This transformation of the topos of “fidelity to Nature” in the work of Gautier should be linked
with the interest in enigmatic, characteristic of Romanticism and with the widespread gothic ro-
mance in the 19th century literature, where the motif of “lifelikeness” is perceived as a sign of por-
trait’s potential ability to become “living”.

The perception of “Gioconda” as a “fatal portrait” was developed in the works of J. Michelet. Well
known for his interest in the theme of evil, Michelet celebrates “magical’, “Faustian’, even “demonic”
inspiration of Leonardo’s paintings. The suggestion of something sinister and hypnotic in Leonardo’s
pictures is Michelet’s most significant contribution to the myth which was growing up around Leo-
nardo in the 19th century.

Initiated by J. Michelet and by the French romantics, mythologization of “Gioconda” was finished
in the W. Pater’s “Renaissance”. His interpretation of the portrait as a universal work of art, the em-
bodiment of human experience refers to the ideas of rebirth, death and revival, which are key points
in his conception of the “eternal Renaissance”. In the Pater’s text, “Gioconda” obtains status of a uni-
versal “icon” of Modern period, which exists regardless of time and space.

Giovanna Perini Folesani
University of Urbino Carlo Bo, Italy

A NEwW NARCISSUS CODE-NAMED “LYGDAMUS”: POETICAL 16th CENTURY
SOURCES FOR A DIFFERENT INTERPRETATION OF MICHELANGELO’S
“CROUCHING YOUTH” AT THE HERMITAGE

Three as yet unpublished Latin epigrams by an unknown Italian poet of the early to mid-16th cen-
tury named Giovan Francesco Fabri celebrate Michelangelo as a marble sculptor. In particular one
of them praises his statue of a youth nicknamed Ligdamus. The only possible identification of this
work in Michelangelo’s extant oeuvre is with his Hermitage statue, a view which has been taken up by
Sergej Androsov (Ermitage Italia— Museo statale Ermitage, La scultura italiana dal XIV al XVI secolo.
Catalogo della collezione, Milan, Skira, 2008, p. 66) on the basis of the information I passed on to him
after the Roman conference (2002) where I delivered a paper on this subject (its proceedings have
never been published). This finding would definitely fix the wavering attribution of the statue and re-
move the work from its alleged context in the funeral monument for Pope Julius II, hinting to a pri-
vate destination instead, possibly in relation to the ambience of Pope Julius III when still a Cardinal.
This would also help explain its diminutive size, obviously unfit for the decoration of the upper sto-
rey of a huge funeral monument.

Since 2002 I have gathered some new information on Fabri and his poetical work, and discovered
a few facts about his biography. This sheds further light on the intellectual circle of Michelangelo’s ad-
mirers in Northern Italy in the late thirties to late fourties of the 16th century. It has got a lot to do with
revived humanism, lay values and homosexual relations, disguised as alliances on religious issues.
Giovan Francesco Fabri seems to be very much part of it all. His death as a young man, as well as his
somewhat embarassing connections, may well explain the long puzzling silence on him and his oeuvre
(including his poems on Michelangelo) in terms of damnatio memoriae.

I>xoBanna Ilepunn ®@onesann
Vpbunckuii ynusepcumem Kapno bo, manus

Hosbiin Hapuucc, win /lurmam: Ilostnyeckne ncrounnku XVI Beka Kak OCHOBaHMe /I HOBOII
nHTepnpetranuyn « CKopunBIIerocs Maabunka» MukKenaHmKeno 3 KOUIeKIny JpMUTaKa

Tpu no cux Heonmy6MMKOBaHHbIE TATVHCKYE SIIMTPAMMBI MaJIOM3BECTHOTO UTA/IbAHCKOTO IO3TA
no umenu JI>xosan @pandecko Pabpu, padboraBurero B Hauane — cepegyuue XVI B., IpoCIaBIAoT
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MukenaHpKeNo Kak aBTOpa MPaMOPHBIX CTaTyil. B OfHOM 13 HUX ONMCBIBAeTCS CTATYs IOHOLIN
1o uMeHn Jlurgam. EAMHCTBEHHO BO3MOXKHAsI U/IeHTU(MKALIVIS 9TOTO IPOU3BEEHNS C KaKoii-mnbo
Y3 COXpaHMBIINMXCA paboT MIKemaH/pKeNo — SpMUTaKHAA CTaTyA. ITa UaeHTUMKaIys ObUIa Ipu-
HaTa C.O. AnppocossiM (Ermitage Italia— Museo statale Ermitage. La scultura italiana dal XIV al
XVI secolo. Catalogo della collezione. Milan, Skira, 2008. P. 66), Ha ocHOBe Toit MHGOpMALNN, KO-
TOpYIO 5 coobuia eMy rnocie kKoHpepenuyy B Pume (2002), rae s fenana SOKIaj Ha 9Ty TeMy
(Marepuasnbl KOHpepeHINM He ObUIM OIyO/IMKOBAHBI). JTa HaXOJKa MOIJIA OBl IOMOXWUTH KOHeI]
COMHEHMSIM II0 IIOBOAY aTpuOyLMy CTaTy! U IIOTHOCTBIO OTBEPTHYTH IIPEIIIONIOKEHNS O ee Ipu-
HaJJIOKHOCTU K aHcaMO/tio rpo6Hubl mans! FOmus I1. Boee BeposiTHO ee co3faHme 10 YaCTHOMY
3aKasy, BOSMOXXHO Ji/Is1 KOTO-TO U3 okpy>keHus nanbl FOmus 111 emie B 6BITHOCTD €r0 KapAMHAIOM.
9T0 MOITIO OB OOBACHUTD U HEOOJBIIOI pa3Mep CTATYY, SIBHO HEMOAXOMAII I/Is YKpalleHs
BEPXHETo sIpyca OTPOMHOTO CKY/IBIITYPHOTO HAATPOOISI.

C 2002 r. s1 cobpasa HeKOTOpbIe HOBbIe cBemeHus 0 Pabpy, ero mossuu u 6uorpadumn. OHm 1mo-
3BOJIAIOT Y3HAThb KOE-4YTO ellle O Kpyre MHTE/UIEKTYasIoB, MoYnTaBIux Mukenanmkeno B Ceep-
Hott Vtamuu B koH1le 1530-1540-x rT. Bo MHOrOM 3TO 6BLIO CBSI3aHO C BO3POXK/EHMEM I'YMaHU3Ma,
CBETCKVMMIU IIEHHOCTAMH ¥ TOMOCEKCYaJTbHBIMI OTHOIIEHMAMY, MACKMPOBABIIVIMICS TIOJ, BUIOM
penurno3ubix oobenyHennit. Kak xaxercs, [IxoBan @panyecko Pabpu MMen Ko BceMy 3TOMY OT-
HoleHue. Ero cMepTh B MO/IOZOM BO3pacTe ¥ €r0 COMHUTE/IbHbIE CBA3Y, BEPOSTHO, CTa/IU IIPUYN-
HOII cBoero popa damnatio memoriae, u3-3a 4ero, Kak HI CTPAHHO, O HEM I €TO IIPOU3BENEHMSX
(B T. 4. CTUXOTBOPEHUAX 0 MUKeIaH/PKeNO0) MOYTH HUYETro He OBITIO M3BECTHO.

Koctpipsa Makcum AnekceeBuy
Canxm-Ilemep6ypeckuii eocyoapcmeenHuiii yHusepcumem, Poccust

Kanenmna Memirun: CeMaHTIMYeCKUI aCIIEKT

Kanenna Megyan, nnu HoBast Cakpuctus dnopentuiickoi nepksu Can Jlopenno (1520-1534)
SBJIAETCS OJHUM U3 BeMMYANIINX IIefieBpoB Mukenanmxeno byonapportu (1475-1564) u nckyc-
cTBa PeHeccanca B nemom. B To e BpeMs, 3TO OJHO U3 CaMbIX 3araJjOuyHbIX ¥ MHOTO3HAYHBIX
npousBeneHnit Bospoxpennsa. O6nme mpeIoXeHHBIX NCCTefoBaTe/AMY KOHIENINI «pacimg-
poBku» obpasHocTy HoBoit CakpucTuy He MCYepIbIBaeT IIyOMHY ee COJep>KaHVs M OCTaBIIsgeT
MECTO JI/I1 HOBBIX MHTEPIPETALNIA.

JJoknaz mocBsAleH aHa/IN3y CeMaHTN4ecKol CTpyKTyphl Kanenisl Mepguun. B mpoliecce pekoH-
CTPYKLIMM IIOJTHOTBI 3aMbICTa MUKenaH/KeIo aHaIU3UPYIOTCA apXUTEKTYPHBIE, CKYIbITYpPHbIE
VI )KMBOIIVICHBIE 37IEMEHTDI, KaK OCYIeCTBIEHHbIE, TaK ¥ He OCYIeCTB/ICHHbIE, 3 KOTOPBIX OBIT
COCTaBJ/IeH aHCaMO/Ib KalleJlIbl.

TBopenne MukenangKeno paccMaTpuBaeTcs B cBA3M ¢ Bo33peHuamu [lnarona, [lanre n Caso-
HapoJIbl (TP 3TOM OCHOBHOE BHYMAHIUeE ye/AeTCA IBYM IOC/IeSHIM MeHaM). ABTOp IIpefjaraet
II0-HOBOMY B3IIAHYTb Ha JaHHbI Kpyr upeil. Ilo ero MHeHMI0, KOHIeNIMA Kale/Ibl BO MHOIOM
omnpepensercs upeeit CrpamrHoro Cyaa. B HOBoIT TpakTOBKe aHCaMO/Is BaKHENIIYIO PO/Ib UTPAIOT
CKY/IBIITYPBI YeThbIpeX BpeMeH cyTok. MacTep mepeoCMBIC/IIT IIVIK/INYECKYI0 IPUPOY TUX 0bpa-
30B, CBSI3aB VX C AINIOKa/JIMIICICOM U MJeell TOCMEPTHOTO BO3/asgHNUA.

Maksim Kostyria
Saint Petersburg State University, Russia
THE MEDICI CHAPEL: SEMANTIC ASPECT

The Medici Chapel (or the New Sacristy) of the Florentine Church of San Lorenzo (1520-1534)
is one of the greatest masterpieces of Michelangelo Buonarroti (1475-1564) and of the Renaissance
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