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FRANCESCO DI GIORGIO, BRAMANTE,
AND LEONARDO: ARCHITECTURAL THOUGHT
ON THE EVE OF THE HIGH RENAISSANCE IN ITALY

Summary: The article examines the role of Francesco di
Giorgio Martini, a 15th century Sienese architect and engi-
neer, in the development of ideas that formed the basis of
architectural thought and practice during the High Renais-
sance in Italy. Francesco di Giorgio, the author of the Treatise
on Civil and Military Architecture, has long been neglected.
One of the reasons is that his treatise was not published until
the mid-19th century. However, the illustrations to the trea-
tise, as well as individual sketches by Francesco di Giorgio,
were known to his contemporaries, as evidenced by their
surviving copies from the 16th and 17th centuries. A signif-
icant part of the article is devoted to the time of Francesco
di Giorgio’s work as a consultant in the Duchy of Milan in
1490. There, participating in meetings of a group of experts
regarding the construction of the crossing tower of the Mi-
lan Cathedral, he met Bramante and Leonardo. By the early
90s of the 15th century, each of the masters had extensive
experience in studying ancient and modern structures; more-
over, Francesco di Giorgio and Bramante had considerable
practical experience. Francesco di Giorgio and Leonardo
created numerous architectural fantasies, in which sketches

In the history of Italian Renaissance architecture,
the established periodisation has long been beyond
doubt. The recognition of the sudden turning point
that occurred in Italian architecture at the turn of
the 16th century is one of the important features
of this periodisation. At that time, in place of many
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of similar designs can be found. Among Francesco di Gior-
gio's architectural fantasies, probably connected with the
preparation of illustrations for Vitruvius's Ten Books on Ar-
chitecture, a sheet draws attention. It depicts three centric
temples, surrounded by a columned portico and covered
by a dome on a relatively high drum. The composition of
one of these temples anticipates the design of the Tempi-
etto, which Bramante erected in Rome in 1502. It gave his
contemporaries and followers a reason to speak about the
beginning of a new era in architecture, when the skill and
glory of ancient architects had been surpassed.

Bramante’s early Roman works are traditionally used
by researchers to mark the beginning of the High Re-
naissance in Italy. The article reveals the role of archi-
tectural thought of the 1490s in the development of the
new era ideas.

Keywords: Renaissance architecture in Italy, Francesco
di Giorgio Martini, Donato Bramante, Leonardo da Vinci,
Santa Maria presso San Satiro, Tempietto, Duchy of Milan,
Renaissance, architectural drawing, Renaissance architec-
tural theory.

local renaissances, which turned to the ancient her-
itage through the prism of local traditions, a univer-
sal language and style appeared. They were as close
as possible to antiquity in character, form-building,
and the way of handling volume and space. Their
main characteristic was already formulated by con-

IlL7. Bramante, a project of the church of Santa Maria presso San Satiro in Milan. Plan of 1478 (on the right) and plan of 1479 (on the left)

temporaries as romanitd, special “Romanness”, in
which the ancient sense of form was combined with
the scale of the Eternal City.

Symbolically falling on the turn of the 16th cen-
tury, the divide passes not only through the era
but also through the work of one architect, Do-
nato Bramante, who moved from Milan to Rome
after the fall of Lodovico Moro in 1499. Already in
1502, he erected a structure that his contempora-
ries considered the starting point of all new ar-
chitecture, equal in its grandeur to the architec-
ture of the ancients, the famous Tempietto, the
chapel of the monastery of San Pietro in Monto-
rio in Rome. Thus, in the history of Italian archi-
tecture, there are as if two Bramantes: Bramante
of the Milan period and Bramante of the Roman
period. Moreover, the first turned into the sec-
ond one as if by magic, just by breathing in the
air of the Eternal City. Researchers, especially
those who focused on Bramante’s work, such as

Arnaldo Bruschi', Franco Borsi ?, and others, tried
to smooth over this transition, arguing that Bra-
mante’s work during the Milan period accumu-
lated ideas that were then fully realised in Rome;
however, there is, by and large, no answer what
these ideas were and how exactly they were real-
ised in the Tempietto, in the design of St. Peter’s
Cathedral. Therefore, the question of how Bra-
mante of the Milan period turned into Bramante
the Roman, one of the first architects who laid
the foundation for the triumph of romanita not
only in the architecture of Rome but also in north-
ern and central Italy, where the masters from his
workshop went to work, remains open. And here,
it is worth taking a closer look again at the peri-
od when Bramante worked in the Duchy of Milan.

In 1478, Bramante began building an oratory ad-
jacent to the church of San Satiro in Milan (fig. 01).

1. Bruschi A.Bramante architetto. Bari, 1969.
2. Borsi F.Bramante. Milano, 1989.
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IlL.2. Chapel of San Satiro in Milan. Late 9th century.

Today, this small temple is usually called a sacello
(chapel); however, originally it was not a chapel but
an independent church. Founded in the 9th centu-
ry by the Archbishop of Milan Ansperto, who left
behind a glorious memory in Lombardy as an out-
standing church figure and a man of great learning,
the temple was dedicated to St. Satiro, St. Sylvest-
er, and St. Ambrose (fig. 02). The miraculous icon
of the Virgin and Child, discovered in the middle of
the 13th century, was initially placed on the outer
wall of the temple and was soon attacked by a par-
alytic, according to the chronicles. Contemporaries
testified that, as a result of the knife blow, drops
of blood 3 appeared on the image. More than two
centuries passed, and it was decided to build an
oratory for the miraculous image of the Virgin —
a decision taken by Giangaleazzo Sforza and his
mother and regent, Bona of Savoy, with the aim of
strengthening the cult of the Virgin in the duchy
and with the aim of decorating Milan with anoth-
er large temple.

3. Sannazzaro G.B.Il Sacello di San Satiro: I'Architettura //
Il Sacello di San Satiro: Storia, Ritrovamenti, Restauri /
Ed.S.Bistoletti Bandera. Milano, 1990, p. 7.
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Everything in this story is quite well known.
In 1474, land was purchased for the construction
of the oratory, and its erection, subsequently con-
stantly supported by Lodovico Moro, was entrusted
to Bramante. For the Milanese of that time, he was
not yet a Milanese at all but a real Urbino, since he
arrived from Urbino to Milan in the same year that
the first plot of land was purchased. Bramante's orig-
inal project is also known: an elongated rectangular
structure, adjoining the narrow side of the “chapel”
of San Satiro. The central square of the single-nave
oratory was covered by a dome; on each side of the
square under the dome, there were three narrow
bays covered by coffered barrel vaults. On the one
hand, the idea of the under-dome space flanked
by narrow bays brings to mind Brunelleschi’s Pazzi
Chapel (with the only difference being that there
are three such bays on each side in the oratory).
On the other hand, the extended barrel vaults re-
call the vaults of the nave and portico of Alberti's
church of Sant’Andrea in Mantua, a building that
Bramante must have seen at least on his way from
Urbino to Milan. The combination of the “chapel” of
San Satiro and the elongated oratory turned out to

be organic, and the oratory, with all its independ-
ence, simultaneously became a kind of vestibule in
front of the old church.

Later, the project changed radically. On the addi-
tionally acquired plot, it was decided to build a large
three-aisled church, located perpendicular to the
rectangular oratory in such a way that the orato-
ry would turn into the transept of the new basilica,
and its central dome would turn into the dome of
the crossing. This decision, which led to the con-
struction of a short (only five bays) basilica, gave
rise to another decision, which had no precedents
in Renaissance architecture. Now that the orato-
ry had turned into a transept, the chapel of the
main altar was to be located behind its sub-dome
square. However, its construction was impossible
due to the fact that the plot on which the orato-
ry was built was bordered by the street. Bramante,
bringing the architectural design of the basilica to
its logical conclusion, used pictorial means to create
the illusion of a chapel of the main altar in the choir
aisles, "extending” the coffered cylindrical vault of
the central nave in a perspective image. This sce-
nographic effect is designed in such a way that the
viewer, moving along the central nave from the en-
trance to the altar, sees a deep chapel ahead and
discovers a flat decoration only when approach-
ing very close. Thus, Bramante used new pictori-
al and scenographic means to create the image of
new architecture. For a long time, this effect, which
is rightfully considered the first example of the use
of scenographic techniques in the architecture of
the Italian Renaissance, overshadowed another cir-
cumstance. In the process of building the church
of Santa Maria presso San Satiro, a small temple
of the Carolingian period was transformed into an
ideal round temple of the Renaissance — the first
experience of this kind in Lombardy.

By the time of Bramante's arrival in Milan, the
“chapel” was a centric temple, a tetraconch in plan
and in volumetric-spatial design, with a dome on
four columns, clearly borrowed from earlier build-
ings . Bramante delicately rebuilt it from the out-
side, inscribing the octaconch into the rotunda shell °.
He divided the outer round wall with niches framed
by pilasters and crowned the lower wide tier with

4. Sannazaro G.B.Op. cit., pp. 8-9.

5. On the Renaissance and subsequent transformations of San
Satiro, see: Schofield R., Sironi G. New Information on San
Satiro // Milanese Architecture and Architecture of Lombardo
/ A study by Ch. L. Frommel, L. Giordano, R. Schofield. Venice,
2002, pp. 281-298.

IlL3. Chapel of San Satiro in Milan dfter its reconstruction by
Bramante in the 1470s.

a cornice. In this way, the Carolingian temple was
transformed into an ideal centric Renaissance tem-
ple with a wider cylinder of the lower tier, a revealed
spatial cross in the middle tier, and a narrow drum
of the dome (fig. 03).

Researchers call this transformation “one of the
most delicate restorations of the Renaissance” ®.
However, what is more important is that in this
little temple of the Carolingian period, Bramante
recognised a type close to the ideas and imag-
es of the Renaissance. It is known that Renais-
sance masters used as models for imitation not
only ancient buildings but also early Christian
ones, such as the Church of Santa Costanza in
Rome, the Church of San Lorenzo in Milan, ear-
ly mediaeval ones, such as the Church of San-
to Stefano Rotondo in Rome, Romanesque ones,
such as the Baptistery of San Giovanni in Flor-
ence, and others. They never disappeared from
the field of vision of the Renaissance masters un-
til Leonardo. As Giorgio Vasari testifies, he pro-
posed to raise the Baptistery of San Giovanni on

6. Heydenreich L.H., Lotz W. Architecture in Italy 1400-1600.
Harmondsworth, 1974, p. 145.
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lL4. Leonardo da Vinci, Ms. B, fol. 19 r (collection of the Institute of
France, Paris). Circa 1490. A fragment.
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IIL5. Leonardo da Vinci, a sketch for a basilica church with a
centric choir. Codice Atlantico, fol. 24 r (collection of the Biblioteca
Ambrosiana, Milan). 1st half of the 1490s.

a base of twelve steps in order to give it great-
er dignity and grandeur and to make its appear-
ance more in line with the Renaissance ideas of
the ideal temple, formulated in the middle of the
15th century by Alberti and close to the way of
thinking of Leonardo himself.
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In the "chapel” of San Satiro, a structure of the
Carolingian period, Bramante saw a similar ideal
temple. It only remained to bring this tiny temple
to the fullness of the Renaissance image, to turn
it into a rotunda with an antique decor of the wall
surface. This reconstruction did not go unnoticed by
Bramante's contemporaries. It was echoed, among
other things, in Leonardo’s sketches of centric tem-
ples, made around 1490 (Manuscript “B”, Institute
of France, Paris). On several sheets (fols. 191, 21 v),
compositions closely resembling the small temple
of San Satiro appear; each time such a structure is
not independent but represents one of the chap-
els surrounding the main space of the temple with
a crown and has a rotunda external volume (fig. 04).

Leonardo's architectural drawings of the 1490s
can be called the most sensitive seismograph, reflect-
ing the movement of layers of architectural thought
at the turn of the 16th century. Thus, in the Codex
Atlanticus (Biblioteca Ambrosiana, Milan), there ap-
pear sketches of a temple in which a large, practical-
ly independent centric choir aisle is connected with
the basilica part (Codex Atlanticus, fol. 24 r) (fig. 05).
On the one hand, impressions from the cathedral in
Pavia, where Leonardo was a consultant along with
Giovanni Antonio Amadeo, Bramante, and Frances-
co di Giorgio’ in the summer of 1490, could have
had an impact here. The cathedral had a customer
who was no less ambitious and energetic than Lo-
dovico Moro — Cardinal Ascanio Sforza. He invit-
ed as consultants the famous masters who were in
the Duchy of Milan at that time, including consult-
ants on the construction of the crossing of the Mi-
lan Duomo. Francesco di Giorgio, then already the
author of the Treatise on Civil and Military Archi-
tecture, the translator of Vitruvius's text into Italian,
an expert on the ancient heritage, did not have the
position of “ducal engineer”, which was occupied by
both Leonardo and Bramante at that time. In addi-
tion, in Lombardy, there were many of its own great
masters, including those who belonged to old con-
struction clans, such as the Solari clan. Thus, the in-
vitation of Francesco di Giorgio as a consultant on
the construction of the most important buildings
of the Duchy spoke of his real wide fame. His fame
would probably have been even greater and would
have eclipsed the fame of many of his contempo-

7. Documents concerning Leonardo’s journey, accompanied
by Giovanni Antonio Amadeo and Francesco di Giorgio to
Pavia, are contained in the book: Giovanni Antonio Amadeo.
| documenti /A cura di R. V. Schofild, J. Shell e G. Sironi. Como,
1989, pp. 38-39.

raries if his treatise had been published during his
lifetime as well as his translation of Vitruvius' trea-
tise, especially since it would most likely have been
illustrated with his own drawings (this would have
been the first illustrated translation of Vitruvius's
Ten Books on Architecture ®). If everything had hap-
pened in due time, both the history of the study of
Vitruvius and the history of architectural thought in
the Italian Renaissance as a whole would have been
different. However, although the treatise was first
published in the middle of the 19th century, it was
still familiar, albeit partially, to his contemporaries.
We know of copies of fragments of the treatise and
drawings from it dating back not only to the end of
the 15th but also to the end of the 16th century °.

Returning to Leonardo’s drawings dedicated to
the connection of a basilica church to a large cen-
tric choir aisle, it is worth mentioning other possi-
ble sources of his inspiration. We see a similar idea
in one drawing illustrating the latest of the known
lifetime copies of Francesco di Giorgio's treatise
(Codice Magliabechiano Il.I, 141, National Library,
Florence) (fig. 06). The drawing, executed in the
margins (fol. 42 v), illustrates the methods of pro-
portioning a basilica church with a large centric
choir aisle. The plan diagram with a human fig-
ure inscribed in it is close to Leonardo’s plan. The
following work by Bramante could have been an-
other basis for reflection on a similar “combined”
church. After the work in the church of Santa Ma-
ria presso San Satiro, Bramante, commissioned by
Lodovico Moro, was engaged in the reconstruction
of the church of the monastery of Santa Maria delle
Grazie in Milan from 1493. One can only marvel
at the construction enthusiasm of Duke Lodovico,
who decided to demolish the choir aisle, recently
completed by Guiniforte Solari, which had stood
for less than twenty years by that time. And so it
was destroyed for the sake of erecting a new choir
aisle in its place, which was to become the burial
vault of the Sforza family. Thus, in fact, the choir
aisle of the church was transformed into a family
mausoleum. The solution itself was not something
unprecedented in the architectural practice of the

8. Burns H. "Restaurator delle ruyne antiche": tradizione e studio
dell’antico nell'attivita di Francesco di Giorgio // Francesco
di Giogio architetto/ A cura di F.P.Fiore e M. Tafuri. Milano,
1994, pp. 152-153.

9. Tafuri M.Le copie di Giorgio Vasari il Giovene // Francesco
di Giogio architetto... pp. 400-402; Cantatore F. Francesco
di Giorgio nella trattatistica rinascimentale // Francesco di
Giogio architetto... pp. 402-404.
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IlL6. Francesco di Giorgio, a sketch for a basilica church with a
centric choir and a figure inscribed in it.

Codice Magliabechiano, 11.1.141 (collection of the National
Library, Florence). 1480s.

Italian Renaissance. Such choir-mausoleums were
to complete the church of the monastery of Santis-
sima Annunziata in Florence (the supposed burial
vault of the Gonzaga family) and the church of San
Francesco in Rimini (the burial vault of the tyrant
of Rimini, Sigismondo Malatesta, and members of
his family). Thus, in 1493, the Solari choir aisle was
dismantled, and Bramante began to reconstruct it.
In 1495, Leonardo began working on the Last Sup-
per in the refectory of the same monastery of San-
ta Maria delle Grazie. He saw the construction of
the new choir aisle, with its vast space dominated
by the semicircular outlines of the arches (fig. 07).

For that reason, 1490, the year of the meeting in
the Duchy of Milan of Francesco di Giorgio, who was
already fifty-one at the time, with forty-six-year-old
Bramante and with the youngest of the three mas-
ters, Leonardo (he was thirty-eight), became an im-
portant impetus in the development of architectural
thought of the Italian Renaissance of the late 15th
century. What these outstanding people discussed
among themselves, what they talked about, we will
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IlL.7. Bramante, Choir of the Church of the Monastery of Santa Maria delle Grazie. Milan. Begun in 1493.

obviously never know. However, we can assume with
full confidence that the masters could see each other’s
drawings and notes. At that time, Francesco di Gior-
gio had at his disposal several copies of his treatise
(probably not all of them have survived to this day),
albums with sketches, and drawings, which were pos-
sibly intended to illustrate his translation of Vitruvius.
Among the latter, it is worth paying special atten-
tion to one particular, with three versions of a round
temple surrounded by a portico (Codice Saluzziano
148, fol 84 r., Royal Library, Turin) (fig. 08). On this
sheet, in two temples, the columns carry a straight
entablature; the third temple is surrounded by an ar-
cade on columns. All the temples are covered with
rather flat stepped domes on drums, whose diame-
ters are noticeably smaller than the diameter of the
rotunda itself. The first two temples are free recon-
structions of monuments of Rome that were already
ruined in the 15th century and are now lost, whereas
the temple with the arcade, as is clear from the in-
scription above it, also reflects, however, quite free-
ly, the results of the reconstruction of the church of
Santo Stefano Rotondo, carried out in the middle of
the 15th century under Pope Nicholas V™. In gener-

10. Francesco di Giorgio Martini. Trattati di architettura, ingeneria
e arte militare / A cura di C. Maltese, trascrizione di L. Maltese
Degrassi. Milano, 1967, Vol. |, p. 284.
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al, these temples belong to the type that Francesco
di Giorgio characterises as a “round temple, entire-
ly surrounded by a portico” in his treatise. For him,
this type was represented above all by Roman round
peripteros, like the Temple of Vesta in the Forum
Boarium or Vesta in Tivoli. However, in carrying out
his hypothetical reconstructions, Francesco di Giorgio
erected a rather high drum under the dome above
the volume surrounded by the colonnade. As a re-
sult, these temples acquire features that would lat-
er be characteristic of Bramante's Tempietto — one
of his first works created in Rome before the begin-
ning of the epic design and construction of St. Pe-
ter's Basilica (fig. 09).

Of course, there are significant differences be-
tween the temples on the above-mentioned sheet
of Francesco di Giorgio's Turin work and Bramante's
Tempietto. First of all, these are proportions: the
Tempietto is more vertically elongated. The colon-
nade of the Tempietto uses the Tuscan order, which
was a mystery to the masters of the Italian Renais-
sance. It was a mystery until the attention of archi-
tects was drawn to such monuments as the Basilica
Emilia on the Roman Forum and the Theatre of Mar-
cellus in Rome, which were in much better condi-
tion in the 15th century than they are today. It is
evidenced in particular by Giuliano da Sangallo’s
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IlL8. Francesco di Giorgio, sketches of round churches. Codice Sallustiano 148, fol. 48 r
(collection of the Royal Library, Turin). 1480s.

sketches. The sketches of the Basilica Emilia made
by Francesco di Giorgio are unknown. Perhaps the
Tuscan order was not clear enough to him to use
it in his fantasies and hypothetical reconstructions.
However, Bramante seemed to be completely fa-

miliar with it, although Bramante could not have
studied it in Milan. And here it is impossible not to
pay attention to the hypothesis, which was put for-
ward by L. Heidenreich back in the late 1970s. The
fact is that it is known from documents that Bra-
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IlL9. Bramante, Tempietto (Chapel of the Monastery of San Pietro in Montorio). Rome, 1502.

mante, busy with construction, including in Santa
Maria delle Grazie in Milan, left Milan in 1493, one
could even say, disappeared from Milan. Lodovico
Moro wrote to him, looked for him, and at the end
of the same year Bramante returned. Heidenreich

18

put forward the hypothesis that Bramante visited
Rome for the first time under the influence of Franc-
esco di Giorgio. It was as if he could not overcome
the desire to see the Eternal City, which Frances-
co di Giorgio aroused in him with his passionate

love for antiquity, his studies of Vitruvius, and his
knowledge of the typology of ancient buildings of-
fered by the ancient tradition '". Bramante's escape
to Rome before his final move there, of course, re-
mains only a hypothesis, and it is unlikely that ma-
terials will ever appear that would either definitively
confirm or refute it.

On the other hand, we can say with much great-
er certainty that the idea of a “Renaissance ver-
sion of the circular peripteros” '? at least began to
form in Bramante earlier, before his final move to
Rome. And the unique atmosphere of architectur-

al thought in the 1490s, which arose in the Duchy
of Milan, was the soil for this formation. There
is a figurative expression that explains why simi-
lar ideas arise simultaneously in different people:
ideas, according to it, "are in the air”. And yet it
is not so. Ideas are born, acquire form, meaning,
and influence in the minds of masters who are in
the process of intense intellectual communication.
The communication of Francesco di Giorgio Mar-
tini, Leonardo da Vinci, and Donato Bramante in
Milan is an example of such an incredibly intense
exchange of ideas.
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OPAHYECKO AN AXOPAXO, BPAMAHTE N IEOHAPAO:
APXNTEKTYPHAA MbICJ1b B MNMPEAABEPUNUA
BbICOKOI'O BO3POXAEHWNA B UTAJTNI

AHHomayus: B ctatbe paccmaTpuBaeTcs posb CU-
€HCKOro apxuTekTopa u nHxxeHepa XV B. ®paHyecko
an [xopaxxo MapTuHU B CTaHOBAEHWW WAEN, Ner-
LUMX B OCHOBY apXUTEKTYPHOM MbICAW U NMPaKTUKK ne-
puoaa Beicokoro BospoxaeHua B Vtanmn. durype
®paHuecko an xopaxo, aBTopa «TpaktaTta 0ob ap-
XUTEKType rpaxAaHCKOW U BOEHHOW» JOATOe Bpems
He yAenanocb AO/HKHOro BHMMaHWA. OgHa 13 NpuumH
3aKk/toYanacb B TOM, UTO ero TpakTaT He 6bin onyban-
KOBaH BN0Tb A0 cepeauHbl XIX B. OgHaKO nanto-
CTpaumMM K TpakTaTy, a TakxXe OTAe/IbHble 3apNCOBKM
®paHuecko an I>xopaxo bblav N3BECTHbI ero coBpe-
MEHHMKaM, O YeM CBUAETENbCTBYHOT MX COXPaHUBLUN-
ecs konum XVI n XVII BB. 3HaunTenbHaa YacTb CTaTby
yAeneHa BpemeHu pabotbl PpaHuecko an [xopaxo
B repuorctee MunaHckom B 1490 r. B kauecTBe KOH-
Cy/nbTaHTa. TaMm, y4acTByA B 3acefaHnAX rpynmbl 3KC-
nepToB MO NOBOAY BO3BeAeHUA HallHM cpeAokpecTus
MwnaHckoro cobopa, oH BcTpedasncs ¢ bpamatTe u fle-
oHapgo. KaxzabIi 13 mactepoB K Havany 90-x rr. XV B.
obnagan 60NbLLNM OMbITOM U3YUYEHNA APEBHUX U CO-
BPEMEHHbIX COOpYXeHn, PpaHuecko an Jxxopaxo
n bpamaHTe Takxe obnaganm 60AbLIMM NpakTUYe-
ckunmM onbiTom. PpaHuecko an Jxopaxo v JleoHapao
oCTaBWAM BOJbLLOE YMCIO apXUTEKTYPHBIX haHTa3uni,
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B KOTOPbIX OOHaPYXXMBaOTCA HAaBPOCKM aHaNOTMYHbIX
peleHunii. Cpean apxmTekTypHbIX GaHTasni PpaHue-
CKO AN [KOpAXKO, BEPOSTHO, CBA3AHHbIX C MOArOTOB-
KOW MANFOCTPALMIA K «[JecaT KHuram ob apxmTekType»
Butpysus, obpaluaet Ha cebsl BHUMaHMe JIUCT, Ha KO-
TOPOM M306paXxkeHbl TPU LIEHTPUYECKNX XPama, OKpY-
>KEHHbIE KOJIOHHbIM NMOPTUKOM W NEPEKPbITbIE KYMOAOM
Ha CpaBHUTE/IbHO BbICOKOM bapabaHe. Komnosnums
OAHOTO M3 3TUX XPaMOB MPeABOCXMLLAET peLleHne
TemnbeTTo, KOTOPLINM BpamaHTe BO3BeaeT B Pume
B 1502 r. 1 KOTOPOe y>Xe ero CoBpPemMeHHMKam 1 npo-
JomKaTensM AacT NoBOJ roOBOPUTL O Hayae HOBOW
3MOXW B apXUTEKTYpPe, KOrAa MacTepCTBO W C/laBa ApeB-
HVX 3044MX bblia NpeB3oiaeHa.

PaHHUMUK pumcknmm pabotamn BpamaHTe nc-
cnepoBaTen TPagULMOHHO OTKPbIBAKOT UCTOPUIO
Bbicokoro BozpoxgaeHus B Vitanmun. B gaHHoR cTa-
Tb€ PackpbIBAETCSH POJb apPXUTEKTYPHOU MbICAU
1490-X rr. B BbI3peBaHWM NAEN HOBOW 3MOXN.

Knroyegeie cnosa: apxutektypa BospoxaeHus
B VNtanun, ®paHuecko an Jxxopaxo MaptuHu,
JoHato bpamaHTe, JleoHappo aa BuHun, CaHTa
Mapwsa npecco CaH Catnpo, TeMnbeTTo, repLorcTso
MunaHckoe, BO3POXKAEHME aHTUUYHOCTY, apXUTEKTYp-
HbIV PUCYHOK, apXUTeKTypHas Teopms BospoxaeHus.

B nctopumn apxmtektypbl UTaabsiHCKOro Bos-
POXAEHMA CNOXMBLUAACA NepUOoAN3aLINA AaBHO
He BbI3blBaeT COMHeHUN. OAHOM N3 BaXKHbIX YepT
3TOV Nepuoam3aLmm aBASETCA NpU3HaHMe Pe3Ko-
ro nepesnoma, KOTopbI HACTYMUA B UTANbAHCKOM
apxuTtekType Ha pybexe XV-XVI Bekos. Torga Ha
CMeHY MHOMMM NIOKaJbHbIM peHeccaHcaM, obpa-
LWaBLWNMCA K @aHTUYHOMY Hac/leAnto CKBO3b Npu-
3MYy MECTHbIX TPaAULUNA, NpULIen YHNUBEPCaabHbIN
A3bIK U CTWUAb, MakKCMManbHO H6AM3KUIA K aHTUYHO-
CTV No xapakTtepy, dopmMoobpazoBaHuto, cnocoby
obpalLeHns ¢ 06beMOM M NPOCTPAHCTBOM, OCHOB-
Has XxapakTepuCT1Ka KOTOPOTO YXe COBPEMEHHMKa-
MK Bblna chopmMyanpoBaHa kak romanitd — ocobas
«PVIMCKOCTb», B KOTOPOW aHTU4YHOEe 4YyBCTBO dop-
Mbl COAMHMOCH C MacliTabom BeuHoro ropoga.

Bogopasaen, CUMBOANUYHO MPUXOAALLNICA Ha
py6ex XV n XVI BekoB, NpoxXoaunT He TObKO Mo
3MOXe, HO U MO TBOPYECTBY OAHOIO apXuTekTopa —
[JoHaTo bpamaHTe, nepeexaBLiero nocne najeHus
Jlogosurko Mopo B 1499 rogy 13 MunaHa B Pum,
n y>ce B 1502 roay Bo3BegLLEro COopy>eHue, Ko-
TOPOE ero COBPEMEHHMKM CYMTANN TOUKOW OTCUETa
BCEV HOBOW apXMTEKTYpPbl, CPaBHABLLENCA B CBOEM
BE/INYMMN C apXUTEKTYPOW APEBHUX, — NPOCIaBAEH-
HbIli TEMMbETTO — YacoBHIO MOHacTbips CaH MNbeTpo
nH MoHTopuKo B Pume. Takum 06pasom B MCTopum
UTaNbSHCKOW apXMUTEKTYpPbl CyLLECTBYHOT CNOBHO ABa
bpamaHTe: bpamaHTe MunaHckoro nepmoga v bpa-
MaHTe pMMCKOro nepuoga. lNMpuyuem nepebiv nNpe-
BPaTW/ICS BO BTOPOrO CIOBHO MO BOALLEOCTBY, AULLb
BAOXHYB BO34yx BeuHoro ropoga. Nccneposateny,
0COBEHHO Te, B LLeHTPe BHMMaHMA KOTOPbIX Obli10
cobcTBeHHO TBOpYecTBO bpamaHTe, Takne kak Ap-
Hanbao bpyckm !, PpaHko bopcn ? n gpyrve NbiTaancb
CrNajnTb 3TOT Nepexod, yTBepXjas, YTo B TBOpYe-
cTBe bpamaHTe elle B MUAAHCKWIA NepuUo Haka-
NAMBaNNChb MAEWN, KOTOpble 3aTeM B MOJNHON Mepe
peannsoBanncb B Pume, ogHako, Uto 310 Oblin 3a
NAen 1 Kak MIMEHHO OHU peann3oBanuncb B TeMnbeT-
TO, B NpoekTe cobopa cB. [eTpa, oTBETa, N0 60/1b-
oMy cyeTy, HeT. [ToToMy no-npexHemy ocTaeTcs
OTKPbITbIM BOMNPOC O TOM, Kak bpamaHTe MunaHcko-
ro nepvoga npespatuicsa B bpamaHTe-pyMaaHnHa,
OZHOTO 13 NepPBbIX aPXUTEKTOPOB, MONOXMBLUUX Ha-
Yasio TOPXKECTBY romanitd He TONbKO B apXUTEKTY-
pe camoro Pvma, HO 1 B ceBEPHOI 1 LeHTPaNbHOM
WTanun, kysa HanpaBmancb pabotaTtb MacTepa, Bbl-
WweaLwme 13 ero macrepckoin. M 3geck ctout elye

1. Bruschi A.Bramante architetto. — Bari, 1969.
2. Borsi F.Bramante. — Milano, 1989.

M elle pa3 npucraibHee BCMOTPETLCA B Nepunoa,
korga bpamaHTe paboTan B repuorctee MunaHckom.

Wtak, B 1478 rogy bpamaHTe npuctynua K no-
CTpoVike opaTopus, NpuMbiKatoLero K uepkeu CaH
Catupo B MunaHne. (Un. 01.) CerogHa 3TOT ManeHb-
KW XpaMm, Kak npaBmao, HasbiBatoT sacello (uaco-
BEHKa), HO NepPBOHaYasbHO OH OblN HE YaCOBHEW,
a caMocCTosTE/IbHbIM XpamoM. OCHOBaHHbIN B X Beke
npwv apxmenunckone MuaaHa AHcnepTo, OCTaBmB-
weMm B Jlombapaun no cebe cnaBHyro NamaTb Kak
BblJAOLWMNCA LEePKOBHbIN AesaTenb U 4YenoBek
60bLLIOW yyeHOCTH, Xpam bbin nocesweH cB. Ca-
TMpo, cB. CunbeecTpy 1 cB. AmBpocuto. (Ma. 02.)
Ob6peTeHHbI B cepeaunHe Xl Beka 4ys0TBOPHbIN
ob6pa3 boromatepu ¢ MnageHLem, NnepBoHayanbHO
6b11 pa3melLeH Ha BHELLIHEN CTeHe XpaMa 1 Bckope
noABepPrcs HanaAeHWo O4HOrO, Kak MULLYT XPOHWKM,
paccnabneHHoro. CoBpeMeHHWKN CBUAETENbCTBOBA-
2N, 4TO B pe3y/bTaTe yAapa HOXXOM Ha obpase Bbl-
CTYyNWAn Kanam kposu 3. MNpoLuno 4Ba ¢ IMWHUM Beka,
n ana 4yaoTBOpHOro obpasa boromatepwm pelleHo
6b110 BBICTPOUTL OPaTOPUiA — peLLeHne, NpuaToe
Oxanraneauyo Chdopua 1 ero MaTepbto N pereHT-
wen boHon CaBOWMCKOMW, C LieNbto YKPenaeHus Kyb-
Ta boromartepu B repuorcTee 1 C LieIbio YKpacuTtb
MwunaH eLe oAHUM 60bLLINM XPaMOM.

B 3TOM McTOpPMK BCE AOCTAaTOYHO XOPOLLO U3-
BecTHO: B 1474 rogy noj CTpouTeNbCTBO OpaTopus
6blna KynaeHa 3emMAs, U ero BO3BejeHWe, BCes
3a TeM NOCTOSIHHO noaaepxuBaeMoe J1of0BUKO
Mopo, 66110 nopyveHo bpamaHTe, KOTOPbIN AnA
MWIaHLLEB TOrO BpeMeHM bbin elle COBCEM He MU-
NaHUeM, a caMbIM YTO HM Ha ecTb YpbuHuem, no-
CKONbKY NpnbbIT U3 YpbuHo B MunaH B TOT Xe
rod, 4to 6bI1 KyMaeH NepBbIv yyacTok 3emau. Mep-
BOHauyanbHbI/ NpoeKkT BpamaHTe TakXe n3BeCTeH:
BbITAHYTOE MPAMOYrOJbHOE COOPY>XXEHMNE, MPUMbI-
KatoLLee Y3KOW CTOPOHOM K «4acoBeHke» CaH CaTtu-
po. LleHTpanbHbI kBagpaT ogHOHedHOro opatopus
nepekpbIBaaCA KynoJsioM, MO CTOPOHAM OT MOAKY-
NOJIbHOTO KBaApaTa pPacnoaoXeHbl MO TPU y3Kue
TpaBew, NepeKkpbITble KECCOHMPOBAHHBIMW LIMANH-
apvdecknmmn ceogamu. C ogHON CTOPOHbI, uaes
NoAKYNOJAbHOrO NPOCTPaHCTBa, GNaHKMPOBAHHO-
ro y3KnMmu TpaBesmMu, 3acTaBAseT BCMOMUHATb Ka-
nenny Mauuw bpyHenneckn (C TOM MnLb pasHULIEN,
YTO B OpPaTOPUM TaKMX TPaBel Mo TPU C KaXKAOoM
CTOPOHBI), C 4PYrON CTOPOHbI, MPOTAXEHHbIE M-

3. Sannazzaro G.B.Il Sacello di San Satiro: I'Architettura //
Il Sacello di San Satiro: Storia, Ritrovamenti, Restauri /
Ed.S. Bistoletti Bandera. — Milano, 1990. — P. 7.
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NMHAPUYECKUe CBOALI HAMOMMHALOT O CBOAAxX Heda
n nopTtuka uepksn CaHT AHapea B MaHTye Anb-
6epTn — NocTporikK, KoTopyro bpamaHTe fonxKeH
6bIn BUAETb, NO KpallHeln Mepe, Ha CBOEM NyTU
13 YpbumHo B MunaH. CoegHEHNE «4aCOBEHKU»
CaH Catvpo u BbITAHYTOrO OpaToOpmMA OKa3anocb
OpraHW4HbIM, ¥ OPaTOPUN NpY BCeRN CBOEN caMo-
CTOATENbHOCTV OAHOBPEMEHHO CTas CBOEro poja
BeCTMbLoNeM nepes CTapbiM XPamMoM.

Mo3xe NpoeKT paAnKanbHO U3MEHWACA: Ha AO-
NOJIHUTENIbHO NPUOBPETEHHOM y4acTke bbla0 pe-
LUEeHO BbICTPOUTb HONbLION TpexHedHbIN Xpam,
PacnoNOXeHHbI NeprneHANKYASPHO K NPSAMOY-
roJibHOMY OpaTopuio Takum 0bpasom, 4To opaTo-
pPU NpeBpaLLancs B TpaHCENT HOBOW Basnanku,
M ero LeHTpasibHbI KYyNoa npesBpaLLancs B Kynos
cpefokpectus. 3TO pelleHne, NpvBejLlee K CTpo-
NTeNbCTBY KOPOTKOW (BCEro B NATb TpaBeu) ba-
3UNKW, BbI3BaNO K XXU3HW ellle OAHO peLleHue,
npeueseHTOB KOTOPOMY He 6bl10 B apXuTekType
PeHeccaHca. Ternepb, korga opaTopuin npespaTma-
CA B TPAHCENT, 3@ €ro NoAKynoaAbHbIM KBaApaToM
A0/KHa 6blla pa3MecTUTbCA Kaneasa rnaBHoro an-
TapsA. Ho ee ctpontenscTBO 66110 HEBO3MOXHbIM
“3-3a TOro, YTO Y4acCTOK, Ha KOTOPOM HblN BbICTPO-
€H opaTopuii, bbla orpaHudeH yanuen. bpaman-
Te, AOBOASA apXMTEKTYpHOe peLleHne 6a3nankn jo
JIOTNYEeCKOro KOHLA, XMBOMUCHBIMUN CPeaCTBaMu
CO3/,aeT B XOpe W30 Kaneibl r1aBHOro anTa-
ps, «NpoAseBas» B NepcrnekTMBHOM n3obpaxeHunu
KECCOHMPOBAHHbIN LUANHAPUYECKUI CBOZA LiEeH-
TpasbHOro Heda. ITOT cLeHorpaduyecknin apdekT
paccumnTaH Takum o6pasom, UTo 3puUTeNb, ABMXKY-
WWUIACA NO LeHTPaNbHOMY Hedy OT BXOAa K antapto,
BUAWT Brepeau raybokyto Kaneany v nllb NoAX0oAA
coBcemM 6,113K0, OBHapy>XXMBaeT NIOCKYHO Jekopa-
umto. Tak bpamaHTe ncnonb3oBan HoBblE XXMBOMKUC-
Hble 1 cLeHorpaduyeckmne CpeacTBa AN CO34aHNA
obpaza HOBOW apxmuTekTypbl. ITOT 3ddEKT, KOTOPLIN
Mo npasy CcUMTAeTCA NepBbIM NPUMEPOM NprMe-
HeHWna cLeHorpaduyecknx NPUEMOB B apXmTeKTy-
pe UTanbfAHCKOro Bo3poxxaeHus, HafoAro 3aTMu
coboli apyroe 0bCTOATENBCTBO, @ UMEHHO TO, UTO
B npovuecce Bo3BeseHus Lepkan CaHta Mapwma npec-
co CaH CatMpo MasieHbKMI Xpam KapOJANHICKOro
BpeMeHn Hbl1 MpeBpaLleH B UAeanbHbIA KPYrabli
XpaM 3noxu BospoxzeHns — nepBbIi OMNbIT TaKo-
ro poga B Jlombapauw.

Ko BpemeHun npunesga bpamaHTte B MunaH «4a-
COBeHKa» npeacTaBasfa cobol LeHTpUYECKUia
Xpam, BNUCaHHbIA B KBajpaT TeTpakoHxA B niaHe
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1 B 06beMHO-NPOCTPAaHCTBEHHOM PELLEHUN, C KYMNO-
JIOM Ha YeTblipex KOJOHHaXx, ABHO 3aMMCTBOBaHHbIX
13 6bonee paHHMX NOCTPOeK 4. bpamaHTe gennkar-
HO MepecTpPoOu/ ero CHapy>u, BN1caB ero B POTOH-
JAanbHyo 06010uKy °. BHeLHIOH Kpyrayto CcTeHY OH
pacuneHna HUWamMum, obpaMaeHHbIMU NMUAACTPaMMK,
N HUKHWIA LUMPOKWMIA APYC YBEHYAN KapHU30M. Takum
06pa3omM xpaM KapOJAMHICKOro BpeMeHWn npespa-
TUACA B NAEaNbHBIN LLeHTpuYeckuii xpam PeHeccaH-
ca c bonee LWNPOKNUM LIMANHAPOM HUXHErO ApYyca,
BbIAB/IEHHbIM MPOCTPAHCTBEHHBIM KPECTOM B CPef-
HeM Apyce 1 y3kum bapabaHom kynona. (M. 03.)
WccnepoBateny HasbiBaloT 3TO NpeobpaxeHune
«OAHOM U3 AeNVKATHENLLMX pecTaBpaLLMii 3Moxu
BozpoxzaeHus» ¢. Ho BaxHee B Hel Apyroe: B 3TOM
XpamukKe KaposIMHIckoro BpeMeHn bpamaHTe yragan
™n, 6AN3KNI naeam n obpasam PeHeccaHca. N3-
BECTHO, 4YTO MacTepa PeHeccaHca BkitoYanu B Kpyr
06pa3uoB A5 NojpaXKaHUs OTHHOAb He TONIbKO aH-
TUYHblE NOCTPOWKM, HO N PaHHEXPUCTMAHCKME, Ta-
kue kak uepkoBb CaHTa KocTtaHua B Pume, LiepkoBb
CaH JlopeHuo B MunaHe, paHHecpeHEBEKOBbIE, Kak
uepkosb CaHto CtedaHo PotoHao B Pume, poMaH-
ckue, Kak bantuctepuii CaH [xoBaHHu Bo ®iopeH-
ummn 1 gpyrue. OHM HUKOTAa He ucyesanu m3 nons
3peHnsa MacTepoB 3Moxu Bo3poxxaeHns BNaoTb Ao
JleoHapgao, npeanaraBLiero, Kak CBUAETEbCTBYET
[>xxopaxo Baszapu, nogHaTe 6antuctepuin CaH [xo-
BaHHW Ha OCHOBaHWE B JBEHaALATb CTyrNeHew, Aabbl
Coob6WKTb eMy BObLIEE JOCTOMHCTBO U BEMUME,
caenatb ero 06auk 6onee COOTBETCTBYHOLLMM PEHEC-
CaHCHbIM NpejcTaBaeHnsM o6 naeanbHOM xpame,
chopmynupoBaHHbIM B cepeanHe XV Beka Anbbep-
™ 1 6113kUM 0bpasy Mbicaen camoro JSleoHapgo.
MofobHbIV naeanbHbIN Xpam bpamaHTe pasras-
Aen n B «yacoseHke» CaH CaTnpo» — COOpYy>XeHNK
KapoAuHrckoro BpemeHn. OctaBanoch JOBECTU 3TOT
KPOLLEYHbIN XpaM A0 MNOJHOTbI PEHEeCCaHCHOro 06-
pa3a, NpeBpaTUTb €ro B POTOHAY C aHTUKM3NPYIO-
LM LEKOPOM MOBEPXHOCTU CTeHbI. PEKOHCTPYKLMS
3Ta He NpoLia He3aMeUYeHHON COBPEMEHHUKaMM
BpamaHTe. OHa oTO3Basach B TOM 4Ymncie B Habpo-
CKax LleHTpuyeckux xpaMoB JleoHapao, caenaHHbIx
okono 1490 roga (Pykonuck “B”. HcTuTyT ®paH-

4. Sannazaro G.B.Op. cit. — P. 8-9.

5. O peHeccaHcHbIX 1 nocneayowmnx TpaHcpopmaumax CaH
Catunpo cm.: Schofield R., Sironi G. New Information on San
Satiro // Bramante Milanese e I'architettura del Rinascimento
Lombardo / A cura di Ch. L. Frommel, L. Giordano, R. Schofield.
Venezia, 2002. P. 281-298.

6. Heydenreich L.H., Lotz W. Architecture in Italy 1400-1600. —
Harmondsworth, 1974. — P. 145.

umun. NMapux). Ha Heckonbkmx anctax (fols. 19 r, 21 v)
NOABAAOTCA KOMMNO3MLUUK, 6AM3KO HaNnoOMUHaroLwme
xpamuk CaH CaTnpo, NpuyemM BCAKWUIA pa3 Takoe Co-
OpY>KeHWe He ABAAETCA CAMOCTOATENbHbIM, a NPea-
CTaBASET OAHY U3 Kanes, OKPy>aroLwmx BEHLOM
OCHOBHOE NMPOCTPAHCTBO Xpama, U MMeeT POTOH-
JanbHbll BHeLWHUI ob6beM. (. 04.)
ApxutekTypHble pucyHku JleoHapao 1490-x rogos
MO>HO Ha3BaTb CaMblM YyBCTBUTE/NbHbIM CENCMO-
rpadom, oTpaxkaBLUEM ABMXKEHMWE NAACTOB apXu-
TEKTYpHOWN Mblcan pybexxa XV-XVI ctonetuid. Tak
B «ATNnaHTM4eckom kogekce» (bubanoteka AMbpo-
3naHa. MunaH) NosBASOTCA 3CKMU3bl Xpama, B KOTO-
POM OBLUMPHBIN, MPaKTUYECKN CAMOCTOSATENbHbIN
LEHTPUUYECKUIA XOP COEAMHAETCA C 6a3nNANKaNbHOM
yactbto (Cod. Atlantico, fol. 24 r). (Un. 05.) C oa-
HOW CTOPOHbI, 34€Cb MOTJ/IN CKa3aTbCsA BNeyatieHus
oT cobopa B MaBuwn, rae SleoHapao netom 1490-ro
roza BbICTyMnan KOHCY/bTaHTOM Hapsaay ¢ [>oBaH-
HW AHTOHMO AMageo, bpamaHTe n ®paHyecko au
[>xxopaxo’. Y cobopa bbln He MeHee aMOVLMO3HbIN
W 3HEpPrnYHbIN, Yem JSlogoBrko Mopo, 3aKa3umK —
kapanHan AckaHno Cdhopua, n oH npuraacun B Ka-
yecTBe KOHCYNbTaHTOB NPOC/iaB/eHHbIX MacTepPOB,
KOTOpble B TOT NEPUOA HaXOAUANCH B repLorcTee
MwunaHCKOM, B TOM UYMC/Ie U B Ka4eCTBE KOHCY/IbTaH-
TOB Ha CTPOUTENbCTBE CPEAOKPECTUA MUIAHCKOTO
Jyomo. ®paHuecko an [Jxopaxo, Toraa yxe aB-
Top «TpakTaTta 06 apxuTekType rpaxaaHckol 1 Bo-
E€HHOWN», MepPeBOAUNK Ha UTANbSHCKUIA A3bIK TEKCTa
BuTpyBUS, 3HaTOK aHTUUYHOIO HacNeAns, He NMen
HOMKHOCTN «repLOrckoro MHXeHepa», KOTOPYH B TO
BpeMs 3aHuManu n JleoHapgo, n bpamanTte. Kpo-
Me Toro, B JlTombapanu Obl10 MHOFO COBCTBEHHbIX
KPYMHbIX MacTepoOB, B TOM 4Ynciae NpuHaaaexan-
WM K JaBHUM CTPOUTENbHBIM KAaHaM, TakMM Kak
knaH Conapw. Tak yto npurnawieHne PpaHuecko au
[>KOpAXO B KayecTBe KOHCY/bTaHTa Ha CTPOUTEb-
CTBE BaXXHEMLLNX COOPY>KEHMWI repLorcTea roBopm-
N0 0 HacTosALEN LUMPOKOW M3BECTHOCTU MacTepa.
BeposaTHo, ero cnasa 6bina bbl ewwe 6osbLLE 1, 3aT-
Muna 6bl ChaBy MHOTUX €r0 COBPEMEHHWUKOB, €C/N
6bl ero TpakTaT 6bl1 ONY6ANKOBAH NPU €ro Xns-
HW, 1 ecan Bbl BbILLeN B CBET €ro NepeBo/ TpakTaTa
ButpyBus, Tem 6onee, UTO OH, CKOpee BCEro, A0J-
eH 6bI1/1 BbITb MANHOCTPUPOBAH €ro COHCTBEHHbBIMU
pUCyHKamK, 1 3TO 6bla Bbl MEPBbLIA UANKCTPUPO-

7. [okymeHTbl, Kacatowmeca nytewecrsnsa JleoHapgo, co-
nposoxgaemoro [xxoBaHHN AHTOHMO Amageo, n PpaHue-
cko an xxopaxo B MaBuo cogepxuntcs B KHure: Giovanni
Antonio Amadeo. | documenti /A cura di R. V. Schofild, J. Shell
e G.Sironi.— Como, 1989. — P. 38-39.

BaHHbIV NepeBoj «/1ecatn KHUM 06 apxutekType» 8.
OcyLecTBucb BCE B CBOE BPeMS, U UCTOPUA n3yye-
HUs BUTPYBUSA, N NCTOPUA apPXUTEKTYPHON MbICAU
ntanbsHckoro PeHeccaHca B Lenom bbina 66l MHOM.
Ho xoTa TpakTtaT 6bi1 BNepBble U3jaH B cepesnHe
XIX Beka, oH BCE xe Hbl1 3HaKOM, XOTb M YaCTUUHO,
€ro coBpeMeHHuKaM. Ham nsBecTHbl konuun ¢par-
MEHTOB TpakKTaTa U PUCYHKOB M3 Hero, oTHocALmMe-
CA He TONbKO K KOoHLYy XV, HO 1 K KoHLy XVI Beka °.

Bo3Bpalaack Kk pucyHkam JleoHapao, NocBa-
LLEHHbIX COeAMHEHMIO Ba3nnnKaabHOro xpama c 06-
WMPHbBIM LEHTPUUYECKMM XOPOM, CTOUT CKasaTb
N O APYrvX BO3MOXHbIX MCTOYHMKAX €ro BAOXHO-
BeHMA. banskyro ngeto Mbl BUAUM Ha OAHOM pu-
CYHKE, UANCTPUpYLoWeM Hanbosiee NO3HIOH U3
N3BECTHbIX MPUXU3HEHHbIX KOMWI TpakTaTa PpaH-
yecko aun xopaxo (Codice Magliabecchiano Il.I.
141. HaumoHanbHas 6ubanoteka. daopeHuns).
(n. 06.) 3TOT PUCYHOK, BbIMOAHEHHbIA Ha MOAAX
(fol. 42 v), nantoctpupyeT cnocobsl Nponopuymo-
HUpPOBaHNA Ba3nINKaNbHOIO XpamMa C OBLINPHBIM
LeHTpUYeckM xopoM. CxeMa naaHa ¢ BNMCaHHOM
B Hero ¢urypom yenoBeka 6am3ka kK naany Jleo-
Hapgo. Ewe ogHMM NOBOAOM AN pa3MblLUNEHUS
Noj06HOM «KOMOMHMPOBAHHOM» XpaMe Moraa no-
CNYXUTb U cnepyrowas pabota bpamaHTe. MNocne
paboT B uepkeun CaHta Mapusa npecco CaH Catu-
po bpamaHTe no 3akasy Jlogosnko Mopo HaunHas
¢ 1493 roaa 3aHVMMaeTCs NepecTponKon LEepKBM MO-
HacTelps CaHTa Mapusa genne pauuve B MunaHe.
OcTaeTcs TONbKO YAMBAATLCSA CTPOUTENILHOMY SHTY-
3nasmy repuora JIo40BUKO, KOTOPbIA PeLlns CHe-
CTW XOP, He TaK AaBHO 3aKOHUYEeHHbIN BUHMOpPTE
Conapu, KOTOPbI NPOCTOSAA K TOMY MOMEHTY He-
NonHble ABajLaTh NeT. I BOT ero paspyLuaroT pagm
BO3BE/JEHMA Ha €ro MecTe HOBOTO XOpPa, KOTOPbIN
BOKEH Bbln CTaTb OAHOBPEMEHHO YCbiNasbHULLEN
cemerictBa Chopua, To ecTb GaKTUYECKM XOp LiepPK-
BV npeBpawancs B damuabHbln MaB3oaein. Camo
no cebe pelleHne He HBbIIO YEM-TO HEBUAAHHBIM
A5 apPXMTEKTYPHOM NPakTUKK UTanbsHCKOro Bos-
poxaeHua. TaknMn xopaMmn-maB30aeaMn JOKHbI
6blNM 3aBepLUaTHCA LepkoBb MOHaCTbIpst CaHTUC-
cMMa AHHyHUMaTa Bo PnopeHunn (npegnonarae-

8. Burns H. "Restaurator delle ruyne antiche”: tradizione e studio
dellantico nell'attivita di Francesco di Giorgio // Francesco di
Giogio architetto/ A cura di F.P. Fiore e M. Tafuri. — Milano,
1994, — P. 152-153.

9. Tafuri M.Le copie di Giorgio Vasari il Giovene // Francesco
di Giogio architetto... — P. 400-402; Cantatore F. Francesco
di Giorgio nella trattatistica rinascimentale // Francesco di
Giogio architetto...- P. 402-404.
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Mas yCbiNanbHMLa ceMencTBa FoH3ara) u LepkoBb
CaH ®paHuecko B PUMUHM (ycbinanbHMLa TUpPaHa
PumMunHum CnaxmamoHao ManatecTbl M UNEHOB €ro
cemeiicTBa). M1 BoT B 1493 roay xop Conapu pasbu-
paetcs, U bpamaHTe NpUCTynaeT K ero nepecTpom-
ke. B 1495 rogy JleoHapzo HaunHaeT paboTaTtb Hag
«TallHOW Beyepe» B pedpeKTOpunn TOro e MoHa-
cTboipsa CaHta Mapusa genne pauue. Ha ero rnasax
N BO3BOAWNTCA HOBbIN XOP C €ro obLnpHbLIM Npo-
CTPaHCTBOM, B KOTOPOM FOCMOACTBYHOT NOAYLIMP-
Ky/NbHble ovepTaHua apok. (Mn. 07.)

Takum obpaszom, 1490 rog, rog BCTpeum B rep-
yorctBe MunaHckom ®paHuecko an [>KOpAxXo, KO-
TOPOMY B TO BpeMs 6bln y>Ke NATbAECAT OANH rog,
copokallectuneTHero bpamaHTe 1 camoro mosnozo-
ro u3 Tpex mactepos JleoHapAo (eMy bbin TpUALaTh
BOCEMb) CTasa Ba>KHbIM MMMYNbCOM B Pa3BUTUM
aPXUTEKTYPHOW MbICAN UTanbAHCKOro Bospoxae-
HUs KoHua XV Beka. Yto obcyxaanm mexay co-
60M, 0 YeM FOBOPUAN 3TU BbIJAIOLLMECH IHOAN, HaM,
O4YeBMAHO, He y3HaTb HUKOrAa. Ho Mbl MOXeM co
BCEN YBEPEHHOCTbIO NPEAMNONOXNTb, YTO MacTe-
pa MOrAu BUAETb PUCYHKM U 3aMUCKU Apyr Apyra.
B pacnopsxeHunn ®paHuecko an [A>Xopaxo Ha ToT
MOMEHT ObINI0 HECKOJIbKO KOMWUI ero TpakTaTa (Be-
POSTHO, faNeKO He BCe JOLWAN A0 HaLIWX AHEeN),
anbboMbl C 3apUCOBKaMM U PUCYHKaMK, KOTOpPbIE,
BO3MOXHO, NpejHa3Ha4yaancb 4na MANCTpUpo-
BaHMWA ero nepesoga Butpysua. Cpean nocneaHnx
xoueTtcs 06paTnTh 0coboe BHMMaHWE Ha OANH 13
HUX — C TPEMSA BEPCUAMU KPYTA0ro Xpama, oKpy-
xeHHoro noptukom (Cod. Saluzziano 148, fol 84 r.
KoponeBckasa 6ubnunoteka. TypuH). (Mn. 08.) Ha
3TOM /ICTE B ABYX Xpamax KONOHHbl HECYT NPsMON
aHTabNeMeHT, TPETU XpaM OKPY>XKeH apKajomn Ha
KOJIOHHax. Bce xpambl nepekpbITbl 4OBOALHO MO-
NIOTUMWU CTyMeH4YaTbiMK Kynonamun Ha 6apabaHax,
UbM AMaMETPbI OLLYTUMO MEHbLUE JuameTpa caMoi
poToHAabl. Ecnv aBa nepBble xpama npeacTaBAsAOT
06011 BOJIbHbIE PEKOHCTPYKLMU PYMHUPOBAHHbIX
y>xe B XV Beke 1 yTpauyeHHbIX HblHE NaMATHNKOB
Puma, TO Xxpam ¢ apkaZoK, KaK 3TO ABCTBYET U3 NoJ-
MUCK Haj HUM, OTpaxkaeT, TOXe, BMIpoYeM, JOoCTa-
TOYHO BOJIBHO pe3ynbTaTbl PEKOHCTPYKLNW LiepKBY
CaHTto CredaHo PoToHA0, OCyLLLeCTBNEHHON B Ce-
peavHe XV Beka npu nane Hukonae V '°. B ue-
JIOM 3TN XPaMbl OTHOCATCA K TOMY TUMY, KOTOpPble
B TpakTate ®paHuecko aun [KOpaAXKO xapakTtepu-

10. Francesco di Giorgio Martini. Trattati di architettura, ingeneria
e arte militare / A cura di C. Maltese, trascrizione di L. Maltese
Degrassi. — Milano, 1967. Vol. |. — P. 284.

24

3yeT Kak «KPYrablil XpaMm, LeJnKOM OKPY>KEHHbIN
nopTMKoM». [1na Hero aToT TMn 6bIN NpeacTaBaeH
npexae BCero, PUMCKUMU KPYTbIMW NepunTepamu
Hanogobue xpama Bectbl Ha BbiubeM dopyme nau
Bectbl B TBOAWU. HO, BbIMOAHAS CBOU TMMOTETU-
yeckme pekoHCTpyKunn, paHuecko an Jxopaxo
BO3BOAUT HaZ 0ObEMOM, OKPY>XEHHOM KOJIOHHa-
[0M, [OCTaTOYHO BbICOKUIA NMOAKYMNOJbHbIV BapabaH.
B pe3ysnbTate 311 Xpambl NpnobpeTatoT 0CobeH-
HOCTW, KOTOpble No3xe ByAyT CBONCTBEHHbI TeM-
nbeTTo bpamaHTe — 0AHOW 13 NepPBbIX €ro paboT,
CO3ZaHHbIX B PMe A0 Hayasa anoneun npoekTmpo-
BaHMWA U cTpomTenbCcTBa cobopa cB. MNetpa. (Mn. 09.)

KoHeuHO, Mexay XxpaMmamMu Ha YyNOMAHYTOM
NINCTE U3 TYPUHCKOW pykonucn ®paHuecko am
Oxopaxo, n Temneetrto bpamaHTe, ecTb cyue-
CTBEeHHble oTanuus. MNpexae Bcero, 3To Nponop-
umn: TemnbeTTo 60n1€e BbITAHYT MO BEPTUKANW.
B konoHHase TeMNbeTTo MCMNOJ/b30BaH TOCKAH-
CKU OpAep, KOTOPbIA NPeACTaBAsA 3aragky Ans
MacTepoB UTaNbsAHCKOro Bo3poxxaeHua 3aragky Ao
TOrO MOMEHTA, Kak BHUMaHMe apXxmMTekKTOpoB Oblno
NpVBAEYEHO K TaKMM MaMATHMKaM, Kak H6a3mnmka
Smuana Ha Pumckom dopyme n Teatp Mapuenna
B Pume, kotopeble B XV Beke HbIM B ropasgo nyu-
LWeM COCTOHUKM, YeM B Hawu aHn. O6 3ToM CBU-
[,eTeNbCTBYIOT, B YaCTHOCTK, 3apuCcoBkm [xxynmaHo
na CaHranno. 3apucoBkun 6asnaMKN IMUAUS, Bbl-
nonHeHHble OpaHuecko an [AXopaxXo, Henm3BecT-
Hbl. BO3MOXHO, eMy cam TOoCKaHCKuUiA opaep He 6bin
fICEH HACTONbKO, YTOHbI MCNOAb30BaTb €ro B CBO-
nX GaHTasnsaX N rMNOTETUUECKUX PEKOHCTPYKLIUAX.
A BOT bpamaHTe OH Kak 6yaTo 6bln BCeLeno 3Ha-
KoM, x0T bpamaHTe He Mor u3yuntb ero B Muna-
He. Ml 3pecb HEBO3MOXHO He 06paTuTb BHUMaHWe
Ha rmnoTesy, KOTopyto ewe B KoHue 1970-x rogos
Bbicka3an J1. XaligeHpaiix. [leno B ToM, 4TO Mo Ao-
KYMEeHTaM M3BECTHO, YTO bpamaHTe, 3aHATbIN Ha
cTpouTenbcTee B ToM Uncne B CaHta Mapwus gen-
ne Ipauyme B MunaHne, B 1493 rogy nokmgaet Mu-
NaH, faxke MOXHO cka3aTb, ncyesaet 13 MunaHa.
JlogoBnko Mopo nuiieTt emy, ULWET ero, N B KOH-
Le Toro e roga bpamaHTe BO3BpaLyaeTcs. Xan-
AEeHpainx BblABUHYA rMioTe3y O TOM, YTo bpamaHTe
B TOT MEPUOZ NepBbI pa3 nocetun Pum nog Ban-
sHnem PpaHuecko aun Axxopaxo. OH Kak byaTo He
MOT MPeoAoNeTb XeNaHUa yBUAETb BeuHbili ropog,
KOTOpOe Bbi3Bas B HeM OpaHuecko An [>Kopaxo
CBOEW CTPacTHOM Nt06OBbI K aHTUUYHOCTH, CBOUMMU
nccnesoBaHaMM ButpyBus, cBoel 0CBeAOMAEHHO-
CTblO B TUMOJIOTMN COOPYXXEHWUI, MpeasaraeMblx aH-

TUYHOU Tpaguumert 1. 31oT nober bpamaHTe B Pum
[0 ero oKoH4YaTeIbHOro nepeessa, KOHe4YHo, ocTa-
eTCs LB FMNOTe30M, U BPAA N KOrga-Hnbyab no-
ABATCA MaTepuabl, KOTOpble IM60 OKOHYATEIbHO
noATeepXaanun, nmbo onpoesepranu ee.

C Apyron CTOPOHbI, Mbl MOXEM C Kyaa 60/b-
Weln YyBEPEHHOCTbIO FTOBOPUTbL O TOM, YTO caMa
naes «peHeccaHCHOW BEPCUMN KPYI0ro nepunte-
pa» 2, no KpaWHen mepe, Havana GopMmnpPoBaTbLCH
y bpamaHTe paHblle, O OKOHYaTeNbHOro nepe-
e3aa B Pum. N nouson ansa 3toro popmMmnpoBaHms
6blna yH1KaNbHas aTMOChepa apXUTEKTYPHOM MblC-

nn 1490-x rogo., KOTOpas BO3HMKAa B MuaaHCKOM
repuorcree. CyliectByeT o6pa3Hoe BbipaxkeHue,
obbAcHAOWee, noyemy banskme naevn ogHoBpe-
MEHHO BO3HWMKAIOT Y pa3HblX Nt0Ael: aeu, cornac-
HO HeMy, «HOCATCA B BO3gyxe». M Bce Xe 3TO He
TaK. Naen poxpgarotca, obpeTtatoT Gopmy, cMbICh
N BAVsSIHWE B yMax MacTepOB, HaXOAALLNXCS B NPO-
Llecce MHTEHCMBHOIO MHTENNEKTYaNbHOro ObLLeHMS.
MpuMepomM Takoro HeBEPOATHO MHTEHCUBHOTO 06-
MeHa UaesaMm 1 CayXuT obuieHne ®paHuecko am
Oxopaxo MaptuHu, fleoHapao aa BuHum n [lo-
HaTto bpamaHTe B MunaHe.
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