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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was a man of Romanticism and a visionary genius as well. He was occupied with the ideas of the in-
finity, great drama and of the divine that challenged viewers’ senses of space and time. “Walking Upon
the Sea” is an art piece of its time, a manifest reflection of skepticism of the era of groundbreaking ex-
periments, innovations and discoveries. Special attention is paid to the elements of the painting re-
vealing the author’ interest in tuning viewers’ emotions and artistic devices to gain a new dramatic
impact on them. Apart from this, there is an attempt to interpret his choice of a religious theme which
is apparently incompatible with the romantic worldview and how it was correlated with a romantic
category of the sublime. Aivazovsky will return to this theme at least twice in his later career. The pa-
per contains the analysis of the artist’s symbolic lanuage and the means he used to set his inner eye
into the core of his artworks.

Tusana bopuy, Virops boposan
Benepaockuii ynusepcumem, Cepoust

B nmouckax Bo3BbIlIeHHOro: ViBan AiiBa3soBcKuil «X0KaeHue 1mo Bogam» (1849)
u3 [ocymapcTBeHHOr0 XygoskecTBeHHOro coopanus Koponesckoro gsopua B Cepoun

Henopparonasacsa cnoBeCHOMY BbIpaXKEHMIO pOMaHTUYECKasA KaTerOpUsA «BO3BBIIIEHHOT0» YBJIE-
Kajia ¥ MCKyIIaja 3HaMeHUToro xypokHuka XIX cromerus Visana KoncrantuHoBuya AiiBasos-
ckoro. CBOM pa3MBIIUIEHNUS O Hell OH BOIUIOTMI B OeCUMC/IeHHBIX BU3YaIbHBIX oOpasax. Jokan
IIOCBSAIIEH CaMOJl paHHel M3BECTHOJ BepCuy ero KapTUHBI «XoX/eHne Mo Bogam» (1849), koro-
pas HeaBHO ObIa 3aHOBO OTKPBITA ¥ IIPeACTaB/IeHa IIOCTIe pecTaBpanyy u KoHcepsanuu B [ocy-
JapCTBEHHOM XynoxkecTBeHHOM cobpanuu (KoponeBckmit gBopen, benrpan). Ilpenmoxena mo-
TIbITKA aHA/IM3a 3TON CBOe0OpasHOll pabOThI, B KOTOPOI HOYHOI Mefi3aK MITOPMAILETO MOPS CTY>KUT
BbIPa)KEHMEM PEIUTMO3HON TEMBI, IIOJAHHON CKBO3b IIPM3MY BHYTPEHHEIO MIPa XY/IOXKHIKA, €T0
MBICIeNl, MUPOBO33PEHNUA Y IIPOBUJICHN O TPALYIIUX rofiaX. AJIBa30BCKMIL OBUT 4eJIOBEKOM SII0XU
pOMaHTM3Ma U TeHNeM-BU3MOHepOM. Ero [yMbl BONMHOBaIM HMOHATHUA «OECKOHEYHOTO», «OoxXe-
CTBEHHOI'O», «BEJIMKOI IpaMbl», KOTOPbIE IOMa/IN TPAJNLIMIOHHOE BOCIIPUATIE IIPOCTPAHCTBA U Bpe-
MEHV B M300pasuTeNIbHOM UCKYCCTBE. «XOXKIeHNe II0 BOfaM» — IIPOM3BeieHIe CBOET SIIOXM, OT-
YEeT/IIVBO OTPA3MBIIEEe CKENTUIM3M 3Pbl PEBOMIOLVIOHHBIX HAYYHBIX OTKPBITUI U 9KCIIEPUMEHTOB.
Ocoboe BHUMaHNE B JOK/Iafie YAEIEHO OCOOEHHOCTAM KAapTVHBI, CBUJIETE/IbCTBYIOLIVIM O CTPEeM-
JIEHUY XY[IOXKHMKA HACTPOUTD SMOLIVN 3PUTETA, U XY[J0’KECTBEHHBIM IIpMeMaM, C TIOMOILIbI0 KOTOPbIX
OH JJOCTMUIAeT HOBOTO ipaMaTudeckoro apdexra. Kpome TOro, npeanpuHsaTa momnbTka 00bsICHUTD
BBIOOP PEUTVIO3HOI TEMBI, OYEBMTHO HECOBMECTVIMOII C POMaHTUYECKIIM MUPOBO33PEeHMEM, I BbI-
SABUTDb, KAK OHa COOTHOCUTCS C KaTeropueil «BO3BBIIIEHHOTO». BriocnencTBum AiBa3oBCKUil Bep-
HETCS K 9TOJ TeMe IO MEHbIIEN Mepe ABaXKAbI. B 3akmrouenne npuBeieH aHaIN3 CUMBONINYECKOTO
A3BIKA XY[JOXKHVKA U CPENCTB, KOTOPble OH MCIIOJIb30BaJI, YTOObI HACTPOUTD CBOJI BHYTPEHHMII
B30p /LA IPETBOPEHV PEATbHOCTY B XyIOXKeCTBEHHbIe 00pa3bl CBOMX IIPOM3BEICHMIL.

CkBopnoBa ExatepuHa AnekcaHpoBHa
Canxm-Ilemep6ypeckuti eocyoapcmeennuiii ynusepcumem, Poccus

ITanopama A. A. Ponnepa: HoBble manHbIE
o nanopamax B Ilerep6ypre B cepequne XIX Beka

Jlo mocnegHero BpeMeHM IaHOpPaMa, JuopaMa M POACTBEHHbIE UM XYIO>KECTBEHHbIE ABJIEHUSA
OCTaBa/IMCh BHE IO/ 3PEHMA CIIELMANNCTOB 10 PyCCKOMY MCKyccTBY. Ecm pasBuTme gmopambl
B Poccum B coBeTcKmil mepmoj; HaKOHeI] MOMY4YWIO B IIOC/IEJHME TO[bl BCECTOPOHHIOK XapaK-
TepUCTUKY B paborax A.A. JIpy>)kMHUHA, TO 00600IIAIOEr0 MCCIeOBAHNA, KOTOPOE OCBEIIAIo
Obl OpITOBaHMeE U pa3BUTHe aHOpaM u ayopaM B Poccun B XIX B., He co3faHo 1o cux mop. Jaxe
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