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« Asmonopmpem. 1840-¢
Bymara Ha kapToHe,

macJo. 24,5 x 21
I'PM

« Self-portrait. 1840s
Qil on paper mounted
on cardboard
24.5x21 cm

Russian Museum

. TPETbAKOBCKASA M'AJIEPEA HACIEOVE

Jwoavmuiaa Mapkuna

«XYI0KHUK C OJIECTSIIUM TAJTaHTOM
1 XOPOIIUMHU CPE/ICTBAMMU...»

K 200-nemuio co ous poxcoenust scusonucuya @.A. Monrepa

Takyto xapakrepuctuky ®enopy AHroHoBUuy Mojiepy (1812—1874) nan ero npyr — rpaBep
®. UopnaH. [eiicTBUTEIbHO, TBOPSIHCKUI OTIIPHICK OAJITUICKUX HEMIIEB U ITpodeccop Ie-
TepOyprckoii AKageMuu XyI10KeCTB, OH IMPOXKIJI CUACTIMBYIO JIMYHYIO M TBOPUECKYIO XKI3Hb,
MpY XXKM3HU MMeJ prM3HaHue, mpocaaBuiics nzoopaxkeHusimu H.B. T'orossg. OnHako B rmociie-
nyronryio artoxy umsa @. Mosuiepa 6610 1TI04UTH 320BITO. B cOBpeMeHHoI Poccrut oH ocraeTcst
CBSI3YIOIIIMM 3B€HOM POCCHUIICKOM M 3CTOHCKO KyabTyphl. B ceHTs10pe 2012 roma Ha ocTpoBe
Caapemaa B Kypeccaapckom 3aMKe Ipoliljia HaydHasi KOH(MepeHIMs, TTOCBSIIEHHAs F0OUJIeI0
XynoxHuka. B atoMm kypoptHOM MecTeuke @. MoJmiep mmpoBoawi JeTHee BpeMs ¢ 1856 rona.
B cBoem umenuu 3ainb (Kanm), 4To pacnooXeHo psaoM ¢ YHUKAJIbHBIM 03epOM-KpaTepoM,
®. Mosutep KW B TApMOHUHU C MOJIOIOM XKEHOM U AETbMU, TaM K€ OH CO3/1aJI LIEJIBII s 13-
BECTHBIX IPOM3BEICHUIA, JaBaJl YPOKU JIIOOUTEJISIM Xya0KecTB. Ha MeCcTHOM JIIoTepaHCKOM

KJ1aaouie y uepkBu KapMmenb xkuBonucel, 00peJ1 BeYHbI MOKOA.

9 KCTIO3UIIHS, YCTPOSHHASI B BHICTABOY-
HBIX TIOMEIICHUSIX 3aMKa, TEMOHCT-
pupoBaja penpoayKLIMU U KOMUU MTPOU3-
BeaeHuii ®. Mosnepa. OpuruHaibHbIC pa-
OOTBI KUBOTIUCIIA XPAHSTCS B IIEHTPATb-
HBIX POCCHMCKUX My3esIX — DpMUTaxKe,
Pycckom my3ee, TpeThsIKOBCKOII rajepee.
OcHOBHast 1 60JIbIIIast YaCTh ero rpaduye-
CKOTO HacJievsi coOpaHa B DCTOHCKOM Xy-
noxectBeHHOM My3ee (TanunH). [To us-
BECTHBIM, MPEKIE BCEro 9)KOHOMUUYECKUM,
TPUYMHAM cOOpaTh pa3dpocaHHbIE MO pa3-
JIMYHBIM MY3esIM 1 CTpaHaM TTPOU3BEICHUS
He MPeICTaBUIOCh BO3MOXHBIM. OpraHu-

! Mapkuna JI.A. Kusorucerr Ddenop Mosep. M., 2002.

2 Genealogisches Handbuch der Oeselschen Ritterschaft. Tartu, 1935. S. 175—176.

3 B. Mao csisbiBacT dbamunnio Mosep ¢ bamunueit Miosuiep (OT HeM. — MeJIbHUK), CeMeicTBO
KoTopbIx nMesio Ha Caapemaa nomecthe Kunriu. Io yreepxaenuio kpaesena Ockapa MsasHuura,
BHauajie 370 Oblia MbI3a Pexemas, Ha Xo/Me KOTOpoii cTosa MeabHKLA. [TpumedaTesibHO, 4TO
Y MbI3bI ObLIT CBOIT MOpPCKOI#t Oeper B ycTbe pyubst Kyke. B 1572 roay B npuxosne Banbsina Miosie-
pam npuHajiexana npudpexHas yactb aepesHu Typbs. B konue XVIII Beka atn 3emin oobenn-
HWIN ¢ TIoMecTbeM Bbixkca. CaMbIMM U3BECTHBIMM MX BiIaze bLaMu cTaun dhamunnn Mo
(Polli) n TmnbaenTy66e (Glldenstubbe), poacTBeHHUKM XeHbI XyaoxkH1Ka D. Mouiepa.

K konuy XIX Beka Ha octpose Caapemaa 6b110 nouty 120 nomectuit. BolbIIMHCTBO UX Biajiesb-
11eB OOPOJIMChH 32 BBHIXOJ K MOPCKOMY TOOEPEXDIO, TAK KaK BHITOJHOE MECTOMOJIOKEHHE 1aBAJIO
JIOTIOJIHUTENIbHYIO BO3MOXKHOCTB oborateHus. [papsia, BecbMa COMHUTEILHOTO CBOMCTBA —
MpUCBaNBaTh UMYLIECTBO KOpaoJieil, MOTePIEeBIINX KPYLIEHUe Ha MEJIKOBOJbe M prdax.
Bripaxkaro 6naronapHocts FOputo 3abesieBuuy 3a repeBos BbictyrieHus b. T1ao.

3atopbl KoHpepeHtmu (Onasu [Nectu, Ky-
peccaapckuii 3amok, Huiiene KspHep u
IOpuii 3abemneBuu, OOILIECTBO poCCUii-
CKOU KyJIbTYpbl) TIPUTTIACUIN KPaeBeia u3
Caapemaa bpyno Ilao, nckyccTBOBenoB
AHy AJutikBed U AHHe YHTepa U3 DCTOH-
CKOTO XYJJO:KECTBEHHOTO My3esl. ABTOD 9TOi
CTaThU M TIepBoif MOHOTrpaduu o @. Moi-
Jiepe! TakKe BBICTYTIWIIA C TOKJTAoM, B KO-
TOPOM paccMoTpeJia TBOPYECTBO MacTepa
B KOHTEKCTE PYCCKOM XyTOXXECTBEHHOI
KyJbTYphI TiepBoil mooBruHbBI XIX Beka.
Ha ctpaHuuax xypHajia Mbl TyOJIMKyeM
TP HOBEJUIBI O TEX JIOASX, KOTOPbIE ChIT-
pajii BaxHyI0 poJib B cyanoe d. Mosepa.
bnaromapst um oH cocTosics: Kak TMYHOCTD
U KaK XyIOXHUK.

Orel 1 CbIH

CBeneHUsT 0 TBOPSTHCKOM pojie OanTuii-
ckux HeMmueB Mosep (MOller), XuBimx
Ha ocTpoBe D3enb (Caapemaa), OTHOCSTCS
K XV croneruto. B Kypeccaapckom 3amke
IO CUX TTOP COXpaHMJIACh KAMEHHasI TITUTa
XVI Beka ¢ haMusibHbIM repbom Mosie-
poB2. bpyHo I1ao yrouHun mecTo poxie-

HUS OTIa OyayIiero xynoxHuka beprana
Otro doH Mosnepa (1764—1848). Xors
€ro POACTBEeHHUKHU npoucxonuiu u3 Caa-
pemaad, MaTbuMK POIUJICS HAa MaTepuKe,
B I0XHOW 4YacT DCTOHUU HEMOMAJIEKy
ot Ceimepniany (Somerpalu) B moMecTbe
Myctbs (Ocyna). [1o caoxuBlieiicss MHO-
TOJIETHEW TPAAWLIMU CBIHOBEW U3 ceMel
OaNTUIICKX HEMIIEB OTITPABIISIIA B MOP-
cKue ydyeOHble 3aBeleHHus, CHayala B
Kponmraar, no3gHee B Cankr-Iletep-
oypr. B 1779 rony b. Monnep 3akoH4mn
reTepOyprckuii kagerckuit Kopiryc. Cypo-
Basl TIPaKTUKa Ha BOGHHBIX MMapyCHUKaxX
3aKajnia IOHOLY, TIOOMBLIETO MOPE C IeT-
crBa. Muuman b. Mosuiep noBunan mMup,
BBIYYWJT aHTJIUACKMIA sI36IK. B 1780-¢ rombt
neiiteHaHT b. MoJsutep minaBai no Cpeau-
3eMHOMY Mopio, B 1783—1792 cayxun Ha
Kacriickoit ¢pnorunuu. IMoaydus Bwic-
1mee 0Opa3oBaHNe, MOJIOOM KaITUTaH TP
rona (1793—1795) nposen Ha CeBepHOM
mope. B 1803 rogy b. MoJjuiep nosyuui Ha-
3HayeHue B Pesens (TannmuHH), roe emy
TIPEJICTOSIIO PACIIIUPUTD U YCOBEPIIEHCT-
BOBaTh BoeHHBIH TopT. B 1806 romy 42-net-
HMI KaniTaH MepBOroO paHra KeHWICS Ha
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Bzamue Kazanu
[lyeauegoim. 1847
XoJcT, macio
57,5 x 70,5

I'Tr

The Capture of Kazan
1847
Qil on canvas

57.5x70.5cm
Tretyakov Gallery

Anocmon Hoann Bozocnos,
nponogedyoujuii Ha
ocmpoge [lammoc

Ockus. 1840-¢

bymara, kapanaaiu

30,6 x 44

DCTOHCKMIT XyI0XKeCTBEHHBII
My3eit

St. John the Divine
Preaching on the Island
of Patmos. 1840s
Sketch

Pencil on paper

30.6 x 44.4 cm

Estonian Art Museum



Hecenue kpecma. 1869
XoJcT, macio

108,5 x 141
I'PM

Christ Carrying the Cross
1869

Qil on canvas

108.5 x 141 cm

Russian Musem

CBUIETENIBCTBOM 0COOOTO
PAacIOIOKEHUS UMIIepaTopa
MOXKET CIIYKUTb TOT (haKT,

yro Hukonaii | moutun ceoum

MPHUCYTCTBUEM [IOXOPOHEI
«anmupaia A.B. Moepa,
3aHMMAaBILIETO HEKOT/IA ITOCT
MOpPCKOTO MUHHCTPa».

Cwm.: U3 3anmucok 6apoHa
M.A. Kopda. Pycckas cra-
puna. T. 101. SIuBaps—mapr.
1900. C. 582.

nesutie FOmum Hombken (1787—1873), ko-
Topast poauia emy 11 gereit. B 1810 roay
b. Mounep yxe B UMHEe KOHTp-aaMupasa
TOJTyYWJT HazHaueHne B KpoHmrranr, rie
coBMelIaJl OJDKHOCTh KOMaHIMpa mopra
U JUPEeKTOpa MECTHOM IITypMaHCKON
mKoJbl. 3nech 30 Mast 1812 roma mosiBuics
Ha CBET TpeTuii pebeHOK B CEMbe — CBIH
Otro ®puapux, OYIYIIHiA XyTOKHUK.

B 1814—1821 rogax b. Mosiep — Ha-
YaJTbHUK «CTPOUTETHHON IKCIIETUIINY BO-
€HHoro nopta» B Pesesnie. ATmocdepa cta-
PUHHOTO raH3eiCKOro ropojia-rnopTa oka-
3aj1a CUJIbHOE BIMsSIHUE Ha (hopMUpOoBaHUe
XyIOXXECTBEHHBIX B3ITISITIOB OYIYILETO XK1~
Boruciia. Ha Bcto Ku3Hb TOpoJ ero JeTCT-
Ba, €T0 «MaJIast POIMHA», ocTasICcs it MoJi-
Jiepa TPereTHbIM BOCTIOMUHaHUeM. Matb-
YUK TONYIU OecTsiiee TMMHA3NIeCKOoe
obpaszoBanue. Kpome Hemelkoro, Ha Ko-
TOPOM FOBOPUJIU TIoMa (MO-HEMELKU MO~
MUCaHbI €ro InepBbie paboThl), MoJiep-
MJIaIINI B1afes (hpaHIly3CKUM. DITMCTO-
JITPHOE HacTere XyI0KHIKA CBUIETEIb-
CTBYET O TOM, UTO OH OJiecTslie nucas no-
PYCCKHU, ObLJT HETUIOXUM CTUJIMCTOM. YXKe
C paHHero BO3pacTa BMEYATIUTETbHBIN
MaJIBYUK TIPOSIBUII CITOCOOHOCTH K PUCO-
BaHU10. COXpaHWIMCh aKBapeJIbHbIE BUIbI
Pesenst u HapBbl, BBINOJHEHHBIE IOHOLIEH
Monnepom ¢ HaTypbl (TOPOACKOI My3eit
TamnunHa). [Tomumo Tonorpaduyeckoi
TOYHOCTH, 3TU JIUCThI OTMEUYEHBI JIMpUYE-
CKUM BOCIIPUSITHEM TOPOACKOTO Meii3axa.

Hecmotpst Ha XynoxecTBeHHbIE CIIOCO0-
Hoctu, OtTo DpHsIpHXy, Kak 1 BCeM Majb-
YUKaM B CeMbe, OblTa TIpeIHa3HaYeHa BO-
eHHas Kapbepa.

Anmupan b. Mounep ObIcTpo TIpo-
JIBUTAJICS TI0 CTy>kKeOHO# tecTHu1e. B 1821
TOIy OH Ha3HAYaeTCs HAYATbHUKOM I1ITaba
MOpPCKOTO MHWHUCTEPCTBA, MOITOMY €To
ceMbe Mpuuuioch nepeexats B [letepOypr.
3areM cTajl ceHaTopoM U ujieHoM ['occo-
Beta. B 1828 AHTOH BacuibeBuu (Tak Te-
repb ero UMeHOoBaIM) MoJuiep Mmoydusi
BBICOKHUI TOCT MOPCKOTO MUHUCTpA. Poc-
CUlickoe MOPCKOE€ MUHUCTEPCTBO OBLIO
OoCHOBaHO B 1815 romy Ha 6a3e eliie meTpoB-
ckoro AnmupainreiictBa. B ero BemeHue
BXOJIMJIO TeTEPh HE TOJIBKO CTPOUTETHCTBO
CYIIOB, HO M OpraHU3alusl MCClieoBaTe b-
CKMX KPYTOCBETHBIX TUIABaHU, TIOAO0P U
CHa0XeHUe JIMYHOTO cocTaBa. Mojuiep
YECTHO TPYIUJICS Ha 9TOM MOCTY U CAeal
Bce [UIs ofiAepkaHust mpectika Poccnii-
CKOT0 TocyiapcTBa Ha Mope. Tpynomnooue
U TIPeTaHHOCTh MOPCKOTO MUHUCTpPA ObI-
JI1 OTMeYeHbI uMriepatopoM Hukonaewm I4.
A. Mosep ObLT HarpaxkaieH MHOTMMU POC-
CUICKUMM Harpagamu (B TOM YKCTIE BbIC-
et — opaeHoM AHzpes [lepBo3BaHHO-
ro), MOJYYuJI 1Ba MoMecThsl B IHrepMaH-
JIaHAWU, UMeJ MPUIUYHBIA JOCTAaTOK A0
KOHIIA KM3HMU.

besycnoBHo, npumep oTua ObLT BO
MHOTOM OIPEAESIONIMM ISl ChIHOBEA.
CeMbio Mosiep 00beINHSIIN HE TOJBKO

TPETbAKOBCKAA MANEPEA

HACNEONE

POICTBEHHBIE Y3bI, HO U JTyXOBHasl OJIM-
30CTb. CBUAETEILCTBO TOMY «CeMeiHbIi
noptpeT» (1837, yactHOE cobpaHue, ['ep-
manwus). @. MoJuiep co3man unumiec-
KYIO KapTUHY Be4epHETO JOMAIITHEeTO Bpe-
MSMPEnpoBoXIeHUsI. MaTh 3aHsITa pyKo-
nenveM, cectpa EnuzaBera my3unumpyer.
Orte1r moTpykeH B MUP MY3bIKU. Jlpyrue
OpaThsl U CeCTphl TaKKe CAyIIalT (opTe-
MUAHHYI0 UTPYy WIK TUXO [eperoBapu-
Batotcst. CaM XymTOXHUK 1300pa3uil cedst
3a MoseOepToM. Ha monotHe @. Mostep —
B MYHZIMPE C 3IIOJIETAMU, TJTaJIKO BEIOPHT.
OnHako B 9TO BpeMsl OH, MOCEIIABIIUI B
Ka4yecTBe BOJTbHOTIPUXOISIIET0 AKaTeMHUI0
XYIOXXECTB, YXe BBIIIE B OTCTABKY B YMHE
reapauu mradc-kanuraHa. Kazanoch Obl,
BOEHHBII OIBIT Xpabporo oguiiepa, mojy-
YUBIIIETO paHeHUe U ITypMe BapiiaBbt
1831 rona, momkeH O6bUT puBecTH MoJ-
Jiepa K 6araybpHOi XuBorrcu. Ho Haum-
HaIOLIUI XMBOMUCEL, 00paTUIICS K TIOPT-
peTy, BbIOpaB B HACTABHUKM CAMOTO BBI-
naroterocst Mactepa amoxu — Kapoa [1as-
sioBuua bprososa.

Yuurenb u ydeHUK

Tounas nara nosieienuss ®. Moiiepa B
KJ1acce MCTOPUYECKOUN XMBOMUCHU MPO-
deccopa K. bpromtosa HeusBecTHa. [lep-
BOE YIIOMWHAHUE O KOHTaKTaX MacTepa 1
HaYMHAIOLIETO XYAOXKHUKA OTHOCUTCS K
BecHe 1837 rona. B nHeBHUKe AmosuioHa
#4'2012 67
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MoKkpuI1IKoTo MMeeTcs 3auch OT 3 arpe-
ns1: «[loyTpy, 4acoB B ceMb, TIpHCIa 3a
MHo¥ bproninos. 3acran y Hero MoJjuiepa
u laiiBazoBckoro»®. OTO6Op B CBOIO Mac-
TepcKyIo BproJutoB mpoBoamII BechMa TIIa-
TeJbHO. «BpIOJIOB TOBOPUI HEPENKO, —
BcioMuHas M.E. MeMKoB, — 4TO B YMCIIO
€ro yYeHUKOB OH MOXET BKJIIOUUTH TOTO,
KTO TIOHUMAET €T0, TAJIAHTIINB U KOMY OH
MOXET OBITb MOJE3eH»®.

Ilenarornueckas cucrema K. bpros-
JIOBa BKJTIOUaJIa 00s13aTeIbHOE KOMTUPOBa-
HMe paboT CTapbIX MACTEPOB U €ro COOCT-
BEHHBIX TIpoM3BeneHui. B 3amax DpmuTa-
Xa, rae npoxoauiau 3ausatus, K. bpronios
aQHAIM3UPOBAT ¥ CPAaBHUBAJ MOJIOTHA Py-
oeHca, Ban Jleiika, [Tyccena. A. Mokpuii-
KU1 BCIIOMWHAT SIPKHE ¥ SMOLIMOHAIbHBIC
JIeKIMKM MascTpo. Yacto Konuu ¢ padbot
Bpronnosa nucanich OMTHOBPEMEHHO C pa-
00TOI1 ero Hazl opuruHajioM. MoJiozibie Ku-
BOIMCIBI HEMOCPEACTBEHHO CIEIUIN 3a
TBOPYECKUM IIPOLIECCOM YUUTEJ s, yCBaU-
BaJI TEXHOJIOTUYECKUE U CTUITMCTUUECKIE
CEKPeThl MacTepCTBa.

ITpumepom yuyeOHoIt paboThl Mo~
Jiepa MOXET CIYXUTb Komnus «fBieHue
ABpaamy Tpex aHreJ10B» (MBaHOBCKMIt Xy-
JIOXKECTBEHHBIN My3eit)’. B ocHoBe — opu-
ITMHAJI KOHKYPCHON KapTUHBI MOJIOIOTO
K. bpromiosa (1821, 'PM), HanucaHHoit

68 TPETbAKOBCKAA MANEPEA /| THE TRETYAKOV GALLERY

JUJIST TIOJTyYeHUsT 30J10ToM Menaiu. Bo Bpe-
MeHa MoJuiepa oJIOTHO XpaHUJIOCh B My-
3ee AKaJeMUH Xy10KecTB. BeTxo3aBeTHbI
CIOXeT KUCTU bproyioBa BeimepskaH B CTH-
JIe KJ1IacCUIIM3Ma U 1o (popMe SIBJISIETCS TH -
MUYHO aKajieMuJecKoi KaptrHoit. Kommo-
3ULIMST CTPOUTCS KaK MU3aHCLIEHA: ClieBa —
ABpaaM M CIIyTH, CTIpaBa — TPH IpeKpac-
HBIX aHTeJ1a C UAeaTbHBIMM JIMLIAMU U (DU~
rypamu. B ienom Mojuiep UCTIOHUI He-
TJIOXYIO KOTHUIO, OMHAKO YCTYMAIOIIYIO OPU-
TUHAJYy B IIBETOBOM OTHOILIEHUM.

[ToMyrMO BBIMOJHEHUST OOJBILION
o(uLmanbHO paboOThl Hall UCTOpUYEC-
KVMMU MPOU3BENEHUSMU, BpIosutoB yaensin
MHOTO BpeMeHU IopTpeTaM. B aToit 06:1a-
CTH OH JOCTUT OTPOMHOTO U 3aCTy>KEHHO-
ro ycriexa. [IpyuHIIMITUaTBbHO BAXKHBIM TSI
CTaHOBJIEHUSI TOPTPETHOTO UCKyccTBA Mo~
Jiepa UMeJIO ero KOITMPOBaHUE C OPUTHHA-
J0B MacTepa. TakoB «[loptper rpacduHU
Butrenuireiit B neTctBe» (DCTOHCKUIA Xy-
JTIOXKECTBEHHBIN MY3€ii)®, KOTOpBIi SIBIISI-
eTcsl GpparMeHTOM TPYIIIOBOTO MOPTpeTa
neteii rpaca JI.I1. ButreHiureiina ¢ HsiHe -
uranbsiikoit kuctu K. bpromnosa (1832,
MECTOHAXOXAeHUE HEU3BECTHO). YIauHO
CXBaYEHO HEMPUHYXICHHOE IBIKECHME
pebenka. Ha Genoii pyOaiiike oTpaxaroTcst
pediekchl Mpo3payHoOll BOIbI, BO3AyXa,
TMPOXJIAIHOM TEHMU Jieca.

#4'2012

Ipynnosoii cemeitnbiit
nopmpem. 1837
XoJicT, Macio

184 x 120

YactHoe cobpanue, ['epmanus

A Family Portrait. 1837
Oil on canvas
184 x 120 cm

Private collection, Germany

JIHEBHUK XYI0XKHHUKA
A.H. Mokpuukoro.
M., 1975. C. 116.

Meauxos M.E. 3ameTKu 1 Boc-
MOMMHAHMsI Xy10XKHUKA-KH1~
Boricua // Pycckast crapuHa.
1896. Mioin. C. 646.

M BaHOBCKMIi XyJI0XKECTBEH-
HBbIii My3eil: AJIbOOM-TTyTeBO-
nrens. iBanoso, 2006. C. 32.

B moHorpaduu JI.A. Mapku-
Hoii «Kusorcerr @. Mosuiep»
(M., 2002, c. 227) otn6o4YHO
CYMTAJICS] IOPTPETOM J04YepU
XYIOKHMKA U 1aTHPOBAJICs
1870-mu romamu.

JIHEeBHUK Xy1oXHMKa A. MOK-
puukoro. M., 1975. C. 140.

[maBHOE TOCTOMHCTBO TBOPYECKOTO
MeTona bprossoBa 3akiiouyanoch B Ha-
CTOMYMBOIM pEKOMEHAALMU YUEHUKaM 00-
pamarbcsl K XUBOUM JeCTBUTEIBHOCTH.
Masctpo TpeGoBal TIIATeTLHOTO U3yJe-
HMSI HaTypbl, CTPOEHUS YeJIOBEYECKOTO
Tesa, MpoOyxXaan BHUMaHWE K TOHYali-
ITUM OTTEHKaM IYIIEBHBIX HACTPOEHMUIA.
[MpousseneHusi, co3naHHbIe 6€3 HATYPHBIX
HaboneHuit, BploioB Mpe3puTesbHO
HasbIBaJl «0TCeOATHHOM». [TpuexHo 3a-
HUMasiCh B MacTepckoit bprosnosa, Mos-
Jiep cyMel TOOUThCS SICHOCTH KOMITO3M-
MU, 6e301TMO0YHON TOYHOCTH PUCYHKA,
BBIPA3UTETbHOCTU JIETIKU U MPaBAUBOC-
T Kostoputa. O6 0TeueCKNX OTHOMIEHUSIX
BproyioBa K yaeHUKaM CBUIETEILCTBOBA-
JIV BCE XYIOKHUKH, TIPOIIIEIIIIE eT0 IITKO-
J1y. Bpro/yioB ObLT HE TOJIBKO TEAaroroM,
HO ¥ CTapIlUM IPyroM, HacTaBHUKOM. OH
LIEHWJT CTIOCOOHOCTH MoJutepa 1 mpuduc-
JISUT €r0 K CBOMM JTy4LIMM YJyeHUKaM. A. Mo-
KPMIIKUIT BCTIOMMHAI: «BprosiioB yxkacHO
pacnexkan MeHs. [loBogom K aTOoMy OblIa
npekpacHast Hatypa Mosepa»®.

MHorouYuncIeHHbIE HATypHBIE 3apy-
COBKM U PUCYHKU C OpUTHMHAJIOB bproi-
JoBa B anbbomax Mostepa (DCTOHCKUI
XyJIOXXECTBEHHbBIN My3eii) Co Bceil oueBUI-
HOCTbIO [MOKa3bIBAIOT TOYHOE CJIeOBaHUE
MoJutepa METOAMKE YUUTENS PU padoTe



Ilopmpem H.B. [oeonsn
Ok. 1841
XoJcT, macio
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Portrait of Nikolai Gogol
c. 1841
Qil on canvas

59 x 47 cm
Tretyakov Gallery

10 7oa6un B.B. ®enop AHTOHO-
Bu4 MoJuiep // CBeTonuch.
1858. Ne 3. C. 68.

" Sanucku pekTopa u rpodec-
copa AKazieMH1H XyI0KeCTB
®enopa MBaHoBuua
Wopnana. M., 1918. C. 184.

2 PryA. ®. 789. On. 20. /1. 22.
J1.6.

3 Onner umyuiectsa Mosuepa,
cocTaBjieHHasi 28 MapTa
1842 rona // ABITPU.
®. 190. Om. 525. Ex. xp. 565.
J1.128.

14 OP IPM. @. 31. Ex. xp. 194.
1.

Haj KoMmo3uimeil. TexHuKo-TeXHOIOoru-
yecKue uccienoBaHusl 3adUKCUPOBATN
MOX0XUe «OpIOJUTOBCKUE» MTPUEMBI B Ha-
MUCAHUY JIMLL U IeTajlell OfeX 1 Ha pAHHUX
npousBeneHusix Mosmiepa. He ciyvaitto
coBpeMeHHUK nucat: «HacrasneHue u py-
KOBOJICTBO OMBITHOTO Maestro CKopo mpu-
HECIU BUAMMYIO MOJIb3Y. XYA0XECTBO
Haile Hanwto B MoJjuiepe He MocieaHero
JIOCTOMHOTO TPEICTaBUTENSI» 10,

Mo cosety K. Bpromnosa ®. Mojutep
otnpasuicsa B 1838 rogy B Utanuio aist
COBEPILIEHCTBOBAHMSI MacTepcTBa. bymyun
CBIHOM MOPCKOTO MUHMCTPA, KAITMTaHOM
B OTCTaBKe, TO €CTh COCTOSTEIbHBIM YeJI0-
BekoM, Deop AHTOHOBUY OTHpPABUIICS
Tyna Ha coOCTBeHHbIE cpencTBa. [1pedbl-
BaHue MoJiepa B Mtanuu coBnajo ¢ of-
HUM U3 JIy4IlIMX U HarnboJiee IpKuX Nepuo-
JIOB CYILLIECTBOBAHUS PYCCKOM Xya0XKecT-
BeHHO KojoHuu B Pume. Benukoe mnpo-
uioe Mtanuu, pogoHavyaabHULBI €BPO-
MEeWCKOW LIMBUJIM3ALIMU, €€ IPEeBHUE TTa-
MSTHUKH, MSITKUI KJTUMat, 00pa3 KU3HU
BECEJIbIX U TAIAHTJIMBBIX JIIONIEl — BCE 9TO
BMECTE B3STOE U3APEBIIE MPUBIEKAIIO My-
TEUIECTBYIOIIUX, U HE B MTOCJIEHIO0 0Ye-
penb — punocodoB U MO3TOB, MUcaTeei
U XynoxHuKoB. Kak BcriomuHan rpasep
®.U. MopnaH, «KpacUBBIii, MOJIOIOM ABO-
PSHUH U XyIOXHUK C OJeCTAIIUM TaJaH-
TOM U XOPOIIMMM CPEeICTBaMM, Bceraa
BECEJIbIN U KpallHe CTapaTebHbIA»'" BbI-
TEJISTICS B Cpelie PyCCKUX TICHCUOHEPOB.

OkazaBich B Utamn, ®emop Moi-
sep npoposkua Tpaguunu K. bprosiosa,
HayaJl ¢ yBJI€YeHUEM MHUCaTh KaHPOBbIE
CILIEHKH «13 HAPOTHOM XMN3HW» UTATbSTH-
1eB («OTapixaroniuii cafoBHUK», «PuM-
CKHUIi macTymok», 1839, mecToHaxoxae-
HHMe Hens3BecTHO). OMHAKO TOITUHHBIN
ycriex TIpUIIesT K XyIOXKHUKY Oaromapst
kaptuHe «[lepBblit monenyit». Ha monotHe
u3obpakeHa MoJsiofasi UTalbsIHKA B Ha-
PSTHOM KOCTIOME, UCITyTAHHO OTTaJIKU-
Barollas CTpacTHOTo Kasayiepa. Mosuiep
BOCXMILIEHHO BBIIMUCHIBAET €€ MUJIOBUIHOE
JIULO, TOHKUI Tpoduiib, XUBblE Kapue
I71a3a, OJIeCTSIIIe BOIOCHL. Y IaYHBbIii CIUIaB
aKaleMUIeCcKUX TPaAWIUil U POMAaHTHU-
YECKMX YepT Aajl MPeKpacHbIil pe3yabTar.
C kaprunbl «[louenyii» Hayaach rpoMKast
n3BectHocTh P.A. Mosnepa. [lomoTHo
T0JIb30BaJIOCh HEBUIAHHBIM paHee 3pU-
TEJbCKUM YCIIEXOM CHayaja B PUMCKOM
KpYTY, 3aTe€M Ha aKaJleMUYeCKOI BbICTaBKE
B IlerepOypre. B 1840 romy cocrostmoch
crienranbHoOe 3acenanue Cosera Axaje-
MMU XYIOXECTB, MPU3HABLIErO €IUHO-
rnacHo «[lomenyii» mpousBeneHueM, uc-
TIOJIHEHHBIM BBICOKUX JOCTOMHCTBY, a Xy-
noxXHUKa MoJuiepa onpeenn «<BO3BeCTU
B 3BaHUE aKaJIeMUKa».

Kax siBcTByeT U3 nucbMa aaMupania
Monnepa mocie IeMOHCTPAIllMY MOJIOTHA
«[Touemyit» Ha akaIeMUIECKOI BBICTAaBKE,
OHO Haxoausoch B Mactepckoii K. bpron-
J10Ba'2, DTOT (PaKkT — MpU3HAHUE JOCTUXKE-

Huii Mosiepa. BoamoxHo, bprosios uc-
nosnb3oBal «[lorenyii» B KauecTBe 00pas-
1a IS KOMUPOBAaHUSI OPYTUMH YYCHU-
kamu. [IpumeuaTenbHO, YTO B PUMCKOM
MacrepcKkoii Mosuiepa umesnoch 15 KapTuH
kuctu bploanosa. Ha mnporsskeHuun
1840-x romoB, Oynyuu B Mtanmum unu B
[epmanuu, a Takxe B Poccuu, Mosiep
MOCTOSIHHO obpaniaeTcs B mucbmax K K.
Bpronnosy. IlokazaTeibHO HEM3MEHHOE
yBaXKeHUE U MPEKJIOHEHUE TIepel YIUTe-
JieM. Tak B omHOM 13 TTceM unTaeM: «Kak
MOCTOSIHHBI YCepIHEUINi 000XKaTeb Be-
JMKoro reHust Bamero, nmo6e3nbiit Kapa
[TaBnoBuY...»"4.

B momckax HMCTOPUYECKON TeMBI
Monnep obpatuiics K cioxety «Basarue
Kazanu» (1847, I'TI"). Beibop ObL1 caenan
He 6e3 BiusiHus K. bprosiosa. [1o yTeep-
xnaennto M. XKenezHosa, bprosuios Beiae-
JISI7T B OTEUYECTBEHHOM UCTOPUU JIBa BAXKHBIX
MoMmeHTa: ocana [IckoBa u B3satue Kazanu.
®. Momnep MCHOJHWI YMEHBIICHHYIO
konuio mosoTHa «Ocana [NckoBa» (MBa-
HOBCKUI XYI0XeCTBEHHBIN My3eit). Ha-
XOJISICh MOJ SIBHBIM BO3IEHCTBUEM TBOPE-
HUsI yuuTesis, B kapTuHe «B3sarue Kazanu»
Morsniep He TOJNBKO ClieIyeT 3a KOMIIO3M-
LM, HO U BITPSIMYIO 3aMMCTBYET HEKOTO-
pbIe TIEPCOHAXKMU.

TPETbSAKOBCKASA TANEPEA

HACINEOVE

B nanpHeiimem Mosutep 3amyman
00JIbLIYIO KApTUHY Ha cloxkeT «oaHH bo-
TOCJIOB, MpoToBeayomuii Ha octpose [1a-
T™O0C» (1856, TPM). OnvH 13 epBhIX 3¢-
K130B cepearHbl 1840-x ronoB cTpounics
B pOMaHTUYeCKOM ayxe. B mpsimom npoTu-
BOTIOCTaBJIEHUU Xpela-sI3bIYHIKA U XPUC-
TUAHCKOTO TPOTIOBETHUKA TaKXe TPoC-
MaTpuBaeTcs 6e3ycsioBHOE BiusiHue «[1o-
cienHero aHs [lomneu». He ciydaitHo
A.A. VIBaHOB, y KOTOPOTO MPOCUJT COBETa
®. Mosmtep, TUTUTOMATUYHO THcai: «Mos-
JIepy 5T COBETOBAJI ITOCaTh 3CKM3 K bpros-
JIOBY KaK OTILly CBOEMY IO UCKYCCTBY». Pa-
0oTa HaJ MOJIOTHOM 3aTsSHYJIach U ObUIa
3aBepllieHa yxe rmocie cMept bproiosa.
B nmocrenytomnme ronsr @. Mosutep oka-
3aJicst oy BavsinueM A.A. IBaHOBa, MCITbI-
TaJl BO3MeICTBUE HEMELIKUX XyTO0XKHUKOB-
HaszapeiineB. M Bce ke CTOUT NIPU3HATh,
qTo Jrydinve rpoussencHuss ®. Moitepa
(«IToptper @. Bpynu, 1844; «Cristiast ne-
ByIKa», 1840-¢; obe I'TI") HecyT Ha cebe
TevaTh KUBOMMCHOTO reHust bproyiosa.

[Tucarenb 1 XyToXHUK
Benukuii kas3b Anexcanap HukomnaeBuy,
oynyuu B Pume B koHue 1838 rona, nuiier

otuy: «15/27 nexabpsi. Y MeHs1 obenanu
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CerofiHsI OTCTaBHOI TeHepan basuneBckuii
1 YepTKOB, U3paHEHHBII B ITOJTLCKYIO BOI-
Hy, OJIKOBHUK Tosib, Mosiep — TOT, 4TO
pUCYeT, 51 HAMEPEH Che3IUTh TOCMOTPETh
Ha JHSIX ero pabortsl...»'s. 3 3TOrO OT-
peiBKa cienyet, yto Degop AHTOHOBUY
ObUT U3BecTeH uMnepaTopy Hukonaro 1.
JIBa mHst criycts Anekcanap Hukonaesuu
B HOBOM TuchMe mucan: «O6enan moutu ¢
OIIHUMU cBOUMHU, a BeuyepoM [orenb ('o-
rojib — JI.M.), counnutenp «PeBuzopar,
YUTal HaM JPYTyIo CBOIO Komenuio «XKe-
HUTBOA», MPEYMOPUTETbHYIO» '8,

Bo3MoxHO, K 3TOMY TIepHOIy OTHO-
CUTCS TIEpBOE 3HAKOMCTBO XyHOXHUKaA
u nucarens. He uckiodyeHo, 4yTo rpasep
®. MopnaH, XKUBIINIT HeroganeKy oT MoJ-
nepa Ha ynuie Dennde, mpencTaBuiI ero
l'oromio. B cpene pycckux XymoXXHUKOB,
BHayajie MeuTaBILMX TO3HAKOMUTHCS TIO-
Onvke co 3HaMEHUTHIM TucareneM, Hu-
KoJaii BacuibeBUY BbIIENSAT HEMHOTUX.
«Jl1oau, 3HaBIIKE €ro U YUTABLIME ET0 CO-
YUHEHUsI, ObUIM BHE ce0sl OT BOCTOpra u
WICKAaJIU CITy4Jast YBUIETh €T0 32 00eI0M MIH
3a YXXMHOM, HO €T0 HeCOOOIIUTeThHAs Ha-
Typa U HEpa3roBOPUYMBOCTb MTOMaJIEHbKY
OXJIAIWJIU 3TOT BOCTOPT, — BCIOMUHAI
rpaBep @. MopnaH. — TonbKo MBI Tpoe:
Anekcanap AHnpeeBud MBaHOB, ropasno
no3xke Penop AHTOHOBMY Mosiep U s
OCTaBaJUCh BEYEPHUMU TMOCETUTEISIMU
l'orons', xoropbie ObLIM OOpeyeHbl Ha
STUX eXEeTHEBHBIX Beuepax CUNETh U CMOT-
pPETh Ha HEro, Kak Ha opakyJa, U OXXUAaTh,
KOIJIa OTBEP3HYTCS €ro ycTa» '8,

[ py3bsi HE TOIBKO PACTIMBAIU Yau U
unocodcersoBanu B kBaptupe ['orosns, HO
1 COBEPILIATU MYTEIIECTBUS M0 OKPECTHO-
ctsiM Puma. «HekoTopble U3 Halux Xy-
TIOKHUKOB, KOPOTKO 3HaBmue [orons B
Pume, — nucan B.I1. aeBckuii, — moju-
TBEPXKIAIOT €r0 CKPBITHOCTh, MPUOABIISS,
YTO OH ObUT MOJIYAJIUB B BBICLLIEH CTETIEHU.
briBano, oTnpassieTcs ¢ KeM-HUOYIb Opo-
TIUTH TIO BBIKCKEHHOI JTy9aMU COJTHITA 00-
LIMPHOU puMcKkoil KamnaHbu, NpUriacut
CBOETO CITyTHUKA CECTb BMECTE C HUM Ha
TIOXKEJNITEBILYIO OT 3HOSI TPaBY, MOCIYIIATh
TIEHWE TITUIL U, TIPOCUIIEB WM TIPOJIEXKAaB
TaKuM 00pa3oM HECKOJIbKO YacOB, TEM Xe
MOPSIIKOM OTIpABJsIETCs AOMOM, He Tro-
BODPSI HU CJIOBa»'°.

Cawmprii pannwmii «I[Toptper H.B. T'o-
roJist» (1840, BaHOBCKMIT XyI0XKECTBEH-
HbII My3eit) kuctu @. Mosutepa ObUT MC-
TIOJTHEH BO BPEMsI OJTHOTO U3 ITyTeLIeCTBUIA
TI0 PUMCKUM OKPECTHOCTSIM (Ha 3TO yKa-
3bIBa€T NOPOXKHBIN miany nucatens). He-
MOCPEACTBEHHOE BOCTIPUSITUS MONENU U
XapakTep XKUBOMUCH (elBa HAMEUEHHBII
(oH, mpUMeHeHre TTaCTO3HBIX OBICTPHIX
Ma3KOB) CBUIIETEILCTBYIOT O TOM, UTO 3T
OBLT UCTIOJTHEH C HATYphI 32 OJUH CeaHc.
Jluto [oronst cubHO OCBELIEHO JTydYaMu
3axofsilero coiHia. Ha rybax ynwioka,
3araJloyHasi 1 HECKOJIbKO CapKacThUyecKasl.
lonoBa nucatenst cierka HaKJIOHEHA BHU3,
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B3JIs11 Mciomo0bs. [lopTpeTuct He ak-
LIEHTUPYET TOTOJIEBCKUIT HOC XapaKTepHOI
(GopMbl, HaJl KOTOPBIM THCATENb CaM He-
OITHOKPATHO MOATPYHUBAJ. «BbITh MOXET,
BaM, — riicai ['orons M.I1. banabunoii, —
TaK 3Xe TOYHO TIPEACTaBIISIETCS MO UTMH-
HBI, MOXOXWI HA ITUYUI HOC»2°,
Hounrue roast atot noptpet H.B. I'o-
TOJISI OCTaBaJICSI COOCTBEHHOCTBIO XyTOXK-
Huka. B 1870 romy ®. Mosiep ¢ HuM pac-
crajics, ipoaas ero B coopanue [1.M. Tpe-
ThSIKOBa, KOTOPBI CTpeMUJICSI cOOpaTh
B CBOCH rajepee «mOopTPETHI JIOAEH, 10-
porux Hauuu». B otaene pykonuceit I'TT
Mbl OOHAPYXWUJIU JIBa COOCTBEHHOPYUYHbIX
nucbma @.A. Mosuiepa K BETUKOMY COOM-
parenio. HamcanHble KpaCUBBIM YETKUM
TIOYEePKOM C XapaKTepHBIMU 000pOTaMu
peuu, OHM JOTOJHSIOT XapaKTePUCTUKY
®. Mosepa, 4eaoBeKa BOCIIMTAHHOTO U
BecbMa AUCLHMILTUHUPOBAHHOTO. «Muo-
cTUBBIH rocynapb [1aBen MuxaiimoBud, —
nucai XynoxHuk 3 asrycra 1870 roma, —
Ha ucbMo Bamte u3 Mocksbl oT 10 uioHst
VIMEIO YeCTh OTBETUTD, UTO ST Ha AHSIX TOJTb-
ko Bo3BpatuJics B [letepOypr u mpuBe3 ¢
c00010 CHSITBII MHOIO C HATYpbl TOPTPET
Huxonas BacunbseBuua ['orons. Cornac-
Ho Bamemy xenaHuio, 1maaTbe OCTaBICHO
MHOI0O HEOKOHYEHHBIM M BOOOIIE BECh
MOPTPET OCTaBJIEH MHOIO B TOM BUJIE, B Ka-
KOM OH OBbL1T, KOT/Ia 5 €F0 CHUMAJI C HAaTypPbl
0e3 Bcsikoro u3meHeHus. [loptpet MoxkHO
OyIeT BaM BUIIETh, KOT/Ia BaM OyIeT yrof-
HO, y MEHs Ha KBapTupe»2'. Torma XuBo-
nucel; Xuin ¢ cembeit Ha [loutamtckoit
ynuie, B gome Ne 8. Onnako TpeThsikoB B
[TerepOypr Tak u He BbIOpaJICs, a MOPTPET
ObL1 10CTaB/ieH B MOCKBY OpaToM XymOX-
HUKa AnekcaHapomM Mosnepom?2,
CrnenyromuM no BpeMeHU UCTIOMHE-
Hu sasnsercs «[loptpet H.B. lNorons» (Ha-
yasio 1840-x romos, [PM)?3. BeposiTHee
BCEro, OH ObUI HamucaH MoJjuiepoM B TOT
KpaTKWii IepUOL XKU3HU, KOTIa MIcaTeb
HaXOAWICSI B OTHOCUTEJIbHO TapMOHUY-
HOM COCTOSIHUM Ayxa. JIuTepaTypHblii Kpu-
tukK I1.B. AHHEHKOB, puexaBinii B Pum
B KoH1Ie anpens 1841 rona, namren Huxo-
J1ast BacuibeBrUa «COBEPIIIEHHO MPeKpac-
HbIM, APYXKETIOOHBIM, PAIOCTHBIM, TAKUM,
KakuM MbI ero 3Hanu B [etepOypre B 1836
romxy»24. [lorpynHoe u3o0paxxeHue HOCUT
KaMmepHbIi xapakrep. [Tucarens mpencras-
JIEH B ToMalllHeil 00CTaHOBKE: Ha HEM T0-
JIocaThlil Xanar, 0eJ0cHeXXHas pybalika ¢
OTJIOXHBIM BOPOTHUKOM, HEOPEKHO pac-
maxHyTast Ha rpynu. OIHaKO BOJIOCH TIIa-
TEJIbHO pacyecaHbl HAa MPUBBIYHBIN «ro-
TOJIEBCKUII» TTPOOOP, KOKETIMBO BIOPUTHI
YCUKU. SICHBII B30p TPUALIATUIETHETO JIH-
TepaTopa, ero MOJIOXKaBOe JINIIO C TIOJTHO-
BaTbIMU PO30BBIMU LIEKAMU, A TAKKE KOHT-
pacThl CBeTa U TEHU, KPACHbIX Ma3KoB (o-
Ha, OETWIbHBIX B pyOallIke 1 OJTUBKOBO-
3eJIEHOBAThIX B TKaAHU XajaTa — BCE 3TO
npuaaeT NPOU3BENCHUIO POMAHTUYECKUI
xapaktep. Oba M300paxkeHUs Mmucaress

#4'2012

(B MUTaIle M B XajaTe) HATJSAHO NEMOH-
CTPUPYIOT TIOJIXOM K MOJIEJIV, YCBOSHHBIIA
Momnnepom B Mactepckoii K.IT. bproyiosa.

CaMmblii u3BeCTHbIM noptpeT ['oross
ObL1 HarmucaH MosepoM B 1841 romoy mmo
npochbe mucarens Uisi Matepu Mapuun
WBaHoBHBI ['oronb-SAHoBCcKOM. «Cribliian
s1, — BcrmiomuHan H.B. bepr, — uto oH 3a-
KaszaH ObL1 ['orosiem njist oTchliku B Ma-
JIOPOCCUIO, K MaTepH, Mocye yoeanuTeb-
HBIX TTpOChO 11esioro cemeiicTa. ['oros,
MO-BUAMMOMY, AyMaJl TOra, Kak Obl CHSThb-
csI IOKpacuBee: Hallesl CIOPTYK, B KAKOM
€ro HUKOT/Ia He BUMEJIN, HU TIpeXe, HU
MOCJIe; PACTSIHYJI 0 KUJIETY HEBEPOSITHYIO
OUCEepHYIO LIETIOUKY; CeJ MPSIMO, MOXET
OBITh, JUISI TOTO, YTOOBI CTIPATATH OT TO-
TOMKOB, CKOJIb BO3MOXHO Ooiiee, CBOIt
IUTUHHBIA HOC, KOTOPBIA, BIIpOYeM, ObLI
He 0COOEHHO IJMHEeH»2%. B oTauuue or
NIByX 0oJiee paHHUX U300pakeHUM, HECY-
IIIUX OTIEYaTOK XKUBOU HATYPHI U HETIPE/I-
B34TOCTH, Ha 3TOT pa3 MOPTPETUCT CIie-
LMAJBHO MPOIyMa KOMIO3ULHUIO, 103y,
BBIpaXXEHUE JINIIA U, KOHEYHO, KOCTIOM.
[Mucatenb ofeT B CIOPTYK, TITyXO 3aCTETHY-
THII Ha BCE ITyTOBUIIbI, HA IIIe¢ IIIeJIKOBBII
MJ1aTOK, AOPOras 30J10Tasl LleroyKa — BCe
9TU TIPUMETHI «O(UIIMATBHOTO» 00JIMKa
loronsi. HeoOblyaiiHol MomyasspHOCTA
9TOro TUIa n300paxeHus ['orosst croco6-
CTBOBAJI MEPEeBOJ| KUBOMUCHOTO OPUTHU-
HaJa B rpaBiopy. «Ero moprper, HarmcaH-
HBII MoJutepoM, — BepX CXOZICTBA, — BCITO-
muHan @. MopmaH. — MHe pUIILTOCH 1Ba
pasa rpaBUpOBaTh ¢ Hero»2¢, CBUAETE/Ib-
cTBO rpaBepa MopnaHa, ycTaHaBIMBalo-
IIETO BBICOKYIO CTETIeHb CXOICTBA MOJIJIe-
POBCKOTO MOPTpeTa, 0OCOOEHHO aBTOPU-
TETHO KaK CBUAETENbCTBO XYIOXXHUKA
U 4YenoBeka, 01M3Ko 3HaBsiero [orosms.
H.B. l'oronp B «3aBemanun» 1845 roma
CUUTAJ, YTO «MOJJIEPOBCKUI MOPTPET —
€IMHCTBEHHO CX0Xee N300pakeHue».

[Toptpet H. I'orosis B xuere ¢ 30-
JIOTOI 1IETTIOYKOUN HAXOMUJICS B CEMbE TTH-
caresist 1o 1919 roaa, koraa Obl1 epeaaH
B [ToaTaBcKMii Xym0XeCTBEHHBINA My3eil
um. H.A. Apoienko. Bo Bpems Benukoit
OTevecTBEHHO BOWHBI OPUTHHAJ CUE3,
U HACTOSILLEE er0 MECTOHAXOXIEHUEe HaM
He u3BecTHO. B TpeThsikoBCcKOIM ranepee
XpaHUTCSI aBTOPCKOE TIOBTOPEHUE, NMEIO-
1ee moamnuch Mactepa. [loptpert 6bu1 Tpu-
obpereH C.M. TpetbsikoBbIM B 1890 roay?’.
W3zobpaxenus nucaresst H.B. I'orosst 6b1-
mu co3nanel @. Mojutepom B Haubosee
TIJIOIOTBOPHBIN UTATTBSTHCKUI TIEPUO]T €TO
TBopuecTBa. HammcaHHble Ha TOXbeMe
CUJT U YCTPEMJIEHMiIl MOPTPEThl KUCTU
Monnepa cTanu caMbIMU MOMYJISIPHBIMU B
rorojieBckoit nkoHorpacduu. B rieom onn
BOCCO3[1al0T MHOTOrpaHHbIit o6pa3 H.B.
loronsi, 1 B 9TOM KpOETCS CEKPET UX yc-
rexa v IUPOKOH MOMyJISIPHOCTH.

ITlopmpem xydoxcHuka
D.A. bpynu. 1844
XoJcT, macio

73 x 59

I'Tr

Portrait of Fyodor Bruni
1844
Qil on canvas

73 x59 cm
Tretyakov Gallery
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TMepenucka necapepnya
Anekcanzipa Hukonaesuua

¢ umrieparopoM Hukonaem I.
1838—1839. M., 2008. C. 240.

Tam xe. C. 211.

Pumckue anpeca Xyn10KHUKOB
CBUIETEILCTBYIOT, YTO OHU
ki Ha ymne @enmmye o
cocencTsy ¢ [oronem: B 1ome
Ne 43 cHUMa MacTepeKyIo
®. Mosiep, a HAPOTUB —

B 1ome Ne 104 — xut rpasep
®. opnaH.

3anucku pekropa u rpodec-
copa AKazieMH1H XyJI0KeCTB
®Denopa MBanosrya MopraHa.
M., 1918. C. 184.

Taesckuii B.I1. 3ameTku U1t
ounorpadun H.B. Toronst //
CoBpemeHHuK. 1852. C. 87.

TMucemo M.IT. banabuHoii
3 Puma ot 15 mapra 1838.
Torons H.B. Cobpanue
counHenmii: B7 1. T. 7.
TIucema. M, 1986. C. 162.

OPTTI. ®@. 1. Ex. xp. 2402.
JI. 1-106.

TprKN3HEHHBII TOPTPET
H.B. I'orosst kuetu d. Moii-
Jiepa XpaHuiicst B TpeThsiKoB-
ckoii rasiepen 10 1930 rona,
3aTeM ObLT Nepe/iaH 1o npy-
Ka3zy COBETCKOTO MPABUTEIb-
CTBa BO BHOBb 00Pa30BaHHBII
XYIOKECTBEHHBIN My3eii
HWBanoBo-BosHeceHcka.

Kormust ¢ moptpera (paHee
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Annenkos I1.B. JlutepatypHbie
BocriomuHaHus. JI., 1928.
C. 115.

bepe H.B. BociomuHaHust

o H.B. Toroxne (1848—1852).
Pycckasi crapuna. T. 5. 1872.
C. 118.

Tawm xe. C. 184. leiicTBu-
TeJIbHO, B 1857 romy juist u3-
naunst «COUMHEHWIA 1 ITHceM
H.B. T'oronsi» 6b11 MCTIONHEH
OTTHUCK MOPTPETa B TEXHUKE
TyHKTHpa, a B 1864 — B He-
CKOJIBKO YMEHBIIICHHOM BHIIE
rpaBiopa Pe3LoM Ha CTaIn
JUTs1 HOBOTO COOPaHHSI COUM-
HEHWIA ucarteis.

B apxuBe coXpaHHIOCh
MHCHMO, B KOTOPOM

C.M. TpeThsKOB coobIIa
TTaBny MuxaiiioBuay, 4to
B penakimu «Pycckoit
CTapHHbI» PONACTCS
«OPUTHHAJIBHBII TTOPTPET
H.B. T'oroJisi, mucaHHbI
Mouutepom 3a 600 pyGiieii».
ITpu 3TOM OTMEUAIIOCh,
YTO ITOT IK3EMILISIP «OUEHb
XOpOIII, B 0OCOOEHHOCTH T10
kosnoputy». OP TTT. . 1.
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Bruno Pao suggested matching
two family names - Moller and
Muller (“miller” in German).
The Mullers lived at Kingli es-
tate on the Island of Saaremaa
(Estonia) at all times. The local
historian Oscar Myaeniita says,
that at first it was the estate Re-
hemyae with a mill on the hill.
This estate included a part

of the seashore in the estuary
of the Kuke brook. In 1572 the
Muillers owned a piece of land
on the seashore in the village
of Turia, parish of Valjala.

At the end of the 18th century
this land was attached to the
Vihksa estate. This united land
was owned by the Pollis and
the Guldenstubbes, Moller’s
wife’s relatives. There were
about 120 estates on the Island
of Saaremaa at the end of the
19th century. Most of the land
owners strived for seashore
territory, as it gave additional
benefits, although disputable,
to acquire the property after
shipwrecks. My gratitude to
Yury Zabellevitch for the trans-
lation of B.Pao’s presentation.
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“An artist with wonderful talent
and comfortable means...”

On the 200th anniversary of the birth of Fyodor Moller

Thus the engraver Fyodor Iordan described his friend Fyodor Moller (born Otto Friedrich
Theodor von Moller, 1812-1874). Born into a family of Baltic German nobility and later in life
a professor of St. Petersburg’s Academy of Arts, Moller lived a happy family and artistic life,
gaining recognition in his lifetime, most notably for his portraits of Nikolai Gogol. Moller’s
name, however, was soon almost forgotten, and today he remains little more than a link between
Russian and Estonian culture. A conference devoted to the bicentenary of the artist’s birth took

place in Kuressaare castle on the Estonian Island of Saaremaa in September 2012: it was there,
in this small resort town, that Moller spent his summers from 1856 onwards.

Moller lived a happy life with his young wife and children on his estate, by a lake not far from
the unique Kaali field of meteorite craters, creating a number of well-known paintings and giving
art lessons to enthusiasts. He is buried in the Lutheran cemetery nearby.

he exhibition displayed at the castle

presented reproductions and hand-
painted copies of works by Moller, the orig-
inals of which are now in the major Russian
museums — the Hermitage, the Russian
Museum, and the Tretyakov Gallery. The
major part of his graphic heritage is at the
KUMU Contemporary Art Museum in
Tallinn. Economic reasons meant that
other paintings by Moller which are scat-
tered around different museums and coun-
tries were not exhibited.

The conference organisers (Olavi
Pesti from the Kuressaare museum, and
Nijele Kjarner and Yury Zabellevitch of the
Russian Culture Society) invited the local
historian Bruno Pao of Kuressaare, and art
critics Ana Allikvee and Anna Untera from
the Tallinn Art Museum. The author of this
article (and of the first treatise about
Moller') took part in the conference and
focused the attention of its participants on
the painter’s oeuvre in the context of Russ-
ian culture of the first half of the 19th cen-
tury. The three stories below tell something
about the individuals who played an impor-
tant role in Moller’s life, as both an artist
and an individual.

Father and son

The history of the Baltic German noble
family the Mollers, who lived on Ezel
(Saaremaa) Island, dates back to the 15th
century. The 16th-century stone plaque
with the Moller family coat of arms? is still
in Kuressaare castle, and historian Bruno
Pao identified the birthplace of the father
of the future artist, Berndt Otto von Moller
(1764-1848). Though his relatives came
from Saaremaa3, the boy was born on the
mainland, in the southern part of Estonia
near Symerpala (Somerpalu) on the estate
of Mustjya (Osula). As tradition de-
manded, boys from Baltic German families
were sent to Navy educational institutions,
first to Kronstadt, later to St. Petersburg.
In 1779 the young Berndt Moller gradu-
ated from the Sea Cadet Corps in St. Pe-
tersburg. The cadets did their practical
training on navy sailing vessels, and the
naval school turned the coddled offspring
of the nobility into brave warriors.

Service in the fleet saw him train
widely in different locations (and even he
learnt English). In the 1780s Berndt Moller
sailed the Mediterranean, and from 1783

to 1792 served in the Caspian fleet. Upon
graduation (1793-1795), the young officer
served on the North Sea for four years.

In 1803 Captain Berndt Moller re-
ceived an appointment to Revel (Tallinn)
where he faced challenges to expand and
improve the naval port. In 1806, the 42-
year-old captain of the first rank Berndt
Moller married Julia Nolken (1787-1873),
who would later give birth to 11 children.
In 1810 Berndt von Moller, then a rear ad-
miral, was assigned to Kronstadt where he
combined the position of the commander
of the port with that of director of the local
navigator school. It was in Kronstadt that
his third child, Otto Friedrich, the future
artist, was born on May 30 1812.

From 1814 to 1821 Berndt Moller
worked as chief of the so-called “construc-
tion of the expedition of the Navy port” in
Revel. The atmosphere of the ancient
Hanseatic port city made a strong impact
on the formation of Otto Mdller’s artistic
impressions. Throughout his life the artist
thought of his home town, his “minor
homeland”, with excitement. The boy re-
ceived an outstanding high school educa-
tion — besides the German spoken at home
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(his first pictures are signed in German),
the young Moller could also speak French,
while his surviving letters show that his
written Russian was excellent in style. His
talent for painting revealed itself from an
early age, and watercolour views of Revel
and Narva, painted by impressible young
Moller from life, survive today in the City
Museum of Tallinn. Besides topographical
accuracy these works demonstrate the
young man’s lyrical perception of the
urban landscape. Despite such artistic tal-
ent, Otto Friedrich was destined, like any
boy in the family, for a military career.
Admiral Moller’s career progressed,
and in 1821 he became chief of staff in the
Navy Ministry of Russia and the family
moved to St. Petersburg; later he would be
appointed a Senator and member of the
State Council. In 1828 Anton Vasilievich
(as he was called now) Moller was ap-
pointed to a challenging position at the
Marine Ministry which had been estab-
lished in 1815 on the basis of the Admiralty
founded by Peter the Great. He supervised
shipbuilding in Russia, as well as research
and round-the-world journeys, and per-
sonnel recruitment and procurement for
the navy. Unlike some of his predeces-
sors, Moller was honest in his work in this
position, and did everything to maintain
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the prestige of the Russian Empire on
the ocean. Emperor Nicholas I observed
Moller’s diligence and devotion* and
awarded him many Russian decorations
(including the highest of all, the Order of
St. Andrew the First-Called). He was given
two estates in Ingermanland, and remained
well off until the end of his life.

Their father’s example and authority
influenced his sons in many ways. The
Mollers were a very close-knit family, in
which brothers and sisters helped one an-
other — they were united not only by family
bonds, but also by spiritual affinity. In “A
Family Portrait” (1837, private collection,
Germany) Fyodor Moller depicted an idyl-
lic domestic scene: the mother is embroi-
dering, one sister plays the piano, while the
father and other children are listening to
the music. The artist depicted himself at his
easel, in his uniform with epaulettes (al-
though by then he had already retired with
the rank of guards second-captain).
Moller’s life as a naval officer and partici-
pant in armed hostilities in Poland in the
1830s could have logically brought him to
seascapes or battle-painting. However, he
turned to the portrait genre, and chose Karl
Briullov — the outstanding master of the
period — as his teacher in art.
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Teacher and student

When exactly Fyodor Moller appeared in
Briullov’s historical-painting class remains
unknown. We first read of the contacts be-
tween the master and the future artist in the
diary of Apollon Mokritsky (the Russian
portrait painter, 1810-1870). In the entry
dated April 3 1837 Mokritsky writes, “In
the morning, at about seven o’clock,
Briullov sent for me. I found Moller and
Gayvazovsky at his place”®.

Briullov selected his students very
carefully. The Russian painter Moisey Me-
likov wrote, “Briullov often said that to be-
come his student it was necessary to
understand the teacher, to be talented, and
to need his guidance” . Briullov’s teaching
method included obligatory copying of old
masters’ works as well as his own pictures.
He taught his students in the Hermitage,
analyzing and comparing works by Rubens,
van Dyck and Poussin — Mokritsky re-
membered the master’s bright and emo-
tional lectures. His students would often
enough copy Briullov’s pictures while the
painter was still working at them — the
young painters would watch their teacher
at work, and acquire the secrets of his tech-
nical skill and artistic style.

Moller’s copy (now in Ivanovo Art
Museum) of the picture “The Appearance
of Three Angels to Abraham at the Oak of
Mambre” painted by Briullov? is a good ex-
ample of that process. It was Briullov’s
graduation work (1821, now in St. Peters-
burg’s Russian Museum), which brought
the artist a gold medal and scholarship. In
Moller’s time the picture was kept at the
Museum of the Academy of Arts. The Old
Testament story is presented in the style of
classicism and is a typically academic pic-
ture in form, its composition like a stage
setting — Abraham and his servants are
placed on the left, three angels with ideal
faces and figures on the right. On the
whole, Moller painted quite a good copy,
even though falling short of the original in
the colouring.

Besides his work on large, officially-
commissioned pictures on historical mo-
tives, Briullov worked extensively in the
portrait genre, where he achieved enor-
mous and well-deserved success. Moller
developed and perfected his style through
copying portraits by Briullov, among them
“Portrait of Countess Wittgenstein as a
Child” (Art Museum, Tallinn)8, which is a

On October 9 1848 Emperor Nicholas I, as a special gesture, honoured the funeral of Anton Moller,

who had been the Minister of the Navy, with his presence. From ‘Notes of Baron Modest Korf™.
“Russkaya starina”. V. 101, January-March, 1900. P. 582

5 “Diary of the artist A.N. Mokritsky”. Moscow, 1975. P. 116

Melikov M.Ye. ‘Notes and memoirs of an artist-painter’. “Russian Old Time”, 1896, July. P. 646
Ivanovo Art Museum. Album-guidebook. Ivanovo, 2006. P. 32

In her treatise L.A. Markina mistakenly attributed it as a portrait of M&ller’s daughter, painted in

the 1870s (“The Painter Fyodor Moller”. Moscow, 2002. P. 227)



fragment of Briullov’s group portrait (1832,
whereabouts unknown) of Count Wittgen-
stein’s children with their Italian nurse.
The painter successfully depicted the
child’s spontaneous movement, with re-
flections of transparent water, air, and the
cool shadow of the woods observable on
her white shirt.

The main advantage of Briullov’s
artistic method lay in his consistent recom-
mendation to his students to address living
reality: he demanded that they should study
their model and the structure of the human
body carefully, and awoke in them an alert-
ness to the tiniest shades of the model’s
mood. Briullov would use the contemptuous
word “gag” when speaking about pictures
painted from the imagination. Moller was a
diligent student in Briullov’s class and man-
aged to achieve clarity of composition,
faultless accuracy of drawing, expressive
modeling and truthful colour sense. All
artists who went through his school empha-
sized Briullov’s paternal attitude to his stu-
dents. Briullov was not only Moller’s
teacher, but also his friend and instructor.
He appreciated Moller’s abilities and placed
him among his best students; Mokritsky
(also a student of the artist) wrote, “Briullov
criticised me awfully, which was caused by
Moller’s wonderful picture taken from
life™s.

Moller’s albums with numerous
sketches from nature and drawings copied
from Briullov’s paintings (in the Art Mu-
seum, Tallinn), clearly show how precisely
Moller followed his teacher’s technique
while working on the composition of his
own pictures. Technical and technological
study of Moller’s early pictures reveal a style
typical of Briullov in the way the younger
artist painted faces and clothes. No wonder
that a contemporary wrote: “The instruc-
tion and guidance of the experienced maes-
tro soon brought visible improvement.
Moller has become an estimable represen-
tative of Russian art.”'®

Briullov advised Moller to go to Italy
to perfect his artistic skill. A retired captain
and son of the Minister of the Navy,
Moller’s circumstances were comfortable,
and he made the journey in 1838, at a time
when the Russian art colony in Rome was
at its brightest. The great history of Italy,
the cradle of European civilization, its an-
cient monuments, gentle climate, cheerful
and talented people and their style of life —
all of this has always attracted travellers,
philosophers and poets, writers and artists.

The engraver Fyodor lordan de-
scribed Moller as “a handsome young no-
bleman and artist with wonderful talent and
comfortable means who was always cheerful
and extremely diligent”'", who stood out
from other young Russian painters in Italy.
In Italy, Moller followed Briullov’s practice
and started to paint genre pictures from
everyday Italian life (“The Gardener at
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sky”. Moscow, P. 140

10 Tolbin V.V, Fyodor Antonovich
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No. 3. P. 68
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Inventory of Moller’s property
filed on March 28 1842. Archive
of International Policy of the
Russian Empire. Fund 190,
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Manuscript department,
Russian Museum. Fund 31.
Unit 194. Sheet 1

Rest”, “Mother and Child”, “The Roman
Shepherd Boy”).

However the artist achieved real suc-
cess with the picture “Kiss” which show-
ed a young Italian girl dressed in bright
clothes — Moller painted her pretty face,
fine profile, bright brown eyes, and shining
hair with admiration. The young beauty
appears scared, pushing away the Italian
youth who is embracing and kissing her
passionately on the cheek. The successful
combination of academic traditions and
romantic features yielded a great result,
and the work brought Moller unprece-
dented success, first in Rome, then in St.
Petersburg.

In 1840 a special meeting of the
Council at the Academy of Arts unani-
mously acknowledged the fact that the pic-
ture “‘Kiss’ excelled in high artistic value”,
and that the artist Moller deserved “to be
awarded a title of Academician”.

As is clear from a letter of Admiral
Moller, after “Kiss” was shown at the
Academy of Arts in St. Petersburg, it was
kept in Briullov’s studio'2. This fact is an
obvious recognition of Moller’s artistic
achievements — Briullov could have used
the picture as a work for his students to
copy. Moller had 15 pictures by Briullov in
his studio in Rome?'3, and throughout the
1840s Moller would write to Briullov from
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wherever he was — Italy, Germany or Rus-
sia. The invariable respect and worship for
the teacher is a distinctive feature of these
letters, one of them reading, “I am a tire-
less and most diligent adorer of your great
genius for ever, dear Karl Pavlovich ...” 14,

Looking for a historical theme Moller
turned to the story of “The Capture of
Kazan” (1847, Tretyakov Gallery), a choice
made not without Briullov’s influence. Ac-
cording to the Russian painter Mikhail
Zheleznov, Briullov put the accent on two
important episodes in Russian history — the
siege of Pskov by the Polish-Lithuanian
army (August 1581-February 1582), and
the capture of Kazan by Ivan the Terrible
(October 2 1552). Moller, who painted a
small-sized copy of “The Siege of Pskov”
(Ivanovo Art Museum) was influenced by
Briullov’s artistic depiction of the events: in
“The Capture of Kazan” Moller not only
followed the composition of his teacher’s
painting, but also directly borrowed some
characters.

Later Moller turned his hand to a
large picture based on the Bible story “St.
John the Divine Preaching on the Island of
Patmos” (1856, Russian Museum). One of
the first sketches, made in the mid-1840s,
was full of romantic spirit, the direct oppo-
sition between the pagan-priest and the
Christian preacher showing the obvious
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influence of Briullov’s “The Last Day of
Pompeii”. Moller asked for Alexander
Ivanov’s opinion on the work and the latter
gave the diplomatic answer, “I advised
Moller to send the sketch to Briullov as to
his father-in-art”. Work on the picture was
lengthy, and it was completed only after
Briullov’s death. In later years Moller was
influenced by Ivanov, as well as the German
Romanticist artists, the “Nazarenes”. Nev-
ertheless, Moller’s best works (“Portrait of
Fyodor Bruni”, 1844; “The Sleeping Girl”,
1840s; both at the Tretyakov Gallery), bear
the mark of Briullov’s artistic genius.

Writer and artist

Russia’s Crown Prince Alexander, visiting
Rome at the end of 1838, wrote in his diary,
“December 15/27. Today I dined with the
retired general Bazilevsky, Tchertkov who
had been wounded in the Polish war, colonel
Tol and Moller — the one, who paints. I in-
tend to go and see his works one of these
days ...”"® This fragment shows that the fu-
ture Russian Tsar knew Moller’s name. Two
days later the crown prince wrote to his fa-
ther, Nicholas I, “I dined practically with
only very close people. In the evening Gogel
[Nikolai Gogol], the author of “The Govern-
ment Inspector’, read to us another comedy
‘Marriage’, which is a most hilarious play.”'®

Perhaps it was at this time that the
artist and the writer made each other’s ac-
quaintance, and it is entirely possible that
the engraver lordan, who was living nearby
on Felice street, introduced Moller to the
writer. Gogol was very particular about
meeting new people and accepted only very
few of them, although many Russians
dreamed of meeting the famous writer.
“The people who knew Gogol’s name and
read his books were beyond themselves with
delight and looked for a chance to see him
somewhere at lunch or at dinner, but his
unsociable nature and taciturnity cooled
down their delight little by little,” lIordan
wrote. “There were just three of us —
Ivanov, Moller, who joined much later, and
I — who visited Gogol and stayed late at his
place'. We were destined to look at him like
an oracle, and wait till he opened his lips.” 8

The friends did not only philosophize
over tea in Gogol’s apartment, they also
travelled in the vicinity of Rome. “Some of
our artists, who were on friendly terms with
Gogol in Rome,” wrote Viktor Gajewski,
“confirm his reserved character, adding
that he was to the highest degree speech-
less. He would go with someone for a walk
about the extensive Campania region burnt
out by the sun, invite his companion to sit
down together on the grass which had
turned yellow from heat, listen to the birds’
singing and, having sat or lain thus for
some hours, they went back home, without
saying a word to each other.”"®

The earliest “Portrait of Nikolai
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Gogol” (1840, Ivanovo Regional Art Mu-
seum) painted by Moller was made while
they were travelling in the environs of
Rome (Gogol’s travel-cloak might be a
hint). The direct perception of the model
and its style of barely-planned background
and heavy impasto brushstrokes, prove that
it is a sketch painted alla prima. Gogol’s
face is brightly lit by the beams of the sun-
set, his lips touched with a smile, mysteri-
ous and a little sarcastic. The head of the
writer is slightly lowered, as if he is looking
at us with a frown, and the painter does not
highlight the distinctive form of Gogol’s
nose which frequently became the object of
jokes. Gogol wrote in a letter to M. Bal-
abina, “Perhaps you just as well imagine
my long bird-like nose”.2°

For many years this portrait of Gogol
remained in the possession of the artist. In
1870 Moller sold it to Pavel Tretyakov who
aimed at collecting in his gallery “the por-
traits of the people dear to the nation”. De-
pository documents reveal the details of
this acquisition: the department of manu-
scripts of the Tretyakov Gallery has two
of Moller’s chirographs addressed to
Tretyakov. Written in neat calligraphic
handwriting with specific expressions, they
enhance Moller’s reputation as a well
brought-up and disciplined individual.
“Dear Pavel Mikhailovich,” the artist
wrote on August 3 1870, “to your letter of
June 10th from Moscow I have the honour
to answer that I just came back the other
day to St. Petersburg and brought Gogol’s
portrait which I painted from him as a
model. As you wished, I left the costume
unfinished and on the whole the portrait is
left exactly in the form it was when I fin-
ished it painting from nature — without any
change. You can come over to my apart-
ment and see the portrait, whenever you
like”.2" At that time the painter lived with
his family in St. Petersburg at 8, Pochtamt-
skaya street. However Tretyakov did not get
round to visiting him in St. Petersburg, and
the portrait was delivered to Moscow by
Moller’s brother Alexander and acquired
by Tretyakov?2,

The second “Portrait of Nikolai Go-
gol” was painted at the beginning of the
1840s and is now at the Russian Museum
in St. Petersburg?3. It was most likely paint-
ed in that short period of Gogol’s life when
the writer was in a peaceful and harmo-
nious state of mind and spirit: Gogol’s
friend, the literary critic Pavel Annenkov
arrived in Rome at the end of April 1841,
and found Nikolai Vasilyevich “absolutely
fine, friendly and joyful, as we knew him in
St. Petersburg in 1836724,

The bust-length portrait has an inti-
mate atmosphere, with the writer depicted
at home — he is wearing a striped dressing
gown, a snow-white shirt with a turned-
down collar, carelessly opened at the breast.
However the hair is carefully combed with
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the distinctive “Gogol parting”, and the
short moustache coquettishly formed. The
clear look of the 30-year-old writer, his
youthful face with plump pink cheeks, and
also the contrasts of light and shade, red dabs
of the background, white dabs in the shirt
and olive-green in the fabric of the dressing
gown — all this gives a romantic character to
the portrait. Both images of the writer (in a
travel-cloak and in a dressing gown) vividly
show the approach to the model, acquired
by Moller at Briullov’s studio.

Gogol’s best-known portrait was
painted by Moller in 1841 at the request
of his mother Maria Ivanovna Gogol-
Yanovskaya. The Russian writer N. V. Berg
wrote: “I heard, that the portrait was or-
dered by Gogol to send it to Malorossiya
[Ukraine], to his mother, after the insistent
requests of the whole family. Gogol appar-
ently thought over the most advantageous
position to take: he had put on a frock coat
which no one had ever seen before or after;
stretched an improbable beaded chain
across the waistcoat; sat down in an upright
position, perhaps, to conceal from the de-
scendants his long nose which actually was
not that long.”2* Unlike the two earlier por-
traits which have the features of nature and
impartiality, this time the painter planned
the composition thoroughly, as well as
Gogol’s pose, facial expression and, of
course, his costume. The writer is dressed
in a closely buttoned frock coat, wearing a
silk scarf, smartly knotted at the neck, with
an expensive gold chain — all these were the
signs of the “formal” style appearance
Gogol takes on when he goes out.

This portrait of Gogol became ex-
tremely popular because of the engraving
plates that were made after it. The engraver
lordan wrote, “Gogol’s portrait painted by
Moller catches the utmost likeness with the
model. I made two engraving plates from
it.”2¢ Jordan’s first-hand account of the
high degree of similarity between Gogol
himself and this portrait painted by Moller
is especially convincing coming from an
artist and individual close to Gogol.

Gogol in his will of 1845 pointed out
that “Moller’s portrait was the only one to
give a good likeness”. Gogol’s portrait with
waistcoat with gold chain was owned by the
writer’s family until 1919, when it was
transferred to the Yaroshenko Art Museum
(Poltava, Ukraine).

During World War 11 the original dis-
appeared, and its whereabouts remains un-
known: the Tretyakov Gallery has the
artist’s signed copy, which was acquired in
1890 by Sergei Tretyakov??, the brother of
the famous gallery founder. The portraits of
Nikolai Gogol were created by Moller in
his most fruitful Italian period. Painted
with enthusiasm and lively energy they are
most popular in Gogol’s iconography, cre-
ating versatile images of the great writer.
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