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Summary: The author of the article addresses the prob-
lem of the influence of Dante Alighieri's Divine Comedy
as a source of artistic images on the fine art of France in
the 19™ century. The influence of Dante’s artistic images
is revealed in the thematic selection of French painting
in the 19" century: E. Delacroix, V.A. Bouguereau, J.A.D.
Ingres, A. Cabanel. It is also vividly manifested in French
sculpture of the period under consideration in the works
of A. Rodin, J.B. Carpeaux. We have discovered several
ways of interpreting Dante’s literary images in French

“The Divine Comedy” by Dante Alighieri is an in-
tegral part of the literary, philosophical, religious
and, in general, cultural thought of the 14" centu-
ry, which reflected the multi-level thinking of the
developed Middle Ages. The work was created be-
tween 1307 and 1321 during the poet’s exile from
Florence. It served as a significant source of seman-
tic content for European verbal culture, which has
not faded over the centuries. Thus, its meaning is
not lost over time, remaining a semantic, spiritual
and symbol-forming reference point. This monu-
mental work is a journey into another world, some-
times considered as a mystical path of the soul to
God, similar to the spiritual experience of the out-
standing theologian, scholastic of the 13™" century
Bonaventure. “The Divine Comedy” paradoxical-
ly combines a host of religious ideas and contains
judgments about gallant, courtly love. In a letter to
Can Grande della Scala, the poet shared the mul-
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fine art: their romantic and symbolist understanding. The
presented examples of sculpture and painting demon-
strate the representation in the language of fine art of
the multidimensional images of the work of the 14™ cen-
tury Italian poet as refractioned by the interpretations of
the plots by 19* century artists.

Keywords: 19 century French painting, 19 century
French sculpture, Dante Alighieri’s images in fine art, Ro-
manticism, Symbolism.

tifaceted nature of the idea of the work, he spoke
about the goals of the poem and the four mean-
ings hidden in it: literal, allegorical, anagogical and
moral. Dante defined the practical purpose of the
work as educational, consisting in showing human-
ity the path to salvation, teaching contemporaries.
A feature of the work was the intersection of real
historical characters, biblical and mythological crea-
tures in a single poetic space. The central figure of
the narrative was the author himself, the real per-
son from whom it is conducted. In a sense, Dante
likened his work to Revelation, giving the entire nar-
rative features of autobiography, subjectivity and
sincerity, which attract readers to this day.

In its depiction of the created world, the author’s
work becomes a treasure trove of medieval natural
philosophy for researchers, touching upon the con-
tradictory images of eschatology (the doctrine of
the ultimate destinies of man and humanity in gen-

Eugene Delacroix. The Barque of Dante (Dante and Virgil in Hell). 1822. Oil on canvas, 189 x 241 cm. The Louvre, Paris.

eral). The poem contains an intricate combination
of traditional theology and popular views on the
afterlife of medieval man. Its corpus is composed
of three parts and, in accordance with church tra-
dition, is entitled: Hell. Purgatory, Paradise (Infer-
no, Purgatorio, Paradiso). The images of Hell tell
of inanimate nature, in which natural matter is lo-
cated and elemental forces struggle. The events of
Purgatory reveal a wealth of knowledge from the
field of biology, botany, and touch upon the world
of people — psychology, history. Alighieri's Para-
dise reveals the greatness of divine nature, touching
upon the higher spheres. The poet applies astron-
omy and metaphysical principles to its description.

The study of the influence of the Divine Com-
edy is an experiment in applying an interdiscipli-
nary approach and demonstrating how immersion in
context can breathe new life into traditional meth-
ods of analysis. In addition to medieval views on
the afterlife, we also see the concept of person-
al identity that the author proposes. The concepts
of torment and pain are extrapolated to the es-
chatological ideas of that time, especially in their

paradoxical desire to emphasize the physical expe-
rience of the separated soul and the ultimate ne-
cessity of bodily resurrection. We consider Dante's
Divine Comedy as a medieval monument that con-
tains a significant layer of the culture of that era
that entered it. The poem demonstrates the clash
of absolute faith in divine justice and human rea-
son, while the role of the individual, personal at-
titude comes to the fore. Dante's character is not
an insensitive, detached spectator and a dry mor-
alizer. As rightly noted in the article by Yu.S. Ac-
cording to Obidina, the text of the poem already
contains a medieval component of “psychoanaly-
sis” [Obidina Yu.S., 2016, p.40]. The hero often ex-
presses sympathy for the sinners suffering in hell.
This work is filled with biblical stories, the theolo-
gy of Thomas Aquinas, Greek and Roman classical
myths, history and Dante’s clashes with the politi-
cal elites of Italy and some Vatican leaders.

The influence of Dante’s Divine Comedy on the
works of many outstanding French masters was re-
flected in 19* century painting: E. Delacroix (1798-
1863), V.A. Bouguereau (1825-1905), J.A.D. Ingres
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Jean-Auguste-Dominique Ingres. Paolo and Francesca. 1819. Oil on canvas. Musée des Beaux-Arts, Angers

(1780-1867), A. Cabanel (1823-1889). In the peri-
od 1814-1819, J.AD. Ingres created several ver-
sions of the painting “Paolo and Francesca” (seven
versions), inspired by the images of Alighieri. The
plot was borrowed by the Florentine author from
real life. At the end of the 13" century, Guido | da
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Polenta was the ruler of Ravenna. In 1275, he gave
his daughter, who was distinguished by her extraor-
dinary beauty, to the powerful ruler of the city of
Rimini, Giancioto Malatesta. However, the young
beauty fell in love with her husband's brother, who
caught them together and killed them.

These works by Ingres are referred to as the so-
called troubadour style (from the French “Stile trou-
badour”). This mockingly ironic term is usually applied
to historical French painting of the early 19" century
with an idealized depiction of the Middle Ages and
the Renaissance. Often, along with historical figures
of the past, famous old masters such as Raphael and
Dante were chosen as images. Common features of
the artist's compositions are noted, they are charac-
terized by frontality, as well as attention to the details
of the interior and costume inherent in the North-
ern Renaissance. Thus, we can note a special pas-
sion for Dante’s work as a powerful thematic source
for French masters of the 19™ century. In the context
of the genesis and development of the characteris-
tics of the romanticism trend with its gravitation to-
wards old literature, historicism.

In his works, Ingres illustrated the romantic scene
of Paolo and Francesca da Rimini reading, which led
to a sinful kiss, for which both heroes are ultimately
executed. A comparison of the kiss of Dante's char-
acters and a similar one between Lady Guinevere
and the knight Lancelot as an application of the mo-
tif of the forbidden kiss of lovers was carried out in
art history earlier in the 1968 study of M. Musa and
A. Hatcher [Andersen V.V., 2016 p.295]. The first,
likening her to Eve who tempted Adam, Dante de-
picts a girl reading about a kiss, and Paolo is already
kissing her, responding to the feeling she showed.
The popularity of depicting images and themes of
forbidden love in literature and fine art was great,
it is worth recalling a series of sometimes courtly,
sometimes dramatic narratives. In addition to Pao-
lo and Francesca, we should mention the images of
Romeo and Juliet, Leila and Meijnun, Vis and Ramin
and others that correspond to the general typology.

Alighieri himself, when conceiving the episode
of “Hell” with Paolo and Francesca, relied not only
on the real story but also on the well-known story
of Abelard and Heloise, a parallel with which can
be traced in the fact that love overtakes the loving
couples in both cases while reading a book. This
motive, quite courteous, obviously motivated Ingres
to create his compositions. V.V. Andersen writes
about the artistic parallel of the two dramatic love
stories, relying on the arguments of the research-
er P. Dronke [Andersen V.V., 2016 p.294]. One of
the most famous for viewers is the work stored in
the Museum of Fine Arts in the city of Angers. The
construction of Paolo’s figure resembles Jupiter in
the painting “Jupiter and Thetis” by Ingres himself.

The artist's paintings are executed in a character-
istic authorial manner, characterized by clear con-
tours of figures, rounded lines. Later, Ingres earned
an unflattering opinion of his own work from a num-
ber of critics. A. Chegodaev writes about the art-
ist: “"He was accused of dryness and primitiveness;
his passion for early Italians was considered absurd
bad taste, and some critics, poorly versed in the
history of art, considered his simple and clear form
to be nothing more or less than ‘Gothic” [Chego-
daev A.D., 1969, p. 235]. The Soviet critic himself
acknowledged the coldness and dryness of the im-
ages, but it seemed to be precisely salon painting,
canvases on religious and historical themes, where
Ingres shows deliberateness. A similar thought was
expressed about the artist's artistic style by the Ital-
ian art historian L. Venturi, when he wrote: “Thus, In-
gres's romanticism was a frozen romanticism, which
received the name of art for art’s sake" [Venturi L.,
2007, p. 140].

In addition to Ingres, Alexandre Cabanel chose
this subject, which led to the creation of the paint-
ing “The Death of Francesca da Rimini and Paolo
Malatesta”, created in 1870. He was attracted by
the prospect of capturing a dramatic episode in
the story of two young lovers killed as a result of
the jealousy of Francesca’s husband. Only Cabanel
captured the very denouement of the dramatic con-
flict. The author’s canvas, like others in his work, is
quite decorative in terms of composition, devoid
of the genuine expression of the reality of the de-
picted, which was sought by the representatives of
romanticism. Cabanel’s drama is illusory, as if the
scene he depicted does not intend to convince the
viewer of the reality of the plot. The artist likens
the action of the heroes of the picture to a stage
play, when the viewer is directly aware of the con-
ventionality of the tragic narrative. The artist adds
credibility to the details of the interior, he careful-
ly executed the draperies of the costumes, curtains.

The work of another famous French artist Eugene
Delacroix (1798-1863) “"Dante’s Boat” ("Dante and
Virgil in Hell") of 1822 depicts the main characters
of the "Divine Comedy” crossing the mythical riv-
er Styx in a boat. The dynamism and drama of the
composition, the solution of space with the help of
color accents could have influenced the formation
of the technique of the impressionists in the future.
A small vessel is surrounded by the rushing souls
of sinners who are trying to climb up to Dante and
Virgil, to cling to the stern. From the back, one can
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see the powerful figure of the boat's helmsman Phl-
egyas, whose name in Greek means "blazing”, “set-
ting on fire”. The meaning contained in his name
echoes the background of the canvas itself with
the flaming walls of the city in the background, an
abundance of clouds of smoke. The painting, cur-
rently in the Louvre, was Delacroix’s first large-scale
work, comparable in drama and epic significance to
a contemporary work, the well-known to the author
canvas by Theodore Gericault (1791-1824) "The Raft
of the Medusa” of 1819. It has become common-
place among researchers to regard Delacroix’s can-
vas as proclaiming the transition from classicism to
romanticism. At the same time, the landscape im-
age occupied a significant place in the concept of
the images of his works, including “Dante’s Boat”,
where the gloomy appearance of the hellish current
is a factor of powerful emotional influence. "Thus,
the romantic landscape expressed the feeling of dis-
appointment of people of the first quarter of the
19t century, the sense of the meaninglessness of
what was happening and even the hostility of the
surrounding world” [lvasyutina M.A., 2015, p. 82].

In 1850, Adolphe William Bouguereau (1825-
1905) painted Dante and Virgil in Hell. On the can-
vas, the artist depicted Dante and his guide watching
from the sidelines, fascinated, the fierce scene of
the struggle between the usurper Gianni Schicchi
and the alchemist Capocchio, which broke out in
the tenth ditch of the eighth circle of Hell. Here,
according to Dante, forgers, heretics and counter-
feiters of all stripes found refuge. Gianni Schicchi,
who was guilty of posing as a dead man in order to
draw up a will in his name in his favor, is depicted
attacking the alchemist Capocchio. He grabs him
by the neck, tormenting him. In his work, the au-
thor relied on the scene of Canto XXX of the "Hell”
of the “Divine Comedy”, his idea was to depict the
horrors of the underworld.

Although the "Divine Comedy” describes the state
of souls after death, its subject remains earthly life
in its many manifestations. Of course, the work em-
phasizes the theme of the path, similar to the wan-
derings of the ancients, such as the wanderings of
Odysseus in Homer, the search for Aeneas in Vir-
gil, the visions of medieval monks and theologi-
ans. The main thing in our understanding remains
the meaning of the path itself, its final goal, which
is outlined by the constant search for oneself, the
meaning of life, the hopes of humanity for a differ-
ent existence. The drama of any great monument of

86

art lies in the combination of images of ideal and
harsh prosaic realities, paradoxes that hinder the
happy beginnings of the main character. As we can
see, the influence of the Divine Comedy on world
fine art can be traced in one way or another and
extends to the present day.

Artists were often interested in illustrating Dante'’s
text. The interest in romantic and historical aspects
expressed in the poet’s work, the moral pathos em-
bedded in it, is demonstrated using the example of
French art of the 19 century. Dante was in many
ways similar to the creator of the universe, and per-
haps his best interpreters were the titan masters,
such as the sculptors Buonarroti (“The Last Judg-
ment”) and Rodin (“The Gates of Hell"), illustrators
William Blake and Gustave Doré. Geniuses of dif-
ferent times and countries are related to Dante by
monumentality, subtle elaboration of images and
details, a bright subjective component, and origi-
nality of artistic means. The two masters developed
a deeply individual embodiment of the plots and
scenes of the "Divine Comedy”. And, as M. Yu. Le-
vakhina rightly noted, both approaches, being ex-
traordinary, arose from different principles. Blake
certainly acts as a visionary, embodying a purely
personal vision of the themes of the Italian poet
[Levakhina M.Yu., 2012, pp. 46-51]. Doré, on the
other hand, embodied a deeply classical, monu-
mental style of illustration. It can be said that the
artist's illustrations themselves became a canon for
subsequent depictions of Dante’s images.

Among the most extraordinary embodiments of
the late period, we will cite the special Italian cul-
tural context of the early 20* century [Emelyano-
va |.B., 2020, pp. 17-26], when the figure of Dante
and his legacy were politically engaged, which can
be observed thanks to the illustrations of A. Nattini,
where a tendency towards expressive glorification of
the national history of Italy can be traced. Utopian
architectural projects are also expressive, although
ideologically ambiguous. These are the models of
the Danteum sculpture dedicated to Alighieri, grav-
itating towards monumentalism and pretentious-
ness: “Crystal Image”, "Stone Image”, “Iron Image”
by M. Zampini, G. Terragni, “Hall of Paradise”, “Hall
of Purgatory” by P. Liggeri.

The art of sculpture did not remain indifferent
to Dante’s work. In 1880, Auguste Rodin received
an order to create bronze doors for the Museum
of Decorative Arts similar to the composition of the
“"Gates of Paradise” (the eastern gates of the Floren-

Jean-Baptiste Carpeaux. Ugolino and His Sons. 1865-1867. Marble

tine Baptistery) by the Italian sculptor and jeweler  rative design was decided to be entrusted to Rodin
Lorenzo Ghiberti (1378-1455). The construction of  as an outstanding master of our time. Rodin ac-
the composition was planned to be carried out in  cepted the task, which literally captured him for his
Paris, and the official proposal to create the deco-  entire life, rejecting any possible fear of the gran-
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deur of the idea. His development of images was
embodied in individual sculptures, now known as
“The Thinker” (1880-1882), “Eve” (1881), “Ugolino”
(1880), “Three Shades” (1886). The master’s creative
method was influenced not only by his acquaint-
ance with the monument of Ghiberti's art, but also
by the images of Michelangelo’s “Last Judgment”
and the decor of Gothic churches. Rodin sought to
embody the scale of the tragedy presented in all
the diversity of human images, woven into the uni-
ty of plastic masses, in the creation of “The Gates
of Hell”. His work is distinguished by a skillful com-
bination of relief and round sculpture, convincingly
expressing the spontaneity, the chaos of the vorti-
ces of the universe. Fear of torment, human poses
filled with despair are replaced by images of peo-
ple in confusion or passive bewilderment. But still,
Rodin’s genius embodied neither a hymn nor a tri-
umph of death — in the relief plane of the gates
a living principle is traced, the female characters
radiate grace and eroticism.

As it happens with many great artists, the image
they embody goes beyond the literal illustration of
the work that inspired it: "A striking example of this
is Rodin’s "The Gates of Hell” (1880-1917), origi-
nally conceived as a work on a literary plot, but in-
cluding sculptural images inspired by the poetry of
F. Villon and C. Baudelaire, reflecting, first of all, the
sculptor’s dramatic experience of the problems of
modernity and reflections on human life in the flow
of historical time, on the spiritual strength of man,
on his destiny” [Fedotova E.D., 2018, p. 175]. The
expression and self-absorption of Rodin's heroes
recreates no longer Renaissance questions about
existence and retribution for the sins of earthly life;
the sculptures embody the new existential prob-
lems of man in the New Age.

The side pillars of the portal, contrary to the
depicted chaos on the gate leaves, unfolding over
their entire surface, are directed upward. The dra-
matic movements of the characters add dynamism
to the composition. The semantic load of the part of
the portal that forms the ceiling above the gate is
strong. The sculptor resorts to creating a perspec-
tive in the center, forming a space reminiscent of
cave vaults. The male figure, later called the “Think-
er”, stands out. This impressive, monumental image,
associated with Rodin himself, is actually symbolic.
In fact, it represents an impersonal archetype. The
starting point for the creation of the sculpture was
the image of the “Poet”. In the process of work, it
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acquired a deeper philosophical sound, embodying
the concepts of “Creator”, “Dreamer”. It is known
that the model was the famous Parisian athlete Jean
Beau, who was engaged in boxing and earned mon-
ey from his own performances.

The image of Count Ugolino, borrowed for the
gates by Rodin from the Divine Comedy, leaves
a deep impression on the viewer. Dante meets him
in the ninth circle of Hell, where criminals who have
betrayed their homeland are subjected to terrible
torments:

“Lifting his lips from the vile food,

He wiped his bloody mouth

O the hair in which he had so terribly gnawed,...”
[Alighieri D., 2005, p.167].

Ugolino della Gherardesca (c. 1220-1289) was
a real person, a deposed ruler of Pisan who was im-
prisoned with his sons and grandsons, where they
died of starvation. Despite the lack of evidence of
cannibalism, a legend has been circulating that Count
Ugolino, like many desperate people going mad
from hunger, was destined to feed on the flesh of
his sons. This hint of cannibalism of the character
in literature is not clearly resolved by Dante. This
circumstance makes the image of the Count even
more contradictory and tragic, demonstrating the
limits of human despair. The dramatic image at-
tracted not only Rodin to embody; similar com-
positions in concept can be found in the works of
another French sculptor J.B. Carpeaux (1827-1875)
“Ugolino and His Sons”. The expression and pathos
of the canvas are similar to the painting by F. Goya
(1746-1828) "Saturn Devouring His Son” created in
1819-1823. The interpretation of the character by
Carpo has an incomparable psychologism, his fa-
cial expressions and gestures multiply the trans-
mission of Ugolino's reflection. The torment of the
soul, realizing the horror of what was done, is per-
ceived as a clash of the rationality of the charac-
ter's act with the sensualistic rejection of the fact.
If a medieval person had to be tormented by the
thought that he should have acted in a specific way,
but acted differently, then the embodiment by the
sculptor della Gherardesca is perceived with gen-
uine drama, thanks to the idea he emphasized that
the hero acted exactly as he had to act. The viewer
has a hard time realizing the fact that a necessary
act is far from always virtuous. And the choice fac-
ing a person is not a preference between the tradi-
tional categories of good and evil, but sometimes
lies between several evils.

Rodin also designed the symbolic group Three
Shadows for the ensemble The Gates of Hell. It ris-
es above the scenes depicting swept away sinners
on the surface of the gates. The sculptural group
is designed symmetrically, it is static, and is distin-
guished by its balance. Rodin composed it from
three similar figures in mutually supporting poses,
but still, as if under the weight of despair, drawn
to the ground, as if under a weight unbearable for
a person, their legs are buckling.

Rodin intended to create another female figure,
which was named "“Eve”. According to his plan, it
was to flank the doors together with the supposed
figure of “Adam”, located on the opposite side. The
image created by the master turned out to be trem-
ulous and lifelike. As a result, the sculptural image
of "Eve”, translated into marble, was purchased by
the Russian industrialist and collector M. A. Moro-
zov (1870-1903). It is noteworthy that many of the
models developed by the sculptor for “The Gates
of Hell” became independent, completely self-suf-
ficient monuments. The sculptural group “The Kiss”,
which was originally supposed to embody Paolo
and Francesca, became a symbol of all lovers and
love in general, and a bronze copy of “The Think-
er” now rises above the grave of its creator, as if
protecting his eternal peace.

In the context of representing experience, Ro-
manticism appeals to the singularity of experience.
Artistic artifacts of the era serve as transcriptions of
intimate narratives, reflecting the unique perspective
of the creator and his emotional map of the world.
This is clearly demonstrated in Delacroix’s “Dante’s
Boat", where the tragedy of Dante’s plot is refract-
ed through the prism of the artist’s stormy, subjec-
tive experiences, as well as in Carpeaux’s sculpture
“Ugolino”, which captured the despair and torment
of a specific person, and not an abstract idea of suf-
fering. Rodin’s sculpture definitely embodied capa-
cious philosophical concepts in syncretic symbols
of love, human dignity and other higher manifes-
tations of spiritual culture.

Symbolism cultivates the desire to generate uni-
versal codes. These codes are designed to transcend
individual understanding. Its goal is to construct
images that resonate with the archetypes that in-
habit the collective unconscious. Rodin’s “The Gates
of Hell", despite its multi-figured and detailed na-
ture, strives to embody a universal concept of sin
and punishment that goes beyond personal expe-
rience. Ingres’s and Cabanel’s paintings of Paolo

and Francesca strive to create an archetypal im-
age of tragic love rather than convey the specific
emotions of individuals. This allows them to tran-
scend the horizons of personal interpretation and
ultimately achieve universal resonance.

In conclusion, it should be noted that the ob-
served manifestations of romanticism and symbol-
ism represent dichotomous strategies of escapism,
opposing themselves to the dominant discourses of
the period under study. Appeals to the Divine Com-
edy in Western European art each time actualize the
themes of sin, personal guilt, retribution and means
of salvation. Going beyond the times of Dante, the
poem does not lose its significance among repre-
sentatives of different cultures and generations. The
study of the diverse heritage of Alighieri still occu-
pies many scientists, literary scholars, art historians,
philosophers. Due to the versatility inherent in the
Divine Comedy, it touched upon different areas of
human culture. In the presented work, only a small
aspect of it is considered, concerning the use of im-
agery in French art of the 19* century.

This century is famous for the work of roman-
tic artists, works of painting, graphics and sculp-
ture, equally inspired by the immortal creation of
the great poet and thinker. While romantic art is
focused on finding refuge in the sphere of intense
emotional experiences and individual narratives,
symbolism is characterized by the desire to find
transcendence through the universalization of sym-
bolic systems and an appeal to spiritual ideals. The
work of artists determined the course of develop-
ment of art, finding a new metaphysical ideal of
a person in an immanent internal existential con-
flict, which is hidden not in the images of sacred
texts, but in such iconic literary monuments of hu-
manistic thought as Alighieri's Divine Comedy. All
this is clearly demonstrated by the above analysis
of French painting and sculpture of the XIX century,
where both trends harmoniously articulate a com-
mon intention of emphasizing the subjective as
a determining factor in the process of perceiving
the surrounding world.
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KaK NCTOYHMKa XyAOXeCTBEHHbIX 06pa3oB Ha M3obpa-
3uTenbHoe nckycctso ®paruymn XIX Beka. Bananue
Xyf0XeCTBeHHbIx 06pa3oB [laHTe obHapy>1BaeTcs B Te-
MaTu4eckom oTbope dpaHLy3ckol xmeonucu XIX seka:
3. Aenakpya, B.A. byrpo, XX.O.[. 3urp, A. KabaHenb. OHO
>KMBO MPOABJIEHO Takxke BO GppaHLy3CKOl CKybMnType
paccmaTpuBaemoro nepuoga B TBopyectse O. PogeHa,
X.B. Kapno. Hamun o6Hapy>keHO HeCKoNbKO MyTen To-
KOBaHWe nutepaTypHbix obpasos [aHTe BO GpaHLy3ckoM

«boxectBeHHasa komegua» [laHte Anurbepn —
HeoTbem/ieMas YacTb IMTepaTypHOU, Gnnocodckon,
PENNTMO3HOM N B LLeIOM — KYJIbTYPHOW MbICAU
XIV Beka, B KOTOPOM OTPa3naoCb MHOroypoBHe-
BOe MbllLaeHne pa3suTtoro CpegHesekoBbs. Co3ga-
BaNocCb NponseegeHune B nepmog ¢ 1307 no 1321 rog,
BO Bpems M3rHaHus noata ns ®noperHuymm. OHO no-
CYXKMNO 3HAUMMBIM UCTOYHUKOM CMbICJIOBOTO Ha-
NMOJIHEHNS eBpONenNckon BepbanbHOM KyAbTypbl,
He yracliero c Te4eHnem BeKoB. TakMm 0bpa3om
ee 3HaueHue C TeueHNneM BPeMeHU He yTpaunBaeT-
€A, OCTaBasfACb CMbIC/IOBbIM, lyYXOBHbIM 1 CUMBOJIO-
06pa3yroLLMM OPUEHTUPOM. ITO MOHYMEHTaNbHOE
npov3BeAeHne — nyTeLlecTBUE B MHON MUP, NOPOWA
paccMaTpuBaeMblil Kak MUCTUYECKUIA MyTb AyLIN
k 60ry, Nof06HO AYXOBHOMY OMbITY BblJatOLLEroCs

n306pasnTeNbHOM UCKYCCTBE: POMaHTUYECKOe N CUM-
BOJINCTCKOE MX OCMblcaeHune. [puBeaeHHble obpasLbl
CKYNbMTYPbl Y XNBOMUCKU AEMOHCTPUPYIOT penpeseH-
Tauuto A3bIKOM N306pa3nTeslbHOro NCKyccTBa MHOMO-
MepHbIX 06pa3oB Npon3BeAeHNA UTaNbAHCKOro NoaTa
XIV Beka B NpeNoMAEHUN NHTEpMpeTaLnii CHOXKETOB Xy-
AoxHMKamm XIX ctonetmsa.

Knroueswle cnosa: xusonuce @paryuu XIX eeka, ckynbn-
mypa @parHyuu XIX eexa, o6pasel [JaHme Anuzbepu 8 u30-
6pasumesnbHOM UCKyccmeae, pOMaHmMu3Mm, CUMBO/U3M

Teonora, cxonacrta Xlll cronetna boHaBeHTypbl. «bo-
XeCTBEHHas KoMeaus» napagokcanbHbiM 06pa3om
coyeTtaeT B cebe COHM PeNUrMO3HbIX NpeacTaBe-
HUM 1 BMeLLaeT Cy>AEeHMA O raNaHTHOW, KypTyas-
HoW no6BM. B nucbMe k KaH MpaHae genna Ckana
MO3T AeNACA MHOTOTPaHHOCTbIO 3aMblC1a MPOU3-
BeAEeHWNA, OH BeN peyb O Lies1axX MO3Mbl U COKPbITbIX
B HeW YeTblpex cMbicnax: bykBaibHOM, anneropu-
4YecKOM, aHarormMyeckom 1 MopanbHoM. MpakTm-
YecKyto Liesib COunHeHna [laHTe onpegensan, Kak
NPOCBETUTENCKYHO, 3aKNH0UaBLUYHOCA B yKa3aHWUK
4yenoBeuecTBy NyTW K CMaceHUto, Moy4YeHne cospe-
MeHHMKaM. OcobeHHOCTbIO NPOV3BEEHNA CTaNo
nepecevyeHvie B eAMHOM MO3TMYECKOM MPOCTPaH-
CTBE peasibHbIX UCTOPUYECKMX MepPCOHaXen, bnb-
Nenckmx n Mubonornyeckunx cylects. LieHtpanbHonm
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burypoit noBecTBOBaHWA CTaHOBWJ/ICS CaM aBTop, pe-
aNbHOe N0, OT KOTOPOro OHO BegeTcAa. B HekoTo-
pom cmbicne [aHTe ynoso6aan cBoe Npov3seeHve
OTKpoBeHuto, NpuaaBas BCEMY HappaTUBY YepTbl
aBTOBMOrpaPUUHOCTM, CYOBEKTUBHOCTN N NCKPEH-
HOCTW, NPUBAEKAIOLLNX JOHbIHE YnTaTeNeNn.

B n306pa>keHnn COTBOPEHHOrO MUpa Npoms-
BeJleH1e aBTOpa CTaHOBUTCA A/1A UcCiefoBaTesei
Knazesem Hatypdunocodbckmx npeacrasneHmin Cpea-
HeBeKOBbs, 3aTparnsas nNpoTMBOpeUnBble 06pa3bl
3CXaToNOrNKM (yUYeHne O KOHeUHbIX cyabbax yeno-
Beka 1 yesoBeyectBa Boobue). lNosma coepxunt
3aMbIC/IOBaTOE COYeTaHune TpajguLMOHHOro boro-
CNIOBUS, HAPOAHbIX B3I1A40B O 3arpOBHOM XN3HM
cpesHeBeKkOBOro yenoseka. Ee kopnyc cocrtaBneH
13 Tpex YacTelr n COOTBETCTBEHHO LLepKOBHOM Tpa-
anumn osarnasned: Aa. Ynctmanue, Pan (Inferno,
Purgatorio, Paradiso). V13o6paxeHus Aga nosecT-
BYIOT O HEXXMBOW NpuUpose, B KOTOPOW pacnonara-
FOTCA MPUPOAHbIE MaTeEPUM U BOPHOTCA CTUXUIAHBIE
cmnbl. CobblTnsa Ynctuamiia packpbsiBatoT boraT-
CTBO 3HaHWUM U3 obaacTn buonornuy, 6oTaHuKK, 3a-
Tparveas u MUP NHOAEN — NCUXOIOTUIO, UCTOPUIHO.
Pain Anvrbepu packpbiBaeT Beanumne npupossl 60-
>KEeCTBEHHOM, KacaeTcs Bbicwmnx cdep. Mo3T npu-
MeHseT A1 ero OnucaHnsa NO3HaHMA aCTPOHOMMUM
1 NONOXEHMUA MeTapU3NKW.

VccnepoBaHume BAnAHUSA «boXKecTBEHHOM KO-
MeauM» ABNAETCA OMNbITOM NMPUMEHEHNA MEXANC-
LMMNJMHAPHOrO MoAXoAa W AeMOHCTPaLum TOoro,
HaCKO/IbKO MOTrpPy>XeHMe B KOHTEKCT MOXET BLOXHYTb
HOBYIO XW3Hb B TPAANLMOHHbIE METOAbI aHaiM3a.
MomMMMO cpesHEBEKOBbIX BO33PEHMN Ha 3arpob-
HbI MUP Mbl BUAUM M KOHLEMLMIO IMYHOMW UAEH-
TUUYHOCTW, KOTOPYIO NpeanaraeT aBTop. MMoHATUSA
My4YeHUI 1 60NN SKCTPaNOANPYHOTCA Ha 3CXaToNO-
rmuyeckune npesacTaBAeHUs TOro BpeMeHu, 0COH6eHHOo
B VX MapajoKCasbHOM CTPEMAEHUN NOAUYEPKHYTb
br3nYeckmin ONbIT OTAENEHHOW AYLWIM N OKOHYa-
Te/IbHYH0 HEOBXOANMOCTb TENECHOTO BOCKPECEHUS.
«boxecTtBeHHas komeans» [laHTe paccmaTpuBaeTca
HamW B KayecTBe CPesjHeBEKOBOrO NaMATHMKa, BMe-
L atoLLEero CyLecTBEHHbIA NAACT BOLeALLIEN B Hee
KyNbTypbl 3TOV Nopsbl. [T03Ma 4EMOHCTPMPYET CTONK-
HOBeHWe abCcoNtOTHOM Bepbl B 6OXECTBEHHYHO Crpa-
BEJJ/IMBOCTb Y YeIOBEYECKNIA pa3yM, NPU 3TOM PoJb
WNHAMBWUAA, IMYHOTO OTHOLLEHWA BbIXOAUT Ha nep-
BbIM NnaH. MepcoHax [aHTe — He 6ecUyBCTBEHHbIW,
OTpELLEeHHbIV 3puTesib U Cyxoi Mopanuzatop. Kak
cnpaBeAnnBO oTMe4deHo B ctaTbe HO.C. ObuanHon,
B TEKCTE MO3MbI YK€ NPUCYTCTBYET CPeHEBEKOBBI
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KOMMOHEHT «MNcuxoaHanamsa» [ObuamnHa HO.C., 2016,
c. 40]. Tepoli YacTo BbipaXkaeT COUYBCTBME K MyYa-
HOLLMMCS B aZly rpeLuHmKaM. 1a paboTa HanoaHeHa
61bnenckmmMm nctopuamm, teonorvein Pombl Ax-
BMHCKOTO, rpeYecKMMm 1 pUMCKMMU KNacCu4eckum-
MU MUdaMK, UCTOPUER N CTONKHOBEHUAMM [aHTe
C NONTUYECKMMU 3anTamu ViTanmm n HeKoTopsbl-
MU angepamu BatmkaHa.

B »xunBonucum XIX Beka Hawno oTpaxkeHue BAnA-
Hue «boxxecTBeHHOI KOMeann» [laHTe Ha TBOpue-
CTBO MHOTVX BblAaroLmxca GppaHLy3CckMX MacTepoB:
2. lenakpya (1798-1863), B.A. byrpo (1825-1905),
XK.O.4. 3Hrp (1780-1867), A. KabaHenb (1823-1889).
B nepvoga 1814-1819 rogos X.O. [l. SHrp co3aaet
HeCKoNbKO BEPCUIA KapTuHbl «[aono n GpaHyecka»
(cemb Bepcuit), B4LOXHOBMBLUNCL 06pasamu Anu-
rbepu. CroXXeT Obln 3aMMCTBOBaH GJIOPEHTUINCKMM
aBTOPOM M3 peanbHoM xKn3Hu. B koHue Xl Beka
npasutenemMm PaBeHHbl 6bin [BUAO | ga MoneHTa.
B 1275 roay OH Bblgan f04Yb, OTANYAIOLLYHOCA He-
06blYaliHOW KPacOTOMW, 3@ MOTYLLLECTBEHHOTO NpPaBu-
Tens ropoga PumuHn [pkaHuyoto Manartecta. OgHako
tOHas KpacaBuua noatobuna bpata cBOEro Myxa,
KOTOPbIN 3acTan WX BABOEM U you.

311 paboTbl DHrpa OTHOCAT K TaK Ha3blBaeEMOMY
ctunto Tpybasypos (oT ¢p. «Stile troubadour»). 3toT
HaCMELUNNBO-UPOHNYHBIA TEPMUH OObIYHO NpUMe-
HAETCS K UCTOpUYeCcKolr GpaHLLy3CKON XXMBOMUCH
Hayana XIX Beka C ngeann3npoBaHHbIM N30H6paxe-
Hunem CpesHux BekoB 1 PeHeccaHca. YacTo Hapaay
C UCTOPUYECKMMU AeATeNaMN MPOLLIOro B Kauye-
cTBe 06pa3oB M3bMpanncb NpocaaBAeHHbIe CTapble
MacTepa, Takme kak Padasnb u [lante. OTmeyatoT-
€5 06LMe YepTbl BAPUAHTOB KOMMO3ULMIA XYAOXK-
HWKa, UM CBOMCTBEHHbI GPOHTANbHOCTb, @ TakXe
BHVMMaHWe K AeTansiM HTepbepa 1 KOCTIoOMa, Npu-
cywmnx CeBepHomy BospoxaeHuto. Taknum obpa-
30M, Mbl MOX€eM OTMeTUTb 0COBYIO yBAEYEHHOCTb
npowv3segeHveM [laHTe B Ka4ecTBe MOLLHOrO TeMa-
TNYECKOro UCTOYHMKa AN dpaHLy3CKMX MacTepoB
XIX ctonetuns. B ycnoBuax reHesnca n pasButuns xa-
pPaKTepPUCTMK HanpaBieHUs POMaHTM3Ma C ero TA-
roTeHWeM K CTapUHHON inTepatype, NCTOPU3MY.

DHIP B CBOWX NPOW3BEAEHNAX MPOUANFOCTPUPO-
BaJl POMaHTUYeCKyto CLeHy YTeHus MNaono n ®pak-
Yyecku fa PUMMHK, NoBAeKLLYHO 3a COOOW rPEXOBHbIN
nouenyi, 3a KOTOPbIN B UTOTe Ka3HATCS 0ba repos.
CpaBHeHve nouenysa nepcoHaxen [laHte 1 aHano-
rMYyHoro neaun IBuHeBepsbl € pbitapeM JlaHceno-
TOM KaK NpUMeHeHne MOTMBa 3aMnpeTHOro nowenys
BAOBNEHHBIX MPOBOAMIOCH B UCKYCCTBO3HAHUM pa-

Hee B nccnegoBaHum 1968 roga M. Myca n A. Xatuep
[AHzepceH B.B., 2016 c. 295]. MNepBol, ynozobums ee
nckycvBwenn Asama Ese, [laHTe n3obpaxaet geByLu-
Ky, YMTaroLLyto O nouenye, a Maoso yxe Lenyer ee,
oTBeYas Ha NPosABJEHHOeE et YyBCTBO. [Monynap-
HOCTb OTODOpaXkeHns 06pa3oB M TEMbI 3aMpPeTHOM
nobBU B nTepaTtype U n3006pasnTenbHOM UCKYC-
cTBe Gbl1a BeNMKa, CTOUT BCMOMHUTb Ypesy Nopon
KYpPTya3HbIX, MOPOW ApamaTnyecKmx NOBECTBOBAHWIN.
Momumo Maono n PpaHuecky, cnesyeTt yrnomsaHyTb
06pa3bl Pomeo n [xynbeTTsl, Jlernbl n MenaxHy-
Ha, Buc n PamuHa v gpyrve, cooTBeTCTBYHOLME O6-
e TMnoaornu.

Cam Anurbepw, 3agymbiBas ann3og «Aga» ¢ [ao-
N0 1 PpaHueckon onnpanca NOMMMO peasbHO Mpo-
n3oLLleALLen UCTOPMM Ha N3BECTHOE NOBECTBOBaHMWE
06 Abenspe v dnou3e, Napannenb C KOTOPbIMU MPO-
CNeXMBAETCA U B TOM, YTO Nt060Bb HacTUraeT BAHOO-
NeHHble Napbl B 060MX Cyyasnx 3a UTEHUEM KHUTU.
3TOT MOTMB, OBO/IbHO KYPTYya3HbliA, O4EBUAHO 1 MO-
TUBMPOBAJ JHrPa Ha CO3aHne CBOUX KOMMO3MNLMNA.
O XyZ0>XXeCTBEHHOW Napannenn Asyx gpamMatiye-
CKUX NCcTopuii o nroben nuwet B.B. AHaepceH,
onupasacb Ha gosoabl uccnegosatens . ApoHke
[AHpepceH B.B., 2016 c. 294]. OgHoli 13 Hanbonee
N3BECTHbIX AN1S 3pUTenen aBnseTcs paboTa, XxpaHs-
Lasncs B My3ee M3ALLHbIX UCKYCCTB ropoga AHXe.
MoctpoeHue ourypbl MNaono HanomuHaet KOnuTe-
pa Ha kapTuHe «tOnutep n ®etnga» camoro SHrpa.

KapTuHbI XyA0XHWKa UCMOAHEHBI B XapaKTepHOM
aBTOPCKON MaHepe, XxapaKTepU3yroLLEeNCs YeTKUMU
KOHTypamu duryp, oKpyriabiMu AnHNAMAK. Mo3xe
DHIp 3aCNyXnN HeNecTHoe MHeHWE O COBCTBEHHOM
TBOpYeCTBe y psja Kputukos. A. Yerogaes nuwiet
0 Xyf0XHUKe: «<Ero 06BMHANN B CyXOCTU Y MPUMU-
TUBHOCTW; €ro yBJeYeHre paHHUMW UTaNbsHLLAMU
CUMNTaANOCh Henenow 6e3BKycuLLelr, a HeKOTopble
KPUTUKK, NNOXO pa3bupasLumnecs B UCTOPUM UCKYC-
CTBa, COU/IM €ro NMPOCTYHO U ACHYO popMy He 6o-
Nee He MeHee Kak «roTuyecko»» [Yerogaes A. /.,
1969, c. 235]. CoBeTCkMiA KpUTUK CaM Npu3HaBan
XOJNIOAHOCTb, CyXOCTb 06pa3oB, HO Ka3aBLUyrOCA
WMEHHO CaJlOHHOM XMBOMWCK, MONOTEH Ha penu-
rMO3Hble U NCTOPUYECKME TeMBI, TAe Y DHrpa Ha-
6t0aeTCH HAPOUMTOCTb. CXOXKYHO MbIC/Ib BbIpakas
O XYZOXECTBEHHOW MaHepe XMBOMMCLLA UTaNbsH-
CKNI nctopuk nckycctea J1. BeHtypw, korga nucan:
«TakmM 06pa3oM, pOMaHTM3M SHrpa bbla, 3acmels-
WUM pOMAHMU3MOM, KOTOPbIV NMOJAYYUA HauMe-
HOBaHue uckyccmea 018 uckyccmea» [Bentypwm J1.,
2007, c. 140].

MoM1UMO SHrpa faHHbIV cloxeT Bblbpan Anek-
caHap KabaHenb, 4TO MPUBENO K CO3AaHNIO KapTUHBI
«CmepTb ®paHuecku ga Pumunum n MNaono ManaTte-
cTa», co3gaHHol B 1870 roay. Ero npusnekna nep-
cnekTMBa 3aneyaT/ieTb ApaMaTUUECcKUin aNn3on
NMOBECTBOBAHMSA O ABYX FOHbIX JHOBOBHMKAX, YO -
TbIX B pe3ysibTaTe PeBHOCTM cynpyra ®paHuecku.
Tonbko KabaHenb 3aneyatnen camy pa3BasKy jpa-
MaTtunyeckoro KoHdmkTa. lMonoTHO aBTOpa, NOAO06HO
APYrMM B ero TBOpYeCTBe, AOCTaTOUHO AekopaTmB-
HO MO 3aMbIC/ly KOMMO3MLMK, TNLLEHO NOAJMHHOWM
3KCNpeccun peanbHOCT M30bpaxaemMoro, Yero Ao-
bvBanncb NpeAcTaBUTENIN POMaHTU3Ma. JJpamatiam
KabaHens nnnro3opeH, C10BHO n3obpaxkeHHas nm
CueHa He HeceT HaMepeHUs yA0CTOBEPUTb 3puTe-
N B peanbHOCTM ctoXeTa. XyAOXKHUK ynogobaser
[eNCTBUe repoeB KapTUHbI CLIeHe CreKTak/s, Koraa
3puTeb HEMOCPEACTBEHHO OCO3HAET YCIOBHOCTb
Tparn4eckoro noBecTsoBaHus. JJOCTOBEPHOCTb XU-
BOMuceL, NpuAaeT AeTansiM NHTepbepa, TWwaTesbHO
MCMNOJIHEHbI UM APanUPOBKN KOCTHOMOB, 3aHaBECKM.

MpounssBegeHne fpyroro 3HameHUToro ¢ppaH-
Ly3CKOro xmBonucua IxeHa [Jenakpya (1798-
1863) «Jlagba [aHTte» («[laHTe 1 Bepruanii B Agy»)
1822 roga npeactaBaseT nsobpaxeHue rnaBHbIX
repoeB «boxecTBEHHON KOMeAnn», Nepecekato-
WMX Ha nogke Mnduyeckyro peky Ctukc. JuHammam
¥ ApamMaT3m KOMMO3WLMK, peLleHns MpocTpaHCTBa
NPV MOMOLLM KONOPUCTUYECKMX aKLLEHTOB MOTAK
NoBANATb B JafbHelleM Ha GOPMUMPOBaHME TeX-
HWKM UMMNPeCcCcMoHnCTOoB. HebobLuoe cyaHO OKpYy-
>KEHO MeTYLLMMUNCA AyLaMu TPeLlHNKOB, KOTOpble
cTpemaTcs B3obpaTbcs Kk JaHTe 1 Bepruauio, yue-
NnTbCA 3a KopMy. CO CNUHbI BUAHA MOLLHas durypa
ynpasastoLero nagbeit Pnerns, ybe UM B nepe-
BOJE C rpeyeckoro o3HayvaeT «MblAatoWwmnin», «nog-
Xurarowniny. CMbICA 3aKNHOYEHHBIA B €10 UMEHMN,
BTOPWT caMOMy GOHY NONOTHA C MblAAOLWMMM CTe-
HamMu¥ ropoja Ha 3asHeM niaHe, obuanem obna-
KoB gbiMa. Haxoaawasca HeiHe B JlyBpe KapTuHa
ABMNACh MepBbIM MaclTabHbIM Npou3BeaeHnem
[enakpya, no AgpamMatnuaMy 1 3NNYECKOW 3Ha4un-
MOCTW CpaBHMMasn C COBPEMEHHbIM, — U3BECTHbIM
aBTopy nonotHom Teogopa Xepuko (1791-1824)
«Mnot «Meay3bl» 1819 roga. O6LWMM MecTOM cpe-
AW nccnepoBaTtenein Ctano OTHOLWEHME K MOOTHY
[Jenakpya, CNOBHO MpoBO3riallatoLLemMy nepexos
OT K/1accuum3mMa K poMaHTuamy. Mpu 3Tom nersax-
HOe n306paxkeHne 3aHNMaNo CyLecTBEHHOe MeCTo
B KOHLenuun obpasoB ero npou3BeseHWl, B TOM
uncne «Jlagbe JaHTte», rae MpauHbii 061K aAcKo-
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ro TeveHusa aBAAOTCA GakKTOPOM MOLLHOIO 3MO-
LMOHaNbHOIO BANAHNA. «TaK, B POMaHTUYECKOM
rnesaxe Nosyuno BblpaxeHve Y4yBCTBO pa3oyapo-
BaHHOCTW Ntoael nepBoi vetBepTn XIX Beka, oLuy-
LeHne 6eCCMbICIEHHOCT MPOUCXOAALLErO U faxe
BpaxxaebHOCTM okpy>KatoLero mupa» [MBactotum-
Ha M. A, 2015, c. 82].

B 1850 rogy Asonbd Bunbam byrpo (1825-1905)
nuwet KapTuHy «[aHTe 1 Bepruani B Agy». Ha xon-
CTe MacTep npegcTtasua [laHTe 1 ero NpoBOAHMKA
3a4apoBaHHO HabNtOAAIOLWMMY CO CTOPOHBI 3a OXe-
CTOYEHHOW CLieHON 6opbbbl MexXay y3ypnaTopom
[>xxarnHu Ckmkkn ¢ anxummkom Kanayyo paspasms-
welncs B 4ECATOM pBY BOCbMOTO Kpyra Asa. 34ech,
cornacHo [laHTe, Hawau cBoe npubexuile danbcu-
¢durKaTopbl, epeTvkn 1 GanbLUIMBOMOHETUNKM BCEX
MacTen. [>kaHHu CKUKKW, MPOBUHMBLLUMIACA TEM, YTO
BblJaBas cebs 3a ymMmepLUero pajm cocTaBieHus 3a-
BeLLaHNA OT ero MMeHW B CBOKO MOJIb3y, M306padkeH
Hanagarowmm Ha anxmummka Kanokkno. OH BUenas-
eTcA TOMy B LLetO, Tep3as ero. B pabote aBTop onu-
panca Ha cueHy necHn XXX «Aga» «boxectBeHHON
KOMeZAunn», ero 3aMblCen 3akao4anca B n3obpaxe-
HWUW y>KacoB NPeNCrnoaHen.

Xota «boxecTBeHHas KOMeAuMsA» OnunCbIBaeT Co-
CTOAHME Ayl NOC/ie CMepTH, NpejMeToM ee ocTa-
eTCs 3eMHas XXM3Hb BO MHOXECTBE MPOSABAEHUN.
Be3ycnoBHO, B Npoun3BeaeHUN akLeHTMpyeTCs TeMa
nyTW, NOA06HO eLle CTPAHCTBUAM APEBHUX, TakmX,
Kak cTpaHcTBme Ogucceda y fomepa, nomnckn JHes
y Beprunwus, BuaeHns cpesHeBeKoBbIX MOHaX0B 1 60-
rocnoBoB. [1aBHbIM B HalLeM MOHWUMaHMK OCTaeTCs
CaM CMbICA MyTW, €ero KOHeYHas Liesb, KOTopas Bbl-
PVCOBbIBAETCA MOCTOAHHBLIM MOUCKOM Ce6S, CMbIC-
Na XW3HW, HajeXa YenoBeyecTBa Ha MHOe bbiThe.
[pamaTtam nt060ro BENNKOro naMaTHMKa UCKYC-
CTBa 3aK/I0YaeTCA B COYeTaHNM 06pa3oB ngeanbHbIX
1 CYypOBbIX NPO3anyecknx peanunii, napasokcos, npe-
NATCTBYOLMX CHAaCTIMBbBIM HaYMHAHMAM T1aBHOTO
repos. Kak Mbl MOXeM OTMeTUTb, BANAHNE «boxe-
CTBEHHOW KOMeAnM» Ha MUPOBOE M306pa3uTeNbHoE
MNCKYCCTBO MPOCAEXMNBAETCA B TOM, AN MHOM Kauye-
CTBE ¥ PacnpoCTpaHAeTCs BMNAOTb JO HALUUX AHEN.

Hepenko XyAOXHUKOB 3aHVMaNo 1 UANOCTPU-
poBaHue TekcTa [laHTte. Ha npymepe dpaHLy3ckoro
nckyccrsa XIX Beka npoemMoHCTpUpOBaHa 3amHTe-
PeCcoBaHHOCTb POMAHTUYECKUMU N NCTOPUHECKUMM
acrnekTaMu, Bblpa>XeHHbIMU B MPOU3BEAEHNM MO3-
Ta, 3a/10)KEHHBIN UM HPaBCTBEHHbIN nadoc. aHTe
BO MHOTOM 6bl/1 TOA06EH TBOPLLY BCENEHHOM, 1 BO3-
MO>HO HauJy4lWMK ero nHTeprnpeTaTtopamMm cTa-
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I MacTepa-TUTaHbl, KAKOBbIMY ObINN CKY/IbATOPSI
ByoHapoTti («CTpalwHbin cya») n PogeH («Bpata
Agza»), unntoctpatopsl Yuabam bneik v Moctas [Jope.
leHVeB pa3HbIX BPEMEH U CTpaH poaHUT ¢ [aHTe
MOHYMEHTa/IbHOCTb, TOHKas NpopaboTaHHOCTb 06-
pa3oB 1 AeTanen, apkas Cy6bbekTMBHaA COCTaBAA-
toLLLas, OPUTMHANBHOCTb Xy0XXECTBEHHbIX CPEACTB.
[lBoe MacTepoB pa3pabatbiBanu rnyboko MHAMBK-
JyanbHOE BOMJOLLLEHME CHOXKETOB U cLeH «boxe-
CTBEHHOW KOMeaumn». W, kak cnpaBeAavBO 3aMedana
M. 0. JleBaxunHa, 0b6a noaxona byayun HeopanHap-
HbIMW BOCXOAUAN K Pa3INYHbIM NpUHLUMiam. baelik,
6e3yc/I0BHO, BbICTyMaeT B KauecTBe BU3NOHEpPA, BO-
niollasLlero cyrybo AnyHoe BugeHne TeM mUtasb-
AHcKoro noata [J/leBaxuHa M.HO., 2012, c. 46-51].
[ope >e BonAoTUA rnyboKo Kaaccuyeckmii, Mo-
HYMEHTaIbHbIN CTUAb UANOCTPUPOBaHMA. MOXHO
cKasaTb, YTO WIOCTPALIMN XYAOXKHMKA CaMK CTa-
/I KAHOHOM /151 MOC/EAYOLLNX N306paxKeHUI faH-
TOBCKMUX 06pa3oB.

Cpeau Hanbosiee HEOPANHAPHbIX BOMIOLLEHNI
MO3/HEero BpeMeHu npmBesemM ocobblii UTaNbHCKNR
Ky/IbTYPHbI KOHTEKCT Havana XX Beka [EMesibsHO-
Ba /.B., 2020, c. 17-26], korga ¢wurypa [laHte n ero
Hacnesme OblNn NONUTUYECKM aHFaXKMPOBaHbI, YTO
HabarogaTbca baarogapsa nanroctpaumam A. Hattu-
HW, rae NPOCNeXMBaAETCs TEHAEHLMA IKCNPeCcCnB-
HOW repomnsauunm HaumoHanbHoW nctopumn Vtanuu.
Tak>ke BblpasuTesbHbl, XOTS UAEONOTMYECKM HEOS-
HO3HauHbI YyTONMUYeCcKkMe apXMTEKTYPHbIE MPOEKTHI.
3TO NoCBsLLeHHble AnUrbepu, TAroTeroLwme K Mo-
HYMEHTaAN3MYy W BblYYPHOCTUM MOJAENN U3BasHMA
«[laHTeyma»: «XpycTanbHbln 06pa3», «KaMeHHbIn
obpas», «XKenezHblh 06pa3z» M. [zamnuHu, . Tep-
paHbK, «3an Pas», «3an Ynctmamwa» . fingxepwn.

MckyccTBO CKyAbNTYypbl HE OCTaNOCh PaBHO-
AYLIHbBIM MO OTHOLLIEHWUIO K Npou3BeseHunto [aHTe.
B 1880 rogy Ortoct PogeH nosyumn 3akas Ha co-
3aHve BpoH30BbIX ABepei My3es AeKopaTUBHOTO
MCKYCCTBa NOAOOHBIX KOMMNO3MLMK «Paiickmx BpaT»
(BOCTOUHbIX BpaT GAOPEHTUICKOTO banTucTepus)
NTaNbAHCKOro CKy/nbnTopa v toBeanpa JlopeHuo
Fmbeptn (1378-1455). CTpounTenbCTBO KOMMO3ULUK
NaaHMpPOBaNOCh OCyLLLEeCTBUTbL B [Mapuxe, a odnum-
aNbHOe NpejsoXeHMe Mo COo34aHNI0 AeKopaTuB-
HOro opoOpMIEHNS PeLLUnAN BO3NOXNUTb Ha PoseHa
Kak BblAaroLLerocs Mactepa coBpeMeHHOCTU. PoaeH
npuHUMaeT 3asauy, byKBanbHO 3axBaTMBLLYHO €ro
Ha BCHO >XXM3Hb, OTPUHYB BO3MOXHbIN CTpax nepes
rpPaHAMO3HOCTLIO 3ambicaa. Ero paspabotkm obpa-
30B BOMJIOTUANCH B OTAENbHbIX CKY/bNTYpax, 13-

BECTHbIX cenyac Kak «Mbicantenb» (1880-1882),
«EBa» (1881), «YroanHo» (1880), «Tpu TeHn» (1886).
Ha TBOpYeckunin MmeTos MacTepa okasano BAUSHMWE
He TOJIbKO 3HaKOMCTBO C NMaMATHUKOM UcKyccTBa m-
6epTy, HO Takxe obpa3bl «CTpallHoro cysa» Mu-
KeNaHZXeNo 1 AeKop roTuyeckmnx xpamos. Macwtab
npeACTaBAeHHOW Tpare4unn BO BCEM MHOro0bpasum
yenoBeyecknx obpasoB, CNEeTEHHbIX B €4MHCTBO
naacTnyeckmx macc, PogeH ctpemuncs BonaotTuTb
B cO3AaHuu «Bpat Aga». Ero paboty oTamyaet yme-
Noe coueTaHune pesbeda v KpYrion ckyabnTypbl, yoe-
AUTENBbHO BbipaXkatolLee CTUXMIAHOCTb, XaOTUUYHOCTb
BUXpeW BceneHHol. CTpax nepes Mykamu, UCMO-
HeHHble OTYaAHbA YesoBeYeCcKne No3bl CMEHANT-
cs obpazamu Noaen, HaxoAALLNXCA B CMATEHUN,
NMBO NaccMBHOM HeZoyMeHUU. Ho Bce Xe reHui
PosieHa BOMAOTWA He TMMH ¥ He TOPXXeCTBO CMep-
™" — B pesibedHOM NAOCKOCTM BpaT NpOCaeXMBaeT-
CS1 XXKMBOE Havaslo, XXeHCKMe NepcoHaXxu nsayyarot
M3ALWECTBO M 3POTM3M.

Kak 310 mponcxoanT y MHOTMX BEAMKNX XYAOXKHW-
KOB, BOMJ/IOLLLEHHbI MU 06pa3 BbIXOAUT 3a paMKm
6yKBasIbHOrO MANKOCTPUPOBAHWSA TOrO Npou3Bese-
HMS, KOTOPbIM BbINIO BAOXHOBAEHO: «ApKNIA NpUMep
Tomy «Bparta Aga» (1880-1917) PoaeHa, 3agymaH-
Hble MepBOHaYasbHO Kak Mpov3BeAeHNe Ha AnTe-
paTypHbIV CHOXET, HO BKKOUatOLLee CKYbMNTYPHblE
obpasbl, HaBesHHble No33uein . BuiioHa n L. boa-
Nepa, OTpasvBLLee NMpexje BCero gpamaTmyeckoe
nepexuBaHune ckynbnTopom npobaem coBpeMeHHO-
CTU ¥ pa3MbILLIEHNS O YENOBEYECKOW XMN3HW B MO-
TOKE UCTOPUYECKOTO BPEMEHU, O JYXOBHbIX CUAax
yenoBeka, O ero npeaHasHaveHun» [Gepotosa E. [,
2018, c. 175]. 3kcnpeccrs 1 NOrpy>XeHHOCTb B cebs
repoeB PosieHa BOCCO3aeT y>ke He peHecCaHCHble
BOMPOCHI O ObITUN 1 BO34AAHUMN 33 TPEXN 3EMHOM
SKWU3HW, CKYIbNTYPbl BOMJIOLLAKOT HOBYH) 3K3MCTEHLM-
anbHyto NpobaemaTtunky Yyenoseka HoBOro BpemeHu.

BokoBble CTONKKM NopTana, BONPeKy N3obpaxeH-
HOMY XaoCy Ha CTBOpKax BpaT, pa3BopadmBatoLLe-
MYCSi MO BCEW UX MNOBEPXHOCTH, YCTPEMEHbI BBbICh.
[pamaTtnyeckne ABUXKEHNA NepCOHaXXen npuaarot
KOMMo3unumm anHaMmmam. CuabHa CMbICNIOBas Harpys-
Ka YacTu noptasa, obpasyroLLen nepekpbITUe Hak
Bpatamu. CkynbnTop npuberaeT K CO3aHMIO nep-
CMeKTUBbI MO LEeHTPY, CGOPMUPOBAB MPOCTPAHCTBO,
HanmoMMHatoLLee neLlepHble CBOAbI. Bbigenserca
My>ckaa durypa, Ha3BaHHas BNOCeACTBUM «Mbic-
nutenem». 3TOT BNeYaTasoWmin, MOHYMEHTa bHbIN
obpas, accounmnpoBaBLLNICA C caMUM PogeHoM,
B J€MCTBUTENILHOCTV CUMBOJIMYEH. B aecTBUTENBHO-

CTW OH NpeACTaBAsieT COOOM BHEANYHOCTHbIN apxe-
Tvn. OTNPaBHON TOYUKOWN ANS CO3AaHNA CKYNbMNTYpPbI
nocayxwun obpas «Moata». B npouecce paboTtbl OH
obpen 6onee rnybokoe punocodckoe 3ByUaHue,
BONNOTUB B cebe noHaTuaA: «Cosaatens», «Mey-
Tatens». VI3BeCTHO, UTO B KauyecTBe MOZENN Bbl-
CTynan u3BecTHbIV B Mapwuxe cnoptcmeH XXaH bo,
3aHMMaBLLMICA BOKCOM U1 3apabaTbiBatoLLNA COB-
CTBEHHbIMMW BbICTYMAEHUAMMW.

Fnybokoe BrievaT/sieHne OCTaBAsET Yy 3puUTe-
Nna obpas rpada YrosmHo, 3aMMCTBOBAHHbIW A5
Bpat PoseHoM 13 «boxecTBeHHON kKomeaumn». [laH-
Te BCTpeyaeTca C HMM B AeBATOM Kpyre Asa, rae
Y>KaCHbIM My4YeHWAM MOABEpPratoTcs NPecTynHu-
KW, NpesaBLUVie POANHY:

«[MoaHsB yCTa OT MepP30CTHOro bpallHa,

OH BbITEP CBOW OKPOBABNEHHbIA POT

O BO/IOChI, B KOTOPbIX IPbI3 TaK CTPALLHO,...» [Aan-
reepu ., 2005, c. 167].

YronnHo genna lNepapgecka (ok. 1220-1289)
6bIN1 peasbHO CyLLECTBYHOLLEN NNYHOCTbIO, CBEPT-
HYTbIM MM3aHCKMM NpaBuTeNeM, KOTOPOro 3aKoun-
2N B TEMHULY BMECTE C CbIHOBbAMMW U BHYKaMW, rae
OHW NPUHAAKN CMepTb OT roaoga. HecmMoTps Ha OT-
CYTCTBMeE fOKa3aTesIbCTBa akTa KaHHWbann3ma cTa-
No 6bITOBaTh NpesaHne o ToM, YTo rpady YroamHo,
Noj06HO MHOMMM OTYANABLLUMMCA IFOAAM, CXOAALLMM
OT rosioZa ¢ yma, bblN0 Cy>XAeHO NUTaTbCs NJAOTbHO
CBOWX CbIHOBEW. 3TOT HaMeK Ha KaHHMbann3M nep-
COHaxa B nnTepatype y [laHTe of4HO3HauUHO He pe-
LUeH. ITO 0BCTOATENbCTBO AenaeT obpas rpada ele
6onee NPOTMBOPEUMBBLIM W TParMyHbIM, AEeMOHCTPU-
pys Npezenbl YenoBeyYeckoro otyasHus. Jpamatny-
Hbl1 06pa3 NPUTArMBaN K BOMJIOLWEHUIO HE TONbKO
PogeHa, cxoxune no 3amMbICy KOMMO3ULUN MOXHO
06Hapy>XuTb y apyroro dpaHLy3Cckoro cky/abnTo-
pa X.b. Kapno (1827-1875) «YronnHo n ero cbi-
HOBbf». JKCnpeccma n nadoc NONAOTHa KOTOPOro
CxXofHbl € kapTuHoun . Monn (1746-1828) «CaTypH,
noXuparoLwmnin ceoero cbiHa» 1819-1823 rozos co-
3paHus. NpouteHne obpasza nepcoHaxa y Kapno
obnasaeT HeCpaBHEHHbBIM NCUXONOTU3MOM, Er0 MU-
MUKa W XXECTUKYAALMA MPUYMHOXALOT nepegavy pe-
bnekcmm YronmHo. Tep3aHus ayLum, oCo3HatoLwemn
y>Kac CoAeAHHOro, BOCMPVHUMALOTCA CTOSIKHOBEHMEM
PaLMOHaINCTUUYHOCTN NOCTyMNKa NepCcoHaxa C CeH-
CyanucTnyeckmm Henpuatnem dakra. Ecam cpeaHe-
BEKOBbIN YeN0BeK AOKEH Obl TEP3aTbCA MbIC/bHO,
O TOM, YTO OH A0JIXKEH Obl MOCTYNNTb KOHKpPET-
HbIM 06pa3om, a MOCTyNWA NHaYe, TO BOMJIOLLEHNE
CKy/nbNTOPOM genna lepapaecka BOCIPUHUMAETCA
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C HenoAAeNbHbIM ApaMaTM3MOM, baarogaps noa-
YEPKHYTOWN MM MbIC/IW, YTO Frepoi MOCTYNUA UMEH-
HO TaK, Kak eMy MpuLOCh NOCTYNUTb. 3puUTento
TSXKEN B OCO3HaHUM TOT $aKT, UTO HEOOXOAMMBIT
MOCTYNOK — Alaieko He Bcerga AobpoaeTesibHbIN.
A BbIOOP, CTOALWMI Nepes YeNOBEKOM, 3aKIHOYEH
He B MNPeAnoUYTeHNN MeXAY TPaAULMOHHbBIMUY Ka-
Teropusmu fobpa v 31a, a MOPON HaXOAUTCA Me-
XAY HECKONBKMMU M3 301.

Takke ans aHcambna «Bpata Aga» PoseH pas-
paboTan cMMBOANYECKYHO Tpynny «Tpu TeHn». OHa
BO3BbILIAETCA Haj CLeHaMu C n3obpaxeHnem cme-
TEHHbIX rPELUHMKOB Ha NOBEPXHOCTU BpaT. CKybn-
TypHas rpynna pelueHa CMMMETPUYHO, OHa CTaTUYHa,
OT/IMYaeTca ypaBHOBeLleHHOCTbIO. Ee PogeH cocra-
BUJI U3 TPEX CXOXMX Mexay coboi duryp B noaaep-
KUBaKOLWMX APYr Apyra nosax, HO BCe Xe, C/IOBHO
noJ rHeTOM OTUasHWSA, BAEKOMbIX K 3emJie, Kak bya-
TO MOJ HEMOCU/IBHOW YeNOBeKY TAXECTbHO UX HOTU
noarnbatoTcs.

PoseH HamepeBancs co3zaTb elle XXEeHCKYHo
¢durypy, nonyumsluyto HassaHue «Esa». CornacHo
€ro nnaHy, oHa fo/xHa bblna praHknpoBsaThb ABe-
pu B Nape c npegnonaraemon Gurypon «Agama»,
PacrnoNoXeHHOM C NPOTUBOMOAOXHOM CTOPOHBI.
O6pa3, co3gaHHbI MacTepoM, OKa3ancs TpeneT-
HbIM U XXW3HEHHbIM. B nTOre ckynbntypHoe 13o-
6paxeHune «EBbl», NnepeBeseHHOE B Mpamop, 6bi10
KyrneHO PyCCKUM NMPOMbILLAEHHVUKOM U KOANeKLMO-
HepoM M. A. Mopo3zoBbiMm (1870-1903). MNMpumeva-
Te/IbHO, UTO MHOTVe pa3pabaTbiBaeMble CKYbMTOPOM
mogenu ans «Bpat Aga» cTanm camoCTOATeNbHbI-
MU, COBEPLUEHHO CaMOAOCTAaTOYHbIMU NaMATHU-
kamu. CKynbnTypHas rpynna «louenyi», kKotopas
M3HayanbHO NpeAnonaranack BonaoweHvem Nao-
no n ®paHyecku, cTana CUMBONOM BCeX H0HALLMX
n nobBK BoobLLe, a bpoH3oBas konua «MeicanTe-
Nsi» HblHE BO3BbIWAETCA Haj MOMMAON CBOEro Co-
3patens, 6yato obeperas ero BeYHbI MOKOW.

B KOHTEKCTe penpeseHTaL MM onbiTa, POMaHTU3M
anennnpyeT K CUHTYAAPHOCTU NepexmBaHna. Xyao-
KEeCTBEHHble apTedaKkTbl 3MOXM CAy>KaT TPAHCKPWI-
LMen MHTUMHBIX HappPaTMBOB, OTPaXas YHUKaNbHYHO
nepcrneKkTVBY TBOPL,A U €ro 3MOLIMOHANbHYHO KapTy
MUpa. ITO HarasgHo npossasetcs B «Jlagbe [JaH-
Te» [lenakpya, rae Tparm3m LaHTOBCKOrO CroXeTa
NpeaoMAAETCs CKBO3b NPU3My BYpHbIX, CyObeKTMB-
HbIX NEPEXMBAHUI XYL0XKHMNKA, KaK U B CKYAbNTY-
pe «YronvHo» Kapno, 3anevyatneBLUnx oTyasHue
M MYKWN KOHKPETHOro 4YenoBeka, a He abcTpakT-
Hyto naero ctpagaHus. Ckynbntypa PogeHa onpe-
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JeNeHHO BOMNNoTUa eMkue punocodckme NoHATUS
B CMHKpeTU4Yeckre CUMBObI NH06BK, YesioBeYeCcKo-
ro JOCTOMHCTBA W APYTUX BbICLLINX MPOABAEHUI Ay-
XOBHOW Ky/bTypbl.

CVYMBOAN3M Xe KyNbTUBMPYET CTPEM/IEHNE K re-
HEPUPOBAHMIO YHUBEPCANbHbIX KOAOB. T KOAbI
paccunTaHbl Ha TPaHCLEHANPOBaHME UHANBUAYab-
HOro MOHWMaHusA. Ero uenb — KOHCTpyrnpoBaHue
06pa30oB, Pe30HMNPYIOLLMX C apxeTunamu, obuTato-
LWMMKN B KONNEKTUBHOM becco3HaTenbHoM. «Bpa-
Ta aga» PoaeHa, HeCMOTPA Ha MHOTObUIypHOCTb
N feTannsaumio, CTPEMATCSA K BOMJIOLLEHUIO YHU-
BepCaNbHOW KOHLUEMNLUWN Fpexa 1 HakasaHus, Bbl-
XOAALWEN 3a pamMKUN IMYHOTO onbiTa. XXMBOMWCHbIE
nosoTHa SHrpa 1 KabaHens, NocBsLLEHHbIE NCTOPUK
Maono n ®paHyeckn, ckopee CTPEMATCA K CO34a-
HUIO apXeTUNMUYHOro obpasa Tparmueckom ar6su,
HeXenn K nepesave KOHKPETHbIX SMOLMIA OTAENb-
HbIX JIMYHOCTEN. DTO NO3BO/ISAET NPEOAONETH O-
PW30OHTbI IMYHON MHTEPMNpPeTaLMM 1 B KOHEYHOM
nTore fOCTMYb BCeobLLero pesoHaHca.

B 3aksitoueHue, cnesyet OTMETUTb, UTO Habo-
JaeMble NPOoABJEHNSA POMaHTM3Ma U CUMBOIM3MA
npeAcTaBAsrOT COHOM AUXOTOMUUHbBIE CTPATENMM
3cKanu3amMa, NPoTMBONOCTaBAAOWME Cebs AOMM-
HVPYHOLLMM B UCCNEAYEMbIA Nepuos BpemMeHn Anc-
KypcaMm. Ob6palleHuns K «boxecTBeHHON KoMeanm»
B 3aMaZHOEeBPOMEeNCKOM NCKYCCTBE KaxkAbll pa3
aKTyann3npyroT TeMbl Fpexa, IMYHON BUHbI, BO3-
JasHuA 1 cnocoboB cnaceHus. Boixoasa 3a pamkm
BpeMeH [laHTe, No3Ma He TepseT 3HaUYMMOCTK Cpean
npeAcTaBUTENEN Pa3HbIX KybTyp 1 nokoneHun. Ac-
cnesoBaHWe pa3HoobpasHOro Hacneans Anmrbepu
3aHMMaeT No cel AeHb MHOTUX YYeHbIX, IMTepaTty-
pOBef OB, UCKycCTBOBeAOB, dunocodos. baarogaps
npucyLien «boxxecTBeHHON KOMEANN» MHOTOrpaH-
HOCTW, eto BblN 3aTPOHYThI pa3Hble 0b6aacTn ye-
NOBeYecKkol KybTypbl. B npeacraBneHHon paboTe
PacCMOTPEH NMLb HeDObLIOW ee acnekT, Kacaro-
LWMIACA MCNONb30BaHWsA 0bpa3Horo psaa Bo dpaH-
Ly3ckoM nckycctee XIX Beka.

DTOT BEK NPOC/iaBAeH TBOPUECTBOM XYJ0XHU-
KOB-POMAaHTVKOB, NMPOU3BEAEHUNAMU XMBOMUCHK,
rpaduky 1 CKyNbMNTYpPbl, PAaBHO BAOXHOBAABLLUMMMCA
6eccMepTHbIM TBOPEHMEM BENNKOTO MO3Ta U MbIC-
nuTtens. B 1o Bpems Kak poMaHTU4YeCcKoe UCKYC-
CTBO OPMEHTMPOBAHO Ha Nouck ybexuiia B chepe
WHTEHCUBHbIX 3MOLMOHabHbIX NepexXnBaHnin
N UHAVBUAYaNbHbBIX HAPPATUBOB, CUMBOJIN3M Xa-
pakTepusyeTca cTpemaeHneM K 0bpeTeHmo TpaHC-
LeHAEeHTHOCTM NOoCpesCcTBOM YHUBEPCanm3aumm

CUMBOJIMYECKUX CUCTEM W aneaNaLmmn K JyXOBHbIM
naeanam. TBOPUYECTBOM XY OXHMKOB onpegeneH
KypC pa3BUTUA UCKYCCTBA, HAXOAALLNN HOBbIA Me-
TadU3NUeCKNn naean vyenoBeka, HaxoaALWEerocs
B MMMaHEHTHOM BHYTPEHHEM 3K3MCTEHLMalbHOM
KOHPANKTE, KOTOPbIN KpoeTca He B obpasax ca-
KpaibHbIX TEKCTOB, HO B TakWUX 3HAKOBbIX INTepa-
TYPHbIX NaMATHMKAX T'YMaHUCTUYECKOW MbICAN, Kak

«boxecTBeHHaa komegua» Annrbepun. Bcé 3to Ha-
rNAAHO NPOAEMOHCTPUPOBAHO BbILIENPUBELEHHbIM
aHann3oM GpaHLy3CKOW XXMBOMUCK N CKYNbMTY-
pbl XIX Beka, rae ob6a HanpaBAeHUA rapMOHUYHO
apTUKYAMPYHOT OBLLYHO MHTEHLMIO NOAYepKMBa-
HMA CyObEKTUBHOrO Kak onpegenaroLiero pakro-
pa B MpoLecce BOCMPUATUA OKPYXKatoLLero Mmpa.
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