CaM TeKCT (XpeCcTOMaTuiiHbIl puMep — «KOHCTaHTUHOB Aap» PUMCKOI KaTOAMYECKO [IepKBU).
OcTpblie pobseMbl KOH(ecCcMoHaIbHOV 60PhObI ¥ TeOIOTMUeCcKye IVCKYCCUM ITPOTeCTAaHTOB U Ka-
TOJINKOB, HUKOHMAH ¥ CTApOBEPOB, TPeOys aHaIM3a ¥ pa3o6IadeHusI, 4aCTo MOPOKIAIN MHCTPY-
MEHTBI KPUTUKU U CITOCOOCTBOBAIM PA3BUTUIO nUrpaduku, chparucTUKu U OPYTUX CIIelyaib-
HBIX TUCHUIUIVH, TTOXKaIyii, He MeHbIlle, YeM paboTa akageMmueckux yueHbix XVI-XIX BB.

He HY’>XHO IymaTh, UTO BCE 3TO JeJia faJeKoro mpouuioro. I[lpakTuiecky B Hallly JHY BCIIbI-
XMBAIOT CKAHIAJIbl, CBSI3aHHbIE C MTOMBITKAMMU TTPOdeCcCHOHATbHOM TOIIeIKMA UCTOPUIECKN 3HA-
YMMBIX apTedaKkToB, aBTOPaMM KOTOPBIX OKA3bIBAIOTCSI M3BECTHBIE YUeHbIe, TakMe Kak [keimc
MestapT, OTKpbIBaTe b 6a30BOTO /IS MCTOPUM TIPOMU3BOISAIIETO X031 ICTBA apXe0J0TUUECKOT0
KomiIutiekca Yatan-I'yiok. 1 Hao6opoT, B XIX B., KOrIa ¥ y4aCTHUKYM IPaH-TypOB, 0CO6eHHO B MTa-
nvu u Erunre, v maJoMHUKY B CBSTYIO 3€eMJII0 BCTPeYasy Liejble MOpPS MOJEN0K, pal/iOHalb-
HO HAaCTpOeHHbIe yueHble y>Ke OCMbICMBAIN 3TO SIBIeHME U PelInTe/IbHO Ha Hero oTBevann®.
B >xypHane MbI mpenojiaraeM 3HaKOMUTb YMTaTeNell Kak C UX Hacaeauem, Tak U C COBpeMeH-
HBIMM CIOKeTaMM U3 uctopum arpubyiumu. CeromHst B 3Toii 60pbbe HYKHbI HE MeHee OCTphbIe
MHCTPYMEHTBI, & CTAaBKY B UTPe 3a YPOBEHb HAYYHON aTpMOYIIMM BBICOKM KaK HuKorma'l. 9To
MOKa3bIBAIOT MTPOOJEMHbIE UCCAeIOBAHMS, TIOCTOSTHHO 3aTParuBalolye MOHSTUSI «OPUTHHAII»,
«KOTMSI», «ITOAAeNKa», 0COOeHHO aKTyaJIbHbIe [IJI 00JIaCTM PYCCKOV MKOHOMMUCHK!Z, HO He MeHee
3HaYMMBbIe JJ15S1 MUPOBOTO MCKYCCTBA.

3aKOHUMM 3TO HEMHOro CyMOypHOe 3cce, BBICTPOMB CTPOXKE IpejjiaraemMble [IJis
paspaboTKM 3amauyM HOBOTO KypHasna. Ham MmpeacToUT Tpeskie BCero MMeThb [elo C BUAO-

10 Hanpumep, LLapnb KnepmoH-faHHo B 3aMeyvatenbHol 6powtope: Clermont-Ganneau Ch-S. Les fraudes
archéologiques en Palestine. Paris, 1885.

11 KHura o Heil, M3LaHHas OIOXKMHY NIET Ha3a[, pasyMeeTcs, He yctapena. CM.: Panbcndukaums nctopmyeckmx
WUCTOYHMKOB M KOHCTPYMPOBaHWE 3THOKpaTuyecknx Mmugos. M., 2011.

12 CM.: OcokuHa E. A. HebecHas ronybusHa aHrenbckux ofexna. Cyapba npov3BeaeHMi IpeBHEPYCCKOM XXMBOMUCH,
1920-1930-e rogbl. M., 2018; MocmepHak O. 1. K Bonpocy 0 AOCTOBEPHOCTM COBPEMEHHbIX METOL0B UCCIef0BaHMS //
LlepkoBHOE MCKYCCTBO M pecTaBpaums NAaMITHUKOB UCTOPUM M KynbTypsbl. [amatn Angpes leopruesuya XXonoH-
835.M.,2007.C. 192-198; OHa xe. My3eliHble nepeaTpubyLmMn U MX BO3MOXHbIE KYNbTYypHble NOCNeacTeus //
Hay4Ho-uccnenoBatenbckas pabota B My3ee. Joknaabl Ha X MeXAYHAapOLHOM Hay4YHO-MPaKTUYECKoW KOHbepeH-
UMK CTYAEHTOB, aCMMPAHTOB M NpenogasaTenei kadenpbl My3eesenernms MIYKM 29.11. - 01.12.2007 r. M., 2008.
C.70-77; Obweesponeickas nporpamMma «Authentico project, EU funding CT-044480», cMm.: Vitobello M-L.,Rehren T.
A Quest for Authenticity. London, 2009 u op. 13 3apybexHbix pabot XXI B. 06 naee opurnHana, Konum 1 noanenku:
Wharton A-J. Selling Jerusalem. Relics, Replicas, Theme Parks. Chicago-London, 2006; Wood S. C. Forgery. Replica.
Fiction. Temporalities of German Renaissance Art. Chicago — London, 2008.
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M3MeHEeHHbIMM MpeaMeTaMy, BhIITaBIIMMM 13 KOHTEKCTA, UM IPOCTO C BelllaMM, CJIOKHBIMMU
IJIST aTPUOYIIMN.

Vx wmepapxusi, IO CaMOMY CKPOMHOMY CYeTy, BKIIOUMT psm cTyreHeii: (1) HamepeH-
HO CO3JaHHble C HyIS (aJbliuBKM; (2) TOANEIKM, CO3HATEIbHO M3TOTOBJIEHHBbIE HAa OCHOBE
MTOJIMHHBIX BeIlleil ¢ I00aBJIeHHOI HaANMChiIo WM M3ob6pakeHueM; (3) NMpOU3BeIeHUS C U3-
MEHEHHbIM IIPOBEHAHCOM (KMBOITMCh €BPOTECKUX XYOOKHUKOB C ITOANEJTaHHBIMM TTOATIN-
CIMM PYCCKMX MAacCTepoB; IceBHosmurpadbl Ha ApeBHUX Belax B OMUOIECKMX cTpaHax; (4)
KOMIIO3UTHbBIE, COOGpPaHHbIE M3 CTapbiX (pParMeHTOB MpPeIMeThl pasHbIX IepuopdoB; (5) aB-
TOpPCKME TIOBTOPEHMSI, KOJIEKTMBHbBIE PAaOOThI (YUEHMKM, MacTepcKas, IMOoApaxkaTeau M T. IL.);
(6) IpousBemeHus, KOTOpble (PU3UUECKM U3MEHMINUCH IIPOCTO C TeYeHVEeM BpPeMeHU, B CUITy CTa-
peHusT Kpacok, JIAKOB, KaMHS (MX TO-TIPEKHEMY BOCIIPMHMMAIOT KaK IOTHOCTHIO ayTeHTUUYHbIE
" K TOMY XK€ OKpYsKeHHbIe OPeosIoM APeBHOCTH); (7) BeIly MOTHOCTHIO TIOIJIMHHbIE, HO JKUBYIIME
y3Ke B HOBOJ1 cpejie, yTpaTUBILIME CBOEr0 3PUTEJIs, XOTh UYTO-TO B HMX IIOHMMABIIIETO (Te ke apXeoJio-
rMYecKkye 00bEeKTHI CETOTHS KKYTCS CIeTaHHbIMM OYATO ObI CITENaTbHO IS My3€eifHO BUTPWUHBI).

To, UTO «MOJIMHHUK» — abCTPaKTHOE MOHSTHE, a «ITOMJIMHHOCTh» — KOHCTPYKT, pe3KO
MTOAHMMAET POJIb 3PUTEJISI, €T0 BKYCOB, MOJbI, ¥ T€X, KTO KOHCTPYMUPYET UCKYCCTBO: IIPOMOYTe-
POB, KypaTOpOB, SKCIIEPTOB, MOTYIIIECTBO KOTOPBIX KAsKeTCS TIOUTH 6e3TpaHMUHbIM Aake B 0671a-
CTY apxeoJioruy (IIPY TOM UTO II€HHOCTDb apXeoJIOTMUeCKUX MaMSITHUKOB Kak HocuTeselt MHdop-
Mallyu, Ka3ajaoch Obl, M3HAYATbHA U He TpeOyeT MOIOJHUTEIbHOM BaOPU3aIIUN).

Ecymi Tak, MOKHO JIv BOOOIIE CUMTATh ITOMJIMHHOCTD IIEHHOCTHOI Kateropueii? U eciau aa,
TO rouemy? OTBeET IPOCT: noddenka He UHPOpMamueHda, OHa 0bIaJaeT Maioit TTyOMHOIT U JTUIIeHa
KYJIbTYPHO-UCTOPUUECKOTO 00beMa. OHa He paccKasbIBaeT HaM O MPOIIOM (MJIV JBKET Ha KaKIOM
IIary: TeXHOJIOTMEN, MaTepuaaoM, OITBITOM SKM3HU U T. 11.). IMEHHO IT03TOMY CpaBHUTEIBHO JIETKO
OTJIMYUTD TTOITENTKY (0COGEHHO MeTaJTTMUeCKIe), TTOHSIB TEXHOJIOTUIO X M3TOTOBJIEHMSI.

LIeHHOCTb JKe MOIMHHMKA, HECMOTPSI Ha TIOCTOSIHHYIO ITOTEPIO MM YaCTy CBOMX KauecTs,
Jlaske BO3pacTaeT 0 Mepe YBeJIMUEHMS YMC/Ia 9TUX TIOTePbh: Y HEro MOSIB/SIeTCS] COOCTBEHHAs, He
3aBUCSINAST OT «POAUTENIEI» — 3aKa3UMKOB, XyIOKHIKOB, ITOTpeduTeneit — MHGOPMaTUBHOCTD.
IMosToMy HaM TaK Ba)KHbI YaCTO He CaMM BellM, a UX BJIaAeNbIlbl, UX «[TOCMEpPTHAsI UCTOPUSI».
U 3mech OMATh MPOCTOP [IJIST OKCITepTa.

Posb KpeaTopa MOIJMHHOCTM — MUCTOPUYeCKast mepeMeHHast. [JlaBHOe MeCTO 3/1ecCh Jaxke
He Y XyIOKHMKA MY pabOTHMKA, a y 3aKa3a U 3aKas3uMka, Oyab TO JUUYHOCTb U (M) COObIIIe-
CTBO. IX MHCTPYMEHT — 3KCIIepPT, OLEHIIMK U MTPOMOYTep (MCKYCCTBOBE, MapIliaH, XpaHUTEb),
CIIOCOOHBIN Y3ypIIMPOBaTh MMPABO HA MCKYCCTBO M MaHUITYIMPOBATh 3aKasunkamu. Ocobast posb
B CO3[IaHUM TOMJIMHHMKA TIPUHAIIEKUT HEBUIMMBIM 3a4acTyi0 pyKaM pecTaBpaTopa, MeHSIo-
MM GU3NYECKUii 00JIMK Bely. YJacTBYeT B IPOLECCe U 3PUTENIb, B CO3SHAHUM KOTOPOIO BCE
OTIMCAHHOE TO/DKHO CJIOKUTBCST B OOJIVMK TOIJTMHHOM BEIIN.

Pestomupyem. CJIOBO «ITOAJIMHHYK» BbIHECEHO Ha 00JI0KKY HOBOTO KypHa/la HaMepeHHO.
XoueTcsl BEpUTb, UTO KYPHAJI CyMEET ChIrPaTh CBOIO POJIb B GOJIBIINONI paboTe mo ¢hopMUpPOBa-
HUIO HAJIeSKHOTO TTOAXO0MIa K 9TOMY 3arafOuHOMY SIBJIEHUIO KYJIbTYPbI, MCXOMS U3 TOTO, UTO Ero
BesnuecTBO [NOIIMHHUK — He KOHEUHbIi ITPOIYKT, K KOTOPOMY C/IeIyeT CTPeMUTHCS. KOHeUHbIM
IMPOJIYKTOM OH ObITh BOOOIIEe He MOKeT!3. ITOIIMHHMK ITPeICTaB/ISIETCSI CKOpee TeKydeli cybcTaH-
1[1Mel, KOTopasi BO3HMKAET U CYIIECTBYET B OCHOBHOM B XOJie MCCAeNOBaHMiI U Graromapst M.
HocTtuskeHne, oopeTeHre (ecau YTOOHO — Haxke KOHCTPYMPOBaHME) MOIIMHHOCTY CTAaHOBUTCS
BO3MOJXKHBIM TOJTPKO KaK KapTMHA BCe¥ MCTOPUM paboThl, MPOM3BeIeHHON paHee U ITPOU3BOISI-
mievics ceifuac (3aYacTyio HalllMMM JKe pyKaMy) Ha 00beKTax MCKYCCTBA, KYJIbTYpbl, 6bITa, BOOOIIE

13 Pa3Be 4T0 GyAeT AOKA3aHO, YTO Mbl UMEEM [EN10 CO CTOMPOLIEHTHbIM GabpukaToMm. [Ja u B 3TOM Clyyae nosnHas
danblumnBKa Ha CBOM Naf ayTEHTUYHA — KakK pparMeHT UCTOPMM NOALENOK, IOXKHbIX aTPUOYLIMIA, pecTaBpaLMi U T. M.
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JIIOOBIX MaTepuaabHbIX 00bEKTaX, BKIIOUas MPUPOIHbIE. YIOBUTb YCKOJIb3aIOMIMIT OT HAC IMOJ-
JIMHHUK MOSKHO TOJIBKO ITyTeM IMOCTOSTHHOV pediekcuy 1o MoBOgYy HayUYHO aHATUTUKY U TIPaK-
TUYECKUX IEeCTBUII C 06beKTaMU, aTPUOYIMI, peCTaBPAIUNA.

B sTOM mpoliecce paBHO HEOGXOAVMBI M MyOIMKAIIMM Pe3y/IbTaTOB TEXHUUECKOM paboThl,
¥ caMoe 00l1Ilee MCTOPUKO-KYJIbTYpHOE U (prtocodckoe ocMbICeHNe TTpoucxosinero. [Tosromy
MBI JKIE€M Ha CTPAHWUIIBI JKypHAIa ¥ IIPOCThIe ITyOIMKAIMM PE3YJIbTATOB MPAKTUYECKOi paboTh
BCeX YPOBHell, U camble CJIOXKHbIE AUCKYCCUU — Beb KypPHaI MO/DKeH CAYKUTh TUIOMAKON Jisi
HuX. PerieH3nu, 0630pbl IUTEPATYPbhl, XPOHMKA COOBITUII — MMEHHO B HUX OTOOpaskeH ITporpecc
HayKy (Hegapom B kypHanax XIX B. XpOHMKA COCTaBJIsIIa [IoAYac IJIaBHOe CoepyKaHue HOMepPOB).

VyacTBOBaTh B 3TOI paboTe, MyOIMKOBATLCSI B HOBOM SKypHaJIe MPUIIAIIAIOTCSI, COTTIACHO Tpa-
JIULIVN, 3aJ7I0’KEHHOI ceMMHapoM «Beliib: BpeMsi M MecTo», KOJUIer, 3aHMMalolllie B HayYyHOl nepap-
XUY caMble pasHble CTYIIEHN, OT CTyIeHTOB-6aKaIaBpOB 10 ITPodeccopoB U aKaJeMMUKOB. V1 KOHEUHO,
He TOJIbKO Te, KTO Je/ia JOK/Iabl Ha CeMMHApe, HO BCe BOOOIE WIEHbI OTPOMHOTO COMIPYKECTBA
MYy3efHbIX PAO0THUKOB, TIPOGECCHOHATBHBIX MICTOPMKOB, PECTaBPATOPOB U Xy OKHIKOB.

LEONID A.BELYAEV

THAT ELUSIVE ORIGINAL

The appearance of the new journal became a necessary consequence of the work of
the international scientific research seminar “The Thing: Time and Place” organised on the
basis of the Russian State University for the Humanities in cooperation with the Institute of
Archaeology of the Russian Academy of Sciences'. The journal represents a development of the
seminar’s publication platform. But it is not only about the practice of teaching and research. By
setting up the seminar and the journal, we proceeded from the general cultural and philosophical
premises that are based on the societal and scientific demand for authenticity? and, at the same
time (paradoxically), the growing realisation that absolute, total authenticity of even a single and
well-studied subject is impossible in metaphysical terms.

At the same time, the number of things that successfully simulate authenticity is growing
rapidly, and the forms of simulacra are becoming increasingly sophisticated and complex. The
situation logically reaches the point of elevating a skilful fake to the status of a work of art®.

4 To3TOMy Mbl CO3HaTENbHO OTKPbIBAEM COAEPXKATE/bHYIO YaCTb NEPBOr0 HOMEPA aKTyasbHOM CTaTbeit A. B. Mapkosa.
1 See the chronicle of the seminar prepared by S. I. Baranova in the concluding section of this issue.

2 The importance of the problem is evidenced by the appearance of special journals published by the leading
museums (‘Attribution Bulletin of the Moscow Kremlin State Museums”. Editor-in-Chief A. L. Batalov. 2022. No.
1) and scientific centres (“Bulletin of the Old Russian Art Sector of the State Institute for Art Studies”) which
aim at verification of information about things and other objects, demonstration of restorers’ reporting
documentation as well as polemics about the authenticity of things.

3 See at least Keats J. The Big Idea: Why Forgeries Are Great Art // Daily Beast, 25/04/2013. The question is:

if the possibilities are so great, then why substitute one for another? Isn’t it easier to create a new work that
would exist under its own name?
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Of course, this issue is not new. One could compile a whole collection of Antiquity-period
texts that ridicule different forms of inauthenticity, in the first place, direct counterfeiting of
objects, like described in Martial’s epigram:

You say that you have a piece of plate which is an original work of Mys.

That rather is an original, in the making of which you had no hand*.

It is not quite clear what exactly the addressee of the epigram was boasting about. However,
it is clear that he himself forged things, while considering those made by his fellow craftsmen
genuine; the latter may have included his distant predecessors.

The Roman joker proved to be exceptionally prescient: fakes appear when buyers and
owners become interested in authenticity. This is a well-known paradox: creators in general
do not care which items of those inherited by them are authentic. Their objective is to create,
based on the above, new art specimens (one can joke: for future copyists of varying degrees of
conscientiousness).

The root of the problem of “authentic/inauthentic” is deeply anchored. It is not just
aquestion of direct counterfeiting of artefacts, as is usually believed. Their physical authenticity
is not important in all cases. For instance, in the domain of faith, the authenticity of an object
is established not so much by historical-cultural or natural-scientific methods, but through
supersensual cognition. In this sense, a famous mockery by Christopher of Mytilene, a Byzantine
poet of the 11th century, on a collector of relics® as well as countless similar jokes® are off-target
at least because a whole skeleton is not necessary for veneration, its small particles are sufficient.

In the Middle Ages, it was well realised that the establishment (or rather, certification)
of authenticity was to be grounded not on the real authenticity of “ecofacts” and contact relics,
but on official recognition of them as such (we would say now: certified expert examination),
confirmed by happening miracles. This is sufficient for the faithful. Moreover, the inner conviction
about “style consonance” will be sufficient, just as for believers in “holy art” at a later time, which
sometimes made even prominent scientists consider fakes to be authentic. And even “faith in
science” as a last instance remains just faith in many respects despite the apparent objectivism
of its toolkit.

The act of authentication gives birth to pervasive “mix-up”, already because forging
a document is usually easier than forging a thing. A false passport, substitution of a sought-after
object for another — the mechanics of the process may change. But the essence remains, and in

* MARCIALIS EPIGRAMMATON L. VIII XXXIV The Epigrams of Martial. Bohn’s classical library (ed. by H. G. Bohn).
London 1897.660 p.P. 365.

> “Alot of people claim (if they speak truly

| do not know), but still they claim and persuade me

that you glow with joy, O monk and father,

if someone hands you venerable relics

of contenders for the faith or pious martyrs

and that you have many caskets o f holy relies,

which you open and show to your friends:

ten hands of Prokopios the martyr

fifteenth jawbones o f Theodore,

up to eight feet from Nestor,

on top of this, four heads of George..” — Christophoros Mitylenaios. To the monk Andrew, who buys up the bones
of ordinary people as the relics of saints...and accepts them... and innumerable body parts as those of one and
the same saint // The Poems of Christopher of Mytilene and John Mauropous (eds. and trans. Floris Bernard and
Christopher Livanos). Cambridge, MA,and London 2018. 599 pp. P. 241, 243 (Poem 144).

¢ The images of amusing medieval relic traders flash here and there, up to Sanderus in Henryk Sienkiewicz’s “The
Crusaders”.

14
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recent decades the process has been increasingly active. For instance, the market faces a great
number of allegedly ancient metal articles from ancient burials and settlements plundered by
tomb raiders. Sometimes they are accompanied by certification papers. But the questionable
reliability of the information reported by them only aggravates the problem, since some
additional definitions are smuggled into science as a result which has to be verified.

Other forms of fabrication also come into play, such as long-known composite items
of varying extent of complexity, from furniture (it was not without reason that the authors of
the journal “Among Collectors” complained, as already at the beginning of the 20th century,
about the extreme rarity of objects dated earlier than the middle of the 18th century, those not
remodelled or assembled from parts) to epigraphic monuments of the Biblical period in the
Syro-Palestinian region) (the discussions about the latter sometimes acquire almost a worldwide
scope, giving rise to their own narratives or developing the previous ones, like in the case of the
names upon the ossuaries of the Second Temple era). The objects themselves remain authentic,
only the inscription is forged. Still, the efforts required to establish authenticity or to prove
the secondary origin of the text are enormous (however, this is useful for the development of
scientific verification methods).

Among the non-genuine pieces which should be recognised as authentic in their own way
(albeit with unexpected attribution), the researchers face truly monsters of complex authenticity.
The Gorlitzer Schekel, being a derivative of the coins minted during the First Jewish War,
perceived in Europe as a Sickle comprising 30 pieces of silver, brought to Germany at the end of
the 15th century, after a long succession of subsequent mintage, reached the status of a specific
commemorative medal in memory of the Gospel narrative, the ancient Judea, the pilgrimages to
the Holy Land, and of its topographical copies in Europe. It seems not to be difficult for attribution
but integrates the signs of a fabricated item with those of a genuine witness of its epoch, i.e. the
15th to 20th centuries and even of a later time. If we additionally mention its popularity not only
among the Christians but also the Jews in the early modern period, then everything gets mixed’.

In this context, the main objective of the journal should be finding the ways to solve
the problem of authenticity. Logically, the restoration issues will occupy a very special place
within this framework. If we reach the stage of nec plus ultra in its definition, we find ourselves
in the domain of the same fakes, though born from some genuine item, usually with the noble
aim to gain knowledge about the original form of the artefact and reveal it, uncovered, to the
viewer. The gradations here are endless — from Renaissance composites made of several types
of marble, sometimes pertaining to different periods (this seemed acceptable at least until the
20th century; suffice it to recall the notorious “noses” and “hands” of antique busts, sculpture
props, obviously of later periods) to constructing the lost parts anew. Returning to the preceding
period, one should recall that many renowned sculptural monuments were copied and assembled
from parts as early as in Roman times. Today, such a composite object is perceived as a complex-
composition original, but it is difficult to guess what it is the original of.

All of this in its integrity makes one realise the true importance of the restorer who is
so far quite underestimated. In fact (at least at the level of eye and hand work) he unwittingly
becomes a co-author of the original artist®. This is not something new: many painters mentioned

7 Such coins reached Russia as well. A “Juda’s silver coin” of this type, evidently from Europe, was honoured

in the summertime Church of Dimitry Prilutsky on Navoloka in Vologda; it was sometimes mistaken for the
original. Cf: Nepein S. A. Vologda before and now. Vologda, 1907; A note about an old Jewish coin kept in the
Church of Dimitry Prilutsky on Navoloka in Vologda // Vologda Diocesan Gazette, 1886 No.8-9 P.162-163; the
Church of Dimitry Prilutsky on Navoloka in Vologda // Vologda Diocesan Gazette, 1884. No. 17. P. 344.

8 Astriking example is the numerous stylistic ‘restorations” of Byzantine mosaics by Italian mosaic workshops
and Greek artists in the 1890s in Sicily (Cefalu) and Greece (Daphni), which had long been perceived as
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the role of the master-level restorer®.9 But making allowance for the fact that it is the restorer
who always stands between us and the artist’s creation, effectively overshadowing the authentic
version or at least accentuating it, would be a task close to impossible not only for an average
viewer but also for an art historian.

In such circumstances, the curators of the process of clearing, conservation and restoration
take a special role, since they make more or less informed decisions about removal, fixation,
retouching, etc. Finally, the role of the historian, who compiles attribution documents, becomes
more complex and weightier. Apparently, art history itself, when viewed through the prism of the
restoration history (which delves into most unexpected and recent-period domains of art, such
as restoration of films dating to the first third of the 20th century), appears to be fundamentally
different, much more complicated and charged with information other than the one we are used to.

It should be reminded that authenticity is important not only for works of art and culture.
Expertise and attribution are indispensable elements of the work of specialists exploring the
history of the state, property, production and other spheres and areas of human activity, who
study documents and their material context. Suffice it to recall a multitude of forged manuscripts
for which special ink, papyrine (paper) and seals were manufactured, and most importantly, the
text itself (a paradigmatic case is the Constantinian Gift to the Roman Catholic Church). The
acute problems of confessional struggle and theological discussions of Protestants and Catholics,
Nikonians and Old Believers, requiring analysis and disclosure, often engendered different tools
for analysis and contributed to the development of epigraphy, sphragistics and other special
disciplines, perhaps no less intensively than the work of academic scholars of the 16th to 19th
centuries.

One should not think that all that is a matter of the distant past. Scandals break out even
nowadays, related to attempts to professionally forge historically significant artefacts, authored
by such renowned scholars as James Mellaart, a discoverer of Catal-Huyuk archaeological complex
which is basic to the history of productive economy. Conversely, in the 19th century, when the
participants of grant tours, especially to Italy and Egypt, the same as the pilgrims to the Holy
Land, encountered oceans of forgeries, rationally-minded scientists already conceptualised this
phenomenon and reacted to it unflinchingly'®. The journal envisages to acquaint the readers with
their legacy, providing as well contemporary stories from the attribution history. Today, equally
sharp instruments are needed in this struggle, while the stakes in the game involving scientific
attribution are higher than ever!!. This is shown by the fundamental studies that constantly
operate with the concepts “original”, “copy”, and “fake” that are specifically relevant for Russian
iconography'?, being no less significant for the world art.

authentic in art history. See: Paribeni A., From Ravenna to Athens: Italian Restorers of the Mosaic of Daphni

at the End of the 19th Century // Atti di XII Colloquio AIEMA. Verona, 2015. P. 347-352. (AIEMA = Association
Intemationale pour 'Etude de la Mosaique Antique.)

° For instance, Vasily Yakovlev whose article formulated the main approaches of the Central State Restoration
Workshops to restoration and conservation of monuments of post-medieval painting in the second issue of
“Restoration Issues” (1928).

10 For instance, Charles Clermont-Ganneau in a remarkable pamphlet: Clermont-Ganneau Ch-S. Les frauds
archéologiques en Palestine. Paris, 1885.

1 The book about it, published a dozen years ago, is undoubtedly not outdated. See: Falsification of historical
sources and construction of ethnocratic myths. M., 2011.

12 See: Osokina E. A. The heavenly blue of angelic robes. Fate of Old Russian painting works, 1920-1930s. M.,
2018. Posternak O. P. Considering the reliability of modern research methods // Church Art and Restoration

of Historical and Cultural Monuments. Memory of Andrey Georgievich Zholondz. M., 2007. P. 192-198;

Osokina E. A. Museum reattributions and their possible cultural consequences // Research Work at the Museum.
Presentations of the X International applied research conference of students, postgraduates and teachers of
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This somewhat muddled essay can be completed by presenting the goals of the new journal,
proposed to be implemented more rigorously. We will have to primarily deal with forgeries,
modified objects falling out of context, or simply with things difficult for attribution.

Their hierarchy, by the most modest account, will include a number of stages: (1) forgeries
deliberately created from scratch; (2) forgeries deliberately made on the basis of genuine objects,
with added inscriptions or images; (3) items with altered provenance (paintings by European
artists with Russian masters’ forged signatures; pseudepigrapha on ancient objects in Biblical-
origin countries); (4) composite objects of different periods assembled from old fragments;
(5) authors’ replications, collective works (apprentices, workshops, imitators, etc.), composite
things of the distant past; (6) works that have physically changed over time, due to aging of paints,
varnishes, stone (they are still perceived as fully authentic and, moreover, haloed with an aura of
antiquity); (7) objects that are fully authentic but living in a new environment already, that have
lost their worshippers who used to know much about them (these archaeological objects seem
today to have been made specifically for a museum showcase).

The fact that “authentic” is an abstract concept and “authenticity” is a construct
dramatically elevates the role of the viewer, his tastes, fashion, and those who construct art:
promoters, curators, experts whose power seems to be almost limitless even in the field of
archaeology (even though the value of archaeological monuments as carriers of information
seems to be primordial and does not require additional valorisation).

If so, can authenticity be considered a value category at all? And if so, then why? The answer
is simple: caoum, it is characterised by insignificant profundity and is devoid of true cultural and
historical content. It does not tell us about the past (or lies at every turn: by its technology,
material, experience of anima mundi, etc.). That is why it is relatively easy to distinguish fakes
(especially metal forgery), understanding the technology of their manufacture.

Meanwhile, the value of the original, despite the continuous loss of some of its qualities,
even increases in this process: it acquires its own meaningfulness independent of its “parents” —
customers, painters and consumers. That is why we often care so much not about things
themselves, but about their owners, their “posthumous history”. This, again, offers a space for
an expert.

The role of creator of authenticity is a historical variable. Here it is not the painter or
implementer who is the main agent but the order and the customer, whether it is an individual and
(or) a community. Their instrument is the expert, valuer and promoter (art historian, marchand,
custodian), who is able to usurp the right to art and to manipulate the customers. A special role
in the creation of the original belongs to the restorer, his hands, often invisible, which change
the physical appearance of an object. The viewer also takes part in this process — all of the above
must integrate into the image of the original in his mind.

Let us summarise. The word “authentic” is deliberately placed on the cover of the new
journal. We would like to believe that the journal will be able to play a special role in the extensive
work aimed at the formation of a reliable approach to this mysterious phenomenon of culture,
proceeding from the fact that His Majesty the Original is not the final product to be pursued. It
cannot be a final product at all'>. Authenticity rather seems to be a fluid substance that emerges

the Department of Museology of Moscow State Institute of Culture 29.11. - 01.12.2007. M., 2008.P. 70-77.
Pan-European programme “Authentico project, EU funding CT-044480", see: Vitobello M-L., Rehren T. A Quest

for Authenticity. London, 2009, etc. Foreign works of the 21st century on the concept of the original, copy and
forgery: Wharton A-J. Selling Jerusalem. Relics, Replicas, Theme Parks. Chicago-London, 2006; Wood S. C. Forgery.
Replica. Fiction. Temporalities of German Renaissance Art. Chicago — London, 2008.

5 Unless it is proved that we are dealing with a hundred per cent fabrication. Even then,a complete fake is
authentic in its own way — as a fragment of the history of forgeries, false attributions, restorations, etc.
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and exists mainly in the course of and owing to research. Achieving authenticity, its acquisition
(and, if you prefer, construction) becomes possible only as a pattern of the entire history of an
item produced earlier and being produced now (often with our own hands) in respect of objects
of art, culture and everyday life and, in general, any material objects, including natural ones. It
is possible to grasp the original that escapes us only through permanent reflection on scientific
analytics and practical actions with objects, attribution and restoration.

This process equally requires the publication of results of technical work, along with the
most general historical, cultural and philosophical conceptualisation of reality'. Therefore, we
are looking for non-sophisticated publications on practical work results at all levels, equally with
profound discussions, since the journal should serve as a platform for both of them. We are in for
peer opinions, literature reviews and chronicles of events — the progress of science is reflected
therein (it is not without reason that the chronicles in the 19th-century journals often used to be
the main content of the issues).

We invite the colleagues of different scientific status, from undergraduate students to
professors and academicians, to participate in this work and to publish their papers in the new

journal, in accordance with the tradition established by the seminar “The Thing: Time and Place”.

And, of course, not only those who made presentations at the seminar are invited, but all members
of the vast community of museum specialists, professional historians, restorers and artists.

* Therefore, we deliberately open the contensive part of the first issue with a topical article by A. V. Markov.
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