The art of three main masters active at the court of the Este family: Cosme’ Tura, Francesco del
Cossa and Ercole de’ Roberti was on the scholar agenda in the early stages of studying the art of 15th cen-
tury. Modern historiography also studies the sources of their art and their reciprocal influence. How-
ever, the very concept of “school of painting” always comprises the existence of some cultural and ar-
tistic environment and also the presence of a large number of artists of different talent and fame.
In this regard, a complete study of the early Renaissance in Ferrara is impossible without paying at-
tention to the work of several anonymous artists.

On the basis of the unusual stylistic features assigned to their works, these artists have received
in the Italian literature conventional names “Maestro dagli occhi spalancati” and “Maestro dagli oc-
chi ammicanti’, which remind the Morellian terminology and method of attribution. Their contribu-
tion to the formation of the Ferrarese painting is proved by the fact of their participation in the dec-
oration of the Hall of Months in the Schifanoia Palace, the most important pictorial cycle of the
2nd half of the 15th century. Also, several works of easel painting, located mainly in Ferrara collec-
tions, are attributed to them.

These artists show the same stylistical peculiarity, which is special to all the Ferrarese painters
of the 15th century. Their works have the same trends and traditions of the Ferrara court art, that’s
why we explore both easel and monumental painting, and the book illumitation. With the methods
of iconographic and stylistic analysis, we put the works of anonymous artists in the general context
of the Ferrarese painting.

MmuxaiinoBa-CmonpHsaKoBa Ekarepuna Cepreesna
Esponeiickuii ynusepcumem 6 Canxkm-Ilemep6ypee, Poccus

K ananusy nso6paxennii TaHI[a B 310Xy Bo3poxxmenns:
IIpuMep KMHeMIYECKOTO MOAXO0a

TepMuH «KuHeMMU4IecKoe 3HaHUE» COENVHSET B ceOe MOHATHUA «KMHECTeTUYECKIUI», TO eCTb VIMe-
IOLIVIT OTHOLIEHVE K YyBCTBY JIBVDKEHUS U ITOJIOKEHVSI COOCTBEHHOTO TeJla MM ero OT/e/IbHbIX Ya-
CTell, M «3MUIECKUII», TO €CTb OTHOCAIIMIICA K ONVCAHUIO IIOBEJEHNA VI MUPOBO33PEHNA NPE/ICTa-
BUTEJIEI TeX VIV VIHBIX KY/IBTYP M COOOIIECTB C TOUKM 3PEHVIS YelTOBeKa, IIPYHAIEKAIET0O K HUM.
Knnemmnyeckoe 3HaHMe — 3TO 3HaHME O TPAAMLIVIOHHBIX [/ JAHHOV KY/IBTYPbI ABVDKEHMAX C TOUKM
3peHus IMpefCTaBUTeNIel 3TOi KyIbTYphlL. B cirydae n300pasuTeIbHOrO MICKYCCTBA BIaJieHNe KUHe-
MIYECKUM 3HaHJEeM II03BOJIET 3PUTETI0 BEPHO OIPee/TnTb, KaKyie MMEHHO JeVICTBUA M300pakeH-
HBIX /NI ObUIM 3a(PUKCHPOBAHbBI XYZOKHIMKOM, TO €CTb BEPHO MHTEPIIPETHPOBATH COAEpKaHVe
1300pakeHHOIT crieHbl. OTCYTCTBYE KMHEMIYEeCKOTO 3HaHMs, HA000POT, MOXKeT IIPUBECTH K VICKa-
JKEHHOMY BOCIIPUATHIO A3bIKa TeJa MIEPCOHAXKEN 1, KaK CIENCTBNE, TEM VIV HBIM CEMAaHTUYECKUM
HOTepsIM IIpK aHanu3e u3obpaxenns. Hapsagy co sHaKoMCTBOM ¢ Tpapuiyelt n306paskeHns HeoO-
XOIVIMOCTD BJIQJIEHMA aJIEKBAaTHBIM M3Y4aeMOMY IE€PUOLY MU KY/IbType KMHEMUYECKMM 3HAHMEM
BBIXOIMT Ha IepBbIII IUIaH IIPY aHAIM3e M300paskeHNII TaHIIa, IpoQeccuOHaIbHbIX YN Hertpodec-
CHOHAJIPHBIX T€aTPa/IbHBIX IIPEICTAB/IEHNIA, CIIOPTUBHBIX UTP U/ COPEBHOBAHUM U T. [I.

B XIV-XV BB. nogasnsiomee 60IbIINHCTBO M300pa>keHNIT TaHIla OTHOCU/IOCH K TPYIIIIe M30-
OpaKeHuIl, B KOTOPBIX TaHel] VIMe/I JOIIOTHUTE/IbHYI0 CEMaHTIYECKYI0 HaTPy3Ky U CITY>KIJI OfHUM
VI3 CPelCTB Iepefauy cMblcia. IIpy aHanmse Takoro popa M3oOpa>keHMl Ieper MCCIefoBaTeneM
BCTAIOT JIB€ OCHOBHbIE 3aJjaull: ONIPEIENIUTD CLIEHY KaK TaHLIeBa/bHYIO I KOPPEKTHO MHTEPIIPETH-
pOBaTh ee XapaKkTep U, COOTBETCTBEHHO, IlepeflaBaeMblil €10 CMBICI. B ciydae, ecnu nsobpakenue
CO3JIaHO IIPeICTaBUTE/IEM TOVI JKe KY/IbTYPBl, IPUBJIeYeHIE KIHEMUIEeCKOTO 3HaHMs 00 9TON KY/Ib-
Type MOXeT ITOMOYb M30eXXaTh HETOYHOCTEI MM OIIMOOK.

B kauyecTBe mpumepa KMHEMMYECKOTO IIOAXOJA PAacCCMOTPUM JBe rpaBlopbl bauuo banbpunm
B KOHTEKCTe 3HaHUII o creryduke 6accaaHIbl — JOMIHUPYIOLIEl eBPOIeicKoil XopeorpaduyecKoit
¢dopmbl 1400-1550-x rr. brarogaps UCIOIb30BAHMIO KMHEMIYECKOTO 3HAHMSI MOYXHO YTBEPXKAATb,
4TO B C/Iy4ae 00erx rpaBiop M300pa’keHHbIe Mapbl, TPAANLINOHHO OIVChIBaeMble KaK «IIPOTY/IN-
BAIOLIMECA» VIA «CTOAIINEY, CIIONHAIT TaHEell, TPAJULMOHHO aCCOLMUPYIOIMIICA C «BBICOKON»
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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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