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FORMATION OF THE ICONOGRAPHY
OF THE THEME OF THE SCHOLARS' STUDY
IN DUTCH PAINTING OF THE XVII CENTURY

Summary: The article is devoted to the characteristics
of the traditional theme of “Saint Jerome in his study” and
the alchemists and their direct influence on the theme of
the “scholar’s study” in Dutch painting of the XVII century.

The author analyzes the common features of the
painting theme of “St. Jerome in the study in the XV
and XVI centuries. This theme is popular in Italy, Ger-
many and the Netherlands. As a translator of the Bi-
ble, Saint Jerome became a exemplar revered by future
scholars and humanists. The paintings on this theme
depict two types of indicators, namely skulls, hourglass-
es, extinct candles — symbols of the transience of time,
the inevitability of death. Books, writing utensils and ink
are the attributes of scholars, they symbolize theolo-
gy and literary activity. These types of things continue
to appear in the paintings of the scholars’ study, and

The emergence of the theme of the “scholars’
study " is closely related to the development of sci-
ence and technology, astronomy, and navigation in
the XVII century in Netherland. Due to economic de-
velopment, the collecting tradition prevails among
scholars. People admire knowledge and work on
scientific research.

The skill of the artist was manifested in the use
of techniques that convey not only a formal portrait
resemblance or the accuracy of depicting the space
around the person being portrayed, but also the
intellectual life of the characters filled with mean-
ing, their important place in a changing world. The
theme of scholars’ study occupies a special place
among the works of genre art. This theme is easily
identifiable by the setting, clothing, and actions of
the characters. Such attributes of scientific activi-
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this continuation is clear evidence that the theme of
scholars’ study comes from traditional religious paint-
ings on the theme of St. Jerome.

The second part of the article analyzes the works on
the theme of alchemists, which represent the most nega-
tive image of the alchemist as a person who squandered
family funds and generally neglected his household. How-
ever, the scene of the study of an alchemist in front of
various alchemical equipment certainly inspired the art-
ist to represent the scene of scientists conducting scien-
tific research in a new age. Compared to the alchemist,
the esoteric scientist, who values learning and philoso-
phy along with exoteric pursuits, stands out as the most
revered figure.

Keywords: Saint Jerome, Alchemist, the Scholars’ study,
Netherland, XVII century

ty as books and globes, academic gowns depicted
by artists, presented the viewer with the ideals of a
scientist’s intellectual work: inquisitive mind, inter-
est in the world, the exploration of emerging fields,
learning different scientific fields. Central to the de-
velopment of this theme were the Leiden painter
Gerrit Dou (1613-1675) and the Delft painter Jan
Vermeer (1632-1675), as well as the portrait paint-
er Thomas de Keyser (1596-1667) and David Bai-
ley (1584-1657) and the still life painter Jan van der
Heyden (1637-1712).

1. The origin of the theme of the “scholars’
study” - St. Jerome in the study

The formation of the iconography of “scholars’
study” theme was influenced by the theme of “Saint
Jerome in the study” in Renaissance painting. In the
XV and XV centuries, many painters depict the frail-



ty of life and the equality of all people before death.
The theme of St. Jerome was especially common in
Italy, Germany, and the Netherlands.

Due to St. Jerome's classical knowledge and out-
standing religious knowledge, he became the idol
of Renaissance humanists both in Italy and in the
North countries. The picturesque image of St. Je-
rome largely contributed to portray the scholars
with a book in their hands.

In the XVI century, therefore, orders prefer to pur-
chase paintings on the theme of “scholars’ study”.
As Marlier points out, northern religious reformers
were impressed not only by his ascetic struggle to
overcome worldly temptations, but also by his con-
scientious translation of ancient texts for Christian.
Modern scholars of religion, busy cleaning sacred
literature from later additions and textual errors, es-
pecially admired St. Jerome' linguistic abilities. When
Martin Luther translated the Bible into German, it
was important for the Catholic Church to show that
only the text translated by Jerome was pleasing to
God. In 1516, Erasmus himself oversaw the publi-
cation of the complete works of Saint Jerome, in
collaboration with Pierre Gilles and the Basel pub-
lisher Johann Froben. New editions of the writings
of St. Jerome were published by Erasmus only a few
years later, between 1524 and 1526. During the same
period, a half-length portrait of Saint Jerome sur-
rounded by books was painted by Quenten Mas-
seys and popularized by Marinus van Reimerswale,
Jan van Hemessen and Joos van Cleve'. The saint
also began to appear with increasing frequency in
the landscape scenes of northern artists.

Saint Jerome (c.342 — c. 347 — 30 September 420)
- the patron and spiritual mentor of all translators, an
outstanding philologist, theologian, and writer, left a
significant mark on the history of world culture - the
translation of the Bible into Latin, known as the Vul-
gate?. In Bethlehem, Jerome studied and translated
the Holy Scriptures. This part of his life is represent-
ed in the paintings showing him as a scientist in a
study with books. For example, “Saint Jerome in his
study” (Jan van Eyck, 1432), "Saint Jerome” (Domen-
ico Ghirlandaio, 1480). Items commonly depicted in
his study include a crucifix, a red robe, a hat, books,
writing implements, a skull, a candle, and glasses.

1. Susan Donahue Kuretsky, Rembrandt's Tree Stump: An Icon-
ographic Attribute of St. Jerome. The Art Bulletin, Vol. 56, No.
4 (Dec., 1974), pp. 571.

2. Garbovsky, N.K.2011. St. Jerome - the patron saint of transla-
tors, [Online]. Available from: https://medium.com/@estim-
su/hieronymus-c7de41c617b3. [Acctssed: 23.07.2022]

An inkwell and a pen - attributes of a scholar, writer,
and person engaged in intellectual work, as well as
several other items are placed on the paintings for
a reason and carry a certain semantic load.

Books symbolize theology and literary activity
St. Jerome could be depicted as writing, reading,
or meditating in front of an open book. Sometimes
artists emphasized the fact that he was a transla-
tor of the Bible from Greek and Hebrew into Lat-
in. Albrecht Direr's engraving «Saint Jerome in his
study» (1492) shows three open books in t Latin.
In some paintings, the book is replaced by a scroll,
which symbolized the Old Testament.

The skull in European Christian painting appears
in the IX century. It meant both physical and spiritual
death, as well as the vanity of the worldly. The skull,
which was often depicted next to Jerome the scien-
tist, was not only an eloquent reminder of the fleet-
ing life, but also symbolized the victory of the spirit
over the flesh. In the painting by Albrecht Durer
(1471-1528) “Saint Jerome in his study” (1514, En-
graving. 24.7 x 18.8 cm, British Museum, London),
the image of the skull and the crucifix refers to Gol-
gotha (Aramaic for “skull”), or Calvaria (calvaria in
Latin means the same). In Durer’s paingtings Jerome
appears as a Christian scholar whose life is devoted
to divine reading (lectio divina), which makes him
deeply aware of human mortality and the need for
the suffering of Christ as the only way to conquer
death. The hourglass is a symbol of the transience
and elusive time of human life, the inevitability of
death, an allegory of the frailty of being and the
passage of time. An extinguished candle was also
a symbol of death, extinct life. Still, a person has
been given the ability to know the earthly world,
hence such symbols as books and glasses - signs
of accumulated knowledge and approach to truth,
wisdom, and learning, as well as a sign of old age?.

Gradually, the image of scholars in paintings be-
came wider, stretching from St. Jerome in the Bi-
ble to humanists in history, such as Petrarch, Ovid,
or Erasmus of Rotterdam in their studies. Human-
ist portraits were traditionally bust or half-length.
Pope-Lennessey explains: “The humanist’s claim to
the memory of posterity was based on knowledge
integrated into character.” In this way, the artist cap-
tured the character of his subject through his face,

3. Yakovlev, V.V., Volskaya, T.V. 2018. Saint Jerome of Stridon in
Western European Painting: Traditions, Symbols, Meanings, Bul-
letin of St. Petersburg University. Art History, no. 8. St. Petersburg:
St. Petersburg State University, p. 68.
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facial expression and, above all, the books, pens,
and manuscripts that lay around him*. These figures
are usually placed in interior setting. Classic exam-
ples of this type are the paired portraits of «Eras-
mus of Rotterdam and Peter Egidius» by Quentin
Masseys (1517, Rome, Palazzo Barberini and Long-
ford Castle) and the Portrait of «Erasmus of Rotter-
dam» by Hans Holbein.

In these paintings, they tried to convey the
strength of the literary reputation of the human-
ist and the vision of his intellectual consciousness,
immortality through an accurately reproduced im-
age. Erasmus believed the purpose of his portrait
primarily in preserving the memory of his personal-
ity in accordance with humanistic principles. Albre-
cht Direr viewed the portraiture as perpetuating the
memory of a person depicted after death®.

In the XVII century, Saint Jerome also enjoyed
the favor of Leiden artists and their patrons. Rem-
brandt himself may have been a fundamental influ-
ence on the development of this theme in Leiden,
as there is evidence that he became interested in
the subject as early as 1631, before moving to Am-
sterdam. The most prolific and influential pupil of
Rembrandt in Leiden, Gerrit Dou. He painted at least
ten versions of the theme of Saint Jerome at vari-
ous stages of his career and passed on the theme
to many of his students, who continued to devel-
op it until the end of the XVII century.

In Netherland, the principles of Calvinism give a
didactic character to Dutch culture, the emblemat-
ic tradition has acquired national features. Accord-
ing to the teachings of Calvin, any artistic depiction
of reality must be followed by a moral lesson; oth-
erwise the creation of such a work would have no
practical meaning. This forms the symbolic-associa-
tive thinking of the Dutch. Probably, the reason for
the popularity of the image of St. Jerome and the
derivative of the theme of the study of the scien-
tist can be found in the identification of this saint
precisely as a scientist. In accordance with the ide-
als of that time, Saint Jerome was presented as a
humanist. This Christian humanism is an indispen-
sable feature of the interpretation of the "scholars’
study” theme in Dutch painting. The theme of the

4. Adams, A.J. The Paintings of Thomas de Keyser (1596/7-1667):
A study of portraiture in seventeenth-century Amsterdam.
PhD diss., Cambridge, Harvard University, 1985. P.135-138.

5. Matthias Winner. Holbein's “Portrait of Erasmus with a Renais-
sance Pilaster”// Studies in the History of Art, Symposium Pa-
pers XXXVII: Hans Holbein: Paintings, Prints, and Reception,
2001, Vol. 60, P. 155.
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“scholars’ study” flourished in Leiden, which was
the academic central of Europe. Subsequent gen-
erations of artists continued the humanist tradition
for a whole century. Dutch artists, in depicting the
“scholars’ study” and humanist studies, included
symbols of transience in these paintings®.

2. Depicting alchemists and the environment
in genre art

Another theme closely related to the theme of
scholars’ study is the theme of alchemists. During
the Middle Ages and the Renaissance, the practice
of alchemy enjoyed considerable popularity and re-
spect. Mainly engaged in finding methods to turn
base metals into gold and finding an elixir to pro-
long life, he eventually acquired connotations of
magic and sorcery. At first, alchemical science was
mostly limited to the monastery, the traditional stor-
age center and source of knowledge. By the early
XVI century, alchemy was fashionable in aristocrat-
ic circles. Elizabeth of England, Christina of Sweden,
Rudolf of Austria, as well as many other European
rulers finance alchemists.

By the beginning of the XVII century, the struc-
tures of alchemical training had changed. Alchemy
was increasingly neglected by the elite echelons of
religious brotherhoods. In addition, the reluctance
of Netherlandish universities to incorporate chryso-
poeia and its associated philosophies into its sylla-
buses ostensibly absolved alchemy of any academic
exclusivity. These factors, combined with the fantas-
tic rumors of miraculous alchemical bounty, inspired
the imagination of the common man. From the im-
perfect evidence offered by genre painting, contem-
porary literature and studies of the craft workshop,
it is likely that the lower classes practiced alchemy
within a basic workshop, attached to, or integrated
into, the home. ‘This space could range from a ru-
dimentary converted kitchen to a custom-designed
and properly equipped workshop’.

An alchemist in the artist's interpretation is a per-
son seduced by the ephemeral possibility of creat-
ing gold from other materials, that is, a greedy and
stupid person. The master often emphasizes the vi-
cious connection of alchemy with Satanism and de-
monology, while preferring to show his characters
in a comic way, adding the symbolism of vanity,

6. Yakovlev, V.V, Volskaya, T.V. 2018. Saint Jerome of Stridon in
Western European Painting: Traditions, Symbols, Meanings,
St. Petersburg State University

7. Elizabeth Owahoney. Representations of gender in seven-
teenth century Netherlandish alchemical genre painting
PhD diss., York, York University, 2005. P.33-35.



greed and stupidity, thereby introducing instruc-
tive notes into the plot®.

Most of the paintings were comical entertainment
works aimed at the general market and designed
to ridicule the gullibility of chrysopean dreamers.
These paintings remained popular throughout the
XVII century, mostly surviving into the XIX century.

Judging by the number of examples that have
come down to us, genre paintings of alchemists
were in demand in the XVII century, reaching a peak
of popularity around 1670. The paintings of alche-
mists can always be identified by the presence of
certain laboratory equipment that was necessary for
the alchemical operation. Alchemists’ studies con-
tain crucibles, alembics (distillation flasks) or athan-
ors (large metal vessels resembling furnaces)®. The
most common target for satire is the unprepared,
poorly educated village “alchemist” who is infat-
uated with the dream of the Philosopher’s Stone.

2.1 Hendrik Heerschop

Little is known about the life and teachings of
Hendrik Heerschoep. A genre painter and engrav-
er, he was born in Haarlem in 1620 or 1621. Possibly
a pupile of Rembrandt in Amsterdam. Heerschoop
studied with Willem Claesz Heda in Haarlem from
1642. In 1648 he joined the Haarlem Painters’ Guild.
«The Alchemist's Experiment Takes Fire» by Hendrik
Heerschoop is uncharacteristic of the Netherlandish
alchemical painting of the XVII century. The artist
painted a clean and tidy laboratory space. Straw-
strewn floors turn into flawless surfaces filled with
shiny objects: a huge pewter plate, a solid copper
pestle and a tall, polished mortar. On the smooth
walls of milky color, on solid shelves, decorative ves-
sels are placed. The arch of the window follows the
curve of the doorway, creating a sense of symmetry
and order. Colorful and expensive palette variations
create a feeling of luxury. The furniture is draped in
rich, vibrant fabrics. The book lies on a table covered
with a blue and crimson cloth. The men’s clothes are
brown and green. This is a wealthy person, in his rich
house. In the background, in the next room, is his
family: a wife with two small children. They are well

8. Statkevich, V.0.2019. "Symbolism and its interpretation in the
images of alchemists in the works of David Reikart”, Problems
of history and culture of the medieval society. Materials of the
XXXIX All-Russian scientific conference of students, graduate
students and young scientists “Kurbatov Readings”. Novem-
ber 11-13, 2019

9. Elizabeth Owahoney. Representations of gender in seven-
teenth century Netherlandish alchemical genre painting
PhD diss., York, York University, 2005. P.41.

Ill. 1. Heerschop Hendrik,
The Alchemist’s Experiment Takes Fire, 1687

dressed and sit quietly. This is not a workshop, but
a space for personal needs, a place where the own-
er is engaged in alchemical research. The small lab-
oratory sparkles with newness and purity of unused
instruments.

A quiet sign of failure is greatly exacerbated by a
spectacular explosion in this peaceful and prosperous
space. The shattered alembic, forever frozen in the air,
is engulfed in flames and smoke. The alarmed chem-
ist dodges the noise, his face filled with sudden fear.
His head is turned towards the experiment, and his
arms and legs are extended in the opposite direction.
While the explosion causes terror in the small labo-
ratory, in the background the family, calmly poised,
continues their daily activities. The oddly static family
group does not seem to hear the explosion that the
alchemist sets off. The mother washes the baby, ig-
noring the cacophony of the dramatic incident. Oc-
cupying their own arched frame, they personify an
independent and accurate family portrait. Lawrence
M. Principe and Lloyd De Witt suggest that a mother’s
actions in caring for her child “may well be a criticism
of her husband's apparently unsuccessful actions™.

Heerschoop assimilates mother and child into the
main moralistic message of his painting, communi-

10. Elizabeth Owahoney. Representations of gender in seven-
teenth century Netherlandish alchemical genre painting
PhD diss., York, York University, 2005. P.48-50.
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cating the threat that greed and self-centeredness
pose to the stability of the Dutch home.

2.2 David Teniers

The alchemist symbolizes a man who spends his
money on useless, trivial things and, consequently,
becomes a beggar. The stereotype of the XVII cen-
tury seems to have been so widespread that it has
survived to this day. This is a particular shame, giv-
en that it was Teniers the Younger who first invent-
ed the more flattering portrayal presented in this
scene. Teniers' goal was to create a more accurate
depiction of alchemy, given that prior to his work;
many contemporary depictions of alchemy had a
strongly negative bias.

In the painting «The Alchemist» by David Teniers,
the Alchemist is depicted as a serious and modest
old man, in good clothes trimmed with fur, sitting
at a table on which put a globe, an hourglass, an
open book and, most importantly, a bulging purse.
Bowing his head, the alchemist reads a small vol-
ume book that he holds in his hands. Immersed in
his work, he is surrounded by open books and is
now in the process of stirring some mixture with
his right hand, which indicates his diligence. His
unobtrusive, simple clothing testifies to his mod-
est lifestyle. The workplace itself, a fascinating pre-
cursor to the modern laboratory, is filled with a

14

Ill. 2. David Teniers the Younger, The alchemist, 1643-1645, Herzog Anton Ulrich-Museum Braunschweig

RN

diverse range of equipment including various heat-
ing devices. Although there are only two assistants
in the background, this is a large, running process,
filled with seething distillations and frenzied chem-
ical activity. However, in the upper right corner of
the picture, high under the ceiling, a small head in
a white cap peeps through a wooden hatch. A face
that looks feminine, haggard, without clear features
or expression.

Teniers does an excellent job of presenting a
unique image of alchemy as opposed to other pos-
sibly similar activities such as blacksmithing or even
medicine. That any activity has a special room and
equipment is a very important sign, and this is per-
fectly reflected in the unique plot in Teniers' The Al-
chemist, in which books are read and stored along
with equipment on the floor, as well as objects such
as horse skulls and hourglass™.

Teniers is aware of the specialization of alche-
mists, he no longer depicts alchemists doing dan-
gerous experiments in dirty houses or kitchens. The
space in his painting is a professional and lacon-
ic study scene. This feature is most succinctly pre-

11. Corlett Novis. (2018). A Painting of the Alchemist - The lega-
cy of Teniers' historic art, [Online]. Available from: https://me-
dium.com/meaning-of-the-method/a-painting-of-an-alche-
mist-ae212080feaa. [Acctssed: 16.07.2022] .



sented by the historian J. Reid, who writes that “the
laboratory is not a smithy or a converted kitchen ...
it is a room designed and equipped specifically for
the study of alchemy.”

Alchemy was generally considered useless, fraud-
ulent, and sinful. At the same time, some saw it as
a diligent and noble effort to gain knowledge and
improve the mankind. This heterogeneity of opin-
ion well reflects the rise of the popular theme of al-
chemy and scholars in the XVII century at the same
time. Although these two themes coexisted in the
XVII century, artists began to focus on a profes-
sional research space. Undoubtedly, professional-
ism has become one of the themes that most of all
excite artists.

The themes of Saint Jerome and the alchemists
appear before that of the scholars’ study and at the
same time dominated the art market in in Dutch
painting of the XVII Century. From the composition

and the symbols chosen in these paintings, the theme
of the scholars’ study undoubtedly inherits the fea-
tures of these two themes. The theme of the saint
Jerome depicts the scene of Jerome translating the
Bible, surrounded by writing materials. Sccholars in
the paintings of the XVII century brought fiction-
al saints back to reality, depicting venerable elders
of the XVII century or famous scholars who wrote
carefully and thoughtfully. Such a theme of paint-
ing is a reflection of the change in knowledge from
scholastic philosophy and idolatry to pragmatic sci-
entific worship in the context of the great develop-
ment of science. At the same time, in the context of
scientific development, the theme of alchemists is
often ironic, but some artists present their serious
experimental scenes, which also inspired the Dutch
painters of the XVII century to present the nightly
attentive and diligent research scenes of scholars.
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O®OPMUNPOBAHNE MKOHOTIPAOUNIA TEMBI
KABUHETA YYEHOTIO B MCKYCCTBE XVII BEKA

AHHomayusa: CTaTba NOCBALLLEHA XapaKTepnucTnkam
TPaALIMOHHON TeMbl CBATOrO VlepoHrMa B Kenbe 1 130-
6paXkeHMAM aNXMMUKOB, a TakxXe BAUAHUIO UX Ha TeMy
kabuHeTta yuéHoro B xwusonucu Fonnangum XVIl Beka.

Aemop aHannsmpyeTt obLyme YepTbl XMBOMUCK Ha TeMy
ceatoro MlepoHuma B kesnbe B XV 1 XVI Bekax. 3ta Tema
pacnpocTtpaHeHa B Wtanun, lepmanunn n HugepnaHaax.
Kak nepesoguunk bubann ceaton NeporHmm ctan obpas-
LLOM, MOYnTaEMbIM BYAYLUMMU YUEHBIMU U TYMaHUCTaMMU.
Ha kapTuHax Ha 3Ty Temy n306paxkeHbl A4Ba TUNa MHAMKaA-
TOPOB, @ UMEHHO: Yeper, MecoYHble Yachl, NOTyXLas cBe-
Ya — CMMBOJ ObICTPOTEUHOCTV BPEMEHW, Hen3beXXHOCTH
CMepTU; KHUMW, MPUHAANEXHOCTU A8 MUCbMa N OYKN —
aTpnbyTbl Y4EHOTO, CMMBOAN3MPYOLLME yYeHre 1 Horo-
CNOBUWE, INTEPATYPHYHO AEATEbHOCTb. ITW TUMbI BELLEen
NPOAOoJIKatOT NOABAATLCA B KAPTMHAX Ha TeMy KabuHeTa
YYEHOTO, 1 3TO NPOAO/IKEHNE ABAAETCA ABHbIM AOKa3a-
TeNbCTBOM TOTO, YTO TeMa kKabvHeTa y4EHOro NPOUCXOANT

Bo3HMKHOBEHWE TeMbI KabUHeTa YY4EHOro TeCHO
CBfI3aHO C Pa3BUTUEM HayKM U TEXHUKW, aCTPOHO-
Munun 1 Hasuraumm B XVII Beke B MonnaHgmn. B cBasm
C 3KOHOMUYECKNM pa3BUTUEM Cpeamn YUEHbIX npe-
obnajaet TpaaMLNSA KONANEKLMOHUPOBaHMA. JTroan
BOCXMLLAOTCA 3HAHMAMM 1 paboTaroT Haz Hay4HbI-
MW N3bICKAHUAMM.

MacTepcTBO XyA0>XXHWKa NPOABUAOCH B NC-
NoJb30BaHUN MPUEMOB, MepesaroLwmx He TONbKO
dbopmanbHOe NOPTPETHOE CXOACTBO MAM TOYHOCTb
n306paxkeHms NPOCTpPaHCTBa BOKPYr NOPTPETUPY-
€MOrO, HO W HaMOJIHEHHYO CMbICIOM UHTENNeK-
TyaNbHYH XUW3Hb MEPCOHaXeW, X BakHOe MecCTo
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OT TPAANLMOHHbBIX PENNTUO3HbIX KapTUH Ha TEMY CBATO-
ro NepoHuma.

Bo BTOpOW Y4acCTu CTaTbW UCCNEAYHOTCSA MPOU3BEAEHUSA
Ha TemMy aJXxUMuu, KOTopble OTpaxatoT Hanbosee Hera-
TUBHOE NpegacTaBaeHne 06 aNxMMmuKe Kak o YesoBeke,
pacTpaTuBLLEM CeMeliHble CpeaCcTBa M BOOOLLE NpeHe-
6peratolLLieM CBOUM AOMaLLIHMM X03AACTBOM. Ho cueHa
nccaeso0BaHWI anxMMMKa, 3aHATOro Nepes pasinyHbIM
aIXNMUNYeCKNM o6opy,u,osaHV|eM, HeCOMHEHHO, BAOXHO-
BWJIa XYAOXHMKA Ha TO, YTOObI NOKasaTb CLEHY YUYEHbIX,
npoBOAALLUNX HAaYyUHble NccnegoBaHMA B HOBYHO 3MOXYy.
Mo cpaBHEHUIO C ANXUMUKOM, 330TEPUYECKUIA YUEHBIN,
KOTOPbIN LEeHNT 0bydyeHre 1 duaocoduto Hapsay € 330-
TEPUYECKUMU 3aHATUAMMU, BbICTYyNaET KakK Hanbonee no-
unTaembli 0bpas.

Knrouesole cnosa: Cesmoli MlepoHum, Anxumuk, Kabu-
Hem yuéHozo, [oanandus, XVIl eex.

B MeHstoLLemcs Mupe. Tema KabuHeTta yY&Horo 3a-
HMMaeT ocoboe MecTo cpeau NpounsBeaeHni bbi-
TOBOrO XaHpa. 3Ty TeMy Nerko naeHTnduumnpoBaTb
no 06CTaHOBKE, OAEXAE N AEVCTBMAM NEPCOHAXKEN.
Takve aTpmbyTbl HayUHOW AEeATENbHOCTH, KaK KHUI
1 rnobycbl B COYETaHUN C akaZeMNUYeCKUMIN MaHTH-
AMU, n306paxkaemMble XyAOXKHUKAMW, NPescTaBAsAn
3pUTENIO UAeaNbl UHTENNEKTYaNbHOTO TPyAa YYEHO-
ro: NbITANBOCTb YMa, MHTEPEC K OKpY>KatoLLeMy MUPY,
CNOCOBHOCTb MPOBOANTL BPEMS 3@ MOWUCKOM HOBOTO,
3a 0byuyeHMeM pa3HbIM Haykam. LieHTpanbHoe mecto
B Pa3BUTUM 3TOW TEMbl 3aHUMaNN NENSEHCKUIA Xy-
aoxHuk Mepapga Jay (1613-1675), aendTcknia Xyp0xK-



HUK AH Bepmeep (1632-1675), noptpetnct Tomac ae
Keiizep (1596-1667), A3Buma beinn (1584-1657) n ma-
cTep HaTropMopTa flH BaH aep XeWgeH (1637-1712).

1. UcTtokn Tembl kabuHeT yuéHoro — CBATOM
NepoHum.

Ha dopmumpoBsaHme nkoHorpadum TeMbl kabrHe-
Ta YUYEHOro okasasna BAnsHVe TeMa cBAToro VepoHu-
Ma B Ke/be, pacnpocTpaHéHHas B XKMBOMMCU 3MOXK
Bo3poxaeHuns. B XV n XVI Bekax MHOXeCTBO >XMBO-
nucLeB n3obpaxkaeT 6PEHHOCTb XXM3HN 1 PAaBEHCTBO
BCEX Nt0AeN nepes cMepTbro. Tema ceaToro Mepo-
HVMMa bblia 0cobeHHO pacnpocTpaHeHa B Vitanmu,
lepmanun n HnaepnaHaax.

bnarosaps CBOMM KNacCMUYeCKnM 3HaHWUAM U Bbl-
Jarowmnmcs 6nbnencknm nosHaHusam cesaton Vepo-
HUM daKTMUeckn CcTas MOKPOBUTENEM T'YMaHUCTOB
anoxu Bo3poxaeHusa kak B Vtanmn, Tak n Ha Ce-
Bepe. XXvBonucHbIn obpa3 ViepoHrnMa-yuéHoro Bo
MHOrom crnocobctsoBan ToMy, kak ¢ XV Beka cTanu
n3obpaxatb Yuntenei LlepkBu — C KHUrom B pyKax.

B XVI Beke xys0>XKHMKaM CTanun 3akasbiBaTb Kap-
TWHbI Ha COOTBETCTBYHOLLME CtoXKeTbl. Kak yKa3biBaeT
Mapibe, Ha ceBEepPHbIX PEAUTMO3HbIX pedhopMaTopoB
npowuseena Brneyvat/seHne He TONbKO ero ackeTnye-
ckas bopbba 3a NpeosoNeHNe MUPCKMX UCKYLLEHWN,
HO 1 ero JO6pPOCOBECTHbIV NEePEBOs, APEBHUX TEK-
CTOB A/1 XPUCTMAHCKOro ncnoab3osaHusa. Cospe-
MEHHbIE PeIUTMOBe/bl, 3aHMatOLLMECH OYMCTKOWN
CBSAILLEHHOW AnTepaTypbl OT 60aee NO34HUX AOMoA-
HEHW N TeKCTOBBIX OLIMOOK, 0COBEHHO BOCXMLLA-
JINCb ero AVHIBUCTUYECKUMK cnocobHocTamu. Koraa
MapTuH JlroTep nepeBoann bubanto Ha HemeLKUi
A3bIK, KATONNYECKOW LiepKBM BbINO BaxKHO nokasaTb,
YTO TONIbKO TEKCT, MepeBesEHHbIN lepoHnMoMm, Hbin
6oroyrogeH. B 1516 rogy cam 3pa3m pykoBOAWA Ny-
6vKaument NOAHOToO CObpaHNs COUNHEHUN CBATO-
ro MepoHuma B cotpyaHuuectse ¢ [Mbepom Xunem
n 6asenbckuM n3gatenem VloraHHom OpobeHom.
HoBble counHeHuii ceaToro lepoHnma bbinmn op-
raHn3oBaHbl Pa3MOM AWLLb HECKOAbKO NIET CMYCTH,
mexay 1524 n 1526 rogamu. B ToT e nepwog no-
ACHON «MOPTPET» CBATOrO VlepoHMMa, OKPY>KEHHOTO
KHUramu, 6bin paspabotaH B AHTBepneHe KBeHTe-
HoMm Maccericom 1 nonyaspusnposaH MapuHycom
BaH Pelimepcsane, lHoM BaH XemecceHoM 1 Mloocom
BaH Knese'. CBATOWN TakxKe Hayan NOSBAATLCA C yBe-
JINUMBAIOLLIENCA YaCTOTOM (KaK KaroLLMICS, TaK U yué-
HbI1) B Nelr3aXKHbIX CLLeHaxX CEBEPHbIX XYAOXHUKOB.

1. Susan Donahue Kuretsky, Rembrandt's Tree Stump: An
Iconographic Attribute of St. Jerome // The Art Bulletin. Vol.
56. No. 4 (Dec., 1974), p. 571.

Cesiton VlepoHuMm (yM. B 420 r.) — NOKpoBUTENb
M JyXOBHbIM HaCTaBHWK BCEX MePEBOAUYMNKOB, Bblja-
FOLLMACA Puaonor, TeoNor 1 NncaTeNb — OCTaBU
3HaUUTENbHbIV CNel B UCTOPUY MUPOBOK Ky/bTy-
pbl — nepeBog bnbann Ha naTUHCKUIA A3bIK, U3-
BECTHbIW Nog Ha3BaHWeM «Bynbratei»2. B Budneeme
VepoHum nsyyan n nepesoamn Ceatoe lNuncaHue. 31a
YacTb ero XW3HW NpejCcTaBieHa Ha KapTUHax, Noka-
3blBalOLLMX ero B 0bpase YYEHOro B Kesibe C KHUra-
mMu. Hanpumep, «CesaTton NlepoHUM B CBOEW Kenbe»
(An BaH JWiK, 1432 r.), «CBATon NepoHum» (Jome-
HuKo mpnaHgano, 1480 r.). MpeameTbl, 06bIYHO
n3obpaxkaemMble B €ro Kesbe, BKAHYatOT pacnatue,
KpacHoe ofeaHne 1 WAAMY, KHUTY, MPUHagNeXHo-
CTV ANA NUCbMA, Yeper, CBeyy 1 OUKW. YepHuabHMLA
n nepo — aTpmbyTbl y4EHOrO, NncaTens, Yenose-
Ka, 3aHMMatoLLEerocs NHTeNNeKTyalbHbIM TPYAOM,
a TaKxXe Lenblii pag Apyrux npeamMeToB NoMeLLeH
Ha KapTWHbI HEC/lYYalHO U HECET onpesenéHHyro
CMbIC/IOBYO Harpysky.

KHMIM cMMBONM3MPYIOT yyeHne 1 borocnosue,
NMTepaTypHYIo AeAaTenbHOCTb. ViepoHuM mor nso-
6paxkaTbCs NMULLYLLIMM, YNTAIOLWMM UM Pa3MbILLAS-
FOLLMM HaZ, PacKpbITON KHUION. IHorAa XyZA0XKHWKM
nog4épkmeany Tot GakT, UTo OH HblN NEPEBOAUMKOM
Brnbanwn ¢ rpeveckoro n ApeBHEEBPENCKOTO A3bIKOB
Ha naTblHb. Ha rpaBtope Anbbpexta Aropepa «Casi-
TON VlepoHuM n neB» (1492 r.) MOXHO yBUAETL TPU
pacKpbITble KHUTW Ha 3TUX A3blkax. Ha HekoTopbIxX
KapTWUHaX KHUra CMEHseTCsl CBUTKOM, KOTOPbIV CUM-
BO/M3NpoBan Betxuii 3aBer.

Yepen B eBPOMNENCKON XPUCTUAHCKON >KNBOMUCH
nossasetcs B IX Beke. O3Hayan OH Kak pU3MYecKyto,
Tak ¥ AYXOBHYIO CMEpPTb, a TakXKe CYyeTHOCTb MUPCKO-
ro 1 B 3TOM 3Ha4YeHUN He Obla N3BECTEH B @aHTUYHO-
cTn. Yepen, KOTOPbIN YacTo M306bpaxkancs pasoM
¢ lepoHVMOM-yUEHbIM, ABAANCA HE TONBKO KPacHO-
peurBbIM HaNMOMMHaHWEM O BbICTPOTEKYLLEN XXMN3HW,
HO TaK>Ke CMMBOAIM3MPOBaN Nobesy Ayxa Hag MAoTbHO.
Ha kapTuHe Anbbpexta [ropepa (1471-1528) «Ceston
VepoHum B kenbe» (1514, rpastopa. 24,7 x 18,8 cm,
BpuTtaHcknin my3eli, JIOHAOH) n3o6paxkeHue Yepena
1 pacnatmna otcbiiaeT k Fonrode (No-apamenckm «ye-
pen»), uan KanbBapuw (calvaria no-natbiHM 3HAUWT TO
e camoe). Y [lropepa ViepoHnm npeacTaeT XxpuctmaH-
CKVM YYEHBbIM, Ybs XW3Hb NOCBSALLLEHa HOXeCTBeHHO-
My uteHuto (lectio divina), uto 3acTaBaseT ero ry6oko
OCO3HaBaTb Ye/I0BEYECKy CMEPTHOCTb 1 HEOBXoAN-

2. Tap6osckuii H.K. (2011). CB. MlepoHum — nokpoBwuTens nepe-
Boguukos [Online]. Available from: https://medium.com/@
estimsu/hieronymus-c7de41c617b3. [Acctssed: 23.07.2022]
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MOCTb CTPafaHuin XpurcTa Kak eAVHCTBEHHYH BO3MOX-
HOCTb NobeanTb cMepTb. [ecoyHble Yacbl — CMMBON
ObICTPOTEUHOCTM 1 YCKOb3akOLLEro BPEMEHWN Yeno-
BEYECKOW XMN3HW, HEN3OEXHOCTN CMEPTU, anneropums
H6peHHOCTM BbITWA 1 TeueHNs BpeMeHw. [MoTyxLwas cae-
Ya TaKkxKe Oblsa CUMBOJIOM CMEPTH, YracLlel XU3HW.
Ho BCé >xe yenoBeky gaHa cCNoCcoHBHOCTb MO3HaHMA
3eMHOro MMpa, OTCtoAa Takme CMMBOJIbI, Kak KHUTK
1 OYKN — 3HAKWN HaKOMAEHHbIX 3HaHWI 1 Npnbanxe-
HMA K UCTUHE, MYAPOCTU M YYEHOCTK, a TakKe Npu-
3HaK CTapoCTy, MOXMIO0ro Bo3pacras.

MNocTeneHHo 0bpa3 yY4EHOro B XXMBOMUCK CTa-
HOBMW/CA LUMPe, NPOCTMPAACh OT CBATOro VlepoHu-
Ma B brubanmn 1o rymaHUCTOB B UCTOPUK, TaKMX Kak
Metpapka, OBnAnI v Spa3m PoTTepaamckunig, B nx
kabuHeTax. NopTpeTbl ryMaHWUCTOB TPaAULIMOHHO
6b1IM NOrPyAHBIMY UAN NOACHBIMW. [Nane-JleHHeccK
(Pope-llennessey) noscHseT: «MpuUtazaHna rymaHm-
CTa Ha NamATb MOTOMKOB OCHOBbIBA/NNCh Ha 3HaHU-
AX, UHTErPUPOBaHHbIX B XapakTep». Taknm obpasom,
XYJOXHUK YNOBUA XapakTep CBOEro obbekTa yepes
€ro L0, BbIpaXkeHre MLa v, NpeXxae BCero, KHUry,
nepbs U PyKOMMUcK, KOTOPble Nexany BOKPYr Hero*.
3Tn durypbl 06bIYHO NOMeELLALOT B KaKyro-HUbY b
NHTepbepHyto 0b6cTaHOBKY. Knaccuueckmmum npu-
MepaMu 3TOro TMMa fBAAOTCA MapHble MOPTPEThI
Jpa3ma Pottepgamckoro u lMeTtpa Sruama KeeHTu-
Ha Maccemca (1517 r., Pum, Manauyo bapbepunHum
n JloHrdopackmnii 3amMoK) U nopTpet dpa3mMa Pot-
Tepaamckoro MaHca MonbbeiHa.

B aTnx KapTMHax cTapanncb nepeaatb CUay An-
TepaTypHOW penyTauun rymaHucTa u BUAEHME ero
WHTENNeKTyalbHOro Co3HaHua, beccmepTre yepes
TOYHO BOCMPOM3BEAEHHbIV 00pa3. Dpa3m BUAEN Lesb
CBOEro nopTpeTa npexae BCero B TOM, 4Tobbl CO-
XPaHWUTb NaMATb O CBOEW IMYHOCTM, COOTBETCTBEH-
HO ryMaHMCTUYeCcKMM NpuHUmMnam. Anbbpext opep
paccMaTpuBa UCKYCCTBO MOPTPETHOM XXMBOMMUCH Kak
yBeKOBEeUMBaHME NaMATN O YenoBeKe, N306paXKéH-
HOM noc/ie CMepTn®.

B XVII Beke cBATOM MlepoHUM TakKe noab3oBas-
cst 671arOCKIOHHOCTBIO IeNAEHCKUX XYA0XKHUKOB

3. fkoenes B.B., Bonbckas T.B. CeaAToM ViepoHnm CTPUAOHCKMN B
3anagHoeBPONenNcKoV XUBOMUCK: TPAAULMUM, CUMBOJIbI, CMbIC-
nbl // BectHuk CaHkT-lMeTepbyprckoro yHuBepcuTeTa. Mckyc-
cTBoBegeHve. 2018. N2 8. C[16.: CMery. C. 68.

4. Adams A.J. The Paintings of Thomas de Keyser (1596/7-1667):
A study of portraiture in seventeenth-century Amsterdam.
PhD diss. Cambridge. Harvard University, 1985. P. 135-138.

5. Matthias Winner. Holbein’s «Portrait of Erasmus with
a Renaissance Pilaster»// Studies in the History of Art,
Symposium Papers XXXVII: Hans Holbein: Paintings, Prints
and Reception. 2001. Vol. 60. P. 155.
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n MeueHaToB. Cam PembpaHAaT, BO3IMOXHO, OKa3an
OCHOBOMOJaratoLLlee BANSIHWE Ha Pa3BUTUE 3TON Mo-
NyAsPHOW NEeMAEHCKOM TeMbI, MOCKOJ/IbKY eCTb CBUAE-
Te/NIbCTBA TOTO, YTO OH 3aMHTEPEeCcOBaNCA 3TON TEMOW
ewé B 1631 rogy, Ao cBOero nepeesga B AMcrepgam.
CaMblil NNOAOBUTBLIN N BAUATENBHBIA YY4eHUK Pem-
6panaTa B JlerigeHe — lepapg Jay. OH HapucoBan
no KpanHeW Mepe AecATb BEPCUIA 3TOM TeMbl Ha pas-
HbIX 3Tanax CBOEl Kapbepsbl U nepesan TeMy MHOTUM
CBOWM Y4eHMKaM, KOTOpble NPOA0JIXKaAN pa3BMBaTb
€€ [0 KOHLa Beka.

B FonnaHanm NpUHUMMBLI KanbBMHW3Ma NpuaaroT
AVAAKTUUYECKNI XapaKTep roANaHACKOW KynbType,
smbnemaTtmyeckas Tpagmuns npuobpena Haumo-
Ha/bHble YepTbl. CornacHo yyeHuto KanbBuHa, 3a
N06bIM XyA0XKECTBEHHbBIM M306pakeHneM peasb-
HOCTW JOJIXKEH Cef0BaTb MOPasbHbIA YPOK, MHaue
CO3/laHMe Takoro NpounsBeseHNs He UMeo npak-
TUYECKOro cMbicaa. 970 opMupyeT CUMBOINKO-
accoumaTUBHOE MblLLIEHWE roanaHALeB. BeposTHo,
NPUUNHY NONyAsSPHOCTM obpasa ceaToro NepoHu-
Ma 1 [Npon3BoAHYO TeMbl KabvHeTa yYEHOTO MOXHO
HaWTV B nAeHTMOMKALMN 3TOTO CBATOTO MMEHHO Kak
y4éHoro. B cooTBeTCTBMM C ngeanamm Toro sBpemMe-
HW CBATOrO VlepoHWMa npeacTaBasav r'yMaHUCTOM.
DTOT XPUCTUAHCKMNIA TYMaHW3M — HeMpeMeHHas 0co-
6EHHOCTb TPAKTOBKM TeMbl KabMHeTa yYEHOro B ro-
NaHACcKoW xumonucy. Tema kabvHeTa npoLBeTana,
0COBeHHO B akagemunueckom cpege JleraeHa, v bbina
TECHO CBsA3aHa C Kpyrom yuéHbix. locnegytoLume no-
KONIEHWNSA XYAOXKHUKOB NMPOAOIXKAAN TYMaHUCTNYe-
CKYHO TPaAMLMIO Ha MPOTAXKEHUM LLENOTO CTONETUA.
FonnaHackne Xy[oXKHNKK, n306paxkas KabUHeT yué-
HOro 1 UCCAeAOBaHVA T'YMaHWUCTa, BKAKOYAAN B HUX
CUMBOJIbI MUMOIETHOCTH®.

2. )KaHpoBble n306pa>keHnsa aAXMMUKOB U UX
OKpY>XeHue.

Ewé osHa Tema, TeCHO CBA3aHHas C TeMOW Kabu-
HeTa y4éHoro,— 370 Tema anxumuka. B CpegHue Beka
n B 3noxy Bo3poxxgeHna npakTvka anxmmmm nosb-
30BaflaCb 3HAYNTENbHON NOMYAAPHOCTLIO U yBaXxe-
HMeM. B OCHOBHOM 3aHMMasACb NOMCKOM MeTO/0B
npeBpaLleHa HebaaropoHbIX MeTanNoB B 30/10-
TO Y MOUCKOM 3MKCUPa ANS MPOANEHWNS XXU3HMU,
OH B MTOre NpUobpEN KOHHOTALLMN Maruu u Kon-
poBcTBa. CHayana anxmMmnyeckas Hayka B OCHOB-
HOM OrpaHM4MBanacb MOHACTbIPEM, TPAANLIMOHHBIM

6. fAxosnes B.B., Bonbckas T.B. Csatoii MiepoHum CTpnaoHckuii B
3anagHoeBPONEeNCcKOV XUBOMUCK: TPAAULMUW, CUMBOJIbI, CMbIC-
Nbl. CaHKT-TeTepbyprckmin rocyAapCcTBEHHbIV YHUBEPCUTET,
SHumknonegnyeckmii otaen V®W, Poccuiickas Pesepaums,
199178, CaHkr-MeTepbypr, 10-a anHuna B. O., 49.68.



LLleHTPOM XPaHeHMS N NCTOYHNKOM 3HaHWi. K Hava-
Ny XVI Beka anxmmums «bblia MOAHON B apuCTOKpa-
Tnyeckux kpyrax». Enmsaseta B AHranum, Kpuctunna
B LUBeuwnw, Pysonbd B ABCTpUK, Kak n MHOTVe apyrve
eBponerckme npaBuTeny, UHaHCUpPYHT alXVMUKOB.

K Hauany XVII Beka cTpyKTYpbl aJXMMUYECKOro
0ByuUeHNs N3MEHUANCE. ANXMMUMEN BCE Yallle NpeHe-
6perann 3AUTHbIE SLLENOHbI PENNTMO3HBIX 6PaTCTB.
Kpome Toro, HexxenaHue HuaepaaHACKUX YHUBEp-
CUTETOB BKJIHOYaTb XPU3OMeED N CBA3aHHYHO C HeW
dunocoduto B cBOM yuyebHble MporpaMmbl AKOObI
NNLWaNo anxMmMuIo Kakor-1mbo akajeMmyeckom nc-
KAHOUNTENBHOCTU. TN GakTopbl B cOMeTaHUM ¢ daH-
TacTUYECKUMU CyXaMu O YyeCHOW anxMmMmn4eckon
LLEeAPOCTU BAOXHOBAANN BOOBpaxeHe 0BbIUHOMO
yenoseka. CyAa NO HeCOBepLUEHHbIM CBUAETEb-
CTBaM >aHPOBOW >XXMBOMMWCK, COBPEMEHHOW NnTepa-
Typbl 1 UCCNE[0BAHNAM PEMECIEHHbIX MacTePCKMX,
BMOJIHE BEPOATHO, UTO HU3LLME KAACChbl MPaKTUKOBA-
2N anxvMuIo B pabouelt nav JomallHein MacTepCkou.
OTO NPOCTPaHCTBO MO0 BapblMPOBaTLCA OT 31EeMEH-
TapHOW NepeobopyLOBaHHOW KYXHW A0 creunanbHO
CNPOEKTUPOBAHHOM U AOMKHBIM 06pa3om obopyao-
BaHHOW MacTepCcKo’.

ANXVMVWK B MHTepnpeTauun Xyj0oXHNKa — 370
4yenosekK, NONbCTUBLUNIACA Ha 3PpeMepHYH BO3MOX-
HOCTb CO3JaHu1A 3010Ta U3 A4PYr1MX MaTepuanos, T.e.
YeNoBeK XXaZHbI 1 HEYMHbIN. MacTep yacto noa-
4EpKMBaeT MOPOYHYHO CBA3b aNXMMUM C CaTaHN3MOM
“ 4EMOHONOTMEN, NpeanoYmTas Npu 3TOM Nokasbl-
BaTb CBOMX NEPCOHaXKen B KOMUYECKOM K/Oo4e, A0-
6aBnAs CUMBOAWKY TLLECNABUSA, XXAZHOCTN U TNYNOCTH,
TeM caMbIM BHOCS Ha3ungaTeNbHble HOTKN B CHOXKETE.

BO/ILLUIMHCTBO KapTWH BblIM KOMUYHBIMY pa3BJie-
KaTeNbHbIMY MPOU3BEAEHMNAMM, HaNpPaBAEHHbIMUN Ha
OOLLMIA PBIHOK W NPW3BaHHbIMW BbICMEATH JIErKOBEp-
HOCTb Xpun30nemnckmx GaHTa3zepoB. IT1 KapuKaTypHble
rpaBOpbl OCTaBaAWCb NOMYAAPHBIMU Ha MPOTAXe-
HWUW BCEro ceMHaALaToro Beka, B OCHOBHOM COXpa-
HVBLUNCb A0 AeBATHAALIATOro Beka.

CyAa Mo Konm4yecTBy AOLIeALWNX A0 Hac npume-
POB, XXaHPOBbIEe KaPTUHbI aAXMMUKOB bblN BOCTpe-
6oBaHbl B XVII BEKE, LOCTUIHYB MMKa NOMNyASPHOCTY
npumMepHo B 1670 rogy. KapTvHbl anxmMmMmnkoB Bcer-

7. Elizabeth Owahoney. Representations of gender in seventeenth
century Netherlandish alchemical genre painting PhD diss.,
York, York University, 2005. P. 33-35.

8. CratkeBny B.O. CMBO/IMKa 1 €€ TPaKTOBKMN B M306paxKeH-
AX aNXMMUKOB B TBOpYecTBe [laBuaa Perkapta // Mpobiembl
NCTOPUWM 1 Ky/IbTypbl CPeAHEBEKOBOTO obLecTBa. MaTepua-
Nbl XXXIX Bcepoccuiickol Hay4HoW KOHbepeHUnn CTyaeH-
TOB, aCNMPaHTOB U MOOAbIX Y4éHbix «KypbaToBCckme uTe-
Hua» (11-13 Hoabps 2019 r.).

4@ MOXHO MAeHTMOULMPOBaTbL MO HaIMUMKO Onpe-
AenéHHoro nabopatopHoro obopyaoBaHus, KoTopoe
6bIJ10 HEODXOANUMO A/s ANXMMUYECKOWN onepauun.
KabuHeTbl anxnMrKOB coAep>KaT TUrIN, NeperoHHbIe
Kybbl (KONObI AN NEPErOHKN) AN aTaHOopPbI (601b-
LUne MeTalIMyYeckne pesepByapbl, HaNnoOMUHaoLLMe
neumn)®. Hanbonee yacTom Lenbto ANA caTUpbl OKa-
3bIBAETCA HEMOAFOTOBAEHHbIN, MNA0X0 06pa3oBaH-
HbIA AepeBEHCKNIN «aNXMMUK», KOTOPbI yBEKaeTcs
MeuTon 0 dunocodpckom KamHe.

2.1. Xenppwvk Xeepuon.

Masio UTO M3BECTHO O XWU3HW U 0byYeHUn XeH-
Apvika Xeepliona. XXaHpOoBbIV XyA0XHWK U FpaBép,
OH poawca B Xapaeme B 1620 nam 1621 rogy. Bos-
MOXHO, yueHuK PembpaHaTa B AMcTepsame, Xeep-
won 661 yyeHvkom Bunnema Knaca Xezbl B Xapieme
B 1642 roay. B 1648 roay oH BcTynuAa B [Mabanto
XYyAOXXHUKOB XapieMa. «DKCNepuUMeHT anxmmMmumka
3aropaetcsi» XeHapuka Xeepwona (man. 1, Science
History Institute, Philadelphia) HexapakTepeH ansa Hu-
AepnaHackon anxmmmueckon xueonucu XVII Beka.
XyAOXHWK pYCOBan YMCTOE M akkypaTHoe nabopa-
TOPHOE NPOCTPAHCTBO. YCbINaHHble CONOMOV NOJbI
npeBpaLlatoTcs B 6e3ynpeyHble NOBEPXHOCTH, 3a-
NOJHEeHHble HBaecTAWMMN NpesMeTaMnU: OFPOMHOW
ONOBAHHOW TapesIKon, CONNAHBIM MeZHbIM MecTu-
KOM 1 BbICOKOW NMOANPOBAHHOW CTYyNKON. Ha rnazkumx
CTeHax MOJIOYHOTO LiBETa Ha NMPOYHbIX NMOJIKax pas-
MeLLEeHbl eKopaTMBHbIE COCYAbl, 3K30TUYeckue dop-
Mbl KOTOPbIX MPUAAOT NOMELLLEHNIO 371eraHTHOCTb.
Apka OKHa NoBTOPAETCA B U3rnbe ABepHOro Npoéma,
co3,aBast OLLyLLeHNne cummMeTpumn 1 nopsaka. Kpa-
COYHbIe 1 JOPOrocTosLLe BapuaLMm NanuTpbl cos-
[ato0T oLyLeHne pockowu. Mebenb 3agpanmpoBaHa
6oratbiMy APKUMU TKaHAMU. KHWUra 1eXNUT Ha CTo-
Nle, MOKPBLITOM CUHEWN Y MaNMHOBOWM TKaHbHO. B ose-
XZe MY>KUMHbI KOPUYHEBBIE U 3€/1€HbIE OTTEHKWN. ITO
obecrneyeHHbIV YenoBek, B CBOEM boratom gome. Ha
3aZlHEM MJ1aHe, B COCeAHeN KOMHATe, HaXOAUTCA ero
CeMbs: XXeHa € ABYMA ManeHbKMU geTbMU. OHK XO-
POLLO OZETbI M CUAAT CMOKOMHO. ITO HE MacTepcKas,
a NPOCTPAHCTBO A/ JINUHBIX HYXA, MECTO, FAe X034-
WH 3aHMMaeTCs anXMMmnYecKMmm nccnefoBaHNAMM.
ManeHbkas nabopaTopus cBepkaeT HOBM3HOM U1 Y-
CTOTOM HENCMONb30BaHHbIX MHCTPYMEHTOB.

Tuxu Npu3Hak Heyjaum CUAbHO ycyrybasetcs
BreyaTAAOLLIMM B3PbIBOM B 3TOM MUPHOM W MPOLiBe-
TaoLLeM NPoCTpaHCcTBe. BeuHo 3acTbiBLUNIA B BO3AyXE

9. Elizabeth Owahoney. Representations of gender in seventeenth
century Netherlandish alchemical genre painting PhD diss.,
York, York University, 2005. P. 41.
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pa3apobieHHbIV NePeroHHbIM Ky6 oxBayeH niame-
HeM ¥ AbIMOM. BCTPEBOXKEHHBIN XUMUK YKIOHSAETCS
OT LUYMa, ero ML HaMoAHAETCA BHE3aMHbIM UCNY-
rom. Ero ronosa noB&pHyTa K 3KCMEPUMEHTY, a PyKM
W HOTW BbITAHYTbI B MPOTUBOMOJIOXHOM Harpase-
HUK. B TO Bpems Kak B3pbIB BbI3bIBAET yXac B Ma-
NeHbkoW nabopaTopumn, Ha 3aHEM MNaaHe CeMbS,
CMOKOWHO YpaBHOBELLEHHas, MPOA0/KAET CBOW MO-
BCeZHEBHbIe 3aHATUsA. CTPaHHO CTaTMUHas cemeiHas
rpynna, KaXeTcs, He C/IbILIWT B3pbiBa, KOTOPbIN 3a-
nyckaeT anxvmuk. MaTb MOeT Mabilwa, He obpallas
BHMMaHWA Ha KaKoQOHUIO ApamMaTNyecKoro npouc-
LLEeCTBUS. 3aHNMas cOBCTBEHHOEe apoYHoe obpame-
HWE, OHV OIULLETBOPSHOT CAMOCTOSITE/IbHBIV U TOUHBbIN
cemMeliHbI nopTpeT. JloypeHc M. MpuHemnu n Jinoiig
[e BuTt npegnonaratoT, UTO AEUCTBUS MaTepu Nno
YXOZY 3a CBOMM PEBEHKOM «BMOJIHE MOTYT BbITh KpW-
TUKOW AABHO HeYZAaUHbIX AECTBUI eé Mydka» 'O,

XeepLuon accMMuampyeT MaTb U pebéHka B Oc-
HOBHOWM MOPaNNCTUUYECKOWN naee CBOEN KapTuHbl,
coobuuas 06 yrpose, KOTOPY anyHOCTb U 3roLeH-
TPW3M NPeACTaBAAOT A/ CTabUIBHOCTU HUAEPAAHA-
CKOro ZoMa.

2.2. llaBup TeHunpc.

ANIXVMWK CUMBOIN3NPYET YesioBeKa, KOTOPbI
TpaTWT CBOM JieHbIM Ha becrnoniesHble, TpUBUANbHbIE
Aena u, cnefoBaTeNbHO, CTaHOBUTCA HULLMM. CTepeo-
™n XVII Beka, kaxeTcs, b1 HACTONbKO pacnpocTpa-
HEH, UTO COXPaHWICA A0 HALUMX AHEN. ITO 0COObIN
Nno30p, yunTbiBas, YTo MMeHHO TeHnpc MaagLwmi
nepBbiM N306pén 6osee necTtHoe n3obpaxeHue,
npeacTaBieHHoe B 3TOM cueHe. Llenbto TeHupca
6b110 co3saHMe Hoslee TOYHOrO N300padkeHns an-
XUMWK, YUUTbIBAS, YTO A0 ero paboTbl MHOMMe Co-
BPEMEHHbIe N306paXKeHNs aNXMMUN UMEU Pe3Ko
OTpULLATENIbHBIA YKIOH.

B kapTnHe «Anxumuk» flaBuga TeHunpca (uan. 2,
Herzog Anton Ulrich-Museum Braunschweig,
Braunschweig) anxmmmnk n3obpaxéH kak cepbés-
HbI 1 CKPOMHBIN CTapuK, B 4OOPOTHON oAex e, OTo-
POYEHHOI MEXOM, CUAALLMIA 3a CTOJIOM, Ha KOTOPOM
MOKOATCS rN06YC, MeCOUHble Yachl, packpblTas KHUra
W, 4TO Hambosee BaXKHO, BbINyKbIW KoLlenék. Ckao-
HWB CEAYHO rOJIOBY, aNXUMWK YNTAET MaJIEHbKUI TOM,
KOTOPbIV AepPXUT B pyKax. MOrpy>KEHHbIN B CBOLO
paboTy, OH OKPY>XEH PacKPbITbIMU KHUTAMWN N Cel-
yac B npoLiecce nepemMeLlnBaHns Kakon-To CMecu
NpaBoW PyKOW, YTO CBUAETENBCTBYET O Er0 YCEPANUN.

10. Elizabeth Owahoney. Representations of gender in seventeenth
century Netherlandish alchemical genre painting PhD diss.,
York, York University, 2005. P. 48-50.
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Ero He TéMHas, NpocTas ozexaa CBMAETeNbCTBYeET
0 ero ckpoMHoM obpa3ze xm3Hu. Camo pabouee me-
CTO, yB/IEKaTENbHbIV NPeALecTBEHHNK COBPEMEHHOM
nabopaTtopui, 3aN0AHEHO pa3HOOHBpPa3HbIM accop-
TUMEHTOM 060pPYyA0BaHWA, BKAKOYAIOLLErO pas3any-
Hble HarpeBaTesibHble YCTPOMCTBA. XOTA Ha 3aHEM
niaHe NPUCYTCTBYHOT TO/bKO fiBa MOMOLLHMKA, 3TO
60/1bLLION, 3aMyLLeHHbIN NPOLLECC, HAaMOAHEHHbIR Byp-
NAWMMA ANCTUANALNAMA N BELLEHON XUMUYECKOM
aKTMBHOCTbIO. OHaKO B NPaBOM BEPXHEM Yray Kap-
TUHBbI, BbICOKO MOZ NMOTOJIKOM, Yepes fepeBsAHHbIN
NHOK BbITNAAbIBAET MasieHbKas rosioBa B 6es0M yen-
ue. JInyo, Ha BUA XXEHCKOE, N3MOXAEHHOE, 6e3 UéT-
KUX YepT UAN BblpaXKeHUs.

TeHMPC OT/IMYHO CMPaBAAETCA C 3ajauelt NpescTa-
BUTb YHWUKabHbIN 06pa3 anxMmum B OTANYME OT ApY-
VX, BO3MOXHO, MOXOXMX BUAOB AEATENbHOCTY, TaKMX
KaK Ky3HEeYHOe e/o AN faxke meaunumHa. To, uto
ntobas feATeNbHOCTb NoApasymMeBaeT crneLyanbHyo
KOMHaTy 1 060py0BaHue, ABAAETCA O4EHb BaXKHbIM
3HAKOM, M 3TO NPeKPaCHO OTPaXKaeTCs B yHUKab-
HOM ctoxkeTe «AnxvmMmumnka» TeHnpca, B KOTOPOM KHUMM
UMUTAKOTCS U XPaHATCA BMecTe ¢ 0bopysoBaHMEM Ha
noJy, a Tak)ke MPUCYTCTBYHOT Takne NpeaMeThbl, Kak
JloWajnHble Yyepera v NecoyHble Yacbl .

TeHMpC 0CO3HAET cneLmanm3aLmo aaxMMmnKos,
OH Bonblue He n30bpaxkaeT aNXMMNKOB, MPOBOASA-
LLMX OMacHble 3KCMEePUMEHTbI B FPA3HBIX JOMax 1an
Ha KyxHsX. [pOCTpaHCTBO Ha ero KapTMHe — npo-
deccnoHanbHas 1 nakoHUYHas opucHas cLeHa. JTa
0cobeHHOCTb Hanboee NakKOHNYHO MpeAcTaB/eHa
ncropukom xx. Puaom, KoTopblin NULLET, 4TO «aa-
6opaTopusi — 3TO He Ky3HuLa 1 He Nepeobopyno-
BaHHasA KyxXHs... 3TO KOMHaTa, CNpOoeKTMpPOBaHHas
1 obopysoBaHHas CneunanbHoO A8 U3ydeHus a-
XUMUN>»,

Anxumnsa obbluHO cumMTanacb HecrnonesHom,
MOLLIEHHWUYECKON N rpexoBHON. B To xe Bpemsa
HekoTopble paccMaTpmBany eé Kak ycepaHble 1 bna-
ropoZHble MOMbITKX MOAYYUTb 3HAHWUA N YNYYLLNTb
cyabby uenoBeyecTBa. 3Ta HEOAHOPOAHOCTb MHEHWN
XOPOLLO OTpaXKaeT NOAbEM MNONYAAPHOM TEMbI aNxm-
MUK 1 yyuéHbix B XVIl Beke oHOBpeMeHHO. XOTA 3Tn
4Be TeMbl cocylectsoBann B XVII Beke, Xyg0>XKHN-
KW CTann OpUeHTMPOBaThCA Ha NpodeccmoHanbHoe
nccneaoBaTeNbCckoe NPOCTPaHCTBO — npodeccmo-
HaNbHbIA KabuHeT. HecoMHeHHO, NpodeccnoHanmam

11. Corlett Novis. (2018). A Painting of the Alchemist — The legacy
of Teniers’ historic art [Online]. Available from: https://medium.
com/meaning-of-the-method/a-painting-of-an-alchemist-
ae212080feaa. [Acctssed: 16.07.2022]



CTan OA4HOM 13 TeM, KoTopas H6osblue BCErO BOHY-
eT XyLOXHWNKOB.

Tembl CeATOro lepoHnma 1 anxMmMmkKoB NosB-
NATCA Nepes TeMon kKabuHeTa yYEHOro 1 B TO Xe
BpeMsa npeobiasatoT Ha XyLOXKECTBEHHOM pPbIHKE
B losnananm XVII Beka. OT KOMNO3ULNN KapTUHbI
1 BbIGPaHHbIX Ha KapTUHE CMMBOJIOB TeMa KabuHeTa
YYEHOro, HECOMHEHHO, HacaeayeT YepTbl 3TUX [BYX
Tem. Tema cBATOro n3obpaxkaeT cueHy ViepoHnma,
nepesoaALLero bubanto, B OKpy>XeHnn NMCbMEHHbIX
npuHagnexHocTen. Yuérole B kaptnHax XVIl Beka
BO3BpaLLain K peasbHOCTU BbIMbILLIEHHbIX CBATbIX,
n3obpaxkas nouTteHHbIX ctapues XVII Beka nan ns-

BECTHbIX YY€HbIX, MMCaBLUNX BHUMATENbHO U BAYM-
ymBo. Takas TemMa XXMBOMUCK eCTb OTPaXKEHNE CMEHbI
MO3HaHWA OT CX0NaCTUYECKON Puaocodun n nao-
JNIOMOKJ/IOHCTBA K MparMaTMyeckoMy HayyHOMY Mo-
KJIOHEHWIO B KOHTEKCTE BEJIMKOTO Pa3BUTUS HayKM.
B TO >xe BpemMs B KOHTEKCTe Hay4YHOro pa3BUTUSA
TEMY aNXMMMKOB 4acTO MPOHU3NPYHOT, HO HEKOTO-
pble XyJOXHUKM NPEeACTaBAAOT CBOM CEPbE3HbIE SKC-
nepuMeHTaNbHble CLieHbI, YTO TakXXe BLOXHOBW/IO
ronnaHackmnx xueonucuyes XVII Beka Ha npeacTaBs-
NeHVe HOYHbIX BHUMaTE/bHbIX U YyCepAHbIX nccae-
[OBaTe/NIbCKMNX CLIEH YUEHbIX.
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