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M1 BATORIXEZMRLRSV,

One of the challenges of landscape painting is achieving a convincing impression of space, distance, light and air.
Here Rubens has produced the effect partly by depicting a point of interest in the right foreground — the shepherd
watching over his sheep - then using the strong diagonal lines of the river, the road, the edges of the clouds and the
raking light from the low sun to trick our eye. Like the shepherd, we are drawn into gazing out across the patchwork of
fields and woodland, the elevated viewpoint giving the impression that we are seeing further into the distance.

Most of Rubens’s landscapes were made in the last five years of his life, on his new estate in the countryside of
Brabant outside Antwerp. As well as evoking a view, his pictures allude to ideas of rural bliss derived from classical
authors, such as Horace and Virgil, in which shepherds, milkmaids or cowherds watch peacefully over their animals in
an idyllic landscape. They expressed a poetic yearning for a simple life, free from the stresses of the city; it was an ideal
which also seems to have resonated in seventeenth-century Holland and Flanders. In particular, the piping shepherd
here has echoes of the Greek god Pan. So, Rubens was doing more than reflecting a contemporary pastoral scene — he
was demonstrating his literary learning, and, by implication, elevating the countryside of his native land to the same
cultural status as that of Roman Italy and Ancient Greece.

The hat worn by the shepherd, with its wide, sweeping brim, is an unusually debonair one for a man of very
moderate means. It might be fanciful to suggest that he was identifying personally with the shepherd in question, but
there are parallels of which he was surely aware: this is a landscape which has inspired him to paint, just as it seems to
inspire the shepherd to play his pipe.

XWEB BEI(CBEL. MTOESDRBREBELTEDET,
Peter Paul Rubens, A Landscape with a Shepherd and his Flock, ¢.1638, Description © The National Gallery, London
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2 BATOMLXERERLRS0,

C'est au cours de la période du cubisme analytique, et particuliérement autour de 1911, que I'amitié entre Braque et
Picasso fut la plus étroite. Aussi les ceuvres qu'ils firent a cette époque sont-elles si voisines qu'on a du mal a les
distinguer les unes des autres. Toutefois, la disposition plus géométrique des plans angulaires qu'on peut observer dans
les ceuvres de Picasso — le Portrait de M. Kahnweiler, par exemple (1910, Art Institute, Chicago), comparé a la Figure
féminine de Braque (1910-1911, coll. Dr. H. Carey-Walker, New York) — fait preuve d'une plus grande richesse de texture
et de couleur. Ces différences marquent bien les divergences personnelles des deux artistes et caractérisent leur style. On
peut ainsi apprécier leur contribution individuelle aux réalisations du cubisme analytique. A travers toute une série de
portraits, parmi lesquels une Téte, bronze tridimensionnel (1909, Museum of Modern Art, New York), et le Portrait de
Uhde (printemps 1910, coll. Roland Penrose, Londres), Picasso mit au point la méthode par laquelle on peut représenter
sur une surface bidimensionnelle tous les aspects d'un modeéle observé sous des angles différents. Dans ces portraits,
Picasso se désintéressa de 1'élément psychologique, traitant ses modeéles comme des objets.

KWEB #88ICRL. MTOEBOHMFBR U THEOET,

Georges T. NOSZLOPY and Paul-Louis RINUY, "CUBISME" in Encyclopadia Universalis.
© 2024 Encyclopaedia Universalis France.
https://www.universalis.fr/encyclopedie/cubisme/2-le-cubisme-analytique/

3 LUUTOMIXZMRLZIV,

Neben den Originalwerken vermittelte die byzantinische Buchmalerei das antike Erbe, das dort in weitgehend
ungebrochener Tradition produktiv fortgefiihrt worden war. Allerdings bedeutete der byzantinische Bilderstreit, der
zwischen 726 und 843 den religiésen Bilderkult unterband und eine Welle der BilderzerstSrung nach sich zog, einen
wichtigen Einschnitt fiir die Kontinuitit der Uberlieferung. Mit dem Exarchat von Ravenna besafs Byzanz noch bis in das
8. Jahrhundert einen wichtigen Briickenkopf im Westen. Kiinstler, die aus Byzanz vor der Verfolgung wegen des
Bilderverbotes geflohen waren, beférderten auch die romische Kunst. Aus dem byzantinisch geprégten Italien zog Karl
der Grofie Kiinstler an seinen Hof, die die Werke der Palastschule schufen.

XWEB #8&(CIEL. UTOESDHMEBEL L THEDET,
Karolingische Buchmalerei. Wikipedia de. https://de.wikipedia.org/wiki/Karolingische_Buchmalerei

17/17



(~ER )

1/10

Ner el oV Srin

For

B |oEs W

2

R

ZOWMPSMHCEBERS, RAREALRNIE,

WERBBRVEEE, OORRTRATHIL,

EiTRF-EMEE
B A =fiTE




U RHRSEM U BE R R<L O35V

2/ 10



(~E D)

3/10

N1k Bl VS If 1—

EieF-EMEE
RFSENTE



—— KD RSEMUBFR U< OIS Ao

(BR<EBV)

4/10



11120 R o 31 J A

(B Bv)

5710



——URHIREFIUBRRUR<LIB51 N—ro

6/ 10



EMTEF-FEFRE TEFEEMRE

COhBEATHE

(B~
7/10



chEYEDRBIZIZERITEBALGLNCE

(B~E<)

8/10



COMBRBATHILE

(H~5E<)

9/10



hEUEDORBIZIZBRICEALRNIE

10/10



	34_D_bijutsushi_2024_ippan_senmon_ページ_01
	34_D_bijutsushi_2024_ippan_senmon_ページ_02
	34_D_bijutsushi_2024_ippan_senmon_ページ_03
	34_D_bijutsushi_2024_ippan_senmon_ページ_04
	34_D_bijutsushi_2024_ippan_senmon_ページ_05
	34_D_bijutsushi_2024_ippan_senmon_ページ_06
	34_D_bijutsushi_2024_ippan_senmon_ページ_07
	34_D_bijutsushi_2024_ippan_senmon_ページ_08
	34_D_bijutsushi_2024_ippan_senmon_ページ_09
	34_D_bijutsushi_2024_ippan_senmon_ページ_10
	34_D_bijutsushi_2024_ippan_senmon_ページ_11
	34_D_bijutsushi_2024_ippan_senmon_ページ_12
	34_D_bijutsushi_2024_ippan_senmon_ページ_13
	34_D_bijutsushi_2024_ippan_senmon_ページ_14
	34_D_bijutsushi_2024_ippan_senmon_ページ_15
	34_D_bijutsushi_2024_ippan_senmon_ページ_16
	34_D_bijutsushi_2024_ippan_senmon_ページ_17
	34_D_bijutsushi_2024_ippan_senmon_ページ_18



