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CONCEPTION AS A FORM-SHAPING FUNCTION OF
ARTISTIC DIALOGUE: A VISUAL STUDY BASED ON
THE WORKS OF ALEXANDER SMIRNOV

Summary: This article examines the iconography of the
Passion of Christ in the work of contemporary artist A.
Smirnov. The study analyzes a wide range of iconograph-
ic works created between the 1980s and 2015-2017, al-
lowing us to trace the evolution of the artist's artistic lan-
guage over nearly four decades of creative activity. The
primary methodological basis of the study is Heinrich
Wolfflin's concept, developed using ltalian Renaissance
art as a reference. This appears justified given the artist's
focus on the Renaissance tradition. The author examines
the representation of the artistic image in the context of
the gradual transformation of stylistic and iconographic
approaches, identifying patterns in these changes.

Particular attention is paid to the analysis of the artist's
visual language, which demonstrates a movement from an
impressionistic and painterly style to linearity, followed by
a return to painterly style while maintaining the external
outline of the drawing. This approach is characterized as

The study emphasizes the role of artistic conflict
and a value-oriented vector in the organization of
artistic forms, showing how Christian themes open
up boundless possibilities for engaging in dialogue
with the viewer simultaneously within aesthetic and
philosophical categories.

Christian heritage over the past two millennia
has served artists as a basis for reflecting on the
structure of the world and the place of the human
being within it (Belyanskaya, 2010)". The most sig-
nificant works of European art have turned to the
Gospel tradition. The artists’ attention to this theme
has been determined by the vector of deep mean-
ings embedded in Biblical and Gospel narratives,

1. Belyanskaya, L. 2010. “«Christian heritage» and contemporary
post-Marxism”, Religious Studies [Religiovedcheskie
issledovaniyaj, (3-4), pp. 192-203.

“vibrating," or in constant flux. The study demonstrates how
the synthesis of various stylistic features creates the condi-
tions for the search for the artist's individual artistic concept.
The article examines works dedicated to key moments
in the Passion Cycle: from the Entry of the Lord into Je-
rusalem to the Crucifixion and Entombment. The article
analyzes works such as the triptych "Crucifixion," the
paintings "Dialogue,” "Remember Me, O Lord, in Thy
Kingdom," "The Entombment," and "The Constellation
of Lamentation.” The author demonstrates how the art-
ist draws on the philosophy of the Byzantine heritage,
maximizing the capture of the physical appearance while
delving into the spiritual essence of the events depicted.

Keywords: Christian iconography, religious painting, ar-
tistic transformation, stylistic synthesis, gospel stories, the
passion of Christ, impressionism, Byzantine heritage, bina-
ry oppositions, artist Smirnov.

which always imply an appeal to the inner world
of the individual.

In the art of the second half of the 20th centu-
ry, artistic thought that addresses the Gospel story
increasingly moves away from illustrativeness and
shifts its focus to inner spiritual issues, both of so-
ciety as a whole and of the individual. Doctor of Art
History S.I. Khvatova links the sustained attention
to the sacred in the second half of the 20th cen-
tury with “the beginning of a new cycle in the de-
velopment of human culture, where a new view is
being formed on the functions of culture and art
as a whole.” (Khvatova, 2015)2.

2. Khvatova, S.I. 2015. “Spiritual searches in art and artistic life
of the second half of the 20th century”, Bulletin of Adyghe
State University. Series 2: Philology and Art Studies [Vestnik
Adygeiskogo gosudarstvennogo universiteta. Seriya 2:
Filologiya i iskusstvovedenie], (3 (164)), pp. 162-169.
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Il 1. The Entry of the Lord into Jerusalem

The vector of this attention is defined by a syn-
thesis of the artistic experience accumulated by pre-
vious generations and the acuteness of the spiritual
problems of the present moment. The Gospel tradi-
tion is directed toward human suffering and opens
up paths to healing from these spiritual afflictions;
art, in turn, likewise searches for the root causes
and for ways to resolve spiritual problems (Rak-
ova and Rakov, 2022)3. Thus, the appeal of art to
the Christian heritage is natural and especially rele-
vant now, when art finds itself at the intersection of
ethical and aesthetic contradictions. Contemporary
religious painting appears as a phenomenon that
stands at the forefront of the discourse about the
human being and their place in the world, where
the most acute questions of our time are raised. The
body of artworks that turn to the Christian heritage
constitutes a vast cultural stratum that requires re-
flection and systematization (Rakova, 2024)%.

The present study focuses on a visual exami-
nation of the iconographic series devoted to the
central part of the Gospel narrative — the Passion

3. Rakova, O.A. and Rakov, M.P. 2022. "Religious painting by
Alexander Smirnov in line with the traditions of Slavic culture”,
Culture and Art [Kul'tura i iskusstvo], (7). DOI: 10.7256/2454-
0625.2022.7.38317.

4. Rakova, O. 2024. "Creative impulses of ancient Russian art
and present-day dynamics in A. Smirnov's artistic search”
[Tvorcheskie impul'sy drevnerusskogo iskusstva i dinamika
nashih dnej v hudozhestvennyh iskaniyah A.M. Smirnova], Art
Literature Scientific and Analytic Journal Burganov House.
The Space of Culture [Nauchno-analiticheskij zhurnal «Dom
Burganova. Prostranstvo kultury»], no. 20, pp. 94-106. DOI:
10.36340/2071-6818-2024-20-3-94-106.
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of the Cross. The material for the research is the
iconographic cycle of works created by the artist
A. Smirnov®. The dates of creation range from the
1980s of the last century to 2015-2017 in the 21st
century. The aim is, by comparing a number of the
author's works, to offer stylistic characteristics of the
iconography of the chosen subject. This will make it
possible to examine the representation of the artis-
tic image from the perspective of the gradual trans-
formation of stylistic and iconographic approaches.
Since the artist's work as a whole is oriented toward
the art of the Italian Renaissance, which was pre-
dominantly ecclesiastical and based on the themes
of Holy Scripture, it is proposed to turn to Heinrich
Wolfflin, whose methodology for evaluating works
of art was developed on the basis of Renaissance
culture (Rykov, 2015)°.

The task also includes emphasizing the role of
artistic conflict as one of the ways to reveal the val-
ue vector in a work of art.

The visual study is based, in its sequence, on the
most dramatic part of the New Testament, which
tells of Christ’s suffering, His death on the cross,

5. Rakova, O.A. 2025. “Antinomy of artistic images in the works
of A.M. Smirnov”, Proc. of the All-Russian Scientific Conference
«Iskusstvo i religiya: antinomii prirody cheloveka» [‘Art and
Religion: Antinomies of Human Nature”], Vladimir State
University, Vladimir, 17-18 May 2025, pp. 162-170. ISBN 978-
5-9984-2276-8.

6. Rykov, AV.2015. “Formalism, avant-garde, classics. Heinrich
Wolfflin as an art theorist”, Proceedings of the History Faculty
of St. Petersburg University [Trudy Istoricheskogo fakul'teta
Sankt-Peterburgskogo universiteta], (22), pp. 155-160.

and His resurrection. This subject is equally filled
with pain and grandeur. And the visual language
employed by the artist, turning to the Gospel nar-
rative, seeks to approach the depth of the mean-
ings embedded in it.

The cycle of the Passion begins with Christ’s En-
try into Jerusalem and ends with the Resurrection.
The artist's works are examined in this sequence,
from the earlier to the later ones. The theme of the
Entry into Jerusalem is presented in a series of Im-
pressionistic works painted en plein air during the
artist’s creative trips to Jerusalem between 1993 and
2000 (Ill. 1). This group also includes a number of
small sketches, one of which was painted in 1990.

In contrast to the plein-air works, the pieces de-
voted to the Last Supper have a complex structure
of form-making. The artistic conception is revealed
within the framework of several stylistic tendencies.

At the same time, the artist searches for an in-
dividual language capable of conveying the depth
and tragedy of the Gospel events. The composi-
tional rigor reflects the semantic richness of the
author’s artistic conception, which dictates the cor-
responding visual language. He turns to the Byz-
antine heritage, reworking it in the context of the
artistic experience accumulated by earlier traditions.
In the transformation of stylistic devices, one can
trace the search for maximal artistic expressiveness,
so characteristic of the dynamics of the 20th centu-
ry. The works belonging to this group include The
Last Supper, created around 1986.

If we consider this work from the perspective
of Heinrich Wolfflin's five pairs of concepts, we can
note a strongly pronounced linearity, flatness, clari-
ty, and closed form in the construction of the artis-
tic image. There is also a sense of unity, in which all
the parts of the artwork constitute a single whole.
The artist returns to this theme over the following
years and does not confine himself to the initially
discovered compositional and chromatic solution.
The artistic language undergoes transformations —
this can be seen in the painting The Last Supper,
created approximately between 1998 and 2000 (Zo-
graf, 1983)".

7. Zograf, N.Yu. 1983. “Creative history of N. N. Ge’s painting
«The Last Supper»”, State Tretyakov Gallery. Materials and
research [Gosudarstvennaya Tret'yakovskaya galereya.
Materialy i issledovaniya], Khudozhnik RSFSR, Leningrad,
USSR, pp. 81-102.

The compositional and plastic structure be-
comes even more expressive. The artist’s particu-
lar attention is directed toward the rhythms of
gestures. The search for musical expressiveness
in revealing the inner meaning embedded by the
artist in the work links this piece with the one
created earlier®.

In the later work, the artist abandons local color
and complex glazes. They are replaced by a vibrant,
expressive brushstroke. The artist arrives at a synthe-
sis of the established plasticity, with its characteristic
expressiveness of gesture, and an Impressionistic
approach to presenting the artistic image. If we
again turn to the paired concepts, we can clearly
see a transformation in the author’s artistic style: in
this work, linearity is replaced by painterliness and
depth, and the artistic form becomes open. How-
ever, in accordance with Wolfflin's definition of the
paired categories, unity and clarity are preserved —
the work is perceived as a coherent whole. In a lat-
er frieze titled Miracles of Christ, painted in a free,
sketch-like manner, a key stylistic feature becomes
the dominance of a sharp and precise line (Mali-
novskiy, 1910)°. The compositional sharpness here
reaches its maximum expressiveness. A synthesis
emerges between the depth and openness of the
artistic form and its linearity.

From this, we can observe that the artist arrives
at a sense of wholeness and unity through the syn-
thesis of different approaches, intuitively harmo-
nizing their relationships, as well as those between
the main leitmotif and the secondary motifs. In this
case, each stylistic approach functions as an instru-
ment in the creation of a particular melody. This
assumption is based on other works by the artist
devoted to the same theme.

The Gospel scene of Christ with His disciples
in the Garden of Gethsemane can be seen in the
works The Agony in the Garden and Peter’s Denial.

At the same time, another work, painted ap-
proximately in the same period, is executed using

8. Rakova, O.A. 2025. “The Antinomic Component of a Work
of Art. Its Role in the Emergence of the Artistic Image. The
Creative Experience of A.M. Smirnov”, Culture and Art [Kul'tura
i iskusstvo], no. 12. DOI: 10.7256/2454-0625.2025.12.77342.

9. Malinovskiy, N. 1910. Pravoslavnoe dogmaticheskoe bogo-
slovie. T. 1: Vvedenie. Uchenie o Boge edinom v sushchestve
i troichnom v Litsakh [Orthodox dogmatic theology. Vol. 1:
Introduction. The doctrine of God, one in essence and triune in
Persons], 2nd ed., Tipografiya Sv.-Tr. Sergievoy Lavry, Sergiev
Posad, Russian Empire.
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a radically different approach — The Kiss of Judas
(Rakova and Rakov, 2022)°.

It is interesting to note that, despite all the out-
ward differences, the inner expressivity and re-
strained dynamism make it unmistakably clear that
these works belong to the same master. Each of the
works is characterized both by tense inner conflict
within the artistic text and by a conflicted binary
structure in which the value vector is clearly legi-
ble. In these pieces one can also distinguish unity,
clarity, and an active use of line.

Among the works dedicated to the Passion of
Christ are the canvas In Prison, painted around 1985,
and The Crucifixion with Attending Figures. Con-
ventional depth, closed form, and tectonic solidity
distinguish these two works.

The theme of the Bearing of the Cross and the
Crucifixion is also explored in a number of other
works. The painting Bearing the Cross, executed
in a realistic manner and belonging to the artist's
earlier period, presents an interesting comparison
with the later work Christian Civilization.

This is one of the artist’s latest works, painted
around 2010. Its distinctive features are painterli-
ness, depth, and an open form, in which one can
single out “unity and clarity” as a consistently pres-
ent criterion in analyzing the artist’s various works.
This quality is expressed with particular force in one
of the first pieces devoted directly to the moment
of the Crucifixion — the triptych Truth.

The triptych was painted at the Lisvyanka cre-
ative dacha in 1980. The work unites into a sin-
gle whole the Gospel scene of Christ’s Crucifixion
and a later event of church tradition — the cruci-
fixion of the Apostle Peter. The atmosphere of the
piece, along with the image of shifting sands, cre-
ates an overall sense of instability. Through the use
of highly conditional indications of the moment of
crucifixion, the artist emphasizes and points to the
significance of the immaterial dimension of what
is taking place.

The artistic idea is expressed in the fusion of
events separated in time — the crucifixion of Christ
and of Peter — into a single visual whole, with the
author’s conception drawing the viewer's atten-
tion to their inseparability. In the central part of
the triptych, the viewer is confronted with an empty
cross turned directly toward them. This free, solitary

10. Rakova, O. and Rakov, M. 2022. “Analysis of the creation of
A. M. Smirnov's diptych «Storm on the Sea»", Global Journal
of Human-Social Science: Sociology & Culture, 22(7), ver. 1.0.
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cross unfolds the temporal model of the Passion
toward the viewer, creating the possibility of direct
interaction. The recipient thus finds themself drawn
into the event as an immediate participant. In this
work, the artistic conception lays the groundwork
for the development of a specific artistic form: the
artist minimizes the depiction of the external phys-
ical event and turns to the philosophy of the Byz-
antine heritage.

At the Repin Academic Dacha, the artist paint-
ed the triptych Crucifixion.

At the same time, the artist does not abandon
his explorations in another direction. A later work
is titled Dialogue. The conception of this painting
is built around the relationship between God and
the human being — it is a conversation about eter-
nity, about the possibility of such a dialogue at the
very height of suffering. Around this period, as a
continuation of work on the same theme, the art-
ist painted Remember Me, O Lord, in Thy Kingdom,
which reflects on suffering in this world, where there
is the spear that pierces Christ, there is the suffer-
ing of this servant, and there is eternity where these
things are absent and where blessedness reigns.

The clear Impressionistic manner in which the
work is painted points to the breadth of possibilities
opened up by this theme. This iconographic series
makes it possible to identify a certain tendency: in
these works, a value vector is typically set, on the
basis of which the initial conception is formed, cre-
ating the conditions for a particular organization of
artistic forms. The value vector is realized through
a conflicted binary structure that marks the under-
lying opposition.

It is worth mentioning two further works by the
artist, painted around the 1990s — The Entombment
and Constellation of Lament. The fluidity and shifts
in the perception and interpretation of a particular
narrative line, together with the attempt to com-
prehend it more deeply, entail stylistic and compo-
sitional changes in artistic forms, which, as a result
of this approach, remain in continual motion. Vari-
ous painterly or graphic devices and the synthesis
of stylistic features, undergoing modification, cre-
ate conditions for the search for the most precise
formulations of the author’s individual conception.

As a result of the synthesis of certain concepts
and an underlying aesthetic principle, the conditions
arose for a profound transformation of the artist's
visual language. This transformation contains dis-
cernible regularities, which include the shift in the

master’s visual idiom from an Impressionistic and
painterly manner to linearity and then a return to
painterliness while preserving an external drawn
contour. This approach can be described as “vibra-
tory” or perpetually in motion. At the same time,
one of the parameters from the paired concepts
employed by Heinrich W6lfflin in evaluating works
of art — namely unity — in this case always remains
an unchanging category (Popov, 2018)™. However,
the general tendency in the evolution of the artist's
visual language gravitates toward openness and clar-
ity in the presentation of artistic form. The synthe-
sis of stylistic approaches can be regarded as a set
of tools through which the author's intuitive artis-
tic search leads to the harmonization of the image.
The attempt to grasp the “inner drawing” in the art-
ist's work, as Viktor Arslanov notes with reference to
Zuccaro's legacy, enables the researcher to discov-
er new dimensions of artistic perception (Yampol-
sky, 2007)". The boundless possibilities contained
within the Christian story create, for an artist orient-
ed toward Christian values, the conditions for en-
gaging in dialogue with the viewer simultaneously
within both aesthetic and philosophical categories.

The analysis of the iconographic cycle of the
Passion of Christ in the work of A. Smirnov makes
it possible to draw a number of important conclu-
sions about the artist’s stylistic evolution and the
specific features of his creative method. The study
shows that over nearly four decades of creative ac-

11. Popov, D.A. 2018. "Heinrich Wolfflin's concept in the context
of the history of humanities methodology”, Manuscript
[Manuskript], (12-1 (98)), pp. 160-163.

12. Yampolsky, M. 2007. Tkach i vizioner: Ocherki istorii
reprezentatsii, ili O material’nom i ideal'nom v kul'ture [The
weaver and the visionary: Essays on the history of representation,
or On the material and ideal in culture], Novoe literaturnoe
obozrenie, Moscow, Russia.

tivity the artist was in constant search of an adequate
visual language for embodying Gospel narratives, a
search marked by a movement from Impressionis-
tic painterliness to linearity and flatness, and then
toward a synthesis of these approaches, in which
an external drawn contour is combined with a vi-
brating painterly manner.

The application of Heinrich Wolfflin's concept
of paired categories has proved to be a produc-
tive methodological tool for analyzing the stylis-
tic transformation of the artist’s works. Despite the
wide variety of artistic solutions — from the realis-
tic manner of the early works to the conventionally
symbolic language of the later ones — two funda-
mental criteria remain constant in Smirnov's oeuvre:
unity and clarity of artistic expression.

Of particular significance is the revealed regular-
ity in the organization of artistic forms on the ba-
sis of a value vector and conflicted binary structure,
which enables the artist to conduct a dialogue with
the viewer simultaneously on aesthetic and philo-
sophical levels. The turn to the Byzantine heritage
and its reinterpretation within the context of con-
temporary artistic experience creates conditions for
a profound comprehension of the spiritual essence
of the depicted events, while the moment of exter-
nal physical occurrence is reduced to a minimum.

Christian subject matter opens up boundless
possibilities for artistic experimentation with form,
as evidenced by the diversity of stylistic solutions
achieved while preserving a recognizable authori-
al signature. The analyzed works — from the trip-
tych Truth (1980) to Christian Civilization (2010) and
the frieze Miracles of Christ (2015-2017) — testify
to the master’s continuous creative development
and his capacity for self-renewal while remaining
faithful to his chosen theme.
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3AMBICEJT, KAK ®OPMOOBPA3YHOLLAA OYHKLNA
XYOOXECTBEHHOTIO ANAJIOTA. BU3YAJIbHOE
NCCNEAOBAHWE MO MATEPUANTAM TBOPYECTBA
A. CMUPHOBA

AxHoTauusa: CtaTbs NOCBSLLEHA UCCNEA0BAHUIO KO-
Horpadum cTpactein XpucToBbIX B TBOPYECTBE COBPEMEH-
Horo xyaoxHwuka A. CMmpHoBa. B paboTe aHanusmpyetcs
OBLIMPHBIN MKOHOTrpapUyecknii psg NPov3BeAeHUn, Co3-
JAaHHbIX B nepuog ¢ 1980-x rogos go 2015-2017 rozos,
4YTO NO3BOJIAET NPOCNEANTD IBOOLMIO XYA0XKECTBEHHO-
ro A3blka MacTepa Ha NPOTAXEHUN MOYTU YETbIPEX Aecs-
TUETUIA TBOPUYECKOW AEATENBHOCTY.

OCHOBHOW MeTog00TMYeckor 6a3om nccnegoBaHus
CNY>XUT KoHLUenuusa MeHpuxa BénbdanHa, paspabotaHHas
Ha MaTepuane UCKYCcCTBa UTaNbAHCKOro PeHeccaHca, uto
npeacTaBAfeTcs 060CHOBAHHBIM, YUUTbIBAsA OPUEHTALMIO
TBOPYECTBa XyAOXHMKa MMEHHO Ha peHeCccaHCHYyo Tpa-
Avunto. ABTOp CTaTbM paccMaTpuBaET penpe3eHTaLnto
Xyf,0XeCTBEHHOro 0bpa3a B KOHTEKCTe NMOCTENEHHOM
TpaHchoOpMaLUmm CTUANCTUYECKUX U MKOHOTPadnyeckmnx
NOAXOA0B, BbISIBASIS 3aKOHOMEPHOCTU 3TUX U3MEHEHWIA.

Ocoboe BHUMaHWe yaenseTcs aHanv3y Bu3yanbHOro
A3bIKa XyA0XKHMKA, KOTOPbIN AEMOHCTPUPYET ABUXEHWE OT
NUMMPECCUOHNCTUUECKOW U XXMBOMUCHOW MaHepbl McbMa
K IMHEAPHOCTM C NOCNEAYIOLMM BO3BPALLEHNEM K XKN-
BOMWCHOCTU NPW COXPaHEHWUN BHELLIHEro PUCYHOUYHOTO

BBepgeHue. ViccnegoBaHmne nogvepkmBaeT posb
XYZ,0XKEeCTBEHHOTO KOHPANKTA U LIEHHOCTHOTO BEK-
TOpa B OpraHv3auumn XyJoXecTBEHHbIX GOopM, Mo-
Ka3blBas, Kak XpUCTUaHCKasa TeMaTuKa OTKpbIiBaeT
6e3rpaHNYHbIe BO3MOXHOCTU A1 BeAeHUs ana-
Jlora co 3putesemM OZHOBPEMEHHO B paMKax 3CTe-
TUYECKUX U GUocodCKmx KaTeropui.

XpvcTnaHckoe HacieAmne Ha NMPOTAXEHUW NOCAe-
HUX ABYX ThICAUENETUN CAYXMAO ANS XYLOXKHMKOB

KOHTYpa. DTOT NOAX0J XapakTepu3ayeTcs Kak «Bubpupy-
FOLLMA» UM HAaXOAALLMINCA B HEMPEPLIBHOM JBUXKEHUM.
ViccnepoBaHMe NokasbiBaeT, Kak CUHTE3 Pa3/IMUHBIX CTU-
JINCTUYECKNX OCOBEHHOCTEN CO3AaeT YCIOBUS A1f MOUCKa
NHANBUAYANbHON XYAOXKECTBEHHOW KOHLENLMM aBTopa.

B cTaTbe nocneaoBaTeNbHO pPaccMaTpPUBAOTCSA MPOU3-
BEAEHWS, NOCBALLEHHbIE KNHOYEBbIM MOMeHTaM CTpacTHO-
ro umkna: ot Bxoga NocnogHs B Viepycannum go Pacnatus
1 MonoxeHuns Bo rpob. AHaAN3MpyrOTCs Takne paboThl,
Kak TpunTtux «Pacnatue», kKapTuHbl «uanor», «[Momsa-
HW MmA Focnoam Bo uapctBumn TBoem», «[lonoxeHne BO
rpo6» n «Co3sesgune nnava». ABTOp AE€MOHCTPUPYET, Kak
XYAOXHUK obpalaetcs Kk dmnnocodmm BU3aHTUNCKOTO
HacneAns, MakCMMasbHO CHUMas MOMEHT GpU3nMyeckoro
BHELLHEro ABJEHWA 1 yraybasasach B AyXOBHYHO CYLHOCTb
n3obpaxkaeMbix COObITUIA.

KnroueBble cnoBa: xpucmudHckas ukoHozpagus, pe-
JIU2UO3HASA XUBONUCHL, XydoxecmeeHHAs mpaHcgopma-
yus, cmuaucmudeckuli CUHMes, eeaHae/lbCckue Croxemsi,
cmpacmu Xpucmosbl, UMNpPeccuoHU3M, 8u3aHmulickoe
Hacnedue, bUHapHsle onno3uyuu, xyOoxHuk CMuUpHos.

NoBOAOM A/ pa3MblLLIeHUs 06 ycTponcTBe Mupa
1 MecTa Yyenoseka B Hem (benanckas, 2010) '. Han-
6oJiee 3HaUMMble NPOM3BEAEHUSA EBPOMNENCKOTO UC-
KyccTBa obpalllannch k EBaHrenbckomy npesaHuio.
BHMMaHWe XyA0XHWKOB K faHHOW Teme 0bycnaBau-
Ba/IMCb BEKTOPOM HamnpaB/iE€HHOCTU FyOOKMX CMbIC-
NOB, 3aN0XeHHble B bnbnelicknx n EBaHrenbckmx

1. BensHckas J1. «<Hacneame XpuctnaHcTBa» 1 COBPEMEHHBIN NO-
cTmapkensm // Penurnosegenue. - 2010. - N23-4. - C. 192-203.
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croXeTax, Bcerga npegnonararonx obpalleHue K
BHYTPEHHEMY MUPY JIMYHOCTW. B nckyccTBe BTOpOWA
NoNoBUHbI 20 CTONIETUA XYL0XECTBEHHANA MbIC/b,
obpatuBLlancs Kk EBaHrenbckomMy NOBECTBOBaHUIO,
BCe 60siee OTXOAMT OT UANOCTPATUBHOCTM U Nepe-
HOCUT aKLLEHT CBOETO BHUMAaHUSA Ha BHYTPEHHWE Jy-
XOBHble NpobaeMbl, Kak 06LLecTBa B LLeJIOM, Tak U
OTAENbHOWN IMYHOCTU. [JOKTOP MCKYCCTBOBEAEHUSA
C. . XBaToBa CBA3bIBAET YCTOMYMBOE BHMMaHMeE
K cakpasbHOMY BTOPOM NONOBUHbI 20 cTonetus ¢
«HayaNoM HOBOTO LIMK/Ia B Pa3BUTUM KyAbTypbl Ye-
JIOBEYECTBA, TAE NPOUCXOANT GOPMUPOBaAHUNE HO-
BOro B3rns4a Ha QYHKLMK KyAbTYpbl U UCKYCCTBA
B LUesnom» (Xeatosa, 2015)2.

BekTOp Takoro BHMMaHUs OnpesensieT CMHTE3
HaKOMJIEHHOrO NpPeALEeCcTBYOLUMU NOKONEHMS-
MW XyZAOXECTBEHHOIO OMbITa N OCTPOTbI AYXOBHbIX
npobaem HacTosLLEero MomeHTa. EBaHrensckoe npe-
AaHve obpalleHo K CTpajaHusM YenoBeka 1 OTKpbl-
BaeT NYTU NCLENIEHNS OT 3TUX AYXOBHbIX 6onesHel;
MCKYCCTBO, B CBOKO OUepeb Takxke ULLET NepBONpU-
UMHbI Y MOUCKWN pa3peLLeHns AyXOBHbIX NPobieM
(PakoBa u Pakos, 2022)3. Takum obpaszom, obpa-
WEeHMe NCKYCCTBA K XPUCTUAHCKOMY Hacneamto 3a-
KOHOMEPHO 1 0COBEHHO aKTyasbHO Tenepb, KOr4a
MCKYCCTBO HaxXOAWTCA Ha CTbIKE 3TUUYECKUX U 3CTe-
TU4Yecknx npotusopeunii. CoBpeMeHHas peamru-
03Has XMBOMUCb NPEeACTaBASETCS TEM SBNEHUEM,
KOTOpOE HaxoAMTCA Ha OCTPUE AMCKYypCa O YesioBe-
Ke, ero MecTa B Mupe, r4e NoAHMMatoTCs Hanbosee
OCTpble BOMNPOChl COBPeMeHHOCTU. Kpyr xyaoxe-
CTBEHHbIX MPOV3BEAEHMWN, OBPALLEHHbIN K XpUCTUAH-
CKOMY HacneAnto, NnpeacTaBaseT cobol 0bLWNPHBbIN
KYNbTYPHBIN NAaCT, KOTOPbIA TPebyeT OCMbICAEHUS
n cnctematmsaunm (Pakosa, 2024)4.

B dokyce nocraBneHHOM NpobaeMbl MPOBOAUT-
€5 BU3yasibHOEe UCCNe0BaHne UKOHOrpPadruyeckoro
psja, NOCBALLEHHOrO raBHOM YacTv EBaHrenbckoro
npefaHus — KPeCTHbIM CTpagaHusam. Matepuanom
ANA nccaefoBaHUA NOCAYXUA MKOHOorpaduye-
CKWIM psj NPON3BEAEHWI, CO34aHHbIX XYAOXHUKOM

2. Xsatosa C.M. 2015. [lyxoBHble MOVCKM B UCKYCCTBE U XyA0-
>XECTBEHHOW >XXM3HW BTOPOM NonoBuHbl XX Beka // BecTHuk
AZbIrelickoro rocysapcteeHHoro yHusepcuteta. Cepums 2: du-
nonorna n uckycctsosegeHue. - N23 (164). - C. 162-169.

3. Pakosa O.A, Pakos M.I. PeaunrnosHas xunsonuce AnekcaH-
Apa CMu1pHOBa B paMKax TPaAWLMIA CIaBAHCKON KybTypbl //
Kynbtypa v nckyccrso. - 2022. - N27. DOI: 10.7256/2454-
0625.2022.7.38317.

4. Pakosa O. TBopyeckme UMNybCbl APeBHEPYCCKOro UCKYCCTBa
1 coBpeMeHHas ArHaMm1Ka B Xy0XXeCTBeHHbIX nounckax A.M.
CmupHoBa // HayuHo-aHanutuyeckmin xypHan «lom bypra-
HoBa. MpocTpaHcTBO KyAbTypbl». - 2024. - N220. - C. 94-106.
DOI: 10.36340/2071-6818-2024-20-3-94-106.
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A. CMUpHOBLIM®. BpeMsi co3zaHune BapbypyeTcs MexX-
Ay 80-mu rogamu npowsoro cronetna n 2015 -2017
rogamu 21 Beka. B 3agauy BxoauT, B xoAe CpaBHEHWS
psaZa Npov3BeAeHUi aBTopa, AaTb CTUANCTMYECKME
XapaKTepUCTUKnN MKoHorpadum n3bpaHHoOro croxe-
Ta. 9TO MNO3BOJIMT PACCMOTPETH PenpPe3eHTaLMIo Xy-
J0XecTBeHHOro obpasa B pakypce nocteneHHowm
TpaHcbopMaUnm CTUANCTUYECKNX U MKOHOTrpadu-
yeckux NoaxonoB. BBuay Toro, Uto TBOPUECTBO Xy-
[AOXHWKA, B LLeJIOM, OPUEHTUPOBAHO Ha UCKYCCTBO
NTaNbAHCKOTO peHeccaHca, KoTopoe 6bi10 B OC-
HOBHOM L€PKOBHbIM U Ha TeMbl CBALLEHHOrO K-
caHus, npeanonaraetcs obpatuTbcs . BenbdanHy,
Ubsi METOA0/IOTNS B OLEHKE XYAOXKECTBEHHbIX MPO-
n3BefeHnin paspabotaHa Ha OcHOBe PeHeccaHCcHOM
KynbTypbl (Pbikos, 2015)8.

Takxe B 3agauy BXOAWUT NOAYEPKHYTb POJb Xy-
[0XECTBEHHOro KOHGIMKTA Kak OfMH 13 cnocobos
BbISIBN€HNA LLEHHOCTHOTO BEKTOPA B XYAOXECTBEH-
HOM Npou3BeAeHUN.

B ocHoBY BM3yanbHOro nccaesoBaHmsa Noaoxe-
Ha B CBOel nocaesoBaTebHOCTU camas gpamMa-
TUueckon yactn HoBoro 3aBeTa, NOBECTBYHOLWAS O
CTpagaHmax Xpucra, ero CMepTu Ha KpecTe 1 BOC-
KpeceHWKn. ITOT CHOXKET B PaBHOW CTEMEHU MOJOH
601 1 Beanums. VI BU3yanbHbIW A3bIK, NCMOAb3Y-
eMblli XyAOXHWKOM, obpaltasch Kk EBaHrenbckomy
npeAaHunto, NbiTaeTcs NPUBAN3NTLCA K r1ybuHe 3a-
NOXEHHbIX B HEM CMbIC/OB.

OcHoBHas yacTtb. Linkn Ctpacrein HaunHaeTcs
co Bxoga locnoaHa B Viepycannm n 3akaHumBaeTcs
BockpeceHunem. MNponsseseHna xya0XKHWUKa Npes-
noJsaraercs pacCMOTPETb B AJaHHON NocneAoBaTes b-
HOCTW OT Hosiee paHHMX NO BPEMEHMU CO34aHus, K
6onee no3aHuM. Teme Bxoga locnogHs B Vepyca-
UM NOCBSLLEH PAJ NPON3BEAEHUN NMMPECCUOHM-
CTMYECKOrO XxapakTepa, HarnMcaHHbIX Ha BO3JyXe BO
Bpems TBOPYECKMX MOe30K XyJ0oXHMKa B Vepyca-
avm B amanasoHe 1993-2000 rr. (Uan. 1). K paH-
HbIM paboTam OTHOCUTCS psZ HEBONbLUIMX 3CKM30B,
OAMH 13 KoTopbIX HanncaH B 1990 roay.

B npoTnBOBeC HaTypHbIM paboTam, Nnpon3Bese-
HWS, MOCBSILLLEHHbIE TaHOWN BEUYEpPU, UMEHOT CIOXKHYHO
CTPyKTYpYy dopmMoobpazoBaHums. XyL0XKECTBEHHbIN

5. PakoBa O.A. AHTUHOMMSA XyA0XXECTBEHHbIX 06pa3oB B Npo-
nssegeHuax A.M. CmupHoBa // Tpyapl Bcepoccuitckoin Hayu-
HoM KoHbepeHLMK «/ckyccTBO U peanrms: aHTMHOMKK Npu-
poabl YenoBeka». - BnagumMupckmin rocyapcTBeHHbIN yHU-
BepcuteT, Bragnmup, 17-18 maa 2025 r. - C. 162-170.

6. PbikoB A.B. Popmannsm, aBaHrapg, knaccuka. leHpux Bénbgp-
JIVH KaK TeopeTtuk mnckyccrea // Tpyabl nctopunyeckoro ¢a-
kynbTeTa CaHkT-leTepbyprckoro yHmeepcuteta. - 2015. -
Ne22. - C. 155-160.

3aMbICe/l pacKpbIBaeTCs B pyc/e HECKONbKMX CTU-
JIMCTUYECKMX HamnpaBaeHWUN.

OfHOBPEMEHHO, XYLOXHUK ULWLET UHAMBUAYaNb-
HbI A3bIK, CNOCOOHbIN OTPa3nTb FNYyOMHY 1 Tparusm
EBaHrenbckux cobbiTvii. KOMNO3MLUMOHHas CTpo-
rocTb OTpa)kaeT CMbIC/IOBYHO HaNMOJAHEHHOCTb Xy-
[OXEeCTBEHHOrO 3aMblC/la aBToOpa, KoTopas AUKTyeT
XYAOXHWKY COOTBETCTBYHOLL NI BU3YasbHbIN A3bIK.
OH obpallaeTca K BU3aHTUICKOMY Hacneauto, ne-
pepabaTbiBaeT ero B KOHTEKCTE XYA0XECTBEHHOIO
OrbITa, HAaKOM/IEHHOTO NPeAbIAYLLEN XYAOXKECTBEH-
HOW TpaauLumen. B TpaHchopmMaLMM CTUANCTUYECKMNX
N3MEHEHWIN MPOCNEXMBAETCA NOUCK MaKCUManbHOM
Xy[,0XXECTBEHHOWN BblIPa3UTENbHOCTH, CTO/b CBOW-
cTBeHHON AnHamuke 20 ctonetus. K gaHHbIM Npo-
N3BeAEHUAM OTHOCUTLCA «TaliHas Beuyeps», Bpems
co3gaHunsa okono 1986 roga.

Ecnn paccmatpuBaTth Npon3BeAeHue ¢ No3uuum
MATW NapHbIX NOHATUY No [. BeabdanHy, TO MOXHO
OTMETUTb APKO BbIPaXKEHHYH NMHEAPHOCTb, NJO-
CKOCTHOCTb, ICHOCTb W 3aMKHYTOCTb B MOCTPOEHUN
XYZAOXECTBEHHON GOPMbI. A, TaKKe e4MHCTBO, B KO-
TOPOM BC€ YacTu XyA0>XXeCTBEHHOIO MPOV3BEAEHMS
NPeACTaBASOT OAHO Lenoe. K faHHOW TeMe Xya0XK-
HWK obpallaeTcsa B TeyeHUn nocnesyroLmx aet. OH
He orpaHu4YMBaeTca HanZeHHbIM KOMMO3ULMOHHbIM
N LBETOBbIM pelleHneM. XyA0XeCTBEHHbIN A3bIK
npeTepneBaeT U3MEHEHNA — 3TO MOXHO YBUAETb B
KapTuHe «TaliHaa Beyeps», BPEMSA CO3jaHUNA OKO-
no 1998-2000 rr. (3orpad, 1983)".

KOMMNO3MLUMOHHBIN 1 NAACTUUYECKUIA X0/, CTaHO-
BUTbCSA elle bonee BbipasmTeabHbiM. Ocoboe BHU-
MaHMe XyAOXHMKa HanpaB/ieHO Ha PUTMbI XXECTOB.
Mounck My3blkaabHOM BbIPa3nTeNbHOCTY B PackpbITUK
BHYTPEHHErO CMbIC/1a, 3a/I0KEHHOTO XY0XXHUKOM
B CBOe NpousBeeHne, 0b6beanHSET, 3TO NPouns-
BeJeHME C TEM, KOTOPOE HanucaHo bbino paHee®d.

B 6o1ee NozgHeM NpousBeAeHUN XYAOXKHUK YXO-
[T OT JIOKaIbHOTO LiBETa W COXKHbIX 1€CCMPOBOK.
Ha cmeHy 1M npuxoamnT BUOPUPYIOLWNIA Bblipasun-
Te/IbHbIN Ma3oK. XYAOXHUK MPUXOAUT K CUHTE3Y
HaWJeHHOW NAacTUKK, CO CBOMCTBEHHOW 3TOM Naa-

7. 3orpad H.FO. TBopueckas uctopwms kaptHbl H.H. e «TaiiHan
Beuepa» // TocypapcTBeHHaa TpeTbakoBckas ranepes. Ma-
Tepuanbl N nccnepoBanus. - JleHnHrpag: XygoxHuk PCOCP,
1983.-C. 81-102.

8. PakoBa O.A. AHTIHOMUWYECKUIA KOMMOHEHT NPOV3BEAEHNS UC-
KyccTBa. Ero ponib B BO3HUKHOBEHUM XyA0XKeCTBEHHOro 0bpa-
3a. TBopueckuii onbiT A.M. CMnpHoBa // KynbTypa 1 nckyc-
ctBO. - 2025.~N212. DOI: 10.7256/2454-0625.2025.12.77342.

CTUKE BbIPa3nNTENbHOCTbHO XKECTOB, U MMMNPECCUOHN-
CTUYECKWUM B3rA40M Ha Nnogavy XyA0XeCcTBEeHHOro
obpasa. Ec/im BHOBb 06paTUThCs K MapHbIM MOHS-
TUAM, TO MOXHO OTUETNIMBO BUAETb TpaHChOpMa-
LMIO XyA,0XKeCTBEHHOrO CTUAA aBTopa. B gaHHOM
Npov3BeAeHNN IMHEAPHOCTb CMEHAETCS XXMBOMUC-
HOCTbHO, FNYOUHOW, Xyf0XKeCcTBEHHas Gopma CTaHo-
BUTbCA OTKPbITON. OfHaKo, Clesys onpeseneHuto
napHbIX NOHATUI . BenbdanHa, coxpaHsaeTcs eanH-
CTBO M SICHOCTb — NPOUN3BEAEHME MPOUNTbIBAETCA
Kak eamHoe uenoe. B 6onee nosgHem ¢ppuse, nog,
HasBaHneM «4yaeca XpUCTOBbI», HanncaHHOM B
cBOHOAHOM 3CKM3HOM MaHepe, CTUANCTUYECKOMN
0COBEHHOCTbIO CTAaHOBUTLCA AOMMHAHTa OCTPOro
1 TouHoro pucyHka (Malinovskiy, 1910)°. Komno-
3ULMOHHasa OCTPOTa AOCTUraEeT 34eCb MaKCMMaslb-
HOW BblpPa3nTeNbHOCTU. 34eCb BO3HNKAET CMHTE3
rNyOuHbI 1 OTKPbLITOCTU XyAOXECTBEHHOW GOPMBbI
C IMHEapHOCTbHO.

OTcroa MOXHO 3aMeTUTb, YTO XYAOXHUK Npu-
XOAMUT K OCTUXKEHUIO LLENOCTHOCTM W e4MHCTBA, 3a
CUET CMHTEe3a Pas3/IMUHbIX NOAXOA0B, B NpoLecce
WHTYUTUBHOW rapMOHM3aLMM NX COOTHOLLEHWI, OC-
HOBHOTO IENTMOTMBA N JONOJHUTE/IbHBIX MOTUBOB.
B naHHOM cayyae KaXablil CTUAUCTUYECKUIA NOA-
XOZ UMeeT GYHKLNIO MHCTPYMEHTa MpPY CO34aHum
onpeAeneHHON MesoanN. ITO NPesnoN0XeHNE OC-
HOBbIBAETCA HA APYIMX NPOU3BEAEHUAX XYAOXKHM-
Ka, MOCBALLEHHbIX AaHHOWN TeMe.

EBaHrenbckunin ctoxeT, rae Xpucroc ¢ yyeHuKa-
Mu B ledcrmaHCKOM casy, MOXHO BUAeTb B pabo-
Te «<MoneHue o vawe», «OTpeveHue NeTpa»

OZHOBpPEMEHHO ApYyroe Npoun3BeseHWe, Hamnu-
CaHHOEe OPVEHTUPOBOYHO B 3TOT Xe Nepuos peLue-
HO C paAuKasbHO APYrMM noaxozoMm — «[louenyi
WNyabi» (PakoBa n Pakos, 2022)™.

VIHTepecHO OTMEeUaeTCs, UTO MPU BCEN BHELLHEN
pasHuLe, MO BHYTPEHHEN 3KCNPECcMU U CAePXKaHHO-
MY AMHaMMU3MY, MOXKHO 6e30WnB0YHO onpeaenmnTs,
YTO NMPOU3BEAEHMSA NPUHAAIEXaT O4HOMY MacTe-
py. Kaxzomy 13 npovssegeHuli NpucyLLla, Kak KOH-
bANKTHAA HaNPSXKEHHOCTb BHYTPW XYAOXECTBEHHOTO
TEKCTa, TaK U KOHPAMKTHas BUHAPHOCTb, r4e CHO
NPOYUTLIBAETCA LLEHHOCTHbIV BEKTOP. B AaHHbIX

9. ManvHoBckuii H. MNMpaBocnaBHoe gormatnyeckoe 6orocno-
Bue. T. 1: BBegeHwue. YueHne o bore egnHOM B CyLLHOCTU 1
TPOWYHOM B amuax: 2-e usg. — Ceprues MNocag: Tunorpadis
C..-Tp. Cepruesoli naspsl, 1910.

10. PakoBa, O., PakoB, M. AHann3 co3gaHua anntuxa «bypsa Ha
mope» A.M. CmupHoBa // Global Journal of Human-Social
Science: Sociology & Culture. —2022. - T. 22. - N27, Bep. 1.0.
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Npoun3BeAEHNAX, TaKXKe MOXHO BbIAENNTb eANH-
CTBO, ICHOCTb U aKTUBHYO paboTy AMHMEN.

K pabotam, nocesileHHbIM CTpactam XpucTo-
BbIM OTHOCUTCS XOJICT «B TeMHMUe», HanncaHHbIN
okono 1985 roga n «Pacnatue ¢ npeacToANMM».
YcnoBHasa rnybuHa, 3akpbiTas popma, TEKTOHWY-
HOCTb OTANYAtOT 3TV ABa NPOMN3BEAEHMA.

Teme HeceHWs KpecTa 1 PacnATUA NOCBALLEH eLle
psj NpounsBeseHU. «HeceHne KpectTa» HamnucaH-
HOE B peasncTnyeckon MaHepe, 6boaee paHHee Npo-
n3BeseHne XyAOXKHNKA MHTEPECHO CONOCTaBAAETCS
¢ 6onee No3aHUM — «XpUCTUAHCKas LUBUAN3ALIUS»

370 04HO W3 Hambosiee NO3AHNX NPOU3BEAEHNI —
HanucaHo okoo 2010 roga. OTAnUUTENbHBIE YEPTI
[@aHHOTrO NPOU3BEAEHNSA — XXMBOMUCHOCTb, FybuHa,
oTKpbITasg GopMa, rae, MOXHO BblAENTb «€ANHCTBO
N ACHOCTb», KaK MOCTOSAHHO COXPaHAOLLMNCA KpW-
TEpUN NPy aHaan3e pasInYHbIX MPOU3BEAEHNI Xy-
AOXHMKa. ITO 0COHEHHO BbIPaXKeHO B OAHOM 13
nepBbIX MPOM3BEAEHWNN, NOCBALLEHHbIX HENOCPES-
CTBEHHO MOMEHTY pacnaTus — TpUNTUX «MctuHa».

TpuNTUX HanucaH Ha TBOpYeCcKol gave «Jlu-
cTBAHka» B 1980 roay. Tpuntux obbeanHseT BO-
eAnHo EBaHrenbckmin ctoxxeT pacnsatus Xpucrta u
no BpemeHn 6osee nosgHee cobbiTME LLEPKOB-
HOro npejaHunsa — pacnatue anocrtona lleTtpa.
ATmocdepa npounsseseHuns, obpas 3bIbyumx ne-
CKOB — BCE co3aaeT ob6pa3 HeyCcToNUMBOCTH. YC-
NOBHbIMW 0603HaAUYEHMAMMN MOMEHTa pacnaTuA
XYBOXHUK NoAYepKMBAET U YKa3blBaeT Ha 3Hauu-
MOCTb HEMaTEPUWabHON CTOPOHbI NMPOUCXOAALLETO.
XypoxecTBeHHas nies BblpaXaeTcs B COEAUHEHUN
pa3HOBPEMEHHbIX COOBLITUN — pacnsTue XpucTa 1
MeTpa B eanHoOe 3puTenbHOE Lenoe. ABTOPCKUNI
3aMblCeNl aKLUEHTUPYET BHUMaHME 3pUTENs Ha UX
HepaspbIBHOCTU. B LleHTpanbHOM YacTn TpunTuxa
3puTeNb BUAMT 0BpaLLeHHbI Ha HEro nycToin KpecT.
CBOBOAHDBIV KPECT pa3BopaYvmBaeT BPEMEHHYHO MO-
Ae/lb KPEeCTHbIX CTpajaHWii K 3puTento, co3saBas
BO3MOXHOCTb HEMOCPEACTBEHHOIO B3aMMOAEN-
CTBUA. PeumnueHT okasblBaeTCs BOBAEYEHHbIM B
npouncxoasilee HeMOCPeACTBEHHbIM €ro y4acTHU-
Kom. B saHHOM npoun3BefeHUn XyA0XKECTBEHHbIV
3amblcen 3aKknajblBaeT NPeAnOChbIIKM AN Pa3BUTUA
onpeaeneHHON XyA0XeCTBEHHON POopMbl. XyA0XK-
HUK MaKCMManbHO CHMMaeT MOMEHT dun3nyecko-
ro BHeLHero sBneHus, obpawiaerca k punocodum
BM3aHTUINCKOro Hacaeaus.

Ha akagemunueckor gave M. PenvHa XyA0XHN-
KOM HanucaH Tpuntux «Pacnatme».
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OfHOBPEMEHHO XYAOXHUK He OCTaBAsSET MOUCKU
B APYrom HanpasaeHun. bonee no3gHee npounsse-
JleHne XyfoXHMNKa HasbiBaeTca «/lnanor». B 3ambicne
KapTWHbI 3a10XKeHa TeMa B3aMMOOTHoLeHns bora u
YyesoBeKa — Pa3roBop MAET O BEYHOCTW, BO3MOX-
HOCTb 3TOrO AManora Ha nNuke ctpajaHuii. [ae-To B
3TOT Nepunog B NPOAOIKEHNN PaboTbl Haj AaHHOM
TeMOW HanucaHa kapTuHa «MomMsaHn mMa Focnoam Bo
uapcTemm TBOoeM» , MOBECTBYIOLLAA O CTPajaHMNAX
B 3TOM MWpe, rie ecTb KorMbe, NpoH3atoLiee Xpu-
CTa, eCcTb CTpagaHune 31oro paba v ecTb BEYHOCTb,
rAe 3TOro HeT, rae ecTb 671aXeHCTBO.

AlcHas MMNpeccoHMCTUYECKan MaHepa, B KOTO-
poli HanncaHa paboTa, FOBOPUT O LWMPOTE BO3MOXK-
HOCTEW, KOTOpble OTKPbIBAeT JaHHas Tema.

JaHHbIN nKoHorpaduueckuii pag nossonset obo-
3HaunTb onpegeneHHyo TeHaeHLuio. B nponseese-
HUAX, KaK NPaBuUO, 3aZlaH LLeHHOCTHbIV BEKTOP, Ha
OCHOBE KOTOPOro GopmMupyeTcs nepBoHayasbHbIN
3aMbIcen, UYTO CO3jaeT YCN0BUS A5 OnpeseNeHHON
OpraHusaumm xyaoxecTBeHHbIx ¢opm. LleHHoCT-
HbIi BEKTOP peann3yeTcs 3a cHeT KOHPANKTHON bu-
HapHOCTW, MapKUPYHOLLEN OMMNO3ULIMIO.

XoueTcs OTMETUTH elle ABe PaboTbl XYA0XKHMKA,
HamnucaHHble OKOJIO AeBAHOCTbIX TOAOB MPOLU/IO-
ro ctonetus — «MonoxeHve Bo rpob» u «Cosses-
Ave nnava».

MoABUXKHOCTb N U3MEHEHWUS B BOCMPUATUSA U
TPaKTOBKW OMpeaeseHHOM CHOXKETHON ANHWK, Mo-
nbiTka 6osee rnybokoro ee OCMbIC/IEHUSA BAEYET 3a
coboli CTUANCTUYECKME N KOMMO3WLIMOHHbIE N3Me-
HEHWS XyL0XeCTBEHHbIX GOPM, KOTOpbIe, BCAEs-
CTBME TaKOro NOAX0Aa, HAXOAATCA B HEMPEPbIBHOM
ABUXKEHUW. Te AN UHble XXNBOMUCHbIE WU Fpa-
buryeckne npremMbl CUHTE3 CTUAUCTUYECKNX OCO-
H6EHHOCTW, BUAOU3MEHSACh, CO34at0T YCAOBUA A5
nowvcka Hambonee YeTknx GOPMYANPOBOK NHANBK-
JyanbHOWM KOHLEeNUuMW aBTopa. B pesyabtaTe cuH-
Te3a onpesesieHHbIX KOHLEeNUMA 1 3CTETUYECKOro
Hayana BO3HWK/M YCNOBUA AN TNyOOKOW TpaHc-
bopmaLmm 1306pasnUTENBHOTO A3biKa XYAOXKHUKA.
TpaHchopMaLma cogepunT B cebe 3aKOHOMEPHO-
CTW, K KOTOPbIM MOXHO OTHECTU U3MEHEHMWE BU3Y-
a/IbHOTO s3blka MacTepa OT UMMPECCUOHNCTUYECKOMN
N XXMBOMWUCHOM MaHepbl NMUCbMa K IMHEapHOCTH
1 BO3BpaLLLEHNe K XMBOMUCHOCTN C COXPaHEHMEM
BHELUHEro PUCYHOYHOrO KOHTypa. Takor Noaxoz
MOXHO Ha3BaTb «BUOPUPYHOLLLEM» UM HAXOASALLNM-
s B ABWXeHun. OAHOBPEMEHHO OAUH NapaMeTp u3
napHbIX MOHATUI, K KOTopbIM Npuberan I'. Benbd-

JIVH B OLLEHKE XYA0>KEeCTBEHHbIX MPOU3BEAEHU,
a UMEHHO — eJMHCTBO, BCeraa OCTaeTca B @aHHOM
cnydae HemsMeHHon kateropwmeii (Monos, 2018)™.
OaHako, obLias TEHAEHLMS B U3MEHEHUSX XyA0-
>KeCTBEHHOrO A3blKa TATOTEET K OTKPbITOCTU U AC-
HOCTW B Nojaye XyAoXXecTBeHHON popMbl. CMHTE3
CTUANCTUYECKMX NOAXOLOB MOXHO BbIAENNTb, KakK
WHCTPYMEHTapuii, 6aarogaps KOTOPOMY UHTYUTMB-
HbI XyZOXECTBEHHbIV MOWCK aBTOpPa NPUBOANT €ro
K rapMoHu3aLmm obpasa. MNonbiTka yJ10BUTb «BHY-
TPEHHWUW PUCYHOK» B TBOPYECTBE XYAOXHMKA, KakK
oTMeuaeT BukTop ApcnaHoB, ccblnafcb Ha Hacne-
aune Llykkapo, no3BoaseT UCccnesoBaTento oTKpbITh
HOBbIE FPaHWN XyAOXECTBEHHOrO BOCNPUATUA (M-
nonbckuid, 2007) 2. be3rpaHMUYHOCTb BO3MOXHOCTER,
KOTOpble 3akatovaeT B cebe xpucrTmaHckas ncto-
pus, co3gaeT ANa XyA0XHUKA, OPUEHTUPOBAHHOIO
Ha XpUCTMAHCKME LLeHHOCTW, BO3MOXHOCTU Beje-
HWs Anajora co 3puTesieM OAHOBPEMEHHO B paMKax
KaK 3CTETUYECKMX, TaK N GUAOCOPCKMX KaTeropui.

MpoBeseHHbIN aHann3 nKoHorpabuyeckoro pasa
cTpactein XpuctoBbix B TBopyYecTBe A. CMUpHOBa
No3BoO/IAET CAeNaTb PAJ Ba>XKHbIX BbIBOJOB O XYJ0-
>KECTBEHHOWN 3BOJIFOLUN MacTepa U 0COBEHHOCTAX
ero TBOpYecKkoro MeToza.

ViccnepoBaHve AeMOHCTPUPYET, UTO Ha NpoTa-
SKEHUW MOYUTU UeTbIpex AeCATUNETUNIA TBOPYECKOM
AeATENbHOCTU XYAOXKHUK HAaXOAMACA B MOCTOSH-
HOM MOWCKe afeKBaTHOrO BU3yasIbHOTO A3blKa ANS
BOM/IOLLEHNA €BaHTeNbCKNX CHOXXETOB. ITOT NOUCK
XapakTepusyeTcs ABUXEHUEM OT UMMNPECCUOHM-
CTUYECKOW XXMBOMUCHOCTU K IMHEAPHOCTU U MNAO-

11. Monos A.A. KoHuenuua FeHpuxa BénbdanHa B KOHTEKCTE
NCTOPWM METOZO0MMN TyMaHUTapHbIX Hayk // Pykonucb. —
2018. - N212-1 (98). — C. 160-163.

12. fimnonbckuin M. Tkau n Bu3noHep: Ouepkmn nctopum pernpe-
3eHTaumm, imbo O mMaTepranbHOM U UAeasbHOM B Ky/bTy-
pe. — M.: HoBoe nuTepatypHoe 0603peHue, 2007.

CKOCTHOCTH, @ 3aTeM K CUHTE3Yy 3TUX NOAXOA0B, rae
BHELUHWM PUCYHOYHBIN KOHTYP COYeTaeTcs C BUOpU-
pytoLLel XXUBOMUCHOW MaHepor NMCbMa.

MpuUMeHeHne KOHLEeNLUM NapHbIX NOHATUN
leHpuxa BénbdanHa okazanocb NPOAYKTUBHBLIM
MEeTOA0N0TMYEeCKMM MHCTPYMEHTOM AN aHanu3a
CTUNCTNYECKOWN TpaHChOpMaL MM NPON3BELEHNIA
XyfAo>XKHWKa. MNpy BceM MHOroobpasmm xysoXKecTBeH-
HbIX PELUEHNIN — OT PeaNNCTUYECKON MaHEPbl PaHHNUX
paboT A0 YCNOBHO-CMMBONMYECKOTO f3blKa NO34-
HUX Npou3BeaeHu — B TBopuectBe A. CMMpPHOBA
HeM3MeHHO coxpaHsatoTca gBa GyHAaMeHTa bHbIX
KpUTEPUS: EAUHCTBO U ICHOCTb XYJ0XKECTBEHHO-
ro BbICKa3blBaHWA.

Ocobyto 3Ha4UMMOCTb MMEET BblfiBIEHHAas 3aKo-
HOMEPHOCTb OPraHM3aLLMK XyL0XKECTBEHHbIX GOPM
Ha OCHOBE LIEHHOCTHOrO BEKTOpa Y KOHOANKTHOW
H6UHaPHOCTK, YTO NMO3BOAAET XYAOXKHUKY BECTU Ana-
JIOT CO 3pUTeNIeM OHOBPEMEHHO Ha 3CTETUUECKOM
n punocodpckom ypoBHsx. ObpalleHne K BU3AHTUI-
CKOMY Hacneauto u ero nepepaboTka B KOHTEKCTe
COBPEMEHHOIO Xy 0XXECTBEHHOIO OMbITa CO34atoT
yCNOBUA ANs ry6OKOro OCMbICNEHNS AYXOBHOM CyLLL-
HOCTM M306paxkaeMbix COOLITUI MPU MakCManbHOM
CHATUN MOMeHTa GU3NUECKOrO BHELLHEro ABAEHUS.

XpucTnaHckaa TemaTuka OTKpbIBaeT nepej
XYAOXHUKOM 6e3rpaHnyHble BO3MOXHOCTU AN
3KCMNEPUMEHTOB C XYAOXeCTBEHHOW dopmMon,
YTO MOATBEpPXKAaeTcA pazHoobpasmemM CTUANCTU-
YECKMX peLleHn Npu COXpaHEHWM y3HaBaeMo-
ro aBTOpPCKOro noyepka. MpoaHannsmpoBaHHble
npounssegeHunsa — ot Tpuntuxa «Mctmna» (1980) ao
«XpwucTmaHckon umsmamsaumm» (2010) n dpmsa «Yy-
aeca Xpuctosbl» (2015-2017) — cBMAeTeNbCTBYIOT
O HenpepbIBHOM TBOPYECKOM Pa3BUTUM MacTepa,
€ro cCnocobHOCTN K CAMOOBHOBNEHUIO NPU BEP-
HOCTK M3BbpaHHOl TeMe.
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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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