nocne cMept. Cam Makcumunas | mogyepkyBa, 4To CO3JZaHHBIE M 3aKa3aHHBIE UM IIPOU3Be-
leHVsI TIPU3BAHBI €0 YBEKOBEUNTh. JTa Mes caMa 10 cebe sB/AeTCS PKUM IPOSIBIEHNEM TeMbI
vanitas, IIOHATOI KaK HeOOXOMMOCTb IOAeP>KMBATh ITAMATb O YeIOBEKe.

B noprperax mmmneparopa, CHaOKEHHBIX TEKCTaMM B JyXe APEBHEPUMCKUX onuTadumii, oT-
pPasuIoch cTpeMyieHre 3aduKCHpOBaTh ero oOmkK. JKemaHue yBeKOBEUUTb JessHUs MMIlepaTopa
IpUBENO K Co3faHuio aBrobmorpadpmyecknx courHenuit «Toitepmank» (1517) u «BaitcckyHur»
(1516-1519 rr.) n cepuit kcunorpadumit « TpuymeanbHas nponeccusa» (1516-1519 rr.) u «Tpuym-
¢danpHag Apka» (1515 r.). B Hux mpocnasieH He TOIBKO caM MMIIEPATOp, HO ¥ MHOTHUE eT0 POfi-
CTBEHHMKI, yKe YMepIiIre K MOMEHTY CO3[aHus TeKCTOB U WTIOCTparuit. [Ipu sToM aBTOpBHI I1po-
U3BefleHNT M300paKaloT 3TUX HMEepCOHaKel KakK B BUJe MOrpebasbHBIX CTATyii, TaK U B OO/IMKe
JKVBBIX JTIOfIeNl, OYATO IpUiaBasi UM TeM CaMbIM BEUHYIO >K/3Hb.

Tema ®opryHbl, ellje OfMH BapMaHT TeMbl vanitas, Tak)ke OTPa’keHa B YIIOMSIHYTBIX BBILIE ITa-
MATHUKaX. B xomnosunvm «TpuymbanbHoit Apku» ¥ B WIUTIOCTpAlusAX K 1moaMe «ToiteppaHk»
(1517) BCcTpevaloTcss MOTMBBI, HAIIOMMHAIOIIVE O HEIIOCTOSTHCTBE YZlauMl U O CYACT/IMBOM CIydae,
IPUXOAALIEM Ha IIOMOIb VIMIIEPATOpY.

Liudmila Frolova
Saint Petersburg State University, Russia

THE COURT ART OF THE EMPEROR MAXIMILIAN I OF HABSBURG AS REFLECTION
OF THE VANITAS THEME IN GERMAN RENAISSANCE ART

The vanitas theme played a prominent role in the culture of German Renaissance and underwent
different interpretations. One of them was the idea of the power of chance in the man’s fortune. On the
other hand, vanitas was interpreted as the idea of life brevity, which resulted in an attempt to com-
memorate the person, using biographical genre in literature and portraits in fine art.

The official art of Maximilian I is often researched in relation to the emperor’s political ambitions
without paying due attention to the vanitas theme. Taking into account the importance of this sub-
ject for German Renaissance culture we attempt to discuss this works in frames of vanitas theme.

Court humanist C. Celtis and artist A. Diirer, who worked for Maximilian I, underlined that liter-
ature and fine art could preserve the memory of a person after his or her death. The idea of creating
an art project to commemorate the life of Maximilian can be understood as reflection of vanitas
theme. Portraits of Maximilian, preserving his face after his or her death, carry inscriptions common
to ancient Roman epitaphs. Memory of Maximilian’s acts was preserved in autobiographical stories
“Theuerdank” (1517) and “Weisskunig” (ca. 1510-1519) and woodcut series “Triumphal carriage”
(1516-1519) and “Arch of Honor” (1515). The authors payed attention to Maximilian himself as well
as to his relatives, many of whom were dead by the time of woodcuts creation. In the official art
of Maximilian I there are two different ways of representing dead people: showing them dead (burial
sculptures) or alive as if emphasizing their eternity.

The idea of fortune, another reflection of vanitas theme, was also reflected in official art of Max-
imilian I: in design of “Arch of Honor” and in illustrations to the poem “Theuerdank”.

besry6oBa AHacTacusa AleKCaHAPOBHA
Poccuiickuti uncmumym ucmopuu uckyccmse, Poccust

JKuBonuce nranpsaackoro Bospoxpaenus B coopannu CTporaHoOBBIX.
HoBoe o cynb6e nmeaeBpoB KOWIEKIMN

Hukrto B MNCTOpUN OTE€YECTBEHHOI'O KO/UIEKUVMOHVMPOBAHNA HE ABJIAJICA CTO/Ib CTPACTHBIM II0-
KJIOHHMNKOM MCKYCCTBa 3IIOXU PeHecccha, KaK IMpencTaBUTENN OBOPAHCKOTO poaa CTPOI‘aHOBbIX.
POI[OHa"IaHI)HI/IK O6IIH/IPHOI‘O 3aHaHHOGBpOHeIU/ICKOI‘O CO6P21HI/IFI AHeKcaan CepreeBI/m CTPOTaHOB
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eme B 1793 1. msgan nepsbiii B Poccum KaTanor Xy/i0)KeCTBEHHOV KOJJIEKLIVM, cobupaHue KOTo-
poit Hadastoch B 1750-e rT. PasfeneHHbIN 110 MIKOJ/IaM, KaTa/IOr HACYUThIBa/ 87 MONIOTEH, TOrfa KaK
B 1800 r. B HETO BXOAMIN ONMCaHuA y>Ke 116 KapTuH, 16 13 KOTOPBIX — TBOPEHMA MacTepoB Bos-
poxpennda. Cpegn Hux: npoussefenua Anppea nenb Capto, bponsuno, Koppemxo, Kappauun,
[Tpoxauunnnu, CkefoHe.

[Tpencrasutens gpyroi BetBu CrporaHoBbix — C.I. Crporanos (1794-1882), craBiumit Hacen-
HIUKOM KojuleKuy CTpOTraHOBCKOTO [IBOPIIA, IPOMO/LKII HauMHAHMA CBOETO 3HAMEHUTOTO POf-
crBeHHyKa. C.I. CTporaHoBy y#anoch He TONBKO COOpaTh BEMMKOJIEIIHYIO KOJ/UICKIIVIO KapTUH
paHHero BospoxjieHus, HO U NepefaTh CBOJ MHTEpPeC HAETAM.

Komnnexums I1. C. Crporanosa Bkitodana «Iloxknonenne mmagenny Xpucty» @. Jlunmnu, «CHATHE
c kpecta» Ynma a Konenbsno, a Taioke nponssegenus S. [Tanbmbl M., Cebactbsano penp [Ibombo0,
1. ®. Maitaepu. Oxorno 100 u3 Hux cerofgHs XpaHuTcs B TaMOOBCKOI 00/1aCTHOI KapTUHHOI Tajiepee.

B 3namenurtom pumckom cobpanuu I.C. Crporanosa, >xusiero ¢ 1878 r. B Pume, Haxomm-
NNCh TaKue 1efieBpbl, Kak «MayionHa ¢ Miaafennem» [Inuntypukkno, «MagonHa» Jlyddo, pennksa-
puit ¢ppa bearo Amxenuko, «MagonHa» CumoHe MapTnan, «CB. AHfpeit» JJOMEHUKIMHO U MHOTVIE
[pyT¥ie — M TOJIBKO IIATYU U3 HUX OBUIO CYXKIE€HO IIOIACTb, COIMacHo 3aBenanuio . C. CrporaHoBa
1911 r.,, B OpMuTaX.

B 1931 r. B bepnuue nmpomia pacnpopia’ka CTPOraHOBCKONM KOJUIEKLIVMY, CAHKI[MIOHMPOBAaHHAsA
COBETCKJVM IIPaBUTENbCTBOM. TifaTennbHOe usydeHue 6aspl JanHbIxX [eTTn-nHcTUTYTA, PoHma Kpocca,
@onpa [Isepy 1 KaTasoros BeAyIINX ayKIMOHHBIX JOMOB IIOMOITIO B IIOVICKE «IIOT€PSAHHBIX» IlIE-
IeBpoB 13 ObIBIIelT KoUKy CTpOraHOBBIX.

Konnexknyonnposanme CTporaHoBbIMM NpOM3BeleHMII Bo3poxk/ieHns BbI3Balo BOJIHY MHTe-
peca B cpefie pycckon apuctokparuy XIX-XX BB. K MCKYCCTBY JJAHHOTO BPEMEHM U CTAJIO IIPU-
MEpOM XYJ0>KeCTBEHHOT'O COOMpaTeNbCTBa. B Halle BpeMs IefieBpbI 9TON KOJUIEKIIVIM OCTAIOTCS
HEeOTbeM/IEMOJ YaCThI0 MHOTMX POCCUIICKUX MY3eHbIX COOpaHuIlL.

Anastasia Bezgubova
Russian Institute of Art History, Russia

PAINTING OF THE ITALIAN RENAISSANCE IN THE COLLECTION OF STROGANOFES.
NEwW FACTS ABOUT THE DESTINY OF THE MASTERPIECES FROM THE COLLECTION

The noble Stroganov family was the most passionate admirer of the Renaissance art in the history
of Russian collecting.

The first owner of the vast Western European collection is A.S. Stroganoff who founded it in the
1750s, and published the first catalogue of the collection in 1793. The catalogue was organized accord-
ing to school attribution and contained 87 canvases. In 1800 it included the descriptions of 116 paint-
ings, and 16 of them were the creations of the Renaissance masters with Andrea del Sarto, Bronzino,
Correggio, Carracci among them.

S.G. Stroganoff succeeded not only in making the excellent collection of the Early Renaissance
works but also in passing down his interest to his children.

The collection of P. S. Stroganoff included “Adoration of the Christ Child” by Lippi, “Descent from
the Cross” by Cima da Conegliano, also the works of Palma the Younger, Sebastiano del Piombo,
D. Maineri. Today about 100 canvases are in Tambov Picture Gallery.

In a prominent Roman private gallery of G.S. Stroganoft (who lived in Rome since 1878) there were
such masterpieces as “The Virgin and Child” by Pintoricchio, “The Virgin” by Duccio, reliquary with
painting of Beato Angelico, “Virgin” by Simone Martini, “St. Andrew” by Domenichino and many oth-
ers, and only 5 from them were given to the Hermitage in 1911, according to the last will of the owner.

The sale of Stroganoft’s collection, initiated by the Soviet government, was held in Berlin in 1931.

Careful study of the databases of the Getty Institute, the Kress Foundation, the Fondazione Zeri
and the catalogues of the leading auction houses helped us to find the “lost” masterpieces of the for-
mer Stroganoft’s collection.

141



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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