4yeM Ipy U300paXkeHU, K puMepy, Pacisatns); He MeHee uM criocobctBoBan «Bilderfrage», mon-
HATBIA B Xofie Pepopmanyy u ObIBIINII 0co6eHHO akTyanbHbIM B Hupmepnanmax.

[Tytu arToit mecakpanusanuy Mbl IPOCIENVM Ha IpuMepe u3obpaxeHus TaiiHON Bedepym Kak
B KapTMHAX CeBEPOHUJIEPIAHACKNX MacTepoB: . Ban OcTcaneHa, amcrepgamckoro Macrepa Cmeptu
Mapun, tak u oxHoHugepnanackux: I1. Kyka Ban Anbcra, I1. Iloyp6yca (Ilyp6roca) u fip., mpu-
BJIeKasA U COBpeMeHHbIe KapTHAM IPOU3BefeHNs JeKOPATVBHO-IIPYKIAJHOTO MICKYCCTBA (TapeKIL,
KOBPBI), B MKOHOIpa(IyecKol IporpaMMe KOTOPBIX YePThI AeCaKpalInusaluy pOsSBIUINCH ellle OT-
4eT/IMBEN, HEXKE/IM B CTAHKOBOI KMBOIVCH.

Stefaniia Kovbasiuk
Taras Shevchenko National University of Kyiv, Ukraine

THE “LAST SUPPER” AS CONVIVIUM: THE WAYS OF DESACRALIZATION OF RELIGIOUS
IMAGERY IN THE NETHERLANDISH ART OF THE FIRST HALF OF THE 16th CENTURY

The desacralization of the post-Iconoclastic art (after 1566) seems to receive enough attention
from scholars (here we should mention D. Freedberg, K. Jonckheere, L. P. Wandel), while the changes
in representations of the scenes from the Holy Scripture of the first half of 16th century are relatively
little-studied, though through these changes one could explain the scale and intensity of Iconoclastic
Fury in the Netherlands. Therefore, it is not without interest to consider the ways of desacralization of re-
ligious imagery in the period that precedes Iconoclastic uprising — that of the first half of 16th century.

The “Last supper”, which is not frequently encountered in the Netherlandish painting in times
of the “Flemish Primitives’, is experiencing its peak of popularity during the 16th century due to dif-
ferent factors of artistic as well as of ideological character. Influence of the Italian Renaissance, the
fast spread of Reformation, which had as one of the key issues the essence and meaning of the Last
Supper, — both contributed to the iconographic innovations in Dutch representations of this subject.

Obviously, it is the relative iconographic freedom (depicting the Last Supper the masters were less
limited than in case of the Crucifixion), as well as the “Bilderfrage”, arisen by Reformation, that fa-
voured the penetration of desacralization traits to the religious imagery.

We have followed the ways of desacralization relying on the examples of the “Last Supper” rep-
resentations in the paintings of masters from the Northern Netherlands (J. van Ostsaanen, Amster-
dam Master of Death of Mary), as well as in those of the South Netherlands (P. Coecke van Aelst,
P. Pourbus the Elder, etc). We also draw on examples of decorative and applied arts representing the
same subject as the traits of desacralization in their iconographical program were even more evident
than in easel painting.

®ponosa /Iropmuia BaneppeBHa
Canxm-Ilemepbypeckuii eocyoapcmeenHuiii ynusepcumem, Poccust

Od¢unanpHoe McKyccTBo nMneparopa Makcummmmana I Ta6c6ypra xak
OTpa’keHVe TeMbI VANITAS B MICKyCCTBe HeMel[Koro Bospoxxaenns

Tema vanitas urpasa BaXHyI0 poib B KylIbType HeMelKoro Bospoxjenus. Ee Bomomennem
CTajla MbIC/Ib O CKOPOTEYHOCTM >KM3HM U O HEOOXOAMMOCTM COXPAHATD IaMATh O 4YelloBeKe I10-
cne cmepTn. Kpome Toro, mposiBiieHneM TeMbl vanitas cTana Bepa B 3aBMCUMOCTDb CYAbOBI Yeso-
BeKa oT npuays PopTyHbL.

OduunanpHoe McKyccTBO nMmieparopa Makcumummana I [abcOypra nccnegoBaTeny 4acTo pac-
CMaTpPUBAIOT C TOYKM 3peHMS HMOMUTUYECKUX aMOMII MIMIIepaTopa, He yAensas BHUMAaHNUA 3Ha-
YYMOIl JI KyAbTYphbl 3TOTO Iepuoja TeMme vanitas. IIpupBopHbli rymanuct Makcumunmana I
K. Oenptrc m A. JIropep, MCHIOMHUTEND Xy[JOXKECTBEHHBIX 3aKa30B MMIIEpaTOpa, OTMEYasy, YTO
VIMEHHO JIUTepaTypa U M300pasuTenTbHOe MCKYCCTBO CIIOCOOHBI COXPaHMUTDb MAMATb O YelOBeKe
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nocne cMept. Cam Makcumunas | mogyepkyBa, 4To CO3JZaHHBIE M 3aKa3aHHBIE UM IIPOU3Be-
leHVsI TIPU3BAHBI €0 YBEKOBEUNTh. JTa Mes caMa 10 cebe sB/AeTCS PKUM IPOSIBIEHNEM TeMbI
vanitas, IIOHATOI KaK HeOOXOMMOCTb IOAeP>KMBATh ITAMATb O YeIOBEKe.

B noprperax mmmneparopa, CHaOKEHHBIX TEKCTaMM B JyXe APEBHEPUMCKUX onuTadumii, oT-
pPasuIoch cTpeMyieHre 3aduKCHpOBaTh ero oOmkK. JKemaHue yBeKOBEUUTb JessHUs MMIlepaTopa
IpUBENO K Co3faHuio aBrobmorpadpmyecknx courHenuit «Toitepmank» (1517) u «BaitcckyHur»
(1516-1519 rr.) n cepuit kcunorpadumit « TpuymeanbHas nponeccusa» (1516-1519 rr.) u «Tpuym-
¢danpHag Apka» (1515 r.). B Hux mpocnasieH He TOIBKO caM MMIIEPATOp, HO ¥ MHOTHUE eT0 POfi-
CTBEHHMKI, yKe YMepIiIre K MOMEHTY CO3[aHus TeKCTOB U WTIOCTparuit. [Ipu sToM aBTOpBHI I1po-
U3BefleHNT M300paKaloT 3TUX HMEepCOHaKel KakK B BUJe MOrpebasbHBIX CTATyii, TaK U B OO/IMKe
JKVBBIX JTIOfIeNl, OYATO IpUiaBasi UM TeM CaMbIM BEUHYIO >K/3Hb.

Tema ®opryHbl, ellje OfMH BapMaHT TeMbl vanitas, Tak)ke OTPa’keHa B YIIOMSIHYTBIX BBILIE ITa-
MATHUKaX. B xomnosunvm «TpuymbanbHoit Apku» ¥ B WIUTIOCTpAlusAX K 1moaMe «ToiteppaHk»
(1517) BCcTpevaloTcss MOTMBBI, HAIIOMMHAIOIIVE O HEIIOCTOSTHCTBE YZlauMl U O CYACT/IMBOM CIydae,
IPUXOAALIEM Ha IIOMOIb VIMIIEPATOpY.

Liudmila Frolova
Saint Petersburg State University, Russia

THE COURT ART OF THE EMPEROR MAXIMILIAN I OF HABSBURG AS REFLECTION
OF THE VANITAS THEME IN GERMAN RENAISSANCE ART

The vanitas theme played a prominent role in the culture of German Renaissance and underwent
different interpretations. One of them was the idea of the power of chance in the man’s fortune. On the
other hand, vanitas was interpreted as the idea of life brevity, which resulted in an attempt to com-
memorate the person, using biographical genre in literature and portraits in fine art.

The official art of Maximilian I is often researched in relation to the emperor’s political ambitions
without paying due attention to the vanitas theme. Taking into account the importance of this sub-
ject for German Renaissance culture we attempt to discuss this works in frames of vanitas theme.

Court humanist C. Celtis and artist A. Diirer, who worked for Maximilian I, underlined that liter-
ature and fine art could preserve the memory of a person after his or her death. The idea of creating
an art project to commemorate the life of Maximilian can be understood as reflection of vanitas
theme. Portraits of Maximilian, preserving his face after his or her death, carry inscriptions common
to ancient Roman epitaphs. Memory of Maximilian’s acts was preserved in autobiographical stories
“Theuerdank” (1517) and “Weisskunig” (ca. 1510-1519) and woodcut series “Triumphal carriage”
(1516-1519) and “Arch of Honor” (1515). The authors payed attention to Maximilian himself as well
as to his relatives, many of whom were dead by the time of woodcuts creation. In the official art
of Maximilian I there are two different ways of representing dead people: showing them dead (burial
sculptures) or alive as if emphasizing their eternity.

The idea of fortune, another reflection of vanitas theme, was also reflected in official art of Max-
imilian I: in design of “Arch of Honor” and in illustrations to the poem “Theuerdank”.

besry6oBa AHacTacusa AleKCaHAPOBHA
Poccuiickuti uncmumym ucmopuu uckyccmse, Poccust

JKuBonuce nranpsaackoro Bospoxpaenus B coopannu CTporaHoOBBIX.
HoBoe o cynb6e nmeaeBpoB KOWIEKIMN

Hukrto B MNCTOpUN OTE€YECTBEHHOI'O KO/UIEKUVMOHVMPOBAHNA HE ABJIAJICA CTO/Ib CTPACTHBIM II0-
KJIOHHMNKOM MCKYCCTBa 3IIOXU PeHecccha, KaK IMpencTaBUTENN OBOPAHCKOTO poaa CTPOI‘aHOBbIX.
POI[OHa"IaHI)HI/IK O6IIH/IPHOI‘O 3aHaHHOGBpOHeIU/ICKOI‘O CO6P21HI/IFI AHeKcaan CepreeBI/m CTPOTaHOB
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