Bacunuii Cypuxos:
«Bctoay KpacoTy mobun..»

lannHa Yypak

pareansa ncTtopuu pasBopayun-
BaeTCA B CYpPMKOBCKOM Mpo-
nssegeHun. Monogon [letp
ycMupsieT B36yHTOBaBLIMXCA
HenoKopHbIX cTpenbuos. Ka-
XeTcA TecHoW orpomHas KpacHas nno-
WaAb, HaZ KOTOPON Bpes3XUT XONOAHbIN
oceHHui paccBeT. CpesaHHbIN BepXHUM
KpaeM KapTuhbl Co6op Bacunusa Bnaxen-
Horo npepcrtaet obesrnaBneHHbIM. Y ero
NOAHOXMUA U pAAOM ¢ JIoBHbIM MecToM
CTPYAMAUCH Teneru, B KOTOPbIX, CBA3aH-
Hble BepeBKaMu, 3aKOBaHHble B KONOAbI,
CUAAT NPUrOBOPEHHbIE K CMepTU CTpeb-
Ubl, @ PALOM C HUMW — WX MaTepu, AeTu,
XeHbl. MepLaloT OroHbKM CBeYell B pyKax
CTpenbLoB, 4yyauTca, BYATO rIyxoi CTOH
HamonHAeT caM BO34yX KapTuHbl. Oxusa-
et npouwnoe, 6epeanT aywy, Gyaopaxut
naMATb, B3biBaeT K COCTpajaHuio.
Pedopmbl [MeTpa, BckonbixHyBwMe Poc-
Cuio, KocHynmcb 1 apmumn. OnmnH 3a apy-
rMM noAHUManucb GYyHTbl CTPenblLoB,
HeAOBONbHbIX HOBOBBeAeHuaMuU. [loc-
neAHW U3 HuX npousowen B 1698 rogy.
3TnM cobbiTvAM CypuKoB M nocBALaeT
CBOE MoJIoTHO.
Baonb KpemneBckoi CTeHbl
BbICTPOMAINCH pAAbl Bucenuu,. B Bbicem
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1 mapTta 1881 roaa B Metepbypre, B AoMe kHA3el OcynoBbIx
Ha MoliiKe oTKpbInacb o4yepeaHas, AeBATaA BbicTaBKa ToBa-
pylLecTBa NMepeABMKHbIX XYAOXEeCTBEHHbIX BbICTaBoOK. WU
XOTA 3TOT AeHb BOLUE/ B POCCUMACKYIO UCTOPUIO KaK OAWNH U3
caMbIX TparuyecKkux - 6oM6a Hapo40BO/IbLIEB YHEC/IA U3Hb
umnepatopa AnekcaHgpa ll, - Ho 3aBepwMnuchb TpaypHbie
AHWU, U NIOOUTENN UCKYCCTBA, C HeTepreHueM XaaBlune
OTKpbITUA o4epeaHoi MepeaBMKHONM BbICTaBKW, ObUIM BO3-
HarpaxgeHbl BCTpeYaMy C UCTUHHbIMU LLeeBpaMy, BNacT-
HO BXOAVBIIMMU B WUCTOPUIO OTEYECTBEHHOW KyJbTypbl.
Papom c noptpetamm M.Mycoprckoro u A.lucemckoro
pabotbl U.PenuHa, «AneHywukoii» B.BacHewL0Ba, neisaxamm
A.CaBpacoBa n W.lUnwknHa noceTurenu yBuaenu KapmHy
MOJI0/10r0 U NMOKa MaJsio KoMy U3BECTHOro XuBonucua Bacu-
nua CypukoBa «YTpo CTpeneLKoi Ka3HWU», KapTUHY, HENOCTUKUMbIM 06pa30M COeAMHUBLLYIO Tpareauo
Poccuu npolunoro v HbiHellHero AHA. UMA aBTopa cTano HacToAlMM OTKpbITUeM. «[loABneHue ero B
XyAOHeCTBEHHOM Mupe ¢ KapTuHoi «KasHb cTpesibLioB» GbUIo OWeNoMAALe, - BCMOMUHANA A0Yb
MN.M.TpeTtbakoBa A.I.boTKMHA,~ HUKTO He HauYMHanN TaK. OH He packaunBascs, He MPUMEPUBAJICA U KaK
rpoM rpAaHyn 3TUM npousBeaeHuem»'. MonoTHO, elle AO OTKPbITUA BbICTAaBKU MpUoOpeTeHHoe
M.M.TpeTbAkoBbIM, cpa3y nocne 3akpbitua NepeasukHoi B MockBe 06penio cBoe NOCTOAHHOE MECTO B
JlaBpywmHcKoM nepeyiike, B rasiepee TpeTbAKOBA, B 3TO BpeMA YKe BOCNPUHMMABLUEACA 00l ecTBeH-
HbIM CO3HaHMEM KaK caMoe 3HauuTesbHoe B Poccum cobpaHune HauMoHanbHoM XKUBOMMUCH.
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C. 184 (panee - Cypuikos).

HanpsXXeHUN OXWAAHUA Tparnyeckom
pa3BA3KM HaXOAATCA BCE 3anoJHMBLUNE
nnowanb. lopAwwme cBeyn B pyKax
CTPeNblLOB KaK CMMBON MNpOLWAHMA C
XKW3HbIO, JOropaeT cBeya - yracaeT W
M3Hb YenoBeka. Kaxablil U3 HUX TauT B
cebe NpoTecT 1 HenoKopHocTb. Ho cambiit
OTKPbITbIN, AeP3KUIN N OTYAAHHbIA XapaK-
Tep BblpaxeH B 06/MKe pbixeboposoro
cTpenbua. B3srnag ero BcTpevyaerca ¢
B3rnagom [lerpa. Ha atom npotmsocTona-
Hun CypuKOB CTPOUT MCUXONOTMYECKUN
CTepXeHb ApaMbl, BOCMPOM3BEAEHHON Ha
XorcTe.

CtouT N1 3apaBaTb BONpPOC, KOMy U3
npoTBOBGOPCTBYOWMNX CTOPOH COYYB-
cTByeT XyAoxHuK? OH npoTecTyeT BMecTe
CO CcTpenbLamu, cTpajaeT BMecTe C WX
KeHaMy, MaTepAMU, LeTbMW, OH pasMmbl-
WAAET N OLEHUBAET 3Ty Tpareiuio B3rna-
JAOM MHOCTPAHHOrO MoCna, HO OH e CMO-
TPUT Ha BYHTOBLLMKOB M FTHEBHbLIM B30POM
MONOA0r0 LapsA, 3a KoTopbiM Oyaywan
Poccua. Cunoii TBopyeckoro Boobpaxe-
HUA XYAOXHWK BOCKpellaeT MpoLJoe,
MOHMMas ero Kak Tparuvyeckyw rnonocy
0Te4yeCTBEHHON MWCTOpPUWU, B KOTOpPOW
Hapoa - cTpajaTesibHas CTOpPOHa, B3blBa-
olWasa K NOHVMaHWIo, COYYBCTBMIO, HO U

NPeKNOHEHNI0 nepej MyXecTBOM, CTOW-
KOCTbO 1 cuioit xapaktepoB. CTpenblbl
BMecTe ¢ 3anonHuBwuMu KpacHyto nno-
Wwafb M COCTPajaloWMMyM UM JIOAbMU
onuLeTBOpAOT cob0l BEYHO HemoKop-
HbI, BYHTapCKWI AyX Hapoaa.
[pamatuyeckas cuna KapTuHbI
BblpaXXe€Ha PaBHO B MCUXONOTMYECKON
y6eautenbHoctn o6pa3oB M B Bbipasu-
TENIbHOCTU XMBOMUCHOWM TKaHU Npoun3Be-
AeHus. B Mructom, TyMaHHOM yTpe Tpe-
BOXHO rOpAT CBEYU, COEANHAACH C XON0J-
HbIM paccBeToM. VX opaHxeBo-KpacHoe
MepuaHue YCWUIMBAKOT KpacHble MATHa
Ka(hTaHOB, LIANOK, NNAaTKOB, ofexabl 605~
puHa B cBuTe [leTpa. 3TOT pasnuThbin To
TyT, TO TaM anblil LBeT 3acTaBiAeT MoM-
HUTb 0 6NM3ALLEMCA KpoBaBoM (uHane.
He camy KasHb, HO nocnefHue MUHYTbI,
npejwecTeylwne en, un3lobpaxaer
XYAOXHWK. B 3TOM BbIpasunach 4yTKOCTb
1 MyapocTb mMactepa. «Hukorga He 6bino
KenaHWA MoTpACTW, - TNpU3HaBancs

XYLOXHUK. — Bcrogy Kpacoty nobum»
OHa oTkpbiBanacb CypuKoBy He TONbKO B

BbIPa3nTeNbHOCTY JINL, U XapaKTepoB, HO
U B caMbIX 0ObIZEHHbIX, aXKe npo3aunye-
CKMX Belax - pacrnucHbIX gyrax, wepLua-
BOM AepeBe GOpTOB Tener, cBEpKaoLmUX
«4UCTbl cepebpoM» KenesHbIX Moj03baxX
Konec, obnennexHHbix 3emnen. «Korga s
Teneru BUAeN, S KaX4OMy Kojecy rotoB
6b11 B HOTY MOKNOHUTLCS, = FOBOPW OH. —
W BoT cpean Bcex ApaMm, 4To A nucan, A
3TV Aetanun nwobun»®. BpeMeHamu getanu
Ka3aancb aBTOpPYy CaMbIM [NaBHbIM U3
BCEro, YTo €ro yBfieKano B KapTuHe.
uvBonuck, B ee YMCTOM NposiBNeHUU, B
pajyloLlieM rnas ysope nap4yoBOi 0fex-
Abl, CUTLEBON OKM unun nyxu, bnecrs-
e Ha pa3be3eHHOW Jopore u cMe-
WaHHOW ¢ BA3KOWN rpA3bio, ypaBHOBeLIU-
BAeT Tparnyeckoe Havano ero UCTopu-
YeCcKOoro noJsioTHa.

KapTuHa «¥YTpo cTpeneukoin KasHu»
yAuBUTENbHbIM 06pa3oM cnnasuna B

3 Tamxe. C. 184,
“ Tame. C.213-214.

® Tame. C.214.

cebe BOCMOMUHAHWUA AeTCTBA, NpuBe3eH-
Hble 13 Cubupu, c BrneyaTneHUAMU U
obpasamu, KoTopble faBana MockBa - ee
apXWUTEKTYpHbIN 061KK, cBoeobpasHbIN
PUTM XWU3HW, TUMbI U XapakTepbl. «Haua-
nocb 3aecb, B MOCKBE, CO MHOW YTO-TO
CTpaHHoe, - pacckasbiBan oH Cepreto Mna-
ronto. - lNpexpae Bcero noyyBcTBOBaN A
cebAa 3pecb ropasfo ylOTHee, YeM B
MeTtepbypre. bbino B MockBe uTO-TO
ropasao Gonblue, HaNOMUHaBLIee MHe
KpacHosipck, ocobeHHo 3umoto. U Kak
3abbITble CHbI cTanu Bce 6onblie 1 6onb-
e BCTaBaTb B NaMATW KapTWHbI TOTO, YTO
BUAEN B IeTCTBE, @ 3aTeM U B OHOCTUY,
Mo Bone XyAoXHUKa He cCry4yaniHo
“MeHHo Ha KpacHoi nnowaamn - cpefoTto-
YU POCCUNCKON UCTOPUM — MPOUCXOANT
HenpuMMprMoe NpOTUBOCTOAHME CTpesb-
uoB u Metpa. CreHbl n 6awHu Kpemns,
Jlo6Hoe MecTo, xpaM lNoKpoBa, 4To Ha Py,
€aMo MpOCTPaHCTBO MOLWaAN - cBUAeTe-
JIM MU €COYYACTHUKU® MHOFMX U MHOTUX
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COObITU OT CaMbIX MaJibiX MOBCEAHEB-
HbIX TOPXULLY, MPOMCXOAMBLINX 3LECh, A0
rPaHAMO3HbIX BbIXOAOB M KOpOHaLUM
PYCCKUX Lapeil M KpoBaBblX pacnpas,
pasbirpbiBaBwmMxcA 34ecb xe. CBouM
XYAOXHMYECKUM yyTbeM CypuKOB Tak u
BocnpuHuman 31o. OH pacckasbiBan o
TOM, Kak nwobun 6poauTe No TUXUM
MOCKOBCKMM yAuuaM, NpUXOAUTb Ha
KpacHyto nnowaab, 0cobeHHO B CyMepKu,
KOrga CrycKaBLUasiCsA Ha 3eMJi0 TeMHOTa
CKpaAblBana 3HaKOMble OYepTaHus, U Bce
npeobGpaxanocb BOKpyr. Bmecto Kyctap-
HWUKOB U JepeBbeB BAO/b CTEH MpejcTa-
BNANINCL «KaKWe-TO NIIOAN B CTapUHHOM
PYCCKOM OZAEAHUU UAN YYAUIOCH, YTO BOT-
BOT M3-3a GalleH BbIAAYT KEHLWMUHbI B
napyoBbIX Jyllerpeikax u ¢ KMKaMU Ha
rofoBax, — AeNWUICA OH CBOMMU Mepexu-
BaHMAMU. - M cKopo A nogmetuna, yto
HaceNsl0 OKPECTHOCTW 3TUX CTeH 3HaKo-
MbIMW MHe TUMNaMu, KOTOpble A CTO/IbKO
pa3 BuAen Ha poguHe goma»®. KpacHas
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Vasily Surikov:

| loved beauty everywhere...

Galina Churak

On March 1 1881 the “Peredvizhniki” (Wanderers) group was to open its ninth exhibition at the Yusupov
palace on the Moika Embankment in St. Petersburg. Tragically, the event coincided with another one,
among the most sinister in Russian history - the bomb thrown by a member of the secret political group
Narodnaya Volya (People’s Will) killed Emperor Alexander II. However, as soon as the days of mourning
ended, the long wait of art enthusiasts was more than rewarded with masterpieces from the new genera-
tion of talented Russian artists: alongside Ilya Repin’s portraits of the composer Modest Mussorgsky and
the author Alexei Pisemsky, “Alyonushka” by Vasily Vasnetsov and landscapes by Alexei Savrasov and Ivan
Shishkin, viewers would discover the talent of the young Vasily Surikov. His name meant little at the time,
but his work “Moming of the Streltsy Execution” seemed to predict in some enigmatic way the recent
tragedy. The painting created a sensation. “His appearing to the artistic world with the painting ‘Execution
of the Sireltsy was sensational; nobody had started like that,” remembered Alexandra Botkina, Pavel
Tretyakov's daughter. “He did not hesitate, did not try to size up whether the time was good or bad for the
exhibition of such a painting, but went off like a bolt.”" Immediately after the exhibition in St. Petersburg
SurikoV's painting, acquired by Pavel Trelyakov before the exhibition, was moved to its permanent home in
Lavrushinsky Pereulok. The Tretyakov Gallery was already considered a major collection of Russian art.

urikov's canvas depicts a historical

tragedy, that of the young Peter

the Great's attempt to manage the

rebellious “Streltsy”. The huge

space of Red Square does not
seem so enormous, wrapped as it is in the
cold mist of an early autumn morning that is
dawning over Moscow. St. Basil's Cathedral
stands as if "beheaded” by the top frame of
the canvas. At the foot of the cathedral,
around the Execution Block, are clustered
the carts in which the “Streltsy”, either
roped together or in the stocks, are waiting
for execution. Their mothers, wives and chil-
dren sit nearby, in carts or on the ground.
Lights of candles flicker in the hands of the
sentenced “Streltsy” and a subdued murmur
seems to fill the air. The picture brings the
past back, both rubbing salt into old
wounds, and invoking compassion. Peter’s
reforms set the whole country in turmoil,
and involved the army too. Unhappy with
the new rules introduced by the Tsar the
“Streltsy” repeatedly ran riot. The final such
incident fook place in 1698 and was
crushed, with its tragic conclusion becom-
ing the theme of the painting.

The gallows erected along the Kremlin
wall seem to be waiting for their first vic-
tims, while those who throng the square
appear in tense expectation of the macabre
finale. The burning candles in the hands of
the “Streltsy” look symbolic, as a last
farewell to life: a candle burns down - a
man'’s life ends. Although each of the “Strelt-
sy’ has his own rebellious and mutinous
feelings, the general senfiment shows most
openly and defiantly in the wilful look of the
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Mikhailovich Tretyakov v
zhizni i iskusstve [Pavel
Mikhailovich Tretyakov in
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~
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Pisma. Vospominaniya o
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Ivanovich Surikov. Letters.
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red-bearded “Strelets”. He looks straight
into Tsar Peter’s eyes, and the confrontation
of the two characters is the major psycho-
logical build-up of the dramatic narration.

Any question as to which side the
artist was taking sounds rhetorical. He is
with the rebellious “Streltsy”, sharing the
suffering of their wives, mothers and chil-
dren, appraising the drama through the
eyes of a foreign envoy; but he also under-
stands the anger of the young Tsar who was
working for the future of Russia. The force
of the artist's imagination captures an
episode of Russia’s grim past when ordinary
people were the first to suffer, as before, and
demanded understanding and compassion;
their courage, endurance and will for free-
dom deserved veneration. On the canvas,
the “Streltsy”, together with the sympathetic
crowd, embody the ever-rebellious charac-
ter of the Russian people.

The dominant dramatic note of the
scene is implied, with equal skill, in the psy-
chological portrayal of the characters and
in the emphatic plasticity of the painterly
images, such as the disturbing flickering of
the candles against the dim misty dawn, or
the orange and red blurs on the kaftans,
hats, shawls, on the garments of the Boyars
in Peter's party. The splashes of crimson
around the canvas remind the viewer of the
scene’s approaching bloody close - this is
not yet a scene of execution but captures
the final minutes preceding it. The fact that
the artist avoided showing the execution
testifies to his delicate sensibility. “I have
never intended to shock,” he would admit. “|
loved beauty everywhere.”?

That was apparent not only in the
attractive faces and characters, but in every-
day details that might seem commonplace:
the decorated shaft-bows, so typical of the
Russian harness, the harsh surface of the
carts’ sideboards, sparkling “like pure silver”
iron sledge-slides, a muddy road. “When my
eye caught a cart, | was ready to bow with
respect at its every wheel,” Surikov wrote.
“That is what | painted beside all those dra-
mas. | adored those details.”* At times the
artist found details the most important thing
in his canvases - painting in its pure form:
the design of rich brocade gowns or a simple
cotton skirt as a treat for the eyes, or a pool
of water glittering on the muddy road. Such
details counterbalance the tragic message
of the canvas.

“Morning of the Streltsy Execution”
became a strange amalgamation of
Surikov's memories of his Siberian child-
hood and his impressions of Moscow, with
its characteristic architectural image, and
original tide of life, types and characters.
“Something strange started to happen to
me here, in Moscow,” Surikov wrote in a let-
ter to Sergei Glagol. “First of all, here | felt
much easier than in Petersburg. There was
something in Moscow that reminded me
more of Krasnoyarsk, especially in the win-
ter. As if long-forgotten dreams, some pic-
tures of my childhood, and later of my youth,
began fo come to mind again and again.”*

The artist chose Red Square, the his-
toric heart of Russia, intentionally as the
scene for the deadly opposition of the
“Streltsy” and Tsar Peter. The walls and fow-
ers of the Kremlin, the Execution Block, St.
Basil's Cathedral, the very expanse of Red
Square have been witness to many events,
both major and minor in their significance;
it was simultaneously an everyday market
place, the setting for grand royal proces-
sions and the coronations of Russian tsars,
and the arena for mass executions. With a
characteristic flair, Surikov visualized
Moscow and Red Square in such a way,
remembering how he used to take long
walks through quiet Moscow streets which
brought him to Red Square where he would
stop in the twilight, as the coming night dis-
guised its well-known lines and everything
was transformed beyond recognition.

The artist's imagination depicted the
bushes and trees along the Kremlin walls
like some strange men in old Russian attire,
or it seemed that some women dressed in
brocade “dushegreika” (a warm woman'’s
jacket) and traditional headwear might
appear from the towers. “And soon | noticed
that | peopled the neighbourhood of Red
Square with types | used to see so many
times back in my home place.”* Thus, Red
Square and St. Basil's Cathedral, which
always “looked bloody” to the artist, became
logically part of the imagery of the painting
along with the “Streltsy”, their wives, chil-
dren, and Peter's Preobrazhensk regiment,
that was loyal fo the Tsar. It was on

Moscow's streets and in its noisy markets, by
the walls of Moscow's churches and ceme-
teries that Surikov picked up the “grains” of
his historical drama. The atmosphere of
Moscow’s life, deeply rooted in national his-
tory, easily evoked pictures of the past as
well as portraits of its characters, prototypes
for whom could be found among the artist's
contemporaries. “The  black-bearded
‘Strelets’ is Stepan Fyodorovich Torgshin, my
mother’s brother. And the peasant women in
the painting, you know, look like some old
women in my family ... The old man of the
‘Streltsy’ is a former convict, of 70 or so
years old. The red-haired ‘Strelets’ is a grave-
digger; | met him in the cemetery.”® The past
and present, intertwining, created images of
convincing power.

Surikov's talent for “understanding”
past eras, nourished by memories of his
childhood and youth, happily coincided with
the general interest among Russian intellec-
tuals towards the country’s culture revealed

in the second part of the 19th century. Such
an interest stimulated the appearance of the
fundamental historical works by Sergei
Soloviev, Vasily Klyuchevsky's lectures on
Russian history, the publication of old Russ-
ian texts by Nikolai Tikhomirov, Ivan
Zabelin's research on the history of Russian
folk everyday life, Count Alexei (Konstanti-
novich) Tolstoy's historical verse plays “The
Death of Ivan the Terrible”, “Tsar Fyodor
loanovich” and “Tsar Boris” staged both in
and outside Moscow, the operas “Boris
Godunov” and “Khovanshchina” by Mus-
sorgsky and “Prince Igor” by Alexander
Borodin and, finally, Leo Tolsloy's colossal
“War and Peace”.

Surikov's close associates such as
Vasily Vasnetsov, Vasily Polenov and llya
Repin each in their own manner paid atten-
tion to historical themes somewhat around
the turn of the 1870s-1880s. Repin tried to
catch signs of Peter the Great's mutinous
epoch in the portrait of the wilful Tsarina
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LleHTpanbHas YyacTb:
CrpeneL, npoLiatoLmii-
CA C HapoAoM.

XeHa cTpenbua, yBoamn-
MOro Ha KasHb

Central part of the
painting:

the “Strelets” saying his
farewell to the people.
Wife of the “Strelets”
taken to the Execution
Block. Detail

® bid. p.183.

Sophia, his sister and rival; the historical
canvas “The Last Battle of Igor Svy-
atoslavich’s Army against the Polovsty”
(1880) demonstrated an original vision of
past events by Vasnetsov, who referred to
himself as “a historical painter in a some-
what fantastic way”. Polenov had the idea
for a historical genre scene “Taking the Veil.
A Condemned Tsarina”. Vasily Perov was
close to painting historical dramas with his
canvases “Pugachev's Judgement” (1875)
and “Nikita Pustosvyat. Dispute on the Con-
fession of Faith” (1881). Vasily Surikov was
acquainted with the subtle painting of
Vyacheslav Schwarz's historical genre can-
vases. He was able fo muse over Nikolai
Ghe’s “Last Supper” and his “Peter the Great
and Tsarevich Alexei”. He was witness fo the
great acclaim given fo Konstantin
Makovsky's scenes from the Boyars' life,
responding to the Russian aristocracy’s
fashionable style. Accepting the most seri-
ous of the above ideas, Surikov did not hes-
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nnowagb, cobop Bacunus BnaxeHHoro,
KOTOPbIN XYAOXHUKY «BCe KpOBaBbIM
Kasanca», Bowan B 06pasHblii CTPOI Kap-
TUHbI C TaKoOW e Hen3bexHOCTbio, Kak
CTpenblibl, UX XeHbl U AeTKW, NpeobpaxeH-
ubl Metpa. Ha MoCKoBCKuUx ynuuax, wyMm-
NNBbLIX PbIHKAaX, Yy CTeH XpaMoB WK Ha
knapbuwax cobmpan CypuKoB «pacchbl-
MaHHble 3epHa» CBOEeN WCTOPUYECKOW
ApaMbl.

B MocKoOBCKoI1 cpejie, rycTo HacToeH-
HOW Ha UCTOPUM, KNBO BO3HMKaNa KapTu-
Ha janeKkoro npowsoro. A ee repou coesmn-
HAANCb C peabHbIMK JIIOABMU U peanb-
HbIMKU xapakTepamu. «Ctpenew, c YepHoii
6opogoin - ato CrenaH ®epoposuy Topr-
wuH, Gpat mMoeit matepu. A 6abbl - 3To,
3HaeTe U, y MeHA U B poAHe Bblin Takne
cTapywkKu... A ctapuk B «CTpenbuax» -
3TO CCbUIbHbIA OAWH, NeT CeMUAecATU.
A pbDKWIA cTpenew, — 3TO MOTWM/bLMK, Ha
Knagbuwe ero s ysuaen®. lpownoe n
HacToALlee, npeobpaxasach, co3jaBano
ybeautenbHyto cuny o6pasos.

MoHnMaHve yweplero BpeMeHwU,
BMWTAHHOE C [IeTCTBA W IOHOCTM, CHaCTAN-
BO coeauHunocb y Cyprkoa c obwum
ANA PYCCKOW KyNbTypbl BTOPOI MONIOBUHbI
XIX Beka WHTepecoM K OTe4eCTBEHHOW
uctopumn. PyHaameHTanbHble MCTOpUYeE-
ckne Tpyabl C.M.ConoBbeBa, nekuuu
B.0.KnioueBckoro, nybnvkaumm nutepa-
TypHbIX namaTHuKoB H.C.TuxomupoBbiM,
uccnefoBaHWA MO WUCTOPUM HApOAHOIO
6biTa W.E.3a6enunHa, wenwan Ha MOCKOB-
CKMX CLieHax ucTopuyeckas Tpuiorua
A.K.Tonctoro, My3blKanbHble ApaMbl
M.MMN.Mycoprckoro, repouko-anuyeckas
my3bika A.Nl.bopoanHa u, HaKoHel, Hap
BCEM W BCEMW BO3BbIWABILAACA FUraHT-
cKkaAa nuyHocTb JlbBa Tonctoro c ero
HapoJHo-ncTopuyecKow anoneeit «BonHa
W MUp» - BCe 3TO Bblpaxano W nuTano
06NN MHTEpeC K 0TeYeCTBEHHOMY Npo-
wnomy. Bbawmxanwme apysba CypuKkosa,
B.M.BacHeuos, B.[.MonexHos, W.E.PenuH,
Ha pybexe 1870-1880-x rogoB Kaxablit
no-ceoeMy obpaliancA K UCTOpUYecKon
Teme. B Heoby3naHHOM HpaBe LapeBHbI
Codbm PenuH xoTen pasrnspetb MATEX-
Hyto anoxy [letpa. Uctopuyecknii xmBo-
nucel, HeCKONbKO Ha (aHTacTU4YecKuin
nag», Kak rosopun o cebe BacHeuos,
nokasan B 1880 roay ny6nauke cBoe
nuctopunyeckoe  «Bugenue» - «llocne
no6ouwa Mropsa CeATocnasmnya ¢ nonos-
uamm». lNoneHoB 3ajgyman KapTuMHY Ha
nctopuko-6biToBoin croxkeT «MMocTpuke-
HUe HerofHOM UapeBHbI». BnnoTHyio
nogowen K un306paeHUD HapOAHbIX
ncropmnyecknx apam B.[[[lepoB B cBOMX
kaptuHax «Cya [yravesa» (1875) wu
«Hukuta lMyctoceat (1881). Cypukos
3Han TOHKME MO XWBOMWCK WCTOPUKO-
6biToBble KapTuHbl B.llLBapua, pa3mbi-
wnan nepes xonctamu H.H.Te «TaiHas
Beyepa» n «Metp | n uapesny Anekcein».
OH ObIn cBUAETENEM LIYMHOTO CBETCKOro
ycnexa 60APCKUX  «UHCLEHWUPOBOKY»

K.E.MakoBckoro. Bocnpunumasa Hanbo-
Nlee cepbe3Hble ABMEHNA U3 3TOr0 NOTOKa,
OH MHOTOe 1 oTBepras. Y Hero poxaanucb
UHble CcloxeTbl, TpeboBaBlWINE CBOUX
peleHun.

MepBbIMM Ha 3TOM MyTU CcTanu
«Ctpenbubl». [loKyMeHTaNbHON OCHOBOW,
OTKyAa yepnan XyAOXHUK UcTopuyeckme
peanuw, cTano AnA Hero usgaHve «[Hes-
HWKa» cekpeTapa ABCTPMIACKOro Nocosb-
ctea WNoranHa Teopra Kop6a, KoTopbiit
Be/l 3aMWCXM O KPOBAaBbIX MOCKOBCKMUX
cobbiTnax 1698 roga. N3paHHblii 3a rpa-
Huuen euwe npu lMetpe |, «AHeBHUK»
Bbi3BaN Heyaepxumblii rHeB [leTpa,
notpeboBaBlIero OT aBCTPUIACKOrO npa-
BUTENIbCTBA YHUUTOXMNTb BCE 3K3EMMNAAPbI
3TOro couymHeHus. KHura u nocne cmepTun
Metpa 6bina 3anpeweHa B Poccun. Bnep-
Bble «[lHEBHMK» 4aCTWYHO HameyaTanu B
nepecka3se nuwb B 1840 roay. B 3To nsga-
HVe He BOLN CBMAETENbCTBA O KasHAX
ctpensbuoB. Jlnwb B 1867 roay Bbiwno
nepBoe nosHoe m3gaHue 3anuceit Kopba
Ha pycckoM s3bike. Kop6 paet noapo6-
Hoe onuncaHne BOCbMUN Ka3Hel CTpenbLoB
B oKTAbpe 1698 roja. CyprKoB BHMMa-
TeNbHO YMTaN 3TN CBUAETENIbCTBA O4EBUA-
ua. B ocHoOBY cloXeTa KapTUHbI XYA0XKHUK
GepeT onucaHMe He KaKoro-To OAHOrO
onpeseneHHoro cobbITUA, HO, MO-CBOEMY
COeAUHAA Lienb ONUCaHWi, OH co3jaer
06006LweHHbIN 06pa3 Tparmyeckon pac-
npasbl lNeTpa co cTpenbuamu. Pacckasbl-
BaAa M.BonowuHy o cospaHumn KapTuHbl,
XYAOXKHUK 0TMeyan:

«"YTpo cTpeneukux KasHein”: Xopo-
WO WX KTO-TO Ha3BaJs. TOpXeCTBEHHOCTb
nocnefjHNX MUHYT MHe XOTenocb nepe-
[laTb, @ COBCEM He Ka3Hb».

B BocnomuHaHuax o Cypukose, B
3anucsax 6eces ¢ HUM M.BonowuHa u apy-
rMX COBPEMEHHWKOB BO3HWKaeT yBJeKa-
TenbHaA, HO faneKko He MOAHaA KapTUHa
pPOXAEHUA W BOMJOLEHNA 3ambicna
«CtpenbuoB». XyAOXHWK ynoMWHaeT O
TOM, YTO, KOTZ@ Y Hero «BApyr B BooOpaxe-
HUW BCMbIXHYNa CLEHa CTpeneuKon
Ka3HW», OH A0 rnyboKoi Houun Aenan Hab-
pOCKM To 006LLeit KOMNO3UL UK, TO OTAENb"
HbIX FPynm»®,

HbiHe HaM u3BecTeH NUlWb OAMWH
KapaHAalHbIii HabpocoKk obLen KomMno-
31LMK, 1 Ha 3TOM e NIUCTe leBas 4acTb
Oyaywen KapTUHbI C Teneramu, Crpyams-
WMMUCA  CTpenbLaMun. Yxe B nepBoHa-
YanbHOM 3ckuse, nomeyeHHom Cypwuko-
BbiIM 1878 ropom, ocHoBHoe pelueHune
Obino HangeHo. Ho B TeuyeHue Tpex nert
XYLLOXHUK UcKan Hambonee ficHoe, BepHO
oTpaxaloliee ero MbiC/ib KOMMO3ULMOH-
Ho-o6pa3Hoe BoMJOLLEeHMe MaBHON naen
KapTuHbl. Hapoa u BnacTb, npowsioe u
Oyaywee, Tparnyeckas cuna npoTMBO-
CTOAHUA, CTpajaHue, rope, oTyasHwue,
MYXXeCTBO W CTOMKOCTb flyXa U elue MHO-
rme Apyrve oTTEHKW YyBCTB, COCTOAHUN,
pa3sMbILLIEHN N BOMNPOCOB, Ha KOTOpble
HeT O0AHO3Ha4YyHOro oTBeTa, BMeljaeT
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« JleBas yacTb KapTuHbI
¢ PonkeGopoabim
cTpenbLom

« Left side of the
painting:
the red-bearded
“Strelets”

Tam xe. C. 183.
Tam xe. C. 183.
Tamxe. C. 214,

B 1970 r. Ha pacwmpen-
HOM coBeTe, B KOTOPbIi
BXOAUNN KpynHenwue
cneyyanucTbl Mo pecras-
pauun wu3 Mocksbl
JlenuHrpaga, a TaKke
XyAOKHUKM W UCCNEef0Ba-
Tenu TBOpYectBa CypuKo-
Ba, OblNO NpUHATO peLue-
HUe CHATb C KapTWHbI MHO-
rofIeTHIe HacA0eHUA KOMo-
TV v BbeBLweiica nbin. Mo
TwaTtenbHo paspaboTaH-
HOV1 METOAMKe Nponcxoamn-
Na «npoMbIBKa» KapTUHbI.
CneunanbHas Komuccusa
cneauna 3a TeM, Ytobbl He
Obin 3aTPOHYT He TONLKO
KPaco4HbI CNOi, HO W
aBTOPCKWIA nak. inA atoro
TaMMoHbI, KOTOPbIMW Mpo-
MbIBanach KapTuHa, pery-
NAPHO  0TAaBanNUCb Ha
XUMUYECKUi aHanus.
HayyHoe wuccnegoBaHue
npoBOAMNOCH  KpyMHeii-
WUM  UCTOPUKOM UCKyC-
crea C.H.lonbawrenH. Cm.:
XynoxHuk, 1973.? 2.

1 Cypukos. C. 183.

" Tam we. C. 52.

cypviKoBcKmin xoncT. OH nckan ybeautenb-
HbIi (hOpMaT KapTVHbI — COOTHOLLEHMe ee
BbICOTbI U WHPUHbI. W 3T0 HUKaK He dop-
ManbHbI MOMeHT. OH HaflMBaeT XONCT C
MpaBoil CTOPOHBI, YTO NO3BOJIAET MY U30-
6pa3utb  KpemneBcKyio CcTeHy, pAabl
MeTPOBCKMX CONAaT BAOMb Hee, 6osp u
WHOCTPaHHbIX MOCNOB, a [NaBHOe -
MeTpa, npoTvBOCTOALLErO HEMOKOPHOW
mMacce cTpenbLoB. [lepBoHayanbHo M30-
OpakeHWe B NpaBOi 4YacCTW KapTUHbI
orpaHuuYMBanocb NUWb pAfaMu  BuUCe-
anu. 34ecb M MPOUCXOAWAWN TNaBHble
n3MeHeHuWA, NpAMO Ha xoncTe. V3BecTeH
paccka3z CypukoBa o0 TOM, 4yTo PenuH
npeanaran ycunuTb Tparmyeckoe 3By4a-
HMWEe KapTWHbl, M306pa3nB KasHeHHbIX
CTpenbLoB.

B 1970 rogy B pecraBpaLMOHHOW
mMacTepckoil TpeTbAKOBCKOW ranepeu
KapTMHa oAHOBpeMeHHo bbina noasepr-
HyTa TLWaTeNbHOMY MCCe0BaHIO, B TOM
yncne U c noMmolblo peHTreHorpadupo-
BaHWA, U BoccTaHoBIeHN0®. OHO B 3HauU-
TeNbHOW Mepe BOCMONHWIO HejocCTalo-
WWIA 3CKU3HBIA MaTepuan, NpUOTKPbIB
npouecc poxaeHWA KapTUHbI 1 NoATBep-
AMB, YTO B MepBOHAYanbHbI 3aMmbicen
XY[LOXKHUKA BCe-TaKW BXOAUNO Hamepe-
HVe u306pa3nTb KasHeHHbiX. Ha doHe
KpeMieBCKON CTeHbl, NneBee Gurypsbl
lMeTpa, Ha pEHTreHOBCKMX CHUMKax
0THYeTAMBO MpocMaTpuBaeTca nojgmaine-
BOK ()Mryp ABYX NOBELLEHHbIX CTPE/bLOB.
Brnocneactsumn 311 durypbl 6binn 3anu-
caHbl. «Bce y MeHsA Mbicab 6bina, 4ToObI
3puTeNs He MOTPEBOXMTb. YT06bI Cno-
KocTBMe BO BceM Oblno»™, - cBUAETENb
creoBan Cypukos.

MoMUMO KOMMO3WMLMOHHBIX Mouc-
KOB, XYAOXHWK cpienan AecATKU 3TI[0B
cTpenbuoB, cBUTbI [leTpa, camoro mmne-
paTopa U1 BceX, Kasanocb 6bl, caMbiX BTO-
pocTeneHHbIX NepPCOHAXeN KapTUHBI, Kak,
HanpuMep, XeHLWMHbI, CUAALLEN B KapeTe.
Mpwn paboTe Hag 3ToM nepBoil caMocToA-
TeNIbHOW KapTMHOWM CKNajbiBanca Xyno-
XecTBeHHbIn MeTon CypukoBa, Koraa
OCHOBHOMY MOJIOTHY COMYTCTBYIOT AecAT-
KN 1 laxke COTHMU, Kak nosxe B «bosApbiHe
Mopo30Boi1», NOArOTOBUTENbHbIX 3THO-
JoB. Yacto oHu npuobpeTaloT camoLeH-
HOe 3HayeHue.

Onsa CypuKoBa Bce 6biNo BaXHO B
«Ctpenbuax» - ncuxonormyeckas ybean-
TeNbHOCTb Kaxgoro obpasa u uctopuye-
CKasa [0CTOBEPHOCTb BCAKOW AeTann B
apXuUTeKType, OpYXWW, B Ofexne Waun
ronosHoM ybope. OH cnpawwBan y
MaTyWKW B MWCbMax, KaKue ofexnabl
HOCWAW B CTapuHy, Kak noBA3bIBann
nnatku. O6pawanck K 6paty, OH npocu:
«Cawa, 3anpumetb Ha Gasape, B KaKux
WwanKkax Halwwy MYXUKWU XOAAT 3VMMON, U
KOe-KaK Hapucyi MHe npuban3nTenbHo.
MHe HykHO 3To»". OcobeHHO TwaTenbHO
CypuvKoB noaxoaun K paspaboTke obpa-
30B cTpenbloB. TonbKo ana «Pbixebopo-
AOro cTpenbla» MM OblNO BbINOAHEHO
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itate to reject many of current mainstream
“models” - he had his own ideas and knew
his own ways to convey them on canvas.

The first such example became the
“Streltsy”. The documentary authority for the
idea came from the diaries of the Austrian
envoy in Moscow Johann Georg Korb who
kept a record of the bloody events of 1698.
Published abroad when Peter the Great was
still alive, the diary enraged the Emperor, and
Peter demanded that the Austrian govern-
ment destroy all the copies of the book.

Even after Peter's death the book
was long banned. An abridged version of it
was first published in Russia in 1840, but
that edition excluded the records of the
“Streltsy” execution. It was only in 1867
that an unabridged full text of the diaries
appeared in Russian translation. Korb nar-
rated in defail eight executions of the
“Streltsy” in October 1698. Surikov atten-
tively studied the evidence of the eye wit-
ness, his subject deriving not from one of
the described events but, on the contrary,
combining the features of all into a wider
construction of the slaughter. Telling Max-
imilian Voloshin about the idea for his
future painting, Surikov said: “Some one
called it ‘Morning before the Streltsy Exe-
cutions. A good name. The solemnity of the
last minutes is what | wanted to convey,
rather than the execution itself.””

The memoirs about Surikov, the
record of conversations with the artist
written by Voloshin and other contempo-
raries, provide an exciting although not
full picture of how the idea of the “Streltsy”
appeared and came to be realized. In them
the artist mentions how it was when the
whole scene of the execution suddenly
came to his mind like a flash and “he was
busy making sketches of either the gener-
al composition or separate groups until
late at night”.®

Today, there exists only one sketch of
the general composition known to have
been made by the artist in pencil as well as
one of the left part of the future painting, of
the carts and the bunched-together “Strelt-
sy”, drawn on the same sheet. Although the
initial sketch, dated by Surikov from 1878,
reveals a composition almost identical to
the final one, the artist would spend three
more years searching for the imagery and
conceptual dominants that most truly con-
vey the key of the painting. It comprises a
combination of ideas: the collision of the
people and the authorities, the past and the
future, the fatal force of opposition, com-
passion, misery, despair, courage and
endurance as well as many other shades of
emotions, and confemplation of a moral
dilemma - questions to which there is no
clear answer.

Of course, the artist understood the
importance of the right equation of the
dimensions of the canvas. For him it was a
far from academic matter: Surikov added
an extra piece of canvas fo the right edge

of the picture to be able to show the Krem-
lin wall, the rows of Peter’s loyal soldiers,
the Boyars, foreign envoys and, most
importantly, the figure of Tsar Peter him-
self as a counterforce to the rebellious
opposition. Initially, that view was cut off
by a row of gallows, and the changes were
made in the process of painting on the
canvas, without preliminary work. Repin is
said to have suggested Surikov increase
the tragic twist of the scene by depicting
some executed rebels.

In the course of the 1970 restoration
of the painting the Tretyakov Gallery
restoration unit carried out a thorough
study, including X-ray analysis.® The latter
supplied art historians with information
they had lacked in the absence of any pre-
liminary sketches and enabled them fo
give answers to particular questions. They
discovered that the initial variant included
two figures of the executed: the X-ray pho-
tograph clearly demonstrated an over-
paint of two hanged rebels fo the left of
Tsar Peter with the Kremlin wall in the
background. Later, the two figures were
over-painted. “l could not stop being afraid
of distressing viewers. | wanted a sense of
calmness in everything,” wrote Surikov.

The artist’s quest for the right com-
position was accompanied by a search for
the right characters: the “Streltsy”, Peter's
people, the young Tsar himself and all the
other seemingly insignificant personages
of the large canvas, like the woman who
appears in the window of a carriage. Work-
ing on this painting, the first that he paint-
ed as a self-made master rather than as a
pupil, Surikov developed his own method,
one that he would follow in his later works,
most of all in “Boyarynya Morozova™ the
painting of the canvas was preceded by
dozens and even hundreds of preliminary
studies which themselves often became
small masterpieces.

Everything was of importance for
Surikov in his first major work: psychologi-
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B.N.CYPUKOB
Cmpeney 8 wanke.
S1ioa. 1879
XoncT, Macno

34 x 27
rmr

Vasily SURIKOV
Strelets in a hat.
Study. 1879

Oil on canvas
34 by 27 cm
Tretyakov Gallery

MpaBas yacTb: »
Metp | n cuTa

Right side »

of the painting:

Peter the Great and his
party. Detail

7 Ibid., p.183.
8 bid., p. 214.

® In 1970, a special enlarged
council for art restoration,
which included the most
outstanding  specialists
from Moscow and Len-
ingrad, as well as artists
and art historians who spe-
cialised in Surikov's work,
decided to clean the paint-
ing from the layers of grime
and dust which had accu-
mulated over the years. The
cleaning of the painting
was carried out according
to a proven method. A spe-
cial committee was created
to ensure that not only the
original paint but also the
original vanish were not
spoilt. To this effect the cot-
ton swabs used for clean-
ing were regularly checked
for the traces of chemicals
after the procedure. Sophia
Goldstein, the well-known
art historian, was in charge
of the research. See in:
Khudozhnik [The Artist],
1973, no. 2.

19 Surikov, p. 183.
" Ibid, p. 52.

"2 Benois AN, Istoria russkoi
zhivopisi v XIX veke [Histo-
ry of 19th-century Russian
Painting]. Moscow, 1995, p.
331.

3 Pisma |Ye. Repina.

Perepiska s PM. Trety-

akovym [Letters of llya

Yephimovich Repin. Corre-

spondence with  Pavel

Mikhailovich  Tretyakov].

1873-1898, Moscow-Len-

ingrad, 1946, p. 47.

' Antokolsky M.M. Yego
zhizn, tvoreniya, statii [His
Life, Works, Articles].

Edited by V\V. Stasov, St.
Petfersburg, p. 414.

s “Novoye vremya” [New
Time], 1881, 26 March.

' Benois AN., op.cit. p. 325.

cally convincing characters and historical-
ly authentic details in the architecture,
swords and guns, clothes and headwear.
He would ask his mother in his letters what
kind of clothes used to be worn in the old
days, in what manner Russian women used
to wear shawls and kerchiefs. Addressing
his brother Surikov would ask: “Will you,
Sasha, notice for me, when you visit the
market next time, what kind of hats our
peasant folk usually wear in the winter?
And, as far as you can, draw them for me
roughly. | need it."" The artist was most
meticulous in his treatment of the Streltsy.
For the character of the red-bearded figure
alone Surikov had fo make eight studies
and drawings (those that are known today,
at least). Although far from all such studies
have survived, those which have testify to
the gigantic work the artist undertook
before the painting was finally completed.

The historical subject made Surikov
research a range of sources, study old
engravings, and read many books. “To
depict the events of a far-away past so
vividly he had to read and look through
whole libraries,” wrote Alexander Benois
referring to Surikov as “a great realist sci-
entist, but, in effect, a poet.” ™ His early
Siberian memories, combined with deep
reflection on contemporary artistic life as
well as careful study of the historical
sources, gave birth to Surikov's first his-
torical tragedy.

The “Streltsy” made the new artist's
name known to the public, announcing a
powerful and original new talent, as the
young artist from Siberia - Surikov was 33
when the painting was finished - declared
his rights firmly and convincingly. Even
before the exhibition at the Yusupov
palace opened, Repin wrote to Pavel
Tretyakov: “The Surikov painting makes a
striking, profound, impression on every-
body ... every viewer's face shows that it is
the pride of this exhibition ... A powerful
picture!” ** Repin was the first to give such
a receptive appraisal to Surikov's work. On
examining the painting more carefully and
meticulously, Mark Antokolsky expressed
his professional opinion in the following
way: “Although it may be a bit rough, it may
need a bit more perfection, its merits are
so numerous that they compensate its
faults by more than one hundred times.” *

It cannot be said that all critics were
as unanimous in their opinions as those
two artists: Vladimir Stasov, a great
authority, accepted the “Streltsy” with
some reserves, while lvan Kramskoy
refused to accept it at all; the newspaper
reviews depended on the political orienta-
tion of their owners. Nevertheless, the
overwhelming conclusion, despite open
misunderstanding, malignity and caution,
was: “This is one of the most outstanding
paintings of the Russian school” **, and its
creator “is one of the most amazing Russ-
ian artists”. '

BOCEMb W3BECTHbIX CerojHA 3TIA0B U
pucyHKoB. [laneko He Bce 3TIOAbl COXpa-
Huncb. Ho v oHK faloT ApKylo KapTuHy
TOrO, KOKOW TUraHTCKUI Tpya npepjlie-
CTBOBaJ OKOHYaTe/bHOMY OcCyllecTB/e-
HUWIO 3aMbicna.

Pabotas Hag kaptuhoit, Cypuxos
M3Y4nN OrpoOMHbIN haKTUYeCKnii Matepu-
an, nepecMoTpen CTapuHHble rpaBiopbl,
npoynTan MHOXecTBO KHWUF. «[na Toro
yTo6bl M306pa3uTb JaBHO MNpolejLiee
co0ObITMe € TaKOoW ACHOCTbIO, HYXKHO BbINo
nepeyntatb W MepecMoTpeTb Leble
6nbnnoteku, - nucan A.beHya 1 Ha3biBan
CyprKoBa «BeNMKMWIA peanuncT-yyeHblil, HO
Mo CyL|ecTBy CBOEMY — Mo3™™

BocnomuHaHuAa u© BneyatneHuA
CUBUPCKOro eTcTBa, pa3MblWIEHUA Haf,
COBpPEMEHHOWN XYA0XeCTBEHHOW XWU3HbIO,
n3yyeHne MNCTOPUYECKUX WCTOYHWKOB
COeAVHMANCL B TOT CnnaB, KOTOPbIN
MO3BONUN POAUTHLCA MEPBOM  UCTOpUYe-
CKOW CYpMKOBCKOI Tpareiuu.

KapTuHa oTKpbina ans coBpemMeHHU-
KOB HOBOE UMH, 3aABWa O TafaHTe CUb-
HOM 1 camobbITHOM. Monogoi cnbupsk -
eMy B rojJ, OKOHY4aHWA KapTWHbl UCMOAHW-
nocb 33 roga -TBEpAO, yBEPEHHO BoOLUeN
B ucKycctBo. Ewle o oTKpbiTMA nepe-
ABVXHOW BbICTaBKM, KOTAa KapTUHBbI TONb-
KO rOTOBWAMCH A1 pa3BeCKM B 0COBHAKe
lOcynoBbix, Penun nucan TpeTbakoBy:
«KaptnHa CypukoBa pgenaer Bnevatnie-
HWe HeoTpasuMoe, ryboKoe Ha BceX.. Yy
BCeX HanMcaHo Ha nuuax, YTo OHa — Halla
ropaocTb Ha 3TOM BbICTaBKe. ... Moryuas
KapTuHal»™. PenuH oKasanca nepBsbiM,
KTO TaK UCKpPeHHe 1 ropAY0 OLEeHnn cypu-
KOBCKWUW Tpys. BecmaTpuBasch B KapTuHy,
npuanpumso pasbupas ee, M.M.AHTO-
KONIbCKWIA JeNnNICA CBOMM BrevaTieHneMm:
«MoxeT 6blTb, OHa LIEPOXOBATa, MOXET
6bITb, HELlOKOHY€EHA, HO B Hell 3aTo CTOJb-
KO npeumyliecTB, KoTopbie BO CTO pa3s
BbIKynaloT Bce HepocTaTKu»'™. Henb3A
CKasaTb, YTO OT3bIBbl BCEX KPUTUKOB MO
oTHoweHwuto K «Ctpenbuam» u Cypukosy
6b1nu eavHoayLWwHbI. C 0roBopKaMu oTHec-
cA K KapTnHe B.B.Ctacos, He BocnpuHan
ee W.H.Kpamckoi, ny6nukauum B npecce
3aBucenn oT opueHTauun raset. Ho nepe-
KpblBasa HenoHumaHue, Hepobpoxena-
TeNIbHOCTb U OCTOPOXHOCTb, 3BY4Ya rnas-
HbIA BbIBOJ;: «3TO OAHA M3 CaMbIX Bbljato-
WMXCA KapTUH PYCCKOW LUKOAbI»'®, N CO3-
JaHa OHa OfHUM €13 CaMbIX N3yMUTENb-
HbIX PYCCKUX XYAOXHUKOB»'.

2 berya A.H. Wctopusa pycckoi xusonucy B XIX Beke. M., 1995,
C.331.

'3 Mucsma W.EPenuna. Mepenucka c M.M.TpeTbAKOBbIM.
1873-1898. M.-J1,, 1946.C. 47.

14 AwtoKonbeknii MM. Ero KW3Hb, TBOPEHWA, CTaTbn / NoA pep.
B.B.Cracosa. CM6., 1905. C. 414.

' Hosoe Bpems, 1881. 26 mapra.

' Berya AH. Yas. cou. C. 325.
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