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In the same way, we refer to "our Pushkin" or
"my Pushkin." An artist is not a divine being looking
down at us from above. He is a "prophet in his own
country", and is often understood not by everyone
and not immediately, but he shares and makes
sense of people's feelings in an expanded historical
time. That is why, in our own time, we begin to feel
an affinity with the artist, a "joy of recognition."

In his life and in his creative output such a
master does not belittle others; on the contrary, he
elevates them to his own level. This was the quali-
ty that Eisenstein's students mentioned when they
remembered their studies with him.

Sergei Mikhailovich Eisenstein often invited his
students home. His wife and friend Pera Atasheva,
during the difficult period after his death, managed
to preserve not only Eisenstein's manuscripts,
drawings, and documents, which formed the largest
personal collection of all the archives of the literary
and artistic figures of our country. She preserved
the spirit of his house, and shared her knowledge
with both prominent friends and rank-and-file col-
leagues, with graduate and undergraduate students
alike. Her humble apartment became a center for
research into Eisenstein's creative work. In 1965,
after the death of Pera Moiseevna, the Board of the
Soviet Union of Filmmakers decided to organize, on
the basis of Eisenstein's personal possessions and
library, a Scientific-Memorial Cabinet — The
Master's House. Over the next half-century, sever-
al generations of filmmakers, scholars, and artists
from all over the world have visited it. And the
Master, through the books and the objects that he
had accumulated, through his films and texts, has

В Доме Мастера

Òàê æå ìû ãîâîðèì: «íàø Ïóøêèí», «ìîé
Ïóøêèí». Õóäîæíèê — íå íåáîæèòåëü, âçèðàþ-
ùèé ñâåðõó. Îí, «ïðîðîê â ñâîåì îòå÷åñòâå», áû-
âàåò ïîíÿò íå âñåìè è íå ñðàçó, íî ðàçäåëÿåò
è îñìûñëèâàåò ïåðåæèâàíèÿ ëþäåé â áîëüøîì
èñòîðè÷åñêîì âðåìåíè. Ïîýòîìó è ìû, â íàøå
âðåìÿ, íà÷èíàåì ÷óâñòâîâàòü ðîäñòâî ñ íèì,
«ðàäîñòü óçíàâàíüÿ». 

Â æèçíè è â òâîð÷åñòâå òàêîé ìàñòåð íå ïðè-
íèæàåò äðóãèõ, à, íàîáîðîò, ïîäíèìàåò äî ñâîåãî
óðîâíÿ. Èìåííî îá ýòîì êà÷åñòâå ãîâîðèëè ó÷åíè-
êè Ýéçåíøòåéíà, âñïîìèíàÿ çàíÿòèÿ ñ íèì. 

Ñåðãåé Ìèõàéëîâè÷ íåðåäêî ïðèãëàøàë ó÷å-
íèêîâ äîìîé. Åãî æåíà è äðóã Ïåðà Àòàøåâà ñó-
ìåëà â íåïðîñòûå ãîäû ïîñëå åãî êîí÷èíû ñîõðà-
íèòü íå òîëüêî ðóêîïèñè, ðèñóíêè, äîêóìåíòû
Ýéçåíøòåéíà, êîòîðûå îáðàçîâàëè ñàìóþ áîëü-
øóþ ëè÷íóþ êîëëåêöèþ ñðåäè àðõèâîâ äåÿòåëåé
ëèòåðàòóðû è èñêóññòâà íàøåé ñòðàíû. Îíà ñî-
õðàíèëà äóõ åãî äîìà è äåëèëàñü çíàíèÿìè ñ èìå-
íèòûìè äðóçüÿìè è ñêðîìíûìè êîëëåãàìè, àñïè-
ðàíòàìè è ñòóäåíòàìè. Åå ñêðîìíàÿ êâàðòèðà
ñòàëà öåíòðîì èçó÷åíèÿ òâîð÷åñòâà Ýéçåíøòåé-
íà. Â 1965 ãîäó, êîãäà Ïåðû Ìîèñååâíû íå ñòà-
ëî, Ïðàâëåíèå Ñîþçà êèíåìàòîãðàôèñòîâ ÑÑÑÐ
ïðèíÿëî ðåøåíèå ñîçäàòü íà îñíîâå ëè÷íûõ âå-
ùåé è áèáëèîòåêè Ýéçåíøòåéíà Íàó÷íî-ìåìîðè-
àëüíûé êàáèíåò — Äîì Ìàñòåðà. Â íåì çà ïîëâå-
êà ïîáûâàëî íåñêîëüêî ïîêîëåíèé êèíåìàòîãðà-
ôèñòîâ, èññëåäîâàòåëåé è äåÿòåëåé èñêóññòâà ñî
âñåãî ìèðà. È Ìàñòåð — ÷åðåç ñîáðàííûå èì
êíèãè è âåùè, ÷åðåç ôèëüìû è òåêñòû — ïðîäîë-
æàåò îòâå÷àòü íà âîïðîñû ó÷åíûõ, äàâàòü òâîð-
÷åñêèé èìïóëüñ íîâûì êèíîðåæèññåðàì, îòêðû-
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Наш Эйзенштейн

Ïåðâûé ìîñêîâñêèé àäðåñ Ýéçåíøòåéíà* — ×èñòîïðóäíûé áóëü-
âàð, 23. Â ýòîì äîìå, â êîììóíàëüíîé êâàðòèðå íà âòîðîì ýòàæå, Ñåð-
ãåé Ìèõàéëîâè÷ æèë ñ 1920 ïî 1935 ãîä (2)**. 

Çàòåì îí ïîëó÷èë îòäåëüíóþ êâàðòèðó â äîìå íà Ïîòûëèõå, êîòîðûé
áûë ïîñòðîåí äëÿ ñîòðóäíèêîâ «Ìîñôèëüìà» (3). Ý. æèë â óãëîâîé êâàð-
òèðå íà ÷åòâåðòîì ýòàæå ñëåâà. Äîì áûë ñíåñåí â 1950-å, êîãäà ïðî-
êëàäûâàëè Ìîñôèëüìîâñêóþ óëèöó.

Â ãîäû âîéíû Ñ.Ì. ñî ñòóäèåé ýâàêóèðîâàëñÿ â Àëìà-Àòó. Â 1942 ãîäó äî-
êóìåíòàëèñòû ñíÿëè, êàê Ý. íà÷èíàåò ðàáîòó íàä ôèëüìîì «Èâàí Ãðîç-
íûé» è çàâåðøàåò ñòàòüþ î ×àðëçå ×àïëèíå è åãî ñàòèðå «Âåëèêèé äèê-
òàòîð»: íàøå êèíî è â òûëó ñðàæàëîñü ñ íàöèçìîì. Ñïåöèàëüíî äëÿ ñúå-
ìîê õðîíèêè íà êèíîñòóäèè îáóñòðîèëè «óãîëîê êâàðòèðû Ý.» (1) — â åãî
ðåàëüíîé àëìà-àòèíñêîé êîìíàòêå ãðóïïà ñ êèíîêàìåðîé íå óìåùàëàñü.

Ïîñëå êîí÷èíû Ñ.Ì. â 1948 ãîäó Ïåðà Ìîèñååâíà Àòàøåâà ïåðåâåçëà
åãî âåùè, êíèãè è àðõèâ â êâàðòèðó íà ïåðâîì ýòàæå ñòàðîãî äîìèêà âî
äâîðå äîõîäíîãî äîìà ¹ 17 ïî Ãîãîëåâñêîìó áóëüâàðó (4).

Â 1962 ãîäó ìåìîðèàëüíûé êîìïëåêñ Äîìà Ìàñòåðà ïåðååõàë â íîâûé
äîì íà Ñìîëåíñêîé óëèöå (5).

* Äàëåå â ïîäïèñÿõ ê èëëþñòðàöèÿì ôàìèëèÿ Ýéçåíøòåéí îáîçíà÷åíà êàê Ý.,
à Ñåðãåé Ìèõàéëîâè÷ — êàê Ñ.Ì.
** Ïîðÿäêîâûì íîìåðîì îáîçíà÷åíà ôîòîãðàôèÿ, ê êîòîðîé îòíîñèòñÿ òåêñò.

Eisenstein's first Moscow address* was No. 23 Chistoprudnyi Boulevard.
E lived in this house, in a communal apartment on the second floor, from
1920 to 1935 (2)**. 

After that, he received a separate apartment in the house on Potylikha
Street, which was built for the employees of Mosfilm Studios (3). E lived
in a corner apartment on the fourth floor to the left. The house was demol-
ished in the 1950s, when Mosfilmovskaya Street was laid out.

During the war, S.M. was evacuated to Alma-Ata together with the entire
studio. In 1942, documentary filmmakers shot E beginning work on the
film Ivan the Terrible and finishing the article about Charles Chaplin and
his satire The Great Dictator: our cinema fought Nazism on the home
front. A "corner of E's apartment" was built at the film studio especially
for the filming of this newsreel (1): the film crew would not fit in his actu-
al room in Alma-Ata.

After E's death in 1948, Pera Moiseevna Atasheva transferred his
belongings, books, and archive to an apartment on the first floor of an
old house in the courtyard of an apartment building, No. 17 on Gogol
Boulevard (4).

In 1962, the memorial complex of the Master's House moved to a new
building on Smolenskaya Street (5).

* Hereafter in the captions, Eisenstein is designated as E.
** The number indicates the illustration to which the text refers.

2

3

4

5

77



âàòü ñòóäåíòàì òàéíû êèíî. Ñìîòðèò — êîãäà
ñòðîãî, êîãäà óëûáàÿñü, — ñ ïîðòðåòà íà êíèæ-
íîé ïîëêå: «Çäðàâñòâóéòå, çàõîäèòå. ×òî õîòèòå
óçíàòü? Ñ êàêîé ìûñëüþ ïðèøëè?»

Ñåãîäíÿ, ëèñòàÿ ñòðàíèöû ýòîãî êàòàëîãà,
â Äîì Ìàñòåðà ïðèõîäèòå è Âû.

Ýòî óæå íå êâàðòèðà â äîìå ¹ 54Á ïî óëèöå
Ïîòûëèõà âîçëå «Ìîñôèëüìà», ãäå Ýéçåíøòåéí
æèë ñ 1935 ïî ôåâðàëü 1948 ãîäà. Äîì ¹ 10 ïî
Ñìîëåíñêîé óëèöå áûë ïîñòðîåí â 1962 ãîäó.
Çäåñü óñèëèÿìè çíàìåíèòûõ äåÿòåëåé èñêóññòâà
óäàëîñü «âûáèòü» ó Ìîññîâåòà äëÿ âäîâû âåëèêî-
ãî ðåæèññåðà äâóõêîìíàòíóþ êâàðòèðêó. Ñþäà
Ïåðà Ìîèñååâíà ïåðåâåçëà ñîõðàíåííûå åþ êíè-
ãè è ïðîèçâåäåíèÿ èñêóññòâà, äîìàøíþþ îáñòà-
íîâêó, à åùå ÷àñòü àðõèâà ðåæèññåðà, êîòîðóþ
îíà ïîñòåïåííî, ïî ìåðå ïóáëèêàöèè, ïåðåäàâàëà
â Öåíòðàëüíûé ãîñóäàðñòâåííûé àðõèâ ëèòåðàòó-
ðû è èñêóññòâà (ÖÃÀËÈ, íûíå ÐÃÀËÈ). Ïåðåâåçëà
èç îáâåòøàâøåãî äîìèêà íà Ãîãîëåâñêîì áóëüâà-
ðå, êóäà âåùè ïåðååõàëè â 1948 ãîäó. Òîãäà, ïî-
ñëå ñìåðòè Ýéçåíøòåéíà, âëàñòè îòêàçàëèñü óñò-
ðîèòü â òðåõêîìíàòíîé êâàðòèðå íà Ïîòûëèõå ìó-
çåé, è «Ìîñôèëüì» ðàñïîðÿäèëñÿ îñâîáîäèòü âå-
äîìñòâåííóþ ïëîùàäü. ×òîáû ñïàñòè ìåìîðèàëü-
íûå âåùè è àðõèâ, Ïåðà Ìîèñååâíà ðàñïðîäàëà
è ðàçäàëà ïî÷òè âñþ îáñòàíîâêó êâàðòèðû ðîäè-
òåëåé íà Ãîãîëåâñêîì è âòèñíóëà òóäà, íàñêîëüêî
áûëî âîçìîæíî, âåùè Ýéçåíøòåéíà. Îêîëî ïîëî-
âèíû êíèã (â îñíîâíîì åäèíñòâåííûå â ÑÑÑÐ èç-
äàíèÿ íàó÷íîé ëèòåðàòóðû íà ÷åòûðåõ ÿçûêàõ)
îíà ïåðåäàëà â Ãîñóäàðñòâåííóþ áèáëèîòåêó èìå-
íè Â.È. Ëåíèíà, ÷àñòü ðåäêèõ àëüáîìîâ ïî èñêóñ-
ñòâó — â ÃÌÈÈ èìåíè À.Ñ. Ïóøêèíà. Âåùè, íå ïî-
ìåñòèâøèåñÿ íà Ãîãîëåâñêîì, âäîâà îòäàëà íà
ñîõðàíåíèå ñâîåìó áðàòó è áëèçêèì äðóçüÿì
(áîëüøèíñòâî ýòèõ âåùåé áûëî âîçâðàùåíî ïîçä-
íåå — óæå íà Ñìîëåíñêóþ). Òî, êàê Ïåðå Ìîèñå-
åâíå óäàëîñü — ïðè ãîðàçäî ìåíüøåé ïëîùàäè
íà Ãîãîëåâñêîì, à ïîòîì è íà Ñìîëåíñêîé — ñáå-
ðå÷ü àòìîñôåðó Äîìà Ìàñòåðà, óäèâëÿëî è ðàäî-
âàëî ñîðàòíèêîâ è ó÷åíèêîâ Ýéçåíøòåéíà. Ïîòî-
ìó ÷òî êâàðòèðà Ñåðãåÿ Ìèõàéëîâè÷à íà Ïîòûëè-
õå áûëà íå ïðîñòî æèëüåì  — ýòî áûëî (ìîæíî
òàê ñêàçàòü) åùå îäíî ïðîèçâåäåíèå åãî ìîíòàæ-
íîãî èñêóññòâà, íå èç êàäðîâ íà ïëåíêå, à èç ïîä-
ëèííûõ è î÷åíü ðàçíîðîäíûõ âåùåé â ðåàëüíîì
ïðîñòðàíñòâå. Òâîð÷åñêîå ñîåäèíåíèå ñòèëåé,

continued to answer questions from scholars, to
provide inspiration to new filmmakers, to reveal the
secrets of cinema for students. He gazes, some-
times sternly and sometimes smiling, from his por-
trait on a bookshelf: "Hello, come on in. What do
you want to know? What question has brought you
here?"

Today, by leafing through the pages of this
catalog, you also enter the Master's Home.

It is no longer the apartment at No. 54b
Potylikha Street near the Mosfilm Studios, where
Eisenstein lived from 1935 to February 1948. House
number 10 on Smolenskaya Street was built in
1962. Here, the efforts of famous artists managed to
"wheedle" a two-room apartment out of the Moscow
City Council for the great director's widow. To this
apartment, Pera Atasheva moved the books, the
works of art, and the household objects that she had
preserved. A part of the director's archive was also
transferred there, at first and then, as the documents
were gradually published, moved to the Central State
Archive for Literature and Art (TsGALI, now RGALI).
She moved it all from a dilapidated little building on
Gogol Boulevard, to which the things had been
moved in 1948. At the time, after Eisenstein's death,
the authorities refused to set up a museum in his
three-room apartment on Potylikha, and Mosfilm
ordered Pera Moiseevna to vacate the studio's hous-
ing. To save the memorial objects and the archive,
Pera Moiseevna sold off and gave away almost all of
the furniture of her parents' apartment on Gogol
Boulevard and, to the extent possible, squeezed in
Eisenstein's things. She donated about half of the
books (for the most part, the sole existing copies of
academic literature in four languages) to the Lenin
State Library; some rare art albums were donated to
the Pushkin Museum of Fine Arts. Eisenstein's widow
lent some things that did not fit in the apartment on
Gogol Boulevard to her brother and close friends
(most of these things were later returned to the
apartment on Smolenskaya). The way Pera
Moiseevna managed to preserve the atmosphere of
the Master's House — in the much smaller confines
of the apartments on Gogol Boulevard and then
Smolenskaya Street — surprised and delighted
Eisenstein's colleagues and students. The fact was
that Eisenstein's apartment on Potylikha had not
been simply a living space: it had been, so to say,
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ýïîõ, êóëüòóð â ýòîì óíèêàëüíîì «ïðåäìåòíîì
ôèëüìå» ïîäòâåðæäàëî ÷åðòó Ýéçåíøòåéíà, ðîä-
íÿùóþ åãî ñ Ïóøêèíûì: òó ñàìóþ «âñåìèðíóþ îò-
çûâ÷èâîñòü», êîòîðóþ ïîä÷åðêíóë Äîñòîåâñêèé
â 1880 ãîäó â ðå÷è ïî ñëó÷àþ îòêðûòèÿ ïàìÿòíè-
êà Ïîýòó. 

Âñå, êòî âõîäèë â äîì, ïðåæäå âñåãî èçóìëÿ-
ëèñü íåîáû÷íîìó äëÿ Ìîñêâû êîëîðèòó. Ñâèäå-
òåëüñòâà ñîâðåìåííèêîâ ïîçâîëÿþò ïðèîáùèòü-
ñÿ ê âîëøåáíîìó âïå÷àòëåíèþ îò ýòîé êâàðòèðû.
Íà÷èíàëàñü îíà ñ îáðàçà «íî÷è»: êàê ðàññêàçû-
âàë äðóã è áèîãðàô Ñåðãåÿ Ìèõàéëîâè÷à Âèêòîð
Áîðèñîâè÷ Øêëîâñêèé, â òåìíîé ïðèõîæåé íà
÷åðíûé ïîòîëîê áûëè íàêëååíû çâåçäû è ëóíà,
âûðåçàííûå èç ôîëüãè. À äàëüøå — ïîëíûé êîí-
òðàñò — ãîñòü ïîïàäàë â ñèÿþùèé ñîëíå÷íûìè
òîíàìè ðàáî÷èé êàáèíåò…

Ïîäðîáíûå âîñïîìèíàíèÿ î êâàðòèðå Ýéçåí-
øòåéíà îñòàâèëà ðåæèññåð-äîêóìåíòàëèñò Ýñôèðü
Èëüèíè÷íà Øóá:

«Âîò åãî ìàñòåðñêàÿ. Çäåñü íà÷èíàåòñÿ åãî
äåÿòåëüíîñòü.

Êâàðòèðà Ñåðãåÿ Ìèõàéëîâè÷à íà Ïîòûëèõå,
íåäàëåêî îò ñòóäèè, îòðàæàëà ñóùíîñòü åãî ìíî-
ãîîáðàçíûõ èíòåðåñîâ. Âñÿ îáñòàíîâêà ãîâîðèëà
î íåïîâòîðèìîì âêóñå õóäîæíèêà. Æèâàÿ ïðåä-
ìåòíàÿ õàðàêòåðèñòèêà.

Îí ëþáèë ñâåò — ñîëíöå. Åãî ðàáî÷èé êàáè-
íåò ñðàçó äàâàë îùóùåíèå, ÷òî òåáÿ ïðîíèçûâà-
þò òåïëûå ñîëíå÷íûå ëó÷è.

Ýòî ñîçäàâàëîñü îáùèì ÿðêî-æåëòûì öâå-
òîì ñòåí êîìíàòû è øèðîêèì âî âñþ ñòåíó îê-
íîì, çà êîòîðûì áûë âèäåí çåëåíûé ïðîñòîð íå-
áîëüøîãî ëåñà. Íà ïîëó ðàññòåëåíû ÿðêèå äî-
ðîæêè. Âî âñþ øèðèíó îêíà — ðàáî÷èé ñòîë. Íà
íåì êíèãè, ðóêîïèñè, ðåïðîäóêöèè. Âñå, ÷òî åìó
íóæíî äëÿ ðàáîòû. <…>

Ìåáåëü â ðàáî÷åé êîìíàòå áûëà ñâåòëàÿ,
ìåòàëëè÷åñêàÿ, ëåãêàÿ, ïîäâèæíàÿ. È òóò æå ñòà-
ðèííîå êðåñëî, îáèòîå ìàëèíîâîé òêàíüþ.

Îí ëþáèë ìóçûêó. Íà ôîíå æåëòîé ñòåíû ÿð-
êî âûäåëÿëñÿ ïîëèðîâàííûé ðîÿëü.

Îí çíàë ñèëó è ïðåëåñòü ñî÷åòàíèÿ öâåòîâ
ðàçíûõ îòòåíêîâ, ðàçíûõ ôàêòóð è ðàçíûõ ïëîò-
íîñòåé. Ðîÿëü áûë ïîêðûò êèòàéñêîé êðàñíîé
ïàð÷îé, âûøèòîé çîëîòîì. Âñþäó ìíîãî ñòàòóý-
òîê, èãðóøåê — âÿòñêèõ, ìåêñèêàíñêèõ, íåãðè-
òÿíñêèõ è äðóãèõ. <…>

another work of his art of montage, created not out
of film frames, but authentic and very dissimilar
objects in real space. The creative mix of styles, eras,
and cultures in this unique "film of objects" con-
firmed a trait that made Eisenstein akin to Pushkin:
the "universal sympathy" that Dostoevsky spoke
about in 1880 at the opening of the monument to the
Poet.

All who entered that house were first of all
amazed by its color-palette, which was unusual for
Moscow at the time. The testimonies of contempo-
raries allow us to share the magical impression that
the apartment produced. It began with the image of
"night": as described by the friend and biographer of
Eisenstein, Viktor Shklovsky, tin-foil stars and moon,
were glued onto the black ceiling of the dark entry-
way. And then, in full contrast, the guest entered the
study, shining with sunny tones…

Detailed reminiscences about Eisenstein's
apartment were left by the documentary filmmaker
Esfir' Shub:

"This is his studio. Here is where his activity
begins.

Eisenstein's apartment on Potylikha, not far from
the film studio, reflected the essence of his diverse
interests. All the furnishings spoke of the artist's inim-
itable taste: a vivid characterization in objects.

He loved light and the sun. His study immedi-
ately gave the impression that you were being soaked
in warm solar rays.

It was created by the general bright yellow color
of the walls of the room and by the wide, wall-to-wall,
window, which opened up onto the green space of a
small wood. Colorful runner rugs were spread over
the floor. The desk was as wide as the window. It
held books, manuscripts, and reproductions: every-
thing that he needed for his work. <...>

The furniture in the study was bright, metallic,
light, and mobile. And right in its midst stood an
antique chair, upholstered in crimson cloth.

He loved music. A polished grand piano stood
out vividly against the yellow wall.

He knew the power and the charm of combining
colors of different shades, different textures, and dif-
ferent intensities. The piano was covered with red
Chinese brocade and embroidered with gold. There
were many figurines and toys everywhere: toys from
Vyatka and Mexico, African figurines, etc. <...>

Наш Эйзенштейн
99



Âñå ýòî âìåñòå ñîçäàâàëî öâåòîâóþ, îòëè÷-
íî ïîäîáðàííóþ õóäîæíèêîì ãàììó.

Â ýòîé êîìíàòå îí ïèñàë, ðàáîòàë íàä ñöåíà-
ðèåì, ãîòîâèëñÿ ê ëåêöèÿì äëÿ ñòóäåíòîâ ÂÃÈÊà.

Êíèãè. Êíèãè áûëè åãî ëó÷øèìè äðóçüÿìè.
Âòîðàÿ êîìíàòà áûëà áèáëèîòåêîé.
Îí öåíèë îáùåíèå ñ ëþäüìè èñêóññòâà øè-

ðîêîãî ìèðà. Íà ñòåíå âèñåëè ïîðòðåòû ñ ëè÷íû-
ìè íàäïèñÿìè ×àðëè ×àïëèíà, Ïîëÿ Ðîáñîíà,
Ýéíøòåéíà, Àáåëÿ Ãàíñà, Àñòû Íèëüñåí è äðóãèõ.

Êîìíàòà áûëà çàñòàâëåíà âäîëü ñòåí êíèæ-
íûìè øêàôàìè ñ øèðîêèìè ïîëêàìè. Êíèãè óëî-
æåíû â äâà-òðè ðÿäà íà êàæäîé ïîëêå.

Êîìíàòà íå âìåùàëà âñåõ êíèã. Îíè ëåæàëè
âñþäó, â êàæäîé êîìíàòå â øêàôàõ è â ÿùèêàõ
â íåðàçîáðàííîì âèäå.

Íåñêîëüêî òûñÿ÷ òîìîâ íà ðóññêîì, àíãëèé-
ñêîì, íåìåöêîì, ôðàíöóçñêîì, èòàëüÿíñêîì
è äðóãèõ ÿçûêàõ. Ìíîãèìè ÿçûêàìè îí âëàäåë
ñâîáîäíî, â ñîâåðøåíñòâå, êàê ñâîèì ðîäíûì
ðóññêèì ÿçûêîì. Ýòî äàâàëî åìó âîçìîæíîñòü ÷è-
òàòü ëåêöèè è äîêëàäû ïî èñêóññòâó â Êåìáðèäæ-
ñêîì óíèâåðñèòåòå, â Ïàðèæå, Íüþ-Éîðêå è Ãîë-
ëèâóäå. Ñëóøàòåëåé âñåãäà ïîðàæàëà ñâîáîäà,
ñ êàêîé îí ãîâîðèë íà ÿçûêå òîé ñòðàíû, â êîòî-
ðîé âûñòóïàë.

Ìíîãî óíèêàëüíûõ êíèã. Ëèòåðàòóðà, ïîýçèÿ,
ìîíîãðàôèè î æèâîïèñè âñåõ íàðîäîâ. Ìíîãî
ìîíîãðàôèé îá èñêóññòâå Êèòàÿ, Èíäèè è Ìåêñè-
êè. Êíèãè ïî àðõèòåêòóðå. <…>

Áîëüøîé è ãëóáîêèé èíòåðåñ îí ïðîÿâëÿë
ê èçó÷åíèþ ôèëîñîôèè è ïñèõîëîãèè.

Âñå èçó÷àëîñü ãëóáîêî. Íåò êíèãè áåç åãî
ëè÷íûõ ïîìåòîê è âêëàäíûõ ëèñòêîâ. Åãî ôåíî-
ìåíàëüíàÿ ïàìÿòü, èñêëþ÷èòåëüíàÿ ñïîñîáíîñòü
ê îáîáùåíèþ ïðî÷èòàííîãî ïîìîãëè åìó ñòàòü
íà ðåäêîñòü îáðàçîâàííûì ÷åëîâåêîì.

Áèáëèîòåêà. Ýòà êîìíàòà áûëà åãî èíòåëëåê-
òóàëüíîé ëàáîðàòîðèåé. Îí ïðîâîäèë çà ÷òåíèåì
ìíîãèå ÷àñû. Êîìíàòà ñ òåìíî-ñèíåé îêðàñêîé
ñòåí, ñ ìÿãêèì êðàñíûì êîâðîì, çàãëóøàþùèì
øàãè, ñ êðóãëûì ñòîëîì, ïîêðûòûì çåëåíîé âû-
øèòîé çîëîòîì ïàð÷îé, ñî ñòàðèííûìè àíãëèé-
ñêèìè êðåñëàìè è äèâàíîì. Íàä äèâàíîì ñîëî-
ìåííûé ìåêñèêàíñêèé êîâåð. Ñâîåîáðàçíûé
óçîð ñî ñêâîçíûì ïðîñâåòîì. Âñå â ýòîé êîìíà-
òå — è ñïîêîéíûå òîíà êðàñîê, è áëåñòÿùèå êî-
ðåøêè ïåðåïëåòîâ êíèã — ðàñïîëàãàëî ê âäóì÷è-

Together all this created a color palette, perfect-
ly coordinated by the artist.

In this room he wrote, worked on scripts and pre-
pared lectures for his students at VGIK.

Books. Books were his best friends.
The second room was a library.
He valued the companionship of artists from all

over the world. On the wall there hung portrait photos
with personal inscriptions by Charlie Chaplin, Paul
Robeson, Einstein, Abel Gance, Asta Nielsen, and oth-
ers.

The walls of the room were lined by bookcases
with wide shelves. The books stood two or three deep
on each shelf.

The room could not hold all the books. They lay
unsorted everywhere, in every room, in bookcases
and in boxes.

There were several thousand volumes in
Russian, English, German, French, Italian, and other
languages. He spoke many of these languages flu-
ently, his command of them was perfect, like that of
his native Russian. This made it possible for him to
give lectures and speeches on the arts at the
University of Cambridge, in Paris, New York, and
Hollywood. His listeners were always struck by the
freedom with which he used the language of the
country where he was speaking.

There were many unique books:  literature, poet-
ry, monographs on the painting of every nation. Many
monographs on the arts of China, India, and Mexico.
Books on architecture. <...>

He showed great and profound interest in the
study of philosophy and psychology.

He studied everything in depth. No book lacked
his marginalia and notes written on separate pieces of
paper. His phenomenal memory and his exceptional
ability for synthesizing what he had read helped him to
become an exceptionally well-educated person.

The library: this room was his intellectual labo-
ratory. He spent a great many hours reading. The
room had dark blue walls, a soft red carpet that muf-
fled the sound of steps, a round table covered with a
green brocade embroidered with golden thread, old
English armchairs, and a sofa. Over the sofa, there
hung a Mexican rug made out of straw. It had a pecu-
liar openwork pattern. Everything in this room, from
the muted hues to the shimmering spines of the
book bindings, was conducive to reflective reading,
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Äðóãèå «äîìà» Ñåðãåÿ Ýéçåíøòåéíà.

Êèíîñòóäèÿ. Íà ôîòî 6 — ïåðâàÿ ïàâèëüîííàÿ ñúåìêà ôèëüìà
«Ñòà÷êà» (1924). Ýïèçîä «Äðàêà çà ãóäîê» ñíèìàëñÿ â àòåëüå 1-é
ôàáðèêè Ãîñêèíî (áûâøåé êèíîñòóäèè À.À. Õàíæîíêîâà) íà Æèò-
íîé óëèöå.

Ñòóäåí÷åñêàÿ àóäèòîðèÿ ÂÃÈÊà. Íà ôîòî 7 — Ñ.Ì. íà çàíÿòèè ñî
ñòóäåíòàìè ñâîåé ìàñòåðñêîé â 1934 ãîäó. 

Êíèæíûé ìàãàçèí. Â êàêîì áû ãîðîäå íè íàõîäèëñÿ Ý., â êíèæíîì
ìàãàçèíå îí áûë êàê äîìà. Íà ôîòî 8 — êíèæíûé ìàãàçèí â ÑØÀ.
Â àïðåëå 1932 ãîäà, ïåðåä âîçâðàùåíèåì íà ðîäèíó, Ñ.Ì. ïðîñìà-
òðèâàåò þìîðèñòè÷åñêèé æóðíàë «Ballyhoo». 

Âñåëåííàÿ. Åãî âîëíîâàëè òàéíû ìèðîçäàíèÿ. Ý. ëþáèë è ïðåäïî-
ëàãàë ïîìåñòèòü íà àâàíòèòóë ñâîåãî òðóäà «Ìåòîä» òàê íàçûâàå-
ìóþ «Ãðàâþðó Ôëàììàðèîíà» (9), íà êîòîðîé èçîáðàæåí ñðåäíåâå-
êîâûé ïèëèãðèì, äîøåäøèé äî «êðàÿ ñâåòà» è ñ ëþáîïûòñòâîì âû-
ãëÿäûâàþùèé çà ïðåäåëû íåáîñâîäà, «ïî òó ñòîðîíó çâåçä».

Sergei Eisenstein's other "homes". 

The film studio. Photograph 6 shows the first day of indoor filming of
Strike (1924). The episode of "the fight for the steam whistle" was
filmed in the studio of the First Film Factory of Goskino (the former
film studio of A.A. Khanzhonkov) on Zhitnaya Street.

The classroom of the State Institute of Cinematography (VGIK). In pho-
tograph 7 E is shown at a seminar with the students of his class in
1934.

The bookstore. Whatever city E found himself in, he was at home in
the bookstore. Photograph 8 shows E at a bookstore in the US. In
April 1932, before returning to his homeland, E browses the humor
magazine Ballyhoo.

The Universe. He was thrilled by the mysteries of the creation. E
loved and intended to place on the foretitle of his work "Method" the
so-called "Flammarion Engraving" (9), which depicts a medieval pil-
grim who has reached the "edge of the world" and is curiously peep-
ing behind the boundary of the sky, "beyond the stars."

6

7

8

9
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âîìó ÷òåíèþ, ê òèõîìó ðàçãîâîðó, ê ðàçäóìüþ.
Îí íå ðàç ãîâîðèë ìíå, ÷òî ñàìîå äðàãîöåííîå
â åãî æèçíè — ýòî êíèãè. Îíè — ñïóòíèêè åãî
æèçíè. Ñ íèìè îí íå îäèíîê. ×óâñòâî îäèíî÷åñò-
âà äàëè åìó ïåðåæèòü íåêîòîðûå ñàìûå áëèçêèå
ëþäè. Êíèãè íèêîãäà åìó íå èçìåíÿëè.

ß âñåãäà áûâàëà îáðàäîâàíà, êîãäà îí áðàë
ìåíÿ ñ ñîáîé â êíèæíûå ìàãàçèíû íà ïîèñêè
êíèã. Ïðîäàâöû âñòðå÷àëè åãî êàê ñòàðîãî çíà-
êîìîãî. Îíè çíàëè åãî âêóñû. Îíè ïðÿòàëè äëÿ
íåãî ðåäêî ïîïàäàþùèå â ïðîäàæó èçäàíèÿ.
Çâîíèëè åìó ïî òåëåôîíó î êíèæíûõ íàõîäêàõ.
Äåíü ïîêóïêè êíèã áûë äëÿ íåãî ïðàçäíèêîì.
Âîçâðàùàÿñü äîìîé, îí óñòðàèâàë ïðàçäíè÷íûé
÷àé. Ìû äîëãî ïåðåëèñòûâàëè è îöåíèâàëè íîâûõ
äðóçåé, ïåðåä òåì êàê ïîñåëèòü èõ íà ïîëêè.

Ñîâñåì íåîæèäàííîé áûëà åãî ñïàëüíÿ. Òóò
îí äàë âîëþ ýêñöåíòðèàäå, þìîðó, ãðîòåñêó —
âñå ýòî áûëî çàëîæåíî â íåì ñàìîì. Âñåì ýòèì
îí áëèñòàòåëüíî âëàäåë è â âåñåëûå ìèíóòû óìåë
ðàçâëåêàòü è ñìåøèòü òîâàðèùåé.

Ïîñðåäè ñïàëüíè øèðîêàÿ òàõòà, ïîêðûòàÿ
ìåêñèêàíñêèì êîâðîì ïðè÷óäëèâîãî ðèñóíêà.
Íàä òàõòîé òàêîé æå êîâåð. Íà ñòåíå ìàñêè  —
ÿïîíñêàÿ, ÿâàíñêàÿ, ìåêñèêàíñêàÿ. Íåãðèòÿí-
ñêàÿ äåðåâÿííàÿ ñêóëüïòóðà. Ïî óãëàì êîìíà-
òû — äåðåâÿííûå ãîëîâêè àíãåëîâ ñ ðàñïðîñòåð-
òûìè çà íèìè êðûëûøêàìè. Ó øèðîêîãî îêíà —
ñòàðèííûé öåðêîâíûé âûñîêèé ñåìèñâå÷íèê, íà
êîòîðîì ðàçâåøàíû âñåõ òîíîâ ãàëñòóêè.

Èç êàæäîé ýêñïåäèöèè îí ïðèâîçèë êàêèå-
íèáóäü èçäåëèÿ íàðîäíîãî èñêóññòâà: ãðóçèíñêèå
âûøèâêè, ñòàðèííûå óêðàèíñêèå ïëàõòû. Ïî ÷åð-
íîé òêàíè ÿðêàÿ âûøèâêà öâåòíûì øåëêîì è áè-
ñåðîì òàêîé êðàñîòû, ÷òî òðóäíî áûëî îòîðâàòü
ñâîé âçãëÿä îò óçîðîâ.

È ñêîëüêî åùå ÷óäåñíûõ ïðîèçâåäåíèé íà-
ðîäíîãî ðóññêîãî èñêóññòâà, íåãðèòÿíñêîãî è Ìåê-
ñèêè áûëè ëþáîâíî ñîáðàíû èì. Îí ëþáèë óäèâ-
ëÿòü òîâàðèùåé íîâîé ðåäêîé êíèãîé, ìîíîãðà-
ôèåé, ñâîèì ðèñóíêîì èëè íîâûì ïðèîáðåòåíèåì
äëÿ êîëëåêöèè ïðè÷óäëèâûõ âåùåé»*. 

Äî íàñ äîøëè òðè öâåòíûå àêâàðåëè, íà
êîòîðûõ çàðèñîâàíû êàáèíåò, áèáëèîòåêà è ñïàëü-
íÿ. Èõ ñäåëàëè õóäîæíèêè Ñ.Ê. Âèøíåâåöêàÿ

quiet conversation, and meditation. He often told me
that the most precious thing in his life were books.
They were his true life-long companions. With them,
he was not alone. He was forced to experience lone-
liness because of some of the people closest to him.
Books never betrayed him.

I was always delighted when he took me with
him to bookstores in search of books. The book-
sellers greeted him as an old acquaintance. They
knew his tastes. They saved him books that were
rarely on the market. They called him on the phone
about their book finds. Book-buying day was a holiday
for him. On returning home, he set up a festive tea-
party. We slowly leafed through the pages and evalu-
ated the new friends before finding them a new home
on the shelves.

Eisenstein's bedroom was a complete surprise.
Here, he gave vent to eccentricity, humor, and
grotesque: all this was innate to him. He possessed
a sparkling sense of humor and in light-hearted
moments was able to entertain his friends and make
them laugh.

In the middle of the bedroom stood a broad
ottoman, covered with a Mexican carpet with an
intricate design. Above the ottoman, hung another
carpet of the same design. On the wall hung
masks — Japanese, Javanese, and Mexican. There
was  African wooden sculpture. In the corners of
the room hung wooden angel heads with little
wings spread out behind them. By the broad win-
dow there stood an antique ecclesiastical cande-
labrum with seven candles, on which there hung
neckties of every color.

From every film trip he brought some pieces of
folk art: Georgian embroideries, old handmade
Ukrainian cotton fabrics. Brightly-colored silk and bead
embroidery over black fabric were of such beauty that
it was difficult to tear your eyes from the patterns.

And how many more wonderful works of folk art
had he collected — Russian, African and Mexican. He
liked to surprise his friends with a new rare book, a
monograph, his own drawing, or with a new acquisition
for his collection of whimsical things."*

Three watercolor drawings survive showing
study, library and bedroom. They were made by the

В Доме Мастера

* Øóá Ý. Æèçíü ìîÿ — êèíåìàòîãðàô. Ì.: Èñêóññòâî, 1972.
Ñ. 124—126.

* Esfir' Shub. Zhizn' moia — kinematograf. Moscow: Iskusstvo,
1972, pp. 124—26.
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è Ã.À. Ãðèâöîâ â ôåâðàëå 1948 ãîäà, ñðàçó ïîñëå
êîí÷èíû Ýéçåíøòåéíà. Çàïå÷àòëåòü «àâòîðñêèé»
îáëèê òðåõ êîìíàò â òå æå äíè óñïåëè è êèíåìà-
òîãðàôèñòû: ñóùåñòâóåò õðîíèêàëüíàÿ ñúåìêà
êâàðòèðû íà Ïîòûëèõå, íåãàòèâ êîòîðîé íûíå
õðàíèòñÿ â Ðîññèéñêîì ãîñóäàðñòâåííîì àðõèâå
êèíîôîòîäîêóìåíòîâ. Ê ñîæàëåíèþ, ìû ìàëî
÷òî çíàåì î ïðèõîæåé, î êóõíå è î áóôåòíîé
(ãäå æèëà äîìðàáîòíèöà Ýéçåíøòåéíà, ñòðîãàÿ
è ïðÿìîäóøíàÿ òåòÿ Ïàøà èç Ñåðãèåâà Ïîñàäà).
Íî åñòü íåñêîëüêî çàðèñîâîê, ñäåëàííûõ ñàìèì
Ýéçåíøòåéíîì â êîíöå 1941 ãîäà: ïî íèì âèä-
íî, ÷òî äàæå â êîðèäîðå è áóôåòíîé áûëè ñòåë-
ëàæè ñ êíèãàìè. Â êóõíå è â áóôåòíîé, íàçâàí-
íîé òàê ïî ñòîÿâøåìó òàì øêàôó-âèòðèíå, õðà-
íèëàñü ïîñóäà Ýéçåíøòåéíà: ëþáèìûå òåìíî-ñè-
íèå êîáàëüòîâûå ÷àøêè ñ áëþäöàìè (íå èç íèõ
ëè ïîèë îí ÷àåì Ýñôèðü Øóá ïîñëå ïîõîäà çà
êíèãàìè?), êîáàëüòîâûå æå ÷àéíèê â ôîðìå ñòè-
ëèçîâàííîé íàñåäêè (ðàáîòû ñêóëüïòîðà Ñàððû
Ëåáåäåâîé) è êóâøèí â ôîðìå êóðèöû; ìàëåíü-
êèå ÷àéíèê è ÷àøêà 1920-õ ãîäîâ ñ ñóïðåìàòè÷å-
ñêèì ðèñóíêîì; ïðàçäíè÷íûé, áåëûé ñ ðîçîâûìè
öâåòàìè îáåäåííûé ñåðâèç êîíöà XIX âåêà, åùå
èç ïðèäàíîãî ìàòåðè Ñåðãåÿ Ìèõàéëîâè÷à —
Þëèè Èâàíîâíû Êîíåöêîé-Ýéçåíøòåéí; áåëûå
ñ ñèíåé êàéìîé òàðåëêè èç äðóãîãî îáåäåííîãî
ñåðâèçà, êîòîðûé, â îòëè÷èå îò ïðàçäíè÷íîãî,
â äîìå íàçûâàëè «îáûäåííûì»…

Íà âõîäíîé äâåðè âèñåëà òàáëè÷êà: «Ïðî-
ôåññîð Ñ.Ì. Ýéçåíøòåéí». Íî ýòîò äîì, êîíå÷-
íî, ìàëî ïîõîäèë íà òèïè÷íóþ ìîñêîâñêóþ «ïðî-
ôåññîðñêóþ êâàðòèðó» òåõ ëåò, îáñòàâëåííóþ òÿ-
æåëîé ìåáåëüþ. Âìåñòî òðàäèöèîííîãî ñëàâÿí-
ñêîãî øêàôà è ìàññèâíûõ äóáîâûõ êíèæíûõ
øêàôîâ — îòêðûòûå ñòåëëàæè, èçãîòîâëåííûå
ïî çàêàçó ðåæèññåðà ïëîòíèêàìè «Ìîñôèëüìà».
Èìåííî èõ èìååò â âèäó Ýñôèðü Øóá, êîãäà ãî-
âîðèò î «êíèæíûõ øêàôàõ ñ îòêðûòûìè ïîëêà-
ìè». À óïîìÿíóòàÿ åþ «ìåòàëëè÷åñêàÿ, ëåãêàÿ,
ïîäâèæíàÿ» ìåáåëü — ýòî ñòîëû, ñòóëüÿ, êðåñëà,
ïþïèòðû îðàíæåâîãî è ÷åðíîãî öâåòà â ñòèëå
áàóõàóç (Bauhaus) íà ãíóòûõ ñòàëüíûõ õðîìèðî-
âàííûõ òðóáêàõ. Èõ ìîæíî ñâîáîäíî äâèãàòü ïî
ñâåòëî-ñåðîìó, ïî÷òè áåëîìó ëèíîëåóìó (íåñëû-
õàííîå íîâøåñòâî: áåëûé ïîë, ê òîìó æå — ïåð-
âûé ëèíîëåóìíûé ïîë â Ìîñêâå!). Êîìïëåêò ìå-
áåëè â ñòèëå áàóõàóç ïîÿâèëñÿ â äîìå íå ñðàçó.

artists S.K. Vishnevetskaya and G.A. Grivtsov in
February 1948, immediately after Eisenstein's death.
At the same time, filmmakers also managed to cap-
ture the "author's version" of the appearance of the
three rooms: there is newsreel footage of the apart-
ment on Potylikha, the negative of which is now
stored at the Russian State Documentary Film and
Photo Archive. Unfortunately, we know little about the
hallway, the kitchen, and the buffet (occupied by
Eisenstein's housekeeper, a strict and straightfor-
ward peasant woman Pasha from Sergiev Posad).
But there are a few sketches that Eisenstein himself
made at the end of 1941: they show that there were
shelves with books even in the corridor and the buf-
fet. The kitchen and buffet,  which got its name from
the china cabinet placed there, held Eisenstein's din-
nerware: his favorite dark blue cobalt cups and
saucers (was it out of them that he drank tea with
Esfir' Shub after their book trips?), a cobalt teapot in
the form of a stylized broody hen (designed by the
sculptor Sarra Lebedeva) and a matching pitcher in
the form of a chicken; a small teapot and a cup made
in the 1920s with a Suprematist ornament; a festive
dinner service of the late 19th century, white with pink
flowers, that derived from the dowry of Eisenstein's
mother, Yulia Ivanovna Konetskaya-Eisenstein;
plates, white with a blue border, from another dinner
set, which, in contrast to the festive one, was
referred to as "the everyday one" in the household...

On the entrance door hung a sign: "Professor
S.M. Eisenstein." But this house, of course, bore
faint resemblance to a typical Moscow "professor's
apartment" of that period, populated with heavy fur-
niture. Instead of the traditional "Slavic wardrobe"
and massive oak bookcases, there were open
shelves custom-built for the director by the Mosfilm
carpenters. Esfir' Shub refers to them when she
speaks of the "bookcases with open shelves." The
"metal, light, and mobile" furniture that she mentions
are the tables, chairs, armchairs, and music stands
in orange and black in the Bauhaus style on bent
steel chrome-plated tubes. They can be easily moved
over the light gray, almost white linoleum (an
unheard-of innovation: a white floor, moreover the
first linoleum floor in Moscow!). A set of Bauhaus fur-
niture did not appear in the house immediately.
Moving into the new house in 1935, Eisenstein
designed his own armchairs and stools in the

Наш Эйзенштейн
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Âúåçæàÿ â íîâûé äîì â 1935 ãîäó, Ýéçåíøòåéí
ñäåëàë ñîáñòâåííûé ïðîåêò êðåñåë è òàáóðåòîâ
â êîíñòðóêòèâèñòñêîì ñòèëå: ñòðîãèå ãåîìåòðè-
÷åñêèå ôîðìû, ñî÷åòàíèå â îêðàñêå æåëòîãî,
÷åðíîãî è áåëîãî öâåòîâ. Ìû íå çíàåì, â êà-
êîé ñòåïåíè ýòîò ïðîåêò áûë îñóùåñòâëåí. Ñî-
õðàíèëèñü ëèøü çàðèñîâêè. Îáðàçöàìè ñëóæèëè,
íåñîìíåííî, äèçàéíåðñêèå îïûòû 1920-õ ãîäîâ.
Ýéçåíøòåéí íå òîëüêî çíàêîìèëñÿ ñ íèìè ïî
æóðíàëàì è êíèãàì, íî è ëè÷íî âñòðå÷àëñÿ ñî
ìíîãèìè ñîâåòñêèìè è çàðóáåæíûìè ìàñòåðàìè
êîíñòðóêòèâèçìà.

Ñîëíå÷íî-æåëòûé êîëîðèò ñòåí äîïîëíÿëñÿ
ÿðêî-ñèíèì øàðîì ëþñòðû èç «ëîìîíîñîâñêîãî
ñòåêëà». Ñåðãåé Ìèõàéëîâè÷ ñêîìáèíèðîâàë åå
èç äâóõ ýëåìåíòîâ: áðîíçîâîãî îñíîâàíèÿ îò ëþ-
ñòðû XIX âåêà è ñèíåãî øàðà îò äâîðöîâîãî ñâå-
òèëüíèêà XVIII âåêà. Ëþáèìîå öâåòîâîå ñî÷åòà-
íèå Ìàñòåðà: ñîëíå÷íûé è ñèíèé, öâåòà Âàí Ãî-
ãà è «öâåòà Âñåëåííîé».

Öàðèëè â äîìå êíèãè. Õîçÿèí ïèñàë î íèõ:
«Îíè ðîêîâûì îáðàçîì áåðóò ìåíÿ â êîëüöî.
Êîãäà-òî îäíà ëèøü êîìíàòà ìûñëèëàñü îïî-

ÿñàííîé êíèãàìè.
Íî øàã çà øàãîì êîìíàòà çà êîìíàòîé íà÷è-

íàþò îáâèâàòüñÿ êíèæíûì îáðó÷åì.
Âîò ïîñëå "áèáëèîòåêè" îõâà÷åí êàáèíåò,

âîò ïîñëå êàáèíåòà — ñòåíêè ñïàëüíè...
…Êàæåøüñÿ ñàì ñåáå íîâûì ñâÿòûì Ñåáàñòü-

ÿíîì, ïðîíèçàííûì ñòðåëàìè, èäóùèìè ñ ïîëîê.
À ÷åðåïíîé êîðîáêîé êàæåòñÿ óæå íå ìà-

ëåíüêèé êîñòÿíîé øàðèê, âêëþ÷àþùèé îñêîëêè
îòðàæåíèé, êàê ìîíàäà Ëåéáíèöà, îòðàæàþùàÿ
[ïåðâîñóùåñòâî], íî [åþ] ðèñóþòñÿ íàðóæíûå
ñòåíû ñàìîé êîìíàòû, à ñëîè êíèã, ðàñïëàñòàí-
íûå ïî èõ ïîâåðõíîñòè, — ëèøü ðàñøèðÿþùèìè-
ñÿ íàñëîåíèÿìè âíóòðè ñàìîé ãîëîâû»*.

Äîì Ìàñòåðà âî ìíîãîì áûë àâòîïîðòðåòîì
ñàìîãî Ýéçåíøòåéíà.

Constructivist style: austere geometric forms, the
combination of yellow, black, and white colors. We do
not know to what extent this project was implement-
ed. Only sketches have survived. They were undoubt-
edly modeled on design experiments of the 1920s.
Eisenstein not only got acquainted with them through
magazines and books, but met many Soviet and for-
eign masters of Constructivism in person.

The sunshine yellow coloring of the walls was
complemented by a bright cobalt blue ball of the
chandelier made out of "Lomonosov glass."
Eisenstein fashioned it from two parts: the bronze
base of a 19th century chandelier and a blue ball of
a palace lamp of the 18th century. The result was the
Master's favorite color combination: the sunny yel-
low and dark blue, the colors of Van Gogh and the
"colors of the universe."

The books pervaded the house. The owner
wrote about them: 

"They have me in their grasp in a fateful fash-
ion. At one time it was intended that just one
room in my home should be lined with books. 

But step by step, room after room began to be
encircled with a ring of books. And so after the library
my study was occupied; after the study, the walls of
my bedroom… <…>.

You seem a new St. Sebastian, pierced by
arrows from the shelves. And your skull no longer
seems a small, bony sphere, containing the frag-
ments of reflections, like Leibniz's monad that
reflects [the primary substance], but appears like
the outer walls of the room itself, and the layers of
books that spread over their surface are only the
expanding strata within one's own head"*.

The Master's House was in many ways
Eisenstein's self-portrait.

В Доме Мастера

* Ýéçåíøòåéí Ñ.Ì. Ìåìóàðû. Ì.: Ðåäàêöèÿ ãàçåòû «Òðóä»,
Ìóçåé êèíî, 1997. Ò. 1. Ñ. 273—274.

*Immoral Memories. An Autobiography by Sergei M. Eisenstein.
Translated by Herbert Marshall. Boston: Houghton Mifflin Co,
1982, p. 184—85. Translation amended.
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Ñåðãåé Ýéçåíøòåéí ðîäèëñÿ â Ðèãå 10 (22) ÿí-
âàðÿ 1898 ãîäà. Åãî îòåö Ìèõàèë Îñèïîâè÷ Ýéçåí-
øòåéí, èíæåíåð Ëèôëÿíäñêîé æåëåçíîé äîðîãè,
çàíèìàëñÿ òàêæå àðõèòåêòóðîé è ïîñòðîèë â Ðèãå
íåìàëî äîìîâ. Óëèöà Àëüáåðòà (â íà÷àëå âåêà îíà
íàçûâàëàñü ïî-íåìåöêè — Àëüáåðòøòðàññå), ïî÷òè
ïîëíîñòüþ çàñòðîåííàÿ Ì.Î. Ýéçåíøòåéíîì, —
íûíå ðèæñêàÿ äîñòîïðèìå÷àòåëüíîñòü, îáðàçåö
ñòèëÿ ìîäåðí. Îñòðûé âçãëÿä ìàëåíüêîãî Ñåðåæè,
âïðî÷åì, çàìå÷àë è êîìè÷åñêèå àñïåêòû ïûøíîãî
äåêîðà ïàïåíüêèíûõ äîìîâ.

Ìàòü Þëèÿ Èâàíîâíà Êîíåöêàÿ áûëà äî÷å-
ðüþ êóïöà ïåðâîé ãèëüäèè, âëàäåëüöà ïåòåðáóðã-
ñêîãî òîðãîâîãî ïàðîõîäñòâà, ðîäîì èç Íîâãî-
ðîäñêîé ãóáåðíèè. Â ðàáî÷åì êàáèíåòå Ýéçåí-
øòåéíà íàä êíèæíûìè ñòåëëàæàìè âèñåëè ôîòî-
ïîðòðåòû åå ðîäèòåëåé, Èâàíà Èâàíîâè÷à è Èðà-
èäû Ìàòâååâíû Êîíåöêèõ. À âîò ôîòîãðàôèé äå-
äóøêè è áàáóøêè ïî îòöîâñêîé ëèíèè ó Ñåðãåÿ
Ìèõàéëîâè÷à íå áûëî, îí èõ âîîáùå íèêîãäà íå
âèäåë. Ëèøü íåäàâíî èñòîðèêè âûÿñíèëè, ÷òî ðî-
äèòåëè îêîí÷èâøåãî Êèåâñêîå ðåàëüíîå ó÷èëè-
ùå Ìèõàèëà Ýéçåíøòåéíà æèëè â óêðàèíñêîì ãî-
ðîäå Áåëàÿ Öåðêîâü, â «÷åðòå îñåäëîñòè». Äëÿ
èñïîëíåíèÿ çàâåòíîé ìå÷òû — ó÷èòüñÿ â Ïåòåð-
áóðãå — þíîøà ïðèíÿë ïðàâîñëàâèå è âïîñëåä-
ñòâèè ñêðûâàë ñâîå ïðîèñõîæäåíèå. Ïîõîæèì
îáðàçîì ïîñòóïèëè è òðè åãî áðàòà — Àëåêñàíäð,
ðàáîòàâøèé ó÷åíûì ëåñîâîäîì, Íèêîëàé, ñòàâ-
øèé ñóäåáíûì ñëåäîâàòåëåì âî Ïñêîâå, è Äìèò-
ðèé — îôèöåð, êîòîðûé ïîãèá íà Ðóññêî-ÿïîí-
ñêîé âîéíå.

Áëàãîïîëó÷íûé äîì, ëåòî íà Ðèæñêîì âçìî-
ðüå, ïîåçäêà â 1906 ãîäó ñ ðîäèòåëÿìè âî Ôðàí-

Sergei Eisenstein was born in Riga on January
10 (22), 1898. His father, Mikhail Osipovich
Eisenstein, an engineer with the Livonian Railway,
also worked in architecture and designed quite a few
houses in Riga. Albert Street (at the beginning of the
20th century it was called in German Albertstrasse),
which was almost entirely built by M.O. Eisenstein,
is now a landmark of the Art Nouveau style in Riga.
The sharp eye of young Seryozha, however, also
noticed the comical aspects of his father's build-
ings' luxuriant décor.

Eisenstein's mother, born Yulia Ivanovna
Konetskaya, was the daughter of a First Guild mer-
chant, the owner of a St. Petersburg shipping compa-
ny, who was originally from the Novgorod province. In
Eisenstein's study, over the bookshelves, there were
portraits of her parents, Ivan Ivanovich and Iraida
Matveevna Konetsky. But there were no photos of his
paternal grandparents, Sergei Mikhailovich never even
met them. Only recently, historians discovered that the
parents of Mikhail Eisenstein, who graduated from the
Kiev Realschule, lived in the Ukrainian city of Belaya
Tserkov, in the Pale of Settlement. To fulfill his dream,
to study in Petersburg, the young man converted to
Orthodoxy and subsequently concealed his origins. His
three brothers did the same: Alexander, who worked
as a forester; Nikolai, who became an examining mag-
istrate in Pskov; and Dmitry, an officer who died in the
Russo-Japanese War.

A well-to-do family, summers on the Riga
seashore, a trip to France with his parents in 1906,
where Rorik (the parents' pet name for Seryozha)
saw a movie for the first time,  a féerie by Georges
Méliès... Throughout his life, his memory will pre-

В Доме Мастера
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Детство и юность

Íà øìóöòèòóëå: ëàêîâàÿ êîðîáî÷êà, â êîòîðóþ Þëèÿ Èâàíîâíà âëîæèëà
ïðÿäè âîëîñ ìàëåíüêîãî Ñåðåæè è åãî ïåðâîå ôîòî; îäèí èç ðàííèõ ôî-
òîïîðòðåòîâ Ðîðèêà.

Ïåðâûé ôîòîïîðòðåò Ý. (1) áûë ñíÿò â Ðèãå â ìàå 1898 ãîäà. Íà íåì
ìàëåíüêîìó Ñåðåæå èäåò ïÿòûé ìåñÿö.

Â ðèæñêîì ôîòîàòåëüå Ðîðèê ñôîòîãðàôèðîâàí ñ îòöîì (2). Ñ.Ì. âñïî-
ìèíàë, ÷òî â äåòñòâå âñåãäà îðèåíòèðîâàëñÿ íà ñòðîãîãî Ïàïåíüêó, ÷òî
ïîçæå íå ìîãëî íå ïðèâåñòè ê áóíòó ïðîòèâ «òèðàíèè Îòöà».

Âåðîÿòíî, ýòîò æå ôîòîãðàô ñíÿë Ñåðåæó ñ ìàòåðüþ (3). Âèäíî, êàê
ñûí ïîõîæ íà ìàìó è êàê îí åå ëþáèò.

Íà ôîòî 4 ìàëü÷èê òîæå íå îäèí. Ñ íèì åãî ëó÷øèé äðóã — êíèãà. Ðî-
äîì èç êíèãè è åãî íàðÿä: îí îäåò êàê «ìàëåíüêèé ëîðä Ôàóíòëåðîé»
ïî ðàñïðîñòðàíåííîé â òå ãîäû ìîäå, íàâåÿííîé îäíîèìåííûì äåò-
ñêèì ðîìàíîì ïîïóëÿðíîé ïèñàòåëüíèöû Ôðýíñèñ Õîäæñîí Á¸ðíåòò.

On the section title page: the lacquered box, in which Yulia Ivanovna kept a
lock of little Seryozha's hair and his first photograph; one of Rorik's early
photo portraits.

E's first photo portrait (1) was taken in Riga in May 1898. In it, little
Seryozha is about 5 months old.

E photographed with his father in a Riga photo studio (2). E later recalled
that, as a child, he always looked up to his strict Papa, which later could
not but lead to a revolt against the "tyranny of the Father."

The same photographer probably took the photo of Seryozha with his moth-
er (3). It is clear from it how much the son resembles his mother and how
much he loves her.

In photo 4, the boy is also not alone. He has with him his best friend, a
book. His outfit comes straight off the page as well: he is dressed like a "lit-
tle lord Fauntleroy" in accordance with prevalent fashion of the time,
inspired by the eponymous children's novel by Frances Hodgson Burnett.
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serve not only the image of a happy childhood, but
also the trauma of adolescence.

Seryozha was ten when his parents separated.
In 1912, after a court found Yulia Ivanovna guilty of
adultery, the Holy Synod sanctioned the divorce of
Mikhail Osipovich and his wife and awarded cus-
tody of the son to his father.

In 1915, Sergei enrolled at the Institute of Civil
Engineers and joined his mother in Petrograd, on
Tavricheskaya Street. Mikhail Osipovich, who,
through his own efforts, rose to the rank of Active
State Councilor (which corresponded to the rank of
General), hoped that his son would follow in his
footsteps. He probably would have, if it were not for
the Revolution of 1917, which abruptly changed so
many destinies. Eisenstein did not become an
engineer, but the study of the exact sciences, he
claimed, had disciplined his mind, which helped
both in his art and in his theoretical reflections on
questions of art.

The father not only gave his son an excellent
education, but had also ensured that he had a
social status which, after the Revolution, was
better not to mention. There survives the lapel
pin of a trustee of the barracks hospital of the
Princess Maria (Mariinsky) that bears on its
reverse side the name Mikhail Eisenstein.
Mikhail Osipovich gave much energy and money
to charity. Because of this, and also as a "city
architect by rank," in 1916 he was awarded
hereditary nobility. The only thing remaining was
to approve the Eisenstein coat of arms. Mikhail
sent a draft of its design to Petrograd from the
town of Yuryev (now Tartu), where he'd moved
from German-occupied Riga, on October 10,
1917. On November 22, the Senate in Petrograd
was abolished by the decree of the Council of
People's Commissars, but some officials still
continued coming to work. The Eisenstein coat of
arms was discussed at the meeting of the
Armorial Office of the Senate on November 29,
1917, but they did not have time to grant official
approval.

Having become by a quirk of fate one of the
last noblemen of the Russian Empire, Sergei
Eisenstein could have discussed the draft of the
family coat of arms with his father. There is evi-
dence of a meeting between Mikhail Osipovich
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öèþ, ãäå Ðîðèê (òàê ìàòü çâàëà Ñåðåæó) âïåð-
âûå óâèäåë êèíî — ôååðèþ Æîðæà Ìåëüåñà…
Âñþ æèçíü åãî ïàìÿòü áóäåò õðàíèòü íå òîëüêî
îáðàç ñ÷àñòëèâîãî äåòñòâà, íî è òðàâìó îòðî÷å-
ñòâà.

Ñåðåæå áûëî äåñÿòü ëåò, êîãäà åãî ðîäèòåëè
ðàçúåõàëèñü. À â 1912 ãîäó, ïîñëå òîãî êàê ñóä
óñòàíîâèë ôàêò «ïðåëþáîäåÿíèé» Þëèè Èâà-
íîâíû, Ñâÿùåííûé Ñèíîä ðàçðåøèë ðàçâîä Ìè-
õàèëà Îñèïîâè÷à ñ ñóïðóãîé è îñòàâèë ñûíà ñ îò-
öîì. 

Â 1915 ãîäó Ñåðåæà ïîñòóïèë â Èíñòèòóò
ãðàæäàíñêèõ èíæåíåðîâ è ïåðåáðàëñÿ ê ìàòåðè
â Ïåòðîãðàä, íà Òàâðè÷åñêóþ óëèöó. Ìèõàèë Îñè-
ïîâè÷, êîòîðûé ñâîèìè òðóäàìè äîñëóæèëñÿ äî
äåéñòâèòåëüíîãî ñòàòñêîãî ñîâåòíèêà (÷òî ñîîò-
âåòñòâóåò ÷èíó ãåíåðàëà), ìå÷òàë, ÷òîáû ñûí ïî-
øåë ïî åãî ñòîïàì. Âåðîÿòíî, òàê áû è áûëî, åñ-
ëè áû íå ðåâîëþöèÿ 1917 ãîäà, êðóòî ïîâåð-
íóâøàÿ ñòîëüêî ñóäåá. Èíæåíåðîì Ýéçåí-
øòåéí íå ñòàë, íî èçó÷åíèå òî÷íûõ íàóê, êàê îí
óòâåðæäàë, äèñöèïëèíèðîâàëî åãî óì, ÷òî ïîìî-
ãàëî è â òâîð÷åñòâå, è â òåîðåòè÷åñêîì îñìûñëå-
íèè õóäîæåñòâåííûõ ïðîáëåì. 

Îòåö íå òîëüêî äàë ñûíó îòëè÷íîå îáðàçîâà-
íèå, íî è îáåñïå÷èë ñîöèàëüíûé ñòàòóñ, î êîòî-
ðîì ïîñëå ðåâîëþöèè ëó÷øå áûëî íå óïîìèíàòü.
Ñîõðàíèëñÿ íàãðóäíûé çíàê ïîïå÷èòåëÿ Ìàðèèí-
ñêîé áàðà÷íîé ëå÷åáíèöû, íà îáîðîòå èìÿ: Ìèõà-
èë Ýéçåíøòåéí. Ìèõàèë Îñèïîâè÷ îòäàâàë íåìà-
ëî ñèë è ñðåäñòâ áëàãîòâîðèòåëüíîñòè. Íà ýòîì
îñíîâàíèè, à òàêæå êàê «ãîðîäîâîé àðõèòåêòîð
ïî ÷èíó» îí ïîëó÷èë â 1916 ãîäó ïîòîìñòâåí-
íîå äâîðÿíñòâî. Îñòàâàëîñü óòâåðäèòü ãåðá ðîäà
Ýéçåíøòåéíîâ. Åãî ïðîåêò Ìèõàèë Îñèïîâè÷ ïðè-
ñëàë 10 îêòÿáðÿ 1917 ãîäà â Ïåòðîãðàä èç ãîðî-
äà Þðüåâà (íûíå Òàðòó), êóäà îí ïåðååõàë èç çà-
íÿòîé ãåðìàíñêèìè âîéñêàìè Ðèãè. 22 íîÿáðÿ
Ñåíàò â Ïåòðîãðàäå áûë óïðàçäíåí äåêðåòîì
Ñîâíàðêîìà, íî íåêîòîðûå ÷èíîâíèêè åùå ïðè-
õîäèëè íà ðàáîòó. Ãåðá Ýéçåíøòåéíîâ áûë ðàñ-
ñìîòðåí íà çàñåäàíèè Ãåðáîâîãî îòäåëåíèÿ Ñå-
íàòà 29 íîÿáðÿ 1917 ãîäà, íî óòâåðäèòü åãî ïî-
ëîæåííûì ïîðÿäêîì íå óñïåëè.

Ñåðãåé Ýéçåíøòåéí, âîëåþ ñóäåá îäèí èç
ïîñëåäíèõ äâîðÿí Ðîññèéñêîé èìïåðèè, ìîã îá-
ñóæäàòü ñ îòöîì ïðîåêò ðîäîâîãî ãåðáà. Åñòü
ñâèäåòåëüñòâî âñòðå÷è Ìèõàèëà Îñèïîâè÷à ñ ñû-
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Детство и юность

Ëåòîì ñåìüÿ Ýéçåíøòåéíîâ æèëà â ïàíñèîíå íà Ðèæñêîì âçìî-
ðüå. Òóäà æå ïðèåçæàëà îòäûõàòü ñåìüÿ ìîñêîâñêîãî âðà÷à Ìàê-
ñà ôîí Øòðàóõà, ñ ñûíîì êîòîðîãî Ñåðåæà ïîäðóæèëñÿ.
Íà ëþáèòåëüñêîé ôîòîãðàôèè, ñíÿòîé âî âòîðîé ïîëîâèíå 1900-õ
íà ïëÿæå Ðèæñêîãî çàëèâà (5), çàïå÷àòëåíû Ðîðèê è Ìàêà (Ìàê-
ñèì) Øòðàóõ, â áóäóùåì  — èçâåñòíûé àêòåð è ñîðàòíèê Ñ.Ì.

Äðóæèë Ñåðåæà è ñ Àëåøåé Áåðòåëüñîì, ñûíîì ãåíåðàëà Îñòàïà
Áåðòåëüñà, êîìàíäóþùåãî àðìåéñêèì êîðïóñîì â Ðèãå.
Íà ôîòî, ñäåëàííîì îêîëî 1910 ãîäà, Ñåðåæà (ñëåâà) è Àëåøà êàòà-
þòñÿ íà âåëîñèïåäàõ ïî àëëåå íà Ðèæñêîì âçìîðüå (6). Â áóäóùåì
Àëåêñåé Îñòàïîâè÷ ñòàíåò áèîëîãîì-ôèòîïàòîëîãîì, ñïîäâèæíèêîì
Í.È. Âàâèëîâà. Â 1930-å ãîäû åãî íå ìèíóþò ñòàëèíñêèå ðåïðåññèè.
Ñ.Ì. áóäåò ïîñûëàòü ññûëüíîìó äðóãó ïðîäóêòû è äåíüãè, ïîääåðæè-
âàÿ åãî íå òîëüêî ìàòåðèàëüíî, íî è ìîðàëüíî.

Þëèÿ Èâàíîâíà ïîäàðèëà ñûíó ôîòîàïïàðàò, ñ êîòîðûì Ðîðèêà íà
äþíå ñíÿë êòî-òî èç ñîñåäåé èëè ðîäñòâåííèêîâ (7). Ñåðåæà åùå
íå ïîäîçðåâàåò, ÷òî âñþ âçðîñëóþ æèçíü áóäåò äðóæèòü ñ îáúåê-
òèâîì è ïëåíêîé.

In the summer, the Eisensteins lived in a boarding house on the Riga
seashore. This was also the vacation place for the family of a Moscow
doctor Max von Strauch (Shtraukh), whose son became Seryozha's
friend. An amateur photograph taken in the second half of the 1900s
on a beach in the Gulf of Riga (5) shows Rorik and Maka (Maksim)
Shtraukh, the future well-known actor and a close colleague of E.

Sergei was also friends with Alyosha Bertels, the son of General
Ostap Bertels, commander of the Army Corps in Riga.
In this photo taken around 1910, Seryozha (left) and Alyosha are rid-
ing their bicycles along an alley on the Riga seashore (6).
Subsequently, Aleksei Ostapovich Bertels would become a biologist,
specializing in phytopathology, and was an associate of Nikolai
Vavilov. In the 1930s, he fell victim to Stalin's repressions. E sent
food and money to his friend in exile, thus supporting him not only
financially, but morally as well.

Yulia Ivanovna gave her son a camera, with which a neighbor or rela-
tive captured Rorik sitting on a dune (7). Seryozha does not yet sus-
pect that he would spend his whole life with cameras.
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íîì îñåíüþ 1917-ãî: êíèãà ñ åãî äàðñòâåííîé
íàäïèñüþ. 

Èçâåñòíî, ÷òî îòåö ïðåäëàãàë ñûíó îòïðà-
âèòüñÿ ñ íèì â ýìèãðàöèþ, íî Ñåðåæà îòêàçàëñÿ.

Â 1918 ãîäó Ìèõàèë Îñèïîâè÷ óåõàë â Ãåð-
ìàíèþ. Â èþíå 1920-ãî åãî íå ñòàëî. È èìåííî
òîãäà Ñåðãåé Ìèõàéëîâè÷ ïðèíÿë ðåøåíèå, îïðå-
äåëèâøåå åãî ëè÷íóþ è òâîð÷åñêóþ ñâîáîäó: îñ-
òàâèòü àðõèòåêòóðó è óéòè â òåàòð. Íî, îñëóøàâ-
øèñü îòöà â âûáîðå ñóäüáû, îí âñåãäà îñòàâàëñÿ
äîñòîéíûì ñûíîì. 

Â Áåðëèíå, íà ðóññêîì êëàäáèùå â Òåãåëå,
äî ñèõ ïîð â ïîðÿäêå ñîäåðæèòñÿ ìîãèëà Ìèõàè-
ëà Ýéçåíøòåéíà. Äåíüãè íà óõîä çà íåé — êàê ãî-
âîðÿò ñëóæèòåëè — ïðèõîäÿò ñ êàêîãî-òî ñ÷åòà,
îòêðûòîãî â ÑØÀ. Ïî âñåé âåðîÿòíîñòè, èìåííî
Ñåðãåé Ìèõàéëîâè÷, ïîäïèñàâ â 1930 ãîäó êîí-
òðàêò â Ãîëëèâóäå íà íåïëîõèõ ôèíàíñîâûõ óñëî-
âèÿõ, ïîëîæèë â áàíê ñóììó, ïðîöåíòû ñ êîòîðîé
ïîíûíå èäóò â Ãåðìàíèþ íà óáîðêó ìîãèëû îòöà.

Èç âåùåé Ìèõàèëà Îñèïîâè÷à ñîõðàíèëîñü
íåìíîãî (îáñòàíîâêà ðèæñêîãî äîìà, êîëëåêöèè
è áèáëèîòåêà áûëè óòðà÷åíû). Ïî ïðåäàíèþ, åìó
êîãäà-òî ïðèíàäëåæàë áîëüøîé ôðàíöóçñêèé äî-
ðîæíûé êîôð, îáèòûé êîæåé. Ñ íèì âïîñëåäñò-
âèè ïóòåøåñòâîâàë ñàì Ñåðãåé Ìèõàéëîâè÷ —
ñíà÷àëà ïî Åâðîïå, ïîòîì â Àìåðèêó, ñ íèì âåð-
íóëñÿ äîìîé. Áðàë îí ñ ñîáîé è ñòàðèííûé, îáòÿ-
íóòûé äåðåâÿííûìè îáðó÷àìè ÷åìîäàí (ñóäÿ ïî
êëåéìó, ñäåëàííûé â Êèåâå) ñ âûâåäåííûìè íà
íåì èíèöèàëàìè «JE». Íå îçíà÷àþò ëè ýòè èíèöè-
àëû «Joseph Eisenstein»? Íå ïîëó÷èë ëè ýòîò ÷å-
ìîäàí Ìèõàèë Îñèïîâè÷, óåçæàÿ ó÷èòüñÿ â Ïå-
òåðáóðã, â ïîäàðîê îò ñâîåãî îòöà, à ïîòîì ïåðå-
äàë ñûíó? Ìîæíî ëèøü äîãàäûâàòüñÿ…

Ñ îòöîì, ëþáèâøèì ëîøàäåé è âåðõîâóþ åç-
äó, âèäèìî, ñâÿçàíà è ðàñêðàøåííàÿ ðåïðîäóê-
öèÿ êàðòèíû Ó.Äæ. Øåéåðà «Ëîðä Óèëüÿì», êîòî-
ðàÿ âïîñëåäñòâèè âèñåëà ó Ñåðãåÿ Ìèõàéëîâè÷à,
êàê ìû ïðåäïîëàãàåì, íà äà÷å.

Èç âåùåé Þëèè Èâàíîâíû äî íàøåãî âðåìå-
íè äîøëî ãîðàçäî áîëüøå. Èç Ðèãè îáðàòíî â Ïå-
òåðáóðã, à â 1935 ãîäó — èç Ëåíèíãðàäà â Ìîñê-
âó îíà ïåðåâåçëà ñâîå ïðèäàíîå. Êðîìå ïàðàäíî-
ãî ñåðâèçà, ñîõðàíèëñÿ ñîëèäíûé äóáîâûé ãàðíè-
òóð — êðóãëûé ðàçäâèæíîé ñòîë è ñòóëüÿ ñ ðåçíû-
ìè ñïèíêàìè. Þëèè Èâàíîâíå ïðèíàäëåæàëè äâà

and his son in the autumn of 1917: a book
inscribed by the father to the son.

There is evidence that the father offered his
son to emigrate with him, but Seryozha refused.

In 1918, Mikhail Osipovich left for Germany.
He died in June, 1920. And it was at that moment
that Sergei Mikhailovich made a decision that deter-
mined his future personal and creative freedom: to
abandon architecture and go into the theater. But,
despite disobeying his father in the choice of pro-
fession, he always remained a worthy son.

At the Russian cemetery in the Tegel neigh-
borhood in Berlin, the tomb of Michael Eisenstein
remains in good condition. The money to tend it,
according to the cemetery workers, come from
some account in the United States. In all likeli-
hood, it was Sergei Mikhailovich, who, having in
1930 signed a Hollywood contract on advanta-
geous financial conditions, was able to deposit a
certain amount, the interest from which still goes
to Germany for the upkeep of his father's grave.

Not many of Mikhail Osipovich's belongings
have been preserved; the furniture of the apart-
ment in Riga, his collections and library were all
lost. According to legend, he once had been the
owner of a large French leather-upholstered trunk.
Sergei Mikhailovich traveled with it afterwards, first
around Europe, then to America, and then brought
it back home. He also took with him an ancient
suitcase bound with wooden hoops (judging by the
label, it had been made in Kiev) with the initials
"JE" inscribed on it. Do these initials perhaps
mean "Joseph Eisenstein"? It is possible that
Mikhail Osipovich received this suitcase when he
left to study in Petersburg, as a gift from his father,
and later handed it over to his son? One can only
guess...

A great lover of horses and horseback riding,
Eisenstein's father is evidently linked to a color
reproduction of the painting "Lord William" by
William J. Shayer that later belonged to Sergei
Mikhailovich; we suspect that it hung in his sum-
mer house.

Of Yulia Ivanovna's possessions, many more
things have survived to our day. She took her
dowry with her from Riga back to St. Petersburg,
and in 1935, from Leningrad to Moscow. In addi-
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tion to the festive dinner set, there remains a
massive oak furniture set: a round expandable
table and chairs with carved backs. Yulia
Ivanovna used to own two little purses: a leather
one with an embossed pattern, and a velvet hand-
made one with embroidery. An inlaid ivory paper
knife might also have been among her belong-
ings: Yulia Ivanovna loved reading and tried her
hand at writing herself. Another paper knife, made
of metal in the form of a gondola with the image
of the lion of Saint Mark, was most likely a gift
from mother to son, brought from Venice. The
same goes for a wooden carved pencil case in the
form of a lion (it was used by Eisenstein in ado-
lescence). A French book about Raphael was also
brought from Italy.

The first book in Eisenstein's life that he
bought on his own was a volume of drawings by
Honoré Daumier. The great French artist's acute
irony, laconic social caricatures, and dynamic
line influenced the drawings of the teenager and
later echoed the director's frames. He collected
Daumier's prints throughout his life.

Eisenstein's parents encouraged their son's
love of art. Seryozha owed his acquaintance with
the treasures of world culture to the family library
in Riga. Later, when buying books about art,
Eisenstein "retrieved" some of the lost editions
from his father's collection. Following the example
of his maternal relatives, General A.D. Butovskii
and his wife, who collected graphic art all their
lives, Eisenstein began to build his own collection
when still a young man. Most of the prints from
Eisenstein's collection were given by Pera
Atasheva to the Pushkin Museum of Fine Arts, but
the plates that remain in the Master's House,
including original works and reproductions of the
works of Callot, Boilly, Daumier, Piranesi, Posada,
and Utamaro, testify to his love for vivid composi-
tion, for the sharpened expressiveness of faces
and gestures in the works of the great graphic
artists. Everything that Eisenstein collected, sug-
gested to him decisions at different levels of film
production: from sets, costumes, and characters'
facial expressions to shot composition and edit-
ing. 

Among Eisenstein's first creative attempts are
his childhood drawings (now kept in RGALI). Seryozha
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êîøåëå÷êà: êîæàíûé, ñ òèñíåíûì óçîðîì, è áàð-
õàòíûé ðóêîäåëüíûé — ñ âûøèâêîé. Ê åå âåùàì
îòíîñèòñÿ, âîçìîæíî, è èíêðóñòèðîâàííûé êîñòÿ-
íîé íîæ äëÿ ðàçðåçàíèÿ êíèæíûõ ñòðàíèö: Þëèÿ
Èâàíîâíà ëþáèëà ÷òåíèå, ñàìà ïðîáîâàëà ïè-
ñàòü. Äðóãîé íîæ äëÿ êíèã — ìåòàëëè÷åñêèé,
â ôîðìå ãîíäîëû, ñ èçîáðàæåíèåì ëüâà ñâÿòîãî
Ìàðêà, — ñêîðåå âñåãî, ìàòåðèíñêèé ïîäàðîê
ñûíó, ïðèâåçåííûé èç Âåíåöèè. Êàê è äåðåâÿí-
íûé ðåçíîé ïåíàë â âèäå ëüâà (èì ïîëüçîâàëñÿ
Ýéçåíøòåéí-ïîäðîñòîê). Èç Èòàëèè ïðèâåçåíà
ôðàíöóçñêàÿ êíèãà î Ðàôàýëå. 

Ïåðâîé ñàìîñòîÿòåëüíî êóïëåííîé êíèãîé
â æèçíè Ýéçåíøòåéíà áûë òîìèê ñ ðèñóíêàìè
Îíîðå Äîìüå. Îñòðàÿ èðîíèÿ, ëàêîíèçì ñîöèàëü-
íûõ õàðàêòåðèñòèê, äèíàìè÷íàÿ ëèíèÿ âåëèêîãî
ôðàíöóçñêîãî õóäîæíèêà îêàçàëè âëèÿíèå íà ðè-
ñóíêè ïîäðîñòêà è ïîçæå îòêëèêíóëèñü â êàäðàõ
Ýéçåíøòåéíà-ðåæèññåðà. Îòòèñêè ãðàâþð Äîìüå
îí áóäåò ñîáèðàòü âñþ æèçíü.

Ðîäèòåëè ïîîùðÿëè óâëå÷åíèå ñûíà èñêóññò-
âîì. Áëàãîäàðÿ áèáëèîòåêå ðèæñêîãî äîìà Ñåðå-
æà çíàêîìèëñÿ ñ ñîêðîâèùàìè ìèðîâîé êóëüòó-
ðû. Ïîçæå, ïîêóïàÿ êíèãè îá èñêóññòâå, Ñåðãåé
Ìèõàéëîâè÷ îò÷àñòè «âîçâðàùàë» ñåáå óòðà÷åí-
íûå èçäàíèÿ èç îòöîâñêîé êîëëåêöèè. Ñëåäóÿ
ïðèìåðó ðîäñòâåííèêîâ ïî ìàòåðèíñêîé ëèíèè,
ãåíåðàëà À.Ä. Áóòîâñêîãî è åãî ñóïðóãè, êîòîðûå
âñþ æèçíü çàíèìàëèñü ñîáèðàíèåì ãðàôèêè,
Ýéçåíøòåéí ñ þíîøåñòâà íà÷àë ñîáèðàòü ñîáñò-
âåííóþ êîëëåêöèþ. Áîëüøèíñòâî îòòèñêîâ èç ñî-
áðàíèÿ Ýéçåíøòåéíà áûëè ïåðåäàíû Ï.Ì. Àòà-
øåâîé â ÃÌÈÈ èìåíè À.Ñ. Ïóøêèíà, íî îñòàâ-
øèåñÿ â Äîìå Ìàñòåðà ëèñòû, â òîì ÷èñëå ïîä-
ëèííèêè è ðåïðîäóêöèè ðàáîò Êàëëî, Áóàéè, Äî-
ìüå, Ïèðàíåçè, Ïîñàäû, Óòàìàðî, ñâèäåòåëüñòâó-
þò î ëþáâè ðåæèññåðà ê ýêñïðåññèâíîé êîìïî-
çèöèè, ê çàîñòðåííîé âûðàçèòåëüíîñòè ôèçèîíî-
ìèé è æåñòîâ â ïðîèçâåäåíèÿõ âåëèêèõ ãðàôè-
êîâ. Âñå, ÷òî ñîáèðàë Ñåðãåé Ìèõàéëîâè÷, ïîä-
ñêàçûâàëî åìó ðåøåíèÿ íà ðàçíûõ óðîâíÿõ ðà-
áîòû íàä ôèëüìîì — îò äåêîðàöèé, êîñòþìîâ
è ìèìèêè ïåðñîíàæà äî êîìïîçèöèè êàäðîâ
è ìîíòàæà.

Ê ïåðâûì òâîð÷åñêèì îïûòàì Ýéçåíøòåéíà
îòíîñÿòñÿ åãî äåòñêèå ðèñóíêè (íûíå õðàíÿòñÿ
â ÐÃÀËÈ). Àêòèâíî ðèñîâàòü Ñåðåæà íà÷àë ñ 14 ëåò,
÷àñòî óêðàøàë ðèñóíêàìè ïèñüìà ê ìàòåðè, ðàçðè-



ñîâàë è ïîäàðåííóþ åìó â îòðî÷åñòâå òåííèñíóþ
ðàêåòêó, êîòîðàÿ ñîõðàíèëàñü äî íàøèõ äíåé. 

Óæå ó÷àñü â èíñòèòóòå, Ýéçåíøòåéí ïîïðî-
áîâàë ñèëû êàê õóäîæíèê-êàðèêàòóðèñò: âñêîðå
ïîñëå Ôåâðàëüñêîé ðåâîëþöèè «Ïåòåðáóðãñêàÿ
ãàçåòà» îïóáëèêîâàëà äâå åãî êàðèêàòóðû.

25 îêòÿáðÿ, óëèçíóâ èç Øêîëû ïðàïîðùèêîâ
èíæåíåðíûõ âîéñê, Ñåðãåé îòíåñ ïà÷êó êàðèêà-
òóð íà Êåðåíñêîãî â ãàçåòó «Áèðæåâûå íîâîñòè».
Ïîòîì íà òðàìâàå — ìèìî Àëåêñàíäðîâñêîãî ñà-
äà è Çèìíåãî äâîðöà — îòïðàâèëñÿ íà Òàâðè-
÷åñêóþ. Äîìà îí óñåëñÿ çà ðàçáîðêó âûïèñîê
î ôðàíöóçñêîé ãðàôèêå, ñäåëàííûõ â Ïóáëè÷íîé
áèáëèîòåêå... 

Ïîçæå â ìåìóàðàõ Ýéçåíøòåéí âñïîìèíàë
òîò âå÷åð:

«Ãäå-òî â ãîðîäå äàëåêî ñòðåëÿëè êàê áóäòî
áîëüøå îáûêíîâåíèÿ.

Ó íàñ íà Òàâðè÷åñêîé áûëî òèõî.
Ëîæàñü ñïàòü, ÿ ïåäàíòè÷íî âûâåë íà çàìåò-

êàõ äàòó, êîãäà îíè áûëè ïðèâåäåíû â ïîðÿäîê.
25 îêòÿáðÿ 1917.
À âå÷åðîì äàòà ýòà óæå áûëà èñòîðèåé.
Ñúåìêàìè â Çèìíåì äâîðöå ÿ íàãîíÿþ óïó-

ùåííûé êóñîê èñòîðèè èç ñîáñòâåííîé áèîãðà-
ôèè»*.

Íàñòàíåò âðåìÿ — è ñàì ôèëüì Ýéçåíøòåé-
íà «Îêòÿáðü», êàê è äðóãèå òâîðåíèÿ Ñåðãåÿ Ìè-
õàéëîâè÷à, ñòàíåò ÷àñòüþ èñòîðèè.

began to draw actively at about 14; he often deco-
rated his letters to his mother with drawings; he also
painted the tennis racquet that was given to him in
adolescence; it has survived to this day.

While studying at the Institute, Eisenstein tried
his hand as a caricature artist: shortly after the
February Revolution St. Petersburg Gazette pub-
lished two of his caricatures. 

On October 25, 1917, having skipped classes
at the School of Military Engineers, Sergei took a
batch of his anti-Kerensky caricatures to the Stock
Exchange Gazette.  Then he rode the tram past the
Alexander Garden and the Winter Palace to
Tavricheskaya St. At home he sat down to sort
through the notes on French graphic art he had
made at the Public Library…

Later, in his memoirs, Eisenstein remembered
that evening: "Somewhere far off in the town there
was more than the normal amount of gunfire, but
all was quiet near us on Tavricheskaya Street. 

As I went to bed, I pedantically recorded the date
that the notes had been put in order: October 25,
1917. 

By the next evening the date was already history. 
Shooting [the film October in 1927] in the

Winter Palace, I was able to catch up with a piece
of history missing from my own biography."*

Later Eisenstein's October will itself, just like
Sergei Mikhailovich's other works, become part of
history.

В Доме Мастера

* Ýéçåíøòåéí Ñ.Ì. Ìåìóàðû. Ò. 1. Ì., 1997. Ñ. 57.

* Immoral Memories. An Autobiography by Sergei M. Eisenstein.
Translated by Herbert Marshall. Boston: Houghton Mifflin Co,
1982, p. 55. Translation amended.
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Íà êîëëåêòèâíîì ôîòî ñòóäåíò Ý. (â ñå-
ðåäèíå âòîðîãî ðÿäà, ïÿòûé ñïðàâà)
â êëàññå ðèñîâàíèÿ (8). Ñ.Ì. ïðèçíà-
âàëñÿ, ÷òî êëàññè÷åñêîå ðèñîâàíèå
«ãèïñîâ» ñ òåíÿìè è îòòóøåâêàìè íå
äàâàëîñü åìó. 

In this group photo of his class in draw-
ing, E is in the middle of the second
row, the fifth from the right (8). E later
confessed that he had struggled with
the classical drawing of plaster casts
with the requisite shadows and stump-
ing.

Çàòî åùå â îòðî÷åñòâå Ñåðåæà îâ-
ëàäåë èñêóññòâîì ðèñîâàíèÿ îäíîé
ëèíèåé — ïî ïðèìåðó ñîñëóæèâöà
Ïàïåíüêè, èíæåíåðà Àôðîñèìîâà,
êîòîðûé ìåëêîì íà òåìíî-ñèíåì ñóê-
íå ëîìáåðíîãî ñòîëà ðèñîâàë åìó
îäíîé ëèíèåé ôèãóðêè çâåðåé. Íà
ñòðàíèöàõ òåòðàäåé Ðîðèêà ÷àñòî
ïîÿâëÿëèñü ðèñîâàííûå ðàññêàçû èç
íåñêîëüêèõ ïîñëåäîâàòåëüíûõ èçîá-
ðàæåíèé. Ïîäðîñòîê, åùå íå äóìàÿ
î ðàáîòå â êèíî, ìûñëèë äèíàìè÷íû-
ìè «êàäðàìè».
Â 1917 ãîäó Ñåðåæà íàðèñîâàë øîê
ñâîåãî äÿäè-ãåíåðàëà, óìåðøåãî îò
ñåðäå÷íîãî ïðèñòóïà â äåíü íàöèîíà-
ëèçàöèè âîåííûõ çàéìîâ (9). Ïî ñóòè,
ñëó÷àé ïå÷àëüíûé, îäíàêî îñòðûé óì
Ñåðåæè-êàðèêàòóðèñòà íå ìîã íå ïîä-
ìåòèòü èñòîðè÷åñêèé êîìèçì â ðåàê-
öèè äÿäè-áîãà÷à è â ïîâåäåíèè «ãðàæ-
äàíñêîé ìèëèöèè».

Âîññîçäàâàÿ ñïóñòÿ äåñÿòü ëåò «òåàòð
èñòîðèè» â ôèëüìå «Îêòÿáðü», Ý. âñïî-
ìèíàë âèäåííîå ñîáñòâåííûìè ãëàçà-
ìè. Ãîëîäíûå î÷åðåäè, ðàçãîí èþëü-
ñêîé äåìîíñòðàöèè, êîñòðû ðåâîëþ-
öèîííûõ ïàòðóëåé ïðåîáðàçèëèñü
â ãðàôè÷åñêè âûðàçèòåëüíûå êèíîêà-
äðû (10—12). 

At the same time, while still a teenag-
er, Seryozha mastered the art of
drawing with an unbroken line, fol-
lowing the example of one of his
father's colleagues, the engineer
Afrosimov, who had drawn animals
for him with chalk on the dark-blue
cloth of the card table. Little graphic
stories composed from several suc-
cessive images often appeared on
the pages of Rorik's notebooks.
Although he was not yet planning a
career in cinema, the teenage
Eisenstein was already thinking in
terms of dynamic "shots."
In 1917, Seryozha depicted the
shock of his uncle the General, who
died of a heart attack on the day that
war bonds were nationalized (9). The
occasion was sad, of course, but the
keen mind of the cartoonist could not
help but notice that the reaction of
his rich uncle and the behavior of the
"citizens militia" were, historically
speaking, comical.

Ten years later, recreating the "the-
ater of history" in his film October,
E remembered what had seen with
his own eyes. The hungry queues,
the dispersal of the July demonstra-
tion, the bonfires of revolutionary
patrols were transformed into pictori-
ally expressive shots (10—12).

8
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Ðîðèê ñ ðîäèòåëÿìè íà ôîíå ðèñîâàííîãî ìîðÿ. Ñ.Ì. äåðæàë íà ïèñüìåííîì ñòîëå ýòó ôîòîãðàôèþ (13),
ñäåëàííóþ â 1899 â ôîòîàòåëüå ïîñåëêà Ìàéîðåíõîô (íûíå — Ìàéîðè, ÷àñòü Þðìàëû) ïîä Ðèãîé. Þëèÿ
Èâàíîâíà è Ìèõàèë Îñèïîâè÷ Ýéçåíøòåéí âåí÷àëèñü â 1897 â Ñàíêò-Ïåòåðáóðãå, ãäå æèëà ñåìüÿ Êîíåö-
êèõ. Áëàãîñëîâëÿë ðîäèòåëåé íà áðàêîñî÷åòàíèå íå êòî èíîé, êàê ïðîòîèåðåé Èîàíí Êðîíøòàäòñêèé (íûíå
ïðè÷èñëåííûé ê ëèêó ñâÿòûõ).

Êðåñòèëüíûé íîñî÷åê Ý. (14, 15) áûë ñîõðàíåí ñåìüåé åãî äâîþðîäíîãî áðàòà — òîæå Ñåðãåÿ, ñûíà Íèêî-
ëàÿ Îñèïîâè÷à Ýéçåíøòåéíà. Îáà íîñî÷êà áûëè ïîñëàíû âî Ïñêîâ â 1912 ãîäó ê ðîæäåíèþ êóçåíà. Îäèí
èç íîñî÷êîâ âïîñëåäñòâèè ïîòåðÿëñÿ. Âäîâà Ñåðãåÿ Íèêîëàåâè÷à ïðèíåñëà âòîðîé íà Ñìîëåíñêóþ â íà÷à-
ëå 1970-õ ïåðåä ýìèãðàöèåé ñ äî÷åðüþ â ÑØÀ. Ñàì Ñåðãåé Íèêîëàåâè÷ áûë ðåïðåññèðîâàí â 1942 ãîäó. 
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Rorik with his parents against the backdrop of a painted sea. E kept this photograph (13), made in 1899 in
Majorenhof near Riga (now Majori, part of Jūrmala), on the desk. Yulia Ivanovna and Mikhail Osipovich Eisenstein
were married in 1897 in St. Petersburg, where the Konetsky family lived. The wedding of E's future parents was
officiated by none other than Archpriest John of Kronstadt (now canonized).

One of E's baptismal socks (14, 15) was preserved in the family of his cousin, also Sergei, the son of Nikolai
Osipovich Eisenstein. Both socks were sent to Pskov in 1912 for his cousin's birth. Afterwards, one of the socks
was lost. The widow of Sergei Nikolaevich brought the second one to the Smolenskaya St. apartment in the early
1970s, before emigrating with her daughter to the United States. Sergei Nikolaevich Eisenstein fell victim to
Stalinist repression in 1942.

14, 15
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Ñ.Ì. íå çàñòàë â æèâûõ ñâîåãî äåäà Èâàíà Èâàíîâè÷à Êîíåöêîãî, íî åãî ôîòîãðàôèÿ (16) âèñåëà â ðàáî-
÷åì êàáèíåòå íà Ïîòûëèõå. Áûëà ó Ý. è ôîòîãðàôèÿ åãî áàáóøêè — Èðàèäû Ìàòâååâíû Êîíåöêîé (18). Ôî-
òî Þëèè Èâàíîâíû (17) áûëî ñíÿòî â 1900 ãîäó (ðàñêðàøåííûé îðèãèíàë íàõîäèòñÿ â ÐÃÀËÈ, ÷åðíî-áåëàÿ
êîïèÿ â 1960-å áûëà âñòàâëåíà â ôàìèëüíóþ ðàìêó). 
Â ñâàäåáíîå ïðèäàíîå Þ.È. Êîíåöêîé, ïðèâåçåííîå â Ðèãó èç Ñàíêò-Ïåòåðáóðãà, âõîäèë äîáðîòíûé ìåáåëü-
íûé ãàðíèòóð: ðàçäâèæíîé îáåäåííûé ñòîë è ñòóëüÿ (19). Ý. â ìåìóàðàõ (öèò. èçä., ò. 2, ñ. 115) âñïîìèíàë
î òîðæåñòâåííûõ ïðèåìàõ â ðîäèòåëüñêîì äîìå: «…ðàçäâèãàëñÿ îáû÷íî êðóãëûé îáåäåííûé ñòîë íà âñå
äâåíàäöàòü äîñîê. Îí çàíèìàë ñòîëîâóþ âî âñþ äëèíó. <...> Ñåé÷àñ îí ñòîèò ó ìåíÿ äîìà íà Ïîòûëèõå, ñíî-
âà êðóãëûé, êàê â [ïåðâûé] äåíü ìèðîçäàíèÿ, — â òîì, ÷òî ÿ íàçûâàþ ñâîåé «áèáëèîòåêîé».

Øêàô-âèòðèíà (20) áûë ïîñòðîåí,
ïî ïðåäàíèþ, ïîä íàáëþäåíèåì
Þëèè Èâàíîâíû äëÿ åå êâàðòèðû â
Ñàíêò-Ïåòåðáóðãå è áûë åþ ïåðåâå-
çåí â Ìîñêâó â 1935 ãîäó. Â êâàð-
òèðå Ý. íà Ïîòûëèõå ñòîÿë â áóôåò-
íîé è èñïîëüçîâàëñÿ äëÿ ïîñóäû.
Ñî âðåìåíè ïåðååçäà âåùåé è áèá-
ëèîòåêè ðåæèññåðà íà Ãîãîëåâñêèé
áóëüâàð øêàô ñòàë èñïîëüçîâàòüñÿ
êàê êíèæíûé.
Ëþñòðà ñòèëÿ ìîäåðí (21) ïðèíàä-
ëåæàëà Þëèè Èâàíîâíå è, âåðîÿò-
íî, âèñåëà â åå êâàðòèðå íà Òàâðè-
÷åñêîé, à â 1935-ì áûëà ïåðåâåçå-
íà â Ìîñêâó. Ïîñëå ñìåðòè Þëèè
Èâàíîâíû ëþñòðà ïîïàëà ê åå ðîä-
ñòâåííèêàì, îò êîòîðûõ â 1972 ãî-
äó áûëà ïåðåäàíà íà Ñìîëåíñêóþ.
Ñïèíêè ñòóëüåâ èç ñâàäåáíîãî ïðè-
äàíîãî Þ.È. Êîíåöêîé (22) óêðà-
øåíû ðåçüáîé â ñòèëå ïñåâäîãîòè-
êè, õàðàêòåðíîé äëÿ ðàííåãî ìî-
äåðíà.
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