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PAINTINGS FOR THE KNIGHTS OF MALTA.
MATTIA PRETI AND THE CELEBRATION OF MARTYRDOM

Arriving in Malta in 1660, Mattia Preti progressively become the official painter of the Knights
of St. John, and changed radically their very way of understanding and using the images. From this
point of view, the scenes of martyrdom represent a privileged field of investigation: for the members
of the Order, in fact, this particular images are not only the result of specific devotions, but the rep-
resentation of something that can be really experienced by the knights and that often summarize their
aspirations and hopes.

New documents and — for the first time — the reading of these paintings in the context in which
they were produced and in relation with the history of their patrons will clarify the extraordinary and
often unique iconographies used by Mattia Preti and, moreover, provide new grounds for establish-
ing their chronology.

The paper will then address the following topics:

« The works made by Preti for the Langue of Italy, his first reference point on the island, offering

a comparative reading of two paintings dedicated to St. Catherine, one made for the Church
of the Langue and one for their Chapel in St. John Cathedral. The analysis will unveil the devo-
tional project promoted by the Langue in relation to the relic of the saint, and define a new, more
reliable, chronology for the paintings.

o The two lunettes in the Chapel of the Langue of Aragon dedicated to the martyrdom of St. Ste-
phen. Starting from some new documents and from the results of the recent restoration, a new
reading of the paintings can now include them in the original commission by Grand Master
Martin de Redin (1657-1660) related to his — failed — project of crusade.

« The unknown role played by the two Grand Masters Raphael (1660-1663) and Nicolas Cotoner
(1663-1680) in guiding the choice of subjects for the paintings in the Chapel of St. James, a prel-
ude to the great celebration of their role in the history of the Order painted by Preti in the vault
of the cathedral and, above all, in the Allegory of the Order on the counterfacade.

Aneccanpgpo Kocma
Pumckuii ynusepcumem Jla Canuenya, Mimanus

JKuBonuce s peinapeit MaabTHiiCKOro opjeHa.
Martua IIpeTu u npocnaBneHye My4YeHu4eCcTBa

[TpuexaB Ha Manbry B 1660 1., Martua [Ipetu nocreneHHo ctan opuImaabHbIM XYHOXKHUKOM
ManpTuilckux pblapeit M KapAuHaJIbHBIM 00pa3oM M3MEHWI MX IpeficTaBaeHMe 00 MCKyCCTBe
1 BO3MOXKHOCTSAX €ro ¥Mcnonb3oBaHysA. C 3ToJ TOYKM 3peHusA Hamboree MHTEPECHBI [ MCCIe-
JOBAaHMUA CLeHbl My4eHU4ecTBa. [leficTBUTENbHO, g WwieHoB OpieHa IMEHHO 3TU 00pasbl ObUIN
He TOJIbKO 06'beKTOM 0COOOT0 IIOUNTAHNMSI, HO BO MHOTOM BOIUIOLIEHVEM X COOCTBEHHOTO yXOB-
HOTO OIBITA, X YCTPEMJICHUI U HaJexX]I.

HoBble JOKyMeHTBI I HOBO€E ITPOYTEHME ITUX IPOU3BENIEHNIT B TOM KOHTEKCTE, B KOTOPOM OHU
CO3/IaBajICh, B COOTHECEHNN C OMorpadusamMu 3aKa3unKOB, IOMOXeT 00BSICHUTh HEOOBIYHbIE U Ya-
CTO yHMKaJIbHBble UKOHOTpaduyeckne pemenns Martua IIpern, a TakxKe jaThb HOBble OCHOBAHUA
I/ JaTUPOBKY IIPOU3BEEHMIA.

B moxnaze OynyT pacCMOTpeHBI CIefyIolIyie aCIeKThI:

e IepBble NIpOU3BeNeHNsA, co3fanHble [IpeTn Ha Manbre: 1Ba M306pakeHns cB. ExarepnHsl,

opHO B uepkBu Vranbsuckoit J/lanru, gpyroe —B ee Kamete B cobope Cs. JMoanna. AHa-
M3 M300paKeHUII MOKa3bIBAET, YTO B MX 3aMbICIe BaXKHYIO POJIb UIPaly MOV CBSTOIL.
MbI TaxKe IpepjiaraeM HOBYIO, 00jiee BEPOATHYIO JaTUPOBKY IIPOM3BEECHNIL.
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o [IBe moHeTH! B Kare/te Aparonckoii Jlanru ¢ nusobpaxennem Mmydenndectsa cB. Credpana. Oc-
HOBBIBAsICh HA HEKOTOPBIX HOBBIX IOKYMEHTAX 1 pe3y/IbTaTax HeflaBHell pecTaBpalyi, Mbl TaKXKe
IpejIaraeM HOBOE IIPOYTEHe 300 paXKeHNIT, KOTOPOe II03BOJIAeT BKIIOYNTD UX B YVC/IO 3a-
Ka3oB Bemukoro Maructpa MapTtnaa fie Peguna (1657-1660), CBA3aHHBIX C €r0 He OCylle-
CTBUBIIMMCS IPOEKTOM KPeCTOBOTO IOXOJA.

e IO CUX IIOp He OTMEYaBLIAsCs POJIb IBYX BEMMKNUX MarucTpos — Padaana (1660-1663) u Hu-
xomaca Kotonepa (1663-1680) B BbIOOpe CIOXKETOB /I POCIIVCU Kalle/UIbl ¢B. JakoBa. 910
OBbIIO TIperofyeil K MPOCNIABIeHNI0 UX AesHuil B komnosuumyu «Vcropus Manpruiickoro
Oppena», cosganHoit [Ipetn B cBofie cobopa 1, ocobeHHo, B uzobpakenuu Amneropun [To-
PAIKa Ha €ro 3alaJHol CTeHe.

YBaposa Haranbsa AnekcaHgpoBHa
Mocxkosckuii 2ocyoapcmeenHoiii yHusepcumem umeru M. B. Jlomonocosa, Poccust

IpaBropsr Anb6pexta [Jropepa u Xengpuka lonbnmyca: Ot PeHeccanca k 6apoKKo

PasButue rpasropbl B 310Xy Peneccanca m ee fanpHelillee M3MEHEHNE B 310Xy MaHbepusMa
VI paHHero GApPOKKO SB/IAETCSA BeCbMa aKTYaIbHOI IPO6IeMOil, ellle HeOCTaTOYHO MCC/Ie[OBaH-
HOIl B MICKYCCTBO3HaHUM. B MOKmaze JaHHasg TeMa pacCMaTpUBAETCA Cpady IO HECKOJIbKMM Ha-
IIpaBJIeHUAM: TEXHUYECKME NOCTVDKEHMA I'PaBIOPhI, MSMEHEHME CO3/IaBAEMOI0 XY/0XKECTBEHHOIO
obpasa 1, HaKOHell, 3Ha4YeHVe TPaBIOPbI KaK CPefCTBA THPAKUPOBAHNS Y PaCIPOCTPAHEHUA APY-
TUX NIPeIMEeTOB M300pasuTeNbHOIO MCKYCCTBA.

JlOCTaTOYHO MHTEPECHBIM NPENCTABIAETCA NPOCIEAUTD U3MEHEHNA, IIPOM3OLIEIINE C TPABIO-
poJl B TeyeHue IByX BEKOB, Ha IpyMepe paboT [ByX Bexyuux mMactepos: A. [lropepa n X. Tonb-
LyCa, — PACCMOTPETDb YEPTHI, COXpaHUBIIMECA OT 3M0xM PeHeccaHca B rpaBlOpe MaHHbEpU3Ma
Yl paHHeTo 0ApPOKKO, ¥ BBISIBUTH HOBbIE YEePTHI, IOSBMBIINECS B IpaBiope B Hayane XVII B.

B noxmazie mocienoBaTeIbHO PacCMOTPEH psfl paboT 060MX MacTepOB, BLIABICHBI VX 3aKOHO-
MEPHOCTH, IPOBEJieH aHa/IN3 TEXHVUKY U Xy[0XXeCTBEHHOro obpasa. Anpbpext [lropep — BbIfjato-
IIMIAICS MacTep CBOErO BpeMeHV, B TOM YNC/Ie 3aHMMABIINIICSA MCKYCCTBOM TPaBIOPHI, (akTmye-
cKu cospiaBaBimii rpaBopy CeBepHoro PeHeccaHnca, IpMMeHMBIINIT HOBbIE 3aKOHBI KOMIIO3UIUI,
HOCTPOEHNUA NPOCTPAHCTBA, 00beMa, cBeTOTeHNU. XeHApUK [onbInyc sAB/IAETCA MacTepoOM SIOXU
MaHbepPM3Ma, BBIIAIOIMMCSA TPadUKOM U IpaBepoM, B pabOTax KOTOPOTO aKTUBHO UCIIOIb30BAJIVICh
JIOCTIDKEHMSA KaK eTo IMpe/IIeCTBeHHIMKOB, TaK I €T0 COBPEMEHHUKOB, I3MEHEHHbBIE er0 COOCTBEH-
HBIM B3DJIAfIOM 1 nopxopoM. Oba MacTepa IpuAaBaay Ba>KHOE 3HAueHUE COBEPLICHCTBOBAHMIO
TEXHUKY CBOMX pabot: Kak Jlopep, Tak 1 [ONbLMyC 9KCIEPUMEHTUPYIOT C Pa3HBIMU TEXHUKAMIL,
HO UX JIy4Ilye IIpY3HAHHbIE PabOThI CO3[JaHBI B OIHOJ M3 CaMbIX C/IOKHBIX TEXHVK — Pe3I[0BOI
TpaBIOpe Ha MeJM.

3aTpoHyTble IPOOIEeMbl IMEIOT BaXKHOCTb He TOJIBKO /IS MCTOPUM I'PadyKy, HO — IIOCKONIbKY
VICKYCCTBO I'PaBIOPBI, CaMo 10 cebe TeCHO CBsA3aHHOe ¢ pucyHKoM, B XVI-XVII BB. ABnsAeTCA Bax-
HEeJIIVM CPeICTBOM PacIpOCTpaHEeHNA BU3Ya/IbHO NMH(POPMAIVM, — HECOMHEHHO, OKa3bIBalOT CY-
IIeCTBEHHOE B/IVAHME Ha BCE BUJBI MICKYCCTBA.

Natalia Uvarova
Lomonosov Moscow State University, Russia

THE ENGRAVINGS OF ALBRECHT DiiRER AND HENDRICK GOLTZIUS:
FrROM RENAISSANCE TO BAROQUE

The development of engravings from the Renaissance to the Mannerism and the early Baroque era
is a pressing question, which remains significantly underresearched by art historians. In the report
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