4 Asmonopmpem. 1817
Xouet, Maciio
46,8 x 35,5

a

Self-portrait. 1817
Oil on canvas
46.8 x 35.5 cm

Bup Coppento
doro. 2009

Sorrento
Photo. 2009

1
Cunpectp Ilenpun. IMucbma
u3 Mraman / Betyn. ct., pefl. u

npumey. A.Scpoca. M., 1932.

C. 104 (nanee — [Mucbma u3
Uranin).

CseTi1ana YcaueBa

RAPTIHDBI

CUJIbBECTPA IHEAPWUHA
B TPETbARKOBCKON I'AJIEPEE
13 ncrtopum KoJLIEeKIIUN

O6umpHas konnekuus npoussefiennit Cunbeectpa ®eonocuesnya Uleppuna (1791-1830), ogHo-
ro U3 CaMbIX 00asITEILHBIX PYCCKUX MEN3aKUCTOB nepBoy Tpetu XIX Beka, XpaHUTCS CErOHs
B TpeThsikoBckoit rasiepee. Bocnuranuuk Mimneparopckoit Akajemuu XyaoxecTs, lllenpun ¢ pox-

ICHUs! ObIJT CBSI3aH C XY/IOXKECTBEHHON cpeion. bynymil nen3akucT MosiBUJICS Ha CBET B CEMbE
npodeccopa MAX, ckynbnropa Peopocust Peoposuya lleppuna. [lepble ypoku aHiagTHOrO
uckycctBa CunbBecTpy npenopan popHoi jsns, Cemen denoposuy lllenpun — nepsbiil npodec-
COp M PYKOBOAUTEINb Kiacca nei3zaxkHoi xusonucu. B 1800 ropy Ulenpuna-mutajiero npuHsiau
B AKaJIeMUIO XYy0KeCTB, re oH yuwicsd y M.M.MBanoBa. B 1811 rogy llenpun Obw1 ynocToeH
OOJIBLLION 30JI0TOM MEJIAJIM 32 UCTIOJIHEHHYIO YKMBOIMCHYIO «ITporpammy». [losyuuB akajemuye-

CKMIA IEHCUOH JIJ1s1 IPOJIOJIKEHUsT y4eOnbl 3a pyoexkoM, oH B 1818 ropy ornpasuiics B Pum — npus-
HAHHYIO CTOJIMLY €BPOINECKOro NCKYCCTBa.

eApWUH MHOTOro OXWuaid oT Beu-

Horo ropoja. OH mucajl pOIHBIM:
«DT0o Jyulee BpeMsi MOEit XKU3HU, 4TO S
HaXOXYCh B UYXXKMX KpasiX, MEXIy XOpO-
IIMMM XyJOXXKHUKAMU BCEX HALII, MEXKITY
TOBapUIIAMU U TIPUE3KAIOLINMU PYCCKU-
mu»'. B Pume IlleapuHbiM OblT HamucaH
Bun Konusest, MOMEIIEHHBIN 110 TTOBEJie-
HUIO uMIiepaTopa Anekcanpa I B raiepee
PYCCKMX XyTO0XHUKOB B Dpmutaxe («Ko-
nuseit B Pume», lTocynapctBeHHblll Pyc-
CKUIi My3eii). 3mech ObUIU CO3IaHbl MHO-
FOYMUCJICEHHbIE BUIAbI Ha 3aMOK CBHTOFO
AHrena, mpuHeCHIe UX CO3aTelo eBpO-
TTEMCKYI0 U3BECTHOCTD. M BCe Ke TIaBHY0
poOJib B Pa3sBUTUMU HWHIAWBUIAYAJTbHOCTU
neisaxucra coirpai He Pum, a Heamoob,
kyna lllenpuH BriepBbIC TpHeXayl JIETOM
1819 roaga, 4TOOBI UCITOJHUTD 3aKa3 BEJIU -
Koro kHs13g Muxauia [1aBioBuya, nmoxe-
JIaBIIIETO UMETh «TaAMOIITHUE BUIbI». [1Tym-
HBII I0KHBIA TOPOJ M €ro XXWBOIUCHBIC
OKPECTHOCTU ITOKOPMUJIM XYJOXKHUKA, OT-
KPBIBIIETO [UIsI ce0sT HOBYIO JJaHAIIA(DTHYIO
Hatypy. B 1825 romy, rocie Toro kak 3a-
KOHYMJICS CPOK TIeHcHoHa, 11lenprH BHOBb
npuexaj Ha modepexbe HeamoauraHcko-
ro 3anuBa. Bropas monoBuHa 1820-x ro-
JIOB — BpeMsI OJIECTSIIIETO paciiBeTa TBOP-
yecTBa XKMBOITUCLIA. 3a IIATh JIET HaIlps-

JKEHHOW paboThl MacTep CO31ajl MHOXe-
cTBO BUIOB Heamomst U pacmoyioxXeHHbIX
HeroaasieKy (Ha moOepexbe U OCTpOBax)
MOCEJICHNIA, U3BECTHBIX €Ile C aHTUYHBIX
BpeMeH: CoppeHTto, Amanbdu, Buko,
Karnpwu.

IllenpuHy He cyxaeHO ObUIO Bep-
HyTbCs Ha poauHy. OH ymep B CoppeHTo,

He 0XUB 10 cBoero 40-netus. Pyccko-
ro Tei3axucra MOXOPOHUINU B MECTHOM
uepkBu Castoro BukenTtus. Heckosibko
JIET CITYCTSI Ha MOTWJIC BO3ABUIJIN MaMSIT-
HUK T10 3CKM3Y OJIM3KOT0 Ipyra XyaI0XKHU -
ka ckynbnTopa C.U.Tansbepra. Brocien-
ctBuM LllenprH OBLUT Mepe3axopOHEH Ha ro-
poackoe Kinanouie CoppeHTo, Tl 1 ceifuac
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Buo kackaoa »
NnooO MOHAcMbIpem
Ce. beneouxkma

6 Cybuako. 1822
Xoucr, Macno

59 x 46,3

View of the Waterfall »
near the Monastery
of St. Benedict

in Subiaco. 1822

Qil on canvas

59 x 46.8 cm

Knan6uie B Coppenro.
Hanrpo6ue C.® Ilenpuna
®doto. 2009

Cemetery in Sorrento.
Monument to Sylvestr
Shchedrin

Photo. 2009
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A LIFE-LONG ITALIAN JOURNEY
Sylvestr Shchedrin
in the Tretyakov Gallery

The Tretyakov Gallery has a major collection of paintings by
Sylvestr Shchedrin (1791-1830), one of the most endearing
Russian landscape artists of the first third of the 19th century.
In 1800 he was accepted to the Academy of Fine Arts, where
he studied in Mikhail Ivanov’s workshop. Awarded in 1811 a
Big Gold Medal for his “graduation paintings”, he was a recip-
ient of an academic fellowship for study abroad, and in 1818
he went to Rome, the city widely recognized as the capital of
European art. It was in Italy that his talent would blossom.

hchedrin expected a great deal from the

“eternal city”, and it lived up to its
promise, as reflected in a letter to his fami-
ly: “This is the best time of my life, now
that I am in strange lands, in the company
of good artists of all nations, in the compa-
ny of friends and visitors from Russia”'. In
Rome he painted a view of the Colosseum,
which, by order of Emperor Alexander I,
was mounted in the Russian artists’ gallery
at the Hermitage (“The Roman Colosse-

um”, now in the Russian Museum), as well
as numerous landscapes with the Castel
Sant’Angelo. And yet, it was Naples, rather
than Rome, that played the most important
role in Shchedrin’s development as a land-
scape artist.

Shchedrin first visited Naples in the
summer of 1819, to paint views on a com-
mission from Grand Duke Mikhail
Pavlovich, eager to own pictures of the city.
The boisterous Southern city and its scenic

environs captivated the artist, who discov-
ered a new “environment” for landscape
paintings. In 1825, when his fellowship
term was over, Shchedrin again visited the
Gulf of Naples area. In the second half of
the 1820s his art reached a spectacular
zenith. During the five years of arduous
work Shchedrin created many views of
Naples and its neighbouring villages, along
the coast and on the islands, dating back to
antiquity — Sorrento, Amalfi, Vico, Capri,
and others.

Shchedrin was never to return to his
homeland; he died in Sorrento, not yet
aged 40. The artist was buried in a local
church, St. Vincent’s, and his close friend
the sculptor Samuil Galberg designed his
tombstone, which was set in place a few
years after Shchedrin’s demise.

Shchedrin’s Italian landscapes in
many respects changed the canon of Clas-
sicist landscape that had dominated Russ-
ian art since the second half of the 18th
century. Rejecting the tradition of land-
scapes adorned with historical buildings
and landmarks, the painter opted for
authentic outdoor scenery, which his brush
transformed into the symbol of harmony
between the forces of nature and human
existence. One of Shchedrin’s greatest
achievements was his creative method —
painting from nature. Shchedrin not only
commenced but also put final touches on
his pictures outdoors, forever keen on cap-
turing and rendering the characteristics of
colours changing in tune with the air and
lighting. “... 1 paint only outdoors, so it
takes long,” he wrote to his mother in St.
Petersburg?.

Living in Naples and touring its sur-
rounding areas, Shchedrin was always
delighted to talk with the locals. Neapoli-
tan fishermen, itinerant monks and “lazza-
roni” (beggars) are important figures in the
world created by the artist — a world where
humans and nature always seem one
whole.

Shchedrin was not alone in his quest
for a new content and means of expression
in landscape painting. When afforded a
chance to meet with “good artists from all
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MOXHO YBUAECTh MOHYMEHT, CO3TaHHBIN
lanb6eprom.

WUranbsinckue mneizaxu [lenpuna
BO MHOTOM M3MEHWUJIM TpPaaAUIIMOHHBIN
KJIaCCULIMCTUYECKMI JTaHAIIahTHBIA 00-
pa3, TOCTIOICTBOBABIINI B OTEUECTBEHHOM
nei3aXkHO 111KoJIe CO BTOPOIA MTOJOBUHBI
XVIII Bexka. CoOYMHEHHBIM KOMITO3ULIM-
SIM, HEpIIEMEHHOU COCTaBJISIOIIEH KOTO-
PBIX OBUTM MCTOPUYECKHUE COOPYKEHUS U
MaMSITHUKHU, MacTep IMpearnoyesa peajibHO
CYILIECTBYIOIINE TTPUPOIHBIC BUIBI, Ipe-
BpaTUBIIIMECS TOJ €r0 KUCThIO B OJULIE-
TBOPEHUE TAPMOHUM MPUPOIHBIX CTUXUI
M 9eJI0BEYEeCKOro ObITHS. OMHUM U3 TJ1aB-
HBIX JOCTMKEHUI JKUBOIKCIIA CTaJl TBOP-
YECKUId METOM, OCHOBaHHBII Ha paboTe
HaTyphbl. [lleapuH He TOJIBLKO HAYMHAT, HO
¥ 3aBeplliajl KapTUHBI Ha TIJICH3pE, CTpe-
MSICh YJIIOBUTh M TepeaaTh OCOOEHHOCTH
1IB€Ta, M3MEHSIOIErocsl Mo BO3IAEHCT-
BUEM CBETOBOZIYIIHOM cpenbl. «...[lutry
BCE C HATyphbI, OTYETO MHOTO TpeOyeTcs
BpeMeHMU»?, — coob1ana oH Matepu B [le-
TepOyprL.

XKusg B Hearnose u nyreiectBys 1o
ero okpectHoctsM, IleapuH ¢ yaoBoJb-
CTBMEM OOILAJICS C MECTHBIMU KUTEJSI-

MM, CIEJIaB UX TePOSIMU CBOUX MOJOTEH.  Bud ¢ [lemposckozo Tpom Mamponanuo XeJarelbHO oT3biBajics o [Tutinoo, otme-
Heanonurtanckue pblOaku, CTpaHCTBYIO- — ocmposa Ha Tyukos Ha ocmpose Kanpu qast «JIETKYI0 KUCTh» U «ITPUSITHBIN KOJIep»
mocm u Bacuavesckuii 1827 i. P = 6
1€ MOHAXYM M HUILME-JALLAPOHU CO- ero npousseaeHui. Pycckuii mactep ObL1
ocmpos 6 C.-Tlemep- XoJicr, Macio
3MAI0T OMIYIICHNE EIMHEHNUS HENOBEKA 50 1g)s 355 x 462 3HaKOM C JABYMSI HaumOoJyiee U3BECTHBIMU
U TIPUPOJIBI. XoJCT, Macio MpeaCTaBUTENSIMU «IIKOJIbI» — Paddanie
B nouckax HoBoro conepxkaHus neii- 775 x 111.5 Grotta di Matrimonio Kapennu n Ixxaunnro Ixxurante. [Tocnen-

3axHOI KapTuHbl LLleapuH He GbLT OmK- on the Isle of Capri

HUI, CyIs IO YIIOMUHAHUSIM B IUCbMax
View of the Tuchkov 1827
HOK. HOHY‘{HB BO3MOXKHOCTb 06]_[IaTBC$I C

Lllenpuna, siBisics ero yueHuKom®. Ilo-

nations”, the Russian artist found himself
in a company of painters coming from dif-
ferent stylistic traditions. The tradition of
Classicist landscape still dominated, but it
was flanked with new trends, including
Realism. The exponents of the latter
included mostly artists from Naples who
were members of the so-called “Posillipo
school” (Scuola di Posillipo), founded by a
Neapolitan landscape artist of Dutch ori-
gin Antonio Pitloo (1791-1837).

‘When he headed, in 1815, a depart-
ment at the newly reorganized Naples
Academy, Pitloo gathered a group of
young artists who painted local scenery.
The artists from the Posillipo group paint-
ed, outdoors, small-sized pictures — this to
a large extent accounts for the sketchiness
and “casual”, relaxed manner of Pitloo
and his associates. In his letters Shchedrin
several times mentioned Pitloo favourably,
talking about the “light touch” and
“enjoyable palette” of his paintings. It is
known that Shchedrin was acquainted
with two of the school’s most famous
artists — Raffaele Carelli and Giacinto
Gigante. The latter, as can be inferred
from Shchedrin’s letters, was his student®.
Since the school’s period of flourishing
largely coincided with the 1830s-1840s, it
would be reasonable to assume that
Shchedrin not only assimilated its app-
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roach to painting, but left a certain mark
on it as well.

Shchedrin would often call his mod-
est-sized paintings created outdoors “little
pictures” or “drawings”, thus emphasizing
their unfinished nature. However, even the
artist’s later works combine the relaxed,
dynamic style and the intimate character of
the settings with a Classicist perfection and
overall harmony of imagery. One of
Shchedrin’s first biographers wrote: ... his
art offers neither mesmerizing effects nor
scenes with a harsh natural environment
nor spectacular extremes; what it invariably
does offer is quiet, calm images of Italy’s
charming scenery.”*

Shchedrin’s work drew the attention
of collectors and art lovers in the artist’s
lifetime. “Everyone is enraptured by your
pictures,”® the artist’s brother Apollon
wrote to Italy. Time and again he asked
Sylvestr not to forget about paintings
intended for Russian customers: “I swear
that all of the pictures will be bought up, no
matter how many you send. The people
here like your recent pieces even more than
the ones at the Russian Gallery at the Her-
mitage.”® Shchedrin received commissions
from the imperial family, the families of
aristocracy such as the Golitsins, the Men-
shikovs, the Buturlins, the Gagarins, the
Nesselrodes, and many others. His paint-

#4'2009

Jlynnas Houw

6 Heanoae. 1828
XoucT, Macyo
42,5 % 59,6

Moonlit Night
in Naples. 1828
Oil on canvas
425 % 59.6 cm

See: Shchedrin, Sylvestr.
Letters. Moscow, 1978.
Pp. 122, 124-125, 164.

“Shchedrin”. Pamyatnik

iskusstv [Monument to arts].

V. 1. St.Petersburg, 1841.
P. 14.

@

Shchedrin, Apollon. Letters
to Italy to his brother
Sylvestr. 1825-1830.
St.Petersburg, 1999. P. 16.

Ibid.

7 “Case of the demise of artist
Shchedrin and property left
thereafter”. Archive of
Foreign Policy of Russian
Empire. Fund 1. File 22.
Part II. Folder 16. 1830.
Sheets 4 and 4 reverse.

Department of Manuscripts
of the Tretyakov Gallery.
Fund 1. Item 4727. Sheet 1.

ings were held at the Hermitage and the
Academy of Fine Arts. Interestingly, all his
works, including the unfinished ones left
after the artist died in Sorrento, became the
object of special attention of the Russian
authorities. The president of the Academy
of Fine Arts Alexei Olenin in a missive to
Vice-Chancellor Karl Nesselrode asked
him to do whatever possible to return the
artist’s heritage to his homeland. Olenin
believed that if the paintings were sold in
Naples that would be “a big loss for Rus-
sia”. The paintings were sent to the artist’s
brother Apollon, who passed some of them
to the Academy’.

In the second half of the 19th century
famous collectors from Moscow and St.
Petersburg, including Fyodor Pryanish-
nikov, Ivan Tsvetkov, Ilya Ostroukhov,
Nikolai Bykov, and Kozma Soldatyonkov,
were eagerly buying up Shchedrin’s land-
scapes. Pavel Tretyakov was no exception.
Even the first, hand-written inventory of
his collection, made in 1873, lists nine
pieces by the celebrated artist®. Especially
noteworthy among them is the “Self-por-
trait”, accomplished by the 26-year-old
artist in 1817, shortly before he left for
Italy; the picture belonged to the
Shchedrin family. The Tretyakov Gallery’s
archive holds several letters to Pavel
Tretyakov from the artist’s brother’s widow

«XOPOIIUMHM XyITOKHUKAMU BCEX HAIU»,
pPYCCKUII MacTep okasajcs B cpelie, 00be-
IUHSIBIICH TpeACTaBUTENICH pPa3TUIHbIX
CTWIMCTUYECKUX HampasieHnid. [ocmon-
CTBYIOLIIEE MOJIOKEHUE TO-TPEKHEMY 3a-
HUMaJl KJIaCCULMCTUYECKUI JIaHamadT,
HO Hapsily ¢ HUM pa3BMBAJIUCh HOBHIC Te-
YeHUsI, B TOM YrCIIe peatrctudeckoe. OHO
MpeACTaBIeHO B OCHOBHOM paboTaMu Xy-
JIOXKHUKOB-HEAIOJIUTAHIICB, BXOIWBIIIMX
B TaK HaszbiBaeMylo Imkoiy [lozumumrmo
(Scuola di Posillipo). Co3gaHue ILIKOJIbI
CBSI3aHO C JESITETbHOCTBIO HEaroJUTaH-
CKOTO TIei3aXK1CTa TOJIJIaHACKOTO ITPOKC-
xoxaeHust AHtoHuo Iutnoo (1791—1837).
BoarnaBus B 1815 rony kadeapy peopra-
HU30BaHHOI HearmommTaHCcKoi akageMuH,
TMuTno0 0ObeIMHWIT B YaCTHBINA KPYKOK
MOJIOJIBIX XYJIOXHUKOB, MTOCBATUBIIMX Ce-
051 N1300paXKEHNIO MECTHBIX BUIOB. OcoOeH-
HOCTBIO PaOOTHI TIPEICTABUTENCH «IITKOJTBI
TTozunnumno» crano co3naHue Ha MIEHIPe
JKUBOITUCHBIX «KAPTUHOK» — HEOOJbIINX
3TIONOB, OTIMYABIIUXCS <«HEOPEKHOM»,
packoBaHHOI MaHepoii mucbMa. B cBoux
nucbmax IlleaprH HECKOJIbKO pa3 100po-

z Cunegectp leapun. Iucbma u3z
Wrammn. C. 214,

3 Cunbsectp Weapnu. Mucbma /
cocT. u aBT. BeTym. cT. O.H.Anap-
kuHa. M., 1978. C. 122, 124-125,
164 (nanee — Inucbma).

Bridge and Vassilievsky Oil on canvas

Ostrov from Petrovsky
Island in St. Petersburg
1815

Oil on canvas

775 x 111.5 cm

CKOJIbKY PacCLIBET «IIIKOJIbI» OTHOCUTCS B OC-
HoBHOM K 1830—1840-M romam, MOXHO C
OOJIBILION Ol BEPOSTHOCTH TPEATOa-
ratb, uto LllenpuHy He TobKO ObUTH OU3KKU
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Hoesvui Pum. 3amox
Ceamozo Anzeaa. 1824
XoJcT, maciio

44,7 x 65,7

New Rome.

View of the Castel
Sant’Angelo. 1824
Oil on canvas
447 x 65.7 cm

TamsitHuK nekyceTs. B 2 1.
T.1.CIIG., 1841.C. 14.

@

Anosnnon Uleapun. IMucsma
B Mrammio x Gpaty
Cunbgectpy. 1825-1830.
CII6., 1999. C. 16.

6
Tam xe.

? Jleno o KOHUMHE SKHBOMKCIA
lenprna 1 06 ocTaBiemcst
noclie Hero MMyIIecTBe.
ABITPU. @. 1. On. 22. P.1I.
En. xp. 16. 1830. JI. 44 06.

OPI'TL. @. 1. Epn. xp. 4727.
JL 1.

TPETBSK
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TBOPYECKKE YCTAHOBKHU «IIIKOJIbI», HO ¥ CaM
OH OKazaJl ONpeae/IeHHOE BIUSHNE Ha ee
pazBuTre. CBOM HEOOJIbIINE KMBOITMCHBIS
BUJIbI, UCIIOJTHEHHbIC HA HaType, Teli3a-
JKHCT HEPEIKO MMEHOBAJI KapTUHKAMU WJTH
PUCYHKaMU, TTOMYEPKHUBAS WX STHOIHBIN
xapakTtep. TeM He MeHee CBOOOIHAsI, T1HA-
MMYHas MaHepa MKUchbMa, KaMEepHBIM Xa-
pakTep BUIOB JaXe B MO3THUX paboTax
SKUBOITUCIIA COYETAIOTCS ¢ KIIACCUUECKOM
3aBEPILIEHHOCTHIO U TApMOHKE 00pa3oB.
OnuH w3 1nepBbiX 6uorpacdos IllenpuHa
TTHCAJT: «...HET B €T0 KMBOMUCH HU CHUITbHBIX
3¢ deKTOB, HU BLIOOPA CYPOBBIX CLIEH MPU-
POIBI, HU OCJICTIUTENILHBIX KpalfHOCTE; HO
BCETJIa TUXUE, CIIOKOWHBIE 00pa3bl 04apo-
BaTeJIbHBIX BUIOB U Tammm»*.

IMpousBeneHus lllenpuna yxe mpu
€T0 XXM3HU CTaJIM TIPEAMETOM ITPUCTATBHO-
IO BHUMaHUST KOJUIEKIIMOHEPOB M JIIOOUTe-
JIel MBSIIHBIX UCKYCCTB. «OT MaJIeHbKUX
TBOMX KapTWUH BCE B BOCXUIIECHUU»®, —
nucai B Mtanuto 6pat xynoxHuka AnoJi-
noH. OH HeomHOKpaTHO mpocui Cuib-
BecTpa He 3a0bIBaTh O paboTax, MpemaHa-
3HAYCHHBIX IS PYCCKUX 3aKa3YMKOB:
«5l py4aroch, 4TO OHM TOTYac OYIyT pac-
KYIUIEHBI, CKOJBKO Obl MX HU ObL10. [To-
CJICIHUMHU TBOMMHM KapTMHAMM 3[1eCh €IIe
0oJiee TOBOJILHBI, HEXKeJTN TeMU, KOTOPhIe
HaxoAdTCsl B DpMUTaXkKe, B PYCCKOI raje-
pee»®. LlleaprH MCTIOIHS 3aKa3bl YWICHOB
MMITepaTOpCKOi (paMuIum, TpencTaBuTe-
JIeil apucToKpaThudeckux cemeit Toauibl-
HbIX, MeHIIMKOBBIX, ByTypiuHbIx, [arapu-
HbIX, Heccenmbpone 1 MHOTMX mpyrux. Kap-
THUHBI TIeH3aKNUCTa HAXOAWINCh B cobpa-
HUM DpMUTaXKa U AKaIeMUU XyJOXECTB.
[pumevarenbHO, YTO BCe pabOTHI, B TOM
quCcJie He3aBepIlleHHbIE, OCTABIINECS TTOC-
Jie cMepTH XuBonucua B CoppeHTo, cTanu
00BEKTOM 0COO0TO BHUMAHUS POCCUIMCKUX
Bnacreit. [1pesunent UAX A.H.OnenuH,
obpamasice K Bule-kaHiiepy K.B.Hec-
CeNIbpojie, MPOCUJ ITPUHSITH BCE MEPhI, UTO-
OBl Haclieaue XYIOKHMKAa BEpHYJIOCh Ha
ponuHy. [To ero MHeHUIO, Tpoaaxa Kap-
TuH B Heamosne moria Obl cTaTh «00Jb-
moro notepeto 151 Poccum». [poussene-
HUST ObLTA OTIIPaBJICHBI OpaTy >KUBOITUC-
ma A.®.IleapuHy, TrepenaBiIeMy 4YacTb
U3 HUX B coOpaHue Akagemun’.

Bo BTopoit monosune XIX cronetust
rietizaxku [leaprHa 0XOTHO MproOpeTamn
M3BECTHbIE MOCKOBCKHE U MeTepOyprekue
KOJIJIEKIIMOHepHI, B ToM unciie @. 1. [1ps-
numHukoB, W.E.LBetkoB, 1U.C.Octpoy-
xoB, H.JI.beikoB, K.T.ConnarenkoB. He
ctan uckimouyeHueM u IlaBen Muxaiino-
BUY TpeThIKOB. YKe B MEPBOM PYKOITHC-
HOW OTIMCH ero cOOpaHusI, COCTaBJICHHOMN
B 1873 rony, 3Hayartcsi A€BITh KAPTUH MPO-
cnaBieHHOro Mactepa®. Cpeay HUX ocoboe
MECTO 3aHUMAeT «ABTOMOPTPET», UCTIOJ-
HEHHBIN 26-JT€THUM XyIOXXHUKOM B 1817
rOfy, He3aJ0Jro 10 oTbe3na B Uramuio, u
HaxoauBIIUIics B cembe Llenpunbix. B ap-
xuBe I'TT xpaHUTCS HECKOJIBKO THUCEM K
I1.M.TpetbsikoBy BroBbl AnojutoHa ®Peo-
nocuesnya lenpuna — Enensr MBaHOB-
HBI U €70 ChIHA — AJleKcaHapa AMOJIIOHO-
BuYa. M3 nucem cienyet, 4To paccTtaTbes
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Yelena Ivanovna and his son Alexander. It
appears from the letters that Yelena
Shchedrina decided to part with the family
heirloom, accepting a much lower price
than initially hoped for, in 1870, after
repeated urgent demands on the part of her
son and, perhaps, Tretyakov himself®.

The Tretyakov Gallery holds one of
the earliest of Shchedrin’s presently known
landscapes — “View of the Tuchkov Bridge
and Vassilievsky Ostrov from Petrovsky
Island in St. Petersburg”, from 1815. The
composition of the landscape is in keeping
with the 18th-century academic canons
that Shchedrin so aptly learned as a student
at the Academy. In line with that tradition,
the young artist created a three-plane
panorama combining an imaginary out-
door setting and the image of a really exist-
ing building. The foreground features an
unusual genre scene: a bunch of St. Peters-
burg commoners side by side with a group
of elegantly dressed young gentlemen.
Among the latter, observers can spot the
artist himself, who, painting the view
unfolding before him, seems to certify its
authenticity.

The technique of panoramic painting
learnt by Shchedrin at the Academy can be
also observed in the pictures created during
the first years of his stay in Italy. “Naples.
On the Banks of the Riviera di Chiaia” was
probably one of the landscapes created on
commission for Grand Duke Mikhail
Pavlovich. Astounded by the exuberance of
the Naples residents, the artist fondly
chronicled their lives which “looks like a
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stage production in which many persons
play and even more watch”'. In this pic-
ture, too, Shchedrin depicted himself
amidst the bustling crowd, thus emphasiz-
ing his involvement with what was going
on.

Yet another self-portrait of the artist
can be spotted on the painting “Waterfalls
in Tivoli”. The landscape, made in the
early 1820s, was received by the Tretyakov
Gallery in 1929 from the collection of Ilya
Ostroukhov, who, in turn, bought it from a
son of the famous St. Petersburg collector
Nikolai Bykov'. Shchedrin’s choice of
water as a natural force to portray was not
accidental. For instance, in 1821 he noted:
“Almost all of my paintings made last year
have been bought up; everyone looks for
depictions of water in my pictures, and
prefer pictures with that to all others, for
many art lovers deem that I am very good at
painting water; indeed, I am fond of it, for
which reason I make outings to localities
with rivers and waterfalls”'?. Shchedrin
liked to work in the environs of the ancient
city of Tivoli, located by the Aniene river.
The local waterfalls had been a magnet for
more than one generation of European
landscape artists, and students of the St.
Petersburg Academy of Fine Arts were
introduced to the views of Tivoli, painted
by the 18th-century Western European
masters, during their years of study.

The locality imaged on another
painting, bought by Tretyakov under the
name “Waterfall in Tivoli”, was identified
only recently. As it turned out, the picture
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features, on a rock above a stream, the
Monastery of St. Benedict (San Benedet-
to) near the town of Subiaco™.

One of Shchedrin’s last landscapes in
the Classicist vein was a painting symboli-
cally titled “Old Rome”, also purchased by
Tretyakov. The picture’s name is a perfect
match for its “historical” content (the mid-
dle ground and the background feature the
Colosseum and the structures of the
Roman Forum) and the traditional tech-
nique of space structuring. However, the
painting method already shows off the
artist’s advanced skills in rendering colour
and light. The outlines of buildings are
toned down by aerial perspective, the long
slanted shadows making the viewer feel
that there is a real source of light some-
where near.

“View of the Castel Sant’Angelo”,
later also known as “New Rome”, marked
a dividing point in Shchedrin’s art. The
painter went on to replicate the picture
many times over the following couple of
years, because “this work was liked so
much in Rome that many wished to have
it”". Currently we know of eight replicas
made by Schehdrin in 1823-1825, and the
Tretyakov Gallery holds three of them'™.
One of the paintings (the largest one) is
included in the permanent exhibition. Two
others are kept in the reserve fund — they
are often displayed at various shows, in
Russia and abroad. The pieces differ from
one another, and from other versions, not
only in size and details of the composition,
but also in the colour design. Because of
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45,7 x 67

Naples. On the Banks
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di Chiaia. 1826
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45.7 x 67 cm

° Department of Manuscripts
of the Tretyakov Gallery.
Fund 1. Items 4292, 4293,
4294.

10 Shchedrin, Sylvestr. Letters
from Italy. P. 116.

" In 1896 Nikolai Bykov
offered Ilya Ostroykhov to
buy from him several paint-
ings, including Shchedrin’s
“Waterfall” “featuring the
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for 200 rubles. Department
of manuscripts of the
Tretyakov Gallery. Fund 10.
Item 1988. Sheet 2.
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from Italy. P. 35.

BView of the Waterfall near
the Monastery of St. Benedict
(San Benedetto) in Subiaco”.
1822. Oil on canvas.

59 by 46.8 cm. ID: 184.

See: Yevseviev, M.Yu.

“New attribution of Sylvestr
Shchedrin’s painting “Water-
fall in Tivoli” (1822) from
the Tretyakov Gallery”.
Puninskie chteniya'99 [Punin
Conference '99]. St.Peters-
burg, 1999. Pp. 27-34.

lI“Gn’gorovich, V.I. “On the
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Severnye tsvety. St.Peters-
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Angelo”. 1824.
44.7by 65.7. ID: 5197;
1825. Oil on canvas.
63.9 by 89.8 cm. Tretyakov
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1825. Oil on canvas.
45.6 by 67.2 cm. ID: 5194.
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npepioxkui U.C.OctpoyxoBy

KYIUTb Y HETrO Psij| KApTHH,
B ToM uncne «Bojonmap»
IlleapnHa «c H300pakeHHEM
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@. 10. Ex. xp. 1988.J1. 2.
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u3 Uramn. C. 35.

13Bl/l,t[ KacKajia 1ojj MOHac-
TeipeM CB. Benepykra
B Cy6uako. 1822.
Cwm.: Escesbes M.IO.
Hosas arpuGyuus KapTuHbl
Cunbpecrpa leapuna «Bo-
nonay B Tusomn» (1822) u3
coopauust I'TT // Tlynuuckue
urenns-99. CI16., 1999.
C.27-34.

C CEMEMHOW pEeJIMKBUEN, 3HAYUTEIIBHO yC-
TynuB B 1ieHe, E.W.1lleapuHa periuiach
B 1870 romy mocyie HeOQHOKpPATHBLIX Ha-
CTOWYMBBIX MTPOCKO ChIHA 1, BEPOSTHO, Ca-
moro TpetbsikoBa’.

B I'TT" xpaHuTcss OAuMH M3 caMbIX
PAaHHUX W3 U3BECTHBIX HBIHE TeH3axen
Ilenpuna, uconHeHHbI# B 1815 romy, —
«Bug ¢ IlerpoBckoro ocrpoBa Ha TyuykoB
mocT 1 Ha BacunbeBckuii octpoB B C.-Ile-
TepOypre». LllenpuH, noxanyi, nepBbIM U3
PYCCKMX XY/IOXHUKOB MPeArnoyes u3oopa-
3UTh He MapaaHblii «bacaa» roposa, a of-
Hy 13 ero okpauH. B okpectHocTax [let-
POBCKOTO OCTPOBa OH MHOTO paboTan Ha
Hatype. COBpeMEHHUKHU XyT0XKHUKA MOTJIA
y3HaTh Ha KAPTUHE MECTHOCTbD, IIe PACIO-
naranuch [leHbKOBBIN OYSIH M CTPOEHUS
BunHoOrO ropozka, v JiMilb B IJIyOMHE Teii-
3aka yrajibIBaloTcs 31aHust J{BopLioBoit Ha-
O6epexHoi. [Tpu aToM KOMITO3ULIMS JJaHd-
madra MocTpoeHa COIIACHO akaaeMuye-
ckum kaHoHam XVIII Beka, Onecrsiie
ycBoeHHBIM LllenpuHbIM B mepros yueonl
B MAX. Crenys TpanyiiystM, MOJIOIOM K1 -
BOMMUCELL CO3[]aeT MaHOPaMYy, COCTOSIIIYIO
U3 TpeX TUIaHOB, COBMEIIasi COUMHEHHbI
TPUPOIHBIN MaHAIAdT U peaTbHO Cyle-
CTBYIOIIMI apXUTEKTYpHbIH Buj. KoHKpeT-
HOCTb HaOMIOAEHUI MPOCTyMHaeT 3a Tpa-
NULUMOHHON KJIACCUYECKOW CXEMOM B Jie-
TaJISIX KapTUHBI. B 9acTHOCTHU, TOBOJILHO
HeoOblYHA XaHPOBas ClieHa Ha TEepPBOM
TJIaHe: 3[eCh PSIIOM C MPOCTONIOAUHAMU
pPaCTONOXMIACh TPYIINa HAPSITHO OIETHIX
MOJIOJIBIX TOCIO/, BEPOSITHO, BOCIUTAH-
HUKOB AkanemMuu xynoxects. Cpeay HUX

MOXHO OOHApYKUTh M CAMOTO Tei3aK-
CTa, KOTOPBII, PUCYSI OTKPBIBAIOIIIAIACS TTe-
pel HUM BUI, CJOBHO YIOCTOBEPSIET €ro
TMOUTMHHOCTb.

Ipuembl TocTpoeHwus yaHaIadTa-
MaHOpaMbl, YCBOEHHbIE BO BpeMsl yueOhl,
MPOCJICKUBAIOTCS B paboTax, CO3MaHHBIX
B TIepBble Toabl mpebbiBanust Lllenpuna
B Urtanuu. Kaptuna «Heanonb. Ha Habe-
pexHoit Pusbepa nu Kusiisi» (1819, I'TT),
BO3MOXHO, SIBJIIETCS OMHUM W3 TeX BU-
JIOB, KOTOPBIE OBbITM MCTIOTHEHHI TT0 3aKa-
3y BeJIMKOro KH:3s1 Muxauna [1aBnoBuya.
XyIO0XXHUK, TTOPaKEHHBIN KUTTYYNUM TEM-
TMepaMeHTOM HearoJUTaHIIeB, YBICUCHHO
OTIMCHIBAJI UX XU3Hb. [1o coBam Lllenpu-
Ha, OHa OblIa «I0X0Xa Ha TeaTp, B KOTO-
POM MHOXKECTBO JIMII ACHCTBYIOT, a eIlle
OoJIbIlIee YHMCIO CMOTPSAT»'. BeposiTHO,
onarogapst aroMy Buja PuBbepbl 1y Kbsiiist
BO MHOTOM CPOIHHU >KaHPOBOM KapTHUHE.
[lepBolil U cpeaHUIl TUTaHBI Mei3axa 3a-
MOJTHEHBI CIIEHKAMM 13 XXU3HU TOPOXKaH.
B oxxuBnenHoii ronne LllenpuH BHOBb M30-
Opasus cebsl, MoIYepKHYB, TaKUM 00pa-
30M, IPUYACTHOCTH K TTPOUCXOISIIIEMY.

Ele onuH aBTOMOPTPET MeitzaxkucTa
TPUCYTCTBYeT Ha KapTuHe «Bomomampl B Tu-
Bosin». McriomHeHHas B Havase 1820-x ro-
JIOB, OHa MOCTYMWIa B TpeThIKOBCKYIO Trajie-
peto B 1929-m u3 cobpanusi U.C.Octpo-
yX0Ba, KOTOPHIil, B CBOIO OYepeib, KU
KapTHUHY Y CbIHA TIeTepOyPrcKOro KoJuieK-
uuoHepa H./1.brikosa''. Oopamienue Lllen-
pyHa K M300pakeHUIO BOTHOM CTUXUU OBLIO
He ciyvaliHbiM. Tak, B 1821 rogy oH oTMme-
yait: «KapTuHbl, MMCaHHbIE MHOIO TTPOILIE/I-
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IIEeTO TONa, TIOYTH BCE PACKYIUICHBI; BCE
WIIYT B MOMX KapTWHAaX BOMY M OXOTHEe
OHBbIE PacKyMaioT, 100 MHOTME 3HATOKU
HAIILJTH, YTO 5T OHYIO MTUIIIY YIa4YHO, U B ca-
MOM JieJie sl UMeI0 K OHOMY CKJIOHHOCTb,
royeMy 51 BbIe3XKalo B MECTa, IJie €CTb PeKU
¥ Kackaneh»'2. Illeapun a00un paboraTh
B OKPECTHOCTSIX IpeBHETO ropoaka Tuso-
JIA, PAcCITOJIOXKEHHOTo Ha peke AHHEHe.
C BUIAMU TUBOJIBCKUX BOIOMA0OB, UCIION-
HEHHBIMU 3aMTaTHOEBPOIIEICKUMU MacTe-
pamu XVIII Beka, BocmuTaHHUKU AKajie-
MWHU XyIOXKECTB 3HAKOMUWJIKCH €11Ie BO Bpe-
Ms1 yueObl. Bo3aMokHO TToaToMy JTaHamadt
LlenprHa coxpaHsieT CBOWCTBA aKaJIeMU-
YeCKOT0 «COUYMHEeHMsT». [IpocTpaHCTBO BUIa
00paMIeHO PACTUTETbHBIMU «KYIUCAMU»,
Ha (hoHe OTHON 13 KOTOPBIX MOXKHO 3aMe-
TUTH (PUTYPKY XKUBOITHUCIIA C TTAITKON pu-
CYHKOB B pyKax. CpaBHUTEIbHO HEIaBHO
OBLIIO YTOYHEHO MECTOTONIOXEHHE, TIPe-
CTaBJIEHHOE e1lle Ha OHOU KapTuHe, TIpH-
obpeteHHOI [1.M.TpeThsiIKOBbIM, IO Ha-
3BaHueM «Bononan B TuBonu». Kak Bbisic-
HWIOCh, HA Hell M300paXkeH MOHACTHIPh
Casitoro beHenukra, pacrojioKeHHBI Ha
cKaJie HaJl BOAHBIM ITIOTOKOM B OKPECTHO-
cTs1x ropoaka Cyoumako™.

OpnHoit U3 rocieqHUX padoT mnei3a-
JKHCTA, B KOTOPOU OH €lle CTPOro CleaAyeT
KJTaCCULIUCTUYECKUM KaHOHAM, SIBIISIETCSI
KapTWHAa C CUMBOJIMYECKUM Ha3BaHUEM
«Crapsblit Pum» (1824), takxke nmpuodpe-
tenHast [1.M.TpetbsikoBbiM. Ha3BaHue
¥ KOMTTO3UIIVSI TTeli3aKa BITOJIHE COOTBET-
CTBYIOT €0 «HCTOPUIECKOMY» COIepkKa-
HUIO (Ha CpedHeM M JajlbHEM ILIaHax
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Bepanoa, obeumas
sunozpaoom. 1828
Xoncr, Macyio

42,5 x 60,8

Porch Twined
with Vines. 1828
Oil on canvas
42.5 x 60.8 cm

14
I'puzoposuy B.H. O cocto-

sHun Xyfioxkects B Pocenu //

Cesephble ugetsi. CII6.,
1827.C.22.

15 .
Hose1it Pum. 3amok Casroro

Anrena. 1824.44.7 x 65.7.
Was. 5197;

Hose1it Pum. 3amok Cesroro
Anrena. 1825. Xoncr, maciio

45,6 x 67.2. UuB. 5194.

" Mucema. M., 1978. C. 105.

NEAVIE

n3obpaxkennsl Konuseit u coopyxkeHus
Pumckoro dopyma). OmHako KUBOTIMICHOE
peleHre MEeMOHCTPHUPYET CTpeMIIeHUE
XyHOXXHHMKA MPUOIU3UTHCS K MOMIMHHON
Hatype. O4epTaHMSI apXUTEKTYPHBIX CO-
OPYXECHUI CMSITYCHBI BO3IYIIHOW JIBIM-
KOW, NJMHHBIE KOCble TEHU TO3BOJSIOT
IMOYYBCTBOBATh IMPUCYTCTBUE PEalIbHOTO
HMCTOYHUKA OCBEIICHUS.

Py6exHbiM B TBopuecTBe Lllenpuna
npusHaH «Bua Ha 3aMok CBsiToro AHre-
JIa», TIOJYYMBIINNA BIIOCIEACTBUU BTOPOE
Ha3zBaHue — «HoBbIit Pum». XymnoxXHUK
MOBTOPSIJT €r0 HEOMTHOKPATHO Ha MpOTSI-
JKEHUU HECKOJIBKHX JIET, [TOCKOJIBKY «ITPO-
U3BelleHUE CHie TaK TIOHPAaBUIOCh B PuMe,
YTO MHOTHE XeJlaJu UMeTh ero»'. B Ha-
cTosiiiee BpeMsi M3BECTHO BOCEMb Ba-
puaHTOB, MCTHONMHeHHBIX LllenpuHBIM B
1823—1825 ronax. B TpeTbsiKoBCcKoOIi rajie-
pee HaxoasaTes Tpu U3 HUX'"®. OaHa 13 Kap-
TUH (caMOro OOJIBIIOTO pa3Mepa) yKpa-
maeT 2KCIO3WIni0 My3es. [IBe mpyrue
XpaHITCs B QOHIAX U SIBJISTIOTCS TOCTOSIH-
HBIMM YYaCTHUKAMU Pa3IMYHBIX BbICTa-
BOK, B TOM 4mcJIe 3apyoexkHbIX. [leiizaxkm
pa3IMYaloTCcsT He TOJBKO IETAISIMA KOM-
TMO3ULIMH, HO I OCOOEHHOCTSIMU 1IBETOBOTO
petieHust. OUeBUIHO, XYTOKHUK KasKIbIi
pa3 TMcal BUA C HATyphl B Pa3InIHOE
Bpemst aHs. [TpuBbluHbBIN 00pa3 BeuHoro
ropojia OKazaJyicsl CO3BYYHbIM HOBOI1, poO-
MaHTH4Yeckoil amnoxe. CoenuHUB B OIHO
11eJ10€ BEJIMYECTBEHHYIO UCTOPUIO U TIOB-
cenHeBHOCTD, lllenpuH cymen mepemarb
Ha TIOJIOTHE OIIYIICHUE HETPEPBIBHOCTH
TEYCHUS XKU3HMU.

Haubosee 3HauuTeIbHAsST YacTh MPO-
usBencHuii LllenprHa B TpeThsIKOBCKOI ra-
Jiepee OTHOCUTCS K 3peJIOMY TIEpUOJy €ro
TBopuecTBa. M3mo6ieHHBIMA MOTMBAMU
JKMBOTIMCIIA B 3TO BpeMsI CTaJM TraBaHU,
TPOTHI U TePpachl, KOTOPHIMU M300MIIO-
BaJI MOOEPeXbe W OCTPOBA HEIOMAIEKY
ot Heanons. HeogHokpaTtHO M300paxast
onvH ¥ TOT Xe BuM, LllenpuH Kaxmbiit pa3
co3JaBajl OPUTMHAJIBHOE TNPOU3BEACHNE,
COBEPUICHCTBYS CBOI METO/1 pabOThI C Ha-
Typbl. B Kojutekiimm my3est XpaHsSITCSI He-
CKOJTBKO BUIIOB ocTpoBa Karpu, B ToM unic-
JIe KapTuHa «bosbIas raBaHb Ha OCTPO-
Be Kanpu» (1827—1828), npuobpereHHas
I1.M.TpetbsikoBbIM B 1868 romy y merep-
oyprckoro koyuiekimonepa 1. E.bepHap-
naku. Bun Kanpu, kak u apyrue pabo-
THI BTOPOi1 mojoBUHEI 1820-X romoB, Ha-
[JISAHO CBUIETEIBCTBYET 00 M3MEHEHUU
LIBETOBOM TAJUTPhl XyAOoXHUKA. OOLImii
TOH Mei3axa, X0J0AHbII, 4yTh cepedpu-
CTHI, TIepemacT OCJICTUTEIbHBIN OJlecK
JOKHOTO COJIHIIA, ABIMKY BJIAXKHOTO BO3-
JtyXa, B KOTOPYIO ITOTPYKEHbI CKaJIbl U MOP-
CKUe Iajiu.

[TyremecTBys no nodepexsto, Lllen-
puH yaiie Bcero Jooun 6wiBath B Cop-
peHTo. 31ech OH paboTal Kaxkaoe JeTo Ha-
ypHas ¢ 1825 roga. «CoppeHTO — 3eMJIs
MpesecTHelmas», — mucai oH [ane6epry.
N nobGasisit: «2KusHb 1aHamadTHas HU C
4eM CpaBHUThCS HE MOXeT»'. B cobpanun
I'TT HaxonsTCs HECKOJIBKO Mei3axeii ¢ BU-
namu Majoit raBanu B CoppeHTo. B Hux
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the lighting effects crafted by Shchedrin,
his contemporaries compared the New
Rome pieces with the paintings of the
18th-century master of landscape Claude
Lorrain. However, remaining loyal to the
Russian Classicist tradition, Shchedrin
injected it with a content in tune with the
new, romantic age. Merging majestic his-
tory and everyday life, he gave a holistic
feel and a sense of completeness to the
image of the city, and conveyed a ceaseless
flow of life.

Shchedrin’s most significant works
owned by the gallery were made when his
art had reached its mature stage. At that
period the artist was especially fond of por-
traying the harbours, grottoes and terraces
which abounded on the coast and the
islands around Naples. The gallery holds
several Capri pictures, including a painting
“The Big Harbour on the Isle of Capri”,
which Pavel Tretyakov acquired in 1868
from the St. Petersburg collector Dmitry
Bernardaki. Like other pieces accom-
plished in 1825-1830, this view of Capri
bears a mark of the changes in the artist’s
colour pattern. The landscape’s overall
cool, slightly silvery palette brings out the
dazzling shine of the southern sun and the
misty film enveloping the cliffs and the vast
spread of the sea.

Traveling along the coast, Shchedrin
preferred Sorrento to all other places. Here
he worked every summer starting from
1825. “Sorrento is the most charming
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place,” he wrote to Galberg, “the scenery
is unmatched”'®. The Gallery holds several
landscapes with views of the small harbour
in Sorrento. They are distinguished by
Shchedrin’s trademark compositional
technique — the masses of riverside cliffs
are contrasted with the vast sweep of the
sea. His style is marked by amplitude and
fluidity, and his brushwork is agile and
fluid, finely conveying the quivering of light
and dark.

This style also distinguishes Shched-
rin’s “terraces” or “pergolas”, as he called
this kind of picture. The most famous pie-
ce, his 1828 “Porch Twined with Vines”,
was bought by Tretyakov, and is rightly con-
sidered one of the gems of the collection.
As in other similar pieces, in this one
Shchedrin combines the “interior” of the
terrace on the foreground and the bound-
less sweep of the sea in the background.
The smooth “palpability” of the brick walls
of the heavily shadowed terrace is contrast-
ed with the outdoor space and the sea,
which are suffused with sunlight and seem
almost unreal. Such an interaction of inte-
rior and exterior is the key element in the
treatment of yet another, and the most
romantic landscape motif — the cliffed
grotto. In his painting “Grotta di Matri-
monio on the Isle of Capri” the artist mas-
terfully conveyed the contrast between the
rich warm colouration of the grotto’s inte-
rior and the blurred light-hued palette of
the background. It may be said that the
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images of terraces and grottoes became for
Shchedrin a symbol of sorts of the land of
perennial noontide where reality seems a
sweet reverie.

The romanticism of the master of
landscape is palpably felt in the nocturnal
images of Naples, which he painted dur-
ing the last years of his life. Shchedrin
produced numerous pictures featuring
views of Vesuvius and Castel dell’Ovo
from the banks of Santa Lucia and Riviera
di Chiaia, as well as other settings popular
with art lovers. One of these landscapes is
held at the Tretyakov Gallery. The artist
combined two sources of lighting — the
apparitional light of the moon surrounded
with puffy clouds, and the ruddy gleam of
a fishermen’s fire on the shore. The con-
trast of warm and cool hues accentuates
the dark silhouettes of city buildings and
the castle on the horizon. The image is no
longer lyrical, but rather fraught with
drama — its beauty provokes anxiety and a
vague sadness.

Thanks to Pavel Tretyakov’s efforts,
by the turn of the 20th century the collec-
tion of Shchedrin’s works he put together
reflected nearly all the important stages of
the artist’s evolution. With Shchedrin’s
pieces from private owners added in the
years that followed, presently the collec-
tion of the artist’s works includes more
than 30 paintings, most of which are mas-
terpieces — recognized not only in Russia
but internationally as well.

Cmapuui Pum. 1824
XoucT, Macyao
65,2 x 86,3

Old Rome. 1824
Oil on canvas
65.2 x 86.3 cm

16 Shchedrin, Sylvest. Letters.
Moscow, 1978. P. 105.

Booonaowt 6 Tusoau.

Hauano 1820-x
XomncT, Maciio
60,8 x 73,1

Waterfall in Tivoli
Early 1820s

Oil on canvas
60.8 x 73.1 cm

IlleaprH MCTIONB3yeT XapaKTEePHBIN TTPHU-
€M TIOCTPOEHHUs MPOCTPAHCTBA — KOHT-
pacT Macc MpUOPEXKHBIX YTECOB U IIPOCTOpA
MOPCKOI 1. 31aHKs, BBIpACTAIOIINE U3
OTBECHBIX CKaJl, 3aMBIKAIOT KOMIIO3UITUIO
Ha TIEpBOM TUIaHe, a KpyIJisiascs JUHUS
Oepera MaHUT B30p B [NIyOMHY, TAE U3 TYy-
MaHHOTO MapeBa MPOCTYIAIOT OYEPTAHUS
OCTpOBOB. MaHepa TMCbMa Ipuodpesa
IIUPOTY U CBOOOMY, XYJIOXHUK padoraer
TOABKHBIMU, CBOOOTHBIMU Ma3KaMU, J0-
OMBAsICh OIYIIECHUS TPETIETHOTO ITBUKE-
HUS CBETa U TEHM.

CBeT 1 LIBET UTPAIOT OCHOBHYIO POJIb
B M300pakeHUSIX 3HAMEHUTBIX «Teppac,
HauboJiee TOJHO BOILIOMIAIONIINX TBOP-
yeckoe Kpeno IllenpuHa, cTpeMUBIIErOCs
CBSI3aTh BOCIMHO €CTECTBEHHOCTb HATy-
PBI ¥ BO3BBIIIIEHHOCTH XYIOXKECTBEHHOTO
uneana. 3 «teppac», uam «rmeprojar», Kak
Ha3pIBaJl UX caM MacTep, Hauboyee W3-
BecTHa «BepaHna, 00BUTasT BAHOTPAIOM»
1828 rona, kyruteHHast I1.M. TpeTbsIKOBbIM.
DTa KapTUHA MO TpaBy CUUTAETCS OTHOM
W3 XKeMYYKWH KOJUIeKLINK. B Heil, Kak 1 B
NIPYTUX U300paXkeHUsIX MMOI0OHOTO poja,
IllenpuH codyeTaeT «MHTEPHEPHOE» IMPO-
CTPaHCTBO CaMOM Teppachl Ha TIEPBOM TLjIa-
He 1 OecKpaliHre MOPCKUe Tajii B TITyOu-
He. [TnacTyHas «ocsi3aeMoCTh» KaMEHHBIX

CTeH Teppachl, MOTPY>KEHHOH B TIIYyOOKYIO
TE€Hb, KOHTPACTUPYET C 3ATUTHIM COJIHEY-
HBIM CBETOM U KaXyILIUMCSI TTIOYTH Hepe-
QIBHBIM BOJIHBIM Y BO3MYITHBIM MTPOCTO-
poM. OGuTaTeN N TepPacChl — UTAIbSIHCKUE
MPOCTONIOAUHBI, OXOTHO MO3MPOBABILINE
XyIOXHUKY 32 HEOONBIIYIO TUIaTy, — Ha-
CJIAXIAIOTCS TIOKOEM W HeTOM, pasTuThIMU
B OKpyKaroliei npupoae. Bzaumoneiicr-
BH€ IBYX MPOCTPAHCTB SIBISIETCS] pellaio-
M B 00pa3HOIi TPAaKTOBKE €eIlle OHOTO,
HauboJjiee pOMaHTUYECKOTo MeH3aKHOTO
MOTHBa — CKaJluCToro rpora. B kaptune
«Ipor Marpomanuno Ha octpoBe Kampu»
(1827, T'TT) XymoskHUK MacTepCKH Tiepe-
JlaJT KOHTPACT HACBIIIEHHBIX TETIIBIX TOHOB
BHYTPEHHOCTU I'POTA C Pa3MbIThIM BBICBET-
JICHHBIM KOJIOPUTOM [ajbHETo TIIaHa.
MoxHO cka3aTb, 4YTO U300paXKeHuUs Tep-
pac u rpoToB cTajiu B TBopuectse Lllenpu-
Ha CBO€0Opa3HbIM CMBOJIOM Kpasi BEUHO-
r0 MOJI/IHS, B KOTOPOM PEaIbHOCTb KaXeT-
Csl MPEKpPacHOM Ipe3oii.

PomanTryeckoe MupooIiyiieHue sip-
KO TIPOSIBWJIOCH B HOYHBIX Bumax Hearo-
JIsl, UCTIOJIHEHHBIX B TIOCJIETHUE TOMbI K13~
HU nei3axucta. Bug Ha Besysuii u Kac-
Tesb feib OBO CO CTOPOHBI HabEePEeKHBIX
Canra-Jltouus u Pusbepa nu Kesiisi, kak
U IpyTue Mei3axu, MoJb30BaBLINECs yC-

HACIEAVE

riexoM, LLlenprH UCTTOMHST HEOTHOKPAT-
Ho. OauH u3 HuXx — «JIyHHas Houb B Hea-
nojie» (1828) — HaxomuTcss B coOpaHUM
I'TT. N3006pakast HOUHOI TOPOI, XyTOXKHUK
coueTaeT JBa MCTOYHUKA OCBEIICHUS —
MPU3PAYHbBII CBET JIYHbI, OKPY>XEHHOI
KJIyOsIuMucs obakamu, U SpKUii Kpac-
HOBAaTHhIll CBET IUIAMEHU KOCTpa, pa3oxkK-
JKEHHOTO pbl0akaMu Ha Oepery. B kaptuHe
YCUJIMBAETCSI OCTPOTA KOJOPUCTUYECKMX
couetaHuii. KoHTpacT TEeTUIBIX M XOJIOMI-
HBIX TOHOB TIPUIAET OCOOYIO BEIPA3UTEITh-
HOCTb TEMHBIM CUJIy3TaM 3[aHUI Ha Ha-
OepexkHoi 1 3aMKa Ha ropu3oHTe. [lepen
3pUTEJIEM MPEACTAET YK€ He TUPUYECKUIA,
a cKkopee ApaMaTUyecKuii oopas, Kkpacora
KOTOPOTO BBHI3bIBAE€T YYBCTBO TPEBOTU U
CMYTHOW TIEYaIN.

Braromapst nesitestbHOCTH TpeThsiko-
Ba yKe K Hauajy XX cTojieTusi coOpaHHast
B rajiepee KoJuIeKIus nmpoussencHuii [len-
pYIHA OTpaxasia MPaKTUYEeCKU BCe BaKHEN-
1111 3Tarbl TBOpUECKOi duorpacduu nei-
3akucTa. JlomojgHeHHas B MOCICAYIONINE
TOJIBI TTPOM3BEACHUSIMM 13 YaCTHBIX COOpa-
HMI1, B HACTOsIIIee BpeMsI OHA BKIIIOYAeT
oosee 30 KapTHH, OOJBITUHCTBO KOTOPBIX
SIBJISTIOTCS] TIPU3HAHHBIMM 1IeIeBpaMU He
TOJIBKO PYCCKOI, HO W €BPOIEHCKOM XK1~
BOITUCH.
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