DOI:10.36340/2071-6818-2024-20-2-69-83

Elena V. Samsonova

Lomonosov Moscow State University
Department of Arts

e-mail: samsonova776@gmail.com
Moscow, Russia

ORCID 0009-0006-0283-801X

JACOPO BELLINI: THE MATTER OF VISUALISING THE
"MYTH OF VENICE"

Summary: The article examines the role of Ja-
copo Bellini (c. 1400-1470/1471) in the art of Ven-
ice considering him not only as the founder of the
Early Renaissance but also his role in the evolution
of the “myth of Venice” concepts (“mito di Vene-
zia" is part of the purposeful ideology of the Vene-
tian Republic - a city-state with a unique system
of administration and corresponding propaganda,
formulated in chronicles and eulogies of patricians
and humanists). In particular, Bellini's art laid the
foundation for monumental history painting (isto-
ria), embodied by his sons and followers in their tri-
umphal narratives (trionfi).

Having remained in the shadow of the brightest
representatives of the Venetian school of painting
until the mid-20th century, Jacopo Bellini's legacy
has not been sufficiently studied and requires deep
understanding; it is even less considered in relation
to the matter of "myth”.

In this regard, it is proposed to study Bellini's fa-
mous drawings from the Paris and British Albums
(the albums are kept in the Louvre and the Brit-
ish Museum), the themes of which are related to
the development of the "myth” ideas. Urban views
representing complex architectural compositions
based on biblical and gospel plots are the subject
of the study.

The main aim of this work is to show how the dis-
covery of new artistic means during the Renaissance
modified the way of visually presenting this plot. In
the study of the works that interest us, we use the
method of formal and stylistic analysis as well as
iconographic one. Mythologemes of the republic,
formulated in the works of patricians and human-

ists, as well as relevant historical material covered
by researchers, Venetian scholars, are the founda-
tion for interpretation.

Using the language of monochrome graphics,
Bellini created a fresh palette of idealised Venetian
motifs and complete images of Venice, strength-
ening the roots of Venetian identity (venezianita).
In this sense, the drawings we are considering are
not without a stable pulsation of “myth”, which con-
veys the values and state ambitions of Serenissima
in a clear manner.

Keywords: Renaissance, Palazzo Doge, album/fo-
lio, drawing/study; mythologeme, istoria (historical
cycles), trionfi (solemn triumphs).

Before we consider Jacopo Bellini and then his
drawings, which contain the visual triumph of “myth”,
we should determine what researchers mean by the
very concept of the “myth of Venice".

“The cult of the state steeped in myth became an
integral and, moreover, significant part of the pur-
poseful policy of the Venetian Republic already in
the 14th-15th centuries.” [8, p. 173] The collective
image of Venice in the self-proclaimed Most Serene
Republic as an ideal political subject represented by
the ruling patricians became what we call the "myth
of Venice"” (il mito di Venezia). [15] The dictionary
definition of “myth” is fiction, half-truth, whereas in
this case we are dealing with a myth that was des-
tined to become the essence of the State structure,
part of the ideology of the Society. And if, on the
one hand, we can agree that “the myth of Venice is
an alloy of fiction and half-truth...” [14, p. 2], which
evokes understandable criticism among sceptic re-
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Ill. 1. The Flagellation of Christ. Louvre Museum, fol. 29

searchers, then, on the other hand, the myth certainly
has a historical basis; however, it rather reflects the
political phenomenon of the Venetian republic in a
deliberately idealised version. It is explained by the
fact that the internal politics of Venice, with its ex-
ceptional structure of government, almost claimed
to be the main impetus for the creation of the myth.

The development of an appropriate state ideolo-
gy, which “smelted” its main mythologemes, was re-
flected in the patrician and humanistic eulogies and
chronicles of Lauro Quirini, Marcus Antonius Sabel-
licus, Bernardo Giustiniani, Marino Sanuto, Gaspa-
ro Contarini, Francesco Sansovino. Based on their
works, let us formulate some of the main theses of
the "myth of Venice": Venice is the embodiment of
freedom. The Venetian Republic is a unique polit-
ical system. Serenissima is a stronghold of peace,
wisdom and justice, and nobility is its most worthy
part. Venice is a place of holiness, the only (singo-
lare) city of its kind, which appeared by the will of
God and claims either to be the new Jerusalem or
the new Rome.

"An appeal to history was important; however,
it was only one of the components of the whole
system of the “myth of Venice” propagation, which
included means of art, theatricalization of political
life, the organisation of magnificent festivities, in-
volving the entire mass of the city's population, and
much more.” [1, p.123]

Thus, 15th-century Venice needed a new artistic
guideline in order to spread the “myth” about itself
in art. Expansion of pictorial boundaries in imita-
tion of nature, a different thematic emphasis, his-
torical or eventual authenticity were needed. Only
in the language of the Renaissance with the help
of new illusionistic principles, was it possible to ex-
press a multi-layered “message” to future genera-
tions, not to mention contemporaries. At the same
time, an artist was needed who, boldly experiment-
ing, would combine the subtle instinct and will of
the creator, reflecting both the artist's imagination
and personal vision, that is, an exclusively “inter-
nally necessary” [2, p. 65] plan, combined with the
spirit of their time as well as ideals of their coun-
try. Jacopo Bellini (c. 1400-1470/1471) was the first
Venetian master of the Early Renaissance to meet
these high criteria. Having played a significant role
in the further flourishing of the Venetian school of
art and in the recognition of its best representa-

tives, Bellini, not without reason, would be called
the "new Phidias”. [8, p. 45]

Before Jacopo Bellini, the art of Venice was dom-
inated by a symbolic type of thinking, which tended
to combine traditional iconography with the politi-
cal symbols of the republic. At the turn of the 15th
century, international Gothic dominated. However,
having absorbed the features of the new style, the
Venetian school, with its characteristic conserva-
tism, remained faithful to the Byzantine canon and
the original local culture.

It is well demonstrated by Paduan master Guari-
ento's fresco Paradise (1365), created by him for the
Palazzo Doge by order of the Republic, as well as
wooden panels (intarsia) Justice between the Arch-
angel Michael and Gabriel (1421) by Jacobello Del
Fiore, created for the Magistrato del Proprio in the
Palazzo Doge. For example, in Guariento's fresco,
Saints and Angels are depicted in rows. The com-
positional dominant, the scene of the coronation of
the Virgin Mary with her son Jesus, is concentrated
in the centre but much above the horizon line ac-
cording to the specifics of the Gothic painting. Ven-
ice accepted the Virgin Mary as a special patroness.
The heavenly harmony “reigning” on the surface of
the fresco is an allusion to the harmony of the city
of God, as indicated by the angels playing music in
the second row (at the bottom of the fresco). Thus,
in the minds of people, the idea of the harmony of
the heavenly kingdom extended to the earthly city,
thereby visually capturing one of the most impor-
tant ideals of the republic - harmony and coherence
within the nobility... [15, pp. 307-308]

This art was replaced by Bellini's art. However, for
a long time Jacopo was known mainly as the father
of Gentile and Giovanni Bellini. [11, p. 23] A turn-
ing point in the view of the historical place of Ja-
copo Bellini in the fine arts of Venice occurred only
at the turn of the 60s of the 20th century. [5, pp.
2-3] Through studying the surrounding world, the
Venetian master made a bold attempt to “discover
the world and man” in a spatial (Renaissance) form.
In this sense, Jacopo is an innovator, transforming
the traditional idea of the possibilities of fine art in
Venice. Mastering the subtleties of linear perspec-
tive, thoroughly examining various objects of the
surrounding world, he strived to reflect a holistic
picture of the world. Thus, for example, his religious
compositions became a true story, placed in an ur-
ban environment, clearly inspired by the images of
Venice. In addition, showing interest in a wide vari-
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ety of natures, Bellini, in fact, developed independ-
ent genres, offering future generations of Venetian
masters a rich thematic “repertoire”.

Thus, the new artistic vocabulary developed by
Bellini in his two famous albums of drawings, stored
in the Louvre (c. 1430-1450) and the British Museum
(c. 1455-1470), represents universal evidence of the
visual existence of the “myth of Venice". (The issue
of dating the two albums remains debatable.) [5,
pp. 39-40] The albums have become an inexhausti-
ble source of inspiration not only for artists but also
for researchers of Bellini's creative heritage. So far,
remaining in the shadow of the historical trionfi by
Gentile and Giovanni Bellini and Vittore Carpaccio,
Jacopo's art has not been fully studied. Neverthe-
less, two rare folios with carefully developed motifs
and Renaissance inventions, including the author's
method, represent the key to a new pictorial nar-
rative and, therefore, to a fundamentally different
level of artistic authenticity.

Moreover, Bellini's drawings deserve special at-
tention from the point of view of the artist's inter-
est in changing iconography (inversion) as well as
his search for a new secular and narrative interpre-
tation of traditional religious subjects. Thus, point-
ing out the independent nature of Bellini’s graphic
compositions, E.Yaylenko draws attention to the fol-
lowing compositional solution: “the display of bibli-
cal or evangelical events is given almost a secondary
place in comparison with the depiction of the spa-
tial environment formed by architectural structures
or landscape panoramas, against the background
of which the figured groups sometimes seem truly
insignificant”. [7, p. 23] In turn, this noted feature
of Bellini’s drawings excluded the possibility of re-
producing such compositions in altar painting for
which “innovative solutions to traditional themes”
were hardly acceptable. It means that the search for
new principles of composition, the study of linear
perspective and the search for an individual style
were most important for the artist in the process
of implementing bold ideas. It was reflected in one
of Bellini's main motifs, which featured Venice and
its many-sided image in his albums. In this sense,
Bellini's achievements in the visual representation
of this image and the emblems corresponding to
the city were extremely important as well as in de-
mand for the further promotion and strengthening
of the mythologemes of the republic.

It is worth noting that a similar point of view, in-
dicating not utilitarian or custom-made motif but a
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creative one which encouraged the artist to paint for
himself (fatti per se), is shared by other researchers:
B.Degenhart and A.Schmitt, P.F.Brown, P.Humphrey,
M.Roethlisberger, I.Smirnova and others.

However, there is another opinion regarding the
appropriateness of Bellini's albums. It limits their
purpose to the category of “sample books” com-
mon at that time, representing a kind of teaching
aids for beginning craftsmen. Thus, Colin Eisler as-
sumed the “partial” use of drawings as preparatory
sketches for future pictorial narratives of his suc-
cessors. [12, p. 87]

According to the topic of the article, our research
focus was primarily on drawings of urban views,
which later created a universal “framework” for pan-
egyric painting of Venice. It is here that the artist
developed a new compositional structure.

However, before we consider Bellini's vedute,
let us pay attention to the sheets with individual
motifs of the urban environment closely related to
them. Here Bellini developed the motif of a “Vene-
tian” balcony, a fountain, a font, a Gothic palace,
sculpture decorating the courtyard, a chapel, church
facade, an arcade, etc. This series of drawings rep-
resenting individual architectural motifs includes
the following: (Louvre, fol.50 verso); (British Muse-
um, fol.12 verso); (B.M fol. 66 v.); (B.M fol.93); (B.M.
fol. 68 v.); (B.M. fol. 70 v.); (B.M. fol. 69 v.); (B.M. fol.
72 v.); (Louvre, fol. 75 v.). They are reminiscent of
the centre of Venice and are mainly executed in a
free manner, which is characterised by the incom-
pleteness of the sketch: development of an isolat-
ed motif, uneven drawing of objects, preservation
of auxiliary transversal lines of receding perspec-
tive, sometimes careless shading and even, as in
the case of the Venetian Wooden Balcony (Louvre,
fol. 50 verso), painting on top of another inverted
image, barely outlined or deliberately unfinished.

The main series of city landscapes includes sheets
incorporating biblical and gospel plots into their
structure and representing a complex type of mul-
ti-figure composition in architectural space. In con-
nection with the topic of our research, this series
of drawings is the most indicative. We will consid-
er several examples of completed graphics from
the Paris album: Flagellation of Christ, The Feast of
Herod and the Beheading of John the Baptist, The
Annunciation. It is not yet a "Venetian narrative”;
however, it is a clear preparation for it. (The draw-
ings discussed here would become an iconographic
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Ill. 2. Herod's Feast and the Beheading of John the Baptist. Louvre Museum, fol.17

and compositional example for future pictorial sto-
ries of Jacopo's followers.)

Thus, in the drawing Flagellation of Christ (Louvre,
fol. 29), the action takes place in the space of the
city, reminiscent of the very heart of Venice. (Fig. 1)
Both albums contain several drawings on the theme
of flagellation, at times with sketches of individual
scenes for the main drawing, sometimes pictured
in close-up frontally or in the distance from differ-
ent angles. “The open loggia at the bottom right of
the building, its walls with intricate balconies bring
to mind the Palazzo Doge.” [6, p. 32] Venetian fa-
cades are also characterised by murals and reliefs.
In this case, the building is decorated with Gothic
ornament and classical reliefs picturing scenes from
the life of Hercules (or perhaps Samson) as well as
life-size figures of a nude woman and an athlete ex-
tending a votive gift. [9, p. 340] However, according
to T.Nichols, it is the classical nude that indicates
that it is an ancient Roman building. Thus, the pal-
ace of Pontius Pilate in Jerusalem, where the flag-
ellation took place, is before us. [4, p. 32] However,
since it was important for Venice to reflect its con-
nection with the “eternal cities” in art due to the
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absence of its own imperial past, the artist identi-
fied Venice, blessed by God, with the City of Heav-
en - Jerusalem.

By creating such compositions, Bellini pictured
biblical heroes in a modern urban landscape remi-
niscent of Venice. So, on the right, one can see the
figure of Pontius Pilate, seated on a pedestal like a
throne in the niche of a blind arch. He is not look-
ing in the direction of Christ; it seems one of the
many witnesses to the scene has received Pilate’s
attention. Those who have gathered to watch the
execution are men and women, warriors and no-
ble townspeople, Christians and Muslims (judging
by their robes and headdresses) - representing al-
most the entire cross-section of society. Just as a
motley crowd, including merchants and diplomats
of various religions, filled the streets and squares
of real Venice during state celebrations. Carpaccio
later resorted to a similar depiction of religious di-
versity in the painting The Healing of the Madman
at the Rialto Bridge (1505/10) from the cycle "Mir-
acles of the True Cross”, painted for Scuola di San
Giovanni. (In this case, the attention to a detailed
presentation of the material environment was also
due to the fact that there were "ambassadors and
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many famous personalities, both foreign and local”
among the parishioners of Scuola). [8, p. 63]

It is also worth noting that Jacopo used the Flor-
entine system of transversal lines for conveying the
depth of space, which clearly dominates the figures
of people. The people in the drawing are depicted
in accordance with a grid of outlined lines, receding
in perspective. Moreover, all architectural elements
in the decor of the building participate in the crea-
tion of a “spatial corridor”. However, the vanishing
point shifted to the left, serving as a distracting de-
vice which hides the main event of the picture, the
flagellation scene, from the viewer is Bellini's real ar-
tistic discovery. Unlike Alberti, who taught to depict
the main scene directly in the foreground, “in his
drawings, Jacopo repeatedly returned to hiding the
plot in a meticulously drawn environment”. [6, p. 32]

Jacopo resorted to a similar compositional tech-
nigue in the drawing The Feast of Herod and the Be-
heading of John the Baptist (Louvre, fol. 17). (Fig.2)
The centre of a certain city is before us. At first
glance, despite the many classical decorative ele-
ments (pagan statues, cupids, columns with capi-
tals), the analogical parallel with the architecture
characteristic of Venice is obvious: balconies and
loggias, counterforts exquisitely supporting them,
pointed openings of the palace windows, reminis-
cent of the Doge's Palace facade. The urban space
still dominates figures of people and animals. The
composition again acquires the features of a real
Venetian environment. Here, the artist seemed to be
trying on the role of the chief architect of a unique
landscape that has absorbed, as John Ruskin would
say, the spirit of Gothic and the spirit of the Renais-
sance. He used the same “distracting” technique: an
arcade receding into perspective (on the left), a stair-
case leading to the palace (on the right), a majes-
tic fountain (in the centre of the square). Thus, the
viewer seems to be drawn into the thick of city life
and everyday scenes. Figures of people and various
animals are scattered around the perimeter of the
city square: a rider on a horse, a child with a mon-
key, a horse drinking water by the fountain, exotic
animals and birds... In religious paintings with pas-
sions happening literally in front of everyone, life is
depicted as ordinary and relaxed. Thus, according to
scenography conceived by the artist, the execution
scene does not immediately attract attention: the
beheaded John the Baptist, the executioner sheath-
ing his sword, the woman walking up the stairs to
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the palace and carrying the head of the executed
man on a platter. Until a certain moment, the scene
of Herod's feast remains "behind the scenes” - in
the loggia on the right. Once again, with the van-
ishing point shifted to the left, Bellini Sr. masked
the main scene of the plot. As a result, the draw-
ing acquires a narrative character, which suggests
a gradually unfolding story (narrative), the truth-
fulness of which for the viewer is largely the result
of a complex plan.

It is also worth noting that Bellini's drawings are
reminiscent of the Dutch school of painting due to
the “multi-figure” scenes and almost sacred inter-
est in everyday details. (Although Bellini's compo-
sitional structure differs from one of the Dutch by
the presence of such an important pictorial motif
as an "antiquisant architectural frame".) [3, p. 40]
Consequently, not only the famous Florentines but
also the Dutch masters had a noticeable influence
on the Venetian school and the development of
the Renaissance in Venice. Considering the inten-
sive trade relations between the countries, K.Eisler
puts forward a hypothesis about the possible visit
of Jan Van Eyck to Venice in 1426. [12, p. 31] In ad-
dition, his paintings depicting genre subjects were
in the Venetian and Paduan Quattrocento collec-
tions. Thus, Bellini could well have seen the works
of Van Eyck and other Dutch artists. The question
of the relationship between the Venetian Renais-
sance and Dutch art, which we barely touch upon
here, is of interest for a separate study.

The Annunciation is another vivid plot, also made
into a whole series of drawings. (British Museum,
fols. 12 v., 13, 76; Louvre, fols. 30 v, 31) The graph-
ic panegyric to such architectural decoration also
exalted Venice as an exceptional city-state. At the
same time, it identified it with the Heavenly Jeru-
salem, clearly reinforcing the well-known mythol-
ogemes of continuity and divine providence in the
fate of the republic.

Another religious plot, masterfully woven into the
urban environment, is before us. (In his early crea-
tive work, Bellini had already turned to the Annun-
ciation for the altar in Brescia, which is considered
his most conservative version.) As for graphic at-
tempts to comprehend the Annunciation, here the
artist also emphasised the priority of space over
man, as if the whole world “was invited” to become
an eyewitness of the good news even before the
Mother of God (which is quite correct from a the-
ological point of view). However, the Venetian tra-
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dition dictated its own interpretation of the story
of the “"good news” to the artist: Bellini's drawings
identify Venice with the embodiment of the repub-
lic, supposedly founded on March 25, 421. The fact
is that there were so-called mysteries throughout
Italy (special theatrical performances on religious
subjects), which dramatised the Angel's message
brought to Mary, an important meeting of heaven
and earth, marking the beginning of the cycle of
salvation. Performed in Venice since the 1340s, the
theatrical ritual based on the Annunciation appar-
ently interested and inspired Bellini. The first produc-
tion was designed by Paolo Veneziano, the leading
artist of Venice at the time. And even then the sa-
cred scene unfolded in the majestic scenery of the
city, with its residential buildings, arched windows,
balconies and loggias, picturesque courtyards and
squares. [12, p. 293] In turn, the graphic panegyric
to such architectural decoration also exalted Ven-
ice as an exceptional city-state. At the same time, it
identified it with the Heavenly Jerusalem, clearly re-
inforcing the well-known mythologemes of continu-
ity and divine providence in the fate of the republic.

Thus, in all the drawings in both Bellini's albums,
the scene of the Annunciation is built into a complex

Ill. 3. Annunciation. Louvre Museum, fol. 37

architectural structure. Each drawing picturing this
plot has its own degree of completion. The visual
precision of the receding perspective (emphasised
by the beams on the interior ceiling going towards
the vanishing point) is particularly evident in the
independent drawing in the Paris Alboum (Louvre,
fol. 31). (Fig. 3) In this case, the artist's mastery of
linear perspective again systematically reveals the
truth, initially hidden from view. The viewer's focus
is on numerous details which fill the composition
with life and sacred meaning. All the drawings de-
pict the urban space in the same way - a synthesis
of local Gothic and Florentine Renaissance, still rem-
iniscent primarily of Venice, whereas the details act-
ing as attributes of the Annunciation are noticeably
different. Thus, for example, in the London version,
Mary is kneeling, as in the altar at Brescia. Howev-
er, in the Parisian Annunciation, she is depicted to
her full height with a prayer book, standing half-
turned from the archangel. It is worth noting that
all three drawings clearly depict the ray of the Holy
Spirit coming from heaven. Passing the circle of an-
gels, it "cuts” the space with its divine light diago-
nally leading to the interior decoration of the palace
of the Mother of God, "pointing” to the main event
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of the story. All four drawings (including the most
blurry sketch from the Paris album) express the orig-
inal aesthetics of Venetian architecture. “The main
reason for this living splendour is that at this mo-
ment Christ takes on physical existence in the Vir-
gin Mary, and, thus, the earthly Church is founded,
its splendour reflecting the heavenly.” [12, p. 293]

Another reason is that Jacopo, having absorbed
the architecture of his native city, did not strive to
“literally” reproduce Venice. There are practical-
ly no exact copies of Venetian buildings in his al-
bums. (Probably, the drawing Annunciation, which
we considered, is the only exception. Even at the
beginning of the 20th century, Victor Golubev drew
attention to the obvious similarity of the building in
the background of the composition with its proto-
type - Fondaco dei Turchi on the Grand channel.)’
Thus, using the creator’s imagination to “erect” his
“ideal city” [10, p. 15], which combined Byzantine
and Romanesque as well as late Gothic features,
the Venetian master expressed, first of all, a figu-
rative vision of his ideal. This nuance, characteristic
of Bellini’s drawings, indirectly confirms the view-
point of a group of researchers who consider these

1. Goloubew V. Les dessins de Jacopo Bellini au Louvre et au
British muséum / Bruxelles G. Van Oest & C-ie - stored in
the archives of the Pushkin State Museum of Fine Arts.

albums to be quadros dessignatos or "drawn paint-
ings”, created for oneself (fatti per se). [9, p. 118]

Using these drawings as an example, a new ap-
proach to religious themes in fine art, conveyed in
the surroundings of a familiar city, becomes obvi-
ous. Here, the urban environment serves as a dec-
oration for the sacred scene and only enhances its
significance for contemporaries. The biblical scene
becomes truthful in the eyes of the viewer and prac-
tically inscribed in the outline of its own history,
that is, the history of Venice. "From the late me-
diaeval figurative system, he (Bellini) enters a pre-
dominantly visual world, conceived as an illusion
of reality, where events and characters appear as
if "here and now’, as if a direct reflection of a gen-
uine spectacle.” [3, p. 15] We must admit that this
combination of Bellini's narrative principle and the
innovations of the Renaissance, in particular linear
perspective, led to the emergence of an authentic
compositional method.

As a result, the new pictorial system largely en-
sured the further development of Venetian painting,
and, at the same time, expanded the possibilities for
integrating the ideals of the republic into its art. Al-
ready in the 15th century, Venetian masters creat-
ed monumental historical cycles to reflect the vera
istoria, glorifying the city-state and acting as visual
evidence of the “myth”.
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AKOMNO BENNNHN: TPOBJIEMA BU3YAITN3ALNN
«BEHELUVAHCKOTIO MNDOA»

AHHOomayusa: B ctatbe paccmaTpunBaeTca posb
flkono bennnHum (ok. 1400-1470/1471) B nckyccree
BeHeuun He TONBbKO Kak OCHOBOMOOXHMKa PaHHero
Bo3poxzaeHus, HO 1 ero posb B PasBUTUW UAEW «Be-
HeumaHckoro Muda» («mito di Venezia» — yactb
LeneHanpaBaeHHON naeonorum BeHeumaHckou pec-
ny6AnKK Kak ropoaa-rocyapcrBa C yHUKaAbHOW
CUCTEMOW NpaB/ieHNs U COOTBETCTBYHOLLEN MPO-
naraHgoun, cGopMyMpPOBaHHON B XPOHMKAX U
XBasebHbIX peyax naTpuLmes 1 rymMaHucTos). B
YaCTHOCTW, UCKycCcTBO bennvHn nonoxmno Havano
MOHYMEHTaIbHOW NCTOPUYECKON XIMBOMUCH (istoria),
BOMJIOLLEHHOM ero CbIHOBbAMM 1 MNOCAeA0BaTENAMMU
B UX TPUyMPanbHbIX HappaTuBax (trionfi).

BrnsnoTtb fo cepeanHbl XX ctonetna Hacnegue
flkono bennvHu octaBanoch B TEHW APKUX NpescTa-
BUTE/IEN BEHELMaHCKOW LLKOJIbI XXMBOMMUCK, MO3TOMY
eLLé He A0CTaTOYHO M3yyeHo 1 TpebyeT rnybokoro
OCMbIC/IEHUSA, eLLE MEHbLUE OHO OCBELLLEHO C TOUKM
3peHus npobaembl «Muda».

B 3TOM cBA3W NpeanaraeTcs nccnesoBaTtb 3Ha-
MeHUTble pUCyHKU bennnHun n3 Mapuxckoro u bpu-
TaHcKoro anbbomoB (anbbombl xpaHaTca B JlyBpe u
bputaHckom My3ee), TeMaTnkKa KOTOPbIX CBA3aHa C
pa3BuTUEM uaen «Muda». MpeaMeTom ncciegoBaHUs
BbIGpaHbl FOPOACKME BUAbI, MPEACTaBASIOLLME CNOXK-
Hble MO CBOEW CTPYKTYpPe apXUTEKTYPHblE KOMMO-
3ULMU Ha BMBNEeNCKO-eBaHIeNbCKNe CHOXKETHI.

OcHOBHas uenb AaHHOM PaboTbl — NOKa3aTb,
KakK OTKPbITUE HOBbIX XyA0>XKEeCTBEHHbIX CPeACTB
3noxor Bo3poxaeHus BUAOU3IMEHMAO CNOCO6
BM3ya/NbHOW Npe3eHTauun JaHHOTO CHOXXETHOro
MaTepuana. B nccnegoBaHum nHTepecyroLwmx Hac
06pa3yoB mcnonb3yetcs metos GopManbHO-CTU-
JINCTNYECKOTO U MKOHOorpadmnyeckoro aHanumaa.

®dyHAaMeHTOM A5 MHTepnpeTauum cayxaT Mu-
donorembl pecnybnnku, cbopmyanpoBaHHble B
TPpyZAax naTpuumeB U ryMaHUCTOB, a TakXe COOT-
BETCTBYHOLLMIA UCTOPUYECKNI MaTepuas, OCBELLEH-
HbIN nccnesoBaTeNAMU-BEHELMEBEAAMM.

YKkpensss KOPHN BEHeLMaHCKOW caMobbITHOCTH
(venezianita), Ha s3bIke MOHOXPOMHOW rpadukm ben-
JIMHW CO3AaéT CBEXYIO NaNUTPY NAeann3npoBaHHbIX
BEHeLMaHCKX MOTUBOB U LIENIOCTHbIX 06pa3oB BeHe-
LK. V1 B 3TOM CMbIC/Ie paccMaTpuBaemMble PUCYHKN
He NNLLEHbl YCTOMYMBOM NyabcaLlunm «Muda», B Ha-
rnsaaHon GopmMe TPaHCAMPYHOLLEro LLeHHOCTU U ro-
CyAapcTBeHHble ambuLmm CepeHnccrmbl.

Knroyessie cnosa: BospoxaeHue/PeHeccaHc,
Manauyo Joxen, anbbom/doanaHT, pucyHoK/wTy-
ava; Mudonorema, istoria (McTopuyeckne LUKAbl),
trionfi (Top>xecTBeHHbIE TPUyMbbI).

Mpexzae YemM Mbl KOCHEMCS HENMOCPEACTBEHHO
ourypbl fikono bennvHu, a 3aTem ero pucyHKoB, Co-
Jep>Kalmx BU3yasbHOe TOPXKeCTBO «Muba», cnesyet
onpezennTb, YTO NOApPa3yMeBaroT nccaegoBaTenm
noJ camuMm NMoHATUEM «Muda BeHeLmm».

«KynbT oBessHHOro Mmndom rocygapcrea cran
COCTaBHOW, U NPUTOM 3HAYUTENbHOW YacTbo
ueneHanpaBiAeHHOW MOAUTUKM BeHeumaHckomn
pecnybankn yxe B 14-15 BB.» [8, C. 173], cobu-
patenbHbl 06pa3 BeHeuunn B camonpoBo3rnia-
WwéHHoN CeeTneliwei Pecnybanke Kak naeanbHbll
NOAUTNYECKMI CyOBEKT B AMLLE MPaBALLMX NaTPULNEB
W CTan TeM, YTo Mbl HasbiBaeM «Mud BeHeuum» (il
mito di Venezia) [15]. Eciv cnoBapHoe onpeseneHue
camoro «Muda» — BbllyMKa, NONynpasaa, TO B AaH-
HOM C/ly4yae Mbl UMeeM Aeno ¢ MUPOM, KOTOPOMY
6bIIO CY>KAEHO CTaTb CYTbHO FOCYAaPCTBEHHOTO YC-
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TPOWCTBA, YacTbto naeonormm obuiectea. M ecan,
C OAHOWM CTOPOHbBI, MOXHO COracUTbCs C TEM, UTO
«Mud o BeHeuunmn — npeactaBaset cobon cnias 13
buvkumm 1 nonynpasabl...» [14, C. 2], Bbi3biBatOLLUNA
B cpefe nccnesoBaTenei-cKenTUKoB NOHATHYHO
KPUTKKY, TO, C APYrOi CTOPOHBI, MU He3ycnoBHO
nMeeT noj cobol UCTOPUYECKYHD OCHOBY, HO
cKopee oTpakatoLLlyto MOANTUYECKUA GEeHOMEH
BeHeuwmaHckon pecnybankn B 3aBeOMO Maeanu-
3MpoBaHHOM BapuaHTe. /I obbacHAeTCca 31O TeMm,
YTO BHYTPEHHSAA NoAnTMKa BeHeunn c eé nckto-
YUTENbHOWM KOHCTPYKLIMEN rocyapCTBEHHOIO NpaB-
NleHns efiBa N He NpeTeHAOBaNa Ha POJib INaBHOTO
MUMMy/abCa K CO34aHMI0 Muda.

Pa3BuTNE COOTBETCTBYHOLLEN FOCYAaPCTBEHHOM
NAEONOrNN, «BbliNNaBMBLUEN» €€ rnaBHble MUO-
JNloremMbl, HaLWJ/IO OTPaXkeHne B NaTpuLMaHCKUX U
rYMaHUCTUYECKMX XBaNebHbIX pedax 1 XpOHMKax
Jlaypo KeupuHu, Mapko AHToHMO Cabennuko, bep-
Hapgo [>xyctnHuanm, MapuHo CaHyao, [acnapo
KoHTapuHu, ®paHuecko CaHcoBUHO. Ha ocHOBaHMM
NX TPyZ0B CHPOPMYANPYEM HEKOTOPbIE N3 OCHOBHbIX
TE3MCOB «BeHelmaHCcKkoro Mnda»: BeHeuuns — 31o
BOMnJoLLeHNe cBoboabl. BeHeumaHckas pecnybavka
npeactaBaset cobor yHNKaNbHYH MOJUTNYECKYHO
cuctemy. CepeHunccuma (Serenissima) — onaoT Mu-
pontobus, MyapocTu U CcnpaBeAIMBOCTM, @ HO-
ounnTeT — camas eé J0CToMHas YacTb. BeHeuwusn
— MeCTO CBATOCTW, eANHCTBEHHbIN (singolare) B
CBOEM pOJe ropoj, BO3HMKLUNI MO BOJle BOXbel
M NpeTeHAYoLW M TO Ha POab HOBOTO Vepycannma,
TO HOBOTO PuMma.

«ObpalleHne K NCTOPUN OblNO BaXXHOW, HO
JINLLb OJHOM U3 COCTaBHbIX YacTen e o CUCTEMBI
HacaXaeHns «BeHeLMaHCKkoro Mnda», kotopas
BKJFOUasa CPeACTBa UCKYCCTBa, TeaTpanmsauuto ca-
MOW MOJINTUYECKOW XMN3HW, YCTPOMNCTBO MbILLUHbIX
npa3AHecTB, BOBJEKaBLUMX BCO MacCy HaceneHus
ropoga, n MHoroe gpyroe» [1, C. 123].

NTak, uTobbl pacnpocTpaHaTb «Mud» o cebe B
nckyccree, BeHeummn 15-ro Beka TpeboBasnca Ho-
BbIV Xy OXECTBEHHbIN OPUEHTUP: pacLUMpPeEHME N30-
6pasnTenbHbIX rpaHnL, B MOApaXkaHUN Npupoae,
MHasa TemaTuyeckas 3a0CTPEHHOCTb, Hy>Ha Obisia
ncrtopunyeckas uam cobbiTMnHas LOCTOBEPHOCTb.
Tonbko Ha s3blke PeHeccaHca Npy MOMOLLM HOBbIX
WANFO3NOHUCTCKUX MPUHLMMNOB BO3MOXHO 6bI10
Bblpa3nTb MHOFOCJOMHOE «MoCaAaHne» byayuimnm
MOKONIEHWUSIM, HE TOBOPS Y>XXe O COBPEMEHHMKAX.
Mpw 3TOM TpeboBancs mactep, KOTOPbIA CMENO KC-
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nepuMeHTUpYys, coyetan 6bl TOHKOE YyTbE 1 BOJIO
TBOPLA, OTpaxkatoLLime 1 BOOBpaxeHNe XyA0XKHMKa,
N INYHOE BUAEHUE, TO €CTb UCKJIHOUYNTENbHO
«BHYTpPeHHe Heobxoaumbin» [2, C. 65] 3ambicen,
COEAMHEHHbIN C AyXOM CBOEro BPEMEHW, a TakxXe
nzeanamu CBOen ctpaHbl. [lepBbIM BEHeLMaHCKUM
MactepomMm PaHHero Bo3poxxaeHus, oTBevarowmm
3TMM BbICOKUM KpUTEPUAM, CTan fAkono bennnHm
(ok. 1400-1470/1471). CbirpaB 3HauMTebHYIO POb
B Ja/ibHeNLleM pacLBeTe BeHeLaHCKon n3obpa-
3UTE/IbHON LUKOJIbl M B MPU3HAHWUM €€ NYULLNX Npes-
ctaButenen, bennnHun He 6e3 ocHoBaHWA Ha30BYT
«HOBbIM ®uanem» [8, C. 45].

[o Akono bennnHun B nckyccree BeHeunn npe-
061aan CUMBOIMYECKMI TUM MbILLAEHWS, KOTOPO-
My ObIIO CBOMCTBEHHO COBMELLATh TPAAULNOHHYH
MKoHorpaduto ¢ NONNTUYECKMMU CUMBOJIAMMN
pecnybauvkn. Ha pybexe 14-15-ro BekoB fOMU-
HMWpOBasa MHTepHauMOoHanbHas rotnka. OgHako,
BO6paB YepTbl HOBOrO CTWJISA, BEHELMaHCKas LKoAa
CO CBOWCTBEHHbIM eli KOHCepBaTU3MOM OCTaBafachb
BEpPHa BU3AHTUNCKOMY KaHOHY 1 CaMOBbITHOW MecT-
HOW Ky/bType.

DTO XOPOLUO AeMOHCTPUPYeT dppecka nagyaHCKo-
ro mactepa 'BapueHTo «Pai» (1365 r.), BbINoNHEHHas
um ans Manauyyo Joxel no 3akasy pecnybauky, a
TakXXe gepeBsAHHble NaHenn (MHTapcumn) Akobenno
Jenb ®bope «HOcTnums ¢ apxaHrenom Muxamnom um
FaBpuunom» (1421 r.), HanncaHHble aAns Magistrato
del Proprio B Manauuo Joxel. Tak, Hanpumep, Ha
dpecke [BapneHTO n3o0bpaxkeHbl psgamu CBATbie U
AHrenbl. CornacHo cneundurike roTn4eckon KapTuHbl,
Nno LEeHTPY, HO ropaszo Bbille JUHUN FTOPU30OHTa,
cocpesoToYeHa KOMMO3MLMOHHAA AOMUHaHTa — CLie-
Ha KopoHoBaHuAa [lesbl Mapun ceiHOM Vncycom.
BeHeuus npuHana [esy Mapuio B kKauectse 0CO-
60 nokpoBuTENbHULLI. I HebecHas rapMoHus, «ua-
pALlas» Ha MOBEPXHOCTU GPeCcKn, ecTb anato3ns Ha
rapMoHuto rpaga boxxbero, Ha UTO yKa3bIBatOT U
My3MLMpPYHOLLME aHrebl BO BTOPOM pAay (CHWU3Y
bpecku). Takum obpasom, B CO3HaHUU Ntoaen naes
rapMoHUK HebecHOro LlapcTBa pacnpocTpaHsaiach Ha
rpaj 3eMHOW, TeM CambIM BM3YyanbHO GUKCMPYA OAWH
13 BaXKHENLINX naeanos pecnybankm, — rapMoHMIo
W COrnacoBaHHOCTb BHYTpU HobuauTeTa... [15, P.
307-308].

Ha cmeHy 3TOMy MCKyCCTBY MPUXOANT MCKYCCTBO
fl. bennnHun. OpHako goaroe BpeMs Akono 6bin
M3BeCTeH B OCHOBHOM Kak oTel, [>keHTune m
O>xxoBaHHn bennnnn. [11, C. 23]. Nepenom BO
B3rna4e Ha uctopmyeckoe mecto Akono bennnHu

B 1306pasnTenbHOM nckyccTBe BeHeLmmn nporsoLwén
b Ha pybexke 50-60-x rr. XX ctonetus [5, C. 2-3].
MocpencTBOM M3yyeHMa OKpyXKatroLwero Mmupa Be-
HeLMaHCKNA MacTep NPesnpUHAA CMeNyHo NomnbITKY
B MNPOCTPaHCTBEHHOW (peHeccaHcHo) dopmMe «OoT-
KpbITb MUpa ¥ Yenoseka». V1 B 3ToM cMbicie Akono
— HOBaTop, TPaHCOOPMUPYHOLWMIA TPAANLMOHHOE
npeacTaBieHne O BO3MOXHOCTAX M306pa3nTeNbHOro
MCKyCCTBa Ha Tepputopun BeHeuun. OBnaseBas TOH-
KOCTAMMW JINHENHOW NepcrneKkTUBbI, OCKOHaNbHO UC-
cnepys pasHoobpasHble 06bEeKTbl OKPY>KatoLwero
MUNPa, OH CTPEMUTCA OTPA3UTb LLEeJIOCTHYHO KapTUHY
Mupa. Tak, Hanpumep, ero pesnrMo3Hble KOMMo3u-
LN CTaHOBATCA NOAAMHHOW UCTOPUEN, pa3MeLLLEH-
HOW B FOPOZACKOW Cpese, ABHO HaBessHHOW obpazamu
BeHeuwnn. K ToMy Xe, NposiBAss MHTEpeC K caMoM
pa3Hon HaType, beannHu, no cytn, paspabaTtbiBaeTt
camocCTosTe/IbHble XaHpbl, Npeanaras dyaywmum no-
KONEHWAM BeHeLMaHCKMX MacTepoB boraTbiin Te-
MaTUYeCKU «penepTyap».

Takum o6pa3oM, HoBast XyLOXECTBEHHas NeKcu-
Ka, paspaboTtaHHas bennnvHm B ero AByx 3HaMeHUTbIX
anbbomMax pUCYHKOB, XpaHsLLmxcs B JlyBpe (ok. 1430-
1450) n bputaHckom my3ee (ok. 1455-1470) npea-
cTaBasieT cobou yHMBepCcaibHOE CBUAETENbCTBO
BW3yanbHOro 6biTOoBaHusa «Mudba BeHeunm»
(Bonpoc aatMpoBOK ABYX anbbomMoOB OCTaéTcs
ANCKYyCCUOHHBIM.) [5. C. 39-40]. Anbbombl cTanm
HencyeprnaemMmblM UCTOYHUKOM BAOXHOBEHUS He
TONIbKO A/151 XYZAOXHWKOB, HO W AN UccnefoBaTenel
TBOpYecKkoro Hacneamna A. beannnun. MNockonbky A0
CUX NOP NCKYCCTBO AKOMNO OCTaBaaoCh B TEHW UCTO-
puyeckux trionfi AxxeHtune n xxoBaHHu bennnHu,
Buttope Kapnayuo, oHO He 0 KOHLUa n3yyeHo. Tem
He MeHee JBa peakux poanaHTa ¢ JOCKOHaNbHO
pa3paboTaHHbIMW MOTVBaMM Y PEHECCAaHCHbIMU 130-
BpeTeHMAMMN, BKAOYAOLWNMN aBTOPCKUI MeToa,
NpeacTaBAsftoT CO6OM KAKOY K HOBOMY XXMBOMUCHOMY
MOBECTBOBAHMIO, @ 3HAUUT, K MPUHLMUMNANBHO MHOMY
YPOBHHIO XYA0XEeCTBEHHOWN AOCTOBEPHOCTM.

PucyHkn bennvHu 3acny>mBatotT 0cob0ro BHU-
MaHUs eLé 1 C TOUKM 3peHUs MHTepeca XyA0XHMKa
K M3MeHeHWto nkoHorpadum (MHBEpCHK), a Takxe
noncka UM HOBOW CBETCKO-MOBECTBOBATE/bHOMN
TPaKTOBKW TPAANLMOHHBIX PENUTMO3HbIX CHOXKETOB.
Tak, E.B. fiineHko, ykasbiBas Ha CaMOCTOATENbHbIN
XapakTtep rpabuyeckmx KoMno3numnim bennnuu, 3a-
OCTpsieT BHMMaHMe Ha caeaytolemM KOMNo3num-
OHHOM pelleHnmn: «nokasy bmnbnencknux nam
€BaHresbCkMx COBbITUA B HUX OTBOAMUTCA efBa Nu
He BTOpOCTerNeHHOe MeCTO B CpaBHeHWM ¢ n3obpa-

>KeHMeM NMPOCTPAHCTBEHHOIO OKpYy>eHuns, obpa-
30BaHHOIO apXUTEKTYPHbBIMW COOPYXEHUAMU UM
nensaxxHbIMM NaHopamMaMu, Ha GpoHe KOTOpPbIX
burypHble rpynnbl MOPOW KaXyTcs MOUCTUHE He-
3HaunTenbHbiMn» [7, C. 23]. B cBOtO O4epespb, 3Ta
OTMeYeHHas 0COBEHHOCTb PUCYHKOB bennnHu mnc-
KAtOYasa BO3MOXHOCTb BOCMPOU3BEEHNSA NO-
AOOHbIX KOMMO3ULMIA B anTapHOM XMBOMWUCK, ANs
KOTOPOW «HOBATOPCKME peLleHns TpagnLMOHHON
TemMaTuku» egBa v HbIN 4ONYCTUMbI. 3HaYWT, rNaB-
HbIM /17 Xy,0XKHMKa B MpoLiecce BOMIOLLEHUS CMe-
JibIX 3aMbIC/NIOB BbICTYMana NOUCK UMEHHO HOBbIX
NPUHLMNOB KOMMO3ULUKN, NCCAeL0BaHNE TMHENHOW
nepcneKTMBbI, HalyMnbiBaHWE UHAVNBUAYANbHOW
MaHepbl. 3TO 1 OTPa3nUNOCh B OAHOM W3 FNaBHbIX
6eNNMHNEBCKMX MOTUBOB, KOVMM BbICTyMNana B ero
anbbomax cama BeHeuwnsa n eé MHOroankunin obpas.
B 3TOM cMbicie 4OCTUXEHWS BennnHu B HarnsagHom
penpe3eHTaL My 3TOro obpasa 1 COOTBETCTBYHOLLEN
ropogy ambnemaTvike 6bian KpariHe BaXHbl U BOC-
TpeboBaHbl ANS AaSbHENLLErO NPOABUXKEHNS U YK-
penneHnsa Mudosorem pecnybanku.

CTOUT OTMETUTb, UTO BAN3KYHO TOUKY 3peHUs,
yKa3blBatOLLYH Ha OTHIOAb He YTUAUTAPHbIA — He
3aKa3HOW, a TBOPYECKUI MOTUB, MOBY>XKAarOLL M
XyBOXHWKa pucoBaTb Ans cebs (fatti per se), pas-
AensoT 1 apyrue uccnegosatenn: b. lerenxapt u A.
WmuntT, M.®. BpayH, M. Xamdbpwu, M. Petancbeprep,
N.A. CmunpHOBa v agpyrue.

OgHaKo cyLlecTByeT 1 Apyroe MHEHME B OTHO-
WeHnn LenecoobpasHocTn anbbomoB beannHu.
OHO CBOAWUT WX Ha3HauyeHWe K KaTeropuu pac-
NMPOCTPaHEHHBIX B Ty MOPY «KHWUF 06pasLLOB», Mpes-
CTaBASOLLMX CBOEro poja yyebHble nocobus ans
HauMHatowwmx MactepoB. Tak, KonnH Siicnep go-
nyckan «4acTU4YHOEe» NCMOob30BaHNE PUCYHKOB B
KayecTBe NOAroTOBUTE/IbHbIX 3CKM30B K ByAyLLUM
>KVMBOMWUCHBIM HappaTMBaM ero npeemMHuKosB [12,
C. 87].

CornacHo npobsiemaTvke cTaTby, B HalleM KC-
cnejoBaTeNbCkOM GOKyCe B MepBYO ovepesb OKa-
3a/11Cb PUCYHKN FOPOACKMX BUAOB, CO3JaBLUNE B
JanbHeNweM yH1BepCabHbIV «Kapkac» ANs naHe-
rmpuyeckon xmsonucu BeHeunn. IMeHHO 3aech
XyHAOXHMK pa3pabaTbiBaeT HOBYHO KOMMO3ULIVIOHHYHO
CTPYKTYpy.

Ho npexze YeM Mbl paccMOTPUM BennnHneBckme
BeAyTbl, 06paTUM BHMMaHWe Ha ANCTbI C OTAENbHbIMU
MOTMBaMUN rOPOACKON Cpefbl, TECHO CBA3aHHbLIMU
C HUMU. 3aecb bennnHn paspabaTbiBaeT MOTUB
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«BeHeumaHckoro» 6ankoHa, ¢oHTaHa, Kynenwu,
roTM4yeckoro ABopua, yKpallarouwen ABOPUK
CKy/IbNTYpPbl, YaCcoBHW, dacasa LepKBK, apkagbl U
T.4. K 3TON cepumn pucyHKOB, NpeacTaBasoLLmX OT-
AeNbHble apXUTEKTYPHbIE MOTMBbI, MOXHO OTHECTHU
cnegyrowme: Jlyep, fol. 50 verso; (BputaHckuii My3ew,
fol. 12 verso; B.M. fol. 66v.; b.M. fol. 93; .M. fol.
68v.; b.M. fol. 70v.; B.M. fol. 69v.; .M. fol. 72v.;
Nysp, fol. 75v.. OHM HanoMuHatoT LeHTp BeHeumn
N B OCHOBHOM BbIMNOJIHEHbI B CBOBOAHOW MaHepe,
AN5 KOTOPOU XapakTepHa He3aBepLEHHOCTb Hab-
pocka: pa3paboTka M30AMPOBaHHOrO MOTUBA, He-
paBHOMepHas NPOPUCOBKa OOBEKTOB, COXPaHeHMe
BCMOMOraTe/IbHbIX MONEPEUHbIX TNHWUI YAaNAoLLen-
CA NepCrneKTVBbI, MOPON HEBPEXHOCTb LUTPUXOBKM U
Jaxe, KaK B C/lyyae C «BeHeLMaHCKUM JepeBAHHbIM
6ankoHom» (Jlysp, fol. 50 verso), pucoBaHme noBepx
Apyroro nepeB&pHyTOro n3obpaxeHwus, eiBa Ha-
MEYEHHOro MAN HaMepPeHHO He3aBepLUEHHOTO.

K oCHOBHOW cepun ropoacKkmnx nemsaxkein Mox-
HO OTHECTW NINCTbI, BOOpaBLUME B CBOKO CTPYKTYpPY
6nbnencKko-eBaHreNbCkne CHOXKeTbl W NpeacTaB-
NArOLWME CNOXHBIN TN MHOTOQUIYPHOM KOMMO-
31LMM B apXUTEKTYPHOM MpocTpaHcTBe. B cBA3n
C TEMOW Hallero ncciefoBaHMA MMEHHO 3Ta ce-
pus pUCyHKOB — Hambosee nokaszatenbHa. Mbl
PaccMOTPUM HECKOIbKO 06pa3LoB 3aKOHUYEHHOM
rpadvkum MNapwmxckoro anbboma: «buyesaHue Xpuc-
ma», «[up Upoda u ycekHoseHue 201086l MloaHHa
Kpecmumens», «<bnazoseuwjeHue». 310 eLlé He «Be-
HeLMaHCKMIN HappaTuB», HO fIBHaA MOAroToBka
K Hemy. (PaccmaTpuBaeMble 34eCb PUCYHKN CTa-
HYT MKOHOrpadpnUyeckum 1 KOMMO3ULNOHHbIM 06-
pa3uynkoM aAns ByAyLnX XXUBOMUCHBIX UCTOPUIA
nocnegosaTenen Akono.)

Tak, B pucyHke «bnueaHue Xpucta» (Jlysp, fol.
29) pencTBre pa3BopaunBaEeTCa B MPOCTPaAHCTBE
ropoga, HanoMmnHaroLeM camoe cepaue BeHeumn
(puc. 1). Oba anbboma xpaHAT B cebe cpasy no He-
CKOJIbKO PUCYHKOB K TeMe buueBaHus, NOpown C Ha-
6pocKkaMu OTAENbHbIX CLLEH K OCHOBHOMY PUCYHKY,
BbICTPOEHHbIX MHOTAA KPYMHbLIM MAaHOM GPOHTaNbHO
WAV yAANEHHO C pa3Hbix pakypcoB. «OTKpbITas s10-
KNS B NPaBOM HUXHEWN YacTu 34aHWUs, ero CTeHbl
C 3aMbIC/I0BaTbIMK HaIKOHaMW BbI3bIBAOT B MaMATU
Manauuo doxew» [6, C. 32]. BeHeunaHckmm dacasam
TaKk>Ke CBOMCTBEHHbI POCAUCU U penbedbl. B saHHOM
C/lyyae roTMYecKkmin OpHameHT 1 Kaaccmueckme pe-
Nbedbl MHKPYCTMPOBAAN 34aHMeE CLLeHAMU U3 XXU3-
Hu lepakna (Mnn, BO3MOXHO, CamMCOHa), a Takxe
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burypamu B HaTypanbHYyo BEIUYMHY OBHaXXEHHOW
KEHLMHbI U aTeTa, MPOTArMBatOLLLErO BOTUBHbIN Aap
[9, C. 340]. OaHako, no MHeHuto T. HMKoAca, UMEeHHO
Knaccmuyeckas obHaXx€HHas HaTypa yKa3bliBaeT Ha
NPUHaANEXHOCTb K JPEBHEPUMCKOM NMOCTPOIIKE.
Wtak, nepeg Hamu asopel, [NoHTua MNMunata B Vepy-
canvme, rae npoucxoamno buyesanue [4, C. 32]. Ho,
MOCKOAbKY A5 BeHeLmn 66110 BaxkKHO 3a HEMMEHWEM
COHCTBEHHOrO MMMEPCKOro MPOLUIOro B UCKYCCTBE
OTpakaTb CBOKO CBAA3b C «BEYHbIMU rOPOAaMM», TO B
JaHHOM cnydae BeHeuus, 6narocnoseHHas Ffocnogom
Borom, oToxaecTBasnack XyA0XHUKOM ¢ pagom
HebecHbiM — Vepycannmom.

CozpaBas nogobHble KOMNO3NLWK, bennnHm
BNMCbIBaN 6UBNENCKNX repoeB B COBPEMEHHbIN ro-
pPOACKOWN NanHaWwadT, HaNnoMUHaroLWmI BeHewuto. Tak,
crnpaBa MOXHO paccMoTpeTb durypy MoHTus Munara,
BOCCe/atoLLLero Ha nocTaMeHTe HanoZobuve TpoHa, B
HuLwe rayxon apku. OH He CMOTPUT B CTOPOHY XpUCTa,
04YeBUAHO, BHMMaHUA [nnata ya0CcTonaca KTo-10 13
MHOTOUMCNEHHBIX CBUAETENEN cLeHbl. CobpaBLumnecs
MOCMOTPETb Ha Ka3Hb MY>UWHbI 1 XXEHLLWHbI, BOUHbI
1 3HaTHblE FOpOXKaHe, XPUCTUaHe 1 MycybMaHe (cyas
Mo OZEsIHWSAM U FONIOBHBLIM YH6Opam) — NpeaACTaBasAN
YyTb /I He Becb cpe3 obuiecTta. [Mogo06HO TOMYy,
Kak nécTpas nybaunka, BKIOYatoLWwas TOProBLEeB v
AVMIOMATOB Pa3NMYHOrO BEPOUCNOBEAAH WS, 3a-
NOJIHANA YAMLbI U NAOWaAN peanbHOW BeHennmn
BO BpeMs rocyapcTBeHHbIX TOpxKecTB. K cxoxemy
N306paxeHnto KOHPECCMOHANbHOTO pa3Hoobpasuns
npuberaeT B fanbHenwem 1 Kapnayyo B KapTuHe
«WcueneHne b6ecHoBatoro y mocta Prnanbto»
(1505/10) n3 yumkna «Hyaeca VictmHHoro Kpecrta»,
HanuncaHHou ana Ckyonbl an CaH-[>xoBaHHW (1 B
JAHHOM ClyYae BHUMaHWE K AeTasbHOMY OTPaXKEHMIO
BELLECTBEHHOW cpesbl Obl10 06YCNIOBAEHO ELLE U TeM,
yTO Cpeamn npuxoxaH caMmon Ckyonbl HbIAN «NOCAbI
M MHOTME N3BECTHbIE IMUYHOCTH, Kak MHOCTPaHHbIE,
Tak U MecTHble») [8, P. 63].

Tak>e CTOUT OTMETUTb, UTO B Nepegaue ray-
6VHbI MPOCTPaHCTBA, KOTOPOE ABHO AOMUHUPYET
Hag ¢urypamu ntogen, Akono ncnonbsyer Gpao-
PEHTUNCKYHO CUCTEMY MOMEepPEeUHbIX TUHUIA. JTroam
Ha puUcyHKe n3obpaxkeHbl B COOTBETCTBUMU C CO-
KpallatoLencs B nepcrnekTnBe CEeTKON HameueH-
HbIX INHWI. Bce apXmUTeKTypHble 3N1eMEHTbI B
JeKkope 3aHnA TakXKe y4yacTBYHOT B CO3JaHUU
«MPOCTPAHCTBEHHOrO Kopuaopa». Ho, HacTosLwmnm
XYZOXECTBEHHbIM OTKPbITUEM camoro beanunHu cra-
HOBMWTCA CMeLLEHHas BAEBO TOUKa CX0Aa, KoTopas
CY>XKMUT OTBAEKAOLWMM NPUEMOM, CKPbIBAKOLWMM OT

B3r/154@ 3pUTENS TNaBHOE COBbITUE KapTUHbI — CLIEHY
«BuyeBaHus». U B oTanume ot AnbbepTy, yumBLIero
n3o6pakaTb raBHYH CLIEHY HEMOCPEACTBEHHO Ha
nepesHeMm niaHe, «AKono B CBOWX PUCYHKax HEOA-
HOKPATHO BO3BpaLLancsa K COKPbITUIO ClOXeTa B
JOTOLLHO NPOPUCOBAHHOM OKpYy>XKatoLen cpese»
[6, C. 32].

K aHanormyHomy npuémy Kkomnosmymm Akono
npuberaet B pucyHke «[unp Vipoga 1 ycekHoBeHWe
ronoBbl VloaHHa Kpectutens» (Jlysp, fol. 17) (puc. 2).
MNepea Hamu TakKe LLeHTp Hekoro ropoga. U ¢ nep-
BOro B3rAf4a, HECMOTPA Ha MHOXECTBO Kaaccu-
YeCKMX 31eMeHTOB Jekopa (A3blvyeckmne cTatyw,
KYNUAOHbI, KOJOHHbI C Kanuteaamu), oueBnaHa
napannenb C xapaktepHoun ana BeHeuun apxu-
TEKTYpOW: 6anKoHbl U NOAXKUU, KOHTPHOPCHI,
N3bICKAHHO MX NOAAEepP>KNBatoL e, cTpenbyaTble
npoémbl OKOH [lBopua, HanoMuHarowme dacaz
Manauuo doxen. lopoackoe NpOCTPaAHCTBO NO-
NpeXXHeMy JOMUHUPYET Haj durypamm ntogen v
KMBOTHbIX. KOMMO3nLma BHOBb obpeTaeT yepThbl
peanbHON BeHeLMaHCKON cpeabl. XyAOXHUK
34ecb Kak byATO NpuMepsieT Ha cebsa posb rnaBe-
HOrO apxuTekTopa yHWKasbHOro naHgwadTa, Brnv-
TaBwero B cebs, kak ckasan 6bl [AxxoH PeckuH,
— ayx lFotnkn n ayx PeHeccaHca. OH ncnonbsyet
BCE TOT Xe «OTB/eKatoWnii» NpuéM: yxoasLas B
nepcnekTMBy apkaga (cnesa), 1eCTHMLA, BedyLuas
BO ABopeL, (cnpaBa), BeIMYeCcTBEHHbIN GOHTaH (B
LeHTpe naowaan). Takum ob6pasom, 3putens CI0BHO
3aTArMBaET B CaMyHO ryLLy FOPOACKOW XXU3HU U Bbl-
TOBBIX CLIeH. Purypkm ntosein N pazHoobpasHbIX Xu-
BOTHbIX pa3bpocaHbl MO NEPUMETPY FOPOACKOM
NAoLWaAW: BCaZHVK Ha KOHe, peb&HOK C 06e3bAHKON,
Nowaab, Nbrowas Bogy y GoHTaHa, 3K30TUYeckmne
3BepV M NTULbI... Ha peanrnosHbix KaptTuHax co
CTPacCTAMMU, NPOUCXOAALLNMN BYyKBaNbHO Ha rna-
3ax Yy BCeX, XM3Hb M306paxkeHa 06blIAEHHON U He-
NPUHYXAEHHOW. Tak, No 3aZyMaHHOW XyL0XHWNKOM
cueHorpaduu, He cpasy obpalliaeT Ha cebst BHUMaHWe
CLieHa Ka3Hu: obe3rnaBneHHbln MoaHH Kpectutens,
nanad, yorparoLLMin CBOM MeU B HOXHbI, XXEHLLMHA,
nayLwas no NecTHuLe BO ABOpeL, U HecyLas Ha bato-
Jle ronoBy KasHéHHoro. [lo onpeaenéHHOro MoMeHTa
OCTaeTca «3a Kajpom» cueHa camoro nupa Vpogaa
— B IoAXunKM cnpaBsa. B ouepesHol pa3 cMeLLEHHOW
BJIEBO TOUKOM cxofa bennnHu-crapwnin macknpyet
rNaBHYIO CLieHy ctoxeTa. Bcreacteme yero pucyHok
npuobpeTaeT NOBECTBOBATE/bHbIV XapaKTep, YTo
npeanosaaraeT pa3BopaunBatoLLyOCH NOCTENEHHO

NCTopuo (HappaTuBe), NPaBANBOCTb KOTOPOWN ANS
3puTENs BO MHOTOM — pe3yJ/ibTaT CIOXHOTO 3aMblCAa.

CTOounT TakXe OTMETUTb, YUTO «<MHOTOPUTYPHOCTBbHO»
CLEH 1 NMOYTU CaKpasbHbIM NMHTEPECOM K BbITOBbIM
NoApPOBHOCTAM PUCYHKN BennnHmn HanomuHaroT
HUAEPNaHACKYH LKOY XXMBOMUCK (XOTA KOMMO-
3MLMOHHaA CTpykTypa bennnHn otanuaercs ot
HUAEepAaHALEB HAANYMEM TaKOro BaXHOro nsobpa-
3UTeNbHOrO MOTMBA, KaK «aHTUKM3UPYHOLLUIA ap-
XUTEKTYPHbIN Kapkac») [3, C. 40]. ChegoBatenbHO,
He TONbKO 3HaMeHUTble GNOPEHTUNLLBI, HO U HU-
JAepnaHAcKMe MacTepa OkKasblBaau 3aMeTHOe BAUAHME
Ha BEHELMaHCKYH LKoY W pa3BuTue PeHeccaHca B
BeHeLumu. YunTtbiBas MHTEHCUBHbIE TOProBble CBA3N
Mexay cTpaHamu, K. dicnep BblABUIraeT rmnotesy
O BO3MOXHOM BU3UTe AHa BaH dika B BeHeuunto
B 1426 rogy [12, P. 31]. K TOMy >e ero kapTuHbI C
N306paXkeHNeM XXaHPOBbIX CHOXKETOB HAaXOAUANCH
B BEHELMaHCKMX U NajyaHCKUX KONNeKUMAX KBa-
TpoueHTo. Tak uto bennnHu BNoaHe Mor BUAETbL
npounsseaeHus BaH 3lika 1 Apyrux HUAepAaHACKMX
XYZAOXHWKOB. Bonpoc B3avMOCBA3UN BEHELMAaHCKOro
Bo3poxxaeHus 1 HUAepNaHACKOro UCKYCCTBa, KO-
TOPOro Mbl 34eChb eABa KacaeMcs, NpeaCcTaBaAAeT UH-
Tepec AnA OTAENbHOIO UCCNef0BaHMA.

EWé oanH ApKNiA 3aMbICen, 3aKIHOUYEHHbBIR TakXKe
B LIeNYHO CEPUIO PUCYHKOB, — 3TO «biaroselleHmne».
(BputaHckuii myzen, fols. 12v., 13, 76; Nlysp, fols.
30v., 31.) Fpaduuecknin naHernpuk NnofAo6HOMY ap-
XUTEKTYPHOMY YOPaHCTBY Tak>Ke BO3BENNYMBAA CaMy
BeHeLmto, Kak NCKIHOUNTENbHDBIV FOPOZ-TOCYyAapCTBO.
W B TO e BpeMs oToxaecTBasa eé ¢ HebecHbIM
Vepycanmmom, HarnagHo 3akpennsasa U3BeCTHble
MUbOosoremMbl NPEeMCTBEHHOCTU N BOXECTBEHHOTO
npoBuAeHUs B CyAbbe pecnybankm.

Mepes HaMy oYepesHOM PENUTMO3HBIN CHOXKET,
BMPTYO3HO BMJIETEHHBI B ropoackyto cpegy. (B co-
&M paHHeM TBOpUecTBe bennnHm yxe obpatyancs K
bnaroselyeHuto ana antaps B bpelue, cuntarowemycs
ero caMblM KOHCepBaTUBHbIM BapuaHTOM.) YTo
KacaeTca rpadryecknx NonbITOK ocMbicaeHnsa bna-
roBeLLeHns, TO 34eCb aBTOPOM Takxe MOAUYEPKHYT
NpPUOpPUTET NPOCTPAHCTBA Haj, YeSI0BEKOM, KaK ec-
v 6bl BeCb MUp ewwé paHblue boromaTtepu «bbin
npuraaweéH» ctaTb o4eBnALEM 6aaron Bectn (4To
BMOJIHE KOPPEKTHO C TOUKM 3peHus Teonorum). Ho
BEHeLMaHcKas TpaguLma 4MKTOBaNa XyLOXKHNKY CBOO
WNHTEPMPEeTaLLMIo NCTOPUN «Bnarori BECTU»: PUCYHKN
Bennnnm otoxzaecTBastoT BeHewLuto ¢ BONaoLWeHNeM
pecnybanku, NpeAnonoXnTebHO OCHOBAHHOW 25
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mMapTa 421 roga. eno B Tom, uto no Bcen Ntanmm
6blIM pacnpoCcTpaHeHbl Tak Ha3blBaeMble MUCTEPUN
(ocobble TeaTpanbHble MOCTaHOBKU Ha PESIUTUO3HbIE
CHOXETbI), KOTOPble MHCLEHMPOBaNN BeCTb AHrena,
NpuHecéHHyto Mapuu, BaxkKHY0 BCTpeuy Heba u
3eMK, MONOXKMBLLYIO Havyano LUKAY CraceHus.
TeaTpasnbHbIA pUTyan Ha CroXeT «bnaroBeLyeHns»,
ncrosHsaembln B BeHeunn ¢ 1340-x rogos, no Bcen
BMAMMOCTW, 3aMHTepecoBan 1 BAOXHOBWUA bennnHu.
MepByto NocTaHOBKY pa3paboTan BeAyLLMi B TO Bpe-
MA XyLOXHWK BeHeuunn MNaono BeHeuymaHo. U yxe
Torja cakpasbHas CLeHa pa3BopauyvBanach B Be-
JINYECTBEHHBbIX AeKOpaLMaxX roposa, C ero XuabiMu
NMoCTpONKamMu, apoUYHbIMU OKHaMu, HankoHamu n
NOAXKNAMM, XUBOMUCHBIMW ABOPUKaMM U nioLa-
asmum [12, P. 293].

MTak, Ha Bcex pucyHkax oboux anbbomos ben-
NVHW cueHa bnaroBelyeHnsa BCTpOeHa B C/IOXKHYH
APXMTEKTYPHYIO CTPYKTYPY. Y KaXA0ro pncyHka Ha
JaHHbIN CIOXET — CBOSA CTeMeHb 3aBEPLUEHHOCTL.
BusyanbHas TOYHOCTb yXOAALLEN NEePCrneKTUBbI,
(MoAYEpPKHYTas NAyLWMMHK K TOUKe cxofda bankamu
Ha NOTOJIKE MHTepbepa) 0CcobbiM 0bpa3om npo-
ABNAETCA B CAMOCTOATE/IbHOM pUCyHKe MapucKoro
ansboma (Jlysp, fol. 31) (puc. 3). B sgaHHOM cayuyae
BAAZEHME XYAOXKHUKOM IMHENHOW NepCcneKkTUBOWn
BHOBb MJIaHOMEPHO pacKpbiBaeT UCTUHY, U3Ha-
YasibHO CKPbITYHO OT ria3. B 3putenbckom dokyce
OKa3blBatOTCA MHOTOYUC/IEHHbIE AeTann, Hanon-
HAOLLME KOMMO3ULMNIO XXM3HbKO U CaKpaabHbIM
CcMbICNOM. V1 ecnm Ha BCex pUCYHKax O4MHAKOBO
n306paxKeHo ropoackoe NPOCTPAHCTBO — CUHTE3
MECTHOW roTMKN U GAopeHTUNCKOro PeHeccaHca,
BCE >Xe HanmoMMHatoLlee B NepByt0 oyepesdb camy
BeHeuuto, TO geTanu, BbiCTynatowme atpnubytamm
«bnaroBeleHns», 3aMeTHO oTaM4atoTca. Tak, Ha-
npumep, B TOHAOHCKOM BapuaHTe Mapwusa CTouT Ha
KONeHsX, Kak 1 B anTape B bpewwn. Ho B napmxckom
BnaroselweHnn — oHa n3obpaxkeHa B MOJHbLIN
pPOCT C MOJNIMTBEHHUKOM, CTOSILLEN BNosobopoTa
oT apxaHrena. CTOUT OTMETUTb, UTO Ha BCEX TPEX
pUCYHKax OTYETAMBO N300paxéH nyy Ceatoro Ay-
Xa, Maywmin ¢ Hebec. MUHysa Kpyr aHrenoB, CBOUM
60>KeCcTBEHHbIM CBETOM OH «pa3pe3aeT» NpoCTpaH-
CTBO MO AMaroHan, BeayLlen K Xniomy ybpaHcray
aBopua boromatepw, «ykasbiBas» 3pUTENAM Ha rnaB-
Hoe cobbITe noBecTBOBaHMA. M Ha BCex YeTbIpéx
pUCyHKax (BKAtOYas caMblii pa3MbITbii HabpoCcok
n3 Mapwuxxckoro anbboma) BblpaxkeHa opuUrn-
Ha/ibHas 3CTeTMKa BEHELMaHCKOW apXnTeKTypbl.
«OCHOBHas NpUYMHa 3TOrO XWU0ro BeJMKONEeNus
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3aK/r04aeTca B TOM, YUTO XpUCTOC B 3TOT MOMEHT
obpeTaeT dusmueckoe bbiTe B [ese Mapuw, u, Ta-
KM obpa3om, oCHOBbIBaeTca 3eMHas LlepkoBb, eé
Be/IMKOenve oTpaxaet HebecHoe» [12, C. 293].

[pyras >xe npuvumnHa 3akato4yaeTcs B TOM, UYTO
flkono, BNnTaB apxmMTeKTypy POAHOrO ropoaa, He
CTPEMUNCH «JOCIOBHO» BOCNPOM3BECTU BeHeuwto.
B ero anbbomax npakTMyeckn He CyLLecTByeT Tou-
HbIX KOMWN BeHeLMaHCKnX 3gaHnin. (BepoatHo,
NCKNOYEHMEe COCTaBAET NMLb PAaCCMOTPEHHbIN
Hamu pucyHok «bnaroseleHve». ElWé B Havane
XX ctonetusa BukTtop lonybes ob6patun BHUMaHWe
Ha O4YeBUAHOE CXOACTBO 3/aHWNA Ha 3a4HeM naaHe
KOMMNo3uLuu ¢ ero npototmnom — ®oHaako - geu -
Typxu (utan. Fondaco dei Turchi) Ha paHa-kaHane.)'
Taknm obpa3oM, «Bo3aBuras» daHTasnen TBopLa
CBOU «nAeanbHbIli ropoa» [10, P. 15], couetatowmii
BM3aHTUICKO-POMaHCKME N NO3AHerotTnyeckme
yepThbl, BEHELMaHCKMNIA MacTep Bbipaxan npexae
Bcero obpasHoe BuAeHMe cBoero naeana. M stot
XapaKTepHbI ANA PUCYHKOB bennnHm HroaHc
KOCBEHHO MOATBepPXAaeT TOUKY 3PEHUSA Tpynmbl
nccnesoBaTenen, CUUTaOWMX JaHHble anbboMbl —
«HapWCoBaHHbIMU KapTuHaMmn» («quadros dessigna-
tos» nnm «drawn paintigs»), co3gaHHbIMKN Ans cebs
(fatti per se) [9, C. 118].

Ha npumepe faHHbIX PUCYHKOB CTaHOBUTCS
O4YeBUAHbBIM HOBbIN MOAXOZA B M306pa3nTenbHOM
NCKYCCTBE K PE/IUTMO3HOW TeMaTUKe, NepesaHHoN
B aHTypa>ke 3HaKoMOro ropoga. lopozckas cpega
34eCb CNYXUT yKpalleHNEM CakKpaibHOW CLEHbI U
Wb YCUAMBAET eé 3HauveHue A1 COBPEMEHHMNKOB.
Bubnelickas cueHa CTaHOBUTCA NpaBAVMBOW B rna-
3ax 3pUTens U NPakTUYeckn BNMCaHHOW B KaHBY
COBCTBEHHOW UCTOPUN, TO €CTb UCTOPUK CamMOM
BeHeuunun. «M3 no3gHecpesHEBEKOBOM 0bpa3HOM
cuctemMbl oH (BennnHu) BCTynaet B MUp rnpenmy-
LLLEeCTBEHHO BM3YyabHbIN, MbICAALLMUIACA KaK UAO3US
peanbHOCTK, rae cobbITUA U AeNCTBYHOLWME N1LLA
npeacTatoT Kak Hbl «34eCb U ceiyac», Hanojobue
NPAMOro oTpaxeHusa NoAJNMHHOIo 3peauntya» [3,
C. 15]. N Hapgo Npu3HaTb, YTO 3Ta KOMOMHaLMA
NMOBECTBOBATENbHOTO NpuHLUMNna A. bennvHn n Ho.-
wectB PeHeccaHca, B UaCTHOCTY, IMHENHON MNep-
CMEKTUBbI, MPUBENMN K 3aPOXAEHNIO ayTEHTUYHOTO
KOMMO3ULMOHHOIO MeToza.

1. Goloubew V. Les dessins de Jacopo Bellini au Louvre et au
British muséum / Bruxelles G. Van Oest & C-ie — xpaHuTca B
apxuse TMUW nm. MywwiknHa.

B pe3sysnbTtate HoBas M306pa3uTenbHas cuctema
BO MHOroM obecneunsia fanbHelllee pa3Butne
BEHELMAHCKOW XMBOMUCK, a MapaaiefbHO C 3TUM
paclwmpmnia BO3IMOXHOCTU MO MHTEFPUPOBAHNIO
naeanoB pecnybavkm B €€ UCKYCCTBO. YXe B

NATHaZALATOM CTOJETUM BEHELIMAHCKNe MacTepa Co3-
JaAyT MOHYMEHTa/lbHble UCTOPUYECKME LIMKIIbI ANS
OTpaxkeHus vera istoria, NpocnaBaAroLLME FOPOA-
rocyZiapCTBO M UCMOJHAROLLNE POJIb BU3YasIbHbIX
CBUAETENLCTB «MUba».
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