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THE PICTORIAL CONCEPT OF FLORA AND FAUNA IN
17TH-CENTURY EUROPEAN PAINTING

Summary: This article examines the artistic depictions of
flora and fauna in 17th-century European art, represent-
ed in the genres of still life, landscape, and animal paint-
ing. The author analyzes the origins of the heightened
interest in wildlife in the art of this period and reveals
the symbolic meaning of these images. Particular atten-
tion is paid to the natural-philosophical perception of the
world, conditioned by the development of geographical
and biological research and which shaped the concept of
the materialistic essence of nature. The aim of the work
is to determine the degree and specificity of the "fascina-
tion" with flora and fauna through the analysis of works

Methods

This article utilizes art-historical and cultural ap-
proaches, involving an analytical analysis of works
within their classification. This approach allows for
a visual characterization, a stylistic analysis, and an
exploration of the essence of the “aesthetic ap-
peal” of flora and fauna in 17th-century European
art, which became a significant chapter in the cul-
tural trends of the era.

Introduction

Flora and fauna motifs represent diverse depic-
tions of nature, animals, birds, insects, and plants
in still lifes, as well as of every possible biological
genus and species. They form a holistic picture of
the natural world, with a remarkable configuration
of forms, colors, and details—a diverse and phil-
osophical world. Animals, as the most active and
complex creatures closest to humans, are the most
attractive aspect of nature. Understanding and cap-
turing their organic nature is a fascinating field for
artists and researchers. Animals, plants, fruits, and

of art, to assess their pictorial potential, and their signif-
icance as a cultural and historical phenomenon of the
era. The study concludes that the aesthetic perception of
wildlife became a significant feature of 17th-century art.
Its relevance is determined by a broad cultural context:
the topic continues to generate enduring scholarly inter-
est, allowing us to understand the complex interrelations
between humans, nature, and the animal world, as well as
to determine their place and role in culture and art.

Keywords: material world, nature, sacredness, natural-
ism, natural, landscape, still life, creation.

natural motifs inherently possess aesthetic quali-
ties, which are imbued with even greater appeal in
the artistic consciousness.

The purpose of this article is to analyze works in
this field to reveal the scale and nature of “enchant-
ment” and its potential in art as a crucial cultural and
historical layer of the period. From this perspective,
the emerging animal painting genre will reveal the
full complexity of the relationship between humans,
nature, and animals, allowing researchers to rethink
its place and role in art and culture. This shift has
rarely been made in cultural history; nevertheless,
the importance of assessing living nature is growing,
especially in the context of pressing environmental
issues. This question is not isolated. The early 17th
century itself is characterized by a focus on the study
of nature (the natural philosophy of the 18th centu-
ry). The emphasis on the artistic appreciation of the
alluring world of flora and fauna is conditioned by
many attitudes and the important aspect of sacred-
ness, which did not disappear but rather shifted to
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encompass the entire created world. A.D. Okhotsim-
sky wrote: “God'’s Grace left the confines of church
buildings and spilled outward, sanctifying all of God's
Creation. A sacralization of the created world as a
whole arose, primarily the environment of believ-
ers, God-chosen bearers of a new holiness. Church
sacraments lost their divinity, and the ordinary and
everyday acquired a new aura of sacredness. Admi-
ration for a simple flower, a modest landscape, and
a clean room was elevated to a religious feeling. God
became not only a designer but also a master mak-
er. He created directly and immediately, attending
to each individual stone, plant, or animal. Therefore,
no two leaves on a tree were alike, nor two drops of
rain alike” (Okhotsimsky, 10).

Against this backdrop, emerging treatises on
nature reflected existing trends in the evolution of
aesthetic thought, largely conditioned by scientific
discoveries. M. Barash noted that significant trans-
formations led to the formation of modern views
on art (Barasch, 1990). B.l. Krasnobaev pointed to
similar processes occurring in various countries and
associated with the development of geographical
science, the organization of expeditions, and the
expansion of international contacts (Krasnobaev,
1990). Botany, with its plant kingdom, became a
true encyclopedia of thought. Thus, K. Bogan, a
17th-century Swiss botanist, skillfully and exhaus-
tively described plants in a few phrases: shape, size,
branching of roots and stems, leaf shape, the nature
of the flower, fruit, and seed. “All this was set out
in a few apt words over the course of some twen-
ty lines” (Danneman, 2011). The Italian botanist A.
Caesalpinus viewed nature and plants, in particular,
from a philosophical perspective. He believed that
plants possess only a soul, which serves for nutri-
tion, growth, and reproduction, and therefore are
content with much simpler organs than animals,
which are additionally endowed with movement and
emotions. “The function of the plant soul is to sus-
tain the individual through nutrition and the species
through reproduction,” the scientist believed (Dan-
neman, 2011). Researchers see an “aesthetic pro-
ject” here, with the naturalists’ obvious sympathy
for natural forms and phenomena. Artists, in turn,
reflected this sympathy in their canvases, manifest-
ing in a unique sense of admiration for this world.
Thus, Ludwig Jansz van den Bosch “painted fruits
and flowers very well, often depicting the latter in
glass vessels filled with water, devoting so much
time and effort to this that he achieved an almost

82

perfect resemblance to the real thing. He depict-
ed heavenly dew on grasses and flowers, as well as
all sorts of insects, butterflies, small flies, and the
like, which can be seen in his paintings, which are
housed in various collections by amateurs” (Mo-
chalov, 1988, p. 60). Fruits, flowers, and animals in
artists’ paintings and graphic sheets were necessar-
ily attractive, as required by the artist's rapturous
gaze, creating the image of Mother Nature herself.
Researchers have written about this. Thus, Susan
Merriam, analyzing garlands and flower bouquets,
calls them “an image of curiosity and decorative
form” (Susan Merriam, 2012). Indeed, the diversi-
ty of flowers in various forms and juxtapositions,
especially in all the colors of the rainbow, cannot
fail to arouse curiosity in viewers. A fairly compre-
hensive description of the development of Dutch
flower painting from the 17th to 19th centuries is
provided in the book Dutch and Flemish Floral Art:
Paintings, Drawings, and Prints to the Nineteenth
Century by Sam Segal and Klara Alen (2020). The
authors call the period of fascination with floristry a
true "botanical culture” with its own aesthetic, and
the depiction of animals in bouquets is invariably
seen from a symbolic perspective. The symbolic
and philosophical aspect of still life is rightly high-
lighted by the authors, since it reflected the histo-
ry of scientific discoveries, replacing the medieval
concept of the world and formed in the minds of
thinkers into a philosophical picture of the world
of a different order (Norbert Schneider, 2003). Har-
ry Berger in his book Reflections on Dutch Still Life
Painting of the 17th Century (Harry Berger, 2011)
talks about the symbolism of still lifes “vanitas”,
comparing them with the image of living flora and
fauna, which found their place in this genre, believ-
ing that the definition of still life “dead nature” is
little consistent with the real semantic concept of
this genre. Paula Findlen’s reflections offer an im-
portant insight that deserves attention: the substan-
tive spectrum of plant and animal motifs in still life
is far deeper and in no way resonates with a sin-
gle-minded assessment of the theme of death. On
the contrary, the diverse natural world awaits ex-
ploration, and still life as a genre, in its own way, re-
veals "the material culture of the world, the nature
of things” (Paula Findlen, 2021). Continuing the au-
thor's thought, we can say that posing the question
of "attractive art” is significant because it reflects the
essence of human interest, which throughout histo-
ry has periodically painted philosophical pictures of

nature. Norbert Schneider asks how objects in still
life reflect the ideas and aspirations of their time,
and how that philosophical “picture of the world”
evolves in the minds of people (Norbert Schneider,
2003). Indeed, using just one Dutch still life as an
example, one can trace the history of scientific dis-
coveries and immerse oneself in a whole series of
meaningful reflections on the transience of human
existence, life, and death. During this time period,
objects, in their visual characteristics, act as visi-
ble symbols of knowledge. According to N. Pamela
Smith, the world of objects and phenomena in the
surrounding world is assessed through the eyes of
an “artist-craftsman,” able to discover knowledge
in matter, in nature itself (Pamela H. Smith, 2018).
Scientific biological illustration addresses many sim-
ilar issues. Brian Scott Baigrie (1996) expresses the
accepted view that scientific illustrations are typi-
cally a heuristic aid. The authors note the role that
scientific illustration plays in the creation of scien-
tific knowledge. They view text and images as re-
sources that scientists use in their practical work.
When not used as a teaching aid, illustrations can
be imbued with metaphor. Sometimes, pictorial,
visual aspects are not always appreciated, particu-
larly their pictorial structure. This important aspect
is directly relevant to our discussion, as biological
illustrations previously served exclusively scientific
purposes, and few recognized their artistic poten-
tial for independent interpretation. Carl A. E. Enen-
kel and Mark S. Smith note the necessary degree
of appeal in scientific animal images, which is ex-
pressed at each historical stage of development.
The establishment of menageries in Europe and
Russia, the opening of antique shops, and the pas-
sion for collecting rare specimens only fueled this
interest, further captivating the minds of special-
ists and drawing the curious gaze of visitors. In the
visual arts, artistic progress was also observed, lead-
ing to new visualizations in animal depictions (Karl
A. E. Enenkel, Mark S. Smith, 2007).

This approach can be considered fresh in re-
search. It also highlights the problematic of a number
of “natural” genres that require further evaluation.

Sacralization of nature, the principle of the
“icon of the Divine”

The sacralization of nature, that is, the imbu-
ing of the material world with divine meaning, is
not a new phenomenon in the Protestant, particu-
larly Dutch, 17th century. As is well known, with
the widespread dissemination of Reformation ide-

as, when churches ceased to be bearers of priestly
meaning, the previously familiar message of Divine
creation now began to be discerned in the pictorial
symbolism of works of art far removed from bib-
lical themes. Okhotsimsky defines Dutch painting
as “the iconography of a new sacredness” (Okhot-
simsky, 2017, p. 12).

The researcher notes that admiration for a sim-
ple flower, a modest landscape, and a clean room
was elevated to a religious feeling (Okhotsimsky,
2017, p. 13). A desire arose to preserve them, to
maintain their purity, similar to how the body was
previously washed with holy water, the sacred mean-
ing of which no longer dominated human thought.
T. Oestigaard has repeatedly emphasized this idea,
which is linked to shifting worldview paradigms,
views on nature, and the development of enlight-
enment (Oestigaard, 2013). The observational na-
ture of nature, as discussed by Snyder, is important,
citing the fact that the study of natural sciences
was entirely based on the principle of observation,
and it is not surprising that scientific journals of the
17th century contained more engravings than for-
mulas (Snyder, 2015).

Sacralization of objects and phenomena

Sacralization lay in the diversity of the material
world, which necessarily possesses qualities of at-
traction. Anything divine cannot be unattractive.
Therefore, objects and phenomena of the surround-
ing world must appear aesthetically pleasing, or at
least be presented as such. Dutch artists such as
Jan Davidsz de Heem, Jan Weenix, Jan van Huysum,
Balthasar van der Ast, Jan Brueghel the Elder, Am-
brosius Bosschaert the Elder, and Jan Baptiste von
Fornenbruch—masters of decorative floral still lifes—
masterfully captured all natural realities: plants, fruits,
animals, birds, insects, implying an adoring panthe-
ism of divine creation. They are immersed in the di-
vinely created world of flora and fauna (Figs. 1, 2).

Still lifes fit perfectly into the interiors of wealthy
city dwellers, delighting the eye of anyone who con-
templated their beauty. Okhotsimsky wrote: “The
heyday of the bouquet genre coincided with the
spread of flower gardening. Flower beds were still
the privilege of the wealthy. While canvases with
bouquets sold for a few guilders on average, seeds
or seedlings of rare flowers could cost hundreds or
even thousands. But it was precisely these flowers
that were painted, especially the "tiger-striped” tu-
lips, which were almost never seen in reality, being
a rare mutation. They covered literally everything:
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Fig. 1, 2. Jan Davidsz de Heem. Left: Vase of Flowers, 1670. Mauritshuis, The Hague. Right: Flowers in a Glass Vase with Fruit, 1665.
Thyssen-Bornemisza Museum, Madrid.

https.//dzen.ru/a/Z-ESN3bFGg73jcRa?ysclid=mlxnp9ymgw409077301

from expensive furniture to simple ceramic base-
board tiles.” (Okhotsimsky, 2017, p. 19)

The seemingly imperishable world of things must
necessarily flourish, for it is the creation of God
Himself. We see nothing withering in paintings. In
flowering, everything is individual; each flower blos-
soms in its own way, for God is not only the creator
of the entire universe but also of each individual
thing, unique from the next. If there is a concept of
a separate thing, then we are talking about its indi-
viduality. This is an important quality, which is tru-
ly evident in the art of Dutch and German masters.
Speaking about the self-sufficiency of things, Ok-
hotsimsky even speaks of their character and des-
tiny. (Okhotsimsky, 2017, pp. 21, 22)

Sacralization of space

In 17th-century painting, space never exists in
isolation—it is born in dialogue with objects, colors,
and the entire living world. In de Heem, van der Ast,
and Bosschaert the Elder, the dark background ini-
tially appears mysterious and closed, as if guarding
some secret. But upon closer inspection, it trans-
forms into a barely perceptible space hidden behind
a riot of forms—a space of spiritualized matter. Ob-
jects and space are intertwined, forming a panthe-
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istic chain of meanings: one cannot exist without
the other. In de Heem'’s "Garland of Fruit and Flow-
ers,” even the tiny gaps in the background among
the flowers and insects against the dark arch draw
the eye, reminding us that without this “spiritual”
space, the petals, berries, and branches would be-
come simply lifeless matter. And when artists add
an imaginary evening landscape to a still life, the
sacred integrity of the world is revealed in a new
way—as in the works of A. Mignon with his lizards,
mice, and juicy fruits. (Fig. 3).

The composition is built on contrast: the dark, al-
most bottomless space is visually balanced by bright,
tangibly juicy fruits—grapes, plums, and peaches.
Dynamic images of a butterfly and a bird complete
the scene. The coloristic unity of the elements car-
ries a philosophical charge: it symbolizes the in-
separable connection of all things and reflects the
idea of predestination, imbued by the Supreme In-
telligence. The artist’s task is not to invent, but to
model this original concept.

Sacralization of light and color

Light is similarly transformed. It's midnight, half-
evening, half-artificial, half-natural, as if filled with
divine energy, and in the artists’ paintings, it si-

multaneously illuminates all the gifts of land and
sea. Light, generated by an invisible source, in turn
materializes into the vibrant colors of diverse flora.
Materialized as a color, it spills over the surface of
each object, which, as if by the power of their ma-
terialized flesh, begins to display the full spectrum
of natural brilliance. This brilliance is luminous and
colorful, and it is so because it is divine. It matters
not whether the artist observes it in nature or sig-
nificantly reworks it in his imagination; the impor-
tant thing is that under its influence, a coloristic
picture of resonant grace emerges that connects
us with the prototype—the Garden of Eden in its
rainbow refraction. If we abstract from the sacraliza-
tion of light and color and perceive objects without
their “spiritual” content—as lacking divine origin—
they appear purely naturalistic, almost artificial. It
is precisely this understanding of the sacredness
of space, light, color, and all that exists—both liv-
ing and man-made—that imbues the works with a
visual expressiveness that continues to captivate
the viewer. Let's examine the key manifestations
of sacralization, highlighting its dominant proper-
ties in the table.

Sacralization Sacralization of | Sacralization of
of objects and space light and color
phenomena
The signifi- The importance | The importance
cance of each |of space as a of light as an
object by out- | necessary spiri- |important
lining its struc- |tualized sphere |entity in the
tural "flesh” of presence of |realization
objects of the color
characteristics
of objects

Interpretation of the “new grace” in other
genre manifestations

The created world

As we have seen, the philosophy behind such
images was rooted in a love of all things material,
especially living things. It conveyed a rapture for
the physical creation of a single microcosm. Since it
is divine, even in the light of the larger macrocosm,
this distinct, concrete microcosm, containing all the
exotic flora and fauna, lay claim to philosophical un-
derstanding. To the modern viewer, insects some-
times seem devoid of philosophical significance. But
for Western European artists, they were part of the
great, spiritual fabric of existence—divine, living, and
filled with meaning. Butterflies, dragonflies, and la-
dybugs enlivened even the most lush bouquets, in-
fusing them with the breath of the real world with

Fig. 3. A. Mignon. Still life with fruits, vegetables, lizards and
mice. 1670.

https.//lomovskaya.livejournal.com/101201.htm{?ysclid=mm
856(8ani521781504
its infinite diversity. Their bodies are like miniature
masterpieces: no butterfly is identical to another,
each caterpillar carries its own story. This unique-
ness lies the key to understanding animalistic art,
which grew out of attentive observation of nature.
In the 17th and 18th centuries, it became a distinct
genre, reflecting humanity’s thirst to penetrate the
mysteries of the universe. Centuries later, the same
idea took on a new meaning—this time as a call for
careful attention to life's fragile balance (Fig. 4.5).

From the confines of still life, animals, birds, and
insects stepped into the boundless expanses of na-
ture—and this transition became a turning point
for the animal genre. Just look at the paintings of
Melchior de Hondecoeter: his birds are no longer en-
tangled in garlands of flowers—they bathe in lakes,
care for their chicks, and engage in quiet conversa-
tions on tree branches. They remain as believable
as in still lifes, but they have gained freedom: they
spread their wings, stretch their necks, and come
to life in meadows and forests. 17th-century art-
ists—from the Dutch (Cuyp, Potter) to the Germans
(Hackert, Groot) and Russians (Shchedrin)—filled
their paintings with the festive spirit of nature. An-
imals are not simply depicted here—they live: they
strike expressive poses, display their dispositions,
and act naturally and uninhibitedly. I. F. Urvanov
called for composing “entire narratives about ani-
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Fig. 4.5. Ambrosius Bosschaert the Elder. Left: Still Life with Flowers, 1617. Hallvyl Museum, Stockholm. Right: Tulips, roses, pink and
white carnations, forget-me-nots, lilies of the valley, and other flowers in a vase.

https.//dzen.ru/a/Z-ESN3bFGg73jcRa?ysclid=mlxnp9ymgw409077301

mals,” similar to Aesop’s fables (Urvanov, 1793, pp.
37,41, 420). But even in these “fictions,” the masters
remained faithful to the main thing: the truthful ap-
pearance of the animal. Artists from Holland, Ger-

Fig. 6. Jan Wijnants. Landscape with Two Hunters,
between 1655 and 1672, Rijksmuseum, Amsterdam. https.//
aboutpaintingblog.wordpress.com/
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many, and Russia often turned to pastoral themes:
in their canvases, peacefully grazing cows, grace-
ful horses, and faithful dogs coexisted with a quiet,
seemingly slumbering landscape (A. Cuyp, P. Pot-
ter, I. Klengel, J. Hackert, S. Shchedrin). Such land-
scapes, called “view landscapes,” captured nature
in its balanced, calm guise. (Fig. 6).

Scholars interpret the symbolism of the Dutch
landscape differently. J. Walsh sees echoes of Ne-
oplatonism in it: the artist does not simply depict
nature, but hints at the existence of a spiritual di-
mension, where the heavens serve as a link between
the earthly and the divine. The characteristic lower-
ing of the horizon, giving primacy to the heavens,
is not accidental, but a deliberate technique (Walsh
1991, pp. 95-118). S. Schama sees in the clouds the
power of heavenly forces protecting the country,
and in the menacing clouds, the eternal confron-
tation between light and dark principles (Schama
1987). A. D. Okhotsimsky adds an ethical emphasis
to this: the history of the Netherlands, reclaimed
from the sea and enemies, was understood as a gift
from God, akin to the Promised Land from Holy
Scripture (Okhotsimsky, 2017, p. 28).

Main natural categories and their characteristics

Genre Floral still life The created world Scenery
Main objects of | Flowers, fruits, household Birds, lizards, crayfish, shells, Natural landscapes: forests,
the image items snails, butterflies mountains, fields, rivers, seas;
urban, rural, seascapes; sky,
clouds
Key idea The beauty and symbolism of | The beauty and symbolism of |Beauty and nature, the trans-
everyday things, flowers, their |the created world, their mate- | mission of its mood; human
materiality and the semantic riality and the semantic nuance | interaction with the surround-
nuance of the transience of life | of the transience of life ing world
Compositional Static, thoughtful arrangement | Static or dynamic images of Using perspective (linear and
features of objects creatures: sitting, crawling, aerial), working with the hori-
fluttering zon, conveying depth of space
Color scheme The emphasis is on conveying | The emphasis is on convey- Rendering of light and air envi-
and lighting the color of plants in their con- | ing the color palette of the ronment, atmospheric effects
trasts and nuances, the texture |creatures in their contrasts and | (fog, sunset, thunderstorm)
of objects, and the rendering | nuances, and conveying details
of details

The creative method of the masters and the
aesthetics of naturalism

The masters’ method was born from a close ex-
amination of the world. In 17th-century painting,
the most important reference point was the real-
ity of presence: the artist achieved such a resem-
blance to reality that the viewer could not help but
be amazed. This was the appeal of the art of that
era. L. V. Mochalov aptly called this approach “in-
telligent contemplation"—it combined passionate
pictorial narrative with a sober analysis of the sur-
rounding material world (Mochalov, 1988).

The problem of “imitating nature” became a key
node in the artistic process. Two intertwined prin-
ciples are clearly discernible within it. On the one
hand, “imitation” was conceived as a speculative
understanding of nature. On the other, it implied
a particular interpretation and perception of the
world as a way of reflecting it. Artists masterful-
ly balanced between a literal rendering of the sit-
ter's external features and a free abstraction from
them, analyzing and generalizing what they saw.
Thus, the concept of “image” developed—one that
was orderly and consonant with human perception.
By examining each form and comprehending the
laws of nature through drawing, artists gradually
imbued it with aesthetic content. It was this idea
of image that set the tone for the era’s captivating
art. A striking example is the exquisite sketches of
plants, insects, and shells by Maria Sybilla Merian,
a book illustrator and publisher of The Metamor-
phosis of Surinam Insects (1705), which were cit-
ed by D.I. Ermakovich (Ermakovich, 2015, p. 116),
A.G. Kamenskaya (Kaminskaya, 2000, pp. 84-107),

B.V. Lukin (Lukin, 1974), and |.N. Lebedeva (Lebe-
deva, 1997, pp. 318-334). The traditions of high
skill in watercolor were continued by F. Cherkasov,
A. A. Grekov, P. Pagin, A. Malinkovkin, M. Nekrasov
(Stetskevich, 1997, pp. 252-253) and other masters,
including M. R. Rykov, P. Nikolaev, I. Kh. Berkhan,
I. V. Lyursenius, I. A. Sokolov, M. . Makhaev, whose
names are given by N.P. Kopaneva (Kopaneva, 2006,
p. 65). According to A.D. Okhotsimsky (2017, p. 12),
18th-century biological illustration was a truly folk
art, marked by meticulous realism. Rejecting aca-
demic approaches, naturalist artists drew inspiration
from a love of nature and an interest in scientific
research. Their attention to detail—whether tex-
tures, forms, or the nuances of animal and plant
behavior—transformed illustrations into a valua-
ble scientific resource, still relevant today. The mas-
ters made no distinction between the objects they
depicted: their “encyclopedia of things” included
flowers, cows, clockwork mechanisms, and every-
day objects. Art history has never seen such an en-
thusiastic and comprehensive hymn to the material
world. Weststijn sees the paradox of this type of
painting in its ability to render everything painter-
ly—regardless of the subject, only the manner of
depiction matters. Its strength, however, lies not in
copying, but in its ability to evoke emotion. Paint-
ing reflects nature, but it does so through a system
of illusions: it deceives, but this deception evokes
delight. The author notes that we admire both na-
ture itself and the artist’s rendering of it. And this
is no coincidence: the essence of art’s “mirror-like”
quality lies not in literal authenticity, but in the art
of image creation. A perfect painting is a "mirror of
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nature” that creates new realities and deceives us
so convincingly and gracefully that the deception
itself becomes the highest form of praise for mas-
tery. It is no coincidence that painting was likened
to rhetoric, and its impact on the viewer was far
more powerful than words (Weststijn 2008). Natu-
ralness—that is what was required of the new ico-
nography, writes Okhotsimsky (Okhotsimsky, 2017,
p. 28). This is sacred naturalism.

Conclusion

Thus, in their understanding of natural mech-
anisms, artists formulated a scientific and artistic
credo, clearly evident in their works. Representa-
tives of Dutch still life and scientific biological draw-
ing succeeded in transforming depictions of flora
and fauna into genuine art. The cultural environ-
ment of the 17th and 18th centuries was perme-

ated with a desire to understand and admire the
material world. As A. D. Okhotsimsky (2017, p. 16)
noted, aspiring artists were advised not to travel
to Rome, but to focus on the inexhaustible rich-
ness of the surrounding world—even ordinary ob-
jects concealed the joy of contemplation. The high
degree of illusory interpretation of nature was de-
termined by its scientific significance. Imitation of
nature engendered a special sense of admiration
for “naturalists.” Through a meticulously precise,
almost photographic approach, the masters rec-
reated a picture of the natural world of their era.
The aesthetics of the "attractiveness” of the studied
matter became a significant element of the visual
arts of that time and continues to attract the at-
tention of modern researchers of the concept of
natural beauty.
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N3OBPASVTEJIBHAA KOHLUEMNUWMA ®J1OPHI
N ®AYHbI B EBPOMEVICKOW XMNBOTMNCK XVII BEKA

AHHoTauums: B cTaTbe nccnepytoTca xyAoXecTBeHHble
o6pasbl Gaopbl U dayHbl B eBponerickom mnckyccrae XVII
BeKa, NpeJjCcTaBNeHHble B XaHpax HaTFopPMOpTa, nensa-
Xa 1 aHUManUCTUKN. ABTOP aHann3npyeT UCTOKK Mno-
BbILLEHHOrO MHTEpeca K XUBOM NpuUpoje B UCKycCTBe
yKasaHHOro nepuoja, a Takxe packpblBaeT CMMBOMYe-
CKOe 3HaYeHne COOTBETCTBYHOLLMX XYAOXeCTBEHHbIX 0bpa-
30B. Ocoboe BHUMaHMe yaensetca HaTypdunocopckomy
BOCMPUATUIO MUpPa, 0BYyCNOBAEHHOMY pPa3BUTUEM reo-
rpaduyecknx n buonornyecknx nccnefoBaHmin n chop-
MWpOBaBLUEMY NpPeACcTaBleHNe O MaTePUaNNCTUYECKOW
cyLHOCTW Npupogbl. Llenb paboTsl — nocpeAcTBOM aHa-
NIN3a XYAOXECTBEHHbIX MPOU3BeAEHNIN OnpejennTs cTe-
neHb 1 cneunduky «ovyapoBaHus» Gaopon n dayHow,

MeTtoabi

B cTaTbe nCnoab3yerca NCTOPUKO-XYAOXKECTBEH-
HbIV U KyNbTYPOJOrMUEeCKMIA NoAXOAbI, Npesnona-
raroime aHaaANTUUYeCKnn pasbop Npon3BeseHN
B X KJaccudumkaumm, KoTopble NO3BOAAT OXapak-
Tepu3oBaTb NPoOU3BejeHNe C BU3yasbHOW TOUKM
3peHus, JaTb WX CTUAEBOW aHaau3 u packpbiTb BO-
MPOC CyLHOCTN «3CTETUYECKOIM NpuBAEKaTebHO-
CcTv» Gaopbl 1 dpayHbl B EBPOMNENCKOM UCKYCCTBE
XVII Beka, CTaBLUeN 3HAUNMMOW CTPaHULLER KybTyp-
HbIX TEHAEHLMIA 3MOXM.

BBepeHue

MoTusbl dopbl 1 dayHbl NpeacTaBada pa3HO-
ob6pa3Hble N306paxeHNs NPUPOAbI, 3BEpPei NTuL,
HaceKOMbIX, PacTeHW B HaTFOPMOPTax U OTAeNb-
HO BCEBO3MOXHOIO  610/10rM4Yeckoro poga u Bu-
AoBoro coctaBa. OHW CKNaAbIBaOTCS B LENOCTHYHO
KapTVHY NPMPOAHOro MUPa, C NPUMeYaTeNbHON KOH-
burypaunn dopm, LBeTa, feTanen, — Mmpa MHOro-
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OLEHUTb X N306pa3nTenbHbI MOTEHLMaN 1 3Ha4YeHue
Kak Ky/nbTypHO-UcTopuyeckoro peHomeHa snoxu. B pe-
3y/NbTaTe NCCNef0BaHMA JeNaeTcs BbIBOA O TOM, UTO 3CTe-
TMYecKoe BOCMPUATME XUBOW MPUPOZbI CTaN0 3HaUYNMON
yepTow nckycctsa XVIl Beka. Ero aktyanbHocTb 06ycnoB-
NleHa LIMPOKMM KyNbTypOJOrM4eCcKUM KOHTEKCTOM: TeMa
NPOAO/KAET BbI3blBaTb YCTONUMBBIN Hay4YHbIN UHTEpPEC,
MO3BOJIAN OCMBICNIUTbL CIOXHbIE B3aMMOCBSA3N Yenose-
Ka, MPUPOAbl U XXMBOTHOrO MUPa, a Takxe onpeaennTb
MX MECTO W pOoJib B Ky/IbType 1 UCKYCCTBE.

KnroueBble cnoBa: mamepuasbHbili Mup, npupoda, ca-
KpasnbHOCMb, HAMYpPAau3M, HamypaseHsell, nelizax, Ha-
mropmMopm, meopeHue.

obpazHoro u dunocopuuHoro. MpreaekaTenbHON
CTOPOHOW NPUPOAHOrO BbITWS BbICTYMAOT, NpexJae
BCEro, XXMBOTHbIE Kak Hanbonee akTUBHbIE U CNOX-
Hble cyLiecTBa, banxe BCero crosLime K 4YenoBe-
Ky. Pazobpatbcsa 1 3adumKkcmpoBaTh X NPUPOAHYHO
OpraHuKy — BeCbMa MHTepecHas obnactb Ans xy-
AOXHUKA U nccnegosatens. XXMBOTHbIE, pacTeHus,
NAoAbl, MOTMBbI MPUPOAbLI U3HaYaNbHO obnajatoT
3CTETMYECKMMU MPU3HaKaMK, KOTOpble B XyA0OXe-
CTBEHHOM CO3HaHUW HaJenarTCcs ele bonblien
CTeMeHbto NpuBAEKaTeIbHOCTH.

Llenb saHHOW cTaTbM — NpoOaHanM3npoBaTh pa-
60Tbl B 3TON 06/1aCTN, UTOObI BbISBUTb MacLLTab u
npupoay «04YapoBaHWsA» 1N ero NoTeHumnan B NCKyC-
CTBE KaK BaXKHENLIero KyabTypPHO-NCTOPUYECKOTO
naacta Toro nepuoga. lNog 3TvmM yrnom 3peHus 3a-
POXAAOLLMIACH aHUMANNCTUUECKUI XaHP packpo-
€T BCHO C/IOXKHOCTb OTHOLIEHWUA MeXAy YeNOBEKOM,
NPUPOAONA N XMBOTHBIMM 1 NMO3BOAUT UCCIeA0Ba-

Te/It0 NePEeCMOTPETb €ro MeCTO U POJb B UCKYCCTBE
n KynbType. laHHasa nepectaHOBKa He 4acTo Npo-
N3BOAMNACh B UCTOPUU KYAbTYPbl, TEM HE MeHee,
BO3pacTaeT 3HaYMMOCTb OLEHKM XUBOM NPUpPO-
Abl, 0COBEHHO B pakypce HacyLLHbIX 3Koa0rnye-
CKWX BOMPOCOB.

[JaHHbIli BONpocC He aABaseTca YacTHbIM. Cama
anoxa Hauana XVIlI Beka xapaktepu3syeTca ycTpem-
NEHHOCTbLIO K M3yYeHMIO Npupoabl (HaTypoduaoco-
dua XVIII B.). AKLEHT Ha XyAOXECTBEHHOW OLleHKe
npuBaekaTenbHOro Mmpa ¢aopbl 1 payHbl 06ycnoB-
NleH MHOTVMMW NO3MLMNAMMU N BaXKHbIM acCMeKTOM
CaKpaNbHOCTW, KOTOpaa HWKyAa He yLlina, a nepe-
MecTuAacb Ha BeCb TBapHbIN Mup. A.[. Oxounm-
CKui nucan: «boxxbsa baarogats NokMHyna npegensbl
LEPKOBHbIX 3JaHWUN 1 BbIMJAECHYAaCb HapyXy, OC-
BATMB BCe boxbe TBopeHue. Bo3Hukna cakpanumsa-
LS TBApPHOro Mupa B LLeOM, B NMEPBYHO oYepelb,
OKPY>XeHWsA BepytoLLMX, 60ronsbpaHHbIX HocuTenen
HOBOW CBATOCTW. LlepKOBHble TaMHCTBa yTpaTUan
CBOHO HOXECTBEHHOCTb, a 0ObIIEHHOE U NMoBCe-
HEeBHOe NOoJyYMA0 HOBYIO aypy cakpanbHOCTW. JTo-
60BaHMe NPOCTbIM LBETKOM, CKPOMHbIM Mei3axem
M YNCTON KOMHATOM BO3BbICMIOChH A0 PENNTNO3HO-
ro 4yyBcTBa. [0CNOAb CTaN He TO/IbKO AM3aliHEPOM,
HO 1 MacTepoM-u3srotosuTesem. OH TBOPWA NPAMO
N HEMOCPEeACTBEHHO, 3aHNMAaACh KaXAbIM OTAEeNb-
HbIM KaMHEM, pacTeHMEM WAN XUBOTHbIM. M03TO-
My Ha epeBe He ObIN0 ABYX OANHAKOBbIX JNCTKOB,
a B OXAe — ABYX OAMHAKOBbIX Kanenb» (Oxoumm-
cknia, 10).

Ha 3Tom doHe nosasmBlumMeca TpakTaTbl O Npu-
pofe oTpasuan CyLLecTBYyrOLMe HanpaBieHNs B
3BOJIFOLMM 3CTETUYECKOWN MbICAU, BO MHOFOM 06-
YCNOB/IEHHblE Hay4YHbIMW OTKPbITUAMU. M. bapalu
OoTMeuan, UTo cepbe3Hble Npeobpa3oBaHWs Npuee-
2 K GOPMUPOBaHNIO COBPEMEHHbIX B3rNA40B Ha
nckyccteo (Barasch, 1990) b.W. KpacHobaes yka-
3blBa/l Ha @aHaNOrMYHbIe MPOLLECChl, UMEBLLME Me-
CTO B pa3HbIX CTpaHax W CBA3aHHble C pa3BUTMEM
reorpauyeckoin Hayku, opraHusaumnen akcneam-
LU 1 pacluMpeHneM MeXAyHapOAHbIX KOHTAKTOB
(KpacHobaes, 1990.). Hactoswen sHunkIONEAM-
eli Mbicneli ctana 6oTaHuMKa C ee LapcTBOM pacTe-
Hui. Tak, K.boraH, weeluapcknin 6otaHnk XVII Beka
YMeNo N OJHOBPEMEHHO MCYeprbIBakoLWe ONuch-
BaN pacteHnsa B Heckonbkux dpasax: popmy, Be-
JNINUVHY, pa3BeTB/eHMEe KOPHEN n cTebns, dopmy
JNINCTbEB, XapakTep LBeTKa, njioja n ceMeHu. «Bce
3TO M3/1aranocCb B HEMHOIMX METKUX CNOBax Ha Npo-
TAXKEHWWN KaKMX-HMOYAb ABajLaTK CTpok» (JaHHe-

MaH, 2011). NTanbsaHckuii 6oTaHuk A. LlesanbnuH
CMOTpEenN Ha NPUPOAY W pacTeHus, B YaCTHOCTH, C
dunocodckon Toukm 3peHma. OH nonaran, yto y
pacTeHW ecTb TONIbKO Aylla, KOTopas CAYXUT ANs
NMUTaHWA, POCTa N Pa3MHOXEHUSA, MO3TOMY OHU f0-
BOJIbCTBYIOTCA ropa3zo H6osiee NpoCcTbiMM OpraHa-
MW, YEM XMBOTHbIE, JONOJHUTENBHO HaZenseMble
ABUKEHVEM W IMOLMAMU. «PYHKLIMA pacTUTENbHOWM
AYLUM 3aKA0YaeTCs B NOAAEP>XKaHUM MHAMBUAYYMA
nyTeM NUTaHWs, a BUAA — NYTEM Pa3MHOXEHUA» —
cunTan ydeHoli. (JaHHemaH, 2011).
WccnegoBateny BUAAT 34eChb «3CTETUYECKUIA NPO-
€KT», OUeBMAHA CMMNaTUA HaTypPaanUCTOB K Npu-
pogHbIM bopMam U SBAEHUAM. XYAOXHUKM B CBOKO
ouepesb OTPasWAM CMMNATUIO Ha NMOAOTHAX, UTO
NposiBUIOCH B 0COHOM UyBCTBE NHOOOBaHMUSA 3TUM
mupom. Tak Jlrogosuk AHC BaH aeH bocx «Becbma
XOpOoLo nuncan GpyKTbl 1 LBETbI U NOCAEAHNE HacTo
n3o06paxan B CTEKNSHHOM COCYe C BOAOW, MpUUeM
ynotpebasan Ha 3TO Tak MHOTO TpyZJa W BPEMEHMW,
YTO AOCTUraN MOYTU NMONHOIO CXOACTBA C HACTOALLM-
mMun. OH n3obpaxan Ha TpaBax U LBeTax HebecHyro
pOoCy 1 BCAKUX HacekoMbIx, babouek, ManeHbKnx
MyLLEeK 1 TOMY NoAODBHOE, UTO MOXHO BUAETb Ha
€ro KapTUHax, HaxoAALLMXCSA B Pa3HbIX MecTax Y Jito-
butenen» (Mouanos, 1988, c. 60). Mnoabl, LBETHI,
>KMBOTHbIE Ha KapTUHaX U rpaduyeckmnx ancTax xy-
LOXHUKOB A0/KHbI H6b1K BbITh 06513aTENBHO NPU-
TAraTe/IbHbIMM, KaK TOro 1 TpeboBan BOCTOPIXKEHHbI
B3rNs4 XyAOXHMKa, TBOpALLero obpas camon mate-
pu-npupoasbl. iccnegosatenu nucanm ob stom. Tak,
Cbto3aH Meppuam, aHannsmnpysa rmpasHibl U LBeTou-
Hble HBykeTbl, Ha3blBaeT MX «0bpa3oM t0OONbITCTBA
n gekopatneHol dopmbl» (Susan Merriam, 2012).
[JlencTBnTEeNbHO, BCE LIBETOYHOE MHOroobpasue B
pa3Hbix popmMax U CONOCTaBAEHMAX, Aa eLle pac-
LBeYEeHHOe BCeMU LiBETaMU PaZyru, He MOXET He
BbI3bIBaTb II0HONBITCTBA Y CMOTPALWMX. [JOBONBHO
NOJIHOE OMnCaHWe roNNaHACKOW LUBETOUYHOM XNBO-
nucm XVII-XIX BekoB B ee pa3Butum gaet kHura Cam
Curana, v Knapbl AneH «lonnangckune n dnamaHs-
CKMe LIBETOYUHbIE N3Ae/NS: KAPTUHBI, PUCYHKW U rpa-
BIOPbI A0 AeBATHaguaToro Beka» (Sam Segal, Klara
Alen, 2020). Bpems yBaeueHnst GpAOpUCTUKON aBTOPSI
Ha3bIBalOT HacToALEN «6OTaHNUYECKON KyNbTypOI»
CO CBOEM 3CTETUKOW, @ N306paXKeHNs XXNBOTHBbIX B
bykeTax BMANTCA HEMPEMEHHO B pakypce CMMBO-
na. Cumoanko-epunocodcknin acnekT HaTrOpMopTa
onpaBAaHHO BbIAENSAETCS aBTOPaMU, MOCKOJbKY OH
oTobpaxkan NCTOPUIO HayUHbIX OTKPbLITUW, 3aMeHsS
CpefHEBEKOBYHO KOHLIEMNLMIO MMpPa W CKNazblBas-
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Csl B ro/0Bax MbicauTenen B Guaocopckyro Kap-
TUHY Mupa apyroro nopsaka (Norbert Schneider,
2003.) Fappw Beprep B cBOEN kKHUre «Pasmbiwie-
HWS O TONNAHACKOW HaTFOPMOPTHOWM XunBonucu XVII
Beka» (Harry Berger, 2011) roBopuT 0 cumBoanke
HaTHOPMOPTOB «vanitas», CONOCTaBAsAsA KX C M306pa-
XEeHEM XnNBOU $GAopbl U dayHbl, HalLeALINX CBOE
M MeCTO B 3TOM XaHpe, noJaras, 4to onpegeneHve
HaTIopMOpTa «MepTBas HaTypa» Majio cornacyet-
CS C HACTOSALLEN CMbIC/IOBOWN KOHLEeNumen JaHHO-
ro »aHpa. B paccy>xxgaeHusx MNaynbl ®PuHaneH ecTb
BaXXHas MbIC/b, 3aC/y>KMBalOLLas BHMMaHMe: Co-
Aep>KaTeNbHbIN CNEKTP M306paxkeHUs pacTuTesb-
HbIX M @HUMAANCTUYECKNX MOTMBOB B HaTlOpMoOpTe
ropasgo rnybxe n HMKak He cornacyeTcs ¢ O4HO-
3HaUYHOWM OLLEeHKON TeMbl CMEPTU, HaNpPOTMB, MHO-
roobpasHbll NPUPOAHBLIA MUP €eLLLE XAET CBOEro
nccnesoBaTtens, a HaTFPMOPT KakK XaHp No-CBO-
eMy packpbIBaeT «MaTepuabHyro KyabTypy M1pa,
npupogy Belwen» (Paula Findlen, 2021). Mpogon-
as MbIC/b @aBTOPa, CKaXeM, YTO NOCTaHOBKa BO-
npoca «npuBieKaTesbHOro UCKycCTBa» NOTOMY U
3HauMMa, NOCKObKY OTPaXaeT CYLLHOCTb YesioBe-
YeCcKOro NHTepeca, B UCTOPUN NEPUOAMNYECKN PUCY-
rowiero punocodcekme KapTUHbl Npupoabl. Hopbept
LHanaep 3agaeTcs BONPOCOM, Kak NpeAMeTbl B Ha-
TIOPMOpPTE OTPaXxkatoT UAew, YCTpeMaeHA CBOEro
BPEMEHM, KakK MeHseTcs Ta dpunocodpckas «kapTuHa
Mupa» B ymax yenoBeyeckux (Norbert Schneider,
2003). JelcTBUTENLHO, HA NPUMepPax TOJIbKO OAHO-
ro ro/NaHACKOro HaTloOPMOpPTa MOXHO NPOCNEANTb
MCTOPMIO HayUHbIX OTKPbITUIA M NMOrpy3nTbCA B Lie-
NbI CMbICNIOBOW PAf pa3MbILLAEHUA O BpeHHOCTH
YesI0BEYECKOro BbITUS, XU3HN U cMepTU. Ha 3ToM
BPEMEHHOM OTpe3Ke, NpeAMeTbl B CBOEN BU3yasib-
HOW XapaKTepuCT1Ke BbICTYNatoT 3pUMbIMU CUMBO-
namu nosHaHwus. Mo oueHke H. NMamensl CMUT mup
NPeAMEeTOB W ABJAEHUN OKPY>KaroLLero Mmmpa oLe-
HWBAETCA B3IALOM «XYL0XHWUKA-PEMECNEHHMKA,
YMELLEero BbisSiBAATb 3HAHUSA B CaMOl Matepuuy,
npupoge (Pamela H. Smith, 2018).

HayuHas 6uonornueckas nantoctpaums pellaert
BO MHOIOM CX0>We Bonpockl. bpaiaH CkoTT baii-
rpw (Brian Scott Baigrie, 1996) Bbicka3biBaeT npu-
HATYIO TOUKY 3PEHMA, YTO Hay4Hble NANOCTPaLMM
06bIYHO ABAAKOTCA IBPUCTMUYECKMM BCOMOraTeslb-
HbIM pecypcom. ABTOPbI OTMeYatoT POJib, KOTOPYHO
Hay4Has UANOCTPaLmA UrpaeT B CO3AaHNM Hay4HO-
ro 3HaHua. OHW paccmaTpuBatoT TEKCT U n3obpa-
>KeHMe KaK pecypcbl, KOTOPbIE yUYeHble NCMONb3YOT
B CBOEW NnpakTnyeckon gestenbHoctu. Korga wn-
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NOCTpaums He UCMONb3YETCA B KauecTBe nocobus,
OHa MOXET HaMnoAHATbCA MeTadopon. MNopoi nso-
6pasnTenbHble, BU3yaibHble MOMEHTbI He BCeraa
OLLEHMBAKOTCSA NO AOCTOUHCTBY, B YaCTHOCTM, UX U30-
Bpa3nTenbHbI CTPOW. DTOT BaXKHbIN acnekT MMeeT
NpsMOe OTHOLLEHME K HalleMy pa3roBopy, MOCKO/b-
Ky paHee 6MONOrnyYeckme pUCYHKU CAY>XXUAN UC-
KAHOUMTENBHO Hayke U Mafo, KTO 3ameydan B HUX
Xy[,0>XeCTBEHHble BO3MOXHOCTU, NpeTeHaytowme
Ha oTAenbHOe ToakoBaHue. Kapa A. 3. DHeHKeb,
Mapk C. CMUT OTMeYatoT B HayUHbIX aHUMaANCTU-
Yeckmx N306paxkeHnAX HEOBXOANMYLO CTerneHb Npw-
B/IeKaTe/IbHOCTW, KOTOPas BbIPaXaeTCs Ha KaXA0M
MCTOPUYECKOM 3Tane pa3BUTUSA. YCTPOICTBO 3Be-
pvHueB B EBpone n B Poccunn, oTKpbITUE aHTUKBap-
HbIX KaBMHETOB, CTPACTb K KOMIEKLMOHUPOBaHUIO
peaKnX 3K3eMMASPOB TONbKO YMHOXWUAN 3TOT WUH-
Tepec 1 elle HosbLIe NPUBAEK YMbl CMELNANNCTOB
N NPUTAHYA AHOOONBLITCTBYHOLWME B3TIsAbl NOCETM-
Tenen. B n306pasnTenbHOM NCKYyCCTBE TakXKe Ha-
6r0aNnCA XyAOXKECTBEHHbIN MNPOrpecc, KOTopbli
NPUBOANA K HOBOW BM3yann3auunmn B usobpaxeHus
»unBoTHbIX (Karl A. E. Enenkel, Mark S. Smith, 2007).

MO>HO Ha3BaTb 3TOT B3rNfJ CBEXUM B MUCCe-
aoBaHMK. OH Takxe BbiCBeUYMBaeT npobiemaTuky
pAAa «NPUPOAHbBIX» XAaHPOB, HY>XXAAFOLLNXCA B J0-
MOJIHUTENBHOW OLIEHKE.

Cakpanunsauus npupoabl, MPUHLUN <UKO-
Hbl BoxxecTBa»

Cakpanuzaumsa npupoabl, TO ecTb HajeneHune
MaTepuanbHOro Mmpa 60XeCcTBEHHbIM CMbICJIOM -
fB/leHNe He HOBOEe A5 MPOTECTaHTCKOro, B OCO-
6eHHocTu roanaHackoro XVII Beka. Kak n3BectHo,
B CBAI3U C LUMPOKUM PacnpoCTpaHeHNeM naen pe-
dopmaumm, Korga LiepkBn nepectanm 6biTb HOCK-
TeNAMM CBALLEHHNYECKOrO CMbICAA, Y>KE N3BECTHBbIN
paHee nocbln boXecTBeHHOro TBOpPeHUs Tenepb
CTan NpoYnTLIBaATLCA B M306pa3nTENbHON CUMBO-
NInKe XyAOXECTBEHHbIX MPOU3BELEHN, BECbMa Aa-
Nekux oT bubnercknx TeM. FonnaHaCKyH XUBOMUCH
OxounMcKMIA  onpegensieT Kak «MKOHorpapuro Ho-
BOW cakpasbHOCTU» (Oxoummckuni, 2017, c. 12)

WccnepoBatens oTMeuaer, uto toboBaHme nNpo-
CTbIM LiBETKOM, CKPOMHbIM MeN3axkeM 1 YNCTON KOM-
HaTOW BO3BbICU/IOCh A0 PENUTMO3HOTO YyBCTBA.
(Oxounmckui, 2017, c. 13). MNMosBunoCb Xxena-
HWe NX COXpPaHWUTb, MOAAep>KaTb YNCTOTY, NOAOOHO
TOMY, KaK paHee TeNo OMbIBaAOCh CBATOW BOAOW,
CakpaibHbI CMbICA KOTOPOW Tenepb yXe He J0o-
MWHWPOBaJ B MbilwneHnn yenoseka. Oestigaard T.
HEOAHOKPAaTHO NOAYEPKMBa AaHHYH MbIC/b, CBA-

3aHHYHO CO CMEHOW MUPOBO33pPEHUECKMX NapajnrM,
B3rNA40B Ha NPUPOAY U pa3BUTUEM NPOCBELLEHUS.
(Oestigaard, 2013) BaxxeH HabatogaTeNbHbIN Xxapak-
Tep Haj NpUpPoAOoK, O KOTOPOM roBopuT Snyder,
CCbIIAACh Ha TO, UTO U3YYeHMe eCcTeCTBEHHbIX HayK
LeSIMKOM BbII0 MOCTPOEHO Ha MpUHLMNE Habato-
AEHUA U He YAUBUTENbHO, YTO Hay4Hble XypHa-
Nl XVII coaepxxann 6onblue rpastop, yem Gopmyn
(Snyder, 2015).

Cakpanuzayus npedmemos u sgaeHull

Cakpanunsauma 3akaroyanacb B MHOroobpasmm
MaTepuMasbHOro M1pa, KOTopblli 06s3aTesibHO 06-
NajaeT KayecTBaMu npuBiekaTenbHoCcTH. Bece 60-
>KECTBEHHOEe He MOXeT ObITb He NpuB/EKaTeNbHbIM.
Mo3ToMy NpeAMeTbl U ABNEHUA OKPY>KALOLLLEro M1pa
JOJIXKHbI BbIFAAETb 3CTETUYECKUMY, BO BCAKOM CAy-
Yyae WX MOXHO NpejcTaBUTb TakoBbIMUW. [OnnaHA-
ckune xypoxHuku: Ax asunac e Xem, AH BeHuke,
AlH BaH XeWicyMm, banbTasap BaH gep AcT, fiH bpeli-
reab Ctapwwnin, AMBpo3unyc bocxapt Ctapwuii, fAH
batunct doH opHeHOpPYX — MacTepa AeKOPaTBHBIX
LBETOUYHbIX HAaTFOPMOPTOB, BUPTYO3HO OTpa3mau
BCE MPUPOZAHbIE peanuun: pacTeHunsa, Naoabl, 3Be-
pew, NTWL, HaCeKOMbIX, NoApa3yMeBas Noj HUMK
BOCXMLLEHHbIN MNaHTEN3M HOXECTBEHHOTO TBOpe-
HuA. OHM B coTBOpeHHOM borom mupe daopbl n
dayHsbl, norpy>eHsl B Hero (Puc. 1,2).

HaTtopMopTbl NPeBOCXOAHO BAMCHIBAAUCH B UH-
Tepbepbl COCTOATE/IbHbBIX FOPOXKaH, PpafoBanu rnas
BCSIKOrO, co3epLatoLero nx kpacoty. OXOLUMMCKUIA
nucan: «PacueT BykeTHOro xaHpa cosnan ¢ pacnpo-
CTpaHeHWeM LiBETOYHOrO CafloBOACTBa. LiBeTOUHbIE
KNymbbl BCE eLé Oblan npusunernen borayen. Ecam
XOJICTbl C ByKeTaMu LWAN B CPEAHEM MO HECKOJ/IbKO
ry/bleHOB, TO CEMEHa WM CaXKeHLibl PeAKNX LiBETOB
MOFAN CTOUTb COTHU W Aaxe TbicAun. Ho MMeHHO
3TV UBETbl U PUCOBaNU, OCOHBEHHO «TUTPOBbIE» MO-
nocatble THJbMaHbl, KOTOPble B PeasibHOCTM NOYTH
He BCTpeyanucb, ABAAACh PeAKON MyTaumen. OHu
nokpbiBanu BykBaabHO BCE: N AOPOryto Mebenb, 1
NpoCTble KepaMmnyeckne NANTKN A8 NAUHTYCOB.
(Oxouumcknii, 2017, c.19)

Ka>kyLLnincs HeTAEHHbI MU BeLler JoKeH
6bITb 0653aTENbHO LBETYL MM, BEAb OH TBOPEHUE
camoro bora. Hnuero ysagatowiero Ha KkapTnHax
He yBUAUM. B LBETEHWM Xe BCe MHAMBUAYANbHO,
KaxkAblli LIBETOK pacLBeTaeT no-cBoemy, Bedb bor
He TOJIbKO TBOPEL, LIeJIOCTHON BcesieHHON, HO 1 Ka-
XAOW B OTAE/bHOCTM B3STON BELLW, HE NOXOXEW Ha
apyryto. Ecnav ectb NOHATE OTAENBHOW BELLY, 3HA-
UUT MAET PasroBop O ee UHAMBUAYANbHOCTU. OTO

BaXXHOEe KayecTBO, KOTOPOE B MCKYCCTBE rOANaHA-
CKMX, HEMELKMX MacTepOB AeNCTBUTENbHO BbisBE-
HO. Beas pa3roBop 0 caMOAOCTaTOYHOCTU BeLLen,
OXOLMMCKMIN flaxke rOBOPUT O WX XapakTepe v CyAb-
6e. (Oxounmckun, 2017, c.21,22)

Cakpanusayus npocmpaHcmea

B >xunsonucm XVII Beka NpocTpaHCTBO HUKOrAa He
CyLLEeCTByeT camo Mo cebe — OHO poXAaeTcs B An-
ajore c Bel,amu, KpackaMu 1 BCEM >XMBbIM MUPOM.
Y pe Xema, BaH gep Acta nam bocxapta Crapwero
TEMHbI GOH NOHayany KaXeTcs TaUHCTBEHHBIM U
3aMKHYTbIM, C/IOBHO XPaHSALLMM KaKyto-To TaiHy. Ho
€C/IM BCMOTPETbCS, OH NpeBpaLLaeTcs B e4Ba 3aMeT-
HO€ NPOCTPaHCTBO, CKPbITOE 3a BycTBOM PopM, —
MPOCTPaHCTBO OAYXOTBOPEHHOW MaTepmn. [peameTbl
M MPOCTPAHCTBO CrJ/IETEHbI BOEAMHO, 0H6pazys naH-
TENCTUYECKYIO LieMb CMbIC/IOB: O4HO He CyLecTByeT
6e3 gpyroro. B «[vpasHae n3 GpykToB 1 LBETOB»
Ae Xema faxe KpolleyHble NpocBeTbl poHa cpe-
AV UBETOB N HaceKOMbIX Ha doHe TEMHOM apKu
NPUTArMBarOT B3rNA4, HaNnoOMWHasA: 6e3 3Toro «ay-
XOBHOrO» NMPOCTPaHCTBA NENeCTKU, Arofbl U BETKU
CTanu 6bl NPOCTO BE3XKMIHEHHON MaTepuei. A Kor-
Aa MacTepa f06aBastoT K HaTIOPMOPTY NPUAYMaH-
Hblli BEYEPHU Nel3ax, cakpaibHas LenoCTHOCTb
MUpa packpbiBaeTCcA MO-HOBOMY — Kak B paboTtax
A. MunHbOHa C ero awepuuamm, MbllLaMn U COYHBbI-
Mu naoaamu. (Puc. 3).

Komnosnyms cTponTca Ha KOoHTpacTe: TéMm-
Hoe, NouTK 6e340HHOE NPOCTPaHCTBO BM3YaabHO
YpPaBHOBELLMBAETCA APKUMM, OCA3aEMO-COYHbIMU
naogaMmv — BUHOTPAAOM, CANBaMU, MePCUKaMM.
[ ononHAOT cLeHy AMHaMUYHble obpa3bl 6Habouku
n NTULbl. KONopUCTUYECKOe eAMHCTBO 3/1EMEHTOB
HeCcéT PnnocodCKyro Harpysky: OHO CUMBOAM3NPYET
HepacTOP>XXMMYHO CBA3b BCErO CyLLEro u oTpaxaet
naero npesonpesenéHHOCTH, 3aN10XKEHHYH Bbic-
WM pa3yMoM. 3agaya XyAoXXHWKa — He nsobpe-
TaTb, a3 MOZENNPOBATb 3TOT M3HaYa bHbI 3aMbICen.

Cakpanusayus ceema u ygema

AHanornyHbiM obpasom npeobpaslyeTcs W CBET.
OH MNOAYHOYHOMW, MONYBEYEPHWUIA, MONYNCKYCCTBEH-
HbI, MONyeCTeCTBEHHbIN, CIOBHO HaMOJHEHHbIN
60>XXECTBEHHOW IHEPTMen, Ha KapTUHaX XYAOXKHU-
KOB pa3om, cpa3y M O4HOBPEMEHHO O3apseT Bce
Aapbl 3emMan 1 Mops. CBeT, poxAaeMbli HEBUAN-
MbIM MCTOYHWKOM, B CBOKO Ouepeb MaTepuannsy-
€TCs B LBET APKOro okpaca MHOroobpasHou Gpaopb..
MatepunannsoBaBLUNCh B LIBETOBOE KauyecTBO, OH
pa3/nMBaeTCA No NOBEPXHOCTU KaXkAoro npeameTa,
KOTOpble C/IOBHO MOZ CUAOM CBOEN MaTepmnaanzo-
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BaHHOW MJIOTU HAaYMHAKOT EMOHCTPMPOBATL BECh
CMNeKTp HaTypanbHoro baecka. 10T Haeck cBeTO-LBE-
TOBOW W OH TakoB, MOTOMY UTO OH 6OXEeCTBEHEH.
3zecb He BaXHO, HabatofaeT N ero XyAOXHUK B
HaType WK cylecTBeHHO nepepabaTbiBaeT BOO6-
paXKxeHWeM, raBHOe — MOoJ ero BO3AenCcTBUEM NpPo-
ABASETCA Ta KONOPUCTMYECKas KapTUHa 3BYYHOW
6narogatin, KOTopas COOTHOCUT Hac C NepBoobpa-
30M — PalickvM CafjoM B €ro pajy>HOM Mpeaom-
neHunn. Ecam abetparnpoBaTtbhcs OT CBETO-L,BETOBOM
cakpanv3auunm 1 BOCMPUHMMATL NPeaMeTbl BHE KX
«YXOBHOTFO» HaMoJIHEHUS — Kak He uMmetoLme 60-
KECTBEHHOTO MPOUCXOXAEHWS, — OHU NPeACTaHyT
cyrybo HaTypasMCTUUHBIMW, MOYTU MYASKHBIMU.
VIMEHHO OCMbIC/IEHME CaKpasbHOCTU MPOCTPaH-
CTBa, CBETA, LiBeTa, BCEro CyLLero — XnBOro u py-
KOTBOPHOTrO — HajeNfeT NPOU3BEAEHNS BU3YasbHON
BbIPa3nTEIbHOCTbIO, KOTOpas U MO CeN AeHb yaep-
XUBaeT BHUMaHMWe 3puTens. PaccMoTpum katoueBble
NPOsABAEHWS Cakpanv3aLumn, BblAeNB €€ JOMUHN-
pytoLLMe CcBOMCTBa B Tabanue.

Cakpanuzayus | Cakpanuzayus | Cakpanusayus
npedmemos u | npocmpaHcmea |ceema u ysema
AeneHul

3HauMMOCTb 3HauMMOCTb 3HauMMOCTb
KaXKZoro npej- | npocTpaHcTBa CBeTa Kak BaX-

MeTa nyTem Kak Heobxoamn- | HOM CYLIHOCTU
06pNCOBKM €r0 | MO OZyXOTBO- | B peanunsauum
CTPYKTYpHOM peHHol cdepbl | LBETOBOM
«MNOTU» npucyTCTBUA XapakTepucTmkm
npeameToB npeameToB

MHtepnpetauusa «HoBoi 6narogatn» B Apy-
rMx >KaHPOBbIX MPOABAEHUAX

TeapHeili Mup

Kak mbl Bugenu, punocodumsa nogobHbix n3obpa-
XeHW obbAcHANaCh NH0BOBBIO KO BCEMY MaTepu-
afAbHOMY, TeM bonee XnBOMY. B Helt npoumnTbiBancs
BOCTOPT GM3NUYECKOMY MUPO3AaHUIO OTAENBHOIO MU-
Kpomupa. [ockonbky OH BOXECTBEHEH, 3HAYUT U B
cBeTe H60NbLLIOro MakpoMMpa 3TOT OTAENbHbIN KOH-
KPETHbIN MUKPOMMP, BMELLatoLLMiA B cebs BCto 3Be-
PVIHYIO Y pacTUTENbHYH 3K30TUKY, MPeTeHAOBaa Ha
dunocodckoe BocnpmaTue. B rnazax coBpemMeHHOro
3puTens HacekoMble MOPOW KaXKyTCs NNLLEHHbIMM
dunocodckoro macwrtaba. Ho ana 3anagHoeBpo-
NencKmx XyA0XHMKOB OHM BblM YacTbO BENNKOM
OAYXOTBOPEHHOM TKaHWU 6bITUS — BOXECTBEHHOW,
>KMBOW, HAaNOJHEHHOW cMbicioM. Babouku, cTpeko-
3bl, 6OXbW KOPOBKM OXMUBASAN faxe CaMble MbiLl-
Hble ByKeTbl, NPUBHOCA B HUX JblXaHNe peaibHOro
MUMpa C ero 6ecKOHeYHbIM pazHoobpasnem. Vix Tena
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— 6yATO MUHMATIOPHBIE LWeaeBpbl: HU oAHa 6abou-
Ka He MOBTOPSET APYryHO, KaXkan ryceHnua Hecert
CBOK UCTOPMIO. B 3TON HEMOBTOPMMOCTM — KIHOY
K MOHWMaHWUIO aHMMaNCTUYECKOrO UCKYCCTBA, Bbl-
pOCLUEro U3 BHMMATENbHbIX HAabOAEHWI 3a Npu-
pogon. B XVII-XVIII Bekax OHO CTano oTAe/bHbIM
>KaHPOM, OTPa3mB XaxXay YenoBeka NPOHUKHYTb B
TalHbl MUPO34aHUsA. A CnycTs CTONETUS Ta Xe uaes
3a3Byy4ana No-HOBOMY — Tenepb y>e Kak Npu3bliB
K 6epeXHOMY OTHOLLEHUIO K XPYNKOMY paBHOBE-
cunro Xun3nu. (Puc. 4,5).

M3 TecHbIX paMOK HaTlOpMOpTa 3Bepu, NTULbI 1
HacekoMble LWarHyau B 6eckpaliHne npoctopbl Npu-
POZAbl — W 3TOT Nepexos CTaj NOBOPOTHLIM ANS aHW-
MaJnCTMYeCcKoro XxaHpa. loctaTouHO B3rAHYTb Ha
nonotHa Menbxmopa e XoHaekyTepa: ero ntmubl
60AblUe He 3anyTaHbl B TMPASHAAX LLBETOB — OHMU
KynaroTcs B 03épax, 3aboTaTca o nTeHuax, BeayTt
TMXMe Ananorn Ha BetBsAx. OHM OCTaNUCb CTOJb
e AOCTOBEPHbIMM, Kak B HaTFOpMoOpTax, HO obpe-
nn ceobogy: pacnpaBuamn Kpbliibs, BbITAHYAN LLeW,
OXWAW B Syrax n necax. XyfoxHukn XVIl seka —
ot ronnaHgues (Kein, MoTtep) o Hemues (Xak-
KepT, 'pooT) n pycckux (LLeapunH) — HanoaHuan
CBOW KapTWHbI MPa3gHUYHbIM AbIXxaHWeM NpUPoAbI.
XKnBoTHbIE 38€Ch HE MPOCTO N306paKeHbl — OHU
XUBYT: MPMHMMALOT Bblpa3nTeNbHble No3bl, AEMOH-
CTPUPYHOT HPaB, AEeNCTBYHOT eCTECTBEHHO U packo-
BaHHO./. ®. YpBaHOB Npu3biBaN COUNHATL «Liesble
MOBECTBOBAaHMSA O XMBOTHbIX», MOAOOHO BacHAM
230na (YpsaHos, 1793, c.37, 41,420. Ho aaxe B
3TUX «BbIMbIC/Iax» MacTepa COXPaHAIN BEPHOCTb
rnaBHOMY: NpaBAMBOMY 06MKY 3BEpPA.

XypoxHuku lonnangmn, N'epmanmm n Poccmm He-
pesko obpallanmcb K NacTopanbHbIM CHOXKETaM: Ha
MX MNOJOTHAX MMPHO NacyLMecs KOPOBbI, rpaLMo3-
Hble Jlolaam 1 BepHble CObakM CoOCeaCcTBOBaNM C
TUXUM, CIOBHO MOTPYXEHHbBIM B ApeMy faHawad-
ToM (A. Kewnn, M. MotTtep, V. KneHrenb, A. XakkepT,
C. WeapwvH). Takne nersaxu, MMeHyeMble «BUAO-
BbIMM», 3aneyaTieBaan Npuposy B e€ ypaBHOBe-
LIeHHOM, CMOKOWMHOM obanube. (Punc.6).

WccnepoBatenn no-pasHoMy TpakTyrOT CMMBO-
NNKy roanaHackoro nemsaxa. J. Walsh Buaut B Hém
OTrONI0CKW HEOMIaTOHM3Ma: XYAOXHUK He MPOCTo
n3obpaxkaeT NpUpoAy, a HaMeKaeT Ha CyLLecTBO-
BaHMe AyXOBHOIo M3MepeHus, rae Hebeca cayxaT
CBA3YOLLMM 3BEHOM MeXy 3eMHbIM 1 6OXeCTBEH-
HbIM. XapakTepHOe MOHWXeHWe Fropu30HTa, OTAa-
toLLee NepBEHCTBO HebecaM, — He CIyHanHOCTb,
a co3HaTtenbHbI npmém (Walsh 1991, P. 95-118).

S. Schama ycmaTpuBaeT B o61akax MOLLb HEGECHbIX
w1, obeperaroLmx CTpaHy, a B TPO3HbIX Tydax —
N3BEYHOE NMPOTMBOCTOAHNE CBET/bIX U TEMHbIX Ha-
yan (Schama 1987). A. [l. Oxoummckuin gobaenset K

3TOMY 3TUYECKUI aKUEeHT: uctopmsa HuaepnaHaos,
OTBOEBaAHHOW Y MOPSA 1 BparoB, OCMbICAsIACh Kak
aap boxxwui, cpoaHun 3emne obetoBaHHOW 13 CeA-
weHHoro Mucanuna (Oxoummckuin, 2017, c. 28).

OCHOBHbIe NPUPOAHbIE KaTerop1Mm U UX XapaKTepuUCTUKa

XKaHp LisemoyHbili Hamropmopm | TeapHsil Mup elizax
OcHoBHble 06bekTbl M30- | LiBeTbl, dpykThl, NpeameTsl | MTWLbI, ALepuLbl, paku, MpupoaHble naHAwadThI:
6paxkeHus 6biTa pakyLuku, yauTkun, 6abouku, | neca, ropbl, Noas, peku,

CTPEeKO3bl, TyCEHULLbI, MyXM

MOpSi; TOPOACKHME, CeNb-
CKWE, MOpPCKMe nensaxu;
Heb60o, obnaka

KntoueBasa uvges Kpacota n cumBosivka 06bI-
AEHHBbIX Bellel, LiBETOB, NX
MaTepunasbHOCTb U CMbIC/IO-
BOM OTTEHOK ObICTpOTEU-

HOCTU XXUN3HU

KpacoTa n cumsonvka
TBapHOro Mupa, nx mate-
pYanbHOCTb U CMbICIIOBOW
OTTEHOK HbICTPOTEYHOCTK
>KN3HU

Kpacota n npupogpl,
nepesaya eé HaCTpoeHus;
B3aMMOZENCTBNE YeloBEKA
C OKPY>aroLLMM MUPOM

KomMno3unumoHHble oco- CTaTMYHOCTb, NpoAyMaHHOe
6eHHOCTK pacrnonoxeHune npeamMeToB

CraTuyHoe nan aAnHa-
MUYHOe n3obpaxeHune
npeacTaBuTeNein TBapHOro
MUpa: CUAALLMNX, MON3YLLUX,
nopxaroLLmX

Vicnonb3oBaHune nepcnek-
TVBbI (IMHEWHON 1 BO3AYLU-
HoW), paboTa C ropu3oH-
TOM, nepegava rnybuHbl
NpoCTpaHCTBa

LiBeToBas ramma 1 ocse- | AKLIEHT Ha nepegjave
LieHune LLBETOBOW OKpPaLLEHHOCTM
pacTeHul B UX KOHTpacTax
N HIOAHCax, TeKCTypbl
npesmMeToB, nepegaye
Aetanen

AKUEHT Ha nepesaye
LiBETOBOM OKpPAaLUIEHHOCTM
npeacTaBuTeNen TBapHO-
ro Mmpa B UX KOHTpacTax
N HroaHcax, nepegaye
aetanem

Mepesava cBeTOBO3AYLU-
HOW cpeabl, aTMOChEpPHbIX
abdexTOB (TymaH, 3akar,
rposa)

TBOpUeckuii MeTos MacTepoB M 3cTeTUKa Ha-
Typaausma

MeTog MacTepoB poOXAanca U3 NpuUCTasbHOro
BraagbisaHmsa B Mup. B xxusonucn XVII-XVIII Bekos
Ba>KHEWLLM OPUEHTUPOM CTana peanbHOCTb Npw-
CYTCTBUA: XyJOXKHMK AOOMBaNCA TaKoro CXoACTBa C
[EeNCTBUTENIbHOCTBIO, UTO 3pUTENb HE MOT He yAu-
BUTbCA. B 3TOM 1 Kpblnach NpuTAratesbHas cuna muc-
KyccTBa Toi anoxu. J1. B. MouyanoB MeTko Ha3Ban
NoAOGHBIN B3rNA4 «yMHbIM CO3epPLAaHNEM» — OH
06beANHAN CTPACTHOE N306pa3nTeIbHOE MOBECTBO-
BaHWe ¥ Tpe3Bbll aHaNN3 OKPY>KatoLLero npegmer-
Horo mupa (Mouanos, 1988).

Mpobnema «nogpaxaHnsa Npupoge» ctana Knwo-
4eBbIM Y3/I0M XyAOXeCTBEeHHOro npouecca. B Hew
ACHO pa3/IMuMMBbl ABa NepenieTéHHbIX Havana. C oa-
HOM CTOPOHbI, «MOApaXkaHVe» MbICANAOCh KakK YMO-
3puTesibHOe No3HaHue npupogel. C Apyron — oHo
npeanonarano ocoboe NCTONKOBaHWE N BOCNPUA-
Te MMpa Kak cnocob ero otpaxeHua. XyAoXHN-
KW BUPTYO3HO 6anaHcMpoBanu Mexay bykBasbHOM
nepegayer BHELWHUX YepT MOAEeN N CBOHOAHBIM
abcTparmpoBaHMemM OT Heé, aHaAn3npys 1 0606-
wan yBuaeHHoe. Tak cknajbiBanacb KOHLeNuma
«0bpaza» — ynopag04YeHHOro, CO3BYYHOro Yeno-
BEYEeCKOMY BOCNPUATUIO. BrasabiBaack B Kaxayro
PopMy, MocTuras 3aKoHbI NPUPOAbI Yepe3 PUCYHOK,

pPUCOBabLUNKM NOCTENEHHO HAMoOMHAAN €€ 3CTe-
TUYECKUM coAep>KaHneM. VIMeHHO 3Ta naes obpa-
3a 3ajana TOH NpuUTAraTeNbHOMY UCKYCCTBY 3MOXM.
ApKniA NpuMep — M3bICKaHHbIE 3aPUCOBKN pacTe-
HWU, HacekoMbIX U pakywek Mapun-Cnbuansl Me-
pVaH, KHUXHOTO UANKCTPATOpPa, UgaTens KHUMm
«MeTaMmop0o3bl CyprHaMcknx HacekoMbix» (1705),
Ha KoTopble yka3sbiBanu: [.M.Epmakosny (Epmako-
Buy, 2015, c.116). A.l . KameHckas (KamunHckas, 2000,
¢.84-107), b.B.lykuH (JlykuH, 1974) n .H.Nebepesa
(llebepesa, 1997, c¢.318-334). TpagnLmn BbICOKOTO
MacTepcTBa B akBapenn npogomkman ®. Yepkacos,
A. A. Tpekos, . MaruH, A. MannHkoBkuH, M. He-
kKpacoB (CreukeBuy, 1997, c. 252-253) n gpyrue
MacTtepa, B ToM uucae M. P. Peikos, . Hukonaes,
M. X. bepkxaH, V. B. MlropceHnyc, M. A. Cokonos,
M. /. MaxaeB, ubn nmeHa npusogut H. . Kona-
HeBa (KomaHeBa, 2006, c. 65).

Buonorunueckas nanroctpaumna XVIII seka, no
oueHke A.[l. Oxouunmckoro (2017, c. 12), npea-
cTaBasna cobor NOANMHHO HapOAHOe UCKYCCTBO,
OTMeYeHHOoe CKPYMNyAEé3HbIM peain3mMoM. Xyaox-
HUKW-HaTypanucCTbl, OTKa3aBLINCb OT akagemumye-
CKOW NIMHUW, Yepraan BLOXHOBEHWE B NHO6BU K
npupoae N nHTepece K Hay4YHbIM UCCAe0BaHu-
AM. VIx BHMMaHWe K getanaMm — Byab TO TEKCTY-
pbl, GOPMbI NN HHOAHCbI MOBEAEHMA XXNBOTHBIX U

95



pacTeHUI i — NPeBPaTUIO UANKOCTPALUN B LIEHHbIN
HayuUHbIN pecypc, akTyabHbIN 1 cerogHs. MacTepa
He Aenanun pasanumin mexxgay obbektamu nsobpa-
KEHUA: B UX «IHUMKIOMNEANN BELLEN» HaXOo4NAn
MECTO 1 LiBETbI, U KOPOBbI, Y YaCOBblE MEXaHW3-
Mbl, U BbITOBbIE Meno4mn. [Mofg0H6HOro BOCTOPXKEH-
HOro 1 BCEOOBEMIOLLENO TMMHA MaTepuasbHOMY
MUpPY UCTOPUA NCKyccTBa He 3Hana. Weststijn Bu-
AWT NapaZoKC AaHHOW XMBOMUCU B TOM, UTO OHa
MOXeT cAenaTb XMBOMUCHbLIM BCE Cylllee — Hesa-
BMCMMO OT NpejMeTa, BaxkHa /ivb MaHepa m13o-
6paxkeHuns. Mpu 3TOM eé cuna He B KONMUPOBaHUN,
a B CNOCOBHOCTU NpobyKaaTb 3MOLMK. XKMBOMUCH
OoTpakaeT MPUPOAY, HO AesaeT 3TO Uepes cuctemy
WNNKO3MIA: OHa OBMaHbIBaeT, HO 3TOT O6MaH Bbi3bl-
BaeT BOCTOPr. ABTOpP OTMeYaeT, UTo Mbl BOCXMLLA-
€MCS 1 CAaMOW MPUPOAON, U TEM, KaK XYJOXHUK eé
nepegan. N 310 He cyyaliHO: CyTb «3epKajbHO-
CTW» UCKYCCTBa He B ByKBaJbHOM MOAJMHHOCTY, a
B MCKyCCTBe co3gaHuns obpasa. CoBeplueHHas Kap-
TUHA — 3TO «3epKano NPUPOAbI», KOTOPOE TBOPUT
HOBble peasbHOCTM 1 OBbMaHbIBaeT Hac Tak ybe-
ANTENBHO W U3ALWLHO, YTO caM 0BbMaH CTaHOBUTCA
BbICLLElN POPMOW NoXBasbl MacTepcTBy. He cayyaii-
HO XMBOMWCb YyNoAobasNack PUTOPUKE U ee BO3-
AEeNCTBME Ha 3puTens 6bIN10 ropasfo CuabHee, YeM
cnoBo (Weststijn 2008). HatypanbHOCTb — BOT, UTO
TpeboBanocb OT HOBOW MKOHOrpadum — nuwwet Oxo-

ummMmckmnii (Oxoummcekmia, 2017, ¢.28) 910 1 ecTb ca-
KpasbHbI/ HaTypaan3M.

3ak/sitoueHmne

Takum 06pa3om, B XoAe OCMbICIEHUA MPUPOAHBIX
MeXaHU3MOB XYAOXHUKM COOPMYINPOBAAN Hayu-
HO-XYZOXKeCTBEHHOE KpeAo, OTUETANBO NPOABMB-
Lweeca B ux pabotax. MNpeacTaBUTENN FONNAHACKOTO
HaTHOpMOPTa U Hay4HOro B1ONOrNYECKOro pUCyHKa
Ccymenv NpeBpaTnTb n30bpaxkeHns Gaopbl 1 GayHbl
B NOAJIMHHOE ncKyccTBo. KynbTypHasa cpega XVII-
XVIIl BekoB 6blna NpoOHM3aHa CTPEMIEHMEM K MO-
3HaHWUIO M BOCXWLLLEHMIO MaTepuanbHbiM MupoM. Kak
otmeyan A. [J. Oxounmckmia (2017, c. 16), HaunHa-
FOLLIMM XYAOXHMKaM COBETOBaAN He exaTb B Pum, a
0bpatnTb BHMMaHWe Ha Hencuyeprnaemoe 6oraTcTso
OKpY>KatoLLero Mmnpa — Aaxe B 06blAeHHbIX NpeamMe-
Tax Taunacb pPafoCTb Co3epLiaHus. Boicokas cteneHb
WANKO30PHOCTM B TPAKTOBKE MPUpPOoAbl bblia 0by-
cnoBseHa eé Hay4YHON 3HauYMMOCTbH0. MNogpaxkaHne
npupoge Nopoamnao ocoboe YyBCTBO BOCXMLLIEHNA
«HaTypanamu». brarogapsa ckpynynésHo TO4HOMY,
noutn potorpadryeckomMy NOAXOAY MacTepa BOCCO-
34,211 KapTVHY NPUPOAHOTO MUPOYCTPONCTBA CBOEA
3MOXM. ICTETMKA «MPUBAEKATENBHOCTN» U3yYaeMOWn
MaTepum cTana 3Ha4yMMbIM 31eMEHTOM n306pasu-
Te/IbHOTO MCKYCCTBa TOrO BPEMEHMN M MPOJOKAeT
npuBaeKaTb BHUMaHWE COBPEMEHHbIX UCCes0Ba-
Tenern KOHLEenumMm NnpupoaHON KpacoTsl.
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