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THE PAINTING CYCLE “THE SEASONS”
BY PIETER BRUEGHEL THE ELDER: CALENDAR
SYMBOLISM AND ITS INTERPRETATION

Summary: The author explores the paintings of the
cycle “The Seasons”, or “Months” by the great Dutch
artist of the XVI century Pieter Brueghel the Elder. This
work suggests analyzing the problem of the presenta-
tion of syncretic images of time, calendar symbols and
Christian religious concepts embodied in the artist’s
work using the example of his painting cycle. In his ar-
ticle, the author intends to identify his originality asso-
ciated with the traditional iconography of the seasons,

Our research is devoted to the cycle “The Sea-
sons” by the Dutch artist Brueghel the elder (c. 1530-
1569), the brightest representative of the national
painting of the XVI century. He was accepted into
the Guild of Painters of the city of Antwerp, studied
with Peter Cook van Alst (1502-1550), with whose
daughter he was married. The master’s work is dis-
tinguished by works combining the features of pan-
oramic painting and miniatures. It is not for nothing
that he is now defined as an artist of an existential
worldview [Grishina, 2019, p. 17]. His landscapes
are at the same time extraordinarily real, execut-
ed with the most precise nuances in depicting the
details of everyday life and natural landscapes. On
the other hand, they are certainly imaginative and
allegorical. One of the distinctive properties of the
artist’s paintings lies in the formation of human fig-
ures and landscapes in a special timeless space. The
polyphony of the world represented by Brueghel,
with the versatility of life permanently present in
his canvases, impresses with the inner dynamism
of the created reality. The scale of the space de-
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manifested in literature, almanacs, and horologues. An
attempt is made to interpret the calendar symbols of
the Brueghel cycle for a variety of levels of interpreta-
tion from everyday to philosophical. The author also fo-
cuses on the potential for further study of the panoptic
concept of the artist’s vision.

Keywords: painting cycles, 16th century art, Dutch
painting, calendar cycles, syncretism, iconography of the
seasons, calendar symbols, panopticism in painting

picted, along with the principle of the cosmic view
of the everyday world applied by the artist, gives
it an existential sound.

The cycle of Brueghel's paintings is not an iso-
lated case of displaying the theme of the seasons
in painting. This theme has a deep symbolic inter-
pretation associated with the cycle of life, death,
images of spiritual rebirth, metamorphoses of na-
ture and man, which reflects the reasons for the
relevance and popularity of the theme. Among the
most outstanding images is the fresco series of the
Palazzo Scifanoia in Ferrara (c. 1470) from the Early
Renaissance period (Francesco del Cossa, Baldas-
sare d'Este). It shows a variety of secular and alle-
gorical subjects unfolding against the background
of the twelve months of the year: scenes of field
work, hunting. The original and vivid example of the
works “The Four Seasons” (c. 1563-1573) reflected
J. Arcimboldo in symbolic portraits composed of
fruits and natural elements characteristic of specif-
ic seasons. French master, representative of Rococo
F. Boucher presented the cycle “The Four Seasons”

IlL 1. P Bruegel the Elder. The Return of the Herds. The Seasons Cycle. 1565. Kunsthistorisches Museum. Vienna

(1755). In his reading, the motif of nature was em-
bodied by depicting a gallant scene of a couple in
love against the background of an elegant, even
somewhat decorative landscape. At the end of the
19th century, several cycles related to this topic
appeared. Decorative panels look exquisite. "The
Seasons” by Mucha (1896), in which each season is
personified by a graceful female figure surrounded
by floral motifs and ornaments presented in the Art
Nouveau style. As a kind of variation of the theme,
we can consider the cycles of works by C. Monet,
who reproduced the variability of the world at dif-
ferent times of the day by depicting natural and
architectural motifs “Stacks” (c. 1890), “Rouen Ca-
thedral” (1892-1895). The natural changes them-
selves, the harmonies of color, attracted Monet, so
he was also excited by the display of an infinite va-
riety of colors, shapes and textures resulting from
the changing seasons.

The motif of natural forces changing in the per-
manent course of time attracted not only painters.
A galaxy of composers who lived in different eras
turned to the creation of musical cycles, oratori-
os, compositions reflecting the changing seasons.
These are the Baroque works of 1723 “Le Quattro

stagioni” ("The Four Seasons”) by A. Vivaldi, the
suite “Les Nations” by G.F. Telemann from 1733, the
work of M.-A. Lezier from the 1720s “Les Saisons”.
J. Haydn created the oratorio "Die Jahreszeiten”
in 1801. The great Russian composers P.l. Tchaik-
ovsky's “The Seasons” addressed this topic in mu-
sic in 1876, A. Glazunov created a one-act ballet of
the same name in 1899. The composer of the Sovi-
et period, V.A. Gavrilin, wrote the vocal cycle "The
Seasons” for voice and piano in 1969. 20th-century
composers continued to be inspired by the themes
of the annual seasons: “The Four Seasons” by A.
Ricci (1937), "The Four Seasons” by J. Cage (1947),
"Spring Symphony” by B. Britten (1949), “The Four
Seasons” by A. Piazzolla (1965-1970). The power of
music imagery is also capable of creating vivid and
expressive images related to nature and weather
events. To convey the appropriate mood, the com-
posers used various means of expression: melo-
dy, harmony, rhythm, change of timbres. We see
that both visual art and the art of music often used
the theme of the seasons in their work. Obviously,
the artists were attracted by the universality of the
theme, understandable to everyone, regardless of
their origin or cultural upbringing.
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The Brueghel's work has been studied by many
professional art historians, such as Walter Gibson
[Gibson Walter S., 1977]. The author investigated
the problems of Brueghel's iconography in the con-
text of Dutch art of the 16th century. In the pro-
cess of reviewing the creative life of the master, he
analyzes the motives inherent in the artist, stylis-
tic features and allusions of images. He focused on
both a thorough study of Brueghel's sources of in-
spiration and the identification of his influence on
the formation of stylistic features of the next gen-
eration of artists. The social and cultural context of
Dutch art of the Brueghel era continued to be il-
luminated by researchers of the 21st century. For
example, art historian Larry Silver, specializing in
paintings and prints by old Dutch and German mas-
ters [Silver L., 2011], attempted to interpret Brue-
ghel's artistic legacy by referring to a wide range
of research materials. The use of new sources has
made it possible to identify the unique meanings
inherent in the plots of the artist’s paintings. In his
work, Manfred Soellink noted Brueghel's themat-
ic innovation [Selling M., 2014]. Using the example
of a number of drawings and engravings, the re-
searcher focused on the extraordinary method of
the master’s use of landscape.

We know of a considerable number of works in
Soviet art criticism that explored the creative path
and influence of Brueghel the Elder, including those
devoted to the art of Northern Europe during the
artist’s lifetime. These are the works of M. Ya. Lib-
man, E. I. Rotenberg, M.V. Alpatov, B. R. Vipper, N.
M. Gershenzon-Chegodaeva, M. N. Sokolov, I. V.
Linnik and others. The cycle of the “Four Seasons”
was analyzed by L. Kashchuk. Brueghel’s work was
not ignored by many venerable experts, art the-
orists like E. Fromentin, R. Muter, Friedlander, E.
Gombrich. Modern art historians devote chapters
to Brueghel in their works by A.N. Hodge, C. Zuffi,
and G. Gluck.

A.N. Hodge wrote about the artist's personality:
“Brueghel was a highly educated, cultured man who
knew myths and legends well. In 1552 He under-
took a two-year journey through France and Italy,
but the search for the perfect classical form, which
they inevitably had to face in Italy, left him indiffer-
ent. However, on his way home, he makes detailed
studies of the Alps, and they form the basis of many
of his later landscapes. After his return, he turned
to peasant life and rural landscapes in the vicinity
of his native Antwerp in search of inspiration, of-
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ten disguising himself as a commoner to blend in
with the crowd of working people during noisy hol-
idays. Thanks to his lively genre scenes, executed
in a dynamic and at the same time gentle satirical
manner, he becomes known as the “"Peasant Brue-
ghel” [Hodge, 2017]. Muter wrote: "He wrote the
entire chronicle of his century in a concise style.
Like all the Netherlanders of the late Cinquecento,
he traveled to Italy. But it wasn't the noble lines of
Raphael’s art that attracted him. He preferred to
study nature and people. Wherever he is struck by
the motif of the landscape, he stops, paints the Al-
pine Mountains and the Messina Harbor, admires
the colorful picture of Italian folk life. Returning
home, he finds that the everyday life of the north
is as picturesque as in the south” [Muter, 2007, pp.
439-452]. Brueghel painted various sketches, both
genre and landscape.

Of great interest is the article by E.Y. Demeni-
na, who turned to the study of Brueghel's paintings
and their iconography, indicating the relationship in
the tradition of images with those existing in Fran-
co-Flemish miniature. She gave examples of calen-
dars from the workshop of master Simon Bening,
illustrations from the Limburg Brothers horologist.
His workshop produced several extraordinarily pic-
turesque, beautifully executed works, including “The
Annessy Horologist” (1530), “The Golf Horologist”
(c.1540) and "The Da Costa Horologist” (c. 1515).
Demenina found a number of examples of corre-
spondence between the pictorial symbols of the
months in Brueghel and in the horologues (gather-
ing brushwood is a symbol of February) [Demenina,
2016, pp. 28-33]. The author conducts his analysis
based on the assumption of the Hungarian art critic
K. de Tolnaya that each Brueghel painting includes
the personification of two months. This note is quite
important for the study, as it solves the problem of
finding several symbols inherent in different periods
of the seasons on the same canvas. In addition to
the horologians, such phenomena as the French al-
manac (1491), also called the “Shepherd'’s Calendar”,
could serve as sources of imagery. His twelve imag-
es show a rather stereotypical principle of matching
rural work to the months of the year, in addition,
there were two circles on the surface with images
of several zodiac symbols related to that time. The
sheet associated with June shows a scene of sheep
shearing and the signs of gemini and cancer in cir-
cles. The calendar itself was repeatedly published
until the 19th century, it included omens, sayings,

astrological and medical advice. We see how closely
pagan and zodiacal motifs are woven into the can-
vas of the fine art of Christian Europe.

It became a tradition in Soviet art studies in var-
ious articles and studies devoted to Brueghel, the
main focus was on analyzing the artist as a so-called
“national” master, and it was not for nothing that
his nickname “Muzhik” was used. However, Brue-
ghel’s works, whether they were a series of “Sea-
sons”, "Peasant Wedding", “Proverbs” and others,
were considered primarily from the point of view of
the artist’s attention to the common man, the poor
people, whom he chose as his theme of creativity.
Such an understanding of the master's work, even
if it puts his role in the history of art in a leading
position among his contemporaries as a human-
ist, a painter of democratic views, will be limited
and, most importantly, not accurate. It was rightly
noted that Brueghel devoted a significant place to
the views of his native landscapes of his country.
Gombirich also rightly wrote, noting the extraordi-
nary height of the bar in imitation of nature used
by Dutch masters: “only in one Protestant coun-
try did art successfully survive the crisis brought
by the Reformation. In the Netherlands, a coun-
try with a long and rich painting tradition, artists
found a way out of the strict restrictions imposed
on them: in addition to portraiture, they began to
develop other genres that did not fall under the ban
of the Protestant church” [Gombrich, 2017, pp. 361-
387]. The details of the artist’s paintings would be
trite and unnecessarily literal to interpret the art-
ist's desire for maximum reproduction accuracy of
the surrounding world. Such arguments would be
more suitable for the analysis of primitive and self-
taught masters who transferred to the canvas the
image of everything they see. But this method is
not suitable for Brueghel.

The Russian researcher Stepanov also noted: “Be-
fore Brueghel, Dutch painting was dominated by
man. Brueghel made nature the mistress of man,
insignificant and plain. Possessing a vision of na-
ture that amazed his contemporaries and the gift
of its artistic re-creation, he portrayed it not as a
background or decoration for human activity, but
as a universe that lives independently of people”
[Stepanov, 2009]. It is possible to assume that this
approach of the artist was determined by the era of
great geographical discoveries itself, which broad-
ened the horizons of intellectual scientists and artists
to man and the world around him in all its diversity.

Images of people, the course of folk life at-
tracted the artist by the impossibility of depicting
their unconditional hardships, displaying the sub-
tle spiritual world. Brueghel's people, like those
depicted in Bosch, often served as the image of
the embodiment of all humanity. And the paint-
ings depicting them symbolically express the van-
ity of human existence, sinfulness and passion in
an allegorical, sometimes ironic manner (Brueghel's
“The Blind” and Bosch's “Ship of Fools”). If we turn
to modernity, we can mention the 2011 film “The
Mill and the Cross” by Lech Mayevsky, dedicated
to the artist, images of picturesque landscapes. His
canvases should be considered like a book, where
images serve as symbols of proverbs, parables (“Vil-
lage wedding”, “Proverbs”). In them, the artist acts
as an illustrator-folklorist, combining entertaining
and edifying principles in his work.

Going directly to the cycle of the “Seasons” itself,
we will study the history of its creation, the works
included in the cycle that have come down to us.
Above the cycle of the “Seasons” (also referred to
as "Months”) Brueghel worked during 1565. As
Gombrich noted about this creative period: “... he
worked in Antwerp and Brussels, where he creat-
ed his best paintings in the 1560s. It was the dec-
ade when the cruel rule of the Duke of Alba began
in the Netherlands” [Gombrich, 2017, pp. 361-387].
The paintings were commissioned by the influential
Antwerp merchant, financier and collector Nicholas
Jongelinck (1517-1570). He was a regular customer
of the artist. By that time, his collection already in-
cluded a number of Brueghel's works. These were
“The Tower of Babel” (1563), “The Procession to
Golgotha” (1564). Jongelink approached the pro-
cess of collecting paintings from a practical point
of view. He viewed this activity as a profitable in-
vestment of funds. We know that during the peri-
od when the master had just begun work on the
cycle, the customer ordered the transfer of his own
collection to the treasury of the city in 1565 to pay
for a loan borrowed from the Antwerp Treasury.

Thus, the paintings of the cycle passed from
one owner to another, and the cycle itself became
fragmented. Moreover, the location of a number of
Brueghel’s works in the Jongelinck collection has
not been precisely determined. But it is known that
the painting "The Harvest”, which was sold in 1919
to the Metropolitan Museum of Art, was until that
moment owned by Jean Paul Sels from Brussels.
At one time, the works of the cycle were located
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Ill. 2. S. Benning. March. ca. 1540. British Library. London

in the collection of Emperor Rudolf Il (1552-1612).
They became scattered during the Thirty Years’ War
(1618-1648) in Europe during the period of gener-
al chaos in Prague.

Five of the works included in the cycle have
reached our time (out of the estimated six). These
are well-known canvases called “Harvest” (Metropol-
itan Museum of Art, New York), “Haymaking” (Lob-
kovitsky Palace, Prague), as well as "Hunters in the
Snow”, “Return of the Herds"” and "Dark Day” (the
latter are in the Museum of Art History, Vienna). It
seems possible to shed light on the interpretation
of the images of the work cycle by referring to one
of the auxiliary factors for this analysis — attention
to the intended location of the works in the interior.
Researchers are primarily attracted by the problem
of the sequence of their hanging, which contributes
to the correct reading of figurative symbols, includ-
ing cosmological and calendar ones. In this regard,
the assumption put forward by N.V. Lobkova [Lob-
kova, 2011] is valuable based on a comparison with
the similar cycle of the Antwerp financier Gaspard
Ducci in 1555. The sequence of the paintings of the
latter was from right to left. If we take this interpre-
tation of the paintings for Brueghel's works, then,
as the researcher draws attention to, the compo-
sition is built thanks to both the general horizon
line and the secondary curved lines passing from
one painting to another. Demenina E.Y. in the arti-
cle described the following feature inherent in the
cycle of works: "Often the subject of dispute is the
question of which of the paintings opens the cycle.
The countdown starts with “Hunters in the snow”
(the beginning of the calendar year) or with “Cloudy
Day” (the beginning of the agricultural year). The
tradition of celebrating the New Year on January 1
began in the Netherlands with the adoption of the
Gregorian calendar in 1583, after writing the cycle.
Sometimes studies do not take into account the
fact that before the transition to the new calendar
system in the Netherlands, the new year was calcu-
lated according to the Easter style (or rather, from
Good Friday or Good Saturday). Thus, the missing
April-May pattern could be the beginning of the
cycle [Demenina, 2016, pp. 28-33].

It should be mentioned that the church fathers
initially sought to link Christian celebrations with
the dates of the solar cycle, pagan celebrations.
Easter events were intended to replace the cele-
brated day of the Equinox, olive traditions East-
er events were intended to replace the celebrated

day of the Equinox, olive traditions For saturnalia,
and Christmas for the cult of Mithras. In the popu-
lar consciousness, the rituals of the former pagan
cults were being identified with their replacement
by Christian ones. A single complementary system
has been formed and consolidated in folk practice.
It included the principle of liturgical and agricultur-
al calendars. The reform of the calendar carried out
by Christianity defined a special concept of time for
the entire Western European community, which be-
came widespread in all Christian lands [Bourgoin J.,
de. 2006. pp.45-48]. This is how the actualization
and acculturation of pagan holidays took place in
the Christian manner (Samhain is replaced by All
Saints’ Day). And Brueghel’s cycle of the seasons
should be understood at the same time as a vivid
example of pagan thinking dating back to agrari-
an concepts.

In addition to the special representation of na-
ture, the artist’s works are interesting for their hid-
den symbolism of images. This phenomenon was
typical of the art of the Northern Renaissance. In
the Painting "Haymaking” there are sickle / scythe
symbols, which is an ancient attribute of Saturn,
the Crown, associated with the idea of the transi-
ence of life, time. It can be used as an attribute of
the image of Death, as well as the personification
of Summer, the goddess Ceres. And the fruit bas-
kets represented on the canvases can refer us to the
image of the goddess of fertility, abundance Ceres,
the wealth and diversity of the world.

Understanding the uniqueness of the typology
of Brueghel's “"Seasons” is consistent with the defi-
nition given by J. Hall in the dictionary [Hall, 1996,
p. 656]. According to his data, the typology main-
tained an amazing permanent stability from the pe-
riod of late Antiquity up to the XVIII century. From
the paintings on Pompeii and Roman frescoes and
mosaics to the Renaissance revival of this ancient tra-
dition of depicting the seasons in the form of pagan
gods, where Flora was identified with spring, Ceres
with summer, Bacchus with autumn, Volcano with
winter. These female allegorical figures with sym-
bolic flowers and fruits are quite common in paint-
ings of the XV-XVII centuries. Symbolism also went
back to the identification of a number of figurative
natural elements with certain calendar cycles known
since ancient times. This process is clearly demon-
strated by the works “Works and Days” (VIII centu-
ry. BC) Hesiod, “Fasti” (I century) Ovid, “Bucolic” (41
B.C.) by Virgil. The French Rococo masters of the
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18th century, who painted scenes of gallant cele-
brations, also showed a predilection for reproducing
the motif of the seasons. At the same time, it should
be noted that each of them, depicted by itself, was
not necessarily thought of as part of a single cycle.
We can conclude that, unlike the aforementioned
widespread tradition of depicting the seasons in a
symbolic, allegorical embodiment, Brueghel uses a
completely different approach. For him, nature itself
is a full-fledged image worthy of being captured,
he is concerned with the task of conveying the mu-
tual dependence of man and the world, like the re-
lationship of the microcosm to the macrocosm. At
its core, the cycles of the seasons are a symbolic,
philosophical representation of time. This is an at-
tempt to measure human existence relative to the
perceived boundless world and cosmos. The art-
ist attempted to comprehend human existence by
analogy with nature and its eternal change of sea-
sons, a kind of periods of birth and decay.
Seasonal work (haymaking, harvesting) becomes
the same sign and property of the season for painters
as snowfall in winter, dryness and fading of grass-
es by the beginning of autumn. The human im-
age on canvases performs the function of the same
seasonal attribute in the cycle of earthly existence.
The painting “The Return of the herds” contains the
meaning that people are responsible for their flock,
but at the same time they themselves are part of
nature. They fulfill their purpose before God. Brue-
ghel masterfully conveys the impression of peasant
labor and the nature of late autumn. Shepherds who
protect the flock directly evoke an association with
Christ. So, Christ himself was a shepherd, as was the
prophet Amos, a reference to which may be one
of the readings of the canvas. Abel was engaged
in agriculture, and in Brueghel’s paintings we see
many peasants sowing or reaping. In this way, we
see the interpretation of the work itself, correlat-
ed with the images of famous saints. It is achieved
by identifying ordinary people’s occupations with
the work of Old Testament characters. At the same
time, the artist combines the base and the sublime,
in one plan he can highlight figures at work, and
in the background he can depict scenes of relaxa-
tion and games. For viewers of long ago, the com-
plex of works under study could be an image of a
worldview in the spirit of Christian humility before
one's human essence, included in the cyclical nature
of time. The paintings fascinate with their timeless
atmosphere. Brueghel's processes of work, games,
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and celebrations take place simultaneously in two
worlds: images at the moment, with specific details
of the landscape and objects (flowers and products,
working tools). The reflection of constancy shown
on the canvases is manifested in the repeatability
of all the actions seen in the annual cycle of peo-
ple’s lives. It is a kind of liturgical action, expressed
in the language of visual art.

The calendar value remains for the Brueghel cy-
cle, while there is a need to realize the fact that the
symbolism of time is given by the artist in a broad
sense. Brueghel's concept defines not only the cy-
clical cycle of life. One can understand the sea-
sons as the cyclical course of a particular person’s
life, not the whole of humanity. In this case, a more
visual, anthropocentric variation of the seasons from
spring to winter is allowed, perceived in the spirit
of growing up and gradual withering. This can be
confirmed by the phrases "autumn of life” (autumn
as the middle of a certain period, an image of ma-
turity), “sunset of relationships” (sunset is identified
with the final stage of something), which have be-
come a landmark work by O. Spengler “Sunset of
Europe” (1918, 1922) also relies on a similar inter-
pretation of the concept of sunset. The examples
demonstrate the image of our perception reading
associations borrowed from the natural vocabu-
lary. The motives of the cyclicity of rituals, holidays,
and rural work during the calendar year testify to
Brueghel’s syncretic interpretation of the universe.
He skillfully combined several levels of interpreta-
tion in his paintings through pagan, Christian, and
folklore symbols.

Brueghel's contribution to the development of
the art of painting in Europe lies in the foundation
of a special type of landscape genre, his mastery of
depicting nature, and the affinity of creativity with
modern philosophical ideas. O. Benes wrote about
this quite accurately, relying largely on Mander's
work in his own work, when he compares painting
with the concept of Tommaso Campanella: “In the
transmission of nature, Brueghel achieves animism
and sensationalism — those philosophical ideas
that Campanella sought to convey in his book On
the Feeling of Things and Magic. Everything in na-
ture, not only humans and animals, but the entire
cosmos, is endowed with feelings by Campanella.
"Heaven and earth and the world feel the same way
as the smallest microbes” [Benes, 1973, p. 148]. And
M. Friedlander describes Brueghel's composition-
al principles as follows: “This creates a multi-stage,

cluttered single space. This rudimentary predilec-
tion for multidimensional images was eliminated
only much later, and Brueghel was one of the first
to get rid of it" [Friedlander, 2013, p. 103]. It is also
possible to agree with Zuffi's opinion about Brue-
ghel's stylistic independence in relation to Italian
painting: "It should be emphasized that Brueghel's
attention is focused not only on the accurate de-
scription of seasonal work in the fields, but also on
the uniqueness of the landscape in various climatic
conditions” [Zuffi, 2008, pp. 314-317].

The panoptic event deserves special attention
(from others-Greek. mév “all”, dmtikog “visible”) Brue-
ghel’s vision of the world and space. The essence of
this concept goes back to the idea of a panopticon,
an architectural model of a prison developed by the
English philosopher, scientist J. K. Rowling. Bentham
(1748-1832). The main principle of the panopticon
is that an observer (warden) sees all prisoners, and
prisoners cannot know if they are being watched
at the moment. This way of acting, creating the ef-
fect of constant observation, promotes self-disci-
pline and control. Although Brueghel's works are
not a literal illustration of the panopticon in this
sense, however, his paintings often create the ef-
fect of an “all-seeing eye.” As if from a high point,
the viewer sees many scenes and images unfold-
ing simultaneously. At the same time, the charac-
ters themselves behave directly, not realizing that
they are being monitored.

It seems that the concept of panopticism (a spe-
cial vision of the world and space), using the exam-
ple of the “Four Seasons” series, can help to better
understand Brueghel’s works. The artist uses per-
spective, space and details on each of the canvases
of the cycle to create the effect of all-seeing obser-
vation: a high point of view and a multi-level con-
struction of the composition in several plans give

the viewer an extraordinary way of viewing. Meticu-
lous attention to detail gives Brueghel's works rich-
ness, completeness of the observer’s vision, when
not a single detail like the human footprint of “Hunt-
ers in the Snow” is lost from the viewer's focus.
One gets the impression that no one and noth-
ing can hide his view from the outside. In fact, the
master likened the personality of the viewer in this
case to the figure of an all-seeing and omniscient
god, raising questions of the moral aspect. In this
way, the artist raises moral and ethical issues, crit-
icizing the depicted human vices and weaknesses.
And the viewer is given the role of a witness to the
various vices taking place in the all-encompassing
space of paintings. Brueghel's artistic concept of
the panoptic vision of the world was transformed
under the influence of humanistic ideals, acquir-
ing a new sound focused on human nature, its vir-
tues and vices.

The bird’'s-eye perspective that characterizes Pi-
eter Brueghel the Elder’s worldview, as well as his
detachment from what is depicted, contribute to
conveying to the viewer a sense of belonging to a
higher spiritual order, captured in the kaleidoscop-
ic image of the universe created by the artist. The
ideological depth of his work is manifested in the
layering and reflection of the dualism of being. The
familiar, everyday world appears to be strikingly di-
verse, but behind its external diversity lies a deep,
philosophical context that reveals itself upon care-
ful analysis. Detailed genre scenes depicting work,
leisure, children’s games and landscape motifs are
evidence of the manifestation of the fundamen-
tal principle of being. Brueghel was able to give
everyday life a philosophical significance, demon-
strating the meaningfulness of every detail of hu-
man existence.
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XNBOMUCHBIWN LK «BPEMEHA TOAA»
MUTEPA BPEVTENA CTAPLLEFO: KAIEHAAPHAS
CUMBOJIMKA 1 BAPUAHTBI EE MHTEPTIPETAL I

AHHomayuAa: ABTOp nccneayet KapTuHbl Likna «Bpe-
MeHa roga», nau «Mecaubl» BEANKOro HUAEPAaHACKOro
xypoxHuka XVI ctonetus Mutepa bpelirens Crapue-
ro. flaHHas pabota npegnonaraet o6paTUTbCA K aHaNn-
3y Npob6aemMbl Npe3eHTaLnmn CUHKpPeTMYeckmx obpas3os
BPEMEHM, KasleHAAaPHOM CUMBOIMKN U XPUCTUAHCKOWN
PeNrMO3HON KOHLLENLMN BOMJIOLWEHHbIX B TBOPUECTBE
XYAOXHMKa Ha NpUMepe ero X1BOMUCHOrO LKna. ABTOp
B CBOEN cTaTbe HaMepeBaeTcs 0603HaUNTL Er0 OpPUrK-
HaNbHOCTb, CBA3AHHYIO C TPAAULMOHHON MKOHOTrpaduei
BPEMEH roZia, MPOsIBJIEHHON B IMTepaType, abMaHaxax,

Hawe nccnegosaHve nocsalweHo uukay «Bpe-
MeHa roga» HUAepaaHACKOro XyAoXHuka bpei-
rensa-ctapwero (ok. 1530-1569), spuariwero
npeacTaBUTENs HaLMOHanbHOW xunBonucu XVI Beka.
OH 6b1n1 NPUHAT B TMABbANIO XXMBOMUCLLEB ropoaa
AHTBepneHa, yunnca y Nutepa Kyka BaH AnbcTa
(1502-1550), c AoYepbO KOTOPOro OH coueTancs
6pakom. OTaMYaeT TBOPUYECTBO MacTepa paboThbl,
coyeTaroLLme YepTbl NAHOPAMHOMN XMBOMUCK U MU-
HuaTopbl. He gapom ero onpeaensaroT HbIHE Xy-
J8OXXKHUKOM 3K3MNCTEHLMANbHOTO MUPOBO33PEHNSA
[FpuwmHa, 2019, c. 17]. Ero nensaxu ogHOBpPeMeH-
HO HeobblYalHO peasibHbl, UCMOJAHEHBI C TOYHEMLLNX
HKOAHCOB B M306paXkeHnn geTanen bbiTa, NPUPOA-
HbIX naHawadToB. C APYroin CTOPOHbI, 6e3yCcNOBHO,
OHW paHTa3MMHbI U MHOCKa3aTeNbHbl. OfHO 13 OTAK-
UMTENbHbIX CBOWCTB KaPTUH XYL0XHMKa 3aK/JtoueHa
B 06pa3oBaHnM UM YenoBeuecknx GuUryp v nemsa-
>a B 0cob0e BHeBpeMeHHOe NpoCTPaHCTBO. MNoan-
boHMYHOCTb NpeacTaBasemoro bpenrenem mupa,

yacocnosax. MNpesnpuHUMaeTcs NonbITka MHTepnpeTa-
LUKN KaneHJapHoOW cMMBOANKKN bpelirenesckoro uuknaa
Ha NpeAMeT pa3Hoobpasns YypoBHEN TONKOBAHUNA OT
6bITOBOrO A0 draocopckoro. Takxke aBTOPOM aKLLeHTK-
pyeTcs BHMMaHWe Ha NoTeHUMan gafbHenwero nsyye-
HWsA MaHOMNTUYECKOW KOHLENUMUM BUAEHUS XYA0XKHMKA.

Kntouesble cnosa: XUsONUCHbIE YUKbI, UCKYCCMB0
XVI geka, HUGepaaHOCKas Xusonucs, kaseHOapHsle Yu-
KJ1bl, CUHKpemu3M, UKoHozpagus epemeH 200a, KaieH-
dapHas cumMgsouKa, NaHONMU3M 8 Xusonucu

C NepMaHEeHTHO NPUCYTCTBYHOLLEA B €r0 NONOTHAaX
MHOTOM/IaHOBOCTBIO XXN3HW MOpaXkaeT BHYTPEHHUM
AVHaMU3MOM CO3JaHHON peanbHOCTU. MacwTab-
HOCTb M306pa>kaemMoro NpoCcTpaHCTBa OAHOBpPE-
MEHHO C MPMMEHAEMbIM XYAOXXHUKOM MPUHLMMOM
KOCMWYECKOro B3rasia Ha 0OblAeHHbIA MUP, Aapy-
eT eMy 3K3MCTeHUManbHOe 3BYyYaHue.

Linkn nonoteH bpeinrens He ABASETCA eANHNY-
HbIM C/y4YaeM OTO6paXkeHWs TeMbl BPEMEH roza B
xmBonucun. Tema ata nmeert raybokoe CMMBOAN-
yeckoe MpoyYTeHMe, CBA3AHHOE C LIMKIOM XXU3HW,
cMepTu, obpasamMu JyXOBHOrO BO3POXAEHUS, Me-
TamMopdo3aMmn NPUPOAbI U YesoBeKa, YTO oTpaxa-
eT NPUYMHBI aKTyasbHOCTU W MOMNYAAPHOCTU TEMBI.
Cpean Hanbonee BblAaoLWMXCs 06pPa3oB MOXHO
BbIAENNTb GPECKOBYIO CEPUID POCMNCEN NanauLuo
CkndaHons B ®eppape (ok.1470) nepmnoga PaHHe-
ro BospoxgeHusa (PpaHyuecko genb Kocca, banbgac-
cape g'3cte). OHa AeMOHCTPUPYET pa3HoobpasHble
CBETCKME U aniieropmnyeckme CHoXeTbl, pa3Bopa-
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umBarolLmecs Ha GoHe ABeHaALLATL MeCsLLEB roja:
CLeHbI NosieBbIX PaboT, 0XoTbl. OPUTMHAbHBIN 1
APKUIA NpumMep paboT «YeTbipe BpeMeHu roga» (oK.
1563-1573) otpasun . Apunm60ab40 B CUMBO-
NINYecKMX NopTpeTax, COCTaBAEHHbIX U3 NAOAOB U
MPVPOZAHbIX 3/1EMEHTOB, XapaKTePHbIX A1 KOHKPeT-
HbIX BpeMeH roga. ®paHuy3ckuii MacTep, npeacra-
BUTENb pokoko ®. bylle npeacTaBua Lmkn «YeTbipe
ce3oHa» (1755). B ero npouteHnn MoTmB Npupo-
Abl SBASCS BOMNJIOWEH C MOMOLLBIO N300paXxKeHus
raslaHTHOW CLieHbl BAHOGIEHHOW napbl Ha GoHe n3-
ALLHOTO, AaXke HECKONbKO AeKOpaTUBHOrO nersa-
>a. B koHue XIX cTtonetns nosBmMIOCb HECKONBLKO,
CBSI3aHHbIX C 3TON TEMOW LMKNOB. VI3biCcKaHHO Bbl-
rnagaT gekopaTusHble naHenn A. Myxn «BpemeHa
roga» (1896), B KOTOPbIX KaXAbl/i CE30H OMLETBOPST
rpaLMo3Has XeHckasa Purypa B OKpy>XeHun npes-
CTaB/IEHHbIX B CTUINCTMKE MOAEePH daopanbHbIX
MOTUBOB 1 OpHaMeHTOB. Kak cBoeobpasHyto Ba-
pUaLmio TeMaTUKN MOXHO paccMaTpuBaTh LMKbI
pabot K. MoHe, KOTOpbIi BOCMPOU3BOAN N3MEH-
UMBOCTb MUPa B pa3Hble BpeMeHa CyTOK MyTem M30-
HpaxkeHns NPUPOAHBIX Y aPXUTEKTYPHBIX MOTUBOB
«Crora» (ok. 1890), «PyaHckuin cobop» (1892-1895).
HenocpeacTBeHHO camu NPUPOAHbIE N3MEHEHUS,
rapMoHM LBeTa npusaekann MoHe, Takum obpasom
OH Takxe 6bl/1 B3BOJIHOBaH 0TObpaxkeHnem becko-
HeuyHoro pasHoobpasus LBETOB, POPM U TEKCTYP,
NPOUCTEKaBLUMX U3 CMEH CE30HOB.

MOTVB NPUPOAHBIX CUA, CMEHAIOLLMXCS B Nep-
MaHEeHTHOM XOJe BPeMeHW, NpuBAeKan He To/b-
KO >KnBonucLes. [Nieasa XXMBLINX B Pa3Hble 3MOXK
KOMMO3WTOPOB Obpallanack K CO34aHUI0 My3blKab-
HbIX LMKAOB, OPaTOPUiA, KOMMO3WLIMIA OTPadKatoLLmMX
CMeHy BpeMeH roga. 310 1 6apoyHble COUMHEHWA
1723 ropa «Le Quattro stagioni» («YeTbipe Bpeme-
HW roga») A. Buanban, ctouta «Les Nations» I.O.
TenemaHa 1733 roga, npounsseseHne M.-A. Jlesbe
1720-bIx rofoB «Les Saisons». V1. FaiigH cosgan opa-
Toputo «Die Jahreszeiten» B 1801 roay. Ob6patya-
JINCb K 3TOM TeMaTuKe B My3blke BENKME pycckne
komno3utopsl .M. YankoBcknii «<BpemeHa roga» B
1876 rogy, A. TnasyHoB co3zan OAHOUMEHHbIV O4-
HoakTHbIA H6aneT B 1899 rogy. CounHuTenb coBeT-
ckoro nepuoga B.A. TaBpuavH Hanvcan BOKanbHbIM
umnkn «BpemeHa roga» ans ronoca u poprennaHo
B 1969 roay. Komno3utopbl XX Beka npofoiKanm
BAOXHOBAATbCA TEMATUKOMN rO0BbIX CE30HOB: «Ye-
Tbipe BpeMeHu roga» A. Puuun (1937), «BpemeHa
roga» . Kengx (1947), «BeceHHss cumdoHmsa» b.
BputTeH (1949), «YeTbipe BpemeHun roga» A. lNMbsL-
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pyoana (1965--1970). Cuna 06pa3HOCTU My3bIKM
TakKxe cnocobHa co3gaBaTtb APKMeE U BbipasuTesb-
Hble 06pa3bl, CBA3AHHbIE C MPUPOALON, MOTOAHBLIMM
fABNeHVAMMW. [Ins nepesaym COOTBETCTBYHOLLLETO Ha-
CTPOEHMA KOMMO3UTOPbI UCMO/b30BaNW Pa3inYHbIe
CpeACTBa BbIPa3nTeNbHOCTU: MENOAMNIO, TAPMOHMUIO,
pUTM, CMeHy TeMBpoB. Mbl BUAWM, UTO 1 BU3Yyasib-
HOe NCKYCCTBO, M UCKYCCTBO MY3bIKM 4acToO npume-
HAJ0 TeMY BpeMeH roga B teopuectse. OUeBUAHO
XYAOXHWKOB NpuBJeKana yHUBepCcasbHOCTb TEMb,
MOHATHOW KaXX40My YeNoBeKY, HE3aBUCUMO OT ero
NPOUCXOXAEHWSA, KYJIbTYPHOTrO BOCMUTaHUS.

TBopuecTBO bpeiirens n3yyanocb MHOrMMK NPO-
beccrmoHanbHbIMM NCTOPMKaMU UCKYCCTBA, TaKUMU
Kak Yontep [mbcoH [Gibson Walter S., 1977]. ABTop
nccnepnosan npobaemsl ukoHorpadum bpenrens B
KOHTeKCTe HuaepnaHackoro nckyccrea XVI Beka. B
npouecce 0630pa TBOPUYECKOM XMN3HN MacTepa OH
pa3bupaet npucyLme xyA0XXHUKY MOTUBBI, CTUAV-
CcTUYeckme ocobeHHOCTU U annro3nm obpaszos. OH
COCpesoTOUN BHUMaHME Kak Ha OCHOBAaTE/NbHOM
N3yUYeHUN NCTOYHWNKOB BAOXHOBEHWS bpeirens, Tak
1 BblIBNEHWE €ro BANAHNA Ha GOpMUpPOBaHMe CTu-
NINCTUYECKNX 0COBEHHOCTEN NOoCAeAyOLLErO NOKO-
NeHns XyAoxXHUKOB. ColmanbHbIA U KYAbTYPHbIN
KOHTEKCT HUAEPNaHACKOrO UCKyccTBa 3noxu bpelire-
19 NpoAoIKaAn oceellaTb nccnegosatenm XXI seka.
Hanpumep, nckycctsoseg Jlappu Cunbsep cnewma-
NN3MPYHOLLMIACS Ha XXMBOMUCK M rpaBlopax cTapbiX
roanaHackmx, Hemeukux mactepos [Silver L., 2011],
npeanpuHABLUMA NOMbITKY MHTEpRpeTaumnm xXys0-
XeCTBEHHOro Hacneams bpelirens, obpaTmBLLMC
K LUMPOKOMY CMeKTPY nccaesoBaTeNbCkux MaTepu-
anos. MNpuBneveHne NOSBUBLUNXCA HOBbIX UCTOY-
HWKOB MO3BOJINAO BbIABUTb YHWUKAAbHbIE CMbICAbI,
3a/0XKeHHble B CHOXKeTax MoJIOTeH XyA0XHMKa. B
cBoemM Tpyae MaHpes 3ennnHkK oTMeyvan TemaTm-
yeckoe HoBaTopcTBO bpenrens [Selling M., 2014].
Ha npumepe pssa pUCyHKOB M rpaBtop UCCaeao-
BaTe/b GOKYCMPOBa BHUMaHUE Ha He3aypsaAHbIN
MeTOJ, UCMOJIb30BaHWM MacTepoM nensaxa.

Ham n3BecTHO Hemanoe KOANYECTBO TPYAOB B
COBETCKOM MCKYCCTBOBEAEHUN, NCCNELO0BaBLLINX
TBOPYECKWI NyTb U BausHWe bpelirens Ctapuero,
B TOM 4YMcie NoceALLeHHble nckyccty CeBepHOM
EBponbl BpeMeH XUN3HU XyAOXKHMUKa. ITO paboTbl M.
Al. InbmaHa, E. V. PoteHbepra, M.B. Annatosa, b.
P. Bunnepa, H. M. l'epweHcoH-Yerogaesor, M. H.
Cokonoea, V. B. JInHHMK 1 gpyrux. Linkn «BpemeH
roga» 6bin noaBeprHyT aHaan3y J1. Kawyk. He npo-
UrHOPWpPOBanV TBOPYECTBO bpelirens MHorve ma-

CTUTbIE CMEeLNanmnCTbl, TEOPETUKM UCKYCCTBA BPOAE
3. ®pomaHTeHa, P. MyTepa, ®pugneHgepa, 3. Fom-
6purxa. CoBpeMeHHble NCTOPUKM UCKYCCTB MOCBS-
watoT bperirento rnasbl B cBomx Tpyaax A.H. Xoax,
C. A3ydown, I. Tarok.

O nnyHocTn XyaoxHMKa nucan A.H. Xogx: «bpeii-
resb 6611 BbICOKOOOPA30BaHHbIM KYAbTYPHbIM Ye-
JIOBEKOM, XOPOLLO 3HaBWNM MUdbl W fereHabl. B
1552 r. OH npeanpuHan nytewectsne no PpaH-
unmn 1 Ntanum, npoanvelueecs ABa roga, HoO Nou-
CKW UAeaNbHOM KNaccnyeckon Gopmbl, C KOTOPbIMHA
OHW HEN3BEXHO JOMKEH OblN CTONKHYTbCS B WTa-
NN, OCTaBUAN ero paBHOAYLWHbIM. OfHaKO OH Ha
nyTX JOMOW OH AenaeT NogpobHble WTyaUM Anbn,
M OHW NOXKATCSH B OCHOBY MHOTUX ero 6osiee noss-
HWX nen3axeli. MNocne cBoero BO3BpaLleHNs OH B
nonckax BAOXHOBEHWA obpallaeTca K KPecTbaH-
CKOMY ObITYy 1 CENbCKUM Mei3axKkaM B OKPECTHO-
CTAX pOAHOro AHTBEpMeHa, YacTo NepeoseBasch B
NPOCTONOAMNHA, YTOObI CMeLaTbCs € ToAMNoW pabo-
yero NtoAa BO BPeMS LWYMHbIX Mpa3AHMKOB. braro-
Japs XXMBbIM XaHPOBbIM CLieHaM, BbINOJHEHHbIM B
AVHAMWUYHOM N OLHOBPEMEHHO MArKOW catnpude-
CKOWV MaHepe, OH CTaHOBUTCS M3BECTEH KakK «My-
XULUKWA» Bpelirenb» [Xoax, 2017]. Mytep nucan:
«CxaTbIM CTUNEM Hanmcas OH BCHO XPOHWKY CBOe-
ro Beka. [Nogo6HO BCceEM HMAEpAaHALAM NO34Hero
UMHKBEYEHTO, OH COBepLUMA nyTelwecTeme B VTa-
nvto. Ho He 6naropogHblie avHmum PadasneBckoro
nckyccTea npuenaekanu ero. OH npegnoymnTan nsy-
YyaTb Npupoay v ntogei. Besge, rae ero nopaxaer
MOTWB Meli3axa, OH OCTaHaBAUBAETCs, pucyeT Anb-
nurickme ropbl 1 MecCcMHCKyHO raBaHb, NtobyeTcs
NecTpoi KapTUHOW UTaNbAHCKON HAPOAHOM XMU3HW.
BepHyBLUMCb 4OMOM, OH HaXOAWT, YTO OYAHWUYHas
KM3Hb CeBepa Tak Xe XMBOMMUCHA, Kak 1 Ha tore»
[MyTep, 2007, c. 439-452]. bpelirenb nucan pas-
JINYHbIE 3THOAbI, KaK XXaHPOBbIE, TaK U Nen3axHble.

BosiblioW NHTEpeC NpeacTaBaseT cObo cTaThs
E.1O. lemeHnHoM, KOTOpas obpatniach K nlyde-
HUIO KapTuH Bpelirens n nx nkoHorpadpum, 06o-
3HauUMB B3aMMOCBA3b B TPAAMLIMM N300paKeHns C
cywecTBytowel Bo ¢ppaHko-piamaHACKON MUHMa-
Ttope. Eto 6bian npuBeseHbl NpYMepbl KaneHaapu
mactepckor mactepa CvMoHa beHuHra, nantoctpa-
Lun YacocnoBa bpatbeB JInmbypr. V3 ero mactep-
CKOW BbILLIO HECKOJIbKO HEOObIYAHO XXMBOMUCHbIX,
BE/IMKONEMHO UCMOJNHEHHbIX PaboT, cpean KOTo-
pbix «4acocnoB IHHeccu» (1530), «Hacocnos [onb-
da» (ok.1540) n «Hacocnos [la Kocta» (ok. 1515).
JemMeHnHa obHapyXxmna pag NpMMepoB COOTBET-

CTBUA M306pasnTeNbHOM CUMBOAMKKU MecsLeB
y bpelirens n B yuacocnoBax (cobupaHue xBopo-
cTa — cumBon dpespans) [demenuHa, 2016, c. 28—
33]. ABTOp NpOBOAMT CBOV aHa/ M3 Ha OCHOBaHWUN
NpPeAnoa0XeHNs BEHrepckoro nckyccreoeea K.
Ae TosHas, 0 TOM, YTO Kaxaas kapTuHa bperirens
BK/tOYAET B cebs 0IMLETBOPEHME ABYX MECSLEB.
OTO NpvMeyYaHue JOBOJIbHO CYLLLECTBEHHO ANA UC-
cnefoBaHUs, Tak Kak paspeluaeTt npobaemy Haxox-
LEHUN HeCKO/IbKUX NMPUCYLLMX pa3HbIM Nepuosam
BPeMeH roja cMMBOJaM Ha O4HOM xoAcTte. Kpome
4acOCNOBOB MOTN CAYXKUTb UCTOUYHUKaMK 06pa3-
HOCTW Takme siBIeHUs KakK ppaHLy3CKUIA asbMaHax
(1491), Takke MMeHyeMbI «[acTylWwbUM KaneHsa-
pem». Ha ero agBeHagLatv nsobpaxeHuax npes-
CTaBJ/IeHbl JOBOJIbHO CTEPEOTUNMNUECKUI MPUHLMM
COOTBETCTBMSA CeNbCKMX paboT Mecalam roga, no-
MWMO TOrO Ha NOBEPXHOCTW NMPUCYTCTBOBAJIO MO ABe
OKPY>XHOCTN C 06pazaMm HECKONbKMX OTHOCALLNX-
CA K 3TOMY BpeMeHW CMMBOJIOB 3041aka. Ha nucre,
accouMmpyemMoro € UIOHEM, NpeacTaB/ieHa cLeHKa
CTPUKKMN OBeL, ¥ 3HaKW BAN3HEL0B 1 paka B OKPYX-
HocTax. CaM KaseHAapb HEOAHOKPATHO M3AaBascs
40 XIX Beka, OH Bk/tOYan B cebs npuMeThl, Noro-
BOPKM, aCcTPOJIOrnyeckme N MeauLmMHCKme COBETI.
Mbl BUAWM, Kak TECHO BMJETAtOTCA B KaHBY M30-
6pa3nTeNbHOro NCKYCCTBa XPUCTMaHCKON EBponbl
A3blYeckne, 304naKanbHble MOTUBSI.

Crano Tpagmumen B COBETCKOM UCKYCCTBO3Ha-
HUW B Pa3IMYHbIX CTaTbAX U UCCNEAOBaHUSAX, NO-
CBSILLLeHHbIX bpelirento, rnaBHbIN akueHT obpaluan
B HampaB/JeHWN aHann3a XyJOoXXHMNKA, Kak T.H. «Ha-
POZAHOro» MacTepa, HefjlapoM ero nNpo3ssuiLe «My-
Xuukuin». OpHako paboTsl bpeiirens 6yab To cepus
«BpemeH roga», «KpectbsiHckasa cBagbba», «[locno-
BMLbI» U UHblE pacCMaTpUBaAUCh NMpexae Bcero
C TOYKW 3pEHUSA BHUMAHUA XYAOXHMKA K MPOCTO-
My 4esioBeKy, 6eHOMY NtOAY, KOTOPbIA OH n3bpan
CBOEW TeMOW TBOpYeCTBa. Takoe NOHWMaHne TBOp-
yecTBa MacTepa, NyCTb BblABMraroLLee ero posb B
NCTOPUN NCKYCCTBA Ha NNANPYOLLEE MeCTO Ccpeau
COBPEMEHHWKOB KaK ryMaHUCTa, Xunsonucua ge-
MOKpaTUUeCcKmx B3rnsagoB, byaeT orpaHUYeHHbIM
W, camoe rnaBHoe, He TOYHbIM. CNpaBeasnBO OT-
Meyanocb, bpewnrenb yaensn Bugam poaHbIX nen-
3aXkel CBOEW CTpaHbl CylecTBeHHoe MecTo. Eule
FomMbpux cnpaBeasIBO Hanmcan, 3ameyas Heobbl-
YaWlHYO BbICOTY MJIaHKM B MMUTALMW HATYypPbl, MPU-
MEHSEeMYH HUAEepPAaHACKMMU MacTepaMu: «TONbKO
B OZHOW NMPOTECTAaHTCKOWN CTPaHe UCKYCCTBO baa-
rOnoJly4YHO MEPEXMNO KPU3INC, MPUHECEHHbIN Pe-
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dopmaumeln. B HuaepnaHgax, ctpaHe ¢ JaBHUMU U
6oraTbiMN XXMBOMUCHBIMW TPAANLIMAMM, XYAOXKHM-
KW HaLWAW BbIXOA M3 NPesbABAEHHbIX UM XECTKUX
OrpaHuyeHnii: NOMMMO MOPTPETa, OHW CTanu paspa-
6aTbiBaTh ¥ ApYyrue XaHpbl, He NoAnagatoLine nog
3anpeT NPoTeCcTaHTCKOM uepkeu» [Fombpumx, 2017, .
361-387]. MoapobHOCTL AeTanei MONOTEH XyAOXKHMN-
Ka 6b110 6bl HaHaNbHO W M3NMLLHE ByKBasbHO TpaK-
TOBaTb CTPEMJIEHVEM XYAOXKHMKA K MaKCUMaNbHOM
TOYHOCTM BOCMPOU3BEAEHMSA OKPY>KatOLLEro Mupa.
MopobHble paccy>kaeHns nogxoamnn 6ol 6osblue
408 aHann3a MacTepoB MPUMUTMBUCTOB U CaMOy-
yek, KOTOpble NepeHOCUIN Ha XONCT n306paxeHune
BCEro, uTo BUAAT. Ho npumMeHuTenbHO K bpelirento
3TOT METOJ, HE MOAXOANT.

OteyecTBeHHbIN nccnesoBaTens CTenaHoB TakxKe
oTMmeuvan: «[lo bpelirens B HUAepAaHACKON XNBO-
MMncK rocnogCcTBoBan Yyenosek. bpenrenb xe caenan
NPUPOAY FOCMOXON Haj YeSI0BEKOM, HUUTOXHbIM
1 HeB3payHbIM. Obnasas nopaxasLUMM COBPEMEH-
HWUKOB BUZAEHMEM MPUPOAbI U JaPOM ee XyAoXe-
CTBEHHOrO BOCCO3/jaHus, OH M306pakan ee He Kak
bOH nAn gekopaumio AN YeslOBeYeCKOW AesTeNb-
HOCTW, HO KaK YHVWBEPCYM, XXMBYLLNIA HE3aBUCUMO
oT ntoger» [CtenaHos, 2009]. BoamoxHo npeano-
NOXWTb, YTO 3TOT MNOAXOA XYyA0XHMKa 0bycnoBmna
cama 3roxa Beankux reorpaduyeckmx oTKpPbITUN,
pacliMpmnBLIas KPYro3op yUYeHbIX-UHTENNEKTYaN0B
M XyZJOXHWKOB Ha YenoBeka 1 OKpy>XXatowmnii ero
MUpP BO BCEM MHOroobpasum.

N306paxkeHns nrogen, TeueHne HapoAHOro bbiTa
npvBaeKann XyaoXKHMKa HEBO3MOXHOCTbH N30-
H6paxkeHnsa nx 6e3ycnoBHbIX TArOT, OTOHpaKeHWs
TOHKOrO AyXOBHOro mMupa. /lroan y bpeiirens, no-
[06HO n306paxkeHHbIM y bocxa, 3auacTyro cyxu-
N 06pa3oM BOMOLLEHMA BCETrO YeNoBeyecTBa.
A KapTUHbI C X M300paXKeHNeM — BblpaXKeHHYH0
B CMMBOJIMYeCcKon GopmMe TLLEeTy YeNOBEYECKOrO
ObITUSA, TPEXOBHOCTbL M CTPACTX B alIEFOPUUYECKON,
nogyac npoHunyeckon MmaHepe («Cnenble» bpeiire-
ns n «Kopabab aypakos» bocxa). Ecam obpatutbes
K COBPEMEHHOCTU, MOXHO OTMeTUTb Gurabm 2011
roga «MenbHUUa 1 KpecT» Jlexa MaeBckoro, nocesa-
LLEEHHOTO XYZ0XHUWKY, N306paxeHVAM XXMBOMUCHbIX
nensaxen. Ero nonotHa cneayet paccmatpumBatb
NoA0bHO KHUTe, rae n3obpaxxeHus cayxat CUM-
BOJIaMW NOCNOBUL, NpUTY («[lepeBeHckas cBajb-
6a», «[TocnoBuULbI»). B HUX XyAOXHMK BbICTynaeT
B pO/IY UnntocTpatopa-GoNbKAOPUCTa, COYeTaro-
Lero B TBOpYECTBe pa3B/ekaTeNbHOe N Hasnaa-
Te/lbHOe Havana.
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Mepenas HENOCPEACTBEHHO K CaMOMY LMKy
«BpemeH roga», n3yuymm MCTOPULO €ro co3gaHus,
BXOAALLME B LUKA paboThl, goweawne Ao Hac. Hag,
LmKnom «BpemeH roga» (takxe umeHyembiMm «Mecsa-
ubl») bpelirens pabotan B TeueHune 1565 roga. Kak
OTMeYas Mo noBoJy 3TOro TBOPYECKOro nepmosa
Fombpux: «...paboTtan B AHTBepneHe u bptoccene,
rae B 1560-x rogax co3gan CBOW Aydlline KapTUHbI.
70 6bINIO AecATuneTHe, Koraa B HugepnaHgax Hava-
NOCb XecTokoe npasJsieHue repuora Anbbbl» [[om-
6pux, 2017, c. 361-387]. 3aka3zunMkomM NOAOTEH Obin
BANATE/IbHbBINA aHTBEPMNEHCKNI Kynew, GUHAHCUCT U1
KonnekunoHep Hukonac WMoHreannk (1517-1570).
OH ABAANCA NOCTOSAHHbBIM 3aKa34MKOM XYAOXHMKaA.
K ToMy BpemMeHM B ero KOANeKLMIo BXOAWUIO yXKe
HEKOTOpOe KONMYECTBO Npoun3BeseHnin bperirens.
3710 6bINK «BaBunoHckas bawHa» (1563 r.), «Lle-
cTBMe Ha losrody» (1564 r.). K npoueccy konnek-
LIMOHMPOBAHMSA XMNBONUCK VIOHTeIMHK NoaX0ANA
C NpakTU4Yeckor Touku 3peHus. OH paccmaTpuBan
3Ty AeATeNbHOCTb NOAOBOHO BbIFTOAHOMY BAOXEHMIO
JAEeHeXHbIX cpeacTB. Ham 13BecTHO, UuTO B nepu-
0f, Korga MacTep elle TO/bKO NPUCTynua K pabo-
Te Haj LMKAOM, 3aKa3umnk OTAan pacrnopsiKeHne o
nepesaye cO6CTBEHHOM KOANEKL MM Ka3He roposa
B 1565 rogy B cUeT oniaTbl UM 3ailMa, OfOXKEH-
HOrO y aHTBEPMEHCKOro Ka3HayencTaa.

Takum 06pa3oM Aasnee KapTUHbI Lkia nepexo-
AWV OT OAHOrO BAaZenblLa APYyromy, a cam LKA
CTan pasgpobaeHHbiM. bonee Toro, mectonono-
XeHue paga pabot bpeiirens konnekuuu Vowre-
JIHKA HblHe TOYHO He ycTaHoBAeHO. Ho n3BecTHO,
yTO KapThHa «XKaTtBa», KoTopas Hblsa NpojaHa B
1919 rogy My3eto MeTponoinTeH, 40 3TOro MO-
MEHTa Haxoaunacb B cobctBeHHoCTU XaHa Nons
Cenca u3 bptoccena. OgHO BpeMs Npon3BeseHNs
LMKAa pacnonaraancb B cobpaHumn nmnepartopa
Pygonbda Il (1552-1612). Pa3po3HeHbl OHK cTanun
B xoge TpuauaTtunetHen BonHbl (1618-1648) B EB-
pore B nepuog obuiero xaoca B lNpare.

[lo Halero BpeMeHu OT BXOAALLNX B LLUKA pa-
60T fowno nNATh (M3 NpegnonaraemMblix WecTh). IT0
N3BECTHble HaM MOJI0THA NOJ Ha3BaHMAMU «XKaTBa»
(MeTponoaunTteH, Hbro—l7lop|<), «CeHokoc» (J1ob-
KoBULKMIN aBopew, Mpara), a Takxke «OXOTHUKM
Ha cHery», «Bo3BpalyeHune ctag» n «CympayHblii
AeHb» (nocnegHne — B My3ee nctopum UCKyCCTB,
Bena). MponnTb cBET Ha TpakTOBKY 06pPa3oB LiMK-
Na paboT BMAMTCA BO3MOXHbIM 0bpalLlasch K 04-
HOMY M3 BCMOMOraTe/ibHbiX GakTOpOB A8 3TOro
aHanv3a — BHMMaHwWe K npeanosiaraeMoMy pacrno-

NoXeHuo paboT B MHTepbepe. ViccnegoBatenei
npuBaeKaeT npexse Bcero npobaema nocneso-
BaTebHOCTN MX pa3BeckK, CNoCcobCTByOLLLan Bep-
HOMY CUMTbIBaHWIO O0OPA3HON CUMBOJIMKN, B TOM
ymncae KOCMOJIOTUYECKOM, KasieHaapHON. B aTom
OTHOLLUEHWWN LEeHHO NPeAnoNoXeHNe, BbIABUHYTOE
Ha OCHOBE COMOCTaBJEHNA C aHAJIOTUUYHbBIM LIMKIOM
aHTBepneHckoro dmHaHcucTa Macnapa Ayyun 1555
roga, BblaBuHyTas H.B. Jlobkosoli [J/lobkosa, 2011].
MocneaoBaTeIbHOCTb PACMNOIOXEHNA KapTUH Y No-
cnegHero bbina cnpasa Haneso. Ecam NpuHsATL Takon
BapuMaHT NpoYTEeHNs NoJOTeH A5 paboT bpelirens,
TO, Kak 1 obpaLlaeT BHUMaHWe UCCaes0BaTeNbHNLLA,
KOMMO3unLmsa cTpoutcs baarogaps Kak oben nv-
HWW rOPW30HTA, TaK U NPW NMOMOLLM BTOPOCTEMEHHbIX
N30MHYTbIX IMHUI, NEPEXOAALLNX U3 OAHOM KapTUHbI
B Apyryto. lemeHunHa E.FO. B cTaTbe onuncana cieay-
FOLLLYHO, MPUCYLLYHO LIMKAY paboT 0cO6eHHOCTb: «3a-
YyacTyto NpegMeToOM AUCNyTa CTaHOBUTCA BOMPOC O
TOM, Kakas 13 KapTuH OTKpbIBaeT uuka. OTcyeT Be-
AyT ¢ «OXOTHUKOB Ha CHery» (Ha4afo KaneHaapHo-
ro roga) nmbo ¢ «MacMypHoOro aHs» (Havano roaa
CeNbCKOXO3AUCTBEHHOTO). Tpaamumsa npasgHoBaTh
HoBbIl rog 1 sHBaps Havanacb B HuaepnaHzax ¢
npuHATMeM puropmnaHckoro KaneHgapa B 1583 roay,
y>Ke nocne HanucaHus uuknaa. ViIHorga B nccnepo-
BaHMWAX He YYMTbIBAEeTCS TOT GakT, UTO A0 Nepexosa
Ha HOBYIO KaneHJapHyto cucteMy B HuaepnaHgax
HOBbIW rog ucumcasicsa no MacxanbHoMy CTUAO (a
TOuHee, ¢ Besvkow MatHuupl nam Beankon Cy660-
Tbl). Taknm 06pa3oM, Hayas oM LumKaa Moraa bbiTb
OTCYTCTBYHOLLASA KAPTUHA «anpesb-mai» [[leMeHun-
Ha, 2016, c. 28-33].

CnepyeT yNnOMSAHYTb, YTO OTLbI LLePKBW M3Ha-
YaNbHO CTPEMUINCH YBA3bIBaTb XPUCTUAHCKME TOP-
>KeCTBa € faTaMu COTHEYHOTO LiMKAA, A3bIYeCKUMM
npasgHoBaHWAMU. [acxanbHble AeNCcTBa NPU3BaHbI
6bIIN 3aMEHNTb OTMEYaBLUMIACA AeHb PaBHOAEH-
CTBWS, MacIUYHble obblvan — caTypHanmu, Poxzaectso
— KyNbT Mutpbl. B HapoZgHOM CO3HaHMM NPOUCXO-
AW NPOLECC OTOXAECTBAEHUA PUTYaANOB MPEXHUX
A3bIYECKUX KY/IbTOB C MOAMEHOW UX Ha XPUCTUAH-
ckve. B HapogHol npakTrke chopmMmpoBanach 1 3a-
Kpenuaacb eAnHas B3aMMOAOMOJHAOLWAA cucTema.
OHa BKJ/ItOYana B cebs NPUHLMN ANTYPTrMYECKOro U
CeNbCKOXO3MCTBEHHOrO KaneHaapei. MpoBeaeHHas
XpUCTMaHCTBOM pedopma KaneHaaps onpegennna
0CObYHO KOHLEMNUUIO BPpEMEHW BCEMY 3anafHOeB-
ponenckomMy coobLLecTBy, NOAYUMBLLIYHO pPacnpo-
CTpPaHeHne BO BCEX XPUCTUAHCKUX 3eMasax [byprysH
X, ge. 2006. c.45-48]. Tak nponcxoanna aktyanu-

3aUMs 1 akKyNbTypaL s A3blUeCKUX NPas3gHNKOB Ha
XpUCTMaHCckMii MaHep (CamaliH 3amewaetcs JHem
Bcex CaTbix). A Lnka BpemeH roga bperirens — gon-
>KEH MOHMMATbCA B TO XXe BPeMs Kak pKUin npumep
A3bl4ECKOro MbILNEHWS, BOCXOAALLErO K arpapHbIM
npeAcTaBAeHUAM.

MomMrMo 0coboro oTobpaXkeHus NpUpPoAbIl, pa-
60Tbl XyAOXHMKa MHTEPECHbI CBOEWN CKPbITON CUM-
BOJIMKOWN 0Bpa3oB. ITO ABAEHME ObINO TUANYHO ANS
nckyccrsa CeBepHoro BospoxaeHus. B KaptuHe
«CeHOKOC» MPUCYTCTBYHOT CMMBOJbI Cepna/Kochl,
yTO fABNAETCA ApeBHUM aTpmbyTom CaTtypHa, Kpo-
Ha, accounmnpyeTcs ¢ naeen BbICTPOTEUHOCTU XKN3-
HW, BpemeHeM. bbiBaeT ncnonb3yeTca B KayecTe
aTpubyTta obpasa CmepTH, a TakKe nepcoHndmrka-
uuu Jleta, 6oruHu Liepepsbl. A npesctaBaeHHble Ha
MOJIOTHaX KOP3WHbl GPYKTOB MOTYT OTCbINATh Hac
K o6pasy 6ormHu naogopoams, nsobunusa Liepepe,
6oraTcTBy U MHOroobpasunro Mupa.

Tunonoruns obpasos «BpemeH roga» bpevirens
CcoXpaHsina yaNBUTENbHYIO NEPMaHEHTHYHO YCTOW-
UMBOCTb OT Nepuoja NosaHert AHTUYHOCTM BAAOTb
4o XVIIl Beka. OT pocnuvceli Ha TOMMENCKUX 1 pUM-
ckux dpeckax n Mo3samkax Ao PeHeccaHCHOro Bo3-
POXAEHMSA 3TON aHTUYHOM TPaAULUKN n3obpaxaTtb
BpeMeHa roja B Buae f3blyeckux 6oros, rae ®no-
pa oToXzecTBAsNaCh C BeCHOW, Liepepa — ¢ netom,
Baxyc — ¢ oceHbto, BynkaH — ¢ 3MMHUM BpeMeHeM.
DTW XeHCKMe anneropuyeckme Gurypbl ¢ CMUMBO-
NNYECKMMHN LBeTaMUn 1 MaoZamMu JOBOJIbHO YacTo
BCcTpeyatoTca B xmonucn XV-XVII Bekos. CumBo-
JIVKa BOCXOAMNNA TakXe K N3BECTHbIM C APEeBHUNX
BpeMeH OTOXZAeCTBAeHMEeM psaga obpa3HbIX Npu-
POZHBIX 3/1EMEHTOB C ONpeseneHHbIMN KaaeHaap-
HbIMW UuKaamMu. HarnagHo 4eMOHCTpupyeT 3ToT
npouecc npoussegeHns «Tpyasl v gun» (VI B. o
H.3.) Tecnoga, «®acTtbi» (I B.) OBMama, «bykonnkm»
(41 r. Ao H.3.) Bepruamna. Y dpaHuy3ckmx MmactepoB
pokoko XVIII Beka, nncaBlWKMX CLEHbl ranaHTHbIX
npa3AHecTB, Takxke 06HapyXXn10Cb NpucTpactue K
BOCMPOUW3BEAEHMIO MOTUBA BPEMeEH roga. lMpu aTom
cnepyeT OroBOPUTBLCS, UTO Kaxkjoe U3 HMX, nsobpa-
Kaemoe camo no cebe, He 0653aTeNbHO MbICIUIOCh
KakK 4acCTb e4MHOro Lukaa. Mbl MOXeEM 3aKH0UNTb,
YTO B OT/IMYME OT YNOMSAHYTOWN PacnpOCTpaHeHHOM
TPaAuLMK N306paxkeHNs BpEMEH rosa B CUMBON-
YeckoM, anneropuyeckomM BonsoLLeHunw, bpenrenb
MCMNONb3yeT COBEPLUEHHO MHOM noaxoa. Jna Hero
npupoja cama no cebe NoJHOLEHHbIA 06pa3 ao-
CTOWMHbIV 3aneyaTieHuns, ero BoJHyeT 3ajaya ne-
peAaTb B3aVIMHYHO 3aBUCMMOCTb YenoBeka 1 Mupa,

127



NoA06HO OTHOLLEHMIO MUKPOKOCMA K MaKpOKOCMY.
Mo cBOEW CyTW LMKAbI BPEMEH roAa — 3TO CMMBO-
nvyeckoe, punocodpckoe npeacTaBieHne O Bpe-
MEHW. OTO MOMbITKa COM3MEPEHNA OTHOCUTENIBHO
BOCMPUHUMaeMbIx He3rpaHNUYHbIMM MUPOM U KOC-
MOCOM Y€e/I0BEYECKOro CyLeCTBOBaHNA. XyAOXKHW-
KOM npeanpuvHMUManacb nomnbiTka OCMbICAUTb MO
aHanorMm C NPUPOAON 1 BEUHON ee CMEHOW Ce30-
HOB, CBOEro poZa NepuoAoB POXAEHUSA N yBAAA-
HUA, BbITUE YenoBeKa.

Ce30HHble paboTbl (CEHOKOC, >KaTBa) CTaHOBSAT-
CA Y XXMBOMUCLLEB TakOW >Ke NpUMeTOl 1N CBOM-
CTBOM BPEMEHW r04a, KaK BbiNajeHune CHera 3uMowu,
XKYXJI0CTb W BbILiBETAHWE TPaB K Hayany OCEHMU.
YenoBeueckoe n3obpaxeHne Ha NONOTHAX Bbl-
NosHsAeT YHKLMIO TaKoro Xe Ce30HHOro aTpu-
byTa B LMKNe 3eMHOTrOo cylwecTBoBaHmA. KapTuHa
«Bo3BpalleHne ctag» 3akatoyaeT B cebe TO 3Ha-
YeHue, UTO N0AM HeCyT OTBETCTBEHHOCTb 3a CBOE
CTafo, HO BMeCTe C TeM CaMU ABASOTCA YacTbtO
npupoabl. OHN OCYLLEeCTBAAIOT CBOE NpeAHa3Ha-
yeHue nepeys 6borom. bpelirenb mactepcku ne-
peAaeT BneyaTeHne OT KPeCTbAHCKUX TPYZA OB,
npupoabl NnosaHen oceHn. Obeperarowme cTa-
[0 MacTyxu HanpsMyHo BbI3bIBatOT aCCOLMALUIO C
XpucTtom. Tak, XpucToc 1 cam 6bin nacTbipem, Kak
“ Npopok AMOC, OTCbINKOWN K YeMy MOXeT HbITb
OfHO U3 NMPOYTEHUI NONOTHA. 3emaesesnem 3a-
HUMancs ABenb, Ha KapTuHax bpenrens mbl Ha-
61t0faeM MHOXECTBO KPeCTbsiH 3a CEAHUEM UK
atBon. Mbl BUAUM TaknM 06pa3oM TOJIKOBaHMeE
M camoro TpyAa, COOTHOCMMOro ¢ obpasamu 13-
BECTHbIX CBATbIX. OHO fOCTUraeTcs NyTeM OTOX-
AEeCTBNEHUSA PALOBbIX 3aHATUA t0AeN C paboToi
BETXO3aBEeTHbIX NepcoHaxen. [pn 3Tom xyz0xK-
HWUK COBMeELLLaeT HN3MEHHOE M BO3BbILLEHHOE, Ha
OAHOM MNJaHe OH MOXeT BblAensnTb GUrypbl 3a pa-
60TON, a Ha 3ajHeM — n3o0bpaxaTb CLLeHbl OTAbI-
xa, urp. [lna sputeneit faBHUX €T UCCAeAYyEMbI
KOMMieKC paboT MOr ABAATbCA 0OPa3OM MUPOMNO-
HUMaHMA B AyXe XPUCTMAHCKOrO CMUPEHMA Nepes
CBOEN YeNOBEYECKOW CYLLHOCTbIO, BKJAHOYEHHOWN
B LMKANYHOCTb BpeMeH. KapTuHbl 3aBopaxunsa-
tOT BHEBPEMEHHOW aTmocdepont. Mpouecchl Tpy-
4a, Urpbl, NpasgHoBaHua y bpenrens nponcxoaat
OJHOBPEMEHHO B ABYX MUpPaXx: B JaHHbIA MOMEHT
n300paxkeHns, ¢ KOHKPETHbIMU AeTansaMu nensa-
Xa v npeagmetamu (LBeTbl U NPOAYKTbI, paboune
opyaus). MNpeacraBaeHHOE Ha XOJCTax OTpaXxeHue
MOCTOAHCTBA NPOAB/JEHO B MOBTOPAEMOCTUN BCEX
YBUAEHHbIX AEACTBUI B €XErogHOM LMKAE XU3HK
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nosen. 9To CBOEro poga AUTypruyeckoe Aencrso,
ABJIEHHOE A3bIKOM N306pa3nTenbHOro NCKyCcCTBa.

KaneHzapHoe 3HauyeHMe OCTaeTcs 3a LUKAOM
Bpeirens, npn 3ToM BO3HMKaET HEOOXOANMOCTb
0CO3HaHuAa Toro dakTa, YTO CUMBOJIVKA BPEMEHM
[aeTca XyAOXHUKOM B LUIMPOKOM NMOHUMaHUN. KOH-
uenuwus bpenrens onpegensieT He TONbKO LMKANY-
HbIM KPYroBOPOT XM3HW. MOXHO NOHMMaTb BpeMeHa
roza Kak LIMKANYHOE TeYeHMe XXN3HM KOHKPETHOrO
yesoBeKa, He BCero YyesoBeyectBa. B Takom ciyuae
paspeluaerca bosiee HarnagHas, aHTPONoLeHTpUYe-
cKas BapuwaLma CMeHbl BPEMEH rofja OT BeCHbI A0
31MMbl BOCMIPUHUMAETCS B Jyxe B3pOC/IeHME U No-
cTeneHHoro yBagaHua. MoaTBepXaeHeM YyeMy Mo-
ryT ABUTHCA CTaBLUME YCTOMUYMBBIMU dpa3bl «OCEHb
>KM3HU» (OCEHb Kak cepejrHa Kakoro-To nepuoja,
0b6pa3 3penocTn), «3akaT OTHOLLEHWN» (3aKaT OTOX-
[eCTBAAETCA C 3aBepLUatoLL MM 3TanoM Yero-anbo),
CTaBLUee 3HaKoBbIM counHeHue O. LneHrnepa «3a-
kat EBponbi» (1918, 1922) Takoke onvpaeTca Ha aHa-
NIOTMYHOE TO/IKOBaHWe MOHATUA 3aKaTa. MNpumepsl
AEeMOHCTPUPYOT 06pa3 Hallero BOCMPUATUSA, CUM-
TbIBatOLLLErO accoLmaLlmm, 3aMMCcTBOBaHHbIe U3 Mpu-
pogHoro cnoBaps. MOTuBbI LMKANYHOCTM 0BPAJ0B,
NpPasHNKOB, CENbCKUX PaboT B TeUEHUW KaneHaap-
HOro roga CBUAETeNbCTBYHOT O CUHKPETNYECKOM
TOJIKOBaHWMM MUpo3aaHunsa bpenrenem. OH ymeno
coyeTan B MOJNOTHaX HECKONbKO YPOBHEW TONKOBaA-
HWA Yepes fA3blueckne, XpUcTnaHckme, Gonbknop-
Hble CMMBO/bI.

3acnyra bpeiirens nepes pa3BuTMeM UCKYCCTBa
XmBonucu B EBpone 3akarouaeTca B OCHOBaHUMN
MM 0COBOro TUMa Nemnsa>kHoro XaHpa, ero Mactep-
CTBE M306paxkeHWs NPUPOAbl, CPOACTBE TBOpUE-
CTBa C COBPeMeHHbIMU dunocodcknmm naeamm. O6
3TOM A0BOJIbHO TOYHO nucan O. beHel, BO MHO-
roM onupasch B COOCTBEHHON paboTe Ha Tpys MaH-
Jiepa, Koraa NnpousBoANT CpaBHEHWE XMBOMUCHU C
KoHuenunen Tommaszo KamnaHenna: «B nepegaue
npupoasl bpeirenb 4oCTUraeT aHUMMMU3Ma U CEHCY-
annsma — Tex PuaocodCkmx NpeAcTaBAEHNN, KO-
Topble KaMnaHenna ctpemuaca nepesatb B CBOEN
KHure «O6 oLLyLLeHUn Beler 1 Marumn». Bce B npum-
pOAe, He TOIbKO JIOAEN W XXMBOTHbIX, HO 1 BECb KOC-
moc KamnaHenna Hagenset yyBcTBaMu. «<Hebeca u
3eM/IA U MUP YYBCTBYHOT Tak e, Kak U Mesibyali-
Wwre MuKpobbl» [beHew, 1973, c. 148]. A M. ®pua-
NeHaep onuncbiBaeT KOMMO3ULIMOHHbIE MPUHLMMbI
Bpelirens cnepyrowmm obpasom: «Tak cozgaeTcs
MHOTOCTYMEHYaTOCTb, 3arPOMOXKAEHHOCTb €4MHOTO
NPOCTpPaHCTBa. OTO pyAMMeHTapHoOe npucrpactue

K MHOrOM/J1aHOBOMY M306paXkeHUto H6bI0 N3XKM-
TO VWb 3HAYNTENIbHO MO3XKe, N OAHUM U3 nep-
BbIX M36aBuaCs oT Hero bpelirenb» [puaneHaep,
2013, c. 103]. Takke NpeacTaBASETCA BO3MOXHbIM
cornacuTbca co MHeHueM [3ybdun o ctmanctnye-
CKOW caMocToATeIbHOCTU bpelirens no OTHOLWEHUIO
K UTafbAHCKOM XuBonucu: «CnesyeTt NoAg4epkHyTh,
YTO BHMMaHWe bpeWirens cocpesoTOYEHO He TO/IbKO
Ha TOYHOM OMUCAHUM CE30HHbIX PaboT B MNOAAX, HO
1 Ha HEMOBTOPUMOCTU Mei3axa B PasnYHbIX K-
MaTtuueckmx ycnosumax» [J3ybown, 2008, c. 314-317].

3acnyxxmBaeT 0cob0ro BHUMaHMA naHonTuye-
ckoe (0T Ap.-Tpeuy. TGV «BCE», OTITIKOG «BUAMMbIA»)
BMAEHWE MUPa M NPOCTPaHCTBO y bpelirens. CyTb
3TOW KOHLIENLMMW, BOCXOAUT K Mee naHonTuKyma
— apXUTEKTYPHOM MOZAEeNN TIoPbMbI, pa3paboTaH-
HOW aHFANNCKUM dunocodom, yueHbim [x. beHTa-
MoM (1748-1832). TnaBHbI NPUHLMN NaHOMNTMKYMa
3aK/oYvaeTca B TOM, UTO HabarogaTenb (Hag3mnpa-
TeNb) BUAWT BCEX 3aKNOUEHHbIX, @ 3aK/NHOYEeHHble
He MOTyT 3HaTb, HabtOAAOT IV 3@ HUMW B JaHHbIN
MOMeHT. Takoi obpa3 aelcTeus, obpasys sddext
NMOCTOAHHOTrO HabnAeHMA, cnocobCcTBYeT camo-
AVICLUMNIVHE U KOHTpOoto. XoTs paboTbl bpelirens
He ABAAOTCA ByKBaAbHOM MANKOCTPaLMEN NaHomM-
TUKYMa B A@aHHOM MOHMMaHWUK, OAHAKO ero Kap-
TUHbI YacTo co3aatoT 3QPeKT «BCEBUAALLLETO OKa».
3puTenb CIOBHO C BbICOKOW TOUKM BUAUT MHOXKe-
CTBO CUeH 1 06pa3oB, pa3BopauUnBatoOLLNXCA OAHO-
BpeMeHHo. CaMu NepcoHaXxu Npu 3ToM BeayT cebs
HenocpeACTBEHHO, He OCO3HaBas, YToO 3a HUMU Be-
JeTcs HabatoaeHve.

MpeacTaBAseTCs, UTO KOHUENUUS NaHoNTM3Ma
(0cob60ro BUAEHWS MUpa U NPOCTPaAHCTBA) Ha Npu-
Mepe cepun «BpemeH roga» MoxeT MOMOUYb JiyuLle
MOHATbL Npoun3BeaeHUs bperens. XyA0XHMUK Ha Ka-
KAOM M3 MONOTEH LIMKAA UCMO/b3YyeT NepcnekTu-
BY, NPOCTPAHCTBO W AeTanu Ans co3gaHma abdexTa
BCEBMAALLErO HabNOAEHWS: BbICOKasA TOUKa 3peHMs
N MHOrFOypOBHEBOE MOCTPOEHNE KOMMO3UL MM B
HEeCKOJIbKO MJaHOB AapAT 3pUTENHO HEODbIUYANHbIN

cnocob ob63opa. CkpynynesHoe BHUMaHWe K AeTa-
N3aunm npugaeT npovseeseHunsam bpeiirens Hacbl-
LLLeHHOCTb, MOJIHOTY BUAEHWS HabarogaTens, Koraa
HW OfiHa AleTa/lb BPOAe YenoBeyeckoro cnega «Oxot-
HWKW Ha CHery» He ynyckaeTcs u3 GoKyca 3putens.
Co3paeTtcs BnevaTaeHune, YTo OH B3rs4a CO CTOPO-
Hbl HUKTO Y HUYTO HEBO3MOXHO CKpPbITb. B camom
Aene mactep ynogobun AM4HOCTb 3puUTens B AaH-
HOM cny4yae Gurype BCEBMAALLETO M BCE3HarOLLe-
ro 6ora, NoAHMMas BOMPOCkl MOPaabHOro acnekTa.
Taknum 06pa3om XyA0XKHUK NOAHUMAET MOpabHble
N 3TUYECKMEe BOMPOCHI, KPUTUKYS M3006paxkeHHble
YyenoBeueckne NOpoku n cnaboctu. A 3putento oT-
BOAMTCA POJb CBUAETENA NPOUNCXOAALLNX BO BCE-
OXBaTHOM MPOCTPaHCTBE KapTMH pa3HOObpa3HbIX
NMOPOKOB. XyA0XeCTBEHHas KOHLUEMNLUsA NaHonTn-
Yyeckoro BuaeHuns mupa y bperirens TpaHchopmm-
pOBafoCh NOJ BO3AENCTBMEM T'YMaHUCTUYECKMX
ngeanos, Npnobpertas akLeHTMpyeMoe Ha Yeso-
BEYECKOW Npupose, ee AOCTOMHCTBAX U MOpPOKax,
HOBOE 3By4YaHMue.

MepcnekTnBa «C BbICOTbI MTUYbErO NOAETa», Xa-
pakTepusytoLas MupoBocnpusatue Mutepa bpelirens
Crapuuero, Kak 1 ero oTCTpaHeHHOCTb OT n30bpaxa-
€MOro CrnocobCTBYHOT TPAHCAALMM 3PUTENHO OLLyLLe-
HVe NPUYACTHOCTU K BbICLLIEMY JyXOBHOMY MOPAAKY,
3anevyatsieHHOMY B Kanenhjockonuyeckom obpase
YHVMBEPCYMa, CO3AaHHOM XYAOXHUKOM. VigenHas
rnybuHa ero paboT NposBASETC B MHOTOCAOMNHO-
CTV W OTpaxeHuu gyannsma 6biTna. MpUBbIUHBIN,
0ObIZEHHbI MUP NpeAcTaeT NopaxaroLwmm pas-
HOObGpa3neM, O4HAKO 3a ero BHELLUHEN NecTpoTom
CKpbIBaeTcs rnyOunHHbIN, GUAOCODCKUIA KOHTEKCT,
pacKpbIBaOLWMACA NpK TLaTeNbHOM aHanu3e. [e-
Ta/M3MpPOBaHHbIe XXaHPOBbIe CLieHbI, M306paxato-
e TpyA, JOCYT, AeTCKMe UTPbl U MOTUBbI Nen3axa
ABNAOTCA CBUAETEIbCTBOM NPOABAEHNS GYHAAMEH-
TaNbHOro NpvHUMNa 6biTnA. bpelirens cymen Hage-
JNTb NOBCEAHEBHOCTb GUNOCODCKOWN 3HAUMMOCTbHO,
AEMOHCTPUPYS OCMbICIEHHOCTb KaXX Aol AeTanu ve-
N0OBEYEeCKOro CyLLLeCcTBOBaHMA.
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