TeMy (B 4acTHOCTHM, 3TO KacaeTcs «OcBoOOXeHUsA AHfpoMenbl», oK. 1510-1513 rr., Ypduum,
®nopennus; «Carnpa, omnakypamoiero HuMQy» («Cmepts IIpokpuabi»), ok. 1495 r., Harnyonans-
Has [anepes, Jlonzon). bonbinas caep)KaHHOCTD U TOPYKECTBEHHOCTD MIPUCYIIA CO3AaHHBIM UM pe-
JIMTVIO3HBIM M300paXKeHVsAM, B KOTOPBIX OH Hambosee MpuOMmDKeH K QIOPEeHTUIICKO TpafuIvIIL.

HecmoTpss Ha BaXHYI0 pO/b, KOTOPYI0O OH OTBOAUT B CBOEH JeATETbHOCTY BOOOpa)KEHMIO,
ITrepo mn Kosumo mcnonb3yeT KOHKpETHbIE MCTOUYHUKM, IIPEX/E BCETO JIMTEPAaTypHbIe, TBOpYe-
CKM VX IepepabaTbiBast. ITO KacaeTcs B ToM unciie v noprperos («Ilorper CuMoHeTTh! Becmmyyuny,
ok. 1480 r., Myseit Konpe, lllanTniin). Llenpio fJaHHOTO MCCIETOBaHNA CTAHOBUTCS aHAIN3 CBA3E,
CYIIECTBYIOIMX MeXAY pabdoramy QOpPeHTUIICKOTO MacTepa ¥ JUTEPaTyPHBIMU MaMATHUKAMIA.

Mariia Prikladova
Saint Petersburg State University, Russia

THE IMAGE AND THE WORD IN WORKS BY P1ERO DI COSIMO

Piero di Cosimo (1462-1522) — a Florentine painter whose personality causes controversial opin-
ions. During a long period, starting with G. Vasari (1511-1574), art historians regarded this master
as a talented madman, “hermit” and “lover of solitude”, whose unlimited fantasy brought him to the
creation of works that differ significantly from pictures of his contemporaries. Recently, however,
such a point of view on the master’s personality is revised due to the new archive documents recently
discovered.

The works of Piero di Cosimo demonstrate influence of Flemish art, which can be seen, for example,
in a tendency toward naturalism, narrative and love to details. These elements are combined with the
desire of elegance, grace and courtesy, corresponding with tastes that prevailed at the court of Medici.

Attention to details also reflects the fact that Piero di Cosimo was a miniaturist. Theatrical ele-
ments can be best seen in the compositions on mythological theme (in particular, it is true for the
“Liberation of Andromeda’, ca. 1510-1513, The Uffizi, Florence; “A Satyr mourning over a Nymph,
ca. 1495, the National Gallery, London). His religious subjects are more discreet and solemn and close
to the Florentine tradition.

Despite the prominent role of imagination, Piero di Cosimo uses specific sources, first of all, liter-
ary, and creatively transforms them. The same is seen in his portraits (“Portrait of Simonetta Ves-
pucci’, ca. 1480, Musée Condé, Chantilly). The goal of this paper is to show the links between the
work of the Florentine master and literature.

JIonyxoBa MapuHa AjleKCaHApOBHa
Mocxkosckuii 2ocyoapcmeenHoiii yHusepcumem umenu M. B. Jlomonocosa, Poccus

«SIBmenne [deBo1 Mapuu cB. bepnapay» pa6orsr @wmmnnmao JInnmm
U ero cnen Bo priopeHTuiickoit sxuponucu Havyana XVI Beka

«IBnenne [lesbl Mapum cB. bepnapay», cosfanHoe 110 3akasy IIbepo fenb Ilynbese mna nepksu
Canra Mapus anb Cenonbkpo B Jle Kammopa, npenmectse @nopennym (¢ 1530 r. xpanurtcs Bo ¢iio-
penTuiickoit baguu), —opHO M3 Hambolee 3HAUMTENbHBIX HpousBefeHnit Oumunnuao JInnmom
1480-X IT. ¥ 9TAJIOHHBIN IIPUMEP €r0 CTU/A 3TOTO BPEMEHM.

Cuena sBnenns boromarepu cB. beprnappny Kinepsocckomy nonmyunia pacnpoctpaHenue Bo ¢io-
PEHTUIICKON >KMBOINCHU C cepennHbl Tpedenrto. Ee ukoHnorpadus B 11e10M 0cTaBaaach HEM3MeEH-
HOJI CO BpeMeH co3faHus nomuntuxa Marreo au [Taunno (1360-e rr., @nopennns, lanepes Axa-
meMum) BIUIOTBH 10 1520-X IT., Korja KapTuHa JJoMeHMKo [Tynuro (bantumop, XyZ[0>KeCTBEHHBbIN
Mys3ell Yonrepca) 3aBepuia yepeny OO/bIINX alTapHbIX 00pa3oB Ha 3TOT CrokeT. Bepcys Jlnmm,
OJIHAKO, MIMeeT s 0COOEHHOCTEN, KOTOPbIe CYLIeCTBEHHO CMEIA0T aKIEHThl B OOrOCTIOBCKOM

125



MICTOJIKOBAHMM BUIeHNA CB. bepHapaa 1 MeHAIT 5MOLMOHAIBHYIO OKPACKY CI[eHbI, KOTOpas IO-
nydaeT 6ojee MMYHOCTHYIO, TMPUYECKYIO TPAKTOBKY.

O6unne MOBECTBOBATENIbHBIX IMOAPOOHOCTEN U XapaKTEePHBIX JeTasell IpeBpallaeT 9TOT ajl-
Tapb B 6€30IIMO0YHO OII0O3HaBAEeMBIIl MICTOUYHUK UNUTHpPOBaHMA. Ilo MeHbIell Mepe, IBaXK/bl €ro
IleHTpajIbHas Tpymnia 6bUta 6YKBaZbHO IOBTOPEHA B Ipefie/iaxX, UCIIOTHEHHbIX B Havane XVI B.
XymoKHuKaMy Kpyra @ummnnmao, MactepoM oparopus CepyMnuzo (IIaBHBIN aaTapb OpaTOpys
Can Cebactpsano neu bunu Bo ®@nopeniun) n Paddasmmuno gens [apbo («Mamonna ¢ MaajgeH-
neM u cBATbIMI», Omopennns, Canro Crnupuro, kanemta Cenbn). K kaptune JIummm Bocxoput
u ¢urypa cB. beprappa B njeHTpanbHoi yacT Antapss CeHbM, KOTOpask BKIIOYAETCS B CLIEHY «CBS-
Toro cobecenoBanusA». bonee Toro, cpemyu rpaduYecKUX IMCTOB, OTHOCHMBIX K JI@SATETbHOCTHU
MacTepckoit PuIMNINHO, MOXXHO OOHAPY>XUTb MIOOONBITHBIN NpMMep afallTalliy BCEW CLeHBI
BUJIEHNS, @ TaKKe APYIMX 9TeMEHTOB «anTaps u3 bagmm» k mkoHorpadmm sacra conversazione
(Prnopenunsa, KabuHeT pUCYHKOB 1 3CTaMIIOB ranepen Ypduum, nas. 175F).

Bonplioe KomM4yecTBO anTapHBIX NpeRe/Ul M PacHVCHBIX IAIMOTTO, @ TaKKe AeKOPAaTUBHBIX
IIAHHO, NTpeJHa3HAYeHHBIX /I JIOMAIIHETO MHTePbepa, KPaCHOPEUNBO CBU/ETENTbCTBYET O CKIIOH-
HOCTV BTOPOCTEIIEHHBIX (IOPEHTUICKIX XYAOXKHMKOB M03aHero KBaTpoyeHTO K BocIpousBese-
HVIO B MaJIOM MacIITabe [[eJIOCTHBIX KOMIIO3VIIMIOHHBIX PeIleHMNil, Hall[eHHBIX BeyIIMI MacTe-
paMu ropopia B ux mrefieBpax. «fBnenne boromarepn cB. bepHapmy» xuctu OuanNmmHO MOXHO
OTHECT! K YUCITYy BOCTPEOOBAHHBIX B 9TOM OTHOIIEHWV >KVBOIVCHBIX NAMATHUKOB, K KOTOPOMY
JIOKAJIbHBIE XYIOXHMKI IIPOROJDKAIN 00paIaThCs VM CITYCTA [{Ba HECATIICTUA IOCTIe €TO CO3/JaHMA.

Marina Lopukhova
Lomonosov Moscow State University, Russia

“VISION OF ST. BERNARD” BY FILIPPINO LiPPI AND ITS LEGACY
IN THE FLORENTINE PAINTING OF THE EARLY 15008

The “Vision of St. Bernard”, now in the Florentine Badia, commissioned by Piero del Pugliese for
the church of Santa Maria al Sepolcro (Le Campora) is one of the most important Filippino Lippi’s
works of the 1480s and embodies the best qualities of his style of this period.

The appearance of Madonna to the St. Bernard of Clairveaux was a common subject for the Flor-
entine art since the mid-Trecento. The iconography remains almost unchanged from the polyptych
made by Matteo di Pacino (1360s, Galleria dellAccademia, Florence) to the 1520s, when Domenico
Puligo terminated a succession of the large altarpieces depicting this subject (Walters Art Museum,
Baltimore). Filippino’s version seems to be added to this tradition; nevertheless, it contains some de-
tails which substantially shift focus of the theological interpretation of the vision and change emo-
tional coloring of the scene to make it more intimate and lyrical.

Thanks to an abundance of outstanding narrative details, the citations made from the Lippi’s altar-
piece by other painters are easy to discover. At least, twice its central group was reproduced on the pre-
della panels created in the early 16th century by the artists close to Filippino: Maestro del Serumido (the
main altarpiece of the Oratory San Sebastiano dei Bini in Via Romana, Florence) and Raffaellino del
Garbo (“Madonna and Child Enthroned with Saints”, Santo Spirito, the Segni Chapel, Florence). The
isolated figure of St. Bernard on the Segni altarpiece goes back to the Filippino's work too, so it is incor-
porated in the sacra conversazione. Furthermore, among the workshop drawings there is a sketch,
which combines the sacra conversazione scheme with the scene of the vision, and other remarkable
elements of the Badia altarpiece (Gabinetto Disegni e Stampe degli Uffizi, Florence, inv. 175F).

The minor Florentine artists of the late Quattrocento often demonstrate a disposition to reproduce
on altered scale the whole compositional solutions found in the master paintings of the city. Conside-
rable quantity of the predella panels and painted paliotto, as well as cassone and spalliera paintings
speak volumes for this phenomenon. One of them was “Vision of St. Bernard” by Filippino Lippi,
which also remained relevant for the local tradition after a twenty-year period since it was finished.
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