Onbra AtpolyeHKo

Hauvano xonnekuuun

K ncropumn npuodpeTeHust
I[I.M.TpeTbhsKOBBIM IIEPBOM KAPTUHBI

B 1856 roay HaunHalowwmin kosueKkumoHep Masen Muxainosuy TpeTbAKoB cae-
Jian nepeoe npuobpeteHune ana oyayweit ranepen. TMM NpousBeeHNEM OKa3a-
nacb KapTuHa «CTbluKa ¢ GUHIAHACKMMU KOHTpabaHaCTaMu» XyAoXHUKa Bacu-

C WHTEpecoM cnejun U npovsBefeHus
KOTOpbIX BCe yalle npuobpetan B cBoe
cobpaHue, He Morno ocrtatbcs 6e3s

nna lpuropbeBuya Xyasakosa.

YAAKOBY TOrja WCMONHWIOCH
BCEro TPMALATb JIET, HO OH yXe
nonb3oBanca GonbWwuM ycne-
XOM B XY[LOXeCTBEHHbIX Kpy-

rax. Ero Kapbepa yaauHo cknagbiBanacb

BO MHOrux oTHoweHuax. Kueonucel,

ObICTPO nojfy4yan 3BaHWA: aKajemuKa,

notom npodeccopa. TanaHT ero nosso-

nsan pabotaTb B pasHbIX KaHpax: nop-

TPETHOW, WUCTOPUYECKON, PeNUrno3Homn

xuBonucn. OH VMen MHOroYMCIeHHbIX

3aKasyMKoB, B TOM 4uc/e MMnepatopa

Hukonas | n apyrux 3HaTHbIX 0cob, a

TaKXXe BO3MOXHOCTb NpojaBaTb CBOWU

Npov3BeeHUs W3BECTHbIM KOJIEKLMO-

HepaM. [louTn Ha Kaxpowm akagemuye-

CKOW BbICTaBKe TeX JIET MOXHO Obl10 yBU-

JeTb MOPTPeTbl ero KUCTW.

B 1850 rogy BHMMaHue ny6aunku
npuBAeKna, noxanyn, ogHa U3 Nyywnx
pabot B.MXyaskoea, Aaoweawwx Ao
Hawero BpemeHu, - noptpet A.C.Kamuh-
CKoro, Toraa ewe yvyeHuka Akagemuu
Xyf,0XKecTB, B OyAyLLeM U3BECTHOIO apxu-
TeKTopa, Co3/aBLlero MHOXecTBO MpoeK-
TOB 3/aHWiA, BKNlOYaA nepBble 3JaHUA
TpeTbAAKOBCKOW ranepen’.

TpeTbAKoB, BUANMO, Npuobpen 3ToT
noptpet nocsie 3HakomctBa ¢ A.C.KaMuH-
CKMM, KoTopoe cocTtoanock B Pume B
1860 roay. OHM cpa3y noHpaBuauCb
ApPYr ApYyry, CTaB BMOCNEeACTBUWN [py3bA-
MU N efNHOMBbIWNeHHUKamMn. B 1862 ro-
Ay VM CyXAeHO ObiN0o NOpOJHUTLCA:
MONOAON apXWUTEKTOP YKeHWICA Ha poA-
Ho cectpe [laBna MwxainnoBuuya -
Codbe MuxainnosHe TpeTbAKOBOM.

KaptuHy «CtbluKa ¢ GUHAAHACKN-
MU KoHTpabaHauctamm» Masen Muxain-
NOBUY Kynun y XyAaskoBa, cneumanbHo
noceTvB ero mMactepckyto B [letepbypre.
[Jo atoro, B 1853 roay, npousBeseHue
6b110 NokasaHo B MocKBe Ha BbiCTaBKe,
OpraHn30BaHHON MOCKOB-CKMUM XyA0xe-
CTBEHHbIM 06LLeCTBOM B Yunnuiue *unBo-
nucn n BasHuA. O KapTuHe cpa3sy 3aro-
BOPWUAN KPUTUKW, OTMeYasd He TONbKO
XYAOXeCTBeHHble JOCTONHCTBA Npon3Be-
JAEeHWUA, HO N OPUTMHANBLHOCTL CcloXeTa. B
OJJHOW 13 cTaTel, MOCBALLEHHON NaMATH
B.I'XyaskoBa n n3paHHON yxe nocne ero
cMepTu, noayepkuBanoch, yto «’CueHa
KOHTpabaHancToOB” Obina B CBOE BpeMmsA
OTPajHbIM  ABJIeHNEM, OT KOTOpPOro
BeAJIO KM3HbIO»%
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3acnyra XyaskoBa cocTosina B TOM,
4TO OH, paboTaBLM1 NPeVMYLLECTBEHHO B
XaHpe WCTOPUYECKOW W penurnosHomn
XMBOMUCK, 06paTUICA K COBPEMEHHOMY
CIOXKETY, NbITAACh ero peasbHO TPaKTOBaTb.

Ha kapTuHe npejctaBiieH MOMeHT,
KOrzia Kopnyc pycCKoW norpaHu4Hol cTpa-
XM HacTuraet nobuTenein nerkon Haxwu-
Bbl, 3aHMMAIOLMXCA NPOTUBO3aKOHHOMN
nepenpasoy HeneranbHoro ToBapa®. Hec-
MOTPA Ha aKajeMUYecKyl CXeMy KOMMo-
3ULMOHHOTO NOCTPOEHUA MpPOU3BeAeHus,
aBTOpY YAanoChb BHECTU B paboTy KM3HEH-
Hyl0 3KCMpeccuio, nepefaTb Hakan cTpa-
CTel, COMyTCTBYHOLUMX OCTPOTE MOMEHTa.

He TOnbKO CHOXET KapTuHbI, HO U
JNYHOCTb aBTopa 3auHTepecoBanu MNasna
MwuxaiinoBuya, Bo BCAKOM ciy4ae, C 3T0Oro
BpPeMeHW MeXay HMMW ycTaHaBiMBaloTCA
Apyxeckue oTHoweHua. C nepeesgom
MOJI0A0r0 XyAOXHNKa B MOCKBY, NoCKosb-
Ky XyasKoBy Obifio NpejsioKeHo MecTo
npenogaBaTtens UCTOPUYECKON XMBOMUCK
B Yumnuiie UBONWCK U BasHWA, Y HUX
noABMIaCb BO3MOXHOCTb Yalle BuAeTbCA
1 obwatbeaA. B ogHoM u3 nucem AlN.bot-
KVHOM MMA XyAAKOBa Ha3BaHO B uucne
cambIx O6nM3KMX npusTenein TpeTbaKoBa“.
OpHaKko B BOCMOMWMHAHWAX, HanMCaHHbIX
€l0 3HauuTeNbHO MO3Xe, BHOCUTCA PAf
yTOo4HeHnn. BoTKMHa nuLeT, 4To B Havane
1860-x ronoB Xyaskos 6bln AnA ee oTua
«be3ycnoBHbIM aBTopuUTETOMY, YT [laBen
MuxannoBuy  «UEHWUN ero cyxaeHusa u
BKYC, ;JOBEPAJI €My CBOW MJaHbl, HO, TEM He
MeHee, AylleBHan 61M30CTb Mexay HUMU
He Bblfa AOCTUTHYTa»®.

[lencTBuTenbHO, cUTyauma cknagbl-
Banacb TakMM 06pa3omM, 4To UX OTHOLIE-
HWA NocTeneHHo oxnaxgaanuce. Bugumo,
OCHOBHOW NMPUYMHON TOMY CTana pasHas
OLeHKa XYA0XeCTBEHHbIX MpOLeccos,
NpoTeKaBWNX B COBPEMEHHOM pYCCKOM
MNCKyCcCTBe, @ 3TO B KOHEYHOM cuyeTe
HEBOJIbHO YNMpanocb B MNaBHbIN ANA
TpeTbAKkoBa BoOMpoc, Kakow 06aunK gon-
KHa npuobpecTn HauMoHanbHaA rane-
pea. Be3sycnoBHo, B flene KoMmnieKkToBa-
HUA ranepen, ocobeHHO Ha nepBbIX
nopax, TpeTbAKOB O4YeHb AOPOXUI MHe-
HuemM un B.MXyaakoBa, n AA.PuuuoHu.
OpHaKo HeraTvBHOE oTHOLWeHWe XyAAKO-
Ba K TBopuyectBy B.B.Mykupesa, B.llle-
poBa, H.H.l'e, N.H.Kpamckoro, 3a TBopye-
cTBOM KoTopbix [laBen Mwuxaiinosuy
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nocnegcteuin. K Tomy e nonyyeHblin
OMbIT KOMNeKLMOHepa No3BoNAN emMy Bce
pexe npuberaTb K MomolM Apy3eil-
XYAOXHWUKOB, Oonblue f0BepsAA CBOeMY
BKYyCY.

B sanBape 1862 roga Xyaskos
nojaeT NpolueHvie 0 CBOEM YXOAe U3 yun-
nmwa n nokupaetr Mocksy. Oduunans-
HaAa BepcuA ero oTKasa OT npenoja.a-
HWA - OTCYTCTBME MacTepCKOW, B KOTO-
pOVi OCTPO HYXAANCA XYLOXKHUK, paboTas
Haj ucTopuyeckoi KaptmHoi «Ocapa
Hosropoga». Cyaa no apxvBHbIM [OKY-
MeHTaM, B 3TOoM obcToATenbCcTBE He
MocNefHIO Pofb Cbirpan WHCMeKTop u
npenogasatenb yuunuua C.K.3apaHko. B
panopte, nogaHHom 3apsHko B CoBer
MXO, Hapagy ¢ foBoAaMU, NO3BONAOLWN-
MW OTKasaTb XYAOXHWKY B OTAENbHOM
noMelleHNM MacTepCcKoW, usnaraertca
BO3MyLLeHNe cTapellero rnpenojaBare-
NA B aapec XyaAKoBa Mo nosogy Bonpoca
n3bpaHna Ha 0CBOOOAMBLLYIOCA BaKaH-
cCUI0 HOBOro npenojasatena. M3 aByx
NpeaioXKeHHbIX YYUNULLEeM KaHaNAATYp —
B.l.MyknpeBa n H.YpanoBa - Xyasakos
npeznoyen oTAaTh CBOW ronoc 3a nocnes-
Hero. HecMoTps Ha To, Kak NULIET B A0He-
ceHnn C.K.3apsiHKO, XYyAOXHWK 06bsc-
HWUJ CBOW BbIGOP «MperMyLLecTBEHHO 13
yyactua K ero (H.Yaanosy. - O.A) 6eg-
CTBUIO»; UCTUHHAA MPUYMHA, KaK Mbl
noHnmaeM, 6bina COBEpLUEHHO UHAAC.
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Kamuncknit Anekcangp Crenadosuy (1829-1897) - apxutektop, neparor. C 1848 no 1857
obyuanca B KayecTBe BonbHonpuxoAAulero B VIAX. B 1856 nonyuun BTopyto 30710Tyio Mefjanb 3a
npoeKT ny6anyHomn Guenuotexkn 8 C-Tetepbypre u 3BaHue XyAoxHMKa. Mo npoexktam KaMuHcKoro
6bI1 NOCTPOEHbI YaCOBHA Haj, cKnenoM MamMoHTOBbIX B AleKceeBCKOM MoHacTbipe (Hadano 1860-x),
nom C.M.Tpetbsikosa Ha Mpeuncrerckom Gynbeape (1871-1875), 3anbl xyaoxecTBeHHOM ranepeut
MN.M.Tpetbakosa (1872-1874, 1882, 1885, 1892 1 1897), cnpoekTnpoBaHbl fOMa, NpUHaAnexalyve
M.M.TpetbakoBy B Mockse.

PTAIN. ®. 191 (Edpemos), on. 1, ea. xp. 2137, a. 1.

B BocnomuHanusax MM.W.ILykuHa, cospatens Myses poccuilckux ApeBHOCTEN, NPUBOAATCA
cneaywoune dJaKTbI: «Ha YYXOHCKMX CTaHUMAX, KpOMe CaMoBapa, HU4Yero Henb3A 6b110 A0CTaThb,
notomy Mbl Gpanu ¢ co6oii BUHO, 4aid, Konbacy, cbip, CApAVHKM, XN1eb 1 pasHyto Apyryio NPoOBU3UIO.
B Benooctpose 6bin pyccKuii CTaHLMOHHBIN OM, XOPOLLO Me6NMPOBaHHbIN, U HaxoAUnack pycckas
TaMOXHs, rAe CripaluBany nacnopta ¥ MPOMCXOAUA TaMOXEHHbI 0cMOTP. Tak KaK YYeHUKOB
BeMcKolt WKOMbI He 0CMaTpUBaM, TO YyXOHLbI MPOBO3UAM B HalWWX CaHAX KoHTpabaHay: Tabak,
caxapHble ronosbl u T.n. (Lykur [1.4. BocnomuHanus. U3 uctopum meueHatcrea Poceun. M., 1997.
C.28)

W3 nucebma AM.Botkunoit U.C.OcTpoyxosy ot 27 mapta 1901 (OP I'TL ®. 10, ea. xp. 1502, n. 1).
[HocnosHo oHa nuweT: «[ucbma Penuna, Cracosa, Bepewarvia, fipolueHku, Bce 310 MHTepecHO
6eccnopHo. Ho yeM A yBneKatoch ¢ rofioBoif, 310 nucbMa 60-x rofoB, N1cbMa 6an3KUX npusATenei
Kak Xyaskosa, [opasckux, TpytHesa. OcoGeHHo 6nm3KkM MHe nucbMa lopasckux. OHW rocTuaun B
CeMbe, N0ChINAKTCA MOK/OHDI TIIOAAM, KOTOPbIX MOMHIO CTAPUKaMU WA MO CAlyXaMmy.

BomkuHa ATl Masen Muxaiinosny TpeTbAKoB B JoMe 1 B xu3Hu. M, 1993. C. 51-52. Ona nuwert:
«C XyaskosbiM y .M. Gbiin Gonee CNOXHble OTHOWIEHWA, YeM C APYrUMU XYAOKHUKaMU-
coBpeMeHHUKaMn. XyaaKoB Gbin cTapiue TpeTbAKOBa, BepHYNCA yxe U3 MTtanuu, nonyuun 3saHue
aKajemuka, npurnaweH B Y)KB npenopasatenem, Toraa Kak apyrve npuatenu .M. Tonbko ewe
coGupanuck exarb neHcunoHepamu AX 3a rpaHuLy».

PFANIN. ©. 680, on. 1, ea. xp. 172, n. 30. B 31om gokymenTe C.K.3apaHko go6asnet:
«TakiM 06pa3oM, Ha 0CHOBaHMN BbIGOPa, XyAAKOB NONOXKMA COCTPaaaHMe, a Npoyne MOV TOBapULLM
[raKoBOE] K BOCMIMTAHHUKY HaLlero yyniniay.

Ha nepeesg u ob6ycTpoiicTBo B
MeTepbypre Xy[OXHWK nompocun 'y
TpetbakoBa B gonr 1000 py6neit B
Hajexnae, YTo B CKOPOM BpPeMEeHW OH UX
BepHeT.  W3BectHo, uyto  laBen
MwuxaiinoBny Yacto nomoran XyAOXHU-
KaM B JeHeXHbiX Bonpocax. OpHako
cyabba, KoTopas Ha MPOTAXEHUW CTONb-
KUX neT 6naroBonvna XyaoXHWUKY, BAPYr
cTana eMy XXecToKO W3MeHATb. Tenepb
MoyTK Kaxkaan BHOBb HanuMcaHHas pabo-
Ta XyAAKoBa Bbi3blBasa KpUTuKy. Ero
06BMHANM B CyXOM aKajeMU3Me, B upes-
MEpHOW KpacMBOCTU W CaNoOHHOCTH, B
MOBEPXHOCTHOM B3rnfAAe Ha AeNCTBU-
TenbHOCTb. Jlaxe ObiBLWIME MOKIOHHWUKK
ero TanaHTa cuyuTanu, 4To «XyAAKoB
ycnes npocnaBUTbCA U — BbIAOXHYTbCAY.

B 1867 romy MNaBen Muxainnosuy
HaMOMHUA XyAOXHWKY O TOM, 4TO nopa
6b1 BepHYTb gonr. He umes cpeacts, HO
Xenaa noracuTb B3ATYIO CyMMY, XyAAKOB

BbICNan KOJIEeKLMOHepy KapTuHy «Tai-
Hoe mocelyeHne» 1 ABa 3TIOAA UTaNbAH-
cKoro nepuopa. M3 aTnx npounsseseHunin
TpeTbAKOB OCTaBWA A1A ranepen TONbKO
Hebonblwon neinsax «B OnesaHo», apy-
rme otnpasun o6paTHo. bbino sAcHo, uTo
nHTepec TpeTbAKOBa K TBOpYecTBY
XyAOXHUKa nponagan. B 1861 roay
MaBen MuxainoBuy cyen HyxHbIM pac-
cTaTbcA C KapTuHow B.Xyasakosa «Pas-
OOMHNKY», HaXOAMBLLENCA B ero Kojjek-
uun, yctynms ee Kputuky A.H.AHgpeesy.

TpyAHO cKasaTb, Kak pa3BMBaaUChb
Obl X OTHOLWEHUA ganblue, Ho B 1871 ro-
Ay B BO3pacTe COpoKa nAaTv net Bacunwnii
[propbeBny BHE3amHO CKOHuYancA oT
xonepbl. XyA0XHUK yMep, MPOXMNB 0CTaB-
lwmecA roabl B MOJHOM OJMHOYECTBE U
npaktuyecku B Huwete. Komnceunsa Aka-
AeMUM XYA0XKecTB, NPOBOAMBLIAA ONUCH
nmyLiecTBa OblBLIEro aKageMmnKa v npo-
theccopa XMBOMUCK, OLEHWNA €ero Ha

Cmbixa cymmy 2127 pybneir 40 koneek. Kpome
¢ uHnAHOCKUMU CKPOMHOW Me6enmn n He6onbLIOoro Xo3aii-
KoHmpabaHoucmamu

1853 CTBEHHOrO MMYLLECTBA, B ONWCb BOLLN
XoncT. Maco kapTuHa «[lpoBoabl uapuubl CioloMbu-
95,6 x 133.,6 Ke» 1 3CKU3bl Ha PeIUTMO3HbIe CIOXKETbI®.

rTr OcTaBluytoca YacTb Ao/ra B KONU4YecTBe
850 py6nern [laBny Muxannosuuy
BbiniaTun 6pat nokomHoro Muxawn lpu-
ropbeBuy XyaakoB, Kynew 2-i1 runbauu,
npoxueaswwuii B cene Mypaca, Cnaccko-
ro yespa, KasaHckoil rybepHun. 3tn
AeHbrn Obilnn noxepTeoBaHbl [1.M.Tpe-
TbAKOBbIM B MNO/b3y Kaccbl «BAOB W
CMPOT PYCCKUX XYAOXKHUKOBY.

Armed Clash

with Finnish
Smugglers. 1853
Oil on canvas
95.6 by 133.6 cm
State Tretyakov Gallery

7 PIAIN. ®. 191 (Edpemos), on. 1, e, xp. 2137.

8 PrUA. ©. 789, on. 14, N2 16 «X» (nuuHoe geno), n. 22, 38. B cnucke yKasaHbl cnepyowme
npoussegerus: «fonosa Cnacutensa u Eanrenuct Moanw», «CHATMe c kpecta», «[loceweHve
Cnacwutenem 6onbHOro», «AHrenbl gHA U Houw», «M3 uctopum NoaHHa lposHoro», «MoknoHeHve
BONXBOBY, «CeMeilHas CLeHa» 1 Apyrue 3CKU3bl 1 3THOAbI.

Konus nucbma M.M.TpetbAkoBa K KoHdepeHu-cekpetapto VAX M.®.UceeBy xpanutea B OP L
®. 1, ea. xp. 4704.
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The Beginning of the Collection:
Pavel Tretyakov’s First Acquisition

In 1856, the young collector Pavel Tretyakov purchased his very first painting - Vasily
Khudyakov's “Armed Clash with Finnish Smugglers”.

he thirty-year-old painter was

already well-known in artistic cir-

cles: an academician and profes-

sor, he was equally adept at por-
trait-painting and portraying historical and
religious subjects. Receiving commissions
from a large number of wealthy admirers
including Tsar Nicholas I, he was able to sell
his work to well-known collectors. No Acad-
emy of Arts exhibition was complete without
a portrait by Khudyakov.

In 1850, the artist created one of his
best paintings of those which survive today -
the portrait of the future architect Alexander
Kaminsky. Then a student at the Academy of
Arts, Kaminsky would go on to design many
well-known buildings, including the first
Tretyakov Gallery complex'.

Pavel Tretyakov acquired Kaminsky's
portrait after meeting the young architect in
Rome in 1860, and an immediate bond was
established between the two. Thinking alike
on many topics, they soon became firm
friends. In 1862, Kaminsky married
Tretyakov's sister Sofia, and the friendship
was strengthened by family ties.

The “Armed Clash with Finnish Smug-
glers” was purchased by Tretyakov in St.
Petersburg, when the collector paid a special
visit to Khudyakov's studio. In 1853, this work
had been shown at an exhibition held by the
Moscow Arts Society in the School of Paint-
ing and Sculpture. Critics had immediately
noticed the painting, not only for its artistic
merit but also for the unusual nature of the
subject. An article published in the artist's
memory after Khudyakov's death wrote: “At
that time, the ‘Smugglers’ was a welcome
sight: a painting which exuded life.”

Dealing mainly with historical and reli-
gious topics, Khudyakov was also able to
address modern subjects and to treat them
in a realistic manner - arguably, his main
achievement.

In his “Armed Clash with Finnish
Smugglers”, Russian border guards fall
upon a group of criminals attempting to
transport illegal goods®. Despite its academ-
ic composition, the painting is alive with the
fever of the moment: with fempers running
high, it is a scene full of heat and excitement.

Besides admiring the painfing,
Tretyakov held the artist himself in great
esteem. A friendship sprung up between the
two, and when Khudyakov moved to Moscow
to teach historical painting at the School of
Painting and Sculpture, the pair developed
an even closer relationship. In one of her let-

ters, Tretyakov's daughter Alexandra Botkina
claims that Khudyakov was among her
father's closest friends®. In her memoirs, how-
ever, the situation is described differently.
Written significantly later than the letter,
these reveal that in the early 1860s
Tretyakov saw the artist as an “unquestion-
able authority”, valuing his “opinions and
taste” and “sharing his plans with him”; yet
the two were not “emotionally close™.

It appears that the artist and collector
did gradually drift apart, riven, perhaps, by
their differing attitudes to ongoing processes
in contemporary Russian art. This was a key
issue for Tretyakov, as it affected the nature
of the national gallery he was creating. In the
early stages of assembling the gallery’s col-
lection, Tretyakov was greatly influenced by
the opinions of Khudyakov and Ritsoni. As
time went on, however, he gained experience
and confidence as a collector, relying less on
the opinions of artist friends. Khudyakov dis-
liked the art of Pukirev, Perov, Ge and Kram-
skoi; Tretyakov, on the other hand, showed
increasing interest in these painters, acquir-
ing more and more of their works.

In January 1862, Khudyakov resigned
from the School. The official reason for his
resignation was the school's refusal to pro-
vide him with a studio, vitally necessary for
his work on the historical canvas “The Siege
of Novgorod”. According to archive docu-
ments, this refusal was largely decided by
the school inspector and tutor Sergei Zari-
anko. In Zarianko’s report to the Moscow
Arts Society, Khudyakov's choice of a new
tutor for the school was cited as one of the
reasons for declining his request. Apparent-
ly, given the choice between Pukirev and
Udalov, Khudyakov voted for the latter,
explaining that he was touched by Udalov's
poverty. The real reason behind his choice
was, evidently, entirely differente.

Upon leaving the school, Khudyakov
left Moscow as well. To fund his move back
to St. Petersburg, the artist borrowed 1,000
rubles from Tretyakov, hoping to return the
money before long: the wealthy collector
often helped artists financially in times of
trouble. But Khudyakov's luck had changed;
his work, once so successful, now drew noth-
ing but harsh comments. Critics called him
dry and overly academic; his paintings were
deemed excessively pretty, lifeless and
superficial. Even those who had once
admired his talent now considered him fin-
ished: “Khudyakov became famous and
exhausted himself.””
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Olga Atroshchenko

Cmparcmeyrowue » In 1867, Tretyakov reminded the artist
My3bIKaHmbl. 1858 of his debt. Unable to raise the money,
Xonct, macno Khudyakov sent the collector his “Secret
Pparvent Visit” and two Italian sketches. One of these,
Travelling » the small landscape “In Olevano”, was
Musicians. 1858 retained by Tretyakov for his gallery; the
g“tof: canvas other two works were returned. Tretyakov
eral

was clearly losing interest in the artist's
work: in 1861, he gave Khudyakov's “The
Brigand”, which formed part of his collec-
tion, to the critic Andreyev.

In 1871, aged 45, Vasily Khudyakov
died of cholera. It is hard to guess how his
relationship with Tretyakov might have
developed, were it not for his early death.
The artist spent the last few years of his life
alone and virtually destitute. The belong-
ings left by the former professor and aca-
demician were valued at 2,127 rubles and
40 kopecks. Besides Khudyakov's modest
furniture and household objects, the Acad-
emy of Arts committee included the paint-
ing “Queen Suumbike Leaving Kazan” and
several religious sketches® in the valuation.
Tretyakov was still owed 850 roubles,
which were eventually returned by
Khudyakov's brother Mikhail, a merchant of
the second quild from the Kazan region.
Pavel Tretyakov gave the money to a chari-
table fund for the widows and orphans of
Russian artists.
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Alexander Stepanovich Kaminsky (1829-1897), architect and tutor. Between 1848 and 1857,
Kaminsky attended Academy of Arts lectures on an informal basis. In 1856, he received his sec-
ond gold medal for the public library in St. Petersburg and was awarded the title of artist. Kamin-
sky designed the chapel for the Mamontovs' tomb in the Alexeyevsky monastery (early 1860s);
Sergei Tretyakov's house on Prechistensky Boulevard (1871-1875); several rooms for Pavel
Tretyakov's gallery (1872-1874, 1882, 1885, 1892 and 1897); and several houses for Pavel
Tretyakov in Moscow.

Russian State Archive of Literature and Art, f.191 (Yefremov), op.1, 2137, p.1.

In his memoirs, Pyotr Shchukin, founder of the Russian Antiquities Museum, wrote: “At the Fin-
nish border posts, you could never find anything but a samovar, so we used to take wine, tea,
sausage, cheese, sardines, bread and all kinds of other provisions with us. In Beloostrov, there
was a Russian station house with decent furniture. The Russian customs officials there would
ask to see your passport and conduct customs checks. Pupils from the Bem private school were
never searched, so the Finns would use our sleighs to smuggle their goods - tobacco, sugar and
such.” From Piotr Shchukin: “Vospominaniya. Iz istorii metsenatstva Rossii” (Memoirs. Russian
Patrons of Art). Moscow, 1997, p.28.

Botkina writes: “Of course, letters from Repin, Stasov, Vereshchagin and Yaroshenko are of great
interest. But what | find really gripping are letters of the 1860s, from close friends such as
Khudyakov, Goravskikh or Trutnev. The letters from Goravskikh hold particular meaning for me:
they stayed with us, so they send greetings to people | remember as old men and women, and
people | had heard about.” From Alexandra Botkina’s letter to Ostroukhov dated 27 March 1901.
State Tretyakov Gallery Manuscripts Department, £.10, 1502, p.1.

Botkina writes: “Pavel Mikhailovich's relationship with Khudyakov was more complex than his
relations with other contemporary artists. Khudyakov was the older of the two; he had already
been to Italy, was a member of the Academy of Arts and had been invited to teach at the School
of Painting and Sculpture. Tretyakov's other artist friends had only just received Academy grants
to go abroad.” From Alexandra Botkina, “Pavel Mikhailovich Tretyakov v dome i v zhizni” (Pavel
Tretyakov at Home and in Life). Moscow, 1993, pp.51-52.

Russian State Archive of Literature and Art, £.680, op.1, 172, p.30.
Russian State Archive of Literature and Art, £.191 (Yefremov), op.1, 2137.

The following works are listed: “The Saviour's Head and Saint John the Evangelist”, “Descent
from the Cross”, “The Saviour Visits a Sick Man”, “Heads of the Angels of Day and Night”, “From
es and studies. Russian State Historical Archive, £.789, op.14, no.16 ‘X’ (private case), pp.22, 38.
A copy of Pavel Tretyakov's letter to PFIseyev, conference secretary of the Academy of Arts, is
kept in the State Tretyakov Gallery Manuscripts Department, .1, 4704.

[Ipoussenenus Bacunua XyjasikoBa
B YJIbSHOBCKOM XYIOXKECTBEHHOM MYy3€e

Jlynsa batopa

' Hukonait MBaHosuu MonueaHos (1814-1874) - xypoXHUK-
nobutens. O Hem cm.: baropa /1M1, MonuBaHoBCKMit anb6om
//MamatHukM OTeyectBa. MnntocTpupoBaHHbIi anbMaHax
Bcepoccuiickoro ofuiectBa oxpaHbl NaMATHUKOB UCTOPUU U
Kynbtypbl. N2 41 (5-6/1998). Cumbnpck-YnbsaHoBeK-CrMbMpeK.
350 ner. Bexa Haa Benuom. Y. . C. 155-168.

% Wynveuna E.H. Mponuna U.A. Wctopus CrporaHoBcKoro
yunnumuwa. 1825-1918. M.: Pycckoe cnoso, 2002. C. 28.

acunnii puropbesny
Xyaskos (1826-1871) -
B 1860-e roabl -u3-
BECTHBIV MacTEp KaHpOBOW, MOPTPeTHOM

= ;M. MCTOPUYECKOI XuBonucK, BnecTawmn
‘I -pucoBanbuimK: BbIBIINIA KPENOCTHOM, OH

CTa/ €AVMHCTBEHHBIM CUMBUPCKNM XYA0X-
HUKOM 'cepeautbl XIX BeKa, yAOCTOEH-

‘HbIM MOYeTHbIX 3BaHWUi aKagemMunKa um

npoeccopal Mimnepatopckoi Axkagemuu

. XyAOXeCTB.

0651aCTHOMY Xy 0XKe-
IpYHAANEXNT Hebonb-
13 13 npousseseHui
TOPOV HALNW OTpae-
flepuoabl TBOpYecTBa |
*uBonuela. OauHHasuaTh U3 HUX NOCTy-
ainv 8 1918 rogy 13 cobpanus Monnsa-
HOBbIX.

Bacuaui Xyaskos 6bin [BOPOBbIM
yenoBekoM' VisaHa [letpoBuya Monvsas '
HoBa (1773-1848), cumbnpckoro nomes
LiMKa, ceHaTopa, AeNCTBUTENbHOIO Tans
HOTO COBeTHUKa. B cembe MonBaHOBbIX,
rae yMenu LeHWTb UCKYCCTBO U TBOpYeE-
CKUMU cnocobHocTAMM 06nagany u oTel, s
1 CbIH', HE MOM/IX HE 3aMeTUTb TaNaHTAU-
BOFO KpenocTtHoro. MpumepHO B cepeau-
He 1842 ropa XyasakoB oKasanca B
MockBe cpeau yueHuKkoB LLkonbl pucoBa-
HUA B OTHOWEHUW K UCKYCCTBaM U peMe-
cnam, ocHoBaHHou B 1825 rogy rpagom
C.r.CtporaHoBbiM. B Hee npuHumManu
monoabix nogen ot 10 go 16 ner, «nocss-
TUBLINX cebA pa3HOro poja pemeciam u
MacTepcTBam», B TOM Ymncie 1 Jetein Kpe-
nocTHbix. Kputepuin 3aducnenua 6bin
OAVH — 0JapeHHOCTb NOCTYMaloLLEero, ero
cnocobHOCTb K pUCOBaHMIO, «..0€3 KOTO-
pOro HUKaKoW peMec/ieHHUK He B'COCTosA-
HWUM AaBaTb U3AeNNAM CBOUM BO3MOXKHOE
COBEpLLUEHCTBON, =
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Vasily Khudyakov in the Ulyanovsk
Regional Arts Museum

Louisa Bayura

asily Khudyakov (1826-1871)

was famous in the 1860s as a

genre painter, the author of

excellent portraits and historical
paintings, and a brilliant graphic artist. A for-
mer serf, he became the only painter from
the small Volga merchant town of Simbirsk
fo be awarded the honorary titles of Academ-
ician and Professor of St. Petersburg’s Acade-
my of Arts in the mid-19th century.

Today, the Ulyanovsk Regional Arts
Museum has a small - 13 works in all - but
nevertheless impressive collection of his
paintings, which reflects various periods of
the artist’s career. Eleven works were pre-
sented fo the museum by the Polivanov
family in 1918. Khudyakov was a serfin the
household of Ivan Polivanov (1773-1848),
a landowner, senator, and member of the
Privy Council. Both Ivan Polivanov and his
son', had a taste for the arfts and were
themselves endowed with artistic talent.
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They quickly recognised the remarkable
talent of their serf and by mid-1842 Vasily
Khudyakov was sent to the Moscow Art
School of Drawing, set up by Count
Stroganoff in 1825.

Young artists aged from 10 to 16 were
admitted to the school, including serfs, who
demonstrated an outstanding talent in
drawing and various arts and crafts, a tal-
ent, “without which a craftsman cannot
achieve perfection in his creations”?

Several early drawings by Khudyakov
from 1842-43 were included in an album
of drawings by Stroganoff pupils, which
can be found in the Russian Museum
reserves in St. Petersburg. This album was
a present to Count Stroganoff. Almost all of
Khudyakov's drawings included in it bear a
tutor's mark “without corrections”.

As a graduate of the Stroganoff Art
School, Khudyakov achieved a thorough
knowledge of perspective and anatomy. In
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the autumn of 1843 Khudyakov enrolled
as an external student in the Moscow Art
Class, which later became the Moscow
School of Painting, Sculpture and Archi-
tecture.

His level of skills was outstanding
even among students selected by a strict
board. His portraits, landscapes and copies
of famous paintings from the past reveal
just how far Khudyakov had progressed
over the four years of his studies in the
Stroganoff Art School. Nine paintings from
1844-45 testify to the remarkable cre-
ative enthusiasm Khudyakov experienced
during his early period at the school.

Khudyakov's copies of Rembrandt's
portrait of Hetman Sobeski and Claude-
Joseph Vernet's "View of Chitta Nova Sur-
roundings in llliria in Moonlight" are in the
Ulyanovsk Art Museum.

The artist also painted a great deal
from life at that time. The Ulyanovsk muse-
um has several of Khudyakov's portraits
from the period, which have a strong tinge
of genre painting about them. These are
"Girl in Russian National Dress" from
1844, "0ld Beggar with a Glass", and "Old
Man with a Stick".

Khudyakov's early paintings bear the
traces of the school's general democratic
tendency, as well as the influence of such
outstanding painters as Venetsianov and
especially Tropinin, who would often give
classes there as a freelance tutor.

In the Ulyanovsk Museum "Old Man
with a Stick" is displayed next to Tropinin's
"Pilgrim", thus emphasising a certain like-
ness between the work of the famous mas-
ter (who was 47 when he was freed from
serfdom), and the beginner, a serf. Both the
artists are full of compassion for their pro-
tagonists.

"Old Beggar with a Glass" is most
closely associated with the so-called "natu-
ral school of painting”, shaped by the liter-
ary trends of the time and coloured by a
cerfain physiological inclination. The fol-
lowers of this trend devoted their art to a
reflection on the darker sides of life and
the social contradictions of everyday
urban and serf peasant reality

B ¢onpax locypapcrtBeHHoro Pyc-
CKOro Mysesi HaxoAWTCSA anbboM pucyH-
KOB yyeHMKoB CTporaHOBCKOW LWIKONbI, U
cpean Hux - pabotbl XyasAKosa
1842-1843 ropos. 310T anbbom Obin
npenogHeceH C..CtporaHoBy. «be3
MonpaBKuW», — Ha4yepTaHO PyKoto npenoaa-
BaTenA CTporaHoBCKOW LIKONbI NOYTH Ha
BCEX XYAAKOBCKMX PUCYHKaX, BKIIOYEH-
HbIX B NOAAPOYHbIN anbboMm.

Bacunuin Xyaskos nokuHyn Ctpora-
HOBCKYIO LUKOMY C CONWAHbIM Garaxom.
OH npuobpen nNpoyHble 3HaHUA NepcreK-
TUBbI ¥ @aHAaTOMWM U OKasanca Cpean Hec-
KOJIbKUX JeCATKOB YYEHWKOB LIKOJbI
nepuoja ee CTaHOBNEHUA.

OceHbto 1843 roga XyaAaKoB B Kaue-
CTBe BOJIbHOCAYLIATENA Hayan nocewatb
MoCKOBCKMI XyLoXeCTBeHHbIA Khacc,
BCKOpe npeo6pa3oBaHHbIi B MockoB-
CKOE YYMNULLLE XKMBOMUCK 1 BaAHUA.

Jaxe cpean npoweawmnx otbop yye-
HVKOB XyAAKOB BbI€NIANCA CBOEIN NOAMO-
ToBJIeHHOCTbO. [lopTpeTbl, nensaxu,
KOMUN C KapTWH W3BEeCTHbIX MacTepoB
MpoLUIOro NO3BOMAT XOPOLWO MpeAcTa-
BUTb MyTb, NPOMAEHHbLIN XYA0XKHUKOM 3a
yeTblpe roga y4ebbl. [leBATb npoussese-
HWiA HanucaHbl B 1844-1845 rogax. OHu
CBUAETENbCTBYIOT 0 HebbiBanoM TBOpYe-
CKOM nojabeMme, KOTOpPbIM nepexun Bacu-
nuii XyaAaKoB B Havyane cBoeil y4ebbl. Ha
nepBoMm rogy oby4yeHus B yumnuiie, Koraa
no nporpaMMe HajJ/iexano CTaBUTb PyKY
M KOMMpOBaTb 3CTaMIbl, OH yXe paboTan
MacnAHbIMU Kpackamu. Torpa xe uM
6b1710 MICMONHEHO HECKO/BbKO 3aMeyaTesib-
HbIX KONWM.

B YnbAaHoBCKOM My3ee HaxopAaTcA
HanucaHHble B.MXyaakoBbiM Konumn nop-
Tpera Pem6panarta «letman» («AH CoGe-
ckuin») n kaptuHbl Knoga Xo3seda BepHe
«Bug B oKpectHocTax Ywmtra HyoBa B
Wnanpun npu nyHHom ocseleHnmny. Kak
6bI10 MPUHATO B y4unaulie, XyAOXHUK
MUCan yXe € YbMX-TO KOMUIA, CIYKMBLUNX
opurvHanamu B MYXKB.

OAHOBpPEMEHHO C YyYeHWYeCKUM
KonupoBaHveM B 3ToM Xe 1844 ropy
XyasakoB MHoro paboTan ¢ HaTypbl. Xpa-
HAWwMecA B YNbAHOBCKOM My3ee nopTpe-
Tbl - «[leBOYKa B PYCCKOM KOCTOMe»,
«Huwmn cTapuk co ctakaHom», «CTapuK ¢
nankom» - MMelT BecbMa OLYTUMbIN
XaHpoBbIi 0TTeHOK. O6Wwan aemMoKpaTu-
yecKasa OpveHTauuA y4yunuiia, BAvMAHUe
A.lBeneunaHoBa n ocobeHHo B.A.Tponu-
HMHa, YacTo noceliaBlUero Kjiaccbl Ha
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Portrait of an Unknown
Woman. 1852
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State Tretyakov Gallery

1

Nikolai Ivanovich Polivanov (1814-1874) - a connoisseur painfer. See: L. Bayura. “Polivanovski

albom” (Russian Monuments. An illustrated almanach of the All-Russian Society for the Preservation
of historical and cultural monuments ? 41 (5-6/1998). Simbirsk-Ulyanovsk-Simbirsk. 350 years).
“Veka nad ventsom” (Centuries Passed Over the Crown) Part 1, pp. 155-168.

2 Shulgina EN., Pronina LA. “Istoria Stroganovskogo uchilischa” (History of the Stroganoff School of
Drawing, 1825-1918). Moscow, Russkoye Slovo Publishers, 2002, p. 28.

% Sarabyanov D.P “Fedotov i russkaya khudozhestvennaya kultura 40-kh godov 19-go veka” (Fedotov
and Russian Art and Culture of the 1840s.) Moscow, 1973.
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Topdox E. Pycckas akagemuyeckan xusonuch 50-60-x rogos XIX Beka. XaHposas cTpykTypa,

npaBax HewTaTHOro npenojasaTens,
OTHYETIMBO 3aMeTHbl B 3TUX HOHOLIECKMX
paboTax XyAoXKHUKa.

«CTapuK ¢ nankow» 3KcnoHupyerca
B My3ee pagom co «CtpaHHunkom» B.A.Tpo-
MVHUHA. 3TO COCEACTBO BbIABIAET HEKYHO
o6wwHoCTb ABYX nopTpetoB. 06a XyA0KHMU-
Ka, U HaYMHaLWMIA — KPernoCTHOM OHOLWA,
1 NpocnaBfieHHbIV MacTep, MNLb B 47 net
o6peTwmin cBoboAy OT KPenocTHOWM HeBo-
JIN, WCMONHEHbI COYYBCTBMA K CBOUM
reposm.

«Huwmin cTapykK co cTakaHOM» Haw-
6onee 6,130K K HM3MONOrMYECKUM oYep-
KaM cchopMupoBaBLUeiicA B JMTepaType
«HaTypanbHOM WKonbl». CTOPOHHMKM
3TOr0 HanpaBsfieHNA NOrpy3uanchb B 0OTO-
GparkeHue NOSHON couManbHbIX NPOTUBO-
peuynin AencTBUTENbHOCTW, pacKpbiBas
TeMHble, HenpurAAHble CTOPOHbI FOPOA-
cKoro 6blTa M KpenocTHON AepeBHW’.
B nosacHoM nsobpaxeHnn onyctuBLLero-
CA MOXWUIOrO YesoBeKa HeT U cieAa Ton
«MONOXNTENBHOCTWY, KOTOPaA CBOWCTBEH-
Ha TPONMHUHCKUM 0b6pa3aM, HeCMOTpA Ha
XuTencKkne obCTOATENbCTBA, COXPAHAB-
WKM JO0CTOUHCTBO. «CTapuK co cTakaHOM»
B.I'XyaskoBa BpAA nn HanwucaH B HaTyp-
HOM Knacce yumnuuwa, rae nogbupanucb
npocToHapoAHble, Ho 6GnaroobpasHbie
Tnaxw. Ero nepcoHax - ato Tmn pyccKoro
yenoBeKa, CO3Hawwero Bclo narybHocTb
MOPOKa, HO He UMEeIOLLLero HY CWJ1, HU BOAN
eMy npoT1BoCTOATb. Ha cTpaHmuax npossbl
1840-x rofoB BcTpeyaeTcA HeMano TakUx
MepcoHaxeil, B YbMX Ayllax MOCennnochb
«pacrnonoxeHve K epodeunyy - cpeacTsy,
6e3 KoToporo He 06xoauTCSA NpPOCTONIO-
AVH, YCNeBLWMWIA YXKe HallynaTb B canorax
CBOWX JINLLHME FPOLLIN»*,
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Ewe ogHo nponsBeaeHne Xyaakosa,
BbinonHeHHoe B 1844 roay, - «[leBouKa B
pycckom KocTiome». [MonydurypHoe uso-
OpaxkeHve [eBOYKM Ha (OHE YCIIOBHOMO
neii3axa 3acTaBNfeT BCNOMHUTb He TOMb-
Ko 06pa3bl TponuHuHa, HO 1 BeHeunaHo-
Ba. OAHaKo B 3TOM nopTpeTe HeT Toi1 ecTe-
CTBEHHOW MpOCTOTbI, C KOTOPOW pacnona-
ratoTcA CpeAn CelbCKON NPUpPOAbI repou
BeHeuunaHoBa. B o006nuke «[deBouyku»
XyasKoBa, cKopee, NporNAAbIBalOT YepTbl
«b6apbllUHU-KpecTbAHKMY. B Lenom B Kap-
TWHe, HeCMOTPA Ha BCIo 6e3bICKYCHOCTb U
WCKPEHHOCTb, yraAblBaloTCA YepTbl akaje-
MW3Ma B ero cajloHHOM BapuaHTe.

B yumnuuwe ycnexn Bacunua Xyas-
KOBa 3aMeyeHbl, OH Harpax/jeH noxasab-
Hon rpamoToin. 30 ceHTAGpsA Toro e
1844 ropa CoBetr MocKOBCKOro Xypnoxe-
CTBeHHOro obLecTBa OTNpaBAAeT Ha pac-
cmoTpeHne Wmnepatopckoinn Akagemun
Xyfi0’KecTB paboTbl CBOMX BOCMUTaHHW-
koB. Cpean Hux: «"Huwmii ctapuk co cta-
KaHOM B pyKe" — 3TIOA C HaTypbl Y4eHUKa
B.XyaskoBa. O celn nocnegHein KapTuHe
CoBeT cynTaeT CBOMM A0ATOM 0OBACHUTD,
4TO y4eHUK XyAAKOB B TeyeHWe caMoro
KpaTKOoro BpeMeHU oKa3an HeoObIKHOBEH-
Hble ycnexmn»®,

B nepsbiii roa obydeHus B Moc-
KOBCKOM yumnuue XyAAKOB CTpemMuTCA
ncnpo6oBaTb CBOM BO3MOXHOCTM B
caMbIX pasHbix HanpasneHuax. OH, one-
pexas nporpamMmy, n3y4aeT 3aKOHbI nepc-
MeKTUBbI, MULLET nensaxu («MocKoBCKuUi
Kpemnb», 1844; «CyxapeBa 6awHs BO
Bpema rpo3b», 1845; «B 3anuBe. Xurynu
Ha Bonre», 1845 - Bce B YOXM).

Bacunuit XyaaKoB, eJMHCTBEHHbIN U3
Bcex obyyaBwmxcs B yyunumue B 1840-e
roabl, 6b11 yA0oCTOEH cepebpsAHON Mesanu
nepeoii ctenenu. W.MN.MonneaHoB, 06sa-
3aBLWNINCA OTNYCTUTb KPEMOCTHOro Xy-
AOXHWKA, eCNiM OH OKaXeT ycrnexu B yye-
Huwn, nognucan XyaAKoOBY BONbHYH. B
1847 ropy no OKOH4YaHMM yymnuniia Bme-
cTe ¢ MeAanbio XyaAKoB nonyyunn ot Aka-
AeMUN AVMIOM Ha 3BaHUe XyAOXHUKa «C
npaBamu Ha 4YmH 14 Knacca»®.

B 1848 ropay XyaskoB B KauecTBe
BOJIbHOCAYLWATENA, KaK yXe VMeoWwmnit
3BaHME XYAOXHWKa, NOCTynun B neTep-
Oyprckyro AKageMmMuio XyLOXecTB, rae
yuunca B mactepckon Anekces TapacoBu-
ya MapkoBa (1802-1878), ogHoro u3
caMbIX MOMYAAPHbIX U NOOMMBIX y4eHU-
KaMmu npenojaBarene.

Korpa B.N'Xyaakos B 1851 ropy
3aBeplnn y4eby B AKageMun XyaoxecTs,
ero TBOpYeCTBO ABMANO nNpumep GopmMu-
pytoleroca akagemusma. Ero tBopyeckasn
3penocTb NpMxoamnTcA Kak pas Ha 1850-
1860-e roabl, «Kkoraa OblIO 3a50XKeHO
OCHOBaHME W HaMeTWIUCb YepTbl TOro
XY[LO’KECTBEHHOIO ABJIEHWNA, KaKUM CTan
Bo BTOpoi nonoBuHe XIX Beka akapge-
MU3MY.

flpkoin Bexol B Guorpaduu xuso-
nucua ctana HanucaHHasa B 1853 rogy
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The artist’s depiction of a degraded
old man has no trace of the "positive" char-
acteristics of Tropinin; Tropinin’s subjects
always preserve a sense of dignity despite
circumstances.

Khudyakov's "Old Beggar" could hard-
ly have been painted during a lesson of
"painting from life", where plain but attrac-
tive faces were usually selected. Khudyakov
portrays the type of Russian man who is
aware of the pernicious effect of drinking,
but lacks the power and will fo resist it.

There are many such types in Russian
fiction of the 1840s - simple people who
turned into drunks as soon as they had a
spare kopeck in their pocket*. Yet another
work of 1844 is “Girl in Russian National
Dress™: the girl is depicted against a con-
ventional background, which recalls not
only Tropinin but also Venetsianov. Howev-
er, Khudyakov's “Girl” lacks the relaxed nat-
ural simplicity of Venetsianov's characters
who are placed harmoniously in rural land-
scape. She looks more like a peasant-lady
from a classical novel by Alexander
Pushkin. Despite its sincerity and artless-
ness, the portrait betrays a shade of aca-
demicism and is closer to salon painting.

Already during his first year at the
Moscow school Khudyakov's progess was
marked with an honorary award. On
September 30 1844, the Board of the
Moscow Art Society sent his “Old Beggar
with a Glass” for consideration fo the Impe-
rial Art Academy together with other stu-
dents’ works. The Board found it proper fo
comment on Khudyakov's extraordinary
progress achieved over a very short time. ®

During his first year in the Moscow
school Khudyakov was experimenting in
different directions. Moving ahead of the
programme, he studied the laws of per-
spective and drew several landscapes (“The
Moscow Kremlin®, 1844; “Sukharev Tower
During the Storm”, 1845; “In the Bay.
Zhiguli on the Volga”, 1845 - all in the
Ulyanovsk Museum).

Khudyakov was the only student in
the school awarded a Silver Medal of the
First Degree in the 1840s. His master Ivan
Polivanov, who promised fo give
Khudyakov freedom if he succeeded,
signed a permission to release him from
serfdom. Thus, in 1847, together with a
medal, Khudyakov received a Diploma and
the title of a painter “with the rights of a
14th degree official. ¢

In 1848, Khudyakov enrolled as an
external student and a painter in the St.
Petersburg Academy of Arts, where he
studied with Alexei Markov (1802-1878), a
popular tutor in the Academy. Khudyakov
graduated from the Academy in 1851 fo
become a perfect figure in the nascent aca-
demic style. In the 1850s-1860s he was
already a mature artist; and it was just then
that academism was taking shape as a
trend which would become fully estab-
lished in the late 19th century”
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Khudyakov's genre painting of 1853
“An Armed Clash with Finnish Smugglers”
became a real event in his artistic career.

The purchase of the picture was a
good reason for Tretyakov to meet the
artist as well, and their meeting went so
easily and pleasantly for both of them that
afterwards they would cherish a mutual
affection over two decades, despite misun-
derstandings that arose between them
occasionally. Right after the meeting, and
preparing for one of his usual foreign trips,
Khudyakov wrote to Tretyakov that he
would always enjoy correspondence with a
young connoisseur, so sensitive to beauty
and all things refined® When Tretyakov
started collecting art, he always took
Khudyakov's advice with respect and atten-
tion, since the latter was the most mature
and experienced artist among his friends
and acquaintances. Khudyakov was an
unquestionable authority for Tretyakov,
according to his daughter. Tretyakov
shared all his most challenging ideas and
plans with the artist.?

Khudyakov was one of the few figures
who knew about Tretyakov's most cher-
ished dream, expressed in his will of 1860
- fo set up a public art gallery in Moscow.
On Tretyakov's request, and in line with his
plans of creating a gallery of the Russian
national school of painting, Khudyakov
posed as an expert in deals involving the
purchase of pictures and entire collections.
Having visited the Pryanishnikov gallery
with its works of Russian painters from the
18th and early 19th centuries, Khudyakov
wrote fo Pavel Tretyakov that he at least
would not object against the deal, and that
probably the collection could become the
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cornerstone of the Russian art gallery, to
which others would likely willingly con-
tribute as well.”

In the spring of 1856 Khudyakov
managed to collect modest enough funds
that would allow him to undertake yet
another foreign journey to continue his
education. He visited Germany and France,
and then spent about four years in Italy.
The Mediterranean climate and landscape,
as well as Italian museum fowns, had
inspired numerous Russian painters for
about more than two centuries.
Khudyakov, far from an exception, became
probably the most ardent admirer of Italy.
At the very least, the Italian period is a
most vivid and fruitful one in his art.

Away from the Academy, he became
more open to oufside impressions, his
colours becoming richer, with dark tones
replaced by happier and lighter ones. His
numerous landscape studies of the period
attest fo the influence of the powerful tal-
ent of Ivanov. In the late 1850s Ivanov
liked to go drawing sketches together with
his lodgers, of whom Khudyakov was one."
However, the viewer should not look for the
profound philosophical ideas characteris-
tic of the Ivanov paintings: Khudyakov's
landscapes are simpler and less ambitious.
They are closer to the lyrical talent of S.F.
Schedrin. Khudyakov managed to catch
Schedrin’s unhurried intonation, telling us
about the flow of time and allowing us to
feel at one with nature. This quality consti-
tutes a special charm of Khudyakov's Ital-
ian sketches of the period. Some of them
can be found in the Russian Museum in St.
Petersburg and the Tretyakov Gallery in
Moscow.

In his landscape sketches Khud-
yakov was gradually moving towards a
large-scale work. Around 1857 he started
looking for an appropriate subject more
closely.

The Ulyanovsk Art Museum includes
Khudyakov's study “Carnival in Rome”,
one of his best Italian studies; it catches
the viewer's eye with its free brush sweep
and boldness of colours. It is difficult to
believe that such freedom of artistic
expression could be reached in the mid-
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XaHpoBas KapTuHa «CTbluyKa ¢ UHNAHA-
CKUMU KoHTpabaHancTamu». MMokynka ee
MN.M.TpeTbsAIKOBbBIM MOCNYXMNa NOBOAOM K
3HAKOMCTBY C XYAOXXHUKOM, M 3TO Mpo-
M30LLNO «TaK CNly4yaliHo 1 TaK Ge3bicKaH-
HOY, YTO, HECMOTPSA Ha PasfINyHbIe XKUTeN-
CKUWe HeypsAAWLbI N HedopasyMeHus, 06a
JAOPOXMNAN YYBCTBOM B3aVIMHOW NPUA3HU.
Cobupasick B nNoe3aKy 3a rpaHuuy, Xyas-
KoB nucan TpeTbAKoBYy: «MunoctumBbIn
locypapb lMaBen Muxainosuu! Cnyyan,
KOTOPbIA JOCTaBU MHe MPUATHOE YAO-
BO/IbCTBMeE MO3HAaKOMUTbCA ¢ Bamu, Hapge-
tocb, ByaeT BepHbIM 3an0roM u Ha Oyay-
Lee BpeMs, KOr4a, ObITb MOXeET, npuaetca
BO3BPATUTbCA MHE W3 YyXKWUX Kpaes; u
BCerja MHe o4yeHb NPUATHO OyaeT BectTu
nepenucky c nwbuteneMm, MonoabiMm,
COYYBCTBYIOLLMM BCEMY U3ALLHOMY U Npe-
KpacHomy»®. «XyaAKoB 6bln 6e3ycnoBHbIM
aBTopuTeToM AnA MaBna Muxainosuua,
KOTOPbIii MOBEPAN €My CaMble Cepbe3Hble
CBOW NAaHbl M MeYTaHUA», - nucana AoYb
TpetbakoBa A.ll.boTkuna®. Emy, ogHomy
M3 HEMHOTUX, 6bINO M3BECTHO COKPOBEH-
Hoe >xenaHune TpeTbAKoBa, chopMynmpo-
BaHHOe B 3HaMeHMTOM «3aBeLyaTe/lbHoOM
nucbme» 1860 rosa - yctponTb B MockBe
«06LLeCTBEHHYI0 KapTUHHYK ranepeto».
Mo npocbbe TpeTbsAKoBa, AyMaloLLEro 0O
cobpaHMM HaLMOHANbHON LWKOMbI XNBO-
nucu, XyAAKOB B KayecTBe 3KcnepTa BCA-
yecku crnocobcTBOBaN npuobpeteHnto
OTAENbHbIX KapTWH U LefblX KOMeKUMA.
Ocmotpes ranepeto @.U.MpAHMWHMKOBA,
npusnekaswyt [laBna Mwuxaininosuya
Npon3BeAeHNAMN PYCCKMX MacTepoB
XVIII - nepBoit nonosuHbl XIX BekKa,
XYLOXHUK nucan TpeTbaxoBy: «Bo Bca-
KOM cfly4ae A He NpoTUB 3TOro npuobpe-
TEHWUA, 3TO NsXeT, OblTb MOXET.. OCHOB-
HbIM KaMHEM pYCcCKOro XyAoxecTBa, K
KOTOPOMY KaXAbli 04eHb OXOTHO MOXe-
naeT NPUIOXKNUTL CBOIO JIENTY» ™.

BecHoin 1856 roaa, cobpas Hebonb-
wue cpeacta, XyAAKOB ycTpeMuica 3a
rpaHuuy, 4ToObl NPOJOMKUTL CBOE 06pa-
3oBaHue. OH nocetun lepmanuio, ®pan-
LMI0 1 MOYTM YeTbipe roga npobbin B UTa-
nvn. YameutenoHaa npupoaa Cpeansem-
HOMOpbSA, rOpoAa-My3en yxe B TeyeHue
nonaytopa CTONETUA BAOXHOBAAIAN pyc-
CKUX )uBonucues. He 6bin ucKnoyeHn-
em n Bacunuin lpuropbesuny. UtanbsH-
CKWUI NMepuoj B ero TBOPYECTBE, MOXeT
6bITb, CaMblii APKUI 1 NNOLOTBOPHbIN.

Bpanu ot AkagemMum MCKyccTBO ero
ctano Gonee OTKPbITbIM XUBbIM BReyat-
JIeHWAM, NanuTpa nocrteneHHo oboratu-
nacb, OYUCTMNACh OT TEMHbIX, TNYXMX
TOHOB. B MHOrouMcneHHbIX nensaxHbIX

CmpaHcmsyroujue
My3bikaHmbL. 1858
XoncT, Macno
114,8 x 99,8

Travelling Musicians.
1858

0Oil on canvas

114.8 by 99.8 cm

8 locynapctennan TpeTbakoBcKas ranepes. lMucbMa xynoxHukos lMasny Muxaiinosuuy TpetbAKoBy.

1856-1869. M., 1960. C. 5.

® Bomkuta ATl M.M.TpeTbAKoB B %U3HM 1 B uckycctee. M, 1993.C.51.

1 locyaapcTBenHan TpeTbsAkoBcKas ranepes. [ucbMa xyaoxkHuKos... C. 119.

"' Annamos M. Anekcanap Aapeesiy WBanos. uskb u Teopuectso. T. 2. M., 1956. C. 238.

3TI0AAX 3aMeTHO BIMAHWE MOryyero
TanaHTa A.A.ViBaHOBa, KOTOpbIN B KOHLe
1850-x rogoB «0XOTHO Mucan 3TAbl BMe-
cTe C neHcuMoHepamu (B TOM 4ucne u C
XyasakoBbIM. - J/1.b.) B KayecTBe Ux crap-
wero ToBapuwa»". OgHako B 3THOAaX
XyAsAKoBa He CTOMT UCKaTb MYyOGUHHBIX
dunocopcKknx wnaen, CBONCTBEHHbIX
BenuKomy xusonucuy. OHu npowe wn
KaMepHee Mo CBOeMy 3By4aHW0. XyAAKo-
By Onvxe Obil  nmMpuyeckuin - pap
C.®.llegpuHa. OH cymen ynoBuTb
LeAPUHCKYI0 MHTOHALMIO MefIEHHO TeKY-
Lero BpeMeHu, NO3BONAOLYI0 NepeaaTb
OpPraHMYecKyl CIMTHOCTb CyLieCcTBOBa-
HWA YyenoBeKa M NpMpoAbl. 3TO CBONCTBO
coctaBnser ocoboe obafAHMe UTanbAH-
CKux 3TiofoB Bacunus Xyaakosa, xpaHs-
wwuxea s F'PM u TMAUN PT.

MocTeneHHo B 3TioAax 06Hapyxm1Ba-
eTcA KapTUHHOe Hayano, yxe B 1857 roay
NAYT NOUCKU TeMbl ByayLLero 3HauynUTeNb-

K 150-NETWO TTT

HOrO NONOTHA: OANH M3 ero Ny4lWnX nTtanb-
AHCKNUX 3TIOA0B - «PUMCKMI KapHaBan»
(YOXM) - nokopseTt fep3Koi pacKoBaH-
HOCTbIO 1 cB060AON BbipaxeHuA. TpyaHo
MoOBEpPUTb, YTO CTONIb CMeNas XUBOMUCH
npuHagnexut cepeamHe XIX Beka. Ectb
BCE OCHOBaHWA nonaratb, 4YTo XyAAKOB
BblHaLLMBaN 3aMblcen KapTuHbl. «Pycckue
XYLOKHUKN Ha PUMCKOM KapHaBane» -
MMEHHO TaK Ha3blBaeTCA aKBapesbHblii
ackn3 1858 ropa, xpaHAwmica B MPM.
Komno3wnuus, 3aknoyeHHas B 0Ban, HeceT
y)Ke BCce NPU3HaKN 3aKOHYEHHOT0 KapTuH-
Horo 06pa3a, 04HAKO 3CKU3 3HAUYUTENbHO
ycTynaetT Mo CBOUM XyAOXeCTBEHHbIM
KayecTBaM y/lIbAHOBCKOMY 3THOAY.

Kak Tonbko XyaskoB mpuctynan K
KapTuHe, 06Hapyu1Banach MoLLHasA «BONA
K ctunio» (E.fopaoH), K 6onbluioMy cTunio, B
XepTBY KOTOpPOMY OTAAeTcA »XMBOMWCHasA
cBobopa. MNpumep Tomy - «CTpaHcTBYytO-
wue MmysbikaHTb (1858, YOXM), B naea-
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19th century. There are reasons to believe
that Khudyakov was planning a major
piece “Russian Painters at the Rome Car-
nival”. There is a watercolour study of
1858 of the same name in the Russian
Museum in St. Petersburg. This composi-
tion, in an oval frame, has all the features
of a complete work; however, artistically it
is much weaker than the sketch in the
Ulyanovsk Museum.

Unfortunately, as soon as Khudyakov
was about to start a large-scale piece, he
was overcome by a strong desire for a
grand style, and artistic freedom and light-
ness usually suffered. His “Travelling Music-
ians” of 1858 (in the Ulyanovsk Museum) is
a case in point. It is difficult to recognise
the artless characters of his numerous Ital-
ian studies from life in the idealized figures
of the “Travelling Musicians”.

Overall “Travelling Musicians” may be
called an excellent example of a complete
and perfect work of academic art of late
1850s with its inclination towards stories
from the life of the “people in the street”. It
seems, however, that Khudyakov was not
entirely pleased with either the topic or the
artistic result. In 1859 he confinued his
search for a narrative element which would
give him a chance to express his observa-
tions and reflections on the special fea-
tures and unique beauty of Italy and its
people, so different from the life of Russian
peasant serfs.

By 1859 Khudyakov had developed
the idea of a painting to be called “Play-
ing Stone Balls”. After his return to Rus-
sia, the picture was shown at the academ-
ic exhibition of 1860. A review of it men-
tioned Khudyakov as one of the most emi-
nent artists of the time. PM. Kovalevsky,
an authority among art critics of the time,
wrote that Khudyakov's picture was the
best at the exhibition, and that there was
much fo be learned from it. The painting
made a name for its creator. His perfect
graphic technique, powerful colour
scheme, vivid style, typical images and
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the completeness of the story “return us
to the happy early days of creative activi-
ty of the first Russian teacher of pictorial
art”, Kovalevsky wrote.? In 1860
Khudyakov was awarded the ftitle of Pro-
fessor of the Academy of Arts for this
painting.

In the 1860s he produced several
historical paintings, which shared certain
elements: they were a mixture of historical
and everyday stories, a genre developed in
academic painting under the impact of
genre painting itself. This form was highly
stimulated by the rise of historical sci-
ence, archaeology and ethnography. It
became vital for every academic painter
to know historical facts and small but
truthful details.” Thus, Khudyakov chose a
plot from Nikolai Karamzin's "History of
the Russian state"“and its chapters about
the Kazan Queen Suumbike, who was
forced to leave Kazan together with her
infant son Utemish-Girei on the order of
the Russian Tsar Ivan the Terrible. This
work by Khudyakov is poetic, vivid and
expressive, which makes its historical
story both truthful and touching®, one evi-
dently very important to the artist. Con-
temporaries could have blamed
Khudyakov for excessive sentimentalism,
but he did not force any conclusions on
the viewers, nor did he intend to pro-
nounce any judgement. It is quite clear
today that in this picture he was consis-
tently following the line along which Russ-
ian historical genre of painting was mov-
ing in the 1860s; he also demonstrates a
thorough knowledge of 16th-century
everyday life, visible in the meticulously
painted details of decoration, wood-
carved ornament of boats and the arma-
ment of the Russian warriors. Kazan Tar-
tar national dress is also depicted with
impressive knowledge: Khudyakov had
studied it specially on a trip fo the Volga.

As for the issue of the painting’s pro-
tagonist, Khudyakov also treats it in line
with contemporary ideas. Russian histori-
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cal painting of the 1860s viewed such sub-
jects quite critically, with a prevailing ten-
dency to bring the protagonist down to
earth.® Thus, Khudyakov depicts the
Queen as an ordinary woman who suffers
and resigns herself to her fate.

Another issue Russian painters of
mid-19th century were trying to tackle was
the depiction of common people: painters
of the romantic trend started placing pop-
ular masses next to the protagonist.

Artists devoted to the historical
genre started studying the everyday life of
ordinary people in order to portray the
past more truthfully. The most eminent
art critic of the times Vasily Stassov
remarked that this fendency would proba-
bly not yet lead to a genuine historical
truth, but at least it was the right
approach. It was seen as a first attempt to
research and revive the lifestyle of
ancient Rus, its human types, episodes
and characters on the basis of the tradi-
tion that survived among common people;
they were looking for an indigenous natu-
ral way of life not yet formalised by aca-
demic knowledge.”

In such a way, in his last large-scale
painting Khudyakov set himself the task of
coping with the issues facing historical
painting at that fime; in doing so, he con-
firmed with his entire art the idea of an
integrity of creative work.

Brought up among the best exam-
ples of Russian historical painting,
Khudyakov went further and created a
new variety of the genre - a combination
of historical and genre painting. He also
excelled in portrait painting; in his early
works Khudyakov created images of "peo-
ple in the street”, commoners, while in his
mature years he paid his tribute fo salon
portraits, reflecting society's need for
self-identification and the representation
of a distinct personality of the time. His
Italian period deserves special mention:
Khudyakov both knew and loved Italy and
its common people, and adored the eter-
nal beauty of Italian landscapes. His art
constitutes an inalienable part of the
Russian “artistic ‘cosmos™ of the mid-
19th century.

Queen Suyumbike
Leaving Kazan. 1870
Oil on canvas

140 by 226.5 cm
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JIN3MpOBaHHbIX, B3blBaKOLWMX K cocTpaja- Uepa s wapsbl. 1860

HUI0 FeposX KOTOPOi C TPYAOM MOXHo  Xonct.macno. 149 x 198

Kuesckuit myseit
PYCCKOr0 UCKycCTBa

Y3HaTb MPOCTOAYLIHbIX NepCOHaXen MHO-
FOYMCNEHHbIX HaTypHbIX WTaNbAHCKUX
3TIOLOB XyAOXHWKa. B Lienom 3to nonotHo Playing Stone Balls.

npeactaBnsier coboi 3aKOHYEeHHOEe U B 1860
Oil on canvas
CBOeM poJe coBeplleHHOe npoun3seneHne 149 by 198 cm

aKageMumyecKom xunsonmcu Kordua 1850-x Kiev Museum of Russian Art
rojloB C ee TArOTEHMEM K ClOXeTaM U3
KM3HUW «npocToro Hapoaga». Ho no-sunawu-
MOMY, XyAAKOB Obll He BNONHE YA0BNETBO-
peH n Temoli, 1 pesynsratoM. B 1859 rogy
OH MPOAOIKMN MOWCKWU CHOXKeTa, cnocob-
Horo Bo6paTb HabnaeHNA U pasMbliune-
HWA MacTepa 0 cBoeobOpasuu u KpacoTe
UTaNbAHCKON HapOLHOW XWM3HWU, CTONb
HEMOXOXeN Ha XM3Hb U ObIT KpecTbsH-
cTBa KpenocTtHon Poccuu.

K Tomy e rogy nocteneHHo Bbi3pe-
BaeT 3ambicen KapTuHbl «Mrpa B wapbiy.
Mocne Bo3BpalieHna XyaaKkosa Ha poau-
HY OHa 3KCMOHMpOBanach Ha aKajgeMuye-
ckoin BbictaBke 1860 roga. B o63ope
BbicTaBku B.[XyaskoB ynomuHaertca
Cpean W3BECTHbIX XWBOMUCLIEB COBpe-
MEHHOCTW: TaK, aBTOPWUTETHbIA KPUTUK
Toro BpemeHu [.M.KoBaneBckuin nucan:
«KaptHa r. Xyaskosa «Mrpa B lwapbi»
MOXeT Ha3bIBaTbCA MPOCTO JYYLUUM NpO-
n3BejeHneM BbicTaBKW. 1o Hell MOXHO
yunteca. OHa penaer rpomMkoe uMA
XYAOXKHMKY... O6pasLoBbIii ee PUCYHOK,
cuna Koloputa M COYHOCTb MUCbMa,
XapaKTepHOCTb JINL, U MOJIHOTa COYMHe-
HMA BO3BPALLAlOT K CaMbiM CYAaCTINBbLIM
AHAM [leATeNbHOCTM NepBOro yuymTens
pycckoin xusonucu (K.MN.Bpronnosa. -
J1.b)»2 B 1860 roay 3a 3Ty KapTuHy
XYAOXKHWUK Obln yAOCTOEH 3BaHWA Npo-
theccopa AKkagemMnu XyLoXecTB.

B 1860-e rogbl XyaAaxkoB Hanucan
HECKOJIbKO MCTOPUYECKMX KapTUH, KOTO-
pble 06beANHANO OAHO Ka4YeCcTBO: BCE OHU
OTHOCUANCH K TUMY MCTOPUKO-ObITOBOMN
KapTVHbI, BO3HMKLUEMY B aKaJileMUYecKoi
KMBOMUCKU MOA BAMAHUEM ObITOBOrO
KaHpa. MouwHbIM KaTanusatopoMm B
pa3BUTUM UCTOPUKO-ObITOBOI XUBOMUCU
ABUNCA pacLBeT UCTOPUYECKOW HayKMu,
apxeonoruu, aTHorpaguu. Tenepb 3HaHne
takTMyeckoro mMatepuna, noppobHocTen
n petanen o6A3aTeNbHO ANIA KaXAoro
XyLLOXKHUKa-aKagemmcra®.

"2 Koganesckuii .M. O XyAOXecTBax U XyAoHMKax B Poccuu. (Mo noBoay BbICTaBKM B
MetepGyprckoit Akagemun xyaoxects) // Cospemenuk. 1860. N2 10. C. 379-380.
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XIX Beka // B3anMOCBA3b WCKYCCTB B XyAOXECTBEHHOM pa3BuTUM Poccuu BTOPOIA MONOBWHBI
XIX Beka. M., 1982. C. 36.
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locynapcteeHHan TpeTbakoBckas ranepes. M., 2002. C. 14.

Mpeto cBoen HOBOW KapTuHbI Xyaa-
koB Hawen y H.M.KapamsuHa, B counHe-
Huax kotoporo CoserT Akagemmum Xxypo-
KecTB TPaAWMLUMOHHO 4eprnan CHXeTbl
ANA KOHKYpCHbIX nporpamm™. B «/crto-
pun lTocypapctBa PoccuiicKoro» xypox-
HWKa MPUBNEKAW [MaBbl, NOCBALLEHHbIE
cyabbe KasaHckon uapuubl CioloMbuke,
BbIHYXleHHO no HactoAHuio MBaHa
[po3Horo mokuHyTb KasaHb BMecTe c
ManofNeTHUM CbIHOM YTemuuw-lupeem.
Mo3Tuyeckas MHTOHaAUMA, NnacTnyeckas
APKOCTb M KPAacOYHOCTb A3bIKa, NpuAato-
e «0cobyto OCTOBEPHOCTb BCeW UCTO-
pvivyecKoi KapTuHe»', 6binn Heobblvai-
HO CO3BYYHbl MUPOOLLYLLEHWIO XYAOKHU-
ka. C TOYKM 3peHWs COBPEMEHHUKOB,
KapTuHy XyAAKOBa MOXHO OblNO ynpek-
HYTb B M3/UIIHEM CEHTUMeHTanu3Mme:
XYAOXHUK He AenaeT BbIBOAOB, He Mpo-
W3HOCUT «MpUroBOpa», He OCYXAaeT 3/10.
CerogHs e abCoNOTHO OYEBUAHO, YTO
OH, paboTas Haj KapTUHOW, BAYMYMBO U
nocneAoBaTeNibHO pelan akTyasbHble
3a4ayn, KoTopble CTOAAN Nepej UCTOpU-
yeckon xusonucbto B 1860-e rogbl,
nokasaB [oOpOTHOe 3HaHWe peanui
XVI Beka. B 3tom y6expaaer petanbHas
npopaboTKa yKpalleHHbIX pe3bboi yen-
HOB, OJEXAbl U BOOPYXEHUA PYCCKUX
BOWHOB, He TOBOPA YXe 0 TOM, C KaKuM
MacTepCTBOM ¥ NMOHUMMaHWEM HanucaHbl
HauWoHaNbHble HapAAbl Ka3aHCKUX
Tatap - MpeAMeT creunanbHOro usyde-
HUA XyAAKOBa BO BpeMA MOe3[KM Ha
Bonry. Ha ypoBHe coBpeMeHHbIX eMy
naen mactep pewaet npobnemy repos.
Kputnyeckoe Hayano B McTOpMYecKown
*usonucyu 1860-x rofos npoasunoch
npexze BCEro B «erepovsauum»’ rnas-
Horo JAencTeylolero nuua. B kaptuHe
XyasakoBa uapuua KasaHckoro xaHcTBa
nokasaHa B 06/MKe 00bIYHOW CcTpajato-
LLei XeHLHbI, TOKOPHO NPUHMMaloLLei
yAapbl cyAbObl.

K 150-NETWO TTT

OzHa 13 BaHeWlwmx npobnem,
NMoCTaBJIeHHbIX XYAOXHWKaMun cepe-
AnHbl XIX Beka, cBsizaHa ¢ n3obpaxe-
HMeM Hapoja, KOTOpbIN elle B KapTu-
HaX pOMaHTUKOB 3aHAJ MeCTO pPAAOM
c repoeM. 370 sBjeHWe OTMeTUN
B.B.CtacoB: «MoxeT ObiTb, TyT HeT
eLle HacToALLeNn NOAHOW NCTOPUM, HO
eCTb Y>Ke Hayano BepHoro nyTu K Hen:
nepsoe BOCMpoOU3BejeHNEe [ApeBHO-
CTW, TUMOB, CLEH, XapaKTepoB Ha
OCHOBaHMWM TOro, YTO A0 CUX MoOp
XWBET B Hapoje, 4To 40 CUX Nop eLe
XKuBasd, He BblAyMaHHasA HaTypa, He
3aMOpOXKeHHaA KHUTOWN N LWKONON»".

B cBoeit nocneaHein 6onbLion pabo-
Te Bacunuin XyaakoB ycTpemnserca K
peLeHnto aKTyanbHbIX 3ajay, CTOABLIMX
nepes WCTOPUYECKOW XMBOMWUCHIO, MOA-
TBepXAas CBOMM TBOPYECTBOM MbIC/b O
LLleNIOCTHOCTM XYAOXEeCTBEHHOro rnpouec-
ca. BocnutaHHbIl Ha BbicOKMX 06pasuax
PYCCKOW  WCTOPMYECKON  KMBOMMUCH,
mMacTep CyMeNn BbINTM Ha MepejoBble
no3vuMM B CO34aHUN HOBOW XaHpPOBOM
PasHOBUAHOCTM = WCTOPUKO-6bITOBOW
KapTuHbl. OH ApKo nposBun ceba U Kak
nopTpetuct. B paHHWX npou3BeaeHMAX
XyanakoB co3pan obpa3 «ManeHbKoro
yenoBeKa», YeNnoBeKa U3 Hapoja, B 3pe-
Nble rofbl XYAOXHWK OTAAN aHb CBETCKO-
My TMopTpeTy, OTpasvMB mnoTpebHOCTU
obuectBa B camouAeHTUDUKALUN 1
penpe3eHTaUuMyM JIMYHOCTU YesloBeKa
cBoeit 3noxu. EMy 6bin BHATEH 3ToC
HapoAHON Xu3Hu WTtanun, 6auska u
NoHATHa BeccMepTHan KpacoTa ee Npupo-
Abl. B opbuTte nckyceTBa XyAnaKoBa, Kak v
y €ero BeJWKUX MNpeAecTBEHHUKOB U
COBPEMEHHWKOB, OKasanucb Mudonoru-
yeckue n bubnenckue repoun. TBopyecTso
Bacunusa lpuropbeBuya Xyasakosa crano
OpraHMYecKOoW YacTblo «XYAOXKEeCTBEHHO-
ro “Kocmoca’™»'™ 0TeYeCTBEHHOM0 WCKYyC-
cTBa cepeanHbl XIX BeKa.
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