3TO OBIIO Y IpefCcTaBUTeNell 3allaiHOro0 OupiepMaiiepa), KOTOPOro XYIOXKHMK TPAKTyeT KaK 4acTh
IIPEKPACHOII, pa3yMHOIT BcenmeHHON. Ocobast «TeleCHOCTb» BEHEeIMaHOBCKOW JXVBOINCY YHVIBU-
TEeJIbHBIM 00pa3oM CMBIKAeTCs ¢ «00)KeCTBEHHOI TeeCHOCTbIO» PEHECCAaHCHBIX KapTuH. 06 aTnx
Y MHOTUX JPYIMX PEHECCAaHCHBIX OCOOEHHOCTAX TBOpYecTBa BeHelmaHOBa NHOJfieT pedb B JO-
knage. OTHenbHbIEe IPONU3BEAEHNs PYCCKOTO MacTepa OYAyT COMOCTABIEHBI C KAPTMHAMU MacTe-
poB snoxu Bospoxaenns.

Tatyana Sidorova-Slusarenko
State TV and Radio Company “Kultura”, Russia

RENAISSANCE ASPECTS IN THE WORKS OF ALEXEY VENETSIANOV
IN THE CONTEXT OF “RUSSIAN BIEDERMEIER”.

The subject discussed in the report could provide a new look at the works of Alexey Venetsianov,
as well as at certain aspects of Biedermeier style.

It was long ago pointed out that the Enlightenment, despite its didactic character, was a sort of a con-
tinuation of the ideas of the Renaissance at a new level. The ideal was considered as a synthesis of the
natural elements of the world around, the triumph of scientific and technical knowledge was pro-
claimed, a new type of an artist-the-scientist emerged, etc. Such a “Renaissance” aspect of the En-
lightenment was reflected in a special human-oriented, non-official form of classicism, to which the
Biedermeier style —namely its early, “high” period (from the 1810s to the early 1830s) is closely
linked.

The Renaissance ideals were manifested in Biedermeier artists’ interest to a concrete, diverse real-
ity, which they treated as a reasonably arranged system which could be perceived by both direct ob-
servations and theoretical knowledge. This explains a special, truly represented spatial-light environ-
ment of the early Biedermeier paintings where people, being self-absorbed, listen to “something more
important” rather than talk to each other.

Notwithstanding the fact that Renaissance features were typical for the whole “high Biedermeier”,
in Venetsianov’s works — due to national and individual characteristics of the artist — they are espe-
cially obvious. Although he was the father of “Russian Biedermeier”, Venetsianov however surpassed
it: his works are at the intersection of Biedermeier and human-oriented classicism. The artist took in-
terest in individuals rather than in environment or in interiors, as the representatives of the Western
Biedermeier did. He treated his models as a part of the beautiful, reasonable universe. The specific “cor-
porality” of Venetsianov’s paintings, which is related to the features of national mentality, is, however,
merged with the “divine corporeality” of the Renaissance paintings. In the current report these and
many other features of Renaissance art in the works of Venetsianov will be discussed in detail. Certain
aspects of the work of the Russian artist will be compared with the works of some Renaissance masters.

EBceBbeB Muxann OppeBuy
Canxm-Ilemep6ypeckuii eocydapcmeennulii yHusepcumem, Poccus

Omn6bka Bunmepa?

B 1946 r. B.P. Bunmep nanucan cratbio «Cunbsectp Illenpuu B Vtamum»; ony6anKoBaHa oHa
6bu1a MHOrO mosxe (CoBeTckoe McKyccTBo3HaHue. ‘74. M., 1975. C. 312-328). B crarpe Bumnmep
Ha3bIBaeT «y4MUTeNIeM U BOoXHOBuTeneM» lllenpuna Heanmomranckoro xuBomuca Pagdasane Ka-
pemu (Raffaele Carelli, 1795-1864). Bunmep nouemy-to 60b11 yBepeH, uto Paddasne Kapennn
yMep MononbiM, B 1815 1. Takass HeBepHas MOLPOOHOCTH OMOrpaduy XyZO>KHMKA MMeTIa Cepbes-
HbI€ NTOCTIEICTBYA [ BbIBOfoB Bunnepa. P. Kapennu nomy4nica «ogapeHHbIM MpeflecTBEHHNKOM
C. lllempuHa 1 npeBECTHNKOM IIEH3PA B €BpoIeiicKoi xuBonyucy XIX Beka»; HealloIMTaHCKIE
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neiisaxn Kapemnm, noxoxme Ha neitzaxu llenpnHa, Hen36e>KHO OKa3bIBa/INCh HAIIVICAHHBIMY IIpe-
Xpe menpuHckux (Begb CunbBecTp BriepBble okadancs B Heanone B 1819 r.). U Bumnmep 6n11 ipu-
HY)XJIeH CBOeil OIIMOKOI cunTarh, yTo Paddasne Kapennn Hanbomee sSHAYMTENBHO OB Ha Pas-
BUTHE >XMBOIVCHOTO CTU/IA PYyCCKOTO XyJOKHMKA. HecMoTpa Ha Takoe 3akK/IO4eHMe, MICTOPUK
OTMETHJI CEPbE3HOE XKMBOIMCHOE PeBOCXOACTBO neisaxeli Hlenpnua Hap neisaxamu Kapenny;
a IIOCKOJIbKY CerOf{Hs MI3BECTHO, YTO JOCTOBepHBIX padoT P. Kapennu, HanucanHbix panbie 1833 1.,
HeT U HeT COMHEHMII B TOM, 4TO TBOpuyecTBO Kapemmm oTrHocutca ckopee k cepenmne XIX B,
TO 3HauuT, 4yro P. Kapemm nmmbo mor BupeTs 4To-TO U3 pabor CunbBectpa lllenpuna, mi6o mpo-
CTO B KaKOJI-TO Meépe YCBOUTb MaHEPY HealloMMTAHCKuX neisaxuctos 30-x rr. XIX B.

Buorpadnueckne mogpobHocTy xusuu P. Kapennm kak pas moTomy u 3a0bIINCh, 9YTO XYLOKHUK
OH BeCbMa CpeJHIIL, JaKe B IIpefje/Iax IIKO/Ibl HealloIMTAHCKO Neri3axkHou >xyBomycy XIX B. —u, 1o-
X0)e, OH 3T0 noHuMa. Ilocnenunii pas Kapemnm BbIcTaBIANCA KakK Xupomucel B 1835 r., moce
94ero OCTAaBUJI XKMBOINCD, 3aHMMAACH NIPENOJaBAHNEM Y aHTUKBAPUATOM.

Mikhail Evsevyev
Saint Petersburg State University, Russia

‘Was BoORriSs VIPPER MISTAKEN?

Boris Vipper wrote an article “Silvester Schedrin in Italy” in 1946 which was published in the “So-
viet Art History” only in 1975. In this paper he defined Neapolitan artist Raffaele Carelli (1795-1864)
as “teacher and inspirator” of Schedrin. We do not know why but Vipper thought that Carelli died
young in 1815. This wrong fact in the artist’s biography had strong impact on Vipper’s implications.
In the art historian’s opinion Carelli seems to be “a talented predecessor of Schedrin and forerunner
of plein air in the European painting of the 19th century”. In this case Neapolitan landscapes by Carelli
must have been created earlier than similar works of Schedrin, because Russian artist appeared in Na-
ples only in 1819. This fact forced Vipper to decide that Carelli had great influence on a painting style
of Schedrin. Nevertheless, the art historian noted artistic superiority of Schedrin’s landscapes in com-
parison with Carelli’s works. There are no authentic pieces of art by Carelli dated earlier than 1833.
That is why it is clear that Carelli worked as an artist in the middle of the 19th century. Therefore
Carelli either could have seen some works of Schedrin or was a skilful follower of the manner of Ne-
apolitan landscapists of the 1830s.

It is not surprising that details of Carelli’s biography were forgotten, because he was a second-rate
artist even in comparison with other artists of Neapolitan landscape school of the 19th century. Proba-
bly he realized that fact himself. Carelli was exhibited for the last time in 1835, after that he gave up art
and got into teaching and antique-trade.

Tijana Boric, Igor Borozan
University of Belgrade, Serbia

IN PURSUIT OF THE SUBLIME: IVAN ATVAZOVSKY’S “WALKING UPON THE SEA” (1849)
FROM THE STATE ART COLLECTION OF THE ROYAL COMPOUND IN SERBIA

The indescribable idea of the sublime fascinated and challenged a famous 19th century artist Ivan
Konstantinovich Aivazovsky whose dwelling upon this concept gave rise to countless visual responses.
The paper examines the earliest known version of his piece known as “Walking upon the Sea” from
1849 that has been recently rediscovered and displayed after restoration and conservation within the
State Art Collection of the Royal Compound in Serbia. The report offers the analysis of this particular
image, a peculiar combination of the stormy sea at night and religious theme that embodies artist’s in-
ner self observations, his thoughts, worldview and perceptive power of the years to come. Aivazovsky
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