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ON SOME PELIKAI OF THE PAINTER OF ATHENS 1472 IN THE COLLECTION
OF THE STATE HERMITAGE MUSEUM

Late attic vase painting seems extremely diverse, but it can be divided into two groups. On the one
hand, there are expensive, rare, high-quality vessels, carefully made and painted with added color,
added clay and gilding — the true masterpieces of the Kerch style vase painting. On the other hand,
there are cheap, mass produced handicrafts with monotonous subjects of paintings, executed in haste.
However, the gap between the “poles” is not as great as it might seem at first glance. A vivid example
is the oeuvre of the Painter of Athens 1472.

This vase-painter was “discovered” by J. D. Beazley. He noticed that some of the figures resemble
the works of the Marsyas Painter. S. A. Hoyt observed that the preliminary sketches of two vessels,
painted on the same subject by these painters, were executed by a skillful draughtsman (perhaps
by the Marsyas Painter himself), so both vase-painters worked at the same time and in the same
workshop, and one depended on the other in terms of creative work, which explains J.D. Beazley’s
observation.

According to S. A. Hoyt, the Marsyas Painter, probably being the leading vase-painter of the work-
shop, made only high-quality paintings and preliminary figures on vases, which after were used by his
less experienced collegues in the workshop, including the Painter of Athens 1472. Moreover, the lat-
ter also painted small uniform pelikai with simple images of protomes and figures in mantles — a task,
suitable for his skills and demanding no participation of the Marsyas Painter.

This was an efficient division of labor in the workshop, which satisfied the needs of not only the
rich but also less wealthy buyers.

Pelikai inv. Pan.761, P.1870.136, P.1908.63, P.1851/52.21 and P.1859.2 from the State Hermitage
museum collection complement our understanding of the works of the Painter of Athens 1472, who
created both high-quality, though not quite independently made, paintings, and also mass produced
paintings.
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CUIRASSE ESTHETIQUE B TEpPMMHAX Il NOHATUAX «PUTOpUKM» ApucTOTENA

Cuirasse esthétique (¢p., 6YKB. «acTeTndecKas Kupaca») — CXeMaTU4ecKoe N300 paXkeHe MyX-
CKOro TOpca, Bocxopsiiee K «Kanony» («Jopudopy») gpeBHerpedeckoro ckynbrnropa [Tomkera.
Vicnonbaysa npepnoxenHoe K. KiapkoM ompepenenye HaroTel B MCKYCCTBE KaK XYH0)KeCTBEHHON
¢dbopMmbl, n3006peTeHHOI rpekamu B V B. 10 H. 3. (T. e. Kak pas B anoxy [lomkiera), MOXXHO TOBO-
PUTb O HOMUKIETOBOM MY)XCKOM TOPCe KaK COOTBECTBYIOLIEH MaeanbHO GopMe M300paxkeHNs
Te/Ia YeloBeKa, IPSMOTO MIM KOCBEHHOTO (IIpefcTaBeHNue B Bufie cuirasse esthétique manmups,
3alyaoero Gurypy n3o6pakxeHHOro, — MYCKY/IbHOTO HaHIVIPA).

Krapk momara, 4To B I71a3aX COBpeMEHHOTO 3pUTeNis 9Ta upieabHas Gpopma rpyba u abcomoTHO
0e3)XKM3HEHHA, XOTsI B CBOe BpeMs BOCXUINjaia MHOTUX XYHZOXKHUKOB 3110XM Bospoxxpenns, — sp-
KUM IIPYMEPOM TAaKOTO BOCXMIIEHVS M IOAPaKaHMSA MOXET CIY>KUTb TBOPYECTBO MaHTEHbN.
Takum o6pasom, cuirasse esthétique, ¢ OfHOI CTOPOHBI, MapPKMPYeT COOOI HEKOE ICTETUIECKOe
eIVMHCTBO aHTUYHOCTH U PeHeccaHca, ¢ Ipyroii >ke, OT/e/sieT YKa3aHHbIe SIOXM OT XY/[0XKeCTBEH-
HOJI KynbTypsl HoBoro BpeMmeHM, XOT#A, KaK MbI 3HaeM, ObUIa IONY/IAPHA B MICKYCCTBE KIIacCHU-
IIMI3Ma, a B aKaJleMU3Me 1 CaJIOHHOM JICKYCCTBe CYIeCTBYeT ITOHBIHE.

[To Hamemy MHeHMIO, cuirasse esthétique ele B aHTMYHOCTM CTaa OOIIETPUHATHIM NPUEMOM
VIKOHIYECKOJI PUTOPMKM, YeM ¥ MOXXHO OOBACHUTDH ee IIMPOKOe pacHpOoCTpaHEHNe B MICKYCCTBE
Ha NPOTSHKEHNUM [JIMTENIbHOTO BpeMeHN. B KadecTBe Takoro mpruemMa OHa MOXXeT OBITb ONMCaHa
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B TepMUHAX 1M HNOHATUAX «PuTOpMKM» Apucrorens, 4To CHOCOOHO YTOYHUTD ee CMBICI. [IpeBHe-
rpeudecknit punocod pasmmyan «oo1ye MecTa (TOMOChI)» i «4aCTHBIE SHTUMEMBI (3VTOCHI I POJBI)»,
nocyieHue 00pasylTCs M VUCIOIb3YIOTCA B I'PAaHUIIAX KAaKOTro-IM0O MCKYCCTBAa COITIACHO C €ro
BO3MOKHOCTSIMU, IIpU4eM, HA MOMEHT HAIMCAHMA TPAKTAaTa «OFHM [M3 HMX] y>Ke CYIIeCTBYIOT
B 3aKOHYEHHOM BI/e, a [PyTue ellje He MOTY4MIN MOTHON 3akoHYeHHoCcT!» (I, 2, 20-21). B po-
JIOBOM OTHOILEHMM STOT BU3Ya/IbHBII 9T0C HAWIYYLIMM 00pa3oM COOTHOCUTCS C AMUJEIKTIYe-
CKUM (XBa/sleOHBIM) KpacHOpeUueM, JiIsi KOTOPOTo, 10 C/I0OBaM APUCTOTEs, OOBIYHBIM CIIOCOO0M
ybexieHns ObUIM CpaBHEHNUE 1 IIpeyBenndeHue.

Alexander Sechin
Herzen State Pedagogical University of Russia, Russia

CUIRASSE ESTHETIQUE IN TERMS AND CONCEPTS OF ARISTOTLE’S RHETORIC

Cuirasse esthétique (fr., literally “aesthetic cuirass”) is a schematic image of the male torso which
can be traced back to the Canon (the Doryphoros) by Greek sculptor Polykleitos. Using K. Clark’s
definition of the nude in fine art as an art form invented by the Greeks in the 5th century BC
(i.e. during Polykleitos’ era) it is possible to treat Polykleitos’ torso as an ideal form of naked male
body in art, direct or indirect one (as the muscle cuirass is designed to mimic an idealized human
physique).

Clark believed that “it seems ungraceful in itself, and lacking in vitality” to the modern viewer,
albeit in due time it was admired by many Renaissance artists— Mantegnas images can serve
as a striking example of such admiration and imitation. Thus, cuirasse esthétique, on the one
hand, is in itself a mark of a certain aesthetic unity of antiquity and the Renaissance, while on the
other, separates the specified eras from artistic culture of the Modern times, despite the fact it was
popular, as we know, in the classicizing fine art in the 17th century and in Neoclassicism, and still
exists in Academism.

In our opinion, the cuirasse esthétique in antiquity became a standard device of iconic rhetoric,
and that may explain its wide circulation in art throughout long time. As such a device it can be de-
scribed in terms and concepts of Aristotle’s Rhetoric that might specify its meaning in more detail.
The ancient Greek philosopher distinguished “common topics (koinoi topoi), which may be applied
alike to Law, Physics, Politics, and many other sciences that differ in kind”, from “specific topics or en-
thymemes (eide and gene)”, the latter dealing with particular subject matter and, at the time of writing
of the treatise, “some [of them] already existing and others not yet established” (I, 2, 20-21). Cuirasse
esthétique as a visual topic (eidos) in the best way corresponds to the epideictic (laudatory) kind
of rhetorical speeches for which, according to Aristotle, a usual way of persuasion were comparison
and amplification.

lanmpanosa Oona AngapoBHa
Poccuiickuti eocyoapcmeenHolii eymanumapHulii ynusepcumem, Poccus

@uryparuBHbIe N300pa>keHNA U X MKOHOTpadryecKie NpOTOTHUIIBI
B IeKope 00KIaloK HO>KEeH U TOPUTOB U3 cKMPCKUX Kypranos IV Beka 1o H. 3.

Bomnpocsl nkoHOTpadum 1 MOUCK IPOTOTUIIOB M3006pakeHMIT Ha 0OK/Ia/iKax MpeIMeTOB Hapaj-
HOTO BOOPY>KeHMs 13 CKUQPCKUX KYPraHOB HEOJHOKPATHO IIPVBJIEKaIV BHUMAaHME JCCIeoBaTe-
nent. O6 srom nucamu b. B. @apmakosckuii, I. Puxtep, K. Maitep, K. llItenep, M. B. Pycsesa, npo-
BOJIS1 9TY pabOTy B OTHOIIEHNM OT/Ie/bHBIX IPEIMETOB MM PacCMaTPUBas MX B KOHTEKCTe 00111ero
PasBUTMA aHTMYHOTO MCKyccTBa. Hamle nccrenoBaHme HalpaBieHO Ha BBIABJIEHVE 3aKOHOMEPHO-
cTU B BbIOOpe 00pa3oB U MKOHOTPadUIeCKUX IPOTOTUIIOB.
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