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Pa6orsr xynoxanka Ilerpa 3axaposa
B coOpannu TpeTbIKOBCKOI rajepen:
Hcmopuuecxas xponuxa

Kak 4JacTo ObIBasIO B MOEI My3€MHON >KU3HM, 3TA CTaThs COCTOsIachk Onaropaps ciyyvato. Heo-
>KUJAHHO B TPETBhSKOBCKYIO rajlepero «HarpsiHyJIn» TeeKypHanucTbl u3 Ipo3noro. Hy>kHo Obu10
0e3 MoAroTOBKM JjaTh MHTEpPBbIO 0 IleTpe 3axapose, «>KMBOMUCLE M3 Y€UEHUEB». BO BBOIHOM
3ajie oOpaTuiia BHUMaHUeE Ha cTtapyro pororpacuro skcnozuumu rajnepen 1898 ropa. [loctoitHoe
MECTO Cpeiu MHOTMX 1efieBpoB pycckoii xkuBonucu 30—40-x rogo XIX Beka, cpenu padot K.IT.
Bbpronnosa, ®.A. bpyHu 3anuManu nopTpeThl KUCTU 3axapoBa. [IpakTruecku Bce Jydlle ero
Mpou3BefieHs U3 Hawero coopanus Ol npuoOperensl [1.M. TpeTbsikoBbim. Kakum 06pazom u
MPU KaKMX OOCTOSITENILCTBAX MOJIOTHA €r0 KUCTH NMonayv B TpeThIKOBCKYtO rajiepero? Yro npus-
JIEKJIO BHUMAHKUE CTPOroro Kosuekuuonepa? M3o0paxkeHus: «Jrofei, Joporux Hauum»? Mo Bce
K€ KA4eCTBO MCIIOIHEHUS Mpou3BefieHnii? B mouckax oTBeTa Ha 3TW BONPOCHI NPULLIIOCH MOpa-
o6orarb B oTjiese pykonuceil TpeTbsKOBCKOW rajaepeu, B ra3eTHOM, a TAKXKE AUCCEPTALMOHHOM
donne Poccuiickoit rocypapctBenHon 6mdanoreku. Ha cTpanuiax mroO6uMoro XypHaja IeJIoCh
C YMTATEJIEM PE3YJBTaTaAMU ITOUCKA.

PaHHI/Ie roxsl xu3Hu [etpa 3axaposa
OKYTaHBbI TaiiHOH. /10 cux mop MblI He
3HaeM HM HACTOSIIIIETO MMEHU 3TOTO Ye-
YEHCKOTO MaJIbYMKa, HU JaThl €TO POXKJIe-
HusI (YCITOBHO TIPUHSTO cunTath 1816 rom).
M3BecTHO jnib, 9to 15 ceHTsa0pst 1819 ro-
na B YeueHckoM ayie dansi-FOpT, 3aHsTOM
PYCCKUMM BOWCKaMU, OOHAPYXWIN «pe-
OeHKa oKoJIo youToi matepu». B tutepa-
Type' TIPUBOMASITCS HETOATBEPKICHHBIC
MOKyMEHTaMU CBEIeHUs O BOCTIUTAHUU
MaJbuMKa Ka3akoM 3axapoM (oTciona da-
MU Oyayliiero xynoxHuka) Hengonoco-
BBIM 13 CTAaHUIIB BOpO3MMHOBCKOIA, O TIpe-
OBIBAHMYM MaJIEHHKOTO YeUYeHI[a B MOHAC-
THIpE, a TAKXKE O KPEIIEHUH eTO T10 MPaBo-
CTaBHOMY OOpSIy TeHepaloM AJleKceeM
[MerpoBuyem EpmonoBsiM. OnHaKo B me-
perrcKe TBOIOPOMHBIX OpaTheB AJleKcest
u [lerpa EpMOIOBBIX, B MMChbMAaX UX POMI-
CTBEHHMKOB, a TAKXKE B 3aTTMCHBIX KHITK-
KaX ¥ THEBHUKOBBIX 3alMCSIX HET HU OfI-
HOTO YIIOMWHAHUS O «<KPECTHUKE».
Bnepsble «o yeueHue [letpe u ne3ru-
He [1aBne», mepemanHbIX 25 aBrycra 1825
ronia Ha BocTUTaHue reHepan-Maiiopy [le-
Tpy Huxomaesmuay EpmornoBy (1787—1844),
MBI y3HaeM U3 CBUIETENbCTBA, KOTOPOE
xpanutcs B hoHne Epmornoseix (PTA/IA)?.
Hesanonro mo aroro, B sHBape mecslie,
TPUALIATUBOCHMIIETHU Tepoit OTeuecT-
BEeHHOII BOIHBI 1812 roma >xeHWJCS Ha

foHOUl AHHe [puropbeBHe OOOIOHCKOM
(1807—1852). Bo3pacTHast pa3HUIIAa MEX-
Iy CYIpyramu COCTaBJsla POBHO IIBaj-
uars JieT. B nepenucke [lerpa Hukonae-
BUYa C MaTepblo U cecTpoii 3a 1825—1826
TO/IBI BCTpeUaloTcsl yrioMuHaHus «o [er-
pymie u [Tame». bi3kue nHTEpecyoTcs,
Kak MET BOCIIMTAHKE «JIE3TMHA M YeYeH-
11a», TTOCBITAIOT UM «TOCTUHITBI». B OTBET
EpMosioB miuieT o qomainrHeM o0ydeHUun
BOCITUTAHHUKOB PYCCKOMY, JIATUHCKOMY
U HeMelKoMy si3bikaM. Bcrpedatorcst u
BechbMa JIIOOOTIBITHBIE XapaKTePUCTUKH
MaTbuuKoB: «[larma jrydire yauTcsi, oH u
Bcerma ObUT crapartenbHee, a [lerpyrra
ynpsM oueHb». B Mae 1826 roma Epmosios
MUIIET B MUChME O KaKOi-TO OOJIe3HU,
KOTOPYIO «3aXBATWUJIN JIE3TUH U YeUESHET».
He uckiioueHo, 4To Ie3rvH B pe3yisrare
ee M CKOHYAJICS, TaK KaK HUKaKWUX CBeJle-
HUIT 0 HeM Ooutblile He BcTpeuaercs. Jle-
redna o moru6bmem Ha KaBkase je3ruHe
TakKe He HAXOMUT JOKYMEHTATHHOTO TIOJI-
TBEPXKICHUS.

C pannux yer [lerpyma 3axapos
TPOSIBIISUT He3aypsiTHBIE CITOCOOHOCTUA K
pucosanui. [1.H. Epmosnos pewmn onpe-
IeIUTh ero Ha oOydyeHue B MMmepaTop-
CKYI0 AKaZieMHUIO Xy10XecTB. Bo BpeMs ko-
ponaru Huxoras [ (22 aBrycra 1826 roma)
B MockBe OH OOpaTWiICs ¢ 3TOM MPOCh-
00l K Mpe3uAcHTY AKaleMuu AJeKcero

TPETbSK

Huxomaesnuy Onenuny. Juruiomatud-
Hblii OJIEHWH B TIPUHLIATIC HE BO3pakal,
HO MpeJIOXKWI BHayaje OTAATh YeueHlla
npochecCHOHATLHOMY XUBOITUCITY. Y KaKo-
TO XyIOXHUKA Opajt ypOKU KUBOTTMCHOTO
MacTepcTBa 3axapoB, HEM3BECTHO. B mute-
paType OBITyeT MHEHUE, 9TO OH O0yJaicst
Y MOCKOBCKOTO XynoxHuka JI.A. Bonko-
Ba. B muceMe, maTpoBaHHOM NeKabpeM
1830 roma, I1.H. EpmosioB mucan ambio-
TaHTy cBoero Opara H.B. lllumaHoBcko-
My: «TbI 3HaeIIb, YTO OH [3axapoB] OTHaH
OBLI K XXMBOMUCILY, Ha4aJl pUCOBATh BECh-
Ma M3PSITHO U TIOKa3bIBAET OOJIBININE CITO-
COOHOCTH, HO BpeMsI YXOIUT, eMy yxke 14-it
rofl, U g 00I0Ch, YTOO OH HE BBIPOC TaK,
YTO ye 1 HeJIb3sI Oy/IeT ero OTaaTh B AKa-
JEMUIO».

XJIOTIOTHI TI0 YCTPOMCTBY BOCITUTAH-
HMKa 3aTssHyMch. OmHaKo 61arogapst co-
neiictButo OOIIIEeCTBa TIOOIIPEHUS XyTOX-
HMKOB HaKOHEII TIOSIBIJIaCh BO3MOXKHOCTh
OomnpefeuTh CcyabOy toHowu. B koHIie
mapta 1833 roga [Nerpyma 3axapoB 6ia-
romnoJjiy4Ho aoopaics no I[erepOypra, oc-
TaHOBUJICSI HA CheMHOI KBapTHpe O61ire-
CTBa, T/ U CTaJl 00ycTpauBaThcs. B much-
Max K «BEJIMKOMY MOeMy OJarofeTeiio»
OyIyIIuiit akaieMUCT TPOTATeTbHO OTYM-
TBIBACTCS 33 KaXIYIO MOTPAYEeHHYIO KO-
neiiky: «KymieHo ¢ Bamux neHer Kpo-
BaTh, MMOMYIIKA, OJESUIO U TIO(DSK, 3a BCce

ANEPEA | THE TRETY \LLERY / #32011 79




Topmpem Oemeir »
Epmoaosbix. 1839
XorcT, Macio

98,5 x 75,9

I'Tr

Portrait of the »
Yermolov Children
1839

Qil on canvas

98.5 x 75.9 cm
Tretyakov Gallery

! Shabanyants, Nikolai. “Life
and Work of the Artist Pyotr
Zakharov”. Grozny: 1963.
Shabanyants, Nikolai. “Aca-
demician Pyotr Zakharov. A
Chechen Artist (1816-
1846)”. Grozny: 1974.
Kropivnitskaya, Galina.
‘New research about the
artist Pyotr Zakharov’. In:
“Cultural Landmarks. New

Discoveries.” Moscow: 1977.

Pp. 334-335.

Mazaeva, Tamara. “The
Artist Pyotr Zakharov
(Chechenets)”. A doctoral
thesis. Leningrad: 1982.

2 Gennady Yakushkin is
preparing the publication of
these documents. The author
expresses her most profound
gratitude for the opportunity
to familiarize herself with
the material before its
release and to use parts of it
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Pyotr Zakharov-Chechenets
in the Tretyakov Gallery:
A Historical Chronicle

I came across the idea of this article by sheer chance, when a group of reporters from Grozny
“descended” upon the Tretyakov Gallery. Unprepared, I was to give an interview about the art of
Pyotr Zakharov-Chechenets. In the introductory room, my attention was caught by an old photo-
graph featuring the interior of the gallery in 1898, which showed that Zakharov-Chechenets’s por-
traits fitted in perfectly with those hanging beside them, including masterpieces of Russian art of
the 1830s-1840s by Karl Briullov and Fyodor Bruni. Almost all of his best works in the collec-
tion were purchased by Pavel Tretyakov. What was it that attracted the demanding collector?
Images of the people who were “dear to the nation’s heart”? Or the quality of the artist’s crafts-
manship? How, and under what circumstances, were his paintings acquired by the Tretyakov
Gallery? Looking for answers, I researched at the department of manuscripts of the Tretyakov
Gallery, and in the newspaper and dissertation departments of the Russian National Library.

akharov-Chechenets’s early years are

wrapped in mystery. To this day we
know neither the Chechen boy’s real name
nor the date of his birth (supposedly, in the
year 1816). The only known fact is that on
September 15 1819, in the Chechen village
of Dady-Yurt occupied by the Russian mil-
itary, “an infant was found near his killed
mother”. Publications about the artist'
mention, without any documentary proof,
that the boy was cared for by a Cossack
named Zakhar (hence the future artist’s
last name) Nedonosov from Borozdi-
novskaya village, lived in a monastery as a
child and was baptized as an Orthodox
Christian by General Alexei Yemolov.
However, neither the letters written by the
Yermolov cousins and their relatives nor
their notes and journals contain any men-
tion of a “godson”.

The earliest mention of “a Chechen
Pyotr and a Lezgin Pavel” placed into the
foster care of Major-General Pyotr Yer-
molov (1787-1844) on August 25 1825
appears in a document now kept in the Yer-
molov archive at the Russian Archive of
0Old Documents [RGADAJ? Shortly before
then, in January 1825, the 38-year-old
hero of the Patriotic War of 1812 married a
young lady called Anna Obolonskaya
(1807-1852), who was 20 years his junior.
Letters exchanged by Pyotr Yermolov’s
mother and sister in 1825-1826 mention
“Petrusha and Pasha”. The relatives
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inquired after the progress in the education
of “the Lezgin and the Chechen” and sent
small gifts for each of them. In response,
Pyotr Yermolov wrote that the boys were
privately tutored in Russian, Latin and
German. Some of the characterizations of
the boys are noteworthy: “Pasha studies
better, he has always been the more assidu-
ous of the two, and Petrusha is very obsti-
nate”. A letter from May 1826 mentions an
infection which “the Lezgin and the
Chechen have contracted”. It is possible
that the Lezgin Pasha died from that infec-
tion, because this is the last reference to
him that can be found. The legend about
the Lezgin who died in the Caucasus region
does not seem to have documentary proof
either.

From an early age Petrusha Zakharov
demonstrated an uncommon gift for paint-
ing, and Pyotr Yermolov decided to place
him at the Imperial Academy of Fine Arts.
During Nicholas I’s coronation (on August
22 1826) in Moscow he approached the
Academy’s president Alexei Olenin with
this request. The tactful Olenin did not
object to the idea in principle, but offered
to start by placing the Chechen under a
professional painter’s tutelage. The name
of the artist who gave lessons to Zakharov is
unknown, though there are suggestions
that he studied under a Moscow artist
named Lev Volkov. In a December 1830
letter Pyotr Yermolov wrote to Nikolai Shi-

manovsky: “You know that he [Pyotr
Zakharov] was trusted to a painter, began to
paint quite handsomely and has shown
great talent, but time is running short, he is
nearly 14 already and I’m afraid that he
may grow too old for enrollment at the
Academy”.

It indeed took quite a while to have
the foster child enrolled, and this was final-
ly accomplished due to assistance from the
Society for Encouragement of Artists. In
late March 1833 Petrusha Zakharov arrived
safely in St. Petersburg, checked into an
apartment rented by the Society and began
making himself a home. In his letters to
“my great benefactor” the future Academy
member touchingly accounted for every
kopeck he spent. “I bought with your
money a bed, a pillow, a blanket and a mat-
tress, at the overall cost of 15 rubles 80
kopecks. A chest, a paper and pencils have
yet to be bought.” Early in April he
apprised: “I’ll begin going to classes the
week following the first Sunday after Easter.
Vasily Ivanovich Grigorovich told me I
should live in the same way as others do.
Money for meals has been granted. The
Society gave me money for meals begin-
ning from April 1, and I paid five rubles for
the preceding five days; one ruble for a
knife, a fork, a spoon; two rubles for ten
sheets of paper for the painting classes; for
half a pound of Italian pencils — two rubles
50 kopecks.”




EXCLUSIVE PUBLICATIONS

In St. Petersburg, Petrusha was taken
care of and “looked after” by one of the
Society’s founders, Alexander Dmitriev-
Mamonov. The latter sent detailed “reports”
to Yermolov about the deportment and
study progress of the Academy’s new pupil.
He also provided the “nice boy with new
accoutrements”. At the end of 1833 Zak-
harov gleefully wrote to Moscow about his
first accomplishments and commendations
from Kikin, the Society’s secretary, and
Grigorovich. By way of proof, he sent along
several drawings: “A drawing of Laocoon, an
image of Achilles’s gypsum head, also gyp-
sum heads of Medici Venus and Apollo” and
two portraits. Pyotr Zakharov informed
about a forthcoming relocation to a new
apartment on Vasilievsky Ostrov “in Mrs.
Kostyurina’s house No. 199, 7th Line”.

One of the important elements of the
teaching of painting skills at the Academy
was copying the old Western European
masters at the Hermitage. In February 1834
Zakharov copied Van Dyck’s painting “The
Young Prince”. “Ordered: to give 70 rubles
to pupil Zakharov for his copy of Van
Dyck’s painting and to return the copy to
him so that he could present it to his bene-
factor Yermolov”?. But Pyotr Yermolov did
not receive this work. In 1835 the Society’s
committee apprised that “pupil Zakharov
has produced a copy of Van Dyck’s picture
which in all fairness deserves praise. Mem-
ber of the Committee Count Vielgorsky
encouraged the young man to proceed with
his work, took the copy and rewarded
Zakharov for it.”*

At the beginning of 1836 Zakharov
was actively preparing for an exhibition at

the Academy. In a letter to Yermolov he
wrote that he was setting out “to make a
painting from nature on national themes,
to display it at the next exhibition this year,
in September”. Presumably, the piece in
question was “Fisherman” (1836, Art
Museum, Voronezh. First version®), the
artist’s earliest known work, that is marked
by some tenseness and a sophomoric treat-
ment of nature. The small space of the can-
vas is nearly entirely taken up by the bulky
figure of a peasant mending a fishing net,
with the artist’s focus on the huge hands of
his subject. The “Russianness” of the
image is simplistically accentuated (a red
shirt, an Orthodox Christian cross on the
chest, a soft beard and the hair parted in the
middle). The composition is completed
with a Russian belle in the background.
The young artist understood that he
had to go to a place with “local colour” to
paint the scene, because “the Russian
character has all but vanished in St. Peters-
burg”. Such travel would have required
financing, however, which Zakharov never
received. Perhaps it was the awareness of
his failure that drove the artist to work fre-
netically on a historical composition. In
July he spoke about a finished sketch for his
painting “Flavius Belisarius Begging for
Alms with a Boy”. The requirement to
paint a composition based on the story of
the Byzantine army chief Belisarius was a
staple in the academic curricula of the
time®, the task being to depict Justinian I’s
associate whose military victories strength-
ened the Byzantine Empire, but who, hav-
ing been unjustly disgraced, lost his sight
and in the final years of his life had to beg
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for alms. The assignment to paint the old
man with the boy-guide provided the
Academy’s pupils with an opportunity to
contrast two ages in a fairly simple two-fig-
ure composition.

Analyzing a brief review of the 1836
exhibition written by Nestor Kukolnik in
“Khudozhestvennaya  Gazeta”  (Art
Gazette), one can infer that the display was
quite comprehensive (580 works in all) and
diverse (architectural projects, sculpture,
paintings, and drawings). On October 8 the
show was visited by Emperor Nicholas |
and Empress Alexandra Fyodorovna, who
“contemplated all of the artwork with
approving attention and graciously”.
Zakharov’s pieces were not lost among the
host of works produced by architects,
sculptors, painters and graphic artists. “We
are especially pleased to mention,” wrote
the critic, “the small-size works of
Zabolotsky, Pechenkin, Zakharov and
Plakhov”™’.

Zakharov’s portraits on view included
images of the artists Alexei Tyranov and
Yakov Kapkov?, but regrettably the present
whereabouts of these pieces is unknown. It
was no accident that Zakharov undertook
to portray his fellow students at the Acade-
my. These portraits were created in the
same year as Mikhail Scotti’s graphic
series. Pavel Tretyakov bought Scotti’s
drawing book from Lyubov Ramazanova,
the widow of a sculptor who studied
together with Scotti and Zakharov. In
March 1891 she wrote to Tretyakov: “Dear
Pavel Mikhailovich, your gallery, as I
remember, has a room for pencil drawings
and the like. My late husband’s drawing

M.U. CKOTTH
Apmsanun Hepcecos u
ueueney 3axapos. 1836
Bymara, uranbstHcKuit
KapaHpalll, akBapeJb,
ryaip, Genuna

193 x279
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Mikhail SCOTTI
The Armenian
Nersesov and

the Chechen
Zakharov. 1836
Italian pencil, water-
colour, gouache,
whiting on paper
193 x 279 cm
Tretyakov Gallery

Puibax

Ockomno 1836

XoJcT Ha KapTOHe,
macuno. 50 x 40
BopoHexckuit My3eit
M300pa3sUTELHBIX HCKYCCTB
uM. U.H. Kpamckoro

Fisherman. c. 1836
Oil on canvas mounted
on cardboard

50 x 40 cm

Kramskoi Art Museum,
Voronezh

3 Department of Manuscripts,
Tretyakov Gallery. Fund 31.
Item 2139. Item 1. Sheet 1.

4 Department of Manuscripts,
Tretyakov Gallery. Fund 31.
Item 2280. Sheet 1.

“Fisherman”. Oil on canvas
on cardboard, 50 by 40 cm.
On left bottom — signature:
PZ. Zakharov. Collections,
owners: Akopov’s collection,
State Museum Fund [GMF],
Tretyakov Gallery (prior to
1928), Voronezh Museum of
Regional History (prior to
1935). In 1935 from
Voronezh Museum of
Regional History to
Voronezh Art Museum.

® The Tretyakov Gallery holds
a picture called “Belisarius
Sitting by the Road in the
Pose of a Beggar, with a Boy
by His Side” — a work of
Ivan Tupylev (ID 15172),
which garnered him the title
of Academician in 1785.

“Khudozhestvennaya Gaze-
ta” (Art Gazette). Nos. 11
and 12, 1836. P. 176.

“Khudozhestvennaya Gaze-
ta”. No. 4, 1836. First addi-
tion of September 28. P. 7.

3 OP T @. 31. Exxp. 2139.
11

Tam sxe. Ex.xp. 2280. JI. 1.

o

Pricax. 1840. Xoner Ha
KapToHe, Macy10. 50 x 40.
CnieBa BHU3Y NOJIUC:

11.3. 3axapoeo.
Boponexckuii My3eit
M300pasUTENbHBIX HCKYCCTB
M. ML.H. Kpamckoro

(unB. BOXM 137-X).
CoGpanusi, BlajieN1bLbI:
CoGp. Akonosa, TM®, I'TI"
(10 1928), BopoHeskckuit
KpaeBe/[uecKuil My3ei

(no 1935).

Tocrynnenue: B 1935 u3
Bopone:skckoro kpaeseji-
YECKOTo My3esi.

Boipaxaio rimy6okyio
NpPU3HATENLHOCTh

B.JI. HoGpomupoBy 3a
OKa3aHHOE COJIeNCTBHE.

B cobpanuu I'TT" xpanmrest
nosnoTHo «Benmzapwii,
CHASILIMI TIPH lopore

B TIOJIOKEHHH TPOCSIIEro
MUJIOCTBIHIO, C HUM MaJTb-
uuk» kuctn V.0, Tynbinesa
(unB. 15172), 3a KoTOpYIO0
XynoxHuK B 1785 ropy
IOy YIIT 3BaHME aKaJieMHKa.

XyJoxecTBeHHasl rasera.
1836. Ne 11-12. C. 176.

8 XynoXkecTBeHHasi ra3eTa.
1836. Ne 4. TlepBoe mpr6aB-
nenue 28-ro centsiops. C. 7.

3armiadeHo 15 pyo<mieit> 80 komeek. Emne
Hano Oy/leT CyHAyK, OymMaru, KapaHmauiei».
B ampene mecsitie oH coobmian: «C dhomu-
HOU He/IeIN 3a4Hy XOAWTh B KJlacchl. Ba-
cunuit UBanosuy [puropoBud ckaszan MHe,
YTO 51 MOJIKeH KUTh Ha TAaKOM Xe TI0JIO-
XeHUU, KaK U mpotyne. Ha mutty Beimad
ot O6IIecTBa ¢ IEPBOTO YKCTIA aTlpesis, U
3a TIpeXKHUe 5 THEl MUIN 3arIaTuI IMSITh
pyOsieil, 3a HOXUK, BUJIKY, JIOXKY — PYIib,
3a Gymary JIst pUCOBaHMSI B KJIaccax... IBa
py0u1s, 3a KapaHgauieil moJipyHTa UTaiu-
aHckux 2 pyouns 50 komeex».

Ormekan [lerpymy B [letepOypre u
«IIprcMaTpuBa» 3a HUM Ajiekcadnp MBa-
HoBWY JIMUTpreB-MaMOHOB, OIMH U3 y4-
penurtesneit OOIIecTBa TMOOIIPEHUS Xy-
MOXHUKOB. OH TTOIPOOHO «OTYUTHIBAJICS»
nepen [1.H. EpMoI0OBBIM O TIOBEIEHUU U
ycrexax B yde0e HOBOVMCIIEUEHHOTO aKae-
mucta. OH e CHaOIIIT «CIaBHOTO MaJTb-
Y1Ka HOBO# amyHuIueii». B xontie 1833 ro-
n1a 3axapoB pagoCTHO coo0Ial B MOCKBY
0 CBOUX TIEPBBIX YCIIeXaxX M MOXBajax, yc-
JIBIIIIAHHBIX OT TIepBoro Tipencenaresist O6-
mectBa [1.A. Kuknna u KoHdepeHII-ce-
kpeTaps Akagemuu xyaoxecTts B.W. [pu-
ropoBuya. B nmoarsepxaenue EpmosoBy
OBLTM TIOCTIAHBI HECKOJIbKO PUCYHKOB:
«JIa0OKOOH PUCOBAaHHBIIA, C TUTICOB TOJIO-
Ba AXWJUIa, ellle ¢ TUIICOBBIX (puryp Be-
Hepa Menutieiickast 1 ATIOJUTOH», & TAKXKe
IIBa TIOpTpeTa. 3axapoB COOOIIAT O TIpe-
CTOSIIIIEeM Tiepees/ie B HOBYIO KBapTHUPY Ha
BacunbeBckoM ocTpoBe «M0 7-U JIMHUAU
B oMy ['-3xu Koctiopuroit Ne 199».

OmHUM U3 BaXXHBIX ITAMOB MOCTHU-
>KEHUsI SKUBOITMCHOTO MacTepcTBa B AKa-
MEMUN XYIOXECTB OBIJIO KOMUPOBaHUE
TOJIOTEH CTapbIX 3araTHOEeBPOIEUCKUX
MacTepoB B MIMIiepaTopckoM DpMuTaxe.
B deBpase 1834 roma 3axapoB UCTTOHILT
Komnuto ¢ opurrHana A. BaH Jeiika «Mo-
Jiofoii npuHi». [1o utoram padoTsl 6bLIO
«TIOJIOKEHO BBIATh YICHNKY 3aXapoBy 3a
cIeJlaHHYI0 UM Komuio ¢ Bannuka cemb-
TecsIT pyoIIeii, KOTTHIO Xe BO3BPATUTh MY
C TeM, YTOOBI OH TPEICTaBWII ee OJaroe-
temo I'<ocronuny> EpmonoBy»®. OnHa-
ko [lerp HukonaeBuu 3Ty KOMUITHYIO
pa6oty He moayuymi. B 1835 rony Komu-
TeT OOIIEecTBa COOOIIA, «9TO BOCITUTAH-
HMK 3axapoB Mpoun3Bes ¢ BaHmyka Koo
10 BCell CIPaBEMTMBOCTY 3aCITyKNBAIO-
ryto moxsany. [ <ocromuu> wien [O61ie-
ctBa] rpa M<atBeit> KO<preBuu> Bueinb-
TOpCKUit 0100PKI IOHONTY K JaIbHEUIITUM
TpyIam, B3s1 cebe KOTUIO ¥ BO3HATPaIUIT
3a Hee 3axapoBa»*.

B nauane 1836 roma Iletp 3axapos
aKTUBHO TOTOBWJICS K aKaleMUYeCKOU
BeicTaBke. B nmuceme k I1.H. EpMosnoBy
OH CcO000111aJ1, YTO COOUPAETCST «HAIMKMCATh
KapTUHY C HATyphl W3 HAIMOHAIBHBIX
CIIEH K CJIe/IyIoleil BBICTaBKe CEeTo rofa
CEHTSIOpsI Mecsta». BeposiTHO, peub uaeT
o pabote «Poibak» (1836, BopoHexckuii
Xy[I0XecTBeHHbI My3eil um. U.H. Kpam-
cKoro®). DTo — caMoe paHHee MPON3Beie-
HUe XYIOXXHWKA, U3BECTHOE B HACTOSIIIIECE
BpeMsi. Ero oTiimyaer HekoTopast CKoBaH-
HOCTb ¥ YUEHUYECKUIA TTOMXO K HaType.

He6onb1ioii pazmep xoJicta MOYTU MOJI-
HOCTBIO 3aIlOJTHSET Ipy3Has purypa My-
JKWKa, YAHSILIETO PHIOOJIOBHYIO CETh. Xy-
JIIOXKHUK YAEIseT 3HAUUTEJIbHOE BHUMA-
HHUE OTPOMHBIM pPyKaM ITPOCTOIONMHA.
HawnBHO momyepKHyTa «pycCKOCTb» 00pa-
3a (KpacHas pyOaxa, HaTeJIbHbIN TMpaBoO-
CJIaBHBINM KpecT, MITKast 60poaa U BOJIO-
CBI, pacyecaHHBIe Ha MPSIMOI MPoOop).
JlomosTHsIeT CIIeHKY pyccKasi KpacaBuIia,
n300pakeHHasT Ha 3aJHEM TUTaHe.
Mononoit XymosKHUK TTOHUMAJT, YTO
IIJIST HATTMCAHUs TaKOM CLICHBI, CJIeIOBa-
JIO TIoeXaTh «Ha MECTHYIO HaTypy», W00
«B [leTepOypre coBepIIEHHO PYCCKOIA Xa-
pakTep um3mIamwics». OmHako Tmoe3mka
TpeboBajia CpeNiCTB, KOTOPhIE 3aXapoB TaKk
¥ He Toryuni. [To-BuaguMoMy, ToHUMas,
YTO TTOTEPIIe]l HeyIauy, XyIOKHHK JIMX0-
PamovYHO paboTal HaJ UCTOPUUECKIM CIO-
KeToM. B uiojie OH COOOLIMI O TOTOBOM
9CKM3¢ KapTUHBI «Benuzapuii ¢ Majabun-
KOM, TIPOCSIINI MUJTOCTBIHI». CIOXET O
BU3aHTUICKOM TTOJKOBOAIEe Benmmzapum
ITOCTOSTHHO BXOIWJI B HANMMCAHKE aKaaeMK~
yeckux nporpamm®. CriogBikHUK KOctr-
HuaHa |, ykpenuBImii cBoMMU mobema-
MM BU3aHTHIICKYIO MMTIEpHIO, HECTIPABEI-
JIMBO TIOJBEPICs orajie, OCIeI U B KOHIIE
JKV3HU OBUT BBIHYKICH MTPOCUTH MUJIOCTBI-
Hio. CTapell ¥ ero MaJIbYMK-TTOBOILIPH Aa-

HALW MYBNMKALA

|

BaJIM BO3MOXHOCTb aKaleMIIeCKIM yde-
HUKaM B JOCTAaTOYHO HECJIOXXHOUW IBYX-
urypHOIT KOMIIO3UIIUY COTIOCTABUTD JBA
BO3pacrTa.

AHanm3upyst KpaTkuii 0030p BbICTaB-
Kku 1836 roma, DaHHEBIA B «XyIOXECTBEH-
Hoit razere» H.B. KykoabHUKOM, MOXHO
ceNaTh BBIBOJ O e¢ MaciuTabHoctu (580
MPOU3BEACHUIA) U pa3HOOOpa3uu (apxu-
TEKTYpHBIE TIPOEKTHI, CKYJIBIITYPa, KUBO-
MCh, TpaurKa). § OKTSIOPST IKCTIOZUTIUIO
nocetuu umneparop Hukonait I u um-
nieparputia Anekcannpa ®enoposHa, Ko-
TOpbIE «0003peBaN BCE XyN0XECTBEHHbIE
paboThI C OMOOPUTETHHBIM BHUMaHEM 1
cHUCXOXaeHueM». Cpert MHOTOYMCIIeH-
HBIX pabOT apXUTEKTOPOB, CKYJIBIITOPOB,
>XVBOIIMCIIEB U TPa®WKOB MTPOU3BENECHUS
kuctu [lerpa 3axapoBa He TOTEPSUINCH.
«C 0cOOBIM YTOBOTBCTBUEM, — ITHCAT KPU-
TUK, — TOJDKHBI MBI YTIOMSTHYTh O HEOOJTb-
mux kapTuHax 3abonorckoro, [TeueHKu-
Ha, 3axapoBa u [11axoBa»’.

B psmy moptpeToB, mpencraBieH-
HBIX Ha BBICTaBKe, KUCTU 3axapoBa Mpu-
HaJyIexXai M300pakeHnsT XyITOXHUKOB
A.B. Teipanona u 4.®. Kamnkosa®. K co-
KaJIEHUIO0, MECTOHAXOXIEHUE 3TUX padoT
B HacTosiIIee BpeMsi Hem3BecTHO. [losiB-
JIeHUE U300paXeHU I ToBapuileil Mo Aka-
nemuu B TBopuectBe [1. 3axaposa He ciy-
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Topmpem zenepasa
Al. Epmonosa
Oxkomno 1843

DTI07]

Xouer, maco. 52 x 43
Myseii B.A. TporiuH1Ha 1
XYJIO2)KHUKOB €I0 BpEMEHU

Portrait of General
Alexei Yermolov

c. 1843

Study. Oil on canvas
52 x 43 cm

Museum of Vasily Tropinin
and His Contemporaries,
Moscow

book contains several such drawings, quite
noteworthy both in workmanship and con-
tent. Scotti drew, using a black pencil, por-
traits of artists who graduated with gold
medals from the Imperial Academy of Fine
Arts in 1839: Stavasser, Ramazanov,
Pimenov, Klimchenko, Kudinov, Delab-
vez, Courvoise, Vorobiev.”® These pencilled
portraits of the young graduates are of great
historical importance, as the only available
evidence showing what many of the Russ-
ian artists of the 1830s-1840s looked like.
This series includes the only credible image

® Department of Manuscripts, Tretyakov Gallery. Fund 1. Item 2797. Sheet 1.

'®November 26 1835 — “Old Woman Reading the Cards”. An extract from the Journal of the Council
of the Academy of Arts. Location: Russian State Historical Archive (RGIA). Fund 789. Catalogue 1.

Item 2094. Sheet 4 — Mazaeva.

1'“Khudozhestvennaya Gazeta” (Art Newspaper). Nos. 9 and 10, 1837. P. 143.

12 Alexander Vasilyevich Ulyanin (1782-1856), a landowner from Nizhny Novgorod, artillery sub-lieu-
tenant, Cavalier of the Order of St. Vladimir, 4th degree. In 1830 Ulyanin met Alexander Pushkin during
his stay in Boldino. The Tretyakov Gallery holds the “Portrait of Alexander Ulyanin” by Ivan Kashirin
(Reg. XK-1420) painted in St. Petersburg (as inscribed on the back of the canvas) circa 1836.

B aletter to Pyotr Yermolov Zakharov wrote: “I rented a small but tidy apartment for 15 rubles per
month, and then was faced with the necessity to spend more to buy some household items. My address:
Vasilievsky Ostrov, 3rd Line near Sredny Prospekt, Khalunin’s house No. 31

1bDeparlmem of Manuscripts, Tretyakov Gallery. Fund 31. Item 2283. Sheet 1.
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of Zakharov. The piece featuring “the
Armenian Nersesov and the Chechen
Zakharov” (1836, Tretyakov Gallery) is
made with an Italian pencil and a stump,
and Scotti ably rendered the individuality
of each. This double portrait is pivoted
around contrasts between two different
images and personalities. The serious Ners-
esov whose hazel eyes have absorbed “all
the grief of the Armenian people” wears
ethnic dress (an Astrakhan cap of a peculiar
shape). Lively, smiling, with a foppish little
moustache and beaming light eyes,
Zakharov is depicted as a St. Petersburger
from the city’s artistic circles. He has a
cloak flung over his shoulders, a beret jaun-
tily pushed sideways, and a handkerchief
carelessly tied round the neck. A heavily
starched white collar emphasizes the pallor
of his face.

The Society’s report, presented by its
secretary Grigorovich in April 1837, states
that “Zakharov and Pechenkin, who owe
their education and accomplishments to
the Society’s care and support — at the
Academy’s exhibition, Zakharov displayed
his paintings ‘Belisarius’ and ‘Reading the

Cards’" and several portraits, and
Pechenkin presented three pictures with
Russian scenes — were granted the rank of
artist of the Imperial Academy of Fine Arts
and are now longer in our care. By way of
reward for their moral virtue and accom-
plishments in the domain of the fine arts,
the Committee has rewarded each of the
two.”"

It appears that the young artist did not
quite succeed with the historical composi-
tion. In his letter to Yermolov Zakharov
honestly recounts the episode: “The paint-
ing ‘Belisarium’ did not enjoy a great suc-
cess, besides the commendation from the
Academy’s members. During the gradua-
tion ceremony Alexei Olenin heaped much
praise on me and thanked me for the acc-
omplishments. The picture was bought at
the show by Mr. Ulyanin' for 350 rubles.”

The Academy’s Council granted
Zakharov, who “lived in his flat”**, the rank
of liberal artist on August 10 1836. The
Council noted therewith that “he produces
very pleasant portraits and pieces
a-Paquarelle”™. In spite of the Council’s
decision, the official document — the
diploma — was handed to Zakharov only on
Feburary 4 1837, and with it the new inde-
pendent life of a “freelance artist” started
for Zakharov. In letters to Yermolov
Zakharov wrote that he “was busy making
portraits” and giving painting lessons. The
circle of clients was limited to Zakharov’s
good friends from the Academy and their
relatives. While residing in St. Petersburg,
the portraitist accomplished portraits of the
families of Ladyzhensky, Isleniev, and
Samsonov. The pieces are mostly small
intimate portraits featuring their models
seated in an armchair holding a book or a
piece of needlework.

It was not easy to earn one’s living
solely from private commissions. The artist
was in constant need of money and had to
move to new apartments every so often. So,
early in 1840, “my address: Vasilievsky
Ostrov, 7th Line near Bolshoi Prospekt,
Gerasimov’s House, Eichorn’s apart-
ment”. By the end of the year it was al-
ready, “Sredny Prospekt, between Cadets’
Line and the Little Neva, in the merchant
wife Okulova’s house”. In that year
Zakharov made a copy of Nicholas I’s por-
trait “full-length, the canvas one arshin
[two and a third feet] tall, in a generic gen-
eral’s uniform, for 300 rubles” by Franz
Kriiger, a favourite Prussian painter of the
Russian emperor. At approximately the
same period Zakharov painted the portraits
of Ye. Voeikova, Borozdina (their location
unknown), and the merchant Zhadime-
rovsky (in the Hermitage, the name of the
sitter is unknown — L. M.).

The piece “Portrait of an Unknown
Lady with Children” (private collection,
location unknown'®) is dated to October
1840 — it was sent to the Tretyakov Gallery
for expert assessment in 2005. In the 1980s
the piece was owned by the Moscow art
collector Ya. Shapiro. Tamara Mazaeva in
her dissertation included the portrait into

yaiiHo. OHU ObUIU CO3JaHbI B TOM Xe€ TO-
1y, uto 1 rpaduueckas cepust M. 1. Ckor-
™. Ans6oM CKOTTM OBIT TIpHOOpETeH
[1.M. TpetrbsikoBbiM y JIto60BU Makcu-
MOBHBI PaMa3aHOBOIi, BAOBBI CKYJIBITOPA
Huxkonast Anekcannposuya PamazaHoga,
cokypcHuka Ckortu u 3axapoBa. B map-
Te 1891 roma oHa obpartmiach ¢ IpemIo-
XKEHUEM K colupatennto: «MuioCTUBBIi
rocynaps [laBen Muxaitnosuu, B Bameit
rajiepee, HaCKOJIbKO MTOMHIO, €CTb KOMHa-
Ta JJI1 KapaHJAUIHbIX U MPOYUX B 3TOM
pole pUCyHKOB. B ajibbome MOKOWHOTO
MOETO MYy>Xa €CTh HECKOJIBKO TaKOBBIX, HE
JIUIIIEHHBIX UHTEpeca, KaK MO UCIOJIHEe-
HUIO0, TaK U Mo coaepxanumo. 1. [loprpe-
Thl XyIOXHUKOB MMrieparopckoii Aka-
IeMUU XyHooxecTB BhITyckKa 1839 roma,
MOJYYUBIIUX 30JI0ThIE MEJATU, PUCOBAI
M.U. Ckorru yepHbIM KapaHnaaiiom: Cra-
Baccepa, PamazaHoBa, [TumeHosa, Kium-
yeHko, KynuHosa, [lenansesa, Kypsy-
asbe, BopoObeBax»®. J1eiiCTBUTEIBHO, 3TU
pUCOBaHHBIE TOPTPETHl IOHBIX BHIITY-
CKHUKOB MPEICTaBISIOT OOIBIION UCTO-
puyeckuit unTepec. TobKo Garonapsi UM
Mbl MOXEM COCTaBUThb TMpPEACTABICHUE
O TOM, KaK BBIIJISIIEJIM MHOTHE MacTepa
pycckoro uckyccTa 1830—1840-x romos.
Cpenu opTpeToB — €NMHCTBEHHOE HO-
cToBepHoe n3oodpaxenue [lerpa 3axapo-
Ba. Jluct «apmsiHuH HepcecoB u yeueHerr
3axapos» (1836, I'TT) ucItoJIHEH B TEXHMU-
K€ UTATBTHCKOTO KapaHAaIlla ¢ «pacTyIl-
Koit». Mosomnoii pucoBaibMK CKOTTH
YMeJIO niepefal MHIUBUAYATbHOCTD KaX-
JOTO. DTOT ABOWHOU TIOPTPET UCTIOJTHEH
Ha KOHTPACTHOM COIOCTaBJIEHUU [JBYX
HEeTTOXOXWX 00pa30B 1 xapakTepoB. Cepb-
e3Hblit Hepcecos, B kapux mia3ax KOTo-
poTo «BCsI CKOPOb apMSTHCKOTO Hapona»,
OJIET B HALIMOHAJIBHOM CTWJIE (Ha TOJIOBE
KapakyJieBasl 1Ianka xapakTepHoii dhop-
Mbl). 2KHBO¥A, € yIbIOKOI Ha ycTax, KOKET-
JIUBBIMU YCUKAMU U JTYYUCTBIM B3IJISIIOM
CBETJIBIX IJIa3, 3axapoB M300paxkeH Kak
TeTepOypIKel] U3 XyI0KeCTBEHHOI CpeIbl.
Ha mjeyn HakvMHYT Muiaill, JUXO 3aJI0M-
JIeH Ha OOK OepeT, HEOpeXHO MOBS3aH
LIEWHBIN M1aToK. Tyro HaKpaxMaaeHHbIA
0eJiblif BODOTHUYOK MOIYEPKUBAET OJie/1-
HOCTbD JIMLIA.

B otuere OO0111€CTBA MTOOIIPEHUS XYy~
MOXHUKOB, TPOYUTAHHOM KOH(bEpeHII-
cekpetapem B.W. [puroposuuem B anpese
1837 roma, roBopurcst: «3axapoB u [leueH-
KVH, 00sI3aHHBIE CBOMM 00Opa3oBaHUEM
u ycriexamu TionedeHuio OOIecTBa, n3
KOMX TIEPBBI JOCTaBWI Ha akajgemMuye-
CKYIO BBICTaBKY KapTUHHI «Bemucapuii»,
«[amanue B KapThi»'® 1 HECKOJIBKO MOPT-
PETOB, a MOCIEAHUI — TPU KAPTUHBI, U30-
Opaxarole pycCKUe CIIEHBI, YIOCTOU-
JIUCh 3BaHUS XyIOXHUKOB MmmepaTop-
CKOU AKaJieMUU XyIOXECTB U BbIObLIU U3
yycia HallluX BOCOUTaHHUKOB. KomuTer,
B YBaXEHWM WX JOOPOIl HPaBCTBEHHOC-
TH U OKa3aHHBIX YCTIEXOB Ha TOTIPUIIE
U3SIIHBIX UCKYCCTB, HArpaJui UX eANHO-
BpPEMEHHO» "',

Ucropudeckas kapTuHa, TO-BUIU-
MOMY, He 0c000 ynajach MOJIOIOMY XYy-

Topmpem

. U. Jlaovixcenckozo
1838

XoincT, macio

34,7 x 28, 8
HaumnoHanbHblit
XYIOXECTBEHHBIN My3eil
Pecny6nuku Benapych

Portrait of Fyodor
Ladyzhensky. 1838
Oil on canvas

34.7 x 28.8 cm

State Art Museum, Belarus

noxHuKy. B muceme k I[1.H. EpmosnoBy on
yecTHO Tipu3HaBaics: «KapruHa «Bemmsa-
puil» OOJIBILIOrO ycrexa He uMesa, KpoMe
XOPOIIETO MHEHUS OT WIEHOB AKaIeMUU.
Bo Bpems akrta Anekceit Hukonaesuy One-
HUH obackai MeHsl K<ak> HeJib3s1 0oJiee
u 6yarogapui 3a yecnexu. KaptuHy xe Ky-
MW C BBICTABKY TOCTIONWH YABSIHUH' 32
TpUCTA MATHAECAT PyOICii».

Coset Akagemuu Bo3Ben [letpa 3a-
XapoBa, «KUBYILETO Ha CBOEH KBapTUpe» 2,

® OPI'IT. . 1. Baxp. 2797. 1. 1.

wBbInV[CKa u3 XKypHana Cosera Akafiemun xypoxecTs: 1835, 26 Hosi6ps — Crapyxa, rajaomasi B KapTbl
(PTHA. ®.789. On. 1. Eg.xp. 2094. J1. 4).

”Xy):l(nxecTEeHHaﬂ razera. 1837. Ne 9-10. C. 143.

12ynh${HMH Anexcauip Bacunbesiu (1782-1856), HiXKeropojicKuii MOMEIWK,, MOANOPYYHK apTHILIEPHH,
KaBajiep opjieHa cB. Bragmupa 4-it crenenu. B 1830 ropy Berpeyancs ¢ A.C. ITymKuHbIM Bo Bpemst
ero npe0biBanust B bommune. B I'TT umeercs «Iloprper A.B. Yabstuuna» kuctu M., Kaumpuna
(unB. 2K-1420), ncnonxenbii B [lerepGypre (Hajmuch Ha 060poOTe XOJICTa), N0-BUAMMOMY, B 1836 ropty.

13
B micbme k I1.H. EpmonoBy 3axapos nucan: «51 Hausn cebe HeGObIIYI0 KBAPTHPKY, HO UNCTEHBKYIO,
3a 15 pyOneit B Mecsill, TyT MHe NIPEICTOSIN HOBBIE M3JICPKKH, UTOO 3aBECTUCh MAJIEHEKIM XO3S/CTBOM.
Anpec Moeit kBapTupbl: Ha B<acuibeBckom> o<cTpope> no 3-it uHuy 63 CpejjHero npocnekra

B loMe XanmyHuHa Ne 31».

YOP I'TT &. 31. Exxp. 2283. J1. 1.

HALL NYBITVKALWNN

B 3BaHUE CBOOOAHOTO XynoxHuKa 10 aB-
rycra 1836 roma. I1pu 3TOM 0TMEUasioCh,
YTO «OH BeChMa MPUSITHO MUIIET TOPTpPe-
THI 1 a ’aquarelle»'. HecmoTps Ha pelire-
Hue CoBera, OUIIMATEHBIN TOKyMEHT —
«arrectat» — ObUT BBIIaH 3aXapoBY TOJb-
ko 4 deBpaist 1837 roma. Hauanack HoBast
CaMOCTOSITETbHAST KU3Hb «CBOOOTHOTO Xy-
noxHuka». B nucemax x I[1.H. EpmonoBy
OH TTHCAJT, YTO «3aHNMAETCS TOPTPETAMU»
u maet ypoku pucoBaHus. Kpyr ero 3a-
Ka3YMKOB OTPaHUYUBAJICS JOOPHIMU 3HA-
KOMBIMHM 110 AKaIeMIH, a TAKXKe UX POICT-
BeHHUKamMu. Bo Bpemsi meTepOyprckoro
repuoja XU3HU TIOPTPETUCT WUCTIOTHWIT
U300pakeHs IpeIcTaBuTeNei cemeit Jla-
nepkeHckux — McnmeHbeBbix — CaMcoHO-
BbIX. B OCHOBHOM 3TO KaMepHBIe 110 (hop-
Me, HeOOJTBITIOTO pa3Mepa XOJICTHI, a TIPe.T-
CTaBJICHHBIE Ha HUX MOJIEJIN CUIIAT B Kpe-
cJlax ¢ KHUTOM WJIA PYKONEINeM B pyKax.

KWTh MCKITIOYUTENTFHO Ha YacTHBIE
3aKa3bl OBIIO HETPOCTO. XYMOXHUK TT0-
CTOSTHHO HYXXIAJICSI, U eMy TIPUXOAMIIOCH
YacTo Tiepee3karh C KBapTUPHl Ha KBap-
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the listing of the artist’s authentic pieces
and called it an image of A. Yermolova
with her children. However, the Yermolovs
at that time were in Moscow while the
artist remained in St. Petersburg. The cor-
respondence between Zakharov and the
Yermolovs makes no reference to the artist
working on a portrait of the Yermolov
family.

The picture, primarily a genre piece,
presents a portrait of a family indoors, and
belongs stylistically to the Biedermeier tra-
dition. An amusing detail is conveyed by
the scene of play between a boy and a cat —
the boy is portrayed holding up a piece of
paper on a thread while the cat hides under
the mother’s armchair. The older girl shyly
huddles up to the mother. Zakharov plays
up the material side of objects — the texture
of wood in the armchair, the soft fluffiness
of the velvet upholstery, the shine of the
supple silk of the dresses and ribbons, and
the translucent delicacy of the lace. The
colour scheme is based on contrasts
between black-and-grey and red-and-
green hues.

The signature on the piece, very
unusually for the artist, references his place
of birth — “Zakharov Dadayurtsky” (Zak-
harov of Dada-Yurt). Another such signa-
ture is featured on the “Portrait of an
Unknown Man Inside a House”" (1840, in
the Hermitage). Given the similarities of
their sizes and the same time of produc-
tion, one can suppose that Zakharov creat-
ed twin portraits featuring a man and his
wife with children.

Myxcckoti nopmpem
Bymara, uTaibsiHCKHit
Kapanpam. 24,3 x 18.5
I'Tr

Portrait of a Man

Italian pencil on paper.

243 x 18.5cm
Tretyakov Gallery

Topmpem onowu »
Bymara, uranssHckuit
Kapanpam. 24,3 x 18,5
I'Tr

Portrait of a Youth »

Italian pencil on paper.

243 x 18.5cm
Tretyakov Gallery

16“Ponrait of an Unknown Man Inside a House”. 1840. Oil on canvas, 67
signature and date: “Zakharov Dadayurtsky 1840”. Sent to the Gallery i
Ethnography. ID at the Hermitage Museum: PX-1961.

x 54.5 cm. On right bottom —
n 1946 from the Museum of

17Depanmem of Manuscripts, Tretyakov Gallery. Fund 1/2739. Sheet 1 (obverse and reverse).

'8 The painter Alexander Ivanov spent the last period of his life in the hou.

cousin Mikhail Botkin in St. Petersburg. Ivanov’s posthumous image painted by Postnikov is held at the

Tretyakov Gallery.
19“Calznlogue of the Tretyakov Gallery”. 1893. P. 9. Nos. 166 and 168.

21bid., p. 61.

se of Sergei Postnikov and his

2 Maria Fyodorovna Korsh was a close friend of Elizaveta Bogdanovna Granovskaya (1824-1857, nee

Miihlhausen), Timofei Nikolayevich Granovsky’s wife (editor’s note).

2 Department of Manuscripts, Tretyakov Gallery. Item 1757. Sheet 1.
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In December 1840 Zakharov received
a job as a drawer at the Military Ministry.
Working there, Zakharov accomplished
more than 60 drawings featuring different
uniforms and arms used by the Russian
army (of which 37 have been located). He
was twice granted monetary rewards for
great technical proficiency and workman-
ship (250 rubles on April 5 1841, and 175
rubles on January 10 1842). This “improve-
ment of financial standing” led to better
living conditions. In 1841, then living on
Vasilievksy Island, the artist moved to the
5th Line — the “House of Fashion” on the
corner of the Embankment, across the
street from the Academy of Fine Arts. In
early 1842, he moved to “Transhel’s house”
on the 11th Line, between Bolshoi and
Sredny Prospekts. In February 1842
Zakharov submitted to the Academy’s
Council a request for the title of Academi-
cian. But a steep deterioration in his health
made the artist abandon the “putrid” cli-
mate of St. Petersburg. Late in April 1842
Zakharov moved to Moscow, settling in
Pyotr Yermolov’s house near Tverskaya
Street, at 236 Chernyshevsky Pereulok
(now 6 Stankevich Street). In Moscow, he
would work prolifically producing paintings
and drawings. A year later he received the
much coveted title of Academician for the
“Portrait of Alexei Yermolov” (1843, Russ-
ian Museum).

Arguably, Zakharov’s first piece
bought by Pavel Tretyakov was the “Portrait
of Doctor Fyodor Inozemtsev” (1844,
Tretyakov Gallery). A letter from Natalya
Postnikova (1788-1885) dated March 7
1883 survives: “Dear Pavel Mikhailovich, if
you haven’t changed your mind about buy-
ing Inozemtsev’s portrait from me, well,
now is the time for it to become swallowed
up as well, after my little Chinese dogs and
Saxon shepherdesses. But since this por-
trait is my last resource... I have to hold on
firmly to the price tag that was normal for
the artist — namely, 1,000 rubles.”"” The
sender was the wife of a third-guild mer-
chant from Moscow P. Postnikov (1783-
1865). The Postnikovs’ hospitable and wel-
coming home in Kudrino, near the Pokro-
va Church, was a magnet for many Russian
intellectuals, including the historian Pyotr

Kireevsky and writers Nikolai Gogol and
Nikolai Yazykov. The Postnikovs had three
adult children — son Ivan (1813-1882),
who later became a renowned doctor,
daughter Alexandra (1818-1846), who
became Zakharov’s wife, and younger son
Sergei (1838-1880), a future artist'. By the
moment she wrote that letter everyone
mentioned was dead and she remained
alone. As is clear from the text, in the last
years of her life she lived in penury, selling
off her plain treasures little by little.

The man featured on the portrait,
Doctor Fyodor Inozemtsev (1802(?)-
1869), was a truly legendary individual in
Moscow. A talented practicing doctor, he
balanced his professional obligations with
the duties of a statesman and community
work (he was a full state councillor and a
member of the medical council under the
auspices of the Ministry of Home Affairs).
At 30, Inozemtsev was granted the title of
Doctor of Medicine and Surgery. Two years
later, he became a professor of practical
surgery at Moscow University (from 1835
to 1859). A wonderful teacher, Inozemtsev
established a school of practical medicine,
and in 1861 founded a Society of Russian
doctors in Moscow. In the old capital city,
Inozemtsev had a reputation as a book
lover and art aficionado. In the 1840s he
attended to Pyotr Yermolov, Zakharov’s
foster parent and patron. It is possible that
the commissioning of Inozemtsev’s por-
trait was a token of gratitude to the doctor.
Yet, for some reasons the piece remained
with the Postnikovs. The erstwhile collec-
tion of Felix Vishnevsky included a small
oil sketch on cardboard (25 by 20 cm)
made in preparation for Inozemtsev’s por-
trait.

Regrettably, the gallery’s archive has
lost all documents indicating the amount
paid for Inozemtsev’s portrait. Perhaps
Pavel Tretyakov paid the requested amount
of 1,000 roubles (quite a big sum then) and
was given “as a bonus” an image of Natalya
Postnikova herself accomplished by her
son-in-law, the artist, in 1845. Whatever
the case, both pieces were listed in the
gallery’s first catalogue, published in
1893". The catalogue also lists another of
Zakharov’s graphic works — “Group Por-
trait” (1844)®. This most interesting piece
was gifted by Illarion Pryanishnikov.

Five years after Mrs. Postnikova’s let-
ter Pavel Tretyakov received a new propos-
al. “I vividly remember how, ten years ago,
you wanted to buy Zakharov’s portrait of
Granovsky,” Yevgeny Korsh wrote on June
4 1888, “and my late sister®’, who owned it,
set her heart against selling it. Now that
after her death I’m the sole owner of the
portrait, being also an old man with not
much time ahead, I am more than willing
to pass it on to your excellent gallery for a
price upon which, I believe, we can instant-
ly agree, of course provided that you would
first inspect the picture in my home.”? As
Korsh had hoped, the agreement was
reached almost immediately, as document-
ed in the receipt, to the amount of 500

tupy. Tak, B Hauase 1840 roma oH Mpoxu-
BaJl «<Ha BacuibeBCKOM ocTpoBe B 7-1 JIk-
Hun Ha Borbiiom pocniekre B nome [epa-
CHMOBa, B KBapTUpe DiXOpHa», a B KOHIIE
rona «1o CpemHeMy TIpocTieKTy, Mexny Ka-
nerckoit inHuet u Manoii HeBoit, B tome
kymanxu OxysoBoii». B Tom xe romy 3a-
XapoB UCMOJHUI Konuto noptpera Huko-
nast | «Bo Bech poCT, KapTWHA B apIlivH,
B 00IIIeM TeHepaTbcKoM MyHIupe, 3a 300
pyOsieil» ¢ opuruHana JroOUMOro uMIe-
patopoM tipycckoro xxuBonuciia @. Kpio-
repa. OMHOBPEMEHHO TIOPTPETUCT HATTU-
call ¢ HaTyphl u3oopaxenus E.B. Boeii-
KOBOI (MECTOHaXOXIeHNEe HEN3BECTHO),
bopo3nuHoit (MM MOpPTpeTUpyeMoil u
MECTOHAXOX/IEHUE MOpPTpeTa HEU3BECT-
Hbl) 1 Kyria 2Kagumeposckoro (I'D, nums
MOPTPETUPYEMOTO U MECTOHAXOXIECHWE
TOpTpeTa HEM3BECTHHI).

OxkTtsiopem 1840 roma matupyetcst
«[TopTpeT HEM3BECTHOM MaMbI C NETHMU»
(4acTHOE cobOpaHUe; MeCTOHAXOXIeHUe
HEW3BEeCTHO)'®, TOCTyMUBIINN Ha 3KC-
mepTu3y B TpeThIKOBCKYIO Tajiepeio B
2005 romy. B 1980-¢ rombl mpousBeneHe
MPUHAAIEXKATO MOCKOBCKOMY BJIAJICJIbILY
A.M. Wlanupo. B nucceprauuu T.A.
Ma3zaeBoil 3TOT MOPTPET ObLT BKIIOYEH B
CHUCOK TMOJJMHHBIX MPOU3BEACHUI
Macrtepa U omnpelesieH KaKk U300paxeHue
A.T. EpmornoBoit ¢ getbmu. OmHAKO B 3TO
BpeMss  EpMosioBBl  Haxoguiauch B
MockBe, a xymoxHuk B IletepOypre.
Hukaknx ynomuHaHuii o paboTe Han
n300paxeHusiMu EpMOJIOBBIX B UX Tepe-
MUCKE HEe BCTpeYaeTcs.

[TpousBeneHue TIPEJICTaBISIECT
c000ii ceMeliHbII MOPTPET B UHTEPbEPE U
10 CTUJTUCTUUYECKUM TIPU3HAKAM MOXET
OBITH OTHECEHO K XYIOXECTBEHHOMY
HampaBJieHWIo «ounepmeiiep». 2Kanpo-
BBIi MOMEHT B KapTHUHE IOMUHUPYET.
3abaBHO TiepemaeTcsl WUTrpa MajbuuKa,
KOTOPBIA JEpPXUT TIPUBSI3AHHYIO 33
HUTKY OYMaXKYy, ¥ KOIIIKY, TIPUTANBIIEH -
csg mox KpecioM wmatymku. Crapiias
IIeBOYKa POOKO TPUKMUMAETCs K MaTepHu.
3axapoB ypensieT OOJbIIoe BHUMaHUE
MaTepuaTbHOCTU TIPEAMETOB — TEKCTYpe
nepeBa Ha Kpeciie, MATKO BOPCUCTOCTH
OapxaTHoOli OOWBKM, OJiecKy YNpPyroro
1IeJKa Ha TUIaThsIX U JIEHTaX, Mpo3pay-
HOU TOHKOCTU KpyxXeBa. Komopuctuue-
CKO€ pellleHne CTPOUTCS Ha COYETaHUSIX
YePHO-CEePBIX U KPACHO-3eJIEHBIX TOHOB.

B mommucu XymoXHUKA TPUCYT-
CTBYeT pefKasi KOHCTaTalusl MecTa ero
poxneHus: «3axapoB [lamalopTcKuii».
[TonoOHOe HamucaHWe BCTpevyaeTcsl B
«[lopTpeTte Heu3BeCTHOro Ha (oHe
uHTephepa»'® (1840, I'D). YuutsiBast coB-
MaJeHue pa3MepoB U JATUPOBKY, MOXHO
TIPEATONIOXUTh, YTO 3axapoB Harmmucal

2K enckuii nopmpem.
Bymara, uTaibsiHCKHit
KapaHpamut. 26,6 x 18,6
I'Tr

Portrait of a Woman
Italian pencil on paper.
26.6 x 18.5 cm
Tretyakov Gallery

Ipynnosou
nopmpem. 1844
Bymara, kapanpani,
Gemmna. 34 x 44
I'Tr

Group Portrait. 1844
Pencil, whiting on
paper. 34 x 44 cm
Tretyakov Gallery

15 o
Toptper HensBecTHOI gambl ¢ reTbMmu. 1840. Xoner, Macio. 67 x 54,6. CrieBa BHI3Y Ha KOJIOHHE

NoAmNCh U jata: 3axapoev-la-oa-opmekiii — 18 IV/IX 40.

16 TTopTpet HenspecTHOro Ha (hoe nHTephepa. 1840. Xomner, Macno. 67 x 54,5. CnipaBa BHU3Y TOANNCH
u fpara: 3axaposw Jaoaropmeiuii 1840. T3 (muB. Ne PXK-1961). Tlocrynnenne: B 1946 u3

TocysapcTBEHHOIO My3est STHOrpacuu.
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MapHble N300pakeHus OTIa U MaTepu C
TETHMH.

B nexa6pe 1840 roma XymoxxHWK TT0-
JIy9WJI MECTO PUCOBANIbIIIKA B BoeHHOM
MWHUCTEPCTBE. 3a 3TO BpeMsl UM OBLIO
BBITIOJTHEHO Gojice 60 PUCYHKOB OOMYH-
MAPOBAHUST U BOOPYXEHUSI POCCUICKOM
apMuu, U3 KOTOPBIX K HACTOSIIEMY Bpe-
MeHM HaiiieHo 37. 3a BBICOKYIO TEXHUKY
U MacTepCTBO HCTIOJHEHUS] OH IBaXKIbI
TTOOTIPSITICS NEHEXKHBIM BO3HATPAXKICHU -
eM (5 ampenst 1841 roma — 250 py6neit u
10 suBapst 1842 roma — 175 py0Gmeii).
«[lompaBKa NEHEXHBIX OOCTOSTEIHCTB»
TpUBeIa K YJIYUIIEHUIO €T0 XUIUTTHBIX
yenoBuii. B 1841 romy, mpoxuBas mo-
npexHeMmy Ha BacwibeBckoMm ocTpose,
XYJIOKHUK TTepeexai Ha 5-10 JIMHUIO, «9TO
Ha yriy HaGepeskHoil, mpoTuB AKageMuu
XyJIoXecTB, B «JloM MOmbl», a B Havaje
1842-ro — Ha 11-10 TMHUIO, «UTO MEXIY
Bompimmmm 1 CpemHUM TIPOCIIEKTOM, B
«ioM Tpanmens». B deBpane Toro xe
roma 3axapoB 0OpaTUIICS C TIPOIIIEHUEM B
CoBeT AkasieMU” XymOXeCTB IS TIOJTY-
YeHUs MPOTPaMMBbl Ha 3BaHUE aKaleMU-
ka. OmHAaKO pe3Koe yXyIIIeHUe 3M0POBbS
3aCTaBUJIO €TO CMEHUTH «THIJION» TIeTep-
Oyprckuii Knmumar. B kKoH1e ampenst 1842
TOJI OH Tiepeexail B MOCKBY ¥ TIOCEVIICS
B nome [lerpa Hukonaesuua Epmososna,
no6au3octu ot TBepckoit, B YepHbIlIeB-
cKoM mepeyike, Ne 236 (HbiHe Bo3HeceH-
CKMii Tiep., 6). Havascst BechMa I10710-
TBOPHBIA MOC-KOBCKUWI TEPUOJ TBOPYE-
CTBa XYIOXHWKA W PUCOBAJBIINMKA.
Yepes rom OH TOJMYYUIT TOJTOXITAHHOE
3BaHue akanemuka 3a «[loptper A.Il.
Epmomnosa» (1843, TPM). OmgHako mpo-
rpeccupymolnas YaxoTka IoMernana emy
IO KOHIIA peajin30BaTh CBOM TBOPUYECKIE
raHbl. B 1846 roany IMetp 3axapoB CKOH-
qaJics B TPUAIATWIIETHEM BO3pacTe 1 OBbIT
moxopoHeH B MocKBe (MECTO ero Torpe-
OeHUs ToKa OOHAPYXXUTh HE YIaloCh).

Ha o6mem cobpaHuum AxkageMuu
XyooxecTB 29 ceHTss6psi 1846 roma
B.W. TpuropoBuu cooOIIUI O KOHYMHE
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xynoxHuka [lerpa 3axapoBa, «dedeHIa
MO MPOUCXOXACHUIO, ...OTJUYUBLIETOCS
U HEOOBIKHOBEHHO OOEIIABIIEro B CEM
poJie XUBOIUCH».

CaMbIM paHHUM U3 TIPUOOPETEHHBIX
I[1.M. TpeTbsIKOBBIM MPOU3BEACHUI
[Metpa 3axaposa ciemyet cuntaTh «[lop-
TpeT nokrtopa ®.U. MHozemiieBa» (1844,
I'TT). Coxpanunock mucemo H.A. Tloct-
HUKOBOI1 K cobupateno oT 7 mapta 1883
rona: «MwunoctuBblii rocynapb I[laBen
MuxaitnoBuu, ecau Bbl He oTmymanu
KynuTh y MeHst optpet @.U. Hozemite-
Ba, TO BOT HACTaJl Yepea U eMy MOCTYIUTh
Ha CbeleHUEe Iocae MOUX KUTAUCKUX
000MKOB M cakCOHCKMX mactyuiek. Ho
TaK KakK 3TOT MOPTPET — MOW MOCAeIHUI
pecypc, ...MHE MPUXOIUTCI KPEMKO Jep-
JKaThCs TOM LIEHbI, KOTOPasi Oblj1a HOPMOK
XynoxHuka, T.e. 1000 p<yomeii>»". Kop-
pecnioHaeHT — Haranbs AsiekceeBHa
[MoctHukoBa (1788—1885), keHa MocC-
KOBckoro Kkymma 3-ii rwibnuu [letpa
WBanosuua ITocrHukoBa (1783—1865).
Nx xnebGoconpHBII M TerUiblii AOM B
Kynpune, B mpuxone uepksu [lokposa
[Ipecsaroii boropoauiibl 0XOTHO TMoOce-
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Hopmpem dokmopa
&.U. Unoszemyesa
1844

XoncT, Macyo

649 x 522

I'Tr

Portrait of Doctor
Fyodor
Inozemtsev. 1844
Oil on canvas
649 x 52.2 cm
Tretyakov Gallery

rubles, made out by the owner and dated
the same month of June®.

The “Portrait of Timofei Granovsky”
(1845, Tretyakov Gallery) is one of
Zakharov’s true masterpieces and one of
the gems of Pavel Tretyakov’s collection.
The artist undoubtedly fell under the spell
of the famous historian’s personality. The
portraitist depicted the model’s figure and
head in a contrapposto mode, conveying
the sitter’s inner energy: the 32-year-old
scholar was in the prime of life and at the
peak of his career. Zakharov emphasized
the thinker’s high forehead, while the
white, heavily starched little collar accen-
tuates the aristocratic pallor of his face.
Shoulder-length soft hair, a dandyish
handkerchief round the neck and, finally,
an elegant cane with a snake-shaped han-
dle — all this speaks of Granovsky’s artistic
nature. This portrait complements Gra-
novsky’s characterization by one of his
contemporaries: “Colossal erudition, mar-
vellous memory, excellent scholarship and
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taste, and finally, the appearance itself,
accurately reflecting his best inner qualities
— all this taken together made Granovsky
one of the most important and influential
persons in the university as well as the
learned circles of Moscow society”?.
Timofei Nikolaievich Granovsky
(1813-1855) was something of a legend. A
talented historian and brilliant lecturer, he
was also renowned for his community
activism®. A graduate of St. Petersburg
University (1835), Granovsky had a two-
year internship at Berlin University (from
1837 to 1839). Upon his return to Russia,
he became a professor of world history at
Moscow University, where he taught until
his death. His emotional lectures on the
history of the Middle Ages* were very
popular. According to contemporaries, he
was one of the favourite mentors for stu-
dents and Moscow youth. “A stranger to
one-sidedness and exclusivity, Granovsky
was not so much a scholar and teacher as
an artist on the pulpit,” Konstantin

Kavelin reminisced. “He held sway over
his audience and his entourage not on
account of the impeccable consistency of
academic argument but on account of the
secret spontaneous persuasiveness of the
most elegant and deeply-felt presentation
of the material”?.

Granovsky taught at a time when
Russian public life was dominated by the
heated debate between the Slavophiles and
the Westernizers. Alexander Herzen
described the atmosphere in Moscow dur-
ing those years: “Granovsky and we all were
very busy, all of us held jobs and worked,
some teaching at universities, others edit-
ing and writing for reviews and magazines,
and still others studying Russian history.
Never again did I meet an assortment of so
many talented, mature, versatile and pure
people.”?

The historian Granovsky’s image fit-
ted seamlessly into the gallery of portraits
of “people dear to the nation’s heart”,
methodically assembled by Pavel Tretyakov.

Zakharov-Chechenets’ artistic lega-
cy — mostly his drawings — caught the
attention of another Moscow collector,
Ivan Tsvetkov. In 1849 a rag-picker Guber-
man the younger sold, for just 50 rubles, a
composition which was originally called “A
Chechen”, later — “A Chechen in a Burka
[sleeveless felt cloak with square shoul-
ders]”, and it was even speculated that the
piece could be a self-portrait®. Even today
one can come across such namings of the
piece in popular publications about the
artist. What such writers miss, however, is
the fact that in 1843 (when the portrait was
made) Zakharov was only 27, while the
painting features a middle-aged man with
a luscious moustache.

Tsvetkov bought a whole folder of
drawings made by Zakharov with Italian
pencil. The pieces feature bust-size profiles
of a sitting woman (ID 6722), an adoles-
cent boy (ID 6723) and a young man (ID
6721). Seven pieces in all, they were paint-
ed from live models. On the whole, these
pieces bespeak excellent academic drawing
skills. The artist is very skilled in anatomy
drawing, knows how to place a figure in
space, and has a perfect command of the
pencil with stump. All this points to the fact

= Department of Manuscripts, Tretyakov Gallery. Fund 1.
Item 1758. Sheet 1.

2l'](avelin. Konstantin. “The Tenor of Our Minds”. P.257.

= Levandovsky, Andrei. “Timofei Granovsky in Russian Social
Movements”. Moscow: 1989.

261 ectures of Timofei Granovsky on the History of the Middle
Ages (From Granovsky’s Lecture Notes and Notes Taken by
the Students)”. Moscow: 1961.
“Lectures of Timofei Granovsky on the History of the Late Middle
Ages”. Moscow: 1971.
Granovsky, Timofei. “Lectures on the History of the Middle
Ages”. Moscow: 1987.

z Kavelin, Konstantin. “The Tenor of Our Minds. Essays on Philos-
ophy of Russian History and Culture”. Moscow: 1989. P. 256.

® Herzen, Alexander. “My Past and Thoughts”. Part IV. Chapter
XXIX. In: Herzen, Alexander. “Collected Works”. Vol. 5. Moscow:
1956. P. 110.

2p Listing of Paintings and Drawings in Ivan Tsvetkov’s Collec-
tion”. Moscow: 1904. P. 16 (“A Chechen”).
A Listing of Works of Art at Tsvetkov’s Gallery”. Moscow: 1915.
P. 31 (“A Chechen in a Burka with a Gun, Self-Portrait™).

aJd MHOTWE TIPEACTAaBUTENN DPYCCKOM
WHTEJUTUTEHIIUYA, B TOM YHCJIe UCTOPUK
I1.B. Kupeesckuii, nucarenr H.B. To-
romb ¥ o3T H.M. f3bIKOB. DTOT NOM
cTaji pOMHBIM U JIIsT XynoxHuKa. Y IMoct-
HUKOBBIX OBIJIO TPOE B3POCIHBIX JIETel:
ceiH MBan (1813—1882), cTaBmmii BIo-
CJIEICTBUM W3BECTHBIM BpavoM, I0Yb
Anekcanapa (1818—1846) — cympyra
[Metpa 3axaposa, n muammuii ceiH Cep-
reii (1838—1880), Oymymmii XymoxxHUK'®.
K MomeHTy HamucaHus TMCbMa BCe OHU
CKOHYaJIMCh, W Hartanbsi AjiekceeBHa
octaiach onHa. Kak criemyer u3 conepxka-
HUSI TMChbMA, B TIOCIENHWE TOABI OHA
HyXIAJIach B CPEICTBaX M TIOTUXOHBKY
pacriponaBajia CBOM HEXUTPBIE COKPO-
BULIA.

MN3o0paxkeHHBII Ha MOPTPETE 0K~
Top Pemop MHWBaHoBMY WMHO3eMIEB
(1802—1869) ObLT MOKMCTUHE JiereHaap-
Hoil durypoit B Mockse. TanaHTauBbIIA
Bpauy-TIpaKTUK, OH YMEJIO COBMeIIas
cBou TIpodhecCUOHANBbHBIE 00SI3aHHOCTU
C TOCYNapCTBEHHOW U OOIIECTBEHHOM
NMesITeIbHOCTRIO (MMeNT YUH JeiCTBU-
TETbHOTO CTAaTCKOTO COBETHUKA, OBLI
yjaeHOM MeIUIIMHCKOTO COBeTa TIpu
MuHucTepcTBE BHYTpeHHUX nei). B
tpuauate jget ®.W. MHo3eMIleB ObLI
VIOCTOEH 3BaHUS JOKTOPA MEIUIIMHBI U
XUPYpTUM, a Yepe3 4YeThipe Toma CTai
npocdeccopoM Kadeapsl MPaKTUIECKON
XUpypru B MOCKOBCKOM YHUBEPCUTETE
(1836—1859). 3ameuarenbHBIi I1€IATOT,
NHo3emIleB co3man CcBOIO HayYHYIO
LIKOJY MEIUKOB-TIpakTUKOoB. B 1861
romy OH crain yupexutenem OOiecTsa
pycckux Bpaueit B Mockse. B mepBoripe-
crompHOlt Demop WMBaHOBMY  CITBLT
CTPacCTHBIM OMOINOGUIOM U JTIOOUTETEM
nckycctB. B 1840-e rombl oH <«I10JIB30-
Ba» [1.H. EpMmonoBa, Bocnutatens u
TOKPOBUTENIST XynoXHMKa 3axapoBa. He
WCKITIOUEHO, YTO B 3HAK OJIaroJapHOCTU
1 OBbLT 3aKa3aH MopTpeT nokropa. OmHa-
KO TI0O KaKUM-TO TIPUIWHAM 3TOT IOp-
TpeT ocTtajics B cemelictBe [locTHUKO-
BbIX. B GObiBiremM cobpannu @.E. Bumi-
HEBCKOTO XpaHWICS HEOOJBIIION 3TN K
moptpery MHO3emIleBa, WCIIOTHEHHBIN
MacjoM Ha KapToHe (25 x 20).

K coxarneHuto, B oThene pyKOIH-
ceif TpeThSIKOBCKOI rajepen He coxpa-
HWJIOCH CBUIETEIHCTBA O CTOMMOCTH
noptpera. BosmoxHo, I1.M. TpeTbsikos
3arUIaTIIT YKAa3aHHYIO B MMIChME CYMMY B
ThICAYY pyOJsieid, (10BOJIBHO OOJBIILYIO MO
TeM BpeMeHaM) W «B MPUAAYY» TTOTyIIT
nzobpaxenue camoit H.A. IloctHuko-
BOU, BBITTOJIHEHHOE €€ 3SITeM-XYI0XHU-
koM B 1845 romy. Bo Bcsikom ciydae, ob6a
TPOW3BEIeHNST OBITM BKIIIOYEHBI B TIEp-
BYIO OTIMCH COOpaHUsI, OITyOJTUKOBAHHYIO
B 1893 romy". Tam ke yka3aHa eie oHa
rpaduyeckast pabora Ilerpa 3axapoBa —
«[pynmoBoit moptpet» (1844)®. BroT
Ype3BbIYATHO WHTEPECHBIN JIMCT ObLI
mojgapeH coOuWparenio XyTOXHUKOM
.M. [1pSHUILIHUKOBBIM.

Yepes ATk JIET IMOCIIe TIEPBOTO TIPH-
oopereHust [1.M. TpeTbsIKOB MOTy4YUIT

Topmpem

H.A. [Tocmnukosoii
1845

XoincT, macio

65,3 x 50,7

I'Tr

Portrait of Natalya
Postnikova. 1845
Qil on canvas

65.3 x 50.7 cm
Tretyakov Gallery

HOBoe mpemjoxeHue. «KMBO TTOMHIO,
KakK JecsITh JIET Ha3aa Bel Xeaam KynmuTh
HaIMCaHHBI 3axapoBeIM HOpTpeT Ipa-
HOBCKOro, — mmcai 4 uwoHg 1888 roma
JIMTEpaTop M TepeBOAYMK EBreHmii
®engoposuy  Kopi, a IIOKOMHAs
cectpa? MOsI, KOTOPOU OH ITPUHAUICKA,
HH 3a YTO HE XOTeJla ¢ HUM PacCcTaThCs.
CraB, 10 KOHYMHE €SI, €IMHCTBEHHBIM
BJIaIENIbIIEM TIOpTPETa M TaKXke YX

18
B nome C.IT. TTocTHuKOBA 1 IBOIOPOHOTO ero Gpata M.IT. BoTkiHa Hailiesn CBoe rocejiHee
npucranmie B [lerepGypre xusonmcen; A.A. Visanos. Ero nocmeptabiii noprpet kuctu C.IT.
TlocTHiKOBa XpanuTcst B TpeThSIKOBCKOIT ranepee.

19 o o
Onuich XyH0XKeCTBEHHbIX npousBeieHuit ropojickoil ranepeu INasna u Ceprest TpetbsikoBbix. M., 1893.

C.9, Ne 166 u 168.

2oy ke C. 61

z Mapust Pepopossa Kopiu 6bi1a 6rmskoit noppyroit skerst T.H. Ipanosckoro, Emizasers! BorjjaHoBHbI
Tpanosckoit (1824-1857; ypoxjienuoit Mionbraysen — ped.).

Z0OP IIT. @. 1. Eaxp. 1757. 71 1.

staM ke. En.xp. 1758. 1. 1.

HALL NYBITVKALWNN

HEIOJITOBEUYHBIM CTApUKOM, s Telepb
OXOTHO Tiepenan Obl €ro B MPeKpacHYIo
rajepeto Bamny 3a 1ieHy, B KOTOPOil MBI,
BEPOSITHO, TOTYAC OBbI COILTNCH, pa3yMe-
eTcsl, TI0 TIpeABApUTEITLHOM OCMOTpE
Bamu kaptunbl mo ampecy»®?. Kak u
nipenronaran Kopiir, 1oroBopuThCs yrua-
JIOCh TIOUTH Cpa3y, TaK KaK COXpPaHWIACh
pacriicka OBIBIIETO BIaJIesblia B TTOJTyde-
HUY TISITUCTA pyOJIeid, JaTHpOBaHHAS TeM
Xe MIOHEM MecsITieM?.

«[Moptper T.H. IpaHoBckoro»
(1845, T'TT) mpuHamIEXUT K TOMTMH-
HBIM 1eieBpam kuctH [letpa 3axaposa u
SIBJISIETCSI OMHOW W3 WCTUHHBIX XeMUy-
xuH kosutekuuu [1.M. TperbsikoBa.
XYImOXHUK, 6e3yCIOBHO, HaXOMUJICS TIOM
obassHUEM JIMYHOCTM M3BECTHOTO MCTO-
puka. [lopTpetuct BBIOpal <«KOHTpa-
TIOCTHBII» TTOBOPOT (UTYPHI W TOJIOBHI,
nepefaonii BHYTPEHHIOI JHEPTUIO
obpaza. TpuaAUATUABYXJIETHUN y4YEHBII
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[Topmpem
Heu3secmHol 0ambvl
¢ oembmu. 1840
Xodct, Macio

67 x 54,6

YacTHoe cobpaHue

Portrait of an Unknown
Woman with Children
1840

Oil on canvas

67 x 54.6 cm

Private collection

Topmpem
Heu38eCmMHOU Oambl
¢ oemvmu. 1840
ITopmpem mamepu
Jerans

Portrait of an Unknown
Woman with Children
1840

Portrait of the Mother
Detail

eaur K JJ. Han
YMCTBEHHBIIi CTPOFi
no cunococpun
MCTOpUH 1
M., 1989.C

25
Cwm.: Jlesa
T.H. IpanoBckuit B py
OGLIECTBEHHOM JIBUKEHUH.

M., 1989.

26Cm.: Jlexupm T.H. Ipa-
HOBCKOTO 10 UCTOPUU
CPE/IHEBEKOBBSI (ABTOPCKMIT
KOHCTICKT 1 3aMHCH
cnywmatenieit). M., 1961;
Jlexupm T.H. Ipanosckoro
10 UCTOPUU TO3JIHErO
cpeaHeBekoBbst. M., 1971;
Ipanosckuii T.H. Jlexkuym no
HCTOPHH CPESTHEBEKOBbA. M.,
1987.

27, .
Kaseaun KJI. Yka3 cou.
C.256.

® Tepyen AH. Co6 .
B30TM., 1954-1964.T 5.
M., 1956.C. 110.

»® Tlepeuenn kapTuu 1
pucyHkos cobpaunust LE.
LigetkoBa. M., 1904. C.16
(Yeyenen); Ilepeuenn
XY/IOXKECTBEHHBIX
npouspejiennii LIBeTKoBCKoit
ranepen. M., 1915. C. 31

(Yeuenen B Gypke ¢ pykbem;

aBTOMNOPTPET).

MPEeACTaBJIEH B PACI[BETE CWJI U TBOpYE-
CKOIl JIeITeTbHOCTU. 3aXapoB BBIIEISET
BBICOKUIA JIOO MbicauTensi. besblid, Tyro
HaKpaxMaJleHHbIII BOPOTHUYOK TOAYEP-
KHBAaeT apUCTOKPATUYECKYI0 OJIeHOCTb
ero juila. Msrkue BOJIOCBI, HUCTIAAl0-
IIME Ha IUIEYH, LIETOJIEBAThIA LICHHBII
IUIATOK W, HAKOHEU, U3SI[HAasl TPOCThb C
PYKOSITbIO-3MEKOIl — BCe 3TO CBUIE-
TEJIbCTBYET O XYAOXECTBEHHOW HaType
[panoBckoro. IlopTrper momonHsier xa-
PaKTEpPUCTUKY, NTAHHYIO €My COBPEMEH-
HUKOM: «OrpoMHasi HAUUTAHHOCTb, U3Y-
MUTEJbHAS NaMsTh, TOHKasi 00pa30BaH-
HOCTb U BKYC, HaKOHeEll, camasi HapyX-
HOCTb, BEPHO TepeiaBaBlLIasi ero Jyyluue
BHYTPEHHME KayecTBa, BCE 3TO BMECTE
nenano [paHOBCKOrO OOHUM U3 CaMbIX
3HAUUTEJbHBIX U BIUSATEIbHBIX JIUI U B
YHUBEPCUTETE, U B OOPa30BaHHOM MOC-
KOBCKOM OOIIIeCTBE»?.

Tumodeit Hwukonaesuu I[paHOB-
ckuit (1813—1855) — muIHOCTH BO MHO-
roM JiereHaapHas. TaJaHTIUBBIA KCTO-
PUK U SIPKUI JIEKTOP, OH TakKe MOITyYUT
M3BECTHOCTh KaK BUIHBINA OOIIECTBEH-
HBII gesaTenb”. BwimyckHuk CaHKT-
[TerepOyprckoro ynusepcureta (1835),
[paHoBckMii ABa roga cCTakupoBalics B
BepnuHckom yauBepcurete (1837—1839).
[To BO3BpanieHUM Ha POIMHY BO3IJIaBUI
Kadenpy BceoOleit mcropuu B Moc-
KOBCKOM YHUBEPCUTETE, A€ MpernoaaBal
JI0 KOHIIa CBOMX JTHEW B 3BaHUU TMpodec-
copa. Ero sMouMOHaNbHbBIE JIEKIIMU IO
WCTOPUY CPEMHEBEKOBbS?® OBUTN YPE3BhI-
yaiiHo momnyisipHbl. [lo cBumeTenbCcTBY
COBPEMEHHUKOB, OH OBbLI OJHUM WU3
CaMbIX JIIOOUMBIX HACTABHUKOB CTYIEH-
TOB YU MOCKOBCKOW MOJOAEXHU. «HyXablii
OJIHOCTOPOHHOCTU UM HUCKJIIOUUTETBHO-
ctv, [paHOBCKUI ObUT HE CTOJIBKO yYe-
HbIM U TIEJaroroM, CKOJIBKO XyIdOXHM-
KOM Ha Kadenpe, — BcrioMuHan Kage-
JuH. — [lelicTBUe ero Ha ciyllarenei u
OKPYXXAIOIIMX OOBICHSIETCS HE CTPOroi
MOCJe10BaTEIbHOCThIO YUEHOI apryMeH-
TalUuU, a TaWHOU HENOCPENCTBEHHOMN
yOEeIUTEIbHOCTBIO CaMOTO W3SIIIHOTO,
J1yOOKOr0o-MPOYYBCTBEHHOTO U3JI0XeE-
HUS»? .

[lpenonaBaTenbckast NeATEIbHOCTD
T.H. [paHoBcKoro copnaia ¢ pasropen-
ielicss B 0OILIeCTBE AUCKYCCUEH MeEXIy
claBsHOGUIAMU U 3aMaJHUKAMU O TYTSIX
pasButus Poccuu, koTopas omnpenennia
XapakTep OOIIECTBEHHOW >XW3HU Ha
MHOTHE aecsaTuiieTuss. Atmocdepy Tex
set B Mockse onucai B «bputoM u nmy-
max» A.W. Tepuen: «IpaHoBckuii U Bce
MbI ObUIA CWJIBHO 3aHSITHI, BCe paboTanu
U TPYIUJIUCh, KTO — 3aHUMas1 Kadeapsl B
YHUBEPCUTETE, KTO — Y4acTBYs B 0003pe-
HUSIX M XYpHaJIax, KTO — U3y4das pycCKyIo
ucroputo. Takoro kpyra Jroaeil TajiaH-
TJIUBBIX, Pa3BUTBIX, MHOTOCTOPOHHUX U
YUCTBIX 51 HE BCTPEYas IIOTOM HUTIE»?.

N3o6paxenue ucropuka T.H. Ipa-
HOBCKOTO OPraHWYHO JAOIMOJHUIO TOp-
TPETHYIO Tajiepelo «JIofel, MOpPOTUX
Halud», I[UIAHOMEPHO COOMpaeMyto
[1.M. TpeTpsIKOBBIM.

Hapsny ¢ [1.M. TpeTbIKOBBIM, Xy-
JIOKECTBEHHOE, B OCHOBHOM Trpadude-
ckoe Hacienue [letpa 3axapoBa puBIe-
KJIO BHUMaHUe eIlle OJTHOTO MOCKOBCKOTO
cobupatenssi — HWBaHa EBMeHbeBUYa
LIBeTkoBa. MUmeBIIMiics B ero cobpaHuu
XOJICT, TOJYYMBIIUN TI€PBOHAYAIBHO
Ha3BaHUe «YedeHel», yTOYHEHHOE T03-
nHee Kak «YeueHel B Oypke» M Jaxe
aBTOTIOPTPET?, TIO JieTeH/Ie, ObUT KyTUIeH
TIPEXXHUM BranebiieM B 1849 romy y cra-
preBiuKka [yOepmaHa-Mamiero BCeTro
3a 50 pyouneii. [locienHee omnpexaeneHue
9TOi pabOTHI KaK aBTOIIOPTPETa BCTpeUa-
JIOCh U IO CHX TIOp BCTpedaeTcs B TIOMY-
JIIPHBIX MYOJUKAIUIX O XyJOXHUKE.
OnHaKo He YUYUTHIBAETCS TO OOCTOSITEIh-
CTBO, uTO B 1843 Tomy (maTa UCTIOTHEHUS
kaptunbl) [lerpy 3axapoBy OBIIO OKOJIO
JIBaJIIaTU CEMMU JIET, & Ha MOJIOTHE Mpe-
CTaBJIEH MY>XUMHA 3PEJIbIX JIET C MBIIIHBI-
MU yCamH.

LIBeTKOB mpuoOpes Leayro Narnky ¢
PVICYHKaMU, WCTIOTHEHHBIMU XyIOXHU-
KOM B TeXHUKE WTATbIHCKOTO KapaHIa-
ma. OTo — TMOTrpyaHbIe M300pakeHUs
CUISIIEH XEeHUIMHbBl B Mpoduib (MHB.
6722), 1oHomm (uHB. 6723), MOJOIOTO

KALIMM

yenoBeka (MHB.6721), HacUUTHIBAIOIINE
ceMb TipousBeneHuil. OHU CO3MaHBI
HETMOCPEACTBEHHO C HaTypel. B 1esom
STU JIUCTBl HArJSIHO JEMOHCTPUPYIOT
MPEKPACHYI0 ILIKOJY aKaaeMU4ecKoro
MAcTepCTBa MO YaCTU PUCYHKa. XydOX-
HUK TPEeKpPacHO 3HAET IJIACTUYECKYIO
aHaTOMMUIO, yMEET pa3MeCTUThb (Urypy B
MPOCTPAHCTBE, BUPTYO3HO BJIAJCET TEX-
HUKOW KapaHala «C pacTylIeBKOW».
Bce aT0 cBUAETENBCTBYET O TOM, UTO 3TU
HE NaTUPOBAHHBIC JIUCTHI BBIOJIHEHBI B
3pesiblii Tepuoa ero TBOpYECTBAa, BO
BpeMsl MpeObIBaHUS XYAOXHHUKA B
Mockage. [locie cmepTu KOJUIEKIIMOHEPa
N.E. liBeTkoBa ero coOpaHue Mo 3aBe-
maHuo ObIO0 mepenaHo B 1925 romy B
TpeTbsIKOBCKYIO rajiepero.

CrnemyonumM BaXXHBIM JIJIST Tajlepen
npuobpereHueM ObL1 «[lopTper nereit
EpmomnoBbix» (1839). Co nHst HamucaHust
3TO MPOU3BENCHUE XPAHWIOCh B CEMbE
EpMornoBeix, HO B 1928 romy HacienHUIa
ClIaBHBIX MpenkoB, MockBuuka M.H.
EpmonoBa penmia pacctaTbes € UX U
opaxenuem. [loptper pnereit Iletpa
Hukonaesuua EpmosioBa penieH Kak
>XKaHpoBas cueHkKa. [1on ceHblo BEKOBOTO
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that these undated works were created dur-
ing Zakharov’s mature period, when he
lived in Moscow.

After the collector Tsvetkov’s death
his collection, according to his will, was
sent to the Tretyakov Gallery in 1925.

Among the pictures acquired by the
gallery after the Bolshevik revolution, the
“Fisherman”, sent by the State Museum
Fund (the former Akopov collection), is
worth mention.

Later the gallery acquired such
important pieces by Zakharov as the “Por-
trait of the Yermolov Children” (1839).
Since its creation the work was kept in the
Yermolov family, until in 1928 Maria Yer-
molova, heir to the distinguished dynasty,
decided to sell it. It is a genre piece: the
older children of the artist’s “kind benefac-
tor” — Nikolai (1827-1879) and Yekaterina
(1829-1910) — are depicted performing
daily routines in the shadow of a centuries-
old oak tree. The boy is sorting berries, the
girl holds a bowl of jam in her hands. The
middle son, Alexei (1830-1869), is plying
the bellows to keep the fire aglow. To the
left are the younger children, no more than
a year apart in age — Varvara (1832-1906),
Nina (1833-1890) and Grigory (1834-

92 TPETbAKOBCKASRA MANEPEA / THE TRETYAKOV GALLERY /

after1896)®. There is a doll thrown on the
floor. One of the girls is already treating
herself to the jam. Undoubtedly, the artist
had many opportunities to watch such
scenes, knowing the children well. Their
manners and poses are natural, they do not
“pretend” but “live”. This is a world of
family bliss and brotherly mutual under-
standing which the artist understood well —
he was a part of it. That was why Zakharov
depicted this household scene with so much
love and immediacy. It was not by chance
that the artist often mentioned the children
in his letters to Pyotr Yermolov. For
instance, in January 1842 he wrote: “I pray
to God for a longer life for you and all of
your family — Katerina Petrovna, Nikolai
Petrovich, Alexei Petrovich, Varvara Petro-
vna, Nina Petrovna, Grigory Petrovich!”
And in the same year in July: “I wish to all
your family good health and accomplish-
ments in learning; I have been pleased to
hear that Nikolai Petrovich, Katerina
Petrovna and Alexei Petrovich are making
progress in painting — they promised to
send me their works at times.”*'

Looking at these happy faces, not yet
burdened by concerns and staring inno-
cently at the viewer, one is tempted to ask:

#3201

ITopmpem
Heu3secmuol 0ambl
¢ oembmu. 1840
Topmpem covina
eranb

Portrait of an Unknown
Woman with Children.
1840

Portrait of the Son
Detail

O There were eight children in
Pyotr Yermolov’s family.
The oldest, Alexandra
(1825-1830), and the
youngest, also named
Alexandra (1837-1838),
died before the portrait was
accomplished. The informa-
tion about the Yermolov
children was kindly provided
by Gennady Yakushkin.

31 Russian National Archive of
0ld Documents [RGADA].
Fund 1406. Yermolov Fami-
ly. Catalogue 1. Document
627. Sheets 12 and 13.

32 Yekaterina Yermolova in her
letter of April 6 1907 to the
historian Sergei Belokurov
mentions “the portrait of
brother Grisha” as “one of
the best pieces” by
Zakharov. Location: Depart-
ment of Manuscripts, Russ-
ian National Library. Fund
23. Folder 18. Item 20. Sheet
22.

what wold become of these children in the
future? Nikolai Petrovich Yermolov gradu-
ated from Moscow University and worked
at the Moscow archive of the Ministry of
Foreign Affairs. In 1860 he participated in
an election of deputies from the nobility in
Zhizdrinsky Province of Kaluzhskaya
Gubernia, and later was elected as the
chairman of the congress of justices of the
peace. He worked hard to publish Alexei
Yermolov’s notes. He died at 52 and was
buried in the Pokrovsky Monastery in
Moscow. His sister Yekaterina Petrovna,
two years younger than him, lived a long
life and died already in the 20th century.
Yekaterina Yermolova was a lady-in-wait-
ing in the court and a community activist
and a philanthropist. She is buried in the
Pokrovsky Monastery in Moscow. Not
much is known about the life of Alexei
Petrovich Yermolov; he retired from service
with the rank of staff captain and died at
the age of 39, and is buried in the family
vault at the Pokrovsky Monastery. Varvara
Petrovna married a man called Dmitry
Fyodorovich Samarin, and is buried in the
Danilovsky Monastery in Moscow. Nina
Petrovna married Mikhail Kuzmich Polo-
zov, a house tutor at the court. Grigory
Petrovich served in the military, retiring in
July 1896% with the rank of lieutenant-
general.

In the following year, 1929, the draw-
ing “Portrait of an Adolescent Boy with a
Book” (ID 11576) came to the gallery from
Ilya Ostroukhov’s museum.

Nearly ten years later, in 1938, a pur-
chasing committee in Lenigrad sent to the
Tretyakov Gallery the “Portrait of an
Unknown Man” (1840). Nikolai Sha-
banyants believes that the sitter was Lev
Volkov (1790-1852), Zakharov’s first
teacher who tutored him in 1831-1832,
before his enrolment at the Academy.
However, this attribution appears doubt-
ful. Its St. Petersburg provenance and the
dating of the picture indicate that it was
created when the artist lived in St. Peters-
burg, whereas the artist Volkov lived and
worked in Moscow. That was Zakharov’s
last piece to be acquired by the Gallery.
Thus, the treasury of Russian art became
the repository of the largest collection of
Zakharov’s artwork (the Russian Museum
holds two pieces and the Hermitage, five),
which reflect different aspects of his talent
and include seven paintings and nine
drawings.

In 1962-1963, when the project to
open an art museum in the Chechen-
Ingush Autonomous Soviet Socialist Re-
public was underway, the government
decided to send to the institution several of
Zakharov-Chechenets’s works: “A Che-
chen in a Burka”, “Portrait of an Unknown
Man” and three drawings originally from
Tsvetkov’s gallery (the sketch of the female
figure, the male portrait, and the unfin-
ished portrait of a young man). All these
pictures were lost in unexplained circum-
stances during the military operations in
Chechnya in the early 1990s.

ny0a 3a HEXUTPHIM 3aHSITHEM TIpeicTa-
BJIEHBI CTapIIINE IETH «100poTo Oarose-
Tens»  XymoxHuka —  Hwukomai
(1827—1879) u Exarepuna (1829—1910).
MaJibuuK miepeOupaeT SITOfIbl, a JeBOYKa
NIEpKUT B pyKax Ta3 ¢ BapeHbeM. Cpen-
HMIt cbIH, Anekceit (1830—1869), pazny-
BaeT Mexa ISl TIoJiepKaHUsI paBHOMEP-
Horo orHsa. CneBa — Miamuive AeTH,
morogku Bapsapa (1832—1906), Huna
(1833—1890) u Ipuropwmii (1834 — moce
1896)*. bpoiiieHa Ha 3eMJTi0 Kykiia. OnHa
W3 JIeBOYEK yXe JIAKOMUTCS BapeHbEM.
BesycnoBHO, XynOXKHUK MOT HabIIOOaTh
TOI00HBIE CIIEHBI, OH OBIT XOPOIIIO 3HA-
KOM C neTbMM. WX TIOBemeHUWe U TO3bI
€CTeCTBEHHBI, OHM HE€ TO3UPYIOT, a
KUBYT. DTOT MUP CEMEWHOTO CYACThsI U
OpaTcKoro B3aMMOIIOHMMAaHUS  OBLT
MOHATEH XymoXHWKY. OH caM ObLI
yacTpio 3Toro mupa. [loatomy ¢ Takoit
JIOOOBBIO M TaK HETIOCPENCTBEHHO M30-
Opas3wi 3axapoB 3TO JOMaIllTHEe BPEeMSI-
npenpoBoxaeHue. HecmyJaitHo xymox-
HUK TIOCTOSIHHO YIIOMUHAeT NeTeil B
cBoux nucbMax K [1.H. Epmonosy. Tak, B
suBape 1842 roma oH mwmcanm: «Moio
Bora o mpomnenuu qHeit Bammix u Bcero
cemelictBa Baiero, Karepune Ilerpos-
He, Hukonawo [IletpoBuuy, Aiekcero
IletpoBuuy, BapBape IlerpoBHe, Hune
[TerpoBue, Ipuroputo IlerpoBuuy!». B
utosie Toro xe roga: «Bcemy Bamemy
CEMENCTBY TOOPOTO 3MOPOBBS U XOPO-
IIUX YCIIEXOB B HayKax, MPUSTHO OBUIO
3HaTh ycrexu B pucoBaHuM Hwukomas
IMerpoBuua, Katepunsl [leTpoBHBI U
Anekces [letpoBuya, oHe obelanuch
WHOT/IA TIPUCHUIATh CBOU TPYABI»®'.

[t HA 3TM CYACTIMBBIE, eIlle He
oOpeMeHeHHBIe 3a00TaM1 JIUIIA, IIPOCTO-
IYITHO B3WPAIOIINe Ha 3pUTEIsI, HEBOJb-
HO 3amaenibcst BompocoM. Kak xe cio-
KUTUCH Cyap0Obl 3TnX neteit? Hwukomaii
[TerpoBuu EpMosioB okoHUMn MOCKOB-
CKUII YHUBEPCUTET, CITyKWI B MOCKOB-
CKOM TJIaBHOM apxuBe MWHUCTEpCTBa
WHOCTpaHHBIX jiest. B 1860 roay yyacTBo-
BaJI B BBIOOPAX JICTTyTATOB OT TBOPSTHCTBA
no XKuzapuHckomy yesny Kamyxckoit
ryOepHIY, 3aTeM U30Mpaics IpeIceaarTe-
JIeM che3na MUPOBBIX cyneir. OH MHOTOE
chenan Ui U30AaHUS 3allUCOK CBOETO
naou, A.I1. EpmonoBa. Ckonuancs Hu-
konait [1eTpoBUY B MATUIECATUIBYXIIET-
HeM Bo3pacte U Obul morpedeH B [1ok-
poBckoM MoHacTeipe B Mockse. Ero
MJIainasi Ha Ba roma cectpa ExatepuHa
[MerpoBHa TpoXwuia HOJTYIO >KU3Hb,
yMmepiaa yxe B XX Beke. ExkartepuHa
EpmornoBa Obl1a kamep-dpeiauHoi npu
[Bope. 3aHMManach OOIIECTBEHHOU W
0JIarOTBOPUTENIBHOU  E€STEIBHOCTBIO.
ITorpedena B [TokpoBCKOM MOHACTBIPE B
Mockse. O xu3Hu Anekces [lerpoBuua
EpmMosnoBa u3BecTHO HeMHOro. B umHe
mTabc-KarmMTaHa OH BBIIIEN B OTCTABKY U
yMep B TPUILATUIEBITWIETHEM BO3pa-
cre. [lorpebeH Takxe B (daMUWIbHOM
ckurerie B [TokpoBckoM MoHacThipe. Bap-
Bapa [lerpoBHa Obli1a 3aMyxeMm 3a JMu-
tpuem Denoposruem CamapunbM. [lo-

ITopmpem
Heu3seCmHol Oambl
¢ oembmu. 1840
THopmpem oouepu
Hetanb

Portrait of an Unknown
Woman with Children.
1840

Portrait

of the Daughter

Detail

30B cembe IT.H. Epmonosa

GbUIO BOCEMb [ieTeil.
Crapuast Anexcanjpa
(1825-1830) u camast
MITaIIIast, TakKe Ha3BaHHast
Anekcanpipoit (1837-1838),
YMepIIH IO HATCAHMS.
noprpera. CBejieHns o ieTsx
EpmonoBbix mo6e3Ho
coobtenbl [P, SIKymKnHbIM.

STPIAIA. @. 1406.

Epmonosst. Om. 1. IT. 627. J1.
12-13.

32 o
B muceme E.I1. Epmornosoit k

ncropuky C.A. Benokyposy
or 6 anpensi 1907 roga cpeny
«Iyymmx npoussenesmit» I1.
3axapoBa ynoMHUHAETCst
«moprpert Gpata [puim» (OP
PI'B. ®.23.0mn. 1. Exxp.
20.J1.22).

rpebeHa B JlaHWIOBCKOM MOHACTBIpE B
Mockse. HuHa [leTpoBHa BbllUIa 3aMyX
3a ropmeticrepa MMneparopckoro IBopa
Muxauna Kyspmuua Ilosmozosa. Ipuro-
puit [leTpoBWY CIyXuJ Ha BOEHHOM
nonpuinie. B 4nHe reHepai-ieliTeHaHTa
BBIILIE]T B OTCTABKy B Miojie 1896 roma®.
[Moytn dyepe3 mecsiTb JET TOCTE
MpUOOpeTeHNsT yKa3aHHOTO TIOpTpeTa, B
1938 romy, u3 JleHUHTpanaCcKOl 3aKymoy-
HOU KoMuccuu B TpeThSIKOBCKYIO Tajie-
peto moctyrmn «[lopTper Hen3BeCTHOTO»
(1840). TMo ompenemenuwio H.IL. Illa-
OaHBsIHITA, TOPTPETUCT 3aredatien JIbBa

OpuruHanbHast OAKMCH XYA0XKHHIKA:
3axapos-/ladaropmckuii

The artist’s signature: Zakharov-Dadayurtsky

HALL NYBITVKALWNN

Asnekcannposuda Bosnkonsa (1790—1852),
mepBoro yuutesst 3axapoBa. OqHaKo 3Ta
aTpuOyIvst BRI3BIBAaET coMHeHUe. [leTep-
Oyprckoe TPOUCXOXIEHUE TOJIOTHA U
MaTUPOBKA CBUIETEILCTBYIOT, YTO OHO
OBIIO UCTIOTHEHO B TIEPUOI TTPEOBIBAHUS
XKVBOIIMCIIA B CEBEPHOI CTOJUIlE, TOTIA
KaK XyIOXHHK BoiKOB 6e3BbIE3MHO KT
u pabotan B MockBe. DT0 ObUTO TIOCTIET -
Hee TIOCTyIUIeHHe pabotr 3axapoBa B
rasiepero. Takum o0pa3oM, B COKPOBHUIII-
HUIIE PYCCKOTO WMCKYCCTBA CIIOXWJIACh
camasi OoJbIlasi KOJUIEKIIWS W3 CeMU
>KMBOTMCHBIX TTOJIOTeH U NEBATU Tpacdu-
yeckux pabor (B [PM — nBa npoussene-
Hust, B [D — ms1Th), OTpakaBIIIMX pa3imy-
HBblE TPaHU TaJIaHTa 3TOTO MacTepa.

B 1962—1963 romax 1o pelIeHUIO
COBETCKOTO TIPAaBUTEIHCTBA PSII TTPOU3-
BeneHmii [letpa 3axapoBa («YeueHel B
Oypke», «[lopTpeT HEU3BECTHOTO» U TPU
PUICYHKA) OBUTM TIepeaHbl B OTKPBIBIIINL-
csg My3seil m300pa3uTeNbHBIX HCKYCCTB
Yeueno-Unrymckoit ACCP. Ha manubrit
MOMEHT BCE OHU CUMTAIOTCS TIPOTABII-
MM BO BpeMsI BOGHHBIX NeficTBUl B UeuHe
B Havase 1990-x romoB. Ho xouercst Be-
puTh, 9TO paboTs! kucTH [letpa 3axaposa
He KaHyJIU B JIETY, U MBI eIlle CTAHEM CBU-
TETEJISTMU UX JOJITOKIAaHHOTO OOpEeTeHUSI.
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