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FERNAND KHNOPFF’S LOGOGRIPHIC METHOD:
A CASE STUDY OF “I LOoCK THE DOOR UPON MYSELF”

Fernand Khnopft’s art, like the Belgian symbolism as a whole, has been little studied in Russia. Ex-
cept for some modest references in several monographs on the West European art of the second half
of the 19th century, we can name only one recent article by I. E. Svetlov devoted to a brief analysis
of the Belgian master’s iconographic features. Such a situation in the assessment of Khnopft’s creativ-
ity should be regarded as historiographical injustice, the correction of which would allow us to esti-
mate the role of Belgium in the Western European avant-garde formation of the 19th-20th centuries
more accurately.

Named after the apt expression by Hermann Bahr, Khnopft’s logogriphic method is being studied
on the basis of a detailed analysis of the artist’s masterpiece “I lock the door upon myself” (1891. Mu-
nich, Neue Pinakothek), better known in Russia as “The hermit”. The reduced Russian translation
of the title, which distorts the meaning, the perception and the importance of the painting, is avoided
in the report for a variety of reasons, and the authentic English version is preferred.

The report raises such important for understanding of Fernand Khnopft’s creativity problems as:
Anglophile and James Whistler’s influence on the Belgian art in the first half of the 1880s, the pecu-
liarities of visual perception of Classical Antiquity art by the artists who worked in Brussels in the sec-
ond half of the 19th century, the problem of the representation of hypnotic trance in art and culture
of the 1890s, and the spatial construction features of the Khnopft’s works. The other significant issue
is the influence of art of the Northern Renaissance on Belgian masters. The analysis of the “sensual-
istic technique” of Fernand Khnopff, who was also called “modern Memling” by his contemporaries,
provides additional clues to master’s artistic method.

YepubimeBa Mapusa AneKkcaHJpOBHA
Canxm-Ilemep6ypeckuii eocyoapcmeenHulii ynusepcumem, Poccust

PeneccaHcHbIe CI0KeTbI B icTopu4eckoi >xusonucn XIX Beka.
Kommnosunuu Ionsa [Terapoma u3 coopanns Anaronus [JemumoBa

B XIX B. ¢ 6ecrperieieHTHBIM pa3BUTMEM UCTOPMYECKOTO CO3HaHUA BO PpaHIMM BO3HUKAET
JICTOpUYeCKas KapTMHA HOBOTO TUIIA.

Ha TemaruyeckoM ypoBHe ee OT/IMYaeT COCPEJOTOYeHHOCTh Ha MaTepuaie COOCTBEHHO MCTO-
prueckoM (a He MMQOTOTMYECKOM U PEeIUTMO3HOM) I MPEAIIOYTeHIe CI0KETOB 13 MOCTAHTUYHOM
VICTOPUM, HauMHAs CO CPeJHUX BEKOB 1 Bospoxxaenus. J/IugepoM HOBOro HalpaBjIeHMs B ICTOPU-
4yecKol1 >xuBomucy cranoButcs Ilonp [demapor.

B moxnaze O6ynyT paccMoTpeHsl paboTsl [lenapoira, KOTopble ObIIM IIePBOHAYATIBHO IIPHOOpe-
TeHbl AHatomueM JleMUj0BBIM, IIEPBBIM PYCCKMM KOJUIEKIIIOHEPOM HOBOJN MCTOPUYECKOIN >KMBO-
nycu. Jro nonotHo «Kasup Ixeitn Ipei» (1833. Jlonpmon, HaunonanbpHas ramepesi) u akBapeinb
«Youiictso repuora [msa» (1832. Jlougon, Cobpanne Yomneca). 9tu komnosuuny Jlenapora npu-
BJIEKAIOT Hallle BHMMaHNE IO C/IEAYIOIM OCHOBHBIM IPUYMHAM.

o OHU IpeACcTaBIAIT cOO0 MHTEpeCHbIe MPYMePhI pelpe3eHTaluy UCTOPUK U «pedopMupo-

BaHUA» UCTOpMYecKon >xuponucu B XIX B.

o B HUX fICHO OTpa)XeH HOBBINI IPMHUINII OOpAlLleHNs C XyJOXXKeCTBEHHBIM HACTefleM, B JaH-
HOM C/Ty4ae PEHECCAaHCHBIM: IIPOM3BEJEHNA PEHECCAHCHOTO MICKYCCTBa Jlelapoll UCIonb3yeT
He CTOJIbKO KaK XyHOXKeCTBEHHbIe 00pasIibl, CKOJIBKO KaK MCTOPMYECKIE CBUJETENbCTBA.

» Haxonern, st xomnosunun [lemapoia nony4nam IupoKyro M3BECTHOCTD ¥ HAXOJVIN OTK/IVK
B TBOPYECTBE IPYTUX XY/IO)KHMKOB, BK/II0Yasl PYCCKUX MacTEPOB MCTOPUUIECKOTrO >kaHpa. OT-
IlenbHOE BHMMAaHIE B JJOK/Iaje OyaeT yieeHO MalToOM3y4eHHOMY BOIIPOCY O PYCCKUX MHTEp-
IpeTauyax 9TuX (GpaHIy3CKNX 0OpasIioB.
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RENAISSANCE THEMES IN THE 19th CENTURY HISTORICAL PAINTING.
WORKS BY PAUL DELAROCHE FROM THE COLLECTION OF ANATOLY DEMIDOV

A new type of history painting emerges in the 19th century France due to the unprecedented de-
velopment of historical consciousness.

On the thematic level this type is distinguished by a focus on the historical material proper as op-
posed to the mythological and religious one and by the preference for themes from postclassical his-
tory since the Middle Ages and the Renaissance. Paul Delaroche became a leader of this new direc-
tion in historical painting.

I will consider the works of Delaroche that were originally purchased by Anatoly Demidov, a first
Russian collector of the new historical painting: “The Execution of Lady Jane Grey” (1833, oil on can-
vas, National Gallery, London) and “The Assassination of the Duke of Guise” (1832, watercolor on pa-
per, Wallace Collection, London). These compositions of Delaroche have drawn my attention for the
following reasons:

o They are interesting examples of the representation of history and the “reformation” of histori-

cal painting in the 19th century.

o They clearly reflect a new principle of dealing with the artistic heritage, in this case the Renais-
sance one: Delaroche uses the Renaissance art works as the historical evidences rather than
as artistic models.

o Finally, these compositions of Delaroche became widely known, and found an echo in the work
of other artists, including Russian masters of historical genre. My particular attention will be paid
to the little-studied Russian interpretations of the French models.
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TBopuecknii MeTop Yunbsma TepHepa B KOHTEKCTe eCTeCTBEHHOHAYYHBIX M el
N.N. I'ere u M. ®apapes

Hoxmap nmocssiieH npo6neme BnusAHuA Ha TBopuecTBO Y. TepHepa (1775-1851) ecTecTBeHHOHA-
yuHbIX B3rARoB V. V. Tere n M. @apages.

Oco0bli1 MHTEpeC B KOHTEKCTE HAIIero COOOIeHNs IIPelCTaB/IseT VICII0Ib30BaHNe XY0KHUKOM
€CTeCTBEHHOHAYYHOTO OIbITA CBOETO BpeMeHV, KOTOPBIl OH M3y4Yasl I TBOPYECKN IepepadaThiBall.

Bonbuoe BmysAHMe Ha GOpMMPOBaHNE TBOPUYECKOrO MeTofia TepHepa OKas3ajo ero yBjiedeHue
Teopueii uBeta lere. TepHep nepesen TpaxTar lete «K yunrento pucoBanusa», B KOTOPOM paccMa-
TpMUBasIach IMpobneMa 3aKOHOB BOCHPMATHA IjBeTa B >xyuBomnucu. Craenys pekoMmeHpanumsaMm lete,
TepHep NpoBOAN/I SKCIIEPUMMEHTHI C LIBETOBOCIIPUATIEM, BO MHOTOM I10o7] BivAHueM upeii Tere Tep-
Hep IOCTaBWJI Iepef co60ll 3a/jady mepefady B )KMBOIVICY 3PUTENIbHBIX BIEYaT/ICHUN, KOTOPbIE
BO3HUKAIOT NPV OTPAKEHNN, pacCeVBaHUM, IIPETOMIEHNN CBeTa. DT 3P PeKThl OH U3ydasl, CTaBs
pasnIn4Hble ONTUYECKIME SKCIIEPUMEHTDI C IPU3MaMM U JITH3aMIL.

Bcenern 3a Tere TepHep usy4aeT BUABI I[BETOBBIX SABJICHMIL, B TOM 4MC/Ie: PU3MOIOTYeCKIe (Co3-
JAIOTCA I7Ia30M B OTBET Ha BHeIlIHee pasfipaxkeHnre), pusndeckue (MoABIAKTCA O1arogaps mpo-
3payHBIM M MYTHBIM CpefjlaM) U XMMu4ecKue (BO3HUKAIOIeE U HEKOTOPOe BpeMs COXpPaHSIOIIN-
ecsl Ha TIOBEePXHOCTAX TerT). Xy[LOXKHVK IIPYMEHsAET VX Ha IPAKTUKe U aKTUBHO SKCIIEPYMEHTHPYeT
C IIBETOM, CJIOBHO OIIBITHBIM ITyTE€M M3Yy4aeT, KaK pa3/IM4YHble IJBETAa ¥ TPYNIbI IIBETOB BIVAIOT
APYT Ha APYra, KaK BOCHPMHMMAIOTCSA B COYETaHNM, Kakoll 3¢ (eKT OKa3bIBaIoT.

CaeToBble U 11BeTOBbIe 3((eKTHl Ha MOTOTHAX TepHepa IO3BOJIAIOT TOBOPUTH O TOM, YTO €TO
IIPOM3BENEHNS «HE TOJBKO M300paXkalyu CBeT, HO ¥ CUMBOIM3MPOBAIN €ro mpupopy». Onpene-
JIEHHBIM MaHM(}eCTOM KOTOPUCTUYECKNX 9KCIEPUMEHTOB TepHepa MOXHO CUMTATh €ro KapTUHY
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