KY/IBTYPOJI paccMaTpyBaeMoli anoxu. ITa MHGopMauys I03BOJIAET YTOYHUTD 3HaYeHue 1300pa-
JKEHHBIX CIieH M B CIydae OfJHOI M3 JABYX pabOT IIOMECTUTb ee B KOHTeKCT Tpaauiuu «IInacok
CMepTN», YTO He ObUIO CHeNTaHO HpPebIAYIIVIMIA MCCIeJOBATE/IAMIL.

Ekaterina Mikhailova-Smolniakova
European University at Saint-Petersburg, Russia

TOWARDS THE ANALYSIS OF THE RENAISSANCE DANCE IMAGES:
AN ExAMPLE OF THE KINEMIC APPROACH

The term “kinemic knowledge” comprises two concepts. The first, “kinesthetic”, means the sensa-
tion of movement or strain in muscles and tendons — muscle sense. The second one, “emic”, means
knowledge or interpretations existing within a culture and best described by a “native” of the culture.
Kinemic knowledge describes traditional types of movements from the point of view which is “na-
tive” for studied culture. Within fine arts kinemic knowledge allows one to define correctly what
movements were depicted by an artist, i.e. to interpret the meaning of the scene. On the contrary, ab-
sence of kinemic knowledge may lead to misunderstanding. Analyzing images of dance, professional
and non-professional theatre performances and sport games and competitions and so on, one needs
not only to be acquainted with the tradition of representation, but also to have kinemic knowledge
of this culture, which is of great importance in this case.

In 14th-15th centuries most of the dance images were more or less symbolic and had additional
meanings. Dance was one of the tools to transfer meanings. Studying this type of images a scholar
should solve two problems: identify depicted scene as a dance scene and interpret correctly its fea-
tures and, therefore, its meaning. If the scene was depicted by a representative of the same culture, us-
ing kinemic knowledge may help to avoid interpretation inaccuracy or even faults.

As an example of kinemic approach we will examine two etchings attributed to Baccio Baldini
in the context of bassedance choreography culture of the 1400-1550s. Kinemic knowledge enables
us to state that in both cases the pairs depicted are not “walking” or “standing” (as they are tradition-
ally described) but “dancing”, performing basse dance — the dance type which is associated with Eu-
ropean high culture of the Renaissance era. This conclusion allows to specify the meanings of the
scene depicted and put one of the etchings in the “Dance macabre” context.

Maxo Onbra IeoprueBna
Tocyoapcmeennviii Spmumas, Cankm-Ilemep6ypeckuti 20cy0apcmeeHHbIll UHCMUMYM
KuHo u menesuderus, Poccus

O6passl My3 B xxuBonucu Peneccanca u HoBoro Bpemenn.
Ot cryguono JInonemno x’Icre 70 KapTUH HEOK/TACCULII3MA

O6passl My3 HOABIAITCA B UCKyccTBe PeHeccaHca B cepenyiHe XV CTONETVsI, OYEBULHO Kak
OJJHO U3 CBUJETENbCTB B3aMMOJMENCTBYA KyIbTYpbl BO3pOXXIeHMA ¢ aHTUYHON KyIbTYpOil. DTU
00paspl IPUCYTCTBYIOT B TAaKMX 3HAUMTEIbHBIX aHCAMOJIAX, KaK LIMKIIbI KMBOIVCHBIX KOMIIO3M-
it g crypuono JInornemto x9cre Bo aBopue benbdpope mmm cBsizanHoro co crypnono Depe-
puko ga Monrtedensrpo B ypounckom [lamanno JJykane ManeHbKOM CBATWININE My3. B mpous-
BeJIeHVAX MacTepOB KBAaTPOYEHTO OHM HAIIOMHAITCS MHOTOI'PAHHBIM aJIJIETOPUYECKUM CMBICTIOM,
COIIPATAIIVM aHTUYHYI0 COCTAB/IAILIIYI0 CO CPEIHEBEKOBOI, B PE3y/IbTaTe 4€ro POXXAAETCA HO-
BO€ KavyecTBO.

B camom koHIje XV cTO/IETNS Ha CMEHY CepMsAM OT/E/NbHBIX N300paskeHNiT IPUXOAUT MHOTO(M-
TypHasi KOMITO3UIVSI C MHOTOTPaHHO pa3paboTaHHOI porpaMmon — TakoB «[lapHac» AHnpea Man-
TE€HbU IS CTYSUOIIO M3abemnpl o' IcTe B ManTtye. MOXHO CKa3aTh, YTO CBO€J BEPIUVHbBI Pa3BUTHE
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TeMbl fiocTuraer Bo ¢pecke Padasna «Ilaprac» mma Cranner pemta CeHbATypa BaTmkanckoro
IBOPIa, Iie POXKAAeTCA MapagurMa abCoMOTHO rapMOHUIL.

B >xuBommcu knaccunmsma XVII B., B nponssenennax Hukona [lyccena, Hampumep, 1 HeOK/1ac-
cunuama XVIII ctonetns, kak y AHToHa Pahasna Menrca, 06passl My3 IpOJO/DKAIOT Pa3BUBaThCA
10, HECCOMHEHHBIM PeHeCCaHCHBbIM BiuAHMeM. OIHAKO B CPaBHEHMM C IPOTrPaMMHOJ HACBIIEH-
HOCTDIO, XapaKTE€PHOI1 JI 9110XM BospoKmeHnsA, OHM IOCTENIEHHO TEPAIOT CBOK MHVBUYaTN3M-
POBAaHHOCTD M MOIMCEMAaHTUYHOCTD, CTAHOBSACH 00JIee OJHOIVIAHOBO 3HAKOBBIMIA

Olga Makho
The State Hermitage Museum; Saint Petersburg University of Film and Television, Russia

MUSES IMAGES IN THE RENAISSANCE AND AFTER-RENAISSANCE PAINTING
FroM L1ONELLO D’ESTE’S STUDIOLO TO NEO-CLASSICAL PAINTINGS

Muses appear to be pictured in art of the Renaissance from the mid-15th century, possibly as the
evidence which proves the link between the Renaissance culture and culture of Classical Antiquity.
Their images are to be found in significant ensembles like paintings from Lionello d’Este’s studiolo
at Belfiore palace, or a small Muse sanctuary close to Federico da Montefeltros studiolo at Palazzo
Ducale di Urbino. In the works created by the artists of Quattrocento the images are filled with ver-
satile allegoric sense that composes Classical and Medieval components bringing the result to a new
quality.

In the very end of the 15th century series of separate images start to change into multi-figured
compositions with a diversified programme like in “Parnassus” by Andrea Mantegna painted for Isa-
bella d’Este’s studiolo at Mantua. It seems true that the apogee of the theme was reached in Raphael’s
“Parnassus’, fresco painted by him for stanza della Segnatura at the Vatican palace, where the para-
digm of the absolute harmony is born.

With the evident influence of the Renaissance, Muse images developed in the classicist painting
of the 17th century —in the works by Nicolas Poussin, and the neo-classicist art of the 18th cen-
tury — in those by Anton Raphael Mengs. It is notable though that in comparison with the program-
matic riches characteristic of the Renaissance, they gradually lose their individuality and polyseman-
tic meaning to become plain in their sense.

Hynnna Mapusa Bragumuposna
Mocxkosckuii 2ocyoapcmeenHtolii yHusepcumem umenu M. B. Jlomonocosa, Poccus

Barukanckuii gBopen 1 ¢popMUpPOBaHIe TUIOTOTUN PUMCKOTO IATALIIO0
BTOpOIi NOTOBUHBI XV BeKa

Tunonorua peHeccaHCHOTO IMajalllo BO3HMKAET U pa3BuBaeTca B XV BeKe B pa3HbIX IOpofiax
Utamun u Bcropy obmamaeT coeit crienngukoit. B atom oTHomenun PuM faet BecbMa MHTEpec-
HYI0 ¥ IIOKa3aTe/lIbHYI0 3BOMIOLMIO 3TOM Tunonorny. OHa MpOCIeXUBAETCA HE CTONb OYEBUHO
U ICHO, KaK Bo ®PyopeHuNn u B Apyrux OYpHO pasBMBABIIMXCS XY[JOXXeCTBEHHBIX LleHTpax Jra-
mu. B Beunom ropope nepsoit nonosuHbl XV B., €Ba OIPABUBIIEMCA OT PaspyIINTENIbHOTO I
HETO Iepuoja ABMHBOHCKOTO IUIEHEHN IIall, YaCTHOE CTPOUTENBCTBO HOCUT XaOTUYHBIN XapaK-
TEp ¥ He MOAKPEIUIAETCA HU TeOPETUYECKO OCHOBOJ, HU IOCIEJ0BaTENbHO JIOTMKON Xy[gOXKe-
CTBEHHOT'O 3aMbIC/Ia.

Curyanma paiKaabHO MeHAETCA B cepefiuHe XV BeKa B CBA3M C MISMEHEHNEM BCell Xy 0XKECTBEH-
HOJI cuTyanyy B PuMe 1 IIOSIB/IeHMEM Ha IIAIICKOM IIPeCTOIe MOHTV(VKOB, IOCTABUBILNX 1[e/IbI0 CO3-
JIaTb HOBBIT 06pa3 BeyHoro ropoza, B TOM 4rcie yepe3 M3MEHEHIE er0 apXUTEKTYPHOI JeKOpaIIL.

O6paTyBIIVICh K HAYaJIbHOMY 9TaIly pOpMUpPOBaHMA PEHECCAHCHOTO IAIalIo B Pume, MbI 06-
HapY>X/M BO3HMKHOBEHME OTYET/IMBON TUIIOJIOTUA y>Ke B BaTMKaHCKOM [IBOplie, CO3aHHOM IO,
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