AnekcaHgp VeaHos
«ABJTEHVIE XPNCTA HAPO/LLY»

MocMepTHan chaBa XyA0XKHUKa - Bellb NapagoKcaabHana. Macrep,
HanpAXXeHHO TPYAUBLIMMCA BCIO XXU3Hb, pa3BMBaBIIMIACA, MEHAB-
WMIACA, CO31aBaBLIMA KapTUHbI-BEXU, WUIIOCTPpUpYylOIUe Henpo-
CTOM NMYTb €ro TBOPYECKOM 3BONIOLUM, NA GONbLIMHCTBA 3pUTeNen
4acTo ocTaeTcA aBTOPOM OAHOM KapTUHbI, NOAYaC He CaMOM Jyy-
wen B ero Xu3sHu. Tak, AnekcaHap AnapeeBny UBaHoB octancsa B
NaMATH NpexJ/e BCEro aBTOpoM KapTuHbl «fiBneHue Xpucra Hapo-
Ay», XOTA co6cTBeHHOE ero OTHOWEeHMe K 3TOMY NMOJIOTHY He Gbino

OAHO3HA4YHbIM.

MYHOCTb XyAOXHUKa MBaHoBa

YHUKanbHa - 3TO peAKun ans

pyCCKOiA uBOMMUCU TOro Bpe-

MeHW npuMep cepbesHelillero
OTHOLLEHUNA K CBOeN Muccuu TBopua. Bee
CaNoHHOe, BHelHee Obino abconoTHO
uyxao 3ToMy mactepy. Ero xusHb aBnsAer
obpasel, oAuHOKON, ByAHWYHOW paboTbl,
HacToAWero noABMXHMYECTBA BO WMA
uckycctea. AnekcaHap beHya nucan:
«B HeM xwuna feTcKas, aHrenbcKas, nNbitau-
BaA Aylla, HacToAwas Ayla NpopokKa,
KaXAaBWana WCTUHbI U He GosABlIAsACA
My4YeHMYecTBa...»

AnekcaHap MWeaHoB, Gysyun Mono-
AbIM YenoBeKoM, mocTaBun nepep coboit
rpaHAvOo3Hylo 3aAavy - BOMIOTUTb B Kap-
TWHEe MCTOpUYecKoe 3HayeHure XpucTmaH-
ctBa. OH mocBATUN 3TON WAee AecATune-
TUA MYYMTENbHOW, HaNpAXeHHON paboTbl.
MoHumas, yto rnobanbHas Tema Tpebyer
HOBOI ajeKBaTHON (hOpPMbl BOMOLLEHUSA,
XYLOXHUWK, Haxoasacb B WTtanuu, Havan
Cepbe3HO M3y4yaTb PeMrMo3Hyl0 XMBO-
nuch [xotTo 1 mactepos Bo3poxaeHus:
Mas3auuo, lNbepo genna @Ppanuecka, Ppa
Anpxenuko, JleoHapao aa Bunun. OH
XOTeN MOHATb, KaK BblAalolmeca macTepa
npowuioro Bonaowanu senmkue naen. Ero
Apyrom B PvMe cTan HemeuUKuid xumBonwu-
ceu Moxan ®puppux Osepbex, rasa 6par-
CTBa Ha3apeLe., NbITaBLUNXCA BO3POAUTD
Cpe/HeBEKOBYIO LIEXOBYIO XW3Hb 1 TPaau-
UMM Penurno3HOro MOHYMeHTaNbHOro
ncKkycctBa. B pesynsrate rny6oKoro ocMmbi-
cnenna EBaHrenna Bo3HMKNa KapTuHa
«flBneHvie Xpucra Hapogy» (1837-1857),
npeAcTaBMBLLAA YeJ0BEYECTBO B OCTpen-
UM MOMEHT ByX0BHOrO BblBOpA.

Mpon3BeaeHne co3paBanoch Xy[ox-
HWKOM BO BpeMeHa, Korjia Hayano MeHATb"
cA OTHOwWeHne K penurunun. MNoyemy Anek-
caHap ViBaHoB Tak HacTON4MBO NOAYEPKU-
Ba/l, YTO MWILET VMIMEHHO WCTOPUYECKYH
KapTuHy? MoxeT 6bITb, NOTOMY YTO, MO €ro
MHEHWIO, BbICKa3aHHOMY B OAHOM U3
nucem, «penuruna ctana Tpynom». Cospe-

MEHHUKWN XyA0XKHUKA He cMorn Obl BOC-
NpUHATL ero paboTy, PyKOBOACTBYACH
NWWb Bepoi B yysecHoe cobbiTne Boro-
ABneHns. BaxHo 6b110 NpeacTaBUThL eBaH-
reflbCKUIN CIOXKET KaK (aKT uctopum, a He
3Nun30f, YTO NpUAABaNo OonpeAeneHHy
CNOXHOCTb MPOW3BEAEHUIO U 3aTPYAHANO
ero noHumanue. OgHuM u3 cnocobos
peweHnsa 3Toll NpobieMbl XYAOXKHUK
BMAEN B CO34aHMM OrpOMHOI0 4mcna
HaTypHbIX HabpockoB 1 3TiopoB. OHKM Jon-
Hbl OblIM NpUAATb KapTWHe MeCTHbIi
KONMOPUT M NOAYEPKHYTb ee UCTOPUYECKYHO
AOCTOBEPHOCTb.

He cymeB nonactb B [anectuny, Ma-
HOB, CO CBOWCTBEHHOW eMy 06CTOATeNbHO-
CTbl0 U YMOPCTBOM, U3y4aj COYMHEHUS O
HeW, Aenas MHOroYMCNeHHble BbinucKu. OH
Hawen B OKpecTHOCTAX PuMa ropopok
Cybuako, KOTOpbIi CBOMM pacnosioKeHneM
Ha BbICOKOW KaMeHWCTOW rope Mor noxo-
AnTb Ha ropoga MManectvHbl. Ho Gonee
BCEro ero NpMBeKany YenoBeyecKme Tuna-
1, 0C0BEHHO TUMbI eBpeeB, HE0OX0ANMble
JJIA BOMJIOIWEHUA TeMbl U3 6Gubnenckon
nctopuu. B novckax nepcoHaxer yayLuen
KapTuHbl VIBaHOB cTan 4acTbiM rocteM B
eBpelickoM KBapTane Puma, pacnonaras-
lweMcs Hermojaneky oT Teatpa Mapuenna.
OH nocelyan cuHarory, a B JieTHee BpeMsA
Ha Gepery mMopa Habnwogan 3a KynaHuem
GoraTbix eBperiCKUX HEroLMaHTOB.

Mpu cobupaHMn NOArOTOBUTENBHOIO
MaTepuana Afs KapTUHbI XYL0XKHUK He LWen
NpoTOpeHHbIMU NyTAMU. M3BECTHO, YTO B
Pume, Ha 3HameHuTOM MicnaHcKom nectHu-
Lue B OXWAAHUM KNUEHTOB cobupanucb
npodeccroHanbHble HaTypwuku. OHK
MOMN MpUHATL N6yl No3y B COOTBET-
CTBUWM C 3aMbIC/IOM XyAoXHUKa. Vx yenyra-
MW OXOTHO MO/b30BaNNCh KOMNern macre-
pa. O6pawanca K HUM u MBaHOB, HO
BblGpaHHas UM Modenb Jo/KHa Gbina cooT-
BETCTBOBATb C/IOKMBLUEMYCA Y HEro npepg-
CTaBfeHWto o nepcoHaxe. BoT nouemy
OJHaXAbl OH 0TKa3ancs oT yCiyr M3BeCTHO-
ro MOJI0AOr0 HaTypLUMKa, MPEeNoKEHHOro
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Jo6oBb lonoBMHA

Asnerue Xpucma

Hapody (Aenenue Meccuu).
1837-1857

XoncT, Macno

540 x 750

The Appearance

of Christ fo the People.
1837-57

Oil on canvas

540 by 750 cm

eMy B KauecTBe MOAenu A1A rpynnbl «4po-
Xawme». ToT Bbin, N0 C0BaM XYA0XKHUKA,
«CAUWWKOM B3pOCAbIA A1A ManbynKa u
C/IMLLKOM MONoA Ans otua... ¥ no gyxosHo-
My CKnagy He eBpei». XyLOXHUK TaKxe
nocewan JinsopHo, [Mepyaxy, MMunsy u
CuHuranuio B nouckax Hatypbl.

B otnnume ot Kapna bpionnosa,
KOTOPbII, HaYMHan paboTy Haj KapTUHOW,
yXe npeacTaBnsn ee B uenoMm, VsaHos,
GepAcb 3a KWUCTb, PYKOBOACTBOBA/CA
Anwb obuienn naeein Gyayuiero npousse-
AeHus. PaboTas Haj 3cKu3amu, XuBonu-
cel, C/ioii 3a CNOEM C/I0OBHO COBJeKan
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“THE APPEARANCE OF CHRIST TO THE PEOPLE”:

A Life-long Enterprise

The posthumous fame of an artist can seem paradoxical. It
often happens that a painter who has toiled all his life to polish
his mastery, changing his manner, creating works that would
become landmarks of the dedicated path of their creator,
remains known to the general public for a single painting - one
which is often far from his best. Thus, Alexander Ivanov has
gone down in the memory of art lovers as the painter of “The
Appearance of Christ to the People”, despite the fact that his
own feelings on the work were rather mixed.

vanov's personality is unique in the his-

tory of Russian art of his time, a rare

example of an artist who was a most

serious judge of his mission as a “cre-
ator”. Any element of the salon style or any
superficial attractiveness was absolutely
alien to the painter’s principles. His whole
life was a paragon of the lonely life of an
ascetic, a world of “all work and no play” in
the name of art. Alexander Benois would
write about Ivanov: “There was a child's
inquisitive soul living in him, the true soul of
a prophet hungry for the truth who dreaded
no anguish ...”

When he was sfill a young artist,
Alexander Ivanov conceived a noble idea
worthy of a great master, that of producing
a painting that would frace the universal
appeal of Christianity. True fo his dream, the
artist dedicated years and years of painstak-
ing work to the achievement of that ideal.
Understanding that such a theme called for
anew and adequate language, Ivanov, while
staying in Italy, made a thorough study of
the religious paintings of Giotto as well as of
other masters of the Renaissance like
Masaccio, Piero della Francesca, Fra Angeli-
co and Leonardo da Vinci. He sought to dis-
cover the paths the old masters took to their
great achievements. Moreover, in Rome,
Ivanov made friends with the German
painter Johann Friedrich Overbeck, the
leader of the Nazarenes, a group of artists
who were curious fo revive the traditions
and ideas of the medieval workshop life and
religious mural painting. Finally, it was pro-
found speculation on the concepts of the
Gospels that brought Ivanov to paint his
“The Appearance of Christ to the People”
(1837-57), an attempt to show people at
the moment of their most crucial spiritual
challenge.

Notably, foo, the time when the artist
chose the theme for his painting coincided
with a universal and dramatic change in
people’s attitudes towards religion. Why did
Ivanov so stubbornly emphasize that his
painting was a historical one? The explana-
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tion might be found in one of his letters to
a friend: “Religion has become a cadaver”
he wrote. His contemporaries would have
been unlikely to understand and accept his
work if it had been just another story of the
miraculous events narrated in the Gospels:
it was essential to present the episode as a
fact of history, not as a legend. The task
sounded unusual, and seemed likely to
make the canvas foo complicated and chal-
lenging in its reception. Nevertheless, the
painter saw one of the ways of tackling the
problem was to create a huge number of
studies of both landscapes and people from
nature, which would, he thought, accentu-
ate the historicism of the story as well as its
sense of local colour.

Given that he was unable tfo visit
Palestine, Ivanov, with the obstinacy and
assiduity so typical of him, studied every-
thing he could find on the subject in
libraries and elsewhere, writing numerous
notes about the place he was going to
depict. He was lucky to discover Subiaco, a
small fown in the neighbourhood of Rome
that was situated on a high rocky plateau,
and seemed to look like the towns of
ancient Palestine. But what excited the
painter’s attention more than the land-
scape were the human types, particularly
the Jewish people, whom he looked for
everywhere to picture an episode from the
history of biblical Palestine. That profes-
sional inferest made him a frequent visitor
to the Jewish quarter of Rome situated
close to the Theatre of Marcellus. He would
also visit the synagogues, or watch rich
Jewish merchants rest and bathe at the
seaside on warm summer days.

Here, like in everything, lvanov was
unconventional in his search for models for
his paintings. Rome’s famous Spanish
Steps was known as a market place for pro-
fessional models who would wait there for
artists to hire them; they knew the tricks of
the trade better than anybody. Thus, most
of lvanov’s colleagues used fo choose their
models there - as did Ivanov himself on

DparmeHT »
C YeTbipbMs
anocronamu

Four Apostles. »
Detail

Lyubov Golovina

many occasions, but not always. Any model
for the future painting had fo answer to the
particular type that the painter had in mind.
That accounted for Ivanov's rejecting a
well-known young model suggested for the
group of the Shivering Man and Boy. The
model was, according to Ivanov, “too old for
the Boy and too young for the Father ... He
had nothing of the spirit of the Jew either”
In search of appropriate characters and
landscapes the artist also visited Livorno,
Perugia, Pisa and Sinigalia.

Compared to Karl Bryullov, who was
noted for having the complete make-up of a
future painting in defail before he started
work on it, lvanov, when he took up his
brush, knew the idea of his future canvas
only in its broadest sense. In painting stud-
ies, lvanov seemed to be unveiling, layer by
layer, the edifice of his idea to reveal the full
and perfect meaning of it only at the end of
a long and weary journey, one full of
endeavour, corrections and improvements.
Largely, this accounts for the fact that his
work on the canvas lasted for so long. Niko-
lai Gogol, the writer and a close friend of
Ivanov, warned the artist about the unpro-
ductiveness of such a “slow way of work”:
“You will devour yourself and labour on the
same spot for days until consideration of its
particular details will emasculate your men-
tal action on the whole thing, which and
only which, standing alive in front of your
mind’s eye, promises close completion, ...
which and only which urges you fo keep on
working, for it is that mental action that
makes your heart move and your impulse
and inspiration work, the inspiration being
able to achieve what no studies or labour
can.”

It was such zealous plodding that
gave birth to lvanov's own method, one of
comparing and contrasting and matching.
In his studies, for instance, the painter
often juxtaposed the head of a live model
and the head of an antique statue resem-
bling the human image. In other cases, the
comparison brought fogether contrasting
characters. Both such ways enabled the
artist to achieve precision in the portrayal
of the most subtle hues of character, those
attributes of a personality which were
essentfial for the individual portrait. But,
quite often, the painter tended to match a
typical, though individual, human face
against the classic quality of a Greek or
Roman statue. It made the portrait of an
individual human being acquire traits of a
“pan-human norm”.

The huge canvas (540 by 750 cm) pic-
tures the magnificent scene in which John




the Baptist is baptizing people in the Jordan,
refering fo the episode as it was narrated in
Saint John’s Gospel. Following Ivanov's own
conceptualization of the subject, the paint-
ing features the first appearance of Christ to
the people, as well as John the Baptist proph-
esying, the different ways in which particular
groups of people perceive his Word, and
what is happening. The crowd gathered on
the bank of the Jordan is presented compo-
sitionally like a frieze. This academic “coup
de maitre” gives the viewer a better vision of
the qualities that each character in the can-
vas displays and of his particular role in the
wider context of the painting, and a better
understanding of the meaning and correla-
tion of its separate compositional elements.

Every character in this enormous pic-
ture, all portrayed at the peak of their spiri-
tual excitement, has their dramatic mean-
ing and symbolic terms of reference graph-
ically featured. The most obvious juxtaposi-
tion is that of the contrasting age pairs and
groups. The old man and the youth rising
from the water on the left-hand side of the
canvas symbolize the youth and old age of
mankind, setting a tone for all its other
important comparisons. Old people domi-
nate lvanov's canvas, which inevitably pro-
vokes questions: Is mankind old enough to
perceive the truth? Is it too old spiritually?
Old age is conservative; old people find it
difficult to give up what they have believed
in. Nevertheless, the Old Man Leaning on a
Stick, as if frozen in the water, and the
Apostle Peter straining his ear to hear John
the Baptist's prophecy seem to be symbols
of wise, reflective old men.

Fanatic opposition and antagonism fo
the Word are featured in a group of the
grey-bearded Old Men in White Turbans
and Tunics - Levites, Scribes and Pharisees,
supporters of the old religion. The Man
Wearing an Auburn Tunic, who was a model
drawn from Nikolai Gogol, seems to be try-
ing to dissociate himself from them. So
does the Young Nazarene Wearing Long
Plaits of Hair over His Head.

Compared to the old men, those rep-
resenting the young generation in the pic-
ture are active and ready to respond and
follow the word. One is hurrying out of the
river, welcoming Christ; another, a golden-
haired pagan who looks like an antique god
is immovable as a statue, watching Christ
with evident interest. Also listening atten-
tively fo what John the Baptist is saying are
the Shivering Boy and the Apostle John.

Faith becomes the central theme of
the painting. The growing attraction of the
Word starts with the group on the left of the
work. The future Apostle Naphanael seems
to stand aside, motionless and doubting, as
if letting other people go ahead; his eyes are
downcast, his arms crossed and hidden in
the broad sleeves of his tunic, indicating his
complete disbelief. It was he who would say
the famous phrase of doubt, “Can any good
thing come from Nazareth?” (John 1:47).

PparmeHT

C 0/INBKOBbLIM [1epeBoM
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The Olive Tree

and the group

of people in the trees.
Detail

Onussl y knadbuwa
8 Ansbaro.
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XoncT, Macno
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Olive Trees by the
Cemefery in Albano.
The New Moon.

Oil on canvas

425 by 62.5 cm
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The brothers Andrew and Simon (Peter)
and John, son of Zebedee, who were also to
become Apostles of Christ’s teaching, show
different level of eagerness to believe in the
messianic nature of Jesus. His future disci-
ples, listening to John's prophecy, are just
beginning to understanding the frue mean-
ing of the Word, and accepting their own
new missions in life.

It is not only age or faith that distin-
guishes the figures on the canvas. The ques-
tion is also of wealth - rich or poor? - and
of social status - master or slave? Thus, the
central part of the painting presents the
Master and Slave. The Russian infellectuals
of the 1830-40s were encouraged by ideas
of improving public morals through art,
while hopes of the healing effect of Christ-
ian dogmas properly nurtured in the public
mind were also current. Following such sen-
timents Ivanov made the Slave a key ele-
ment in his composition. The artist worked

on this character extensively, making many
sketches and studies. The earlier ones show
an abject creatfure, only half-human: an
almost beastly grin, shaved head and a
brand on the forehead are evidence of ter-
rible humiliation and moral degradation.
The final variant shows a man less humble
and inhuman: his ugly face, a witness of
much torture, shines, perhaps for the first
time in his life, with a happy smile of hope.
As the painter wrote about this character,
“For the first time the agony to which he
was accustomed gave way fo solace”. In
such a manner, the grandiose achievement
of Christianity, the artist claims, lies in mak-
ing every humble creature feel that they are
heaven-born.

Painting the Master and Slave Ivanov
also alluded to his favourite thesis about the
major difference between the aesthetic
ideals of antiquity and those of Christianity.
The cult of the beautiful body in the antique

MOKPOBbI C 3aMbiC/a, MPOXOAA AOATUNA U
TOMUTENIbHBIN MYTb WCKaHWI, ncnpasne-
HWIM N YTOYHEHUI B CO3AaHNMN COBEpLUEH-
HoW (opMbl BonoLeHnA cBoel naen. Bo
MHOFOM 3TUM 06bACHANACb ANUTENb-
HoCTb paboTbl Haj npousBeseHVeM. ITa
«MeANUTeNIbHOCTb® MacTepa OTMevanacb
ero apyrom H.B. [oronem, KoTopbii npeao-
cTeperan XyAoXxHuKa: «Bbl 6yaere Myuntb
cebA M BUTbCA HECKONbKO [Hel OKoo
OJHOro MecTa [10 TOrO, 4TO OT YacTHOCTeN
obeccuneet y Bac jaxe MbIC/b O LiesioM,
KoTopoe TOrAa TOMbKO, KOrja XWBO
HocuTcs GecnpecTaHHO Mepej rnasamu u
rOBOPUT 0 BO3MOXHOCTM CKOPOrO BbINOA-
HEeHWs, ... TOrAa TONbKO ABWraeT pabory,
nbo ABuraet Aylly, NopbiB U BAOXHOBE-
HVe, a BJOXHOBEHMEM MHOTO rnocTuraeTca

TOro, YTO He JOCTUTHYTb HUKaKUMU yye-
HbAMM U TPYAAMMD,

B HanpsKeHHbIX UCKaHUAX poguics
COOCTBEHHbI METOS, XYAOXKHMKA — METoj
C/INYEHN U comocTaBaeHnin. YacTo B 3Tio-
Aax iBaHoB cpaBHVBaET rofoBy HaTypLyu-
Ka C NMOXO0Xel Ha Hee rojoBOM aHTUYHOW
cratyn. MHoraa e cpaBHeHve Aenaercs
no MPUHLMNY KOHTPACTHOrO MNPOTMBOMO-
cTaBfieHus nepcoHaxei. MogobHble npue-
Mbl MO3BOANN MaKCMMaibHO TOYHO BbIsiB-
NATb TOHYallIMe HI0AHCbl XapakTepa, Te
NpU3HAKW YeN0BEYECKOW JIMYHOCTU, KOTO-
pble ObliM HEOBX0AUMbI ANA CO3AaHUA
o6pa3sa. [Mopoit B 3TiOAaX NPOUCXOANUT CAn-
YeHWe  TUMWUYHOTO, WHAWBUAYANbHOIO
LA ¢ TOM HOPMOW, KOTOPYI XYAOXHUK
BuAen B Knaccuyeckux crtatyax. O6nuk

PparmMeHT ¢ Xp1cToM un
nensaxem 3a HUM

The figure of Christ
and the landscape
behind him. Detail

yenoBeKa nepejaeTca TaK, 4To B HEM Mpo-
CTynawT 4YepTbl, cOHamxawowme ero ¢
«obLLeyenoBe4YecKori HOpMON».

Ha orpomMHOM nonoTHe nnowazbto
COPOK C MOJIOBUHOW KBafpaTHbIX METPOB
pa3BopayMBaeTCs CLeHa KpeLieHns Hapo-
Aa WNoanHom Kpectutenem, B3Atas u3
EBaHrenua oT1 WoaHHa. Heckonbko
nepeocMbicNuB cloxeT, MBaHoB Aenaet
aKLeHT Ha nepBOM fiBNeHUN XpucTa Hapo-
4y, nponoBean Kpectutensa n Ha Bocnpusa-
TUW NPOVCXOAALLEr0 pasHbIMU rpynnamu
nepcoHaxei KapTuHbl. Tonna cobpasLumx-
cA Ha 6epery MopaaHa niogeit pa3epHyTa
nepen 3puTenamu B Buae dpmsa. 1ot Tpa-
AVLVIOHHbIN aKaaeMUyecKuii npvem aaet
BO3MOXXHOCTb BHMMATENbHO M3Y4UTb 0CO-
6eHHoCcTM Kaxporo obpasa, ero ponb B
KapTWHe W MOHATb CyTb B3aMMOOTHOLLE-
HUIN  pasfNiMyHbIX  KOMMO3ULMOHHbIX
3N1eMeHTOB NPOU3BeAEeHUA.

MomeHT ocTpeiiiero AyXoBHOrO
HanpsKeHWs Y4acTHUKOB cobbITHA N03BO-
NAET TMOHATb CMbIC/NIOBYIO 3HAYMMOCTb U
CUMBOJINYECKYID POJib KaXAOro repos.
CaMbIM 0YeBMAHBIM COMOCTaBeHWEM B
KapTWHe ABNAIOTCA KOHTPACTHbIe BO3pacT-
Hble napbl W rpynnbl. M306paxeHHble B
NIeBOM 4aCTU XO/ICTa CTapuK W OHOLWA,
BbIXOAAWME W3 BOAbI, ONULETBOPAIT
MONOAOCTb M CTapoCTb YelOBeYyecTBa, a
TaKxe 3ajatoT ToH 6onee my6okuM cpas-
HeHuAM. B npoussepseHun Anekcangpa
MBaHoBa npeobnapatoT cTapuku. B cBA3m
C 3TUM HEBOJIbHO BO3HMKAET BOMPOC: CMO-
cOo6HO NN YenoBEeYeCTBO BOCMPUHATb
UCTUHHOe yuyeHnne? He «obBeTwano» nan
OHO AyxoBHO? CTapocTb KOHCepBaTMBHA,
CTapviKaMm TpyAHee OTPeLmnTbCA 0T TOro, BO
4TO OHW npexzae Bepuan. Ho crapuk,
3acTbIBLUMIA B BOAE ONEpLIMCh Ha NOCOX, U
HanpsXXeHHO NpUCIyLWMBaOLWMIACA K Npo-
noseaun anocton letp 6yaTo cvmBONM3M-
PYIOT MYAPYIO, Pa3MbILLAIOLLYIO CTapOCTb.

®aHaTU4HOEe MpPOTUBOCTOAHME U
HenpuATMe Xpucta 0603HayeHo rpynmnom
cenobopoabix cTapues B 6enbix YanMmax u
XWUTOHaxX - 3TO NIeBUTbl U apucen-KHU-
XHUKW, CTOPOHHMKM cTapoit Bepbl. OT mx
rpynnbl CNOBHO cTpeMuTcA 060co6UTbCA
4enoBeK B KPaCHO-KOPUYHEBOM XMWTOHe,
HanucaHHbIN ¢ forons, v loHowa-Ha3apeeL,
C KOCaMW, YJI0)KeHHbIMU BOKPYT rO/10Bbl.

B npoTuBOBec cTapuMKaM HOHOCTb
AeATenbHa u Gonblwe cnocobHa K Boc-
MPUATUIO HOBON WCTUHbI. Monogoi yeno-
BEK CfleBa CTPEMUTENbHO BbIXOAWUT U3
BOAbl HaBcTpeyy Xpucty. BHumatenobHo
npucnywmnsaloTes K nponoseaun Kpecture-
na anocton MoaHH 1 ManbyvK v3 rpynnbl
«Apoalux». 3auHTepecoBaHHO 3acTbif,
co3epLasn Xpu1cTa, 30/10TOBOJIOCHII IOHOLIA-
A3bIYHUK KaK BOCKPeCWMWN aHTUYHbIN
naean KpacoTbl.

B KapTuHe HaxoauT BblpaxkeHue U
TeMa Bepbl. CrieBa Ha XONICTe, rae oTMeya-
eTCcA «BOCXOAfLLee» ABVXeHUe Nojen K
Xpucty, 3amep 6yaywmin anocton Hada-
Haun, Kak Gbl nponyckas MAaywMx MUMO
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world is seen by the paintfer as the antithe-
sis of the Christian idea of a beauty which is
spiritual, not physical.

Compositionally, the whole painting is
built on comparison and contrast. The left-
hand group of those who aspire to hear and
accept the Word contrasts with the right-
hand group of those who turn their back on
Jesus. The distant mountain valleys at the top
symbolising the heavens are set against the
group of humans, ridden with doubts and
conflicting passions, at the botfom of the
canvas. The space between the top and the
bottom is focused on the walking Messiah.
Above him there is a boundless blue sky, a
snow-white tower visible in the far distance
and a town in the valley at the foot of the
mountain range. Thus, compositionally,
Christ, on the one hand, is presented as part
of the harmony of nature and the heavens;
on the other hand, he belongs to the world of
people, in the vale of human imperfections.

Landscape is, without doubt, essential
in lvanov's composition. Unable to study the
landscape of Palestine, where the events
depicted originally took place, the artist pic-
tured a landscape typical of the Campagna
near Rome, emphasizing its vernacular
bright and contrasting light. The painter did
not intend to portray historical or archaeo-
logical details; instead he sought fo recon-
struct the atmosphere of the time and the
event. To this effect, lvanov's palette
becomes magic in conveying the dazzling
illusion of the far-away mist, giving the land-
scape a symbolic touch. The olive tree with
its new green leaves contrasting with the
dry old ones, which forms the background
for the left-hand group, refers to the life
chain from youth to age and, probably alle-
gorically, suggests the gospel story of the
earthly death of Jesus and of Christ's resur-
rection. It also symbolises, according to
Renaissance fradition, the end of paganism
and the birth of Christianity.

It should be noted that Ivanov viewed
nature spiritually. For him, it was God’s cre-
ation and the artist understood nature as a
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magnificent femple, more than just the envi-
ronment of human life. That might explain
why many of the landscapes that Ivanov
painted have no human figures in them. Only
rarely, children and teenagers are allowed
into the “temple”, as in “Boys on the Shore of
the Bay of Naples”. In other paintings his
landscapes look like something drawn from a
natural history museum, as in “Olive Trees by
the Cemetery in Albano. The New Moon”. The
old stones seem to retain the print of thou-
sands of centuries - they are timeless. This
kind of philosophical landscape assigns the
features of one part of the world fo a whole
world that has witnessed the death and birth
of civilizations, religions and peoples, while
Earth remains eternal and unchangeable
under the hot, translucent Southern sky.

Ivanov's studies reveal his wonderful
gift for colour, and his taste for a lively, vigor-
ous and energetic palette rich in hues and
half-tones. He tried to bring just that diversi-
ty of colour from his fascinating studies to
the large canvas to create a harmonious
blend, but unfortunately that shift turned out
to be a false one: it made the large work look
somewhat artful and spotty. The fact was
immediately noted by some critics who were
quick to compare it fo a tapestry, which at
that time was not considered a compliment.

It must also be noted that, after work-
ing on the same canvas for about 20 years,
the artist was tired and the idea that had
inspired him initially had become somewhat
stale. Ivanov started the painting encour-
aged by the assumption that seeing the
Messiah appear and hearing and perceiving
the Word was a sine gua non of moral
improvement and spiritual salvation both
for man and for the world. However, during
the process of working on his painting the
artist reached the sad revelation that the
time of simple-hearted optimism and a hope
and belief in Christ the Saviour coming and
solving all the problems of the world had
passed, and that faith alone was not enough
to improve human society. As a result, the
painting remained unfinished.

THE TRETYAKOV GALLERY #4’ 2005

Ha bepezy
Heanonumarckoeo
3anusa.

3Tioa

KapToH, macno
41,4 x 60,6

The Bay of Naples.
Study

Oil on cardboard
41.4 by 60.6 cm

®parmeHT »
npaBon YactTn

(c hapuceamn

1 neBUTaMn

B 6enbix ofexaax).

The right-hand part »
of the canvas:
Pharisees and Levites
in White Clothes.
Detail

In the meanwhile, the end of the artist’s
28th year in Italy was approaching, and
Ivanov had to return to Russia. It is hard fo
imagine how troublesome and frustrating his
journey was, given that he had to transport
his gigantic canvas across the whole of
Europe. In Germany he fell seriously ill and
had to stay there for a while to consult doc-
tors; meanwhile, St. Petersburg’s newspapers
were already full of stories of “a most impor-
tant work of Russian art” due to arrive soon.

When it did arrive, lvanov's painting
was first shown in the Winter Palace and
later at the Academy of Arts. Simultan-
eously with “The Appearance of Messiah”
visitors to the Winter Palace could view the
gigantic battle canvas by the French artist
Adolf Ivonne, “The Kulikov Battlefield”, and
that work practically overshadowed
Ivanov’s painting. It was then that the “Syn
Otechestva” (Son of the Fatherland) maga-
zine published an article by a certain
V. Tolbin characterised by its bitter criti-
cism, which claimed that “the painting by
Mr. Ivanov rather failed to justify those
expectations which it had evidently evoked
by its being surrounded with such a veil of
secrecy”. That was a blow delivered by a
person apparently well-versed in art and
familiar with the situation - one which
made it even more cunning and thus par-
ticularly painful. The article concerned
played a role in forming a wider atmos-
phere of overall indifference and stronger
feelings which bordered on open rejection
of the artist's work. Ivanov was never for-
tunate enough to find a shrewd interpreter
and critic of his work among the contem-
poraries. The criticism, rather amateurish
in its nature, that Ivan Turgenev had pro-
nounced a few years earlier was, unfortu-
nately, of the same, unhappy, sort: “His very
talent, that is his talent as a painter, was
weak and shaky, as anyone who fakes a
careful and unprejudiced look at his work
will be convinced of ... Should he have the
talent of Bryullov or should Bryullov have
the soul and heart of Ivanov, what wonder-
ful things we might witnesses”.

The cold and wet climate of
St. Petersburg, together with its pride and
vanity and the painter's disorderly life,
proved bad for Ivanov's health. On 3 July
1858 he died of cholera while staying in
the house of his friends, the Botkin broth-
ers. Curiously, a few hours after lvanov's
death Mikhail Botkin, the painter, received
a messenger who came fo inform the
artist that the Emperor intended fo buy his
“The Appearance of Messiah” for 15,000
rubles and award him the Order of Saint
Vladimir.

Time proved the critic Tolbin’s predic-
tion that “..his [lvanov's] manner <..> is
unlikely to be copied by the new genera-
tion of talented artists” mistaken. Alexan-
der Ivanov's method would come to form
the basis of Russian realistic art for
decades to come.




cebs. ViMeHHO eMy npuHagnexar nonHble
HeBepuA cnoBa: «M3 Hasapera moxer nn
ObiTb 4TO fOOpoe?» [Masa ero onyleHsbl
BHW3, PYKM CKPbITbl B LWMPOKNX PpyKaBax
XWTOHa, BCA M03a BblpaXaeT COMHEeHWe.
Metp, AHapeit 1 MoaHH, Takke B Oyayuiem
anocTonbl XpucTa, B pa3HOI CTeNeHn CuMm-
Bonm3npytoT npuAatre Meccun. Mocneno-
BaTenu yyeHna Xpucrta BHMMalOT npornose-
AV, NOCTUTaloT CMbIC UCTWHBI U NPOBYX-
[Al0TCA K HOBOWN AYyXOBHOW XU3HW.

YenoBeyecTBO - He TONLKO MOJIOAOCTb
W CTapocTb, Bepa W COMHEHWe, HO elle
6oratcTBo ¥ HGeAHOCTb, rOCNOACTBO M pab-
ctBo. B ueHTpe nmonoTHa npepacTtaBnieHa
rpynna «xo3sauH - pa6». B 30-40-e rogbl XIX
BeKa B Poccum 6binn nonynsApHbl ngen Boc-
nuUTaHWA o6LLecTBa CPeACTBaMU UCKYCCTBA,
a TaKkXe MbIC/IM 0 HPaBCTBEHHOM 06HOBIe-
HUW YenoBeyecTBa MyTeM MOCTVKEHUA XpU-
CTWaHCKMX Aormatos. B cBA3m ¢ 3TuM 06pas3
paba - oAMH M3 KOYEBbIX B Npou3Bese-
Hun. Hap ero cosgaHvem MBaHoB ponro
pabotan. B paHHMX 3CKM3ax XyAOXHUK
Aenan aKLUeHT Ha M300paxeHnn ankoro,
MONYXMBOTHOTO COCTOAHUA Ye0BeYeCKoro
CyLLecTBa: MOYTY 3BEPUHBIA OCKan pTa, 6pu-
ThIli Yepen, KnenMo Ha Nby eMOHCTpMpoBa-
NN yXKacHylo CcTeneHb NajeHWs W Hpa.-
CTBEHHOrO onycToweHus paba. B okoHua-
TeNbHOM BapuaHTe 061K 3TOro nepcoHaxa
HecKonbKo obnaropoxeH. Ero HekpacuBoe,
M3My4YeHHOe Lo, MOXeT BbITb, BriepBble B
KU3HW 03apsieTcs NPOCBETNEHHON Yibl6-
Ko Hagexabl. «CKBO3b NpMBbIYHOE CTpaja-
HWe BnepBble NposBMAach 0Tpaga», - nucan
XYAOKHUK 006 3TOM MepcoHaXe KapTWHbI.
Bennune xpuctuaHctea u B NpobyaeHUN
BoxecTBeHHOro Havana B YHVXKEHHbIX
aywax. [pynna «xo3auH - pab» TakKe NoMo-
raet paspaboTke K3N00AEHHON MBaHOB-
CKOI TeMbl — NPOTUBOMOCTAB/EHNE aHTUY-
HOTO ¥ XPUCTUAHCKOrO 3CTETUYECKNX UAea-
N0B. AHTVUYHDBIN KyNbT Tena - aHTuTesa xpu-
CTMAHCKON Wnjaee OTPULAHUA KpacoTbl
TENIeCHON BO MMA KPacoTbl AyXOBHOM.

Pabota «fBneHue Xpwcra Hapogy»
CTPOWTCA Ha COMOCTaBfieHWAX: KOHTpacT
NeBON W NpaBoOK yacTel NpPoM3BeAeHUA C
nsobpaxeHnem rpynn loAen, ycTpeMmBs-
Wwnxca K XpUCTy 1 YXOAALLMX OT Hero, nNpo-
TUBOMOCTaB/EHNE BEPXHEW W HUKHeNn
yacTeil KapTUHbl — MUpa <rOpHEero» u
«fonbHero», yenoseyeckoro n boxecrseH-
Horo. lNpocTpaHcTBeHHaa naysa, pasge-
NAWAA BepX WU HWU3 MONOTHA, No3BonAeT
COCPeAoTO4NTLCA Ha co3epLaHny Mececum.
B BepxHein yacTu KapTWHbl rOCMOACTBYET
cBeTnas nasypb Heba, TBepAoe KaMeHHoe
nnaTo NoA0ro NIOXUTCA MOA Hornm Xpucry,
BAanu GenocHexHaa GallHA W ropoj B
AONNHe, Y MOAHOXWUA rOpHOro Kpsaxa. Kom-
no3uuMa MocTpoeHa Tak, 4To Xpucroc
ABNAETCA HEOTbEMJIEMO 4acCTblo rapMo-
HWUYHOTO MMpa Npupoabl 1 HebecHol 06u-
TeIN N 3€MHOWN «IOA0N», UCMONHEHHON
YeNoBeYECKUX CTpacTen.

BaxHelwyto ponb B KapTuHe urpaet
nensax. He cymes nobbiBath B [anectuHe,

rZe NpoMCXoauio eBaHrenbcKoe cobbITHe,
XYLOXHWUK Bocnpoussen npuposy Pum-
ckovi KamMnaHbu ¢ xapaKTepHbIM APKUM 1
KOHTPACTHbIM UTabAHCKMM OCBELLEHNEM.
ABTOp He CTpemMuICA K nepejaye uctopu-
YECKMX W apXxeonornyeckux noapobHo-
CcTeii, OH BOCccO3zaBan Ayx NpoucLuesLero.
MBaHoB BennKonenHo nepegaeT npospay-
HYI0 CBETOBO3AYLIHYIO [bIMKY, OKYTbIBato-
wyto npeametbl. [lpy 3ToM ero nersax
cumBonuyeH. OnvBKOBOe filepeBo, KoTopoe
B KapTWHe CNyXuT ¢GOHOM AnA rpynnbl
cneBa, CBOMMW APKO 3e/eHelwWwnMn 1
3acoXWMMK BETBAMW C/NOBHO MOBTOpPAET
XM3HEHHbI Kpyr IOHOCTU W CTapocTy, W,
BO3MOXHO, asferopuyeckn BOCCO3AaeT
MCTOpUIO CMepTKn 1 BocKpeceHus Cnacute-
NA, 1, KOHEYHo, KaK B anoxy BospoxaeHus,
CMMBONIN3MPYET yMupatoLLiee A3bIYecTBO U
3apox/jaroLLeec XpUCTUAHCTBO.

MBaHoB BOCNpUHMMaN Npupoay Kak
nposBneHWe eANHOro OBOXeCTBEHHOTO
AyXa, KaK HeKMIn BeNMYEeCTBEHHbI XpaM, a
He MNpOCTPaHCTBO YeN0BEYECKON MW3HMW.
He cnyyaiiHo MHOrVe nei3axu XyAoxKHMKa
MYCTbIHHbI, U Wb U3peAKa B 3TOT «xpam»
Aonyckatotca Aetn («Manbunkum Ha Gepery
HeanonutaHckoro 3anuea»). MHoraa npu-
poja npeAcTaeT OXWBLIEN NEeTOoNUChbIo
3emnn, Kak B KapTuHe «OnuBbl y Knaabu-
wa B AnbbaHo. Monogoit Mecaw». Ctapble
KaMHW XpaHAT OTMeYaToK BEKOB W Henog-
BJIacTHbl BpeMeHW. 3Ta NMHNA ¢unocod-
CKOro neri3a)ka TPaKTyeT 4yacTb MUpa KaK
LeNblii MUp, B KOTOPOM YMUPAOT 1 poXzaa-
I0TCA BHOBb LMBUAWU3ALUW, PEUTAM U
HapoJbl, @ 3eMJIAl OCTaeTCA BEYHON U Hens-
MEHHOW MOA I0XHbIM, NPO3payHbIM HebOoM.

Stioabl  AnekcaHpgpa  VBaHoBa
pacKpbIBaloT ero TanaHT Konopucta. B Hux
NPOSABMIACh XUBOCTb U COYHOCTb NMUCbMa
aBToOpa, 3BYYHOCTb KpacoK, 6GoratcTso
OTTeHKOB ¥ nonyToHoB. OH MbiTancA cos-
AaTb Kpaco4yHoe eJMHCTBO M B KapTUHe, HO
npu «nepeHoce» 3TIOAOB Ha 60NblION
XOJICT MOABMIaCb HEKOTOpas CyXoCTb U
nectpoTa uBeTta. 3T0 Aano MOBOJ HEKOTO-
pbIM KPUTMKaM ynoAobutb nonoTHo robe-
JIeHy, YTO B Te BpeMeHa He CYUTaNoch KOM-
naumenToM. CnepyeT BCMNOMHWTB, 4TO
paboTas Haz MONOTHOM OKOJO ABajLATH
NeT, XYAOXHWK MOCTeneHHO oxnageBan K
camoii naee ceoero getvwa. OH HauMHan
paboTy Haa KapTuHOW c nacdocHon
MbIC/IbIO O TOM, 4YTO B ABleHUM Meccumn 1 B
obpalieHMn K XpucTy 3aKioyeH 3anor
HPaBCTBEHHOrO0 COBEPLIEHCTBOBAHMA U
JYXOBHOIO crnaceHus yenoseyecta. Ho B
npouecce paboTbl XyAOXKHUKY OTKpbINach
neyasbHas UCTWHA, YTO BpeMeHa NpocTo-
AylwHoro ynoBaHnua Ha Cnacutensa v HeBe-
AeHuA 313 6e3B03BPaTHO MPOLAN, @ KOH-
GAVKTbI B MUpe Henb3A paspelunTb ¢
noMoLLbio 0AHON Bepbl. B pesynsrate Kap-
TWHa TaK 1 ocTanacb He3aKOHYEHHOM.

Mexay TeM CpoK ero ABajLaTUMBOCh-
mMunetHero npebbiBaHus B ViTanum nogxo-
ANA K KOHLY, NpejcToano Bo3BpallieHue
Ha poauHy. He cTtouT onwucbiBaTb Te
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MbITapCTBa, C KOTOPbIMU CTOJKHY/CA
XYAOXHUWK, MepeBO3s CBOE€ MONOTHO U3
Wtanun B Poccuio. [loctaToyHo cKasarb,
4TO BO BpeMA BOAXa yepe3 [epMaHuMio OH
TAXeno 3abonen v BbiHyXAeH 6bin 3aaep-
XaTbCA TaM ANA KOHCynbTauuu c Bpaya-
MW, @ B NeTepbyprcKoi neyatu yxe nosiBu-
nocb cooblieHne o CKOpoM MnpubbITUK
«Ba)KHeNLero Npov3BeAeHUA PYCcCKOro
MCKyccTBay.

KapTuHa Gbina BbicTaBneHa cHauva-
na B 3MHeM ABopLe, a 3aTeM U B AKaje-
Mun xypoxects. OgHoBpeMeHHo ¢ «fABne-
Huem Meccum» B 3MMHEM AeMOHCTpUpO-
Basacb ruraHtckas Gatanus dpaHuys-
CKOro XxyaoxHuka Aponbdpa MBoHa
«KynuKkoBckaa 6uTBa», KoTopas MNoyTu
3aTMuna nonoTtHo VBaHoBa. B xypHane
«CbiH OTevectBa» 25 mioHa 1858 roga
nosBMNacb NeYyanbHO 3HaMeHWUTanA
ctatbA Hekoero B. TonbuHa o nonotHe
macTepa. O6WUIA cMbicn 3TOM CTaTbu
CBOAMIICA K TOMY, YTO «KapTuHa I. MiBaHo-
Ba He BMoJHe onpaBjana Te HeCOMHEeH-
Hble HaZexXAbl, KOTOpble NOpoXAana oHa,
OyAyun OKpPYXEHHOW 3anpeToM TauH-
CTBEHHOCTM». 3TOT YyAap, HaHeCeHHbIN
YenoBeKOM, BIM3KUM K UCKYCCTBY U Bfia-
AeoWmnM yyeHoW TepMuHonormen, 6bin
HEOXWUAaHHbIM, a MNOTOMY O0COOEHHO
TaxenbiM. Ctatba TonbuHa cnocobeTso-
Bajia CO3[aHMI0 BOKPYr Npou3BefeHus
A.A. iBaHoBa aTMocepbl X0N04HOIO He-
MOHWMaHUA, a noj4yac M OTKPbITOro
Henpuatna. OTMeTVM, YTO reHuanbHOMY
PYCCKOMY XYZOXHWKY BOOGLLE He Be3/o C
TOHKMMU LeHWUTeNAMU ero TBOPYECTBa.
HecKonbKUMU roaamu paHblue ero UcKyc-
CTBO COBCEM MO-AWIETAHTCKMU OLEeHUN
nucatenb W.C. TypreHes: «Camblin TanaHT
ero, - nucan oH 06 MBaHoBe, - cO6CTBEH-
HO XXMBOMWCHBIN TanaHT 6bin B HeM cnab
W WaToK, B YeM ybBeauTca, KTO TONbKO
3axo4eT BHUMaTebHO 1 GecnpucTpacTHo
B3MAHYTb Ha ero npoussedeHue... Mimen
OH TanaHT bptonnosa unu nmeit bpronnos
Aywy un cepaue lBaHoBa, KaKux vyaec
Mbl OblnN Bbl CBUALTENAMMNY.

CmeHa knumata, netepbyprckuit,
cyeTnmBblin  06pas Ku3HW, BbITOBaA Hey-
CTPOEHHOCTb OKOHYaTeNbHO MOAOPBaM
3A0poBbe XyAoxHuKa. 3 nona 1858 roga
OH CKOHYancs OT Xo/nepbl B JOMe CBOUX
Apy3eii 6paTbeB boTkuHbIX. Yepes Hec-
KO/IbKO 4acoB NocC/ie KOHYMHbI MacTepa
K xuonucuy M.MN. BoTkuHy ABunca
nakei ¢ M3BecTMeM o TOM, 4TO UMnepa-
TOp NoKynaet KapTuHy AnekcaHapa Mea-
HOBa 3a NATHajLUaTb TbicAY pybnei u
HarpaxpaeT xuBonucua opaeHom Cas-
Toro Bnagumupa.

He onpaBpanuck NporHo3bl rocnoam-
Ha TonbuHa, KOTOPbIN YTBEPXKAAN, YTO «ero
MaHepy ... BpAf, v Bo3bMeT cebe 3a 06pa-
3eL MO/I0fi0e MOKOJIeHUE TanaHTAMBbIX
XYLOXHUKOBY. Xy[LO0XeCTBEHHbIN MeToA
MBaHoBa ner B OCHOBY pYyCCKOro peanu-
CTUYECKOr0 WCKYCCTBA MOC/AeAyoLWmX
NecATUNETUIA.
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