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THE VENETIAN ‘SACRA CONVERSAZIONE’ TYPE IN WORKS OF POST-BYZANTINE PAINTING

The paper examines the adoption of the Venetian ‘sacra conversazione’ type in the work of Greek
painters who lived in Venice or in Venetian-ruled areas during the 16th century.

The term ‘sacra conversazione’ (It.: sacred conversation) is commonly used to describe a type of re-
ligious painting which developed in Renaissance Italy during the 15th and 16th centuries. The basic
compositional scheme comprises the enthroned Virgin holding the Christ Child and flanked on either
side by saints. The figures coexist in a unified space and, although the term ‘conversazione’ seems
to imply a verbal communication between them, they are not depicted in an act of conversing but
in a state of an internal, spiritual communion.

The formulation of the type, which began to take place in Florence from the late 1430s onwards,
evident in works by painters such as Filippo Lippi, Fra Angelico and Domenico Veneziano. The new
composition, conforming to the Renaissance ideal of a realistic, three-dimensional space populated
by naturalistic figures, was diffused throughout Italy and became the standard representation for altar-
pieces, replacing the compartmentalised representations of Late Gothic polyptychs. In Venice it pre-
vailed quite later, in the 1470s, after being marked by the innovations of Giovanni Bellini and Antonello
da Messina, and was established as the main compositional formula for altarpieces and devotional
paintings.

Post-Byzantine painters who lived in Venice as members of the Greek community, which was of-
ficially established in 1498, as well as in Venetian-ruled areas of the former Byzantine Empire, such
as the islands of Crete and Cyprus, were directly exposed to Venetian art and they absorbed its influ-
ence at various levels. During the 16th century some of these painters, such as Ioannis Permeniatis,
Donatos Bitzamanos, and other anonymous artists, adopted the Venetian ‘Sacra conversazione’ type
showing varying degrees of assimilation. The paper examines characteristic examples of this adoption
as a particular form of the fruitful dialogue between post-Byzantine and Renaissance Venetian art.
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Benennanckas nkonorpadus “SACRA CONVERSAZIONE” B IOCTBU3AHTUIICKOI KMBOINCH

B moxmaze mccnenyercs ycBOeHMe BeHEIMAHCKOM MKOHOTpaduy “sacra conversazione” B IIPO-
U3BeJIeHNSIX IpedecKux XygokHukoB XVI B., sxuBumx B BeHeruu maym 061acTsx, HaXOAMBIINXCS
TIOf] €€ BJIACThIO.

Tepmun “sacra conversazione” (UT.: cBAI[eHHOE cobeceioBaHNMe) 0OBIYHO VICIIONb3YeTCs A 000-
3HAYEHMA YKaHPA PEIUTMO3HON KUBOIVICH, pasBUBLIErocs B peHeccaHcHOM Vtamuu B XV-XVI BB.
B ocHoBe xommo3nimu — n3obpakenne boromarepu ¢ MytaieHiieM Ha IIPecTosie CO CBATBIMMU IO CTO-
poHaM. OUrypsl HAXOAATCS B €MHOM IIPOCTPAHCTBE, U XOTS CIOBO «cobeceloBaHMe» MOipasyMe-
BaeT PasroBOP MEX/Y HUMM, OHM M300Pa)KaloTCsl He PasroOBapMBAIOIIVMIY, HO IPeObIBAIOLIVIMMA
B COCTOSIHUM 0€3MOJIBHOTO JIYXOBHOTO OOIIEHNS.

9ta mkoHorpadusa Havama popmuposarbess Bo Pmopennym B KoHie 1430-x rr. OHa mpucyT-
CTBYET B IPOM3BENECHMAX TAKUX XYTOXKHUKOB, KaK @umunmo JIunmm, @pa Anmkennko u JJloMeHnKo
Benenano. HoBas nkoHorpadmsi, COOTBETCTBYIOIIAs peHECCAHCHOMY UJieaTy PealiCTUYHOTO 130-
OpaXKeHVs1 TPEXMEPHOTO IPOCTPAHCTBA C HATYPAIVICTVYHO ITepeJaHHbIMY QUTYpaMy IIePCOHAKeIT,
pacIpocTpaHmIach 1o Bceil ViTamu u cTana OOBIMHBIM CIOXKETOM IS XKMBOIIMCHBIX a/lTapel, 3a-
MEHUB (parMeHTHpPOBaHHbIe M300paKeHMsI Ha IO3THETOTMYeCKUX Hommnrtuxax. B Benenum sta
MKOHOTpadusi pacHpoCTpaHIIACh HECKOIBKO T031Hee, B 1470-X IT., IIOC/Ie TOTO KaK B Hee BHEC/IU
CyllecTBeHHble HOBOBBeJeHM:A JI>xoBanHu bemnuun n Antonenno ga Meccuna. OHa cTasa OCHOB-
HOJI KOMIIO3MIIMIOHHOV (POPMYIION /IS aITapeit ¥ APYTUX MPOU3BEeHUI PeTUTMO3HO KIBOIIVCH.
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ITocTBM3aHTUIICKME XYIOXKHMKM, KUBIINE B BeHennu 11 OpIBIIVe YleHAMM IPeYecKoil OOIIHBI,
HOMTy4YuBIIeN OUIMaNbHBI CTaTyc B 1498 I., a TakKe XKMBIINE Ha IIOfIBTACTHBIX BeHeruu tep-
putopusx 6OpiBuieit Busantuiickoit umnepun (takux kak Kput n Kump), 6bu1u nopsepskeHs! npsi-
MOMY B/IMAHUIO BEHEIMAHCKOIO MCKYCCTBA, KOTOPOE OHM BOCIPVHVIMA/IM Ha PasHBIX YPOBHAX.
B XVI B. HEKOTOpBIE 13 3TUX XYINOKHUKOB, Hanpumep, Vloanuuc Ilepmennaruc, lonaroc Bunjama-
HOC 11 MHOTVe Oe3bIMsSIHHbIe MacTepa, YCBOMIN MKOHOrpaduio “sacra conversazione” M MCIONb30-
Ba/I/ ee B PAa3HBIX BapMaHTaxX. B TOK/Iazie MICC/IeNy0TCA XapaKTepHbIe IpUMepbl TAKOTO YCBOCHMSA
Kak ocobas opmMa IUIOZOTBOPHOrO B3aMMOJENCTBYS MEX/Y IMOCTBU3AHTUIICKMM M peHeCCaHC-
HBIM BEHEIMaHCKUM VICKYCCTBOM.
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VICENTINE PAINTER BARTOLOMEO MONTAGNA (1450-1523).
A CONTROVERSIAL PAINTING

This essay presents the painter Bartolomeo Montagna (1452-1523), founder of the Renaissance vi-
centine school of painting. He was born in Orzinuovi (a small town near Brescia, in Lombardia) and
lived in Vicenza. This essay starts from his early production side by side with Gianfrancesco Somaio,
to the direct comparison with Venetian innovations, introduced by Giovanni Bellini. Bartolomeo
Montagna met the Venetian master during two journeys to Venice between 1469 and 1483. Looking
at his eighties production, bounded to the Venetian experience and to Antonello da Messina’s herit-
age, the report focuses on the complex links between Bartolomeo Montagna, the inlayer Pierantonio
degli Abati and the architect Lorenzo da Bologna. The collaboration between these three artists started
with the construction of the Vicentine church of San Bartolomeo and then it developed thanks to the
most important artistic workshops in Padua at the end of the century. The first years of the painter
are examined through archival documents and stylistic analysis, in order to make new hypothesis
on his patrons. After explaining the complex cultural contributions matched by the painter, this pa-
per deals with a particular case: a signed and dated painting (1487) wich does not fit this date.

New hypothesis will be suggested regarding the subject (Virgin and Child with Saint Sebastian and
Saint Roch), the date and the unusual position of the inscription (on the back), trying to find a more
suitable place for this painting in Montagna’s artistic career. A new document, regarding Montagna’s
masterpiece in San Bartolomeo, recently brought to light by the Italian archivist Manuela Barausse,
will also be helpful in this way. The essay will finally show how an apparently well-defined case will
lead to a long journey, in order to comprehend the meaning of his creation.
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XynmoxHuK u3 Buuenusr bapromomeo Montaups (1450-1523). Cnopnast arpuOyiusa

Hoknan mocssieH XygoXHUKy bapronomeo MonTtanbs (1452-1523), oCHOBaTeN0 peHeCCaHCHOI
KVBOIVCHON 1Kombl Buyenns. On popmicsa B OpunnyoBu (ropopok 61u3s bpemmn B Jlombap-
mviv) v Ku B BudeHrie. B okmazie cHavasma aHa/M3MPYIOTCA €ro paHHMe IPON3BEeHUsA B CpaBHe-
Hy ¢ paboramu [Ixandpandecko Comario, 3aTeM — B CPaBHEHUY C BEHEIVIAHCKVIMI HOBAIVIAMIL,
BBefleHHbIMU [>koBaHHM bemmman. bapronomMeo MoHTaHbSA KOHTAKTUPOBAJI C BEHELMAHCKIM Ma-
CTepOM BO BpeMs JIByX CBOMX IIOe3oK B Benermio mexnay 1469 u 1483 rr. ToBops o paborax
1480-x IT., CBI3aHHBIX C OCBOEHIMEM BEHEI[MaHCKOTO OIIbITAa M Hacmenus AHTOHeIO fa MeccuHa,
MBI pacCMAaTPUBAEM C/IOXKHYIO MICTOPUIO B3aMMOJENCTBIA MeXly bapronomeo MoHTaHbs, MacTepoM
uHKpycrauuy [TbepanTonno gempy Abary u apxutekropoM Jlopenuo fa bononbs. CoTpygHidecTBo
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