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The Pergamon Altar

There are no doubts that almost every art critic at least once has read about this

masterpiece of ancient times.

The topic of our report is the Pergamon Altar, namely, one of his friezes, called
Gigantomachy. We will talk about the composition, iconography and coloring of

this frieze.

The Pergamon Altar is a sacred building, a memorial monument which was built in
the second century BC. The Pergamon Altar was built in honor of the victory of the
Pergamon king Attalus I over the barbarian Gauls in 288 BC. Historical events were
depicted through the language of myths. Giants carved in stone symbolized strong

and wild barbarians.

The architectural structure has two friezes: external and internal.
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The Internal frieze is a retrospective of the life of Telephus, ancient god and a
founder of the Attalid dynasty, moreover there are founders of the Kingdom of

Pergamon. According to researchers, this frieze has not been completed.

The external frieze is 2.3 m high and 120 m long and dedicated to gigantomachy —

the topic of our report.

Researchers of the Pergamon altar wondered why the figures of giants on the Altar
were located in this particular order. During the study, several hypotheses were put

forward for the reasons for the arrangement of the figures in this way.

In visual art and literature, there was a tradition of viewing the figures of gods and
giants in a certain subject. To consider this hypothesis in the literature, we turned to
the following sources, such as “Apollodorus. Mythological library”, “Eratosthenes.
Transformations of stars”, “Pindar. Nemean songs”. However, the hypothesis of the

arrangement of figures, based on literary monuments, doesn’t justify itself.

Let’s consider the history of the development of plot in visual art, because this was
a common subject. The slide shows an antique black-figure amphora in the style of
the artist Lysippides. Here we can see and recognize that Zeus, Athena and Hercules

are always depicted in the same group.

The story will be continued by the hypothesis of chromatic harmony. As we know,
sculptures, including reliefs, have had a paint layer. There are canons for the gods’
image. For example, the daughter of the sea, Aphrodite has a golden peplos. This is
explained by the fact that the symbolic colors of parents and children are
complementary. However, the rule does not apply to the gods of the elements with

a clear color characteristic (Poseidon-Triton- blue, Hyperion-Helios-yellow, white).

The chromatic solution is visible. The blue of the sea element continues in the
silvery-dark shades of the minor deities of the stars. Then Aphrodite in gold appears
in the corner and the eastern frieze is completed in warm colors, which also pass to

the southern panel with solar deities.
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The hypothesis of the color meaning of the gods will be complemented by the

concept of the development of the elements.

Starting the procession people became involved in the water element, then got
acquainted with the deities of the night and the stars. Then, on the west frieze they
meet the main group — Athena-Zeus-Hercules. In the south frieze they are greeted
by the deities of light and night and magic (Hecate, Asteria). They are family.
Completing the solemn procession, people meet the earthly deities Dionysus and his

retinue — as the antithesis of the aquatic ones.

In conclusion, | would like to note that it is difficult for contemporary art historians
to identify the original intention of creating the Pergamon Altar. However, this does

not stop one from admiring the beauty of ancient art.

I[Hepramckuii aarapsb

Her comMHeHMil, YTO MOYTH KaXKIIblii MCKYCCTBOBEZ XOTs Obl pa3 yuTand 00 3TOM

IIeICBPE IPCBHOCTH.

Tema wnamero goxmana — Ilepramckuit anrapp, a UMEHHO OJIMH U3 €ro (pHU30B,
KOTOpbIA Ha3biBaeTcs | wuranromaxus. Mpbl TIOrOBOPUM O  KOMIIO3UIIUH,

UKOHOTpaduu U KOJIOPUTE ITOTO Pppu3a.

[Tepramckuii antapb — 3TO CBSIIEHHOE COOPYKCHUE, MEMOPHAILHBIA MaMSTHHK,
KOTOPBIN OBLT MMOCTPOEH BO BTOPOM BEKe 710 Hare 3pbl. [lepramckuii antaps ObLT
MIOCTPOEH B YeCTh MOOE I mepraMckoro maps Atrana | Hax BapBapaMu-TaljiaMu B
288 romay mo Hamel spbl. Mctopudeckue coObITHSI OBLTA OMUCAHBI S36IKOM MHU(OB.

FI/IFaHTBI, BBICCUCHHBIC B KAMHC, CHUMBOJIM3UPOBAJIN CUJIBHBIX U JUKHUX BApPBApPOB.

ApPXHUTEKTypHOE COOPYKEHUE UMeeT Ba (hpr3a: BHEITHUN U BHYTPECHHUH.



Buaytpennuit ppus npeacrtapiser coOoi peTpocneKTUBY ku3HU Teneda, 1peBHEro
Oora W OCHOBarensl IWHACTUU ATTaIWIOB, a TaKXke ocHoBaTenei Ilepramckoro

napctsa. [lo MHeHHIO HCcieioBaTenei, 3TOT (pU3 HE 3aBEPILEH.

Brenmauit ¢ppus BeicoToit 2,3 M 1 myrHOM 120 M MOCBSIIEH THTAHTOMAaXUH — TEME

Hamero JOoKJiaaa.

Uccnenosatenu [lepramckoro anraps 3agannch BOMPOCOM, MOYeMy (GUTYpPBHI
TUT'AHTOB HA aJITape PacloioKeHbl IMEHHO B TAKOM MOpsJIKe. B xone uccienoBanus
ObUIO BBIIBUHYTO HECKOJIBKO TMIIOTE3 O NMPUYMHAX PACHOJIOKEHUS QUIYyp TaKUM

obOpazom.

B u300pa3zuTenbHOM HMCKYCCTBE M JIUTEpaType CyIIECTBOBAJlA TpPaJULIUS
paccmatpuBath (GUIrypbl OOTOB M BEJIUMKAHOB B ONpPEEICHHON TeMaTuke. UToObI
paccMOTpeTh 3Ty THUIIOTE3y B JIHUTEpaType, Mbl OOpaTHIMCh K CIETYIOIIUM
UCTOYHHUKAM, TaKUM Kak «Anomonop. Mudonoruyeckas OubGanoTexay,
«Oparochen. Ilpespamenus 3Be3n», «lIlunpap. Hemeiickue necum». OnHako
TUMOTE3a O PACIOJIOKEHUU (UTYp, OCHOBAHHAS HA JUTEPATYPHBIX MaMSITHHKAX,

ce0s1 He OnpaB/IbIBaCT.

JlaBaiiTe pacCMOTPUM MCTOPHIO Pa3BUTHUS CIOKETa B M300pa3UTEIbHOM UCKYCCTBE,
MOCKOJIBKY 3TO ObLTa pacmpocTpaHeHHas Tema. Ha craiine n3o0pakeHa aHTUYHAs
yepHodurypHas amdopa B cTuie XyaoxkHuka Jlucunmnuma. 31ech Mbl BUIUM U

y3HaeM, uTo 3eBc, AduHa u ['epakn Bcerga n300pakaroTcsi B OJTHOM TpymIie.

[IponomkuM paccka3 O TUIIOTE3€ XpOoMaTUYeCKoM rapmMoHuu. Kak Mbl 3Haewm,
CKYJIBIITYPBI, BKJIIOUas pelibebl, UMEIOT KpacouHbIi c10il. CyIIeCTBYIOT KaHOHBI
n3oopaxxkenust 6oros. Hampumep, y modepu mopst AGpoauThl 30JI0TOM METIoc. ITO
OOBSICHSIETCSI TEM, UTO CUMBOJIMYECKHUE 1IBETA pOJUTENEH 1 JeTel JOMOIHSIOT APYT
npyra. O1HaKO MPaBUIIO HE paclpoCTpaHseTcs Ha OOrOB CTUXUMN C YETKOM I[BETOBOM
xapakrepuctukon (Ilocelimon-Tputon - cunHuit, ['mnepuoH-I'e€nnoc - KENThIH,

OenbIit).



Bunno xpomatuueckoe pemeHue. CHHEBA MOPCKONW CTHUXMU MPOAOIKAETCS
cepeOpUCTO-TEMHBIMU OTTEHKaMU BTOPOCTENEHHBIX O0KECTB 3BE3/. 3aTEM B YIIIy
nosiBisgerca Adpoauta B 30J0T€, a BOCTOYHBIM (pU3 3aBEpIIACTCS TEILIBIMU
LBETAMH, KOTOpBIE TaKXe MEPEeXOASIT Ha IOKHYI IaHEIb C COJHEYHBIMU

00KECTBAMU.
['mmoTe3a o IIBETOBOM 3HAYEHUW OOTOB JIOMOJIHCHA KOHIICTIIINECH Pa3BUTHUS CTUXHM.

B nauane mectBus JIOAW MPUOOIIAIOTCS K BOJHOM CTUXHU, 3aT€M 3HAKOMSTCS C
O0oXkecTBaMM HOYM W 3Be3/laMU. 3aTeM Ha 3amaJHoM (pu3e OHU BCTPEUAIOT
ocHOBHYIO rpynny — Aduny-3eBca-I'epakna. Ha roxxHOM (ppu3e ux NpuUBETCTBYIOT
0oxectBa cBera, HouM U Maruu (I'ekata, Acrepusi). OHU CUMBOJIU3UPYIOT CEMBIO.
3aBepiias TOPKECTBEHHYIO MPOLECCUIO, IO BCTPEYAIOT 3€MHBIX OO0XKECTB

I[I/IOHI/Ica H €TI0 CBUTY — KaK IIPOTHUBOIIOJIOKHOCTb BOAHBIM.

B 3axirouenne MBI XOTEIH OBl OTMCTUTBb, YTO COBPCMCHHBIM HCKYCCTBOBCIAM
TPYOAHO OIIPCACIINTD W3HA4YaJIbHbIA 3aMBICE CO3aaHHuA Hepr aMCKOro ajiarap:.

O,Z[HaKO 9TO HC MCIIACT BOCXUINIATHCA KpaCOTOﬁ APCBHCTO UCKYCCTBA.
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A. M. Boeu
cmyoeumka Il kypca
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axademuu xyooxcecme umeru Mnou Penuna

Hayunwii pykosooumens JI. JI. Jlobpsxosa,

npogheccop Kagheopsvl UHOCMPAHHBIX A3bIKOG

L'ceuvre de Karl Bryullov

Karl Pavlovitch Brioullov était un des rares peintres russes, qui traitait dans ses
tableaux les sujets de la mythologie antique. Pendant son s€jour en Italie Brioullov
s'est imprégné de la culture locale. Avant cette période de sa vie, Karl Pavlovitch
¢tait intéressé a I’histoire des pays étrangers. Il parlait courament allemend, francais,
il apprenait facilement I’italien. En plus, ses ancétres étaient d’origine francaise et

allemende, donc Brioullov €tait étroitement li€ a 1’étranger et a la culture étrangere.

Les sujets de la mythologie de la civilisation de la Greéce et de la Rome antiques
figurent dans des ceuvres de Brioullov telles que «Narcisse regardant dans I’eau,

«Numa Pompilius chez la nymphe Egeria», «Gilas et les nymphes» et d’autres.

«Narcisse regardant dans 1’eau» - C’était le premier ouvrage de Dartiste, peint en
1819. Il représente le sujet de la mythologie antique dont le héros principale est
Narcisse. Selon la légende Narcisse aurait pu vivre longtemps a condition qu’il ne
voie jamais son reflet. Beaucoup de personnes étaient amoureux de lui, mais il y était
absolument indifferent. Pendant la chasse il a décidé de s’approcher d’un petit

ruisseau transparent pour boir de I’eau. Il s’est incliné et a vu son reflet dans 1’eau.
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Il est tombé amoureux de ce reflet et a passé les jours et les nuits entiers en le
regardant. Il est mort dans la souffrance au bout de quelques jours et sur ce lieu une
fleur s’est épanouit. On a appellé cette fleur «narcisse». Brioullov a créé I’image de
cet héros et lui a donné une sensibilité unique. Sur le visage du jeune homme on peut
lire la curiosité, 1’intérét pour son reflet dans 1’eau, et son sourire naif et doux montre
qu’il est trés impressionné par lui-méme. Cupidon regarde avec une vue
incompréhensible sur Narcisse en s’envolant. Il semble qu’il est mécontent de cet

amour, comme s’il n'était pas bon et pur.

«Numa Pompilius avec la nymphe Egérie» - Numa Pompilius, le sabin , était le
deuxiéme souverain de Rome aprés Romul et vivait aux VIII-VII siécles avant JC.
Il est arrivé au pouvoir en résultat des disputes des romains et des sabins. Pendant
son régne beaucoup de temps et d’attention ont ét€ consacrés aux rituels religieux.
La nymphe Egérie est connue comme la compagne et le «mentor en matiére sacrée»
de Numa Pompilius. Parfois elle est représentée comme une amoureuse du
souverain. Dans une histoire antique depuis la fin de la République I’histoire
d’Egérie ¢était considérée comme invintée par Numa pour que ses réformes se passent
mieux. Les rencontres de Numa Pompilius et d’Egérie se passaient dans un bosquet
qu’il a consacré aux nymphes des sources associées aux muses, et Egéria était parmi

elles.

«Hylas et les nymphesy - dans la Iégende sur des Argonautes on apprend que Keos
et les Argonautes sont partis pour trouver le Toisin d’or ,pourtant une chose
inattendue s’est passée pendant leur arrét vers I’ile. Un jeune homme de nom Hylas,
un écuyer d’ Hercule, s’est €loigné pour boir de 1’eau, mais il a été attrapé par les
nymphes de cette source. Il était capturé et ne pensait a rien. Hylas a disparu, les

tentations des Argonautes de le trouver n’avaient pas de résultat.

«Le génie de I’art» - C’est notamment Apollon qui se cache dans 1’image de génie
car il est mécene des arts et des muses. Grace aux détails qui se trouvent autour de

lui, le spectateur comprend des références a différents types d’art: lyre, chapiteau,
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dessins, palette, etc. Ce travail a peut-étre été I'un des meilleurs de ses études a

I'académie.

TBopuectBo K.II. bprossiosa

Kapn [laBnoBuu bpromoB Obl1 OAHMM U3 HEMHOTHX PYCCKUX YKHUBOIHCIIEB, KTO
n300paxkajl B CBOMX MOJOTHAX CIOXKETHI U3 aHTUUYHON Mudonoruu. B ronael cBoero
npeObiBaHus B MTanuu Xyn0KHUK MPOHHUKCS MECTHOM KynbTypoil. Emé no saroro
nepuoaa cBoeil xu3Hu Kapn [laBmoBuu OblT 3aMHTEpPECOBaH B HCTOPUHU
eBponencKkux cTpaH. OH CIIOKOHHO TOBOpPWJ Ha HEMEIKOM, (paHIy3CKOM, €My
JIETKO JTaBAJICA B M3YYEHUU U UTaNbsHCKUW. Kpome Toro, gaxe ero npeaku Obun
porom u3 @panuuu u 'epmanun, Takum obpazoM bpromioB neiicTBUTENBEHO ObLI

TECHO CBSI3aH C 3apyOCKHBIMU CTPAHAMU U X KYJIbTYpPOH.

Croxetsl n3 Mudonoruu nusunuzanuu pesneii ['pennn u J{peBuero Puma MoxHO
paccmaTpuBath Ha puMepe Takux padot bprosiosa, kak «Hapiuce, cmotpsimumiics

B Boay», «Hyma [lomnunuit y Hum@st Orepun», «'nnac 1 HUMGb» U Ipyrux.

«Hapuuce, cMmoTtpsimuiics B Boay» — TIepBas kuBomucHas pabora Kapra
[TaBnoBuya, HanmcanHass UM B 1819 romy. OHa mpencTaBisIET CIOKET, IIaBHBIM
repoeM kotoporo sBisiercss Hapuucce. [lo npeackaszanuro, Hapuucc Mor mpoxuThb
JIOJITYIO JKW3Hb, IIPU YCIIOBHM, YTO OH HHMKOI'ZIA HE YBUIWUT CBOETO OTpakeHHs. B
Hero ObUTH BITIOOJIEHBI OY€Hh MHOTHE, HO OH ObLII K HUM paBHOAYyIIEH. Bo Bpems
OXOTBbI FOHOIIIA PEUINI MOJJOMTH K TAXOMY TPO3paYHOMY PYUbIO M MOMUTH BOJbl. OH
CKJIOHWICS W YBHUJEN B HEM CBOE oTpakeHne. OH BIIOOUJICS B 3TO OTPAKEHUE U
yepes HEKOTOPOE BPEMS yMEDP B CTPALAHUAX, & HA MECTE €r0 CMEPTH BBIPOC LIBETOK,
KOTOPBIM 30BETCS HapimccoM. bpromioB He mpocto mu3obpasun Hapiucca, HO u
npujan 3ToMmy o0paszy ocoOyH TOHKOCTh. B Julle rOHOIIM JeHCTBUTEIBHO €CTh
JO0OTBITCTBO, MHTEPEC K CBOEMY OTPaKEHUIO, a JErKas, HauBHAas YIbIOKa

MOKa3bIBAE€T, KaK OH BMeYaTiéH camuM coOoi. KymnuaoH, yneras, CMOTpUT Ha
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HapuI/Icca BECbMa HCIIOHMMAIOIIKUM B30pPOM. KEDKGTCS[, OH HCIOBOJICH TaKOU

BIIIOOJIEHHOCTBIO, Oy/ITO OHA Heo0past U HeUHucCTasl.

«Hyma Tlomnunuit y Humdsr Orepun» — Hyma Ilomnunmii, caOuHSHUH, OBLI
BTOPBIM 110 cueTy napéM Puma nocne Pomyna u xxun B VIII-VII Bekax 1o H.3. OH
MPUILENT K BIACTHU B Pe3yJbTaTe pa3HOTJIacHil puMIISIH U caOWMHSH. MHOTO BpeMeHu
Y BHUMAaHHSI BO BPEMs €T0 MPaBJIEHUs ObLUTO OTBEJIEHO HA Pa3JINYHbIE PEIUTHO3HbBIE
oOpsinbl. Humga Orepust u3BecTHa Kak CIYTHHUIA M «HACTaBHMIIA B CaKpaJIbHBIX
nenax» Hywmsl [lomnunus. MHorna oHa mpeacraBieHa Kak Jr0OOBHUIA Laps. B
aHTUYHOM ucTOopuM ¢ KoHHa PecnyOnmku paccka3 00 Orepun cuuraics
BbIIyMaHHBIM camMuM Hymoii, 1a0kbl yernentnee npoBect pegopmsel. Betpeun Hymbl
[Tomnunuss ¢ HUM@ON NPOXOAWIM B pOIIE, KOTOPYIO OH MOCBSATWI HHUM(paM

HNCTOYHHUKOB, COOTHECEHHBIX C MYy3aMH U 9FCpI/IH OblJ1a B X YHCIIE.

«['mnac u HUMQBD — B JereHe 00 aproHaBTax paccka3blBaeTcs 0 ToM, kak Keoc u
aproHaBThl OTIPABUWINCH HAa TOUCKHU 30JI0TOTO pyHa, OAHAKO BO BPEMSI OCTAHOBKH Y
octpoBa Keoc mnpowmsomio Hedro HeoxupaHHoe. FOHoma mo wmmenum ['miac,
opy’keHocell U MpUOIKEHHBIN ['epakia, oTomeEn J0ObITh BObI, HO ObLI TOXUIIEH
HUM(pamu uctounuka. OH MwieHEH HUMbaMU M HU O 4é€M He Aymaer. ['miac

npomnagacT, a IOIBbITKH aprOHaBTOB €TI0 HalTH OBLIIN 6€3p€3yJ'IBTaTHBI.

«"enuii NCKyCcCTBa» — MMEHHO ATIOJUIOH MIPEICTABIICH B 00pa3e 3TOro reHusi, BeIb
OH OBLI TMOKPOBUTEJIEM HCKYCCTB, My3. Ilo pa3nuuyHbIM aTtpubyTam 3pUTENIO
CTAHOBSITCS] IOHATHBI OTCBUIKM K Pa3HbIM BUJAM UCKYCCTB, CPEIH KOTOPBIX JIMpa,
KaluTelb, YEPTEKHU, MATUTPA U TakK Jajee. Ita pabora Obula OHA W3, MOXKAIYH,

JY4IIUX BO BpeMs y4eObl B aKaJIEMUHU.
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C. C. Bepnamas
cmyoeumka Il kypca
Gaxynrbmema meopuu u UCMOPUU UCKYCCME
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Hayunwiii pykosooumens I'. M. Amupoasa,
KaHouoam uckyccmeog8eoeHusl,

cmapwuii npenooasamelib Kageopsbl UHOCMPAHHBIX S3bIKOG

“The Story of Psyche” by Maurice Denis

Maurice Denis is a French symbolist artist, illustrator and art theorist. Since his
early age, he had known he wanted to become a Christian artist, which he wrote

about in his diary.

In 1909 he made a series of panels “The story of Psyche” for the Russian art collector

Ilvan Morozov.

The myth, told in the 2nd-century CE novel “Metamorphoses” written by Apuleius,
tells us a story of a mortal woman Psyche and god of love Cupid, who was meant to
do her harm, but instead fell in love with her. Psyche breaks an important rule which
ruins her perfect life with Cupid. She then completes four impossible tasks to correct
her mistake. Cupid, disobeying his mother’s will, asks Zeus to make Psyche a
goddess to marry her. In the end, Cupid carries Psyche to the sky to happily live
together.

Even the mythological theme of the panels was made with demands of Mauris

Denis’ Catholicism. The ancient myth, which tells about the trials of a human soul
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during earthly existence in the Christian world, acquires a slightly different
interpretation. Psyche is often seen as an allegory of a human soul. Some researchers
see the myth of Psyche as an allegory of Adam’s expulsion from paradise, the others
as a bond between human soul and the God. The emphasis in Denis’ panels is on the
possibility of achieving true immortality only in heaven by overcoming earthly
temptations. This aspect was very important for the devout Catholic Denis, and he

certainly sought to invest deep spiritual meaning into the image.

Following the plot of the myth, the artist chooses successive events for his murals.
He depicts the transformation of Psyche, her journey to love. He used color to

emphasize the atmosphere of each panel, primarily using pastel blues and pinks.

The most interesting is the background of landscapes that the artist worked on in
Italy, he went there right after receiving Morozov’s order in 1907. They reflect

impressions of the Lago Maggiore and the Giusti Garden in Verona.

This myth has repeatedly inspired masters of different eras. Maurice Denis was the
first artist since the Renaissance to make it in a series of works of monumental and
decorative painting. Based on the rich experience of his predecessors, he presented

in the panels his own searches and understanding of the specifics of this art.

As a major decorator, Denis primarily wanted to solve the problem of synthesizing
architecture and painting. In order to achieve the greatest unity of the impression,
Denis introduced architectural elements into the images as a link between painting
and interior space. Following Denis's advice, in 1912 I. Morozov decided to decorate
the hall with sculpture. He ordered four large bronze figures from Aristid Mayol
“The Seasons” cycle and Denis himself, in addition to the panels, made tall ceramic
vases for the Morozov salon. As a result, the Concert Hall of the Morozov mansion

became a unique artistic ensemble.

This series of canvases show the work of a mature artist in the development of style,

imagery and color harmony.
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«HUcropus IIecuxem» Mopuca [lenu

Mopuc Jlenu ¢paHIly3cKuid XyT0KHUK-CUMBOJUCT, WUIJUTIOCTPATOP M TEOPETHK
uckycctBa. C paHHero Bo3pacTa OH 3Hall, YTO XOYET CTaTh XPUCTUAHCKUM

XYOAOKHHUKOM, O YCM OH HAIlKMCajl B CBOCM JTHCBHHKC.

B 1909 roay on co3man ceputo manHo “Uctopus Ilcuxem” i pyccKoro

KOJUIEKIIMOHepa mpousBeieHni uckyccrsa M.A. Mopo3sosa.

Mudo, uznoxxenusiii B pomane Anynes “Metamopdo3sr” (Il B. H. 3.), TOBECTBYET 0
cmeptHOM >keHumHe [lcuxee u Oore m00BM AMype, KOTOpBIM HOJKEH ObLI
IPUYUHUTH €i Bpel, HO BMECTO 3TOro BitoOmiIcs B Hee. [Icuxes HapyaeT BaxKHOE
IIPaBUJIO, KOTOPOE pa3pyllaeT €€ HICAIbHYI0 JKM3Hb ¢ AMypoM. 3areM OHa
COBEpIIAECT YEThIPE HEBBITOJHUMBIX 3a/laHUs, YTOObl UCIPABUTH CBOIO OLIMOKY.
AMyp, IPOTUBSCH BOJIE CBOEH MaTepH, IpOcUT 3eBca caenarh [lcuxero Oorunei u
NOKEHUTh UX. B KoH1e KOHII0B AMyp yHOCHUT Ilcuxero Ha He6O, YTOOBI OHU MOIJIH

CUHaCTJINBO KHUTb BMCCTC.

Mudonorudyeckas TemMaTWKa MaHHO ObUIa CO37]aHA C YYE€TOM PEIUTHO3HBIX
Bo33peHuit Mopuca Jlenu. JlpeBHuit Mwud¢, MNOBECTBYIOMUM 00 UCHBITAHUIX
YeJIOBEYECKOW AYIIM BO BPEMSI 3€MHOIO CYLIECTBOBAHHUS, B XPUCTHAHCKOM MHpPE
MpUOOpeTaeT HECKOJILKO MHYIO MHTeprpeTanuto. [lcuxes yacto paccMatpuBaeTcs
KaK ajuieropus yenoBeueckou aymu. OJHU UCCIen0BaTENN paccMaTpUBatoT Mug o
[Icuxee Kak ayyleropui0 HM3THaHUSA AJlaMa U3 pas, IPyTHE - KaK CBS3b MEXIY
yenoBeueckou Aymoi 1 borom. B manHo /[eHun akueHT nenaercs Ha BO3MOKHOCTH
JIOCTHKEHUSI UCTUHHOTO OeccMepTus TOJbKO Ha Hebecax, IMocie MpeoiosIieHUs
3€MHBIX UCKYIIEHUM. ITOT acleKT ObLI OYeHb BaXKeH JJIsl KaToiuka J[eHu, u oH,

0€3yCJI0BHO, CTPEMUIICS BIIOKUThH B U300pakKeHUsI TITyOOKHM TyXOBHBINA CMBICI.

Cnenys croxkery mMuda, XyJI0KHUK BBIOMpPAET IMOCJIEIOBATEIIBHBIE COOBITHUS IS

cBoux kommosunmii. OH n3o0paxaet Tpancpopmanuio [Icuxeu, ee myTh K JIFOOBH.
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OH mpuMeHsJT 1BET, YTOObI MOJAYEPKHYTh aTMOC(EPY KaXKI0ro MaHHO, B MEPBYIO

ouCpCab UCIIOJIb3Y: IIACTCIILHBIC FOJIY6LIC " PO30BLBIC TOHA.

Haubonee wuntepecHbIM sBisieTcs (oH meizaxeil, Hal KOTOPBIMH XYHAOXKHHK
paboran B Utanuu, KyJa OH OTIIpaBWiICs cpas3y MOCe MOoIy4eHus 3akaza Mopo3oBa
B 1907 rogy. OHu oTpaxaroT BHedatiieHus: oT o3epa Mamxope u caaa Jxycrtu B

Bepome.

OT1oT MU} HEOAHOKPATHO BAOXHOBIISLII MAaCTEPOB pas3HbIX 31moX. Mopuc Jlenu ObL1
IIEPBBIM XYJI0KXHUKOM CO BpeMEH B03poxkneHus1, KOTOPBIN BOIUIOTUI €0 B CEPUHU
IIPOU3BEACHUNA MOHYMEHTAIBHOM M JEKOpAaTHBHOM kuBonucHu. Onupasch Ha
Oorarblii ONBIT CBOMUX MPEAIIECTBEHHUKOB, OH IMPEACTAaBUI B IIAHHO CBOU

COOCTBEHHBIE IOMCKH U TOHUMaHMS CHG]_II/I(I)I/IKH 9TOI'0 UCKYCCTBA.

Kak KkpynHbId XyAOKHHMK-IEKOpaTtop, JleHu B IEpBYIO Oyepenp XOTEN PEIIUTh
npo0JeMy CHUHTE3a apXUTEKTYpbl M KUBOMUCU. UTOOBI HOOUTHCS HAMOONIBILETO
€IMHCTBA BIIEYATIICHUS, XYJJO’)KHUK BBEJ B U300paKEHUSI apXUTEKTYPHBIE 3JIEMEHTHI
KAaK CBS3YIOIIEE 3BEHO MEXKIY JKUBOMKHCHIO W BHYTPEHHUM IPOCTPAHCTBOM.
[TpucnymaBmch Kk coBety Jenu, B 1912 rogy Mopo3oB peniuia yKpacuTh 3ail
cKynbnTYypoil. OH 3aKa3bIBaeT 4YeThIpe OOJbIINE OpPOH30BBIE (DUTYpPHI U3 IIMKIA
Apuctnna Maiions “Bpemena roga”, a cam J[eHr, TOMHMO NIaHHO, U3TOTABIMBAET
BBICOKHE KE€paMHYEeCKue Basbl I canoHa Mopo3oBa. B pe3ysbrate KOHUEPTHBIN

3aJ1 0coOHsIKa MOp030Ba MpeBpaTHIICS B YHUKAJIBHBIN Xy10KECTBEHHBIN aHCaMOJIb.

DTa cepusi MaHHO AEMOHCTPUPYET TBOPYECTBO 3pPEJIOTO XYJIOKHHKA B Pa3BUTHU

CTHJISI, 0Opa3HOCTH U LIBETOBOM TAPMOHUHU.
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A. A. Bunkosa
cmyoenumxka Il kypca
Gaxynrbmema meopuu u UCMOPUU UCKYCCME

axademuu xyooxcecme umeru Mnou Penuna

Hayunwii pykosooumens M. b. Kpasuynac,
KaHouoam ucKyccmeog8eoeHus,

ooyenm Kageopwvl UHOCMPAHHBIX A3bIKOG

Hellenistic Influence on the Development of Buddhist Sculpture

Gandhara is the center of artistic life in Northwestern India, it’s the territory of
modern Pakistan, where Alexander the Great completed his eastern campaign in the

4th century BC, which influenced the spread of ancient traditions in India.

In the art of early Buddhism, there were no anthropomorphic sculptures; there are
symbolic images: the wheel of Dharma (Teachings of the Buddha), a lotus flower,
an empty throne, the Bodhi tree, under which the Buddha achieved enlightenment.
An example of early Buddhist art is the reliefs on the entrance gate (torana) of the

stupa at Sanchi.

Gandhara was the center of development of Buddhist art. The Gandhara sculptural
school emerged under the influence of Hellenistic traditions, a synthesis of local and
ancient traditions is taking place: Buddhist iconography and symbolism is combined
with artistic elements of the Greco-Roman style, as evidenced by the realism of the
image, the similarity of poses, and the interpretation of the folds of clothing,

reminiscent of ancient sculptures.
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Anthropomorphic images of Buddha in Gandhara appeared during the Kushan
dynasty in the 1st-3rd centuries. The image of Apollo besame a prototype of images
of the Gandhara Buddha. The combination of the antique idea of beauty - the
harmony of external and internal beauty - with the perfection of the Buddha,
reflected in Buddhist iconography as 32 great and 80 small signs of physical beauty

and his spiritual concentration.

Images of bodhisattvas in Gandhara. Hercules was a prototype of the image of the
bodhisattva Vajrapani. An antique interpretation of the body, but with the attributes

of a Buddhist bodhisattva - a vajra in the hands.

The Gandhara school, with its stylistic and iconographic features in Buddhist
sculpture, did not subsequently influence the development of sculpture in India.
Nonetheless it spread further to the East - to China, and through it to Korea and
Japan, where the tradition of the Gandhara school was adopted and reworked in the

local soil.

Bausinue 3Ju1MHM3MA HA pa3BUTHE Oy IUIICKON CKYJIBITYPbI

[Nannxapa — xynoxecTBeHHbI LeHTp Ha CeBepo-3anage Wuauu (Teppurtopus
coBpemeHHoro Ilakucrana), rme Amnekcanap MakemoOHCKHI 3aKOHYUI CBOM
BocTouHbIN noxo. (IV Bek 10 H.3.), MOBIUSABIIMN Ha PACHPOCTPAHEHUE AaHTUUHBIX

Tpaguuui Ha Tepputopun Muaun.

B uckycctBe panHero Oyaau3Ma OTCYTCTBYIOT aHTPOTIOMOP(HBIE CKYJBIITYPHI,
BCTPEYAIOTCS CMMBOJIMYECKHE M300pakeHus: kosieco Jxapmer (Yuenus Bymawi),
LIBETOK JIOTOCA, IIYCTOM TpOH, AepeBO boaxu, mox KoTtopbiM byama moctur
npoceeTiieHus. [Ipumep panHero OyIAMIICKOTO UCKYCCTBA - pelbedbl Ha BXOTIHBIX

BOpoTax (TopaHax) ctymnbl B CaHuu.
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lanaxapa — 1eHTp pa3BUTHSA Oyaauiickoro uckyccTBa. lloag BiusHHEM
AIUIMHUCTUYECKUX TPAAUIMN CKIAJbIBAETCA TaHAXapCKas CKYJbNTypHAas IIKOJIA,
MPOUCXOJIUT CHHTE3 MECTHON U aHTUYHOM TpaJauIuii: Oyaauiickas nkoHorpadus u
CUMBOJIMKA COYETAETCA C XYI0KECTBEHHBIMU 3JIEMEHTAMH TPEKO-PUMCKOTO CTHJISA,
0 YeM CBUJIETEIBCTBYIOT PEUTUCTUYHOCTh H300paKEHUS, CXOKECTh 1103, TPAKTOBKA

CKIIAAO0K OACAHMA, HAIIOMUHAKOIIAA aHTUYHBIC CKYJIBIITYPBHI.

[TosiBnenue B I'anaxape uzoOpaxkenuil bynael. OOpa3 AmnosuioHa Kak TPOTOTHIL
n300pakeHnii TaHaxapckoro bymapl. CoenuHeHWe aHTHUYHOTO TMPEACTABICHHUS O
MPEKPaCHOM - TaPMOHUU BHEIIHEW M BHYTPEHHEH KpacoThl - C COBEPIICHCTBOM
Bynnabl, oTpaskeHHOM B Oynauiickoi ukoHorpaduu kak 32 Benukux ¥ 80 Maibix

MPU3HAKOB (PU3UYECKON KPACOTHI U €ro JyXOBHOM COCPEIOTOYCHHOCTH.

N3o0paxxkennst O6oaxucartB B ['amaxape. I'epaki kak mpooOpa3 u300paxkeHUs
0oaxucaTTBbl Bajkpananu, o ueM CBUIETENbCTBYET aHTUYHAS TPAKTOBKA T€Ja, HO
nzo0paxaercss ¢ arpubyramu OyJAuUHCKOro OOIXMCATTBBI — BaKpa B pyKax

(CMMBOJI CHJIBI U TBEPAOCTH JyXa).

['angxapckas 1IKONa €O CBOMMU CTHJIMCTUYECKMMH, HKOHOTpaUUECKUMU
OCOOCHHOCTSIMH B JIajibHEHIlIEM HE OoKa3aja BIMSHHS Ha pa3BUTHE CKYJIbNTYPhl Ha
tepputopun Muauu, onHako pacnpoctpaHuiack naneiie Ha Boctok — B Kurait, a
yepe3 Hero B Kopewo u SInmonHuro, rae Tpaguius TaHAXapCKOW IIKOJBI ObLia

BOCITPUHSTA U TIepepaboTaHa y)ke Ha MECTHOM TTOYBE.
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C. H. I'onem=esa
cmyoeumka Il kypca
Gaxyrbmema meopuu u UCMOPUU UCKYCCME

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwii pykosooumens JI. JI. Jlobpsxosa,

npogheccop Kagheopsvl UHOCMPAHHBIX A3LIKOG

Le "Printemps' de Sandro Botticelli

Sandro Botticelli est I'un des plus grands artistes de la Renaissance en ltalie, peintre,
dessinateur et graveur. Il est né et mort a Florence (1444-1510). Sandro était un

¢leéve assidu de fra Filippo Lippi, dont il a imité la maniére.

Le sujet du tableau «Le printemps» référerait notamment aux Fastes d'Ovide, un
calendrier poétique des fétes romaines, évoquant ainsi le printemps perpétuel ou le

mois de mai - du verger de Vénus, ici le jardin des Hespérides.

Selon Ovide, le dieu du vent Zéphyr épouse Chloris et lui accorde le pouvoir de
régner sur le monde des fleurs. Les trois Graces répandent la joie dans la nature et
incarnent par leur ronde la libéralité, dans la circulation des bienfaits accordés, recus
et rendus. Ils dansent lentement dans un jardin fleuri, ne touchant le sol que de la

pointe des pieds.

Mercure-Hermes accompagne traditionnellement les Graces. Il entraine I'esprit vers

le monde de la transcendence et guide les ames vers I'au-dela.
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Vénus, déesse de 1'amour et de la connaissance, peut ici figurer I'équilibre entre la
passion charnelle et la retenue spirituelle. A sa gauche, une jeune femme blonde
attire tout de suite I'attention a la fois par 1'étrangeté de sa mise et par son regard,
dirigé aussi vers le spectateur. Elle esquisse le geste du semeur - le Printemps lui-

méme.

C'est pres d'elle que I'image est le plus mouvementée: le vent s y engoutire par le
coté droit, si violemment que les arbres se courbent sur son passage. L'énergie du
dieu aux joues gonflées se transmet a une jeune nymphe qu'il attrape et féconde. Elle
tente vainement d'échapper au souffle qui s'empare d'elle, mais des feuillages
jaillissent déja de sa bouche. Ce drame a trois personnages s'apaise dans la figure du

Printemps qui s'avance. Il trouve en elle son apothéose et sa conclusion.

De l'autre cote de Vénus, a nouveau trois personnages. Les trois Graces Elles sont
sceurs, aussi semblables entre elles que les trois figures de droite étaient différentes.

La figure du petit Cupidon aux yeux bandés couronne le tableau au-dessus de Vénus.

Un autre personnage masculin, a gauche du tableau empéche tout simplement la
scene de se figer dans sa perfection. C est le dieu Hermes. Grace a lui, le monde est
perpétuellement en mouvement. Il est le dieu des marchands et des carrefours, celui
des voleurs aussi. Voila pourquoi, en cet instant, il s'emploie, en digne messager des

dieux, a chasser les nuages qui formaient écran au-dessus de sa téte.

La nature que décrit Botticelli a le caractére artificial. Ce n'est pas tant un paysage
qu'un décor, dans lequel les fleurettes €parses rappellent I'art de la tapisserie, et ou
les arbres s'espacent avec régularité, pour former un portail de feuillages derricre
Vénus. La spatialité du fond est plate, bloquant les personnages dans une suspension

magique.
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«Becna» Cangpo borruyesuin

Cangpo borTuyennu - OMH U3 BENMYalIINX XYyJ0KHUKOB 3110XU Bo3poxkaeHus B
Wramum, pucoBanbiuk u rpaBép. OH poawiics u ymep Bo Ouopenimu (1444 - 1510).
Canapo OblT ycepIHbIM ydyeHUKOM (pa Pwiunmo Jlunmu, maHepy KOTOpOTro OH

HUMUTHPOBAJIL.

Croxet kapTunbl «BecHa» orcbuiaer k «Meramopdozam» OBUIuUS, TOITUIECKOMY
KaJICHIapl0 PUMCKUX IPa3JIHUKOB, B KOTOPOM YINOMMHAETCS BEUHAs BECHA WJIU

Mecsi| Maii - GpykToBbIN can Benepsl, can ['eciepu.

Cornacno OBuauio, 6or BeTpa 3edup O6epeT B )KeHbI XJIOPY U JaeT i BIaCTh HaJ
MHPOM MBETOB. TpH rpaniuu pacIpoCTPaHSIIOT PaJ0CTh B MPUPOJIC U CBOUM TaHIIEM
BOIUIOMIAIOT CBOOO/Y, B JBM)KEHUM JApOBAHHBIX, MOJYUYCHHBIX U BO3BPAICHHBIX
omar. OHM MEUICHHO TAHIYIOT B IIBETYIIEM Cay, €Ba KacasiCh 36MJIM KOHYHMKAMU

CBOUX ITAJIBIIEB.

Mepkypuii-I'epmec  TpaAWIIMOHHO  cONpoOBOXkAAeT rpauuil. OH  ABIsETCA

MPOBOJTHUKOM JIyXa B MHOM MUP U BEJIET AYIIU B 3arpOOHYIO KHU3Hb.

Benepa, OoruHs m100BM W 3HAHMS, BOIUIOUIAET TAapMOHHUIO MEXAY IJIOTCKOM
CTpAacThl0 U JIyXOBHOW cliepkaHHOCThbIO. CiieBa OT Hee - MoJiofas JEBYIIKA CO
CBETJIBIMH BOJIOCAMH, KOTOpasl Cpa3y IpPUBIIEKAET BHUMAHHE CBOEHW IMO30M H
B3IJISI/I0OM, HalpaBieHHBIM Ha 3putens. OHa u300pakaeT >KecT ceATens - cama

Becha.

IMeHHO psiioM ¢ HEeMl — caMblil OKUBJIEHHBIM 00pa3: BeTep 3aMUpacT B MpPaBOU
CTOpPOHE TMOJIOTHA, HACTOJIBKO OYPHO, UTO JIEPEBbS CKIOHSIOTCS OT €ro JBUKCHUSI.
DHeprust 6ora ¢ HaAYTHIMHU 1IEKaMU HaIMpaBJieHa Ha MOJIOJYO0 HUMQY, KOTOPYIO OH
JIOBUT U OILIOAOTBOPsieT. OHA TIIETHO MBITAETCS YOSKaTh OT 3aXBAaTHIBAIOIIECTO €€

AbIXaHHA, HO U3 €€ YCT YXKC CBIIATCA JIUCTbA. Ota ApaMa € TpeMs MepCOoHaKaMU
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ycrokanBaeTcs B uayuiend Brepen (urype BecHbl. OHa HaxoauT B HEMl CBOM

ano@eos H 3aKJIIIOUYCHUC.

[To mpyryto ctopoHy oT BeHnepsl cHOBa Tpu nepcoHaxka, Tpu rpaiuu. OHU CeCTpHl,
HACTOJBKO JPYr Ha JApyra MOXOKHE, HACKOJIBbKO TpU (UTYpBHl CIIpaBa pas3idyHBbI.
@urypa Manmenbkoro Kynuaona ¢ 3aBsi3aHHBIMM TIJ1a3aMu HaJ BeHepoll BeHYaeT

IIOJIOTHO.

Jlpyroit My>CKOH IepCOHaXK, B JIEBOW YacTH MOJIOTHA, BTOPTACTCS B CIIEHY, KaK Obl
3aMHpasi B CBOEM COBepIleHCTBe. DTo Oor I'epmec. biarogaps eMy Mup nocTossHHO
HaXOoJUTCs B JBMKEHUU. OH OOT TOProBLEB U EPEKPECTKOB, B TOM YHCIIE U BOPOB.
BoT nouemy B 3TOT MOMEHT OH SIBJISIETCSI B POJIM JOCTOMHOrO MOCIaHHUKA OOTOB,

pasroHsis obJaka.

[Ipupona, koTopyro uzobOpaxkaeT bBoTThuenau, UMeeT UCKYCCTBEHHBINH XapakTep.
DTO HE CTONBKO IEW3aXk, CKOJIBKO IEKOpPAlMM, B KOTOPBIX PACCHIIAHHBIE I[BETHI
HAaIlOMHUHAIOT UCKYCCTBO T00€NIeHa, U TJe JEPEBbsl PacCTaBIECHBI B 0COOOM pUTME,
dbopmupys 3a ¢urypoit Benepsl moprtanm u3 auCTBBL. [lnockoe mpocTpaHCTBO

KApTUHBI KaK Obl YKpBIBA€T NEPCOHAKEN B 0COOOM BOJIILIEOHOM MHUpE.
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0. A. I'pedenvkosa
cmyoeumxka Il kypca
Gaxynrbmema meopuu u UCMOPUU UCKYCCME

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwii pykosooumens JI. JI. Jlobpsxosa,

npogheccop Kagheopsvl UHOCMPAHHBIX A3LIKOG

L’influence de I’Antiquité sur le design decorative

des armoires francaises du XVle siécle

A la fin du XVe siecle, I’époque de la Renaissance commence en France, et les
hommes de cette époque ¢€taient déja penetré de la nouvelle culture héritée de

I’ Antiquité gréco-romaine.

Un grand nombre de monuments de la littérature ancienne ont été traduits en
francais, et les sujets mythologiques et 1'histoire du monde antique étaient bien
connues. Les gravures de reproduction permettent aux maitres francais de découvrir
les ceuvres marquantes de 1'Antiquité. En raison des changements dans 1'architecture
francaise au XVlIe siécle, un nouveau meuble est apparu: 1’armoire, qui est devenu

I'un des types d'art mobilier les plus ornés de cette époque.

La premiére se produit sous les régnes de Louis XII et de Francois ler, ou la
préférence était donnée a I'ornementation grotesque. Le décor des armoires de cette
époque utilisait des motifs antiques tels que grotesque, candélabre, motifs végétaux,

palmettes, termes, amours, dauphins, mascarons et les autres.
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Pendant la deuxiéme période de la Renaissance francaise en Bourgogne et a Léon
on a créé les armoires ayant le relief plus volumineux et riche, mais 1’armoire
conserve un élégant équilibre dans proportions et I’arrangement de la décoration. En
méme temps en lle-de-France, a Paris, les armoires avaient un décor plus laconique
qui est construit comme une structure architecturale, comme la fagade d'un batiment

avec des colonnes et un fronton.

Les sujets anciens étaient activement utilisés dans la decoration d’armoire. La
surface des armoires était décorée de figures d'anciens dieux et déesses, de nymphes

et d'allégories.

Ainsi, on peut conclure que I'Antiquité a directement influencé la formation du décor
des armoires francaises du XVle siecle. Cette influence s'incarne a la fois dans
l'utilisation d'éléments décoratifs reproduisant des motifs anciens et dans la

représentation des personnages mythologiques.

Bausinue AHTHYHOCTH HA JACKOPAaTUBHOC PEIICHUE

¢ppannysckux mragos XVI Beka

B konue 15 Beka Bo @paHiuu Havyanach 3moxa PeHeccanca, koTopas BO3poauiia
KYJIbTYpY AHTHYHOCTH, C KOTOpOW paHIly3cKhe macTepa ObLIM 3HAKOMBbI
Omaroymapsi MHOTOYHCIICHHBIM TIEPEBOJIaM aAHTUYHBIX TEKCTOB. ['paBIOpbl W
3apUCOBKM AHTUYHBIX MaMSITHUKOB MO3BOJIMINA (DPAHIY3CKUM MacTepaM OTKPHITh

JJ1s1 ce0s1 ICKYCCTBO AHTUYHOCTH.

BcenenctBue xapavHaibHOTO M3MEHEHHs (DpaHIy3CKOM apXUTEKTyphl B 16 Beke
MOSIBUJICS. HOBBIM IIpeaMeT MeOenu — mkad, KOTOPBIM cTajd OAHUM U3 caMbIX O0raTo

YKpaIIeHHBIX BUJ0B MEOEIIBHOTO UCKYCCTBA B 3TY MOXY.

PazButue mebenbHOro uckycctsa Bo dpaHI MOXKHO pa3ieiuTh YCIOBHO Ha JBa

nepuoga, KOTOpuIC O6YCHOBH€HBI HN3MCHCHHUECM JCKOPATHBHOI'O PCIICHMA.
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[TepBblii mepro1, OTHOCAIIUMCA K d1ioxe npasiieHue Jlrogosuka XII u @pannucka I,
oOyCJIOBJIEH IMIMPOKUM TMPUMEHEHHWEM OpHAMEHTa TpoTecka. B aexope mikados
nepBoil mosioBuHbl XVI Beka HCHNOJb30BaHbl TAKWE€ AHTUYHBIE MOTHBBI, Kak

TPOTCCKH, KaHI[CJIH6pBI, pPaCTUTCIIBHBIC OPHAMCHTbLI, IIAJIBMCTTBI, MACKapOHbLI U

Jpyrue.

Bo Bropoit mepuon ¢panirysckoro Peneccanca B byprynmuu m Jleone Obim
co3/laHbl mKadel ¢ 6osiee OOBLEMHBIM U OOTaTBIM pelibeoM, MPU ITOM MPEAMETHI
MeOeIM COXpaHSIM W3SIIHOEC PAaBHOBECHE B TMPOIMOPIUSAX W  PACIIOIOXKEHUU
JICKOPaTUBHBIX 3J1eMeHTOB. B pernone Nib-ne-Opanc u B [apmwxe mkadb umenn
0oJee TaKOHUYHBIN JIEKOP, KOTOPBIN yrnoao0msiics dacany 31aHus ¢ KOJOHHAMU U

(bPOHTOHOM N COOTBCTCTBOBAJ AHTUYHBIM IIPOIIOPLUAM.

Takke Ha MOBEPXHOCTU MIKA(OB YACTO MOMEMIAINUCH (PUTYpPhl aHTUYHBIX I€POEB —
00roB u 0OrMHb, HUM( U AJIJIETOPUid, KOTOPbIE MHOTIa COCEACTBOBAIIN C IAHHO, IJe

OB BOCTIPOU3BEICHBI OMOJICHCKIE CIOKETHI.

Takum 00pa3om, MOKHO CJIeJaTh BBIBOJI, YTO AHTHYHOCTh HAMPSIMYIO MTOBJIMsJIA Ha
dbopmupoBanue naexopa ¢paniy3ckux mkapoB XVI Beka. ITo BiIMSHHE
BOILIOTUJIOCH KaK B UCIIOJIb30BAHUU JIEKOPATUBHBIX 3JIEMEHTOB, BOCITPOU3BOIAIINX

AHTUYHBIC MOTHUBBI, TaK M B M300paKeHUU MUDOIOTHIECKUX TTIEPCOHAKEH.
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B. II. 3vikoea-Apenc
cmyoenmxa I Kypca macucmpamypui
Gaxynrbmema meopuu u UCMOPUU UCKYCCME

axademuu xyooxcecme umenu Unou Penuna

Hayunwii pykosooumens JI. JI. [lobpsxosa,

npogheccop Kagheopsvl UHOCMPAHHBIX A3bIKOG

Les traits antiques dans les ceuvres d’Andrea del Verrocchio

Andrea del Verrocchio — un sculpteur et un peintre, qui travaillait aux années
60-80 du XVeme siecle principalement a Florence — méme pendant sa vie on I’avait
comparé¢ avec Phidias et Lysippe. Les ¢loges transformés en forme de comparaison
avec I’antiquité sont naturellement habituelles pour la culture de la Renaissance.
Mais en ce cas pour cela il y en avait les raisons plus objectives et moins formelles
car Verrocchio a cre€ son dernier cevre — le monument équestre « Statue du Colleone
» en utilisant comme le prototype un c€lébre quadrige de Lysippe. Mais en général
il n’est pas possible d’assembler le liste de chef d’ceuvres antiques qui étaient

accessibles a Verrocchio et a sa bottegue.

La direction thématique élaboré par Verrocchio était li¢é avec le contenu
religieux et chrétien. Il créait les ceuvres sur les sujets de la vie du Christ et des
Saints. Il n’est pas possible de trouver dans les ceuvres de Verrocchio les sujets
antiques, sauf quelques détails, éléments, ornaments qui nous indiquent le lien avec
I’antiquité. La question qu’on se pose en notre recherche: Quelles formes ont a
acquis les images antiques dans les ccuvres de Verrocchio? Le matériel de la

sculpture souvent utilisé par Verrocchio — bronze — est corrélatif avec ceux des
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d’origine grec. En ce qui concerne la forme plastique il est évident que la statue de
Verrocchio en rappelant 1’esthétique de 1’Antiquite n’essaye pas de 1’obéir
aveuglement. En plus les statues de Verrocchio expriment un sort spécial du
dinamisme, qui était entierement €valué juste en XVIlleme siécle a 1’époque de
baroque. Les factures de surfaces communiquent a ses statues le dinamisme qui

n’était pas inhérent a la tradition antique.

Cet recherche analyse un groupe d’ceuvres de Verrocchio qui sont lieés avec
I’esthétique d’une antique représentation du corp: « Un jeune homme dormant »,
une ¢étude de la figure d’un bourreau pour le relief « L’exécution de Jean le Baptiste
», la statue de David avec la téte de Goliath qui nous représentent la beauté physique

en pleine forme.

En conclusion on formule les traits d’une nouvelle forme de 1’esthétique
¢laboré par Verrocchio, qui utilisait les formes classiques et s’appuyait en méme

temps sur les méthodes et techniques les plus mondernes.

AHTHYHBbIC MOTHBBI B IPOU3BeIeHUAX AHpea Aejib Beppokkbo

AHppea nenb Beppokkbo — JIOPEHTUHCKHN CKYIBITOP U AKUBONUCEL, pAOOTaBIINI
B 1460-e—1480-¢ roasl — yXe MpHU KU3HU MPUPABHUBAICS IO YPOBHIO CBOETO
mactepcTBa K Ounuro u Jlucunmy. [Toxsana B popMe conoctapieHrs ¢ aHTHUHBIMU
MacTepaMu MpeACTaBIsAETCS €CTECTBEHHOW sl KyJbTypbl PeHeccaHca, ogHako B
ciydae Beppokkbo oHa mMmena moj coboil u Oosiee 00BEKTUBHBIE 0OOCHOBAHMS:
co3aBasi CBOIO MOCIIEIHIOK padoTy, KOHHBIN «IlamsaTHuk Komneonn», Beppokkbso
oOparaeTcsi HemocpeaACTBeHHO K kBajpure Jlucumnmna. OgHaKo, 3T0 €AMHCTBEHHBIH
cllydail, KOrja BO3MOXHBIM OKa3bIBAE€TCS MPOCIHEAUTH CBS3b MPOU3ZBEACHUS C
KOHKPETHBIM aHTHYHBIM 00pa3IoM — APYTHe MCTOYHHUKH, K KOTOPBIM OOpariaics

npu pabore Beppokkbo co cBo€il O0TTEroi He U3BECTHBI.
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OCHOBHOE TEMaTHYECKOE HAIIPABJIEHUE U3BECTHBIX pab0T BeppoKkkbO OBLIO CBSA3aHO
C XpUCTHAHCKHUM COJIEPKAHUEM U MPSMBIX 3aUMCTBOBAHUN aHTHUYHBIX CIOKETOB Y
HEro IIPaKTUYECKH HE BCTPEYAETCS — B OCHOBHOM OH OIPaHHYMBAETCS OTACIBHBIMU
JETAIIMU ¥ OpHaMeHTaMu. JlaHHOe nccieioBaHue 00palaeTcs K BOIPOCy: B KAKUX
dbopMax aHTHYHAs TpaAWLMsA NPOSBISIACH B MPOU3BEACHUAX Beppokkbo?
Hcnonp3ys, Kak U aHTUYHbIE MacTepa, OpoH3y, BeppokkbO He mbITaeTcs Cieno
noBTOPATH €€ (opmbl. Ero mpousBeneHusIM CBOWCTBEHEH AMHAMU3M HEOOBIYaHO

MepPeI0BOM JaKe 71l €T0 COOCTBEHHOU AIOXH.

B JaHHOM HCCJICHOBAHUHN aHAJIIM3HUPYIOTCA IIPOU3BCACHUA, CBA3AHHBIC C 3CTETUKOMN
QHTUYHOU I/I306pa)i(€HI/IH YCJIOBCUCCKOI'O TCJIa. ((CHHHII/Iﬁ IOHOIIa», 3TIOA AJIA

penbeda «YcexkHoBeHue rojioBbl Moanna Kpecturemns», «/laBumy.

B 3axkmoueHun  QopMyIupyrOTCS UEpPThl  HOBOM  ACTETUYECKOW  (hOpPMBI,
pa3pabotanHoi  BeppokkbO, KOTOPBIA, HCHOJB3YS YEPThl  KJIACCHUECKOU

CKYIIBIITYPBI pa3BUBAJI UX IIPU ITIOMOIIN HOBBIX TCXHHUYCCKHUX MCTOOOB.
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A. A. Konocosa
cmyoeumka Il kypca
Gaxyrbmema meopuu u UCMOPUU UCKYCCME

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwii pykosooumens I'. M. Amupoasa,
KaHouoam uckyccmeo8eoeHusl,

cmapwuii npenooasamelib Kageopbl UHOCMPAHHBIX S3bIKOG

“Venus and Adonis” by Paolo Veronese, Nicolas Poussin and John William

Waterhouse: Artistic Image and Interpretation of the Ancient Myth

From the Renaissance to the present day, the myth of VVenus and Adonis from Ovid's

"Metamorphoses" and other ancient texts is one of the most popular subjects in art.

It is known that Zeus divided the year into three seasons in order to resolve the
dispute between the goddesses, Venus and Persephone, which of them Adonis would
stay with. The young man spent spring with Venus, and winter in Hades with
Persephone. However, subsequently, enraged by jealousy, Ares turned into a boar
and killed him while hunting. Thus, Adonis becomes a symbol of reborn nature, and

it is no coincidence that Venus turns him into a spring flower after death.

The author suggests to consider the subject of Venus and Adonis’s love depicted in
three epochs: in the Renaissance, in the 17th century and in the late 19th century. It
is especially notably represented in the works of Paolo Veronese, Nicolas Poussin

and John William Waterhouse.
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Despite the pastoral nature of Paolo Veronese's “Venus and Adonis” there is a
premonition of disaster: everything hints at a future tragic hunt. However, for
Veronese, this is only a slight reference to the tragedy. Beauty and fullness of life

are emphasized by the bright warm contrasting colors of Venetian painting.

Poussin's painting, on the contrary, seems completely devoid of this restless note.
It's all about the triumph of love and the flowering of nature. The action in Poussin's
painting, unlike Veronese, takes place at night. And the moon illuminates all the
figures with its cold light. Poussin applies amazingly beautiful complex colors that

change under the moonlight.

John William Waterhouse in "The Awakening of Adonis™ both depicts love of Venus
and Adonis, and creates a metaphor for the coming of spring. Waterhouse follows
not only the ancient interpretation of the myth, but is also inspired by ancient

compositions, relief.

All the paintings interpret the myth in different ways. Veronese is occupied with the
theme of love and its loss, Poussin echoes him, but shows how the love of a goddess
and a mortal human enlivens the surrounding space. And finally, Waterhouse
comprehends the myth completely, offering to see sublime and poetic reasons in the

simple change of seasons.

«Benepa u Anonuc» Ilaoso Beponese, Huxkoaa Ilyccena u /I:kona Yunbsama

Yorepxayca. Xya0:xecTBeHHbI 00pa3 U MHTEPIPETALUSA AHTHYHOr0 Muda

Hauunnas ¢ smoxu Bo3poxnenus u qo Hammx gHerd Mud o Benepe m Anonuce u3
"Meramopdo3" OBuaus U APYrUX aHTUYHBIX TEKCTOB OCTAETCA OJHUM U3 CAMbIX

MOMYJIAPHBIX CHOKETOB B HCKYCCTBC.

N3BecTHO, 4TO 3€BC pa3zeiii ToJ Ha TPU BPEMEHHU T0Jia, YTOOBI pa3penIuTh CIop

Mexay oorunsimu Benepoit u Ilepcedonoii o ToM, ¢ KeM U3 HUX OocTaHeTCss AJIOHHUC.
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Becny roHoma npoBoawi ¢ Benepoit, a 3umy — B Awuje ¢ Ilepcedonoit. Ognako
BITOCJICICTBUH B30CIICHHBIN OT PeBHOCTH Apec, OOpaTHBIIKCH B BEMNPs, pacTep3al
ero Ha oxore. He cmydaitHo Benepa mociie cMmeptu mnpeBpamaer AJOHHCA B
BECCHHMI I[BETOK, W, TAKUM O0Opa3oM, OH CTAHOBUTCS CHMBOJIOM BO3POXKICHUS

IPUPOIBIL.

ABTOp mpeziaraeT 00paTUTHCS K CIOKETY O JTI00BH BeHeps! 1 AToHKCA B AKUBOIIUCH
XYJI0XXHUKOB Tpex 3mox: Bozpoxaenus, XVII u konna XIX Beka. OcoOeHHO sIpKO
OH oTpaxkeH B mpousBeacHusx [laono Beponese, Hukoma Ilyccena u [[xona

Yuibsima Yotepxayca.

Hecmotps Ha mactopanbHbIil XapakTep KapTuHbl "Benepa u Anponuc" Ilaono
Beponese, B Hell omrymiaeTcs mpeauyBCTBUE O€bl: BCe HaMEKaeT Ha TPAIYIIYIO
Tparnyeckyro oxoTy. OnHako s Beponese 310 auib ciiabdoe yIoOMUHAHHUE O HEW.
Kpacota u monHoTa KU3HU MOJYEPKUBAIOTCA SIPKUMHU TEIUIBIMA KOHTPACTHBIMU

KpaCKaMH BCHGHH&HCKOﬁ KHUBOIINCH.

[Ipouseenenue IlycceHa, HampoTHB, KaXeTCs NOJHOCTHIO JIMIIEHHOW 3TOU
O0ecnokoiHON HOTBHL. OHO MOCBSIIEHO TOPXKECTBY JIIOOBH U IIBETCHHUIO MPHUPOJIBI.
HencrBue Ha kapTuHe [lyccena, B oTinune ot BepoHnese, MpoucxoauT HOUbkO, KOTIa
JlyHa OCBEIAeT BCce (PUTYphl CBOMMU XOJOJHBIMU JiydyaMu. [lycceH yauBHUTENHHO
BUPTYO3HO TEPENAET CIOKHBIC 1IBETA, KOTOPHIE MEHSAIOT CBOW OTTEHOK B JIYHHOM

CBCTC.

Jlxon Yunesam Yorepxayc B "l[IpoOyxaennn Anonuca" nzoOpaxaeT HE TOJIBKO
ar060Bb Benepsl M AnoHuca, OH co3fgaeT MeTagopy HACTYIUIGHHUS BECHBI.
Yorepxayc cieayer aHTUYHOMY [OHMMaHUI0 Mu(a U BIOXHOBISIETCA

APCBHCTPCUYCCKUMHA U PUMCKHMHU KOMITIO3MIUAMH, B HaCTHOCTHU peﬂbe(bOM.

AHTHYHBIN MH(} TO-pa3HOMY TpPAKTyeTCs BO BCeX KapTHMHaX. BepoHese yBieueH
U300pakeHHEeM TeMBbI JII0OBU U ee yTpaThl, [lyccen BTOpuT eMy, HO MOKa3bIBAET, KakK

J1000Bbh OOTMHU U CMEPTHOTO OKUBJISIET OKpY’Karolee MpocTpaHcTBO. U, HakoHeT,
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Yotepxayc MOJHOCTBIO MEPEOCMBICIMBAET 3TOT MU, mpeiaras YBHUIETb

BO3BBINICHHBIC U IIOOTHYCCKHUC MOTHBEI B HpOCTOﬁ CMCHC BPCMCH I'04d.
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T. A. Konopamovesa
cmyoenumxa Il kypca
Gaxynrbmema meopuu u UCMOPUU UCKYCCME

axademuu xyooxcecme umeru Mnou Penuna

Hayunwiii pykosooumens I'. M. Amupoasa,
KaHouoam uckyccmeog8eoeHusl,

cmapwuii npenooasamelib Kageopsbl UHOCMPAHHBIX S3bIKOG

A Representation of the Myth of Saturn Devouring His Children

by Peter Paul Rubens and Francisco Goya

According to the “Metamorphoses” by the Roman poet Ovid, this myth tells that
Kronos was afraid of the prediction of Uranus: one of his children, born of Rhea,
would overthrow him, and therefore Kronos devoured them one by one: Hestia,

Demeter, Hera, Hades and Poseidon.

“Saturn Devouring His Son” is a painting by the Flemish artist Peter Paul Rubens,
painted in 1636-1638. The god Saturn clutches a scythe in his right hand, his constant
attribute, using it to maintain balance. At the same time, he bends over the boy, into
whom he sinks his teeth to devour him, while the defenseless creature tries to free
itself, writhing and screaming for help, and directs its pained gaze at the viewer. The
stars depicted in the upper part of the painting represent the planet Saturn itself,
described by Galileo Galilei several years before the creation of this canvas.

“Saturn Devouring His Son” was painted between 1819 and 1823 by Francisco Goya

on the wall of his “House of the Deaf”. In accordance with the myth, Goya shows
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Saturn not devouring, but tormenting a child. The image of a god with wild eyes and
unrealistic body proportions intensifies horror. He seems to be squeezed by the
frames of the canvas — his pose is unnatural, disfigured. The painting looks like the

personification of the apocalypse.

The mood of the Goya’s painting is in stark contrast to Rubens’ Saturn, as the central
figure is acting out of madness rather than calculating reason, and the son’s figure is
completely lifeless rather than in clear pain. It is important to note that Goya, unlike
Rubens, has a background made in a typical Spanish manner - tenebroso. This

technique made it possible to give the scene even more tension.

Oto0Opaxenue muda o CarypHe, moxxkuparomeM CBOMX JeTei,

IHurepom Ilaynem Pydencom u @pauncucko I'oiiei

CornacHo «Metamopdo3zam» pumckoro nosra OBuaus, MuQ MoBECTBYET O TOM, KaK
Kponoc, y3HaB 0 mnpenckazaHuu YpaHa, MO KOTOPOMY OJWH M3 €ro JETew,
pPOXJIeHHBII OoT Pew, cBeprueT ero, mporioTuiI uX ogHoro 3a apyrum. (Tak oH

noryiotun ['ectuto, lemerpy, I'epy, Auna u Ilocelinona).

«CaTypH, MOXUPAIOUIMI CBOEro0 ChIHA» - KapTUHA (IIAMAHICKOTO XYJ0KHHKA
[Tutrepa Ilayns PyOenca, nanucanHass B 1636-1638 romax. CaTypH CKUMaeT B
MpaBoOil pyKe KOCY, CBOM MOCTOSIHHBIN aTpUOYT - XyJIOKHUK HCIOJB3YET €ro JJis
NoJJIep>)KaHusl paBHOBeCUsA. bor ckioHsAeTcsS Haj MalbYMKOM U BOH3AE€T B HETrO
3yObl. be33ammTHOE CYHIECTBO MBITAETCSI OCBOOOIUTHCS, YCTPEMIIIET CBOM
CTpaJajb4eCKUil B3IV Ha 3pUTENs], KOpYach W B3bIBask O IOMOIIM. 3BE3.IBI,
M300paKEHHbIE B BEPXHEH YaCTH KapTUHBI, IPEICTABIIAIOT co00i mnanety CaTypH,

OIMMCAaHHYIO IN'anuneo I'anuneeM 3a HECKOIBKO JIET A0 CO3JaHMUS ATOIrO IIOJOTHA.

«CatypH, MOXUpalouili CBoero chbiHay ObuT HamucaH dpaHcucko [oitelt MexIy

1819 m 1823 rogamm Ha creHe ero «/loMa rayxoro». XyIOXKHHUK IMOKa3bIBACT
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CarypHa He MOTJIOIAIINM, a Mydaroum pedenka. O6pa3 bora ¢ tukumu riiazamu
U HEPEATUCTHYHBIMH MPOTOPIHIMH Tella yCUIMWBaeT ykac. B ero oOmmke ecTh
CXOJICTBO C YEJOBEKOM, HO OH OOJibllle HAllOMHHAET YyJOBHUIIE, JUKOE JIECHOE
OTpO/IbE, BOIUIONIEHUE HOYHBIX KOIIMapoB. CaTypH CIOBHO 3aKaT paMoil X0JicTa —
1o3a €ro HeeCcTECTBeHHa, o0e300paxeHa. KapTuHa BBITTIAIUT KaK OJUIETBOPEHHUE

allIOKaJIUIICHCA.

[Tpoussenenue ['oitn mo HacTpoeHuto pe3ko kKoHTpactupyet ¢ CarypHom PyGenca,
MIOCKOJIPKY Y HWCIAHCKOTO XYJOXXKHUKA IIEHTpaibHas (urypa IEHCTBYET CKOpee
Xa0TUYHO M HCCTYIUICHHO, YeM MPOJAYMAaHHO W pAIMOHANbHO, a (urypa cbiHa
COBEpIIIEHHO Oe3)u3HeHHa. BaxkHO oTMeTuTsh, uto y 'oiin, B oTiimuue ot PybeHca,
(hOH HCTIOHEH B TUIIMYHO MCIIAHCKON MaHepe - TEHEOPOCo. DTOT MpUEM MO3BOJIUI

MPUJATh CLIEHE eIl OOJIbIIee HAMIPSYKEHUE.
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C. C. Komaaposa
cmyoeumxka Il kypca
Gaxyrbmema meopuu u UCMOPUU UCKYCCME

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwiii pykosooumens E. H. Ky3neyosa,

ooyenm Kagheopbl UHOCMPAHHBIX A3bIKOG

Francois Boucher «Toilette der Venus» und

Joshua Reynolds «Amor entfesselt den Giirtel der Venus»

Ein Vergleich der kompositorischen, koloristischen und stilistischen Eigenschaften
der Gemalde des franzosischen Malers Francois Boucher «Toilette der Venus» und
des englischen Malers Joshua Reynolds «Amor entfesselt den Giirtel der Venusy ist
von besonderem Interesse - dies zeigt, wie die mythologischen Themen in

verschiedenen Landern in derselben Epoche unterschiedlich interpretiert wurden.

Um die Kunst des 18. Jahrhunderts besser zu verstehen, miissen die historischen

Merkmale der Entwicklung Frankreichs und Englands berticksichtigt werden.

Gleichzeitig gab es eine Philosophie der Aufkldrung, in der Verstand, Logik und
Wissenschaft die Hauptrolle spielten, und die Rokokodsthetik, die gegensitzliche

Emotionalitdt und Koketterie zum Ausdruck brachte.

Beim Vergleich von Gemaélden lohnt es sich zundchst, auf den Unterschied im

gewihlten Leinwandformat zu achten. Francois Boucher greift auf das fiir das
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Rokoko gewohnte Oval zuriick, und Joshua Reynolds wihlt eher ein quadratisches

Format, das den reprasentativen Charakter der dargestellten Venus unterstreicht.

Dariiber hinaus ist es wichtig, den Unterschied in der Interpretation des Bildes des
Amors zu verfolgen. Die Engel von Frangois Boucher sind nicht individualisiert und
sind Nebenfiguren, wihrend der Amor von Joshua Reynolds dank seines Spiels mit

dem Girtel der Venus in den Namen des Bildes aufgenommen wurde.

Man kann daraus schlie3en, dass franzosische und englische Maler die Stimmung

der galanten Epoche von verschiedenen Seiten zeigen.

®pancya byme «Tyaser Benepb» u

sxomrya PeitHouibaC «AMyp pa3Bsi3biBaeT nosic Benepbi»

OcoOblii  WHTEpeC TMpeACTaBiIsIeT CcoOOM  CpaBHEHHE  KOMITO3UIIMOHHBIX,
KOJIOPUCTUYECKUX U CTWIMCTHUYECKHX XapaKTEPUCTUK KAPTUH (PPAHIY3CKOTO
xynoxkauka ®pancya byme «Tyaner BeHepp» M aHIVIMHCKOTO >KUBOIMCLA
JIxomya PeliHompaca «AMyp pasBs3bIBacT NOsIC BeHeppl» - 3TO MO3BOJIAET
MOKa3aTh, Kak MU(OIOTUYECKUE CIOKETHI MO-Pa3HOMY TPAKTOBAJIUCH B OJIHY U TY

K€ AIMO0XY B pa3HbIX CTPaHaX.

Jns nyumero nonumanus uckycctBa XVIII Beka HeoOXoAMMO y4UWUTHIBATH

UCTOpUYECKHE 0COOCHHOCTH pa3BuTus OpaHiuu U AHTIIUN.

Kpowme Toro, ogqnoBpemeHHo cyriectBoBaia gpuiocodus [Ipocsemienus, B KoTopo
TJIaBHYIO POJIb UTPANIA pa3yM, JIOTUKA U HayKa, U ICTETUKA POKOKO, BhIpaXKaBIIias

IIPOTHUBOIIOJOKHBIC SMOIMMOHAJIIBHOCTD, U3bICKAHHOCTb U KOKCTCTBO.

[Ipu cpaBHEHUM KapTHH B TIEPBYIO OYEPEIb CTOUT OOPATUTh BHUMAHUE HA Pa3HUILY

B BeIOpaHHOM (popMmate mosioteH. @pancya byre npuberaet k 6ojiee MPUBEITHOMY
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JUTsl POKOKO oBaily, a Jlxkourya PeiiHouib/ic BIOUpAaeT ckopee KBaJpaTHBIM (popMmar,

KOTOPBIN MOTYEPKUBAET PENPE3CHTATUBHBIN XapakTep n300paxkaeMoii Benepsi.

Kpome Toro, BaxHO IpOCIEAUTh Pa3HULY U B MHTepHpeTanuu odpaza Amypa. ¥
@pancya byie aHrens! He UHANBUAYAJIU3UPOBAHBI U SBIIIFOTCS BTOPOCTENEHHBIMU
reposiMu, B TO Bpems Kak AMyp y [xomrya PeliHoisibica BBIHECEH B Ha3BaHUE

KapTUHBI OJ1arojaps cBoeil urpe ¢ noscoM BeHepsl.

MOo>KHO clienaTh BBIBOI, YTO (PAHITY3CKUN M aHTJIMACKUH KUBOIHCITHI TOKA3BIBAIOT

HAaCTpPpOCHHC raJaHTHOM 3II0XU C Pa3HBIX CTOPOH.
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A. P. Jlamvinosa
cmyoeumxa |l kypca macucmpamypol
Gaxyromema meopuu u UCMOPUU UCK)YCCMB

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwii pykosooumens T. B. Ilasnosa,
KaHouoam ¢unono2udeckux Hayx,

npogheccop Kagheopvl UHOCMPAHHBIX A3bIKOG

The image of Venus in the oeuvre of Sandro Botticelli

Today I want to tell you about one of the most famous paintings in the world
which can be called the icon of Italian Renaissance — it’s “The birth of Venus” by

Sandro Botticelli.

It depicts the goddess Venus arriving at the shore after her birth and emerging
from the sea. She stands nude in a giant scallop shell in the center of the picture. At
the left the god of wind Zephyrus blows at her: it is shown by the lines radiating
from his mouth. He doesn’t touch the ground and carries a young female who is also
blowing but less forcefully. Both have wings. Vasari was probably correct in
identifying this female as Aura, personification of a lighter breeze. Their joint efforts
make hair and clothes of the other figures to the right flowing and airy. The creature
on the right side of the picture floats slightly above the surface and holds out a rich
dress to cover Venus. This figure is one of the three Horae, Greek minor goddesses

of the seasons and servants of VVenus. The floral decoration of her garment make us
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suppose that she is the Hora of Spring. Moreover, she feels joy because Venus has

arrived.

The pose of Venus is classical in some aspects and borrows some artistic
elements from the Venus Pudica type which can be rather frequently seen in Greco-
Roman sculptures of that time. Such sculptures were coming to light in this period,
especially in Rome, where Botticelli had spent 1480-s working on the walls of the

Sistine Chapel.

The similarities between sculpture and painting are noticeable by the overall
composition of the figure, particularly by the contrapposto position and pose of
hands which are held to cover the breasts and groin. Such so-called “Venus of
Modesty” type became gradually widespread not only in Italian art, but also in the
culture of various countries. The original of this pose seems to be Aphrodite Knidos
which was made by Praxiteles about the 4th century B. C. After his work other artists
began to copy his masterpiece, for example Venus de Medici, Capitoline Venus and
so on. It should be added that Venus' body is anatomically improbable, with

elongated neck and torso because of that her pose seems slightly impossible.

O0pa3 Benepsl B TBopuecTtBe Canapo borruuenan

Ceroaus s X04y pacckazaThb BaM 00 OJHOM M3 CaMbIX M3BECTHBIX KapTUH B
MHpE, KOTOPYKO MOKHO Ha3BaTb MKOHOM HTAIBSHCKOrO Bo3poxaeHus — 3To

«Poxnenne Benepe» Canapo bortuuennu.

Ha xaptune m3zoOpaxkena 6orunsi Benepa, nmpuOsiBaromas Ha Oeper mocie
CBOCTO POXKICHHUS W BBIXOJsAMIAs U3 Mops. OHa CTOMT OOHa)XCHHAsI B TUTAHTCKOM
paKoBHHE MOPCKOTO rpederiika B 1ieHTpe kapTuHbl. CieBa 6or BeTpa 3edup ayeT Ha
Hee: ATO BHJIHO IO JIMHHAM, pacXoasmuMcs oT ero pra. OH He KacaeTcs 3eMJIU |

HECeT MOJIOJIYIO JIEBYIIKY, KOTOpasi TOXKeE AyeT, HO C MEHbIIIEeH cuiiol. Y 000uX ecTh
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KpbUIbst. Ba3zapu, BeposiTHO, ObLI NpaB, OMNpEAETHB ATy KEHIIUHY Kak Aypy,
OJIUIICTBOPSIONIYIO JIETKUIA BETepOK. VX COBMECTHBIMU YCHIMSMHU BOJOCHI U
oJleXkK/1a IpYruX (pUryp MOJYYUIIUCH CTPYSALIMMUCS U BO3AYIIHBIMU. CyIIECTBO B
IIPaBOM YaCTH PUCYHKA CJIeTKa MPUIIOTHUMACTCS HaJ TOBEPXHOCTHIO U MPOTITUBAET
Benepe Gorato pacuuToe miatbe, 4ToObl MIPUKPHITH €e. ITa GUrypa - oJHa u3 Tpex
Xop, IpeyecKuX BTOPOCTENEHHBIX OOTWHB BpPEMEH roja M CIy)XaHOK BeHepsl.
[[BeToyHOE YOpaHCTBO €€ OJEXKbl 3acTaBsIET HAC IPEAINOJIOXKUTb, YTO OHA -
OoruHsi BecHbl. boriee TOro, oHa HCHBITHIBACT PagOCTh, NMOTOMY 4YTO MPHUObLIA

Bewnepa.

[To3a BeHepbl B HEKOTOPBIX aCIEKTaX SIBISETCS KJIACCUYECKON U 3aMMCTBYET
HEKOTOPBIE XYIOKECTBEHHBIE 3JIeMeHThl y Benepnl Ilyauueckon, KOTOPYrO
JIOBOJIBHO YaCTO MOYKHO YBHUJIETh B I'PEKO-PUMCKHX CKYJBIITypax TOTO BPEMEHH.
Takue CKylIbITYpbl MOSBISUIUCH HA CBET B 3TOT Nepuoja, ocobeHHo B Pume, rue
borrtuuennu nposen 1480-e roapl, pabotas Haa pocnuchio cTeH CHKCTHHCKON

KariCJJIbl.

CX0ICTBO MEXAY CKYJIBNTYpOM U JKMBONUCBIO 3aMETHO 1O oOwIei
KOMITO3ULIMHM (DUTYpPBI, OCOOCHHO MO KOHTPACTHOMY IMOJOKEHUIO U TO03€ PYK,
KOTOpBIEC IPUKPBIBAIOT TPYyAb M YKEHCKOE Hadaylo. Takou TUI TaK Ha3bIBa€MOU
Benepsl CKpOMHON IMOCTENEHHO MOJYYHII IIAPOKOE PACIIPOCTPAHEHUE HE TOJIBKO B
UTAJIbIHCKOM HMCKYCCTBE, HO M B KyJIbTyp€ pa3HbIX cTpaH. OpUruHagIoM 3TON MO3bI,
no-suauMomMy, siBisiercs Adpoaurta Kuunckas, BweimonHeHHas [Ipakcurenem
npuMepHo B 4 Beke 10 H. 3. Ilocie ero paboThl Apyrue XyJIOXKHUKH Hayaau
KONMPOBAaTh €ro meaesp, Harpumep, Benepy Mennun, Kanuromnuiickyro Benepy u
Tak fnajiee. Cienyer 100aBUTh, 4TO TeJI0 BeHephl aHaTOMUUECKH HEMPABIOMOI00HO,

C YIUIMHEHHOM LI€EN U TOPCOM, U3-3a YETO €€ M03a KAXKETCSI HEMHOTO HEBO3MOKHOM.
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B. /I. Manukoea
cmyoeumxka Il kypca
Gaxyrbmema meopuu u UCMOPUU UCKYCCME

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwii pykosooumens JI. JI. Jlobpsxosa,

npogheccop Kagheopwvl UHOCMPAHHBIX A3bIKOG

Motifs décoratifs antiques dans la peinture de porcelaine et le plastique de

porcelaine de Sévres et de Meissen au XVIIle-début du XIXe siécle

Le XVlIlle siécle a été la période de l'apparition et de 1'épanouissement des
manufactures de porcelaine européennes, dont les principales étaient Meissen et

Seévres.

Les motifs antiques se sont déja manifestés dans les premiers produits des
manufactures, souvent combinés avec des tendances de style rocailleuses,

néoclassiques et orientalisantes.

La plus ancienne production de porcelaine en Europe était 'allemand Meissen
(1710), caractérisé par une grande variété de couleurs de glacures et une abondance

de détails dans des compositions en porcelaine dure.

Une caractéristique de la Manufacture de Sévres (1740) était la porcelaine dite
douce, dont les propriétés ouvraient des possibilités Décoratives plus larges

(principalement coloristiques) par rapport a la porcelaine dure.
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Les motifs antiques se manifestaient a la fois dans les plastiques en porcelaine
(sculpture en porcelaine, forme de vaisselle, de vases et d'articles de toilette) et dans

les peintures murales en porcelaine.

Dans le plastique Figuratif maysen, les images antiques sont devenues l'une des

directions thématiques dominantes.

Loin de la perfection, la peinture est compensée au début du XVIlle siecle par des

compositions pyramidales ou spiralées fantaisistes et une abondance de détails.

La particularité de la sculpture en porcelaine de Sévres était le biscuit — porcelaine
non émaillée et non émaillée. L'accent est mis sur la précision et la finesse des
compositions, sur la création desquelles ont travaillé les principaux artistes de leur

époque (Etienne Maurice Falcone et al.).

Les formes de vaisselle, de vases et d'articles de toilette sont devenues I'un des
principaux domaines de réalisation du théme de l'antiquité dans la porcelaine. Ici, le
mouvement est pass€¢ principalement de I'éclectisme rocailleux a travers le

minimalisme néoclassique au luxe solennel de I'Empire.

Les motifs antiques les plus complets et les plus variés se sont manifestés dans les
peintures murales en porcelaine: dans les parcelles et les ornements. Les imitations
de différents matériaux, les images abstraites et reconnaissables sont inspirées des
thémes gréco-romains et restent extrémement populaires tout au long des XVlIlle et

XIXe siecles.

AHTHYHBIE 1eKOPATUBHbIE MOTHUBBI B pocniicu papdopa u papdoposoii

miactuxku Cespa u Meiicena B XVIII - nauasne XIX BB.

XVIII Bex cran mepuoioM TMOSBICHUS U paciBeTa eBpomnerckux ¢ap@popoBbIX

MaHyhaKTyp, Cpeu KOTOPBIX TiiaBHbIMU ObT MaticeH u Cesp.
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AHTHYHBIE MOTHBBI MPOSIBIIIMCH YK€ B CaMbIX PAaHHUX HU3JENHIX MaHy(DakTyp,
HEPEJKO COUETASICh C POKAMIBHBIMHU, HEOKIACCUYECKUMU U OPUEHTATU3UPYIOITUMHU

CTHUJICBBIMHU TCHACHIIUAMM.

Crapeiiim npousBojictBoM ¢dapdopa B EBpone cran Hemenkuit Maiicen (1710),
OTJMYABIIUICS OONBIIUM Pa3HOOOpa3WeM I[BETOBOW TaMMBbl TJla3ypei U oOusrem

JeTanei B KoMno3unusix u3 Teépaoro Gapdopa.

Ocobennocteio CeBpckoit ManydakTypsl (1740) cTan Tak Ha3bIBAGMBIA MSTKUN
dapdop, CBOICTBa KOTOPOTO OTKPBIBAIIM 00JIee ITMPOKHE IEKOPATUBHEIE (B IEPBYIO

ouepe/ib KOJIOPUCTUUECKHIE) BO3MOKHOCTH 10 CPAaBHEHUIO C TBEPILIM appopom.

AHTHYHBIE MOTHUBBI MPOSBISUIMCH Kak B (apdopoBoil miactuke (papdopoBas

CKYIIBIITYpA, (bopMa IMOCyIbl, Ba3 H TYAJICTHLIX HpI/IHaI[JIC)KHOCTCI\/'I), TaKk U B

pocnucsx 1o dhapdopy.

B wmaliceHckoil ¢GurypaTuBHON IJIaCTUKE AaHTUYHBIE OOpa3bl CTaldd OJHUM U3

JAOMMHUPYIOINNX TCMATHYCCKHUX HAIIP aBJICHUMH.

Jlan€kass oT coBeplIEHCTBa KUBONMUCH KomneHcupyercs B Hayaine XVIII Beka
MPUYYJIMBBIMU TTHPAMUJAIBHBIMUA WJIA  CIIMPAJIEBUIAHBIMUA KOMIIO3ULUSIMUA U

00WJINEM JEeTalE.

OcobOennocteio  (apdopoBoii  ckynaentypel  CeBpa cral  OUCKBUT & —
HErJIa3ypoBaHHBIN W HepacnucaHHbil Papdop. OCHOBHOE BHUMAHUE YIEISIETCS
BBIBEPEHHOCTH W M3SIIECTBY KOMITO3UIINN, HAJ CO3JTaHHEM KOTOPBIX TPYIUIHCH

BEJIyIIUE XYJI0KHUKHU CBOEro BpeMeHu (DTheH Mopuc DanbKoHe U 1p).

@opMbI MOCY/IBI, Ba3 U TYAIETHBIX NMPUHALJIEKHOCTEW CTAIM OAHOM U3 BEAYLIHUX
oOnacTell peamu3any TeMbl aHTUYHOCTH B (apdope. 37ech ABUKEHHUE IILIO
[JIaBHBIM 00pa30M OT POKAMJIBHOM SKJIEKTUYHOCTH YePe3 HEOKIACCUIIMCTUYCCKUM

MHHUMAJIN3M K TOPKECTBEHHOM POCKOIIN aMIIupa.

HaubGonee momHO M pa3zHOOOpPa3HO aHTUYHBIE MOTHBBI MPOSBIIIMCH B POCITHUCSIX

dapdopa: B croxkerax M oOpHaMeHTax. VMuTauuu pa3iuyHbBIX MaTepHUasoB,
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abCTpaKkTHBIC U y3HaBaeMble 00pa3bl BIOXHOBIIEHBI I'PEKO-PUMCKOM TEMaTUKON U

OCTAIOTCS YpE3BbIYaHO NonyJsipHbIMU Ha TTpoTshkeHnun X VIII n XIX BB.
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E. O. Mopes
cmyoeum || kypca 6axanaspuama
Gaxynremema apxumekmypbl

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwii pykosooumens JI. JI. Jlobpsxosa,

npogheccop Kagheopwvl UHOCMPAHHBIX A3bIKOG

Influence de I'antiquité sur I'ccuvre de Donato Bramante

Bramante est un secceseur de 1’esthétique a la culture de 1’époque antique. En
travaillant a Rome, il a bati beaucoup d’oevres parmi lesquels on peut citer le
Tempietto. C'est I'une des ceuvres les plus célebres de Bramante, qui ravit encore
son ¢légance et sa beauté. Ce monument, érigé en mémoire de Saint-Pierre, illustre

la transition de 1'esthétique de Bramante vers la culture de I'époque antique.

Le Tempietto de San-Pietro également appelé Tempietto de Bramante, est un
petit temple commémoratif construit aux alentours du monastére San-Pietro, et on
estime qu'il soit le chef-d'oevre de 1'harmonie de 1I'époque de la Renaissance. Ce
monument a été crée en memoire d’un héros chretien, Saint-Pierre. Bramante a créé
cette structure comme une petite €glise-chapelle construite sur le site ou se trouvait

auparavant lI'ancien temple de mars Venator.

Les formes de Tempietto nous renvoient a des types spécifiques des temples
de la Rome antique — martiri. Ceux-ci, a leur tour, ont évolué grace a I’un des plus
beaux édifices de Rome — Panthéon. Jusqu'a présent, le Panthéon est considéré

comme l'un des monuments les plus impressionnants et les plus importants de la
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Rome Antique. Le Panthéon a ¢été construit a la deuxiéme siecle a Rome par
Appolodor Domask. Il était le plus grand architecte de Rome a cette époque-la.
Parmi ses oeuvres figuraient le forum de Trajan et la colonne de Trajan sur ce forum,
le pont d'Alconetar et I'arc de Triomphe de Trajan. Majesté d'Appolodor Domask a

son époque est comparable a celle de Donato Bramante a son époque.

On va considérer les principales similitudes et les différences entre ces deux
monuments: Le Tempietto par Donato Bramante et le Panthéon par Appolodor

Domask.

Depuis que Bramante s’est inspiré de 1’architecture antique, il a utilisé les
proportions du Panthéon dans certains ¢léments du Tempietto. Ainsi, le rayon du
dome du Tempietto coincide entierement avec la hauteur du petit tambour. Dans le
Panthéon, nous pouvons également observer que la hauteur du volume principal du

batiment coincide complétement avec son diametre.

Un autre détail trés importante est I’emplacement de ces deux monuments.
Bien qu’il y ait toujours une petit place devant le Panthéon, le volume principal du
temple était proche des autres batiments. C’est a cause, de cella que vous pouvez
considerer le temple d’un seul coté. Dans le projet initial, Bramante a prévu une

petite cour ronde ou vous pouvez contourner le Tempietto.

Cela nous améne a la principale, a mon avis, la différence entre ces deux
¢difices. Dans la Rome antique les architectes croyaient que les batiments religiex
ne devraient avoir qu’une seule entrée. Chaque architecte essayait de séparer la
facade d’entrée des autres avec tout les éléments. Piédestal avec une seule entrée les
architectes romains ont fait afin que de détacher visuellement le temple, lieu divin.
Bramante, a son tour, a trouvé une forme symétrique parfaite sans mettre en évidence
I’entrée du temple. Cela s’explique par le fait que le Tempietto a deux volumes ayant

des charges sémantiques différents.

Toutes ces simmilitudes et différences n'influencent pas sur la qulité¢ des

¢difices. Bramante résolvait des problémes complétement différents de ceux
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d'Appolodor. En raison de cette différence de temps et des personnes de différentes
époques, les architectes seront toujours les novateurs dans la créations des batiments.
L’expérience des architectes du pass€ a servi de base pour les succeseurs de cette

époque-la pour créer des autres échantillons, comme Bramante.

Biusinue aHTHYHOCTH HA TBOpP4YecTBO /loHaro bpamanre

BpamanTe - mpeAcTaBUTElNb 1I€JIOTO MIACTa APXUTEKTOPOB, BOCXUIAIOITUXCS
ACTETUKON aHTUYHOCTH. Pabortast B Pume, oH co3/1ai MHOXKECTBO MPOU3BEICHUMH,
Cpear KOTOPBIX MOXKHO YIOMSHYTH Tempietto. DTo 0AHO M3 caMbIX H3BECTHBIX
npousBeieHU bpaManTe, KOTOPOE /10 CUX MOP BOCXHUILIAET CBOEH JIEraHTHOCTHIO U
KpacoTod. OTOT NaMATHHUK, BO3ABUTHYTHIM B mamsATe o Cesatom Ilerpe,

WJUTEOCTPUPYET MNEPEXOJ OT 3CTETUKUA bpamaHTe K KyJlIbType aHTHYHOW SIOXH.

TemmnberTo-ne-Can-11beTpo, Takke HaszbiBaeMbl TemnbeTTO-ne-bpamanrte,
pesCcTaBiIsieT cO00H HEOOIBIIOH MEMOPHUATIBHBIN XpaM, HOCTPOEHHBIN HEJTATIEKO OT
MoHacThipsa Can-IIbeTpo, u cunTaeTcst 00pa3loM rapMoHuM 31oxu Bo3poxaeHus.
DTOT MaMATHUK ObLI CO3/1aH B maMmsATh O XpuctuaHckom repoe Crstom Ilerpe.
BbpamanTe co3gan 3TO COOpY)XEHHE Kak HeOOJbIIyI0 II€PKOBb-YACOBHIO BO

BHYTPEHHEM JIBOPE MOHACTBHIPCKOTO KoMIuiekca CaH-IIbeTpo-un-MoHTOpHO.

®opMbl  TeMObETTO OTCHUIAIOT HAC K OMNPEACICHHBIM THUIAM XPaMOB
Hpesuero Puma — Maptupuu. Te, B CBOIO ouepeib, pa3BUINCH OJ1aroaaps 0JHOMY
Y3 CaMbIX U3BECTHBIX 31aHUK aHTUYHOrO Puma — Ilanteony. /o cux nop Ilanteon
CUMTAETCS OJHUM M3 CaMbIX BICUATJISIONIMX W BAXKHBIX NMaMSITHHUKOB J[peBHEro
Puma. Ilanteon ObUT TIOCTPOEH BO BTOPOM BeKke B Pume apXurtekTopom
AnmnonogopoM Jomackom. B To Bpemsi OH ObLT BEJIMYAUIIINM apXUTEKTOPOM Prma.
Cpenu ero pabot 0bu1u hopym Tpasina u kosionHa TpasiHa Ha 3ToM popyme, Moct
Anwskonetap u TpuymdanbHas apka Tpasua. Benuune Anmononopa fomacka B ero

3II0XY CPaBHUMO ¢ BennuueM JloHato bpamanTe B €ro smoxy.
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Me1 pacCMOTpHUM OCHOBHBIC CXOACTBA M Ppa3jiMdvsa MCXKAY O3TUMHU JIBYM:

namsitHukamu: TemnbeTTo JloHato bpamante u [lanteon Anmnosionopa Jlomacka.

ITockonbky bpamanTe yepnan BIJOXHOBEHHE B AaHTUYHOM apXHUTEKTYpE, OH
UCITIOJIb30BaN nponopunu [lanteoHa B HEKOTOPBIX 3neMeHTax TemmnberTo. Takum
oOpa3oM, paauyc Kymnojia TeMObeTTO TMOJHOCThIO COBMANaeT C BBICOTOM
MajieHbKkoro Oapabana. B IlanTeoHe MBI Takke MOXeM HAOJIOIaTh, YTO BBICOTA

OCHOBHOI'O 00BEMa 34aHUs ITOJIHOCTBIO COBIIAAACT C €ro AMaMCTPOM.

Eme onHa o4yeHb BakHas JETallb - PACIIONOKEHHE 3TUX JIBYX IMaMSITHHUKOB.
Xots nepen IlanteoHom Bcerjga Oblia HEOONbINAS IUIONIAAb, OCHOBHOM 00BEM
XpamMa HaXOAWJICS PSJIOM C IPYTMMH 31aHUAMH. VIMEHHO M3-3a 3TOTO Bbl MOXKETE
paccMaTpuBaTh XpaM TOJIBKO C OJHOW CTOPOHBI. B mepBOHAaYalmbHOM MPOEKTE
BbpamanTe mpemgycmoTpes HEOOIBIION KPYTiblii ABOP, TJI€ Bbl MOXKETE OOOWTH

TemmwerTO.

DTO MOABOAUT HAC K TJIABHOMY PA3JIMUUIO MEXKIY STUMHU JIBYMs 3JaHUSIMU. B
[peBHeM PumMe apXUTEKTOpPBI CUATANM, YTO PEJIMTHO3HBIE 34aHUs JOJKHBI UMETh
TOJIBKO OJMH BXOJ. Kaknpiii apXUTEKTOp cTapajcsi OTACIUTh BXOJIHOHM (acam ot
JpyTUX BCEMHU ieMeHTaMu. [Ipenectan ¢ OJHUM BXOJOM PUMCKHUE apXUTEKTOPBI
Jefaiau IS TOro, 4TOObl BU3YyaldbHO BBIACIUTH XpaM, KaKk HEKOe 00KECTBEHHOE
MecTo. bpamanTe, B CBOIO 04epe/ib, HaIIeN UJIeaJbHYI0 CHMMETPUYHYIO hopMy, HE
BBIJICJISIE BXOJ B XpaM. JTO OOBSCHSETCS TeM, 4TO TEeMIbETTO COCTOMUT U3 JIBYX

MOMEIIEHUM, UMEIOIIUX Pa3HYI0 CMBICIIOBYIO HArpy3Ky.

Bce 3tu cxoncTBa M pas3nnuns HE BIMSIOT HAa KAa4€CTBO 3/1aHUM. bpamante
perial COBEpIICHHO JApyrue mpoodsiembl, yeM Amnmoionop. M3-3a 3Tol pa3HUIIBI
BpEMEH U OOIIECTBA Pa3HBIX AMOX apXUTEKTOPHI Bceraa OyayT HoBaTopamu. OMbIT
APXUTEKTOPOB MPOLIIOTO MOCITYKUJI OCHOBOW ISl MPEEMHHUKOB TOM 3MOXH IIPHU

CO37aHUM IPYTUX 00pa3loB, TaKUX kKak bpamanre.
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T. B. @aoeesa
cmyoeumxka Il kypca
Gaxyrbmema meopuu u UCMOPUU UCKYCCME

axaoemuu xyoodxcecme umenu Mnou Penuna

Hayunwii pykosooumens M. b. Kpasuynac,
KaHouoam uckyccmeo8eoeHusl,

ooyenm Kageopwvl UHOCMPAHHBIX A3bIKOG

Peculiarities of reproducing ancient scenes in the works of Albrecht Durer

Albrecht Diirer's engravings from the late 15th century mark the beginning of the
Renaissance style in the Nordic countries. The great artist discovered it both for
himself and for his compatriots. Diirer studied ancient art for and turned to it more

than once in his work.

When creating compositions for his works, Diirer relied on Italian masters. Many of
his engravings and drawings had an Italian prototype. For example, the prototype
for “The Death of Orpheus” was based on the work of Mantegna, which Diirer saw

in a Northern Italian engraving.

The artist often depicted a landscape in the background. Diirer used to draw
contemporary German architecture rather than ancient (antique) architecture. We

can see this in the example of the engraving “Sea Monster”.
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The so-called “Apollo group” of Diirer’s drawings represents the result of the search
for the “ideal man”. It was created by the artist under the impression of the figure of

Apollo Belvedere.

The image of Apollo was used by Durer to create a great variety of compositions.
The pose of the pagan god is found both in Christian images, for example, in the
engraving "The Ascension of Christ", and in scenes of everyday life ("Standard

Bearer").

For the composition, depicting Adam and Eve, drawings of ancient sculptures made
by Italian masters were also used. Adam appears in the pose of Apollo Belvedere,
and Eve, according to some researchers, in the pose of one of the ancient

representations of Venus.

In Diirer's work, ancient traditions are often interlaced with medieval ones. Thus, we
can trace the correlation of the “Sun of Righteousness,” which is based on the ancient
image of Apollo, with similar images in medieval sculpture (Capital of the Palazzo

Ducale in Venice with the image of Sol).

Oco0eHHOCTH BOCTIPOM3BEAEHUS AHTUYHBIX CIO3KETOB

B TBOp4YecTBe AJibOpexTa /lropepa

['paBropsl  AnbOpexta [opepa koHma XV Beka 3HAMEHYIOT cOOOW Hayajo
peHeccaHCHOTo cTuiis B cTpaHax CeBepa. Benukuii Xy0KHUK OTKPBUI €r0 KaK st
camoro ce0si, Tak U I CBOMX COOTE€YECTBEHHHUKOB. [ltopep MHOTO JieT u3ydai

aHTUYHOE UCKYCCTBO U HE pa3 oOpamaics K HEeMy B CBOEM TBOPYECTBE.

Co3naBasg KOMMO3WMLMM JUJIsi CBOMX TMpousBeneHui, Jliopep omnupancs Ha
UTAJILIHCKUX MacTepoB. MHOrHe €ro rpaBIOpbl U PUCYHKU UMEIH UTATbSIHCKUN
nporotun. Hampumep, mnporotunom «Cmeptu Opdes» mnocmyxuna padora

ManTenbH, KoTOpyto J{ropep BUael Ha OAHON CEBEPOUTATIBIHCKON I'PABIOPE.
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Xyn0XKHUK 4aCTO U300pakall Ha 3aJJHEeM IIJIaHe TieH3aX, HO HE ¢ IPEeBHEW aHTUYHOU
aApXUTEKTYpPOH, a C COBPEMEHHON €My HEMEUKOH. DTO Mbl MOKEM BHUAETh Ha

npuMepe rpaBropbl « MOPCKOE UyaHILE».

Tak Ha3zbiBaemas «ATOJUIOHOBCKas Tpylma» pUCYHKOB Jliopepa mnpenacraBiser
co00if UTOT MOMCKOB «HAEaIbHOro uenoBekay. OHa Oblaa co3AaHa XyHOXKHUKOM

1oJ1 BrieyatieHueM ot Gpurypsl AnosuioHa bensBenepckoro.

OO6pa3 AmosutoHa ObUT WCTONIB30BaH J[ropepoM sl CO3MaHUST CaMBIX Pa3HBIX
kommo3urmii. [lo3a si3piueckoro Oora BeTpedaeTcss Kak B XPHUCTHAHCKHX
N300paKECHUSIX, HapuMep, Ha rpaBiope «Bo3Hecenne XpucTa», Tak M B CIEHAX

MIOBCEHEBHOM KU3HU («3HAMEHOCEID).

Jns kommo3unuu, u3oopaxkaromeid Anama u EBy, ObUTM Tak K€ HCIIOJIb30BaHbBI
PUCYHKH aHTUYHBIX CKYJBITYD, BHIIIOJIHEHHBIE UTATBLIHCKUMHU MacTepaMu. Ajam
npeacTaeT B no3e AmnosuioHa bensBenepckoro, a EBa, M0 MHEHHMIO HEKOTOPBIX

MCCIIEI0BATENIEH, B I103€ OJTHOM U3 aHTUYHBIX CKYJIBNTYp Benepsl.

B TtBOpuectBe /[lopepa aHTUYHBIE TPAAMUIMU HEPEAKO MEPEIIETAIOTCS CO
CpPEIHEBEKOBBIMU. Tak, MbI MOXEM MPOCIEAUTh B3auUMOCBI3b «CoyHIA
MpaBeHOCTH», B OCHOBE KOTOPOTO JISKHUT aHTUYHBIM 00pa3 ArmoiuioHa, ¢
MoAOOHBIMU M300paXXEHUsIMU B cpelHeBekoBou ckynbnType (Kamutens [IBopia

noxxei B Beneruu ¢ nzobpaxxenuem Corna).
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Reflection of the Myth of Narcissus in Painting

The myth of Narcissus is one of the most famous and popular in world culture.
Narcissus loved no one but himself and rejected love of many, including the nymph
Echo. The goddess of love, Aphrodite, became angry and she punished the youth.
Narcissus wanted to drink water from the stream and fell in love with his reflection.
He wasn’t able to part with his reflection and died from hunger. At the place of the
youth's death a white fragrant flower grew. Echo began to wither away. Her body

wilted, and bones turned to stone, until only the sound of her voice remained.

In Caravaggio's painting “Narcissus” (1597—-1599. 110 cm x 92 cm. Oil on canvas.
Galleria Nazionale d'Arte Antica, Rome) the youth seems to emerge from the
surrounding abyssal darkness. In my view, the focal point of this painting is the
reflection of Narcissus. There is an opinion that the painting is created in the genre
of vanitas. The motionless reflection of Narcissus’s face resembles us about the

transience of human life (instead of the traditional image of a skull).
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Noting the similarity of the poses, let's turn to Peter Paul Rubens sketch depicting
Narcissus (14.5 cm x 14 cm. Oil on panel. Museum Boijmans Van Beuningen,
Rotterdam) and the canvas created by Jan Cossiers (97 cm x 93 cm. Oil on canvas.
The Prado Museum, Madrid) based on it. Cossiers worked in Rubens's workshop
and often produced paintings inspired by his mentor's sketches. We can trace the
similarities in the poses of Caravaggio, Rubens and Cossiers, but the Flemish
masters give the curves of Narcissus's body great dynamics, the hero looks at the
reflection with trepidation. Beautiful landscapes do not create a sense of harmony
and peace, the wind tilted the crown of a massive tree and fluttered Narcissus's
clothes, which can be considered a symbol of the changes that will inevitably affect

the character.

The Russian painter Karl Bryullov also explored this myth. His painting ‘“Narcissus
gazing into the Water” (1819. 209.5 cm x 162 cm. Oil on canvas. Russian Museum,
Saint-Petersburg) was recognized as one of the finest works during the artist's
academic period at the Academy of Arts. We witness the moment of punishment by
the command of Aphrodite. The important details of the youth's portrait include
flowing hair and well-defined facial features, attributes of classical painting.
Bryullov assigns a secondary role to the reflection, concentrating on Narcissus's

emotions instead.

One should also recall the painting by John William Waterhouse “Echo and
Narcissus” (1903. 189.2 cm x 109.2 cm. Oil on canvas. Walker Art Gallery,
Liverpool). The pre-Raphaelites created a new type of female beauty in the visual
arts — calm and mysterious. That is why in Waterhouse's painting, the viewer
observes the melancholic nymph Echo. Narcissus is adorned in red garments,
symbolizing intense passion and the highest degree of self-love. Unlike Caravaggio,
Waterhouse does not distort the reflection of Narcissus. He portrays the character as
he is, capturing the essence of the moment.

In the painting by Nicolas Poussin “Echo and Narcissus” (¢.1629. 100 cm x 74 cm.

Oil on canvas. Louvre, Paris), the viewer witnesses the final moments of the ancient
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myth's hero. An important detail in Poussin's painting is a little Putto holding a torch

—a symbol of passion, that destroyed both characters.

The myth of Narcissus in painting is a narrative of the transience of existence and

the beauty that fades like a flower.

Otpaxenuss Mmupa o Hapuucce B :xuBonucu

Mud o Hapuucce - 0/11H U3 caMbIX U3BECTHBIX U MOMYJISIPHBIX B MUPOBOH KYJIbTYpE.
Hapuucc Hukoro He moOuil KpoMme ceOsi U OTBeprai J000Bb MHOTUX, BKJIHOYas
HuMpy Oxo. boruns 068U, AdpoauTa, pasrHeBasiach M Hakaszajga HOHOIIY.
Hapuucc 3axoten ucnuTh BOABI U3 PYUbsl U BIIOOUIICA B CBOE oTpaxkeHue. OH He
CMOT' paccTaTbCsi CO CBOMM OTpaXeHHMEM W ymep oT ronoja. Ha mecre rubenu
IOHOIIN BBIPOC O€INbIN TyMIMCTHIA IIBETOK. DXO TOXE Hayald 4axHyTh. EE Temno
yBSIAJ0, @ KOCTU MPEBPAIIAINCh B KAMEHbB, ITIOKAa OT DX0 HE OCTAJICS TOJBKO 3BYK

€€ roJoca.

B xaptune KapaBamxo «Haprucey (1597-1599. 110 cm x 92 cm. Xoct, macio.
HannonanbHas ranepes CTapuHHOTO HCKYCCTBa, PUM) FOHOIIIA CTOBHO BBIpacTaeT U3
OKpy>karoniei 6e310HHON ThbMbl. Ha MO B3I/, TJIABHBIM B 3TOW KapTUHE SIBJISIETCS
orpaxkxenune Hapuucca. CyiiecTByeT MHEHHE O TOM, UTO KAPTHUHA HAIIMCAHA B KaHPE
BaHutac.HenoasuwxHoe oTpaxxenne nuna Hapuuwcca HanmomMuHaeT HaM O
OBICTPOTEUHOCTH YEJIOBEYECKON >KU3HU (BMECTO TPAJAUIIMOHHOTO H300paKeHUS

yeperna).

Otmegast cx0ACTBO 103, paccMoTpuM dcku3 [lutepa [layns PyGenca ¢ moprperom
Haprucca (14.5 cm x 14 cm. [epeBo, macno. My3eit bolimanca-Ban bénunrena,
Porrepnam) u co3nanHoe Ha ero ocHoBe nojoTHo fAna Koccupca (97 cm x 93 cm.
Xonct, macno. HammonanpHbii myseit Ilpamgo, Manpun). Koccupe pabotan B

Mactepckoii PybOeHca W wacTo co3gaBail KapTUHBI 1O MOTHBaM HaOpOCKOB
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HacTaBHUKA. MbI MOXEM MPOCIEIUTh CXOJCTBA B mo3ax y KapaBamxo, Pybenca u
Koccupca, ognako ¢(rnamanackue macrepa mpuparoT u3rubam Ttena Haprwmcca
OOJBIIYI0 TUHAMUKY, T€POM C TPENETOM BIJISAIbIBAETCS B OTpakeHue. [IpekpacHbie
Mel3aXu HE CO3JAI0T OIIYIIEHUE TAPMOHMHM U YMUPOTBOPEHUS, BETEP CKIOHMII
KpPOHY MAaCCHUBHOIO JI€peBa M pa3BeBaeT ojexkbl Hapiycca, 4To MOXKHO CUUTATh

CHUMBOJIOM IICPCMCH, KOTOPLIC HEN30eKHO KOCHYTCA Iepos.

K sromy mMudy obpamancs Taxxke u pycckuil skxuomnucer] Kapm bpromios. Ero
kaptuHa «Hapuucce, cmotpsumii B Bogy» (1819. 209.5 cm x 162 cm.XozcT, macio.
Pycckuii my3zeit, Cankr-IlerepOypr) Obula Nmpu3HAHA OJHOM W3 JIy4IIUX PadbOT
XyIAOKHUK niepuoia ydeObl B AkaneMuu XyaoxecTB. I[lepen HamMu MOMEHT
COBEpIIICHHS HaKa3aHus 1Mo npukazy Adpoautsl. BaxxHble qeTanu moprpeTa repos
— 3TO BBIOIIMECS BOJIOCHI U TPaBUIbHBIE YEPTHl JIMIA, KOTOPBIE SIBISAIOTCA
aTpuOyTaMu  JKMBONHUCH  KJAcCHUIM3Ma. bBpIOoioB  OTBOAUT  OTPAKECHHIO

BTOPOCTENEHHYIO POJIb U KOHLIEHTPUPYETCA Ha nepeknBannsx Hapuucca.

Crnenyer Takke BCIIOMHUTH O KapTHHE aHTJIMHUCKOTO XYAOXKHUKa mpepadasauta
Jxona Yunesama Yorepxayca «39xo u Hapuwmcey» (1903. 189.2 cm x 109.2 cwm.
Xonct, macno. ["anepest uckycctB Yokepa, Jlusepnyns). [Ipepadasnutsl co3nanu B
M300pa3UTEILHOM HMCKYCCTBE HOBBIM THIT >KEHCKOM KpacoThl - CIHOKOWHBIA U
TaMHCTBEHHbIM. VMIMEHHO MO3TOMY B KapTHHE YoTepxayca 3pUTENIb 3aMEyacT
MenaHxoanuHyo HuM@y Oxo. Hapuucc obmaueH B KpacHbIE OAEXKIbI, KOTOpbIE
CUMBOJIM3UPYIOT CUJIBHYIO CTPacTh W BBICIIYIO CTENEHb caMoiroOoBaHus. B
ommune ot KapaBamxo Yorepxayc He unckaxaer orpaxenue Hapuwmcca. On

IMOKa3bIBACT IIEPCOHAXKA TAKHMM, KAKOB TOT €CThb.

B xaprtune Ilyccena «9xo u Hapuuce» (~1629. 100 cm x 74 cm. XoJsct, mMaco.
Jlysp, ITapux), 3puTenb HaOMIOAAET MOCIEIHUE MUHYTHI )KMU3HU T€POsi aHTUYHOTO
Mmupa. Baxknoii neransto kaptunsl [lyccena siBisiercss Manenbkuii [1yTTr, KoTOpbIi

JEPKUT B pyKe (hakea— CUMBOJI CTPACTH, KOTOpasi Cryousia 000ux repoes.
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Mu¢ o Hapuucce B >KMBOMHCH— 3TO HCTOPUS O OBICTPOTEYHOCTU OBITUSI U O

KpacoTe, yBsIaroIiel mogo0HO IIBETKY.
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Motifs of Classical mythology in the art of European symbolism

at the turn of the 19th — 20th centuries

The aim of this study is to consider a number of works by European Symbolist artists
from the point of view of how the symbolist's worldview is revealed through the use

of motifs from Greek mythology.

The period following Impressionism witnessed a significant artistic evolution known
as Post-Impressionism, where artists delved into the expressive qualities of art. Post-
Impressionist artists, especially Symbolists, used classical mythology as a vehicle to
convey personal and subconscious meanings in their art. For example, Gustave
Moreau's painting «Oedipus and the Sphinx» (1896) exemplifies this approach,
where traditional mythological subjects are reinterpreted to reflect the artist's inner
psyche. This blending of classical narratives with personal interpretations marked a

departure from conventional artistic practices.
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By examining other key works such as Fernan Knopf's «Tenderness of the Sphinx»
(1896), Arnold Bocklin's «Sirens» (1875) and Franz von Stuck's «The Head of
Medusa» (1892) the paper delves into the transformative power of reinterpreting
classical themes in a Post-Impressionist context. These paintings are a profound
reflection on the artist's inner struggles, fears, and desires. By delving into the
dualities of Eros and Thanatos, life and death, and the merging of opposing forces
within the self, images of mythological creatures and heroes become a potent symbol

of internal conflict and self-discovery.

The reinterpretation of Classical mythology by Post-Impressionist artists not only
disrupted traditional artistic representations but also opened up new possibilities for
exploring the depths of the subconscious. Symbolism demonstrated how
mythological narratives could serve as a means to convey personal experiences and

emotions through symbolic imagery.

The conclusion is made that the reinterpretation of Classical mythology by
Symbolists represents a significant shift in artistic practice. By weaving personal
narratives into ancient myths, artists paved the way for deeper exploration and

comprehension of one's own «I».

MoTuBbl aHTHYHOM MU (OJIOTMH B HCKYCCTBE €BPOIEiCKOr0 CMHMBOJIM3MA

pyoexa X1 X — XX BekoB

[lenpt0 MaHHOTO WCCIEIOBAHMS SIBISIETCA PACCMOTPEHUE psiia MPOU3BEIACHUN
€BPONENUCKUX XYI0KHUKOB-CUMBOJIUCTOB C TOYKU 3PEHUS TOTO, KAaK CUMBOJIUCTCKAs
KapTHHAa MHpa PACKpPbIBAETCS YEpPe3 HCMHOJb30BAHHE MOTHUBOB TI'PEUYECKOU

MudoIoTHH.

[leppon  mocne  UMIOpPECCHOHM3MA  CTal  CBUJIETEIEM  3HAYMTENIbHOM

XYJIO)I(GCTBGHHOﬁ 3BOJIFOIINH, U3BECTHOU KaK IMOCTUMIIPECCUOHU3M, KOI'la MacCTCpa
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yrIyOuauch B BbIpAa3UTENIbHBIE ~ KauecTBa  HMCKYCCTBA.  XYJIOKHUKH-
OCTUMIIPECCUOHHCTHI, B 0COOEHHOCTH CUMBOJIMCTBI, HCIIOIb30BAIH KIACCUUECKYIO
MHUQOJIOTHIO KaK CPEJICTBO NepeAayd JMYHBIX TIIyOMHHBIX CMBICIOB B CBOHMX
pabotax. Tak, nampumep, kaptuHa [tocraBa Mopo «Oaun u Cohunkc» (1896)
SBIISIETCS. TPUMEPOM TaKOro IMOJAXO0Ja, TAe TPAAUIMOHHBIE MHU(OIOTHUECKHE
CIOKETBI TI€PEOCMBICIIMBAIOTCSA, YTOOBI OTPa3UTh BHYTPEHHUE IEpEKUBAHUS
XyJOXKHUKAa. OTO COCAMHEHHWE KIACCHYECKOTO0 HappaThuBa C  JIMYHBIMU
UHTEPIpETalUsIMUA O3HAMEHOBAJIO OTXOJA OT TPAJUIHMOHHBIX XYJ0’KECTBEHHBIX

IIPAKTHK.

Nzyuas npyrue 3HakoBble paboThl, Takue Kak «HexHocts Chunkca»n depHaHa
Knonda (1896), «Cupens» Apnonpaa béxnuna (1875) u «l'onoBa Meny3bh»
®panna don Ityka (1892), aBTop ucciaenoBanus yriayossercs B Ipeoopa3yromy o
CHITYy TIEPEOCMBICIICHUSI aHTUYHBIX TEM B KOHTEKCTE MOCTUMIIPECCHOHU3MA. DTH
KApTUHBI SBISIOTCS TIIyOOKUM pa3MBIIUIICHUEM O BHYTpEHHEW OopbOe, cTpaxax u
KETaHUSIX XYJOKHUKA. YTIIyOIssiCh B IBOMCTBEHHOCTh Jpoca U TaHaroca, ®KU3HU
U CMEPTH, a TAKXKE CIMSHHUS MPOTHUBOTOIOKHBIX CHJI BHYTPU JIMYHOCTH, 00pa3bl
MU}OJOTUYECKUX CYIIECTB U T€POEB CTAHOBSITCS MOITHBIM CHMBOJIOM BHYTPEHHETO

KOH(JIMKTA U CAaMOIIO3HAHUS.

[lepeocMbicieHne aHTUYHOW MHU(OJIOTHH XYAOKHUKAMU-TIOCTUMIIPECCUOHUCTAMU
HE TOJIBKO Pa3pyLINJIO TPAIULUOHHBIE TPEACTABICHUS 00 UICKYCCTBE, HO U OTKPBLIO
HOBBIE BO3MOXXHOCTH JJIi HCCJENOBaHUS TINyOuWH monaco3HaHusi. CHMBOIM3M
POJEMOHCTPUPOBAJ, KaK MHQOJIOTHS MOXKET CIYKUTh CpPEICTBOM Neperayu

JUYHBIX NEPEKUBAHUA U SMOIUI TTOCPECTBOM MHOTO3HAYHBIX 00pa30B.

B 3aknroueHue jgenaercss BBIBOJ O TOM, YTO PEUMHTEpIpETalus CHMBOJIMCTaMU
KJIACCUYECKOM MHUQOJIOTUU TPEACTaBIsIeT COOOM CYIIECTBEHHBIM CIBUT B
XYJ0’)KeCTBEHHOW TpakTUKe. Bruieras jgudYHbIC BIEUYaTICHHWS B TKaHb JPEBHETO
Muba, XyIOKHUKH MPOJIOKHIM IMyTh K Oojee TiIyOOKOMY HCCIEAOBAHUIO U

MTOCTHIKEHUIO COOCTBEHHOTO «S1».
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The Art of Antiquity

Antiquity is the period of cultural history between the 8th century BC and the 5th
century AD. The main periods of antiquity are Archaic period (c. 8th to c. 3rd
centuries BC), Classical antiquity (3rd to 2nd centuries BC), Late antiquity (2nd to
5th centuries AD). Antiquity has a huge impact on the development of art by the

discoveries in architecture, sculpture and painting.

Architecture was the main direction in antique art. Sculptures and murals were
created as the décor for temples so the style in sculpture and painting was dictated

by architecture.

The main features of antique architecture are
1.  Easy forms (a lot of straight lines)

2.  Strict system of proportions

3. Monumentality of constructions

4. Minimalism and symmetry
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Antique architecture created well-known style - classicism. For example, there were
3 types of Greek orders and 2 of Rome which are still used in modern architecture.
A lot of buildings in Saint-Petersburg were built in this style like the building of
Admiralty (1706-1706) or Marble palace (1785). In Soviet period was built classical
buildings. This style in architecture called Stalin empire style. For example, VDNH
main pavilion made in 1954 by E.A. Stolyarov and Y. V. Shchuko or MSU main
building made in 1953 by lofanov, Rudnev, Chernyshev , Abrosimov, Khryakov,

Nason

The beauty of antique is closer to us than we think, especially in the Academy of art.
Almost all the students’ drawings are drawn with a reference to antique proportions
and plasticity. For example, antique sculptures discovered contrapposto, it’s the
position when the axes of shoulders and hips go in different directions. This position
still is used by artist in figure drawing. Another discovery was made by Policleto
who created the canon of image of human. It was taken as a basis and improved by

more modern artists. In the result we can see the development in human depiction.

We can’t talk properly about antique painting because little has survived after
Vesuvius eruption but on the screen, you can see marvelous murals from the tomb
of divers in Paestum but we have a lot of examples how ancient Greeks decorated
their household items like amphoras or pithos. These drawings we can compare with
artworks of modern designers. Both of these have don’t have shadows, halftones, no

background, everything is on the same plane.

We don’t have original antique paintings but we have Rome copies. For example,
painting made by Nicias in 4c B.C. Nicias was the famous artist in ancient Greece.
He even painted Praxiteles’s sculptures. Recently, restorers discovered that antique
sculptures and temples like Parthenon were painted. Here you can see how it might
look like. In NY Carlsberg Glyptotek was made the exhibition «Transformations

classical sculpture in colour» in 2014
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To sum up, antiquity had a huge impact on our feel of aesthetics. Just like ancient

Greeks and Romans we see greatness in simplicity and beauty in naturalness.

HNcKyccTBO AHTHYHOCTH

AHTHYHOCTH — 3TO MEPUO UCTOPHH UCKYCCTBA MEKTY 8 BEKOM JIO HAIIEH 3pBI U 5
BEKOM Harei 3psl. OCHOBHBIMH MEPUOJAMU aHTUYHOCTH SIBJISIIOTCS ApXandecKUi
nepuon (83 BB. A0 H. 3.), Knaccuueckass npeBHOCTh (3-2 BB. 110 H.3.), [lo3qHs4
QHTUYHOCTH (2-5 BB. H.3.). AHTUYHOCThH OKa3aja OTPOMHOE BIIHSHHE Ha Pa3BUTHE

MCKYCCTBA OTKPBITUSIMHU B aPXUTEKTYPE, CKYIBITYPE U JKUBOIUCH.

ApxuTekTypa ObUIa OCHOBHBIM HAIpPaBICHHUEM B AHTHYHOM HCKYCCTBE.
CkynpnTypbl U (pEcKd CO3AaBaIMCh KaK JIEKOp XpamMoOB, MO3TOMY CTUJIb B

CKYJIBITYPE U KUBOMKCH TUKTOBAJICA aPXUTEKTYpPOH.
['1aBHBIMU YEpTaMH AaHTUYHOMN apXUTEKTYPbI SBIISIOTCS
1. ITpocthie opMBbI (MHOTO TIPSIMBIX JIMHUI)

2. Ctporas cucreMa nponopLui.

3. MOHYMEHTaJIBHOCTb COOPYKEHUN

4. MUHUMaJIN3M U CUMMETPUS

AHTHYHAs apXHMTEKTypa co3Jajia HM3BECTHBIM CTWIb — Kiaccuu3M. Hampumep,
CYILIECTBOBAJIO 3 THIIA IPEUECKUX OPAECPOB U 2 PUMCKHUX, KOTOPBIE 10 CHX IOP
UCIIOJIB3YIOTCSI B COBpEMEHHOM apxuTekType. Muorue 31anus B Cankt-IletepOypre
MOCTPOEHBI B 3TOM CTUJIE, HANTpUMeED, 3aaHue Aamupanreiicrsa (1706-1706 rr.) unu
Mpamopnsiii aeoper; (1785 r.). B coBeTckuil mepuoa CTPOWIKCHh KIIACCHYECKHE
3MaHUs. DTOT CTWJIb B ApPXMUTEKType MOJY4YWJ HA3BaHHUE CTAJUHCKOIO aMIMpa.

Hanpumep, rnasubiii naBunboH BJIHX, nmoctpoennsiii B 1954 rony E.A. Cronsapos
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u }0.B. Illyko nnu rinaBubiii kopnyc MI'Y, moctpoennsiii B 1953 rony ModanoBbiM,

PynueBbiM, UepHbimeBsiM, AOpocuMOBBIM, XpsikoBbiM, HacoHOM

OcTeTHKa aHTHYHOCTH OJFKEe K HaM, YeM MBI JlyMaeMm, OCOOEHHO B AKaJeMHH
XyaoxecTB. IlpakTHuecku Bce PHUCYHKM YUYEHUKOB BBINIOJHEHBl C OTCBUIKON K
AHTUYHBIM TNPONOPLMSIM U IUlacTUKE. Hampumep, aHTUYHBIE CKYJIBOTYPHI
OOHapyKWJIN KOHTPAINOCT — MOJIOKEHUE, KOTJa OCH Iiey U Oenep UAYT B pa3Hble
CTOPOHBI. DTy MO3UILNI0 XYJOKHUK IO CUX MOP UCIOJB3YET B PUCOBAHUU (UTYD.
Eme ogno otkpsitue caenan [lomukiet, co3naBmuii kaHoH oOpa3a yenoBeka. OHO
ObUIO B3SITO 3a OCHOBY M YCOBEpPUIEHCTBOBAHO 0o0jie€ COBPEMEHHBIMU

XyJI0O)KHUKaMHU. B pe3ynbTaTe Mbl BUIUM pa3BUTHE U300paKEHUS YeJIOBEKa.

OO0 aHTUYHOM KUBOMUCHU TOBOPUTH HE MPUXOJUTCS, IOTOMY UTO MOCIIE U3BEPKEHUS
Be3yBusi Mano 4YTO COXpaHWIOCh, HO MOYKHO YBHUAETh UYyAECHbIE (PpECKU u3
rpoOHuLbI HEIpsUIbIIKMKOB B Ilectyme. EcTh Macca mpumepoB TOTo, Kak JApEBHUE
IPEKU yKpalllajld IpeIMEThl CBOEro ObITa, Takue Kak aMm@opsl uiau nudoc. ITu
PUCYHKH MBI MOKEM CPAaBHUTH C pabOTaMU COBPEMEHHBIX TU3aliHEPOB. Y 000UX HET

HU TEHEH, HU MOJYTOHOB, HU (JOHA, BCE B OJJTHOU IMJIOCKOCTH.

VYV Hac HET OpUTMHAJIBHBIX AHTUYHBIX KapTUH, HO €CTh pUMCKHE Konuu. Hanpumep,
kaptuHa Hukus, HanucanHas B 4 B. 10 H.3. Hukuil Obu1 U3BECTHBIM XYA0KHUKOM
HpeBueit I'peunn. OH naxe pacnuchiBan cKyabnTypbl Ilpakcutens. HemaBHo
pecTaBpaTopbl OOHAPYKUIM, YTO AHTHUYHBIC CKYJIBNTYPbl M XpaMbl, TaKue Kak
[lapdenon, ObuM pacmucaHbl. 371eChb Bbl MOXETE YBHJIETh, KaK 3TO MOXKET
BeITIISIETh. B Hbto-Hiopkckoit  Carlsberg  Glyptotek mnpomuta  BbeicTaBka
«Tpanchopmanuu BeToM B aHTUYHOU cKynbnType» B 2014 roay. [lonBons utor,
MOKHO CKa3aTh, YTO JAPEBHOCTH OKa3aja OrPOMHOE BJIMSHUE HA HAIIE YYBCTBO
scTeTuku. [10100HO IpeBHUM I'peKaM U PUMJISIHAM, Mbl BUJIUM BEJIUYHUE B IPOCTOTE

H KpPaCoTy B CCTCCTBCHHOCTHU.
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The Odyssey in Waterhouse’s painting

John William Waterhouse touched the subjects of ancient history and mythology in
his art quite frequently. But today | want to focus on his depictions of scenes from

the Odyssey.

Interestingly, despite the story of Ulysses being very masculine and heroic, just like
the rest of Waterhouse’s art is very female-centered, so are his illustrations to the

Odyssey.

“Ulysses and the Sirens”, painted in 1891, is the only painting of the series where
Ulysses himself is in the center. It depicts a scene known as Ulysses pact, in which
the Sirens attempt to lure Odysseus and his crew towards deadly waters with their
enchanting singing. The heroes’ crew had already blocked their ears to protect
themselves from the siren’s magic. However, Odysseus wanted to hear the creatures’
song and so he ordered his crew to tie him to the mast, so that he wouldn’t endanger

himself or the ship.
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As we can already see, the episode chosen by the painter is really about the
enchanting power of female voice. Beautiful, enticing, magical even - the bird’s song
turns out to be a trap for a man. This is a common trope in mythology in general
where something that appears comforting, idyllic and charming is in reality deadly
for a hero. What differs the story of the sirens is that it symbolizes the caution before
female beauty and femininity in general, that has dark and dangerous side to itself.
This is something that Waterhouse entertains a lot in his art, the ambiguity of beauty
and femininity is one of his main interests. So, it’s not surprising that he chose this

particular episode, as it gives him plenty of room for exploration.

The painting shows Odysseus and his crew encircled by the sirens. The creatures
and Odysseus in the center form the main horizontal plane of the image. I think, the
one siren crouching over one of the Ulyses’s men, with her hair falling towards him,
almost touching his face, with her gazing straight into his eyes is probably the most
chilling part. And the cold, sharp, rocky cliffs, that close off the scene, really create

this feeling of a trap and echo the circle of sirens.

Continuing the theme of dangerous beauty, Waterhouse quite often turned to the
subject of Circe — a sorceress that seeks to bring Ulysses under her spell and turn
him into a pig, like she did with his crew members. Later Ulysses manages to
persuade to return them to human shape and lives with her for a year and even has

sons by her.

Waterhouse returns to depicting Circe again in his famous 1892 Cerce Invidiosa.
However, this particular portrayal is based on Ovid's tale in Metamorphoses,
wherein Circe turns Scylla into a sea monster, so it is not related to Homer’s
Odyssey. The Sorceress — a late work by Waterhouse once more depicts Circe,
without referring to a particular myth this time. Nevertheless, these two paintings
once again show the painters strong interest in the character and in the topic of

female sorcery in general.
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Thus, in the Victorian age of romanticism and mysticism in England the character
of Circe really resonated with artists like Waterhouse. Depiction of a Homeric myth
was rather an excuse for him to explore the relevant for the late 19th century topic
of femininity in all its complexity and the beloved trope of witchcraft and sorcery.
Turning to depicting ancient myths (as well as fantasy creatures such as fairies)
justified Victorian painters addressing darker and more taboo topics in a strict
society of the 19th century England. These old magical myths and tales provided a

much needed escape in a dull, utilitarian reality of the Victorian era.

Onucces B TBopuectse I.Y. Yorepxayca

Jlxon Yunesam YoTepxayC OOBOJBHO 4YacTO OOpamiajicss K CIOKeTaM JpeBHEN
UCTOPUU U MU(OJIOTUH B CBOEM TBopuecTBe. Ho cerogHs s Xxouy cocpeaoTOUUThCS

Ha ero u300paxkeHus1x cueH u3 "Onxuccen".

HHTGpGCHO, 49TO, HCCMOTpPA Ha TO, YTO HCTOPHUA VYnucca oueHb MYXCCTBCHHA U
rcpondHa, Kak M1 BCC OCTAJIbLHOC TBOPUYCCTBO YOTerElYCa, Cro WIoCTpaluu K

"Onuccee'" oyeHb KEHCTBEHHBI.

“Ynucc u cupensl’”’, HanMcaHHasA B 1891 rony - ennHCTBEHHAs] KapTUHA U3 CEPUU,
rze B LeHTpe u3o0paxeH caM Yiucc. Ha HeM m3o0paxeHa clieHa, U3BECTHas Kak
n " o

[TaxT Yaucca", B kotopoir CHpeHBI BITAIOTCA 3aMaHUTh Oucces U ero KOMaHIy
B CMEPTEIBHO OIAaCHBIE BOJBI CBOMM 4YapyrolIMM neHueM. KoMmanma repoes yxe
3aTKHYJIA YILIM, 4TOOBI 3alMTUThCA OT Maruu cupeH. Oanako Onucceil 3axoTen
YCHBIIIATH MECHIO ATHUX CYIIECTB U MO3TOMY ITPUKa3all CBOEH KOMAaHAE NMPUBA3ATH

€ro K MauTe, 4TOObl OH HE MOJBEPTall OMIACHOCTU HU ce0sl, HU KOpaOJib.

Kak mbI YKE MOKCM BUJCTD, 3IIU30/I, BBI6paHHBIﬁ XYOAOKXHUKOM, Ha CaMOM JICJIC
ITOCBAIICH qapyfomeﬁ CHJIE JXXCHCKOI'O TO0JIocCa. KpaCI/IBOC, MaHAIICC, HdaxXe

BOJIIIICOHOE IIEHHE IITUIBI OKa3bIBACTCA JIOBYLHKOfI A MY>XYUHBI. 910
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pacnpocTpaHeHHbI  Mudonornyeckuii  o0Opa3, Trae TO, YTO  KaxKercs
YCTIOKaWBAIOIINM, UIAJUTMYECKIM M 09apOBaTeIbHBIM, HA CAMOM JIEJIe CMEPTEIHHO
omacHo s Teposi. Vcrtopus cupeH oTiuyaercs OT APYrMX TEM, YTO OHa
CUMBOJIM3UPYET OCTOPOKHOCTH TEpe] JKEHCKOW KPacOTOW M YKEHCTBEHHOCTHIO B
LEJI0M, KOTOpasi UMEET TEMHYIO U OIIACHYIO CTOPOHY. DTO TO, UTO Y OT€pPXAYC 4acTO
UCIIOJIB3YET B CBOEM TBOPYECTBE, HEOJIHO3HAYHOCTh KPacCOThl U KEHCTBEHHOCTH -
OJIMH W3 €ro TJIABHBIX WHTEpecoB. [l03TOMy HEYIMBHUTEIBHO, YTO OH BBHIOpa
UMEHHO J3TOT OHMHU30J, IMOCKOJbKY OH JIaeéT €My MHOTO BO3MOXHOCTEH st

UCCIIEeI0OBAHNH.

Ha xaptune wuzoOpakeH Opnucceld M €ro KOMaHJia, OKPYXEHHBIE CHpPEHaMHU.
CymectBa u Onucceit B IeHTpe 00pa3ytoT OCHOBHYIO TOPU30HTAJIBHYIO TIJIOCKOCTh
n300pakeHus. S gymaro, 4To 0JIHa CUpPEHA, CKIIOHUBINASCA HAJl OAHUM U3 MYKYUH
VYnucca, ¢ BoinocaMu, NaatoUMMU Ha HETO, MOYTH KacasiCh €ro JIMLA, U CMOTpsIIas
psIMO EMY B IJ1a3a, - 3TO, MOy, caMasl IyTrarollasi 4acThb. A XOJIOJHBIE, OCTPHIE,
CKAJIUCTBIE YTEChl, KOTOpPHIE 3aKPbIBAIOT CIEHY, JEUCTBUTEIBHO CO3/AIOT

OIMYIICHNC JIOBYIIKU U IICPCKIINKAIOTCA C BOCM CHPCH.

[Iponomxass TeMy OMAacCHOM KpacoThl, YOTepXxayc JOBOJBHO 4YAaCTO OOparaics K
teme [{uprien — KOJIAyHbH, KOTOpasi CTPEMUTCSI OKOJIIOBATh YJIKCCa U IPEBPATUTh
€r0 B CBUHBIO, KaK OHA ITOCTYITHAJIA C WICHaMH ero KoMauabl. [1o3:xe Yauccy ynaercs
yOeauTh UX BEPHYTh UEJIOBEUECKUN OOJIMK, U OH KUBET C HEU LENbIi roJ U JTaxke

POXKaET OT HEE CHIHOBE.

Yorepxayc cHOBa BO3Bpamaercs K u3o0OpaxeHuro Lluprien B cBoeli 3HAMEHHUTOU
kaptude "Cerceinvidiosa" 1892 roga. OmHako 3TO KOHKPETHOE H300pa)KeHUE
" "
OCHOBaHO Ha pacckasze OBuaus "Meramopdossl", B koTopom Llupiies mpeBparaet
Cuwuty B MOPCKOE 4yJIOBHILE, IO3TOMY OHO HE MMeEET OTHowEeHus K "Opuccee"
I'omepa. "Konmynesa" — mno3gusis pabota Yorepxayca, Ha KOTOpPOM CHOBa
nzoopakena Llupries, Ha 3TOT pa3 0e3 OTCHUIKM K KOHKpeTHOMY Mudy. Tem He
MEHEE, 3TH JIB€ KaPTUHBI BHOBb JEMOHCTPUPYIOT OOJIBIIION UHTEPEC XYI0KHUKA K

MNEpCOHAXY U TEMC JKCHCKOI'O KOJIAOBCTBA B ILICJIOM.
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TakuMm 00pa3oM, B BUKTOPUAHCKYIO 3TIOXY POMaHTH3Ma M MHUCTUIIM3MA B AHTIUU
ob6pa3 Uupren AelcTBUTEIBHO HAXOAWI OTKIMK y TaKUX XYAOXKHHKOB, Kak
Yotrepxayc. M3o00paxkeHne roMepoBCKOT0 Muda ObLIO JUISI HETO CKOpee MOBOIOM
UCCIIEIOBATh aKTyalIbHYIO AJisl KOHIa 19 Beka TeMy >KEHCTBEHHOCTH BO BCeil ee
CJIOKHOCTH Y JTIOOMMBIN 00pa3 yapo ieiicTBa U BOMeOHOM manouku. OOparieHue K
U300paKCHHUIO JAPEBHUX MHU(OB (a Takke (aHTACTHUECKHUX CYIIECTB, TAKUX Kak
¢deu) ompaBapiBaio oOpalleHHE XYJOKHUKOB BukropmaHckoil smoxu k Oojee
TEMHBIM U 3alPETHBIM TEMaM B CTpOroM o01iecTBe AHTIIMU 19-T0 Beka. DTH cTapbie
Marmyeckre MUQBI U CKa3KHU CTAJIA CTOJb HEOOXOIUMBIM CITACEHUEM OT CKYYHOH,

YTUIUTAPHOUN pEAIbHOCTH BUKTOPUAHCKOM 3TOXH.



