TeMbl fiocTuraer Bo ¢pecke Padasna «Ilaprac» mma Cranner pemta CeHbATypa BaTmkanckoro
IBOPIa, Iie POXKAAeTCA MapagurMa abCoMOTHO rapMOHUIL.

B >xuBommcu knaccunmsma XVII B., B nponssenennax Hukona [lyccena, Hampumep, 1 HeOK/1ac-
cunuama XVIII ctonetns, kak y AHToHa Pahasna Menrca, 06passl My3 IpOJO/DKAIOT Pa3BUBaThCA
10, HECCOMHEHHBIM PeHeCCaHCHBbIM BiuAHMeM. OIHAKO B CPaBHEHMM C IPOTrPaMMHOJ HACBIIEH-
HOCTDIO, XapaKTE€PHOI1 JI 9110XM BospoKmeHnsA, OHM IOCTENIEHHO TEPAIOT CBOK MHVBUYaTN3M-
POBAaHHOCTD M MOIMCEMAaHTUYHOCTD, CTAHOBSACH 00JIee OJHOIVIAHOBO 3HAKOBBIMIA

Olga Makho
The State Hermitage Museum; Saint Petersburg University of Film and Television, Russia

MUSES IMAGES IN THE RENAISSANCE AND AFTER-RENAISSANCE PAINTING
FroM L1ONELLO D’ESTE’S STUDIOLO TO NEO-CLASSICAL PAINTINGS

Muses appear to be pictured in art of the Renaissance from the mid-15th century, possibly as the
evidence which proves the link between the Renaissance culture and culture of Classical Antiquity.
Their images are to be found in significant ensembles like paintings from Lionello d’Este’s studiolo
at Belfiore palace, or a small Muse sanctuary close to Federico da Montefeltros studiolo at Palazzo
Ducale di Urbino. In the works created by the artists of Quattrocento the images are filled with ver-
satile allegoric sense that composes Classical and Medieval components bringing the result to a new
quality.

In the very end of the 15th century series of separate images start to change into multi-figured
compositions with a diversified programme like in “Parnassus” by Andrea Mantegna painted for Isa-
bella d’Este’s studiolo at Mantua. It seems true that the apogee of the theme was reached in Raphael’s
“Parnassus’, fresco painted by him for stanza della Segnatura at the Vatican palace, where the para-
digm of the absolute harmony is born.

With the evident influence of the Renaissance, Muse images developed in the classicist painting
of the 17th century —in the works by Nicolas Poussin, and the neo-classicist art of the 18th cen-
tury — in those by Anton Raphael Mengs. It is notable though that in comparison with the program-
matic riches characteristic of the Renaissance, they gradually lose their individuality and polyseman-
tic meaning to become plain in their sense.

Hynnna Mapusa Bragumuposna
Mocxkosckuii 2ocyoapcmeenHtolii yHusepcumem umenu M. B. Jlomonocosa, Poccus

Barukanckuii gBopen 1 ¢popMUpPOBaHIe TUIOTOTUN PUMCKOTO IATALIIO0
BTOpOIi NOTOBUHBI XV BeKa

Tunonorua peHeccaHCHOTO IMajalllo BO3HMKAET U pa3BuBaeTca B XV BeKe B pa3HbIX IOpofiax
Utamun u Bcropy obmamaeT coeit crienngukoit. B atom oTHomenun PuM faet BecbMa MHTEpec-
HYI0 ¥ IIOKa3aTe/lIbHYI0 3BOMIOLMIO 3TOM Tunonorny. OHa MpOCIeXUBAETCA HE CTONb OYEBUHO
U ICHO, KaK Bo ®PyopeHuNn u B Apyrux OYpHO pasBMBABIIMXCS XY[JOXXeCTBEHHBIX LleHTpax Jra-
mu. B Beunom ropope nepsoit nonosuHbl XV B., €Ba OIPABUBIIEMCA OT PaspyIINTENIbHOTO I
HETO Iepuoja ABMHBOHCKOTO IUIEHEHN IIall, YaCTHOE CTPOUTENBCTBO HOCUT XaOTUYHBIN XapaK-
TEp ¥ He MOAKPEIUIAETCA HU TeOPETUYECKO OCHOBOJ, HU IOCIEJ0BaTENbHO JIOTMKON Xy[gOXKe-
CTBEHHOT'O 3aMbIC/Ia.

Curyanma paiKaabHO MeHAETCA B cepefiuHe XV BeKa B CBA3M C MISMEHEHNEM BCell Xy 0XKECTBEH-
HOJI cuTyanyy B PuMe 1 IIOSIB/IeHMEM Ha IIAIICKOM IIPeCTOIe MOHTV(VKOB, IOCTABUBILNX 1[e/IbI0 CO3-
JIaTb HOBBIT 06pa3 BeyHoro ropoza, B TOM 4rcie yepe3 M3MEHEHIE er0 apXUTEKTYPHOI JeKOpaIIL.

O6paTyBIIVICh K HAYaJIbHOMY 9TaIly pOpMUpPOBaHMA PEHECCAHCHOTO IAIalIo B Pume, MbI 06-
HapY>X/M BO3HMKHOBEHME OTYET/IMBON TUIIOJIOTUA y>Ke B BaTMKaHCKOM [IBOplie, CO3aHHOM IO,
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BysHueM upeit J1. b. Anpbeptu s nanbsi-rymanvicta Hukomas V (1447-1455). Teopus Anbbepri,
coefiMHEHHas C uzieelt Bo3poxkeHus Puma («Renovatio Romae»), mpuBoput K nosiBieHuto B Baru-
KaHe HOBATOPCKOTO II0 CBOENM apXMUTEKType JBOPIA, OCHOBAHHOIO Ha MCIIONb30BAHUY 37IEMEHTOB
TPaAUIVIOHHBIX PUMCKIX JBOPIIOB IepBOI NOMOBUHBI XV B. 1 0()OPM/IEHHOTO C ITOMOIIBIO K/Iac-
CMYECKOTO ITOHMMaHUA GOPM B LIEIOCTHYI0 MOHYMEHTAIbHYIO KOHCTPYKIIVIO.

Boiciime mepapxm 1iepkBiu, CTpeMACh IIOKas3aTh CBOI CBA3b C IAIICTBOM, KOIMPYIOT B CBOMX
pesupeHIMAX apxuTeKTypy BaTtmkana. IIporpamMma Bartmkanckoro gBopia, OTBe4aBIIAsA 3aIpo-
caM LIEpPKOBHOTO IPAaBUTEA, OIPENEINIa Pa3BUTIE TUIIOIOTUM PUMCKUX JJBOPLIOB BTOPOII I10OJ/IO-
BJMHBI CTONIETUA. B OK/Iafe MoKa3aHo, KaK B/INAHME 3TOJ NPOrPaMMbl IIPOSB/IAETCA BO BHEIIHMUX
¢dbopMax ¥ B IUTAHMPOBKE 3TaHUIT HA PAa3HbIX 3TAIlaX Pa3BUTUA PUMCKMX JBOPIIOB BTOPOIL IIOJIO-
BMHBI XV B.

Maria Dunina
Lomonosov Moscow State University, Russia

THE VATICAN PALACE AND THE FORMATION OF THE ROMAN PALACE TYPE
IN THE SEcond HALF oF THE 15th CENTURY

The typology of Renaissance palazzo arises and develops in the 15th century in various cities
throughout Italy and has some unique features everywhere. In this respect, Rome provides a very in-
teresting and exemplary evolution of this typology. Roman palace type is not so articulated as the
ones at Florence and in other artistic centers. In the first half of Quattrocento, the Avignon Papacy
was just over, so the Roman private architecture developed in a chaotic manner and had neither theo-
retical base nor consistent logic of artistic design.

In the middle of the 15th century the situation changes dramatically due to the shift of the general
artistic agenda in Rome, and to the ruling of the pontiffs eager to create a new image of the Eternal
City, including its architectural settings.

Exploring the initial stage of formation of a Renaissance palace in Rome, we will find the emer-
gence of distinct typology in the Vatican Palace influenced by L. B. Alberti for humanist Pope Nicho-
las V (1447-1455). Vatican received a new type of palace brought by the combination of Alberti’s the-
ory and the idea of the revival of Rome (renovatio Romae). Based on traditional elements of Roman
palaces of the first half of the 15th century, it is organized along with the classical concept of forms
into an unified monumental structure.

Senior ecclesiastical leaders, striving to show their loyalty to the papacy, copied the architecture
of Vatican in their residences. The program of the Vatican Palace responded to the needs of the Pope
and defined the development of the Roman palace type of the second half of the 15th century. The re-
port depicts the influence of this program on the facades, and on the planimetry of the Roman pala-
ces of the second half of the 15th century.

E3sepuunkasa Auna bopucosna
Poccuiickuti eocyoapcmeennuiii eymanumapHuiii ynusepcumem, Poccus

COMPAGNIE DELLA CALZA (O6mectBa Yynka) B mpou3BegeHNX
BeHenmaHckoi >kuBomucy XV-XVI Bekos

K teme Compagnie della Calza (pyc. ObmectBa Uynka) 4yamie Bcero oOpamarTcs B KOHTEKCTe
VICCTIeJOBaHMII OOIIeCTBEHHBIX M YaCTHBIX NpasgHecT Beneruu XV-XVI BB.

B paborax oTeyeCTBEHHBIX CIEIVAIVICTOB IO VICTOPMM KYIBTYPBl M MCTOPUM UCKYCCTBa Pe-
HeccaHca npo6nemaTtnka Compagnie della Calza ne paccmarpuBaercsa. OTMeTUM, YTO B HayYHOI
JUTEpaType OTCYTCTBYIOT MCCIIEIOBAHMA, OT/IENbHO MOCBAIEHHbIe N300paKeHNIO TIPeNCTaBUTeNIeN
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