. TPETbAKOBCKAA MAJNEPEA BbICTABKIU

TpeTtpsikoBckasi Tajiepesi BoIpaxkaeT pu-
3HaTeTbHOCTh AHatonuio KiBaHoBUYY
HoBukoBy 3a (hMHAHCOBYIO MOIIEPXKKY
BBICTABKH.

HNpuna lllymanosa

Maruga akBapesn

BricTaBka rpacpuku
u3 (poHI0B
TpeTbaKOBCKOM
rajgepeu, OTKpbITasi
B JlaBpyuimHCcKOM
nepeyske 10 HOs0ps
3TOro roja,
NpEJCTABIISIET OoJiee
350 mpou3sBeneHuin
PYCCKOM aKkBapesu
XVIII-XX BeKkoB,
Cpeny KOTOPbIX —

1 XOPOLLIO U3BECTHBIE
IEIEBPBI, U PadOThI,
HE 3HAKOMbIE
LIMPOKOMY KPYyTy
3pUTEJIEN.

AKBapesb — OfJHa U3 CaMbIX CJIOXKHBIX U 3araJJouyHbIX XyJI0xXKe-
CTBEHHbIX TeXHUK. CeKpeT ee, Ha MepBblid B3IV, JOCTATOYHO
MPOCT: PACTBOPEHHbIE B BOJIE OYEHb MEJIKO PacTepThie YaCTU-
bl MATMEHTA CO3/JAI0T MPO3PAYHbI KPACOUYHBINA CJIOH, MPOHU-
LAEMBbIii JIJIS1 CBETOBBIX JIyUYell, KOTOpbIE, OTpaXasch OT O6esoi
MNOBEPXHOCTU OyMmaru, MOBbIIAIOT MHTEHCUBHOCTbH 3BYYaHUS
ugera. Ho TafiHa 00astHUSI, HEM3MEHHOW MPUBIIEKATEIBLHOCTH
AKBApEJIbHON TEXHUKU, €€ BEYHOW MOJIOJJOCTU U aKTyaJIbHOCTU
ocTaeTcss HepasrajaHHoi. CBOOOJHOE MNEpEeTEKAaHUE TOHOB,
MSTKOCTb TEPEXOJJOB U HACBILIEHHOCTh KOJOPUCTUYECKUX
CO3BYUMIi, aKTMBHAs poJib OyMaru, ee TOHa U (PaKTypbl — BCE
3TO COOOIIAET aKBapeau HU C YeM He CpAaBHUMbIE OYapOBaHKe
1 U3bICKaHHOCTh. [louTn He jomyckaroujasi nepeaesiok u npa-
BOK, 9Ta TEXHMKA TPeOyeT OT Xy[0XKHUKA OCOOON 4yTKOCTH,
BEPHOCTH TI71a3a U PYKU, BAPTYO3HOT'O BJIAJIEHUSI UBETOM U (pOp-
Moii. HacTosiiieMy MacTepy oHa 1aeT BO3MOXKHOCTb O€CKOHEU-
HOTro pazHooOpa3usi 3pPeKToB.

I1.¢.COKOJIOB
Lsemut u ppyxmuot
1840-¢

Bywmara, akBapeib
26,5%19,2

Pyotr SOKOLOV
Flowers and Fruits
1840s

Watercolour on paper
26.5%19.2 cm

HCTOpI/I‘{CCKaﬂ KapTUHA Pa3BUTHSI TEX-
HUKM cyioxHa. OHa He CKJIaabIBacTCsT
B €IMHBIN MOCTYNATEIbHBINA 3BOIOIIMOH-
HbBII TMpoliecc, XOTd o0lasi TeHACHIIMs,
HanpapJieHHas Ha OCO3HaHKME OCOOEHHO-
CTeil TUTaCTUYeCKOro sI3bIKa, (HOPMUPOBA-
HUE 3CTETUKHU, OTIIMYHOM OT IPYTHX BUIOB
JKMBOTIMCH, TIPOCIIEKUBAETCS TOCTaTOY-
HO ormpenesneHHo. B paboTe akBapelsibio
MpeNeIbHO PAaCKPhIBACTCS TeMIIepaMEeHT
XYIOXXKHUKA, OOHAXKAETCsl CaMblil HEPB €ro
TBOPYECKOW WHIWBUIYATbHOCTU — YYyB-
CTBO IIBETa, CTETIEHb U XapaKTep KOJIOpH-
CcTUYecKOi omapeHHOCTH. MIMeHHO mos-
TOMY UCTOPMSI aKBapeiau HEMOHCTPUPYET
o0uve HampaBjieHui, 00rarcTBO camo-
CTOSITEJIbHBIX MaHep, CTUJICH U MOYEPKOB,
OyITO COPEBHYIOIIUXCS B CBOCI HEMTOBTO-
pumoctu. Hapsimy ¢ sSIpKkuMu DOCTVKe-
HUSIMU OOJIBIIIMX MacTepoB, 0003HAYAIO-
IIMMU BEPIIUMHBI €€ BO3MOXKHOCTEM, Upe3-

BbIUYAHO BaxKHA 1 00LIasi KyJbTypa akBa-
penu, cosmaBaeMasi TPyIaMu HIMPOKOTO
Kpyra rmpodeccnoHaioB, a WHOTIA U TIPO-
CTO JIIOOUTENSIMU U OTpaxkarolasi MUpOo-
IIyIIeHNE TIOKOJIEeHMUSI.

HWcropus akBapenu B Poccum Haum-
Haetcst ¢ XVIII Beka — €10 Moab30BaIUCh
MpyU «AUTIOMUHUPOBAHUU» TPABIOp U ap-
XUTEKTYPHBIX TPOoeKToB. Ha BBICTaBKe B
I'TT MOXHO yBUIIETh HECKOJIBKO PEIKUX,
HauboJjiee paHHUX aHOHMMHBIX 00pa3LoB
MOAOOHOTO TPUKIATHOTO TPUMEHEHUS
9TOil TexHUKU. B KoOHIle croneTust akBa-
pesib CTAHOBUTCS YK€ CaMOCTOSITEIbHBIM
BUJOM HCKYCCTBa, OO0JIamamIIuM co0-
CTBEHHBIMU CPEICTBAMU BBIPA3UTETTHHO-
CTHU U XYIOKECTBEHHBIM SI3bIKOM.

Texnuka akBapenu npuinia B Poc-
chio, KaK U BO MHOTUE CTpaHbl EBporbI,
u3 AHru. B mpakTuke aHrIuiickKoit
aKBapesy CI0XUIach OMpeeleHHasl CUC-

TeMa TPUEMOB PabOTHI <«ITO-MOKPOMY».
Kpacka HaHOCHIIaCh IIMPOKOI 3aTMBKOIA.
OO0uMit TOH MOAYMHSIT cebe OCTalbHbIE
1IBETAa — XYJIO0XECTBEHHOE BIleUaTICHUE
CTPOMJIOCH Ha TTOCTETIEHHBIX, €Ba YJIOBU-
MBIX TOHAJIBHBIX Tepexonax. HaubGonee
paHHUMU TTPUMEPaMU 3TON «aHIIMIICKOM
MaHepbl» MOTYT TTOCIYXXUTh aKBapeJbHbIE
BumoBbie JaHmmadTter M.M.MBaHoBa, a
TaKKe penKasi Ul CBOETO BpPEeMEHU IO
xKaHpy padora [LM.Ckopomymona «Ilop-
tpet U.1.Ckopomymosa» (1790-¢), npen-
CTaBJISIIONIAsT OCOOBINT MHTEPeC, MOCKOJb-
Ky €€ aBTOp 10JIroe BpeMsl KU B AHIJIUU
M BOCHPUHSUT TEXHUKY aHTJIMICKON aKBa-
penu B HauboJee YMCTOM BUJIE.

PonvHoil pa3HOBUIHOCTH akBape-
JIM, TIOJNyYUBIIEH pacrpoCcTpaHeHUe YyTh
nosxe, Obta Mranus. B uranpsHCKOI
aKBapeJIv XyHIOKHUK IMUIIIET «IT0-CyXOMY».
ToHa HaknanbIBalOTCSl OAMH Ha Ipyroi
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Irina Shumanova

CURRENT EXHIBITIONS

The Tretyakov Gallery expresses sincere
gratitude to Anatoly Novikov for financial
support of the exibition.

The Magic of Watercolour

The exhibition of
watercolours from
the 18th to early

20th centuries from
the Tretyakov
Gallery’s Department
of graphic art

he history of the technique has been

complex — it was not a straightforward
linear evolution, although the general trend
towards an awareness of the individual fea-
tures of visual language, and the formation
of a distinct aesthetic different from other
kinds of painting can be traced fairly clear-
ly. Watercolour lays completely open the
artist’s temperament, revealing the very
core of a creative individuality, in particular
the sense of colour, the degree and nature of
one’s gift for colour. This is why the history
of watercolour embraces a variety of trends,
and an astonishing richness of distinctive
modes of expression, styles and patterns,
each more original than another.

Along with the best achievements of
the prominent watercolour artists — Karl
Briullov, Alexander Ivanov, Vasily Surikov,
Valentin Serov, and Mikhail Vrubel — who
represent the highest points in the realiza-
tion of the potential of watercolour, just as
important is the general culture of water-
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Watercolour is one of the most complex and mysterious art
techniques. It seems at first glance that its secret is relatively
simple — pigments very finely ground and dissolved in water
form a translucent layer of paint colour penetrable for sun
beams which, reflecting from the white surface of paper,
enhance the intensity of colour. However, the mystery of the
charm and lasting allure of the watercolour technique, its eter-
nal freshness and relevance remains intractable. Interactions of
hues, a softness of colour transitions and an intensity of the clusters of colours, with the high
profile of paper, its colour and texture — all this imparts to the artistic language of watercolour
paintings an unmatched charm and elegance. Works in watercolour hardly allow alterations and
corrections in the course of their creation, and this technique requires from artists a special sen-
sitivity, precision of eye and hand, and a consummate mastery of colour and form. For an
accomplished painter, watercolour affords the opportunity of endless diversity of effects, sub-
tlest shading and decorative colour contrasts.

colour art which has been shaped by the
efforts of a wide range of professionals, and
sometimes just amateurs, and reflects the
mentality of a generation.

The “Magic of Watercolour” exhi-
bition from the graphic art department of
the Tretyakov Gallery features more than
350 works of Russian watercolour art from
the 18th to 20th centuries which include
both well-known pieces and others that are
unknown to the general public.

Watercolour as a medium appeared in
Russia in the 18th century — the technique
was used for “illuminating” prints and
architectural drafts. The exhibition features
several rare, earliest pieces of that kind
made by unknown masters. By the late 18th
century watercolour already was an
autonomous art with some distinct means
of expression and artistic language.

Russia, like many other European
countries, borrowed the watercolour tech-
nique from England. The English water-

colour artists developed a special set of
techniques termed “wet in wet”. A dash of
paint was applied to a wide area of the
paper. The general tonality determined the
rest of the colours, and the impression was
shaped by gradual, barely perceptible
colour shadings. The most interesting
examples of this “English style” include
Mikhail Ivanov’s watercolour landscapes
(“View of Three Churches on Mount
Ararat”, 1783) and Gavriil Skorodumov’s
“Portrait of Ivan Skorodumov”, which,
unusual for its time in terms of genre, is
made all the more noteworthy by the fact
that the artist lived in England for a long
time and learned the technique of the Eng-
lish watercolour school in its purest form.
Another type of watercolour, which
came into its own a little while later, origi-
nated in Italy. In Italian watercolour, the
artist applies a drybrush technique whereby
one shade of colour is applied over another
gradually, after the preceding layer has

dried, touch by touch, intensifying the
shades of colour from light to dark. Italian
watercolours were marked by their diversity
of rich colours, plasticity, contrasts of light,
brightness and intensity of colour scheme.
The “Italian style” was imported to Russia
by the members of the large Russian artistic
community in Rome, holders of Academy
of Arts fellowships, first of all Karl Briullov.
The genre of landscape was very
important for the development of the
watercolour in Russia. Along with pictures
made using watercolour only, other charac-
teristic pieces include those made with
watercolor and gouache, such as “View of a
Park in Tsarskoye Selo” by Ferdinand de
Meys, “A Mill and Pil Tower in Pavlovsk”
(1797 or later) by Sylvestr Shchedrin, and
gouache paintings “with watercolour
effect” such as “Pond in a Park in Tsarskoye
Selo” (early 1810s) by Andrei Martynov.
These pieces show how the differ-
ences in the properties of watercolour
paints and their interaction with paper were
being explored at the turn of the centuries.
Views of architectural landmarks and fan-
tasias (so called “vedutas”) created by
architects were very important in the for-
mation of the genre of watercolour land-
scape. Such works include the gems of the
Tretyakov Gallery: Vasily Bazhenov’s “Ital-
ian Landscape. Rome” (1762-1764),
Andrei Voronikhin’s “Kazan Cathedral in
St. Petersburg” (1800), and Giacomo
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Quarenghi’s “Landscape with Ruins”
(from the 1800s).

Fyodor Alexeyev was a master of
veduta and the founder of the genre of the
cityscape in Russia. His works “View of
Mikhailovsky Castle in St. Petersburg”
(1799-1800) and “View of Kazan Cathe-
dral” (1810s) are distinguished by the par-
ticular elegance of their craft. The translu-
cent pearly shades of colour, the perfection
of the shapes of buildings, the masterfully
arranged colour highlights on little staffage
figures lend to the pictures of the city views
charm and harmony of an ideal. Fyodor
Alexeyev’s traditions were carried on by his
student Maxim Vorobyev, who, in his water-
colour painting “The Neva View from the
Mining Institute” (1834 or earlier), created
one of the most soulful images of St. Peters-
burg in Russian art.

In Vorobyev’s paintings, made, during
a journey, for the purpose of “recording the
surroundings”, the topographic precision is
combined with astonishing freedom, and
the affectivity of style goes together with an
extreme conventionality of artistic lan-
guage. Maxim Vorobyev started a whole
school of “recorders of surroundings” who
worked in the genre of “topographic land-
scape”. The works of Sokrat Vorobyeyv, the
brothers Nikanor and Grigory Chernetsov,
and Karl Rabus are distinguished by a con-
summate mastery, but lack that reverence
for technique, that magic of formal perfec-

1.A.MBAHOB

Jom 2pagpa

A.K. Pazymosckoz0

€O CMOopoHbL napka
Hauano 1800-x

Bywmara, akBapesb, Tylib,
KHCTBb, nepo. 35,2x51,5

Ivan IVANOV

Count Andrei
Razumovsky’s House —
A View from the Park.
Early 1800s
Watercolour, ink, brush,
quill on paper
352x51.5 cm
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tion which elevated Maxim Vorobyev’s
pieces to the plane of high art.

Both professional and amateur artists
en masse turned to watercolour landscape.
The exhibition for the first time introduces
a still little known culture of album water-
colour — pieces by Karl Kolman, Karl
Hampeln, Nicolas de Courteille, Nikolai
Tikhobrazov and others. Amateurs’ paint-
ings on the whole and amateurs’ water-
colours in particular are an essential part of
the art of the early 19th century. The circle
of amateur painters produced such promi-
nent artists as Pavel Fedotov and Fyodor
Tolstoy. A flavour of spontaneity and can-
didness demonstrating the artist’s “self-
education” lends a special charm to Fedo-
tov’s early watercolours, such as the twin
portraits of Maria and Apollon Kolesnikov
(1837), “A Stroll” (1837), “Gamekeepers
Ford during Martial Exercise” (1844). In
his famous sepia drawings the impeccable
craft elevates these “scenes from everyday
life” from the plane of an amateur’s pastime
to the level of important genres of visual art.

Tolstoy’s works represent an unex-
pected turn in the development of water-
colour art. They can be called watercolours
only by some stretch of imagination — the
artist ground and prepared the paints with
his own hands, so the paints were some-
thing in between gouache and watercolour.
Individually preparing the paints, the artist
could use the advantages of both media,
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applying dense non-transparent paint
colours and alternating them with the finest
glaze coat.

The intensity and fruitfulness of the
development of watercolour depended on
the demand for the technique existing at the
time, and on how well its language fitted in
with the aesthetic categories of the time. In
the age of Romanticism watercolour art for
the first time became aware of its autonomy.
Romanticism made the watercolour por-
trait a leading genre of the era. Sometimes it
seems that the images created by the promi-
nent artists of the first half of the 19th cen-
tury not only embodied but also shaped the
idea of the ideal of the age — the sitter's
mindset, and her or his appearance and
manners.

Watercolour portraits of the first half
of the 19th century are presented at a sepa-
rate section of the exhibition, introducing
the viewer to the history of the genre and
featuring a large range of works. The early
works of the founder of the genre, Pyotr
Sokolov, demonstrate that the genre origi-
nated from the genre of the miniature por-
trait — the same small size, oval composi-
tion of the picture, and distinct treatment of
the space of a sheet.

Over time this link gradually disap-
peared — the image slowly claimed the
space of an entire paper sheet, the brush-
strokes became wide, unrestrained and ver-
satile, and the paint colours — translucent
and lightsome. Each created quickly, at one
sitting, Sokolov’s pictures from the 1820s-
early 1830s are full of refined charm of a
friendly dialogue between the artist and his
model. Sokolov’s achievements inspired
followers in considerable numbers (includ-
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ing his son Alexander Sokolov) — the show
features many of their works, including the
pieces of Vladimir Gau, Afanasii
Nadezhdin, Mikhail Alexeyev, Ivan Alex-
eyev, Alexander Vorobyev, Konstantin
Osokin and others. Learning and diversify-
ing Sokolov’s techniques, these artists cre-
ated a range of portraits of their contempo-
raries which have such a strong stylistic kin-
ship that, taken together, they appear as a
portrait of the beautiful classic era within
whose cultural environment the art of
watercolour portrait came about, bloss-
omed, and then vanished forever together
with the generation whose image it pre-
served so carefully.

Another distinct trend in watercolour
portraiture is represented by the brothers
Alexander and Karl Briullov. The modest
charm of Sokolov’s reticent sitters presents
a sharp contrast to the flamboyancy and
artistic posture of the theatrical and flashy
portraits by Briullov which are always repre-
sentative, even when the artist’s goals are
modest in scope. In Briullov’s portraits the
sitters’ characterization is bolstered by a
variety of accessories — the patterns of the
iridescent creases of the fabric, the open-
work lace, and the interplay of different tex-
tures. The Tretyakov Gallery’s treasured
gems include Karl Briullov’s masterpieces

! Apollon Mokritsky. Recollections about Karl Briullov. Quoted from:
Karl Briullov in letters, documents and reminiscences of his con-
temporaries. Moscow, 1961. p. 148.

2 Opucit., p. 148.
3 Eugenia Plotnikova. Exhibition of Russian watercolours from the

late 18th — early 20th centuries from the collection of the State
Tretyakov Gallery. Moscow, 1966, p. 16.
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1.HKPAMCKO!
[epesenckuii 060pux

60 Ppanyuu. 1876

Bywmara upetHasi, akBapens,
Gemna. 24x31.5

Ivan KRAMSKOY
Courtyard in a Village

in France. 1876
Watercolour on coloured
paper, white. 24x31.5 cm

such as big ceremonial portraits — “Portrait
of Grigory and Varvara Olenin” (1827) and
“Portrait of Maria Buteneva with Her
Daughter Maria” (1835).

A past master of genre scenes and
landscapes, Briullov masterfully introduced
elements of those fields into his portraits.
Such form made the artistic challenge more
difficult and at the same time enabled the
artist to display fully his great gift for
colours, unbounding his “ardent artistic
temperament and exuberant imagination”."
Any show of Briullov’s watercolour artwork
would not have been complete without his
Italian scenes, so much favoured by the
artist’s contemporaries, — “the gems of his
imagination and phenomenal brush”.?

The exhibition features a whole
“suite” of Briullov’s small Italian genre
scenes: working on these happy and care-
free pictures, he enjoyed freedom from the
academic canons. The artist achieved in
these pieces an elegant “Mediterranean”
colouristic richness and masterfully harmo-
nized the complex polychrome clusters of
colours, achieving a strong intensity and a
nearly ostentatious precision and perfec-
tion. The gift of Briullov the watercolourist
also showed off in sepia, a monochrome
variety of the technique. The sepia pieces
“invite a new understanding of aesthetic
perfection of an oeuvre”,? giving the artist a
special freedom of breathing and causing
him to anticipate, to a certain extent, new
techniques and new trends in watercolour
painting.

The watercolours by Alexander
Ivanov are an absolutely unique legacy, an
unsurpassed achievement in terms of mas-
tery of the media and an ultimate expres-
sion of its essence. The artist turned to

MOCTETICHHO, TTOCJIC TTPOCHIXaHUSI TIPEIbI-
JIYIIETO CJIOSI, Ma3KaMM, TpaJalliy LIBEeTa
YCUJIMBAIOTCSI OT CBETJIOTO K TEMHOMY.
WTtanbsgHCcKylo akBapesb OTJIWMYaIv 3BYY-
HOE MHOTOLIBETHE, IIACTUYHOCTD, SIp-
KOCTb M HaIpsBKEHHOCTb KosiopuTa. [1po-
BOJAHUKAMU <«UTaJbsIHCKONH MaHEphI»
CTaJIi YJIeHBI OOIIMPHOI PYCCKOI XymoXe-
CTBEHHOU KOJIOHMM B PuMe, MeHCHMOHEPBI
AKaneMuun XyIoXXecTB, U MPEeXae BCEro —
K.I1.Bproios.

Bounblnyio poib B pa3BUTUN aKBape-
au B Poccum urpan mneisaxkHbIi XKaHp.
31ech HapsiLy C MPOM3BEACHUSIMU, UCTION -
HEHHBIMU MCKJIIOUUTEIBHO aKBapesblo,
rnokaszaTesibHbl M padoThl, COoYeTaollue
akBapesib ¢ ryamblo — «Bung Ilapcko-
cenbckoro mapka» (1793) @. ne Meiica,
«MenbHuua u 6airns [Mune B [TaBnoBcke»
(1e panee 1797) C.®.Illenpuna, a Takxe
ryamm ¢ «3(p@ekTom akBapeiun», Ha-
npumep «IIpyn B mapke Llapckoro Cena»
(Hauano 1810-x) A.E.MaptbiHoBa. OHM
JIEMOHCTPUPYIOT TTPOMCXOIUBIINI Ha py-
06eKe BEKOB ITPOLIECC OCMBICIICHUS pa3iiv-
YMii CBOMCTB BOJOPACTBOPMMBIX KPacOK,
MX B3aUMOJEUCTBUSI ¢ Oymaroit. BaxHoit
JIMHUE B (DOPMUPOBAHUU aKBapeJbHOTO
Me3aKHOTO XXaHpa CTaJIM apXUTEKTYPHBIC
BUIIbI U (DaHTa3UU — BE1yThbl, — UCTIOJTHEH-
Hble apxuTeKTopamu. Cpeau Takoro poaa
MPOU3BEACHUN TOPAOCTh KOJUICKIINK
I'TT — «MranpsgHckuit meizax. Pum»
(1762—1764) B.1.baxeHoBa, «KazaHckuit
cobop B IlerepOypre» (1800) A.H.Bopo-
HuxuHa, «[leiizax ¢ pymHamu» (1800-¢)
JIx.KBapenru. biuectsiiium MacTtepoMm
BEIYThl, POJOHAYAIILHUKOM TOPOJCKOTO
neiizaxa B Poccum Obu1 @.4.Anekcees.
Ero nuctel «Buag Ha MuxaitnoBckuii
3amok B [letepOypre» (1799—1800), «Bun
Ha Kazanckwuit co6op» (1810-e) ommmuaeT
M3SIIECTBO TeXHUKU. [Ipo3pauHble XKeM-
YyXKHbIE€ OTTEHKM I1IBE€Ta, COBEPILIECHCTBO

apXUTEKTYPHBIX (POPM, MACTEPCKHU pac-
CTaBJICHHBIE I[BETOBBIE AKIEHTHI cTad-
axHbIX GUTYPOK MPUAAIOT 3areyaTyieH-
HBIM aHCaMOJISIM OdYapoBaHME U Tap-
MoHUIO uaeana. Tpaguiuu AsekceeBa
npoao/kua ero yueHuk M.H.BopoObes,
CO3MABIIMI OAWH M3 CaMbIX MTPOHMKHO-
BeHHBIX 00pa3oB [letepbypra B pycckom
HCKyccTBe. B ero pucyHkax u3 myrelie-
CTBUM, TPEANPUHATBIX 51 «CHSATUS
BUIIOB», TOIorpacduyeckasi TOYHOCTb CO-
YeTaeTcsl C YAMBUTEbHOM CBOOOIOM, SMO-
LIMOHAJIbHOCTb MaHEpPbl UCIOJHEHUS —
C KpalHeN YCIIOBHOCTBIO XYIOXECTBEHHO-
TO SI3bIKA.

AKBapesbHbIN  Mel3ax MoayduI
IIMPOKOE PaCIpOCTpaHEHUE KakK B KpPYIy
npodeCcCUOHABHBIX XYIOXHUKOB, TakK
U cpeau JroouTtesneil. DKCrno3uius Brep-
BbI€ TPENCTABISICT MaJIOM3YYEHHBIN ele
TUIaCT adbOOMHOI aKBapeslbHOW KYJBTY-
pbl — rpapuky K.U.Konbmana, H.K.Tam-
nenbHa, H.Kypreiins, H.M. Tuxobpasosa.
Jltobutenbckoe pucOBaHWE B LIEJIOM M
aKBapesb B YaCTHOCTH — CYIICCTBEHHAS
cocTaBisifonasi MckyccTBa Havayna XIX
Beka. M3 cpenbl XynoKHUKOB-TI00UTENeH
BBIXOJISIT TaKWe KPYITHBbIE MacTepa, Kak
[T.A.®enoroB u @.I1.Tonctoii. Ocoboe
obassHMe paHHUM akBapesissm {emnotoBa
(mapHbIe MOpTpeThI cynpyroB KonecHuko-
BbIX, 1837; «[Iporynka», 1837; «[lepexom
erepeit BOpos Ha MaHeBpax», 1844) coob-
1IAI0T HEMOCPeACTBEHHOCTh, MCKPEH-
HOCTb, KOTOPBIE BBIIAIOT ITyTh «CaMO0o0pa-
30BaHUsI» UX co3martesis. B ero sHameHu-
TBIX CEMUSIX 0e3yNpPeYyHOCTh MCIOJTHEHUS
BBIBOIUT OBITOBYIO 3apMCOBKY M3 00JaCTh
JIIOOUTENTHCKOTO TOCYTa B OJMH 13 BAXKHBIX
JKaHPOB M300pa3UTEIbHOIO UCKYCCTBA.

Pa6otb1 Tosncroro — HeoxXUIaHHBIM
MOBOPOT B pa3BUTUM akBapenau. OHU
JIOCTATOYHO YCJIOBHO MOTYT OBITH MPUYH-
CJIeHbl K 3TOM TEXHUKE: XYJIOXHUK caM

®.A.BACUJILEB
Tocae npoausroz0
00amcon. 1870
Bymara, akBapeiib,
Gemuna. 17,3x36,1

Fyodor VASILIEV
After Heavy Rain. 1870
Watercolour on paper,
white. 17.3x36.1 cm

<« ILA.®EJOTOB
IIpozyaxa. 1837
Bymara, akBapeib
26,5x214

< Pavel FEDOTOV
A Stroll. 1837
Watercolour on paper
26.5x21.4

TPETbAKOBCKAA FANEPEA

BbICTABKWN

pacTupaj; M TOTOBUJ KpacKH, KOTOPHIC
MPENCTaBISIIN coO0O0l HEYTO CcpemHee
MEXIy Tyalllblo M aKBapesblo. ABTOPCKUE
KpacKy TTO3BOJISUIM HCIIOJIb30BaTh TPeu-
MyIlIECTBA O0EMX TEXHUK — padoTaTb U
KOPMYCHBbIMU Ma3KaMH, W TOHYAWIIUMU
JIECCUPOBKAMHU.

WHTEHCMBHOCTD U TIIONOTBOPHOCTH
pa3BUTHST aKBapeJId 3aBHCENIa OT CTETIEHU
€€ BOCTPeOOBAHHOCTH, OT TOTO, HaCKOJIb-
KO €€ SI3bIK COOTBETCTBOBAJI 3CTCTUICCKUM
KaTeropusiM 3moxu. B amoxy pomaHTH3Ma
aKBapeJsib BIIEPBbIE MTO-HACTOSIIIEMY O0Ope-
TaeT CaMOCTOSATEIBHOCT. B paHT Bemyle-
TO XaHpa TOTO BPEMEHHU ObLT BHIBEICH
noptpeT. [lopoit kaxercsi, 4TO Xymoxe-
CTBEHHbIE 00pasbl, CO3TaHHbIE MaCTEpaAMU
nepBoit TmooBMHBI XIX Beka He TOJBKO
BOIUIOTWIY, HO W C(HOPMUPOBAIN TIPE[T-
CTaBJIeHUs 00 ujaease 3MoXyu — AYIIEBHbBIM
CTpOii Mojenu, cam ee OOJMK, MaHepy
TIOBENIEHUSI.

AKBapesIbHBIIi  TTIOpTpeT  TepBOi
nojoBuHbl XIX cToJieTUsI cocTaBisieT
CaMOCTOSITEJbHBIN pa3fesl 3KCITO3ULINH,
B KOTOPOM 3TO SIBJICHUE pacCMaTPUBACTCST
B nuHaMMKe. PaHHMe paboThl pomoHa-
yanbHuka xaHpa [1.dD.CoxkosnoBa pac-
KpPBIBAIOT CBOE IPOMCXOXIEHUE OT TIOp-
TPETHOW MUHMATIOPbl — B XapaKTEPHOM
MajioM ¢hopmare, OBaJIbHOI KOMIIO3UIINH,
0Cco00i1 TPaKTOBKE TPOCTPAHCTBA JIMCTA.
Co BpeMeHeM 3Ta CBSI3b yTPauMBaeTCs,
M300pakeHNe OCTOPOXKHO OCBAaMBAaET BCIO
TUTOCKOCTh OyMaskHOTO JIMCTa, Ma30K CTa-
HOBUTCS IIIMPOKUM, CBOOOHBIM U pa3HO-
00pa3HbIM, KpacKu — MpO3pavyHbIMU, JIET-
KUMU. BpITIOTHEHHbIE 32 OIMH CeaHc,
pa6oter CokosoBa 1820-x — Havana 1830-x
TOJIOB TOJIHBI TOHKOTO O0asHus ApyXke-
CKOTro JHajiora MEXIY XYIOXHUKOM M
Mozenbio. JlocTikeHrsT MacTepa BIOXHO-
BJISIIOT OOJIBILION KpYyr MocjieaoBaTesei,
JIOCTaTOYHO IITMPOKO MPEACTaBICHHBIN Ha
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watercolour when he was already an experi-
enced and accomplished oil painter, and
even his first watercolour paintings (‘A
Bridegroom Choosing Earrings for His
Bride”, 1838, and “October Festivities in
Rome”,1842) are astonishing for their dar-
ing and perfection. In the way the artist
treated the media one clearly feels his
delight at the new opportunities opened up
for him. For Ivanov, watercolour was a
technique of artistic quest, a technique
affording novel treatment of space in terms
of light and colour. Made quickly, “in one
breath”, his plein-air landscapes of the
mid-1840s and 1850s (“Italian Landscape.
Nettuno”, “Seashore in Naples”, “Boats”,
“Water and Rocks”) offer the viewer an
opportunity to experience the development
of a picture from the first to the last brush-
strokes.

Sunlight is the theme of many of
Ivanov’s watercolours. As if aware of the
uniqueness of the artistic challenge, Ivanov
supplied such pieces with an explanatory
note “made in the sunshine”. His “Terrace
with Grape Vines” belongs to the most
famous among Ivanov’s “experimental”
albums which consists of nearly mono-
chrome plein-air sketches. In these pic-
tures, a dazzling sunlight embodied in the
shining whiteness of a paper sheet capri-
ciously changes the form and colour of the
objects, blends silhouettes, and creates an
effect of mercurial light and air and vibrant
opalescent matter.

Ivanov’s “biblical sketches” are
undoubtedly the artist’s major accomplish-
ment. In the conventions of the watercolour
technique, in the conceptual incomplete-
ness of statement peculiar to a sketch,
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Ivanov achieved congruity with his creative
intent. The techniques of the biblical
sketches are diverse — they vary, blend
together and are reborn in response to a
specific artistic goal.

In some pictures the paints are trans-
parent almost to the point of immateriality,
in others, the watercolours are multi-lay-
ered, dense and solid. In the pictures on
dark paper the effect of an enthralling inner
glow was achieved through the use of white
pigments. As it turned out, Ivanov’s water-
colour pieces practically had no impact on
the art of his contemporaries and immedi-
ate successors. His watercolours, known
only to a few people, remained in the safe-
keeping of the artist’s brother Sergei [vanov
and Mikhail Botkin “until the time would
come”, as was willed by the artist himself,
who was aware that his discoveries “were
ahead of the times”. Some of them were
printed in the 1870s-1880s*, but it was not
before these watercolours were transferred
to the Rumyantsev Museum that they start-
ed to play an important role in the life of art
exerting a great influence on the generation
of artists of the late 19th-early 20th cen-
turies.

After the deaths, very close to one
another in time, of the prominent water-
colour artists Sokolov, Karl Briullov and
Ivanov, this kind of art experienced a diffi-
cult period. The demise of such masters of
the genre marked a change of epochs and
coincided with the beginning of major shifts
in the way that the goals and mission of
art were perceived by society. The refined

N Sketches from Ivanov’s Divine History. I-XIV. Berlin, 1879-1887.
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B.I.IIOJIEHOB

Cpeou yuumeaeii
(Xpucmoc ompok

6 cunazoze). 1894
Ocku3 KapTunbl «Cpenu
yuuTesen»

(1896, T'TT)

Bymara, akBapeis,
rpacuTHBI KapaHjaml
22.4x40.5

Vasily POLENOV

Among the Teachers

1894

Study for the painting
“The Young Jesus

in the Synagogue”

(1896. Tretyakov Gallery)
Watercolour, pencil on
paper

22.4x40.5 cm

BeicTaBKe paboramm B.W.lay, A.ll.Ha-
nexnuHa, M.H.AnekceeBa, U.Anekceena,
A.M.Bopoo6bseBa, K.C.Ocokuna. OcBau-
Basl M BapbUpys COKOJIOBCKUE TPUEMBI,
XYIOXXHUKM CO3Iajii Trajepero o0pas3os,
HACTOJIBKO CTHJIMCTUUYECKU POICTBEHHBIX,
YTO B COBOKYITHOCTH OHU BOCITPMHUMAIOT-
csl Kak TOPTPET IMPEeKpacHOM Kiaccuye-
CKOIl 3TTOXM, B KYJIBType KOTOPOU MCKYC-
CTBO aKBapeJIbHOTO MOPTpeTa BO3HMKIIO,
paciBesio ¥ yuuio 6e3BO3BpaTHO BMECTE
C TTIOKOJICHUEM, Ueii 00pa3 OHO TaK OepexK-
HO COXpaHWUJIO.

Jlpyrasg caMocTosTe/lbHas JUHUS
aKBapeJIbHOTO TOpTpeTa IpeAcTaBIeHa
TBOPYECTBOM OpaTheB AJleKcaHIpa U
Kapna bpromioBsix. CKpoMHOMY 00asi-
Huto Mojeseil CokoyioBa TMPOTUBOCTOSIT
110323, apTUCTUYECKUI KECT TTOCTAHOBOY-
HbIX KapTUHHBIX OPIOJUTOBCKUX MOPTpe-
TOB, BCernma, Jaxe MpU KaMepHbIX 3aja-
Yyax, COXpaHSIONINX Perpe3eHTaTUBHOCTD.
XapakrepucTuka Mopuenaun y bpromiosa
nojiepxxaHa MHOTOToJIOCMEM aKceccya-
POB: y30pOM TeperMBYAThIX CKIAAO0K TKa-
Heli, aXypHBIM DUCYHKOM KpyXeBa, WI-
poii ¢aktyp. Topaoctb codpanust TpeThbsi-
KOBCKOI Trajepeu — IIeAeBpbl KHUCTHU
K.I1.bprosuiosa: GoJiblIve napanHble Mop-
tpetel ['H. u B.A. Onenunbix (1827),
M.U.byteHeBoii ¢ nouepblo Mapueit
(1835). MacTep KaHpPOBBIX CILICH U TIeli3a-
ke, BplojuioB BUPTYO3HO BBOAUT WX
3JIeMEHThl B moptpeT. Takasi ¢dopma u
YCIIOXHSIIA XKUBOMMCHYIO 3a1a4y, ¥ OIHO-
BPEMEHHO ITO3BOJIsIIA B TIOJTHOW Mepe
MPOSIBUTHCST MOIITHOMY KOJIOPUCTUYECKO-
My Japy XyIOXHHMKa, packperoniaja ero
«TTBUIKUN XYTOXHUYECKUIA TEMIIEPAMEHT
W TIJIOJOBUTOE BOOOpaxkeHMe»'. Xapak-
TepUCTHKa aKBapeJbHOIO0 TBOpPYECTBa
K.I1.bprosioBa Oblia ObI HEMOJHOW 0e3
10Ka3a CTOJIb JIIOOMMBIX COBPEMEHHUKA-
MM XYJOXHMKA WTAIbSIHCKUX CIEHOK —
«TepJIoB ero (aHTasMM U TeHUATbHOU
KucTr»?. Ha BbICTaBKe 3KCTIOHUPYETCS 11e-
Jlast «CIOUTa» MaJICHbKUX BeCeNbIX U 6e33a-
OOTHBIX UTAJTbSIHCKUX XKaHPOB MacTepa,
B KOTOPBIX OH YYBCTBOBaJl ce0s CBOOOI-
HBIM OT aKaJ[eMUUECKUX KAHOHOB. XyIOXK-
HUK J00WJICS 31€Ch HAPSIAHOM «Cpeau3eM-
HOMOPCKOI» 3BYYHOCTU IIBETa, YMEJIO
TapMOHU3UPOBAJl CJIOKHBIE KOJIOPUCTH-
YecKue akKKOpPHABI, IOCTUT TIpenelbHOM
MHTEHCUBHOCTM KPacOK M MOYTH KapTHH-
HOI BBIBEPEHHOCTHU U 3aBEPIIEHHOCTH’.

YHUKaTbHO aKBapebHOEe Hacenue
A.A.ViBaHOBa. DTO HeENpeB30MIAEHHBIN
ele pyoek MacTepcTBa BIAACHUST TEXHU-
KOU M aGCOMIOTHOE BBIPAXXKEHUE €€ CYTH.
K akBapenu xymnoxHUK odpaTtuiics, odJia-
Jast yxe OOJIbIIIMM OIBITOM B KMBOIUCHU
MaciioM. [laxe TiepBble ero rpaduyeckue
paboThl («KeHux, BbIOMpAIONIU CEpbId
HeBecTe», 1838; «OKTIOpbcKUE Tpa3aHu-
Ky B Pume», 1842) mopaxkaloT cMeJIOCTbiO
U COBEPIIEHCTBOM. YyBCTBYeTCSI BOCTOPT
XyJIOXHUKA Tepel OTKPBIBIIUMUCS BO3-
MoxHocTsamu. s MBaHoBa akBapeib —
3TO TEXHMKa XWBOTMCHBIX MCKaHWM,
00peTeHNsT HOBOTO 1IBETOBOTO U CBETOBOTO
peleHust mpocTpaHcTBa. HamucaHHbIe

B.MN.CYPKOB
TTopmpem Oaveu
Bacuavesnvt Cypukosoii
(1878-1958), 0ouepu
xyooxcnuka. 1883—1884
Bywmara, akBapeb,
rpachuTHBI KapaHjail
27x21

Vasily SURIKOV
Portrait of Olga
Vasilievna Surikova
(1878-1958), the Artist’s
Daughter. 1883-1884
Watercolour, pencil on
paper

27x21 cm

< B.EMAKOBCKUI
B kasnaueiicmee

6 OJM'M()LIHMM heHcuu
1879

Bywmara, akBapesb,
rpapUTHBIN KapaHaall
17,3x25,7

Vladimir MAKOVSKY
Waiting for Pension at a
Treasurer’s Office. 1879
Watercolour, pencil on
paper

17.3%x25.7 cm

! Moxpuykuii A. Bocromnta-
nust o Bpromose. Iur no:
K.II.Bpronnos B mucbMmax,
JIlOKyMEHTaX U BOCIOMHMHA-
HHUAX  COBPEMEHHHUKOB. M.,
1961.C. 148.

2
Tam xe.

3

Tanant Bpionnopa-akBapenu-
CTa PacKphbLICS M B MOHOX-
POMHOII PA3HOBUJIHOCTH 3TOi
TEeXHNKH — cenui. 3Jiech Bo3-
HUKAeT HOBOE TOHUMaHHE
3CTETHYECKON 3aKOHYEHHO-
CTH TIPOU3BEACHUSA, XYJOXK-
HUK 06peTaeT 0cobyio cBo6o-
Iy IbIXaHNS, B YeM-TO NIpefy-
TajbiBas  HOBBIE BO3MOXKHO-
CTH TEXHUKH U Ty TH Pa3BUTHS
aksapemu (cMm.: [laommuuko-
6a E.JI. BeictaBka pycckoit
akBapemu Kouma XVIIT —
Hayana XX Beka M3 cobpa-
Hust TocyrapeTsenHoit TpeTbs-
KOBCKoIt ranepen. M., 1966.
C. 16).

4 M
Dckuzbl n3 CBSIIEHHON HCTO-
pun Msanosa. I-XIV. Bep-
i, 1879-1887.

OBICTPO, «HA OAHOM JbIXaHUU» HATypHbIE
neiizaxu cepearHbl 1840-x — 1850-x romoB
(«Mope y 6eperoB Heamomns», «Jlogkuy,
«Bomga 1 kaMHU»), MO3BOJISIOT 3PUTEITIO
MPOYYBCTBOBATh MPOLIECC POXKICHUS U30-
OpakeHUs OT TEPBOTO U 1O TOCIETHEro
TBIDKEHUST KUCTH.

Tema mMHorux akBapeseit MiBaHosa —
CcoIHeuHbIH cBeT. CJTIOBHO OCO3HaBasl YHU-
KaJIbHOCTh XYIOXXECTBEHHOW 3amauu,
MacTep OTMevasl MPOU3BEICHMS TTOT00HO-
ro poja creluaibHbIM TOSICHEHUEM:
«HCTIOJIHEHHBIE Ha COJIHIIE». AKBapelsb
«Tepacca, yBuTass BUHOTpagoM» TIpeIcTa-
BJIIET 3HAMEHUTBIN «IKCIIEPUMEHTab-
HbIii» anp0oM MBaHOBA, COCTAaBICHHBIN U3
TIOYTH MOHOXPOMHBIX HaTYPHBIX 3apHCO-
BOK. B HUX OCIIETTUTEIbHBIN COTHEYHBIN
CBET, BOILIOIIEHHBII B CUSIIOLIEH OeTM3He
Jcta Gymaru, CBO€BOJIBHO MEHSIET (hopmy
U LBET MPeIMETOB, 0000IIAET OUepTaHUsl,
coznaeT 3GheKT MOABUXKHONW CBETOBO3-
IYITHOW Cpenbl, Tpemellyleii, mepear-
BaIOLIEVICS MaTepUU.

BepuminHoit TBopuectBa MBaHOBa
HECOMHEHHO SIBJISIIOTCSl €ro «OubJeiicKue
3CKU3bI». B yCIIOBHOCTH aKBapeIbHOM TeX-
HUKW, B TIPUHIIUITUAILHON He3aKOHUYEH-
HOCTM BBICKa3bIBaHUS, CBOWCTBEHHOM

BbICTABKWN

MNPUPOJIE ICKU3A, XyTOXKHUK HAXOIUT CO-
OTBETCTBUE CBOEMY 3aMbIcTy. B Oubseii-
CKHUX 3CKM3aX HET eIMHO00pasvs TeXHU-
YECKUX IMPUEMOB — OHHM BapbUPYIOTCH,
COYETAIOTCS M POXKIAIOTCS 3aHOBO B CBSI3U
C TOW WJIM MHOW XUBOIMCHOW 3aJa4dcid.
B omHUX nMcTax KpackKy MOYTH HeMaTe-
pUaTbHO TPO3payHbl, B APYrMX — aKBa-
peb CTAaHOBUTCSI MHOTOCJIOMHOW M MpU-
00peTaeT TJIOTHOCTh M BECOMOCTh 3Byda-
HUS. B KOMITO3MIIMSIX, MCITOTHEHHBIX Ha
TeMHbIX Oymarax, 3((heKkT 3aBopaxK1Baro-
I1IETO BHYTPEHHETO CBEYECHUST TOCTUTACTCS
npuMmeHeHUeM Oemt. Cynp0a akBapeib-
Horo Hacieausi A.A.MBaHOBa cloXuIach
TaKk, YTO OHO TpPaKTUYECKU HE HMMEJO
HUKAKOTO BO3JICCTBUSI Ha WCKYCCTBO
COBPEMEHHUKOB M OJIMIKAWIINX TTOTOM-
KOB. M3BecTHbIe JIMIIbL OYEHb Y3KOMY
KPYTY JIMII aKkBapeu ObUI OepexXHO Xpa-
HUMBI Opatom xynoxHuka C.A.MBaHO-
BbIM M M.I1.BOTKMHBIM cOIJIacCHO BoOJiE
€aMOT0 aBTOPa, OCO3HABABILIETO «ITPEKIIe-
BPEMEHHOCTb» CBOMX OTKPBITHIA. YacTha-
HO omnybaukoBaHHble B 1870-¢ — 1880-¢
TOAbI* OHU JIMIIb TOTAA CTAIM BasKHBIM
(hakTOM XymOKEeCTBEHHOM JXN3HM, OKa3aB-
MM OTPOMHOE BJIMSIHUE Ha TIOKOJICHME
pyo6exka XIX—XX BekoB.
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aesthetics and exquisite culture of water-
colour art, with the conventionality and
artistry of its language, in the 1860s did not
quite correspond with the social challenges
of the new artistic epoch. The position of
watercolour remained secure only in such
traditional areas for this art as landscape,
the “Italian genre”, and costumed portrai-
ture. In these subgenres the traditions and
professionalism of execution were carefully
maintained. The elaborate works of Fyodor
Bronnikov, Alexander Rizzoni, Karlis
Huns, Luigi Premazzi, Ivan Raulov, and
Lev Lagorio treated watercolour as a tech-
nical variety of oil painting. The works of
the artists who carried on this tradition
demonstrate a very naturally occurring and
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smooth change between generations of
“conservative” watercolour artists.
Meanwhile, the hierarchy and pat-
terns of the main genres of watercolour
were undergoing major changes. Water-
colour portraits and home interior pieces as
indispensable attributes of the everyday life
of the nobility and household decoration
were faced with a fashionable rival such as
the daguerreotype, and then photography,
which gradually replaced them as a “docu-
menting” medium. The artists no longer
received commissions for intimate water-
colour portraits; now, they had new sitters —
friends and relatives. This sort of portraiture
was now one of the “utility” genres used as
a platform for the quest for new means of
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B.A.CEPOB
Kopoaesckuii cao

6 Agunax. 1907
Bywmara, rpaduthbit
KapaHjialll, akBapeb
22,6x353

Valentin SEROV

Royal Garden in Athens.
1907

Watercolour, pencil on
paper

22.6x35.3 cm

expression and formation of a new language
of watercolour.

In the middle of the century water-
colour made inroads into other genres as
well, such as the plein-air sketch, illustra-
tions, scenes from everyday life with social
critical messages, and satirical sketches.
Each of these genres modestly enriched the
watercolour technique with new features.
Pyotr Shmelkov in his scenes from everyday
life worked on improving the interaction
between watercolour and pencil drawing
applied over an as yet wet layer of paint:
“two elements fuse — painting and draw-
ing”.® In the sketches and drafts of the
“Peredvizhniki” (Wanderers) Exhibition
Society artists the natural and even
unavoidable effect of incompleteness start-
ed to be treated as a special advantage of the
watercolour painting method, and an
important aesthetic technique.

In the 1870s the young generation of
artists, it seemed, discovered for themselves
anew the potential of watercolour. Their
pieces were not public, but an art technique
“for oneself” affording an absolute freedom
of self-expression. So, Ivan Kramskoy’s
watercolour landscapes such as “Gate in a
Garden” (1874), “Courtyard in a Village in
France” (1876), “In Meudon Grove Near
Paris” (1876), “Hapsal” (1878) reveal to us
a completely novel, “unknown” Kramskoy.
It is hard to believe that these cheerful, mul-
ticolour pictures made with inspiration and
artistry were created by a painter whose
paintings are marked by level-headedness,
emotional restraint and an austere, nearly
ascetic colour design. It is not so much the
“inopportunity” of these small master-
pieces, their incongruity with the style of
Kramskoy the artist and the views of Kram-
skoy the theoritician of art and the public
figure, that is astonishing but the very vigour
of his gift for colours which remained
unused in the artist’s work as a painter.

The genre of sepia landscape, pre-
sented at the exhibition by the artwork of
Lev Lagorio, Alexei Bogolyubov, Fyodor
Vasiliev and Isaac Levitan, had followed an
interesting course since the 1860s. These
works share in common a nobleness and
artistry of execution based on an infinite
diversity of brushwork techniques and
modes of application of the brush, and on
different degrees of elaborateness of treat-
ment of the surface and density of the
paint layer.

Many “Peredvizhniki” artists turned
to watercolour only occasionally. However,
in their watercolour pieces the results of
their artistic quest were revealed earlier, or
could be seen more clearly. Thus, compari-
son of Isaac Levitan’s and Valentin Serov’s
landscapes of the 1890s-1900s point to the
the instance in the history of landscape art
when watercolour gave rise to “psychologi-
cal” landscape conveying a state and mood
of the nature — “...the tender, gossamer
allure of Russian nature, its elegiac charm”.

s Eugenia Plotnikova. Op.cit. p. 20.

[Toce Moyt OMTHOBPEMEHHOTO yXoa
C XYIOXECTBEHHOM CLIECHBI BBIIAIOLINXCS
MacTepoB-akBapeauctoB I1.d.Coxkososa,
K.IT.bpromiosa u A.A.MUBaHOBa aKkBapeJb
MepeXnuBaeT OYEHb CJOXKHBIM TIepUOI,
OTMEUYEHHBII Cephe3HBIMU N3MEHEHUSIMU
B TMOHMMaHMU 3a1a4 U TpeaHa3HauYeHUs
HMCKYCCTBA, HAaMETUBIIMMUCS B OOIIe-
CTBe. YTOHUEHHAsI 3CTETHKA U M3BICKaH-
Hasi KyJIbTypa aKBapesu ¢ YCIOBHOCTBIO 1
apTUCTHU3MOM ee s3bIKa B 1860-¢ romasr He
BIIOJIHE COOTBETCTBOBAJIM TEM COLIMAJIb-
HBIM 3aladyaM, KOTOPbIE BBIABUTAIUCH
HOBOI XyJIOXKeCcTBeHHO# 3moxoit. [To3u-
IIMY aKBapeIu OCTaBaJIMCh HEITOKOJIEeOu-
MBIMHM JIMIIIh B TAKUX TPATULIMOHHBIX JIJIST
Hee o0JIacTsIX MPUMEHEHUs, KaK BUJO-
BOM yJaHaAadT, «UTATbIHCKUMN KaHP»,
KOCTIOMHUPOBAaHHBIN TTOPTpeT. 31ech 3a-
OOTJIMBO COXPAHSUIMUCh TPATUIIUU, TIPO-
deccuoHan3M ucnosHeHus. TiaTeabHO
pa3paboTaHHBIC, «KAPTUHHBIC» JIUCTHI
K.®.[yna, ®.A.bponnukona, JI.O.[lpe-
maunu, WM.I1.Paynosa, A.A.Punmonu,
JI.®D.Jlaropno TpakTylOT akKBapesib Kak
TEXHUYECKYIO Pa3HOBUIHOCTh JXMBOITH-
cu. TlpousBeneHUsT BOCIIPUHSIBIIUX 3Ty
TPAAULINIO XyTOXKHUKOB IEMOHCTPUPYIOT
0YEeHb €CTECTBEHHYIO M HEKOH(MIUKTHYIO
CMEHY TIOKOJICHWII aKBapeIrCTOB-«KOH-
CepBaTOPOB».

OmHOBpPEMEHHO OOJIBIINE ITEPEMEHBI
TIPOUCXOMSIT B MepapXul W OBITOBAHWUU
OCHOBHBIX JKaHPOB aKBapeu. AKBapesb-
HbII TOPTPET U MHTEpbep KaK HeMpeMeH-
HbIC aTpUOYTHI ABOPSIHCKOTO OBITa CTall-
KUBAIOTCS C TIOSIBIIEHUEM MOJIHOTO KOHKY-
peHTa — JarrepoTumna, a 3aTeMm ortorpa-
¢duu, KoTopast TOCTENIEHHO 3aMellaeT MX
«IOKYMeHTaJIbHbIe» (PyHKLIMU. KamepHbIit
aKBapeJbHbI MOPTPET MOYTU IepecTaeT
OBITh 3aKa3HBIM, OH BXOIUT TEIeph B «pa-
0ounii» Kpyr >KaHpOB, TA€ TPOUCXOTUT
IOUCK WMHBIX CPENCTB BBIPA3UTEIILHOCTH,
HUCIIOABOIbL (OPMUPYETCSI MHOU  SI3BIK
aKBapesI.

B cepennne XIX Beka akBapelb
OCBaMBaeT HOBbIE chepbl TPUMEHEHUS —
HaTYpHBIN 3TION, WUTFOCTPALIUSI, KPUTH-
YeCKMil OBITOBOM XKaHp, caTUPUIECKUE
3apuCcOBKU. KaXnplii M3 3TUX >XKaHPOB
CKPOMHO 00OTalIaeT TEXHUKY KAKUMU-TO
0COOBIMM YepTamMu. B OBITOBBIX CLIEHKaX
T1.M.IIImenpKoBa oTpadaThIBaeTCS MPUH-
LIMIT B3aMMOJICCTBUSI aKBapeu U KapaH-
JAITHOTO PHCYHKA, IPOJIOKEHHOTO TI0-
BepX eIle He MPOCOXIIEro CIosi KPacKH,
«IIPOMCXOIUT COeNMHEeHUE IBYX Havyal —
JKMBOIMCHOTO U rpaduyeckoro»®. B ac-
KM3aX W 3TofaX KapTUH XyIOXHUKOB-
MepPeNBIKHUKOB €CTECTBEHHBI U JTaxe
Henu30eXKHbI 3P PEeKT He3aKOHYEHHOCTHU
HauYMHaeT 0CO3HABaThCsl KakK 0co0oe mpe-
WMYIIECTBO TEXHUKU, BAXKHBIN 3CTETUYE-
CKUU MpueMm.

B 1870-¢ rombl MoJ010€ TTOKOJIEHUE
XYIOXXHMKOB KaK ObI 3aHOBO PacKpbIBacT
BO3MOXXHOCTH akBapeu. OHa He Tyommd-
Ha, 3TO — TEXHUKa «UIsl ceOsi», maroiast
abCOJIIOTHYIO CBOOOIY CaMOBBIpAXKCHUS.
Tak, COBEepIICHHO HEMTPUBLIYHOTO, «HEU3-
BecTHOro» KpaMcKkoro sIBISIIOT Ham ero

AIL.OCTPOYMOBA-
JIEBEJIEBA
Amcmepoam. 1913
Bymara Ha KapToHe,
aKBapellb, yrob
34,5%50

Anna OSTROUMOVA -
LEBEDEVA

Amsterdam. 1913
Watercolourl, charcoal on
paper mounted on card-
board. 34.5x50 cm

<« N.N.JEBUTAH
Ocenv. 1890-¢
Bymara, akBapeib,
rpapuTHBIN KapaHaall
31,5x44

Isaac LEVITAN
Autumn. 1890s
Watercolour, pencil on
paper

31.5%x44 cm

E.J.IIOJIEHOBA

Ha osope sumoti. 1890-¢
Bywmara, akBapesb
50%32,1

Yelena POLENOVA
Enclosure Around

a Village Dwelling

in Winter. 1890s
Watercolour on paper
50x32.1 cm

Iaomnuxosa E JI. BbicTaska
PYCCKOIl ~ aKBapesy KOHL@A
XVII - navana XX Beka u3
cobpanust TocyapcTBeHHOI
TpeTtbsikoBckoii ranepen. M.,
1966. C. 20.

o

Tonosun ASl. Bocnomuna-
nust. Llpr no: Berpeun u Bre-
varnenns. [Tncema. Bocmo-
muHanns o Tonosune. J1-M.,
1960. C. 27.

neizaxHble «Kanutka B camy» (1874),
«JlepeBeHCKUI nBOpUK BO DpaHumm»
(1876), «B pome Menon 6nu3 IMapuxka»
(1876), «Tamncamb» (1878). TpyaHO TOBe-
PHTh, YTO KU3HEPATOCTHBIC, MHOTOIIBET-
HbIe pabOThI, WCITOJHEHHbBIE BIOXHOBEH-
HO ¥ apTUCTUYHO, MPUHAAJIEKAT KUCTU
XYIOXHHUKA, KOTOPOTO B XMBOMUCH OTJIU-
YaloT PacCyInUTEIbHOCTh, IMOIIMOHATBHAS
CHIEPXKAHHOCTb, CKYyTasi, MOYTH aCKeTH4-
Hast [[BeTOBast raMMa. [TopaxaeT He CTOJb-
KO JIaXe «HECBOEBPEMEHHOCTh» ITHUX Ma-
JIEHBKUX IIEeIePOB, UX HECOOTBETCTBHE
SKMBOMUCHOI MaHepe KpaMCcKoro-xymox-
HUKa U cHcTeMe B3MIsiIoB Kpamckoro —
TEOpeTHKA WMCKYCCTBA M OOIIECTBEHHOTO

BbICTABKWN

JIesITeNsl, CKOJIbKO cama MOIIlb €0 KOJIOpU-
CTUYECKOI OMapeHHOCTH, HE HallleAras
BBIXO/Ia B XKUBOTIMICHON TIPAKTHKE.

C 1860-x romoB O4YeHb MHTEPECHO
BBICTPAMBAETCSI TMHUS Pa3BUTHS Teiizaxka
B CEIMMM, TIPEIACTAaBJICHHAs Ha BBICTABKE
pabortamu JI.®D.Jlaropuo, A.T1.Boromo6o-
Ba, ®.A.BacunbeBa u U.U . JleBurana. Mx
00BEIUHSIIOT 0J1arOpoOACTBO M apTUCTU3ZM
VICTIOJTHEHNsI, OCHOBBIBAOIIECS] Ha Oec-
KOHEYHOM DPa3HOOOpa3uy MPUEMOB Bia-
JIEHUSI KUCThIO, XapaKTepe ee MPUKOCHO-
BEHUI K Oymare, Ha pasjIMYIHOM CTETIEHN
MPOPabOTKY TTOBEPXHOCTH M HATPYKEHHO-
CTU KPaCOYHOTO CJI0SI.

J1s1 MHOTMX MAacTepOB-TIepeIBUXK-
HUKOB o0OpaliieHre K aKkBapesn ObLIIO eIy~
HUYHBIM, 3Mu3oanYecKuM. OmHaKO B
aKBapesid pe3yJIbTaThl UX XyHIOXKECTBEH-
HBIX TTOVMCKOB TIPOSIBIISTIOTCS paHbIIE WA
MPOYUTHIBAIOTCS sicHee. Tak, cormocTaBiie-
Hue pabor M.W.JleButana u B.A.CepoBa
1890—1900-x rOmOB TIO3BOJISIET YJIOBUTH
TOT MOMEHT B MCTOPUHM Tieii3axa, Korma B
aKBapeJu POXIAETCS «IICUXOJOrMYeCKUi
TNen3ax», Mepelarllnil COCTOSIHUE TIPU-
pOIIBI, ee HACTPOCHME — «HEeXHYI0, TIPO-
3pavyHyIo TPeJIeCTh PYCCKOM TIPUPOIBI, €€
IPYCTHOE OYapOBaHMe»®.

MOIUIHBIIT UMITYJTBC B TTOCTHKEHUM
0COOEHHOCTEH sI3bIKa aKBapeJd U OCO3HA-
HUU €€ 3CTETUYECKMX BO3MOXKHOCTEN 1aeT
BBEIICHUE U3YIECHUS STOIl TEXHUKH B TIPO-
TpaMMy BBICIIIUX XYIOXECTBEHHBIX y4eO-
HbIX 3aBe/ieHUi1. Bo MHOrOM HOBBII B3JIET
B aKBapeJbHOI XXMBOIMMCU Ha pyOexe
XIX—XX BeKoOB CBsSI3aH C ICSATEIbHOCTHIO
T1.IT.YuctskoBa, OH ObLT OCYIIECTBJIEH
ero ydyeHukamum — B.U.CypukoBbIM,
B.A.CepoBeim 1 M.A.BpyGenem. deHo-
MEH «4MCTSIKOBCKOM IITKOJIBI» 3aKTI0YaeT-
Ccs B HEIOXOXECTH BBILIEAIINX U3 Hee
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When watercolour technique was
introduced in the curriculum of art col-
leges, this gave a huge impetus to explo-
ration of the potential and aesthetic oppor-
tunities of the language of watercolour. In
many aspects the new high point in water-
colour art at the turn of the 19th and 20th
centuries came about thanks to Pavel
Chistyakov and was maintained by his stu-
dents — Vasily Surikov, Valentin Serov and
Mikhail Vrubel. What is peculiar about
“Chistyakov’s school” is that the artists
schooled in it were very different from each
other — as a teacher Chistyakov had a spe-
cial gift for identifying and cultivating the
individual traits and distinct styles of each
of his students, for “showing the way”, as
Surikov put it.

In Surikov’s art, and maybe in his life
as well, watercolour occupied a special
place. Abram Efros’s somewhat jocose
remark is astonishingly accurate in its
essence, “There were two creatures: one was
Surikov, another, Vasily Ivanovich. Surikov
was a national treasure and created ‘Boyari-
na Morozova’; Vasily Ivanovich lived for
himself and produced watercolours. We did
not know him until very recently, and we
only begin to know him now.”

Watercolour was not an episode in
Surikov’s life — he was painting water-
colours for nearly 50 years. The evolution of
his style in watercolour is obvious. A Siber-
ian series from the summer of 1873, before
Chistyakov’s classes began, marked the
beginning of the road, with watercolour
landscape pieces that share in common the
austerity of the colour scheme based on
bluish-green, “unfamiliar with the sun”,
hues that “seem to have been suggested to
the artist by the harsh Siberian nature”.?
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The Italian watercolours from a series
created in 1883-1884 are the gems of
Surikov’s art in this technique. He master-
fully conveyed the pearl-coloured heat haze
of the morning sunlight reflected on the
white walls of the cathedrals, the dazzling
brightness of Pompeian frescos, and the
exuberance of colours of the carnival. He
would use an “ethereal, gossamer brush”,
producing translucent tints of colour, bare-
ly touching the paper; or he would use the
technique of the layered glaze, applying
swift and “daring” bright brushstrokes or
producing wide opalescent mottles.

Another famous collection of water-
colours is the Spanish series created in 1910
when Surikov and Pyotr Konchalovsky
traveled in Europe. The rivalry that natural-
ly arose between them was not just a contest
of the two excellent colourists and artists
from two different generations — it was an
encounter of two artistic mindsets, and use-
ful for each other. A very sensitive instru-
ment of the artist, Surikov’s watercolour
absorbed the features of the art of the new
time. The expressiveness and emotional
charge of the colour design, the sharpness
of discordant juxtapositions, a cult of
incompleteness changed Surikov’s style —
he used sweeping brushstrokes, liberally
applied paint over wide areas on wet paper,
sharpened “the colour intensity almost to a
paradoxical level, to overstrain...” Such are
his works “Seville” and “Bullfight in
Seville”.

In the art of Chistyakov’s younger stu-
dents, Mikhail Vrubel and Valentin Serov,
watercolour is nearly as important as their
paintings. Working literally side by side,
“arm in arm”, each one of them pursued
his own course in this artform. Equally gift-
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K.A.COMOB
Kynaavuuyb. 1904
Bymara, akBapeib,
YepHbI KapaHfall
28,8x38

Konstantin SOMOV
Bathing Women. 1904
Watercolour, black pencil
on paper

28.8x38 cm

& Alexander Golovin. Memoirs.
Quoted from: Encounters and
impressions. Letters. Remi-
niscences about Golovin. Le-
ningrad-Moscow, 1960, p. 27.

~

Abram Efros. Surikov’s draw-
ings and watercolours. Quot-
ed from: Vasily Surikov. For
the 150th anniversary of his
birth. Watercolour. Catalogue
of the exhibition. Moscow,
1998, p. 5.

8 Op.cit., p. 6.
Lidiya Torstensen. Vasily

Surikov’s watercolours. Op.
cit., p. 9.

ed as a draughtsman and a colourist, Serov
developed a watercolour style where line
and colour were inseparable. He saw and
perceived the shapes of objects in a general-
ized manner, committing them to paper in
a form of terse figurative formulas.

In a single brushstroke, he would
paint, construct and model the form and
give it colour. In its very nature Serov’s
watercolour style has a likeness with draw-
ing — the same treatment of the paper sur-
face, the same principles of construction of
space and form, the same level of conven-
tionality of language. His colour design is
discreet and based on a wide variety of the
subtlest hues and diversity of tints and
tones. His noble grey colour can express the
entire colour diversity of the world.

Serov’s sketches such as “On the
Road” (1900s) and “Greece. The Island of
Crete”(1907), never previously displayed,
are astonishing. In these pieces, the outlines
of the real world are not so much represent-
ed as suggested. Real-life objects, and the
real-life world are not reproduced, but
rather are born again within the conven-
tional space of a paper sheet. While Serov in
these works came close to a certain frontier
of the world of objects, the threshold of
conventionality of language affordable
within the limits of the artistic parameters
of his time, he was confronted with the
challenges of the future generation of
artists, and the backbone of their experi-
ment with a more abstract form.

Vrubel was exceptionally disposed to
the technique of watercolour. Amazingly,
even his first pieces, such as “Head of a
Girl” (1882), “Yelizaveta Bem Sitting in a
Chair” (1882), and “Over a Mug of Beer”
(1883), which he made as a student at the
Academy, are mature and speak of the craft
of a natural-born watercolour artist, an
inborn watercolourist. Characteristically,
‘Vrubel was quick to grasp all the vast poten-
tial offered up by the watercolour tech-
nique, which suited his specific artistic
needs; in a letter to his sister, he wrote about
work in watercolour as one of the most
important events in his life.

Vrubel’s style is infinitely diverse. For
instance, in his “Persian Prince” (1886) he
layered the surface of the paper sheet with
miniscule, carefully nuanced strokes of
paint colour rigorously adhering to the
form; in the “Portrait of the Actress Tatyana
Lyubatovich” (1890s) he created the image
with big colour spots and liberally diffused
paints, letting his brush be guided by the
capricious course of the paint. Sometimes
he would thoughtfully construct the form of
objects, as if trying to penetrate the myster-
ies of the anatomy of things. An example of
this is his famous “Rose” (1904), where the
image of a rose seems to be bursting with
the energy of taut petals of a burgeoning
flower.

In the monochrome, nearly colour-
free illustrations to Mikhail Lermontov’s
“Demon” (1891) Vrubel, using an infinite
variety of techniques of application of
paint, condensing the rhythms of areas of

XyIOXXKHMKOB. YHCTSIKOB 001a1a71 0COOBIM
JApOM BBISIBJIATH W Pa3BUBATH WHIUBUILY-
aJTbHBIC YEPThI, MaHEPy MUChMa KaXKIOTO
U3 HUX, «yKa3aTb MyTb» (MO BBIPAXEHUIO
CypukoBa).

B xynoxectBenHoli cucreme Cypu-
KOBa, a MOXET ObITb, U B €ro >KM3HU aK-
BapeM OTBeIEHO ocoboe mecto’. B aToit
TEXHUKE OH TIOCTOSTHHO paboTal Ha Tpo-
TsDKeHUU nouytu 50 JieT. DBojoLusl ero
aKkBapesbHOI MaHeph! oueBuaHa. Ee Haua-
J10 0003HaUeHO CUOMPCKUM ITUKIIOM, MC-
MOJHEHHbIM JieToM 1873 roa 10 3aHATUIA
y YucrakoBa. DTu nei3axu o0beIuHsIeT
CTPOTOCTh KOJIOPUCTUYECKOTO DEIIeHMUS,
MOCTPOEHHOTO HA CUHEBATO-3€JIEHbIX, «HE
3HAIOUIMX COJIHIA@» OTTEHKAaX, «CJIOBHO
TOJICKA3aHHBIX XyIOXHUKY CaMOW CypOBOI
cubupcKoit Ipuponoii»®. Cepust UTATbH-
ckux akpapeneit 1883—1884 romoB —
eeBpbl akBapeabHoi MaHepbl CypuKo-
Ba. EMy MoOnBiacTHBI KeMUYy>KHOEe MapeBO
YTPEHHETO CBeTa, WTPAIOIIero Ha OesTbIX
CTeHax co0OpOB, crensiuiast SIPKOCThb MOM-
neiickux gppecok, OyicTBO KpacoK KapHa-
Bajta. OH IUIIET U «BO3MYIIHOW, HayTHH-
HOW KMCTOYKOI», MTPO3pauHbIMU TOHAMMU,
€/1Ba MpUKacasich K Oymare, 1 CIOUCTbIMU
JIECCUPOBKAMH, U KOPOTKUMMU, <«IeP3KHU-
MW» yaapamMy KUCTH, U ITUPOKUMHU Tiepe-
JIMBYATBIMU 3aTeKaMu. Jlpyrasi 3HaMeHU-
Tast cepusi akBapesiell — UCTaHCcKast — CO3-
nmaHa B 1910 romy Bo Bpemsi COBMECTHOTO
eBporieiickoro typHe B.M.CypukoBa u
I1.I1.Konvanosckoro. EctecTBeHHO BO3-
HUKIIIEe MeXIy HHUMHU COTIEPHUIECTBO
OBLIO HE TMPOCTO COPEBHOBAHMEM IBYX
3aMeyvaTesbHbIX KOJIOPUCTOB, MpPEACTaBU-
TeJieit pa3HbIX MOKOJIEHUH, HO TUIOOTBOP-
HBIM JIJISI 000MX CTOJIKHOBEHUEM Pa3HBIX
Xy/IOXXECTBEHHBIX cucTeM. AkBapenb Cy-
pUKOBa, Oyayuyu OuUeHb UYTKUM WHCTPY-
MEHTOM, BIIUTHIBAET B CeOST YEPTHI UCKYC-
ctBa HoBoro BpeMeHu. DKcnpeccus 1BeTa,
€ro YMOLMOHAIbHAsT HANPSKEHHOCTh, OC-
TPOTA JUCCOHMPYIOMINX COIMOCTaBICHU,
KYJIBT HE3aKOHYEHHOCTH MEHSIIOT ero aK-
BapeJIbHYIO CUCTEMY: OH MUILIET pa3Malin-
CTBIMU ABWKEHUSIMUA KUCTH, HIMPOKUMU
CBOOOMHBIMU 3aJIMBKAMU TIO BJIAKHOM
Oymare, JOBOIS «KPAacOYHYIO 3BYYHOCTH
aKBapesu MOoYTU /0 Mapaaokca, 10 Tepe-
HanpspkeHus»®. TakoBel «CeBubsi», «boit
ObIKOB B CeBUJIbE».

B TBOpuecTBe MianlIMX YYEHUKOB
Yucrakosa — Bpyoenst u CepoBa — akBa-
pesib 00peTaeT 3HaYUTEbHOCTb, COMOCTa-
BUMYIO C WX >KUBOITMCHBIMU TIPOM3BEle-
HusiMM. PaGoTast OyKBaJIbHO psIIOM, «pyKa
00 pyKy», KaXIIblii U3 HUX TIpolLIes cO0-
CTBEHHBII IyTh B akBapean. OmapeHHBIN
OIMHAKOBO ILIEIPO TAJaHTOM DPUCOBAJIb-
muka u konopucta CepoB BbIpaboTan
TaKkyl0 CHCTeMy TMCbMa aKBapelsbio, TIe
JIMHUSL U 1BeT Hepasaeaumbl. OH BUaen
npeaMeThl 0000IIEHHO, BOILUIOIAS UX Ha
JIIcTe OyMaru Kak JJaKOHUYHBIE TIacTuyIe-
ckue (hOpMYJIbI, OMHUM IBVKEHUEM KUCTH
MoaenupoBall (hopMy M COOOIIIAIT €il LIBET.
Ilo cBoeit mpupone aksapenb Ceposa
TATOTEET K Tpaduke, MOTIUHSISICH 3aKO-
HaM 3TOT0 BUIa UCKYCCTBA B OTHOLIEHUN

M.A BPYBEIIb
Poza. 1904

Bymara na kaprone
aKBapeJb, rpaduTHbII
Kapanpam. 29 8x18.5

Mikhail VRUBEL
Rose. 1904
Watercolour,

pencil on paper
mounted on cardboard.
29.8x18.5 cm

7 VIMBHTEIILHO BEPHO MO CYTH
HEMHOIO LIYT/IMBOE BBICKA-
3biBanme A.M.3cpoca: «Bbi-
70 JIBa CYWIECTBA: OJIHO —
Cypukos, ipyroe — Bacummit
VBanosuy. CypukoB OblI
HAUMOHAILHBIM  JIOCTOSHUEM
u cospasan «BosipeiHio Mo-
posoBy»; Bacnmmit MBanoBud
SKMIT 1 ce0st M Jlenan ak-
Bapeny. Ero mMbl He 3Hamm o
camoil MoclejHei nopbl 1
UL TIOHEMHOTY Y3HAeM Te-
nepb» (Igppoc A.M. Pucynkn
n aksapein Cypukosa. Lut
no: B.U.Cypukos. K 150-
NeTHIO CO JIHS  POXKJICHMS.
Axsapenb : Kar. BbicT. M.,
1998.C.5).

8 Topcmencen J1.A. AxBapens-
Hast skuBomich B.A.Cypuko-
Ba. ur no: B.M.Cypukos.
K 150-netuto co st poxkpe-
Hust. AkBapenb @ Kar. BbICT.
M., 1998.C.9.

Seppoc A.M. PucyHkn n akBa-
pein Cypukosa. Lut mo:
B.U.Cypukos. K 150-netuto
€O [IHs POXKJICHHS. AKBapeb :
Kar. Boict. M., 1998. C. 6.

i

K TIOBEPXHOCTHU JIMNCTA, MPUHLIMIIAM TIO-
CTPOEHUS MPOCTPAHCTBA U (DOPMBI, CTEIIe-
HM YCJIOBHOCTH s13biKa. Konopuctuyeckas
ramMma paboT XyIOXHMKaA caepxkaHa, To-
CTPOEHA HAa MHOXECTBEHHOCTM TOHYali-
LIMX Tpalalliii TOHa, pa3HOOOPa3UK HIOAH-
CHUPOBOK M OTTEHKOB, €¢ OJaropoaHbIii
CepBIii IIBET CIIOCOOEH BHIPA3UTh BCE 1IBE-
TOBOE€ MHOTroo0Opa3ue Mupa. YIuBUTEIbHbI
HUKOI[a paHee He 3KCIIOHMPOBaBIIME-
cd akBapeJbHble HaOpocku «B mopore»
(1900-e) u «Ipeuussi. OctpoB Kpur»
(1907). IMopoiins B HUX K HEKOM rpaHU-
1e TPeAMETHOTO MHupa, K TpeneabHOM
CTETIEHU YCIIOBHOCTH SI3bIKa, TOITYCTUMOM
B paMKax TUIaCTUYECKOW CUCTEMbl TOTO
BpeMeHM, CepoB 3aTparMBaeT 3agayud
OyIyILEero XyJa0XeCTBEHHOTO TTOKOJICHMS,
HEPB MX JKCIIEpUMEHTa C abCTpaKTHOM
dbopmoii.

BbICTABKWN

oy

Bpybenb obnanan peakoit npeapac-
TOJIOKEHHOCTBIO K PaboTe aKBapesblo.
[TopasuTtenpbHO, 4YTO yXe ero MnepBble
aKkBapesibHble oOImychl «[0jl0Ba IeBOYKU
(1882), «E.M.bewm, cupmsmiast B Kpecie»
(1882), «3a kpyxkoit nuBa» (1883),
HCTIOJIHEHHBIE B TIepro 00yueHMs B AKa-
IEeMUW, JUIIEHB HajeTa y4YeHWYecTBa,
BBIAIOT PYKY TPUPOXKICHHOTO aKBape-
nucta. XyIOXHUK MTHOBEHHO OCO3Hal
OTPOMHBIE TIEPCIIEKTUBBI, KOTOPBIE OT-
KpbIBAJIa UMEHHO €ro XyJIO0XeCTBEHHBIM
MOTPEOHOCTSIM aKBapesbHasl TEXHUKa.
AkBapesibHass MaHepa BpyOens oueHb
pazHooOpa3sHa: B «[lepcuackoM mpuHIie»
(1886) oH BBICTaMBaeT MPOCTPAHCTBO
JIcTa MeJlbYalllliiMU, TIIATEbHO HIOAH-
CHPOBAHHBIMU TIO I[BETY Ma3KaMU, CKPY-
nmysne3Ho cienayoimumu dopme; B «Ilop-
tpete aptuctku T.C.Jlo6aroBuu» (1890-¢)
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different hues, creates a distinct vibrant
mercurial atmosphere — the counterpart to
the very essence of the poetic texture of
Lermontov’s verse. In Vrubel’s art, the
choice of techniques, selection of a “style”
were not linked to the evolution of his
watercolour style over time, but were deter-
mined on every individual occasion by the
demands of a specific concept and imagery.

The art of Viktor Borisov-Musatov,
whose technique was highly original, occu-
pies a special place in the history of water-
colour. Interestingly, the artist turned to this
technique only in the last years of his life —
when he had completely mastered the figu-
rative aspect of painting. The richness of
colour and tangibility of texture character-
istic of his oil and distemper pieces, in his
late watercolours such as “Balcony in
Autumn” and “Requiem” (1905) turn into
translucent, “immaterial” colour, an inter-
play of half-shades, subdued blurred
colours, melting shadows, all of which
match very well the poetic images of his
ghostlike world balancing on the subtle line
between the real and the imagined.

The last decades of the 19th centure
saw a revival of universal interest in water-
colour. The creation of the Society of Russ-
ian Watercolour Artists in 1887, and regular
watercolour exhibitions (from 1880) con-
tributed to further dissemination of this
technique, ensuring that more and more
artists took it up and, at the same time,
enhanced its status among the public. Its
agenda free of any political message, the
Society of Russian Watercolour Artists was
an association of peacefully co-existing
exponents of different trends united in their
enthusiasm for the art of watercolour. The
current show features works by Mikhail Vil-
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lie, Emily Vilie De Lille-Adan, Pyotr
Sokolov, Rudolf Frentz, Ivan Alexandrov,
Alexander Yegornov, Richard Berggoltz,
and Albert Benois.

Some of these artists specialized sole-
ly in watercolour and perhaps because of
that they have remained almost unnoticed
in the grand scheme of the “general” histo-
ry of art; nevertheless, there is no doubt that
the Society of Russian Watercolour Artists
accomplished its mission of preserving and
passing on the traditions of the watercolour
school of the early 19th century, and
preparing the ground for the new rise of
watercolour, which again started to be per-
ceived as an autonomous area of visual art
with its own distinct language.

Many of the Society members became
mentors for the subsequent generation of
artists. Thus, such a master of watercolour
as Albert Benois taught and advised many
future members of the “World of Art”
group — Leon Bakst, Alexander Benois,
Konstantin Somov and others.

The creators of the finest culture of
drawing — the elder members of the “World
of Art” — did not often turn to pure water-
colour technique. In the “graphic paint-
ings”, historical fantasias they preferred
thick, dense paint colours and favoured
gouache and distemper, but the techniques
often were the same as in watercolour. The
plein-air landscapes of the “World of Art”
painters demonstrate that they were not
only skilful at graphic pastiche, but also
subtle observers of the nature.

Almost every watercolour by Alexan-
der Benois, Mikhail Dobuzhinsky or Anna
Ostroumova-Lebedeva has a subdued and
elegant colour scheme and combines a lib-
eral application of the spots with an
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K.A.COMOB
Paoyea. 1908
Driof

Bymara, akBapesb
25.2x26,3

Konstantin SOMOV
Rainbow. 1908

Study

Watercolour on paper
25.2x26.3 cm

assertive drawing which lends a graphic
accuracy to the structure of the space of the
paper sheet. Konstantin Somov’s works are
especially noteworthy. In life as in art he was
forever overshadowed by his more energetic
colleagues from the “World of Art” move-
ment. In the history of visual art, which is
mostly focused on oil paintings, he is
known as the author of several pictures and
a dozen gouache compositions focused on
courtiers’ life and pastime, but these are just
a small portion of his artistic legacy.

The real Somov was a superb water-
colourist — indeed, rather in service to this
art form until the end of his life. In his art
the two trends in the development of water-
colour converged, reconciling the tradi-
tionalists and the champions of quest for
new forms. Moreover, his watercolour
pieces, astonishingly, bring together all
trends anywhere near significant for the
development of this technique in Russia —
he “digested” all genres that had ever exist-
ed and explored and tested all styles. A son
of the custodian of the Tsarist Hermitage
Museum, he was a great connoisseur of
Russian graphic art and an interpreter of its
traditions. An exacting critic of his own
works, he experimented much with paints
and never stopped working on his water-
colour skills, creating his own distinct
impeccable style and ephemerally refined
language.

The most interesting and least appre-
ciated portion of Somov’s artwork is his
plein-air landscapes where he succeeded in
capturing the nearly uncapturable — barely
perceptible effects of the change of the state
and mood of the nature — wind, rain, twi-
light, white nights, a rainbow (the last being
Somov’s favourite subject); in his small
1908 sketch it is imaged in such a way that
looks like an original metaphor of water-
colour — a visible embodiment of the
nascence of colour and form in the air
imbued with moisture and light.

The “Magic of Watercolour” exhibi-
tion draws on the reserves of the graphic
art deparment of the Tretyakov Gallery,
spanning the period up to the 1910s, when
one of the cycles in the evolution of the
technique came to an end. However, that
was not an end of the history of water-
colour — the art of such masters as Kuzma
Petrov-Vodkin and Aristarkh Lentulov
marked a new and equally interesting peri-
od of the watercolour evolution in the 20th
century. Wassily Kandinsky and Pavel
Filonov created new fantastic worlds in
watercolour — resplendent and scary. But
this is a completely different story. One
only has to hope that the Tretyakov
Gallery will host an exhibition of 20th-
century watercolours sometime soon. The
forthcoming projects in the graphic art
section of the Lavrushinsky campus of the
Tretyakov Gallery will be focused on draw-
ing techniques in the art of the 18th-early
20th centuries; they are expected ultimate-
ly to form a series of shows encompassing
the entire range of the techniques and
media used in graphic art.

Co3/1aeT N300pakeHNe KPYIMHBIMM TTSITHA-
MM, BOJIbHBIMU 3aT€KaMH, CJIOBHO TTOIIM -
HSISICh TIPUXOTJIMBOMY TEUEHUIO KPacKW.
B cBoeii 3HameHuTol «Po3ze» (1904) Bpy-
0eJlb BAYMYMBO KOHCTPYUpYET (HOpMmY,
CJIOBHO CTPEMSICh TIPOHUKHYTH B TaliHBI
CTPOEHHUSI HaTyphl, MepeaaTh SHEPIUIO Ty-
TUX JIETIECTKOB PACITyCKAIOIIEeTOCs 1IBET-
ka. B mouTu nUIIEHHBIX I[BETa MOHO-
XPOMHBIX WJITIOCTpauMsX K <«emMoHy»
M.1O.JIepmonTtoBa (1891), GeckoHeyHO
Bapbupys TMpHUEMbl HAHECCHMSI KPAaCKU,
CIyIllasi pUTMBI Pa3HOOOPA3HBIX IO TOHY
nsiteH, BpyOenb co3nman ocodyio BUOpH-
PYIOIIYIO TIOABMIKHYIO Cpely — aHajor
MMO3TUYECKOI MaTepuu JIEGPMOHTOBCKOTO
TekcTa. BbIOOp «CTHIIsI» ompenenuiics
JINIIL TPEOOBAHUSMU KOHKPETHOIO 3a-
MBICJIa, XYTOXeCTBEHHOTO 00pa3a.

OCOOHSIKOM B HCTOPUM aKBapesu
crouT TBOpuecTBO B.D.Bopucosa-Myca-
ToBa. XyIOXHHUK MPUXOAUT K HEil JINIIb
B TIOCJTIETHUE TONbI XW3HU — B TEPUOL
MOJIHOTO BJAaJE€HUsI KUBOMUCHOU dop-
moii. Konopuctuyeckast HaChIIIEHHOCTb U
0Cs13aeMOCTh (DAKTypHI €T0 paboT MacjioM
U TEMIIepoil B MO3AHUX akBapessix «bai-
KoH oceHblo» (1905), «PexBuem» (1905)
000paunBarOTCs MPO3PAYHOCTHIO, «HEMa-
TEePUATLHOCTBIO» IIBETa, WUTPO ITOJIYTO-
HOB, MPUIJIYLIEHHBIX Pa3MbIThIX KPaCoOK,
TAlOIIMX TEHEH, 4To KaK Helb3sl Ooee
COOTBETCTBYET IMMOATHMUECKIM 00pa3aM ero
MpU3pPaYHOro MUpa, OaJlaHCUPYIOLIErO Ha
TOHKOM I'paHM PeabHOTO Y COUMHEHHOTO.

Bo3spoxneHue BceoOllero uHrepeca
K aKBapeJy TPOU30IILIO0 B TIOCTIEIHUE Jie-
catunetust XIX Beka. PerynsipHble akBa-
pebHBIC BBICTaBKU, co3nanue «O01mecTsa
pycckux akBapenncTtoB» (1887) crocob-
CTBOBIM IIMPOKOMY PaCIpPOCTpaHEHUIO
TEXHUMKM, TOBBIIICHUIO ee cratyca. [1po-
rpamma OOlecTBa He UMesa UIeoJIoTye-
CKOIl HampaBJ€HHOCTH, B €ro COCTaBe
MUPHO YXUBAJIUCh MPEACTaBUTEIU pa3-
HBIX HaIlpaBJIeHUI, 00beIMHEHHBIC YBIIe-
YEHHOCThI0O MCKYCCTBOM akBapenu. Ha
BBICTABKE TPENCTaBICHbl MPOU3BEACHUS
M.A.Bunnue, D.C.Bunbe ne JIuab-Anana,
I1.I1.Coxkonosa, P®.®penua, M.A.Anek-
canapona, A.C.EropHoBa, P.A.beprrosib-
1a, Ans0.H.benya. Hekotopble u3 atmx
XYIOXXHUKOB pabOTaii MCKIIOUUTEIHHO
KaK aKBapeJUCThI U, MOXET ObITh, TIO3TOM
Yy OCTaJIUCh IMOYTH HE3aMETHBIMMU ISl
«BCEOOIICi» MCTOPUU UCKYcCTB. TeM He
MeHee, 3amady COXpaHeHUs U Tiepenadn
TpaaulIMii aKBapeJbHOIM IIKOJbl Hayaja
XIX Beka 1 MOAroTOBKH MOYBHI IS HOBO-
ro B3nera akBapenu «OOIIECTBO PYCCKMX
aKBapeJIMCTOB» HECOMHEHHO BBITTOJIHUJIIO.
AKBapesb CHOBa Hayajlyd BOCIPUHUMATh
KaK CaMOCTOSTENIbHYI0, 00J1a/1al01IyI0 CO0-
CTBEHHBIM $I3bIKOM 00J1aCTh U300pa3u-
TEJbHOTO MCKYCCTBA.

Muorue npeacraButenun OOIecTBa
CTaJIM YYUTEJISIMU [T CJICAYIOIIETO ITOKO-
JIEHUSI XyHOXHUKOB. Tak, mom pyKoBOA-
CTBOM OJIECTSIIEro MacTepa akBapeau
Anpbepra beHya ocBamBaiu 3Ty TEXHUKY
MHOTHE Oymyliue 4WIeHBl XYIOXEeCTBEH-
HOro oObeauHeHUs1 «MHUp MCKyCCTBa»

JI.C.Bakct, A.H.benya, K.A.ComoB. UH-
TEPECHO, YTO CO3aTe/N BbICOYAlilleil Tpa-
udecKoit KyabTypbl — «MUPUCKYCHUKI»
cTapIiero MoKoJeHUsI — B CBOEM TBOpUeE-
CTBE HE YacTo obpalllalnch K TEXHUKE
YUCTOM akBapenu. B «rpacduueckux kap-
TUHaX», (PAaHTa3UsX HAa WCTOPUYECKYIO
TEMY OHM TATOTENM K Oosiee TUIOTHOMY
KOPITYCHOMY MHCBbMY M OTIaBajiM Tpe.-
TOYTeHHWE Tyalll U TeMIlepe, HO TIPUEMbI
paboThl B 3TUX TEXHUKAX 3a4acTylO OCTa-
BaJIMCh aKBapeIbHBIMHU.

AxkBapenbHble paboTel A.H.benya,
M.B.Jlo6yxuHckoro, A.IT1.OcTpoyMoBoii-
JlebeneBoil mouTu Bcerga cAepXKaHbl U
M3bICKAaHHBI TIO0 I[BETOBOMY PEIIEHWUIO,
cBOOOIHAs paboTa aKBapeIbHBIM MSTHOM
COYETAETCSI B HUX C aKTUBHBIM PUCYHKOM,
NpuaaIUM rpadHryeckylo 4eTKOCTb
OpraHM3aIy TOBEPXHOCTH JINCTA.

Ocob0oro BHUMAaHUS 3aCTyXXUBAIOT
pa6otsl K.A.ComoBa. B xu3Hu u B uc-
KyCCTBE OH BCeria OCTaBajicsl B TEHU
cBouX OoJjiee aKTUBHBIX KoyleT. B wmc-
TOPUM W300Pa3UTETBHOTO HCKYCCTBA,
MOCTPOEHHON MPEUMYILIECTBEHHO Ha OC-
HOBE XKUBOITMCHBIX PabOT, OH OCTaJCs
aBTOPOM HECKOJIbKMX KapTUH U JecsTKa
KypTya3HbIX TyallleBbIX KOMIO3ULUIA,
COCTaBJISTIONINX JTUITh MAITYIO TOIUKY €TO
XyIoXecTBeHHOTO Hacienusi. OmHako
CoMOB ObLT MPEBOCXOAHBIM aKBapeIU-
CTOM M BEpHO CIYXWJI aKBapeiu A0
TOCJIEHUX THeW cBoel Xu3Hu. TBopue-
CTBO XyIOXHHUKa COENUHSIET 00€ JTMHUU
pPa3BUTUS TEXHUKU, MPUMUPSIST Tpaau-
IIMOHATTMCTOB U CTOPOHHUKOB TOMCKA
HOBBIX (hopM. bosee Toro, B ero akmsa-
pesiX YAUBUTETbHBIM 00pa3oM CXOISITCS

K.® I00H

Houb. Teepckoii
Oyaveap. 1909
Bymara na kaproue,
aKBapesnb, oOenuta
60,5x73

Konstantin YUON
Tverskoi Boulevard at
Night. 1909
Watercolour, white
on paper mounted

on cardboard
60.5x73 cm

BbICTABKWN

BCE HUTH, 3HAUUMBbIE /I PAa3BUTUS ITOM
TEeXHUKU B Poccun; OH «IIpomycTui yepes
cebsi» BCe KOTma-Tmbo CyIecTBOBABIINE
KaHPBI, WCCIIENOBAJ W WCIIPOOOBaJl BCe
CTUJIN.

CaMoit MIHTepeCHOM 1 HeIOOILICHEH-
HOWM CTpaHULEN COMOBCKOTO TBOPYECTBA
SIBJIIIOTCSL HATYpHbIE Teili3axu, B KOTO-
pBIX 3areyvarjieHO MOYTH HEBO3MOXKHOE:
enBa yoBUMbIe 3G (HEeKThI CMEHBI COCTOSI-
HUS M HaCcTPOEHUs MPUPOIbl — BETED,
IOXIb, CyMepKu, Oenable Houu. Pamyra
(u3mobneHHbrit - MmotuB  ComoBa) B
MasleHbKoM 3Tiozne 1908 roma nzobpaxkeHa
Tak, YTO BOCIPUHUMAETCS KaK CBOEOO-
pa3Hass Mmeradopa akKBapeaud, 3PUMOE
BOITIOIIEHUE POXICHUS 1IBETa U (DOPMBI
B HAITOEHHOM BJIaroil 1 CBETOM BO3yXe.

Dkeno3unus «Marus axkBapesn»
orpanmumBaetcs 1910-mMu rogamu, Korna
3aBEPIIWIICS OYePETHOM UK Pa3BUTHS
TEXHUKH, HO €€ HCTOpUSI Ha 3TOM He
3aKaHUMBAETCsI — HOBBIN, HE MeHee
VHTEpeCcHbI nepuona B XX Beke 0003Ha-
yeH umeHamu K.C.IlerpoBa-BoakuHa,
A.B.JlenTynoBa; daHTacTuyecKue, Oav-
cTaTeJbHBIE U TIyralollne akKBapelb-
Hble MUpPBI co3naoT B.B.KanauHckuii,
T1.H.®wunonos. Ho 370 yXe coBepiieHHO
npyras ucropust. OcraeTcs TOJBKO Ha-
NIeSIThCSI, UTO BBICTaBKa akBapesan XX Beka
B TpeTbsIKOBCKOU rajepee He 3acTaBUT
ce0s1 noaro xknath. Cleayromne mMpoeKTh
B 3a1ax rpacduku B JIaBpyIImHCKOM Tiepe-
yjKe OyayT MOCBSIIEHbI PUCOBAJIbHBIM
TexHukaM B uckyccrBe XVIII — Havana
XX BeKa M COCTaBSIT B UTOTE IIUKJI, OXBa-
THIBAIONINI BCe MHOTOOOpa3ne TeXHUUe-
CKHUX CPEACTB U MaTepuaaoB rpaduku.
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