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TarbaHa MuxueHko

KoHcTaHTUH

PoxxaecTBeHCKUM
K 100-netnio XxyaoxHuKa
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Mma KoHcTaHTMHa MBaHoBMYa PoxpaectBeHcKoro (1906—1997), OAHOIO U3
APKNX MpeAcTaBuTeNen nosgHero aBaHrapaa, ydeHuka K.C.Manesuua, go
CUMX NOp elle mano M3BECTHO oTevyecTBEHHOMY 3putento. llepcoHanbHas
BbICTaBKa XyAOXHMKA, OTKPbIBLIAACA B TPETbAKOBCKOWN ranepee, — NepBbii
WMPOKMI NOKA3 ero X1UBOMMUCHOIO ¥ rpaduryecKoro Hacneama Ha poanHe.
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Bopuyeckana cyabba MacTepa npu
TBHeLUHeM 6narononydun Gbina

CnoXHa un paxe pgpamatuyHa. Ero
MyTb B XXMBOMUCK OKasanca npepBaHHbIM
B Haubornee nnofoTBOPHLIA U WHTepec-
HbIll nepuog. lNepcneKkTuBHbIE NiacTuye-
cKue naen B ero npoussegeHnax 1930-x
rofoB He MONYYMNN JanbHenLWwero passu-
A, Kak xuBonucey, PoxpaecTBeHCKMI
aKTMBHO paboTan CpaBHUTENbHO HeJoNro,
npumepHo ¢ 1923 no 1936 roa, no3aHee
OH 3aHAncA o¢hopMIeHMEM BbICTaBOK.
Mepeas e pabota B 310l 06nacTu - Bee-
MupHas BbictaBka 1937 roaa B MNapuixke, B
KOTOpO/ OH y4acTBOBas KaK Au3aiHep
noa pykosoactsom H.CyetuHa, - npuHe-
cna eMy U3BeCTHOCTb. [10TOM Bbl MPOEKT
Hblo-l7lopKCK01?1 BbicTaBkn 1939 roaa,
TaKkXKe MonmyuvBlUMIA Bceobllee npu3Ha-
Hue. C 3Toro Havanacb ycnewHas fes-
TenbHOCTb PoxaecTBeHcKoro no odop-
MJIEHMIO BbICTaBOK (OAHA M3 NOCNEAHUX =
«MockBa-Tlapwx» 1981 roga), npogon-
*aBwascA BnnoTb Ao 1980-x rogos. ITa
paboTa coBepLieHHO 3acioHuna cobon
paHHWiA, «ManeBMYEBCKUIA» MNepuoj ero
TBOpyecTBa. K.M.PoxpaecTBeHcKkuin ctan
3HAMEHUTbIM  MacTepoOM  COBETCKOro
3KCMO-AN3aiHa, aKajeMUKOM, HapOAHbIM
xyaoxHvkoMm PCOCP, Ho ero paHHsAA
KMBOMWCb Ha [Jonrve rofAbl OKasanacb
BbIKJ/IIOUYEHHOW 13 UCTOPUU OTEYECTBEHHO-
ro UCKyCCTBa.

MXeHwuHa co cHonom
(kHuya).

Hauyano 1930-x
Bymara Ha KapToHe,
macno. 43,5x30,5

rr

Woman with Sheaf
(The Reaper).

Early 1930s

Oil on paper

on cardboard

43.5 by 30.5 cm
State Tretyakov Gallery

MeHckaa »
¢ueypa. 1933
KapToH, Temnepa
47,7x40

YactHoe cobGpaHue, Mockea

Figure »

of a Woman. 1933
Tempera on cardboard
47.7 by 40 cm

Private collection (Moscow)
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Tatiana Mikhienko

The Konstantin
Rozhdestvensky

Centenary Exhibition

An important figure in late avant-garde art
and a pupil of Kazimir Malevich, Konstantin
Rozhdestvensky (1906-1997) is, nonethe-
less, little known to Russian art lovers. The
current retrospective exhibition in the State
Tretyakov Gallery is the first large-scale pub-
lic showing of Rozhdestvensky’s drawings
and paintings to take place in Russia.
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espite appearances fo the contrary,
D Konstantin Rozhdestvensky's devel-

opment as an artist was anything
but straightforward. His painting career
was interrupted precisely in his most fasci-
nating and productive period: the promis-
ing experiments with plastic form upon
which Rozhdestvensky embarked in the
1930s saw no confinuation. Indeed,
Rozhdestvensky's painting career was
comparatively short. He was active as a
painter between 1923 and 1936, turning
subsequently fo exhibition design. His very
first endeavour in this area, the Paris
World Exhibition of 1937, which Rozh-
destvensky worked on under Nikolai
Suetin’'s management, brought him wide
acclaim. His fame was sealed by his subse-
quent design for the New York exhibition
of 1939. Rozhdestvensky continued to
work in this area unfil the 1980s: the
“Moscow-Paris” exhibition of 1981 was
one of his last projects. Highly successful
as an exhibition designer, Rozhdestvensky
was no longer known as a painter: his early
work under Malevich was all but forgotten.
He became a famous specialist in Soviet
exhibition design, an Academician and

People’s Artist of the Russian Republic, yet
his early painfing was, for many years,
erased from the history of Russian art.

The current personal exhibition aims
fo redress the balance by showcasing, for
the first time, Rozhdestvensky's entire
artistic career, from his earliest paintings,
through the diverse practical and theoreti-
cal lessons received from Kazimir Malevich
at the State Institute for Art Culture
(Ginkhuk), to the artist's independent efforts
in painting from the 1930s. Rozhdestven-
sky's early period is most fully represented,
but drawings and paintings from subse-
quent decades are also shown, including
works from the 1980s in which the artist
revisited many of his earlier topics and
aims. Viewers will also find photographs of
many of Rozhdestvensky's most famous
exhibition projects.

Born in Tomsk, Konstantin Rozh-
destvensky commenced his art studies in
his homefown: between 1919 and 1922,
he was a student at M.M.Poliakov's private
studio and the art studio attached to the
Tomsk House of Education. His teachers
could not fail to notice the boy's falent,
and in September 1923, he was sent to
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Metizax Ha ympenHel 3ape.
co cHonamu. 1934 1932-1933
Xoncer, macno. 42x60 [lepeBo, macno
rr 23,5x32

rmr
Landscape with
Sheaves. 1934
Oil on canvas
42 by 60 cm
State Tretyakov Gallery

At Dawn. 1932-33
0Oil on wood panel

23,5by32cm
State Tretyakov Gallery

91oT npoben u 6bina npu3BaHa
3aMofHNTL MepcoHaNbHaA BbICTaBKa,
KOTOpasA BrepBble NMoKa3blBana BeCb MyTb
XYLOXHWKA, Ha4MHasA C NepBbIX XNBOMUC-
HbIX OMbITOB, Yepe3 Pa3sHOCTOPOHHIOK
TEOPETUYECKYID W MPaKTUYECKYlo MOAro-
ToBKYy B TMHXYKe y K.C.ManeBuua, K
camocToATenbHbIM UcKaHuAM  1930-x
rogoB. CaMbIl1 NpeAcTaBUTENbHbIN ee pas-
[len CBA3aH C paHHUM NepuoAoM TBopYe-
cTBa MacTtepa. 34ecb NoKasaHbl U ero
XKMBOMUCb W TrpaduKa nocnesyowmnx
LeCATUNETUIA, B TOM YMCIie NPOV3BEeAeHNA
1980-x ropoB, B KOTOpbIX OH BO3BpaLLaeT-
CA K MpeXHUM 3ambicnaM. JKcnosuuma
BK/IIOYaeT 1 doTtorpadum Hambonee 3Ha-
MEHUTbIX AN3aNHEPCKMX MPOEKTOB.

YpoxeHeu, TomcKa, PoxaectBeHCKUI
noay4nn nepBoHayanbHoe npodeccuo-
HanbHoe 0Opa3oBaHWe B CBOEM POAHOM
ropoze, B yactHol mactepckor M.M.Mons-
KOBa M B XyAOXeCTBeHHOW cTyauu Tom-
ckoro [loma npocBewieHus (1919-1922).
Cnoco6HocTn 17-neTHero XyAoXHWKa
OblnM 3aMeyeHbl ero HacTaBHUKaMu, U B
ceHTabpe 1923 roga PoxpaecTBeHcKoro
nocnanu B lNetporpag AnA NpoAOIKeHUA
o6pa3oBaHuA. OH CTAaHOBUTCA y4eHUKOM
Manesuya, noctynve B ero otaen B Mysee
xynoxectBeHHon Kynbtypbl 1 TMHXYKe.
Bctpeua ¢ Manesnyem onpeaenvina cysb-
6y Mornogoro aBTopa, He pa3 BCMOMWHaB-
Lero, KaK MHOTO iann emy rogbl 06LeHns
¢ yunTeneM. ManeBuy Hay4us ero noHMMa-
HUIO AVaneKTVKN (OpMbl N 3aKOHOB ee
pa3BWTWSA, aHanu3y pasHoobpasHbIX fAB-
JIeHWNIA NCKYCCTBA.

Pabotbl PoxgectseHckoro 1920-x
rofloB OTpa)kaloT MNejarormyecKyto npo-
rpamMmy ManeBunya, cTpoAllyloca, Kak
W3BECTHO, Ha MPaKTUYECKOM MW3y4YeHUU
«CMCTeM» HOBOMO MCKyCCTBa (MMnpeccuo-
HU3M — Ce€3aHHMN3M — Ky6U3M - hyTypun3m -
cynpematmsm). Csoi nepsbin (1923-
1924) yuebHbinn rog B TMHXYKe Poxpe-
CTBEHCKWUI MOCBATUN TEOPeTUYeCKOn U
npaKTuyeckoin npopaboTke MMnpeccmo-
Hu3Mma. B cneaytowiem rogy Manesuy nopy-
ynn emy uccneposatb Metog CesaHHa, u
BCKOpe MOJNOAOM XyAOXKHWK cTan npus-
HaHHbIM 3HaTOKOM Hac/ieAnA BennKoro
¢dpanuy3a. OH yniTan nexkuuun, Ben cemu-

OT3bIB 0 KaHjujartax B acnnmpaHTbl Focynapcmeuuoro NHCTUTY-
Ta Xy/\0eCTBEHHOI KyNLTypbl MO OTAENY KUBOMMCHOI KymbTy-
pbl <opmanbHo-Teopetuyeckomy> - K..PoxaectBeHckoM,
A.ANenopckoi u PM.Mo3emckom // B kpyre Manesuya. Copar-
HUKK, y4eHuKw, nocnesosatenn B Poccun 1920-1950-x roaos.
[CMG.], 2000. C. 252.

~

Poxdecmserckuli K.1. O cynpematusme // KoHctaHTuH Poxae-
ctBeHckuit. K 100-netuio co anA poxaenus. M., 2006. C. 96.
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Tpu MyxcKue

¢ueypsi. 1932

Xonct, Macno. 74,5x94
YactHoe cobpaHve, lepmMaHus

Three Male
Figures. 1932
Oil on cardboard
74.5 by 94 cm

Private collection
(Germany)

SRS

F 2

Hap, Nnucan cTaTby 1 AOKIabl O Ce3aHHN3-
Me, OT/IMYaloLWmMeca TOYHOCTbIO XapaKTe-
PUCTUK U APKUM 00Opa3HbiM A3bIKOM.
ManeBuu cymen pasrnagetb B Poxpge-
CTBEHCKOM «3HAuuTesIbHYl0 CnocobHOCTb
aHanu3a npou3BeAeHU UCKYyCCTBa» U
cuuTan, uto B GyAyLLeM KHAayKUN O Xyfoxe-
CTBEHHbIX ABIEHUAXY NOy4aT B ero nuue
«CTONb HEOBXOAMMOrO MM YHEHOTO XYAOXK-
HUKa»'.

BaxxHoe MecTo B ero TBOpYecTBe
3aHuMaeT cynpemaTtnsM. OH Halen oTpa-

BbicTaBku
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XeHve npeuMyLiecTBEHHO B rpaduke,
XMBOMUCHbIe NpPOU3BeAEHUA B 3TOWN
cucteme, No cob6CTBEHHOMY MpU3HAHUIO
XYAOXHUKA, TaK U He ObiM MM CO3AaHbI.
CynpemaTnaM uWHTepnpeTvpyeTca UM B
nepBylo ouepedb Kak o6pa3 KocMuyecKo-
ro npoctpaHctBa. PoxpaecTBeHcKui,
nogobHo Manesuuy, «BknagplBan B 3T0O
NOHATUE npejyyBCTBME peanbHOCTK,
nopbIBatoLLell C OKOBaMU MaTepuanbHOro
3eMHOro Mupa, obewas HOBbIA MUP
ZYXOBHbIX LLeHHOCTEN 1 N3MepeHUnn»2,
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Petrograd to study. There, he succeeded in
entering the Museum of Art Culture, sub-
sequently the State Institute for Art Cul-
fure (Ginkhuk) and, at the age of seven-
teen, became a pupil of Kazimir Malevich.
His study with the great master sealed his
fate - years later, Rozhdestvensky would
stress the vital imporfance of Malevich’s
teaching. Guided by him, the young artist
learned to understand the logic and laws
governing the development of form and to
analyse the various aspects of art.
Rozhdestvensky's work from the
1920s reflects Malevich's pedagogical
programme, which was based on the prac-
fical study of the main “systems” in con-
temporary art: Impressionism, Cézannism,
Cubism, Futurism and Suprematism.

Rozhdestvensky's first year at Ginkhuk  Cemos s nose 1932
(1923-1924) was devoted to the practical ~ Kapron, macno. 70x52
and theoretical study of Impressionism.

The following year, Malevich instructed the 4 ramiyy in a Field.
young artist to turn his attenftion to 1932

Cézanne, which Rozhdestvensky duly did,  Oil on cardboard

becoming an expert on the painter in a  70by52cm
State Tretyakov Gallery

' Report on Kl.Rozhdestvensky, AALeporskaya and R.M.Pozemsky, candidates for post-graduate
study at the State Institute of Art Culture, Department of the Culture of Painting. Quoted from “V
kruge Malevicha. Soratniki, ucheniki, posledovateli v Rossii 1920-1950-kh godov” (Malevich's Circle:
Fellow Artists, Pupils and Followers in Russia, 1920 - 1960). St. Petersburg, Palace Editions, 2000,
p. 252.

2 Konstantin Rozhdestvensky: “O suprematisme” (On Suprematism): a chapter in the artist's memoirs,
quoted from “Konstantin Rozhdestvensky. K 100-letiyu so dnia rozhdeniya” (Konstantin
Rozhdestvensky: A Centenary), Moscow, 2006, p. 96.

3 Konstantin Rozhdestvensky: “Plastichesky realism” (Plastic Realism): a chapter in the artist's mem-
oirs, quoted from “Konstantin Rozhdestvensky. K 100-letiyu so dnia rozhdeniya” (Konstantin
Rozhdestvensky: A Centenary), Moscow, 2006, p. 103.
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short space of time. Receiving recognition
as a specialist, he began fo lecture on
Cézanne, leading seminars and producing
papers and articles which were consistent-
ly well-written, accurate and informative.
Noting his success, Malevich commented
on Rozhdestvensky's “considerable talent
for analysing works of art”. Art studies,
claimed Malevich, “were in great need of
precisely such a learned artist™, and
would, in time, greatly benefit from this
contribution.

An important place in Rozhdestven-
sky's art is occupied by Suprematism.
Although, as the artist himself admitted, he
did not create any paintings in this style, a
number of his Suprematist drawings sur-
vive. Rozhdestvensky saw Suprematism as
the expression of cosmic space - like Male-
vich, he “felt this concept heralded a new
reality - one which transcends our earthly,
material existence, promising instead a
world of spiritual values and dimensions.”

The late 1920s and early 1930s
proved to be Rozhdestvensky's most suc-
cessful period in terms of painting. Follow-
ing Malevich, the artist turned fo the peas-
ant theme, creating series of canvases in
such broad, generalised style that they are
almost symbolist (“The Mouiiks”, “Three
Female Figures”, “A Family in a Field” and
others). Certain of Rozhdestvensky's
works of this period combine post-Supre-
matism with elements of the classical tra-
dition, recalling Venetsianov's school of
painting.

Adhering to Malevich’'s general
approach in composition, Rozhdestvensky
also strove for his own, original solutions
in colour and composition. His heads of
bearded mouiiks with their disproportion-
ately long necks and frozen expressions
produce a strange, disquieting impression.
The intense oranges and yellows typical of
Rozhdestvensky's work of the early 1930s
serve to heighten the emotional tension.
As the artist himself recalled, this new
palette was born of his impressions of
Siberia: “It was the magnificent Siberian
sunsets, bathed in light; the red-haired
peasant mouiiks of Siberia; ... the domes of
churches, gleaming gold against the thick
Siberian forests.”

Rozhdestvensky's images of peasant
women, arms outstretched and interlinked
as in a khorovod dance, were well-suited to
contemporary ethos. The bright, open and
intense colour of these paintings is bal-
anced by harsh, silhouetted forms. This
series, “The Three Udarnitsy [Women

Bcmpeya. 1933 » CHonebi 8 nose. 1933 »
PaHepa, macno KapTtoH, macno
49,3x50 34,6x29.3

rr YactHoe coGpaHue, lepmanus
The Meeting. 1933 » Sheaves in the Field. »
Oil on plywood 1933

49.3 by 50 cm Oil on cardboard

State Tretyakov Gallery 34,6 by 29,3 cm

Private collection (Germany)

Korey 1920-x - nepBas monoBuHa
1930-x rofoB - nopa BbICLUNX AOCTUXe-
HUI PoxkpectBeHcKoro B »usonucn. OHn
CBA3aHbl C KPeCTbAHCKOWN TeMOW, K KOTo-
poil OH obpalyaeTca BCAes 3@ yUYUTeNneMm.
OH co3paeT cepuu NonoTeH, B KOTOPbIX
JocTturaer 0606LLeHHOA, NMOYTU CMMBONU-
YeCKoW TPaKTOBKM TeMbl («Myxukn», «Tpn
XeHcKue gurypbi», «CeMbs B none» u ap.).
B HeKoTOpbIX paboTax XyA0XHWK CTPEMUT-
CA COeANHUTDL MOCTCYNpPeMaTn3M ¢ Knaccu-
YecKoln Tpagmumei (B 4acTHOCTW, C BeHe-
LIMaHOBCKOW IMHUEN PYCCKOW XUBOMUCH).

PoxpecTBeHCKMiA yacTo mMcnonb3y-
eT obLyto nnacTuyeckyto cxemy Manesu-
4a, HO VILLET N HOBble KOMMO3WLMOHHbIE
nocTpoeHna 1 LBeToBble pelwenud. Ero
onneyHble n3obpaxeHWs BGopoaaTbiX My-
XMKOB C HeNnponopLMoHanbHO AVHHBLIMA
LWeAMN U 3aCTbIBLUIMMM IMLLAMU POXKAAIOT
CTpaHHoe, TpeBoXallee, (haHTacMaropwu-
yeckoe olyuieHve. MHTeHcuBHan xento-
OpaH)KeBas raMma 60o/bLUMHCTBA NONOTEH
PoxpaectBeHckoro Havana 1930-x ropos
YCUIMBAET 3MOLMOHANbHOE HaMNpsXeHue.
MMnynbc HOBOMY KONopuTy, Kak BCnoMu-
Han XyAOXKHWK, Aann cMbupckre Bneyar-
neHusA: «3T0 M rpaHAMO3HblE CBETOHOC-
Hble cMOMPCKUe 3aKaTbl; 3TO U pbiXue ch-
BVpCKIME MYXUKU-KPECTbAHE... 3TO 1 30/10-
Tble Kynosa LepKsei Ha (oHe rycTbix cu-
6UpCKNX Nnecos».,

Co3BY4HbIi COBPEMEHHOCTN CHOXeT
PoxaecTBeHCKMIA Hawwen B M306paxeHnn
KPeCTbSHOK C pacrnpocTepTbiMU U criie-
TEHHbIMW, KakK B XOpOBOJe, PyKaMMu.
OTKpbITbIN, CBETOHOCHBIN, HaCbILEHHbI
LIBET KapTUH YPaBHOBELLEH }XECTKOI CUy-
3THOW TPaKTOBKOM KoMmno3uumn. 3Ta
cepuvs, HasBaHHaa UM «Tpu yaapHULbBI,
6bina o4YeHb BaXHa ANA XyAOXKHUKA, ULLY-
ero yHMBepcanbHyl MIacTUYeCcKyo
topmy, KoTopas 6bina 6bl 0AHOBPEMEHHO
N coBpeMeHHa 1 KnaccuyHa. Ewe B oHO-
CTW, B AHEBHWMKOBbIX 3anMuCAX OH TaK
onpejenvn Lelb, K KOTOPON Hajo cTpe-
MUTbCA B McKyccTBe: «CoBpeMeHHOCTb 1
BeyHan Kpacota. CBA3b 1x».

Mocne 3akpbitna MTMHXYKa Poxpe-
CTBEHCKWIA paboTaeT BMecTe ¢ Manesuyem
B [lekopatmBHoM uHcTuTyTe U [locyaap-
CTBEHHOM WHCTWUTYTE WCTOPUM WCKYCCTB.
®opmanbHO yXKe He CBA3AHHbIN C y4uTe-
NleM, OH NO-NpeXxHeMy CYUMTAET ero BbICLUNM
aBTOPUTETOM B UCKycCTBe. Tenepb OH HyX-
JlaeTcA He CTOMbKO B Nujepe rpynnbl,
CKOJIbKO B MOLLHOM TBOPYECKOI JINYHOCTH,
obLeHne ¢ KOTOpO He Mo3BonAeT ony-
CTWUTbCH, BNACTb, No BbipaxkeHnto JLAKOau-
Ha, BO «BHYTPEHHIOI0 CMAYKY». VIX KOHTaK-
Thl He NpepbIBatoTCA, UMeHHo PoxxaecTBeH-
CKWIA CTAaHOBUTCA MOAENbI0 OAHOMO U3
nocnefHNX }MBOMUCHbIX NopTpeToB Mane-
BWYa, TaKKe NpeACTaB/eHHOro Ha BbICTaB-
Ke. Bmecte ¢ apyrumn yyeHnkamm Poxpe-
CTBEHCKMI ObiN pAfOM C yyuTenem Ao
nocnefHVX JHe ero XW3HW, OH 3aneyar-
NleH Ha ofiHOW 13 doTorpacduii y N3ronosba
ymupatoulero Manesunya.

KoHcTtaHTnH WMBaHoBu4Y PoxpaecT-
BEHCKWIA NPOXWUA JONTYIO XMW3Hb, OH Bbin

aBTOPOM MHOTMMX WHTEPEeCHbIX Au3anHep-
CKUX MPOEKTOB, 06be3aun ¢ BbiCTaBKaMu
nouTu Becb Mup, 6bin 3HakoM c M.Mukac-
co, ®Jlexe, A.Maitonem, 1. le Kupuko n
LPYTMMU 3HAMEHUTBIMU  XYAOXKHUKaMU.
TanaHTMBbLIN 1 He3aypAAHbIN YenoBekK,
OH, OAHAKO, OTYETIMBO MOHWUMAN CBOIO
TBOPYECKYI0 Hepeann3oBaHHOCTb, C rope-
Ybl0 CO3HAaBAJI, YTO ero XMBOMUCHbLIV Aap
M uccnefoBaTenbcKue crnocobHoOCTY, 3a-
MeyeHHble W BoOCNWTaHHble ManeBunuem,
He 6biny BocTpeboBaHbl BpemeHeM. B no-
cnefHvie roabl XU3HWM PoxpaecTBeHCKui
BCe Yallle MbIC/IeHHO BO3Bpalanca K Ha-
yany coero nyTu, K ManeBuuy. B ero nosa-
Hel XuBonucu 1 rpaduike Mbl Hepeako
BMAWM obpalleHne K NpexHuM dopmarb-
HbIM npobnemMaM 1 cTapbiM TeMaM: Kpe-
CTbAIHKA CO CHOMOM, CMBUPCKUI MYXUK,
«ABa NPOCTPaHCTBa», CyrnpeMaTy3M B new-
3axe, KybMCTMYeCK/e KOMMO3MLMN 1 T.N.
«CaMblil MHTepecHbIn K GoraTblii cnoi,
KOTOPbIM MUTaeLbCA BCIO XW3Hb, — NPU3-
HaBaJICA OH B NMUCbMe K Jipyry, - OKa3asca
NepuoAoM, CBA3aHHbIM C Halleli MOloA0MN
Hagexpon. ... Korga pagom 6bin Kasw-
MUp»“,

3 Powdecmsencrkuti K./, Mnactieckuit peanusm // KoHcTaHTUH
Poxpecteenckuit... C. 103.

“ Powdecmsenckuii KM. Mucemo HU. n AA. KoctpoBbiM oT
27 pexabps 1980 // KoHctantuh PoxpecteHckuin... C. 222,

BbicTaBku
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Shock Workers]”, was important to
Rozhdestvensky with his search for uni-
versal, plastic form which was at once clas-
sical and modern. As a young man,
Rozhdestvensky had formulated the
artist’s task in his diary thus: “Modernity
and eternal beauty. The connection.”
Following the closure of Ginkhuk,
Rozhdestvensky worked with Malevich at
the Institute of Decorative Art and State
Institute for the History of the Arts.
Although no longer officially a pupil of
Malevich, he continued to consider him
the greatest authority on art. At that time,
Rozhdestvensky was not so much in need
of a group leader as of a strong, creative
personality who would save him from
“inner stagnation”, as Lev Yudin put it.
Thus, the bond between the two was not
broken. Rozhdestvensky sat for what
would become one of the great master's

last painted portraits (viewers can admire
this at the exhibition). Along with other
pupils, Konstantin Rozhdestvensky was
with his teacher until the very last: a pho-
tograph taken shortly before Malevich’s
death shows Rozhdestvensky at the dying
artist's bedside.

The author of many fascinating
design projects, Konstantin Ivanovich
Rozhdestvensky lived a long and busy life,
travelling fo many countries with his exhi-
bitions. An outstanding personality who
knew Pablo Picasso, Fernand Léger, Aris-
tide Maillol, Giorgio De Chirico and other
eminent artists, Rozhdestvensky neverthe-
less felt unfulfilled. His artistic talent and
astuteness as an art critic and researcher,
which Malevich had noted and nurtured,
proved ill-suited to the times in which he
lived. With bitter sadness, the artist spoke
of his failure to find creative self-fulfilment.
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Tpu epayuu. 1934
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The Three Graces. 1934
0Oil on cardboard
52.5 by 59 cm

Private collection (Germany)

Cubupsk. 1930 »
Xoncrt, Macno. 72x59
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The Siberian. 1930 »
0Oil on cardboard
72 by 59 cm

Private collection (Germany)

In the final years of his life, Rozhdestven-
sky would often recall his first endeavours
as an artist, and the time spent with Male-
vich. In his late drawings and paintings he
frequently turned to the problems and
themes addressed in his earlier work: we
see peasant women with sheaves, Siberian
mouijiks, “two spaces”, Suprematist land-
scapes and Cubist compositions. “The
most rich and fascinating layer which has
fed me throughout my entire life,” wrote
the elderly Rozhdestvensky to friends,
“proved to be the time of our youthful
hopes ... when Kazimir was with us.”

“ Konstantin Rozhdestvensky: Letter to Nikolai and Anna Kostrov
dated 27 December 1980. Quoted from “Konstantin Rozh-
destvensky. K 100-letiyu so dnia rozhdeniya” (Konstantin Rozh-
destvensky: A Centenary), Moscow, 2006, p. 222.
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