Stroganoffs’ collecting of the Renaissance works provoked the wave of interest in this period of art
in the circles of the Russian nobility in the 19th-20th centuries. Today the masterpieces of this col-
lection remain an inherent part of many Russian museums.

D®egoroBa PumMma AnekcangpoBHa
Cankm-Ilemep6ypeckuti eocydapcmeenHolil yHusepcumerm mexHonoeuu u ousatina, Poccus

BKJIaJ]; T.1I. SHaMePOBCKOﬁ B I3YYCHIE VICKYCCTBA UTANIBAHCKOI'O Peneccanca

CooO01eHne NOCBAILIEHO HAYYHOMY HAC/IeAMIO BBIJAIOIIETOCA MPeCTaBUTENA JTeHIHIPAICKOI
mkosel uckyccrBosHauys XX B. — T.I1. 3namepoBckoii. Llenpio faHHOI pabOTHI SB/ISETCS BBIAB-
JIeHJe KTI0YeBBIX IIPOO/IeM MCKYCCTBA MTANTbIHCKOTO BO3poXKieHNs, KOTopble OHa MCCIefoBana
B CBOUX paborax. VI3ydeHue 3TOro BOIpoca 1mo3BojsieT paclMpuTh IpefCcTaBlIeHne O MyTAX pas-
BUTHSA OT€YECTBEHHOI UCTOpUM UCKyccTBa B XX B.

basoit ms mccnenoBaHusA ABJIAIOTCA OIyO/IMKOBaHHBIE CTaThy M MOHOTpaduu aBTOpa, a TaKXKe
MaTepuanbl IMYHOTO apxuBa u3 (GoHA0B LleHTpanmbHOrO roCyJapCTBEHHOTO apXMBa JIUTEPATYpPhI
u nckyccrsa Cankr-Iletep6ypra, Bkmouatomiero HeusanHble pabotsl T.I1. 3HamepoBckoit «[ennit
rapMoHMI», «, KnsHepagoctHoe cBob6omoMbIcne” Peneccancar, «K. Mapkc u @. DHrenbc o pea-
NM3Me B MICKYCCTBe (K BOIIPOCY O CYLIHOCTHM U Oeperax peanusma)» u gp. OcoOblil MHTepecC Mpef-
CTaBJIAeT IepencKa aBTopa ¢ oTedecTBeHHbIMM nccnenoBarenamu (B. H. Jlasapes, 10.b. Bunmep,
M. B. Anmatos, A. C. Camoi110) 1 3apy0Oe>KHBIMU CHELMATNCTaMMA.

Kpyr Bonpocos, k koTopeiM obpamanach T.I1. 3HaMmepoBcKas B CBOMX UCCIIETOBAHMAX, PA3HO-
obpaseH. Ocoboe BHMMaHIE aBTOP YAe/seT TEOPETUIECKOMY OCMBICTIEHUIO PEHECCAHCHON KYIIb-
TYPbI U XyJ0KECTBEHHOTO TBOpPYECTBA. JTO, B IIEPBYIO OYePENb, Uil HbIe MICTOKN Bospoxxaenus,
ero ¢umocodckre 0CHOBBI U coluanbHas 6asa NTANIbIHCKOTO UCKYCCTBA JAHHOTO Iepuofa (Ipo-
61ema HapogHOCTH). Bompoc 0 TOM, Kakas 4acTb 00LIeCTBa SB/IAACh HOCUTETIEM PEHECCAaHCHOTO
MUPOBO33peHs, OblT akTyaneH B 50-e — 60-e rT. XX B. 1 06Cy>Xancs B TEOPUM UCKYCCTBA U JIN-
TepaTypoBefienuu. [lapannenbHO aBTOPOM CTaBUTCA BOIPOC O HIVDKHEN rpaHunie Bospoxpenns,
a TaKKe OCIApUBaeTCsl OOLIENPUHATOE B COBETCKOM JICKYCCTBO3HAHMU IIPENCTaBIICHUE O pea-
NMM3Me KaK TBOPYECKOM METOJIe MacTepPOB UTaIbAHCKOro PeHeccaHca.

Takum o6paszom, B pe3ynbTaTe POBEIEHHOTO MCCIefOBaHMA ObIIO ONIpe/ieNIeHO 3HAUeHNe B3IIA-
nos T.II. 3HamepoBckoit g GOpMUPOBAHMA MPENCTABIeHNT 0 BO3pOXKieHNY B COBETCKOM JIC-
KYCCTBO3HaHMUM.

Rimma Fedotova
Saint Petersburg State University of Technology and Design, Russia

T.P. ZNAMEROVSKAYA’S CONTRIBUTION TO THE STUDY OF ITALIAN RENAISSANCE ART

The report focuses on the heritage of an outstanding scholar of the Leningrad school of art history
of the 20th century — T.P. Znamerovskaya. The aim of this work is to identify the key issues of the
Italian Renaissance art which the researcher investigated. The study of this issue allows us to extend
our knowledge of the ways of development of the Russian history of art in the 20th century.

The basis for the study are the author’s published articles and monographs, as well as the materi-
als from her personal archive housed in the Central State Archive of Literature and Arts, St. Peters-
burg, including T. P. Znamerovskaya’s unpublished works such as “Genius’s harmony”, “, Cheerful free-
thinking® of Renaissance”, “K. Marx and F. Engels on realism in art (to the question of nature and
boundaries of realism)” and others. The author’s correspondence with Russian researchers (V.N. La-

zarev, J. B. Vipper, M. V. Alpatov, A.S. Samoilo) and foreign experts is of particular interest.
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The range of issues examined by T.P. Znamerovskaya in her studies is diverse. The particular at-
tention is paid to theoretical understanding of Renaissance culture and art. First of all, it is the ideo-
logical origins of the Renaissance, its philosophical foundations, and social base of the Italian art
of this period (the question of folk origins).

The question about which part of society was the bearer of the Renaissance worldview was rele-
vant in the 1950s-1960s and was discussed in the theory of art and literary criticism. In parallel, the
author raises the question of the lower boundary of the Renaissance, and challenges the conventional
idea for the Soviet art criticism about realism as a creative method of the Italian Renaissance masters.

Krista Kodres
Institute of Art History, Estonian Academy of Art;
Institute of History, Tallinn University, Estonia

WHAT 1S RENAISSANCE? INTERPRETING AN ARTISTIC EPOCH IN ESTONIA
IN THE 19th and 20th CENTURIES

One of vital issues of contemporary art history is approach to a vast amount of texts the discipli-
nary archive consists of. These texts determine the knowledge and thus frame the interpretation of art
mostly in a hidden way. However, it is important to understand who is actually ‘speaking’ while ex-
pressing the opinion on this or another historic art object or period. That's why in recent decades the
search for a content(s) and genealogy(s) of the disciplinary discourse has been under scrutiny. Refer-
ring to the disciplinary discourse of art history, I mean a well established and accepted set of rules,
which among other things prescribes how and what art is, the relations between the artist, art and the
world/society, and how and why these change. Therefore the discourse should be understood as a prac-
tice which systematically shapes the objects it discusses.

My paper addresses the writings on local Renaissance in Estonia during the 19th and 20th centu-
ries. Discussing the Renaissance in Estonia has been part of once ‘burning’ issue in European art his-
toriography, the problem of the ‘Northern Renaissance’ In the 19th century the Baltic-German ama-
teur art historians started to construct the list of local valuable Renaissance objects; making of the
canon of objects was continued in the 1920s and 1930s by academic researchers. During the Soviet pe-
riod in Estonia the Renaissance was re-written according to the Marxist-Leninist discourses of histor-
ical materialism and realism. This period, in fact, had two stages: the Stalinist and the Thaw stage.

My aim is to take a critical look at the political, ideological and cultural constraints that were fram-
ing art history writing during different periods, examine how they were intertwined and interacted
with acknowledged disciplinary methods, and finally shaped the art historical interpretations of Re-
naissance. Based on texts and concerning objects, I will try to demonstrate what kind of social, cul-
tural and aesthetic values were attributed to the Renaissance art and architecture, and, thus, what
kind of image of the Renaissance these texts conveyed to the reader.

Kpucra Kopgpec
Wncmumym ucmopuu uckyccme Scmorckoti Akademuu Xyooxcecme;
Hucmumym ucmopuu TannunHckoeo yHusepcumerma, ScrmoHus

Yro Takoe Peneccanc? Mintepnperannsa smoxu B Ictoann B XIX n XX Bekax

OpHa 13 BaKHeIMX po6IeM COBPEMEHHOII ICTOPUY MCKYCCTBAa — OTPOMHOE KOIMYECTBO TeK-
CTOB, CO3JaHHBIX B PaMKax 3TOil AUCHUIVIMHBL. ITU TEKCThI ONpefie/IAI0T Hallle 3HaHMe UCTOPUM
VICKYCCTBA U ee MHTepIpeTalyii, B OCHOBHOM, KOCBEHHBIM 00pa3oM. OfHaKO BaKHO ITOHMMATh, KTO
Ha CaMOM Jiefie «TOBOPUT», KOT/Ja BbIPayKaeTCs MHEHME O TOM VU MHOM IIpOM3BeNeHNN UM TIepu-
ofie UCTopum UcKyccrsa. IloaToMy B mocnenHme fecATUNIETUA MTOMCK CMBIC/IA Y IPOUCXOXKIEHUS
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