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Summary: The article focuses on the practice of
antique collecting, which was at the origins of Vene-
tian antiquity and played a significant role in the for-
mation of the mythological theme in the Venetian
art during the Renaissance. The publication provides
a description and brief analysis of Venetian collec-
tions, identifies their typological varieties, explores
various aspects of collecting classical art objects
and the ways of their penetration into the markets
of the Most Serene Republic during the late 14th-
16th centuries. The work identifies the significant
influence of antique collecting on the formation of
the classical past image in the minds of Venetians.
Extensive antique material played the role of an
intermediary in this process. The acquaintance of
Venetian artists with it, as well as their direct par-
ticipation in the antiquarian movement, had a huge
influence on the penetration of mythological image-
ry into the artistic structure of Renaissance works,
gaining wide possibilities for implementation start-
ing from using the original to the free manifesta-
tion of creative imagination.

The relevance of this work lies in the special im-
portance of collecting for the formation of the Vene-
tian art aesthetic program.

The purpose of the work is to show the role of
antique collecting in the formation of a mytholog-
ical theme. The study is based on the method of
formal and style analysis in combination with icono-
graphic and iconological methods of studying works
of art. The novelty of the work lies in the study of
the antique practice influence on the formation of
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mythological imagery and the penetration of myth-
ological subjects into Venetian art.

Keywords: practice of antique collecting, collect-
ing, collections, Venetian art, mythological subjects,
Venice, Stato da Maro, Terra Ferma, locus amoenus.

Mythological painting, such as artworks by out-
standing masters of the local school of painting - Titian,
Tintoretto, Veronese, is one of the most striking phe-
nomena of the fine arts of the Venetian Renaissance.
These works have repeatedly become the subject
of interest of researchers (the Titian: Love, Desire,
Death exhibition, held at the London National Gal-
lery in 2020, is a recent example. It was dedicated
to the famous "poetries” - Titian's paintings of the
1550s - early 1560s on mythological subjects; the
release of a scientific catalogue was timed to co-
incide with the opening of the exhibition). In this
regard, the early stage of development of mytho-
logical themes in Venetian art, which occurred in the
second half of the 15th and the very beginning of
the 16th centuries, was much less fortunate since it
relatively rarely came to the attention of art histo-
rians. Drawings on mythological subjects belong-
ing to Jacopo Bellini, the founder of the Venetian
Renaissance, are an exception. Since almost simul-
taneous appearance of two fundamental publish-
ings of his graphic sheets (1989 and 1990) [11, p.
560], they were subjected to thorough study in sci-
entific publications, which have appeared over the
past 35 years. The ancient sources of a number of
mythological motifs presented by him were estab-

lished; their content was deeply analysed. However,
a number of issues still await research, including the
question of the significance of the Venetian collec-
tions of classical art for the formation of mytholog-
ical imagery in the works of the late Quattrocento
and the beginning of the next century. We will try to
take a closer look at it in order to understand how
the traditions of antique collecting could have in-
fluenced the emergence of the mythological theme
in Venetian art, and what were their points of inter-
section, found in a number of artists’ works, with
the creative activity of these artists. However, first-
ly, we should briefly outline the main stages in the
development of the practice of collecting antiques
in Venice and Padua since they were the main ar-
tistic centres of the region.

The practice of antiquarian collecting developed
throughout the 15th century. Numerous collections
adorning studioli, scrittoii and camerini (rooms where
collections of antiquities were usually presented ap-
pear under such names in the inventories of that
time) represented a kind of “historiography in visual
form”, made from fragments of a bygone civiliza-
tion. Interest in ancient finds, unexpectedly brought
back to life through the efforts of traders and col-
lectors, was primarily due to the desire to recreate
the past not only from ancient texts but also from
visual evidence in the form of ancient coins, en-
graved stones, tombstones and sculptures. In this
regard, we have to dwell in more detail on the items
of ancient collections, which, in our opinion, played
a significant role in the establishment of mytholog-
ical themes on Venetian soil.

The first mention of the practice of antique col-
lecting in Venice dates back to the beginning of the
14th century. At the end of the Middle Ages, a large
amount of ancient material of the most varied na-
ture and purpose began to arrive in the Veneto re-
gion. Ancient marble arrived in large quantities to
the Most Serene Republic from Rhodes, Chios, Cy-
prus and Crete, from the shores of the Pelopon-
nese, Attica and Asia Minor. In those days, even the
Venetian magistrate equipped expeditions and con-
ducted research on its territories, the Stato da Mar,
which was under its control, primarily in Crete, in
order to discover ancient objects, especially sculp-
tures, which were later sent "home” [12, pp. 46-53].

Since the beginning of the 15th century, the Se-
renissima antique collection has also been replen-
ished with finds from Terra Ferma, the mainland
territories it annexed. Various antiquities, includ-

ing epigraphic materials in ancient Greek and Latin,
sculpture, funerary reliefs, Greek and Roman vases,
small plastic and various bronze items, were brought
to Venice from the patriarchal residence in Aquileia,
the regions of Altino and Torcello, the land holdings
of Andria, the lower reaches of the Po River, from
the Abano region, as well as Ravenna, which became
subordinate to Venice in 1441 [12, pp. 46-53]. Thus,
the practice of antique collecting had grown into a
stable tradition by the beginning of the Renaissance.

Unfortunately, only fragmentary information
about early Venetian collections has survived. One
of the collections belonged to the notary and busi-
nessman from Treviso, Oliviero Forzetta (c. 1300-
1373). His antiquarian interests were quite extensive,
as evidenced by the entries preserved in his house
register. According to one of them, made by the
notary in 1335, he intended to purchase a number
of items for his collection on the Venetian market.
This list included manuscripts with texts by the clas-
sics and church fathers, ancient coins and medals,
as well as objects of ancient art, statues and reliefs,
among which “four marble boys from Ravenna, tak-
en from the Basilica of San Vitale” were highlighted
[4, pp. 25-29] (1st century BC, Archaeological Mu-
seum, Venice) [12, pp. 11-12].

However, Forzetta's interest in ancient objects of
art hardly had anything in common with the tradi-
tions of humanism. It can be considered with more
certainty as a commercial enterprise associated with
the development of a new market, which is con-
firmed by the nature of the entries in the house
book, made with accounting pedantry. A change
in the approach to collecting occurred only in the
next century due to the spread and strengthening
of humanism ideas in Venice, uniting commercial
and scientific interests around the phenomenon of
antique collecting, which received its second life
at that time.

The activity of one of the most energetic repre-
sentatives of the early Renaissance, merchant and
famous traveller Ciriaco di Filippo de'Pizzicolli (c.
1391-1457), better known as Ciriaco of Ancona, of-
ten called the “father of antiquaries” [9, p. 69], is a
striking example of a new perception of antiquity.
His activity is now quite well known owing to his
biography and a number of recent studies. Unfor-
tunately, the traveller's original notes and sketch-
es, later included in the six-volume collection of
the vast Commentaria, were lost in the 1514 fire of
the library in Pesaro. Only individual fragments of
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Ciriaco's texts have survived. They include images
of twelve monuments of ancient Greek culture, in-
cluding several images of the exterior and interior
of Hagia Sophia in Constantinople, a sculpture of
Bacchus, mistaken by Ciriaco for an elderly farm-
er in ancient attire, a broken sculpture of a sleep-
ing nymph, the image of which will long be used
in Venetian painting; stonework of the city walls
of Peloponnesian Nafplio; funerary reliefs from the
destroyed sanctuary of Hera of Argos and Myce-
nae, created by Polykleitos in the Mycenaean Ar-
gian Plain. In addition, the comments contain Greek
inscriptions and epigrams, partially translated into
Latin, descriptions and sketches of monuments, in-
cluding the Parthenon, in which the architectural
structure is not only devoid of Christian attributes
but is also supplemented by an imaginary histor-
ical reconstruction [9, p. 83]. Some of the travel-
ler's letters with descriptions of his finds have also
been preserved. Thus, in one of them from 1445, it
is reported about an amazingly beautiful intaglio
made of rock crystal with the image of Pallas Athe-
na (kept in the State Museum of Berlin, department
of Prussian cultural heritage, collection of antiqui-
ties), which was mistakenly taken by the research-
er for a portrait of Alexander the Great [9, p. 83].

At the same time, the scientist’s interests were
not limited to curiosity, a thirst for wandering and
new discoveries. Ciriaco established himself not only
as a tireless traveller and devoted researcher of an-
tiquity; like many of his contemporaries, he was fond
of collecting. In his private collection, one of the
items was a statue of Bacchus, purchased in Rho-
des in 1425 [5, p. 254]; it might have become the
prototype of Bellini’s Bacchus. We are talking about
two drawings, The Triumph of Bacchus, from Bell-
ini's famous albums. The earlier one was included
in the Paris collection (fol. 36), and its later version,
supplemented by a number of characters and genre
intonations, is kept in the album of the British Mu-
seum (fols. 93 verso - 94). The similarity between
the god of wine depicted in the albums and the
ancient statue is clearly evident in the proportion-
ality and lightness of proportions, giving his silhou-
ette the beauty and harmony of ancient sculptures.
This impression is enhanced by the finest light and
shadow modelling, which creates the visual effect
of sculpted forms, the contrapposto body balance,
strong spatial angle and the figure turn into depth,
making the image so voluminous that it becomes
like a round sculpture.
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Ciriaco was not the only traveller-collector due
to whose efforts works of ancient art appeared in
antique markets of Venice and replenished Vene-
tians’ home collections. His notes also mention oth-
er travellers with whom his fate was one way or
another connected. Among them is a collector of
ancient coins and stones, Captain Giovanni Dolfin,
whose collection the Anconian viewed with interest
on one of the galleys off the coast of Cyprus [16,
p. 186]. Or it is his predecessor, Florentine priest
Cristoforo Buondelmonti, who described the Cre-
tan estate, furnished in the manner of all’antica [9,
pp. 25-29] and which belonged to the collector of
antique vases, Venetian noble Nicolo Corner, in De-
scriptio Insule Crete (1417). However, compared to
them, Ciriaco's activities went beyond the scope
of antiquaries. He was not limited to just studying
and collecting antiques but sought to captivate his
contemporaries with this activity, acting as a born
proselytist, whose efforts contributed to the pene-
tration of classical antiquity into Venetian culture.

Special conditions of collecting determined the
nature and material of Venetian collections, which
were formed on the basis of the owners’ personal
preferences and tastes. The abundance of archaeo-
logical material in them, which came to the antique
markets of the Most Serene Republic from the East-
ern Mediterranean region, the Aegean and lonian
islands, was an important feature of the Venetian
collections. Due to its belonging to Greco-Hellen-
istic (and not Roman) art, it had a special aesthet-
ic perfection and sophistication, as well as specific
themes associated with plots of classical mytholo-
gy. Its collisions were reflected in a number of ar-
tefacts kept in collections which were housed in
home museums of wealthy Venetians already in the
16th century [7, p. 8]. The most complete informa-
tion about them is contained in the work Notizia
d'Opere di Disegno [13] (Notes on Works of Art),
compiled by Marcantonio Michiel, a Venetian no-
bleman, art connoisseur and collector. The materi-
als collected in the Notes include lists of artworks
from the collections of Northern Italy, which the
author was able to get acquainted with in the peri-
od from 1521-1543. The main focus of this work is
on the collections of Padua and Venice. These col-
lections were not only described and systematised
by the author but their composition was also ana-
lysed and the order of ancient artefact placement
in the space of a residential building was scrupu-
lously recorded. This information is important for

studying the practice of antique collecting, allow-
ing not only to reconstruct the parts of individual
collections but sometimes even to trace the fur-
ther fate of their exhibits. According to the Notes,
the majority of the collections consisted of paint-
ings which served as decoration for the premis-
es; sculpture, which was allocated special halls and
courtyards, was no less in demand. Moreover, in his
work, Marcantonio mentions numismatic collections,
ancient coins and medals, precious stones, came-
os and gems, which were also popular among col-
lectors of that time [17, pp. 51-54]. However, the
greatest interest for the author of the Notes was in
the collections of ancient marble, which he himself
was involved in collecting. And although his collec-
tion was not as extensive as the collections he de-
scribed, it was particularly exquisite and remained
untouched until the 18th century. According to the
surviving notarial documents and inventories, among
the marble and bronze figurines of pagan deities
present, there were not many opere antiche (ancient
works) [12, pp. 72-73], as he himself called the orig-
inals: “marble Diana, Apollo, Mercury and Cleopatra,
valued at ten ducats each, and other small objects
(marble and vases)” [12, p. 47].

In the second third of the 15th - early 16th cen-
turies, collections of ancient marble multiplied in the
Most Serene Republic. In addition to Marcantonio
Mickiel’'s Notizia d'Opere di Disegno [13], their de-
scription and lists of owners were included in the
work of Francesco Sansovino, Venetia, Citta Nobi-
lissima, et Singolare [14], as well as in a later trea-
tise by Venetian scientist and architect Vincenzo
Scamozzi, L'ldea dell'Architettura Universal [15, pp.
305-306], published in 1615.

In this regard, Oliviero Forzetta, already famil-
iar to us, should be mentioned as one of the first;
among his acquisitions, there were “four marble
boys from Ravenna, taken from the Basilica of San
Vitale” (1st century BC, Archaeological Museum, Ven-
ice) [12, pp. 11-12].

In Scamozzi's treatise, the famous collection of
the Grimani Palace, “dell'illustrissima Casa Grimana”
[12, p. 305], is especially highlighted “...for the mul-
titude and diversity, as well as the exclusivity and
rarity of the collected items..."” [12, p. 305]. A mar-
ble bust of Vitellius and Roman copies are the best
among its exhibits [17, pp. 24-40].

Moreover, Scamozzi and Sansovino’s works men-
tion the collection of the patriarch of Aquelea Gio-
vanni Grimani, Domenico Grimani's nephew, who

united the family collections, “increasing them with
intelligence and splendour” [17, p. 30]. He unerring-
ly selected the best Greek examples of the classical
period for his collection, filling atrium and halls of
the palace with “whole or broken figures, torsos and
heads"” in abundance [17, p. 30]. Some of them were
donated to Serenissima in 1586-1587 to create the
Statuario Pubblico, a public museum. Among them
is the famous sculpture Leda and the Swan (a Ro-
man copy of the end of the Hadrian era, an origi-
nal of the Attic school of the mid-1st century BC,
inv. No. 30, National Archaeological Museum, Ven-
ice), the sensual and erotic image of which was re-
produced many times in paintings by artists of the
16th century. The Venetian engraving The Triumph
of Leda, made using woodcut technique as an illus-
tration for the essay “Poliphili Hypnerotomachia, ubi
humana omnia non nisi somnium esse docet, atque
obiter plurima scitu sane quam digna commemo-
rate” (1499, Venice), was the earliest among them
[10]. The engraving depicts the triumphal proces-
sion of Leda and the swan on an elephant-drawn
chariot, surrounded by musicians and a crowd of
onlookers. Of the later graphic works, Giovanni Bat-
tista Palumba's prints Leda and the Swan (1510, Na-
tional Gallery of Art, Washington) and an engraving
attributed to Giulio Campagnola (1500-1511, Met-
ropolitan Museum of Art, New York) have survived
[18]. There is a known series of preparatory draw-
ings for the supposedly lost work of Leonardo da
Vinci, which were made by him at the beginning of
the 16th century; they are currently kept in Europe-
an museums and private collections [footnote I]. In
addition, there are several paintings made based on
these drawings by the master's followers [footnote
I]. The mythological plot of Leda and the swan was
also addressed by Michelangelo and Giulio Roma-
no, whose works are considered lost; the plot did
not pass by Raphael's attention, whose drawing is
kept in the British royal collection. However, a special
place among these works is occupied by the works
of Venetian masters: Jacopo Tintoretto's Leda and
the Swan (1550-1555, Uffizi Gallery, Florence), Paolo
Veronese's Leda and the Swan (1580, Fesch Muse-
um, Ajaccio, Corsica) and Palma the Younger's Leda
and the Swan (1590, Museum of King Jan lll's Palace,
Wilanow, Warsaw). What distinguishes them from
the artistic style of Central Italian masters is not only
their iconography, which goes back to the image of
Sleeping Venus [footnote Ill] by Giorgione (1508-
1510, Old Masters Picture Gallery, Dresden) but also
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a compositional solution that changes the classical
plot into the format of a genre scene. At the same
time, the figure of la donna nuda, highlighted by a
falling stream of light, in the company of a swan,
depicted in these works in the twilight of an alcove
isolated with a red velvet curtain, gives the scene a
love-erotic character. At the same time, Tintoretto
invites the viewer not only to erotic contemplation
but also to intellectual one, filling his work with a
series of allegorical motifs (two cages for birds and
various animals in the picture), providing topics for
philosophical conversations so popular among er-
udite people of that time. In his work, for the first
time since the time of Lucian, an ironic note appears
in the interpretation of the mythological plot. Using
small secondary details and episodes in the plot, the
artist changes the usual plot of the classical myth,
lowering the degree of its sublimely romantic per-
ception. Thus, the focus of attention shifts from di-
vine love to banal betrayal. And although the nude
figure of Leda here is still identified with an idealised
image of female beauty, the artist's style is very dif-
ferent from the noble and sublime approach to an-
cient mythology adopted in Venetian art. The swan,
Jupiter, equated by Tintoretto with other creatures
of the created world, not only loses its usual divine
status but also appears in the comical image of an
unlucky lover. An even greater irony to this scene is
given by the figure of a maid, with a polite gesture
pointing to the slightly open door of the birdcage
as if inviting the swan to take its rightful place, and,
at the same time, morally instructing “... to subor-
dinate desires to the mind [...], and not to bring...
confusion into the souls..." [6].

In Francesco Sansovino's descriptions, attention is
paid to the extensive collection of antiquities of the
procurator of San Marco, Giacomo Foscarini, as well
as the collection of antique statues of the Loredan
family, the collection of merchant-collector Andrea
Odoni and the home museums of the most influ-
ential Venetian families, Gritti and Mocenigo. Of all
the collectors, he distinguished the extensive collec-
tion of diplomat and prosecutor Federico Contarini
(1538-1613), called "the antiquarian”. Special atten-
tion should be paid to his collection of ancient mar-
ble, which included Greek sculpture from the late
5th to early 4th centuries BC and fragments of the
most valuable marble varieties, brought not only
from Athens and Constantinople but from almost
all the islands of the archipelago [17, pp. 19-21].
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Among the Serenissima collections, the collec-
tion of antiquities, anticaglie stupende, of Venetian
nobleman Gabriele Vendramin, exhibited in the Stu-
dio d'Anticaglie in the Palazzo Santa Fosca in 1530,
was of well-deserved fame. It was distinguished by
a rare abundance and variety of artefacts, includ-
ing ancient marble: numerous statues, busts, torsos
and reliefs. One of the amazing creations of clas-
sical plastic art, mentioned in Mickiel's Notes, the
sleeping nymph ("nymfa vestita che dorme distesa”)
[8, pp. 300-319], was of particular interest. Perhaps
it was this sculpture that became the prototype of
Giorgione's Sleeping Venenra. Its iconography goes
back to ancient depictions of the story of Lotis and
Priapus. Descriptions and sketches of one of these
artefacts in the form of a dilapidated statue can be
found in Ciriaco of Ancona’s Commentaria (1447—-
1448, Trotti Codex, Ambrosiana Library, Milan) [9, pp.
86-87]. The image of a "beautiful sleeping nymph
stretched out on a bedspread” [10, p. 71] is found in
Ovid's poems The Fasti [2, p. 429] and Metamorpho-
ses [3, p. 341], as well as in the work Poliphili Hyp-
nerotomachia, ubi humana omnia non nisi somnium
esse docet, atque obiter plurima scitu sane quam
digna commemorate, published by Aldo Manutius
in Venice in 1499. The text of the novel from the
late 15th century was accompanied by numerous
woodcut engravings. One of them, with the inscrip-
tion “giving birth to everything” in ancient Greek,
illustrates the description of an ancient relief en-
countered by Poliphilus during his wanderings. The
engraving depicts a satyr lifting the curtain of an al-
cove next to a nymph sleeping under a fruit-bearing
tree and two small fauns with intertwined snakes
and a jug in their hands [10, p. 71], the symbolism
of which is quite clear in this context.

The iconography of the Sleeping Nymph or Spring
Nymph is often discerned in the reliefs of small
sculptures, intaglios and cameos in the collections of
European museums and the State Hermitage Muse-
um in St. Petersburg. The Hermitage collection con-
tains intaglios mirroring the image of the goddess
from the engraving Giving Birth to Everything. One
of them depicts the scene Sleeping Maenad, Satyr
and Cupid (1st century, three-layer sardonyx, 2.2
x 3.1. Inv. No. XX.314); the other two are engraved
with the scene Sleeping Hermaphrodite and Cu-
pids (1st century, sardonyx, 2.1 x 2.6, Inventory No.
K.10 and 1st century, sardonyx, 1.2 x 1.8, Invento-
ry No. X. 12) [1, pp. 86-87]. Similar reliefs decorate
a marble vase from the Torlonia Museum in Rome

[1, p. 86] and the Portland vase in the “a la cameo”
technique from the collection of the British Muse-
um [19]. In addition, the Vatican Museum houses
the sculpture Sleeping Ariadne from the collection
of Pontiff Julius Il (Roman copy of the statue of the
2nd century BC, the Pio Clementino Museum, Vat-
ican) [20]; its pose is identical to the images of the
sleeping nymph on cameos in the Hermitage and
carvings on Roman and London vases.

During the Renaissance, the motif of a reclining
nude female figure returned to art and became ex-
tremely popular among Venetian artists of the 16th
century [footnote IV]. Giorgione was one of the first
to address this subject in his work Sleeping Venus
(1508-1510, Old Masters Picture Gallery, Dresden).
The erotic and sensual beauty of the naked female
body is the main theme of the artwork. The figure
of the goddess of love, depicted in a pastoral set-
ting, in the absence of a narrative beginning, is per-
ceived solely as an object of admiration. Nudity in
Giorgione's work is conveyed with such tactility and
vital warmth that, in the absence of the usual em-
blems and attributes, Venus loses her mythologi-
cal imagery and appears in the guise of an earthly
woman. At the same time, the ancient plot does
not lose the sublimely clear structure of the clas-
sical canon; on the contrary, it opens up from an
unexpected angle, gaining new possibilities in the
interpretation of familiar material.

Further creative development of the ancient her-
itage revived interest in pastoral themes, forming
in Venetian art a lyrical image of sweet Arcadia, so
consonant with the descriptions of the blooming
paradise gardens of the ecumene from the trav-
el accounts of Ciriaco of Ancona and Cristoforo
Buondelmonti. The imagination of ordinary peo-
ple was led to nostalgic reflections on the charming
corner of locus amoenus, where beautiful nymphs
live in the shade of green groves and near natu-
ral springs, herds of goats and sheep graze among
the destroyed, silent remains of classical antiquity,
and man exists in absolute harmony with nature,

by scenes of shepherd life, mythological feasts and
love stories depicted on objects of classical art, as
well as fabled legends and plots of ancient poetry
from the pages of ancient manuscripts and codes
from the home libraries of antiquarians. The Vene-
tians identified this idealised sensory-visible world,
associated with the idea of a garden, with Domi-
nio Venetia, which mainland lands, turned into a
“blooming garden” [7, p. 84], became a favourite
place for contemplative leisure of Venetian socie-
ty at the turn of the 16th century. Its iconography
and imagery, developed in secular painting, often
constituted an illustrative parallel to the bucolic lit-
erature abundantly presented in the Most Serene
Republic during this period. Bucolic works of ancient
authors were among the first to be published: The
Bucolics by Virgil (1470) and The Idylls by Theocri-
tus (1495) as well as the previously mentioned nov-
el The Dream of Poliphilus by Francesco Colonna
(1499), in which idyllic descriptions of ancient mon-
uments and their ruins are included. In 1505, Jacopo
Sannazaro’s novel Arcadia was published; its sto-
ry takes place against the backdrop of descriptions
of shepherd’s life. Two tondos by Cima Da Coneg-
liano, Endymion Sleeping and Judgment of Midas
(c. 1505-1510, Parma, National Gallery), which laid
the foundation for a genre variety of paintings on
mythological themes with landscape backgrounds
in Venetian art, are approximately from the same
period. This theme was further developed in the
works “... starting with Giorgione, including Cari-
ani, Titian, the Bassano family, Fetti, up to Piazzetta,
Armignoni and Guardi, [owing to whom] Venetian
painting turned into a huge bucolic poem..." [7, p.
211]. By the end of the 16th century, the mytho-
logical imagery and subjects of Hellenic art monu-
ments, still inspiring Venetian masters, had ceased
to serve as a source of formal borrowing since the
Renaissance had already accumulated sufficient ex-
perience in the creative understanding of ancient
culture by this time.
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TPAONUNA AHTUKBAPHOIO COBUPATEJIBCTBA
N EE POJIb B CJTOXEHNW KOHLEMLNW
MUNOONOTMYECKOW KAPTWHbLI B BEHELLUAHCKOM
NCKYCCTBE

AnHomayus: CTaTbs NMOCBALLEHA NPaKTUKE aH-
TUKBapHOro cobrpaTenbCTBa, HaXO4MBLLErOCA Y UC-
TOKOB BEHELMaHCKON aHTUYHOCTU U CbirpaBLLero
3aMeTHyto ponb B GOpMUPOBaHNN MUDONOTMYECKOM
TeMbl B UCKyCcCTBe BeHeunn anoxm BospoxgeHus.
B nybankauum gaércs onvcaHune v KpaTkmMin aHanms
BEHELMAHCKUX KOEKLNIA, BbIABASKOTCA UX TUMOJO-
rMyeckme pasHOBUAHOCTW, UCCAEAYIOTCA pa3inyHble
acnekTbl KONNEKLMOHMPOBaHMA KlaCcCUUYECKmX
NpeAMETOB UCKYCCTBA U MYTU MX MPOHUKHOBEHUS
Ha pblHkK CBeTnelwen pecnybankm koHua XIV-
XVI BekoB. B pe3synbtate nposenaHHoOn paboTsbl
BbISIBJIEHO 3HAUUTENIbHOE B/IMSIHWE aHTUKBAPHOIO
cobupartenbctBa Ha POPMUPOBaHME B CO3HAHUM
BeHeLMaHLUeB 0bpasza KJ1acCMYecKoro npoLuaoro.
Posib nocpesHWKa B 3TOM npouecce cbirpan o6-
LWMPHBIA aHTUKBaPHbIA MaTepuran. 3HaKOMCTBO C
HUM BEHELMAHCKMX XYA0XHUKOB, a TakXKe UX He-
MOCPEACTBEHHOE YUacTue B aHTMKBAPHOM JABUXXEHUN
0Ka3ano OrpoMHOE BAUSHWE HA MPOHUKHOBEHWE
MNPONOrNYECKOn 06Pa3HOCTUN B XYAOXKECTBEHHbIN
CTPOW peHeCcCaHCHbIX NMPOU3BEAEHMNN, NONYUNB
npuv 3TOM LWMPOKME BO3MOXHOCTU NPeTBOPEHMN:
OT UMTUPOBaHUA OpUrnMHana Jo cBO6OAHOro Npo-
ABNIEHVS TBOPYECKOW dhaHTazmn.

AKTyaNbHOCTb flaHHOW paboTbl CBA3aHa C 0COo-
6bIM 3HaUEHNEM KONNEKLMOHNPOBaHNSA A1 GopMu-
POBaHUsA 3CTETMUYECKON NPOrpamMMbl BEHELIMAHCKOTO
McKyccTBa.

Llenb paboTbl: moKasaTb pPOJib aHTUKBAPHOIO CO-
6upaTenbcTBa B GOpMMPOBAHUN MUONOTNYECKON

TeMbl. B OCHOBY laHHOTO UCCAeAOBaHUA MONOXEH
MeTo GopMasbHO-CTUAEBONO aHan3a B COesmHe-
HWUW C MKOHOTPadUUECKUM U MKOHOJIOTUYECKUM Me-
TOZaMW V3y4eHns NPOU3BeseHNA nckyccTa. HoBusHa
paboTbl B U3yUYeHUN BAVAHWUS aHTUKBaPHOMN NPaKTUKK
Ha CI0XXeHWe MUGOAOrMUYecKon 06pa3HOCTM 1 NpPo-
HUKHOBEHME MUGDONOTMUECKUX CHOXKETOB B BEHE-
LMaHCKOe UCKYCCTBO.

Knrodesble c108a: npakTika aHTUKBApPHOTo cobu-
paTenbCcTBa, KONNEKLMOHMPOBaHMeE, KOJNEKLIMM, Be-
HellMaHCKoe UCKYCCTBO, MUBOAOrMYecKme CHOXKETbI,
BeHeuwus, Stato da Maro, Terra Ferma, locus amoenus.

OaHVM 13 Hanbonee APKUX ABNEHWNIA n30Hpa-
3UTENbHOTO NCKYCCTBa BeHeLnaHckoro PeHeccaHca
ABaseTca Mndonornyeckas XXMBOMNMUCb, 0bpasunkamm
KOTOPOW CTann KapTUHbI BbIJAIOLLMXCA MacTEPOB
MECTHOW LUKOJIbI XXMBOMMUCK — TulmMaHa, TMHTOPETTO,
BepoHeze. OHM MHOToKpaTHO CTaHOBWAUCH NMpes-
MeTOM MHTepeca YYéHbIX (HeAaBHWI NpuMep — yC-
TpoeHHas B JIOHAOHCKON HaunoHanbHoOM ranepee
B 2020 roay BbiCTaBKa, 03arnaBieHHas «J/1to60Bb,
XenaHune n cmepTtb». OHa 6blna NocBsALileHa 3Ha-
MEHUTBLIM «M033UAM», KapTuHam TuumaHa 1550-
X — Ha4dana 1560-x rogos Ha mudonormyeckme
CHOXKETbI, MPUYEM K OTKPBITUIO 3KCNO3MLINKN Obin
NpUypoYeH BbINYCK Hay4yHOro katanora). [lopa3go
MeHbLUe MOBE3/0 B 3TOM OTHOLUEHUWN paHHEN
CTaAnn pasBUTMA MUPONOrNMUYECKON TEMATUKM B
BEHELMaHCKOM WCKYCCTBE, NMPULLEeALLENCs Ha BTO-
pyro nonosuHy XV 1 camoe Ha4vano XVI seka, no-
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CKOJIbKY OHa CpaBHUTEJIbHO pejKo nonagana B
noJsie 3peHna NCTOPUKOB UCKYCCTBa. VickntoueHmne
COCTaBAAKOT PUCYHKM Ha MUbONOTMYECKNe Croxe-
Tbl, NPUHagnexallne fikono benanHu, ocHosono-
JNIOXKHVIKY BEHeLMaHCcKoro BospoxaeHuns. B HayuHbIX
ny6anKaumax, NoABMBLUMXCA 33 NOCAeAHWE TPUALATb
NATb JIET, C TeX NOP KakK NpakTMyecku O4HOBPEMEHHO
noABMANCE ABa GyHAAMEHTa/IbHbIX N3AaHWA ero rpa-
dnueckmnx avctos (1989 n 1990 roaewr) [11, ¢.560],
OHM 6bIAN NOABEPrHYTbl OCHOBATE/IbHOMY U3y4e-
HWt0. bblN yCTaHOBIEHbI @HTUYHbBIE UCTOYHUKM
pAja NpeAcTaBAEHHbIX Y HEro Mndoiornyeckmx
MOTMBOB, IyHOKO NpoaHaAN3nNPOBaAHO X COAEpP-
XaHue. OgHako pag npobaem 0 Cux MOp OXMAALOT
CBOETrO MCCNeAOBaHWsA, B TOM YMC/e — BOMPOC O 3Ha-
UYEHUWN BEHEeLMaHCKNX KONNEKL NI KNacCUUYeckoro
NCKyccTBa ans GopMmnpoBaHmsa MUEGOIOrMUECKON
06pasHOCTM B NPOMN3BEAEHUNAX MO34HErO KBATPO-
UYEHTO M Hauvana cnegyrollero croneTus. Mel noc-
Tapaemca BHMMaTe/lbHee pacCMOTPETb ero, YTobbl
MOHATb, KaKMM 0B6pa3oM TpaaMLMM aHTUKBAPHOTO
cobupaTtenbCTBa MOMAM MNOBAMATL Ha 3apOXAeHNe
MUGONOrMYECKON TEMbl B BEHELIMAHCKOM UCKYCCTBE,
N KaKVMK BbIAM UX TOUKM MepeceyeHmns ¢ TBOPYECKON
AeaTeNbHOCTBIO PAAA XYA0XKHUKOB, OOHapYy>KUBLLUCH
B BbIMOJIHEHHbIX UMW Npoun3BegeHnax. Ho cHavana
Ham cnepyeT B KpaTkon GopmMe HaMeTUTb OCHOBHbIE
3Tanbl Pa3BUTUA NPAKTUKMU KOJANEKLMOHUPOBaHUS
aHTMKOB B BeHeunn n MNagye kak OCHOBHbIX XyJA,0-
>ECTBEHHbIX LLeHTpax JaHHOro pernoHa.

MpakTnka aHTMKBapPHOro cobuparenbCcTBa pas-
BMBanacb Ha NpoTaxeHun Bcero XV cronetma. MHo-
rounmcneHHble cobpaHus, ykpawaswme studioli,
scrittoii 1 camerini (noA TakKMMW HAMMEHOBAHUAMM
bGUrypumpyroT B MHBEHTaPHbIX OMUCSAX TOW NOPbI
AOMaLLHMe KabuHeTbl, rae 0bbluHO pasmeLLannch
cobpaHus aHTUKOB), NpeacTaBAsAAn cobon cBoe-
06pazHyo «MCTOpUOrpaduio B BU3yasbHON Gopme»,
CcobpaHHY0 13 OCKOJIKOB yLleALenh LMBUAN3aLUN.
VHTepec K ApeBHMM HaxoakaMm, HEOXMAAHHO BO3-
BPALLEHHBIM K XXU3HW YCUANAMU TOPTrOBLEB U
cobupartenen, 6b1n1 0bycnoBaeH npexae BCEro
CTpeM/IeHNeM K BOCCO3aHUIO NPOLLIOTO He TOJb-
KO Mo MaTepuanam CTapMHHbIX TEKCTOB, HO U MO
HarnagHbIM CBUAETENbCTBaM B POpPME aHTUYHbIX
MOHeT, rpaBMPOBaHHbIX KAMHEN, HaArPOOHbIX CTeN 1
CKYNbMTYpP. B 3TOW CBA3M Ham NpesCcToMT NoApPObHee
OCTaHOBUTLCA Ha NpeAMeTax aHTUYHbIX KOMNEeKL NN,
KOTOpPbIE, Ha Hall B3rAsg, Cbirpasnu, 3HauMMyHo PoJib
B YTBEPXAEHUN MUDONOTNYECKON TEMATUKM Ha Be-
HeLMaHCKOW nouBe.
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MNepBble ynoMyHaHMA O NpPakTUKe aHTUKBapPHOTO
cobunpatenbcTBa B BeHeLnn npmuxoaaTca Ha Hayano
X1V Beka. B koHue CpesHeBeKOBbs B permoH Be-
HEeTO HauMHaeT NocTynaTb 6O/bLLIOE KONMYECTBO
aHTMYHOrO MaTepmana caMoro pasHoobpasHoro
XapakTepa v Ha3HaudeHus. [lpeBHMe Mpamopsbl B
60/bWOM KOAnYecTBe NpubbiBatoT B CBETAENLLYIO
pecnybauky ¢ Pogoca, Xvoca, Kunpa n Kpurta, ¢
6eperos MNenonoHHeca, ATTnkn n Manoi Asnn. B
Te BpeMeHa jaxke BEHeLMaHCKMUIA MarncTpar cHa-
paXan aKcneamumm 1 NpPoBOAUA UCCNeA0BaHNA
Ha TeppuTOpUAX, NOABAACTHbIX eMy Stato da Mar,
npexzae Bcero Ha Kpute, ¢ Liesbto 0OHapy>XXeHus
APeBHNX MaTepranoB, 0COBEHHO CKyNbMTYpPbl, KOTO-
pble NO3jHee OTAPaBAANNCE «40MOW» [12, ¢. 46-53].

C Havana XV Beka aHTMKBapHasa Koiekuma Se-
renissima Tak>xe NONOJHANACb Hax0AKaMu, MPOUC-
XOAMBLUMMMU C MPUCOEAMHEHHBIX €0 MaTEPUKOBbIX
Tepputopwuin Terra Ferma. PasnnuHble npegmeTsl
CTapViHbl, CPeAM KOTOPbIX Bblan anurpaduryeckne ma-
Tepvanbl Ha APEBHErPEYECKOM U NaTUHCKOM fA3bIKaXx,
CKyNbNTypa, norpebasnbHble penbedbl, rpeyeckme
M PUMCKMe Basbl, MeKas NaacTuka n pasinyHble
6pOoH30BbIe N3AennsA 3aBO3MANCh B BeHeuunto n3
natpuapLuen pesnaeHunmn B AKBUIeN, permoHoB
AnbTuHO 1 Topuenno, 3eMesibHbIX BAageHUA AHAPUN,
HM30BUN pekn Mo, n3 pernoHa AbaHo, a Takxe
PaBeHHbI, OKa3aBLUelCs B NOg4YMHEHUN BeHelmu B
1441 rogy [12, c. 46-53]. Takmm 0bpa3om, K Hauany
PeHeccaHca npakTvka aHTMKBapHOro cobmpatenbcTea
nepepocna B yCTONUMUBYHO TPaULMIO.

K coxxaneHunro, coxpaHnanCb Anilb 06pbIBOYHbIE
CBEAEHNA O PaHHUX BEHELMaHCKMX koanekumax. Oa-
Ha M3 HUX NpUHagaexana HoTapuycy u Ael0BOMY
yenoeky n3 Tpesuso OnmBbepo PopueTtTta (oK.
1300-1373). Ero aHTMKBapHble NHTEPECHI Bbln AOC-
TaTOYHO OBLUMPHBI, O YEM MO3BONAOT CYANTb 3aMUCK,
COXpaHUBLUMECS B ero 4OMOBOW KHure. CornacHo
OAHOW U3 HKX, cAenaHHoM HoTapuycom B 1335 rogy,
OH HamepeBancs NpMobpecTn B CBOK KOMNEKLNIO
pAaj NpeAMEeTOB Ha BeHeLMaHCKOM pblHKe. B aToT
CMMCOK BXOAWIN MaHYCKPUNTbI C TEKCTaMW KNacCUKOB
N OTLOB LepPKBW, APEBHME MOHETbI U Medanu, a
Tak>Ke npeaMeTbl aHTUYHOMO UCKYCCTBa, CTaTyu U
penbedbl, Cpesm KOTOPbIX OblAN BblgeNeHbl «4eTbipe
MpaMOpPHbIX MajiburKa 13 PaBeHHbI, B3sTble U3 ba-
3nankn CaH-Butane» [4, c. 25-29] (I Bek Ao H.3,,
Apxeonornyeckunii Mysei, Beneuwns) [12, c. 11-12].

Bnpouem, nHtepec PopueTTo K APEBHUM Mpea-
MeTaM MCKYCCTBa efiBa M UMen HeuTo obliee ¢ Tpa-
avumamm rymaHmsma. C 6onblueit yBepeHHOCTbHO

ero MOXHO paccMmaTpuBaTb Kak KOMMep4yeckoe
npeanpuate, CBA3aHHOE C OCBOEHMEM HOBOTO
pblHKa, YTO NOATBEP>XKAAET N XapakTep 3anvcen B
JOMOBOW KHUTe, BbINOAHEHHbIX C Byxrantepckom
neAaHTUYHOCTbHO. I3MeHeHne noaxoaa K Koanek-
LMOHMPOBAHMIO MPOUCXOAUT NNLLb B CAeAYyHOLWEM
CTONETUU, C PaCcNPOCTPAHEHVEM U YKPENIeHNeM ael
ryMaHu3ma Ha BEHeLMaHCKOM NoYBe, 06beAVHMBLLINX
npeanpuHMMaTenbCckue U HayyHble MHTepechbl BOKPYT
beHoMeHa aHTMKBapHOro cobupaTenbcTea, UMEHHO
B Ty MOpPY MOJIyYMBLUErO CBOHO BTOPYHD XMU3Hb.
ApPKUM NpYMEPOM HOBOFO BOCMPUATUA aHTUY-
HOCTM ABASETCA AEATENbHOCTb OAHOIO 13 CaMbiX SHEp-
TMUHBIX NpeaCcTaBuUTeNen paHHero BospoxaeHus,
Kynua 1 3HaMeHUTOro MyTellecTBeHHUKa Yvpuako am
®uannno ge Muuuekonan (ok. 1391-1457 rr.), 6onee
N3BECTHOro Kak Ynpmako AHKOHCKUM, KOTOPOro
4acTo Ha3bIBAKOT «OTLLOM aHTUKBapoB» [9, . 69]. OHa
[OCTaTOUYHO XOPOLLO U3BECTHA HbiHE Biarogaps ero
KM3HEONUCAHWIO U PAZY UCCAEA0BaHNIN NOCAEAHETO
BpemeHu. K coxxaneHuto, opurmHanbHble 3anucu u
3apMCOBKU NyTeLLeCTBEHHMKA, NO34Hee BOLeALLINE B
LIeCTUTOMHOe cobparmne oblwmnpHenwmx Commentar-
ia, nornbam B noxape 6ubanotekn B Mesapo B 1514
rogy. Yuenenu avb oTaenbHble pparMeHTbl TEKCTOB
Ympuako. OHKM BKIHOUAOT N306paxkeHWs ABeHaALATH
NaMATHUKOB JPEeBHErpeyYeckon KyabTypbl, CPeAn
KOTOPbIX HECKO/IbKO M306paXkeHU Hapy>XHOro BU-
4a v nHTepbepa xpama Cobumn KOHCTaHTUHOMOb-
CKOW, CKynbnTypa Bakxa, npuHsaToro Ynpumako 3a
NOXMAOro 3emaesesblia B CTAPUHHOM OZesHUY,
pa3buTas ckyabnTypa cnauwen Humobl, obpas Ko-
TOPOW Haf0ro BONAET B BEHELMAHCKYHO XXUBOTMMUCH;
KameHHas Kfnajka ropoackumx cteH [enonoHHecckoro
HadnavnoHa; HagrpobHble penbedbl U3 paspyLleH-
Horo ceaTuanwa fepbl Aprocckon n MukeHckom,
co3gaHHoro Moauknetom B MukeHckon AprmeBoi
paBHWHe. KpoMe TOro, KOMMEHTapun cogepxar
rpeveckme HagnucK 1 3NUrpamMMsbl, YaCTUYHO ne-
peBeféHHble Ha NaTblHb, OMWCaHUA U 3apPUCOBKMU
NamMATHWKOB, B TOM uncne NapdeHoHa, Ha KOTopbIX
apPXUTEKTYPHOE COOPY>XXEHME HE TONbKO NULLEHO
XPUCTUAHCKOW aTpUOYTUKM, HO U JOMOJIHEHO BOOD-
paXkaeMol NCTOPUYECKON pekoHCTpyKLumel [9, c. 83].
CoxpaHnAncb Takxe OTAeNbHble NMCbMa NyTeLlec-
TBEHHWKA, C ONMUCaHUAMW ero Haxoaok. Tak, B O4-
HOM M3 HUX, oT 1445 roga, coobuaetca o6 yam-
BUTE/IbHON MO KpacoTe intaglio 13 ropHoro xpycrans
¢ nsobpaxerHnem AduHbl Mannagpl (xpaHutca B Fo-
cypapctBeHHOM My3see bepavHa, otaen lNpycckoro
KyNbTYPHOTO Hacneaus, KoNnekums ApeBHOCTEN),

KoTopas 6bl1a OWMOOYHO NPUHATA UCCeA0BaTENEM
3a noptpet AnekcaHapa Beawnkoro [9, c. 83].

B TO e Bpemsa nHTepechl y4EHOro He orpaHun-
UMBAZINCh NNLLB NHOOOMBITCTBOM, XaXA0M CTpaH-
CTBWI 1 HOBbIX OTKPbITUI. Ynprako 3apekomMeHgoBan
cebs He TONbKO HEYTOMUMbIM MyTeLleCTBEHHNKOM
W npejaHHbIM UCCaeoBaTeNeM aHTUYHOCTY, No-
8O0OHO MHOTVMM COBPEMEHHMKaM, OH YBJeKaiCa KO-
nekumnoHnpoBaHmeMm. OAHUM 13 NpesMeToB ero
YyacTHoro cobpaHus 6blna cTatys Bakxa, kynneHHas
Ha Popoce B 1425 roay [5, c. 254] n, BO3MOXHO,
CTaBLUas NpoToTnnom bennnHmesckoro baxyca. Peub
NAET O ABYX pucyHKax «Tpuymd Bakxa» 13 3Hame-
HUTbIX anbbomMoB bennnHu. bonee paHHW BowEn B
cocTaB napuxckoro c6opHuka (fol. 36), a ero no3a-
HA BepCus, AONOJHEHHas PALOM NepcoHaxel n
>KaHPOBbIX MHTOHALWI, XpaHWUTCA B anbbome bpu-
TaHckoro my3es (fols. 93 verso — 94). CxoacTBO,
n306paxxéHHoro B asbbomax 6ora BUHOAENNS C
aHTUMYHOM cTaTyen, OTUYETIMBO NMPOCTyNaeT B CO-
pa3MepHOCTU N NEFKOCTU Mponopuuni, coobLyato-
LLMX €ro CUAY3TY KPacoTy U rapMOHUIO APEBHUX
n3BasHWA. 3TO BrneyatieHne ycmamsaetcs bnaro-
Japs TOHYalLen CBETOTEHEBON MOAENNPOBKE, CO3-
Jatolei Bu3yanbHbIN 3QPeKT OCKYNbNTYPEHHbIX
bopm, KoHTpanocTHomy 6anaHcy Tena, CUAbHOMY
NPOCTPaHCTBEHHOMY pakypcy v pa3BopoTy durypsl
B rNy6UMHY, AefarolUnMUN M306paxeHne HacTONbKO
06BbEMHbBIM, YTO OHO CTAHOBUTCA MOXOXUM Ha KPYr-
NYHO CKYNBNTYPY.

Ynpwnako 6bln1 He eMHCTBEHHbBIM NyTeLLeCTBEH-
HWKOM-KOJIEKLIMOHEPOM, YbMMUN CTapaHUAMMU NPO-
N3BeJEeHNA aHTUUYHOro MCKYCcCTBa nonajanaun Ha
aHTMKBapHble PbIHKWM BeHeunn 1 nonoaHsaamu fo-
MallHMe KoeKLUnn BeHeunaHues. B ero 3amert-
Kax yNOMMWHAKTCA U Apyrve nyTellecTBEHHMKM,
C KOTOPbIMUM TaK UM MHaYe cBs3asia ero cyabba.
Cpeau HUX cobrpaTtenb CTapYHHBIX MOHET U KaMHeW,
kanutaH [>xoBaHHW JonbOUH, Ybto KOMIEKL IO
aHKOHeL, C MHTEPECOM paccMaTpuBan Ha OA4HOMN
n3 ranep y 6eperos Kunpa [16, c. 186], naum ero
npeaLwecTBeHHWK, GNOPEHTUNCKUIA CBALLEHHWUK,
Kpucrtodopo byoHaenbMoHTY, onucaswmnin B «De-
scriptio insule Crete» (1417 r.), KpUTCKOE NOMECTbE
cobupatens aHTUUHbIX Ba3, BeHeLaHCKoro Hobune
Hukono KopHepa, obyctpoeHHoe Ha maHep all'an-
tica [9, c. 25-29]. OgHaKo Mo CpaBHEHUIO C HUMMU
feaTenbHOCTb YnMpnako Bbixoamna 3a paMku anti-
quaries. OH He orpaHMUYMBaNCs NNLIb U3YYEHUEM
1 cobnpaTenbCTBOM aHTUMKOB, @ CTPEMWIICA YBAeYb
3TVM 3aHATUEM COBPEMEHHWKOB, BbICTyNas B POM
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NPUPOXAEHHOIO NPO3EANTUCTA, CTapaHNA KOTOPOro
CnocobcTBOBaIM MPOHUKHOBEHWIO KJ1aCCUYeCKOW
aHTUYHOCTW B BEHELIMAHCKYHO KYbTYpY.

Ocobble ycnoBus cobupatenbCcTBa onpesenmam
XapakTep 1 MaTepuan BEHELMAHCKUX KONNEKLNNA,
bopMMPOBaBLUNXCSA Ha OCHOBE JINYHbIX NPeano-
UTeHWI 1 BKYCOB BajenbLeB. BaxkHas 0coBeHHOCTb
BEHeLMaHCKMX KONNEKL I cocTosNa B 0buamm B
HWX apXeos0rMyeckoro MaTepuana, KOTopbli no-
najan Ha aHTUKBapHble pbiHkKM CBeTnenllen us
pernoHa BoctouHoro CpeaunsemHoMopbs, Srel-
cKkMX 1 VMloHnyeckmnx ocTpoBoB. B cuny cBoen npu-
HaZNEXHOCTN K 061aCTW rPEKO-3IMHUCTMYECKOTO
(a He pumcKoro) nckyccrea oH obnagan ocobbim
3CTETUYECKUM COBEPLUEHCTBOM U YTOHUEHHOCTbHO,
a TaKke crneynduryeckon TeMaTuKoM, CBA3aHHOM C
CHOXKETHBIM MaTepuasoM KiacCuyeckon Mudonoruu.
Eé Konnmsum otpasnance B cogepxaHum Lenoro
paga apTedakToB, HAXOAMBLUMXCA B KOANEKLMAX, UTO
Pa3MecTUINCh B AOMALLHNX MYy3eAX COCTOATE/bHbIX
BeHeunaHuUeB yxe B XVI Beke [7, c. 8]. Hanbonee
noaHasa MHGopMaLMsa O HUX COAEPXMUTCA B TPyAe
«Notizia d'opere di disegno» [13] (3anuncku o npo-
n3BejeHnAX UCKyCcCTBa), COCTaBJEHHOM BeHe-
LMaHCKUM ABOPAHMHOM, 3HAaTOKOM MCKYCCTBa U
konnekumoHepoM MapkaHToHMO Mukuanem. Co-
H6paHHble B «3anunckax» MaTepuasbl BKIOYAKOT ne-
PEUYHM NPOU3BEAEHWNI NCKYCCTBA U3 KOJJEKLMUNA
CeBepHoW ViTannu, ¢ KOTOpbIMY aBTOPY YAan0Ch NO3-
HakoMuTbca B nepuog 1521-1543 rogos. OcHOBHOE
BHMMaHMe B 3To paboTe yaeneHo cobpaHusm lMa-
Ayv n BeHeuunn. 3tn konnekumm 6uiam He TONbKO
OnuncaHbl M CUCTEMATM3NPOBaHbI aBTOPOM, HO Tak-
>Ke NpoaHanM3mnpoBaH NUX COCTaB U CKPYMNyAE3HO
3aPMKCMpPOBaH NOPAAOK pa3MeLLeHNa ApeBHUX
apTedakTOB B MPOCTPAHCTBE XMWJIOro JOoMa. ITu
CBeAEeHMNA UMEHOT BaXKHOe 3HaYeHne A5 N3yYeHns
NPakTUKW aHTUKBapPHOro cobupartenbCTea, NO3BOAAA
He TONbKO PEKOHCTPYMPOBaTb COCTaB OTAENbHbIX
cobpaHwuii, HO NOpPoI Aaxe NPOCEANTb AabHERLLYO
cyabby mx akcnoHatoB. CornacHo «3annckam», B
60bLINHCTBE CBOEM KOMNEKLMM COCTOSIN U3 KapTUH,
BbINOJIHSABLUMUX POb AEKOPATUBHOrO y6paHCTBa rno-
MELLEHWN, HE MEeHbLUMM CMPOCOM MOJib30Basachb
CKyNbNTypa, KOTOPOM OTBOAMANCH CreLMabHble 3a-
Nbl ¥ BHYTPEHHWE ABOPbI. MapKaHTOHWMO YyrOMUHaET
B CBOEM TpyZe 1 cobpaHna HYMU3MaTUKK, CTapUHHbIe
MOHETbI U MeAanu, AparoLeHHble KaMHWU, KaMen U
remMMbl, Tak>ke NoJb30BaBLUMeCs NOMYyAAPHOCTbIO
y KOAnekumoHepos Toro spemenu [17, c. 51-54].
OaHako HabobLUMIA NHTEPEC A8 aBTOPaA «3anmncok»

94

npeacTaBaAsAn cobpaHns CTapuUHHbIX MPaMOpPOB,
KO/NIEKLIMOHNPOBaHMEM KOTOPbIX, 3aH1MAaCA 1 OH CaMm.
W xots ero konnekums He 6bli1a CTONb OBLWINPHOM, Kak
OnuncaHHble UM cOBpaHus, OHa oTAMYanacb ocobo
M3bICKAHHOCTBIO M OCTaBanacCb HETPOHYTOW BMAOTb
480 XVl Beka. No coxpaHUBLIMMCA HOTapuanbHbIM
LOKYMEHTaM M ONUCAM, CPpeamn COCTaBAsBLUNX eé
MpPaMOpOB 1 HBPOH30BbIX CTATY3TOK A3blUeckmx 60-
XEeCTB NoOUCTMHe «opere antiche» (g4peBHUX paborT)
[12, c. 72-73], KaK OH CaM Ha3blBan OpUrMHasbl, 6b110
He MHOrO: «MpamMopHas [JunaHa, AnoanoH, Mepkypui
n Kneonatpa, oLeHEHHbIe B eCATb JyKaToOB Kaxzas,
N Apyrve Mesnkue npeametbl (MpamMopbl U Basbl)»
[12, c. 47].

Bo BTopoi Tpetn XV — Hauane XVI Bekos B CBeT-
NefLwen MHOXUAUCb COBPaHN CTapUHHBIX MpPamMo-
poB. /Ix onnucaHne n cnnuckun BnagenbLes, NOMUMO
CouMHeHns MapkaHToHWo Mukunans «Notizia d'opere di
disegno» [13], Bowawn B Tpya PpaHyecko CaHCOBMHO
«Venetia, citta nobilissima, et singolare» [14], a Takxe
B Hosee No34HMI TpaKTaT BEHELMAHCKOTO YYEHOro
n apxutektopa BuHueHuo Ckamouum «L'idea dell’
architettura universal» [15, c. 305-306], n3gaHHbIN
B 1615 rogy.

OfHUM M3 NepBbIX B JaHHOW CBA3M CnedyeT yno-
MAHYTb y>Ke 3Hakomoro Ham Onnebepo PopLeTTa,
Ccpean NprobpeTeHni KOTOPOro BbIIN «YeTbipe Mpa-
MOPHbIX Ma/ibunka 13 PaBeHHbI, B3ATble 13 6a3nnKu
CaH-Butane» (I Bek go H.3., Apxeosornyeckuii Mysen,
BeHeuws) [12, c. 11-12].

B TpakTtaTe Ckamoumnmn o0cobo BblAeNseTcs «...3a
MHOXeCTBO ¥ pa3Hoobpasue, a TakxKe NCKAHUUTENb-
HOCTb W PeaKoCTb cObpaHHbIX Bewen...» [12, c. 305]
npocnaBaeHHas koanekums asopua Mpumaru «dell'il-
lustrissima Casa Grimana» [12, c. 305]. Cpean eé
3KCMOHATOB NYYLUMMMN Ha3bIBatOT MPaMOPHbIA 6rOCT
Butennuna n pumckne konum [17, c. 24-40].

B pabotax Ckamouum n CaHCOBUHO Takxe yno-
MWHaeTCs KONNeKumMs naeMaHHmKa JJoMeHnko, nat-
puapxa Akeenen [>koBaHHWN [pUMaHW, KOTOPBIN
06BEAVHNA CEMENHBIE KONEKLIMU, <TIPEYMHOXMB KX
yMOM U Besvkonenvem» [17, c. 30]. OH 6e30wmnbou-
HO oT6Mpan B CBOE cobpaHue nydlume rpeyeckume
ob6pa3subl KA1accM4yeckoro nepuoaa, B M306umanu
3aM0/HMB «UeNbiMU U CIOMaHHbIMKU burypamu,
Topcamu n ronosammu» [17, c. 30] aTpuym v 3anbl
aBopua. Yactb n3 Hux B 1586-1587 rogax 6bina
npenogHeceHa B gap Serenissima Ans co3gaHus
Statuario Pubblico, ny6anuHoro myses. B ux uncne
3HaMeHuTas ckynbnTypa «Jlega n nebeab» (puM-
CKas Konus KoHLa anoxu AgpvaHa, opurmHan attu-

YecKoMm LWKoNbl cepeAnHbl | Beka Ao H.3., nHB. N2 30,
HauunoHanbHbI apxeonornyecknii mysein, Bere-
LmAa), YyBCTBEHHO-3POTNYECKNN 06pa3 KOTOpOM
6bl/1 MHOTOKPaTHO BOCMPOU3BEAEH B XXUBOMMUCHbIX
paboTax xysoxHukos XV| Beka. Hanbonee paHHMMU
cpean Hux bblna BeHeumaHckas rpastopa «Tpuymb
JNlepbl», BbINONHEHHAs B TEXHUKE KCuaorpadpus B
KauecTBe nanoCTpaLmmn K counmHennto «Poliphili Hyp-
nerotomachia, ubi humana omnia non nisi somnium
esse docet, atque obiter plurima scitu sane quam
digna commemorate» (1499 r., BeHeuus) [10]. Ha
rpaBtope n3obpaxeHo TpuymdanbHoe Lectsue JSleapl
1 nebens Ha 3anpsXKEHHOW CNOHAMW KOJECHULE B
OKPY>XEHMM My3bIKaHTOB M TOAMbI 3eBak. V13 bonee
no3aHuX rpadpuueckmx paboT COXpaHUANCh OTTUCKU
[>xoBaHHW batTucta Manymba «Jlega n nebesb»
(1510 r., HaumoHanbHas lanepes Mckyccrea, BawwmHr-
TOH) ¥ rpastopa, npunuceiBaemas Jxxyamo KamnaHb-
ona (1500-1511 rr., MeTtponoauteH my3eir, Hoto-
I7Iop|<) [18]. N3BecTHa cepuna NOATOTOBUTENbHbIX
PWCYHKOB, K NMPesnoNoXNTENbHO YTpadeHHOW pabo-
Te JleoHapao fa BuHuum, koTopble 6blAN HanucaHbl
nm B Havane XVI Beka, 1 B HacTosLLee BpeMs xpa-
HATCA B €BPOMENCKNX My3€eaX U YaCTHbIX COBpaHmsax
[n. I.]. Kpome 3TOro, cyLecTByrOT HECKO/IbKO KapTUH,
BbIMOJIHEHHBIX MO 3TUM PUCYHKaM, NOCae0BaTeN MU
mactepa [n. IL.]. K mudonornueckomy croxety «Jlega
n nebesb» Tak-Xe obpawwanncb MukenaHaxeno
n Jxynno PomaHo, paboTbl KOTOPbIX CUMTALOTCH
yTepsHHbIMKW, He 0boLWwén ero BHMMaHneM 1 Pada-
3/1b, PUCYHOK KOTOPOFO XPaHUTCA B BpUTaHCKOMN
KoposieBckon koanekumn. OgHako ocoboe MecTo
cpeamn 3TMx paboT 3aHMMarT NpousBeseHus
BeHeLUMaHCKUX MacTepoB, flkono TUHTOpPEeTTO
«Jlepga v nebepb» (1550-1555 rr., Fanepes Yooduuw,
®nopeHuns), Maono BepoHeze «Jlega n nebeab»
(1580 r., my3eit Dewwa, Aauuo, Kopcuka) n MNanbma
Mnagawero «flega v nebeab» (1590 r. BopeL-my3ein
flna Ill, BunaHos, Bapwaga). OT Xy0>XKeCTBEH-HOM
MaHepbl LLeHTPasbHO-UTaNbAHCKUX MacTepoB nUX
OT/IMYAET He TOJIbKO MKOHOrpadpus, BOoCxoaalan K
n3obpaxeHunto «Cnsawen BeHepbi» [n. ] AxopaxkoHe
(1508-1510 rr., KapTnHHas ranepesa Crapbix Mactepos,
[pe3aeH), HO TakXe 1 KOMMO3MLWNOHHOE peLleHme,
nepeBoAsLLee KNaCcCUUYECKuNi CroxXeT B Gopmart xaH-
pOBOW cLieHbl. B TO e BpeMs BblgeNeHHas CKOJlb-
35LUMM CBETOBbIM NOoTOKOM ¢urypa la donna nuda B
KoMMaHnn nebepns, nsobpaxxeHHble B 3TUX paboTtax
B NoJyMpake asbkoBa, OTTOPOXXEHHOMO KPacHOW
HapxaTHOW 3aHaBECKOW, COOBLLAOT CLEeHE NHOHOBHO-
3poTMUeckmi xapaktep. Mpu 3ToM TUHTOPETTO Npu-

rnawaeT 3puTeNia He TONbKO K 3pOTUYECKOMY, HO
N K NHTeNNeKTyalbHOMY CO3epLaHnto, HanoaHAA
cBOtO paboTy Uepesoin MHOCKasaTeNbHbIX MOTMBOB
(ABE KNETKM AN1f NTUL, U pa3HOOOpa3Hble XXMBOTHbIE
B KapTWHE), JatoWwmx TemMbl s punocodckmx be-
cef, CTO/Ib NONYAAPHbIX B KPYTy 3pYANPOBaHHbIX
ntofew Toro BpemeHu. B ero pabote Bnepsbie CoO
BpemeH JlyknaHa noAaBAseTCca MpoOHMYeckas HoTKa
B TpakToBKe MM(OAOrMYeckoro nponssegenus. Nc-
NoAb3ys B CHOXXETe MeJikne BTOPOCTeNeHHble je-
Tanu v ANN304bl, XyAOXHUK MEHAET NPUBbIYHYHO
babyny knaccmueckoro mmda, NoHWXan rpagyc ero
BO3BbILLEHHO-POMaHTUUYECKOro BocnpuaTma. Tem
camMbIM GOKYC BHMMaHUs cMeLLaeTcs ¢ 6OXECTBEHHOW
N06BUY A0 BaHaNbHOW U3MeHbI. M x0T obHaxXEéHHas
burypa Jlegpl 3aecb NO-NpeXHEMY OTOXAEeCTBAAETCA
C MAeann3npoBaHHbIM 0BPa3OM XEHCKON KpacoThl,
MaHepa XyAOXHMKa CUAbHO OT/iMYaeTtcs oT 6aaro-
POAHO-BO3BbILIEHHOrO NOAX0Aa K aHTUUYHOW MU-
bonornmn, NPUHATOro B BeHELIMaHCKOM UCKYCCTBE.
Jlebeab-tOnnTep npupaBHEHHbIN TUHTOPETTO K
APYTMM cyllecTBaM TBapHOro Mupa, He TOJbKO
yTpaunBaeT CBOM NPUBbIYHbIA BOXECTBEHHbIN CTa-
TYC, HO 1 NpeacTaeT B KOMUYHOM obpase Hesa-
faunmBoro nrobosHMKa. EWé 60abLIYyH0 NPOHUIO
3TON CcLUeHe npugaeTt durypa cay>kaHku, y4TuBbIM
>KEeCTOM YyKa3blBatoLLasa Ha NPUOTKPbITYIO ABepLy
NTUUbEN KAEeTKW, CIOBHO Npurnawas nebeas 3a-
HATb Nogobarollee emy MeCTO, U, B TO XXe BpeMms,
HPaBOYUNTENbHO HACTaBAASA «... MOAUMHUTb XeNaHUs
pasymy [...], 1 He BHOCUTb B ... yLLN CMATEHMA...» [6].

B onncaHusax ®paHuyecko CaHCOBUHO yaensetcs
BHMMaHMe 1 o6WMpPHOMY cOBpaHuto ApeBHOCTEN
npokypatopa CaH-Mapko [>xakomo ®ockapuHuy,
a TakXke KOJNEKUUN aHTUYHBIX CTaTy cemelicTBa
JNlopesaH, cobpaHuto Kynua-koanekumoHepa AHapea
OZOHM 1 AOMALUHUM My3esiM BAUATENbHENLLNX Be-
HeuMaHCcKux ceMencTs MpuTtn 1 MoueHuro. U3
obLwero umncna KoANeKLMOHepPOB UM BblaenseTca
obLwMpHas KoANekLmMs aunaomaTa u npokypopa Pe-
aepviko KoHtapuHu (1538-1613 rr.), npo3saHHOro
«aHTMKBapom». Ocoboro BHMMaHUA 3acny>K1BaeT
ero cobpaHuve ApeBHero Mpamopa, BkatovaBLlee
rpedeckyro ckyabntypy KoHua V — Hauana IV Be-
KOB [0 H.3. 1 eé dparMeHTbl LeHHEeNLINX COPTOB
Mpamopa, NpuBe3éHHble He TONbKO 13 APUH n
KOHCTaHTMHOMOASA, HO MOYTM CO BCEX OCTPOBOB ap-
xunenara [17, c. 19-21].

Cpeav koanekuuii Serenissima 3aciy>XeHHOW cna-
BOW NMOJb30Bafacb KOANEKUNS APEBHOCTEN, anti-
caglie stupende, nto6uTENA UCKYCCTB U MeELLeHaTa,

95



BeHeLMaHCKoro Hobwune Mabpuana BeHapamumHa,
BbICTaB/ieHHast UM Ha o6o3penwne B 1530 rogy B Stu-
dio d’ Anticaglie B nanauuo Canta-®ocka. OHa oT-
Nnyanacb peiknuM n3obuamem n pasHoobpasmem
apTedakTOB, B UMC/Ie KOTOPbIX OblAN APEBHME Mpa-
MOPbI: MHOTOUYMCAEHHbIE CTaTyWn, BrOCTbI, TOPChI U
penbedbl. OCObbIV NHTEPEC B HEl NPeACTaBAANO
OfHO U3 YAMBUTE/IbHbIX TBOPEHUI K1AaCCUUECKOM
NAacTuUKKW, ynomsHyToe B «3anuckax» Mukunansa, —
cnawasn HuModa, «<nymfa vestita che dorme distesa»
[8, c. 300-319]. BO3MOXHO, MMEHHO 3Ta CKyAbnTypa
cTana npoobpazom «Cnswen BeHepbl» [A>Xopaxo-
He. E€ nkoHorpadums BOCXOAUT K aHTUUYHBIM M30-
6paxeHusam nctopum Jlotnabl u Mprana. OnuncaxHus
1 3apUCOBKM OAHOTO M3 Takux apTedakToB B BMAE
noJiypaspyLleHHON cTaTyun cogepxatcs B «Commen-
taria» Ynpunako AHkoHckoro (1447-1448 rr., koaekc
TpotTu, bubanoreka AMBpo3naHa, Munan) [9, c. 86—
87]. Obpa3 «npekpacHo cnsLLein HUMbI, pacrpoCcTép-
TOl Ha nokpbiBane» [10, c. 71] BCTpeyaeTcs B Mo3max
OBuana «Pactbi» [2, c. 429] n «Metamopdo3bi» [3,
C. 341], a Takxe B counHeHmmn «Poliphili Hypnero-
tomachia, ubi humana omnia non nisi somnium esse
docet, atque obiter plurima scitu sane quam digna
commemorate», nsgaHHom B Beneuunn B 1499 rogy
Anbgo MaHyuunem. TekcT pomaHa koHuUa XV Beka
COMNPOBOXAaNCA MHOTOUNCAEHHBIMW FPaBlOpamMu B
TexHuke kemnorpadumn. OAHa U3 HKX, C HAAMMUCBIO Ha
ApeBHerpeyveckom «Bcé poxaaroLan», ManCTpupy-
eT onncaHue aHTUYHoro penbeda, BCTPEUYEHHOTO
Moandunom Bo BpemMs CkMTaHWIA. Ha rpasrope psagom
CO CrsAWEeN NoA NAOAOHOCAW MM AePEBOM HUMGO
n306paxkeHbl caTMp, NPUNOAHUMAKOLLMIA LITOPY aNb-
KOBa, U ABa MajieHbKNX haBHa C NepenneTéHHbIMN
3MeamMu 1 KyBLIMHOM B pykax [10, c. 71], cumBonvka
KOTOPbIX JOCTAaTOYHO AAICHA B aHHOM KOHTEKCTE.
MkoHorpadus «Cnawas Humdpa» nan «<Humda
MCTOYHWKa» YacTo yrajblBaeTcs B penbedax Menkou
NAACTUKM, UHTAAMI N Kamel B COBpaHMsIX eBPOMNENCKMX
my3eeB 1 M SpmuTax B CaHkT-MNeTepbypre. B ap-
MUTaXKHOW KONNEKLMM XPAHATCS reMMbl, 3epKajibHO
nosTopstoLLne n3obpaxkeHre 6OrMHU C rpaBropbl
«Bcé poxaatowas». Ha ogHON U3 HUX M306paxéH
croxet «Cnawasa MeHnaga, Catup n Amyp» (| B., Tpéx-
CNOWHBIN capAoHuKC, 2,2 x 3,1. NHB. N2 XK.314),
Ha ABYX ApYrux BbirpaBMpoBaHa cueHa «Cnawmin
fepmadpoant n amypsi» (I B., capgoHuke, 2,1 x 2,6.
MuB. N2 XK.10 un | B., capaoHmke, 1,2 x 1,8. MHB. N2
XK. 12) [1, c. 86-87]. MNoxoxmne penbedbl yKpaliaroT
MpPaMOpHYO Basy 13 My3esa TopaoHus B Pume [1,
c. 86] n MopTaeHacKyto Ba3y B TeXHMKe «a la cam-
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€0» 13 Konnekumn bputaHckoro myzed [19]. Nomumo
atoro, B My3ee BaTukaHa xpaHuUTCA cKynbnTypa
«Cnswas ApunagHa» u3 cobpanuns noHTuduka Honms
[l (pumckas konusa ctatym Il B. go H.3., My3ein Mus-
KnumeHTa, BatukaH) [20], no3a KOTO-po ngeHTMYHa
nsobpaxeHunsm cnswen HUMPbl Ha 3pMUTaKHbIX
Kamesx 1 pe3bbe Ha PUMCKON U TOHAOHCKOM Ba3sax.

B anoxy Bo3poxkaeHns MOTVB Nexxallelt O6HaXEH-
HOW XXeHCKOM GuUrypbl BO3BpaLLaeTcs B UCKYCCTBO U
CTaHOBUTCS HEODbIYAHO NOMYASAPEH Y BEHELMaHCKUX
xyaoxHukos XVI Beka [n. IV]. OgHnM 13 nepsbIX K
3TOMY ctoxeTy obpaluaeTcs JxopaxoHe B pabote
«Cnawasa Benepa» (1508-1510 rr., KapTnHHas ra-
nepes Crapbix Mactepos, pe3aeH). [naBHON Temoi
KapTWHbI CTAaHOBUTCA 3POTUYECKM-YYBCTBEHHAS Kpa-
coTa 06HaXEHHOrOo XeHckoro Tena. Purypa 60rmHm
Nro6BK, N306paXkEHHan B NacTopanbHOM OKPY>KEHMWM,
B OTCYTCTBMM NMOBECTBOBATE/bHOIO Hayana, BOC-
NPUHUMAETC UCKAHUNTENBHO KaK 06bekT ntobo-
BaHWA. Harota B pabote [l>kopA>xXoHe nepesaHa
TakOW 0OCA3aTENbHOCTbHO N XXU3HEHHOW TEMNI0TOMN,
UTO B OTCYTCTBUE MPUBbLIYHLIX 3M61eM 1 aTpnbyTOB
BeHepa yTpaunBaeT Mnudponornyeckyro obpasHocTb
N NpeacTaét B 06mMKe 3eMHOW XeHLWMHBIL. [pn 3TOM
AHTUUHbIN CHOXKET He yTpaunBaeT BO3BbIWEHHO-
ACHOro CTPOA KNacCM4eckoro KaHoHa, HanpoTuB,
OTKPbIBAETCSA C HEOXMAAHHOM CTOPOHBLI, 0bpeTas
HOBblE BO3MOXHOCTU B MHTEpNpeTaLny 3HaKOMOro
MaTepuana.

JanbHeWwee TBOPYECKOE OCBOEHNE aHTUUYHOTO
HacneAns BO3poOXAaeT NHTepeC K NacTopaabHOM
Tematuke, opmMMpya B BEHELMAHCKOM NCKYCCTBE
nnpudeckmii obpas Mo Apkagmm, CTolb CO3BYY-
HbIA ONUCaHWAM LIBETYLLMX PaiCKUX CaZloB OMiKyMe-
Hbl U3 NyTeBbIX 3aMeTOK Ynpunako AHKOHCKOrO 1
Kpuctodpopo byoHgaenbmoHTW. K HoCTanermyeckmum
pa3MbIWAEHNAM O NpesecTHOM yroJke locus amo-
enus, rae B TEHW 3eNeHeroLWmnX PoLLL U NPUPOAHbBIX
NCTOUYHNKOB OBUTALOT NpeKpacHble HUMObI, Cpean
pa3pyLUeHHbIX, 6€3MO/IBHbIX OCTaHKOB K/1laCCUUECKOM
APEBHOCTM nacyTca CTaZa KO3 1 OBel, a YenoBek
cywiecTByeT B abCONOTHOM rapMOHUK C MPUPOJON,
BoObpaxkeHWe obbiBaTeNel yBOANAN CLLEHbI MacTy-
LUECKOW XM3HW, MUDONOTMYECKUX NPa3AHUKOB U
NHOBOBHBIX UCTOPUI, N30DPaKEHHbIE HA NpeaMeTax
K/JIaCCMYECKOro UCKYCCTBa, a TakXKe siereHaapHble
npefaHns 1 CHOXeTbl aHTUYHOW NO33KKM CO CTPaHuUL,
CTaPVHHbIX MaHYCKPWNTOB ¥ KOAEKCOB W3 AOMALLHUX
61BAMOTEK aHTUKBAPOB. ITO UAEANN3NPOBAHHbIN
YYBCTBEHHO-3PUMbI MUP, CBA3AHHbIN C naeen
BepTorpaja, BeHeLMaHUbl oToxaecteasamn ¢ Do-

minio Venetia, MaTepnkoBble 3eMAnN KOTOPOW,
npeBpaLLéHHble B «LBETYLLNIA cag» [7, c. 84], ctann
n3nt061eHHBIM MECTOM CO3epLaTeNbHOro gocyra
BeHeLMaHckoro obulectsa Ha pybexe XV-XVI Bekos.
Ero nkoHorpadumsa n o6pasHOCTb, CNOXMBLUNECSA B
CBETCKOM XMBOMUCK, 3a4acTyto COCTaBAAAN WUA-
NIOCTPaTUBHYHO Napannesnb yKkonmyeckon amtepa-
Type, B M306MAUM NpeAcTaBIeHHOW B 3TOT NEPUOA
B CeeTnenwen. OgHMMN N3 NEPBbLIX BbILWAN B CBET
BbyKonmueckme COYMHEHNA aHTUYHbIX aBTOPOB —
«bykonunkun» Bepruama (1470 r.) n «annnmm» deo-
kpuTa (1495 r.) n ynomumHaBLIWIACA paHee poMaH
«CoH Moandunna» OpaHuecko KonoHHbl (1499 r.),
B UAWANYECKNE ONMUCAHMA KOTOPOro BMMCaHbI
APEeBHME MaMATHUKN 1 nx pyuHbl. B 1505 roay
n3gaértca poman fAlkono CaHHaa3apo «Apkaana»,
AENCTBUSA KOTOPOTro NpoTeKatoT Ha GOoHe onucaHui
NacTyLIecKom Xu3HW. MprMepHO K 3TOMy Xe nepuoay
OTHOCATCA ABa TOHAO Ynmbl [a KoHenbsaHo «Cnawui

SHAMMOHA» n «Cya Mugaca» (ok. 1505-1510 rr.,
Mapma, HauvoHanbHas ranepes), NnonoxusLive
Hayano XXaHPOBOW Pa3HOBUAHOCTM KapPTUH Ha MU-
donornyeckune croxeTbl € NeM3aKHbLIMU GOHaMK B
BEHELMaHCKOM UcKyccTBe. JanbHelwyto pa3paboTtky
3Ta TeMaTuka noay4ymnaa B paboTax «..HauymHasa C
OxopaxoHe, Bknrovaa Kapuanu, TuynaHa, ce-
MenctBo baccaHo, ®eTTn, BNAoThb A0 MbALETTHI,
ApMUHbOHMK K TBapawn [6aarosaps KoTopbiM] Be-
HeLMaHcKas XMBOMUCh NpeBpaTnAacb B OFPOMHYHO
bykonnueckyto noamy...» [7, ¢. 211]. K koHuy XVI
Beka Mudosornyeckas 0bpasHOCTb M CHOXKETbI 31-
JIMHCKUX NaMATHMKOB NCKYCCTBa, NO-MPEXHEMY BAOX-
HOBAABLUME BEHELMAaHCKMX MacTepoB, nepecrany
CNY>XKNTb UCTOYHMKOM HOPMaNbHbIX 3aMMCTBOBaHMNA,
NMOCKOAbKY K 3TOMY BpeMeHu PeHeccaHc yxe yc-
e HakoMUTb AOCTaTOYHbI OMbIT TBOPYECKOrO OC-
MbICIEHNSA aHTUUYHOW KyNbTypbl.
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