- MWUPA. HO 3TO HE OI'(HA. 3TO BbICTABKA PUCYI KOE «
| FI».B KOM 3EE AJIbBEPTUHA.

" WMEHA ro. CA W) GTPAC HEXHOCTb U
M Mbl CTAHOBYMCS CBUAETENS 1970 :
FPAOUKA — CAMBIA MUC TUHECKI VI B3I UCKY
MOTAEHHBIE ABWKEHUA AYLUM, OTOBPAM \ u.lMM\‘ﬁ[HOBEH
TEPMAT PEMECTEHHOM AE )
YCUIIIA, U KPATKOE MPUKOC
N BOT OHW CEFOAHA MEPEA HAMM — s
BU30CTI K BOTY, EFO OTBETHOVI II0BBA K HAM

e The Albertina, Vienna:

Michelangelo

and His Time

STEPPING INTO THE TWILIGHT OF A LARGE ROOM, IN

WHICH THE ONLY ILLUMINATION COMES FROM SMALL

SHINING WINDOWS, THE VIEWER INEVITABLY FEELS A

SENSATION OF BEING INVITED INTO ANOTHER,

UNEARTHLY, WORLD. "ANOTHER" IT MAY INDEED BE - BUT IN NO

WAY AN UNEARTHLY ONE. THE WINDOWS CONCERNED ARE CHALK

AND PEN SKETCHES WHICH ILLUSTRATE "MICHELANGELO UND

SEINE ZEIT" (MICHELANGELO AND HIS TIME), NOW ON DISPLAY IN THE ALBERTINA

MUSEUM IN VIENNA. THE OLD SHEETS OF PAPER IN SIMPLE CLASSICAL FRAMES SEEM

TO SHINE FROM WITHIN WITH SOME MAGICAL, UNREAL, LIGHT. THEY ARE KNOWN TO

MUKERAHHENO BEAR THE TOUCH OF THE HANDS OF MANY OF THE GREATEST ARTISTS OF THE PAST:

BYOHAPPOTY MICHELANGELO, RAPHAEL, LEONARDO DA VINCI AND OTHERS. IT IS THE INSPIRATION,
Cudsauwjuli 06Ha)KeHHbI

s D SRR NAME AND PERSONALITY OF EACH OF THEM THAT IS EVIDENT IN THESE ANTIQUE

R DRAWINGS MARKED WITH THE ARTIST'S PASSION, TENDERNESS OR DESPAIR.

MICHELANGELO BUONARROTI LABOURING ON THOSE SHEETS, THE MASTERS CONCERNED MAY HAVE BEEN CON-

Seated Male Nude and Studies VERSING WITH GOD - AND THE VIEWER FEELS IN SOME WAY, ALMOST INVOLUNTARILY,

for Two Arms

Detail THAT THEIR HOLY MURMURS CAN BE OVERHEARD.
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Graphic art, as perhaps the most
mystical of the fine arts, reveals like no
other form the lurking beat of the artist's
heart. Achieved in a flash of inspiration,
a sketch rejects the very idea of any
gradual elaboration or further perfection,
any varnishing, embellishing, second
thought or resolving effort. It is fouch-
and-go - God's momentary pat on the
hand - or the kiss of an angel.

And here is the result, directly
before the viewer: the precious evidence

of the master’s intfimacy with God, at a
moment when his love for Him is met
with response.

Michelangelo’s heritage consists of
works of art that are colossal in their
scale. Today, when we come fo look at
and venerate the fruits of his divine
labour, we feel like pygmies in compa-
rison. His immense, almost infinitely
broadening, ceiling and wall frescoes for
the Sistine Chapel, or the breathtaking
giant marble statues strike anyone with

40 TPETbAKOBCKAS TANEPES B THE TRETYAKOV GALLERY #4’ 2004

MICHELANGELO
BUONARROTI
Seated Male Nude
and Studies for
Two Arms

Circa 1511

Red and black chalk,

pen, brown ink,
heightened
with white

272 by 192 mm

MWUKENAHIXXENO BYOHAPPOTU

CudsAawuli 06HaxKeHHbIU roHoWa u 08a 3mModa pyKu
Oxkono 1511

CaHruHa v yronb, nepo, KopuyHesas Tylub, 6enas
3anvBKa. Cnesbl Habpocka rpudenbHbIM
KapaHaawoM. 272x192 mm

MuKenaHgxeno octaBun nocne ce-
64 rpaHaMo3Hble No cBoeMy MacluTaby
npousBefeHns uckyccTsa. CerogHs, npu-
XOAA Ha MOKNOHEHWe K HUM, Mbl BbIMA-
AMM NpoCTo Kapnukamu. [uraHTckue, bec-
MpepbIBHO pacluMpaAoWwmecs pocnucu
MoToKOB M cTeH CUKCTUHCKO Kanennbl,
MOHYMeHTaNlbHble MPaMOpHble CTaTyw, no-
paxatoLme Halue BoobpaxeHue, ABNAIOT-
CA NpUMepaMy TUTaHW3Ma, BENIMYUA BNIO-
XeHHoro Tpyaa. Ho cpeau ero HeobbATHO-
ro Hacneaus A0 Hac AOLWM B TOM Yucie
XpyrnKue, ManeHbKue KBajpaTWUKK cTa-
pUHHOW Bymaru, KoTopble ABAAKOTCA Apa-
rOLEeHHbIMW CBUAETENbCTBaMK CaMoW
CYLLHOCTU BEIMKMX OTKPOBEHWIN MacTepa.

Bce aeno B ToM, 4TO MpepacTaBieH-
Hble Ha BbICTaBKe PUCYHKW caMu Mo cebe
He CO34aBanuCb KaK OTAeNbHble Mpous-
BeAeHWA UCKyCCTBA. ABNAACH NepBbIM aK-
TOM pOXAeHWA OyAyLLero nponsBeaeHms,
OHW LOMKHbI BblAW OTMACTb, OTNETETb KaK
HEYTO HEHYXHOe, MPOMEXYTOYHOe, Npu-
KNnafHoe, COMyTCTBYIOLLEE, KaK HEeKoTo-
pblii BTOPUYHbI MaTepuan TBOPYECTBa,
KOTOpbIV CBOEN KaxyLueica Nerkoctbto
npesnonaraeT poXAeHWe OrpaHeHHbIX
6punnvanToB Oyaywmx npov3BefeHUi.
Ho Ans XyaoXHWKa 3TW KNO4YKM Bymaru
4acTo CTaHOBATCA MUCTUYECKUMM aMyre-
Tamu, NOTOMY YTO 3/ieCb B C/ly4aiiHON He-
npeackasyemMoi hopMe NPOUCXOAUT nep-
BbI/i pa3roBop ¢ ByayLwmMM TBOPEHWEM, U
OH, KaK 3aBOPOXEHHbI BIMAAbIBAACH B
TaKkol Knouok Oymaru, npepuyBcTBYeT
nepByto BCTpeyy ¢ COOGCTBEHHBIM, ellie He
POXAEHHbIM NPou3BesieHNeM, BUAUT 040~
6penve B masax bora, koTopbiii Gnaro-
C/I0BUJ €r0 UCKYCCTBO. VIMEHHO no3Tomy
MaJeHbKMM PUCYHKaM BEJIMKOro MacTepa
3HaTOKU OTBOAAT 0COBYI0 posib, ANA TeX,
KTO MOHMMaeT, KoHeyHo. [10ToM Mbl BCTpe-
TUM OrPOMHble (PPEecKU U TUTaHWUYecKme
n306paxeHuns, nopaxaroLyme Boobpaxe-
Hue. Ho 3TOT nepBbIii 3BYK, NepBbIi 3HaK
B CBOE YMCTOTE W KOHLEHTPUPOBAHHO-
CTU COZEPKMUT HeuTo ropasfo Gonbluee.
BoT nouemy my3eit AnbbepTiHa — LeHTp
€BpOonericKon 1 MMPOBON rpauKn — AB-
nsaetca HeobblyHbIM My3eeM. MHoro npe-
KPaCHbIX W rPaHAMO3HbIX My3eeB, HO 0CO-
6eHHOCTb U MHAVMBUAYaNbHOCTb KOeK-
unn AnbBepTuHbl — B YHUKaNbHOCTK CO-
6paH1A MUPOBOI XyL0KECTBEHHOMN KyNb-
TYpbl, KOTOPOMY HET aHaNoroB.

WckyceTBo eBponerickoi rpatukuy,
6e3ycnoBHo, GepeT CBOM WCTOKM B aH-

TW4HOI Basonucy. VIMeHHo 3peck cocTo-
ANNCb OCHOBHble MpodeccroHanbHble
TEXHOJOrMYeCKMe OTKPbITHA, COCTaBNAID-
Wwme cneumduky rpadmKn Kak Buaa uc-
KyCCTBa: CHa4aia MOHOXPOMHOCTb KaK 0c-
HOBHOW NPVHLMN, 3aTeM IHENHbIN puUcy-
HOK W, HaKoHel, BKJOYeHMe AOMOJHU-
TeNbHOro ToHa 1 611Ka KaK 3aBepluatoLie-
ro MpueM, OCYLLECTBAIOLMIA OXKMBIIEHUE.
Basonuch 6bina tdyHaameHTom Oyayluein
xuBonucy. Oborawasch LBETOM, CBETOTe-
HbtO, XXMBOMMWCb pacLiBena W cTana 3aBoe-
BbIBaTb WJJI030pPHOE MPOCTPAHCTBO Ha
ABYXMepHoW nnockoctu. Mnniosua — Bot
4TO LieHunock Gonblie BCEro B pasBuToi
aHTUYHOI XmBonucK. Myxu caamamcb Ha
BWHOrpaz; 3aHaBeCKY, HAKMHYTYIO Ha Kap-
TUHY, Henb3A b0 cHATb. U Bee e B oc-
HOBe 3TWX AOCTUXKEHWIA NIeXanu TeXHON0-
rMYecKne CUMBONbI: iBA-TPY TOHA, IMHWS,
nagaroLas TeHb v 611K, He xaoc 1 He Ko-
NUPOBaHWe, a XeCTKaA AUCLMNINHA, B KO-
TOpOV COYeTaHWe BbileyKa3aHHbIX 3fe-
MEHTOB CO3/JaBaJio HeoTpas3nMoe oLlyllie-
HWe NpocTpaHCTBa.

PeHeccaHCHbIN pUcyHOK NpoAomKan
rpadvyeckyto TpaanLmio aHTUYHocTU. Ero
13nt061eHHbIMM NpreMaMm by TOHUPO-
BaHHaA Gymara, NMHWA, JBe-TPW TOHasb-
Hble rpajauuy u npobena, cospawoline
WANIO3UI0 NMPOCTPAHCTBEHHOW BbIMyKI0C-
. PucyHku TutaHos Bospoxaenus - Mu-
KenaHZ)Xeno 1 MacTepoB ero Kpyra - noct-
poeHbI N0 3TOMy NpuHLKMMY. B ocHoBe oHK
MOHOXPOMHbI. LiBeTHoCTb co3paertca rpa-
Jauyeil caMoro matepuana: cenwus, Gucp,
YrofbHbIN KapaHaaly, cepebpsHble nanoy-
KW, 3a7IMBKW CUEHOI 1in yMOpOW.

SddekTbl 06bEMOB B NPOCTPaHCTBE
CTaBUAWCb BENMKUMU MacTepamMu pUCYH-
Ka MMeHHO B npejenax ero CoCTaBlfAw-
LMX CUMBOIMYECKUX KOMMOHEHTOB U1 rpa-
(uyecKVX MprUeMoB, CO3AalWMX 06BEM
MOHOXPOMHbIM €roco60oM. PucyHKM 3T0r0
nep1oAa BbIMOSHEHbl B OCHOBHOM B /iBYX
TEXHWKaX: Nepo LBETHbIMU YepHUIaMu u
pasnuyHble BUAbl MATKMX MaTepuanos.
Mmenucb obpasupbl Gonee crnoxHoW Tex-
HWKK, KOrfia B PUCYHKe y4acTBoBanu ase-
MeHTbI 3aIMBKU KNCTbHO.

Ha BbicTaBke B AnbbGepTuHe Mbl BU-
AWM PUCYHKN MUKenaHZKeno, BbINofHeH-
Hble NepoM 1 MArkoi caHrvHon. Lepes-
POM 3KCMO3WULMKU ABNAETCA MOArOTOBU-
TeNbHbIA PUCYHOK K M300paeHuio o6Ha-
KEHHOTO toHOWM AN noTtonka CUKCTUH-
CKOM Kanennbl. TeMa MoAroToBUTENLHOMO
puCyHKa, M3obpaxatolero obHaxeHHoe
Teno, ABNAETCA 0COObIM KaHPOM BENMKMX
MacTepoB WTanbsHCKoro BospoxaeHus.
MviKkenaHmKeno, KOTOpbIA Cymen MpPOHUK-
HYTb BryGb aHaTOMWUYECKOTO NOCTPOEHUS,

PA®A3JIb CAHTU
/Jse myxckue
06HaXKeHHble
puaypsbi:

00Ha 8 npogpub,
0pyaas co CnuHbI
Mepo, KopuuHeBsas
Tywb, HaBPOCOK
CBUHL0BbIM
KapaHjaliom
465%x320 Mm

RAPHAEL

Two full-length
studies of male
nudes: one - side
view, the other -
back view

Pen, brown ink,
drawing with lead
465 by 320 mm

their enormousness, and the sheer also supposed to be the kind of "blue

"Brobdingnagian” character of his titan-
ic work.

But among Michelangelo’s prodig-
ious legacy there are also some priceless
small pieces of paper, complete with
pen-and-ink sketches, which actually
comprise the gist of the revelations of
the genius; these drawings were actually
nof meant to be works of art in the sense
accepted for such terms in the 15th and
16th centuries. Instead, they register the
birth of an idea of a future work of art -
and, as such, were destined fo be cast
aside, freated as some "discard", some-
thing "in-between", to be used only in an
applicative way; a kind of spadework,
the inevitable waste that any creative
work entails. But such "rubbish” was

ground" which produces the shining
diamonds of a real masterpiece. For the
artist himself, these pieces of paper
often carried a certain mystic charm,
because it was on them that he actually
saw his future creations for the first
time. Examining the sketches, the artist
met the eyes of the Creator who had
blessed him with talent, and was watch-
ing the master's work approvingly - or
disapprovingly.

All of this may explain why frue
connoisseurs tend to look on Michelan-
gelo's sketches with particular interest:
some time would pass before he would
paint his famous murals, and the world
would marvel at the singular eminence
and grandeur of his works, while these
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JIEOHAPAO JA BUHYA
Anocmon. 1493-1495. MNepo, KopuyHeBas Tylb Ha ronyGon Gymare. Cnegpbl
cepebGpsAHoii nanouku. 146x113 mm
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LEONARDO DA VINCI

Apostle. 1493-1495. Study for "The Last Supper” fresco in Milan.
Pen, brown ink on blue paper, traces of silver. 146 by 113 mm

drawings, both piercingly true and
intense in their simplicity, witness some-
thing far more eloquent.

Fot that reason, the works dis-
played at the Albertina Museum in this
historical refrospective make the collec-
fion unique among counferparts in
other countries.

There is no doubt that European
graphic art derives from the classical
vase-painting tradition that laid the
basics of its principles, techniques and
materials; first among them was mono-
chromatic and linear drawing, with fur-
ther inclusion of tones and overtones to
give relief to the pictures. Thus, vase-
painting paved the way for painting.
Through adding colours and light and
shade it started to flourish, progressing
beyond the two-dimensional surface of
the sheet of paper. What was appreciat-
ed most in classical painting was the
illusion: the grapes in the picture looked
so real that they would attract flies; the
curtain, seemingly thrown over the pic-
ture, turns out to be impossible fo
remove. Such wonderful achievements,
however, were nothing more than the
tricks of the trade: two or three hues of
tone, a line, a shadow and an overtone.

The striking sensation of a third
dimension was in no way achieved by
following the artist's possibly chaotic
imagination, or through a careful imita-
tion of nature - but by observing the
strict rules and combination of the tech-
niques concerned.

In the Renaissance, drawing
assumed and developed the classical
traditions; the use of toned paper, line,
two or three tones and void intervals
that helped to create the illusion of
dimensional relief were the most com-
mon devices of artists’ imagery. The
sketches of Michelangelo and his con-
temporaries are all based on that prin-
ciple: effectively, they are monochrome.
The colour effect is usually achieved by
confrasts in the tone of the materials:
sepia ink, charcoal sticks, scratching
with strands of silver, heightening with
sienna or umber.

The Old Masters were, of course,
seeking a way to give relief to their
paintings, but they confined themselves
to the traditional symbols of three-
dimension drawing, returning fo exclus-
ively classical techniques and black-
and-white monochromatism.

Two or three techniques prevail in
the drawings of that period: varying
shades of natural black and brown pen-

PA®A3JIb CAHTU
MadoHHa

¢ epaHamom

Okono 1504. Yronb
412x295 mMm

RAPHAEL

Madonna

of the Pomegranate
Circa 1504
Black-and-grey chalk
412 by 295 mm

PA®A3JIb CAHTU
Scku3 0114 KapmoHa
0151 206es1eHa
«YyoecHbili He800»,
npedHa3HayeHHo2o
0na CukemuHcKol
Kanesbl

Okono 1515

Mepo, KopuyHeBsas
Tyllb NOBEpPX 3CKM3a
MesnoMm

229%x327 mm

RAPHAEL

Sketch

for the cartoons
for the Sistine
Chapel tapestry
"The Miraculous
Draught of Fishes"
Circa 1515

Pen, brown ink over
a drawing in chalk
229 by 327 mm
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and-ink, red- or sanguine-coloured or
black chalk on various sorts of coloured
ground. Some drawings demonstrate a
more complicated combination of tech-
niques, such as coloured wash or white
and coloured heightening with a brush.

The Michelangelo drawings at the
Albertina are mostly made in delicate
light sanquine and pen-and-ink - and
one of them, a figure study of a nude boy
for the Sistine Chapel ceiling is, by any
judgment, a masterpiece of which the
Albertina can be proud.

It should be noted that the nude
figure study is a specific genre typical of
the great Italian Renaissance masters.
Michelangelo was known to excel in
anatomical details: he was able to show
the harmony and vital force of the
human body, the natural beauty of the
muscles, in the depiction of which he
was unrivalled. Michelangelo’s profound
knowledge of the interactive function-
ing of all parts of the human body made
his drawings from nature a kind of
model design for the three-dimensional
representation of man on paper.

The drawing in question, however,
demonstrates a quality that singles it out
from the rest of the collection, displaying
a unique sensation of the third dimen-
sion which is so striking, that it makes
other of Michelangelo’s pictures look
like collages in comparison. It actually
heralds principles which are not to be
found in European art before the late
baroque. This figure study leaves an
impression so deep and lasting, that it
relegates drawings by Raphael exhibited
in the same room to the position of
scholastic routine, devoid of the magic
aura of divine arf. Perhaps only one
small sketch by Leonardo, drawn on blue
paper, in Leonardo’s inimitable sfumato,
equals this masterpiece of Michelangelo.

Moreover, this sketch looks
unusual even for Michelangelo himself
because it is his only drawing that shows
the huge potentials of three-dimensional
graphic representation that would later
be developed by the great masters of the
Venetian school and by Rembrandt. The
sketch looks so true to life not for its
perfectly disciplined pen technique or
luckily-found form, but for the absolut-
ely new aesthetic principles of picturing
three dimensions on the two-dimen-
sional sheet of paper; with that single
achievement, Michelangelo managed to
glimpse ahead fo a future era of art.

It was only at the fime of the High
Renaissance that drawing began to be

viewed differently, as a separate art in
itself. In previous periods its role was far
from independent, as compared to that
in the Middle Ages when drawings were
used for book illustration or popular pic-
tures. In the days of Michelangelo the
church did not yet freat drawings as a
means of decoration: they served
instead as a preparatory stage in the
creative process - its most mystic part,
perhaps, but not its ultimate goal. As
Leonardo put it: "All art stems from a
skefch".

The Renaissance encouraged
resolving the process of creation into its
elements, and drawing became recog-
nized as a pivot - for the first time in his-
tory, it became independent. While there
were individuals who could draw fairly
well even in ancient times, drawing
became an art only in that period.

Thus we can enjoy and marvel at
these "utility" sketches by the great
Michelangelo and other fitans of his
time, masterpieces destined in their time
to gather dust on the shelves of the
artists’ studios. They constituted person-
al supporting archives, at the same fime
as they are now understood as the most
important element of their craft; con-
sequently, they have become very
tempting both for other artists and for
collectors.

The collections of sketches
belonging to Peter Paul Rubens, Giorgio
Vasari, Antonio Raimondi and Benvenuto
Cellini are well-known. While the rich
and mighty used to collect works of art -
paintings, sculptures, jewellery - artists
and infellectuals preferred to collect
such "doodles", and the sketches of such
past masters were cherished as peerless
freasures.

"Michelangelo und seine Zeit" is
the name of one such treasure. It brings
the viewer into the testing laboratory of
experiments by geniuses whose inner
creative ideas and imagery are esoteric.
Our appreciation of an artist is usually
based on the strength of his creative
potential: looking at these small draw-
ings we are left in no doubt as fo which
of them is the most prodigious talent.
Even if from all the huge heritage of
Michelangelo only this tiny figure study
of a nude boy with knuckled knees had
remained, originating as it does from the
Rubens collection, the answer would
have been obvious: it is Michelangelo
Buonarroti the great martyr of Florence,
who deserves the title of "Artist of All
Times".

KOTOPbIN PacKpbiN KOHCTPYKLMIO U BU-
TasbHY'0 CUITy OPraHUKM Tena, B3auMopei-
CTBWS MYCKYNOB, 6bl1s1, KOHEUHO, MHOTO BblI-
Lue CBOVX COBPeMeHHUKOB. [nybokoe no-
HUMaHWe MexaHVWKN B3aWMOAENCTBUA
BHYTPEHHero yCTPOICTBa Yel0BeYeCKOro
Tesna npeBpaLLaso ero pUcyHKM ¢ HaTypbl B
HeKoTopble KaHOHWYecKue CUMBONbI Ye-
JI0BEKa B €ro NPOCTPaHCTBEHHOM BbIpaxe-
HUM. Ho 3TOT pucyHOK 0Bnajaer HeKuM
0CO0bIM Xy0XKECTBEHHbLIM JOCTOMHCTBOM,
0 KOTOPOM HeobX0AMMO cKa3aTb. Ero otu-
yaeT HeoBObIKHOBEHHOE OLLYLLIeHVe MPOCT-
PaHCTBA, OH YHWKaseH MMEHHO B TaKOM Ka-
4ecTBe, OH CO3AAET TaKoe OLLyLLEeHVe Npo-
CTPaHCTBa, MOC/1e KOTOPOTO BCE XMBOMMC-
HOe TBOPYECTBO MacTepa KaeTcs npocTo
annavkaument. PucyHoK feMoHcTpupyer
HaM NPOCTPAHCTBEHHOE JbIXaHue No3AHe-
ro 6apoKKo, KOTOPOE elle TONbKO 0XMAA-
eTCA B eBpOMerickoM nckyccTae. Mo3tomy
W 3KCMOHMpYeMble PAAOM pUcyHKM Pada-
3718 CMOTPATCA MPOCTO YepTexamu Ha
KNacCHOM J0CKe, TonorpauyecKmMmm Kap-
TaMu, JIMLLEHHBIMK Boswe6CTBa, GoxecT-
BEHHOTO BO3/yXa, OMbIBAIOLLEro 3TOT MUP.
BbITb MOXeT TONbKO ManeHbKui pu-
CyHOK JleoHapao Aa BuHum Ha ronybom
(oHe, C ero yHVMKanbHOM TeXHUKoW cdy-
MaTo, MOXeT NMpUBAVKATLCA K LieaeBpy
MuKenaHaKeno. 3ToT PUCYHOK YHUKaneH
n ana camoro Mukenangxeno. Tonbko
3[,€Cb OH [OCTWraeT TOM NPOCTPaHCTBEH-
HO Mowy, KoTopylo B Oyayuiem Gyayt
pa3pabatbiBaTb BeJMKME BeHeLWaHubl U
PembpaHaT. V160 3aech Aeno He B ciyyaii-
HO CYacTMBON TOYHOCTU PUCYHKa, a Co-
BEpLUEHHO B HOM YyBCTBE 3CTETUKM Mpo-
CTpaHCTBa Ha ABYXMEPHOI MNOCKOCTH, KO-
TOpOEe OTKPbIBAET ABEPM B HOBYIO 3MOXY.
PucyHok Kak TakoBon Ao MacTe-
pos Bbicokoro Bo3poxpaeHns He Bcerga
BbIAENANCA B CAMOCTOATENbHBIN BUA XY-
AOXeCTBEHHOro TBOpYecTBa. MIMeHHO
3/1eCb PUCYHOK BMepBble MeHAET (yHK-
umto. 370 He UNMIOCTPALMSA, KaK B cpej-
HeBEeKOBbIX MUHUWaATIOpPax, He rpaduyec-
KWe N1CTbl HapoAHbIX KapTUHOK. 3To
eLe 1 He CaMOCTOATeNbHOEe Npou3Bese-
HWe MCKyccTBa, KoTopoe o6cnyxuBaer
JINTYPrUYECKYIO UMW NPUKNAAHYI0 QYHK-
LMI0 KaK yKpaleHue. BosHuKaet pucy-
HOK KaK HekoTopas nabopaTopHas
4acTb MOArOTOBUTENIbHOTO TBOPYECKOro
npoliecca, T.e. B 3TOM KayecTBe PpUCYHOK
TepseT CBOI0 CaMOCTOATENbHOCTb, ABNA-
eTcsl Kak Obl NOAroTOBUTENbHOW CTaAu-
eil yero-To 6onee 3HaYMMOro, XOTA OfHO-
BPEMEHHO CTaHOBWTCA ero 0co6oi, Hau-
Gonee BaXKHO MarnyecKoii 4acTbio.
«Bce nckyccTBa UMetoT cBOI CTep-
XeHb B pUCYyHKe», — roBopun JleoHapao

a

a

PA®ASJIb CAHTU
Scku3 20086l
Anocmona

0na ppecku
«[peobpaxeHue»
1519-1520

Yronb noBepx pucyHka

CBVHLOBbIM
KapaHaalom
240%x182 mm

RAPHAEL

Study for the

Head of Apostle
for the fresco
"Transfiguration”
1519-1520

Black chalk over

a drawing with lead
240 by 182 mm

noanaoprPo

JA KAPABAZXKO
MadoHHa c oywamu
Karouwuxcs
1527-1528

Mepo, KopuyHeBasn

Tylb, CEPO-KOpUYHeBas

pa3MbiBKa
365%x252 Mm

POLIDORO

DA CARAVAGGIO
Madonna and

the Penitent Souls
1527-1528

Pen, brown ink,
grey-and-brown wash
365 by 252 mm

NAPMUAXKAHNHO
Mapus Ha obnakax ¢
mnadeHyem Mucycom
1526-1527. Mepo,
KOpWYHeBas Tylub,
yrosb, KOpU4HeBas
pa3mbiBKa, 6enas
3aNMBKa

204x130 MM

PARMIGIANINO
(Francesco Mazzola).
Maria in the Clouds
with the Child.
Sketch for "Vision of
St. Jerome"
1526-1527

Pen, brown ink,
traces of black chalk,
brown wash

and heightened

with white

204 by 130 mm

Aa Burun. B anoxy Bospoxaenns v Bo3-
HUKaeT HOBOE MOHVMMaHWe ero GyHKLUun
B TBOPYECKOM TpoLiecce, C 0HOI CTOpo-
Hbl — MOArOTOBUTENbLHOW, C Apyron —
Bceonpeaenswowein. Teopueckuit npo-
Llecc pacLienuica Ha CBOM COCTaBHble
3/1eMeHTbI, U, HaKoHel, GbiNo HalfeHo
AAPO TBOPYECKOro npouecca — UM cTan
PUCYHOK. 3TO NPOU30LLNO BrepBbie B UC-
TOpWM WcKyccTBa. B aHTMYHOCTU ymenn
XOPOLLO PUCOBaTh, HO HUKOTAA He Bblje-
NIANN PUCYHOK KaK HeYTo CaMOCTOATeNb-
HOe, a CO3HaHWe CaMOCTOATENbHOCTU
npuwwo B anoxy BospoxaeHuns.

M BoT nepeps, HamMu NoAroToBMTENb-
Hble PUCYHKW Bennkoro MukenaHgxeno
1 MacCTepoB ero BpeMeHW, KOTOpbIM npes-
Ha3Hayanocb OCTaTbCA B MaCTepPCKOMN.
370 6bln BCMOMOraTesbHbIA apXUB Xy-
DOXHMKa, HO B TO e BPeMA PUCYHKM
0CO3HaBalNCb Kak HeobxoAuMmas TBOp-
YecKas COCTaB/IAlOLanA npoLecca cospa-
HWA NpOV3BeAEHUA UCKYCCTBa U CTaHo-
BUAWNCb NpeAMeTOM KOMNeKLMOHMPOBa-
HUA, N0 BCeVl BEPOATHOCTW, Npex/e BCe-
ro B cpefie 3HaTOKOB 1 CaMUX XyAOXKHU-
KoB. Mbl 3HaeM o Komnekuuax Mutepa

Mayna Py6eHca, [xopaxo Basapy,
MapkaHToHvo Paimonan, benBeHyTo
Yennunu. CunbHble Mupa cero u 6oratble
3aKasuuku cobupany npousBejeHus
KMBOMUCKU W CKYNbMNTYpbl, lOBENUPHbIE
YKpaLeHUs. XyLOKHUKN U UHTENNEeKTy-
anbHas 3nuTa cobrpanu NoYepKyLKN 1
NOATOTOBUTENbHbIE PUCYHKU, BUASA B HUX
BbICOKYIO Xy/[J0XKECTBEHHYIO LIEHHOCTb.
BbictaBka «MuKenaHmxeno u ero
BpeMsA» B AnbbepTvHe [eMOHCTpUpyeT
HaM 3Ty cokpoBuwa. JlabopaTtopHble pa-
00Tbl BENMKUX MacTepoB ABAAT 3puTe-
JII0 MX TBOPYECKME MOUCKMU, UX BHYTPeH-
HUIA MUP, 3aKPbITbIi ANA HEMOCBALLEH-
HbIX, X FaMByprcKkuin cueT Apyr K Apyry.
Mofo6Hble «PUCYHOUKM» C HAMAZHON U
JOCTOBEPHOI CUION COOOLLAOT HaM, KTO
€CTb KT0, U ecin Bbl 0T Hacneana Muke-
NaHMKEeN0 HUYEro He 0CTanoch, a TONbKO
ManeHbKMn HabpocoK 0OHaxeHHOro
IOHOLUM 13 Konnekummn PybeHca, To 1 Tor-
Z4a 6b110 6bl ACHO, KTO U3 HUX CaMbli Be-
JINKWIA, CaMbIi MOTYYUiA, OTMEYEHHBIN 60-
)KECTBEHHbIM 3HAKOM XYAOXKHVK. 370 6bin
6bl MykenaHmkeno byoHappotu - reHu-
anbHbI cTpaganel, u3 GnopeHumw.
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