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IIpeducnosue opzanusamopos Kongdepenyuu
«AKkmyanvHovle npo6remol meopuU 1 UCMOPUU UCKYCCIMEaA»

BcsAxoe HaunHaHMe, 0COOEHHO B 00/1aCTV TYMaHUTAPHBIX HAyK U MCCIef0Ba-
HIT, CBA3aHHBIX C TBOPYECKOI IEATEIbHOCTDIO, TPeOYeT He TONBKO TPYHLOBBIX
3aTpaT, MHTEIEKTYaIbHbIX U SMOLMOHAIbHBIX BIOXKEHMUIT, HO M MOJAAEP>KKI
YMCTO MPAKTUYECKOI. DTOT Ayann3M TBOPYECTBA, KOTOPOe 3aTyxaeT 6e3 3auH-
TepPeCOBAHHOTO MaTepyabHOTO y4acTs, ObUI OCO3HAH ellle B ITTyOOKOIT ApeB-
HOCTM, KOTZIa He CTaBlIee ellle HapyljaTeTbHbIM UM PUMCKOro naTpuuysa Melie-
HaTa C IIOYTeHMeM YIIOMUHA/IM B CBOUX COUYMHEHMAX 00/T1arofieTe/IbCTBOBAHHbBIE
M OBupuit u Topannit. Bkmafi, KOTOPBIN cerofiHA BHOCAT B Pa3BUTNE HayYHbBIX
VICC/IeTIOBAHWIT OT/ie/IbHbIE IIPeIIPUHIMATENN 1 1ie/ible (POHbI, HeOOXOMUM IS
COXpaHEeHN:A BBICOKO IJITAHKM I'YMaHUTaPHOTO 3HAHMA — 3aJI0Ta TOrO CO3Ma-
Te/IbHOTO Hadaja, KOTOpOe ABIDKET Hac IO IYTU COXPaHEHMA BCETO TYYILETO,
JyeM pacIiosaraeT COBpeMeHHOe 001eCTBO U3 Hacyeys IPOLIJIOTo.

ITposepenue IV Mex/yHapoHO! KOH(pEpPEHIMY MOJIOABIX CIEIaINCTOB
«AKTya/IbHBIe IPO6/IeMbl TEOPUI 1 UCTOPUY UCKYCCTBa» B 2013 ropy 1 nsganue
cOOpHUKa CTaTell 10 MaTepyanaM ee paboThl ObIIO OCYIIECTBIEHO MU PpUHAH-
coBoIt nopfiep>kke poHma «Pycckmit XygoskecTBeHHBIT Myup». OpraHusaloH-
HBIl KOMUTET ¥ Y9aCTHUKI KOH(pEepeHIINN BBIPAXXAIOT CBOIO ITTyOOKYIO IIpU3HA-
TEIbHOCTD upeKkTopy poHpa Enene KasummposHe JKykoBoit 1 HaferoTcs Ha
JasbHelIee MJIONOTBOPHOE COTPYAHUYECTBO.

Om umenu Op2anu3ayuoHH020 KOMUmMema u yuacmHukos KoHgpepeHuuu,
A.B. 3axaposa, C.B. Manvuesa



IIpeducnosue oupexmopa ¢onoa
«Pyccxuii xydoxnecmeenuwlii mup»

OCHOBHOIT IIelbl0 CBOEl JiesATenbHOCTY (OHT «Pycckuil XymoskecTBEeHHBDII
mup» (PXM) cunTaer comeiicTBMe peanu3anyyl KyAbTYPHBIX ¥ HAyYHBIX IIPO-
TpaMM ¥ MepONpMATUII — BBICTABOK, JIEKIMIT, CEMUHAPOB U KOH(EpPEeHIINII,
CIIOCOOCTBYIOIINX U3YYEHMIO KY/IbTYPHO-MCTOPUYECKOTO, apXUTEKTYPHOTO 1
XY[,0’KECTBEHHOTO HaC/IeusA Hallell CTpaHbl. B paMKax 3TOro HampasIeHus fe-
ArenbHOCTY POHJ IPMHMMAET y4acTHe B pa3dpaboTKe MPOrpaMM B3aMMOZENCT-
BUSA Hay4HOro coobmectBa Poccum n Ipyrux cTpaH B oOMeHe UesMI U O3Ha-
KOMJIGHIN C Pe3y/lbTaTaMy uccnefoBanmii. Te xe 3afaum cTaBAT mepes co6oit
U OpraHM3aTopbl MeXXyHapOIHOI Hay4HO! KOH(epeHIu « AKTya/IbHble IPo-
671eMbI TEOPUM M UCTOPUM UCKYCCTBa». [I09TOMY MBI C pafjoCTbIO IOAIEPIKAIN
nposefienne B 2013 roxy IV MexayHapogHoit KoHdepeHIuN 1 13faHue cobop-
HUKa CTaTell o MaTepuanaM paboTsl KoHpepeHyy B 2014 roxy. OTmeuy, 4TO
oco6oe BHuMaHMe DOHJI yAenAeT MpoeKTaM, CBA3aHHBIM C M3y4YeHMeM UCKYC-
crBa Busantum n JIpesneii Pycu, a taxxe uckyccrsa Poccun XX n XXI Bekos,
4TO Jie/IaeT HaIly IPOTrpaMMy COfielicTBMA paboTe KOH(pepeHIUY B OYKBaIbHOM
CMBICJIE aJPECHOIL.

Yuactue ®oHa B MOATOTOBKE 1 paboTe KOH(bepeHIN «AKTya/nbHbIE IIPO-
671eMbl TEOpUM ¥ MCTOPUM MCKYCCTBA» NPOXOAUT B pamkax CornamieHus o
corpypundectse Mexgy MI'Y umenn M.B. Jlomonocosa u ®onpom «Pycckui
XyZIO>KeCTBeHHbIN Mup». Cpegu gpyrux npoektoB PXM B HacTosIIee BpeMa —
ydJacTue B OpraHusauuu 1 nposefeHnn B Mmapre 2014 ropa B Jlongone MexyHa-
ponHoit Hay4HoU KoH(pepeHuun Vucturyra Kypro, Kembpumkckoro ynusep-
cuteta 1 MI'Y umenn M.B. JlomoHocoBa. MbI Bcerfa pajibl COTPYAHUYECTBY C
BENYIIMMM YHUBEPCUTETAMI ¥ HayYHO-UCCIEN0BATE/IbCKMMY LIEHTPaMy MuUpa,
TaK KaK BUJVIM B 3TOJ AeATENbHOCTU BBICOKYIO LIe/Ib — COXPaHEHNE TBOPYECKUX
Y MHTE/UIEKTya/IbHBIX OOTaTCTB 1, B IEPBYIO OYepelib, Pa3BUTIE OTEYECTBEHHOTO
Hay4YHOTO MOTEHIIMa/Ia ¥ TyMaHUTapPHOTO 0Opa3oBaHMAL.

Jupexmop ponoa «Pycckuii XydoxecmeeHHbIl MUP»
Enena XKyxosa

.77 o
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A. Schoning

Daniel Frese’s The Calumny of Apelles —
Image, Text and Context'

“Art is always political” — this sentence has been heard quite often lately. As it seems
to be true for contemporary art, it was centuries ago. This essay will show, how a paint-
ing that was treated as a simple allegoric one for decades, can be understood as a polit-
ical one when evaluating not only the iconographical details, but carefully taking into
consideration their meaning in a special context.

This essay is about Daniel Frese’s 249 x 451 cm large oil on canvas painting The Calumny
of Apelles, which has been hanging in the town hall of Liineburg since presumably 1600
(1ll. 51) . It is a part of the impressive programmatic town hall interior to which the artist
contributed a large part since the 1570’s on behalf of the city’s council, and which is consid-
ered to be one of the most interesting — and also one of the best preserved — city hall inte-
riors in Western Europe. Research on it mostly concentrates on the Groffe Rathsstube with
its cycle of Lutheran imprinted paintings showing the pillars of good governance, which
Daniel Frese also worked on from 1573 until 1578 [5]. The single painting The Calumny of
Apelles, although remarkably large and therefore at least noticeable, is mostly ignored by art
historic research, mentioned only in a few paragraphs and one essay by Friedrich Gross [4]°.

The Calumny of Apelles was given by the artist as a present to the city council of the
Hanseatic City of Liineburg. It is hanging in the main stairway of the city hall in Liine-
burg opposite the main entrance — the first object every visitor would see and the most
important visitors of Liineburg had to face on the way to the city ceremonial hall.

Born in 1540 in a small town in Dithmarsia in the north of Germany, Daniel Frese had
lived and worked in Hamburg for some years before he moved to the nearby city Lineburg [4,
p- 29]. From 1573 until his death in 1611, Daniel Frese lived and worked in this area, where
he painted his main ceuvre [12, p. 123]. This ceuvre is very broad indeed and includes po-
litical paintings, religious works, portraits and townscapes, e.g. for Georg Braun’s and Franz
Hogenberg’s Civitates Orbis Terrarum urban atlas [4, p. 29]. Daniel Frese also worked as a
cartographer and produced some of the first detailed maps of the northern German region*.

! This essay is a summary of the author’s Bachelor thesis, submitted in 2012 to the University of
Hamburg. Many thanks are due to Dr. Barbara Uppenkamp who not only gave the impulse to this work
with her seminar on Daniel Frese in winter 2011 but also provided helpful information and the illustrations
used in this essay.

2 Because of its dimensions and the local circumstances that is quite safe to say. The painting is
dated 1600.
3 On the status of research, cf. also [4, p. 30].

4 Oral information by Dr. Barbara Uppenkamp, cf. also [4, p. 68 f.].
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It will become evident in the following, that the painting’s title The Calumny of Apelles
does not really reflect its contents, but as it is the official title and due to the lack of a
better one, it will be used further on. Looking into the picture’s poor history of research
the difficulties regarding the title appear to be a constant. During the last centuries many
titles were used in desperate and yet failing attempts to describe the actual pictorial
narrative [4, p. 29]. This problem might be a symptom and indicator of the scale of the
challenge to understand the picture.

Two larger topics emerge from The Calumny of Apelles at first sight: the calumny of
Apelles as a topic in fine arts of the Renaissance and in the Lutheran pictorial conception
as expressed in the law-and-gospel-representations in the style of Lucas Cranach the
Elder. This essay tries to show the function these topics had in Frese’s ambition to depict
particular events and virtues related to the history and politics of Liineburg. Conse-
quently, the iconographic elements defining this painting are: a tree dividing the picture
and a group of figures in the foreground. The captions below the figures mark them as
personifications:

Iudex, the judge, sits on a richly decorated throne with Sapientia (wisdom) standing
at his back to counsel him. In front of the throne Avaritia (avarice), Suspitio (suspicion)
and Mendatium (lie) obviously try to bribe the judge to listen to their aspersions. Invidia
(envy), Ira (anger) and Calumnia (calumny or slander) strike the kneeling Patientia (pa-
tience). At the root of a tree a miserable Tristitia (grief) sits hiding her face. To the right
of the tree, we see Veritas (truth), Innocentia (innocence), Constantia (endurance) and
Victoria (victory) guiding a now upright Patientia in a triumphal procession followed by
the Chorus Musarum, the choir of muses.

As the painting’s title implies, the personifications relate to an ekphrasis given by
Lucian of Samosata in his essay Slander — a warning. It tells about Apelles’ artistic re-
venge on Antiphilos, who had maligned him in front of Ptolemy, a general of Alexander
the Great: “On the right sits a man with long ears almost of the Midas pattern, stretching
out a hand to Slander, who is still some way off, but coming. About him are two females
whom I take for Ignorance and Assumption. Slander, approaching from the left, is an ex-
traordinarily beautiful woman, but with a heated, excitable air that suggests delusion and
impulsiveness; in her left hand is a lighted torch, and with her right she is haling a youth by
the hair; he holds up hands to heaven and calls the Gods to witness his innocence. Showing
Slander the way is a man with piercing eyes, but pale, deformed, and shrunken as from
long illness; one may easily guess him to be Envy. Two female attendants encourage Slan-
der, acting as tire-women, and adding touches to her beauty; according to the cicerone, one
of these is Malice, and the other Deceit. Following behind in mourning guise, black-robed
and with torn hair, comes (I think he named her) Repentance. She looks tearfully behind
her, awaiting shame-faced the approach of Truth. That was how Apelles translated his peril
into paint” [15, p. 2-3]°.

s Lucian was a well liked author in Byzantium and his works were brought to Rome [2, p. 14].

There they were first translated into Latin and then into Italian [3, p. 31]. He became a popular author for
Renaissance readers because of his humorous style and vivid descriptions [2, p. 2; 3, p. 29].



3anagHoe nckycctBo CpeaHux BEKOB 1 HOBOr0 BpemMeHm 289

The use of the personification Calumnia is a strong proof that Frese knew the ekph-
rasis and that he had it in mind while working on this painting and used it deliberately,
because we only find her in Lucian’s essay [4, p. 44]. However, Frese’s painting does not
strive to stick completely to the text; the comparison of text and picture demonstrates
that he did not seek to reconstruct the lost ancient masterpiece that Lucian described ei-
ther, different to another and better known painting by Botticelli. Examining the further
text by Lucian, it is almost evident that Frese knew the whole essay and also absorbed
details aside from the ekphrasis using them to characterize the personifications [15]°.

The figures in the foreground are forming three groups: The Iudex with the three vicious
accusers, not any less vicious group tormenting Patientia and the triumphal procession. Frese
used the figures’ wardrobe to underline the emotion and action which are demonstrated by
each of the three groups. There are no signs of interaction between these groups. Apparently
Daniel Frese depicted a very complex narrative structure; whilst the Iudex is confronted with
the accusation, Patientia is tormented by envy, anger and slander, but will triumph at last.

Frese’s most significant deviation from description given in Lucian’s ekphrasis is the
Iudex. The ancient author described him having a Midas-like appearance, which would
characterize a corrupt judge. Frese on the other hand created a Iudex who is guided by
Sapientia and who closes one ear; a habit, which according to Plutarch, Alexander the
Great formed to keep one ear unblemished from the accusations [4, p. 31f.]. He is also
marked by his wardrobe as to be a patrician and holds a judge’s stick as a sign of his high
status [4, p. 36]. The Iudex here is not explicitly an iustus iudex, but he is equipped with
all insignia that make a good judgment plausible.

The martial details of the painting strongly remind of another type of picture: the
fight between Vices and Virtues, the Psychomachia [4, p. 73]. But despite all that, Dan-
iel Frese’s painting is the complete opposite of an ancient fight: it shows a fair and civic
process [7, p. 27f.]. So the preposition of the Iudex provides the opportunity of a just
verdict and Patientia will overcome.

The other prominent element in the painting is the half bald, half leafed tree dividing
it. On the leafed side hangs a shield showing a crown inscribed “Der Ehren Schildt” —
the shield of honour. Corresponding to the treetop, the sky and the landscape left and
right to the tree are characterized differently; whilst the left — bald — side is further-
more determined by a townscape threatened by a dramatic sky, the right side seems
much friendlier with a brightened sky and an almost bucolic landscape. It is not hard
to associate these details to the type of picture Law and Grace (Law and Gospel) Lucas
Cranach the Elder created in cooperation with Martin Luther [4, p. 54] (1ll. 52) .

6 A lot more could be said on Frese’s use of the antique text, which seems to have been remarkably
thorough, but due to the restricted volume of this essay the matter has to be left at this.
7 Based on the beginning of John’s Gospel: “For the law was given by Moses, but grace and truth

came by Jesus Christ” (John 1,17). From this derived Luther’s doctrine of the antagonisms of law and Gos
pels or sin and redemption, whilst gospel correlates the grace [4, p. 54; 10, p. 2f.]. As a kind of propaganda
Lucas Cranach the Elder, possibly in cooperation with Martin Luther, created the woodcut Gesetz und
Gnade (Gesetz und Evangelium) in 1529/30 [4, p. 54f.]. This iconography was implemented quite often in
the following decades.
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Daniel Frese used those two different well known artistic topics for certain reasons
and in this the key for understanding Frese’s picture lies. What ultimately connects both
of the painting’s main iconographic themes as described earlier is the idea of justice
implied in both of them — worldly justice as divine justice.

Avaritia holds a model of a mountain in her left hand, which most certainly repre-
sents the Kalkberg, one of Liineburg’s landmarks, which was the venue of important
historic events [12, p. 77]%. It is not the only symbol of Liineburg: Constantia is bearing
a flag showing a column. Although a column is an attribute of Constantia, it has a more
specific meaning here [4, p. 48, 61f.]. According to a founding myth of Liineburg, in Ro-
man times a sanctuary for the Luna, household deity of Julier, was built on the Kalkberg.
It is believed that one of its columns has survived®. The Column and the mountain with
its allusion to the former castle might depict, like a rebus puzzle, the two components of
the towns name: Luna and Burg'’.

Those connections are strengthened by the townscape to the left of the tree, which
can easily be identified to depict Liineburg itself''. The St. Michael church and the so
called Springintgut-Turm are overly prominent in the townscape. The latter is named
after the former mayor Springintgut, who died being locked up there in the course of
the Prelates’ war in the middle of the 15" century [4, p. 56]'2, the shield of honour might
refer to that incident. Daniel Frese was accustomed to depicting townscapes. The one he
painted in The Calumny of Apelles differs from others by the overstated proportions the
buildings show. This is not due to a lack of skill, it was done most certainly deliberately
to ensure that the city would be recognized as Liineburg.

To understand this painting entirely it is necessary to approach it intellectually, be-
coming familiar with the historical and social context of its origin, as the artist Daniel
Frese was influenced by many factors: humanism, Lutheranism and the special local
circumstances in Liineburg.

Late Renaissance civic and intellectual life in Liineburg was quite prosperous. With
the upcoming bourgeoisie, decoration of civil halls became more and more important.
In Liineburg, this bourgeoisie consisted of proud, independent Lutheran merchants; after
all Liineburg was the most important source for salt in those times. The decoration of its

8 The Kalkberg is a symbol of political independence. In 1371 the reigning Duke Markus, who
interfered too much with town’s business, was driven out of town and his castle on Kalkberg was torn to
the ground. Cf. [4, p. 56].

? A founding myth of Liineburg tells that Julius Caesar himself built a marble column in honour
of his house deity Luna on the Kalkberg, which he saw first in moonshine. Although it cannot be proven,
the Luna column indeed stood on the Kalkberg. When in 1371 the citizens destroyed the castle on it and
banished the lord they took the column with them. So it became a symbol of proud citizenship and inde
pendence. Cf. [1, p. 164].

10 “Burg” means “castle”.

" Dr. Barbara Uppenkamp pointed out that possibility.

12 The Prelates’ war was not literally a war. More precisely it was a dispute on the debts the town had
made. The citizens wished the prelacy, which means the religious leaders of the city, to pay back their share
of it. They denied and appealed to the pope, whilst the citizens got supported by the emperor. So Liineburg
had a Iustus Iudex in time they were in need of one [4, p. 58].
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city hall expresses all this self-representation and the Lutheran principle the town relied
on. Of particular importance was the Lutheran Doctrine of Justification, but biblical and
antique motives were prominent alike [14, p. 8, 43f.]. So the pictorial themes Frese chose
were consistent with the intellectual background the town had and most appropriate
for the city hall interior". The political situation was not as positive; the citizenry had
troubles within their own ranks and the local nobility tried to interfere [4, p. 61f.]. Hence
every bit of independence was hold sacred. Of particular importance was the jurisdiction
they held, Liineburg was one of the first cities to have canonized law — no surprise the
equipment of its town hall expresses that. Daniel Frese worked for a strong, independent
and at least allegedly just city council shortly before its downfall [12, p. 26]. And so the
thunderstorm raging above the negatively connoted landmarks of the townscape might
be a hint of the difficult situation in the town [4, p. 62]. But at the same time the sun is
breaking through the clouds above the Luna-column as a sign of final victory.

It is also an interesting fact, that the flag with the column depicted on it is in the
same place where the flag of the resurrected Christ, a sign of overcoming death and
destruction, would be in a law-and-gospel image. Frese himself offered this way of inter-
pretation by using the tree as a symbol. This finding directly leads to another approach
towards the picture and it becomes clear that The Calumny of Apelles cannot be the main
subject here. Patientia is Liineburg itself and it finally triumphs because justice, truth
and god’s grace are on its side.

Having identified Liineburg as the main subject of the painting, it becomes clear, why
it is so hard to decipher: Frese had no known iconography on hand which he could use
in order to represent the history of the city. The Lutheran tree and the ekphrasis imply
completely different genres. But Frese used different iconographic elements to create a
message of his own. He created something like a historic painting that appears to be an
allegory only at the first glance. He used elements that he knew — that he was sure other
educated people would recognize as well — to tell his story. Lucian’s ekphrasis was well
known and provided him the opportunity to depict justice without having to do it by
simply using the allegory [3, p. 29; 9, p. 15]. The law-and-gospel imagery was an obvious
choice, because of the strong Lutheran imprint Liineburg had and it also provided the
possibility of leading the beholder, to stress the bisection of the picture and the different
valuations associated with it. The Calumny of Apelles is one of the first known depictions
of local history [14, p. 88].

It has not been entirely proven yet, but there is some evidence in his works that Frese
might have been well acquainted with contemporary Dutch etchings and woodcuts. A
woodcut by Jacob Matham might demonstrate this assumption: Frese’s Invidia is very
close to it, but it also becomes evident, that Frese practiced a free handling of his models.

B Although it seems unlikely that Daniel Frese by his own choice only picked these pictorial
themes. He probably had advisors, most likely Lucas Lossius and Franz Witzendorf [4, p. 70]. Lossius was
an important humanist who published inter alia an issue of Melanchton’s writings. Witzendorff on the other
hand was the town’s mayor and had studied in Wittenberg, where he built himself a network. Both were
familiar with the most important humanist texts and the Lutheran writings alike [4, p. 72f.; 16, p. 138f.].
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So he had paragons, yet did not simply copy them, but put them into the new context
and use instead. This finding is consistent with his signatures on other works: he did not
only sign them with DF, but also used the expression “Daniel Frese invenit et pinxit” [12,
p. 124]*. He distinguishes himself by free and unconventional use of these paragons, so
that the term “inventor” seems justified [4, p. 40]".

Frese’s most amazing achievement is that he does not simply reproduce his resources,
but rather intelligently and appropriately quotes them. He uses known pictorial codes to
subtly lead beholder’s thoughts and to create an entirely new pictorial message.

In one way, the painting also is a manifest of the artist’s self-conception: his main
motifs are humanism and Lutheranism, last but not least embodied in the Chris-
tian affected Patientia [4, p. 47]. By quoting the associated iconography, Frese also
demonstrates his knowledge of contemporary prints. As he does not merely copy,
but rather adjusts them to his own style and purpose he proves to be an “inventor”.
Not by founding a new iconographic tradition, but by putting all his knowledge and
skills into depicting a topic, which was quite new in the fine arts. Daniel Frese did not
want to compose an elegant scenery, but rather stressed the intellectual construction
behind the picture. He most surely intended to depict a certain event in Liineburg’s
history, which may be seen as an encouraging present to the town council. But Frese
also provides the beholder with an almost dialectic construction of justice. Between
earthly and heavenly justice it is up to a wise and truthful judge to ensure justice is
served on earth.

Even if Daniel Frese’s painting presents art historians with problems incident to the
specific situation in Liineburg, it also demonstrates some issues of highest importance,
namely: significance of the context. In the late Renaissance Liineburg, this context was
between the poles of humanism, Lutheranism and the arising civic self-confidence
which sought a way of expressing itself. Without considering those circumstances there
is no way of finding an understanding of Daniel Frese’s painting. As this depiction of
local history is the first one of this kind, it also bears a more general significance and
possibly opens new perspectives for art historic research'.

Literature

1. Boockmann H. Die Stadt im spdten Mittelalter. - Munich: C.H. Beck, 1986. - 357 p.

2. Cast D. The Calumny of Apelles. A Study in the Humanist Tradition. - New Haven; London: Yale
University Press, 1981. - 243 p.

3. Forster R. Die Verlaumdung des Apelles in der Renaissance // Jahrbuch der Kéniglich Preussischen
Kunstsammlungen. - 1887. - Vol. 8. - P. 29-56.

4. Gross F. Lutherische Gerechtigkeit fiir einen Apelles von Liineburg? Zum stiefmiitterlich behandel
ten Hauptwerk des Daniel Frese (1540?-1611) im Rathaus der Salzstadt / Niederdeutsche Beitridge zur
Kunstgeschichte. 2000. Vol. 39. - P. 29-77.

" Latin: Inventor; invented and painted.
15 According to Tipton, Frese had no paragons, but this is not correct [16, p. 138].
16 There could be said a lot more on Frese’s use of the antique text, which seems to have been re-

markably thorough.



3anagHoe nckyccto CpeaHux BEKOB 1 HOBOr0 BpemeHm 293

5. Haupt M.G. Die groBle Ratsstube im Liineburger Rathaus (1564-1584). Selbstdarstellung einer pro
testantischen Obrigkeit. - Marburg: Jonas Verlag, 2000. — 312 p.

6. King James Bible. Authorized Version, Cambridge Edition. URL: http://www.kingjamesbibleon-
line.org/John-1-17/ (accessed: 28.03.2014).

7. Kissel O.R. Die Justitia. Reflexionen iiber ein Symbol und seine Darstellung in der bildenden Kunst.
Munich: C.H. Beck, 1984. 143 p.

8. Luther und die Folgen fiir die Kunst. Kunsthalle Hamburg: catalogue / hrsg. von W. Hofmann. Mu
nich: Prestel, 1983. - 685 p.

9. Massing J.M. Du texte a I'image. La Calomnie d’Apelle et son iconographie. — Strasbourg: Presses
universitaires de Strasbourg, 1990. - 551 p.

10. Ohly F. Gesetz und Evangelium. Zur Typologie bei Luther und Lucas Cranach. Zum Blutstrahl der
Gnade in der Kunst. Miinster: Aschendorft, 1985. 135 p.

11. Prenter R. Der barmherzige Richter. lustitia dei passiva in Luthers Dictata super Psalterium 1513-
1515. - Aahus; Copenhagen: Universitetsforlaget, 1961. - 152 p.

12. Reinecke W. Das Rathaus zu Liineburg. — Liineburg, 1925. - 160 p.

13. Schuster P. Abstraktion, Agitation und Einfithlung. Formen protestantischer Kunst im 16. Jahrhun
dert // Luther und die Folgen fur die Kunst: catalogue / Kunsthalle Hamburg; hrsg. von W. Hofmann. -
Munich: Prestel, 1983. P. 119-125.

14. Simon K. Abendldndische Gerechtigkeitsbilder. — Frankfurt am Main: Kramer, 1948. - 108 p.

15. The Works of Lucian of Samosata / transl. by H.-W. Fowler, F.G. Fowler. — Oxford: The Clarendon
Press, 1905. Vol. 4. P.1-11.

16. Tipton S. Res publica bene ordinata. Regentenspiegel und Bilder vom guten Regiment. Rathausdeko-
rationen in der Frithen Neuzeit. - Hildesheim: Olms, 1996. - 684 p.

HasBanmue crarbu. «KneBera Anerieca» [Jlanuansg @pese — 06pas, TEKCT U KOHTEKCT.

Caenennsa 06 aBrope. IIIéHNHT AHHMKA — CTYHEHT MAarMCTpaTypbl, VIHCTUTYT MCKycCTBA M BU3Y-
a;bHOI McTopuy, YHusepcurer uMenu A. I'ym6onppra. Teoprenurpace, 47, Bepnusn, Tepmanns, 10117.
annika_schoening@web.de
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MO>KET OBITb IIOHATO TOJIBKO Yepe3 MCCIeoBaHye KOHTEKCTa ero CO3/jaHus, MECTHOI Cpefibl TaH3€eIICKOT0
ropopa JlioHeOypra, pacmonoxeHHoro B CesepHoit Iepmannn. Januamb Qpese UCIONb30BATT U3BECTHYIO
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