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“THE MYTH OF VENICE" IN THE DRAWINGS
OF JACOPO BELLINI — OTHER FACETS OF IMAGERY

Summary: The article focuses on the drawings of Jaco-
po Bellini (c.1400-1470/1471) from two famous Albums
kept in the Louvre (c.1430-1450) and the British Muse-
um (c.1455-1470), the themes of which are related to the
mythologemes of the Venetian Republic. This publication
is a continuation of the article: "Jacopo Bellini: the Matter
of Visualising the '‘Myth of Venice™ (previously published
in the journal Burganov House. The Space of Culture).
In view of the rich thematic “repertoire” of the albums,
the main goal of the study is to discover the connection
between Bellini's drawings on different plots or motifs with
the historical and ideological basis of the “myth of Venice".

In addition to religious subjects included in the com-
plex architectural compositions of J. Bellini's “ideal city”,
the facets of “myth” are reflected in his female images,
in portraits of Venetian warriors and knights, in battle
scenes, and also in drawings of lions. This graphic mate-
rial from the albums of the founder of the Venetian Renai-
ssance will be the subject of our study.

Through the prism of the task at hand and also in con-
nection with the obvious variety of overlapping themes
in the two amazing volumes, the drawings in them do
not exhaust themselves, just like the culture of Venice.
The entire world around us seems to be included in the
graphic "cabinet of curiosities”. And it is also why the al-
bums are of great importance for fine art.

In the samples we are considering, the artist contin-
ued to "discover the world and man”, looking for picto-
rial boundaries of the objective world. He was interested
not only in modelling the spatial environment but al-
so in the anatomical nature of man, his interaction with
nature and space, portraits and multi-figure compositi-
ons in urban settings and rural areas. Albums became
not just visual evidence of the flow of life through the mas-
ter’s observations and his artistic preferences, but also
a kind of treatise on applied human anatomy, animal art,
not to mention linear perspective. The “personal char-
acter” of the drawings created for oneself (fatti per se)
is again felt. Graphics appears as an independent form
in the fine arts of Venice. And finally, “myth” takes on a new

existence in Venetian art, providing its successors with
an ideal narrative channel for the motifs and holistic ima-
ges developed by Jacopo Bellini.

However, how are drawings of female images or war-
riors and knights connected with the matter of “myth"?
Nevertheless, consistently studying the material from
the point of view of historiography, the main postulates
of the republic, which turned into its main mythologemes,
as well as examining Bellini’s sheets using the method
of formal-stylistic and comparative analysis, we discover
a subtle and sometimes obvious reference to the "myth
of Venice”, ambitions and the political climate of the city

-state. Thus, already at the turn of the 16'th century, fe-
minas drawn or painted on canvas acquired the status
of the most important element in the art of Venice. Actu-
ally, Venice identified itself with a female image. Its per-
sonification became a powerful propaganda tool in the art
of the Cinquecento. In this sense, the steps taken by Bell-
ini (in the middle of the Quattrocento) to study female
nature are especially valuable. It is no coincidence that
the artist was interested in military themes and images
of courageous Venetians, morally and physically prepared
not only for knightly tournaments but also for real victories
at sea and land. The brilliant development of the mi-
litary motif in the form of sketches and integral com-
positions is a reflection of a socially significant phe-
nomenon for Venice, which we consistently prove
in the article.

And in conclusion, we examine sheets with figures
of lions, grouping them according to iconography. A lion,
as a symbol of St. Mark the Evangelist, directly associated
with Venice, became almost the main emblem of the re-
public. In this regard, Jacopo Bellini's appeal to this tra-
ditional motif, as close as possible to the Venetian self-
consciousness, also seems to be the Venetian master's
significant contribution both to the further formation
of the "myth” of Venice and to the formation of the Vene-
tian Renaissance in art.

Key words: Jacopo Bellini, Venice Republic, Renais-
sance, album, tome, graphics, drawing, myth, mythologem.
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Fig.1. Nude Women on the Battlefield. British museum,
fol.32

One of the themes that was well reflected in Bell-
ini's albums and deserves attention, including from
the point of view of “myth”, is women. The reason
we decided to dwell on this obvious source of the ar-
tist's inspiration and consider some of the drawings
is that a female image is, in fact, extremely sym-
bolic for Venice. The image of the noblest and most
unique Venice (nobilissima et singolare) [15] would
not be complete without women. After all, Venice
identified itself precisely with the feminine principle.
First of all, it identified itself with the Virgin Mary.
And this identification of Venice with the Virgin Mary
became a stable ideologeme of the “myth of Veni-
ce”, which, by the way, is evidenced by Frances-
co Sansovino, bringing together these two images
as well as two names: “...\Venice Immaculate (Vene-
tia Vergine), with its unspoiled purity, protects itself
from other people’s violence and maintains peace...”
[15, p.323]. And that is not all: it is the Goddess
of Justice, it is the Goddess Venus, who emerged
from the foam of the sea; it is also a luxurious Vene-
tian lady. The personification of Venice became
a powerful tool in the art of state panegyric. Tin-
toretto and Veronese's mythological cycles, cre-
ated by them in the 16th century for the Palazzo
Doge, are clear confirmation of this. Thus, as a result
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of this allegorical unity, which was important for
the republic, and taking into account the still re-
cent conservatism of the local school, it is difficult
not to appreciate the steps taken by Jacopo Bellini
in the study of female nature.

Bellini's unconditional search for female faces,
characteristic of the mid-Quattrocento, was large-
ly inspired by the special significance of women
for Venice. "...Despite the almost oriental mystique
of the republican way of life and the skilful mix-
ture of secrecy and display, their presentation in art
was part of the calculated work of state propagan-
da. Venice is a woman, the Most Serene, Repub-
blica, born in the sea, like Venus, immaculate, like
the Virgin." [12, p.127]

Moreover, in historical terms, the life of a Vene-
tian woman was always shrouded in fog. Visitors
were no less eager to see local women as marvels
than they were to see the appearance of Venice
itself. In this regard, it is difficult to disagree with
the ltalian historian and researcher of Venetian life,
the author of the book La Dogaressa di Venezia,
Pompeo Molmenti, who believed that the mystery
that had once surrounded a Venetian woman only
increased her attractiveness for us:

“A woman is a living element of art (vivo ele-
mento per ldrte é la donna) since she is in harmony
with everything that surrounds her, with festive life,
with fantastic architecture, with warm airy tones,
and with water reflections. The Creator feels her
charm and places her on the immortal throne.”

Thus, the series of drawings Naked Women
and Children (fols.30 v., 31; Louvre, fol.68) resem-
bles examples of classical sculpture. However,
the composition itself and the preserved outlines
of three-dimensional space make it far from the clas-
sical bas-relief. Before us, there is a kind of group
portrait of women with children. Nude female figu-
res are depicted from a variety of angles: in contrap-
posto poses (from ltalian: contrapposto), as well
as sitting, reclining, in active, purposeful movement,
in coordinated and organic interaction between
themselves and the figures of children of diffe-
rent ages. This mise-en-scéne is more reminiscent
of a city bathhouse, and “the heroines anticipate
the erotic nude that will enrich Venetian painting
of the next generation”. [6, p.33] It is worth noting
that here again, one can see the Dutch trace "be-
queathed” to the Venetian masters. In this regard,
admiring the “convincingness” of Bellini's bath-
ers, K. Eisler suggests that Bellini could have seen

the famous Bathsheba or Woman Bathing by Jan van
Eyck (c.1420-1430, now lost) in Urbino. Moreover,
the paintings of naked bathers that decorated wooden
chests brought from the Netherlands by Jacopo's
court patrons could have been a source of inspira-
tion. [12, p.180]

However, the artist's interest in female nature
is reflected not only in naked bathers (the above-
mentioned drawings) but also in such images as Na-
ked Women with Children Preparing for Battle
(fol.31 v.) and Naked Women on the Battlefield
(fol.32) (Fig.1). Bellini's women warriors echo the an-
cient image of the fair and brave goddess Pallas
Athena (Minerva). In the 16th century, the image
of Minerva was heroized more than once in the offi-
cial art of Venice. Thus, for example, the image
of Minerva was used by Jacopo Sansovino for the
sculptural design of Lodgetta (1537-1546). And Mi-
nerva Sending Away Mars from Peace and Prosper-
ity (1570-1580) by Jacopo Tintoretto — a classic
embodiment of power and at the same time femi-
nine beauty, appeared in the Golden Living Room
(Salotto Dorato) of the Palazzo Doge. Merging
with the image of Venus and Venice, Tintoretto’s
Minerva decisively and at the same time graceful-
ly “sends away” the disasters of war, threatening
her in the image of Mars.

Returning to Bellini's drawings (fols.31, v.32),
created a century earlier, we note that before us,
there are naked women of different ages and graces,
representing, apparently, an allusion to the popular
Renaissance theme of the “three human ages”. How-
ever, unlike these drawings, the previous series with
"bathers” (fols.30 v., 31; Louvre, fol.68), on the cont-
rary, is an image of the same nude in different po-
ses or movements. This nuance only empha-
siss the private nature of the albums, which allo-
wed the master to freely develop the motif
that interested him within the confines of one
drawingor sheet.

A refined and poetic female image appears
in courtly drawings, such as The Knight and His Lady
with a Hawk (fol.19 v.). It is noteworthy that two
female figures are depicted here. Although initial-
ly, there is a deceptive impression of an addition-
al sketch for the image of the “lady with a hawk”,
made by the artist with a light pressure of a pencil,
as if he was trying to find the best compositional
solution for depicting the female figure. Howe-
ver, upon closer examination of their facial features,
one can conclude that Bellini depicted two ladies.

In addition, this point of view is supported by the ru-
le that existed in that era to accompany women
of the noble class. Thus, we can assume that the be-
loved woman is “followed” by her companion,
who is in no way inferior to her in majesty, noble
attire, or tenderness of appearance.

It should be noted that the most important fea-
ture of Renaissance fashion was that it did not ex-
pose the human body, unlike in ancient culture;
on the contrary, dresses were characterised by alter-
nating voluminous skirts, harmonious symmetry,
and moderate cutouts. It follows that Bellini’s la-
dies correspond to the fashion trends of the mid-
Quattrocento. This means that they were not fictiti-
ous women but the artist's contemporaries, whom
he could have observed during knightly tourna-
ments. Consequently, the images of noble Vene-
tian women created by Bellini did not represent
an abstract ideal. And once again, in his albums,
Jacopo essentially turned to a new genre. Portraits
of noble beauties, dressed or naked, surrounded
by servants and everyday details, as well as portraits
of commoners, appeared more than once in Ve-
netian art. In this regard, one can recall the famo-
us work of Vittore Carpaccio, Two Venetian Ladies
(or Two Courtesans of 1490), also dressed in fashi-
onable dresses but already too extravagant.

Other genre scenes are also decorated with fe-
male images, for example, The Rider and the Wedding
Procession, a drawing more reminiscent of a re-
turn from a hunt (fol. 48), as well as a series of every-
day scenes, for example, A Shop with a Woman
(Trader) Making Wool Yarn (fol.51 v.). And every
time Venetian women drawn by the artist, regard-
less of the plot, possible allegorical connection,
or class, give an idea of various roles of women and in-
variably leave the impression of a “freeze-frame” -
an episode of real life, observed by the artist's keen
eye. Their plasticity and gestures are anatomically
accurate and visually convincing.

In this regard, we note that already at the end
of the Quattrocento, Carpaccio, Gentile Bellini,
and then a galaxy of such outstanding masters of
the 16th century as Giorgione, Titian, Lorenzo Lot-
to, Palma Vecchio, Veronese, and, finally, Tintoretto,
introduced their special contribution to the forma-
tion of the multifaceted image of a Venetian woman
as one of the treasures of Venice, continuing what
had been started by Jacopo.

The next theme, extensively developed by Bellini
in both albums, represents a Venetian as a warrior
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or knight. His warriors and knights symbolise army
power and the triumph of victory. The artist de-
picted in detail weapons, military armour, war
horses in all gear, dogs following on the heels
of horsemen, often a noble warrior accompanied
by a squire: A Cavalier with a Rod and an Attendant
(fol.84 v.), the knightly series Horsemen and Ser-vants
Ready for the Tournament (fols.5 v., 6), and a se-
ries of drawings of the tournament in the scenery
of a city square with spectators in the arched win-
dow openings from the British album (fols.55, 50 v.,
51). It is a kind of knightly hymn, merging with Vir-
gil's Song of Arms and Man — "Arms, and the man
| sing...". The fact is that from the very beginning,
the Venetians used the design of Piazza di San
Marco as a stage for most of Bellini's tournaments:
“In no city in the world was there a more beauti-
ful field for fights and tournaments than Piazza San
Marco”. [13, p.205]

At the beginning of the 20th century, Pompeo
Molmenti (an Italian historian, politician, specialist
on Venice) talked about knightly tournaments as
a favourite sport and as a school of combat that
developed knightly customs and laws of honour.
Such competitions became a powerful element
of civil society. Knightly tournaments had been held
since the 13th century and, over time, entered histo-
ry as one of the main events in the life of the Vene-
tian Republic. [13, pp.205-208] They became part
of the momaria culture widespread in Venice — the-
atrical performances that were held on various occa-
sions, including religious holidays (for example,
the Annunciation, which we already touched on ear-
lier), as well as reconstructions of important histori-
cal events. For example, tournaments were held
in honour of the conquest of Treviso (1338) and
the capture of Padua (1406), on the occasion of the
election of Doge Tommaso Mocenigo (1413), which
was witnessed by seventy thousand spectators.
[13, p.207] However, it is important to note that under
Doge Foscari (1423-1457), theatrical performances
of “war games” acquired a new ideological mean-
ing. Doge Francesco Foscari vowed to put an end
to bull dancing, regattas, and momarias, abandoning
most of them in favour of even more tournaments.
[12, p.235] In this way, he hoped to perpetuate
the fighting spirit of the repubilic.

Eisler admits that Jacopo Bellini could have ta-
ken part in the design of the tournament on the oc-
casion of the marriage of Doge Foscari's son (1441).
Since, in addition to the goldsmiths and jewellers
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who made ceremonial armour for tournaments, fes-
tive equipment was often designed and decorated
by artists. It was they who invented fancy horse blan-
kets that could turn any horse into a lion or dragon
(Louvre, fols.90, 52). Knights defended themsel-
ves with shields with images of fierce lions carved
on them, as well as wearing armour knee pads with
lion heads, which was precisely captured in Jacopo's
drawings (ibid., fols.54, 55) (Fig.2). And this could
not just be Bellini's artistic imagination, since
the Metropolitan Museum of Art (New York) pre-
serves a Venetian gilded helmet in the form of a li-
on's head, proving the reality of such battle vest-
ments of the Venetian knights of the 15'th century.
[12, p.235]

Thus, J. Bellini's drawings, dedicated to the theme
of warriors and chivalry, reflected social issues that
were significant for Venice and were designed
to perpetuate episodes of national pride x (ars mem-
orativa). "The perfection of Venetian laws, the weal-
th of its arms, and the success of its trade, raised
the people of Venice to a high level of courage
and prosperity, and public displays of skill and coura-
ge helped to kindle the patriotism and confidence
of its citizens.” [13, p.208]

Studying the drawings directly, we note that they
often cannot be accurately divided into scenes of real
battle and scenes of knightly tournaments, as,
for example, in the samples of the Paris album ele-
gantly drawn almost in one line: Knight and Foot Sol-
dier (fol.90), A Knight Ready for a Tournament or Other
Court Holiday (fol.52). The knight is depicted here
on a huge horse, perhaps a prototype of Bucepha-
lus, the horse of Alexander the Great, in frightening-
ly improbable equipment reminiscent of the wings
and scales of a dragon. In general, the artistic mo-
tif of knightly adventures and images of victorious
warriors were intended to reflect the fighting spi-
rit of Serenissima. However, the Paris album evokes
more poetic images associated with the knightly
narrative, whereas the more applied nature of the
drawings of Venetian warriors is noticeable in the Bri-
tish one. On the one hand, Venice imitated the kni-
ghtly spirit of King Arthur [12, p.97], whose adven-
tures, along with those of the French chevaliers, were
popular among the Venetians. On the other hand,
the theme of invincible knights on war horses ac-
quired particular relevance in the era of Bellini, since,
in Venice, they understood that real conquests of
lands took place on horseback. For this reason, the
theme of chivalry, developed in Bellini's drawings,

was closely connected not only with the idea of
maintaining peace but also with the conquest
of Terraferma. Venice, which traditionally glorified
itself as the most peace-loving state, used various
means to instil in its neighbours the myth of the bra-
vest and most invincible army. And although the Ve-
netians first gained wealth and glory on the water,
they still strived for equal power on land. Frances-
co Petrarch, in awe of the power and bravado of
the Venetian men, wrote: “This nation of sailors was
so skilled in the use of horses and weapons, so brave
and so hardy, that they surpassed all other warlike
nations on sea and land”. [12, p.212]

In addition, the military theme became a reflec-
tion of the reality in which Bellini lived since Ve-
nice spent most of the artist’s life in battles, starting
with its victory over Carrara and Padua and then con-
quering Vicenza and Verona. By the end of the 15'th
century, Venice had become one of the main terri-
torial powers of Italy. The Stato di Terra extended
from Friuli to Ravenna, from Lombardy to Cremona
and Bergamo, and to the Adriatic. [11, pp.201-202]
In order to defend itself, the “maritime republic”
was then able to field a powerful land army. This exp-
lains the artist's special interest in the military theme
and images of courageous Venetians, morally and
physically prepared not only for knightly tourna-
ments but also for real victories at sea and land.
In this regard, it is noteworthy to recall the alliance
concluded by Venice with Naples, which provided
for the creation of a land army of 6,000 Venetian
cavalry and 4,000 infantry. [12, p.212] Consequently,
an image of an infantryman, a horseman, or a brave
knight was an actual emblem of a victorious army.

Let us consider a drawing from the Louvre —
A Knight in Renaissance Robes (fol.72). At first glance,
it resembles an illustration for a military encyclope-
dia. However, since we previously noted the possi-
bility of Bellini's participation in the artistic design
of tournament competitions and, possibly, theat-
rical reconstructions of real battles, we may have
a sketch of an attire of a 15th-century Venetian kni-
ght, modelled specifically for the corresponding spec-
tacle. Moreover, the knights in other Bellini’s draw-
ings are “dressed” in similar armour (Louvre, fols.43 v.,
90; fols.20, 36, 95 v.). Their swords are exactly the sa-
me as those kept in the Arsenal of Venice and owned
by Doge Francesco Foscari and Cristoforo Moro.
[13, p.211] Thus, in the drawing Three Soldiers
(fol.95 v.) from the British Museum, which is rath-
er a depiction of the same warrior in his three gui-

Fig.2. Jacopo Bellini. Three warriors fighting the dragon.

Louvre, fol.54

ses — at three ages, the armour and weapons
are identical to the previous drawing. The similar-
ity between A Knight in Renaissance Robes from
the Paris album and the drawing from the British
one, A Knight with a Dwarf Near a Horse (fol.20),
is even more clearly visible. The drawing repeats
not only the details of a knight's attire, but also
the contrapposto of a knight armed with a spear.
The only difference is the absence of a correspon-
ding headdress, although this “gap” is filled in the ima-
ges of warriors in the background.

However, the theme of glorious warriors and kni-
ghts is not limited to Venetian knights and tourna-
ments. On the pages of his albums, Bellini mana-
ged to cover different aspects of military affairs.
The albums touch on such a significant pheno-
menon as mercenaries. The relative stability with-
in Venice made it an ideal employer for the “sol-
diers of fortune” — condottieri (so called because
of the contracts binding them). At the beginning of
the 15th century, from 10 to 12,000 people served
under the banner of St. Mark; nevertheless, by the
middle of the century, the military contingent
of Venice numbered about 20,000 people. The state
spared no effort to get condottieri, on whose main-
tenance enormous at that time sums were spent.
[11, pp.201-203] Famous condottiere Nicolo Picin-
ino explained the advantages of serving in Ven-
ice over the Duchy of Milan as follows: “The Duke
of Milan is mortal, Venice will never die". [12, p.216]

It is also noteworthy that many condottieri came
from noble houses located near Venice. Thus, three
generations of the Malatesta, d'Este families and re-
presentatives of different generations of the Gonza-
ga family were bound by a contract, offering the re-
public not only their noble origins but also military
skills. In this regard, some researchers identify the draw-
ing of a stately knight in a dandy headdress with
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a plume (panache) from the British Album (fol.5)
as the figure of Lionello d'Este. He is depicted in a wel-
coming gesture, riding an exquisitely harnessed
horse, the breed of which, for example, V. Golubev
defined as "typical of the House of d’Este”. [12, p.221]
Another spread of the London album dedicated
to the knights (fols.53 v., 54) depicts a large heraldic
eagle on the blanket of the horse of a high-ranking
officer (possibly Borso d'Este this time), and there
is another small one on a helmet of a knight in the
background. The eagle also appears twice on a "tri-
umphal chariot”: in the decoration of the chariot
and hovering above it (fol.95), as well as in some
sketches for the tombstones of equestrian monu-
ments to condottiere heroes (fols.27 v., 79 v.). In the
images of eagles, some scholars see a reference to
the d'Este family coat of arms; however, most like-
ly, the broad symbolism of the image of the eagle
excludes connection to only one family.

Concluding the passage about hired soldiers

from noble families, let us remember, however, that
three condottieri from the d'Este family, ruling
in Ferrara, served in Venice during Bellini's lifetime.
Not only did they participate in the famous tourna-
ments held in Piazza San Marco, but two of them,
Taddeo d’Este and his son Bertoldo, later died for
the Serenissima...

One cannot ignore the allegorical "battles with
dragons”: two drawings entitled Three Warriors Fight-
ing a Dragon (Louvre, fols.54, 55), Three Soldiers
Attacking a Dragon (fol.86), and Six Horsemen Fight-
ing Dragons (Louvre, fol.81). (Fig.3) In this series,
the drawings have a finished character; they are dis-
tinguished by the finest drawing of details and the
perfection of the compositional solution. The desi-
gn with six horsemen stands out in a special way.
Let us pay attention to the number of horsemen de-

Fig.3. Jacopo Bellini. Six knights fighting the dragon.
Louvre, fol.81
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picted — there are six of them. In this regard, it can be
assumed that Bellini reflected the mediaeval tradi-
tion, when it was six knights from Friuli (they were
famous for the art of equestrian combat) who led
the knightly tournament, and, on the first day,
they solemnly greeted the Doge, who appeared
in the window of the Palazzo. And then, having met
the challenge of the Venetians, they rushed to the at-
tack with lowered spears... [13, pp.205-206] Return-
ing to the drawing, we see that before us there
is a battle scene, which reflects the entire intensi-
ty of the epic battle — the horsemen and, main-
ly, massive horses are depicted attacking, rearing,
and even overthrown. Their silhouettes, horseshoes,
thick manes, and tails are drawn accurately and
subtly. Dragons, with their mythical wings, claws,
and scales characteristic of reptiles, are depicted
no less textured. For Venice, as indeed for any other
state, a dragon could personify the collective image
of an external enemy, of which Venice had many
at that time, both represented by the alliances
that betrayed it and represented by the Emperor
of Rome, the Pope, or the Ottoman Empire... (The dra-
gon also appears in the extensive series of draw-
ings in the two albums St. George and the Dragon).
As for horses, Bellini pictured them either in ur-
ban landscape, in biblical scenes, or as independent
participants in a battle scene. Throughout his care-
er, the artist constantly improved his technique of
drawing horses. Moreover, horses were also depic-
ted by famous artists of Florence during this era.
Thus, in their monumental frescoes, Gentile da Fab-
riano (1423) and later Benozzo Gozzoli (1461) turned
the procession of the Magi into a magnificent multi-
figure ceremony with the participation of horse-
men. Much earlier, in The Virgin of Humility with
Donor (Louvre Museum), painted by Bellini back
in 1430 in tempera on a panel, one can see a scene
with retreating horsemen on the left, almost dupli-
cating the scene in the drawing with the dragon.
It only indicates Bellini’'s interest in these graceful
animals already in his early work, and also shows
a certain skill in their depiction. Most likely, this was
facilitated by Alberti’s treatise on horses, inspired
by the love of these creatures of his patron Lionello
d'Este, and the appearance in Padua of Donatello’s
bronze sculpture, dedicated to the Venetian con-
dottiere nicknamed Gattamelata on his war horse.
In addition, as we have already noted, the gene-
ral political situation influenced the special status
of cavalrymen in the ranks of the Venetian army.

By the way, it is this series of drawings depict-
ing horsemen that indirectly confirms the version
about Bellini’s acquaintance with Pisanello. Howe-
ver, Jacopo, unlike Pisanello, did not only sketch
individual motifs but sought, like the Florentines,
to convey the integrity of the spatial structure of
the depicted scene using linear perspective. [5, p.22]

As a result, it can be argued that the theme
of warriors and chivalry, extensively developed
by the artist, was not only Bellini's personal pre-
ference but was also due to its social relevance for
the Venetian Republic. According to P. Molmenti,
the government was interested in public spectac-
les demonstrating the strength and fighting spi-
rit of the Venetians. Thus, tournaments, being an
outward expression of high ideals and noble feel-
ings, contributed to the formation of the “myth”
of the invincibility of Venice. [13, p.197] And in this
sense, numerous sheets of Bellini's albums dedi-
cated to tournaments and brave warriors are
the best visual evidence of these ideals, as well as geo-
political aspirations of the republic in the era
we are considering.

A century later, the theme of the “rich arsenal”
of Venice was embodied by Tintoretto in The Forge
of Vulcan (1578) — one of the complex allegories
of the mythological cycle inscribed in the ideologi-
cal programme of the Palazzo Doge. It depicts huge
Cyclopes working coherently in unity and harmony
on armour, some of which are “ready” and “scat-
tered” in the foreground of the painting. Thus, re-
flecting the main tenets of the “myth of Venice”,
The Forge of Vulcan contains a clear allusion to the mi-
litary-economic power of the republic. The leitmotif
of a peace-loving policy, almost sacred for the city-
state, resonated here with the vital need of the re-
public to “forge” a myth from iron (in the literal
sense of the word) to intimidate its enemies.

We also note that the theme of the military arse-
nal in Tintoretto's interpretation more reflects past
victories and the valour of the ancestors. At the end
of the Cinquecento, the “myth”, created and con-
solidated in the minds of the Venetians through the
efforts of humanists and patricians back in the 14'th
and 15'th centuries, continued to postulate the ideals
of the republic largely inertially. In addition, during
the 16'th century, the process of military and po-
litical withering of the republic paradoxically coin-
cided with the appearance of outstanding masters
of the Venetian Renaissanc e (Tintoretto, Veronese,
Sansovino, etc). Thus, despite the fragile position

of the state during this era, art served as a sophis-
ticated propaganda tool, owing to which the "myth
of Venice” continued to live and flourish, includ-
ing the legend of the military superiority of Venice
and of its “readiness for battle” while still prefer-
ring peace. In this regard, attention is drawn to
the difference in the interpretation of "army po-
wer” reflected by artists of different centuries, where
each of the interpretations corresponded to its own
political climate. Unlike the aforementioned work
by Tintoretto, Bellini’s drawings dedicated to
the military theme are permeated with the poetics
not so much of the glorious past as of the present.
As we have seen earlier, during the time of Jacopo,
the Venetian institution of power was engaged not
only in myth-making, directing its energy to the ac-
tual expansion of the arsenal, to the promotion
of infantry and cavalry, to the attraction of condot-
tieri, to maintaining the victorious spirit of its citi-
zens and the active army.

And the final theme, also tightly woven into
the problematic of the “myth of Venice”, is, of course,
the lions that “inhabit” two of Bellini's albums. A lion,
as a symbol of St. Mark the Evangelist, directly as-
sociated with Venice, became the main emblem
of the republic. [13, p.79] Every building in Venice
was marked with the lion of St. Mark. It is worth not-
ing that in the period 1438-1443, the main entrance
connecting the Palazzo Doge with St. Mark’s Cathed-
ral, better known as the Porta della Carta (Paper
Door), was built. This majestic portal, the work
of local sculptors Giovanni and Bartolomeo Bon,
was decorated with a sculpture of the ruling Doge
Foscari kneeling before a lion symbolising St. Mark.
However, what is even more remarkable is that Belli-
ni's drawings foreshadow some future images
of lions. For example, the marble bas-reliefs of lions
on the ground floor facade (possibly by Tullio Lom-
bardo, 1487-1490) appeared in the newly restored
building of the Scuola Grande di San Marco. These
lions in bas-reliefs do not look like the usual heral-
dic winged lions; their realistic image is most remi-
niscent of the detailed modelled lions from Bellini’s
albumes. It is also impossible not to mention the fa-
mous winged Lion of St. Mark, painted by Vittore
Carpaccio already in 1516, which became, perhaps,
the apotheosis of the image of the majestic beast
as the main heavenly patron of Venice on land
and sea.

As for Jacopo’s lions, like most popular sym-
bols, they share Christian and classical connotations.

55



And the fact that the king of beasts, in relation
to Bellini’s albums, could also be an attribute of
the patron saint of the republic, a symbol of evan-
gelist Mark, according to Colin Eisler, was a happy
coincidence. [12, p.154] However, the choice of this
artistic motif could well be dictated by the artist's
desire to study the habits and anatomy of the ani-
mal and the desire to reflect the essence of a lion’s
nature in the graphics, a priori incorporating asso-
ciativity with the "mythical” ambitions of Venice.

Thus, we will try to classify the images of lions
in Bellini's albums based on the typology of the ima-
ge as follows: a series of “lion” sketches in various
poses and angles, in which Bellini shows himself
as an observant animal painter; further — a series
of lions with lionesses and cubs; attacking lions;
lions in a cage and a fight between a man and
a lion; as well as lions inscribed in biblical story
or lions in composition with the Saint.

And although there were already precedents for in-
dependent depictions of lions (for example, by Jaco-
bello del Fiore), for the first time it was Bellini who,
in the manner of a sketch, began to truly explore
and develop this motif. Having shown an obvious
interest in lion nature as such, the artist sought
to depict the royal animal as authentically as possible.

The following drawings can be classified as a con-
ventional series of sketches: Seven Lions and Three
Deer, Five Lions (Louvre, fols.78 v., 77 v.), Sketches
of Lions (fols.3, 2 v.), as well as Two Lions, a Lioness
and Two Cubs and Two Lions (Louvre, fols.65 v., 86).
The very manner of these drawings serves as a clear
confirmation of the thesis about the artist's desire
to study the habits and find the most characteristic
plasticity of the animal. Such meticulous elabora-
tion of the drawing testifies to the master’s special
attitude towards this type of fauna, obviously
the most respected among the Venetians. Already
in the sheet of the British Museum Study with Lions
(fol.2 v.), there appears to be an impression of
a universal version found by the artist, reminis-
cent of traditional iconography. (Fig.4) In addi-
tion to other poses characteristic of a royal beast,
the lion in the foreground is depicted “walking”,
in a pose similar to the so-called andante. (For the
first time, it was the andante lion that appeared in the
work by Jacobello del Fiore, and in the 16'th century,
it will be reproduced in Carpaccio’s already men-
tioned famous work, The Lion of St. Mark.) How-
ever, Bellini's lion, although depicted "walking”,
is pictured in many other drawings as "seated”,

56

is still far from these two most famous iconograph-
ic types: the first type is a sitting lion in glory or le-
one in solde (lion on coins), and the second type
is a walking lion. The drawing with the “walking”
lion (fol.2 v.), despite other sketches of its poses
in the background, looks the most complete. The
shading, reinforced in places, creates subtle transitions
of light and shade, providing the image of the lion
with a physical effect. The natural strength of
the royal beast is emphasised by prominent mus-
cles, the carefully modelled stance of the imposing
lion’s paws, and the flowing mane. Upon careful
examination of the drawing, one can notice slight
inaccuracies in the proportions of the paws; howe-
ver, it does not affect the overall impression of domi-
nance. Walking with importance, Bellini’s lion turns
its head towards the viewer with dignity, slightly
snarls like an animal, opens its mouth, and expo-
ses its fangs...

“Jacopo’s lions evoke the thrill of mediaeval
romance and the Roman arena. And in the circle
of a family pride in the lap of nature and as a back-
drop to those days when knights were brave, these
noble beasts shine in the new light of humanistic
wisdom, reminiscent of the radiance of a Gothic
illustration.” [12, p.154]

The series of attacking lions is represented
by two drawings from the British aloum: Lion Attack-
ing a Horse and Lions Attacking Horses (fols.7 v., 8).
In these independent compositions, Bellini depicted
lions and horses at the moment of a mortal fight.
In the first picture, the lion has already attacked
and has almost crushed the unfortunate animal,
and in the second picture, the attacking lion man-
aged to jump onto the back of the rearing horse.

In the series depicting lions in a cage and a fight
between a man and a lion, the drawing A Man Fight-
ing with a Lion in an Enclosure (fol.9) is noteworthy.
This image of a lion most closely resembles the ca-
nonical lion of St. Mark — one of the front paws
of the mighty animal is traditionally raised, as if
as a sign of voluntary obedience. And, since, in gene-
ral, this series with animals locked in captivity
is quite unusual for the artists of Venice, it is worth
noting that the fascination with lions in Venice
was not limited only to the abundance of imag-
es of lions and lion heads in sculpture, bas-reliefs,
and high reliefs. Real lions were kept locked
behind the grating in the Palazzo Doge as a symbol
of proud dominance. And it can be assumed that
Bellini had the opportunity to sketch them from life.

Bellini’'s lion also appears in drawings on bib-
lical themes. It is, first of all, a drawing of the Old
Testament story, The Fall and Expulsion of Adam
and Eve (fol.42 v.), from the British album, as well as
a pale schematic drawing of the same story from the
Paris album (fol.66 v.). The British version of The Fall
features two lions lying side by side in the fore-
ground on the right, richly “populated” with heroes
and plot attributes, while another version shows
only one lion in the foreground (the drawing was
badly damaged, so a barely perceptible silhouet-
te of a reclining lion is the only thing that can be
distinguished).

A lion is an integral part of the plot in the draw-
ing Samson... (or Hercules) (Louvre, fol.87). A mighty
naked man is depicted against the backdrop of
an already defeated gigantic lion. The lion’s head
and its entire body are drawn with no less texture
than the head and torso of Samson, as if the ar-
tist emphasised the worthy opposition of the natu-
ral power of the beast to the power of the biblical
hero. This clearer design (in contrast to the fad-
ed adjacent pages of naked male torsos) is belie-
ved to have been elaborately copied in the late
15'th century. A biblical theme can also be seen
in the drawing from the Annunciation series. Here,
a lion is depicted reclining on a stone pedestal
against the backdrop of a city panorama (fol.13).

The series with Saint Jerome Penitent in the De-
sert and ...Reading in the Desert (fols.87 v., 63 v.)
in the company of a lion from the British album
and two lions in the drawings from the Paris album
(fols.23 v., 19 v.) represents in all variations a thou-
ghtful composition where the saint is depicted
against the backdrop of a rocky landscape. Just as Ve-
nice connected its birth and existence to the life
and attributes of the Virgin Mary, so with equal success
did the Republic weave the stories of saints into its
own history, celebrating their feast days with its own
triumphs. Thus, annual elections to the magistrates
were held on the feast of St. Jerome, who, being
a scientist, was the first to translate the Bible into
Latin. (The composition St. Jerome Reading in the
Wilderness from the British Album would be used
by Bellini’s son Giovanni for his painting St. Jerome,
done in tempera on wood around 1460). A lion ap-
pears here as one of the attributes of the saint.
However, the image of a lion is perhaps also a hint
of the presence in the plot and the spiritual assis-
tance of Jesus Christ, based on the symbolic mean-
ings of a lion in Christian iconography.

The last thing worth paying attention to here
is the very first sheet from the British album with
a sketch entitled Lions and Cubs (15 v.), depicting
an imposing lion couple playing with their offspring
against the backdrop of rocky terrain, which per-
haps has a thematic connection with the Baptism
of Jesus from both albums (Louvre, fol.25, fol.16).
On the one hand, the drawing Lions and Cubs
could serve as a preparatory sketch for the more
complex composition of Baptism in the depiction
of a mountainous landscape, with its characteristic
verticals and ornateness. However, on the other hand,
taking into account the same emblematic connec-
tion of the lion with Christ, one can assume a vari-
able interpretation by the artist of the same plot...

Thus, the examined drawings testify to the out-
standing visual “repertoire” of the two albums.
Using the language of monochrome graphics, the
Early Renaissance master managed to create
an amazing palette of genres. In addition to reli-
gious subjects, transformed by the creator’s will into
a new secular narrative iconography, our area of
interest quite logically included other themes, rep-
resented by female portraits and nude female figu-
res, knightly tournaments and images of Venetian
warriors, battle scenes, and figures of lions.

Fig.4. Jacopo Bellini. Etude with lions. British museum,
fol.2 verso
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In addition, for the first time, symbolic motifs
associated with the “myth of Venice” were visual-
ised in graphic form. We were able to verify that Bel-
lini's personal preferences, which initially guided the
master in his work on the albums, reflected not only
the splendour of the city panorama but also absorbed
the current flow of life: everyday settings, traditions
and cultural features of the city-state, the politi-
cal climate, etc., which were sacred and unshakable

for the Venetians, and therefore for Jacopo himself.
His drawings subtly and at times allegorically glo-
rify the uniqueness of the Most Serene Republic,
and therefore directly or indirectly contribute
to the further formation of its “myth” in art. And it would
not be an exaggeration to say that Bellini’s graphics,
contained in two albums, carry within themselves
a kind of genetic code of Venetian uniqueness.
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«MN® BEHELWIW» B PUCYHKAX AKOTMNO BEJIJTMHN —
APYTVE TPAHN OBPA3HOCTW

AHHomayus: CTatbs nocssLLeHa pucyHkam Akono ben-
nviHm (ok.1400-1470/1471) n3 aByx 3HaMeHUTbIX Anbbo-
MOB, XpaHsaLwmxca B Jlyspe (ok.1430-7450) n bputaHckom
Mmy3ee (0K.1455-1470)", TeMaTvka KOTOpPbIX CBA3aHa C MU-
donoremamu BeHeuuaHckon Pecnybavku. laHHas ny6au-
KaLus ABNAETCA NPOAOKEHNEM cTaTbu: «Jkono beanuru:
npobaema susyanusayuu “seHeyuaHckozo muga”» (ony6-
JIMKOBaHHOM paHee B XypHane «/Jom bypeaHosa [Ipo-
cmparcmeso Kynemypel»). BBugy 6oratoro tematnyeckoro
«penepTyapa» aNbbOMOB OCHOBHasA Lie/b UCCIeAoBaHNA —
06HapyXuUTb CBA3b Pa3HbIX MO CIOXETY UV MOTUBY pPU-
CYHKOB bennvHu ¢ McTopuko-naeonornyeckoit 0CHOBOWM
«BeHeLMaHCcKoro Muda»2.

MoMMUMO PeINTMO3HbIX CHOXKETOB, BMMCAHHbIX B CIOX-
Hble apXMUTEKTYPHble KOMMO3ULMMK «MAeaNbHOTo roposa»
. bennmHm3, rpaHn «Muda» HaxoAAT CBOe OTpaXKeHne
8 e20 XeHckux 0bpasax; B nopTpeTax BeHeyuaHCKUx 80-
UHOB U pblyapeli, B baTanbHbIX CLLeHaX; a Tak>Ke B AncTax
C pyYCyHKaMu NbBOB. [aHHbIN rpaduuecknin Mmatepman
13 anbbOMOB OCHOBOMOJIOXHMKa BeHelaHckoro Bos-
POXAEHWNS U CTaHeT NpeAMETOM Hallero uccaesoBaHus.

CKBO3b NPU3MY NOCTaBAEHHOW 3ajauu, a TakxXe B CBA-
31 C O4YeBUAHbIM pazHoobpasrem nepekanKarLLmnxca
TeM ABYX YAUBUTENbHbIX GONNAHTOB, PUCYHKN B HUX
He ncuyepnbiBatoT cebs, Kak, BNpoyeM, 1 caMa KynbTypa
BeHeLmn. Becb OKpy>KaroLWMin MUP KaxKeTcsl BNIUCAHHbIM
B rpaduyeckyto «kyHcTKamepy». V1 B 3ToM Takxke orpoMHoe
3HauyeHue anbboMOB 418 N306pa3nTeIbHOro NCKYCCTBa.

B paccmaTtpurBaemMbix Hamu obpasLax XyAoXKHUK Npo-
JO0MKaeT «OTKPbIBaTb MUP 1 YeNoBeKa», HalllynbiBas U30-
6pa3uTtenbHble rpaHnLbl NpeamMeTHoro Mupa. Ero 3aHmmaet
He TONbKO MOAeNnpoBaHMe NPOCTPaHCTBEHHON cpe-

1. Bonpoc gatvpoBok AByx anbbOMOB OCTaeTcs AMCKYCCUOH-
HbIM. [5, ¢.39-40]

2. «Mito di Venezia» — uyacTb LeneHanpaBaeHHOW NAeonorum
BeHeLmaHckol pecnybavkin kak ropoga-rocyAapcrsa C YHU-
KaJibHOW CUCTEMOMN MpaBfeHNs 1 COOTBETCTBYHOLLEN Npona-
raHgom, chopMyIMpPOBaHHasn B XPOHMKaX 1 XBanebHbIX peyax
naTpuLMEB U F'YMaHWCTOB.

3. Cm: CamcoHosa E. B. “Akono bennnHu: npobaema Busyanu-
3aumn «BeHeumaHckoro muda»" // XypHan [lom bypraHosa
MpocTpaHcTBO KyAbTypbl. — Bbinyck 2. — Mocksa, 2024.

Abl, HO 1 aHaTOMM4Yeckas NpMpoja YenoBeka, ero B3a-
MUMOZENCTBMUE C NPUPOAONM U MPOCTPAHCTBOM, MOPTPETHI
N MHOrodUrypHble KOMMO3MLMKW, B TOPOACKOM aHTypaxe
N CeNbCKOW MECTHOCTU. AZIbBOMBbI CTAHOBSATCS HE NMPOCTO
BM3yaNbHbIM CBUAETENLCTBOM MOTOKA XWU3HWU NOCPEeACT-
BOM HabArOAeHWI MacTepa U ero XyAoXeCTBEHHbIX Npes-
MOYTEHWI, HO 1 CBOEro poja TpakTamu no NpPUKIaZHOM
aHaTOMUM YeNnoBeKa, MO aHMMaANCTKE, HE TOBOPSA yXe
O JINHeWHOW nepcrnekTuBe. BHOBb OLLYLLAETCSA «/IMUYHBIN
XapaKkTep» PUCYHKOB, CO3AaHHbIX Ans cebs (fatti per se).
lpadvka npeacTaeT camocToATeNbHOW GOPMOWN B 130-
6pa3uTenbHOM nckyccTBe BeHeuwnn. U, HakoHeLl, «MUd»
obpeTaeT HOBOe HbITOBaHWE B BEHELIMaHCKOM MCKYCCTBE,
obecneunBas NnpeeMHvKaM naeanbHOe NOBECTBOBATENb-
Hoe pycno pa3paboTaHHbIx Akono beanvHu MoTMBOB
N LEeNocTHbIX 06pa3oB..

Ho kak cBAizaHbl pUCYHKM XXEHCKUX 06pa3oB namn Bou-
HOB U1 pbiLapein ¢ npobaemaTmkon «Muda»? Tem He Me-
Hee, NocaesoOBaTeIbHO M3yyasa MaTepuan C TOUKM 3pe-
HWs McTopuorpadum, OCHOBHbIX MOCTYNATOB pecny6amnku,
NpPeBPaTMBLLNXCA B €€ rNaBHble MUPOAOreMbl, @ TakxKe
paccmaTtpuBas anctbl beannHu metogom dopmanbHo-
CTUINCTUYECKOTO U CPaBHUTENbHOTO aHann3a, Mbl 06Hapy-
KNBAEM TOHKYHO, @ MOPOW OUEBUAHYH OTCbIAKY K «MUby
BeHeuun», aMbmLMAM 1 NOANTUYECKOMY KAMMaTy ropoja-
rocysapcrBa. Tak, HapMCOBaHHbIE UAW HaMMUCaHHble
Ha xoncte pemMuHbl yxxe Ha pybexe XV n XVI ctone-
TMA OBPETYT CTaTyC BaXHENMLLEro 3leMeHTa B UCKYCCTBE
Beneunn. CobctBeHHO cama BeHeuuns otoxaectsasna
cebs MMeHHO ¢ XXeHcknM obpasom. Ee nepcoHndumkaums
CTaHeT MOLLHbIM MHCTPYMEHTOM MponaraHabl B UCKYCCTBE
UMHKBEYeHTO. V1 B 3TOM CMbICe 0COBEHHO LieHHbI Npes-
npuHATble bennnHmn (B cpegnHe KBaTPOYEHTO) Larn K U3y-
UEHUHO XEHCKOW HaTypbl. He cayyaeH nHTepec XyAoXHM-
Ka U K BOEHHOW TeMaTuke 1 obpaszamM My>KeCTBEHHbIX
BeHeLaHLEB, rOTOBbIM He TONbKO K PbILAPCKUM TYPHM-
pam, HO 1 K peasnbHbIM Nobegam Ha mope v cywwn. bancra-
TesibHas pa3paboTka BOEHHOro MOTMBA B BUJEe HabpoCckoB
W LeNIOCTHbIX KOMMO3ULMIA ABASETCS OTPaXKeHNEM Coum-
a/bHO 3HauYMMOro ABAeHUA AnA BeHeuunn, 4To Mbl nocne-
Jl0BaTe/IbHO JOKa3bliBaeM B CTaTbe.
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W B 3akit0ueHUN Mbl paccmMaTpuBaeM ANCTbI C Gury-
pamMu NbBOB, rPYNMAMPYsA UX COrNacHO MKoHorpadum. Jles,
kak cumBon CBATOro eBaHrenncta Mapka, Hanpsmyto ces-
3aHHbIV C BeHeLmel, cTan uyTb M He rnaBHON 3MbaeMoin
pecnybaunku. U B 31O cBA3W obpalleHme Akono beaanHm
K 3TOMY TPaAULMOHHOrO MOTUBY, MakCMManbHO 61M3KO-
My BEHEeLMaHCKOMY CaMOCO3HaHUIo, Takxe NpesCcTaBas-

NTak, ogHa 13 Tem, HaweAWwnx JOCTONHOe
oTpaxeHue B anbbomax bennnuu n 3acnyxmBatoLas
BHMMaHMSA B TOM YMCIE C TOUKM 3PEHUS «MUPa» —
370 XXeHWwuHbl. MprnUMHa, MO KOTOPOM Mbl PELLNAN
OCTaHOBWTbCA Ha 3TOM ABHOM MCTOYHWKE BAOX-
HOBEHWS XYAOXHWKA U PacCMOTPETb HEKOTOpPbIE
N3 PUCYHKOB, 3aK/t04aeTca B TOM, UTO Ana BeHe-
LMW XEHCKMA 0bpas, B NpUHLMUME, Upe3BbIYANHO
cnmBosiyeH. Obpas baaropogHenuen U yHuKanb-
Hol BeHeuwnn (nobilissima et singolare) [15] 6bin
6bl He NO/HbIM, He Byab XeHLWunH. Beab BeHeuwns
cebs 0TOXAECTBAANA MMEHHO C XXEHCKMM Hava-
nom. B nepByto ouepeab OHa OTOXAeCTBAANA cebs
¢ [leBoin Mapweii. U ato otoxaecTeaeHne BeHeyunm
¢ camoi [leBoin Mapueii cTaHeT yCTOMUYMBOW nae-
0/10reMOW «BEHELIMaHCKOTo Mnda», o yem, KctaTu,
cBugetenncTByeT n ®PpaHuecko CaHCOBMHO, CBOASA
BOEAMHO 3TK ABa 06pasa, paBHO Kak ¥ ABa UMEHMU:
«...BeHeyus HenopouHas (Venetia Vergine) ceoeli He-
ucnopyeHHol Yucmomol 3awuujaem cebs om yy-
K020 Hacuaus u noddepxusaem mup...» [15, ¢.323].
W 3710 ewe He BCce: oHa e — borunHa Cnpasea-
avBoctn — HOcTuumsa, oHa xxe — borunHa BeHepa,
BbllUeALlas U3 NeHbl MOPCKOM, OHa e — POCKOLL-
Hasa [lama-Beneumnarka. MepcoHndukauns BeHeumm
CTaHeT MOLLHbIM MHCTPYMEHTOM B UCKYCCTBE rOCy-
[lAapCTBEHHOrO NaHernpuka. Mudonornueckme Uukbl
TuHTOpeTTO 1 BepoHese, HanvcaHHble umu B XVI Be-
ke ans Manauuo Joxen, — HarnagHoe TOMy NoAT-
BepxaeHue. Ntak, BcneacTBue 3TOro BaXKHOro
ANA pecnybanKn anneropmyeckoro eanHCTBa, u,
yunTbiBasA ewe HeAaBHWI KOHCEPBATM3M MeCT-
HOW LIKO/bI, TPYAHO HE OLEHUTb Npeanpwu-
HATble Warn Akono befnnHn B n3yveHnn xeHckol
Hamypel.

Be3ycnoBHbIV Nonck bennnHu xapakTepHbIx A5
cepeanHbl KBaTPOUEHTO XXEHCKMX IMKOB BO MHOTOM
6blN1 MHCANPUPOBAH OCOObLIM 3HAYEHMNEM XKEHLLUH
ans BeHeunn. «...HecMoTps Ha NoUTM BOCTOUHYHO
TaWHCTBEHHOCTb pecnybMKaHCKOro obpasa >K13Hu,
WNCKYCHYIO CMeCb CKPbITHOCTU 1 noka3syxu (display),
n3obpaxkeHne nx B UCkyccTBe (presentation) 6b110
YacTblO pPacYeTIMBON paboTbl rocyaapCcTBEHHOMN
nponaraHapbl. BeHeuna — 370 XeHwmHa, CBeTnen-
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eTCcA 3HaYMMbIM BKNaJOM BEHEeLMaHCKOro macrepa,
Kak B AanbHelliee popmMmnpoBaHme «Mmuda» BeHeumn,
TakK U B CTaHOBJIEHNE BEHeLMaHCKoro BospoxaeHus
B MCKyCCTBe.

Knrouessie cnosa: Akono bennvHu, BeHeuwns/pecny6-
nuka, BospoxaeHune/PeHeccaHc, anbbom/donnaHt, rpa-
durka/pncyHok, mudp/mudponorema.

wasn, Repubblica, B Mope poxaeHHas, kak BeHepa,
HenopouHas, kak flesa.» [12, c.127]

Tem 601ee UTO B UICTOPUYECKOM MAaHE XU3Hb
BeHeLMaHKn Bcerga 6blna okyTaHa TyMaHOM. YBU-
[,EeTb MECTHbIX XEHLUWH KaK AVBO Nnpuesxue cTpe-
MUANCb He MeHbLUe, YeM 06nK camoli BeHeuum.
B 3TOM CBA3M CNOXHO He COrnacuTbCs C UTabsH-
CKUM UCTOPUKOM W UCCiesoBaTesieM BEHELMaHCKO-
ro 6bbiTa, aBTOpoM kHurn «La dogaressa di Venezia»
Momneo MoAbMEHTU, CHMTABLUMM, YTO TaliHa, OKpY-
>aBLUasa KOrga-To BEHELMaHCKYH XeHLLMHY, N1LLb
YyCUANBAET ee NPUTAraTeNbHOCTb 415 HaC:

«KeHwWuHa cocmaesssem Xxusol 3/1emMeHm Uckyc-
cmea (vivo elemento per ldrte e la donna), nockosbky
Haxodumcs 8 2apMOHUU CO 8CeM, YMO ee oKpyxaem,
€ NpazoOHUYHOU XU3HLH, C haHmMacmuyeckoli apxumek-
mypod, ¢ mensibiMu 8030YWHbIMU MOHAMU U 800HbIMU
ompaxeHusamu. Cozdamens yyacmayem ee obasHue
u 803800UM Ha beccmepmHbIl MpPOH.»

WNtak, cepusa pucyHkoB «ObHaxeHHble XeHuwju-
Hol u demu» (6.m. fols.30 v., 31; flysp, fol.68) Ha-
NOMMHaeT o6pasLibl KNacCMYeckom CKYAbMATYpPbI.
Ho cama komMno3uumsa n coxpaHvBLUMECs oYepTa-
HWS TPEXMEPHOrO NMPOCTPAHCTBA AENat0T ee JaNeKon
OT Knaccmyeckoro bapenveda. lNepes Hamun cBoe-
06pa3Hblli TPYNNOBOM NOPTPET XEHLLUWH C AeTb-
MUn. OBHaxeHHble XeHckne Gurypbl n3obpaxxeHsl
B CaMbIX pa3HbIX pakypcax: B Mo3ax KOHTPanocro
(ot ntan. contrapposto), a Takxe cuaa, noaynexa,
B aKTVBHOM Lie/ieHanpaBAeHHOM JBUXKEHUN, B COrna-
COBAHHOM M OpPraHM4YHOM B3aMMOZAENCTBUN MEXAY
cobori n durypkamu getert pasHbix BO3pacToB. [aH-
Hasi MU3aHCLEeHa ckopee HanoMUHAET ropOACKYHO
6aHto, a «repovHN NPeaBOCXMLLAIOT IPOTUYHECKYHO
0BHaXeHHYyto0 HaTypy, KoTopas oboraTuT BeHeum-
aHCKYH XMBOMUCh CAEAYHOWErO MOKONEHUS».
[6, c.33] CtouT OTMETUTb, UTO 34eCb CHOBA yCMaTpu-
BaeTCA «3aBellaHHbI» BEHELMAHCKMM MacTepam
HUAEepAaHACKUIA cnel. B aTol cBsA3M, BOCXMLLANACh
«ybesnTeNbHOCTbHO» BENNIMHNEBCKUX KYyNanswuy,
K. 3hicnep npeanonaraet, uto benanHu mor Bnaetb
B YpbuHO 3HamMeHUTYyto «Bupcasuro» nnn «Kynaro-
Wyrocs XeHWUHy» fiHa BaH dika (ok.1420-1430 rr.,,
HbIHe yTpayueHHoe). TakXe NCTOYHNKOM BAOXHOBEe-

HUS MOTIN CAY>XKUTb POCMINCKU C OBHaXKEeHHbIMM KY-
nanblyMKamu, yKpallaBLUne JepeBAHHbIE CYHAYKM,
npvBe3seHHble 13 HuaepnaHA0B NpUABOPHBIMU MNO-
kpoBuTenamm Akono. [12, ¢.180]

OZHaKO UHTEPEC XYA0XHUKA K XXEHCKOW HaTy-
pe Hallesn CBOe OTpaXxeHne He TONbKO B OBHaXeH-
HbIX KynasblimLax (BblLLeYNOMSAHYTbIX PUCYHKOB),
HO 1 B Takmx obpa3zax, kak «ObHaxeHHble xeHuju-
Hbl ¢ OembMu, 2omossaujuecs k bumese» (6.m. fol.31 v.),
«Haeue xeHWUHbI Ha nose 6umesi» (6.M. fol.32).
(Puc.1). bennnHueBckmne soumenbHUYbI NepeknnKa-
FOTCA C aHTUYHBIM 06PA30M CripaBeANNBON U XpPab-
poii 6oruHm AduHbl Mannagsl (MuHepssbl). B XVI Be-
ke obpa3 MuHepBbl ByseT He pa3 repon3npoBaH
B odumumanbHOM nckyccree Beneumn. Tak, Hanpumep,
o6pa3 MuHepBbl byseT ncnonb3osaH fikono CaH-
COBWHO ANf CKyAbNTypHOro obopmneHuns JSloaxet-
Tbl (Lodgetta) (1537-1546). A B 3onoT0M FOCTUHOWM
(Salotto Dorato) Manayuo Joxxen nossutcsa «Mu-
Hepsa omcmpaHaem Mapca om Mupa u M3obunus»
(1570-1580 rr.) knctn Akono TUHTOPETTO — KAaac-
cMUeckoe BOMJIOLEHME MOLW U O4HOBPEMEHHO
SKEHCKOW KpacoTbl. Cansasicb ¢ obpasom BeHepbl
" camoli BeHeummn, MuHepsa TUHTOPETTO pelunTesb-
HO 1 BMecCTe C TeM MU3ALLHO «OTCTpaHAeT» beacTBUA
BOVHbI, yrpoxatoLimne ein B obpase Mapca.

Bo3epaluasck kK pucyHkam bennvnu (6.m. fols.31,
V. 32), CO34aHHbIM BEKOM paHbLle, 3aMeTUM, YTO ne-
pea HaMu — pasHble MO BO3pacTy U rpaumm obHa-
>KEHHbIE XEHLLVMHbI, NPeaCcTaBAAoLLME, MO BCEN BUAM-
MOCTM, a/I03UH0 Ha NONyAspHYHO Ans BospoxaeHus
TeMy «Tpex BO3pacToB YesoBeka». Ho, B oTanune
OT 3TUX PUCYHKOB, NpeAblayLlas cepus C «kynasb-
wuuammn» (6.m. fols.30 v, 31; Jlysp, fol 68), HanpoTus,
ABNSIETCSA U306PaKEHNEM OAHON 1 TOM Xe OBHaXKeH-
HOM B pa3HbIX NO3ax WAU ABUXEHUWN. DTOT HHOAHC
NNWb NOAYEPKMBAET NPUBATHbIN XapakTep anbbo-
MOB, NMO3BOJIAIOLLMIA MacTepy B Npesesax OfHOro
pUCYHKa UK ncTa cBO6OAHO pa3pabaTbiBaTb MH-
TepecyoLmii ero MoTmMB.

YTOHUYEHHBIN 1 MO3TUYHbIN XEHCKUI 06pa3 no-
ABAAETCA B PUCYHKAX KYpPTya3HOro TOJ/Ka, Kak, Ha-
npumep, «Poeiyaps u e2o Jama cepdya ¢ acmpebom»
(6.Mm. fol.19 v.). MprmMeyaTensHo, UTO 34€Ch M306pa-
>KeHbI Cpa3y ABe XeHckne Gurypbl. XoTa nepso-
Ha4va/sbHO BO3HMKaeT 0OMaH4YMBOE BreyaT/ieHune
[AOMONHUTENBHOTO Habpocka K M306paXKeHUIo «aambl
C AcTpebomM», CAeNaHHOTO XYAOXHUKOM NerkMMm Ha-
KMMOM KapaHJalua, kak ecaun bbl OH CTpeMucs Ha-
LynaTe Hamaydllee KOMMNO3ULMOHHOE peLleHne
ans n3obpaxeHnsa xeHckon eurypel. Ho npu 6o-

Nlee BHUMATENbHOM U3YUYEHUM YepPT UX NL, MOX-
HO 3aK/O4UnTb, UTO bennnHu nsobpasnn aByx Aam.
K ToMy >e, laHHYIO TOUKY 3peHunsa noakpennset
W CylecTBOBaBLUEE B Ty 3MOXy NpaBMaO CONPOBO-
XAaTb XEHLMH 6aaropogHoro cocioma. Takmm
0b6pa3omM, MOXHO MPEANONOXMUTb, YTO 3a AAMOWN
cepaua «caesyeT» ee KOMMNaHbOHKA, HNUYTb He YC-
Tynatowias eli B BeN1M4aBoCTH, 6a1aroposHOM oge-
AHUM N HEXHOCTK obamka.

Hazo oTMeTUTb, UTO Hanbosee BaXKHOM UepTol
Moabl PeHeccaHca ABAANOCH TO, UTO B OTANYME OT
aHTUYHOW KYNbTYpbl, OHa He 0bHaxana yenoBeye-
CKOrO Tesa, HanpoTuWB, ANA NAaTbeB bbIIO XapakTep-
HO YepegoBaHne obbeMHbIX dang, rapMOHNYHan
CUMMeETPUSA, ymepeHHble Bbipesbl. OTcloga cneay-
€T, UTo beNMHMEBCKME AaMbl COOTBETCTBYHOT MOZ-
HbIM TEHAEHLMAM CepeAMHbl KBaTPOYEHTO. A 3HauwT,
OHW NPeACTaBAAOT COBOM He BblAYMaHHbIX XXEHLLWH,
a COBpPEMEHHML, Xy0XKHMKaA, KOTOPbIX OH MOT HabJ1o-
faTb BO BPeMsA NPOBefeHMsA PbiLapCknX TYPHUPOB.
CnepoBatenbHo, 06pasbl 61aropoAHbIX BEHELMAHOK,
co3gaHHble bennnHu, npeacraBasam cobol oTHIOAL
He abCTpakTHbIN naean. Ml B ouepeaHon pas B CBO-
nx anbbomax fAkono obpallaeTcs No CyTM K HOBOMY
XaHpy. NMopTpeTbl 3HaTHbIX KpacaBwLL, HAPAAHbLIX NN
06HaXeHHbIX, B OKPY>XEHUW CAyT 1 BbITOBbIX NOA-
pOBHOCTEN, paBHO Kak U MOPTPETbI NPOCTONAKOAM-
HOK, ByayT He pa3 dUrypmnpoBaTb B BEHELMAHCKOM
nckycctee. B 3Toi CBA3M MOXHO BCMNOMHUTL 3Ha-
MeHuTOoe npounsseseHne Butrope Kapnauuo
«/lge seHeyuaHku» (W «Jse kypmu3sarku» 1490-e rr.),
TakXe OZeTble B MOAHbIE NAAaTbs, HO Y>Ke B U3/INLLHE
3KCTpaBaraHTHble.

XeHckmmm obpasamu yKpaLleHbl U Apyrme XaH-
poBble CLeHbl, HanpumMep, «Hae3dHuya u ceadeb-
Has npoyeccus» — PUCYHOK 60J/bLIe MOXOXMNN
Ha so3spaujeHue ¢ oxomel (6.m. fol.48); a Takxe ce-
pua 6bITOBbIX CLLEHOK, Hanpumep, «MazasuH4uk
€ XeHWuHoU (mopzoskoli) 3a npsxell wepcmu»
(6.m. fol. 57 v.). N BCAKWIN pa3 HapncoBaHHbIE XyJ0XK-
HMKOM BeHeLMaHKKN, He3aBUCUMO OT CHOXKEeTa, BO3-
MO>HOW anneropnyeckor CBA3KN UAN COCNOBUS,
[a0T NPeACTaBieHEe O Pa3/IMUHbIX POASAX XKEHLLUH
N HEN3MEHHO OCTaB/IAIOT BNeyaT/JeHne «CTon-
Kagpa» — 3NmM304a peanbHOM XN3HW, MOACMOTPEHHO-
O 30PKMM OKOM XyZOXHUKA. VX naacTka v XecTbl —
aHaTOMMNYEeCKM TOYHbI U BM3YalbHO ybeanTenbHbI.

B 37O CBA3M OTMETMM, UTO YXKe B KOHLie KBaTPO-
yeHTOo, Npoaoxkas Havatoe flkono, Kapnayuo, [xeH-
Tnne bennvHu, a 3ateM naesga Takvx BblAatoLWMXCa
mMacTtepoB XVI ctonetus, kak IxopaxoHe, TuumaH,
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JNlopeHuo JloTTo, NanbMa Bekkno, BepoHese u, Ha-
KOHeL, TMHTOPeTTO — BHeCyT CBOO 0CcOobyto nenty
B POpMMpOBaHME MHOTOANKOro obpasa BeHeLmaH-
KW KaK OfHOro M3 AOCTOsIHWI BeHeuuun.

Cnepytowas TeMa, 06beMHO pa3paboTtaHHas ben-
NMHKN B 06ounx anbboMax, npescTaBaseT seHeyuaHya
8 obpase 8ouHa uau pulyaps. Ero BonHbl 1 pbitapu
CYMBOJIM3MPYIOT apMencKyo MOLLb 1 Tpuymd nobe-
Abl. XyZOXHWUK NoApoBbHO n3obpaxaet opyxue, BO-
WHCKUWe focnexu, 6oeBbix KOHEN BO BCe aMyHULNW,
cobak, cnegyrolnx No NATaM BCaZHWKOB, HepeaKo
61aropoAHOro BOMHa B CONMPOBOXAEHUW OpyXKe-
Hocua: «Kasasep ¢ Xe3/10M U conposoxoaroujum»
(6.m. fol.84 v.), pbilapckas cepus «BcadHuku u cay-
au 2omossle kK mypHupy» (6.m. fols.5 v, 6), cepus pu-
CYHKOB CaMOro mypHUpa B AeKOopaLsX roPOACKON
NAOLLAAM CO 3pPUTENAMN B aPOUHbIX MPOemMax OKOH
n3 bputaHckoro anb6oma (6.m. fols.55, 50 v, 57).
3T0 cBOEOOpPa3HbIN PbILLAPCKUI TUMH, CIVBaKOLLMIA-
€ ¢ necHen Beprunms «Opyxue n yenoBek» — «lowo
opy>xuli 38yk U nodsuau 2epos...». [leno B TOM, TO Be-
HeLMaHLbl C CaMOro Hayana Ucnosib3oBaan 0PpopM-
NeHuve naowaamn Piazza di San-Marco B kauecTtBe
cueHbl An8 60bLINMHCTBA TYPHUPOB bennnHu: «Hu
B O4HOM ropoge Mupa He 6bi10 6onee npekpacHo-
ro nons AN NOeANHKOB Y TYPHUPOB, YEM NJIOLLaAb
CaH- Mapko». [13, c.205]

B Hauane XX Beka [Nomneo MosbmeHTU (UTa-
NbAHCKWI UCTOPUK, MOAUTUKK, Crieuuanmnct no Bexe-
LuMmn) coobLLaeT o pblLapPCKUX TYpPHUpPaxX, kak 06
N31H06NEHHOM BUAE CNOpTa W Kak o wkose 6os,
pa3BuMBaBLUEN pbiLlapckne 06blYan U 3aKOHbl Yec-
M. Nofo6HbIe COCTA3aHMA CTaau MOLUHbIM 3/1e-
MeHTOM rpaxgaHckoro obuwectsa. Poinapckne
TYypHUpBI nposoananck ¢ Xlll Beka n co BpemeHem
BNucanun cebs B UCTOPUIO, Kak OLHO W3 FNaBHbIX CO-
6bITUIA B XW3HW BeHeumaHckon Pecnybamku.
[13, c.205-208]. OHW cTann YacTbro pacnpocTpaHeH-
Hol B BeHeuuwn KynbTypbl MOMapuin (momaria) — Te-
aTpann3oBaHHbIX NpejcTaBAeHUN, KOTopble
yCTpanBasncCb NO pPa3HbIM NOBOAAM, BKAtOYasA pe-
NVrnMo3Hble npasaHukn (Hanpumep, baazoseuwjeHue,
KOTOPOrO Mbl yKe Kacaaucb paHee), a Takxke peKkoH-
CTPYKLMMN BaXKHbIX MCTOpUYECKMX cobbITWIA. Tak, Ha-
npvMep, TYPHUPbI NPOBOAWANCH B YeCTb 3aBOEBaHUA
TpeBunzo (1338 r.), B yecTb B3aTMA lMagywm (1406 r.),
no cayyaro nsbpaHms goxa Tommaszo MouyeHuro
(1413 r.), cBMAETENAMUN KOTOPOrO CTaan CEMbAECAT
ThicsiY 3puTeneii. [13, ¢.207] Ho, BaXXHO OTMeTUTb,
yto npu pgoxe ®ockapu (1423-1457 r.) Teatpanmso-
BaHHble NPeACTaBAEHUA «BOEHHbIX UTP» Npuobpe-
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2N HOBbIN MAeoNOTNYECKUA cMblca. [ox ®paHuecko
®ockapy NOKAANCA MONOXKMNTb KOHEL, TaHLaM 1 60sMm
6bIKOB, peratam ¥ MOMapusmM, OTKa3aBLUUCb OT 60b-
LWMHCTBA U3 HMX B MNOAb3Y eLle 60/blUero Komye-
CTBa TypHMPOB. [12, ¢.235] Tem cambiM OH Hagesancs
yBeKkoBeunTb HoeBon Ayx pecnybankm.

K. Slicnep pgonyckaert, 4to B 0pOpMAEHUM TYPHU-
pa no cay4aro bpakocoyetaHus CbiHa foxa Pockapu
(1441 r.) mor npuHMMmaTh yyactue fikono beannuw.
Tak Kak MOMWMO 30/10TbIX e MacTePOB U FOBEAUPOB,
M3roTaBANBABLUNX ANA TYPHUPOB LiepeMOHMaNbHble
[0Cnexu, NpasiHYHbIe CHAPAXXEHUA YacTo MPOEKTH-
pOBa/IM U yKpaLlann XyAoXKHUKU. IMEHHO OHY 130-
HpeTanv NpuUyAnMBbIE KOHCKME MOMOHbI, COCOBOHbIE
npeeBpaTUTb Nt0BYIO NoWwaab BO AbBa UK Apa-
koHa (/lyep, fols.90, 52). PbiLlapy 060pOHAANCH LUK-
Tamu C BblCEUYEHHbIMW Ha HUX N306paXKeHNAMMN CBU-
penbIX IbBOB, a TakXXe B HaKOJIEHHUKaxX 13 BpoHU
C IbBUHBIMW FOI0BaMW, YTO KakK pa3 3anevatnenu
pucyHkn Akono (Tam xe, fols.54, 55) (Puc.2). U 3to
He MOro 6bITb NN XyA0XECTBEHHbLIM BbIMbIC/IOM
BennvHn, nockonbky B MetpononuteH-mysee (Hbto-
Vlopk) coxpaHWacs BeHeLmaHCKWi MO30104UeHHbIN
LWNeM B BUJE rO/IOBbI /IbBa, J0Ka3blBaOLW NI peasb-
HOCTb NoZobHbHOro 6oeBoro obnaveHns BeHeLMaH-
ckmx pbiuapert XV Beka. [12, ¢.235]

Taknm obpasom, pucyHkn A. beanvHu, nocsa-
LLeHHble TEME BOMHOB W pblLlapcTBa, — OTpaxanu
3HauMMyo Ana BeHewun coumansHyro npobaematuky,
MPV3BaHHYH YBEKOBEUUTb 3MMN304bl HALMOHANIBHON
ropaoctu (ars memorativa). «CoBepLUEHCTBO BEHE-
LMaHCKMX 3aKOHOB, 60raTCcTBO ee OpyXua n ycnex
ee TOPros/Iv NOAHANMN Hapog BeHeLmn Ha BbICOKMI
YPOBEHb MY>ECTBa 1 NpoLBeTaHUs, a NybanUHble
NPOABAEHNS TOBKOCTW 1 OTBarn nomoramn pasxeub
naTpuvoTM3M 1 JOoBepue ee rpaxaaH.» [13, ¢.208]

M3yuas HenocpeACTBEHHO PUCYHKM, OTMETUM,
YTO 3a4acTyto OHWN He NOAAAITCA TOUHOMY pa3gene-
HWIO Ha CLLEHbl peanbHOro 608 M CLEeHbl PbiLapCKMX
TYPHUPOB, KakK, HanpumMep, B U3SLLHO HapUCOBaH-
HbIX MPaKTUYECKN OAHOW IMHWEN obpa3suax Mapux-
ckoro anbboma: «Poeiyape u nexomuHey» (fol.90),
«Poiyapb 2omoselili K mypHUpY unu opyaomy npu-
dsopHoMy npasdHuky» (fol.52). PbiLapb 34ecb 130-
H6paxkeH Ha OTPOMHOM KOHE, BO3MOXHO, CTaBLUMM
npoobpasom byuedana, koHs AnekcaHapa Make-
AOHCKOTO, B yCTpaluatoLLe HenpaBAonog06HOM CHa-
PAXEHUWN, HAMOMMUHAIOLLMM KPbIbA U YeLlyto apa-
KOHa. M B LLesIoM XyA0XeCTBEHHbIA MOTUB pblLap-
CKMX MPUKAHOYEHMI 1 0Bpa3bl BOMHOB Nobeasl 6biin
npu3BaHbl oTpaxaTb 6oeBon ayx CepeHNCcCUMBI.

Ho, ecnn Mapwxcknii anbbom Honblue npobyxaa-
eT No3TN3MpPOBaHHble 06pa3bl, CBA3aHHbIE C pbiLap-
CKWUM NOBECTBOBaHWeEM, TO B bputaHckom 3ameTeH
60s1ee NpUKNaZHOM XapakTep PUCYHKOB BEHeLaH-
Cknx BoMHoB. C 04HOM CTOPOHBI, BeHeumsa nogpa-
>Kania pbluapckomy ayxy kopoasa Aptypa [12, ¢.97],
UbM MNPUKNHOUEHMS HAapsAAY C NPUKIOUYEHUAMU dpaH-
Lly3CKUX LLeBasibe OblAn NONyAApHbI CPesn BEHeLN-
aHueB. A C Apyroi CTOpPOHbI, TeMa HenobeanMbIx
pbluapeli Ha 60eBOM KOHe nNpuobpena ocobyto
aKTyanbHOCTb B 3N0Xy bennnHu, nockosnbky B BeHe-
LUUW NOHMManNK, UTo peasbHble 3aBOEBaHWNA 3eMesb
MPOUCXOAAT BEPXOM Ha sowwagsax. Mo 3Ton npuunHe
TeMa pblLapCTBa, pa3BepHyTas B pucyHkax beanm-
HW, BblN1a TECHO CBSiI3aHa He TO/IbKO C ujeen noj-
Aep>KaHus MUpa, HO 1 C 3aBoeBaHVeM Teppadepmbl
(Terra ferma). BeHeuus, TpagMLMOHHO CaBMBLIAS
cebsa Kak camoe MMpontobmBoe rocysapcTBo, UC-
NoJsib3ys pasfnuHble CPeACTBa, BHYyLIaNa COCEAAM
MU O camomn xpabpolt n Henobeagnmon apMum.
M xoTs BeHeumaHLbl CHaYana 3aBoeBanan 60raTcTBo
W CNaBy Ha BOJAE, OHW BCE e CTPEMUINCL K PaBHOM
cune n Ha cywe. ®paHuecko MNeTpapka, 6aaroroees
nepes MoLWbio 1 6paBaZoln BeHeLMaHCKUX MY>K-
UMH, NUCan: «3Ta Hauusa MOPAKOB Bblna Tak UCKYCHa
B obpalleHnm C owagbMu 1N OPY>XMeEM, Tak Xpa-
6pa n Tak BbIHOC/IMBA, YTO NMpeB30L/ia BCe ApY-
rMe BOMHCTBEHHbIE HaL MM Ha MOpPE U Ha cylue».
[12, c.212]

K Tomy >ke, BOeHHas Tema CcTasna oTpaxeHunem
LEeNCTBUTENBHOCTN, B KOTOPOU Xun cam bennvHy,
Befb HO/bLUYIO YaCTb XXN3HW XyJ0XHUKa BeHeuwsa
nposena B bMUTBax, HauMHas c ee nobeabl Hag Kap-
papoii n MNaayen, a 3ateM 3aBoeBaB BuueHLue v Be-
poHYy. ¥>xe K KoHUy XV cTtonetns BeHeuunsa ctana
OZHOW U3 rNaBHbIX TEPPUTOPUAbHBIX AepxaB VTa-
nun. Stato di Terra npoctupanock ot Ppuyam go Pa-
BeHHbI, oT JlTombapaun — po KpemoHa n bepramo,
n po Agpwnatukn. [11, c.201-202] N utobbl 3awm-
WwaTtb cebs «mopckas pecnybanka» Tenepb bbina
CNocobHa BbICTaBUTb MOLLHYH CYXOMYTHYHO apMUIO.
ITM 0b6bACHAETCA 0COBbIN NHTEPEC XYA0XKHUKA
K BOEHHOW TeMe 1 0bpa3am My>KeCTBEHHbIX BEHeL-
aHLEeB, MOPasibHO U GU3NYECKM FTOTOBbIM He TOJIbKO
K pPbILAPCKMM TYPHMPaM, HO U K peanbHbIM nobe-
ZaM Ha Mope v cywun. B 3Tol cBsA3M npumeyaTenb-
HO BCMOMHMWTb O 3akJ1toYeHHOM BeHeumein cotoze
¢ Heanonewm, KoTopbIli NpegycMaTpuBan cosgaHue
cyxonyTHor apMum 13 6000 BeHeLMaHCKKX KaBase-
puctos n 4000 nexoTuHues. [12, c. 212] CnepoBsa-
TeNbHO, 3obpaxeHne NexoTMHLaA, BCagHUKa Uau

CMeNoro pbllaps 3akatovano B cebe akTyanbHyHO
3MbaemMy nobesOHOCHOW apMun.

PaccmoTpum pucyHok mn3 Jlyspa — «Peiyape
8 peHeccaHcHom obaadeHuu» (fol.72). Ha nepsbiin
B3r/14 OH HaNOMMWHAET UANFOCTPALMIO K BOEHHOM
3HUMKNONEeANN. Ho NOCKOAbKY Mbl paHee oTMeYanu
BO3MOXHOCTb y4acTna bennnHu B XxyA0>KeCcTBEHHOM
0bOpPMIEHNN TYPHUPHBIX COCTA3aHWI 1, BO3MOXK-
HO, TeaTpa/M30BaHHbIX PEKOHCTPYKLMIA peanbHblX
60eB, TO, Mepes HaM1 MOXET ObITb 3CKU3 KOCTHOMA
BEHeLMaHCcKoro poitapsa XV Beka, CMOAENMPOBaHHbIN
cneuvanbHO AN COOTBETCTBYHOLLEro 3penuiua. Tem 6o-
Nlee, UTO B aHaNOTNUHbIe fOCrnexun «obaayeHbl» pbl-
Lapv apyrmx 6enaMHneBckmx pucyHkos (flyep, fols.43
v., 90; 6.m. fols.20, 36, 95 v.). A ©x Meun — TOYHO
Takune Xe, Kak Te, UTO xpaHaTca B ApceHasie BeHe-
yuu v npuHagnexat goxy PpaHuecko dockapwu
n Kpncropopo Mopo. [13, c.211] Tak, B pncyHke
«Tpoe soeHHbix» (6.M. fol.95 v.) n3 bputaHckoro
My3es, KOTOPbIA CKopee ABASETCA U30bpaxeHnem
OZHOrO U TOTO Xe BOWHa B TPeX CBOMX MMOCTacsaxX —
B Tpex BO3pacTax, AOCMeXN U OpyXne — UAEeHTUY-
Hbl NpeAblAyLEeMy pUCyHKY. Elle 6onee oTueTMBo
NpocMaTpuBaeTCA CXOACTBO «Pbilyaps 8 peHeccaHc-
HomMm obnayeHuu» 13 Mapuxckoro anbboma ¢ pu-
CYHKOM 13 bpuTtaHckoro — «Peiyape ¢ KGpauKom
803/1e KOHs» (fol.20). PuCyHOK MOBTOPSET HE TOJb-
KO feTasn pbILLapCKOro KOCTIOMa, HO 1 KOHTpanoc-
TO pbiLaps, BOOPYXXEHHOro KonbeM. EANHCTBEHHbIM
OT/INUMEM ABAAETCA OTCYTCTBME COOTBETCTBYHOLLE-
ro ro1oBHOro ybopa, xots 31oT «npoben» BOCNOA-
HeH B N306pa>keHnsax BOMHOB Ha BTOPOM MJaHe.

OpfHako, TemMa C/1a8HbIX BOUHOB U pbiyapeli He UC-
yepnbiBaeTCA BeHeLMaHCKUMW pbiLapsaMu n Typ-
Hupamu. Ha ctpaHunuyax ceomx anbbomoB bennvHum
Y[,A€eTCA OXBaTWUTb Pa3Hble CTOPOHbI BOEHHOrO ena.
B anbbomax 3aTparvBaetcsa Takoe 3HauMTeIbHOE fAB-
NleHve — Kak HaeMHuKW. OTHOCMTeNbHasA CTaunbHOCTb
BHYTpW camoi BeHeuwnun caenana ee ngeanbHbiM pa-
b6oTogaTenem Ans «congat yaaum» — condot-tieri
(Ha3BaHbIX Tak NO KOHTPaKTaM WX CBA3bIBAIOLLMM).
B Hauane XV Beka nog 3HameHeM CaToro Mapka
morno cnyxutb oT 10 go 12000 uenosek, HO yxe
K cepeAnHe BeKa BOEHHbIN KOHTUHIEHT BeHeumm
HacuuTbiBan okoao 20000 yenosek. M rocysapctso
He Xaneno ycuaui, 4ytobbl 3aN0NyUYnTb KOHAOTbE-
pOB, Ha coAep>KaHne KOTOPbIX TPaTUANCh BacHoC-
NIOBHble MO Tem BpemeHaMm cymmbl. [11, ¢.201-203]
N3BecTHbIN KoHAOTbep Hkono MUYNHNHO 06b-
ACHAN NpenMyLLecTBa cny>bbl B BeHeuunn nepeg,
MunaHCKMM repLorcTBOM ciegyromm obpasom:
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«MunaHckuii repyor — cmepTeH, BeHeunsa -
He yMpeT HuKorga». [12, ¢.216]

3acay>kmBaeT BHMMaHWA 1 TOT $akT, YTO MHO-
rMme KOHAOTbepbl OblAN BbIXOALAMW U3 3HaTHbIX Jo-
MOB, HaxoAsLWMXCA Henoganeky oT Beneunn. Tak,
TPW NokoaeHus cemen Manatecta, 4'9cTe 1 npea-
CTaBUTENN pa3HbIX NOKOJEHWI ceMbn FOH3ara 6bl-
NN CBfi3aHbl KOHTPaKTOM, Npeanarasa pecnybavke
He TO/IbKO CBOe 61aropogHoe NPOoOnCXoXaeHue,
HO 1 BOEHHble HaBbIKW. B 3TOM CBS3M HeKOTOpbIe MC-
cnefoBaTeny MAEHTMOULIMPYOT PUCYHOK BENNYABOrO
pblLaps B LLEro/bCKOM roJI0BHOM ybope ¢ natoma-
xeM (panache) u3 bputaHckoro anbboma (6.M. fol.5)
Kak ¢urypy JinoHenno a'Scte. OH n3obpaxkeH B npu-
BETCTBEHHOM XecCTe, BEPXOM Ha M3blCKaHHO 3anps-
>KEHHOM KOHe, MopoAy KOTOporo, Hanpumep, B. Fony-
6eB onpesenun Kak «TUNuYHyto ans JJoma a'dcte».
[12, c.221]. Ewe Ha ogHOM pa3BopoTe JIOHAOHCKO-
ro anbboma, NocBsALeHHOM poiLapam, (6.m. fols.53
V., 54) Ha NonoHe fowaan BbICOKONOCTaBAEHHOTO
odmuepa (BO3MOXHO, Ha 3TOT pa3 — bopco g'3cTe)
n306paxeH HONbLLON repanbAnyecknin opes, a Ha
LNeMe pblLapsa Ha 3ajHeEM NiaHe — elle OAWH Ma-
NeHbkuin. Open Takke NoABAAETCA ABaXAbl B «mpu-
yManeHoU KonecHUYe»: B eKope caMOi KOJECHULLbI
N Napsawum Hag Hei (6.Mm. fol.95), a Takke B Heko-
TOPbIX HABPOCKax K HaAFPOOUAM KOHHbIX NaMAT-
HWKOB reposiM-KoHAo0TbepaM (6.m. fols.27 v, 79 v.).
HekoTopble yyeHble BUAAT B N306paxkeHnax op/ioB
OTCbIIKY K CEMEeHOMY repby 4'ScTe, HO ckopee Bce-
ro LWMPOKNA CUMBOAM3M Obpasa opia UckaroYaeT
MPVBA3KY TOJbKO K OJHOIN CeMbe.

3aBepluas naccax o HaeMHbIX BOMHAX U3 3HaT-
HbIX CEMENCTB, BCMOMHMM, OAHaKO, UTO TPOe KOH-
[OTbEPOB M3 CeEMbU A'ICTe, NpaBsallen B Peppape,
cnyxunu B BeHeumn Kak pas npu XxXu3sHu beannuu.
OHM yyacTBOBa/IM HE TONbKO B 3HAMEHUTBIX TYp-
HWpax, NpoBoAnBLUMXCA Ha naowaan CaH-Mapko,
HO ABOe 13 HUX, Tagaeo 4'3cTe n ero cbiH bepTonb-
4,0, no3xe ymepau 3a CepeHnccmmy...

Henb3s 060MTN CTOPOHOM 1 anneropuyeckne
«BUTBbI C ApakOHaMWU»: ABa PUCYHKa Noj Ha3Ba-
HueM «Tpu 8oUHA cpaxaromcsi ¢ OpakoHom» (/lyap,
fols.54, 55), «Tpu condama, amakyrouyux OpakoHa»
(6.Mm. fol.86) n «lllecmb 8cadHUKO8 Cpaxaroujuxcs
¢ dpaxkoHamu» (/lyap, fol.81). (Puc.3) PucyHkum 310l ce-
PV UMEIOT 3aKOHYEHHBIV XapaKTep, OHN OTAUYaOTCS
TOHYaliLLEeN MPOPUCOBKOW eTaNeil U COBEPLUEHCTBOM
KOMMO3WLMOHHOTO pelueHus. OcobbiM 06pa3oM Bbl-
AenAeTca pUCYHOK C LeCTbto BcagHukamu. Obpatnm
BHMMaHWe Ha KOIMYECTBO N306paXKeHHbIX BCaZHW-
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KOB — WX 3/eCb LIeCTb. B 3TOM CBA3M MOXHO npes-
MONOXWUTb, UTO bennnHu oTpasunn cpesHeBEKOBYIO
TPaAMLMIO, KOTAa UMEHHO LWeCTb pblibapei ns ®pu-
YA (OHW CNaBUAUCH UCKYCCTBOM KOHHOro 60s)
PYKOBOAWAMN PbILAPCKUM TYPHUPOM, 1 B NeEpPBbI
AEeHb TOP>XKECTBEHHO MPMBETCTBOBANM A0XKa, NOAB-
nsBLierocs B okHe Manauuo. A 3aTeM, BCTPETUB Bbl-
30B BeHeLMaHLeB, OHW Bpocannch B ataky C HU3KO
onyLeHHbIMK konbamu... [13, ¢.205-206] Bo3spalua-
ACb K CAMOMY PUCYHKY, Mbl BUAMM, YTO Mpes Hamu
6aTanbHas CLeHa, B KOTOPOW OTpaXKeH BeCb Hakas
3MNWYHOM CXBaTKW — BCAZHWKM W, FNaBHbIM 06pasom,
MacCMBHbIE KOHU M306pakeHbl aTakyoLLMMU, B34bl6-
NEeHHbIMU U Aaxke NOBEPTrHYTbIMU. TOUHO U TOHKO
NPOPUCOBaHbI UX CUAY3Tbl, MOAKOBBI, FycTas rpusa
1 xBocT. He MeHee dakTypHO M306paxkeHbl gpako-
Hbl C X MNOUYECKMMN KPbIIbAMM, KOFTAMU U Xa-
pakTepHOW Ans penTuauii yewyen. na BeHeyuy,
Kak BnpoyeM u ans noboro Apyroro rocysapcrea,
APAKOH MOT O/IMLETBOPATL COBMpaTenbHbI 0bpas
BHELLUHEro Bpara, Konx B Ty nopy y camoui BeHe-
UMK BbIIO MHOXECTBO — U B JAULLE NpejaroLmx
€e aNbsHCOB, U B Anue nmnepatopa Puma, v lManbl,
n OcmaHckon imnepun... (ApakoH TakxKe NosBAs-
eTca Ha 06 bEMHOW Cepumn PUCYHKOB ABYX anbbo-
moB «Cesmoli leopauli U OpakoH».)

Yto e kacaeTcs slowadell, bennvHu nx BNucol-
Ba/ TO B FTOPOACKON naHAWwadT, To B bubnenckme
CLieHbl, TO B Ka4eCTBe CaMOCTOATENbHbIX YYaCTHWN-
KOB 6aTasibHOW CLeHbl. XYAOXHUK Ha NPOTAXEHUN
CBOEro TBOPYECKOro nyTu NOCTOSHHO COBEPLUEH-
CTBOBa/ TEXHUKY PUCYyHKa sowwanen. Tem bonee,
4TO NIoLWazen n3obpaxkans B AaHHYH 3MOXY M 3Ha-
MEHUTbIE XYAO0XHUKM PropeHumu. Tak, [xeHTune
na ®abpuaro (1423 r.), a no3xe beHouyo MNoyuonm
(1461 r.) B cCBOMX MOHYMEHTa/IbHbIX ppeckax npespa-
Wann wecmaeue 80/1X808 B MblLUHbIA MHOroburyp-
HbI LLepeMOHMan ¢ yyactremM BcagHMKoB. HamHoro
paHblle, B «MadoHHe CMmupeHusa ¢ [JloHamopom»
(My3eli /lyspa), HanucaHHoOW camMuM bennnHu ewe
B 1430-M rogy TeMnepon Ha NaHenn, caeBa MoOX-
HO YBMAETb CLEHY C YAANAOLMMMNCA BCAZHUKaMMU,
noYTn AYBAMPYHOLLYHO CLLEeHY Ha pucyHKe ¢ Opa-
KOHOM. JTO NVLWb yKa3blBaeT Ha nHtepec bennun-
HW y>XKe B paHHEM TBOPYECTBE K 3TUM rPaLMoO3HbIM
>KMBOTHbIM, a TakXe CBUAETebCTBYET 06 onpeje-
NeHHOM MacTepcTBe B UX n3obpaxeHunn. Ckopee
BCero, 3ToMy cnocobcrBoBan v tpakmam Anebepmu
0 0w adsix, BLOXHOBEHHbIN H060BbLIO K 3TUM CO34a-
HWAM ero nokposutens JInoHenno g'3cte, n nossne-
Hue B [Magye 6poH30BOM CKyNbNTYpbl JoHaTenno,

MOCBSLLEHHON BeHeLMaHCKOMY KOHAOTbEPY MO Npo-
3BUWY f[ammamenama Ha cBoem 60eBoM KoHe. K Tomy
e, Kak Mbl y>e oTMedanu, obuias noamtmyeckas
KOHBHOHKTYypa B/MsNa Ha OCOBbIN CTaTyC KaBanepu-
CTOB B psfiax BeHeLMaHCKOW apMuu.

KctaTn, MMeHHO 3Ta cepus pUCYHKOB C n3obpa-
KEHMEM BCaZHNMKOB KOCBEHHO MOATBEpPXKAaeT Bep-
cmto o 3HakomcTBe bennnuum c MNusaHenno. OgHako
flkono, B otanume ot lNnsaHenno, genan He TONb-
KO HabpOCKM OTAENbHbIX MOTUBOB, HO CTPEMUIICH,
nogo6Ho daopeHTULLAM, NepeaaTb NPU NOMOLLM
JIVHEHOM NepcneKkTUBbl LEeNOCTHOCTb NPOCTPaH-
CTBEHHOMW CTPYKTYpbl n3006paxaemoli cLeHsbl. [5, ¢.22]

B nTore MoxHo yTBEpPXAaTh, UTO 06BEMHO pas-
paboTaHHas XyJ0XXHUKOM TeMa BOMHOB U pblLap-
CTBa B/ANACH HE TONbKO JIMYHBIM MPesnoUYTEHNEM
BbennnHum, Ho 6bina Takxke obycnoBsieHa ee counab-
HOW aKTyasbHOCTbIO AnA BeHeumnaHckon pecnyban-
kun. Kak yreepxgaet . Mo/sibMeHTH, MpaBnTebCTBO
6bI/10 3aMHTEPeCcOBaHO B MyBANYHbIX 3penunLax, ae-
MOHCTPUPYHOLLMX CUay 1 BOEBOW AyX BeHeLMaHLeB.
Takvm 0b6pazoM, TYPHUPSI, ABASIOLMECSH BHELIHWUM
Bblpa>XeHMeM BbICOKMX UzeanoB 1 6aaroposHbix
YyBCTB, CNOCOBCTBOBaNN CKafbiBaHUO «MUda»
0 Henobeanmoctn BeHeunn. [13, c.197] U B 3TOM
CMbIC/I€ MHOTOUMCEHHbIE NNCTbI anbbomMoB bennn-
HW, NOCBALLEHHbIE TYPHUPaM 1 XpabpbiM BOUHaM, —
Nydllee BU3yasbHOE CBUAETENBCTBO 3TUX UAEANO0B,
a Tak>Ke reonoAnTUUEeCKMX YCTpeMaeHnii pecnybam-
KW B pacCMaTpMBaEMytO HaMu 3MOXY.

CnycTs cTonetne Tema «boratoro apceHana»
BeHeuun byaet BonaoweHa TUHTOPETTO B «Ky3-
Huye BynkaHa» (1578 1) — OAHOW M3 CNOXHBIX a-
neropuii MMPONOrMUYecKoro LnKaa, BNMCaHHOIO
B naenHyto nporpammy Manayuo Joxen. Ha Hen
n306paxkeHbl OrPOMHbIE LUKAOMbI, CIaXKEHHO pa-
6oTatoLMe B e4MHCTBE M COrlacumn Haj Aocnexa-
MW, 4aCTb KOTOPbIX YXe «roToBa» N «pasbpocaHa»
Ha nepBOM nyaHe KapTuHbl. OTpaxas, Taknum obpa-
30M, OCHOBHbIe nocTynaTbl «<Muda BeHeuun», «Kys-
HuMUa BynkaHa» cosepXnT B cebe ABHYHO aato3unto
Ha BOEHHO-3KOHOMMYECKyo MOLLb pecnybaunkm. Mou-
TW caKpasbHbIN A8 ropoja-rocyapcrea 1enTMo-
TMB MUPONOBVBOI NONUTUKM PE3OHUPOBAN 34eCh
C XXM3HEHHOWN HEOBXOANUMOCTbIO pecnybankmn «ko-
BaTb» U3 Xene3a Mnd (B NPSIMOM CMbICAe C/IOBA)
ANA yCTpaLleHns CBOMX BParos.

3aMeTuM TakXke, YTO TeMa BOEHHOro apceHa-
Na B MHTeprpeTauuy TUHTOPETTO BO/bLUE OTpaXa-
Na 6binble Nobeabl U fo6aecTb NpeskoB. «Mud»,
CO3JaHHbIN N 3aKpPenaeHHbI B CO3HaHMM BEHeLN-

aHUEeB YyCUAMAMU T'YMaHUCTOB W NaTpuLmneB elle
B XIV-XV BB., B KOHLe YNHKBEYEHTO NpOoA0XKaNn no-
CTyANPOBaTh MAeasnbl pecnybaMkn BO MHOTOM MHep-
LMoHHO. K ToMy Xe, Ha npoTaxeHun XVI ctonetus
npoLecc BOEHHOro 1 NOJANTUYECKOTO yBAAAHMNA
pecnybavkn napagokcaabHbiM 06pa3om coBnan
C NOsABJAEHMEM BblAaoLWMXCca MacTepoB BeHewunaH-
ckoro Bospoxaenus (TuHtopeTTo, BepoHese, CaHco-
BMHO 1 Ap.). Takum obpa3om, HeCMOTPSA Ha XpYynKoe
NosoXeHWe rocysapcTBa B AaHHYHO 3MOXy, NCKYC-
CTBO CNYXXWIO U30LPEHHBIM MHCTPYMEHTOM Mpona-
raHgbl, 6rarosaps KOTOPOMY «BEHELIMAHCKNN Mud»
MPOAOJIKaN XWTb U NPOLBETATb, B TOM YMC/IE JiereH-
f@ O BOEHHOM MNpeBOCXoACTBe BeHeuun, o ee «ro-
TOBHOCTM K 60HO», HO BCE Xe MpeArnoYmTatoLen Mmp.
W B 3TON cBA3M 0bpallaeT Ha ceba BHUMaHWe pa3-
HULA B TPaKTOBKE «apMeNCcKON MOLLM», OTPaXKeH-
HOM XyA0>XHWKaMWN pasHbIX CTONETUN, rae Kaxaasn
13 TPakTOBOK COOTBETCTBOBA/Ia CBOEMY NMOANTMYEC-
KOMy KauMmarty. B oTanume ot ynomaHyToro npo-
n3seseHnsa TUHTOPETTO, PUCYHKM benanHu, noces-
LWeHHble BOEHHOWN TeMe, MPOHU3aHbl NO3TUKOWN
He CTONbKO C/IaBHOTO MPOLUIOrO, CKOIbKO HACTOA-
wero. Kak mbl yxxe ybeannuce paHee, BO BpemeHa
flkono BeHeLMaHCKUA UHCTUTYT BAACTU 3aHUMan-
CA He TO/IbKO MU(OTBOPYECTBOM, HaNpaB/Aa CBOO
3Heprui Ha pakTmyeckoe paclimpeHme apceHa-
Na, Ha BbIABMXEHME NEXOTUHLEB U KaBaNepucTos,
Ha npvBAeYeHne KOHAOTbEPOB, Ha NOAJepPXaHue
no6e40HOCHOTO Ayxa y CBOMX FpaxkzaH 1 AencTBy-
toLLLeV apMuu.

W 3akntoumnTenbHas Tema, Takoke Tyro BrjeTeHHas
B NpobaemMaTtuky «BeHeLmaHCKoro muda» — 3T0 KO-
HeuHo JIbBbI, «<0bMTalOLLMe» B ABYyX anbbomax ben-
NnHw. Jles, kak cumeon CBATOro eBaHrenvcra Mapka,
HanpsAMyHo CBA3aHHbIN ¢ BeHeuwnel, cTan rnaBHowm
amMbnemoit pecnybanku. [13, ¢.79] Kaxaoe 3aaHune
B BeHeuwun 6b110 oTMeueHO nbBOM CBATOro Map-
ka. CTouT oTMeTuTb, 4TO B Nepuog 1438-1443 6bin
MOCTPOEH MapajHbIin BXOA, coeanHsiowmia Manayuo
[Joxen c cobopom CeaToro Mapka, 6os1ee n3BecT-
Hbl1 kak Porta della Carta (bymakHas aBepb). 3TOT
BENNUECTBEHHbIA NopTan paboTbl MECTHbIX CKYJbM-
TopoB [>xoBaHHM 1 bapTonomeo boH 6bin ykpa-
LUeH CKyNbNTypon npassLuero goxa ®ockapw, npe-
KJIOHSIOLLLErO KOJIEHU Mepes CUMBOANINPYIOLLUM
CeAToro Mapka nbBoM. Ho ewie npumeyaTens-
Hee TO, UTO PUCYHKM BenanHu npeaBocxmaroT
HekoTopble byayline n3obpaxxeHma nbBoB. Ha-
npvmep, MpaMmopHble bapenbedbl CO bBaMM Ha
dacage nepBoro ataxa (BO3MOXHO paboTbl Tyanmo
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JNlombapzo, 1487-1490), nosBsTcs B 3aHOBO OTpecTaB-
pupoBaHHOM 3aaHuK ckyonbl [paHge an CaH Mapko.
T NbBbI Ha bapenbedax He MOXOXWN Ha MPUBbIYHbIX
repanbiuMyecknx KpblaaTtblX JbBOB, UX PeanncTny-
Hbli 06pa3 boblUe BCEFO HAMOMWHAET AeTaNbHO
CMOJEeNNPOBaHHbIX IbBOB U3 anbboMoB bennnHu.
Tak>ke Henb3s He YNOMSAHYTb 3HAMEHUTOrO «Kpblia-
Toro JlbBa cBaTOro Mapka», HanncaHHoro Buttope
Kapnauuo yxe B 1516 roay, v cTaBLuero, noxanyw,
anodeo3oM n306paxkeHns BeANUYECTBEHHOIO 3Be-
pA B KayecTBe rnaBHOro HebecHoOro NoKpoBuTens
BeHeuuun Ha cywe n mope.

Uto KacaeTcs IbBOB IKOMO, TO, Kak 1 6OBbLUNHCTBO
MONyAAPHbIX CUMBOJIOB, OHW Pa3fenatoT XPUCTaH-
CKMe 1 Kiaccuyeckme KoHHoTaumu. M 1o, uto ua-
pb 3Bepel NpUMeHUTENbHO K anbbomam bennum-
HW MOT ABAATLCA TakXke aTpnbyToM mokpoBuTe-
na pecnybavkun, CMMBOJIOM eBaHrenmcta Mapka,
no MHeHuo KonrHa dicnepa, bbio cUacTAnBbIM
coBnageHuneMm. [12, c.154] Ho Bbibop gaHHOro xyzo-
>K€CTBEHHOrO0 MOTMBA MOT BMoOJHE 6bITb MPOAUNK-
TOBaH CTPEeMJIEHNEM XYAOXHMKA U3YyUUTb NOBaAKM
1 aHaTOMUIO XXMBOTHOTO, KeNaHWeM OTpasuTb B rpa-
burKe cyTb NbBMHOW HaTypbl, anpuopwu BbupatoLLen
B cebs accoumMaTMBHOCTb C «MUPUUYECKMMM» aMbu-
umammn Beneuun.

Wtak, n3obpaxeHus nbBoB B anbbomax bennm-
HW, NCXOASN U3 TUMONOTMM U306paxkeHMs, Nonpo-
6yemM knaccmduumpoBaTb caeayrownmMm obpasom:
cepus «J168UHbIX» HABPOCKO8 B Pa3NNYHbIX NO3ax
N pakypcax, B KOTopbix bennvHu npossaset cebs
Kak HabatoZaTeNbHbIN aHUMaNUCT; janee — cepus
/16808 CO /Ib8UYAMU U DemeHbIlamMu, amakyrouwue
/168bI; /1b8bI 8 KJlemKe U CX8amka 4esi08eka co J1680M;
a TaKkXe J/1b8bl, 8NUCAHHbIe 8 6UBElCKYH UCMOPUI0
NN a1b8bl 8 Komno3suyuu co CeameiM.

W xoTs y>e 6bian npeLeseHTbl CaMOCTOATENb-
HOro nsobpaxkeHns NbBOB (Hanpumep, y Akobenno
aenb Obope), BNepBble MMeHHO bennnHu B maHe-
pe Habpocka cTan Mo HacTosLeMy UccaesoBaTh
W pa3BMBaTh JaHHbI MOTUB. [TPOSBMNB OYEBUAHbIN
WHTEpEC K NbBUHOW NPUPOJAE, Kak TaKOBOW, Xy0X-
HWUK CTPeMUACA M306pa3unTb LLapPCTBEHHOE XMBOT-
Hoe Hanbonee JOCTOBEPHO.

K ycnoBHOM cepumn HabpoCkoB MOXHO OTHe-
CTU cnegyrolme pucyHku: «Ceme 16808 U mpu oJie-
Hs», «[1ame nveoe» (/lyep, fols.78 v., 77 v.), «3mro0del
A6sos» (6.Mm. fols.3, 2 v.), a Takxe «/lea /sbad, 168uU-
ya u dsa demeHsiwa» v «/lea nesa» (flysp, fols.65
v.,, 86). Cama MmaHepa AaHHbIX PUCYHKOB CIYXXWUT Ha-
TNAAHBIM NOATBEPXKAEHNEM TE3MCa O CTPEMIEHUN
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XYAOXHMUKA M3YUYMTb NOBAAKM U HallynaTb Hambo-
Jlee xapakTepHYH0 ANs XXMBOTHOrO NAacTuky. Takas
cKpynyne3Has npopaboTka pUCyHKa CBUAETENbCTBY-
eT 06 0coOHOM OTHOLLIEHUN MacTepa K 3TOMY BUAY
dayHbl, 04EBUAHO, CAMOMY YBaXKaeMOMYy Cpeau Be-
HeLMaHueB. Yxe B imcte bputaHckoro myses «3miod
co nieeamu» (fol.2 v.) — nosenseTca BneyatieHue
HalNAEHHOrO XyAOXHNKOM YHUBEPCANbHOIO Bapu-
aHTa, HaNOMMWHaIOLLEro TPAAULNOHHYH MKOHOTpa-
¢duto. (Puc.4) NMoMUMO NPoUnX No3, CBOUCTBEHHbIX
LLapCTBEHHOMY 3BEpHO, IEB Ha NEPEHEM MNaHe 130-
BpaxkeH «luaratoLLMM», B NO3€, MOXOXEN Ha, Tak Ha-
3blBaeMoe, aH0aHme. (Bnepsble UMEHHO JIeB aHAaH-
Te noaBuacA y Toro xe Akobenno genp Ooope,
a B XVI Beke byseT BOCNpOM3BEAEH B YXe YNOMSs-
HYTOM HaMu 3HaMeHUTOM npowu3BegeHumn Kapnau-
yo «/leg cesmozo Mapka».) Ho neB bennnHu, xotb
M n306paxkeH «lararowmmM», a Ha MHOTUX APYrUx
PUCYHKaX «CUAALLUM>», BCE Xe AafNeK OT 3TUX ABYX
Hanbonee N3BECTHbIX MKOHOTPadnueckmx TMNoB.:
nepBbIA TUM — CUAALLWIA fIeB BO CnaBe uan leone
in solde (neB Ha MOHeTax), BTOPOW TUN — JIeB Wara-
FOLLMIA. PUCYHOK C «lararowmm» abeoM (6.m. fol.2 v.),
HecMoTpA Ha Apyrve Habpockn ero No3 Ha 3ajHeMm
MnfaHe, BbIMAAUT Hanboee 3aBepPLUEHHbIM. YCUIeH-
Has MecTaMu LUTPUXOBKa CO34aeT TOHKME Nepexosbl
cBeTOoTeHK, obecneumBas n3obpaxkeHnto nbea 3¢-
bekT TenecHoctn. MpupogHas cnna LapCTBEHHOIO
3Bepsa NoAuepkHyTa NPOCTynaroLWMMN MbllLaMK,
TWaTeNbHO CMOAENNPOBAHHOM MOCTaHOBKOW BHY-
LINTENbHBIX IbBUHbIX J1an ¥ pa3BMBatOLLLEACs FPUBONA.
Mpw BHUMATENBHOM PacCMOTPEHMU PUCYHKA MOXXHO
3aMeTUTb HebObLLME HETOYHOCTM B MPOMOPLINAX
nan, oAHaKo, 3TO He BAMsAET Ha obliee Bneyvatse-
HWe AoMMHMpOBaHuA. BaxxHo ctynas, 6ennnHues-
CKWI NeB C AOCTOMHCTBOM MOBOPaYMBaEeT roNoBy
B CTOPOHY 3puUTeNs, NO-3BEPUHOMY Caerka orpbi-
3aeTcs, NPUOTKPbIBAET NacTb N OBHaXKaeT KAbIKW...

«JIbBbl flkONO NpobyXAatoT OCTpble oLyl e-
HWs CPeAHEBEKOBOW POMaHTUKN Y PUMCKOW apeHbl.
W B Kpyry cemenHoro npainga Ha 1oHe NpUposbl
1 KaK GOH K TeM AHAM, KOTAa pbiLiapu 6biav cMesnbl-
MW, 3TU BaaropoHble 3BepU CUsAKOT B HOBOM CBeTe
rYMaHUCTUYECKOM MYAPOCTH, HAaNOMUHas CUsIHNE
roTMyeckomn nantctpaunn.» [12, c.154]

Cepus aTakyroLMx NbBOB NpeACTaB/ieHa ABY-
MA pucyHkamu n3 bputaHckoro anbboma: «/leg
amakyrowuli 1owade» n «/legbl amakyroujue 10-
wadeli» (fols.7 v., 8). B 3TX caMOCTOATENbHbIX
KoMno3unumnax bennmHn nzobpaxkaet N1bBOB U N0-
WazZen B MOMEHT CMepTesIbHOW CxBaTKW. Ha nepeom

PUCYHKE NEB YXKe Hamnaa U yxe NpakTU4eckn noa-
MAN Mo cebs HecuacTHOE XXMBOTHOE, @ Ha BTOPOM —
HamajatoLLmiA IeB yCrnen 3acKOUnTb Ha CMNHY BCTaB-
e Ha Ablbbl NoWwaan.

B cepwun s16861 8 K/1IEMKeE M cxeamka 4esoeeka
CO /1IbBOM MpUMevaTesneH puUcyHok «Yenosek 60-
prowyulics co 18om 8 8osbepe» (.M. fol.9). NlaHHoe
n3obpaxeHue nbBa Hanbosee HaNOMUHAET KaHO-
Huueckoro sbBa CBATOoro Mapka — ofHa 13 ne-
pPeAHUX Nan MOry4yero >XMBOTHOFO TPaAULIMOHHO
NOAHATA, CIOBHO B 3HaK A06POBO/ILHOrO NOBUHOBE-
HWA. M, NOCKOAbKY, B LLesIOM, 3Ta cepus C 3anepTbiMu
B HEBOJIE XXMBOTHbIMU JOBOJIbHO HEOObIUHA A/1f XY-
AOXHWKOB BeHeuun, CTOUT 3aMETUTD, UTO yBeYe-
HuWe nbBamu B BeHeL MM He orpaHNUMBaNOCh NKLLb
o6unmem n3obpaxkeHuii 1bBOB U JIbBUHbIX FON0B B
CKynbnType, bapenbedax n ropenbedax. XmBbix 1bBOB
Jep>kanu 3anepTbiMM B peLLeTyaToOM OrpaxkaeHunm
Manauyo [oxen B kKayecTBe CUMBOJIa rOpA0ro Ao-
MUHUPOBaHWA. I MOXHO NpeanonoxXuTs, uto benan-
HW MMeN BO3MOXHOCTb 3apMCOBBIBaTb WX C HaTypbl.

JleB y bennnHu TakxKe NOABASETCA B PUCYHKAX
Ha 6ubselickue croxxemel. TO NMPeEXAe BCEro pu-
CYHOK Ha BETXO3aBeTHbIl CtoXeT «[pexonadeHue
u useHaHue Adama u Esei» (fol.42 v.) n3 bputaHcko-
ro anbboma, a Takxxe 6aefHbIN CXEMATUYHBIN pU-
CYHOK Ha TOT Xe ctoxeT 13 Mapuxckoro anbboma
(fol.66 v.). B 6puTaHckoM BapuaHTe «IpexonageHns»
YUacTBYIOT ABa /1bBa, eXaLUunxX PAAOM Ha nepesHeM
nnaHe cnpasa, 06UIbHO «3acesIeHHOro» reposiMm
1 aTpnbyTamu CroXeTa, a Ha APYrom BapuaHTe 13o-
6paxkeH TO/IbKO OAMH JIeB Ha NepBOM MaaHe (pu-
CYHOK CMNBHO NOCTpagan, Tak Yto eABa YJI0BUMbIN
CUNYIT NexXallero bBa — eAMHCTBEHHOE YTO MOX-
HO pasAnNyuTh).

JleB npeacTaBnseT coboM HEOTbEMAEMYHO YacTb
ctoxeTa B pucyHke «CamcoH...» (uau lepakn) (/lyap,
fol.87). Moryunin o6HaX<eHHbI My>X4YMHa M306pa-
>KeH Ha doHe yXke NOBEeP>KEHHOro NCMOJANHCKOrO
NbBa. J/IbBUHas rosioBa W BCe €ro Tefl0 NPOPUCOBaHbI
He MeHee $akTypHO, YeM rosioBa u Topc «CamcoHa»,
CNOBHO XYAOXHWK MNOAYEPKMBaN JOCTONHOE NPOTK-
BOCTOSIHME MPUPOAHON MOLLM 3BEps Cune bubnei-
ckoro repos. CunTaercs, UTo 3TOT Hambosiee YeTKUiA
PWCYHOK (MO CPaBHEHMIO C BbILBETLUNMU COCEAHNMMU
CTpaHULaMM C OBHaXeHHbIMU MY>XXCKMMMW TOpcamMm)
6bln1 MCKYCHO nepenuncaH B koHue XV Beka. K paay
6ubsielickux CroXXemog MOXHO TakXe OTHeCTU pu-
CYHOK 13 uukna «bnazosewjeHue». JleB 3aecb n306-
paxkeH BO3nexal MM Ha KaMEeHHOM NnbegecTane
Ha poHe ropogackon naHopamsl (.M. fol.13).

Cepus co «Ceameim VlepoHUMOM, Karouumcs
8 NyCMbIHe» U «...qyumarouwjum 8 nycmeoiHe» (fols.87
v, 63 v.) B KOMNaHWn nbBa n3 bputaHckoro anbboma
1 ABYMSs IbBaMU Ha pucyHKax Mapuckoro anbboma
(fols.23 v, 19 v.) NnpeacTaBaseT BO BCEX BapuaLmsax
NpoAyMaHHy Komnosunuuio, rae CeaTol nsobpa-
XeH Ha pOHe CKannCToro nersaxa. TOUHO Tak e,
kak BeHeLs cBA3biBana CBOe pOXAEHNE U CyLLecT-
BOBaHWe C XU13Hbto 1 aTpubytamu [esbl Mapuw,
C He MeHbLUMM ycnexoM pecnybsvka BrjeTana ucro-
pun CBATbIX B CBOK COBCTBEHHYIO NCTOPUIO, OT-
Meuas Ux NpasgHUKN CO6CTBEHHBIMU TPUyMbaMu.
Tak, exxerogHble BbI6OpPbI B Marucrpatbl NPOBOAM-
JNCb B NpasgHuK cBaToro MlepoHuma, Kotopsblin by-
Jyum yyeHbIM, NepBbIM nepeBesn 61banto Ha NaTbiHb.
(Komnosunuus «Ceamoli MepoHum, yumarowjuli 8 nyc-
melHe» n3 bputaHckoro anbboma 6yaet ncnonb3o-
BaHa CbIHOM bennuHun [I>koBaHHU Ans ero KapTtu-
Hbl «CBATON VlepoHUM», BbINOJHEHHOW TeMNEPO
Ha aepese okoso 1460 r.) /leB 3aecb BbicTynaet
Kak oAuH 13 atpubyTos Ceatoro. OgHako, n3obpa-
KEHWe IbBa — 3TO, BO3MOXHO, €LLle U HaMekK Ha npu-
CYTCTBME B CIHOXETE U AYXOBHOE COAENCTBUE CAMOTO
Mncyca XpucTa, ncxoaa n3 CUMBOJIMHECKUX 3HaYe-
HWA NbBa B XPUCTUAHCKON UKOHOTpaduu.

N nocneaHee, Ha 4TO 3eCb CTOUT obpaTuTb
BHUMaHWe — caMblli NepBbI AUCT U3 bputaHcko-
ro anbboma c HabpoCckoM NoA Ha3BaHUeEM «/Tbgbl
u GemeHoiwiu» (6.m. 15 v.), n306paxkaroLmii Baabsx-
HYIO JIbBUHYIO Napy, UrpatoLLyto CO CBOVM NOTOMCT-
BOM Ha GOHe KaMeHUCTOM MEeCTHOCTW, BO3MOXHO,
nMeeT TeMaTnueckyro ceasb ¢ «KpeuwjeHuem Hucy-
ca» n3 obowux anbbomos (/lyap, fol.25, 6.m. fol. 16).
C OZHOW CTOPOHBI, PUCYHOK «J1bBbl U AETeHbILWN»
MOT CNY>XXWUTb B KayecTBe MOArOTOBUTENBHOTO Ha-
bpocka Kk bonee cNoxHOM KoMmno3numm «KpeLeHns»
B M300pa>keHnn ropucToro nemsaxa, c ero xa-
pakTepHbIMU BEPTUKANAMWU U BUTMEBATOCTLIO.
Ho, c apyroii, npuHMMas BO BHMMaHWe BCe Ty Xe
3MbaeMaTnyeckyo CBA3b bBa C XpUCTOM, MOXHO
NPeAnONOXMUTb BapUaTUBHYHO TPaKTOBKY XYO0XHM-
KOM OJHOTrO 1 TOFO Xe CHOXeTa...

WTak, paccMOTpeHHble PUCYHKM CBUAETE/IbCTBY-
0T O BblAatoLemMcs n306pasnTeNbHOM «pernepTy-
ape» AByx anbbomoB. Ha A3bike MOHOXPOMHOM
rpadvkm mactepy PaHHero BospoxaeHus ygaetcs
Co3AaTb YAMBUTENbHYIO NanuUTpy >XaHpoB.. Nomu-
MO PeUrMO3HbIX CHOXXETOB, NpeobpasoBaBLUNXCA
BOJleli TBOpLL@ B HOBYH CBETCKO-MOBECTBOBATE/Ib-
HYO MKoHorpadumio, B 061acTn Hawero nHTepe-
ca BIMOJIHE JIOTMYHO OKa3anacb 1 Apyras TemMaTuka,
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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 Pecnybanku, 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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