Mpeay XpecToMaTUMMHO U3BECTHbIX

KapTMH PYCCKOWM LWKOAbl OAHAa 3aHMMaeT

oco6oe MecTto. Ee M3BeCcTHOCTb MMeeT ABOWCT-

BEHHYI0 NpUPoOAY. N03aHHAA KUCTbIO KpynHeMniiero

XyAOXHUKA, OHA o6pena OTTeHOK «oTpuuaTenbHOW» No-

NyNAPHOCTU, OT KOTOPOro, BNPO4eM, He CBOGOAHBbI U «KpU

OorarbipA», U NepoBCKaA «KPOWKa», U }KaHpbl Nef0TOBa.

[JencTBuTenbHO, ecnn B ocHOBe 0Opa3a 3anoXKeH HeKuin obuye-

NPUHMMAeMbIn apXeTumn, TO HEMUHYEMO
pa3HOpPOAHble acCoLMaTUBHbIE LIEMOYKMU,
nucxoaAwme ot Hero, ByayT BKAOYaTb U

CaTupunyHble, N NPOHNYECKME KOMMNO-

HeHTbl. TakMe o6pasbl CTAaHOBATCA UC-

TOYHWKOM Y3HaBaeMbIX JIOFOTUMOB W
wapxupoBaHma. Ho mn cpean Hunx
«MBaH [po3HbIn» PenvHa cTouT oTAENb-
Ho. Ocobaa 3K3anbTalusa, 3MOLMOHANb-

HaA B3BMHYEHHOCTb npeaonpeaennnn gpa-

MaTU4yHOe npoucllecTBue, ciyyuBlieecs 60-

nee 4YeM yepes YeTBEPTb BEKA MOCJ/Ie HANUCAHUSA
KapTuHbl. 90 net Hasag, Hesagonro Ao 300-ne-
TA aoMa PoMaHOBbIX, HeypaBHOBELLEHHbI CTa-
poobpsagew, Abpam banawos Habpocuacs ¢ Ho-
)KOM Ha MOI0THO ¢ KpuKoM «[loBONbHO KpoBwu!
JoBonbHo KpoBu!» O6wwecTBEHHOCTb Oblia
B036yxxeHa, B npecce nownu nydbnnkauymm.
CyTb OTKpbIBLIMXCA AUCKYCCUIA BbIXOAUNA
AaneKo 3a npegesbl 06CYyKAEHUA KayecTB
PenVHCKON KapTuHbI nau ncuxmku bana-

LoBa - KaK BO BCAKOM 3aMHTepeCcOoBaH-

HOM pa3roBOpE Yy PYyCCKOW MHTENIMIeH-
umm npobnemMaTtMKa Kacanacb CaMblxX
06LLMX BONPOCOB 3CTETUYECKOTO U 3TU-
4ECKOro MopsAKa, BO MHOrOM COXpaHsi-
<« W.E.PENWH
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MpumeyatenbHa cuMTyaums nosse-
HWs KapTuHbl. Yepes 300 net nocne
CeMenHoW AMHaCTMYecKon Tpare-
AUV B BEJIMKOKHAXECKOM JoMe
(nonHoe KaTanoxHoe Ha3BaHwWe no-
notHa «MBaH [po3HbIN 1 CbiH ero
MBaH 16 Hos6psa 1581 roga») Poc-
cuA Oblna moTpsceHa YOUIACTBOM
(vnn KasHblo, Kak 4acTo mucanm
npy COBETCKOWM BAAcTX) MMneparo-
pa-»ocBoboauTens» Anekcangpa ll,
ocywecTBieHHbiM 1 mapta 1881
roga HapogoBosbLiamMu. PenvH oka-
3a/icl N04 OrPOMHBIM BreYaT/eHn-
€M OT 3TOr0 aKTa HacuauA 1 3ajy-
MaJl CBOK MCTOPUYECKYID KapTUHY,
B TO BpeMs Kak B.W. CypvikoB «nog-
ragam K aTomy cpoky «CtpenbLoB»,
pa3BMBaBLIMX WMHOW acneKkT TeMbl
HacunuA. Boobuie pacTsaHyBLmiica
Ha AECATUNETUA ABHBIN U HEABHbBIN
avickypce PenvHa n CypukoBa oTpa-
31N MHorve 6a3oBble NMpOTMBOpE-
4MA B UCKYCCTBE U MPOBO33PEHNM
py6exa XIX-XX BeKoB, Mo3ToMmy K
COMOCTAB/IEHWIO [IBYX M3TPOB Mbl
obpatumcs elwe He pa3. Cam PenuH,
KaK YenoBeK TanaHTAMBBIN, HO He
BCeraa ry6oKuii 1 JanbHOBUAHBIN,
0CTaBUI BecbMa camopa3obnauu-
Te/bHOE onu1caHue cBoero obpalwe-
HVA K TeMe B U3BeCTHOM KHure «[la-
neKoe 6nu3Koe». «HecyacTbs, -
Bas cMepTb [!], ybuitictBa 1 KpoBb
COCTaBJIAIOT TaKyH BJIEKYLLYIO K Ce-
e cuny, 4To MPOTUBOCTOATL €/ MO-
rYyT TONbKO BbICOKOKYJ/ILTYpPHbIe
(BblAENneHo MHoI. - B.K) nuyHocTw.
B 1o BpemsA Ha Bcex BbicTaBKax EB-
ponbl B 60/bLWIOM KolnyecTse Bbl-
CTaBAANMCH KpOBaBble KapTuHbl. U
A, 3apa3uBLUNCb, BEPOATHO, 3TON
KpOBaBOCTbIO, MO Mpuesae JOMOMN,
ceiiyac e NpuHANCA 32 KpoBaBYyo
cueHy «MBaH po3Hbii ¢ cbiHom. U
KapTWHa KpoBu 1Mena 60onbLLoii yc-
nex». Moa «tem BpemeHem» PenuH
pasymen 1883 roz, Koraa oH BMec-
Te co CtacoBbIM NnyTellecTBOBa Mo
EBpone, 3HaKoMACh C BbICTaBKaMM,
My3€AMU U apXUTEKTYPHbIMK na-
MATHUKamu. K cnosy, 6yayun B Uc-
naHuu, B.B.CTacoB, KaK «BbICOKO-
Ky/NbTypHas JIMYHOCTbY, He cocTa-
BUA KomnaHuu PenuHy npu noce-
LLIEHWW KOppUabl.

Bpsag nu MoxHO cunTaTb cny-
YaiHbIM 3KCLeCC M AMUCKYCCUIO Mo
MOBOZY PENMHCKOrO MONOTHA B Ha-
yane 1910-x rogos. BcnomHum xota
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6bl HanucaHHoe B 1912 rogy «Kyna-
Hue KpacHoro KoHs» K. [MetpoBa-
BoaKkuHa, pacleHeHHoe no3gHee
CaMUM aBTOPOM KaK MpeAyyBCTBYE
rpAgyLei M1poBol BoMHbL [la u
NNTepaTypHO-KpuUTMYecKasa  fes-
TeNbHOCTb 06pena OMbIT WMPOKUX
COMOCTaBNIEHWI N KOHTEKCTyasbHO-
ro UCCNeAoBaHNA XYA0XKeCTBEHHbIX
AIBNIEHWI, MPUMEpPOM Yero Moryt
CIYXWTb HECKONIbKO APKUX Mmy6nu-
Kaumin M.A. BonowwHa, cobpaHHbIX
B Opowtope «O PenuHe», KoTopas
6bina BbinyweHa B 1913 rogy nsaa-
Te/IbCTBOM CO CKa304HbIM Ha3BaHU-
em «One-Jlykorie» 1 Ha KOTOPYHO Mbl
Oyaem ccobinatbes. Kputuk, ny6nu-
LIMCT, MO3T, XYAO0XHVK, OH Obin B CO-
CTOSIHUM NOCMOTPETb Ha KapTUHY 1
NCTOPUIO ee MOBPEeXAEHNS KaK Ha
ABNIEHWA W XYAOXECTBEHHOrO, N CO-
LManbHOro, N YNCTO NCUXONOrUYec-
KOro MopsagKa, NpuyeM W JINYHOCT-
HOrO, 1 06LLECTBEHHOTO NOPAAKA.

Ho, oTpaBas pomxHoe mactep-
CTBY KPWUTUKA, Mbl HE MOXeM He OT-
MeyaTb, IHOTAA C YyBCTBOM CaMOg0-
BO/IbHOCTM UCKYLLEHHbIX obuTate-
nei NoCTMOAEPHUCTCKOTO LiapcTBa,
VHOrAa C COXaneHueM Mo MoBOAY
CBOEI NMPUMUCAHHOCTU K LIMHUYHO-
My BEKY, OTAE/NbHbIX HETOYHOCTEN,
HaTsXeK B ero BbiBogax. OpHako
npexze BCero - 0 «npAMbIX nonaga-
HuAx» BonowwHa.

ToHKO uyBCTBYS MeXaHW3Mbl
BO3AENCTBMA NpPOU3BEAEHNA Ha
3puTtena-yutarens-cnywarens, Bo-
NOWWH 0CO3HaN afieKBaTHOCTb BOC-
npuatna banawosa, «yenoseka,
MPUHABLLETO 1 NOHABLUErO Npou3Be-
JeHMe C TaKoLo e TOYHO CUIION 1 B
TOW e MIOCKOCTU, B KOTOPOW OHO
6bino 3agymaHo». banalos okasan-
CA He arpeccopoM, HO XepTBOM, OH
«KWMHYNCA BHYTPb KapTuHbI». Ero aH-
TVHACUNbCTBEHHbIN  panKannam
OKa3zasca co3ByyeH nnbepanbHoMy
pagukanuamy PenvHa, a iMeHHO TaK
crefyeT pacLeHuBaTh KOHLEMLMio
XyLOXHWKa, 0603HauMBLLErO CBOE
COYYBCTBYE AaXe U K TparnyecKomy
pacKasHWIO CBMPENoro CcTapuka,
KO/lb CKOPO AN1A KNACCUYECKOro Nn-
Gepana camoLeHHa nobas yenose-
yecKas IMYHOCTb. K cloBy, yMecTHO
PacKpbIThb eLle 0AHY rpaHb NpOTHBO-
croaHua Penvna n CypukoBsa: eciu
nepBblii NOCTOAHHO FPOMbIXai BeCb-
Ma CMYTHO MOHKMaeMbIM TepMUHOM
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«cB060Aa», He Npoyb OblN NOKpaco-
BaTbCA C KPacHbIM BaHTOM B 3HaK
npuBepxeHHocTn «liberté, égalité,
fraternité», Ho npu 3ToM nepenucan
BCIO TOTZALLHIO MPUABOPHYIO 3K
Ty, BTOpOW e nnbepanbHoi hpase-
osnorveit He OTAIMYANICA, PABHO KaK C
BE/IbMOXaMM U YNeHaMU LiapcKon
damunum ppyx6 He Bogun. Ho
34eCb e HaMeyaeTcAa W nepBoe
pacxoXaeHue COBPEMEHHOW HaM
peakumu Ha «MoaHHa», Kak MHoraa
Ha3blBanu 3T0 MpPOU3BefeHue, C
TeM, 4To 6bINO COTHIO NeT Hasaa. Ec-
nu nosegeHve banawosa ABnAnoch
KpalnHen GopmoMn, To 1 apyrue Tor-
JallHye noceTuTeny TpeTbAKOBKM
OTHOCU/IUCB K KapTuHe BecbMa 6o-
NIe3HEHHO: JlaMaM CTaHOBUJIOChb
MI0X0, TMMHA3UCTbI IHA MO TPU He
MO HOpMasbHO BOCMPUHUMATb
npernogaBatenei, U Y BO BCAKOM
cl/lyyae HUKTO He 3ajepXuBanca y
KapTuHbl Hagonro. A banawos, no
CBWAETENbCTBY OYEBMALEB, BECbMA
4010 Npobbin y cypuKoBcKoii «bo-
ApblHA Mopo3oBoi», Mpexae 4yeMm
nogowen K «/sany lpo3Homy». He
CNyyaiHO B Mepuoj MNOosABEHUSA
KapTvHbl PenvHa TorgawHue KoH-
cepBaTVBHbIe BNacTv B iuue Anek-
cangpa lll n MobegoHocuesa nona-
rany uenecoobpasHbiM 3anpeTuTb
ee NyBNNYHbIV NOKa3.

CoBceM He TO HblHe - nepes
MONIOTHOM YCaXVBAIOTCA POAUTENN
C [ieTbMU U BIOGNEHHbIE, ABHO He
UCMbITbIBAA KaKoro Bbl TO HW Obino
avickomdoprta. MepBoe, 4to Npuxo-
ZVT Ha YM Ans 06bsAcHeHMA Noaob-
HOTO 3MOLMOHANBHOTO OrpybneHNs,
CHVDKEHWSA Mopora YyBCTBUTE/IbHOC-
T, = 3T0 YYAOBULYHbIV N0 MacLuTaby
N OTPULATENBHON 3HEpreTuKe pas-
PYWWTENbHBIA U HAaCUIbCTBEHHbIN
OMbIT ABYX MUPOBbIX BOVH B COYeTa-
HUM C WHBIMU JIOKaNbHbIMK KaTa-
KNM3MaMy  ylIejWwero CToNeTus.
BTtopoe e - npegmeT, 3aMeHMBLUMI
JoMalLHui ovar, - TV. Bpag nm «ka-
KaA-To KapTuHa» crnocobHa BbiBeC-
TV 13 PaBHOBECUA YEeJIOBEKa, exe-
AHEBHO TMpPUNPaBAILLEr0 YXKUH
nopLuer 0TOPBaHHbIX KOHEYHOCTeN
1 OKPOBaB/EHHBIX Te/ U3 TENEHOBO-
cTeit unu Tenecepuanos. [0BOpUTHL
06 3ToM ceiiyac - 6aHanbHo, HO Ha-
A0 OTAaTb AomKHOe BonowuHy: oH
reHVanbHo npeayrajan 3Ty Mpay-
Hyl0 pOJib, TaK OMMCaB rPAAYLIEro

6eca B TepMuHax Hadyana XX BeKa:
C/MHEeMa B KpacKax, AOMoJHeHHas
rpaMmocdoHoM. MopobHoe ToTanb-
HOe BO3Je/CTBUE Ha OpraHbl YyBCTB
U NCYXMKY AOHKHO ObII0 MOABUTL-
CAl, M0 MHEHWI0 KPUTUKA, Paau YA0B-
NETBOPEHUS «TalHOMO U CTbIJHOIO
noBoNbITCTBaY €K CbIpbIM (haKTaM
KV3HUY, MOPOXAEHHOMO MPOAYKTOM
UMBUAN3ALMM — CUINIO3UEN nY-
Hoit 6e3onacHocTv. MocneaHee cy-
LECTBEHHO AJ1A HAC — eCNM KaKumx
WN03WiA M IUWIWAKUCH Mbl B COBpE-
MeHHol Poccum, To npexae Bcero
nozobHon. MoxeT, ewe u notomy
ocnabnu mHtepec n GonesHeHHas
peakuus Ha «/BaHa lpo3sHoro»... C
[PYroi CTOPOHbI, 3TO «BaXHeMLuee
U3 UCKycCTB» (3aech KUHO Bece 6o-
nee yCTynaeT BOpBaBLUEMYCA B XU~
nVLLe TeneBUAEHMIO) UCMONb30Ba-
NOCb U MCMNoJb3yeTcA BRacTb npe-
AepXalyMy ANA penpoayLmpoBa-
HWUA 3TOV UNJHO3UK, YTO, B CBOIO OYe-
pesb, NoforpeBaet 06ONbITCTBO K
ObiBlIEMY HEKOTAa «TaiHbIM K
CTblAHbIMY. Ho 3T0 y)Xe coBceM Apy-
ras Tema.

YMecTHo 06paTtuTbes K cobeT-
BEHHO XYA0XECTBEHHbIM KayecTBaM
nonotHa. Cnepyet 3amMeTuTh, 4T0 Bo-
NOWMWH, KPUTUKYS KapTUHY, MCXO-
WA U3 B LEIOM NpaBWIbHOM Mo-
CbINKM 06 OMacHOCTW «KaHOHW3a-
LMW» KMBOTO XYAOXHWKa, Hemnpe-
MEHHO Befyllieil M K KaHOHW3auuu
ero ownboK 1 3abnyxaeHwii. Bep-
HasA B METOA0/IOTMYECKOM MN/laHe yc-
TaHOBKa MpUBEJa ero, 0fiHaKo, K No-
NEMWYECKN 3a0CTPEHHOMY MpOTU-
BOMOCTaB/IEHNIO PENVHCKOro TBOP-
YecTBa WCKyCCTBY Clefylolyx 3a
HUM MoKoneHwin. B yactHocTk, pac-
CMaTpuBas, MoXanyl, caMblii Bax-
HbIl M NO-NpPeXHeMy aKTyanbHbIN
BOMPOC O COOTHOLUIEHWY HaTypam3-
Ma 1 peanusMma, OH XKeCTKo (hopmy-
NVpOBan ankTepHaTMBY: UM €ro uc-
KYCCTBO - peasiu3M, Uin UCKYCCTBO
MonoAbIX XyA0XHUKOB. U paxe 6o-
nee - VAW To cedyeT HasblBaTb UC-
KYCCTBOM, /U 3TO.

Xog, pa3mbiwneHuin Bonowu-
Ha KpaiiHe noyuuteneH. Kputukys
PenuHa 3a HaTypanuam U yToYHAS
MOHATME peann3ma, UCKYCCTBOBE, ~
HaBepHoe, TaK ero Byaer yMecTHo
Ha3BaTb B 3TOM cjyyae - nmpubnu-
3WICA K NO3ULMK CPeHEBEKOBbIX
€BpOMeNCKYX «peanncToBy, CTOPOH-

HUKOB HEOMIaTOHOBCKMX Ybexze-
HWI 06 UCTVHHOCTU, peabHOCTM Cy-
LecTBOBaHMA HE3aBMCMMOrO MUpa
uzen, npoeuupyoLierocs B 06bek-
Tbl BeLHOro Mupa. B aTom cmbicne
Gonbluie peanusma obHapyKMBaeT-
CA 3a4aCTyl0 B NPOU3BEAEHMSX,
VIMEIoLLMX 3HAKOBbIV U CUMBOJINYE-
CKMI XxapaKTep, YyeM B pabortax,
CTpeMALWMXCA YNOBUTb 0BMaHuM-
BYH0 BHELUHOCTb ObITHA.

C Apyroi CTOpOHbI, KPUTUKYA
Penuna 3a Hatypanusm, BonowwH
[O0CTaTO4YHO LWMPOKO TpaKToBan
3TO MOHATME He KaK MPOCTYIO €MoX0-
xecTb». bonee Toro, oH Aaxe ykasan
Ha pAA «HEeMoX0oXecTen» PernuHCKo-
ro monoTHa. B yactHocTh, cpaBHUA
U3NnLWHe 06uIbHOE U300pakeHne
KpPOBM, KOTOpas MO MeAMLIMHCKUM
3aKoHaM Jo/MKHa Obiia Obl yKe 3a-
MeybCs, C KIIOKBEHHbBIM COKOM; 0Ye-
BWHO, MO3TOMY M30LUPEHHbIE CO-
34aTeNy COBPEMEHHbIX TpWJJIepoB
MCNOMb3YIOT AN1A HAarHeTaHMA cTpac-
Teil Gonee «MpaBWAbHBLIN® KeTyyn.
HeBepHbIM C aHaTOMWUYECKOI TOUKM
3peHnA NoKa3anocb KpPUTMKY NOCT-
poeHvie duryp, ocobeHHo Hor MBa-
Ha [po3Horo, YeMy MOCBALLEHO Obl-
10 MpUIIoKeHUe K GpoLutope, Hamu-
CaHHOe TOrfallHUM npenojaBate-
nem aHatomun Kmnepatopckon
Akagemum xynoxects. 370, Tak CKa-
3aTb, M3 obnactn cynebHo-mMeaun-
LMHCKOM 3KcnepTu3bl. He npeHe-
Oper uccnegoBatenb U, eciy Tak
MOXHO BbIPa3UTbCH, MbICAUTENb
HbIM CJIeACTBEHHbIM 3KCrepuMeH-
TOM, pe3ynbTaTbl KoToporo Gesa-
JIOCTHO [NIaCWAV: TaK pacronararbes
Tena, NATHa KPOBU W NpeAMeTbl He
mornun! [pyrumu cnosamu, Bono-
WWH yripeKan XyAoXHWKa-HaTypa-
JINCTa 3@ HEeLOCTATOYHYIO HaTypasib-
HOCTb CLieHbl, peLIeHHYI0 MMEHHO
KaK ClieHa B TeaTpaibHOM CMbiCJie,
KaK COBOKYMHOCTb HEMHOTUX Liefe-
HanpaB/ieHHO «paccTaBieHHbIX» CO-
[NACHO PEXWCCEPCKON, a He Xu3-
HEeHHoI1 NormKe obbeKToB. 1 BceM
CMOPHBIM MOMEHTaM 6blINo AaHOo on-
pefeneHune: HeBEepHOCTU paau Ha-
ragHocTvy. fIcHO, YTo MmocnefoBa-
Te/IbHOE MUCTONIKOBaHVe 1 NpUMeHe-
HWe 3TOro NOHATUA NpUW aHanM3e Xy-
JOXECTBEHHbIX ABEHWA NpUBENo
Obl K 0OHApY)XeHWIo HaTypanmcTi-
YecKMX TeHAEHLMI U B TeX Hanpas-
neHnAxX mnckycctBa XX BeKa, KOTo-

pble Obiny BecbMa fjaneku oT BU3y-
afbHO NpaBAONOA06HOCTY, Hauu-
Has C rpoTecKa 3KCMpeccUMOHW3Ma,
XUMep cloppeanusma v BnaoTb 0
KpanHux GopM — aKLLIMOHW3Ma U UH-
CTaNALUUNA, Ybe BO3AENCTBME Ha
3pUTeNA OCHOBAHO Ha CO3HaTesb-
HOM MM GeccosHaTenbHOM 3afeit-
CTBOBAHWM LienouKu dursmnonoruye-
CKux accoumaumin. M3 storo cneay-
€T, YTO MMEHHO (K3MONOTNYHOCTD
NpUAETCA MPU3HaTb  KJOYeBbIM
NPU3HAKOM HaTypan13ma, a OTHIOfb
He CKpynynesHoe BOCMpOV3BeAe-
HUe KaXaoW AeTanbKu. 3aech BHOBb
CTOMT BCMOMHUTb O PaCXOXKAEHUM
XyLOXHUYecKux nytein PenuHa n
CypuvKoBa, KOTOpbIii — MOBTOPUM
Bc/ed 3a BonowmHbIM - BUgen Ha-
CUIMe Y Ka3Hb B XXWU3HW, HO cyuTan
HEeAOoMyCTUMbIM 1300paxeHne Me-
XaHW3Ma cMepTV Ha nonotHe. [lo-
CTaTOYHO NPUBECTU XPECcTOMaTuii-
HbIi NpUMep C HeyAauHOW MOMbIT-
KOVA €MOBECUTBY, N0 COBETY MMEHHO
PenwnHa, napy cTpenbLioB B KapTuHe
«YTpOo CTpenewLKon KasHuy.

Ho aHanu3 KpuTuKu penuH-
CKOW KapTVHbl NOABOAUT K eLle Of-
HOMY TOJIKOBAaHWIO HaTypanu3ma,
KoTOpoe, MpaBfa, He OblIo YeTKo
chopmynmpoBaHo  BonowuHbim.
Bo3sbMeMm 3T0T Tpya Ha cebs. B cTa-
Tbe «O XyA0XeCTBEHHOW LeHHOCTY
nocTpajaBLien KapTuHbl PenunHa»
BonowwwH BepHo yKa3san Ha ocobeH-
HOCTb BOCTIpUATMA to6oro 06pasa,
B TOM YMC/le U XYAOXKECTBEHHOTO, B
Poccun. lNepBryHocTb 3THYecKoro
NPVBOAMT K TOMY, 4To Gbiso onpese-
NEHO KaK «opMyna 6e3BbIXOAHOM
COYYBCTBUAY, T.€. peaKLms pycCKoM
nyGAVKK Ha y)KacHOe UMeeT BecbMa
MpayHylo anbTepHaTWBY: «COBECTb
LOMKHA AW NPUTYNUTBCH, UK 3a-
CTaBUTb MoKapaTb camoro cebs». A
B 3amMeTKe «O cMbicne KatacTpodbl,
nocTurilei KaptuHy Penvna» paer-
A 10 XKyTV BbIpa3uUTeNbHbI 06pa3s
COAeAHHOro XynoXHuKoMm: «W Pe-
nuvH, 1 Jleonng AHgpees (Mmeerca B
BUAy ero paccka3s «KpacHbliil cMex»)
B TaKoM e (KaKk n banawos. - B.K)
Ge3ymMni, BbI3BAaHHOM WCCTYN/IEHN-
€M XaNoCTW, MONOCOBaNN HOXOM
JylM cBOMX uuTatenei». Te. peyb
MAET BHOBb 0 HacuAMK 1 ¢pr3mnono-
rvi3Me, HO Ha 3MOLMOHA/bHOM, NMCK-
X0J1I0r1M4eckoM ypoBHe. A NoTOMy Ta-
Kue ABNEHUA XYLOXECTBEHHOM

KU3HU C €HEBEPHOCTAMU pajM Ha-
MALHOCTV» YMECTHO Ha3BaTb MCU-
XONIOTMYECKUM HaTypanv3MoM, ro-
pa3go Gonee 6one3HeHHO ObioWUM
no yenoseyeckon npupoge. U rpa-
HULA MeXZy HUM 1 caMbIM Be3xa-
JIOCTHBIM PeajM3MoM MPOXOAUT He
Mo MpW3HAKYy Xy4OXECTBEHHOrO
006006LLeHMA 1 NpeHebpeeHUs BTO-
pocTeneHHbIMU AeTaAMM, HO B YKC-
TO ncuxonoruyeckon obnactu. Bo-
JIOWWVH NPVBOAUT B KayecTBe mpu-
Mepa-aHTunoga penuHckomy «Mo-
aHHy» 04YeHb XecTKyto paboTy Matu-
aca [proHeBanbaa, n300paxaroLLyto
mMepTBoro XpuCTa, HO MOPOXAato-
LyH0 He3bl6NeMyto YBePEHHOCTb: «A
BCe-TaK1 BOCKpecHeT!»

Brnpouem, enas coxpaHuTb
6ecnpucTpacTHOCTb, ClesyeT oTMe-
TUTb U pAZ He BNONHe yoeauTeb-
HbIX JOBOZOB B KPUTMKE MOJOTHA.
Mouck «HeBepHoCTen» U BbisiB/IE-
HVe TeaTpasibHOCTV KOMMO3MLMK
3acnoHunu ToT (akt, yto PenuH
OKa3acs XyLoXXHUKOM BECbMA YyT-
KUM K TeHJeHUMAM nckycerBa. OH
Bonnotun B «/BaHe [po3HOM» Ho-
BbI TN KOMMNO3MLMW, YTBEPKAAB-
LINIACA B PYCCKOM UCKYCCTBE KOHLA
XIX cronetus. OT KapTWHbI, BOMJIO-
watoweir pabynbHoe NoBecTBOBa-
HWe, OT KapTWHbI-paccKasa UBO-
nucLbl NPUXOAUAN K KapTUHe-Co-
ctosAHM0. COCTOAHUIO M YNCTO KO-
JIOPUCTUYECKOMY, KMBOMUCHOMY,
OCHOBaHHOMY Ha MJEH3PHOM BOC-
MPUATUM HaTypbl, U 3MOLMOHANb-
HOMY, ncuxonornyeckomy. B penun-
CKOM 3aMbic/ie NpaBAa KOHMINKTA,
HanazZeHus, paHeHNUsA ycTynuia me-
CTO NpaBAe OTYasHWSA, PacKasHWs,
npoweHuns. 3TUM MOXHO 00bAC-
HUTb KHEBEPHOCTW», CTaBLUME Hecy-
LLLeCTBEHHbIMM B TAKOW KOHLIENLUN.
B TOM uncne n noyemy-To Hesame-
YEHHYI0 KPUTMKaMu COBEpLUIEHHO
He MCTOPUYHYI0 TPaKTOBKY 00pa3a
LapeBMYa, yHacnejoBaBLIEro Ha
camoM Jenie CBUpenbIVi XapaKTep
poauTens u bor BecTb Yero 6bI Npu-
Hecwero Pycw, JOXWBM OH 0 BOC-
LecTBMsA Ha npectos. A Beb NpoTo-
TUMOM AIA HEro XyA0oXKHUK 13bpan
nucatens B.M.lapwuHa - ucknioun-
TeNIbHO TOHKOTO, AYLIEBHOO, COBe-
CT/IMBOTO, COCTPAZaTebHOrO Yeso-
BeKa, MOKOHYMBLLErO C coboM ye-
pe3 Tpu roja rnocie HanucaHus
KapTVHbI B COCTOSIHUW Aenpeccum
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13-3a KOHMNMKTa Mexay 4neHamu
ero cembu. OueBnaHo, Penuny B
AaHHOM CJlyyae BaXHo Oblno yTBep-
OWUTb MAEK HEenpuATWSA HacuaWA.
[lpyroe fieno - HacKoAbKO 3T0 eMy
yaanocb... Ho npaB u oduumans-
HbIi onMoHeHT BonowwuHa Ha ny6-
JINYHOM OBCYKAEHUN penvHCKOM
KapTuHbl 1 cutyaummn ¢ banawo-
BbiM A.K. TonopkoB, yTBEpXAaB-
LKA, Y4TO CKBO3b OBMUK Mbl 3pUM
caMy BellbY, B JaHHOM Cilyyae «Tpa-
refuio YenoBeyecKoro 6bITusA Boob-
we». Yemy cnocobCTBYIOT M «Henpa-
BW/bHbIE» AeTanun, BPOAe Kpecna,
KOTOpOe, N0 MHeHwio BonolumHa, He
Morno TaK ynacTb. [MycTb npucmort-
puUTCA 3puTeNb — B 3TON Genecoii
MOBEPXHOCTU CUAeHWs, oBpamneH-
HOM MaToBO MOGNECKVBaOWMMU
MOANOKOTHUKAMW U OTTEHEHHOWA
MyprnypHOW MOAYLUKON, He YBUAUT
JIN OH pa33fBJeHHY0 MacTb, roTo-
BYIO MPOMNOTUTb ABE epTBbl: U OT-
La, v cbiHa? Y10 A0 TeaTpanbHOCTK,
TO OHa ABMJIACb BOMJIOLEHMEM TexX
MPUHLMMNOB MOHUMAHUA KOMMO3M-
LMW, KOTOpble MpenojaBanuCb B
AKagemuu v BNpAMyto ynoaobnanm
KapTMHHOE NPOCTPAHCTBO CLieHnYe-
CKOM MolaiIke C aBaHCLLeHOM,
BBOAALLEN B KOMMO3MLMIO, CO BTO-
PbIM MNIaHOM, KOTOpbIA MOfo6HO
co6CTBEHHO CLieHe coaepan npeg-
MeTbl ¥ ePCOHaXel, pasbIrpbiBato-
WMX AEeNCTBME, U AaNbHUA MNaH,
aHaNorMYHbIA TeaTpanbHOMYy 3aj-
HUKY-(OHY.
OpHako 1 cornacuTbes € TeM
e TOnopKOBbIM 0 KOHLA TPYAHO.
Tparegua nn 310? EcTb NM 3aech
OYMLLAIOLLMIA 1 BO3BbILIAKOLWMNA Jy-
wy Karapcuc? Mnu e 3to npoctas
KOHCTaTauWs HecoBepLUeHCTBA MU-
ponopsAzAKa 1 Yen0BeYeCKoi Npupo-
Ab1? [oxanyii, TyT U NEeXWT OTBET Ha
BOMPOC CYTU XYAOXECTBEHHON He-
ynaun PenuHa - HaTypanuctuy-
HOCTb OiHOMEpHa 1 MOTOMY CKy4Ha.
Ecnv cto net Hasap 310 MoOnoTHO
ewe 6uno no HepeaM my6aMKK, TO
HblHe, Mocne BCeX WCKYLIEeHWA
MbITapcTB 0OLLECTBEHHOMO CO3Ha-
HWA, Noc/e BCeX HEMbICVMBIX OMbl-
ToB McKyccTBa XX Beka «MBaH [po3-
HbIVY, MOXanyl, oCTaeTcsA N1Lb pa-
pUTETOM, MOKa3bIBAKOLMM, KaKue
TYNVIKV NOJXKMAAIOT NOPOI aBTopa B
nabupuHTe TBOpYECTBA.
Buxkmop KanawHukos
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is based on a common archetype of some
kind, it inevitably provokes various associ-
ations which, among others, might be
satirical or ironic. Such portraits usually
generate popular logos and caricature. But

here again "lvan the Terrible" stands apart.
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IN A COLLECTION OF THE BEST-

KNOWN RUSSIAN PAINTINGS THIS ONE

STANDS APART. ITS DISTINCTION IS OF A CONTRO-

VERSIAL CHARACTER. PAINTED BY AN OUTSTANDING

ARTIST IT HAS ACHIEVED A NOTORIETY OF THE KIND THAT

ALSO MARKS "THREE BOGATYRS" BY VICTOR VASNETSOV, OR
VASILY PEROV'S "TROIKA" OR FEDOTOV'S GENRE-

10 STOP

BLOODSHED

ic episode that happened over twenty-five years

PIECES. True, if the portrait of a personality

Striking a high pitch of exaltation and

stretched nerves, the canvas provoked a dramat-

after the picture was painted. Some ninety years
ago, on the eve of the Romanovs’ 300th anniversary
celebration, Abram Balashev, a deranged Old Believ-
er, lashed out at the canvas with a knife crying:
"Stop the bloodshed! Stop the bloodshed!" The
public was shocked, while the press exploded

with an avalanche of letters-to-the-editor. The

subject under debate went beyond scrutiniz-
ing the artistic merits of the picture or
Abram Balashev's abnormal behavior. As is
usually the case with the Russian infelli-

g e n t S i a ,

a particular question grew into a discus-
sion of matters of a wider aesthetic and
ethical nature, which happen to be rele-
vant even today, and take on new connota-

tions at different times.

The story of how the idea of "lvan
the Terrible" was born is worth
special nofe. 300 years passed
after the dynastic tragedy in
Great Duke Ivan’s family - the full
catalogue title of the canvas
being "Ivan the Terrible and His
Son Ivan: November 16 1581" -
when Russia was shocked by the
assassination, (or ‘execution’, as
it used to be called in Soviet
times), of Emperor Alexander I,
plotted and carried out by mem-
bers of the "Narodnaya Volya"
(People’s Will) terrorist organiza-
tion on March 1 1881. While that
shocking act of violence encour-
aged llya Repin to begin this hist-
oric painting, it also prompted
Vasily Surikov to take a different
look at the topic of violence in his
"Morning of the Strelets’ Execu-
fion". In fact, the controversy,
both direct and indirect and last-
ing many years, between Repin
and Surikov reflected many basic
collisions in the artistic views and
ideology of the turn of the centu-
ry. The significance of the matter
makes us, more than once, come
back to the two masters’ differ-
ence of views. llya Repin, as a
man of great falent, but quite
often careless and irres-ponsible,
dropped a revealing hint on this
fopic in his well-known book "Dis-
tant Closeness”: "Adversity,
watching deaths live [!], murder
and bloodshed have such attrac-
tive charms that only a highly-cul-
fivated [!] person can resist them.
At that time all the exhibitions of
Europe were full of pictures
showing blood. And on coming
home |, apparently infected by
that flow of blood, started paint-
ing the bloody scene of "Ivan the
Terrible and His Son". The picture
enjoyed much acclaim”. By "that
fime" Repin seems to mean the
year 1883, when, together with
the art critic Vladimir Stasov, he
tfravelled around Europe visiting
museums, attending art exhibi-
fions, and admiring architectural
ensembles. Incidentally, while vis-
iting Spain, Stasov - as a "highly-
cultivated person” - did not join
Repin in watching bull fights.
The madman’'s access and

the public discussion that fol-
lowed in the early 1910s were far
from accidental. Similarly, Kuzma
Petrov-Vodkin's painting "The
Washing of the Red Horse" in
1912 was later thought by the
author himself to anticipate the
coming World War I. Contempor-
ary literary criticism showed a
tendency for broad comparison
and contextual analysis, fo illus-
trate which one may cite a set of
articles by Maximilian Voloshin
compiled in the booklet "On
Repin", which appeared in 1913
published by the ‘Ole-Lukoye’
Publishing House. Our further
reference goes to these articles
by Voloshin who was both a tal-
ented art critic and journalist as
well as a brilliant poet and artist.
Voloshin proved to be able to see
in Repin’s painting and in the
story of its physical damage
important implications of an
artistic, social as well as psycho-
logical kind, the latter being both
personal and public.

But giving the talented critic
his due, we cannot help noting -
sometimes with the air of proud
superiority of those who happen
to live in the era of postmod-
ernism, sometimes with a kind of
regret at being considered
sophisticated cynics - some inac-
curacy or wrench in Voloshin’s
conclusions. Nevertheless, let us
start with what can be reckoned
as his "hitting the bull’s eye".

Being highly aware of the
effect a work of art may produce
on its audience Voloshin realized
how adequately Balashev had
responded to the painting which
was created in such a high-
pitched tone, and with a message
of a kind that was sure to provoke
such a response. Balashev was by
no means an attacker, but a vic-
tim: he "rushed inside the paint-
ing". His radicalism of anti-viol-
ence happened fo be attuned to
Repin’s liberal radicalism - that is
how the author's position ought
to be defined: Repin demonstrat-
ed his compassion for the
tragedy of even that cruel ruler,
since, according to classical liber-
alism, any person is worth

esteem. It is worth mentioning
another Repin-Surikov distinc-
fion: while the former was keen
on brandishing the term "libera-
fion", which he did not seem fo
understand clearly, and on show-
ing off with a red buttonhole to
declare his devotion to the princi-
ples of "liberte, egalite, fraternite",
but who, neverthieless; had all the
Russian court elite sitting for his
portraits, the other was not used
fo abusing liberal terminology. He
was notf notficed rubbing shoul-
ders with members of the Imper-
ial family, either. Here it is also
possible to spot the first indica-
tion of the difference in our mod-
ern response to the message of
"loann", as it used to sometimes
be called, and that of a century
ago. While Balashev's reaction
may be considered reasonably
abnormal, other people who
attended Tretyakov's gallery also
showed signs of distress after
viewing the picture: some ladies
fainted, schoolboys used to stop,
for a couple of days, treating their
teachers properly and, actually,
no one seemed willing fo linger in
front of the canvas. Balashev was
said to have studied Surikov's
"Boyarynia Morozova" for quite a
long time before he moved to
Repin's "lvan". That partly
explains why, when the picture
was first exhibited, conservative
politicians, including Emperor
Alexander Il and Procurator
General Pobedonostsev, suggest-
ed that it be removed from public
display.

Today the situation is com-
pletely different: the seat in front
of "lvan" is full of children with
parents, while courting couples
feel no discomfort of any sort. The
first thing that comes to mind in
how to account for such a wide
emotional gap, for this drop in the
sensitivity threshold, is the mon-
strous and emotionally negative
experience of the atrocities of the
two World Wars, as well as the
other cataclysms of the last cen-
fury.  Another  emotionally
destructive factor is, of course,
television - the modern substitute
for the family fire. A painting of
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any kind is unlikely to be able to
stir a person who daily swallows
his evening meal accompanied by
gory pictures of torn-off limbs and
bloody bodies on television news
or serials. It may sound common-
place but Maximilian Voloshin
deserves to be given his due for
anticipating the arrival of this
monster;, although he described it
in the terms of the early 20th cen-
tury: cinema in colour, updated by
a gramophone. That mechanism
of total exposure of the human
senses and mentality was, accord-
ing to the art critic, to be invented
to achieve satisfaction of "the
secret and shameful curiosity"
about "the raw facts of life", the
curiosity itself resulting from "the
illusion of personal security" and
being a product of civilization.
The above quotation is important
fo bear in mind when we speak of
present day Russia: if confemp-
orary Russians can be said to
have lost any illusions, the first is
“the illusion of personal security".
That might be another reason
why "lvan" has lost its infrigue and
distressing effect. On the other
hand, "the most important of all
arts" (today the cinema is rather
being defeated by television) was,
and is, used by the authorities to
support that illusion and thus
encourage curiosity about what
was formerly considered "secret
and shameful". But this is the sub-
ject of another story...

It may seem appropriate
here to move to an analysis of the
artistic merits of the canvas. It is
worth noting that in his criticism
of the painting Maximilian
Voloshin followed the correct, in
methodological terms, assump-
tion: a premature ‘canonization’
of a living author has, as a rule, a
very perverse effect - it inevitably
leads to worshipping the author’s
mistakes and misbeliefs. Such an
assumption, in this particular
case, happened fo put Repin’s
works in a polemically bitter con-
traposition to the artistic trends
followed by later generations of
Russian painters. Thus, the most
important and still relevant ques-
tion is: where does realism
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become naturalism (Voloshin
only puts it as a multiple-choice
dilemma)? Do Repin's or the
younger artists’ works belong fo
realism? And further, which of
them should be truly considered
as Art?

Voloshin’s arguments sound
highly  didactic.  Criticizing
Repin’s naturalism and in an
afttempt fo find the best defini-
tion for ‘realism’, the art critic - it
seems more appropriate to refer
to him as such here - agrees with
the Medieval European ‘realists’,
the adherents of neo-Platonic
teaching of Truth and the objec-
tive existence of the World of
Ideas projected onto Things. In
this sense a picture designed in
characters or symbols may quite
often look more realistic than
ones that tend to hit off the delu-
sive appearance of Life.

Similarly, criticizing Repin's
naturalism, Voloshin fended to
see this nofion rather broad-
mindedly as something far from
a simple likeness. He also man-
aged fo spot a few ‘unlikenesses':
he compared the abundance of
flowing blood which, by all med-
ical standards, should have
already clotted, to cranberry
juice. The comparison might
have prompted today's cunning
makers of bloodbath thrillers
not to spare the tomato ketchup,
which looks more natural, in
order to shock the audience.
Also incorrect, from an anatomi-
cal point of view, was the posi-
tion of the bodies, especially the
position of Tsar lvan’s legs,
which became the subject of a
supplementary note fo
Voloshin's booklet, written by
the then professor of anatomy at
the Emperor's Academy of Arts.
This "discovery" is rather associ-
ated with forensic medicine, and
the critic could not miss the
chance to try a kind of specula-
tive investigation experiment
that reached the killing conclu-
sion: that the interposition of the
bodies, the blood stains and the
artefacts is impossible. In other
words, Voloshin blamed a natu-
ralist painter for his lack of nat-
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uralism, while the episode was
meant to look like a scene from a
period drama with a certain
number of objects purposefully
arranged on the stage according
to the director’s conception and
not to the logic of life. Every con-
troversial point was inferpreted
as "untrue to life for the sake of
being obvious". Such a declara-
fion may lead, when applied for
an analysis of artistic trends, to
finding naturalistic traits even in
such 20th century art move-
ments, which are far from seek-
ing a visual resemblance, as the
grotesque of expressionism, the
chimera-chasing surrealism, and
the extreme-seeking actionism
or art installations, which were
meant to bring on, consciously
or unconsciously, some physio-
logical associations. For this rea-
son, it is not the exact reproduc-
tion of the minutest details, but
the physiological message that
ought to be considered the basic
feature of naturalism. It seems
appropriate fo return to the dif-
ference between the two
painters, Repin and Surikov. The
latter, according to Voloshin, had
been an eyewitness to both vio-
lence and public execution but
thought it indecent to depict the
mechanism of death on canvas.
Graphically, there is the much-
quoted story of how Surikov was
advised, by none other than
Repin, to "hang" a couple of the
strelets in his "Morning of the
Strelets’ Execution", but he was
unable to do so.

Following his criticism of
the canvas one may nofice yet
another aspect of naturalism that
was not, actually, stated clearly
by Voloshin, so we shall under-
take to do it for him. His article
"On the Artistic Merits of the
Damaged Painting by Repin”
points to the peculiar way in
which any character, including
those of a work of art, is treated
in Russia. The priority given fo
the ethical in the heart of any
Russian results in what was
defined as "the formula of des-
perate compassion” meaning that
the Russian people’s response to
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something fearful takes the form
of a rather apocalyptic alterna-
tive: "You either come to terms
with your conscience, or your
conscience should make you
punish yourself". And the small
article "On the Meaning of the
Catastrophe that Repin’s Paint-
ing Has Suffered" gives an ample
picture of what the artist has
done. "Both Repin and Leonid
Andreev [reference to the writer’s
short story "The Red Laugh"], in
the same state of madness [as
Balashev - V. K], caused by an
ecstasy of compassion, ripped
apart the hearts of their readers".
Obviously there is again an allus-
ion to violence and physiology,
but this time with an emotional
and psychological connotation,
that enables us to refer such
artistic phenomena, "unfrue to
life for the sake of being obvious",
to a psychological naturalism
which is more traumatic for the
human mentality. And it is not
arfistic generalization or disr-
espect for minor details, but pure-
ly psychological factors that draw
the line between the naturalism
concerned and the most out-
spoken realism. As a counter-
point to Repin’s "Tsar Ivan",
Voloshin cites Matthias Grunev-
ald’s extremely cruel painting of a
dead Christ, which, nevertheless,
leaves the viewer certain that
Christ will rise from death!

At the same fime, in an
effort to be impartial, one should
agree that there was some shab-
by reasoning in the criticism of
the canvas. Too great a preoccu-
pation with "unlikenesses" and
revelation of the stage-like com-
position of the picture must have
prevented the art critic from con-
ceiving that Repin was very good
at seeing the direction in which
contemporary artistic thought
was moving. His "lvan the Terri-
ble" demonstrated a new type of
composition being established in
Russian painting of the late
1880s. From anecdotal, narrative
stylistics Russian artists were
moving fo a still picture impres-
sion of the object, this impression
being conveyed both in the

palette, mainly that of plein-air
painting, and in the psychologi-
cally intense message. Repin
meant the true story of the con-
flict and the assault and the
wound fo give way to a true story
of despair, regret and forgive-
ness. That might explain why the
"unlikenesses" became insignifi-
cant if looked at in this way. In
line with this alternative concept
is the historically untrue portray-
al of the Tsarevitch that was quite
unnoticed by the critics. Ivan's
son is known to have inherited
the cruel temperament of his
father and God knows what tem-
pests might have awaited Russia
had he come to be crowned Tsar.
Intentionally or not, the sitter for
the Tsarevitch was Vsevolod
Garshin, the author of short sto-
ries noted for his delicate, warm-
hearted, compassionate person-
ality of a queasy conscience,
whose suicide three years later
was coincidentally caused by
nervous depression over a family
disagreement. Thus, to renounce
the very idea of violence appears
fo be of prior importance for
Repin here. Whether the artist
succeeded in conveying the mes-
sage is quite another matter...
There is no denying that
Voloshin’s official opponent in
the public dispute over the
painting and the Balashev case,
A. Toporkov, seems also to be
correct in his reasoning. He,
incidentally, — arqued  that
"through the appearance we can
view the matter itself’, what in
this case means "the tragedy of
man'’s life in general". The idea is
acknowledged in some details,
seemingly "untrue’, such as the
armchair that, according to
Voloshin, could not have tipped
over in that direction. Let the
viewer do a double-take on the
blurred whitish tissue of the seat
framed by the dull gleam of the
arms and in contrast to the pur-
ple cushion: he may see a wide-
mouthed monster ready to swal-
low either prey - the father and
the son. As for the stage-like
effects, they resulted from the
principles of composition taught

at the Academy. Actually, the
picture space was viewed as a
stage with the foreground intro-
ducing the viewer into the com-
position, with the stage itself
housing all the furniture and
artefacts as well as the actors,
and the background similar to
the backcloth in the theatre.
However, Toporkov's state-
ment is also open fo dispute. Is
there really a tfragedy to be wit-

nessed here, with its heart
enlightening and elevating
catharsis? Or is it just another
piece of evidence of the imper-
fection of this world and man?
This is, though, where we should
look for the cause of Repin’s fail-
ure to go beyond one-dimension-
al - and, thus, boring - natural-
ism. Although a century ago the
message of this canvas used to
electrify the audience, all the

20th century’s temptations and
agonies of public conscience
and all its unconceivable experi-
ments in art, have made "lvan
the Terrible" appear no more
than a rarity illustrating what
dead ends may sometimes await
an artist in the maze of his cre-
ative ideas.

Viktor Kalashnikov
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