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HNpuna Kynemosa

cKyccTBO
PYCCKOU IIPOBUHIINY

1.M.KOPEHEB
Tlopmpem cmamckozo
cosemnuka Huxonas
Hesanosuua Kokosyosa
(1754-1822)
Cepepna 1780-x
Xouncr, macno

63,5 x 50

SIpocnaBckuit
XY/IO3KECTBEHHBII My3eil
Dmitry KORENEV
Portrait of State
Councilor Nikolai
Ivanovich Kokovtsov
(1754-1822)
Mid-1780s

Oil on canvas

63.5 x 50 cm

Yaroslavl Art Museum

CocrosBuiasicss B TpeTbskoBckoii ranepee BbicTaBKa «VIckyc-
ctBO Apocnasckoit u Koctpomckont 3emens XVIII-XX Bekos.
[Toucku, Haxoaku, oTKpbITHs» (25 nekadpst 2008 — 8 deBpans
2009) ObLna oOpaneHa KO BCEM JIFOOUTENSIM UCKYCCTBA. Y Ofl-
HMX OHA BCKOJIbIXHYJIA CTapble BOCIIOMUHAHUS O BCTPEYe C BHep-
BbI€ NMOKA3aHHBIMU LIMPOKOMY KPYTY 3pUTEJIEN, TOUCTUHE HE3a-
ObIBAEMbIMU TOJIOTHAMU TAKUX, TENEPb y>K€ MOBCIOJly U3BECT-
HbIX MPOBUHUMAIIbHBIX XYIOXHHUKOB, Kak Ipuropuit OcTpos-
ckuit, [Imutrpuit KopeneB, Hukonait MeubHukoB, I[lasen
Konenpac, Ban TapxanoB, Edpum YectHsikoB. st apyrux —
Kak Korfa-to B 1970-e rojibl — cTana OTKPbITUEM YHUKAJIbHBIX
NPOU3BE/ICHUH, SBJISIOLMXCSI TOPIOCThI0 My3eeB KocTpombl u
ApocnaBisg 1 BUBUTHON KaPTOYKOW CAMUX 3TUX TOPOJIOB.

GALLERY #1'2009

Ho MPOILECTBUU BPEMEHU BO3MOXKHO
MOJIBEICHNE UTOTOB MHOTOTPYIHOM
NeATeTbHOCTA CTEeNUauCcTOB. 3a Hec-
KOJIBKO TIOCJIEHUX JECATUNETUIT OTeue-
CTBEHHOE HCKYCCTBO3HAHHME COBEPLINIO
repexo], Ha KayeCTBEHHO HOBBHIN ypo-
BEHb; CIIeJIaHO HEMaJO UHTEPECHbIX Ha-
XOAOK B PETMOHANBbHBIX M CTOJMYHBIX
My3esiX, M3IaHbl BEJUKOJEIHbIE anb0o-
MBI, KaTaJIOTH, OIyOJIMKOBAaHBI HAayIHBIE
cratbu. Ho 1 ceityac MOXXHO C yBEpeHHO-
CTBIO CKa3aTb, YTO MMEHHO OTKPBITUS
KOCTPOMCKUX U SIPOCTABCKUX IMTOPTPETOB,
kaptuH Eduma YecTHsikoBa, coBeplleH-
Hble MOCKOBCKMMU CMELHaUCTaMU BO
rnaBe ¢ CaBBoii JIMIIMKOBBIM B TUIOIO-
TBOPHOM TBOPUYECKOM COJIPYKECTBE C
MY3€e{HBIMM COTPYIHUKAMU, BO3POIUIU
K XXKM3HM MaJIOMCCIIEJOBAHHBIA OIPOM-
HBIW TJIACT HAIMOHAJIBHOW KYJIBTYPHI U
CIPOBOLIMPOBAJIM €ro MPUCTATbHOE U3Y-
YyeHue.

HamoMuum o HekoTopbIx Hanbomee
MU3BECTHBIX COBMECTHBIX MPOEKTaxX Mpo-
HUIbIX JieT: «ConuraJnyckue HaxoaKu»
(1973), «<Koctpomckue moprpetsl XVIII—
XIX BexkoB» (1974), «HoBble OTKpBITHSI
COBETCKUX pecTaBpaTopoB» (1974), «fpo-
cnaBckue noptperbl XVIII—XIX BekoB»
(1980—1981), «Hwukonait MBUILHUKOB»
(1990). BricTaBKH, Ha KOTOPBIX paccesiH-
HbI€ 10 ropojaM paboThl ObLIM COOpaHbI
BOEIMHO, MPENCTABUIN IINPOKOMY KPYTY
CITEIIMATUCTOB PENKYI0 BO3ZMOXHOCThH UX
usydyeHust. OnpenensommuM ycIoBUEM
SKCMOHUPOBAHUS MPOU3BENEHUI, Hapsi-
Iy C TeMaTU4eCKUM OTOOPOM U HOBU3-
HO, OblJIa MpPOBENEeHHas Ha BBICOKOM

MN.S BUIIHSKOB »
Topmpem Kcenuu
Heanoenvt Tuwununoli
(1736-1757). 1755
Xouncr, macno. 99 x 82

Ivan VISHNYAKOV »
Portrait of Xenia
Ivanovna Tishinina
(1736-1757). 1755
Oil on canvas

99 x 82 cm

Rybinsk Museum-Reserve
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Irina Kuleshova

Art of the
Russian Provinces

IN.C.APOXIVH
THopmpem manvuuxa
1780-e

XoucT, Macio
53,5x 445
SIpocnasckuit

XYNIO’KECTBEHHBIIT My3eit

Pyotr DROZHDIN
Portrait of a Boy
1780s

Oil on canvas

535 x44.5 cm

Yaroslavl Art Museum

The exhibition “18th-20th century artwork from the Yaroslavl
and Kostroma regions. Retrieval, findings, discoveries” hosted
by the Tretyakov Gallery was intended for a wide range of art
lovers. For some of them it was a recollection of the time when
they first had a chance to view the works, never before shown
to the general public. When first shown, the pictures by provin-
cial artists, now widely famous, such as Grigory Ostrovsky,
Dmitry Korenev, Nikolai Mylnikov, Pavel Kolendas, Ivan Tar-
khanov, and Yefim Chestnyakov produced an unforgettable
impression. For others, the exhibition, just like the 1970s-1980s
shows, offered a chance to discover the unique portraits and
paintings that grace the collections of the Kostroma and
Yaroslavl museums — their most treasured possessions and the
emblems of sorts of the cities themselves.

Now, at this distance of time, we can
review what art professionals have
achieved as a result of their painstaking
efforts. During these years Russian schol-
ars of Russian art have risen to a qualita-
tively higher level. Many interesting items
have been found in museums in other
Russian cities, including Moscow and St.
Petersburg; many splendid albums, cata-
logues and scholarly articles have been
published. But even now it would be fair to
say that a huge layer of Russian culture was
brought back to life, and scholars were
inspired to closely look into it, thanks to
the discovery of the portraits from Kostro-
ma and Yaroslavl and Chestnyakov’s pic-
tures, which was accomplished by a pro-
fessional team from Moscow with Savva
Yamshchikov at its head, in efficient and
creative cooperation with museum staff.

Famous joint projects include “Soli-
galich Findings” — 1973, “Kostroma Por-
traits of the 18th-19th centuries” — 1974,
“New Discoveries of Soviet Art Restor-
ers” — 1974, “Yaroslavl Portraits of the
18th-19th centuries” — 1980/81, and
“Nikolai Mylnikov” — 1990.

The works, scattered around different
cities, were brought together and displayed
at the shows, and a wide community of
scholars was thus afforded a rare chance to
study them. The selection principles, along
with focus on certain themes and novelty,
included a high quality of restoration, suf-
ficient to bring the artwork back to life.

The collaborative work of the staft of
the Yaroslavl art museum, who initiated
the show reviewed in this article, and
Savva Yamshchikov forged strong friendly
ties between them over the years. The
friendship had its lull periods, but never
faded. A grateful memory tied us together
closely and probably forever. This friend-
ship has been buttressed by high-profile
events such as exhibitions, joint publica-
tions and gifts. In recent times, 1998 was
an especially memorable and happy year
for us — Savva Vasilievich presented to the
museum a portrait of Grand Duchess
Alexandra Pavlovna by the famed 18th-
century artist Dmitry Levitsky, and the
piece was added to the museum’s collec-
tion.

Thus the concept of the present exhi-
bition was brought about — recollections of
past discoveries which brought together
within a single cultural space the artwork
and the people who made them accessible
for the public.

Coincidentally, a most pertinent
occasion turned up — the 50th anniversary
of Savva Yamshchikov’s work in art.

Interestingly, the idea to exhibit work
which, though discovered long ago, never
lost any of its charm, was supported not
only by our colleagues from the Yaroslavl
and Kostroma regional museums — Yam-
shchikov’s partners. The proposal interest-
ed the Tretyakov Gallery administration
and staff, who provided the Gallery’s rooms
for the show and invested considerable cre-
ative effort into the creation of the brilliant
and memorable show.

Very often artwork sent to museums
is in a bad shape. That is what happened to
most of Chestnyakov’s pieces, as well as
the portraits originating from the nobles’
estates and the descendants of the mer-
chants and commoners. For a long time
the darkened and soiled varnish, the
crackled paints, abrasions and numerous
patches where the painter’s brushwork was
completely gone presented an obstacle to
the efforts to examine these unique pieces.
Local art restorers made some progress in
deciphering the secrets of these pictures,
but the imagery could not be presented in
its entirety to the researchers’ eyes without

a breakthrough on the path to discovery
(both in the literal and allegorical meaning
of the word) of a large number of artworks.

It was then that an important event
took place at the Yaroslavl and Kostroma
museums. The unhurried pace of provin-
cial life was disturbed when the enthusias-
tic researcher Savva Yamshchikov, young,
energetic, and bursting with new ideas,
appeared.

The help lent to the museums by this
art scholar and restorer, and, most impor-
tantly, a champion of Russian provincial
art, proved invaluable. Together with a
team of restorers headed by Sergei
Golushkin, Yamshchikov delved into these
rich collections, scouting for the finest
pieces of art to be displayed at future exhi-
bitions. This sort of investigation and
research at the museums would have been
impossible without a mutual understand-
ing and close creative ties with local muse-
um professionals.

Intuition, a keen researcher’s instincts,
and the experienced eye of a restorer helped
Yamshchikov identify the hidden gems to be
brought back to life. In fact, it was this antic-
ipation of discoveries that drove him to look
into the collections of the provincial art
museums.

The restoration of artwork, and
preparation of the exhibitions which for
the first time in art history featured a wide
array of provincial artists’ works, encour-
aged an initial efficient examination of the

HeussecTHbIi
XYAOKHUK

Tlopmpem xyneueckoli
cemblu

Konery 1830-x — 1840-¢
XoJicr, Macno

89,5 x 141,5
SIpocnaBckuit
rocyJapCTBEHHbIN NCTOPUKO-
APXUTEKTYPHbII 1
XYy/lO3KECTBEHHBII My3eii-
3aMoBEe/HUK

Unknown artist
Portrait of a Merchant
Family

Late 1830s-1840s

Oil on canvas

89.5 x 141.5 cm
Yaroslavl Museum-Reserve
of History, Architecture

and Art

masterpieces, the gathering of archival
materials, and publication of unique cata-
logues of the collections.

The first exhibitions (1973-1980)
were followed up by a number of other
shows featuring restored artwork (for
instance, “Nikolai Mylnikov and Fyodor
Tulov” in 1990, “Yaroslavl Portraits” in
1997), and publications and research proj-
ects which significantly expanded and
deepened our knowledge of the culture.

KOSTROMA PORTRAITS

In the 20th century, the art and patriarchal
tenor of life in the provinces for a long
time remained in oblivion. Not acciden-
tally, the so-called provincial portraits
until recently were neglected by research-
ers and restorers and missing from shows
at art museums. People were aware of
these portraits, and museums — mostly
general history and regional history muse-
ums — acquired them in large numbers,
but they were not regarded as great art.
And only when the concepts of cultural
space became more liberal, the “third cul-
ture” (third with respect to the period of its
discovery, not quality) had a chance to be
discovered, and the artistic, aesthetic value
of these works was duly appreciated. The
1970s-1990s exhibitions of restored art-
work, which are the focus of the present
show, co-sponsored by several museums,
contributed much to this discovery.
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SOLIGALICH FINDS

That was the title of an exhibition organ-
ized by Savva Yamshchikov that opened in
1973 in Moscow. The show featured art-
work by Grigory Ostrovsky, a then
unknown artist who made portraits of the
nobles, which came to the museum from
the estate Neronovo belonging to the
illustrious family of Cherevins and which
were discovered by Victor Ignatiev in the
collection of the Soligalich museum in the
Kostroma region. The Kostroma gentry’s
portraits, restored by the team directed by
Sergei Golushkin to their original beauty,
stunned both viewers and scholars with
their brilliant originality, immediacy and
the subtle poetic charm of the imagery,
with conciseness coupled with an ele-
gance of style, and, finally, with the artist’s
obvious talent.

There is no verifiable information
available about the artist himself or his
family, only hypotheses. Two appear to us
as most credible.

One of the scholars, Viktor Sorokaty,
believes that Ostrovsky was the same per-
son as Grigory Silych Ostrovsky (1756-
1814), a painter specializing in icons
and secular genres, who decorated sever-
al churches in Veliky Ustug. A son of a
priest, he was an Ustug commoner, and
not a member of a local guild of icon
painters.

Sorokaty supplies arguments and
archival documents to bolster his hypoth-
esis. So, if the icon painter from Ustug
and the Neronovo portraitist are the same
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person, then the early portrait of Yelizave-
ta Cherevina, dated to 1773, was made by
a 16-year-old lad. This is not surprising,
for in the 18th century craftsmen were
apprenticed from an early age, and a tal-
ented young man, which Grigory Ostro-
vsky certainly was, could work independ-
ently at an age so young by modern stan-
dards. Maybe the artist’s youth accounts
for uneven skills displayed in his 1770s
portraits.

Although there is nothing to show
that the Ostrovsky from Ustug was related
to Cherevin, the hypothesis about the two
being one person seems solid, and close
commercial and cultural ties existing then
between Soligalich and Veliky Ustug can
be seen as a supportive evidence.

Also of interest is a piece of research
by Yelena Saprygina, who speculated that
the artist was an offspring of a noble fam-
ily. According to her, the artist could be
Grigory Ostrovsky, a descendant of Ivan
Iovich Ostrovsky, who was recorded in the
book of genealogy of the Yaroslavl gentry,
but inherited estates in the Galich district,
of which the Soligalich district was previ-
ously a part. True, we do not have com-
plete genealogy records of the noble fam-
ily of the Ostrovskys from Kostroma,
which complicates the search. Yet, it
should be noted that Ivan lovich’s sister
Mavra was married to Cherevin. These
familial ties between the two noble fami-
lies can be seen as an evidence in favour of
this hypothesis.

#1'2009

H.I.MBbUUIbHNKOB
TIopmpem Hadexncowt
Heanosnvr Coboaesolt,
YPOXCOEHHOIL
Koxcesnuxosoii
(okono 1799-1861)
1830-¢

Xouct, Maciio

735 %625
SIpocnaBckuit
XyHO)KECTBeHHblﬁ My?eﬂ

Nikolai MYLNIKOV
Portrait of Nadezhda
Ivanovna Soboleva,
née Kozhevnikova

(c. 1799-1861)
1830s

Oil on canvas

735 x 62.5 cm

Yaroslavl Art Museum

H.IMBUIBHNKOB
Topmpem Heana
Cemenosuua Coboaesa
(okono 1792-1873)
1830-¢

Xouct, Maciio

73,5 x 62

SIpocnaBckuit
XyHO)KECTBeHHblﬁ My?eﬂ

Nikolai MYLNIKOV
Portrait of Ivan
Semenovich Sobolev
(c. 1792-1873)
1830s

Qil on canvas

73.5 x 62 cm

Yaroslavl Art Museum

YAROSLAVL PORTRAITS

Kostroma was not the only city on the
Volga River scouted for unknown treasures
of Russian culture by the enthusiastic
researchers. The old city of Yaroslav held
its own trove of treasures, little known to
outsiders until then. Local artwork from
Yaroslavl started to get increasingly more
attention; back then already, in the late
1960s-carly 1970s, the Yaroslavl art muse-
um included into its exhibition works of the
Yaroslavl artist Nikolai Mylnikov, and pub-
lished in the catalogue its reproductions.
But the museum researchers did not know
anything about this portraitist, and next to
nothing about his models. Such unknown
artists were many — either because everyone
was too busy to look into these portraits, or
because the value of the pieces remained
unappreciated due to the bad shape of most
of them, or because the time was not ripe
yet for such discoveries — whatever the rea-
son, there was no progress.

Savva Yamshchikov eliminated all
stereotypes, bringing a wind of change to
the museums and inspiring a desire to re-
discover pieces that were viewed as a rou-
tine fixture. The exhibition “Yaroslavl Por-
traits of the 18th-19th centuries”, which
he organized drawing on the collections of
the Yaroslavl, Rybinsk, Pereslavl, Rostov
the Great and Uglich museums, made
museum researchers actively explore the
archives and libraries in search of all possi-
ble information about the works.

When the display was on in Yaroslavl
in 1980 (in 1981 it moved to Leningrad

YPOBHE pecTaBpallvsi KapTUH, TIOCJIe YeTo
OHU 00pesT BTOPYIO KU3Hb.

CoBMecTHasT IeSITeIbHOCTh COTPY/I-
HUKOB SIpOCIaBCKOro Xya0KeCTBEHHOTO
My3ess — MHUILIMATOpa HACTOSIIETO BBIC-
TaBOYHOTO TTpoekTa 1 CaBBbI AMIITMKOBa
3a JOJITME TOAbl TMepepocia B KPEMNKylo
npyx0y. B Helt ObuIM neproabl 3aTUILIbS,
HO He 3a0BeHus1. DTa npyx0a cKperuieHa
SIPKUMU COOBITUSIMA — BBICTABKAMM, COB-
MECTHBIMU H3JAHUSIMM M TMOJapKaMu.
Oco6eHHO He3a0bIBACMBIM U PaZOCTHBIM
3a nocjeaHee BpeMs ctan 1998 ron, korna
CasBa BacuiabeBuy mperiogHec B gap
My3€l0 TTIOPTPET BEJUKON KHSKHBI AJIEK-
caHapbl [1aBIOBHBI KWCTU TPOCIABICH-
Horo xymoxHuka XVIII cronetust [Imu-
Tpust JIeBULIKOTO.

Tak poauicst 3aMbICe]l SKCIIO3ULINN,
opranHuzoBaHHoit B I'TI, — BbICTaBKU-
0J1aronapHOCTH, BBICTABKM-BOCTIOMUHA-
HUS O OBUTBIX OTKPBITHSIX, 00beIMHUBIIINX
B OTHOM KYJIBTYPHOM ITPOCTPAHCTBE TIPO-
M3BEACHUs UCKYCCTBA U Jitofield, Oaarona-
PSI KOTOPBIM OHU CTaJIu U3BECTHBI IIIUPO-
Koit myonuke. Y moBox st Hee Haresncst
caMblii moaxoasuii — 50 ieT TBOpUECKOM
nesrenbHocTH CaBBbl SIMIIIMKOBA.

3amMeyaTesbHO, YTO UICIO IMOKa3aTh
NaBHO OTKPBITBIE, HO HE CTaBIIWE OT
3TOr0 MeHee MPUBJIEKATEIbHBIMU TTPOU3-
BEIEHMS, TIOMIEPKAIN HE TOJIBKO HAIK
KoJutleTn w3 My3eeB SIpociaBckoil u
Koctpomckoit obaacteit, ¢ KOTOpbIMU
SMIMKOB TecHO coTpyaHuuat. Jupek-
WS U COTPYTHUKM TpeThIKOBCKOIA raje-
peu C SHTY3Ma3MOM OTKJIMKHYJIUCh Ha 3TO
MnpeUIoXKeH e, MPeI0CTaBUB IS MPOEKTa
BBICTaBOYHBIE 3abl MHXeHEepHOro Kop-
myca, U CO CBOEW CTOPOHBI TBOPYECKU
MOJOILIA K CO3MaHUIO SIPKOiA, 3amoMu-
HaOILEeNCs 9KCIO3ULINU.

O4YeHb YacToO TPOM3BEACHUS UCKYC-
CTBa MOTMAIalo0T B My3eH B IJIOXOM COXpaH-
HocTu. Tak ObLIO M ¢ OoJblIei YacTbio
pabor YecTHsKOBa, U C TOPTpPETaMH,
TTOCTYIUBIIUMHU U3 IBOPSTHCKUX UMEHUH,
OT IMOTOMKOB KyTI1OB U MellaH. Mccieno-
BaHUE 3TUX YHUKAJIBbHBIX ITOJOTEH A0JT0e
BpeMsl ObLIO 3aTPYIHEHO M3-3a COCTOSI-
HUST UX COXPAaHHOCTH: IOTEMHEBIIETO U
3arpsI3HEHHOrO Jlaka, MOTPECKaBILIEroCs
KPacOYHOTO CJI0sI, TIOTePTOCTE U MHOTO-
YUCJIEHHBIX YTPAT aBTOPCKO KUBOIHCH.
MecTHBIM pecTaBpaTopaM yaaBajloCh
caenaTb HEeMHOTOE.

J17151 TOTO YTOOBI TIPUOTKPHITH 3aBECY
TallHbI 3TUX KapTHH TPeGOBaOCh COBEP-
IIUTb PHIBOK B PACKPBITUU (B MPSIMOM U
MEPEeHOCHOM CMBbICIaX) 3HAYUTEIbHOTO
KOJIMYECTBa Mpou3BeaeHuil. Torna u mpo-
M30IIJIO OYEHb BaXKHOE COOBITUE B XKU3HU
ApocnaBckux U KocTpoMCKuX My3eeB:
HECTICITHBII PUTM TMPOBUHUIMAIBHOM
JKM3HM ObLT HapylIEH TMOSIBIEHUEM MOJIO-
JIOTO, DHEPTUYHOTO, TTOJTHOTO HOBBIX UACH
9HTy3UMacTa — wuccienoBatensi CaBBBI
SmMuukoBa.

WckyccTBoBea u pectaBparop, a 00-
Jiee BCEro IMpoIaraHancT UCKYCCTBa pyc-
CKOl MPOBUHIIMM, OH OKa3ajl HEeOIlIeHU-
Mylo nomollb My3desM. C KoMmaHION

H.JJ.MbIJIbBHMKOB
ITopmpem sapocaaeckoii
rxynuuxu IIpackosbu
Hesanosnvt Acmanogoli
(1783-1843). 1827
XoucT, Macio

65 x 56,5

SIpocnaBcknit

XY/IOKECTBEHHBbIIT My3eil

Nikolai MYLNIKOV
Portrait of Praskovia
Ivanovna Astapova
(1783-1843),
Merchant’s Wife from
Yaroslavl. 1827

Oil on canvas

65 x 56.5 cm

Yaroslavl Art Museum

pecTaBpaTopoB Mo pykoBoactsoM Cep-
rest ToaylmkuHa OoH W3yyaja OoraTeiiiiue
KOJUIEKIIVU, BBISBIISUT LIEHHBIE B XyIOXe-
CTBEHHOM OTHOIIEHWM TPOU3BEIACHUS,
oTOMpas ux Ui Oyayniux BbIcTaBoK. Ta-
Kasi M3bICKaTeNbCKasi U MCCeNoBaTelb-
ckas pabota B (hoHIaX My3eeB OblIa ObI
HEBO3MOXKHa 6€3 00010JHOTO MOHUMAaHUSL
Y TECHOTO TBOPUYECKOTO B3aMMOJEICTBUS
C MECTHBIMU CTIEIIMATNCTAMU.

[Toutn Bce OoTOOpaHHBIE KAPTHUHBI
TpeboBai pecTaBpallii, U MOPO TOJIb-
KO TIOCJIe Hee CTaHOBUJIACh OYEBUAHA
TOUTMHHAS XYIOXXECTBEHHAs] 1IEHHOCTD
MHOIuX pabor. UMeHHO pecTaBpaTopoB
MOXHO Ha3BaTb MEPBOOTKPHIBATEISIMU
LIeIeBPOB MMPOBUHIIMATIBLHON XYIOXECT-
BEHHOU KYJIBTYPbI CPEIM MHOXECTBA CTa-
PBIX TOTEMHEBILKX XOJICTOB. YTafaTh 3Ha-
YUMOCTh OYIYIIMX BO3POXIEHHBIX IIe-
NeBPOB SMIIMKOBY TOMOTAIV WHTYWITHS,
YyThe HCCJeNOBaTeNsl, OINBITHBINA IJ1a3
pecraBpaTopa. COOCTBEHHO, 3TO MPEABU-
JeHEe OTKPBITUI U TIPUBENIO €T0 B TPO-
BUHIMIO. PecraBparmust mpoun3sBeeHU 1
MOJrOTOBKA BBICTABOK, HAa KOTOPBIX BIEP-

BbICTABKWN

Bbl€ IIMPOKO OBIJIO MPEACTaBIEHO IPO-
BUHIMaIbHOE ncKyccTBO KocTpoMckoii n
SpocnaBckoit 3eMesb, CIOCOOCTBOBAIU
TePBOHAYATIBHOMY U TUTOJOTBOPHOMY U3Y-
YEHUIO MaMITHUKOB, COOPY apXWBHOTO
MaTepuana M M3IAaHUI0 YHUKAJIbHBIX Ka-
TAJIOTOB KOJUIEKIUi. 3a TIEpBBIMU BBIC-
taBkamu 1973—1980 romoB mocienoBa
LIeJIBII PSIT HOBBIX PECTaBPallMOHHBIX MO-
Ka3oB: Hampumep, «Hukomait Mpuib-
HukoB u ®emop Tynos» (1990), «fpo-
caaBckuii moptper» (1997), myGnukanumu
U MCCIEAOBAaHUsI, 3aMETHO PaCLIMPUB-
e Hallu TIpeCTaBIeHus 00 oTede-
CTBEHHOM KYJIBTYpE.

KOCTPOMCKOM ITOPTPET

1o OTHOCUTENBHO HEJABHETO BPEMEHU
TaK Ha3blBaeMble MPOBMHLIMATBHBIE TIOP-
TPeThl He OBITM U3Y4eHBI, OTPECTaBPUPO-
BaHbl U He SKCIOHMPOBATUCH B XYIOXKe-
CTBEHHBIX My3esiX. O HUX 3HA/IU, B MY3€5IX,
[JIaBHBIM 00pa30M UCTOPUYECKUX U Kpae-
BEIUECKUX, TIOCTETIEHHO HaKaIUTMBAJINCh
KOJUIEKIIMU TOAOOHBIX paboT, HO K HUM
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and Moscow) many gaps of knowledge in
the history of provincial culture were
filled, and life stories of many artists and
models were traced, and dates identified.
But that was just the beginning. During the
last two decades researchers have been
scouting the museums, and studies rele-
vant to the topic have been published by
Russia’s leading academics. Now we have
a better idea of what the provincial portrait
is, including the Yaroslavl portrait.

In the late 18th-early 19th centuries
Yaroslavl boasted an environment encour-
aging an art reflecting the cultural tastes
and social interests of the local artisans
and shopkeepers.

The portraits were created by people
who, belonging to the same urban milieu
as their models, shared with them both a
social origin and a way of thinking. Glori-
fying their clients, the portraitists did not
care about artistic self-actualization;
unsurprisingly, many of the provincial por-
traits were left unsigned by their creators.

Usually the owners made inscrip-
tions on the back of the canvas, indicating
the model’s name, when (s)he was born or
died or married, how many children (s)he
had, etc. Sometimes touching phrases
were added, for instance, “You are no
longer with us, but you live in me, and in
your memory | wrote on the portrait: oh,
my parent, you will not die.” Or, occasion-
ally, humorous ones, such as “... since
I was 24 years old you find me sweet, and
I am courteous, but not useful for young
ladies.”

Probably much more than other
regions of Russia, the Yaroslavl region pro-
duced artists who are famous and whose
legacy represents a weighty aggregate of
artwork. One of the most famous, most
celebrated Yaroslavl artists of the late 18th
century was Dmitry Mikhailovich Kore-
nev (1742/1747-1826).

Apprenticed among the local arti-
sans, Korenev, mentored by older work-
mates, learned the skills and traditions of
the local craftsmen. But meanwhile he
developed an original style, polishing his
individual manner of painting. Painting
proved a good source of income, and the
artist registered his capital and was “pro-
moted”, together with his wife, to the
ranks of merchants. Now he was a third-
guild merchant who specialized in “the
craft of painting”. In 1810, “for the lack of
capital” the old artist, no longer working,
was demoted to the ranks of commoners.

Acquaintance with his art starts with
a series of benefactors’ portraits made for
an alms-house opened in April 1786 in
Yaroslavl. The cornerstone of his artistic
legacy, these portraits display his mature
talent.

The series of portraits is unique. This
was the first public portrait gallery to be
opened in the provinces, and apart from it,
no other similar gallery in Moscow or St.
Petersburg has survived intact. The por-
traits were accomplished by one painter,
and the work probably took two years to

38 TPETbAKOBCKASA TANEPEA THE TRETYAKOV GALLERY

complete. The gallery opened concurrent-
ly with the alms-house and its social mes-
sage was in line with the idea of transform-
ing society through education upon which
the alms-house operated. This gallery
appears to equalize the rights and dignity,
not only of the governor and the donor
merchant, but of the artist as well. In the
entire series the only signed piece is the
portrait of a merchant Kuchumov, and the
artist’s signature is on the face side of the
canvas, which puts Korenev on an equal
footing with the “grand gentlemen” of the
city.

In the first half of the 19th century
the venerable tradition of Yaroslav art was
maintained by a gifted artist Nikolai
Dmitrievich Mylnikov (1797-1842), who
secured for himself a place in the history of
art with several series of merchant family
portraits. Due to his mastery and talent he
created a yardstick of sorts for the provin-
cial portrait against a backdrop of everyday
life, within the boundaries of the canon
formed in this milieu by then.

Mylnikov was born in Yaroslavl and
received an initial professional training in
his family. One is led to believe that he vis-
ited Moscow not only to work on portraits
commissioned by Muscovites, but also to
receive additional training — not at a par-
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Pavel KOLENDAS
(KALENDAS)
Portrait of Alexandra
Petrovna Temerina
(1839-?), Daughter of
the Pereslavl Merchant
Pyotr Temerin. 1844
Oil on canvas

110.5 x 66 cm
Pereslavl-Zalessky Museum-
Reserve of History, Architec-
ture and Art

ticular school, but in a way peculiar to that
group of artists, working in partnership
with older colleagues.

Mylnikov was a master of twin por-
traits, and he was far superior to any other
artist who portrayed Russian merchants in
terms of his expressiveness in conveying
the models’ individuality and the ability to
create mutually reflective companion
images. Such are the portraits of the
Astapov and Sobolev families. They are
distinguished by impartiality and a
straightforwardness of characterization,
simplicity of composition, and specificity,
which lends to the images an aura of
authenticity. The gestures, the details of
the dress, the accessories — everything is
terse and carefully selected. At the same
time the imagery is filled with information
— the accessories are meaningful, bespeak-
ing the models’ status. Mylnikov’s works
are distinguished by lucidly vibrant colors,
a solemnity and special monumentality of
the portraits defying their intimate charac-
ter, as well as an astonishing combination
of generic and individualized traits in every
single image.

Ivan Vasilievich Tarkhanov (1780-
1848), who worked in Uglich, was yet
another brilliant provincial artist. As is the
case with Mylnikov’s legacy, the bulk of
Tarkhanov’s has survived to this day —
itself not a typical destiny for the artwork
of provincial artists from other regions.

Tarkhanov was born to an Uglich
family of craftsmen and priests. He stud-
ied painting under local icon artists. In
the 1820s-1840s he was registered as a
“scribe”. Probably not without a sense of
pride, he signed his pictures: “Painted by
Uglich artist collegiate record-keeper
Ivan Vasiliev Tarkhanov.” A series of por-
traits of the Surins, an Uglich family of
merchants, showcases the painter’s singu-
lar gift most fully. Especially noteworthy
are Tarkhanov’s female portraits: repre-
sented nearly down to the knees, the fig-
ures are depicted in natural and easy
poses, while also looking solemn and ele-
gant. Due to the beauty and vibrancy of
the colour scheme, the images stand out
as the most memorable artefacts of the
Yaroslavl school of portraiture.

Last on the list of the famed Yaroslavl
artists is the painter Pavel Kolendas; we are
still unaware of the dates of his birth and
death and the details of his life. But the
portraits made by him survive, and that is
what matters the most. Highly imaginative
and original, bright and memorable, these
paintings, while undoubtedly a part of
Yaroslavl art, stand apart from other such
works.

The artist’s contribution to the treas-
ure trove of provincial art is his portraits of
the Temerins, a family of Pereslavl indus-
trialists. The wealth of information con-
tained in the imagery in the numerous
“telling” accessories of symbolic nature,
together with the inscriptions on the
reverse side, make this gallery of family
portraits into a veritable family chronicle.

HE OTHOCUJIMCH, KaK K SIBJIEHUIO OO0JIbILIO-
ro uckycctna. ToJIbKO pacuIMpeHue npe-
CTaBJIEHUI O KYJbTYPHOM IMPOCTPaHCTBE
MO3BOJIMJIO OTKPBITh «TPEThIO KYJIBTYPY»
(He MO KayecTBy, a MO BPEMEHU OTKPBI-
TUS1) U OCO3HATh XYJA0KECTBEHHYIO, CTe-
TUYECKYIO LICHHOCTb 3TUX IIPOU3BEIECHUIA.
B Gosiblioit cTreneHn 3ToMy CrocoOCTBO-
BaJIU UMEHHO peCTaBpallMOHHbIE BbICTAB-
Kk 1970-x—1990-x romoB, KOTOPBIM U
ObLT TOCBSIIEH AaHHBIM MEXMY3eHHbIM
BBICTABOYHBI MTPOEKT.

COJIMTAIMYCKUE HAXOAKHM

Tax Ha3bIBajach BbICTABKa, OPraHU30-
BaHHasg CaBBoii SAMiMKoBbIM B 1973 roay
B MockBe. Ha Heili OblIM mpecTaBieHb
obHapyxeHHble B.A.UrHaTbeBbIM B (hOH-
nax Conuranuuckoro mysest Koctpom-
CKOIl 007acTM YHUKaJbHBIE TOJOTHA
KHUCTH HUKOMY TOTa He U3BECTHOTO yca-
nebHoro xyaoxHuka [puropusi OctpoB-
CKOTro. OTU KapTUHBI TMPOUCXOIMJIUA U3
JIBOPSTHCKOTO TIoMecThs HepoHOBO, mpu-
HaJJIeXKaBIIero 3HaTHOMY poxy Yepesu-
HBIX. OTpecTaBpUpOBaHHBIC TOH PYKO-
BojactBoM Ceprest [oylIKMHA TOPTPETHI
KOCTPOMCKUX IBOPSIH MPEACTAIN BO BCEit
CBOEI NMEePBO3AHHOI KpacoTe U opas3u-
JIU KaK 3puTelield, Tak U HaydyHYyIo 0o0lle-
CTBEHHOCTD SIPKOII CaMOOBITHOCTBIO, He-
TMOCPENCTBEHHOCTBIO U TOHKOW T033Uel
00pa30B, JAKOHU3MOM U B TO Xe BpeMs
M3SIIIECTBOM XYIOXKECTBEHHOTO SI3bIKa.
JIOCTOBEpHBIX CBEACHUI O JTUYHOCTU X
co3/1aTesisi He COXPaHUIIOCh.

ITo Bepcuu ogHOrO U3 UccaeaoBaTe-
neii — B.M.Copokaroro — moprpeTucra
MOXHO OTOXIecTBUTH ¢ [puropuem Cu-
neraeM OctpoBekuM (1756—1814) — uko-
HOTIMCLIEM U XUBOITMCIIEM, PACITUChIBaB-
muM psp Lepkseir B Beaukom Ycriore.
OH ObLT YCTIOKCKUM MEIIaHUHOM, Chl-
HOM CBSIIIIEHHUKA, B MECTHOM 1I€X€ MKO-
HOTIMCIIEB HE COCTOSLI.

ABTOp TIPUBOIMT IOBOIBI M apXUB-
Hble (haKThl B IMOJIb3Y CBOETO MPEAIoo-
KeHus. Tak, ecliv YCTHOXKCKUI MKOHOIH-
cell U HEPOHOBCKMII MOPTPETUCT — OITHO
U TO Xe JIMlo, TOo nopTpeT EnnszaBeTsl
Yepesunoii 1773 roga HamucaH 16-ier-
HUM IOHOIIEH. BDTO HEYAUBUTEIHHO,
nockosibKy B XVIII Beke pemecity oOyya-
JIUCh C PAHHUX JIET U TAJTAaHTJIMBBII MOJIO-
JIOI1 YeJTIOBEK B CTOJIb IOHBIE TOMIBI YK€ MOT
paboTaTh caMOCTOSITeIbHO. MOJIOMOCTEIO
aBTOpa MOXHO OOBSICHUTb U HEPOBHOCTD
MCITOJIHEHUST TOpTpeToB 1770-X ronos.

XoTg He HalIeHO I0Ka3aTesIbCTB
cBsi3eit yctioxckoro OcTtpoBckoro ¢ Ye-
PEBUHBIMU, TaHHAsI BepCUs MOJKperieHa
TeM OOCTOSITEILCTBOM, UTO MexXay Conn-
raauyeM u Beavkum YeTiorom cyiecTBo-
BaIM B TO BpeMsl TECHbIe TOPIOBblE U
KYJIBTYpHBIE CBS3U.

HMHTepecHO TakxXe WCCIeq0BaHUE
E.B.CarnpbiruHotii, mpeanosoxXuBLIeii ABO-
PSIHCKOE TPOMCXOXIEHUE XYMOXHHUKA.
Ilo ee MHeHUIO, 9TO MOXeT ObITh [pu-
ropuit OCTpoBCKHU, TpuHaIeXaIIUN
BeTBM, KoTopasi uaet or MUBaHna Mosuua

BbICTABKWN

N.B.TAPXAHOB
Topmpem E 60oxkuu
Hmumpuesnvt Cypuroti
(1808 — 00 1845),
nepeoii Jenbvl

I1.M .Cypuna. 1829
XoucT, Macio

78,3 x 64

YIIMUCKMii NCTOPHKO-

XYIO’KECTBEHHbII My3eit

Ivan TARKHANOV
Portrait of Yevdokia
Dmitrievna Surina
(1808-before 1845),
First Wife of Pavel
Matveyevich Surin
1829

Oil on canvas

78.3 x 64 cm

Uglich Museum

of History and Art

OctpoBckoro. OH ObLT 3alKcaH B poao-
CJIOBHYIO KHUTIY SIPOCJIaBCKOIO JABOPSIH-
CTBa, HO yHaclieoBasl uMeHus B lammy-
CKOM ye3lle, Kylna Mpexae BXOAWI U
Conuranuuckuii. ITouck 3aTtpymaHsieT TO
00CTOSITEIbCTBO, YTO HET IOJHBIX POdO-
CJIOBHBIX CITUCKOB KOCTPOMCKMX TBOPSTH
OctpoBckux. OMHAKO M3BECTHO, YTO Ce-
ctpa MBana MoBuua MaBpa Obliia 3amy-
xeM 3a UYepeBuHbIM. [lepeceueHne AByX
IBOPSTHCKUX POIOB MOXKET CBUICTEIb-
CTBOBATb B M0JIb3y JaHHOI BEPCUMU.

APOCJIABCKU TTOPTPET

Koctpoma He Obu1a €IMHCTBEHHBIM TOPO-
oM Ha Bonre, kyma Cassa AIMIuKoB 00-
palan cBoii npodeccuoHa bHbIN B3I
B MOKCKaX HEM3BECTHBIX 1ieaeBpoB. Cra-
PUHHBIN SIpocaBib XpaHWI CBOU COKPO-
BUIla, MaJIO KOMY M3BECTHbIE 10 TOWI
MOPBbL.

B konue 1960-x — Hauane 1970-x
ronoB fpociiaBCKUii XyIOXECTBEHHbII
My3eli BKITIOYWIT B 9KCITO3ULIMIO U OITyOJTN-
KOBaJI TPOM3BEIEHNUST MECTHOTO XXUBOITHUC-
1a Hukonass MpUIbHUKOBA, HO MY3€HLLIK-
K HUYETo He 3HAM O IOPTPETHCTe, U
MOYTU HUYEro — o ero moxensx. M takux
HEU3BECTHBIX XYJOKHUKOB ObIJIO MHOTO.

3amyMaHHasi SIMIIIMKOBBIM BBICTaB-
Ka «fpocnasckue noprpetbl XVIIT-XIX

TPETbAKOBCKASA MAEPES HE TRETYAK

BeKOB» U3 (hOHIOB My3eeB Spociabis,
Priouncka, IlepecnaBnsi, PoctoBa u
Yrinuya BOBJIeKJIa MHOTHX COTPYIHUKOB B
aKTUBHYIO paboTy II0 HCCIeIOBaAaHUIO
apXrMBOB M OMOJMOTEK IJis1 BBISICHEHUS
BCEX BO3MOXKHBIX TTOAPOOHOCTEH, CBSI-
3aHHBIX C KAPTUHAMU.

Ha MoMmeHT mokasa BBICTAaBKU B
Apocnasne B 1980 rony (B 1981-m ona
cocrosinach B JleHuHrpage u Mockse)
ObUIM coOpaHbl Ouorpaduyeckue cBeae-
HUSI 00 OTHENBbHBIX XyTOXXKHUKAX M TMOp-
TPETUPYEMBIX, OIPEACICHB TAaTUPOBKU
npou3sBeneHnii. Ha mpotsckeHnn mocie-
NIYIOIIMX JABYX AECATUICTUI TMOMCKOBas
paboTta B My3esIX MpOA0JIKaaach, MOSBU-
JINCh WCCJIENOBAaHUS B 3TOil 00JacTu
BEIYIIMX YICHBIX CTPAHBI.

B xonue XVIII — nepBoii mosoBuHe
XIX Beka B AApocnasie cloXuIMch 6J1aro-
MPUSITHBIC YCIIOBUSI IUTSI Pa3BUTHST UCKYC-
CTBa, OTPaXalOIEeTro XYIO0XECTBEHHbIEC
BKYChl M COLIMAJIbHbIE MHTEPECHI TOCal-
cKoro HaceJieHus1. [opoxaHe, B 0COOEH-
HOCTU JOCTUTIIEE BbICOKOTO YPOBHS ca-
MOCO3HaHUsI KYIEUeCTBO, HCIBITHIBAIN
MMOTPeOHOCTh B CAMOYTBEPKICHUH, B TIO/I-
TBEPXXICHUU 3HAYMMOCTH CBOEI COCIIOB-
HOI TNPUHAIIC)KHOCTU. YIOBIETBOPUTH
3TO KeJlaHuWe HauboJsiee IMOJHO U 3PUMO
OHU MOTJIM, 3aKa3blBasi CBOW TOPTPETHI,
1o npumepy nBopsiH. [TogoOHbIe KapTu-
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The innocent spontaneity and candour of
the full-length and nearly life-sized images
of the children, posed against the back-
drop of landscape parks, is matched by the
frankness and simple-hearted naivety of
their father’s and uncle’s portraits.

Among the many fascinating pieces
by unknown artists featured at the exhibi-
tion, the group portrait called “Portrait of
a Merchant Family” stands out. Knowing
as we do that portraiture in provincial art
was a multi-functional and polysemic
genre, we see in the image of a specific
three-generation family much more than
meets the eye. The portrait appears, espe-
cially now, with the distance of time, as
an epitome of the main idea informing
the social, moral and spiritual life of a per-
son — a “family tree”. Because of the con-
densed imagery and extreme terseness of
the visual language — one of the essential
features of folk art — the portrait assumes a
symbolic quality. It is an image of a “tree
of life”. First of all it shows the hierarchy
within the family, indicating the function
of every member of the large clan.

The Yaroslavl museums owe their
special charm not only to big collections
of provincial art alone. The gems also
include unique paintings of the 18th-cen-
tury Russian portraitists whose surviving

40

pieces are few, to be found only at a hand-
ful of museums.

Born in Moscow, Ivan Yakovlevich
Vishnyakov (1699-1761) worked in St.
Petersburg from 1714. His life and art in
this city were linked to the Department of
Construction, where he was assigned in
1727 as an apprentice to Andrei Matveev.
In 1739 he was made a foreman of the
artists’ team, to remain in office until his
death.

The ceremonial twin portraits of the
Tishinins, a landowner couple from
Rybinsk — Vishnyakov’s only signed piece
of work — are gems of Russian art, and one
of the most charming and poetic portraits
of the mid-18th century. The imagery of
unsurpassed beauty, with cold silvery-
black and warm red tones contrasted in the
male and female images, highlights in the
models their inner harmony and calm,
state of enlightenment and refined spiritu-
ality.

The show also features the works of
Yermolai Dementievich Kamezhenkov
(1760-1818), another 18th-century artist.
He was born to a family of serfs belonging
to the diocese of Tver. For about five years
he was apprenticed to an icon painter
Kryzhov. As a follow-up to his education
he was appointed a street cleaner at a St.
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M.A.TIKHEEV
Portrait of a First
Lieutenant of Naval
Artillery Corps
Alexander Artemievich
Morozov (1827-?)
1849

Oil on canvas

56.5 x 46.8 cm

Yaroslavl Art Museum

Petersburg representation of the Tver dio-
cese. Since 1778 he studied at Gavriil
Kozlov’s private school. Probably he
received artistic advice from Dmitry Levit-
sky. In 1786 he was emancipated, and in
1794 became an Academician. From 1794
through 1818 he lived and worked in
Kashin and Moscow.

The portraits from the Rybinsk
museum are the best part of Kame-
zhenkov’s legacy. They have an exquisite
colour design based on the elegant com-
binations of green, golden-yellow and
rosy hues in the male images and silvery-
purple and ash-grey in the female ones.
The array of cold colours highlights the
innocence and expansiveness of the peo-
ple portrayed.

Pyotr Semenovich Drozhdin (1745?-
1805) was taught painting at an icon work-
shop at the Holy Trinity-St. Sergius Lavra
(monastery), then studied under a promi-
nent portraitist Alexei Antropov in St.
Petersburg, and later was mentored by
Dmitry Levitsky. In 1785 he was awarded
the rank of Academician.

His “Portrait of a Boy” expresses the
ideas of educational humanism prevailing
in the age of Catherine II. In Drozhdin’s
interpretation the image of a child, “a
clean slate” upon which life is to impress
its writ, is far from the ideal popular at the
time. For the first time in the history of
Russian art, the artist attempted to convey
in a child’s portrait a complex inner world
and changes in emotional state, reflected
in the earnest gaze of the child’s big eyes.

YEFIM CHESTNYAKOV, MASTER OF
FAIRY TALE WONDERS

This is the title of yet another exhibition
organized by Savva Yamshchikov with a
team of associates, which was shown in
Moscow in 1977 as a part of a major exhi-
bition project “New Discoveries of Soviet
Restorers” and later displayed in many
other cities, gaining the lasting sympathy
of wide audiences.

Yefim Chestnyakov’s life and art are
well researched, and many articles and
books about him have been published. And
yet there remains an enigma — an enigma
of the human soul, the world of reveries
and fairy tale fantasies, which carry us off
on mysterious and fascinating adventures.
The pictures of this amazing master are
naive, simple and so persuasive in their
transformative reflection of life. No one
who has seen Chestnyakov’s pictures
can return to everyday life unchanged.
Whether you are an adult or a child, the
viewing experience will purify you, awaken
you to a different life ruled by beauty, love
and harmony.

In conclusion, it needs to be said that
the new exhibition “Artwork from the
Yaroslavl and Kostroma regions” is also a
homage to the work and achievements of
many people who contributed to the now
acclaimed discoveries in the field of Russ-
ian artistic culture.

HeusgecTHbIit
XYAOKHUK
(moHOrpammuct AK)
Tlopmpem
nemepoypacko20
abpukanma Anopes
Ez0posuua Jlenusosa
¢ acenoli. 1863
XoincT, Maco

71,5 x 89,2
SIpocnaBckuit
XYAOXKECTBEHHBII My3eit

Unknown artist (mono-
grammist “Ya.K.”)
Portrait of St. Peters-
burg Industrialist
Andrei Yegorovich
Lenivov with His Wife
1863

Oil on canvas

71.5 x 89.2 cm

Yaroslavl Art Museum

Hbl CKOpee MOXOAWJIM Ha JOKYMEHTaJlb-
HbIE CBUJIETEILCTBA, OTpaKalolIle T0JI0-
KEHHE TTOPTPETUPYEMBIX B OOIIECTBE.
VYKpamrast 1oM, TOPTPETHI XO35IEB SIB-
JISUTMCh Kak Obl BOIUIOIIEHUEM He3blOse-
MOCTH €TO0 YCTOEB, CIIy>KUJIN TTOKa3aTeIeM
SKU3HEHHOTO YPOBHSI.

IMucaBuime ux XyAOXXHUKU ObLIU
BBIXOAIIAMU U3 TOMU K€ TOPOACKOM CPEIIbl.
[IpociaBisst 3aKka3unKa, OHM HE AyMaju
O JIMYHOM CaMOYTBEPXKIECHUU, HeIapoM
cpeny MPOBUHLIMAIBHBIX IMOPTPETOB TaK
MHOTO aHOHMMHBIX paboT. Kak mpasuio,
U300paxkeHusl COINMPOBOXIAAIUCH HAIIU-
CSIMU, CIeJaHHBIMU BJaaejibllaMU Ha
000poTax XoJICTOB. B HMX yKa3bIBaJIOCh,
KTO MpeNcTaBJIeH Ha MOpTpeTe, Koraa
3TOT YeJIOBEK POJMJICS WIM YMEpP, KOraa
coueTascsi OpakoM, CKOJIbKO MMEN AeTei
u T. 1. MHOTIa BCTpeuatoTes Oojiee pas-
BEPHYThIE TEKCThI, TporaTejabHble («Teost
YK HET Ha CBETE; HO Thl BO MHE KMBEIIb U
B ITaMSITh, Ha IIOPTPETE sl HATTUCAT: O, MO
pOINTEb, HE YMpeEllb») WIK 3a0aBHBIC
(«...c 24-X JIeT OT pOXIEHUS B TaKUX

JleTax, s BaM MWJI U HIPaBOM JIIOOE3eH,
a JUTsT IEBYIIEK TIOJIE3EH» ).

SApociaaBckuil perMoH, MOXET ObITb
OoJiee, yeM apyrue, Oorat MacTepamu, Yb1
VIMEHA U3BECTHBI U Ybe TBOPUECKOE HaCTIe-
Qe TIPEJCTaBICHO OONBITUMU KOMILIEK-
camu npousBeneHuit. OauH U3 HamboJsee
MPOC/IABIEHHBIX SIPOCIABCKUX XYIOXKHU-
koB KoHma XVIII crometusa — JImutpuit
Muxaiinosua  KopeneB (1742/1747—
1826). CchopMUpPOBaBLINCH B MOCAACKOM
cpene peMecIeHHbIX XYHOXHWUKOB, OH
TEPeHsUT HaBBIKM W TPAIULIUA MECTHOM
IITKOJIBI, 00yJasiCh y CTapIlIuxX coOpaTbeB
Mo 1ieXy, U Mpu 3TOM BbIpaboTan CBOM
MOYePK, HAllleJ] UHAUBUAYaTbHYIO MaHEPY
ncbMa. 2KMBOTIMCH 0Ka3aiach TOXOMHBIM
3aHSITUEM, U <10 OOBSIBICHUIO KamuTaza»
XYIOXHUK C KEHOW «BBIOBUI» B KyIleue-
ckoe cocioBue. OmgHako B 1810 romy «mmo
HEMMEHUIO KammuTalla» TpecTapesblii 1
oromeamnii ot aen KopeneB ¢ cembeit
«BBIOBLI» B MEIIIAHCKOE COCTIOBHE.

BeposiTHO, B TeueHMe ABYX JIeT OH
WCTIONTHUJI BMEYATJISIIOUIYIO CEpUI0 MOp-

TPETOB OJIarOTBOPUTENE, HAMMCAHHBIX
IUIsL OTKpBITOro B ampesne 1786 roma B
Spocnasie JJoma npuspeHus: OJUXHETO.
OTU KapTUHbBI COCTABJISIIOT OCHOBY XYIO-
KecTBeHHOoro Hacienusi KopeHeBa u
MPEACTABISAIOT €r0 CAOXUBIIMMCSI Mac-
TEPOM.

Cepusi TOPTPETOB YHUKAJbHA TEM,
YTO SBJSIETCS TEPBOM B MPOBUHLIUU
OOLIECTBEHHOU MOPTPETHOU ranepeeit
(cpeau ToOAOOHBIX Tajepeit MOCKBBI U
[letepOypra oHa eIMHCTBEHHASI COXPAHU-
Jach B TmiepBo3naHHOM Bune). OHa sBU-
JIaCh YacTbl0 TMPOCBETUTEIbCKUX UIEH
npeoOpa3oBaHus ob1IecTBa. B 310l mop-
TPETHOU rajiepee Kak Obl YpaBHUBAIOTCS
MpaBa U JOCTOMHCTBO HE TOJIbKO Trybdep-
HaTopa U KyIllla-MelleHaTa, HO U XyAOX-
HUKa. [le0 B TOM, 4TO €IWHCTBEHHBIM
MOAMMCHBIM TTPOU3BEIEHUEM CEPUU SB-
Jsietcs moptpeT Kynia Kydymosa, npu-
YeM MOAIMUCH XyJOXKHUKA CTOUT Ha JINLE-
BOIi CTOPOHE XOJICTA U TEM CAMbIM CTABUT
€ro B OJMH DSl C «BEJIUKUMU MY>KaMU»
ropoza.
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BbICTABKW

IIpongomxua craBHyIO TpaauLIMIO
SIPOCIABCKUX MacTEpOB B MEPBOIl MOJIO-
BuHe XIX BeKa OfapeHHbII XUBOMHUCELL
Huxonait  JImutpueBud MBbUIbBHUKOB
(1797—1842), yBeKOBEUMBIIUIA CBOE UMSI
HaMMCaHUEM CeMEeIHBIX MOPTPETHBIX Ta-
Jiepeii KymioB. Ero MactepcTBo U TajaHT
MO3BOJWIN CO3AaTh CBOEOOpA3HbIN 3Ta-
JIOH OBITOBOTO MPOBUHIIMAIBHOTO TOP-
TpeTa B pamMKax CJIOXUBIIETOCs B 3TOit
cpelie KaHOHa.

OH ponwiics B fApocnasne. [lepBbie
mpodecCuoHabHbIE HABBIKU TIOTYYWIT B
ceMbe. MOXHO TIPeANOIOXUTh, YTO TO-
€3IKU XYT0XHUKa B MOCKBY ObUIH CBsI3a-
HBI HE TOJIBKO C BBITTOJIHEHUEM TTOPTPET-
HBIX 3aKa30B, HO W C MPOJOKEHUEM
obpa3oBaHusl.

MBUTBHUKOB — MacTep MapHbIX TOP-
TPETOB, HE NMEIOIINX ceOe PaBHBIX B pycC-
CKOM KYIT€4eCKOM TIOpTpeTe IO CHJIe
BBIPAKEHUsI KOHKPETHBIX XapaKTepoB U
10 MX B3aMMOINPOHUKHOBEHUIO. PaboTh
XyHZOXHUKA OTIMYAIOT TIPOCTOTa KOMIIO-
3ULIMOHHBIX PELIeHU, KOHKPETHOCTb,
CMOCOOCTBYIOIAsl BMEYATACHUIO JOCTO-
BEPHOCTH 00pa30B. 2KecThl, netanu ofaex-
IIbI JJAKOHWYHBI W TOYHO HalimeHsl. [Tpu
5TOM MOPTPETHI HACKIILIEHbI UH(hOPMALI-
eif, 3aJI0)KeHHOI B aTprOyTax 3HAKOBOTO
XapakTepa, OTpaxarlluxX cTaTyc u300pa-
JKEHHBIX.

Jlpyroii 3aMeyaTesNbHbIi TPOBUH-
nuaibHblil Mactep — MBaH BacunpeBuu
Tapxanos (1780—1848) — pabdotan B Yriu-
ye. Jlo HaIMX JHEH Jo111a 00bIIast 4yacTh
€ro XyIOXXECTBEHHOTO HaCleAus, a 3TO
TIOBOJIEHO PEIKOe sIBIICHUE I TIPOBUH-
LIMATbHBIX XYIOXXHUKOB IPYTUX PETMOHOB.
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TapxaHoB Tmpoucxoaus U3 poja
YIJIMYCKUX PEMECTICHHUKOB U CBSIIICHHU-
KOB. YUWICS KUBOIMCHOMY pPEMECIy Y
MeCTHBIX uKoHomucieB. B 1820-e—1840-¢
TOIbI ObUT 3alMCaH B «4MCJIO MPUKA3HO-
cayxurteneir ropoma». CBOM KapTHHBI,
BUANMO, He 0e3 TOPIOCTH IOATMCHIBAT
Ha oboportax Tak: «[lucanb YramdyckKoit
JKMBOITHCEIh KOJEXKCKOM perucTpaTopb
HMBanb BacuibeBb TapxaHOBD».

B mosiHOl Mepe napoBaHUE XYMOX-
HUKa PacKpbUIOCh B TIOPTPETHOI Tajepee
yrmmuckux KymioB CypuHbsix. O6painator
Ha ce0s BHMMaHUE CO3JaHHBIC UM JKEH-
ckue obpasbl. M300paxkast purypy noutu
TOKOJIEHHO, XMBO U €CTECTBEHHO pa3BO-
paurBasi ee B TPOCTPAHCTBE XOJICTA, OH
npUIaeT CBOMM TePOMHIM OJHOBPEMEHHO
TOP>KECTBEHHOCTh M HapSITHOCTb, a Kpa-
CcOTa M 3BYYHOCTH IIBETOBOTO aHCAMOJIS
JIealoT MX CaMbIMU 3alIOMUHAIOIIUMUCS
Cpenu BceX SIpOCIaBCKUX MOPTPETOB.

3aBepuiaer psO  MPOCIaBIECHHBIX
gpociaBckux MactepoB IlaBen KomeH-
nac, ouorpacdusi KOTOpOro A0 CHUX IOp
HeusBecTHa. Ero HeoObIuaitHO caMOOBIT-
HbIC U OPUTHUHAJIbHBIC, SIPKUE W 3aTIOMHU-
Haouecs: paboThl CTOST HECKOJbKO
OCOOHSIKOM B MCKYCCTBE SIPOCJIaBCKOM
TMPOBUHIIMU, HO B TO K& BpeMs, SIBJISIIOTCS
HEOThEMJIEMOI €T0 YacThIO.

B «3o50T0ii (hoHA» MPOBUHLIMATB-
HOTO MCKYCCTBa BOIILIM MCIIOJHEHHBIC
XYIOXHUKOM TIOPTPETHl CEMbHU TIepe-
cllaBckux (padbpukaHTOB TeMepuHBbIX.
MHdbopmaTuBHas HaCHIILIEHHOCTh H30-
OpakeHUIT B COBOKYITHOCTH C HAAITUCSIMU
Ha 000pOTax XOJICTOB jAeslaeT 3Ty (a-
MWIbHYIO Tajiepeto TOIJIMHHOU ceMeii-

HOl XpoHUKO#. OOpa3bl AeTeil, YbK
urypku HammcaHbl B pocT (ITOYTH B
HaTypaJbHYIO0 BEJIMYMHY) Ha (DOHE TIeil-
32KHBIX MTAPKOB, CBOEW HEMOCPeICTBEH-
HOCTBIO ¥ TIPOCTOIYIIMEM COTMEPHUYAIOT
C TIPSIMOTOM ¥ OTKPOBEHHOU HAUBHOCTBIO
B MTOPTpPETaxX UX OTLA U ASIIU.

Cpenu MHOTUX WHTEPECHEUIInX
TIPOU3BENCHUN, aBTOPHI KOTOPHIX HEU3-
BECTHBI, XOYETCSI BBIIEIUTH TIPYMITOBOM
«[Toptper kymneueckoii ceMbu». M306pa-
JKEHUe TIPeCTaBUTENel TPeX TTOKOICHUIT
BOCIIPUHUMAETCS, OCOOEHHO Terepb, Ha
OTHAJIEHNU, KaK OJIMLETBOPEHUE TTIaBHO-
TO TIOHSTHUSI, OTPEAETSIONIETO COLUATb-
HY10, HPAaBCTBEHHYIO U IyXOBHYIO XU3Hb
YeJoBeKa — «CeMEeHHOTo peBar. B cuy
XyIOXECTBEHHOTO O00OOIIeHUST U TIpe-
NEJTbHOTO JIAKOHW3Ma BbIPa3UTEIbHBIX
CPEICTB IMOPTPET KOHKPETHOTO CeMeli-
CTBa MPHUOOpPET CUMBOJMYECKOE 3Haye-
HME — 9TO 00pa3 «IpeBa KU3HWU».

Oco0OeHHBIIl KOJOPUT COOpaHUsIM
SIPOCTABCKUX MY3€€B MPUAAIOT HE TOIBKO
0oJTbIlIMe KOMIEKIUY TTPOBUHIIMATIBHOTO
rckyccTBa. VX ropmocThio SIBISIIOTCS TaK-
K€ YHMKaJIbHbIE TOJOTHA 3HAMEHUTBIX
pycckux noptpetuctoB XVIII Beka, TBOp-
YecKoe Hacienue KOTOPBIX MaJOUUCIeH-
HO ¥ TIPEJICTaBJICHO B PEIKUX MY3esIX.

WBan Skosnesuy Buninskos (1699—
1761) pomwics B Mockse, ¢ 1714 roma
pa6oran B Cankr-IletepOypre. 3mech
JKW3Hb W TBOPYECTBO XYIOXHMKaA ObUIH
cBs3aHbl ¢ KaHuensipueil oT cTpoeHwUid,
Kydla OH TIOCTYIIWJI TOAMAacTepheM
B 1727 rony noa Havyano AHapest MaTge-
eBa. B 1739 rony BuniHskoBa Ha3HAYMIK
MacTepOM XKUBOIUCHOW KOMaH/IbI, KOTO-
PYIO OH BO3TJIABJISLT IO CAMOI CMEPTH.

ITapHble mapagHble MOPTPETHI YETHI
PBIOMHCKUX MOMEIIUMKOB TUIIMHUHBIX
(eIMHCTBEHHBIE TOMMUCHBIE PAOOTHI
MacTepa) SIBJSIIOTCSI KEMUY>KUHAMU pyC-
CKOTO M300pa3uTeIbHOTO UCKYCCTBA. DTO
OITHU M3 CAMBIX TUIEHUTEIbHBIX U TIO3TUY-
HbIx noptpeToB cepenuHbl XVIII crosne-
tisi. X HeoObIuaitHOI KpacoThl >KUBO-
MK1Ch, OCHOBAHHAsI HA MTPOTHUBOIOCTABIIE-
HUU XOJOTHBIX CEePeOPUCTO-UEPHBIX U
TEIUIBIX KPACHBIX OTTEHKOB B MY>KCKOM U
JKEHCKOM 00pa3ax, BBbISIBISIET BHYTPEH-
HIOI0 TAPMOHUIO U CIIOKOWCTBUE, IPO-
CBETJIECHHOCTh M TOHKYIO OIYXOTBOPEH-
HOCTb MOJIEJIEH.

Epmomnait JlementbeBuu KameskeH-
KoB (1760—1818) pomuicst B ceMbe Kpe-
MOCTHBIX MPU JBOPE apXMepeicKoro no-
Ma B TBepu. OKoJIO TISITH JIET OH o0ydJasi-
¢ y ukononucua J.Kpbspkosa. 7151 npo-
NIOJDKeHUsT 00pa3oBaHUsl ObLI TiepeBe-
neH B TBepckoe apxuepeiickoe moaBopbe
B Cankr-IletepOypre. C 1778 rona 3aHu-
Masicsi B yacTHoil 1kose y [.Ko3siosa.
BosmoxHo, nosib3oBaiicst coeTamu JMu-
tpust JleBuiikoro. B 1786 rony KameskeH-
KOB TIOJTYI1JT BOJIbHY10. B 1794 romy Gbut
YIOCTOEH 3BaHMs akaaemuka. B 1794—
1818 rogax xxun u padoran B Kaiuxe u B
Mockae.

TToptpeTsl U3 codpanust PeiOMHCKO-
ro My3esl SIBJISIIOTCSI TYYIIVMHU B HACAeoUU

XynoxxHuka. OHU OTJINYAIOTCS U3BICKAH-
HBIM KOJIOPUTOM, TIOCTPOCHHBIM Ha TOH-
KHX COYETAHUSX 3€JE€HBIX, 30JI0THUCTO-
JKENTBIX U PO30BBIX TOHOB B MYXKCKMX
U300paxeHUsIX, U cepedpucTo-GuoeTo-
BBIX, TIETEJbHO-CEPhIX — B KEHCKUX.
XoJoaHas 1IBETOBasi raMMa MoauYepKuBa-
€T YUCTOTY, OTKPBITOCTH OOPa30B.

IMerp CemenoBuy dposxnun (17457—
1805) HaBBIKM XXMBOIMCLIA MOJYYUJT B
MKOHOMUCHOI MacTepckoii Tpoute-Cep-
TUEBOI JTaBPHI, 3aTeM yIWICS y KPYITHe-
IeTo MopTpeTrcTa AJieKcest AHTPOIIOBA B
Cankr-IlerepOypre, nmosgHee — y JIAmu-
Tpus JleBunkoro. B 1785 romy momyuumn
3BaHUE aKaJIeMUKa.

B ero «ITopTpeTe Manbumka» HalIU
BBIpaXKeHUE WIEU MPOCBETUTEIbCKOTO
rymanusma Exatepnaunckoit amoxu. O6-
pa3 pebeHKa — «4UCTOI TOCKHW», Ha KOTO-
poil KM3HM elle MPEeACTOUT OCTaBUTH
CBOM TTMCbMEHA, — B TPAKTOBKe J{poxKman-
Ha JajieK OT TIpeiaraéMoro BpeMeHeM
naeana. XyooXHUK JeJaeT IMOMBITKY Te-
penaTh CJIOXHbBIM BHYTPEHHUN MUDP U ABU-
JKEHUST YYBCTB, OTPAXXEHHBIX B CEPhE3HOM
B3IJIs1Ie OOJIBLINX AETCKUX IJ1a3.

E®OUM YECTHAKOB —
XYAOXKHUK CKA3OYHBIX YYAEC

DTO Ha3BaHUWE elle ONHOI BBICTABKH,
ycrpoeHHo CaBBoii SIMIIMKOBBIM € KO-
MaHJION eIMHOMBILUIEHHUKOB W IOKa-
3aHHOl B Mockse B 1977 rony B cocTase
Oonbioi aKkcno3uuuu «HoBble OTKpPBI-
THSI COBETCKMX pecTaBpaToOpoB». Bro-
CJIeCTBUU OHA MPOXOAWIa BO MHOTUX
Topofax M 3aBoeBajla 3PUTETbCKUE CUM-
MMaTUU Ha TOJITHE TOJIbI.

Kusznp u TBopuectBo Ecpuma Yecr-
HsikoBa (1874—1961) usyyeHbl, 0 HeMm
HamMcaHO MHOTO cTareil W KHur. Mwms
XyZOXHUKa BIIEPBbIE TPOMKO MTPO3BYYAJIO
B KoHIlle 1970-X romoB, Korga BbICTaBKU
ero pabot nponu B Mockse u Koctpo-
Me, a 3ateM B [lapwxke, Typune, OinopeH-
uu. HeckosibKo JieT moHamoouIoch Ajs
TOrO, YTOOBI cOOpaTh M OTPECTaBPUPO-
BaTh MIPOM3BEICHUS MacTepa, XpaHUBIIIE-
ecsl B IEPEBEHCKUX M30ax U CUJIBHO IMO-
crpagaBuive. biaromapsi coBMeCTHBIM
yeunmusiMm my3est KocTpomMbl U1 MOCKOB-

E.B.YECTHSKOB Yefim
Bx00 6 20p00 CHESTNYAKOV
Bceobuyezo Entry into the City

Baazooencmeus of Universal Welfare
Xomncr, Macio Oil on canvas
64,5 x 98 64.5 x 98 cm

KocTtpomckoii rocynapcTseH- Kostroma Museum-Reserve
HbIiT ICTOPUKO-apPXUTEKTYPHbIiT of History, Architecture
M XYJIOXKECTBEHHBIIT My3eil- and Art

3AMOBEHNK

CKMX pecTaBpaTtopoB cBbime 100 kuBo-
MUCHBIX MOJIOTEH W HECKOJIbKO COTEH
rpapuyeckux nuctoB Epuma YecTHsko-
Ba OBUIM BO3BPALLEHBI K XXKU3HHU.

B HauBHBIX, TPOCTBIX W YIUBUTEIb-
HO PEATMCTUYHBIX B CBOEM TIpeodpaxe-
HUU XW3HU MOJIOTHAX 3TOr0 MacTepa
3aKJIIOYEHBI TaliHA YEJIOBEYECKOU NIyluu,
MWp MEUTAaHWI U CKa30YHBIX (DaHTa3UM,
YBJIEKAIOIIMX B 3araloyHble M MpeKpac-
HbIe CTPAHCTBUS. YBUIEB KapTUHbI YecT-
HSIKOBa, HEBO3MOXHO BEPHYTHCST B OOBI-
NIEHHYI0 JeWUCTBUTEbHOCTh TaKUM XK€,
KaKUM ObUI 10 3TOT0: 3pUTEJIb TOYYBCTBY-
eT ce0s1 OUUILEHHBIM, MPOOYXICHHBIM K
WHOW XW3HU, Ille MpaB4T KpacoTta, JIo-
0OOBb U rapMOHMUSI.

B 3axkmoueHMM HEOOXOAMMO OTMe-
TUTb, YTO PETPOCIIEKTUBHASI BBICTABKA
«MckycerBo fApocnaBckoit 1 Kocrpom-
CKOI1 3eMeNib» — 1aHb YBaXKEHUsI MHOTUM
JIIONSIM, COMPUYACTHBIM CTaBIIUM YXKe
3HAMEHUTBHIMU OTKPBITUSIM B WCTOPUU
PYCCKOW XyIOXECTBEHHOW KYJBTYpBI.
B noaroroBke npoexTa NpuHSIINA yyacTue
TocynapcTBeHHBIII HayyHO-HUCCIIeq0Ba-
TEJIbCKUI MHCTUTYT pecTaBpauuu, fApo-
CJIaBCKUI XyIOXECTBEHHBIN My3eit, SIpo-
CJIABCKWII TOCYTapCTBEHHBIN MCTOPUKO-
ApXUTEKTYPHBI W  XYIOXECTBEHHBIN
My3eii-3anoBegHuK; Koctpomckoii rocy-
JIAPCTBEHHBIN UCTOPUKO-APXUTEKTYPHBINA
U XYJOXECTBEHHBI My3eli-3aloBeJHUK;
PrIOMHCKMIT TOCynapCTBEHHBI MCTOPU-
KO-apXUTEKTYPHBIA M XYIOXECTBEHHBIN
My3eii-3anoBegHuK, [lepecnasib-3anec-
CKUIi TOCYTIapCTBEHHBIN UCTOPUKO-apXH-
TEKTYPHBIA M XYIOXECTBEHHBIM My3eii-
3aMOBEHUK; YTIIUUCKUI TOCYTapCTBEH-
HBII UCTOPUKO-apXUTEKTYPHBIA W XYIO-
KECTBEHHbII MY3€li.

E.B.YECTHSIKOB
Topmpem [aaumnwvt
AnexcanoposHbl
Cmuprosoii,
NACMAHHUYbL
XYOOMCHUKA

Xoumncr, Macno

50,5 x 37,5

Kocrtpomckoit rocypapcTsen-
HBIIT ICTOPUKO-APXUTEKTY PHBII
M XYJ0XKECTBEHHbIIT My3eii-
3aMOBE/HUK
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