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MHOI'OJINKINT]
AIBA3OBCRKUIT

JlopmMmuna MapkuHa

KRak 1 nojoskeHo BeJIMKOMY MapUHUCTY, OCTaBUBIIIEMY OIPOMHOE XY/I0:keCTBEHHOoe
HacJ/ieaue, ero MKRoHorpa(usa Taks:ke BecbMa o01mpHa. [lo RojimyecTBy 1 pa3HoOOpa-
3110 u3oopaskenuii ¢ MiBanom KoHcTaHTMHOBUYEM AMBA30BCKUM MOKET CPAaBHUTh-
¢, noskaayi, ToibRo VM.E. PeruH. 3a ¢BOIO JOITYI0 TBOPUYECKYIO sKU3Hb ANBA30BCRUM,
VIMEBILIMIA JOCTAaTOYHbINI OIBIT IOPTPEeTUCTAa, UCIIOJHWI OKOJIO eCATKa aBToroprpe-
TOB. COOpaThA 110 }KUMBOIMMCHOMY LIEXY TaK:Kke OCTAaBWIN rajepelo ero o0pasosB: APy 3bsi
no Arkagemum xygoskects B.U. LltepuOoepr u M. CkoTTH, cTapiime cOBpeMeHHUKU
- arageMurk A.B. TeipaHOB 1 <rIaTpyapX MOCKOBCKO# HIKOJIbI skuBorcu» B.A. Tpornum-
HUH!, ujeosor nepeaBu;KHUKOB VLH. KpaMckoii u anoJiorer ca/JJOHHOIo MCKYyCCTBa
K.E. MaroBckmii. CoxpaHU/IMChb MpaMOPHbIe 0I0CTbI MOJIOA0I0 AIBAa30BCKOI0O padO0ThI
A.H. bejisieBa 1 Ha CRJI0OHe JiIeT — CRyJbIITopa JLA. bepHiuTama. Ilocjie eMepTn Xya0:K-
HuUKa B ®eogocun ObL1 OTJIUT OPOH30BBIN NaMATHUK 110 npoekTy .M. I'mauoypra. On-
HaRKO 00pa3 ABa30BCKOIO B M300Pa3uUTEIbHOM UCKYCCTBE /10 CUX I10p He MoaBepraJi-
cA crielaJabHOMY Ucc/ieJoBaHnIo. Rakum Bujes1 cedd AMBa3OBCKUIT M KAKUM OH XOTeJl
OCTATHCA /I IOTOMKOB? A KAk ero BOCIpUHUMAJIN OKPY:Kalle coppeMeHHUKN? Ha
9THU BOIIPOCHI IBITACTCA OTBETUTH aBTOP ITOM ITy OJIMKALIAN.

Hoprper ¢ cekperom

[lepBBI KMBOIMCHBIN TOPTPeT ANBa30BCKOIO, YKpaIlalolIuil <« AB.THIPAHOB L BA Tponuunu. [loprper
. . IopTper K. AitBazoBckoro. 1853.
3a/lbl TIOCTOSIHHOM ®KCro3uuuu TpeTbsKOBCKOM rasieped, ObLI pIp
9 NK. AiiBazoBckoro. 1841 Xonert, macyio 77 x 62,5. KA.
HanucaH B 1841 romy A.B. TeipaHoBbiM B Pume® [IBafilaTUYe-  yoicr macio. 72 x 542 Bocrnponseser: Amuun-
TBIpEXJIETHUN BBIITyCKHUK VIMIiepatopckonl AkamemMuu Xy[o- I'Tr ;"aﬂAvnBa&“?;‘?OAgﬂ;ggB”"
OIMUHUH. M., .C. .
’KeCTB HaxoOuJicsA B Te rofsl B MlTanuu 0iis coBeplIeHCTBOBAHUA « ALEXEI TYRANOV P

. B ; 2. ABT R
mactepcTia®. Mosofioii ctaxep us [letepbypra B KparTuaiimmii ~ Portraitoflvan DiPario. - lopTP

i K. AitBazoBckoro. 1841. Cre-

o Aivazovsky. 1841
CPOK CHHUCKaJI 3[]leCh OTPOMHYIO cJlaBY. ThIpaHOB BEIOPAT ITOSAICHON (i) on canvas. 72 x 54.2 em BA BHU3Y MOAMHC-MOHOIPaM-
cpes dburypsl, n3obpasusi ANBazOBCKOrO Ha HelTpaabHOM (oHe. Tretyakov Gallery Ma: AT 1 Hajnueh: 6 Puas. 1841

TTopmpem M K.Atisazosckoz (0)

[TopTpeTucT GiiecTsIe CIIPABUIICS CO CIIOMKHBIM PaKypPCOM B T10- nucanmi Toparossis,
cTaHOBKe (pUTyphl MOfen. Ba)KHBIN aKIIEHT [1eJIaeTCst Ha pyKe Xozner, Macio. 72 x 54,2. T'TL.
xynoHuKa. KpacuBast 1 BeIpasuTesibHast KUCTh C TOHKUMU HEPB- 3. Mapxuna JILA. AitBasoBckuit
HBIMU TAJIbL[AMU TIIATENbLHO BbilcaHa. KuBommcHoe pelieHue B Vtamn (1840-1843) //

<<6 N 6 TpetrpsaroBckue utenns, 2015.
[IaHO B «OPIOJIJIOBCKOM yXe N3BICKAaHHOE YepHO-beJioe coyeTa Marepuaist HayuHoi KokHde-

HHE KPpaCoOK B oleK 1€ 1, KaK KaMePTOH, KpaCHbIﬁ IIEMHBIN I1JIaTOK. penuuu. M., 2016. C. 79-91.



MMU.CKOTTHU

Y nane1 Pumckoro. 1843-1844
Bymara, akBapeib,

rajoBble yepHuia 31,5 x 28,4
I'Tr

MIKHAIL SCOTTI
Visit to the Pope. 1843-1844

Watercolour, iron gall ink on paper

3L5x28.4 cm
Tretyakov Gallery

4. [lozoduna A.A.B.W. Tpuro-

posu4 B Pume B 1842 ronty.
K ncropun pumckoii pycckoit

KOJIOHWUU Xy[JOKHUKOB //
TpeThAKOBCKME UTEHUS,

2012. MaTepuasbl 0OT4eTHOI

HayYHON KOH(MEPEHLINN.
M., 2013.C. 86.

5. Tam sxe. C. 84.

6.  PI'MA.®.1086.0m.1,
En. xp. 117.J1.6-7.
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Komy mpuHanexana umes HamucaTb MOPTPeT MOJIOLOTO AMBa3OBCKOIO?
He uckiioueno, 4To MHMLIMATHBA UCXOAMA OT ThIpaHOBA, KOTOPEIIT OXOTHO ITHCAT
nsobpaskeHus cBoux ToBapuileil. TamaHTINBBINA caMOPOOK M3 ropoaka bexerika
Teepcrkoii rybepuun, yuenuk A.l. Beneunanosa u K.I1. Bprosiosa, Anekceit Tripa-
HOB B 1839 rogy ynocTtousicst 3BaHus akafgeMuka. 3a cuet Kabunera Ero MMmnepa-
TOpCKOro BenmuecTBa OH IPOJOKIUJI COBEPILIEHCTBOBATh MacTepcTBO B MTanum.
B Pume xymosxHuK nposkuad o aapecy Via della Croce «y 6parses Llnuiabman».
Kak BcnoMnHamu coBpeMeHHUKY, II0MacThb Tya MOKHO ObLI0, IpeoposieB 125 cTy-
neHek. OnHako MoJsiofoMy ANBa30BCKOMY, IIPUXOOUBIIEMY ITO3UPOBAaTh, 3TO He
cocTaBisiiio ocoboro Tpyna. Jlerom 1842 roma moprper AlBa30BCKOTO ellle HaXo-
OWJICS B PUMCKOM MacTepCKoi TblpaHOBa, Ifie ero Bujes KoHQepeHII-ceKpeTaphb
Axanemuun BU. ['puroposuu. Cpenu nosoteHn Ha Oubsieiickue TeMbl OH OTMETUJI
MopTpeTHI «rocrioauHa AriBazoBckoro, H.II. borkuna, kusarunu ['arapunoii», a Tak-
ske «10 KeHCKUX MOPTPETOB, TPU NMopTpeTa ToBapullei»*. OceHblo TOro ke roaa
B [leTepOypre oTKpbIBasach ouepeHas akageMUYecKasi BbICTaBKa. AIBa30BCKUIN
TOTOBUJICH K Hell 1 [JOJI3KeH ObLI [TOC/IaTh B KAYeCTBE OTYETa HECKOIBKO CBOUX ITPO-
usBenenuit. B panopre CoBery Akanemun oH coobujair: «CBepX TOro, st OChIIA0
IIpY CeM J[JIsi BRICTABKU MOU MOPTPET, NUCcaHHbIi . ThipaHOBBIM»®. Bunnumo, ynad-
HBIT opTpeT KucTu ThipaHoBa NnoHpaBuiics ABa3OBCKOMY, I OH XOTeJI, YTOObBI
netepbyprckas rnybinka cocTaBusia MpeacTaB/ieHre He TOIbKO O ero INOJIOTHAaX,
HO U 0 HeM caMoM. B Hosibpe 1842 roga M.K. AfiBa3oBCKui o1y Ynii IIMChbMO OT U3-
BECTHOTO KoJIeKI[noHepa U MelleHaTa A.P. TomnioBa ¢ BOCTOp;KeHHBIM OT3bIBOM:
«CnaBHo, mobesHennmi Visan Koncr[anTrHoBud|! YBuges npuBe3eHHble KAPTUHEI
BMecCTe C TIOPTPeTOM TBOUM M KapTUHaMU YepHel0BbIX M HEKOTOPBIX APYTUX: Ypa,
ArmiBazoBckuit! Ypa, muieiii ViBan Koncrantunosuu»® CBumertenbctBo Tomuiiosa
noATBeprKIaeT (PaKT 3KCIIOHMPOBaHUA NopTpeTa AfBa30BCKOro KUCTH ThipaHoBa
Ha OCeHHell akageMudecKol BeicTaBke 1842 roma B [leTepOypre.
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OTOT NOPTPET, FTApMOHUYHO COYeTaloIMI IPOHNKHOBEHHOCTb 00pa3Hoit Xa-
PaKTEePUCTUKU U BUPTYO3HOCTD UCTo/iHeHus1, B 1875 rony npruobperten [1.M. Tpetsbs-
KOBBbIM. BriocsieficTBun 910 M3006pakeHne CTalo CaMbIM U3BECTHBIM: OHO BOCIIPO-
M3BOAMJIOCH B SHIUKJIONEOUAX U CIOBapsX, HAYYHO-TIOMYJ/IAPHBIX U3JaHUAX U Ha
MOYTOBBIX Mapkax. Kasanocs, UTo B 9TOM XpeCcTOMaTUIHOM ITOpTpeTe HeT HUYEero
HeoObIYHOTO. Pa3Be uTo AliBa3oBCKMIT BBIIVIsIE cTapile cBoux jeT. OqHaKo rpu
rcciiegoBaHuu xosicta B 2002 rogy oOHapy»KUI0Ch, YTO NIOPTPET [TOABEPrasICs ce-
pbe3HbIM NepernuckaM’. Ha peHTreHorpaMMe OTYeT/INBO BBIPHCOBBIBAIOTCS OPUTHIN
11o100POIOK U INIa/IKUeE IIEKH, U3MEHEH XapaKTep NPUYECKU: BMECTO BBICOKOTO 3a-
YJeca - [JIa[IKasi BOJIHA YJIOKEHHBIX U IPUTIaKeHHBIX Bostoc. CTIpaBa XOPOILIO BUHEI
KOKETJIMBBII 3aBUTOK U OTKPBITOE YX0. B MUKPOCKOII ¢ O0JBIINM yBeIMYeHUEM BU/I-
HBI Ccefible BOJIOCKM B I'yCTOl UyepHOit bopope. VTak, nepBoHavyaibHO OOIUK XyHOMK-
HUKa ObLJI MOJIOKe U CKpOMHee. Hallmich n3aMeHeHUs U B APYTUX YacTsAX KOMITO3H-
LIAML: [TepeMrCcaHbl IpaBoe IJIeY0 U pyKa, a ITOANNICH ¥ Ha[AIIHCh BBITTOIHEHHI B pa3HOe
Bpems. KTo 1 korma Mor nepenucarts opTpeT?

CoxpaHnnmch IPOTHBOpeYNBble BocIloMUHaHuA godepu [LM. TpeTbsakoBa
Bepsi [1aBrnoBHbL «[loMHIO ero pacckas, Kak OH KyIUJI aBTOITOPTPeT AHBa30BCKO-
ro, ¢ cefibIMu Hakamuy, Bo ppake, c JeHTaMu U opaeHamu. [ laBes MuxaitioBuy, npu-
3HaBasi TaJaHT ANBa30BCKOro, He 00U ero “4nHOBHUYbEN IMCUXOJOTUH U, CO
cBolcTBeHHBbIM [laBny MuxaisoBudy HIOXOM, [IOUYBCTBOBAJ B ITIOPTpPeTe UTO-TO
nogospuTesbHoe. OH CcTajl CMBIBAaTh OAMH CJIOI 32 APYTUM; M BOT HA4aJlo CKBO3UTh
YTO-TO KOPUYHEBOE, B CepeINHe UTO-TO KPaCHOBATOE, IO CeJbIMU BOJIOCAMH 1051
BUJIKCh YePHBI€E; U BCKOpE Npe/icTall [lepe[ I7la3aMu MoJ1o/10M AifBa3oBCKUIL, B 6ap-
XaTHOM jKaKeTe, B KpaCHOM TrajICTyKe, a B yIJIy ITopTpeTa noamnuce: “Isipanos”. Ha
Ipyroe yTpo I103BaJl HAC OTell, Mexkay “ypokamu’, k cebe B kKabuHeT, 4TO0O IOKa-
3aTh 9TO “OTKpbITHE”: "ABAa30BCKUI MEHSI 33 3TO He «robmaronaput»”. U kaxkercs,
u He “nobmarogapui’. OHU C OTLIOM HAIIKUM [OJIrO He BUAAJUCh. MHOTO ClIy4asioch

MMU. CKOTTU

AiiBasoBckmii B Benenum. 1842
Bymara, uTanpsHCKUI KapaHaIn
r'Tr

MIKHAIL SCOTTI
Aivazovsky in Venice. 1842
Italian pencil on paper
Tretyakov Gallery

7 B karasore cobpanust 3a-
(brKCHPOBaHO, YTO «HAIIUCDH
HaHeceHa I103/Hee, [I0BepPX
KPaCOYHOTIO CJI0s, baKeH-
6ap/ibl TAK7Ke HAIICaHbI
3HauMTe/IbHO No3aHee. M To
M [IpyTroe, BePOATHO, CeTaHO
camuMm UK. AiiBazoBckum» //
['TT. Karasor cobpanusi.
JKuBonmch nepBoii MoNIOBUHBI
XIX Beka. T. 3. M., 2005.
C.305.



A.B. TBIPAHOB
IopTper

N.K. AiiBasoBckoro. 1841
PEHTFeHOFpaMMa

ALEXEI TYRANOV
Portrait of Ivan Aivazovsky. 1841
X-ray photograph

8. 3usomu B.I1.B nome TpeTpa-
koBa. M., 1992. C.95-96.

9. [lepenncka M.H. Kpamckoro.
M., 1953.C. 364.

10. TloprpeTHas ranepes «u,
noporux Hatmu» [LM. Tpetba-
koBa. M., 2014. C. 66-67.

11 [NaBen u Cepreii TpeThbAKOBEI
HKnsup. Konnexuns. Myseit.
M., 2006. C.196.
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HeOoOBbIYalHBIX CIOPIIPU30B B pecTaBpallMOHHON
pabore [laBna MuxaitioBuya. MHororo s yxe u
BCIIOMHUTB He MOT'y»8.

Ho TpeTbskoB HuKOTma He IOKyMaja aBTO-
ropTpeTa MapHUHUCTA, a BOT MCTOPHUSA MOKYIIKU
paborsl ThipaHoBa qocTaTOYHO M3BeCcTHA. B feka-
6pe 1875 roma B AkameMun XyoosKeCTB OTKPbLIACh
NepcoHabHasA BEICTaBKa AIBa30BCKOI0, IMeBIIas
Gosbioil ycrex. Ha Hell, Mo-BUOAMMOMY, 3KCIIO-
HUPOBAaJICSl U TBIPAHOBCKUI MOPTPET. 2 nekabps
NBan KoucrantuHosnu nucan [ILM. TpetssikoBy:
«Bbl, BeposiTHO, puenete B [leTepbypr, Torna s u
nepenam Bam cBoii noptper»’. O4eBUIHO, YTO peyb
11712 o npousBeneHun TeipaHosa. [TaBen Muxaiino-
BMY 3aJlymMasl CO3[aTh BHYTPM CBOero cobpaHus
HallOHA/IbHYIO TIOPTPeTHYIo rajepero. [1pu satom
OH pPyKOBOZCTBOBAJICS ABYMsI IIPUHIUIIAMU — UCTO-
pUYeCKOH poJibio N300paskeHHOT'O JIULIA U XY /10Ke-
CTBEHHOI1 LIeHHOCTbIO ITpon3BeeHus'. TpeThsaKoB
[0 IMpaBy Tropau/ics u3obpaskeHHeM 3HaMeHU-
TOrO MapHHICTA, KOTOPBIM OH Bjafes. B muceme
N.E. Pertuny ot 22 nexabps 1884 roma on mucas:
«TbIpaHOB OTIMYHO MpeACTaBlIeH IOPTpeToM AH-
BasoBcKkoro»'. BoaMoskHo, npu npopake noprpe-
Ta B ['anepero yepes 34 ropa rocsie ero Hamnuca-
HUs1 AIIBa30BCKHMH 3aXOTesl HECKOJIbKO U3MEeHUTh
CBOIO BHEIIHOCTb B COOTBETCTBUM C BO3PacTOM
1 JOCTUTHYTHIM CcTaTycoM. Tak IOSBUJINCDH cefible
b6akeHbapabl, Gpak U Harpamibl, KOTOpPbIE SIKOOBI
nomHuia BIL 3unotu u koTopele, 110 ee MHEHMIO,
«cMbL» Ipu pecTtaBpauuu [ L.M. TpeTbskos.

<baJroBcrBo Ha b6ymare»

Taxk, Bocrionbp3oBaBUIMCh clIpaBelnBbeIM onpepenenueM A.H. benya, MoxHO Ha-
3BaTh anbboM «PrucyHku pycckux xynoskHukoB B Pume» (1843, ['TT). [linon kosek-
TuBHOrO TBOpYecTBa (apxurtekropa HJL Benya, xynoskuukos B.J. Illtepubepra
u M.W. Ckortu) 6611 onueced [1.A. KpuBi1ioBy, HauaibHUKY Ha[ PYCCKUMU XYIOK-
Hukamu B PuMe, r1o ciydaito ero orbesaa B [letepbypr. [o cBoelt cyTu u cogep:xa-
HUIO 3TO — M30aHEK/OT, CBOEr0 poja KOMUKC (strip cartoon) ux neHCHOHeEPCKOMN
sknsHu B Mrtanuu B 1840-x rogax. B anbbome oTpaskeHbl BaskHble oduUlIMaIbHbIe
cobpiTust: aynueHuus y narnsl Pumckoro ['puropust XVI, moceiiennre BenuKkon KHsi-
ruHell Mapueit HukoslaeBHOIM MMIIPOBU3MPOBAHHOII BEICTaBKU. 3[jeCh HalllJId CBOE
MeCTO ObITOBBIE CLIEHKU U3 UTAJIbSHCKOM KU3HU, UHTEPbEPbI MACTEPCKUX, @ TAKIKE
LIap;KUPOBaHHbIe [IOPTPETHI IlpecTaBUTe/lell pyccKoil kojloHuu. biaronaps npe-
yBeJIMUEeHNI0 UJIM 3a0CTPEHUIO XapaKTepHbIX UYePT BHEIIHOCTU TOBapullleli-IIeH-
CHOHEPOB aBTOPbI JocTUraIM ocoboro komuyeckoro adgderra. HeoxxunganHsle co-
[OCTAaBJIEHUs U yI10100J/IeHNs, [IOHATHBIE MTOCBSLEHHBIM B }KUTENCKIE TOHKOCTH,
IOOIOJIHANMCH AU/IeTaHTCKUMU CTUXaMU, COUMHEeHHBbIMU cKyJ/ibriTopoM H.A. Pamasa-
HOBBIM 1 apxuTekTopoM AVl PesaHoBbIM.

Ha nucrte anbboma «Y manst Pumckoro», Beimonnennom MU, CkoTtu, npen-
cTaBJleHa ClieHKa B BarukaHe, Korga nsTh «u30paHHBIX TBOPLIOB» IPUHUMAIOT
6s1arocnoBeHne noutuduka. Kro e atu cuyactiausubl? [Jonroxurens pyccKkoi
kosionuu yxuponucel Mocud [abepiiertesns, MOPTPETUCT «1LJapCTBa [TOJBCKOT0»
KcaBepuit Kanesckuii, apxutektop Anekcanap Kyannos u VBan YepHuk, ctu-
nenauat YepHOMOPCKOTO Ka3aybero BolicKa. Y MarcKoro TpoHa usobpaskeH VBax
AlIBa30BCKUI, YKa3yIOIIMII Ha [TOJIOTHO B POCKOIIHOM pe3HOl pame, CToslllee Ha
Mosebepre, - aTo «CoTBopeHue mupa. Xaoc». Pabora cpasy coemnana AiBasos-
cKkoro 3HaMeHUTHIM. O CylleCTBOBaHMU HEOOBIYHOIO IPOU3BEEHNS, T XY 10K-
HUK-POMaHTHK I10Ka3aJ/l COObITHS BCEJIEHCKOro MacuITaba, oJI0Ku/Iu 1are Pum-
ckomy. OH nokesiai yBunaets paboty. [IpousBenenne nocraBuiu B Batukas, roe
noHTUQUK Aajl eMy BBICOKYIO OLIEHKY U 3aX0TeJl IPUobpecTH [1Jis CBOEl KOJIIEK-
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nuy. AMBa30BCKUN OTKasajicd B3ATb
IeHbI'Y, TOr7a B 3HaK ocoboro 6saro-
BoneHuss [puropuit XVI noskamnoan
’KUBOIMCILY 307I0TYI0 Menans. [ IpuBeT-
CTBYy#I 10 9TOoMY rtoBoay npyra, H.B. ['o-
roJib COYMHUI KayaMmOyp: «[ Ipuiesn b1,
MaJleHbKUI 4YelloBeK, ¢ bepero Hebl
B PuMm u cpasy nonusan “Xaoc” B Batu-
KaHe»'%

Ha kapukaType BHeLIHUI 00IMK
AIBa30BCKOro C YepHOW OOpomKoii
M TIagKUMHM BOJIOCAMM, 3adecaHHbI-
MU Ha 1Ipo6op, UMeEeT SIBHOE CXOLCTBO
c opTpeTtoM KucTu Tripanosa. OgHako
ecly TOT CO3[all >KUBOIMCHBIN MaHe-
TUPUK «BOCXO[sIlel» 3Be3le PyCCKO-
ro Omumna, To CKOTTH - UPOHUYHBIN
mrap:k. KoJjleHoINpeK/IOHeHHasi 11033,
1o1060CTpacTHOE BbIpa)KeHUe JIMLA —
BCe TroBOPUT 00O AIBa30BCKOM Kak
0 YeJIOBEKE, «UeCTOJI00NEM TOMUMOM,
CJIaBBI Ka’KA0I0 MyTHMOM». l[lnomoBu-
TOCTb ANBa30BCKOI'O U HEOOBIKHOBEH-
Hasi CKOPOCTb ero paboThl 3aCTaBJIsAIN
peBHOBaTh MHOTUX UJIEHOB pPYCCKOM
kosionuu B Pume. Tak, B cBoux «3anu-
ckax» Opatbs ['[. u HI. YepHeroser
BBIHOCUJIN TOpHIIaHNe ABa30BCKOMY
3a BBICOKOMepHe, caMopeK/IaMy U Ha-
nopuctocTs. [lpaBaa, mocse BcTpeun
XyooKHUKOB Bo (DjiopeHLNN B KOHIle
KOHLIOB «HaCTYIMJ/IO UX IepeMupue»’.
AIBa30BCKOMY [aske HAIIJIOCh MECTO
B IpyIIIOBOM MopTpeTe «Pycckue xy-
nokHrku Ha ®opo Pomano» (1842, HatimonaibHBIN XymOKeC TBEHHBIN My3elt Pecrry-
6smku benapycs) kuctu ['puropust UepHenosa. [1paBaa, ero maneHbkas gpurypka,
6oponaThiii Mpogu/Ib U IIEro/IbCKOM LHWINH/P €[1Ba Pas/MYuMbl B [NyOUHe cpenu
KJIaCCUYeCKNX KOJIOHH aHTUYHOH ITIOCTPOUKMIL

MMW. CroTTH ocTaBuUJI ellle OANH KOCTIOMHPOBAHHBIN [TOPTPET MapUHUCTA.
B rpacduueckom ansbome (I'TI') Muxauna VBaHoBuua coxpaHU/ICS PUCYHOK Ka-
paH/IaIIoM C aBTOPCKOM HaAMKUChIO: «AliBa3oBCcKuil B Benernuu 1842»". OneTsiii, Kak
BOCTOUHBIH CYJITaH, B 4ajiMe, }KUJIeTKe U albBapax, AIBa30BCKUH BaJIbsKHO pas-
BaJIMJICs B TOHJOMe, MeUTaTeIbHO YCTPEMUB B30P BBBICH. 31eCh MAPHUHIUCT - C KYy-
apsiBoit bopoakoit u ycukamu. biaromapst mucemy VK. AiiBazosckoro B.M. ['puro-
pOBHUUY MOKHO YTOUYHHUTH BpeMsl MCIIOMHEHUs] PUCYHKa. «f y»ke OBa Mecsla Kak
B Beneuny, - numtet mapunuct 8/26 oktsabpst 1842-ro. - [locsie yeTbipex Mecsiiien
BOsKAa OTHBIXAIO B 9TOM THUXOM ropofe. 3neck B Benenuu teneps benya, CkoTTy,
OnuHrep, Inbe»b.

Coxpanunucse u apyrue rpadudeckre nusobpakeHns ANBasoBCKOIO, B TOM
ynciie BelrojiHeHHble B.M. [1ITepHbeprom, cambiM OIM3KUM IPyTOM IOHOCTH Mapu-
HUCTA: HEJaTUPOBAHHBIN PUCYHOK, [TPE/ICTABIIAIINYI ero OPUTHIM, B UCIIAHCKOM
kocTioMe (HaunoHanbHas KapTuHHas rajepess ApMeHun), U akBapeib «ABa3oB-
CKUil B KocTiome Topeanopar (1843, Haunonanbuas kaptuHHas rajiepes Apme-
HUMU), I[e XYJOKHUK u3obpaskeH ¢ bakeHbapaamu. KocTioMupoBaHHbIe TTOPTpe-
ThI, BBIITOJIHEHHbIE [IPY3bsAMU XYOOKHUKA, 3arievdatiiesin obpas MoJIoforo, elle He
«3abpoH30BeBIIEro» ABa30BCKOr0. DTU IIPOU3BENEHUS OTINYAIOTCS OBICTPOTOMN
WICIIOJIHEHUS, C 0JIell MPOHUYM OHU (PUKCUPYIOT BHEIIHOCTh MOJEJ/IN U He IIPpeTeH-
OyIOT Ha obpasHoe ee 00001IeHNe. ABAa30BCKUI JI0OUI U MOHUMAJT LIy TKY, ObLI
NpeKpacHbIM cobecenHukoM. B ogHom us nucem k A.P. ToMniioBy XynoKHUK ITH-
cai o cebe: «.IIpolIy He 3a0bITh CMEIIHOI0 KpbIMYaKa».

B.A. TPOITTHUH

Ioprper UK. AiiBasoBckoro. 1853
Xouet, Maciio 77 x 62,5

OKI'A

VASILY TROPININ

Portrait of Ivan Aivazovsky. 1853
Oil on canvas. 77 x 62.5 cm
Aivazovsky Picture Gallery,
Feodosia

Kysvomun HH. VK. AiiBazoB-
CKUI U ero npoun3BeeHNsd.

CT16.,1901. C. 25.

Tondoeckuti ['H. Xy [oKHUKI
6patbs YepHewosel B tanuu.
Pum. 2003.C. 7

Briepsble ony6simkoBaH

B n3ganun: Mapkuna JLA.
AiliBasoBckuii. MoJiofibie
roapl / Haire nacnenue. 2016.
Ne117. C. 129.

OP I'HB. ®. 124 (Bakcess).
En. xp.57.J1. 3-4.
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N.K. AiiBazoBckuit
c BHyKamu. 1890-e
®ororpadus

Ivan Aivazovsky with his
grandchildren. 1890s
Photograph

16.  PTAJIM. ©.1949.0Om. 2.
En. xp.3.

«Cebs, kak B 3epraJie, g BURY>

BniepBble aBTOMOpPTpeT AliBa3oBCKOro BCTpevaeTcst B akBapenn «[lpencraBnenue
PYCCKOI1 aKCIleanLnn» 13 anbboma Benukoro kKHsast KoncrantuHa HukosnaeBuyal®.,
B pockomHoM 3ane gBopia, M3 OKOH KOTOPOTO BUOHA MaHOpaMa KoHcTaHTHHOTIO-
JIs1, coOpanuch MHOIOUMC/IEHHAs] CBUTA TYPELIKOIO CYJITAHA U JleJIeralrs BeJIUKO-
ro KHA3s. [ maBHbII TepcoHask - KoHcTanTuH HukosaeBuY - CUOUT cileBa B Kpecile,
HaIpOTUB ero — cyjitad Abne Mersut. Uy Th 11001aJ1b OT BEJIMKOI'O KHS351 — POCCUI-
ckutt nnocos BIL TutoB m anmupan O.IL Jlutke. Cpean poccuiickoil meneranuu
MO?KHO OIlpeeuTh AliBazoBcKoro. He Tonbko 6iarogapst Hagnucy BHU3Y, HO U 110
xapakTepHbIM bakeHb6apmam. Hasnauenusiit B 1844 rogy «mmepBbIM JKUBOMUCIIEM
['naBHOrO Mopckoro 1irabar, XyI0KHHUK 10Ty YnJI [IPaBO HOCUTb MyHAUP Mopckoro
MUHHCTepcTBa. B aToMm MyHIupe, ¢ opgeHoM CBATON AHHEI 3-i1 CTelleHU Ha IPyOu
OH INpefCcTaeT 3pUTEIAM.

AkapnemucTt AIBa3OBCKUI ObLJ M3BeCTeH IpeacTaBuTessiM [Joma PomaHOBBIX
OOCTaTOYHO AaBHO. Xy[LOKHUK COIIPOBOsK/a/ IOHOI'0 BeTMKOro KHsA3s1 KoHcTaHTHHA
HukosaeBnua B ero repBoM npakTHdeCcKoM IJIaBaHUM 1o OUHCKOMY 3aJIMBY B JIeT-
Hue MecsLb! 1836 roma. BecHoit 1845 roma o ero skenaHuto kuBornucell [ 1aBHOro
Mopckoro mtaba AliBa3zoBCKHUI ObLI BKIIIOYEH B I1aBaHue K beperam Typiuu, Ma-
Joit Asun 1 octpoBaM ['pedeckoro apxuriesara. HayaqpHUKOM aKCHeAULINK ObLI
HasHaueH angmupasn O.IL Jlutke. Bo BpeMs sToro Mopckoro myreliecTBus AlBa-
30BCKMIT cfenan H6osblIoe KOJNYECTBO PUCYHKOB KapaH/aIlloM, CIIyKUBLIUX eMY
B TeueHHe MHOTHUX JIeT Ba)KHbIM MaTepHasioM I CO3[JaHUsA KapTHUH, KOTOpble OH
BCer/a nucas B MacTepckoil. B anbbome KoHcranTuna HukonaeBruya coxpaHuioch
NSATh CEINH, BBIIIOJHEHHbBIX MaPUHUCTOM B 1845 roay (ABe M3 HUX UMEIOT IOITUCE:
«AriBas Odenan»).

B nauasne 1873-ro Bo ®nopeHuNN COCTOsAIACH BRICTAaBKa KapTHH ANBAa30BCKO-
ro, BbI3BaBIIIas BOCTOPKEHHbIE OT3bIBEI Y 3pUTeNel 1 XyqoskHUKOB. OH cTajl O0HIM
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13 HanboJiee MPU3HAHHBIX BO BCEM MUPE [IpecTa-
BUTeJIell pyCCKOII IIKOJIBI KUBOMNCH. B aToM Ka-
yecTBe ANBA30BCKUIT ObLJI YOIOCTOEH YECTH, BTO-
peiM ntocsie O.A. KunpeHckoro, rpeacTtaBUTh BO
cdbopentuiickoit [anepee Ydbduim aBronoprper.
XynoskHuk Menesnor coobian B Poccuto: «..mpo-
tbeccopa dopenTuiickoil AkageMun coobdbunIn
MBany KoHcTaHTHMHOBHYY, 4TO, O ycTaBaM AKa-
IeMUY, OH, KaK BBICOKOTAJIaHTJINBBIH MHOCTPaH-
HBIM Xy[OKHUK, JO/HKEH HalucaTh CBO IOpTpeT
I711 TIOMellleHUsl B rasnepeio». Korma «ABTomnop-
TpeT» AliBazoBcKoro rnormnai B Y¢uiy, TouHO He-
M3BeCTHO. Buaumo, oH 6611 IproOpeTeH B IIEPUO/,
6JIM3KMIT JaTe CO3[1aHNsA, YKa3aHHOM CaMUM aBToO-
pom'”.

He6oubI110#1 MOrpyAHBIA aBTONOPTPET MJIs
[anepen Yo duuu nopaskaet akcnpeccueir. DTomy
BIIEYAT/IEHUIO CIIOCOOCTBYIOT TOYHO Hali/1eHHbII
pasBOpOT TOJIOBHI U Tejla, YCTPEMJIEHHBIN BIaJlb
MeuTaTe/bHbI B3IJIsA/I, IPO30Boe HeOO B KaueCcTBe
¢ona. [lepen 3purenem — cTpacTHBIIL, poMaHTHYe-
CKMI 00pa3 yKUBOIUCLIA.

ABTOIIOPTpeTHl, HCIIOJMHEHHble ANBa30B-
CKUM Ha CKJIOHe JIeT, MOKHO II0 IIpaBy OTHECTH
K IapagHbM. OTo OoJibllie 10 pa3Mmepy usobpa-
’KeHMs B POCT. AIIBa30BCKMII CTaJl yCIIeIIHbIM XY-
IO’KHUKOM, OB YOOCTOEH IpU3HaHUSA MHOTUX
eBpOIelICKUX aKafJeMUH, HarpakgeH POCCUNCKU-
MU ¥ UHOCTPAHHBIMU OpfeHaMH, TI03TOMY OH IIO-
cTapaJlicsi 3alevar/ieTb cebsi /1711 TIOTOMKOB B ca-
MOM BBIMTPBIIIHOM CBeTe, IIpU BceM MNapapge. Ha
ogHoM u3 monoTeH (1892, ®KI'A (Deogocuiickas
KapTuHHas ranepesi umenu VK. AiiBaszoBckoro)
OH — B 0eJIOM agMMPa/ITEICKOM MyHOHpe. DTUM
aBTOINOpTpeToM VBaH KOHCTaHTHHOBUY CIOBHO YBeKOBEUNI HEPA3PBIBHYIO CBS3b
CBOE YKU3HU U TBopYecTBa ¢ BoeHHo-MopckuM ¢uiorom Poccun. Ha 6oree nmosgHem
aBrornoptpere (1898, ®KI'A) oH - B rpaskjaHCKOM MyHIUpe. 3a BbIIAIOIINECS YCIEXU
B KMBONKCHU ABa30BCKUI OblI HArpaskJeH He TOIbKO MHOIOYKMCIIEHHBIMY OpieHa-
MU, HO 1 BBICIINM IPaskJaHCKUM YHHOM JeHCTBUTE/bHOIO TATHOTO COBETHUKA.

OCOOHSIKOM CTOUT KapTuHa «ANBa30BCKUI B Kpyry apy3eir» (1893, OKI'A), roe
JKMBOIKCel] n300pasuil cebsi co CIMHBL, CUIAILIMM 32 CTOJIOM. TeM caMbIM OH Kak
OBl [TO/UEPKHYJI CBOE CKPOMHOE I10JI0KEHNE CPeH «0TLoB ropofa» M®eopgocun. Ha
caMoM [JIelle KMBOIIMCeI] 110 yKa3y nMIlepaTopa Asnekcanapa Il ygoctounscs sBaHus
«[loueTHslit rpaskpganun ropoga Geopocust». JINIoM K 3pUTEIIO CTOSAT BaKHbIE TO-
pO[CKMe MepCOoHBI, cpean HUX — KyTel] ['yctaB AHTOHOBUY [lypaHTe; 3T XymOXK-
HIKa, IIpeABoanTenb ABopssHcTBa Deogocuiickoro yesna Muxausa Xap/iaMIIneBUd
Jlamnicn; npencepatens Geogocuiickoit 3eMckoii ynpassl Antekcannp CTaBpoBUY
I'pammaTukoB. Bce oHn BHUMaIOT ciioBaM AlBa3oBCKOro. Mbl He BUIUM eTo JINILIA,
He CJIBILINM, YTO OH TOBOPUT, HO BEIPAa3WUTeIbHO HANIMCaHHAs CIIMHA XyIOKHIKA TIe-
penaeT aHepru YejoBeKa, CYACTINBO COXPAaHUBIIEro 10 II1yOOKOM cTapocTy sic-
HOCTB YyBCTB U MBIIIIEHUS.

«He nnepenBuzkHUEK, 3ATO MOJABUKHUK...>

Tak, cormacHo nerenpe, xapakTepusoBan MapuHucTa ViBan HukomnaeBnu Kpawm-
ckoil. BripoueM, Kk TakoMy 3akJIIOUeHHUIO MIeosior M opraHusaTop ToBapuiecTBa
MepeABMKHBIX BBICTABOK IIpHIIeN He cpa3dy. PomaHTUUeckre «CKa3KU Mops» Al-
Ba30BCKOr'O KasalNCh HaAyMaHHBIMU M HeeCTeCTBEHHBIMHI HOBOMY IIOKOJIEHHIO
PYCCKUX XYyOOKHHMKOB, MPOINOBeOYIOMNX KPUTUYeCKUil peanusMm. [lokasaTeseHn
oT3bIB Kpamckoro B muceMe k [1.M. TpeTbsikoBy B 1875 roay: «..s1 1o Baimeii mpocs-
6e ocmaTpuBaJl BBICTaBKY KapTHH AIBa30BCKOro B AKaJeMnUU U HU OJJHOM U3 HUX
He PeKOMEH[I0BaJI IPUOOPECTb... TAKUX YNUCTHIX U SIPKUX TOHOB, KAK Ha KapTUHAaX

11

VLK. AIBA3OBCKUI
AsTtonopTperT. 1898
XoJict, Maciio

OKI'A

IVAN AIVAZOVSKY
Self-portrait. 1898

Oil on canvas

Aivazovsky Picture Gallery,
Feodosia

17 VLK. AiiBasoBcknii. ABTOIOp-
TpeT. 1874. CripaBa BHU3Y
noanucek u gata: Aiwasowskij
1874. XoncT, maciio.

70,5 x 62,5. Tanepes Y uuy,
®ropennus / BocnomuHaHue
06 Utanun. CBupgeTenbcTBa:
Anpmanax. Beirn. 57. CI16.,
2003.C. 30,156.
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IMpodeccop xunBonucu
N.K. AitBasoBckuii. 1850-e
dotorpadus

Professor of painting
Ivan Aivazovsky. 1850s
Photograph

18.

19.

20.

21

22.

[Nepernncka M.H. Kpamckoro.
M., 1953. C.129-131.

Tam xe. C. 31

V.H. Kpamckoii. [Toprper xy-
noxHuka LK. AiiBazoBckoro.
Xomncet, macno. 93 x 73. CripaBa
nocepennte: Kpamckoii 18(...).
I'PM.

B.B. Cracos. V36paHHble co-
unHenns. T.1. M., 1937.C. 227

N.H. Kpamckoii. [Topper xy-
nokuuka V.K. AiiBazoBckoro.
1881. Xonct, Mmaco. 67 x 64.
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AlBa30BCKOIO, 1 He BUAaJ/l Jaske Ha I0JIKaX MOCKaTe/Ib-
HBIX JaBoK»'®. OpHako rociie ycrnexa KapTuHbl «HepHoe
Mope» KpaMckoil 3aropeJsici UHTEpeCcOM K TBOpPYeCTBY
AlBa3oBCKOro U k HeMy caMmoMy. Lllupoko usBecTHO ero
BbICKa3bIBaHue: «AlBa30BCKUM, KTO ObI M UTO HY TOBOPUJL,
ecTb 3Be3[a [1epBOI BeJIMUYMHbI BO BCSIKOM Clly4dae, U He
TOJIBKO y HAaC, @ B UCTOPUHU UCKYCCTBA BOOOIIe»Y.

Kak BblcOKO cTaBUl MCKyccTBO AIBa3sOBCKOIO
KpaMcKoii, MOKHO CyUTb He TOJIbKO I10 €TI0 BbICKa3bIBa-
HUSIM, HO U 110 u3obpaskeHusm Mapunucra. Kucru Kpam-
CKOro NpUHaJIekaT LeJjIblX TpU NopTpeTa AiIBa30BCKO-
ro. [IpousBenenue us Pycckoro Mysess He JaTHPOBAHO,
OJHAKO OHO oTHocuTcs K Hauvaay 1880-x romos, korma
AIBa30BCKMI HaXO[WJICH Ha I[MKe CJaBbl, ObLI IOJIOH
SKM3HEeHHBIX cuil 1 aHeprun®. OH npecTasieH ¢ aTpudy-
TaMU Xy[OKHHKA — B pyKax KapaHaaml 1 nanka. OgHako
SKMBOIIMcCeL] ofleT, Kak apucTokpart. Ha HeM ajieraHTHBbIN
YepHBII KOCTIOM U OejocHe)kHasi pybOallka, IeiHbli
[JIATOK-0aHT, TIIATEebHO pacueCcaHbl U HAlIOMasKeHbI I'y-
cteie 6bakeubapasl. Ocoboe BHUMaHue Kpamckoit yoesnsi-
eT IIPOPUCOBbIBAHMIO AeTallell JiMla, TofYepKUBaeT ero
NpaBUJ/IbHbIE, U3SIIHbIe YePTbl, YMHBII B3I/IAL U SICHbIE
TeMHble Ij1aza. [JOMOJIHAIT XapaKTepUCTUKY UPOHUY-
Has yJiplOKa U B3rJIsA/ Kak Obl cBbicOKa. Bece aTo roBopur
0 TOM, UTO AINBAa30BCKUH 3aHAJ oIlpelde/leHHOe MeCTO
B POCCHUICKOM 0b1iecTBe.

KpaMckoii He citydaiiHo nbiTancs ndobpasuts ArliBa-
30BCKOr'0 3a paboToil. JlerkocTs, ¢ KOTOPON MapUHUCT M-
caJjl CBOM ITIOJIOTHA, YacTO BOCIPUHMMAJIaCb COBPeMEeHHU-
KaMH KaK Hecepbe3Hoe OTHOLIeHUe K TBOPUeCKOMY TPYAY.
«KTo nuuleT OByxX4dacoBble KAPTUHBI, — BOCK/IMLA] KPUTUK
B.B. Cracos, - To po cebst iep»Ku 3TOT HECUACTHBII CEKPET,
He BBIBO/IM €r'0 Hapy»Ky, a 0CODeHHO He pasobiiavaii ero re-
pel yJalleiicsl MOJIOeblo, He yUU ee JIETKOMBICJIMIO U Ma-
IIMHHBIM NIPUBbIYKaM»*. CTacoOB He MOT He UyBCTBOBATb [TOKOPSIOLIEN CUJIbI JapoBa-
Husl ANBa30BCKOI'0, HO BMECTE C TeM Kak Obl B oIpaBAaHKe 3Tol «c/1aboCcTi» 0OBIYHO
nrca’jl o HeM Kak 0 Xy[JOKHUKe, y KOTOPOro BCe Jlydlllee B [IPOLJIOM, @ B HACTOSALIEeM
W/ NIOBTOpPEeHMe pa3 HalijeHHoro, uiau ynanok. Il Bce e kputuka Cracosa u Kpam-
CKOro ObL/Ia KPUTHUKOI APYy3el, KPUTUKOH JIFoIel, [y O0KO JIIOSIINX UCKYCCTBO All-
Ba30BCKOr0, 00JIe3HEHHO BOCIIPMHUMAIOIINX KasKIbli CPbIB B paboTe MacTepa.

«[lopTper xynoskuuka AiiBazoBckoro» (1881, bamkupckuii rocymapcTBeHHbII
XymoKeCTBeHHbIN my3eit umenu M.B. Hecteposa, Yda) - cambrit kB0 u Beipasu-
TesbHbIN. CoBCeM He napafHbliil 110 GopMe, OH Kak HeJslb3sl JIydllle OTBeYaeT 3ajadye
[0Ka3aTh CKPOMHBIH 00/IMK 3HAMEHNTOI'O MapUHHUCTA. 3[1eCh KpaMCKO BbICTYIIaeT
Kak [IyOOKMIT U TOHKMII IICKXosIor, He npuemMiomuil agpdexraunn. ToHKo paspa-
foTaHHas CBeTOTEHb CO3/AET BlleyaT/eHUe JIETKOM, e[jBa YJIIOBUMOI CMEHBI BbIpa-
SKeHU 1ML IopTpeTupyemMoro. KpaMcKoi-IIopTpeTUCT II0Ka3blBaeT BHY TPEHHIOI0
SKM3Hb UejloBeKa.

Ha IX INepensusknoit BoictaBke 1881 roma B [letepbypre Kpamckoit skcrionu-
poBaJl LieJIblil pAll CBOMX IPOU3BeeHUH, Cpelu HUX — ellle OJUH IOSCHO! NopTpeT
K. AiiazoBckoro® (OKI'A). Kpamckoit ynoBum
BO3pacTHble U3MEHEHMsl BO BHELIHOCTU MapUHU-
cra. Ha HeliTpanbHOM (poHe BbiiensieTes Xyola-
BOe€ JIMLIO C JIEFKMMHU MOPLIMHAMU U [I0Ce1eBIINMU
bakenbapgamu. C.H. lNonpamireiin cunrana stor
rnoprper «MajoygadHbiM»: «OcTaBasCb TOHKHUM
MacTepoM B Ilepefaye BHEIIHero IOPTPeTHOrO
cxopcTBa, KpamMcKkoil He JOCTUT TO¥ IVTyOUHBI BbI-
pakeHus1 BHyTPEHHeH CyLIHOCTHU YejloBeKa, CBoe-
obpasus ero xapakrepa, KOTopble ObLIN ITPUCY N
€ro JIy4IlINM [TPOU3BeIeHUsAM»?,

B ukoHorpaduu AiiBazoBckoro ocoboe Mme-
CTO 3aHMMaeT U300pajkeHNe MapUHUCTA, UCIIOJI-

[Noagmnuce: Kpamckoti 1881.
OKI'A (mocTynui 1o 3aBe-
mwanuio VLK. AiiBazoBcKkoro).
W.H. Kpamckoii. [Toptper
xynoxuuka LK. AiiBazoBcko-
ro. 1880-e. XoJicT, Maci1o.

55 x 45. CneBa BBepxy Mof-
nuck: M. Kpamckoti. bamkup-
CKMUI1 roCyapCTBeHHBIN XY-
[10KeCTBEHHbII My3ell UMeH!
M.B. Hecrepoga, Yda.

23.  Toavowmeiin C.H.ViBan Hu-
kostaeBn4 Kpamckoit. Knsub
u TBopuecTBO. M., 1965. C. 204.
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HeHHoe K.E. MakoBckum?:. B 1880-x romax MakoBCKUIT CTa/l MOJHBIM KUBOIUCLIEM
1, Kak ANBa30BCKUH, OOHUM U3 CaMBIX BBICOKOLIEHMMBIX 1 BBICOKOOIIIaUMBAEMBbIX
POCCHICKUX XyNOKHUKOB CBOEro BpeMeHU. BmecTe ¢ TeM 06orM MacTepam gocra-
BaJoCh OT KPUTHKOB-IEMOKPATOB, KOTOpble pacCMaTpUBajIM UX Kak IpefaTesieil
nIeasoB MepelBILKHUKOB. PockolrHas MacTepckasg MakoBckoro Ha [IBopiioBoil
nJIona gy Obl1a Upe3BbIuaiiHoO MOIyJIsipHA CPeU CBETCKOM 1Ty O/IMKY, a MOJIHbIE Hie-
aIM3MpOBaHHbBIE IOPTPETH, IPUYKpallnBaoliie MOfesIb, OYeHb LIeHUINCh. biecTs-
1le nepenaBasi 00CTAaHOBKY, Hapsifibl, JOPOTMe TKAHU U MeXa, XYIOKHUK CcTapascs
MpeCTaBUTh TIOPTPETHPYEMBIX B CAMOM BBIMIPBILIHOM CBETe, COOJII0Iasi IPU 3TOM
TOYHOE CXO[ICTBO, HO He BHUKAs B [ICUXOJIOTMYECKYIO XapaKTepUCTHUKY MO

Kasasnocs 65l «IIeHHUK KPacoThI» HOKeH OblT HanmucaTh 3¢ eKTHBINA 0Opas
«I1eBLja MOPCKUX ITy4nH». MaKOBCKUII e M300pa3uil CBOero pyra co Bceil Jitobo-
BbIO U YBaskeHHeM. ABa30BCKUH MTpeICTaB/IeH B IPOCTOM YEPHOM CIOPTYKe, B TeM-
HOM pybaiiike, 6e3 opaeHoB u Harpap. [lopasuTeseH NpOHUKHOBEHHbBIN B3IV XY-
IOKHUKA-TPyKeHHKa. biincTaTe/bHO }KUBOIIMCHOE NCIIOMHEHNe NTopTpeTa. Jlerkue
IOUHAMHUYHblEe Ma3KU CO3[al0T 0COOYI0 IPOCTPAHCTBEHHYIO Cpey.

V3obpasurenbHas «AliBa3uaHa» Oblia Obl Ja/IeKO HE TOJIHOM, eC/iv ObI MBI He
YIIOMSIHYJIN psifi YHUKaIbHBIX poTorpaduit. B 1887 romy, korma npasnHoBasics 106u-
Jeii skuBonuciia, AiiBazoBckuil rnogapuit roctsaMm (150 repcoH) cBou «KapTOUKMN».
Y6esieHHBIT ceJUHAMU XYI0KHUK CUIUT B CTYOUU [1epell MoJIbOepTOM, B KOTOPBIN
BCTaBJIeHbl MUHHATIOpHBIE MOPCKUe Iefi3aky. HammcanHble MacioM OpUTHHAJIBI
MpaKTUYeCKN He MOBTOPSUINCH U CBUIETENIbCTBOBAJIM O KOJOCCAlIbHOM TBOpUe-
cKkoM noteH1uaje 70-neTHero Mactepa. ABa3oBCKUI cjielal cBoe n3obpaskeHue
He TOJIbKO 3HaKOM CBU[ETEJIbCTBA UCTOPUUYECKOIO COOBITUSA, HO U (POPMOIT Xymo-
’KeCTBeHHO! moAanucu. XUTPOoyMHasi BBIJyMKa XYyOOKHHKA CTaja IIpeKpacHbIM
[IPUMEPOM CaMOpEKJIaMBbl, 8 «CaMOYBEPEHHbIE aBTOIIOPTPEThI», CHAOKeHHbIE aBTO-
rpadoM, — [JOMONHUTENBHBIM UCTOYHUKOM KOJUIEKLIMOHMpOoBaHusl. Heckosbko ak-
3eMILIsIpOB o00HbIX poTorpadnii 3KCIIOHNPYIOTCS Ha BbIcTaBKe «/IBaH AiBa3oB-
ckuii» B TpeThsAKOBCKO1 rajiepee.

"'Hj- f#:é‘:} p-,/;‘/'d‘;—,‘.‘-

VLK. ABA3BOBCKII
IIpeacrasnenue pycckoii
3KCIIeJMIIMH BO IVIaBe C BeJTUKMM
kHA3eM KoncTanTHOM
HuxomnaeBuyem 1 agMupaiom

@ .II. [luTke Typenkomy CyJITaHy.
1845. Bymara, rpadpuTHbII
KapaH[alll, akBapeJib, be/uia
19,1x 30,2

I'Tr

IVAN AIVAZOVSKY

The Presentation of the Russian
Expedition Headed by Grand Duke
Konstantin Nikolayevich and
Admiral Fyodor Litke to the
Turkish Sultan. 1845

Graphite pencil, watercolour,
whitewash on paper.19.1 x 30.2 cm
Tretyakov Gallery

24, K.E.Maxkosckunii. [TopTper
AiiBasosckoro. 1887 Xoucr,
MacJ1o. 63,5 x 54. AcTpaxaH-
CKas KapTUHHasA rajepes
umenu [I.M. [Joraguua.
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THE MANY FACES OF
IVAN AIVAZOVSKY

Lyudmila Markina

A great marine painter who left a vast artistic legacy behind him, Ivan Aivazovsky
was himself often portrayed by his contemporaries, while as a talented portraitist
himself, the artist also created around 10 self-portraits over the course of his long
artistic career. He was painted by a whole host of his fellow artists including friends
from the Academy of Arts such as Vasily Sternberg and Mikhail Scotti; older con-
temporaries such as Academician Alexei Tyranov and the “patriarch” of the Moscow
School of Painting, Vasily Tropinin;' the chief ideologue of the “Peredvizhnik” (Wan-
derers) movement, Ivan Kramskoi; and the “apologist” for salon painting, Konstantin
Makovsky. Two marble busts of Aivazovsky survive, one by Alexander Belyaev, de-
picting the artist as a young man, the other by Léopold Bernhard Bernstamm, cre-
ated in the painter’s old age. After Aivazovsky'’s death, a bronze statue was erected
in Feodosia, designed by the sculptor Ilya Ginzburg. Despite all this, Aivazovsky’s de-
piction in art has never been the subject of significant study. How did the great artist
perceive himself, and how did he wish to be seen by future generations? How, indeed,
was he viewed by his contemporaries?

The Portrait with a Secret

Aivazovsky was first painted in Rome in 1841 by
Alexei Tyranov.2 Now part of the permanent col-
lection of the Tretyakov Gallery, the work shows

L. Vasily Tropinin. Portrait of Ivan K. AIBA3OBCKUI - . . .
; . the painter in a seated pose, his face turned to-
Aivazovsky. 1853. Oil on Canvas. ApTomnoprper. 1892 . .
77 x62.5 cm. Aivazovsky Picture OKTA wards the viewer. We see a black-haired Arme-
Gallery, Feodosia. Reproduced ®parment nian man with a characteristic nose, large ex-

from Amshinskaya, AL “Vasily

Andreyevich Tropinin Moscow, Ivan AIVAZOVSKY - pressive eyes and a dark beard. At that time, the

Self-portrait. 1892

1970.P. 208. A v Bi 24-year-old artist had finished his studies at the
ivazovsky Picture . .

2. Alexei Tyranov. Portrait of Ivan Gallery, Feodosia Imperial Academy of Arts and was in Italy to per-
Aivazovsky. 1841. Bottom-left corner Detail fect his painting.3 The young man from St. Peters-
inscription reads: AT in Rome. 1841. b ickl . d . if . Th
Portrait of Ivan Aivazovsky by urg quickly gained a significant reputation. The
Tyranov. Oil on Canvas. 72 x 54.2 cm. painter is shown seated against a neutral back-
Tretyakov Gallery. ground, his figure depicted from the waist up. The

3. Markina, L.A. Aivazovsky inItaly’ / angle is not a simple one, yet Tyranov executes his

“Tretyakov Readings 2015. Material . ) . .
from the Academic Conference” task perfectly. Aivazovsky's hand is portrayed in

Moscow, 2016. Pp. 79-91. minute detail - the hand of an artist, it is graceful
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NK. AiiBazoBckuii
C nepBoii cynpyroii
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IVAN MAKAROV

Ivan Aivazovsky with his
First Wife, Yulia Graves
‘Watercolour on paper
Russian Museum
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['I. YEPHELIOB

Pycckue xynomHuKmn

Ha ®opo Pomano. 1842

XoJcT, Maciio

HanmonanbHbIM Xy105%eCTBeHHBIN
Myseit Pecriy6nuku Benapycs,
MuHck

O®parmenT. Purypa cripaBa —

N.K. AiiBazoBckuit

GRIGORY CHERNETSOV
The Russian Artists

at the Roman Forum. 1842
Oil on canvas

National Art Museum

of Belarus, Minsk

Detail (Ivan Aivazovsky,
to the right)

I'I.YEPHELIOB -»>

Pycckue xynomHuKI

Ha ®opo Pomano. 1842

XocT, Macyio

HauuonanbHblin Xy[0KeCTBEHHbII
Mmyseit Pecriy6inku Benapycs

GRIGORY CHERNETSOV -
The Russian Artists

at the Roman Forum. 1842
Oil on canvas

National Art Museum

of Belarus, Minsk

and majestic, with slender, sensitive fingers. In its colour scheme, the painting is
reminiscent of Karl Bryullov, with the elegant black-and-white of Aivazovsky’s
costume and the red of his cravat setting the tone.

We do not know at whose instigation this portrait was created. It is not
unlikely that the idea came from Tyranov himself, since he frequently painted
his fellow artists. A naturally talented painter from Bezhetsk in the Tver Prov-
ince, subsequently a pupil of Alexei Venetsianov and Bryullov, in 1839 Tyranov
was made an Academician. Thanks to the Cabinet of His Imperial Highness, he
was able to continue working on his art in Italy. His address in Rome was “at the
Spielman brothers”, Via della Croce. As his contemporaries
noted, his lodgings could only be accessed by climbing 125
steps, a feat which obviously did not discourage the young
Aivazovsky.

In the summer of 1842, the portrait was still in Tyran-
ov’s studio, where it caught the attention of Vasily Grigor-
ovich, Conference Secretary of the St. Petersburg Imperial
Academy of Arts. Whilst visiting Tyranov in Rome, Grigor-
ovich especially noted the painter’s biblical canvases, as well
as the portraits of “Aivazovsky, Nikolai Botkin and the Count-
ess Gagarina”, also “10 women’s portraits and three por-
traits of our friends”” In the autumn, the yearly exhibition
opened at the Academy of Arts: in preparation for that event,
Aivazovsky selected a number of his paintings to send to St.
Petersburg. In his report to the Academy Board, he wrote:

4. Pogodina, A.A. 'Vasily

Grigorovich in Rome in 1842.
On the History of the Russian
Colony of Artists in Rome’ //
“Tretyakov Readings 2012.
Material from the Academic
Conference for Report”.

(1] Moscow, 2013. P. 86.



Investigations and discoveries

“Besides these, I am sending to be shown at the exhibition
the portrait of myself by Tyranov.”

Well-pleased with Tyranov's portrait of him,
Aivazovsky, it seems, wished to use it in order that the public
of St. Petersburg could form an opinion not only of his paint-
ings, but of his person, too. In November 1842, Aivazovsky
received an enthusiastic letter from the well-known art
collector and philanthropist, Alexei Tomilov. “Wonderful,
dear Ivan Konst[antinovich]! [ have seen the paintings, to-
gether with the portrait of you, and the paintings of the
Chernetsovs, and several others: Hurrah, Aivazovsky! Hur-
rah, dear Ivan Konstantinovich!”® Tomilov’s account con-
firms that Tyranov’s portrait of [van Aivazovsky was indeed

B.. IUTEPHBEPT
Xynosxuuku J1.X. ®pukke,
N.K. AiiBasoBckuit

u A.A.IBaHoB

Bymara, kapaHngaru

'PM

VASILY STERNBERG
The Painters Login Frikke,
Ivan Aivazovsky
6. Russian State Historical Archive, and Alexander Ivanov
collection 1086, inventory 1, file Pencil on paper
117, folios 6-7. Russian Museum

5. Ibid, p. 84.
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K. AUBA3OBCKUIA
ApTomnoprper. 1874
XouicT, Macyio
70,5%62,5

Tanepes Y duumy,
®diopeHLNA

IVAN AIVAZOVSKY
Self-portrait. 1874
Oil on canvas
70.5x62.5 cm

Uffizi Gallery,
Florence

O.M.BOJIOTOB

IMopTpeT xynoxHuKka

K. AiiBasoBckoro

(c nankoit). 1876

XoJicT, MacJjio
HayuHo-uccnenoBaTenbcKkuit
My3eii Poccuiickoit Akagemun
XyIOKeCTB, CaHKT*HeTep6yp[‘

DMITRY BOLOTOV
Portrait of the Artist
Ivan Aivazovsky

(with a folder). 1876

Oil on canvas

Museum of the Russian
Academy of Arts,

St. Petersburg
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shown in the autumn exhibition of 1842 at the St. Peters-
burg Imperial Academy of Arts.

Combining a sensitive approach with exemplary
execution, Tyranov’s portrait of Aivazovsky was pur-
chased by Pavel Tretyakov in 1875. Later, the canvas
became the best-known likeness of the great marine
painter, reproduced in dictionaries, encyclopaedias and
academic publications (as well as on stamps). Familiar to
all, the image appeared not to possess any unusual de-
tails, although the artist did perhaps appear somewhat
older than his years.

However, careful study of the canvas in 2002
showed that the portrait had been repeatedly altered.”
X-rays revealed earlier versions with shaved cheeks
and chin, and a different hairstyle: instead of the later
thrown-back look, the artist’s hair had been careful-
ly smoothed down. To the right of his face, a playful
curl revealed Aivazovsky's ear. Looking at the painting
through a powerful microscope, researchers noted grey
hairs in the painter’s thick black beard: the earlier ver-
sion had shown a younger, more modest-looking man.
Other parts of the painting had also been changed: the
right shoulder and arm were different, and the signa-
ture and inscription had been added at different times.
Who could have altered the painting, and at what time?

A somewhat contradictory account is offered by
Vera Ziloti, the daughter of Pavel Tretyakov: “I remem-
ber him telling us how he bought Aivazovsky’s self-por-
trait with greying sideburns, [the artist dressed] in a
coat with ribbons and decorations. Whilst recognizing
Aivazovsky’s talent, Pavel Mikhailovich did not like his
‘official’'s’ mentality. With that sixth sense so typical
of him, Pavel Mikhailovich felt that there was some-
thing suspicious about the painting. He began to wash
away the layers of paint, gradually uncovering some-
thing brown, with some red in the centre. The grey
hair gave way to black, and soon a young Aivazovsky
was revealed, in a velvet jacket with red cravat. In the
corner, the portrait bore the signature ‘Tyranov’. The
following morning, our father called us to his study in
between our lessons, in order to show us his discovery:
‘Aivazovsky will not thank me for this.” And indeed, he
did not thank him. They did not see each other for along
time. Pavel Mikhailovich’s efforts at restoration often
brought extraordinary surprises, many of which I can
no longer even recall.”®

Tretyakov is not known to have purchased a
self-portrait by Aivazovsky. The story of his buying the

7. The catalogue of the collection
notes: “The inscription was added
at a later date on top of the paint,
the sideburns were also painted
significantly later. Both were, most
probably, done by Ivan Aivazovsky
himself.” // “Tretyakov Gallery.
Catalogue of the Collection of
Paintings of the First Half of the
19th Century”. Vol. 3, Moscow,
2005.P. 305.

8. Ziloti, VPP.“In the Home of the
Tretyakovs”. Moscow, 1998. P. 62.
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canvas by Tyranov, however, is well-known. In December 1875, a solo exhibition
of Aivazovsky’s work opened at the Academy of Arts. Tyranov's portrait, it seems,
was part of this extremely successful event. In anticipation of a visit from Pavel
Tretyakov, on December 2 Aivazovsky wrote to the collector: “You will, it seems,
be visiting St. Petersburg, so [ will give you my portrait when you are here.” The
painter was referring to Tyranov’s work. Around that time, Tretyakov had decid-
ed to create a “national” portrait gallery from part of his collection: the two con-
siderations of which he was mindful in this task were the historical role of the
figure portrayed, and the artistic merit of the work.1°

Tretyakov was proud of the likeness of the famous marine painter in his col-
lection. Writing to Ilya Repin on December 22 1884, he noted: “Tyranov is excel-
lently represented with his portrait of Aivazovsky."!It could be that, when selling
the portrait to Tretyakov’s gallery 34 years after its creation, Aivazovsky decided
to “update” his appearance a little, to take account of his current age and status.
He may have added the greying sideburns, coat and awards mentioned by Vera
Ziloti - details which, according to her, Tretyakov then proceeded to “wash away”.

19

B.M. IUTEPHBEPT
AiiBa3oBCKMIi B KOCTIOME
Topeagopa. 1843

Bymara, akBapesb
HanyonanbHas kKapTUHHAA
rajepesi ApMeHUH,

EpeBan

VASILY STERNBERG
Aivazovsky in Toreador
Costume. 1843

Watercolour on paper
National Gallery of Armenia,
Yerevan

0o

“The Correspondence of
Ivan Kramskoi”. Moscow,
1953.P. 364. Hereinafter -
Kramskoi.

“Pavel Tretyakov's Gallery

of Portraits of ‘Figures Dear
to the Nation™. Moscow, 2014.
Pp. 66-67.

“Pavel and Sergei Tretyakov.
Their Life. The Collection.
The Museum”. Moscow, 2006.
P.196.
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Kuzmin, N.N. “Ivan
Aivazovsky and His Works".
Published by F.I. Bulgakov,
St. Petersburg, 1901. P. 25.

Goldovsky, G.N. “The Artist

Brothers Chernetsov in Italy”.

Rome, 2003.P. 7.

First published in Markina,
L.A.‘Aivazovsky. The Years
of His Youth’ // “Nashe
Naslediye” (Our Heritage),
issue 117,2016. P. 129.

Department of Manuscripts,
National Library of Russia.
Collection 124 (Vaksel’s),

file 57 folios 3-4.
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“Tomfoolery on Paper”

Alexandre Benois's description of the album “Drawings of the Russian Artists in
Rome” (1843, Tretyakov Gallery) is characteristic of the critic, and the piece does
indeed merit such an appraisal. Created as a joint effort by the architect Nich-
olas Benois and the artists Vasily Sternberg and Mikhail Scotti, the album was
offered to Pavel Krivtsov, who was in charge of the Russian artists in Rome, on the
occasion of his departure for St. Petersburg. The strip-cartoon documented the
artists’ life in Italy in the 1840s, including a number of key official events such as
an audience with Pope Gregory XVI, and the Grand Duchess Maria Nikolayevna's
visit to their impromptu exhibition.

The album is filled with everyday scenes of Italian life, drawings of the in-
teriors of the artists’ studios and cartoon portraits of the Russian painters them-
selves. Special comic effect was achieved by exaggerating or otherwise stressing
the characteristic features of their fellow artists. Occasionally, unexpected com-
parisons and parallels were made, to be enjoyed by those familiar with the Italian
environment. These were complemented by amateur poetry by the sculptor Nik-
olai Ramazanov and the architect Alexander Rezanov.

The page entitled “Visit to the Pope” by Mikhail Scotti shows a scene at the
Vatican, with five “chosen artists” receiving the Pope’s blessing. Who were these
fortunate five? The painter Josef Haberzettl, one of the longest-standing members
of the Russian artists’ community in Rome; the portraitist Jan Ksawery Kaniew-
ski from the “Kingdom of Poland”; the architect Alexander Kudinov; [van Chernik
from the Black Sea Cossacks; and Ivan Aivazovsky. The marine painter is depicted
standing by the Pope’s throne and pointing at a canvas with a magnificent carved
frame, resting on an easel. “Chaos. Creation of the World” had made Aivazovsky
famous, virtually overnight. The Pope had been told of the existence of this un-
usual work, in which the Russian romantic artist addresses the weighty topic of
the creation, and had evinced the desire to see it. The canvas was duly brought to
the Vatican, and the Pope expressed great satisfaction, desiring to purchase it for
his collection. Aivazovsky refused any payment, prompting the Pontiff to offer
the artist a gold medal as a sign of special favour. Congratulating his friend on this
momentous occasion, Nikolai Gogol came up with a nice wordplay: “You came to
Rome from the shores of the Neva, little man, and immediately brought ‘Chaos’ to
the Vatican.”?

In Scotti’s caricature, Aivazovsky’s black beard and smooth, neatly part-
ed hair recall the portrait by Tyranov. If in that painting, however, Tyranov had
sought to laud the rising Russian star, Scotti's aim was to create a different, dis-
tinctly ironic impression. Aivazovsky’s bent knee and obsequious expression
show him to be a man with “ambitions, sick with desire for fame”. Aivazovsky’s
productivity and the exceptional speed with which he painted caused many of
the artists in the Russian community in Rome to feel jealousy. In their “Notes”,
the brothers Chernetsov, for instance, chided Aivazovsky for his haughtiness,
self-promotion and pushiness. Following a meeting in Florence, however, they
finally “made their peace,”® and Aivazovsky was even included in Grigory Cher-
netsov’s group portrait “The Russian Artists at the Roman Forum” (1842, National
Art Museum of Belarus). The artist is portrayed as a rather small figure with a
bearded profile and dandyish top hat, barely visible in the background amid the
classical columns of the ancient site.

Scotti also left a costumed portrait of the marine artist in his graphic al-
bum! (Tretyakov Gallery): the pencil drawing bears the inscription “Aivazovsky
in Venice 1842"! Dressed like a sultan with turban, waistcoat and wide trousers
and sporting a curly beard and moustache, the artist reclines in a gondola, staring
dreamily at the sky. A letter written by the marine painter to Vasily Grigorovich
confirms the date of Scotti’'s drawing: “I have been in Venice for two months,”
Aivazovsky wrote on October 8/26 1842. “After four months of travelling, [ am
currently resting in this quiet city. Also in Venice are Benois, Scotti, Epinger and
Els."®

Graphic portraits of the artist by Vasily Sternberg, who was the closest
friend of the young Aivazovsky, also survive. An undated drawing shows the
painter clean-shaven and in Spanish costume (National Gallery of Armenia),
whilst Sternberg’s watercolour “Aivazovsky in Toreador Costume” (1843, National
Gallery of Armenia) depicts him with sideburns.



Investigations and discoveries

These early costumed portraits by the young artist’s friends were created
before Aivazovsky’s fame had arrived. Executed swiftly, they portrayed their sub-
ject with a degree of irony, without aspiring to create an integral, complete work
of art. An excellent conversationalist, Aivazovsky understood and appreciated
humour. In one of his letters to Alexei Tomilov, referring to himself, Aivazovsky
wrote: “Please, do not forget this entertaining Crimean.”

K.E. MAKOBCKUI

IlopTper

N.K. AiiBasoBckoro. 1887
Xouict, Maciio. 63,5 x 54
AcTpaxaHCKasi KapTUHHas
ranepes umenu [LM. [loraguna

Konstantin MAKOVSKY

Portrait of Ivan Aivazovsky. 1887
Oil on canvas. 63.5 x 54 cm
Dogadin Picture Gallery,
Astrakhan




22 The Tretyakov Gallery Magazine #1 (54) 2017

V.H. KPAMCKOI
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IVAN KRAMSKOI
Portrait of the Artist
Ivan Aivazovsky. 1880s
Oil on canvas. 93 x 73 cm
Russian Museum

“I See Myself as if in a Mirror”

The first surviving self-portrait of [van Aivazovsky can be found in the water-

colour “The Presentation of the Russian Expedition” from the album of Grand

Duke Konstantin Nikolayevich.!® This shows a gathering in a magnificent hall

in a palace with majestic views of Constantinople, the room filled with the ret-

inues of the Turkish Sultan and of the Grand Duke. The main subject, Grand

Duke Konstantin Nikolayevich, is seated to the left, opposite Sultan Abdulmejid.

Close to the Grand Duke are Russia’'s Ambassador Vladimir Titov and Vice-Ad-

miral Fyodor Litke. Aivazovsky can be made out among the Russian delegation

thanks to an inscription below, and also due to his recognizable sideburns. In

1844, the marine artist had been made “first painter of the Naval Staff”, giving

' _ him the right to wear the uniform of Russia’s Ministry of the Navy. In the water-

16.  Russian State Archive of . . . . . . .

Literature and Art, collection colour, the painter is wearing this uniform with the Order of Saint Anna of the

1949, inventory 2, file 3. 3rd class.
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Academy of Arts student Gaivazovsky had been
known in the Romanov household for some time. In
the summer of 1836, the painter had accompanied the
young Grand Duke Konstantin on his first naval voy-
age in the Gulf of Finland. In spring 1845, at Konstan-
tin Nikolayevich's insistence, “painter of the Naval Staff
Aivazovsky” joined a naval expedition to Turkey, Asia
Minor and the Greek islands, headed by Fyodor Litke.
During the voyage, Aivazovsky made a great number
of pencil drawings, which he then used for years as the
basis for his oil paintings: Aivazovsky subsequently al-
ways painted in his studio. The album of Konstantin Ni-
kolayevich includes five works in sepia, painted in 1845:
two of them are signed “Aivaz Effendi”.

In early 1873, an exhibition of Aivazovsky’s work
in Florence was received rapturously by the public and by artists alike. Already
one of the most admired representatives of the Russian school in the world,
Aivazovsky became the second Russian artist after Orest Kiprensky to be deemed
worthy of submitting his self-portrait to the Pitti Palace with its collection of
famous artists’ self-portraits. In a missive to Russia, the artist Mikhail Zheleznov
wrote: “The Professors at the Florence Academy told Ivan Konstantinovich that
in accordance with the charter of the Academy, he, as a highly talented foreign
artist, must provide a self-portrait to be exhibited in the Gallery.” The exact date
of the acquisition of Aivazovsky's self-portrait by the Uffizi Gallery is unknown;
most probably, it was purchased from the artist shortly after it had been created.”

The small, but remarkably expressive self-portrait for the Uffizi shows the
artist in half-length format and in contrapposto: gazing dreamily into the distance,
Aivazovsky is portrayed against a background of striking storm clouds. It is a pas-
sionate, romantic image of a marine artist whose canvases elicit strong emotions
with their highly charged atmosphere.

The self-portraits created by Ivan Aivazovsky in his later years are more
stately and grander: full-figure likenesses, they do justice to Aivazovsky’s fame as
an artist. Having received recognition from many European Academies, he was
also granted a number of Russian and foreign awards. His later self-portraits are
an attempt to convey this glory for the benefit of future generations. In the like-
ness created in 1892 (Aivazovsky Picture Gallery, Feodosia) the painter is shown
in a white Admiralty uniform, honouring the vital connections between his life
and art and the Russian navy. In the second self-portrait (1898, Aivazovsky Pic-
ture Gallery, Feodosia), he is in civilian uniform. For his outstanding success in
art, [van Aivazovsky received not only numerous awards, but also the highest civ-
il rank of Active Privy Councillor.

“Aivazovsky among Friends” (1893, Aivazovsky Picture Gallery, Feodosia) is
a different type of self-portrait: the artist is shown from behind, seated at a table
and surrounded by important local officials. In painting himself from the back,
Aivazovsky perhaps wished to stress his modest position with the key “fathers
of the town”. We should recall, however, that the decree of Alexander Il had pro-
nounced Aivazovsky an Honoured Citizen of Feodosia. Among the figures facing
the viewer, clearly recognizable are the merchant Gustav Durante, Aivazovsky’s
son-in-law Mikhail Lampsi, and the Feodosia Marshal of the Nobility and chair-
man of the Feodosia Executive Board Alexander Grammatikov. All are listening
intently to Aivazovsky. We cannot see the artist’s face or hear his words, yet his
back is portrayed so expressively that we sense the energy of this man, fortunate
to retain his clarity of thought and feeling well into old age.

“Not a Wanderer, but a Seeker...”

Ivan Kramskoi, the main ideologue and organizer of the “Peredvizhnik” move-
ment, is said to have described Aivazovsky in this way. His positive view of the
artist took time to form, however. The new generation of Russian painters with
their love of critical realism tended to consider Aivazovsky's romantic “fairy-
tales of the sea” unrealistic and contrived. In 1875, Kramskoi wrote in a letter to
Tretyakov: “At your request, [ visited the exhibition of Aivazovsky’s paintings at
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Ivan Kramskoi. Portrait of the
Artist Ivan Aivazovsky. 1881.
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Feodosia (bequeathed by
Aivazovsky). Ivan Kramskoi.
Portrait of Ivan Aivazovsky.
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the Academy. Not one of them did [ recommend for purchase... Even in the stalls
selling glue, paint and such things, [ have never seen such clear, vivid tones as
are found in Aivazovsky's paintings.”® Following the success of the marine artist’s
“The Black Sea”, however, Kramskoi began to show more interest in Aivazovsky’s
life and work. He famously stressed that, “Whatever anyone may say, Aivazovsky
is a star of the most splendid magnitude. A star not only in his homeland, but one
which shines within the entire history of art.”?

Kramskoi's eventual positive view of Aivazovsky's work is clear not only
from his words, but also from his paintings: the “Wanderer” artist created three
portraits of Aivazovsky. The likeness currently in the Russian Museum is not dat-
ed, but evidently belongs to the early 1880s, when Aivazovsky was at the height
of his success. Full of energy and vitality, he is shown holding the tools of an art-
ist, a pencil and folder.?® Dressed like a society aristocrat, the painter is wearing
an elegant black suit with a crisp white shirt and cravat. His thick sideburns are
well-combed and slicked down with pomade. Kramskoi paid particular attention
to the artist’s face, bringing out its elegant regular traits, the painter’s intelligent
gaze and clear dark eyes. The somewhat ironic smile and rather haughty expres-
sion show that Aivazovsky had, by that time, attained a high position in Russian
society.

[t is perhaps no coincidence that Kramskoi chose to portray Aivazovsky
at work. Contemporaries often criticized the ease with which the great marine
painter produced his masterpieces, claiming it spoke of a frivolous attitude to-
wards the creative process. “One who takes two hours to finish a painting, should
keep this unfortunate secret to himself!” the art critic Vladimir Stasov lamented.
“One should not go disclosing things like this, especially in front of young students!
They should not be taught such carelessness and machine-like habits.” Despite
such statements, Stasov was not impervious to the magnetism of Aivazovsky’s
art. To counter this “weakness”, he would usually claim that Aivazovsky’s best
work was behind him, whilst the present held nothing but dull repetition or deg-
radation. This notwithstanding, the criticism offered by Stasov and Kramskoi was
the criticism of friends who deeply valued Aivazovsky's art, and suffered greatly
each time the master experienced creative difficulties.

Kramskoi's “Portrait of the Artist Aivazovsky” (1881, Nesterov Bashkir Mus-
eum of Fine Arts, Ufa) is the most expressive and vivid work of all. Far from being
grandiose, it fulfils the task of showing the humble side of the great marine paint-
er. A sensitive, profound judge of character, Kramskoi chose in this portrait to
avoid any affectation. The subtle play of light and dark creates the impression of
a slight, barely noticeable shift of expression in the sitter, reflecting his changing
thoughts. Kramskoi the portrait-painter excels at showing the inner evolution of
his models.

In 1881, Kramskoi showed a whole range of his works at the Ninth “Pered-
vizhnik” Exhibition in St. Petersburg. One of these was a half-portrait of Aiv-
azovsky (Aivazovsky Picture Gallery, Feodosia).?? Against a neutral background,
Aivazovsky’s face looks thinner than before. The painter has aged, Kramskoi
shows: we notice the slight wrinkles and greying sideburns. Sophia Goldstein felt
that this portrait “was not a success.” “Whilst remaining an accomplished mas-
ter in terms of producing a good resemblance, Kramskoi did not succeed here in
conveying his sitter’s inner world or the idiosyncrasies of his character with the
same depth as is evident in his best works,” Goldstein has commented.??

Another interesting likeness of the artist is the portrait by Konstantin
Makovsky.?* In the 1880s, Makovsky was a fashionable painter: like Aivazovsky,
he became one of the best paid and most highly valued Russian artists of his time.
Both painters were often criticized by their more democratic colleagues, who
accused them of betraying the ideals of the “Peredvizhniki”. Makovsky’s luxuri-
ous studio on St. Petersburg’s Palace Square was highly popular with the beau
monde. His fashionable idealized portraits, tending to flatter the sitter, were in
high demand: exquisitely portraying the surrounding decoration, as well as cos-
tumes, costly fabrics and furs, Makovsky attempted to present his models in the
best possible light. The resemblance would be striking, although the psycholog-
ical traits of his sitters would not receive particular attention.

One might expect that a “prisoner of beauty” such as Makovsky would create
a striking image of the “poet of the sea depths”. Makovsky’s portrait of his friend is
amoving one: it seems he put hislove and sense of respect for Aivazovsky into the
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work, in which the painter appears modest and equable. In a plain black coat and
dark shirt, with no medals or awards, this is Aivazovsky the hard-worker. His gaze
is steady and profound. Makovsky’s execution is magnificent; the light, dynamic
brushstrokes create a special sensation of space.

This account of artistic depictions of Aivazovsky would be incomplete with-
out mention of a series of unique photographs. In 1887 at a gathering to mark his
70th birthday, the painter presented each one of his 150 guests with a signed pho-
tograph of himself: the artist, his hair white, is shown in his studio, sitting at his
easel, on which a miniature seascape is displayed. Each miniature was an original
oil painting, proving once again the exceptional creative potential of the 70-year-
old master. Aivazovsky contrived to make each photograph of himself not only
a memento of a historical occasion, but also a type of artistic signature. The
creative idea was excellent self-promotion: the autographed “self-assured self-
portraits” became collector’s items. Several similar photographs can be seen at
the Aivazovsky exhibition in the Tretyakov Gallery.

NK. ABBA3OBCKUI1
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IVAN AIVAZOVSKY

Night in Feodosia. 1887

Oil on cardboard. 10 x 7 cm
Landscape embedded into
the photographic portrait
of Ivan Aivazovsky
Department of Manuscripts,
Tretyakov Gallery
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Banm KoncranrnmnoBmnu ATBA30OBCKWIN

n Agrerceir Pomanosnyu TomuioB

XVIOHRHNURK U ETO
HHORKPOBUTLEJID

Bepa bonyHnoBa

«foBopsAT Me:RIY B3gopaMu (M MOXosKee Ha [1e/10 00BuHeHue), uro l'aiiBazoBCcKUii'
MUIIEeT CJAUIIKOM IMPOBOPHO M HEOPEesKHO M YTO KapTUHBI ero 0oJiblle JeKopanuu,
HesKe/IM KapTUHBI. DTOro He MMel0 YiKke CUJIbI OIpoBeprarhb, a J0Caaylo TOJIbKO U I'o-
Bop1o: “I'lo KpaiiHeil Mepe corlacuTeCh, YTO JAeKopalusi IpejecTHa »2,

w

o 1846 roma N.K. AiiBa-
30BCKOI'0 YaCTO Ha3bIBaIN
laiiBazoBckuM. I3BecTHO,
4TO cBOU paboThl OH Havasl
MOAIMCHIBATh Kak ABa3oB-
ckuii b B 1840 romy.

PI'MIA. @.1086.Om. 1. [1. 117.
J1.6.

PI'VIA. ©.1086. Orm. 1. [1. 117.
[1.130. Ony61KkoBaHoO:

N.K. AiiBa3zoBCKUIL.
[loKkyMeHTBI U MaTepHalibl //
Epesan. 1967

Conomamuna H. Pucynku

1 aKkBapenu B cobpaHun

A.P. Tomunosa - EI' [lIapua
/| Cobpanue ToMUIIOBBIX —
[IBap1y: KaTanor BbICTaBKIL
CI16.2015. C.57.

3anucku Onecckoro
obrecTsa mobuTenen
npeBHocTel //

T'etiman B. Hekposnorusa

N.K. AiiBazosckoro. 1900. C. 3.

Tak, He cKkpbIBasi HCKpPeHHero oropuenust, obpamascs B 1842 rony K yke mpu-
obpeTaBllieMy eBpOIleliCKoe NpHU3HaHNe MapuHUCTY VBaHy AMBa3oBCKOMY U3-
BeCTHEIN MelleHaT Arekcell PomanoBud ToMusoB. OTu cjioBa onpenessioT Te Ka-
YecTBa KUBOMMCHU ANBa30BCKOTO, KOTOPBIe CITyCTS HeJOJroe BpeMsl 3aKpeIsT 3a
HUM peITy TalllIo CaJIOHHOTO KUBOIIMCIIA, B [TIOC/IeAyIolIre TOObl IpeBPaTUBILIYIOCS
B YCTOMYHMBYIO XapaKTepUCTUKY ero TBopuecTBa. Ho gna Tomwunosa, nckyleH-
HOTO B IpobJjieMax 3CTETUUECKON TEOPUN U TEXHUUECKOI'O BOILIOIIEHUS (POpPMBI,
npousBefieHUsi AIBa30BCKOro Hecsin 0cobbiil cMblci. [lepenncka’, kotopast Be-
JlaCh Me3K/1y HUMU B neprof GOpMUPOBaHUsT KMBOIIMCHOMN CUCTEMBI XYJOKHUKA,
BO BpeMsi ero y4ebbl B VIMIiepatopckoit AkafgeMuu Xy[osKeCTB U [10C/IeyOLIero
neHcuonepctBa (1839-1842), sBisieTcsi CBUOETEIbCTBOM BHUMATEILHOTO WHTE-
peca 3HaTOKa MCKYCCTBa K paboTam MoJioforo skuomnucia. OHa pacKkpbiBaeT o
CUX IIOp HeM3BeCTHBIe CTOPOHBI IMYHOCTH ABa30BCKOr0O, €ro KMBOM NHTepec K
MOCTHKEHUIO HAaTypHl U IIONCKY CBOEro OPUTMHAJIBHOIO fI3bIKa. YHHUBeEpCaJbHbIE
uneu Tomusosa o dopme, LIBeTe, TOCTPOEHUN KOMIIO3ULIUY B TO MJIM NHOM CTelle-
HU HAIIlJIM CBOe OTpasKeHNe B TBOpUYeCKOM MeTOMle MapUHUCTA, OlIpefie/INB BEKTOP
ero gaJbHeHIIero pa3BUTHA

B nepBoii monoBune XIX Beka nmsa A.P. TomnioBa accoiinmpoBasioch rpesxie
BCEro C ero KoJIJIeKlel, BKOTOpoil HapaBHe C IPOU3BeleHUsIMU 3a1aJHOeBPOTIeii-
CKHX MacTepOB HaXO[UJIMCh 0Opaslibl BhIJAIIINXCS [1esiTellell 0TeueCTBEHHOIO
MCKycCTBa. Kak 0TMeYaloT CrielinauCThl, OH ObLI ITEPBBIM KOJIJIEKLIMOHEPOM I'pa-
¢puueckux pabot cBoux coBpemenHnkos” - O.A. Kunpenckoro, A.O. OpJiioBckoro,
B.JI. bopoBukoBckoro, A.l. Benennanosa. limenne Ycnenckoe B Crapoit Jlagore
ObLIIO OOHUM M3 TEX MECT, Kyla XYIOKHUKMU MOLJIU IpUeXaTh B ITOMCKAax BIOX-
HOBEHUS U Ille B TBOpUYeCKOU aTmocdepe, Lapuslieil B foMe Tomuiosa, Bceraa
HaXoJUJIH roaaep:kKy. [ IpoBoas B YcrieHckoM cBOOO/IHbBIE OT y4ebbl JIeTHHE MecCs-
1bI°, AMIBa30BCKUI co3faet psif rpaduyeckux pabot, cpenu kotopsix «Bug Crapoii
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OPAHILI KPIOT'EP

Ioptper A.P. Tomunosa. Oxoso 1836
LiBeTHas 6ymara, coyc, yrois, benmna
l'ocynapcTBennsrii my3seit A.C. [Tymkuna

FRANZ KRUGER

Portrait of Alexei Tomilov. c. 183
Pastel, charcoal and white paint
on toned paper

Pushkin Museum of Fine Arts
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6. Ha o6opoTe Hakelika
C HafNNChIO YePHUTAMUI
11€pOM, UCIIOJIHEHHO
pyxoii A.P. Tomunosa:
«['ariBazoBckaro 1834 ro ropa,
Ha [APYroil rof’h NOCTyIIeHis
ero Bb AKajleMilo TepBbIit
PHUCYHOKBD, YTO MHE [IPUHECH
ero KOMITO3ULin».

7 Bynezaxos .M.
W.K. AitBaszoBcKuii u ero
npoussegenus. CI16.1901.
C.9.

8.  MypawesA.Kuarunsa
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Kuwra Cyne6. - http:/
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10.  VBan KoHncTanTuHOBUY
AIBa30BCKUI U ero
xynoskectBeHHas XLII-xb
JIeTHSAS OeATebHOCTb.
1836-1878 rr. ['nassi [-111 //
Pycckas crapuna. CI16.1878.
Amperns. C. 669.
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Jlagoru» (1835, PM); <KpecTosinckuit nBop» (cepenuna 1830-x, ['TT). B1834 roay on
maput TomunoBy pucyHOK Ha bubietickuii ciosket «[louenyit Uynbr ([PM), ucrion-
HEHHBIN B akafeMu4ecKux kiaccax. O6 3TOM CBHETE/bCTBYET HaJIIMCh Ha 060pO-
Te nncTa’. Kpyr xynoKHUKOB, ObIBaBIINX B loMe TomuioBa, cobpaHue yHUKaIbHbIX
rpaBIoOp, KOTOPBIMU OH pacliojiaraj, MOIJIM pa3BUTb B HAaUMHAIOIIEM XyOOKHHUKE
YYBCTBO BKyCa, IPUOOIINUTH €ro K Kiaccu4yeckoit Tpaauuni. [IpuMeuarensHo, 4To
O[IHO 13 KJII0UEBBIX CBOMCTB CBOero MeTofa ANBa30BCKUII IepeHssI OT IPOC/IaB/IeH-
Horo nocetutesist foMa Tomunosa — A.O. OpsioBCKOro, Yyell «ObICTPhIN KapaHaam»
BocrieBa/1 A.C. [lymkuH, a CKOpoCTb BBIITOJIHEHUS IPOM3BeNeHNI ObliIa IIPSIMO IIPo-
MOPLIMOHAJIbHA UX BBICOKOMY KauecTBY. B oHO# 13 ronHbx buorpaduil MapuHu-
cra, coctaBneHHbIx O. V. BynrakoBeiM’, ynoMnHaeTcsi Takoi MoMeHT: «[lo paccka-
3am A.P. TomuioBa AiiBazoBckoMy, OpsioBCKuUil, ObIBasi y HEro Ha MHOTOJTIOHBIX
cobpaHusax gobuTeNnel 1 0OUTENBHNUL JKUBOINCH, YCTYIas UX IIpochbaM, puco-
BaJl UM CBOMX Hae3JHUKOB U ObITOBbBIE CLIEHBI, 63 BCSKOM JIOKHOI 3aCTEHUNBOCTH
B3nMas ¢ borarbix 3akaszuukoB 110 10-tu u o 15-tu py0biieii 3a Kask/Iblil PUCYHOK.
Hamekast Ha OpicTpoTy cBOelt paboTsl, Op/IOBCKUIT Ha3bIBaJI €€ “ITedeHUeM ITUPOsK-
KOB'». OTH «IIMPOKKIN», TT0 clIoBaM ABa30BCKOT0, IPUXOAUINCH 110 BKYCY BBICIIIe-
My CTOJINYHOMY 00IllecTBY, U pucyHKku OpJIOBCKOIO B MCXO[€e ABaALAThIX I'O/I0B
ObLIM Hen30eKHBIM yKpallleHUEeM BEJMKOCBETCKUX I1eTepOypPrCKUX TOCTUHbIX.
[lo mpolecTBUM MHOTUX JIET MOJOOHYIO XapaKTEPUCTUKY «I[1€UEHUS [TUPOKKOB»
OynyT NpeabsBIATb €My CaMOMY, [IMCAaBIIEMY BeJINKOE MHOKECTBO HeDOJIbIINX
MapUH-IIOOApPKOB /IS 3HAKOMBIX U [ToUnTaTesIeil ero TBopuecTBa: ABa30BCKUI BO
@sopentiuu B 1872 rogy «Bcerma mpuHOCUI ¢ cobo MayKky akBapesbHON byMmarmy,
KHCTH M KpacKy. 3a pasroBOPOM OH ITHCall MOpPCKHe BUEI cenueil. OH ek UX Kak
6J1MHBL, OOBIKHOBEHHO 10 TPYU 3a pas: [I0Ka paboTaeT Haj OOHUM, JIpyrue [Ba I10/-
ceixaioT»®. Ho B 1835 ropy, noka enre HuKoMmy He usBecTHbIN VBan [aiiBazoBckuii,
yuenuk M.H. Bopo6rega, mpocut A.P. TomunoBa npuc/iats ero pucyHku QppaHirys-
ckoMy xynokHUKy Oununny TaHHepy?, B TOT MOMeHT paboTaBlIeMy Ha[l BbIIIOJI-
HEHMEM HMMIIEpPATOPCKOTrO 3aKasa I10 U300pakeHUI0 MOPCKUX NOPTOB. MOsKHO /i1
OBLIIO NPE/IIONIOKHUTD, UTO Yepe3 IOfl Ha OCEHHEell aKaleMUYeCKoil BhICTaBKe Kap-
TUHBI AIIBa30BCKOT0 OYIy T I10JIb30BaThCsl OOJBIINM YCIIEXOM, YeM ITPOU3BEEHUS
ero ¢pannysckoro yuuress. H. Kyko/bHUK B CBOel pelieH3UU Ha [IPOU3BeEHUs
Tannepa nucast: «.He MOKeM He CO3HATbCS, YTO BO3OyX U 3eMJIs HaM BecbMa He
[OHPaBUJIMCh; BO3/1yX KaK-TO IT0XO0K OoJiee Ha [bIM <..> 3eMJIst He UMEET CXOCTBA
C [IPUPO/IHOIO: OHA KaK-TO [1eM3000pa3Ha, a 3TOMY C TPYIOM MOKHO BepuTh»'. [1pu-
BO/Isl HUKE OT3bIB O KOMITO3ULIUAX ABa30BCKOI0, KDUTUK SIBHO OTHAeT OoJiblliee
NpearnoyYTeHNe I0HOMY XY OKHIKY, OTMeYas B ero KapTUHAX «KUBOe ITofpaskaHue
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npupoae» B n3obpakeHun Bobl U HeOa, HaMeKast Ha TO, YTO YUYEHUK B KOPOTKHUI
CpOK ycCIIes IIPeB30HTH CBOEro yunTess: «PasHOrpaHHOCTH ero TajlaHTa BHIHA
B OBICTPOTE, C KOTOPOIO OH NepeHsiyl MaHepy TaHHepa, a npuobpeTeHne 3TO MaHe-
PBI, 3aMeuaTeNbHOM, HO OIHOOOPa3HOM, MOKET OBbITh, JOPOr0o CTOMJIO (ppaHIy3CKO-
MY XYIOOKHUKY»L

Kak un deogocuiickuii rpagoHavyanbHUK U rybepHaTop TaBprueckwuii
AV KasHayees, chirpaBIinii OOJIBIIYIO PO/lb B IPOJABUKEHUH TajlaHTa ANBa30B-
ckoro, A.P. ToMuioB Tak:ke Hemasio MOCIOCOOCTBOBAJ KUBOMNUCLY B 0OpeTeHun
HOBBIX CBsI3€ll B Xy/10KECTBEHHOII 1 inTepaTypHoii cpene [leTepbypra. Cam AiiBa-
30BCKUH B nucbMe 1842 rona us [lapuskxa oTMevas:: «.1 CHaCTIMB TeM, UTO TIPUPO-
[la ofjapuJ/ia MeHsl CUJION Bo36siaronapuTh 1 onpaBaath cebs npep [Takumu - B. B
nobposkenarensiMu, Kak Bel f momHIo, B nepBoe Bpewms eltle B [leTepbypre, kakoe
ponHoe yuactue npuHumasu [Bel - B. B.] Bo MHe, Torna, Korga st HU4ero He 3HauulI,
9TO-TO MeHs U TporaeT. Teneps, ciaBa 60ry, s COBepIIEeHHO CYACT/IUB BO BCEM, BCE
JKEJIAl0T CO MHOM IT0O3HAKOMUTBCS, HO BCE 3TO HE TO, YTO 51 CKasau y»ke. He Oyny rpo-
noJisKaTh Moo usocoduto, Bel BepHO MOHSAMM, YTO 5 XOTeJ BbIcKkasaTh»'% B atux
M3SILIHBIX, IPEUCIIONIHEHHBIX NCKPEeHHEN 0/1arofapHOCThIO C/I0BaX MOKHO He 3a-
MEeTHUTb ITITaBHOT'O — TOTO CMBIC/IA, KOTOPBIHM BKJIaAbBaeT ANBa30BCKUIT B ITIOHATHE
«poOgHOe ydJacTHe», OCTaBIIsAsA TaK:Ke HaMeK aJpecaTy O ero MCKJIYHUTEIbHOCT.
Brarogaps coxpaHuBIIIelics Mlepenrcke MOKHO C YBEPEHHOCTBIO FOBOPUTD O TOM,
YTO MPOTEeKNUs, KOTopylo Alekcell PoMaHOBUY OKa3as HauyMHAIOIIEeMY XyIOKHU-
Ky B 0011leCTBe, He Obli1a OIpe/ielisiiolell B UX 0COO0M PacIioyoKEeHNN APYT K APY-
ry. He MeHee BakHbIM paKTOPOM sIBUJIACH U3BeCTHAs /10151 «ydacTusi» ToMuioBa
B CTAHOBJIEHUM TBOPYECKOIO MeTola MapuHHCTa. Begb B cTpokax mpeqiiecTBy-
I0Illero MMchMa 3TOTO sKe rofa, HallMcaHHOTO B BeHennn, ABa3oBCKUII TOBOPUT:
«..k BaM He xoTesioCch MHE MHMCATh KOPOTKO U O [10ro/ie, Kak[oBbl| OosIblieil YacThio
NrchbMa MOM, KOTOpble Ha/100HO OBIJIO HETIPEMEHHO ITKCcaTh, HO Bam »ketato Bcerna

29

LK. AVIBA3OBCKUIN
Bup Crapoii JTagorn. 1835
ByMara, utanbsaHCKuUit
kapaHpanr 35,5 x 53,8
I'PM

IVAN AIVAZOVSKY

View of Staraya Ladoga. 1835
Black chalk on paper
35.5%53.8cm

Russian Museum

11.  VBan KoncTanTuHOBUY
Al1Ba30BCKMI1 M €ro
XyH0KeCTBeHHast
XLII-xb neTHss nesaTelb-
HOCTb. 1836-1878 rr.

Inasst I-111 / Pycckas crapu-
na. CT16.1878. Anpess. C. 670.

12. PI'MA. ©.1086. Om. 1. [1.130.
J1.7 06.
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®. TAHHEP

Pycckuii BoeHHbIi1 Kopabiib
B Mope. 1836

Macio, nepeBo. 64,5 x 69
'PM

PHILIPPE TANNEUR

Russian Naval Ship at Sea. 1836
Oil on panel. 64.5 x 69 cm
Russian Museum

BBICKA3aTh YTO-HUOYOb 00 ussiimHoM, 160 Baiiy moHsATUS U 4yBCTBA K HCKYCCTBY
3aCTaBJIAIN UM HaBOOAT Ha 3TO sKejlaHue»'3,

ToMuioB ObLT YETOBEKOM Yy TKUM K 3CTETUYECKOL CTOPOHE UCKYCCTBA, Er0
MHTepecoBasu npobiemsl, CBsizaHHbIe ¢ Tpupoaoit ¢opmorBopuecTBa. O ero cBo-
6OOHBIX MPOCBETUTENLCKUX B3MVISIAaX CBUIOETEIbCTBYET TOT IPUMeYaTebHbIN
¢daxr, uro B 1810-e roger ToMHI0B COCTOS B OMHOM U3 U3BECTHBIX MACOHCKUX JIO3K
«CoequHEeHHBIX Ipy3ei»!, B KOTOPYIO KO BCEMY MPOYEMY BXOOU/IN OOUH U3 Oymy-
mux aunepos gekabpuctckoro Bocctanus [ L. [lectens, a Taksxe [1.9. Haagaes u
A.C.I'puboenos. T.B. AnekceeBa, onybnkoBasiias pykonuch Tomunosa «Meician
I10 JKUBOIKCH», TOBOPUJIA O TBOPUECKOU aTMoC(depe, KOTOPYIO TOT CO3/1ajl B CBOEM
nmenuu B Ctapoii Jlagore. OH, ucana ucciaenoBaTeIbHULA, <[IPUHAIEKAT K TEM
JIIOMISIM, 110 Yb€MY BHYTPEHHEMY OO/IMKY y3HAeTCsl OYXOBHbBIN YPOBEHb IMOXU»Y.
Crout ormeTuTsh, uTo B.C. Typunn HasBas pykonuchk «Mpicu 110 KUBOIMCH» TIPO-
MAaCOHCKOI [0 CBOEMY XapaKTepy'®, XoTs B HEll B OCHOBHOM OTPayKEeHbI MTO3ULINY,
packpblBarolre B3risAabl Anekcess PomaHoBUYa Ha TBop4yecKuil mpouecc. Ceny-

VK. AIBA3OBCKUI1
Bonsuroii peiin

B Kponmranre. 1836
Xoact, Maciio. 71,5 x 93
I'PM

IVAN AIVAZOVSKY

The Great Roadstead,
Kronstadt. 1836

Oil on canvas. 71.5 x93 cm
Russian Museum

13.  PITMA. ®.1086. Om. 1. [1.130.
JL.5.

14.  Ausexceesa T.B. «<Mpbicau 1o
skuBornucn» A.P. Tomumosa //
VcernenoBanus v HaXOIKU.
M, 1976. C. 117. (Hanee:
Aunekceesa T.B. «<Mpbicu 1o
skusonucu» A.P. Tomusiosa.)

15,  Tamxe.

16.  Typuun B.C. O6pa3ssl Oppena
BOJIbHBIX KAMEHIINKOB
B MKOHOTpaduu pyccKoro
MCKYyCCTBA [1€PBOI1 [OJI0BUHBI
XIX Beka // XIX Bek: LlenocT-
HOCTb U npouecc. Boripocsr
B3aMMO[|e/ICTBUA UCKYCCTB:
C6. crareit /TN MK PO, I'TT.
M.2002. C. 66.




KOJ’[!IGKL[V[OHQP]:I 1 MeleHaThl

31

it B Borpocax ¢unocodcekoit acreturu XVII-XIX Bekos, TomunoB okasbiBasml
cylleCcTBEHHOE BIMSHUE Ha XyOOKHUKOB, IOCEIIABIINX ero JoM U UMeHue. biu-
cTaTellbHBEIe NMeHa [esTe/lell pyCCKOro UCKyCCTBa M1epBoil ronoBuHbI XIX Beka,
KOTOPBIM [IOKPOBUTEIBCTBOBA TOMUIIOB, CMEHSI/INCH HOBBIM ITOKOJIEHUEM, K YHC-
JTy KOTOPBIX IIPUHA/IJIeKall BeITUKUI MapHUHIUCT.

B 1839 rony Anexkceit PomaHnoBud numeT AWBa3oBCKOMY O IMATU ero Kap-
TUHAaX, KoTopble OH Buzesa B fome y BM. I'puroposuyual, koudepeHni-cekperaps
Vmniepatopckoit AkageMnu XynoskecTB. TOMUIIOB IPOBOAUT ITOAPOOHBIN aHA/IN3
Ka’KIoro Mpon3BeaeHNs XyI0KHUKA, yKa3bIBas Ha oueBUIHble HeJoueThl. B cBo-
eM nucbMe TOMU/IOB M36MpaeT MO3ULINI0 CTPOroro HacTaBHUKa: «[logymadt (4to
caM Thl pa30YTelllb), YTO U BCAKUN PaBHOMAYIIHBIN XBaJIUT, & KTO HAIEETCS B XY-
[IO’KHIUKE BBICIIIElN CTEIIEHN U FOPSIYO0 KeJaeT, YTob OH JOCTUT €€, TOT CTPEMUTCS
OTMeuaTh HeJOCTATKH, 3aMeyvasi ux»'8. [Ipu TiiaTeqbHOM pacCMOTpEHUN KapTUH
OH yKa3blBaeT Ha TO, YTO ANWBAa30BCKUM He OTaeT HOKHOTO TIOATOTOBUTEIbHOM
paboTe HaJ NpousBeneHUEM, IIPEANIOYNTAs HATYPHBIM LITYAUSAM 3aHATUS B Ma-
CTEpPCKOI: «..He B TOM [IeJI0 XOPOIllero XyIoKHNKa, YTO IIMCaTh, HO KaK IIMCaTh,
a He HABBIKHYB ITMCaTh YaCTH, HEBO3MOKHO C YCIIeXOM IIHCaTh lLieloe, U3 TeX
’Ke JacTel, B pa3HOM TOJIbKO PacIlojIOKeHUH, cocTaBiieHHoe»". B aTux cioBax
COIEPIKUTCS SABHBIN YKOP XYHOOKHHUKY, He IpuobpeTiieMy HeOOXOAUMBIIL OIBIT
B [IOCTPOEHUM XYy10KeCTBeHHON dopMel [losske AliBazoBckuii byner cosgaBaTh
KOHTYpHble HAOPOCKHU TO¥ W/ MHON MECTHOCTH U [1ajKe IIOMeYaTh JUHUSAMU
TOHaJIbHble Nepexonbl. Ho B OosbinHCcTBe cBoeM (aKThl U caMy NIPOU3BeeHUs
SIBJISIIOTCS [IOKa3aTeJbCTBOM ObICTPOIT paboThl XyJOKHNKA, HAYMHAKOLIETO U 3a-
BeplIaillero CBOM KapTHUHBI B 3aMKHYTOM [IPOCTPaHCTBe CBoell paboueil KoM-
HaTbl: «CloskeT KapTUHBI cjlaraeTcsl Y MeHs B ITaMATH, KaK CIOKeT CTUXOTBOpe-
HUs y IT03Ta: c/lelaB HabpoCcKU Ha KJIoYKaxX OyMaru, st IpUCTynaw K paboTe u 10
TeX MOp He OTXO0KY OT I0OJIOTHA, [I0Ka He BBICKaKyCh Ha HEM MOEK0 KUCTbI0»%.
CnoBa TomusoBa «JenaTh Iodvallle TIOOBL KyCTOB, JepeBbeB, CKaJl, BaJiOB, Cy-
IIOB U Ip.»?! HeJIb3s1 pacCMaTPUBATh KaK IIPU3BIB K «IIJIEH3PU3MY» UM K TOUHOMY

LK. AVIBA3OBCKUIN
BerpsHas MenbHUIIA
Ha 6epery mops. 1837
XomcT, Macy0.67 x 96
I'PM

IVAN AIVAZOVSKY

Windmill on the Seashore. 1837
Oil on canvas. 67 x 96 cm
Russian Museum

17 B.JM.Tpuroposuu (1786-1865) -
MCTOPUK UCKYyCCTBa, ¢ 1828
rofa - KoHdepeHL-cekpeTapb
lIMmriepaTopckoit AkageMun

Xy[LOKECTB.

18.  PI'MA.®.1086.0m. 1. [1.117.
JL.2.

19.  PI'MA. ®.1086.0m. 1. [1.117.
J1.2 06.

20. [Teiiman B.VIBan Koncran-
TUHOBWY AIIBa30BCKUN
(k 100-1eTHIO CO AHs porKe-
Hus) // isBectus TaBprye-
CKOi1 YueHoit ApXUBHOI
Komucenu (MTYAK). Cumce-
portons. 1918. N255. C.196.

21.  PI'MA. ®.1086.0m.1. [1.117.
T1.2.
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(Dpa[‘MeHT nuchbMa

N K. AiiBasoBckoro A.P. TomuoBy

C 3apMCOBKaMU MCITOTHEHHBIX
B Kpbimy kapTus. 17 mapra
1839 rona, ®eonocus

PI'MIA. ©.1086. Om. 1. [1.130.

1. 3-4 06.

Excerpt from Ivan Aivazovsky’s
letter to Alexei Tomilov with
sketches of paintings created

in Crimea

17 March 1839, Feodosia
Russian State Historical Archive
Collection 1086, inventory 1,

file 130, folios 3-4 (verso)

22.

Aunekceeea T.B. «<Mbiciu
o skuBonucu» A.P. Tomuiso-
Ba. C.121.
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KOITMPOBaHUIO MPUPO/BI (0O PealnCTUUECKUX METOoAaX He MOIJIO UITU U pedn).
[To Bceit BugUMOCTH, [/ Hero OBIJIO Ba)KHO OOBSCHUTH AIBa30BCKOMY CBOIO
MBIC/Ib O CO3[IaHMU LIeJILHOI'O XYHOKeCTBEHHOr0 00pasa, PoKIAEHHOTO Mocpe-
CTBOM BOODOpaKeHUs, HO HCIIOJHEHHOTO B COOTBETCTBUM C 3aKOHOMEPHOCTS-
MM KJIaCCUYECKOI'0 KOMIIO3ULIMOHHOI'O MOCTpoeHUs. B «Mblcifx Mo KUMBOIIKCH»
9Ta ujes, BOCXOJALasA K 3CTeTHKe paHHero aTala poMaHTU3Ma, BblpakeHa TakK:
«Xy[OMHUKY CKOJIBKO HYKHO OCTepPeraThcsi, YToO He BBIATU U3 IPAHUL] BO3MOK-
HOCTH, OIpe[e/IsieMbIX PaCCyIKOM, CTOJIBKO K€ CTPEMUTBLCS [OJ/DKHO, 4TOO He
nopaboTUTh cebsi UI'y, KOTOPOE, TACOTs HAC MOHATHUEM, CTECHSET U OXJIasK1aeT
BooOpaykeHne»*. DTOT CIIOKHBIN OaaHC MeK/1y ITOPHIBOM TBOPYECKOI'O TaJlaHTa
1 pacCcyOo4HbIM [IOCTPOEHUEeM ABJIsICcA A1 ToMnioBa nieaaoM BOIJIOLIEHUA XY -
OOKeCcTBeHHOro rpousBeeHus. [loaTomy, oTcTynas oT TeMbl HaTypHBIX IITYANH,
OH He cJIy4allHO 3aTparuBaeT MOTUB «1yBCTBEHHOI'0», OIlpefeJiss CBOIO [103ULILIO
TaK: «..KapTHHA [TO/’KHA OBITh 3€pKaJIOM IPUPO/IbI, WJ/IM JIyYllle CKa3aTh, JO/KHA
OBITH CJIENIKOM TeX OLIYILIEHUH, Kakue IpUpoja Pou3Besia Ha YyBCTBUE XYHOK-
HUKa. 3a4eM jKe XyOOKHUKY 3aHUMAaTbCs CJIENKaMU OLIYIeHUI Heyn000MoHAT-
HBIX, 00pasamMy, He COIVIACHBIMU C MPUBBIYKOI0 HANX 4yBCTB? Cilydail, KOTOPBIM
npupopa yauBJisieT Xy[OOKHUKA, HUKOI4a He JelicTByeT CTOJIbKO Ha YyBCTBHUE €ro,
CKOJIBKO IOpaskaeT PacCydoK, cooOpaskeHUsl ke paccylka IepeiaiT MPOo30lo,
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KOTOPYIO CTpAlIHO BIIyCKaTh B y[ieJ ussiHoro»?® [losnHee atu ciioBa nocmy-
’KaT CBOe0OpasHbIM KAMEPTOHOM [IJIsI MbIC/Iell AHBa30BCKOI0, pacCysK/Aalollero
0 MpHUpO/ie KUBOIIMCHOIO TBOPYECTBA, UTO ellle pa3 JOKasblBaeT yBJIE€UYeHHOCTh
naesMH, BbICKa3blBaeMbIMU TOMMJIOBBIM: «.IPYCTHO BUAETH, KOTHA XYHOOKHUK
HIeabHYIO KpacoTy obiiekaeT B ripo3andeckyo GopMy, T.e. n306paskas CIOXKeT,
TOJIHBII [T093UK, U3J/1araeT ero 4y Th He IJI0MaIHbIM 00pasomM»?.

Ocoboe muenue y A.P. TomusnoBa 6b1/10 U O KOJIOPUCTUYECKON COCTABIISA-
Iolllell JKUBOIIMCHOI'O NPOM3BeIeHNUs], C KOTOPBIM, CKOpee BCero, OblI 3HAKOM U
AriBazoBckuil. ToMnioB npungaBas LBeTy ocobyl 3HAaYMMOCTb, BKJA[bIBas B
Hero CHJy SMOLMOHAaIbHOTO Bo3delicTBus. Kak numieTr T.B. Anekceesa, B ero
«MpIcsix 110 xkuBonucu» GUrypupyooT aBa Tuia kojgopura®. [lepblil TUI - 11oa-
6op LBeTa Ha MaAJUTPe, COOTHOCHIIErOCs C KOJOPUCTUYECKON raMMOM ecTe-
CTBEHHOI cpelbl: XyJOKHUK «ICHO YYBCTBYeT KOjlep B HAType, }KUBO U CBEKO
NepefaeT ero rigasaM 1 YyBCTBUAM Apyrux». [pyro# tun y ToMuioa cBs3aH c
CO3HaTEeJIbHBIM BBIOOPOM XY/IOKHUKA, KOTOPbIM fgobuBaeTcs HyskHoro addekrra
6e3 npenBapuUTEbHOTO COCTAaBJIEHUs LIBETA Ha IaJUTPe, HO IMOCPENCTBOM «CO-
eIVHEeHMs KOJIepOB, KOTOPble YacTO He IMOOXOIAT K I[BeTaM IPUPOIEL, HO Upes
MPUINYHOE B3aMHOEe CMeKCTBO Ha X0JICTe NIPOMU3BOIAT B IJ1a3e HallleM UTPY, I10-
OOOHYIO UTPe TeX KOJIEPOB IIPUPO/IbI, KOTOPbIE XYNOKHUK Ilepe1aTh HaM XOTeJ»%.
B ocHoBe aTo#l KiaccuduKkanuy, MNpenioskeHHON aBTOpoM «MpbIciell Mo KUBO-
MUCH», COOEPKUTCS BCe TO Ke «UyBCTBEHHOEe» Ha4yajlo, KOTOPBIM, TI0 ero MHEHHIO,
IOJDKHO 001aiaTh NCTUHHOE POM3BeeHNE UCKYCCTBA. [[09TOMY UMEHHO BTOPOI
TUIT KOJIOPUCTUYECKOIO NOCTPOeHust, biin3kuii cucrteMme Pembpanara u PybeHca,
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LK. AVIBA3OBCKUIN

Bup ®eomocun. 3akar. 1865
XomneT, Macio. 97 x 126
HanmonanbHas ranepes ApmeHun,
EpeBan

IVAN AIVAZOVSKY

View of Feodosia. Sunset. 1865
Oil on canvas. 97 x 126 cm
National Gallery of Armenia,
Yerevan

23. PI'MA.®.1086.0m. 1. [1.117.
J1.306.- 4.

24, Teiiman B.VIBan Koncran-
THUHOBUY AIIBa30BCKUN
(k 100-1eTHIO CO AHS poKAe-
Hus) // seecTns Tapude-
CKol YueHoll ApXUBHOM
Komuccnu (MTYAK). Cumce-
porosb. 1918.N°55. C. 196.

25. Aunekceesa T.B.ViccnenoBanus
¥ HaXOOKU. «MBICJIH 110 JKUBO-
nicu» A.P. Tomunosa. C. 113.

26.  Tamxke.C.124.
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UK. AIBA3OBCKUI
YacoBHs Ha 6epery mops. 1845
XoucT, Maciio. 59 x 83
HcTopuko-apXuTeKTypHBII

U Xy[0KeCTBEHHBII My3ei
«Hossiit Mepycanum»,

Hcrpa, MockoBckas obnacTb

IVAN AIVAZOVSKY

Shrine on the Seashore. 1845
Oil on canvas. 59 x 83 cm

Novy lerusalim (New Jerusalem)
Historico-Architectural

and Fine Arts Museum

Istra, Moscow Region

27. Typuun B.C. O6paszst Opena
BOJIbHBIX KAMEHII[MKOB
B MKOHOTpaduu pycCKOro
MCKYCCTBA [IePBOi1 ITOJIOBUHbI
XIX Beka // XIX Bek: LlenocT-
HOCTB U npouecc. Boripocsr
B3aMMO/IEICTBIA UCKYCCTB!

C6. crarenn / TUM MK PO, T'TT.

M., 2002. C. 66.

28. PI'VA. ©.1086.0m.1. [1.117
1. 3 06.
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okasbiBaeTcs 1y TomuioBa ay4vimum. OdeBuAHO, 4TO Gosblliast YacTb paboT
ABa30BCKOr0, OTAMYAIOUINXCA SIPKUM COUYeTaHHEeM M BBICOKON KOHTPaCTHO-
CThIO BbIOMpaeMbIX UM LIBETOB, HE YTO NHOE, KAK BbIpaskeHre el poMaHTU3Ma,
TpebyLIero oT XyqoKHNUKa 1 3puTes abCo/IoTHOTO «BUyBCcTBOBaHUs». OH nc-
M0/Ib3YET «BTOPOII TUII» TOJILKO [JIsi TeX IIPOU3BeEHU, B KOTOPbIX TpebyeTcs
o9 PeKTHBI aKIIeHT, He COOTBETCTBYIOIINI eCcTeCTBEHHOMY KoJsioputy. Camu
CIO’KEeTBI KapTUH-KaTacTpod, Takux Kak «[eBsateiil Bas» (1850, 'PM), «<byps mon
EBmartopueit» (1861, 'M3 llapckoe Ceno), TpebyoT mogo0OHOro 11BeTOBOTO Ha-
KaJla, CO3[JaBaeMOro I10CPeNCTBOM IpeobiialaHus TEIIbIX KPACHBIX U 3KEJITBIX
ToHOB. To ke CBOHCTBO UMeIOT IIPOU3BeeHNUs, CoeprKallliie MOTHUBBI yTpa, OHSA
Y HOYH, CBsI3aHHBIE C OIIpe[ie/IeHHON TeoCcoCcKON?’ KOHHOTALNeN TOCTUKEHNS
TaiiH YHuBepcyma. He ciyuarino ToMniioB obpaiiaeT BHUMaHie Ha HOKTIOPHbI
AIBa30BCKOr0, B YaCTHOCTH, Ha IIOCTPOeHHe I[BETO-CBETOBOM Cpedbl B ITUX
npousBeneHusnx. OH numeT XynoxHUKY B 1839 rony: «CoyiHeYHBIN CTOT JIYHBI U
OTCBeT ee B Bojle IIpeKpacHO HAllOMHMHAET [Jla3y TEeIJIOTy BOCXO[da COMHILA, Te-
IJIoTa 5Ta B IMePBYI0O MUHYTY UIET II0 OyIle, HO CUJbHBIE MO-BUANMOMY JIYUH
9TOTO KUBOTBOPHOTO CBeTUJIa He pa3/IMBalOT HUKAKOM KMU3HU Ha [Ipoyne IIpe-
MeTBhl, TIpeficTaB/sgeMble B KapTUHe, OTCBETOB HeT! B cepalie MoeM KUBO Terjioe
yTpo, a B KapTUHe TUXasl XOJ0AHasi HOUb, YyBCTBa MOU PAa3HOPOAHBI C KAPTHUHOIO,
s1 He MOry I'yJisiTh B Hei»?8. Ho yske B 1842 rony TomuiioB gaet mpoTUBOIOJIOK-
HYIO OlLleHKYy paboTaM AIBa30BCKOIO U C HECKPBIBAEMOIl pafoCThio OTMEYaeT
repeMeHBI B KOJIOPUCTUYECKOM OTHOIIEHUN U B OTHOIIEHNY KOMITO3ULIOHHOTO
ctpost: «¥Ypa, ['aiiBazoBckuil! ¥Ypa, mussiiit Visan KoncrantunoBuu! Bot naBe kap-
THUHBI TIpeflecTHRIe. BeuepHee co/HIIe CKBO3b JIeTKHe ITapbl OCBelllaeT IIpo3pad-
HOEe MOpe, Ha KOTOPOM B[a/Ii BU[HbBI OCTpPOBa, a BOIM3U JIoAKa C JIIOAbBMU <...>
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Tyt »xanHbIil r1a3 Mot TpoberaeT 10 OTKPBITOMY [1JIs1 HEI'O IIPOCTPAHCTRBY, I10-
HUMaeT Bce, 4To BuAUT. Cebsi 0HOrO CIIpalIMBaeT, U OTBET [IPUATHO pa3gaeTcs
B uyBcTBax moux. CosHile - yyno Ha Hebe. Uyno u na kaptune! Ypal»? OueBumHo,
AlTBa30BCKHUIl BIIOCIENCTBUH BOCIIOIb30BAJICSI COBETaMHU CBOET0 [TIOKPOBUTEJIS,
Bellb B 9TOM MHCbMe TaK 3aMeTHO IpOsiBjleHa UCKpPeHHsAA pagocTbh [OMMJIOBA,
KOTOPBIIT Bcerpa Oblil YeCTEH B CBOMX OLIEHKAaX: «<paCCTOSIHUE OT MPEKHUX TaK
BeJIMKO [1JIsI MEHsI [10Ka3a/10Ch, YTO 51 OLIEHUJ Obl €ro HECKOJIBKUMU rogamu...»*°

Aunexkceit PomaHoBuY ToMU/I0B 6b1J1 HE IIPOCTO NOKPOBUTEJIEM IOHOL'O U ellle
He [10 KOoHIIa copMupoBaBlIerocs yyeHnka Axkagemun ViBana AfiBa3oBcKoro,
OH OKa3aJCcs Yy TKUM HaCTaBHUKOM, KAKUM SIBJISJICS [JIsI MHOIUX UMEHHUTHIX Ma-
cTepoB nepBoii nosoBuHbl XIX Beka. Ero «Meiciu 1o skuBonucu», mo-BUANMO-
My, M3JIaraBIIleCcs UM He pa3 B JIMYHBIX Oece/lax ¢ Xy[dOKHUKOM, COXPaHUIUCH
B ¢opMe nuceM. HeBO3MOKHO yCTAHOBUTH CTelleHb BIIMSHUS 3THUX HIEH Ha
TBOPYECKOE Pa3BUTHE BEJINKOI'O MAPUHUCTA, HO OTPULIATh ee OyeT 110 MeHbIe
Mepe HecIllpaBeAanBo. [TaBHBIM JOKa3aTeIbCTBOM DTOTO BJIUSAHUS SABJISIOTCSA He
TOJIBKO MBICJIA caMOro AHBa30BCKOT0, BO MHOT'OM CXOsKHe C ITo3nunei ToMnona,
HO U I'7IaBHaf 3arajika «I[1ocjeJHero poMaHTHKa» PYyCCKOM Meii3askHOMN KHUBOIIHU-
cu. [1pu Bcet kaxkyieiicss 9gpPeKTHOCTH ero MojoTHA OTIINYAT YIAUBUTEIbHASN
CIepKaHHOCTh U CUCTEMAaTUYHOCTb, BOCXOAIIAsA KOPHAMH K IIpeJpoMaHTHde-
CKUM TpaauLusaM. TOMHUJIOB, KOTOPBIH BeJl CBOIO 3CTeTUUYECKYIO TeopUIo B «MbIc-
JISIX T10 3KMBOTIMCHU», onupasich Ha uneu ¢punocodos u teoperuros XVIII crone-
THs1, HEBOJIBHO IIOATONKHYJ I0OHOTO AHBa30BCKOTO K BO3BPAIleHUIO K «<ICTOKaM»,
K [JOPOMaHTHUUYECKOMY [TOCTPOEHUIO Xy/103KeCTBeHHOr o npousseneHus. O6 atom
nucan H. Macanun: «OH He BolpollaeT, YTO eCTh ‘BO3BBIIIEHHOE", KAKOBa ero
npupoma, rae ero KopHu, nbo spurtemnio-‘TajanTy’ Bce 3TO HU K 4yeMy. AiiBa3oB-
CKUIT MHPOPMHUPYET CBOEr0 3PUTEIs, UTO “BO3BBILIEHHOE” — €CTh, pACCKAa3bIBAET,
KaK OHO BBIIVISIUT, PACCKa3blBa€T OYEHb BHATHO U 00CTOSATEIbHO»3,

VIMeHHO CcOCTOsIHME «UyBCTBA BO3BBIIIEHHOI'0», KAKOE MOT MCIIBITEIBATh XY-
IJOKHUK B MOMEHT COIIPMKOCHOBEHUs] C HaTypOH, U OOHOBPEMEHHO OIopa ero
XyOOKHUYeCKOU NTaMATH Ha BBICOKYIO KIIaCCUKY CTaJId [JIs1 TBOpYecTBa ANBa30B-
CKOTrO INIaBHBIM oIlpefensionuM npuHunnoMm. OTciona, BO3MOKHO, ¥ BO3HUKAeT
npobisiema BOCIIPUATUS €ro NPOM3BeleHUIN YeJOBEKOM pPallMOHATUCTUYECKOIO
ckJaga, repoeM HoBoro BpeMeHH, 1J1s1 KOTOPOTO NCYe3al0NINii 3a TeJIeHON yTpeH-
HEeTro cBeTa Kopabilb Tak U OCTAETCs B BeKaX «IIPeJIECTHOMN JeKopaLnei».

PEMBPAHOT XAPMEHC
BAH PEVH

XpucToc Bo BpeMd IITOpMa
Ha Mope lNamneiickom. 1633
XomnceT, Maciio.160 x 128
Myzeii za6ennsr Ctioapt
TappHep, BocToH (ykpaneHa)

REMBRANDT VAN RIJN
Christ in the Storm on the Sea
of Galilee. 1633

Oil on canvas. 160 x 128 cm
Formerly in the Isabella
Stewart Gardner Museum,
Boston (currently stolen)
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30.

31

35

PI'MA. @.1086.0m. 1. [1. 117.
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PI'MA. ®.1086.Om. 1. [1. 117.
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Macanun H. TBopuecTBO
K. Ait1BazoBCKOro u paHHe-
poMaHTHYecKas KaTeropus
«BO3BBIILIEHHOT 0> // Borpockr
ncKyccTBo3HaHusA. N°4. 1993,
C.90.
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UK. AIBA3OBCKUI
Hesarsorii Baj. 1850
Xouict, Maciio. 221 x 332
I'PM

IVAN AIVAZOVSKY

The Ninth Wave. 1850

Oil on canvas. 221 x 332 cm
Russian Museum




O.A. KUTIPEHCKUN

IToprper Anekcea PomanoBuya
Tomunosa. 1828

Kapron, maciio. 44,5 x 35,2
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OREST KIPRENSKY

Portrait of Alexei Tomilov. 1828
Oil on cardboard. 44.5 x 352 cm
Russian Museum
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THE ARTIST
AND HIS
BENEFACTOR:

Ivan Aivazovsky and Alexei Tomilov

Vera Bodunova

“Among other nonsense (as well as certain justified criticisms), I hear that
Gaivazovsky' paints too quickly and sloppily. His works are more like stage sets
than paintings, they say. I no longer have the energy to refute these accusations;
I can only remark sorrowfully that ‘at least the stage sets are delightful, you must
concur.””? In such terms, without hiding his sincere chagrin, the well-known patron
of the arts Alexei Tomilov wrote in 1842 to the marine painter Ivan Aivazovsky, who

was, by then, acquiring a reputation in Europe.

Tomilov’s words referred to those aspects of Aivazovsky's art that were shortly
to see him labelled as a salon painter; in the years that followed, this view became in-
creasingly accepted. Tomilov, however, found this verdict upsetting: well-versed in
aesthetic theory and in questions concerning the technical expression of form, the
critic saw special meaning in Aivazovsky’s works. The correspondence between the
two men during the artist’s time at the Imperial Academy of Arts and on his subse-
quent journey to Europe, when his painterly style was being formed, clearly shows
the lively interest that the art connoisseur took in the work of the young artist3 As
well as showing Aivazovsky’s relentless passion for studying nature and seeking his
own original language, these fascinating letters also reveal new facets of the artist’s
personality. To some degree, Tomilov’s universal ideas on form, colour and compo-
sition all became embedded in the marine painter’s creative methods, in many ways
determining the direction of his development.

In the first half of the 19th century, Alexei Tomilov was primarily known for
his art collection, one which featured the work of both well-known Western Euro-
pean masters and prominent Russian painters. Specialists consider Tomilov to be
the first collector of graphic art by his contemporaries,* among whom were artists
such as Orest Kiprensky, Alexander Orlovsky, Vladimir Borovikovsky and Alexei
Venetsianov.

Tomilov’s Uspenskoye estate in Staraya Ladoga was a comfortable refuge for
artists seeking inspiration, its creative atmosphere and lively debates invariably
providing guidance and food for thought for Tomilov's many guests. Spending his
summer months in Uspenskoye as a student’ Aivazovsky created several graphic

wul

Prior to 1846, Ivan Aivaz-
ovsky was frequently
referred to as “Gaivazovsky”.
The artist did not begin sign-
ing his works “Aivazovsky”
until 1840.

Russian State Historical
Archive, collection 1086,
inventory 1, file 117 folio 6.

Russian State Historical
Archive, collection 1086,
inventory 1, file 117; file 130.
Published in “LK. Aivazovsky
- Documents and Materials”.
Yerevan, Hayastan, 1967.

Solomatina, N. Drawings
and Watercolours from the
Tomilov-Schwarz Collection’
// “The Tomilov-Schwarz
Collection” exhibition cata-
logue. St. Petersburg, Palace
Editions, 2015. P. 57.

Notes of the Odessa Society
of the Lovers of Antiquities /
V. Geiman. “Obituary of Ivan
Aivazovsky”.1900.P. 3.
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KoMmuara B mome A.P. TomuniioBa
B MMeHUH YCIIEHCKOoe

B Crapoii Jlanore. 1838

Bymara, akBapeb, TyIlb, KUCTb,
nepo. 176 x 16,8

r'Tr

NIKOLAI TIKHOBRAZOV

A Room in Alexei Tomilov's House
at His Uspenskoye Estate

in Staraya Ladoga. 1838
Watercolour and ink on paper

176 x16.8 cm

Tretyakov Gallery

J1.®. JIATOPMO

Crapas Jlagora.
Huxkonbckuii MOHaCTBIPb
M KPenocTh

Casaroro l'eoprus. 1843
XoJicT, Maciio

I'PM

LEV LAGORIO

Staraya Ladoga.

St. Nicholas Monastery and
St. George Fortress. 1843
Oil on canvas

Russian Museum

6. Onthereverse, asticker
with an inscription in pen
and ink in Alexei Tomilov’s
handwriting reads: “By
Gaivazovsky, 1834, in the
second year of his studies
at the Academy, the
first drawing of his own
composition that he has
brought me.”

. Bulgakov, F.I. “Ivan
Aivazovsky and His Works”.
St. Petersburg, 1901. P. 9.
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works there, including his “View
of Staraya Ladoga” (1835, Russian
Museum) and “Peasant Yard” (mid-
1830s, Tretyakov Gallery). The
young artist also presented Tomil-
ov with his drawing on biblical
themes, “The Betrayal of Judas”
(1834, Russian Museum), created in
one of his classes at the Academy:
the gift inscription can be seen on
the reverse of the work.®

The company of the artists
who visited Uspenskoye, together
with Tomilov’s unique collection
of prints, probably did much to de-
velop the budding painter’s artistic
taste and to draw him into the clas-
sical tradition. One of the key fea-
tures of Aivazovsky’s method was,
indeed, borrowed from a famous guest of Tomilov’s - the artist Alexander Orlovsky.
A remarkably fast painter, Orlovsky managed to produce works of art whose quali-
ty appeared in direct proportion to the speed of their creation: his “swift pencil” was
even praised by the poet Alexander Pushkin. The biography of Aivazovsky by Fyo-
dor Bulgakov’ recalls a related detail: “As Tomilov told Aivazovsky, when Orlovsky
attended his crowded gatherings of art-lovers (of both sexes), surrendering to their
requests, he would sketch for them his well-known horse riders and genre scenes,
quite calmly charging the moneyed customers 10 or 15 rubles for each drawing.
Hinting at the rapidity of his sketching, Orlovsky used to call it ‘baking pies"”

As Aivazovsky noted, Orlovsky's “pies” were most popular with high soci-
ety in Russia’s capital: by the end of the 1820s, indeed, drawings by Orlovsky were
an obligatory attribute of any self-respecting St. Petersburg salon. In later years,
Aivazovsky himself came to be seen as a “baker of pies” it was common for him to
paint numerous small seascapes as gifts for friends and admirers of his work. As
one contemporary recalled, Aivazovsky in Florence, in 1872, “would always come
equipped with watercolour paper, paints and brushes. During conversations, he
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would be busy painting seascapes in sepia. He churned them out, usually three at a
time: while he was working on one, another two would be drying.”®

In 1835, whilst still a pupil of Maxim Vorobyov, the still-unknown Ivan
Gaivazovsky requested Tomilov to send his drawings to the French artist Philippe
Tanneur.?® At that time, Tanneur was busy working on views of sea ports for an
Imperial commission. Who would have guessed that merely a year later, at the
autumn exhibition of the Imperial Academy of Arts, Aivazovsky’'s work would
prove more popular than that of his new French teacher? Of Tanneur’s paintings,
Nestor Kukolnik wrote: “We cannot but admit that the air and the earth did not
please us at all; the air resembled smoke... The earth did not look natural: rather, it
resembled pumice, which was difficult to accept.”® Turning next to Aivazovsky's
works, Kukolnik appears to express a far more favourable impression, noting the
young artist’s “lively echoing of nature” in his portrayal of skies and water. In a
short space of time, Aivazovsky had been able to surpass his teacher, the critic
suggested: “The diversity of his talent is obvious from the very speed with which
he was able to adopt Tanneur’s style, and it could well be that the French artist
will pay a high price for teaching this excellent, yet somewhat monotonous style
to his pupil.™

Just as Alexander Kaznacheyev, the mayor of Feodosia who later became gov-
ernor of Tavrida Province, had played a key role in supporting Aivazovsky’s talent,
so too did Tomilov, helping the young artist to make new connections in the literary
and artistic world of St. Petersburg. In a letter from Paris in 1842, Aivazovsky wrote:
“lam happy that nature gave me the strength to thank, and to prove myself before,
well-wishers such as you. [ recall, when I first came to St. Petersburg, what close
concern you showed for my wellbeing. Back then, of course, [ was not yet known
to anyone; and this is precisely why this is so touching for me. By now, thank God, 1
am completely satisfied in every regard, and everyone desires to know me, but [ am
referring to a different situation. I need not continue with this philosophizing; you
have already understood what [ am trying to say, [ am quite certain.”?
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K. AVIBA3OBCKUI1
IIpeparenscrBo Uyner. 1834
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UTaIbAHCKUIA KapaH/alll,
6emmna. 35,4 x 56

I'PM

IVAN AIVAZOVSKY

The Betrayal of Judas. 1834
Black chalk and white paint
on toned paper. 35.4 x 56 cm
Russian Museum

8. Murashev, A. ‘The Princess
Volkonskaya’' / “Novaya
Yunost” (New Youth), 1999,
no. 3 (36). “Book of Fates”.
http:/magazines.russ.ru/
nov_yun/1999/3/murash.html

9. Russian State Historical
Archive, collection 1086,
inventory 1, file 130, folios 1-2.

10.  “Ivan Konstantinovich
Aivazovsky and His Forty
Two Years of Artistic
Activity. 1836-1878".
Chapters I-II // “Russkaya
Starina” (Old Times in Russia).
April 1878. St. Petersburg.
P.669.

1. Ibid, p.670.

12.  Russian State Historical
Archive, collection 1086,
inventory 1, file 130, folio 7
(verso).
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In reading Aivazovsky’s elegant letter, filled as it is with sincere gratitude, one
might fail to take note of a key detail: the meaning with which Aivazovsky invests
the words “close concern”. The writer is hinting that Tomilov plays a unique role
in his life. The surviving correspondence between Aivazovsky and Tomilov proves
that the social protection which the art connoisseur offered to the young artist was
not the main premise on which their relationship was based.

Tomilov's role in the creative development of the young marine painter was
no less important a factor. In his previous letter, written in Venice earlier in the
same year, Aivazovsky stressed: “To you, [ did not wish to write briefly of the weath-
er, although most of the letters that I am forced to pen, are indeed of this nature.
[ desired to write to you of things fine and artistic, since your ideas and feelings
concerning art demand this, giving rise in me to this desire.”?

Sensitive to the aesthetic aspect of art, Tomilov was interested in the creation
of new art forms. The free, enlightened nature of his views is also evident in the
fact that he was, in the 1810s, a member of one of the better-known Masonic lodges,
“United Friends"!* Other famous members of the lodge included the poet Alexan-
der Griboyedov; Pushkin’s friend, the philosopher Pyotr Chaadayev; and one of the
future leaders of the Decembrists, Pavel Pestel.

Writing about the artistic atmosphere that Tomilov nurtured at his Staraya
Ladoga estate, the art historian Tatyana Alexeyeva, who edited the critic’s man-
uscript “Thoughts on Painting”® justly remarks that he “was one of those people
whose inner world speaks volumes of the spiritual standards of an era.” It is worth
noting that, although it mainly contains his views on the creative process, the art
historian Valery Turchin has called Tomilov's “Thoughts on Painting” manuscript

VLK. AVIBABOBCKUI pro-Masonic.!'* Well-versed in 18th and 19th century philosophic aesthetics, Tomil-
Beper mop# Housto. ov had an important influence on the artists who visited him at his home and on his
e tate. Havi ted f the finest Russian artists of the first half of th
Xoner, macito. 56 x 81 estate. Having supported many of the finest Russian artists of the first half of the
OKIA 19th century, Tomilov proceeded to extend his attention to the new generation, to
IVAN AIVAZOVSKY which the young Aivazovsky belonged.

Seashore at Night. In 1839, in the home of the Conference Secretary of the Imperial Academy of
By the Lighthouse. 1837 A Vasilv Gri ich!7T il & s bv th . . Writi
Otl on canvas. 56 x 81 rts Vasily Grigorovich,'” Tomilov saw five paintings by the marine painter. Writing
Aivazovsky Picture Gallery, to Aivazovsky, the art critic gave a detailed analysis of each work, pointing out its
Feodosia shortcomings. His standpoint, Tomilov stressed, was that of the exacting mentor: ‘I

felt, as I am certain you will agree, that any indifferent viewer can praise, whereas
he who has hopes that a painter will reach the greatest heights, and who passion-
ately desires to see this happen, will take note of shortcomings, and be at pains to
point them out.

18

13.  Russian State Historical
Archive, collection 1086,
inventory 1, file 130, folio 5.

14.  Alexeyeva, TV. Alexei
Tomilov’s “Thoughts on
Painting™ // “Studies and
Finds”. Moscow, 1976. P. 117.
Hereinafter - Alexeyeva.

15.  Ibid, p.105.

16.  Turchin, V.S. Tmages
of Freemasonry in the
Iconography of Russian Art
of the First Half of the 19th
Century’ // “The 19th Century:
Integrity and Process.
Questions Concerning the
Interaction of the Arts”.
Collection of articles/State
Institute of Art Studies of the
Russian Ministry of Culture,
Tretyakov Gallery. Moscow,
2002. P. 66. Hereinafter -
Turchin.

17 Vasily Ivanovich Grigorovich
(1786-1865) was a Russian art
historian. In 1828 he became
Conference Secretary at the
Imperial Academy of Arts.

18.  Russian State Historical
Archive, collection 1086,
inventory 1, file 117, folio 2.
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Having studied Aivazovsky's paintings at length, Tomilov points out that the
artist had not spent enough time in preparation. Aivazovsky was clearly favouring
time in his studio over creating studies from nature, the critic stressed: “It is not so
much about what to paint, for the good artist, but how to paint. Without becoming
accustomed to painting the parts, it is impossible successfully to paint the whole,
which is composed of those very parts, albeit in a different order.”®

Tomilov’s words are a clear reproach to Aivazovsky who, his mentor felt, had
not yet gained the necessary experience or skills for constructing artistic form.
Later, the artist would create contour drawings of landscapes and even highlight
differences in tone with special lines. In general, however, both the information we
possess, and the very works of Aivazovsky themselves, show that he was indeed a
very fast painter, who began and finished his works within the confines of his stu-
dio: “The subject of a painting will rise out of my memory, not unlike the subject of
a poem for a poet. After making some sketches on scraps of paper, 1 get to work, and
[ don’t leave my canvas until | have expressed myself on it by means of my brush.”?°

Tomilov’s words - “make more sketches: bushes, trees, cliffs, waves, ships
etc.” - should not be interpreted as a call to work exclusively from nature, or, in-
deed, to attempt to copy nature in every detail; the critic was certainly not refer-
ring to realist methods. It was, it seems, important for him to convey to the young
painter his idea around the creation of integral artistic images brought into being
through the imagination, yet rendered in accordance with the dictates of classical
composition.

Thisidea, which clearly harks back to the aesthetics of early Romanticism, is
expressed in “Thoughts on Painting”™ “An artist should avoid crossing the bound-
aries of possibility dictated by reason, whilst at the same time striving equally
hard to keep himself free of the yoke which subjugates us to ordinary thought,

A
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UK. AIBA3OBCKUIN
Crapasa ®eopocus. 1839
XouicT, Maciio. 45,5 x 65
OKTA

IVAN AIVAZOVSKY

Old Feodosia. 1839

Oil on canvas. 45.5 x 65 cm
Aivazovsky Picture Gallery,
Feodosia

20.

21.

Russian State Historical
Archive, collection 1086,
inventory 1, file 117 folio 2
(verso).

Geiman, V. Ivan
Konstantinovich Aivazovsky
(On the Centenary of His
Birth)' / ITUAK (News of

the Tavrida Academic
Archives Commission),

no. 55,1918, Simferopol. P.196.
Hereinafter - Geiman.

Russian State Historical
Archive, collection 1086,
inventory 1, file 117 folio 2.
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limiting us and quenching our imagination.”” This delicate balance between the
rush of creative talent, on the one hand, and rational composition, on the oth-
er, was, for Tomilov, the ideal embodiment of a work of art. Thus, aside from his
thoughts on studies from nature, Tomilov also deliberately dwells on the sensual:
“A painting should mirror nature, or perhaps I should say, it should bring together
the sensations that nature evoked in the artist. Why should an artist attempt to
portray sensations through incomprehensible images that do not agree with the
habits of our senses? Each occasion when nature surprises the artist acts not so
much on his senses, as on his reason, and the considerations of reason are ren-
dered through prose, which one scarcely wishes to admit to the realm of the aes-
thetic!"

In time, these words were to become the epitome of high standards for
Aivazovsky, as he continued to explore the nature of the art of painting. Once again,
this shows the significant impact that the ideas of Tomilov had on him: “It saddens
me to see an artist attempting to express ideal beauty through prosaic form, turn-
ing a subject filled with poetry into a common thing of the everyday.”

Tomilov’s views on the importance of colour in works of art were also, very
probably, known to Ivan Aivazovsky. Colour has a particular part to play in the
creation of a painting, Tomilov felt, its role being to produce emotional impact.
As Alexeyeva has noted, in “Thoughts on Painting” the art critic describes two ap-
proaches to colour.?® With the first, colour is mixed on the palette to match the nat-
ural surroundings of the artist, who “clearly perceives colour in nature and is able
to convey it vividly and freshly for the eyes and senses of others.”

The other approach involves a deliberate decision by the artist to create the
necessary effect without preliminary mixing on the palette. This can be achieved
through “the fusion of colours which often may not correspond to those in nature,
yet, having been properly combined on the canvas, produce on the eye an effect
similar to the play of colour in nature that the artist wished to convey.”

This division from the author of “Thoughts on Painting” is founded on the
same sensual basis that should, Tomilov felt, be present in any true work of art. For
this reason, Tomilov himself gave preference to the second approach, which could
be likened to the methods used by Rembrandt or Rubens. It is clear that, with their
bright, highly contrasting hues, many of Aivazovsky’s works can be seen as expres-
sions of the ideas of Romanticism, which supposes an absolute “feeling in” on the
part of the artist, and of the viewer.

Aivazovsky uses the second approach only for those works that require a
striking touch which does not correspond to natural hues. The very subjects of his
“disaster” paintings such as “The Ninth Wave” (1850, Russian Museum) or “Storm
over Yevpatoria” (1861, Tsarskoye Selo Museum-Reserve) seem to demand height-
ened, vivid colour, which Aivazovsky creates with the aid of prevailing warm red
and yellow tones. This approach was also seen as appropriate for works portraying
times of the day and, thus, conveying a certain theosophical?” mood of pondering
the secrets of the Universe.

[t was no coincidence that Tomilov paid special attention to Aivazovsky’s noc-
turnes, dwelling in particular on the artist’s portrayal of colour and light. In a letter
to the painter written in 1839, he suggested that: “The sunny haystack of the moon
with its reflection on the water effectively recalls to the eye the warmth of sunrise.
At first, this warmth flows through one’s soul, yet the apparently strong rays of this
life-giving source bring no life to the other objects in the painting, there are no re-
flections! In my heart, the warmth of the morning is alive, yet the painting depicts a
quiet, cold night. My senses are at odds with the painting, [ cannot be at ease in it."?®

By 1842, however, Tomilov was writing of Aivazovsky’s painting very differ-
ently. Scarcely able to conceal his joy, he points out shifts in composition and in the
use of colour: “Hurrah, Gaivazovsky! Hurrah, dear Ivan Konstantinovich! Here are
two exquisite paintings. Through a light mist, the evening sun shines upon a limpid
sea. In the distance, we see islands; in the foreground, a ship with people.. My eager
eye speeds over the open space of the painting, comprehending everything it sees.
It questions only itself, and  experience the answer in my senses with pleasure. The
sun is a miracle in the sky. It is a miracle in the painting also! Hurrah!"?

[t seems Aivazovsky had heeded his patron’s advice. Tomilov's pleasure was
evident in his letter, and the critic, it appears, was always honest in his appraisal: “So
far from the earlier ones were they [the paintings], that I would have assumed they
were created several years later...”3°
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To Ivan Aivazovsky, the student of the Imperial Academy of Arts still discov-
ering his creative talent, Alexei Tomilov was more than a benefactor. The art critic
was able to offer the young painter the same sensitive guidance and support that
he had provided to many famous masters of the first half of the 19th century. It is
evident that the ideas contained in his “Thoughts on Painting”, repeatedly voiced
to Aivazovsky during the two men’s many encounters, were also expounded in his
letters to the artist that survive today. Whilst it is hard precisely to evaluate the in-
fluence of these ideas on the great marine painter’s creative development, to deny
their importance for Aivazovsky would certainly be a mistake.

This influence is clearly evident not only in the ideas of Aivazovsky, so sim-
ilar in many respects to those of Tomilov, but also in the main mystery associat-
ed with the “last Romantic” of Russian landscape painting. Despite their striking
nature, Aivazovsky’s canvases are systematic and methodical in a way reminiscent
of pre-romantic tradition. Based on the ideas of 18th century philosophers and the-
oreticians, the aesthetic theory put forward by Tomilov in his “Thoughts on Paint-
ing” naturally encouraged the young Aivazovsky to seek to return to the “roots”
with a pre-romantic approach to creating works of art. As Nikolai Masalin writes:
“He does not enquire, what is the sublime? He does not question its nature. He does
not seek to find its roots: the viewer has no need for this. Aivazovsky informs his
viewer that the sublime exists; he shows the viewer how it looks; his narrative is
clear and detailed.” The “feeling of the sublime” that Aivazovsky experienced in
his contact with nature, together with the classic tradition that underpinned his
painterly memory, provided the main foundations for the artist’s work. This is per-
haps why it could indeed be difficult for the rational viewer, one born out of the
Enlightenment, to appreciate Aivazovsky’s work. For those with such allegiances,
ships disappearing into a thin veil of morning mist could indeed seldom be anything
but “delightful stage sets”.
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The Bay of Naples. 1841

Oil on canvas. 75 x108 cm
Peterhof Museum-Reserve
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Ivan Aivazovsky and the
Early Romantic Concept
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Storm over Yevpatoria. 1861
Oil on canvas. 206.6 x 317.3 cm
Tsarskoye Selo Museum-Reserve
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«Moii ajipec - Bcerja B @eo/10CH10» — TaK AVMBA30BCKUI OIpeie/IsijI IOCTOAHHOe Me-
CTO CBO€Ml ;KM3HU U TBopYecTBa. Ryja Obl HU ye3:kaJjl Xy10:KHUK — B [leTtepOypr, Mo-
ckBy, [Tapusk, Benenuio, KonetanTuHomno. b niav Helo-Vopk, - OH Beerjja BO3Bpallasicst
B PO/HOI ropoa. B nome ABa30BCKOIO Mo-TIpeskHeEMY cOOMpaeTcsi MHORECTBO I'o-
CcTel, HeHUTeJIeil UCKYCCTBAa, 3HATOKOB, CIIeLUAJIUCTOB U MPOCTO TeX, KOro BjeYeT K
cebOe nMsA BeJIMKOIo MapuHucTa. B 9Tux creHax, Kak U Npu ;KU3HU MacTepa, 3ByYUT

MY3bIRa, pa6OTaIOT XYIORHURKU, JOM ITO-TIPpEsRHeMY 3aBoeBbIBaeT cepua 1 1yl Bce

HOBbIX 1 HOBBIX IToUMTaTe/JIeil ero tajaHra.

B urone 1844 ropa nBanuatucemuneTHuil AiiBazoBcKkuil Bepuysics B [letepOypr us
NEeHCHOHEPCKOIT Noe3ku B EBporty, rae rpo0Osi yeThbipe roja u Obl1 obj1ackaH BHU-
MaHHeM He TOJIBKO IINPOKO IyOJIMKHY, HO M KOposieBCKUX gBopoB Mtanun, baBapun,
@paHuun. B nepsble ke Mecsilibl IpeObIBaHUs B OTEYECTBE OH CTaJl KaBalepoM Op-
nena cB. Aunsl Il crenenu, nmpodeccopom u akamemurom VmmepaTtopcekoit Akame-
MUM XYI0KEeCTB U [I0JIyUn/I 3BaHue skrBonuciia [taBHoro Mopckoro mraba Poccun.
B 1845 rony on y4yacTBoBas B Ii1aBaHuM ¢ akcrnenniueit anmupana Ol Jlutke Ha ma-
pycHbIX Kopabisix k 6eperam Typrnn, Maioit Asum, octpoBam [ pedyeckoro apxurnenara.
XymoKHUK MHOTO U YITOpHO paboTas u yske 1846 romy oTKpbLI IepBble epCoHabHbIE
BeicTaBkU B Deonocnu u Ofiecce, a Takske MpeCTaBUI CBOU KapTUHBI B [leTepOypre,
Bepnune, [Tapuske. Kaxayio BICTaBKy CONPOBOK/IA/IM XBajleOHbIe OT3BIBBI B IIpecce
Y BOCTOPI'Y MOKJ/IOHHUKOB. CTO/Ib ObICTpast, faske IIyMHasl YCIIEIHOCTb U [IPU3HaHUE
He3aypsiIHOCTU TaslaHTa BbI3bIBA/IM JIOOONBITCTBO U NPUBJIEKAIN BHUMaHNE IeTep-
Oyprckux raset u yKypHasioB. HeoxugaHHoe [/1s1 OKpy»KalOIIUX pelleHrne MOJIOOro
MOJIHOT'O XY/IO’KHUKA [TIOKMHY Th CTOJIMLY 1 000CHOBATbCS B ThICSUaX BEPCTaX OT Hee, B
MasieHbKOI PeoqocHy, BbI3Ba/IO MHOKECTBO TOJIKOB, HEJOyMeHUH U [TepecyoB.

Mexkny Tem B 1845 rogy AiBa3oBCKUE KYIHJI y4aCTOK 3eMJIM Ha Oepery
Mops Ha okpanHe Peoocuu 1 B IepBoil IToJIOBUHe 1846-ro Hava/ CTPOUTENBCTBO
Ioma 1o cobcTBeHHOMY NpoeKTy. «He BepuM HaMepeHUAM XyHOKHUKA, HO, KaK
651 TO HU ObLIIO, OH cTpouTcs B Peonocuu», — MUCAJ OOUH U3 KYPHAJUCTOB TeX
JeT. «XopollleHbKasi BUJLJIa [10 er0 COOCTBEHHOMY PHUCYHKY BO3HUKAET B 9TOM IIpe-
KpacHOM I10 MeCTOTIOIOKeHNI0 TopoaKe. ABa30BCKUIl HalleeTCs IlepeCelnuThCs
TyZa Ha [NIOCTOSIHHOE KUTEIbCTBO, 3aBECTH OOLINPHYIO MACTEPCKYI0, KOTOPasi B TO
’Ke BpeMs [TOCJTyKuJ1a Obl U IIKOJION KUBOIIMCH [IJIsI TOIO Kpasi»'.

< WK. AiiBazoBckuit
1890-e. ®ororpadus
OKTA (Peopocuiickas
KapTUHHAs rajepest UMeHU
N.K. AitBazoBcKOro)

<« Ivan Aivazovsky. 1890s
Photograph
Archive of Aivazovsky
Picture Gallery, Feodosia

1. WnmocTtpauus. 1846. T. 24. -
Hwurt. no: bapcamos H.C.
N.K. AiiBa3oBCKUIl.
Cumdeporoip, 1953. C. 47.
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IMapagnas rocTuHas B jome
N.K. AiiBazoBckoro
1900-e. ®oTorpadus

State drawing-room
in Aivazovsky’s house. 1900s
Photograph

2. AliBa3oBcKUi. [JOKyMeHTEI
n MaTepuasbl Epesan, 1967
C.90. (Hasee: AitBazoBCKMUil.
[1oKyMeHTBI M MaTepHaJIbL.)

3. ®onnpt DKI'A
(Deomocuiickas
KapTHUHHas rajgepes UMeHN
N .K. AiiBazosckoro). [1-3.

4. B1899 rony AiiBasoBckuit
06paTHIICs K UMIIepaTopy
Huxonaio II: <He nmero
chIHOBei, Ho Bor Harpaau
MeHst JOUYepPbMH 1 BHYKaMU.
7Kenas coxpaHuTh CBOIA
pof, HocAIINiA haMIIIIO
AI1Ba30BCKUIA, 1 yCbIHOBUIL
CBO€ro BHYKa, CbIHa CTapleil
nouepn AjleKcaHipa
Ilatbpu... Ocmentoch IPOCUTD
YCBIHOBJIEHHOMY BHYKY
AJleKcaHIpy [1aTh MOIO
amuimio BMecTe ¢ repbom u
JOCTOMHCTBaMH [BOPSHCKOTO
pona». - Lut. mo: Capacsax M.
7KusHb Benmkoro MapuHuCTa.
Deonocnus; Mocksa, 2010.
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ity

Heckomnbko mosske, ocenbio 1846-ro, ox kymnuit Ha OskHoM Gepery Kprima He-
6OJIBIION 3eMeJIbHBIN YYaCTOK — IUIO[OHOCSLIUI call, 0 KOTOPOM IKCAJ/L «YI1BU-
TeJIbHOe MeCcTO. 3UMOII ITOUTH BCe 3ejIeHO, MO0 MHOI'O KUIIApUCY U JIaBPOBBIX [e-
peBbEB, a MeCsiYHble PO3bI LIBETYT OECIIPECTAHHO 3UMOIA. 1 B BOCXMILIEHUN OT 3TOMN
MOKYIKY, XOTs fOXOOY HU KOIeHKH, HO 3aTO HUKaKue BUJLIBI B MlTanuy He 3acTaBAT
MeHs 3aBUJ0BaTh»%

B «@opmynsipaom criucke Il crenenu [Ipodeccopa Mnepatopckoit Akane-
MuM Xy[IOKeCTB }KMBOIIMCU U MOPCKUX BUIOB, cocTosALlero B 8-M Kiacce IBaHa Ai-
Ba30BCKOro»%, XpaHsiieMmcsi B Peo1oCcniICKON KapTUHHOM rajiepee, OTMEYEHO, YTO
B 18477 rony XynoskKHUK 3aKOHYUJI CTPOUTEJILCTBO CBOEro JoMa. B To BpeMs gomx-
HOCTb T'OPOACKOI0 apXUTeKTopa UCIoHAN UuTanbsaHel CantuHo bekapuo. He uc-
KJIIOUEHO, YTO [P [IPOEKTUPOBAHUN U CTPOUTE/IbCTBE 3[aHNA AIBa3OBCKUN MOT
COBETOBATbCS C HUM.

[loM nopaskasn paamepamu, pyHKLMOHAIBHO OPUEHTHPOBAHHBIMU apXUTEK-
TypHbIMU (hOpMaMU, UMIT032aHTHOCTBIO UHTEPHEPOB MapaJHbIX TOCTUHbIX, IpeqHa-
3HAUEHHBIX [JIs [IPUEMOB, I BHYLLIMTEJIbHOCTBIO [JIABHOTI'O 10;KHOTO (pacana B CTUIIE
HeopeHeccaHc. Ha ero teppacax cTos/n MpaMOpHbIe U KepaMUYeCKUe CKYJIbIITY-
pbl, npuBe3eHHble n3 Mranun. B npocTeHkax Mesk[1y OKHaMHU Ha KOHCOJISIX ObLIN
pasMellleHbl KepaMUUecKre CTaTyH, CUMBOJIM3UPYIOLIMe YeTblpe BUja UCKYCCTBa,
B HHUIIIaX — MpaMOpHbIe CKYJIbIITYpbl BeHeps! 1 AnosutoHa. [To arTuky 6n111 ycTa-
HOBJIEHBI CJIEIIKM C aHTHUYHbIX opuruHanoB Benepel Munocckoi, ['epel, ['epkyiieca.
Ilepen mapanHbIM BXOJOM B AOM, Ha OrpaykIeHNUU Teppackl, — ABa KepaMHUUYeCKUX
rpudona. Ha ogHoit us teppac 6bl1 coopyskeH (poHTaH, HAIOMUHABIINI Oax4yuca-
paiickuii «poHTaH Crie3».

B Tom ke «DopMyJIIpHOM CIIMCKe» YKa3blBaeTcsl, YTO AIIBa30BCKHUIL Bajiesl He
ToJibKO JoMoM B Deonocun, Ho U 3eMitel B cenienun [llax-Mamait @eonocuiickoro
yesga. B aToM MecTe, oBesTHHOM JlereHIaMHi 0 MOHI'0JIbCKOM I10JIKOBofLle Mamae, oH
BCKOPe [NOCTPOMJI CBOM 3arOPOAHBII OM, He CTOJIb [1apaHblil, KaKk ero ropoacKoii
0COOHSIK, HO TOKe CITOCOOHBIN IT0pa3uTh BOOOpaskeHue roCTeN.

Onuu us ero BHYKOB, Asniekcauap [lenonumosuy Jlatpu® (c 1899 roga on Hocun
¢hamminio AiiBa30BCKUIi), B CBOMX BOCIIOMUHAHUAX «VI3 pasexkoro mpouuioro» Tak
OIKCHIBAET 3TO 34aHue: «[JoM B UMEHUM OH CTPOUT HEOOJIBIION, B TATAPCKOM CTHUJIE,
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Bcero 8-10 KoMHAT, HO C OOJIBIION U OYEHDb BHICOKON MaCTEPCKOIL A <..> HeIaIeKO Ha npasHOBaHNK THS PO TEHN
ot nmoma cunrensb OJis1 rocTell B 22 KoMHaTh®. Kak cBumeTenbCcTBYeT B cBoux «Boc- BMEM’::;;E‘ZCXK;\)KMM
noMuHaHusx 06 AiiBasoBckom» buorpad xymoskuuka H.H. Kysemun, Bce cTpoenust 1899. dotorpadms

B IMEHUM YTOTIa/IU B 3eJIeHH, K [JOMY BeJia AJIMHHAs aJjljiesi U3 BBICOKUX [TMPaMUIaJIb- Aivazovsky's birthday party
HBIX TOITOJIEN U KUITapucoB®. A «repef JOMOM, B LIBETHUKE, OblT O0JIbIIION OacceiiH, at the Shakh-Mamai estate. 1899
COCTOSIBUIMI U3 3-X KPYrOB, COeJUHEHHBIX KaHa/IoM. V] B KaskJoM Kpyry cTosijia Ha Photograph

SIKOpe Mo[iesIb KopabJisi aplivHa [1Ba BHIIIMHON. DTO ObUIM TOUYHbIE KOIIUU KopabJieit
napycHoro uioTa c apycamu, ¢ ylikaMu U T.11. M BeIkpalieHbl OHM ObLIN B YePHBIiT 1
OeJIblil LIBETA, KAK OKPALIMBAJIMCH B TO BpeMsi HAIllK Cy[ja»’.
[nu, npoBeneHHble B l1lax-Mamae, 06bIYHO 3TO ObLIM JIETO U YaCTh OCEHU, XY-
IO’KHUK B OCHOBHOM MocCBsan pabote, u, ro cioBam KysbmuHa, «<B Deonocuio oH
BO3Bpallla/ICsi C MACCOI HOBBIX XOJICTOB M HOBBIM ITPUJIMBOM dHeprum»8, B Tex sxe «Boc-
IOMHHaHUAX...» Ky3bMUH, He pa3 FOCTUBLIMHI y XyI0KHHUKA, BOCIIPOM3BOOUT KapTUHY
ObITa B TOPOJICKOM [IOME KMBoIUCLA: «3a 00eeHHbIN CTOJI, TOMEIIABIINNCS B 00-
LIMPHOII CTOJIOBOM B HMIKHEM dTake JoMa AMBa30BCKOIO, CaU/I0Ch OOBIKHOBEHHO
He MeHbllIe 15 yesloBeK, Tak KAk KpoMe MHOTOUNC/IEHHO CeMbH, OKpy:KaBlell [BaHa
KoHcTanTrHOBHYA, 0GBIKHOBEHHO KTO-HUOY/Ib [TPUIJIAIIAICS; HAe33KaJIH U [I0YeTHbIE
rOCTHU U3 CTOJNINLBI U I'yOepHCcKoro ropona Cumdeporiosns. MHorne npuesskre ocraBa-
JINCh B BOCXUILIEHUH OT MUJIOY ceMeliHOI KapTUHbBL, KOTOpasi cCorpeBaslach JJaCKOBBIM
B30poM 1 obpaitiieHrem VMiBaHa KoHcTaHTUHOBHYA, IETCKUM JIETIETOM €0 MaJIEHbKUX
BHYKOB, ocTpoTamu VBaHa KoHcTaHTHHOBUYA, O’KUBIIEHHON Oeceioit 1 6oToBHEN
IlaM ¥ NPUCYTCTBYIOIINX rocTeil. <..> [lom ero 6bU1 MosHas 4yallla ¥ caM XyOOKHUK
ObLT KUBBIM, BECEJIbIM, OOIINTENbHBIM XO351HOM, HE CTECHSSCH IIPUCYTCTBUEM I'O-
creil, oH paboTai ¢ ObICTPOTOI U YBEPEHHOCTBIO, HE OTPBIBAsICh OT [10JIOTHA, B CBOEM 5. Ateasosckuti AL
LIMPOKOM Xy OKeCTBEeHHOM XaJjlaTe, C [1aJIMTPOI U KUCTBIO B PyKax, OH B TO 7Ke BpeMs ﬁi iaﬁzgirfg?.%oﬁgm
LIy THJI, HalleBaJl, pasroBapuBall C FOCTAMU U paboTais 6e3 ycraam»’. '

6. Kysomun HH. BocmomuHanus
[To oT3bIBaM COBpeMEHHHUKOB, COBEPIIEHHO HEOOBIKHOBEHHBIMU U BIIEYATIsA- "
06 AiBa30BCKOM.
IOIIMMU OBI/IM IIPUEeMbI U 6astbl B foMe AliBazoBckoro. OnnH 13 ooOHbIX 311130/10B Cumdeporions, 2005. C. 65.
onucall ero BHyK Anekcanfp Jlarpu. B neHs TesonMeHUTCTBA MMIIepaTpuULbl Ma- 7 AliBasosckuii ATL Yias. cou.
puu Oemoporner, 22 uiosst 1890 roaa, y xynoskHuka B qome 0but 6am B ato Bpems C.25.
B 3a/IBe CTOSUIM Kopabsin YepHOMOPCKOIT aCKapbl, yKe 3aBepIINBLIME MUHHbIE 8. Kysbmun HH Ykas cou. C. 67

cTpesbbbl, Ha Gas ObLIO NpUIJIAllleHO KoMaHOoBaHue Kopabueil. [locie casmora 9. Tamsxe. C.66.



Iom LK. AitBazoBcKoro.
1900-e. ®oTtorpadus

Aivazovsky’s house. 1900s
Photograph

Atisasosckuti A.I1 Ykas. cou.
C.23.

Pycckas crapuna. 1878. T. 23.
C.283-284. - llut. CapacaH M.
7KusHb BeJIMKOro MapuHUCTA.
®eopocnus; Mockaa, 2010.
C.130.

Tam xe. C. 284.

TperbakoBckas ramepes N1 (54) 2017

B YECTb [IHS POKIEHUS UMITEPATPULIBI C KOpabiieil 3CKaaphl IPUOBLI OPKECTP, ero
PacCITIOJIOKU/IN Ha Teppace ITapagHOY TOCTUHO. Bckope cTanu che3kaThCs rOCTH,
B YMCJIe KOTOPBIX ObLIM KOMaHIYIOIIUI 9CKAIPOii C IBYMS aqMUpaIaMU, MOPCKHUE
ocutieps! ¢ kKopabJieii, oduilepbl MECTHOTO IT0JIKA, IPULJIallieHHbIE PeOTOCUMIIbL
MY3KUMHBI BO ¢ppaKax u gaMbl B 6aibHbIx 1aThax. VLK. AliBazoBckuil oTKpbLI 6a
BajIbCOM cO cBoeit BHyukoi Codueil, KOTOpOit HaKaHyHe UCIOJHUIOCH 16 feT u
oHa ObL1a 00bsIB/IEHA HEeBeCTON. TaHIIeBa/iu FOCTH B [TapaIHbIX TOCTUHBIX BTOPOTO
aTayKka, CTOJIbI ObLJIM HAKPBITHI HA [TIEPBOM dTaske, B rajiepee. B pasrap 6asa KTo-To
13 MOPSIKOB CKa3as ABa30BCKOMY, YTO MOJIOJION MUUMAaH KHsA3b XUJIKOB OT/INY-
HO TaHILyeT PYCCKY0. X035IMH MOIPOCUJI €r0 CTaHLIeBaTh, HO, CMYILIEHHBIN TaKO
npochb0oil, FOCTh OTKA3bIBAJICS, TOKAa ANBAa30BCKUI He BBITAIIU/ €0 3a PyKy Ha
cepenuny 3aja. «<MoMeHTabHO 06pa3oBaICs MMPOKUN KPYT, 1 XUJIKOB, YBU/IEB,
UTO y3Ke OTCTYIIaTh HeJsib3s, JaJl 3HaK OPKECTPY U JNeWCTBUTEIbHO OTUET/INBO U
JINXO [IPOTaHIIeBas PyCCKy0. Bce Oblin B BOCTOPTe, ¥ TPOM arjioqUCMEHTOB ObL
Harpagoi Xuakosy».

CaMmpIMU BHEYATISIOMIUMU ObLIM BU3UT HUMIIEPATOPCKON CEMBU U IIPUEM,
OKa3aHHBIM ANBa30BCKUM BBICOKUM rocTaM. Jletom 1867 roma Benmmkas KHAMKHA
Mapust AnekcaHopoBHA U BeJUKUN KHA3b Ceprell AjleKCaHIPOBHY, BEPHYBIIUCH
13 myTeliecTBUuss B KOHCTAaHTUHOIOb, B KOTOPOM IO IMPOCbOe HMITepaTpULIbI
Mapuu AlekCcaHIPOBHBI UX COTIPOBOKIAJ XyIOKHUK, BEIPA3UI sKeJlaHue oce-
tuth Qeonocuio u ero gom. Vix BUSUT cTas rpaHOMO3HBIM COOBITHEM B TOPOME U
COIPOBOKAAJICS TOU MBILMIHOCTBIO, HA KOTOPYI0 ObL1 criocobeH xo3sind. OouH us
buorpacdos xynoxkuuka, [LI1. Kaparsiruy, B skypHaiie «Pycckas ctapuHa» onucan
aTo nocenienue: «B nens npuesna Mx Benuuects Bech ropop 6b11 paciiBeyeH duiia-
ramu, repen qoMoMm AIBa30BCKOTO MOCTpoeHa Obliia u3 3ejieHU TpuymdasibHas
apka. [lapoxon, Ha KoTopoMm ibLn Vix BennuecTBa, BepeTe 3a qBe no Oepera ObLt
BCTpeueH ANBAa30BCKUM, €XaBIIMM Ha KaTepe, 32 KOTOPBIM CJIe[JOBAJ/IU YeThIpe
KpaCUBbIE TOH/IOJIbI, HAMTOJIHEHHbIE [[BETAMU: UMU IPEeOILIbl YCTUIATN BOTHBI MOPSI
nepen napoxogom»ll. Bech eHTp ropomaa Ob11 00uibHO yKpaliieH, «B cagy MIPOTUB
0OMa YCTPOEHBI ObLIM TPU KUOCKA C OBIOIIUMMU B HUX (POHTAaHAMU U KaMeHHasi Po-
TOH[Ia; Ha bepery Mopsi — TeaTp, a y caMoro bepera - TeKOpaTUBHOE MaJialilo B Be-
Hel[aHCKOM BKyce»'2,

['ocTtu HanpaBuaIuCh B 1OM ABa30BCKOTO, Ille B X YECThb XO35MH [aJjl Po-
ckorrHell oben. [lociie dero Ha cileHe TeaTpa OBLIO YCTPOEHO IpeacTaBJie-
HHYe CO CLieHKaMU U3 K1U3HU KoHcTaHTUHOMOJIA U 6ajleT, UCIIOJHEHHBIN AeTbMU
“MeHUTBIX roposkad @eonocun. Mesxkay TeM npubinskasics Bedep, CTEMHENO, U
«call, OKPeCTHOCTb, MOPCKO# Oeper u Gauase;kaiiuil Mo ObIIN UITIOMUHUPO-
BaHbI U 10 BpEMeHaM o3apsieMbl OeHrajbckumMu orusiMu. Ha okoHeyHocTu moiia
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ycTaHOBJIeH OblL1 BeH3esnb [ocynaps Mmnepatopa, co-
OpY’KeHHBIN M3 [peBeCHBIX BeTBell, MeKOy KOTOPLIMU
I'pyIia U3 HECKOJIBKUX /IeBUIL B OelIbIX MJIaThsX, CTOSI Ha
BBICOKHUX ITOJIMOCTKAaX, COCTaBJIsjla OUepTaHUs BeH3es
- B MCIOJIMHCKUX pasMepax»® [lpasnHuk nponosmkal-
cs o Jaca Houd. YacTb crefylollero gHs TOCTU IIpOBe-
J1 B HeOoJbIIOM MMeHMM AliBazoBckoro rnop CynakoM,
rfe AJisi HUX ObUI YCTPOEH IMKHUK B BOCTOYHOM CTHIIE.
B maMsTh 0 moceleHNN XyAOKHUK 10JapUJI TOCTSM [IBe
kapTuHbl ¢ Bugamu Peogocnn u CyqakCKON JOUHBI BO
BpeMs Mpa3gHUKa. [lo okoHUaHNM BH3WTa UMIIepaTpUlia
Mapus AnekcaHOpoBHA OTIIpaBUJIa XYOOKHHUKY Telle-
rpaMMmy «C BbIpakeHHeM Bpicouaiiineii 6jarogqapHoCcTH
Ee Benuuectna 3a ygoBonbscTBUe, VX BricouecTBaM no-
cTaBieHHOe»!,

Benukuit kHa3p Koncrantun Hukosaesuu co cBu-
Toii mocetun AnBasoBckoro B 1886 romy". Kartomukoc
Bcex apMstH Mkprtuu | Xpumsia Aiipuk (1822-1907) roctun
y AIfBa3oBCKOTO B TedeHMe Heflenu B 1895 rogy B ropoa-
ckom mome u B lllax-Mawmae'®. B pasHble rombl 1oM roce-
wiaau M.C. Boponrios (1782-1856), HoBopoccuiickuii u
Beccapabekuit reunepasn-rybepuarop'’; AWM. Kasuauees
(1788-1880), cenartop, riaaBa TaBpuueckoi rybepHun'®;
[1M. JTazapes (1850-1919), cenatop, TaBpuueckuii rybep-
HatopV.

[Toskamyit, caMblif HEOKUAHHBIN 1 pPOMAaHTUYeCKUI BU3UT HaHEC XyLOKHUKY
KPBIMCKO-TaTapCKUil padboiHNUK AJIMM, JIMYHOCTb KOTOPOro Obljla OBesiHa MHOKe-
CTBOM HapO[HBIX jereH . OH BHe3aIHo MOSBUJICS B IIaX-MaMalCKol MacTepCKoi
Bana KoHcTaHTHMHOBHYA, NPUBIEYEHHBIN Tyda paccka3aM{ O TBOPUYECTBE KU-
Bonucla. AHBa3oBCKUI Obl T00e3€eH ¢ rocTeM, [I0Kasasl eMy CBOU KapTUHBI U, I10
BOCTOYHOMY 0OBIUalo, NpUIIACK/I Ha Yaliky Kode. McTopus nMmena rpopomkeHue
elte Oolee POMaHTUYECKOE U HEOKUAaHHOE. DTOT 3MN30/[] CBA3aH C KEHUTHOOM
xynoskHuka. Korna cBageOHbIN KopTesk nociie BeHyaHus 15 aBrycra 1848 rona ot-
npaBuics B Lllax-Mamati Ha npa3gHUYHBIN OaHKET, JOPOry UM IIperpainii OTpsifi BO-
OpY’KeHHBIX BCaJJHUKOB, UTO BCTPEBOKMIIO U UCITyraso exaBmux. [IpeqBoaurenem
oTpsina okasascs AJIUM, KOTOPBIH [TO3paBUII }KEHXa U HEBECTY U, TIO TaTaPCKOMY
o0bI4alo, [1o/1apnJ1 MOJIO[ION KPaCUBYI0 BOCTOUYHYIO HIa/b>.

CrpeMsich K pa3BUTHIO UICKyCcCTBa B KpbIMY 11 He [TOJTyYMB Ha 9TH Lieu prHAaH-
COBOM MoAAeP:KKH roCcyAapcTBa, ABa30BCKUI ycTpou B 1865 romy BEICTaBKY CBO-
ux kaptuH B [leTepOypre, 00bsIBUB, UTO cOOp C Hee «IIpeiHA3HAYAETCs] HA YCTPOU-
CTBO MacTepCKOH Ha pOJMHEe KUBOIKCIIA [JIs [TyTelIeCTBYIOMNX XyLOKHUKOB, a
TakyKe [JIs1 JIIoObuTesnel, KoTopble ObI ITOKeJal M0JIb30BAaThCs COBeTaMu Ipodec-
copa U KolupoBaau ero kapTuHbb?. Torna e oH oTkpbu1 B Peofocuu Ipu CBoeM
IoMe XyIOKeCTBeHHYI0 MaCTePCKYIo, B KOTOPOI MOIJIN ITOTy4aTh €ro COBETHI BCe
KeJIaloIlre MOJIOZbIE JIFO/IY, U ObLT 3a4MC/IEH «Ha CIy>K0y 110 AKaleMUU XyI0KECTB
CO BCeMU IpaBaMu, KOTOPbIE IPeCTaBIIeHbI Ipodeccopam OHOI, 3a UCKJIIOUeHHEM
’KaJIOBaHbs»?% B ero riaHax ObLJIO OKa3bIBATH MOAEPKKY U [IOMOLIb TaJIaHTJIMBBIM
MOJIOABIM JIIOJISIM «KOTOpEIe, He NMesl CPelCTB NpeANpUHUMAaTh JaJbHero Iy Telle-
CTBUS U He HaXO/Isl HUKAKOI BO3MOKHOCTH 3aHUMAThCS UCKYCCTBOM y cebs Ha po-
IIVHe, IPHHYKAeHbI ObIBa/IM OTKA3aThCsl OT CBOEIO MPU3BaHUs»?,

Yike B cienytolieM roay oH ornpasui B CoBet AkageMuu psif pabot Hanbo-
Jlee TaJIaHTJIMBBIX U3 CBOUX YYEHHMKOB, B uncie KoTopsix Obuin @.A. Konporyino
(1846-1925), BriocsiencTBun BhIyCKHUK [leTepOyprckoit AkameMun XymqoKeCTB, U
AU ®eccrep (1826-1885), nponomkuiinit yueby B MOCKOBCKOM YUMIIMILIE KUBO-
nvcy, BasgHusA U 3oa4ectBa?:. [lepBble HaBbIKM YKUBOIIMCHOIO MacTEPCTBA [1OJTyYall
B MacTepCKoil AIBa30BCKOr0 TaKske M3BeCTHBIN MapUHUCT, yposkeHel Deonocun
JL.®. JTaropuo (1826-1905). B pasHbIX HCTOYHUKAX CYIIECTBYIOT CBEeIEeHUs, JOBOJIb-
HO pasHopeuuBble, O MpebbIBAaHUM B MacTepckoit AriBaszoBckoro AU KymnHmkn
(1842-1910), B 6ymyuiem nmpodeccopa [leTepbyprekoit AkameMun XyoosKeCTB, Ha KO-
TOPOI'0 TBOPYECTBO BEJMKOI'O MaPUHUCTA OKa3aJsio OoJbIIoe BO3eNCTBHIE.

Macrepckyio AniBazoBckoro mocerai K.®. boraesckuii (1872-1943), ponus-
mmmiics v xuBni B @eogocuu. OH fgesal KapaHJalllHble PUCYHKH C KAPpTUH XyHOK-
HUKa, 1o3ske yuuiics B [leTepbyprckoit Akagemnun xynosxecTs®. MHoro BpeMeHn
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[TaMsATHUK

N.K. AiiBazoBcKOMY
paboThl CKyJIbIITOPA
NS TunnGypra
(ucnosien B 1910-e,
ycraHoBJjeH B 1930)
2016. ®oTorpacdus

Monument to Ivan
Aivazovsky.

Sculptor, Ilya Ginzburg:
created in the 1910s,
installed in 1930

2016. Photograph

13.  Tamxe. C.285.
14.  Tamxe.
15, Capzcan M. Yras. cou. C.183.

16.  AiiBasoBcknil. [lokyMeHTBI
n maTepuansl C. 271.

17 Capaecan M. Yka3. cou. C. 35.
18.  Tamke. C. Al

19.  Atisasosckuli A.J1 Ykas. cod.
C.23.

20.  Capacan M. Ykas. cou.
C.89-90.

21.  bapcamos H.C.VIBan
KoHcTanTuHoBUY
AiiBaszoBckuit. 1817-1900.
M., 1962. C. 95.

22, [loKyMeHTBI U MaTepHalbL
C.145.

23.  Tamske. C.142.
24, Tamxe. C.148-149.
25.  Capecsan M. Yka3. cou. C. 207,
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O[Ha U3 TOCTUHBIX IOMA
N.K. AiiBazoBckoro,

HbIHEe 3KCHO3I/I]_II/IOHHBIﬁ 3ann
OKrA

2016. ororpadust

One of the drawing-rooms

in Aivazovsky's house,

today an exhibition hall. 2016
Photograph

26.  Capecsn M. Ykas. cou. C.179.

27 Tamxke.C.248.

28.  Bbapcamos H.C. AitBa3oBCKMIL.

M., 1962. C.130.
29.  Tamxke.C.119.

30. Capecsan M. Ykas. cou. C. 202.

31. Al Yexos. CobpaHue
counHenuit. T. 2. M., 1963.
C.233-234.

TperbakoBckas ramepes N1 (54) 2017

MpoBeJi B foMe ANBa30BCKOro, KOIIUPYsI €ro KapTUHBI, B OyIyIleM N3BEeCTHbIN ap-
MstHCKuUM xynokHukK O.51. Margecsin (1857-1908), saBepiuBiiuii obpasoBaHue Tak-
ske B [leTepOypreckoit Akamemun xymoskecTs?. U npyrue apMsiHCKUe KUBOMUCIIBI
B pasHble TOMbI IIOCEIIAN JOM, MACTEPCKYIO U rajiepeio AMBa3oBCKOTO, 00OIIaINCh
C HUM, BOCXMIIIAJIMCh €I0 TBOPUECTBOM U, 10 CJIOBaM MHOT'MX U3 HUX, TTOJTy4aJ/iy Ha-
My TCTBUE OT MacTepa B Havajle CBOero My Tu B ucKyccTBe. B ux yuciie 6putu B.S1. Cy-
pensuir (1860-1921), A. [1labownsiu (1864-1949), B. Maxoxsiu (1869-1937), E.M. TaTteBo-
caH (1870-1936)%.

Tpoe BuykoB AtiBazoBckoro — MUIL Jlatpu (1875-1942), A.B. I'ausen (1876-
1937), K.K. Apueynos (1891-1980) - ctanu xymoskHukamu. OHU B pasHOe BpeMSsT 3KUIN
B [IOMe [Ie[1a U, HECOMHEHHO, Oy TU/IM Ha cebe BIIUsIHME ero UCKyCcCTBa. B ranepee
AIBa30BCKOI0 U B TOCTSIX Y MAPUHUCTA ObIBAJIU BbIIAIOIINECS PYCCKUE XYOOKHUKHI
VN umikwuy, ['H. Cemupancknit®.

['octem AtiBazoBckoro B 1875 romy 611 [LM. TpeTbsikos. Vx cBsi3biBanu mo-
Opble U yBasKUTEJbHbIE OTHOIIEHUs, O YEM CBUIETEJbCTBYET I[IEPEeruncKa, ObITh
MOJKET, He CTOJIb MHTE€HCUBHAs, HO IIPOIOJ/IPKABILIASCSA B TeUEHNEe YeThIpeX NeCsATU-
Jgetuii. MockoBcKuit cobupartesnb BOyMYUMBO OTOUpAJ [AJIs1 CBOE rajiepeu JIydiine
MpOM3BeIeHUs BEJINKOro MapruHucTa®.

HecomuenHo, AiiBa3oBCKUi OblI MHTEPECEH MHOTUM BBIOAIOIIUMCS [esiTe-
JISIM OTE€UYEeCTBEHHOU KYJbTYPbl U IPUHUMAJI UX B KAYECTBE TOCTEN B CBOEM [TOME.
B ux uuncne A.C. CyBopuH (1834-1912), sxypHanucT, uzmaTesib, Bjiaaenel] OOHON 13
KpyIHenmux usnareibckux pupM Poccun. On nmen mnauy B @eomocuun, 6611 apy-
sKeH ¢ AIBa3OBCKUM M ObIJI 4aCTLIM T'OCTEM B ero gome’,

K HeMy obpariasics XyoosKHUK 32 MOIIePKKOM, KOToa BeJsl XJIOMOThI O ITpoBe-
IleHUU KeJie3HoU noporu k Peogocun.

Ha paue CyBopuna B ®@eonocum B 1888 roay roctun All Yexos. [lucartens
1 )KYPHAJIUCT OBbIBA/IM B TOCTAX Y ABa30BCKOr0 B €r0 FOPOICKOM JOME U UMEHUU
[ITax-Mawmaii. B mucome k MUIL. HexoBoit ot 22 mas 1888 roma riucarens geauniaca CBo-
VMU BIIEYATJIEHUSMU OT BCTPeY C XYIOOKHUKOM. «/IMEHbe POCKOIIHOE, HECKOJIBKO
CKa304YHO€; TaKle UMEHUs], BEPOSITHO, MOKHO BuleTh B [lepcum». U nanee co cBoii-
CTBEHHOU eMy UPOHUEL 0XapaKTepu30Bas Xo3suHa: «B cebe ogHOM OH COBMeIaeT
Y reHepasa, u apxuepesi, 1 Xy[Oo>KHUKA, U apMSIHUHA, 1 HauBHOTO fefa, u Oresnio»
Jlutepatop, obuiectBenHslit nesstens B.C. KpuBenko (1854-1931), corpyaHuyaBunit
¢ »kypHasiom «<HoBoe BpeMsi», yacTo 6b1Ban y AMBa30OBCKOIO U CTaJI aBTOPOM BOCIIO-
MMHaHHK O HEM.

KaprunHas ranepesi, mpuMbIKaBLIasi K JOMY >KUBOIUCIA U OTKPBIBILIASICS [JIs
nocerenus B 1880 roay, 6bl1a paccunTaHa He TOJBKO /151 9KCIIOHUPOBAHUS KaPTHUH.
[Tomerienne ob6mamano BeTMKOMEITHON aKyCTUKOM, B HeM Oblila yCTpOEHa ClieHa —
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nepBble nybsnyHble roaMocTk Peonocun. 31eCh BHICTYIIAIN BbIAAPIINECS apTh-
CTBI M My3bIKAHTBI TOT'O BPEMEHIL

['octsimu AfiBazoBckoro 6butu akTepbl AslekcannpuHckoro Tearpa K.A. Bap-
samoB (1848-1915) u H.®. Cazonos (1843-1902), npamaTypr 1 O4YeHb IOITYJIsIPHBIIL
ucrnosHuTe b KoMruueckux poseit MJ1. Kponusuuiikuii (1840-1910), apmsiHckue ak-
Tepst [LE Agamsn (1849-1891), A H. Apmensa (1871-1965)%2

B kapTuHHOI rasiepee u B MapagHbIX FOCTUHBIX foMa VLK. AifBazoBcKoro 3By-
4ajia My3bIKa B UCITOJIHEHUU BBIAAIIINXCS My3blKaHTOB A.l. Pybunirreiina (1829-
1894), I'M. BensiBckoro (1835-1880). C Oyay1inm BeIIAOMIMMCS apMSIHCKUIM KOMIIO-
sutopom u aupuskepom A.A. Criennuapossim (1871-1928) AiiBa3oBcKoil ycTpanBait
IoMalllHHe KOHIIePTHI, B KOTOPBIX Xy[OKHUK UTpall Ha CKpHUIIKe. B mome nenu conu-
ctbl Mapunnckoro teatpa cynpyru HH. 1 M.H. ®uruepsr.

Kak skuBonucern [maBaoro Mopckoro mrtaba Poccun, AfiBazoBckuit ctast Jjie-
TOIMCLIEM KU3HU poccuiickoro ¢uiora. Ero narproTuyeckue dyBCcTBa ObLIM Ha-
CTOJIBKO BBICOKHM, YTO OH IIPUHUMAJI yUaCcTHe He TOJIbKO B MaHEBPaX, HO 1 B O0EBBIX
HOEeNCTBUAX PyCCKOro (JioTa, HECKOJIbKO pas robeiBas B ocaxkgeHHoM CeBacTorio-
Jie ¥ iayke OTKPBLJI TaM BBICTaBKY CBOUX KapTUH [JIs NojgepkaHusi 6oeBoro gyxa
3alllMTHUKOB ropopa. «Kaxnas rnobena Halmx BOMCK Ha Cyllle M Ha MOpe panyeT
MeHsI KaK PyCCKOTO B IyLI€ U [JaeT MbICJIb KaK XyJOKHUKY M300pas3nuTh ee Ha [10JIOT-
He»®?, — nucan AriBasoBckuit. OJIOT LIEHUI CBOETro YKMBOIIKCLIA, U B [JHU [IPa3HOBA-
Hus SO-JIeTHs eTo TBOPUYeCKOH esTe/bHOCTU B 1887 rogy B NpUBEeTCTBEHHOI peun
Mopckoro MuHHCTepCTBa MIPO3BYyYaslo, 4To Mopckoe BeJOMCTBO TOPAUTCS TeEM,
YTO Xy/IOKHUK COCTOUT B €r0 CIIMCKax>",

He ciyuaiino noatomy ero roctsaimu Obutu skuBimi B @eonocuun [1.C. Kots-
peBckuii (1782-1852), reHepasn ot uHdpaHTeprH, repoii pyCCKo-IIePCUICKOY BOMHBI®,
a rakske renepas H.H. PaeBckuit-mnanimmii (1801-1843), et repost OTeuecTBEHHOIT
Botinbl 1812 roma; MUIT. JTazapes (1788-1851), dsioToBomelr n MoperyiaBaTesib, aIMU-
paJ, komaHaywounit YepHomopckum diorom®; B.A. Kopuusos (1806-1854), Bu-
Lie-afiMMpaJl, HayanbHUK 11Taba YepHoMopckoro ¢uiora, pyKoBogUTEb 0OOPOHBI
Ceacromnons®”; BU. [ecrens (1795-1865), renepasn-maitop, TaBpudeckuii rybepHa-
top, ceratop3®;, MT. JTopuc-Memnukos (1825-1888), reHepasi-ieiiTeHaHT, BOEHHBIN U
rOCYOapCTBEHHBII AeATeb>.

[laske IpocToe NepeuncieHre UMeH JIOfel], B TeueHNe }KNU3HN AMBa30BCKOIO
6bIBaBLIMX B €ro (peooCniiCKOM [oMe, OOIIABUIMXCH C XYI0KHUKOM, 00CYsK/1aB-
LIMX C HUM OOBIUHBIE KUTENCKUE Aena uin OeceoBaBIINX O ero O/rcTaTe bHOM
HMCKYCCTBe, yYaCTBOBABIINX B JOMAIIHUX WU/ FOPOLCKUX IpasfgHUKaX, KOTOPEIe
ycTpauBaj MacTep, pacKpbIBAIOT Iepefl HAMM U3BeCTHbIe UM HeBeJOMble TPaHHU
’KII3HU BEJINKOTO MAapHUHUCTA.

O[1Ha U3 FOCTUHBIX OMA
N.K. AitBazoBckoro,

HbIHEe SKCHOSI/IHI/IOHHLI]}'[ 3al
OKI'A

®ororpadus. 2016

One of the drawing-rooms
in Aivazovsky's house,
today an exhibition hall. 2016

Photograph

32.  Capecan M. Ykas. cou. C.168.

33.  bapcamos H.C. AiiBa30BCKHUIL.
M., 1962.C. 67

34.  AiiBazoBckuil. [lokyMeHTBI
n maTepuansl C. 225.

35.  Capecsin M. Ykas. cou. C.79.

36.  Tam xe.

37 Tamsxke.

38.  Tam xe.

39. Tamxke. C.195.
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AIVAZOVSKY™S

HOUSE AND GUESTS

Tatyana Gaiduk

“My address - Feodosia, always.” That was how Ivan Aivazovsky would refer to his
permanent home, the centre of both his life and work. Wherever the artist travelled,
to St. Petersburg, Moscow, Paris, Venice, Constantinople or New York, he always
returned to his native town. To this day the artist’s house attracts guests - artlovers,
specialists, connoisseurs and those are simply drawn to Aivazovsky’s work. Within its
walls, music is still played and artists still work, and the house continues to capture the
hearts and souls of new admirers of the talents of its famous resident.

In June 1844, Aivazovsky, aged 27, returned to St. Petersburg from his study trip
around Europe, which had lasted four years and during which the artist had been
feted with much attention not only by the public at large, but also by the royal
courts of Italy, France and Bavaria. In the first months after his return to Russia,
Aivazovsky received the Order of Saint Anna of the 3rd class, was made a profes-
sor and academician of the Imperial Academy of Arts, and appointed painter of the
Naval Staff. In 1845, the artist sailed with Fyodor Litke’s expedition to the coasts of
the Ottoman Empire, Asia Minor and to the Aegean Islands. The artist worked hard:
already in 1846 he arranged his first personal exhibitions in Feodosia and Odessa,
and displayed his paintings in St. Petersburg, Berlin and Paris. Each of these ex-
hibitions received favourable reviews in the press and delighted visitors. Such rap-
id, even resounding success and the acknowledgement of the artist’s exceptional
talent aroused curiosity and drew the attention of the St. Petersburg newspapers
and periodicals. However, the young and fashionable artist unexpectedly decided
to leave the Russian capital behind him and settle more than a thousand miles away,
in the small town of Feodosia; it was a decision that gave rise to various rumours
and misunderstandings, and much gossip.

In 1845, the artist acquired a plot of land by the sea, on the outskirts of Feo-
dosia, and in the first half of 1846 construction of a house began there, built to the
artist’s own design. “We hardly believe in the artist’s intentions but, however it may
be, his house in Feodosia is under construction,” one journalist wrote at the time. “A
very nice villa designed by the artist himself is appearing in the perfectly located
town. Aivazovsky intends to settle there permanently and to set up an extensive
studio, which could also host a school of painting for the district.™

A little later, in autumn 1846, the artist bought another small plot of land on
the southern coast of Crimea - a fruit orchard, of which the artist wrote: “It is a
remarkable place, in winter it is almost completely green, due to the cypresses and
bay trees, and the roses bloom all winter. I am delighted by this purchase, and al-
though it brings not a kopeck in income, it means | have no reason to envy those
villas of Italy.”

<« [om, B KOTOpOM poauiics
N.K. AiiBazoBckuit
1900-e. ®oTorpadus

The house where Ivan
Aivazovsky was born.1900s
Photograph

<~ KapTI/IHHaﬁ ranepeﬁ
N.K. AiiBazoBckoro.
1880-e. @ororpadusi.

Aivazovsky Picture Gallery. 1880s
Photograph

L “Nlustratsija”. 1846. Vol. 24.
Quoted from: Barsamov,
Nikolai. “Ivan Konstantin-
ovich Aivazovsky”.
Simferopol, 1953.P. 57.
Hereinafter - Barsamov.

2. “Aivazovsky. Documents
and Materials”. Yerevan,
1967.P.90. Hereinafter -
Documents.
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KaprunHnas ranepes
N.K. AiiBasoBckoro
1900-e. ®oTorpadus

Aivazovsky Picture
Gallery.1900s
Photograph

3. Archive of the Aivazovsky
Picture Gallery. D-3.

4, In 1899, Aivazovsky addressed
Emperor Nicholas II: “I do not
have sons, but God gave me
daughters and grandsons.
Wishing to preserve my
family name, [ adopted my
grandson Alexander Latri,
the son of my elder daughter.
I dare to ask you to give my
adopted son Alexander my
last name, my arms and the
title of nobility.” Quoted from:
Sargsian, Minas. “Life of
the Great Marine Painter”.
Feodosia-Moscow, 2010.
Hereinafter - Sargsian.

5. Aivazovsky, Alexander. “From
the Distant Past”. New York,
1948.P. 25. Hereinafter - Latri.

6. Kuzmin, Nikolai. “Memories
of Aivazovsky”. Simferopol,
2005. P. 65. Hereinafter -
Kuzmin.

7 Latri. P. 25.
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[t is mentioned in the “Employment Record of Ivan Aivazovsky, Professor of
Painting and Seascapes Third Grade of the Imperial Academy of Arts, 8th Grade
Civil Servant”, which is held at the Aivazovsky Picture Gallery, that the construc-
tion of the house was finished in 18473 At that time, the Feodosia town architect
was an Italian, Santino Becario, and Aivazovsky may well have consulted with him
on the design and construction of the building.

The house was impressive both for its size and its functional architectural
forms, the impressive interiors of its formal drawing-rooms, intended for recep-
tions, and its magnificent southern Neo-Renaissance facade. Its porches were dec-
orated with marble and ceramic sculptures, brought from Italy. In piers between
the windows, ceramic sculptures, symbolizing the Four Arts, were placed on brack-
ets, and marble statues of Venus and Apollo were set out in niches. Copies of an-
cient statues (Aphrodite of Milos, Hera and Hercules) decorated the building’s top
storey, and in front of the grand entrance there were two ceramic griffins on the
balustrade. On one of the terraces, a fountain resembling the “Fountain of Tears” in
Bakhchysarai was erected.

The “Employment Record” points out that Aivazovsky owned not only this
house in Feodosia, but also a plot of land in the village of Shakh-Mamai in the Feo-
dosia district. In that location, steeped in legends about the Tatar military com-
mander Mamai, the artist built his country house - not as grand as his mansion in
the town, but nevertheless impressive to guests.

One of the artist’s grandsons, Alexander Latri, who took the painter’s sur-
name in 1899, described this building in his memoirs “From the Distant Past™ “He
builds a house on his country estate, not large, in Tatar style, with just eight to 10
rooms, but with a very large, high-ceilinged studio. And there was a guest wing
with 22 rooms not far from the studio.” According to Nikolai Kuzmin, the artist’s
biographer, Aivazovsky’s country estate was full of flowers and trees, and a long
avenue of Bolle’s poplars and cypresses led to the house.® “There was a large pool
in the flower garden in front of the house, comprising three circles joined by one
channel, with a two-arshin-high [one arshinis equal to 71 cm] model ship anchored
in each corner. These were exact copies of the sailing fleet - complete with sails,
cannons, etc, and were painted in black and white, as such vessels were in our
day..””
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The time that Aivazovsky spent in
Shakh-Mamai, usually in summer and early
autumn, was mainly dedicated to work, and ac-
cording to Kuzmin, the artist “would return to
Feodosia with a vast number of new canvases
and filled with new energy.”® Kuzmin visited
the painter in his town house many times, and
in his “Memories of Aivazovsky” he described
life there: “At least 15 persons sat at the din-
ing-table in a vast ground-floor dining-room,
since besides the artist’s large family, there
were usually invited visitors, and sometimes
distinguished guests from St. Petersburg or
Simferopol, the principal town of the province.
Many of those who visited were delighted by
the charming family setting, warmed by Ivan
Konstantinovich’s kind looks and attention, and
the babble of his little grandchildren, the witty
remarks of [van Konstantinovich, and the excit-
ed conversations and chatter of ladies and oth-
er guests.. The atmosphere of the artist’'s home
was always hospitable , and he himself a lively,
cheerful and sociable host. Regardless of visi-
tors, he worked quickly and firmly in his wide
artist’s coat, a palette and brush in his hands,
and at the same time he was joking, singing
songs and talking to his guests - and working E. el
untiringly.” '

According to the artist’s contemporaries,
the receptions and balls held in Aivazovsky's
house were most unusual and impressive. His grandson Alexander Latri described
one of the balls, given by the artist on July 22 1890, to mark the name day of Em-
press Maria Fyodorovna. At that time, the Black Sea Squadron, which had complet-
ed torpedo training, was anchored in the Gulf of Feodosia, and the command of
the ships was invited to the ball. After the gun salute in celebration of the name
day of the Empress, an orchestra arrived from the ships of the squadron and was
positioned on the terrace of the drawing-room. The guests soon began to arrive,
among them the squadron commander and two admirals, ships’ officers, officers of
the local guards, and invited citizens of Feodosia (the ladies in ball dresses, the gen-
tlemen in tail-coats). The ball was opened by Aivazovsky dancing a waltz with his
granddaughter Sofia, who had just reached the age of 16 and was now considered
marriageable. The guests danced on the first floor, with tables laid in the ground-
floor gallery. At the height of the ball one of the sailors told Aivazovsky that a
young midshipman, Prince Khilkov, knew Russian folk dance very well. The host
asked him to dance, but the guest was embarrassed by such a request and refused,
until Aivazovsky grabbed him by his arm and pulled him to the centre of the room.
“The guests immediately made a large circle in the middle, and Khilkov, seeing that
there was no retreat, gestured to the orchestra and proceeded with the Russian
folk dances, precisely and dashingly. Everybody was delighted, and Khilkov was ap-
plauded vigorously.”°

But the most impressive such occasion was the visit of the Imperial family
and the reception Aivazovsky held for his honoured guests. In summer 1867, on
their return from a trip to Constantinople, Grand Duchess Maria Alexandrovna
and Grand Duke Sergei Alexandrovich expressed a wish to visit Feodosia and the
house of Aivazovsky, who had accompanied them on their journey at the request of
Empress Maria Alexandrovna. The visit was a grand event for the whole town, and
the honoured guests were welcomed with all the splendour the host could offer.
Pyotr Karatygin, the artist’s biographer, described the visit in “Russkaya Starina”
(Old Times in Russia) magazine: “On the day of Their Highnesses’ arrival the whole
town was decorated with flags, and in front of Aivazovsky’s house a triumphal arch
was made from greenery. The steamship, on board of which Their Majesties trav-
elled, was welcomed just over a mile off the coast by Aivazovsky, who went out on a
launch, followed by four beautiful gondolas, filled with flowers, which were used to

N.K. AitBazoBcKuit
Hauauso 1890-x
®otrorpadus

Ivan Aivazovsky
Early 1890s
Photograph

8.
9.

10.

Kuzmin. P. 67.
Ibid., p. 66.
Latri. P. 23.
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ranepeu umenu ML.K. AiiBasosckoro
2016. ®ororpadust

The building of the Aivazovsky
Picture Gallery. 2016
Photograph

11.  “Russkaya Starina” (Old Times
in Russia). 1978. Vol. 23,
p- 283-284. Quoted from:
Sargsian. P.130.

12.  Ibid, p.284.

13.  Ibid, p. 285.

14, Ibid.

15.  Sargsian.P.183.
16.  Documents. P. 271.
17 Sargsian. P. 35.

18.  Ibid, p. 41

19. Latri.P.23.
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carpet the waves of the sea in front of the steamship.”™ The whole town centre was
richly decorated: “opposite the house, in the garden, three pavilions with fountains
and a stone rotunda were erected; there was a theatre on the sea front and a deco-
rative palazzo in Venetian style on the shore.”?

The guests made their way to the house of the artist, who gave a luxurious
dinner in their honour. Afterwards, on the theatre stage, scenes from Constanti-
nople life were presented, and a ballet performed by the children of Feodosia’s no-
tables. Meanwhile, night approached, darkness fell, and “the garden, the surround-
ings, the seaside and the breakwater nearby were illuminated, with a firework
display. At the end of the breakwater, the monogram of His Majesty the Emperor
was created out of boughs of trees, while a group of young ladies, dressed in white,
stood on high platforms, repeating the outlines of the monogram on a fabulous
scale.”® The celebrations lasted until one in the morning. The guests spent part
of the following day near Sudak, at a small estate belonging to Aivazovsky, where
an Oriental-style picnic was held. In memory of their visit the artist presented the
guests with two paintings, depicting Feodosia and the Sudak Valley during the
celebrations. To mark this visit, Empress Maria Alexandrovna sent a telegram to
Aivazovsky, expressing “the gratitude of Her Majesty for the pleasure afforded to
Their Highnesses” !

Many notable figures of the era came to visit Aivazovsky at his home in
Feodosia. In 1866, Grand Duke Konstantin Nikolayevich came with his retinue.®
In 1895, the Catholicos of All Armenians, Mkrtich Khrimian Hayrik (1822-1907),
spent a week at Aivazovsky’s town house and at his estate in Shakh-Mamai.'* Mikhail
Vorontsov (1782-1856), governor-general of New Russia and Bessarabia,!” and the
senators and governors of Tavrida Province Alexander Kaznacheyev (1788-1880)'®
and Pyotr Lazarev (1850-1919),” were among other honoured guests at the artist’s
house in Feodosia at different times.

Perhaps the most unexpected and romantic visit was that paid by the Cri-
mean Tatar outlaw Alim, around whose personality numerous folk legends have
grown up. He appeared suddenly in Aivazovsky’s studio in Shakh-Mamai, attracted
by talk of the painter’s works. Aivazovsky was gracious to his guest; he showed him
his paintings and, in Oriental style, offered him a cup of coffee. However, the story
developed in an even more unexpected and romantic way, in an episode connected
to the artist’s marriage. On August 151848, the wedding procession was travelling
to a festive banquet at Shakh-Mamai, when a band of armed horsemen barred its
way, scaring those in the cortége. The band’s leader was Alim; he congratulated the
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newly married couple and gave the bride a beautiful oriental shawl, following Tatar
custom.®

Aivazovsky strived to develop culture and the arts in Crimea, but received
no financial support from the state; in 1865 he held a personal exhibition in St.
Petersburg and announced that all proceeds from it were intended “to fund a studio
in the painter’s home town for travelling artists, as well as for enthusiasts of art,
who would like to take the professor’s advice and make copies of his paintings.”®
Thus he came to open an art studio at his house in Feodosia, where anyone interest-
ed could come to consult with him; the artist was employed by the Imperial Acad-
emy of Arts and “given all the rights its professors were granted, except salary”.??
Among Aivazovsky's plans was to provide help and support to young people, who
“could neither afford a long journey, nor had a chance to study art at home, and
were sometimes forced to relinquish their vocation.”?

As early as the following year, Aivazovsky sent a series of works by his most
talented students to the Senate of the Academy of Arts: among them were paint-
ings by Fyodor Kondopulo (1846-1919), later a graduate of the Academy of Arts, and
Adolf Fissler (1826-1885), who would continue his studies at the Moscow School
of Painting, Sculpture and Architecture?* The famous marine painter, himself a
native of Feodosia, Lev Lagorio (1826-1905) also took his first painting lessons at
Aivazovsky's studio. Various sources, albeit sometimes contradictory, suggest
that Arkhip Kuindzhi (1842-1910), the future professor of the Imperial Academy of
Arts, who was influenced by Aivazovsky's work, attended the painter’s studio, too.
Konstantin Bogaevsky (1872-1943), who was born and lived in Feodosia, also visit-
ed Aivazovsky's studio; he made pencil drawings of the artist’s paintings and later
studied at the Imperial Academy of Arts? Emmanuil Magdesian (1857-1908), the
future famous Armenian painter, who also went on to complete his education at
the Academy of Arts, spent much time at Aivazovsky’s house making copies of his
paintings.®*® Many other Armenian painters - including Vardges Sureniants (1860-
1921), Arséne Chabanian (1864-1949), Vartan Makhokhian (1869-1937) and Yeghishe
Tadevosyan (1870-1936) - visited Aivazovsky's house, studio and gallery at different
periods; they spent time in his company, admired his works, and, according to many
of them, were encouraged by the master at the very beginning of their creative
careers.”

Three of Aivazovsky's grandsons - Mikhail Latri (1875-1942), Alexei Hanzen
(1876-1937) and Konstantin Artseulov (1891-1980) - would become artists. They lived
in their grandfather’s house at different times and were undoubtedly influenced
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Ibid., p. 148-149.

Sargsian. P. 207.

Ibid., p.179.

Ibid., p. 248.
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B Deopocuiickoit KapTUHHOM
ranepee umenu VLK. AitBazoBckoro,
paHee oflHa U3 TOCTHUHBIX B /IOMe ¥
xynoxHuka. 2016. @ororpadus

One of the drawing-rooms

in Aivazovsky's house,

today an exhibition hall. 2016
Photograph

by his work. The prominent Russian artists Ivan Shishkin and Henryk Siemiradzki
visited Aivazovsky’s house and gallery,® as did Pavel Tretyakov, in 1875. The artist
developed a positive and respectful relationship with the great collector, which is
evident from their correspondence - although not intensive or frequent, it never-
theless continued over four decades. Tretyakov carefully chose the best works of
the great marine painter for his gallery.?

There is no doubt that Aivazovsky aroused great interest among many out-
standing Russian cultural figures, who were in turn hosted by the artist at his
home. One such was Alexei Suvorin (1834-1912), a journalist and publisher, and
the owner of one of Russia’s largest publishing houses: he had a summer house in
Feodosia, and was a friend and frequent guest of Aivazovsky.?® The artist in turn
approached Suvorin for support in his campaign to ensure that the railway be
extended to Feodosia.

In 1888, Suvorin hosted Anton Chekhov in his dacha in Feodosia, and both of
them visited Aivazovsky at his town house as well as on his Shakh-Mamai estate. On
May 221888, Chekhov wrote to his sister Maria Chekhova about his visits to the art-
ist: “Itis an extravagant, fairy-tale estate of the kind you must probably find in Per-
sia.” He went on to describe his host with a typical touch of irony: “In him alone are
combined a general, a bishop, an artist, an Armenian, a naive old granddad, and Oth-
ello.”® Vasily Krivenko, the writer and public figure who was a contributor to the
newspaper “Novoe Vremya” (New Time), was also a frequent guest of Aivazovsky
and wrote a book of memoirs about him.

An art gallery, adjacent to the artist’s house, was opened for visitors in 1880,
intended not only for the display of paintings. The hall had excellent acoustics,
and a stage too, and so became the first public theatre in Feodosia. That brought
not only artists but also prominent actors and musicians to visit Aivazovsky:
among them were the actors of the Alexandrinsky Theatre Konstantin Varlamov
(1848-1915) and Nikolai Sazonov (1843-1902), the playwright and popular comic
actor Mark Kropyvnytsky (1840-1910), and the Armenian actors Petros Adamyan
(1849-1891) and Armen Armenyan (1871-1965).32

In the art gallery and formal drawing-rooms of Aivazovsky's house, music

98 Barsamov. P.62. was performed by such prominent musicians as Anton Rubinstein (1829-1894) and
29, Tbid, p.119. Henryk Wieniawsky (1835-1880). The artist also arranged concerts there togeth-
30, Sarasian. P.202 er with his neighbour, Alexander Spendiarov (1871-1928), the Armenian composer
Lo and conductor: Spendiarov played the piano, Aivazovsky the violin. The Mariinsky
31.  Chekhov, Anton. “Collected . . . . .,
Works”. Vol. 2. Moscow, 1963, Theatre soloists Nikolai Figner and Medea Figner also sang at the artist’s house.
P.233-234. As a painter of the Naval Staff, Aivazovsky became a chronicler of the Rus-
32, Sargsian.P.166. sian Navy. His patriotic feelings ran so high that he took part not only in exercises
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of the Russian Navy, but also in conflict: he visited Sevastopol several times while
it was under siege, and even opened a personal exhibition there to boost the
morale of the city’s defenders. “Each and every victory of our forces, on land and
sea alike, delights me as a Russian and inspires me as an artist to depict it on a
canvas,” Aivazovsky wrote.®® The Navy appreciated its painter, and in 1887 during
the celebrations marking the 50th anniversary of the artist’s creative career, the
formal address of the Admiralty noted that it was proud that the artist was on its
rolls.

Thus, it was no coincidence that Pyotr Kotlyarevsky (1782-1852), the Infan-
try General and military hero of the Russo-Persian War who lived in Feodosia, was
among Aivazovsky’s guests,® as were General Nikolai Raevsky (1801-1843), the son
of a military hero of the Patriotic War of 1812; Mikhail Lazarev (1788-1851), the ex-
plorer and Commander of the Black Sea Fleet;*® Vladimir Kornilov (1806-1854), Vice
Admiral and chief of staff of the Black Sea Fleet, who led the defence of Sevast-
opol;*” Vladimir Pestel (1795-1865), Major General and senator, and governor of Tav-
rida Province;® and Mikhail Loris-Melikov (1825-1888), Lieutenant General, military
leader and statesman.®

Even so bare a list of those who visited Aivazovsky at his home in Feodosia,
who talked with him there - about matters of everyday
life or the higher subject of art - and joined him in cele-
brations - both within the artist’s family and connected
to the life of his native town - reveals many aspects, both
familiar and little known, of the painter’s life, the richness
of which still sparkles even after the passing of so many
years.

[Manutpa u kuctu VLK. AiiBasos-
CKOTO0, 9KCTIOHUPYIOTCH B 3aj1e
DeogocHiicKoil KapTUHHOM
ranepeu umenu VLK. AiiBasoBckoro,
e paHee HaXoIU/Iach MacTepcKas

33. Barsamov.P.67
34.  Documents. P. 225.
35.  Sargsian.P.79.

36. Ibid. xyposxkHuKa. 2016. @ororpadust
37 Ibid. Aivazovsky's palette
38 Ihid and brushes displayed

in the painter’s studio

39.  Ibid. p.195. 2016. Photograph
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B ®eogocuiicKkoii KApTUHHOMN
ranepee umenu VLK. AiiBasoBckoro,
paHee O/IHA U3 TOCTUHBIX B JOMe
xypoxkHuKa. 2016. @oTorpadus

One of the drawing-rooms

in Aivazovsky's house,

today an exhibition hall. 2016
Photograph
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OTEI 1OPOJIA

NBam AriBasoBCckuin

n deosocud: nCTOPUsA

B3ANMOOTHOIIICHI

OMmMmurtpuit loces

RKaprmua ocrasiach He3aBepieHHOT

Ta nocnenuss B ero »xkusHu BecHa 1900 roma nudem ocobeHHbiM B ponnoit ®eopo-
cHU He OT/IMYasach. B KoHIle MapTa ropop ofelics B JIerKylo 3eJIeHb, [IBeJT He>KHBIN
MUH[aJ/1b, BOJIb EKaTe pUHUHCKOrO IpocIieKTa B OMp030Boe HeHO TAHYJIMCH MOJIO-
Iible TOMOJsA. Y ero 3HaMeHHTOIO JJoMa-rajiepey IbIXTesI 1apOB03, [IePeBO3NBIINIA
BaroHaMU B KOMMepUeCKHUH ITopT MineHuLy. Heronaneky, y «MocTuKa B3[JOXOB», pa-
H6oune MacTepu/Iu [epBble ropofckre KynajapHu. Ha ynune VtanbsHcKkoil Biiagesib-
1l enreHeOe/IbHBIX Mara3nHOB OOHOBIISIIIM PeKJIAMHBIE BBIBECKH...

B ®eopocuio AiliBa3oBCKUI Mpuexas B Hadaje anpess. «9TO YyBCTBO WU
MpPUBBIUKA — MOsI BTOpasi HaTypa. 3uMy s1 OXOTHO 1poBoxKy B CaHKT-[leTepbypre...
Ho uyTe noBeeT BecHO! - 1 Ha MeHsI cpa3y HalajgaeT TOCKA 10 POVHe, MeHsI TSHeT
B KpbiM, kK HepHOMY MOPI0»!, - TOBOPUII XYTOKHUK.

[IpebbiBaHueE B cTOMMLE OBLJIO OTMEUYEHO B MapTe OOJIbIION [IePCOHAIBHON BbI-
craBkoliZ Kak okasasocs - rocieHeil. BeICOKO olieHHMBast TBOPUYECTBO MAacTepa U ero
3HaueHHe B Pa3BUTHHU PYCCKOH KMBomucH, ViMiiepaTopckass AKageMust XyOosKeCTB
18 mapra npuHsiia peleHre 06 YCTaHOBJIEHNH [1€PCOHA/BHBIX CTUIIEHAUI UMEHU
AtiBasoBckoro. [ [penHasHavaich OHY 17151 TaJIaHTIMBBIX MOJIOBIX Jofel n3 Peono-
CHH U ye3[1a, KOTOPBbIE yKeJlasiu Obl [0y YU Th Xy103KECTBEHHOE 0Opa3oBaHue.

[lo npuesne B ponHoii ropon MiBan KoHcTaHTMHOBUY OBICTPO BEPHYJICS K ITPU-
BBIUHOMY pacropsiiky (peofgoCHiCKUX [IHE, [TPOBE/l HECKO/IbBKO BasKHBIX BCTpeY,
HadvaJl TIO[TOTOBKY K 3ayMaHHOH noe3ake B MTanuio. «f1 odueHb MHOTO B 3TOM rofy
Hanucasl. 82 roga 3acTaBIIsIOT MEHs CIIeINTh», — coobian MapunnucT Hukonato Ky3b-
MUHY, cBoeMy buorpady. MeuTa Xyn0KHUKa BHOBb YBU/IETD JIIOOMbIe UTAJIbSHCKUE
ropo[a, Kasasloch, yske Hauajla OCYIIeCTBIIATHCS: «f] TBepo pelnI B 9TOM Foly eXaTh
B WTanuio 1 Terepb MeuTat 06 aToii noesnke B Pum u Heanosp, rie npoeeny mecsia
TPH OCEHBIO ¥ 3UMOI. 31ech B 184] roay rosiokeHo Havya10 MOel eBpOTIeICKO CJIaBhl,
U Tellepb, yepes 58 JleT, st Hafleloch TaM NopaboTaTh, Kak... B [IOPY IOHOCTU U HafeX /I,
TOJIBKO YAMBIIIO JIM HEAIIOJIUTAHIIEB... TAK JKe TeIeph, Kak Torga..»>.

[oponckue kynansuu B @eonocun. Bugosast oTKpbITKa
navasa XX B. Msganue V. Baccepmana (Peopmocus).
U3 komnekuuu [Imutpus JloceBa (Peogocus)

®eopnocus. [lanopama ropoga. BumoBas oTkpbITKa <«
nayvasa XX B. Mzganne V. Baccepmana (Peopmocus).
U3 komnekuuu [Imutpus Jlocesa (Peogocus)

Public swimming baths in Feodosia

Scenic postcard. Early 20th century
Published by I. Wasserman, Feodosia
Collection of Dmitry Losev, Feodosia

Feodosia. Panoramic view of the town «
Scenic postcard. Early 20th century
Published by I. Wasserman, Feodosia
Collection of Dmitry Losev, Feodosia

N.K. AitBa3oBcKuii

1880-e. ®ororpadus
®otoarense Besenbepr u K°
(Cankr-Tletepbypr).
OTKpBITKA U3 KOJUIEKLN
Huxonas Jparuna (Mocksa)

Ivan Aivazovsky
Photograph. 1880s
Photographic studio
"Wesenberg and Co.",

St. Petersburg

Collection of Nikolai Dragin,
Moscow

L. KpbiMckuii anb6om 1997:

Mcropuko-kpaeBefueckuit

Y IUTepaTypHO-Xy0sKe-
CTBEHHBIN anbMaHax. [Beim. 2].
Deonocust; M., 1997. C. 220.
BoicTaBka mpoxonuia B 3aj1ax
KusikecKkoro ocobHsika

Ha DoHTaHKe, 3aKpblIaCh

B KoHILIe MapTa 1900 .

Lut. mo: bapcamos H.C. AiiBa-
3oBckuil B Kpeimy. Cumdepo-
nonb, 1970. C. 42.
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INoxopons! LK. AiiBasoBckoro.
Karadaink u noxoponHas
rpoleccys y 30aHusA KapTUHHOI
ranepen. 22 anpess 1900 roga.
®otorpadus. OKI'A

The funeral of Ivan Aivazovsky.
The hearse and the funeral
procession approach the Picture
Gallery. 22 April 1900
Photograph

Archive of the Aivazovsky
Picture Gallery, Feodosia

OKI'A - Deopmocuiickasa KapTUHHAA
ranepes umenu VLK. AiiBasoBckoro.
K aToMy closkeTy XyoOKHUK
obpatiacst He MeHee YeThIpex pas.
Opnu 13 BapuaHTOB — «<MoMeHT
cokskenust Koncranrunom Kana-
PHCOM TYPeLIKOTO aIMUPaIbCKOTO
Kopabuist y octpoBa Xuoc» (1892) -
Haxonusics B 1980-x B KoJlsiekIun
Bopuca I'pubanosa. [Togpobree
em.: Tpybusikosa T.C. V3 ucropun
cospnanus VLK. AiiBa3zoBCKUM ero
rocieHel KapTUHBI «B3phIB KO-
pabuisi» // HayuHasi koHbepeHLMst
«ML.K. AiiBa30BCKMI1 1 MapUHUCTHU-
yeckast sknBornuck»: Co. MoKIa10B
u coobieHnit. Peopocus, 1992.
C.71-72.

O nocieHeM THE KU3HU Xy 0K~
HUKa MUIIeT B CBOUX MeMyapax
10.A. T'anabyTckuit: «B nens cmepTu
OH TOKe yTPOM e3[I1J1 B UMeHNe,
BEpPHYJICS YaCOB B [ATh ITOMOJIYIHH,
OYEHb [OBOJIBHBIN 1 OOJIPBIH, 1, 4yB-
CTBYsI cebst COBEPIIEHHO 3/I0POBBIM,
caM yroBOpHII 7KeHY U CECTPY CBOEit
SKEHBI CBe3[UTh K X POJIHBIM.

[o cux nop mxena W. K-ua Hukyna
He yessKasla O[jHa, 60siCb OCTaBUThb
1. K-va. B cemp yacoB Beuepa M. K-u
caM ITPOBOANJI MX Ha BOK3aJI, Kyda

TperbakoBckas ramepes N1 (54) 2017

B cBoMX TBOpUeCKUX TTOMBIC/IaX BETUKUI
MapuHHUCT ObLI TPUBBIUHO 10H. OH Bcerga MHO-
ro paborai. becipumepHoe Tpynonobue AiiBa-
30BCKUH MPOSABJIAJ JaKe Ha AeBATOM JecATKe
JIeT CBoeU »KM3HU. YTpoM 18 ampesiss oH rmcail
kaptuny «BspeiB kopabms» (1900, OKI'AY) -
OIUH U3 O3IIM30[0B TPEKO-TYPeLKOIl BOIHBL
[ly1s1 3aBepieHus 1ojoTHa ObLIO HEOOXOIUMO
ellle HECKOIBKO YacOB. DTHUM XyIOMKHUK I1/Ia-
HUpOBaJI 3aHATHCS Ha clenywolinii neHs’. [lo-
ciie obefia coBepUIU/ OOBIUHYIO [IPOTYJIKY, [0
nosaHero Beyepa Obl1 B roctsx. Houbto xynos-
HUK CKOHYaJCs - IIOYTH MIHOBeHHO. KapTuHa
«B3pbIB KOpabiist» Tak U oCcTaach He3aBepIleH-
HOM®.

Ha paccsere 19 anpeis (2 mast 1o HOBoMy
CTUJIIO) BECTb O CMePTU ABa30BCKOI'O pasHec-
nach 1o Peonocun. O ToM, UTO yMep BeTUKUI
PYCCKHUIT MAapUHUCT, TYT »Ke COOOINIIN BCe KpyITHbIe razeTsl Poccun. OcozHaHue xe
TOTrO, UTO yIIeJI U3 KU3HU «OTell Topoaa», FpakAaHNH, IaTPHUOT, PABHOI'O KOTOPOMY
B rctopun ®eonocru He ObLIO, TPUILIIO HECKOJIBKO MTO33KE.

Tpu nust deopocuiickre xpaMbl KOJIOKOJIbHBIM 3BOHOM OIJIaKMBa/u yxoz Vsa-
Ha KoHcTaHTHHOBHYA. boJIBIIION 3a/1 KAPTUHHOM Tajiepew, Iie IPOXOANIIO MTPoIaH1e
c niepBbIM [ loyeTHBIM I'pask/IaHIHOM rOpo/a, ObLI 3aII0JTHEH MHOKECTBOM ITOI'pebalib-
HBIX BeHKOB. Tpu [IHS B KAPTUHHYIO rajiepelo Liesl HapoJ, YTOObI [TOYTUTH aMsATh All-
BazoBckoro. B ®eonocuio npubbLIN feseraljuy, B TOM YHC/IE U3 apMSHCKUX JUACIIOP.
[Tanuxuny B eHb TOXOPOH, 22 arpess, coBepuInJ enrckorn XopeH CTernaHsH.

Tpaypnas nponeccus mpoTsiHyJIach OT JoMa ANBa30BCKOI0 10 CpeJHEBEKOBOM
apMsIHCKOH LiepkBU cB. Capkuca, B orpajie KOTOpoii U COCTOsIoCh norpebenue. Tpa-
YPHBIMU ByaJIsiMU ObLIN ITOKPBITHI hoHApU Ha OMa/iekalinx yaunax. A cama fopora
Obu1a yChIlTaHa LIBETaMU. Y4YacTHe B [IOXOPOHAX MPUHSJI MECTHBII rapHU30H, BO3/1aB-
LM} TOKOHOMY BOMHCKME I04YeCTH — (DaKT, 10 TEM BpeMeHaM UCKJIIOUNTE/bHBII.

<Jlisg Oyyriero cgeryioro, 6JiaroyidTHoro...»

C tex nevanbubix aueit 1900 rona nporiio 6osee CTOMETUS: CPOK AOCTATOUYHBIN 7151
MOHUMAaHUs MecTa AWBa30BCKOI'O B UCTOPUM PyCCKOI'O U MUPOBOI0 UCKyccTBa. Elile
MpY KMU3HU XyOOKHUKA VIBaH KpaMcKoH, c/lIOBHO MpenBocxuinas ciaepskaHHbIe OT-
3bIBBI, [MCAJT: «AWBAa30BCKUM, KTO Obl I UTO OBI
HU TOBOPUJI, €CTh 3Be3/1a [IePBOU BEJTUNYUHBL..»".
Cynbba omapuiia ero 6incTaTeIbHbIM TAJIAHTOM
JKUBOIMCILIA, [ajia IpeKpacHoe oOpasoBaHUe,
LIECTBIECSAT JIET TBOPYECKOIrO TPy[na, NIpHU3Ha-
HIUE...

Jlro60Bb K AMIBa30BCKOMY HEITPEXOAAIIAS.
MHTepec K ero HemnogpaskaembIM I10JIOTHAM
npobysKaaeTcsi y MHOTUX €lIlle CO INKOJIbHBIX
JleT, Koraa B yuebHukax «PomHOIN peun» B3MIIs
OCTaHAaBJIMBAETCs Ha pernpoayKuuu «[leBaToro
Basia». [lo3ke 3HAKOMCTBO C TBOPYECTBOM Ma-
pUHMCTa NpopoikaeTcs B TpeThIKOBCKOU ra-
Jlepee u PycckoM My3ee. A ecii KOMY-TO yOACT-
cs nobeiBath B Deomocun, To B KapTUHHYIO
rajiepelo, IOCTPOEHHYI CaMUM XYyOOKHUKOM,
JKeJlaHMe 3aiiTU — 3TO CBOEro pofa 30B ceplia.
CeronHsi 3mech COCpPeNOTOYEHO camoe 0oJib-
110e cobpaHue MponsBeeHNN ANBa3OBCKOTO —
60oJ1ee YeThIPEXCOT (M3 HUX KUBOIUCHBIX — 141)8,
[To 3aBeianuio MiBana KoncTanTuHoBMYa rajie-
pesa B 1900 roay nepersia B 1ap ropoy.

«Moe CKpeHHee jKeJlaHUE, — [TUCAT Xy I0K-
HUK, — YTOOBI 3[aH1e MO€el KapTUHHOU rajiepen

cobupanuch 3HaKOMbIE, C KOTOPBIMI
OH BeCeJIO LIy TUJL, U FOBOPST, YTO
pesKo BU/IeJI €ro B TAKOM IpeKpac-
HOM 1 60/IPOM PaCIIONIOAKEHNH Iy Xa.
[Nocre oTX0M1a MOE3/1a OH MELIKOM
OTIPABUIICSA C BOK3aJIa K CBOMM POJi-
CTBeHHMKaM Ma3npOoBBIM, KUBIIIM
[JOBOJIBHO [1aJIEKO OT BOK3aJla, Urpai
TaM B KapThl, y’KUHAJ 1 B [IBeHa/ILIa-
TOM Yacy, COBEPILIEHHO 3/I0POBbIM,
roexaJi oMoit. Bo Bropom uacy
HOUH €ro JIaKeHl yCJIbIIIall 3BOHOK.
[ymast, 4TO 3BOHSAT y MapafHOro
BXO/I, JIaKe TOL1Ie] TY1a, HO,
He Haiifl HUKOT'O, OH IOJIHAJICSH
B KoMHaTy /. K-ua, koToporo Haresn
JIesKaLMM TT0IIepPeK KPOoBaTH, [I0YTH
6e3 npusHakoB ku3Hu. Ha crone
J1exkasT HAMOYEHHBIN KOMITpecc:
04€eBU/IHO, [I0YYBCTBOBAB cebst
Hexopoto, LK. kian cebe Ha ro-
JIOBY KOMITPECCBI, @ KOIZIa 3TO He
[OMOTLJ10, OH 1103BoHUL VLK. 6611
y:ke MepTB». (KpbIMCKHit abboM
2000. [Beim. 5]. ®eopocus; M., 2002.
C.125).

7 Kpamckoii M. Incbma. T. 11 M., 1937.
C.373.

8. Bcero B ®KI'A 417 pabor
(141 mpon3BeeHMe KUBOITUCH
1 276 rpaduveCcKuX JIUCTOB).
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Bropone cDeO,[[OCI/II/I CO BCeMU B HeH Kap-

Qeoaocia.  Jdown H, K. ANBasnBeraro.
THUHaMM, CTaTysAMHW MW [OPyIrvMKU IIpOU3-
BeleHUsIMN HCKRYCCTBa, HaXOOAINMUNCSH D
B 9TOM rajiepee, COCTABJISLIIU [IOJIHYIO COb- s v
CTBEHHOCTBb ropopa CDeO,[[OCI/II/I, n B Ila- -

MATb 000 MHe, ANBa30BCKOM, 3aBellalo
<rajiepeo> poIHOMy ropogy...»°.

O TBOpUeCKOM IIyTHU BEJIMKOI'0 Ma-
puHuCTa, ero paboTax U3BeCTHO MHOTOE.
['opaszno MeHblile MH00WTENN KUBOIU-
CH 3HAIOT O ero JoOphIX Aennax Ha 6Jsaro
poaHoro ropoaa. Mesxay TeM B uctopuu
PYCCKOr0 M300pa3uTebHOIO HCKYCCTBA
9TO, MNOKaJlyl, eOUHCTBEeHHBIN SApPKUN
CJIy4aii, Korja Xy[ooKHUK IIposiBUII cebst
elle U Kak KPyIHbIN OaroTBOPUTED,
BBI/IAIOIINICS OOIIeCTBEHHBIN [1eSTelb.
Ha nporsskenun Bcell xu3Hu AIBa3oB-
CKUI »KepTBOBaJl cBoU cOepeskeHMsl Ha pa3BUTHE POJHOIO Kpas. ViMes Bo3MoO-
HOCTbD kUTb U pabortath B CaHkT-[leTepbypre u Mockse, octarbest B Mtanun ninn
MHOW eBpPOIIeICKON CTpaHe, OH CBA3aJ/l CBOIO »KW3Hb C POJAHOU IPOBUHIIMAIBHON
Ddeonmocueii.

AliBa30BCKUI BepuJ B Ooubliiiie BOSMOKHOCTH ropopa. Bor kakoe BbICKa3bl-
BaHMe Xy[OKHMKa HaXOOUM Ha CTpaHMLax ;KypHaua «Pycckas crapuHa» 3a 1881
ro: [Toromy /11, uTO AyI1a MOs JIESKUT K JOPOTOMY [1J151 MEHSI MECTY MO€EI'0 posKe-
HUA 1 OeTCTBa UM B CUJIy 3HaMeHaTeJIbHOIo cTuxa: «abiM OTedyecTBa HaM C/1afoK
Y IIpUATEH», HO B TYMaHHO [a/iv rofoB s BUKy Peo1oCHI0 UNCTeHbKUM, ONPATHBIM
FOPOJKOM, <..> He CKY[HBIM 3a/laTKaMy [Jisi OyAyliero cBeT/oro, 6JarogaTHoro —
B ueM 51 yBepeH»'C.

B ero npencraBieHnn IMEHHO TaKoll JOJKHA Obljla CTaTh €ro Majiasi poguHa.
CBoum nNpuMepoM cilyKeHUs ropofy oH JokasbiBaJj, uTo Peogocus focToMHA J1yd-
LIIero K Hell OTHOILEHNsT; M 0/1aroyCTpoNCTBO, pa3BUTHE FOPO/Ia, SKOHOMUYECKOE ITPO-
LIBeTaHMe BO MHOI'OM 3aBUCAT OT KeJIaHUs U KaK10QHEeBHBIX TPYIOB CAMUX FOPOKaH.

Top:recrBo deomocnu

HKypuanuct Bacunuit CnoBuy KpruBeHKO, oTApIXaBIIMK y ABa30BCKOTO, 10/I-
pobHoO u sipKo omnucas cBou geomgocuiickue HabsoneHus:: «KuBoii, 00U TeTbHbIN
6b11 x03suH MBan KoncrantunoBud.. CkyuaTs Obuio Hekorma. Y ANBa3sOBCKOrO
6bIBas1 Becb ropop. [IBepu moma eKeIHeBHO IIUPOKO, TOCTENPUUMHO PACHaxHY ThL
Cgoto ponuny, maneHbkyio Oeomocuio, oH 061 MecTHble 0ObIBaTeNN, CKOJIBKO

67

Iom u ranepes LK. AitBazoBckoro B
Deopgocun.

BupnoBas oTkpbITKa Hadyana XX Beka.
Wzpanne T-Ba E. JlaBperkmii

u E. Komansei (Oeopocus).

U3 konnexkuun Hukonas [Iparuna
(Mockaga)

Aivazovsky House and Picture Gal-
lery, Feodosia

Scenic postcard. Early 20th century
Published by Lavretsky and
Kovchanly Partnership, Feodosia
Collection of Nikolai Dragin, Moscow

9. Lunr. no: Tpy6uskoea T.C.
«/1 B namaTh 060 MHe..»!
3 uctopum Kosnekuumn
rasiepent // KppIMcKMit ainbbom
1997 [Boin. 2]. ®eomocust; M.,
1997 C.213-214.

10.  VBan KoncrantuHoBuy AiiBa-
30BCcKui B 1878-1881 rr. //
Pycckas crapuna, 1881. T. 31.
C. 422. Buorpadust Xy q0KHN-
Ka cocTaB/IeHa Ha OCHOBaHUM
3allicell ero pacCKasos.
ABTOPCTBO Iy bIMKaLuy He
yKasaHo. B kauecTBe aBTOpa
ncclle[1oBaTe I Ha3bIBAKOT
nureparopa [LI1. Kapateiruna.

Y6panctso boabuioro

3as1a KapTunHoii rasiepen
AfiBasoBckoro B @eomocun
I10CJI€ IOXOPOH XYyJOKHUKA.
Crepeodortorpacdus 1900 r.
CreBa OT CTyNeHeK BHU3Y —
He3aBeplIeHHasl KapTUHa
«B3pbIB KOpabJIsi».

N3 konnekuun Poctucnasa
IuxorBopuka (Peopocus)

Decoration of the Great Hall
of the Aivazovsky Picture
Gallery during the funeral
Stereo photograph. 1900

To the left of the staircase,
bottom - the unfinished
painting "Exploding Ship"
Collection of Rostislav
Likhotvorik, Feodosia
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®deopocus.

Buposas orkpbiTka 1900-x romos.
U3 konnexkunu Hukonas [Iparuna
(Mocksa)

Feodosia

Scenic postcard. 1990s
Collection of Nikolai Dragin,
Moscow

11.  Kpusenko B.C. «.BcTpeun
11 3HAKOMCTBA C XY[IOKHNKA-
mu» // PTAJIV. ®. 785. On. 1.
En. xp.1.J1. 34-51.

12. Konomuiiuenko IO. TopaecTBO
deogocuu // [Tobena.
®eonocus. 1992. 23 utons.

13. 3pgaHre HaXo4MU/I0Ch
B rOPOJCKOM cafy, Bbinau
reHya3ckoit 6arnu cB. Kon-
cranTuHa. Ha mepBoM artasxe
pasmelanuce tunorpadus,
arTeKa, MarasmHbl, pecTo-
pan. [loskap ciy4niics B ToT
MOMEHT, KOria B 60JIbIIOM
KOHIIEPTHOM 3aJjie cobpaack
ny6/1MKa 1 6bU1 3a4nTaH
Oxrsabpbekuit Manudect Hu-
kouias II. 3paHue mogoskrin
4YepHOCOTEHIIbI, 3abapprKa-
[IMPOBAB I1Pe/IBapUTEIbHO
[IBEPU, OKHA 11 BCE BBIXObL.

B pesyuibrate norn6im noau,
B OrHe OblJI YHUUTOKEH
ropojckoii apxus. B1907-m
OCTOB CrOPEBIIIEro 3[aHuUs
pasobpaiiy, Ha ero MecTe
PaCLIMPUIN FOPOJCKOI call.

TperbakoBckas ramepes N1 (54) 2017

MPUXOIUJIOCH CJIBIIIATH U CAMOMY HabJIIOAaTh, IVIATU/IN EMY TEM YK€, TOPIUJINCH M.
VBan KoHcTaHTMHOBUY LIapuJl 3[leCh KaK BETX03aBeTHBIN naTpuapx. VM maso toro,
4TO caM JrobuII ropod, oH obJ1anan yauBUTEIbHON CIOCOOHOCTBIO BJMBATH 9TO KE
YyBCTBO B Cep/lla IPUe3KUX, KaK CIIy4alHbIX IToceTuTelelt @eogocuu Bpoe MeHs,
TaK U Pa3HbIX BayKHBIX CJIY’KeOHBIX ITEPCOH U ODIIECTBEHHBIX [ESTENIEN, OT BIIUS-
HUsT KOTOPBIX HEMAJIO 3aBUCeJIo biiarococtosiHue ropoaa. ANBa3OBCKUM BOIUII IO-
cTel u 1o HabepesKHOIA, U 10 BceM 3aKoyJiKaM. CTPOUI MPOeKThl Oy IyIIuX yiIyiiie-
HUI: YCTPOWCTBO MOPTA, IPOBeJeHUE KeIe3HON JOPOTH, IPOJIOKEHNE U3 NaJIbHUX
HMCTOYHUKOB BOJOIpoBo/a, obsecenue rop. Jliogu, uyxasie @eomocun, mocremneH-
HO, He3aMETHO MOrPy>KaInch Bce boJbiie u 6osbiie B untepecsl Oeomocuu, ctaHo-
BUJIKCH BEPHBIMU COIO3HUKaMU AMBa30BCKOTO B €ro XJomorax»'.

Bosblinx cTapaHuil XyJ0KHUKY CTOWJIO pellleHue MPaBUTENbCTBA O COOPY-
skeHnn B @eofocuu KpyImHOro KoMMepueckoro nopra. [ lonauyany k npoekty ¢geomo-
CUIICKO O0IIIeCTBEHHOCTH CEPbE3HO HE OTHECIIUC, U BOIIPOC ObLI PEllleH B [10J1b3Y
CeBacroriosist. Y3HaB 00 aTOM, XyOOKHUK OTIIPABUJICS B CTOJIULY U B Mopckom Mu-
HUCTEepPCTBe AJoKazaJs Ipeumyinectsa @eogocun. Tak 3Ty UCTOPUIO PACCKA3BIBAIOT
COBPEMEHHMKU BEJINKOTO MapuHucTa. Kak 6b1 Tam HU OBLIO, BIACTAMU ITPOEKT ObLT
rnepecMoTpeH, B Deogocun Hauasach KoJloccallbHasi CTPONKA.

B 1894 romy AiiBazoBckuil coznan nojotHo «TopxkecTtBo Peonocun». ITOT
6OJIBIION XOICT «pasMepoM 4 Ha 3 apiuHa» oH nonapun Oeonocuiickomy obiie-
cTBeHHOMY cobpanuio. Ha kapTuHe BosiHbI Oy 11y Io1ero Mopsi pa3buBawTCsI O BbICO-
KYIO CKaJly, Ha KOTOPOI1 n300paskeHa yKeHII[MHA B PA3BEBAIOLINXCsI OeJIbIX OesTHUSIX.
B pykax y Hee ¢1ar — UM OHa OTTOHSIET BBIOIIYIOCS CTAI0 YePHBIX MITULL. AJIJIeropu-
YEeCKUH CIOKET, 110 3aMBIC/IY XYOO’KHUKA, OTPaskaJi nobeqy Hal TEMHBIMU CUIAMU —
HaJ TeMU, KTO NpensaTcTBoBaJ pasButuio Geomocuu 1, B YaCTHOCTH, CTPOUTEIb-
CTBY IIOPTa, CTO/b BasKHOTO 151 ropoaa'?. B 1891-1895 romax mopt 66171 Bo3BeIeH.
C ero mnosiBjieHUEM TOpPOJ CTajl CTPEMUTENBHO pa3BuBaThes. Cynpba e KapTUHBI
CJIOKUJIACH TparuvHo: B okTsabpe 1905 roma ona nmoru6sia Bo Bpemst rmoskapa B [opop-
ckoit [lyme's.

Hewmauio xmororan ViBan KoHCTaHTUHOBUY 0 IPOBEIEHUHN sKeJIe3HOU TOPOrHy,
Kotopas cBsizana 0bt @eonocuio ¢ lentpansHoit Poccueit. CTpouTenbCcTBY BeT-
KM OT cTaHUuuu [3KaHKO CriocoOCTBOBAJIO MOSIBJIEHNUE B FOPO/I€ MEPBOKIACCHOTO
KOMMEPUYECKOro MopTa. ITOMY COOBITUIO XYIOKHUK ITOCBATUI OOJIBIIYIO KAPTUHY
«[lepseiit moesn B @eonocun» (1892, GKI'A), HanmcanHyo 3a00J1ro 00 oduLnaibHO-
rO 3aBepIIEHUsI CTPOUTEBHBIX paboT.
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<...Boyy mmposeJr B (hoHTAH
u3 cBOero NCTOUHUEA ObICTPOro>

Hy»xnp! roposkan AlBa30BCKOMY ObLIM M3BECTHBI XOPOLIIO. 3Has1 O TAKEJIOM I10JI0Ke-
HUU >KUTellell OKpauH, CTPaaaBIINX OT HeXBaTKM BofbL B 1887 rony xynoKHUK Iepenal
ropoy us cBoero umenwsi Cybati «B Beunyto cobctBenHocTs 50 000 Befiep B Cy TKU Yu-
croii Bogpl». biiarogapHsie heomocuiiiipl B 03HaMeHOBaHHE IIEAPOro Aapa yCTaHOBUIN
Ha ropozckom bysbBape B 1890 rony donTan-maMaTHUK «[J0OpoMy reHuo».

Ha nbenecTasie Bo3BbIlIagach uasiiHast OpOH30Basi CKyJIbIITYPa MKEHIIUHBI, B
pPYKax y KOTOpoii - pakoBrnHa. Boma 13 pakoBHHBI CTPyHJ/Iach B KAMEHHYIO Yallly, a U3
Hee rorajana B 6acceliH. PAIOM pacroiosKkuin yBeHYaHHYIO JIaBpaMU MaIuTPpy C
HasBaHeM ¢poHTaHa. DeofocuiicKkre CTapOKUIIbI PACCKa3bIBaJIU, YTO B OPOH30BOM
¢durype ysnaBasach AHHa Hukntuuna AliBa3oBCKasi, jKeHa BEJIMKOI0 MapUHUCTA:
IlesIo B TOM, 4TO O(UIMabHBIM [1apuTesleM Oblila IMEHHO OHA. YKe B COBETCKUE
rofibl CKyJ/IbIITYpa Oblia IepeHeceHa ¢ Oy/nibBapa B FOPOJCKON cafl K reHy33CKOM
6amHe cB. KoncrantuHa. B ronst Benukoit OTedectBeHHOI (hoHTaH ObLIT pa3pylieH.
Boccranoinennsiii B 2004-M, oH BHOBb CTaJsI JOCTOIIPUMEYATE/IbHOCTHIO CTAPUHHO-
ro ropofa. HoBelif maMATHUK OT/IMYaeTCs OT MpesKHEero KOJIOHHAA0M U HaIINCHIO!
«Benukomy AiiBazoBCKOMY U yueHUKaM ero - buarogapHas Geopocusi».

3a gBa roma mo yctaHoBKHU oHTaHa «[Jobpomy renwuio», B 1888 rogy, na Ho-
Bo-basapHoii rutomany nosiuiics GoHTaH, MOJYyYUBIINN uMsi AliBazoBckoro. Vc-
TOTHEH OH B BOCTOYHOM CTUJIE B BUle KaMEHHO ITPSAMOYTOIBHO TTPU3MBI, [IOKPEI-
TOMH IIATPOBO¥ IepeBSHHON KPbIIlIell ¢ asKypHBbIM KapHU3oM'™. GOHTaH OCTPOEH 10
MPOEKTY U Ha CpeiCTBa CaMOro XyHokHuKa. CoxpaHeHHBII BpeMeHeM, OH U CeTOHs
HaIrloMuHaeT o 6j1aroM fiejie AIBa30BCKOIO, @ ellle BOCKPELIAEeT B IaMATH HAPOAHYIO
necHio-0arogapHocTh. Ee MoskHO 6b110 CribliiiaTh B ropoje ere B 1930-x ronax:

Atisasoeckuti nocmasusa ponma

U3 mpamopa uucmoeo,

Atisasoeckuti 600y nposes 8 poHmar

U3 ceoezo ucmouruka bvicmpozo.
Iocmompume, kak eoda bexcum,
Hocaywaiime, kak cmpys ¥cypuum,
Buinetime 80061, noxcanyticma,
Bcnomuume Meana Konemanmunosuua..”
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Banrns cB. Koncrantuna

B ®eopgocun.

BupoBas otkpbiTKa 1910-x rogoB.
N3 konnexkuuu Hukomnas
[paruna (Mocksa)

The Tower of St. Constantine,
Feodosia

Scenic postcard. 1910s
Collection of Nikolai Dragin,
Moscow

®onTaH-MaMATHUK «[lobpomy
TeHHIo» Ha 6yanape B q)EO,E[OCI/Il/I.
BupoBas otkpbiTka 1910-x rogoB.
Nznanne C. Baccepmana
(Peopocus).

U3 konnexuuu [Imutpus JToceBa
(Peomocus)

Monument-fountain "To the Kind
Genius”, Feodosia

Scenic postcard. 1910s

Published by S. Wasserman,
Feodosia

Collection of Dmitry Losev,
Feodosia

14, Cepzeesa O IlamaTun-
KU 30[j4eCTBa U BasgsHUA //
Deonocust. Cumdeporons;
Deopocns, 2010. Naa. 2-e.
C.148.

15, bapcamos H.C. 45 net
B rajepee AiiBa30BCKOTO.
Cumdepornons, 1971. C. 42-43.
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®eopocus. Bug na ropy Mutpupar
1 Myseii npeBHOCTeIA.

Buposas orkpeiTka 1910-x rofos.
Wzpanue U. Baccepmana
(Peomocus).

W3 xonnexkuuu Oymutpus Jlocesa
(Deopocus)

Feodosia. View of Mount Mithridat
and the Museum of Antiquities
Scenic postcard. 1910s

Published by I. Wasserman,
Feodosia

Collection of Dmitry Losev,
Feodosia

16.  AiiBasoBckuil: [JoKyMeHTEI
n MaTepuasbl Epesan, 1967
C.238.

17 Eecees A.A.B cocTtaBe
Poccuiickoii ummnepun.
Bonocuabkenue ®eopocuu //
®eonocnst. Cumdeporiosns;
®eopnocus, 2010. Uzm. 2-e.

C. 56.

18.  ABtop - ckynentop P.P. bax.
B 1917 rony naMATHUK CHeCeH.

19.  10.A.TanabyTckuil npenopja-
BaJl pyCCKUII A3BIK 11 CJIOBEC-
HocTb. CMm.: /Toces []. Yuurtenb
PYCCKOI1 CJIOBECHOCTH:

O I0pun l'anabytckoM u ero
yuenuke Makcumunnane Bo-
sotrHe // KppiMckuit ansbom
2000. [Bpir. 6]. ®eopocust;
M., 2002.C.127-138.

20. Taaabymckuti FO. AliBa3oB-
ckuit: [To TMYHBIM BOCTIOMU-
HanusM // KpeiMckuit aimbbom
2000. [Bepim. 6]. ®eopocust;

M., 2002. C.116.

INamaruuk Anekcanpgpy III

B Qeogocun.

Buposas otkpsiTKa 1910-x rosios.
U3 konnexkuyu Hukonas [Iparuna
(Mocksa)

Monument to Alexander III,
Feodosia

Scenic postcard. 1910s
Collection of Nikolai Dragin,
Moscow

TperbakoBckas ramepes N1 (54) 2017

Eme no orkpeitus gonrana l'oponckas [lyma noctaHoBu/Ia Ha3BaTh €r0 UMe-
HeM umniepatopa Anekcanapa Il Yepes MuHucTpa BHyTpeHHUX Oe1 06paTHUINCh
K UMIlepaTopy, 4ToObl TOT Aan corjacue. OnHako «Ero BeqmyecTBO IoBesies Ha-
3BaTh OHTAH MOMM MMeHeM, — nucasn ViBan KoncrantnHoBnu. - oHTaH B BOCTOY-
HOM CTHJIe, TaK XOpOollL, 4To HU B KoHCcTaHTHHOMIOE, HU Te[-11b0] 51 He 3Hal0 TAaKOro
yOauHOro, B 0COOEHHOCTH, B IIPOMOPLIUSIX»®.

HasBanue donrana 6s110 3akperieHo Beicouaiiiim Ykaszom ot 25 aBrycra
1888 roma'”. 18 ceHTsabpst yCTAHOBUIM MPaMOPHYIO MaMATHYIO OOCKy: «DoHTaH
N.K. AitBazosckoro. 18.1X.1888». O nepBonauansHoMm Has3BaHuu - «Donrtan Vmrie-
patopa Anekcanpapa lll» - HpIHe HanOMMHAIOT cOXpaHUBLIMECS (PParMeHThI JOCKU
C HECKOJIbKMMU BBIOUTBIMU Ha Hell OyKBaMIL

B 1896 rony HanpoTus poHTaHa BO3HECCsI HA TbeeCTalle MaMsITHUK apio-MU-
poTtBopLy. C ero ycTaHOBKOII IIJIOMIAAb IT0Jy4Yn/a HasBaHUe AJIeKCaHIPOBCKOIL
MoHyMeHT ObLIT COOpPYKeH 10 UHUIIMATHBe AMBAa30BCKOIO M Ha I0KEPTBOBAHUS,
M cobpaunnbie’®. lOpuit Auapeesuu [‘amabyrckuii (1863-1928), B To Bpemst nperno-
naBartesib DeofoCUIICKON MYyKCKOI TMMHA3uu', B CBOMX MeMyapax pacCKasblBaljl
0 TaKOM 3IM30[e: BOCIOJb30BaBIINCH ITpue3foM B Peogocuio 3HaMEeHUTHIX TOra
cosiuctoB Mapunnckoro Teatpa Hukonas u Menen @urnaep, «AiiBa30BCKUII IpU-
[JIaCHJI apPTUCTUUECKYIO YeTY [JaTh OJJMH KOHLEPT B ero rajepee. KoHuept cobpain
MHOTOYUC/IEHHYIO [TyOJIMKY, U BCsl CyMMa cOopa I101111a Ha YCTPONCTBO [aMsATHUKA,
a KOHIIePTaHTHI [TOTYUNIN B IIOJAaPOK [10 KapTHHE; 3TU KapTHUHBI BO BpeMs KOHI[epTa
ObIIM BRICTABJIEHBI HA dCTpage»?.

Oeonocin: Iaxamunws Mieparopy Adexcamgy TIT.

Théodosie
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Kapruuaasa rasepes nm Myseri ipeBHocTeli

BoicTaBouHbIN 3a/1 B SliiTe, oM U JieTHsist MacTepckas B uMenuu Cyo6aii, cobcTBeH-
HBII1 I0M 1 MacTepcKasi Ha EkaTepuHuHCcKoOM npocniekTe B Peogocuu — BCe 3TU CTPO-
eHUs OBI/IM COOPYIKEHBI 10 [IPOEKTAaM CaMOI'0 Xy OKHUKA.

[Tom AFiBa30BCKOI0, CTaBIINH [103Ke YaCThI0 €MHOI0 apXUTEKTYPHOIo aHCaMbJ1s1
®eonocniicKol KApTUHHOU rajiepey, - OJHO M3 KpacuBeNInX 3gaHuli ropoga. O noctpo-
ni ero B 1846-1847 ropax na 6epery mopsi. Torma aTo 6bi1a okpauna crapoit @eomocun.
IloM HarloMMHAaJl UTA/IbAHCKYIO pEHECCaHCHYIO 3arOpoAHYI0 BU/LTy. HapanHbIi [71aBHBIN
cbacap ykpallleH CKyJIbIITypaMy aHTUYHbIX 60roB. Ha banikoHe Haj BXOOOM yCTaHOBU/IN
¢buryps! Kpbliateix rpudoHoB. CHavaa Bo3Be/ M JIEBYIO U LIEHTPAJIbHYI0 YaCTH BUILJIbI,
3aTeM OBLIO IPUCTPOEHO MpaBoe KpbLio. B 1880-m Ha yiuiie, KOTOpyio Mmo3:xe Ha3oBy T [ a-
JlepeliHOM, K CBoeMy JOMY Ma3aCTpO NPUCTPOJI bosibl10ii BbICTaBOYHBI 3aJL.

B 1904 rony nucartens Hukonait Hukonaesuu Jlengep pacckasan o BcTpedax
C XYOOKHUKOM U [eJIMJICA MBIC/ISIMU O Ioe3dke B KpbIM yske Iocjle ero KOHUYMHBIL
«[IBa umeHn: «AiBasoBckuii» u «Peogocus» JaBHO CTaIM POACTBEHHBIMU. <..> B Pe-
OJJOCUU KayK[bIl 1Iar CBsi3aH C UMeHeM ABa30BCKOro: Ha bepery GynbBap AliBa3oB-
CKoOro, B cobope ero 60Jiblliasi MKOHA, KasK/Iblil IaPOXO0/] I0CTaB/IsIeT MHOIOUYNC/IEH-
HY10 IyO/IMKY K oMYy AIBa30BCKOI'O B KaPTUHHYIO rajiepero, TOMeIlaollyocs [pu
9TOM [oMe. DTa rajiepest ocTaB/leHa XyloKHUKoM ropony deogocuu ¢ BecbMma 3Ha-
YUTEJbHBIM, 3aK/II0YAIOIIMMCS B HEll Xy[JoKeCTBeHHbIM OorarcTBoMm. [anepes maer
HEKOTOPBIN JOXO[ B 110713y OenHbix Peogocun, Tak Kak XyJ0KHUK 3aBelall I1aTy
3a rocelieHue rajepen Geoqocuiickum beqHsaKam»2,

[lepen noMom AiiBa3oBCKOro, Ifie paHbllie ObLT pa3buT HeOobIIION caf, cTapa-
HUsSIMU JupekTopa ranepen Hukonas CrenaHoBrnya bapcamoBa? ObuL1 BO3ABUTHYT
naMsiTHUK AIBazoBCKOMY. Ero aBTop - 3aMeyaTelbHblil [1eTepOypPreKUil CKYJIbIITOP
Vnbs AxkoBneBuy [mH16ypr. CpecTBa Ha co3faHue MaMATHUKA COOMPaJIH 10 MO/IHU-
cke. CkyJbrnitypa, omiutast B 6ponse B 1914 rony B [leTporpane, B 1917-M skcrioHupo-
BaJjlach Ha BbIcTaBKe B ViMIiepaTopckoit Akagemun xynoskecTs. B @eonocun namsr-
HUK OBbLT YCTAHOBIEH yiKe B coBeTcKoe Bpewmsi, B 1930 roay, k 50-/1eTHI0 OTKPBITUS
KapTUHHOII rajiepen?. Ha ero nocramenTe - jakoHnuHasi Hagnuck: «@eonocust — Aii-
Ba30BCKOMY».

B 1871 rony ViBan KonctanTuHoBUY Ha COOCTBEHHBIE CPECTBA MTOCTPOUIT HO-
Boe 31aHue Myses npeBHocTell. BosBblillajloch oHO Ha rope Murtpupar, y nogHo-
KU KOTOPOM HaXoOUJICs OOM, Ille XyIOKHUK poausics. AfBa3soBCKUN OUYeHb TOHKO
YJIOBUJI, B KAKOM CTHJIE 3/1€Ch, HA BEPIINHE IOPbl, HE0OX0IMMO BO3BECTU CTPOEHUE,
4TOOBI OHO CTa/I0 AapXUTEKTYPHON HOMUHAHTON ropoja. PaboTsl OblIM MOpyYeHs!
npodeccopy Vmrepatopckoit Akagemun xynoskecTB AsiekcaHapy ViBanoeuuy Pe-
3aHOBY. AKa/IeMUK apXUTEKTYPbI CIIPABUIICS C IIPOEKTOM OJiecTsiile. BHelllHe My3eii
HaIllOMMHaJ KojIoHHaay aduHCKOro AKpOIOJIS, CJIOBHO Bo3Bpaliasn (heoqocuiiles
BO BpeMeHa OCHOBaHUA ApeBHero ropoga. K cokasnenuto, 3aganue B nniepuog Benukoi
OTeveCcTBEHHON BOMHBI OBLJIO pa3pylIeHO.
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®acap noma MLK. AiiBazoBckoro

B TpaypHBI€ [HU MPOLaHUs

C XYIOKHUKOM.

®otorpacdus 1900 ropa us ansb6oma
H.M. ITamricu (?), BHyKa Xy[0KHUKA.
DKI'A

The facade of the Aivazovsky House
during the mourning

period for the artist

Photograph from the album of
Nikolai Lampsi (?), grandson

of the artist. 1900

Archive of the Aivazovsky

Picture Gallery, Feodosia

2. ITymnux (/lenodep H,). e-
onocus u AitBasoBCKuUii //
[TytemecTtBusa B Peopocuto:
3anucku 1869-1904 ropos.
®eopocus, 2002. C. 29-30.

22.  bapcamos Hukomnaii Cternano-
Buu (1892-1976), skuBonuceri,
HCKyccTBOBef, 6rorpadg
AIBa30BCKOT0, My3€eiHBIii
paboTHuK. [ToueTHsbIi rpask-
nanuH @eonocun. C 1923
ropa aupektop deogocuii-
CKOI KapTUHHOM rajepeu,
¢ 1962-ro - noKU3HeHHbIIT Ha-
YUHBII KOHCY/IBTAHT rajiepen.
B rogsr Bennkoit OteuectBeH-
HO BOMHBI BMECTe C KeHOI
Codbeit AnlekcaHApPOBHOI
6611 XpaHuTeIeM POHIOB,
criac koJutekuuio ['anepen,
3BaKyHpoBaB ee B Epean.
Biiaropapst ero noBusKHU-
YeCKOM NesTeIbHOCTU CO-
6paHue »KUBOMNCHBIX paboT
A¥IBa30OBCKOI'O yBeIMINIOChH
B ['aslepee rouru B Tpu pasa;
My3eli CTasl KpyTHeHImmm
cobpaHreM MapUHUCTH-
YeCKOM KUBOIMCH. ABTOD
KHUTY MeMyapoB «45 J1eT B ra-
Jepee ANIBa30BCKOr0», KHUT
U crareil 06 AIIBa30BCKOM
U XynoxHUKax BocTounoro
Kpbima.

23.  bapcamos H.C. 45 net B rane-
pee AiiasoBckoro. Cumde-
portons: Kpbim, 1971. C. 92-94.
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Haua A.C. CyBopuna B @eopmocumn.
Bupn c mops.

Buposas otkpeiTka 1910-x rofos.
U3 konnexkunu Hukonas [Iparuna
(Mocksa)

Alexei Suvorin's summer house,
Feodosia. View from the sea
Scenic postcard. 1910s
Collection of Nikolai Dragin,
Moscow

24.  Koaomuiivenko IO. [Jaua
CyBopuHa // [Tobena.
®eopocns. 1985. 22 aBrycTa.

25.  Kpawwkuna /I Benuknii ns-
natenb Poccun // @eopocuii-
ckwuil ainbboMm, rasera. Terpanb
240.18 centsibpsi 2009. C. 4.

26.  Taaabymckuti fO. AiiBazos-
ckuit: [To inuHbIM BocTioMU-
HaHuaM // KpeiMckuit abbom
2000. [Bpim. 6]. eopocust;
M, 2002. C.119.

27 [lo AiiBa3oBCKOTO, B HauaJjie
1850-x rof1oB, pacKOIKK
B ®eopocun NpoBOANIIN
Tak:Ke 3aBeylouit Myseem
npesHocTelt EBrenuit @pan-
uesud ge Buibnés (1802 naun
1803-1870-€) 1 kamep-10HKEP
KHs3b AJlekcaH1p AlleK-
canaposud Cubupckuit
(1824-1879), usBecTHBII
apXeoJIor M HyMU3MaT.

28. Haywunslit apxuB MHcTutyTa
HMCTOPUY MaTepHabHON
kynbTypsl PAH (C-Tletep-
6ypr). ©.9.0rm. 1. [1. 29. 1. 2-3.

TperbakoBckas ramepes N1 (54) 2017

«Bbr mme yjruiry nmoprure!»

ANBa30BCKUI BCer[a MposiBJIs/I JKUBOM UHTEPEC K apXUTeKTypHOMY 00Ky Peo-
nocuu. Vimenno ox B 1880-x rogax peKoMeHI0BaJI 3HAMEHUTOMY [1eTepOYpPrcKomy
SKypHanIUCTy U kHuronsnartenio Anekceio Cepreesuuy CyBOpUHY MeCTO AJIs TIO-
CTPOMKMU ero Ja4yu Ha (peo10CHIICKOM MOPCKOM bepery.

Brnapenen kpymnHeiiieil HaunoHanbpHOU raseTsl «<HoBoe BpeMst» ocTamncs mo-
BOJIEH BBIOOPOM AMBA30BCKOIO U IPOCHJI €r0 KypPUPOBaTh CTPOUTENBCTBO. VIBaH
KoHcTaHTMHOBUY OTBETUII comiacueM, u yyke B 1888 romgy sgaHue 61710 BO3BeIeHO.
XyOOKHUK CUMTall ero yKpallleHreM bepera: co cTOpoHbI Mopsi faya CyBopuHa Ha-
MOMUHAaJIa CTaPUHHYIO KPEMOCTh B BOCTOYHOM CTUJIE — C apOYHBIMU OKHAMU, U3SIIII-
HbIMU Kymosiamu?®. VimenHo 3necs, B roctsax y CyBopuna, B 1888, 1894 1 1896 romax
skt AuToH [laBimoBuy Hexos®.

Be3s mpeyBenueHNs MOKHO CKa3aTh, UTO BCe BaskHble ITocTpoiiku B Deopo-
CHM HaXOUJIMCh 101 Ha30poM AHBa30BCKOTO.

XapaKTepHBIH CITy4Jal 13 }KU3HU Xy OKHUKA OIKcaJsl B CBouX MeMyapax FOpuit
[anabyrcknit: «OnHam bl 3MMOI ABa30BCKUI, 110 OOBIKHOBEHHUIO, yexaJl Ha HEKO-
Topoe Bpems B [letepOypr. [Ipu Bo3BpalieHny, kak oObIUHO, 32 [BE-TPU CTAHLIUN OT
deopocun ero Bctpevasu Hauboulee O/IM3KKMeE K HEMY JIMLA U TOTYAC Ke coob1iaim
BCe rOpOJICKME HOBOCTH, KOTOpbIe VK. BBIC/IYIIMBAJI C sKUBENIINM JTI0OOIBITCTBOM.
U on y3Haer, yro obbiBaTens H. cTpout Ha rnaBHoil yiuie — VTanbsaHCKON — OOM;
MOCTPOIKa yske HauyaTta B orcytrcTBue VLK., u mom 6yner omHostaskusiit. VLK. 3a-
BOJTHOBAJICS Y>KaCHO: OJHOTaKHBIN JOM Ha riaBHoi ynuiie! Tordac no npuespe,
He YCIIEBIIM OTIOXHYTh C IOPOT'H, OH 30BeT K cebe obbiBaTess H. Tot, pasymeercs,
HeMe[JIeHHO siBysieTcsl. «Bpl cTpouTe onHoaTaskHbIN foM? Kak Bam He cThIAHO? BeI
HoraTblil YeI0BeK, UTO Bbl AenaeTte? Bol MHe ynuily noptutel». M obeiBaTens H. mo-
KOPHO MU3MEHSIET IUIaH U CTPOUT ABYXITaKHBIN HOM»%.

Deosrocurickue HaAxXoOJNKNU —
B AQHTHYHYIO ROJIJICKITITIO IPMUTAKA

OnHuM u3 repBbIx AliBazoBcKuil Havyasa B Qeofgocun apxeosiornueckre pacKkonku?.
[Ipeskie Bcero um pyKoBOOMIIO sKejlaHe OOHapPYKUTh MaTepUallbHbIe [OKa3aTelb-
CTBa OPEBHOCTU POJHOIO rOpoja, ero MpUHaJIeKHOCTH K BaKHBIM KYJIBTYPHBIM
LleHTpaM aHTUYHoro mupa. B anpesne 1853 roga on momyyusa ot MuHuctepcTBa yae-
JIOB TIOJITOPBI THICSIYM pyOUIelt [Jisi apXeoslorniyeckux paboT, a Takske HeoOXoAUMbIe
nHcTpyMeHThI?®. Hanzop 3a packonkamu ViBaH KoHCTaHTHHOBHY OPYYMJI CBOEMY
njieMssHHUKY JleBoHy Ma3supoBy, [1si paboT HaHsT (PEOIOCUICKUX 3eMIIEIENbLIEB.
K packonkam KypraHos Ha ckjioHax ropsl Terie-O6a NpUCTYIUIIM B KOHLIE UIOHSL.



®oup 'PAHU npencrapnser

O pesysbraTax apxeosiorndyeckux pabor ANBa3oBCKoOro xpaHuteis Myases
npeBHocTel EBrennit ®panuesud ne BunbuéB coobinan 26 Hosbps B Ogecckoe 06-
IIeCTBO UCTOPUU U ApeBHOCTel: «BckpbiTo 22 Kyprana®. B 60/bIIMHCTBE U3 HUX
Hali1eHbl JINIIb pa3buThie aMdOpHI, MeIlel, yrolb U sK3KeHble KOCTU. B yeThipex Kyp-
raHax oOHapy’KeHbI Clle[lyIollMe [TPEJMETBL 30JI0ThIE OKEPEJIbsi, CEPBIH, KEHCKas
rOJIOBKA, LIeNT0YKa cO CUHKCOM, CPUHKC C KEHCKOII FOJIOBOM, TOJIOBKa ObIKa, I1J1a-
CTUHBL cepebpsiHble Opac/IeThl; [NIMHHbIE CTATY3TKY, MEJAJIbOHBI, COCYIbI U CAPKO-
¢ar; cepebpsinasi u 6poH30Bast MOHETHI» .

CBon myuiine Haxogky ANBa30oBCKMM Hampasui B VimmnepaTtopckuii Opmu-
Task?!, rje OHU [0 CUX IO YKpALIaloT aHTUYHYO KOJIJIEKIIUIO 3HAMEHUTOI'O MY 3€51.

[okTop nctopuyecknx Hayk OneoHopa [leTpoBa mogBoAMT INIaBHBIM UTOT
apxeosiornyeckum paboraM ANBa30BCKOIO U €r0 COBPEMEHHUKOB: PACKOIIKU «I10-
rpebeHuit KypranHoro Hekporiosisi antudHoit ®eonocun V-1l BeKoB 10 HOBOIT apbI
MpUHeCIN BellleCTBEHHble NOKasaTelbCTBa TOTO, YTO HAa MeCTe CpefHEeBEeKOBOM
Kadder u @eonocun XIX cronetuss HeKoraa pacriosaraiach Ta camasi JUIMHCKAsT
@eonocusi, 0 KOTOPOH NUCaIM aHTUYHbIE aBTOPbI U KOTOPYIO [10 Toro Oesycriern-
HO KCKaJ/Il B pa3/inyHbIX MecTaxX Kpbima. OOHapyskeHHble papUTEThI BbI3BAJIM BCeE-
oflilee BoCXUIlIEHHE U CIIOCOOCTBOBAIN NPOOYXKAEHUIO UHTEPECa K apXeosoruu
1 NCTOPUYECKOMY ITPOIJIOMY FOpoia»®2,

Apxeosiornueckre packonku aHTH4uHoil (Deopocuy, ycTaHOBKa BeJnue-
CTBEHHOTO IaMsAITHUKA nMItepatopy Asnekcanapy lll, yerpoiicTBo B ropose my6smy-
HOU 6ubMoTeky, Bo3BeneHre Myses npeBHocTell Ha rope Mutpupar 1 gpoHTaHa
AV. KasznaueeBa Ha basapHoii riioiay, CTpOUTENbCTBO KOHILIEPTHOIO 3ai1a, 3a60-
ThI O TOPOJICKMX XpaMax, [Jjis1 KOTOPBIX ObLIM HarKCaHbl KAPTUHBI Ha Oubreiickue
TeMbl, — Bce aTo nobpsle fena dpeongocuiitia MiBana KoHcranTnHOBHMYA ANBa30BCKO-
ro. B ucropuu roposa He 3a0bITHI €0 y4acTHe BO MHOKECTBE OJIarOTBOPUTENBHBIX
OopraHu3alui, [OIeYUTelbCKUX COBETAX YUeOHbIX 3aBeleHUI U, KOHEYHO, OTKPbI-
Tue B 1880 romgy kapTUHHOM rasepeu — epBoro MpPOBUHIINAIBHOTO XyI0KeCTBEH-
Horo My3es B Poccum.

.Korma-to y cTen crapunHoii uepksu cB. CapKuca — CBATBIHU KPBIMCKUX ap-
MSIH — CYII[ECTBOBaJIO HeOOJIbIIIOE KiIaa0ullle, Ha KOTOPOM CBOIT IIOC/IENHUI IIPUIOT
HaXO[IUJIM U3BECTHBIE B ropoze Jiroau. HblHe 3ech COXpaHUIICS JINIIb CKIIET AfiBa-
30BcKoro. Hag HUM — maMsITHUK B Bufe capkodara, BBICEUeHHOTO U3 LIEIBHOTO K-
cKa 6€eJ10ro UTaIbIHCKOTO MpamMopa, ¥ HaJIIUCh Ha apMSIHCKOM sI3bIKe: «POyK e HHBI
CMEPTHBIM OCTaBUJI 110 cebe beCcCMEePTHYIO MaMsATh» .

Oeonocia. MamATHWHL Afsa3doscHaro.

29.

30.

31

32.

33.
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B nuceMe k rpady JIbBy
Anekceesudy [lepoBckomy
XY[IOKHHUK COOBLIAET, YTO UM
BCKpPBITO 80 KypraHoB - 3TO
YUCJIO ABJIAETCA OLLII/[6O“[H]>IMA
['ocynapcTBeHHBII apX1B
Opecckoit obmactn. @. 93.
Or. 1. 1. 46. J1. 29-30 06.
CBO/IHBII [TepeyeHb HAaX0[J0K
cMm.: TyHkuHa M.B. OTKpbI-

Trie Peopocun: CTpaHULIbI
apXEeO0JIOrMYeCKOro n3yyeHus
[Oro-BocTounoro Kpsima

1 HavdaJ/IbHbI€ 9Tallbl UCTOPUU
Deopocuiickoro Myses apes-
HocTeii: 1771-1871. Kues, 2011.
C.203.

Hayunblit apxuB Muctutyra
MCTOPUM MaTeprabHOM
kynpTypbl PAH. ©.9. Orm. 1.
I0.29.71.6-16, 22; [IpeBHOCTH
Bocrnopa Kummepuniickoro,
XpaHﬂLLl]/leCﬂ B MMHepaTOp’
ckoM Mysee Dpmuraska. CI16.,
1854. T.1. Tab. X1 a; T. 1L
Tabs. LXX a; MsBreyenne ns
Bcenoppanneiiero Otuera...
C.126-127

Ilemposa O.5. VicTopuyieckuii
1 Xy[103KeCTBEHHBIN a/1bbOM
TaBpunn! EBrennsa ne Bumnb-
HéBa 1 Bukentus Pyccena.
Deonocust; Cumdeporions,
2015.C. 21

B 1944 rony B ckiene VLK. Aii-
Ba30BCKOr0 Oblj1a [IOXOPOHe-
Ha BoBa A.H. AiiBasoBckas,
CKOHYAaBIIAsICS 25 UI0JIs

1944 rona B Cumdeporioie.
06 aToM coobiaeT HaMICh
Ha [JOCKe, yCTaHOBJIEHHO

B Havaste 1980-x. CM. uHTEp-
Bbio [1. Jlocera ¢ M.C. Po-
BULIKOM «Mosi TeTss - AHHa
AiiBasoBckast» // KpeiMcKuit
ans6om 1997, [Bem. 2]. ®eopo-
cusi; M., 1997. C. 221-229.

Moruna VLK. AiiBazoBckoro

B ®eonocun.

Bupnosas oTkpsiTka 1910-x romos.
U3 konnexunu FOpus
Konomuityenko (Peomocus)

The grave of Ivan Aivazovsky,
Feodosia

Scenic postcard. 1910s

Collection of Yury Kolomiychenko,
Feodosia
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FATHER OF THE TOWN

Ivan Aivazovsky and Feodosia:

A Lifelong Attachment

Dmitry Losev

The artistic accomplishments of Ivan Aivazovsky gained him renown through-
out Russia, as well as further afield in Europe and America. Yet for all such inter-
national fame, his attachment to Feodosia, the small town in Crimea where he was

bornin 1817 and where he would spend the greater part of his life, never diminished:
he was amodel citizen, whose contributions to the development of Feodosiaremain

appreciable today.

Hom B ®eopgocuu, -

B KOTOPOM pOOMIICS

N.K. AiiBazoBckuil. Bunoas
oTKpeITKa 1910-X rofos. Mzganue
W. Baccepmana (Peogocus).

W3 xonnexkuym Iymutpus JloceBa
(Peomocus)

The house in which Ivan
Aivazovsky was born, Feodosia -
Scenic postcard. 1910s.

Published by I. Wasserman,
Feodosia. Collection of Dmitry
Losev, Feodosia

®eopocus. -

Bup na ropy Mutpupar

u My3eii npeBHOCTeIA.
®ororpadus Hayaaa XX Beka.
W3 konnekunu Ceprest [axymyka
(Cankr-Tletepbypr)

Feodosia. >

View of Mount Mithridat

and the Museum of Antiquities.
Photograph. Early 20th century.
Collection of Sergei Dzhumuk,
St. Petersburg

1. The Crimean Album, 1997:
Regional History, Literature
and Art Year-book (Issue 2)
Feodosia; M., 1997. P. 220

2. The exhibition was held in
the halls of the Knyazhesky
House on Fontanka Street,

and closed in late March 1900.

3. Quoted from Barsamov, N.S.
“Aivazovsky in the Crimea”.
Simferopol, 1970. P. 42.

The Painting Remained Unfinished

The final spring of the artist’s life, 1900, passed in his native Feodosia, without par-
ticular note. Towards the end of March, tender new leaves appeared on the trees,
almond blossoms bloomed, and the young poplars lining Yekaterininsky Prospect
reached vigorously for the dazzling blue sky. A steam engine puffed its way heav-
ily past his famous home-turned-gallery, taking wagons of grain to the commercial
port. At the nearby “Bridge of Sighs”, workmen were busy building the first municipal
baths. On Italianskaya Street, the owners of the fashionable shops put up their new
signs.

Ivan Aivazovsky had been back in Feodosia since April. “This sense that I get
is something of a habit, second nature. I can happily spend the winter in St. Peters-
burg... But the moment spring is in the air,  start to miss my native parts and I yearn
to be back in the Crimea, by the Black Sea,” the artist would say.!

In March, a major solo exhibition of Aivazovsky’'s work had been held in St.
Petersburg: it would be the last in his lifetime.? To honour the artist’s oeuvre and his
role in the development of Russian painting, on 18 March the Imperial Academy of
Arts decided to institute a special “Aivazovsky scholarship” grants were to be made
available to talented young people from Feodosia and its surrounding areas, who
wished to receive an education in art.

Upon arrival in Crimea, the artist quickly fell into his usual Feodosia routine,
holding a series of important meetings. He also began to prepare for a trip to Italy:
“l have produced a lot of paintings this year. My 82 years are forcing me to hurry
somewhat,” he told Nikolai Kuzmin, his biographer. His wish to return to the Italian
cities he soloved was, it seemed, about to come true. “l have definitely decided to go
to Italy this year and [ am now in anticipation of this trip to Rome and Naples. [ will
spend three months or so there this autumn and winter. In 1841, my European fame
had its beginning there, so now, 58 years later, | hope to work there once more, like
in the days of my youth and early hopes. Will I be able to make such an impression
on Naples as [ did back then, however...”
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INoxoponst LK. AiiBazoBckoro
22 anpensi 1900 roga. ®ororpadust.
OKIrA

The funeral of Ivan Aivazovsky.
April 221900

Photograph

Archive of the Aivazovsky
Picture Gallery, Feodosia

Aivazovsky painted this subject

at least four times. In the 1980s,
one of these paintings, “The Firing
of the Turkish Fleet by Kanaris in
1822 (1892), formed part of the col-
lection of Boris Gribanov. A more
detailed account can be found in:
Trubniakova, T.S. ‘On the History
of Aivazovsky’s Final Painting
“Exploding Ship” // “Materials from
the conference LK. Aivazovsky and
Marine Painting”. Feodosia, 1992.
Pp. 71-72.

In his memoirs, Yury Galabutsky
described Aivazovsky’s final

day: “On the day of his death, he
visited his estate in the morning

as usual. Returning around five in
the afternoon, he seemed cheery
and energetic. Apparently feeling
completely well, he convinced his
wife and his wife’s sister to visit
their relatives. Up until then, LK's
wife had not left the house alone,
not wanting to leave LK. by himself.
At seven that evening, LK. took
them to the station. They were
accompanied by some friends: LK.
was laughing and joking with them
all the way. They said he was seldom
seen in better spirits. After the train

The Tretyakov Gallery Magazine #1 (54) 2017

In his energy and vigour, Aivazovsky remained
ever youthful. An exceptionally hard worker, the great
marine artist was extremely active even in his eighties.
The morning of 18 April saw him working on his paint-
ing “Exploding Ship” (1900, Aivazovsky Picture Gallery,
Feodosia), which depicts a scene from the Greco-Turkish
War. Several more hours’ work was needed to complete
the painting: Aivazovsky planned to do that the following
day." After lunch on April 18, he went for his customary
walk, then visited some friends, staying with them until
late. That night, the painter died. His death was sudden;
the “Exploding Ship” remained unfinished.?

News of the great painter’s death travelled fast. In
the early hours of April 19 (May 2, by the New Style) it flew
around Feodosia, with all the main Russian newspapers
printing the story. The realization, however, that Feodosia

had also lost one of its most active citizens, a true patriot and “father of the town”
second to none, was somewhat slower in coming.

For three days, the church bells of Feodosia sounded their farewell to the artist.
The main hall of the Picture Gallery, where visitors came to pay their last respects,
was filled with wreaths; Aivazovsky had been the first person ever to be made an
Honoured Citizen of Feodosia. For three days, people kept coming, with several of-
ficial delegations, including one from the Armenian diaspora: the painter had Arme-
nian roots. The funeral service on April 22 was led by Bishop Khoren Stepanian.

The funeral procession stretched from the artist’s house to the medieval
Armenian church of St. Sarkis. The entire route was strewn with flowers, and all
the street lamps in the area were covered with veils of mourning. Aivazovsky was
buried in the courtyard of the church. The local garrison took part in the service,
according, in an exceptional tribute, military funeral honours to the artist.

“FFor a Bright, Prosperous Future...”

More than a century has passed since those sad days of 1900. By now, [van Aivaz-
ovsky’s place in Russian and world art has come to be more fully appreciated. As if
foreseeing the lukewarm comments that followed the artist’s death, Ivan Kramskoi
had stressed, while Aivazovsky was still alive: “Whatever anyone might say, Aivaz-
ovsky is a star of the very greatest magnitude.”®

Blessed with exceptional talent, Aivazov-
sky was fortunate to receive an excellent edu-
cation. In his 60 years of work, he came to re-
ceive popular acclaim, and his work remains
popular to this day. Many came to know and love
his paintings whilst still at school: his “Ninth

left, he set off on foot to visit his
relatives, the Mazirovs. They lived
rather far from the station. At their
house he played cards, had dinner,
then set off home, feeling complete-
ly well, just after eleven. A couple of

hours later, his manservant heard a
bell ring. Thinking that this was the
sound of the main doorbell, he went
to open the door, but there was no
one there. Going upstairs to LK's
bedroom, he found him sprawled
across the bed with virtually no
signs of life. On the table was a

wet compress: it seems LK. had felt
unwell and made a compress for his
head. When this had not helped, in
all probability, he had rung the bell.
LK. was already dead.” (“Crimean
Album 2000, issue 5. Feodosia,
Moscow, 2002. P.125).

Kramskoi, L. “Letters”. Vol. II. Mos-
cow, 1937.P. 373.

Altogether, the FAPG is home to
417 works (141 oil paintings and 276
graphic works).

Quoted from Trubniakova, T.S. And
In My Memory..: On the History of
the Gallery’s Collection’ / “Crimean
Album 1997", issue 2. Feodosia,
Moscow, 1997 Pp. 213-214.

Wave” is one of the paintings reproduced in
Russian-language textbooks. Later, art lovers
would view his works in Moscow’s Tretyakov
Gallery or St. Petersburg’s Russian Museum.
Those who are fortunate enough to visit Feo-
dosia can, of course, fully indulge their interest
by visiting the local Picture Gallery, founded
by Aivazovsky himself. This houses the largest
collection of his works, with over 400 pieces
in all, 141 of them oils.” In accordance with the
painter’s will, in 1900 the gallery passed into
municipal ownership.

“It is my sincere wish that the building
housing my Picture Gallery in the town of
Feodosia, with all the paintings, statues and oth-
er works of art that it contains, pass into com-
plete ownership of the town of Feodosia; thus, in
memory of myself, Aivazovsky, | bequeath [the
gallery] to my native town,” the artist wrote.®
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Much is known of Aivazovsky’s great canvases and of his creative journey as
a painter. His tireless efforts to improve life in Feodosia, however, are less common
knowledge. Among Russian artists, Aivazovsky is perhaps the only truly prominent
social benefactor and patron. Throughout his entire life, the painter invested a sig-
nificant part of his savings in the wellbeing of his native region. Easily able to live
and work in St. Petersburg, Moscow, Italy or, indeed, in any other European coun-
try, Aivazovsky chose instead to remain in his beloved provincial town of Feodosia.

Aivazovsky always believed in a bright future for Feodosia. “Whether be-
cause my soul is so fond of that dear place where [ was born and spent my child-
hood, or because of that fateful verse, ‘the smoke of the fatherland is sweet and
pleasant to us, in the distant future [ see a clean and neat Feodosia... a pleasant little
town with everything it needs for a bright and prosperous future - of this, [ am
sure,” Aivazovsky enthused in an article published in “Russkaya Starina” (Old Times
in Russia) magazine in 1881.°

This was how the artist saw the future of his “little homeland”. Leading by his
own example, he proved that Feodosia was worthy of a better fate. As his efforts
showed, the level of wealth, comfort and development in the town depended in no
small measure on the resolve and daily labours of its citizens.

The Triumph of Feodosia

The journalist Vasily Krivenko spent some time in Feodosia as Aivazovsky’s house-
guest. Impressed with his host, he left a detailed and colourful description of those
days: “Ivan Konstantinovich was a lively and sociable host.. One was never bored.
The whole town gathered in his hospitable house: his door was always wide open.
He loved his homeland, his little Feodosia. His fellow Feodosians, as far as I could
see, were equally well-disposed towards him, and felt very proud of him. Among
them, indeed, Ivan Konstantinovich appeared like something of an Old Testament
patriarch. He not only loved his town, he possessed also an amazing capacity to
pour this feeling into the hearts of visitors to Feodosia, both short-term tourists,
like me, and weighty officials or influential social figures, on whom Feodosia’s well-
being depended in no small measure. Taking them for walks along the embankment
or down some little side-street, he would share his ideas for future improvements:
building a port and railway, organizing water supply from distant sources, plant-
ing trees on the nearby hills. Even people who knew nothing about Feodosia would
gradually, inexorably become more and more involved in these plans, turning into
staunch allies of Aivazovsky's."!°

7

‘Ivan Konstantinovich
Aivazovsky in 1878-1881" // in
“Russkaya Starina” (Old Times
in Russia), 1881. Vol. 31. P. 422.
The artist’s biography was
compiled using notes taken
from his own words. The au-
thor’s name is not indicated:
experts suggest the most
likely author was the writer
Pyotr Karatygin.

Krivenko, V.S. “Meetings and
Acquaintances with Artists”.
Russian State Archive of
Literature and Art (RGALI).
Collection 785, inventory 1,
file 1, folios 34-51.

Bonbioit 3ai1 KaptunHoii ranepen
N.K. AitBazoBckoro B Peonocum.
®oTtooTkpbITKa Hayana 1910-x
ropos. 13 kosunekunn Biiagumupa
Enxuna (Canxr-Tletep6ypr)

The Great Hall of the Aivazovsky
Picture Gallery, Feodosia
Photographic postcard. Early 1910s
Collection of Vladimir Yolkin,

St. Petersburg
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11.  Kolomiychenko, Yu. ‘Triumph
of Feodosia’ // “Pobeda” (Victo-
ry) newspaper, Feodosia, 1992,
23 July.

12.  The building was situated
in the town garden near
the Genoese Tower of St.
Constantine. On the ground
floor there was a printworks,
a pharmacy, shops and a res-
taurant. The building was set
alight by members of the Black
Hundreds just as people had
gathered in the Great Concert
Hall to hear the October
Manifesto of Tsar Nicholas II.
The attackers blocked all the
doors and windows. Members
of the public perished in the
incident, and the town archive
was destroyed. In 1907, the
remaining shell of the burned
building was demolished, and
the town garden expanded in
its place.

DonTaH AiiBa30BCKOro

Ha AJleKcaHPOBCKO IIoagu

B ®eopocun. Crepeodororpadus
1910 roga. MspmarenscrBo «CeeT»
(Mocksa, Caukt-IleTep6ypr).

U3 konneximu Bragumupa Enkuma
(Cankr-TleTepOypr)

The Aivazovsky Fountain on
Alexandrovskaya Square, Feodosia.
Stereo photograph. 1910

Svet Publishing House (Moscow,
St. Petersburg)

Collection of Vladimir Yolkin,

St. Petersburg
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One project of the painter’s, into which he poured huge effort, was the build-
ing in Feodosia of a major commercial port. At first the government had dismissed
this idea, which was championed by Feodosia activists, and had ruled in favour of
Sevastopol. Upon discovering this, Aivazovsky set off for the capital and stated the
case for Feodosia at the Ministry of the Navy - such was the story told by his con-
temporaries. In any event, the authorities revised their decision, and Feodosia be-
came the site of large-scale construction.

In 1894, Aivazovsky created the canvas “The Triumph of Feodosia”, donating
it to the Feodosia Public Assembly. The large painting measured three by four arsh-
ins (around 2.1 by 2.8 metres), and showed a woman in billowing white robes on a
cliff, high above a raging sea. She grasps a flag, which she uses to fend off a flock
of predatory black birds. In this way, Aivazovsky strove to portray Feodosia’s vic-
tory over the “dark forces” hindering the town’s prosperity and development. The
main “enemies” were those opposed to the building of the port, which promised the
town great benefits.! Between 1891 and 1895, the port of Feodosia was finally built,
bringing with it rapid development. The painting, however, suffered a sad fate: in
October 1905, it was destoyed in a fire in the Town Duma.!?

Another of Aivazovsky'’s pet projects was the building of a railway to connect
Feodosia with Central Russia. The appearance of Feodosia’s commercial port raised
the town’s significance, prompting a branch line to be built from Dzhankoy. Well
before its construction was over, the painter dedicated a large canvas, titled “The
First Train in Feodosia” (1892, Aivazovsky Picture Gallery, Feodosia), to this histor-
ical development.

“From His Babbling Source, the Water He Took™

Aivazovsky was constantly aware of the needs of ordinary people in his native
town. To help those living on the outskirts of Feodosia, where water was extremely
scarce, in 1887 the artist decided to donate to the town “50,000 buckets of clean
water daily, without charge”. The water was to be drawn from his estate of Subash.
To thank the painter for his generous gift, in 1890 grateful Feodosians erected a
special fountain, entitled “To a Kind Genius”, on one of the town’s boulevards.

The fountain took the form of an elegant bronze sculpture of a woman stand-
ing on a pedestal. The woman held a shell, out of which water streamed into a stone
cup before pouring into the main pool. An artist’s palette, crowned with a laurel
wreath and bearing the name of the fountain, lay nearby. Feodosians of the older
generation have claimed that the female figure resembled the artist’s wife, Anna
Aivazovskaya, and indeed, Aivazovsky’'s generous donation was officially made
in her name. In Soviet times, the sculpture was moved from the boulevard to the
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municipal gardens, where it was placed by the Tower of St. Constantine, part of an
ancient Genoese fortress. During World War Two, the fountain was destroyed; in
2004 it was rebuilt, and once more became one of the main attractions of the old
town. The new version also features a colonnade, and the inscription, “To the great
Aivazovsky and to his pupils, from a grateful Feodosia”.

In 1888, two years before the “Kind Genius” fountain was built, Aivazovsky
had constructed in the town’s Novo-Bazarnaya Square another fountain, which
was named after the artist. Designed in Eastern style, it featured a rectangular
stone prism with a hipped wooden roof and elaborately carved eaves.!® Both the
design and the funds for construction were Aivazovsky’s. Surviving to this day, this
fountain reminds us of the town’s generous benefactor, calling to mind an old local
ditty which was still popular in Feodosia in the 1930s:

A fountain of pure marble

Aivazovsky put up.

From his babbling source,

The water he took.

See how the water runs!

See how the stream gushes!

Take a drink of water, please:

And remember Ivan Konstantinovich.."

Even before it was unveiled, the Town Duma decreed that the fountain be
named in honour of Tsar Alexander IIl. Through the Minister of the Interior, an
appeal was made to the monarch to this effect. “His Royal Highness, however, de-
creed that the fountain should bear my name,” Aivazovsky wrote. “The fountain
in Eastern style is beautiful: [ know of none other so elegant in Constantinople, or
elsewhere. The proportions, especially, are magnificent.”®

The fountain’s official name was determined by Royal Decree on 25 August
1888.1¢ On September 18, a marble plaque was put up with the inscription: “Ivan
Aivazovsky Fountain. 18.1X.1888". Some fragments of an older plaque also remain,
recalling the fountain’s initial name, the “Emperor Alexander lll Fountain” (the old-
er inscription is now barely legible).
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®DonHTaH AIIBa30BCKOr0

B ®eonocuu. BugoBas oTKpbITKa
HayvaJja XX Beka.

W3 xonnexknym Hukonas [Iparuna
(Mockga)

The Aivazovsky Fountain,
Feodosia

Scenic postcard.

Early 20th century
Collection of Nikolai Dragin,
Moscow

Sergeeva, O.I. ‘Masterpieces
of Architecture and Sculp-
ture’ // in “Feodosia”, 2nd ed.
Simferopol, Feodosia, 2010.
P.148.

Barsamov, N.S. “45 Years at
the Aivazovsky Gallery”.
Simferopol, Crimea, 1971.
Pp. 42-43.

“Aivazovsky: Documents
and Material”. Yerevan, 1967
P.238.

Yevseev, A A.‘Within the
Russian Empire. The Water
Supply of Feodosia' // in “Fe-
odosia”, 2nd ed. Simferopol,
Feodosia, 2010. P. 56.
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®eopocnus. [lanopama

ropoja M nopra.

®otorpadus Havasa XX Beka.
W3 konnexuun Hukonas [Iparuna
(Mocksa)

Feodosia. Town and port panorama
Photograph. Early 20th century
Collection of Nikolai Dragin,
Moscow

Iom NL.K. AitBazoBcKoro

Ha EkaTepuHMHCKOM npocriekte

B ®eopocun. Crepeodororpadus
1907 rona. U3 konnekuun Hukonas
JleBenko (Deonocus)

The Ivan Aivazovsky House on
Yekaterininsky Avenue, Feodosia
Stereo photograph. 1907
Collection of Nikolai Levenko,
Feodosia

17 The statue was created by the
sculptor Robert Bach. It was
destroyed in 1917.

18.  Yury Galabutsky taught Rus-
sian language and literature.
See: Losev, D. A Teacher
of Russian Literature: On
Yury Galabutsky and His
Pupil Maximilian Voloshin' //
"Crimean Album 2000”,
issue 6. Feodosia, Moscow,
2002.Pp.127-138.

19.  Galabutsky, Yu. Aivazovsky in
Personal Memories’ // “Crime-
an Album 2000, issue 6. Feo-
dosia, Moscow, 2002. P. 116.
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In 1896, a new monument was built opposite the fountain, a statue of Alexan-
der III; with its appearance, the square was renamed “Alexandrovskaya”. The idea of
erecting the statue belonged to Aivazovsky, who also raised the necessary funds.”
In his memoirs, Yury Galabutsky (1863-1928), a teacher at the Feodosia boys’ gym-
nasium,'® recalls a stage of this process. Around that time, a well-known husband-
and-wife pair of soloists from the Mariinsky Theatre, Nikolai and Medea Figner,
were visiting Feodosia. “Aivazovsky invited the artistic duo to give a concert in his
Gallery. A lot of people came to the event, and all the money raised was used to
fund the erection of the statue. The singers were each given a painting; during the
concert, these paintings were exhibited on the stage,” Galabutsky remembered.””

The Picture Gallery and the Museum of Antiquities

Aivazovsky himself designed many of the buildings associated with him in the area,
including an exhibition space in Yalta, the house and summer studio at the Subash
estate, and his main house and studio on Feodosia’s Yekaterininsky Prospect.

His home, which later became part of the Feodosia Picture Gallery complex,
remains one of the town’s most elegant buildings. Designed to resemble an Italian
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Renaissance country villa, it was built
between 1846 and 1847 by the sea, in
an area which was then a suburb. The
elegant main facade featured sculp-
tures of ancient gods, whilst the balco-
ny above the entrance was decorated
with gryphons. The central and left
parts of the villa were constructed first,
with the right part added later. In 1880,
Aivazovsky had the main exhibition hall
built onto hishouse, sited on what would
later be named Gallereynaya Street.

In 1904, after Aivazovsky's
death, the writer Nikolai Lender rem-
inisced about his visits to Crimea and
meeting the great artist: “Two names,
‘Aivazovsky’ and ‘Feodosia’, have long
been indissolubly linked... Every step
you take in Feodosia recalls Aivaz-
ovsky. The boulevard along the sea-
front is named after him, his big icon
is in the church, and people come by
the boatload to see his house and the
Picture Gallery there. The artist be-
queathed the Gallery to the town of
Feodosia. It houses an artistic trea-
sure of considerable proportions, and
brings a certain income to the poor of
Feodosia: the painter left instructions
that the entry fees should go to Feodo-
sia’s needy."?

The front garden of the painter’s house now features a striking statue of
Aivazovsky. Erected in 1930 thanks to the efforts of Nikolai Barsamov,? director
of the Picture Gallery, it was created by the famous St. Petersburg sculptor Ilya
Ginzburg, and funded through public subscription. Cast in bronze in Petrograd in
1914,in 1917 it was shown in an exhibition at the Imperial Academy of Arts. In Soviet
times, its erection in Feodosia in 1930 was timed to coincide with the 50th anniver-
sary of the Picture Gallery’s opening.? The monument’s pedestal bears the laconic
inscription: “From Feodosia, to Aivazovsky”.

In 1871, the artist funded the construction of the new Museum of Antiquities.
Situated on Mount Mithridat, it overlooked the house in which the artist had been
born. Aivazovsky's artistic instinct concerning the style and location was flawless:
the museum is a striking local landmark, a true focal point. The works were over-
seen by the architect Alexander Rezanov, a professor at the Imperial Academy of
Arts, under whose management the project was executed magnificently. Reminis-
cent of the colonnade of the Parthenon, the museum took Feodosians back to the
ancient times when their town was founded. Tragically, during World War Two, it
was destroyed.

“You're Ruining the Entire Street for Me!”

Aivazovsky always took a lively interest in Feodosia’s town planning and archi-
tecture. In the 1880s, he was able to recommend to the well-known St. Petersburg
journalist and publisher Alexei Suvorin the perfect spot to build a country house
by the sea. Owner of the major national newspaper “Novoye Vremya” (New Time),
Suvorin approved of the location and requested the artist to oversee the construc-
tion. Aivazovsky agreed, and, by 1888, the house was finished. The artist saw it as
the pearl of the coast: recalling an old fortress in Eastern style, the estate featured
arched windows and elegant domes.? Anton Chekhov paid Suvorin three extended
visits there, in 1888, 1894 and 1896.2

It would, perhaps, be no exaggeration to say that Aivazovsky took an ac-
tive interest in all the major construction projects and buildings of Feodosia. In
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Monument to Alexander III,
Feodosia

Scenic postcard. Early 1900s
Collection of Dmitry Losev,
Feodosia

20.

21

22.

23.

24,

Wayfarer (Lender, N.) Feo-
dosia and Aivazovsky’ // in
“Voyages to Feodosia: Notes
from 1769-1904". Feodosia,
Koktebel Publishing House,
2002. Pp. 29-30.

One of Aivazovsky’s biogra-
phers, Nikolai Stepanovich
Barsamov (1892-1976) was

a painter, museum worker,
art historian and Honoured
Citizen of Feodosia.In 1923,
he became Director of the
Feodosia Picture Gallery, and
in 1962, lifetime Academic
Consultant to the Gallery.
During World War Two he
and his wife Sofia Alexan-
drovna took care of the
Gallery’s collection, saving it
from destruction by having
it transferred to Yerevan.
Thanks to his tireless efforts,
the Gallery’s collection of
Aivazovsky oils increased
almost threefold, and the
gallery became known for

its extensive collection of
marine paintings. Barsamov
is the author of a book of
memoirs, “45 Years at the
Aivazovsky Gallery”, as well
as other books and articles on
Aivazovsky and the artists of
Eastern Crimea.

Barsamov, N.S. “45 Years at
the Aivazovsky Gallery”.
Simferopol, Crimea, 1971.

Pp. 92-94.

Kolomiychenko, Yu. ‘Suvorin’s
Dacha’ // in “Pobeda” (Victory)
newspaper, Feodosia, 1985,
22 August.

Krayushkina, L. A Great
Russian Publisher’ // in “Fe-
odosiysky Albom” (Feodosia
Album) newspaper, issue 240.
18 September 2009. P. 4.
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The Museum of Antiquities
on Mount Mithridat, Feodosia
Scenic postcard. 1910s
Published by R. Mogilevskaya,
Feodosia

Collection of Dmitry Losev,
Feodosia

25.  Galabutsky, Yu. Aivazovsky
in Personal Memories’ //
in “Crimean Album 20007,
issue 6. Feodosia, Moscow,
2002.P. 119.

OTKpbITHE NAMATHHUKA
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The unveiling of the monument to
Ivan Aivazovsky next to the main
facade of the Aivazovsky Picture
Gallery. May 21930

Far right, the writer Alexander
Grin

Photograph. Archive of the
Alexander Grin Literature and
Memorial Museum, Feodosia

The Tretyakov Gallery Magazine #1 (54) 2017

his memoirs, Galabutsky recalled the following incident, somewhat typical, it
seems, of the artist: "Aivazovsky usually spent the winter in St. Petersburg. One
year, as he was returning to Feodosia, he was, as often happened, met two or
three stations before Feodosia by some of his closest allies and acquaintances.
They began, as always, by telling him the local news, which he listened to with
the liveliest interest. Upon finding out that local resident N. had begun construc-
tion of a one-storey house in the main street, he became extremely anxious. Ital-
ianskaya Street should not be ruined with one-storey buildings! Upon returning
home, without taking the time to rest, LK. immediately summoned N.N., who of
course, appeared immediately. “You're building a one-storey house? You should
be ashamed of yourself! You are a man of means! You're ruining the entire street
for me!” Much abashed, N. had his construction plans altered and agreed instead
to build a two-storey house.”®
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Feodosia Finds Join the Hermitage Museum’s
Collection of Antiquities

Aivazovsky was among the first enthusiasts to conduct archaeological digs in Feo-
dosia.?® The artist had an eager desire to find evidence of his native town’s ancient
history and to prove its place among the important cultural centres of the ancient
world. In April 1853, the Ministry of Appanages sent him 1,500 rubles and the tools
necessary to conduct archaeological research.?” Aivazovsky promptly hired local
farmers for the project, which, he decided, would be overseen by his nephew, Levon
Mazirov. Excavation of the burial mounds on Mount Tepe-Oba began in late June.

On 26 November, the Curator of the Museum of Antiquities Yevgeny de Ville-
neuve reported on the archaeological digs to the Odessa History and Antiquities
Society: “Twenty-two burial mounds have been excavated.?® Most of them were found
to contain only broken amphorae, ash, coal and burned bones. In four mounds, we
found the following objects: golden necklaces, earrings, the head of a woman, a chain
with a sphinx, a sphinx with woman’s head, the head of an ox, slabs; silver bracelets;
clay statuettes, medallions, various vessels, a sarcophagus; silver and bronze coins.””

Aivazovsky decided to send the best finds to the Imperial Hermitage.*® To this
day, they remain part of the famous museum'’s collection of antiquities. Professor
of History Eleonora Petrova has summed up the archaeological digs conducted by
Aivazovsky and his contemporaries: the excavation of “the sepulchres in the ne-
cropolis of ancient Feodosia, dating from the fifth to the third century BC, brought
material proof of the fact that ancient Greek Theodosia, which was written about
by writers of old, and which had hitherto been sought in various locations across
Crimea, had in fact existed on the site of medieval Kaffa and 19th century Feodosia.
The rare finds elicited much admiration and brought about a new interest in ar-
chaeology and in the history of the town.”!

The archaeological digs in ancient Feodosia, the majestic monument to Tsar
Alexander I, the establishment in the town of a public library, the Museum of Ant-
iquities on Mount Mithridat, the Kaznacheyev fountain in Bazarnaya Square, the
opening of a concert hall, paintings with biblical themes and general care for the
churches of Feodosia: these were just some of the projects that Aivazovsky undertook
for his native town. To this day, people remember his involvement with local charities
and boards of trustees of educational establishments, as well, of course, as the open-
ing in 1880 of the Feodosia Picture Gallery, Russia’s first provincial art museum.

Feodosia’s old Church of St. Sarkis is a holy place for all Crimean Armenians.
Once upon a time, a small cemetery had nestled close to its walls, where well-known
local figures were buried. Today, only the tomb of Ivan Aivazovsky can be found
there. It features a monument in the form of a sarcophagus made from a single slab
of white Italian marble, bearing the inscription in Armenian: “He was but mortal,
yet the memory of him will live forever.”?
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Feodosia. The Armenian Church
of St. Sarkis and the grave of Ivan
Aivazovsky

Scenic postcard. 1910s

Published by I. Wasserman,
Feodosia

Collection of Dmitry Losev,
Feodosia
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In the 1850s, before Aivaz-
ovsky's project, archaeolog-
ical digs were conducted

in the Feodosia area by

the Head of the Museum

of Antiquities Yevgeny de
Villeneuve (1802/1803-1870s
and by Kammer-Junker
Prince Alexander Sibirsky
(1824-1879), a well-known
archaeologist and coin collec-
tor.

Scientific Archive of the
Institute of History of
Material Culture of the
Russian Academy of Sciences
(St. Petersburg). Collection 9,
inventory 1, file 29, folios 2-3.
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that 80 burial mounds were
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sion. This figure is incorrect.
State Archive of the Odessa
Region. Collection 93,
inventory 1, file 46, folios
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Museum of Antiquities:
1771-1871". Kiev, 2011
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Petrova, E.B. “The Historical
and Artistic Album of Tavrida
of Yevgeny de Villeneuve and
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Koktebel Publishing House;
Simferopol, N. Orianda, 2015.
P.21

In 1944, Ivan Aivazovsky's
widow Anna was laid to rest
in his tomb. She had died in
Simferopol on 25 July 1944.

A memorial plaque was put
up in the early 1980s. See
Dmitry Losev’s interview
with M. Rovitskaya, ‘My

Aunt Anna Aivazovskaya’

in “Crimean Album 1997”,
issue 2. Feodosia, Moscow,
1997 Pp. 221-229.
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Rakue nmMeHus U 3eMJiu npuHayieskajau iBany KoHctTaHTUHOBUYY ATBAa30BCROMY ?
I'me onn HaxoauMceh? OTBETUTH HA 3TU BOIIPOCHI ceivac, CrycTs 0ojiee yem cToJie-
TUE MoCJIe ero CMepTu, KpaiiHe CJIOAKHO.

XynoxHuk, ckoHuasimuiics B 1900 rony, nogapui Kak/Jou 13 CBOMX YeThIpeX Jode- *  CTaTbfl O/IFOTOBJIEHA T10
peit umenus. Crapiuas - Enena lMlBanoBHa (B mepBom Opake JlaTpu, Bo Bropom bpake ny61;1“&a;l”“: [Tozpebey-
Kas VI.\Vl. YIMeHUA U 3eMJIN
Pribuiikas) - monyuunia bapaun-2Oiu (bopau-2iu), Mapus ['ansen - Pomaiu-Ounu (Po- VLK. Afipasosckoro / Matepu-
Man-Omu), Antekcanapa Jlammcu - [lax-Mamaii (LLeiix-Mamaii). Vimenune mutaniiei aJIbl Hay YHOM KOH(EepEeHIIK
mouepu Hauubl Haxoquiock B fepeBHe OTy3bl (HbiHe LllebeToBKa). Bragenus tpex Clioi ﬁi‘fgﬁ;{f;’%ﬁ;ﬁ:ﬁ
CTapIIMX Jovyepei pacriojiarajarch B cTenHo yacTu Kpeima B 25-27 Bepctax oT De- HocBseHHoi 100-1eTHio Co
oIocuw, PsifloM ¢ IIoMecTheM camoro AiiBazoBckoro — Cy6aiii, cTaBiiero 3atem cob- nus emepru VLK. AfiBasos-
120-
CTBEHHOCTBIO ero BMNOBbl AHHBI HUKUTUYHBIL. CROTO W A& WHICTIIO OTKPHITIA
o KapTl/IHHOI/I ranepeu @eo;{o—
Ellle B IpenpeBOIIOLIOHHBIE [OIbl HEKOTOPble NMEHUs ITepelllyii BHyKaM Al cuiicKast KapTUHHAA rajiepes
BazoBcKoro. XoassiuHoM 3HaMmeHuTtoro [llax-Mamast cTast m00UMbIA BHYK XyIOMKHU- nmern VLK. AfiBasoBcKoro.

o o o Deopnocus, 2000. C. 28-33.
ka - Hukounait Muxannosud Jlamrncu. Muxann [lenonnagosuy JlaTpu, TanaHTAMBEIN

JKUBOTIMCELI, 10Ty Ynii uMeHne bapan-Onu (HbiHe cesio KamranoBka), ero cectpe Co-
e (B mepBom 6pake HoBocenbckoit, Bo BTopoM Opake Mukesanse) oToriesn Xy Top
KpurHuuky, HAXOOUBIIMICS «[10 OUTOBOM nopore us Kapacybasapa B ®eopmocuio,
IIpu UCTOUHNKax». Anekceil BacunbeBuu ['ansen Bnanen Poman-Ouun. V3 ero nucem
M3BECTHO, YTO OH yKUJI B 3TOM uMeHuM 1 B Ctapom Kpeimy nociie orvesna usIletpo-
rpapna, epef sMurpalueil.

PeBommounsa numumm/ia Hac/JegHWKOB AMBa3oBCKoOro BjageHwuil. [loutu Bce
ycaabp0bl ObLIN paspylleHbl, MHOTUE OIM3KNe POACTBEHHUKU XYI0KHUKA (qouepu
Mapusi u Anekcanapa c ceMbsiMu) moKkuHy/u Poccuro. V3 KpeIMCKUX raseT TOro Bpe-
MeHU u3BecTHO, 4To B 1918 rony B flinte ymepna Enena Misanosna Pribuiikast, a B 1922
rony - KanHa VIBaHOBHa AplieysioBa, 3aMevaTesibHas [IMaHUCTKA, YB/IeKaBILIASCS
Take U ;kuBoIruceio. B ®eomocuu no 1941 roma »kumna auins Bgosa ABa3soBCKOIO
AnHa Hukutuuna. Efl mocsie HauMoHanusanuy noMa XyOooKHUKa [IPUHAAJIEKATIO0
B HEM HECKOJIbKO KOMHAT, [IPUMBIKABIINX K BBIXOJMBIIEMY BO IBOP AepPEBAHHOMY

basnkony. Eciu 661 Anna Hukutuyuna, cust Ha 9ToM 6aikoHe (a 0Ha, Kak usBectHo, ¢ WK AMBASOBCKMN
o Bup mops c rop. Kpeim. 1864
OYeHb YacTO TaM CUelia), Halycala BOCIIOMUMHAHNA O BOCEMHALATH FoJax CBOeil PM
JKU3HU, IPOBEIeHHBIX psifoM ¢ ViBaHoM KoHcTaHTUHOBHYEM, B HUX, BO3MOKHO, Ha- ®parment
LIJIOCh OBl MECTO U [JIA OIMCAaHUA BlageHull ceMbr AliBazoBckoro. Ho, k comkane-  « VAN AIVAZOVSKY
HUIO, OHA DTOTr0 He creala. View of the Sea from the

o Mountains. Crimea. 1864
KpaTKI/Ie BOCIIOMMHAHUA 06 AI/IBaE}OBCKOMy KOTOpbI€ UCIIOJ/Ib3OBAHBI B CTATheE, Russi
ussian Museum

ocTaBUJIa }KeHa IJIeMssiHHUKa AliBasoBckoro Huna AHeKCaH,[[pOBHa (ypomneHHaﬂ Detail
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K. ANBABOBCKUI
OBubL, 3aroHsieMble Gypero
B Mope. 1855 (?) Dckns
[epeso, maciio. 13 x 35,3
I'r

IVAN AIVAZOVSKY

Sheep Driven by a Storm
into the Sea. 1855 (?) Sketch
Oil on panel. 13 x 35.3 cm
Tretyakov Gallery

TperbakoBckas ramepes N1 (54) 2017

Horapa). O cBoem nmeme BcriomuHaoT AnexkcaHap AiBasoBckuil u KoHcTaHTUH
ApuieynoB. OTU BOCIIOMUHAHUs XpaHATCA B DeooCUIICKON KapTUHHOU rajepee
nmenu VLK. AiiBazoBckoro. KpoMe Toro, NCIio/Ib30BaHbl MaTePUAJIbI, IOy YeHHbIE
B pesyJibTaTe paboTsl B apxuBax Kpreima u [letepbypra. Hekotopsie cBeqenus yaa-
JIOCh TaKyKe HaliT B HEMHOT OUYHCJIEHHBIX JOPEBOJIIOLIMOHHBIX U COBPEMEHHBIX M3-
JaHUAX.

OnuH M3 UCTOYHUKOB MHPOPMALINHY, K KOTOPOMY MPUXOIUIOCE MHOTOKPAT-
HO obparathcs, - popmyssipHble cliucKU ANBa30BCKOTrO. B rajiepee xpaHsTes Tpu
crnucKa pasHbix jeT. CortacHoO 3amucsiM B HUX, POAUTENHN XyIOKHUKaA (oTel] ObLI
KYIILIOM TPETbE IU/IbINN) HE UMEJIN HUKAKOTO HE[IBUKUMOI'0O UMYII[eCTBA.

Cybarckoe o3epo

B uMenuu VLK. AiiBazoBckoro
[ax-Mamaii. 1900-e
@ororpadus. OP I'TI

The Subash lake at Aivazovsky’s

Shakh-Mamai estate. 1900s
Photograph

Department of Manuscripts,
Tretyakov Gallery

B 1848 rony AiiBa3oBCKUI MOTYYNJI TUYHBIN IBOPSAHCKUN TUTYJ, a B 1864-Mm
eMy Oblia nojkajioBaHa [pamoTra 0 1apoBaHMUU THUTYJA [IOTOMCTBEHHOI'O [JBOPSH-
CTBA, ¥ poji ero ObLJI IIPUIMKCAH K [JBOPIHCKOMY COCJIOBHIO. K 3TOMY BpeMeHU OH yiKe
Biagen KaMeHHBIM goMoM B Deonmocuu u 3emieil [llax-Mamait B QeogocuitickoMm
yesfe, coctaBJisiBiieit B To Bpemsi 2500 mecsitud (mecsituHa paBua 1,09 ra). OgHako
ene BecHoit 1846 roma xynoskHuk B nucbMe K rpady [1.H. 3yboBy coobiaer o mo-
kynke 3emiu Ha OskHoM b6epery Kpoima. [Tucbmo Hanmcano B @eonocuu 16 mapra:
«Bcto ocens st mpoBest moutn Ha H0kHoM Gepery KpbiMa, Ifie 51 COBepIlIEHHO Hac/1a-
sKJacs IPUPOAOH, BUASA OJHO U3 IyulInx MecT B EBpore... V motomy s Kymmi mMa-
JeHbKUI GpYKTOBBIN cal Ha HOxHOM Gepery. YauBUTEIbHOE MeCTO. 3UMO TOUYTH
BCe 3ejIeHO, MO0 MHOI'O KUITapUCY U JIABPOBBIX [1IEPEBLEB, @ MECSYHBIE PO3bI LIBETYT
HecripecTaHHO 3UMOIL. f1 B BOCXUIIIEHUU OT 3TOH IOKYIIKY, XOTS JOXOY HU KOTIEHKH,
HO 3aTO HHKaKUe BUJIJIBI B VTanuy He 3acTaBAT MeHA 3aBUIOBATH>.

bBrina nmu aTa nokynka nepsoit? M roe umeH-
HO Ha lOkHOM Gepery AiBasoBCKUI Npuobpern
can? MsBecTtHo, uyto B 1858 romy o mpoaas rpady
AH. MopnsunoBy umenue B flnte. He cBsizana nmu
aTapojaska c IpuobpeTeHneM Xy10/KHUKA 3eM-
51 B cepenune 1840-x?

[lo cBuperensbcTBy buorpaga AiiBasoBCKO-
ro HH. KyspMmuna, aBTOpa kauru «BocriommHanus
06 AiiBazoBckom» (CI16., 1901), «AiiBa3zoBCKUi
npoBoaui 8 wiu 9 MecsiteB y cebst B Geopocun,
ocTabHOe BpeMs rofia — JIETO ¥ 4YacTh OCEHU — OH
rMeJ1 0ObIKHOBEHME ITPOBOAUTH B CBOEM 3ar0PO/I-
HoMm nMmenuu lleiix-Maman nnm [Hlax-Mamaii 1o
pycCKOMy HaIlMCaHUIO, KMBOIMCHAs IIpUpoda
KOTOPOro U OIM30CTh MOPSI €ro BIOXHOBIISIIN.
VIMeHMe 1o1yunsio Ha3BaHUEe OT OOJIbIIOTO XOJI-
Ma, [Tof] KOTOPBIM, COITIaCHO IIpeJaHuIo, TOKOUTCS
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rpax 3HaMEeHHUTOI'O TaTapcKoro IosikoBofua (HeiHe [Ilax-Mamaii - cesio AiiBazos- VLK. AVIBA3OBCKII

ckoe Kuposckoro pationa). iﬁﬁfﬁ;’;ﬂoﬁ)ﬁf]{% 1864
B [Ilax-Mamae AliBa30BCKUH IPUHMUMAJ MHOIOYHCIEHHbIX rocTed. OnHNM 13 IPM ’

Hux 6b11 AHTOH Yexos. 22 uwonsa 1888 roga AnTtoH [TaBnosuu nucan us @eogocun VAN AIVAZOVSKY

cectpe Mapumu [laBnoBHe: «<Buepa s1 e3ngun B [1lax-Mamai, umenue M.K. AiiBazoBcko- View of the Sea from the

ro, 3a 25 BepcT oT Peonocuu. ViMeHre pOCKOILIHOE, HECKOJIBKO CKa30YHOE; TaK1e Mountains. Crimea. 1864

Oil on canvas. 122 x170 cm
MIMEHUS, BEPOSITHO, MOKHO BUIeTh B [ lepcun». Russian Museum

Homenume no Hac pororpadun noma B [llax-Mamae rogTBepsKjaroT Blieyart-
nenus YexoBa. 3maHue IOCTPOEHO B BOCTOYHOM CTHJIE, €ro YKpallaloT TOHKHE BEI-
COKMe pe3Hble KOJIOHHBI, apOYHble OKHa.

Coxpannnuce u onucanusa nMmenus [llax-Mawmaii. [lepBoe u3 Hux npuHane-
skut HH. Kyspmuny: <K 6apckomy momy sToit 3aropofgHOi ycaabObl XyIOKHUKA
BeJla IJIMHHAsA ajijiesi BBICOKUX NMMpaMUAaIbHBIX TOIIOJIEN M KUITapHUCOB, OKaIMIIAB-
IIMX ’KUBOIO OTPafioil Bce CTPOeHUs, YTOoIlalollle B 3eJleHH KPacUBOTO TEHHUCTOTO
caja 1 HallOMMHaBIIME CTOJIb JTI00MMbIe UM MaJIOPOCCUICKIE Xy TOpa 0[] 1a/IEKUM
HeboM YKpauHslL B rycToi TeHu cana u Ha Gepery o3epa, Kasasioch, ObLJI IPUIOT 3a-
TyMYHUBBIX ApUam.

A BOT OTPBIBOK U3 BOCIIOMHUHAHUI BHYKa Xy#oKHNKa AnekcaHapa Jlatpuy,
KoTopbIit ¢ 1899 roma Hocun damunuio «AiiBa3oBcKuil». Ero BOCIIOMUHAHUS 110/
HasBaHUeM «V3 nanekoro nporiuioro» ObUIM 01y O/IMKOBaHBI B skypHaJsie <Mopckue
sarmickn» B 1948 roay B Heio-Mopke (n3ganue «O61iecTBa GBIBIINX PYyCCKUX MOP-
ckux opuliepoB B AMepuke»): «['ocynaps xanyeT eMy 3emitio B 23-X BepcTax OT
Deopocum, kK KOTOpoil ABa30OBCKUI IPUKYIMAET ellle yYacTKU 3eMJIN U, B KOHIle
KOHIIOB, cOo3/1aeT o4eHb boJibiioe assi Kpeima xseboponHoe nmenue «llleiix-Ma-
Mai» B 6000 gecstun 3emiu. TaM oH ycTpanBaeT MosiouHyo depmy, a Brioc/eI-
CTBUU U NAapOBYI0 MebHULY». (O CylllecTBOBaHMN MEJIbHULIBI CBU/IETEIbCTBYET
onnH n3 nokyMeHToB ['ocapxuBa Kpbima non HazBaHuem «O6 ocBoOokIeHUU
npogeccopa ANBa30BCKOro OT INpEACTABJIEHUs I1JIaHA Ha [IapOBYI0 MEJIbHUILY,
KoTopasi cyuecTByeT B uMeHuu [lleiix-Mamait ®eonocuiickoro yesna 6omnee 50
JIeT».)
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loctunnna «EBponefickasn»

B Qeonocun. B kade npu atoit
TOCTUHMIIE JTI0OUIT OTIBIXATh
N.K. AiiBa3oBcKMii.

IMouToBas OTKpBITKA

Konen XIX Beka

OPITI

Hotel “Yevropeiskaya” in Feodosia,
where Aivazovsky enjoyed

sitting in the café.

Postcard. Late 19th century
Department of Manuscripts,
Tretyakov Gallery
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Oeonocin. Esponeiicras MOCTRARNTA. ABTOp mnpojoikaeT: «[lom B
Théodosie MMEHUU OH CTPOUT HeOOoIIbION, B Ta-
TapckoMm cTusie, Bcero 8-10 komHaT,
HO C OOJIBIION U OYeHb BLICOKOM Ma-
CTEPCKOM. A 3aTO HeJajleKO OT Ma-
cTepckon duuresnb mJisi rocteit B 22
KOMHATHL.. [lepen moMoM B LIBeTHUKe
ObL1 6OMBIION HacceilH, COCTOABIIMNI
13 Tpex KPYroB, COeUHEHHBIX KaHa-
JioM. U B KaK[IOM yIJly CTOsJIa Ha KO-
pe Mopenb Kopabuisi apiinHa Ha [Ba
BbININHOI (apiiuH paBeH 71 cm. - WLIT).
OT1o 6bUIM TOYHBIE KON Kopabieit
napycHoro ¢JioTa ¢ napycamu, myli-
KaMU U T. [T, ¥ BLIKpAIlleHbl OHU ObLIIN B
4YepHBIN 1 OeJIblil LIBETa, KAK OKpalllu-
BaJIMCh B TO BpeMsl HaIllk CyAa...»

Bpewmst npebriBanus B [1lax-Ma-
Mae OBbLJIO HacCBIIeHO AJis ABa30B-
CKOTO MJIOJJOTBOPHON TBOpYeCKOo# paboroii. «B ®eopmocuto, - o ciioBam H.H. Ky3b-
MMHA, — OH BO3BpaIllajIcs C MAaCCON HOBBIX XOJICTOB U C HOBBIM MPUIMBOM dHEPT UM
“Bosmyl1iiHble 1 cBeTOBbIE BAHHBI , OYEBUIHO, [10 COOCTBEHHBIM €T0 CI0BaM, [IPUHO-
CUJIY €My I'POMAIHYIO [10/Ib3Y...»

Munammii BHyK XynokHUKa KoHcTaHTUH KoHCTaHTUHOBUY ApLIEYJIOB B CBO-
MX BOCIIOMMHAHUSX MUIIET, YTO BO BpeMs HaxokadeHus B [llax-Mamae, HaunHas
paboTy Ham KapTUHOU, ANBAa30BCKUIL IIePeCeISICS B MACTEPCKYIO, [Ie Y HEero «3a
MeperopogKoi CTOsI/Ia KPOBATh ITOXOMHOI'O TUIIA U CTOJIMK CO CBEYOU U CITMYKAMU».
Takoe yemnHeHue noMorasio XyqosKHUKY MIOJIHOCTBIO COCPEIOTOUUTRLCs Ha paboTe.

3ameyaTesbHBIMU UCTOYHUKaMu ciiaBuiioch umeHnne Cybarin (upiHe Cybamr -
rocesiok 3ojoTtoit Kiou), sakiouasiiee 2400-2500 pecsatud 3emi. OueBUIHO,
AIBa30BCKOMY 1€ pBOHAYAJIbHO [IPUHAJIEsKaIa JUIIb YaCTh CyDaIICKO 3eMJIH, He
MMeBILIasi BOObl U HAXOIUBIIASCS 10 COCENCTBY C BJIAJeHUSIMU HACIeJHUKOB I10JI-
KOoBHUKA JlaHcKoro.

Psin mokymenTtoB [ocapxuBa Kpeima (mema 1851-1852 romoB) pacckasbiBaioT
o crope npodeccopa ANBa3OBCKOTO C MMOJKOBHUKOM JIaHCKUM I10 TTOBOMY IIpaBa
M0/Ib30BaHUsI BOMIOU, TeKylell B nepeBHio Cybarr. Kak ciieqyeT us mesi, Hac1eIHUKY
JlaHckoro nepekpbiBaiu Cy0aIICKY0 BOIY, JIUIAs BO3MOKHOCTHU I0JIb30BATHCS €10
obuTaTtesei nMeHus1 ABa30BCKOro U Oiiusiieskaiiero cesa. B pesyibrarte cymebHo-
ro pasbuparenbcTBa ANBa30BCKU BIMrpast nesio: Boga Cybaiia crajia UCroJib3o-
BaThCSA BCEMU MECTHBIMU JKUTEJIAMI.

B 1864-1865 rogax AiiBazoBckuii Kynuia y JIaHCKUX UX 3eMiu - 2362 necsatu-
HbL Y cTas mo/iHOMpaBHBIM XO3SIMHOM CyDaIllICKUX 3eMellb U UICTOYHUKOB. V3BecT-
HO, 4TO, ’keHuBIIKCh B 1882 rony na Aune Hukutnune CapkusoBoii (yporkaeHHOM’
Bypua3zoBoii), AiiBasoBckuii cobupasics nogaputs et Cy0atil, HO 3aTeM OrpaHUYNII-
cs nepenaveir 50 000 Bemep BoApl B CyTKY, KOTOpble AHHa HUKUTHYHA B CBOIO OYe-
penb nepenana B gap ropony ®@eonocuu. CormacHo BOCIIOMUHAHUAM [JIEMSHHUIBI
xynoskHruka H.A. AriBazoBckol, ViBaH KoHCTaHTMHOBHY He3a0/r0 10 CMEPTH XO-
Test npoaath umeHne Cyballl u [eHbrU pasaeinTh MeX Iy qouepbmu. Ho aToro He
MPOU3O0LLJIO.

HuTtepecHsie cBemeHust ymanoch obHapyskutTh B [ocapxuBe Kpbima o mo-
MecTbe PoMmaur-Oiu (HeiHe cesio PomaHoBKa). B apxuBe XpaHUTCs IepeolieHoY-
HOe CBUETEeNbCTBO Ha 2TO MMeHMe ANBa30BCKOro, AaTupoBaHHoe 1873 romom:
«[umenne. - NIL], sakioualomiee B cebe 338 mecatun semin, us kKoei 250 mecs-
TuH xJ1ebonaxoTHOH, mpuHocsiiei B roa goxon 300 py6.; 50 mecsitun baurtraHHOM,
npuHocsiein noxona B roxg 300 p.; yroBoit, MOJUBHON, yO0OHO [Jis1 pa3BeleHuUs
¢pyxroBoro cana - 30 mecsaTuH, npuHocsie B roa noxona 100 py6.; u dpyKTOBBIi
caf Ha 8 gecsiTUHAX, KOTOPBIH /151 OpolieHusi 00Be/leH KaHaBOIO; B Caly TOM [€PEB
rton npuHocsuux 2200, a uMeHHO: s16J10Hb KpbIMCKOro ceHarry — 1000, rpyur - 600,
ciuB pasHbix copToB — 600, BumieH - 250, opexoB - 500 nepeBbeB, IPUHOCAIINX
B rof uncTtoro goxony 600 pybiieit».

Takum obpasom, aTo HebonbuIoe nMeHue nasaso 1300 pybueit roqgoBoro mo-
xXo[a.
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KakyM TmomemMKoOM M XO3SMHOM ,(,
6b1u1 MBaH KoHcTantrHoBHY? Kak oH oT- '
HOCHJICS K pabOTHMKaM CBOUX MMEHUI? 7
Bcnmomunaer Huna AnekcanmgpoBHa Aif- —
BaszoBckast: «lIpm skusHm AfliBa3zoBCKOro } :
[JIaBHBIMU yTIPABIAIINIMA €T0 MMeHU-
samu Cyb6am u 1llax-Mamaii Obuin TOJB- 1
Ko aBoe: apMsHUH [leponu u VMBanos. Ha
obumpubix nossx Cybaina 3aHMMaInch
oBLIeBOIACTBOM, a B lllax-Mamae coaBanu
3eMJII0 TT0[] Or'ypLbL ODTO ObLI IJIABHBI
NnpuTok noxopa. ViBan KoHcTanTnHOBUY
ObLT paBHO/IYIIIEH K XO3SIMCTBY, ITpeCTaB- I
JisIsl BCe CBOMM YIIPaBJIAIOLIMM. YTIpaBJs-

I0IlIe MMeJIi CBOU IIOCEBBI M CBOUX OBelLl.
ApenpaTopaMm KUJIOCh OYeHb XOPOIIIO, UX

He IIPUTEeCHSIN; KOTTa XOTeN! IIaTUTh, —

riaTuan. Xo3snuH AWBa30BCKUM 4YyIHO

OTHOCHUJICSI K CBOMM CJTy>KalllM, KOTOPbIe

HoraTesy OKOJIO HEro U rogaMu »kuiin y Hero. OH BXOJWJI BO BCE UX HY?K/[IbI, ObIBAJI
Ha KX cBapbax, ycTpanBas M npasaHecTtsa. OH jir001/1 TATAPCKYI0 My3bIKY — “OyM-
6yny” 1 3ypay. iz Kapacy6asapa crielinaibHO K HeMy ITPUE3KaJi TATAPCKUE MY 3bl-
kaHTbL OH yBJIeKaJICs, CIIyllas UX, U caM OpaJicst 3a CKPUIIKY U UTPaJl C HUMW.

Xotst HeKoTopble coBpemeHHuKu AfiBazoBckoro (H.H. Kysemun, HA. AiiBa-
30BCKasi) OTMedaIn ero 6e3pasyinyHoe OTHOIIEHHE K CEJIbCKOMY XO3SIMCTBY, OH,
6e3yC/IOBHO, NHTEPECOBAJICS MTOKYIIKOM HOBBIX 3€MeJlb M CTPEMUJICS PaCUIMPUTh
CBOU BJlaJieHus1. 3emuin, probpeTaeMble ABa30OBCKUM, HAXOAU/INCh, KAK [TPABUIIO,
HeBfaleke oT Peogocum.

Kak ciieyeT 13 TOKyMeHTOB, XpaHsAinxcs B apxuBax [letepbypra u Cumde-
poriosis, ettie B 1851 rofy XynosKHUK B35/ B apeH1y ydacTok semiin. O6 aToM 3anuca-
HO U B ero ¢popmyrsipHoM crincke: «C Bbicoyaiiniero 6Jaron3BosieHust He B IIpUMep
OpPYrUM OTOAaHO eMy Bo BiageHue ¢ 8 okT. 1851 roga Ha 99 set B 6becriepeobpounoe
conepskanue 1500 gecsaTHH 3eM/IM 13 Ka3eHHOI'0 0OPOYHOr0 y4acTKa, Ha3bIBAEMOT'0
Oiiryiickum TaBpuueckoii rybepunn B @eofqoCcuiickom yesie ¢ IiaToo o 22 KOrL
3a gecATUHY». [lo JaHHBIM crpaBoYHMKA «AIMUHUCTPATHUBHO-TEPPUTOpHAIbHbBIE
npeobpasoBanust B Kpeimy. 1783-1998 rr.» (Cumdepomnons, 1999), Oiirys - crapoe
HasBaHUe BraguciaBoBku. Yepe3 BoceMHaaLaTh j1eT ABa30BCKUI BHIKYIIUII 3TOT
yuacTok. «['ocynaps VimriepaTtop 19 cent. 1869 roga Bricouaiiiiie moBesieTs consBo-
JINUJITIPONATh OelcTBUTelbHOMY CTaTCKOMY COBETHHKY ANMBa30BCKOMY COCTOSIIINIA
B apeHAHOM cofep:kaHuu Ouryiicknil yuactok Peopocuiickoro yesnaa 3a 6.600 py-
buteii».

O npopaske 6e3 Topros npodeccopy xkuBonucu AiiBazosckomy Oryiickoro
ydacTKa I10 NpeCcTaB/IeHNI0 MUHUCTPa IOCYy1apCTBEHHBIX UMYILECTB coobIiaeT
Takske KypHas1 Komurera MuUHHCTpOB.

Xopolio u3BecTHa LieApas 6JaroTBOpUTe/IbHAs JeATENbHOCTh, KOTOPOIT All-
Ba30BCKMI 3aHMMaJICS 0 KOHILA »KU3HU. Bo Bpemst Kppimckoii BoitHb! 1853-1856 ro-
IIOB Xy/IOKHUK NoskepTBoBai PeonocuiickoMmy BoeHHOMy rocruraso 150 pybieit
IJ1s1 TIOKYIIKHM XOJICTa Ha TIOPSAKU. A N3 CBOEro [TIOMECTbsi OH pa3pellnyi B3siTh COJIO-
MY [J1s1 UX HAOUBKU «CKOJIBKO TaKOBOH NoTpebyeTrcsi». PakT 6,1aroTBOPUTENBHOCTH
AIBa30BCKOr0 He OCTaJICs He3aMeueHHbIM. B dpeBpaite 1855 rona «...3a moxBaJibHbIA
OIBIT COYYBCTBUSI K paHEeHbIM BOMHAM» XYHOKHUKY Oblia oObsiBieHa Gsarogap-
HOCTB OT rocyfapsi UMIlepaTopa.

YrBepskaenuio H-H. KyspMuHa o ToM, 4TO B nMeHUAX AIIBa30BCKOTO CeJIbCKOE
XO035ICTBO BEJIOCH, KAK B CTapHHY, 0€3 BCAKUX COBPEMEHHBIX YIIyUIllIeHUH, [IPOTHU-
BopeyvaT JaHHble 6uosiora Anexkcannpa HukonaeBnua KuceneBa, 3aHnMaBIerocs
n3yJyeHNeM ITUesl ¥ pacTeHu-MenoHocoB. [lo ero cBegeHusmM, Ha rmacekax B IToMe-
CThAAX ANBa30BCKOrO MCII0Jb30BAINCh PAMKH, OKpallleHHble B pa3Hble I[BeTa, UTO
OBLIIO HOBIIIECTBOM [1J1s1 TOr0 BpeMeHU. OH ke coobiaet, 4To ABa30OBCKUII caMm fa-
BaJl Ha3BaHUs ynbsaM: «[lyiiknn», «'enepan Ckobesen», «He TpoHb MeHs» U ipyrue.
K coskanenuio, NICTOUHUK CBeeHMI1, KOTOPBIM IoIb3oBascs Kucemnes, HaM Heu3Be-
CTeH.

Huna AnexkcannpoBHa AlfBa3oBcKasi yIloMHHaeT Takke, 4yTo B [Ilax-Mamae
OBLIM JTMMOHHBIE HACAK JEHUSL.

Hom NLK. AiiBazoBckoro
B ®eopgocun. 1900-e
®otorpadus

OPTITI

Aivazovsky's house in Feodosia.
1900s

Photograph

Department of Manuscripts,
Tretyakov Gallery
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K. AIBABOBCKIUN

Bup na CeBactomnoJib. 1845
Bywmara, cenus,

6emmia. 19,4 x 30,3

I'PM

IVAN AIVAZOVSKY
View of Sevastopol. 1845
Sepia and white wash
on paper.19.4 x30.3 cm
Russian Museum

K. ABA3BOBCKUM
®Deogocus. Myseii

Bymara, Tyms, mepo. 13 x 20,8
OKT'A (Deopocuiickasi KapTUHHAs
ranepesi umenu VLK. AiiBazoBckoro)

IVAN AIVAZOVSKY
Feodosia. The Museum

Ink, pen on paper. 13 x20.8 cm

Aivazovsky Picture Gallery,
Feodosia

TperbakoBckas ramepes N1 (54) 2017

Kakumu semnsamu enne Bianes ViBan KouctautuHoBuy?

Bo Bcex ¢popMyIIsipHBIX CIIMCKAX 3HAYNUTCSI BUHOTPAQHUK C JOMUKOM ripu De-
omocuu. [ le oHM HaXOIUIMCh, HEM3BECTHO, HO, 110 CBUeTe/bcTBY Ky3bMIUHa, BUHA,
M3rOTOBJIEHHbIE B UIMEHUSAX ABa30BCKOTO, IIpoaBaInch B MarasuHax Geomocun.

B 1860-x romax xynoskHuk npuobpesn 12 necsitud BuHorpaaHbsix cagos B Cy-
nakckoil nmonvHe. B Cynake HeBOajeke OT FeHY33CKUX YKpeIlJIEHUI HAaXOOUIach
MpUHAJIeKaBIIasi eMy Java.

M3 BocrioMuHaHUi BHyKa XynokHNKa KoHcTanTuHa KoHcTaHTHHOBUYA Ap-
LeyJsioBa y3HaeM: «B 90-e ronsl AIIBa30OBCKUI BbIe3Kall A1 OTAbIXA CO BCE ceMbei
Ha cBoio gauy B Cymak. 3mech He OBIJIO MACTEPCKOM, M OH He IHCajl COBEPILEHHO.
LlenpIMy THSAMU IPOCUKUBAJI HAa Teppace, HabJoaast Mope».

[To pannbiM uctopuka IO.E. BenoBa m aBTopa nmyteBomutens no Cynaky
AN. Tlonkanosa, naua ABa3oBCKOTO, Kak 1 10M KoMrio3utopa Asnekcanapa CrieH-
OuapoBa, ObLIM yHUUTOKEHBI B 1942 rony:.

Kpome Toro, AiiBasoBckomy npuHapgiexanu goma B Ctapom Kpeimy, fAnre,
BO3MOJKHO, U B IpyTux MecTaxX. OI1H U3 JOMOB B fl/iTe OH CTpPOuJI /1 CBOel fo4yepu
Enens1 ViBanoBHsb! B 1886 ropy.




Touka spenus

YBenuunBajloch KOIMYeCTBO 3eMellb, UMEHUH, KOTOPbIMU BJjlaflell XyLOKHUK.
YBenuuuBanacek u nx cronmoctsb. B 1901 rony, yske nocie cmeptn AWBa3oBCKOIO,
KysbmuH nucan: «/iBan KoHCcTaHTMHOBUY CO3HaBaJ/l M pafoBaljics, YTO C KaKObIM
rogom 1eHa 3emsu pacret. B 1883 rony ou uenunia umenue B 300 toicsiy py6iieit, a
yepes IATD JIeT He XOTeJl IpoAaBaTh JellleBJle ITolyMU/IIMoHa. Ha tore Boga - rpo-
Ma/Hasi LIeHHOCTb, a Y HEro B UMeHNH ObLIu Oorarble cybalicKue K4y, MUTamlme
Ternepsb Bogolo Bcio Peopocuto...»

VBan KoHCcTaHTMHOBUY ropauiIcs CBOel X03MCTBEeHHOU feATelbHOCThI0. B
NnucbMe, alpecoBaHHOM BeJIMKOMY KHfA3l0 KoHcTanTuHy HukonaeBuuy, roBops o
cBoell 068U K KppIMy, XyIOKHUK OTMEYAET, YTO U3YUNJI «CBOIO POAUHY HE O/IHOIO
KHCTbIO, HO U MHOT'OJIETHUM OIIBITOM I10 XO3SHCTBY».

2 mapra 1868 rona AtiBazoBckuii n3bpaH meiiCc TBUTENbHBIM wieHoM Vmmepa-
TOpCKoro ofliecTBa CelnbCKOro Xo3sicTBa 10kHOM Poccun. 3a ycrniexu B pa3BUTHN
CeJIbCKOI'O X035IMCTBA UM I0JIyUeHbl [iBe OPOH30Bble Mealiy, XpaHsiunecs B Oeo-
IOCUICKOV KapTUHHOM ranepee.

[TonBoasi KpaTKUI MTOL, MOKHO OTMETUTb: OBITYyMOIllee MHEHUE O TOM, YTO
IJ1IaBHblE 1OXOAbl XyJOKHNKA CBA3aHbI C €I0 TBOPUECKOH AeATeIbHOCTBIO U [0y Ye-
HBI UM B pe3yJibTaTe IpoJaky Xy10KeCTBeHHbIX [IPOU3BeleHUIl, He COBCeM BepHO.
AT1Ba30BCKUI ObLIT KPYITHBIM 3eMJIeBJIaiesIblieM, KOTOPOMY ITpUHAA/IeKa i 001Inp-
Hble 3eMeJlbHble Hafle/Ibl U MHOrue uMeHUs B BocTounoMm Kprimy.

CobpaHHbIi MaTepral JaeT BO3SMOKHOCTb JIMIIIb Ha4aTh N3y YeHUE ITOM TEMBL
Bynylye moucky M HaXO[KHU — BIlepe[y U >KAYT CBOUX HccllefoBaTesnell. [Ipuger
BpeMsi, KOI/la yAacTCs IOy4UnTh OoJlee ogpoOHble U TOUHbIE CBEJIEHUS O 3€MJIAX
Y MMeHUAX ANBa30BCKOro. A 3HaYUT, BOCIIOJTHUTh HEM3BECTHBIE CTPaHULIbI OHorpa-
(UM BETMKOr0 XyNOKHUKA.

K. ABBABOBCKUM
o6 ¥ pa3uB peku
Orys B Kpeimy. 1875
Xoucr, Maciio. 63,8 x 95,2
YactHoe cobpanue,
Mocksa

Ivan AIVAZOVSKY

Rain and Flooding at the Otuz
River in Crimea. 1875

Oil on canvas. 63.8 x95.2 cm
Private collection,

Moscow
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AIVAZOVSKY'S
ESTATES
AND LANDS

Irina Pogrebetskaya

Although the main source of Aivazovsky’s income was the property that he owned,
little is known today about exactly what belonged to the artist, or even where his
land holdings were located. Art historian Irina Pogrebetskaya, for many years the
chief curator at the Aivazovsky Picture Gallery in Feodosia, considers the evidence

that remains.

The artist, who died in 1900, gave an estate to each of his four daughters. The
eldest, Yelena (later Latri, then by her second marriage, Rybitskaya), received
Baran-Eli (Boran-Eli), Maria Ganzen - Romash-Eli (Roman-Eli), and Alexandra Lamp-
si — Shakh-Mamai (Sheikh-Mamai). The estate of his youngest daughter, Zhanna,
was located in the village of Otuza (today known as Shchebetovka). The estates that
passed to his three eldest daughters are located on the steppes of Crimea, 25-27
versts (approximately 26-29 kilometres) from Feodosia, near Aivazovsky’s Subash
estate, which passed to his widow, Anna.

Before the Russian Revolution of October 1917 some of these estates had
passed on to Aivazovsky's grandchildren. The artist’s favourite grandson, Nikolai
Lampsi, became the owner of the well-known estate Shakh-Mamai. Mikhail Latri,
himself a talented artist, inherited Baran-Eli (now the settlement of Kashtanovka),
and his sister Sofia (whose married name was Novoselskaya, later Mikeladze) in-
herited the Krinichki farmstead, located “on the postal route from Karasubazar to
Feodosia”. Alexei Ganzen owned Romash-Eli: however, it is not clear from his cor-
respondence whether or not he lived at this estate or in Stary Krym after leaving
Petrograd, before his emigration.

Aivazovsky’s heirs lost everything following the Revolution. Most of the
estates were destroyed, and many of the artist’s close relatives - including his
daughters Maria and Alexandra, along with their families - left Russia. Crimean
newspapers of the period reported that Yelena Rybitskaya died in Yalta in 1918,
and that Zhanna Artseulova, a well-known pianist who was also a keen artist, died
in 1922.

Only Aivazovsky’'s widow, Anna, lived on in Feodosia until 1941. After the
nationalization of property she was able toretain several roomsin the artist's house,
with a wooden balcony opening onto the courtyard. If only Anna had taken a seat
on that balcony - it is known she liked to sit there - and taken up her pen to write
her reminiscences of the 18 years that she spent with Ivan Aivazovsky, perhaps she
might have also mentioned the family’s property. Sadly, she never did.

The article draws on:
Pogrebetskaya, LM.
‘Aivazovsky’s Estates

and Lands' // Materials

of research conference
“Ivan Aivazovsky’s Artistic
Heritage and Traditions”,
dedicated to the centenary
of Aivazovsky’s death and
the 120th anniversary of
the Gallery inauguration.
Aivazovsky Picture Gallery,
Feodosia, 2000. Pp. 28-33.

< K. AVIBABOBCKUI
ITynnas Hous B Kpeimy. 1859
I'PM
®parmeHT

« IVAN AIVAZOVSKY
Moonlit Night in Crimea. 1859
Russian Museum
Detail
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Hopora Ha ropy Aii-Ilerpu. 1900-e

@ororpadust
OPI'TC

The road to Ai-Petri. 1900s
Photograph

Department of Manuscripts,
Tretyakov Gallery

N.K. AiiBazoBckuii
®eopocusi. 1890-e
®ororpadus. OP I'TT

Ivan Aivazovsky

Feodosia. 1890s

Photograph

Department of Manuscripts,
Tretyakov Gallery
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This article incorporates the brief recollections about
Aivazovsky left by the wife of the artist’'s cousin, Nina (née
Notara). Alexander Aivazovsky and Konstantin Artseulov also
wrote about their grandfather, their recollections kept today
in the Aivazovsky Picture Gallery. It also draws on archive
materials found in Crimea and St. Petersburg, while further
information was found in the few surviving pre-revolutionary
and contemporary publications. Aivazovsky's official account-
ing documents proved a source of information, too. The Gal-
lery holds three lists from different years, according to which
the artist’s parents - the artist’s father was a merchant of the
3rd guild - owned no property whatsoever.

In 1848 Aivazovsky received a personal noble title, and
in 1864 he was awarded a Certificate bestowing a hereditary
title upon him: thus, his descendents were classed as belonging
to the nobility. By that time he already owned a stone house in
Feodosia and 2,500 desyatins (2,725 hectares) of land in Shakh-
Mamai in the Feodosia County. However, in spring 1846, the
artist wrote to Count Platon Zubov, noting that he had bought
land on Crimea’s southern shores. That letter was written from
Feodosia, and dated 16 March: “I spent almost all autumn on the
southern shores of Crimea, where [ delighted in the nature,
one of the most beautiful parts of Europe.. And that is why I
bought a small fruit orchard on the southern shores. It is a re-
markable place, in winter it is almost completely green, due to
the cypresses and bay trees, and the roses bloom all winter.I am
delighted by this purchase, and although it gives not a kopeck in
income, it means [ have no reason to envy those villas of Italy.”

Was this his first such land purchase? And where on
the southern shores was this orchard that Aivazovsky had
acquired? All we know is that in 1858 he sold an estate in
Yalta to Count Alexander Mordvinov. Was that sale in any way
connected with the land the artist bought in the mid-1840s?

Aivazovsky’s biographer, Nikolai Kuzmin, whose book
“Memories of Aivazovsky” was published in St. Petersburg in
1901, wrote: “Aivazovsky spent eight or nine months at home
in Feodosia, and the rest of the time - summer and part of
autumn - he usually spent in his country estate at Sheikh-
Mamai, or Shakh-Mamai as it is spelt in Russian, which, with
its picturesque natural environment and proximity to the sea,
inspired him.” This estate takes its name from the large hill
under which legend has it the remains of the famous Tatar
commander are buried (it is now known as Shakh-Mamai,
Aivazovsky Settlement, Kirovsky Region).

[t was in Shakh-Mamai that Aivazovsky received numer-
ous guests, including the writer Anton Chekhov. On July 22
1888, Chekhov wrote to his sister Maria, from Feodosia: “Yes-
terday [ visited Shakh-Mamai, Aivazovsky's estate 25 versts
from Feodosia. It is an extravagant, fairy-tale estate of the kind
you must probably find in Persia.” Surviving photographs of
the Shakh-Mamai house confirm Chekhov’s impression: the
building was constructed in Oriental style, decorated with
tall, narrow, carved columns and arched windows. Other de-
scriptions of Shakh-Mamai survive, including one by Kuzmin:
“A long avenue of poplars and cypresses led up to the artist’s
aristocratic house on this country estate, forming a living
fence around the buildings, bathing the breathtaking shady
garden in green, reminiscent of their beloved homestead far
away in Ukraine. Shrouded in dense shade, the garden on the
shores of the lake resembled a refuge for wistful dryads.”

The artist’s grandson Alexander Latri, who took the
surname Aivazovsky in 1899, also described the place in his
reminiscences: his recollections, titled “From the Distant Past”,
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were published in the “Maritime Notes” magazine (a publication of the Society of VLK. ABABOBCKUI1
Former Russian Naval Officers in America) in 1948 in New York: “The Sovereign be- Tlynnas wous B Kprimy. 1859

. N . A Xouet, maciio. 58,3 x 76,2
stowed upon him land 23 versts from Feodosia, to which Aivazovsky added several IPM
more plots of land, to create what was, by Crimean measures, a very large and pro- VAN A[VAZOVSKY
ductive grain-producing estate at Sheikh-Mamai on 6,000 desyatins of land. There Moonlit Night in Crimea. 1859

Oil on canvas. 58.3 x 76.2 cm

he founded a dairy farm, and later built a steam-powered mill.” (A document in the !
Russian Museum

Crimea State Archive entitled “On releasing Professor Aivazovsky from the require-
ment to submit plans for the steam mill, which has existed at the Sheikh-Mamai
estate, Feodosia County, for over 50 years” also mentions the existence of the mill.)

Latri continues: “He builds a house on his country estate, not large, in Tatar
style, with just eight to 10 rooms, but with a very large, high-ceilinged studio. And
there was a guest wing with 22 rooms not far from the studio... There was a large
pool in the flower garden in front of the house, comprising three circles joined by
one channel, with a two-arshin-high [one arshin is equal to 71 cm - LP] model ship
anchored in each corner. These were exact copies of the sailing fleet - complete
with sails, cannons, etc, and were painted in black and white, as such vessels were
in our day..”

Aivazovsky’s time at Shakh-Mamai was filled with creative endeavours. As
Kuzmin noted: “He would return to Feodosia with a vast number of new canvases
and filled with new energy. ‘Being bathed in light and air’ was clearly very good for
him, as he himself attested.”

The artist’s youngest grandson, Konstantin Artseulov, recalls that, while he
was at Shakh-Mamai, starting work on a new painting, Aivazovsky would move into
the studio, where “behind a partition there was a camp bed and a table with a can-
dle and matches.” This seclusion helped the artist to focus on his work. The Subash
estate comprised 2,400-2,500 desyatins of land (it is now known as the Zolotoi Kly-
uch settlement), and was well known for its outstanding water sources. But initial-
ly, Aivazovsky only owned part of this land, without water, next to a landholding
owned by the heirs of Colonel Lansky.

A number of documents in Crimea’s State Archives (files relating to the years
1851-1852) mention disputes between Professor Aivazovsky and Colonel Lansky
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Bun Ha Cumens
uropy Aii-Ilerpu. 1890-e.
®otorpadus. OPI'TT

View of Simeiz and the
Ai-Petri mountain. 1890s.
Photograph.

Department of Manuscripts,
Tretyakov Gallery

N.K. AiiBazoBckuit

C rOCTSIMH Y UICTOYHUKA

B umenuu [1lax-Mamaii. 1870-e.
®otorpadus. OPI'TT

Ivan Aivazovsky with

visitors at the spring in

the Shakh-Mamai estate. 1870s.
Photograph.

Department of Manuscripts,
Tretyakov Gallery

Vmenue NLK. AiiBazoBckoro
[Iax-Mamaii. 1890-e
®ororpadust

OPTITI

Aivazovsky's Shakh-Mamai estate.
1890s

Photograph

Department of Manuscripts,
Tretyakov Gallery
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over rights to use the water flowing through the Subash
village. It seems from them that Lansky's heirs cut off the
water supply, preventing the residents of Aivazovsky's es-
tate and the nearby village from accessing the water. There
was a court case, and Aivazovsky won - the Subash water
supply was once again available to all local residents.

In the years 1864-1865, Aivazovsky bought 2,362
desyatins of land from the Lansky family, becoming the
outright owner of the Subash territories and water springs.
It is known that, when he married Anna Sarkizova (née
Burnazova) in 1882, Aivazovsky intended to give Subash to
her, but later reduced this to 50,000 buckets of water a day,
which she then gave as a gift to the town of Feodosia. As
the artist’s cousin Nina Aivazovskaya remembered, shortly
before his death Aivazovsky wanted to sell the Subash
estate and divide the proceeds from the sale between his
daughters, but that did not happen.

Documents in the Crimea State Archive also reveal some interesting inform-
ation about the Romash-Eli (now Romanovka) estate. There is a revaluation cer-
tificate for this estate in the archives, dated 1873: “The ‘Estate’, comprising 338
desyatins of land, of which 250 desyatins are grain-producing and deliver an in-
come of 300 rubles a year, 50 desyatins are melon-producing - delivering an in-
come of 300 rubles a year, 30 desyatins of irrigated meadow land, suitable for a
fruit orchard, bringing an income of 100 rubles a year, and eight desyatins of fruit
orchard, which is surrounded by irrigation channels. There are 2,200 fruit trees
in the garden: Crimean apples - 1,000, pears - 600, various types of plums - 600,
cherries - 250, 500 nut trees, delivering an annual net income of 600 rubles.” Thus
this modest estate provided an income of 1,300 rubles per year.

What kind of landowner was Aivazovsky? How did he treat his workers? Nina
Aivazovskaya recalls: “During Aivazovsky'’s life there were only two chief manag-
ers at his Subash and Shakh-Mamai estate - the Armenian Peroni and Ivanov. They
grew vegetables on the expansive fields at Subash, and turned over land to cucum-
ber cultivation at Shakh-Mamai. This was the main source of income. Aivazovsky was
not very interested in estate management, preferring to delegate everything to his
managers. The estate managers had their crops and sheep. The leaseholders lived
very well, nobody put pressure on them - they paid when they wanted to pay. As
a landlord Aivazovsky was very generous to his employees, they were able to grow
prosperous and stayed with him for years. He was very close to them, attended their
weddings, and organized celebrations for them. He loved Tatar music, the bumbula
and the zurna, and Tatar musicians travelled especially to visit him from Karasubazar.
He really enjoyed listening to them, and would take up a violin and join in with them.”

Although some of his contemporaries (Nikolai Kuzmin, Nina
Aivazovskaya) described him as indifferent to agriculture, he did take
a real interest in the purchase of new land and sought to expand his
property. Aivazovsky tended to buy land not far from Feodosia.
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Documents held in archives in St. Petersburg and Simferopol indicate that in
1851 the artist rented out a plot of land. It is recorded in the official accounts: “With
his Highness’ benevolence, and not as an example to others, 1,500 desyatins of land
from the state leasehold plot out of a plot referred to as Oigusk Tavrichesky Gover-
norate in Feodosia County are transferred to him as of October 8 1851 for a term of
99 years, not subject to sublease, for a fee of 22 kopecks per desyatin.”

According to “Administrative Territorial Transformation in Crimea 1783-
1998 records (published in Simferopol,1999), Oiguya is the historic name for Vladis-
lavovka. Aivazovsky bought this land plot 18 years later: “The Emperor on Septem-
ber 19 1869 deigned to order the sale of the Oiguya land plot, in Feodosia County,
leased to State Councillor Aivazovsky, for 6,600 rubles.” The sale went ahead with-
out tender, and the sale of the Oiguya land plot to Professor of Art Aivazovsky on
the advice of the Minister of State Property was also recorded in the Council of
Ministers’ journal.

A great deal is known about Aivazovsky's generous charitable activities.
During the Crimean wars of 1853 to 1856, the artist donated 150 rubles to the
Feodosia Military Hospital for the purchase of canvas for mattresses. He donated
hay from his own estate to fill them, “as full as the canvas will hold”. This generosity
of spirit did not go unnoticed: in February 1855, he was bestowed with the Emper-
or’s gratitude “in praise for his commendable expression of sympathy to wounded
soldiers”.

Nikolai Kuzmin’s assertion that Aivazovsky's estates were managed in an
old-fashioned way from an agricultural point of view, without any modern im-
provements, is contradicted by information from the biologist Alexander Kiselev,
who has studied beekeeping and meliferous plants. He noted that Aivazovsky's
estates used frames painted in different colours - a real innovation for the time.
He also mentioned that Aivazovsky personally gave names to his hives, such as
“Pushkin”, “General Skobelev”, “Noli me tangere” and others. Sadly Kiselev’s source
for this information is not recorded. Nina Aivazovskaya also recalls there having
been a lemon grove at Shakh-Mamai.
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K.O.BPOK

(c Habpocka NLK. AitBazoBckoro)
OTKpbITHE KAPTHHHOI rajgepen

B ®eopocun

Bripeska us jxypHana
«Bcemupnas nnmocrtpauus». 1880
OPI'TI

KAREL BROZH

(based on a sketch by Aivazovsky)
Opening of the Picture Gallery

in Feodosia

Clipping from the “Vsemirnaya
Illyustratsiya” (Global Illustration)
magazine. 1880

Department of Manuscripts,
Tretyakov Gallery
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K. AVIBABOBCKUI
IMaBuiaboH ¢ poHTaHOM

B Crapom Kpeimy. 1858
Bymara, cerust, rpaduTHBII
kapaHpganr 14,3 x 227

I'PM

IVAN AIVAZOVSKY
Pavilion with a Fountain
at Stary Krym. 1858
Sepia and graphite pencil
on paper. 14.3 x 227 cm
Russian Museum

K. AVIBABOBCKUI
BocTouHslii nBOpHK
Bymara, akBapens. 23,8 x 33
OKTA

IVAN AIVAZOVSKY
Eastern Cortyard
Watercolour on paper
23.8x33 cm
Aivazovsky Art Gallery,
Feodosia
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What other lands did Aivazovsky own? All the accounting documents include
a vineyard with a little house in Feodosia; although no mention is made of their
location, Kuzmin records that the wine made on Aivazovsky's estate was available
in shops in Feodosia.

In the 1860s the artist acquired 12 desyatins of vineyard in the Sudak Valley.
In Sudak, not far from the Genoese fortifications, he had a dacha (summer house).
His grandson Konstantin Artseulov recalled that: “In the '90s, Aivazovsky took his
whole family down to his Sudak dacha. There was no studio here,and he did no paint-
ingatall. He would spend entire days on the terrace,looking out to sea.” According to
thehistorian YuryBelov,and theauthorofatravel guide to Sudak, AlexanderPolikan-
ov, Aivazovsky’s summer house, together with the house owned by the composer
Alexander Spendiarov, was destroyed in 1942. Aivazovsky also owned houses in
Stary Krym, Yalta, and elsewhere. One of his houses in Yalta was built for his daugh-
ter, Yelena, in 1886.

Aivazovsky’s property holdings duly increased, as did their value. In 1901, af-
ter Aivazovsky'’s death, Kuzmin wrote: “Ivan Konstantinovich understood and was
pleased to see the value of his lands grow every year. In 1883 he valued his estate at
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300,000 rubles, and in five years’ time he was keen to sell it for no less than half a
million. Water carries huge value in the South, and his estates were richly endowed
by the Subash water sources that supply water to the whole of Feodosia.”

Aivazovsky was proud of his business enterprises. In a letter to Grand Duke
Konstantin Nikolayevich, in which he expressed his love for Crimea, the artist notes
that he has studied “his native land not with the brush alone, but with his many
years’ experience in management”. On March 21868, Aivazovsky was elected a full
member of the Imperial Society of Agriculture for Southern Russia. He was award-
ed two bronze medals, held in the Gallery's collection, for his contribution to agri-
culture.

In conclusion, it can be stated that the commonly held view that Aivazovsky’s
art provided his main source of income, through the sale of his works, is not entire-
ly true. The artist was a major landowner, whose property included vast expanses
of land and numerous estates in Eastern Crimea. The materials gathered here only
allow for an initial foray into this subject: one day it will be possible to gain a fuller,
more detailed understanding of Aivazovsky'slands and estates, one that will enable
us to fill in some of the remaining gaps in the biography of this outstanding artist.

K. ABBABOBCKUI

Bupg na ®eomocuro

¢ 3amagHoro G6epera
6yxThI. 1858

Bymara, cenusi, rpaduTHBII
kapaHpamr 11,5x19,8

I'PM

IVAN AIVAZOVSKY
View of Feodosia

from the Western Coast
of the Harbour. 1858
Sepia and graphite pencil
on paper. 11.5x19.8 cm
Russian Museum

K. AVIBA3OBCKUI
®eopocus. 1845
Bymara, cenus, 6esnia,
rpadUTHBII KapaHJaLL.
19,5 x 30,2

I'PM

IVAN AIVAZOVSKY
Feodosia. 1845
Sepia, white wash
and graphite

pencil on paper.
19.5x30.2 cm
Russian Museum
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<USOBPASUTEJLD
C'TUXHIN... »

NBan AriBasoBckuii
u xXynosrecrseHuds kputnkra XI1X pera

HaTtanpa Kanyruna

Hauyasio XIX Bera B Poccun orMeyeHO aKTUBHOM U31aTe/IbCKOMN 1eATeJbHOCTHIO.
B nepBoe gecsaTtuiaeTre 30/10TOr0 BeKa PyCCKOM KYJbTYPbI B CTPpaHe BbIITYCRAJI0Ch
00J/Iee BOCbMUAECATHU ;KYPHAJOB M ra3deT, KoTopble OCBela/ii caMble pa3Hble ak-
TyaJibHbIe U 00IeCTBEHHO 3HaUYMMble BONpockhl [Ipyu a3Ttom ocoboe BHUMaHue yjie-
JAJI0Ch UICTOPUU U TEOPUN MUPOBOI'O U PYCCKOI'0 UCKYCCTBAa, KOTOPbIe paccMaTpu-
BAJ/IUCh peJakTopaMU B UYHCJ/Ie IPUOPUTETHbIX TeM UM BbI3bIBaJIU HeIllo/1/1e/IbHbIA
VHTepec y JI0003HaTe/IbHbIX ynuTare/ieil. 1o npoumecTtBun JAByXCOT JieT Nnepuoamn-
YyeCcKkue U3JaHus < TOHOCAT» 10 HAC «['0JI0C>» MUHYBIIET0, MMO3BOJISAIOT IPOHUKHY ThC
aTrMoc@epoii BpeMeHU U OKa3aTbCA B CaMOM LIEHTPe HACBIILEHHOM COOBITUAMM XY-
JOsKEeCTBEHHON KU3HU I10XU. JIucTas noskenreBime <;KUBbIe» CTPAHULIbI, MOKHO
HANTU MHOKeCTBO YaCTHbBIX IMOAPOOHOCTEI M UHTepeCHBIX (paKTOB O AesATe/IbHOCTU
11eJIOr0 psijia OTevYeCTBEHHbIX MacTepPoB, TBOPYECTBO KOTOPLIX TOJbKO Ha IepBbIil
B3LJISA/ MPeJCTaB/ISAeTCHA XOPOIIO U3y YeHHbIM.

OpHUM U3 TAaKUX XyJOKHUKOB, Ube UM HUKOITA He Mcue3asio CO CTPAHULL Ky P-
HaJIOB U raseT, MokHO Ha3BaTh V1. KK. AliBazoBckoro. Ha npotsxeHun Bcell cBoel po-
(beccroHaIbHOI Kapbepbl OH HAXOUIICS O[] IPUCTAIbHBIM BHUMaHUIEM I1yOJINLH-
CTOB, Cpe[Y KOTOPBIX ObLIM KaK IpefaHHble [IOKJIOHHUKY, TaK U HeJoOpoyKenaTeu.
O[HM NONPOCTY BOCXHUIIAINCH TAJIAHTOM MapUHHUCTA, IPyrUe NCKaU B ero paborax
CMbICJI, OOHApY;KMBasi [1apasljlesli C [IOBECTBOBATE/IbHBIMY JINTEPATYPHBIMU KaHpa-
MM, TPETBU YIIpEKAIN Xy/I0KHUKA B Upe3MepHOI paHTa3UM U [10IBEPrajiii COMHEHUIO
MPaBAUBOCTb 1 OOBEKTUBHOCTD €0 U300pasKeHN.

B rieuaTty ocBelianych 3HaKOBble COOBITHSA sKkM3HU U TBOpUecTBa VLK. AiiBazos-

< UK. AVIBA3OBCKUM
CKOI'0, aHOHCHPOBaJIMICh NJIN O6Cy>KJ:[a]'II/ICb BbBICTaBKM C y4aCTHUEM €I'o pa60T, Hy6HI/I-

Tyman Ha mope. 1895

KOBaJIMCh JIMYHbIE [TMCbMA U fake oT4yeThl. Ho B G0JbIIMHCTBE CiTy4yaeB sKkypHaJIbHbIE I'Tr
1 raseTHbIe 3aMeTKH — 3TO [T03TUYeCKHe pasMbILIJIEHUS O €ero MaHepe U MeToax pa- Pparment
6OTBI, KOTOpPBbIE B KOHEYHOM UTOre 00eCednIn ero Iponus3BeqeHnsM HerpeBsogen- ¢ IVANAIVAZOVSKY

. o Mist at Sea. 1895
HbIN YyCIIEX. ABTOpr CcTaTen paccyxraajii O HEITIOBTOPUMMBIX KVMBOITVMCHBIX ITpHeMax Tr‘etyakov Gallery

ABa30BCKOI'0 Ha OCHOBE COOCTBEHHBIX BIIEUATIEHUIN OT YBUOEHHBIX KapTWUH WJIN I10 Detail
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1. ['ooBas BbIcTaBKa Xy/10%Ke-
CTBEHHBIX [1POU3BeJeHUI B
VmmepaTopckoit AkageMnn
xynpoxects. Cratbs Il // Xy-
no)kecTBeHHas rasera. 1837
N°20. OkTs16ps 19. C. 318.

2. HoBas kapTuHa AIBa30BCKO-
ro // XynoskecTBeHHasi ra3era.
1837.N223. C. 359.
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HBEAHD KOHCTAHTHHOBHY D

AVBA30BCKIIL

TuTstaies MUAREE 19 ITINESCUMERI IIIEBENTE

26-00 CONTAOPR

e —

1837 —1887.

pe3ybTaTaM KUBBIX JUAJIOTOB C KUBOIHMCILIEM. VIMEHHO TTO3TOMY
9TU CTAThU MPEACTABISIOT 0COObI nHTepec. Takue mybnukanun
MOKHO CYMTATh CBOEr0 Po/ia THEBHUKOM XY 0KeCTBEHHOM KU3HU
AIBa30BCKOr0, IPOrHO30M €r'0 3aMbIC/IOB U OYIyIINX CBEPIIEHUH,
06 oCyIlIeCTBIEHUH KOTOPBIX, JINCTASI IEPUOAUKY, TEIEPh MOKHO
cyouTsh ¢ nosunuu uccienonatesiss XXI Beka. OHU ke MTO3BOJISIOT
y3HaTh, KaKk COBpEMEHHUKH OLIEHUBaJIM TBOPUYECTBO MacTepa, KOr-
Jla OHO HaXO[IWJIOCh Ha CTA[IUU 3apOKIeHNs U PAa3BUTHS.
[estenbHocth lBana KoHcTanTuHOBHYa AIMBAa30BCKOIO
MPUILLJIACh HAa BasKHBIN [1€PUO[ CIIOKEHUsI PyCCKOU IIKOJIBI Tei-
3aKHOM kuBonucH. «"‘Mopckas xuBonucek’ B Poccun, MoKHO cKa-
3aTh PELIUTEJIBHO, Co3/IaHa ciiyyaeM. Mbl probpenu OTINYHbI
TaJaHT B 3TOM pojie, KOTOPBIII B caMoe KOPOTKOe BpeMs IOIIel
[0 9TOM YacTu BIiepel ObICTPBIM, OMACHBIM... IIArOM..»!, — co0b-
Ijajla CBOUM 4YHMTaTe M «XyJoKeCcTBeHHas rasera» B 1837 ropy.
Vmsi AfiBa3oBCKOro 4acto (pUIypUpOBaJIo HAa CTPaHUIAX DTOTO
IBYXHEe[e/IbHOIO jKypHasa B pasfeie «BHyTpeHHUe H3BeCTUsI».
H.B. RykonbHuK, KOTOpBIH B TO BpeMsi coBMecTHO ¢ A.H. Ctpyros-
IIMKOBBIM BO3IVIABJISJI YKa3aHHOE WJUIIOCTPUPOBAHHOE U3[aHUe
I10 BOTIPOCAM UCKYCCTBa, CTapasCs C MAKCUMAaJIbHOMN OBICTPOTOM [TOHOCUTD IO CBOUX
yyTaTesell CBe;Ke HOBOCTHU, HO yCJIEAUTh 3a ANBAa30BCKUM ObIIO KpaliHe CIIOKHO:
«HEBOJIBHO MOKHO 0OMaHyThb My0OJIMKY; e1Ba yCIIeJl HAIIKCATh ABE CTPAHUYKY; [TOKa
rx HabepyT B caMoii ObICTpoil Turorpadun, OTIIEYaTAIT HA CKOPOIIeYaTHOM Mallu-
He — 3TO u3BecTue OyIeT CTapo; TPH, YEThIPEe KAPTUHBI 3alIMyT MECTO OMUCAHHOA...
YOUBUTEIBHO CKOPOTO B paboTe 1 HEy TOMUMOT'0 MOJIOIOTO XY JOKHUKA»2.
H.B. KykosbHrK HeogHOKpaTHO 06paliiaics K TBOpYECTBY ANBa30BCKOrO, pac-

KpbIBasi caMble pasHble MOAPOOHOCTU ero Ku3HU. Ha IrepBblil B3IV MOKET IOKa-
3aTbCs, YTO B OOPBIBOUHBIX CBEEHUSAX, KOTOPbIE [TOMEIIA/INCh HAa CTPAHULAX [a3eThl,
aBTOP MPOCTO KOHCTaTUpyeT (pakThl. Ho MMeHHO 3TN aKThl IIO3BOJIAIOT CAENATD CY-
IIleCTBEHHBIE BbIBO/IbI O METO/IaX PAOOTHI XyIOKHUKA, [IPOLIECCE E['0 TBOPUECKOTO Pas-
BUTHS U CTAHOBJIEHHUs KaK JIMYHOCTU. «Bce yieTo Mbl BUAe/n XyqoskHUKa B [leTepro-
(be, Ha 3HAMEHCKO MbI3€ HEYCHIITHBIM HA0JII0/1aTe/IeM 3TUX CTUXUIA, CTOJIb CUACTIINBO
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OBJIa[IEBIINX HAIINM BooOpaskeHHneM. Mbl BULIeJIH, KaK KaHO, T0J0OHO MypaBblo, OH
3aracajicsi BOCTIOMIHAHHUSAMH Ha TIPOIO/KUTe/IbHbIe TP BpeMeHH roia, Koraa ceBep-
Hasi [IpHUpo[a 3aroHsAeT XyOOKHUKA B TeMHbIe MaCTepCKUe, CKPbIBasi CBOIO MPaYuHYIo
KPacoTy, ¥ 3aCTaBJ/IsIET UX KUTh OJHOI MaMsAThio..»>. CaM ke ABa30BCKUII B I10IO-
He 3a OCYyILIeCTBJIeHNeM CBOell MUCCUM IIPUBOIW/I CpaBHEHHe C ITYesIol, KoTopas
HEYCTaHHBIM U HEJIeTKUM TPYIOM [00bIBAeT «..Me[l U3 LBETHUKA, YTOOBI IPUHECTH
6J1aroyiapHyo 1aHb Liapio U MaTylike Poccun»®. U neficTBUTENBHO, «Ha BCEX €r0 Kap-
THUHAX JIeKUT Heusrilagumasi leyaTb HeyTOMIMOI paboThl TPy KEHUKa», — OTMeYall
«Pycckunit XynoskeCcTBEHHBII JINCTOK» . B of1HO! 13 becen ¢ myOuInCcTOM, Y4aCTUYHO
BOCIIPOM3BEIeHHOM B )KypHasie «HoBb» B 1885 rony, AiiBazoBckuii ckasasr «B Hallem
HCKYCCTBE, IJIOIbl KOTOPOI'O JOCTUTAIOTCS, KaK M BO BCEX CIIELIMaIbHOCTSIX BOOOIIIE,
TOJIBKO ITOCJIE TPy[a, bosiee YyeM rae-Huby/ b BasKHO He paciyCKaTh ceOsl... Hy>KHO [0-
BeCTH cebsi 10 TOrO COCTOSIHUSA, YTOObI BHelIH:As, (prsnyecKas CTOpPOHa /leJla He Co-
CTaBJIsIA [JI51 Xy/I0KHUKA HU Masleilero npensiTCTBUs»®.

VHTepecHo, 4TO 06bEM U COlepsKaHUE 3aMETOK MPO AMBA30BCKOIo B «Xy-
I0’KeCTBeHHOM! raseTe» MpsIMO MPOINOPLNOHABHEL POCTY €T0 MOIMYJ/IAPHOCTU Y IIy-
6JIMKY 1 3aKa3UMKOB. B CBfA3M ¢ 3TMM IepPCOHAJbHBIX CTATEHN XYNOKHUK YIOCTOUIICS
TOJIBKO I10CJ/Ie O(PULINAJIBHOIO IIPU3HAHUS €r0 TBOPYECTBa MITPaMU PyCCKOM KUBO-
nucHoi mkosel. CyIlecTByeT npenaHue o ToM, uTo Hectop KykonmpHuk cnenman Ait-
Ba30BCKOMY IIOCBsIIleHHe 110 HacTossHUIo Kapia [laBinoBuya bpioniosa, ¢ KoTopbIM
IOHBIH Xy[IOMKHUK 4acTo ob11asics JM4Ho. Ha oqHOM 13 CBOMX ITPUEMOB, YCTPOEHHOM
M0 CJIyvalo OTKPBITUS OCeHHell Xy[Oo:KeCTBEeHHOH BLICTAaBKH, BpIOJIIOB B MpUCYT-
ctBuM KyKkospHIKaA 1 camoro AfBa30BCKOTO 3asIBHJ/I O HAUMHAOIIeM MapUHHICTe KaK
o gocToiiHoM npeemuunke CuibsB.®. [llenprHa 1 nepcrieKTUBHOM MpOJOKATENe ero
TBOpYeCTBA Kak Ieliza:kucTa. CTaThs M10]] 3aT0JIOBKOM «ABa30BCKUI» YBUEIa CBET
B 1840 rony. B Hell pacckasbiBasioch O HEKOTOPBIX KAPTUHAX, UCITOJHEHHbBIX XYI0K-
HIKOM BO BpeMsl He[JaBHeTO ITyTelllecTBUA 110 KpeiMy. TaM ke mpenBocxuiianacs mo-
esnka B MTanuio, KoTopasi, HECOMHEHHO, [Jo/KHA OblIa IPUYMHOKUTH €ro U 6e3 Toro
HeMaJlble MHOroobelamle JOCTUKEHNS Ha »KUBOITMCHOM IOITPUILE.

K. ANBA3OBCKU
Tyman Ha mope. 1895
Xouact, Maciio. 31,5 x 42
I'Tr

IVAN AIVAZOVSKY

Mist at Sea. 1895

Oil on canvas. 31.5 x 42 cm
Tretyakov Gallery

3. ['omoBas BEICTaBKa Xy0sKe-
CTBEHHBIX nponsnae;:[el-mﬁ B
Vmnepatopckoit AkagemMun
xypoxects. Cratbs I1 // Xy-
noskecTBeHHas rasera. 1837
N°20. Okts16ps 19. C. 319.

4, KpbiMckne kapTusbl AiiBa-
30BCKOIO // Xy[0KeCTBeHHas
rasera. 1840. N°23. Hosi6ps 15.
C.28.

5. Tumm B.®. LK. AiiBazoBcKuit
// Pycckuit XymoxeCTBEHHBII
nuctok. 1858. N210. Anpess 1.
C.1

6. Kauonu CA.ViBan Koncran-
TUHOBWY ABa30BCKUI.
Buorpaduyecknii ouepk //
Hogb. 1885. N21. C. 122. (Hanee:
Kauonu CA)
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VK. AIBA3OBCKUI1
IMapycroe cyano. 1858
IManbe-nene, rpadpuTHBIM
KapaH[Jalll, PacTyIIKa,
npockpebanue. 174 x 22,2
r'Tr

IVAN AIVAZOVSKY

Sailing Ship. 1858

Graphite pencil with stumping
on papier-pellé (gypsum-coated
paper); scratching. 174 x 22.2 cm
Tretyakov Gallery

7. AiiBasoBckuii // Xymoxke-
cTBeHHas raseta. 1840. N15.
Aprycrl.C. 1

8. Tam sxe. C. 6-7.

9. Otyet MMniepaTopckoit
AkafeMnu XyooKeCTB 3a
1839-1840 AkageMuuyecKkuin
ropi // XymoskecTBeHHasi rase-
Ta.1840.N°3. Peppans 1. C. 6.

10.  Oruer MimniepaTopckoit
AKafeMnu XyooKeCTB 3a
1839-1840 AkageMuuyecKkuin
roj // XynoskecTBeHHas rase-
Ta.1840. N°24. [Tekabps 15.
C.6.

1I.  Tlucbmo M.K. AiiBazoBckoro

k B I'puroposuuy. 30 anpe-

51511841 ropa. / OP PHB. @. 9.
Enxp.3.J1.5

TperbakoBckas ramepes N1 (54) 2017

«Henaeno BopoTuiics B C. [leTepOypr... TOJIBKO 17151 TOrO, YTOOBI OCTABUTD 3/1€ChH
IJIONIBI CBOETO Iy TellleCTBUS 110 I0;KHOMY Kparo Poccun Kak Joka3aTelnbCTBa C I10MTb-
3010 OKOHYEHHOTO M NTPeATPUATHSA, M CHOBa IIyCTHUJ/ICA B JaIbHe N1 My Th — B VTa-
muio»’. «Cama Vtanus eme Briepenu. Ee ouapoBaresibHasi IEPCIEKTUBA €llle TOIBKO
M3[1aJ1 JlejieeT BooOpayKkeHNe Xy J03KHIKA, TOJIbKO 320UHO JILCTUT BIIOJIOBUHY CObIBA-
IOLMMUCS Ha/lesK 1aMU 9TOM Yapoeiiky Ha ObIcTpo pa3BuBaroLuiics TananT. Mranus!
B aToM croBe 3ak/rouaeTcs BTopas IpUpoaa Xy[doKHNKa, BTopasi [T0JIOBUHA JapoBa-
HUI, 3aTaeHHBIX B COKPOBUILIHHULIE AYIIHN €ro; eif CykIeHO UX BbI3BaTh Hapy:Ky. Ho
KaK He BCSKUI 13 HAaC yMeeT OCTaBUTh 32 00010 BBITO[Y, [Tpe/jiaraeMyto HaMm 6J1aro-
IeTeJIbHOIO IIPUPOIIOH, TaK He BCSAKUI XYIOKHUK yMeeT BOCIIONb30BaThCA YPOKAMU
n HeboM VTanmun»8. KaxkeTcst, 4TO 9TH B HEKOTOPOM pO/ie HAIly TCTBEHHbIE MOKe/IaHNs
VIBaH KoHCTaHTHHOBUY BOCIIPUHSLI B ITOJIHOM Mepe. Bens nMenHo B Mtanuu okoHya-
TesbHO c(hOPMUPOBAIUCH €I'0 ACTETUUECKOE BOCIIPUSATHE U B3IJISAAbI HA UCKYCCTBO,
BbIpabOTaMMCh MHANBUIYaIbHOE BUIEHUE HATYPbI U CUCTEMA [THChMa.

3 utosis1 1840 ropa koHdepenii-cekpetaps Akagemun xynoskects B.M. ['puropo-
B MTO/IITIICAJI CBUETE/IbCTBO O HAIIpaBIeHUH B TEHCHOHEPCKYIO MOe3KY 3a TPaHU-
LIy TPYIIIIBI BBIITYCKHUKOB C LI€/IbI0 YCOBEpIIIEHCTBOBaHUs B 0bpasoBanun’. B EBporty
oTrpaBuiInch skaHpucT Bacuiuii Ll tepubepr, apxurekrop ['puropuit SnbcoH, a Tax-
sKe I1ei13aKMC T, B YMc/ie KOTOPBIX Hauboublielt nuaBectTHocTH focturin Cokpar Bo-
pobbes, /Torun Opukke, ViBan AiiBazoBckuil u Muxaun DiibcoH. <Henasneko To Bpewms,
Korza Mbl ObL/IM Tak OeIHbI Ha XOPOILUX XyI0KHUKOB I10 »KUBOIIHCH Ieii3akHOM. Te-
nepb B oAnH rof Vtanus BcTpeTH/a ceMepbIX PyCCKUX IeH3aKNCTOB, U3 KOUX BCS-
KOI1 y»ke 0OpaTui1 Ha cebsi BHUMaHMe B OTeYeCTBe», — [1call 0603peBaTelib «XynoxKe-
CTBeHHOI raseTs»!°.

OxaszaBiunch Ha Tepputopru Vrtanuu, AiBasoBCKUIT ITPUOOPesT YHHUKAIbHYO
BO3MOKHOCTb BOOYMIO BUETh U U3y4aTh pabOThI BEIMKUX UTAbIHCKIX MaCTEPOB.
B aTOoM O/1arogaTHOM 103KHOM Kpae OH Yepriajl BIOXHOBEHHUE, [10J1y4all HOBbIE, paHee
HeBe[JOMble BIIeYaT/IeHUs U «TPEeHUPOBall I71a3». «[ I ThIil feHs, Kak s ¢ Ll tepHbeprom
1 MonurerTu npuexan B Heanosns, - mucan VLK. AiiBasoBckuii B anipesie 1840 rona, -
[Cropo. - HK.] .. pasoiinemcs 1o cBouM mectawm, T.e. s1 B Kactesnamape: u npounm
okpecTHOCTsM, l1ITepubepr y cBoux.. Jlazapone, a MonurerTu k paspainutam [lom-
ner»!!, - mucan xynoskHUK B nucbMe K B ['puroposuuy.

Haxopsice B Vtanuu, xynosxkHuk nomHu U 3aBeTsl KL Bprossiosa. [lo Boste
cynsbpr umeHHo npousBepenuss Cunbe.@. llenpuHa, ¢ KOTOpbIM CpaBHUBAJ AliBa-
3oBcKoro «Besnukuit Kapi», cranu nis ViBana KoHcranTuHOBHMYA cBoeoOpasHbIM 06-
pastoM 1A MoApaskaHusd, UM, BepHee CKas3aTh, HaYaJIbHON TOYKOM OIIOPEI [JIf1 €ro
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CTPEMUTE/IBHO pa3BUBAIOLIelicsl TBOPUECKON MHAMBUOYya bHOCTH. He Gymer mpe-
yBeJIM4eHNeM CKa3aThb, UTO [7la3aMH CBOETro Npe/illieC TBeHHKa AIBa30BCKUII U yBU-
nen kpacoTsl Mtamn. O60CHOBaBLIMCH B KypOpPTHOM ropofke CoppeHTo, OH Hauall
MUCaTh Mef3au C «Touek 3peHus», HailneHHbIX [leapruueiM. «Kussa B CoppeHnTo, s
MIPUHSJICS IIMCATh BUJ| €I0O C HATYPbI C TOI'O 7Ke CaMOro IyHKTa, C KOTOPOro B Obljble
ronsl ucadn C. lenpun, 1, HaunHasi ¢ Heba [10 IIepBOro I1JIaHa, BOCIIPOM3BEJI C CaMOi
oTorpaduueckoil TOYHOCTBIO PEIIUTENBHO BCE, YTO OBLIO Iepe[] MOMMHU I[JIa3aMU.
IMucan st poBHO Tpu Heflenn. 3aTeM TOUHO TaK ke Hamucas Bua Amanbdu»'?, - ynra-
eM B »KypHaJle «Pycckas crapuHa». Ho goBosibHO ckopo AIIBa30BCKUI OCO3HAJI, UTO
B BOCIIPUATHHN M MHTePIIPEeTAalNK HAaTyPhbl OHU LI COBEPIIEHHO Pa3HBIMU ITy TAMIL.
B ormmume ot usmobieHHbIx LlleqprHbIM JTMPUYECKHUX CO3epLaTebHBIX MOPCKUX
MOTHBOB ANBa30BCKUI IperoYnTas JUHAMUYHbIe COCTOSHUA BOAHOM cTuxumu. [lo-
9TOMY B CBOUX KapTHHAaX OH MCII0JIb30Bal sIpPKHe, HaChILeHHble KpacKy, obparacs
K OpaMaTHYeCKHUM CIOjKeTaM, KOTOpble CBOel HeOOBIYHOCTBIO JOBOJIBHO CKOPO IIPHU-
BJIEKJI K Xy[JOKHUKY BHIMaHIe BOCTOPKEeHHOH ITy OJIMKIL
[loBBIIIIeHHO-5MOIIMOHAIBHBIE [TOJIOTHA PYCCKOrO MacTepa-pOMaHTHKA IIPOM3-
BeJI HeM3IVIaJuMoe BIieyaT/eHUe Ha IpeCTaBUTe el eBPONeHCKUX XyJ0KeCTBEH-
HBIX KPYroB. Tak, B Ile4yaTHbIX U30aHUAX [TOSBIISIACE 3aMeTKH 00 ycIiexax U TPUyM-
ambHOM BOCXOKA€HMM ANBA30BCKOIO Ha BEPIIMHY MOIMY/ISAPHOCTU 32 IPAHULIEN.
«MBI Bcerqa yBaka/ii OTJIMYHbIE JapOBAaHMUs HAIIETo MOJIOJOIO COOTeUeCTBEHHHKA,
HO ycIiex B VTanuu 01s XyIoKHUKA — Je/I0 BeJIMKOe, M MbI C BOCXHIIIeHeM BHOCHM B
HAaIIM JIeTOITMCH HOBOE, CIaBHOE MMs — Ha PafoCTh APy3eil MPeKpacHOro UCKYCCTBA.
Ha cnaBy xynoskects B Poccun»'®, - nucana «XynoskectBeHHas razera» B 1841 rofy.
Ha crpanuiax «XynoskecTBeHHOH raseThbl» Takke Obljla pa3MellleHa aHa/lIUTH-
yecKasl CTaThsl, B KOTOPOII TlepeCKa3blBa/IoCh cofep:xaHue mybnukaunu us «Onec-
ckoro BectHukar. B cratbe coobianochk o ToM, 4To «B PrMe Ha XyHoKeCTBeHHOM
BbICTaBKe KapTUHBI ['aliBa3oBCKOro IpM3HaHbI NepBbIMU. “‘HeanonnraHckas Houb',
“Byps” u “Xaoc” Haflenau CTOJIbBKO LIYMY B CTOJIMLE U3ALIHBIX UCKYCCTB, YTO 3aJIbl
BeJIbMO3K, ODOLIleCTBEeHHble COOpaHus U IPUTOHBI apTUCTOB OLJIALIANNCE CJIAaBOIO HO-
BOPOCCHHCKOrO Teii3asa, ra3eThl FpeMe/lr eMy BOCTOP;KeHHBIMHU MTOXBaaMU, U BCe
OIHOBpPEMeHHO roBOpu/IM U nucany. Yto go [ailBasoBckoro HUKTO ellle He U3obpa-
3KaJl TAK BEPHO UM »KMBO CBeTa, Bo3ayxa u Boab!. «B Hearone tak nomobusu Hattre-
ro Xy[OOKHHUKA, UTO [JOM €ro Lie/Iblii IeHb HaIloJIHEH MTOCEeTUTENIAMU. BeTbMoH, T03ThI,
yd4eHble, Xy[IO/KHUKY 1 TYPUCTBL.. IPU3HAIOT B HeM reHus. [lake KOposb HearloJuTaH-
CKUI1 U3BSABUJI KeJlaHHe, Yepes Halllero [T0C/IaHHNKa, rpada ['ypreBa, yBULeTb pyCCKo-
0 XyOOKHHKA U €ro UyeCHble KaPTUHBL.. U KyIUJ y HEero KapTHHY, U300pasKkaloLIyIo

VK. AIBA3OBCKUI1
Ipucranp Ha Mope. 1886
IManbe-nemne, rpaduTHBII
KapaHJall, pacTylIKa,
npockpebanue. 272 x 42,2
I'Tr

IVAN AIVAZOVSKY

A Sea Quay. 1886

Graphite pencil with stumping
on papier-pellé (gypsum-coated
paper); scratching. 272 x 42.2 cm
Tretyakov Gallery

12.  Kapamwieun 111 ViBan
KoncTtanTnHoBuy AliBa3oB-
CKUI1 U ero Xyo/KeCTBeHHas
40-neTHAs 0esSTe/IbHOCTh.
1836-1878. IlepBerii ros
rpe6bIBaHMs 32 rPaHULIE.
1840-1841 // Pycckasi ctapu-
Ha. 1878. Mo, C. 425. ([anee:
Kapamvizun I111)

13.  AiiBazoBckuii B tanuu //
XynoskecTBeHHasl razeTa.
1841.N911. C. 3.

14.  Tamxke.C.1.
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15.

16.
17.

18.

19.
20.
21
22.

23.

24,

25.

26.

27.

AiiBazoBckuii B Utanuu //
XynokecTBeHHas rasera.
1841.Nel1. C. 1.

Tam xe. C. 2.

[Mucbmo MK, AiiBazoBckoro

& BM. T'puroposuuy. 2/20
nekabpst 1840 roga / OP PHB.
®.9.En.xp.3.J1. 3.

AmnBasoBckuii B Utanuu //
Xy,ElO?KeCTBeHHBF[ rasera.
1841.N°11. C. 2.

Kapamuieun I'111. C. 425.
Tam xe. C. 425.
Tam xe. C. 426.

BricTaBka AkagemMun Xyo-
skecTB // OTeyecTBeHHBIE
sanucku. 1842. T. 25. C. 25.

Vimeercs B BI/I,ELy JeBdaTnieT-
HUI1 BeJIMKUI KHsA3b KoHcTaH-
TuH HukomaeBuy.

Otuet MMniepaTopckoit
AKaJleMUM XyJ10/KeCTB 3a
1826-1837 Akagemuyeckui
ro[l, YUTaHHBII B 00LeM
cobpanum AkageMnu KoHge-
peni-cekperapem B.JM. ['pu-
ropoBuyeM 26 ceHTAOPs

1837 ropna // XynosecTBeHHast
raszera. 1837.N217-18. Cen-
T516pb. C. 276.

[Mucemo k AliBa3oBCKOMY
/| XynosxecTBeHHasi razera.
1837.Nel4. Mrons. C. 223.

Tumm B.®. VLK. AiiBazoBcKuit
/| Pycckuii Xy1oKkeCTBEHHbII
nucTtok. 1858. N°10. Anpens 1.
C.2.

Pamasarnos HA. [/ MocKBuUTS-
HUH. 1854. N°24.
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HearoyinTaHCKui ¢uioT»". OgHOBpeMeHHO ¢ oot nmybukanueit B «Onecckom Bect-
HUKe» BOCIIPOM3BONJIOCH COODIIIeHNEe HearloUTaHCKOro rnoanadHoro A. Beky, Ko-
TOPBII CTal, NMoKaTyH, CaMbIM BOCTOPKeHHBIM [TOUYNTaTeIeM TajlaHTa pyCCKOro Mneii-
3aK1CTa, HeO0Ee30CHOBATEIBHO YTBEPsKIABIINM, 4TO «..Hearosb, BHymnI emy 6osnee
BIIOXHOBEHMSI M BOCTOPTa, YeM BCe Ipyrue 3eMim»'e.

[lyremectBys no npuropogam Heartosnst, AfiBa30oBCKUI HeyCcTaHHO HabJIogal
3a I3BMEeHUMBOI KpacOTON BOOHON CTUXUY, ITBITAsCh pasrafaTh BCe TAlHBI ee Marndye-
CKU-3aBOpayKUBAIOIMX [TPEBpallleHN, U MACTEPCKU ITpeoOpa3oBbIBal CBOM BU3Yallb-
Hble BIIEYAT/IEHUs B Xy/10KeCTBEHHbIe 00pasbl, HalloJHEHHbIE KPACOTO U cofleprKa-
HueM. «[]Ba Mecsi1ia yske Kak 51 B HearoJie 1 Bce Bpemst Ob1i1 3aHAT... ENy Ha 1ATh [HE B
Amanbdu, uToObI BUeTh OypHOE TelepelHee MOpe Y BEJIMYECTBEHHBIX CKaJl, U X04y
HamucaThb rocsie Oypio..»7, - coobiiasn oH B nucbMe K KOHepeHI-cekpeTapio AKae-
Mnu xygoskecTs B.M. [ puroposudy. ¥Ysxe Ha 9TOM 3Talle }KI3HEHHOT'O [Ty TH CTAIO oUe-
BU[IHO, YTO MaPVHUCT He MPEe/CTaB/IsieT CBOE TBOPUeCTBO Oe3 noMbIca, haHTasnuu 1
[O3TUYECKOr0 BOOOpaskeHsl, KOTOPbIE BIOXHOBIIAIN €ro OOJIblile, YeM BOCIIPOM3BE-
IOeHNe peanbHOCTH. /M nMeHHO B VTannm MacTep oKOHUYATe/IbHO yBepoOBall B TO, UTO,
CJIero clieflysl HaType, OH Jiniajics agpeKkTHOC T M306paskeHU s, KPacOThl UMIIPOBU-
3allMU U Tepsil IeTKOCTh KUBOIMCHOTO UCIIOHEHMsL. 3a4acTylo IIpo3anyHasi peaslb-
HOCTb CKOBbBIBaJIa M OI'PaHUYMBaJIa €ro MbIJIKUI TBOpUeCcKuil TemrnepameHT. Obsagas
napoM o6001eHHOro BUjeHNs1, ABa30BCKUI ObICTPO HAyYMJICS [Iepe/1aBaTh U3MEH-
YMBOE MOPe BO BCEX €r0 HeOKNUJaHHBIX [TPOSIBJIEHUSIX Y COCTOSTHUSAX.

«XynoskecTBeHHasi razeTa» coobiiaa, 4To «['alflBa3oBCKUI ITUILIET TOrA TOJIb-
KO, KOI'J]a ero BbI3bIBaeT K TOMY IIJIJaMeHHOe ero BooOpaskeHle, KOIfa B MbIC/ISX €rO,
KaK B CHOBH[eHUU, 0Opa3yeTcsi BeCh OUepK 3alyMaHHOI KapTHHBD'S. A BOT Kak caM
AT1Ba30BCKUII KOMMEHTHPOBAJI CBOM OTKPBITHUS, PACCTaBJIAA IPUOPUTETHI MEKAY BbI-
IOYMKOM U peaslbHOCThIO: «..B Brko Hammcasn qBe KapTUHBI Ha MaMsATh: 3aKaT X BOCXO[
coJiHIa. DTH [IBe KapTUHbI BMecTe ¢ Bu1oM COppeHTO ObLIM BbICTABJIEHbI MHOIO — 1
YTO yKe oKasasioch? Tourbl moceTuTeENE BEICTaBKY, 06X0/51 BU1 COPPEHTO, KAK MECTO
[OABHO 3HAKOMOE U IIPULJIsIEBIIEECs, TOJIIUINCH [Iepe/l KapTHHAMU, U300pasKkaBILIU-
MU >KUBYIO IIPUPO/Y, ¥ BECbMa JIECTHO OT3bIBAJIMCh O HUX... 9TU IBE KAPTUHBI ITHCAJL...
noJ HauTueM BroxHoBeHUs»!. [locie 11onoOHbIX BaXKHBIX HaOMIONEHNI, ClleaHHbIX
BO BpeMs [IPeObIBaHNs HAa TEPPUTOPUM HEATlOJUTAHCKOTO KOPOJIEBCTBA, XYI0KHUK
cMor cpopMYJIMPOBATh OCHOBHBIE NTPUHLIUIIBI CBOETO TBOPYECKOI'O METOA U [axKe
paspaboran cobcTBeHHYO Teopuio. «KUBoIMCell, TONBKO KONUPYIOLUI IIPUPOLY,
CTaHOBUTCsI ee paboM, CBSA3aHHBIM 110 pykaM U Horam»?. «bypro, BUAEHHYI0 MHOIO Y
6eperos MTanuu, st Ha Moel KapTHUHE [EPEHOIY Ha KaKy0-HUOyIb MeCcTHOCTb KpbiMa
nnu KaBkasa; mydoM JIyHBI, OTpaskaBInnMcs B bocriope, st ocBemato TBepasiHu CeBa-
croroJsi. TakoBO CBOMCTBO MOE€ll KUCTHU 1 XapaKTepHasi 0COOEHHOCTb MOEH XyHoKe-
CTBEHHOW CKJIagK»?, - cunTain ANBa30BCKUIL DTU pacCysKIeHUs XyI0KHUKA ObLIN
creHorpadupoBaHbl U B OPUTrMHAIBHOM aBTOPCKOM M3JI0KEHUU BOCIIPOU3BEEHBI B
e’KeMeCsIYHOM HCTOpHUYeCKOM »KypHaie «Pycckas ctapuna» B 1878 rony.

HabJtroiaTennbHOro XynosKHIKa HeJlb3st YIIPEKHY Th B MCKaKEHUU HATYPBL. «Ali-
Ba30BCKUI YyBCTBYET MOPE CTPACTHO, BCEM CYIIIECTBOM CBOUM»?, — IHcall JKypHaJl
«OTeuecTBeHHbIe 3alIMCKN». B neifsaskax oH TOYHO MoAMevaeT U MOCTYLIHO YUUTHI-
BaeT BCe 3aKOHBI IPUPOALI U BCe ee sIBeHUs. [ OHAACH 32 eCTeCTBOM, «aKaJeMHUCT
ATIBa30BCKUIL.. HAXOOMUJICS B MOpe BO BpeMs IyTellecTBusa Ero VMrepaTtopckoro
BricouectBa ['enepan-AnMuparna® v BIOJIHE BOCIIOJIB30BAJICS CUM ClIydaeM [l
M3yUEeHHsI HATyPbl U [Ja/bHEMIINX YCIIEXOB B 3KUBOITMCH MOPCKUX BUIOB»*. Beb «B
nelisake, KaK [JIaBHOE yCIIOBUE, [O/KHA ObITh KJIMMaTU4YeCKasi BEPHOCTB, ... CKOJIBKO
TPYAHOCTEI NPEeACTABSAETCS MOJIOIOMY XYI0KHUKY UCIIOHUTD [JOJII CBOU 106PO-
COBECTHO»®, — mnoTBepKaana «XyqosKeCTBEeHHasl razeTa». AHaJOIMYHOIO MHEHUs
MpUIEeP;KMUBAIOTCA U CaMU TBOPIIBI ICKYCCTBA. TaK, B IpUBETCTBEHHOM peuy, CKasaH-
HOU cKysbpITopoM HA. PaMasaHOBBEIM IO C/Ty4yalo OTKPBITHS BEICTAaBKY C yYacTHEM
kaptuH VLK. AiiBazoBckoro B 3a1ax MOCKOBCKOIO yUYMIINIIA YKUBOIIMCH U BasiHUA® 1
oy b6JIMKOBaHHOI B skypHasie «MockButsiHuH» 3a 1854 rof, coobianocs, «.uto, Kpo-
Me AIIBa30BCKOTr0, y HAC HUKTO He IlepefjaeT Tak BePHO sKI3HU MOPSI, HIKTO He TOCTU-
raet, Kak OH, [IPO3payHOCTH BO3/lyXa U HUKTO, KPOME Hero, He ocTaeTcst bosiee BepeH
BO3[IYLIHO NepCrieKTUBe. VICTUHHBIN TallaHT, [TIO/IHbINM }KU3HY, BUJIEH U B HEOOIBIINX
BelllaX, COCTaBJISAIOIINX NHOIMA ero OTABIX OT OoJiee Cepbe3HbIX 3aHATUI.

B nonbiTkax oOBSCHUTH yAUBUTEIbHYIO IIPUPOAY [1apOBaHUsA Iei3aKucTa
GolikMe sKypHAJIMCTBI Ha/leJsiIi AMBa30BCKOIO YepTaMy XapaKkTepa U [aske IIpU-
nuchiBaan 0oJie3HU, KOTOPBIX y Hero Hukoraa He 6bu10. C.A. KauoHH, nosydus-
NI B CBOE BpeMsi YHUKA/IbHYI0 BO3MOKHOCTb BECTH IIPOJOJIKUTENbHYI0 beceny



Touka speHus

107

€ MacTepoM B ero Mactepckoi B Peopgocuy, Hamucaa eMKU U yBJIeKaTeIbHBII
«buorpaduyeckuit ouepk» 0 HeM, o1y bJIMKOBaHHbIN B skypHaJsie <HoBb» 3umoii 1885
roga®. B craTbe aBTOp ceTyeT Ha [OpasuBIlIee ero coobleHre OTHON HEMELKOI
raseTsl, KoTopas «0e33acTeHYNBO» 00bsIBU/IA PYCCKOIO XYJOKHUKA [JTyXOHEMBIM
OT pOsk/[eHUs, OOBSCHSSA 9TUM HELYTOM €ro «3aMevyaTe/bHYI0 BOCIIPUNMUYNBOCTh
3peHus»?.

TeM He MeHee 3puTenM MOMUMO IPaBAMBOrO M300pakeHUs: Bcerga ObLIM
CKJIOHHBI BUJETh B paboTax MapuHuCcTa I1ybokoe copepskanue. OHU aske IIPOBO-
IV TTapaliesiy C JINTepaTypPHBIMU U IIO3TUYECKUMU MPOU3BeIeHUMY, KOTOPbIM
CBONCTBEHHBI TTOBECTBOBATEIBPHOCTh U Pa3BUTHE CIOKEeTHON KaHBBL Ero nomorHa
BOCIIPUHIMAJIACh KaK CJIOKHbIe MO3THYeCKUe MMITPOBU3ALNU WM KapTHUHBI-TI03-
MBI, B HUX OTMEYaJIU BIIEYAT/ISIONIYIO 3pUTeist «BceoxBaTHOCTL» . Ente B 1837 rogy
«XynoskecTBeHHasi razeTa» [IOMECTHIIA Ha CBOMX CTPaHMLIaX JII0OOIBITHBIN OTPBIBOK
13 MMHIChMa, HalTMCaHHOro ABa30BCKOMY HEKOH TaMOMH, KOTopasi, BUANMO, IToKeana
ocTaTbcsl Henu3BeCTHOM. «..Cynbba usbpasa nsisi Tebst po[| »KUBOIKCH 10 YaCTH MOP-
CKUX Ief3aKkeil... Mope 3aKJIIovaeT B cebe HeucuepIiaeMblil HCTOYHUK 033UM... [1o-
HUMAI0, UTO MOKHO [JOBECTHU [J0 HEOOBIKHOBEHHOI'O COBepIIEHCTBa n3obpakeHue
KMCTBIO €r0 BOJIH, BO3/TyXa 1 00/1aKOB, HaKOHEL, Heba, C ero CBETUJIOM U UX OTCBETOM,
HO Bce 3TO0 OyZieT roBOpUTh OoJiee I1asaMm, 4yeM ayiie. [loBepb MHe, UTO caMasi BbICO-
Kasl [1093H1s1 [JIs1 MBICJIel U cep/ilia U AJIsI B3BOPOB COCPeIoTOUeHa TOJIBKO B CAMOM Ue-
soeke! Ero ciiep npupan BceMy sKu3Hb..»%, — yBepsisia oHa. «B nociiefHei kapTuHe
[Xy[oOKHHUK] ITOKa3asl COBepIIEeHHO HOBYIO CTOPOHY CBOErO TaJIaHTa, UIMEHHO [[paMa-
TUYECKYIO KUBOIIUCH, CUIIbHYIO, UCITOJIHEHHYO MBICJIEN 1 ITPaBAbl CLIEHUYECKON»*,
- YBepeHHO 3asBIIsijia BCe Ta ke «Xy[IoKeCTBeHHas razeTa» O HEKOH, ellle HeOKOH-
yeHHOH kapTuHe VLK. AiiBazoBcKoro, NpefcTaBIsolIell y:kacalollle II0CIeICTBUS
kopabnekpymenusi. A C.A. KauoHu B cBoeM o4yepKke oTMeYal, uTo: «ANBa30BCKOroO

UK. AVIBA3OBCKUI

Bxop mapycHuka B 6yxTy. 1843
XoJict, Maciio. 56 x 66,5

['TC

IVAN AIVAZOVSKY

A Sailing Ship Entering
Harbour. 1843

Oil on canvas. 56 x 66.5 cm
Tretyakov Gallery

28.  Kauonu CA.C.100-123.
29. Tamxe. C.100.
30. Tamsxe.C.101.

31.  TluceMmo k AiiBasoBckomy //
XymoskecTBeHHasl raseTa.
1837 N°14. Urone. C. 222.

32. Hopas kapTuHa AiiBa3oBCKO-
ro // XynoskecTBeHHasi raseTa.
1837.N°23. C. 359.
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K. ABA3OBCKU
HeanonuraHnckuii 3a1uB
Houblo. 1895

Xoacr, Macito. 28,5 x 42,5

I'Tr

IVAN AIVAZOVSKY

The Bay of Naples by Night. 1895
Oil on canvas. 28.5 x 42.5 cm
Tretyakov Gallery

33.
34.
35.

36.

37.

Kavonu CA.C.101.
Tam xe. C.122-123.

bes nonnucu. BoictaBka

B AKafleMUH UCKYCCTB 3a
1860-61ron / Bpewmst. 1861.
N°10. Otp. II. C. 147-168.

bes noanucu. BeictaBka

B AKajleMUU UCKYCCTB 3a
1860-61ron.
(MocToeBckuit ®.M.
BricTaBka B AKageMuu uc-
KyccTB 3a 1860-61 roz /
[MonHoe cobpaHue counte-
uuii u nucem: B 30 1. T. 19.
CraTbu 1 3aMeTKH 1861.
J1,1979.C.161.)

Tam »xe. ([TocToeBckuit .M.
BreicTaBka B AkagemMun
nckyccts 3a 1860-61ropn //
Ykas. cou. C.161-162.)

NPUHATO CUMTaThb ‘MapMHUCTOM B TECHOM CMbICJIe CJIOBa.. [opa3no mpaBuibHee
661710 OB HA3BaTh €ro “nsobpaskaresieM CTUXUI — "CTUXUUCTOM', €CJIM BO3MOYKHO TaK
BBIPA3UTHCS» 2,

AlBa30BCKUI HUKOI/IA HE OTPULAJ, YTO paboTasl IpeuMylieCTBEHHO 10 BOC-
[IOMMHAHUsIM, aKTUBHO IOKJII0Yas BooOpaskeHHe, CIIOBHO KaKOM-TO HEBUIUMbIN
reHNil BAOXHOBEHUS yIpaB/sA ero pykoi. «B kapTuHax MouX Bcerfga y4acTBYeT
KpoMe pyKU 1 aHTas3nu ellle U MOsI Xy[10KeCTBEHHas IaMsTh, KoTopoto ['ocrions
Ha[Je/n/I MeHs B n300mnn... {1 4acTo ¢ yauBHUTENbHON OTUET/IMBOCTHIO [IOMHIO TO,
YTO BU[IEJ ECATKU JIET TOMY Hasa..»>*, — FOBOPUJI Xy[I0KHUK CBOUM ITOUHTATE-
7M. B cyiiHoCTH, OH 1306paskall He CTOIBKO peaslbHOe MOpE, CKOJIbKO 3aHUMAaJICs
MUQOTBOPUECTBOM, paccKasbiBasi BOJIILIEOHYIO CKa3Ky O HeM. DTy IPUUYOIUBYIO
«paHTaCTUYHOCTb», «COONpATENbHY0 00pa3HOCTb» U «WINTEPATYPHOCTH» €ro UC-
KyccTBa HabmonateabHo oTMetns O.M. [locToeBCKUI, aHOHUMHO HAaIMCABLINI
ctaTbio 0 «BeicTaBke B Akamemuu nckyccTB 3a 1860-61 rom», omybiInKoOBaHHYIO
B skypHaie MM. u ®.M. [loctoeBckux «Bpemsi» 3a 1861 ron?. B Heit nucaresns BbI-
CTYTINJI B POJIN XYJOKECTBEHHOI'0 KPUTUKA U OTKPBITO CPaBHUII TPY[ XyIOKHUKA
¢ Tpynoom nmcatesns. «TamaHT AfBa30BCKOro BCeMM IIPU3HAH, HECOMHEHHO, TOYHO
TaK jke, Kak U TajJaHT Anekcanapa [lioMa-oTia; U MekAy 3TUMU OBYMS XyI0MKHU-
KaMU 4pes3BblYaiiHo MHOTro obiero. [ [{roma nuiier ¢ HeoO6bIYalHOO JIEFKOCTHIO U
6bICTpOTOMO, U I. AliBa3oBcKuil Toske. [ -H [JioMa Hamucas yKacHO MHOTO, I. AliBa-
30BCKMI1 ToKe. U TOT U ApYroit XymoKHUK [0paskaioT Ype3BbluaiiHow addekTHO-
CTHIO, U UMEHHO YpPEe3BbIYANHOI0, IOTOMY YTO OOBIKHOBEHHBIX Belllell OHU BOBCE U
He [UIIYT, IPEe3UPAIOT Bellln OObIKHOBEHHbIE. 3aHUMATENbHOCTb UX KOMIIO3ULIMI
He MOJIeKUT COMHEHM0»*, — yTBep:kaas [locToeBckuil. «[lroMa unTasics ¢ JkaaHo-
CTBIO, C 23apPTOM; KapTUHEI I. AIIBA30BCKOI'0 PacKyIaroTCs HapacxXBaT. Y TOTO U Y
OpPyroro pousBeeHNs UMEIOT CKa304YHbIN XapaKkTep: OeHralbCKIe OIHU, TPECKOT-
Hsl, BOILJIM, BOH BeTpa, MOJIHUSA. VM TOT U Apyroit ynorpebiisioT Kpacku, BO-IIEPBBIX,
OOBIKHOBEHHBbIE, @ [T0TOM, BIIOOABOK K HUM, [TyCKAIOT TaM U csiM 3 eKThI — TOKE C
eCcTeCTBEeHHBIM NCTOYHHUKOM, HO IIpeyBe/InUeHHble 10 ITocIeqHell CTelleHH, 10 TOH
TOYKHY, IJle HaunHaeTcs yKe KapukaTypa. CoOCTBEHHO rOBOpsi, B 9TOM CpaBHEHUH
0J1s1 . ATIBa30BCKOI'0 OCKOPOUTEBHOIO HUUErO HET; BCE UCKYCCTBO COCTOUT B M3-
BECTHOM [10Jl€ [IpeyBe/INUEHMUs], C TEM, O[JHAKO 3Ke, YTOOBI He IIEPEXOAUTD U3BECT-
HBIX rpaHuip®.



Touka speHus

B cBoux paccyxnenusx O.M. [locToeBCKUI He TOJIBKO OIpaBbIBaeT, HO U I10-
ompsieT OypHyIo aHTas3no ANBa30BCKOIO, pyKOBOJCTBYSICH T€M, UTO cama IIpUpo/a
HACTOJIBKO MHOT'OJIMKA, YTO CMEPTHBIN YeJIOBEK 32 BCIO CBOIO HEJOJITYIO KHU3Hb HE B
COCTOSIHMM YCJIEAUTD 3@ HEll U B MeJIbYalINX OJPOOHOCTAX U3yYNUTh BCE €€ IIPOsiB-
JieHus1. PaBHO KaK M KUCTh Xy[J0KHIKA He MOKeT IT0CIETh 32 U3BEYHBIMU METaMOp-
(osaMu 1 HerpeKpaIawIMMUCS IPUPOAHBIMY TpeBpalieHusMu. « Bypst mon EBmna-
Topueit” I. AIIBa30BCKOIO TaK K€ U3YMUTEIBHO XOPOIlla, Kak Bce ero Oypy, U 31ech
OH MacTep — 6e3 COIepHUKOB, 3[1eCh OH BITIOJIHE XY[0KHUK. B ero Oype ects yroeHue,
eCTb Ta BeuHast KpacoTa, KOTopasi [IopaskaeT 3pUTeJis B XKUBOI, HacTosIell Oype. U
9TOr0 CBOMCTBA TaJlaHTa I. AIBa30BCKOI'O Hellb3si HAa3BaTh OJHOCTOPOHHOCTBIO yiKe
1 roToMy, 4To Oypsi cama 110 cebe becKoHe4HO pazHooOpasHa. 3aMeTUM TOJIBKO, YTO,
MO3KET OBbITh, B U300paskeHNN OeCKOHEYHOI'0 padHoobpasus Oypu HuKakoii apdekT
He MOJKET Ka3aTbCs [IPeyBe/IMYeHHbIM, 1 He TIOTOMY JIM 3pUTE/Ib He 3aMeyvaeT U3JIHILI-
HUX 3¢ PeKTOB B Oypsix I. AliBa30BCKOro?»%,

B «Xyno»ecTBeHHOI razeTe» HAXOAATCS HY KHBIE CJIOBA U [1JI51 [IOATBEPKAEHUS
€ro OCBEeJOMJIEHHOCTU B BEPHOCTHU M300pajkeHHsi OCHACTKU Kopabiieil. «Mopckue
oduLieps! - MOOUTENN YKUBOIUCH TOBOPSIT, UTO... B CydaX ero He TOJIbKO COOJTIONEeHbI
BCe CTpOrHe NpaBu/ia KopabesbHOro [eja, HO UTO OHH, Oy/1y4Yy UCIIOJHEHB! KPACOTHI
Y FapMOHUH BO BCEX YACTSX, JOCTUrAIOT BasKHEHILIEr 0 YCIOBUSA, IIIEHAIT CBOUM U35
IIIECTBOM, CBO€IO IIPEJIECTHI0 apXUTEKTYpHOI0»*. [Ipu mogTBepxaeHun atoro dakra
MPUXOOUTCS YUUTBIBATD, UTO B 1836 rofy AilBa3oBCKHUI B KaUeCTBe XyLOKHUKA ObLI
MPUKOMaHIMpoBaH Ha cyna bantuiickoro ¢uioTa, 4To OJHO3HAUYHO YKa3bIBaJIO HA €I0
OCBEJOMJIEHHOCTbH B 06J1aCcTH KOpabiieCTpoeHUsI.

Mpl paccMoTpesnu ullb caMble siPKHE OT3BIBBI O JI€STEIbHOCTH BETMKOrO
PYCCKOrO Ieii3asK1CTa, HO 1aske 9TH HEMHOTOUNC/IEHHbIE, HO KPAaCHOPEYMBbIE CTPO-
KM [al0T sIpKOe IpeficTaBeHne 06 MHANBNIYaIbHOM HETOBTOPUMOCTHU €r0 TaJlaHTa
Y HETIPEB30M/IEHHOM Xy[OKeCTBeHHOM fapoBaHny. OfHAKO, [T0KaIy i, [JIaBHBIM pe-
3y/IbTATOM 3TOI'O aHA/IM3a CTaJl yANBUTEJbHBIN 9KCKYPC B IIPOIIJIOE, KOIja Mbl Oy/ITO
BMECTe C Xy/I0KHUKOM IepeKUBaeM ITIaBHble MOMEHTBI €0 HarloJIHEHHOMN TBOpYe-
CTBOM JKM3HH, HEYTOMUMO ITYJIbCUPYIOLINM CepPILieM KOTOPOIl ObLIO JTaCKOBOE WM
IPO3HOE, YMUPOTBOPEHHOE WM IIyramolliee, HO [pUTAraTe/bHO-3ara/loyHoe U He-
npenckasyemoe Mope.
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REPORTING
AIVAZOVSKY

in 19th Century
Russian Periodicals

Natalya Kalugina

Ivan Aivazovsky’s rapid development as an artist, as well as the speed with which
he worked, was a phenomenon of real interest to the Russian public from the
very beginning of his career. A variety of periodical publications, most notably
“Khudozhestvennaya Gazeta” (The Arts Gazette), kept readers informed, on an
almost daily basis, about the marine painter’s life, and also charted the manner in
which developments in his technique were received by his contemporaries: they
provide a fascinating insight into how Aivazovsky matured as an artist.

The beginning of the 19th century saw remarkable growth in the periodical pub-
lishing industry in Russia. In the first decade of the century that would come to be
seen as the “Golden Age” of Russian culture, there were more than 80 magazines
and newspapers in circulation, covering a wide variety of topical and socially sig-
nificant subjects. The history and theory of Russian and world art received ample
coverage: these subjects were always of interest to keen readers, and were seen by
editors as priority areas. Leafing through periodicals of that time some two cen-
turies later, we still sense the echo of the past, allowing us to form an impression of
the atmosphere of the period; reading on, we plunge into the thick of its eventful
artistic life. The rich, yellowed pages yield countless fascinating details and new
facts concerning the work of many Russian masters, even those whose oeuvre, at
first glance, appears well-studied.

Ivan Aivazovsky's name was seldom absent from such magazine and news-
paper articles. Throughout his entire career, his life and work was always keen-
ly scrutinized by journalists and commentators - some were the artist’s devoted
followers, others his hostile foes. Whilst some articles lauded the painter’s talent,
others sought deeper meaning in his works, claiming to uncover parallels with lit-
erature. Still more would chide the marine painter for his “excessive” imagination,

expressing doubt about the accuracy and objectivity of what he depicted. § §
< UK AVBA3OBCKHI1

The press regularly followed the events of Aivazovsky's life, announcing Byps. 1857
the dates of exhibitions or discussing their success, publishing private letters and I'Tr
reviews. Most magazine and newspaper articles, however, contained poetically Pparment

phrased musings on Aivazovsky’s style and method, all of which, it should be noted, =~ € IVANAIVAZOVSKY

: . . Storm at Sea. 1857
helped in the end to bring his works unprecedented success. The authors would orm A e
Tretyakov Gallery

discuss Aivazovsky's unique painterly techniques after having viewed his works Detail
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1. ‘The Annual Exhibition of
Works of Art at the Imperial
Academy of Arts’. Article 11 /
“Khudozhestvennaya Gazeta”
(The Arts Gazette). 1837, issue
20, October 19. P. 318. Herein-
after - Article II.

2. ‘Aivazovsky’'s New Painting’ /
“Khudozhestvennaya Gazeta”.
1837 issue 23.P. 359.
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or spoken to him in person. This makes such writings especially valu-
able: they can be seen as logging Aivazovsky's creative development,
his thoughts and plans. As 21st century researchers looking through
these periodicals, we can now compare the painter’s projects and
ideas with his actual output. Besides that, the articles enable us to see
how Aivazovsky's work was regarded by his contemporaries at a time
when the artist was in the early stages of his creative development.
Aivazovsky was active during the key period when the Russian
school of landscape painting was in the process of formation. In 1837,
“Khudozhestvennaya Gazeta” (The Arts Gazette) announced to its
readers: “Russian ‘marine painting’, we can confidently say, was born
due to a happy twist of fate. We have now acquired a wonderful talent
in this area, who has taken bold and even dangerous steps on this path,

in the shortest time...”?

Around that time, Aivazovsky’'s name was often to be found in
the “Home News” column in the same publication. The art section of
the biweekly illustrated magazine was headed by Nestor Kukolnik, who worked to-
gether with Alexander Strugovshchikov. Doing his best to keep up with the latest
news in the arts, Kukolnik nonetheless struggled to keep pace with Aivazovsky: ‘I
risk misinforming the public, albeit unintentionally: no sooner have I penned a cou-

ple of pages which are then composed by the very fastest printers and printed with
the aid of a high-speed printing press, than the news is already old, with three or
four new paintings by the astonishingly fast, tireless young artist having supersed-
ed the one [ described.”

With Aivazovsky's painting a frequent topic of his writings, Kukolnik re-
vealed to his readers a whole array of details about the artist’s life. At first glance,
the information published by “Khudozhestvennaya Gazeta” may appear as dispa-
rate snippets, a motley collection of facts. Yet these very facts allow us to draw
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valuable conclusions concerning the painter’s artistic method, the process of his
creative growth, and his personal development. “Throughout the entire summer,
we would see the artist at Peterhof, at Znamenskaya manor, tirelessly observing
the elements which then so happily took over our imagination. We watched him
store up his impressions busily, like an ant, to last for the remaining three seasons
of the year, during which nature in these northern parts forces artists into their
dark studios, hiding from us her sombre beauty and compelling them to live solely
off their memories..”

In describing his service to his muse, Aivazovsky compared himself not to an
ant, but to a bee that toils away tirelessly to produce “honey from the flower garden
in grateful tribute to the Tsar and to Mother Russia”* As “Russky Khudozhestvenny
Listok” (The Russian Arts Sheet) noted: “All his paintings bear the unmistakeable
mark of tireless effort.” In one of his discussions with a journalist, partially printed
by “Nov” (The New) magazine in 1885, Aivazovsky noted: “In our art, the fruits of
which can, as in any profession, only be enjoyed after hard work, it is especially
important to keep oneself in good form... The artist should strive to attain a state
in which the external, physical aspect of the business does not pose any obstacle
whatsoever.”

The volume and content of articles on Aivazovsky published by “Khudozhest-
vennaya Gazeta” evidently reflected the growth of his popularity both with the
general public and with his art world clients. Thus, the first pieces focusing solely
on his art did not appear until Aivazovsky’s work had been officially recognized by
the great Russian masters. It has been said that Kukolnik dedicated a special art-
icle to Aivazovsky at the insistence of Karl Bryullov, who often met with the young
painter. At one of his gatherings to mark the opening of the autumn exhibition at
the Imperial Academy of Arts, in the presence of Kukolnik and Aivazovsky him-
self, Bryullov called the young marine painter a worthy successor to Sylvester
Shchedrin, and one fit to continue the great landscape artist’'s work. Published in
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3. Article II. P. 319.

4. ‘Aivazovsky’s Crimean
Paintings’ // “Khudozhestven-
naya Gazeta”. 1840, issue 23,
November 15. P. 28.

5. Timm, VF TK. Aivazovsky’ //
“Russky Khudozhestvenny
Listok” (The Russian Arts
Sheet). 1858, issue 10, April 1.
P.1.

6. Caccioni, S.A. ‘Ivan Kon-
stantinovich Aivazovsky.
A Biographical Essay’ // “Nov”
(The New). 1885, issue 1. P. 122.
Hereinafter - Caccioni.
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Ibid, pp. 6-7.
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of Manuscripts, National
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Collection 9, file 3, folio 5.
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IVAN AIVAZOVSKY
Shipwreck. 1860

Sepia on paper;
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Tretyakov Gallery

1840, Kukolnik’s article “Aivazovsky” ex-
amined several paintings created by the
artist during a recent visit to Crimea. The
author also commented on Aivazovsky's
plans to travel to Italy, claiming that this
trip would doubtless lead the promising
young artist to further artistic achieve-
ments. “[He] recently returned to St. Pet-
ersburg.. merely in order to deposit the
fruits of his visit to Southern Russia, as
proof of his successfully accomplished
mission, before he was off once more on a
longer voyage - to Italy.”

“Italy lies ahead,” Kukolnik contin-
ued. “The charming prospect lights up
the artist’'s imagination from afar, as if
teasing him with this enchantress’s as yet
unrealized hopes for his rapidly unfolding
talent. Italy! This word contains the artist’'s second nature, the second half of the
gifts hidden in the treasure trove of his soul; it is up to her to summon them forth.
Yet just as not every one of us knows how to make use of the gifts offered to us by
beneficent nature, so not every artist knows how to make use of the lessons and
the skies offered by Italy.”® Aivazovsky, it seems, took good heed of these words. In
Italy, his aesthetic sense and views on art became fully formed, and he was able to
develop his own unique painterly method and vision of nature.

On July 31840, the Conference Secretary of the Imperial Academy of Arts
Vasily Grigorovich signed a certificate for a grant to be allocated to a group of
graduates of the Academy in order that they might travel abroad and perfect
their skills.? Those who were set to go to Europe included the genre painter Vas-
ily Sternberg, the architect Grigory Elson and several landscape artists, the best
known of whom were Sokrat Vorobyov, Login Frikke, Ivan Aivazovsky and Mikhail
Elson. “Only recently, we had a real shortage of good landscape artists. Now in one
year, [taly is receiving seven Russian landscape painters, each of whom is already
making a name for himself in Russia,” wrote a columnist in “Khudozhestvennaya
Gazeta”l®

In [taly, Aivazovsky enjoyed his wonderful opportunity to view and study the
works of the great Italian masters. The beautiful southern land inspired the young
artist, showering him with new and unfamiliar impressions, and allowing him to
train his eye. “It is five days since [ arrived in Naples with Sternberg and Monigetti,”
Aivazovsky wrote in a letter to Grigorovich in April 1840. “[Soon] we will each trav-
el to our respective locations, [ to Castellammare and its environs, Sternberg to his...
lazzaroni, and Monigetti to the ruins of Pompeii.”™!

During his travels, the young artist was careful to remember the advice of
Bryullov, and indeed, it so happened that the works of Sylvester Shchedrin, with
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whom “the Great Karl” had compared him, became his standard to be emulated -
or, perhaps, the foundation from which his rapid creative growth would spring. To
say that Aivazovsky saw the magnificence of Italy through the eyes of his famous
predecessor would be no exaggeration. Based in the resort town of Sorrento, he be-
gan to paint landscapes from the “vantage points” discovered by Shchedrin. “Whilst
living in Sorrento, [ undertook to produce a view of the town from the same loc-
ation that Shchedrin had used, years before. Beginning with the sky and ending
with the foreground, I proceeded to reproduce everything that lay before me with
photographic precision. I painted for exactly three weeks. After that, I created a
view of Amalfi in exactly the same manner,”? Aivazovsky was quoted in “Russkaya
Starina” (Old Times in Russia) magazine.

Before long, however, the young artist realized that in their perception and
interpretation of nature, he and Shchedrin were entirely different. Where the old-
er master had favoured contemplative, lyrical seascapes, Aivazovsky preferred to
portray dynamic scenes. Turning to dramatic subjects, he would choose unusual,
vivid tones, which very quickly drew the attention of an enraptured public.

The Russian romantic painter’s highly emotional, vivid works caused quite
a stir in European art circles, too. Articles began to appear, detailing Aivazovsky’s
successes and the rapid growth of his popularity abroad. “Naturally, we were al-
ways delighted by the wonderful talent of our young compatriot, but success in
[taly for an artist is a truly great thing, and now we are truly thrilled to add a new,
glorious name to our annals, to the joy of all lovers of fine art. And to the glory of the
arts in Russia,”® “Khudozhestvennaya Gazeta” enthused in 1841.

Around that time, “Khudozhestvennaya Gazeta” also published an analyt-
ical piece recounting the contents of an article in “Odessky Vestnik” (The Odessa
Herald). The article stated: “At the art exhibition in Rome, the paintings by
Gaivazovsky were considered the best. ‘Neapolitan Night', “The Tempest’ and
‘Chaos’ created such a stir in the capital of the fine arts that halls full of digni-
taries, public meetings and artists’ gatherings were all abuzz with praise of the
new Russian landscape. The papers were in raptures, everyone was talking and
writing about it simultaneously. As far as Gaivazovsky is concerned, no one has
yet succeeded in capturing light, air and water so accurately, or in such a vivid
manner.”

The same piece continued: “They love our artist so much in Naples that his
home is constantly filled with visitors. Dignitaries, poets, scientists, painters and
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Hereinafter - Italy.
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tourists...see him as a genius. Even the King of Naples expressed the desire, through
our envoy Count Guriev, to see the Russian artist and his wonderful paintings..
and subsequently purchased a painting depicting the Neapolitan navy.” Togeth-
er with this article, “Odessky Vestnik” also published a note from the Neapolitan
politician Candido Augusto Vecchi, a dedicated admirer of the Russian landscape
artist’'s work. Vecchi claimed, with some grounds, that “Naples aroused in him more
inspiration and delight than did any other land.”®

In his exploration of the region around Naples, Aivazovsky was constantly ob-
serving the shifting beauty of water, attempting to comprehend all the mysteries of
its mesmerizing, magical transformations. His visual impressions were then adeptly
expressed as artistic images filled with beauty and special meaning. “ have already
been in Naples for two months, and | have been constantly busy... I am shortly to
visit Amalfi for five days, to observe the sea’s current fury and the noble cliffs. After
this, I plan to paint a tempest,” Aivazovsky wrote in a letter to Grigorovich.” Even
at this early stage, it was clear that Aivazovsky could not picture his art without
poetic imagination and fantasy, which inspired him more than did the mere repro-
duction of reality. In [taly, the painter became more firmly convinced than ever that
in blindly copying nature, he produced works that were less effective, less strik-
ing, less aesthetically pleasing. Aivazovsky valued the beauty of improvisation, the
lightness of painterly touch, while prosaic, everyday reality constrained him, limit-
ing his passionate creative temperament. Possessing the gift of integrating vision,
the artist quickly learned to portray the inconstant sea in all its sudden moods and
manifestations.

“Gaivazovsky only paints when moved by his fiery imagination, when in his
thoughts, as in a dream, the entire outline of a planned painting comes into being,”
an article in “Khudozhestvennaya Gazeta” claimed.!® Clarifying his priorities in
terms of fiction and reality, Aivazovsky himself described his development: “In Vico
[ created two paintings, to remind me of the place: a sunset and a sunrise. Together
with a view of Sorrento, I chose to exhibit these two paintings, and what do you
think? At the exhibition, whole groups of visitors would bypass the view of Sorren-
to, a familiar and unexciting place to them, to crowd instead by the paintings that
showed nature, praising them most engagingly... [ had created those two paintings
when visited by inspiration.”®

Following these important observations from his stay in the Kingdom of
Naples, the artist was able to formulate the main principles of his artistic method
and even to develop his own theory: “A painter
who merely copies nature, becomes its slave, he
is bound, hands and feet.”” “The tempest [ ob-
served on the Italian coast can, in my painting,
be transported to some location in Crimea or in
the Caucasus; a ray of moonlight reflected in the
Bosphorus, [ use to illuminate the fortifications
of Sevastopol. Such is the tendency of my brush,
the peculiarity of my artistic temperament,”
Aivazovsky explained? These musings of the
artist were recorded in shorthand and, in 1878,
reproduced, just as Aivazovsky had expressed
them, in the monthly historical magazine “Russ-
kaya Starina”.

A keen observer, Aivazovsky cannot be
accused of distorting nature. "Aivazovsky has
a passionate feeling for the sea, experienc-
ing it with his entire being,” “Otechestvenniye
Zapiski” (Annals of the Fatherland) magazine ob-
served.® In his landscapes, the artist accurately
notes and obediently observes all the laws of
nature and all its phenomena. In his desire to
capture nature, ‘Academy student Aivazovsky...
was at sea during His Imperial Highness the
General Admiral’'s? voyage, and certainly made
full use of this opportunity to study nature and
to achieve still greater success in the painting of
seascapes.”?* Furthermore, “a landscape should
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primarily possess climatic accuracy... so many difficulties await the young artist
attempting to carry out his duties honourably!” “Khudozhestvennaya Gazeta”
wrote.?

Other artists were, it seems, of a similar opinion concerning Aivazovsky’s
work. In his speech at the opening of an exhibition featuring works by Aivazovsky
at the Moscow School of Painting and Sculpture,? the sculptor Nikolai Ramazanov
said: “None of our artists portrays as accurately as does Aivazovsky the life of the
sea, no one succeeds, like him, in depicting that transparency of the air, and no one
remains as true to the air’s perspective as he does. A true talent that is full of life is
always evident, even in the smallest things that it undertakes occasionally whilst
resting in between more serious tasks.””” Ramazanov’s speech was published in
“Moskvityanin” (The Muscovite) in 1854.

In their attempts to explain the astonishing nature of Aivazovsky’s gift, the
more adventurous journalists would occasionally ascribe to the landscape artist
qualities or even ailments that were totally unfamiliar to him. Spiridon Caccioni,
who was fortunate to enjoy a lengthy debate with Aivazovsky in the artist’s Feo-
dosiastudio, wrote a fascinating and detailed “Biographical Essay” on him, published
in “Nov” magazine in the winter of 1885.22 One German paper, Caccioni lamented
in his essay, had “shamelessly” claimed that Aivazovsky was deaf from birth, using
such an explanation to account for the artist’s “incredibly sensitive vision”?

Besides its loyalty to nature, however, viewers were usually inclined also
to notice profound meaning in Aivazovsky's work. Some would even draw par-
allels with literary and poetic works, with their narrative and development of
storyline. Many saw Aivazovsky’s paintings as complex poetic improvisations or
“poem-paintings”, commenting on their impressive “all-inclusiveness”?® In 1837,
“Khudozhestvennaya Gazeta” published an excerpt from a curious letter written
to Aivazovsky by a lady who had wished, it seems, to remain anonymous. “Fate
has chosen for you to paint seascapes... the sea contains an infinite source of
poetry..lunderstand that it is possible to portray perfectly by means of the brush
its waves, the air, the clouds, the sky itself, with its light and their reflection, yet
all this will speak rather to the eyes, not to the soul. Believe me, the highest poetry
for thought and heart and gaze is to be found in man himself! His trace gave life
to everything,” the anonymous writer assured Aivazovsky.® “In the final painting
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[the artist] demonstrates an entirely new aspect of his talent, dramatic painting to
be precise: forceful, filled with ideas and scenic truth,” the same “Khudozhestven-
naya Gazeta” wrote about an as yet unfinished canvas by the painter, depicting
the dreadful aftermath of a shipwreck.? In his essay, Caccioni noted: “Aivazovsky
is usually considered a marine painter in the strict sense of the word... It would,
however, be far more accurate to see him as a painter of the elements, an elemen-

tal painter, if one could use that term.”?

Aivazovsky himself never denied that he worked mostly from memory, act-
ively using his imagination, as if an invisible genius of inspiration was moving his
hand. “Besides my hand and my imagination, my paintings are always created with
the aid of my artistic memory also, which God granted me in abundance... | often
recall with startling clarity things [ saw decades ago,” the artist would say to his ad-
mirers.3* Aivazovsky’s art was perhaps not so much about portraying marine views
as they were, but about creating myths, telling magical tales about the sea. The art-
ist’'s whimsical love of fantasy, his generalized imagery and “literariness” were per-
ceptively noted by Fyodor Dostoyevsky. In 1861, the journal “Vremya” (Time), which
was run by Dostoyevsky with his brother Mikhail, published the writer’s article on
the “Academy of Arts Exhibition of 1860-61".3 In this anonymously penned piece,
Dostoyevsky takes on the role of art critic to compare Aivazovsky’s work with the
labour of a writer.

“Aivazovsky's talent is acknowledged by all, indubitably, as is the talent of
Alexandre Dumas; and the two artists, indeed, have a lot in common. M. Dumas
writes with exceptional lightness and speed, and Aivazovsky the same. The works
of both artists produce a remarkably striking effect: remarkable indeed, as neither
man ever produces anything ordinary at all. Ordinary things, they despise. Their
compositions are certainly quite fascinating,” Dostoyevsky wrote.® “The books of
Dumas were devoured with impatience; the paintings of Aivazovsky have been
selling like hot cakes. Both produce works that are not dissimilar to fairy tales: fire-
works, clatter, screams, howling winds, lightning. Both use everyday hues, yet add
to them certain special effects that are likewise natural in origin, but exaggerated
to the highest degree, almost to the point of caricature. There is nothing offensive
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to Aivazovsky in this comparison, [ hasten to add: all art implies a measure of exag-
geration, as long as it is within certain bounds.”’

Far from reproaching Aivazovsky for his lively imagination, Dostoyevsky
was encouraging the artist. Nature itself, he was pointing out, is multifaceted, and
mere mortals cannot aspire, in the course of their short lives, to comprehend it in
its entirety, or to study all its manifestations in detail. Thus the artist’s brush is pow-
erless to keep up with the eternal metamorphoses and constant shifts in nature.
“Aivazovsky's ‘Storm over Yevpatoria'is just as wonderful as are all his storms. Here,
he is a master without competition, here he is the artist supreme. In his storm, we
sense rapture, we see that eternal beauty which strikes the observer in any real,
natural storm. This quality of Aivazovsky’s talent should not be seen as one-sided-
ness, if only because any storm is, in itself, infinitely diverse. Let us just note that if
it is the infinite diversity of a storm that is being portrayed, it is impossible for any
effect to appear exaggerated. Perhaps this is why viewers do not seem to notice any
excessive effects in Aivazovsky’s storms.”38

“Khudozhestvennaya Gazeta” also paid tribute to the artist’s superior aware-
ness and accuracy in portraying the rigging of ships. “Naval officers interested
in art have commented that... not only are all the ships’ details in his paintings in
accordance with the strict rules of shipbuilding, but all the parts of the ships are
also full of beauty and harmony, thereby fulfilling the main condition and captivat-
ing us with their elegance and architectural charm.”® Indeed, in 1836, Aivazovsky
had been seconded to serve as resident artist on board the ships of the Baltic Fleet:
his knowledge of shipbuilding was beyond question.

We have examined only some of the most vivid accounts of the great Rus-
sian landscape artist’s life and work, yet even these few testimonies are sufficient to
offer a fascinating insight into Aivazovsky’s unique talent and unrivalled artistic
gift. Perhaps the main result of this analysis, however, has been to take a marvellous
journey into the past, one that has enabled us, in company with the artist, to experi-
ence some of the key events in his rich creative life. A life, at the beating, tirelessly
pulsating heart of which was ever the Sea - tender, fierce, calm, terrible, but always
mysteriously alluring and whimsical.
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