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Haranps I'opienko

DoTtorpadusa —
JIOBYIIIKA JJISI JKMBOIIMCIIA

Korpma B 1839 rony mup y3Han o6 uzobperennn gororpaduu,
OONBIIMHCTBO XYI0XHUKOB MOCMEUINIIO MPU3HATH €€ OTKPbITH-
€M TOJIbKO JIMILIb N0 YacTh HayKu. Bo3moskHoe BiusiHve oTo-
rpaduu Ha UCKYCCTBO JKMBOIMUCH Ka3aJlOCh COMHMTEJbHBIM.
HecmoTpst Ha TO, 4TO nepBble (POTOCHUMKHU MOSIBUIIUCH OJ1aro-
llapsi COTPY/IHUUECTBY YUYEHOI'O M XY/IOXKHUKA, & BIOCJEACTBUU
MHOT1e MpoeCCUOHANIbHbIE KUBOMUCLBI CTAHOBUIIUCH (DOTO-
rpagaMu, Ha MPOTSKEHUM JI0JITOr0 BPEMEHU XY/I05KECTBEHHOE
COOOIECTBO «COMPOTUBIANOCH» oTorpacdpun. Ilpu 3TOM,
OMIS/IbIBASICH HA >KUBOMKCH 10 1839 ropa, MOXKHO OOHAPYKUTH
PsiJl COOBITUI U SIBIIEHUIA, KaK OY/ITO MOAOTOBUBILKX MOSIBJICHNE

HOBOI'O B1UJJja UCKYCCTBA.

PYCCKOM MCKYCCTBE OTHUM M3 TaKUX

SIBJICHUI cTaja 1Koaa Anekces [aB-
puioBnya BeHelimaHoBa, KOTOPBIN yTBEP-
JKIAJ, 4YTO «CJIEAYeT OCTaBUTh BCE TPaBU-
Jla ¥ MaHephbl, IBEHAIIATUJIECTHUM KOITH-
poBaHUEM B DpMUTaKe TPUOOPETEHHBIEY,
nucath «0e3 MpUMECH MaHepbl KaKoro-
HHOYIb XyIOXKHUKA... & la Rembrandt, ala
Rubens 1 npou., HO MPOCTO KakK ObI CKa-
3aTh a la Natura»'. Ero HoBast XX1BOIHC-
Hasl CUCTeMa OCHOBBIBAJach, IPEXIE
BCEro, Ha n3ydyeHuu HaTypbol. B Mmmnepa-
TOPCKOM AKaieMUU XyJI0XeCTB 00y4eHue
HauyMHAJIOCh CO CIELMaJIbHBIX aHATOMU-
YeCKHUX TA0IMII C U300paKEHUSIMU OTAEb-
HBIX YacTell Tesa, Jula U LEeIbIX uryp,
3aTeM BOCITMTAHHMKM TMEPEXOIUIN K KO-
MUPOBaHUIO 0OPa3lIOB, TO €CTh I'PaBIOp,
CIeJIaHHBIX C KJIACCUYECKUX MPOU3BeIe-
HMI1, 11 JIUIITb Ha 3aBEpIIAIOIIeM 3Tare MO-
JIONOM XyTOXXHUK MOT OOpaTUThCS K Ha-
Type. BeHenlnaHOB ke mepeBepHyJ aka-
JEMUYECKYIO CUCTEMY: OH Tojiaraj, 4To
B TMEPBYIO oyepedb KUBOIMCEL JTOKEH
BUIETh PeaTbHYIO ITPUPOIY U BMECTO YTO-
MUTEJBHOTO MHOTOJIETHETO PUCOBaHUS
¢ 00pas1IoB MpeaIarail ydeHUKaM «IpsiMo
HauyMHaTh paccCMaTpUBaTh HATypy B Mpsi-
MBIX T€OMETPUUYECKHUX JUHMIX»? B pe-

3yabrate y Ajnekces laBpuinoBuua BO3-
HUK KOHMIUKT ¢ AKaeMueil, MHOTUM CO-
BpEMEHHUKaM Ka3aJ0Ch, YTO €ro TeOpHs
0 XUBOMUCH «a Js1 Hatypa» ucxomut u3
HETMOHMMaHUs BO3BBILLIEHHBIX 1IeJIei uc-
KYCCTBa U MPUTOJHA TOJIBKO JJIs1 BOCIIPO-
M3BeACHMS IIpeIMeTOB. BeHelmaHoBa Kpu-
TUKOBAJIM 3a CJIETIOe MoApaxkaHue HaType,
OOBUHSIIU B TOM, YTO OH 3aCTaBJIsIeT yue-
HMKOB TOOMBAThCSI B KApTUHAX «ITPaBIO-
oA00MsI TTpeIMETOB 10 oOMaHa»®, B ymax
COBPEMEHHUKOB OOpallleHue K MpUpoe,
HaType Kas3aJoCh CIMIIKOM TMPUMUTHUB-
HBIM, JdaXe naryoHbsIM. OgHAKO XymdoxKe-
CTBeHHBII KpUuTuK 6apoH H.H.BpaHrenb
BUIEN B TIPEAIIECCTBOBABIICH BeHelMa-
HoBcKo¥ mKkosie A.B.CtynuHa B Ap3ama-
ce, B nesaTelibHOCTU yuyeHUKOoB M.H.Bo-
pobbeBa, mHocTpaHleB A.O.Jle3apHo,
B.A.Tonuke, K.K.IamrmienbHa BeIpaxkeHHe
OJIHUX U T€X XK€ «MCKaHUI TTpaBabl», «TO-
IO CAMOTO “OeCXUTPOCTHOIO” UCKYCCTBA,
KOTOpOe He BBIOMpaeT cebe MpeaMeTOB
JIJIsI U300paKeHMsI, HO MJIaJeHUeCK1-0e3-
OTYETHO TTOBECTBYET O COBPEMEHHHMKAaX
1 MX cYacThe». «...Bce cTtaparorcs 3apuco-
BaTh MUP OOBIACHHOCTH, KOTOPBIiA, IO UX
MHEHUI0, MPEKPaCeH... XYIOXKHUKU TYT
3aHSTHl JIIOABMHM CTOJBKO K€, CKOJBKO

u Mebenblo»*. BeiBIIMiT yueHUK BeHenn-
aHoBa XynoxXHUK A.H.Mokpulikuii Bro-
CJIEACTBUM CBOJMJI BEHELIMAHOBCKOE Ha-
MpaBJieHUE B MCKYCCTBE K Oeccoiepka-
TeJbHOMY HaTypaiusMmy: «HecabixaHHOE
IO IEP30CTH JIEJIO: TIOTIBITKA, OTKA3aBIINCh
OT “MaHepbl”, UCKATh... pa3pellIeHUs My-
YUTENBHBIX 337a4 MPSIMO, MPOCTO B MPHU-
pone»®. Tak ke CIycTs ABa IECATUIICTUS
BEJIUChH TUCKYCCUM O TOM, YTO (hOTOOTIIE-
YaTOK HE MOXKET OBITh ITPEIMETOM MCKYC-
CTBa, TaK KaK 3TO BCEro JIMIIb CHUMOK
HaTyphbl.

3a «ype3aMepHOe OOpallleHUe K Ha-
Type» KPUTUKOBAIU U Teiizaxucta Cuib-
Bectpa deonmocueBuya lllenpuna. «YB-
JIeKaeMbIi1 TI0OOOBBIO K MTPUpOJIEe, — MHca-
JI1 O HEM, — TIOCTaBUB cebOe MpaBUIOM
HeMpepbIBHOE €€ U3yUYeHUE, OH TTOYTHU HE
oOpailiajl BHUMaHUSI Ha COYMHEHME TIeii-
3axeil. DTo camoe ToBeJIO ero K TOMY M,
TaK cKa3aTb, MOCEINUIO B HEM TaKyIO MPU-
BBIUKY K YaCTHOMY aHaJM3y IMPEeIMETOB,
YTO IJ1a3 €r0 HEPEIKO TePpsil B CaMOit MpU-
pone o0I1ee KaKoro-HUOYIb BUIa»®. A cam
[llenpuH 1eHWI pabGOTHI XyTOXKHUKOB
MMEHHO «3a COBEPIICHHBII OTIeYaTOK
HaTyphl», TIOATOMY HETaTUBHO OT3bIBAJI-
cs1 o mpousBenaeHusIX Penopa MaTBeeBa:
«Mexnmy HaMu cKa3aTh, OYeHb CYX U BCE
MUILIET 6€3 HATYPhI, @ C CAMBIX TYPHBIX Y-
cyHKOB»’. Buumanue ILlleapuHa x «gact-
HOMY BUIly», OTKa3 OT MEePEKOMITAHOBKM
peaibHOTO Meii3aka, OT COUMHEHMST KOM-
MO3ULIUM, CYIIECTBEHHO MEHSUIM OTHO-
IIEHKE K HaType, JeJalu ee IIeHHOM caMy
1o ceoe.

OCHOBHBIM CPEICTBOM BEPHOMI Ie-
penayu Hatypbl BeHelimaHoB cunTai nep-
CIEKTUBY, KOTOPAsl «eCTh MPUTOTOBJICHUE
rjaza BEpHO, MO 3aKOHAM MPUPOAbI BU-
netb Hatypy»®. Ha BbicTaBky 1824 roma
XYIOXHUK TTPpeaCTaBUI KapTuHy «[yMHO»
(1822—1823, 'PM) u O6bL11 OOBSIBIICH TTEp-
CTIEKTUBHBIM >KUBOITHCLIEM, OTHAKO CaM OH
MPOTECTOBAJ MPOTHB TAKOTO OTPEICICHMUSI.
B AxkagemMun nepcrnekTvBa MOHUMMaJIach
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! Cited from: Alexeeva, Tatyana.
Artists of Venetsianov’s School.
Moscow, 1982. P. 160.
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Natalya Gorlenko

Anticipations of Photography

Notes on painting and photography

in Russia in the second half of the 19th century

When in 1839 the world learned about the invention of photog-
raphy, most artists did not think long before they recognized it
as a purely scientific discovery. Few, if any, thought that pho-
tography would have an impact on the art of painting. Although
the first photographs were the result of the collaboration
between a scientist and an artist, and later many professional
painters became photographers, and photography significantly
influenced the art of painting, for a long time the artistic com-
munity was “opposed” to photography. However, if we look
back at the state of painting prior to 1839, we can see a whole
range of developments that seem to have broken the ground for
the emergence of the new art.
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In Russian art, Alexei Venetsianov’s
school of painting was one such trend.
The study of nature was the backbone of the
artist’s new visual repertoire: “We should
‘leave behind all rules and techniques
learned over the twelve years of copying at
the Hermitage’ and paint ‘without trying to
emulate any other artist... a la Rembrandt,
a la Rubens or such, but to paint, so to say,
a la Natura.””' Students at the dominant
Academy were first taught to draw separate
body parts, faces and entire bodies using
special anatomical charts, then they copied
classic paintings from prints, and it was not
before the final stage of the learning process
that the fledgling artist could use nature as
a model. Venetsianov truly turned the

academic course on its head: he taught that
the painter must look at real nature first and
foremost and instructed his students, rather
than tediously copying classic images for
years and years, to “start examining nature
at once in its plain geometric outlines”.?
Venetsianov was at odds with the Acade-
my — many contemporaries believed that
his theory of painting “a /a Natura” was
based on his misconception of the elevated
mission of art and suited only for reproduc-
tion of objects. Venetsianov was criticized
for “blindly emulating” nature; his method
of encouraging students to seek “the artful
naturalness of images”* was disapproved of.
In the opinion of Venetsianov’s contempo-
raries, his concentration on nature was too
primitive, even destructive. Though the art
critic Baron Nikolai Wrangel saw in
Alexander Stupin’s art school in Arzamas,
which was a predecessor of Venetsianov’s,
as well as in the artwork of Maxim
Vorobyev’s students and some artists of
non-Russian descent such as August
Dezarno, Wilhelm-August Golike, Karl
Gampeln — the same “search for truth”,
the search for that “guileless” art which
does not choose “objects to portray but,
with childlike carefreeness, tells a tale of
contemporaries and their ‘happiness’. ...
Everyone is set to picture the world of the
everyday and the ordinary, which, they
believe, is beautiful ... Artists here are pre-
occupied as much with people as they are
with furniture.”* Later, the artist Apollon
Mokritsky, Venetsianov’s former student,
saw in his teacher’s style only naturalism
without substance: “Audacity unheard-of”;
an attempt to leave aside “techniques” and
“to seek... answers to mind-racking prob-
lems directly, simply in nature”.® Likewise,
two decades on, the argument of the day
would be that a photographic still, as a mere
picture of nature, cannot be a work of art.
The landscape artist  Sylvestr
Shchedrin, too, was criticized for “excessive
emphasis on nature”: “swept away by love
for nature,” wrote the author of an article
about him, “and laying down as a principle
that he must study it continuously, he
almost neglected compositional arrange-
ment of landscapes. This led him — devel-
oped in him the habit — to analyze individ-
ual objects, so that his eye often failed to see
in nature itself a holistic view.”® Shchedrin
himself valued those artists who created a
“perfect impression of nature”, and for this
reason he disapproved of Fyodor Matveev’s
paintings: “Between ourselves, very dry,
never paints from nature, relies only on
awful pictures”.” Shchedrin’s focus on
“local view”, his refusal to re-arrange
images of the surroundings and to paint
landscapes out of his imagination signifi-
cantly changed the approaches to nature,
emphasizing its value on its own terms.

For Venetsianov, the key method for
accurately capturing the images of nature
was perspective — “making the eyes pre-
pared to see nature accurately, in conform-
ity with the laws of nature”.® For an 1824
show Venetsianov submitted a painting

AT'BEHELIMAHOB
Tyaarem Juanvi. 1847
XoucT, Maciio

162,5x 973
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Alexei
VENETSIANOV

Diana Dressing. 1847

Oil on canvas
162.5 x 97.3 cm
Tretyakov Gallery

called “Barnyard” (1822-1823, Russian
Museum), which earned him recognition
as an artist specializing in perspective-
focused paintings, although the painter
himself expressed his disagreement with
such a definition. At the Academy, compo-
sitions with perspective were regarded as a
separate genre, and artists specializing in it
were to pay special attention to perspective.
Venetsianov, on his part, did not think of
perspective-focused painting as a special
“kind” of art — he believed that drawing a
perspective was only a skill necessary for
portraying nature in true-to-life fashion. “I
have never,” the artist wrote, “focused my
students on perspective alone; drawing the
interior of rooms has not been an introduc-
tion to the so-called perspective-focused
painting, but must be and has been the
starting point of familiarizing the eye with

EXCLUSIVE PUBLICATIONS

nature”.® Unlike at the Academy of Fine
Arts, where perspective drawing and colour
design were taught separately, Venetsianov
demanded that his students concentrated
both on perspective and the handling of
dark-and-light and colour.

Many paintings by Venetsianov and
his students feature mirrors or mirror
reflections. Such works include Alexei
Venetsianov’s “Diana Dressing” (1847, Tre-
tyakov Gallery); Alexei Tyranov’s “Studio

2 Ibid. P.76. 6 Fedorov-Davydov, Alexan-
der. Russian Lanscape.
3 Ibid. P.11. XVII - early XIX century.
‘ Moscow, 1953. P. 259.
Ibid. P.19. ;
5 Ibid. P. 254.
Ibid. P.14.

8 Alexeeva. op.cit. P. 83.

® Tbid. P. 149.
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413 x 38,5

'PM

Grigory SOROKA
Reflection in a Mirror
Second half of the 1840s
Qil on canvas

413 x 38.5 cm

Russian Museum

of the Brothers Grigory and Nikanor
Chernetsov” (1828, Russian Museum),
and “Alexei Venetsianov’s Study” by
Fyodor Slavyansky (end of 1830s — early
1840s, Tretyakov Gallery); Yevgraf Kren-
dovsky’s “Preparations for the Hunt”
(1836, Tretyakov Gallery); Kapiton
Zelentsov’s “Inside the Rooms” and “Sit-
ting-room in the Attic” (both end of the
1820s — early 1830s, Tretyakov Gallery);
Mikhail Davydov’s “Inside the Rooms”
(1834, Tretyakov Gallery); Alexander
Alexeev’s “Alexei Venetsianov’s Studio”
(1827, Russian Museum); Grigory Soro-
ka’s “Reflection in a Mirror” (the second
half of the 1840s, Russian Museum). The
mirror was not merely a detail of the interi-
or, nor was it portrayed solely as such —
perhaps Venetsianov and his students saw
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in it also a token or a signal indicating their
unwavering loyalty to nature; it was as if the
presence of a mirror or introduction of a
mirror into the picture sharpened the per-
ception of nature, and also demonstrated
to the observer that the artist was painting
“from nature”. Venetsianov’s mirror is not
a mirror that distorts but one that reflects.
Besides, his compositions often feature a
window, a doorway, a suite of rooms — all
that serves to duplicate an image, to make it
more involved, to add additional layers to
it, to make it “natural-looking” — the way
the human eye sees it.

Apart from focus on nature, the
painters’ experiments with light, too, can
be seen as a development in art toward
photography. The problem of light — con-
veying and using the effects of lighting —
greatly interested artists in the early 19th
century. “But what has been mastered best
of all nowadays is lighting,”'® noted Nikolai
Gogol in his essay about Karl Bryullov’s
painting “The Last Day of Pompeii”.
Gogol believed that the entire 19th century
was a century of effects: “All this effect
which is spread in the air and which results
from the struggle between light and dark —
this effect has become the goal sought by all
our artists. It can be said that the 19th cen-
tury is a century of effects.”” One of the
factors that explain the “magic” Venet-
sianov perceived in Frangois-Marius
Granet’s painting “Inside a Capuchin
Convent” (1818, Hermitage) is its portray-
al of an artificially-lit space. The image had
a special air of mysticism about it.
Shchedrin, too, was interested in the effects
of artificial lighting, and critics often noted
that nature in his pictures was represented
as if it was a home interior.

In the late 18th century volcanoes
became a very popular subject. Public
attention became concentrated on “light-
ing effects, contrasts of fire and smoke,
sun, moon, lava and patches of light on the
surface of the sea”. A community of vol-
cano observers was formed in the south of

K.A .3EJIEHLIOB Kapiton ZELENTSOV
B komuamax. Inside the Rooms.
Tocmunas Sitting-room

¢ KOAOHHAMU in the Attic

Ha aHmpecoanx End of the 1820s -
Kownen 1820-x — early 1830s

1830-¢ Qil on canvas

XoucT, Maciio 445 x 723 cm

445x723
I'Tr

Tretyakov Gallery

Italy. Elisabeth-Louise Vigée le Brun, a
painter who worked at the Russian court
for a while, summed up her impressions
thus: “I think that Naples is to be regarded
as a captivating magic lantern”."? Some
artists emulated volcanic activity using tint-
ed glass and special “prismatic lights” to
recreate the effect of illumination pro-
duced by erupting volcanos.

The subject of volcanoes grew more
popular as Louis Daguerre’s dioramas
gained favour with the public. From 1827
onward, stagings of volcanic eruptions
became a feature at many Parisian the-
atres.” Apparently, Bryullov too did not
remain immune to the general passion for
volcanoes, their dramatic activity and the
richness of their illumination. Another
artist who comes to mind in this regard is
the landscape painter Maxim Vorobyev
with his disturbing nocturnal images shot
through with lightning strokes.

In addition to lighting, another popu-
lar theme was that of trans-illumination,
transparency, and the dematerialization of
the plane, whether the plane of a wall or a
canvas. In the 1810s, the eagerness to cap-
ture on canvas movements of light in
atmosphere started to transform the canvas
itself into a transparency. 1809 saw the first
European show of paintings on glass: artists
used oil paint, but applied it to glass instead
of canvas.

At the same time as transparency
painting gained a foothold in Russia in the
1830s, Gothic-style church buildings
adorned with stained glass became popu-
lar. The artist Timofei Neff designed a
Gothic chapel in Peterhof, and Neff
accomplished the paintings for the iconos-
tasis and the composition “Resurrection of
Christ” behind the altar in 1833. Later,
copies of Neff’s compositions “Angel of
Prayer” and “Angel near the Holy Sepul-
chre”, painted on glass by an artist from
the Imperial Glass Plant G.Vasiliev were
mounted in marigold windows over side-
doors flanking the iconostasis. Caspar
David Friedrich made several transparen-
cy paintings for the Russian empress. In
his letter to Vasily Zhukovsky he explained
in detail how these unusual pieces should
be mounted for display.

Vladimir Odoevsky in his novel “Year
4338. Letters from St. Petersburg”, written

wGogol, Nikolai. Essays. The Last Day of Pompeii. St. Petersburg,
1894. P. 333.

" Ibid. P. 332.

12Iampolski, Mikhail. Observer. Essays on History of Vision.
Moscow, 2000. P. 101.

B bid. P. 109.

KaK OTHEJbHbIN, CAMOCTOSITCIbHBIN XXaHp
HCKYCCTBA, 3aHUMAThCS €ii C 0COOBIM BHU-
MaHHEM HaUIeXalo XyIOXHMKY-IepC-
MEeKTUBUCTY. BeHelMaHOB e He CUMTall
MEPCIEKTUBY OCOOBIM POIOM KXMBOIIKCH,
a JIMILb HEOOXOIUMBIM HABBIKOM JUISI BEP-
HOM Iepeaayu HaTyphl. «S] HMKorma, — 3a-
Meyvasl XyIOXHUK, — He 3aHUMaJl yIYeHHU -
KOB MOMX HCKJIIOYUTEIbHO IEPCIEKTU-
BOIO; TIPOU3BOAMMbBIE UMY BHYTPEHHOCTU
KOMHAT HUKOIIA He BelM MX K TaK Ha-
3bIBAEMOMY TE€PCIIEKTUBHOMY POAY K-
BOITMCH, a ObLIU U TOJIKHBI OBITH HAYaJIOM
MpaBUJI 3HAKOMCTBA IIa3a C HATypoOIo»®.
B nporusononoxuocts MAX, roe npo-
LIECChI BBIMOJHEHUSI IEPCIIEKTUBHOIO
gyepTexka M LIBETOBOI'O PEIIeHMsT KAPTHHBI
ObUIM pa3beIrHeHbl, BeHelmaHoB Tpebo-
BaJ OT YYEHMKOB OIHOBPEMEHHOTO pe-
LICHUS MePCIIEKTUBHBIX U KOJIOPUCTHYE-
CKUX, a TAKXXK€ CBETOTEHEBBIX 3a/1a4.

Bo MHorux kapruHax BeHennaHnoBa
M €ro YYeHUKOB M300pakaloTcs 3epKaja
WU 3epKayibHble oTpaxeHus. Cpeau ta-
Kux padot — «Tyaner Auanwr» (1847, I'TI)
Beneuuanona, «Mactepckast oparbeB H.IT.
u I.T. YepHenoBbix» (1828, [PM) A.B.Tei-
paHoBa, «Kabuner A.l BeHenmaHoBa»
®.M.Cunassiickoro (KoHelr 1830-x — Hava-
110 1840-x, I'TT), «C6opsl Ha oxoTy» (1836,
I'TI') E.®.Kpenmosckoro, «B komHaTax»
u «B xomHartax. [ocTuHas ¢ KOJTOHHAMM
Ha aHTpecossix» (06e — KoHerl 1820-x —
1830-e, I'TI") K.A.3eneHioBa, «B kKoMm-
Hatax» (1834, I'TT') M.®.[laBbinoBa, «Mac-
tepckas A.I.Benernmmanoa» (1827, T'PM)
A.A.AnekceeBa; «OTpaxeHue B 3epKajie»
(BTopas nosnoBuHa 1840-x, 'PM) I B.Co-
poku. I[ToMuMO TOro, 4TO 3epKajio M30-
Opaxkajioch B Ka4eCTBE IpeaIMeTa MHTePhb-
epa, BO3MOXHO, JJis1 BeHelaHoBa 1 ero
YYEHHUKOB OHO BMIEJIOCHh KaK 3HaK, CBHU-
NIETEeIbCTBYIOIIMIA O CTPOrOM CJIeI0BaHUU
HaType; CJIOBHO BBEIEHME €r0 B ILIOCKOCTh
KapTUHBI JeJaJ0 BOCIPUSTHE HATYpPbI
00Jiee OCTPBIM U JAOITOJHUTEIHHO T1EMOH-

CTPHUPOBAJIO 3PUTENIO PAbOTY XYIOXKHUKA
«c Hatyppbl». BeHelimaHoBcKOe 3epKaio —
He TO 3epKaJlo, YTO MCKAXaeT, a TO, YTO
otpaxaeT. [ToMrMO 3epKasia, B yIOMSIHY-
TBIX PaboTax 4acTo MPUCYTCTBYIOT OKHO,
JNBEPHOM mpoeM U aHduiaaga — Bce TO,
YTO YCJIOXHSIET M300pakeHUe, IeJIacT ero
MHOTOCJIOMHBIM, UMEHHO TaKUM, KaKUM
OHO BUIMTCS Y€JI0BEYECKOMY IJIa3y.

Eiile omHMM BEKTOPOM, HaIlpaBjIeH-
HBIM K (poTorpacduu, MOXKXHO CUMTATH K-
CIIEPUMEHTBI XKMBOIIUCILIEB CO CBETOM.
[Ipobiema mepenayyd M MCIOJb30BaHUS
3(pHeKTOB OCBELIEHUST 0COOEHHO 3aMHTE-
pecoBaja XyaoxXHUKOB B Havaie XIX Be-
Ka. B cBoeM counHeHun o kaptune Kapia
Bpronnosa «[locaennuit nens I[Mommen»
H.B.Toroap 3amerwn: «<Ho 4To cuibHee
BCEro IMOCTUTHYTO B Hallle BPeMsl, TaK 3TO
ocseleHue»'. Bee XIX cronerue oH Ha-
3BaJl BeKOM 3(pdeKkToB: «Bech 10T 3h-
(eKT, KOTOpBIii pasjiMT B IPUPOIE, KO-
TOPBIA IPOUCXOAUT OT CPakeHHUs CBeTa
C TeHbIO, Bechb 3TOT 3¢ deKT caenancs
LIEJIbIO M CTpEMJIEHMEM BCEX HAIllMX ap-
TUCTOB. MOXHO cKa3aThb, 4To XIX BeK eCTh
BeK 3¢ dexToB»'". «BoiiedcTBo», KOTO-
pbIM Kazanach BeHellmaHOBY KapTHHa
®.-M.IpaHe «BHYTpEeHHOCTb KaITyLIMH-
cKoro MoHacThIpsi» (1818, I'D), 00BsICHSI-
JIOCh TaKXKe M TeM, uTo IpaHe n300pasui
HMCKYCCTBEHHO OCBEIIIEHHOE ITPOCTpaH-
¢TBO. Ha coBpeMeHHUKOB paboTa mpou3-
BOJMJIa MUCTUYECKOE BrieyaTieHue. Dd-
(beKThl UCKYCCTBEHHOI'O OCBEILEHMS MH-
TepecoBanu u CunbBectpa lllenpuHa;
KPUTUKU HE pa3 OTMeYalu «HUHTepbep-
HYI0» TPAKTOBKY IIPOCTPAHCTBA IPUPOIBI
B €r0 MPOU3BEICHUSIX.

C xonua XVIII Beka 6obliiyro mo-
MyJISIPHOCTD MproOpesia TeMa BYJKaHOB.
HoBbIM 00beKTOM BHUMAHUSI CTAJIN «CBE-
TOBBIE 3(P(PEKThI, KOHTPACTHI OTHS U JIbI-
Ma, COJIHIIA, JIyHbI, JaBbl ¥ OJMKOB Ha
MOpPCKOI1 moBepxHocTH». Ha rore Utanuu
00pa3oBajioCh 1ieJIoe OOIIECTBO JIIOOUTE-

®.-M.I'PAHE
Brympennuii 6u0 xopos
6 UEPKEU KANYUUHCKO20
MOHACMbIPA HA NAOWA-
ou bapbepunu 6 Pume
1818

Xouncr, Macio. 175 x 127
n

FranGois-Marius
GRANET

Interior of the Choir

in the Capuchin Church
on the Plazza Barberini
in Rome. 1818

Oil on canvas

175 x 127 cm

Hermitage

& M.CITABSIHCKUI
Kabunem

A.l'. Beneyuarnosa
Koner, 1870-x —
Hauaso 1840-x
Xorct, Macno

35x43

I'Tr

Fyodor SLAVYANSKY
Alexei Venetsianov’s
Study

End of 1830s -

early 1840s

Oil on canvas

35 x 43 cm

Tretyakov Gallery

HALLI MYBITUKALNN

Jieit HabmoaaTh 3a ByikaHaMu. DpaHiry3-
cKas XymaoxHula Dnu3adeT Buke-Jleo-
PEeH, MHOTO JIeT paboTaBIIIast IIPU PYCCKOM
nBope, Tak copMyaupoBaja CBOE BIIe-
yatieHue: «C Moeit Touku 3peHust Hea-
I10JIb CJIEYeT pacCMaTpUBaTh KaK 4apyro-
LM BOMIIEOHBIN (hoHaph» 2. HekoTophie
XYTOXKHUKU UMUTUPOBATHN 3P DEKThI BYI-
KaHa C MTOMOIIbIO LIBETHBIX CTEKOJI U UC-
MOJIb30BaIU CIELUATBHBINA «IIPU3MaTHU-
yecKuii (hoHaApb» ISl CO3MAHMs BIleYar-
JIEHMsI BYJIKAHUYECKOTO CBETa.

C pacnpocTtpaHeHreM auopam Jlyn
Jlarepa, Oymymiero uzooperarenst (oto-
rpaduu, TeMa ByJKaHOB CTAHOBUTCS €IIIe
oouee momynsipHoit. C 1827 roma Bo MHO-
rux teaTpax Ilapuxka cTaBuIM M3BEpXKe-
Hus BylkaHOB™. OueBuaHo, 1 Bpiomios
HaxOIMJICS TI0J] BIIleYaTJeHUEM BCeoOlie-
IO yBJCUEHMs BYJIKaHaMM, UX ApaMaTH-
YEeCKUM JECTBUEM U OOraTCTBOM BYJIKA-
HMYECKOro OCBellleHsI. BcrmioMHMM Takske
neizaxucra Makcuma BopobObeBa ¢ ero
TPEBOXHBIMU «HOKTIOPHAMU», IMPOHU-
3aHHBIMU pa3psiiaMu MOJTHUI.

BmecTe ¢ TeMoii cBeTa 0c000€ BHM-
MaHMe IIpUBJIEKIIa K cebe 1 TeMa IIPOCBe-
YUBaHUsI, TPAHCIIAPAHTHOCTH, IeMaTepu -
aJM3alUu IJI0CKOCTH, OYIb TO IIOCKOCTh

9 ur. no: Azexceesa. C. 149.

ml"ozam) H.B. Counnennsi. [ocnepunit gens [ommnen. CII6., 1894.
C.333.

" Tan ske. €. 332,

12]_IMT. no: Amnoavcruit M.B. Habmopatens. Ouepku uctopuu
supienns. M., 2000. C. 101.

3 Tam ske. C. 109.
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in 1835, described a transparent crystalline
architecture of the future: “I write to you
from a beautiful house whose bulbous roof
carries a huge inscription with crystal let-
ters: Hotel for visitors arriving by air. These
arrangements have become customary here:
rich homes either have crystal roofs or roofs
faced with white crystal tiles, with the own-
ers’ names composed of coloured crystal
pieces. At night, when the inside of the
homes is illuminated, these shining arrays of
housetops make for a magic spectacle.”™
Characters in the novel wear mantles made
of glass and dresses made of crystal, all
adorned with radiant insects. The famous
Crystal Palace erected in London in 1851 to
a design by Joseph Paxton became the sym-
bol of the dematerialization of the plane.
Transparent, see-through figures are
a fixture in Venetsianov’s paintings, such as
“Barnyard”, “On a Tillage. Springtime”
(first half of the 1820s, Tretyakov Gallery).
“Its illusoriness and ghostliness,” wrote

1"'Odoev.\sky, Vladimir. Year 4338. Letters from St. Petersburg //
Looking through the Centuries. Moscow, 1977. P. 247.

15 Turchin, Valery. Alexander I and Neo-Classicism in Russia.
Moscow, 2001. P. 182.

16Fedor(waalvydov, op.cit. P.291.

17Cited from: Vinogradov, I.A. Alexander Ivanov: Letters, Docu-
ments, Memoirs. Moscow, 2001. P. 310.

'8 Jampolski, op.cit. P. 41.
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«

Valery Turchin about “Springtime”, “are
highlighted by the fact that this figure is
painted over the landscape, which shows
through it. In a second, this and other fig-
ures will be gone. These are images of the
‘magic lantern’ on a canvas, which Alexan-
der Pushkin called ‘spectres’, ‘vanishing
pictures’.”"

Arguably, other devices used in that
age by artists, such as camera obscura and
camera lucida, also presaged the emer-
gence of photography. Before the arrival of
photography, painting was assigned a docu-
menting function, i.e. the function of
recording and distributing information —
often painters had to function as reporters.
To do this, they used technical appliances
such as camera obscura — a device that
projects an image of its surroundings on a
screen. Mikhail Makhaeyv is known to have
utilized a camera obscura, and he made the
distinction between “taking stills” with a
camera obscura and painting from draw-
ings: he signed his architectural landscapes
“drawn by M.Makhaev”, and drawings
made with a camera obscura — “taken by
M.Makhaev”."® Alexander Ivanov asked
his brother to buy him a camera lucida for
painting in the open air.

Artists were often recruited to docu-
ment geographical expeditions, and in the
early 19th century artists started to travel
more extensively across Russia with the
purpose of recording the views of cities and

#3'2010

C.K.3APSIHKO
Topmpem kHa2uHU
M_.B. Boponyosoii
1851

XomcT, Maco
146 4 x 120,5

I'Tr

Sergei ZARYANKO
Portrait of Princess
Maria Vorontsova
1851
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1464 x 120.5 cm
Tretyakov Gallery

M.® JABBI[1IOB
B komnamax. 1834
XomcT, Macio

26,5 x 21,6

I'Tr

Mikhail DAVYDOV
Inside the Rooms. 1834
Oil on canvas

265 x21.6 cm
Tretyakov Gallery

localities. Preparing for an expedition, the
artists were supplied with instructions
requiring them to record everything the eye
could see, in a most detailed manner and
reproducing real-life colours. In effect,
they were expected to create “photograph-
ic” images of places and people.

Camera obscura was a device for
quickly capturing an image of the sur-
roundings. This property of the contraption
was in line with the general ambition of the
age to accumulate information quickly: as
the rhythms of life accelerated, artists
“pushed forward” to observe and record
nature. The application by the artists of the
camera obscura was effectively a rehearsal
for photography. “Today I need quick
sketches from nature as strongly as a
painter working on a large picture needs
studies,” wrote Nikolai Gogol. “Although
the painter apparently does not use these
studies in his picture, he constantly checks
himself against them to avoid muddle and
mistakes, and to remain loyal to nature”."”

The philosopher Pierre Francastel
summed up the essence of the changes that
were occurring: “Great mysteries of nature
instantly ceased to be compounds and to be
remote. They became details located in the
closest proximity; and finally, details that
were no longer related to the object of per-
ception, but were related to perception
itself, captured, if we may say so, in a crude
form in the very organ of perception.”"
Artists became interested not only — and in
the future, not so much — in the object as in
the mechanics of vision.

Painters’ approaches to nature were
changing qualitatively, with sketches and
studies becoming more valuable as some-
thing “taken” directly from nature. Time
allowed for perceiving and contemplating
was quickly dwindling, and gradually “a
new type of observer, moving away from

CcTeHbl WM xoJicta. 2KenaHue 3apukcu-
poBaTh IBMKEHHME CBETa B Cpelie MOPOXK-
naet B 1810-e roabpl TEHAESHLIMIO TIpEBpa-
IIEHUSI CaMOTro XOJICTa B TpaHCIApaHT.
B 1809 rony B EBporie cocTosinach nepBast
BbICTaBKa KapTHH Ha CTEKJIe: XYIOKHUKKI
MUCaIN MacASHBIMU KpackaMM, HO BMe-
CTO XOJICTa UCTIOJIb30BAJIM CTEKIIO.

OIHOBPEMEHHO C pacrpoCTpaHEeHU-
€M TpaHCITapaHTHOM XXuBonucu B Poccun
B 1830-¢ roabl BO3HUK MHTEpEC K LEPK-
BSIM, BbIIEpXKaHHBIM B TOTUYECKOM CTHUJIC
U yKpalleHHbIM BUTpaxkamu. Han yopaH-
crBoM Totnueckoir kamnesuisl B [lerepro-
¢e padoran T.A.Hedd. XKuponuch nko-
HOcTaca, a TakKe 3aIlpecToJbHbBIN 00pa3
«Bockpecenue TocrnogHe» BBITOTHEHBI UM
B 1833 rony. [To3xe B po3ax Haa IbSIKOH-
CKHUMHU JBEPSIMU OBLITA YCTAHOBJIEHBI KO-
nuu ¢ KaptuH Hedda «AHrea MOIUTBbI»
U «AHren y rpo6a [ocronHs», UCTIOTHEH-
HbIE Ha CTeKJIe XyIoKHUKoM MMmmieparop-
CKOro CTeKJIssHHoro 3aBoaa [.Bacuibe-
BbIM. KpymHeiimmii neii3axucT paHHEeTo
HeMerikoro pomantusma K.JI.Dpuapux
M3TOTOBUJI HECKOJBKO TpaHCIapaHTOB
IIJISI PyCCKOM mMMmepaTpulibl. B mucbMax
K B.A.2KykoBckoMy OH oapoOHO omnucal,
KaK JOJDKHBI JEMOHCTPMPOBATHCS 3THU
HEOOBbIYHBIE PAOOTHI.

IMucarens n putocod B.D.Omoes-
cKkuii B pomaHe «4338-ii rom. [1etepOypr-
ckue nucbMa» (1835) pucyer npo3pauHyo
XPYCTaJbHYIO apXUTEKTypy OyIyIlero:
«[Mumy K Tebe, cuast B MpeKpacHOM J10-
M€, Ha BBINYKJIOM KpbIllIe KOTOPOTO Or-
POMHBIMM XpYCTaJIbHBIMU OyKBaMu M30-
opaxkeHo: [ocTMHMLIA 1715 TIPUJIETAIOIMX.
31ech Takoe yke 0ObIKHOBEHHUE: Ha Oora-
TBIX TOMax KPBILIU BCE XPYCTaIbHbIC WU
KPBITHI XPYCTAJIBHOIO K€ OeJIO Yyepernu-
11ei1, a UMsI XO3sIMHA CIAEeIaHO M3 LIBETHBIX
xpyctaneil. Houbto, Kak 1oMa OCBEIIEeHbI
BHYTPM, 3TU OJecCTsIIMEe PsIIbl KPOBEIb
MPEICTaBIsIOT BOJILIEOHBIH Bum»'. Te-
por poMaHa HOCST CTEKJISIHHBbIC TLIaIlu
U TIJIAThsI U3 XpYCTallsl, yKpallleHHbIC CBe-
TSAIIUMUCS HaceKOMBIMU. CUMBOJIOM Jie-
MaTepuaIn3aliy IJI0OCKOCTH CTaJl 3HaMe-
HUTHIN XpycTanbHblii ABopell k. [TakcTo-
Ha B JIoHIOHE, BO3BeieHHBI! B 1851 romy.

[Ipo3pauHbie, TpocBeuunBaoe hu-
Typbl MOXHO 3aMeTUTh B paboTax BeHe-
maHoBa «[yMHO» u «Ha mamHe. BecHa»
(riepBasi mosoBuHa 1820-x, I'TI). «Ee
MMPaXHOCTb U (PAHTOMHOCTb, — TMHUCaT
B.C.Typuun o «BecHe», — momuepKkuBaeT-
csl KMBOTIMCHO TEM OOCTOSITEJIbCTBOM,
YTO (hUTypa 3Ta HarmMcaHa MoBepX Mneiiza-
’Ka, KOTOPBIi MPOCBEYMBAET CKBO3b HEe.
Mur, u ee, KaK ¥ Apyrux GUryp, He cra-
HeT. DTOo 00pasbl “BoJjieOHOro hoHaps”
Ha ToJIoTHe, KoTophle [TylkuH Ha3bIBalx
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I'Tr

Sergei ZARYANKO
Portrait of the
Turchaninovs. 1848
Oil on canvas
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Tretyakov Gallery

Moboemkuﬁ B.®. 4338-i1 rop. [letepOyprekue muckbMa // B3rmsiy
ckBO3b cToneTns. M., 1977. C. 247.

15 Typuun B.C. Anexcaunp I u neoknaccuysm B Poccun. M., 2001.
C.182.

1S<Deaop06—ﬂaebz()oe A. Yka3. cou. C. 291.

7 Iur. no: Bunoepados M.A. A.A VIBaHOB B MICbMaXx, IOKyMEHTaXx,
BocroMuHanusix. M., 2001. C. 310.

“IpUBUACHUSIMU”, “KapTUHKAMU HCUYe-
3aI0LIUMM ”» ',

Hcnosb3oBaHue XymToXKHUKAMU OIl-
TUYECKUX ITPUOOPOB — KaMepbI-00CKYPbI
1 KaMepbI-JIIOYUIbl — TaKKe MOXHO OT-
HECTU K MpeaBecTHUKaM ¢dororpaduu.
Jlo mosiBieHuss (OTOCHUMKA JTOKYMEH-
TajbHash (PYHKIIMS, TO €CTh CIIOCOOHOCTD
¢duKkcupoBath U1 MHGOPMUPOBATh, ObLIA
BO3JI0KEHA Ha XMBOIMCH. 3a4acTyio Xy-
JTOXKHMK ObUT IIPU3BaH BBIMOJIHATH (PYHK-
LIMIO pertoprepa. JJ1st Toro oH MpUMeHsLI
TeXHUYECKUE MPUOOPHI, HAIlpUMep, Ka-
Mepy-00CKYpY — YCTPOMCTBO, ITO3BOJISIIO-
1I[ee CHUMATh BUIBI C IIOMOIIBIO ITPOEK-
uuu. M3BeCcTHO, YTO 3TUM M300peTeHUEM
0JIH30BAJICSI OJUH U3 OCHOBOIIOJIOXHU-
KOB apXUTEKTypHOro neiizaxka B Poccun
M.U.Maxaes. [1pruem oH pasaessi pas-
HbIE CITOCOOBI UCTIOJIHEHMUST BUIOB — «CHU-
MaHMe» IIPU ITOMOIIM KaMepbl-O0CKYPbI
U prcoBaHue ¢ yepTexeil. Ha prucoBaHHBIX
MPOCIEKTaX MacTep MOAIMUCHIBAJICS «PH-
coBasl M.MaxaeB», a KOI/Ja moJjib30BaJICsI
KaMepoi-o0cKypoii — «cHuman M.Ma-
xaeB»'®. Coszmarenpb «SBieHuss Muccum»
A.A.VIBaHOB TIpocusl Opata KYMUTh €My
KaMepy-JIIOYUIy st paOOThI C HATYPDI.

XyIOKHUKKA HEPEAKO MPUHUMAIU
y4yacTHe B reorpaduuecKux d3KCIeIuLIIsIX
B KauecTBe MOKyMeHTanucTtoB. C Havaa

XIX Beka ux moe3nku 1o Poccuiickoi
WMIIEPUU JUTSI 3apUCOBOK BUIOB MECTHO-
CcTell U TOPONOB CTAHOBATCS Bce OoJjiee
yacThIMU. [1pu MOATOTOBKE 3KCMEAULIUMN
JKMBOTIUCIIEB CHAOXAaIW MHCTPYKLIMSIMM,
OCHOBHBIM TpeOOBaHMEM KOTOPBIX OBLIO
noapoOHeiiiee, ¢ nepegavyeil peaabHbIX
1IBETOB, (PMKCUPOBAHUE BCETO, YTO OHM
yBuaaT. [lo cyTu ux mpocwiM MpUBe3TH
«(poTorpaduueckue» n3o0pakeHus.

Kamepa-ob6ckypa siBasiiach cpen-
CTBOM OBICTPOTO 3areyvyaTjieHUs HaTyphl.
DTO ee CBOICTBO OTBEYAIO O0IIIEMY CTpe-
MJICHUIO 3TTOXU K OBICTPOMY HAKOTUIECHUIO
nHdopManu. XymoXXHUKU XK€ B CBSI3U
C yJallleHMeM pUTMa U YCKOPEHUEM XKU3-
HU CHEIIWIA HaOmoaaTh U GUKCUPOBATh
Hatypy. Pabora ¢ kaMepoii-o0CKypoil —
penietuus pororpadupoBanusi. «beribie
HaOpOCKM ¢ HaTyphl, — nucan [oronb, —
MHE TeTepb TaK HYXKHbI, KaK KUBOTIUC-
11y, KOTOPBIM MUIIET OOJBIIYI0 KapTUHY,
HYXHBI 3TIo[bl. OH XOTb, MO-BUAMMOMY,
1 HE BHOCUT 3THUX 3TIOJIOB B CBOIO KapTH-
HY, HO O6ecrpecTaHHO CO00paXxaeTcsl C HU-
MM, YTOOBI HE HAITyTaTh, HE HaBpaTh U HE
OTAAJIUTHLCS OT MPUPOIBI»"7.

®unocod I1.DpaHkacTes b TaK CyM-
MUPOBaJI CYTh MPOMCXOAUBIINX U3MEHE-
HUii: «Benukue TaiiHbI TIPUPOALI MTHO-
BEHHO MepecTaan ObITh COBOKYITHOCTSIMU
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‘normal’ vision to a vision centered on
fragments and details”'® was formed.

Arguably, in addition to the painters’
new approach to nature, such experiments
with light and application of optical
devices, the “sharpened sense of history”
prevalent in the first third of the 19th cen-
tury, was also an “anticipation” of photog-
raphy. That age was in a hurry to find itself
historically — to use Turchin’s words, “the
individual at the time of Alexander I lived
to write a memoir”.*

So serious and studious an approach
to history put the genre of historical com-
position at the forefront of the art of paint-
ing. The portrait was second in the aca-
demic hierarchy of genres, but first in pop-
ularity, and it was under Alexander I that
the rapid evolution of portraiture began.
“Almost all of the exhibition space,” wrote
the author of an article in an 1820 issue of
the “Syn Otechestva” (Son of the Father-
land) magazine, “is occupied by por-
traits”.? For the first time in history the
public developed an enthusiasm for “col-
lecting celebrities”. The portrait became
the most popular genre: “A home without
portraits was not considered a home”.?
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Miniature and engraved portraits, which
could be taken along while traveling or to a
war front, were popular too. The memorial
function of the portrait gained priority over
its artistic quality.

The greatest “portrait project” of the
age was the War Gallery of 1812 at the Win-
ter Palace, accomplished by the English-
man George Dawe, who came to Russia in
1819; it numbered 332 images of the
Emperor and the commanders-in-chief
and heroes of the 1812 campaign. Dawe
was criticized for his method of securing
engravings and lithographs on a canvas and
painting over them, so as to accomplish as
many portraits as possible within the short-
est time.

The demand for information, and its
wide dissemination — in other words, mak-
ing information accessible to large seg-
ments of society grew. Painting could no
longer satisfy this public demand — but
photography could.

he discovery of photography, tanta-
mount to a full mastery of nature, her-
alded the end of the Renaissance: after its
arrival, the craft of painting and the skill of
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P Ibid. P.9.

20"l"urchin‘ op.cit. P. 18.
2! Ibid. P. 440.

2 1pid.

23Citcd from: Prominent

Artists about Art.
In 7 volumes. Moscow,

1965-1970. Vol. 6. 1969.

P. 402.

2 1bid. . 411.

recreating nature became less valuable and
less valued. When photography emerged,
craft, previously the necessary component
of the painter’s “workmanship” to be
honed over years of study, became some-
thing open to all. It used to be thought that
art was something that could not be easily
mastered. Photography’s ready availability
annoyed artists — people now could com-
pare painted and photographed images.
Photography put painters in a new envi-
ronment, where they had “to build new
relations with nature from scratch”. As
time went on, many painters found them-
selves “caught” in the trap of photography.
This group included Sergei Zaryanko and
his students. Zaryanko had studied under
Venetsianov, for whom engaging with
nature was of paramount importance, but
the latter’s principle of careful study of
nature was transformed by Zaryanko into
extreme naturalism. He aspired to a com-
plete “sameness” of the reality and its
image, rejecting creativity because it lacked
mathematical calculation: “I like positive
work and the mathematical mastery of the
craft; I distrust painting from impressions
and creating by inspiration, as some despi-
cable artists put it... if you learn the craft
mathematically, we shall gain the positive
knowledge — how to produce paintings and
portraits, and you will never invoke mis-
chance or lack of inspiration. There is no
mischance in art, and likewise, there is no
inspiration, for inspiration is a dream, a
sheer nonsense, an absurdity... Precision,
gentlemen, is to be achieved not through
fantasies, creativity or inspiration, but
through work, patience and invention of all
possible methods for the mathematical
study of nature”.® Zaryanko’s students,
according to Vasily Perov’s memoir,
“honed” their pictures “into so perfect and
smooth a state that a wrought-iron fly
would barely hold up on it — in a word, they
whetted it, not with a pencil, but ‘with the
nose of or a stinger mosquito’.”? Zaryanko
became notorious, his artwork always cited
as an example of excessively naturalist
painting. It can be reasonably argued that
Zaryanko’s portraits were precursors of
photographs, an attempt to create photog-
raphy by means of painting, to present
imagery “more real than reality itself”.
Zaryanko took faithfulness to nature
to an absurd extreme, to ridiculous natural-
ism; his working method was called “the
frigid daguerreotyping of reality”. In his
compositions the invisible but once solid
and secure wall between artwork and its
observer thinned and collapsed. The magic
of art was gradually vanishing — neither
Venetsianov, nor Bryullov, nor Alexander
Ivanov, in their pursuit of nature, had
aspired to destroy the boundary between
reality and image, keeping the fourth wall
effect intact. On the contrary, Zaryanko’s
models started to “leave” the portraits. This
story was recounted in Nikolai Gogol’s
amazingly prophetic short story “The Por-
trait” (written in 1833-1834 and re-
worked in 1841-1842, after the discovery

M HaxOAUThCs Ha paccTtosiHuU. OHU cTa-
JIM cCaMbIMU OJTU3KMMU JEeTaIMU; U, Ha-
KOHEII, TeTaISIMU, YK€ HE OTHOCSIIIMMU-
csl K O0OBEKTY BOCIIPUSITHSI, HO K CAMOMY
BOCIIPUSITUIO, CXBAYEHHOMY, €CJIM MOXHO
TaK BbIPAa3UThLCs, B HEOOpaboTaHHOI (hop-
M€ B CAMOM OpraHe BOCIpHUSITHSI»'®. Xy-
JIOXKHUKOB CTaJl MHTEPECOBAaTh HE TOJb-
KO, a B OyayllleM U He CTOJIbKO MpeaMeT
BUJICHUSI, HO M MEXaHU3M BUICHMSI.

[Moaxon *kuBOMKCIIEB K HAType Ka-
yeCcTBeHHO MeHsuicsi. Habpocku u aTio-
IIBI TIpUOOpeTaan OONBIIYIO 3HAYMMOCTh
KaK «B3SIThIe» HEIOCPEICTBEHHO C HATy-
pbl. Bpems Ha BocTipusiTHe U co3epliaHue
CTpeMUTEbHO coKpalanoch. [TocreneH-
HO (OPMUPOBAJICS «HOBBII THUIT HAOJIO-
JaTesisi, OTKa3bIBaIOLIErocs OT “HOpMaJib-
HOT0” 3peHMs BO UMsT OOHaApyKeHMs1 (hpar-
MEHTa, JeTan» ",

Kpome HoBoro B3risima XymoxXHHU-
KOB Ha HAaTypy, >KMBOITMCHBIX 3KCIIepU-
MEHTOB CO CBETOM, MCIIOJIb30BaHMS OIl-
TUYECKUX MAILKH, «IIPeau4yBCTBUEM» (PO-
Torpauu MOXXHO CUUTATh «000CTPEHHOE
YYBCTBO MCTOPUM» JIIOACH MEPBOU TPETU
XIX Beka. Dr1a amoxa crelmaa 0CO3HaTh
ce0sl MCTOPUYECKU, «4eJIOBEK AJIeKCaH-
JIPOBCKO#1 3110X1», 10 ciioBaMm TypuuHa,
KW [T MeMyapa»?.

CTOJIb cepbe3HOEC M BHUMATEIbHOE
OTHOIICHWE K MCTOPUHU YTBEPAWIO TEep-
BEHCTBO MCTOPUYECKON KapTHUHBI. BTo-
PBIM TI0 BaXXHOCTHM B aKaaeMUYECKOM
HepapXyu KaHPOB, HO MEPBBIM I10 TOITy-
JISPHOCTH ObLT TOPTpeT. IMEHHO B ajieK-
CaHIIPOBCKYIO 3TIOXY OH HavaJl CBOE CTpe-
MUTEIbHOE pa3BuThe. «Bcs BeicTaBKa, —
MmUcaj aBTOp CTaTbu B XypHaje «ChIH
OreuectBa» 3a 1820 rom, — MOYTHU OJHU
nopTpeThi»?'. BriepBble cTayio MOMyJISIp-
HBIM YBJIEUCHHE «KOJUICKIIMOHUPOBAaHU-
€M 3HaMeHUTOCTel». [TopTpeT cTan caMbiM
MONYJISIPHBIM XXaHpoM. «Jlom 0e3 mopT-
PETOB M 3a oM He cuuTancs»?. [Tomumo
JKMBOTIMCHBIX, IIMPOKO PaclpOCTpaHU-
JINCh MMHUATIOpHBbIE U TPaBUPOBAHHbBIC
MOPTPETHI, KOTOPbIE MOXKHO OBIJIO B3SITh
¢ co0O0i1 B ITyTeIIECTBUE, COXPAHSITH B TSATO-
TaX BOCHHBIX 1Toxon0B. [TamsaTHast pyHK-
LIMST TIOPTPETa CTOsIIa BBIIIIE €0 XyI0Xe-
CTBEHHBIX TOCTOMHCTB.

KpyImHEeRIINIM «[I0PTPETHBIM ITPOEK-
TOM» BITOXM cTaja BoeHHas ranepes 3um-
HETo ABOpIia, UCIIOJIHEHHAS aHTJIMYaHU-
HoM JIxxopmkeMm Jloy, KOTOpBIN mpuexal
B Poccuto B 1819 romy. OHa cocTosiia u3
332 nopTpeToB, NPeACTaBISIONINX UMIIE-
paTopa, MOJKOBO/IIEB U TePOEeB BOCHHOIM
Kamranuu 1812 roma. Kputuku oOBUHS -
au Jloy B TOM, 4TO OH HakKJeuBasl Tpa-
BIOPBI M JIUTOrpahuM Ha XOJICT, a 3aTeM
packpaliuBajl WX C LIeJbl0 HCIOJHUTH
KaK MOXHO OoJblliee YMCIO MOPTPETOB
B KOPOTKHMM CPOK.

Pocna HeoOGxonuMocTh B uHGpOpMa-
LIMU U TUPAKHOCTH, & 3HAYUT JOCTYITHO-
CTU OOJIBIIIOMY KOJIMYECTBY Jtoneii. 2Ku-
BOIMMChH YK€ HE MOIJa COOTBETCTBOBAaTh
3THUM TpeOOBaHUSIM, U MX B3sjla Ha cebs
dororpadus.

.H.KPAMCKOM
Iopmpem
@D.A.Bacuavesa. 1871
XodncT, Macyo

88,3 x 68,3

I'Tr

Ivan KRAMSKOI
Portrait of Fyodor
Vasilyev. 1871

Oil on canvas
88.3 x 68.3 cm
Tretyakov Gallery

m]_Iyrr no: SImnoavckuit M.B.
Ha6moparens. Ouepku
ncropun Bujenns. M., 2000.
C.41.

" Tan ske. C. 9.

b Typuun B.C. Yka3. cou.
C.18.

2! Tant ske. C. 440,

2 Ta ske.

23
Lur no: Macrepa nckycctpa
00 nckycerse. B 7 1. M.,

1965-1970. T. 6. 1969.
C.402.

O TKpbITHE (poTOrpadhm, TOKIECCTBEH-
HOE TIOJTHOMY OBJIaJICHUIO HATYpOii,
03HaMEHOBaJIO cO00i1 OKOHUYaHue PeHec-
caHca. HapabGatbiBaeMoe ronaMu Mactep-
CTBO XMBOMMCIIA TIPU BOCTIPOU3BEACHUM
HaTypbl ¢ BO3HUKHOBEHHUEM U pPacIpo-
cTpaHeHueM ¢GoTorpaduu yTpaynBalio
CBOIO 1IEHHOCTh. MCKYyCCTBO B ymax co-
BPEMEHHMKOB HE MOIJIO MpearnoaraTh
MPOCTOTY OBJIaZICHUsI OHBIM, (hoTorpacu-
eif ke MOr oBjameTh Kaxnbiit. JlocTym-
HOCTb hoTorpacdum pasapaxayia Xygox-
HUKOB. OTHBIHE TOSIBUIACH BO3MOXKHOCTh
CpaBHMBATh UX pabOTHI ¢ (DOTOCHUMKA-
MU. 2KMBOTHCIIBI 0Ka3aJIUCh MOCTABIEH-
HBIMU B HOBBIC YCJIOBMSI; UM MOTpeOOBa-
JIOCh 3aHOBO <«BBICTPAMBATb OTHOIIECHMS
¢ HaTypoii». B xome aToro mpoiiecca MHO-
rve «I0Maaajiiuch» B JOBYILKY (oTorpa-
¢um u cpenn Hux — C.K.3apssHKO u ero
YUEHUKU. 3apssHKO ObLT yueHMKOM BeHe-
1IMaHOBA, KOTOPBII BO TJIaBy YIjia CTaBUJI
obOpaieHue K Hatype. OnHaKO BeHela-
HOBCKHI MPUHIIMIT BHUMATEJIbHOTO U3y~
YEeHUsI HAaTypbl TPaHC(HOPMUPOBAJICS Y He-
ro B MPUHLMII TIPENEIbHOIO HaTypaau3-
Ma. JIoOUTbCS MIEHTUYHOCTU KapTUHBI

TPETbAKOBC

HALLI MYBITUKALNN

U ACHCTBUTEILHOCTU ObLIIO OCHOBHOI 3a-
naveit st 3apstHko. OH oTBeprajl TBOp-
YeCTBO KaK AesTeIbHOCTb, JIUIIEHHYIO Ma-
TeMaTUYECKOro pacyera: «4 o060 Tpya
MOJIOXKUTEIbHBIN, MATEMAaTUYECKOE 3Ha-
HHe [ella U He MPU3HAI0 IIPOU3BEACHUIA
I10 BIIEYATIEHHUIO U TBOPYECTBA I10 BIOX-
HOBEHMIO, KaK BBIPAXKAIOTCSI HEKOTOPHIE
KAJIKUE XYIOXHHUKH... €CJIM Bbl MaTeMa-
TUYECKU OyIeTe U3ydath A0, TO MbI IO~
JIeM 10 TOJOKUTEIbHOIO 3HaHUS — KakK
MK1caTh KAPTUHBI U IIOPTPETHI, 1 HUKOIAa
He OyaeTe CChLIaThCsl Ha Heyaayu, Ha OT-
CYTCTBMeE BIoXHOBeHUs1. Heymau B uckyc-
CTBE HE CYIIECTBYET TaK TOYHO, KaK He
CYLIECTBYET U BIOXHOBEHUSI, BIOXHOBE-
HHE eCTh MeUTa, IMOJIOXUTEIbHBII B310D,
HEeJIeOoCTb... TOYHOCTD, rocroaa, 10CTU-
raercs He haHTa3UsIMU, HE TBOPYECTBOM
U BIOXHOBEHMEM, a TPYAOM, TepIIEHHEM
U M300peTaTeIbHOCThIO BCEBO3MOXKHBIX
CIIOCOOOB [IJIs MAaTEMATHYECKOIO M3yde-
HUST HATypbl»®. YdeHuKu 3apsiHKO, I10
BocnioMrHaHusIM [lepoBa, «BbITauMBa-
JI» PUCYHOK «I0 TOrO MOAPOOHO U TIaf-
KO, YTO Ha HEM C TPYIOM Obl MOIJIa yaep-
KaThCsl KOBaHash MyXa, — HY, CJIOBOM,
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Y.H.KPAMCKOW
Iopmpem
B.H.Tpemuvsaxosoii
1876

Xoucr, Macyio

226 x 148

I'Tr

Ivan KRAMSKOI
Portrait of Vera
Tretyakova. 1876
Oil on ca

226 x 148 cm
Tretyakov Gallery

3aTayMBaJIM €T0 HE KapaHIalloM, a “Ko-
MapUHBIM KaJOM WIM HocoM”»%*. Mmsa
3apsgHKO CTaJlo HapulaTeJbHBIM, €ro
BCIIOMUHAJIM BCEraa, KOraa peyb Iiia oo
WU3JIUIITHE HATYPATUCTUUHBIX KUBOIHC-
HBIX TIpou3BeneHMsIX. [lopTpeThl, Hamu-
CaHHBIE 3TUM XYIOXHUKOM, MOXHO CUM-
TaTh TOMNBITKOI orepeanuThb (ororpaduio,
€O3/1aTh €€ KUBOIMMCHBIM METOIOM, SIBUTh
00pasbl «peaibHEE cCaMOii peaTbHOCTU».
CnenoBaHue HaType 3apstHKO TOBO-
IUT 10 abcypnia, CMEIIHOTO HaTypaau3-
Ma. B ero paborax, KoTopble Ha3bIBaIU
«XOJIOHBIM JarepoTUIIMPOBAHUEM Jeii-
CTBUTEJILHOCTH», HEBUAMMAsI, HO J0CEe
Kperkasi M He3blbjiemass CTeHa MeXIy

C.H .Kpamckas
dororpacusi. 1879

Sofia Kramskoi
Photo. 1879

V.H.KPAMCKO!
Topmpem

C.H Kpamcroii
1879

Xornct, Macno

95 x 77

I'Tr

Ivan KRAMSKOI
Portrait of Sofia
Kramskoi. 1879
Oil on canvas

95 x 77 cm
Tretyakov Gallery

B.H.TpetbsikoBa
Pororpadusi. 1876

Vera Tretyakova
Photo. 1876

MPOM3BEICHNUEM U 3pUTEJIEM UCTOHYAET-
¢Sl M pyIIMTCs. Marusi mpou3BeaeHUs UC-
KycCTBa rocreneHHo ucyesaet. Hu Bene-
1uaHoB, Hu bprosutoB, Hu MBaHOB, cie-
Iyl HaType, HE CTPEMUJIMCh HapyUIWTb
rpaHb MEXIY PeaTbHOCTHIO U CBOMMM TBO-
peHUusIMU, TeaTpajbHblii 3¢ GheKT uer-
BEpPTO CTeHBI coxpaHsuicsi. Hamportus,
3apSIHKOBCKME MOJIEIN HAYMHAIM «BbIXO-
IWTb» U3 TTOPTpeToB. OO0 3TOM — YAUBU-
TeJbHO mpopoueckuii «[loprper» Toro-
s (HamucaH B 1833—1834, nepepaboran
B 1841—1842, nocne oTKpbITUS (hoTOrpa-
¢un). MMeHHO 00 OmacHOCTHU pa3pyiiie-
HUS HEBUAMMON Mperpaabl MEXIy Ipo-
M3BEICHUEM 1 PEaTbHOCTBIO MPEaYITPEXK-
Tl TJIABHOTO TepOsi TTOBECTU MOJIOIOTO
XynoxHuKa YapTkoBa ero mpodeccop:
«CMoOTpH, OpaT... y TeOs ecTb TaJlaHT;
TpelHo OyAeT, eclau Thl €ro IMOryoulllb.
Ho b1 HeTeprienuB... CMOTpH, YTOO U3 Te-
0s1 He BbILLIE] MOIHBIN XKUBOIKCELl. Y Te0s
U TETepb YK€ UYTO-TO HAUMHAIOT CJIMIII-
KOM 00ifKO KpuyaTh Kpacku. PucyHok
y TeOsI He CTpOT, a moaJyac U BoBce cJiao,
JIMHUSI HE BUAHA; ThI YK TOHSCIIbCS 3a
MOIHBIM OCBEIIICHUEM, 3a TeM, UTO ObEeT
Ha nepBbie r1aza»®. I1o cytu mpodeccop
npeaocTeperana MOJIOIOTO XyIOXKHUKA OT
npeBpallieHus B (ororpada, KOTOPHIA,
npeHeoperast Ka4eCTBOM, «OepeT» KOJIU-
YECTBOM M yMeeT MPOM3BECTU BIieyatie-

TPETbAK(

HALLI MYBITUKALNN

HUE Ha HECBEMYIIYIO IMyOJIUKY CXOIACTBOM
MOJCIIH.

Xym0xXeCTBEHHbI METO Y ITPUHLIUII
TBOpUYecTBa 3apsHKO B KaKOW-TO cTere-
HU MOXHO CUMTATh TYITUKOBBIM. DTO ObI-
JI0 TOBOJIbHO OBICTPO OCO3HAHO COBPEMEH-
HUKaMU, U BIOCAEACTBUU >KUBOITMCIIBI
00sIMCh OOBUHEHMUSI B «3aPSTHKOBILIMHE».
PaGotbl 3apHSIKO CYMTAIUCH TUCKPEIU-
TUPYIOIIUMHU UCKYCCTBO TOPTPETA.

IMpoussenenus M.H.Kpamckoro He
pa3 moaBepraavch HamaakaM 3a OTCYTCT-
BUE B HUX KojiopuTa. CKa3bIBaJICs PeTy-
mepckuii onbIT. Korma xxuBonucer pado-
Tayl B atenbe ororpada A.W.JleHbepa
B IletepOypre, ero Ha3bIBaJIk «0OTOM pe-
Tyin». CTacoB B OMHOM U3 nuceM TpeThbsi-
KOBY KpaiiHe pe3K0 OT3bIBaJICSI O paboTax
Kpamckoro: «Bor Hacuer Kpamckoro s
COBEPIIEHHO PACXOXYCh C OOJBIINHCT-
BOM TTYOJIMKM: 3TO HE yCIIeX B KOJOPUTE,
a TOJIbKO “ITOTYIM” YyeJoBeKa, He 00J1aaa-
IOLIEr0 KOJOPUTOM M MILYIIETO Ha “€B-
pomnerickuii nan”. Jeru [uH30ypra, ma-
naM Boray, KOKOTKa B KOJISICKE — 3TO He
KapTuHBI, a notyrul»®*® M3BecTHa 1enast

ZLHHT. no: Macrepa u crBa 06 uckycerse. B 7 1. M.,
1965-1970. T. 6. 19 411

2 [peoan H.B. TMoprper. M., 1994. C. 62.

% Tlepermcka IT.M.Tpetbsikoa u B.B.Cracosa. M., 1949. C. 81.
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of photography). It was precisely the
destruction of this invisible wall between art
and reality that the professor in the story
warned the young artist Tchartkoff against:
“‘Look here, my friend,’ his professor said
to him more than once, ‘you have talent; it
will be a shame if you waste it. But you are
impatient. ... See to it that you do not
become a fashionable artist. At present your
colouring is beginning to assert itself too
loudly. Your drawing is not taut, and at
times quite weak, the line does not show
itself; you are already striving after the fash-
ionable illumination, after what strikes the
eye at once.””” In essence, the professor
warns the young artist against turning into a
photographer who, neglecting quality,
makes up for it in quantity, knowing how to
impress the uninformed public with look-
alike portraits.

Professor Zaryanko’s artistic method
and principle of creative work presented, to
some extent, a dead-end in the art of pain-
ting. The artist’s contemporaries realized it
fairly soon, and after they had done so, the
phrase “Zaryanko style” became a negative
label. Zaryanko’s works were generally re-
garded as a discredit to the art of portraiture.

Somewhat similarly, Ivan Kramskoi’s
pictures were more than once criticized for
their absence of colouring, a factor attrib-
uted to the artist’s retouching skill. When
Kramskoi worked at the studio of the pho-
tographer Henri Denier in St. Petersburg,
he was called “a god of retouch”. Vladimir
Stasov in one of his letters to Tretyakov
spoke very harshly about Kramskoi’s art-
work: “My opinion about Kramskoi is com-
pletely at variance with that held by most
people: this is not a success in colouring, but
only ‘pretensions’ of a person who does not
have a mastery of colouring and works ‘in a
European fashion’. Ginsburg’s children, Ma-
dame Voghau, the cocotte in the carriage —
this is not painting, this is pretensions!”*
The series of monochrome portraits with
white margins created by Kramskoi in the
early 1870s — images of Fyodor Vasiliev,
Mikhail Clodt, Mark Antokolsky, Sofia
Kramskoi, Konstantin Savitsky, Denis Fon-
vizin — is well known. “The portraits of Mr.
Tulinov,” wrote the newspaper “Sankt-
Peterburgskie Vedomosti” in 1862 about
Kramskoi, “Count D.A.Tolstoy and espe-
cially Duchess E.A.Vasilchikova, accomp-
lished by the artist, would have been impec-
cably perfect works, if the artist had a mas-
tery of colour as flawless as his mastery of
drawing, intelligence and taste in arranging
sitters, and skill in choosing proper acces-
sories for them.”? Kramskoi’s experience at
the photographer’s studio had an impact on
his artwork — he “forever preserved the
manner of creating the volume of a face
with fine touches and a thin brush, the par-
tiality for textureless surface, inconspicuous
painterly relief”.?

Vasily Vereshchagin was also faulted
by critics for the “photography-like quali-
ty” of his paintings. The publication
“Fotografichesky Vestnik” (Photographic
Bulletin) opined in 1888 that Vereshcha-
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Ilya REPIN
Ceremonial Session
of the State Council
on 7 May 1901, the
Council’s Centenary
Anniversary
1901-1903

Oil on canvas

400 x 877 cm

Russian Museum

gin’s work “The Matu Mosque in Delhi”
(according to the London magazine “Pho-
tography News”) “is nothing more than an
enlarged photograph with accessories
inserted within. Because of this, questions
are being asked whether our painter could
have taken along to the war a heliographic
device, which would explain the photo-
graphic nature of his pictures.”” Sometimes
suspicions about Vereshchagin’s possible
use of photography were taken to absurd
lengths. The artist related one such incident
in a 1898 letter from Moscow to Fyodor
Bulgakov: “Hardly had I opened here a
modest show of my new works when a jour-
nalist from a rag sheet shot at me, surely
with a bullet prepared in advance, saying
that I simply photographed Napoleon I
with his command staff on the Borodinsky
Heights”.* In 1874 Kramskoi signed a peti-
tion by eleven artists defending Vereshcha-
gin against accusations of using technical

szogol, Nikolai. The Portrait. Moscow, 1994. P. 62.

26C()rrespondem:e between Pavel Tretyakov and Vladimir Stasov. Moscow, 1949. P. 81.

27 Cited from: Ivan Kramskoi. Show Commemorating 150th Anniversary of the Artist’s Birth. Moscow,

1988. P. 58.

2 Karpova, Tatyana. Ivan Kramskoi. Moscow, 2000. P. 5.

» Fotografichesky Vestnik (Photography Newsletter). 1888. No. 1. P. 23.

o Vereshchagin, Vassily. Memoirs of the Artist’s Son. Leningrad, 1982. P. 111.

3 Ivan Kramskoi, op.cit. P. 15.
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devices while working on paintings and
sketches from his Turkestan series.*

As for Ilya Repin’s piece “Ceremo-
nial Session of the State Council on 7 May
1901, the Council’s Centenary Anniver-
sary” (1901-1903, Russian Museum), the
critics remarked that this piece “had few
signs of artistic exploration”. Working on
the composition, Repin used his camera
to photograph every member of the Coun-
cil. 130 stills were made overall: the images
of Grand Duke Mikhail Nikolaievich,
Grand Duke Vladimir Alexandrovich,
Sergei Witte, Ivan Shamshin, Alexander
Polovtsov, Sergei Volkonsky, Nikolai Ger-
ard, and Ivan Goremykin were made
using photographs. Repin tried to “cap-
ture” the State Council members in natu-
ral poses, talking, in groups and alone.
Working on the image of Vyacheslav von
Plehve, Repin took ten photographs of the
man.

“You argue,” wrote Repin, “that my
State Council painting had few signs of
exploration. You’re perspicacious! For
I had a Kodak with me; all right, a bad
one... the photograph came out crummy,
and yet the essence showed well enough to
be used — this alone was a blessing...
So what else is to be sought? You want real-
ism — here is the picture you want!
Although a bad and blurry one... But it
is the essence that matters the most:
because this is a chronicle!.. There is no

Baceoanue Tocyoap-
cmeennoz0 Cosema

6 Mapuurckom 0eopuye.
Jlesas uacmp 3ana
dororpadust

N .E.Penmna. 1901
HayuHo-6u6nnorpadu-
yeckuii apxuB Poccuiickoit
aKaJIEMHMM XYI10XECTB

Session of the

State Council in

the Mariinsky Palace.
Left part of the hall.
1901

Photo by Ilya Repin
Russian Academy of Arts

Beaukuii knasv
Muxaua Hukonaesuy
Pororpadus
N.E.Penuna. 1901
Hayuno-6u6amorpadu-
yeckuii apxuB Poccuiickoit
aKaJIeMHMH XyI10XECTB

Grand Duke Mikhail
Nikolaievich. 1901
Photograph by Ilya Repin
Russian Academy of Arts

cepusi MOHOXPOMHBIX IIOPTPETOB C OeJIbI-
MH TOJIIMH, co3aaHHas Kpamckum B Ha-
yajie 1870-x romos: moptpethl P.A.Ba-
cuibeBa, M.K.Knoara, M.M.AHTOKOJIb-
ckoro, C.H.Kpamckoii, K.A.CaBuiikoro,
J.1.®onsusuna. «Iloptpetsl I. TyauHo-
Ba, — nucanu «CaHkT-IleTepOyprckue Be-
nmomoctu» B 1862 romay, — rpada 1.A. Tox-
CTOTO 1 B 0COOEHHOCTH KHATUHU E.A.Ba-
CUJIbYMKOBOI, BBILIEAIINE U3-IT01 KIUCTU
3TOrO XYIOXHUKA, ObLTA Obl OE3yKOPU3-
HEHHO O0pa3lOBBIMU IPOU3BEACHUSIMU,
ecyiv ObI aBTOP B TAKOM K€ COBEPILIEHCT-
Be BJIajie] KOJIOPUTOM, B KAKOM 00J1amaeT
PHCYHKOM, YMOM U BKYCOM B ITOCTAHOBKE
urypnl 1 yMEHbEM OKPYKaTh MX ITOAXO0-
IAIIMMU akceccyapaMu»?. OnbIT pabo-
Thl Kpamckoro B poroaresibe cKa3bIBaj-
Cs1 Ha €T >KMBOITMCHOM TBOPYECTBE: Y HETO

«HaBcerga ocTajach MaHepa CO3/1aBaTh
00beM JIIa MEJIKMMHU IITPUXaMHU, TOH-
KOl KHCTOUYKOI, J000Bb K OechakTyp-
HOI MOBEPXHOCTU, HE3aMETHOMY KMBO-
MUCHOMY peJibedy»®.

Bbaranucra B.B.Bepeliarnta kputu-
Ka ymnpekaia 3a «dororpadpuyeckre Ka-
4yecTBa» ero KapTuH. «Dotorpabudyeckuii
BecTHUK» 1888 roma coobia, uro pabo-
Ta Bepemaruna «Meuets Marty B [leau»
(mo MHeHUIO JIOHIOHCKOTO XypHala
“Photography News”) «peACTaBIsICT HE
OoJiee, Kak yBeJIMYEHHYIO (oTorpaduio,
B KOTOPYIO BITMCaHbI akceccyaphl. Beien-
CTBHE DTOTO 3aJal0T BOIIPOC, He Opai Jin
¢ c000I0 HAIIl XMBOMKUCEL] CBETOMMCHBIIA
MpuOOp Ha BOIHY, YeM OOBSICHUIICS Obl
dororpapuueckuii xapakrep €ro kKap-
TH»%. [Tomo3peHns B MCITOL30BaHNH Be-

HALLI MYBITUKALNN

pelaruHbiM otorpaduu MHOTIA JOXO0-
iy 1o adcypaa. O TakoM cirydae Xymaoxk-
Huk nucan B 1898 rogy @.M.Bynrakosy:
«He ycren s oTkpwITH 30€Ch [B MoOCKBe|
HEOOJIBIIIYI0 BBICTABKY MOUX HOBBIX pa-
00T, KaK XYpHAJIUCT M3 ONHOI MaJieHb-
KOIf Ta3eTKU BBICTPEJIUI B MEHSI, KOHEY-
HO paHee 3aJIOKEHHBIM CHapsIIoM, cKa-
3aBIlIM, YTO 51 MpocTo (hoTorpadupoBal
Hanoneona I co mradbom Ha bopoauH-
ckux BoicoTax»®*. B 1874-m Kpamckoii
MOCTaBUJI CBOIO MOIIMMUCH TOJ 3asIBJICHU-
eM 11 XynoxXHMKOB B 3amuty Beperaru-
Ha, OOBUHEHHOTO B HECAMOCTOSITEJIbHOM
paboTe Haj KapTUHAMU U aTiogaMu Typ-
KecTaHCKoM cepum®.

OTHOCUTEIBLHO TT0J10THA «TopxkecT-
BeHHOe 3acenaHue [ocymapcTBEHHOTO Co-
Bera 7 Mast 1901 roma B IeHb CTOJIETHETO
1o0usiest co IHS ero yupexaeHus» (1903,
I'PM) XpuTuKu 3amevaiud, 4YTO B HEM
«MEHbIIIe BCero uckaHuii». [1pu moaro-
TOBUTEAbHOI paboTe Hala KapTUHON ee
cosnarenb, M.E.Periun, nenan ceoum o-
ToanmapaToM CHUMKHM Kaxaoro yieHa Co-
Beta (Bcero 130 cHumKoB). C MOMOIIBIO
¢dortorpauu ObUIM HAMMCAHBI BEJIUKHUE
KHs13bst Muxann Hukonaesuy u Biaagumup
Anexkcanaposuu, C.KO.Butre, 1. M. 111am-
mwvH, A.A.TTonoBuos, C.M.BojakoHckuii,
H.H.Iepapa, A.1.TopeMbIKH. XyTOXKHUK
cTapajcsl «3acTU4b» TOCYIapCTBEHHBIX
MYXEil B €CTeCTBEHHBIX I103aX, CHUMAaJ
MX B TPYIax U MooguHouke. s mopt-
pera B.K.ITneBe npu nmomoiiu dororpa-
¢um ObUIO ClIeJIaHO JeCsITh BapUaHTOB
KOMITO3ULIMH.

«Bbl craBute, — nucan PenuH, —
YTO MEHbIIIE€ BCETro MCKAaHUH ObLIO B MOEH
kaptuHe locymapctBeHHbIii CoBeT. Bbl
npo3opausbl!!! Benb co mHoit 0b11 “Ko-
naK”, TMOJIOXUM — IUIOXOM... POTO BBILI-
JIO OUEHb TJIOXOE, HO CYTh BCE XK€ BhIIILIA
HAaCTOJBKO, YTO MOXHO OBbUIO BOCITOJIb-
30BaThCsl — 3TO YK€ cuacThbe... Yero ke
eme uckarb? Peanusm — mosyduThb Tpe-
Oyemblii cHUMOK!!! XOTs 1 TUIOXOI U He-
sicHbli... Ho Beab cyTh mopora: Beab 3TO
seronuch!.. Hukakue nckanus He 3ame-
HST TaKOro Martepuaia, v s OJarogapro
Bora 3a aTo cyactbe!!!»*.

dotorpadus chirpaia TparudecKyio
poJib B cynboe xynmoxxkHuka K. 5. Kpbrkuii-
koro. OKaszanoch, 4To JIJIs1 CBOE KapTH-
Hbl «[ToBesuio BecHoro» (1910, XapbKoB-
CKMI roCy1apCTBEHHbIN My3eit U300pa3u-
TEJbHBIX UCKYCCTB) OH BOCITOJIb30BaJICS

7 ur. no: Kpamckou Y.H. BeictaBka npoussefienuii k 150-netuto
co aust poxjiennsi. M., 1988. C. 58.

stapnoea TJI. ViBan Kpamckoit. M., 2000. C. 5.

29<I>0Torpa(bul{ecxm7l BecTHUK. 1888. Ne 1. C. 23.

0p B.B. Bocic

C.111.

cblHa XyaoxkHuKa. JI., 1982,

3 W.H Kpamckoii. 1837-1887: BbicTaka npoussesiennii K 150-se-
THIO cO Hst poxpenns / coct. M.H.Cokonos. M., 1988. C. 15.

32]_IMT. no: Kupuaauna E B. O pa6ore UL.E. Penuna ¢ Hatypoii.
Io matepnanam oroapxusa XyaoxkHika // V.E Permn.
K 150-netuio co st poxzaenns. CI16., 1995. C. 102.
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W .E.PEIINH
Topxcecmeennoe
3acedanue
Tocyoapcmeennozo
Cosema 7 masn 1901
200a 8 0eHb
cmoaemHuez0 wouies
co OHsL €20
VUpercoeHus.
1901-1903

XomcT, Maco
dparmeHt

'PM

Ilya REPIN
Ceremonial Session
of the State Council
on 7 May 1901, the
Council’s Centenary
Anniversary
1901-1903

Oil on canvas

Detail

Russian Museum

A Il.hrnatbeB.
PparmenT ororpacun,
cnenannon U.E PermiubiM
BO BpeMsl 3ace/laHus
TocynapcTBenHoro
Cogera. 1901
HayuHo-6ubanorpaduuec-
kuit apxus Poccuiickoi
AK&U]CMVII/I XYIOXECTB

Alexei Ignatiev.
Session of the State
Council. 1901
Photograph by Ilya
Repin. Detail
Archive of the Russian
Academy of Arts

32Cited from: Kirillina, Elena.
On Ilya Repin’s work with
nature. Material from the
artist’s photo-archive. //Ilya
Repin. In Commemoration
of the 150th Anniversary of
His Birth. St Petersburg,
1995.P. 102.

33 Kryzhitsky, Grigory. The
Fate of the Artist. (Remem-
bering Konstantin Kryzhit-
sky). Kiev, 1966. Pp. 62-64.

#3'2010

exploration to replace this sort of materi-
al, and I thank God for this blessing!!!”*
Photography brought about a tragedy
in the life of the artist Konstantin Kryzhit-
sky. It turned out that Kryzhitsky used a still
in his painting called “A Whiff of Spring”.
Another painter, Yakov Brovar, used the
same still in his piece “A View in
Biatowieza Forest”. The resemblance in
both images struck the eye, and a debate in
the newspapers ensued. Kryzhitsky was
accused of plagiarism and, unable to with-
stand the disgrace, killed himself.®
Usually, artists were disinclined to
reveal that they made use of photographs in
the course of their work on paintings, and
even mentions of photography with respect
to their art are hard to find. It became a
matter of general consensus that the
painter disgraced himself when resorting to
photography. And yet photography was a
permanent fixture in artistic activities, and
painters could no longer ignore it. Only
later, in the early 20th century, did artists
come to understand that photography was
not a dull recreation, a spiritless copy of
nature, and — recognizing it as an
autonomous art — started using it in a dif-
ferent fashion. Photographed images were
now subject to more abstract interpreta-
tions; like paintings by Symbolist artists,
they were regarded now as an evocation of
reality, an echo of the stirrings of a soul.
Photography was no longer a “hindrance”
to creative activity, and the “traps of pho-
tography” became a thing of the past.

N.E.PEIIVH +
ITopmpem

Al Hznamovesa. 1902
DTHOJ 171s1 KAPTHUHBI
«TopxkecTBeHHOE
3acefianue Tocypap-
ctBeHHoro CoBera

7 mast 1901 ropa B ieHb
CTOJIETHETO FOOUIIESI CO
JIHSI €T0 YUPEXKICHNUS»
1901-1903

XoncT, Macyo

89 x 62,5

I'PM

Ilya REPIN +
Portrait of Alexei
Ignatyev. 1902
Study for the painting
Ceremonial Session
of the State Council
on 7 May 1901, the
Council’s Centenary
Anniversary
1901-1903

Oil on canvas

89 x 62.5 cm

Russian Museum

TOM Xe oTorpacdueii, UTo U KUBOITUCEL]
A.1.Bposap misa pabotsl «Bun B beno-
BEeXXCKOU Tymie» (u3 cepuu «bemoBex-
ckast myma», 1906—1908). CoBnaneHue
MOJYYUIOCH HACTOJIBKO OUEBUIHBIM, UTO
3aBsizajlach TazeTHas TmojemMuka. Kpbi-
KUMKW ObLT OOBMHEH B IIarvaTe, He BbI-
JieprKaJl Mo30pa ¥ MOKOHYMII ¢ CO00i™.

Kak mpaBuio, XymoxXHUKU HE MpU-
3HABAJIMCh B UCITOJIB30BaHUU (DOTOCHUM-
KOB ISl CO3IaHUsI KapTHH, YpE3BbIUAHO
PENKO MOXKHO OOHAPYKUTh axke YITOMHU-
HaHue o dororpaduy B OTHOLICHUU WX
TBopuecTBa. To, UTO XXUBOMUCILY CTHITHO
npuberath K rmomoiu ¢ororpaduu cra-
J10 001mM MectoM. [Ipu aTOM OHa ObLia
TMOCTOSHHOW YYaCTHULICH XYIOXECTBEH-
HOTO TIpoliecca U yKe HEBO3MOXKHO ObLIO
He NIPUHUMATh ee BO BHUMaHue. ToJabKo
CO BpeMeHeM, K Havyay XX Beka, B poTo-
rpaduM MepecTajv BUIETh JHUIIb CYXYIO
¢uKcalyoo TPUPOAbI, MEPTBYIO KOIHUIO
Hatyphsl. Ee mpu3Hamm caMocTosITeTbHBIM
HMCKYCCTBOM, U MCTIOJIb30BaHNE KMBOITHC-
1HaMu (POTOCHUMKOB CTaJl0 HOCUTh MHOM
xapaktep. PoTonszobpaxkeHre BOCIIPUHI-
MaJIOCh OTHBIHE 00Jiee OTBJICUEHHO, OHO,
Kak M KMBOMUCH CUMBOJIMCTOB, BUJC-
JIOCh JIMIITb HAMEKOM Ha pPealbHOCTh, OT-
TOJIOCKOM JBVKeHU gy, dotorpadust
repecraja «MelaTb» TBOPYECTBY, a «(ho-
Torpadpvyeckre JOBYIIKU» OCTaIuCh B
MPOIILIOM.

3 Kpuvieuyruii I'K. Cynpda
XYOKHIKa (BOCTIOMUHAHUSI
o K. Kpbrkuikom). Kues,
1966. C. 62-64.

4 Kyxapxa 6 nose

yapesnvt Cogou
Ausexceesibl
dororpadust
N.E.Penuna

Koner, 1870-x
HayuHo-6ubnmorpadu-
yeckuii apxus Poccuiickoit
aKaJIeMUU XyT10XECTB

A cook posing

for princess Sofia
Alexeevna.

End of 1870s

Photo by Ilya Repin
Archive of the Russian
Academy of Arts

N E .Penun
Lapeena

Coghvs Anekceesna
uepes 200 nocae
3aKAOUeHUs ee

6 Hosooesuuvem
MOHAcmuipe, 80 8pemsa
Ka3HU CMpeaby08
U NbIMKU 8Celi

ee npucayeu. 1879
XoncT, Macao
2045 x 147,7
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Ilya REPIN

Princess Sofya
Alexeyevna After

a Year of Imprisonment
in the New Maiden’s
Convent, at the Moment
When the “Streltsy”
(Shooters) were
Executed and Her
Servants Tortured in
1698. 1879

Oil on canvas

204.5 x 147.7 cm
Tretyakov Gallery
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