The works of I.1. Vien, P.P. Chekalyevsky, A.N. Olenin are important sources for the examination
of the approaces to the issues of restoration.

A conference secretary of the Academy of Fine Arts P. Chekalevsky in his “Discourse on the Free
Arts” postulates independent aesthetic value of fragments. Recognition of the value of a ruined monu-
ment appears especially important from the point of view of an artistic school and an attitude to the
problem of cultural heritage.

The first work offering an attempt of theoretic conceptualization of the issues of sculpture restora-
tion to be published in Russia was “The Thesis on the Influence of Anatomy on Sculpture and Oil
Painting” by I.I. Vien. It provides theoretic explanation of the necessity of using the knowledge of ana-
tomy to solve restoration problems.

The first and so far the only work in Russia dedicated to the issues of sculpture reconstruction with
the use of gypsum molds is “The Experiment of Restoration of an Ancient Statue of Cupid Stretching
the Bow” by A.N. Olenin. In order to carry out a scientifically based reconstruction of the position
of human arms stretching a bow, A. N. Olenin gathered a significant ethnographic material and pre-
sented the proofs to justify its use.

V.1. Demut-Malinovsky who was entrusted to perform gypsum plastic reconstruction managed
to avoid anatomic errors. The illustrations used by A.N. Olenin in his work clearly demonstrate the
credibility of his arguments.

The book of A.N. Olenin reflected a new concept of restoration formed as a result of both the
study of ancient heritage and the works of European authors and general development of historical
scientific ideas of the second half of the 18th century and laid the foundation for further development
of theoretic restoration principles of the 19th century.

CupopoBa-Crnrocapenko TatbssHa ButanbeBHa
Tocyoapcmeennas menepaouoxomnanus «Kynomypa», Poccust

PeHeccaHCHbIe acnieKThI TBOpYecTBa A. I. BeHenmmanoBa — B KOHTeKCTe
«pycckoro 6upepmaiiepa»

3asAB/IeHHasA B IOK/Iajle TeMa, Ha Hall B3IVIAf], ITO3BO/AET II0O-HOBOMY B3IIIHYTb Ha TBOpYe-
CTBO TaKOTro, Ka3aJIoChb Obl, BCECTOPOHHE M3YYEHHOTO XyOXHMKA, Kak A.I. BeHennanos, a Taioke
Ha OTZE/NbHBIE aCIeKThl CTWIA OupepMmariep.

Y>xe JaBHO OBIIO 3aMedeHO, 4TO amoxa IIpocBelenns, Ipyu Bceil CBOel IPakIaHCKO-BOCIIN-
TaTe/IbHOJI HAIIPaBJIEHHOCTY, AABMIACH CBOETO POja IPOJO/DKEHMEM Ha HOBOM ypOBHe upeit Pe-
HeccaHca. ITO BBIPA3MIOCh B TOPXKECTBE HAYYHOTO VM TEXHUYECKOTO 3HAHNA, HOSBICHUY HOBOTO
TUIIA XyZOXKHVUKA-y4eHOTO, NpeACTaBIeHNy 00 upeasne KakK CUHTe3e eCTEeCTBEHHBIX KayeCTB Ha-
Typhl U T. Ji. CBOe OTpa)keHMe NaHHBI — PeHeCCaHCHBI — acneKT [IpocBeleHNs Hallel B 0CO-
60i1 — OpMEHTMPOBAHHOI Ha 4Ye/IOBeKa, IPUHIUINAIBHO HeO(UIMO3HO BETBY KIACCUINU3MA,
C KOejf, Ha Halll B3IJIAJ], TECHO CMBIKAeTCs CTWIb OumepMariep, a IMEHHO, €r0 paHHSAS, «BBICOKasI»
cragus, farupyomasacsa nepuogom 1810 — Havama 1830-x It

PeneccaHcHbIe MpeasIbl NIPOSABIINCH B MHTEpece MacTepoB OupepMaiiepa K KOHKPETHOI Jeli-
CTBUTETBHOCTY, KOTOPYIO OHM IIOHVMAJ/IM, OGHAKO, B KOHTEKCTE €INHOTO, Pa3yMHO YCTPOEHHOTO
1IeJIOTO U HepeIKO M3y4aIi ee C HOMOIIbI0 eCTeCTBEHHO-HAayYHbIX MeTofioB. OTcIoa 0cobasi, TOYHO
nepefaHHasA MIPOCTPAHCTBEHHO-CBETOBAs Cpefla paHHeOujepMaliepOBCKIX KapTUH, Ifie IO — I10-
NIOOHO IepCOHaKaM PEHECCAHCHBIX KapTWH — He CTO/NbKO OOILIAIOTCSA APYT C APYTOM, CKONBKO,
yOIyOMBIINCD B ce6sl, IPUCTYIMNBAITCA K «4eMy-TO OOIbIIeMy».

IIpu BceM TOM, YTO peHEeCCAaHCHBIE YepPThI OBIIM CBOJICTBEHHBI B TOVI VI MHOJ CTENIEHN BCEMY
«BBICOKOMY O1JiepMaiiepy», B TBOpUecTBe BeHelaHOBa, B CU/IY €r0 HAl[MOHAIbHBIX Y MHVIBUY-
aJIbHBIX 0COOEHHOCTEN, OHY BOIUIOTM/INCH Hanbosee sipko. COOCTBEHHO, OyAy4n BJOXHOBMTENIEM
«pycckoro bupmepmaiiepa», BeHelmaHoB Bce e MIPEBOCXOANII €0 10 CBOMM MacIiTabaM: ero TBOp-
4eCcTBO HaXOfWJIOCh CKOpee B TOUKe IlepecedeHns buepMaiiepa 1 «4ell0BeKOCOPa3MepPHOro» Kilac-
cunuaMa. BeHelmaHoBa B IepBYIO O4epefb MHTEpeCyeT YeloBeK (a He cpefia M He MHTepbep, Kak
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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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