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ApcanykaeBa M. A.

I kypc acnupanmypol Akademuu xyooxcecme umenu Unvu Penuna

Hayunwoui pykosooumens M. b. Kpasuynac, kanouoam ucKyccmeogeoenus.

Emilio Vedova. Biblical subjects

The theme of my report is artistic career of the most prominent Italian painter
of abstract expressionism of the 20th century, Emilio Vedova (1919-2006). Being
self-taught, the artist started with copying paintings of Jacopo Tintoretto (1518-
1594). And rethinking of religious paintings of his great Venetian predecessor
formed Vedova’s individual manner.

It is important that religious subjects of Tintoretto served for Vedova an
example of impulsiveness, dynamic and drama in painting. He acquired the
experience of conveying sacred biblical meaning through the power of color, the
expressiveness of brushstroke, which later will enter the artist's creative media and
become the basis to his style. Being aquatinted with Tintoretto’s paintings from the
Scuola Grande di San Rocco, young Vedova created his own series of works
dedicated to them. He didn’t copy them, but made an attempt to rethink them
according to his artistic instinct, trying to penetrate the master’s artistic language.

Thus, the cycle of paintings created by Vedova is a curious example of
religious art in an expressionistic manner that goes beyond the realistic tradition.
During the Second World War, the interest to the spiritual search was revived.
Religious subjects became of great importance and helped artist to overcome «the
drama of existence». The «Modern crucifixion» (maTel, TexHUKa,
Mecropacmonoxenue) is the climax of Vedova’s treatment of the subject of
sacrificial death. This painting opened a completely new stage of abstract
expressionism in the artist's work and summed up the lessons of Tintoretto. The
«Modern crucifixion» marks an end of experiments with neo-cubism and the
transition to the gestural paintings of informalism. Vedova finally depart from the
biblical content in favor of a comprehensive meaning. He develops a new approach

to pictorial space that is characteristic of his following years.



bubaeiickue croxkersl B TBOpUYecTBe IMUINO Benosa

B cratee paccmarpuBaeTcs paHHMM OTall  TBOPYECTBA  sp4amIlIero
MpEACTaBUTENSI a0CTPAKTHOTO AKCIPECCHOHU3MA B UTANbSIHCKON >KuBomucu XX
Beka Omuino Benosa (1919-2006), a uMEHHO €ro nepeocMbICIEHUE PETUTHO3HBIX
nonored Skono TuaToperro (1518-1594) u dopmupoBaHue HHIMBUAYATHLHOU
MaHepbl. XyIO0XKHHUK, OyAy4yd CaMOy4yKOM, HauWHajd CBOM TBOPUECKHH IYTh C
KOIMPOBAaHUSI KAPTHUH CBOETO BEJIMKOI0 BEHEIIMAHCKOTO MPEAIIECTBEHHUKA.

BaxxHO OTMETUTh, YTO MMEHHO pEIUTHMO3HBIE CIOXKETbl THHTOpPETTO
NOCIHYXunu 1 BemoBa  mpumMepoM  UMIIYJIBCMBHOCTH, JAWUHAMUKU U
SMOLMOHAIBHON HAarpy3kd B JKMBONMUCU. BOCHOPHUHATHII KM ONBIT MEpenaydu
CaKpaJIbHOT'O CMBICJIA C IOMOIIBIO CUJIBI LIBETA, SKCITPECCUN Ma3Ka HABCET1a BOMAET
B TBOPYECKHUI apceHall XyJOKHHKAa M CTAHET KJIKYEBBIM B €ro cruiuctuke. Ilo
kaptuHaM TuntoperTo U3 Ckyona I'panne nu Can-Pokko Mmononoit Benosa co3gaer
IIUKJT paboT, UM MOCBSIIEHHBIX, TIPUYEM HE KOMUPYS UX, @ HUMEHHO MEePEOCMBICIISS
COIVIACHO CBOEMY XYIO0XXECTBEHHOMY YYTbIO, CTapasch YJOBUTb XOJ MBICIU
MacTtepa.

Tak, UK co3gaHHBIX 0 TUHTOPETTO KAPTHUH SIBJISET JOOONBITHBIN IprMEp
PEIMTMO3HOTO  MCKYCCTBAa  CKOpee B pPaMKax  OJKCIPECCUOHU3MA, YeM
peaNMCTUYECKON TpaaulMi. BBUIY TOro, 4To JNYXOBHBIC MOWUCKH BHOBH OOpeiu
aKTyaJbHOCTh B TBOPYECKOM cpene B rojbl Bropoir MupoBoil BOMHBI, BO3pOC U
MHTEPEC K PEIUTHO3HBIM CHO)KETaM, IIOMOTalOUIUM MEPEKUTH COOCTBEHHYIO Jpamy
cymectBoBaHus. KynpMuHanuen pasMmblllUIecHUME BemoBa Ha TeMmy XepTBEHHOU
cmepTH craja kaptuHa «CoBpeMeHHoe pacnuThe». OHa OTKpbUIA COBEPIIECHHO
HOBBIM 3Tan a0CTPAKTHOIO HKCIPECCMOHM3MA B TBOPYECTBE XYAOXKHUKA H
NoJBITOXMIA YpOoKu TuHTOpeTTO. B 3TOM MOoBOopoTHOM 1711 BegoBa nmponsBeeHUN
NPOU30IIJI0O OKOHYAHUE OSKCIEPUMEHTOB C HEOKyOM3MOM M TMEepexon K
KECTUKYJISIIIUOHHOM BBIPA3UTENBHOCTH HHPOpMann3Ma. BenoBa okoHYaTENbHO
yAIAETCA OT CaKpaJbHOI'O COJEpkKaHUS B CTOPOHY BCEOOBEMIIIOIIETO CMBICIA U
BbIpa0aThIBAET XapaKTEPHBIA JUJII BCEX CIEAYIOUIMX JIET CHocod padoTel C

XYJI0’)KECTBEHHBIM MMPOCTPAHCTBOM.
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banakuna A. 1O.

Hayunwui pykosooumens I'. M. Amuposa, kanouoam uckyccmeoseoenus

«The Judgement of the Sanhedrin. «He is Guilty!» by Nikolai Ge

The Judgement of the Sanhedrin. “He is Guilty!” by Nikolai Nikolayevich Ge
Is an oil on canvas painting created in 1892. The work became part of the "Passion
Cycle" and caused a lot of conflicting opinions about the artist, and for a long time

it was not exhibited to the general public.

"The Judgement of the Sanhedrin" is not a picture about faith, but rather about
its complete loss. This is not a laudatory song about the sacrifice that Christ brought,

but, on the contrary, this is a story about people full of anger, malice and cruelty.

The painting was created for the XX Traveling Art Exhibition of 1892, but

was banned from display to the general public.

The canvas depicts the solemn exit of the supreme court of the Sanhedrin,
which examined the "case of Jesus Christ." They found him guilty because they
could not stand the progressive views of the preacher. The same thing happened with
the artist himself. For that time, everything in his picture was strange and “wrong” -
from the composition with Jesus driven into a dark corner and the magnificent
ceremony of the priests in the foreground to the image of Christ himself in the form
of an unfortunate, almost ragged and ugly short man clinging to the wall like a

hunted animal.

Ge deliberately rejects the principles and canons of the traditional
iconography in the depiction of the "son of God", usually portrayed as beautiful,

exalted and spiritual being even during his execution.

The iconography of the Savior in this later painting may be a quote from an
earlier work by the author "Peter the Great interrogating Tsarevich Alexei Petrovich

in Peterhof» The lowered gaze of the heir to the throne, clearly immersed in
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reflection, a static pose, in which, however, internal tension is noticeable - all this

Ge conveyed in the image of Jesus.

Compositionally, the line of the doorway divides the picture into two parts
and groups of people create diagonals that enhance the dynamism of the plot. On the

left are the Pharisees interrogating Christ, shouting and scolding him.

On the right is a religious ceremony, the triumph of Judaism. People's faces
seem to be hypnotized; they are immersed in a kind of trance. The face of Caiaphas
stands out due to lighting - the high priest carrying the Torah. With one look full of

eerie calmness, he says that Christ is defeated, there is no more hope for salvation.

The main color of the picture is red with many shades of orange and yellow.
The only sources of light are a few menorahs, that dimly illuminate the temple
premises and produce colorful reflections on the robes of the crowd. Darkness and
red color create a feeling of fiery hell; the entire space of the canvas seems to be

saturated with the heat of the approaching punishment of heaven.

The revolutionary approach to the depiction of the biblical subject by the
mature master, who abandoned all the foundations of the old painting, makes it
possible to call the "Judgement of the Sanhedrin™ and the entire "Passion Cycle" of

Ge - a new page in Russian art.

PeBosonusi B u300paxkeHun 0udJieiicKuX croxkeToB B kapTuHe Hukouas

I'e «Cyn Cuneapuona. IloBuneH cmepTu!»

¢ Huxonait HukomaeBnu ['e — BhIAArOMIMIACS XYIOKHHK BTOPOM TOJOBHHBI 19
Beka. Kaptuna «Cyn Cunenpuona. [loBunen cmeptu!», coznannas B 1892 rony,
ctana 4yacTtbio «CTpacTHOrO IMKJIa», BbI3BaJla MHOXECTBO CIOPOB U OblLia

HaJ0JIro 3a0bITa B (poHax TpeThsIKOBCKOMW rajiepeu.
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«Cyn CuHenpuoHa» - pacckaz HE O Bepe, a, CKopee, O ee yTpare. JTO He
XxBajieOHass MECHb O KEPTBE XpHUCTA, a MOPTPET JIIOJEH, MOJHBIX 3J00bI U
KECTOKOCTHU.

[TonotHo co3maBanock st XX IlepensuskHoii BeicTaBku 1892 roma, HO ObLIO
3anpemeHo K nokasdy IIpesunentom Mmmnepatopckoit Axkamemun XyIo0KECTB
BEJIMKUM KHs13eM Brnagumupom AjnekcaHIpOoBHYEM.

Kaptuna wuzoOpaxaer Top)keCcTBeHHBIM ucxon BepxoBHoro cyma Wynen —
CunenpuoHa, KOTOpBIN paccmaTpuBal «aenno Mucyca Xpucray.

Jl7ist TOro BpeMeHH Bce B KapTUHE ['e ObLIO «HETPaBUIIBHBIM»: OH «3aroHsET» B
TEMHBIH yroJj rJIaBHOTO reposi, KOTOPbIN MO BCEM 3aKOHAM KOMITO3UIIMU JTOIKEH
3aHUMATh LEHTPATIBHOE MECTO HA MOJIOTHE.

Nucyc 3x1eck — He bor, HO 000ApaHHBIN CKUTANICI; JOJITUN CyneOHbBIN mpolece,
Ka)KeTCs, 3aCTaBWJI XpHUCTa YCOMHUTbCS B cOOCTBeHHOM Bepe. [lokuHyTBIN
VYyeHukamu, OH HE B CHUJIaX IPOPOHUTH HU CIIOBA.

Hkonorpadust Xpucra B MO3IHEH paboTe MOXKET OBITH ITUTATON IPYroro
npousBenenus I'e — «llerp | mompammuBaer napeBuya Anekcest IlerpoBuya B
[lereprode». OnyiieHHbIN B3IIIA HACIECTHUKA MPECTOJIA, CTaTUYHAS 11033, HE
JIIIEHHAs], OJIHAKO, BHYTPEHHET0 HANPsHKEHUST — BCE 9TO YUTAETCs U B purype
Hucyca.

JIuHus nIBEpHOro mpoema AEIUT XOJCT Ha JBE paBHbIC YacTH, a JAUArOHAJIH,
oOpa3zyemble TPyMIaMH JIOACH, MPUIAIOT JTUHAMHYHOCTH IPOUCXOIAIIEMY;
KOMTIO3UIIMOHHBIA Y3€Jl CXOAUTCS B (hUrype crapiia B TOJIE — Mepe] HaMH OJ1H
U3 TJIABHBIX MEPCOHAXKEW OmOIIelickoro npeaaHus — nepBocBsnieHHNK Kanada,
pemuBIIni cyap0y Xpucta. Ero ciokoiHbIi UCHIBITHIBAIOIIMKI B3TJIs1]1 00pallleH
K 3pUTEIII0, OH KaK Obl TOBOPUT: «Bce KOHUEHOY.

Mmuorue yBunenn B ¢urype Kamadwr cxoxects ¢ JI. H. Toncteim (6mm3kum
npyrom I'e). O0 stom nucan u U. E. Penun.

OCHOBHBIE IIBETA HA MTOYTH MOHOXPOMHOM IOJIOTHE — KPACHBIA U OPAHKEBBIN,
co3maromue arMochepy «reeHHbl OTrHEeHHOI». CBETOTEHEBBIE KOHTPACTHI

CO3/1aI0T BIIEYATICHUE TIIYOUHBI TPOCTPAHCTBRA.



¢ Kaptuna Opiia co3aHa B IMEHHH XyAOXKHUKa B UepHUTOBCKOM TyOepHHUM; U3-
3a HEOCTaTKa CPeACTB I '€ ucronbp30Ball XOICT, MACIIO U JTJAKU HU3ILIETO KaYeCTBa,
4TO, B CBOIO OUEPE/Ib, IPUBEIIO K KATACTPOPUIECKOMY Pa3pYIIECHUIO KPACOUYHOTO
CJ10s1 U OCHOBBL.

¢ Ilocne nponrumx Jer pecTaBpaluu KapTHHA OblIa HAaKOHEL IpeICTaBJIcHA
MIUPOKON NyOiaMKe W ceddac SBISETCS YacTblO IMOCTOSHHOM 3KCIO3UIUU
TpeThIKOBCKOU rajiepeu.

¢ PeBontonMoOHHBIA TOAXO0A B U300pakeHuMH croxkeToB Cesaroro Ilucanus
nossosil «Cyny CuHenpuoHa» u BceMy «CTpacTHOMY LIMKIY» CTaTb HOBOM
CTpPaHHUILIEH PYCCKOI'0 UCKyCCTBAa. BHyTpeHHME ITepeKUBaHNs aBTOpa, TPABIIsL CO
CTOPOHBI IPEICTaBUTENEH BBICIIETO O0IIECTBa, TeCHas Apyx0a ¢ ToacTbim — Bce
3T0 mo3BOJIWIIO ['e co3pmaTh MIeneBp, NO JOCTOMHCTBY OLICHEHHBIN JIWILb

ACCATUIICTUA CITYCTH.

bosu A. M.

Hayunwiii pykosooumens JI. JI. Jlobpsaxosa

Les sujets bibliques dans les ceuvres d’El Greco

Les sujets bibliques ont été représentés dans des ceuvres de nombreux peintres
européens de toutes les époques. Dominikos Theotokupolos est le vrai nhom de
’artiste qui est né en 1541 a Candie, en Crete. Ce qui est intéressant de distinguer,
c’est que son vrai nom en grec signifie «le fils de la Vierge». Il voulait garder ce lien
avec le divin pendant toute sa vie. Aujourd’hui nous connaissons ce génie comme

El Greco ou Le Greco.

Alors, parmi les motifs du Nouveau et de I’Ancien Testaments il y a ceux
qu’El Greco a peint méme plusieurs fois. On va révéler ce theme sur I’exemple des
certains de ses tableaux a propos de la Dormition et I’Assomption de la Vierge, de

I’ Annonciation et de la Réssurection.
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La Dormition. C’est la fin de la vie de la Virge sur Terre et le commencement
de sa vie céleste et éternelle. Ce n’est pas le martyre, mais plutot I’endormissement.
C’était une tres belle nouvelle car la mere était désormais avec son cher enfant. La
«Dormition» d’El Greco a été faite en 1567. Le style et les canons de 1’icone
byzantine, qu’il avait appris en Créte, sont assez remarquables sur cette ceuvre : les
details et le fond dorés, les formes et les figures plus géométrisées, 1’image assez
conditionnelle etc. Dans 10 ans le peintre crée un nouveau tableau a propos de
I’ Assomption de la Vierge-le dogme catholique. Aprés la Dormition son corps est
monté au ciel . Cette peinture a déja les traits de la peinture plus réaliste. Son séjour
en Italie et le déménagement a Toléde ont beaucoup influencé sur son art- il s’éloigne

de I’iconographie byzantine.

Le sujet suivant représenté sur les tableaux d’El Greco est I’ Annonciation. Il
a peint ce sujet cing fois : en 1570, en 1576, en 1600 ,en 1609 et en 1614. L'archange
Gabriel a annoncé a la Vierge Marie qu’elle aurait un enfant-Dieu Christ. La
composition des peintures est la méme : la Vierge est placée a gauche , I’archange-
a droite et en haut nous pouvons remarquer des anges. Il y a les différences entre
toutes ces ceuvres dans la couleur, dans les postures, dans la maniere de la peinture

etc. Mais se ne sont pas déja des icOnes.

L’autre motif qu’on peut souligner dans I’art d’El Greco est la Réssurection
du Christ. Son ame rencontre son corps dans trois jours apres son déces. Ainsi il
gagne sur la mort. En 1570 et en 1577 Theotokupolos a réalisé des peintures a ce
sujet qui se différent au niveau de la conception picturalle : le clair-obscur et les

couleurs sont beaucoup plus exprimés sur le tableau plus tardif.

En effet le maitre a consacré beaucoup plus de chef-d’ceuvres aux plusiuers
sujets bibliques. On a envisagé ceux qui sont a mon avis les plus captivants.
Finallement, il faudrait dire que le role d’El Greco est immense dans 1’histoire de
I’art mondial, il a inspiré un grand nombre des artistes et a représenté des motifs

religieux de la fagon formidable et unique.



10

bubJieiickue croxeTsl B TBOpYecTBe Diib ['pexo

bubneiickue croxeTbl H300paxkeHbl B pabdOTax MHOTHX €BPONEHCKHUX
XyJIO)KHUKOB BCeX IlepuonoB. JlomuHukoc TeoTOKymoium — HacTosee UM
XyJloKHUKa, ponuBiieroca B 1541 rogy B Kanaum, Ha Kpure. Uto uHTEpECHO
OTMETHUTH, TaK 3TO TO, YTO €TO HACTOSIIEE UMs B IIEPEBOJIE C IPEUECKOIO O3HAYAET
«cbiH boropomunely. OH XOT€d COXpaHUTh ATy CBA3b C OOKECTBEHHBIM Ha

MMPOTAKCHUUN BCEH CBOEH KM3HHU. CGFOI[HH MBI 3HA€M 3TOr'0 I'eHHs KaK JJib FpeKo.

TaK, cpean MOTHUBOB Hosoro u Berxoro 3aBeToB ecTh TAKHUC, KOTOPHIC O7b
FpeKo MUCaJI JaX€ HCCKOJIBKO pa3s. PaCKpOGM 9TO Ha NPHUMCPC HCKOTOPLIX €I0

kKapTuH 00 Ycnenuu u Boznecenuu boropoauiiel, biarosemnennu u Bockpecenun.

VYcnenune. Dto koHer )xu3HU JleBrl Ha 3eMile B Hadajio €€ HeOeCHOM U BEUHOM
KU3HU. DTO HE MYUYCHHYECTBO, a CKOpee 3achilaHue. JTO Obljla OYeHb XOpoImas
HOBOCTb, TIOTOMY YTO OTHBIHE MaTh ObLJIa PSAJOM CO CBOMM JOPOTHM PEOCHKOM.
«Ycnenue» Onp ['peko Obuto Hamucano B 1567 romy. CTuib W KaHOHBI
BU3aHTUHCKON UKOHBI, KOTOPBIE OH OCBOWI Ha Kpurte, 1ocTaTOUHO NprMeYaTeIbHbI
B 9TOM IIPOM3BEACHUU: 30JI0ThIC AeTaNH U ()OH, TeoMeTpruuecKue Gurypsl u GOpMBI,
JIOBOJILHO YCIIOBHBIE M300pakeHus U T. 1. Yepes 10 neT Xyn0KHHUK MUIIET HOBYIO
kapTuHy 0 Bo3Hecenun boropoaunsl — katonuueckoM gormare. [locie Ycnenus eé
TEJI0 BO3HECJIOCHh Ha He00. B 3T0l KapTHHE yKe eCTh YepThl 00JIee PeaTMCTUIHOM
xuonucH. [IpedOpiBanue B Utanuu u nepee3q B Toyeno CUIbHO MOBIUSIN HA €T0

TBOPYECTBO — OH OTOLIEN OT BU3AHTUHUCKON HKOHOIIMCH.

Crnenyromuii CIOKET, W300paKEHHBIM Ha KapTUHax Oab ['peko, — 3To
bnarosemnienue. OH mucai 3TOT CrOXKeET ATk pas: B 1570, 1576, 1600, 1609 u 1614
rogax. Apxanren ['aBpumn omoBectun JleBy Mapuio, 4yTo y Hee pOJIUTCS
borommanenen Xpucroc. KoMno3unuss KapTiH OJWHAKOBA: CIIEBA PACIOJIOXKEHA
boropoauna, crpaBa- Apxanren, a CBEpXy Mbl BHAMM aHresnoB. Mexay Bcemu
ATUMHU pabdOTaMM €CTh pa3iMuusl B IIBETE, B M103aX, B MaHepe HamucaHus u T. a1. U

3TO y>K€ HE UKOHBI.
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JIpyroii MOTUB, KOTOPBIIA MOKHO BBIIEJIUTH B TBOPYECTBE Diib I peko — 3TO
Bockpecenue Xpucroso. Ero ayia Bctpedaercs ¢ T€I0M Yepes TPU JHSA [OCIIE €T
cmeptu. Takum o6pazom o nodexaaeT cMeptb. B 1570 u 1577 ronax Teotokymnonu
CO3JaJl HA JTy TEMY KapTUHBI, OTIMYAIOLIMECs >KUBOIMCHOW KOHLIETIIHECH:

CBCTOTCHHU M LIBETA IOpasao CUJIbHCE BbIPAKCHbI B HOSIIHeﬁ ZKHUBOIIUCH.

Ha camom nene, OuOelcCKUM CIOK€TaM MacTep IOCBATUJ €Il€ HeMallo
IIeIeBpOB. MBI PACCMOTPENH T€, KOTOPBIC, HA MOW B3TJIs], HAH0O0JIee UHTCPECHBI.
Haxkowner, ciemyer ckazarh, 4TO posib Db [ peko B HCTOpUH MUPOBOTO MCKYCCTBA
OTPOMHA, OH BJIOXHOBHJI OOJIBIIIOE KOJMYECTBO TBOPIIOB U M300pa3nil PEIUTHO3HBIE

MOTHBBI U3BICKAHHBIM U HCTIOBTOPHUMBIM 06pa30M.

['mpa E. A.
I xypc mazucmpamypor ©THH Hucmumyma umenu U.E. Penuna

Hayunwiii pykosooumens H.C. Kymeiinuxosa, kanouoam uckyccmeogeoenus

Hayuynwiii pykosooumens M. b. Kpasuynac, kanouoam uckyccmeoseoeHus

Interpretation of Biblical subjects as a reflection of the spiritual

state of society

The theme of my report is an analysis of an effect that spiritual state of
the society gives to the perception of biblical subjects in Russian history of art.
To comprehend our cultural heritage, we need to look at an artist, who
anticipates and then reproduces ideas in its own unique, as a translator of the

collective unconsciousness.

The inner plasticity of Russian icons, which represents an ancient
Russian art, gives as an idea of the way of thinking and religious experiences
of our ancestors. Looking through different periods of history with its own
artistic styles and features shows special dynamic of spiritual state of society.

One of the checkpoints of the liberation and emancipation of a religious artists



—the art of a great Russian painter of classicism Alexander Ivanov. In the cycle
of watercolors known as «biblical sketches», he brings critical beginning into
the sphere where blind faith had previously reigned. lvanov, by comparing the
main narration with the Old Testament legends and various pagan myths, let

his ideas and impressions reinterpret the core of the Gospel stories.

In some way, the freedom of expression owes much to lvanov and circle
of like-minded people. Their ideas were later expressed in the formation of the
«Russian national style», which had a fundamentally new approach to the

religious art.

In my opinion, modern artists tell the same old biblical truth through new
interpretation of Bible stories. No matter how revolutionary and extraordinary
their artistic language seemed, in fact it has much in common with the searches

of eminent artists of the past.

NuTepnperanus O0M0JIEHCKNX CI0KETOB KAK 0TPaKeHHe TyXOBHOI0

COCTOSITHMSA 00IIEeCTBA

B craThe aHanu3upyeTcst BIMSHUE TyXOBHOT'O COCTOSIHUA 00IIecTBa Ha
BOCIIpUSTHE OUONEHCKUX CIO)KETOB B HCTOPUU PYCCKOTO HCKYCCTBA.
[IpencraBienrie O XyHOKHUKE KaKk O TPaHCIATOPE KOJUIEKTUBHOTO
0ecco3HATENBHOT0, KOTOPHIH MPEABOCXUIIACT, & 3aT€M BOCIPOU3BOIUT ITHU
WU CBOUM XYAOKE€CTBEHHO-BBIPA3UTEIbHBIM  S3bIKOM, JAa€T HOBBIE

BO3MOXHOCTH BOCIIPHUATHUA HAIICTO KYJIbTYPHOI'O HACICAMA.

Kommo3uimonnass 1miacTMKa PYCCKHMX HMKOH,  OJIMIIETBOPSIONINX
JPEBHEPYCCKOE HCKYCCTBO, MHOIO TOBOPUT 00 oOpa3e MbIIJICHUS |
PEIIMTHO3HBIX TEPEKUBAHUIX HAIIUX TMPEAKOB. AHaW3 Pa3HbIX NEPHO0OB
HCTOPUH, KAXKJIOMY M3 KOTOPBIX COOTBETCTBOBAJI CBOM XY/0>KECTBEHHBIMN
CTWJIb, TOKa3bIBA€T OCOOYI0 JMHAMHKY JIYXOBHOT'O COCTOSTHHUSI OOIIECTBa.

BaxxHoil Toukoil B OCBOOOXJIEHHMH W PACKPEHOIICHUH YMa PEIUTHO3HOTO
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XyHAO0KHHUKA SIBJISIETCS TBOPYECTBO U BEIUKOIO PYCCKOrO YKHUBOIIMCLA 3MOXHU
Kiaccunmsma - Anekcanapa MBanoBa. B nmkie akBapeneil, U3BECTHOM Kak
«OubnercKkue 3CKU3bl», OH MPUBHOCHUT KPUTHUECKOE Hadalo B cdepy, Iae
paHee napuia cienas Bepa. FMIBaHOB m03BOIMII CBOUM HOBBIM UIESIM IOBJIHUSTH
Ha BOCIIPUATHE €BAHTEIBbCKUX UCTOPUM, HECMOTPS HA pa3Indusi C OCHOBHBIMU
JorMamMu 1epkBU. B cBoux «Oubneiickux 3cku3a» HBaHOB cpaBHUBAET
OCHOBHO€ TMOBECTBOBaHHUE C JereHaamu Berxoro 3aBeta W pa3iMyHBIMU

A3BIYCCKUMHU MI/I(baMI/I.

B HexoTopoMm poze, cBoOO[a CaMOBBIpAaXKEHUSI BO MHOTOM 00si3aHa A.
NBaHOBY M Kpyry €ro €IMHOMBIIUJIEHHUKOB. MX HJEeH TMO03KE HallIu
BbIpa)KEHHE B (POPMUPOBAHUU «PYCCKOTO HAIIMOHAIBHOTO CTHUJIS», KOTOPBIN
OTJINYAJICA MPUHUUNHAIBHO HOBBIM MOAXOJIOM K PEIUTHMO3HOMY HCKYCCTBY.
Takxke UM COBpEeMEHHbIE XYAOXKHUKH PACCKA3BIBAIOT Ty XKe OMOJIEHCKyro
UCTUHY, II0-HOBOMY UHTepIpeTHpys Oubinelickue uctopun. Kaxum Obl
PEBOJIFOMOHHBIM U JKCTPAOPAMHAPHBIM HE Kas3alcs MX XYyHOKECTBEHHO-
BBIPA3UTENbHBIA S3bIK, OH BO MHOIOM CXO0 C IIOMCKaMHU BBIJAIOLINUXCS

XYyJI0’)KHUKOB MUPOBOU UCTOPUU UCKYCCTB.

Cnucok uTepaTyphl:

1. AnmatroB M. MoHnorpadusi 0 pyccKoMm >KHMBOIHUCIE AJEKCaHIIPE
NBanoBe «Anekcanap Anapeesnd MBanoB. KusHb u TBOpuecTBO». B 2-X

tomax (420+330ctp.) U3n-Bo «MckyccTBo», M., 1956.

2. Ycnenckuit JILA. bBorocioBue WKOHBI TMPABOCIABHON IIEPKBH.
[lepesacnasnb: U3narenbcTtBO bpatcTBa BO MM CB. OJr. KHs3sl AJieKcaHpa

Hesckoro, 1997.

3. IOur K. Ilcuxomorus u anxumusa. M.: ACT, 2008.
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['pebenrkoBa O. A., Manukosa B. /I.
Hayunwiii pykosooumens JI. JI. Jlobpsaxosa

Evolution de I'image de Saint Sébastien traité par Pietro Perugino tout
au long de sa vie

Pietro Perugino est né vers 1446 dans le centre de I'ltalie prés de Pérouse.

En histoire de l'art, cet artiste est attribué a I'école ombrienne, dans laquelle il
s'est formé au debut de sa formation. Néanmaoins, le Pérugin a passe la majeure partie
de sa vie a Florence, c’est pourquoi beaucoup de savants croient que Perugino
appartient a I'ecole florentine.

L'une des images préférees et les plus fréeqguemment rencontrees du Pérugin
était Saint Sébastien.

On peut retracer I'évolution de cette image, que le Pérugin a évidemment
gardait et traitait tout au long de sa vie.

On voit déja des traits reconnaissables dans la fresque représentant Saint
Sébastien de I'église Sainte-Marie de Marsciano : une pose caractéristique avec un
contrefort, un regard en haut, des traits du visage presque feminins - tout cela se
retrouve également dans les incarnations ultérieures du martyr par Pérugin.

Pourtant une certaine rigidité de la pose est encore perceptible, les bordures
nettes de couleurs ne créent pas I'impression d'un volume corporel vivant, que le
Pérugin pourrait plus tard atteindre complétement.

Dans presque toutes les images, une grande attention de l'artiste est portée sur
le beau corps du saint, a la fois fort et tres gracieux, dirigé en haut et fermement
appuye sur le sol.

Le fond et la composition sont traditionnels : la symétrie et le paysage,
combinés a des éléments architecturaux caracteristiques a la fois du Pérugin et a
I'époque.

Saint Sébastien du Pérugin a 1'Ermitage ce n’est pas trés grande planche avec

tempera et peinture a I'huile de la collection de I'Ermitage.
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Devant nous une composition intéressante : I'auteur a concentré notre attention
sur le visage et demi-corps du personnage.

Pour le méme but, probablement, le fond a été décidé en noir - ce qui crée
I'effet de contraste, I'éclat du corps ne détourne pas l'attention du public du visage et
de la personnalité de Saint-Sébastien.

L'essentiel de 'ceuvre est peint a la détrempe, mais un glacis au dessus a I’huile
ce qui permet de créer un volume corporel et transmettre une vibration de la lumiere
et d’ombre.

Tout ca est étonnamment fait avec une grande finesse.

La fleche n'est ici qu'un symbole de la souffrance, qui souligne la personnalité
du Saint Sebastien. La tache principale du Pérugin est de montrer non pas I'exécution
du saint, mais son alliance inséparable avec le Seigneur.

Il est a noter que l'artiste considérait I'image a demi-corps comme la plus
réussie, et nous savons avec certitude que c'etait I'idee, car un dessin préparatoire a
¢té trouve pour cette ceuvre.

Une telle décision nous plonge de nouveau dans le monde intérieur d'un

martyr pour nous présenter la sensation de son ame et de ses penseées.

Oo6pa3 Cearoro Cedacrbsina B TBopuecTBe IIbeTpo Iepynxuno

[Teetpo [lepymxuno poausncs ok. 1446 roga B nentpanbHoi Mtanuu, BOIM3M
[lepymxu.

HckyccTBOBEIBI OTHOCSAT ATOTO JKUBOMMCIIA K YMOPHICKOW IIKOJEe, ¥
MacTepoB KOTOpPOH OH oOydyasicsi B Hadalle CBOEro CTAHOBIICHHsS. TeM He MeHee
[lepymxuHO OONBITYIO YaCTh CBOCH JKM3HU TIPOBeN BO DIOPEHIINH, TOATOMY P
YYEHBIX CUMTAET, 4TO [Iepy/KIMHO MPUHAICKUT K (DIIOPEHTHIICKON MITKOJIE.

OnnuM u3 nMOOUMMBIX U Hanbojee yacTo Berpevarommxces y Ilepymxuno
00pa3oB Ob11 CBsaToit CebacThsH.

MoOXHO MOpOCAEAUTh SBOJIOIUI0 3TOro o00pasza, KOTOPbIA XYAOKHHUK

pazpabaThIBall B TCUYCHUE BCEU KM3HMU.
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VY3HaBaemble 4epThl MOXHO YBUJIIETh YK€ BO (Ppecke paHHEro mnepuoja ¢
nzobpaxxenueMm cpsaroro CebacTtbsiHa u3 uepkBu CesToi Mapuu B MapaHo:
XapakTepHas 1mo3a ¢ KOHTPHOPCOM, YCTPEMIICHHBIN BBEPX B3TJISAl, OUTH KCHCKHE
YepTHI JIUI[a — BCE ATO BCTPEYAETCS U B 00JIe€ MO3IHUX BOILIOMICHUSX MYYCHUKA Y
ITepymxuHo.

N Bce ke HEKOTOpas KECTKOCTh IMO3bl 3[1€Ch OYEBHUAHA: PE3KUE TPAHUIIBI
KpacoK HE€ CO3/1al0T BIIEYATJIEHHS] KUBOTO TEJIECHOro o0beMa, KOTOPOro
[TepymxuHO BIOCJIEICTBUU CMOT JOOUTHCS.

[Toutn Ha Bcex kaptuHax co CBsTbiM CeOacThIHOM OOJIbIIIOE BHUMAaHHUE
XYJIO’)KHUKA YIEJIEHO €ro MpPeKpacHOMY TeJy, OJHOBPEMEHHO CUJIBHOMY U OY€Hb
IpalMO3HOMY, YCTPEMIIEHHOMY BBEPX U TBEPAO OMHUPAIOLIEMYCS HA 3€MIIIO.

@OH ¥ KOMITO3UIIUS TPAJULIMOHHBI: CUMMETPUYHAST KOMIIO3UIIUS, TIEH3aXK B
COYETAaHUM C APXUTEKTYPHBIMH 3JIEMEHTAMM, XapaKTepHbIMU Kak 1 [lepymxuHo,
TaK M JJIs1 )KUBOMHMCHBIX MPOU3BEAEHUN TOT'O MEPHUO/IA B LIEJIOM.

Caatoii Cebactesin pabotsl Ilepymkuno u3 cobpanus [ ocynapcTBEHHOTO
OpmuTaxa MnpeacTaBisieT co00i He 0UeHb OOJIBITYIO IOCKY TEMIIEPHOM U MacIIsIHON
KUBOITHCBIO.

[lepen HaMu UHTEpECHAs! KOMITO3UIIMS: aBTOP COCPEAOTOUYMII Hallle BHUMAaHUE
Ha JIMIE U TOPCE MEePCOHAXkA.

C 27Ol ke 11ebl0, BepOsTHO, U (OH peniéH B YEPHOM I[BETE, YTO CO3/acT
s ekt KOHTpacTa, OJJHAKO CBET TeJIa HE OTBJIICKACT BHUMAHHUE MTyOJIMKH OT JIUKA U
xapakrtepa Cssitoro CebacTbsHa.

bospiias yacte KapTHUHBI HalKMCaHa TEMIIEPOM, MOBEPX KOTOPON HAHECEHBI
MacJIiHbI€ JIECCUPOBKH, YTO CO3AAET TEJNECHBIM 00BEM, UTPY CBETa U TeHU. Bee 3To
BBITIOJIHEHO C UCKJIFOUYUTEIIbHBIM HU3SIIECTBOM.

Crpena 3mech JHIIb CUMBOJ CTpajaHus, OTTEHSAIONIMN JUYHOCTHBIE
IKCTaTUUYECKUE niepekuBanms cBsiToro CebacThsHa: riiaBHas 3a1a4a [lepymxknao —
MOKa3aTh HE Ka3Hb CBATOI0, @ €Er0 HEPA3PBIBHYIO CBA3b ¢ ['ocrogom.

Cnenyer OTMETUTb, YTO TIOMOSICHOE H300pPaKEHUE CBSITOrO XYJIOMKHHUK

rnocuuran Haubolee YAa4HbIM, 1 Mbl TOYHO 3HACM, YTO TaKOB OBI1 M3HAYAILHBIN



17

3aMbICell, TaK KakK JJisg 9TOM padOThl UMEJICS MOATOTOBUTEIbHBIA PUCYHOK. Takoe
KOMITO3UIIMOHHOE PELIEHUE CHOBA ITOTPYKAET HAC BO BHYTPEHHUN MUP MYUYCHHKA,

YTOOBI AaTb HaM BO3MOKHOCTb IPOHUKHYTHCA ABHKCHHUAM €TI0 AYIIH U €TO MBICJICH.

JlementreBa E. C.

I kype @TUHU Axademuu Xyoosxcecms um. Penuna

Hayunwui pykosooumens I'. M. Amuposa, kanouoam uckyccmeoseoeHus

Grunewald's painting "*The Crucifixion"

It is worth starting directly with the author. Mathis Neethart-Gotthart or
Grunewald. His name Grunewald was invented by a biographer in the XVI1I century.
The identity of this artist is still surrounded by mystery. There is no exact date of his
birth, approximately 1470. There are very few works left after him. But in these
works he managed to reflect the mystical spiritualism characteristic of the Late
Middle Ages in Germany in an incredibly expressive way. It was these features that
attracted representatives of expressionism a few centuries later. Personally, I believe
that Grunewald is basically the beginning of German expressionism. Because
painters like Dix and Beckmann and Picasso, by the way, too, they all looked at him
with a degree of desperate expressiveness that no one had ever had.

So, "Crucifixion", 1510, although this is of course an approximate dating. In
addition to this "Crucifixion" there were other, earlier ones. And then later ones will
be painted. But | would like to tell you about this "Crucifixion", because it is very
significant. The degree of emotional saturation increases in it and a new structure of
the image is formed, which has become typical for the later "Crucifixions" of the
master. It is worth noting that Grunewald's "Crucifixion" is filled with
expressiveness. Broken, unnatural poses, deliberate violation of proportions, dirty,
dark, unpleasant colors, an obscure landscape, numerous traces of the flagellation of

Christ, torn clothes - all this conveys emotionality and exaltation. This contributes
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to the intensification of the tragedy and works for the viewer so that we feel all the
despair and sadness.

The "Crucifixion™ of 1510. The so-called "Small Crucifixion" because of its
size. Only 61.3 by 46 cm or it’s also called “The Washington Crucifixion” because
of its location (National Gallery of Art in Washington). The composition is
triangular, typical for Grunewald's painting. The figure of Christ is the central axis
of the composition. The verticals running along the edges of the cross determine the
position of the characters. The diagonals are set by the hands of Christ. Thus, the
composition has a strict geometry. The artist has reduced the number of characters.
In addition to Christ, the Virgin Mary, Magdalene and the evangelist John are
depicted here. Maria, in a headscarf obscuring her face, froze in mute grief. Mary
Magdalene is completely incorrectly attributed here. Usually she is always depicted
with her hair down, but here she is covered with a veil. A robe the color of blood
and a dark top due to remorse. The Virgin is covered with an earthen-colored veil.
No one has ever used such a color again. Robes, draperies are very soft and at the
same time very dense and often very old, clearly worn, torn. Although we do not see
the faces of women, but by their poses we perfectly determine the highest degree of
compassion, grief and despair.

Of course, the main bearer of the image in this picture is the crucified Christ.
The crucified one no longer towers above the upcoming ones, he is lowered and is
among people close to him. His figure will not get rid of the rest. When we look at
this picture, we do not leave the feeling of movement on it, expressiveness. The
crouching body of Christ, his twisted arms and fingers. Here you can clearly see his
torments and sufferings. But at the same time we see the absolutely dead body of
Christ. In order for the viewer to imagine the weight of the body hanging on the arms
nailed with bunches, the arms of Christ were disproportionately elongated. You can
feel how heavily his body is hanging down, how tense his arms are dislocated in the
shoulder joints. Moreover, the crossbar of the cross seems to spring under the weight
of the body of Christ. There is a comparison of the crucified in this picture with an

arrow on a crossbow, where the crossbar plays the role of a bow, the hands are
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bowstrings, and the body is an arrow. Very characteristic Grunewald hands. The
shape of Jesus' hands echoes the gestures of his followers. Gestures play a very
important role here. The hands of the Apostle John seem to grow together. He does
not even notice that he is about to break his fingers in this way, he looks at Jesus,
not knowing what to do. We see absolute despair.

It is important to note the moment of stretching the body of Jesus. This
moment is given by the artist with rough persuasiveness. And how tense the torso
is, and how the chest bulges, and how the skin of the abdomen is stretched. Here is
the anatomy of a dead person. An already decomposing body. For the most part,
Renaissance artists, apparently hoping for the best and knowing that it would
happen, depicted the crucified Jesus still alive. Jesus was very rarely depicted as
dead. Grunewald portrays Jesus as dead.

Tilting the head to one side and turning the feet to the other can convey the
impression of a painful and slow rotation of the figure around the axis - the trunk of
the cross. This motif, found by Grunevald, will be used in subsequent works. The
crown of thorns on the head of Jesus is a kind of crown. At the subsequent
"Crucifixions" Grunewald will further enlarge the figure of Christ.

The fact that the expressiveness of the figures did not come easily to
Grunewald is evident from the numerous pentimenti. As for the color of the painting,
it has large color spots and strong contrasts between bright red and almost white,
light yellow and dark green.

The vague outlines of the valley and bizarre rocks stand out against the night
background. But they are almost immersed in darkness and are not perceived as a
landscape background. Figures dominate everything. The dark landscape
background adds even more melancholy and sadness to the picture.

And in conclusion

The scene of Grunewald's "Crucifixion" reflects the founder's beliefs in the
meaning of physical suffering. Although illness was sometimes regarded as a

punishment for sin, its fact was interpreted as a forgiveness that could restore the
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health of the soul. And the desperate image of Grunewald was intended in this way
as a spiritual help to the sick and weak.

With his painting, Grunewald seems to be telling us: this is what real faith
looks like. After all, if you understand that Christ conquered death, you must
understand what death is. And death is decomposition, it is an irresistible force that
leads to destruction. And it was this destruction that Christ overcame. This is his

victory. Victory over death - exists. And this is the meaning of the Christian faith.

«PacnsaTue» 1510 r. Marruac I'proHeBaiba

JIMYHOCTH ATOTO XYAOKHHKA JO CUX TOpP OKpYy)KeHa TaiHOW. Sl xorena Obl
pacckazaTtb BaM O €ro mnpousBeJecHHH, O "Pacmsituu", mMOTOMY 4YTO OHO OYEHb
3HAMEHATEIbHO. B HEM MOBBINIAETCS CTENEHb YMOIMOHATIBHON HACBIIIEHHOCTH U
dbopmupyeTcst HOBasi CTpyKTypa oOpasa, cTaBIlas TUIIMYHOW sl O0Jiee MO3IHHUX
"Pacniatuii" mactepa. CTOUT OTMETHUTH, uTO «Pacnsitue» ['proHeBasibaa HAMOJIHEHO
AKCIPECCUBHOCThIO.  M3IOMaHHBIE, HEECTECTBEHHBIE  MO3bl, HAMEpPEHHOE
HapyLIEHHE MPONOPLHiA, IPsI3HbIE, TEMHBIE, HEIPHUATHBIE LIBETA, HESICHBIN MEU3aXK,
MHOTOYHCIICHHBIE CJeIbl OMueBaHUs XPHUCTa, PBaAHbIC OJIEKIBI - BCE ATO MepeaeT
AMOIMOHATBLHOCTD, 9K3aJbTUPOBAHHOCTb. JTO CIIOCOOCTBYET YCHJICHHIO Tparu3ma
U paboTaeT Ha 3pUTeNsi, YTOOBI MBI IPOYYBCTBOBAIU BCE OTUASIHUE U IT€YaTh.

"Pacniatue" 1510 roma, Tak Ha3zpiBaeMoe "Maioe pacnsatue" uiu ero eme
Ha3bIBalOT “BammHrronckoe pacnstue”. Kommno3uius TpeyroibHas, TAIAYHAS 15
xuponucu ['proHeBanpaa. @Purypa Xpucra SBISETCS LEHTPAJIBHOW OCBIO
KOMIIO3UIMU. BepTukanu, npoxoasdime no KpasiM KpecTta, OIpeaeIstoT ITOJI0KEHUE
nepcoHaxei. Jluaronanu ycTraHoBiIeHbl pykaMu Xpucta. Takum oOpazom,
KOMITO3UIMS MMEET CTPOTYK) TE€OMETPUI0. XYIAOKHUK COKPaTHJ KOJIMYECTBO
nepconaxei. [Tomumo Xpwucra, 31ech nzoopaxensl Jlea Mapus, Marnaimaa u
eBaHrenuct Moann. Mapus MarpanuHa 34€Ch COBEPIIEHHO HEBEPHO TPAKTOBAHA.
OObIYHO ee Bcerga M300paKarOT C PaCIyIICHHBIMU BOJIOCAMM, HO 37€Chb OHa

MOKPBITA ByalIbl0. boropouia MmokpeiTa MOKPHIBAJIOM 3€MIMCTOrO 1BeTa. HukTO
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HUKOTJ1a OOJIbIIIE HE UCTIOIB30BaJ TAKOM IIBET. XaaaThl, IPAIUPOBKU OUYEHb MATKUE
U B TO K€ BpPEMs OYCHb IUIOTHBIE M YaCTO OYEHb CTaphble, SIBHO IMOHOLICHHBIC,
pBaHbIE.

['maBHBIM HOCHUTENIEM 00pa3a Ha 3TOM KapTHHE SIBISETCS pacHsAThlii XPpUCTOC.
PacnsiTeiii Oosibliie HE BO3BBIMIACTCS HAJ TPSAYIIUMH, OH ONMYIIEH U HAXOJIUTCS
cpeau Oau3KuxX emy jrojen. J[jis Toro 4ToObl 3puTeNih MOT MPEICTaBUTh BEC Tela,
BUCSIIIETO HAa  pyKax, TMPUOUTBIX  TBO3JAAMH, pPyKd  XpucTa  ObUIH
HEMPOMOPIUOHAIBHO yIJIMHEHBI. Bbl MOXXETE MOYYBCTBOBATH, KaK TSHKEJIO CBUCAET
€ro TeJslo, KaK HaIpsDKEHbl €r0 PYKH, BRIBUXHYTHIE B IUICUYEBBIX CycTaBax. bomee
TOTrO, MEPEKJIAJINHA KPECTa, KaXKETCs, MPYKUHUT TOJ TAKECThIO Tela XpPHUCTa.
Ouenb xapaktepHbie pyku ['proneBanbaa. @opma pyk Mucyca nepexiukaercs: ¢
KECTaMu ero nocienoBateneid. JKecTbl UrparoT 3/1€Ch OYEHb BAXKHYIO poib. Pyku
anoctrona Moanna xak O0ynro cpactatorcs. OH Jake HE 3aMEyaeT, YTO BOT-BOT
cioMaer cebe manblibl TakuM obpasom. OH cMoTtput Ha Hucyca, He 3Has, 4TO
nenatb. Mbl BUANMM abCOTIOTHOE OTYAsTHUE.

BaxxHo oTMETUTH MOMEHT HaTsKeHHUs Tena Mucyca. 3ToT MOMEHT nepeaaH
XyJIO)KHUKOM C TpyOor yOemutenbHOCThIO. M Kak HampsikKeH TOpC, M Kak
BBIIISTYMBAETCS TPyAHAs KJIETKA, U KaK HATIHyTa KokKa. DTO aHATOMHUS MEPTBOTO
YelioBeKa. Y)Ke pasjararoleecss Telo, MHOTOYUCIICHHBbIE cliefpl OnyeBaHus. [lo
OOJBIIIeH YacTH XyJ0KHUKH 310XH BO3poskieHus, 0ueBUIHO, HAJIESACh HA JTydIllee
Y 3Hasl, YTO TO MPOMU30IAET, n3o0paxkanu pacmsatoro Mucyca emie xuBbiM. Mucyca
OYEHb PEJIKO U300pakanu MepTBbIM. [ proHeBaiba n300paxkaeT Mucyca MepTBBIM.

HaknoH ronoBel B OJHY CTOPOHY M NOBOPOT CTYIHEW B JIPYT'YKO MOTYT
CO3/1aTh BIleUaTiIeHUE O0JIE3HEHHOTO0 U MEIJIEHHOTO BpallleHHsI (PUTYpbl BOKPYT OCH
- TYJIOBHIIIA KpecTa. DTOT MOTHUB, HailZleHHBIN | proHeBanb0M, OyAET UCIOIB30BaH
B MOCTEAYIOIUX paboTax.

UYro kacaercs KOJIOpUTa KApTHHBI, TO B HEH €CTh OOJIBIIINE IBETOBBIC TISITHA U
CUJIbHBIE KOHTPACThl MEXIY SIPKO-KPACHBIM U IMOYTH OENbIM, CBETIO-KEITHIM U

TCMHO-3CJICHBIM.



22

Cuena "Pacnatus" I'proHeBanbia OoTpaxaeT yOekKJACHUs MPOOCHOBATENS B

3HAUYEHUU (PU3NYECKOTO cTpagaHuss. XoTs 00Jie3Hb MHOTJA paccMaTpHUBalIach Kak

HaKa3aHUC 3a I'peX, €C (I)aKT HHTCPIIPECTUPOBAJICA KaK IMPOIICHHUE, KOTOPOC MOIJIO

BOCCTaHOBUTH 3710p0oBbe nymu. U otyasBiuiicsa o6pa3 I'proHeBanbaa ObLT 38 1yMaH

TaKUM 00pa30M, KaK JyXOBHas MOMOILb OOJIbHBIM U CJIa0bIM.

X/
0’0

D)

Kucensuukona C. JI.

Hayunwiii pykosooumens E. H. Ky3neyosa

Biblische Geschichten in den Werken von Emil Nolde
Trotz der Tatsache, dass die traditionelle Religion ihren Einfluss auf den
Menschen und die Gesellschaft zu Beginn des XX. Jahrhunderts praktisch verlor,
gab es in der Kultur der Jahrhundertwende ein ausgepragtes Bedrfnis eine neue
geistige Unterstiitzung zu finden.
Die Idee der menschlichen Verklarung durch das emotionale Erlebnis rief bei den
Expressionisten das Interesse zur religidse Erfahrung hervor.
Emil Nolde (1867-1956) — einer der bedeutendsten deutschen Expressionisten,
seine ganze Malerei empfand Nolde als der Akt des Gottesdienstes.
Solche respektvolle, fast «sakrale» Haltung zu seiner Tatigkeit liegt an seiner
Herkunft. Er kam aus einer sehr frommen lutherischen Familie, darum besorgte
er sehr tief, fast bis zur Ekstase, tber die Glaubensfragen, als er noch sehr jung
war.
Emil Nolde gehorte kurzzeitig zum 1905 in Dresden gegriindeten ersten Bund
des deutschen Expressionismus — «Die Briicke».
Erstmals entstand religioses Motiv bei Nolde schon in den friihen 1900er, zwar
der Kinstler selbst meinte genau 1909 als der Anfang, als er das Triptychon
schuf: «Abendmal», «Verspottung von Christus», «Pfingsten».
Die Form der religidsen Kunst Noldes wurde von gotischen altdeutschen

Meistern inspiriert.
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Von 1909 bis 1912 schuf Nolde 24 religiose Gemalde, darunter das beriihmte
Polyptychon «Das Leben Christi» ist. In den Grund des Sujets legte mehrere
Episoden aus dem irdischen und postumen Leben Christi.

Das Polyptychon bestand von 9 Leinwanden. Nolde 6ffnet die Chronologie des
biblischen Zyklus mit «Weihnachten» und endet mit «Himmelfahrt». Der Anfang
und das Ende der Heilsmission Christi sind durch seine Qualen verbunden: in der
Mitte der Komposition befindet sich eine riesige «Kreuzigung».

Nolde schuf sein Polyptychon am Vorabend des Ersten Weltkriegs. Allegorisch,
in phantasmagorischer Form erzahlt der Kuinstler von seiner Zeit. Die Vorahnung
der drohenden Katastrophe, des sinnlosen Gemetzels, fullt die «Kreuzigung» mit
so starkem Expression und Schmerz, dass es schwierig ist, das Bild zu betrachten.
Noldes Werke zu biblischen Themen sind das Ergebnis seiner spirituellen Suche,

in denen er die Spannung des Daseins duferte.

bubJeiickue croxerbl B TBOpuecTBe IDMuJisa Hoabae
K navamy XX Beka TpagullmoHHas peIUrus yTpaTuiia CBOe BIUSHUE HA YeTIOBEKA
1 00IIIECTBO, OJTHAKO, HECMOTPS Ha 3TO, B UCKYCCTBE pyOeka BEKOB HaOII01aeTCs
HEOOXOIUMOCTD B IIOUCKE HOBOM JTYXOBHOM OITOPHI.
Nnest ugenoBedeckoro mnpeoOpaxkeHUsi 4Yepe3 SMOIMOHAIBHOE TEepeKUBAHUE
BbI3BaJIa MHTEPEC XYI0KHUKOB-IKCIIPECCUOHUCTOB K PEIUTHO3HOMY ONBITY 1.
Omuine Hompae (1867-1956) — HeMenkuid 3KCIPECCHOHHUCT, CYUTABIIHNA CBOKO
KUBOTTHUCH «aKTOM CITy>KeHHs bory»2.
Takoe, moUTH «CakpaabHOE» OTHOIICHHE K CBOEMY HCKYCCTBY OOYCIOBJICHO

IPOUCXOXKIECHUEM XYAOKHUKA, BBIPOCHIETO B OY€Hb HAOOXKHOU JIFOTEPaHCKON

! Dxenpeccuonusm. CoopHuk crateii / mog pen. E.M. Bpayno u H.D. Pamnosa. — JI.: BecemupHas nuteparypa, 1923.
—C. 194.

2 Bunbke E.B., Matseesa T.A. Bubneiicknue MOTHBBI B )KHBOIMCH XYIOKHHKOB-3KCIPECCHOHUCTOB (Ha MPUMEPE
TBOpuecTBa OMunsa Hombne) // Mamepuanet XVI u XX MedscOynapoonoi nayyHo-npakmuueckol KoHgepenyuu 8
pamkax XVII Mesicoynapoonvix nayuno-oopazosamenbHulX SHAMEHCKUX YMEeHUll « XPUCMUAHCKOe MUPOOCMbICTEHUE
6 anoxy yugposwvix mexnonoauti». — Kypck: U3n-Bo KI'Y, 2021. — C. 81-86. / [DnexTpoHHbIH pecypc]. — Pexnm
nocryna: URL: https://elibrary.ru/item.asp?id=46670383. — C. 2.
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CeMbe, T0ITOMY €I1Ie C PAHHETO JIETCTBAa OyAYIIEro MacTepa BOJTHOBAIU BOIPOCHI
BEpHI3.

Henonroe Bpemss Omunb Hombae Bxoaus B TEPBBIA KPYKOK HEMEIKHUX
AKCIPECCUOHUCTOB — «MOCT», OJTHAKO UX METOAbI PaOOTHl OCTABAIUCH UYK]IbI
XYJI0KHUKY-OJTMHOYKE4.

BnepBeie peaurno3Hbie MOTHBBI NOSABISIIOTCS B TBOpUyecTBEe Homnbae eme B 1900-
€, XOTSI CaM XYJOXHHUK CUUTAET UCTUHHOM TOYKOUW orcyeta mMmeHHO 1909 rop,
KOrJa OH co3laeT Tpu nosiotHa — «TaitHas Beuepsi», «Ilopyranue Xpucrtay,
«IIaruaecaraunay (1909).

JluneapHOCTH (OPM PEIUTHO3HBIX MMOJ0TeH HOJb/ie BOCXOAUT K CpeTHEBEKOBOM
JEPEBIHHOM CKYJIBITYpES.

C 1909 o 1912 ron xynoxHUK co3aaeT 24 1mojoTHa Ha OMOJICHCKYIO0 TeMAaTHKY,
Cpelud KOTOPbIX W W3BeCTHBIM momuntux «Kutne Xpucra» (1911-1912), B
OCHOBY CI0’KE€Ta KOTOPOI'O JIETJIM HEKOTOPbIE SMU30/IbI U3 3€MHON U TOCMEPTHOM
*u3Hu Criacuresi.

Cepust coctouT u3 9 xosictoB. bubnelickuii UK OTKpbIiBaeT «PoxaecTBoy», a
3akaHunBaeTcs OoH «Bo3Hecenmem». Hauamo m KoHEIl CBSIIEHHOW MHCCHUU
XpucTta CBSI3aHbl €r0 MYKaMH: IIEHTPOM KOMIIO3UIIMU TOJUITUXA SIBISICTCS
«Pacratue».

Omuns Honbie co3maer naHHBIM LMK HakaHyHe llepBoii MUpPOBOM BOWMHBI,
AJUIETOPUYECKM paccKas3biBass B TOJIOTHAX 00 Yy)Kace CBOEro BPEMEHHU.
[Tpubnuxenue xatacTpodsl HanomHseT «PacnsiTue» Takoi O00JIBI0 U TPEBOTOM,
YTO Ha HETO TSKEJIO CMOTPETh.

bubneiickue monotna Omuiis Hombie SBISIIOTCS pe3ylbTaTOM €T0 JTYXOBHBIX

MOMCKOB. B HUX XyJJ0’KHUK BBIpa3uj BCIO HAMPSKEHHOCTH OBITHSI.

3 Reuther M., Ring C., Fluck A. Emil Nolde. Die religiosen Bilder. Katalog zur Ausstellung in der Dependance der
Nolde Stiftung Seebull, Berlin, 11. November 2011 — 15. April 2012. — K6In: DuMont Buchverlag, 2011. — C. 17.

* Gebhardt V. Kunstgeschichte. Malerei. — Kéln: DuMont Buchverlag, 2008. — C. 176.

% PomaHckoe ucKyccTBO. Apxurektypa. Ckynbnrypa. JKusonuck / mox pea. Ponbgpa Tomana. — Koln: Kénemann
Verlagsgesellschaft, 2001.
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Kosanéna 1O. B.

Hayunwiii pykosooumens E. H. Ky3neyosa

Werke der deutschen Kiinstler als Vorbild fur die monumentale Malerei
der regionalen orthodoxen Kirchen Russlands an der Wende des 19. und
20. Jhr,

Eine Einfihrung. Die Landesmeister benutzten haufig Werke beriihmter
Kinstler beim Malen von Kirchen. Sie zitierten nicht nur Werke russischer Kiinstler,
sondern auch deutscher. Warum haben die biblischen Geschichten deutscher
Kinstler in Russland nachgebildet und deren Werke in monumentaler Malerei zitiert

wurden?
Der Hauptteil.

1. Grinde fur die Verbreitung der biblischen Geschichten deutscher

Kunstler in Russland:

- die Bliitezeit der neuen Klasse der ,,Bourgeoisie” und die Entwicklung der
Handels- und Industriebeziehungen zwischen den Landern;

- Entwicklung von Druckereien (als Unternehmen) und Einfuhrung neuer
Methoden der Bildnachbildung;

- eine Initiative der deutschen Regierung und deutscher Religions- und
Gesellschaftsorganisationen zur Verbreitung der Werke deutscher Kinstler.

2. Grunde fir die Zitation der Werke deutscher Kiinstler in der provinziellen
Monumentalmalerei:

- Kampf des Staates gegen Sekten im Verlagswesen (kirchliche Literatur mit
Illustrationen deutscher Kinstler hat die Zensur bestanden);

- ein Kontrollsystem fur kirchliche Kiinstler und Architekten, das von den
Zensurbehorden entwickelt wurde (Landesmeister verwenden Werke von Kiinstlern,

die die Zensur bestanden haben).
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3. Am meisten zitierte deutsche Kunstler: H. Hoffmann und J. Schnorr von
Carolsfeld.

Die Schlussfolgerung. Die erhaltenen Beispiele der provinziellen
Monumentalmalerei der Wende vom 19. zum 20. Jahrhundert belegen die aktive
Aufnahme der deutschen Kunstkultur und ihre Integration in die russisch-orthodoxe

Kunst.

PaGoTpl HeMeUKHX XYAOKHHKOB Kak oOpasel s MOHYMEHTAJIbHOM

KMBOIUCH PerHOHAJBbHBIX XpaMoB Poccum pydeska X1 X-XX BexoB

BBenenne. IlpoBuHIIMAIBHBIE MacTepa 4YacTO HCIOIB30BAIM PabOTHI
U3BECTHBIX XYJOKHUKOB TIPU pocnucu XpaMoB. OHHM ITUTUPOBAIM HE TOJBKO
paboThl PYCCKUX XYAOKHMKOB, HO W HeMelkuX. [lodemy THpaKHpoBad H
KONUPOBaJIM OMOJIEHCKHE CIOKEThl HEMELKHX XYJTO0KHHKOB B Poccum u koro

UMEHHO IIUTUPOBAJIM B MOHYMEHTAILHOM KMBOTIUCH ?
OcHOBHAf 4aCTh.

1. IlpuyuHbl pacnpocTpaHeHHuss OHOJEHCKHUX CIOKETOB HeMeEIKUX

Xy10:XkHUKOB B Poccuu:

- paclBeT HOBOT'O KJ1acca «0ypsKya3usi» U pa3BUTHE TOPTrOBO-MPOMBIIIICHHBIX
OTHOILEHUN MEXIY CTPaHAMM;

- pasButHe Tumnorpadwuii (kak Ou3Heca) W TMOSBICHWE HOBBIX METOJOB
TUPAKUPOBAHUS U300pAKECHUM;

- HWHULHMATUBA HEMEIKOr0 NPABUTEIBCTBA M HEMELUKUX PEIUTHO3HO-
OOIIECTBEHHBIX OPTaHU3AINK B paCIPOCTPAHCHUH PA0OT HEMEIIKUX XYI0KHUKOB.

2. OcHOoBaHuAl JJf UMTHPOBAHHUS PadOT HeMEUKHUX XYI0KHHKOB B

NMPOBUHIMAJIBHOM MOHYMEHTAJIbHOMN KUBOMMUCH:

- Ooprba rocymapcTBa € CEKTaMH B H3JaTEbCKOM Jeje (IIEpKOBHas

auTEepaTypa ¢ WLIIOCTPALMSIMU HEMEIIKUX XYJI0KHUKOB MPOIILIa HEH3YPY);
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- CHCT€Ma KOHTPOJsi LEPKOBHBIX XYJOXHUKOB U  apXUTEKTOPOB,
pa3zpaboTaHHas opraHaMu LEH3ypbl (IIPOBUHIMAIBHBIE MacTepa HCIONb3YIOT
paboThl XyI0KHUKOB, KOTOPbIE TPOLLUIH LIEH3YPY).

3. HaubGosee uurupyemble HeMenkue Xyao:xkHuku: ['. T'opman u lO.

Hopp dhon Kaponbschensa.

3akirouenmue. CoxpanuBuuecs oOpa31bl IIPOBUHLIHAIBHOM
MOHYMEHTaJbHOM kuBomucu pyOexa XIX-XX BB. J0Ka3bIBalOT aKTHUBHOE
3aMMCTBOBaHME HEMELIKOW XY0KECTBEHHOM KYJIbTYPhI U €€ HHTETPalluIo B PyCCKOe

IMpaBOCIIaABHOC NCKYCCTBO.

Komsaposa C. C.
Hayunwiii pykosooumens E. H. Ky3neyosa

J.F. Overbeck “Die Heilige Familie”

1. Die Nazarener sind eine Vereinigung von Kinstlern in Deutschland, die zu
Beginn des 19. Jahrhunderts entstand und den offiziellen Namen " den Orden des
Lukasbundes” trug. Die Kiinstler, die von Meistern der frithen Renaissance wie
Simone Martini und Duccio inspiriert waren, glaubten, dass sie sich vor allem um
Seele kiimmern sollten. Die Nazarener versuchten, die Kunst durch das Christentum
zu erneuern, die akademischen Grundlagen, die die griechischen kiinstlerischen
Muster auferlegten aufzugeben. Zum Beispiel wahlten sie nicht nur antike, sondern
auch religioése Themen fir ihre Gemalde aus.

2. Das Bild “Heilige Familie” ist in seiner Composition und Typ die
volistdndige Nachahmung des Florentiner Raphael. Alle menschlichen Figuren
sowie das Lamm sind zu einer harmonischen Gruppe geschlossen. In der Ferne, auch
eher hinter Elisabeth, ist die Stadt sichtbar. Man kann annehmen, dass es En Kerem
ist. Overbeck verwendet die fir dieses Thema traditionellen Farben — das ist Blau
und Rot, verdinnt jedoch mit Grin, Lila und Gelb. Alle Schattierungen scheinen

schwer zu sein, sie haben keine Frische, die Raphael innewohnt.
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3. Die Nazarener nahmen die Préraffaeliten vorweg, indem sie das Mittelalter

lobten, aber sie hatten nicht den Mut, mit Farben und Composition zu spielen.

N. ®. OBepoex «Mapus u Ennszasera ¢ miagenuamu Mucycom n
Hoannom»

Hazapeiinipl - HEMelKHe XyO0XKHUKH, KOTOpble co3fganu “Coro3 CBATOrO
JIlykn” B Hauane XIX Beka. COBpEeMEHHUKH HE Pa3Jeisuld CTPEMJIEHUE MOJOJbIX
TBOPIIOB OTHOCHUTBCSI K HCKYCCTBY Kak K penurud. OJHAKO XYyJO0XKHUKH,
BJIOXHOBJISISICH MacTepaMH paHHero Bo3poskleHus, mojiaraiv, 4yTo MPEekIe BCEro
JIOJDKHBI 3a00TUTBCS O CBOCH JIyIle; OHM CTPEMUJIUCh U3MEHUTH aKaJeMUYECKHE
YCTOM TIPU MOMOIIM XPUCTHAHCTBA WUJIM BOBCE OTKA3aThCs OT TAKOBBIX. AHTUYHBIE
CIOKETBl YCTyHaJiu MeCTO penurno3HbiM. KaptwHa, BbIOpaHHas s aHanu3a -
“Mapuss u EnuzaBera ¢ mnanenineM HMucycom um HMoannom™ (1825) Horanna
OBepOeka, crosBiiero y ucroko “Coroza cearoro Jlyku”. Bo MHOromM mojioTHO
noBTOpsieT ¢uopeHTuiickyto padbory Padasmns. Hazapeiinpl He CTpeMUIUCH CTATh
AKCHEPUMEHTATOPAMH, JKEJasl CKOPEE HE TPUBHECTU YTO-TO MPUHIIMIIUAIBHO HOBOE,

a BO3POJUTH JPEBHEUTAJIbSIHCKYIO TPAIUIIUIO.

KotoBa A. A.

1 kypc macucmpamypor ®THUU Axademuu Xyoosxcecmes umenu Hnou Penuna

Hayunwiii pykosooumens T. B. Ilasnosa, kanouoam unonocuueckux Hayx

Motifs of the icon in the “Portrait of a girl with a dove” by Ivan Vishnyakov

Not many scientific researchers are devoted to the work of Ivan Vishnyakov.
He is considered an artist of the second order, his name is not as well-known as the

names of other Russian artists of the 18th century, Rokotov, Levitsky and
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Borovikovsky. The most famous and perhaps the most outstanding painting by
Vishnyakov is the portrait of Sarah Eleonora Fermor. However, in this article |
would like to analyze the artistic features of a seemingly unremarkable portrait of an
unknown girl with a dove.

It is worth noting that in the 18th century Ivan Vishnyakov was known not
only as a portrait painter, but also as an icon painter. Together with Dmitry
Mikhailov in 1755-56 he created several monumental panels for the Trinity-
Petrovsky Monastery (now the panels are kept in the Russian Museum). Also,
Vishnyakov is credited with the authorship of the painting of the iconostasis of the
St. Andrew's Cathedral in Kyiv in 1752. Vishnyakov's monumental church painting
cannot be called outstanding. It is noticeable that the artist imitated the European
masters of earlier eras (whose works he was familiar with thanks to his mentor Louis
Caravaque). Therefore, his panels can be called the embodiment of "provincial
baroque".

It is not known exactly which girl is depicted in this portrait. Art historians
from the Tretyakov Gallery suggest that the portrait could depict the daughter of a
nobleman Pugovishnikov.

The exact date of the portrait is unknown. Presumably, Vishnyakov painted it
in the early years of his artistic career.

In the Portrait of a Girl, at first glance, it is difficult to notice the skill of the
artist. There are obvious errors in the anatomy (too unnatural turn of the body and
position of the leg). Nevertheless, there is charm and possible allusions to
iconographic symbols in the work.

It is worth paying attention to the position of the dove. The open wings of the
bird are reminiscent of the image of the Holy Spirit in the New Testament Trinity
(or "Fatherland™), which was often depicted on catholic and Orthodox icons and
frescoes. “The crown” on the bird's head seems to refer to the image of a halo.

In Vishnyakov's paintings, the pure "iconic" red color or cinnabar is often

found. It can be seen in the portrait of Wilhelm Georg Fermor and in the portrait of
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Fyodor Golitsyn as a child. However, in the portrait of an unknown girl, this color,
together with the image of a dove, acquires a special near-religious meaning.

The rose depicted next to the girl's right hand may be not only a decorative
element of the composition, but also a reference to the iconography of the Hortus
conclusus plot. In the visual arts, the iconographic type “Hortus conclusus” is an
image of the Virgin and Child in a beautiful garden surrounded by a high fence,
sometimes surrounded by holy women and angels. In these, as a rule, small pictures,
the joys of life are combined with a deep symbolic content.

The small chest of drawers on which the rose is lying looks flat. It seems that
the artist painted it in reverse perspective. As we remember, this is how objects are
depicted on icons. So they seem to be in a divine space, not subject to the laws of
the real world.

The dark drapery in the background sets off the light figure of the girl.
Borrowed from the Baroque, this artistic technique does not diminish the naive
charm of this portrait.

Thus, in this portrait we can see references to Christian iconography, which
can often be found in secular art of the XVIII century in both Russia and Western
countries. At first glance, the primitive painting conceals the charm of the art of the

first half of the 18th century, which still looks back at Parsuna.

MotuBbl ukoHbI B «IlopTpeTe neBouku ¢ roayoem» U. Bumnsakosa

He Tak MHOro Hay4HbIX UCCIEJOBAHUM IIOCBAIICHO TBOpUYECTBY M.
BumnsikoBa. OH cunTaercs XyJ10KHUKOM BTOPOTO MOPSIKA, €0 UMS HE TaK XOPOILIO
M3BECTHO, KaK MMeHa Jpyrux pycckux xynoxHukoB XVIII Beka — Pokorosa,
JleBunikoro u bopoBukopckoro. Tem He MeHee, B TaHHOW CTaThe MHE OBbI XOTEIOCH
paccMOTpeETh XyJI0KECTBEHHBIE 0COOEHHOCTH Ha  IIEPBBIU B3I
HEMPUMEUYaTeNIbHOT0 MOPTPETA HEU3BECTHOU JIEBOYKH C TOIYOEM.

[Tpu GernioM B3rIsifie HA KAPTUHY TPYAHO 3AMETUTH MACTEPCTBO XYAOKHUKA.

EcTb sBHBIC OIIMOKY B aHATOMUHM (JIMIIKOM HEECTECTBEHHBIN MOBOPOT TYJIOBUIIA U
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noyioxkeHue Horu). Tem He MeHee, paboTa MHTEpPECHa CBOMMH aJUTIO3USIMU Ha
UKOHOTpa(UyeCKHe CUMBOJIBI.

Crout 00paTuTh BHUMAHUE Ha MOJIOXKEHUE ronyos. PacnpocTepThie Kpblibs
NTULBI HAalOMUHAIOT oOpa3 cBsiToro ayxa B HomozaBetHoit Tpowure (mpyroe
HazBaHue «OTedyecTBO»), KOTOPBIM YacTO H300pa’kaeTcs Ha KaTOJIMYECKUX H
MpaBOCJIAaBHBIX MKOHAX U (peckax. CTpaHHbI rpeOEHb HA TOJIOBE NTHUIBI OYITO
OTCBUIAET K U300paKeHU0 HUMOA.

B noptpeTtax BuiiHskoBa 4acTo BCTpeyaeTcsi «MKOHHBIN» KPACHBIN I[BET WIIN
KMHOBapb. Ero MmoxxHo yBuzaets B «lloptpere Bunbrensma I'eopra @epmopa» u B
«IToptpeTre ®denopa lomuipiHa B aerctBe». OOHAKO B MOPTPETE HEU3BECTHOM
JIEBOYKA OTOT I[BET BKyIle C H300pakeHHeM Toiay0s mpuobperaer ocobdoe
OKOJIOPETUTHO3HOE 3HAUCHHE.

Po3a, uzo0pakeHHas OKOJIO MPaBOW PYKH JI€BOYKU, MOKET OBITh HE TOJBKO
JIEKOPATUBHBIM 3JIEMEHTOM KOMITO3HUIIMH, HO U OTCHIJIKON K UKOHOTpaduu CroxKeTa
“Hortus conclusus”, koTopslii mpeacTaBaseT coboil n3oOpaxenue boropoauiisl ¢
MinaneHueM B OKpY>KEHUU CBSTHIX KEH U aHTEJIOB B IPEKPACHOM CaJy C BBICOKOM
orpajioi. B 3TuX, Kak mpaBuio, HEOONBIIMX KOMIO3UIUAX PATOCTH KU3HU
COUYETAIOTCA C TITYOOKHUM CUMBOJIMYECKUM COJICPKAHUEM.

Taxum 006pa3oM, B JTaHHOM MPOU3BEICHUH YUTAIOTCS MOTHUBBI XPUCTHAHCKOMN
UKOHOTpa(uH, KOTOPYIO 4aCTO MOYKHO BCTPETUTH B cBeTckuX nmopTperax XV Beka

kak B Poccun, Tak u 3apy0eKHBIX CTpaH.

JlateimoBa A. P.

1 kypc macucmpamypor @THHU Axademuu Xyoosxcecme umenu Unvu Penuna

Hayunwiii pykosooumenw T. B. Ilasnosa, kanouoam unoniocuueckux HayxK

Still life — “trompe-1’0eil”: the problem of illusion

in the XVII century Dutch art
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There is a problem of insufficient knowledge of this theme in Russian and foreign
literature: despite the existence of some scientific works devoted to Dutch still
lifes there is no information about illusionism aspect;

This research concerns to still lifes- “trompe-1’oeil” with writing materials and
the classification of such still lifes is the originality of this work;

The works of main representatives of this genre in Holland are considered;
among the artists — Samuel van Hoogstraten, Cornelis van der Mulen, Cornelis
Gijsbrechts, Edwaert Collier;

The most essential method in this research is iconography which pays attention
to symbols in order to reveal the artist’s ideas;

The symbolic aspect was rather crucial in Dutch art: this concept was developed
in the XVI century by John Calvin — the founder of Calvinism who insisted on
the existence of hidden meanings in daily objects;

The founder of still lifes-“trompe-1’oeil” is Samuel van Hoogstraten who created
such works in rather typical way: wooden surface as a background, two or three
straps with nails for fixing objects, darkened color, certain set of things with the
most exciting groups — objects with symbols of “vanitas” which remind of the
transience of life and the inevitability of death (playing cards, silk ribbons,
elegant necklaces) and things with Christian references (rosary beads, sculptures
of crucified Christ and creatures with wings similar to angels); both of them
create the brightest semantic contrast which was characteristic for the Baroque
epoch in the XVII century;

In “Still life with a letter” (1651-1654) by Samuel van Hoogstraten the artist’s
illusionistic method is shown more obviously. The things with Christian
references represent not only semantic but also structural function: due to rosary
beads the viewer doesn’t lose sight of the tablet with author’s initials and the key
with elegant carving in the lower part of the picture while the sculptures of
crucified Christ and creatures with wings in the upper part of the picture adds the

illusion of depth. It’s curious that Dutch art didn’t depend on the church this time:
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secular art began to develop and realistic tendencies dominated. Considering this
fact, Christian references look rather unusual here;

In his subsequent canvases Hoogstraten improves devices created by him earlier
but makes some changes: he doesn’t apply objects with Christian symbolics
anymore, adds personal things like golden medal and chain in order to glorify his
craft and elevate his social status;

Hoogstraten’s disciples inherit many elements of his technique but also bring
original details: they change the number of fasteners, add new colors and objects;
All the artists of still lifes- “trompe-1’oeil” strive to involve the viewer into
intellectual game of meanings and make him believe in the real existence of

painted objects.

HaTtiopMopT-«o0MaHKka»: mpodJjeMa WIII03UM B TBOPYECTBE
ro/ulIaHaCKuX Xya0:kHuKoB XVII Beka

[Tpobema HETOCTATOYHOM U3YUEHHOCTH TEMbI B OTEUECTBEHHOM U 3apyO0eKHOU
ucroprorpadun: HECMOTpPSI Ha CYIIECTBOBAHHE HEKOTOPHIX HAyYHBIX padoT,
MOCBSIIIIEHHBIX TOJUIAHJICKUM HaTIOpMOpTaM, B HUX HE YJIEJISIETCd BHUMAaHHUE
WJUTIO3USIM.

B nanHOM ucciae0BaHUM pacCMaTPUBAIOTCSI HATFHOPMOPTHI-«OOMaHKH» TOJIBKO €
MUCbMEHHBIMU TIPUHAICKHOCTIMHA W BHHUMAHHUIO ITYOJHMKH IIpeiaracTcs
CHUCTEMAaTH3aIllsl OCHOBHBIX IMMPUHIIMIIOB CO3JJaHUS MOI00HBIX HATFHOPMOPTOB.

B kadecTBe 00BEKTa HCCICAOBAHUS IPEJACTABICHBI TPOU3BEICHHUS HamOoIee
BBIJIAlOIIUXCA TpeacTaBuTeneit xkanpa B ['omnanauu XVII Bexka — Camioanisa BaH
Xorctparena, Kopuenuca Ban nep Mrionena, Kopuenuca ['ncOpexrca, DaBapra
Konnuepa.

Hawnbonee 3HaunMy0 poJib B MCCIICIOBAHUH UTPAET HKOHOTPA(QUISCKUN METO/I,
MOJIpa3yMEBAIOIIUM PACCMOTPEHHUE CHUMBOJMKH KapTHH JJISI PACKPBITHS HX

3aMbICJIA.
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CHUMBOJMYECKUN acCleKT ObUI OYEeHb BaXKEH B TOJUJIAHACKOM HCKYCCTBE:
CUMBOJIMYECKOE YUYEHHE aKTUBHO pPa3BUBAJ OCHOBOIIOJIOXKHHUK KaJlbBUHHM3MA
XKan KansBun B XVI Beke, KOTOpbIil ObUl YO€XIE€H B TOM, YTO BO BCEX
MOBCETHEBHBIX BEIIaX €CTh CKPBITHIA CMBICIL.

OCHOBOIIOJIOKHUKOM JKaHpa HaTIOPMOPTOB-«0OMaHOK» siBiisieTcst CaMio3J1b BaH
XorcTpareH, co3aatonuii mog00HbIe PaOOThI JOCTATOYHO TUIUYHO: JePEBIHHAS
MOBEPXHOCTh B KauecTBe (hOHA, ABA-TPU PEMEIIKA C TBO3ASIMU JIJIsl 3aKPETICHUS
IPEIMETOB, IPUTITYLIEHHBIN KOJIOPUT, ONIpeIeIeHHBIA HAOOp NPEIMETOB, CPEIU
KOTOPBIX MPHUCYTCTBYIOT JABE Haubosee Ba)KHbIE IJisi HAC TPYIIbI: OOBEKTHI €
CUMBOJIMKOM «BaHUTAC, OTCHIIAIONIEH K 3HAUEHHUSIM OBICTPOTEYHOCTH KU3HU U
HEU30€KHOCTH CMEPTHU (UrpajibHbIe KapThl, IIETKOBBIE JICHTHI, OYChI), a TaK»Ke
OpEeIMEThl ¢ XPUCTHAHCKUMH OTCBUIKAMHU, KOTOPHIE€ B COBOKYITHOCTH CO3/IaI0T
SIPKUN CEMaHTHYECKUI KOHTPACT, XapakTepHbii 17151 uckyccrBa XVII Beka.
Mertonbl paboTbl XorcrpareHa MOXKHO MOAPOOHEe pacCMOTPETh Ha TIEPBOM €ro
pabore ¢ WIUTIO3MOHHUCTUYECKUMH NpueMamu — «HaTiopMopTe ¢ MHUCBMOM»
(1651-1654). IIpenMeTsl ¢ XPUCTHAHCKUMHU OTCHLUIKAMHU BBIITOJIHSAIOT 3/1€Ch HE
TOJIBKO CEMaHTUYECKYyl0, HO M KOHCTPYKTHUBHYIO (yHKIHIO: Onaromaps
CBHCAIOIIUM BHHM3 YETKAM B HI)KHEH YacTH MOJIOTHA HAIl B3I HE TEPSET U3
BUJy TaOJIMUKY C MHULIMATIAMU XYJOKHHUKA, @ CKYJIBIITYPbl XPHUCTa U KPbLIATHIX
CYIIIECTB, MOX0KMX HA aHTEJIOB, B BEPXHEH 4acTh pabOThl TOOABIISIIOT WILTIO3UIO
riyounsl. UaTepecHo, uro B XVII cronetnn rommannackoe HCKycCTBO TIEpecTaeT
B CWIbHOM CTENEHM 3aBUCETh OT BIUSHUS LEPKBU, TaK KaK HAaYMHAIOT
npeodianaTh pealuCTUYECKUE TEHICHIIMU W300paKeHUs, U B CBA3H C ITUM
(haKTOM XpUCTHAHCKAST CUMBOJIMKA BBITIISAUT 371€CH JOBOJIBHO JIFOOOTBITHO.

B nanpreitmnx pabotax XOrcTpateH COBEPIICHCTBYET BbIPAOOTaHHBIE paHEe
IPUEMBI, HO BHOCUT HEKOTOPbIE U3MEHEHUS: OOJIbIIIE HE UCIIOIb3YET NPEIMETHI
C XpUCTHAHCKOW CHMBOJMKON W BMECTO HUX JOOABISET JIMYHBIC BEIIM B BHJIC
30J0TOM MeJadu W IeNd B KayecTBE IMPOCIABICHUSI CBOEro0 pemecia u

BO3BbBIIICHHNA CBOCTO ITIOJIOXKCHMUA.
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¢ YueHHKH U TociefoBaTenn XOrcTpaTeHa HAacleAyl0T MHOTHE €r0 TBOPUYECKHE
MPUEMBI, OAHAKO MPHUBHOCIT OPUTMHAJIBHBIE AJIIEMEHTHI: MEHSIOT KOJIMYECTBO
KpeIUIeHU B OOJBIIYIO WM MEHBUIYIO CTOPOHY, J00aBJISIOT HOBBIE LIBETA U
PEIMETHI.

¢ XyHOXHUKH HaTIOPMOPTOB-«OOMaHOK» J0OWMBAIOTCS CBOCH TJaBHOW IIEINU:
BOBJICKAIOT 3pUTENI B HMHTEUIEKTYaJbHYIO MIPY CMBICJIOB U 3aCTaBIAIOT €ro

MMOBCPUTH B PCAJIBbHOCTDL CYIICCTBOBAHUA HAPUCOBAHHBIX 00BEKTOB.

Magnaxosckas C. B.

1 kypc acnupanmypor @TUU Axademuu Xyooocecms umenu Hnovu Penuna

Hayunwiii pykosooumens E. H. Ky3neyosa

Nathan Altman. Illustrationen zum Alten Testament (1933)
Eine Reihe von Lithographien

Obwohl Nathan Altman sich in erster Linie als Maler bezeichenete, schuf er
markante Werke auch als Bildhauer, Buehenbildner und Grafiker. lllustrationen zum
Alten Testament fuehrte Nathan Altman im Jahre 1933 auf. Der Kuenstler waelte 11

Sujets aus Altem Testament und stellte sie nach seiner eigenen Phantasie dar.

1914 fertigte Altman das erste Blatt aus dieser Serie. Das war “Eva und die
Schlange”. Altman benutzt hier sowohl kubistische Verschiebungen und
Zerlegungen der Formen, als auch Elemente der juedischen Volkskunst. Leider ist
diese Arbeit mit Illustrationen zur Bibel nicht fortgesetzt. Nur diese einzelne
Zeichnung ist geblieben. Spaeter nahm Altman “Eva und die Schlange” in das Buch
“Juedische grafik” auf, das in Berlin 1923 veroeftentlicht wurde.

Viele Jahre spaeter kehrte der Kuenstler zu diesem Thema zurueck. Das Sujet
mit Eva und der Schlange zeichnete Altman noch ein Mal und gab dieser

Komposition den neuen Namen - “Die Versuchung”.
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“Adam und Eva” stellte Altman zarthaftig dar: zwei Figuren erheben sich

ueber kleinen Wildtieren und tropischen Pflanzen.
,,Vertreibung aus dem Paradies* steht den Werken von Surrealisten nah.
,»Kain und Abel* demonstriert expressionistische Zuege Altmans Schaffen.

Juedische Teologen interpretieren das Sujet , Trunkenheit Noahs*
solcherweise: Cham hat seinen Vater nicht nur ausgelacht, sondern auch entmannt.
Wabhrscheinlich zeichnete Altman bewusst diese Version, indem er seine Schamteile
mit dem Stoff bedeckt.

Die Komposition ,,Abraham, Sara und die Dienerin“ ist auf der

Gegenueberstellung der alten Sara und der jungen Agar gebaut.

Aufdem Bild ,,Lot und seine T6chter” (,,Sodom und Gomorra*) befinden sich

gleichzeitig etwas Erotisches und Zusammenbruch.

Das Blatt ,,Arche Noah* zeigt tobende Regenschauer und die See mit einem

kleinen Schiff.

Der gesamte Raum des Bildes ,,Die Taube aus der Arche Noah* wird von der
Taube, das universale Symbol von dem heiligen Geist, von der Hoffnung und dem

Frieden, eingenommen.

Auf dem Bild ,,Vertreibung aus dem Tempel“ wendtet sich Altman dem

Surrealismus zu. Phantastische Figuren von Verkaeufern sehen wie Gespenster aus.

,,Jurmbau zu Babel“: Altman verwendete hier kanonische Gestalt vom dem
Turm. Als Vorbild erscheint das spaete islamische Gebaeude - Spiralminarett der

groRen Moschee von Samarra in Irak.

Die Auflage dieser Lithographien war unerheblich klein: nur 5 Exemplare von
jeder Komposition. Altmans Stil veraenderte sich stark: es gab jetzt keine
kubistischen Rezeptionen und keine juedische Volksmotive. Altman arbeitet jetzt

nicht im dekorativen Weise, sondern mit dem Raum und Chiaroscuro, den alten
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Meistern aehnlich. Manchmal sind die Kompositionen Expressionismus und
Surrealismus nah. Diese [Illustrationen wurden leider nie vollstaendig

veroeffentlicht.

Haran AanbtMan. Miunioctpanuu k Berxomy 3aBery (1933)

Hecmotps Ha To, uTo HaTtan AnbTMan ornpesensii ce0si B IEPBYIO 04epe/ib Kak
YKUBOITHUCEI], OH CO37aj] BbIJAIONIMECS MPOU3BEICHUS W B cleHorpaduu, U B
CKyJIbITYpe, U B rpaduxe. B 1914 roay y Xy0oKHUKA MOSBUICS 3aMbICE CO3/1aTh
cepuio wutroctpanuit Kk bubmuu. MtanssHcKuM KapaHIaIIoM OH BBITTOTHUI TOJIBKO
OJIH JIUCT, 3aTeM BepHYJIcs K 3Toi uzaee B 1933 rony. IlapannensHo paboTas Haj
JIPYTUMU 3aKa3aMu JJis PpaHIly3CKUX U3AATENIbCTB, B TUTOTpadCKOil MacTepcKkoi B
[Tapuxe oH co3nman TBopueckyro cepuro u3 11 murorpaduil, WILTHOCTPUPYIOLTUX
Berxuit 3aBer. Ilo rpaduueckoit MaHepe UCTIOJIHEHUS OHU CHUJIBHO OTIMYAIHUCHh OT
nepBOro 3cku3a, cozmpanHoro B 1914 rony B Iletporpage. OnHM JUCTBHI UMEET
HKCIIPECCUOHUCTHYECKUIN XapakTep, B ApYyrux AjbTMaH oOpaliaercss K MaHepe
CTapblX MACTEPOB, B-TPETBUX MPOCMATPUBAETCS BIUSAHUE CIOPPEATUCTOB, C
KOTOPBIMHM XYZOKHUK MO3HAKOMMJICS B 3TOT nepuona. Cpeau OJWHHAALATH TEM,
BBIOpAHHBIX XYJ0KHHUKOM, €CTh, KaK M CaMble TMOMYJSIpPHbIC IS U300pa’KeHUs
("Anmam u EBa", "HoeB koBuer", "BaBunonckas 6amHs"), Tak ¥ T€, YTO BCTPEUYAIOTCS
pexe ("Onbsanenue Hos", "ABpaam, Cappa u ciuyxanka"). Tupax cepuu
auTorpaguil HUYTOKHO Maj - BCEro MO 5 JK3EMIUIAPOB KaXJAOW KOMITO3UIIUU.
BricTaBnsinace cepusi BCEro OAHaXbl, HA peTpocrnekTuBe Hartana AnbTmaHa B
Jlenunrpane B 1969 roay. Ilocne BbICTaBKM OJWH KOMIUIEKT JUTOrpaduil ObLI
npuobpeteH Pycckum myseem, emie oauH - TpeThIkoBCKoW ranepeerd. "Berxuit
3aBer" Hartana AnpTMaHa HHMKOTZAa He ObUI OMyOJIMKOBAaH MOJIHOCTBHIO, JaXKe B

MY3E€MHBIX KaTajaorax, i IEMOHCTPUPYETCS B PaMKax 3TOr0 JOKJIaJa BIEPBHIE.
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MoxoBa JI. A.

Simon Ushakov and his interpretation of the Last Supper

In this work - a brief description of the Last Supper as a biblical plot is given;
the changes that have taken place in the art of the transitional era from the Middle
Ages to the New Time and the place of Simon Ushakov in this context are noted,;
describes the characteristic features inherent in the Russian iconography of the
XVII century and the features of the artistic vision of Simon Ushakov;

the place of the icon of the "Last Supper" in the artist's work is determined, the

specifics of technical execution by the master are noted.

CumoH YmakoB u ero uHTepnperauus TaiiHo# Beuepu

B nanHolt pabGoTe mnpuUBOAMTCS KpaTKoe omnucaHue TaiHOW Bedepu Kak
OMOJIEHCKOTO CIOKETA;

OTMeuaroTcss U3MEHEHUS, MPOU30LIEIINE B UCKYCCTBE MEPEXOIHON 3MOXU OT
CpenneBexkoBbsi k HoBomy BpemMenn u mecto CuMoHa VYIIakoBa B 3TOM
KOHTEKCTE;

OnuceIBaOTCS XapaKTepHbIE MPU3HAKU, TPUCYIIUE PYCCKOM MKOHomucu XVII
BEKa U 0COOCHHOCTH XYI0KeCTBEHHOTO BUAeHUs CUMOHa Y1IIaKoBa;
Omnpenensiercas mecto MKOHbI «TailiHol Beuepu» B TBOpYECTBE XyHOKHHKA,

OTMCYACTCA CHCI_II/I(bI/IKa TCXHHUYCCKOI'O NCIIOJHCHHA MaCTCPOM.

Poranésa M. A.
| kypc macucmpamypwr kagpedpwr pecmaspayuu

Axademuu Xyoooxcecmes umenu Unovu Penuna

Hayunwii pykosooumenw T. B. Ilasnosa, kanouoam unonocuueckux HayxK
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The conservation of the panel painting “The Holy Family”
The brief report of conservation treatment of the painting The Holy Family. It
belongs to the collection of Saint-Petersburg state museum of History of
Religion.
Presumably the date of its creation is the second half of the 19th century.
The painting has an inscription at the bottom. It contains a specific chapter and
line from the gospel of St. Luke.
The panel consists of four fir boards. Each board has its own deformation. The
painting had previously undergone restoration treatment, so the condition of the
front side was stable. The preservation of the central part of the image differed
from the painting at the edges.
Before the restoration treatment some undertaken researches were carried out.
Such as XRF, UV, IRR and X-ray.
One of the primary aims of undertaken studies, was to determine whether the
central part of the painting, and other areas along the edges were painted by one
and the same artist.
One of the key tasks of a restorer is to outline a plan for the various restoration
phases. In current case, all phases are standard, except treatment of the support.
The entire complex of preventive measures was carried out on the both sides of
the panel.
The primary goal in restoring of panel paintings is to preserve the functionality

of the structural support and improve its stability with minimal invasion used.

PecraBpanust kapTunbl «CBSAATOE ceMeHCTBO» HA IePeBAHHON OCHOBE

Kparkuii otuet o pecraBpanuu kaptulbl «CBaroe CeMeiicTBO» Ha IEpEeBSIHHON
OCHOBE.

[IpousBenenue mnpuHamIeKUT Kowiekiuuu Cankt-IlerepOyprckoro Myses
Uctopun Penuruum. IlpennonmoxurenbHas gata CO34aHUAS KapTUHBL BTOpas

nosioBrHA 19 Beka.
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B HmxHEN yacTu KapTUHBI COXpaHWIACh HAJMKUCh HA CTAPOCIABSIHCKOM SI3BIKE,
KOTOpasi COAEPKUT ONPEEICHHYIO IJ1aBy U CTOKY U3 EBanrenue ot Jlyku.
JlepeBsiHHAs OCHOBA COCTOMT U 4-X JIOCOK, KaX/Jas U3 KOTOPBIX CO BPEMEHEM
nedopmupoBaiach. YacTb aBTOPCKOTO I'pyHTa M KPAaCOUHOIO CJIOSl, KOTOPbIE
HECJIM 3alIUTHYIO (PYHKIUIO, OBLIN yTPauEHBI.

JlunieBass CTOpOHA KapTUHBI HE TaK JaBHO IMpoluia MNPOPUIAKTUYECKYIO
pecTaBpalio B My3ee, IMO3TOMY €€ COCTOSIHHE He ObUIO TaK KpPUTHUYHO.
OcHoOBHas 4acTh MOBPEXKICHUN MPUILIACH HA LIEHTPAJIbHYIO YacTh, B CJICACTBUU
Yero OHa OTJIMYAETCS OT >KUBOIMCH 0 IEPUMETPY KapTUHBI.

[lepen pecraBpanueil ObITHM MPOBEJAEHBI HEKOTOPHIE UCCIeAOBaHUS. Takue Kak:
pEHTreH(IyOpeClleHTHbIN aHanu3, cheMKka B cBeTe Y® JIOMEHMCIECHIIMH, B
UH(paKpaCHOM H3TyYEHUU U PEHTTEH.

Lens  onTuUKO-QU3MYECKUX  METOJOB  MCCIENOBAaHUS  3aKi0Yalach B
OTIpEJICTICHUH TPUHAJJIC)KHOCTH KUBOMMCU Ha JIUIEBOM CTOPOHE PYKE OJTHOTO
aBTopa.

Eme onnoil BakHOM 3ajayeil pecrtaBpaTopa SBJSETCS COCTABJICHHS IUIaHA
pECTaBpAIlOHHBIX MEPOTIPUITHA. B TaHHOM cilydae ThiIbHAs CTOPOHA KaPTHHBI
HY’XJ1aJlach B 0COOOM TTOAX0/Ie, TOATOMY JIJIs Hee ObLI pa3paOboTaH YHUKAIbHBIN
11aH paboThI.

Lenprit KOMIUIEKC peCTaBpallMOHHBIX MEPOTIPUSTHI ObLIT BBITIOJIHEH C JIMIICBON U

TBUIBHOM CTOPOH.

Tykaesa H. H.

Hayunwiii pykosooumens T. B. Ilasnosa, kanouoam @uioniocuueckux Hayk

Restoration of the icon ""The Protection of Our Most Holy Lady Theotokos™

from the collection of the State Museum of the History of Religion
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The presentation shows the restoration of the icon "The Protection of Our
Most Holy Lady Theotokos" of the 19th century from the collection of the State
Museum of the History of Religion.

The monument is unique, as it is associated with the name of the famous figure
of the Russian Orthodox Church, hieromartyr bishop Sergius.

A complex of researches was carried out before the restoration.

The reason for restoration is unsatisfactory condition of the icon.

The paint layer is strongly darkened, there is an uneven dense layer of varnish.
We can see also the focal craquelure of varnish with the formation of separate large
gaps. There are small zones with loss of varnish. The fields of the icon are covered
with bronze paint, through the abrasions of which one cannot see the original
painting.

In the process of disclosure of painting numerous late overpaintings were
found overlapping the original painting.

In the areas where the original ground was lost, restoration ground was
brought in. The nominal tinting was done with watercolors using the pointel
technique.

The surface pollution has also been removed from the back side of the icon.

PecraBpanusi uxonbl «Ilokpos IlpecBsiToit Boropoanub» U3 coopanus
I'ocyrapcTBeHHOro My3esi HCTOPUM PeJTMTMH

JlaHHas mpe3eHTalusl JIEMOHCTPUPYET IMPOBEACHHYK) PECTABpPALMIO HAaJl
ukonoit «IloxkpoB IlpecBsitoit boropoaumpsr»y, XIX Bex, u3 cobOpanus
['ocynapcTBEHHOTO My3€s UCTOPUU PEITUTUH.

[TaMATHUK YHHMKaJIbHBIM, TaK KAaK CBSI3aH C MMEHEM HW3BECTHOIO JEATENS
Pycckoii npaBocnaBHo# L{epkBH, cBAllIEHHOMYUYeHHKa enuckona Ceprus.

ITepen pectaBpanueii ObLT TPOBEJCH KOMILIEKC UCCIIEIOBAHMIA.

OcHOBaHHMEM [JI1  pECTaBpallM  MOCIYXHWIO HEYJIOBICTBOPUTEIBHOE

COCTOAHUEC MKOHBI.
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KpacouHsblil cioil HAXOAUTCA MOJ CWIBHO IIOTEMHEBIINM, HEPABHOMEPHBIM
IUIOTHBIM CJIoeM OJIA(bI. OUuaroBblil KpaKeop J1laka, ¢ 00pa30BaHUEM OTAEJIBHBIX
KPYIHBIX pa3pbIBOB. [IpUCyTCTBYIOT HEOOIBIINE YYaCTKH ¢ yTpatamu oJugsbl. [Tos
MKOHBI TOKPBITHI OPOH30BOM KPACKOI, Yepe3 MOTEPTOCTH KOTOPOM, MOKHO BUAETh
ABTOPCKYIO )KUBOIIUCH.

B mpouecce packpbITusi >KMBONMKMCH OBUTM OOHApYX EHbl MHOTOYHCIICHHbBIE
II03/IHUE IIPOIIMCH NIOBEPX aBTOPCKOU KUBOIIHCH.

B mecrtax yTtpar aBTOPCKOroO rpyHTa IIOABEIEH PECTAaBPALMOHHBIM TI'DYHT,
BBIIIOJIHEHBI YCIIOBHBIE TOHUPOBKHU aKBAPEJIbIO B TEXHUKE ITYaHTEb.

Takxe ¢ ThUIbHOM CTOPOHBI YAAJICHBI ITIOBEPXHOCTHBIC 3aIPA3HCHHA.

Xunbko b. B.
Hayunwiii pykosooumens E. H. Ky3neyosa

Die Biblische Handlung in der Malerei von Paul Gauguin

Wie viele seiner Zeitgenossen erscheint Gauguin als scharfer Gegner der
offiziellen Kirche. Religiése Themen in seiner Malerei verandern sich entsprechend
seinem Verstandnis von Religion und den Aufgaben der Kunst. Wéhrend seines
Aufenthaltes in der Bretagne wendet er sich erstmals biblischen Themen zu. In dem
Gemilde ,,Christus im Garten Gethsemane® (1888) und im ,,Selbstbildnis* (1890)
verbindet er sein eigenes Werk mit den Qualen des gekreuzigten Erldsers. In dem
Werk ,,Der Kampf Jakobs mit einem Engel* (1889) versucht der Kiinstler, die
sichtbare und spekulative Realitat auf einer Leinwand zu vereinen und nutzt dabei
die neue Bildsprache des Kluasonismus. Daruber hinaus symbolisiert der Appell an
die biblischen Helden die Suche nach dem Paradies auf Erden in Gauguins Werk. In
seinen ,,Eves* bezieht er sich auf das Bild nicht europaischer, sondern exotischer

Frauen und Kritisiert damit die erstarrte europaische Kultur. Am auffalligsten im
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Hinblick auf das Verstandnis der biblischen Geschichte sind die in den 1890er
Jahren auf Tahiti entstandenen Gemalde. Darin vergleicht und synthetisiert Gauguin
den Glauben der Inselbewohner mit klassischen christlichen Erzéhlungen, weist auf
ihre Beziehung hin und schafft eine neue synkretistische Religion. Obwohl sich
Gauguin in seinen Gemaélden selten mit biblischen Themen beschaftigte, markiert
ihr Erscheinen auf seinen Leinwanden wichtige Meilensteine in der Entwicklung der

klnstlerischen Sprache und einer Veranderung der Weltanschauung.

bubaeiickue croxkersl B kapTuHax Iloas I'orena

[TonoOHO MHOTMM CBOMM COBpEMEHHHUKaM, ['Or€H BBICTyMaeT Kak pPe3Kuit
MPOTUBHUK OQUIIMATIBHONW IEpKBU. PeNuruo3Hbie CIOKETHI B €ro KUBOIHCH
pETEPICBAIOT U3MEHECHHS B COOTBETCTBHU C €ro NMOHUMAHUEM PEIUTHH U 3a7a4
uckycctBa. BmepBreie oOpamaercs k OHMONCHCKHM CrOKETaM BO BpPEMS CBOETO
npeosiBanus B bperanu. B kaptune «Xpucrtoc B I'ecumanckom cagy» (1888) u B
«Asromoptpere» (1890) accoumupyer coOCTBEHHOE TBOPYECTBO C MYKaMH
pactistroro Crnacurensa. B pabore «butBa MakoBa ¢ anremom» (1889) xymoxHuk
npoOyeT COBMECTUTh BUIUMYIO U YMO3PUTEIIbHYIO PEATHbHOCTH B IIpeiesiaX OJHOTO
MOJIOTHA, MCIIOJIb3ysl HOBBIM JKUBOIMCHBIM A3BIK Kiya3oHu3Mma. Kpome Toro,
oOpareHne kK bubaelickuM reposiM CUMBOJIM3UPYET B TBOpUECTBE [ 'oreHa rnmovck pas
Ha 3emiie. B cBoux «EBax» oH oOpalmraeTcss K M300pakKeHUIO HE €BPOICHCKHX, a
AK30TUYECKHUX KEHILUH, KPUTHUKYSI TEM CaMbIM 3aCThUIYIO €BPOIEUCKYIO KYIbTYpPY.
HauGonee sipkuMu B OTHOIICHHH OCMBICIICHUS OMONEHCKONW HCTOPHH SIBISIOTCS
KapTuHbl, co3naHHbie Ha Taumtu B 1890-x rr. B Hux I'oren comocraBisieT u
CUHTE3UPYIOT BEpPOBAHMUS OCTPOBUTSAH C KIACCHUYECKUMU XPUCTUAHCKUMU
HappaTUBaMH, yKa3blBas Ha HMX POJCTBO M CO3/1aBasi HOBYID CHHKPETUYECKYIO
pemuruto. Hecmotpss Ha TO, yto Il'OoreH moctatoyHo penko oOpamjancs K
OMONIEHCKIM CIO’)KETaM B CBOCH KMBOIIMCH, UX TIOSIBJICHUE HA €T0 XOJICTaX OTMEYaeT

Ba’XHBIC BCXH B PA3BUTHHN XYJOXKCCTBCHHOI'O A3bIKAa U UI3MCHCHHUH MHUPOBO33PCHU.
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[xonsapenxo I1. A.
I kype @THUHU Axademuu Xyoosxcecme umenu Unvu Penuna

Hayunwui pykosooumens I'. M. Amuposa, kanouoam uckyccmeoseoenus

Joachim Wtewael’s “Lot and his daughters”: evolution of the plot and
peculiarities of its pictorial embodiment

The story of Lot has been of interest to theologians since early Christian times
because this small biblical episode creates a complex and ambiguous image of the
elder. Without blaming Lot and his daughters categorically, theologians did
not justify them either.

Jean Calvin's biblical commentaries also reflect this ambivalence. The
flowering of Calvinism in the Netherlands began in the 1560s and continued into the
17th century, so Calvin's position is of particular importance in analyzing this story
in Dutch art. According to Calvin, the story teaches sobriety and modesty.

When we are talking about the treatment of this subject in fine art, we can
clearly see the high amount of eroticism, in Wtewael’s painting and in general.
Emphasized eroticism was not unusual for Dutch Mannerist painting, nor for
Mannerist art in general. However, even allowing for a certain degree of moral
freedom of the era, we can hardly interpret the depictions of Lot as appeals to
promiscuity.

In Holland, pictorial representations of the story of Lot at the turn of the 16th
and 17th centuries became particularly popular, and at the same time they gained
great iconographic freedom and variety. The images were sometimes devoid of
established elements: the burning Sodom, Lot's petrified wife, symbolic still life,
thus transforming into a genre scene, like many secular subjects of the time that grew
out of biblical tradition. However, even changing the visual structure, Dutch artists
of the late 16th and early 17th centuries kept the semantic structure unchanged,
presenting in their interpretation of this story two systems of values, two opposing

ideas of morality at the same time.
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Wtewael’s depiction of Lot's daughter brings us back to the concept of the
duality of the subject and its embodiments in painting: at the symbolic level, her
figure, as the embodiment of virtue, is a reminder of the inevitable tragic
consequences of debauchery; at the narrative level, by contrast, this image reflects
sinfulness - the girl is going to seduce her father and engage in incestuous relations.

«Lot and Daughters» is not uniqgue among Joachim Wtewael's works. It was
created with the highest degree of elegance and stunning painterly skill, which is
characteristic of the master. The predominance of the decorative over the substantial,
the tendency to complicate composition and poses, the transformation of a painting
into a kind of visual puzzle - all this is inherent both in this painting and in the work
of the author in general, and all this places Joachim Wtewael at the highest level

among the masters of Northern Mannerism.

Hoaxum JiiteBan «JIoT ¢ 1ouepbMu»: IBOJTIONHSA CIOKETA H 0COOEHHOCTH €ro

XYAO0KECTBCHHOI'O BOILIOIICHHUSA

Ucrtopuss Jlora umHTEpecoBaia TEOJIOTOB HayWHasg C PAHHEXPUCTUAHCKUX
BPEMEH, TIOCKOJIBKY 3TOT HEOOJBINON OMOICHCKHI AMU30/1 CO3AaeT CIOXKHBIA U
HEOJHO3HAYHBIM o0pa3 crapua. He oO6BuHsAS kaTeropuuyHo Jlota u ero mouepew,

TCOJIOTHU UX U HC OIIpaBIbIBAJIH.

bubneiickue kommenTapuu JKana KanbpBuHa Takke OTpaXkaroT 3Ty
JBOMCTBEHHOCTh. PaciBeT kanpBuHKU3Ma B Huaepnangax Havancs B 1560-x rogax u
npoaosnkancs B 17 Beke, mo3toMy no3unus KaipBuHa uMeeT 0co0oe 3HaUCHUE TTPU
AHAJIM3E ATOTO CIOKETA B TOJUTAHACKOM HcKyccTBe. [1o KanbBuHy, 3T HCTOpHUS yUUT

YMEPEHHOCTH, TPE3BOCTH U CKPOMHOCTH.

[ToguepkHyYTHIM POTU3M HE OBLI YEM-TO HEOOBIYHBIM JJIS TOJIJIAHJICKOM
MaHbEPUCTHUYECKON >KMBOIUCH, KAaK M JJII MCKYCCTBAa MaHbEpU3Ma B IIEJIOM.
OnHako, gaxe J0MmycKas HEKOTOPYIO CTEIEHb MOPaIbHONW CBOOOIBI ATIOXH, BPSI JIX
MBI MOXEM HMHTEpPIpPEeTUpOBaTh Hu300pakeHus Jlota Kak TPU3BIBBEI K

pacCIylIeHHOCTH.
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B TI'onmnanauu sxuBONMCHBIE penpe3eHTanuu ucropun Jlorta Ha pybexe 16 u
17 BekoB mnpuoOpenn 0coOyl NOMYyISIPHOCTh, a BMECTE C TEM OOJBIIYIO

MKOHOTpauyECKyro cBOOOY U pa3HOOOpa3ue.

[TonotHo «JloT ¢ pgodepbMU» HENb3d Ha3BaTh YHHUKAIbHBIM B ALY
npousBenennii Moaxuma DiiteBana. OHO, YTO XapaKTEPHO JJIsI MacTepa, CO3JJaHoO C
BBICIIIC CTEMEHBIO M3SIIECTBA UM C MOTPSCAIOIIEM >KUBOMUCHBIM MAaCTEPCTBOM.
['maBeHCTBO JEKOPATUBHOTO HAJZl COJIEP)KATENBHBIM, CTPEMJICHUE K YCJIOKHEHUIO
KOMIO3UIIMA W 103, NPEBPAIICHUE >KUBOMKHCHOTO TMPOU3BEICHUS B HEKYIO
BU3YaJbHYIO0 TOJOBOJOMKY — BCE 3TO MPHUCYIIE, KaK M JaHHOM pabdoTe, Tak U
TBOPYECTBY aBTOpa B II€JIOM, U BCE 3TO cTaBUT Moaxuma DiiTeBana Ha BBICHIYIO

CTYIICHb CPCAU MACTCPOB CCBCPHOTO MdHbBCPU3MA.

(DI/Ipra Ao4cepu UMCECT HCHTPAJIBHOC 3HAYCHHUC B KOMIIO3UWIHUH II0JIOTHA.
HMeHHO OHa SBISETCS CMBICIOBBIM OCHTPOM HIACU HCKYHICHHA B KapTHHC. Ha
CUMBOJIMYCCKOM YPOBHEC, €€ (bnrypa, KaK OJIMOCTBOPCHUC I[O6p0I[CTeJII/I, SABIIACTCA
HAallOMHUHAHHEM O HEHU30EKHOCTH TParun4cCKux HOCJIGI[CTBI/Iﬁ pacilyTCTBa; Ha
IMOBCCTBOBATCIIBHOM YPOBHC 3TOT 06pa3, HaAIIpOTUB, OTPAXKaCT T'PCXOBHOCTbL —

JIEBYIIIKa COOMPAETCS OMOUTH OTIIA M BCTYIUTh B KPOBOCMECUTEIBHYIO CBS3b.



