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«PokoBoi1 moprpet». Croxxenne muda o «/I>kokonpge» B cepegune XIX Beka

Pabora mocssmena panHeMy aTamy mudonornsannn «J>xokouael» Jleonapno ga Bunum, cBa-
3aHHOMY ¢ umeHamu T. Jorbe, JK. Mumute u V. ITatepa. B cepepune XIX B. My ObIT CKOHCTPYM-
POBaH Ype3BBIYAIHO BIVMATENbHBI My o noprpere MoHsI JIn3bl.

Texct Basapu, 3akpenupumii 3a «/I)KOKOHIOM» KauecTBa «BEPHOCTU MPUPOie» WU «KU3HEIO-
1o6VsI», TOPOAVIT TPAAVIIMIO ONVICAHNUA IPOU3BEleH s, IPOCYIIeCTBOBABIIYIO 0 Havana XIX B.
OpHMM 13 OCHOBOIIOJIOXKHMKOB HOBOTO IOAXOJA K MHTEpIpeTaluy noprpera cran lorbe, B pa-
60Tax KOTOPOTO MPOVCXOAUT TpaHCHOpPMALMA TOIOCA «BEPHOCTU IIPUPOHE» U, CIOBATENbHO,
M3MeHeHVe TPaaynuy, 00yclIaBIMBaBIlell BOCIpUATIE TOPTPeTa, HauMHasA C 310Xy PeHeccaHca.
«KusHenoobue» Oosblie He ABAETCA 3HAYMMBIM per se, HO ITOJpa3yMeBaeTCs 1 IepefaeTcs Je-
pes3 ollylleHye CMYTHOJ TPEBOI'M, BBI3BAHHOI ONbAHSAIOIIUM, ITMITHOTNYECKNM 3¢ deKkToM, KOTo-
PbIil IOPTPET OKa3bIBA€T HA 3PUTENIA.

Tpancopmaryio Toroca «BepHOCTY IpUpozie» y [0Tbe MOXKHO COOTHECTH € XapaKTepHBIM JiIs
POMaHTM3Ma MHTEPECOM K TaMHCTBEHHOMY, a TaK)Ke C pasBUTHEM FOTUYECKOTO pOMaHa B JIMTepa-
Type XIX B. «’KnsHenopnobue» MHTepecyeT pOMaHTVKOB He CTOIBKO KaK ITOKa3aTelb MacTepPCTBa
XyHOXKHIKA, CKOZIbKO KaK IMpPU3HAK IOTEHIVATbHON CIIOCOOHOCTY MOPTpPeTa CTaTh «OXKUBIIUMY.
MoTUB «TOBOPAIIETO», «BBIXOJALLETO U3 PaMbI» U/ IIPOCTO «3aTaflOYHOrO», HO B KOHEYHOM CUeTe,
«POKOBOTO» MOPTpeTa IPOHUKAET B XY/IO)KECTBEHHYIO JINTEPATYPy BMeECTe C MOSABJIEHNMEM TOTU-
94eCKOT0 pOMaHa.

Vpesa «JI>KOKOHJBI» KaK «pOKOBOTO» IIOPTPETa MOTy4YaeT JajbHelillee pasBuTHe B Tpyax Mu-
11e. VI3BeCTHBII CBOMM MHTEPECOM K TeMe 371, OH IIPOCIIAB/IACT «MAIrMIecKyIo», «(hayCTOBCKYIO»,
IIOYTH «/IeMOHMYECKYI0» dHepruio npoussefenuii Jleonappo. Ilpopecny6nmkaHckas u aHTUpPEIN-
TMo3HasA mo3uuuA Mmuie croco6cTByeT cosfjaHmio obpasa JleoHapfi0 KaK BOIUIOI[EHMA TYyXOB-
HOJI cBOOOAbI PeHeccaHca 11, BMeCTe C TeM, HaJle/IeHHOTO TallHBIM 3HaHMeM CO3JlaTe/lA ONAaCHBIX Jie-
MOHMYecKuX 00pa3oB. IIpeacraBieHne o CyIeCTBOBAHNY 4€TO-TO 3/I0BEILErO U TUITHOTHYECKOTO
B KapTMHAaX MacTepa SABJIsAeTCA Harboee 3HaYNTeIbHBIM BK/IAZIOM (PPaHITY3CKOTO VICTOPUKA B CIIO-
xeHne muda o Jleonappo B XIX B.

VHnimupoBaHHas GppaHIy3CKMMY pOMaHTUKaMM, MUQOIOru3alysa NopTpera ObIa 3aBeplIeHa
6maropaps IlaTepy, yeit TEKCT HOMY4M/I IMPOKYIO N3BECTHOCTD. TpakToBKa «JI)KOKOH/BI» KaK YHU-
BEPCAJIbHOTO IPON3BEEeHNs, BOIUIOTUBIIETO B ceOe OIBIT YeJIOBeYeCTBa, OTChIIAET K UAEsM Iepe-
POXJIEHNA, CMEPTU ¥ BOCKPECEHM, KII0YEBbIM [IJIs €T0 KOHLIENINM «BeyHoro Peneccanca». B uHTep-
npertanyy [larepa «/]>kokoHa» IproGpeTaeT CTaTyc He TONbKO Oe3yc/loBHOTO LiefeBpa JleoHapro,
HO ¥l YHMBEPCA/IbHOM «MKOHBI» HOBOro BpeMeHN, CylecTBYIOIell BHE BpEMEHM U MPOCTPAHCTBA.

Vera Zakharova
European University at Saint Petersburg, Russia

“THE FATAL PORTRAIT . MYTHOLOGIZATION OF “GIOCONDA”
IN THE MIDDLE OF THE 19th CENTURY

The work is dedicated to the early stage in the mythologization of Leonardo da Vinci’s “Gioconda”
associated with Théophile Gautier, Jules Michelet and Walter Pater who construct the very influen-
tial myth on the portrait of Mona Lisa in the middle of the 19th century.

One of the founders of the new approach to the portrait interpretation is T. Gautier who trans-
forms the topos of “fidelity to Nature”, known from Vasari. He is no more interested in the “lifelike-
ness” per se. For Gautier, this concept is closely connected with the feeling of “vague anxiety” and the
“intoxicating’, almost “hypnotic” effect of the portrait.
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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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