npeAcTaBAEHHas XXeHCKUMU hopmpemamu U obHa-
JKeHHOU XeHckol Hamypod, pelyapckuMu mypHUpa-
MU u 06paszamu eeHeyuaHckux 80UH08, 6amasbHsIMU
cyeHamu u gueypamu n6808.

K Tomy e, BNepBble CUMBOANYECKNE MOTUBDI,
CBA3aHHblE C «BEHEeLMaHCKUM MUDOM», NOAYyUNIN
BM3yanumsauuto B rpapuueckoin popme. Mbl cmoran
ybeamnTbca B TOM, UTO UHble NpedepeHLmn ben-
JIVHW, KOTOPbIMU M3HaYasbHO PyKOBOACTBOBACA
MacTep B paboTe Hag anbbomamu, oTpasuam
He TO/IbKO BENMKOJENMe ropoaCcKOM NaHopaMsl,
HO 1 BOBpanu akTyanbHbI MOTOK XW3HWU: NOBCEA-

HEBHble MU3aHCLEHbI, TPAAULUK U KYNbTYpPHblE
0COBEHHOCTM ropoga-rocyAapcTsa, NoANTUYECKNA
KAMMaT U TO, YTO BbINO CBATO M He3bIbAEMO A/1d Be-
HeuMaHUeB, a 3HauuT, 1 ans camoro fikono. Ero pu-
CYHKM TOHKO ¥ NOPOW MHOCKa3aTeNbHO BOCMEBatoT
YHVKanbHOCTb CBeTnenwelt Pecnybamky, a 3HauuT,
NPSIMO AN KOCBEHHO COAEUCTBYHOT JaNbHeNLeMy
dopmumpoBaHuto ee «<mmnda» B nckycctee. M He by-
[T NpeyBenYeHeM CKasaTb, YTO bennnHueBckas
rpaduka, 3akatoveHHas B AByX asibbomax, HeceT
B cebe CBOe0bpa3zHbIfi FeHEeTUYECKUA KOJ, BEHEL-
aHCKOW YHMKaNbHOCTW.
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SMALL FORMS OF ANCIENT PLASTIC ART
IN THE CONTEXT OF THE MYTHOLOGICAL THEMES
OF THE VENETIAN RENAISSANCE

Summary: The article is devoted to the earliest forms
of antique collecting, glyptics, and numismatics, which
had a noticeable influence on the formation of the my-
thological theme in the art of Venice at the end of the
14'th-16'th centuries. The publication explores the reasons
for the emergence of interest in collecting antique
cameos, ancient coins, and medals, as well as provides
characteristics, descriptions, and a brief overview of
the collections compiled on their basis. Various aspects
of collecting ancient coinage and gems are explored,
as well as the direct participation of Venetian artists
of the early Quattrocento in this process. In addition,
a brief description of their own collections is given.

As a result of the work done, it was revealed that,
in addition to numismatics, ancient glyptics became
widespread in the houses of Venetian antiquarians. Interest
in them has not faded throughout the history of collecting,
and has mainly focused on the illustrative function
of this material. The artists’ acquaintance with it provided

«For what, if not for our adornment, did nature
create gold, silver, precious stones...?» These words
of humanist Lorenzo Valla perfectly reflected the
de-sire of Renaissance Venice to make everyday life
a holiday. To a large extent, it was facilitated by its sub-
jects' richest collections, which naturally became
an adornment of the Most Serene Repubilic.

Among the ancient sculptures, funerary reliefs,
Greek and Roman vases, and various bronze items
that came to the antique markets of Venice, small
plastic art was of particular interest to collec-
tors: coins, medals, cameos, and intaglios. It was

them with ample opportunities to transform mytholo-
gical imagery and themes into Venetian art, from quot-
ing the original to the free manifestation of creative
imagination.

The relevance of this work is associated with the special
importance of collecting for the formation of the aesthetic
programme of Venetian art.

The purpose of the work is to show the role of antique
collecting in the formation of a mythological theme.

This study is based on the method of formal style
analysis in combination with iconographic and iconological
methods for studying works of art.

The novelty of the work lies in the study of the influence
of antique practice on the formation of mythological
imagery and the penetration of mythological subjects
into Venetian art.

Keywords: practice of antique collecting, collecting,
Venetian art, mythological subjects, gems, painting
on stone, numismatics, glyptics, coinage, all'antica.

determined not only by the value of the metal
and the cost of precious stones, but also by the go-
od preservation of these monuments of ancient
art. Of no less interest to collectors and ordinary
people were the “paintings” that served as deco-
ration for these small items. Their plots were des-
tined to play an important role in determining the ap-
proach to mythological themes and the ways
of their implementation in Venetian art.

Ancient coins and medals are one of the earliest
forms of collecting. Interest in ancient numismatics
has not waned over the centuries. Easy accessibility
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III.1. Stucco relief based on cameos from the collection of Giovanni
Grimani (Palazzo Grimani. Santa Maria Formosa. Venice)

and a wide variety of material determined the at-
tractiveness of these finds and collectors’ interest
in them. As a rule, among collectors of the late
14'th and early 15'th centuries, the value of coinage
was determined not by its scientific significance,
but by the rarity and artistic merits of coins. Images
and inscriptions on the obverses and reverses,
reflecting the events of political and social life and,
most importantly, preserving the living features
of the rulers, were of interest only to a narrow
circle of humanists. In their hands, numismatic
monuments became an inexhaustible source
of historical information, and sometimes even the key

I1Il.2. “"Venus of the Sea” (Antique cameo. Collection of Giovanni
Grimani)
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to the visual mysteries of the past. The information
received not only expanded the existing knowledge
about antiquity, but also made it possible, through
the selection and comparison of data, to link
the images on coinage with real historical figures,
mythological characters, or found monuments
of ancient art. The motto of this research could be
the words of one of the first Venetian humanists,
an expert on ancient coinage, Francesco Petrarch:
«An uncontrollable passion for knowledge drives
your noble spirit» [17, p.49]. For scientists and ar-
tists of that time, a popular activity was drawing
up a series of portraits of heroes and famous rulers
of antiquity, which were later used as illustrative
material, complementing and concretizing the texts
of ancient authors. The catalogue of B. Degenhart
and A. Schmitt mentions a Venetian manuscript
from Fermo with texts by Suetonius, Livy and Sallust,
the pages of which are decorated with profiles
of Roman emperors, borrowed from ancient coins
[13, p.30].

From all of the above, it becomes obvious that
in the 14'th-15'th centuries, interest in ancient coins
was mainly focused on their illustrative function. It is con-
firmed not only by many paintings, graphic works,
and medal works that repeat the iconography
and themes of ancient coinage, but also by artists’
own numismatic collections, which will later
be discussed in this work. However, first, we have to
briefly get acquainted with the enthusiastic collectors,
whose efforts brought the ancient heritage to life.

One of the first Venetian collections of antique
coins may have been owned by the infamous Doge Ma-
rino Faliero (1274-1355). However, the lack of verified
data and conflicting information about his collection
do not allow their use in this work. As a result,
the name of poet and humanist scientist Francesco
Petrarch (1304-1374), who connected a significant
part of his life with Serenissima, is mentioned among
the first Venetian numismatists. Despite the fact that
the poet's collection was not documented, unlike
the later collections of Serenissima, it had a signifi-
cant influence not only on the Venetians' interest
in ancient coinage, but also on their attitude towards
antiquity. From the surviving correspondence
of Petrarch with Pisan humanist Lello di Stefano,
we know about several gold and silver coins from
the poet's collection, which he presented as a gift
to German Emperor Charles IV in 1354, who desired
to admire and take example by his predecessors,
whose images he had seen on ancient coinage

[2, p.15]. However, according to the Catalogues
of Antiquity of Venice from the Marciana Library
[30, 11-12], the first Venetto collection belonged
to a notary and businessman from Treviso, Oliviero
Forzetta (c.1300-1373). His interest in archaeologi-
cal finds and desire to systematically replenish
the collection of antiques is evidenced by an entry
in the notary’s home book dated 1335 regarding
planned acquisitions on the antique market. Among
other things, it mentions ancient coins and medals.
However, unlike Petrarch, Forzetta's interest was mo-
re commercial than scientific, and he considered
the acquisition of coins, first of all, as another way
of investing capital.

Ancient numismatics, which was a storehouse
of archaeological and historical knowledge, attracted
the attention of humanist scientists. Traveller Cyriacus
of Ancona paid tribute to the collection and study
of numismatic finds. The notes of Florentine humanist
scientist Ambrose Traversari report that “... he was
a most diligent researcher... of silver and gold coins
and signs” [17, pp.81-92], which replenished
the collections of his friends and numerous custo-
mers. Among the famous numismatic collections
of Venetian humanists, the following collections
deserve to be noted: ancient coins of Venetian dip-
lomat and humanist Francesco Barbaro, medals
and gold coins of Benedetto Dandolo, silver coins
of humanist doctor Pietro Tommasi.

At the same time, the symbolism of ancient coins
and medals, personifying the idea of state and power,
did not leave the Venetian magistrate and nobles
indifferent. Among the studiolo and camerino of
the Venetian nobility, the collections of Pietro Bar-
bo, Francesco and Pietro Contarini, and Girolamo
Donna were famous for the richness and variety
of coinage.

The collection of an erudite and true connoisseur
of numismatics, Cardinal Pietro Barbo (1416-1471),
who headed the Roman pontificate under the name
of Paul Il from 1464, was one of the largest collections
of anticaglie of that time. In addition to precious
stones, gems, antique vases, and cameos, it included
the most complete collection of ancient coins at that
time, numbering more than a thousand exhibits.
At the same time, the cardinal was not only a passionate
collector of antiquities, possessing refined tas-
te and a special instinct for a collector, but also a sci-
entist who researched and catalogued items from
his collection. According to Italian humanist Raffaelle
Maffei, better known as Raphael Volaterranus:

11.3. “Eros on Aigipan” (Antique cameo. Collection of Giovanni
Grimani)
«...in addition to the necessary hearings, [he] spent
his day in pleasure or looking at ancient coins
and thinking about them..» [30, pp.11-12]. Under the gui-
dance of the pontiff, the coins were distributed in
strict chronological order, in accordance with ty-
pological features and described by the owner
himself. They were kept in groups on red velvet-lined
trays bearing the cardinal’s family coat of arms. Later,
this form of recording and organising items formed
the basis for catalogued publications of the 17'th
century. In addition, Pietro Barbo made attempts
to establish the production of coinage imitating
Roman sesterces and imperial denarii. Despite
the fact that their production did not become
widespread during the time of the cardinal, the an-
cient material multiplied many times through his ef-
forts contributed not only to the widespread dis-
semination of classical images, but also to their adap-
tation in the art of Venice.

A striking example of the growing interest and
widespread distribution of ancient coins in Venice

l1l.4. «Folikoet» (Antique cameo with a scene from the tragedy
of Sophocles. Collection of Giovanni Grimani)
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IIl.5. Engravings by Enea Vico, based on cameos from
the collection of Giovanni Grimani: “Folicoetes”

at the end of the 14'th century are the all'antica
coins imitating them, issued in 1393 by the workshop
of Venetian Mint engraver Marco Sesto. The ob-
verse of the first of them depicted the profile of Em-
peror Galba, crowned with a laurel wreath, and its re-
verse was decorated with the figure of Venice with
a vexillum in her hand, standing on the wheel of for-
tune, and the inscription: «Pax tibi Venetia» («Peace
be with you Venice») [30, p.13]. It should be noted,
however, that the Venetian medals were not
exact copies or forgeries of the ancient original,
as evidenced by the words on their obverse: “Mar-
cus Sesto me fecit V" (“Marcus Sesto made me”, and
the Latin letter “V" stands for Venice). Most like-
ly, we are talking about demonstrating mastery
in medal art. This assumption is supported by
the fact that a quarter of a century later, in 1417,
in the same workshop, Marco's brother, Alessan-
dro Sesto, made a medal, the reverse of which de-
picted the scene of the abduction of Proserpina.
The experience of producing medals with
mythological themes did not continue, but the

I1I.6. Engravings by Enea Vico, based on cameos from
the collection of Giovanni Grimani: “Eros on Aegipan”
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innovative efforts of the Sesto brothers clearly
demonstrated the keen interest of the Venetians
in minted medals and coins.

An example of the growing interest in ancient
coins in the artistic environment of Venice during
the Quattrocento era is not only the works
of Venetian painters but also items from their per-
sonal collections. The first experiments by Venetian
artists in the development of mythological motifs,
all'antica, appear in the graphic works of Jacopo
Bellini. As if trying to give greater historical au-
thenticity to the scenes from the early pages
of the Paris album, the artist abundantly decorated
architectural structures with sketches of ancient coins.
Two sculptural tondos with figures of Apollo with
a patera and an olive branch and Poseidon with
a trident, accurately reproducing the reverses
of tetradrachms from Myrina in Aeolia, are placed
in the drawing The Presentation of the Mother of
God into the Temple (Louvre, fols.28A; 30B) [note 1]
[10, p.187]. Its later version is supplemented with re-
liefs imitating the sestertius of Domitian with
a personified image of Germany and the as of Had-
rian with the figure of Juno with a sceptre and pa-
tera, as well as six tondos, among which the tet-
radrachm of Lysimachus from Pergamon with Athena
Nikephoros, a coin from the time of Ptolemy | Soter
[10, p.187] with the image of the Eagle of Zeus, and
an ancient Greek coin from the region of Lucania
(Magna Graecia) with the image of a charging bull
can be distinguished. In the plot «The Flagellation
of Christ» (Louvre, fols.16 (B), Cabinet of Drawings)
on the facade of the temple, reliefs are placed, among
which the figures of Nessus abducting Deianira
and Hercules overtaking them can be discerned.
In another version of it (Louvre, fols.C (29). Cabinet
of Drawings), the walls of the temple are decorated
with medallions depicting Zeus on the throne,
borrowed from the tetradrachm of Alexan-
der the Great, the personification of Africa from
the sestertius of Hadrian, and the composition of
Remus, Romulus and the she-wolf from the Con-
stantinian seal. The appearance of these particular
coins in the plot of “The Flagellation of Christ”
suggests the artist's acquaintance with Cyriacus
of Ancona and the circle of Venetian collectors
of antiques. In addition, on several pages of
“Jacopo’s books”, there are empty circles (Louvre,
fols. g93v-e94r) [20, p.473], probably prepared
for plot sketches from ancient coins and medals
from his own collection.

From Bellini's early experiments, mythological
themes evolved into larger art forms in the works
of his followers. In the painting The Battle of
St. George with the Dragon (c.1507, Scuola di San
Giorgio degli Schiavoni, Venice), Vittore Carpaccio,
who was well acquainted with Jacopo's albums, used
a characteristic detail of his predecessor, placing
two medallions on the horse harness, imitating
all'antica coinage. One of them depicts the scene
“Orpheus and the Beasts”, which could have been
borrowed from an antique coin from the customer’s
collection or the artist's own collection of samples.
Antique quotations appear everywhere in easel and
monumental painting in the form of decorative
inclusions, following the example of nude sculptures
in the paintings of Carpaccio, The Dream of Saint
Ursula (1495, Gallerie dell’Accademia, Venice),
and Giovanni Mansueti, The Miraculous Healing
of the Daughter of Benvegnudo (1506, Gallerie
dell’Accademia, Venice), as well as moral and didactic
allegories and symbolic comments on the main event,
similar to the pseudo-classical reliefs depicting
pagan sacrifice in the work of Giovanni Bellini,
The Blood of the Redeemer (early 1460's, National
Gallery, London). As noted earlier, the artists’ works
often featured items from their own collections.
A passion for antiques was not uncommon in artistic
circles. A collection of Italian ceramics, bronze,
and small sculptures, depicted in the painting
The Vision of St. Augustine (1502, Scuola di San
Giorgio degli Schiavoni, Venice), may once have
belonged to Carpaccio, and depicted in Marta
Pellizzari's house in Castelfranco Veneto (1496-
1500) antique coins and medals with portraits of
wise men in oriental turbans, plaster casts, a book of
samples with perspective drawings, and the plots The
Trial of Moses by Fire (1502-1505) and The Judgment
of Solomon (1501-1505), done in fresco painting
technique, could have been in Giorgione's collection.

Thus, the acquaintance of Venetian artists with
small forms of ancient sculpture had a huge impact
on the penetration of mythological imagery
into the artistic structure of Renaissance works.
At the same time, the masters of the Most Serene
Republic received ample opportunities to implement
mythological themes from quoting the original
to the free manifestation of creative imagination.

It is impossible not to note the special role
of the Venetians in the study and dissemination
of scientific knowledge about ancient coins and me-
dals. In 1559, the first fundamental bibliographic

work on numismatics, Conversation on Ancient Coins
(Sopra le Medalie de gli Antichi), was published
in Venice, the author of which was a Venetian hu-
manist scientist, collector of ancient coins, a noble
who was part of the Council of Ten, Sebastiano Erizzo.
It is no less remarkable that in the list of collectors
of ancient coins, which was included in the first guide
to numismatics, out of twenty-eight collectors, eleven
were Venetians [30, pp.51-52] [note II].

In addition to numismatics, ancient glyptics be-
came widespread in the houses of Venetian antique
dealers. It should be noted that interest in it has not fa-
ded throughout the history of collecting. To this day,
antique cameos retain their significance as a stan-
dard of classical beauty and pure, demanding taste.
Collecting carved stones has been a hallmark
of aristocratic circles since the Hellenistic world.
From the texts of Pliny, we know about numerous
collections of Julius Caesar, the dactyl libraries
of Mithridates and Marcellus, the nephew of Empe-
ror Augustus, an extensive collection of gems
of Scaurus, the stepson of dictator Sulla, and the col-
lections of Mark Antony and Cilnius Maecenas.
The Roman moral philosopher of the period of the
Empire, Seneca, wrote about the fashion of that
time: “Rings adorn our fingers, gems sparkle on each
phalanx!” [3, p.144] During the Renaissance, gems
took a special place in home collections and cabinets
of curiosities, along with other items of antique
glyptics, coins, and medals. Collectors were attracted
by the exquisite beauty of “painting in stone”
[6, p.16], represented by the variety of forms of relief
carving from traditional intaglio-seals and modest
monochrome miniatures to luxurious multicolour
cameos, the plots of which reproduced frescoes,
portraits of powerful monarchs and nobles, scenes
from everyday life, and images of classical mythology.
One could admire the miniature compositions

l1l.7. Engravings by Enea Vico, based on cameos from the
collection of Giovanni Grimani: “Venus of the Sea”
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for hours, peering into the depth of their space,
which amazed with the clarity of its thin lines and
multi-layered relief. The illusion of light-and-dark
modelling, made by an alternation of thickness
and transparency of the layer, created the captivating
beauty of the volumes of ancient statues and a variety
of plot structures that embodied the sublime ethos
of ancient literature. No less attractive to collectors
was the size of these small items, which allowed
owners not to part with their artistic treasures
on trips and travels.

At the same time, pictorial images of carved
stones had not only an aesthetic, but also
a utilitarian purpose, being, on the one hand,
jewellery illustrations for ancient texts and a source
of inspiration for Venetian and visiting artists,
on the other hand, they served as a kind of visual
aid reliably conveying iconographic schemes of an-
tiquity. In this regard, gems were often reproduced
in the form of copies, lead castings, or wax prints,
as well as small bronze sheets with figured scenes
[13, pp.78-79], which, along with plaster casts from
ancient sculpture, were used to decorate the palaces
and villas of aristocrats in order to demonstrate
grandeur and the splendour of their residences.
In addition, separate collections, which were used
as didactic material in workshops to facilitate
acquaintance with ancient art and its visual principles,
were compiled. Such collections are reported by G. Va-
sari in Lives of the Most Excellent Painters, Sculptors
and Architects, mentioning the educational collection
of plaster casts in the workshop of Francesco
Squarcione (1397-1468), as well as the workshop
and home of medallist and jeweller Leone Leoni
(1509-1589), in which «there were plaster casts
of all the famous modern and ancient sculptures
in marble or bronze that he could obtain». [1, p.368]

Many Venetian collectors of that time were great
connoisseurs of gems. Pietro Barbo’s collection, men-
tioned earlier, contained over six hundred gems
and more than two hundred and forty cameos.
The most valuable of them, as well as most of the col-
lection acquired by the pontiff, were given away
or sold by his successor, Pope Sixtus IV. This is how
the collection of Lorenzo de'Medici included: the fa-
mous chalcedony bowl, better known as the tazza
Farnese, and a precious stone with a scene of Ody-
sseus’s stealing of the statue of Pallas (1st century BC)
[21, pp.49-54], as well as a cameo depicting Dionysus
in a chariot pulled by psyches (Naples, National
Archaeological Museum). The Hermitage Museum
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contains two glyphs, the path of which can be traced
owing to the engraving applied to the best stones
in the collection of Lorenzo the Magnificent. One
of them is a carnelian intaglio with a shoulder-length
image of a young man in a headdress made of bull
skin. In the inventory of Pietro Barbo's collection from
1457, it is recorded as: «The head of young Hercules
wearing a lion skin on carnelian, worth 2 ducats”
[4, pp.273-281]. It is interesting that its descriptions
are found in various historical documents over four
hundred years.

Another gem, Nike on a Chariot (sardonyx,
3.7x4.5 cm, inv. No.X. 249), entered the Hermitage
Museum in 1805 from the collection of General
N. Hitrovo. In the inventory of the pontiff, compiled
in 1457, it is listed as: «A broken cameo depicting
a triumph: two horses and a winged youth with
a whip in his right hand” [5, pp.66-67] (/l Tesoro
di Lorenzo il Magnifico, p.91).

Over the next century, very significant collections
of carved stones were also compiled in Serenissima.
An impressive number of antique gems were kept
in the collection of Giovanni Grimani (1501-1593).
The Palazzo in Santa Maria Formosa houses stucco
reliefs and fresco paintings based on forty-five
cameos from the patriarch’s collection. Recreating
a series of engravings based on them, artists Giovanni
Battista Franco and Enea Vico [24, pp.268-274] turned
to their pictorial themes, thereby perpetuating the
memory of the once extensive collection of antique
cameos of the Grimani family, lost after the fall
of the Most Serene Republic. The descriptions
of the patriarch’s collection also mention seventy-
two cameos that decorated the studiolo, lost after
his death: «entirely made of ebony and inlaid
with very beautiful stones of different varieties, ...
columns of very thin alabaster, ... ancient bronze, ...
figurines and busts, medals made of precious metals,
and gilded reliefs» [30, p.31]. Several cameos from
the Grimani collection were purchased by Catherine
[l and entered the Hermitage collection. One of them
with the plot “Eros torture Psyche in the presence of
Dionysus” (sardonyx, 1st century BC, inv. No.X. 316),
which arrived at the Hermitage in 1792 from the col-
lection of Saint-Maurice (Paris) [6, p.51], according
to the inventories of the Grimani collection, is known
as «... a small cupid binding Venus, a seated figurine
and another cupid...» [30, p.29]. Another, “Dionysus on
a chariot drawn by centaurs” [6, p.47] (1st century BC,
sardonyx, workshop of Sostratus from Alexandria,
inv. No. XK. 282), in the patriarch’s inventory is listed

as “Tricoloured cameo depicting two centaurs,
a female and a male, who are carried in the chariot
of Bacchus, supporting the thyrsus with his left
hand” [27, p.148]. It is quite possible that its carving
became the prototype of the Bacchic procession
in Cima de Conegliano’s painting The Triumph
of Bacchus and Ariadne (1505-1510, Poldi Pezzoli
Museum, Milan). Despite the fact that in the work
of the Venetian artist there are no exact borrowings
from the Hermitage cameo, individual motifs in tune
with its artistic structure do not escape attention.
Clear similarities can be seen in the iconography,
the degree of interaction, and the repeated similarity
of postures and gestures of the characters depicted
in the two works. In the carving of the Hellenistic
master, the welcoming sign of Bacchus's raised
hand is echoed by a centaur harnessed to a chariot.
A similar motif is depicted in Cima’'s work, with
the only difference that the movement of the hands
of the god of wine is mirrored in the gestures of
the satyr, and the centaurress facing Bacchus,
constituting an expressive antithesis to the Olympian,
appears in the painting by the Venetian artist
in the image of a satyress. The above references
to a classic example suggest that the image from
the Hermitage cameo could have served as the
com-positional basis for the triumphal procession
in Cima de Conegliano’s painting The Triumph
of Bacchus and Ariadne. The Venetian artist's acqua-
intance with the ancient glyph seems even more
likely due to his presence in the centre of anti-
que trade and collecting, which was Venice at
that time.

Thus, one of the forms of artistic implementation
of the richest material of ancient glyptics was
the reproduction of its compositions in the works
of masters of the Most Serene Repubilic.

The first evidence of Venetian antiquaries
and their collections, known from the notes of Mikiel,
was later supplemented by the catalogued works
of Enea Vico (1555) and Sebastiano Erizzo (1559).
In 1563, updated information about the collections
of Serenissima was presented in the work C. lulius
Caesar sive Historiae imperatorum caesarumque
Romanorum ex antiquis numismatibus restitutae
(1563) by a Flemish historian and biographer,
a Venetian by birth, Hubert Goltzius [30, p.51]. In the la-
st quarter of the 16th century, Francesco Sansovino
addressed the topic of Venetian collections, devoting
a separate chapter to their description “Studio
di Antiglie” in the encyclopaedic work Venetia, citta

[11.9. “The Presentation of Our Lady into the Temple” by Jacopo
Bellini (Louvre, fol.30 (B))

nobilissima, et singolare (1581) [30, p.52] Unlike
predecessors, his work includes not only descriptions
of eighteen important Venetian collections held
by noble patricians, influential merchants, patrons,
and philosophers such as Luigi and Leonardo
Mocenigo, Francesco and Domenico Duodo, Dome-
nico and Giovanni Grimani, Pietro Bembo and Leo-
nico Tomeo, but also the names of lesser-known
antiquarians, whose home museums truly preserved
opere antiche ("ancient works") [21, pp.72-73]. In this
regard, the will of Domenico di Piero, which contains
a description of a collection of exquisite cameos,
is especially noteworthy. Six gems from his collection,
with plots from ancient mythology, stand out for the-
ir “highest quality” [24, pp.268-274]. The carving
of one of them tells about the struggle of Hercules
with the three-headed Cerberus; on another, a scene
from Sophocles’ tragedy Philoctetes is conveyed,
a naked male figure fanning a bandaged leg with
a wing; the plot of the third repeats the ancient
Roman mosaic, Eros Floating Astride Aegipanus,
Surrounded by Dolphins. On three more glyphs,
there are carved silhouettes of the Venus of the Sea,
Nereid and Triton, as well as the Caledonian boar.
These cameos, along with forty-five other carved
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I11.10. “The Flagellation of Christ” by Jacopo Bellini (Louvre,
fol.16 (B). Cabinet of drawings)

stones from the collection of Domenico di Piero,
completed the previously mentioned collection
of Giovanni Grimani.

Despite the fact that most of the Venetian
collections and names of antique dealers are for-
gotten today, and their collections have dissolved
in time, lost in the home museums of the new ow-
ners, fragmentary information preserved in wills
and notarial documents of that time allows us
to draw a relatively complete picture of the practice
of antique collecting in the Serene Republic in the pe-
riod of the 15'th-16'th centuries.

It is noteworthy that the antiquarian movement,
which originated in the Most Serene Republic
in the 14'th-15'th centuries in the absence of its own
antiquity, had a huge influence on the formation
of the image of the classical past in the minds of the Ve-
netians. The mediating role in this process was play-
ed by the extensive antique material that came
to Serenissima in large quantities from the Eastern
Mediterranean region. The acquaintance of Venetian
artists with it, as well as their direct participation
in the antique movement, had a huge influence
on the penetration of mythological imagery into the ar-
tistic structure of Renaissance works. Thus, the main
feature of the Serene Republic art is its inextricable
connection with the practice of antique collecting,
which contributed not only to the widespread
dissemination of mythological motifs and images,
but also to their adaptation in Venetian art.
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MAJIbIE ®OPMbl AHTUYHOW MNACTUKWU
B KOHTEKCTE MN®ONOTMYECKOW TEMATUKUN
BEHELLWMAHCKOIO BO3POXAEHWA

AHHomayusa: CTaTba NoceBslleHa Hanbosnee paH-
HUM GOpMaM aHTUKBaPHOro cobupaTenbCTBa, MNTUKE
1 HyMW3MaTVIKe, OKa3aBLUMX 3aMeTHOe BNAHME Ha CoXKe-
Hre MndoNornyeckom Temsl B UcKyccTee BeHeLnmn koHUa
XIV-XVI Bekos. B nyb6aunkaumm nccaeayrotcs NpuydmnHbl BO3-
HUKHOBEHMA NHTepeca K KOMNEKLMOHNPOBAHMNIO aHTNY-
HbIX Kamell, peBHUX MOHET 1 Mejanei, a Takxe JaroTca
XapakTepucTuKm, onucaHne n Kkpatkmii o63op cocrtas-
NleHHbIX Ha X OCHOBe KoJNeKLUWiA. ViccnegytoTca pasnny-
Hble acrnekTbl KONNEKLMOHNPOBaHNA ApEBHeR YeKaHKK
1 reMM, a TaKkxke HEMoCPeACTBEHHOE yyacTue B 3TOM Npo-
Liecce BEHELMaHCKNX XyAOXHWKOB Havana KeaTpoyeHTo.
Kpome Toro, gaetcsa kpaTkoe onmcaHme Ux CObCTBEHHbIX
KONNEKLUUNNA.

B pesynbTaTe npoAenaHHoW paboTbl BbIABAEHO, YTO MO-
MWMO HYMW3MaTKKM, LLMPOKOEe pacnpoCcTpaHeHmne B JoMax
BEHELMaHCKNX aHTUKBapOB, Noyynna JpeBHAN MMNTUKA.
NHTepec kK HUM He yracan Ha NPOTAXEHUM BCEA UCTOPUM
KONNEKLMOHNPOBaHWA U1, rnaBHbIM 0bpa3om, cocpegoTa-
UMBAJICA HA UINFOCTPATUBHOM PYHKLIMM 3TOTO MaTepuma-
Na. 3HaKOMCTBO C HUM XyAO>XXHWKOB NMpejocTaBAANO

«/[lna yero, ecm He ANA HaLero ykpaLleHns co3-
fana npupoaa 304070, cepebpo, AparoLeHHble KaMm-
HW...?» B 3Tux cnosax rymaHucra JSlopeHuo Banna
Kak Henb3a nydlle OTPasnaocb CTPeEMEHWe pe-
HeccaHcHoM BeHeumun caenaTb Npa3gHMKOM NoBce-
AHEBHYIO XW3Hb. B Hemanol cteneHn sTomy cno-
COB6CTBYHOT HoraTenne KOANEKLNN ee NOAAAHHBIX
3aKOHOMEpPHbIM 06Pa3OM CTaHOBMBLUMECSA YKpaLle-
Huem CeeTnenweln pecnybankm.

Cpean nonagaBLlIMX Ha aHTUKBapPHbIE PbIH-
K1 BeHeunn agpeBHMX ckynbnTyp, NorpebanbHbix
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UM LMPOKME BO3MOXHOCTV NPeTBOpPeHUs Mudonornye-
CKOI 06Pa3HOCTM M TeMATMKU B BEHELIMaHCKOe UCKYCCTBO
OT LMTUPOBaHWS OpUrMHana 4o CBO6OAHOrO NPOsABAEHNS
TBOpPYECKOW haHTasmu.

AKTyanbHOCTb laHHOM paboThbl cBA3aHa C 0COObIM 3Ha-
YeHMEM KOEKLMOHUPOBaHUSA 418 GOPMUPOBAHUSA 3CTe-
TUYECKOV NpOorpaMMbl BEHELIMAHCKOTO UCKYCCTBa.

Llenb paboTbl: MoKasaTb posib aHTUKBApPHOro cobu-
paTte/nbcTBa B GOPMUPOBAHUN MUGDONOTUYECKON TEMBI.

B OCHOBY A,@aHHOTO UCCAeA0BaHMUA MOJOXEH METOs,
bopManbHO-CTUNEBOTO aHaAM3a B COEAVHEHUN C UKOHO-
rpaduyeckMm 1 UKOHONOTUYECKUM METOAaMU U3yYeHUs
npov3BeAeHWin NCKYCCTBa.

HoBwu3Ha paboTbl B U3yuyeHUN BAUAHUS aHTUKBAPHOM
NPaKTUKN Ha cioxeHe MUdOOrMYeckon obpasHoCTU
N NPOHUKHOBEHNE MUGDOOTNYECKMX CHOXKETOB B BEHE-
LiMaHCKOe UCKYCCTBO.

Knrouessie coea: npakTnka aHTUKBapHOro cobupa-
Te/IbCTBA, KOIEKLUMOHUPOBAHWE, BEHELMaHCKOe UCKYCCTBO,
MUGONOrMUECKNE CHOXKETbI, TEMMbI, XXMBOMUCH B KaMHe,
HyMU3MaTWKa, IMUNTUKa, YekaHka, all'antica.

penbedOoB, rpeyeckmx n PUMCKUX Ba3 U PasNnyUHbIX
H6pPOH30BbIX N34e11I, 0COBYIO NPMBAEKATENbHOCTD
A5 KONNeKLMOHEPOB NpeacTaBasaa Mekas niac-
TWKa: MOHETbI, Mefanu, KaMeu 1 UHTannu. 1o oby-
CNaBANBaNOCh HE TOJIbKO LIEHHOCTBIO MeTaa 1 CTo-
MMOCTbHO AParoLeHHbIX KAMHEN, HO Tak)Ke XOpoLUein
COXPaHHOCTbIO 3TUX MaMATHUKOB APEBHErNO NCKYC-
CTBa. He MeHbLUWI MHTepeC Ans KONNEKLMOHEPOB
1 NPOCTbIX OObIBaTeNIeN NPEeACTaBAANN «KaPTUHbI»,
CNYXMBLUNE YKPaLLUEHMEM 3TUX MasleHbKUX BeLLmL,
Wx croxxeTam cy>aeHo BbL10 ChirpaTth BaXKHYH posib

B onpejesieHne noaxoaa K Mupoaormyeckom tema-
TUKE N CNOXEHUN cnocoboB ee NPeTBOPEHNA B Be-
HeLMaHCKOM UCKYCCTBe.

JpeBHMe MOHETbI 1 Mefann OTHOCATCA K OHOW
13 Hanbonee paHHNX GOPM KONNEKLMOHNPOBAHMA.
VIHTepec K aHTUUYHON HyMM3MaTUKe He ocnabesan
Ha NPOTAXEHWM cToNeTui. Jlerkaa AOCTYNMHOCTb
n 6osblLOE pa3HOObpa3ne MaTepuana obycnasam-
Ba/N NpuMBAEKaTENbHOCTb 3TUX HaXx0A40K U UHTepeC
K HUM cobuparteneii. Kak npaBuio, y Koanekumo-
HepoB koHua XIV — Hauana XV Beka LLleHHOCTb ve-
KaHKW onpegensanacb He Hay4YHOW 3HAYMMOCTbIO,
a PeAKOCTb U XyAOXeCTBEHHbIMUN JOCTOMHCTBA MO-
HeT. VI3obpaxkeHna n Hagnucn Ha aBepcax u pe-
Bepcax, oTpaxkaBlmne cobbiTUA NOJANTUUYECKON
N OOLECTBEHHOM XMN3HW U, YTO HE Masio BaXHO,
XpaHWUBLLME XWBble YepTbl NpaBUTENEN, MPesCcTaB-
NAAN MHTEpPEC NILLb ANA Y3KOro Kpyra ryMaH1CTOB.
B ux pykax Hymm3amMaTmuyeckme namMaTHUKN CTaan
HencyepnaeMbliM UCTOYHUKOM UCTOPUYECKOW MHGOP-
MaLuuw, a MOPOMN, 1 KIHOUYOM K BU3yanbHbIM 3aragkam
npotunoro. [onyyeHHble CBefeHMs He TObKO pacLuu-
PAV MMetoLLMeCs 3HaHMsA 06 aHTUYHOCTK, HO U Ja-
Ba/JIM BO3MOXHOCTb NyTemM noabopa 1 conocras-
NeHNs JaHHbIX yBA3aTb M300paXKeHnsa Ha YekaHKe
C peasibHbIMWN UCTOPUYECKUMMN TNYHOCTAMU, MUDO-
NornyecknMmn nepcoHaXxamu, UAN HangeHHbIMN
namMATHUKaMW JpeBHEro nckyccraa. [leBusom 3tmx
M3bICKaHWI MO Bbl CTaTb COBa OAHOIO U3 Nep-
BbIX BEHELMAaHCKMX T'YMaHUCTOB, 3HaTOKa ApPeBHEN
yekaHkn, PpaHuecko lMeTpapkun: «Heyaepxxnmasn
CTPacTb K 3HaHWAM ABUXET Bawnm 61aropogHbim
ayxom» [17, c.49]. Jna yyeHbIX n XyAO>XXHUKOB TOrO
BPeMeHM NONyASPHbIM 3aHATUEM CTaHOBUTCA CO-
CTaBJ/IEHNE CEPUI1 MOPTPETOB rePOEB M 3HAMEHUTBIX
npaBuTenen ApPeBHOCTH, KOTOPbIE NCMONb30BaINCh
B Ja/IbHeNLIeM B KayecTBe WANOCTPaTUBHOIO MaTe-
pviana, AOMONHAOLLErO N KOHKPETU3MPYHOLLEro TeKc-
Tbl @aHTUUHbIX aBTOpPOB. B katanore b. [lereHxapTta
n A. LUMNTT ynoMmHaeTca BeHeLMaHckas pyKonuch
n3 ®epmo ¢ Tekctamu CBetoHus, Jinsma n Cantoc-
TWA, CTPaHWLLbl KOTOPOW yKpaLlaroT Npobuan pum-
CKWX MMMepaTopoB, 3aMMCTBOBaHHbIE C @aHTUYHbIX
MoHeT [13, ¢.30].

/13 BCcero BbliLe cka3zaHHOro CTaHOBUTCS O4eBUA-
HbIM, uTO B XIV-XV Bekax nHtepec K aHTU4HbIM MOHe-
TaMm, rnaBHbIM 06pa3oM, cocpesoTaumBasCca Ha NX ui-
nocTpatuBHoM dyHkLmMK. MoaTBEPXAEHNEM 3TOMY
CTaHOBUTCA He TONbKO MHOXECTBO XMBOMUCHbBIX
1 rpadunyeckmx paboT n MesanbepHbIx paboT, NOBTO-
PAOLLMX MKOHOTPadUIO 1 CHOXKETbI PEBHEN YeKaH-

KW, HO U COBCTBEHHbIE HYMU3MATUYECKNE KOMNEKLMU
XyHA,0XHUKOB, KOTOpble Nno3gHee 6yayT pacCMOTPeHbI
B 3TOW paboTe. HO cHayana HaMm NPeACTONT KOPOTKO
03HaKOMMUTBCSA C KOANEKLIMOHEPAMM-3HTY3MacTamu,
UYbWMW CTapaHMAMM OXMBANO aHTUYHOE Hacleaue.

OpHOM 13 NepBbIX BEHELMAHCKNX KONNEKLLNT
aHTWUYHbIX MOHET, BO3MOXHO, 061azan nevyanbHO
N3BECTHBIN J0X MapuHo ®anbepo (1274-1355 rr.).
OaHako oTcyTCTBME BEPUDNLIMPOBAHHBIX AaHHbIX
N NPOTUBOpPEUYMNBbLIE CBEAEHWNA O ero cobpaHum
He MO3BO/IAKOT NCMO/Ib30BATL WX B JaHHON paboTe.
Bcnepcreue 3T0ro, B Uncae nepBbix BEHELNAHCKNX
HYMM3MaTOB YNOMMHAETCA UMS M03Ta U yUYeHOro-
rymaHucta ®paHuecko MNetpapku (1304-1374 rr.),
3HaUMTENIbHYO YacCTb CBOEWN XXM3HU CBA3aBLUEro
¢ Serenissima. HecMoTps Ha To, UTO KOA/eKLMA No-
3Ta, B OT/N4Me oT Hosiee No3gHMX cobpaHuin Ceet-
Nenwen, He Hblna 3a,0KYMEHTMPOBaHa, OHa OKa3asa
3aMeTHOe BJINSIHWE He TOJIbKO Ha MHTepecC BEHeL M-
aHLEB K ApeBHEeW YeKaHKe, HO U Ha UX OTHOLLEHWE
K aHTUYHOCTK. 3 coxpaHuBLUencs nepenncku MeT-
papKu € M13aHCKMM ryMaHuctom Jleano am Creda-
HO M3BECTHO O HECKOJIbKMX 3010ThbIX U cepebpsaHbIx
MOHeTax M3 KoanekumMn nosta, npenojHeceH-
HbIX UM B Aap HeMmeukoMy nmnepatopy Kapay IV
B 1354 rogy ¢ noxenaHvem BOCXMLLLATLCA N NOA-
pa)kaTb CBOUM MNpeaLlecTBEHHUKAM, Ybl 06pa3bl
OH /INLLe3PUT Ha ApeBHel YekaHke [2, ¢.15]. OaHa-
KO, cornacHo Katanoram aHTM4YHOCTU BeHeuwnn
n3 6ubanotekn Mapumana [30, 11-12], nepBas
KoNnekums BeHeTTo NpuHaanexana HoTapuycy
n AenoBoMy yenoseky u3 Tpesuso, OnnBbepo
®opuetta (ok. 1300-1373 rr). O ero nHTepece
K apXeoNornyecknM HaxoAKam 1 CTPEMJIEHMM CUCTe-
MaTU4YecKn MOMNoAHATb cobpaHme aHTUKOB CBUAe-
TeNbCTBYET 3aNUCb B JOMOBOW KHWUIe HOTapu-
yca ot 1335 roga, oTHOCUTENIBHO HaMeUEeHHbIX
npuobpeTeHNn Ha aHTUKBAaPHOM pbiHke. Cpeau
npo4yero B HeW yno-MWHAOTCA CTapUHHbIE
MoOHeTbl U Megann. OgHako B oTanuume ot le-
Tpapku, nHTepec PopueTta H6bIN CKOpee KOM-
MepuUecKnUn, HexXenn HayudHblh, a npuobpe-
TEHMe MO-HeT paccMaTpuBasoCb UM, B MEPBYHO
oyepeb, Kak elle oAWH CNocob BAOXeHUA
KanuTana.

AHTUYHasA HYMM3MaTUKa, ABASBLUIAACA Kaaje-
3eM apXeosIOrMUYECKUX U NCTOPUYECKMX 3HAHWIA,
npueaekana BHUMaHNE yYeHbIX-ryMaHUCTOB. JaHb
cobnpaTenbCTBY U U3YUEHUHD HYMU3MaTUUYECKMX
HaxoAoK OTAan nyTewecTBeHHUK Yunpurako AH-
KOHCKMA. B 3anncsax GnopeHTUNCKOro y4eHoro-
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rymaHuncta AMbpogaxmo TpaBepcapu coobLuaercs,
UTO «...OH Dbl MPUNEXHENLIMM UCCNEeL0BATENEM. .
cepebpsiHbIX M 30/10TbIX MOHET, 1 3HaKoB» [17, ¢.81-92],
KOTOPbIMW NMOMOJHAJINCL KOANEKLNM ero Apy3en
N MHOTFOUYMC/IEHHbIX 3aKa3unkos. Cpean N3BECTHbIX
HYMW3MaTMYECKMX COBpaHNIA BEHELMaHCKMX ryma-
HWCTOB 3aC/Y>KMBAtOT ObITb OTMEUYEHHBIMU KONEK-
LMW: CTapUHHBIX MOHET BEHeLMaHCKOro Annaomarta
n rymaHucta ®paHuecko bapbapo, meganeii un 30-
NoTbIX MOHeT beHeseTTo [laHA0n10, cepebpsHbIX
MOHeT Bpaya-rymaHucta lNeetpo Tommasw.

B 10 >xe BpeMs CMMBOAMKA APEBHUX MOHET U Me-
Aanei, onnLeTBOPAIOLLAA UAEH0 rocyAapcTBa 1 Baac-
TW, HE OCTaBAs/Ia PaBHOAYLLUHbIMW BEHELMAHCKUI
marmctpat n Hobunen. Cpeaw studiolo n camerino
BEHeLMaHCKoW 3HaTy, 6oraTtcTBOM 1 pasHoobpasnem
yekaHku cnaBuancb cobpanmsa Meetpo bap6o, PpaH-
yecko u Nbetpo KoHTapuHu, n xxnponamo JoHHa.

Konnekuwms apyamTa n UCTUHHOTO 3HaTOKa HYMU3-
MaTukK, KapanHana lNMeeTtpo bap6o (1416-1471 rr.),
¢ 1464 roga BO3rnaBMBLUETO PUMCKUIN MOHTUU-
KaT nos umMeHem MMaena ll, 6bi1a OfHUM U3 CaMbIX
KpYnHbIX cobpaHuin anticaglie Toro Bpemenu. Kpo-
Me paroLeHHbIX KaMHeW, reMM, aHTUYHbIX Ba3 U Ka-
Mell OHa BKJItOYasa caMoe MOJAHOE Ha TOT MOMEHT
cobpaHune fpeBHNX MOHET, HacuuTbiBaBLLEee bonee
TbICAYM 3KCNOHATOB. [pn 3TOM KapauHan 6bin
He TONbKO CTPaCTHbIM cobupaTenem ApeBHOCTEN,
0613aBLUNM YTOHUYEHHbIM BKYCOM ¥ 0COBbIM UyTbeM
KOJIEKLIMOHEPA, HO eLle 1 YUYeHbIM, 3aHMMaBLIeMCcs
nccnesoBaHMEM U KaTanornsaLuein npesmeToB CBO-
el konnekumm. Mo cnoBam UTanbSHCKOrO ryMaHucTa
Padasnno Madden, 6onee nssectHoro kak Padda-
anno BonateppaHo: «...NOMUMO HEOBXOAMMBIX CAlY-
WwaHui [OH] NpoBOAWUA CBOW A€eHb B YA40BOALCTBUN
WAN pasrasablBaHUM CTaPUHHBIX MOHET U Pa3mblLL-
NeHveMm Hag Humun...» [30, c. 11-12]. MNog pykoBoacT-
BOM MOHTUGMKA MOHeTbl HbiIn pacnpeseneHbl
B CTPOro XpOHOJIOTMYECKON NOC/ies0BaTebHO-
CTW, B COOTBETCTBUW C TUMONOTMUYECKUMU NPU3HA-
KaMu 1N COBCTBEHHOPYYHO OMMCaHbl BAaAebLEM.
OHW XpaHWMANCH CTPYNMUPOBaHHBbIMW MO HECKOJb-
KO LUTYK Ha OBMTbIX KpacHbIM HapxaTom NogHoOCax
Cc PamMuabHbIM repbom kapgmHana. Takas dpopma
y4yeTa U opraHusauun mMatepranos nosgHee nerna
B OCHOBY KaTa/siorm3mpoBaHHbIX n3gaHuin XVII seka.
Kpome Toro, MNbeTpo bap6o 6binn npesnpuHaThI
MOMbITKN HaNagnTb NPON3BOACTBO YeKaHKW, UMU-
TUPYHOLLLEN PUMCKME CECTEPLMM U MMMEPATOPCKUE
AeHapun. HecMOTps Ha TO, UTO MX MPON3BOACTBO
He NPWHANO0 MacCOBbIN XxapakTep BO BPeMeHa Kap-
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AMHana, MHOTOKPaTHO Pa3MHOXEHHBI ero ctapaHu-
MW @aHTUYHBIA MaTepuWas, COAENCTBOBAN He TOJIbKO
NMOBCEMECTHOMY PacnpPOCTPaHEHNIO KNaCCUYECKUX
06pa3oB, HO M aganTaLmm nx B UCKycCTBe BeHeunn.

ApkMM NpuMepom BO3pacTatoLLero nHTepeca
M LUMPOKOTrO PacnpoCcTpaHeHMs aHTUYHbIX MOHET
B BeHeuwnun B KoHue XIV Beka cay>aT UMUTUPYHO-
Lwme nx YyekaHHble Meganu all’antica, BbinyweHHble
B 1393 roay macTtepckol rpaBepa BeHewmaHckoro
MoHeTHoro aBopa Mapko Cecrto. Ha aBepce nepsoit
13 HKX Bbln n306paxkeH npoduab umnepatopa lanb-
6bl, yBEHUaHHbI 1aBPOBbIM BEHKOM, @ €e peBepc
yKpallana urypa BeHeunm cTosilas ¢ BEKCUANYMOM
B pyKe, CcTOAWan Ha konece GOPTYHbI, U HAAMNCh!
«Pax tibi Venetia» («Mup Tebe BeHeums») [30, ¢.13].
CnepyeT, 0HaKO, OTMETUTb, UTO BEHELMaHCKNE Me-
Jann He BblAN TOYHOM Konuen nam noaaenkon aH-
TUYHOrO OpUrMHana, 3To NOATBEPXAAtOT C/10Ba
Ha ux aBepce: «Marcus Sesto me fecit V» («Mapkyc
CecTo caenan MeHs», U JaTUHCKUIN antep «V» 060-
3Havarowminn BeHeuuns). Ckopee Bcero, peyb naet
0 JEeMOHCTPaLMM MacTepPCTBa B MeAaNbePHOM UCKYC-
cTBe. B monb3y AaHHOro NpesnonoXeHNs roBopuTt
TOT dakT, 4yTO YeTBepTb Beka cnycts, B 1417 roay,
B 3TOW Xe MacTepckoli bpat Mapko, Aneccanapo Cec-
TO, U3rOTOBWA Mefasb, Ha peBepce KOTOpoK bbina
n3obpaxkeHa cueHa noxuieHus MNMpo3sepnuHbl. OnbIT
NPOWU3BOACTBA Mefanelt ¢ MUPONOrnYeCKUMU CHo-
>XKeTaMu He MMeN NPOJOKEHNS, HO HOBAaTOPCKMNe
ycunnsa 6patbeB CecTo OTUETANBO NPOAEMOHCTPU-
POBaAN XUBOW UHTEPEC BEHELMAHLEB K YEKAHHbIM
Meaanam n MOHeTaM.

Mpumepom BO3pacTatoLLero nHTepeca K aH-
TUYHBIM MOHETaM B XyA0XeCTBEeHHON cpese BeHe-
Lun 3noxm KBaTpoUueHTO CiyXaT He TOIbKO paboTbl
BEHeLMaHCKMNX XMBOMUCLIEB, HO U NPeAMETbl UX JNY-
HbIX KoaeKumnii. MNepBble ONbITbl BEHELMAHCKUX
XYAOXHWKOB B OCBOEHUU MUPONOrNYECKUX MOTM-
BoB all'antica nosBnatoTca B rpaduyeckmx pabo-
Tax fikono beannHu. ChoBHO cTapasch Npuaatb
60NbLUYIO NCTOPUYECKYHD AOCTOBEPHOCTb CBOUM
PUCYHKaM U3 ABYX 3HAMEHMUTbIX albOOMOB, XyA0XK-
HUK OOUNBHO yKpallaeT apXUTEKTYypHble COO-
PY>XeHWs MefaNbOHaAMU, UMUTUPYHOLWNMUK pe-
Nbedbl CTapuHHBIX MOHeT. B pucyHok «Beege-
Hue boromaTtepu Bo xpam» (Jlysp, fols.28A; 30B)
[n.l.] BAMCaHbI ABa CKYABNTYPHbIX TOHAO C burypamm
AnoasioHa ¢ naTepoi 1 0IMBKOBOW BeTBbHO U [Mocel-
AOHa ¢ Tpe3ybLeM, C TOUHOCTbH BOCNPOU3BOAS -
e peBepchl TeTpagpaxm n3 MupuHbl B 0aunm
[10, c.187]. Ero 6osee no3gHAs Bepcus AOMNOJHEHA

pesbedamv UMUTUPYIOLWME cecTepumii lomnumaHa,
C NepcoHNULMPOBaHHbBIM N306paxeHnem epmaHmn
n acc Agpurara ¢ ¢urypoi FOHOHbI CO CKUMETPOM
M NaTepoMu, a Tak>Ke LIeCTbio TOHA0 CPeAn KOTOPbIX
pa3anummel TeTpagpaxma Jincmmaxa ms lNeprama
¢ ApuHon Hukodopoi, MmoHeTa BpemeH lNTonomes |
Cortepa [10, c.187] c n3obpaxeHmnem Opna 3eBca,
N ApeBHerpeyeckas MoHeTa n3 obnactu JlykaHma
(Benvkas M'peumns) c nsobpaxkeHnem atakyroLero
6bika. B ctoxxete «buuesanmne Xpucra» (Jlysp, fols.16 (B).
KabuHeT pucyHKoB) Ha dacase xpamMa MoMeLLEeHbI
penbedbl, Cpean KOTOPbIX yragbiBaroTca Gurypsol
Hecca noxuwatowero JeaHnpy v HacTuraroLlero
ux lepakna. B gpyrown ero Bepcum (Jlysp, fols.C (29).
KabunHeT pucyHKOB) CTeHbI Xpama yKpallaroT MeAanb-
OHbl C M306paxeHrem 3eBca Ha TPOHe, 3aUMCTBO-
BaHHOro m3 TeTpagpaxmbel AnekcaHgpa Benawvkoro,
nepcoHndurkaumm Abpukmn n3 cectepuma AgpmaHa
n Komnosuumm Pem, PoMmyn n BoaumLa ¢ KOHCTaH-
TUHOBCKOW neyaTu. MosBAeHNe UMEHHO 3TUX MOHET
B CctoxeTe «bnuyeBaHne Xpucra» HaBoOAUT Ha MbIC/b
O 3HaKOMCTBE XyAoXHUKa ¢ Knprnako AHKOHCKMM
W KpYroM BeHeLmaHcknx cobuparteneli aHTnkos. Kpo-
Me TOro, Ha HECKONbKMX CTPaHULax «KHUT Akono»
ecTb NycTble okpyxHocTtn (Jlyep, fols.g93v-e94r)
[20, c.473], BepOATHO NOArOTOBAEHHbIE MOJ, CHOXKET-
Hble 3apMCOBKM C APEBHUX MOHET U Mejanen n3 ero
COBCTBEHHOM KOMNEKLMM.

OT paHHuX akcnepnmeHTos bennnHn mudonorm-
yeckas TemaTumka 3BOAOLMOHMPOBana k bonee
KPYMHbIM XyZOXeCcTBeHHbIM dopMaM B paboTax ero
nocnegosatesnei. Buttope Kapnayyo xopowio 3Ha-
KOMbIN ¢ anbbomamum ikono ncnosib3oBan B KapTu-
He «butBa cBATOro M'eoprusa c gpakoHom» (0k.1507,
r. Ckyona an CaH-[xoppgxuno aenbn CKbABOHMN,
BeHeLns) xapakTepHyto feTanb CBOEro npesLecTseH-
HMKa, MOMECTMB Ha KOHCKY cOpyto ABa Mesanbo-
Ha, UMUTUPYLOLWMX YekaHKy all‘antica. Ha ogHom
13 HKX n3obpaxeHa cueHa «Opden 1 3Bepu», KOTO-
pas Moraa ObiTb 3aMMCTBOBaHa C aHTUYHON MOHETbI
13 cobpaHus 3aKazumka Uan Koanekumm obpasyos
CaMOoro XyJ0>XHUKa. AHTUKBapPHbIE LuUTaTbl BO3HMKA-
FOT MOBCEMECTHO B CTAHKOBOMN U MOHYMEHTa/IbHOM
KMBOMUCK B BUAE AEKOPATUBHbLIX BKpanjeHuin
no npumepy O0BHaXXeHHbIX CKYAbMNTYP B KapTUHaX
Kapnauuo «CoH Cesaton Ypcynbl» (1495 r., Fanepesn
Akagemus, BeHeuns) n xoBaHHn MaHcyatn «Yyaec-
Hoe ucueneHve goyepu bensenyto» (1506 r., Fanepes
Akagemus, BeHeLns), HpaBCTBEHHO-ANAAKTUYECKUX
anneropuii 1 CMMBOJNYECKNX KOMMEHTaPMEB K OC-
HOBHOMY COBbITUIO MOA0HHO NCEBAOKAACCUYECKUM

penbedam ¢ n3obpaxeHMeM A3bl4ECKOrO XepPTBO-
npuHolleHuns B pabote [>xoBaHHW beannHu «KpoBb
Cnacutens» (Hau. 1460-x rr., HaunoHanbHas ranepes,
JloHaoH). Kak y>xe oTMeuanocb paHee, B paboTax
XYAOXHWKOB, 3a4acTyo, JEMOHCTPUPOBAINCh IKC-
MOHaThbl U3 X COOCTBEHHbIX KONNEKLMI. YBAeUeH e
aHTVKaMU He 6bI0 PeAKOCTbIO B XYA0XXECTBEHHbIX
kpyrax. CobpaHune UTaJMnckon kepaMmnku, GpoHsbl
1 MENKOW NAacTuKK, 3aneyaTieHo B KapTuHe «Buge-
Hue CesaToro AeryctuHa» (1502 r., Ckyono an CaH-
xopaxo aenbn CkbABOHK, BeHewms), BOSMOXHO,
Hekorga npuHagnexano Kapnayuo, a nsobpaxeH-
Hble B goMe MapTbi-MNennnuapu B Kactenbdparko-
BeHneTto (1496-1500 rr.) aHTUYHbIE MOHETBI U MeAanu
C NopTpeTamMmun MyApeLoB B BOCTOYHbIX TOpbaHax,
TMMNCOBbIE CNEMNKM, KHUra 06pa3yoB C NepcrnekTns-
HbIMU PUCYHKaMn n croxeTbl «McnbitaHne Mounces
orHem» (1502-1505 rr.) n «Cyg ConomoHa» (1501-
1505 rr.) B TexHMKe GPECKOBOWN POCMUCU MOFAU
HaxoAnTbCA B cOBpaHun [IxopaxoHe.

TakMm o6pa3om, 3HaKOMCTBO BEHELMaHCKMX
XYAOXKHUKOB € MasibiMW GOpMaMM aHTUYHOW NAacTu-
KW OKa3asio OrpPOMHOE BAUAHME Ha NPOHNKHOBEHWE
Mubonornyeckon obpasHOCTU B XyL0XKECTBEHHbIN
CTPOW peHeccaHCHbIX NpousBeaeHU. Mpun 3Tom
MacTepa CBeT/eiLwen NoNyYnan LMPOKME BO3MOX-
HOCTW NpeTBOpPeHMA MUPONOTMYECKON TeMaTUKN
OT UUTMpPOBaHUsA opurMHana 4o csobogHoro npo-
ABNEHNS TBOpUYecKon daHTasmn.

Henb3s He oTMeTUTb 1 0COBYHO PONb BEHELMaH-
LEB B U3yYeHUN N pacnpoCTpPaHEHNN HayUHbIX 3Ha-
HWI O APEBHUX MOHeTax 1 Megansax. B 1559 roay
B BeHewwnn Bbiwen nepBbi GyHAaMeHTaNbHbIA 616-
nuorpaduyeckunii Tpya no Hymmnsmatuke «becepa
O CTapuHHbIX MOHeTax» — «Sopra le Medalie de gli
Antichi», aBTOpOM KOTOPOro 6bl BEHELIMAHCKNI
YUYEHbIN-TYMaHUCT, KONNEKUNOHEP aHTUYHbIX MO-
HeT, Hobune BxoaneLwKnM B coctaB Coeta [ecaTw,
CebacTtbaHO dpuuuo. He meHee nprMeyaTenbHO
1 TO, UTO B CMINCKE KONNEKLNOHEPOB JPEBHUX MOHET,
BXOAMBLUEM B MepBOe PYKOBOACTBO MO HyMM3Ma-
TUKE, U3 ABajLLATU BOCbMU coObupaTtenem, oguHHa -
uatb 66111 BeHeumnaHuamm [30, c. 51-52] [n.ll].

MoMVMO HYMU3MaTUKW, LUIMPOKOE pacnpocTpaHe-
HWe B JlOMax BEHELIMAHCKMX aHTUKBapOB Nosy4mnia
ApeBHAa ramntuka. CnegyeT OTMETUTb, UYTO MHTepec
K HEW He yracan Ha NPOTAXEHUN BCEV UCTOPUM KO-
NekunoHnpoBaHus. VI no cei AeHb aHTUYHbIE Ka-
MeW COXPaHSOT 3HaUEHMe 3TaNoHa KlacCM4ecKkom
KpacoTbl U YNCTOro, CTpororo Bkyca. Cobmpatenbcr-
BO PEe3HbIX KAMHEWN OblI0 OTANUNTENIbHOW YePTOW
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apUCTOKpaTUUECKMX KPYroB eLle CO BPEMEH 3n-
HUcTUYeckoro mupa. Mo Tekcram MNanHna nssectHo
O MHOTrO4YMCieHHbIX cobpaHusax Fonusa Llesaps, pak-
Tanotekax Mutpmaata n Mapuenna, niemMsHHuKa
nMnepaTtopa ABrycra, O6LNPHON KOANEKLMM FEMM
CkaBpa, nacblHka agunktatopa Cyanbl, 0 cobpaHmsax
Mapka AHTOHUA 1 LinnbHua MeueHata. PuMcknin du-
nocod-mopanuct nepmoga Nmnepun CeHeka nuwet
0 MoJe TOro BpeMeHu: «[epcTHM yKpallatoT HaLwlm
nanblbl, Ha Kaxzolh danaHre ceepkaeT remmal»
[3, c.144]. B nepvog PeHeccaHca reMMbl 3aHAM OCO-
60e MecTo B AOMALLHMX KONNEKLMAX U KabuHeTax
peAKoCTel Hapsay C APYrMMM NpesMeTaMm aHTUY-
HOM FAVNTUKK, MOHeTaMK 1 Meganamun. Konnekuno-
HepoB NpwvBAeKana N3blCKaHHas KpacoTa «>KMBOMUCU
B KamHe» [6, ¢.16], npeacTaBAeHHas MHOroobpasuem
bopM penbedHon pe3bbbl OT TPAAWLIMOHHBIX UHTA-
Nn-neYvaTen n CKPOMHbIX MOHOXPOMHbIX MUHMa-
THOP A0 POCKOLIHBIX MHOFOLLBETHbIX KaMeW, CHOXKETbI
KOTOPbIX BOCMPOU3BOANAN bpeckn, NOPTpeTh
MOTYLLECTBEHHbIX MOHAPXOB U 3HaTW, CLIeHbI M3 Obl-
TOBOW XW3HM U 00pa3bl kraccuueckon Mubonormm.
MWHMaTIOPHBIMW KOMMO3MLMAMU MOXHO 6b110 /1t0-
60oBaTbCA YacaMu, BIAAbIBAsACH B ryOUHY MX NPOCT-
paHCTBa, NOpaXkaBLUYH YETKOCTbI TOHKUX JIMHUIA
N MHOTOC/IOMHOCTBIO pesibeda. Mantosmsa ceetoTe-
HEeBOW MOAENNPOBKM, POXAEHHAA NONEPEMEHHbIM
yepesOBaHVEM TOJILLMHBI U MPO3PAaYHOCTLN CIOS, CO3-
faBasna NNeHUTeNbHYH KpacoTy 06BeMOB APEBHMX
CTaTyh 1 pa3Hoobpasme CLOXKETHbIX MOCTPOEHWU,
BOMNOTUBLUMNX B cebe BO3BbILIEHHbIN 3TOC aHTUY-
HOM nnTepaTypbl. He MeHee npueieKaTesbHbIM
419 KONNEeKLMOHEePOB bbla 1 pasmep 3TUX MajieHb-
KWX BeLLWL, NO3BO/ABLUMIA BAajebLaM He paccTa-
BaTbCA CO CBOVMM XYZ0XECTBEHHbIMU COKPOBULLAMM
B noe3jkax 1 nyTeLlecTBusX.

B TO e BpeMs XMBOMUCHble 0bpa3bl pes-
HbIX KaMHEN MMeIn He TOJIbKO 3CTeTUYECKOoE, HO
N YyTUANTApPHOE Ha3HaueHwue, ABAsA COBON, C ofHON
CTOPOHbI, FOBENVPHbIE UANOCTPALUN K APEBHUM
TEKCTaM M UCTOUYHUK BAOXHOBEHMA ANA BEHELM-
aHCKMX M 3ae3XKNX XYAOXHWKOB, C APYrOM, BbIMO-
HAJIM POSIb CBOEOHPA3HOro HarasAHOro Nnocobus,
AOCTOBEPHO MnepegatoLlero MKoHorpapuyeckmne
CXeMbl aHTUYHOCTW. B 3TOW CBA3M remMmbl Hepea-
KO BOCMPOU3BOAWINCH B BUZAE KOMWUN, CBUHLOBbIX
OT/INBOK WM BOCKOBbIX OTNEYaTKOB, a TakKe He-
60/1bLIMX BPOH30BbIX IMCTOB C GUIYPHBIM CLIEHaMM
[13, ¢.78-79], koTOpbIMW HapsAAY C FTMNCOBLIMUN Caen-
KaMu C aHTUYHOM CKY/IbATYPbl YKpallanu 4BOpLbl
Y BUANbI aPUCTOKPATOB A5 AEMOHCTPaLMK MbILLHO-
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CTN 1 baecka nx pesvgeHumin. Kpome toro, coctas-
NANNCb OTAENbHbIE KOMNEKLMW, KOTOPbIE B KayecTe
AVAAKTUYECKOro MaTepuana UCnonb30Baanch B pa-
H6oUnMX MacTepCckux ans obneryeHns 3HaKOMCTBa
C @aHTUYHBIM UCKYCCTBOM 1 ero n306pasmntenbHbIMM
npuHunnamm. O nogobHbIx cobpaHnsax coobliaet
Jx. Bazapw B «XKunsHeonucaHuax Hanbonee 3Hame-
HUTBIX XXMBOMMWCLIEB, BasTeNeN 1N 3044MX», YIOMUHAS
y4ebHYyH KONNEKLMIO TMMNCOBbIX C1IEMKOB B MacTep-
ckon PpaHuecko CkBapuoHe (1397-1468 rr.), a Tak-
e MacTepCKyro M XuavLie Meganbepa v toBesmpa
JleoHe JleoHun (1509-1589 rr.), B KOTOPbIX «MMEOTCS
TMMNCOBbIE CIEMKM CO BCEX COBPEMEHHbIX U APEBHUX
MPOCAaBAEHHbIX CKyNbNTYP 13 Mpamopa uin 6poH-
3bl, Kakle OH TOJIbKO CMOT pa3fobbiTb». [1, ¢.368]

MHorve BeHeLMaHCKMe KONNEKLMOHEPbI TOTO
BpeMeHU 6bin BONbLIMMU LLEHUTENSMU TEMM.
B cobpaHun, ynoMumHaBLerocs paHee, MNbetpo bap6o
HaXOAMNOChH CBbILLE WeCTUCOT reMm 1 bonee AByx-
CoT copoka kamel. Camble LLeHHbIe 13 HUX TaK Xe,
Kak n 6onblas YacTb cObpaHHON NOHTUDUKOM
KoAnekunn, Oblan passapeHbl AN pacnpojaHbl
ero npuemHukom, Mano Crkctom V. 3TUM nyTem,
B cobpaHue JlopeHuo Meguum nonanu: 3HaMeHu-
Tas vallla 13 xasLesoHa, bonee n3BeCTHas Kak, tazza
Farnese n aparoLeHHbIN KaMeHb CO CLLEHON MOXM-
weHuna Oanceem ctatym MNannaawbl (I Bek Ao H.3.)
[21, c.49-54], a TakXe Kames C n3obpaxeHnem
AnoHNCa B KONIeCHNLE, 3anpPsaXXeHHOW NCUxXesMu
(Heanonb, HaunoHanbHbI ApXeonornyecknin My-
3ei). B FlocysapcTBEeHHOM My3ee SpMUTax XpaHaT-
€S ABe TAUNTbI, NYTb KOTOPbIX MOXHO NPOCAeAnTb
6narosapsa rpaBMpoBKe, HAHOCKBLLEWCA Ha Nyuy-
Lne KaMHU B Koanekummn JlopeHuo BenavkonenHo-
ro. OfHOW 13 HUX ABAAETCA CEPAOANKOBAsA NHTaINS
C OMJeYHbIM N306paKeHNEM HOHOLIM B FTONIOBHOM
ybope u3 6biubelt WKypbl. B MHBeHTapHOW onucK
cobpaHus MbeTpo bapbo ot 1457 roga oHa 3anuca-
Ha Kak: «[onoBa toHOro epakna c HafEeToo LLIKYPOW
NbBa Ha CepAoavKe LeHoto 2 aykaTa» [4, c.273-281].
VHTepecHO, UTo ee onucaHus BCTpPeYatoTCa B pas-
JINYHBIX NCTOPUYECKUX JOKYMEHTax Ha NpoTaxe-
HWe YEeTbIPEXCOT NeT.

Apyras remma, «Hrka Ha konecHuue», capio-
HUKC, 3,7x4,5 cm., VIHB. N2X. 249, noctynuaa B My-
3elt Ipmutax B 1805 ryay us cobpaHusa reHepana
H.®. XutpoBo. B onuncy noHTUdumKa, COCTaBAEHHON
B 1457 ropgy, oHa uncautcs, Kkak: «Pa3butas kames
C nsobpaxeHnem Tpuymoa: Ba KOHS U Kpblia-
ThI FOHOLWWA C BUYOM B NpaBol pyke» [5, ¢.66-67]
(Il Tesoro di Lorenzo il Magnifico, p.97).

B TeueHwue cnepytolero Beka B CBeTenLwel Takxe
COCTaBAAOTCA BECbMa 3HaYMTENbHbIE KOMIEKLNN
pe3HbIX KaMHel. BHyLUMTenbHOe KOIMYEeCTBO aH-
TUYHbIX FEMM XPaHWA0Ch B cObpaHum [xoBaHHU
NpumaHum (1501-1593 rr.). NManauyuo B CaHTa-
Mapws ®opmo3sa xpaHuWT CTYKKOBbIN penbed n dpec-
KOBYHO POCTMCh, CO3ZiaHHbIE MO CHOXEeTaM COpoKa NATU
KamMel u3 KosnekLmmn natpmrapxa. K nx xmBonmcHom
TemaTuke obpalwanmce XyfoXXHUKN [>xoBaHW-
batTncta ®paHko 1 SHea Buko [24, ¢.268-274], Boc-
CO3zaBLUMe MO HUM CEPUIO FPaBlop, TeM CaMbIM yBe-
KOBEYMB MaMsATb O HEKOrAa obLwMpHOM cobpaHmm
aHTWYHBIX Kamel ceMby FpUMaHu, yTpaueHHOM noc-
ne nageHus Ceetneliwen pecnybamnkn. B onncaHmsx
KOMNEKLMWN NaTprapxa TakxKe yNoMMUHaATCA CEMb-
[ecaT ABe Kameu, ykpallaBLune yTepsiHHbIA nocae
ero cMmeptu studiolo: «<MONHOCTbIO CAENaHHbIN
N3 YEPHOro JAepeBa N MHKPYCTUPOBAHHbIA OYeHb
KpacVBbIMU KaMHSIMW Pa3HbIX COPTOB, ...KOJIOHHaMM
N3 OYeHb TOHKOro anebacTpa, ...4peBHMMY BpOH3a-
MW, ...CTaTy3TKaMK1 1 6roCcTaMu, Mejanamu 13 gparo-
LLEHHbIX MeTaIoB M NO30J104EHHbIMU penbedamm»
[30, c.31]. Heckonbko kamei 13 cobpaHus IprmMaHu
6b1am KynaeHbl EkatepuHol || 1 BOWAW B 3pMUTax-
Hyto Koanekumto. OZHa 13 HUX C CHOXKETOM «3pPOThl
MyuatoT lNcmxero B npucytcteum noHnca», cap-
AOHMKC, | B. g0 H.3., nHB. N2XK. 316, mnoctynusLuas
B IpmuTtax B 1792 rogy n3 cobpaHuna CeH-Mopwuca
(Mapwmx) [6, c.51], no nHBeHTapam cobpaHus pu-
MaHW M3BECTHa, KaK «...MaJleHbKW aMyp, CBA3bI-
BalOLW M BeHepy, cnasawas purypka u ewle oauH
amypuuk...» [30, c.29]. Apyras, «[lnoHnc Ha konec-
HULe, 3anps>XXeHHOW KeHTaBpaMu» [6, c.47] (I B.
[0 H.3., capAoHUKc, mactepckas Coctpata ns Anek-
caHapum, nae. N&XK. 282), B onucu natpmapxa 3Ha-
unTCa, Kak «TpexuBeTHas kames ¢ nsobpaxeHvem
JBYX KEHTAaBPOB, CaMKM W caMLia, KOTopble Be3yT
B KOJIeCHMLe Bakxa, Noaaep>KnBatoLLero TMpC JeBow
pykon» [27, c.148]. BnonHe BO3MOXHO, UTO ee pe3bba
CTana Npoobpa3oM BaKXMUeCKOro LecTBUs B KapTu-
He Ynma ae KoHenbaHo «Tpuymd Bakxa n ApnagHei»
(1505-1510 rr., My3ei Monbau-Meuuonn, Munan).
HecmoTps Ha TO, uTO B paboTe BEHELIMAHCKOTO Xy-
JO>XHMKa OTCYTCTBYHOT TOYHbIE 3aUMCTBOBAHWA
13 3PMUTAXKHOWN Kameu, OT BHUMaHWA He YCKO/b3a-
tOT OTAE/IbHbIE MOTUBbI CO3BYYHbIE €€ XYL0XECTBEH-
HOMY CTpOto. IBHOE CXOACTBO MpPOCAeXMBaeTCa
B MKOHOrpaduu, cTeneHn B3aMMOoAencTBus, a Takxe
B NMOBTOPSAOLLENCSH NEPEKANUKE MO3 1 XECTOB Nep-
COHaXeMl, N30bpa>KkeHHbIX B 3TUX ABYyX paboTax.
B pe3bbe ananHMCTMUECKOro MacTepa NPUBETCTBEH-

HOMY 3HaKy NOAHATON BakxoM pyku, BTOPUT 3anps-
>XEHHbIN B KOJIECHULY KeHTaBp. [MoXoxXuin Motuns
n3obpaxeH B paboTe Ynma, C TOM AULWb pasHULEN,
YTO ABUXKEHUE pPyK bOra BUHOAENNS 3epKasibHO MO-
BTOPAETCA B XecCTax caTvpa, a obpalleHHas AMLOM
k baxycy KkeHTaBpecca, coCTaBaAroLLAsA ONMMMNIALLY
BblPa3UTeNbHYHO aHTUTE3Y, B KAPTUHE BEHELMaHCKOro
XyAOXHUKa npeacTaeT B obpase catnpecchl. Boiwe-
nepeynciaeHHble OTCbINKM Ha Knaccmyeckumii obpa-
3eL, NO3BO/IAIOT NPEANONOXKMNTb, UTO U30HpaxKeHne
C 3PMUTAXHOM KaMeun MOTN0 MOCAYXMTb KOMMNO3M-
LMOHHON OCHOBOW Ana TpuymMbanbHON npoueccumn
B KapTuHe Yuma ge KoHenbsiHo «Tpuymd Bakxa
n ApmnagHbl». 3HaKOMCTBO BEHELMAHCKOro XyA0X-
HWKa C aHTUYHOW FNNTON NpeacTaBaseTcs elle 60-
Nlee BEPOATHbIM B CUJy ero npebbiBaHWsA B LIEHTpe
aHTUKBaPHOW TOProB/ax N cobupaTenbCcTBa, KOMM
6blna BeHeuus Toro BpemeHm.

Taknum o6pa3om, OAHOW 13 GOPM XyA0XKECTBEHHO-
ro NpeTBOpeHUs boraTtenwero MaTeprana aHTUYHON
FANNTUKKX CTaNo BOCNPOM3BEAEHME ee KOMMO3ML MR
B TBOpYeCTBe MacTepoB CBeTsieliLei pecnybamku.

MNepBble CBUAETENLCTBA O BEHELMAHCKMX aHTUK-
Bapax N UX KOANEKLMAX N3BECTHbIE MO 3annckam
Mukun3nsa nosgHee 6bIIN 4ONONHEHBI KAaTanoMM-
3npoBaHHbIMKU paboTamun SHea Buko (1555 r.)
n CebactbsiHo Spumuuo (1559 r.). B 1563 rogy o6HOB-
NleHHble cBefeHnsA o0 cobpaHusax CeeTnenuert Gbiam
npeacTaBieHbl B pabote dnamaHACKOro UCTopu-
Ka n bruorpada, BeHeLMaHLa NoO POXAEHUO, Xbto-
6epta FNonbumnyca «C. lulius Caesar sive Historiae
imperatorum caesarumque Romanorum ex antiquis
numismatibus restitutae» (1563 r.) [30, c.51]. B noc-
nepHen yetBepTn XVI Beka K TeMe BEHELMaHCKMX
Koanekuuii obpaltaetcs PpaHuecko CaHCOBMHO, No-
CBATMBLUMIA UX OMUCAHWUIO OTAENbHYHO rnaBy «Studio
di Antiglie» B 3HUMKNONEANYECKOM Tpyae «Venetiq,
citta nobilissima, et singolare» (1581 r.) [30, c.52].
B otanume ot npepecTBeHHMKOB, ero paboTa BkAto-
YaeT He TO/IbKO OMMCaHUs BOCEMHAALLATU 3HAUMMbIX
BEHeLMaHCKNX cOBpaHnii, HaXxoAMBLUUXCA BO BAa-
JAEHWUW 3HaTHbIX NaTPULMEB, BAUATENbHbIX TOProB-
LeB, MeL,eHaToB 1 puaocodoB, Taknx Kak JTynaxm
n JleoHapgo MoueHnuro, PpaHuecko 1 JJoOMeHNKO
Ayopno, lomeHnko v [ixxosaHHW pumanu, MNbetpo
Bem60 1 JleoHMKO TOMEO, HO U MMEHa 1N MeHee
M3BECTHbIX aHTMKBAPOB, YbM AOMaLLHME My3eu Xpa-
HWUAM NOUCTUHE «opere antiche» (apeBHMe paboTbl)
[21, c.72-73]. B 31Ol cBA3N 0cob60O NpumMeyaTenb-
HO 3aBewaHune JJomeHnko aun MNbepo, xpaHsaLee
onucaHune KONNeKLMN n3biCKaHHbIX Kamen. LLlectb
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reMm u3 ero cobpaHma ¢ CtoXKeTamMmm aHTUYHON MU-
bonormm BbIAENAOTCA «BbICOYAMLLIMM KauecTBOM»
[24, c.268-274]. Pe3bba ogHOW UX HUX NOBECTBYET
0 bopbbe epakna ¢ TpexraasbiM LiepbepoM; Ha Apy-
rovi nepegaHa cueHa us tparegumn Codokna «duo-
KneT», obHaxeHHas My>xckaa durypa obmaxmeaet
KpbINOM NepebuHTOBaHHYHO HOTY; CHOXET TpeTel
NOBTOPAET APEBHEPVMCKYHO MO3aunKy «3pOC MAbIBY-
LA BEPXOM Ha JrvnaHe B OKPYXeHWUU AenbOUHOB.
Ewe Ha Tpex ravnTax Bblpe3saHbl cuay3Tel Mopckol
Berepsbl, Hepenabl n TputoHa, a Takke KanegoHcko-
ro Benps. 3TM KaMeun B Yncie Apyrux cCopoka natu
pe3HbIX KaMHeW 13 cobpaHuna [lomeHnko an Meepo
MOMONHUAW paHee YNOMAHYTYH Koanekumnto [xo-
BaHHW [pymaHu.

HecmoTps Ha To, UTo BONBLLMHCTBO BEHELMAHCKNX
KOMNEeKLUMIA U MMEH aHTUKBAPOB CEroAHs 3abbiTbl,
a ux cobpaHusa pacTBOPUANCL BO BPEMEHM, 3aTe-
PABLUMCH B AOMALLUHUX My3eAxX HOBbIX BAajeNbLEB,
06pbIBOYHbIE CBEZleH WA, COXPaHMBLLMECS B 3aBelLa-
HMUAX N HOTapManbHbIX JOKYMEHTaX TOrO BPEMEHM,
MO3BOIAIKOT COCTaBUTb OTHOCUTENBHO MOJHYHO Kap-

TUHY O NpakTuKe aHTUKBAaPHOro cobupaTenbCTBa
B CBetnenweli nepunog XV-XVI Bekos.

MprmeyaTenbHO, YTO aHTUKBAPHOE ABUXe-
Hue, 3apoauslueecs B Ceetneliwelt B XIV-XV Be-
Kax B OTCYTCTBMMW COBCTBEHHOW aHTUUYHOCTM, OKa3aso
OrpoMHoOEe BAMAHME Ha GOpMMPOBaHME B CO3Ha-
HUW BeHeuMaHUEeB obpa3a KJaccmyeckoro npoLu-
noro. Posib nocpesHnka B 3TOM npouecce nrpan
OBLWNPHBIN aHTUKBapPHbIA MaTepuan, B 60AbLLIOM
KOJIM4YeCcTBe NOCTynaBLUWiA B Serenissima n3 peruv-
OHa BoctouHoro CpegmseMHOMOpPbA. 3HaKOMCTBO
C HAM BEHEeLMaHCKMX XyAOXHMKOB, a TakxXe UX He-
NMOCPeACTBEHHOE yYacTne B aHTUKBAPHOM ZBUXe-
HMW OKa3afio OrPOMHOE B/IMAIHWE Ha NMPOHUKHOBEHME
Mudonornyeckon o6pasHOCTU B XyA0XKECTBEHHbIN
CTPOI peHeccaHCHbIX Npou3BeseHuid. Takum obpa-
30M, raBHOW 0COBEHHOCTLIO NcKyccTBa CBETIENLLEN
ABAAETCA Hepa3pbIBHasA CBA3b C MPAKTUKOWN aHTUN-
KBapHOro cobupaTenbCTBa, OKasaBLUuel coaencTeme
He TOJ/IbKO B MOBCEMECTHOM PacrnpOCTPaHEeHUN Mu-
dbonornyecknx MoTMBOB 1 06pPa3oB, HO 1 ajanTa-
LUUKN UX B BEHELIMAHCKOM MCKYCCTBE.
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