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YBaxkaeMble uMtatenu, xypHan «TpeTbsikoBcKas ranepes» BctpeyaeTt 20-1eTue co AHA CBOEro oCHoBaHums!

B nepBoM HOMepe XypHana Obinn onpeaeneHbl ero 3agavm n MUCCUS: BO3POXAEHNE CaBHbIX POCCUI-
CKUX Tpaguumii, AyXOBHOE U 3CTeTMYeCKoe BOCMUTaHMe, NpocBelleHne, nonynsapmusaumsa 3amedaTesibHoro
XYOO0XeCTBEHHOI0 Hacneausi, OPMUPOBaHME Y MOMTOAOIO NOKO/IEHWS YYBCTBA FOPAOCTM 38 UCTOPUIIO Halle-
ro OTe4yecTBa U BENIMKYIO HALMOHANbHYIO Xy[0XEeCTBEHHYO KyNbTypy. Bce 310 cocTaBnsieT ogHy U3 raBHbIX
Luenei MHOrorpaHHol AeaTenIbHOCTU nsgaTesnien XypHana, B KOTOPOU MCKYCCTBO, ABNAACH 06Le3HauYnMbIM
LLEHHOCTHbIM OPUEHTUPOM Hallel UMBUIM3aLUK, HE MPUBA3AHO K 3THOCAM U TEPPUTOPUSAM.

BbipaxaeM Hagexay, UYTO XYypHan OCTaHeTCsA He TO/IbKO B NMaMaTh yutatenei, HoO U B UCTOPUK oTede-
CTBEHHOW Ne4yaTtu Kak OAHO U3 3aMeTHbIX UMK Aaxke Ny4llnx Nepmoandecknx nsgaHnii No MCKyccTBy Ha pyc-
CKOM M aHIMTIMNCKOM fA3blKaxX.

Bnarogapum Bcex oTedecTBEHHbIX U 3apy6eXHbIX aBTOPOB 3a B3aMMOMNosie3Hoe COTPYAHNYECTBO, 3a UX
LWeapbli BKag B LyXOBHOE M 3CTETUYECKOE BOCNUTaHNE COBPEMEHHOro obLulecTBa. Halwa npnsHaTenbHOCTb
1 6/1aro4apHOCTb POCCUNCKUM U MHOCTPAHHbLIM My3€dM U rafniepesam, KoTopble coaeicTBOBaN NOSBAEHUIO
Ha CTpaHMLaXxX XYypHara Kak LieaeBpoB, Tak M MasloM3BECTHbIX MPOU3BEeLAEHUIA MUPOBOIO NCKYCCTBA U3 rocy-
0AaPCTBEHHbIX COBPaHMA M YaCTHbIX KONNeKUnii. PaaMelleHHble Ha CTpaHMLax Halero XypHana, OHW Nonos-
HUAW BUPTYabHYIO 3HUNKIOMNEOMIO YenoBeYeCcKoi LMBUIM3aunm.

Tonbko 6narogaps 4YacTHOW MHuUMaTnee Butanua JlbBoBuM4Ya MalmMuLKOro, reHepanbHOro cCroHcopa
XypHana «TpeTbaKoBCKas ranepes» U MeueHaTa, 6eCKOPbICTHO NoAAEPXUBAIOLEro TPaANLMM OTeYeCTBEH-
HOW Ky/NbTypbl BO BCeX ee cdepax, XypHan Ha npotsaxeHun 20 neT nocnegoBartesibHO, NpodeccmoHanbHO
M BMecTe C TeM 06LWeAoCTYNHO BbINO/HAET NPOCBETUTENbCKYIO MUCCUIO BO 61aro BCeX, KTO MHTepecyeTcs
XYO0XECTBEHHOM KyNbTypoii 1 pageeT 3a ee NO/IHOLEHHOEe N MHOrorpaHHoe pasBuTue.

Dear readers, the Tretyakov Gallery magazine is celebrating its 20th anniversary!

The first issue of the magazine carried a statement of its objectives and mission: reviving glorious Russian
traditions, providing spiritual and aesthetic guidance, educating, popularising our illustrious cultural heritage and
cultivating in young people a sense of pride in the history of our homeland and our great Russian culture. All this
is one of the essential goals of the multifaceted activities of the publishers of the magazine, which approaches art
as a universal value of our civilisation, which is not confined to particular ethnicities or territories.

We hope that the memory of the magazine will be kept alive in our readers’ minds and the history of the
Russian press alike and that it will be remembered as one of the more noteworthy — or even one of the best —
periodicals about art published in Russian and English.

We wish to thank all our authors from Russia and other countries for their mutually beneficial cooperation
and for their generous contribution to the spiritual and aesthetic education of modern society. We owe a debt
of gratitude and appreciation to the Russian and international museums and galleries whose help enabled our
magazine to reproduce works from private and public collections — both masterpieces and little-known works of
artists from across the globe. Printed in our magazine, these images have enriched the virtual encyclopaedia of
human civilisation.

It was only thanks to the personal efforts of the General Sponsor of the Tretyakov Gallery magazine, patron
of the arts Vitaly Machitski, who has selflessly supported the traditions of Russian culture in all fields, that our
publication carried on consistently and professionally with its education mission for 20 years, while also remaining
accessible to all, and this endeavour has benefited everyone who takes an interest in cultural affairs and cares
about the healthy and diversified development of the arts.
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Lincbpbl n chakTbl

3a 20 neT Ha cTpaHuuax XypHarna ony6nkoBaHbl cTatbn 92 coTpyaHUKoB focyaapCcTBEHHOM TPETbAKOBCKOA
ranepeu, a Takxe 225 poccuinickmx aBTopoB M3 locygapcTBeHHOro 3pmutaxa, flocygapctBeHHoro Pyccko-
ro myses, flocyaapcTtBeHHOro myses nsobpasutesnibHbix uckycctB umenn A.C. MNywkuHa, Mysee Kpemns,
[ocynapCTBEHHOrO MCTOPUYECKOro My3sesd, focyaapCTBEHHOro My3es UCKyccTBa HapoaoB BocToka, lNocy-
papctBeHHoro mysesa A.C. MNMywkunHa, Bcepoccninckoro Myseqa ekopaTUBHO-MPUKAAAHOMO U HAPOAHOIO UC-
KyccTBa, flocygapCTBEHHOro My3es M3o6pasnTenbHbiX MCKYCCTB Pecnyb6nnku TatapcTaH, Yi1eHoB, COTpyAa-
HUKOB Poccuiickon akageMmnun xygoxecTB U npeactaBuTeniein Begywmx permoHanbHbiXx My3€eB 1 BbICLUUX
XyOOXECTBEHHbIX y4eOHbIX 3aBefeHuii Poccnn, B TOM uncne us 6nxHero u ganbHero 3apyb6exbs. CBoumMu
cTaTbAMM Nogenmnuch Takxe 93 3apybexHbix aBTopa ns 19 ctpaH mupa.

KopoTko o caiTe XypHana. lNoaknouyeHne coumanbHbix ceteii BKoHTakTe n Facebook (go 3akpbitus),
KaHana XypHana Ha Youtube, pa3smelleHne BCcex HOMepPOB XYypHasa Ha cailTe issuu.com u psga maTtepuanos
Ha nnaTtdopme izitravel, a Takxe nogknodeHne B 2017 rogy MOOUIBHOIO MPUNOXKEHNS XypHana «TpeTba-
KOBCKaqa ranepes» Onsa nonb3oBatenein nnaHwWeToB u cmapTtdoHoB Ha 6a3e iOS n Android nossonunm
yBenuunTb K Hadany 2023 roga kKonnyecTBo nocetuteneii canta go 6onee 3000 B geHb, a KOIMYECTBO
npocmoTtpoB — fo 6000 npocmoTpoB B AeHb. 3a nocnegHue 10 net (¢ 2013-ro no 2023-i) caiit nocetun
1,2 MMNNMOHa noceTuTenei, KonM4ecTBo BU3IUTOB [OCTUII0 1,92 MUIMOHA, KOTMYECTBO NMPOCMOTPOB CTpa-
HuL canta — 4,1 MUNINOHa.

MHTepec nposaBnseTca KO BCEM HOMEpaM U MPUIOXEHUAM XYpPHana He3aBMCMMO OT rofa nsgaHus.
Mounck ocywecTBageTcs No ctaTbsM, N0 aBTopam B pasgene «Halwu aBTopbl», N0 Xy4OXHMKaAM B pasgene
«KaTtanor nnntocTtpauunii xXypHanar, a Takxe no pybpukam. Poct nocewaemoctn Katanora nnnoctpauni
XypHana obycnoBrieH 06bEMOM NMpeacTaBNeHHON nHopMauum — okono 11 Teicay n3obpaxeHuid (T.e. Bce
unncTpaumm, onybmkoBaHHble B XXypHane 3a 20 ner).

leorpadus nocetutenen — 81,2% ns Poccuu, 18,8% 13 181 ctpaHbl (60/bLUe BCEro CaiTOM NHTEpPeCyoTCA
nocetutenu n3 benapycu, YkpauHsbl, lfepmannun, CLUA, KasaxctaHa, Mspanng, Bennko6putaHnu, ®paHuumn,
Wtanuun, Mateuun, ApmeHunun, cnanmun, Hngepnaxgos, pysunn, MongoBel, Y36ekuctaHa, lNonbwun, KaHaasl,
ScToHun, AzepbaiigxaHa, JIntebl).

Facts and Figures

A brief overview of the magazine just in figures: in the 20 years of its existence, it has published articles by 92
researchers from the Tretyakov Gallery and 225 contributors from other Russian institutions — researchers from
the Hermitage Museum, Russian Museum, Pushkin Museum of Fine Arts, Kremlin museums, Historical Museum,
Museum of Oriental Art, Pushkin Museum, Museum of Decorative and Folk Art and Fine Arts Museum of the Re-
public of Tatarstan; members of, and researchers from, the Russian Academy of Fine Arts; and the staff of leading
regional art museums and art colleges in Russia, as well as in post-Soviet and other countries. Furthermore, the
magazine’s contributors have included 93 authors from 19 countries of the world.

A brief overview of the magazine’s website: the magazine set up pages on social networks such as VKon-
takte and Facebook (before the latter was banned in Russia), as well as a channel on YouTube, posted all of its
issues on issuu.com and some materials on izi.travel, and in 2017, created a mobile application for iOS and An-
droid tablets and smartphones. Thanks to all of this, by January 2023, the number of visitors to the site had risen
to 3,000 per day and the number of views to 6,000 per day.

Over the last 10 years (2013-2023), the site has had 1.2 million visitors and 1.92 million visits, as well as
4.1 million individual page views. The public appears to have taken interest in all regular and special issues of the
magazine, irrespective of the publication year. The search options include searches by article, by author in the
Our Contributors section, and by artist in the section Catalogue of lllustrations Published in the Magazine, as well
as by section name. The number of visits to the Catalogue of lllustrations Published in the Magazine grew thanks
to the growth of the number of illustrations displayed: about 11,000 (comprising all illustrations published in the
magazine over the course of 20 years).

The geographic reach of the website: 81.2% of visitors are from Russia and 18.8% from the world’s other
181 countries (the most viewers come from Belarus, Ukraine, Germany, the USA, Kazakhstan, Israel, the United
Kingdom, France, ltaly, Latvia, Armenia, Spain, the Netherlands, Georgia, Moldova, Uzbekistan, Poland, Canada,
Estonia, Azerbaijan and Lithuania).
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O HEKOTOPBIX LIEHHBIX
opuIHATBHBIX
1 JUKOBUHHBIX MOAAPKAX
KUTAHCKOTO
umneparopa Kaucu
poccuiicKoMy

nmrieparopy llempy |

Mapus Menvuurosa

B 2022 rogy HCIIONTHIIIOCH 350 JIET CO JHS POXK ACHUsA pyccroro umneparopa [lerpa Besukoro (1672—
1725). B pamKax npasgHoBaHus 910l 3HaMeHaTenbHOM garsl B [ocynapersennom Dpmuraske (I'D)
Obuta moprorosyicHa MoHorpaduueckas BbicTaBka «JlukoBunHbIE 1 goporoit Kurait. 3nanus
o Bocroxke» (19 anpes — 12 uons 2022 roga).
Ha skcrnosuuun Brepsble B TAKOM COCTaBE ObUIM MPECTABICHDI SKCIIOHATHI, COXPAHUBLINECS
B OpmuTaxe u cBsazannble ¢ umeneM [lerpa I u ero ciopsrknukos. K BbicTaBKe BBILUIO B CBET
M3J2HHC, OTPAKAIOLICC UCTOPUIO COOUPATE/ILCTBA KUTANCKUX KOJUICKUUH B 1680—1720-X roax,
a TAKJKE CTAHOBJICHUE BOCTOKOBECAUYCCKOI HAYKM M My3eiinoro gea B Poccnn. Muorne skenona-

TbI OITYOJIMKOBAaHDbI BIICPBbIC, U UX UCTOPHUA M3YUCHA B ITOCJICIHCC BpCMA'.
6 : 1

< BcapHuua, urparowas < Woman riding a horse
Ha NnioTHe and playing the lute

MexaHnyeckasa urpyLuka
Kutaii. ImnepaTtopckue
mactepckue, 1710-1720
Cepebpo, XecCTb, C/TOHOBaA
KOCTb, Nak, amMansb, Wenk,
Kopannbl; 30104eHune,
BbIKONOTKA, FPaBUPOBKa,
pe3sbba, pocnuce

ors

®oTo: B. TepebeHuH

Mechanical toy. China
Imperial Workshops
1710-1720

Silver, tin, ivory, lacquer,

enamel, silk, corals; gilding,

hammering, engraving,
carving, painting

© State Hermitage,

St. Petersburg

Photo: V. Terebenin

ABTOp “3AaHUsa 1 KypaTop
BbICTaBKW — CTApPLUMWIA HayYHbI
cotpyaHuk OTtaena Boctoka M3,
XpaHUTe b KONNeKumni
KUTaWCKOro npuknagHoro

1 I0BE/TMPHOrO NCKYCCTBa

1 NamATHUKOB [lyHbXyaHa
Mapws JlbBoBHa MeHbLUMKOBa.
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20th ANNIVERSARY OF THE TRETYAKOV GALLERY MAGAZINE

On Certain Official Precious
and Rare Gifts to
the Russian Emperor Peter |
from the Chinese Kangxi
Emperor

Maria Menshikova

This year marks the 350th anniversary of the birth of the Russian Tsar Peter the Great (1672-1725).
Among the many events commemorating this signiﬁcant date, the State Hermitage Museum
prepared a monographic exhibition called “Exotic and Lavish China. Knowledge of the Orient”
(which ran from April 19 to June 12, 2022).
For the first time, the unique exhibits preserved by the State Hermitage and direetly related to
Peter I and his associates were presented in such a Conﬁguration. Accompanying the exhibition
is an edition that reflects the history of the Chinese collections in the Hermitage at the end of
the 17th and beginning of the 18th centuries, as well as the development of Oriental studies and
museum work in the Russian Empire. Many doeumentary exhibits are published for the first time,
and their history has only been recently studied.

1. The author of the publication
and the curator of the exhibition
is Maria Lvovna Menshikova,
senior researcher at the Oriental
Department of the State Hermitage
Museum, curator of the collections
of Chinese applied and jewellery
art and Dunhuang material.

The Tretyakov Gallery Magazine #1(78) /2023

BcaaHUK — BOEHHbIi
YMHOBHWK NEpPBOro paHra
MexaHunyeckas urpyLuka
Kutaii. MMnepatopckue
mactepckue, 1710-1720
Cepebpo, XecCTb, CTOHOBaA
KOCTb, NakK, aMasb, WeskK;
30/104EeHME, BBIKONOTKA,
rpaBMpoBKa, pe3bba, pocnuch
©ra

®orto: M. Aemnaos

Rider on a Chimera -
First-rank military official
Mechanical toy

China, 1710-1720

Silver, tin, ivory, lacquer,
enamel, silk, corals; gilding,
hammering, engraving,
carving, painting

© State Hermitage,

St. Petersburg

Photo: P. Demidov
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On Certain Official Precious and Rare Gifts to the Russian Emperor Peter | from the Chinese Kangxi Emperor

Maria Menshikova

On the history of Russia-China relations

The 17th century and the first quarter of the 18th cen-
tury was the era when good neighbourly relations were
established between Russia and China. The countries
had certain geopolitical issues to resolve: defining land
borders, dividing spheres of influence and establishing
trade. Russia’s main goal was to start receiving expen-
sive, exotic Chinese goods not through Europe, but via
direct routes. In order for that to happen, it was nec-
essary to get ahead of the East India Company’s mer-
chants, who traded by sea, and pave the way for land
trade, as well as to create a market to sell the precious

silks and other products (in order, inter alia, to benefit
from transit and intermediary trade).

Russian envoys were sent across the entire coun-
try to the remote border areas. China would also occa-
sionally send its representatives. Building those early
relations was not a simple task, as each trip would take
a very long time — the court had to wait for up to two
years for a mission to return from China with a reply.
For quite a while, the contacts between the two coun-
tries remained occasional rather than regular. The first
documents in the Chinese language preserved in the
Russian archives date back to 1616 and 1642.2 However,
it was much later that they were actually translated and
read, as there was no one who knew Chinese in Mos-
cow in the mid 17th century.

Russia-China contacts became more frequent during
the reign of Tsar Alexei Mikhailovich (1645-1676), father
of Peter the Great. The first official mission to China was
the journey of Fyodor Baikov in 1654-1657. However,
the mission proved unsuccessful, as the Russian envoy
refused to perform the traditional rituals required dur-
ing the reception at the Chinese court — specifically the
“kow-tow”, which included crawling three times to the
throne of the Chinese emperor, resting one’s forehead on
the floor without raising one’s eyes at the ruler and then
crawling away, without turning one’s back on the emper-
or. As a result, no treaties were signed and even the royal
gifts from the Tsar, the “commemorations", were rejected
and returned. However, the mission did manage to bring
back a certain number of goods ordered by the Russian
government, including priceless silks. The next major at-
tempt to improve relations was made in 1675-1678, with
the journey of Nikolai Gavrilovich Spafari (Nicolae Miles-
cu Spataru, 1636-1708). Spafari managed to purchase
the “Grand Lal” (“Lal Veliky”)3, a huge 400-carat spinel*
still kept in Moscow. The Lal first adorned the crown of
Tsar Alexei Mikhailovich, then that of Empress Anna lo-
annovna. From 1762, the Lal topped
the large Imperial Crown of Catherine

CueHa npuemMa KUTanckum
nmnepatopom KaHcu pycckon
muccnm 1692-1695 rogos
N36paHTa Upeca. KapTa
«3emenb Llaps u Umnepartopa
Poccumn mexay Esponoi n
A3swueii c goporoi ot MockBbl
no NeknHa», cocTaBneHHas
Ha ocHoBe KapTbl Hukonaca
ButceHa 1690 roga

Mapwx. 1704-1720

Bymara; othopT, akBapens
©ora

®oto: C. CyeTtoBa

dparmeHT

4 The scene depicting the

Chinese Emperor Kangxi
receiving the Russian mission
1692-1695 Ysbrants Ides’s.
Map of the “Lands of the
Tsar and Emperor of Russia
between Europe and Asia
with the road from Moscow to
Beijing”, based on a map by
Nicolaes Witsen 1690

Paris. 17041720

Paper; etching, watercolour

© State Hermitage,

St. Petersburg

Photo: S. Suyetova. Detail
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the Great. The spinel is one of the sev-
en largest ancient precious stones of
the Russian state, currently on display
in the Diamond Fund.

According to various studies, it
can now be argued that many pieces
of Oriental and Chinese art, currently
stored at the Hermitage Museum in
St. Petersburg, were brought to the
country during the reign of Peter the
Great. The Oriental collection, which
was purposefully collected in the first
third of the 18th century in St. Peters-
burg, was truly unique for its time
both in composition and in number

The original of the charter was
lost, but its translation was made
by a decree of Nikolai Spafari

and added to his “Article List". An
error crept into the translation: the
wrong year (1649), which was later
repeated in the historical literature.
The gifts were sent in 1642 by
Chongzhen (1627-1644), the last
emperor of the Ming Dynasty
(1368-1644), and not by Shunzhi
(1644-1661), the first emperor of
the Manchu Qing Dynasty.

"The Grand Lal” was purchased
for 1,600 liang. Silver liang (lang)
is a Chinese unit of currency,
equal in weight to approximately
31.3 grammes of silver.

Carat is a unit of mass for
gemstones, equal to approximately
0.2 grammes.
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N3 UCTOPHUU pOCCHﬁCKo—KHTaﬁCKHX OTHOILICHUH

XVII — nepBas yerBeptb XVIIlI Beka — BpemMsa Hanaxu-
BaHMA Ao6pococeaCcKux OTHoWeHun mexay Poccueii
n Kntaem. CtpaHbl 4OMXKHbI ObI/IN PELNTb reononnTn-
Yeckune BOMPOCHI: ONPeAenMTb CyXOMnyTHbIE rpaHuLbl,
pasaenutb cepbl BANSHUA U HanaguTb TOProBble OT-
HoweHunsa. Poccua ctaBuna uenb — nonyyatb goporume
9K30TMYECKNEe KUTalCKmMe ToBapbl He 4Yepe3 Espony,
a Hanpsamyto. [1na 3Toro Hy>Ho 6bI/10 onepeauTb Kyn-
noB OCT-UHACKMX KOMMAaHW, KOTOPbIE TOProBaam Mop-
CKUM NyTEM, Y NPONOXNUTb NYyTb ANS TOProBAU CYLUEN,
€O34aTb PbIHOK A9 NPOAaXW AParoueHHbIX LWeNKoB

W pas3/InYHbIX U3AENUIR, B TOM Yuce ONS U3B/eYeHus
BbIrOAbl U3 TPAH3UTHOW U NOCPEeAHNYECKON TOProOB/N.

B oTganeHHble norpaHuyHbie TEppUTOPUM Yepes
BCIO CTpaHy oTnpaBnsaoT nocnaHHukos. M3 MogHebec-
HOW TakXe m3pedka npucblnatot npegcrasurenen. OT-
HOLIEHNA CKMAaablBanuCb HEMPOCTO, TaK KakK nyTelle-
CTBMA OblNM ANNTENBbHBIMKW, BO3BpaTa MUCCUMid U3 Kutasa
W oTBeTa XAanu Ao AByx net. M gonroe BpeMs KOHTaKTbl
OCTaBanuUCb CKOpee CNy4YanHbIMU, YEM PeErynspHbIMn.
MNepBble 6yMarv Ha KUTANCKOM S3blKe, COXPaHUBLUMECS
B POCCUMCKNX apXMBax, OTHOCATCS K 1616 1 1642 rogam?.
MpaBga, oHW GbINM NPOYUTAHbI 3HAUYUTENBHO NO34HEE,

Kapra «3emensb Llaps

n mnepatopa Poccumn
mexay EBponoii n Asunein

c poporo ot MockBbl

no MekunHa», coctaBneHHasn
Ha ocHoBe KapTbl Hukonaca
Butcena 1690 ropaa, co
CLieHOM NpuemMa KUTamckum
nMmnepatopom KaHcu pycckon
Mmuccum 1692-1695 rogoe
N36paHTa Npeca

Mapwx. 1704-1720

Bymara; ochopT, akBapens
ora

®doro: C. CyeToBa

Map of the “Lands of the

Tsar and Emperor of Russia
between Europe and Asia
with the road from Moscow to
Beijing”, based on the map of
Nicolas Witsen (1690), depict-
ing a scene of the reception
of the Ysbrants Ides Russian
mission of 1692-1695 by the
Chinese Emperor Kangxi
Paris. 17041720

Paper; etching, watercolour

© State Hermitage,

St. Petersburg

Photo: S. Suyetova

TaK KaK «KUTaNCKOWM rpaMoThbl» B TO BPEMS
B MockBe eLle HUKTO He 3Har.

B npaBneHue uapa Anekcea Muxai-
nosu4a (1645-1676), otua lNetpa |, KOH-
TakTbl cTanu 6Gonee 4acTtbiMu. [Nepsoi
ohMunanbHON Muccuen Bbina noespka
®epopa baiikoBa B 1654-1657 ropax.
OpgHako M3-3a OTKasa MNocC/flaHHWKa Co-
BEPWNUTb MNpUHATbIE B KuMTae Ha npue-
Me o6psabl — B 4YaCTHOCTWU, MOKJ/IOHbI
«KOY-TOY», KOFAa Tpu pa3a HYXHO 6bifo

OpuruHan rpamMoThbl HE COXPaHU-
cs, HO ee NepeBof ObiN BbINOMHEH
no yka3sy H.I. Cnachapus n 3anu-
caH B ero «CTaTteiiHOM Crucke».

B nepeBop 3akpanack ownbka:
Gblina ykasaHa HeBepHas faTta —
1649 roga, — KOTOpYto U NOBTOPSANKN
B UCTOpUYecKoit nuTepaTtype. Mo-
napku B 1642 roay otnpasun YyH-
YWK3Hb (1627-1644), nocneaHwii
MMNepaTop KUTancKom AnHacTumn
MuH (1368-1644), a He LLIyHbYxXM
(1644-1661), nepBbIit UMNepaTop
MaHbUYXYpPCKOW AnHacTum LinH.

TpeTbsakoBckasa ranepes N°1(78) /2023 ']1
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of artefacts. The collection remains the most impor-
tant material evidence of the history of relations with
the Celestial Empire and the establishment of Oriental
studies and museum work in Russia.

The life of Peter the Great, and the period of his
greatest productivity on the Russian throne (1672-
1725), Tsar Peter Alekseyevich of All Russia from 1682,
Emperor of All Russia Peter | from 1721), coincided with
the reign of the Kangxi Emperor (personal name Xu-
anye, 1654-1722) of the Manchu Qing dynasty (1644—
1911) in China. The Emperor stayed on the throne for
those dates are 60 years (1662-1722), his reign earning
the title Kangxi (“Tranquility and Peace”).

The Kangxi Emperor restored and strengthened the
country after the fall of the Ming Dynasty (1368-1644).
A well-educated ruler, he was dedicated to develop-
ing the sciences, literature and the arts. For instance,
the most complete dictionary of the Chinese language
(Kangxi Zidian) was compiled during his rule. Kangxi
strove for peaceful relations with his neighbours and
did not mind outside influences. It is important to note
that the “bogdykhan” (of Mongolian origin, the term
used in contemporary Russian sources to refer to the
Chinese Emperor) was favourably disposed towards
foreigners: Jesuit missionaries lived in China and were
recruited to serve in various offices at Kangxi’s court.
It was Kangxi who became the prototype of the ideal
ruler and who would act as a lodestar for the statesmen
of the Enlightenment later in the 18th century.

Tsar Peter Alekseyevich continued his father’s poli-
cy of sending diplomatic missions to Kangxi. Peter only
had to establish diplomatic and trade relations with
a single ruler of the Qing Empire, which largely contrib-
uted to success in the historical task of regulating Rus-
sia-China relations. Peter the Great and Kangxi were
two great rulers of two great states sharing an exten-
sive common land border.

The Tretyakov Gallery Magazine #1(78) /2023

LlapeBHa Codbs
AnekceeBHa (1657-1704)
1777. Konuga ncnonHeHa
AdaHacbeBbIM C rpaBtopbl
J1. TapaceBuya, CO34aHHOM
npu xnsHun Codbmn

Ha OCHOBaHWW ee nopTpeTa
«B Opnax»

Bymara, ochopr, rpastopa
dparmeHT

HEW3BECTHbIN
MPUABOPHbBIN XYAOXHMK
MopTpeT nmnepaTtopa
KaHcu (1662-1722)

B MPUABOPHOM O E€SHUN
Kutait. AnHactua L
(1644-1911)

Mepsas yeTtBepTb XVIII Beka
BepTvkaneHbIi CBUTOK.
XwvBonwuce Ha Wwenke

© My3ewn 3anpeTHoro
ropogaa, lNekuH

Maria Menshikova

Tsarina Sophia Alekseevna
(1657-1704)

Afanasyev’s 1777 copy

of the lifetime original made
by engraver L. Tarasevich,
created on the basis

of Sophia’s portrait

"in eagles".

Paper, etching, engraving
Detail

ANONYMOUS

COURT PAINTER
Portrait of the Kangxi
Emperor (1662-1722)
in Court Dress

China. Qing Dynasty
(1644-1911)

Late Kangxi period
Hanging scroll, colours
on silk

© Beijing. Gugong Museum

Missions were repeatedly sent from Russia to China,
but there were only two official embassies sent during
the life of Peter the Great. The first happened in 1686—
1690, a journey from Moscow to Nerchinsk and back. The
second embassy, 1719-1721, proceeded from St. Peters-
burg to Beijing and back. The meetings and negotiations
of the ambassadors were accompanied by an exchange
of gifts. These diplomatic gifts hold a very special place
in the collections of Russian museums and we will try to
tell the story of some of them in this article.
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KaH-Mapk HATbE
MopTtpet MeTpa l. 1717
XoncTt, macno

142,5 x 110

ora

®doro: B. TepebeHuH
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Jean-Marc NATTIER
Portrait of the Emperor
Peter 1. 1717

QOil on canvas

142.5 x 110 cm

© State Hermitage,

St. Petersburg
Photo: V. Terebenin

NON3TK K TPOHY KUTANCKOro nmnepartopa, n6om ynupa-
SICb B MOJ1, HE MOAHMMATb I/1a3a Ha NpaBuUTeNsa 1 OTMOoJ-
3aTb, He MOBOPa4YMBadAChb CMUHOW, — MOCOMLCTBO OKa-
3a50Cb HeyaayHbIiM, 4OFOBOPbLI 3aK/I0YEHbl HE 6bln U
Aaxe Lapckue noaapku — «NMOMUHKU» — He ObINn npu-
HSATbI, UX BO3BPATU/IN. HEKOTOpOE KOIMYecTBO TOBAPOB,
38Ka3aHHbIX PYCCKUM MNpPaBUTENbCTBOM, BCE Xe Oblfio
npMBE3€eHO, Hanpumep 6ecLeHHble Wwenka. BaxHenwen
MOMNbITKOW HanaguTb OTHOLUEHWS CTano nyTelecTeue
B 1675-1678 rogax Hukonasa Maspunosuya Cnacdhapus
(Hukonasa Mwunecky-Cnadapusa, 1636-1708). Emy yna-
NoCb KYMWUTb «fan BeNuKuUii»® — OrpOMHYIO LUMUHEb
Becom B 400 kapat?, koTopas A0 CUMX MOp XpaHUTCA B
Mockse. OHa ykpallana KOpoHy CHadana uaps Anekces
MuxarinoBuya, notoM nmneparpuubl AHHbI MOQHHOBHBI,
ac1762 roga BeH4ana 60MbLYIO UMNEPATOPCKYHO KOPO-
Hy EkatepuHbl Il. LUNMHENb OTHOCUTCA K CEMU KPYMHENR-
LUM UCTOPUYECKUM KaMHAM rocyaapcTBa, npencras-
NeHHbIM B AnMasHoM doHAe.

CerogHa Onarogapsi pasfiMyHbIM UCCNeAOBaHUSM
MOXHO yTBEpPXAaTb, YTO MHOIMe M34enns BOCTOYHOIro
M KWUTANCKOro MCKYCCTBA, XpaHawmecsa cerogHsa B D
B CaHkTt-lletepbypre, oka3anucb B CTpaHe MIMEHHO B
roabl npasnexua MNetpa Benukoro. BoctouHasa konnek-
UM, cobmpaBLLascs LeneHanpaBneHHO B NepBON TpeTn
XVIIl Beka B lNeTepbypre, yHnKanbHa ANs CBoOero Bpe-
MEHW Kak Mo COCTaBy, Tak M MO KO/IMYECTBY MNaMATHUKOB
M OCTaeTCs BaXHeNLWMM CBUAETENLCTBOM UCTOPUN B3a-
MMOOTHOLUEHMI ¢ NogHebecHOM 1 hopMMPOBaHUA BOC-
TOKOBEYeCKOW HayKn 1 My3enHoro gena.

XnsHb 1 BpemMsa akTUBHOW geaTtenbHocTn [eTpa |
(1672-1725, uapb MNeTp Anekceesuny Bces Pycn — ¢ 1682,
mMmnepaTop Bcepoccuiickuii Metp | — ¢ 1721) B Poccum
coBManu ¢ nepuopom npaeneHnsa B Kutae mmneparo-
pa (6orgbixaHa) KaHcu (co6ctBeHHOe uMm4A) CroaHbe,
1654-1722) maHb4Yxypckoi avHactum LK (1644-1911),
KOTOPbIA HAXOAUNCA Ha TPOHEe 6onee WwecTMaecaTn net
(1662-1722) c peBM30OM MNPaBAEHUS «KAHCU» («CMOKOM-
CTBME N MUP»).

Mmnepatop KaHcu BocCCTaHaBnuMBan W yKpennan
CTpaHy nocne nageHmsa anHactum MuH (1368-1644), kak
LINPOKO 06pa30BaHHbIA MpaBuUTEb pPasBMBan Haykw,
nnTepaTypy U UCKYCCTBA; HanpuMmep, Npu HEM COCTaBM-
NN CaMbI MNOMHbIMA CO0Bapb KUTANCKOro a3blka (KaHcu
u3blaaHb). OH CTpemMunaca K MMpy € cocegsiMm U gaxe
6bI1 OTKPLIT K BIMAHUAM U3BHE. BaxHO, 4to 60rgbixaH
OTHOCUACS AOCTaTOYHO NOS/IBHO K MHOCTpaHuam, npu
€ero ABope XWn 1 6bi/Iv NPUHATLI HA CNYXOY B pasnuny-
HbIX 061acTaX MUCCUOHepPbIl-Ue3yuntbl. MMeHHO KaHcwu

cTan NPOTOTUMOM MAEeanbHOro NpaBnUTens, Ha KOTOPOro
nosgHee, B XVIIl Beke, opueHTMpoBanncCb gearenm ano-
xu MNpoceeweHuns.

Llapb [lMetp AnekceeBu4y npogoskan MnoanTuky
oTua, KOTOopbIi oTnpaBnsan Mmccum K Kancu. Emy npu-
WNOCb yCTaHaBNMBaTb AUM/IOMaTM4eCcke U TOProBble
KOHTaKTbl TNWb C O4HUM MMnepaTopom LinHckoii nmne-
pun, 4TO CNOCOBCTBOBA/O PELLUEHUIO NCTOPUYECKO 3a-
[ayun yperynmpoBaHUsa PYCCKO-KUTANCKUX OTHOLLEHWUA.
Metp | 1 KaHcn 6binnM BENUKUMKU MpaBUTENAMU ABYX
BE/IMKUX rOCyAapcTB, MMEBLUMX OOLLYIO CYyXOMYTHYIO
rpaHuuy.

N3 Poccum B Kutam HeogHOKpPATHO oOTnpaBnsanu
MUCCUKN, HO ObULManbHbIX NOCONBLCTB NPU XU3HK [le-
Tpa | 6b1N10 ABa: nepBoe cocToanock B 1686-1690 ro-
nax n gBuranocb M3 MockBbl B HepUnHCK 1 o6paTtHo;
BTOpOoe B 1719-1721-m npocnegosano n3 CaHkrt-leTtep-
oypra pgo lNekunHa 1 obpaTtHo. BcTtpeun u

neperoBopbl MOCMOB COMPOBOXAanuch 3 «J/lansenukuit> Guin npuoGpeten

3a 1600 nsH. CepebpsiHblii NAH
(naH) — KuTaickaa geHexHasa egun-
HWLa, paBHas No Becy NpUMepHo

Oo6MeHOM nogapkamu. 2Tn gunnomaTu-
yeckue p[apbl 3aHMMaloT B coOpaHmax
my3eeB Poccum ocoboe mecto. O Heko-
TOPbIX N3 HUX Mbl NOMbITAEMCA paccka-
3aTb B 3TOW cTaTtbe.

31,3 cepebpa.
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4. KapaTt — eguHuua Beca gnsa
AparoueHHbIX KaMHel, paBHaqa
npumepHo 0,2 r.
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Maria Menshikova

Embassy of Fyodor Golovin and
the 1689 Treaty of Nerchinsk

In 1686, the government of Princess Sophia (1657—
1704), who served as a regent to the infant tsars Ivan
and Peter from 1682 to 1689, sent an embassy to the
Chinese border to meet the Manchu rulers. The expe-
rienced diplomat Fyodor Alexeevitch Golovin (1650—
1706), who spoke English and Latin, was appointed
to head the mission. On the Chinese side, the Kangxi
Emperor was represented by a high-ranking official,
Prince Songgotu (1636-1703), uncle of the Emperor’s
primary spouse. In August 1689, a treaty was signed
at Nerchinsk, solidifying an agreement on unhindered
and regular caravan trade and establishing a border
along the Gorbitsa (left tributary of the River Shilka) and
Argun rivers. Some sections of that 17th-century border
still exist. The Treaty of Nerchinsk was a historical mile-
stone in China-Russia relations, determining the course
of diplomatic, economic and cultural ties between the
two states for many years.

By the time Golovin returned to Moscow in January
1690, after a five-year journey, the government of Prin-
cess Sophia had already been overthrown, hence the dip-
lomat was reporting to the Tsars Ivan and Peter. Colourful
stories told by Golovin heightened the young Tsar Peter’s
interest. He “was so curious to know about Golovin’s jour-
ney, he would spend many days in a row talking to him;
the Tsar inquired eagerly about the lifestyle of the Sibe-
rian people and the wealth of those lands, drawing fresh
and new information from the stories of his interlocutor.”®
In subsequent years, Golovin would became one of Pe-
ter’s closest associates.

Political events and economic factors, the need to
establish Far Eastern borders with China, the search for
new routes to India, ties with Persia, an attempt to find
access to the southern seas, trade with the East and
many other reasons fed Peter’s interest in the countries
of the Orient. Knowledge about those lands was scarce
and in his future letters to every embassy, caravan or

traveller, the Tsar would order research

Alexander Tereshchenko,
Reviewing the life of dignitaries
that are managing the foreign
affairs of Russia. St. Petersburg,
1837, 3 parts. Part 1, p. 194.

Vasily Novoselov,
“Preobrazhenskoe Palace: Tsar
Peter Alekseyevich’s world

of things” in Peter the Great.
Collector, researcher, artist:
Catalogue of the exhibition in
the Moscow Kremlin Museums.
Moscow, 2019.

“Notes by Jean-Francois
Gerbillon” in Russian-Chinese
relations in the 18th century:
materials and documents. In two
volumes. Moscow, 1978, 1990.
Vol. 2.761.

and study of the ways of the Eastern
peoples, their beliefs, skills and crafts, as
well as the sciences they had developed
and mastered.

In the same years, the first maps
and descriptions of Siberia appeared in
Moscow, as well as plans for an overland
route to China, drawn up by travellers go-
ing back and forth between Russia and
China. The palaces in Kolomenskoye and
Preobrazhenskoye, where young Peter
lived, were decorated with foreign rari-
ties. Although it was customary to store
most of the items in chests, the young

The Tretyakov Gallery Magazine #1(78) /2023

Tsar would often view the oriental carpets, weapons,
porcelain and lacquer furniture in Moscow. Many valu-
ables were kept in the Kremlin’s vaults, the Chamber of
Crafts and the Armory. Chinese items adorned the pal-
ace in Preobrazhenskoye and other royal assemblies.®

Upon signing the Treaty of Nerchinsk, the rulers of
the two states exchanged official embassies, also send-
ing valuable offerings to each other. As a gift from the
Kangxi Emperor to the Russian Tsar, Golovin’s embas-
sy received “a saddle embroidered with gold imperial
dragons, two small cups made of chased gold of very
fine workmanship and many pieces of Chinese silk, sat-
in, damask and gold and silk brocade.”” These gifts have
survived to this day and are currently held in museums in

T TMetep CXEHK-CTAPLLNI T Peter SCHENK THE ELDER
MNopTpet ®epopa Portrait of Feodor
Anekceeuya NonosuHa, A. Golovin, Diplomat,
aunnomara, gpyra Friend and Courtier
n copaTHuka Metpa l. 1706 of Peter 1. 1706
Bymara; meuuo-TnHTO Paper, mezzotint
ora © State Hermitage,
®doro: J1. Xetiduy St. Petersburg

Photo: L. Heifitz
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[ToconbcTBOo D.A. ['OMOBHUHA

n Hepunnckuii gorosop 1689 roga

B 1686 rogy npaButenbcTBOM ULapeBHbl Codbu
(1657-1704), perenTwn (1682-1689) npn ManoneTHux
uapsax MeaHe u lMeTpe, ObI/1I0 OTNPABAEHO NOCONBLCTBO
K MaHb4XxypaM, K rpaHuuam Kutaa. Ero rnason 6bin
Has3Ha4eH onbITHbIN agnnnomat ®egop Anekceesuny o-
noBuH (1650-1706), BnageBLUMA @aHTIMIACKUM A3bIKOM U
natbiHbto. Co cTopoHbl Kutaa KaHecu npeacraBngan yu-
HOBHMK BbICOKOrO paHra kHa3b CoHroty (1636-1703),
LWypuH nMmnepaTtopa. B aBrycte 1689 roga B HepuunHcke
nognucann AoroBop, MO KOTOPOMY Oblna JOCTUIHYTa
OOrOBOPEHHOCTb O 6eCnNpPenaTCTBEHHOM 1 perynsapHomn
KapaBaHHOW TOProB/fe n ycTaHOB/eHa rpaHuua no pe-
kaMm [op6uue (nesomy NpuToky pekn LUnnkn) n ApryHu,
KCTaTW, Ha MHOIMX OTpe3Kax CyLllecTByloLWas OO0 CUx
nop. HepumMHCKnin QOroBoOp Ctan UCTOPUYECKON BEXOWN
B OTHOWweHMax mexay Knutaem n Poccuelr, onpeaenms-
el Ha MHOrmMe rogbl gMnaomatuyeckune, Toproeble 1
KYNbTYpPHbIE CBA3M MeXAY ABYMA rocyaapCcTBaMu.
Korga B aHBape 1690 roga ®.A. [0ONOBUH BEPHY/I-
ca B MockBy nocne natuneTtHero nyTtewecTtBus, npa-
BUTENbCTBO uapeBHbl Codhbu

mMonoforo uaps. OH «CTONbKO MtO60NbITCTBOBAN 3HaTb
O nyTewecTBuMn MONOBMHAE, YTO HECKO/BKO AHEN cpagy
npoBoAMN C HUM B 6ecefax: C XXaQHOCTbIO paccrnpaLun-
Ban 06 obpa3e XM3HuM HapogoB Cubupun n 6oratcree
TOW CTPaHbl, Yepnana N3 pacckaloB CBOero cobeceHu-
Ka CBeXMe 1 HOoBble cBefeHUs»®. T0N0BMH B Nocneayto-
wme rogbl CTan OgHMM M3 6AMXKaANALWNX CNOABUMXHUKOB
MNeTpa AnekceeBnya.

Monutnyeckme cobbiTUA N SKOHOMUYECKNE (haKTo-
pbl, HEOOXOAMMOCTb YCTAHOBNEHUA Oa/IbHEBOCTOYHbIX
rpaHuy ¢ Kutaem, nomuck HoBbIX nyTelr B IHANIO, KOH-
TakTbl ¢ [epcueit, nonbiTka HANTN BbIXOA K MOPIO Ha
lore cTpaHbl, TOproeas ¢ Boctokom n MHorve gpyrue
NPUYKMHbI BbiHY>XAanu lNeTtpa nHTepecoBaTbCs BOCTOY-
HbIMW cTpaHaMn. MHdopmaumsa o HUx 6blna CKyaHoON, 1
B fanbHelweM KaxaoMy NOCobCTBY, KapaBaHy, nyTe-
WeCTBEHHUKY Llapb Haka3biBan B NMCbMax y3HaTb, Kak
XMBYT BOCTOUHbIE HApPOAbl, BO UTO BEPAT, UTO YMEIOT
nenatb, KAKMe peMecsia N HaykKu y HUX pa3BUThI.

1 Buparopoaa HepuuHcka 1 View of the Town of Nertchinsk

yXe cBeprnv. AuniomaTt npeg-
cTan nepej uapamu VBaHOM U

BTopasa nonosuHa XVIII Beka
Bymara, ocopt

Second half of the 18th century

TepeuyeHko A.B. OnbiT 0603peHust i
Paper, engraving

XW3HW CAHOBHWKOB, YNpPaB/iAto-

ora © State Hermitage
WKUX MHOCTPaHHbIMKX AenamMmn B ’
Poccuu. CM6., 1837. 4. 1-3. 4. 1. Metpom. KpacouHbie pacckassl ®oro: J1. Xenduu St. Petersburg
C.194. ®.A. TonoBMHa 3auHTEpecoBann Photo: L. Heifitz
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Yawka un 6noaue ¢ gpakoHaMun
0 YeTbIpex KOrTaxX Ha nanax
Kwuraii. Koneuy XVI — Havyano
XVII Beka

3o0noT10, candupbl, pyouHbI;
BbIKO/10TKA, (PUnurpaHb,
nonnpoBKa

ora

®oto: C. ConoBben
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Cup and Saucer with
Four-clawed Dragons

China. Late 16th — early

17th century

Gold, sapphires, rubies;
hammering, filigree, polishing
© State Hermitage,

St. Petersburg

Photo: S. Solovyov

Bniopue c apakoHamu

0 YeTbIpex KOrTaX Ha nanax
Kwuraii. Koneu XVI — Havano
XVIl Beka

3onoTto, canupsbl, pyouHbl;
BbIKO10TKA, (PUIUrpaHsb,
nonnpoBka

ors

®orto: C. ConoBbeB
OparmeHT

Maria Menshikova

Saucer with Four-clawed
Dragons

China, end of the 16th —
beginning of the 17th century
Gold, sapphires, rubies; ham-
mering, filigree, polishing

© State Hermitage,

St. Petersburg

Photo: S. Solovyov

Detail
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Yawka u 6ntogue

C ApakoHaMu O YeTbIpex
Kortax Ha nanax. Kvutaii
KoHey XVI — Havano XVII Beka
3o0noT10, candupbl, pyouHbI;
BbIKO/IOTKaA, (PUNnrpaHb,
nonnpoBKa

ora

®oto: C. ConosbeB

Cup and Saucer with
Four-clawed Dragons

China, end of the 16th —
beginning of the 17th century
Gold, sapphires, rubies;
hammering, filigree, polishing
© State Hermitage,

St. Petersburg

Photo: S. Solovyov

B 371 xe rogbl B MOCKBe MosBASAIOTCA MepBble
KapTbl U onucaHma Cnbupu, naaHbl CyXOnyTHOro MyTu
B KuTaii, cocTaB/eHHble NyTelwecTBeHHUKaMK1, criefo-
BaBwWuMMKM 13 Poccumn B Knta n obpatHo. ABopubl B
KonomeHckom u NMpeobpaxxeHCKoM, rae Xun Mosoaon
MeTp, yKpawanu nHocTpaHHble paputeTbl. XoTs 60/b-
LUIMHCTBO BeLLEeN NPUHATO Obl/I0 XPaHUTb B «CyHAYKax»,
uapeBny Mor Bmaetb B MOCKBe BOCTOYHbIE KOBPBI,
opyxue, tapdop, nakosyto Mebenb. MHOrne LeHHo-
CTW nocTynanu B xpaHunuwa Kpemnga: B MacTepckyto
nanaty n OpyXenHylo nanaty; Kutackve npegmetbl
ykpawanu aeopedy B NpeobpaxeHCKoM 1 gpyrue uap-
cKkne cobpaHus®.

WNTtak, npu nognucaHmm HepuymHCKOro porosopa
npaBuTenn ABYX CTpaH OOMEHSANUCb oduuManbHbIMU
NOCOMbCTBAMU, C KOTOPbIMW Mepecnanu LeHHble Noa-
HoweHua. na pycckux uapen B Nogapok OT umne-
patopa KaHcu noconbcteo ®.A. [onoBMHA NOAYYMNO
«pacLImMToe 30/10TOM CEeA10 C ApaKoHaMn uMnNepumn, ose
MasieHbKMEe Yallku U3 YEKAHHOro 30/10Ta OYEHb XOPO-
wemn paboTbl U MHOMO LUTYK KNTANCKOrO Wenka, atnaca,
KaMKW 1 30/10TOM C LIEeSIKOM Napymn»’. 1 gapbl coxpa-
HUINCb OO Hallero BPEMEHU U BbIIBMEHbI B KOT/1EKLN-
ax Mocksbl 1 MeTepGyprad. borato gekopupoBaHHOe
ceano, ykpalweHHoe M3o06paxeHnsaMn yeTblipexnanbix

O HeKOTOPbIX LeHHbIX Oth1LNaNbHBIX U AUKOBUHHBIX NOAApKax KUTainckoro umnepatopa KaHcu poccuiickomy umnepatopy lMetpy |

OPaKOHOB, W LLUENKOBbIN Yenpak — Takue Habopbl Angd
BEPXOBOW €3Abl KUTalickue npaBuUTeNn OTNPaBNs/In B
3HaK ApYy>XObl — HAXOAATCA B HACTOSILLEE BPEMSA B CO-
O6paHun OpyxenHon nanaTtel My3eeB MockoBcKoro
Kpemns. LeHHOCTb nogHoLWEeHNSA onpeaensanach Takxe
ero cuMBONUKOIA: nepornud R [aHb] («ceano») no-ku-
TallCKM NPON3HOCUTCS TaK Xe, Kak & [aHb] B crioBe, 03-
Ha4YatoLEeM «MUP U CMIOKONCTBUES.

lNapHble 3010Tble Yawe4ykn ¢ 6aeYKaMn BECOM
«68 30/TOTHUKOB»®, KaK 3TO HU YAMBUTE/IbHO, TaKXe A0-
Wnn Ao Hawux aHein. OHKM BbiNM NepeBe3eHbl B Hava-
ne XVIIl Beka B CaHkT-[NeTepbypr n He no3gHee 4YeMm C
1780-Xx rogoB XpaHATCA B IpMuUTaxe, Yto noareepxaaet-

CHA CBeEeHNAMM B CAMOM PaHHEM U3BECT-
HOM MHBeHTape my3sed — «Onucn 1789 r.»
EkaTepuHbl Il. OHM 3anMcaHbl Kak «4apoy-
KW 30/10Tble» O4YeHb XOpoLlein paboTbl C
6noaeykamMm, 1 Npo Kaxayt yaleuky ¢
énogueM oTaenbHO ckasaHo: «bnioguny-
KO C YapouKol 30/10Tbii KaHUTE/IbHOW
paboTbl, N0 6110ANYKY LLBETOUKU N 3MUU,
B 6/110ANYKO BCTaBMEHbI YETbIPE CUHUX U
TpMaLaTbh KPacHbIX SXOHTUKOB U MPU TOM
NMOpPOXHME MecTa ANA KaMmywkoB»'. 21u
KUTaCcKmne n3gennusa ns 30/10Ta BbICOKOMN
npo6bl co3aaHbl B kKoHue XVI — Havane
XVII Beka. OHU ABNAIOTCA MHOCKAa3aTe lb-
HbIMW MOCMIaHNAMM APYXObl 1 cornacusa.
Kaxpas 4dalweuka BCTaBNeHa B CKBO3-
HYlO OmnpaBy TOHYanwen UAUrPaHHON
paboTbl, KoTopass MMeeT opMy pacny-
CTUBLUErocs LeCcTU/1enecTkoBoro LBeT-
Ka ManbBbl, @ ABE PYYKU 3aKPYyUeEHbI, Kak

HoBocesos B. Npeo6paxeHckuii
Asopel;: Mup Bellei uaps MNeTtpa
Anekceeswnya // Metp Mepsblii.
KonnekuuoHep, uccnenosarens,
XYAOXHUK: KaTanor BbicTaBKu

B My3esx Mockosckoro Kpemns.
M., 2019.

3anucku . XepbuitoHa //
PyCCKO-KVITaWCKMe OTHOWeHUs

B XVIII B.: MaTepuansl n AOKYMEH-
Tl B271.M,,1978,1990. T. 2. C. 761.

MeHbmkosa M./1. Mexay
Boctokom n 3anagom. K nctopum
KuUTanckom konnekumu Metpa | /
Metp MepBbiii. KonnekumoHep, nc-
cnepoBatesb, XyAOXHWK: KaTanor
BbICTaBKM B My3esax MoCKoBCKOro
Kpewmns. M., 2019. C. 200-210.

Bec OAHOro 30/10THUKa CooTBeT-
ctBoBan 4,26 r.

Onuck AparoueHHbIM Belam
B3HeCeHHbIM B Apmutax Ea Mmne-
patopckoro Bennyectsa 1789r. //
Apxue 2. ®.1.0n. 6. /ut. 3. N°9.
T.1-2. Nutep D.
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Yawka u 6niogue ¢ ApakoHamu
0 YeTbIpex KOrTax Ha nanax
Kwuraii. Koneuy XVI — Havano
XVII Beka

30n0T0, canupbl, pyouHsbl;
BbIKO/10TKA, (PUNUrpaHsb,
nonnpoBka

ora

®orto: C. ConoBbeB

Cup and Saucer with
Four-clawed Dragons
China. Late 16th — early
17th century

Gold, sapphires, rubies;
shaping, filigree, polishing
© State Hermitage,

St. Petersburg

Photo: S. Solovyov

- KopeHb gepeBa

Kutain. Bropas nonosuHa
XVIl Beka — He no3gHee 1715
[epeBo, pe3bba, nonnposka
89 x 64 x 20

ora

®dorto: B. TepebeHnH

Maria Menshikova

Tree root. China

Second half of the 17th century —
no later than 1715

Wood, carving, polishing

89 x64 x20cm

© State Hermitage,

St. Petersburg

Photo: V. Terebenin

Moscow and St. Petersburg.® A richly decorated saddle,
embroidered with images of four-clawed dragons, and a
silk saddlecloth were sent by the Chinese ruler as a sign
of friendship and are currently in the collection of the
Moscow Kremlin Museums’ Armory. The value of the of-
fering was also manifested in its symbolism: the Chinese
character for “saddle", # [an], is pronounced the same
as % [an] for “peace and tranquility".

Surprisingly, the paired golden cups with saucers
weighing “68 zolotniks™® have also survived to this day. In
the early 18th century, they were transported to St. Peters-

Maria Menshikova, “Between East
and West. On the history of Peter
I's Chinese collection” in Peter
the Great. Collector, researcher,
artist: Catalogue of the exhibition
in the Moscow Kremlin Museums.
Moscow, 2019. P. 200-210.

Zolotnik is an old Russian
measure of weight equivalent
to 4.26 grammes.

burg and have been kept in the Hermitage
from at least the 1780s, which is confirmed
by the earliest known museum inventory,
Catherine the Great’s “Inventory of 1789”.
The cups are listed as “golden stoops”
of very fine workmanship with saucers.
Each cup with a saucer was described
separately: “A saucer with a stoop of gold
threadwork, with flowers and snakes on

The Tretyakov Gallery Magazine #1(78) /2023

O6pabOTAHHbI KOPEHb AEPEBA M300PAXAET CK/TOH ropbl C
AepeBbsMu, MOCTUKOM, NMaBu/ibOHOM, pquoF/ C AByMSs 7iogkamu.
B nefizaxHyo KOMIO3ULMIO Br/IETEHbI (OUrYPKM AAOCCKUX
6eccMepTHbIX. VICNO/1b30BAHHbIE €CTeCTBEHHbIE MPUYYa/INBbIe
riepensieTeHnst KOPHsS AepeBa v HAr/1bIBbl HO HeM, HE3HAYM-
Te/1IbHO 4OPAGOTAHHbIE PE3YUKOM, B MO/IHOM Mepe BOM/I0LLarT
[IQOCCKYIO MAEKD CINSIHNS Ye/10BEKA C Npupoaoi. aHHbIA KO-
PeHb SB/ISETCS YHUKAIbHbIM 0O6PA3L/OM 3TOr0 BUAQA NCKYCCTBA.
OH 6bi/1 nprobpeteH yapem etpom Anekceesunyem B 1716 rogy
B COCTaBE COOPAHMSI MCTEPAAMCKOro antekapsi Aisbepra
Ceobl.

The finished tree root depicts a mountainside with trees,

a bridge, a pavilion and a river with two boats. Figures of Taoist
immortals are intertwined in the composition of the landscape.
The bizarre natural grain of the tree root and its knots were
incorporated by the carver with only the slightest modification.
This approach fully embodies the Taoist idea of the unity of man
and nature. This root is a unique example of this type of art.

It was purchased by Tsar Peter in 1716 as part of the collection
of the Amsterdam pharmacist Albertus Seba.
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cTebenbkn. bnogeukn gekopuvpoBaHbl M306pPaXEHU-
AMU OBYX U3BMBAIOLLMXCS LPAKOHOB, Y KOTOPbIX YeTbl-
pexnansle nanbl C KOrTAMU — Tak BbIrIsAen BTOPOM Nno
3HAYMMOCTK TUMN ApakoHa B CpeAMHHOM rocygapcTse.
Ncnonb3oBaHne un3obpaxeHun 6bli1o CTPOro perna-

MeHTMpoBaHo. CUMBOMIOM M 3HaKOM MMMepaTtopa B TO
Bpems B Kutae 6bi/1 APaKOoH O MATU KOrTax. YneHbl nmne-
pPaTOPCKOM CEMbM CUMTANNCH HUXKE MO PaHry, Tak Xe Kak
W npasutenb nwbon Apyron cTpaHbl. Ha Jaweukax
MMEITCS NycTble rHe34a ANs BCTaBOK, O YEM CKa3aHo

TpeTbsakoBckasa ranepes N°1(78) /2023
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the saucer, four sapphires and 30 small rubies encrusted in
the saucer and some empty places for stones.”™® These Chi-
nese items, made of high-quality gold, were created in the
late 16th and early 17th centuries. They were meant as an
allegorical message of friendship and harmony. Each cup is
inserted into a see-through frame of the finest filigree work
in the shape of a blossoming six-petal mallow flower. The
two handles are twisted like flower stems. The saucers are
decorated with images of two serpentine dragons that have
four-fingered paws with claws. That is the second most im-
portant type of dragon in the Middle Kingdom. The use of
Inventory of 1788 of the precious such images was strictly regulated. The sym-
things brought to the Hermitage by bol and sign of the Chinese Emperor at the
Her Imperial Majesty in State Her- time was a dragon with five-clawed paws.

mitage archive. Fund 1. Inventory 6.
Lit. 3. No. 9. Vol. 1-2. Letter D. Members of the imperial family were con-

The Tretyakov Gallery Magazine #1(78) /2023

sidered lower in rank, just like the ruler of any other country.
The cups have empty sockets for stones, as mentioned in
the “Inventory of 1789” (“empty places for cabochons”), and
it can be assumed that, when the cups were presented, the
sockets were already empty, especially as the weight of the
exhibits remained practically unchanged. The saucers are
still decorated with precious polished cabochons, however:
red rubies and blue sapphires. The choice of colours was
not accidental, because the colours and minerals were only
allowed to be used by members of the Chinese imperial
family. The paired cups with saucers also signified recogni-
tion of borders, the equality of the neighbouring states and
agreement on peace and tranquillity. These gold filigree
pieces, decorated with precious stones, are true master-
pieces of Chinese jewellery art.
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< LWnadpok us rapaepoba
MNetpal
®dparmeHT ronyooro
y30pyaToro wenka
(kaMKka, amack) c y30pom
B BMAE N03bl C FPO3AbAMU
BUHOrpaga v TyllKaH4nKamu
Ha Hen

< Night Gown (schlafrock)
from the wardrobe of Peter |
Blue patterned silk (damask)
with a pattern of a grape vine
with jerboas on it
Detall

LLinacdhpok us rapaepoba
Metpal

Wenk: Kutan, XVII Bek
Mowwne: MacTepckasa nanata
Mockosckoro Kpemng,
1690-e rogbl

[ony6oi y3op4yatbii Wenk
(kamka, 4amack) C y30pom

B BMAE N03bl C FPO34bAMHU
BMHOrpaaa v TyluKaHYnkamu
Ha Hen

OnuHa (no cnuHke) — 186
ora

®oTo: A. /laBpeHTLEB

Night Gown (schlafrock)
from the wardrobe of Peter |
Silk: China, 17th century
Tailoring: Workshop Chamber
of the Moscow Kremlin, 1690s
Blue patterned silk (damask)
with a pattern of a grape vine
with jerboas on it

Back length: 186 cm

© State Hermitage,

St. Petersburg

Photo: A. Lavrentyev

ITOT XQNAT Yapb HOCKU/I 10 YTPam eLye B 4BOPLOBOM cesie [1peos-
paxeHckom nogd MockBo#.

B XVII — Ha4ane XVIll Beka ropros/isi LWesikom Obl/id MOHOMO/IMeNR
rocyaapcTBa v KUTAKMCKNIA y30pYQTbIN LIE/IK MPUMOOPETA/IN B KA3HY.
W3 Hero wunnm qoporne ogesHust 3Hatu, a ¢ 1690-x rogos no ykasy
yaps MNetpa AnekceeBn4a n3 TAKOM Xe TKAHW PA3HbIX UBETOB
wman haaru v 3HAMeHa noJIKoB.

The Tsar would wear this robe in the mornings even in the palace
village of Preobrazhensky near Moscow. In the 17th and early

18th centuries, the silk trade was a state monopoly and Chinese
patterned silk was purchased for the treasury. It was used to make
expensive garments for the nobility and, starting from 1690s, by
decree of Tsar Peter Alekseevich, flags and banners of regiments
were sewn from silk of different colours.

O HeKOTOPbIX LeHHbIX Oth1LNaNbHBIX U AUKOBUHHBIX NOAApKax KUTainckoro umnepatopa KaHcu poccuiickomy umnepatopy lMetpy |

B «Onucm 1789 r» — «NOpoOXHMEe MecTa AMs Kamyll-
KOB», — U MOXHO MPeAnO/IoXUTb: KOrAa Yalleyku 6biim
nogHeceHbl, BCTaBOK He Oblno, TeM 60o/iee YTo 1 BEC IKC-
NMOHaTOB MPaKTU4YeCKN HEe N3MeHUNCcs. A BOT 6/1t04euKun
00 CUX NOp yKpalleHbl AparoLeHHbIMU KaMHAMU — MOo-
NINPOBaHHbIMM KabOLIOHaAMMK: KpPacCHbIMK pyBUHaAMK U
CUHUMW candmnpamu, YTo He C/ly4aiiHO, MOTOMY YTO 3TU
uBetTa U MWHEpanbl pernameHTMpPoOBanoCb WMCMOMb30-
BaTb TO/MbKO Y/1eHaM KMTaNCKOM MMNEepPaToOpPCKON CEMbMU.
MNMapHble Yalweykn ¢ 6noguamm Obiin TakXe 3HaKamu,
CBUAETE/NbCTBOBABLUMMKM O MPWU3HAHMM FpaHuL, paBs-
HOMpPaBMWN COCeAHUX roCydapcCTB U LOroBOpe O Mupe
N CNOKOMUCTBMU. DTN 30M10Tble (PUANTPaHHbIE U34enus,
0EKOPUPOBaHHbIE AParoueHHbIMU KaMHAMU, SBNSIOTCA
WweneBpaMm KUTaiCKOro toBeIMPHOro MCKYCCTBRa.

TpeTbsakoBckasa ranepes N°1(78) /2023
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Maria Menshikova

Rare mechanical toys brought by the 1719-1721

embassy of Lev [zmailov

In subsequent years, Peter the Great sent missions
and caravans to China more than once. Each time, they
would return with expensive goods, silks, spices and nu-
merous curiosities.

In 1719, the Tsar equipped a large embassy to the
Qing Empire, headed by Captain Lev Vasilyevich Izmailov
(1685-1738). The disposition of the mission was friend-
ly. Interestingly, the Tsar himself wrote an accompany-
ing letter to the Chinese ruler in Russian and Latin. In his
message to Kangxi, Peter addressed him as the “Emper-
or of the Great Asian countries [“Lord” was crossed out -

T dkos HEYAEB (?) T Yakov NECHAYEV (?)
MexaHunyeckas urpyLuka — Mechanical toy —
KUTaCcKnii Kopabnumk ns cno- a Chinese ivory vessel,
HOBOW KOCTH, «MO30/I04EHHbIM “framed in gilded silver”,
cepe6poM onpaB/ieHHbIN», with swelled sails
C pacnyLweHHbIMU Napycamun St. Petersburg. 1730s
CaHkT-lMNeTepbypr. 1730-e Paper; watercolour, ink
Bymara, akBapensb, Tyllb © State Hermitage,
ors St. Petersburg
dorto: J1. Xenuu Photo: L. Heifitz

The Tretyakov Gallery Magazine #1(78) /2023

M.M.]. the true Bogdoy and Chinese Khan, our friend,
accept our amicable congratulations”. He signed the let-
ter with “Your Majesty’s good friend, Peter.”" Although
the main purpose of the embassy was to resolve any
issues with trade, even the accompanying papers that
Izmailov as ambassador received from the Royal Office
reflected Peter’s personal interests. Royal orders includ-

ed descriptions of items that were to be
found and purchased in the Qing Empire
and brought to Russia. Some were meant
to replenish the Tsar’s own collections in
St. Petersburg. The orders mention tents,
tapestries, models of vessels and houses,
dishes, household items, varnishes, bells
and much more of what the embassy tried
to acquire.”

The activities of Lev Izmailov’s embas-
sy are well documented and memoirs of
members of the mission have been pub-
lished. Those memoirs provided a detailed

This appeal and the words of the
Tsar are cited by different authors
in reference to letters written in
different years: for example, the
letter to Evert Ides of 1692 and
the letter to Lev Izmailov of 1719.
Perhaps Tsar Peter Alekseyevich
used to sign all papers sent to the
Chinese emperor in that manner.
See: Ysbrants Ides and Adam
Brand, Notes on the Russian
embassy to China (1692-1695).
Moscow, 1967. P. 383.

Central State Archive of Early Acts.
“Cabinet of Peter I” fund. Dep. I
Book 57. Sheet 72.
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noconbcTsoM JI.B. M3maiinosa 1719-1721 rogos

B nocnepyowme roabl npasnerHuna MNetpa | muccmn m
KapaBaHbl B Kutan oTnpaBnsanmMcb HeogHOKpaTHO. Kax-
AOblli pa3 NpUBO3NM AOPOrne ToBaphbl, LWeska, Cneuuu,
MHOTMOYUCNEHHbIE ANKOBUHKM.

B 1719 rogy uapb cHapsixaeT B LInHckyo nmnepuio
60/blIOEe MOCONLCTBO BO MlaBe C KanuTaHoM J1bBOM
BacunbeBnuem WMamannosbim (1685-1738). Hactpon
Muccumn 6bin gpyxecTBeHHbIM. MIHTepecHo, uto B Kutaii
6b1N10 OTNPaBNEHO CONPOBOANTENIBHOE MUCbMO CaMOrro
Llaps Ha PyCCKOM W1 Ha naTblHW. [1eTp Hanucan nocnaHue
KaHcu, o6paTtmBLunCh K HeMy «Bennkunx asmaykunx ctpaH
MmnepaTtopy [“IMNoBenuntento” 3a4yepkHyTo. — M. M.] Ha-
cToAWweMy 60raoNCKOMY U KUTaNCKOMY XaHy, ApYry Ha-
wemy, nobutenbHoe nosgpasrieHne...», a nognucancs
Kak «Bawero BenuuecTtBa go6poii npuatens Metp»™.
MoconbCTBO AOMKHO 6bINO peLlnTbL BOMPOCHI NO ypery-
NMPOBaHMIo TOproen. Ho gaxe B conpoBOAUTENbHbIX
6ymarax, AaHHbix n3 KabuHeta nocny J1.B. Iamaiinosy,
OTPasnNnCb UHTEepechl Laps. B uncne Hakasos nmetoTcq
ONnnCcaHusa NpeaMeToB, KOTOPbIE HY>XXHO HaWTW WU Ky-
nuTb B LInHCKOM nmnepun n npmeestn B Poccuio, B TOM
uncne ansa nomnosiHeHus cobpanuin Laps B CaHkT-le-
Tepbypre. B Hakazax ynomumHaloTCs nanaTtku, wnanepobl,
mMoaenu kopabnen n 4OMoOB, nocyaa, ObIToBbIE NpeagMe-
Thbl, @KW, KOTOKO/Ia U MHOroe Apyroe, 4To NoCoNbLCTBO
1 nocTapanocb Nnpuobpectn'?.

MpebbiBaHne noconbctea J1.B. N3mannosa xopoLuo
OCBELLEHO, U3AaHbl 3aM1CKN YieHoB MUccun. I3 Hux ns-
BECTHbI MHOIMEe NOAPOOHOCTU N3 XN3HU PYCCKUX B MNekn-
He 1 3anpeTHOM ropoge, o NnpuemMax 1 6/1aroCKOHHOCTU
mmnepartopa KaHcu, KOTOpbIM NO3HAKOMWUA NOC/a 1 ero
CNYTHMKOB CO MHOMMMMK goctonpumedaTenbHocTsaMu. K
COXa/leHWUIO, PEKOHCTPYMpPOBAaTh B LLe/IOM, UTO NPUBE3/I0
noconbCTBO N3mannoBa 13 Kutas, noka He ygaeTcs.

Ho 3a nocnegHune rogbl HEKOTOPbLIE YAUBUTE IbHbIE
n3gena obHapyXeHbl U UX UCTOPUS BOCCTAHOBMEHA.
3aechb Mbl paccMaTpmBaeM nNpefMeTbl, KOTOPblIe MOXHO
oxapakTepun3oBaTb Kak MeXaHW4Yeckme Kypbesbl Haya-
na XVIII seka.

Honroe Bpemsa 06 nx cywectBoBaHUM B COOpaHn-
ax my3eeB CaHkT-[NeTepbypra He 3HanNn, N UX UCTopus

6blna 3abbiTa. B onpepgeneHnn 3Ttom

370 O6palleHne 1 cnosa B NUCbMe
Laps pasHble aBTOPbI NPUBOAST B
rpamorTax, AaHHbIX B PasHble rofbl:
Hanpumep, N. Upecy B 1692 roay

n J1. amaiinosy B 1719 roay. Bos-
MOXHoO, uapb [NeTp AnekceeBuny
MNOANUCHLIBANCS Tak BO BCeX Oy-
Marax K KUTalickoMy UMnepartopy.
CMm.: M36paHT Uigec n Agam bpaHa.
3anuncku o pyccKoOM NoconbCTBe

B Kntaii (1692-1695). M., 1967.
C.383.

LIFAOA. ®@. <KabuHeT lMetpa I».
O71a. 1. KH. 57. /1. 72 06.

rpynnbl U3aennin NoOMOrnmM uccnegoBa-
HUa konnekuunii N2 n Mysesa aHTpono-
norun n aTHorpadum nmenu Metpa Be-
nukoro PAH (MAD PAH, KyHcTkamepa)
B CaHkT-lleTepbypre.

Llapb ctan cobupaTb BCEBO3MOX-
Hble PeaKoCTU AN9 CBOEW KONNeKuuu,
n B 1712 rogy, korga CaHkT-lNetepbypr
6bl/1 06BbABMEH CcToNMuuen, LeHHOCTU
«[ocynapeBa kabuHeTa» M3 MOCKBbI

nepeBesnu B ropopg Ha Heee. CHa4yana AMKOBUHKMK MO-
mecTtunn B JleTHnin geopel B JleTHem caay. B 1719 roay
cobpaHne nepeBenu 4YacTnyHo B KnkuHbl nanatbl, OHO
cTano ocHoBow ansa 6yayuleii KyHcTkamepbl — ykas 06
yUYpexXaeHu nepBoro pycCKoro yHMBEpPCanbHOro my-
3eq MNetp n3gan B 1714 rogy.

BocTouHble 1 KuTalickue npegMeTbl, nonagas B
Poccuio, okasbiBanuch B [etepbypre, B BeAeHUN Ka-
OuHeT-cekpeTtapa A.B. MakapoBa M ro-umHTeHAaHTa
MN.A. MowkoBa, MHOrMe gparoLeHHOCTM OCTaBanuchb B
CongHol KOHTOpe, pacnpegensanicbe Mexay Asopuamm

Akos HEYAEB (?)
MexaHunyeckas urpyLuka —
naocckoe 6oxectso Cu
BaHMmy, noBenutenbHuua
3anapa, c nepcMkamu B py-
Kax, netauwasn Ha heHukce
CaHkT-lNeTepbypr, 1730-e
Bymara, akBapens, Tylb
©rs

doro: J1. Xennduu

Yakov NECHAYEV (?)
Mechanical toy — Taoist
deity Mother Goddess of
the West Xiwangmu with
peaches in her hands, flying
on a phoenix

St. Petersburg. 1730s.
Paper, watercolour, ink

© State Hermitage,

St. Petersburg

Photo: L. Heifitz
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account of the life of Russians in Beijing and the Forbid-
den City, the receptions and favours of the Kangxi Emper-
or, who introduced the ambassador and his companions
to many sights in the Chinese capital. Unfortunately, it has
not yet been possible to fully reconstruct the list of things
Izmailov’s embassy brought back from China.

However, some amazing items have been discov-
ered in recent years and their history recovered. The
objects in question can be described as “mechanical
curiosities of the early 18th century”.

For a long time, no one knew they existed in the col-
lections of St. Petersburg museums and the story of how
and when they were brought to Russia was forgotten.
Study of the State Hermitage Museum and Peter the
Great Museum of Anthropology and Ethnography (Kun-
stkamera) collections in St. Petersburg helped identify
this group of items.

The Tsar began collecting all sorts of rarities and, in
1712, when St. Petersburg was declared the capital, the
valuables of the “Tsar’s Cabinet” were transferred from
Moscow to the city on the Neva. At first, the curiosities
were kept in the Summer Palace in the Summer Garden.
In 1719, the collection was partially transferred to the
Kikin House, marking the start of the future Kunstkam-

Maria Menshikova

Akos HEYAEB (?)
MexaHun4yeckas urpyuka —
BCagHUK-ronnaHpeuy
BE€pXOM Ha nowagu

Yakov NECHAYEV (?)
Mechanical toy —
Dutch Rider on a horse
St. Petersburg. 1730s
CaHkT-lMeTepbypr. 1730-e Paper, watercolour, ink
Bymara, akBapensb, Tylb © State Hermitage,
ors St. Petersburg

dorto: J1. Xenduu Photo: L. Heifitz

Many valuables remained in the Salt Office and were
distributed among palaces in the city and suburbs.™ The
Kunstkamera building on Vasilyevsky Island was found-
ed in 1718, but it was only after 1723 that the items would
be sentthere. Various archaeological oriental antiquities
were displayed in the Kunstkamera, including Scythian,
Iranian and Bactrian gold and silver items, ethnographic
exhibits, clothes, household items and much more. In
addition, at that time, the museum received many treas-
ures and curiosities.

Researchers do not always succeed in identifying
which artefacts were kept in Kunstkamera and which
remained in the court storerooms. Moreover, the fate
of the pieces was quite convoluted. The museum fire
of 1747 destroyed much of the collection, yet some of
the items survived. It was not until the reconstruction of
buildings and exhibitions that the oriental pieces began
to be displayed. Later, during the 18th and 19th centu-
ries, the exhibits repeatedly migrated from one museum
to another. Many rarities and oriental antiquities origi-
nally kept in the Kunstkamera were moved to the Her-
mitage as early as the reign of Catherine the Great.

We believe the mechanical toys were brought to
Russia by the embassy of Lev Izmailov. The Russian
guests were very favourably received by the Kangxi Em-
peror, who showed them his new workshops: one for
making painted enamels and another for blowing glass.
One of the emperor’s favourites was the clock work-
shop. Clocks were often sent to China from Europe as
gifts and were perceived as curiosities. Kangxi not only
collected clocks (especially those with complex mech-
anisms), but also founded a workshop in the Forbidden
City where the Chinese began to make their own clocks,
developing their own secret mechanisms. Perhaps it
was after visiting this workshop and inspecting the col-
lection that the Chinese Emperor decided to send sev-
eral clockwork toys as a gift to the Russian Tsar.

Kammerjunker Bergholz, who examined Chinese
crafts and gifts together with the Duke of Holstein in
Lev Izmailov’s house in Moscow before they were sent
to St. Petersburg, wrote the following in his diary: “[H]e
[lzmailov - M. M.] showed us many other curious objects,
such as, for instance, a model of a Chinese vessel (two
cubits long), with pointed stem and stern.”*

When Peter the Great was heading to

era. Peter issued a decree on the establishment of the  Astrakhan or on his return to the capital, 13. OlegNeverov, From the collection

. . . . . . of Peter’s Kunstkamera: Temporary

first Russian universal museum in 1714. he might have seen the toy mechanisms exhibition catalogue. Saint
Oriental and Chinese items brought to the Russian  as well as other items brought by Izmailov, Petersburg, 1992.

Empire would usually end up in St. Petersburg, under  who had just returned from China. Those 14 Friedrich wilhelm Bergholz, Diary

the jurisdiction of the secret cabinet secretary Alexey items were delivered to St. Petersburg ofthe kammerjunker Bergholz...

. 1858. In 2 vols. Vol. 2. Moscow,
Makarov and the court quartermaster Peter Moshkov. in 1722 and, apparently, handed over to 1858. P.112.
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HEM3BECTHbIN
XYLOOXHWK
DUrypka KUTasiHkn

UNKNOWN ARTIST
Figurine of a Chinese
woman with a bowl

C Yyaluei B pykax in her hands

CaHkKT- MeTtepbypr St. Petersburg. 1730s
1730-e Paper, watercolour, ink
Bymara, akBapens, Tyllb © State Hermitage,
ora St. Petersburg

®doro: J1. Xeiiduy Photo: L. Heifitz

B ropoge v npuropogax®. 3gaHune KyHctkamepbl Ha Bacu-
NbEBCKOM OCTPOBE 6bIs10 3an10XeHo B 1718 roay, HO aKc-
noHaTbl Tyda cTanu nocTynaTtb Aulb HavMHaa ¢ 1723-ro.
B KyHcTkamepe pa3mecTunvm pasimuyHble apxeosiornye-
CKMe BOCTOYHble OPEBHOCTM, B TOM 4uC/e CKUdCcKue,
npaHckume, 6akTpuiickne nsgenua ns 3o0n0Ta n cepebpa,
3THOrpadhmyeckne sKCnoHaTbl, ogexabl, npegmeTol ObiTa
1M MHoroe gpyroe. Torga >xxe B My3ei NOCTynuaIn MHOrme
OParoLeHHOCTU U AUKOBUHKMU.

MccnepoBaTtensam ganeko He Bcerga yaaeTcs Bbisi-
BUTb, KAKNE MMEHHO NMaMATHUKK XpaHUIUCb B KyHCTKa-
Mepe, Kakhe ocTaBannch B ABOPLOBbLIX KNagoBbix. Kpo-
Me Toro, cyabba Bewei 6bina cnoxHom. Nocne noxapa
B My3ee B 1747 rogy MHOroe cropeno, Ho 4YTo-To Bce-Ta-
KW COXpaHunocb. BocTouHble nsgennsa He BbICTaBAANMU
00 PEKOHCTPYKUNKN 34aHNi 1 akcno3unumin. [Notom, B Te-
yeHue XVIII-XX BekoOB, 3KCNoHaTbl HEOAHOKPATHO Mne-
pemeLianu ns ogHoro mysesa B apyroi. 13 KyHctkame-
pbl MHOFME papuUTEThbl U BOCTOYHbIE APEBHOCTMU Nonanu
B dpmutax ewe npu Ekatepune Il

Mbl npegnonaraeM, YTO MexaHUYeCKne WrpyLlku
6111 NpuBeseHbl B Poccuto noconbcteom J1.B. Uamaii-
nosa. Nmnepatop KaHcu 6/1aroCK/IOHHO NPUHAN pyc-
CKUX rocTeri. OH NoKazan UM CBOW HOBbIE MacTEpPCKUeE:
B OAHOV Aenanu pacnucHble aManu, B 4pyron BblayBa-
nn ctekno. OgHoOW N3 cambixX MOOUMbIX MMMEPaToOpPOM
6blna Mactepckas 4YacoB. Yacel B Kutan npuceinanu ns
EBponbl B kKa4ecTBe NOAAPKOB, K UX BOCMIPUHMMANN Kak
OVKOBUHKW. KaHCK He ToNbkKo cobupan Yacbl, 0OCOOEHHO
C MexaHu3mMaMu, HO 1 OCHOBaJ/1 MacTepCKyto B 3anpeT-
HOM ropofe, rae KuTtaliubl cTanu genaTtb CBOU Yachl, [0-
MOMHAA UX CekpeTaMn-mexaHmamamun. BepoatHo, nocne
MocCeLleHNsa 3TOM MAcTepPCKOW M OCMOTpa KOINEeKUun
KWTaANCKNiM umnepaTop oTnpaBua B NOAapPOK Lapto He-
CKOJMbKO 3aBOAHbIX UTPyLUEK.

B oHeBHUKe KaMep-toHKepa bepxronbua, ocmatpu-
BaBLUEro BMecTe C repuoromM MoAWTUHCKUM B siHBape
1722 ropa Bewu n nogapku ns Kutaa B gome J1.B. Us-
MannoBa B MockBe nepepf nx otnpaeskoi B Netepbypr,
ynoOMUHaeTcs: «...oH [Mamannos. — M. M.] nokasbiBan
HaM elle MHOro Mo6onbITHbIX NPeAMETOB, KakK Harnp.
MoOenb KUTAaMCKoro kopabnsa (4MHOK NTOKTS B ABa),
3a0CTPEHHOro crepean 1 csagu»™.

MeTtp | mor Buaete B MockBe y BepHyBLUErocs
n3 Kutaa nocna WM3mannoBa npuBe3eHHble WUrpyLu-
KW-MalUVHbI, KaK U Apyrve npegmetbl, KOrga Hanpas-
nanca B AcTpaxaHb MM yXe Mo BO3BpPALLEHMN B CTO-
nuuy. B CaHkrt-INetepbypr atn npegmeTbl 4OCTaBUAMU
B 1722 rogy wn, Bngmmo, cganu B COMSHYIO KOHTOPY
M.N. MowwkoBy, oTKyAa nx notom nepepanun B KyHCTKa-
Mepy M1 KaseHHble (ABOPLOBbLIE) KagoBble.

O HeKOTOPbIX LeHHbIX Oth1LNaNbHBIX U AUKOBUHHBIX NOAApKax KUTainckoro umnepatopa KaHcu poccuiickomy umnepatopy lMetpy |

Mocne kKoHuYuMHbI MNeTpa | 6onbloe cobpaHne n gpa-
roueHHocTn MN.U. Mowkos B 1725 n 1727 ropgax ns Cons-
HOM KOHTOPbI Nepeaan B HOBbIN My3€e.

[anee ncrtopusa stmx sKCNoHaToB CBA3aHa C MHTepe-
COM K KonnekunoHupoBaHuio Ekatepunnbl Il. B 1743 rogy
KO ABOpY uMnepatpuubl Ennsasetsl [eTpoBHbI NprbbIBa-
10T MONOAbIE BENNKNIA KHA3b MNeTp degopoBud 1 Benukas
kHArnHa ExkatepuHa AnekceeBHa (c 1762-ro umnepartop
Metp lll u uMmnepaTtpuua EkatepuHa Il). OHun xuByT B Opa-
HueHbayme, rge obpasyeTca «manbli ABop». Benukuii
kHs3b MeTp ®epoposuy (1728-1762) obyuaetcsa y 4. LLTe-
NnHa, nocewaeTt KyHctkamepy. Mo obpasuy Apyrmux es-
pPONeNCcKnx 4BOPLOB N, KOHEYHO, NO 06pa3uy CaHkT-le-
TepOypra Be/IMKOKHAXeCKas 4veTa nbltaeTca cobpaTtb B
OpaHneHbaymMe My3eil peakocTeil. To oTyacTn ypaet-
cq: B KapTnHHOM gome 6bina cosgaHa B 1750-x He60Mb-
was KyHctkamepa, oHa npocyuectBoBana o 1792-ro u
no ykasy EkatepuHbl |l pachopmmpoBaHa. BoaMoxHo, B
CBSI3M C MHTEPECOM K CO3[4aHMIO 3TOr0 ManeHbKoro my-
3eq B KoHLUe 1744 roga nocTynun «3anpoc

Ea W. B. lTocynapbiHn Benukoi KHSXHbI O 13- Hesepos O.5. 3 konnekuny Me-

TpoBCKoW KyHcTkamepsl: Katanor

HaxoOsdLWMXCA B KYHCTKaMepe 30M0TblIX,
cepebpsAHbIX U APYrMxX OOPOrnx BeLlaxs.
B otBeT 6bina cocTtaBneHa «Pocnuncb 30-
NOTbIM N CepebpsaHbIM BELLAM U OPOrMM

14. Bepxronby @.B. [lHEBHUK Ka-
Mep-toHkepa Bepxronbua... 1858:
B2T.T.2.M,1858.C. 112.

BpeMeHHol BbicTaBku. Cl6., 1992.

KaMeHbAM, XpaHALWNMCA B KyHCTKaMepe, B 15.  «Pocnunchk 30M10TbIM, cepebpsiHbIM

nonate 'M», nogaHHas 12 mapTta 1745 ropga.
3ta «Pocnuck 1745 r.» aBnaetca 6ecuen-
HbIM JOKYMEHTOM MO N3YYEHUIO NOCTYMMB-

LINX KOMMEeKLMIA'S, 1885. C. 54-75.
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BellaM 1 AparoLeHHbIM KaMeHb-
AM, XpaHawmmcs B KyHcTkamepe,
B nonate '™ // Matepuanbl ans

ncrtopumn Mmnepartopckoi Akage-
mum Hayk. T. VII. 1744-1745. CN6.,
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Peter Moshkov, who later transferred them either to the
Kunstkamera or the palace storerooms.

After the death of Peter the Great, Peter Moshkov
transferred, in 1725 and 1727, a large collection and jew-
ellery from the Salt Chamber to a new museum.

The further history of these exhibits was determined
by Catherine the Great’s love for collecting. In 1743, the
young Grand Duke Pyotr Fedorovich and Grand Duch-
ess Ekaterina Alekseyevna (future Emperor Peter Ill and
Empress Catherine ll) arrived at the court of Empress Eliz-
abeth Petrovna. They settled in Oranienbaum, forming
their own “small royal court". Pyotr Fyodorovich (1728—
1762), who studied under the academician Jacob von
Staehlin, visited the Kunstkamera. Following the example
of European palaces and, of course, that of St. Petersburg,
the grand ducal couple decided to assemble a museum
of rarities at Oranienbaum too. They were partly success-
ful: a small Kunstkamera was created in the Oranien-
baum Picture House in the 1750s and stayed open until
Catherine’s decree of 1792. Perhaps it was the dream of
creating the little museum that made the Duchess send

The Tretyakov Gallery Magazine #1(78) /2023

MexaHunyeckas nrpyLuka
«Kopabnb». Kntan

MNepsas nonosuHa XVIIl Beka
Cepebpo, xecTb, CnoHoBas
KOCTb, Nak, amanb, Wesk;
30/M104€EeHMNE, BBIKONOTKA,
rpaBMpoBKa, pe3bba,
pocnuck

© Mys3eli aHTpononorum

1 3THOrpaduu umeHu MNetpa
Benwukoro (KyHctkamepa)
Poccuiickolt akagemum Hayk,
CaHkT-lMNeTepbypr

MexaHun4yeckan urpyuka
«Kopabnb». Kutai
Mepsas nonosuHa

XVIIl Beka

Maria Menshikova

Mechanical toy “Vessel”
China

First half of the 18th century
Silver, tin, ivory, varnish,
enamel, silk; gilding,
hammering, engraving,
carving, painting

© Peter the Great Museum
of Anthropology

and Ethnography

(the Kunstkamera)

Mechanical toy “Vessel”
China

First half of the 18th century
Detail

dparmeHT

“the request of Her Imperial Highness the Grand Duch-
ess regarding the gold, silver and other expensive things
stored in the Kunstkamera”. In response, a “Catalogue of
gold and silver things and expensive stones stored in the
Kunstkamera, in the GG chamber” was drawn up, filed on
March 12, 1745. This “List of 1745” became an invaluable
document for the study of the received collections.”™®

As is widely known, during his journeys abroad in
1698-1699 and 1715-1716, Tsar Peter would visit local
Kunstkameras and get acquainted with many treasuries
of the European rulers. He paid special attention to the
methods of documenting the treasures, specifically the
inventories and the drawings of objects. Perhaps it was
the European collections that inspired the Tsar to organ-
ise the “accounting” of exhibits in his new museum.

Following the decree of Peter the Great, the Acade-
my of Sciences began to compile an inventory of items
that ended up in the Imperial Museum of St. Petersburg
as early as the 1720s. The second volume of that inven-
tory contained sections devoted to the Chinese exhibits.

Another vital initiative of Peter the Great related to
the collections was commissioning a series of watercol-
our drawings of the items in the collection from draughts-
men of the Academy of Sciences Drawing and Engraving
Chambers. Presently, more than 1,200 drawings in the
possession of the St. Petersburg branch of the Acade-
my of Sciences, the State Hermitage Museum, the State
Russian Museum and a number of other museums have
been catalogued, identified and described. Originally,
there were many more of them. More than 600 Chinese
objects can be found on 300 of the sheets." The group of
draughtsmen included A. Grekov, M. Makhaev, A. Polyak-
ov, E. Terentiev, G. Abumov and G. Kach-
alov. We should mention Yakov Nechaev

among others: he tried to reproduce the
Chinese inscriptions found on the items.
The watercolour drawings were meant to
be used to make engravings and as illus-
trations to the inventories. However, the
18th-century project of publishing draw-
ings together with the collection catalogue
was never destined to be completed. Still,
through comparing the existing drawings
with catalogue descriptions, as well as

15.

"Painting of gold, silver things

and precious stones stored in the
Kunstkamera, in the GG chamber”
in Materials on the history of the
Imperial Academy of Sciences.

Vol. 7.1744-1745. Saint Petersburg,
1885. P. 54-75.

Maria Menshikova, “Chinese

and Oriental Objects” in The
Paper Museum of the Academy

of Science in Saint Petersburg.
USA - Holland, Royal Netherlands
Academy of Arts and Science.
2005. P. 247-269.
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Kak nsBecTtHo, BO BpeMs NMOe3[0K 3a rpaHuly B
1698-1699 n 1715-1716 rogax uapb eTp AnekceeBnd
nocewian KyHCTKaMepbl M MO3HaKOMU/ICA C MHOMMMU
CoKpoBuWHNLamMm npaeutenen B EBpone. O6paTtna oH
BHMMaHMWe Ha (hMKCcauMio LLEHHOCTEN — onucK npegme-
TOB U UX PUCYHKW. BO3MOXHO, UMEHHO MO aHanorum c
eBpOonenckMMn cobpaHnaMn Llapb OpraHM30Bars «y4yeTs
NaMATHUKOB B HOBOM My3ee.

Mo ykazy lMetpa | yxe B 1720-e roabl B Akagemunmn
HayK HauYMHaloT COCTaBNATb ONUCH BeLLEW, OKa3aBLUMX-
ca B IMnepatopckom Mmy3ee [leTepbypra, HO Katanor
«Musei Imperialis Petropolitani» 6bi1 U3gaH ToNbKO B
1741-m (I Tom) n 1744-1745 rogax (Il Tom). Bo BTOpOM
TOMe BblAeNeHbl pa3fesbl, NOCBSALLEHHbIE KUTANCKNM
3aKCcnoHaTam.

OuyeHb BaXHO elle ogHO HaudnHaHue [lleTtpa |, cBa-
3aHHoe ¢ Konnekumnamu: B 1730-x — Havane 1740-x ronos
6bINN UCNOSTHEHbI aKBape/bHble PUCYHKU C BeLeit pu-
coBanblmMkamMn PucosanbHon u paBnpoBanbHoOW nanat
Axkapgemun Hayk. CeroaHs BbIABIEHO N OMMCAHO OKOJ10
1200 pucyHkoB B cobpaHun CaHkT-IleTepbyprckoro

O HeKOTOPbIX LeHHbIX Oth1LNaNbHBIX U AUKOBUHHBIX NOAApKax KUTainckoro umnepatopa KaHcu poccuiickomy umnepatopy lMetpy |

tdunmnana Akagemun Hayk, B D, TPM un page gpyrux
My3eeB. Ho 6b1/10 nx 3HaunTenbHO 6onblie. Ha MHOrnx
NNCTax y3HaBaeMbl KUTaNCKMe npeamMeThbl, UX MOXHO Ha-
cunTaTh 60nee 600%. Cpean pucoBanbmnkos — A. Mpe-
koB, M. Maxaes, A. lNonskos., E. TepeHTbeB, . AGyMOB,
I KayanoBs, cnegyet otmMeTntb fkoBa HeuyaeBa, KOTO-
pbii NbITanCcs BOCMPOW3BOAUTb KUTANCKME HaAMNUCK,
BCTpeyaBlnecsa Ha nsgenmax. C akBapesnbHbIX PUCYH-
KOB npeanonaranocb WCNOMHWUTb FpaBlopbl U MPoOun-
noctpupoBaTtb onucn. Ho B XVIII Beke npoeKkT nsgaHma
PVCYHKOB BMECTE C KaTasiorom He 6bin peanusoBaH. Co-
NOCTaBNAS COXPaHMBLLUMECH PUCYHKWU C KaTanoXHbIMU
onncaHMaAMK, a TakxXe C JOKYMEHTaMu, Mbl CMOTM/IN Bbl-
SBUTb U NOATBEPANTb MHOTME NCTOPUYECKNE PapUTeThI.

Cpean HuMx ocobyto rpynny npeacTaBnsioT KuTan-
CKMe MeXaHW4ecCKume WrpyLUKU: OHWU 3a-

CII)VIKCVIpOBa Hbl Ha 4eTblipex akBapengx, 16. Menshikova M. Chinese and
Oriental Objects // The Paper
Museum of the Academy of
Science in St. Petersburg» [My3ei
Ha 6ymare] USA — Holland, Royal

KoTopble XpaHaTca B 2. PUCYyHKM He noa-
nucaHbl, HO UX criegyeT paccMaTpuBaTtb
B KadecTtBe ogHon rpynnbl. 1o maHepe

Netherlands Academy of Arts and

n MacTepcCiBy WUCNOJIHEHUA UX MOXHO
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documents, specialists were able to identify many histor-
ical rarities.

The Chinese mechanical toys particularly stand out:
they were depicted in four watercolours currently stored
in the State Hermitage. Although not signed, the draw-
ings should be considered as a single group. The manner
and artistry of execution allow us to attribute them all as
the work of Nechaev.

Comparisons of the drawings and descriptions in the
“List of 1745” helped to identify the exhibits preserved
in the Kunstkamera and the Hermitage. Moreover, the
numbers in the “List of 1745” coincide with the numbers
written in ink at the bottom of the drawings.

For instance, No. 18 in the “List of 1745” indicates
the following: “A Chinese vessel made of ivory, framed
in gilded silver, with swelled sails. The human figures on
it, which are meant to depict either shipbuilders or mer-
chants, are made of ivory and amber. The entire vessel
moves with the help of wheels.”

The drawing (60 x 46 cm sheet) depicts a ship with
two sails; there is a gazebo with four pillars and a two-sto-
rey roof in the centre of the deck; in the gazebo, there are
two figurines of officials and one figurine of a young man;
on the bow of the vessel, we see a two-tiered hexagonal
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Maria Menshikova

< BcagHWKN — YUHOBHUKM < Riders (first-rank officials),
- NepBOro paHra — «CTaTynku - “figurines sitting on the
Ha 3Bepsax cugsawme» beasts"
MexaHnyeckne nrpyLkm Mechanical toys
Kutain. MiMnepatopckue China
macTtepckue. 1710-1720 Imperial workshops
Cepebpo, XecTb, CNoHOoBas 1710-1720
KOCTb, NaK, amanb, WenK; Silver, tin, ivory, lacquer,
30/104eHne, BbIKOMNOTKA, enamel, silk; gilding, hammering,
rpaBMpoOBKa, pe3bba, Pocnmchb engraving, carving, painting
©ra © State Hermitage,
®oro: M. Jemngos St. Petersburg
®parmeHTsl Photo: P. Demidov

Details

canopy with a flag fixed to it; there are four more figurines
of sailors on the deck. A line of waves is drawn on the
side of the vessel; horses galloping on the waves are at-
tached to the vessel’s board, two on each side; near the
deck railing on the outside, there are two long dragons. At
the board side, closer to the bow, there is a balcony with a
figure standing on it. Under the bottom of the ship, we can
see wheels. The vessel is painted in watercolour, a pencil
drawing of a grid and a sketch has been preserved. The
number “18” is written in ink at the bottom of the drawing.
The image is accurate, and we can assume that the vessel
was made of ivory, silver or gilded tin, ornamental materi-
als, possibly stones or amber, and was painted.

Three mechanical exhibits representing vessels with
wheels, which can be attributed to the first quarter of the
18th century, have been preserved in the Kunstkamera
collection. One of the descriptions reads: “Chinese clock-
work toy, a vessel model. Preserved on the deck are the
stern and central superstructures, seven crew figurines
and the front mast. Both gunwales are made in the form
of dragons; there are figurines of galloping horses on the
sides. Below are four wheels: two leading ones, one for
making turns and one supporting wheel under the bow
of the vessel."

No. 60 in the “List of 1745” is described as follows:
“A silver mechanism, moving on wheels, which repre-
sents a lady sitting on a flying peacock.”

The drawing depicts a Chinese woman sitting on the
back of a flying (?) phoenix. She is wearing a long Chi-
nese traditional dress with wide sleeves and a plumage
collar, has a put-up hairstyle, a narrow scarf flowing from
her shoulders. The woman holds a tray with two peach-
es. The bird has bright plumage with traces of blue,
green and red paint on a silver and gold background. Its
paws are extended backwards and we can see wheels
under its belly. Number “60” is written at the bottom of
the drawing.

The abovementioned “device” has also been pre-
served in the Kunstkamera and listed as “Clockwork Fig-
urine: Chinese Woman Sitting on a Peacock”. The woman
represents the female Taoist deity Xiwangmu, revered in
China: the Queen Mother of the West, the keeper of the
source and fruits of immortality, who, according to leg-
end, flies on a phoenix.

No. 63 is described as follows: “Device similar to
No. 60, representing a standing woman holding a glass
in her right hand, and extending her left hand.”
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aTpnbyTMpoBaTb Kak paboTy pucoBasbLlumnka dkosa He-
YyaeBa.

CpaBHeHMA PUCYHKOB W onucaHuii B «Pocnucu
1745 r.» NOMOIIN BbIABUTb CaMM 3KCMOHAaTbI, COXPaHUB-
wuneca B MAD PAH nT'9; 6onee T1oro, Homepa B «Pocnu-
cun 1745 r.» n HOMepa, HanncaHHble TyLWbIO Nog n3obpa-
XEHUAMN Ha pUCYHKaX, coBNagatoT.

Tak, nog N°18 B «<Pocnucwm 1745 r.» ykasaHo cnefyto-
wee: «<Kntanckuihi Kopabnmk n3 CIOHOBOW KOCTU, NO30-
NIOYEHHbIM CepebpOoM OMpaBfeHHbIR, C pacnyLleHHbI-
MM napycamu. Haxogswimnecs Ha OHOM 4esioBedeckue
durypbl, KOTOpble 3Ha4aT IM60 KopabenblnKoB, NM6O
KyMuoB, cAenaHbl 0THaCTM U3 C/IOHOBOW KOCTH, a oT4a-
CTU U3 AHTapSA, a BeCb Kopabsb ABUXETCA Crnocobom
Konec».

Ha pucyHke (nuct: 60 x 46) nsobpaxeH kopabnb
noAa ABYMA napycamu; Ha nanybe, B LUeHTpe, — 6ecef-
Ka Ha 4eTblpex onopax C ABYXbAPYCHOM Kpbilwein; B
6ecenke — ABe PUrypkn YUHOBHUKOB 1 OAHa dhurypka
MOJ/I040r0O YesIOBEKa; Ha HOCY — ABYXbAPYCHbIN WeCTH-
rpPaHHbI HaBeC, HA HEM yKpenneH ¢nar; Ha nanybe —
yeTblpe ¢urypkm matpocoB. Ha 6opTy msobpaxeHa
NINHWA BOJH; K 6OPTY NMPUKpPEN/IeHbl CKavyLine no Bosi-
HaM KOHW, MO ABa C Ka)40oW CTOPOHbI; y 60pTa, Y orpax-
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aeHna nany6bl, — NO OAHOMY A/IMHHOMY APakKoHy C
KaXK4om CTOPOHbI. ¥ 60pTa, 65imxe K HOCy, nusobpaxeH
6ankKoOH4YMK CO CTosLWeN Ha HeM curypoii. BHu3y, nog
OHuweM, BUAHbI Konecukun. Kopabnb HapucoBaH akBa-
penblo, COXPaHWU/CA KapaHAalUHbIA PUCYHOK CETKWU U
Habpocka. Noa pUCYHKOM TyLWbIO HanucaH HoMmep «18».
MN306paxeHne ToyHOoe, U Mbl MOXEM MNPeanonoXuTb,
uTO KOpabsib cMacTepmunM U3 CIOHOBOW KOCTU, Mocepe-
OpeHO’ NN 30/I04EHON XeCTW, NOAEOYHbIX MaTepua-
NOB, BO3MOXHO, KAMHEN, AHTapsa 1 packpacunu.

B konnekunun KyHcTKaMmepbl COXPaHUINCh TPU MeXa-
HMYECKMX 3KCMOHaTa B BuAe kopabimka Ha Konecax, Ko-
TOpble MOXHO OTHeCTU K nepson yetBeptn XVIII Beka.
OguH onucaH Kak <«urpyllka kutalickag 3aBoAHas,
Moaenb cyaHa, Ha nanybe COXpPaHUIUCb KOPMOBas U
LeHTpanbHaa HaaCTPOMKKN, CeEMb (hUryp KomaHAabl, ne-
peaHsas madta. O6a cdanbwbopTa caenaHbl B BUAe gpa-
KOHOB, Ha 6opTax (Urypku ckadywmx KoHen. BHu3y
yeTblpe Koseca, ABa BeAyLmx, ogHO A9 NOBOPOTOB U
OAHO ANS ONOopbl NO4 HOCOBOW YacTbio CyaHa».

Moa N°60 B «Pocnucu 1745 r.» 3anncaHa «Mawwm-
Ha cepebpsHas, Ha Kosecax ABMXYLlasacs, Kotopas
npeacrtaBngeT XEeHLWMWHY, Ha neTalowem naBanHe cu-
OALLYIO».
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The drawing depicts a standing Chinese woman
in a long traditional Chinese dress with wide sleeves,
a waistcoat on top of the dress, plumage collar and a
narrow light scarf flowing from her shoulders. The chi-
gnon hairstyle, similar to the lady from the previous
drawing, is bunched up, with a strand of hair falling
down. She is wearing earrings. In her right hand, she
holds a bowl on a lotus-shaped stand; her left hand
is raised up to her shoulder. We can also see a small
pointed-toed lotus shoe peeking out from under her
dress. The vest is decorated with flower branches (rep-
resenting embroidery). The number “63” is written at
the bottom of the drawing.

The inventory of the Kunstkamera has this item list-
ed as “a clockwork figurine of a Chinese woman with an
ivory face; when the machine is wound, the lady figurine
waves her hand as if powdering her face with a powder
puff.”

The Tretyakov Gallery Magazine #1(78) /2023

Maria Menshikova

< BcapgHuua Ha nowagm, < Womanriding a horse

- WrpaloLlas Ha NioTHe - and playing the lute
MexaHunyeckas urpyLuka Mechanical toy. China
Kutaii. MMnepaTopckue Imperial workshops
mactepckue. 1710-1720 1710-1720
Cepebpo, XecCTb, CTOHOBax Silver, tin, ivory, lacquer,
KOCTb, Nak, aMalb, WesK, enamel, silk, corals; gilding,
KOpansbl; 30/104eHue, hammering, engraving,
BbIKOMOTKA, rPaBnpoBKa, carving, painting
pesbba, pocnuch © State Hermitage,
©ora St. Petersburg
®dorTo: B. TepebeHunH Photo: V. Terebenin
®parmeHTsl Details

No. 65 in the “List of 1745” says: “a machine similar
to No. 63, representing a man sitting on a horse hitting
cymbals.”

The depicted horseman has some distinctive features:
it is a European man wearing high, red saffian boots with
spurs, breeches similar in cut to Dutch trousers, a short
jacket with a large collar and a fringe, with buttons in front,
and a stovepipe hat with a brim. The rider holds a round
object and a stick (?). Behind him is a branch of a blooming
tree. The horse is grey, with a gilded metal harness with
red trim and a red bridle; a red tassel hangs down under
its head; its hooves are golden. The horseman is sitting on
a gilded saddle and there is a horse blanket with a fringe,
embroidered with flowers, under the saddle. Below, under
the blanket, we can see the wheel. The number “65” is
written in ink at the bottom of the drawing.

The four drawings presented here depict items stored
in the Kunstkamera. All the figurines have mechanisms
that are wound with a key and a spring. They were made in
China and, judging by their stylistic features, they belong
to the late 17th to early 18th centuries of the Qing Dynasty
(1644—-1911), the reign of the Kangxi Emperor (1662-1722).
The items are made of thin copper tin, with silver plating,
gilding, paint, engraving used in the decoration, as well as
ivory, corals, kingfisher feathers, silk and other materials.

There are other items that can be grouped togeth-
er with the drawings and the toys from the Kunstkamera
described above: for instance, the three mechanical fig-
urines kept in the State Hermitage Oriental Department.
One of them is a Chinese woman sitting on a horse.
The woman holds a stringed musical instrument called
a “pipa". The other two toys represent Chinese officials
riding a mythical Qilin beast. All three have mechanisms
that are wound with a key and a spring. They were made
in China and their stylistic features allow us to attribute
them to the late 17th or early 18th centuries, the Qing
Dynasty, the period of the Kangxi Emperor’s reign. The
mechanisms are made of copper tin, with silvering, gild-
ing, paint and engraving used in the decoration, as well
as ivory, corals, kingfisher feathers and silk. As the figu-
rine of the female rider is very similar to the images of the
European horseman and the Chinese woman in the draw-
ings’, it can be argued that the heads and
hands of all the toys were made of ivory,

that ink-sticks were carved to create the
hairstyles and hair, that the bridles of the
horses were made of small coral beads
and the tails and manes of the animals

Maria Menshikova, Exotic and
Lavish China. Knowledge of the
Orient: the exhibition celebrating
the Year of Peter the Great in the
State Hermitage. St. Petersburg,
2022.
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PrucyHOK nsobpaxaeT KUTasgHKY, CUOSLLYIO Ha Chu-
He netawero (?) deHunkca. XeHwunHa oageTta B ANMHHOE
KUTacKoe nnaTbe C LWMPOKMMWU pyKaBamMu U BOPOTHMU-
KOM-OMNepeHneM, MMeeT BbICOKYK MpUYecKy, 3a nne-
yaMn y3kKuin netawmin wapd. B pykax gepXxut nogHoc
C ABYMSA nepcukamu. Y Ntuubl gpKoe onepeHune, cnegbl
KpacCKW CUHEro, 3e/1eHOro, KpacHoro LBeToB Ha cepe-
6pAHOM 1 3010TOM (QOHE, Manbl BbITAHYThl Ha3aa. [log
6PIOLKOM BUAHbBI Konecuku. Nog pucyHKOM HanmcaH Ho-
mep «60>».

DTa «MalKMHa» Takxe coxpaHunacb B KyHCcTkamepe
M 3anucaHa Kak «3aBogHas durypka: KutagHka, cuasa-
wasa Ha naBnuHe». MNepeg Hamn nodntaemoe B Kutae
XXEHCKoe pgaocckoe 6oxectBo Cu BanHmy — noenu-
TenbHUUa 3anaga, XpaHuUTeNnbHUUA UCTOYHMKA W MNNo-
noB 6eccMmepTtud, KoTopad, NMo jereHgaM, neTtana Ha
dheHmnkce.
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Moa N°63 ckasaHo: «MalumMHa Takas Xe, Kakasa rnog
N°60, npeacTaBnaoLWas XeHLWMHY CTOSALY, KoTopas
B NPaBOW pyKe AEeP>XWUT CTaKaH, a 1eByIo NPOTSHYya».

Ha pucyHke — cTosdwan K1TasaHka, B A/IMHHOM Tpa-
OVLUMOHHOM KUTANCKOM MAaTbe C LUMPOKUMW pyKaBamu,
noBepx NaaTbs HaAeT XWUeT, y ropna — BOPOTHUK-ONe-
peHue, 3a nnedyamn yskumn nerkmin wapd. MNpuyecka ¢
LWMHBOHOM, KaK Y KUTasgHKW Ha NpeablgyLeM PUCYHKe,
yKpallueHa ny4ykoM, BHU3 cnyckaeTca npsagb. B ywm sge-
Tbl cepbru. B npaBoi pyke oHa AepXWT vally Ha nog-
CTaBke B BMAE /10TOCa, NeBas pyka NogHAaTa BBEPX K
nneyy. BHn3y, n3-noa nnatbs, BUAHa MasnieHbkasa OCTpO-
Hocas notocoBada Tydenbka. XXuner ykpalleH BeTkamu
C uBeTamu (M306paxaloT BbILWMBKY). [1og pUCYHKOM Ha-
nucaH Homep «63».

B onncm KyHcTKkamepbl oHa ynomsaHyTa Kak «3aBoa-
Hasa urypka: KuTagHka C IMLOM U3 C/TIOHOBOW KOCTH,
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were made of silver wire. The movements of the figures
are also similar. Unfortunately, the Hermitage never re-
ceived the clockwork keys. For the 350th anniversary of
Peter the Great, this jubilee year, the three toys and their
mechanisms have been restored by the State Hermitage
Museum and can now be wound up. When that happens,
the toys not only move on wheels, but the animals move
their necks, heads (or jaws), legs and tails; the heads of
the human figurines sway and their ivory arms swing. Per-
haps the figurines were originally also playing the musical
instruments they are holding. Another important similari-
ty: it seems that the artists commissioned to draw the ob-
jects from the Kunstkamera collection tried to convey the
actual dimensions of those objects and depicted them
in full size when possible. The actual size of the horse
rider and the horsewoman are exactly the same as their
images in the drawings. Since the 1930s, three figurines

were stored in of the Special Jewellery

Storeroom of the Oriental Department and

AnTteyHbIli cocyn

C KPbILWKOW, C U306paxxeHnem
Ha TynoBe POCCUNCKOro
rep6a c AByr/1aBbIM OP/IOM
Kwuraii. 1700-1710-e
®apdop, rnasypes,
HaarnasypHas pocnucb
3ManeBbIMU Kpackamu,
30M104eHne

BbicoTa (c kpbiwkon) — 21,5
ora

®doTo: J1. Xerhuny

Maria Menshikova

Medicine vessel with

a lid and an image of

the Russian coat of arms
with a double-headed eagle
China. 1700-1710s
Porcelain, glaze, overglaze
painting with enamel
paints, gilding

Height (with the lid) 21.5 cm
© State Hermitage,

St. Petersburg

Photo: L. Heifitz

State Hermitage archive. Fund 1.
Inventory 6. Lit. 3, D.

Maria Menshikova, Exotic and
Lavish China. Knowledge of the
Orient: the exhibition celebrating
the Year of Peter the Great in the
State Hermitage. St. Petersburg,
2022.P.78-83.

were believed to be silver. They were also
listed as silver in the “List of 1745”. The au-
thor managed to find the earliest mention
of them in the Hermitage collection. It was
during Catherine the Great’s reign, when
they were transferred to the museum from

The Tretyakov Gallery Magazine #1(78) /2023

Uzpenns us kutaiickoro ¢hapgopa, 8 Tom yucne 6aHKU 4719 CHAAO-
Ounii v 1ekapcT., Obl/v KynaeHb! A4/15 OCHALeHns anTek B Mockae
o ykasy yaps lNetpa Anekceesunya Ha pybexe XVII-X VIl sekos
Ha Beppsx OCT-VIHACKON KOMaHn B AMcTepaame.

lMepseie antekn CaHkT-NeTepbypra B [1eTponaBi0BCKON KPenocTH
TAKXKe yKPaCu/im KUTANCKumM apgopom. B HacTosiee Bpems 13-
BECTHbI BE OCHOBHbIE hOPMbI TAKUX COCYAO0B — LMTUHAPUYECKMNE
BbICOKME «GAHKWU» M BA3bI C rPYLUIEBUAHBIM TY/IOBOM, C KPbILUKAMMU,
KoTopble B Poccun nepenesisiBanv B KyBLUNHBI.

Items made of Chinese porcelain, including potion and medicine
bottles, were purchased to equip Moscow pharmacies by decree
of Peter the Great at the turn of the 18th century from the East
India Company shipyards in Amsterdam. The first pharmacies of
St. Petersburg in the Peter and Paul Fortress were also decorated
with Chinese porcelain. There are two main forms of such bottles
currently known: high cylindrical “jars” and pear-shaped vase-like
bottles with lids, which were made into jugs in Russia.

the storerooms and became part of the exhibition, which
is indicated in the “Inventory of Precious Things” that was
first written in 1789 “one male figurine on a beast (No.
129) and “two Chinese copper figurines, females with
ivory heads and hands, one sitting on a horse, another
sitting on a beast” (No. 242).

Recent studies and the restoration of these three fig-
ures have made it possible to correct some inaccuracies
made in the Inventory of 1789, caused by the unsatisfac-
tory condition of the objects, especially of the two figures
“on the beasts”. It turned out that both sculptures depict
men, not a woman and a man. These two are officials of
the first rank. One is military, the other civilian, which is
evident from the images engraved on their robes: a Qilin
and a crane, respectively.” In addition, the peculiar hair-
pin-hats that used to be fixed on the heads of the beasts
have now been placed on the heads of the riders.

The fact that the figurines are very similar in style,
materials and mechanical workings, as well as the fact
that no similar toys were found in any other collection,
leads us to the conclusion that they belong to a single
group of exhibits.

The drawings and the items found in the museum col-
lections suggest that, in the first quarter of the 18th cen-
tury, there were at least 11 Chinese toys (or “machines”,
as they used to call them in the 18th century) in the pos-
session of Peter the Great. The described group of ob-
jects belongs to a single collection of the rarest Chinese
mechanical curiosities. They were not simply found in the
Kunstkamera and Hermitage collections, but carefully re-
stored. Their present appearance brings them as close to
the original as possible. Most importantly, the clockwork
mechanisms have been restored, allowing the toys to
“learn” to move again.

Published: Tretyakov Gallery magazine. 2022. #2.
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BO BpeM4a AeiCcTBMA hurypka nomaxmBaeT PyKOn, TOu-
HO MYAPUT NNLLO MYXOBKO».

B «Pocnucu 1745 r.» nog N°65 3anmncaHa «MawumHa,
nono6Hasa N°63, npeacTaBnstowWasn YenoBeKa, Ha KOHe
CMOALWero n B Tapenku 6bloLero».

BcagHuk Ha nowagun y3HaeTcs Ha pUCyHKe. 970 eB-
poreel B BbICOKMX KPACHbIX CathbsHOBbBIX CanoxXkKax
CO Wnopamu, B WapoBapax, NO NOKPOK MOXOXWUX Ha
ronnaHAckme LWTaHbl, B KOPOTKOW KypTKe (C 60/1bLINM
BOPOTHUKOM 1 6axXpoOMOit), 3acTermBatoLLeiics Ha nyro-
BULbI CNepeau, B WAane-unanHape ¢ Noasamu; B pykax
OH OEpPXUT KPYrnblidi npeagmMeTt u nanouky (?). 3a cnu-
HOW y BCafHUKa — BeTKa uBeTyLlero gepesa. Jlowaab
cepasd, B cOpye M3 30/10MEHOIr0 MeTasna C KpacHom
OTAENKOW, C KPACHOW y3[4e4YKOn; BHU3Y, NoA rofioBoMu,
noaBelleHa KpacHas KNCTb; KoMbiTa 30/104eHble. Bcaga-
HUK CMAUT Ha 30/104EeHOM ceane, nog censioM nornoHa
c 6axpoMoli, pacwmtaa usetamn. BHn3y, nog nonoHom,
BMOHO Konecuko. [og pucyHKoOM HanmcaH HoMmep «65».

MpepacTtaBneHHble 4YeTbipe puUcyHKa usobpaxkatoT
n3genusa, xpaHawmecsa B KyHcTkamepe. Bce durypknm
MMEIOT MeXaHU3Mbl, KOTOPbIE 3aBOAATCS MPU MOMOLLM
Kto4a u Npy>XMHKK. BeinonHeHbl oHM B Kntae, oTHOCAT-
Csl MO CBOUM CTUNIMCTUYECKMM OCOOEHHOCTAM K u3ge-
nuam koHua XVII — Havana XVIII Beka, auHactum LUunH
(1644-1911), k nepuoay npaBneHnsa nmnepaTtopa KaHecum
(1662-1722). CoenaHbl OHWU N3 TOHKOW MEeAHON’ XecTu,
B OTAENKE WCMNOo/b30BaHbl cepebpeHne, 30/04eHune,
Kpacka, rpaBMpPOBKa; C/IOHOBAsi KOCTb, KOpassbl, ne-
pPbs 3MMOPOAKaA, WeK U Apyrne matepuansl.

Kpome pUCYHKOB 1 TEX UrpYyLLEK, YTO COXPAHUNIUCDH
B KyHCTKamepe v onucaHbl Bbllle, UMEOTCA NpeaMeThl,
OTHOCSAILLMECH K TOM Xe rpynne BeLwen. 910 Tpu puryp-
kn n3 '3, xpaHawmeca B Otgene Boctoka. OgHa mn3
HUX — MexaHM4ecKasa UrpyLlka B Buae KUTagaHku, cuaa-
Len Ha nowam; XeHLWmnHa AePXUT B pyKax CTPYHHbIR
MY3blKasnbHbIA MHCTPYMEHT MNOA4 Ha3BaHUEM «Mnunax.
Opyrne gBe uUrpywkn nsobpaxatoT KutanueB-4nMHOB-
HWKOB, CUAALLMNX BEPXOM Ha MUpUYeckoMm 3Bepe uu-
nuHe. Bce Tpn MMeOT MeXaHU3MbI, 3aBOASALLMECA NPpU
MOMOLLM K/0Ya U NPY>XUHKK. BeinonHeHbl oHu B Kntae,
OTHOCSATCA MO CBOUM CTUIUCTUYECKUM OCOBEHHOCTAM
K nsgennam koHua XVII — Havana XVIII Beka, guHactum
LunH, kK nepuogy npasneHna nmnepatopa Kancu. Cpge-
NaHbl OHU N3 MEAHOW XeCTn, B OTAENKE NCMO/Ib30BaHbI
cepebpeHune, 30/104eHMe, Kpacka, rPaBMpPOBKaA; C/TIOHO-
Bas KOCTb, KOpan/bl, Mepbsa 3MMOPOAKA, WesnkK. Tak Kak
hurypka BcagHuLUbl 6/1M3Ka K MU306paxxeHnaM BcagHu-
Ka U KUTaAHKN Ha pucyHkax', MOXHO yTBepXAaTb, YTO
ro710Ba U PyKW y BCEX YNOMSHYTbIX UIpYyLIEK CAenaHbl
N3 C/IOHOBOW KOCTW, MPUYECKM 1 BOMOCHLI cchopmoBa-
Hbl U3 TyLIW, Y3[4e4KU nowanen HabpaHbl U3 MeNKux
KOpannoBblX OYCUH, XBOCTbl U FPUBbI XWBOTHbLIX Bbl-
NoMHEHbI U3 cepebpsHon npoBonokun. OguHaKoBbIMU
6b1nn 1 aBmXxeHna durypok. K coxaneHuio, B I'D 3a-
BOAHbIE KoUK He nepeganun. K obnnenHomy rogy — K
350-netuio MNeTtpa Bennkoro — Tpu UrPyLLKKN N NX Mexa-
HM3MbI ObINIM OTPeCTaBpPUPOBaHbLI B [, Tenepb NX MOX-
HO 3aBecTn. Korga nrpyLlwkun paboTatoT, OHU He TONbKO
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nepemeLLalnTca Ha KOMecmnkKax, HO Y XXMBOTHbIX ABUra-
IOTCHA Wen, ronoBbl (HENCTH), HOMN, XBOCThI; Y Yeno-
BEYEeCKNX PUrypoK KayatTCsa rofioBbl, ABUraloTCa KO-
CTAHble py4kuU. BepoaTHO, hurypku pydykamu urpanu
Ha My3blKanbHbIX NHCTPYMEHTaX, KOTOPbIE OHW AepXar.
CyuiecTByeT 1 ele ogHO CXOACTBO: MOXOXe, YTO Xy-
OOXHWKU, pucoBaBlUMe npeaMmeTbl U3 KyHcTkamepebl,
cTapaancb nepepaTb UX pasmMepbl U MO BO3SMOXHOCTHU
n3obpaxanu u3genna B HaTypasbHYIO BENUYUHY. Tak,
pasmMmepbl UrpyLllek BCagHMKa U BCafHULbI coBMagatoT
C ns3obpaxeHnamm Ha pucyHkax. C 1930-x rogos Tpu
PUrypkm Haxognnucb B hoHAax ocoboii KnagoBow
OTpena Boctoka n cuntanncb cepebpaHbIMU; Kak ce-
pebpsiHble OHM Oblnn ykasaHbl U B «Pocnuncn 1745 r».
Ypanocb HaliTM 1 caMoe paHHee YNOMUHAHME O HUX B
Konnekumm dpmutaxa. OHM OblIn NepeHeceHbl B «Ap-
MuTax» npu EkatepuHe Il n3 kNagoBoi N NOMELLEHbI B
cobpaHune, o Yem ecTb 3anucb B «ONncK gparoyeHHbIM
BelaM», HayaToi B 1789 roay': «ogHa ctaTyiika MyX-
ckasi Ha 3Bepe» nog N°129 u «aBe crtaTtynku MegHble
KUTaNCKne, XeHCKMe, C roloBamMu U pyKkamMun KOCTSHbI-
MU, CUAALME, U3 HUX OfHA Ha floWwaaun, Apyras Ha 3Be-
pe», nog N°242.

B HacTofillee Bpemsa B pe3ynbrate U3YUYEHUs U
pecTaBpauum 3TUX Tpex GUryp MoXHO MCNpPaBUTb He-
KOTOpPble HETOYHOCTHU, KOTOPblEe BbINK CAenaHbl ewe B
«Onuncun 1789 r.», uto 6bINIO CBA3aHO C COCTOAHMNEM CO-
xpaHHocTn npeameToB. OCO6EHHO 3TO KacaeTca ABYX
duryp «Ha 3Bepsix». Okazanochb, 4To o6e CKynbnTyphbl
N306paxaloT MYXUNH, @ HE XEHLLMHY N MYXUUHY. DTO
UMHOBHUKW MEPBOro paHra, OAVWH BOEHHbIW, OpYyroi
rpaXaaHCKui, 4To onpeaensaeTcs no rpaBUpPoBaHHbIM
N306paxeHUaM Ha WX Xanatax: UWAWHA K XypaBns
COOTBETCTBEHHO'. KpoMme Toro, xapakTepHble 3aKofl-
KN-lanoykn 6biNuM 3akpenneHbl Ha ronoBax 3Bepen,
cenyac nx NOMeCcTUM Ha roNOBbl NePCOHaXeN.

To, UTO hMrypKM NO CTU/IKO U MaTepuanam U3roTos-
NEeHNs, N0 MEXaHNU3MaM OYEHb NMOXOXMW, a TakXe TO, YTO
HW B OOQHOW APYroi KOoNnekKunm Ham He yaanocb HauTm
aHaNorM4YHbIX UrpyLllek, No3BoONseT caefnaTb BbIBOA:
3TO eAnHaga rpynmna 3KCNoHaToB.

Mo pucyHkam ¥ BbIIBMIEHHbIM BellaM MOXHO CYy-
OnTb, 4TO B Konnekuun lNetpa Benukoro B nepsom
yeTtBeptn XVIIlI Beka 6bl/10 HE MEHbLUE OAMHHaALAaTH
KUTANCKUX UFPYLLIEK, UM «MaLUMH», KaK WX Ha3biBanu
B XVIIl Beke. OnucaHHasa rpynna naMsaTHUKOB SBNAHA-
eTcqa eAMHON KoNnekumen pegyanlimx KUTamcknx me-
XaHUYeCKUX Kypbe3oB. OHU He TONbKO BbIiB/IEHbl B
cobpaHum MA3 PAH un B konnekuun N,

HO OTpecTaBpPUPOBaAHbI, X BHELIHUIA BN,

17.  MeHbwmnkosa M./1. ANKOBUHHbLIN

MaKCUMasibHO MPUBMIMXEH K U3HAaYab-
HOMYy, a [/flaBHOE, OTPecTaBpMpPOBaHbI

v poporow Kutaii. 3HaHus o Boc-
Toke: K BbicTaBke B pamkax roga

MeTpa Benukoro B locynapcTBeH-

MeXaHU3Mbl, N UTPYLLKN CHOBA «Hay4Wn-
NnNCb» ABUraTbCA.

19. MeHbwmnkosa M./1. ANKOBUH-
Hblli 1 goporoi Kutaii. 3HaHus

Hom DpmuTaxe. Cl16., 2022.

18. Apxus 3. ®.1.0n. 6. JuT. 3,D.

o BocToke: K BbicTaBke B pamkax
ropa NMetpa Benwukoro 8 locynap-
cTBeHHOM dpmuTaxe. Cl6., 2022.

Ony6nukosaHo: TpeTbsikoBckas ranepes. 2022. N°2. C.78-83.
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Cyz[I)Ga OpTpETA

Kcenus Aumonosa

BCE, Kmo pa6oma/1 KOZ()LI—HU6O Héla HAYYHbIMU Kamajaozamu My.?CﬁHblx CO6‘DaHM1:l, noHumarm, 4¥mo
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FoToBA K M3paHuio Katanor pycckoi ckynbntypbl XVIII—
XIX BekoB 13 cobpaHusa focygapcTBeHHOW TpeTbakoB-
CKOW ranepewn, Mbl, eCTECTBEHHO, 3aHMManncb Hacne-
anem Bblgatowerocs ckynbntopa Pegorta VMBaHoBuua
LLly6uHa. B My3ee xpaHuTca obLumMpHas ranepes Bbinosi-
HEHHbIX MacTepoM MOPTPETOB rOCyAapCTBEHHbIX Ae-
arenen, BUAHbIX OeATeNen pPyCCKOW KynbTypbl BTOPOM
nonosuHbl XVIII ctonetna: 6patbeB rpacdos OpnoBbIX,
BOEHa4aslbHNKOB, Y4aCTHWUKOB ABOPLOBOro NepeBopo-
Ta 1762 roga; KpynHoOro gunsoMara BuLe-KaHunepa KHa-
39 A.M. lTonuubiHa; BNnagenoua ypanbCKUX U CUOUPCKUX
pyoHukoB H.A. [leMngoBa; y4eHOoro, noata U XyaoXHUKa
M.B. JTomoHOCOBa 1 MHOrux gpyrux. Msyyaqa teBopue-
cTBO LLly61Ha, HEBO3MOXHO ObI/1I0 HE 3aUHTEpPECOBaTb-
ca cyabOoit O4HOro U3 pPaHHMX ero NpPousBefeHun —
noptpeta EkatepuHsbl I, ucnonHenHoro B 1771 rogy ewe
MOM0AbIM TaNaHTIMBbIM CKY/TbMTOPOM.

BecHa 1767 ropga. OkoH4YMB C oTnmMumem Akape-
MUIO XyOO0XECTB U MOYy4YMB NPaBO Ha MEHCMOHEPCKYIO
noesaky 3a rpaHuuy — Bo ®paHuumio n Utanumio, 23 mada
Ly6uH Bblexan n3 CaHkT-lNetepbypra. 12 uvonsa oH
npubsbin B lMapux, roe Ao/mKeH Obll COBEPLUEHCTBO-

locynapcTBeHHada TpeTbAKOBCKada ranepes
Mockga. doTtorpacua

State Tretyakov Gallery
Moscow. Photograph

BaTb CBOE MacCTEepPCTBO MOA PYKOBOACTBOM OAHOMO 13
BeayLwmx tpaHuy3cknx ckynbntoposB X.-b. Muranga u
nocewaTb knaccbl KoponeBckon akageMmm X1BOMUCK
N CKynbnTypbl. Yepes Tpu roga, B Hoab6pe 1770-ro, ang
Npoao/IKEHUA cBoero o6pasoBaHMg OH Npuexan B Uta-
nwio. B 1771 rogy Bo BpeMa npebbiBaHnA B Pume LLyGuWH
co3gan B mpamope 6tocT EkatepuHsbil Il, ncnonHWB 3akas
MBaHa MBaHoBuya LLlyBanoBa — nepBoro kyparopa Mo-
CKOBCKOIO yHMBEpCUTEeTa, OCHOBaTeNnd W npesvpeHTa
Mmnepatopckon AkageMmn xygoxecTs, BUAHOIO MeLe-
HaTa.

Honroe Bpems, BNioTb Ao OKTAGPbCKOW peBOio-
umn, nopTpet EkatepuHsbl Il Haxogmnca B NeTpoBCKOM —
MMeHUn KHa3el lonuublHbiX nog MockBoii (cecTpa
N.N. LLlyBanoBa 6blna 3aMy>XeM 3a KHA3eM [onmubiHbIM).
lNocne peontounn ero cnegbl tepsatoTcsa. O6HapyXnTb
3ameyaTenbHoe NpousseaeHune 6b110 6bl 60NbLLION yaa-
yen, N COTPYAHUKK, paboTaBLUMe Haf KaTanoroMm, peLum-
v nonbitatbcqa. MHnMumatopom nouckoB ctana Mapwusa
MopectoBHa Konnakuu, pykoBoamMBLUas OTAENOM Hayy-
HOW KaTanormsauuu.

M3yyeHune nutepaTtypbl U KOHCYyNbTaumm co cneum-
anucTamun HMKakom nHpopmaumm He ganu. Mel no3Hako-
MUINCb C NpeacTaBuTenamun poaa kHaseh fonuublHbIX,
npaBaa, NpyHaanexawmux K aopyroi ero setsun. Ctano ns-
BECTHO, YTO NocnegHne Bnagensubl [l1eTpoBckoro, cneLw-
HO aMUTrpUpys 13 Poccun, BpS4 N MOrnM yBe3TH C CO60M
TAXenbli MpaMOpPHbLIA 6loCT. B cpege poaCTBEHHMKOB
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Anyone who has compiled catalogues of museum collections knows that, in order to study individual

works, one has to be familiar with the artist’s entire creative output. Only such a monographic overview

Of [h(? author’s UJOVk allows us to accurately date apainting, SCUZPEMTK or drawing, to COVTCCtly name tl’lC

piece, establish its history, and understand and evaluate its significance.

While cataloguing the 18th- and 19th-century Russian
sculpture in the Tretyakov Gallery collection we natural-
ly came to the oeuvre of the great 18th-century sculptor
Fedot Ivanovich Shubin. The museum contains an en-
tire gallery of sculptures by Shubin depicting Russian
public figures of the 18th century: portraits of the Count
Orlov brothers, military commanders and participants in
the palace revolution of 1762; the eminent diplomat and
vice-chancellor Prince Alexander Golitsyn; the Urals
and Siberian mine-owner Nikita Demidov; the scholar,
poet and artist Mikhail Lomonosov; and many others.
Our research into Shubin's work inevitably sparked in-
terest in the fate of one of his most interesting pieces —
a portrait of Catherine Il that the gifted young sculptor
modelled in 1771.

The story begins in the summer of 1767. The
27-year-old Shubin left St. Petersburg on May 23 after
graduating with honours from the Academy of Arts and
receiving permission to travel to France and Italy on a
scholarship. On July 12, he arrived in Paris to study in
the atelier of the famous sculptor Jean-Baptiste Pigalle
and attend classes at the Académie Royale de Peinture
et de Sculpture.

Three years later, in November 1770, he arrived in
Rome to continue his education. In 1771, during his stay
in the city, Shubin sculpted this bust on a commission
from Ivan lvanovich Shuvaloy, the first curator of Mos-
cow University as well as the founder and president of
the Imperial Academy of Arts.

The Tretyakov Gallery Magazine #1(78) /2023

For many years prior to the October Revolution,
the marble portrait of Catherine Il was preserved at the
Golitsyns’ Petrovskoye estate outside Moscow (Shu-
valov’s sister was the wife of a Prince Golitsyn). After
the Revolution, all trace of the work was lost. When we
completed the catalogue, we decided to try and find
this outstanding work — what a wonderful achievement
it would be if we could track it down! The initiator was
Maria Modestovna Kolpakchi, head of the gallery’s cata-
loguing department. However, our search through writ-
ten material and consultations with specialists failed to
elicit the necessary information.

We met with representations of the Golitsyns, al-
though admittedly from a different branch of this no-
ble family. Apparently, the last owners of Petrovskoye
had emigrated from Russia in haste, so it was unlikely
they took the heavy marble bust with them. Some fam-
ily members suspected the former owners had left the
estate assuming they would soon return and therefore
hid and possibly buried the sculpture in the grounds of
Petrovskoye. This disclosure gave us reason to hope
the bust had remained in Russia and we might yet pick
up the trail. We appealed to the veteran Moscow col-
lector Fyodor Vishnevsky for help. Possible avenues of

- TMoptpet EkatepuHsil Il. 1771. BiocT. Mpamop. Beicota — 65
© Myseit Buktopun n Ans6eprta, JToHAoH

= Portrait of Catherine Il. 1771. Bust. Marble. Height — 65 cm
© Victoria and Albert Museum, London
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The Fate of a Portrait

exploration were taken into consideration. But as if
aware of our efforts and determination to find the miss-
ing bust, fate met us halfway. Out of the blue, colleagues
informed us that Sotheby’s auction rooms had been
shown in a recent television programme on sightsee-
ing in London. The Soviet television correspondent’s
visit coincided with an auction preview that included
Shubin’s marble bust of Empress Catherine Il

We contacted the producers. By watching the
broadcast at the television centre and freezing the frame
with the sculpture in the editing studio, we established
that the lost bust from the Petrovskoye estate may in-
deed have been sold at auction. When we turned to the
auctioneers, they provided us with a catalogue entry for
the June 1964 auction:

'No. 134. The property of Mr. Voldemar Verlaine.

Marble bust of Russian Empress Catherine Il, the
work of Fedot Shubin, signed and dated 1771. The Em-
press is represented smiling, with carefully curled hair
falling in ringlets on bare shoulders, a simple diadem on
her head and a net over the hair. The bust is mounted on
a porphyry pedestal. Inscription at the back: ‘Sculpted in
Rome 1771, F.I. Shubin’..."!

In reply to the Tretyakov Gallery’s letter, the French
collector and former owner of the sculpture Monsieur

V. Verlaine, who worked in Mos-

Kseniya Antonova

MNoptpet U.W. LlyBanosa. 1771. bapenbed. Mpamop, anoput. 65 x 51. © '
MopTpeT BbINONHEH B nepuof npebbiBaHng ®.N. LLybuHa B Pume
B KayecTBe NeHcnoHepa AkageMmmn Xy4oXecCTB.

Portrait of Ivan Shuvalov. 1771. Bas-relief. Marble, greenstone. 65 x 51 cm

© Tretyakov Gallery, Moscow

The portrait was accomplished when Fedot Shubin, a holder of the Academy
of Arts fellowship, was in Rome.

while working in Moscow in the 1920s and had never
offered it to any Soviet museums. A copy of Verlaine’s
letter dated October 5, 1956, to, Vladimir Yerofeyev, the
cultural attaché of the Soviet embassy in France, has
been preserved in the Tretyakov Gallery’s Department
of Manuscripts. He writes: “I venture to ask if you could
notify the appropriate authorities that art objects select-
ed in 1950 for acquisition by Soviet museums are still at
their disposal...”.2Included in the list of items chosen by
the commission is the following entry: “1. F.I. Shubin —
Bust of Catherine Il, marble, signed — dated in Rome by
F. Shubin, 1771”. Further on in his commentary, Verlaine
notes: “A well-known piece by the great Russian sculp-
tor; the earliest in date, this is also his best work. Shubin
later repeated the work by government commission with
a few modifications... Since these are essentially copies,
they bear no signature or even date, except for the dated
Hermitage bust marked 1792.”

For a while, the marble bust described above was
considered lost, as described in Isakov’s “F. Shubin”
(Moscow, 1938). Until the Revolution, it belonged to the
Golitsyns and was kept at their Petrovskoye estate near
Moscow. Verlaine ends his letter with the words: “It is
hard to reconcile oneself to the idea that all these art ob-
jects which one would assume were inseparably linked
to Russia and whose roots go back to the very heart of
national artistic genius will always remain abroad — all
these old icons; the Vinogradov porcelain where even
the chinoiserie is fresh and original; Shubin's superb
marble, the veritable pride of Russian sculpture; and the
rare enamels of Andrei Chernov. | would therefore be
delighted if the Soviet authorities allow acquisition by
their museums of all or some of the items listed.”

Correspondence was indeed exchanged between
the Arts Committee and the Gallery in 1950 regarding
the possible acquisition of works from the Verlaine col-
lection. In a letter to the deputy head of the USSR Coun-
cil of Ministers Main Arts Committee, P.N. Ryabinkin, on
January 30, 1950, the Tretyakov Gallery’s temporary act-
ing director, G.V. Zhidkov, gives a high evaluation of the
Russian art in Verlaine’s possession: “The monuments
of Old Russian painting and the sculpture by F.I. Shubin
could be of particular interest to the Tretyakov Gallery”.®
Nonetheless, no favourable resolution followed. It is
hard to ascertain why the works were never purchased.
Probably the owner asked too high a price.

The issue of obtaining the sculpture arose again in

OR GTG [State Tretyakov Gallery Manuscript

cow in the 1930s as a represent- 1957. The head of the Tretyakov Gallery sculpture sec-
Department], archive 8.11, unit 75, sheet 30.

ative of the Moscow Red Cross tion, Valentina Shalimova, sent the following reply to
Committee stated that he pur- an inquiry from the Soviet Culture Ministry’s Fine Arts
chased the bust from Antikvariat Museum Department: “The information provided by

OR GTG, archive 8.1l unit 33, sheet 7.

OR GTG, archive 8.1l unit 33, sheet 5.

The Tretyakov Gallery Magazine #1(78) /2023
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MNopTtpeT kHA3a ®.H. MNonuubiHa. 1771. Broct. Mpamop. Beicota — 60. © ' T
[MopTpeT BbINONHEH B Nepuof npebbiBaHna O./. Ly6uHa B Pume,

rae no npurnawexuio W.N. LLlyBanosa HaxoAnncsa ero n1eMaHHUK

®O.H. lonnubiH, Oyaywmnini Bnageneu umeHuns MNMetpoBckoe 3BeHNropoa-
CKOro yesaa MOCKOBCKOW ry6epHuu.

Portrait of Prince Fyodor Golitsyn. 1771. Bust. Marble. Height — 60 cm
© Tretyakov Gallery, Moscow

The portrait was sculpted by Fedot Shubin in Rome,

where Fyodor Golitsyn, the future owner of the Petrovskoye estate

in the Zvenigorod county of the Moscow region, had been invited

by his uncle Ivan Shuvalov.

CyLLeCcTBOBasio NpeanosoxXeHne, 4Yto, HEHaAoNro mno-
Kngas MMeHue, Kak nonaranu ero xossdesa, OHW crps-
Tanu (BO3MOXHO, 3aKoNanu) CKy/nbNTypy Ha TEPPUTOPUN
ycaabbbl. DTM CBeAeHUs MO3BOMSAIN HaAesTbCsl, 4TO
6tocT ocTanca B Poccum n moxeT 6biTh HaligeH. Mbl o6pa-
TUINCb 3@ MOMOLLBIO K CTapeiilleMy MOCKOBCKOMY KOJl-
nekunoHepy ®.E. BuwHeBCcKoMy. bblnv HameueHbl nyTn
NMOWUCKOB. W, CNOBHO B OTBET Ha NpeanpuHATbie YCUIna n
OFPOMHOE XefaHue HaliTu nc4esHyBLIMIA BtoCT, cyabba
noLusa Ham HaBcTpeyy. HeoxunaaHHO Konnern coobuum-
N, 4TO MO TENIEBUAEHUIO B OOHOW M3 nepepaay, noces-
WeHHbIX JIOHAOHY ¥ ero [ocTonpuMMeYaTenlbHOCTAM,
nokasanu aykunoHHbIn gom Sotheby’s. KoppecnoHaeHT
COBETCKOIro TeNeBuaeHns nNoceTnn ero B Te AHK, Korga
6blN1 BbICTaBNEH HA TOPr1 MPaMOPHbI 6IOCT UMNepaTpu-
ubl EkatepuHsbl Il pab6otel ®.W. LLy6uHa.

CBAsaBLlWKCbL C pefakuuen, npocMmoTpeB B Tene-
LLeHTpe 3anncb 3TOW nepefayn M OCTAaHOBMB Ha MOH-
TaXXHOM CTONEe Kaapbl M/IEHKN C N3006PaxXeHNEM CKY/lb-
NTypbl, Mbl NPEeAnONOXWUAN, YTO Ha aykuumoHe Mmorna
hurypupoBaTtb nponasLasa cKynbntypa us numeHus lMe-
TpoBckoe. O6paTmBlunCk B Sotheby’s, nonyunnu ceefe-
HUS, onyONMKOBaHHbIE B KaTasore ayKuMoHa, KOTopbli
npoxogun B uioHe 1964 ropa: «N°134. Co6CTBEHHOCTb
r-Ha Bonbaemapa BepneHa.

MpaMopHbIi 61OCT pycckoin mMmnepaTpuubl Ekarte-
puHbl || pa6oTbl ®.MN. LLly6nHa, NOANNMCHOM 1 AaTupoBaH-
Hblh 1771 ropom, nsobpaxawmin ee ynblibatoweliics, ¢
TLATEe/IbHO 3aBUTbIMM BOSIOCaMM, CNafatoLLnMm TIOKOHa-
MU Ha oBHaxeHHble nievyn. Ha ronose npoctas gvaae-
Ma, Ha Bosiocax ceTka. blocT ykpenneH Ha noctameHTte
13 nopdupa. C3aam Hagnucu: icnonHeHo B Pume 1771,
O.N. Wy6uH <..>»".

B otBeT Ha NMUCbMO TPeTbAKOBCKOW ranepen 6biB-
WKniA Bnagenew cKynbntypbl, (hpaHUy3CKUin Konnekumo-
Hep B. BepneH, pabotaBwuii B Mockse B 1930-x rogax
B KayecTBe npegcraBuTens MexagyHapoaHoro kommreTa
KpacHoro Kpecrta, coobwmn, 4to npmnobpen 61oCcT B AH-
TMKBapuaTe 1 He pa3 npegnaran ero K npuoépeteHunto
B My3en CCCP. B otgene pykonucei lanepeun coxpaHu-
nacb Konus nucbma ot 5 okTs6pa 1956 roga, agpecoBaH-
HOro aTTalle No KybTypHbIM Bonpocam npu lNoconbctae
CCCP Bo ®paHummn B. EpoceeBy, B koTopom BepneH npo-
CWUN «He OTKasaTb yBeAOMUTb nogsiexalime Bnactu, 4to
npegMeTbl UCKYCCTBa, HaMeueHHble B 1950 rogy K npwm-
ob6peteHuio B My3en CCCP, npogomkaT HaxoauTbCsa B
MX pacnopsixkxeHun <..>»2. B cnncke oto6paHHbIX KOMUC-
cuert npegMeTtoB ykasaHo: «1. ®.N. LybuH — BiocT Eka-

Cynb6a noptpeta

TepuHbl I, Mpamop, nognuce — 4. Bb. . Pume @. LLy6uH,
1771 r.». Nlanee B nosicHUTeNnbHbIX cnoBax BepneH otme-
yaeT: «3HaMEeHNTOEe NMPOU3BEAEHNE BENTMKOrOo PYCCKOro
CKynbNTOpa; NEepBOE MO AaTe, OHO SABAAETCHA U nydlen
ero pab6oToii. o 3akasy npasutensctea Ly6uH genan
BMNOCNEACTBUM HECKO/IbKO MOBTOPEHUIA, HEMHOIO BUAO-
M3MEHEHHBIX <...>, 6yaQyun Mo CyLeCTBY KONUAMU, OHU HE
MMEIOT HU MOAMUCK, HU Jaxke AaTbl, NocneaHee UCKIo-
yas aPMUTaXKHOro 610cTa, noMeyeHHoro 1792 r. <...> Onu-
CbIBaeMbIii MpaMOp CUMTANCHA OOHO BPeMS YTEPSAHHbIM,
cM. NcakoB “O@. LLIy6unH, MockBa, 1938 .. 1o peBontoumm
OH NpuHagnexan MonnubIHbIM U HAXOAWNCS B UX MOAMO-
CKOBHoI4 “IeTpoBCKoOe”». 3aBepLuaeT cBoe NMcbMo Bep-
neH cnoBamu: «TpyaHO NPUMUPUTLCA C MbIC/TbIO, YTO BCE
3TU NpeaMeTbl UCKYCCTBA, HEPa3pbIBHO, Ka3a/10Cb, CBA-
3aHHble ¢ Poccueld, KopHaMK yxoasLime B camyto cepa-
LEeBMHY HAapPOLAHOro XyOOXECTBEHHOrO rFeHusl, UYTo BCe
3TU [pPEeBHME WKOHbI, BMHOrpagoBCKUE “nopuesivHbl’,
roe paxe “chinoiserie” cBexa 1 caMobbITHa, 6ncTaTeNb-
HbIM LWYOBUHCKMN MpaMop, NOANIMHHAA FOPAOCTb PYCCKOM
CKYMbNTYpbl, pegyaiwne amann AHapes YepHoBa, 4To
BCE OHW OCTaHyTCA HaBcerga 3a rpaHuuein. Noatomy
MeHa rny6oko nopaayeTt, ecnm CoBeTCKMe BAACTU Haii-
AYT BO3MOXHbIM paspelnTb npuobpeTteHne Mysesamu
BCEX UM YaCTW MNePEYNCIEHHbIX TOMTbKO YTO BELLEn».
[eicteutensHo, B 1950 rogy mexay KomuteTtom
no genam mckyccte npn Cosete MuHuctpos CCCP u
[anepeen Benacb nepenucka Nno Bonpocy npuobpere-
HUS NPOU3BEAEHUNA W3 KOMMEK-
umn B. BepneHa. B nnucbeme 3ame-
CcTUTENto HavanbHuka Komwuteta 2

TpeTtbsikoBckas ranepes N°1(78) /2023

1 OPTTI. ®. 8.1l. Ea. xp. 75. /1. 30.
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EkaTepwuHa Il. Hauano 1770-x. bBiocTt. Mpamop. Beicota — 63. © I'TI

Catherine Il. Early 1770s. Bust. Marble. Height — 63 cm. © Tretyakov Gallery, Moscow
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MopTpet rpachuHn M.P. ManuHoi. Cepeanra 1770-x. Bioct. Mpamop
Bbicota - 60.© T

Portrait of Countess Maria Panina. Mid 1770s. Bust. Marble
Height — 60 cm. © Tretyakov Gallery, Moscow

no genam uckycctB lN.H. PabuHkuHy ot 30 saHBaps
1950 roga BpeMeHHO MCMONHAOLWNIA 0693aHHOCTM M-
pektopa Tl I'B. )Kngkoe, BbICOKO oueHnBaa cobpaH-
Hylo BepneHoMm kKonnekuuio npousBefeHUn pycCcKoro
nUcKyccTBa, coobuaet: «na TpeTbAKOBCKONM ranepem
MOryT NPeACTaBUTb 0COObI MHTEPEC NaMATHUKN ApeB-
Hepycckoi xusonucu u ckynbntypa ®.N. LLyGuHa»3.
OpgHako MONMOXMUTEIbHOE peLleHne NPUHATO He Obio.
TpyAHO yCTaHOBMUTb, Movemy Tak npousowno. Ckopee
BCero, 3anpalnBaemMas BnagenbueM LeHa okasanacb
C/IULLKOM BbICOKaA.

Bonpoc o npnobpeTteHnmn ckynbnTypbl BHOBb BO3-
HUK B 1957 rogy. Ha o6palwieHne My3seiiHoro otgena
MnaBnso MuHuctepctBa Kynbetypbl CCCP 3aBeaytoulan
otgenom ckynbntypbl [T B.M1. LllanumoBa otBeTuna:
«CBefeHusa, gaHHble -HoM BepneHom o nopTtpete Eka-
TepuHbl Il pa6otel ®.U. LLlybuHa, BepHbl. MNprnobpeTte-
HVe NPON3BEAEHNA He TOMbKO XeNaTesibHO, HO KpaliHe
Heo6xoanmMo»*. OgHaKo, K BE/IMKOMY COXasleHuto, Nno
KaKMM-TO MPUYMHAM U Ha 3TOT pa3 NoKynka He coCcTos-
nacb. Kak n3BecTtHo, gonrue rogbl LeHTpanbHble My3eun
rocyaapCTBEHHOro MNOAYMHEHUSI He UMeNnu CpeacTs
ONs NOMNoNHeHus cobpaHna HOBbIMM 3KCMOHaTaMu.
MNponsBegeHns nckyccrtesa npunobpertasncb Mo 3asaB-
kam my3eeB MuHuctepctesom kKynbtypbl CCCP. Tonbko B
1981 rogy I'TI" nonyyunna BO3IMOXHOCTb CaMOCTOATE b-
HO NokynaTb paboThl, Npeasiaraemble BragesnbLamMu.

Henb3sa He ynoMsaHyTb ele 06 ogHOM CBUAETE b-
cTBe 60NbLOM 3aMHTEpPecoBaHHOCTU anepeun NonyunTs
B CBO€e cobpaHue ckynbntypy u3 lNMetpoBckoro. Mo cee-
aeHvam B. BepneHa®, cornacHo ykasaHuto noneuntens
myseqa W.3. Mpabapsa TpeTbakoBCKaa ranepes 3a He-
CKONbKO M1IET A0 PEBOMIOLMM NPOBOAMMA NEPErOBOPLI C
KHa3eM [onnubiHbIM O NpnobpeTteHnn 6tocTa EkaTepu-
Hbl Il. Ho neperosopbl He yBeHYanuck ycnexom. MNpea-
noxeHHsole 10 000 py6neit B Ty nopy 6bl/in pacLEeHEHbI
BflafleNbLieM KaK O4YeHb He3HauMTebHasA CyMMa.

B 1964 rogy npousBefeHuWe BbIAIOLWErocsa pyc-
ckoro ckynbntopa XVIll Beka 6b1/10 NpogaHo Ha ayKum-
oHe Sotheby's. Bckope kak gap OHO noctynuio B My-
3en Buktopun n Anb6epta B JIOHOOHE, NO AOCTOMHCTBY
oueHmBLINIA paboTy MacTepa. B nucbme ot 13 okTabpsa
1964 ropa Ha um4a yyeHoro cekpetaps I'TI B.M. Bono-
0AapCKOro XpaHuTesnb oTaena apxXMTeKTypbl U CKYbMTY-
pbl TOHOOHCKOro My3eq rocnogmH x.B. Noyn-XeHHec-
CK coobuwmn o CKynbnTypHOM nopTtpeTe EkatepuHbl Il:
«...OH 6bIN KynaeH A4ns My3es nocse pacnpogaxwu rpyn-

Cynb6a noptpeta

POBUTBIN, YEM HEKOTOPbIE U3 Balunx; HECMOTPS Ha 3TO,
6l0CT 3aMeyaTeneH. DT0 NepBas pycckas CKynbnTypa,
KoTopas 6bina npuobpeTeHa AN Hallel KOMNeKUnmn»©.
Kacasacb nogsiMHHocTn 6tocTa, lNoyn-XeHHeccn B NUCh-
Me oT 25 Hoabps 1964 roga otmedaert: «[peabigyuiee
6bITOBaHME WYy6UHCKOro 6tocta 6blN0, €CTeCTBEHHO,
BbIACHEHO Npexpae, YeM OH Obin npuobpeTteH Myseem.
COMHEHM B TOM, YTO UMEHHO 3TOT 610CT ObIN Npexae B
MeTpoBckoM, HeT. OH OblN1 COXpPaHeH NocsegHuM Bna-
aenbuem u3 KHaser MonuubiHbIX M 6blN BOCNpOU3Be-
OEH Ha CBOEM TenepeLlHeM NopPMpPOBOM NOCTaMEHTE
B CTapbix poTorpadmax MeTpoBckoro»’.

MNopTpeT nMmnepaTpuubl, BbINOAHEHHbIA B 1771 ro-
ay, — ogHa u3 paHHux pabot O.N. LLybuHa. KoHeuHo,
B HEM HET TOHKOW MCUXOSIOMrMYECKON XapaKTepUCTUKU
MOLENN M MACTEPCTBa, OTNMYalOLWMX ero 3pesble npo-
n3BegeHns, Ho obpa3 monogon ynblbalouwenca Eka-
TepuHbl Il, NpmBnekaTtenbHOM >XEHLWHbI, CO34aHHbIN
MOM0oAbIM  CKY/MbMTOPOM, MOMOH

now gpysen B namaTte ymepuen mncecmc Canmpbl MOSM.  yAMBUTENBHOW XMBOCTUM M obGag- 3 OPTTLO.&1.EA.xp.33.11.5.
C Tex nop Kak s Buagen BeNKONEnHyto ceputo 610cToB  HUA. CneunanncTbl OTMeYanu, YTO 4 op T o. 8.1 Ea. xp. 33. /1. 10.
LLly6buHa B Bawem Mmy3ee ceMb UM BOCEMb NIET Ha3ad, XyOOXeCTBEeHHOEe AOCTOMHCTBO U
S MeyTas, Ytobbl 3TO WYOUHCKOE Npon3BeaeHmne 6bl10  MKOHOrpadua nopTpeTta yaoBieT-
O6bl NpeacTaB/eHO Yy HAac; HECMOTPS Ha TO, UTO 3TOT  BOPWUAM MMMepaTpuuy. ITa UKOHO-
6toCcT 6osiee paHHWUIA 1, cnegoBaTesibHO, MeHee MacTe-  rpadma ncnosnb3oBaHa LLyOGuHbIM - 7 OPTTL. . 8.1.Ea. xp. 75. /1. 4.

5 OPTITr ®. 8.Il. Ea. xp. 75. J1.18.

6 OPTITI. ®. 8.Il. Ea. xp. 75. /1. 40.
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Op. cit. sheet 10.

Op. cit. 8.11, item 75, sheet 40.

Op. cit. 8.11, item 75, sheet 44.

The Fate of a Portrait

Mr. Verlaine about the portrait of Catherine Il by F.I. Shubin
is correct. Acquisition of the work is not only advisable,
but absolutely essential”.* Most regrettably, once again,
the purchase did not take place for some reason. As we
know, for many years, central museums affiliated to the
State had no funds to buy works of art themselves. Paint-
ings, sculptures and other items were acquired by the
Culture Ministry of the USSR at the request of museums.
It was only from 1981 that the Tretyakov Gallery had the
means for independent purchases of works from private
sources. We should also mention yet another instance
of the Gallery’s eagerness to get hold of the sculpture
from the Petrovskoye. According to V. Verlain®, following
instructions of the museum’s trustee Igor Grabar, several
years prior to the Bolshevik revolution, the Tretyakov Gal-
lery undertook negotiations with Prince Golitsyn about
the acquisition of the bust of Catherine Il. But nothing
came of it. The owner believed the 10.000 ruble offer was
too little.

When the bust by the out-
standing 18th-century Russian
sculptor was auctioned at Sothe-
by's in 1964, it was acquired by the
Victoria and Albert Museum. The

OR GTG, archive 8.11, item 75, sheet 18.
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Kseniya Antonova

MopTtpeTt A.E. Aemunposoii. 1772. Bioct. Mpamop. Beicota — 69. © I'TI

Portrait of Alexandra Demidova. 1772. Bust. Marble. Height — 69 cm
© Tretyakov Gallery, Moscow

- Moprtpet kHA3a A.M. NnuubiHa. 1773. BiocT. Mpamop. Beicota — 70. © Tl

= Portrait of Prince Alexander Golitsyn. 1773. Bust. Marble. Height — 70 cm

© Tretyakov Gallery, Moscow

famous London institution fully appreciated its value.
John Pope-Hennessy, the keeper of the museum’s ar-
chitecture and sculpture department, mentions the bust
in his reply to the Tretyakov Gallery secretary Vsevolod
Volodarsky on October 13, 1964: “..it was bought for
the museum at a sale organised by a group of friends
in memory of the late Mrs. Syrie Maugham. Since | first
saw the magnificent series of Shubin busts in your mu-
seum seven or eight years ago, it was my dream for this
Shubin work to be displayed here. Although the bust is
earlier and therefore less accomplished than some of
yours, it is nevertheless a superb bust. This is the first
Russian sculpture acquired for our collection.”® In his let-
ter of November 25, 1964, Pope-Hennessy expressed
his absolute confidence in the authentity of this Shubin.”

The portrait of the Empress dated 1771 is one of
Shubin’s early sculptures and, of course, it has none of
the subtle psychological characteristics and mastery of
the mature works. But this image of a young, laughing
Catherine the Great, an attractive woman depicted by a
young sculptor, is charged with a delightful vitality and
youthful charm. Experts have noted that the Empress
was satisfied with the artistic merit and iconography of
the portrait. This iconography was used by Shubin again
in later portraits, allowing us to observe gradual chang-
es in the image of Catherine Il with unusual precision.

After its arrival at Petrovskoye, the bust stayed there
for more than 100 years. There is no reference to it in
catalogues of exhibitions that included works by Shubin.
Neither was it shown at the Tauride Palace in St. Peters-
burg for Sergei Diaghilev’s famous 1905 portrait exhi-
bition, which featured a large number of paintings and
sculptures from museums and many private collections
from old country estates. Until the troubled years of the
Revolution, the bust led an untroubled existence, but we
can easily imagine the tragic fate that might have befallen
it in the grim years of revolution and civil war.

Now, many years after the search was launched,
| would again like to express my satisfaction that we fi-
nally succeeded in finding the work; that it was not lost
in the long years after the Revolution, but is now in the
collection of one of the UK’s most important museums.
When we began to compile the catalogue and were still
unaware of the 1950s correspondence, it was hard to
believe that the clue to the bust’s whereabouts could be
so close at hand. For the authors, the supposedly dull
and scrupulous task of cataloguing a painting, sculpture
or drawing was transformed into an exciting investiga-
tion that sometimes seemed more like a detective story.

Published: Tretyakov Gallery magazine. 2008. #3.



Kcenna AHToHOBa

n B 6osiee No3gHMx noprtpeTax, NO3BONASA OTYETIMBO
npocneanTb NocteneHHoe nameHeHne obpas3a Ekate-
puHblI 1.

3aHaB cBoe MecTo B [MeTpOBCKOM, 6IOCT HE MOKU-
panero6onee 100 net. OH He yNTOMWHAETCS B KaTasiorax
BbICTaBOK, Ha KOTOPbIX 6biBan padotel LUy6uHa. Jaxe
Ha 3HaMeHUTOW BbICTaBKE MOPTPETOB, YCTPOEHHOW
C.IN. Aarnnesbim B 1905 rogy B TaBpuyeckom asopue
CaHkT-lNeTepbypra, rae 66110 co6paHo 60/1bLLOE KO-
4eCTBO NPOU3BELEHMI XXUBOMUCKU N CKYNBATYPbI U3 MY-
3eMHbIX M YaCTHbIX KONMEKUNI, a TaKXe U3 CTapUHHbIX
ycaneb, 3ToT nopTpeT oTcyTcTBOBas. [Jo TPEeBOXHOW
PEBONOLUMOHHOM NOPbl €ro XNU3Hb TeKa 6e3MATEXHO,
HO HEeTpPyAHO NpeacTaBWUTb, KaKoW MnevyanbHoOW Morna

Cynb6a noptpeta

cTatb cyabba NamMATHUKA B CYpPOBbIE oAbl peBOMOLUY
M rpa>xgaHCKOW BOWHbI.

Cnyctss MHOro neT nocsie Toro, Kak 6blin npeg-
MPUHATbI MOUCKK, elle pa3 Xo4yeTcs Bblpa3uTb YAO0B-
NeTBOpPEHME NO NOBOAY TOro, YTO 3aMHTEpPECOBaBLUEe
Hac npou3BefeHue BCe-Taku ydanocb Hamtn. Haw,
TONbKO HAYMHABLUNM 3aHMMATbCSA KaTanorom, He 3HaB-
wuM O cyuwectBoBaHun nepenuckn 1950-x ropos,
TPyAHO ObINIO NMPeAnoIoXuTb, YTO pa3ragka MecTOHa-
XoXaeHns 6tocta psgom. BoT Tak, ka3zanoch Obl, cyxas,
cKpynynesHaa KkaTanoxHas paboTa npeBpallaeTcs
B yB/iekaTeNbHOe paccnefoBaHWe, Hocsllee uHorga
MoYTU AETEKTUBHLINA XapaKTep.

Ony6nukoBaHo: TpeTbsikoBckas ranepes. 2008. N°3.
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Early Goncharova and Gauguin

H.C. TOHYAPOBA. KpecTbsiHe, cobupatowme a6n10ku. 1911
Xonct, macno. 104 x 97,5. © I'Tr

NATALIA GONCHAROVA. Picking apples. 1911. Oil on canvas. 104 x 97.5 cm
© Tretyakov Gallery, Moscow
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Paunusasa FOanPOBa u loren

I'ae6 Mocneaos

Bvicmaska @ Tpemwxoecxoﬁ zaﬂepee npO}lCHU/la MHOZUE GOi’lpOCbl &OPMUPOGCIHU}I Hamanauu

[onuaposotl, 00ur u3 KOMoPblX — 0 GAUAHUU HA ee panHue sewju npoussedenuil [loas Tozena. Yoice

svicmagka «lozem. Bsz/md u3 POCCMM», npoxoduemaﬂ 38 1989 203y a8 My3€€ u306pa3ume/lbubtx uc-

Kyccme umeHu A.C. ”yu/LKblHa1, aaeaﬂa OCHOBaHue cy@umb 0 moM gnevamJjeHuu, KOWlOpOC npou3—

e Ha pycckyto Xy0oxcHuyy noaomua gpanyysckozo macmepa. Odnaxo evicmaska 8 I'TT nosso-

auna ‘DQSGCPH_))TI’H) amy memy 60/[66 WMPOKO.

FoH4yapoBa nepexwuna nepuod yBrnedyeHus loreHom
BMecTe ¢ Muxaunnom JlapnoHoBbiM. EMy yganocb yBu-
OeTb NepcoHanbHylo BbicTaBKy [oreHa B 1906 rogy B
Mapuxe. lOHYapoBa Ha Hee He nonana, 0gHaKo Heo6-
xoamMmyto «3apasy floreHom» cMor nNpuMBuUTb el cam Jla-
pvoHoB. K ToMy Xe nepepg ee rnasamu Obiin KapTUHBbI
n3 mockoBckux konnekumn C.W. LLyknHa n N.A. Mopo-
30Ba, XXagHOo U3yyaBLunecs o60MMM XMUBONUCLAMKZ,

Haeszxaqa B 371 rogbl B Tupacnonb, o6a oLyLiatoT
cebs «TanTaHamm». «JTapMoHOB — OXXaHWH, — paccKaxeT
nosgHee loH4YapoBa. — TaM uBeTeT 6enasd naxy4vasa aka-
uMg, AoMa Xentble, Po30Bble, ronybble, KpacHble, 3a-
HOBO MepekpalmnBaloLmecs Kaxabli rog <..> Mexay
AepeBbaMU, PAAOM C AOMaMn Hebo <...> CMHee, CUHee.
B Poccum Toxxe MOXHO HainT Tantm» 3,

O6a, kak n [oreH, 3aHMMAOTCA He TOMbKO XUBO-
MUCbIO, HO N CKYNbNTYPOW, UCMOb3Ys NtoBMMble hpaH-
LYy3CKMM MacTepoM AepeBO U Kepamuky. oH4apoBa
OXOTHO NEenuUT U3 rMuHbl, JlapnoHoB B «ABTOMoOpTpeTe
B TtopBaHe» (okono 1907, ['TIN) nsobpasnn cedba pagom
C penbedom, Bblpe3aHHbIM UM U3 AEPEBSHHON KOMO-
abl*. OTKANKKM Ha KapTuHbl [oreHa o4eBuUAaHbl U B XWU-
BOMNCKU 060OUX XyOOXHUKOB. B «LlbiraHke» JlapnoHoBa
(1908, yacTHOe cobpaHue, DpaHunsa) TaKON Xe, KaK U
B roreHoBckom «C6ope nnoaoB», KOHTPACT 3aTeHEH-
HOroO NepegHero nnaHa n 3aaMToro CosHUEM BTOPOro;
aHanornyHbeli npmuem n B «C6ope nnogoB» FloH4YapoBOA
(1908, T'PM), B KOTOpOM cneayeT BUAETb OTKPOBEHHbIN
hommage ogHoOMMeHHOMY cloxeTy [oreHa.

OpHako o6a nepexuBanuM UCKycCcTBO [oreHa
no-pasHoMy. JlapvoHOBCKOe BOCMPUATUE OKpYXalo-
Wen XM3HU 06afaTe/lbHO ABOMCTBEHHOE, HEU3MEHHO
OKpalleHHoe n Nob0oBbIo, N IOMOPOM. IMEHHO Tak OH
noaxoamn K CToNb LEHMMbIM UM BbIBECKAM TMPAaCMNo/b-
Cckux 6papobpeeB, OAHOBPEMEHHO W BOCXMULLAACH
MUX npocToaylmem, U noTtewancb Hag MX NPOCTOTOMN.
M egBa N He Takas Xe ABONCTBEHHOCTb B €ro OTHOLe-
HUM K Mupy foreHa. 9ToT MUp yBNEKan 3K30TUYECKON
KPacOYHOCTbIO, CBOOOOHOM >XM3HbIO MNEepBO34aHHONM
npupoabl. Ho 04HOBPEMEHHO XYAOXHUK FOTOB NOoCMe-
ATbCS Hag 06bl4YHbIMU ANSA fOreHa «BbICOKUMU HOTaMm»:
M3BECTHO, 4TO, paboTaa Haa «C6opom nnoao.», foreH
ncnonb3oBan oTtorpadun ¢ penbecdos lNapgeHoHa,
NblTadCb yragatb B ABWXEHUAX abOPUIreHOB 4epThbl
K/laccu4yeckom HopMbl.

JlapnoHoBy nogoGHble Ha- '
CTpOeHUus 4yxnabl. Hekotopble n3
€ro CIOXeTOB KaXyTCs napoausiMu

loreH. Barnaa ns Poccun: Anb6om-kaTa-
nor / CoctaButenb pycckoro pasgena
M.A. BeccoHoBa. M., 1989.

2. Cwm.: CemeHoBa H. MockoBckue Konnek-

Ha nonynspHble nonotHa [oreHa.
Tak, ublraHka ¢ OTBUCLUMMW rpyas-
MW — MoOXasyK, OTBET Ha Benu4ya-
BO-CTPOWHYIO, MOYTM CTaTyapHYyto
«KeHLWmnHy, gepxawyo  naog»
(1893, ns cobpaxma N.A. Moposoga,
"3), a no3bl kynanswmy («JepeBeHr-
CckMe Kynanbwuubl», KpacHoaap-
CKUN KpaeBOW XyOOXEeCTBEHHbIN
my3sei nm. ®.A. KoBaneHko) — eaea

unoHepsbl. M., 2010.

4. locynapcTBeHHast TpeTbsikoBcKasi rane-
pes. Muxaun NlapuoHos, Hatanus MNoH4a-
posa. LLleaeBpkl 13 NapuXCcKoro Hacneaus.
XKnsonucek. 4 okT. 1999 — 20 axs. 2000.
[Katanor BeicTaBku]. M. C. 161.
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3. Steneberg Ehrhard. Gontcharova, se
penche sur son passé // Gontcharova et
Larionov. Cinquante ans a Saint Germain-
de-Prés. Témoignages et documents
recueillis et présentés par Tatiana
Loguine. Klincksieck-Paris, 1971. P. 214.
(Mepesoa E.A. NnioxuHoi.)
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“Gauguin. A View from Russia”. Album.
Russian section of the album compiled by
Maria Bessonova. Moscow: 1989.

20th ANNIVERSARY OF THE TRETYAKOV GALLERY MAGAZINE

Early Goncharova and Gauguin

Gleb Pospelov

The exhibition “Natalia Goncharova. East and West” at the Tretyakov Gallery casts light on many

aspects of Goncharova’s artistic development, including the influence of Paul Gaugin on her early works.
The 1989 exhibition “Gauguin. A View from Russia” at the Pushkin Museum of Fine Arts had already

afforded an opportunity to explore1 the impact of the French master’s paintings on the Russian artist,

but the new show offers a wider perspective on the subject.

For a while, Gaugin fascinated both Goncharova and
Mikhail Larionov. The latter managed to visit Gauguin’s
solo exhibition in 1906 in Paris, and although Goncharo-
va did not have the chance to do so, Larionov passed
on to her the much-needed “Gauguin infection”. In ad-
dition, Goncharova did see some of Gauguin’s pictures
owned by the Moscow collectors Sergei Shchukin and
Ivan Morozov, pieces that were avidly studied by both
artists.?

Visiting Tiraspol in those years, both felt a little like
Tahitians. “Larionov is a southerner,” Goncharova said
later. “Down there, white fragrant acacia blossoms, the
houses are yellow, roseate, pale blue, red, re-painted
every year... Between the trees and close to the houses
is the sky... blue, blue. Tahiti can be found in Russia too.”

Like Gauguin, Goncharova and Larionov created
not only painting but also sculp-
tures, using the French artist’s
favourite materials of wood and
clay. Goncharova was keen on

See: Semenova, N. The Moscow

Collectors. Moscow: 2010.

Steneberg Ehrhard. “Gontcharova, se
penche sur son passé”. In: Gontcharova
et Larionov. Cinquante ans a Saint
Germain-de-Prés. Témoignages et
documents recueillis et présentés par
Tatiana Loguine. Klincksieck-Paris, 1971.
P. 214. (Translated by Ye. llukhina).

clay-modelling, whereas, in his
“Self-portrait in a Turban” (about
1907, Tretyakov Gallery) Larionov
pictured himself beside a relief he
himself had carved from a wood
block*. Both artists’ paintings also
show Gauguin's impact. Larionov’s

“Tretyakov Gallery. Mikhail Larionov,

Natalia Goncharova. Parisian
Masterpieces. Paintings”. Tretyakov
Gallery, exhibition catalogue. Moscow.

P.161.

“A Gypsy Woman” (1908, private
collection, France) features con-
trasts between the shaded fore-

The Tretyakov Gallery Magazine #1(78) /2023

ground and sunlit background similar to those in Gau-
guin’s “Fruit Gathering”; analogous techniques were
used in Goncharova’s “Fruit Harvest” (1908, Russian Mu-
seum), which was an undisguised homage to Gauguin’s
similarly themed work.

Nevertheless, Larionova and Goncharov experi-
enced Gauguin’s art differently. Larionov’s take on his
environment was charmingly ambivalent, invariably
filled with both affection and humour. That was the way
in which he treated the barbers’ shop signs of Tiraspol,
of which he was so fond: he both admired their sim-
ple-heartedness and, at the same time, mocked their
simplicity.

Almost the same kind of ambivalence informed his
attitude to Gauguin’s world. It was a world that fascinat-
ed him with its exotic exuberance of colour and unre-
strained existence of a pristine nature, but, at the same
time, Larionov was ready to make fun of Gauguin’s char-
acteristic “high notes”. As is well known, while working
on “Fruit Gathering”, Gauguin used photographs of the
Parthenon reliefs, trying to bring out classical features in
the native people’s movements.

Such aspirations were alien to Larionov, and some
of his images look like a parody of Gauguin’s popular

- T1.TOMEH. C6op nnopos. 1899. XoncT, macno. 128 x 190
© TMUN nm. A.C. MywknHa. DparmeHT

= PAUL GAUGUIN. Ru peru pe (Fruit Gathering in Tahiti). 1899.
Qil on canvas. 128 x 190 cm. © Pushkin Museum of Fine Arts, Moscow
Detail
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Early Goncharova and Gauguin

H.C. TOHYAPOBA. C6op nnopgos.. 1908
YacTb TeTpantuxa. Xonct, macno. 104 x 69
© locynapcTBeHHbI Pycckuii myseit, CankT-MNetepbypr, 2014

NATALIA GONCHAROVA. Fruit Gathering. 1908

A detail of the tetraptych. Oil on canvas. 104 x 69 cm
© State Russian Museum, St. Petersburg. 2014
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H.C. TOHYAPOBA
C6op nnopos.. 1908. YacTb TeTpantuxa. Xonct, macno. 102 x 72
© locypnapcTBeHHbI Pycckunii myseit, CankT-MNetepbypr, 2014

NATALIA GONCHAROVA
Fruit Gathering. 1908. A detail of the tetraptych. Oil on canvas. 102 x 72 cm
© State Russian Museum, St. Petersburg. 2014
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Russian Paintings and Drawings of the
Late 19th-early 20th Centuries. Moscow:

2008. P. 267.

Early Goncharova and Gauguin

compositions. His “Gypsy Woman”, with her sagging
breasts, appears to be a response to the augustly grace-
ful, nearly statuesque “Woman Holding a Fruit” (1893,
Morozov collection), and the bathing women’s poses in
the composition “Village Bathers” (Kovalenko Region-
al Art Museum, Krasnodar) stop just short of being a
mockery of the chaste poses of the Tahitian women in
the composition “Aha oe Feii (What Are You Jealous)?”
(1892, Shchukin collection). The 1910 image of Wladimir
Burliuk (Museum of Fine Arts, Lyon), created in Burliuk’s
Chernyanka — an even more “Tahitian” place than Lari-
onov’s Tiraspol — features Gauguinesque colours suit-
able for the occasion, but the sitter holds not a vessel
made of an exotic fruit, but a dumb-bell (a strong man,
Burliuk was a keen athlete).

Such notes of irony liberated the consciousness:
the object of mockery was the sway held by such figures
of authority, which the French martres were then already
becoming in Russia. Sending up such established cul-
tural icons was, for Larionov, a way of moving forward,
doing the same job as reality itself, which is constantly
discarding outdated values.

As for Goncharova, she became earnestly fasci-
nated with Gauguin, at first with a childlike naiveté. For
instance, when she saw in “Fruit Gathering”, from the
Shchukin collection, and the puppies she so liked, she
immediately inserted them into her recently finished
composition “Lady with a Parasol” (in a private collec-
tion), although the puppies hardly matched either the
message or the artistry of the piece.

Goncharova studied the French artist’s still lifes with
interest and eagerly adapted their motifs — for instance,
the sunflower imagery (“Sunflowers”, from the Shchukin
collection), building on the basis of it several superb
compositions (in the Tretyakov Gallery, Russian Museum,
and a Moscow private collection®). Gauguin was fond
of introducing into his still lifes the islanders’ figures or
heads (the already-mentioned “Sunflowers” or “Bouquet
de fleurs” from the Morozov collection); in Goncharova’s
staged compositions, too, the backgrounds were formed
of figures and faces (“Still life with a Portrait and a White
Table Cloth”, 1908-1909, Russian Museum).

Shortly after Goncharova saw a terracotta figurine
of Hina (the Tahitian goddess of the moon), which was
undoubtedly made by Gauguin himself, in his “Still life
with Parrots” in the Morozov collection, she began to fill
her compositions with similar statuettes. Whereas Gau-
guin had to invent the figures of Tahitian gods that no one
knew about, Goncharova drew her inspiration from “Rus-
sian” (as she put it) kamennaya ba-
bas, the stone statues found near
ancient tumuli, small-sized images
of which she made of clay. Gon-

We believe that this still life was created

earlier than 1910-1911, as suggested by
the compilers of the catalogue “Natalia

charova’s babas, neither baked nor
replicated in gypsum, have not sur-

Goncharova. Her Russian Years” (Russian

Museum, St. Petersburg, 2002, No. 114).
The style of the work makes one believe

vived, but they are featured in still
lifes such as “Kamennaya Baba”

that it belongs with the series of works

created in 1908-1909.

(1908, Regional Fine Arts Museum,
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Kostroma), “Still life with a Pineapple” (1909, Tretyakov
Gallery), “Bundles and a Kamennaya Baba” (1908-1909¢,
Art Gallery of Smolensk Open-Air Museum). Remarka-
bly, the standing clay statuette portrayed on the two lat-
ter pictures was used in the composition “Pillars of Salt”
(1909-1910, Tretyakov Gallery) — a piece that was already
a considerable departure from the Gauguinesque style.

Gauguin’s still lifes influenced not only Goncharo-
va’s choice of objects. As is well known, early in the 20th
century in Russia, the still life genre, which had been
nearly forgotten in the second half of the previous cen-
tury, was experiencing a revival. The 1910s saw the rising
popularity of Paul Cézanne’s techniques of still life — with
tables placed in parallel to the canvas, the space delimit-
ed with a back wall. In the 1900s, however, such Cézan-
nesque tables, with their obligatory napkins, bottles and
white plates with fruit, had not yet taken hold among
Russian artists. There was a search for individualised
and very different idioms (offered by Mikhail Larionov,
Nikolai Sapunov, Konstantin Korovin and others), which
were sometimes more dynamic compositionally, so the
compositional techniques promoted by Gauguin could
be viewed as consonant with the spirit of the times.

What mattered for Gauguin in his compositions was
not depth but, above all, the plane. In many of his piec-
es — for instance, in “Landscape with Peacocks” (1892,
Morozov collection) — the image is constructed from sev-
eral planes built one over the other: the bottom section
with the peacocks is superimposed with small human
figures and a hut, while on an even higher plane, there
is a landscape with trees and hills, optically no more dis-
tanced from us than the pair of peacocks below. A land-
mark feature of Gauguin’s art is his elongated human fig-
ures strung along the surface of a painting. This is how
the subjects, the people of “Fruit Gathering” or “Te avae
no Maria (The Month of Mary)” (1899, from the Shchukin
collection) are portrayed, and the viewer’s eye moves not
from the bottom upwards but from the top down. In “Man
Picking Fruit from a Tree” (1897, from the same collec-
tion), our eyes are first turned to the Tahitian man’s face
and his arms stretched up to the leaves of the trees, and
only then do we look down, to the soles of his feet, which
barely touch the ground.

Similar techniques were used in Gauguin’s still lifes
(I mention only those pictures that Goncharova had seen
in the Moscow collections). In “Still life with Parrots”
(1902), we see the Hina figure above, and only then do we
look down to the plumage of the motley-coloured birds
laid out on a light-toned tablecloth, then further down,
at the angle at which the table is tilted, until our glance,
together with the tablecloth, slides down to the very bot-
tom. An even clearer movement of the eyes is evoked in
the still life “Sunflowers”. At the top, there is a “mystical
eye”, placed in the centre of the flower, then below it, an
an armchair with a basket full of sunflowers, their petals
either perked up in excitement or, on the contrary, droop-
ing, and, finally, the lowest section features the seat of a
heavy armchair (an altogether neutral image).
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M. TOrEH. C6op nnopos.. 1899. Xonct, macno. 128 x 190
© MU nm. A.C. MywknHa, Mocksa

PAUL GAUGUIN. Ru peru pe (Fruit Gathering in Tahiti). 1899
Oil on canvas. 128 x 190 cm. © Pushkin Museum of Fine Arts, Moscow

I He BbI3OB LeNOMYAPEHHbLIM NO3aM TaUTAHOK U3 «A Thbl
peBHyewb?» (1892, konnekuma C.W. LykuHa, TMUN
mMm. AC. lNywknHa). Bnagnmupa Bypnioka Ha noptpete
1910 roga (XygoxxecTBeHHbI My3eid, JTnoH, GpaHums), Ha-
NMCaHHOM B OyP/IIOKOBCKOM YepHsHKe, eLle 60/ee ABHOM
«TanTuy, HEXenn NapnoHOBCKUIA Tupacnosnb, OH n3o6pa-
3un B nopgoGaroLmx C/yyalt FOreHOBCKMX Kpackax, Of-
HaKO B €ro pyKy BMIOXW/1 HE 3K30TUYECKUIA NNOA-COCYa, a
raHtenb (cunay bypniok BOBCIO 3aHMMaNCs CNopTom).

MapoawniiHbie HOTbl 0OCBOGOXAAa I CO3HaHWe, CMesi-
NINCb Hapf BNaCTbio aBTOPUTETOB, KAKUMU YXXe U B Te Bpe-
MeHa cTaHoBuAncb B Poccun dhpaHuysckme maitre'sl.
Pazpgenatbcsa ¢ o6LWENPUHATBIMU KYMUPaMU O3Ha4vano
ans JlapuoHoBa NpoAaBUratbCy Brnepe, nocTynatb Tak,
Kak MocTyrnaeT cama AelCTBUTENbHOCTb, HEMPEPBIBHO
paccraloLascs ¢ yctapenbiMn LEHHOCTSAMU.

[oHuapoBa xe yBneknacb [oreHom Bcepbes, No-
Hauyany no-AeTcku HaumBHO. Hanpumep, yBuaeB B LUy-
KMHCKOM «C6ope nnogoB» hUrypKM MNOHPaBUBLLMXCS
el LWEeHKOB, OHa TYT Xe BMMcasna Mx B CBOK HeAaBHO
38KOHYEHHYIO «[laMy C 30HTUKOM» (HacTHOe cobpaHue),
XOTS1 OHW Mano NOAXOAWUNN U K CMbIC/Y, U K XWUBOMUCHK
3TOM KapTUHBbI.

PaHHsaa MloH4apoBa u loreH

OHa C MHTepecoM paccMmaTpuBaeT HaTiopMOpPThbI
paHLy3CKOro Mactepa, OXOTHO 3aMMCTBYeT UX MOTU-
Bbl, HANpPUMepP MOTUB NOACONHYXOB («[1OACONHEYHNKN»,
1901, ns cobpanua C.W. LLlykuHa, '), pa3BuB ero B He-
CKONbKNX NpeBocxoaHbix xoncTtax (FTI, TPM n yacTtHoe
co6paHne B Mockse®). loreH no6Gun BBOAUTb B CBOU
HaTIOPMOPThl PUrYpPbl UM FOTOBbI OCTPOBUTSH (TE Xe
«[MogconHevyHnkn» nnu «byket LBeTOB» U3 cobpaHua
MN.A. Mopo3oBa) — 1 y [oH4YapoOBOl B 3TON Xe ponu
uUrypbl 1 nnLa Ha KapTUHax, N300paxeHHbIX B ee No-
CTaHOBKax («HaTiopmopT ¢ nopTpeToM 1 6e/10in ckaTep-
Tbio», 1908-1909, PM).

YBugeB B «HaTiopmopTte c nonyrasmu» (M3 co-
6paHna U.A. Mopososa, TMUN um. A.C. TlywkunHa)
TEPPAKOTOBYIO CTaTyaTKy XWHbl (TAUTAHCKOWA O6OrmMHu
JlyHbI), BbINOMHEHHYIO, 6ECCMOPHO, caMuUM [OreHom,
OHa OYEeHb CKOPO HAacenuT NoAoOHbIMM CTaTyaTKamu
CBOM COOGCTBEHHble MOCTAHOBKW. B 10 Bpemsa kak [o-
reHy NpuMxoamnocb NpUAyMbIBaTb PUrypbl HUKOMY He
M3BECTHbIX TAaUTAHCKNX 6OXKOB, [OHYapoBa onupanacb
Ha N3BasIHUSA «PYCCKNX» (Kak OHa Bblpakasacb) «kKaMeH-
HbIX 6ab», nena M3 rnHbl (B HACTONMbHbIX pa3Mepax)
CBOW COOCTBEHHbIE MX BapuaHTbl. He 060XKEeHHbIe ”
He nepeBefeHHble B MMNC, OHN He AOXWAW A0 Hallero
BPEMEHU, OQHAKO MX BUA COXPaHW/ICH B HaTiopMopTax
«KameHHas 6aba» (1908, KocTpom-
CKOW 06n1acTHOM My3eii n3obpasu-
TeNbHbIX UCKYCCTB), «HaTiopmopT

— Havana XX Beka. M.
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Goncharova adopted these compositional tech-
niques. Her still life “Fruits and Engraving” (19907-1908,
Tula Museum of Fine Arts) draws both on “Landscape
with Peacocks” and “Sunflowers”. Instead of Gauguin’s
clay Hina, at the top of this composition, Russia’s own
national “godling” is featured — a little icon of the Mother
of God with the Infant. The colour of this icon gives it a
ceramic look (a real clay statuette of a bent female figure
is placed to one side, on the windowsill). And below the
icon stands a heavy green armchair, like in Gauguin’s
“Sunflowers”. (Perhaps this armchair, with its seat sag-
ging to the floor, is the one that was a permanent fixture
in Goncharova’s and Larionov’s studio on Trekhprud-
ny lane: a reporter from one of Moscow’s newspapers
wrote that when you sat on it, your knees were lifted
to the level of your chin.) On the armchair, instead of a
basket with sunflowers, stands a stool with fruits, from
which our glance moves down to the pears on the seat
of the armchair: the pears’ dark contours echo the dens-
er lineaments of the armchair.

The same movement of the eyes is invited in the
composition “Fish and Brush” (1909, Tretyakov Gal-
lery): here, we see a similar cumbersome armchair, only
turned upside down and placed on the corner of the
table, so that we see the reverse of its back, covered
with the same green cloth. On top, there is a pot with a
nearly dance-like gesture of leaves spread widely (the
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most eye-catching “event” of this composition), from
which the eye moves down, “bumping” over the fishes,
the box with eggs and the brush, then further down to
the green planes of the armchair, before reaching the
bottom edge of the canvas.

The artist’s (and, accordingly, the viewer’s) eye is
initially positioned at the top of the composition and
everything below this level is viewed as if “in passing”,
“in a breath”. In “Sunflowers” (1908-1909, Russian Mu-
seum), there are ecstatic silhouettes of large green
leaves on top, with a table painted in a more composed
manner below. In “Chinese Still life” (about 1910, Tretyak-
ov Gallery), our attention is focused on a Chinese pop-
ular print, while we can altogether forget to look at the
objects lying on the table underneath.

We should keep in mind that Larionov (working on
still lifes in the 1900s), also painted objects as viewed
from head height, and often against the backdrop of a
plank floor rather than a wall. But in his pictures, the main
objects are situated at the centre of the composition
(which is most often square-shaped) and do not direct
our glance either downwards or sidewards. In Goncharo-
va’s paintings, the vertical formats give them a resem-
blance to images applied to a screen — a sequence of ob-
jects perceived by the eye as it glides along the screen
from the top down. The composition of “Geranium Still
life” (1908-1909, Tretyakov Gallery) is constructed simi-
larly to Gauguin’s “Landscape with Peacocks”: an array of
incarnadine flowers radiant against a white backdrop on
top, then, below them, geranium foliage against hanging
fabrics and, finally, a selection of fruits against the back-
drop of the table — visually, they are at the same distance
from us as the red geraniums at the top of the picture.

Goncharova'’s figurative pieces have a similar com-
position. In order to emphasise the vertical alignment of
the female figures, Goncharova divided her own “Fruit
Harvest” into four sections. It is noteworthy that the “ho-
rizon” in these sections is located on the same level as
the big drooping oak-tree leaves (the inspiration for this
image is drawn from Borisov-Musatov’s “Emerald Neck-
lace” (1903-1904, Tretyakov Gallery) as well), with the
figures and summer landscape consisting of sharply de-
lineated spots of shade and sunlight located even lower.

Speaking about the echoes of Gauguin’s artin Gon-
charova’s work, one should also pay due regard to more
substantive aspects of each artist’s work. If we apply the
most general classification of European art trends, both
Goncharova and Larionov belonged with Gauguin’s
version of Post-impressionism rather than Cézanne's.
Larionov is connected with nature’s vital force. His “fish-
es” do not appear as nature mortes not because they
lie right under the feet on the grass, rather than on the

H.C. TOHYAPOBA. HaTiopMopT. Pbi6bl 1 weTka. 1909
XoncTt Ha haHepe, Mmacno. 132,5 x104,5. © I'Tr

Natalia GONCHAROVA. Still life. Fish and Brush. 1909
Qil on canvas on cardboard. 132.5 x 104.5 cm
© Tretyakov Gallery, Moscow



Ine6 Mocnenos

H.C. TOHYAPOBA

MopconHyxu. 1908-1909. XoncT, macno. 100 x 93

© locynapcTBeHHbI Pyccknii my3seit, CaHkT Metepbypr,
2014

NATALIA GONCHAROVA
Sunflowers. 1908-1909. Oil on canvas. 100 x 93 cm
© State Russian Museum, St. Petersburg. 2014

C aHaHacowm» (1909, I'Tl), «CBepTkn n Ka-
MeHHasa 6aba» (1908-19098, XynoxecTBeH-
Hasa ranepeda CMOMEHCKOro rocyaapCcTBeH-
HOro My3es-3anoBegHuka). WHTepecHo,
uTo cTosdwas ruHaHaa durypka us aByxX
nocnegHMx XO/ICTOB Hallufia npefnioMaeHne
B OAHOW N3 60nee No3gHUX MOHYapOBCKUX
KaptTMH — «ConsaHble cTon6bl» (1909-1910,
['TI), y>xe coBCEM HEe FOreHOBCKOM MO CBO-
€My HanpaB/ieHMIO.

BnunaHune HaTiopmopToB [oreHa npos-
BWMOCb Yy [OHUapoBOIl He TOMBbKO B nogdope
npegmeToB. MI3BeCTHO, YTO B Hayane crone-
™A B Poccum 3aHOBO dhopmmpoBancs ca-
MbI XXaHP HaTIOPMOpPTa, NOYTK 3abbITbI BO
BTOpoi nonoBuHe XIX Beka. B 1910-e rogbl
nosly4aT pacnpocTpaHeHne NpueMbl HaTop-
mMopToB Ce3aHHa CO CToMlaMu, NOCTaBNEHHbI-
MU napanfenbHO XONCTY, U OrPaHUYNBAIO-
wen rnyounHy NpocTpaHCTBa 3a4HEN CTEHON.
B 1900-e xe rogbl ce3aHHOBCKME CTO/Ibl C
obAsaTtenbHbIMK  candeTkamu, OyTbliKamu
n 6enbiMn 6nogamMn € hpykTtammn elle He
YKOPEHUMNCh Y PYCCKUX XYOOXHUKOB. LLnn
NOUCKN WHAMBUAYANbHbBIX U O4YE€Hb Pas3HbIX
peleHnin, Hepeako 6onee ANHAMUYHbIX MO KOMMAO3ULM-
am (Muxawnn JlapuoHoB, Hukonan CanyHoB, KOHCTaHTUH
KopoBWH), 1 MOTOMY MOIN XUBEE BOCMPUHUMATBLCHA U
KOMMO3ULIMOHHbIE NPpUeMBbI, nayLimne ot foreHa.

[oreH B CBOMX MOSIOTHaxX UMeN B BUAY He INyOuHy,
HO NpeXxae BCero nj0CKOCTb KapTUHbl. Bo MHOrMx ero
BeLllax, B YacTHOCTH B «[lelizaxe ¢ naBinHamu» (1892,
n3 cobpaHma N.A. Mopososa, rMNN um. A.C. MNyku-
Ha), N306paxxeHns CTPOATCA NnaHamm, PaCNOT0XEHHbI-
MU OpYr Hag APYroM: Hag NaB/IMHAMUW B HUXKHEW YacTu
KapTWHbl — yenoBeyeckne Urypkm m xmxuHa, eule
BblLLE — Nel3ax C AePEeBbAMU U FOPaMn, 3PUTENBHO He
6onee yaaneHHbIMW OT HaC, YEM napa NaBMAMHOB BHU3Y.
[na mactepa xapakTepHbl ya/IMHEHHble hurypbl, Npo-
TAHYTble BAO/b M/IOCKOCTU KapTUHbI. TakoBbl hUrypbl
n3 «Cbopa nnogos» nnm «<Mecsua Mapun» (1899, ns co-
6paHua C.W. LLykuHa, '3), npu 3TOM ABUXEHME HALLEero
rnasa uaet He CHM3Y BBEPX, a OT Bepxa K Hu3y. B kap-
TMHe «My>X4nHa, cpbiBatoLwmii ¢ gepesa nnoa» (1897, ns
TOro ke cobpaHus) Haw B3rnag cHayana obpalleH K
ALY TaUTSHMHA U ero pykam, NOAHATBIM K IUCTbAM Ae-
pPEBLEB, U TOMbKO MOTOM CMYCKaeTCHA BHU3, K CTYMHAM
€ro HOT, MOYTN He KacatoLWmnXcst onopbl.

M Tak Xe CTPOMNUCb FOrEeHOBCKWE HaTIOPMOPThI
(7 YNOMMHAI0 NULb TE€ U3 HUX, KaKne XyAOXHULUa 3Ha-
na no MOCKOBCKUM Konnekuusm). B «HatiopmopTte ¢

PaHHsaa MloH4apoBa u loreH

nonyragmu» (1902) Mbl BUAMM (BBEPXY) CTaTy3TKy Bbl-
LWeynoMsAHYTOn XuHbl M TOMBbKO 3aTeM MNepexoauM K
onepeHnaMm NecTpbiX NTUL, PA3MNOXEHHbIX HA CBET/ION
cKaTepTu, ABUXEMCS BHU3 C HAaK/IOHOM CTONa, NoKa He
COCKanb3blBaeM BMECTe CO CKaTepTbio K CAMOMY HU3Y.
Ewle otyetnineee 10 Xe ABUXeHNEe B HaTiopmopTe «llog-
COMTHEYHUKN», HaBepPXY — «<MUCTUYECKWNIA rNa3», Nnome-
WEeHHbIA B CepeauHy LBeTKa, HUXe — nocTtaB/ieHHad
Ha KPeC/o KOpP3MHa C NOACO/THyXaMu C BO36OY>XXAEHHO
BCKWHYTbIMW MNK, HAOBOPOT, MOHUKLLMMWN NenecTtkamu,
W, HAKOHeL, BHMU3Y (y>Xe 1 BOBCE HEWTpanbHOoe) cuage-
Hbe TAXeNnoro Kpecna.

[oHuUapoBa ycBomna 3T KOMNO3ULNOHHbIE CXEMBI.
HatiopmopT «®pykTbl 1 rpaetopar» (1907-1908, Tynb-
CKUN My3el n306pasunTenbHOro MCKYcCcTBa) CoeanHUN
ee BneyaTtnieHns oT «HaTiopmopTta ¢ nonyrasgmm» n ot
«[MoaconHe4YHNKoB». BBEpPXY BMECTO rOreHOBCKOM Ke-
pamuyeckoin XuHbl MKOHKa ¢ boropoguuen n mnageH-
uem. Mo uBeTy OHa TOXe BbIMMAAUT KePaMUYHOW (Ha-
CTOALWANA FMHAHAaA cTaTyaTka Co
CK/TIOHEHHOW XeHCKoW durypoim

6. [ata 1910-1911 roa, npeanoxeHHas ans

OTCTaB/ieHa B CTOPOHY, Ha nofo-
KOHHMK). A HUXe — Taxenoe (Kak
B «[logconHeyHukax» ForeHa) se-
neHoe kpecno. (BoamoxHo, 3Tto
TO camoe NpofaB/ieHHOe A0 nona
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3TOro HaTIopMOpTa COCTaBUTENAMM KaTa-
nora «[ocypapcTBeHHbI Pycckuii my3seil.
Hartanua lNoHuyapoBa. loabl B Poccum»
(CM6., 2002. N° 114), npeactaBnseTcs
HaM CNULWKOM nosaHeit. Mo ceoemy cTu-
nto pa6oTa OpraHMYHO NOXNTCH PAAOM C
rpynnoi nonoteH 1908-1909 rogos.

53



54

Bessonova, Marina. “Gauguin’s Legacy
and the Modern Art”. In: Gauguin. A View
from Russia. Album. Moscow: 1989. P. 12.

Early Goncharova and Gauguin

table: they are (as in Gauguin’s paintings) a “living life”,
and Larionov almost never wavered in this approach.
His pears are very nearly living things: in “Marigolds
and Phyllocactuses” (1910, Pompidou Centre, Paris) the
pears liberally “straggle” across the table, some lying
still (like geese), others perking up their little necks. Ex-
actly the same can be said about the art of Goncharova,
who, in her early period, was attracted not by dry pine-
trees and hills as Cézanne was, but by growing grasses;
and in still lifes, not by tables and napkins, but, most of
all, by flowers.

Moreover, both artists followed the same path in
developing Primitivist techniques. Marina Bessonova
pointed to Gauguin’s early period, with its images of
Breton women “resembling stone statues... with huge
disproportionate hands and feet”. According to her, it
was “in the fishermen’s village Le Pouldu” —in 1889, that
is before his trips to Polynesia — that Gauguin produced
“the first ever ‘primitive’ style in the history of arts”,
which later inspired many European artists’.

Something similar can be said about Goncharova:
she became interested in Primi-
tivism (even before her encounter
with Gauguin’s art) after she saw
peasant women in Kaluga or Tula:

Exhibition of authentic icons and popular

prints organised by Mikhail Larionov.

Moscow, 1913.

her “Planting Potatoes” (1907-
1908, Tretyakov Gallery) already
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H.C. TOH4YAPOBA
®pykTbl M rpaBlopa. (B mactepckoit xyaoxHuubi). 1907-1908
XoncT, macno. 106 x 95. © TynbCknit My3eit 36pa3unTenbHbIX UCKYCCTB

NATALIA GONCHAROVA
Fruits and Engraving (In the artist’s studio). 1907-1908
Oil on canvas. 106 x 95 cm. © Tula Museum of Fine Arts

features piles of potatoes looking like boulders, which
the figures of the peasant women also resemble. There
was a direct path from this bent-over peasant woman
to the even bulkier female frame, bent over a pile of ap-
ples, in “Fruit Harvest”. Like Gauguin’s Breton women,
the figures in Goncharova’s pictures would increasingly
appear either modelled from clay or carved from wood,
with “disproportionately big hands and feet”.

The differences between the artists should be re-
viewed, too: some were evident from the moment of
their “encounter”, while others grew over the years.
Goncharova’s early pieces are more artless and simple
than the French master’s works, but sometimes more
energetic in highlighting particular shades of meaning.

Whereas, after Le Poldou, Gauguin embarked on
a journey to distant lands (“to the Orient”, as did Pavel
Kuznetsov and Martiros Saryan later), Goncharova re-
mained on her native soil, identifying Russia itself with
the Orient. Later, she wrote about “a great love in un-
derstanding the surrounding world and in the decora-
tive style of imaging it” characteristic of “people living in
the Orient, including Slavs [italics mine — G.P.]"®, and she
preferred to refer to the statues from the Scythian bur-
ial mounds as “Russian” kamennaya babas, as already
mentioned. The figures in her compositions inspired by
Gauguin’s Tahitian women still appear to us as peasant
women from Tula — this applies to the peasant women in
“Merry-Go-Round” (1910, Serpukhov Museum of History
and Fine Arts) or to the even earlier images in her “Fruit
Harvest”. It is true that, in this series, she teetered be-
tween the women from the villages around the Clothing
Factory, whom she had known since her childhood, and
the equally alluring Tahitian women painted by Gauguin.
Nevertheless, most of these women are peasants from
Kaluga or Tula, and only the woman holding a basket
(from the picture featuring a woman bent over a pile of
fruits) seems to have come from one of the French mas-
ter’s paintings.

In Goncharova’s compositions, people are more
firmly anchored in reality. Whereas the background in
Gauguin’s “Fruit Gathering” appears to us largely as
a glittering golden mosaic, Goncharova’s backdrops
seem like sun-drenched lawns in a garden. In Gauguin’s
paintings, spots of light, resting on the surface, form
its radiant base, while in Goncharova’s compositions,
they echo the sun-drenched space of the garden. Un-
like Gauguin’s weightless native people, who do not so
much stand on the soil as appear “suspended” between
beams of golden light, Goncharova’s peasant women
have their feet more firmly planted on the ground. The
conceptual associations in Gauguin’s paintings lure the
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H.C. TOHYAPOBA. Kutaickuin HaTiopmopT. Okono 1910
XoncT, Macno. 139,5 x104. © I'TI

NATALIA GONCHAROVA. Chinese Still life. About 1910
Oil on canvas. 139.5 x 104 cm. © Tretyakov Gallery, Moscow

Kpecso, KOTopoe Bcerga HaxoguaoCb B MacTePCKOn y
XYOOXHWKOB: KOPPECNOHAEHT OAHOWM U3 MOCKOBCKUX
raseT nucan, 4YTo y Ccapsflerocs Ha Hero KO/feHu oka-
3blBa/INCb Ha YpoBHe nogbopopaka.) Ha kpecne BmecTo
KOP3MWHbI C MOACONMHYXaMn — TabypeTka C nnogamu, oT
KOTOPbIX Hall B3rNs4 NepexoanT K rpyliam Ha kpecne
BHM3Y: X TEMHbIE KOHTYpPbl OTBeYaT 6onee NI0THbIM
NNHUAM Kpecna.

Takoe e gBuxeHue — B noctaHoBke «Pbibbl 1 WeT-
ka» (1909, I'TT). (3ameTnm, 4TO Nepen HaMu TO Xe rpo-
MO34KOe KPec/0, TO/IbKO NMOBEPHYTOE CUAEHBEM BHU3
N YNTIOXXEHHOE Ha Yron CTosa Tak, YTo K Ham obpalleHa
WCNOAHSAS CTOPOHAa ero CnuHKK, o6TsHyTas TOi Xe 3e-
NIeHOM TKaHbt0.) BBEpXY ropLIOK C NOYTU TaHUEBasIbHbIM
>XKECTOM PACKUHYTbIX B CTOPOHbI JIMCTbEB (CaMoe 3aMeT-
HOoe «COObITMe» 3TOM paboThl), @ fasniee Hal rna3 npo-
OBUraeTcs BHU3, CTPEMUTE/IbHO «CBasiMBasiCb» OT pblb,
KOPOOKM C AlllaMn N LLLETKU K 3€/1eHbIM NOBEPXHOCTAM
Kpecna BnnoTb 4O HMXHEro o6pesa xoncra.

nas XyooXHuWuUbl (@ COOTBETCTBEHHO U 3pUTESIb-
CKWIA B3rnsaf) U3HayanbHO HaxoAuTCs BBEpPXY MocTta-
HOBKM, a TO, YTO HMXe, pacCMaTPUBAETCA «Ha NPOXoae»,
«Ha Bblgoxe». B «lMogconHyxax» (1908-1909) ns N'PM
BBEPXY — 3KCTATUYUHbIE CUAY3Tbl KPYMHbIX 3€NEHbIX K-
CTbEB, HUXE KOTOPbIX — 60/1ee CNOKOMHO HamnmMCaHHbIN
cton. B «Kutanckom HaTtiopmopTte» (okono 1910, ')
Halle BHMMaHWe COCpeaoTOUYEHO Ha KUTaCKOM ny6Ke,
TOrAa Kak Ha NpeameThbl, exallme BHU3Y Ha CToNe, Mbl
MOX€eM BooO6Le 3a6bITb B3MNAHYTh.

BcnomMHum, 4yto wn JlapMoHOB B HaTopMopTax
1900-x ropoB n3obpaxan NpeameTbl C BbICOTbl CBOENO
KPYMHOro pocTa, 3a4acTyto Ha hoHe AoLaToro nona, a
He CTeHbl. HO y Hero oHu pacrnonaranuchk, kak npaBu-
N0, B cepefurHe yalle BCero KBagpaTHbIX XONCTOB, He
Hanpassas Halw B3rNa4 HU KHU3Y, HU B CTOPOHbI. Y TOH-
YapoOBOW >e BepTUKasnbHble GopmaTbl HaMnoMUHaT
CKOpee pocnucu WnpM — vyepeay nsobpaxkeHui, Boc-
NMPUHMMaEMbIX F1a30M, CKOMb3SLWMM MO MOBEPXHOCTU
LIMPMbI OT BEpXa Ao HM3a. B «HaTiopmopTe ¢ repaHblo»
(1908-1909, ') KOMNO3MLUKUSA MOCTPOEHA TakK Xe, Kak
N B roreHoBCKOM «[lelizaxe ¢ naBAnHammu»: apyc anbix
LBETKOB, CUAOWMX Ha 6en10M hoHe BBEPXY, HUXE —
APYC IMCTbEB repaHn Ha (hoHe pa3BeLllaHHbIX TKAHEN
1, HaKOHeL, Spyc PPYKTOB Ha hoHe CToNa, 3pUTENbHO
He 6onee NPUBANXEHHbIX K HaM, YeM KpacCHble repaHu
B BEPXHeWN YacTu NonoTHa.

TouHO Tak Xe CTaHyT BbICTpaMBaTbCA OUTYypPHbIE
koMmnosnumm FoHuyaposon. Ons Toro 4tobbl nogvep-
KHYTb BEpPTMKAaNIbHOCTb XEHCKUX huryp, oHa pasge-
NUT COBCTBEHHbIN «COOp NNOAOB» Ha 4YeTbipe XONCTa.
3aMeTuM, UYTO «FTOPU30OHT» B 3TUX XOJICTaX PACMO/IOXEH
Ha YpPOBHE CBMCAaIOLUX CBEPXY KPYMHbIX AYyO6OBbLIX n-

PaHHsaa MloH4apoBa u loreH

CTbeB (MOYEpPnHYThIX elle n n3 «<MI3ympyaHoro oxepe-
nba» (1903-1904, 'TIN) B.3. Bopucoa-MycaTtoBa), Huxe
KOTOPOro — 1 camu urypsbl, U Ne€THUIA Nen3ax, pesko
noAeneHHbl Ha NATHa TEHU U COMNHLUA.

[oBopsa 0 nepeknnykax [oH4YapoBoOW C FOreHom,
CTOUT KOCHYTbCA N 6onee rny6oKnUx CTOPOH UX UCKYC-
ctBa. Ecnu npuberHytb K camon o60O6LEHHOW Kac-
cndmkaumm eBponenCKNX XXNBOMUCHbBIX TEYEHUI, TO U
[oH4apoBa, 1 JTapMOHOB NpPUMbIKaAAN HE K Ce3aHHOB-
CKOW, @ K FOreHOBCKOW BEpPCUMU MOCTUMMNPECCUOHUI-
Ma. JlapnoHOB MNpuBHA3aH K BUTaNbHbIM CMNam Npupo-
abl. Ero «pbi6» He BocnpuHUMaelwb B KayecTBe nature
morte'oB He MOTOMY, YTO OHW /IeXaT He Ha CTofe, a Ha
TpaBe nopj Horamu: 1o (kak u y loreHa) xuBas HaTypa,
n JlapMoHOB BCcerga octaBasCca BEPEH 3TOMYy ee CBOM-
cTBY. Ero rpywmn — noutn xusble co3gaHus: B «<Horort-
Kax n mnokakTtycax» (1910, Llentp Momnugy, PpaHuyus)
OHW BOMIbIOTHO pa3bpenyTcs No CTONY, TO HEMOABMXHO
nexa (kak rycu), To nogHumas BBepx CBow wwenku. 1 to
XXe OTHOoCUTCH K foHYapoBOW, KOTOPYIO yBEeKanu B pax-
HUW Nepuopa He CyxoBaTble COCHbI U ropsbl, kak Ce3aHHa,
HO pacTylune TpaBbl, @ B HATIOPMOPTaxX — HE CTO/bl U
candeTku, a Bcero 605ee XuBble LUBEThI.

AHanormyHbl n 0OCOBEHHOCTN (OPMUPOBAHUA Y
000UX XYAOXHMKOB NpuemMoB npummntneuama. M.A. bec-
coHoBa obpallana BHUMaHMe Ha paHHWiA nepuof lore-
Ha, Ha uUrypbl 6PETOHOK, «HaNOMMHAaIOWNE KaMEHHbIE
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Benois, Alexandre. “An Artist’s Diary”. In:
Rech. 1913. October 21.

Early Goncharova and Gauguin

viewer’s imagination into the deep recesses of the art-
ist’s personal mythology, whereas in Goncharova’s early
pieces, they guide the viewer towards the surface in-
stead, into the bounds of a more condensed “national
myth”.

By the 1910s, Goncharova’s Gauguinesque period
had come to an end, and her Primitivist art moved into a
new stage. After a visit to her solo show in 1913, Alexan-
dre Benois remarked that her compositions were “pow-
erful and compelling”, arguing that the “compactness of
her paints” made one dream about Goncharova deco-
rating entire walls of cathedrals®. If we imagine such a
cathedral, her pieces from the 1900s, such as “Merry-
Go-Round” or “Fruit Harvest”, which are more narrative
in style, would fit on the church’s northern or southern
walls, whereas the figures from the 1910-1911 pieces,
such as the “Evangelists” (1911, Russian Museum), would
look good on an apse or pillars, which were tradition-
ally decorated with leaner imag-
es. Unlike Gauguin’s Tahitians,
Goncharova’s “people from the

The Tretyakov Gallery Magazine #1(78) /2023

Gleb Pospelov

pillars” are awkward, stocky and resemble “dummies”
with their feet planted on the earth. They either stretch
their arms stiffly up to the fruits (“Picking Apples”, 1911,
Tretyakov Gallery) or walk heavily with a load (“Winter.
Washerwomen”, 1911, Russian Museum), astonishing the
viewer with their drive and unstoppable motion (“Gath-
ering Brushwood”, 1911, Tretyakov Gallery), exhibiting
the arduous rhythm of shifting the body’s weight from
one foot to another, as well as the perseverance in fol-
lowing the routines of toil learned by rote from time im-
memorial.

H.C. TOHYAPOBA
Monyrawu. 1910. XoncT, macno. 99 x 105. © I'Tr

NATALIA GONCHAROVA
Parrots. 1910. Oil on canvas. 99 x 105 cm. © Tretyakov Gallery, Moscow

- T.TOreH
HaTtiopmopT ¢ nonyraamu. 1902. XoncTt, macno. 62 x 76
O© MU um. A.C. TNywknHa

- PAUL GAUGUIN
Still life with Parrots. 1902. Oil on canvas. 62 x 76 cm
© Pushkin Museum of Fine Arts, Moscow
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N3BagHNA <..> C OFPOMHbIMWU HEMPOMOPLMOHANbHBIMA
pykamu n CTynHsamus. 1o ee cnoBam, UMEHHO «B Pbl-
6aukoii gepeyluke Jle MNMynbato» (1889, To ecTb elle Ao
noesfok B [MonuHesnto) y foreHa poxaganca «nepBbii B
NCTOPUMN NCKYCCTBA “NMPUMUTUBHbIA” CTU/b», BOOXHOBUB-
LM BNOCIEACTBUN MHOMUX €BPOMECKNX XYA0XHNKOB’.

Heuto nogo6HOe MOXHO cka3aTb 1 0 [OH4YapoBOIA:
ee NPUMUTUBUCTCKME HACTPOEHUA 3apoaunnch (ewe
A0 BCTpeuun c foreHoMm) Toxe nof BnevatneHnem ot du-
ryp Kany>Xckux Uan Ty/IbCKUX KPeCTbsHOK. Beab yxe B
ee «KpecTbsiHKax, caxatwLwmx kaptogenb» (1907-1908,
'Tl) noaBMNMCb Kyumn KapTodens, MoOXoXnMe Ha KaMeH-
Hbl€ Ba/lyHbl, Ha KOTOPbIE CTO/Ib XX€E MOXO0XU N PUrypbl
paboTatoLnx XeHwmH. OT corHyBLelicsa 6abbl U3 3TOM
KapTWHbI Wia npamas gopora K eue 6o5ee rpysHom
purype ns «Céopa niogoB», HAKIOHEHHOM Haf Ky4ei
a6n0kK. [Mogo6Ho 6peToHkaM [oreHa nepcoHaxu MoH4a-
poBoIi OyayT BCce 60/1ee KasaTbCA TO Bbl1€MN/IEHHbIMU
W3 MNHbI, TO BbIPYGMEHHbLIMU N3 AepeBa, N TOXE C «He-
NPonopLMOHanbHO 6ONbLINMM PyKaMU U CTYMHAMMY.

Tenepb 0 pas3nnuUUax Mexay XyaoXXHMKaMu: HEKO-
TOpble M3 HMUX OblIN OYEBUAHBLI C MOMEHTA UX «BCTpe-
Uu», a gpyrme Hapacrtanum ¢ rogamu. PaHHue paboThbl
[oHYapoBOW 6eCXUTPOCTHee, NpoLle paboT dpaHLy3-
CKOro macrtepa, HO MHOrga sHepruyHee B pacKpbITUK
TOrO W/IM UHOIO CMbIC/TIOBOTO OTTEHKA.

PaHHsaa MloH4apoBa u loreH

Ecnu loreH nocne pa6ot B fle MNynbato Bce xe oT-
npaBuCa B Aanekne cTpaHbl (kak nosgHee KysHeuos
n CapbsiH «Ha BocTtok»), To ToH4YapoBa Tak U ocTanacbh
Ha CO6CTBEHHOW NoYBe, OTOXAECTBMB ¢ BocTokoM camy
Poccuto. MNosgHee oHa HanuweT «o 60nbllon Nto6BU B
NMOHUMAaHUM OKPY>KatloLlero Mmpa u eKopaTtMBHOCTU B
ero nepefaver, xapaktepHon «ana xutena BocToka,
B TOM YMUCNe U CAaBSHUHA»® (KypcuB Moii. — ILI1.), a 06
N3BaSHUAX U3 CKUAPCKMUX MOMMAIBLHUKOB MNpegnoyuTtana
(kaK y>e yrnomuHasocb) FOBOPUTb KakK O «PYCCKUX» Ka-
MEHHbIX 6abax. Purypbl U3 ee CIOXETOB, HAaBEAHHbIX
BrneyatneHnsasMn ot TauTsaHok foreHa, BOCNpUHUMaELLb
BCE Xe KaK TY/IbCKUX KPECTbSAHOK — 3TO OTHOCUTCA K U30-
6paxeHusam 6ab n3 «Xoposogar (1910, CepnyxoBckuii
NCTOPUKO-XYOOXECTBEHHbIA My3€eW) Ui K HanncaHHbIM
elle paHblle gurypam ns «Céopa nnogos». B atom um-
Kfe oHa, NpaBaa, Konebnetcs Mexay 3HaKOMbIMU el C
OEeTCTBa KPeCTbAHKaMn U3 gepeBeHb BOKPYr [MonoTH:-
HOrO 3aBOAA U CTO/b MaHALLMMUN OCTPOBUTAHKaMK [ore-
Ha. B 0oCHOBHOM 3TO BCe Xe Kanyx-
CKWe Unn Tynbckme 6abbl, U TONbKO
durypa ¢ KOp3nHoW B pykax (13
cloxeTa co cOopLUNLENA, CKTOHEH-
HOW Hapj rpyaon nnoaoB) KaxeTtcs

nor. M., 1989. C. 12.

7. beccoHoBa M. Hacneawue lNoreHa u co-
BPEMEHHBIVi XyA0XeCTBEHHBbIV npouecc //
loreH. Barnsaa us Poccun: Anb6om-kata-

8. BbicTaBKa MKOHOMWUCHbIX NOA/TMHHUKOB 1

cowlealwen ¢ oaHoOro n3 nonoTeH

hpaHLy3CKOro macTepa. BaiM. M., 1913.
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Early Goncharova and Gauguin

M. FTOrEH. Mensax ¢c naBnuHamu. 1892
Xonct, macno. 115 x 86. © TMN um. A.C. MNywkunHa

PAUL GAUGUIN. Mata Moe (the royal end). Landscape with Peacocks. 1892
Oil on canvas. 115 x 86 cm. © Pushkin Museum of Fine Arts, Moscow
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Published: Tretyakov Gallery magazine. 2014. #1.
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H.C. TOHYAPOBA
MaBnuH Nnoa APKUM CONHLUEM (CTUNb €runeTcKuil).
M3 cepun «MaBnuHbl». 1911, XoncTt, macno. 129 x 144, © I'Tr

NATALIA GONCHAROVA
Peacock in bright sunlight (Egyptian style). From the “Peacocks”
series. 1911. Oil on canvas. 129 x 144 cm. © Tretyakov Gallery, Moscow

H.C. TOHYAPOBA. MoaconHyxu. 1910
Xonct, macno. 1M1 x107.© I'Tr

NATALIA GONCHAROVA. Sunflowers. 1910
Oil on canvas. 111 x 107 cm. © Tretyakov Gallery, Moscow

®urypbl FTOHYapOBOW CUMbHEE YKOPEHEHbI B pe-
anbHon Hatype. Ecnu doH roreHoBckoro «C6opa nno-
OOB» Mbl BO MHOIOM OLLyLLI@aeM KaK CUSIHME MO3anYHOro
30/10Ta, TO FOHYapPOBCKME (POHbI — KaK 3a1uTble COMH-
ueM nonsHel B cagy. HeBecombie hurypbl roreHOBCKUX
abopUreHOB He CTOMbKO CTOAT Ha MNo3emMe, CKOJIbKO
«MOABELLEHbI» B Jlydax 30/10TOrF0 CBeYeHUs, hurypbl
rOHYapPOBCKMX KPECTbAHOK MPOYHEE OMepThbl O MO3EM.
OTNnMuMa He TONbKO B 6/IM30CTU Hawel XyAoXHULUbI K
N3Ha4vaNbHbIM XW3HEHHbIM BNeYaT/1eHUSAM UK K HEMo-
CPeACTBEHHO 3PUMOI HAaType, HO N B U3BECTHOW NPAMO-
Te ee 3ambicnoB. Ecnu cmbicnoBble accounaumm MoreHa
yBOAWNMN BOOOpaxeHne 3putesnsd B rNyOuHbl ero nepco-
HanbHOMW Mudonornu, To y floH4apoBon (Ha ee paHHeEM
3Tane) ckopee BbIBOAW/IN €0 «Ha MOBEPXHOCTb», B paM-
KW KOMTIEKTUBHOIO HaLMOHaAbHOro muda.

K 1910-m rogam roreHoBCKuUiA nepuog y NoH4apo-
BOW 3aKOHYMTCHA, MepeBoasa €e MNPUMUTUBU3M B YXe
HoBylo hasy. YBuges B 1913 rogy ee nepcoHasibHyto
BblcTaBky, A.H. BeHya oTmeTnn B xoncTtax loHYapoBow
«BOMbLUYIO U BMACTHYO» CUMY, YTBEPXAas, UTO «Kyu4-
HOCTb €€ KpacOK» 3acTaB/ideT meyTaTb 00 yKpalleH-
HbIX €0 CTeHax uenblix co6opoB®. Ecnu npeacrtaBuTb
cebe nogobHbIin cobop, To cueHbl n3 1900-x rogos
Bpoae «Xoposoaa» nnmn «Céopa nnogos», 6o1ee nose-
CTBOBAaTe/IbHbIE MO MOTUBAM, MOXHO 6bi/10 6bl BOOGpa-
3UTb Ha €ro CeBEPHON U/ IOXHOM CTeHax, Torga Kak
durypbl 1910-1911 rogos, nogobHble «EBaHrenncram»
(1911, FPM), — B abcupe unm Ha ctonbax, roe no Tpagu-
LMn pasmellanncb 6onee nakoOHUYHbIe N306paxeHus.

B oTAnumne o1 roreHOBCKUX TauTsiH FOHYapoOBCKNe
«MEePCOHaXxm CO CTONI60B» HEYKJTOXMW, MPU3EeMUCThI, MO-
XOXW Ha «60/1BaHOB», yNepTbiX Horamu B 3emto. OHu
TO ofepeBeHeNo NpoTArMBaloT pyku K nnogam («Kpe-
CTbsiHe, cobupatowme a6nokm», 1911, I'Tr), To Hanpsa-
XXEHHO nayT nofg rpysom («Mpaukus, 1911, TPM), nopa-
Xasi HarNnopoMm, HEOCTAHOBMMOCTLIO xoAa («3uma. Coop
xBopocTax», 1911, I'Tl), 9BNaa n TAXXKNIA pUTM NEpecTy-
naHua nog Howeml, n camo YNopCcTBO U3APEBNE 3aTBEP-
>XXEHHOM paboThl.

Ony6nukoBaHo: TpeTbAkoBCcKasa ranepes. 2014. N°1.

9 BbeHya A. IHEBHWK XyAOXHWKa // Peyb,
1913, 21 okTA6pA.
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20 TET XYPHANY «TPETbAKOBCKAA TAJTEPEA»

«MpeameT Moero NCKyccTBa — AyX YeoBeYECKUNA...»!

B.H. YekpbiruH

lIpenuyBcTBHE TpAayLIETO

Fpa(i)HKa Bacunus qupberHa

n3 CO6P21HI/I}I TpCTbHKOBCKOﬁ ranepem

Eauzagema Egﬁpemoea

18 ﬂHdeﬂ 2017 zoGa Uucno/iHUA0Cy 120 z1em co aHﬂ poofcacnua Bacuaus Huxonaesuua qCKpblZUHa

(18 —1 22) — musonucua u zpapuxka, maopuecmeo Komopozo MHOZUMU aABMOPUMEMHbIMU UCC/1e-
Y

Goeame/mmu npusHaHo YHUKANAbHbIM AB/ICHUCM 8 u306pa3um€ﬂbHOM ucKyccmae 1910—1920-x 20(306.

HpuypoweHHaﬂ K amotl ()ame éblCmaska pUCyHKOG xyaoomtwca, OpZ&lHuZ}OGaHHaﬂ 8 paMKax TlpOZp&lM—

Mbl «TPCTJ’lbﬂKOGCKa}l za/lepeﬂ omxpueaem ce0U 3anacHuUxKu», no3HakomMuia 3pume/lell C pa6omamu us3

zpagﬁuuecxoﬁ Ko/iexkyuu Mchﬂ’lea 38 c06paHuu My3se:.

UcTopusa ee KOMMNMEKTOBAHUA CBfi3aHa C MMEHEM
W3BECTHOrO WCKYCCTBOBEAa W My3€ehHOro pesrens
A.B. bakyLwmnHckoro. B ogHol 13 cBoux ctaTeit o TBOp-
yectBe YekpbirmHa oH nNucan: «CTpaHHO HemnpuBbIYHO
OelicTByeT Ha 3puUTeNs Tak He CBOMCTBEHHAasi COBPEMEH-
HOMY WMCKYCCTBY UCK/IOUYMTENbHAS LWMPOTa TBOPYECKO-
ro pasmaxa, Hencyepnaemoe 60ratcTBoO BoOOOpaxeHus,
BU3NOHEPCKOE MNepexuBaHMe 3ambiCfla, MOHYMEH-
TanbHOCTb hopMbl. Bce 310 n Bbligensier TBOpPYECTBO
YekpbIrMHa U3 Kpyra COBPEMEHHbIX XYAOXECTBEHHbIX
SIBNEHUA, N B TO X€ BPEMSA KPENKOo CBA3bIBAET ero
C MOA/IMHHBIM, TYy6OKO Tparnyeckum JIMKOM COBpe-
MeHHOCTU»2, B 1923 rogy BakylMHCKUIA opraHusoBan
B LIBETKOBCKOI ranepee NOCMEPTHYIO BbICTaBKY MpPO-

n3BegeHnn YekpbirmHa n cnoco6CTBOBaa MNocTynne-
HUIO B TPETbAKOBCKYIO rasiepeto OT BAOBbI XYAOXHMKA
30 nepBOKMAaCCHbIX PUCYHKOB. Moyt BCe OHM Oblnn
npeacTaBfeHbl B 9KCNO3MLUU, BbIPA3UTENbHON AOMU-
HaHTOW KOTOPOW CTanu Takxe padoTbl, NoAapeHHbIe Ma-
nepee KpynHbIM cneumannucTomMm no Uctopum rpadumkm
A.A. CnpgopoBbiM (1969) 1 N3BECTHBIM KOMNEKLMOHEe-
poM pycckoro aBaHrapga IA. Koctakn (1977). Cerog-
HS Of4HA M3 NYYLWMX MY3erHbIX KOANEKUUA rpadunkn
YekpbirMHa HacuuTbiBaeT 6onee 400 npousBeneHui,
6onbllaa 4acTb KOTopbiXx nocTtynmna B 1970-1980-e
rofbl U3 CEMbM XYAOXHMKA.

Ha BbiCTaBke 3kcrnoHupoBanucb 64 npowssege-
HUS, CBUAETENbCTBYOWME O aHTaCTUYECKorn TBOP-
YEeCKOW OfJapeHHOCTM aBTopa MU

O IpaHAMO3HOCTN €ero MOHYyMeEH- 1. Lnt. no: MypuHa E., PakutuH B. Bacunwuii

TallbHbIX 3aMbIC/10B, KOTOpre TaK Hukonaesuny YekpbirnH. M., 2005. C. 21.
(Aanee: MypuHa, PakuTuH.)

W He BbINK ocyLecTBNeHbl. MHorne

U3 NpeacTaBneHHbIX paéoT cospga- 2. BakywmHckuni A.B. B.H. YekpbiruH //
Pycckoe uckyccrteo. M., 1923. N°2-3.

Hbl L‘|eK|:)I3IFl/IHI:IM B nocnegHune Tpu C.15.

BecHa. 1920
Bymara, npeccoBaHHbIi yronb. 34,4 x 27

Spring. 1920
Compressed charcoal on paper. 34.4 x 27 cm
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Quoted from: Murina, E.; Rakitin, V. Vasily
Nikolayevich Chekrygin.Moscow: 2005.

20th ANNIVERSARY OF THE TRETYAKOV GALLERY MAGAZINE

»1

“The subject of my art is the human spirit...

Vasily Chekrygin

A Premonition of the Future

The Graphic Works of Vasily Chekrygin
from the Collection of
the Tretyakov Gallery

Yelizaveta Yefremova

The 1zo0th anniversary of the birth of Vasily Chekrygin (1897—1922), the painter and gmphic artist
whose work many influential critics have called unique in the visual arts of the 1910s and 1920s, fell

on January 19, 2017. Timed to coincide with that anniversary and organised as part of the project “The

Tretyakov Gallcry Opens Its Reserve Collections”, the show introduced the public to the Trctyakov’s

collection of Chekrygin’s graphic works.

The history of the creation of the Chekrygin collection is
linked to the acclaimed art scholar and museum profes-
sional Anatoly Bakushinsky. In one of his articles about
Chekrygin’s art, Bakushinsky wrote: “The extraordinary
sweep of the creative daring, the inexhaustible wealth
of imagination, the visionary approach to creative ideas,
the monumentality of forms, so rarely seen in modern
art, produce on the viewer a strange impression. All this
distinguishes Chekrygin’s art from that of his contem-
poraries, while also firmly anchoring it in the true and
deeply tragic visage of modern times.”?

In 1923, Bakushinsky organised Chekrygin’s post-
humous exhibition at the Tsvetkov Gallery and brokered
an arrangement between the Tret-
yakov Gallery and Chekrygin’s
widow, resulting in the acquisition

P. 21. Hereinafter — Murina, Rakitin.

Bakushinsky, Anatoly. “V.N. Chekrygin”.
In: Russian Art. Moscow: 1923. Nos. 2-3.

P.15.

of 30 eminent works by the artist.
Nearly all of those featured promi-
nently in the new exhibition, along

The Tretyakov Gallery Magazine #1(78) /2023

with others donated to the Gallery in 1969 by Alexei
Sidorov, the prominent scholar of graphic art, and by
the famous collector of the Russian avant-garde George
Costakis in 1977. The Tretyakov collection of Chekry-
gin’s graphics, today the equal of that held in any mu-
seum, comprises more than 400 works, most of which
were acquired in the 1970s and 1980s from his family.
The show featured 64 works attesting to the art-
ist’s fantastic talents and the grandeur of his formidable
ideas, many of which were never realised. Many of the
pieces on view were created by Chekrygin during the
last three years of his life, which he himself described
as a period of “frenzied” drawing. At that time, the artist

Kpuuawas. 1920. 3ckn3 k komnosuumm «<Bocctanne» —>
bymara, npeccoBaHHbIli yrons. 42,8 x 38

Screaming Woman. 1920. Sketch for the composition “Uprising” >
Compressed charcoal on paper. 42.8 x 38 cm
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Vasily Chekrygin died on June 3, 1922, after
he was accidentally hit by a train between
Pushkino and Mamontovka stations.

Chekrygin’s innovative artwork was first
exhibited in the winter of 1913-1914 at

the 35th (Anniversary) exhibition of the
Moscow School of Painting, Sculpture
and Architecture; as punishment for his
participation in the show, the Levitan
stipend that he was receiving was
suspended for one year. This, in turn,
caused him, in February 1914, to leave the
school where he had successfully studied
for three years.

“Makovets (1922-1926): A Collection of
Materials on the History of the Group”.
Moscow: 1994. P. 94.

Mayakovsky, Vladimir. /! lllustrations
by Vasily Chekrygin and L.Sh.
Moscow, Kuzmin and Dolinsky
Publishing House: 1913. L.Sh. —

Lev Schechtel (Zhegin). A sketch

of the cover of the book featuring
four poems was designed by Vladimir
Mayakovsky.

Zhegin, Lev. “A Memoir of Vasily
Chekrygin”. Edited, with preface and
annotations by Nikolai Khardzhiev. In:
Panorama of Arts. Moscow: 1987. No. 10.
P. 212. Hereinafter — Zhegin.

worked with tremendous creative
enthusiasm on graphic sketches
for his future frescoes “Existence”
(1920-21) and “Restoring the Dead
to Life” (1921-22). As if sensing that
he would soon die, he produced
more than 1,400 graphic pieces in
a short period.®

The earlier stage of Chek-
rugin’s creative activity,
he was influenced by Larionov’s
Rayonism, was highlighted at the
exhibition by the multi-figure com-
positions he created in the 1910s.
The artist produced fascinating
semi-abstract images using the
expressive power of light and
darkness. In these compositions,
the human figures, as if in the pro-
cess of “transformation”, melt into
streams of light, which, in these
pieces, structures the space and

when
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lends to the images a special radiance and spirituality
(“Spring”).

At that time, Chekrygin was known in Moscow cir-
cles as a participant in the Futurist exhibitions and other
such provocative shows.* Then very young and sensi-
tive to everything new, the artist fell under the sway of
the idea that traditional artistic values were unimportant:
such a point of view was preached and practiced by
Vladimir Mayakovsky and David Burliuk, his fellow stu-
dents at the Moscow School of Painting, Sculpture and
Architecture. With his characteristic fearlessness, he
focused on pure experimentation and soon became a
prominent figure of the avant-garde. Chekrygin’s works
were presented at the so-called “Exhibition No. 4”, or-
ganised by Larionov and featuring Futurists, Rayonists
and Primitivists, and received favourable reviews from
several Moscow critics. Such experimentation with
forms, however, was just “a first step” for the artist, a
move in search of his direction in art, and unlike many
avant-garde artists, he never scorned the achievements
of classical art; the spiritual component of the image
had always been of crucial importance to him. Thus, Lev

Schechtel (Zhegin), the artist’s friend and
fellow student at the Moscow School of
Painting, Sculpture and Architecture, remi-
nisced that Chekrygin was always "talking
about the Spirit, spirituality, Christ.”®

His illustrations to Mayakovsky’s first
collection of Futurist poems “I!” are a case
in point. For this unique work, published in
1913, which proved a real gem of the Tret-
yakov Gallery exhibition, Chekrygin de-
signed fonts that emulated Old Slavonic
script and biblically themed illustrations.®
Zhegin wrote that the poet felt confused
by the artist’s work, because it did not ac-
cord with Futurist aesthetics: “Well, Vasya,”
Mayakovsky grumbled, “once again you've
come up with an angel — you’d better paint
a fly, it has been a long time since you last
did!”.” Remarkably, Chekrygin soon lost in-
terest in abstract forms and, with his char-
acteristic fervour, started a bitter dispute
with the Suprematists and Constructivists,
as he defended the achievements of clas-
sical art. According to the accounts of the
artist’'s contemporaries, the panache and
uncompromising stance that distinguished
the “frantic” Chekrygin’s pronouncements
about art, to which he was fanatically ded-
icated, left no one indifferent.

MHorodurypHas komnosnuyus. Koxel 1910-x —
Hayano 1920-x
Bymara, yronb, rpautHbiii kapaHgaw. 15,6 x 12

Multi-figure Composition. Late 1910s — early 1920s
Charcoal, lead pencil on paper. 15.6 x 12 cm
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MHorochurypHas komnosuums. KoHel 1910-x — Hayano 1920-x
Bymara, npeccoBaHHbIii yronb, rpatnTHbI KapaHaaw. 19 x 17,1

Multi-figure Composition. Late 1910s — early 1920s
Compressed charcoal, lead pencil on paper. 19 x 17.1cm

roga >XW3HW, KOTOPblE OH CaM OMPeAenian Kak nepuog
«UCCTYM/IEHHOrO» PUCOBaHUA. B 3T0 BpeMsa XyOQoXHWK
C HEeBEPOATHbIM TBOPYECKMM MOABLEMOM paboTtan Hapg
rpaduyecknMm 3CKM3aMu K 3aAyMaHHbIM UM dpeckam
Ha TeMbl «BbiTne» (1920-1921) n «BockpelleHne mepT-
BbIx» (1921-1922). CnoBHO npefyyBCTBYS CBOIO CKOPYIO
rmbéenb, MacTep 3a KOPOTKUA CPOK ucrnonHwn 6onee
1400 pucyHkoB3.

Bonee paHHW nepuoa TBOpYecTBa YekpbIrnHa,
npoweawnin nop 3HAKOM NAPUOHOBCKOrO  /lyyn3ma,
Ha BbICTaBKe MNPeACTaBNANIM MHOMOUIrypHble KOMMO-

MpeadyyBcTBUE rpsiayLLero

3uuun 1910-x rogoB. XygoXHWK co3pan addekTHble
nonyabCcTpakTHble o6pasbl, MUCMNOMb3Yys BblpasuTesb-
Hble BO3MOXHOCTU CBETOTEHEBOW NpopaboTku. B aTmx
KOMNO3MUMaxX ourypbl NtoAen, Kak bl «npeobpaxaacby,
pacTBopstoTCA B NoToKax ceeTa. CBET UCMNOMHAET 34eCh
NPOCTPaHCTBEHHO-CTPYKTYPUPYIOLLYIO PONb U Hapenser

o6pa3bl 0CO60OM CBETO3apPHOCTbIO
1N O0yXOTBOPEHHOCTBLIO («BecHay).

B a10 Bpemsa YekpbirnH 6bin
N3BECTEH B MOCKOBCKUX Kpyrax Kak
y4aCTHUK PyTYPUCTUHECKUX BbICTa-
BOK M 3naTaxHbix woy? CoBcem
ele HOro XyAaoXHuKa, BOCNpU-
MMYMBOIrO KO BCEMY HOBOMY, YB-
nekna naes oTpuLaHnsa TpagnumnoH-
HbIX XYAOXECTBEHHbIX LIEHHOCTEMN,

B.H. YekpbirnH norn6 3 nioHa 1922 roaa,
nonae nof noesg mexay ctaHuusaMu
MywknHo n MamoHTOBKaA.

BnepBble HoBaTopckune paboThbl
YeKpbIrMHa 9KCMNOHUPOBANUCH 3UMOW
1913-1914-ro Ha XXXV (lO6uneiiHoi)
BbicTaBke MY XXB3, 3a 4T0O OH 6biN Ha
roa nuuweH ctunenamm um. U.W. Nlesn-
TaHa, 4YTo, B CBOIO OYepe/b, MOC/YXNN0
ANS XyAOXHWKa NoBOAOM B heBpane
1914 ropa yiiTv U3 Yunnuuia, rae oH
yCnewHo NpoyyYnacs Tpu roaa.
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Zhegin. P. 200.

Nikolai Fedorov’s works were published
in 19906-1913 as The Philosophy of the
Common Cause by the philosopher’s

A Premonition of the Future

Chekrygin’s formative years as an artist coincided
with the period of the revolution and the civil war. He
witnessed brutal fratricidal warfare, starvation, cold,
destruction and terror. In his graphic series “Uprising”
and “Faces”, Chekrygin powerfully and expressively
presented the terrible realities of the world that sur-
rounded him. Using the materials that were the easiest
to find at that difficult time — paper and compressed
charcoal — he hurriedly captured on paper the symbol-
ic images that came to his mind. Works such as “Ex-

ecution by Shooting”, “Screaming
Woman”, “Crying Woman” and
“Heads of a Slave and a Horse”
were produced at the height of his
creative inspiration. The contrasts

friends and students, Vladimir Kozhevnikov

and Nikolai Peterson.

Fedorov, Nikolai. Works. Moscow: 1982.

P.633.

of tones of light and dark and the
rhythmic quality of the black and
white spots highlight the inner
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BoccTtaHue. 1920. Dckn3 komnosnumm
Bymara, npeccoBaHHbIf yrons. 43,4 x 27,8

Uprising. 1920. Sketch
Compressed charcoal on paper. 43.4 x 27.8 cm

tension of the images, lending them a pro-
found meaning and demonstrating a tragic
vision of the revolutionary events. It would
be not unreasonable to argue that these
images, monumental in form and emotion-
ally charged, were produced by Chekrygin
as he was preparing for the fresco titled
“Existence”, a project that he had begun to
consider in mid 1920. The artist’s surviving
notes show that he planned a composition
consisting of three series of images on
historical and contemporary themes.® In
addition, in the multi-figure compositions
and their individual details, some sort of
overarching plan for the composition can
be traced, which justified presenting these
pieces as a single group at the show.
This general “existential” imagery was
complemented by gripping pieces from
the “Orgies” and “Crazy People” series,
as well as his portrait sketches.

However, Chekrygin soon became
absorbed in another, truly fantastic subject.
At the end of 1920, after reading the works
of Nikolai Fedorov, the religious thinker
who was one of the pioneers of Russian
Cosmism, the artist became a devoted
follower of his teaching.® The philosopher
viewed nature as a force that not only gave
birth but also one that brought death: thus,
he advised learning to control the natural
environment in order to overcome starva-
tion, illnesses and, finally, death itself. The
triumph over death and bringing back to

life all the dead who had ever lived and resettling them
on other planets should become, according to Fedorov,
“common cause” for the inhabitants of Earth.

The philosopher did not consider that his idea of
establishing a new world and creating an immortal and
transformed individual was utopian. As he saw it, this
ambitious goal could be achieved through a synthesis of
theory and applied science, art and religion, as well as
the fraternal unity of all “sons of man”. He wrote: “Through
rational beings, nature achieves a full knowledge of self
and full self-government, reproduces all things that have
been destroyed and are being destroyed on account of
its still existing blindness.”® Admirers of Fedorov, both
as an individual and as a philosopher, included Tolstoy
and Dostoevsky, Nikolai Berdyaev, Vladimir Solovyov,
Vyacheslav Ivanov, Valery Bryusov and Konstantin Tsi-
olkovsky. Berdyaev wrote that the originality and power
of Fedorov’s philosophy consisted “in his extraordinary,
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Fonoskl pa6a u nowaau. 1920
Bymara, npeccoBaHHbIf yronb. 23,5 x 22,5

Heads of a Slave and a Horse. 1920
Compressed charcoal on paper. 23.5 x22.5cm

KoTopas npoBoAnMnacb ero coyyeHukamu rno Mockos-
CKOMY Yuunuuly >XMBOMUCK, BasiHUS U 30[4ecTBa
(MY>KB3) B.B. MasikoBckum 1 .. bypniokom. C npu-
CyLMM eMy 6ecCTpallMeM OH BCTYMUA Ha MyTb YNCTOro
3KCMNepuUMeHTa U BCKOpe CTan BeCbMa 3aMeTHOW cury-
poii B cpege aBaHrapamctoB. O pabotax YekpbIrnHa,
nokasaHHbIX Ha BbICTABKE KapTUH (hyTypuUCTOB, Ny4dn-
CTOB, NPUMUTUBUCTOB (BbicTaBka «N°4»), opraHM3oBaH-
Hon M.®. JlapnoHoBbIM, 61aroXxenaTtenbHO 0TO3BaNUCh
HECKO/IbKO MOCKOBCKUX KpUTMKOB. OfHaKO Ans XyOoX-
HWKA 3KCNepuMeHTbl ¢ hopMolr Obln NULWb «NPOOOHA
nepa», NOMCKaMu CBOEro MyTW B UCKYCCTBE, U B OT/IMYNE
OT MHOIMMX aBaHrapAMCTOB OH HUMKOrAa He OTKa3blBancs

MpeadyyBcTBUE rpsiayLLero

OT AOCTUXXEHWUI KacCuyeckoro Mckyccrea. Pelwatoulee
3HaYeHMe AN Hero Bcerga uMmena AyxoBHasi COCTaBs-
loLlast Xy[AOXKeCTBEHHOro obpasa. Tak, Apyr XyAoXHUKa
n coyyveHnk no MY>XB3 J1.0. LLextenb (P)KernH) sBcnomu-
Han, 4yTo YekpbirMH Be3ge n Bcerga «rosoput o [yxe,
0 OyxoBHOCTH, 0 Xpucte»®. KpacHopeunBbiM NoaTBEpPX-
OeHMEM 3TOMY ABSIOTCA UAMOCTPaLMKM K NepBoMy dyTy-
pucTnyeckomy c60pHuKY cTuxos B.B. MasikoBckoro «Al».
nsa atoro yHukanbHoro msgaHuns 1913 roga, crtaBLIero
NOAMHHBIM  YKpaLLeHneM obunenHom
BbICTaBKMW, YeKpbIrMH UCNOMHWUA B CTUNK-
CTUKE [OPEBHEPYCCKOW PYKOMUCK TEKCT
U MAaCTpauumM Ha O6UBNEenckue croxe-

5. «MakoBeLy» (1922-1926): C60pHUK MaTe-
puanos No NCTopun o6beanHeHNs.
M.,1994. C. 94.

Tb|6- XKeruH nucarn, 4To OHU Bbi3Ba/IN He- 6. Maskosckuii B.B. 9! / Puc. B.H. YekpbirnHa

OOYMEHME Yy aBTOpa CTMXOB, TaK Kak He
COOTBETCTBOBANM aCTeTuke dyTypusma:
«Hy BoT, Bacsa, — 6ypyan MagakoBckuin, —
OMNsATb HapWCOBas aHrena — HapucoBan cKwmii.
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n 1. W. M.: Usg-Bo /1. KysbMuHa

n C.A. fonuHckoro, 1913. J1.LL. —

N.®. Wextens (KeruH). 9ckns 0610XKn
c6OpHUKA, B KOTOPbIA BOLINO YeTbipe
CTUXOTBOPEHUS, ncnonHun B.B. Masikos-

67



A Premonition of the Future Yelizaveta Yefremova

Nnua. 1920 Nikolai Fedorov, a Moscow philosopher,” he wrote. “His

Bymara, yrons. 48,5 x 41,6 . .

[ap 11, Kocraku & 1977 thoughts are similar to mine... The dead brought back to
life — not the Resurrection. We, sons of dead fathers, are

Faces. 1920 the doers, bringing them back. It’s not passive expecta-

Charcoal on paper. 48.5 x 41.6 cm X X X X

Gift of George Costakis, 1977 tion of the miracle of Resurrection... The fathers raised
from the dead will settle on the stars, whose movement
is to be regulated by the collective will of all the living.”"?

singular awareness of the human being’s active mission  Following in Fedorov’s footsteps,

in the world, in his religious demand to approach nature  the artist became acutely aware of 11 gerayaev, Nikolai. "The Religion of Resusc-

actively, regulating and transforming it”." the phenomenon of death as the itative Resurrection (Nikolai Fedorov’s
. i i f ‘The Philosophy of the Common Cause').”
Chekrygin was deeply impressed by the philos- key problem of human existence, In: Fantasizing About Earth and Heaven.

opher’s ideas about regulating natural processes and conceiving an unprecedented idea St. Petersburg: 1995. P.190.

populating the universe with human beings. “'m reading to create a monumental mural on 12, Murina, Rakitin. P. 218.
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[eTckana ronoska. 1919
Bymara, npeccoBaHHbI yrons. 22,7 x 20,5

Head of a Child. 1919
Compressed charcoal on paper. 22.7 x 20.5 cm

XKeHckas ronosa. 1920
Bymara, yronsHblit kapaHnga, pukcax. 21,6 x 23,3
[ap A.A. Cngoposa B 1969

Head of a Woman. 1920
Charcoal pencil, fixer on paper. 21.6 x 23.3 cm
Gift of Alexei Sidorov, 1969

Obl Myxy, AaBHO He pucoBan!»’ MNpumeyatensHo, 4To,
BCKOpE OKOHYaTeNbHO oxnageB K abCTpakTHOMY chop-
MOTBOpPYECTBY, YeKpbIrMH CO CBOMCTBEHHOW eMy CTpacT-
HOCTbIO BCTYMW/ B XECTKYIO MOMIEMUKY C Cyrnpematu-
CTaMn M KOHCTPYKTMBMCTaMW, OTCTamBas 3aBOEBaHUSA
K/laCcCMYeckoro nckyccrea. 1o BocnoMmMHaHUsM coBpe-
MEHHMKOB, MacOoCHbI NMOPbIB 1 6E€CKOMMPOMUCCHOCTb
«HENCTOBOro» YekpbirnmHa B BbiCKa3blBaHMSAX 06 UCKYC-
CTBe, KOTOPOMY OH Obl/1 npeaaH aHaTUYHO, HUKOro He
OCTaBMAIN PaBHOAYLUHbIM.

TBOpUECKOE CTaHOBAEHME XYA0XHMKa NPULLIOCH
Ha Nepuoj pPeBOMIOLUUM U FPaXAaHCKOW BOMHbI. OH
CTan CBMAETENEM XECTOKOro 6patoybuincTBEHHOrO
NPOTUBOCTOSIHUSA, FON0AA, XO104a, Ppaspyxu u Teppopa.
B pucyHkax 13 cepuii «<BocctaHuney, «Jlmua» YekpbirnH
MOLLHO M 3KCMNPEeCCMBHO OTpaswui CTpallHble peanuu
oKpyxXatoLen xusHun. Mcnonbsysa camblii JOCTYMHbIN
B 3TO TPyAHOE BpeMa MaTtepunan — 6ymary 1 npeccoBaH-
Hbli Yrosib, — OH Crewnn 3anevatieTb BO3HMKaBLUNE
B €ro BOOOpa>e€HUn CUMBO/INYHbIE 06pasbl. PUcyHku
«PaccTpen», «KKpuyawas», «lNnavywasa», «fonosbl paba
M nowagu» COo34aHbl Ha MWKE HauBbICLLEro TBOpYe-
ckoro nogbema. KoHTpacTbl CBETOTEHU, PUTMUYHOCTb
YEepHbIX KU 6enblX NATEH BbIABASIOT BHYTPEHHEE Ha-
nps>xxeHve o6pa3oB, NMpUAAT UM TYOGUHHYIO 3Ha4u-
MOCTb M CBMAETENbCTBYIOT O TPAarmMyeCckoMm BOCTPUATUN
PEBONIOUMOHHBIX COObITUA. MOXHO nNpPeanonoXunTb,
UTO 3TW ApamMaTUYHbIE MO Hakaay U MOHYMEHTanbHble
no chopme NNCTbl CBA3aHbl C paboTo YekpbirMHa Hag
3CKM3aMM K 3agymaHHoli MM B cepegumHe 1920 ropa
hpecke «bbiTne». I3 coxpaHMBLUMXCSA 3anncen Xyaox-
HUMKa M3BECTHO, YTO OHa AO0/KHAa Oblna BK/O4YaTb TpU
LMKa pocnucei Ha UCTOPUYECKNe N COBPEMEHHbIE Clo-
xeTbl®. KpoMe Toro, B MHOrouUrypHbIX KOMMO3NLUSAX
M OTAENbHbIX AeTanaXx K HUM MPOCNEXUBAETCA HEKUN
eAVHbIA NNaH KOMMO3ULMOHHOIO MOCTPOEHUS, UYTO MO-
3BOMINNO 06BEANHUTL 3TY FPYNNY PUCYHKOB B 3KCMO3MU-
umn. O6LYyI0 «BbITUHYIO» KAPTUHY AOMOHAN Bblpasu-
TenbHble paboTbl U3 cepuii «Oprum», «Cymaclealime»
M MOPTPETHbIE 3aPUCOBKM.

OpgHako Bckope YekpbirMHa yBnekna papyras,
nouctuHe haHTacTnyeckas tema. B koHue 1920 roga
XYOOXHWK, NPOYNTaB COUYMHEHUSA PENUTMO3HOrO MbIC-
nUTENs U OOHOro M3 OCHOBOMOJSIOXHUKOB PYCCKOro
kocmmnama H.®. depgopoBa, cTan npegaHHbIM Nocieno-
Batenem ero y4yenusa®. [insa dpwmnocoda npupoda 6bina

CWUAOM He TOMbKO poXAatoLlen,
HO W ymepLBisoWwein, nosTomy
OH Mpu3bIBan Hay4yuTbCa yrnpaB.-
NATb  MPUPOAHBLIMU  SIBNIEHUSAMMU,
yTob6bl npeogonetb ronopn, 60-
Ne3HU U, HaKoHel, caMy CMepThb.
MNobepna Hag cMmepTblo, BOCKpe-
LieHne Bcex Korga-nmbo XuBLLKUX

MpeadyyBcTBUE rpsiayLLero

XKerun /1.®. BocnoMuHaHua o B.H. Ye-
KpbiruHe / Pea., npeancn. n KOMMEHT.
H.W. XapaxwveBa // MaHopamMa UCKYCCTB.
M., 1987. N°10. C. 212. (Qanee: XeruH.)

XKerun. C. 200.

CounHeHus H.O. degoposa 6binv U3aa-
Hbl B 1906-1913 rogax nog Ha3BaHUeM
«®dunocodus obuiero gena» ApysbamMu
1 yyeHnkamu punococda — B.A. Koxes-
HMKOBbIM 1 H.IM. MeTepcoHoM.
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Becenas komnanus. 1919
bymara, canruna. 29,7 x 22,4

A Jolly Crowd. 1919
Sanguine on paper. 29.7 x 22.4 cm

BesymHas. 1922. V3 cepun «Cymacweawme» (1921-1922)
Bymara, yrone. 26 x 25,6

Mad Woman. 1922. From the “Crazy People” series (1921-1922)
Charcoal on paper. 26 x 25.6 cm

Komnosuums c kowkoit. KoHely 1910-x
Bymara, npeccoBaHHbIli yrons. 22,7 x 27,8

Composition with a Cat. Late 1910s
Compressed charcoal on paper
22.7x27.8cm

Pacctpen. 1920 -
bBymara, npeccoBaHHbIii yrons. 31,6 x 30

Execution by Shooting. 1920 >
Compressed charcoal on paper. 31.6 x 30 cm
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nogel n 3aceneHne MU gpyrux naaHeT AOMXKHO cTaThb,
no ®epoposy, «o6WMM genom» 3emnsH. CBow maeto
06pa3oBaHUsA HOBOro MMpa M co3faHus 6eCCMepTHO-
ro, Nnpeob6paxeHHOro yenoseka uaocod He cuymTan
yTOonu4yeckon. Mo ero MHeHuo, AOCTUXEHME 3TOW Bbl-
COKOW Llenn cTtaHeT BO3MOXHbIM MpWU CUHTE3e Teope-
TUYECKOW U NMPUKIaAHOMW HayKKU, UCKYCCTBA U pennruu,
a TakXe npu 6paTcCKoM €AMHEHUU BCEX «CbIHOB 4erio-
Beyeckux». OH nucan: «depes pasyMHble cyllecTBa
npuvpoaa OCTUraeT MOMHOThI CAMOMO3HAHUA U CcaMo-
ynpaB/ieHns, BOCCO3aeT BCE pa3pyLUEHHOE U pa3py-
Wwaemoe no ee eule cnenote»'. JIMYHOCTBIO U yYeHUEM
®epoposa Bocxmwanucs .M. loctoesckuit, J1.H. Ton-
ctoin, H.A. bepases, B.C. ConoBbeB, Bay.. MBaHoB,
B.4. Bpiocos, K.2. Llnonkosckuin. Bepagses nucan, 4to
OpPUrMHaNbHOCTb U cuna cdunocodpumn degopoBa 3a-
K/IOYanucb «B €ro UCK/IYNTE/IbHOM, HeGbLIBANIOM CO-

MpeadyyBcTBUE rpsiayLLero

3HaHWW aKTUBHOIO NPU3BaHNA YesioBEKA B MUPE, B €ro
penuruosHomMm TpeboBaHNM aKTUBHOIO, perynupytoLle-
ro, Npeo6paxatoLwero oTHoLWeHus K npupoae»™.
YekpbirMHa noTpac/n Mblcin cunocoda o pery-
NAUMK NPUPOAHBIX NMPOLECCoB U 3aceneHnn BceneHHol
nogbmun. «Hutato Hukonaa depopoBa, MOCKOBCKOIMO
dmnocoda, — nucan oH. — Ero mbicin cosnanu ¢ MoMmun
<..>. BockpelueHune ymepLumx, Ho He BockpeceHnune. Boc-
KpelleHne aKTMBHOE, HaMK, CbIHOBbAMWU YMEPLUMX OT-
LoB. A He MaccMBHOE oXnaaHue vyyaa Bockpecenua. <..>
BockpelueHHbiMn  oTuamm  6yayT
3acefieHbl 3BE3[bl, XO[ KOTOPbIX 10. ®eaopos H.®. Counrenus. M., 1982.

- - C.633.

Oynert perynmpoBaH obLen Bonen

BCex KUBYLLNX »12 BCﬂe,Cl, 33 de- 1. bepasies H.A. Penurus BockpelueHus
(«®unocodus obwero gena» H.O. de-

OOPOBbIM XYyAOXHUK OCTPO OCO3- noposa) // Fpesbl 0 3emne u HeGe. CI16.,
1995. C. 190.

Han q)eHOMeH CMepTn Kak rnas-
Hy}O I'Ip06neMy yenoBe4yecKkoro 12. LnT. no: MypuHa, PakntuH. C. 218.
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MHorodurypHas komnosunuus. MNatb pparmeHTos. 1921
W3 unkna «BockpeleHne mepTBbix» (1921-1922)
Bymara, npeccoBaHHbIf yrons. 48,4 x 38,7,

48,5 x38,3; 48,7 x 38,2, 48,5 x 38,3, 48,8 x 38,7

Multi-figure Composition. Five details. 1921

From the series “Restoring the Dead to Life” (1921-1922)
Compressed charcoal on paper. 48.4 x 38.7,
48.5x38.3;48.7 x 38.2; 48.5 x 38.3;48.8 x 38.7 cm

the theme of “Restoring the Dead to Life”. In five sketch-
es that he made in 1921, which were probably intend-
ed as the compositional centre of the fresco’s middle
tier, the artist created an impressive picture of universal
salvation. Conveying through visual means the philoso-
pher’s idea of bringing all people back to life, not only
the righteous ones, Chekrygin pictured all the figures in
a flurry of activity: either already rising or in the process
of freeing themselves from the captivity of death. Mas-
terfully using the techniques of graphic art — line, spot
and contrasting tones of light and dark — the artist at-
tained an imagery that matched Fedorov’s vision of the
Resurrection, according to which scientists would use
the radial energy sparked by vibrating molecules.
According to Fedorov, the light from molecules
would be of crucial importance, so the artist also focused
on light, which not only shapes form in his pictures but
also symbolizes spiritual transformation, “spiritualizing”
the figures of people that emerge from nothingness
back into life and to which the artist lends a thick materi-
ality (“Sitting Figure with a Lantern”). In another series of
images, eager to create “a purified image of enlightened
flesh”, he applied the subtlest shades of black, striving
to achieve the stunning transparency and ephemeral
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quality of the figures that inhabited Fedorov’s universe
(“Composition with an Angel”). Fedorov believed that
the human being, who previously only looked up at the
sky, was bound sooner or later to become a “swimmer”
across the universe. For the second half of the 19th cen-
tury, it was an absolutely utopian statement — but one
that proved to be prophetic. Impressed by these ideas to
populate other planets, Chekrygin produced his “Com-
position with a Sphere”, an amazing image of Fedorov’s
future world, in which the newly reborn, immortal individ-
ual manages the “senseless” cosmic forces.

Chekrygin translated Fedorov’s project of univer-
sal salvation into the compelling and persuasive idiom
of visual art. Produced with soft-pressed charcoal and
graphite, his pictures captivate the viewer with their
perfection. Through his dynamic style, based on the
beauty of flexible, smooth lines and deep glimmering
chiaroscuro, he achieved a stunning picturesque quality
in his imagery. Tellingly, Chekrygin regarded all that he
created in the last two years of his life as fragments of a
fresco — this reveals the passion that he had for monu-
mental forms, which could reflect the entire harmony of
the universe. Zhegin recalled: “The approach to space,
composition, colour and texture itself — everything re-
vealed in him the soul of a great fresco artist... He was
even at that time talking about frescoes as his lifelong
commitment, brushing aside all the trivia of everyday life
that could get in the way of carrying out this ‘most impor-
tant project’.”® The series “Restoring the Dead to Life”,
in which every composition seems like a fragment of a
grand mural, became Chekrygin’s main
creation. Bakushinsky characterised 13. zhegin.p.215.
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CYLLEeCTBOBaHMUA, U Yy HEro poauncs HebblBanblii 3aMbl-
cen — co3gaHue MOHYMEHTasbHOW POCMUCKM Ha Temy
«BockpelwleHne mepTBbIX». B natn ackuzax 1921 roga,
KOTOpble, 04eBUAHO, AO/MKHbI Obl/IN CTaTb KOMMO3ULM-
OHHbIM LIeHTPOM cpefHero nosica hpecku, OH co3gan
Bblpa3nTeIbHYO KapTuMHY Bceobuwero cnaceHus. O6-
pa3Ho BoMMowWwasa MbiCNb hunocotda 0 BOCKpeLLEeHUN
BCEX NIOAEN, @ HE TONbKO NpaBegHMKOB, YeKpPbIrMH N30-
6pasun Bce hurypbl B 6ypHOM ABMXKEHUN: NNOO BOC-
cTarowmnmm, Nnbo eLle To/bKO 0CBOOOXAAOLWMMNCSH U3
nseHa cmepTn. MacTepckum UCNOb3ys BbiPa3nTe/bHbIN
A3bIK FPadnKN — NMIUHUIO, NATHO, KOHTPAaCT CBETa U TEHU, —
XYOOXHMK Hallen agekBaTHOE NacTuyeckoe Bblpaxe-
HMe hefopPOBCKOMY METOAY BOCKPELUEHUs, COrlacHo
KOTOPOMY Yy4eHble 6yayT MoMb30BaTbCH /IYUUCTbIMU
3HEepPrusamun, BO3HUKAIOWMMKM OT BMOpaUWIA MOSEKYN.
Mo ®enopoBy, MMEHHO CBET, UCXOAALNI OT MONEKY,
OyneT uMeTb peLlatoLlee 3Ha4YeHne, N XygOXKHUK Takxe
yoensiet 60/bLUYIO PO/ib CBETY: OH HE TO/TbKO UCMOJIHSA-
€T B €ero pucyHkax popMoobpasyoLlyto QyHKLMIO, HO
W BbICTyMaeT Kak CMMBOJ/1 AYXOBHOIo npeobpaxeHus,
«OlyXOTBOPSieT» BO3HMKAOLWME U3 HeObITUS Urypbl
BOCKPECLUMX, KOTOpble XYAOXHWK Hagensetr BeCOMOW
MaTepuanbHoCTbio («Cuadawaa cdurypa ¢ oHapemy).
B apyrow rpynne pycyHKOB OH, MbITasiCb CO3AaTb «OUU-
LEeHHbIA 06pas NPOCBET/IEHHOW M10TU», NCNOMb30Bas
TOHYalLWMe rpagaumm YepHoro uBeTa, 4o6uBascChb yau-
BUTENbHOM NPO3PaYHOCTN, 3IhEMEPHOCTUN hUryp, Hace-
naowmx Bcenernnyto depgopora («kKomnosnuma ¢ aHre-
NOM»). YUeHbIn Bepu/, YTO YenoBeyeckoe CyLlecTBo,
npexae ToNbKo B3npasBLLee Ha He6O, paHO UM NO34HO
CTaHeT «N10BUOM» BO BceneHHoi. [ing BTOpon NonoBu-

MpeadyyBcTBUE rpsiayLLero

Hbl XIX Beka 370 6b1110 a6CONIOTHO YTONUYECKOE BbICKa-
3blBaHMe, HO OHO OKas3asocb npopoyveckum. lNoa Bre-
yaT/ieHMeM uAaeun 3acesieHus NoAbMU APYrux nnaHet
YekpbirnH co3gan «Komnosuuymio co cepoii» — yau-
BUTe/NbHbIN 06pa3 hedopPOBCKOro rpagyliero mupa,
B KOTOPOM HOBbIA, BO3POXAEHHbIN, 6€CCMEPTHbIN Ye-
NOBEK ynpaBngeT «6eCYyBCTBEHHBIMU» KOCMUYECKUMU
cunamm.

PefopOBCKUA MPOEKT BCEOOLLLErO cCnaceHms 6bin
BblCKa3aH YeKpbIrMHbIM APKO 1 y6eauTeTbHO A3bIKOM
naacTUYeCcKoro NckyccTaa. Ero pucyHku, MICNOAHEHHbIe
B TEXHWKE MATKOro NPeccoBaHHOro yrna u rpadura, no-
KOPSIOT coBepLUeHCTBOM. bnarogapsa csoeit AguHamMuu-
HOW MaHepe, OCHOBAHHOM Ha KpacoTe MMOKNX, NAaBHbIX
NIMHUA 1 TNYOOKON MepualoLlen cBeToTeHn, OH Aobu-
BanCa yAMBUTENbHOW >XMBOMUCHOCTU U306pPaXEHUS.
XapaKTepHO, 4To YeKkpbIrMH paccMaTpuBasn BCE UM CO-
34aHHOEe B Noc/iedHue ABa roaa Xu3Hu Kak oparMeH-
Tbl (hPECKM — TaK CTPACTHO OH CTPeMUICcHa K 60/bLION
MOHYMeHTasnlbHON hopmMe, CNOCOOHOW OTpPasuTb BCIO
rapMoHuo MMpo3aanuns. XermH scnomumHan: «OTHowwe-
HUe K NPOCTPaHCTBY, KOMMNO3ULMN, LBETY U caMOl dhak-
Type — Bce 1306/11M4ano B HEM AyLLY BENMKOro MacTtepa
dhpecku. <...> O pecke Kak O CBOEM XN3HEHHOM aene
OH FOBOPW/ yXe Torga, oTMeTas BCe TO MEJIKO XUTel-
CcKoe, YTO MOr/o Obl NOMeLlaTb OCYLLECTBAEHNIO 3TOIO
“camoro rnaBHoro”»". Llukn «BockpelueHne MepTBbIX»,
B KOTOPOM Ka)gasi KOMMNO3ULMSA BOCNPUHMMAETCHA Kak
OTAEbHbI hparMeHT rpaHANO3HON HACTEHHOM POCMN-
CW, CTan rnaBHbIM TBOPYECKMM CBepLUeHneM Yekpbl-
rmHa. «[IPOHUKHOBEHHbLIM XyAo-

XECTBEHHbIM BUOEHMEM» Has3Bas 13. Xeruw. C.215.
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AByxcurypHasa komnosuuus. 1922
M3 umkna «BockpelueHne mepTBbIx»
(1921-1922)

bymara, yrons. 30,8 x 23,8

Two-figure Composition. 1922

From the series “Restoring the Dead to Life
(1921-1922)

Charcoal on paper. 30.8 x 23.8 cm

The Tretyakov Gallery Magazine #1(78) /2023

Komnosuuusa c aHrenom. 1922 -
M3 uvkna «BockpelueHne mepTebIx»
(1921-1922)

Bymara, yrons. 24,2 x 28,8

Composition with an Angel. 1922 -

From the series “Restoring the Dead to Life”
(1921-1922)

Charcoal on paper. 24.2 x 28.8 cm

Yelizaveta Yefremova

Komnosuuusa c aHrenom. 1922 -

M3 uvkna «BockpelueHne mepTBbIx»
(1921-1922)

Bymara, rpacuTHbln kapaHgaw. 25,5 x 37,8

Composition with an Angel. 1922 -

From the series “Restoring the Dead to Life
(1921-1922)

Lead pencil on paper. 25.5 x 37.8 cm
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the artist’s works on this theme as a “stirring artistic vi-
sion”: they reflected “the great joy of anticipation of the
new heaven and the new Earth — the new human being
in new, heretofore unseen social and cosmic relations”.*

Working on “Restoring the Dead to Life”, Chek-
rygin became close to the group of artists and writ-
ers who created, in the spring of
1921, the “Art and Life” alliance
of artists and poets (known from
1924 as “Makovets”). His associ-
ates from among them saw in him

Bakushinsky, Anatoly. Studies and Articles.
Moscow: 1981. P.172.

“Our Prologue”. In: Makovets: A Magazine
of Arts. Moscow: 1922. No. 1.
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a true innovator, a brilliant theoretician and philoso-
pher, so it was only natural that he actively participat-
ed in the elaboration of the principal provisions of the
alliance’s manifesto and was the main exhibitor at its
first show. Unlike the “left-wing” artists, the members
of “Makovets” never rejected the achievements of Re-
alist art in the widest sense. The group’s manifesto, ti-
tled “Our Prologue”, clearly articulated Chekrygin’s idea
of reviving art while maintaining a “steady continuity
from the great masters of the past and unconditional-
ly reviving the organic and eternal foundation of art”.'®
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MHorodurypHas komnosuuus. 1921

M3 uvkna «BockpelueHne MepTBbIx»
(1921-1922)

Bymara, npeccoBaHHbIli yrons. 36,3 x 28,3

Multi-figure Composition. 1921

From the series “Restoring the Dead to Life”
(1921-1922)

Compressed charcoal on paper. 36.3 x 28.3 cm
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MHorocdurypHasa komnosuuus co cpepoit. 1921-1922
M3 umkna «BockpelueHne mepTBbIx»

(1921-1922)

bymara, npeccoBaHHbIi yrons. 39 x 31,2

Multi-figure Composition with a Sphere. 1921-1922
From the series “Restoring the Dead to Life”
(1921-1922)

Compressed charcoal on paper. 39 x 31.2 cm
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The “Makovets” artists were also attuned to the ide-
as of the transformative role and spiritual commun-
ity (sobornost) of art championed by religious philosoph-
ers such as Berdyaev, lvanov, Solovyov, Fedorov and
Pavel Florensky.

Chekrygin set out these ideas in an article pub-
lished in the “Makovets” magazine after his death. Ac-
cording to the artist, modern art provides only a glimpse
of the forthcoming renovation of the universe — making
“the soil ready for a synthesis of live arts... only then will
art lay bare its hidden powers and become a triumph
of the creative endeavour of heavenly architects build-
ing heaven.”® Fedorov’s idea about the rise of a new
productive art to shape the universe of the future was
of paramount importance to Chekrygin. In his treatise
“On the Cathedral of the Reviving Museum” (1921), ded-
icated to the philosopher’s memory, Chekrygin creat-

ed an august image of his cosmic
church-cum-museum, in which

Chekrygin, Vasily. “On the New Emerging

Stage of Pan-European Art in the Making”.
In: Makovets: A Magazine of Arts. Moscow:
1922. No. 2. P.14.

learning and art were to come to-
gether within the fold of a living
religion that united knowledge

Murina, Rakitin. P. 250.

Zhegin. P. 210.

Murina, Rakitin. P. 217.

and faith. As he wrote: “The Son of
man knows that he is not called to
destroy the rise of the world but to
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complete its ascent in a purity undreamed-of, to open up
the beauty of the blossom of the Earth and the universe
in a new and perfect freedom and incorruptible light.””
Chekrygin’s art is as original as his personality. He
not only possessed singular creative talents but also
had a propensity to think philosophically and at length
about life and art. Zhegin remembered: “His life was
remarkable for its inner intensity and integrity... He cer-
tainly couldn’t be unaware of his singularity. ‘I'm not a
genius, but I'm touched by genius, he told me once.”®
Nor could the artist’s friends fail to notice his prophetic
ability. Chekrygin, it seems, had a rare aptitude indeed
for seeing the future. Thus, long before his tragic death,
he wrote in one of his letters: “l don’t know what my life’s
journey will be, but | have a premonition of it, and like a
road at night, here it is, before my very eyes — and of my
end: a violent death.”® Unfortunately, this terrible proph-
ecy was fulfilled when the artist had only just turned 25.
Although his life proved very short, Vasily Chekrygin
succeeded in finding his unique path in art, leaving to
posterity a vast artistic legacy, a large part of which con-
sists of graphic pieces, whose compelling, impressive
imagery reflects both the spirit of the revolutionary age
and of Russian religious thought.
Published: Tretyakov Gallery magazine. 2018. #2.
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Cupsiwasn cdurypa c poHapem. 1922
M3 unkna «BockpelieHne mepTBbix» (1921-1922)
Bymara, yrons. 37,8 x 44,1

Sitting Figure with a Lantern. 1922
From the series “Restoring the Dead to Life” (1921-1922)
Charcoal on paper. 37.8 x 44.1cm

AtonopTtpert. 1918. bymara, rpadutHbIi KapaHgaw. 21,4 x 19

Self-portrait. 1918. Lead pencil on paper. 21.4 x 19 cm

BakyLWMHCKWI Npon3BeaeHUs XygOXHNKA Ha 3Ty TeMy,
B HMX Halljla CBOE BbIPaXeHWe «u BenvMkas pagocTb
npegyyBCTBUS HOBOro Heba M HOBOW 3eM/IM — HOBOIO
yenoBeKa B HOBbIX, eLLe He BUAAHHbIX OoCeNe oTHoLe-
HUAX OBLLECTBEHHbIX N KOCMUYECKUX» ™,

Bo Bpema paboTbl Hag Temon «BockpeleHue
MepTBbIX» YeKpbIrMH COMU3UACA C TFPYNMon XyaoX-
HWUKOB W NMTEPaTOpPOB, COo34aBLnX BecHor 1921 roga
Coto3 XYOOXHUKOB M MO3TOB «MICKYCCTBO — XWU3Hb»
(c 1924 ropa «MakoBeLy). Ero copaTHWKM MO NCKYCCTBY
BMAENU B HEM UCTMHHOIO HOBATOPa, APKOro TeopeTun-
Ka n punocodpa, NO3TOMY He CAly4yaliHO OH MPWHSAM ak-
TUBHOE y4yacTne B pa3paboTKe OCHOBHbIX MOSTOXEHWU
mMaHudecTta Coto3a 1 cTan rnaBHbIM 3KCMOHEHTOM nep-
BOW BbICTaBKM 06beanHeHus. B oTnnume oT «eBbIx»
XYOOXHWKOB MakOBLbl HMKOrAa He oTpuuanu 3aBoe-
BaHUM MWPOBOIrO peaniMcTU4eckKoro nckycctea. B ma-
HudecTe «Haw Nposior» ACHO Npo3By4Yana YeKpPbIrnH-
CKasl MbIC/lb O BO3POXAEHUM NUCKYCCTBA NpU YCNOBUK
«CTPOroi MPeeMCTBEHHOCTU C BEIMKMMW MacTepamu
NpoLWwnoro n npu 6e3yc/IOBHOM BOCKPELIEHUN B HEM
Ha4yana XuBOro v BeYHoro»'s. MakoBLaM Takxe 6bin
O6N1M3KN ngen o npeodpaxatoLlern poamnm n CoO60pHOCTU
WUCKYCCTBA pPenurnosHeix dgunococgos H.A. bepase-
Ba, Bau.W. MeaHoBa, B.C. ConoBbeBa, H.®. degopoea,
M.A. ®nopeHcKoro. 3TN MbIC/IN BblpaXxeHbl Yekpbl-
MMHbIM B CTaTbe, KOTOpagd nocsae ero cMeptn Obina
ony6nukoBaHa B XypHane «MakoBeuy». 10 MHeHuIO
XYOOXHWKa, COBPEMEHHOE WUCKYCCTBO J/IUWb 4YacTuy-
HO packpblBaeT rpsgywee ob6HoBneHue BceneHHow,
Korga e «npuroToBUTCA MOYBA K CUHTE3Y XUBbIX UC-
KYCcCTB <...>, TO/IbKO TOrAa UCKycCTBO OyaeT BnageTb
B SIBU CKPbITbIMW CU1amMun 1 6yaeT TOP>XKECTBOM co3mnaa-
HUSA HebecHOl apXMTEKTYpbl, cTposulei He6o...»"™ Ity
heA0pPOBCKYIO MbIC/Ib O 3apPOXAEHUM HOBOIO Co3uaa-

TeNbHOro WCKYCCTBa, MOAENUpPY-
jowero MuposfgaHue oOyayuiero,

BakywmHcknii A.B. Uccneposanus
n cTaTbu. M., 1981. C. 172.

Haw nponor // MakoBeLw: XypHan
nckyccts. M., 1922. N°1.

YekpbirnH B.H. O HameuatoLemMcs HOBOM
aTane oblieeBpoOnNenckoro nckyccraa //
MakoBeL;: XypHan uckyccts. M., 1922.
N°2.C.14.

LnT. no: MypuHa, PakntuH. C. 250.

XKeruH. C. 210.

LnTt. no: Mypura, PakutuH. C. 217.

YekpbIrMH cuyuTan nepBOCTEneH-
Hoi. B TpakTtaTte «O Co6ope BOC-
Kpewatowero myses» (1921), no-
CBSALWEHHOM namatn dunocoda,
YekpbIrnH, pucys rpaHaMO3HbIN
o6pa3 (heaopOBCKOW BCEEHCKOM
LEepKBU-My3es, B KOTOPOM Hayka
M NCKYCCTBO BOCCOEAUHSATCA B XM-
BOW penuruun, o6begnHnB 3HaHue
n Bepy, nucan: «CblH 4esioBeve-

MpeadyyBcTBUE rpsiayLLero

CKWI 3HaeT, YTo He pa3pyllaTb NOABbEM MUpPa NPU3BaH
OH, HO 3aBepLUNTb €ro BOCCTAHWE B HEMbIC/IUMON Yn-
CTOTE, PACKpbITb Kpacy LBeTa 3eM/1M U BCE/IEHHO B HO-
BOW, COBepLUEHHO cBOGOAE U HETIeHHOM cBeTex»™.

TBOop4yecTBO YekpbirMHa Tak >Xe CcBOoeobpaszHo,
KakK M NIMYHOCTb CamMoro aBTopa. 310 OblNl YENOBEK He
TO/TbKO HEBEPOSTHO XYAOXECTBEHHO OOAPEHHbIA, HO
W CK/IOHHbIA K rny6okoMy ¢MNocoCKOMY OCMbIC/e-
HUIO XW3HU N ncKyccTBa. XXernH BcnoMuHan: «XnsHb
ero 6bl/la HeoObl4YaiHa CBOEN BHYTPEHHEN HaNPSAXeH-
HOCTBIO 1 LLENOCTHOCThIO <...>. CBOIO UCK/IOUNTENBHOCTD
OH, KOHEYHO, HE MOl HE CO3HaBaTb. “9 He reHuin, HO re-
HWaneH”, — ogHaXxAabl cKasan oH MHe»'™®. [Ipy3bsa Xyaox-
HMKa HE MOT/IN HE 3aMEeTUTb 1 ero NPOpPOYECKOro gapa.
MNo-BuanMomy, HekpbIrnH gencTentensHo obnagan pea-
KOl cnocoBHOCTbIO NpeayraabiBatb Oyayuiee. Tak, 3a-
OO0 4O CBOEN Tparmnyeckom rubéenm oH nucan B 0O4HOM
n3 nucem: «[yTn CBoero s He 3Hato, HO NPeaYvyBCTBYIO,
N OH, KaK opora Ho4blo, CTOUT Yy MEHS Nepep rnasamu,
N KOHel, — MOl HacUIbCTBEHHaA cMepTb»'. K coxane-
HUWIO, 3TO CTPALLUHOE MPOPOYECTBO CObIIOCh, KOrAaa Xxy-
OOXHUWKY TO/IbKO 4YTO mcnonHunocb 25 net. Hecmotps
Ha CTO/lb KOPOTKWIM CPOK XMU3HW, Bacunuii YekpbirmH
ycrnesn HamTu CBOW HEenOBTOPUMbIA NyTb B WMCKYCCTBE,
OCTaBWB NOTOMKaM O6LIMPHOE XyA0XEeCTBEHHOE Hac/e-
ane, BaXxHoe MeCTo B KOTOPOM 3aHUMAIOT rpaduyeckmne
npousBeaeHns MacTepa, OTpasuBLUME B SIPKUX, Bblpa-
3UTEe/bHbIX 06pa3ax AyXx PeBOOLMOHHON 3MOXN U pyC-
CKOW PefiMrmo3Hom MbICNN.

Ony6nukoBaHo: TpeTbAkoBcKasa ranepes. 2018. N°2.
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20 NET XYPHANY «TPETbAKOBCKAA TAJTEPE4A>»

McTopusa ogHoi KapTUHBI

Apkanuii | Imacros
«KynaHHe KOHEN »

K 125-1eTHI0 CO AHA pOXKIEHUA

Tamvana Ilaacmoaga

KapmuHa «KynaHue KOHel» — oaua us Hau60/l€(f SHAYUME/IbHbLX pa6om APKG[()M}I Iaacmosa

1930-X 20008. Hanucannas x svicmasxe «XX aem PKKA'» u 6y3yuu gﬁaxmuuecxu 3aKa3Holl, OHA MeM

He MeHee MOJNCem CUUMamucs camotl c60600HOT U UCKPCHHEU KAPMUHOU CB0€20 BPEMEHU. Kax u «Hpasa—

HUK yPONCQ}l», ma pa6oma ABUNACDH pesyﬂbmamom npa;cmuuec;cu MO/THUEHOCHO20 CMAHOB/ACHUA

/\pKaauﬂ Iaacmosa kax Macmepa HCUBONUCHOTL KapVVlUHbL. H umenno nosamomy ucmopuﬂ ee co38a—

HUA, NONbIMKAa NOCMuUuHCeHUA €€ HUBONUCHBLLX CMbLC/108 anaCn’lClG/lﬂFOﬂ’lCﬂ %pCBGb[WaﬁHO BANCHbIMU

aﬂﬂ NOHUMAHUA GBOPMM‘DOGLIHUH U 360/110UUU HCUBONUCHOZ0 A3blKA xydoochuKa 80 67’7’10[.701:{ no/108uUHe

1930-X 20806.

Pa6oTta Hag Temoii «KynaHne KOHeN» BKIOYAET B cebs
ABa BaXXHbIX MOMEHTA: UMNPECCUOHNCTUYECKME NOAXO-
Obl K N300paxeHUo HaTypbl, TPAKTOBKM CloXeTa Kak MOo-
TMBa (He cny4aliHO MMeHHO 006 3Toi paboTte [MnacToB
ckaxert: «<kMoTuB 06HaXXeHHOro Tena, BOAbl, COMHLA, KO-
HEel — Me4dTa MOEeW XM3HW») U WeaLlyo napannensHo
paboTy Hag aHTUYHBbIMU N HEOK/1IACCUUYECKUMM 3CKU3a-
MU, MOCTMXKEHUE XYOAOXHUKOM MAACTUHECKUX U IK3U-
CTeHLUMaNbHbIX CYLHOCTEN MUPOBOIrO UCKYCCTBA.
daKTnyeckn cylecTByeT ABEe CaMOCTOATE/bHbIX
KapTWHbI C 3TUM Ha3BaHneM. OgHa — «KynaHune KoHen»
(1938, 'PM), nonHasa aHTUYHbIX PEMUHUCLUEHUWNHA, C TYy-
60KOW 3e5iIeHOBaTON, SBHO MOPCKOM BOA4OMW, C OOLLNM
TOHOM AparoueHHbIX, CyMepeYyHo-cepebpuCTbIX U OX-

<« KynaHue koHeli. 1938. © PM. ®parmeHT

< Bathing the Horses. 1938
© Russian Museum, St. Petersburg. Detail

PUCTbIX MeTannoB, C «<aBTONOPTPETOM» B MOJIHbIA POCT
M MNOPTPETHO Yy3HaBaeMbiM OAHWUM U3 NOOUMENLLNX
NMaacToBCKUX repoeB — 6e103y6biM MonoabiM NeTpom
TOHbLWWHBIM, — 3KCNOHMPOBAach Ha BbicTaBke «XX neT
PKKA». pyras — TpagMuMoHHO 0603Ha4vaeTcs B KaTa-
norax Kak «3CKu3 KapTtuHbl “KynaHue koHen™» (1937,
66,5 x 99,5, cobpaHmne cemMbu XyOooOXHWMKa) — Ha ca-
MOM fenle caMocToATeNbHas pabdoTa, MOCTPOEHHas
Ha MNNEH3PHbIX 3dhekTax, BapMaTMBHOCTM PaKypcoB
puUryp, ¢ ACHO 4YUTAEMOW «UMUTATOM» CKYNbMNTYpPHOM
rpynnel . Knoara, ycTaHOBNEHHOW Ha AHUYKOBOM MO-
cTy B [Netepbypre.

Mo uBeTOBOMY CTPOH, KOMMNO3MLUU, XMUBOMUCHBLIM
3apavyaM, COOTHECEHHOCTM C pearnbHOCTbIO, N0 M306pa-
XXaeMOMYy MUPY, HAKOHEL,, CEMaHTMKE 3TO ABE pa3Hble
KapTWHbI, ABa noAaxoda aBTopa
K Teme. 3a KaxpAblM BapuaHTOM

CTOAT CBOA UCTOpPUA CO3aaHUA, Apmus (1918-1946).
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The Creation of Arkady Plastov’s “Bathing the Horses” Tatyana Plastova

KynaHue koHei. 1938
XoncT, macno. 200 x 300
©TPM

Bathing the Horses. 1938

Oil on canvas. 200 x 300 cm
© Russian Museum, St. Petersburg
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VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»
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20th ANNIVERSARY OF THE TRETYAKOV GALLERY MAGAZINE

The Creation of

Arkady Plastov’s
“Bathing the Horses”

Marking the 125th Anniversary
of the Artist’s Birth

Tatyana Plastova

“Bathing the Horses” is one of the most important works that Arkady Plastov (1893—1972) accomplished
in the decade of the 1930s. Created for the 1938 “Exhibition on the zoth Anniversary of the Workers’ and
Peasants’ Red Army”, it was effectively a commissioned work, but nevertheless remains one of the most

genuine and honest paintings of its period. Like the artist’s “Harvest Feast”, it reﬂects Plastov’s almost

instantaneous evolution into a master of painting in oil. The story of the painting, along with its creator’s

quest to capture its artistic quintessence, is particularly relevant for understanding the foundation

and development of Plastov’s artistic vocabulary in the late 1930s.

Two aspects of Plastov’s work on “Bathing the Horses”
deserve special note: his Impressionist manner, the fact
that he treated his subject as a motif (it is no accident
that he used this word when describing this particular
painting: “this motif — nude bodies, water, sunlight, and
horses — is my life’s dream”); and his concurrent work
on sketches in the Classical and Neoclassical manner,
involving study of the plastic and existential principles

of world art.
There are, in fact, two separate original paintings
entitled “Bathing the Horses”. The first, from 1938, ini-
tially shown at the “Exhibition

to antiquity. Its palette is dominated by jewel-like tones
of dark silver and ochre and the deep, greenish waves
clearly evoke the sea; the composition includes a full-
length “self-portrait” and a clearly recognisable image of
one of Plastov’s favourite models, the young and beau-
tifully white-toothed Pyotr Tonshin. The other painting,
usually catalogued as a study for the painting “Bathing
the Horses” (1937, 66.5 x 99.5 cm, in the Plastov family
collection), is actually an original work in its own right,
based on sketches made en plein air, with a variety of
models’ poses and a clear allusion to Pyotr Klodt’s sculp-
tural composition on St. Petersburg’s Anichkov Bridge.

on the 20th Anniversary of the From the point of view of their composition, col-
The Workers’ and Peasants’ Red Army R , Lo X X X . . X
(RKKA), or simply the Red Army, was officially ~ Workers’ and Peasants’ Red our scheme, artistic objectives, relationship with reality,
founded on January 28,1918; from February A rmy™ gnd now at the Russian  choice of subject, and, last but not least, their semantics,

1946 until its dissolution in December 1991,
it was known as the Soviet Army. Museum, is replete with allusions  these are definitely two distinct paintings, two different

The Tretyakov Gallery Magazine #1(78) /2023



TatbaHa Mnactosa

KynaHue koHeli. Dcku3. 1937. XoncT, macno. 66,5 x 99,5

Bathing the Horses. Sketch. 1937. Oil on canvas. 66.5 x 99.5 cm

CBOS nMapagurma o6pa3oB, CBOW >XWBOMWUCHbIE U ce-
MaHTU4YeCKue CMbIC/bl. [1oaroTOBUTENbHbIA MaTepuan
no teme «KynaHue KOHeN» TakXe pacrnagaetcs Ha ABe
6onblune rpynnbl: HaTypHbIE, <UMMPECCUOHUCTMYE-
Ckme» 3TioAbl, cAenaHHble B [pucioHMxe, a Takxe
BO BpPEMSA KOMaHAMPOBKM B OAHY M3 4YacCTel KaBKas-
ckon amBunsum PKKA (ApmaBup), 1 KOMNO3MLUumK, COOT-
HOCSLLMEeCa C OMbITaMW MacTepa B HEOK/TaCCUYECKOW
CTUNNCTUKE.

Tema «KynaHus KoHel» BMepBble BO3HUKaET
B TBOpYecTBe [1nacTtoBa B IOHble rofbl: camas paH-
HAS akBapesibHag KoMNo3unumsa otHocutcs K 1913 roay.
O pa6ote «KynaHve nowapgen Ha npyay» ynomuvHaet
n nepsBbin yuntenb [lNnactosa [O.N. ApxaHrenbckuii
B CTaTbe KoHLUa 1920-x ronos.

B 1920-1930-e rogbl [MnactoB MHOro pucosan
W nnucan nowagemn, NnpekpacHo 3Han CTPOeHne fiowaau,
ee ABWXeHUs, 0CoO6eHHOCTN annopoB. MIMeHHO noa-
TOMY TaK fierko n 6bICTPO CKNafblBaeTCs KOMMO3nLms
KapTuHbI. «KynaHne KoHely, 6e3yC/I0BHO, CTOUT B pAAYy
3TOW NMaCTOBCKOW TeMbl, Ha4YaBLUENCA C KOMMO3ULUMK

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

(1940), «MpasgHuk» (1954-1967), umkne unnocTpaunii
k nosectn J1.H. Tonctoro «Xonctomep» (1952-1953).

Pazymeetcs, «KynaHne kKoHel» Kak >XMBOMWUCHadA
TemMa He MOrjia OCo3HaBaTbCs aBTOPOM BHe onpefe-
NIEHHOr0 KOHTEKCTa PYyCCKOro MCKYCCTBa, BHE acCoum-
auumn c pabotamu K. MNMeTtpoBa-BoaknHa «KynaHue kpac-
HOro KoHa» (1912), «<KynaHne KpacHo KOHHULbI» (1928)
. KoH4anoBCKOro, HanmMcaHHoM K BbicTaBke 10-neTtus
PKKA » npepcraBneHHON Ha nMepcoOHasibHOW BbICTaB-
Ke xygoxHuka B 1932 roagy, koTtopyto Buaen lnacros.
«B 20-e rogbl KoH4anoBckuiAi Ha caMoMm Aenie cosparn
PS4 KPYMHbIX KOMNO3ULUKUiA ¢ hurypamm, KOtopble HO-
MUHaNbHO BMUCbLIBA/IMCb B MapameTpbl “BbICTABOYHOWN
KapTuHbl” (“Bo3BpalleHune ¢ apmapku”, “Koeka 6ynBo-
na” <..> Bnnotb Ao “KynaHus KpacHOW KOHHUUbI” <...>).
Ho Beab Bce 3TM Bewn BHE COUMaNbHOW KONU3UN-
HOCTM CBOEro BpemeHn. B nogo6HOM KayecTBe OHMU
efBa N1 BNUCbIBAlOTCA B TPAAULMIO PYCCKOW peannctum-
YeCKol KapTuHbI <...> Aa 1 TPyAHO COOTHOCUMbI C aMbu-
LMAMKN KapTUHbI COBETCKOM “Tematndeckoin”»?2, — nucan
A.N. Mopo3oB. Heoknaccnyecknin «noaTekcT» paboTbl
KoH4yanoBckoro 6blifl, HECOMHEHHO, 6130k [1nacToBy.
Bo3sMoxHO, npumep KOHYanoBCKOro — B34ATb «O0huLm-
anbHylO» TeMy M 0CBOGOAUTbL €€ OT coumarnbHbIX KOH-
TEKCTOB, CAeNaB BEYHON, — Tak-

«[Mpa3gHuk ®nopa n NlaBpar (1915-1920), npogon>xeH-
HOlM B KapTuMHax «KynaHue koHen» (1938), «HouHoe»

Xe cbirpan csoto ponb. Ecnm
Tak, npeycnen

Mopozos A.1. HenssecTHbIi KoH4anoBcKuii //

TO MnacTtos HenssecTHblit KoHyanosckuii. M., 2002. C. 16.
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The Creation of Arkady Plastov’s “Bathing the Horses”

[OeHb ®nopa u Nlaepa. 1915-1920
Bymara, akBapenb, 6enunna. 19,5 x 47,5

The Feast of SS Florus and Laurus. 1915-1920
Watercolour, whitewash on paper. 19.5 x 47.5 cm

approaches to the theme. Each version of the painting
has its own story, its archetypes and its painterly and
semantic values. As for the preliminary sketches and
studies, they also fall into two main categories. The first
group includes the “Impressionist” ones made from na-
ture in Prislonikha, Plastov’s native village, and during his
trip to a unit of the Red Army Caucasus Military Division
based in Armavir, while the other one of preliminary com-
positions are Plastov’s studies in a Neoclassical manner.

Plastov was quite young when he first turned to
the motif of bathing horses — his earliest watercolour
composition on the subject dates back to 1913. His first
art teacher, Dmitry Arkhangelsky, mentioned a work by
Plastov known as “Bathing Horses in the Pond” in an ar-
ticle published at the end of the 1920s.

Plastov often drew and painted horses throughout
the 1920s and 1930s; he had considerable knowledge of
them, including the way they moved and their different
gaits. Thus, he worked quickly and easily when creating
this new composition. There is no doubt that “Bathing the
Horses” belongs to a series of Plastov’s works in which
the horse occupies a central role: among such pieces are
“The Feast of SS Florus and Laurus” (1915-1920), which
was followed by “Bathing the Horses”, then “Night Pas-
ture” (1940) and “Celebration Day” (1954-1967), as well

KynaHue nowapei. 1913. bymara, aksapens. 16,5 x 24,6
[oa cospaHns paboTel ykasaH yuntenem AA. MNMnactosa —
Amutpuem ViBaHoBryem ApxaHrenbCKuM.

Bathing the Horses in the Pond. 1913. Watercolour on paper
16.5 x 24.6 cm. Dated by Dmitry Arkhangelsky, Plastov’s teacher.
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as his illustrations to Leo Tolstoy’s novella “Kholstomer:
The Story of a Horse”.

Naturally, the artist could not fail to see “Bathing the
Horses” in the wider context of the Russian and Soviet
visual arts of his time, which included the work of Kuz-

ma Petrov-Vodkin, notably his “Bathing
the Red Horse” (1912), as well as Pyotr
Konchalovsky’s “Bathing the Red Caval-
ry” (1928), painted for the “Exhibition on
the 10th Anniversary of the Red Army”
that was shown at Konchalovsky’s 1932
solo exhibition (we know that Plastov
visited that show). About the latter, the
art historian Alexander Morozov wrote:
“In the 1920s, Konchalovsky did create
a number of large-scale, multi-figure
compositions that could technically be
considered ‘exhibition paintings’, for ex-
ample ‘Return from the Fair’, ‘Shoeing
the Bull, right through to ‘Bathing the
Red Cavalry’... However, all these works
remain outside the social context of their
period. This is a phenomenon that does
not fit with the tradition of Russian Real-
ist painting; it is also hardly compatible
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B 3TOM elle 6onee KoHYanmoBCKOro: gaxe B HasBaHUU
ero KapTuHbl «KynaHne KoHei» OTCYTCTBYIOT couMasib-
Hbl€ U NONUTUYECKNE OBEPTOHbI.

[pyron BaXHOW KOHTEKCTHOW OCHOBOW paboThbl
MnactoBa aBunack kaptmnHa B. CepoBa «KynaHue nowa-
an» (1905). Jlio6oBb k TBOpUecTBY CepoBa (XyLOXHUK
Ha3bIBaeT ero B YNC/e CBOUX yUuTeen) n o4eBuaHble
KONOpUCTUYECKNE napanieny naacToBCKOM KapTUHbI
(B BapmaHTe 13 cobpaHus NPM) ¢ «KynaHnem nowaan»
NO3BOSOT FTOBOPUTL 06 3TOM.

3HameHaTtenbHo, 4to B 1935 rogy B MockBe, B Tpe-
TbSIKOBCKOW ranepee, oTkpblnack BbicTaBka B.A. Cepo-
Ba, KOTOPYIO XYAOXHWK BUAEN U O KOTOPOW OT3bIBaf-
Ccs B NUCbMax: «34ecb OTKpblnacb BbicTaBka CepoBa.
9 6bI/1 y>Xe HECKOMbKO pa3 Ha Hell. Macca HeBMaaHHbIX
eLle MHOW Belen nnu Tex, 4to Bngen B 1912 rogy. Yep-
nato M3 Hee MOMHbIMA FTOPCTAMU U KPEMHY, KpenHy»3.
«[M0O3HaKOMMBLUNCL C TEMATUKOWN XYAOXXECTBEHHOW Bbl-
cTaBku, — nucan lNnactos B aBto6morpadpun, — s Npuy-
HblN. Bce 6b1510 MK HE MO MOWM CUaM, UK TakKoro no-
paaka, 4To u 6e3 MeHd Obl HalWNUCb MacTepa caenatb
3TO MPEeOoTAMYHO. A pewunn nNpeanoxutb CBOKO TeMy
<..> — “KynaHue KoHeli"»*.

XyaoXHWK HadmHaeT paboty 3umon 1936 ropa.
13 deBpana oH nuweTt xeHe B [lpucnoHuxy: «Temy

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

yTBEPAWIN 3@ MHOW Ty, 4TO npeanoxun a — “KynaHue
KOHell KpacHbIMKU KaBanepuctamu™®. B nucbme ot
2 mapTta 1936 roga, roe roBoputcs o paboTe Hag 3CKU-
30M K «[pasgHuky», XyooXHWK HanuweTt: «BTtopon
acku3 (ansa “KpacHoit Apmun”) caenan cenvei. Bot tema
ncknunTenoHas. MNpu Mbicnu, 4To, MOXeT ObITb, bor
pacT, 6yay ee nucaTb, CTAHOB/IOCb KaK B /INXopagke.
DTOT MOTMB OOHAaXEHHOr o Tefna, BOAbl, COMHLA, KOHEel —
MeudTa Moel XusHu. Ecnu npugetcs nucatb, TO B Ha-
TypasnbHbIA POCT, MasaTb KWUCTbIO MPUAETCA MecTaMu
Kak MeT/ioin, ecnu ygacTtcsa nopaboTtaTb Hag aTiogamu
NeToM, TO MOXHO caenaTth Bellb, Ha KOTOPOW co3aallb
cebe nma. Korga Ha ognH TONbKO KOPUYHEBATbLIN 3CKNU3
CMOTPMULLb, YEro TOMbKO He HadhaHTasnpyeLb»©.

Takum o6pas3om, MOTUB, XMBOMUCHas CYLIHOCTb
C CaMOro Ha4vana AOMWHUPY-
0T Hag ClOXeTOM, KOTOpbI
TakXe onpeaenancs ckopee 17.01.1937.
thopManbHO BbIBEPEHHON KOM- Apxas cembn Tnacrossix
nosu |_W|e[/’|Y yem O)KVI,D.aeMOIZ 4. Apxus cembu NNacToBbIX.

«HApPPaTUBHOCTbLIO>. B oGoux 5. Mucbmo ALA. Mnactosa H.A. MNnacToBoi.

13.02.1936.
ApxwuB cembu MNnacToBbIX.

BapmMaHTax KapTuUHbl OTCYTCTBY-
0T BU3yasibHO 3HauuMble 060-
3HaYEHNA BPEMEHU U UCTOPU-
UeCKnx peanui.

6. Muncemo A.A. Mnactosa H.A. MNMnacToBoii.

02.03.1936.
Apxus cembu NNacToBbIX.
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The Creation of Arkady Plastov’s “Bathing the Horses”

with the ambitions of the so-called ‘theme-based’ Soviet
art.”? Plastov was clearly familiar with the Neoclassical
allusions of Konchalovsky’s work, and it is possible that
Konchalovsky’s example of taking an “official” subject
and stripping it of the social context of its time to make
it into something eternal, played a role. If that was the
case, Plastov indeed managed to outperform Konchal-
ovsky, as even the title of his painting, “Bathing the Hors-
es”, is devoid of any social or political overtones.
Another important work that provides context for
Plastov’s painting is Valentin Serov’s “Bathing a Horse”
(1905). Plastov considered himself a student of Serov and
admired his work and the fact that his “Bathing the Hors-
es” and Serov’s original painting at the Russian Museum
have a similar palette endorses such kinship. It should
also be noted that, in 1935, the Tretyakov Gallery had
organised a solo show of Serov’s works, which Plastov

The Tretyakov Gallery Magazine #1(78) /2023
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PasBanuHbl c 6apenbedammn BouHoB. 1930-e
LiBeTHaa 6ymara, akBapens, 6enunna. 25 x 32,5

Ruins with Bas-reliefs of Warriors. 1930s
Watercolour, whitewash on coloured paper. 25 x 32.5 cm

Fepou, BeH4YaeMmble Hukoi, BO3ABUIraloT KOTOHHY B ee xpame. 1930-e
Bymara, akBapenb, 6enuna. 34,5 x 25

Heroes Erect a Column in the Temple of Nike as She Crowns Them.
1930s. Watercolour, whitewash on paper. 34.5 x 25 cm

saw and to which he referred in his correspondence. “An
exhibition of Serov’s [paintings] has opened here. | have
already been to see it several times. There is a great deal
that | have never seen before, and some works that | saw
back in 1912. | seize so much from it and grow stronger
and stronger...”®

As for the 1938 Red Army anniversary show, Plastov
wrote in his autobiography: “When | learned the theme
of this art exhibition, | felt a bit dejected. Everything was
either beyond my ability, or of a kind that other painters
would tackle most beautifully. | decided to suggest my
own subject... ‘Bathing the Horses’ ™

Plastov began working on the painting in the win-
ter of 1936. On February 13, he wrote to his wife, who
was in Prislonikha: “The theme that I'd suggested —
‘Red Army Cavalrymen Bathing Their Horses’ was ap-
proved.”® In his letter of March 2, 1936, he described
his work on a study for “The Fair”, and wrote that he
“drew the second, sepia study (for the ‘Red Army’ [exhi-
bition - translator’s note]). Here is an exceptional theme.
The thought that, God willing, | will get to paint it makes
me feverishly happy. This motif — nude bodies, water,
sunlight and horses — is my life’s dream. If | do [trans-
lator’s italics] get to paint it, | should make it life-size,
with some brushstrokes as if they’d been made with a
broom; if | am lucky enough to work en plein air this
summer, | could create something that would make my
reputation. | get carried away as | look at the brown [se-
pia] study imagining the possibilities.”®

From the very beginning, this motif and its painterly
quintessence dominated over the subject matter, which
was, in turn, determined by the precise demands of the
composition, and not by any expected “narrative”. Nei-
ther version of the painting has any clear visual indica-
tions of its time or of historical reality.

Every letter that Plastov
wrote in March and April 1936
mentions “Bathing the Horses”, P.16.

which he was painting during the 3. Arkady Plastov letter to Natalya Plastova,

January 17,1937. All letters cited here are
from the Plastov family archive.

same period as he was working on
“Harvest Feast”. The artist’s wish
was to go home to Prislonikha and
paint from nature: “At home, if the
weather is good, | could paint the
much-needed studies of horses in
the open air.”” However, the art-
ist’s main focus was on determin-
ing the composition.

February 13,1936.

March 2,1936.

7. Arkady Plastov letter to Natalya Plastova,

April 13,1936.

2. Morozov, A.l. “The Unknown Konchalovsky” //
The Unknown Konchalovsky. Moscow, 2002.

4. Arkady Plastov, “Autobiography”. Unpub-
lished, the Plastov family archive.

5. Arkady Plastov letter to Natalya Plastova,

6. Arkady Plastov letter to Natalya Plastova,
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3ckns N°2 k kapTuHe «KynaHue koHei». 1936
Bymara, akBapenb, kapaHgal. 25 x 48

Sketch No. 2 for the painting “Bathing the Horses”. 1936
Watercolour, pencil on paper. 25 x 48 cm

B kaxxgom nucbMe B MapTe, anpene 1936 roga yno-
MUHaeTcs paboTa Haa KapTUHOW «KynaHue KOHe», Ko-
TOpas naeT napannenbHo ¢ paboTtoli Hag «[pa3gHMKOM
ypoxasn». XyAOoXHUK MedyTaeT noexatb AoMoOiW, B Mpu-
CMOHUXY, U TaM nNucatb C HaTypbl: «[Joma, konu 6yaet
XopoLlas norofga, Nofgenat o4eHb HY>XHble MHE 3TioAbl
nolagen Ha Bosgyxe»’. OOgHaKo riaBHoOe B 3TOT Nepwu-
of — paboTa Hag 3CKM30M, ero (hopmasibHoe peLleHune.

«Buepa 1 no3aBuepa nepeBen pUCyHOK Ha MosoT-
HO. {1 roBopto 06 acknze ana KpacHon Apmun. CerogHsa
C yTpa Havan ero NponucbIiBaTh XUAKOW, Kak akBape/b,
Kpackon. [Nony4yaetca no6onbITHO. DTN TPKU AHA BOOO-
e BCe BOXYCb C Harow HaTypon ansa curypbl KpacHo-
apmenues. Hatypwuk 4 cam. lNpuHnumato nepepq 3epka-
IOM HY>XHbl€ M03bl, HY U KOW-KaK C BEMIMKUM MyYEHUEM,
a BCe Xe PUCYHOK fenato». Y3HaBaeMbli aBTonopTpeT
COXPaHW/CS Kak B 3TioAe, Tak U B KapTUHE U3 cobpaHus
PM. «Munwy “KynaHne koHel” KpacHoin Apmun. Bbixo-
OVT nNoka Hu4yero cebe. JTlo6onbITHO, YTO B npolecce
pa6oTbl OTKpbIBaellb B ce6Ge KOo-Kakne OCTOUHCTBax»E.

3HaunMMbIM  KOHTEKCTOM TBOopYecTBa [lnacToBa
1930-x rogoB 6bI1M pa3MbIlL/IEHUS Hag rpauyecKuMm
KOMMO3ULUAMU Ha aHTUYHbIE TeMbl U paboTaMn B HEO-
KNlaCCUYECKOW CTUINCTMKE. DTO CEPUN apXUTEKTYPHbIX
KOMMO3MLNIA C pa3BannHamu TpuyMdanbHbiX apok, aT-
naHTamu, paspylanwmMMnMca nnu 6anaHcupyowmmm
KOHCTPYKLMAMU, HAMOMUHAIOLLNX «BYMAKHYIO apXUTeK-
Typy» [>XoBaHHM BattucTbl MNMupaHesn 1 oTpasmBLUMX
OLLYyLLLIAaEMYIO XYAOXHUKOM XPYMKOCTb, HEYCTONUYNBOCTb,
TPEBOXHOCTb ObITUs. CBOeoOpasHble Kanpuy4yo, rge
6113Kaa XyAOXKHUKY peanibHOCTb — KynanbLmubl, CTaga,
nacyLimecs y BOgonos, — coemMHeHa ¢ paHTacTm4yecku-

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

MW KapTUHaAMK apXUTEKTYPHbIX KatacTpod, paspyLlato-
LLIMXCS TMraHTCKNX CTPOEHNI, U3BEPTaloLLMXCA U MOTYX-
LIMX BYNKAHOB; HaKOHeL, MHTepnpeTauuMsa U3BECTHbIX
MUONOrMYECKNX CIOXKETOB M/IN CHOXETOB C U3BECTHbI-
MU FreposMun, Taknx Kak «lepkynec u AHTen», «[epakn
ybuBaeT KeHTaBpa Hecca, NOXUTUBLLEIrO ero XeHy», «[e-
powu, BeHYaeMble Hnkoi, BO34BMraloT KOSTOHHY B €€ Xpa-
me», «Opcheit n IBpuankar. «<fepomnyeckumes naHgwadgThbl
M UMKNonnyeckme ourypbl CIOBHO UANOCTPUPYIOT NPO-
rpaMMHble C/10Ba XyaoXHMKa: «MHe mepeLlaTcsa Kpacku
1M POPMbI, HACbILEHHbIE CTPACTbiO U APOCTbIO, YTOObI
pAooOM CO BCEW cnalwiaBon 61aronpuCTOMHOCTbIO OHU
peBenu 1 Bonunn Gbl UCTOLWHBIMU rosiocaMm»®. TBopue-
CcKas MOLLb MacTepa, 04eBUAHO, He BMeLlanacb B Npo-
KPYCTOBO /10XX€ U3BECTHbIX M1 BOSMOXHbIX B T€ BpEMEHa
ONS peanmsaunm CIoXXeTHbIX U NaacTuyeckunx cxem. «Kor-
[a BCNOMHMULLUb, YTO 3TO (AHTUYHbIE KOMNO3numn. — T. 1)
poxpaanoch <..> Ha TOM Xe& CaMOM CTo/fie C 3CKM3amu
Cenbx03Mn1akaToB, NPOYEN KOMXO3HOW arnTtku, TOMbKO
TOrAa NOMMeELLb, Kak U YeM TOMMNACh AyLlla XyOOXHMKa,
KaKOW OpUrMHasbHbl, HEOXUOAHHbIN TanaHT ryousncs
6ecrnowagHbiMM 06CTOATENBCTBAMU XU3HWU, B KOTO-
poW He 6bino mecTta lomepy n OBuaunio. Pagom ¢ atmm
3CKM3amu Wa paboTta Hag o6pasamu [pucnoHuxm c ee
3MMaMM, 3aCHEXEHHbIMW ABOpamMuK C nowaabmMm 1 Npo-
Yen CKOTMHELLKOM’, C apbiMU NonbiMKM BogaMn. HeHanu-
CaHHble KapTUHbl 3TN — CaMblid

ponoaninHHbln NnacTtos, U cein-

7. Mncemo ALA. Mnactosa H.A. MnacToBoii.
yac He 3Haelb, Yemy 6onblue 13.04.1936.
OTK/IMKaeTCAa cepaue, ero nu ApxuB ceMmbu MnacToBeiXx.
BbICOTAM >XMBOMUCHOTO B3/1€Ta 8. Mucemo A.A. Mnactosa H.A. MNnacToBoW.
WN 3TUM CKPOMHbIM MO pasme- 16.04.1936.
« Apxus cembu NNacToBbIX.
paM, CKynblM MO KpackaM ~"My-
KULKUM )KaHpaM” <...>>>10. 9. Muncemo ALA. Mnactosa H.A. MNnacToBoi.
24.11.1935.
MoXHO coBepLUeHHOo onpe- ApxuB cemby MNacToBbIX.
AGNEHHO CKasatb, 4TO0 3CKU3bI 10.  [lMnacros H.A. BocnomnHaHus. Pykonucs.
«KyI'IaHl/Iﬂ KOHeVI)) co3gaBanncCb ApxuB cembu NnacToBbIX.
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Arkady Plastov letter to Natalya Plastova,

April 16, 1936.

Arkady Plastov letter to Natalya Plastova,
November 24,

In Greek mythology, Procrustes

was a robber in Attica, who stretched or
amputated the limbs of travellers to make
them conform to the length of his bed. “The

The Creation of Arkady Plastov’s “Bathing the Horses”

9Ti0A K KapTuHe «KynaHue KoHel». O6HaxeHHoe Teno. N°13
1937-1938. XoncT, macno. 52 x 34,3

Sketch for the painting “Bathing the Horses”. Nude Form. No. 13
1937-1938. Oil on canvas. 52 x 34.3 cm

“Yesterday and the day before that, | transferred the
drawing to canvas. | am talking about my sketch for the
‘Red Army’. This morning | began to paint, using water-
colour-like liquid paint. The result is quite interesting. In
fact, in the last three days, | have been trying to work out
the nude figures of the Red Army soldiers, using myself
as a model. | assume the required pose in front of the
mirror and draw, with really considerable difficulty, but
the drawing works out all the same.” There is a recog-
nisable self-portrait in both the study and the Russian
Museum version of the painting. “| am painting ‘Bathing
the Horses’ for the Red Army. So far, so good. It is curi-
ous how, in the process, | discover that | do have some
strengths.”®

Plastov’s interest in draw-
ings of Classical subjects and in
the Neoclassical style provide
important context for his work
in the 1930s. Among them are
multiple series of compositions
depicting architecture, with ruins

1935.

‘bed of Procrustes’, or ‘Procrustean bed’

has become proverbial for arbitrarily — and
perhaps ruthlessly — forcing someone or

of triumphal arches, sculptures
of Titans, dilapidated and bal-

something to fit into an unnatural scheme

or pattern.” (Encyclopaedia Britannica)

ancing structures that recall Gio-
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9Ti0A K KapTuHe «KynaHue KoHel». O6HaxeHHoe Teno. N°3
1937-1938. XoncT, macno. 52,5 x 34,7

Sketch for the painting “Bathing the Horses”. Nude Form. No. 3
1937-1938. Oil on canvas. 52.5 x 34.7 cm

vanni Battista Piranesi’s “architecture on paper”; in them,
the artist expressed his feelings of the fragility, imperma-
nence and unease that mark human existence. Plastov
also created a series of distinctive capriccios, where the
realities of his everyday world, such as women bathers
or cattle grazing by the water, are set against fantasti-
cal views of spectacular architectural ruins and giant
buildings that are falling apart, as well as erupting and
extinct volcanoes and variations of popular mythological
motifs and stories of legendary heroes. Some examples
are “Hercules and Antaeus”, “Hercules Kills the Centaur
Nessus”, “Heroes Erect a Column in the Temple of Nike
as She Crowns Them”, and “Orpheus and Eurydice”. “He-
roic” landscapes and Cyclops-like figures seem to illus-
trate Plastov’s important and telling words: “Colours and
shapes that are saturated with passions and rage invade
my imagination, they scream and roar right next to all
the saccharine righteousness.” Clearly, Plastov’s crea-
tive spirit did not fit the “Procrustean bed”° of the limit-
ations that his time imposed on his artistic expression.
As the artist’s wife Natalya wrote in her unpublished
memoirs: “To contemplate the fact that these [classical
compositions — T.P.]J were created at the same work-table
as the designs for agricultural posters and other visual



TatbaHa Mnactosa

OAHOBPEMEHHO C pa3paboTkol Mundono-
rMUYECKUX CIOXETOB B TEX Xe maTepuanax,
Ha TOW Xe Oymare, TeMu Xe njacTnye-
CKMMM MpuemMamm — B LBeTax apxauku:
rMUH 1 TeppakoTbl. Komnosuumio «Kyna-
HMe KOHel» MpuxoauTcsa paccmaTpuBaTtbh
Kak oAuH 13 BapuaHToB Mudonorunye-
CKMX 3CKN30B (B OAHOM psaay CO cTagamu
Ha Bogonoe, Kynanblmuammn B «LUUKIOMNU-
YECKNX» KOMMNO3NLUAX).

Sckn3sbl «KynaHua KoHel», co3paH-
Hble BecHoW 1936 roga B akBapenu u ce-
nuu, — ceobogHas, hopmanbHasa paspa-
60TKa TeMbl, HanpsMylo COOTHOCALLAACS
C KOMMNO3MUMAMM Ha Mudonormyeckue
ctoxeTbl. MNpya 1 BCxonmbsa MpUCNoHUXH,
yragbiBatoLmecs Ha 3TOM 3CKn3e, npeoo-
paxaloTcsa B ApPeBHUE MUGOMOrnyeckmne
penbedbl. B urype, croauwen Ha kKpyne
nowaau, 6e3o0wmnboYHO yragbiBaeTcs cam
XYOOXHUK («HATYPLUKK 51 camy»). OTCcyTCTBME
Ha NepBOM 3Tane XMBOMUCHbIX 3a4ay no-
3BO/IANIO COCPEAOTOUNTLCH HA KOMMOHOB-
Ke «CKYMbMTYPHbIX» FPYMM: Tak CMOTPAT-
CHA TPW BCafHWKa Ha 3agHEM nnaHe; Topc
BCaAHMKa, NOAHABLIEro BBEPX PYKU, SIBHO
CBUAETENbCTBYET O Pa3MbIW/IEHUAX Ma-
CcTepa Haa NMacTUKOM rpevyeckux TOpCcoB
n pabor MukenaHgxeno. LleHTpanbHas
dhumrypa co CnmHbl — LMTaAaTHO BOCMPOU3Be-
OEHHbI NaMATHUK BepoKKbO KOHAOTbEPY
Baptonomeo Konneonwu.

Bopa n kynaHne — BaXKHbI XMBOMNUC-
Hbli MOTMB B TBOp4ecTBe [lnactoBa ce-
peanHbl 1930-X, MNPECCUOHNCTUYECKIUNA
No CBOEW CYTU N XXNBOMUCHOM TPaKTOBKE.
Bopa ¢ ee uameH4MBOCTLIO M onpefe-
NSA0WMM BO3JENCTBMEM Ha CBETOBO3-
OYLWHY cpeay, npeobpasylolaa camy
CYWHOCTb BMOAMMOro Mupa BCieacTeune
npenomneHuns, pacLllensieHns cBeTa, poxaeHua ped-
NIEKCOB, AaBana XyAoXHWKY HEBEPOATHOE KO/IMYECTBO
HEOXWNAAaHHbIX 3PUTE/bHbIX BNeYaT/IeHUA.

B tBOpUecTBe lNnacToBa MOTUB BOAbI U KymnaHUsa
B 1930-e rogbl BOMAOWAACH B CaMbIX Pa3HbIX ClO-
xeTax — oT «KynaHus KoHen» 0O «OeTCKOW» KapTUHbI
«Tpoiika» (1938).

3HaMeHaTeNbHOo, YTo 3TIoAbl, CAENaHHble XYAOX-
HMKOM BO BpPEMSA KOMaHOAMPOBKWM Ha KaBkas, a Takxe
B [NpucnoHnxe B 1936-1937 rogax u oOTHOCSALWMECS
K MOAroTOBUTENbHOMY MaTepuany K KaptnHe «KynaHve
KOHEW», MO CBOWM >XWBOMUCHbIM 3aja4vaM COCTaBfs-
0T NpaKTU4Yeckn oaHo uenoe c cepuein «Kynawwmecsa
OeTu» (Cpeam KOTopbIX €CTb M 3TIOAbl AeTEN € nowab-
MMW): U TaMm, U TYT N3ydeHne obHaXeHHOro Tena B ped-
neKcax oT BoAbl, 3e/1eHN, CONnHua.

BaXHbIM MOMEHTOM nIacTUYecKon hopmynmpos-
KW TeMbI ABUMIOCH NyTelecTBue (paktmyecku 3to 6bina

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

™1 3rioa k kKapTuHe «KynaHue koHei». Kynatowmue nowapgein. N°10
1937-1938. XoncT, macno. 35,5 x 52

T 1 Sketch for the painting “Bathing the Horses”. Bathing the Horses.
No. 10. 1937-1938. Oil on canvas. 35.5 x 52 cm

OT1i0A K KapTUHe «KynaHue koHeli». O6HaxkeHHoe Teno. N°2
1937-1938. XoncT, macno. 34 x 50,5

Sketch for the painting “Bathing the Horses”. Nude Form. No. 2
1937-1938. Oil on canvas. 34 x 50.5 cm

KoMaHaupoBka) no Bonre Ha KaBkas netom 1936 roaa,
CTaBLUEeE He CTOMbKO o6peTeHneM BrneyaTneHui n c6o-
POM HaTypHOro Matepuarna, CKoMbKO OMNbITOM OTKPbITUSA
MeTahunsanyecknx CyLLLHOCTEN NPOCTPAHCTBA, NOrpyxe-
HMEM B CTUXMIO XU3HWN. B pe3ynbrate B KapTUHE U3 CO-
6paHua 'PM npyg ctan mopem, a congatel PKKA — Beu-
HbiMK, 6eccMepTHbIMKU reposamu. KaBkas, peka Ypyn,
KynaHue fowagen B KaBanepumnckom 4yactm — Bce 3Tu
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The Creation of Arkady Plastov’s “Bathing the Horses”

propaganda for the collective farms is to understand
how the artist suffered, and how original and unantici-
pated talent was being destroyed by the brutal realities
of life that had no place for Homer and Ovid. At the same
time as he painted these studies, the artist worked on im-
ages of his native village, its snowy winters, homesteads
with horses and cattle, and powerful, surging torrents in
springtime. These unfinished works represent the real,
true Plastov; even today, | am not sure whether it is his
major masterful paintings or these smaller, modest and
subdued genre scenes of ‘peasant life’ that are dearer to
the heart.™

There is no doubt that Plastov worked on his stud-
ies for “Bathing the Horses” at the same time as he was
creating his mythological scenes — such factors as the
similarity of media and the same kind of paper, the plas-
ticity and the “archaic” palette of clay and terracotta can
be noted. Thus, “Bathing the Horses” should be seen
as part of those “mythological studies”, alongside the
depictions of cattle at watering places and the women
bathers in his “Cyclops” compositions. Plastov’s stud-
ies for “Bathing the Horses”, painted in spring 1936 in
watercolour and sepia, are a free and formal attempt to
develop a subject that is directly connected to his com-
positions on mythological themes. The familiar pond
and hills near Prislonikha are transformed into ancient,
mythical landscapes. The male figure standing on a
horse’s back bears a clear resemblance to the artist (“I
am my own model”). At this initial
stage, Plastov was not focusing
on painterly goals, but rather on

Natalya Plastova, “Memoir”. Unpublished
manuscript. The Plastov family archive.
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creating multi-figure groups: three men on horseback in
the background, the torso of a rider with his arms lifted —
all these fragments attest to the artist’s interest in the
sculptural forms of Ancient Greece as well as the work
of Michelangelo. The figure in the centre with his back
to the viewer is an obvious reference to Verrocchio’s
equestrian statue of Bartolomeo Colleoni.

In Plastov’s art of the 1930s, water and bathing sig-
nify an important motif, Impressionist in both substance
and painterly approach. Water, innately changeable
and key in defining how light and air exist in the paint-
ing, transforms the very nature of the visible world as
it refracts, splits and reflects light, providing the artist
with innumerable and unexpected visual experiences.
In the 1930s the “water and bathing” motif in Plastov’s
art found expression in a variety of themes, from “Bath-
ing the Horses” to his “painting of childhood”, “Troika”
(1938).

Itis significant that the sketches that Plastov made in
preparation for painting “Bathing the Horses”, both dur-
ing his trip to the Caucasus and then back in Prislonikha
in 1936-1937, share the same painterly goals with his se-
ries “Bathing Children”, which did include some sketches
of children with horses. Both sets of sketches represent
the artist’s study of the nude form with reflections of the
water, green trees and the sun on the wet skin.

3Tioa K KapTuHe «KynaHue koHei». Kynatowme nowapen. N°8
1937-1938. XoncT, macno. 35 x 49,5

Sketch for the painting “Bathing the Horses”. Bathing the Horses.
No. 8.1937-1938. Oil on canvas. 35 x 49.5 cm
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A.A.TnacTtoB. HeoTnpaBneHHble NUCbMa.
ABryct 1936. Apxus cembu NnacToBbIX.

Tam xe.
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3Ti0A K KapTuHe «KynaHue KoHei». O6HaxeHHoe Teno. N°1
1937-1938. XoncT, macno. 51 x 34,5

Sketch for the painting “Bathing the Horses”. Nude Form. No. 1
1937-1938. Oil on canvas. 51x 34.5 cm

BrneYyaTneHuns, BOMNIOTMBLUNECH B 3apPUCOBKN N 3TIOObI,
cTanu onga xyaoXHWKa o4eHb BaXKHbIM Matepuanom.

«<..> Boga MumnTCa Kak BelleHasd, Toro n rsagu Ky-
BbIPKHET, @ rMyOuHbl — nowagb Bnnaaeb <..> Bopa Te-
nnas, npo3payvHasg, Markas <...>. Ctanu KkynaTb fowagen.
Haexano BngMMo-HeEBMANMO KOHHUKOB. M TyT Ha nnsixe
s cpasy yBuAen, Kakyto a9 olnOKy caenan paHblue, Kor-
Aa nucan NnepBbIi CBOM 3CKK3. Bce MHe cTano NOHATHO,
UYTO M KaK Hago Tenepb genatb. TOPONIMBO Havasn 3apum-
COBbIBaTb, HE CMe&/1 BEPUTb, YTO TO, YTO, Ka3asocCb, CO-
BCEM BbIPBanocChb U3 pykK, BOT 6€3 BCAKUX YCUNIA C MOEN
CTOPOHbI CBepLllaeTcs y MeHsa neped rnasamu. 1 He6o
4MUCTO, M BO3AYX TEMSbIA, N BOAA TOFO HEXHEE U NaCKO-
Bee <..> Cpgenan 3 HeBaxHbIX 3To4a-NopTpeTa ¢ nNoa-
BEPHYBLUMXCA KpacHOapMmeiiLeB».

«CerogHsa c yTpa nowesn Ha o6pbIB cMoTpeTb KaB-
Ka3ckuii xpebert. Mo gopore B NONK MON NONYTUYUK Nel-
TEHAHT — KOMaHAWpP ackagpoHa — roBOPwUsI, YTO ropsbl
B ACHO€ yTpO ObIBAlOT BUAHbLI, 0OCO6EHHO dnbbpyc. Thl
nommMellb MOe BOJIHEHME, HaTa, HEn3baACHUMOe, Hene-
pepaBaeMoe, C Kakmm §1, BINS4EBLWMCb B pO30BaTyto
ObIMKY YTPEHHUX Aanewn, BAPYT,
Kak ene Buaumoe o6ako, yBU-
Aan KOHUYEeCKYlo BepLNHY Ifb-
6pyca n BNeBO OT HEro yrioBa-

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

3Ti04 K KapTuHe «KynaHue KoHe». O6HaxeHHoe Teno. N°14
1937-1938. XoncT, macno. 49,5 x 34,7

Sketch for the painting “Bathing the Horses”. Nude Form. No. 14
1937-1938. Oil on canvas. 49.5 x 34.7 cm

TYIO JIMHUIO FTOPHOW Uenn. Bce ato 6bI10 Npu3pavHo,
HEXHO, /1€ YNNOBUMO, HO KaKOe-TO BOCTOPXEHHOE YMU-
NeHne NOAHSAN0Ch B cepaue, U 9 TUXO 06HaXun rono-
BY <...>. 9l BCe Xe cAaesnian ManeHbKnii aTiog akBapesbto
<..>».

«<...> TakOro ONbAHALErr0 OLWYLIEHUA KyNaHbs,
Kakoe g ucnbltan 23 roga Hasag B batymun, Bnepsble
HbIPHYB B WM3yMPYyAHO-XPYyCTasbHble BOJHbI Npnbos,
1, yBbI, He ucnbitan <..>. A Torga O6bl/10 COBCEM He TO.
Mpunboii 6bin, HO BOAa Oblfia XpycTanbHO-NpoO3paYvHag,
M BOJIHA Oblna B Mepy, He60 6blN0 ACHO. bbino yTpo
TUXO0e M Kakoe-To 6/1aroyxaHHoe, B fIMLO He XnecTa-
na neHa, n nop to6on cnana 6e€340HHOCTbL MOPSA Ka-
KOW-TO HeCKasaHHOW CUHEBbI, 4a U MHe Obl10 TO/b-
Ko 20 neT, U HUYero BO MHE He CKPUNeno, HMU4ero
HU B Tene, Hu B gylwe. C BENMKOWN ropecTbio 9 ybeausn-
CSl, UTO AABHbIM-AAaBHO 5 yTepsi/1 HeNoCpeACTBEHHOCTb
BOCAPUSATAS N €CNIN B MEHA U3 BHE UTO-TO M Nonagjaer,
TO TONIbKO Yepes TYCK/Ibie OYKU U Tyrue yLim 3aMbi3-
FQHHOrO Ye/lI0BeKad» (BblaeneHo MHomn. — T. M) M.

VIMeHHO B 3TOM Noe3ake, 0OTOPBaHHbI OT ObITOBbIX
N coumanbHbIX peannii, XyooXHWK obpeTtaeTt cBoboay:
«YyBCTBYlO cebs B WHble MOMEHTbl COBCEM-COBCEM
6e3 NpOoLUIoro 1 NpoYven Harpysku U3 0MaHHOro, 06-
rMOAaHHOIO XU3HbIO YesioBeka»'2,
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The Creation of Arkady Plastov’s “Bathing the Horses”

3T1I0A K KapTUHe «KynaHue kKoHel». Kynawouwme nowapein. N°6
1937-1938. XoncT, macno. 34 x 50,5

Sketch for the painting “Bathing the Horses”. Bathing the Horses.
No. 6.1937-1938. Oil on canvas. 34 x 50.5 cm

Plastov’s 1936 visit to the Caucasus via the River
Volga — he was, in fact, travelling on professional assign-
ment — was a pivotal moment in shaping the composition
of the future painting; it was not so much a chance to gain
new visual experiences and sketch from nature, but rath-
er to rediscover space and its metaphysical essence and
plunge into the powerful currents of life. As a result, the
painting (now in the Russian Museum) features the sea,
not a pond, and the Russian Red Army soldiers are trans-
formed into immortal, eternal heroes. The mountains of
the Caucasus, the Urup River, the cavalrymen bathing
their horses — all of these visual impressions became
sketches and studies essential for Plastov’s work.

The artist wrote various letters through August 1936,
which included descriptions of what he saw (the fact that
he never sent them gives them something of the quality
of diary entries): “... the current is insane, could roll you
any moment, and the water is too deep for a horse to
stand... The water is warm, transparent and soft... [The
men] started bathing their horses. A great number of
riders filled the river. And standing on this flat riverbank,
| saw right away the mistakes | had made when | painted
my initial study. | knew exactly what | had to do now. In a
hurry, | began sketching; | could not believe that some-
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thing that had seemed to completely escape from me
was happening in front of my own eyes, without any effort
on my part. The sky was blue, the air was warm, and the
soothing water was even warmer... | sketched three me-
diocre portraits of the Red Army men that were close by.”

In another letter, he described the surrounding land-
scapes: “This morning, | went to the cliff to see the Cau-
casus mountain ridge. On my way to join the regiment,
my fellow traveller, a lieutenant, a squadron commander,
had mentioned that, on a clear morning, one could some-
times see the mountains, Mount Elbrus in particular. You
will, Nata, understand my excitement, the indescribable,
unmatched excitement | felt when | peered into the pink-
ish morning expanse; suddenly, like a faraway cloud, the
conical peak of Elbrus appeared, with a craggy moun-
tain ridge to the left. The sight was nebulous, undefined,
barely there, but a kind of exalted feeling of tenderness
came over me, and | quietly doffed my hat... | did draw a
small watercolor study...”

He wrote about other impressions, too: “Alas, | did
not experience the same intoxicating pleasure from
swimming as | had 23 years ago in Batumi, when, for
the first time, | plunged into the crystal, emerald waves...
It was certainly different back then. The tide was high,
but the water was crystal clear, the waves were not too
strong, and the sky was clear. The morning was quiet
and somehow fragrant, sea foam did not splash over my
face, and the unbelievably blue water underneath me
was glowing and deep; also, | was 20 years old, and both
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OTI0A K KapTuHe «KynaHue koHel». O6HaxeHHoe Teno. N°5
1937-1938. XoncT, macno. 34,5 x 43,3

Sketch for the painting “Bathing the Horses”. Nude Form. No. 5
1937-1938. Oil on canvas. 34.5 x 43.3 cm

7oA K KapTuHe «KynaHue KoHeii». Jlowapab. N°4. 1937-1938
XoncT, macno. 34 x 26,5

Sketch for the painting “Bathing the Horses”. The Horse. No. 4
1937-1938. Oil on canvas. 34 x 26.5 cm

10 cbeBpana 1937 ropa NnacToB COOBLIAET XEHE,
uTo 3CckMn3 «KynaHus KoHel» (TO eCTb «MMMPECCUOHU-
CTUYecKnin» BapmaHT 1937 roga) yTBepXAeH, «NpuHAT
¢ 6onbWwMM ygoBnetBopeHneMm 6e3 eguHol nonpas-
kn». OgHako paboTa Haa 3aBeplieHnem «KosxosHoro
npasgHuka», No-BMAMMOMY, He MO3BOMMNA HavaTb pa-
60Ty Ha 60/1bLLOM XoncTe. Tonbko 26 HosA6ps 1937 roga
OH coofLlaeT, YTO «CeroHs HakKoHeU-TO AocTan noa-
paMHuK noA “KynanbLinkoB”™.

«“KynaHbe” CBO€ MOTMXOHbKY MOMMUCbIBAD, XO-
TENOCb O4YeHb ceilvac Tebe nokasaTtb, YTO BbIXOAWT.
MNpuepews, Bor pact, yBuanwb. COBCEM Cny4variHO
npeo6pasnn ganbHuUi naaH,  He6o BbIWMNO OYEHb YMNO-
€HHO. NoMHuWBb, cneBa rposa MAeT, Hy a cnpaBa yXoaaT
XO/IMbl 38 AOXOEBOW 3aBECOM, KaK 3TO OblBaeT, Korga
AOXAb MAeT CKBO3b <...>, Kak y Hac rosops4ar. o Boge
TOXe OEeXUT TEHb N CBET, 3axBaTblBas 3a4HWI NMNaH C N10-
waabmu crpaBa W BbINMpas NepeaHnin nnaH Ha SpKuit
cgeT. Irpa cBeTa 1 TeHn, Nnpo3payHble NOAOChl 4OXAS,
TyYMaH OOXAEBOW Nbl/IN, OAeBaloWWA gepeBbs CHU3Y
rop — BCe 3TO CO3[aeT KaKylo-TO BfIaXHYo, TENNyto aT-
Mocdepy, Kakol-To BO36YXAEHHbIA U PagoOCTHbI TOH

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

BCel KapTuHbl. 9 o4YeHb paf, YTO Hallesl HaKOHeL, Ka-
KOW-TO K/OY NPOCTPAHCTBEHHOrO pa3peLlleHnsa BeLm,
€C/IN TaK MOXHO BbIPa3nTbCS, U XOpoLo O6bl A0 KOHLA
HanucaTb 3Ty panckyto aTMocdepy KaBkasckoro npea-
ropbsi. CKONbKO § MOMHIO €€, KOHEYHO» ",

MoXHO cKa3aTb, UTO OKOH4YaTeslbHasg KOMMO3u-
LUMa BapuaHTa KapTuHbl U3 cobpanus MPM (npu ee He-
COMHEHHOW CBA3N C KOMMNO3ULUAMU Ha @HTUYHbIE ClO-
XeTbl U NPOAYMAHHON KOTOPUCTUHECKOW CTPYKTYPOW)
NMOCTPOEHA Ha OYeHb XOPOLUO PACCYUTAHHbIX KOMTOPU-
CTUYECKNX UMTKO30PHOCTAX M NNacTuHecknx adpekrax.
Tak, ycuneHne neBoro daHra nepegHero naaHa Kom-
nosmumnm (HeobxoanMoe AN CO3AaHUSA KNacCU4eCckoro
ahpeKTa BOMEBOM HaMpaB/E€HHOCTU 3PUTENBLCKOIro
B3r/ns4a) NpoMcxoauT 3a cYeT NogvyepkHyToro 6secka
BOAbl N KOHTPACTHOIroO BblAeMEHNsS Ha ero oHe cTos-
Lero Ha nowaamn BcagHuKa noj caMoi rpo30BON Ty4Ye.
LLlaTkas KOHCTPYKUMUA — YenoBeK, CTOALWMIA Ha NAbIBY-
wen nowaan, MOMeHT HeyCTOMYMBOro paBHOBeCUdA —
OYeHb XapaKTepHa AN1A HEOK/1aCCUYECKUX KOMMO3u-
unn xygoxHuka 1930-x rogoB (MMEHHO OHO co3paer
OoLLyLLEHNE TPEBOXHOCTU 1 gpamatnama). CMbicnoBoe
Hanpsi>xeHne B KapTUHE, YCUNEHHOEe N NoALepXaHHoe
KOHTpacToM churypbl, CToAWENR Ha Kpyne nowagun cne-
Ba, U 6/1eCKOM BOAbI, NPOAO/IKAETCA B IMHUM 31/IMNCa,
yxoasduen Branybb KapTUHbI U CIOBHO OCTAHOBMEHHOM
OBVKEHNEM PYKU (MOMOXEHHOW Ha KPYMN KOHA B HUX-
HeM npaBoM yrny).

Komnosunums noctpoeHa Ha rapMOHUYHOM coYeTa-
HUW OBMXEHUS (BOM/TOLWEHHOIO B KOMMNO3ULIMK) U CTaTU-
KW (BONMTOLEHHOM B MOHYMEHTaIbHOW CKY/IbATYPHOCTH
duryp, Kotopble, B CBOIO o4epeb, TakXe BHYTPEHHE
OVHaMWUYHbI, UMes B BUAY XXUBOMUCHYO ANHAMUYHOCTb
paKypcoB, C OAHOW CTOPOHbI, U YTBEPXKAEHNE BEKAMU
BbIBEPEHHbIX CKY/bMTYPHbIX GOpM — € gpyroin). <MoTms
OBHaXXEHHOro Tena», KOTopbli B «<MMMPEeCcCUOHUCTUYE-
CKOM» BapuaHTe KapTWHbl K 3Togax OeMOHCTpupyet
BO3MOXHOCTU M/IEH3PHOr0 NMMCbMa XyAoOXHWKa, 30eCb
MMeeT HeCKOMbKO UHOWM CMbICH.
MnacTosy, ckynbntopy, %
CNTOBHO Heo6xoaMMOo MokaszaTb

KakK
17.12.1937.

Apxus cembu NNacToBbIX.

TpeTtbsikoBckas ranepes N°1(78) /2023
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The Creation of Arkady Plastov’s “Bathing the Horses”

my body and soul were still nimble. To my great sorrow,
[this time around] | realised that | had long lost my apti-
tude for spontaneous perception, and should something
reach my senses, it was through the dim glasses and bad
ears of a worn-out man [my emphases - T.P.].”2

It was during this trip, free from the demands of
everyday life and the expectations of society, that the
artist felt truly liberated: “These days there are moments
when | feel like | have no past, no baggage of the kind
that a shattered, worn-down man carries with him.”*

On February 10, 1937, Plastov wrote to his wife that
his study for “Bathing the Horses” (the Impressionist
version of 1937) was approved, accepted “with pleasure
and without a single correction.”* However, Plastov was
still working on his “Celebration at the Collective Farm”
and so was unable to start painting his new work on a
large canvas. It was only on November 26 that he wrote:
“Today, | finally brought out the canvas stretcher for my
‘Bathers’.”®

“| am slowly painting my ‘Bathing’; | wish so much

that | could show you how it is

All excerpts taken from letters
that Arkady Plastov wrote,

but did not send, in August 1936.
The Plastov family archive.

Ibid.

Arkady Plastov letter to Natalya Plastova,

February 10, 1937.

Arkady Plastov letter to Natalya Plastova,

November 26, 1937.

Arkady Plastov letter to Natalya Plastova,

December 17,1937.

taking shape. God willing, you
will come here and see it,” he
wrote on December 17. “Quite
unintentionally, | ended up
changing the background, and
the sky turned out wonderfully
well. Do you remember? A thun-
derstorm is approaching from
the left, and, on the right, the hills
disappear into a wall of rain, just

The Tretyakov Gallery Magazine #1(78) /2023
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9Ti0a K KapTuHe «KynaHue koHe». Kynatowume nowapei. N°3
1937-1938. XoncTt, macno. 34 x 30,7

Sketch for the painting “Bathing the Horses”. Bathing the Horses. No. 3
1937-1938. Oil on canvas. 34 x 30.7 cm

as it happens when the rain moves through..., as they say
at home. Light and shadows shift on the water, including
the background with the horses on the right, and push
the figures in the forefront into bright light. The interac-
tion of light and shadow, transparent streaks of rainwater,
the fog of rain droplets that covers the trees at the bottom
of the mountains — all of these create a kind of humid,
warm atmosphere and an enthusiastic, joyous mood. | am
so happy that | have finally found the key to this composi-
tion, if that’s the way to put it. It would be wonderful to re-
ally capture this heavenly atmosphere of these Caucasus
foothills. As far as | can remember it, of course.”®

It is fair to say that the final version of the Russian
Museum painting — with its well-considered colouristic
scheme and clear connection to the artist’s compositions
on Classical subjects — is built upon deliberate colour
illusions and sculptural effects. Thus, Plastov strength-
ened the left-hand side of the painting’s foreground
(a step that was necessary for creating the classical ef-
fect of attracting the viewer’s gaze) by accentuating the
glimmer of the water and creating a contrast between
this background and the figure of the man standing on
the horse’s back, right beneath the thundercloud. This
kind of shaky construction, a man standing on a swim-
ming horse, a moment of unsteady equilibrium, is typical
of Plastov’s Neoclassical compositions of the 1930s: it is
this technique that created the dramatic, anxious mood.
The contrast between the male figure standing on the
back of his horse at the bottom left-hand corner of the
painting and the glimmering water intensifies and sus-
tains the painting’s semantic tension; it is a tension that
continues through the elliptical line that goes deep into
the painting’s background until it disappears in the lower
right-hand corner, as if brought to a halt by the hand rest-
ing on the back of another horse.

Plastov built his painting on the harmony of move-
ment, as represented in the composition, and the static,
monumental sculptural quality of the male figures, which
are, by turns, dynamic and vibrant. The effect is achieved
through the use, in parallel, of dynamic perspective and
sculptural forms that have been perfected over many
centuries. Here, the motif of the nude human body took
on a meaning that was different from Plastov’s “Impres-
sionist” version of this painting (and those studies that
showcased the artist’s aptitude for painting from nature).
It seems that, for Plastov the sculptor, it was imperative to
show the human body as seen from various angles, de-
lighting in its incomparable grace. Perhaps this was, in-
deed, the artist’s main goal. At the same time, he skillfully
imitated Impressionist techniques to convince the viewer
that all the contre-jour effects, reflections and shadows
were real, whereas, in fact, this was a masterfully con-
structed illusion, where the light, the sky and the water
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pa3Hble pakypcbl Tena, HacnaxpgaTtbCs WX HEMnoBTO-
pumor nnactukon. KaxeTcs, 4TO MMEHHO 3Ta Uuenb
N 9Bunacb ANA Hero rnaBHoOW. BmecTte ¢ teM oH yme-
N0 Nofb3yeTca cBoeoObpasHOW MMUTAUMEN UMMPECCU-
OHUCTUYECKNX MNPUEMOB, 3acTaBAAa 3pUTENa Mnose-
pUTb B peasnibHOCTb KOHTPaXypoB, pet/IeKCOB, TEHEN.
Ha camom pgene 3To rpaMOTHO CKOHCTPyMpOBaHHasd
WNN3uns, rae camo oceelleHue, HebO, Boaa YC/10B-
Hbl, XOTS N 6€3yNpeyHO CPEeXnccMpoBaHbl B TOHOBOM
N CBETOBOM OTHOLLUEHUW.

HekoTopble petanuM KapTuHbl CMOBHO o6palle-
Hbl K KY/NbTYPHOM M UCTOPUYECKOW NamMaTU 3putens
W MNpu3BaHbl Bbi3BaTb COBEPLUEHHO oOnpeAeneHHble

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

IT1I0A K KapTuHe «KynaHue KoHel». Kynawuwme nowapei. N°14
1937-1938. XoncT, macno. 26 x 33

Sketch for the painting “Bathing the Horses”. Bathing the Horses.
No. 14.1937-1938. Oil on canvas. 26 x 33 cm

3104 K KapTuHe «KynaHue KoHel». Kynatwouwme nowapei. N°1
1937-1938. XoncT, macno. 25 x 31

Sketch for the painting “Bathing the Horses”. Bathing the Horses. No. 1
1937-1938. Oil on canvas. 25 x 31cm

ATioA K kKapTuHe «KynaHue koHeit». Kynatowme nowapei. N°15
1937-1938. XoncT, macno. 26,3 x 38,5

Sketch for the painting “Bathing the Horses”. Bathing the Horses.
No. 15.1937-1938. Oil on canvas. 26.3 x 38.5 cm
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The Creation of Arkady Plastov’s “Bathing the Horses”

were all relative, no matter how well they were executed
through the use of colour and light.

Some of the details in this painting seem to appeal
to the viewer’s historical memory and were meant to

Excerpts taken from a letter that Arkady
Plastov wrote, but did not send, in August
1936. The Plastov family archive.

Arkady Plastov letter to Natalya Plastova.
March 28 — April 1,1938.

“Exhibition on the 20th Anniversary of the

Workers’ and Peasants’ Red Army and Navy”

catalogue, 1938. P. 13.

Razumovskaya, S. “Exhibition on the 20th
Anniversary of the Workers’ and Peasants’

Red Army and Navy” in Iskusstvo (Art). 1938.

Issue No. 4. Pp. 21-22.

suggest particular connotations.
Indeed, the group of horse-
men coming down to the water
beneath the cloud of a storm
evokes the artist’s impressions
during his trip along the Volga,
those which he was so eager
to record: “Those low hills, bare
and boring, bring back memo-
ries of Kyrgyz horsemen and the
Pugachev Rebellion.”” The feel-

The Tretyakov Gallery Magazine #1(78) /2023

Tatyana Plastova

KoHb 9nbbpyc. 1936. bymara, kapaHaal. 29,2 x 33,6
YnbsHOBCKWIA KpaeBeayeckunii mysein nmexn M.A. fToHyapoBa

The Horse “Elbrus”. 1936. Pencil on paper. 29.2 x 33.6 cm
Goncharov Regional Museum, Ulyanovsk

J  XKepe6el Bepeck. Cepeanta 1930-x. bymara, kapaHgalu. 31 x 35

V' The Stallion “Veresk”. Mid-1930s. Pencil on paper. 31 x 35 cm

ing of unease that this part of the painting stirs up cre-
ates a very important overtone that is in sharp contrast,
both literally and figuratively, to the figures in the fore-
ground. Thus, Plastov was able to create a painting that
fully incorporated his artistic talents, while avoiding any
themes he found objectionable; even the title he gave
to the painting, “Bathing the Horses”, was not changed.

Plastov saw his painting as finished, both in terms of
its composition and painterly manner, which was consid-
ered one of the mostimportant values of European art. In
a letter to his wife of March 28-April 1, 1938, he mused on
its possible reception: “It would be fine if they just simply
rejected it, but what if [they demanded] revisions? That
would be really bad. The painting’s surface, the layers of
paints are structured in such a way that making changes,
painting over or removing anything would only make the
painting worse, to say nothing about its composition.”*®

The exhibition opened on May 6, 1938, and Plas-
tov’s timeless work stood in stark contrast with most of
the other paintings at the show. The catalogue included
short annotations on each separate exhibition space,
with Plastov’s painting mentioned in the annotation to
Hall 12: “Arkady Plastov’s ‘Bathing the Horses’ is one of
the best works at the exhibition. Its subject matter is sim-
ple: Red Army cavalrymen are bathing their horses in a
river. However, the way the artist has treated it reveals
his impressive powers of observation; the painting is
masterfully executed.”®.

It may seem surprising — and even run against what
we think we know about the period — that this painting,
despite its absence of any ideological message, received
almost universally good, even glowing reviews from both
viewers and critics. The feeling of freedom that Plastov
experienced and translated into his art must have trick-
led down to those who saw it. A colour reproduction of
the painting appeared in the fourth issue of “Iskusstvo”
(“Art”) magazine of 1938. In an article titled “Exhibition on
the 20th Anniversary of the Workers’ and Peasants’ Red
Army and Navy”, the critic S. Razumovskaya called Plas-
tov’s painting “one of the best works at the exhibition”.
Her praise was fulsome: “And lo and behold — Plastov,
like the [mythical hero] llya of Murom, has risen up, got to
his sturdy feet, and stood tall to instantly claim his place
among the best Soviet painters...”?°

* Arkady Plastov’s works reproduced in this publication, with the
exception of those in museum collections, are from the collection of

the artist’s family.

Published: Tretyakov Gallery magazine. 2018. #4.
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Manbuuk u koHb. 1930-e. XoncT, macno. 50 x 34,5

The Boy and the Horse. 1930s. Oil on canvas
50x34.5cm

accoumnaumn. Tak, rpynna BCagHWKOB,
CMyCKaloLWMXCs K Bofe nof rpo30BOW
Ty4yei, — BOM/IOLEHNE TEX CaMbIX Brie-
yaTneHuii oT noes3aku no Bonre, koTo-
pble 6epexHO 3anucbiBan XYOOXHUK.
«A TO HU3KME XONMbl — rofible, CKYy4Hble,
HaroHsliloWMe BOCMOMMHAHUSA O KUp-
rmsax, nyradeBwmnHe»™. Wcxogsuwee
OT 3TOW YacCTu KapTuHbI ollylleHne Tpe-
BOXHOCTM CTAHOBMUTCS O4YeHb Ba>HbIM
06EepTOHOM, B MPAMOM W MNEPEHOCHOM
CMbIC/1e CNTIOBa KOHTPACTHbIM K NepeaHe-
My MiaHy.
WNtak, lMnactoBy yganocb co3aaTb
KapTWUHY, BOM/IOTMBLUYIO B MOJIHOW Mepe
€ro XMUBOMUCHblE BO3MOXHOCTU, U WU3-
6exaTb Henpuemsnembix ANS HEro cro-
XeTHbIX peanuii. Laxe oduuymansHoe
Ha3BaHWe KapTuHbl — «KynaHne KoHel» —
OCTa/10Cb @BTOPCKUM.
XyooXHWK cymtan paboTy 3aBep-
LWEHHOW N C TOYKN 3PEHNSA KOMMO3NLUK,
N C TOYKM 3PEHUS CTPYKTYPbl XMBOMUC-
HOW MOBEPXHOCTN — OAHOM M3 rnaBHbIX
LEeHHOCTEW HOBOIro €eBPOMENCKOro wuc-
KyccTBa. «XOpoLo, ecnum npsiMo oTeep-
FHYT, HY @ eCcnu Kakume-HMbyab npaBKU?
970 coBceM b6yaeTt nnoxo. NMNoBepxHOCTb
KapTWHbI, C/IOM Kpackum TakK MoCTpPO-
€H, 4YTO nepenucka wunu pobaBneHue
nnu ybaBneHue yero-nmbo, Kpome xyaa,
HUYero B KapTUHe He NpubaBAT, He TOBO-
pS y>Xe 0 KOMMNOo3numm»'®,
OTKpbITUE BbICTABKM COCTOS/IOCH
6 mas 1938 roga. Cnegyet OTMETUTb, UTO
BHEBPEMEHHAsa CYLLHOCTb KapTWHbI [nacToBa 3By4ana
SBHbIM AWUCCOHAHCOM GO/bLIMHCTBY PaboT BbICTABKMU.
K BbicTaBke Obl/1 M34aH KaTanor ¢ KpaTKMMU aHHoTa-
LMAMW 3KCNO3MLUKMMU Kaxaoro 3ana. B aHHoTtauun 12-ro
3ana ynomMmsaHyTta kaptuHa A. MNnacTtoBa. «OgHa u3 nyu-
LINX KapTUH Ha BbicTaBke — “KynaHune koHen” A.A. MNna-
ctoBa. CloXeT NPOCT — KpacHoapMelilbl KynatoT B peke
nowlagen, Ho B ero TpakToBKY B/IOXXEHO MHOIo Hab/o-
[aTeNbHOCTU, KapTWHa BbINOSI-

A.A.TnacTtoB. HeoTnpaBneHHble NUCbMa.
ABryct 1936. Apxus cembu NnacToBbIX.

Mucemo A.A. Mnactosa H.A. MNnacToBoWi.
28 mapTa — 1anpens 1938. ApxuB cembu
MnacToBbIX.

XypoxecTBeHHas BbicTaBka «XX net PKKA
1 BoeHHo-Mopckoro cnoTa».
J1.,1939. C.13.

Paszymosckas C. BeictaBka «XX net PKKA
1 BoeHHo-Mopckoro tnota» // UckyccTso.
1938. N°4. C. 21-22.

HeHa C GO/MbLUMM XWMBOMUCHbLIM
MacTepcTBOM»™®,

MoxeT nokasaTtbca yau-
BUTE/IbHBIM, MPOTUBOPEYALLUM
pacxoxemy  MpeacTaB/eHuto,
HO, HEeCMOTps Ha OTCyTCTBUE
MaeoIorMyeckmx CMbIC/I0B B Mo-
3TMKE KapTUHbI, U 3pUTENbCKOE

BOCMpUATNE, U OduLMnabHbIE

VMcTopua ogHoM kKapTuHbl. Apkaauii Mnactos «KynaHve KoHen»

OT3bIBbl KPUTUKN BblIN B OCHOBHOM 6/1aronpuaTHbIMMK
1 gaxe BOCTOPXeHHbIMU. YyBCTBO cBO6OAbI, 0OPETEH-
HOe aBTOPOM M BOM/OLWEHHOE B XMWBOMUCK, BUAUMO,
nepepgasanocb 3putenam. B xypHane «MckyccTBo»,
N°4 3a 1938 roa, 6bi1a NOMeLleHa LBETHaa pernpo-
AyKUMs kapTuHbl. B ctatbe «BbicTaBka “XX net PKKA
n BoeHHo-Mopckoro cnota”» C. PasymoBCKoli KapTuHa
lMnacTtoBa Ha3BaHa «OAHOW M3 Ny4YlMx paboT BbiCTaB-
Kun». <« BoT BApyr lNnactoB, cNOBHO Kakoi-To Unbsa
MypowmeL, nogHANCca, BCTan Ha KpPenkmne HOrm n BbITS-
HY/NCs BO BeCb CBOW POCT — Cpa3sy 3aHsa/1 CBOe MeCcTo
B PS4y NepBbIX COBETCKUX XMBOMUCLEB <..>»".

lpeacrasneHHsie B nyOGvkaymmy padortsl A.A. [11acToBa, 30 NCK/IH0-
YeHWeM Tex, 4TO XPAHSITCS B My3€liHbIX COOPAHUSIX, MPUHAAIEXAT
cemMbe XyqOXHMKA. POTOCLEMKA 3TUX NPon3BeaAeHM Obla cAe/1aHa

H.H. lMnacrosbim.
Ony6nukoBaHo: TpeTbakoBckasa ranepes. 2018. N°4.
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20 TET XYPHANY «TPETbAKOBCKAA TAJTEPEA»

Hukonait AHIpOHOB cerogHsA

A/lexcauap Mopo3sos

CKkobk0 nomHio cebs @ npo&eccuu, posHo cmoavko xce 3naw Huxonas Heanosuua. Ha ucxooe cmy-

denueckux aem, 6 de;ca6pe 1962-20, cayuuacs 3uamenumsiii «Manedxnc». «[Iromozorvi» AHdeHoea

oKa3aaucs a/lﬂ Hac OaHUM U3 CUAVHEUWUX 8neuamaeHull zpomaGHoa B8bICMABKU «30 /1em MOCX».

He mo umo6u ace s KameHC 6bl/lO NOHAMHO, 8Ce Hp&lGl/UlOCb, HO 3anomMuHa/1acv OHa ¢ ucCK/arnvume/lsv-

HOU ocmpomoﬁ.

3aTteM NorpomMHas KaMnaHus B Npecce, OTroNI0CKK gpa-
MaTUYECKUX CTONKHOBEHWI, AoHOCKBLUMEeCs 13 Coto3a
XYOOXHWKOB, cAenanu ee aBTopa, IM4YHO HaM NokKa He
3HaKOMOr 0, KEM-TO 6/IM3KUM, MOYTU CBOUM, MOTOMY YTO
YHMBEPCUTETCKAsA MOMOAEXb CaMbIM UCKPEHHUM 06pa-
30M Oblfla HACTpoeHa NpPoTMB cepoBckoi' KNnkK. Kak
WU3BECTHO, Te caenann «HepackastHHoro» AHApoOHoOBAa
OHOW M3 rnaBHbIX MULLIEHEN CBOUX «pal3ob1avyeHunin»,
pobunnce ero nsrHaHma ns CX. Ho nocne nayssbl, Ko-
TOopaa cerogHs Kaxerca Hebonblwon, nma Hukonada
AHppoHOBa BHOBb 3a3By4asio B CBA3M C KPYMHbIMUK U
AEP3KUMM MO CTUINCTUKE MOHYMEHTa/IbHbIMK paboTa-
MW, KOTOpPbIEe OH UcnonHun B Mockse BmecTe ¢ B.B. 9nb-
KOHWHbIM, A.B. BacHeL0BbIM 1, KOHEYHO, H.A. Eropwu-
Holi. CocTosinach M BbICTaBKa MX «[Pynnbl CEMU», TAKXE
Bbl3BaBLUas 60/bLUOA pe3oHaHC.

Nocne Hee OOBENOCb yXe U IMYHO y3HaTb AH-
apoHoBa. C koHua 1960-x rogoB A okasasncs BOB/e-
yeH B OpOWUTY MOArOTOBKW WM MPOBEOEHUS MOMOLEX-
HbIX BblcTaBOK MOCX, rge Hukonaii IBaHOBMY 6bin He

H.N. AHapoHOB B MOCKOBCKOM roCyAapCTBEHHOM akageMnyeCcKkoM
XyAOXeCTBEHHOM MHCTUTYTe um. B.M. Cypukosa. 1998. ®otorpadua

Nikolai Andronov in the Vasily Surikov Academic Art Institute
in Moscow. 1998. Photograph

<« AstonopTtpet ¢ Hukonow. 1990. OpranuT, macno. 80 x 60

<« Self-Portrait with St. Nicholas. 1990. Oil on fibreboard. 80 x 60 cm

TONTbKO 3aMEeTHOM, HO N OYeHb BINATE/IbHON MEPCOHOMN.
HepaBHW «OTBEPXKEHHbIM», «opManiora», Kak ero
BENYAN0 MAcCNOBCKOe 60/0TO (MacTtepckme Ha Hux-
Heli MacnoBke), BO3BpALLEHHbIN 6e3 fIMWHEro Lwyma
B psabl CX, OH CTAHOBW/ICS OAHUM U3 NNOEPOB MO-
CKOBCKOIO TBOPYECKOro coobLlecTBa psagoM C Takumm
ero pykosoautenamu, kak N.A. lNMonos, B.A. Tanbbepr.
A B OTHOLWEHNN MONOAEXHbBIX U BCAKOrO poAa AUCKYC-
CMOHHbIX BbICTABOK €My BOOOGLLe nOpol Bbinagana
YHUKanbHaga posnb. BbicTaBKU «NpUHMManncb» (gonyc-
Kanucb K OTKPbITMIO) cheunanbHO MpUcbinaeMbiMm
hYHKUMOHEPAMN M3 NAPTUMHBIX
opraHoB, roOpoACKOro ynpasse-
HUS KyNbTYpbl, Cy>XeB6HOM CcTpa-
CTblO KOTOPbIX ObIIO CHUMAaTb
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1 Bnapumup Anekcangposuy CepoB 6bin B
TO BpeMs NepBbIM CEKpeTapeM npaBneHns
Coto3sa xynoxHukos PCOCP.
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Alexander Morozov

I have known Nikolai Andronov for as long as I have remembered myself as a professional art critic.

When I was graduating from college, in December 1962, the famed show at the Manezh was taking place,

with Andronov’s “Raﬁers” one of the works that especially impressed us at the huge exhibition marking

the 30th anniversary of the Moscow branch of the Artists’ Union. It was not that you understood or

liked everything in the picture, but it left an indelible stamp on the memory.

The Tretyakov Gallery Magazine #1(78) /2023

The ensuing campaign of trashing waged in the newspa-
pers and magazines and the echoes of dramatic clashes
within the Artists’ Union made the painter, whom we did
not yet know in person, something of a friend, almost
one of us, because young people at the universities
genuinely disliked the clique headed by Vladimir Serov
(then the Artists’ Union chairman). As is well known,
that cliqgue made the “unrepentant” Andronov one of
the main targets of their “unmaskings” and succeeded
in having him stripped of his Union membership. How-
ever, after a pause that does not seem long by today’s
standards, Nikolai Andronov’s name started to come up
again, in connection with the large-scale and stylistically
daring monumental paintings that he accomplished in
Moscow in partnership with Viktor Elkonin, Andrei Vas-
netsov and, of course, Natalya Yegorshina. The artists
formed a “Group of Seven” and arranged a group show,
which also stirred a great deal of interest.

After that exhibition, | got a chance to meet An-
dronovin person.Inthe late 1960s, | started to participate
in the preparation and organisation of the exhibitions of
young artists at the Moscow branch of the Artists’ Un-
ion, where Andronov was not only well known but influ-
ential as well. Still recently an “outcast” and a “formalist

OxwupaHue. 1998. Prcosada 6ymara, akBapenb. 56 x 45

Expectation. 1998. Watercolour on rice paper. 56 x 45 cm
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MpoBoabl. 1965-1967. XoncTt, macno. 202 x 251

Seeing Them Off. 1965-1967. Oil on canvas. 202 x 251 cm

CO CTeH TaK Ha3blBaeMble CMopHble Belwn. Hepeako mnx
BMELIATENbCTBO MPO3U/MO INWNTD 3KCMO3ULMIO CaMbIX
WHTEPECHbIX pPaboT. B Takux cnydasx Konneru ortps-
Xann Hukonasa VBaHoBM4Ya conpoBOXAaTbh LEH30POB,
nokasbiBaTb MM TOTOBSILLYIOCS BbICTaBKY. AHOPOHOBY,
Kak HMKOMY OpYyromy, yaaBanocb NpuUTynnatb Mx 6au-
TENbHOCTb, ONNETas Pa3/IMYHbIMWU aprymMeHTamm n Tem
caMbIM cnacas gng 3puTteneili MHOrme BblAaloLMecs
npoussefeHunsa. fonoc AHgpoHoBa Obln BeCbMa BUS-
TeneH B genax npaeneHna MOCX. NpekpacHO NOMHIO,
KakK eMy yaanocb nepesioMuTb Xof4 3acefaHusi, CnoTbl-
KaBwerocs o npo6nemy npuHatna B CX Bnagumnpa
AHkunesckoro. Ha cein pa3 pes3ynbraT ronocoBaHUs

Hukonaii AHQPOHOB cerofHs

OKasasncs B MNOMb3y KaHOMAaTypbl, Bbi3blBaBLUEH pes3-
KOe OCYyXAeHue «npefepXalmx» N «npaBOBEpPHbIX».
B 10 Xe camoe Bpems Hukonain MiBaHOBWY nepexnsan
3Tan MHTEHCUBHEWLLEN 3BOMIOUMM CBOEro TBOPYECTBa,
pe3ynbraTbl KOTOPOW, NOXanyn, SBUINCb HEOXNOAHHO-
CTblO faxe Ang Habnogatenen, o6LWaBLLMXCS C XyO0X-
HMKOM [JOCTaTO4YHO TECHO.

Konnerun, MOXHO ckasaTtb, eABa ycnenun npusbl-
KHYTb K «CYPOBOMY CTWU/IO», OLLEHUTb MO3auKu, poc-
nnmcn kKnHoteatpa «Okpabpb», Kade «levopa», a Hu-
Konaw AHOPOHOB, OOAMH W3 3a4yMHaTeNnen ABUXEHUS,
Ka3aBLIerocss MHOrMM U3 HaC HOBATOPCKUM U Nepcrek-
TUBHbIM, YyXe CYL|eCTBEHHO MEHHAN HamnpaB/eHHOCTb
cBomx nouckoB. [MponcxoguBlLiee C HUM BbIr1a4eNo
HECKOMbKO CTPaHHbIM W Aaxe He COBCEM «NnpaBW/b-
HbiM». BO-nepBbIX, YacTb Halen KPUTMKKN B Bopbbe C
CyCaslbHOCTbIO  COLPEeanMCTUYeCcKoro CTaHKOBM3Ma

TpeTtbsikoBckas ranepes N°1(78) /2023
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dabbler” — dubbed in such words by the unprogressive
elder generations from the Nizhnyaya Maslovka stu-
dios — he was re-admitted to the union without much
noise and became one of the leaders of the Moscow
artistic community, along with artists such as Igor Popov
and Boris Talberg. And at the young painters’ shows and
at all sorts of controversial exhibitions, he sometimes
had a unique role to play.

Every exhibition had to be approved by specially
assigned officials of the Communist Party and the munic-
ipal Culture Board, who took great bureaucratic pleas-
ure in removing from the display so-called “controver-
sial” pieces. Often, their interference could deprive the
inspected show of its most interesting exhibits. When
that was the case, Andronov’s colleagues detached him
to show the censors around the exhibition being pre-
pared. Like nobody else, Andronov was capable of re-
mitting their vigilance, erecting a palisade of arguments
around them and thus rescuing many outstanding piec-
es for the public. Andronov was a very influential figure
in matters concerning the management of the Moscow
branch of the Artists’ Union. | remember very well how
he succeeded in persuading the reluctant participants

The Tretyakov Gallery Magazine #1(78) /2023

Alexander Morozov

OkHo. Bug Ha MoHacTbipb. PepanoHToBo. 1998
KapToH, cMelwaHHasa TexHuka. 55 x 38,5

Window. View on the Monastery. Ferapontovo. 1998
Mixed media on cardboard. 55 x 38.5 cm

of a meeting to have Vladimir Yankilevsky admitted to
the body. The meeting voted in favour of the applicant
who had been censured by “the powerful and the faith-
ful”. At the same time, Nikolai Andronov was quickly
developing as an artist and the results of this evolution
probably came as a surprise even to those who did not
watch it closely.

Barely had colleagues become accustomed to the
“austere style” and appreciated the mosaics and murals
at the Oktyabr movie house and the Pechora cafe, when
Andronov, one of the pioneers of the movement that
seemed to many of us innovative and promising, radical-
ly shifted the course of his explorations. What happened
to him seemed a little strange and even somewhat
“wrong”. Some of our critics, in their disapproval of the
sugary style of Socialist Realist non-decorative paintings,
claimed that Soviet art was capable of overcoming the
afflictions inherited from the past if it injected topicality
into monumental art and design.

Andronov, on the contrary, obviously favoured
non-decorative art, especially in its fairly traditional Rus-
sian format, nearly forsaking large-size paintings — the
kind of paintings with a straightforward, open style char-
acteristic of its public message and enthusiasm that was
a trademark of the first outings of the 1960s artists. An-
other important change in Andronov’s art, not quite un-
derstood at first, was the disappearance of the familiar
hero. Gone was the “hard-boiled” worker whose energy
of honest and pure making and doing was in sharp con-
trast to the spurious enthusiasm evinced by the human
figures in the falsely cheerful paintings produced in the
decade following the 1941-1945 war. Does it mean that
the artist dismissed the challenges inherent in the hu-
man models featured in the “Rafters”, “Our Weekdays”,
“Builders of the Bratsk Hydro-electric Power Station”,
who, as Andronov put it once, looked demandingly
straight into the eyes of the big bosses, be they the min-
ister of culture or members of Politburo?

Only later did we understand that, to use the most
accurate assessment provided by Lev Mochalov in his
recent article (“Andronov. Yegorshina”. St. Petersburg,
2006), the change consisted of a re-consideration of the
idealism of youth and hopes of the “thaw” period — the
new worker figure of the rejuvenated art was to help to
overhaul the reality of our “real Socialism”. Mochalov, a
critic who knew Andronov well, correctly believed that
the topic of “farewell”, which fascinated the artist in the
period from 1965 to 1995, was his conceptual response
to the romantic ardour and “futuristic intentions” (Moch-
alov) of the “Rafters” created at the turn of the 1960s.
But the two versions of the “Rafters” were among the
few big-size paintings that Andronov created after
the Manezh show: the bulk of the pieces he produced
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«Heua Ha 3epkano neHsaTb...». 1970. XoncTt, macno. 147 x 86

“No Use Blaming the Mirror...”. 1970. Oil on canvas. 147 x 86 cm

(cTaHKOBas XMBOMWUCB) BbIiCKa3blBasia TOYKY 3pPEHUS,
UYTO COBETCKOE WMCKYCCTBO CMOCOBGHO «U3/1€e4YnTbCsa OT
60ne3He CBOEro NPOoLW/IOro Ha NyTaxX akTyannsaumum»
MOHYMEHTa/IbHOrO TBOpYeCcTBa U An3aiiHa. AHAPOHOB,
HanpoTMB, IBHO OTAAaBas NpeanoyYTeHne CTaHKOBOMY
BMOEHMIO, MPUYEM B AOCTATOYHO TPagMLUMOHHOM ANs
PYCCKOM XuBonucu copmarte, NoYTM OTKa3aBLIUCb OT
60NbLWON BbICTABOYHOM KapTUHbI. KapTUHbI, CTOMb Xa-
pakTepHOM ANga NepBbiX MaHUdecTauun wectugecar-
HUKOB CBOWM OTKPbITbIM, MMaKaTHbIM FpaxAaHCTBEH-
HO-NY6ANUMCTUHECKMM NadocoM. BTopbiM BaXKHbIM 1
rnoHayasny He BMNOJIHE MOHATHbIM MOMEHTOM CTasio uC-
Ye3HOBEHME U3 XuBONUcM AHAPOHOBA 3HAKOMOrO re-
posi — «CypOBOro» TPYXEHMNKA, 3aPSKEHHOIO aHepruen
YECTHOIr0 M YUCTOro XM3HEeTBOpPYECTBa B NMPOTUBOMO-
NIOXHOCTb «4EKOPATUBHOMY» dHTY3Ma3My NepCcoHaxemn
«anIOANCMEHTHbIX» MO/I0TEH MOC/IEBOEHHOIO AECATU-
netuns. Yto xe, Tenepb XyAOXHWK OTKa3asncsa oT BbI30O-
Ba, KOTOpPbIN Hecnu B cebe repou «[11o0TOroHoB», «Ha-
wnx 6yaHen», «Ctpouteneit Bpatckon IC», NnpsMo 1
TpeboBaTeNnbHO, Kak ogHaXabl Npu3Hanca AHAPOHOB,
rnsageBLlMe B rna3a 60/1blLIOMY HayasibCTBY BPOAE MU-
HUCTPa KyAbTypbl 1 YneHoB [Monnt6opo?

Jlnwb no3gHee HaM CTano AICHO, KaK COBEPLLEHHO
TOYHO YTBEPXAAEeT B CBOel HefaBHen ctaTtbe J1.B. Mo-
yanos?, To 6bIN0 NepeocMbIC/IeHne ngeanmsama Mono-
OOCTWN, Hagexpa 3noxu «otrenenu». Hoebli pabounii
repoii 06HOBNSAOLWEroca NCKYCCTBA MOMOXET Nepeco-
3A4aTb AENCTBUTEbHOCTL HAaLlero «peanbHoro couuna-
nmama». ToT XXe KPUTUK, XOPOLLO 3HaBLWKWA AHOPOHOBA,
npas, Nonaras, 4To TeMa «NPOBOAOB», HE OTNyCKaBLUas
mactepa ¢ 1965 go 1995 roga, cTana ero KoHUenTy-
anbHbIM OTBETOM poOMaHTM4YeckoMmy nadocy, «yTy-
PUCTUYECKUM MHTeHUMAM» (Mo4danoB) «[110TOroHOB»>,
poxpaaBwunxcsa Ha pybexe 1950-1960-x rogos. [Be
koMnosuuum «Mposofabl» 6blM Cpean KpaiHe HEMHO-
FOYNCNEHHbIX KPYMHOMOPMATHbIX KapTUH, KOTOpble
AHOPOHOB NCNOMTHWU B CBOW «NOCNEMaHEeXHbI» Nepu-
oa. OCHOBHOII MacCMB €ro XWBOMUCHbIX NMpousBege-
HU nocnegHunx 30 neT XN3HU COCTaBNAOT JOBO/IbHO
CKPOMHbIe MO pa3Mepam XaHpbl, MOPTPEThI, Nen3axu.
B HoBOM ang cebqa kayecTBe Mo NpenMyLlecTBy CTaH-
KoBMCTa AHAPOHOB BbICTYNWUA Nepea 60nbLWoi nyonum-
KOW Ha CBOMX NepcoHarnbHbIX BbiCTaBkax B 1977 roay.

3pecb yXxe uenow naHopamown Obinn NpegcraBs-
NeHbl BeLLK, CBA3aHHbIE C Noe3akKaMn XyooXXHUKa Mno
CeBepy, BO/IOroACKNM U KOCTPOMCKUM 3eMAM, a Tak-
>XXe aBTONOPTPEThl, CPa3y CTaBLINE NPEAMETOM XNBOIO
BHUMaHUA KPUTUKN. Bo3HMKaeT cobna3H MCTO/IKOBaTb
3TOT BEKTOP TBOPYECKUX MHTEPECOB MacTepa Kak cna-
cuTenbHoe 6ercTBo, B NpMHLUMNE abCOMIOTHO MOHATHOE,
OT TOV TpaB/W, Kakol noaBeprana «1eByo» MONOAEXb
cuctema XpyuweBa, Mnbnyesa, CepoBa 1 UXe C HUMY,
Tem 6onee 4To Hukonato AHAPOHOBY OT HUX AOCTANOCh

Hukonaii AHQPOHOB cerofHs

B NO/IHOM Mepe. M3 onbiTa HaWwero NCKyccTea eLle Ha-
ymHasa ¢ 1920-x rogoB MOXHO MPUNOMHUTL (hEHOMEH,
Korga Teppopusnpyemblii 60/bLLEBUCTCKO-COBETCKU-
MU GlopoKpaTaMu XyLOXHUK HaXo4ua BbIXo4 B CBOEro
pofa BHYTPEHHEW aMurpaunmn, norpyxancb B UHTUM-
HylO cepy 4yBCTB, B «6e€CnapTUHHOCTb» Npupoabl,
NMbITadCb COrpeThbCH Ha POAHON AePEBEHCKOM 3aBainH-
Ke... HaBepHoe, AHOPOHOBY 1 B caMOM aene TpeboBa-
Nnock ybexaTtb OT 0OCKOPOUTENbHOM (hanbLlum COBETCKUX
WAENHO-BOCNUTATENbHbLIX PUTYanoB, OT CTO/IMYHbIX
BUTPUH KOMMYHWUCTUYECKOro MnpouBeTaHuda. Tonbko
6exan oH OT TOro, YTo yXe He B cumnax Obln cUnTaTb
HaCTOSALEN XN3HbIO, K AeACTBUTENBHOCTM NOAMIMHHO-
ro 6bITUS CBOEN CTpaHbl U ee Hapopa. Ty NoaVH-
HOCTb XW3HU OH yBMAen B okpecTHocTax Knpunnosa
n Conuranunda, B depanoHToBE, KOTOPOE U3 roga B
rog Bce 6osiblUe olyllan Kak CBOK OyXOBHYK poau-
HY, HAX04s TaM He CTOMbKO 3abBeHne, OTAOXHOBEHME,
CKO/IbKO O4nLLEeHMe NpaBaon. HecnpocTa B ero cemem-
HbIX NOPTpeTax, aBTonopTpeTax
BO3HWKAIOT MOTMBbLI AEepeBEH-
ckoii 6aHn. OuuuieHue npas-
OO XN3HU, KOTOPYIO XYAOXHUK

TpeTtbsikoBckas ranepes N°1(78) /2023

2 AHppoHoB. EropwuHa: Katanor BbicTaBkm /
ABT.-cocT.: E. AHgpoHoBa, M. AHAPOHOBA;
aBT. cT. /1. Mouanos. ClN6., 2006.
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during the last 30 years of his life are fairly modest in
look and size genre paintings, portraits and landscapes.
In this new capacity as a creator of primarily non-utili-
tarian artworks, Andronov showed himself off to the big
crowds that visited his solo shows in 1977.

These shows featured an array of paintings in-
spired by the artist’s travels across the Russian North,
Vologda and Kostroma regions, as well as his self-por-
traits, which captured the critics’ attention at once. One
is tempted to interpret this shift in Andronov’s creative
interests as a salutary escape from the persecution to
which Khrushchey, lliychev, Serov and others subjected
the “leftist” youth and as such an escape, it would be
perfectly understandable, especially as Andronov re-
ceived his portion of blows from these politicians.

One can recall the experience of our art in the
1920s, when an artist hounded by the Bolshevik and
Soviet bureaucrats could find relief in an internal im-
migration of sorts, immersing himself in the domain of
the personal and the “politically unaffiliated” realm of
nature, trying to warm himself on a mound of earth by
a peasant’s hut in his home village. Maybe Andronov in-
deed needed to run away from the insulting falsehood
of the Soviet rituals of political indoctrination and the
big-city showcases of Communist prosperity. However,
he, in fact, ran away from things that he could no longer
bring himself to view as real to the reality of the authen-
tic existence of his country and its people. He saw this
authentic life in the environs of Kirillov and Soligalich, in
Ferapontovo, which he came to see, over the years, as
his spiritual homeland. What he found there was not so
much oblivion or repose but purification by truth; it was
not for nothing that his family portraits and self-portraits
feature a rustic bathhouse. This was purification by that
truth of life that the artist had the rare and unbending
courage to confront, giving due to its intrinsic drama.
The never-ending farewell ceremonies marking the de-
parture of the healthy youths of this country for the ev-
er-multiplying battlefields stand as a symbolic culmina-
tion of the drama of Russian life in Andronov’s paintings.
As has been said, the images of the village folk saying
goodbye to the freshly recruited young men captured
the artist for decades.

In the world of Andronov’s images, the northern
village stands as the heart of Russia. Those sagging, di-
lapidated wooden cabins. A deserted street with a dis-
abled man limping along on crutches. Women who carry
bucketfuls of water, take care of children and cattle and
stand still at night by the doors, waiting. A few surviving
cows and horses on grassy knolls and dogs of unknown
origin barking at the moon. Even the local scenery is
depicted by Andronov in a most matter-of-fact manner.
This manner is always visible in the colours and tonal
gradations of Andronov’s landscapes; in some cases, it
is under-scored even by the picture captions — for in-
stance, “Pines Whose Branches Were Chopped in Or-
der to Get Seeds from the Cones”. But for all that, what
a world of unaffected and tangible harshness, what a
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scorching and untameable energy of existence, one that
cannot be explained in words, seethes in his paintings.
This energy has an equal in the vigour of Andronov’s
visual repertoire where the brushstrokes of widely vary-
ing configurations, compositional planes, splashes of
colour, verticals, diagonals, contrasts of light and dark,
and roseate, green, blue, blackish and golden hues of a
uniformly ashy palette lock together.

That was the sort of style Adronov came up with
when he reinvented himself several years after the lash-
ing by the champions of Socialist Realism. That was the
sort of style the artist continued to hone from one show
to another. In the last decade of Nikolai Andronov’s life,
we all believed that he was incontestably one of the
greatest masters of modern Russian visual art. More-
over, he was also a fine teacher. His funeral service, in
1998, brought real sadness to all the students from his
workshop at the Surikov Institute. As many remember,
this tragic and truly public event took place concurrently
with his big solo show, which occupied an entire enfi-
lade at the Academy of Arts.

However, as Lev Mochalov bitterly notes, today, “in
comparison with some other artists who were brought to
the forefront of cultural life during the last two decades,
Andronov ... was relegated to a remote and dark corner
... Which is not only unfair, but also unpractical in a very
Russian manner” (op.cit., p. 6). This was written in 2006
and, since then, the situation has only grown worse, in
my opinion. Especially now, with the international eco-
nomic crisis under way, we have a growing number of
people ready to struggle tooth and nail against the en-
tire Soviet cultural heritage, to which nearly all of An-
dronov’s art belongs. Moreover, influential public figures
say that a colloquy between the viewer and the picture
(s)he beholds in a museum is no longer important and
that what truly matters is only the mass communication
of the public pivoted around artefacts of all kinds at
modern art shows.

Following this logic, art within its classic dimen-
sions, be it Andronov’s or anyone else’s art, exists in the
Plusquamperfect (in the past perfect) or, to put it bluntly,
is completely dead. | think this is the attitude of aggres-
sive barbarianism. The fuss around artefacts? Leave the
fussing to those who like it. But what should all other
people do — those who like traditional museums, who
paint and cannot live without painting, who enrol at our
art colleges? And, finally, what will happen to Nikolai An-
dronov? | personally know quite a lot of people who are
concerned about all this; | personally am concerned. Do
we all belong to the past and are we not alive?

In the summer of 2009, an event took place in
Moscow that inspires some hope in spite of all the odds.
| am talking about Andronov’s show organised by his
daughter Masha at the Shchusev Museum of Architec-
ture. Not only myself, but all from Moscow’s artistic cir-
cles who came to the opening had an amazing feeling:
we had never before shown so powerful an Andronov,
even though the opening was attended by people
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Houb Bo ®nopeHuyummn. 1991
Xonct, macno. 160 x 110

Night in Florence. 1991
Oil on canvas. 160 x 110 cm

nMen pepkoe, HEeNpek/IoHHoe
MY>XeCTBO BOCMpPUHMMATbL B €€
WCTUHHOM Apamatmame. CumBo-
INYEeCKon KynbMUHaUMen apambl
POCCUIACKOM XU3HWU NpeacTatT y
AHOpoOHOBa 6eCKOHEYHbIe MPOBO-
Abl 340POBOM MONOAON MOPOCN
3TOW CTpaHbl K NOSIM BCE HOBbIX 1
HOBbIX CpaxeHui. Kak yxe ckasa-
HO, CIOXEeT AepPEeBEHCKUX MpOBO-
[0B HOBOOpaHLEB, NPU3bIBAEMbIX
Ha BOEHHYIO CNyX06y, NPMKOBbIBas
BHMMaHMe MacTepa Ha NnpoTsXe-
HUW oecaTuneTuin.
B ero o6pasHomM Mupe nycTre-
IOLLlaa ceBepHas AepeBHS MOCTU-
raeTcsa C/I0BHO Hekoe cepaue Poc-
cun. NokocuBlimecs:, BeTxne n3bbl;
6e3nt04Hasa ynuua ¢ KOBbINSIOLWNM
Ha KOCTbIIAX WHBANMOOM; >XEH-
LWMHbI, HECYLLIME NOMHblE Beapa C
BOAOW, NpucMaTpuBalrowme 3a Ma-
NbIMWU OeTbMU U CKOTUHOW, 3aMu-
palolme Bevyepamm B OXMAAHUMU
y OBEpe; HEMHOrne octaBLUMecs
KOPOBbl W foWaan Ha TpaBsHU-
CTbIX MPUropKax M HeBeCTb YbW
cobaku, natowme Ha nyHy. Cama
34ewWwHan npupoga y AHApoHoBa
Ha4YMCTO NUWEHa WAWINCTUYHO-
CTW. DTO BCerpa siCHO YyBCTBYeTCS
B LIBETOBOM W TOHaNbHOM CTpoOe€
ero nersaxen, a B OTAE/bHbIX
cny4vadax paxe mnoavyepknBaeTcs
HasBaHUAMM paboT, K npumMepy
«COCHbI, KOTOPbIM Py6uUIn BETBY,
4TOObl B3ATb WWLLKK Ha cemeHa». I npn BCcem TOM 3TOT
MUP BO BCEW ero HenpuayMaHHOW 3pUMOI CypOBOCTU
K/TOKOYET B KAPTMHAX MacTepa Kakomh-To ncHepHa o6xm-
rarowien n HeogoNMMON sHepruen ObITUS, He NMeroLLLeln
CnoBecHoro o6bAcHeHUs. Ee akBMBaneHToM sBNseTCS
3HepreTMka aHOpPOHOBCKOrO XMBOMUCAHUS, B KOTOPOM
CX1eCTbIBAIOTCA Ma3KM CaMOol pas/IMYHON KOHpUrypa-
LMK, KOMMO3ULUNOHHbIE MMIOCKOCTU, MATHA, BEPTUKANMU,
AnaroHann, KOHTpPacTbl CBETa U Mpaka, po30Bble, 3e/e-
Hble, roNnybble, YepPHOBATbIE U 30/10TUCTbIE OTTEHKU eau-
HOW 3eM/IUCTOV ramMMbil.

Takum Bo3poanncs AHAPOHOB BCEro 4yepes He-
CKOMbKO /1€T MNoc/e NOrpomMa, YYMHEHHOro emy peB-
HUTENAMM COLUMANMCTUYECKOro peannsma. Takum yese-
PEHHO MpOoJo/IKan pPacTn U KPernHyTb OT BbICTAaBKU K
BbiCcTaBke. B nocnegHee gecatnnetne xmnsHmn Hukonasa

Hukonaii AHQPOHOB cerofHs

MBaHOBMYaA BCe Mbl 6€30rOBOPOYHO CYMUTAIN €ro oa-
HUM U3 KPYMHENLIMX MacTepPOB COBPEMEHHOW POCCUIA-
ckom xusonucu. K Tomy xe oH chopmmpoBancs ewe
M B 3amMedyaTenbHOro nepgarora. lpowaHne ¢ HUM B
1998 rogy okasanocb NOTPSICEHNEM AN BCEN ero ma-
cTepckoii B CypMKOBCKOM MHCTUTYTE. Kak MHOMMM MOM-
HUTCS, 3TO Tparn4yeckoe u NoA/IMHHO O6LWEeCTBEHHOE
cobbiTe NPOXoAnno Ha (hoHe OO0NbLIOK NMepcoHalnb-
HOI BbICTAaBKWN MacTepa, 3aHaBLIEN BCIO aHdMNaay 3a-
noB AkagemMum xygoxecTs.

OpHako, oTMe4YaeT ¢ ropeybto ToT xe J1.B. Mo-
4anoB, HblHE «MO CPABHEHMUIO C HEKOTOPbIMU MMEHa-
MW, BbIHECEHHbIMW B NOCMeAHMe ABa OECATUNETUSA Ha
MOBEPXHOCTb XYOOXECTBEHHOW >XU3HU, UMA AHAOpPO-
HoBa <..> 3a4BWHYTO Kyaa-TO B AasibHUA U HeocBe-
WEeHHbIA yron <..> Y70 He TONbKO HecnpaBeaNuBo,
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who knew him quite well and loved him. The imagery
described above and the world of the artist was now
shown to us in forms singularly holistic and condensed.
Held together, those plastic, spatial, compositional and
spiritual ties, hammered out by the artist’s entire crea-
tive and human experience, became even more visible.
To put it another way, forsaking large-size paintings in
the style of the Manezh exhibitions, Nikolai Andronov,
a monumental artist by nature, nevertheless continued
for many years to create a grandiose super-painting —
and, ultimately, this picture came about, pieced together
from his numerous excellent works, each of which was
produced seemingly separately from the others.

The physical discreteness of these canvases and,
in many cases, quite small pictures on paper or card-
board was abrogated by the inner tenor of each of them.
There are several points especially important in this re-
gard: Andronov’s genre pieces, still-lifes, portraits — all
of them well crafted — have their compositional pivot
within themselves, and yet they, as a rule, seem open
to the outer world. Potentially, these images are ready
“to step outside the frame” and look like natural compo-
nents of easily imaginable bigger spaces: a table and a
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Y neun. 1998. XoncTt, macno. 130 x 80

By the Stove. 1998. Oil on canvas. 130 x 80 cm

-> BeuepHuii cBeT. 1995
Xoncrt, Temnepa. 51x 63

-> Evening Light. 1995
Tempera on canvas. 51 x 63 cm

human figure are part of the room; the
inner space of a peasant’s hut is jux-
taposed, in one way or another, with
the natural environment outdoors; a
fragmentary landscape can be easi-
ly visualised as a part of a panoramic
landscape. In Andronov’s oeuvre, this
superior integrating function is con-
ferred on the large-scale landscapes
with a lake, the sweep of a forest, the
horizons beholden to a person who
step by step climbs a hill...

Andronov assigns a key role in
collating intimate, domestic spaces
andthe realm of nature to the depiction
of windows; here, we notice the sub-
stantial expansion of the symbolical
meanings contained in the collations
of visuals and plastic forms offered up
by the artist. From the top of a hill, we
see huts nestled at the foot. Now, a
closer focus. Let’s have a closer look
at the windows. Zoom in! At that point,
we can already slip inside, see the
family at a table and even Andronov
himself. It is as if we go all the way from

a landscape to a self-portrait, both in our minds and in
the relevant series of Andronov’s pictures. Or in reverse:
the view from the window offers the sight, not only of a
close-by lakeside, but also of a pine wood on a distant
hillock and, behind it, against the backdrop of towering
sky, the white churches of a monastery. Viewers are
bound to feel the connection between those who stand
by the window in the hut, the “oikumena” of nature and
these churches. Thus, a new axis of meaning is born: a
human being in the space of nature and in the space of
culture. Or, rather, in the space-time, because humans
in Andronov’s works always live in the “now”, while sym-
bols of culture draw them and us into the depth of time.

This approach is vitally important for the artist. This
is not to say, however, that he was the kind of person to
rhapsodise about such things as Orthodoxy, some spe-
cial Russian quality and Nationality. On the other hand,
he would, equally, be the last person to underestimate
our spiritual tradition: the religion-themed legends, folk-
lore, old architectural landmarks — those churches that
he painted so often and with such an ardour — as well as
the memory of his favourite icon painter Dionysius, and
the sublime images on the icons, and the icons’ colours,



AnekcaHap Mopo3sos

HO MO-POCCUIICKM BeCXo3ancTBEHHO»3. HanncaHo 310
B 2006 roay. N c Tex nop, Ha MO B3rnsg, cutyaumsa
3HauuTeNbHO ycyrybunacb, OCOGEHHO C Ha4yanoMm Te-
NnepeLlHero MMUPOBOro 3SKOHOMUYECKOro Kpusuca.
Pe3Ko BO3POC/IO YNC/I0O OXOTHUKOB HE Ha XWU3Hb, a Ha
cMepTb 60POTLCH CO BCEM HAC/eAneM oTe4eCTBEHHOW
KYNbTypbl COBETCKOrO BPEMEHU, K KOTOPOMY MOYTH
LeMKOM npuHagnexuTt n AHgpoHoB. M Boobuie aB-
TOpUTETHbIE AEeATeNN BbiCKa3blBalOT naeun, 4to cobe-
cefloBaHWe 3puTenei ¢ KapTUHOW B My3ee noTepssio
KaKyto 6bl TO HX 6bl10 aKTyanbHOCTb, CEPbE3HOM0 Xe
BHMMaHNSA 3aC/1yXMBaET NNLLb MAacCoBast KOMMYHUKa-
ums Ny6anKn BOKPYr BCEBO3MOXHbIX MHCTAaNNALMA Ha
BbICTaBKaxX COBPEMEHHOro uckyccTea. o atoit norunke
TBOPYECTBO B €ro K/jacCu4yeckux namepenHusax, oyab
TO AHOPOHOB U/ KTO YIOAHO, €CTb HEKWUI NIOCKBaM-
nepgekTyMm, a rosops 6e3 o6MHAKOB, BCE OHO yMep-
no. NMo-mMmoemy, 370 NO3MLNSA arpecCMBHOro BaHAaNn3-
ma. TycoBku BOKpyr aptedakToB? lNycTb oHM OyayT
AN Tex, KOMy 3TO HpaBuUTCHA. A UTO Xe Aenatb BCEM
OCTaNbHbIM, KOFO TAHET B K/lacCUYeckne My3ewn, KTo
3aHUMaeTCs XMBOMUCHLIO U 6€3 3TOr0 XM3HU HEe MbIC-
NT, KTO MAET YUYUTbCS B HALIN XYOOXECTBEHHbIE WH-

Hukonaii AHQPOHOB cerofHs

B3BO/IHOBAHHbIX BCEM 3TUM, M CaM MpUHAANEXy K UX
YNCAY. YKEeNn Mbl BCE «MOKONHNKN»?

Jletom 2009 roga B CcTOMIMLE MNPOU3OLUNIO CO-
ObITNE, KOTOpOe BCe-Takn OOHafexuBaeT, a UMEHHO
BblCTaBKa MpounsBefeHnin AHOPOHOBA, YCTPOEHHas
ero goyepbio Mawein B My3ee apxuTekTypbl UMEHU
A.B. LLlyceBa. Nl He y MeHda 0OHOrO, Y BCEN XYOOXHMU-
yeckoih MockBbl, co6paBLUEiica Ha BepHuUcaxe, 6bi/10
nopasntenbHoOE OLlyLlEeHME: TAKOro MOLLHOro AHApO-
HOBa Mbl HWKOr4a paHblle He BUAENU, XOTH MPULLIN
cloa Te, KTO, Ka3anocCbk, HEM/IOXO €ro 3Hasn v abu.
O6pa3Hbli  MUP €ero XWBOMUCKU Tenepb npeacraBan
B ¢hopmMax UCKMOUUTENBHO UENbHbIX U KOHUEHTPU-
poBaHHbix. CTann 3aMeTHee MNpOoHU3bIBaLMe 3Ty
LeNbHOCTb NnacTuyeckne, NpoCTPaHCTBEHHO-KOMMO-
3MLMOHHbIE U YXOBHbIE CKPEnbl, HapaboTaHHbIE TBOP-
YECKMM N 4YesloBeYeCKMM OMbITOM MacTepa. Xo4yeTtcs
Jaxe ckasaTb TakK: 0TKa3aBLMCb OT NocAraTenibCTB Ha
60/bLUYIO KAaPTUHY «MaHeXHbIX» BbICTaBOK, Hukonam
MBaHOBWY, MOHYMEHTaNNCT MO HaType, AoArue rogbl
BCE X€& MNucas HeKyl rpaHAMO3HYIO CYyMepKapTuHY,
OOOGMBLUNCH B UTOre, YTO OHA CO-
6panacb BOEANHO M3 MHOXECTBA

3 AHppoHoB. EropwunHa: Katanor BbicTaBku /
AsTt.-cocT.: E. AHgpoHoBa, M. AHapoOHOBa;
aBT. cT. J1. Mouanos. ClM6., 2006. C. 6.

cTUTYyThI? N uto 6yget ¢ Hukonaem VBaHoBu4yewm, Ha-
KoHeu? 1 TMYHO 3Hato AOBO/IBHO MHOIO MOAEN, OYEHb

NYULNX €ro XXMBOMUCHbLIX MPOU3-
BeEeHUN.
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AsTonopTtpert. 1983. OpranuT, macno. 41 x 32

Self-Portrait. 1983. Oil on fibreboard. 41 x 32 cm

which he contemplated so intently
both in museums and in peasants’
huts. Most essentially for Andronoyv, all
this was not just particles of memory,
but, to a great extent, the exertion of
the soul and a test of the live human
conscience.

The most burning issue that
haunted the master throughout his
work and self-sacrificing life was that
of the fate of culture versus the fate
of man within the Russian realities.

Andronov never stopped contem-

plating these painfully complex and

disputable problems. Many self-por-

traits that Andronov created between

the 1960s and his death in 1998 were

pivoted around this subject. Just think

of the toll it took on him! In each of

his self-portraits — without a shadow

of complementarity! — he appears to

make a kind of a diagnosis for himself.

And for us. And for our age. The por-

traits bear flawless resemblance — that

is, are very faithful — to the model. At

the same time, they are distinguished

by a rare psychological consistency

as well as a generalising typicality —

in approximately the same sense as

the images of Russian cultural figures painted by Vasily
Perov, Ivan Kramskoy and llya Repin were typical. How-
ever, Andronov, as might be expected, plied his brush
quite differently; if he had not, the paintings would have
lacked connection to our age.

Alexander Herzen wrote an article “The Russian
at the Rendezvous”. So it can be said about Andronov’s
self-portraits that they represent the Russian at the ren-
dezvous with his very own Soviet reality of the second
half of the 20th century. Or it can be put even more ac-
curately: some of Andronov’s self-portraits feature him
withicons inthe background. The paradox of these piec-
es is that they seem to be about the only Soviet paint-
ings featuring a truly recognisable image of the Russian
of the 1960s’ generation. Take Andronov’s “Self-portrait
in a Museum”. The model, in a sweater patterned with
crosses like the robe of a saint, is spiritually connected
to the same soil that produced the old iconic imagery.
And, at the same time, this man is a true 1960s man
who parted with the bright hopes of youth and survived
the era of the CPSU General Secretaries, and came
close to the verge of the new historical shift, which was
to occur in the second half of the 1980s. “Self-portrait
with Nikola” (Self-portrait with St. Nicholas) features the
same man from the same generation and Nikolai An-
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dronov himself, but the model seems to have already
lived through the age of the political transformations.
The image evinces the same powerful faith and force,
but the wrinkles on the forehead of the sitting man are
deep and his raised hands are stiffened in an agonizing
twist: they either prop up the head or beseech the Di-
vine Protector. All this speaks of the vast genuine being
of our existence, akin to Andronov’s genuine, historic
and contemporary images of Russia already mentioned
above. Another reason why Andronov’s super-painting
fascinates and thrills the viewers so greatly is undoubt-
edly in the fact that it is suffused with the energy of a
singular painterly enthusiasm and unique temperament,
to which the pure techniques of the craft lend a special
material and, if we may refer to it once again, symbolical
cogency. As is well known, the artist worked with natural
pigments, often mixing oil and tempera, or watercolour
and gouache, with soil and mud from Ferapontovo, thus
enhancing the quality of the elemental, geographic and
historical authenticity of the form in the making. This tru-
ly fruitful focusing and exertion of all of the artist’s might
and faculties created art that would endure the passage
of time and withstand the entropy of values that we are
experiencing nowadays.
Published: Tretyakov Gallery magazine. 2009. # 4.
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dunsnyeckas ANCKPETHOCTb NOLOOHbIX XO/ICTOB, a
3a4acTyo COBCEM HEBOMbLUMX PAaBOT, UCMOTHEHHbIX Ha
6ymare, KapToHe, NpeofoneBaeTCcs BHYTPEHHUM CTPO-
eM Kaxaom u3 Hux. TyT cnegyet o6paTtuTb BHUMaHWE Ha
psa MOMeHTOB. Ero >aHpbl, HaTlOpMOpPTbl, MOPTRETHI,
BCerga Kpenko HamnucaHHble, UMEOT KOMNO3ULNOHHOe
SAPO BHYTpM cebs, ooHaKo, Kak MpaBu/io, PacKpbIThl
B OKpyXatoliee npoCTPaHCTBO. [loTeHuManbHO OHM
roTOBbl «BbIATU U3 CBOUX PAMOK» U BbIMMSAAT OPraHu-
YeCcKMMW cnaraemMbiMu 6osiee KpyMHbIX NMPOCTPAHCTB,
KOTOpble HeTpyaHO BOOOGpasnTb: CTON C PUrypon —
4aCTb KOMHaTbl, BHYTPEHHEe MPOCTPaHCTBO M30bl Tak
WM Ha4ye CONOCTaBNEHO C MPUPOAHONM Cpeaolt BOBHE,
dparMeHTapHO B3AThI Ner3aXx Nerko npeacTaBmTb Ya-
CTbIO LUMPOKOI Nein3axKHoh naHopaMbl. IMeHHO Takyto
BbICLUYIO WMHTEFPUPYIOLWYIO (DYHKLUMIO Nony4daloT y AH-
OPOHOBA KpynHoopMaTHbIe Neli3axu ¢ 03epomMm, nec-
HbIMW A4ansMu, FOPU30HTaMU, YTO OTKPbLIBAIOTCH B30PY
yenoBeKa, War 3a Wwarom NogHMMaloLWwerocs B ropy...

KntoueBylo posib B COOTHECEHUM MPOCTPAHCTB —
WHTUMHbIX, AOMALLUHUX N NPUPOAHLIX — AHAPOHOB OTBO-
ONT N306paxeHnto OKoH. Ml 3gechb yxe npuxoantca ro-
BOPUTb O 3HAYUTE/IbBHOM PacCLUMPEHUU CUMBOTNYECKUX
CMbIC/1I0B, KOTOpble O6HapY>XUBalOT Npeanaraemble aB-
TOPOM BU3YyasibHO-NacTu4Yeckme conpsixkeHus. C ropku
Mbl BUANM 136bl, NPUTYINBLUNECH BHU3Y. Bo3bMeM Kpyn-
Hee. [Mpnbnusum Kk cebe nx okHa. Ewe kpynHee! U yxe
MOXHO NMPOHUKHYTb BHYTPb, PACCMOTPETb CEMbIO 3a CTO-
nom n gaxe camoro Hukonaa MBaHoBu4Ya. Mbl Kak 6bl
npoxoauMm nyTb OT Nen3axa K aBTonopTpety. N B cBoeM
YMO3pPEeHUU, U B COOTBETCTBYIOLLEM PAAE NPON3BEeAeHUN
macTepa. O6paTHbIn X04: M3 OKOLIKa BUAEH He TOMbKO
6nnXHUN Beper o3epa, HO U BOp Ha OTAANEHHOM MNpwu-
ropke, a 3a H1UM, Ha POHE BbICOKOIro Heba, 6erble Xpamsbl
MoOHacTbIpsa. [na 3puTens owyTnuma CBA3b MexXay TeM,
KTO HaXOAWUTCHA B FOPHULE Y OKHa, KOMKYMEHOW» NpUpo-
Obl 1 9TUMK XpaMaMu. Tak BO3HMKaET HOBas CMbIC/IOBast
OCb: YenoBeK B MPOCTPAHCTBE NMPUPOAbI U B MPOCTPaH-
CTBE KyNbTypbl. TOUHEe, NpoCTpaHCcTBe-BpeMeHU. NoTo-
My 4TO ntoan y AHAPOHOBA BCerga CerogHsLwHne, a CMM-
BOJIbl KY/IbTYPbl BNEKYT UX U HacC B INyOuHbI BEKOB.

OTOT NOChI/T NPUHUMANANBHO BaXeH XYAOXHUKY.
lNprvyeM OoH o4eHb Aanek oT MAUINUYECKUX Aeknapa-
LMA BOKPYF TakUX KaTeropui, kak npaBocnaBsue, pyc-
CKOCTb, HapogHocTb. CTOMb Xe vyXaa eMy HefoOLEeH-
Ka Hallel oyXOBHOM Tpaauunm, BK/IOYas 1 LLePKOBHOe
npegaHue, n oNbKNOpP, U APEBHUE apXUTEKTYpPHbIe
NaMATHUKKN — 3TN XPaMbl, KOTOPbI€ OH MULIET Tak YacTo
W UCTOBO, U NamMATb O NOO6UMOM ANOHUCUUN, U NKOHBI,
KOTOpble OH MPUCTanbHO pa3rnsaabiBaeT Kak B My3ee,
Tak U B AepeBeHCKON nsbe. N BOT UTO CYLLECTBEHHO
BaXHO: BCe 370 ANA AHOPOHOBA — HE NPOCTO KPynuLbl
namMsaTn, HO B OFPOMHOWM CcTeneHu padoTa AyLwn 1 UCnbl-
TaHMe XUBOW YenoBeYeCcKol COBECTU.

Ocrtpeliwaa npobnema, KoTopag HEOTCTyn-
HO comnmpoBoOXpAana TpyAbl U OHW MacTepa — cyabObl
KYyNbTypbl U 4YefioBeka B POCCUNCKOW OeNCTBUTENb-

Hukonaii AHQPOHOB cerofHs

HocTu. CnegyeT NOAYEPKHYTb, UTO OCMbIC/IEHME 3TOWN
npo6nembl, CBA3aHHbIX C HEl My4YUTEIbHO-C/TOXHbIX
KONMN3WniAi, BONPOCOB cTano Ana AHOpPOHOBa CBOEro
pona noaBMXHNUYECTBOM, OCHOBHOW TEMOW MHOIMOYMUC-
NEHHbIX aBTOMOPTPETOB, KOTOPbIE XYAOXHUK nucan ¢
1960-x rogoB 40 KOHUA XU3HU. HY>XHO MOHATb, Yero
emy 370 cTtomno. Beab B kaxgom aBTonoprtpete — 6e3
TEHW KOMM/IMMEHTAPHOCTUN! — OH KakK Obl CTaBWUT Aua-
rHo3. Cebe. N Ham. U Haweli anoxe. [MopTpeTbl 6e3y-
MPEYHO MOXOXMW, TO €CTb 6NU3KN N3006pa>KeHHON MO-
aenn. N nputom ob6napatoT OCTOMHCTBOM KakK peakomn
NMCUXOMOrMYECKON afeKBaTHOCTU, TaK U TUMUYHOCTMU.
MpuMepHO B TOM CMbICNE, KakK Obliv TUNUYHBI o6pa-
3bl Ntogen pycckon KynbTypbl y NepoBa, Kpamckoro,
PenunHa. ¥ TlepueHa ecTb ctatba «Pycckuii yenoBek
Ha paHaeBy». O6 aBTonopTpetax AHOAPOHOBA MOXHO
CKa3aTb: 3TO PYCCKWUI YesloBeK Ha paHAeBy C poaHom
OENCTBUTENBHOCTBIO COBETCKOM 3MOXM BTOPOWN MOMO-
BUHbI XX Beka. [Mopon gaxe To4vHee. Ectb y Hukonasa
MBaHOBMYa aBTOMOpPTPEeTbl Ha hoHe MKOH. X napa-
OOKC 3aK/to4aeTcsa B TOM, YTO TPYAHO Ha3BaTb Apyroe
npov3BefeHne B HalleM UCKYCCTBE, FAe C Takon o4ye-
BMAHOCTbIO Y3HAeTCA POCCUSHWMH nokoneHus 1960-x
roaoB. «<ABToNopTpeT B My3ee». [epon B CBOEM CBU-
Tepe C KpecTyaTbiM Y30POM, Kak M Ha pu3ax CBATOro,
no Ayxy MpUHagAexuT TOW Xe Mno4yBe, 4YTO co3pgana
OPEBHUN MKOHHbI 06pas. N B TO Xe BpeMS 3TO UCTUH-
Hbl LUECTUAECATHUK, MEPEXUBLLMIA CBET/blE HaAeXabl
MOIOAOCTH, 3MOXY NMNOCNEAHUX FEHCEKOB U CTOSLLMIA Ha
nopore HOBOro MCTOPUYECKOro CABUra BTOPOW NOso-
BUHbI 1980-x rogos. «ABTonopTpet ¢ Hukonoii» — ToT
Xe YenioBeK NoKoneHus n cam Hukonai MiBaHoBWUY, HO
C/TOBHO y>e 3@ MOPOrom CBEPLUMBLINXCS MEPEMEH.

B HeM Ta xe Bepa un cuna, Ho pe3Ko yrnyounmcb
MOPLWMHbI Ha N6y, B My4YUTE€/IbHOM W3/IOME 3acTbi/N
KUCTN MOJHATBIX PYK, TO X AepXalux roaoBy, TO /u
B3blBalOWMX K HebGecHOMy nokposutenio. Bo Bcem
3TOM — OrpoMHasl MNOAMMHHOCTb Halero ObiTUs, Kak
NOA/IMHHbI, UCTOPUYHbBI U COBPEMEHHbI CO3[aHHble Ma-
cTepom o6pas3bl Poccun.

CynepkapTuHa AHAOPOHOBA Tak 3axBaTbiBaeT U
BOJIHYEeT 3pUTENS, KOHEYHO, elle M NOTOMY, YTO OHa
NnpoHM3aHa 3sHeprmueli HENOBTOPMMOIrO >XXWBOMUCHOIO
TeMNepamMeHTa, KOTOPOMY OCOOYy0 MaTepuasibHylo u,
NOBTOPUMCS, CUMBONMYECKYIO YOeAUTEeNbHOCTb CO-
obLlaeT gaxe TeXHONorma macrtepcrea. Kak xopowo
M3BECTHO, XYAOXHMK paboTan C eCTeCTBEHHbIMU MUr-
MEHTaMW, HepeaKo CMeLLMBas Macsio U Temnepy, ak-
Bapesib U ryalb ¢ (hepanoHTOBCKUMU 3eMIAMU, TEM
caMblM MOBbILWAs Ka4yecTBO NPUPOAHO-reorpadpuye-
CKOWM M UCTOPUYECKOW [OCTOBEPHOCTN poOXAaBLIENCS
hopmbl. Takaa MoMCTUHE NMNOAOTBOPHAas KOHLUeEeHTpa-
LKA, HAaNpsXXeHne BCex CU n CNocoBHOCTEN NMYHOCTH
€cOo34ann UCKYCCTBO Ha AO/IrMe BPEMeEHa, CNocobHoe
NPOTUBOCTOATL NEPEXMBAEMON HAMWU CErOAHSA SHTPO-
MU LEHHOCTEWN.

Ony6nukoBaHo: TpeTbsikoBckas ranepes. 2009. N°4.
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20 TET XYPHANY «TPETbAKOBCKAA TAJTEPEA»

/Kusomnuch
Haranpu HCCTCPOBOI‘i

Opuit Pocm

Mut doazo uckanu gpon. bpoduau no sceamomy Jlemuemy cady u no dpyzum cadam, He meree AeMHUM,

co cmpuafceubtmu 3€/1EHbIMU 2a30HaAMU U 6€ﬂblMu CO6€lKClMM na Hux. I'lo Mockage xo&u/lu u no apyzuM

zopoaaM, cpeau O36160‘1€HH1;[X Gayce 80 GPGM}I omauxa MYHCHUH U HCCHWUH. 380/117 MOpﬂ. MOpC 6bl/lO

caem.ioe, U CGeMAbLLL NECoK, U 00U 8 CBEMAOM, U 3Ce ObLA0 GEIMAMENCHO HANPANCCHO.

HOpOﬂ GO3HUKA/U NMuubsl, HC6C3OTlaCHbl€. Onu nepen/lema/lqu Kpbl/lbﬂ]\/lu. Ho ne nadaﬂu, xoms

maosucesiee Gosayxa. A aHee/1bl, KOTnOpbK Gosayxa Jjez2ye, 8a/1U/UCh BHU3, yzpooﬂraﬂ HCUIHAM MeX, KO20

Haonedcano um oxpamsme. M beckoHeuHble 21a3a nodcmampueanu 3a nawieit HEYMHOU JHCUIHBIO,

U CK803b Hawu npospaqute Cu/styameol npoceeuueaﬂu CBUHUOBbLE 06/1511661, HCHQGCDKHO nosucuue

8 ammocgﬁepe, uaea Heyao61-tux a/lﬂ JIMo2o no3ax 96uzypu HQPU/lbl Haa 3emaell. Haa 3EMIAAMU. ”OT’YlOMy

umo pa3HblC 6blflu mecma np66b16a1-lu}l, HCe/NaHuA, paaocmu, cmpa@auuﬂ u uzpbt.

Cpeau 3TUX 3eMesnb ofHa Obl/la 3HaKOMa A0 Hey3Ha-
BaeMOCTM, Ha HEN BCe eLle NpouMcxoamno 1o, YTo AaB-
HO MPOM3OLLIO; N TOT, KTO BCE €Lle He BEPHY/Cs, He
ywen; n te, KeM oH 6bl/1 NpeaaH, ewe 6bi/In npefaHHbl;
N Te, KTO TO/IKOBAnN, He BEPUAU; U Mbl YBUAENN HAPUCO-
BaHHOE C/10BaMW, TeNepb NLLEHHOE C/I0B, U B MNOJ/IHOM
TULWKWHE CbllWanu, YTO OH FOBOPMA OCTaflbHbIM ABe-
HaauaTu, KaXaoMy Ha CBOEM MecTe, B CBOEM KBaapa-
Te, OTAENEHHOM OT Apyroro 6e10M rpaHuuel CTeHbl, n
He NOHMManu BOT YXXe ABe ThiCAYN NeT.

B nckaHuax mbl 6pognav no BpeMeHM, 4acTo BO3-
Bpawaacb kK cebe — B NpocCTpaHCcTBa, rae obeganu,
urpanu B KapTbl, pasroBapuBanu Uam NnpocTo gymanu

<« Hatanbs HectepoBa. Mockea. 2000-e. ®oto: FOpuii Poct

& Natalya Nesterova. Moscow. 2000s. Photograph by Yuri Rost

HEe3HaKoMble, HEMOXOXNE, HEMHOIMMM KpacuBee, Yem
Mbl, COBEPLUEHHO Y3HaBaeMble >XEHLUHblI U MYX4u-
Hbl. OHK He o6pawlann Ha Hac BHUMMaHuA. Kak Ha hoH.
Pa3Be He Tak? Pa3Be HeEBEpOATHAA Halla XXU3Hb, Kak B
nobble, BNIpoyeM, BpeMeHa, He eCTb 3arpyHTOBaHHbIN
CTPacTaAMU N BANOCTbIO ObITUSA XONCT, HA KOTOPOM pas-
BOpAYMBaAET CBOW MUP BENMUKUA XYAOXHUK? XKnBOW,
3aMeTum, Mup.

Bce none HanucaHHbIX HaTanbeit HectepoBoi no-
NOTeH 3anonHeHo TaliHol TpeBoron oxunganusa. Ctout
Tebe NUWb HEHAZONro OTBECTU B3rNA4 OT KapTWHHbI,
OCTaBUTb ee 6e3 MPUCMOTPAa Ha CEeKYHAY, Kak 4To-TO
Npon3oiaeT OYEeHb BaXXHOE HE TOMbKO B XW3HU nep-
COHaXen, HO N B TBOEW COOCTBEHHON. TakoW TanaHT y
HaTtanbn ropeBHbl. Ee, BHE COMHEHUA, pagyoT HEKO-
TOpbl€ COCTOSAHMA XO/CTa, OAHAKO 60o/blue 6eCnoKounT
npeavYyBCTBUE, YTO MOXET C/YYUTLCH HEYTO Cepbes-
HOe, eC/fin Mbl Hago/ro 3aAePXMNMCA B €€ MUpe, NOKU-
HyB 6e3 NpMcMoTpa CBOMN.
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The Art of
Natalya Nesterova

Yuri Rost

We spent a long time searching for a background. We wandered around the yellow Summer Garden and

other no less summery gardens, all with freshly cut green lawns and little white dogs lying on them.

We walked around MOSCOU), around OEhCV CitiCS, among men and women U)I’lO lOOde preoccupied even in

their leisure hours. We walked by the sea, by the bright sea, along the bright sand, and the people were

in bright clothing, and all was tranquilly tense.

From time to time, birds appeared, not entirely un-
threatening. Their wings entangled, but they did not fall,
though they were heavier than air. Angels, though lighter
than air, did crash down, threatening the lives of those
they should protect. Numberless eyes spied over our un-
intelligent lives, and our transparent silhouettes were lit
by leaden clouds, hanging uneasily in the atmosphere,
while figures in uncomfortable poses hovered above the
land. Above the lands, for various were the places of our
sojourns, desires, joys, suffering and play.

Among these lands, one was familiar to the point
of unrecognisability, where all that had long since hap-
pened was still happening, where He who was still to
return had not yet left, where those by whom He was
betrayed were still devoted to Him, where those who
preached did not believe. And we saw that which was
depicted in words bereft of words, and in the absolute
silence, we heard what He said to the remaining 12, each
in their place in their own square, separated from each
other by the white boundary of the wall, yet we have not
yet understood, not in the course of 2,000 years.

The Tretyakov Gallery Magazine #1(78) /2023

-

-

We wandered through time in our quest, often
returning home to the space where different unknown
women and men, rather more beautiful than ourselves,
and completely knowable, ate, played cards, talked or
simply contemplated. They paid us no attention, as if we
were a background. Is it not so? Are not our wonderful
lives, in this time as in any other, a canvas primed with
the passions and flatness of being, upon which a great
artist spreads his world? A living world, may it be noted.

The entire surface of the canvases painted by
Natalya Nesterova is filled with the mysterious anxiety
of anticipation. Allow your gaze to wander, even briefly,
from the painting, leave it unobserved even for a sec-
ond, and something of the utmost importance will have
happened not only in the life of its characters, but also
in your own life. Such is Nesterova’s talent. She clearly
exults in certain states of canvas, although one is more
preoccupied by the feeling that something inevitable
may happen if we lingered in her world, leaving our own
unattended.

Hatanbsa Hecteposa. Mockga. 1980-e. ®oTo: KOpuit Poct

Natalya Nesterova. Moscow. 1980s. Photograph by Yuri Rost
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The Art of Natalya Nesterova Yuri Rost

CupeHb. Xonct, macno. 100 x 80

Lilac Bush. Oil on canvas. 100 x 80 cm

BecHa. Xoncrt, macno. 90 x 60

Spring. Oil on canvas. 90 x 60 cm

CoH. 2010. XoncT, macno. 100 x 70

Dream. 2010. Oil on canvas. 100 x 70 cm
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Opwuii Poct XKwvsonwncb Hatanen Hecteposoi

YreHue. 1990-e. Xonct, macno. 75 x 100

Reading. 1990s. Oil on canvas. 75 x 100 cm
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The Art of Natalya Nesterova Yuri Rost

MyTtewectBue. 2000-e. XoncT, macno. 90 x 90

Journey. 2000s. Oil on canvas. 90 x 90 cm

Published: Tretyakov Gallery magazine. 2021. #2.
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Benocunepuctsi (1, 2). 2004. XoncT, macno. 140 x 100 (kaxAabli)

Cyclists (1, 2). 2004. Oil on canvas. 140 x 100 cm (each) Ony6nukoBaHo: TpeTbsikoBckas ranepes. 2021. N°2.
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Ckyabnrypa 3ypa6a Lleperenn

B cepaue Ilapuska

Jmumpuii Hlsudkosckuii

anp/lb aC Toaab nucan 6 cgoux snameHumulx «BoeHHwix MeMyapax»: «..C KanCablM wazom, Komopuﬁ

A ae/lmo, cmynasn no camovim npOCﬂa6ﬂ€HHbLM mecmam Mupa, MHE Kaxcemcs, umo c/1asa nPOW/lOZO...

TlpuCOCdUHﬂemC}l K caaase CCZOaHﬂWHCZO dH}l... Hcmopuﬂ, Komopozi thmam mu KamHu u amu nao-

maau, C/I0OBHO yftu6aemc51 HAaM...». I_Iapuyc HenpecmaHHo MEHACA @ MEUCHUE Gsaau,amu 8€KO08, TlpO‘

xoaﬂ nymoe om PUMCKOZO noceseHusA 80 COGP@MCHHOﬁ CMoAUYbL. Heusmennvim ocmaemcs mo, ¥mo OH

Hakanausaem 6 C€6€ CYWECMBCHHDIC U YB/1cKAMENAbHbLC uepmbt, omeepzaﬂ Gesaapuocmb, NOCMOAHHO

GBLPCIJ*Ca}l ceoﬁcmeem—ty}o épauqymm /11060613 K omuemiausomy nopa&;cy u 6/l€CKy maaaHnma.

HoBbIii naMATHUK, co3aaHHbIl 3ypabom Llepetenu, no-
auBLMiica B6n1m3m Cobopa lMapwuxckoin Boromartepw,
noATBepXAaeT 3Ty Tpagmumio, MHOro pas npeBpallaB-
wyto cronvuy dOpaHuMn B XYAOXECTBEHHYIO CTONULY
Mupa. M oco6eHHO NopasnTesibHO yaa4yHoe coeanHeHne
CKYNbNTYPHOro namaTHWKa C BenIiMkuM co6opom. Cpea-
HEBEKOBbE BCe elle FoOBOPWUT B 3TOM MNPOCTPaHCTBE
B NonHbIn ronoc. Ocun MaHgenbwTam nepegan ceBou
BMeYaT/IeHNss OT HEro B CTPOKax CTUxoTBopeHusa «Notre-
Dame»: «CTUXUAHbBIA NaBUPUHT, HENOCTUXUMbIN nec, //
Oywin rotmyeckoi paccygovHas nponacTb, // Erunert-
CKas MOLUb N XpUCTMAHCTBa pobocTb, / C TPOCTUHKOM
psaom — ay6, u Bcioay Lapb — otBec». Co6op 6bin v ocTa-
€TCA OFPOMHbLIM, OT/IMYHBIM OT AEACTBUTE/IBHOCTN «MU-
POM>», XXUBYLLUNM MHbIM ObITUEM, MPEKPACHBLIM N CBATLIM.
OH YHOCHKTCSA B BbILNHY M Kak Obl rOoBOPUT ¢ Borom, nuiwb
CHUCXOAS K NIOASAM CBOEWN CKYNbMTYpOW, NOBECTBOBAB-
el 0 eBaHreNnbCKMX UCTUHAX, rpexax n gobpoaetensax,

<~ 3ypab Llepetenu, map Mapuxa r-xa AHH Maanesro,
apxuenwuckon Mapwxckui, kapanHan AHape BeH-Tpya
Mapwux. 2014. ®oTorpadua

« Zurab Tsereteli, with Anne Hidalgo, Mayor of Paris,
and the Archbishop of Paris Cardinal André Vingt-Trois
Paris. 2014. Photography

nepegasas o6pasbl CBATbIX N 06K XMMepP, nopoxae-
HWIA 3na. «<HeMHoOro HaigeTcs apxXUTEKTYPHbIX CTpaHuL,
npekpacHee TOW, Kako aABnsgeTcsa acag atoro cobo-
pa, roe nocnepoBaTtesibHO.. MpeAcTalT nepen Hamu
TPY CTpenbYyaTthiX NOpTana; Hag HUMK 3y64yaTblii KApHU3,
CMIOBHO pacLINTbIV ABaALAaTbiO BOCEMbIO KOPONEBCKUMU
HULIAMW... BbICOKAdA 1 Nnerkasa apkaga ranepeu ¢ nenHbi-
MU yKpaLleHUsaMu B hopMe TPUANCTHUKA, HECYLLAACS Ha
CBOWX /I€MKUX KOMOHHax...» — 3To cfioBa BukTopa loro
n3 pomaHa «Cobop Mapuxckon bBoromatepu».

EnBa v MOXHO HaWTK ONns XyAoXHWKa 6onee Tpya-
HYtO 3agauy, Yem Ao6aBUTb HEYTO HOBOE B OAWH U3 ca-
MbIX APEeKpPacHbIX U NPOCNaBNeHHbIX aHcambnien mupa.
3ypaby Llepetenu s1o yganock. YyTbe XyooXHUKa mno-
MO0 eMY y4eCTb OCOBEHHOCTM NPOCTPAHCTBA, C/TOXMB-
LWnecs B TedeHne AByx nocnegHux Bekos. Kak 1 Besge B
Mapwuxe, ocTpoB Cute 1 BCe OKpY>XeHne cobopa U3MEeHU-
nocb B anoxy Hanoneoxa lll, Bo BpeMsa nepennaHMpoBKu
ropoga no 3ambicnam 6apoHa OcmaHa. Vicuesna Hese-
pPOSATHasA ryctoTa 3aCTPOWKKN BOKpPYr cobopa, LapueLias
MHOIO BEKOB, Nepea HUM NosiBMUiach nnowanb CrNoKor-
HbIX MPSIMOYTO/TbHbIX O4EePTaHWUI, KAMEpPHYIO aTtMocdepy
KOTOPOW He HapyLlalT TYPUCTbl, BO MHOXECTBE TONMS-
Lneca 30ecb NoYTn B Nio60e BPeMA CYyTOK. 3a CO60pOoM,
Ha OKOoHe4yHocTu CuTe, yCTpoOunM caf, Kyaa BbIXoaouT

TpeTtbsikoBckas ranepes N°1(78) /2023

121



122

20th ANNIVERSARY OF THE TRETYAKOV GALLERY MAGAZINE

Zurab Tsereteli’s Monument
in the Heart of Paris

Dmitry Shvidkovski

In his “War Memories,” Charles de Gaulle wrote: “With every step | take through the world’s most
remarkable places, I feel that the glory of the past... reconnects to that of the present... It feels like history

is smiling back at us today through its stones and city squares.” For 2,000 years, the city of Paris has
g y 8 ) 3q Y Y

undergone a continuous evolution fTOW’l Roman SC[[lCan[ to modern world capital and, EhVOMgI’lOU[ its

history, the city has remained loyal to its principles. Rejecting lack of talent at every stage, it accumulates

the most significant and exciting new features, giving preference to perfect order and brilliance. The new

monument by Zurab Tsereteli near Notre-Dame Cathedral in Paris is further proof of such a tradition
that has turned the city into the artistic capital of the world. What is particularly striking is the perfect
way the new sculpture fits wichin the famous architectural ensemble and its surroundings.

It is a location where the spirit of the Middle Ages still
speaks to us. In his poem “Notre-Dame”, Osip Man-
delstam described the feelings that it evoked in him:
“A primal labyrinth, a wood past men’s understanding,/
The Gothic spirit’s rational abyss,/Brute strength of
Egypt and Christian meekness,/Thin reed beside oak,
the plumb line everywhere king.” The Cathedral always
was and remains an immense and different world, liv-
ing its own majestic and sacred life. The whole building
seems to be trying to reach the sky and speak to God,
letting people admire its architecture, which speaks to
us about spiritual truth, sins and virtues, portrayed in
the figures of the saints and chimera statues born of
evil. As Victor Hugo wrote in his novel “The Hunchback
of Notre-Dame”: “There certainly are few finer architec-
tural pages than this facade, where, successively and
at once, the three portals hollowed out in an arch; the
broidered and dentated cordon of the eight and twen-
ty royal niches... the frail and lofty gallery of trefoil ar-
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cades, which supports a heavy platform above its fine,
slender columns.”

There could hardly be a more difficult artistic task
than introducing a new element to one of the world’s
finest and most famous sites. However, Zurab Tsereteli’s
undertaking proved successful: his artistic instinct ena-
bled him to see the very specific features that the area
had developed over the previous two centuries. Just
like everywhere in Paris, the ile de la Cité and the sur-
roundings of the Cathedral changed under Napoleon llI
during the renovation of the city by Baron Haussmann.
The renovation plan removed the overcrowded hous-
ing around the cathedral area, introducing a new rec-
tangular square that inspires calm and a sense of order
despite the crowds who cross it day and night. At the
top end of the Cité, behind the square, the cathedral’s
barrel vaults overlook a garden that was also built under
Haussmann. The outstanding construction, with its un-
believable interlacements and decor, was once called
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“a clock mechanism with an open cover” by Auguste
Rodin. Another garden area also emerged along the
southern side of the cathedral stretching over the Riv-
er Seine. Here, most of all, a special peace and quiet
can be felt, filled with reverence towards the cathedral,
which, according to legend, houses the crown of thorns
of Jesus brought by the Crusaders.

It was there that Zurab Tsereteli erected his mon-
ument to Pope John Paul Il, recently beatified by the
Catholic Church. Cast in bronze, the sculpture stands
slightly over three and a half meters tall and is particu-
larly well located. It is on the axis of the southern tran-

The Tretyakov Gallery Magazine #1(78) /2023

Dmitry Shvidkovski

sept in front of the marvellous facade dominated by
the majestic rose window filled with its many-coloured
stained glass and the two elegantly pointed towers on
the sides of the triangular Gothic pediment. A simple
medium-sized plinth of white stone is crowned with
a classical oval and separated from the opposite em-
bankment by the River Seine. To the left of the two
main towers, the branches of the broad trees seem
to protect the sculpture from the immense stone
mass of Notre-Dame; to the right, the sacristy — which
is lower than the actual cathedral and the clergy
house — contributes to the sense of changing scale,



Amutpuin LWBnakosckunin

BeHeL Kanesn, 3aBepLiaoLmnX ero HeBEpPoATHbIM nepe-
nNeTeHNneM KOHCTPYKLUMIA U AeKopa, Ha3BaHHbIM OfHaX-
abl OrtoctoM PogeHoM «MexaHM3MOM 4YacoB CO CHATOM
KpPbILKO». BAoNb KOXHOW CTOPOHbI co6opa, NPOTAHYB-
weriica Hag CeHoM, Tak>Xe BO3HUK/10 CaAoBOe NPOCTPaH-
cTB0. OHO B Hanbo/bLUen CTeNeHN, YeM Kakas-nnmbo apy-
ras 4acTb aHCaMbns, HanoO/IHEHO OLUYLLEeHMEM MOKOA U
TULLMHBI, AyXOM 6/1aroroBeHnsa nepen cobopom, rae, no
nerexHge, XxpaHuUTCs TEPHOBbLIN BeHeL, XpuUCTa, NpUBe3eH-
HbI pbiuapammn n3 KpectoBbix NOXo40B.

MmeHHo 3aech 3ypab Llepetenn noctaBui Ckynbmn-
TYPHbIA MOHYMEHT nane pumckomy WMoaHHy [Masny I,

Ckynbntypa 3ypaba Llepetenu B cepaue MNapuxa

HeAaBHO MPUUYNCNEHHOMY KaTOMMYECKOW LEePKOBbLIO K
nnKy 6naxeHHblx. OTUTBIR N3 6POH3blI NAMATHUK Bbl-
COTOM HEMHOIMM 60/1ee Tpex C NOSIOBUHOM METPOB pac-
NOMoXeH HeoBblKHOBEHHO yAayHo. OH CTOUT MO ocwu
IOXKHOM BeTBU TpaHcenTa, nepeq usymuTtesibHbIM dhaca-
OOM, B KOTOPOM AOMUHUPYIOT OFPOMHOE OKHO-PO3a, Ha-
NO/THEHHOE MHOMOLBETHBIMU BUTPaxamu, U ABE TOHKME
N3SLLHbIE OCTPOKOHEUHble 6allHM No 6oKam Tpeyrosb-
HOro, MO-roTUYECKN «KoM4Yero» poHToHa. NpocTon
HEBbICOKWNI NOCTAMEHT 6eN0ro KaMHA yBEHYaH OBasioM
Knaccuyeckoro pucyHka. CeHa oTtaensieT namsaTHUK OT
npoTnBonexawlein HabepexHoi. Cnea, Hag AepeBbs-
MW, BO3BbILLAIOTCS MaBHble 6allHn cobopa, HO rycTble
BETBM 3allMLaloT CKyNbATYypy oT rpomagbl Hotp-Aawm,
cnpaBa — 6oriee H1U3Kasd, 4eM cam cobop, pM3HULE U AOM
npuYTa, TakXxe CoaeicTByloWMe CMeHe MaclTaboB, ne-
pexoay OT rpaHAMO3HOro o6bema cobopa K MOHYMEHTY.
Pa3mepbl ckynbnTypbl HangeHbl o4eHb TOYHO. durypa
60/bLUE YENOBEYECKOro POCTa, HO CONOCTaBMMA C HUM,
UTO NOAYEPKMBAET BEIMYME fyXa CBATOrO, MOAHSABLLEro-
CS Hag OO/TbHMM MUPOM, U B TO Xe BpeMs ero 6/1M30CTb
K BEPYIOLLNM, CTO/b XapakKTepHyto Anda NoaHHa MNasna ll.

CkynbnTypa nog4epkHYTO MOHYMEHTasibHa, CTaTuy-
Ha, MOLLHO NMpoYepYeHbl IMHUM CKNa4oK HUCMagatoLen
MaHTUW, N, KaK KaHestopbl KOMTOHHbI, WAYT BHU3 N3rubbl
CyTaHbl — 06/1a4eHns NePBOCBALLEHHUKA KaTONMNYeCKO-
ro Mmpa. Pyku NOAHATbI U CXKaTbl B MONIMTBEHHOM XecCTe,
ronoBa 4yTb Hak/NoHeHa. BosHukaeT BneyatneHune co-
CPeAOTOYEHNSA N B TO XXe BPEMS MopbiBa — CTPACTHOIo
obpalyeHus K bory, ncnonHeHHoro He3bI6N1eMon BEpbI.
MOLWHBITA WKNPOKNIA 106 MbICANTENS, BHUMATENbHbIE,
nob6pble rnasa, COMKHYTLIN, NAacTUYHbIA POT opaTopa,
NPVBbIKLWEro MNPOU3HOCUTL CBSLLEHHbIE MponoBeau,
TBEPAbIA, PE3KO o4YepyeHHbIn nogdopofok.. MacTtep,
HECOMHEHHO, CTpeMunacsa nepeaatb AYXOBHYKO CUy
MNoaHHa MNaBna ll, npegcraBneHne 06 MCNOHEHHON UM
MUCCUN, Aa, NOXanymn, N 0 ero XU3Hu.

Ckynbntypa, 6e3ycnioBHO, knaccmyHa. Ckynbntop
anenmpyet He CTOMbKO K CPeAHEBEKOBbLIM N3BasHUAM,
CKO/bKO K 06pasLuam akageMnyeckom Tpagnumm. 1o Hu-
KakK He MpoTUBOPEYNT roTnyeckomy obpasy Hotp-Aam.
M3 BCex BEIMKUX rOTUHECKUX COOOPOB OH eABa /v He B
HanbonbLUel cTeneHn HeceT B cebe CBOICTBA Kaccu-
4ECKOro CNOKOWCTBMSA N FTapMOHUYECKON YPaBHOBELLEH-
HOCTW. M 3a0eCb 3aK/lo4eHa, KakK MHe KaXeTcs, OCHOBA
YCT@HOBMBLUENCHA CBA3M COBPEMEHHOW CKY/bMTYpbl U
OPEeBHEro napuxckoro coéopa. NMoBTOPIOCH, UTO B 3TOM,
kak rosopun LWapnb ge lNonnb, «<0gHOM U3 caMbIX NpPoO-
CNaBMeHHbIX MECT Ha CBETE» AOCTUYb €ANHCTBA XYA0Xe-
CTBEHHOW cpefbl, BO3BOASA CErOAHALIHUA MOHYMEHT, —
ycnex n3 psga BOH BbIXOASALLMNA.

Bnpouem, ckopee Bcero, 3To He ciyyainHo. ¥ 3ypa-
6a LlepeTtenn ocobble oTHOLWEHUS C [apuxeM 1 Kak y Xy-
OOXHWKA, U KaK Yy Ye/I0BEKa, MO-HACTOALWEMY Mo0sLero
3TOT FOpoA. Y ero sBocnpuatusa obpasa ctonuubl dpaH-
umu gaBHaa nctopumd. Ewe Bo BpemeHa IoHOCTU OH BCNYy-
LWMBAsCS B pacckasbl CBOUX yuuTenei, poacTBEHHMKOB,
3HaKOMbIX 06 UX NapUXKCKMX BRedatneHusx. B Téunucu
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emphasizing the passage from the giant forms of the
cathedral to the size of the monument itself. The pro-
portions of the sculpture were well planned: the statue
is taller than the form of the human body, but remains
comparable to it, which emphasizes the might and
greatness of the spirit of John Paul Il, as well as his abil-
ity to rise above our world and, at the same time, remain
close to believers.

The sculpture is pronouncedly static and monu-
mental, with the mighty lines of the flowing robe and
the folds of the cassock descending like fluted col-
umns. The hands are raised and clasped in a gesture
of prayer, the head slightly tilted to give an impression
of intent concentration and witness of a passionate ap-
peal to God and inviolable faith. The features of John
Paul Il are particularly expressive, as seen in Tsereteli’s
other recent works, such as the monument featuring
the statesmen participants of the Yalta Conference.
There is the powerful and wide forehead of a thinker,
the attentive human eyes, the soft and at the same
time monumental mouth of the speaker, and the firm
and clean-cut chin. The master clearly aimed to depict
the spiritual might of John Paul Il, his mission accom-
plished and his very life itself.

The sculpture is accomplished in a classical style
that does not contradict the Gothic atmosphere of No-
tre-Dame: the sculptor has not used any elements of
the medieval, appealing purely to traditional classical
forms. Among the greatest Gothic cathedrals, No-
tre-Dame is probably the one that most conveys feel-
ings of classical peace and harmony. In my opinion,
this establishes the perfect link between the modern
sculpture and the ancient cathedral of Paris. It is an
outstanding triumph for this contemporary monument
to have attained such artistic unity.

However, the achievement is not simply a matter
of chance. Tsereteli, just like any artist — and one who
is truly in love with this city — has a very special rela-
tionship to Paris, and the story of his perception of the
French capital dates back many years. In his youth, he
used to listen to stories about Paris told by his teach-
ers, friends and relatives: back in the 1920s and 1930s,
a number of artists returned to Tbilisi from emigration.
Among them were such figures as Lado Gudiashvili,
who was part of the French bohemian artistic world,
and a friend of Amedeo Modigliani. Tsereteli was lucky
because he had links to some of the remarkable repre-
sentatives of the postwar emigration. His close friends
were respected among the Parisian elite and they man-
aged to help him meet some of the great artists of the
20th century: Marc Chagall and Pablo Picasso were
still alive.

Today, Zurab Tsereteli is a respected figure in Par-
is. He is an honoured foreign member of the French
Institute and of the Academy of Fine Arts, an accord
given to very few Russian artists. He frequently trav-
els to work in Paris, where he creates new artworks
with unfailing intensity, inventiveness and brilliance.
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Dmitry Shvidkovski

Throughout his life, Paris has played an important role
in Tsereteli’s oeuvre, stimulating a very special artis-
tic mood, the impression of brightness, lightness and
optimism, giving rise to the impetus to work as much
as possible. The artistic aura of the famous city has,
even more than usual, awoken in the artist a creative
"concentration" and passion for the art that the master
has accomplished.

“To be Paris, means to move forward,” Victor
Hugo wrote in his article “The Destiny of Paris”. The
axiom is also valid for Tsereteli: his monument to John
Paul Il is a significant milestone in the artist’s work, a
step taken successfully forward. There is no doubt that
the erection of this work by the President of the Rus-
sian Academy of Arts in the very centre of French cul-
ture, particularly in the current political climate, can be
regarded as Russia’s victory — and yet another mani-
festation of the strength of the long-lasting cultural and
political ties between Russia and France.

Published: Tretyakov Gallery magazine. 2015. #2.



Amutpuin LWBnakosckunin

BO3BpPATUNCA TOrAa U3 aMUIrpaLMn LUenblid pag geatenei
WCKYCCTB, B ABaALUaThle 1 TpuguaTble rogbl XX Beka BXO-
OVBLUIMX B KPYyr hpaHLy3CKoin 6orembl, nogobHo Jlago
lNyanawsunun, gpyxmewemy ¢ AmMegeo Mogunbsanu. Lle-
peTtenv NoBe3/sio U B TOM, UYTO OH Obl/1 CBA3aH C Bblaa-
IOWMMNUCS  NpeacTaBUTensaMmn nocepeBotOLNOHHON
amurpaumn. bnmskue emy nogu 3aHMMann CTonb BUA-
HOEe MOoJIoXeHWe Cpean NapUXKCKOM 3UTbl, YTO CMOTI/N
Cnoco6CcTBOBATb €ro BCTpeye C Be/IMKUMU MacTepamm
XX Beka. Torga eue 6binm xunsbl Mapk LWaran v Naéno
Mukacco.

CeropgHa B lNapwuxe 3ypab KoHcTaHTMHOBMY Lle-
petenn — NMpPU3HaHHbIA M3TP, NOYETHbIA MHOCTPAHHbIN
uneH UHctutyta ®paHunn n Akagemumm U3SLWHbIX UC-
KYCCTB. HEMHOrMe poccminckme XxyqoXHUKN yagoctamBa-
nunce atoit yectn. OH Hepeako npuesxaeT paboTaTb B
Mapux, rae ¢ HEM3MEHHOMW MHTEHCUBHOCTLIO, M300pe-
TaTeNbHOCTLIO U KOMOPUCTUYECKUM O1eckoM co3paet
HOBbIe Mo/oTHa. Mapux poxaaeT B TBOpYECTBE MacTe-
pa ocoboe HacTpoeHMe, oLyLLIEHNE SPKOCTU, IEFKOCTH,

Ckynbntypa 3ypaba Llepetes

ONTMMU3MAa, BbI3bIBAET XenaHne pabotaTb Kak MOXHO
6onblle, nepensiaBnas CBOM 3MOLUM B CBOOOAHDIN
XMBOMUCHBIA Ma3ok. Benukuin ropog n ero xygoxe-
CTBEHHad aypa eLle B 60MblUen CTEMEHN, YEM OObIYHO,
NPOBOLMPYIOT TBOPYECKYIO KOHLEHTpauuIo, CTpacTb K
co34aBaeMOMYy MaCTEPOM UCKYCCTBRY.

«BbITb MapuxeM — 3Ha4YUT ABUraTbCs BNepeq...» —
nuncan BukTop lMNoro B ctatbe «HasHaueHune Mapuxa».
OTa akcMoma gencteyet u B TBopyectBe 3ypaba Lle-
petenun. MNMamMaTtHuk NoaHny MaBny Il — 3HaunTenbHasa
BEXa Ha TBOPYECKOM MyTun macTepa, 6e3ycnoBHasa u
gpKaa ygada, elwle oauH war Bneped. HecoMHeHHO,
UTO B HalLLle BPeMS HEMPOCTbIX NOIUTUYECKNX COObITU
BO3BMXEHNE 3TOr0 MOHYMeHTa npesngeHToMm Poc-
CUIACKOW akageMunmn XyaoxecTB B MecTe, ABAAKOWEM-
Cca cpepoTovnemM hpaHLUy3CKOn KynbTypbl, — nobega
Poccn n oTevyeCTBEHHOro MCKYCCTBa, BolleAlero
B MCTOPUIO MHOIOBEKOBbIX CBA3EW HAaWeW cTpaHbl C
dpaHunen.

Ony6nukoBaHo: TpeTbsikoBckas ranepes. 2015. N°2.

TpeTtbsikoBckas ranepes N°1(78) /2023

127



Alexandra Khudyakova. ‘Love dolls like the Queen loved them’ Natella Voiskunski

128 The Tretyakov Gallery Magazine #1(78) /2023 “GRANY” Foundation presents



20 NET XYPHANY

«TPETbAKOBCKAA TAJTEPEA>

«M KTO He Cor/zIacuTCs, YTO U3 BCEX TAMH, PACKPbLITUE KOTOPbIX Hanbosnee UHTEepecyert YesioBe-

Yeckoe CyLeCcTBOBAHME, “TANHA KyK/1bl” €CTb CaMasi CyLEeCTBEHHAS], COMAs 3aXBATLIBAKOLLASI?»

M.E. CantbikoB-LeapuH. «<UrpyweyHoro gena niogmwku». U3 unkna «Ckaskn»

«KyKﬂbI XKUNBbI€ HOCTO/IbKO, HOCKO/IbKO Mbl, /104N, OXXUB/IIEM UX. HUKQKOM MUCTUKN 1 HE BUXXY>.

A.K. Xyaakosa

AJeKCaHAPpa XyIAKOBA

.
>

<<HIO6I/ITC KYKJII)I, KaK JIIO6I/IJ121 149, KOPOHCBQ»

Hamsaaa Boiickyuckas

MCKyCCWlGO KYK/bl U UCKYCCMBO xy&omuuxa—xymﬂbuuxa — HOBO0¢ AaJ/1€HUC, O%OpMUGWCCCﬂ

3a OMHOCUMEALHO KOPOTHKMLV[ CPOK u couemawuyee a C€6€ acmemuxky quOKOZO cneKmpa uc-

Kyccme u anponpuau,mo Gekopamueubtx npumgunoe pa3Hbe INOX. OCO6OZO coeepmeHcmea a8

Mmom Gl/lae uckyccmsa aocmuma 8 céoux pa6omax A/lCKCaHapa Xyamcoea. K&lDfCemCﬂ, OHAa

uepnaem caoe GGOXHOGCHUC us HCUCHGPT[GCMOZO pOZd u306unuﬂ. Kpacoma ee pa6om — 6 aC—

manix, npumﬂzameﬂbuux u Cl/l/lCZOPU‘tCCKMX.

OpHUM M3 caMbIX Cepbe3Hbix Wwaros homo erectus Ha
nyT1 K homo ludens n homo sapiens 6bln1a NonbITKa Bbl-
paboTaTb YCNOBHYIO MOAE/b OKPYXatoLero Mnpa, 1 Kkak
OAWH U3 pe3ynbTaToB NOSBWMIOCH TO, YTO Mbl Ha3Bau
Obl CNOBOM «UrpyLLKa». Tbica4yeneTna cnycts poxpaa-
eTCs Takol BUA UIPYLLKKU, KaK UrpyLlKa aHTpornomopd-
Has, MUTMpYtoLWwaa o6nK YenoBeka — OT MaageHua ao
BETXMX CTapuka n ctapyxu. IMeHHO 3a Takon UrpyLLKOmn
3aKpPEenuInCb U CNOBO, N NOHATHE «KyKna». Kykna ctana
meTachopon Bo3pacTa, Nona, CeEMbW, poaa 3aHATUR, ecnu
XOTUTE, OaXe XWU3HU U CMEPTU. A B KaAKON-TO MOMEHT
KYK/bl MOMEHANINCb MeCTamMu C MoAbMU: NOCAYLLHbIX
4yXoli Bofe niogen ctanu HasbiBaTb MapuoHeTKamu, a
KpacuBbIX 6e30YLHbIX XXEHLWMWH — KYK/1aMu.

B koHue XX Beka BO3HWK/A aBTOPCKas Kykna
KakK BbIpaXeHWe BbICOKOXYAOXECTBEHHOW 3CTeTUKU
HOBOIO HanpaB/1eHMS, HO KAKOro MMeHHOo? [lekopaTus-
HO-NPUKNAAHOro UcKyccTea?.. Mnn, MoxeT, CKynbnTy-

pbl?.. MHbIMKM cnoBamu, NOSBWUAUCE MacTepa-KyKosb-
HWKWN, Npudem B Poccun 310 6binn npodeccruoHanbHble
XYAOXHWUKK, co3aatoLme KyK/ibl, B KOTOPble He UrpatoT
(B NpMBBIYHOM MOHUMaHUN) HXU AEeTU, HWU B3pOC/ble. ITO
I'objet d’art B gpyxe mckycctBa haHTaCTUYECKOro uam
pOMaHTM4YecKoro, oTo-, NN runep-, Uan cloppeanms-
Ma. DTO KpacoTa M U3bICKaHHast KPacMBOCTb Ca/lOHHOIO
WCKYCCTBa, HEPEOKO B COYETAHUWU C XaW-TEKOM, C UC-
Mnofib30BaHMEM [OPOrMx MaTtepumanoB U TEXHUYECKUX
cpeacTs, NO3BONSAOLWMX CO34aBaTbh NOANMHHYIO Aparo-
LLEHHOCTb, 06BbEKT UCKYCCTBA, (DOPMUPYIOLLNIA BOKPYT
cebs NPOCTPaHCTBO 0COB0Iro sMOLMOHANbLHOro Beye-
HUA N BNe4vaTeHns, a 3HauuT, obweHmna. Hepegko o6-
napaTtenu Takux WeneBpoOB NPUBA3LIBAIOTCA K KyKNaMm
KaK K TI06MMbIM NMMTOMLUAM...

A Kakve TONbKO TaWHbl HE CBS3aHbl C KYKJ/IOM...
Ckasku lodmaHa u ero «LUenkyHUnMK u MbILWUWHBINA
KOponb»; KHWUra ana B3pocnbix bonecnasa [lpyca,
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Kykna. 2007
DNOMO, TEKCTUb
Bbicota — 140 cm
dorto: A. Jloces

Doll. 2007
Flumo, textile
Height — 140 cm
Photograph by

A. Losev

B netctBe KOoponesa
Benunko6putanum
BukTOopusa o4yeHb
no6una HapsxaTtb
KYKO/, KOTOPbIX

Yy Hee co6panocb
Gonee 130.
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AunaHa. 2012 >

Dapdop, TEKCTUIb

Beicota — 60 cm
®doTo: B. YepHbIwos

Diana. 2012 -»
Porcelain, textile
Height — 60 cm
Photograph by

V. Chernyshov

* When a child,
Britain's Queen
Victoria was fond
of making dresses
for her dolls, of
which she had
more than 130.
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“And who would disagree that of all the mysteries that interest human beings

‘the mystery of the doll’ is the most essential, the most captivating?”

Mikhail Saltykov-Shchedrin. ‘The Little People Who Make Toys’. From the “Fairy Tales”

“Dolls are living creatures to the extent that we, people, put life into them.

| see nothing mystical about it.” Alexandra Khudyakova

Alexandra Khudyakova

“Love dolls like the Queen loved them™

Natella Voiskunski

The relatively new art of doll making has developed in a short space of time into a scintillating

new form, combining aesthetic elements adopted from a range of older artistic genres with

decorative attributes drawn from a wide perspective of history. This young form has reached

a concentration of perfection in the work of Alexandra Khudyakova, an artist who creates

a cornucopia of visual riches, one which can be as elaborate in its detail as it remains tantalizing

and allusive in meaning.

One of the most serious steps taken by Homo erectus
on its path to Homo Ludens and Homo sapiens was the
attempt to develop an abstract model of the surround-
ing world, and one of the fruits of this endeavour was
what we might call the “toy”. Thousands of years later,
such objects have developed into anthropomorphic
playthings that somehow imitate the appearance of a
human being, from the youngest toddler to the most
frail old man or woman. Both the word “doll” and our un-
derstanding of a doll have become attached to this kind
of a toy. The doll became a metaphor of age, gender,
family, occupation — even of life and death, if you wish.
And, at some point, dolls have changed places with hu-
man beings: people who obey the commands of others
have come to be known as “marionettes” while beautiful
heartless women are called “dolls”.

“Designer” dolls emerged towards the end of the
20th century, constituting the expression of a highly art-
istic aesthetic in a strikingly new vein — but quite what
vein exactly? That of the decorative arts, or perhaps of

The Tretyakov Gallery Magazine #1(78) /2023

sculpture? In other words, the master doll maker came
into his or her own: in Russia, this “tribe” has consisted
of professional artists creating dolls unlike anything that
either children or adults would play with in any accus-
tomed sense. Such dolls are objets d’art in the spirit of
fantastical or romantic art, of photo- or hyperrealism, of
Surrealism. They have the beauty and exquisite pretti-
ness of salon art, often combined with elements of the
hi-tech, created from expensive materials and elaborate
technical means necessary for the creation of a true
treasure: they are objects of art that somehow create
around them a space of special emotional impact and
attraction and, therefore, of interaction, too. Often, those
who own such masterpieces become as attached to
their dolls as they might to a favourite pet.

What mysteries have always been associated with
dolls! From the “Tales” of E.T.A. Hoffmann like “The Nut-
cracker and the Mouse King”, to Bolestaw Prus’s novel
“The Doll”, intended for adult readers, of course, but
whose name holds such appeal for children; from Dina
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Alexandra Khudyakova. ‘Love dolls like the Queen loved them’

Rubina’s novel “Petrushka's Syndrome”, or Yury Olesha’s
“Three Fat Men” with its doll, Suok, that comes to life,
to that so vividly described doll-girl pattern of Adelaida
Gertsyk’s story about her son, “From the World of Child-
ren’s Games” or the 2016 horror film “The Boy” by the
American director William Brent Bell. It should be noted
that finding a Russian equivalent for the title of the film
“The Boy” gave birth to the doll-boy pattern: the origi-

The Tretyakov Gallery Magazine #1(78) /2023

Natella Voiskunski

Xap-ntuya. 2013
dapdop, TEKCTUNb
Beicota — 50 cm
®doTo: B. YepHbiwoB

Firebird. 2013
Porcelain, textile
Height — 50 cm
Photograph by

V. Chernyshov

nal title builds associations with a live boy, although, in a
Russian variant, the word “doll” does not leave room for
a live object. This juxtaposition explains the fact of hor-
ror: the heroine Greta is hired as babysitter to a porcelain
doll named Brahms, who appears to be a counterpart of
the real Brahms. And so many more, that shroud of mys-
tery enveloping the doll makers, too. “Those who make
dolls and those who love dolls enjoy reinvigorating their
feelings and dreams through games. The doll, whose
very nature is connected to play, becomes just such a
highly precious object, one through which people can
satisfy this need”: Alexandra Khudyakova’s words surely
deserve to preface any essay about the work of this fa-
mous Russian doll-maker artist.

Like every young girl, Alexandra first encountered
dolls — a whole variety of them — as a child, the begin-
ning of an experience that would deepen appreciably by
1992, when she completed her graduation diploma on
designer dolls at the Department of Design of the Stro-
ganov School, under the tutorship of Xenia Kondratie-
va. A researcher of material culture and decorative art,
Kondratieva passed on to her student the confidence
that she had chosen the right occupation for herself, as
well as an understanding that designer dolls themselves
had a future. Within less than two decades, the art of
doll making would leap from its erstwhile niche in sub-
culture to become an independent artform that today
exists alongside, and on equal terms with, the classic
forms of painting, sculpture, drawing and decorative art.
Khudyakova duly became one of the main initiators of
the project DollArt.ru — a creative alliance of doll-maker
artists — and later of the doll art section at the Creative
Union of Artists of Russia.

Any study of Khudyakova’s designer dolls involves
a visual journey to different eras, to establish a connec-
tion with those images that personify them. It is not at
all a question of copying a look created by one great
artist or another in the past: instead, Alexandra produc-
es, or rather reproduces, composite images of visag-
es “with a singular expression”, on the one hand, and
with the typical traits of a particular era, on the other.
As both researcher and creator, she immerses herself in
the material completely, making the authenticity of her
work — its “plausible verisimilitude”, even — one of the
most striking facets of her work. Such attention to every
element of detail in hairstyles, costume, accessories and

“GRANY” Foundation presents



HaTanna BoiickyHckas

3aragka
MHpaHTbI. 2008
DnomMo, TEKCTUNb
Beicota — 100 cm
®orto: A. Jloces

The Mystery of
the Infante. 2008
Flumo, textile
Height — 100 cm
Photograph by

A. Losev

KoTopas Tak MaHuna B AEeTCTBE CBOMM Ha3BaHUEM —
«Kykna»; pomaH AunHbl Py6uHon «CnHapom MeTpyLukmny;
hunbM yxacoB «Kyknas; «Tpu Tonctaka» Opusa One-
WK 1 «oXmnBLIaa» Kykna Cyok; HO, noxanyn, Hanbonee
APKO MaTTepH «Kyk/a-geBo4ka» onucaH Apgenavgoin
[epublk B pacckase o ee cblHe «/3 geTckoro mmpas.
B o6uwem, Bcero He nepeyecTtb! A BeAb OPEO/IOM TalHbI
OKYTaHbl 1 KYKO/IbHbIX A€/ MacTepa.

«Jlrogu, genatowmne Kykosn, u niobutenmn KykKosn Ha-
XOAAT PaAoOCTb B OXXUBAEHUN CBOMX YYBCTB U MEUTaHWUI
nocpeacTBoM urpbl. Kykna, npupoga KoTopon — urpa,
CTAHOBUTCH LEHHENWUM OOBbEKTOM ANdA peanusaumu
3TON NOTPEeBOHOCTN YenoBeka». IMeHHO € 3Toro BbiCKa-
3blBaHNA AnekcaHgpbl XyasKOBOW XxOTeniocb Obl Ha-
yaTb pacckas O TBOpYECTBE U3BECTHOIO POCCUINCKOro
XYOOXHWNKA-KYKO/TbHUKA.

Kak n ko Bcem geBoYkaM, Kyk/bl, npuyem B 60/1b-
LWOM KOonmM4yecTBe, Npuwnn Kk AnekcaHape B OeTCTBe,
a OHa npuwna K HUM B 1992 rogy: 3TO CNy4ymMnochb B
CtporaHoBke, Ha hakynbreTe gm3aliHa, rge oHa cge-
nana gunnaom no Teme «ABTOpPCKasa Kykna» Nofh pyko-
Boacteom K.A. KoHgpaTbeBoli. KceHna AHppeeBHa —
nccnepgoBaTenb B 06/1aCTM MaTepuanbHOW KybTypbl
N 0EKOPATUBHO-NPUKNAAHOIO UCKYCCTBa — nepepgana
CBOEN [AMNNOMHULE YBEPEHHOCTb B MNPaBWIbHOCTU
Bbl6opa npodeccnn n NoHMMaHue NepCcneKTUBHOCTU
3TOro HanpasnexHusa. He npowno n 20 nert, Kak B UC-
KyCCTBE CO3[4aHUSA KYKO/ NPOU30LLEN CKAYOK OT ObISION
CyOKynbTypbl K CAaMOCTOATE/IbHOMY BWMAY WCKYCCTBAa,
Hapsagy WM HapaBHe C K/1aCCUYECKUMU XKUBOMUCHIO,
CKYNbNTYpPOW, rpadukon, AeKopaTUBHO-NPUKIaAHbIM
nckyccteoM. M1 AnekcaHgpa XyaskoBa cCTana OL4HUM
W3 T[NaBHbIX ABUXWUTENE BO3HUKHOBEHWSA MNPOEKTa
DollArt.ru — TBOpPYECKOro o6beAMHEHUS XyOoOXHU-
KOB-KYKOMbHUKOB, @ MO3Xe CEeKLUWN XYLOXECTBEHHOWN
KyKnbl B TBOPYECKOM COl03€ XYyA0XHMKOB Poccuu.

MN3yuaa aBTopckme Kyknbl AnekcaHapbl Xyas-
KOBOI — apTedakTbl MatepunasnbHON KynbTypbl, MOXHO
coBeplaTb BM3yasbHOE MyTelwecTBMe B ryOb 3M0X,
oLyLaTb CONPUKOCHOBEHME C 06pasamMu, UX — 3MOXU —
onuueTeopsaoWnMK. H1 B Koen Mmepe He noBTopss 06-
VK, HANMUCAHHbIN TEM UM UHBIM BESTMKUM XYAOXKHUKOM,
AnekcaHpgpa co3faeT, BepHee BoCco3[aeT, cobuparenb-
HbIi 06pas fmL, C OQHOW CTOPOHBI, C «HEOOLW MM Bblpa-
XEHbEM>», @ C ApPYroi — o6nafatowmx TMNNYECKUMN Yep-
Tamn 3Noxn. XyAoOXHUK-UCCcnefoBartesib, OHa LefIMKOM

®doHa «PAHW» npeactasnsier

AnekcaHapa Xyaskosa. «/llo6ute Kykbl, kak no6una nx koponesa»

rnorpy>aeTtcsa B Matepuan, mbo 4OCTOBEPHOCTb — OAWNH
M3 ee rnaeHbIX Ko3bipen. Kaxpaa gertanb npuyecky,
oaexabl, aKCeccyapoB 1 IOBENMPHbLIX YKpalleHnin — Byk-
Ba/lbHO BCE AO/MKHO ObITb 06MaHKon, nin trompe l'oeil,
a 3HauuT, MacTepy cnegyeT cTaTb Ha BCe PyKW macTe-
POM: CKY/IbMTOPOM, XYAOXHNKOM, MOANCTKON, NapukKMa-
XEPOM, OBENNPOM, BalIMaYHMKOM M NEPYATOYHUKOM...
W, KoHe4YHo, MogenbLepomMm, BeAb KyK/ibl Obln NepBbIMU
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3epkano. 2012 1
Dapdop, pawomo,
TEKCTUNb

Beicota — 80 cm
®oro: C. MawyTnkos

Mirror. 2012 1
Porcelain, flumo,
textile

Height — 80 cm
Photograph by

S. Mashutikov

CTumnaHkepTecca -
2019

dnomo, metann
Bbicota — 110 cm
®oTo: B. YepHbIwos

Steampunkeress -
2019

Flumo, metal
Height — 110 cm
Photograph by

V. Chernyshov
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Alexandra Khudyakova. ‘Love dolls like the Queen loved them’

jewellery — literally everything must be an authen-
tic-looking illusion, a trompe-I'oeil — is demanded from
the craftsman in every form, whether sculpture, painting,
millinery, coiffure, jewellery, shoemaking or glovemak-
ing. And of course the couturier’s craft, because dolls
were always the foremost ambassadors of fashion: the
costumes created for them were of the latest fashions,
their textiles and accessories carefully selected. Such
dolls were dispatched — from France, of course, the ul-
timate setter of fashion trends — to countless cities and
towns far beyond that county’s borders, the mademoi-
selles and grande dames alike of centuries past becom-
ing accustomed to ordering their own wardrobes from
these newest revelations of doll fashion.

No longer quite such setters of mode, today’s doll
artists recreate what existed in the past but neverthe-
less continues to be as precious as before. In the dolls of
Khudyakova, viewers will recognize the eras of the Re-
naissance, Baroque, Rococo, Romanticism, Art Nouveau
and many other forms and styles, her collections a veri-
table trunk of history — not just of the history of fashion,
either, but of much else besides. If all of Khudyakova’s
dolls were gathered in one room and arranged together
by era, a whole history of art would reveal itself, along-
side a history of the culture of human behaviour, of de-
portment and demeanour. Even if every such aspect of
human life were not highlighted, there would at least be
a concerted focus on the social and domestic pastimes
of the elite, as these dolls take their repose, reclining in
a relaxed posture of dolce far niente: they flirt and make
eyes, they dance at balls or on a theatre stage, they play

The Tretyakov Gallery Magazine #1(78) /2023

Natella Voiskunski

chess or read, they spin the thread of life — not a doll’s
life, however, but rather that of their masters/owners.

The theme of the Orient has a special place in
Khudyakova’s artwork. “The luxury and mystery of the
Orient with its decorativeness, its almost incomprehen-
sible combinations of colour, geometry and meanings
woven like a secret code into elegant lacework, with its
so wise poetry, its most beautiful legends and witty fairy
tales, its nearly cosmic music and tempting sweets — all
this cannot but inspire an artist... It seems to me that
| feel this Oriental theme, it beckons to me, | relish it so,”
the artist said in an interview about her involvement with
the ambitious display “Dolls in Art” at the Heydar Aliyev
Centre in Baku.

Khudyakova’s world of dolls is a space replete with
emotion to the same degree that portrait artists set out
to capture their subjects, involving the representation
of personality through appearance. As the Russian art
historian Viktor Grashchenkov noted: “In order to un-
derstand a portrait, one needs to clearly understand the
ideal at the core of artistic ambitions of the era in which
the picture was created.” Undoubtedly, when a doll art-
ist “plunges” into one era or another, he or she does not
have the right to any mistake in “selecting” the type of
face, pose, accessories, make-up and, most importantly,
the look in the eyes: the stare of a Renaissance beauty is

1. Grashchenkov, V.N. Portraiture in
Italian Art of the Early Renaissance.
Moscow, 1996. Vol. 1. P. 55.
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NPOBOAHMKaMM MOAbI: AN HUX WWAUCL NaTbs No no-
cnegHen mope, noabupanucb TKaHM U akceccyapebl...
VIMEHHO Takme Kyknbl MNocblnanncb (6eccrnopHo, us
OpaHUUKN — 3aKoHoAaTebHULLI MOA) B 6€CUYNC/IEHHbIE
ropofa v Becu Aaneko 3a npeaensl CTpaHbl, @ Aambl U
6apbIWHN ganeknx oT Hac BEKOB 3akasblBaan MO HWUM
cebe Hapaabl, YToObl ObITb B TpeHae. COBPEMEHHbIN Ky-
KO/bHbIX e MacTep yXe He BbICTynaeT 3akoHoaaTtenem
MoA, a BOCCo3aeT TO, YTO Obl/I0 KOrAa-To, HO LLEHHOCTb
CBOIO HUYYTb He yTpaTtuno. [NotoMy B Kyknax XyAsikoBOWn
3puTenb y3HaeT anoxm BospoxaeHus, 6apokKo, POKOKO,
poMaHTM3Ma, ap-HyBo... Kopouye, Konnekuus Kykon —
NOA/IMHHBLIA CYHAYK UCTOPUU... N TOMbKO N nctopumn
moabl? Het, aBHO wupe. Beab ecnn cobpaTtb B 0gHOM
3arne Bce KyK/ibl XyASKOBOW U CrpynnMpoBaTh UX NO 3MO-
XaM, TO nepepf BamMmu NpeacTaHeT cBoeobpasHasa nctopus
WCKYCCTB, @ 3a04HO N NCTOPUA KYNbTypbl NOBEAEHUS —

®doHa «PAHW» npeactasnsier

AnekcaHapa Xyaskosa. «/llo6ute Kykbl, kak no6una nx koponesa»

€C/in He BO BCeX chepax XM3HM obLiecTBa, TO XOTs Obl
B chepe BpeMAanpenpoBOXAEHNA €ro 9/IMTapHOM YacTu:
B CAMOM Aene, KyK/bl OTAbIXaloT, BO31eXart, AeMOHCTPU-
pys dolce far niente, pANPTYIOT U KOKETHUYAIOT, TAHLYIOT
Ha 6anax v B TeaTpasibHbIX MOCTaHOBKaX, UFPatoT B LUAX-
MaTbl, YATAIOT M NPAQYT HUTb XMU3HU — MOXKET, COBCEM He
KYKOJIbHOW, @ XXU3HN CBOMX XO3AEB...

Ocob6oe mecTo B TBOpYecTBe AnekcaHapbl 3aHn-
MaeT TeMa BocTtoka: «Pockowb n TanHcTtBeHHOCTbL Boc-
TOKa, C ero A4eKOPATUBHOCTbIO, C €ro HEMOCTMXUMbIMU
LBETOBbIMW COYETaHUAAMWU, C €ro reomMeTpuen, ¢ 3a-
WNhPOBaHHLIMU B U3SLLHbIX Y30pax CMbIClaMu, C ero
MHOFOMYAPOV NOo33uel, KpacuBenwnmm nereHgammu
N OCTPOYMHbIMW CKa3kKamu, C €ro NoYTM KOCMUYECKOW
MY3bIKO U COBMa3HUTENbHbIMU CIAA0CTAMU, — BCE 3TO
He MOXeT He BAOXHOBMATb XYAOXHMWKA. <..> MHe Ka-
XeTCs, 1 YyBCTBYK BOCTOYHYIO TEMY, OHa MEHSA 30BET,

TpeTbsikoBckas ranepes N°1(78) /2023

<«

®dpeiia. 2017
dnoMmMo, TEKCTUNb
Beicota — 80 cm
®oto: M. Nony6osapunHos

Freya. 2017
Flumo, textile
Height — 80 cm
Photograph by

M. Poluboyarinov

Marwus urpsbl. 2017
DNOMO, TEKCTUb
Beicota — 80 cm
®orto: M. Mony6oapnHos

The Magic of
the Game. 2017
Flumo, textile
Height — 80 cm
Photograph by

M. Poluboyarinov
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LLlexepesapa. 2010
dapdop, TEKCTUIb
Bbicota — 45 cm
®oTo: B. YepHbIwoB

Scheherazade. 2010
Porcelain, textile
Height — 45 cm
Photograph by

V. Chernyshov

full of dignity and chastity; the voluptuous Rococo belles
have a flirtatious and playful look, their poses impres-
sive; the look of an Art Nouveau enchantress is pensive-
ly elegiac.

Khudyakova’s dolls do not have names in the
usual sense of the word. Do you still remember your
first doll’s name? Anya, perhaps, or Tata? My own doll,
made of a rag, with celluloid for a head, was Petya. The
favourite doll of Kotik (the prototype of Adelaida Gert-
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syk’s son) was Yelena; the name of the beloved doll
companion of Olesha’s heir apparent, Totti, was Suok;
Tolstoy’s Natasha Rostova had Mimi, Victor Hugo’s Co-
sette, Catherine...

In Alexandra’s case, it’s different. Who, after all,
will recall in a moment the name of King Arthur’s wife —
the one who is forever the Fair Lady? Guinevere, in-
deed. And who will remember that most youthful of the
Fates, Clotho, spinner of the thread of life? With Ishtar,

“GRANY” Foundation presents
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S Hacnaxpagatcb etox». (M3 nHtepsbio A. XyasakoBoW. Bbi-
cTtaBka «Kykna B nckyccreey, KynbTypHbiii LeHTp lenpa-
pa AnueBa, baky.)

KykonbHbIn Mup AnekcaHapbl XyASKOBOW MOMOH
3MOUNIA B TO XXe Mepe U CTEMNEHU, B KaKOW OHU (3MO-
UMW) eCTb B MOPTPETHOM XUBOMUCK: N306PaKEHNE BHY-
TPEHHEro MUpa 4Yepes BHELWHUI 06nk. Kak oTMevaeT
BukTop HukonaeBund palleHKOB, «Ansg NOHMMaHWA Nop-
TpeTa cnegyeTt yuntbiBaTb TOT Maean, KOTOPbIA nexan B
OCHOBE XYOO0XECTBEHHbIX YCTPEMNEHUN 3MOXWU, KOraa
KapTuHa 6bina cosfaHa»'. HeCOMHEeHHO, OKyHasCb B Ty
WX NHYIO 3MOXY, MAacTEP-KYKO/TbHUK HE MMEeeT nNpaBa Ha
ownbKy B BbIGOpE TUNa nuua, no3bl, aTpnbyToB, KOCME-
TUKW W, FNaBHoOe, B3rNaaa: y kpacasuuy Bo3poxaeHus oH
NO/IOH BHYTPEHHEro 4OCTOMHCTBA U Le/TIOMYAPEHHOCTY;
Y POCKOLLHbIX KPACOTOK 3MOXN POKOKO OH KOKET/INB U
UrpvB, @ UX NO3bl BasfibsXHbl; B30OP MPenecTHbIX AUB
3MOXW MOAEepPHA 3a4YMUMB U 31€TUYEH...

Y kykon XyAoakoBOW HET WUMEeH B MPUBLIYHOM
CMbICNne cnoBa. Bbl ele nomMHuTe, Kak 3Banu Balwy
nepByto Kykny?.. MoxeT 6biTb, AHA?.. nn TaTa?.. Moto,
TPAMNUYHYIO, C LUeNy/IoMaHOW ronosBoK, 3Banu [leTtq.
A nio6umyto Kykny Kotmka — npototmna ceiHa Agenau-
abl lepublk — 3Banu EneHa, HacnegHuka TyTttn — CyoK,
Hataww PocTtoBoii — Mumu, a Kosettel — KatepuHa...

Y AnekcaHgpbl — gpyroe... KTo, ckaxem, ¢ xoay Ha-
30BeET, KaK 3Basiv XeHy Kopons ApTypa — Ty, KOTopas Ha-
Bcerga MNpekpacHaa Oama? [da, BUHEBpPa, Bbl HE OLIK-
6nu1cCb. A KTO MOMHUT UMA Napkn Knoto, npasLien H1uTb
xn3Hm? C Nwtap npowie — 60ornHa nio6emM 1 Naogopo-
ONS BCTPEYAEeTCs M B KHUrax paHTacTUKK, U B pOMaHax,
N B KOMUKCax. Bce aTn reponHn BONIOTUANCH B KyK/iax.
B kakom o6nuybe Bbl npeactaBndeTe cebe repouHio
AdaHacua deta U3 ero ctMxorBopeHus «He Bepb, He
BEpb N03TYy, AeBa...»? Apyrux Kykon XyasakoBOW 30BYyT
«beccoHHunua», «TaHa», <1000 1 1 Houb», «XKeHckasa no-
rmka», «loknoHHUUa AMages», «[oag Boaon», «MNncbme-
LO»... @ Hepeako 1 BoBce 6e3 3aTeil — NpocTo «Kykna».
MNMopo6Hble «<MMeHa» NoAK/YatoT haHTasnio 1 Bo3aen-
CTBYIOT Ha aCCOLMATMBHOE MblLUNEHNE, BEAb BCAKWUN Ha-
MEeK 1 HeJOCKa3aHHOCTb NPOBOLMPYIOT MOUCK Naparnnie-
nen, roBopsawmx getanen — Kopode, cos3gatoT Urposoe
none Ans akTMBHOCTU HALLEro MHTeNneKTa.

B kaxpoli BbicTaBke AnekcaHapbl XyoaKOBOMW,
BbICTyMNaeT N1 OHa Co/o MAn B aHcambne, ee paboThbl B
LEeHTPEe BHMMAaHMUS, N HE TOIbKO MOTOMY, YTO ee TBOpYe-
CKWUI NOYepK, XYAOXECTBEHHbIA A3bIK U 3CTETUYECKME
npeanoyTeHMsa Bcerga ysHaBaeMbl, HO nNpexae BCero
NOTOMY, YTO OHa BCerga B NoucKe, Bcerga rotosa yam-
BUTb... I Ha camoMm gene yausnget. ®aHTa3na Befert Xy-
OOXHMKa B MUP hIHTE3U, TaK YTO 06pasbl YCIOXHSAIOT-
CHl, CMbIC/bl HAC/1anBaloOTCS, @ MHOrAa M CTanknBatoTCH
n6amu, Kak, Hanpumep, B ee «Llapuue» — 370 yXe He
KyKNna, a 06beKT, 4yTb N1 He haHTaCcTU4ECKNn poBoTo-
noaoO6HbIn npuweneud. NogobHbl 3 deKT BO MHOrom

1. IpaweHkos B.H. MopTtpeT
B UTaNbAHCKOM XMBONUCK PaHHEro
BospoxpaeHus. M., 1996. T. 1. C. 55.
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OOCTUraeTcs 3a CYeT CBepKatoLwero MetTaam3mpoBaH-
HOro MaTepuana v WapHUPHbIX COeANHEHUN.
AnekcaHgpa «Mrpaet» C NapHbIMU KyK/aMu, CNos-
HEeHHbIMW KaK 3epKanibHOe OoTpaXeHue Apyr gpyra — ato
WHTPUryeT, 3TO yXe CBOero poga Teatp. B Kyknax-o6b-
eKTax MosIBNAITCS HEeOXMAAHHbIe «HEeKYKO/IbHble» ae-
Tanu, 4To BbICTpaMBaeT napannenun ¢ paéotamm Anek-
caHapa Teiwnepa, nnn CanbBagopa Aanu, nunu ee otua,
M3BECTHOIro XyaoXHMKa KoHCTaHTMHa XyasKoBa.

TpeTbsikoBckas ranepes N°1(78) /2023

CuHsaa ntmua. 2013
Dapdop, TEKCTUb
Bbicota — 50 cm

®oro: B. YepHbilwos

Bluebird. 2013
Porcelain, textile
Height — 50 cm
Photograph by

V. Chernyshov
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< ®daHTacmaropus

KpacHOro Hocopora
2016

DNIOMO, TEKCTUb
DdparmeHT

®oto: B. YepHbIwos

Phantasmagoria of
a Red Rhinoceros
2016

Flumo, textile
Photograph by

V. Chernyshov

Detail

®daHTacmaropus
KpacHOro Hocopora
2016

dnoMmMo, TEKCTUIb
Beicota — 170 cm
®oto: B. YepHbIwos

Phantasmagoria of
a Red Rhinoceros
2016

Flumo, textile
Height — 170 cm
Photograph by

V. Chernyshov
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3neH. 2017
DNOMO, TEKCTUb
Bbicota — 140 cm
®oTo: B. YepHbIwoB

Helen. 2017
Flumo, textile
Height — 140 cm
Photograph by

V. Chernyshov

3neH. 2017 -
DNIOMO, TEKCTU/b
®parmeHT

®oro: B. YepHbiwos

Helen. 2017 -
Flumo, textile
Photograph by
V. Chernyshov
Detail
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it’s easier, this goddess of love and fertility figures, who
has sprung from the pages of science fiction as well as
other fiction and comic books. Khudyakova has person-
ified them all. How might that heroine of Afanasy Fet’s
poem “No, no, don’t believe the poet, you maiden...”
have looked? Khudyakova has other dolls named “In-
somnia”, “Secret”, “One Thousand and One Nights”,
“Female Logic”, “Amadeus’s Lady Admirer”, “Under the
Water”, “Little Letter” and, sometimes, simply, “Doll”.
Such “names” spark the imagination, stimulating asso-
ciations of intimation; an understatement provokes a
search for parallels, for “meaningful” details — it creates,
in short, the playground of our intellect.

At each new Khudyakova exhibition, whether a
solo or group show, her works command the centre of

The Tretyakov Gallery Magazine #1(78) /2023

Natella Voiskunski

attention — not only because her artistic idiom, visual
language and aesthetic preferences are always recog-
nisable, but, most of all, because she is forever in a pro-
cess of creative exploration, forever ready to astonish.
And astonish she certainly does. A flight of fancy can
carry the artist away to a world of fantasy, her imagery
becoming ever more complex as meanings accumulate
and sometimes collide, as with Khudyakova’s “Tsarina”,
which becomes hardly a doll at all, but instead an object,
some almost fantastic, robotic alien form. Such an effect
is achieved in large measure by combining the effects of
glistening metal and hinge joints.

Khudyakova will “simulate” twin dolls, each a mir-
ror-like reflection of the other, a phenomenon certain
to arouse the curiosity, almost a theatrical performance

“GRANY” Foundation presents
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Apabckas
menoausa. 2013
dapdop, TEKCTUb
Beicota — 50 cm
doro: B. YepHbiwos

Arabian Melody

2013
Porcelain, textile
Height — 50 cm

Photograph by
V. Chernyshov

in itself. Her “object” dolls have surprising details, so un-
doll-like, that evoke the works of artists such as Alexan-
der Tyshler or Salvador Dali, or that of her father, the re-
nowned creative figure Konstantin Khudyakov. Or she will
emulate street sculpture. However, it is hardly of the sort
that aspires to optical illusion, to blend in with the passing
crowds or with any adjacent architectural structure. She
creates the illusion precisely using her image dolls of the
past (“Hamlet”): it is as if someone, applying plaster to
walls, or painting the interior of a home or a cathedral,
has bespecked a sculpture, where the whole naturalness
of the effect has made it especially convincing.

As with any truly creative personality, the vector of
her artistic quest is directed from the past to the future
through the present and, therefore, is related, albeit not
immediately, to the innovations of contemporary liter-
ature and cinema. Her “Steampunkeress”,? for exam-
ple, is an homage to steampunk as a subculture of the
20th and 21st centuries, including its echoes of the 19th
century. This riveting object, however, aptly combines
Aelita, Queen of Mars — the crown features a watch in-
stead of a huge crystal spinel — with its punk mechani-
cal objects, wheels and cogs, set against a hoop-skirt,
the indispensable attribute not of some visitor from out-
er space, but instead of the ladies and maidens of our
very own world’s past. This steampunk mistress holds
in each of her hands the head blocks for future dolls, as
if uncertain which she should choose. Is she an earth-
ling or an alien from faraway galaxies? All such elements
scintillate, the steely glint appears and disappears as
you move around the object; the shadow on the wall is
yet another artistic statement, this time in graphic form.

In conclusion, Alexandra Khudyakova will surely
herself move along such parallel tracks, building on the
various isms and arts, working across the forms and im-
pulses of contemporary creativity. And this new “art of
the doll” will itself bring shoots of new meanings and
new content to the culture of the new context of the 21st
century.

Published: Tretyakov Gallery magazine. 2019. #4.
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The term derives from the English
“steam”, the energy of which was used
by the creators of the steamboats

and steam trains that gave rise to the
transportation revolution. Scientific,
pseudo-scientific, faux-scientific
science fiction and fantasy illustrat-
ions are one of the features of the
literature of the new 19th century.
Punk, to be sure, is just punk. But
(sic!) as far back as 1623 in William
Shakespeare’s “Measure for Measure”

Natella Voiskunski

(Act V), first staged in 1604, Lucio
explains to Duke Vincentio: “My lord,
she may be a punk; for many of them
are neither maid, widow, nor wife.”
The contemporary connotation of
the word derives from English slang,
which has punk as something (or,
more often, somebody) who is trashy,
bad, worthless, scum: when crossed
with industrial steam, it becomes a
truly hybrid creature.

“GRANY” Foundation presents
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Beuep. 2017
DdnomMo, TEKCTUNb
Bbicota — 100 cm
®doTo: B. YepHbiwoB

Evening. 2017
Flumo, textile
Height — 100 cm
Photograph by

V. Chernyshov

B page cnyyaeB AnekcaHgpa KoHCTaHTMHOBHA
nogpaxkaet yIMYHON CKYyNbMAType, NpaBaa, He B coBpe-
MEHHOW ee rnonbITKe cTaTb 0OMaHKOM, YacTblO YTUYHOM’
TOMMbI UM 06 bEKTA apXUTEKTYypbl. Mnnto3unsa cosgaeTcs
Kak pas Kyksiammn-obpasamu u3s npownioro («famners):
Kak OyATO KTO-TO LWUTYKATypPUA UKW KPacua CTEHbI AOMa
unun cobopa u 3abpbi3ran CKynbnTypy... BCE NOAYyYN-
N0OCb Kak Obl eCTECTBEHHO U NOTOMY 0COB6eHHO ybeaun-
TeslIbHO.

Kak y BCSKOro noa/siIMHHO TBOPYECKOIro Ye/10BEKa,
BEKTOP KpeaTMBHbIX MONCKOB AnekcaHapbl HanpaBneH
OT MpoLIoro K 6yayuleMy 4yepes HacTtoslee, a noTo-
MYy — NyCTb He OyKBasIbHO — CBA3aH C COBPEMEHHbIMU
AnTepaTypHbIMU U KMHOHOBauuamu. Tak, ee CTumnaH-
KepTecca? — gaHb CTUMMAHKY Kak cyGKynbrype XX u
HbIHELWHEero Beka ¢ peMmuHncueHumnammn XIX seka. Bnpo-
yeMm, B 3TOM 3axBaTbiBaloLWeM BooOpaxeHne obbekTe
XYAOXHMLA yAa4yHO coBMecTunia A3nuTy, KOporneBy
Mapca (B KOpOHe y Hee BMEeCTO, CKaXeM, OrpOMHOM
WAWHENN — 4Yachbl), NAHK-MexaHWKy (kKoneca, wwecrep-
HW) C KPWUHOMHOM, 3TUM o6si3aTeNbHbIM aTtpubyToM
oAexpAbl BMNO/HE 3€MHbIX, He KaKWX-TO MapCUaHCKUX
4aM 1 geBOYeK MpoLnbiX 3anoXx. B kaxagol pyke aTon
naponaHKOBOW MeTpecChbl — 3aroToBKW ronoB Oyay-
wux kKykon. CTuMnaHkepTecca B HepeLluUTenbHOCTH:
Ha KOTOPOW OCTAaHOBMUTb CBOW BblIOOP? Ha 3emMngaHuHe
UMM Ha NpuLwenbLe N3 KOCMUYeckKoro ganeka? Bece ge-
Tanu CBEpPKatoT, MeTanmyeckne otbneckn Bo3HMKaloT
W McyesaloT Mo Mepe TOoro, Kak Bbl ABUraeTeCb BOKPYr
06beKTa, a TeHb Ha CTeHe — elle OA4HO BbICKa3blBaHue
XYAOXHWKA, Ha 3TOT pas3 rpadunyeckoe.

B 3akntoyeHne no3Bonnm cebe BbiCcKalaTb Npea-
nonoxeHue, 4to AnekcaHgpa Xyaskosa u ganee 6y-
AeT ABUraTbCa napannefnbHbIMU NyTAMWU, MPOAoIXas
INHUIO BCEBO3MOXHbIX -M3MOB, M -apTOB 1 pabdoTasa Ha
CTblKe COBPEMEHHbIX BMAOB UCKYCCTBa, U UCKYCCTBO
XYOOXECTBEHHOW KykNnbl OyAaeT npupactaTb HOBbI-
MU CMbIC/1@aMW, HOBbIM KOHTEHTOM B HOBOM KOHTEKCTE
KynbTypbl XXI| Beka.

Ony6nukoBaHo: TpeTbsikoBckas ranepes. 2019. N°4.
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OT aHrnuniickoro steam — «nap».
SHeprusa napa cosgana napoxon

1 NapoBO3 — Tak BO3HMK/IA TPaHC-
nopTHasi peBosniouuns. HayuHas,
nceB/oHayyHas, xXeHayyHan
haHTacTUKa 1 unacTpaunmn-taHTe-
31 — O/4Ha V3 XapaKTePUCTHK HOBOWA
nutepatypsbl XIX Beka. MaHk — 370,
KOHeYHO, NpocTo naHk. Ho (sic!)
CTPaLIHO NoAyMaThk, CKO/bKO eMy Be-
KOB, ecnn Yunbsam LLlekcnup B nbece

«Mepa 3a Mepy» (Npembepa cocTo-
anack B 1604 roay) Tak HasbiBaeT
KEHLLMHY, KOTOPYIO He Ha3oBellb

HW 0EBYLUKOR, HN BAOBOW, HU XXEHOW.

B coBpemMeHHOIh KOHHOTaLMK CNOBO
«MaHK» BOCXOAUT K aHITMACKOMY
CNEHry — HeYTo UNK, Yalle, HeKToO
APSHHOW, HEXOPOLWWIA, TOT, KTO Bbl-
neHapusaeTcs... A BOT B COYeTaHNUK
C MPOMBILIMEHHbBIM MAPOM 3TO yXe
CyLLeCTBO NPAMO-TaKN rnépuaHoe.

TpeTbsikoBckas ranepes N°1(78) /2023
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20 TET XYPHANY «TPETbAKOBCKAA TAJTEPEA»

I/ICKyCCTBO
[0 Ty CTOPOHY ganimzma

A/lexcauap Posicun

«Hmanvanckoe UCKyccmaso 30-x 20806, no my cmopouy (ﬁawwma» — MakKoe Ha3saHue noayvuaa evl-

cmaaskKa npouseeaeuuﬁ xydoafcmmoe, Ysve meopwecmeo 80uUtJ/10 8 MCTI’lOpLHO C BCHCMM&IHCKMX 6M€HHa/l€

moceo GPKMCHLL Ima dKCno3uyus, ormcpumaﬂ a8 I_Iaftabmo Cmpouuu 80 (D/lopeHuuu c22 CKHm}l6pFl 2012

200a 00 27 AMBAPA 2013-20, CMANA OOHUM U3 YECHMPANLHBIX cOOBIMULL G Py He MEHEe SHAUUMENLHBLX

B8blCMABOK, MaKux Kakxk «@PQHCUC Baxon u cezoduﬂmuee cocmosAaHue COGPGMCHHOZO uckyccmesa» g UeH’

mpe cospemennotlt kyavmypst Cmpoyyu, «Bepmeep leagmexuit. 3onomott ek 2041andcKk020 ucKyc-

cmea» ¢ [arayyo Kyupunane 6 Punme u o6usetinas pempocnexmusa meopuecmaa Penamo 'ymmyso,

NocsAwWECHHAA 100-/1€mMuto co aHil pODfC()@Hu}l B€/1UK020 Macmepa, 8 KoMnJjekce Bummopuauo a8 PMMC,

a maxkice MemayHapoaHaﬂ pumcxaﬂ 6UCHH6L/1€ aHT’VlUKGLIpOG 8 naﬂau,u,o BCHCL(LUI, nEpCOH&l/leaﬂ 8bl-

cmagka pabom ['onmepa FOxxepa 6 Axademuu uckyccme 6 Beneyuu...

N Bce xe B uepede BbIWEYNOMSAHYTbIX YHUKaNbHbIX
3KCMNosnuni ocoboe MecTo NPUHAANEXUT NMepPBO, No-
CKOJIbKY OHa AaeT BO3MOXHOCTb MO-HOBOMY OCMBbIC/IUTb
SABNIEHNSA XYAOXECTBEHHON KYMbTYpbl TPArm4eckoro, BO
MHOIOM O4HO3HA4YHO BOCMPUHUMAEMOrO 1 TPAKTYyeEMOro
nepuoga UCTopun eBponenckon umBmMansaummn gsaaua-
TOro BeKa.

Bo BBefeHUM KKaTanory aTon BbICTaBKN €€ OpraHu-
3aTopbl, CNOHCOPbI M KypaTopbl B 4OCTAaTOYHO /TaKOHNY-
HOWM hopMe cTapanmcb 0603HAUMTL CBOK KOHLENUUO
BMOEHNSA UCKYCCTBA HE CKBO3b MNPU3MYy COLUMarbHO-3KO-
HOMMYECKNX, NOEONOrNMYECKNX, NONTUYECKUX MPUYUNH,
nopoauBlnx awmsm, a 4Yepes >XWM3HeCrnoCoOHOCTb
NOA/IMHHOM XYyO0XXECTBEHHOM KYMbTypbl, NCTOPUYECKas

< PEHATO TYTTY30
MNopTpet xupypra MNyanemo MackyanuHo. 1935
®daHepa, macno. 98 x 66. ®parmMeHT

< RENATO GUTTUSO
Portrait of Guglielmo Pasqualino, Surgeon. 1935
Qil on plywood. 98 x 66 cm. Detail

3HAaYNMMOCTb KOTOPOW OMNpPefensieTca MHbIMU, HeXenu
Maeonornyeckne [OKTPUHbI, NPodeCcCUOoHanbHbIMMK
KPUTEPUAMMN CaAMOLLEHHOCTU TBOPYECKOW JIMYHOCTU U
€e ponn BHE Y3KOBPEMEHHbIX IpaHuL, B UCTOPUKN UC-
kycctBa. OHU, aBTOPbI BCTYNUTE/IbHbIX TEKCTOB, HEC/Y-
YaliHO CpaBHMBAIOT 3Ty 3KCMO3MUMIO C COCTOABLUENCS
noYTK NonBeka Hasapg BbiCTaBkon «MckycctBo Utanum
1915-1935», opraHmnsoBaHHoOW Kapno Jliogosuko Pag-
XaHTW. MHOrmMe y4yacCTHMKW TOW BbICTaBKW 3asiBNEHbI
CcBOMMM paboTamu 1 34ecCb, HO B MIHOM KOHTeKcTe. Ha-
30BEM Wb HeKoTopble nMeHa: xopaxuo ae Knpuko,
Kapno Kappa, J/ltouno ®oHTtaHa, Kapno Jlesn, Maccumo
Kantunnen, MapuHo MapuHun, Oxopaxuno MopaHaun, Ha-
koHeu, PAM, [Ixakomo MaHuy, PeHnaTto yTTy30, JXMHO
CeBepuHun. CerogHs nx TBOpYECKOe Hacnegne n3BecT-
HO BCEMY MUpY.

OpraHn3aTopbl 3KCNO3ULMN BKKOYUIN B €€ CO-
cTaB psag 3apy6eXHbiX MAcTepPOB, B TOM 4MC/1e NPOUs3-
BEOEHNS HEMELKNX XyaoxHukoB leopra pocca, OTTO
Oukca, Agonbca Unrnepa, ube MCKYCCTBO TOW MOPbI
npencTaBnano OYeBMAHbIA KOHTPACT MO OTHOLUEHUIO
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Art Beyond Fascism

Alexander Rozhin

Running at Florence’s Palazzo Strozzi until the end of January 2013, the exhibition “The Thirties. The

Artsin | taly Beyond Fascism” features artists who came to public notice aﬁer exhibiting at the Venice

Biennales during Italy’s Fascist era. It provides an opportunity to cast a fresh look at the artistic culture

of this tragic historical period of European civilisation in the zoth century — one with regard to which

there has been little variance of opinion to date among its interpreters and judges.

The Tretyakov Gallery Magazine #1(78) /2023

In their preface to the exhibition catalogue, the curators
tried to concisely express their vision of art — not through
the lens of the socio-economic, ideological or political
causes of Fascism, but through the lens of the vitality of a
true artistic culture. The historical importance of this cul-
ture rests on foundations different from ideological pre-
cepts, on professional criteria such as the autonomous
worth of the creative personality and that personality’s
role outside the constricted temporal boundaries of the
history of art. Significantly, the authors of these introduc-
tory texts compare this new exhibition with the show “Art
of Italy: 1915-1935” (Arte moderna in ltalia: 1915-1935)
organised nearly 50 years ago by Carlo Ludovico Rag-
ghianti. Work by many participants of that earlier ex-
hibition are featured at this new one as well, only in a
different context, among them Giorgio de Chirico, Carlo
Carra, Lucio Fontana, Carlo Levi, Massimo Campigli, Ma-
rino Marini, Giorgio Morandi, and finally, RAM, Giacomo
Manzu, Renato Guttuso and Gino Severini. Today, their
creative legacy enjoys international renown.

MAPUHO MAPNHN
Mnoeeu. 1932. BpoH3a, aepeBo. 113,5 x 43,2 x 50

MARINO MARINI
The Swimmer. 1932. Bronze, wood. 113.5 x 43.2 x 50 cm

- YWao nempPoH
Opy3sbsa B macTepckoit. 1928. [locka, macno. 157 x 126

- GUIDO PEYRON
Friends in the Studio. 1928. Oil on panel. 157 x 126 cm
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The organisers included works by several non-Ital-
ian masters, such as Germany’s George Grosz, Otto
Dix and Adolf Ziegler, whose art of that period stands
in apparent contrast to that of their Italian peers of the
same era. We could also imagine several Soviet artists
of the Stalinist era, like Alexander Deineka, Alexander
Labas or Alexander Matveev, whose works are argua-
bly located beyond totalitarianism, side by side with the
Italians. Thanks to their talent and professional culture,
they were able to rise above historical circumstances
and their ideological environment and resist the drive
towards political enslavement of their personalities. The
spiritual stand-off between the artistic intelligentsia and
the authorities, however, was nothing like a fight to the
bitter end or open resistance. Perhaps the introspective
opposition of the artists came, first of all, in the form of
their loyalty to their artistic vocation and the stance of a
figure who lives, to quote Alexander Pushkin, according
to the principles he has prescribed for himself.

The initiators of the exhibition were faced with a
truly modern challenge: they had to introduce opportu-
nities for talking about art in the language of art, with-
out ignoring specific historical facts and events — the

MAPKMO CUPOHN
Cemba. 1932 (?). XoncT, macno. 167 x 210 x 6,5

MARIO SIRONI
The Family. 1932 (?). Oil on canvas. 167 x 210 x 6.5 cm
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realities of direct or indirect pressure from totalitarian
state power steering the destinies of individuals. With
its chosen arrangement by names and works rooted in
comparison of the leading art schools and centres of
Italian culture of the 1930s, such as Florence, Milan and
Rome, it unleashes our imagination and provides new
insights into the not-yet distant past. To achieve this, nar-
row, dogmatic and consumerist attitudes to art need to
be cast aside.

Looking at the artwork of the period, the viewer
becomes aware of the dramatic disconnection between
the artists and the authorities. History shows us a para-
doxical move away from the entrenched belief that the
most significant and important works of art were created
on commission for royalty, state institutions, the church
or powerful art patrons who ruled through their econom-
ic power. If one remembers the “golden age of Dutch
art”, however, the fairness of such statements becomes
questionable: the Dutch artists were working for private
customers, ordinary citizens, representatives of the mid-
dle classes and guilds — and this did not make their art
less valuable when compared to art that served the in-
terests of, and extolled and immortalised, the state.

- OXOPAXWNO MOPAHAW
HaTtiopmopT. 1929. XoncT, macno. 30,8 x 61,8

-  GIORGIO MORANDI
Still-life. 1929. Oil on canvas. 30.8 x 61.8 cm



AnekcaHap PoxuH

K paboTam BbllleHa3BaHHbIX UTANTbAHCKNX COBPEMEHHMU-
KOB. YMO3pUTENbHO NO3BOINM cebe BOO6pasnTb psaaoM
C UTanbAHLAMUN N HEKOTOPbIX COBETCKUX XYAOXHWUKOB CTa-
JIMHCKOM 3MOXMU, B YNC/€ KOTOPbIX BMO/IHE MOT/M Obl Hali-
TV QocToHoe Mecto AnekcaHap LenHeka, AnekcaHap
labac, AnekcaHgp MaTBeeB, NMpon3BedeHUs KOTOPbIX
TakXXe crnpaBef/iMBO paccMaTpmBaTtb MO Ty CTOPOHY TO-
Tanutapusma. bnarogaps tanaHTy u npodeccuoHanb-
HOW KY/NbType OHM CMOI/IN HE3aBUCUMO OT UCTOPUYECKUX
YCNOBUIA U NAEOMOMMYECKON KOHBIOHKTYPbI MPeofoneTb
OMKTaT MNONUTUYECKOro nopaboLlleHnsa nndHocTu. [y-
XOBHOE MPOTUBOCTOSIHNE TBOPYECKOW WHTENNIUIreHLUN
Bf1ACTU, KOHEYHO, HE HOCM/O XapakKTepa HeNpPUMMpUMon
60pbObI, OTKPLITOrO CONPOTUBIEHUA. BHYTPEHHAS onno-
3MLUMOHHOCTb, HaBEPHOe, Bblpaxkasacb npexae Bcero B
BEPHOCTM CBOEMY NPU3BaHUIO ObITb XyOOXHUKOM, XNBY-
MM, roeops cnosammn AnekcaHgpa lMNywkunHa, no 3ako-
HaMm, CaMUM Hag co60W NOCTaBMEHHbIM.

CnegyeTr oco60 OTMETUTb, UTO MHULMATOPbI Bbl-
CTaBKM peLlasniv akTyasibHyto BO BCEX OTHOLLEHUAX 3a4a-
4y: He UrHOPUPYS nCTopmnorpadrm KOHKPETHbIX hakToB
N CoO6bITUIA, HECOMHEHHOIO MPSMOro UM KOCBEHHOIO
NPecCcuHra co CTOPOHbLI TOTANUTapPHOW rocyAapCTBEH-
HOW BflacTu, NoBeneBaBLen cyabbamu Hapoaa, OTKPbITb
NepcrneKTMBy roBOpmUTb 06 MCKYCCTBE A3bIKOM CamMoro
nckycctea. A ata akcnosumums, ocobasa norvka ee no-
CTPOEHUSA MO MMEHAM, MPOU3BEAEHUAM, CONOCTaB/IEHUIO
BeAYLWMX XYOOXECTBEHHbIX LUKOM, LEHTPOB UTanbsH-
CKOW KyNnbTypbl TpMALaTbIX FO40B MPOLUAOro CToneTmna —
dnopeHunn, Mnnana n Puma — fatotT npocTop Halwemy
BOOOPAXEHMNIO, OTKPbIBAIOT HOBbLIN Yron 3peHus Ha He
Takoe elle ganekoe npownoe. EctectBeHHO, Ang 3T0ro
HEo6XoaAMMO OTPELUMTLCS OT Y3KO/1060ro, gormatmye-
CKOIO 1 MOTPEeBUTENTbCKOrO OTHOLLEHUS K UCKYCCTBY.

MMapa Ha npom3BegeHUs Tex MeT, UCMbITbIBaellb
CNOXHOE 4yBCTBO [paMaTUYEeCKOro pasMeXxeBaHus,
NpoOnCxXoamnBLIEro MexXAay XyAOXHUKOM 1 BnacTbto. McTo-
pUYEeCKMA OMbIT MOKa3blBaeT MapagoKcanbHOe Heco-

VckyccTBO NO Ty CTOPOHY halin3sma

OTBETCTBME YCTOABLUUXCA MNPEACTaB/IEHUIA O TOM, 4TO
Hanbornee 3Ha4yuTesNbHble, MaclWTabHbIE NPON3BeaeHUs
WMCKYCCTBa CO3[aBaiMCb MO 3aKa3y KOPOSIEBCKUX OBO-
pPOB, rOCYyAapPCTBEHHbIX UHCTUTYTOB, LLEPKBU N BCEMOTY-
LWMX MeLeHaToB, o6/1agasBLUmMX BMacTblo geHer. BmecTte ¢
TeM, 4OCTaTOUYHO BCMOMHUTbL 30/10TOM BEK FO//1aHACKO-
ro MCKYCCTBa, YTOObl YCOMHUTBCA B CrnpaBeasiMBOCTU
NOAOGHbIX YTBEPXAEHWA, MOCKO/bKY HuaepnaHackune
XYOOXHUKN paboTanu Ha WMHAMBMAYANbHOrO 3aKas3uu-
Ka, paAaoBOro ropoXaHwHa, NpeactaBuTensa CpeaHero
K/lacca, Ha LuexoBble OBGLUHbI, OTYEero Nx TBOPYECTBO He
CTano MeHee 3HauyMMbIM, YeM TO, KOTOpoe OBCyXMBa-
10 MHTEpEeChbl BMacTU, MPOCAaBAaI0 U yBEKOBEUYMBAIO
ee. DT0T heHOMEH NoaTBEPXAAET 1I0MMKY BbIBOAOB aB-
cTpuiickoro Teopetmnka XIX Beka leHpuxa BénbdnunHa,
yTBepXXAaBLUero, 4To UCTOPUSA UCKYCCTBA Crliaraetca m3
NCTOPUN UCTOPUIA OTAENbHbBIX MAacTEPOB U MX MPOM3Be-
AeHuin. KoHeyHo, peydb MaeT He TOMbKO O >XXaHPOBLIX U
CIOXKETHbIX MNpeanoyvteHmnax obbiBaTenen, o6 opueHTa-
UMM Ha MX BKYC, OCTaBWMM 3TO B CTOPOHE OT OCHOBHOW
uenu ob63opa (P/IOPEHTUNCKON BbICTaBKU. Hac uHTepe-
CyeT npexpae BCero akTyanbHOCTb KOHLENUMM aBTOPOB
3KCMO3MLUUKN He C TOUKWN 3PEHNA nogaym nponsseneHui
onpefeneHHoro nepmoaa, X COOTBETCTBUSA UM Heco-
OTBETCTBUSA MOEONOMMYECKMM OOKTPUHAM TOTANIMTAPHO-
ro rocygapcrBa, a caMa BO3MOXHOCTb CYLLECTBOBAHUSA
MCKYCCTBa, JANEKOro OT YCTaHOBOK Ha O6CNyXuBaHue
NMOSIUTUYECKON BOMU PEXMMA, XYOOXHWKOB, HaXOAMB-
LUINMXCS NO Ty CTOPOHY BnacTtu. lNogasnstowee 60M1bLUNH-
CTBO SKCMOHEHTOB BbLICTABKM BAOXHOBAANNCH uMAeen
CO34aHNA UCKYCCTBA [A/19 UCKYCCTBa, BO BCE BpeMeHa
CO BCEX CTOPOH NOABEPraBLUENCA COMHEHMIO U KPUTUKE.
Tak noyemy xe 3TOT BOMPOC BbI3blBAET HOBbIN PE30HaHC,
B Hero BK/aablBaeTcst 0CobbIi cMbicn? BbicTaBka «ATa-
nbsHCcKoe nckycctso 30-x rogoBs...» AaeT BO3MOXHOCTb
caoenaTb o4epefHyto NMomnbITKY OTBETUTb Ha Hero, MCxoas
M3 3a4a4M NepeoCMbIC/IEHNSA 3BOMIOLNN XYAOXKECTBEH-
HOW KyNbTYPbl CMEHbI UCTOPUYECKUX (ha3, INOX 1 CTUMEN.
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This phenomenon confirms the logic of the conclu-
sions of the 19th-century Austrian theoretician Heinrich
Wolfflin, who argued that the history of art is composed
of the histories of individual artists and their works.
Certainly, we are talking here not only about genre and
narrative preferences of commoners, about catering for
their tastes — let’s not factor these considerations into
the main objectives when considering the Florence ex-
hibition. What we are interested in most of all is not the
modern relevance of the concept of the creators of the
show from the viewpoint of presentation of the artwork
of a certain period or this artwork’s conformity (or lack
thereof) to the ideological dogmas of a totalitarian state,
but rather the mere possibility of the existence of an art
reluctantto become a servant of the political regime, the
existence of artists who placed themselves on the other
side of state power.

The overwhelming majority of the artists featured
drew inspiration from the idea of creating art for art’s
sake — a stance that, at all times, has been questioned
and criticised. Then why does this question again strike
a chord with the public, why has it been vested with
special meaning? “The Thirties. The Arts in Italy Beyond
Fascism” provides a new opportunity to try to answer
this question with a view of re-thinking the evolution of
artistic culture and the process of the arrival of new his-
torical periods, époques and styles to replace the old
ones. Insights into the principles of this process are an-
chored not only in the dependence on changes in social
formations — from primitive communal, feudal, capitalist
systems to a post-industrial era — but also in different
approaches to understanding the principles of art. If one
takes into consideration the choice of the artists fea-
tured at the show and is familiar with each one’s oeuvre,
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AOONb®O BUAAT
ApTypo ®eppapuH. 1929. No3on104eHHbI Mpamop. 60 x 60

ADOLFO WILDT
Arturo Ferrarin. 1929. Marble with gilding. 60 x 60 cm

one can begin studying this problem using a new ap-
proach to such a notion as art for art’s sake.

The advantages of such an approach certainly do
not invalidate established viewpoints and theoretical
formulas. They are pre-conditioned by the necessity of
a special liberation from the stereotypes of politico-eco-
nomic thinking held by a majority of partisan histori-
ans and sociologists, which presupposes independent
judgement with regard to the timeless spiritual and aes-
thetic worth and artistic import of the nature of art.

Considering the concept of the show, it’'s worth
looking at two thematically close sculptures, “The Swim-
mer” by Marino Marini and “Olympic Champion” by Lu-
cio Fontana, both of whom were then, like some others,
at a point of artistic maturity. The ideals cultivated by the
Fascists should be remembered — the cult of brute force
and Aryan spirit, glorification of the superman as the ba-
sis of state power. The images created in those years by
Marini and Fontana show other characters and destinies
and have different strengths; their drama is conveyed
visually. The athletes’ physical might is highlighted not
through a superficial idealisation of abstract heroes, but
in the shapes of the figures of the men who stepped
down from the medal stands, in the sensation of the
heavy burden of athletic records and estrangement
from the outside world. Made of bronze and recalling
somewhat Rodin’s “The Thinker”, the swimmer is seated
in a relaxed pose on a sharp-edged wooden “pedestal”
resembling an upturned obelisk. The visual narrative of
exhausted strength is rendered through a contrasting
combination of materials with different mass and phys-
ical properties — metal and wood — through the shapes
of the figure, modelling of the forms and the angle and
silhouette of the sculpture.

In “Olympic Champion”, made of painted gypsum,
the meaning is conveyed through a different visual
vocabulary: this sculpture is marked by a different ap-
proach to volume, configuration and execution of an ar-
tistic concept. Painting gypsum, Fontana openly imitat-
ed toned bronze, thus lending a certain hardness to the
material used — this is also evidenced by the colour of
the base, which resembles the structure of foliated rock.
The athlete’s frontal position vis-a-vis the viewer, his
pose and lusty forms distinguish this piece from Marini’s
work, although “Olympic Champion” somewhat recalls
Ossip Zadkine’s works.

Giacomo Manzu’s bronze “David” also deserves
attention: the figure of a boy sitting on his haunches,
eyes half-closed, with the lean hands of a blind man that
seem to explore the space in front of him by touch, and
without any ties to his mythical prototype, is a truly trag-
ic image. The mere fact that such a work was created in
Fascist Italy seems incredible. The brilliantly executed
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MACCUMO KAMIMNbN
Lbirane. 1928. Xonct, macno. 96,5 x 75,5

MASSIMO CAMPIGLI
The Gypsies. 1928. Oil on canvas. 96.5 x 75.5 cm

lMocTMXeHNEe 3aKOHOMEPHOCTEN 3TOrO npouecca
NEXNUT He TONbKO B chepe 3aBUCUMOCTU OT USMEHEH W
06LWeCcTBEHHbIX hopMaunii — oT NepBOOLITHOOOLLUNH-
HOro, heofanbHOro, KanutasauCTUYecKoro cTpos Ao
NOCTUHAYCTPUANbHOM 3Pbl, — HO U B MHOW NepcnekTuee
NMOHMMAaHNSA 3aKOHOB WCKYyccTBa. Bbi6op aBTOpOB MO-
Ka3aHHbIX NPON3BeAEeHN, 3HaHWe TBOPYECTBA KaXAao-
ro U3 HUX MO3BONSIOT NPUBAN3UTECA K MCCNEAOBAHUIO
3TOM NPo6aembl C MO3ULNIA HOBOFO OTHOLLEHUSA K TaKO-
MY MOHATUIO, KaK UCKYCCTBO A/19 UCKYCCTBA.

MpenmyLlecTBa Takoro noaxopa, €CTeCTBEHHO,
He nckno4valT 060CHOBAHHOCTb CAOXMBLUMXCS TOYeK
3peHunsa n teopetndecknx dpopmyn. OHM 0B6yCOBNEHDI
HEOBXOAUMOCTbIO OCOBO0Oro poga OCBOOGOXAEHUS OT
CTEPEOTUNOB MOMIUTUKO-IKOHOMUYECKOrO MbILWIEHNUS
OONbLUIMHCTBA @HMaXXMPOBAHHBLIX UCTOPUKOB U COLMO-
N0roB, YTO NpegnonaraeT He3aBUCUMOCTb CYXXAEHUN O
NnpuMpoae NCKYCCTBa B €e BHEBPEMEHHOW Oy XOBHO-3CTe-
TUYECKOW LLeHHOCTU U XyA0XXECTBEHHOMW 3HAUMMOCTH.

O6paTnMCa HaKOHEL, K KOHKPETHbIM npou3Bege-
HWaM, NpeacTaBneHHbIM B Manayyo Ctpouum ona npea-
METHOIro pa3roBopa O KoHLUeNuMn BbiCTaBkU. Bosbmewm,
Hanpumep, 67M3KMe MO TeMe CKYNbNTypHble pPaboTbl
MapuHo MapuHu «Mnoeeu» n Jltouno doHTaHa «Onum-
NMUACKMIA Y4EMNUOH». B TO Bpemsa 3Tn macTepa, Kak 1 pag
OPYyrux, y>Xe BCTYNUAIN B NOPY TBOPYECKOW 3PEenocTu.
HanoMHWM ynTatensm o KynsTMBUMPOBABLUMXCA haLLmn3-
MOM upeanax — KynbTe 6pyTanbHON CU/bl, aPUIACKOrO
ayxa, NpocnaBneHnn cBepxyesioBeka Kak 6asnca Bna-
ctn. O6pa3bl, co3gaHHble B Te rogbl MapuHu 1 ®oHTa-
Ha, OTKPbIBAIOT ApYyrue xapakrepsbl 1 cyabObl, 061agatoT
WHbIMW OOCTOMHCTBAMMW, OHU ApaMaTU4YHbl B CBOEW N/ia-
CTMYecKol BblpasntenbHoctu. Cruna atneTos BonaoLe-
Ha He BO BHELLHe ngeanmsaumm HEKUX repoes, a B n/ia-
CTUKEe PUryp, CNyCTUBLLMXCH C NOO6EAHbIX NbeAeCcTanos;
UYBCTBO THAXENOro 6pemMeHu CMOpPTUBHbLIX PEKOPAOB,
OTCTPAHEHHOCTN OT BHELIHEro Mnupa 3By4unT B UX 06/11-
Ke. BbIMONHEHHbIN B OPOH3e, YEM-TO HaMOMMHAKOLWNA
poaeHOBCKOro «MbicnnTenss», NnoBeL cuamT B paccnab-
NIEHHOW MO3€e Ha XEeCTKOM MO CUAY3TY, BbIPE3aHHOM 13
AepeBa «nbefecTane», KOTopblii Nogo6eH ONPOKUHYTO-
My obenucky. Obpa3Hasa ApamMaTyprus OnyCcTOLEHHOM
CWUNbl PacKpbIBaeTCs B KOHTPACTHOM COYEeTaHUN pasHbIX
no macce, hM3MYECKNUM CBOIMCTBAM MaTepuanoB — Me-
Tanna v gepesa, B nenke urypbl, MOgeIMpoBKe nna-
CTMYecKkoli hopMbl, B pakKypce n CUysTe CKy/bATypbl.
B ckynbntype «ONMMNUNCKNn YEMMNMOH», BbINMOSTHEHHOW
B pacKpalleHHOM runce, o6pasHblii CMbICA nepeaaH
WHbIMW U300pasnTenbHbIMU CpeacTBamMu: 34eCb ApY-
roe oTHolweHne K 06beMy, KoOHUrypauum, UHOW nog-
X04 K peLlleHuno XygoXeCcTBeHHOro 3aMblicia. PoHTaHa
packpackol rmncoBon uUrypbl OTKPbITO UMUTUPYET
TOHMPOBaHHYO 6POH3Y, TEM CaMbIM NpuaaBas onpege-

VckyccTBO NO Ty CTOPOHY halin3sma

NIEHHYIO MPOYHOCTb MCMNOMIb3YEMOMY MaTepunany, o 4em
CBUAETENbCTBYET M LIBET OCHOBaHMS KOMMO3UL MU, HAMo-
MUHAaIOLWNIA CTPYKTYPY CIOUCTOro KaMHs. dpoHTanbHoe
obpallueHue aTnieTa K 3puTento, ero nosa, MolHasa nna-
CTMKa Nenkn OTINYaIKoT 3TO NPOU3BEeAEeHNEe OT CKy/bIM-
Typbl MapuHu, HO B 4eM-TO «OANMMANIACKUIA YEMMNOH»
nepeknukaetca c pabéotamm Ocuna LlagkuHa.

PaccMoTpeHHble nponsBefeHna HeoO6xoanMo Ao-
nonHWUTbL 6poH30BbIM «[daBugom» [xakomo MaHuy. N30-
OpaXKeHHbIN CUASLLMM Ha KOPTOYKaX Masb4mK, C Nosy3a-
KpPbITbIMY F1a3aMu, C XyAbIMU, CIOBHO OLLYMNbIBaIOLWMMN
NPOCTPAaHCTBO nepea cobom pykaMu crienua, HUYEM He
CBSA3aHHbIA CO CBOUM MUPONOrMYECKUM MPOTOTUMOM, —
NOoncTnHe obpas3 Tparndeckmin. Camo nossneHne B a-
wnctcko Utanmm takonm paboTbl KaXeTcsa HEBO3MOX-
HbiM. BnecTdawan nenka cor6eHHol hurypbl pebeHka,
cBeTOoTeHeBasdA MOAENMPOBKA MacTUYECKOn OpMbl
KPYFNo CKyNbATYpbl BOCXULLAIT XYA0XECTBEHHbIMU
KauecTBaMu, BUPTYO3HbIM MacTepcTBoM MaHuy.

MbI ye He 3agyMblBaeMCsH, KOraa U BO UMSA 4ero
CO34aH 3TOT MNPOH3UTEsNbHbIA, Tparndeckun obpas.
OnpepeneHHbIMM YepTaMn NOAOOHOrO CBOCTBA OTMe-
YeHa 1 TeppakoToBada hurypa nexatllier Moogon XeH-
LLMHbI, OCBELLEHHOM conHueMm, — padoTta Aptypo MapTtu-
HW, YB/IEUEHHOIr O C/MIOXHbIMU PaKypcaMu, ABUXEHNEM U
Urpown ceeta un TeHWU. NPOTUBONONOXHOCTL el — paboTa
Apgonbco Bungra — nopTpeTr M3BECTHOro aBuatopa,
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stooped figure of the child and the chiaroscuro model-
ling of the shapes of a round sculpture are fascinating
for its artistic perfection and Manzu’s consummate art-
istry.

We are no longer interested in when and for what
purpose this heart-wrenching and tragic image was cre-
ated. Some such qualities also distinguish Arturo Marti-
ni’s terracotta image of a young woman lying in the sun —
the work of a sculptor fascinated with elaborate angles
and the movement and interplay of light and dark. Adol-
fo Wildt’s sculpture, by contrast, is a piece made of gild-
ed marble, the portrait of a famous aviator who flew from
Italy to Brazil, who is represented with a forceful, fierce
look in the empty sockets of his eyes that looks like a
precursor of the ideology-driven aesthetics of totalitari-
an art of the Fascist period. Such counterpoints are vital
for highlighting the show’s conceptual edge.

Touching on the paintings, perhaps Renato Guttu-
so’s “Friends in the Studio” and “Portrait of Guglielmo
Pasqualino, Surgeon” are the first pieces that corre-
spond with this reviewer’s subjective viewpoint. These
works are representative of the ideas enabling a discus-
sion about art in the language of art — the ideas that
dominate the concept of the exhibition. Artistic imagi-
nation, the feeling of colour and form, drawing and com-
position, space and light are the qualities that enable



AnekcaHap PoxuH

MAPWO TOULM
durypbl ¢ apxuTekTypou. Xoncrt, macno. 116,3 x 72,9

MARIO TOZZI
Figures with Architecture. Oil on canvas. 116.3 x 72.9 cm

&« JXXOBAHHW KOJTACUY4YM
HaTiopMopT ¢ uBeTkoM npoteun. 1937. XoncT, macno. 78,5 x 95

<« GIOVANNI COLACICCHI
Still-life of the Protea. 1937. Oil on canvas. 78.5 x 95 cm

< PAM
WNHpycTpuanbHblin neisax. 1931. [Jocka, macno. 50 x 37

<« RAM
Industry. 1931. Oil on panel. 50 x 37 cm

coBeplumBlero nepenet us Utanum B bpasunnuio, Bbl-
py6neHHbIA B MpaMope, C UCMO/Ib30BaHMEM MO30/10ThI.
CkynbnTypa, n3obpaxaioLas npocnaBneHHOro netymka
C BOJIEBbIM, HEMPEK/IOHHBIM B30OPOM MYCTbIX NasHuL,
CTaHOBUTCA MpeaTevein MAeOoNorn4yeckon 3CTeTUKU TOo-
TanuMTapHOro UCKyccTBa BpemeH dawmsma. Takue KoH-
TPpanyHKTbl Ha BbICTaBKE HEOOXOAMMbI AN YCUNEHNS ee
KOHLEeNTyanbHOM OCTPOThI.

Cpeaun XMBOMUCHbIX NPOU3BEAEHMA HA30BEM W
PaccMOTPUM ML HECKO/bKO, B CU/TY TOrO, YTO chopmaT
OAHHOr0 3KCKypca He No3BOMSAET pacWmpuUTb ero rpa-
HULBI.

MNoxanyn, nepBbIMWM NOMOTHaMW, KOTOpble OTBe-
YaloT CYyOBEKTUBHBLIM LEendaMm 1 3agadam obo3peBaTens,
6ynyT «[Apy3ba B Mactepckoi» un «loptpet xupypra ly-
anbMo [MackyannHo» Kuctn PeHato yTTy30. B HMX BO-
N/IOLLEHbI TE CaMble MbIC/IW, MO3BONSAIOLLME pacCyXaaTb
06 UCKYCCTBE Ha A3blKe UCKYCCTBA, KOTOpble npeBanu-
PYIOT B KOHLENUMWN BbICTaBKU. TBOpUECKOEe BOOOpaxe-
HUe, YyBCTBO LBeTa U (hOpPMbIl, PUCYHKA U KOMMO3MLUN,
NpoCTpaHCcTBa U CBeTa — TO, YTO MO3BONSET HAM BUAETb U
BOCMPUHUMATb MPOU3BEAEHUS XMBOMUCK, CKYMbNTYpPbI,
rpathukun He CKBO3b NPU3My coaepXaTe/bHbIX CIOXKETOB
1 MOTMBOB, TEM M XXAHPOB, @ Ha YPOBHE XYLAOXECTBEHHO-
CTWU UX UCMOJTHEHUS, Ha YUTO MOXET OKa3blBaTb BUSHME
TO/MbKO TaNaHT 1 NpotheCccMoHanbHoOe MacTepPCTBO.

Mpwn aTOM Heo6xoaMmMo nonpo6oBaTb abCcTparmpo-
BaTbCA OT MHOXeCTBa MPUBXOASALLMX MOMEHTOB, KOTO-
pble YBOAAT HAC B CTOPOHY OT Npo6/1eMbl YNCTOrO BOC-
NMPUATUS N MOHUMAHUS HE KOHKPETHbIX UCTOPUYECKUX
YCNOBUWN, @ XXN3HECNOCOBHOCTU NCKYCCTBA HE3aBUCUMO
OT BPEMEHM.

B gaHHOM cniyyae yMeCTHO BCMOMHUTb TEOpeTU-
yeckme paccyxgeHusa O6necTawero pycckoro Teope-
TMKA W XYOOXECTBEHHOro Kputuka Hwkonasa [MyHuHa,
no c/NloBaM KOTOPOro, hakTypa eCTb He 4YTO MHOE, Kak
3pUTENBHO 3aneyaTNIeHHoe MepBoe BreyatneHuwe oT
KapTWUHbI, NPX B3rNa4e Ha KOTOPYIO, eCfiv cpasy nocne
3TOrO 3aKpblTb Nasa, B NaMATN OCTAHETCS rNaBHOe, YTo
n onpegenset NnoHATMEe hakTypbl. BO3MOXHO, UMEHHO C
OAHHOIMO MOMEHTa Ha4yMHaeTCs MpoLecc YyBCTBEHHOIO

VckyccTBO NO Ty CTOPOHY halin3sma

BOCMPUATUS NPOM3BEAEHNSA NCKYCCTBA HE B €ro onuca-
TeNbHOW, NCTOPUKO-NUTEPATYPHOM coOMpaTesibHOCTH, a
yepes OLWyLLIEHMS M NOHMMaHWe Matepuana, CPeacTs 1
NPMeMoOB XyOQOXeCTBEHHOW Bblpa3nTenbHOCTU. Ha atn
0ocob6eHHOCTN paboT PeHato yTTy30, U HE TO/MbKO €ro,
xoTenocb Obl Npexae Bcero coKycupoBaTb Halle
BHMMaHue. XuBonucHas sHepreTMka Kpacok, naactum-
yeckoe pacrnpegeneHne LBEeTOBbIX MAacC BHYTPU KOM-
NO3VLUMOHHOW CTPYKTYPbl KapTuHbl [yTTy30 «[py3ba B
MaCTEPCKOW», KOMOPUCTUYECKNE Banépbl WU, HAaKOHeL,
pelueTka CMHKW KpoBaTK, Ha KOTOPO B Pa3HbIX No3ax
KpecToobpa3HO n3obpaxkeHbl Tpu hurypbl, — peLlleTka,
0603Ha4vatoLas rpaHuLy, No Ty CTOPOHY KOTOPOW Apama-
Tnyeckas rnybnHa obpeTtaeT 0CoByo MCUXONOrMYECKYIo
okpacky. NogobHaa NPOHMKHOBEHHOCTb 34eCb A0CTU-
raeTca nNpexae BCEero XyaoXeCTBEHHbIMU CpeacTBaMu,
He TpebyloWnMmn NMTepaTypHOro NCTONKOBAHUS Xapak-
TepoB n cyneb NepCcoHaXen B KOHTEKCTE UCTOPUYECKON
cUTyaumn. 3T KayecTBa onpeaenstot n YyBCTBEHHbIN
mMarHeTtnsm «loptpeta xmupypra 'yanbmo NackyanmHo».
HepBHasa AnMHaMMKa >XMBOMUCHO CTPYSLLMXCS CKMIagoK
xanarta Bpaya, PUCYHOK PYK N X CEHCOPHOE ABUXEHME,
rnepenuBbl U KOHTPACTbI LBeTa U 3acCTbiBLUEE B 3TOM Oyp-
NSALWEM OKPY>XEHUN COCPEeAOTOHEHHOE, OOpaLleHHoe K
HEKOEeMYy MOCTOPOHHEMY Habnogatento NuuUo AoKTopa
pPAOOM C KapHaBanbHOW Mackol nepeaaroT BoCcnpuaTne
aBTOPOM MopTpeTa Tex Tparnyeckmx ner.
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us to see and feel paintings, statues and drawings not
through the lens of narratives and motifs, themes and
genres, but in terms of craftsmanship — something that
can be influenced only by talent and professional mas-
tery. We have to disengage ourselves from external cir-
cumstances that lure us away from the problem of pure
perception and from understanding the viability of art
irrespective of time period, instead of within a specific
historical context.

It would be apt to recall the theoretical musings of
the brilliant Russian theoretician and art critic Nikolai Pu-
nin, who said that texture was nothing more than a vis-
ually captured first impression produced by a painting,
looking at which, if one closes one’s eyes immediately
after seeing it, one retains in memory the essence of
the work, which defines the notion of texture. Perhaps at
this point, we see the beginning of the process of sen-
sual perception of a work of art not as an aggregate of
descriptive, historical and literary features, but through
experiencing and understanding the materials, means
and techniques of artistic expressiveness.

We can see this in Guttuso’s and other artists’
pieces, as in the picturesque vibrancy of colours, dis-
tribution of colour patterns inside the compositional
structure of Guttuso’s “Friends in the Studio”, its tone
values and, finally, the railing of the bed on which three
figures are depicted crosswise in varying poses — the
railing marks off the boundary beyond which the dra-
matic depth takes on a special psychological colour-

The Tretyakov Gallery Magazine #1(78) /2023
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ation. Such soulfulness is achieved here first of all by
artistic means that do not require any interpretation of
the figures’ characters and destinies within the context
of a historical situation. These qualities also define the
sensual magnetism of “Portrait of Guglielmo Pasqualino,
Surgeon”. The nervous dynamics of the picturesquely
arranged smooth folds on the doctor’s gown, the lines
of the hands and their sensory motion, the interplay and
contrasts of colours, and the doctor’s face, frozen with-
in this agitation, concentrated and directed at a strange
observer — this face beside a carnival mask conveys
Guttuso’s take on the portrait of those tragic years.

Carlo Levi’s “Portrait of de Pisis with a Parrot”, a
piece full of irony bordering on the grotesque, needs
to be explored within the same context, but on a dif-
ferent emotional-psychological level. The painting “Lit-
tle French Soldier”, featuring the same man, de Pisis,
whom Levi represented in a completely different visual
style, produces a different impression, thanks precisely
to the colour scheme. In this piece, too, the main criteria
for fathoming meaning are not descriptive details and
attributes of a specific time period, but their artistic in-
terpretation. In “Female Figure Rising from the Grave”,
a large monumental drawing with coal by Carlo Carra,
the narrative qualities of the imagery and the symbol-
ical, metaphorical essence have the same astonishing
expressiveness as that lent to the graphic, fresco-like,
metaphorical piece by the material itself: the greasy
and flaky coal on thick, ochreous sugar paper; the rigid
structure of the drawing underlying the irreal space in
which the female figure appears.

Massimo Campigli’s small piece “The Gypsies” is
an equally compelling example of pure artistry at play.
The character of the composition, pictorial surface and
visual salience make this oil painting on canvas fit for
enlargement on a considerable scale, provoking the
mind into projecting it onto a larger surface, almost like
a wall painting. Mario Tozzi originally used the qualities
of the material — in this case, too, oil and canvas — in
a small painting “Figures with Architecture”, which,
when printed without an indication of its size, creates
the impression of a monumental and large image. Here,
too, such an impression is initially generated not by
the piece’s narrative but by the artist’s technical skills,
the harmony of proportions and the vision of space
and light and dark arrangements. Or, for instance, the
still-lifes of Giorgio Morandi, which, in effect, represent
self-portraits of the artist’s states of mind. For several
decades, he painted the same household objects, but
the colour gradations, changes in the degree of illumi-
nation of the pictorial spaces and the habitual place-
ment of objects in a frontal position in relation to the
viewer create an emotional saga about Morandi’s life.
Similarly, paintings by Gabriele Mucchi, Giovanni Co-
lacicchi, Gino Ghiringhelli, Vinicio Paladini, Pippo Riz-
zo, Gigi Chessa and Mario Sironi offer opportunities
to consider the characteristics of art for art’s sake,
and for conversation about art in the language of art.
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APTYPO MAPTUHU
XKeHwuHa nog conHueM. 1930. TeppakoTa. 44,5 x 148 x 68

ARTURO MARTINI
Woman in the Sun. 1930. Moulded terracotta. 44.5 x 148 x 68 cm
<« JHOYNO OOHTAHA

Onumnuiicknii YemnuoH. 1932. KpaweHblii runc. 121 x 92 x 70
<« LUCIO FONTANA

Olympic Champion. 1932. Coloured plaster. 121x 92 x 70 cm
JXXKAKOMO MAHLLY

[Oaeua. 1938. bpoH3a. 48 x 58 x 53

GIACOMO MANZU
David. 1938. Bronze. 48 x 58 x 53 cm

VckyccTBO NO Ty CTOPOHY halin3sma

B TOM e KOHTeKCTe, HO Ha MHOM 3MOLMOHAasb-
HO-MCUXONOMMYECKOM YPOBHE cnefyeT paccMaTtpuBaTth
MCMOJTHEHHbIA MPOHUN, MepexoaaLlen B rpoteck, «op-
TpeTr xyaoxHuka dununno ge lucuca ¢ nonyraem»
knctn Kapno Jlesu. [ipyroe BnevatneHue, 6narogaps
MMEHHO >XMBOMWUCHOM CUCTEME, BO3HUKAET OT KapTu-
Hbl «ManeHbkuii paHUuy3Cckun conpaT», M3obpaxa-
owen toro camoro lNumcmca, KOTOporo abCcontoTHO B
MHOW n3o6pasnTtenbHon cTuanctmke Hanmcan Jlesu. U
ONATb MNaBHbIM KPUTEPMEM BOCMPUATUSA CMbICA 3AECh
ABNKAIOTCA He onucaTtesibHble Aetann u aTpubyTbl KOH-
KPETHOro BPEMEHMU, @ UX XyaoXXeCTBEHHAA TPaKTOBKaA.
OpamaTypruyeckue kadyecrtsa o6pasa, CUMBO/INMKO-Me-
Tachopuyeckaa CyTb MOHYMEHTASIbHOrO MO XapakTepy
6onblioro pucyHka yrnem Kapno Kappa «Bocxoasuasa
M3 MOrW/bl» MOpaxaltT TOW Xe BblPa3nTEbHOCTbIO
3BYyYaHU4A, KOTOPYO npuagaeT rpadmyeckomn, nogooHom
hpecke, MeTadhopuyeckomn paboTte cam matepunan. Xup-
HbIA M CbINYYMIA Yrosb Ha NIOTHOM OXPUCTON caxapHou
6ymare, XeCcTkas KOHCTPYKUWS pUCYyHKa onpenenstor
nppeanbHylO MNPOCTPAHCTBEHHYIO cpeay, B KOTOPOW
nosaABnseTcsa XxeHckasa gurypa. K ctonb xe gpkum npu-
MepaM BOMMOLEHUA XYAOXKECTBEHHOCTU KakK TaKoBOW
OTHOCUTCA Hebosbllasa No pa3Mmepy KaptuHa Maccumo
Kamnunbu «LbiraHes». HanncaHHas MacnsHbIMKU Kpacka-
MU Ha XONICTe, OHAa MOXET BblAepXaTb 3HaYUTeNbHOe
yBenuuyeHune 6narogaps xapaktepy KOMMO3ULMKN U XN-
BOMUCHOW MOBEPXHOCTWU, BU3yanbHON penbedHOCTH,
UYTO MO3BONAET MbIC/IEHHO Kak Obl NpoeunpoBaTb U30-
6paxeHne Ha 60/bLUYIO MIOCKOCTb, U 3TO POAHUT €€ CO
cTeHonucbto. [o-cBoeMy ucnonb3yeT KadecTBa marte-
pvana, B AaHHOM C/ly4yae TakXe Mac/IAaHOM XUBOMUCU
Ha xoncte, Mapuo Touun B ManeHbkom kaptuHe «dury-
Pbl C aPXUTEKTYPOMN», MPU PenpoayLnpoBaHMmn KOTOPOM
6e3 ykKasaHusa pasMepa BO3HWKAeT Oyl eHNne MOHY-
MEHTanbHOCTW, MacliTabHOCTH nzobpaxeHuns. N 3gecb
nogobHoe BnevyatieHne WN3Ha4vanbHO CBA3aHO He C
CIOXXETHO-CoAepXXaTe/IbHOM  KaHBOW MNpou3BeeHus,
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KAP1O TEBU
Moptpet ®ununno ae NMucuca c nonyraem. 1933
XoncT, macno. 60,5 x 50

CARLO LEVI

Portrait of Filippo De Pisis with a Parrot. 1933
Oil on canvas. 60.5 x 50 cm

LJXKWHO AXNPUHXENTN
Komnosuuumsa N° 7. 1934. XoncT, macno. 73,5 x 60

Gino GHIRINGHELLI
Composition No. 7. 1934. Oil on canvas. 73.5 x 60 cm
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KAP1O KAPPA
Bocxoaswaa ns morunel. 1938-1939
Yronb Ha caxapHoii 6ymare, HakneeHHol Ha xoncT. 181,5 x 99,5

CARLO CARRA
Female Figure Rising from the Grave. 1938-1939
Charcoal on sugar paper glued onto canvas. 181.5 x 99.5 cm

- PEHATO TYTTY30
Apy3ba B MacTepckoit. 1935. [locka, macno. 62 x 77

= RENATO GUTTUSO
Friends in the Studio. 1935. Oil on panel. 62 x 77 cm

The exhibition included sections devoted to design and
the applied arts, as well as documents and materials
related to the history of architecture, cinema and pho-
tography of that period — an array of artefacts that pro-
vide viewers with the opportunity to form an objective
panoramic view of the times and to make their choice.
The oeuvre of some of the featured artists has
long become part of the history of 20th-century world
art. Some remain within the century’s temporal bounda-
ries, others have progressed into the future — this latter
group includes, in our opinion, Lucio Fontana and Carlo
Carra, Marino Marini and Giorgio Morandi, Henry Moore
and Francis Bacon, Wassily Kandinsky and Vladimir Tat-
lin, Joseph Beuys and Oskar Schlemmer, Henri Matis-
se and Georges Henri Rouault, Pablo Picasso and Joan
Miré. We may be underestimating other artists, whose
artistic legacies we still view through the lens of histor-
ical stereotypes. The exhibition at the Palazzo Strozzi
in Florence will, | hope, help modern art historians and
critics to further disengage themselves from the spell of
literary illusions.
Published: Tretyakov Gallery magazine. 2012. #4.
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a C TEXHUWYECKMM MacCTepCTBOM, FapMOHMWEN Mponop-
UM, BUAEHNEM NPOCTPaHCTBEHHON, CBETOBO3AYLLIHOM
cpeabl. Unun, Hanpumep, HaTiopmopTbl IXxopaxuno Mo-
paHau, KoTopble Nogo6HbI aBTOMOPTPETaM COCTOSHUA
AYyWK XyAoXHuka. Ha npoTaxeHuM HecKONbKuxX fe-
CATUNETUI OH MCMNO/b30Bas OAHU U Te Xe NpegMeThl
aomalluHero obuxona B cBoei xunsonucn. OgHaAKoO Ko-
NopuUcTUYECKMe rpagaunm, U3SMEHeHUsa CTeneHn ocee-
LEHHOCTN >XUBOMUCHOrO MPOCTPaHCTBa, Npeunmylle-
CTBEHHO (PPOHTa/IbHO PACMO/IOXEHHbIE MO OTHOLUEHUIO
K 3puTento o6bekTbl N306paxKeHns BbICTpanBaloTCca B
3MOLMOHASBHYIO cary XusHu MopaHaw.

MHormne oTInYnTENbHbIE KaYeCcTBa UCKYCCTBa ANA
WCKYCCTBa NULb 4YaCTUYHO O06O03Ha4YeHbl B 3TOM KpaT-
KOM, OO30pPHOM TEKCTe, B KOTOpPbIi He BOLWMNO npea-
CcTaBneHne Lenoro psga MHTepPeCcHbIX NPOU3BEAEHUN,
KOTOpble MO/ 6bl CTaTb AOCTOMHbLIM NPOAO/IKEHUNEM
paccMOTpEHMSA BbllLleHa3BaHHbIX PaboT, HarNAaHON un-
NtocTpaunernt KOHCNEeKTUBHO 0603HAaYeHHbIX 3a4ay pas-
roeopa 06 UCKYCCTBE Ha A3blke NCKyCCTBa. B nx uncne
AO/MKHbI 6blNM OKa3aTbCA KapTuHbl [abpuane Myuyuu,
[xoBaHHM Konacunuun, xmnHo dxupuHxennun, BuHu-
umo Managuuu, Nunno Puuuo, Oxnaxu Yecca, Mapuo
CUpOHM...

VckyccTBO NO Ty CTOPOHY halin3sma

TBOpYECTBO psga YYacTHUMKOB [ABHO BOLWIO B
UCTOPUIO MUPOBOIO UCKyccTBa XX BEKa, OOHU U3 HUX
OCTannCb B €ro BPEeMEHHbIX rpaHuuax, gpyrue nepe-
warHynu B 6yayliee, B UX YMcCrie, Ha Haw B3rnag, Jlroumo
®doHTaHa n Kapno Kappa, MapnHo MapuHun un [>xopaxuo
MopaHau, l'eHpu Myp n ®psHcuc bakoH, Bacununin Kahn-
AMHCKWiA n Bnagumunp Tatnue, Mosed Boiic n OTTo Line-
mep, AHpun Matucc n XXopx Pyo, MNa6no MNMukacco n XyaH
Mwupo. Bo3MOXHO, Mbl HEAOOLIEHUBAEM ApYrux Macrte-
pOB, Ha XYAOXEeCTBEHHOE Hacneauve KOTOpbIX Mbl BCe
eLle CMOTPMM 4Yepe3 NpUsMy UCTOPUYECKUX CTEPEOTU-
noB. ®nopeHTninckas BbicTaBka B [lanauyuo Crpouun,
HageCb, NMOMOXET COBPEMEHHbIM MCTOPMKAM UCKYC-
CTBa U XyAOXECTBEHHbIM KPUTUKaM caenatb nocneayio-
e waruv u3s naeHa nMtepaTtypHbIX UATI03UA.

B 3aknio4dyeHme pobaBuM, YTO 3IKCNO3umumsa
«UTanbaHckoe unckyccteo 30-x rogos, Mo Ty CTOPO-
Hy hawmnsma» BKIOYana B cebsa pasgenbl gusariHa u
OEKOPATUBHO-MPUKIaQHOrO MCKYCCTBa, a Takxe ak-
Torpaduyeckyio AoKyMeHTauuto, matepuansl U3 UcTo-
pun apxXuTeKTypbl, KuHemaTorpada u gotorpadum Tex
NeT, YTO NO3BONASAET 3PUTENO NPeacTaBUTb 0ObEKTUB-
HYIO KapTUHY BPEMEHU N caenaTb CBOW BbIGOP.

Ony6nukoBaHo: TpeTbsikoBckas ranepes. 2012. N°4.

TpeTtbsikoBckas ranepes N°1(78) /2023

159



MockoBcKuM

JoM AxMaToBoM

[1oM aHTMKBApPHOM KHUIK
B HUKMTCKOM




In

Memoriam.
OCTaHOBJIEHHOE
BpeM

NHXxeHepHbI Kopnyc, 3-11 aTax | 6+ | www.tretyakov.ru

o~
N
Y
o
=
>
(0]
o
)
C
=
=
v
O
I
=
= |
>
o
o
@
—

= @
&
:

TpeTbskoBCcKasa 26 O 4 —

ranepes )

JlaBpylunHCKniA nepeynok POCCHICKON DEATTALIAI 1 6 . O 7. 2 O 2 3

Moanepxka npoekTa MHpopmaLmoHHas noaaepxka

[A3MPOMEAHK . S VCKYCCTBO  Reckee
Tacc




NcKyccTBO
XX BeKa.
[locTOoAHHAaA
3KCNOo3numa
B HoBown
TpeTbakoBKe

Kynute 6unet

HoBaga
TpeTbaKoBKa

KpblMCKVlVl Ban POCCHMMCKOM OEAEPALLMM

| 12+ | www.tretyakov.ru

Kpbimckuwn Ban, 10

Peknama




