relations to other codices, as well as to general problems of the architectural drawing of the 16th cen-
tury, was out of their interest.

The Italian scholars divided the drawings into three groups: buildings and their parts; order de-
tails; and fantastical architecture. The first group is various and has always provoked the major re-
searchers’ interest. It manifests a close link to the archaeological studies of the 15th century, as well
as antiquarian and humanistic tradition of the mid 16th century, in particular with Pirro Ligorio.
Here, unfortunately, the authors completely ignored the observations made by M. Mikhailova. Their
disregard for the Codex Destailleur A, also in the Hermitage, which definitely goes back to Ligorio’s
circle, left ‘Ligorian’ problem uninvestigated. The Album B refers apparently to the Roman and South
Italian sources, so, the conclusion on its Venetian origins seems paradoxical.

The second group, namely the order details, also lacks scholars’ attention, though there can be found
numerous parallels with other albums of the 16th — first half of 17th centuries They have an equal
base with the model books, important in the professional education of architects of the 16th-17th cen-
turies. This tradition is vividly illustrated by drawings of the Hermitage Albums B and C and their
analogues, and requires further understanding.

The third group, the architectural fantasies, according to R. Martinis, was influenced by a French-
man J. Androuet-Ducerceau who relied on Italian drawings of the late 15th — early 16th centuries.
Just stating this fact, the scholar has not set a goal to trace this tradition in the mid 16th century,
in particular in Roman architectural engraving, which shows more similarities to the Album B rather
than to the works of Ducerceau.

Although the publication of the Album B is important for the study of the Renaissance architec-
tural drawing after Antiquity, it does not cover all the problems associated with it. The Album B,
as also the Albums A and C require a comprehensive study.

3Be3guua IOnna Hukonaesna
Myseu Mockosckozo Kpemns, Poccus

I‘Mpmmna B pEIUTNO3HOM NCKYCCTBE Peneccanca

MHorue nponsBefeHNs peHECCAHCHBIX MacTEPOB JeMOHCTPMPYIOT IPUCTAIbHOE BHUMAHME K 0CO-
OeHHOCTAM VHTepIIpeTanuy gekopa. 4YacTo B KOMIIO3MIMAX NIPUCYTCTBYIOT TUP/IAH/BL. MBI Ipepta-
raeM oOpaTUTb BHJMMaHMe Ha HEKOTOpPble 0COOEHHOCTY TPAKTOBKM 9TOI MaJIOV3y4eHHON feTan
B PEUTMO3HOM >KMBOICH.

[MpnsAHAB HepemKo BO3HOCATCA Haj oOpasoM MamoHHbI, XpucTa, 0C060 IOYNTAEMOTO CBS-
Toro. VIHorga 3BeHbAMU TUP/IAHJ, YBEHUYMBAIM BCIO KOMIIO3UIVIO, TOJOOHO paclIaxHyTOMY Tea-
TpaZbHOMY 3aHaBecy. BemukosenHble 06pasiibl MOJOOHOrO KOMIO3UI[MOHHOTO pelIeHNs Xapak-
TEPHBI, HAIIpUMeP, 11 TBop4YecTBa AHApea MaHTeHbM.

Y HEeKOTOpPbIX MAacTepOB I'MpJIAHMA NEMOHCTPUpPYeT 0coboe yBjedeHVe CYMBOJIMKON IIOHOB.
Takospl komnosuuun Kapno Kpusennu, rme nmpocnasieHne MamoHHBI 1 XpUCTa BBIPaXKaeTCs
Ha A3bIKEe TPAJMLIVIOHHBIX XPUCTUAHCKMX CMMBOJIOB, BOIUIOLIEHHBIX B IVIOfAX TUP/IAHT. B nepsyro
odepesb 0OpalaoT Ha ceOs BHUMaHue KPYIHbIe A0/I0KN VI BUHOTPAl, B KOTOPBIX IeKOPaTUBHOCTD
coueTaeTcs ¢ IIyOOKMM CHMBOIMYECKUM CMBIC/IOM.

BecbMa nmpumedaTenbHa TpaKTOBKa IMp/AHAbl B TBopdyecTBe Kosumo Typel. Tak, B «MamonHe
C 30IMaKOM» YCTIOBHOE M300pakeHe 30[i1IaKa/IbHbIX CO3BEe3/VIT B BUIe CUAHVIA COYETACTCH C IBYMSA
PeaNnMCTYHO HAIVCAaHHBIMM CBA3SKAMM I'PO3JIbEB BMHOTPa/ia CO LIET/IOM — TPaIMIIIOHHBIM CUM-
BostoM Crpazannit Xpucra. [ToguepkHyTOo peanuctiyeckoe n3006pakeHne BUHOTPa/ia, OYEBUIHO,
HNOATBEPXK/IaeT UCTUHHOCTb IIpeTBopeHua KpoBu B BUHO.

Vsyd4eHne peHecCaHCHOJ TMpJIAH/bI IOKa3bIBAeT: HA IIEpPBbIIl B3I/A/ [IEKOpaTUBHAsdA, 3Ta Je-
Tajlb COXpaHAET NPeBHIOI (PYHKIMIO IPOC/IAB/IeHNA OCEHEHHOro e mepcoHaka. C ofHOI cTo-
POHBI, TUP/IAH/BI YKa3bIBAIOT HA OOpallleHye MacTepoB K aHTUYHBIM TpaanuusaM. IlomHoBecHbIe
CBA3KM IIOJOB, LIBETOB ¥ JIMCTBBI XapaKTEPHBI [Il aHTUYHOI CKY/IBITYPbl, OHM BCTPEYAIOTCH
M B IIAMATHMKAX KMBOINCH, IO IPEUMYLIECTBY MOHYMeHTanbHO. C npyroit ctopoHsl, B Mtanum
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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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