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Kaps bprosioB

n Hecrop KykosbHUK:

NCTOPUA IBYX ULJIIOCTPAILIUU

B 2009 rony ucnoausiercst 200 neT co iHs pojeHus mpo3auka, noara, gpamarypra Hecropa
BacunweBuua Kykonbhauka (1809-1868). B Tenu rodunest Besukoro loromnst sta parta, ckopee
BCEro, MPOUJIET He3aMeueHHOo. [IncaTesb, KOTOPOro HEKOINIA BCEPhE3 CUMTAIIN JIUTEPATYPHBIM
conepHukoM IlynikuHa, Tenepb 3a0bIT TaK K€ HE3aCTyKEHHO, KaK B MPOIIJIOM HE B MEPY BO3He-
ceH. Hectop KykosibHUK — He IPOCTO POBECHUK, a OffHOKAIIHUK [orosst no HexkuHckoi rumHa-

3UM — CErOJiHS1 U3BECTEH, NoXanyi, b Kak Tosapull K.IL.Bpronnosa u M. .IhmHku. Stoi
IPY>K0€ PyCCKOEe UCKYCCTBO 00513aHO B NIEPBYIO OYEPENIb BO3HUKHOBEHUEM JIBY X LLIEJIEBPOB: F'€HU-
AJIbHOTO MOPTpeTa, CO3JAaHHOr0 «BeJmKoJenHbiM Kapiom», n nukna pomaHcoB «IIpomanue
c IlerepOyprom» , HAMMCAHHOTO MPOCJIABJIEHHBIM KOMIO3UTOPOM Ha cTuxu KykonbHuka.

OpaTUTbCSI K TeMe TBOPUYECKOTO

OOIICHMUST XYIOXXHMKA W TIHcCaTelNs
MoOyK1aeT OIHO MUHTPUTYIOLee 00CTOsI-
TeabcTBO. OHO KacaeTcsl UBBECTHBIX aKBa-
peneii Kapna Bbpronnosa «[IpepBanHoe
cBugaHne» U «CoH 6a0yIIKU U BHYYKW».
W3 nong 3peHust uccienopareneit abco-
JIIOTHO BBIMaJ TOT (haKT, YTO I'PaBIOPHI C
aKkBapeJiell ObUTM OITyOJIMKOBaHBI B Kaue-
CTBe WUIIOCTpalMii K HoBeyie Hectopa
KykonbHuka «Ilcuxes». /IBa ee anusona
MOJIHOCTBIO COOTBETCTBYIOT CIOXKETaM
3THX paboT. MHTpUTra 3aKiTI09aeTcs B TOM,
YTO HOBEJUIa BMECTE C TpaBIOpaMU BIIEPBbIC
onyosMkoBaHa B 1841 romy B ajnbMaHaxe
B.A.BnagucnasneBa «YTpeHHss1 3apsi»,
a pabotbl bployioBa MPUHSITO OTHOCUTH
K UTAJIbSTHCKOMY TIEpUOY, TOUHEE, K KOHILY
1820-x romoB.

Eciu mpeamnonoxuTh, 4TO XKaHPO-
BbIe CIICHBI BBIITOJIHEHBI KaK WILTIOCTPa-
LIMU K JIMTepaTypHOMY IPOU3BEICHUIO,
TO UMEET CMBICI TIEPECMOTPETh UX TaTH-
poBKy. OmHaKo BO3MOXEH U IPYroit
BapuaHT: Hectop KykosbHUK, yBUIEB
aKBapeJIM CBOEro Jpyra, ObLT O4apOBaH
BUPTYO3HOCTBIO W OCTPOYMUEM XyIOXK-
HMKa 1 BKJIIOUMJI B CBOIO HOBEJLTY (haKTH -
YEeCKU TOYHOE OMMCAHKE CIOXKETOB.

IIpexme yeM repeiTi K paccMoTpe-
HUIO 00erX BEpCUii, CPABHUM TEKCT U N30~
opaxenus. [lepsas (1o xoay pa3BUTHUS
JINTEPATypHOTO CIOXKETa) akKBapeib —
«[IpepBanHoe cBumaHue (“Boma yx upe3
0exXUT...” )», Haxonsasicss B ¢hoHaax
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TpeTbsIKOBCKOI1 rajiepeu, He UMeeT TOYHOI
natupoBku. [lpemnoxenubrii O.H.Auap-
KUHOI B KauecTBe BPEMEHU €€ CO3MaHusI
uHTepBan (1827—1830) mo cux mop He
YTOUHsUICS 1 He ocrapuBaics. [Ipusenem
OTPBIBOK U3 HOBeJUThl KykoibHUKA, TIOJ-
HOCTBIO COOTBETCTBYIOIIUII aKBapesu:
«He noxons maroB aBaniiatd 10 HEOOJb-
IIOTO JOMMKa MOEW 3HAKOMKH, BIPYT
BIDKY: OKHO pacIaxHyJIOCh, U CTapyIlKa,
MOKalllJIMBasi, Kpuyajia MUCKJIMBBIM T'OJIO-
coMm, Tpo3s manbieMm: “MapuanHa! Boma
yX uepe3 6exut!...” f orisiHyJCSa U YBU-
nen 3a0aBHYIO CIIEHY: IO BOIOMETOM
CTOSUIO BEIPO, BOJA IaBHO €ro HaroJHUIA
u Oexaya yepe3 BepX ITOJHBIM KpPYroM,
KaK KOJIIaK; JeBYIIKa OIHY PYKY MPOTSI-
HyJa K BeApy, IpYyrow IojaBaja po3y
MOJIOIOMY Y€JIOBEKY, KOTOPbIii, BEPOSITHO,
WCITyTaHHBIN HEOXWIAHHOIO CBUIETEITh-
HMUIICIO IPYKECKUX €€ OObSICHEHUIA, OTBO-
potuiicst oT MapuaHHBI B IPOTUBHYIO CTO-
POHY M, TIOKpacHEB IO VIIeil, MaHWI
PYKOIO co0aKy».

EnuHCcTBEHHOE OTJIMYME OT 3TOTO
OIMCAaHUS COCTOUT B TOM, UYTO BMECTO
Be/pa Ha akBapean M300pakeH KYBIITUH
¢ aByMs pyykamu. Ha obGopote nucra —
MepBbIii 5CKU3 K Heil. Enne He HaiimeHa
103a MOJIONIOTO YeJIOBeKa: OH OOJIbIle
pa3BepHYT K 3pUTEJTIO, TOJIOBA HE OITyIIIe-
Ha, B €ro (purype He YUTAIOTCS CMYIIIEHUE
1 HEJIOBKOCTb, TaK apTUCTUIHO TTepeIaH-
HbBle B OKOHYaTeJbHOM BapuaHTe. U3
PUCYHKa TMOHSITHO, YTO XyIOXXHUK UCKa

rnoJjioxxeHue cobaku. KoMmnosuimst OKoH-
YEHHOI paboOThl — B 3epKAJIbHOM OTOOpa-
KEHUU TI0 CPaBHEHWIO C HaOGPOCKOM.
Ectb 1 apyrue oTivuus, OIHAKO Xapak-
TEPHO, YTO U B 3CKM3E, U B 3aBEPIICHHOM
aKBapev HeM3MEHHBI OCHOBHBIE IETAJTH,
COOTBETCTBYIOIIUE TEKCTY.

Bropas akBapenb — «CoH 6a0yLIKu
U BHYYKW» — XpPAaHUTCS B rpaduyeckoit
KoJuteKInu Pycckoro mysest U gatupyer-
cs 1829 romoM (Ha JMIIEBON CTOpOHE
JIMCTA JIATUHCKUMU OyKBaMM BBITIOJTHEHA
Haanuchk «Kapnm BpiommoB Pum 1829»).
Ha pucyHke nzobpaxeHa criajibHs. [IBe
KPOBAaTHU TMOCTaBJEHBI PSIOM, HaJd HUMU
aJUleropuieckoe OOXEeCTBO B MaKOBOM
BEHKE PacTpOCTepsio KApTUHKU HOYHBIX
cHoBuAeHUI. COKOWHO CIISIIeH MoXu-
JIOM XEHIIMHE TPE3UTCS raJlaHTHAsI CLIEH-
ka B ayxe XVIII cronerusi: kaBauep
JII00E3HUYAET C IOHOM KpacaBuUlIEH, HUX
PYKU COEANHSIET pO3a. DTH XKe repou — Ha
MOPTpPeTax B OBAJTBHBIX paMaX, BUCSIIINX
HajJ U3rojioBbeM 0alOymiku. B oOnauke
CHa OXBAYE€HHOW HOYHBIM KOLIMapoM
NEBYIIKY CMEIIAINCh CMyTHBbIE M300pa-
KEHUS: BCAAHUK Ha KPBLJIATOM KOHE,
HecyLIasicsl BMECTE C HUM IOJTyOOHaKeH-
Hasl TUIGHHULA, KJIaa0uile, MOXOPOHHasI
nporieccus ¢ dakeraMu, 4epern ¢ ropsi-
IIUMU TTa3HULIAMH.

[IpuBeneM cOOTBETCTBYIOLIUI MU~
30/ HOBEJJbl, B KOTOpOoM 0OalyIlika
TepOMHU — MOJIOAOM XymOXHUIBI [op-
TEH3UM — paccKa3blBaeT Bpayy O HOUHOM
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Karl Briullov and
Nestor Kukolnik:

A Story of Two Illustrations

The year 2009 marks the 200th anniversary of the birth of the Russian writer Nestor Vasilievich
Kukolnik. Eclipsed by the great Gogol’s anniversary, Kukolnik’s will most likely go unnoticed.
The writer once seriously viewed as Pushkin’s literary rival is forgotten today — as undeserved-
ly as he was once extravagantly extolled. Nestor Kukolnik, who was not only Gogol’s contem-
porary but also his classmate at the Nezhinsky school, today is probably remembered only as a
friend of Karl Briullov and Mikhail Glinka. We owe to this friendship above all two master-
pieces of Russian art: Karl Briullov made a superb portrait of Kukolnik, while the composer
Glinka composed a series of romances to his poems “A Farewell to St. Petersburg”.
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A;l intriguing find has prompted the
uthor to inquire again into the artis-
tic contacts between the artist and the
writer. I have discovered literary arte-
facts that inspired Briullov’s two famous
watercolours: “Rendezvous Interrupted”
and “Grandma’s and Granddaughter’s
Dream”. The fact that the engravings of
both of Briullov’s watercolours illustrated
Nestor Kukolnik’s novella “Psyche” has
been ignored by scholars.

Two episodes in Nestor Kukolnik’s
novella fully match the plot of these pic-
tures. The intriguing point is that the novel-
la was first published in 1841 in the literary
journal “Utrennyaya Zarya” (Dawn) pub-
lished by Vladimir Vladislavlev while Bri-
ullov’s pieces are believed to have been cre-
ated during his Italian period — the late
1820s.

If we are to assume that the genre
scenes were conceived as illustrations to the
literary work, it would make sense to review
their presumed dating. However, there is
also another possibility: Nestor Kukolnik,
when he saw his friend’s watercolours, was
fascinated by the artist’s virtuosity and wit,
and reproduced in his novella the pictures’
content nearly to the letter.

Before we study the two hypotheses,
let’s compare the text and the images.

The first picture (in terms of the nar-
rative) is “Rendezvous Interrupted (Water
is over the brim already)”, now at the
Tretyakov Gallery. The dating of the piece

is uncertain. The tentative time span (1827-
1830) proposed by Esfir Atsarkina has not
been narrowed down to a more specific date
or contested. Here is an episode from the
novella, which almost completely matches
the content of the watercolour work.

“About twenty steps short of the small
house of the lady I've met I suddenly saw a
window fly open and a granny, coughing,
screamed in a squeaky voice wagging her
finger: ‘Marianna! The water is over the
brim already!..’ I looked back and saw an
amusing scene: a bucket under the water-
Jet, the water having filled it long ago and
now running over the brim swirling in
rounds forming a cap; the girl extending
one arm to the bucket, and another to a
young man, passing him a rose, — the man,
perhaps dismayed to discover the unexpect-
ed witness to her friendly explanations, has
turned away from Marianna and, blushing
all over, is beckoning a dog with his hand.”

The only difference between the pic-
ture and the text is that instead of the buck-
et we see a jug with two handles. On the
verso we see a first sketch of the same pic-
ture. The young man’s pose is still roughly
outlined — his torso facing the viewer rather
than turned, his head up. His figure does
not emanate the embarrassment and confu-
sion so skillfully conveyed in the final ver-
sion. The croquis shows that the artist was
seeking a best position for the dog (there are
three tentative outlines, although not very
neat ones). The finished watercolour fea-
tures the figures in mirror-like positions
compared to the croquis. There are other
minor differences as well. Yet, interestingly,
key details both in the sketch and the fin-
ished piece faithfully reproduce those from
the novella.

The second watercolour, “Grandma’s
and Granddaughter’s Dream”, from the
graphic art collection of the Russian Muse-
um, is dated to 1829. The recto carries an
inscription in the Latin alphabet “Karl Bri-
ullov Rome 1829”. The picture features a
bedroom, and two beds standing by side by
side. Above the beds, a deity in a poppy
wreath spreads around the images of night-
time dreams. To the left, an elderly woman
is tranquilly asleep. In her dream she sees a
gallant scene in the spirit of the 18th centu-
ry: a dandy flirts with a young beauty. Their
hands are locked around a rose flower. The
same visages are featured in the portraits in
oval frames mounted over the grandmoth-
er’s headboard.

On the right bed lies a girl, huddled,
frightened by a nightmare; the blankets are
cast aside. The cloudlet of her dream fea-
tures a mass of blurred images: a horseman
on a winged horse, a half-naked captive
woman racing alongside, a cemetery, a
funeral procession carrying torches, and a
skull with flames in its eye-holes.

Here is the relevant episode from the
novella, where the grandmother of the
heroine, a young painter named Hortensia,
tells a doctor about what happened at night.

“Past midnight Morpheus spread out
his poppy mantel, and we fell asleep. In my
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time, I was as handsome as Hortensia; |
too was wooed by Narcissuses and
Adonises; but more than the others I liked
signor Caetano Alalki, a local manufactur-
er of taffeta and velvet. You can see for
yourself, just look at his portrait — right
there, up on that wall beside my portrait,
over my bed; we parted long ago, but
through all these 30 years after the separa-
tion, every time [ pray in the evening he is
called to my memory; that’s what hap-
pened yesterday as well. Just imagine, as
soon as I fell asleep, everything became
realer than real — me and him smiling on

Ix 'POBMTHCOH
Ipepearnnoe ceudanue
Ipasropa no akBapenn
K.I1.Bpronnosa

W3 anbmanaxa
«YTpenHsist 3apsi» (1841)

John Henry ROBINSON
Rendezvous Interrupted
Engraving of Karl
Briullov’s watercolour
Literary journal
“Utrennyaya Zarya”
(Dawn) 1841

the portraits: me with all the shyness of a
bride, him with all the affection of a bride-
groom; he is unusually gentle and courte-
ous: in the whole Como and in every
neighborhood by the lake he was regarded
as the most dandiest of dandies, and in our
time the invasion of French fashion made
dandyism difficult and expensive to pursue;
Jjustacorps a la Louis XIV were in, together
with beauty spots and farthingales; I fath-
om that Caetano spent half of his plant’s
proceeds on himself and his bride. We were
already quite friendly with each other and |
often took the liberty of correcting him.
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Yesterday, too... ‘Ah, Caetano,’ I told him,
‘again a new dress!” — and he, oh naughty
boy, by way of reply offered me a rose —
and with such a smile straight out of
a Goldoni comedy, I couldn’t help laugh-
ing <...>

“I'm not sure how that rendezvous
with Caetano would have ended up, for
suddenly [ heard someone moan and
scream — so I wake up and see in the faint
light of an oil lamp my Hortensia squirming
with horror, blankets cast aside; you can
read on her face that she is suffering a bad
dream; just as I was getting up, she gave a
piercing scream and sprang upright...

‘What is it, Hortensia?..”

‘Where is it? asked she.

‘Who?

‘My mausoleum and the terrible bas-
reliefs?’

‘What bas-reliefs?

‘Ay, Grandma, you can’t imagine
what I saw in the dream! Two men in this
corner were putting up a gravestone to me.
1, dead, was already in a coffin, and they
wanted to take me down into the vault;
scared, | was peering at my tomb; on its
wall, instead of bas-reliefs, I saw some
winged horses, skeletons, fairy-tale mon-
sters. ‘I don’t want to!” screamed 1. ‘You
don’t?” the monsters hissed murmuring,
materialized, took off from the marble and
started making rounds over my head in the
air with an awful noise and uproarious
laughter; I wanted to hide, wrapping myself
into the grave-clothes but couldn’t find
them; the monsters were getting closer to
me; one bas-relief, a winged horseman, lift-
ed me from the coffin and carried along
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through the air; barely pulling myself
together, I screamed and woke...”
Engraved by Robinson, both of Bri-
ullov’s pictures illustrated the novella "Psy-
che" and did not go unnoticed by the pub-
lic. Vissarion Belinsky in his review of the
journal paid attention to the illustrations
while ignoring the text itself. It was not by
chance that Briullov illustrated Kukolnik’s
work. The most essential reason for this was
the close friendly and artistic ties between
the two most popular personalities of the
age'. But there was more than that. The
personification of high-society success,
Karl Briullov was eager and able to position
himself in the very vortex of modern life.
Keenly sensitive to the public mood, he was
well in touch with contemporary ideas and
trends. Thus, the connection with contem-
porary literature, highly visible in Briullov’s
art, was quite natural. According to his con-
temporaries, Briullov had a reputation as a
fascinating partner in conversation, was
always well informed about new literary
works, read a lot and loved to be read to
while resting. Pavel Nashchokin, in a letter
of reference to Alexander Pushkin, charac-
terized Briullov: “It has been long — [ mean
I don’t even remember how long — since
I’ve met a person so ingenious, learned and
intelligent.” Alexander Turgenev wrote that
“with this artist, you can talk about his art,
and he has read Pliny, and asks to loan him
Goethe’s ‘Farben-lehre’...”? It is no wonder
that working on his pictures Briullov often
drew directly on novels, novellas and ballads
that were famous and popular at that time.
Pictures from the series known as
“Scenes from Spanish Life of the 17th cen-
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Karl BRIULLOV
Grandma’s and Grand-
daughter’s Dream. 1829
Watercolour, varnish on
paper. 22.5 x 274 cm

Russian Museum

tury”, according to Esfir Atsarkina, are
direct illustrations to or fantasies inspired
by the novels of Dumas. Briullov’s albums
from 1824-1840 contain sketches and stud-
ies for pictures themed around Byron’s
“The Prisoner of Chillon”; the image of a
knight returning a gauntlet illustrates
Schiller’s ballad translated by Zhukovsky.
Besides, according to the Tretyakov
Gallery’s catalogue, the watercolour
“Farewell” draws on Pushkin’s “The
Blackamoor of Peter the Great”. Literary
works also inspired several 1832 sketches
(according to Ivan Bocharov and Yulia
Glushakova®). Those include the sepias
“Rendezvous in Prison”, “A Letter Discov-
ered”, and “The Meeting of Lovers”. All
these pieces were created at Yulia Samoilo-
va’s villa by Lake Como — in the locality
used as a setting by Tommaso Grossi in his
novel “Marco Visconti”. And although the
exact scenes depicted by Briullov are not to
be found in the book, researchers are prac-
tically certain that the pictures are related to
the plot of the literary work®.

Besides the provocative popularity in
drawing rooms and ball rooms, the literary
base lent to Briullov’s works additional
nuances and meanings. A good example of
this is the painting “Svetlana (A Russian girl
telling her fortune)”, uncontestably an allu-
sion to Vasily Zhukovsky’s ballad of the
same title. The colourful genre scene
acquired in the mind of the contemporary
viewer profound romantic overtones. For-
tune-telling: not just an entertaining rite,
but an attempt to transcend the limits of the
visible, tangible world; the mirror — a sym-
bol of connection with otherworldly ele-
ments; the reflection in the mirror, a typi-
cally romanticist play of the real and the
unreal, an ambiguity in the interpretation of
the true and the imaginary, the essence of
existence and illusion. Wrapped in a haze of
mysticism, the final verse of Zhukovsky’s
ballad became directly associated with the
painting:

“Happy that you look at me,

1 don’t want fame;

Fame, so we were taught, is a smoke;
Society is a sly judge.

Here is the message of my ballad:

‘In this life, our best friend

Is belief in providence.

The Lord’s law is beneficial:

Here bad fortune is a deceitful dream,
And good fortune is an awakening.””

As is well known, the friendship of Karl Briullov, Nestor Kukolnik and composer Mikhail Glinka
played an important role in the cultural life of St. Petersburg in the late 1830s—early 1840s. To the
romantically minded generation, that union appeared an epitome of the seamless synthesis of three
arts. Major ideological importance was attached to the friendship of the artist, the composer and the
writer: it was believed that the union could influence the aesthetic development of the entire society.

2 Porudominsky, Vladimir. Pushkin. Time. Notes / Panorama iskusstv (Panorama of arts). 8, p. 345, 350
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Bocharov, Ivan, and Glushakova, Yulia. Karl Briullov. Italian findings. — Moscow, Znanie publishers,

Some authors mistakenly believe that Bruillov’s artistic temper took him away from direct illustrating

- instead he preferred free fantasies. This is not true to fact. Let us take two engravings of Bruillov’s
drawings made for the literary almanac, mentioned by Taras Shevchenko in his novella “The Artist™:
“Karl Pavlovich promised to make a drawing for Smirdin’s one hundred Russian writers, and he took
advantage of his whole collection of books.” The almanac included some engravings by Bruillov,
namely, to Osip Senkovsky’s story “Turning Heads into Books and Turning Books into Heads” and to
Alexander Shishkov’s story “Reminiscences about my Friend”.
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MPOUCIIECTBUU: «3a TOJTHOYL Mopdeit
PacKWHYJ CBOW MAaKOBBI MOKPOB, U MbI
ycHyau. M s B cBoe BpeMsi Oblila He XyXke
TopreHsuun; u y meHst obiiu Hapumccer
1 AJIOHNCBI, HO Bcex Oosiee TTIOHPaBUIICS
MHe cuHbop KastaHo Ajajnbku, 31elil-
HUil habpukaHT TadThl U Oapxara. Bel
MOXETEe CYIHMTh IO €ro IMOPTPETy, KOTO-
PBIIf BMECTE C MOUM, BUINTE, BUCUT BOH
TaM Ha CTE€HE, HajJ MOEI0 KpOBaThlo;
JIaBHO MBI C HUM PacCTaJuCh, HO B TIPO-
NOKeHWW TPUIIATUIIETHEN pasiyKu
C BEYEPHUMHU MOJIMTBAMU BCEraa cluBa-
JIOCh 1 00 HEM BOCIIOMUHAHME; TaK ObLIO
¥ BYepa. ToJabKO 4TO g yCHYJA U, Tpel-
cTaBbTe cebe, TIISIKY, Kak OyaTo HasiBy —
U 51, M OH yJibiOaeMcsl Ha TopTpeTax: s co
BCEIO CKPOMHOCTHIO HEBECTBI, OH CO
BCEI0 BHUMATEJIILHOCTUIO XeHuXa... MBI
OblIM yX€ Ha [pYyXeckoil Hore, W &
HepeaIKo Mo3BoJisia cebe neIaTh 3aMeva-
Hus. Tak u Buepa... “Ax, KasraHo, — ro-
BODPIO S €MY... — OISITh HOBBII KOcTIOM!”,
a OH, IIaJlyH, BMECTO OTBeTa MOJaeT MHE
poO3y — M C TaKoOIO YJIBIOKOIO, TIPOCTO U3
TonbnoHMEeBCKOW KOMENUH, 1 TaK U pac-
xoxoranack. <...>

He 3Hato, uem ObI KOHUMIIOCH CBUIA-
Hue ¢ KastaHo, Kak BOPYT CIIBIITY YbU-TO
CTOHBI, KPUK, MPOCHINAIOCh U MPU CI1a00M
Onecke nammanbl BUXKy: Mosi [opTreH3ust
JIEXUT, BCSI CKOPYMBIINCH, B yXace, CO-
BCEM PAcCKphlIach; Ha JWIE BUIHO, YTO €€
TSITOTUT CTPALIHBIN COH; HE YCIIena s pu-
TIOMHSTHCS, KaK OHA BCKPUKHYJIA TIPOH3U-
TEJILHO 1 BCKOUMIIA. ..

“Yro ¢ TodoI4, [opreH3us?..”

“Ime oH?”, — cripocuiia OHa.

“Kt0?”

“Moii MmaB3oJeit

M ykacHble 6apenbedni?”

“Kakne?”

“Ax, 0aOyllKa, 4YTO MHE CHUJIOCH!
B aToMm yriy nBoe MyXXUMH CTaBUJIU MHE
namMaTHUK! S, MepTBas, Jexama yxe
B TpoOY, OHU XOTEIW ONYCTUTh MEHS
B CKJIEIT; C Y>KacoM BIJISIIBIBAIOCH B MOIO
TpOOHUILY; Ha Heil, BMecTo Oapenbedos,
KaK1e-TO KPbUIaThle KOHU, CKeJIeThl, CKa-
304HbIe yynoBuila. “He xouy!” — 3akpu-
yasa si. — “He xouens?” — riyxo 3acToHa-
JIX 9yJOBUIIA, OXWIN, CHSJIUCH C MPaMO-
pa M 3aKpyXWINCh HaJ MOEI0 TOJIOBOIO
B BO3/yX€ C YXKaCHBIM LIYMOM U XOXOTOM;
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Con 6abywiku u 6HyuKu
Ipasiopa no akBapenn
K.I1.Bpronnosa

W3 anbmanaxa
«Yrpennsisi 3apsi» (1841)

John Henry ROBINSON
Grandma’s and Grand-
daughter’s Dream
Engraving of Karl
Briullov’s watercolour
Literary journal
“Utrennyaya Zarya”
(Dawn) 1841

! Kak M3BECTHO, IPy3KOa
Bpromnosa, KykonbHika
u [mekn urpazia 3aMeTHYH
POINb B XY/I0KECTBEHHOI JKI3HH
Tletepbypra konua 1830-x —
navazia 1840-x rogos. B rmazax
POMAHTHYECKH HACTPOCHHOTO
TIOKOJIEHUSI OHA
TNPEACTAB/IANIACH BOMIIOLICHUEM
rapMOHMYHOTO CHHTE3a TPeX
HCKYCCTB. DTOMY COI03Y
XYLOKHHKA, TACATeJIst
11 KOMIIO3UTOPA NPUABATIOCH
BaXKHOE WJICHHOE 3HAYCHHE:
BEPUIIOChH, YTO OH MOXKET
TIOBIMATB Ha 3CTETHYECKOE
Pa3BUTHE BCEro OOIECTBA.

TPETbAKOBCKAA FANEPEA

sI XOTeJIa YKPBIThCS B CaBaH; HE HaXOXy
ero; OHU Bce Oyuxke; onuH Oapenbed,
KpbUIAThIl BCalHWK, BBIPBAJ MEHS U3
rpoba M MOHEC MO BO3AYXY; s coOpana
TOCJIeIHAE CWJIBI, 3aKpUdyajia U TPOCHY-
J1ack...»

IpaBupoBanHbie [Ix.I.PobuHCOHOM
pucyHku bprommoBa, compoBOXIaBIINE
myoKario HoBeutbl «[lcuxesi», ObUTH
3aMeuyeHbl TMyonuKoil. benuHckuii B pe-
LIEH3UU Ha aJbMaHaX «YTPEeHHsIsI 3apsi»
yIeTWwI UM BHMMaHWe, TTPOUTHOPUPOBAB
JUTepatypHoe mpousBeaeHue. To, uyTo
MMEHHO BproiioB BBICTYNUI WJLTIOCTpa-
TOopoM HOBeJTbl KyKonbHUKa, COBCEM He
cayvaitHo. [Tpexe Bcero, 3To 0ObsSICHSIET-
Cs1 TECHBIMU JIPY>KECKUMU 1 TBOPYECKUMU
CBSI3IMU JIBYX MOITYJISIPHEHIITNX (DUTYD TeX
set'. Ho 1e/10 He TOJIbKO B JIMUHBIX OTHO-
1eHusix. bproioB — oJuieTBOpeHue
CBETCKOTO YycIiexa — yMeJ HaxXOAUThCS
B TYyIIle COBPEMEHHOM X13HU. TOHKO 1yB-
CTBYSl HACTpOEHMSI TMyOJMKH, OH ObLT
B Kypce€ aKTyaJdbHBIX COOBITUI, WIEl U
BestHMiA. [ToaTOMy BIOSTHE 3aKOHOMEpHA
TpociieXXnuBaeMas B TBOPYECTBE XYIOXK-
HUKa CBSI3b C JIUTepaTypoil TOTO BpEMEHHU.
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Yet another Zhukovsky ballad was
used by Briullov for his painting “Peri and
the Angel”. Also, one cannot help remem-
bering a painting themed around Pushkin’s
poem “The Fountain of Bakhchisarai",
which the artist started under the influence
of the widely-shared grief over the poet’s
demise. Initially Karl Briullov wanted to
pay tribute to the great poet by designing a
monument to him and a frontispiece for his
published works. But these plans were not
to materialize. Meanwhile, the painting was
later sold to Grand Duchess Maria Niko-
laevna for 5,000 currency bills.

Thus, it would be logical to assume
that the pictures under consideration were
made by Karl Briullov as an illustration to
Nestor Kukolnik’s novella. This is in line
both with the artist’s propensity to draw on
popular literary works, and with the artistic
interaction that marked the friendship
between Briullov and Kukolnik. However,
taking into account the generally accepted
dating attribution of the watercolours,
which appear uncontestable, we cannot
ignore another possibility — that the
descriptions of the already existing pictures
could have been inserted into the text.

In terms of their content, both pic-
tures might well have been autonomous
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pieces. “Rendezvous Interrupted” is an
entertaining genre scene, a typical product
of the time. As for the second water-
colour, “Grandma’s and Granddaughter’s
Dream”, the modern viewer may find its
narrative unfathomable. The piece looks
like a fragment of a bigger picture and calls
for commentary. However, the painter’s
contemporaries did not need such explana-
tions. The young girl’s vision — the winged
horseman with his frightened female com-
panion, the cemetery, the skull — were run-
of-the-mill, widely-known symbols of the
popular romanticist trend. It was exactly in
these terms that the arrival of the new trend
to Russia was described by a witty memoir
writer Philipp Vigel: “Zhukovsky acquired a
taste for German literature and started to
regale us <...> with its oeuvres <...>
Corpses, ghosts, devilry, murders under the
moonlight... instead of Hero waiting with a
gentle excitement for the drowning
Leander, to present us with madly passion-
ate Lenore with the corpse of her lover rac-
ing on a horse! This is how romanticism
started here®.” Within the context of stereo-
typical ideas about the new trend, Briullov’s
small watercolour is an understandably
ironic take on the eternal topic — the ideals
of old and new times. The simple joys and
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K.IT.BPIO/ITIOB
Ceuoarue

6 miopome. 1832
Bymara, cenust
25,7 x 21,1

T

Karl BRIULLOV
Rendezvous

in Prison. 1832
Sepia on paper
257 x21.1 cm
Tretyakov Gallery

amorous adventures of the gallant age are
contrasted with the somewhat creepy rever-
ies of the younger generation besotted by
romantic mysticism.

Such pictures were very popular in
Briullov’s time, often presented as gifts.
Briullov accomplished a considerable
number of such pieces on commission. The
young painter’s pictures were sought after
by many art connoisseurs. Of course, the
pieces were nothing like an imagination-
driven improvisation in a young lady’s
album, much less a sketch from nature.
The two pictures lack the spontaneity of
direct apprehension. Their abundance of
details, elaborate design, and “artificiality”
of composition remind the viewer that this
is but an illustration (the pictures are essen-
tially illustrative, narrative). On the other
hand, Briullov’s art in fact has a narrative,
descriptive tendency. From the very start he
was fond of creating compositions along
literary lines. Take, for example, a famous
episode that occurred when he was study-
ing at the Academy of Fine Arts. Not con-
tent to stay within the boundaries of an
assignment, the talented student added to a
study featuring a male model an imaginary
landscape, and an ordinary posed picture
became a mythology-related composition
called “Narcissus”.®

Kukolnik’s story "Psyche" is set in
Italy. Obviously, the writer drew on Bri-
ullov’s recollections, for he himself never
visited Italy. The artist’s Italian impressions
are felt both in the overall plot and in the
details. The novella’s plot starts to unfold in
the scenic locality of Lake Como. The nar-
rator, a young doctor, relishes boat excur-
sions, savoring the accord between nature
and poetic feeling. These episodes were
most likely “borrowed” from Briullov’s sto-
ries about his sojourn by Lake Como — he
stayed there in Yulia Samoilova’s villa in
1832. Briullov captured his sweet memories
of the water excursions on the painting
“Self-portrait in a Boat”.

The main character in Kukolnik’s
novella is an Italian sculptor Antonio Cano-
va (1757—1822). For Kukolnik, that was
not the first time that he tackled this per-
sonality — in 1838 he published an article
about the life and art of the famous Italian
artist. Meanwhile, in the novella Kukolnik
gives a fictional turn to the interpretation of
the artist’s life, introducing events and facts
he did not mention in the biographical
piece — and these facts again point to Bri-
ullov’s influence.

The novella tells the tragic story of an
Italian lass in love with the brilliant sculptor.
The unrequited love leads her to suicide —
devastated by the lack of understanding, she
throws herself into the Tiber. The plot is

5 Vigel, Philipp. Notes / Russian memoir. Selected pages. 1800-
1825. Pp. 470-471

€ The subject is based on the third book of Ovid’s
“Metamorphoses.”

Ilo cBumeTenbCTBY COBpeMeHHMKOB, Kap
Bp1oJitoB CIIBUT MHTEPECHBIM COOECETHM-
KOM, BCeraa CJIeUT 32 HOBUHKaMU JINTE-
paTypHOIl XXW3HU, MHOTO YMTal caM U
JIIOOWJT, YTOOBI EMY YUTAIU BCIYX B MUHY-
THI OT/IBIXa. B pekoMeHIaTeTbHOM TTMChMe
IMymkuny I1.B.HamokuH Tak xapakrepu-
30BaJl JKMBOIIKCLIA: «YXKe JAaBHO, T. €. TaK
JABHO, YTO JIaXKe He TIOMHIO, He BCTPevalt st
TaKOro JIOBKOTO, 00pa30BaHHOTO M YMHO-
ro yenoBeka»?. Kak ormewan A.WU.Typ-
TEHEB, «C OTUM XYIOXHMKOM MOXKHO pac-
CyXIaTh O €ro WCKYCCTBE, M OH YMTaeT
ITnuuus u npocut nath eMy Goethe’s Far-
benlehre»®.

HeynusurensHo, uto BprosioB He-
pPEAKO OMupalcs HEMOCPEeICTBEHHO Ha
TEKCThl M3BECTHBIX U TOMYJISIPHBIX B TO
BpeMsI pOMaHOB, HOBEJLT, OaJutaj.

B ansbome bproutosa 1824 — nepBoii
nosioBuHbl 1840-x romoB U3 coOpaHus
TpeTbIKOBCKOI rajiepey ConepKaTcst 3CKU-
36l 1 HAOPOCKM KOMIIO3UIIMI Ha CIOXET
noambl  II.-T.baiipona «lluaboHcKuit
Y3HHMK»; PUCYHOK C M300paKeHUEM phIlla-
ps, BO3BpallaloIIero IepyaTKy, WILII0-
crpupyeT 6amutany U.-®.numnepa «[lep-
yaTKa», rnepeBeacHHy0 B.A.2KykoBcKuM.
Kpome Toro, corimacHo Karamory cobOpa-
Hus I'TT «Pucynok XIX Beka», akBapeib
«CBunanue» (1847—1849) BbinosHeHa Ha
cioxer pomana [lymkuHa «Apan [lerpa
Bemukoro». JIutepaTypHbIMU BIieYaTie-
HUSIMU HaBEeSTHO M HECKOJIBKO 3apMCOBOK
1832 roma*. K HUM OTHOCSTCS cemuu
«CBumanue B TIopbMe» U «JI1000BHOE CBU-
nanue. HaiineHHOe TTMChbMO», XpaHsIIIne-
cs B TpeTbsikoBcKo rajiepee. OHM BBINOJI-
HeHbl Ha Buiute lOmum CamoiinoBoii Ha
o3epe KoMo — B Tex MecTax, T/ie pa3BepThl-
Baercs nelictBue pomana T.Ipoccu «Mapko
BuckonTtu». M XoTs onurcaHus CLeH, U30-
OpakeHHBIX BploToBBIM, HENb3sl HEro-
CPEICTBEHHO HAWTW Ha CTpaHMWILIaX 3TOK
KHWTH, UCCeI0BaTe M MPaKTUIECKU yBe-
PEHBI B TOM, YTO PUCYHKH CBSI3aHBI C CIO-
JKETOM JIMTEPATYPHOTO MPOU3BENCHUS®.

[TomMuMO MUKAHTHOM MOMYISIPHOCTA
B CajJOHaX M TOCTUHBIX, JUTEpaTypHas
OCHOBa TIpuaaBajia pabotam bproioBa
TIOTIOJTHUTEIbHBIE OTTEHKUM W CMBICI.
SApkuii mpumep TOMY — XMBOIMUCHOE
nonotHo «lamaromrass Cseriana» (1836,
Hiukeropoackuii rocynapCTBEHHBINM Xy-
JIOKECTBEHHBIN My3eil), BbI3bIBalollIce
OIHO3HAUHbIE aCCOLMALUM C TIOIYJIsp-
HOI B Te ronmbl Oautamoii KyKoBCKOro
«CBetnaHa». KpacouyHasi xxaHpoBasi clieHa
npuodperana JUisi 3pUTEIeii TOM BMOXU
TIyOMHHBI pOMaHTUYECKUI TTOATEKCT.
Tananue — He MPOCTO 3aHUMATENIbHBIN
0o0psii, a TIOMbITKA BBIATU 3a Mpeaesbl
BUJAMMOTO, BEIIHOIO MUpa; 3epKajlo —
CHUMBOJI CBSI3U C TIOTYCTOPOHHUMM CHJIa-
MMU; OTpaxkeHUE B 3epKajie — CBONCTBEH-
Hasl POMaHTU3MY UTpa peajbHOTO U Uppe-
aJIbHOTO, JIBYCMBICJICHHOCTh B TOJIKOBa-
HUY TIOJUTMHHOTO M MHUMOTO, CYIIIHOCTH
ObITUS U WLTI03UK. [ToJTHbIE MUCTUYECKO-
To TyMaHa 3aKJIIOYMTEIbHBIC CTPOKU Oai-
JIaTbl aBTOMATUYECKKM HAKJIAIbIBAIMCh Ha
BOCIPUSITUE KAPTUHBI:

K.IL.BPIOJIJIOB
JoboeHoe ceudarue.
Haiioennoe nucomo. 1832
J1Be KoMNo3uuuu

Ha OJIHOM JINCTe

Bywmara, cenusi. 22,3 x 32
T

Karl BRIULLOV

The Meeting of Lovers.
A Letter Discovered
1832

Two compositions

on one sheet

Sepia on paper

223 x32cm

Tretyakov Gallery

Bzopom cuacmauswiii meoum

He xouy u craeol;

Crasa — nac yuuau — ObiM;
Ceem — cyobs ayKasblil.

Bom 6aanadet moax moeii:
«JIywwuii opye Ham 6 Hcusnu ceil
Bepa 6 nposudenve.

bnae susncoumens 3akon:

3decy Hecuacmbe — ANCUBBLIL COH,
Cuacmove — npobysicoeHve».

Ha cioxxeT omHOMMEHHOI Oasiiaabl
ZKykoBcKoro HamucaHa KapTuHa bpron-
noBa «[lepu u anren» (1839—1843, Bonro-
rpaackuii My3eil M300pa3uUTesIbHBIX MC-
KyccTB). Heslb3st He BCMOMHUTD U TTOJIOTHO
«baxuncapaiickuit honran» (1838—1848,
Bceepoccuiickuit myseit A.C.IlymikuHa),
co3/1aBaBllieecsl Ha BOJIHE BCeoOIIeit CKop-
6u o koHuuHe [lymkuHa. [lepBoHauaabHO
BpronoB xoten oTmath naHb BETMKOMY
03Ty, CO3IaB MPOEKT MaMSITHUKA 1 (hpOH-
THUCITHC K €70 COUMHEHUSIM, HO 3TUM 3aMbl-
claM He CYXIEHO ObLIO OCYIIECTBUTHCS.
Kaptuny xe BrocienctBuu mpuodpesna
BeJiMKast KHaruHsi Mapust HukosnaeBHa.

TakuMm 00pa3oM, BIOJHE JIOTUYHBIM
BBITJISIIUT TIPEATIONOXEHWE O TOM, UTO
paccMaTpyBaeMble aKBape v BBHITTOJTHEHBI

2 Topyoomunckuii Baaoumup. Bpronnos. Tymkus. Bpemsi. 3amerkn // TTanopama uckycers. Boim. 8. M.,

1985. C. 350.

Tam xe. C. 345.

4 Bouapos U .H., I'ywakosa 10.I1. Kapn Bpronos: Utaneauckue Haxonku. M., 1984. C. 88.

MHOr/Ia CYMTAIOT, 4TO TBOPYECKHMIT TeMrnepaMeHT BpronioBa He MO3BOMNS eMy JieNaTh HILTIOCTpaiyin

B TIOJIHOM CMbICJIE 3TOrO CJIoBa (a He BOJIbHbIE (hanTasmm). DTo He Tak. B kayecTBe npumMepa npuseem
JIBE IPABIOPLI 110 €r0 PUCYHKAM, BBINOIHEHHBIM CIELMAIBHO sl [Ty OIMKALMN B JTUTEPATYPHOM
c6opHuke. 06 arom ynomunaet Tapac Illepuenko B nosectn «Xynoxkuuk»: «Kapin INaBnosuy oberuascs
cienath pucyHok CMUPJIMHY JIst €MO CTa TATEPATOPOB, M OH CITYXKUT €My BCEIO CBOCH) OHOIMOTEKO0> .
K c6opruKy npuioxKeHbl rpaBropbl o padotam Bpronnosa Kk pacckasam «[Ipepaiienue rojioB B KHUTH
" KHUT B T0o710BbI» Ocuna MBatoBiya CeHKOBCKOro i «BOCMIOMIHAHNS 0 MOEM TpHsiTelie» AJeKCaHpa

Cemenopuya Ilnikosa.

& Buzeab ®.@. 3anucku // Pycckue memyapbl. M36pannbie crpannupl. 18001825 rr. M., 1989.

C. 470-471.

HALLW MYBITMKALIMA

Kapsiiom bprosiioBsIM B KauyecTBe WILIIO-
crpauuii Kk HoBeie Hecropa KykonbHu-
Ka. OmHAKO YTBEPOMBILIYIOCS aTpUOYLIHIO
OTIPOBEPTHYTH HeJleTKo. [1oaToMy Hemb3st
OCTaBUTh 0e3 BHUMaHUS U BTOPYIO Bep-
CHIO: B TEKCT BOIILTU OTMTMCAHUS yXKe CyLe-
CTBYIOIIIMX aKBapesieil, KOTOpbIe 0 CBOE-
My CONEPXaHWIO BITOJIHE MOTJIA OBITH
CaMOCTOSITeJIbHBIMU TIPOU3BEICHUSIMU.
«[1pepBaHHOE cBUIaHUE» — 3a0aBHAsK
JKaHpOBasl CLIEHKa, BIIOJTHE B JyXe BpeMe-
Hu. Cioxer akBapean «CoH 0aOyiiku
Y BHYYKU» MOXET TOKa3aThCsl COBPEMEH-
HOMY 3pUTEITI0 HEBHATHBIM. OHa KaxKeTcst
¢dparMeHTOM Kakoii-To 0oJjiee pa3BUTOI
TeMbl U TpeOyeT KOMMEHTapusi, OIHAKO
B TJIa3aX COBPEMEHHUKOB ObITa HATIOTTHE-
Ha BIIOJIHE TIOHATHBIM CMBICIIOM. [1puBH-
JIEBILMECS] MOJIOAOM JEBYLIKE KpPbUIATHIN
BCAaJHUK C TIEPENYTraHHOW CIYTHULIEH,
Kiaaouiie, yepen — tpadapeTHble, BCeM
M3BECTHBIE CUMBOJIBI MOIHOTO YBJIeUe-
Hus1 poMaHTU3MOM. COOCTBEHHO, UMEHHO
B 9THX KaTeTOPUSIX OIUCHIBAT TIOSIBIIEHUE
HOBOTO HarpasieHus B Poccun octpoym-
Hblii Memyapuct ®.D.Burenb: «Kykos-
CKUI TIPUCTPACTUIICS K HEMELIKOU JTUTepa-
Type W CTal Hac TOTYEBATh... €€ TPOU3-
BEICHUSIMU... MepTBellbl, MPUBUICHMS,
YepTOBIIMHA, YOUIICTBA, OCBEIIAEMbIE JTy-
HOIO... BMecTO [epo, ¢ HEXXHBIM TpereToM
oxupaaroliei yronatouiero Jleanapa, npen-
CTaBUThb HaM OellleHO-CTpacTHYyIo JleHopy
CO CKauylIMM TPYIoM JiroOoBHMKA! BoT 1
HayaJio y Hac poMaHTu3Ma»®. B KoHTeKcTe
CTEPEOTUITHBIX TPEACTABICHUI O HOBOM
HarpaBJIeHUU HeOoJblIasi akBapeib bpro-
JUIOBA — UPOHUS HA BEYHYIO TEMY: UIeaTbl
CTaporo M HOBOTO BpeMeHM. HauBHBIE
pafiocTu U JIOOOBHbIE MPUKITIOUEHUS
raJJaHTHOTO BeKa TMPOTHUBOITOCTABICHBI
JKYTKOBATBIM Tpe3aM MOJIOIOTO TIOKOJIe-
HUSI, ONYPMAHEHHOTO POMAaHTUYECKUM
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reminiscent of a scandalous incident in
which Briullov himself was involved in
Rome. In the late 1820s a young woman
took her life because of him, plunging her-
self into the Tiber from the Ponte Molle
bridge. The incident caused much public
concern, and caused a great deal of harm to
Briullov’s reputation.

Kukolnik’s interpretation of the
events was obviously intended to release
his artist friend from responsibility for the
tragedy, representing him as the victim of
destiny and circumstances. Kukolnik
depicts the psychology of a genius who is a
hostage to his own greatness: “A rock is not
to blame if a passionate wave breaks into
miniscule spattering drops rushing to kiss
the rock’s granite brow!” The sculptor
Canova is portrayed as a high-minded per-
son possessing both the moral virtues and
the power of talent. Art and well-doing are
the two realms upon which all his attention
is focused. Thus, the simple-mindedness
in everyday life typical for the sculptor
absorbed in his art lays out a trap for him.
Unable to comprehend the whirlwind of
human passions, in a critical moment
Canova proves insensitive and even tact-
less. An earnest desire to help the girl
results in an awkward tragic misunder-
standing and brings her to her death. Bri-
ullov, having often talked with Kukolnik
about his feelings, probably reached that
interpretation on that notorious episode
from his life.

It is easy to imagine Nestor Kukolnik
discussing with the “fraternity”, at a
reunion, the idea for the novella and read-
ing finished fragments. The first half of the
19th century was a time notably rich and
diverse in cultural activities. Arts became a
part of everyday life, forming its live tex-
ture. The exchange of artistic ideas and
discussion of creative plans were a com-
mon topic of conversation in society draw-
ing rooms. Friends presented to one
another narrative plots and fictional char-
acters, musical themes and poetic phrases.
Leafing through Briullov’s album of water-
colours, Kukolnik could suddenly get an
idea to describe several genre pieces in his
novella. That was in keeping with the
habits of the time — a literary play, a joke
similar to poetic improvisations on a given
topic, fashionable in the drawing rooms of
the time, to acrostic or bouts-rimes
poems. The fact that both illustrations
treat only peripheral subplots of the main
narrative seem to confirm this version. In
the novella the episodes illustrated look
more like optional appendages, “literary
vignettes”.

So what came first — the illustrations
or the novella? Was it Kukolnik following in
the artist’s footsteps or Karl Briullov illus-
trating his friend’s work? It remains difficult
to decide, and more archival research is
needed. Whatever the case, both versions
demonstrate interesting forms of interac-
tion between Russian literature and pictori-
al art characteristic of the first half of the
19th century.
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K.IT.BPIOJITIOB
Taoarowan Ceemaana
1836

Xoucr, macio. 94 x 81
Hinkeropopcknit
rOCy/IapCTBEHHbIIT
XY/IOXKECTBEHHbII My3ei

Karl BRIULLOV
Svetlana (A Russian Girl
Telling Her Fortune)
1836

Oil on canvas

94 x 81 cm

Nizhny Novgorod Art Museum

K.IL.BPIOJIJIOB
Topmpem asmopa
u baponeccol

E .H.Meanep-
3akomeabckoil

¢ 0e80uKOIL 8 N00Ke
1830-¢

He okonuen
XouncT, Macio
151,5 x 1903
I'PM

Karl BRIULLOV
Portrait of the Painter
and Portrait of the
Duchess Moeller-
Zakomelskaya with

a Girl in a Boat. 1830s
Unfinished

Oil on canvas

151.5 % 190.3 cm
Russian Museum
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MuctTuu3MoM. [logoOGHBIE KapTUHKH
MOJIb30BAJINCh HEMAJION MOMYJISIPHOCTBIO.
OHU OBUTM YMECTHBI, HalIpUMep, B Kaue-
CTBe Tofapka. bproJuioB BBITIOIHSLT HEMa-
JI0 pabOT TaKOTO poja Ha 3aka3. PucyHku
MOHOTO XMBOIUCITA MEUTAIN 3aITOJTyYUTh
MHOTHE JTIOOUTEN XYI0XKECTB.

KoneuHo, paccmaTpuBaeMble akBa-
penmun — He amb0OMHas WMITPOBU3ALINS,
BJIEKOMasi IMoJjieToM (aHTa3uu, U TeM
OoJiee He 3apucOBKa ¢ HaTypbl. B obenx
aKBapessIX OTCYTCTBYET JXKMBOCTh HEITO-
CpeaCcTBeHHOTO BocmipusiTus. Odunue ae-
TaJleil, TIATEIbHOCTb IMPOPadOTKH, «CO-
YUHEHHOCTb» KOMITO3UIIMM HE Al0T 130a-
BUTBHCS OT MBICIU, YTO 3TO BCE-TaKU
WITIOCTpallMu (PUCYHKU WJLTIOCTPATUB-
HbI, TIOBECTBOBATEJIbHBI 110 CBOEH CYyTH).
TBopuecTBy bproiioBa B IpuHLIMIIE TTPH-
cyle CTpeMJIeHUE K PaccKasy, OIMMCaHMUIO.
C camoro Havaja ero TSIHYJIO K TaK Ha3bl-
BacMOM JINTEPATypHOCTH KOMIIO3UIIUH.
BcrioMHMM M3BeCTHBIN Cilydait BpeMeH
o0yueHuss B AkageMuu XynaoxecTB. He
YIOBOJBCTBOBABIINCH paMKaMy ITOCTa-
BJICHHOM 3ajaud, TaJaHTJIMBBIA YUYEHUK
JOTTOJTHSIET INTYIUIO HATypIIMKa BOOOpa-
JKaeMbIM TIEM3aKHBIM OKPYXXEHHEM M U3
OOBIYHOM TTOCTAHOBKM JIeaeT KOMITO3HU-
o Ha Mmudosornyeckyio temy («Hap-
LIMCC, CMOTPSIIIIMIACS B Bomy», 1819, TPM)’.

CoObiTust HOBeubl  KykonbHMKA
«Ilcuxest» pasBuBatlorcss B Wrtanuu, rae
caM nucaresib HUKoraa He Obul. O4eBu-
HO, IPOM3BEIeHUE CO3AaBAIOCH MO, BIUSI-
HUeM BocroMuHaHuil bprosiosa. Utas-
STHCKWE BITEYATIIEHUS XyTOKHNKA OITyIIa-
10TCs U B (hadyJie MPOU3BEACHUS B 1I€JIOM,
U B ero aetasx. JleiicTBre HaUMHaeTCs Ha
JKUBOIMUCHBIX Oeperax o3epa Komo. Mo-
JIONOI Bpay, OT UMEHU KOTOPOIO BeaeTCs
MOBECTBOBaHMUE, HACIaXIACTCs JIOMOYHbI-
MU TPOTYJIKaMU, YIUBAsICh CO3BYYHMEM
MPUPOIBI W TTO3TMYECKOTO YyBCTBA. DTU
SMM30/bI CKOPEE BCETO «CIMCAHBI» ¢ pac-
cka3oB bproioBa o ero mpeObIBAHUM Ha
Buuie FOmuu CamoitnoBoit B 1832 romy.
TIpusiTHBIE BOCTIOMMHAHUSI O TPOTYJIKax
Ha BOJIe Xy[IOXKHUK 3arevatsiesl Ha MOJ0THE
«ABtonoptper B Jioake» («[loptpet aBTOpa
u 6apoHecchl E.H.Memnep-3akomenbckoit
C IeBOYKOIi B Jloake», 1830-¢, [PM).

B kauecTBe TIaBHOTO Teposi CBOETO
counHeHUsT KyKOJBHUK BBIBEJ WTab-
SIHCKOTO CKyJIbNTOpa AHTOHHMO KaHOBY
(1757—1822). INucarenb yxe He B TIEPBbIi
pa3 oOpammajncsg K JMYHOCTU BEIMKOTO
mactepa — B 1838 roay um Obuia oryosu-
KOBaHa CTaThsl O XKM3HU 1 TBOPYECTBE 3HA-
MEHUTOrO WTambsHIA. B «[lcuxee» ke
KykosibHUK 3aTparuBaer TeMmy CYIbObl
TBOPYECKOI JIMYHOCTU C MO3ULIUU XyHdO-
JKECTBEHHOTO BBIMBICJIA — aBTOP BBOIUT
CcOOBITUST M (DAKTHI, HE YITOMUHABIIIAECS
UM B Ouorpaduueckoit cratbe. MIMeHHO
9TU (paKThl BHOBb YKa3bIBalOT HA BIUSIHUE
bprosuiosa.

B HoBejule pacckazaHa Tparuyeckast
WCTOPUS UTAJbSIHCKON MEeBYIIKHU, BIIO-
OJICHHOI B TEHUAJBHOIO CKYJBIITOpPA.
Be3oTBeTHOE UYBCTBO MPUBOJIUT €€ K CaMO-
YOUIACTBY — CJIOMJIEHHAs] HETIOHUMaHUEM,

K.IL.BPIOJIJIOB
Hapuyucc, cmompawuiica
6 600y. 1819

Xouict, Macio

162 x 209,5

IPM

Karl BRIULLOV
Narcissus Looking into
the Water. 1819

Qil on canvas

162 x 209.5 cm

Russian Museum
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CloXeT 3aMMCTBOBaH
13 TPeTheil KHUrH
«MeTramopcos» Osuust.

oHa Opocaercs B Bojabl Tubpa. Croxer
HalOMUHAeT CKaHIal, MPOU3OLIeAIINI
B Pume ¢ BpromtoBeiM. B konme 1820-x
TOJIOB M3-3a HEeTO TIOrMoJIa XXeHIIMHa, Opo-
CUBILMCH B peKy ¢ Mmocta IloHte-Mojure.
Hcropus Hazmenania MHOTO IilyMa U HEMAaJIO
TTOBPEIVJIA PEIyTallK XKUBOTIHCIIA.

TpakToBKa COOBITUIA, MTPEATOKEHHAS
KykonbH1KOM, SIBHO MMea CBOEil LeNbio
n30aBUTH JpyTa-XyJOXXKHUKA OT OTBET-
CTBEHHOCTH 3a Tpareiuio, MpeacTaBuB ero
XKepTBOM CyabObl U 00CTOSITENbCTB. Ky-
KOJTBHUK PUCYeT TICUXOJIOTHUECKYIO Kap-
TUHY, B KOTOPOW TEHUI OKa3bIBaETCS
3aJI0)KHUKOM COOCTBEHHOTO BEJIMYMSI:
«Ckana He BWHOBaTa, €ClIW CTpacTHas
BOJTHA paciIubeTcsi B MeNKue OpbI3TH,
Opocasich TIOIeIOBaTh TPAaHUTHOE e Ye-
s10!» CKyJIBITOP TIPEACTAET Mepel YhTaTe-
JieM GJIaTOPOIHBIM YEJTIOBEKOM, B KOTOPOM
COGIMHSIIOTCS BBICOKME IYIIEBHBIE Kade-
CTBa U cuja TajaHTa. Bce ero BHUMaHue
COCPENOTOUYEHO Ha MCKYCCTBE U OJIar0TBO-
perHuu. Bmecte ¢ TeM Xxuteiickoe Tpoc-
TONYIINE TIOTJIOMIEHHOTO TBOPYECTBOM
CKYJIBIITOpPA PACCTaBIISIET JOBYIIKU Ha €ro
JKU3HEHHOM MyTH. He criocoOHbI MOHATH
Oypio 4esioBeuecKux cTpacteit, KaHosa
B KPUTUYECKUII MOMEHT OKa3bIBaeTCsl
cien u gaxe 6ecrakteH. MickpenHee xemna-
HUE TTOMOYb JIEBYIIIKE TIPUBOIUT K TParv-
YeCKOMY HEIOpa3yMEHUIO U €€ TUOesu.
HaBepHoe, UMEHHO TaK CTpEeMMJICS 00bsIC-
HUTb U3BECTHbIE (DaKThI CBOEI Ororpaduun
cam BproyutoB, BO3BMOXHO, He pa3 JIeInB-
LIUIICS TepeKUBAaHUSIMU C APYTOM.

Jlerko mpencraBuTh, KaK Ha OTHOM
u3 apyxeckux BeuepoB Hectop Kykoib-
HUK 00CyXIaeT ¢ «OpaTueil» 3ambIcen

TPETBAK

HALLW MYBITMKALIMA

HOBEJUTBI, YMTAeT TOTOBBIE OTPBHIBKU.
KynbrypHasi Xu3Hb TEpBOM TOJOBUHBI
XIX crometust OTIMYAIACh HACHIIIEHHO-
CThIO ¥ pa3HoobOpa3ueM. McKyccTBa Hermo-
CPEACTBEHHO BXOIWJIM B OBIT BIMOXH,
COCTaBIISIIA €ro KUBYH TKaHb. [Ipu-
BBIYHBIM TIPEIMETOM CBETCKOTO OOIIe-
HUS ObLIM OOMEH XYyHOXECTBEHHBIMU
UaesMU, 00CYXKIIeHUE TBOPUYECKUX 3aMbl-
c0B. JIpy3bst Tapuii apyT IPYTY CIOXKEThI
U TIEPCOHAXKE, My3bIKaJIbHbIE TEMBI 1 110~
3TUYECKUe (ppasbl.

Jlucras akBapenbHbIii aiboom bproi-
JoBa, KyKOJIBHUK MOT HEOXKHMIAHHO 3aro-
peThbCs Meei onucaTh HECKOIbKO KaHPO-
BBIX KapTUHOK B CBOeii HoBelte. JluTepa-
TypHast UTpa, IIyTKa ObUIA BITOJIHE B IyXe
BpEMEHM, MOJOOHO MOJHON B CaJOHaX
MO3TUYECKO MMITPOBM3allMM Ha 3adaH-
HYIO TeMy, aKpOCTHUXy WIu Oypume.
B monp3y 3TOil BepcMM CBUACTEIBCTBYET
U TOT (paKT, 4YTO 00e WILTIOCTpalUM Kaca-
IOTCSI OTHIONIb HE TJIaBHOM JIMHUM CIOXKETa.
HarpoTus, MpoMITIOCTpUPOBAHHBIC SITH-
30/IbI KaxKyTCsl, CKOpee, Heo0sI13aTeTbHbIMK
YKpalleHUsIMU, «IATEPaTypHbIMUA BUHb-
€TKaMM» B TEKCTE HOBEJLIBI.

Tak urto ke ObLIO B Havaje: WIIo-
cTpauuu uiau HoBesna? CrhemoBai Ju
KykobHUK 3aMBICTy XYTOXHHWKA WU
Bpro/iJIoB BBHITTOJHUII WJITIOCTPALIUM K
npousseneHuto apyra? TpynHo ckasats.
TpeOyroTcs TOMOTHUTEIbHbBIE UCTOPUKO-
apXUBHBIC U3bICKaHUs. B moboM ciaydae
00e BepcHU IEMOHCTPUPYIOT MHTEpeC-
Hble (OPMBbI B3aUMOIEUCTBUS PYCCKOM
JINTEPATyphl M U300Pa3UTETLHOTO UCKYC-
CTBa, XapaKTepHBIC JIs TIEPBOIA TTOJIOBH -
Hbl XIX Beka.
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