MOTUB TMP/IAHIBI IIOTYYNJI pa3BUTNE U B CPEIHNE BEKaA. PC3YHbTaTOM CHHTE3a TpaI[I/I]_H/[ﬂ Ppa3HbIX
3IIOX U SABJIAETCS TaKOi HpKI/If/I 9JIEMEHT PEHECCAHCHDIX PEINTNO3HDIX KOMHOSI/ILU/IIZ, KaK Ir'mpiisAHa.

Yulia Zvezdina
Moscow Kremlin Museums, Russia

GARLAND IN THE RENAISSANCE RELIGIOUS PAINTING

Many works of the Renaissance masters show close attention to the peculiarities of the decor in-
terpretation. Often compositions include garlands. We propose to pay attention to some interpreta-
tion features of this insufficiently studied detail of religious paintings.

Garland is often towered above the image of Madonna and Christ, especially honored Saint. Some-
times links of the garlands crown the whole composition like an open curtain. Magnificent examples
of such compositional decisions are typical, for instance, for works of Andrea Mantegna.

Garland in works of some masters shows particular passion to fruit symbols. These are the compo-
sitions of Carlo Crivelli, where the glorification of Madonna and Christ is expressed in the language
of traditional Christian symbols, represented in the fruit garlands. First and foremost attention is paid
to big apples and grapes, combining decorativeness and great depth of meaning of depicted objects.

The interpretation of the garland in works of Cosme Tura is very remarkable. For example, in “Ma-
donna with the sleeping child” (Galleria dell’ Accademia, Venice) conventional design of zodiacal con-
stellations in form of golden glow is combined with two realistically painted bunches of grapes and
goldfinch, which is a traditional symbol of the suffering of Christ. Obviously, emphasized realistic im-
age of grapes confirms the truth of Blood turning into wine.

Studying of Renaissance garland shows that, at first glance, decorative, this detail preserves the an-
cient function of glorification of the figure, shadowed by it. On the one hand, garland points out the
masters reference to ancient traditions. Weighty bunches of fruits, flowers and leafage are characteristic
to ancient sculpture, they are found in painting, for the most part, monumental. On the other hand,
in Italy the garland was further developed in the Middle Ages. The result of the synthesis of traditions
from different eras is such a bright element of the Renaissance religious compositions as garland.

ApyTtronan I0nma VisanoBHa
Cankm-Ilemepbypeckuii 2ocyoapcmeeHHvlii aKa0eMu4ecKuil UHCIUMYm HU80Nucu,
ckynonmypul u apxumexmypot umenu V. E. Penuna, Poccus

Toruka Bo ¢ppaHIy3CKOIl TeOpUM APXUTEKTYPbI U rpaduke
BTOpoii monosuHbl XVI-XVII Beka

CnoXmBIImiicsa CTepeoTUI NPUNNIChIBAaeT 3moxe PeHeccaHca CTpOro HeraTMBHOE OTHOILIEHME
K TOTMYECKOMY CTUJIIO, Yb€ BAPBAPCKOE MMPOMCXOXK/IEHNE, OTKA3 OT AHTUMYHOIO 1Jieasa, OTCyTCTBIE
TapMOHUM U YTIOPAJOYEHHOCTY IOPOXAAIN OCYXXJeHNE B TEOPETUYECKON MBICIM M AKTUBHOE
CTpeMJ/IeHNE K NPEONONeHNI0 B UCKyccTBe. OIHAKO CYIEeCTBYET 3HAYMTEIbHBI KOPIYC TEKCTOB
bpaHy3ckux TeopeTnkoB apxuTeKTypbl XVI-XVII BB., oTMeYaloumii HeOObIYHOCTD U HIPUBJIE-
KaTe/IbHOCTb OTHETIbHBIX 3/IEMEHTOB IOTUYECKUX COOpYKeHuil. CpegHeBeKOBble IIOCTPONKM IIO-
ABJIAIOTCA B APXUTEKTYPHOU rpaduke, 94To 00YCIOB/IEHO MHTEPECOM K CTIWIAM MVHYBIIVX 310X,
aKTya/JIM3MPOBABIIVMCA B XOJj¢ BOCCTAHOBJIEHNA Pa3PYIIEHHBIX BO BPEMEHA PEUTVMO3HBIX BOVH
IIepKBeil, 0COOBIM «SI3BIKOM 0JIar0YecTVA», CBSA3BIBAIOIINM C TOTUKOIL /[0 OBESHHOTO C/IaBHBIM
IPOLUIBIM XPUCTUAHCKOTO XpaMa, I BO3BEINYMBAHMEM IIPABAILETO IOMa, O IpaBe Ha B/IACThb KO-
TOPOTO TOBOPUT APEBHOCTD U HAC/IE[ye YUIEALUINX BEKOB.

B tpakrarax ®umbepa [enopma mogpoOHO paccMaTpuUBAIOTCA OCOOEHHOCTY KOHCTPYKIIMN
CTPEIbYATOTO CBOAA ¥ XapaKTep ONOp TOTUYECKOTo 3faHuA. 3ogumii obpamanca K «ppaHiys-
CKOMY Opfiepy», MCIIONIb30Bajl KMIEBU/IHbIN CBOJ, M CIIOKHYIO CUCTEMY JIEPEBAHHBIX IIepeKPBITHIL,
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IpefiyIaraj IpUMeHATh HEPBIOPHbIE KOHCTPYKIMM M apKU, BOCXOAAIIME K TPAAUIMAM IJIAMEHEI0-
mert rotuku. B paborax XKaka I Auzppys [Jrocepco onmcpIBalOTCA TOTMYECKUE COOPYKEHNA, a ero
YBpaK! M300MIYI0T OpHAMEHTaMM I apXUTEKTYPHBIMU JeTa/IsIMU, HAIIOMJHAIOIIVMMY O CpefiHe-
BEKOBOM Hacregui. B rpadumke OtbeHa MapreiaH)a IONBITKA HOCTUTHYTH CHELUPUKY CTUIA
U OCTpast HaOTIOATeIbHOCTb MpodeccroHama MOPOXKAAT INTyOOKOe MMOHVMMaHNe 3aKOHOMEepPHO-
CTell KOHCTPYKLIMM U IEKOpa TOTUYECKOTO COOPY>KEHM.

CpenHeBeKoBbIe IIOCTPOIKY B TEOPETUYECKUX COYMHEHMAX U apXUTEKTYPHBIX WITYAMUAX Mac-
tepoB XVI-XVII BB. npecTaiT Kak BOIUIOLIEHNE TPaguum, o6pas3 Xxpama, CBSI3aHHOTO C BeJIN-
KJM Hac/efyieM IPOIIOTro, KaK OCMBIC/IeHMe PO eCcCHOHANTBHBIX IIPYEMOB MacTepOB YIIeAIIei
3TOXY, KaK IPYUBJIEKATe/IbHBII IEKOPATUBHBII MOTUB 1 CBOeOOpa3Has Urpa ¢ HeOXXMUIAaHHoI (op-
MOJI B IIpEeAABEPUI CIIOXKEHVA 6apOYHOIT MPAKTUKY 3044eCTBa.

Yulia Arutyunyan
Saint Petersburg Academy of Arts, Russia

GoTHIC IN THE FRENCH THEORY OF ARCHITECTURE AND GRAPHICS
OF THE SECcOnd HALF OF THE 16th-17th CENTURIES

There is a common place that the Renaissance had strictly negative attitude to the Gothic style due
to its barbarous origin, rejection of antique ideals, lack of harmony and order. This tradition gave rise
to the negative judgment in architectural theory and active desire to overcome this heritage in art.
However, there is a number of French theorists of 16th—-17th centuries that magnified the uniqueness
and appeal of individual elements of Gothic structures. Medieval buildings appear in architectural
drawings due to the interest to the styles of bygone eras. This became important because of the resto-
ration of the churches, destroyed during religious wars. Also, it was due to a special “language of pi-
ety’; linked with the Gothic idea of glorious past of the Christian Church, and to the glorification
of the ruling Royal house, whose right to rule can be legal since the bygone centuries.

Philibert De 'Orme fully analyzes the design of lancet arch and the supports of the Gothic build-
ings. He turned to the “french order” using the ogee-shaped arch and a complex system of wooden
overlappings, and proposing to apply a ribbed vault, based on the traditions of the flamboyant Gothic.
Jacques I-er Androuet du Cerceau shows Gothic buildings, his albums are full of ornaments and ar-
chitectural details reminiscent of medieval heritage. Etienne Martellange’s attempt to grasp the spe-
cifics of style and sharp eye of a professional helped to generate a deep understanding of construc-
tions and decor of Gothic buildings in his architectural drawings.

Medieval buildings as the embodiment of tradition, as the image of the temple, associated with the
heritage of the past, as the reflection of professional techniques of masters of a bygone era and as an un-
common construction and a decorative motif close to the Baroque practice of architecture appear
in theory and architectural studies of the 16th-17th centuries.

Kosnosa ITonnaa AHTOHOBHA
Mockosckuii ocyoapcmeentbiii yHusepcumem umeru M. B. J/lomorocosa;
'MW umenu A. C. Ilywkuna, Poccus

Tpakratel JKana bronnana B paMkax pa3BuTus
apxXuTeKTypHOI Teopuu snoxu Peneccanca

Ha mporspxenun XVI B. ¢paniysckoe Bospoxkienne ocTaBanoch Hanbonee ApKUM U IUIOO-
TBOPHBIM KYJIbTYPHBIM fABJIEHMEM CPElM BCeX CTpaH, PacHOJIOKEHHBIX K ceBepy OoT ArnbI. Pe-
3y/IbTaTOM IIOJybeMa HallYIOHA/IbHOTO CO3HAHNA Y NIePe0CMbIC/ICHI COOCTBEHHOI IIKOJION aHTIY-
HBIX VICTOYHUKOB CTajI0 GOPMMPOBaHNE TaK Ha3bIBaeMOJ (PpaHITY3CKOI apXUTEKTYPHOII MaHEPHI,
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