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IIpo6nema caMOOBITHOCTH MCITAHCKOI >KUBOMUCH B HAIIMIOHATTBHOI
nuteparype no uckycctpy XVII-XVIII Bekos

B Espome XVII-XVIII BB. McmaHCKOe MCKYCCTBO OBUIO M3BECTHO Maso. VICIIaHCKYH >KMBO-
IVICh BOCIIPYHMMA/IY UCKIIOYNTENBHO KaK BapMaHT UTAIbIHCKOI. lombITaeMcs IpocennTsb, Obia
M B caMol VicnaHuy B 9TO BpeMs HaI[MOHA/IbHAs CIlen@yKa UCITAHCKOTO MCKYCCTBA HOCTYIIHA
IIOHVIMAHMIO TEOPETUKOB U MICTOPUKOB MCKYCCTBA.

B 1633 r. B. Kapgy4o ony6nukosan B Magpune cBou «[Imanorn o >xusonycu». Ilomoca Bbic-
IIIeTO COBEPIIEHCTBA B )KMBOINCHK /I Hero — 9To Mukenanmkeno n Pagasns. B. Kapgydo He mbi-
TaeTCA BBIABUTDH HALMOHA/IbHBIE XY0KeCTBEHHBIE 0COOCHHOCTM MCITAHCKOI >KMBOIIVCHL.

B 1649 r. B CeBunbe Bpimien Tpaktar @. ITaueko «VckyccrBo xuBonucu». Xora O. [Tauexo BbI-
COKO II€eHUT MHOTUX JMICIIAHCKMX MacTEepPOB, U MpeXJe Bcero ceoero yuyennka — JI. Bemackeca, me-
PUIOM XYOKECTBEHHBIX NOCTVDKEHMIL JI/I HETO TaKXKe OCTAeTCA UTANIbAHCKOE MCKYCCTBO.

Oxoso 1675 1. ObUT HaIMCaH TPAKTAT MCIAHCKOTO XYHOXKHVIKA M TeOpeTHKa uckyccra X. Map-
TiHeca «IIpakTudyecKue paccy>xaeHus: o0 OlaropopHeiieM MCKYCCTBE KMBOMUCH. ..». X. MapTu-
Hec pasfiefideT He CTONbKO MCIIAHCKOE U UTATbAHCKOE ICKYCCTBO, CKOJIBKO CTapO€e I COBPEMEHHOE.
Ero He MHTepecyeT MCIIaHCKasA XY[IOXKECTBEHHAs CIEI(NKa, NHTEPeCyeT TOIbKO KadeCTBEHHBIN
YPOBEHb HALIMOHA/IbHON MCIIAHCKOM >XKuBonucu. OH HaCTONYMBO [OKAa3bIBAET, YTO 3TOT YPOBEHDb
TAKOJl >Ke BBICOKMI, KaK U UTanbsAHCKUil. HanmonanbHoe camocosHannue X. MapTuHeca yxKe II0O-
3BOJIAET €My IMCATh MICTOPUIO HAIIVIOHAJIbHOTO YICKYCCTBA (IIpMYeM ¥ >KUBOIINCH, ¥ CKY/IBITYPBI),
TOPIUTBCA €ro yClleXaMy, HO ellle He IT03BOJIAeT YBUJETb €ro CaMOOBITHOCTb. JTa crenugpuka
CKPBITO NPUCYTCTBYET B TEKCTE, HO aBTOP HE MOXKET U HE XOUYEeT €€ 3aMeyvarh!

B navane XVIII B. Boimen tpyg A. I[Tanomnso «Mysert >XMBONMUCK U IIKOIA ONTUKM». VIcTOopus
VICTIAHCKOTO MICKYCCTBA IIPEJCTaB/IeHa JOCTAaTOYHO MO/THO. HO MONBITKY BBIACHUTD HALIMOHAIbBHOE
cBoeoOpasue ncrmaHckoro uckyccrsa A. ITanmommuo He menmaer. EMy BakHa He crnernmuka Haumo-
Ha/IbHO >KMBOIIUCY, & €€ Ka4eCTBEHHBIN YpoBeHb. I1o ero MHeHMIO, 3TOT ypOBEHb HUYYTh HE HU-
e, a TO M BBIIIe OOIIENPV3HAHHOIO €BPOIIEVICKOTO0 HOpMATyBa TOTO BPEMEHMU — MTa/IbAHCKOM
JKVBOIIVCH.

Ecmu B nenom A. [laoMuHO He ompepiensieT XyA0)KeCTBEHHON CIeNVVKY MCIIAHCKO >KMBO-
nycy, To B 6MorpaduAx KOHKPETHBIX MAacTepPOB OH IIOCTOSHHO IOAYEPKMBAET MX MAaCTEPCTBO
B IMMTaLU IPUPOJbl. beccosHaTebHO OH CK/IOHAETCA B CTOPOHY IIPM3HAHMA XapaKTEPHO 0CO-
OEHHOCTDIO MCIIAHCKOTO MCKYCCTBA HATypasI3Ma, KOTOPbIl OH B 00II[eM, HeCMOTPs Ha CBOE KJIac-
CULICTUYECKOE KPEJO, CKIIOHEH OLIEHMBATh CKOpee IOIOKUTENBHO.

U yxe Ha camom pybexxe XVIII-XIX Bexos B 1800 r. Berxogut «VcTopudecknit cnoBapb» C. bep-
My/ieca, IOAPOOHO OCBEILIAOIINIT )KU3Hb Y TBOPYECTBO MCIIAHCKMX MacTepoB, HO 1 B KoHne X VIII B.
WTATbAHCKOE UCKYCCTBO I/IA MCIAHIIEB OCTABAIOCh 00pa3IioM COBEPIIEHCTBA.

Anna Morozova
Saint Petersburg State University, Russia

THE PROBLEM OF DISTINCTIVE CHARACTER OF SPANISH PAINTING
IN THE 17th-18th CENTURIES IN THE NATIONAL LITERATURE ON ART

The Spanish Art was badly known in Europe of the 17th-18th centuries. Spanish painting was un-
derstood only as the variant of Italian painting. It is interesting to analyze, if the national character
of Spanish art was comprehended by theorists and historians.

In 1633 V. Carducho published his “Dialogs about Painting” in Madrid. The peaks of perfect beauty
for him are Michelangelo and Rafael. V. Carducho didn’t try to find national artistic specific features
of Spanish painting.
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In 1649 in Sevilla the treatise by E. Pacheco “The Art of Painting” was published. F. Pacheco highly
appreciated many Spanish masters, and most of all — his pupil D. Velazquez, but the criterion of ar-
tistic achievements for him also was Italian art.

About 1675 the treatise by Spanish painter and theorist of Art J. Martinez “The practical Reason-
ings about Noble Art of Painting...” was published. ]. Martinez divided not Spanish and Italian Art,
but old and modern. He was not interested in Spanish artistic special features, but by qualitative level
of national Spanish painting. He showed that this level was as high as the level of Italian painting. De-
veloped national self-awareness of ]. Martinez enabled him to write the history of national art, to be proud
of its achievements, but didn’'t give him the possibility to understand its originality. It was it in the
text, but the author couldn’t and didn’t want to see it!

At the beginning of the 18th century the thesis of A. Palomino “The Museum of Painting and the
School of Optic” was published. The history of Spanish art is represented in detail. But the attempt
to show the national features of Spanish art was not made by A. Palomino. He was interested in qual-
itative level of Spanish art. He thought that this level was higher than European standard of his
time — Italian painting.

In biographies of certain masters he constantly stressed their mastership in the imitation of nature.
Instinctively he was inclined to regard naturalism as a national specific feature of Spanish art, which
he, in spite of his classical credo, fully appreciated.

In 1800 “The Historical Dictionary” by C. Bermudez, with its detailed description of life and art
of Spanish masters (but according to old Italian criteria), was published. So for Spanish authors by the
end of 18th century the Italian art remained the standard of artistic perfection.
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3anagHble TPAAMINM B YKPANHCKOM 0apOKKO

YkpauHckoe 6apOKKO, JOMUHUPOBaBIIee B NCKYCCTBE U Ky/IbType YKpauHbl B paHHee HoBoe
BpeMs, OXBaTbIBa/IO Takue cepsl Ku3HM yKpanHckoro obmecrsa XVII-XVIII BB., Kak apXuTek-
Typa, IUTepaTypa, KMBOINCH, TeaTp, a TaKXKe IPOCBEljeHMe. 3alajiHas cycTeMa oOpa3oBaHNA
B CBOell 6apouHoil popMme Toxe OblIa afjaNTMpOBaHa Ha YKpauHe.

YKpanHcKoe 6apOKKO yHAC/Ief0Balo MHOTME YepThl, IPUHATHIE Ha 3amaje, XOTA M OTINYaIoch
co6CcTBeHHBIM cBoeobOpasyeM. OcoOEHHO 3aMeTHO BJIVMSHME Ha HETO UTAJIbSHCKON HIKOMBL. JTO
XOpOLIO BMIHO Ha CWIY3Tax (GPOHTOHOB 3[aHMII, 3/IEeMEHTAaX JeKOpa JOMOB, 0Opa3ax aHIeJIoB
B >KMBonycu. MHOTMe YKparHCKMe apXUTeKTOPbI YIWINCh B Vtammm, rpaBepsl — B JIutse u lep-
mMaHyy. OTCIOfIa MICIIO/Tb30BaHMe MHOTYIX IIPMEMOB, IPMHATBIX 3allalHBIMM MacTepamu. TeM He Me-
Hee, 00pasIbl YKPaMHCKOTO 0apOKKO IIPEACTABIIAIT COOOI CaMOCTOATEIbHbIE IPOV3BEECHNA,
OCHOBaHHbIe Ha HalMOHA/IbHOU Tpammiuy. Kax mucan Bwijarommiics uckyccrsoser V. Ipabaps,
«Ha YKpaMHe CO3Jany cBoe 6apoKKO, B3s/IM C 3amajia Bce COCTaBHbIe (POPMBI ero, HO nepepado-
TaJIM VX Ha CBOJI JIaJj; IOyYVIOCh HEYTO HOBOE, He BCTpeYalolieecs B TAKOM BIJie Ha 3amajie, He-
4TO 6e3yCTIOBHOE CBOEOOpasHOEe».

Tatiana Tairova
Saint Petersburg State University, Russia
WESTERN TRADITIONS IN UKRAINIAN BAROQUE

Ukrainian Baroque dominated in the art and culture of Ukraine in the early modern period, in-
cluding architecture, literature, painting, theater and education. The Western system of education
in its baroque form was also adapted in Ukraine.
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