apXNUTEeKTYpHO-IaHAmadTHBI KoMmiteke Opannen6aym B JlomoHocose, HaronanbHas ranepest Ap-
meHun B EpeBane, CapaToBckmit My3er M300pasuTebHbIX UcKyccTB umenn A. H. Panniesa u gpyrue.

B xope moxmaza 6ymeT czielaH KpaTKuil 0030p 3THX SKMBOIMCHBIX IiefieBpoB. Ha mpumepe mpo-
VI3BeJIeHN s, IIPOJAaHHOrO [OLIKOBCKMM KaK paboTa BBIFAIONIEIOCS MacTepa BEeHEIMAHCKOI IIKOJIbI
[Taono Beponese, B foknmajie OyzeT IpeacTaBieHa KaK MCTOPYsI M3MEHEeH)sI aBTOPCTBA 9TOI Kap-
TVHBI, TaK ¥ BO3MO>KHbIE IIPMYMHBI €€ MI3HA4a/IbHO HeIPaBIIbHON aTpUOYIVN.

B 3akmrouenny moxmaza OypeT oOpallleHO BHUMaHNe Ha 3HAYCHME VMCCIIOBAHNA KOJUICKIINU
J1.3. ToKOBCKOro KaK B CBeTe COBPEMEHHOTO B3IJIsIfia Ha aTpuOyLuio xuBomcu Peneccanca, Tak
Yl YCTAaHOBJIEHNA MI3HAYa/IbHOTO IMPOUCXOXK/IEH) I MHOTMX LIEeBPOB COBPEMEHHBIX MY3€€B.

Elena Ris
Freie Universitit Berlin (Germany), Russia

THE RENAISSANCE PAINTINGS FROM THE GOTZKOWSKY’S COLLECTION
AS THE FIRST HERMITAGE COLLECTION. REVIEW OF ATTRIBUTION
AND THE NEWLY DISCOVERED MASTERPIECES

The gallery of the Western European painting, which belonged to the Berlin merchant Gotzkowsky
and moved to the collection of Empress Catherine II in 1764, is the oldest one in the Hermitage today.

Today many paintings from Gotzkowsky’s collection are still in the Hermitage, but some of them
have been dispersed to different museums of the world.

The collection consisted of 317 paintings by Western European artists of the 15th-18th centuries
of various schools. Among them the Renaissance’s masterpieces are the most remarkable.

The sale inventory of Gotzkowsky brought to Catherine II included the works of the great masters
of the European Renaissance: Raphael, Titian, Veronese, Tintoretto, Holbein. Today part of attribu-
tions is not confirmed. Scholars changed the authorship and the school attribution for some of the
paintings.

The report presents a step-by-step research into the masterpieces. The author has determined the
whole list of paintings that previosly belonged to this collection.

Today the paintings from the first Hermitage collection are found in more than 25 collections
of the world. The report provides the survey of these works and gives examples of revised attributions.
For instance, Gotzkowsky sold one item as a work by Veronese, but today its authorship is altered.

We believe it’s vital to study the Gotzkowsky’s collection taking into account the present views
on the attribution of the Renaissance art and the determination of the original provenance of the
works kept in modern museums.

Marion Boudon-Machuel, Pascale Charron
University of Tours — Centre des Etudes Supérieures de la Renaissance, France

RECONSIDERING THE RENAISSANCE IN FRANCE:
NEW APPROACHES TO FIGURATIVE ARTS IN THE LOIRE VALLEY

Many researches have recently reconsidered Renaissance French Art. A general methodological
tendency has quickly emerged. It is aimed to focus on the concept of “foyer”, i.e. artistic centers and
their particularities (Troyes, Nancy, Lyon). On that direction, an exhibition and a symposium Tours 1500,
that took place in 2012 (Tours, CESR), reconsidered art in the Loire Valley, birthplace of the French
Renaissance, and defined new problems.

At the very beginning of the 16th century, Loire Valley was a French royal court residence and then
a center of high level artistic production (painting, sculpture, jewelry, tapestry, illuminated manu-
scripts). Around 1900, the young discipline of art history focused on this “regional school of artistic
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production” and defined specific ways for studying it. Such fundamental studies as that of Paul Vitry
on Michel Colombe (Paris, 1901), and the 1904 exhibition on French Primitives, as well as many sub-
sequent studies determined two main prospects for study: firstly, monographic analysis of the works
of important artists such as Jean Fouquet, Michel Colombe or Jean Bourdichon; secondly, the defini-
tion of notions like “school of Loire Valley” or “art de la détente”. Recent historiography has reconsid-
ered the subject and proposed new lines of reflexion. The more dynamic and opened notion of “foyer”
has replaced the notion of “regional artistic school” and the anonymous corpus or those of the major
Masters have been reevaluated (Michel Colombe, Jean Poyer, Master of Claude of France — Eloi
Tassart?).

The Centre des Etudes Supérieures de la Renaissance is an actual actor of this revival through two
programs of research. ARVIVA inventories, analyses and evaluates figurative arts in the Loire Valley
in a large period from 1470 to 1600. Sculpture 3D proposes to reconsider key masterpieces with the
help of augmented reality in order to place new digital tools in service of scientific analysis. The first
results of these programs are manifold. The enlarged period of study allows us to better understand
the evolution of the artistic production. Moreover, deeper archival researches reveal relationship of ar-
tists and patrons, and draw interactive social network in Tours around 1500.

In this respect, the paper focuses on particular examples: Tours as capital of luxury, parishes as the
center of microhistory of the social network, and recently discovered works of art and masterpieces
lately reconsidered.

Mapsoon bynon-Mamysns, ITackans lllappon
Yuusepcumem Typa — Llenmp Boicuiux Viccnedosanuti Perneccarca, Ppanyus

ITepeocmbicnenue ¢ppanirysckoro Bospoxxgenns:
HoBble mopxoppl K M3y4eHNI0 M300pa3uTeTbHOTO UCKYCCTBA JOMMHBI JIyapbl

MHoOTro4MC/IeHHbIe COBPEMEHHBIE VICC/IETOBAHMS JJA/IV TOMYOK IepeOCMbICIEHNIO (PPAHITY3CKOTO
JICKYCCTBA 310X1 BospoxxpenuA. beicTpo HaMeTn1ach HOBass OCHOBHAasA METOJO/IOTMYECKAS TEH-
[eHILIVsA, Halle/IeHHasl Ha M3y4YeHNe XYL0>KeCTBEHHBIX IIeHTPoB U ux ocobenHoctel (Tpya, Hancn,
JInon m pp.). Tak, Hanmpumep, BpICTaBKa U koHdpepeHnusa «Tours 1500», mpomepmue B 2012 r.,
IIO3BOJIVJIYL BEPHYTBHCS K M3YYEHUIO MCKYCCTBA HOMUHBI Jlyapbl — Konmbibenu ¢paHirysckoro Bos-
POXXJEeHNUA — 1 0003HAYUTD HOBBIT KPYT IPOO/IeM.

JleiicTBUTENIbHO, KaK CaM PErMOH, MECTO Pe3UeHIINM KOPONIEBCKOIO JBOpa, TaK U OCHOBHbIE
BUZBI MICKYCCTB: XKMBOINCD, CKY/IBITYpa, I0BETMPHOE JIe/I0, U3TOTOB/IEHNE TOOeNeHOB, MUHMNA-
TIOpa — JJO/ITO€ BpeMsA M3y4asIyiCh Yepe3 IPU3MY TOIKOBAHUI, BBIPAOOTaHHBIX MCTOpPMEN MCKYC-
crBa B KoHIje XIX — Hauyare XX B. VIMeHHO TaKye OCHOBOITO/Iaraliue paboThl, KaK MCCIeToBaHe
[Tons Burpn, nocesmennoe Mumemo Komom6y (1902), BbicTaBka ppaHIy3CKMX IPUMUTHBOB 1904 .
Y KOPIYyC BBITEKAIOLIMX M3 HUX MICCIIEIOBAHNIA, ONPENENNIN IBa OCHOBHBIX ITOAX0/a, JOMVHUPO-
BaBIINX Ha BceM HMpoTshKeHnn XX B.: MOHOrpadmdecKoe M3ydeHMe OT/eIbHbIX MacTepoB (Dyke,
Konom6, Bypaumion) i moHaTui («umkomna fonuHbl Jlyapel», «BTOpUYHOE UCKYCCTBO»). CoBpe-
MeHHas McTopyuorpadus Havasa paspyuarb STOT IOXO[ U IPeJIOXKIIAa HOBblEe PaMKI VICCIIeo-
BaHIIA, TPeAIIouNTas, HapuMep, 6omee OTKPBITOE U AMHAMIYHOE HOHATHE «L[EHTPa VICKYCCTBa»
«peTMOHA/IbHOI HIKO/Ie». VICXOfs 13 9TOro, ObIIM IIepeoCMbICTIEHB KOPITYChl PabOT aHOHMMHBIX
U U3BECTHBIX MacTepoB (Takux kak Komom6, Ilyaiie, Mactep Knop ®panirysckoit — Inmya Taccap?).

Pa6oras B sTom Kmoue, Llentp Boiciux VccnegoBanmit Peneccanca (CESR) samyctun HoBbIe
uccrenoBarenbckue nporpaMMel. «ARVIVA» karamormsupyer, aHanusupyeT U usydaeT 1300pa-
3UTE/IPHOE MCKYCCTBO HONMMHBI JIyapbl B IIMPOKUX XPOHONOTMYECKUX paMKax ¢ 1470 mo 1600 r.
«Sculpture 3D» mpeparaeT 3aHOBO PacCMOTPETb OCHOBHBIE MAMSATHUKM IIPU IOMOIIV TEXHO-
JIOTMM JIONIOTTHEHHOJ PeaJbHOCTH, Habbl, BBIXOAA 3a TPAfMIVIOHHbIE PaMKV, IIOCTaBUTh HOBBIE
KOMIIBIOTEpPHbIe TEXHOJIOTUM Ha CIY>KOy Hay4HOMY aHaju3y. IlepBble IIOfBI 9TUX [ABYX IPOEKTOB
PasHOOOPA3HBI U 3aTPArMBAIOT KaK IIePeCMOTP MePUOAU3ALIVI Y IIEPEOCMBICTIEHVIE XY 0>KECTBEHHOI
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3BOTIOLUY U ee POPMAIIbHOTO BBIPKEHNSA, TaK U aHA/IN3 POJIU Pa3/INIHBIX YIaCTHUKOB XY/OXKe-
CTBEHHOTO IPOILIeCca, 3aKa34MKOB M XYHO>KHUKOB, B CJIOXKHOM IIe€pelieTeHUM COLMAIbHBIX CBS-
3eit. Hamr fokmaz mpomimocTpupyeT 3T0 Ha KOHKPETHBIX NpuMepax: Typ Kak cTonmila poCKOIN;
IPUXOACKAs IIePKOBb KaK LIEHTP MUKPOUCTOPUY COLMAIBbHON CeT!; HeOIyOIMKOBaHHBIE NIPOU3-
BeJIeHMsI ¥ HOBBIN MOAXOJ] K M3yYEHMIO U3BECTHBIX paboT.

3BepeBa AneKkcaHapa
Lenmp Ponana Mynve, HayuoHanvHolil UeHmp HAY4HbIX UCCTIe008aHULL,
Ynusepcumem Iapuxc-Copbonna, Ppanyus

Kwmmnuc Knanccenc (1536/37-1605), HemsBecTHBIIT MacTep 3 bpiorre:
C1o>XHOCTH aTpUOyIUM HOPTPeTOoB 3moxu BospoxaeHns

CeMbs OPIOITCKUX XYAOXKHMKOB KimamcceHc JOCTaTOYHO XOpOLIO M3BECTHA U M3ydeHa O1aro-
Iaps, IpexX/ie BCero, HeCKOTIbKIM COXPAaHUBIIVMCS 1, YTO HEMATIOBXHO, IOANVCAHHBIM paboTaM
[Inrepa Knanccenca crapuero (1499/1500-1576) n ero mmagummx cbiHoBeVt AHTOHMSA (1541/42-1613)
u [Iurepa mmapuiero (ok. 1542-1623). Tem He MeHee, HECMOTPsI Ha TO, YTO MM CTapIIEroO ChIHA,
JKunnuca, BcTpedanoch B JOKYMEHTAX JOBOJIBHO YaCTO M YTO €T0 Kapbepa KaK XYOKHMKA Kasa-
nach Oojee yCHEUTHOM, 4eM y OpaTbeB, OTCYTCTBYE HMOANMCAHHBIX KaPTUH 3HAUUTETBHO 3aTPYH-
HSJIO aTpUOyLuIo.

B 2009 r. bpextom [leBunbpe 6bU1 HajimeH u omybOnukoBaH 3aka3 1576 r. Kimaca Ban ge Kep-
xoBa JKmwmwmncy Knauccency Ha Tpuntux-snutaduio, e 60KOBbIe CTBOPKM KOTOPOTO XPaHSATCA
B Mysee bypanemTa nox umeneM IIutepa Knauccenca crapuiero. Ha ocHOBaHMM 3TUX CTBOPOK
HeBunbae npunucan XXumnicy HeCKONbKO APYIMX KapTUH, IO 9TOTO CYMTABIIUXCS paboTaMy ero
OparbeB, OTMeYass TeM He MeHee TOXKJEeCTBEHHOCTb CTIIA TPeX XyAOKHMKOB. VI muib nossieHne
B IIPOLIJIOM T'Ofly Ha IMApVKCKOM PhIHKE MCKYCCTBA «IIOPTPETa HEM3BECTHOTO JBOPSHMHA PAbOTHI
HeMeIKol1 mKonbl XVI B.» I03BOMNIO B IOMHOI Mepe PacKpbITh TalaHT JKumnca-noprpeTucra
VI OPUTVMHAIBHOCTD €T0 MaHEPHI.

ViccnenoBaHue 9TOV KapTUHBI NIPEKPACHO MIIIOCTPUPYET CIOKHOCTH aTpUOYLUM IOPTPETOB
CesepHoro BospoxxzeHys 11 HeOOXOIMOCTD BBIXO/a 32 PaMKJ YVCTO CTVWIMCTIYECKOTO aHA/IN3a.
B m3yueHuu sTMX npomsBefeHMII MCTOPUK VICKYCCTBA He JJO/DKEH IpeHeOperaTh ujeHTIudMKaLeln
MOPTPETUPYEMOTO U HATUPOBKOI KOCTIOMA, MCCIEJOBaHMEM OCHOBBI U Kpaco4yHoOro cnodA. bonee
TOTO, IMEHHO 3TV CBeNEHMs, KaKUMM Obl CKyZHBIMIU OHVM HU MOIJIV MHOTZA IIOKa3aTbCs, MO3BO-
JIAIOT JIeTde U ¢ OOJIbIIelt JoIell BepOATHOCTY aTpuOyTUpOBaTh IOPTPETHI S10XU Bospoxjenns,
BOCCTAaHOBUTD KOPITyC MaCTE€PCKOM KaXK/IOTO Xy[OKHIKA, a TAK)K€ BbIABUTb MHOTOYVIC/IEHHBIE TI03/[]-
HJ€ KOIUM U TOAJENKIA.

Alexandra Zvereva
Centre Roland Mousnier, University Paris-Sorbonne, France

GiLL1s CLAEISSENS (1536/37-1605),
UNKNOWN MASTER FROM BRUGGE:
DIFFICULTIES IN ATTRIBUTING THE NORTHERN RENAISSANCE PORTRAITS

The Claeissens family of painters in Bruges is apparently well known and studied, thanks mainly
to a few extant paintings signed by Pieter Claeissens the Elder (1499/1500-1576) and his younger
sons Antoon (1541/1542-1613) and Pieter the Younger (c. 1542-1623). Nonetheless, despite the fact
that name of the eldest son, Gillis, recurs fairly frequently and his career seems to be more successful
than those of his brothers, the absence of signed paintings has complicated attributions.
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