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SINGULARITY OF RENAISSANCE IN IBERIAN PENINSULA AND ITS IMPACT
ON POLYCHROME SCULPTURE OF SPAIN AND PORTUGAL IN THE 16th CENTURY

The paper is focuced on main theoretical and artistic problems of Renaissance in Iberian region and
how these problems are linked to the evolution of polychrome sculpture of thel6th — or even — 17th cen-
turies. The analysis of that object is very important for the correct understanding of phenomena
in Spanish and Portuguese art of the 15th-16th centuries. Furthermore, the problems of understand-
ing appear when we question the existence of renaissance tendencies in Iberian peninsula.

This branch of Renaissance is very complicated concept which needs special attention. For exam-
ple, Iberian art of the 17th century is based on progressive influences of the 16th century. We can
be sure that the expansion of knowledge of anatomy may be explained by renaissance tendencies,
otherwise it’s impossible to imagine such a specific naturalistic Baroque art as polychrome sculpture
as well as the Sevillian painting.

Analyzing the art of Modern Age in Spain and Portugal we turn to the epoch of 15th-16th centuries.
The style of the epoch has both Renaissance and Gothic elements. But the region which gave birth
to these Renaissance tendencies on the Iberian peninsula, is hard to determine. Also considering the
radical changes in economic life of Spain and Portugal, studying art of that period makes the re-
searcher turn to the history of international relations. So it is possible to conclude that Renaissance
tendencies came here from Northern Europe, that’s why Spanish and Portuguese art bears the imprint
of such an original phenomenon as Northern Renaissance.

However, many international artists — Italian, French, German etc. —worked on Iberian penin-
sula. For investigating that period it’s necessary to research the works of such masters as Juan de Juni,
Pompeo Leoni, and also Juan de Castillo, Diego de Siloe, Alonso Berruguete. The artworks of these
sculptores and architects are rich material for analysis and reflections on the evolution of national art
in Spain and Portugal, on concept of the form, and on spectator’s perception. This article attempts
to analyze this matter.

Kos6aciok Credpanns AHppeeBHa
Kuescxuii nayuonanvHolli ynusepcumem umeru Tapaca lllesuenxo, Ykpauna

«TaitHas Bedepsa» Kak CONVIVIUM: IlyTu gecakpanmsanum cBsIIeHHBIX 00pa3oB
B HUJIEPTAaHACKOM MCKYCCTBe IepBoii nonoBuHbl XVI Beka

Ecmu gecakpanmmsanys B MCKycCTBe Iepuofa noce Vikono6opyeckoro Bocctanms 1566 r. B co-
BPEMEHHBIX VICC/IeJOBAHVIAX 3aHMMaeT 3HAYNTe/IbHOe MeCTO (B YacTHOCTH, B Tpy#ax . ®pupbepra,
K. I7[0H1<epe, JI.I1. Banpena), To u3MeHeHus B criocobe nzobpaxenus cueH CasiieHHoro [Incanms
1IepBOJT TTOJIOBUHBL X VI B. 3y4eHBI CPaBHUTENIBHO MaJIO, XOTSI BO MHOTOM MIMEHHO OHY O0YC/IOBVIIN
MacIITaOHOCTDb U 6€CKOMIIPOMICCHOCTD MKOHOKIasMa B Hupepnangax. Ilostomy npencrasisercs
HeOe3bIHTEePEeCHBIM OCTAHOBUTHCS Ha PAaCCMOTPEHUM IyTell JAecakpaausaluy CBSIIEHHBIX 00pa-
30B B IIepyOf], IIpefiIecTByommii VIkoHo60opueckoMy BOCCTaHMI0, — B IepBoil nonoBuHe XVI B.

Croxert «TaitHOI Beyepn», HEYACTO BCTPEYAIOLIUIICS B )KMBOIMCU BpeMeH «(hIaMaHACKIX IIpu-
MUTHMBOB», B MHTEPECYIONUVII HAC NepPYOJ IepPeXXMBaeT MUK CBOEN MOMY/LIPHOCTH, YeMY CIIOCO0-
CTBOBAJI pAf (aKTOPOB KaK XYOXKECTBEHHOTO, TaK 1M MAEMHOTO Xapakrepa. BiamsHue Mactepos
UTANbsIHCKOTO Bospoxpennus, pacnpoctpaHenne Pedopmariuy, ogHUM M3 KIOUEBBIX BOIPOCOB
KOTOPOJI ObIIa CYIIHOCTD M 3HaueHMe TaiiHON Beuepy, — BCe 3TO CIIOCOOCTBOBANO MKOHOTpadm-
YeCKUM VHHOBAIMAM B pellpe3eHTalNy JaHHOTo ciokeTa B Hupepnanpax.

[Togo6OHbIe M3MeHEHMsI CTalM BO3MOXKHBI TaK)Ke Omarofaps OTHOCUTEIbHON MKOHOTrpadmye-
cKoit cBo6ogie (mpu n3obpakeHun TaitHON Bedepy MacTepa ObUIM CKOBaHBI 3HAYNTE/IBHO MEHBIIIE,
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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.
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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.
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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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