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YEPEMOBELIKMI MY3EV - OZINH 13 CTAPEMLLX MY3EEB, BO3HMKLLMX SO ¥ e AL Wl
"lEPE"OBE“KUE HA CEBEPE POCCWM: OH OTKPbIICA B 1870 FOAY. 3TO Bblj1 BTOPOK Sl - A o
MY3EW, CO3[AHHbIN B HOBIOPOJCKOW I'YBEPHWW, HA TEPPUTOPUN ol - o

MY3ENHOE

KOTOPOW HAXOAWJICA B TO BPEMSA FOPOJ, YEPEMOBELL OCHOBATEJIS-

0bbEJUHEHUE

AHTEN

XVIII Bek

[lepeBo, neBKac, Temnepa
62 x 41 x 14,5

ANGEL

19th century

Wood, gesso ground,
tempera

62 x41x 145 cm

30N0TAA KAPTA POCCIN

CBATOW HUKOAM
4YYAOTBOPEL, »

Koneu XIV - Hauano XV Beka
[locka, neBKac, Temnepa

46,5 x 39

ST NICHOLAS,

THE MIRACLE-WORKER »
End of the 14th -

beginning of the 15th century
Panel, gesso ground, tempera
46,5 x 39 cm

MW MY3ESI CTAJI TOPOACKOW FO/I0BA MBAH AHAPEEBNY MUNOTUH
(1829-1907) M U3BECTHbIN YYEHBIV-®ONbKJIOPUCT, YPOXEHEL, YEPE-
MOBELIKOIO YE3JA ENNMNAN®DOP BACUJIbEBMY BAPCOB (1836-1917),

MEPEAABLUMI TOPOAY CBOW JINYHbBIE KOMIEKLNW.

®oHa YepenoBeLKoro Mysest Ha MO~
MEHT OTKPbITUA COCTaB/AN OKOMO
4000 npov3BeseHniA, NOCTYMMBLLNX
OT COpoKa ogHoro niobutensa wuc-
KycCTB W pepkocTeil. na cpasHe-
HUS - coBpeMeHHoe cobpaHue Ha-
cunTbiBaet 6onee 400 000 eaunHuy
XpaHeHus. B nepBble gecATunerna
CyLLLeCTBOBAHWA My3en NOnoiHeHne
KONNeKuMn Mnpoucxoauno u3 pas-
HbIX UCTOYHMKOB, B TOM yuncie 6na-
rosapsA apxeonorMyeckuM, uctopu-
KO-3THOrpaMyecKkMM 3Kcneamun-
AM, JapaM YacTHbIX NINL,..

B 1914-1915 ropax B ropoa-
CKOW My3eln noctynuno cobpaHue
3BaKympoBaHHoro 13 Baplasbl My-
3es neib-reapaum Jutosckoro non-
ka. Mocne peBontoumm cobpaHue
yBeNMYMBaNOCh 3a CYeT MoCTyne-
HWA 13 3aKPbIBLUMXCA LlepKBen U
MOHacTblipeit, u3 focyaapcTBeHHOro
My3eiiHOro (OHAa, LEHTpasbHbIX
my3eeB Mocksbl, JleHnHrpaga u T.4.
B 1926 roay my3eii ctan obnagare-
neM KOMNeKUMUN XyA0XeCTBEHHON
6poH3bl kHA3A C.C.A6amenek-J1a3a-
peBa, COCTOALLeN M3 TPUALATU 0f-
HOro npeAMeTa - OCBETUTENIbHbIX
npnbopos, KaHzensbpos, AeKopa-
TVMBHbIX Ba3, 4acoB, WUCMONHEHHbIX
(hpaHLYy3CKMMU 1 PYCCKUMK MacTe-
pamu XVIII-XIX Bekos. B 1928 rogy
My3eto nepeAaHbl LieHHble rpaBiopbl

W NpeAMeTbl AeKOPaTUBHO-NPUKNAZ-
HOro uckycctBa: tapdop, mebenb,
Xyf0XKeCcTBeHHoe NMTbe, OpoH3a,
npviHagnexaslwme U3BECTHOMY MC-
TOPUKY,  YJIeHY-KOpPPeCnOHAEHTY
Akagemun HayK, ypoxeHuy Yepe-
nosua H.J,.Yeuynuny.

Konnekuma pycckon »xusonu-
cn KoHua XVIII - Hayana XX Beka
topmumpoBanacb B 1920-1930-e
rogbl. 3 JleHuHrpaackoro otaene-
HuA My3eliHoro ¢oHga B 1926 roay
Obinn BblaaHbl nonotHa K.E.Makos-
ckoro, ®.A.bpoHHukoBsa, U.M.Cteda-
HoBcKoro, 13 [ocysapcTBeHHOro
Pycckoro mysesa nocrynunm «lopt-
per KHArmHu LlaxoBckon ¢ poue-
poto» (1807) kuctn [.IJleBuuKoro,
«lopTpeT BeNMKoW KHAXHbI Mapun
MaBnoBHb (1800-€), HanncaHHbIN
B.J1.bopoBukoBckum, «optpert rpa-
ta lManena» (1903) - stioa W.E.Pe-
MMHa K KapTuHe «Top)KecTBeHHOe
3acegaHue locygapctBeHHoro CoBe-
Ta ..». Mysein AkafeMnn XynoxecTB
nepejan AVMIOMHble U KypCOBble
paboTbl cBOMX ObIBLUMX Y4EHUKOB,
YAOCTOEHHble Harpaj u Mmepanem:
«flBneHne  aHrena  mactyxam»
MN.C.MetpoBsckoro, «Bua ropoaa Pe-
Bens» Al.boronto6oBa, «KynauHblii
6oii Ha MockBe-peke» b.M.Kyctoau-
eBa, «[lpnesn nHoctpaHues B Poc-
cuio» KA.Bewwunosa, «LibiraHka»
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N.®.Mopduposa n apyrve. B 1965
rogy cectpbl xyaoxHuka E.N.Cronu-
Lbl, aKaZileM1Ka Nen3axHom K1Bonu-
cn, ydeHnka A.V.KyuHaxu, nogapunu
nocne cMeptun 6pata LeCTbAeCAT ero
KapTuH. Pabotbl H.A.KacaTtkuHa,
B.A.Cepoga, K.A.Kpbixuukoro,
AA.CBegomckoro u B.K.banbiHuuKo-
ro-bupynu Bownu B My3eiiHoe cobpa-
Hve B 1970-e rogpl B umcne Apyrux
Npov3BeAeHNA N3 YaCTHON KOnneK-
LMW Hallero 3emM/sAKa, pectaBpaTopa
Pycckoro my3esa n Mysea Akagemun
xypoxects M.H.Mapkosa.

usonucb n rpadmka XX Beka
npeAcTaBfieHbl TBOPYECTBOM KaK U3-
BECTHbIX POCCUMINCKMX MacTepoB -
B.A.BetporoHckoro, B.B.MumeHoBa,
A.B.MNanTteneesa, E.E.MouceeHkKo,
A.®.MNMaxoMoBa, TaK U MECTHbIX BOJIO-
FOACKNX XyA0XHUKOB. B My3ee co3aa-
ercA TaKKe M KOMIeKUMA HanBHOMO
NCKyCCTBa BOJIONKaH.

HapogHoe TBOpuecTBo - MHTe-
pecHeLwasn 4acTb YepenoBeLKoro co-
OpaHunsA, oTpaxatowasa MHoroobpa-
31e peMeces U NPOMbIC/IOB, ObITOBAaB-
WKX Ha TeppuTOpWUM pervoHa, npu-
€MOB U TeXHMK, CpOopMMpOBaBLUMXCA
B Kpae. [lpeameTbl HAPOAHOIO UCKYC-
CTBa [eMOHCTPUPYIOT CTUIMCTUYEeC-
K1e 1 XyLoXecTBeHHble 0COBeHHOC-
T, npucylme mMactepam Bonoroguu-
Hbl, U B 4acTHOCTM YepenoBeLiKoro
pervoHa. B mysee dopmupyetca pas-
HooOpa3Han KonneKuMs aBTOPCKOW
KYKbl = OT KPeCTbAHCKMX TpAMWY-
HbIX J0 COBPEMEHHbIX MHTEPbEpPHbIX,
TeaTpanbHbIX, BbIMONHEHHbIX B CTU/e
mMoAepH. [NocTtoaHHO mononHAlwan-
CA HOBbIMW «repofMU» N KrepouHA-
MU» KONeKLMA M3ymaseT nocetmre-
neii My3es MacTepCTBOM XYAOXHW-
KOB-KYKOJIbHNKOB.

HayyHas u 6ubanorpaduyec-
KaA LeHHOCTb (oHAa MaMATHUKOB
MMCbMEHHOCTM — CTaponeyaTHbIX
KHWUT M KHWT Tpa)KAaHCKOW mevyatu
XV-XX BeKOB - 0TMeYeHa MHOrMMmu
yyeHbIMU. [leBATb KHUTM Knupunanyec-
KUX N3AaHWUIA NPU3HaHbI YHUKaNbHbI-
MW, eBATHAALATb — OYeHb PefKUMM.
MHoruve knurun XVIII Beka nmetot Bna-
AenbyecKne Haanucu u asTorpadbl,
HanpuMmep KHA3A MBaHa [onropyko-

Ba, apxumaHngputa Kupunno-beno-
3epcKoro MoHacTblps Moacada Kap-
nMHCKoro, pektopa AnekcaHapo-Hes-
cKo akagemuu Anekces Npotacosa,
pekTopa MockoBckol CnaBsHo-rpe-
KO-NnaTUHCKON akajemuun Bacunua
Tpeanakosckoro. B noglumeke xyp-
Hana «BectHuk EBponbi» 3a 1817 rog
Ha OAHON M3 CTPaHWL, HayepTaHo, Be-
POSAITHO, PYKON M3BECTHOrO Mo3Ta
KoHctaHTMHa HukonaeBuua batiow-
koBa: «Kto GouTcs cmepTu, TOT ele
He MCMpaBw NOPOKOB, fOOPOI OXK-
[laeT ee, KaK rocTblo, U pagyerca ee
NpUBAVKEHNIO, HafeACh JOCTUTHYTb
BEYHOMO MPUCTaHULIA W Harpagy 3a
nobpble genan.

®opmuposaHme ¢doHAa nucb-
MEHHbIX MICTOYHUKOB Ha4anocb cpasy
nocse co3faHuA My3es 1 NpojonxKa-
€TCA NOHbIHE.

Mysein xpaHut KHurm XVIII-
XIX BekoB cembu BepewaruHoix,
npuxm3sHeHHble ngaHua Uropa Ce-
BepsAHUHa. B cocTaB HayyHol 6ubnu-
OTEKM BXOAWT MeMopuanbHas 6ubnu-
oTeka akagemuka M.[1.AnekceeBa -
OKOJ1I0 CEMM ThICAY PeAKUX U3LaHUI
Mo NTepaTypoBeAeHUIO U A3bIKO3Ha-
HUK Ha PYCCKOM W WMHOCTPaHHbIX
A3bIKax: aHMMNCKOM, (paHLy3CKOM,
HeMeLKOM, WTaIbAHCKOM, MWCcnaH-
cKoM, GonrapckoM, cepOcKoM, Xop-
BATCKOM, NONIbCKOM. Ha MHOMMX KHU-
rax - asTorpatbl M JapCTBEHHble
Haanucm.

HecomHeHHoW ropgoctbio Yepe-
MOBELKOro My3eiiHOro 00beAnHeHNs
ABNAETCA KONNEKUMSA NaMATHUKOB
PYCCKOW MNpaBOC/aBHOWM KyfbTypbl.
MHorune 13 HMX U3BECTHbI AaNeKo 3a
npegenamMu Poccum: MKOHbI  Kak
4acTb PYCCKOI HALMOHANIbHOM AyX0B-
HOW KynbTypbl 3KCMOHMPOBANUCh Ha
BbicTaBKax B [1apuike, XeHese, leHye,
®nopeHumnn, BatukaHe, AnoHum, Ha
Kunpe.

Bonblwoi Bknag B popmuposa-
HVMEe U K3yyeHne MyseinHoro cobpa-
HMA OblN caenaH AvpekTopoM Yepe-
NOBELKOrO KpaeBefyeckoro Myses
KopHenvem KoHctaHTMHOBMYeM Mo-
po3oBbIM (1902-1980) u nckyccto-
BefgoM KnaBamenn MuxannosHoi by-
xapuHoit (1894-1964).

<« MYYEHUK
XPUCTO®OP
Btopas nonosuHa
XVII Bexa
[lepeBo, neBKac,
Temnepa

180 x 58,5

<« ST CHRISTOPHER
THE MARTYR

Second half of the
17th century

Wood, gesso ground,
tempera

180 x 58,5

MNAWAHULA
«MONTIOXKEHUE

BO FPOB»

1655

Xoncr, Wwenk, KaMka,
30M10THble U cepebps-
Hble HUTU, NNLEeBOe
wnTbe

159 x93

SHROUD. ENTOMB-
MENT

OF CHRIST

1655

Linen, silk, embroidery
159 x93 cm

3a 6onee yem 100-neTHIOO UC-
Topuio y YepenoBeLKoro My3esi Me-
HANUCb HAa3BaHWA U CTaTyC, NOABNSA-
nvcb HoBble oTaenbl. OH 6bin ropoa-
CKMM, 3aTeM rybepHCKMM, panoH-
HbIM, B Aa/IbHENLLIEM — OKPYXKHbIM 1
BHOBb ropofckuM... CerogHsa 3To
KpynHoe My3eliHoe 00beauHeHue,
B KOTOPOE BXOASAT BOCEMb My3eeB,
BbICTaBOYHbIV 3a/, Hay4yHasa 61bau-
OTeKa U Hay4HbI apXuB.

MNpu oTKpbITUK YepenoBeLKuin
My3eil He umen Aaxe cobCTBEHHOro
3/1aHUs; NepBas 3KCNo3MLUma pasme-
wanacb B Hebonblon - Bcero 15
KBaApaTHbIX METPOB — KOMHaTe B e~
peBAHHOM aome «CofAHOrO ropog-
Ka» Ha TeppuUTOpMM rOpoACKOro ca-
na. Tonbko B 1898 rogy ans Hero no-
CTpOMAKN chneunanbHOe KaMeHHoe
3/aHMe Ha AneKcaHApOBCKOM npo-
cnekte. Ceityac o6beaviHeHu0 Npu-
HaANeXUT He OAUH [LeCATOK CTpoe-
HUIA, Cpean KOTOpbIX — MaMATHUKK
ApPXMTEKTYpbI, B TOM uncie v dege-
panbHOr0 3HAYeHWs, HanpuMmep Ae-
peBAHHaA uepkoBb XVII Beka Css-
Tntena Hukonas (1673) B cene Au-

MUTPMEBO U LiepKoBb YcneHus lNpe-
cBATon boropoauubl (1694) B cene
Henasckoe.

B 1990 roay myseto 6bin nepe-
AaH YHVKanbHbIA NaMATHUK MCTO-
pUW, KynbTypbl U apXUTEKTYpbl Ha-
yana XIX Beka - GbiBWAA 3aropoa-
HasA ycaabba HOBropoACKUX ABOPSH
lanbcKux. 3TO eAnHCTBEHHANA NoMe-
wmybA ycaagbba Ha TeppuTOpuM
ObiBlWEro YepenoBeuKoro yesaa,
rae COXpaHUANCh BCe XWible U X0~
3s1CTBEeHHble nocTpoiku. Ocobyto
NCTOPUKO-apXUTEKTYPHYIO  LieH-
HOCTb MMeeT JiepeBsHHbI 6apcKuit
AOM, 3aMeyaTenbHblii 06pasel, pyc-
CKOro Knaccuumsma, naMATHUK de-
AepanbHoro 3HayeHus. B ueHTpans-
HOWM YacTu pacrnonoxeH LWeCTUKO-
NOHHbIV MOPTUK AOPUYECKOrO Opae-
pa, NOAHATLIA Ha BbICOKUI LLOKOSb,
paBHbIl BbICOTE MEpPBOro 3Taxa.
TpexyacTHble OKHa yKpalleHbl CTPO-
rmMn HanuuHukamn. HOxHbin da-
caj, YC/OXHEeHHbI pusanuTamu,
nmeetr Gonee KaMepHbll 06JUK.
3pecb ncnonb3oBaH A0BOMBHO pea-
KW NpueM KONOHHaAbI - ranepen C

6anKoHoM-Teppacoi HaBepxy. BHyT-
Py loMa COXpaHMNOCh aHhUnagHoe
NOCTPOEHME; A0 HALIWX JHEN A0LLIN
B LLe/IOCTV NecTHULA C nepunamm u
ToyeHbIMM BanAcuHamu, Bedyllas
Ha BTOpPOM 3TaX, uneHyaTble aBe-
pu, KadenbHble neyu.

B HacTosALwee BpemA Ha Teppu-
Topun GbiBlIel ycaabbbl, pacnono-
KEHHOI B CaMOM LieHTpe ropoAa, Ha
6epery peku LekcHbl, BeayTca pa-
60Tbl MO CO3AaHUI0 UCTOPUKO-3THO-
rpadpuyeckoro Mmysesa «Ycagbba
[anbCcKmx»; 3KCNo3mMuUMA paccKaxeT
0 ObITOBOM yK/afie pycCKUX rnome-
wmkoB XIX BeKa, 0 ®M3HU 1 cyabbax
npeactaButeneit poaa lanbckux.
BoccraHaBnvBatoTeA cag v nensax-
HbIi napK. B uncno o6bexToB, Kpo-
me GapcKoro 0Ma, JoMa ynpaBnsio-
LLiero 1 caloBHUKA, BOMAYT XO3ANCT-
BEeHHbIe NOCTPOVIKM: NIIOACKME 136bl,
KpecTbsiHCKMe [oMa, ABa ambapa,
LIOpPHAA MacTepcKas, KapeTHUK, e~
peBATHUK, KOHIOLIHMW.

B 6biBLIMX 6apCKMX KOHHOL-
HAX yXXe ceyac coaeparca nolua-
AW pPbICUCTBIX NOPOJ, @ Ha TeppuUTO-

30/10TAA KAPTA POCCII = RUSSIA’S GOLDEN MAP 11
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YCNEHUE
BOrOMATEPU
1660

[epeso, nesKac,
Temnepa

107 x 69

THE DORMITION
OF THE VIRGIN
1660

Wood, gesso ground,

tempera
107 x 69 cm

LIAPCKWE BPATA »
Hauano XVI Beka
JlepeBo, pe3b6a,
no3osnora,
VNKOHOMWUCHbIE
Knenma

210 x 122

HOLY GATES »
Beginning of the
16th century
Wood, carving,
gilding, with icons
210 x 122cm
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puu  Myses-ycagbbbl paboTaer
LUKONa BEPXOBOW e34bl ANA AeTei 1
B3pocnbix. PaspaboTaHbl 1 geiict-
BYIOT KOHHO-BEpPXOBble W CaHHble
MapLUpyTbl MO KpacuBeWLIUM Mec-
Tam BonorogumHel. 3umMHMe Mapuu-
pyTbl NPOXOAAT No Tepputopun Kun-
PUNNOBCKOrO paiioHa 1 npeaycmart-
puBaioT noceueHne Kupunno-be-
N03epCcKoro Myses-3anoBefHUKa U
My3es c¢pecok [uoHucus (Pepa-
MOHTOBO), IeTHNE ~ N0 TeppPUTOPUN
YepenoBeukoro u Kapynckoro
paiioHoOB C MocelleHneM AepeBHU
BnagmmupoBKa, pacnonoxeHHoii B
KMBOMUCHOM MecTe B OKpYXeHWUu
necoB, Ha bepery pek AHgoru u Cy-
Abl. 3necb, B 30 Kunometpax ot Ye-
penoBua, B ABOPSAHCKOW ycaabbe
JloTapeBbIx, B UMeHWVW CBOEro AAAN
Mwuxauna lMetpoBunya, nposen aer-
CKMe 1 loHOLIeCKMe rofbl 13BecT-
HbI pycckuid noaT Uropb Cesepa-
HWH. YynecHas npupoga 3Tnx Mect
oCTaBMNla HeW3rMaauMblii cnep B
Aylle toHowu 1 npobyauna B HeM
nosTuyeckoe BAOXHOBeHWe. Bnoc-

[ THE TRETYAKOV GALLERY #1" 2004

NnejCTBAM B TBOpYecTBe Mo3Ta OT-
pasuincb OTPOYECKME U HOHOLLEC-
Kue BreyaTieHuns, MoYepnHyTbie UM
N3 epeBeHCKON XW3HW, a No6OoBb
K 34elHeMy Kpat, crnocobHoCTb
YYTKO BOCMPMHMMaATb ero KpacoTy
No3BOAWAN cO3JaTb CTUXU, MO npa-
BY BXOAALLME B YNCIIO JIyYLINX NPO-
N3BEAEHUI PYCCKOM Nen3a)KHon
JINPVIKN.

Mocne peBonounn ycagbba
M.MJloTapeBa 6bina HauMoHan3u-
poBaHa. [lonroe Bpems B Hell pa3me-
LaNCA JETCKUIA caHaTopui, 3aTeM B
1996 roay ee nepepanu Yepenosew-
KOMy My3eiHOMY 06beinHeHuHo.

Ina BocctaHoBneHWA ycagebHoro
KoMneKca TpebyloTCA cepbesHble
pecTaBpaLOHHble U BOCCTAHOBU-
TenbHble paboTbl. CerogHs B ycaapb-
6e pasmelueHbl 3Kcnosnunn Jlute-
paTtypHoro my3ea n Mysea Wropa
CeBepsiHUHa.

3necb exerogHo ObiBaloT COT-
HW YepenoBYaH M 3KCKYpCaHTOB
NpaKTU4eckn co Bcex yronkos Poc-
CUW, Y4TO W HeyAVBUTENbHO: NtoAei
npvBNeKaeT «Marus W3BECTHOO
MMeHW», BO3MOXHOCTb MOYYBCTBO-
BaTb cebsA COMPMYACTHbIM 3roXe,
B KOTOPOM WS U TBOPWJ «KOPO/b
pycckon noasuw». ExerogHo B

ycaabby BnagumupoBska npuesxator
Ha NAeH3p XyAOKHUKN MeXayHapos-
Horo ob6beanHeHus «ConHeuYHbIN
KBaapam. BneTHee Bpemsa 3aechb
pa3mMellaeTcA AETCKUIA 3Konormyec-
KW narepb, rae otapIxatoT 1 paboTa-
I0T YepenoBeLKMe LUKONbHUKW.

Yepenosew, - poanHa 3ameva-
TEIbHOTO PYCCKOro XyaoXHuKa Ba-
cunma BacunbeBnya BepewarvHa
(1842-1904). Lo Hawwmx fHei B ro-
pozie coXpaHwics AOM MNpefBOAUTe-
ns yesgHoro ABopsiHcTBa B.B.Bepe-
WwarvHa, rge 26 (no crapomy cTuio
14) okTAGpA poauncs 3HaMeHWTbIN
KMBOMWMCEL, Ha3BaHHbIN B YeCTb OT-
Lia, TaK KaK «ABW/ICA Ha CBET B [ieHb
nanawuvHa poxaeHus». CerogHs B
3TOM JOMe CO3/aH My3eli ceMby Be-
pewarnHbix. Ha okpyxatowen Tep-
pUTOPUM PacnoNOXeHbl CeMb 3a-
HUI (B TOM Yncie MeMOpUabHbIN
[OM), NapK, Cajl U anTeKapcKuii oro-
POZ. SKCNo3nLMmn My3es NOBECTBYIOT
0 JKU3HU YAMBUTENbHOW CEeMbM,
NpeAcTaBUTENN KOTOPOI MpociaBu-
nn Poceuto. Hukonain Bepewarun
MHOTO czienan A1a pasBUTUA POCCUIA-
cKoro macnogenus; Bacunuiz cran
3aMeyartesibHbIM XyAOXKHUKOM, Anek-
CaHAp, JOCNYKUBLUMICA A0 3BaHUA
reHepan-mMaiopa, b1 He TONbKO Ta-
NIAHTNVBbIM BOEHHbIM, HO U M3BeCT-
HbIM mucaTteneM, Npov3BeAeHNs Ko-
Toporo xBanun J1.H.Tonctois; Cepren,
apbtoTaHT reHepana M.J,.Ckobenesa,
norvbLIMi B PyCCKO-TYPEeLIKYI0 KaM-
nanuo 1877-1878 ropos, 6bin ofa-
PeHHbIM pUCOBaNbLUMKOM. B My3ee
3KCMOHMPYIOTCA NMYHble Belwyn Be-
peLlarnHbix, poTorpadun, LOKyMeH-
Tbl, KHUIM U3 ceMeiHon 6ubnuoTe-
KW C BNajenbyeCKUMU U AapCTBEH-
HbIMW HaANWUCAMW, 3TIOAbI U PUCYH-
KW, BbINOJIHEHHbIe 6paTbMM B pas-
Hble rofibl.

C 1990 ropa npu [lome-my3ee
BepewaruHbix pabotaer BoeHHo-
nctopuyeckuin kny6. Ero uneHbl
nsyyatoT nctoputo 13-ro benosep-
CKOFO MOJiKa, BOCCO3AaloT 3Nn304bl
cpaxeHnin OTeyecTBEHHONM BOMHbI
1812 ropa. «@paHuy3ckaa aptun-
NlepuA 1 nexoTa», «cpeAHeBeKOBble
pbiLapu» u «BouHbl BTopoit Mupo-

BOW BOMHbI» NPUHMMAIOT yyacTue B
BOEHHO-MCTOPUYECKUX Mpa3gHu-
Kax, NPOBOAMMBIX B Hallleil cTpaHe
1 3a pybexxom. CTpaTeruio u TakTu-
Ky BefeHUus 607 uneHbl Knyba nsy-
yaloT B MrpoBo hopMe C NOMOLLbIO
0/10BAHHbIX congaTtukos. B 2003
rogy 6narogaps rpaHty Npesunaen-
Ta P® oTkpbinca Myseit 010BAHHO-
ro congatuka.

ExerogHo B YepenoBue 25-
26 okTAGpA, B AHU poxaeHus Hu-
kKonas n Bacunua BepewaruHbix,
nposoaATcA BepelarmHckme axu,
B paMKax KOTOpbIX NPOXOAAT BCe-
pPOCCMINCKME HayyHble KOHdepeH-
LMK, TBOPYECKME KOHKYPCbI, CeMU-
Hapbl 1 KKpyriible CTONbIY.

Jetckuin My3ein - ele oAuH
KOMMJIeKe 06bearHeHNA — pacnono-
XKUIICA B NEPBOM My3eiHOM 34aHuu,
noctpoeHHom B 1898 roay. 3THorpa-
(unyecKme, ecTecTBeHHO-MCTOpUYeC-
Kue Konnekumu, nzobpasutenbHoe
N [leKopaTMBHO-NPUKIafHOE NCKYC-
CTBO pa3BMBAlOT MaieHbKMX noce-
Tutenen, hopMMUPYIOT UX XYAOXKECT-
BEeHHbIV BKyC. Tak peanm3ytotcsa 06-
pasoBaTesibHble MPorpamMMmbl, OpUeH-
TUPOBaHHbIE Ha AeTeil pPasinyHbIX
BO3PAcCTHbIX FPYNM 1 UX poauTenen.
Llenb aeTckoro Kommnniekca - noka-
3aTb, YTO My3el He CKy4yHOe npocT-
PaHCTBO, HaMoJIHEHHOE CTapbIMU He-
HY)XHbIMW Bellamu, a yanBUTeNb
HbIi MUP, FOTOBbIN PacKpbITb CBOU
TaliHbl, MecTo obyyeHus, 3Kcnepu-
MEHTVMpPOBaHWA 1 TBOPYECTBA.

C wuctopueir Bonoroackoro
Kpaa n ropoaa YepenosuLa MOXHO
MO3HAaKOMUTbCA B WCTOPUYECKOM
otzene YepenoseuKoro my3ses. [pu
noaaepxke UHctutyta «OTKpbITOR
06LiecTBO» 34ecb CO34aHa 3KCMo-
3uuma «lepoll Halwero BpeMeHMU.
XX Bek». NickycctBo 1 KynbTypa Bo-
noroguuHbl XIV - Hayana XX Beka,
BTOM yucie NamMATHWKW NpaBo-
CIaBHOW KYNbTYpbl, 3KCMOHUPYIOT-
cA B XyLOXecTBeHHOM oTgene. Mc-
TOPUYECKUIN U XY[O0XeCTBEHHbIN
OTAeNbl Haxo4ATCA B 3AaHMK, NOCT-
poeHHOM B Havyane XXBeka B
«KPaCHOKUPMUYHOM CTWE», MOJ-
HOM B TO BpeMms.

O apeBHerlwen UCTopun 3em-
N1, uMeHoBaBLenca YepenoBecsb,
paccKa3blBaloT 3KcnoHaTbl Apxeo-
noruyeckoro Mmyses; B Mysee npu-
POAbI MOXHO MO3HAKOMUTLCA C 30-
0/10rM4YecKkuMn, BGoTaHUYeCKUMMU,

reosiorMYecKMMIN 1 ManeoHTosNorm-
yeckumun Konnekumamu. Cocras
3KCMNO3MLUMIA MOCTOSHHO [OMOJHA-
eTcsl HOBbIMUM 3KCMoHaTaMu 6naro-
[apA  eXerogHoiM NpoUIbHbIM
3KCneanumnaAM.

Bce ynomsHyTbie My3en 1 Kom-
nneKcbl, Bxoaswme B Yepenoseu-
Koe My3eliHoe 00beanHeHNe, peLua-
0T OAHY 3ajayy - COXpaHWUTb AnA
NMOTOMKOB KaK MOXHO Oosibllie «CBU-
JeTeNbCTB BpeMeHu», 4Tobbl ntoau,
KMBYLLME HblHe, U Te, KTo OyayT
KUTb B AanexkoMm OyayuieM, 3Hanu u
MOMHUAN O CBOMX KOPHAX, FOpAM-
NINCb OTeYeCTBEHHOW WcTopuen u
6bln GnaropapHbl MpeAkaM 3a KX
MUPHbIe 1 paTHbIe TPYAbI.

T.U.Cepeeesa

leHepanbHbI AnpekTop YepenoBeLKoro
My3eiHOro o6benHeHuA,
3aCyKeHHbIN PaboOTHVK KynbTypbl

Poccuiickon ®egepauym

4yao

APXAHTENA
MUXAUTIA

O ®JIOPE 1 NABPE
1603

Wcaakwii lpuropbes
[lepeBo, neBKac,
Temnepa

180 x129,5

THE MIRACLE

OF THE ARCHANGEL
MICHAEL AND

SS FLORUS

AND LAURUS

1603

Isaaki Grigoriev
Wood, gesso ground,
tempera

180 x129,5 cm
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THE GHEREPOVETS
MUSEUM
ASSOCIATION

CBATAA BEJIMKOMYYEHULIA CMAC B CUJIAX »
MAPACKEBA MATHNLIA [JencycHbiit ymH. XVI Bek
XVIII Bek JlepeBo, neBKac, Temnepa
[lepeso, neBKac, Temnepa 87 x 69
91 x63x 11

CHRIST IN MAJESTY »
ST PARASKEVA PYATNITSA Deesis Tier
THE MARTYR 16th century
18th century Wood, gesso ground, tempera
Wood, gesso ground, tempera 87 x 69 cm
91 x63x 11cm
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OPENED IN 1870, THE CHEREPOVETS MUSEUM IS ONE OF THE OLDEST
MUSEUMS IN THE NORTH OF RUSSIA AND THE SECOND IN IMPOR-
TANCE IN THE REGION OF NOVGOROD. THE MUSEUM WAS FOUNDED
BY THE CITY'S MAYOR IVAN ANDREEVICH MILIUTIN (1829-1907) AND
THE WELL-KNOWN FOLKLORE SCHOLAR AND NATIVE OF CHERE-
POVETS, ELPIDIFOR VASILIEVICH BARSOV (1836-1917), WHO DONAT-
ED HIS PRIVATE COLLECTION TO THE TOWN. INITIALLY THE MUSEUM
INCLUDED NEARLY 4,000 WORKS OF ART DONATED BY FORTY ONE
PATRONS OF ART, AS WELL AS COLLECTORS OF RARITIES; TODAY THE
COLLECTION RUNS TO MORE THAN 400,000 WORKS.

In its first decades the museum'’s col-
lection was increased from different
sources, including archeological, his-
torical and ethnographic expedi-
tions, and private donations. In
1914-1915 the museum received
the collection of the Museum of the
Leib-guards Corps of the Lithuanian
regiment that was evacuated from
Warsaw.

After the October revolution
the museum received many arte-
facts following the closure of
churches and monasteries in the
region, as well as from the State
Museum Fund, and the central muse-
ums of Moscow and Leningrad. In
1926 the museum received the col-
lection of art bronzes of Prince
S.S. Abamelek-Lazarey, consisting of
thirty one pieces - lighting devices,
candlesticks, decorative vases, and
clocks made by French and Russian
masters of the 18th-19th centuries.
In 1928 valuable engravings and
works of arts and crafts - porcelain,
furniture, art moulding, and bronzes
belonging to the well-known histori-
an and correspondent member of

the Academy of Sciences, and
Cherepovets native N.D. Chechulin -
were transferred fo the museum.
The collection of Russian paint-
ing (late 19th-early 20th century)
was formed in the 1920-30s. In
1926 paintings by K.E. Makosky,
FA. Bronnikov and I.P. Stefanovsky
were brought from the State Russ-
ian Museum; the "Portrait of
Princess Shakhovskaya with Her
Daughter” (1807) by D.G. Levitsky,
"Portrait of Great Duchess Maria
Pavlovna" (from the 1800s) by
V.L. Borovikovsky, "Portrait of Count
Palen” (1903), and a study by
L.E. Repin for the painting "The Cere-
monial Session of the State Council”
were received from the Leningrad
Department of the Museum Fund.
The Museum of the Russian Acade-
my of Arts donated prize- and award-
winning paintings by its former stu-
dents: "The Angel Appearing to the
Shepherds” by
PS. Petrovsky, "View of the Town of
Revel" by A.P.  Bogoliubov, "Fist-
cuffs on the River Moskva" by
B.M. Kustodiev, "Foreigners Arriving

vivLL
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in Russia” by KA. Veshchiloy,
"A Gypsy Woman" by |.F. Porfirov and
others. In 1965, after the death of
the landscape painter E.l. Stolitsa
(who was a disciple of A.l. Kuinji and
member of the Academy of Arts),
sixty of his paintings were donated
to the museum by his sisters. In the
1970s the collection added works
by N.A. Kassatkin, VA. Serov, K.Ya.
Kryzhitsky, AA. Svedomsky and VK.
Bialynitsky-Birulia, from the private
collection of the restorer of the
Russian Museum and Museum of
the Academy of Arts, M.N. Markov.
20th century art is represented
by paintings and drawings by
famous Russian artists, including
V.A. Vetrogonsky, V.V. Pimenoy,

CHATUE

CO KPECTA
XVIII Bek
[epeso, pe3bba,
TeMmnepa

156 x 147 x 19

DESCENT FROM
THE CROSS

18th century.
Wood, carving,
tempera

156 x 147 x 19 cm

famous Russian poet, Konstantin
Nikolaevich Batiushkov, is to be
found: "He who fears death has not
corrected his faults; a good man
sees death as a guest and awaits its
arrival with joy, and hopes to gain
his eternal home and reap the
reward of good deeds". The archive
of books and manuscripts was con-
firmed at the opening of the muse-
um, and is being constantly
enriched.

The museum keeps books of
the 18th-19th centuries that had
belonged to the Vereshchagin fam-
ily, as well as editions of the collect-
ed poems of the Russian poet Igor
Severianin published during his
lifetime. There is also a memorial
scientific library that belonged to
M.P Alexeyev - nearly 7,000 rare
editions devoted to literary criti-
cism and linguistics in Russian,
English, French, German, ltalian,
Spanish, Bulgarian, Serb, Croat and
Polish. Many books have auto-
graphs and inscriptions.

The Cherepovets Museum
Association is justly proud of its col-
lection of relics of Russian ortho-
dox culture. Many of them are
known internationally, including
icons - as an integral part of the
national spiritual culture - which
have been exhibited in Paris, Gene-
va, Genoa, Florence, the Vatican,
Japan and Cyprus. The director of
the Cherepovets Museum of Local
History, Kornely Konstantinovich

CTPALLHbIV CYA archive.
KoHeu XVIII Beka
[lepeBo, neBKac,

Morozov (1902- 1980), and the art
critic Klavdia Mikhailovna Bukhari-

church of Our Lady's Assumption in
For the first years of its exis- the village of Nelazskoye (1694). In

na (1894- 1964) made a major Temnepa tence the museum had no building 1990 a unique monument of history,
AV. Panteleyev, E.E. Moisseyenko, museum is also collecting unique books are officially recognized as contribution to the formation and 2088172 of its own; its first exhibition took culture and architecture of the early
and A.F. Pakhomov, as well as artists dolls, from peasants’ rag dolls to unique; nineteen, as very rare. Many study of the museum collection. THE LAST JUDG- place in a small room of just 15 19th century, the country estate of
from Vologda. The museum is cur- marionettes and modern designers’ books of the 18th century have their Over more than a century of :'nEdNOT“he L8ih square meters in a wooden house of the Novgorod aristocratic family the
rently collecting works of naive art creations: new “characters" are owners’ inscriptions and aufo- its existence, the Cherepovets century the "Salt Town" situated in the town'’s Galskys, became a part of the muse-
by Vologda inhabitants. often added to the collection, high- graphs: of the prince Ilvan Dolgoruky, museum has changed its name and Wood, gesso ground, public park. Only in 1898 was a um. It is the only estate on the terri-

Folk art is a very impressive
part of the Cherepovets collection,
embracing the full variety of arts and
crafts of the region. The works of
folk art have a unique style and
artistry characteristic of the crafts-
men of the Vologda, and particularly
of the Cherepovets region. The

lighting the amazing artistry of the
doll-makers.

The historical and bibliographic
value of the collection of books and
manuscripts (early printed books
and rare editions of the 15th-20th
centuries) has been attested by
numerous scholars. Nine Cyrillic

16 TPETbAKOBCKAS TANEPES B THE TRETYAKOV GALLERY #1' 2004

the archimandrite of the Kirillo-
Belozersk monastery loasaf Karpin-
sky, and the rector of the Moscow
Slavic, Greek and Latin Academy,
Vasily Trediakovsky. In 1817 in the
file of the journal "Vestnik Europy"
("Europe’s Messenger") a unique sen-
tence probably written by the

status several times, as new depart-
ments were opened. It was called
the city museum, then the museum
of the province, of the district, then
the city museum again... Now it is
an important association incorpo-
rating eight museums, an exhibi-
tion hall, a scientific library and the

stone building constructed on
Alexandrovsky Prospekt to house
the museum. At present the museum
is situated in more than ten build-
ings, including some national histor-
ical monuments such as the wooden
church of St. Nicholas built in 1673
in the village of Dimitrievo, and the

tory of the Cherepovets region
where all the constructions are pre-
served: houses, barns, stables...

The landowner's wooden house
has a particular historical and archi-
tectural importance as an excellent
example of Russian classical archi-
tecture. In the centre there is a porti-
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co with six Doric columns elevated
on a socle to the level of the ground
floor; the three-shuttered windows
are decorated with platbands. The
south facade ornamented with pro-
jections looks less solemn; its colon-
nade is unusual, with a gallery with a
balcony or terrace on its top. Inside
the house the rooms are aligned in
enfilades; the staircase with sculpt-
ed rail posts leading to the first floor
is preserved, as well as the framed
doors and tiled stoves.

At present on the territory of
the manor, situated in the centre of
the town on the bank of the river
Sheksna, the museum "Galskys’ Pat-
rimony" is being constructed and
will be devoted to the everyday life
of the Galsky family, Russian
landowners of the 19th century. The
garden and park will return to their
original form. As well as the
landowner’'s manor, the manager's
house and the gardener's hut, the
museum will include other buildings:
the servants’ courtyard house, peas-
ants’ huts, two barns, workshops
where blinkers and carriages were
made, and the stables where horses
and colts were kept.

The stables have returned to
their original use, and the territory of
the museum-manor includes a riding
school for children and adults. The
museum’s visitors can ride on horse-
back or sledge and admire the pic-
turesque landscapes of the Vologda
region. The winter itinerary embraces
the most beautiful places in the Kir-
illovsky district; a visit to the Kirillo-
Belozersky natural reserve and the
museum of frescoes by Dionisy (Fer-
aponfovo) is a must. In summer
fourists can enjoy the ride around
the environs of Cherepovets and
Kaduy, visit the village of Vladimirov-
ka situated in a picturesque location
in the middle of the wood, on the
bank of the rivers Andoga and Suda.
Here, 30 kilometres from Chere-
povets, the famous Russian poet Igor
Severianin spent his youth at his
uncle’s residence, the manor of the
Lotarev family. Fond memories of his

childhood and adolescence influ-
enced Severianin’s brilliant poetry;
some landscapes vividly depicted by
Severianin in his best lyrical poems
recall the land of the poet's youth.

After the revolution the Lotarev
manor was nationalized. It housed a
children’s rest home, and in 1996, in
need of restoration and repair,
became the property of the Chere-
povets Museum Association. Now it
accomodates the Literary Museum
and the Igor Severianin Museum.
Numerous tourists arrive from all
parts of Russia attracted by the aura
of the poet’s fame, with the desire to
feel the atmosphere in which "the
king of Russian poetry" wrotfe his
magic verse. Every year members of
the international association of
painters "The Sunny Square" come
to Vladimirovka to paint in the open
air, while in summer Vladimirovka is
full of children and teenagers work-
ing and playing in the children’s eco-
logical camp.

Cherepovets is the native town
of the great Russian painter Vasily
Vasilievich Vereshchagin (1842-
1904). The residence of the marshal
of district nobility V.V. Vereshchagin,
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BOrOMATEPb
YMUNEHUE

XVI Bek

[lepeBo, neBKac, Temne-
pa, cepebpsaHas 6acma,
YeKaHKa, 30/104eHmne
68 x 54,5

THE VIRGIN ELEUSA
16th century.

Wood, gesso ground,
tempera, silver setting,
chasing, gilding

68 x 54,5 cm

AHTEN

XVIII Bek
[lepeBo, neBKac,
TeMmnepa

60 x22x 19

ANGEL

18th century

Wood, gesso ground,
tempera

60 x22x 19 cm

where on October 26 (in the old cal-
endar, October 14) the painfer was
born, still exists. He was named after
his father, "being born on his birth-
day". The museum of the Veresh-
chagin family is open, including
seven houses (the memorial house
included), and the park and garden
with frees and medicinal herbs. The
museum’s exhibits tell the life story
of this extraordinary family that con-
tributed so generously to the glory
of Russia. Nikolai Vereshchagin was
a pioneer in the development of
Russian butter production, while
Vasily became a major painter.
Alexander, a military man, received
the rank of Major-General, and also
wrote stories that were highly appre-
ciated by Leo Tolstoy. Sergei,
an aide-de-camp to the general
M.D. Skobelev, was a gifted graphic
artist and perished in the Turkish
campaign of 1877-1878. In the
museum one can see personal
possessions of the Vereshchagins,
including photographs, documents
and books from the family library
with various inscriptions, as well as
the brothers’ studies and drawings.
In 1990, a military history club was
opened in the Vereshchagin Museum;
its members study the history of the

13th Belozersk regiment, recon-
structing the episodes of battles of
the Patriotic War of 1812. As "French
artillery and infantry", "medieval
knights" and "soldiers of World War II"
they take part in festivals of military
history in Russia and other coun-
tries. Members learn about military
strategy and tactics by playing with
tin soldiers: in 2003, after receipt of
a presidential grant, the Museum of
the Tin Soldier was opened.

Every year, on October 25 and
26, Nikolai and Vasily Vereshchagin’s
birthdays, national scholarly confer-
ences, art competitions, workshops
and seminars fake place in memory
of the family.

The Children’s Museum, anoth-
er part of the association, occupies
the earliest museum building erect-
ed in 1898. Its collections are devot-
ed fo ethnography, natural history,
figurative and applied art, and the
museum’s young visitors acquire

new knowledge and develop artistic
skills, alongside educational pro-
grammes for children, teenagers
and their parents. The children’s
centre proves to its visitors that a
museum is not a stuffy place full of
old and unnecessary things - but a
wonderful world ready to share its
secrets, and a place fo learn, experi-
ment and create.

The historical department of
the Cherepovets museum reveals the
history of the Vologda region and the
town of Cherepovets. Thanks to the
support of the "Open Society" insti-
tute, the exhibition "Hero of Our
Time: The 20th century” has opened.
The art department is devoted to the
art and culture of the Vologda region
from the 11th-early 20th centuries,
and exhibits relics of Orthodox cul-
ture. The two sections occupy a
building constructed in the early
20th century in the then-fashionable
"red brick style".

.‘lllll’lli'i”"qh

CBATAA MYYEHUMLA
MAPACKEBA
MATHULIA

XVI Bek

[epeso, nesKac,
Temnepa 85 x 63

ST PARASKEVA PYAT-
NITSA

THE MARTYR

16th century

Wood, gesso ground,
tempera

85 x 63 cm

CBATOW FEOPTUN
B XUTUN

KoHeu, XVIII Beka
[epeBo (Tpu Aockw),
neBKac, TeMnepa
126,3 x 102,5

ST. GEORGE

WITH SCENES FROM
HIS LIFE

End of the 18th
century

Wood (three panels),
gesso ground, tempera
126,3x 102,5 cm

The exhibits of the archeologi-
cal museum tell the history of the
land called Cherepovets; in the
nature museum one can see the
zoological, botanical, geological
and paleonfology collections.
Thanks to annual specialized expe-
ditions, the museum’s collections
are being constantly replenished.

All the museums that form the
Cherepovets Museum Association
have the same general task: fo do
their best to preserve the heritage
of the past, and give fo our contem-
poraries and descendants the pos-
sibility to learn more about their
historical roots - and be proud of
Russian history, and grateful to our
ancestors for their everyday work
in times of peace, and labours in
times of war.

T.Sergeeva

General Director of the Cherepovets
Museum Association

Honoured Culture Scholar of the

Russian Federation
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<« 03BN YUNKN
fApmapka B Munten
1804

(Kat. Ne 278) *
Xoncrt, Macno

58,5 x 106,7
®parmeHT

< SIR DAVID WILKIE
Pitlessie Fair

1804

(Cat. 278) *

Qil on canvas

58.5 x 106.7 cm
Detail

* B ckobKax
npuBeseHbl HoMepa
no Karanory
BcemupHoin
BbiCTaBKu - Inferna-
fional Exhibition
1862. Official Cata-
logue of the Fine Art
Department. London
1862

! Bomkura ATl Masen
Muxainosuy TpeTbakos
B KU3HU U B UCKyCCTBe.
M. 1993, c. 285.

A 450-neTuio ycTaHOBNEHUA AUMIOMAaTU4ECKUX U TOProBbIX

OTHOLLEHUI MeXAY *occuen u Benmkobpuratuein

MABEN MUXAHNOBHY

NOBbbIBAI KAK 0bbIYHO B AHTTIHH...

B APXVBE TPETbAKOBCKOW FAJIEPEM XPAHATCA MNCbMA, 3AMUCHbIE
KHXKW, CYETA U PYTUE MATEPUAIbI MABIA MUXAMNOBNYA TPE-
TbAKOBA W EF'0 CEMbW. BJIATOJAPA NMEJAHTUYHOCTU 1 AKKYPATHO-
CTW, CBOWMCTBEHHOW AENOBbLIM JIIOAAM EFO CKJTALA, Mbl PACIOJIA-
FAEM MHTEPECHEMLUMMW JOKYMEHTAMW O AEATENIbHOCTW TPETbA-
KOBA KAK KOJNNEKLUMOHEPA, O CO3HATE/NbHOW MJAHOMEPHOW
PABOTE MO CO3JAHWIO NEPBOW B POCCUW XYAOXECTBEHHOW FANE-
PEV HALIMOHAJIbHOIO NCKYCCTBA. MEHEE NCCJTIEAOBAHbI ®AKTbI O
EXXEFOAQHbIX 3APYBEXHbIX MYTELWECTBUAX COBUPATEJIA. B 3TU [10-
E3AKWN, MOMUMO KOMMEPYECKUX LIENEN, TPETbAKOBA BJIEK UHTE-
PEC K COBPEMEHHOW KYJIbTYPHOW XA3HW EBPOIMbI. B MEPBYIO OYE-
PEAb OH MOCELWAJ1 MHOTOMNCJTIEHHbIE XYAOXXECTBEHHbIE BbICTAB-
KM N KPYMHEMLWMWE MY3EW. EFO BHUMAHUE K 3APYBEXXHOMY UCKYC-
CTBY MOCTOAHHO COOTHOCWKJIOCb C AHAJIN30M COCTOAHWNA OTE-
YECTBEHHOW LUKOJbl XXWMBOMWUCK. TPE3BO OLIEHMBAS EBPOMEN-
CKME BIMEYATJIEHMA, NMOMNOJIHAA 3HAHUA, OTTAYMBAA 3HATOYEC-
KU BKYC, TPETbAKOB BOJEE ACHO OMPEAENAN LEAU U 3ALAYN
COBCTBEHHOW COBMPATENILCKOW MPOrPAMMbI.

A.ll.boTKMHa B CBOMX BOCMOMW-
HaHUAX, oTHocAwwMxeAa K 1895 ro-

WTanuio - «Bce rnaBHble ropoja
EBponbl, kpome TOAbKO BeHbi».

4y, 3amevaet: «llaBen Mwuxanno-
BUY NoObIBai Kak 00bIYHO B AHI-
avmn..»' Korga u Kak cocrtoanoch
3HaKoMcTBO TpeTbAkoBa c Benu-
KobpuTaHuen? TpeTbAKOB Moce-
T1n JloHaoH netoM B uoHe 1860
roja BO BpeMA CBOEro nepBoro
3arpaHuMyHoro nytewectsus. by-
Jy4” MOJIOAbIM Yejl0BEKOM, OH
HaxoAuscA B Havyane cBoen cobu-
patenbckon peAatenbHocTu. U3
nnuceM K cectpe U Apy3bAM y3Ha-
€M, YTO MapLIpyT TpexMecsaYHOoro
nyTtewectsua BKaw4yan [epma-
Huto, benbruto, Aurnuio, Vpnah-
ouo, @panuuio, LBeluaputo,

O BneyaTneHun, Npov3BefeHHOM
Ha MaBna TpeTbAKkoBa JIoHAO0HOM,
y3HaeM M3 nucbMa ero cectpbl
Codbu:

Mocksa, 22 utoHa 1860

..."13 mBoe2o nucbma o JIoH-
OoHe, [lawa, A BUXY, YMO U Ha me-
65 OH Npou3BeJs MaKoe e ene4yam-
JleHUe, KaK U Ha B8cex, sudeslux
e20 8 nepsbili pas: oH Nopasu me-
65 csoum 6bo2amcmsoM, 2pOMAadHO-
cmblo, cgoeli HeobbIKHOBEHHOU
deAmesibHOCMbIO, HO 3MO ObIJIO
nepsoe msoe sneyamsieHue, a no-
ITIOM Mbl, KAXKemc#, 3aCKy4aJi, Ho, N0
npasde cKa3ams, s He NOHUMAIO,
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KATPYTOBCKUI
XopoBog, B KypcKoi
ry6epHumn. 1860
(KaT. N21699)
Xoncr, Macno

KONSTANTIN
TRUTOVSKY
Village Dance
1860

(Cat. 1699)
Oil on canvas

3anuncHasa KHKKa
MaBna Muxannosunya
TpeTbAKoBa C 3aMeTKaMn
0 PYCCKWX KapTuHax Ha
BcemupHoi BbicTaBKe

B JloHAOHE 1 pacxopax
B 3arpaHWYHbIX NyTelle-
ctBusAx 1862-1863 rr. -
OPTITE ¢. I, en. xp. 4798

A page of Pavel
Tretyakov's note-book
(1862-1863)

The Tretyakov Gallery
Archives
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Kak mbi npu csoeli 1t0603HaMeEsb-

HOCMU MOXelWb 8 MAKOM UHMepec-
Hom 2opode, Kak JIoHOOH, CKy-
yame... Yke 3mo He noz2o0a su my-
MAaHHasA u 00X0/usas umeem ma-
Kyto cnocobHoCmb HadesnAams scex
cKyKolil?

CnycTa MeHee roaa B XU3HU
TpeTbAKOBa BHOBb BO3HWKaeT
aHrnuiickas Tema. OguH U3 Kop-
pecrnoHAeHTOB 06paTuica K HeMy
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Kak uneHy ObuwiecTBa nobutenen
XYLO0XeCTB, UMelLleMy aBTopu-
TEeT Yy COBpPEMEeHHbIX KNBOMUCLIEB.
ABTOp NMcbMa HacToATeNIbHO 06-
pawancs K TpeTbsiIKoBYy C NpU3blI-
BOM MpuBJiedb BHUMaHMe oTeye-
CTBEHHbIX XYLOXHWUKOB K Mpoun3-
BegeHusm Llexkcnupa n nopo6-
HbIM ero TBOpYecTBy ApamaTuyec-
KV Bblpa3uTesibHbIM MCTOpUYec-
KUM CloXeTaM.

3T0oT npwu3bIB, MpPO3BYyYaB-
WA B NEPUOA Kpu3mca Tpagmum-
OHHOI aKajeMW4yeckon uctopu-
YeCcKOW >KMBOMMUCK, 3aK/i4van B
cebe 34paBblii CMbIC/, U He chy-
YailHo OH 6bu1 06palleH K ofHoO-
MY M3 caMbIX NPOrpecCcuBHbIX CO-
6upartenen. LWekcnuposBckan
Odenuna He cTaHeT nu oTaaneH-
HbIM NPO0OOpPa30M YTOMNEHHUL, B
NOMOTHaX XYLOXHWKOB BTOpOW
nonoBuHbl XIX BeKa, B 3HaMeHU-
Ton KapTuHe Bacunus lNepoBa, a
Koponb Jlup Haa Tpynom Kopgae-
SN - He Ta Xe N1 TeMa 3a3BY4uUT
B MHOMOYMCAEHHbIX KapTuHaXx,
npeacrasnslwmx obpas MeaHa
[po3Horo y 6GesgbixaHHOro Tena
CBOEro CblHa, AeCnoTUYeCKU UM
norybneHHoro? VcKyccTBo Kpu-
TMYecKoro peanvsma, Habupas-
Wwee CUNy U NOAAEPKMBAEMOe akK-
TUBHOW cobMpaTeNbCKON NoAnTU-
Kol TpeTbsAKoBa, M3bupano Tpa-
rmyecKkme croxetbl, 06Haxas Mo-
panbHYl CUiy CTpagaHuii wu
CMepT! Un3006paxkaeMbIX repoes,
OpocaBwKX ynpeKk 1 BbI30B 06-
wecTBy. 3TO KayecTBO Apamaryp-
MU LWEKCMMPOBCKUX Mbec, LieH-
HOe ANA UCTOPUYECKON XUBOMU-
cW, U BblAeNWN aBTOp NUcbMa
TpeTbAKoBY.

CaMbIM 3HaYUTENbHBIM B UC-
TOPUU PYCCKO-BPUTAHCKUX KOH-
TakToB TpeTbein yerBeptn XIX Be-
Ka MOXHO cumTatb yyactme Poc-
CUWU, pyCCKOro McKyccTBa Bo Bcee-
MUPHBbIX BbicTaBKax B JloHAoOHe
1862 n 1872 rogos. Ocobbli UH-
Tepec npeAcTaBAsAeT nepBoe yyac-
TWe npousBefeHUi U3 cobpaHus
MNaBna TpeTbsikOBa B MeXAyHa-
poaHoi BbicTaBke 1862 roga u
OLEHKa KONNeKLMOHepoM 3Toro
BaXKHelwero cobbitnA. OTHowe-
Hus Poccum n Benukobputanun,
npepBaHHble KpbIMCKOI BOWMHOW,
BOCCTaHaB/INBANMCh.

Pycckas »xuBonucb 6bina no-
Ka3aHa 78 npou3BefeHUAMU, Npe-
OOCTaBNEHHbIMU  XYAOXHUKaMMU,
rmaBHbIM 00pa3oM aKajeMuKamuy,
a Takke paboTamu, NpuHagnexaB-

2 Mucbmo C.M.KamukcKoi - M.M.TpeTbskoBy,
22 /V11860,- OPI'TT, ¢. I, en. xp. 5126, n. 2.

WwnMm AKagemMum XyaoXKecTB, Ha-
XOAUBLIMMUCA B COBCTBEHHOCTU
uMnepaTopa M YJIEHOB uMMepa-
TOPCKOW CeMbMW, U NPUHAANEXaB-
wumn cobupartento XKagomump-
cKkoMy. OT caMbIX U3BECTHbIX KOJI-
NeKUMIn 0TeYecTBEHHOIMO WCKyc-
cTBa 6bIIM AenervpoBaHbl COOT-
BETCTBEHHO: 7 KapTuH 13 cobpa-
HuA O.N.MpsaHWWHKKOBE; 4 - oT
K.T.CongateHkoBa; 3 - ot [1.M.Tpe-
TbAKOBA; 2 — 13 Konnekumn H.A.Ky-
weneBa-be3bopoako. TpeTbsAKOB,
HauMHaLWNIA, HO Yyxe obpaTus-
WKl Ha ceba BHUMaHMe XyLoxe-
CTBEHHOro coobulecTBa KoseK-
LIMOHep PYCCKOro MCKYCCTBA, No-
Ny4Mn NMYHOE TMpurialleHne ot
OpraHvM3aTopoB MPUHATbL y4acTme
KapTuHamu cBoero cobpaHuA B
BbicTaBke 1862 ropa. [MepBoHa-
YyanbHO CaMuM BnajenbLeM BbUIn
npegioXeHbl NonoTHa - Bacnnus
boposukosckoro «[lloptper rpa-
¢uvHm KyTtaiicoson», Kapna bpton-
noBa «[Moptpet JlaHum», ®egopa
BpyHu «boromatepb», B.I'Xyasako-
Ba «Kayunatope». Bbibop Tpetbsa-
KoBa npeAcTaBnsAn Hanbonee 3Ha-
YMMble Xy[0XKEeCTBEHHble GUrypsbl
B MCTOPUWU PYCCKOTO WUCKyCCTBa
KoHua XVIII - nepBoit NonoBuHbI
XIX Beka. OgHUM 13 MaBHbIX Op-
raHM3aTopoB pasjena pycCKOro
MUcKycctBa Ha BcemupHon BbI-
cTaBKe Obln N3BECTHbI rpaBep U
negaror ®epop VeaHoBuu Wop-
[iaH, XOpOLLO 3HaBLUUIA XYA0XKECT-
BEHHYI0 U3Hb JIOHAOHa Mo ro-
JaM cBoero neHcuoHepcTsa. Mop-
[aH JIMYHO OCMOTPEN KOMIIEKLMIO
TpeTbAkoBa B MocKkBe u BHec
BCTPeYHOe MpeasioKeHne peKo-
MeHZ0BaTb K paccmoTperuto Cose-
TOM AKaZeMunmn XyL0XKecTB 1A yya-
CTUS B BbICTaBKe NATb KapTUH:

1. TNopmpem a6bama JlaH4u
K.lN.bptonnosa

2. Ymuparowul my3sikaHm 6apo-
Ha M.I1.Knooma

3. Xoposo0 a. Tpymosckozo

4. podasey numoHo8 2. AKobu
5. Melizax 6nu3 OpaHueHbayma
2. Caspacosa

TpeTbsAKoB, BUANMO, COMHEBaCsA
B BEpPHOCTM Takoro otbopa, Hanu-
caB B 0fHOM 13 nucem NoppaaHy:

DK, KONJTMHCOH
YpoK uncronucaHus
1855

(Kat. Ne 501)
[lepeBo, macno

54 x 43

JAMES COLLINSON
The Writing Lesson
1855

(Cat. 501)

0Oil on panel

54 x 43 cm

A He dymaro, ymobbI Bbl, pac-

CMOMPA MOU KapmuHbl euje pas,
HQWIU HYXHbIM NOC/AAGMb UX HA
JloHAoHCKyto BbICMasKYy...

B anBape 1862 roga B lle-
Tepbypre cocTosnacb BbICTaBKa
KapTWH, oToBpaHHbIX ANA y4yac-
TMA BOo BcemupHoOM BbicTaBKe B
JlonpoHe. WNoppaH, yBegomnasn
TpeTbakoBa 06 ee OTKpbITUU, CO-
obwan: Habpanocb kKapmuH
04YeHb MH020, HG 0GHHOe HaM 8
JloHOoHe npocmpaHcmeo... Ho smo

noxsasnabHoO, u3 6osblWez0 Yucaa
MO)HO CHUCKamMb MeHblee, mpyo-
HO 6b110 b6bI cOesamb nNpomus-
Hoe".

Axapemunyeckuin Coset 13 na-
TV NpUcNaHHbIX TPeTbAKOBbIM 0TO6-
pan fnLlb TPU XaHPOBbIX KapTUHbI:
1) Ymuparowul myssikaHm (bonb-
Hol my3bikaHm) M.[1. Knooma
2) Xoposod (Xoposod 8 Kypckol
2ybepHuu ) K.A. Tpymosckozo
3) lNpodasey numoHos (Pa3sHoc-
yuk) B.N.AKkobu

3 Mucbmo M.M. TpetbakoBa - ®.U. MopaaHy ot 17 anBaps 1862. - OP I'TT, ¢. |, ea. xp. 4751, n. 32.
4 Mucemo ®.M. WNoppaxa - M.M. TpetbakoBy ot 23 AHBapsa 1862. - OP I'TI, ¢. |, ea. xp. 1523,
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MepBbiMu (B Mae 1862) u3
cembu TpeTbsAKoBbIX BcemupHryto
BbICTaBKYy cpa3y Mo npuesgy B
JloHpoH nocnewwnu nocetuTb
matb [laBna TpeTrbAkoBa u ero
cectpa Codba. BbickazaHHble B
YyacTHoW nepenucke, Ao nybnuka-
LMW B OTeYyeCTBEHHOW npecce
CyXAeHuUn npodeccruoHanbHbIX
KPUTUKOB B.B.CtacoBa n
B.N.Tpuroposunya, BnevatneHun
TpeTbAKOBbIX 0COBEHHO Aoporu
KaK HenpeaB3ATble CBUAETENbCT-
Ba 04YeBUJLEB:

Ha Opyzoli 0eHb no npue3dy
6b1/1U Mbl Ha BbICMABKe, KOMOPAsi
MaK 02pOMHa, 4mo 0714 xopoule2o
ocMompa ee nompebosasnoch Obl
HecKoJ/bKo OHel, mak no kpadlHel
Mepe NOKa3as0cb MHe Ha nepsbili
pas, ymo ocobeHHo Bcem Ham b6po-
cusioch 8 2/1a3a, MaK 3mo 6edHocmb
U HeKpacusocmb pasMeujeHus
PYCCKUX MoB8apos, 0axke u Kapmu-
HbI-MO HAWU nosecusu He 8 00-
HOM Mecme, 4acmb Ux Haxooumcs 8
00HOU KOoMHame ¢ mosapamu, a
opyeas yacmb 8 omoesieHUU Kap-
MUH,

JlokTop Haw yxacHo pyraet
PYCCKMX Kak 3a TO, YTO TOBapoB
YypesBbl4yallHO Mano, Tak n 3a To,
4TO W KapTUH BbICTaBUAN Mano u
He coBceM xopoluue...

NHTepecHo, yto ByayLias xe-
Ha [N.M.TpeTbakoBa - Bepa Huko-

naesHa MaMoOHTOBa J1€TOM TOrO
e roga nobbiBana B JloHgoHe B
conpoBoxaeHun bpata Hukonas,
CNy)XVBIUEro TaM B TO BpeMA B
TOProBOM areHTCTBe.

K coxkaneHuto, octaercs Heuns-
BeCTHbIM, nocetuna nn Bepa Ma-
MoHTOBa BceMupHyto BbicTaBKy.

Masen Muxannosny TpeTbs-
KoB nposen B JloHaoHe aBrycTt -
Havano ceHTA6pA1862 ropa,
oTbesXas Mo KOMMepyecKuM ae-
nam B MaHuectep. LleHHbIM gOKY-
MeHTOM fABnseTcA 3anucHas
KHWkKa [MaBna Mwuxannosuua
TpeTbAKoBa C 3aMeTKaMu 0 pyc-
CKMX KapTuHax Ha BcemupHon
BblcTaBKe B JIoHAOHe 1 pacxogax
B 3arpaHuyHbIX MyTelecTBUAX
1862-1863° Hapsaay c nomeTka-
MU O MaplupyTax, rocTMHULaXx,
pacxonax TpeTbAKoBa B AHrumn
3HaYUTeNbHaA YacTb ero 3anu-
cell noceAleHa KapTUHaM, 3Kc-
noHupoBaswmmca Ha Bcemup-
Holi BbicTaBKe. B pa3gene 6pu-
TQHCKOrO MCKyccTBa TpeTbsKoB
obpaliaeT BHMMaHME Ha apxu-
TEeKTypHble aKkBapenu. B 3Tom
CKa3blBaeTCA HaBblK MpaKTuyec-
KW MbICNSILLEro AefoBOro 4esno-
BeKa. TpeTbAKOB nepeyucnaer
MMEeHa W3BEeCTHbIX aHMMUNCKNX
xynoxHukos XVIII cTtonetns u
BeAyLNX COBpeMeHHbIX MacTe-
pos - [k.PeitHonaca, T. leitHc6o-
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O3BUA YUK
KpecTbaHckas
cBaabba

1818

(Kar. Ne 277)
[lepeBo, macno
64,4 x 96,6

SIR DAVID WILKIE
Penny Wedding
1818

(Cat. 277)

Oil on panel

64.4 x 96.6 cm

5 NMucsmo

C. M.KamuHckoit -
M.M.TpeTbAKoBY
ot 18 man 1862. -
OPI'TF, ¢. |, ea.
xp. 5135, n. 106.

SOP T, .1,
eAxp. 4798, n. 49.

7 [...aTa ucTMHHO

aHruicKan WwKona,

npeAcTaBasAioLan
YAOBONBCTBUA 0~
MallUHeW XN3HU 1
CeNbCKOoW NpocTo-

Tbl, KOTOPDVI WHOCT-

paHHble ranepeu
Ha BcemupHoii BbI-
CTaBKe 1leMOHCTPU-
pytoT cnaboe nnmn
NONHOCTbIO OTCYT-
cTByloOLLee N0A0-
6ue, ocsALLeHa No-
3TUYECKUMU COUU-
HeHuamu Mpab6a

n YoacTtBopTa...
(MepeBop "A)

Art Journal, 1 June
1862, p.150.

po, IIx.MopnaHpa, Y.Xorapra,
O.Yunkn, TJloypeHca, Y.Jlecnn,
Y.Nctnenka, Y.Manpeau, T.Y36-
ctepa, PboHuHrTona, 3. JlaHacu-
pa, Y.Xanta, [Ox.KoHcTebna,
Y.TepHepa, Ix.Kpoma, .Hecmu-
Ta n Ap. TpeTbAKOB pAAOM C HO-
MEepOM KaX[oW YNOMAHYTOMW UM
KapTWHbl NejaHTUYHO noMeyan
ee xaHp. Buenom oH Bbigenun
okono 30 nponsBeseHNIn XyA0XK-
HUKOB BGbITOBOrO aHpa,15 npo-
N3BeAeHUN Nen3axuncToB (BKtO-
yasa MapuHbl), 12 ncrtopmyeckux
nonoTeH, 10 noptpetos, 1 (?) 6a-
TallbHbIN CIOXeT.

TpeTbAKOoB OTMeTMN KapTu-
Hbl Ha UCTOpUYecKne 1 nuTepa-
TypHble TeMbI, B YaCTHOCTU Ha Clo-
xetbl «@PaycTa» [ete n «MakbeTa»
Llekcnupa, nocnegHue, BO3MOX-
HO, 0co00 namATys NpoLUTMpPO-
BaHHOe Bbllle NMCbMO O Bblpasu-
TENIbHOCTW LUEKCMUPOBCKMX Clo-
XeToB. TpeTbAKOBbLIM YNOMAHYTbI
npov3BeaeHus npepadasnuTta
Y.XaHTa, Ha3BaH pAj nensaxen,
HO OCHOBHOW MHTepec TpeTbsAKOB
NPOABUA K aHMUNCKOWN XaHpo-
BOW MBOMWCWU, B TOM uucne
npeactaBnAlWen CUeHbl U3
CeNbCKOM XW3HW W 3NU304bl
aHpOBOro xapakTepa (KapTuHbI
Ix.Mopnanga, [.Yunkn, E.bepgaa,
T.Y36cTepa, Y.OpuTa, Y.KonnnHsa
n ap.). MpnbnnsnTenbHo B 370 Xe
BpeMsA HEN3BECTHbIN aHMNACKNN
aBTop 00630pa BcemupHoit BbI-
ctaBku B Art Journal Bbigenun
ObITOBOM aHp, NPenNMYLLEeCTBEH-
HO MOCBALLEHHbIN CeIbCKOMN XN3-
HW, KaK OJIHO 13 MaBHbIX Hanpas-
NeHUn pasBUTUA COBPEMEeHHOMN
QHIMNACKON LWKOAbl XWBOMUCK:
«..that truly English school of
home sympathies and rustic sim-
plicity, to which the foreign gal-
leries of the International Exhibi-
tion afford little or no parallel ...
made sacred in the sphere of
poetry by the writings of Grabbe
and Wordsworth..»’

NHTepec TpeTbskoBa K Obl-
TOBOMY }aHpy Obln 3aKOHOMepeH,
ero TOHKUIN HabnwpaTeNbHbIN
rnas BbIXBaTW/ OJAHO W3 Xapak-
TepHenWnX ABMEHUA aHMMWNN-
CKOI XXMBOMNMWCK, YCMOTPEB B HEM
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napaanenb TeHAEHUMAM B pyc-
CKOM uckyccTBe. [locne oTMeHbl
KpernocTHoro npasa B Poccuu
npowen rof, KpecTbAHCKUA BO-
npoc 6bi1 OAHMM K3 CaMbIX 3710~
6oaHeBHbIX. KM3Hb pyccKoi ae-
peBHM CTaHeT rnaBHOW TeMou
PYCCKUX XYAOXHNKOB-aHPVCTOB
1860-x rogos, Beaywmx MmacTe-
pOB paHHero nepejBUXHMYeCTBa.

Cpeaun apyrux MHOCTpaHHbIX
Ko, Hanbonee NONHO NpeAcTaB-
NeHHbIX Ha BbICTaBKe U COOTBET-
cTBeHHO Gonee noapobHO ocBe-
WEHHbIX B 3aMMUCHbIX KHUXKax
TpeTbAKoBa, - hpaHLy3CKas WKo-
na. TpeTbAKoB W QpaHUy3CcKoe
WCKYCCTBO — TeMa OTAe/bHOro 1c-
cneposaHuA. OTmMeTnM, 4To B OT-
nnyune ot HpuTaHcKoro pasgena
(dhpaHUYy3CKMA MpuUBAEK BHUMa-
Hue TpeTbAKOBa npeumyLecT-
BEHHO Nen3a)kaMu XyL0XHUKOB-
6ap6usoHueB - Y.-®.[Jo6uHbY,
T.Pycco, xx.-®.Munne, K.Tpyaiio-
Ha, TBOPYECTBO KOTOPbIX CTAHO-
BWOCb WM3BECTHbIM U MpuUTAra-
TeNIbHbIM AN PYCCKUX XYAOXKHU-
KOB M KOJJIeKLMOHepoB (Mpous-
BeJEeHMNA XMBOMMCLEB 3TOr0 Kpy-
ra GyayT LeneHanpaByieHHO cobu-
patb C.M.Tpetbsikos, A.lN.boronto-
60B). OTMeuyeHbl TpeTbAKOBbLIM U
KapTWHbl MCTOpPUYECKOro cogep-
xaHua - N.Jenapouwa, X.Xepo-
ma, A.lLleddepa.

N3 78 npousBeaeHuii pyc-
ckoro pasgena BcemupHoli BbI-
ctaBku 17 B HacTosiLLee BpeMA Ha-
xogAtcsa B cobpaHun TpeTbAKoB-
CKol ranepeu, He MeHee 20 - B
Pycckom mysee, pag apyrux B pe-
rmoHanbHblXx My3esx Poccun. 310
NOATBEpXAaeT B LeSIOM KayecT-
BEHHOCTb OTOOpa ero ycrpouTte-
nen, yuuTbiBaa M TO, YTO MHOruMe
YYaCTHWUKW pyccKoro pasgena Obl-
N COBPEMEHHbIMU W [0BOJIbHO
MONOABIMU XyAOXKHMKaMK. Ha Bbl-
CTaBKe Npo3By4Yaiu MMeHa, BO-
Wwegllne B UCTOPUIO PyCCKOro 1C-

TOMAC JIOYPEHC
Moptpet nanbl Musa VI 1819 (Kat. N2 141)
Xoncr, macno. 106 x 70

SIR THOMAS LAWRENCE

Pope Pius VII. 1819 (Cat. 141)
Oil on canvas. 106 x 70 cm
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KyccTBa BTopori nonoBuHbl XIX Be-
ka - N.K.AnBasosckuii, TAHedd
(aBTop 3HaMeHUTbIX pocnucein u
mo3amKk WcaakmeBckoro cobopa),

A.N.Boronto6os, B.N.Ako6un,
M.M.Knoat, B.I'Xyasakos, MN.M.Ync-
TAKOB 1 Ap. KauecTBeHHoOW 6Gbina
peTpocneKTUBHAsA YacTb PyCCKOro
XYL0XXeCTBEHHOro oTAena, BMe-
waswana B cebsa paboTbl Bblgato-
WUXCA PYCCKUX MacTepoB -
B.J1.bopoBukosckoro, K.MN.Bpton-
noea, M.N.Jlebegesa, C.®.lLeapu-
Ha, O.A.KunpeHnckoro, B.A.Tponu-
HuHa, A.l.BeHeunaHoBa. [JeMOHCT-
pVpOBanunCb Takue LieAeBpbl pyc-
CKOro MCKYCCTBA, KaK Tpy nopTrpe-
Ta «cmonAHok» (E.MonuaHoBO®,
H.bopuwoBoi, [AnbimoBon) n
«Moptper EkatepuHbl Il B xpame
6orunu lMpasocyaus» [.[NeBuy-
koro, «AsTonoptper» K.IN.bpronno-
Ba, «ABneHne Xpucra Mapun Mar-
JannHe» A.AVBaHoBa, «CBaTOBCT-
BO Mavopa» un «BpoBywka»
MN.A.®epotoBa. B 10 e Bpems oT-
6op psaa npousBeseHUN Obin
cTpaHeH W HeypayeH. OO6blYHO
CAEpXXaHHbIA N NTAKOHUYHbIA B
CBOMX BbICKa3blBaHUAX, TpeTbA-
KOB C BO3MYLLEHMEM KOHCTaTupo-
Baj B CBOEN 3aNNUCHOM KHUXKeE:

Pycckaa wkona: Bcex kap-
MuH 78; Heyxenu pycckasa wkosa
npoussena monabko 78 npousse-
OeHul, docmolHbIx 019 omnpasJie-
Hus Ha sbicmasKy? Hempo!

Ynpekun TpeTbAKoBa, B TO
BpeMA ele He obnajaBLIero Xxo-
poOLWIMM 3HaHMeM WUCTOpUU pycC-
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ckoro uckyccresa XVIlI Beka n He
NpoABMBLUEro 3HAaTOYECKOro ero
NMOHUMaHUsA, B HETOYHOM Bblbope
KaptuH JleBuukoro u boposu-
KOBCKOI0 MOXHO ocrnopuTb. Ho B
uenom TpeTbAKOB MPOAEMOHCT-
pvpoBan ACHOCTb W CaMoOCTOS-
TeNbHOCTb, HafNpuMep B cpaBHe-
HUW C No3uuMel aKaseMUyecKo-
ro CoBera, cyxaeHui. [No3aHee, B
KoHue 1862 roaa (. «CoBpemMeH-
HasA netonucb», 1862, N2 11) -
nepsoi nonosuHe 1863 (k. «Co-
BpeMeHHUK», Ne 4, 5), Bcemup-
HafA BbICTaBKa 1 npouecc otbopa
npov3BeAeHNIN POCCUNCKON CTO-
poHOI («6e3 njaHa U MbICAUY)
6bIn NoABeprHyT Tl ATebHOMY
aHanusy u Kputmke Bacunuem
CracoBbIM. TpeTbsiKOB, o4eBUAEL,
M YYaCTHUK NOHAOHCKUX cOObI-
TUIA, ¢ 6ONbLINM BHUMaAHKEM BOC-
NMPUHAN CYXAEHUA MOJIOAOTO, HO
TanaHTAMBOrO KPUTMKA, KOTOpble
COOTBETCTBOBAAM MHOTUM ero
JINYHBIM HabNOAEHNAM U pasMbl-
WIeHNAM.

OAuVH 13 BaXKHENLWNX BONpo-
coB, no MHeHuto CracoBa, KOTO-
pblii BO3HUK B CBA3W C NepBbIM
LUIMPOKMM y4yacTMeM pyCcCKOro mc-
KyccTBa Ha BcemupHonm BbicTaB-
Ke: YTO Halla XMBOMWUCb B psAAy
apyrmx wkon?.. Kakme xe nono-
XUTeNbHble MPU3HAKM Hallen
LWIKONbI, KaKol ee xapaktep? Ha
Koro oHa Bcero Gonee noxoxa?
Kputuk paert AcHbin oTBeT: Bce-
MupHas sbicmasKka 1862 200a no-
cNyxuJsa, HaKoHey, K onpedesne-
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A3BUI YUTKN
O6opoHa Caparocbl
1828

(Kat. Ne 275,

noja HasBaHuem
«3awmTHmua
Caparocb»).

Xoncrt, Macno

94 x 141

SIR DAVID WILKIE
The Defence of
Saragossa, 1828
(Cat. 275, Maid of
Saragossa).

0Oil on canvas

94 x 141 cm

A3BUA YUTKN
Muddepapn. 1829
(Kat. N2 257, nog,
Ha3BaHueM
«Muddepapun n
nUAUTPUMBI,
VCMONHAIOWME TMMHbI
B noxsany MasoHHbI»)
Xoncrt, Macno

46 x 36,2

SIR DAVID WILKIE

| Pifferari. 1829
(Cat. 257,

The Pifferari with Pil-
grims playing Hymns
to the Madonna).

0Oil on canvas

46 x 36.2 cm

HUI0, ¢ KakKoU wkKosol uckKyccmsa
y Hac 6osee sce2o cxoocmea. Ha-
wa WKoa (A 2080pt0 0 NPEXHUX
ee nepuodax) scezo 6osee umeem
obwjux yepm c 00HOW U3 es8po-
nelicKUX WKOJ NpexHe20 s8pemMe-
HU, C KOMOPOIO ee elje He CPasHU-
Banu, 0a U Hesb3sA 6bII0 3MO20
cdenamb 00 HblHewHell 8bicmas-
Ku, - ¢ aHenulicKot. Takoe cpas-
HeHue Ha nepsbili 83271510 0CKOP-
6um mHozaux. Kak cpasHusams Ha-
WU MaaaHmMel, HaWUX 2eHUes C aH-
2NulicKUMU Xusonucyamu, Komo-
pbix 8 Espone HUKmMo He 3Haem, da
u 3Hamb He xoyem! BcemupHbie
BbICMABKU TNepeMeHAKM MHO020

npexHux noHamud, 8 mom qucne
npexHue noHamus o6 aHenul-
cKoli wKone xusonucu. OHa, KaK
u Mbl, 8 nepsbili pas sbicmynusa
neped yenbim csemom. Co scemu
CBOUMU CUMAMU U HedoCmamkKa-
mu®,

Cracos OAHNM N3 NnepBbiX
Hawen npuHynnmaibHoe CXOoACT-
BO B KaHPOBOM pasBUTUW pyc-
CKOFO N aHIMMIACKOro MCKYCCTBa
NnpeAlWecTBYOWEro  BpeMeHMU.
CnpaBeanueo Bblgenvn ocobble

8 Cmacos BB. MN36p. cou. B.3 7. M, 1952, 1. 1, c. 86.

JOCTVXKEHWSA MacTepoB aHruii-
CKOFO M pycCcKOro noprperta:

...Mb1 mym wnu o0HuUM waeom
¢ AHenuell, u 8ce 8eHUbl, KOMO-
pble OHa 3acayxuJsa, npuHadse-
»)am u Ham. [Mopmpemsi Jlesuyko-
20, boposukosckoeo, KunpeH-
ckoeo, bpronnosa cmaHym padom
¢ ayqywumu nopmpemamu Pel-
HonbOca, leliHc6opo, PomHes u
JloypeHca, 3aKao4arom cmoJsibKo
e usAwecmsa, npasobl, biecms-
WUX POCKOWHbIX MOHOB... 8esu-
KocsemcKol epayuu, 8esbMOX-
HO020 doCMOUHCMBA, NbIWHOU Na-
padHocmu’.

CracoB oueHMBan BbICTaBKy
1862 roga c no3swuuuii npusep-
XeHua Habupaiouwero cuay uc-
KycCTBa peajncTU4yeckoro Ha-
npasneHns. OH Haxoaun 6onb-
wyto obwHOCTb B HanpaBieHUn
pa3BUTUA aHIIMNCKOIO U PyCCKo-
ro MCKycCTBa B CTOPOHY peanuc-
TMYECKOWM XaHPOBOW XMBOMUCH,
cpaBHuBan Xorapta n ®epfoToBa,
TOYHO MOAMETUB BaXKHYK COAep-
)KaTeNnbHYK pasHuLY WCKyccTBa
ABYX LWKOJ:

...Huz0e mbI He Bcmpemum ma-
Kol 6/1u3ocmu K 202apmoBCKOMY
HanpasJaeHulo, KaK 8 pyccKol Ho-
soli wkone. ®edomos - [oeapm
Poccuu.

...Mexdy uckyccmsamu o60-
ux HapoOos cywecmsyem u 2/1y60-
KaA pasHuya. Pycckoe uckyccmso
HUK020a He NOBMOPAI0 aH2/Iul-
CKOo20 UCKyccmsa, meM 6oJiee 4mo
e20 sosce He 3Han0'’. MocnegHee
yTBEpXAeHne TpebyeT nonpaBKu.
BaxHo apyroe - CtacoB BepHO 0T-
MeyaeT, YTo ...ceolicmeeHHoe aHe-
aulickol xaHposolU xusonucu
MOpasu3amopcmso He UMeem oOC-
HOB8 B8 HanpasjeHUUu HApoOHO20
dyxa 8 Poccuu... 1tobumbie membl
aHenulicKoeo uckKyccmsa: yeHe-
meHHas cmapocms, cmpadarouwas
6ecnoMouHOCMb U NOMOM, KaK No-
C/IeOHAA cmpaHuya aHenulickoz2o
pomaHa, cyacmausas csadbba,
socmope onpasdaHHoz20 cydom ce-
Melicmsa, cxs8ayeHHbIl 30KOHOM
npecmynHuk. ...Pycckoe uckyccm-
80 CMOJIb e mMaJsio dymaem 0 MOpa-
21U, dobpoHpasHocmu U cemeliHOM
cuacmee, Kak [oeonb u poduswas-

cA om Hezo aumepamypa. KoHeuHo,
OHO He MeHble, YeM y aHaaul-
CKOo20 Hapoda, Ha0apeHO MaJsaH-
mMoM K camupe U oMOopy... pyccKoe
UCKYCCMBO CMOJIb Xe 2/1y60Ko pe-
a/71bHO, KOGK aH2/1ulcKoe, OHO
anosib e CMeJsio U MajaHmauso
Hucxod0um 8 MUHy BCeOHesHOU
JKU3HU, oxaambigaem... MUp 6edHo-
CMU U HeC4Yacme#... HO y Hez20 ecmsb
csou momussbi'.

CracoB oTMevaeT HecpaBHU-
Moe pa3Hoobpasue HapoAHbIX TU-
MoB, BCTPEYAIOLWMXCA B PYCCKOWM
aevictBuTenbHocTtu. Mo ero y6ex-
JeHWNI0, 3TO OCHOBHOWM WMCTOYHUK
LOCTOBEPHbIX KU3HEHHbIX CloXKe-
T0B. PyHAaMeHTaNbHbIA Te3nc o
TOM, 4YTO BOCMpOU3BeAeHUNE Aeit-
CTBUTENIBHOCTU — OpUrMHanbHanA
N CUNbHAs CTOPOHA HbIHELLHEro,
peasncTMYecKoro, HanpasieHUs
PYCCKOW OTeYeCTBEHHOM LUKOAbI
BbIABUHYAN N @HTUACKNE KPUTU-
KW, ocBeLlaBLUNe BbICTaBKY:

Bce Hadexdbl pycckozo uc-
Kyccmsa 8 6ydywem onuparomcs
HQ@ KapmuHbl U3 pycCKOU U3HU U

TOMAC YBUHC

B HeanonutaHcKow
MacTtepckoi. 1832
(Kat. N2 217, nog,
Ha3BaHueM «Pe3unk
06pa3oB. NHTepbep
HearnonnTaHCKo
MacTepcKomn»

Xoncrt, Macno

75 x 86,3

THOMAS UWINS
The Neapolitan Saint
Manufactory. 1832
(Cat. 217. The Carv-
er of Images - Interi-
or of a Neapolitan
Saint Manufactory)
Oil on canvas

75 x 86.3 cm

% Cmacos B.B.

Ykas3. cou. 88-90.
10 Tam e, c. 90-91.
" Tam e, c. 93.

COBUPATENN I MELLEHATHI

ucmopuu. ...Ecnu oHa (Poccus)
npumemcs 3a OelicmsumesibHoe
HayuoHaabHOe HanpasJeHue.
YpoKku, unn noyyveHuna, Kak
ux Hasan Cracos, BcemupHon
BbICTaBKM JJj11 PYCCKOMO UCKYCCT-
Ba MMeNN MPUHUUNMANbHBIA U
MepcreKTVBHbIN XapaKTep.
BcemupHasa BbicTaBka 1862
roaa B JIoHAOHe nokasana uckyc-
ctBo Poccum B paay xypoxect-
BeHHbIX wWwKon EBponbl, ABMnack
KaTann3aTtopoM HaLMOHanbHOro
camoonpejesieHUA pyccKoro uc-
KyccTBa, NMpojAeMOoHCTpupoBana
[LOCTVMXKEHUA pYCCKOW nopTpeT-
HOM LWKONbl, HeaKTyalbHOCTb
aKaJeMN4YecKoro NCKyccTBa B ero
COBpPEMEHHOM BMAe, NpeAcKasa-
na 6yaywHOCTb pasBUTUS peanu-
CTUYECKOro COoAepKaTesibHOoro,
HapoAHOro Nno cBOEMy XapakTepy
WCKYyCCTBa, KaKOBbIM CTaio wuc-
KyccTBO nepenBuxHMKoB. Cnycta
ToNnbKo rog B 1863 cocroutca
3HAaMEeHUTbIN OYHT AMNIOMHUKOB
AKageMuun xyf0XecTB NpoTuUB or-
paHWYEHHOCTU aKaAeMUyecKmx
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Aorm. O6beiMHUBLLNCH C MOCKOB-
CKUMU XYAOXKHMKaMU, 3TW nertep-
Oyp>Kubl CO34afyT BNOCNeACTBUN
3HaMeHuToe ToBapuuiecTBo ne-
PeABVMXHbBIX  XYA0XeCTBeHHbIX
BbiCTaBOK. [lepBan BbiCcTaBKa ne-
peaBMXHUKOB oTKpoetca B 1871
rogy HakaHyHe BcemupHoi BbI-
ctaBku B JlonaoHe 1872 ropa, Ha
KOTOpPOI pycCKOe MCKYCCTBO pea-
JINCTUYECKOro HanpaBfieHWsA, Ha-
pOAHOE MO AyXY, BbICTYNUT MOJHO-
NMpaBHbIM W CWUJIbHbIM Y4acTHU-
KOM, HO 3Ta TeMa OTAEeNbHON CTa-
Tbu. [MaBHbIM cobupaTenem u
BAOXHOBUTENIEM MCKYCCTBa nepe-
ABUXHUKOB cTaHeT [laBen Mu-
xannoBmy TpeTbAKOB; Heclyyal-
HO OAWH U3 (paHLYy3CKUX KpUTH-
KOB Ha30BeT XYyJOXHWKOB ero
Kpyra «TpeTbAKOBCKOIO LUKOJIONY.
Yuactume N.M.TpetbakoBa Bo Bce-
MupHon BbicTaBke 1862 ropa
CBOMMUW KapTWUHaMW, ero Herno-
CpeACTBeHHble BMeyaTneHus oT
yBuaeHHoro B JloHZOHe Xypoxe-
CTBEHHOro MHoroob6pasus, aHa-
N3 HaUMOHAaNbHbIX 3KCMO3MLMUIA
Bacunvnem CracoBbiM, 6e3ycios-
HO, CKasanucb Ha JaibHeilleM
pa3sBUTUMN KOHTaKTOB TpeTbAKOBa
c AHrnven, nopaTeBepaunun Bep-
HOCTb M XW3HEHHOCTb ero Jny-
HbIX CO0OpaXXeHWIA 0 CTPYKTYype u
HaLMOHaNbHOM XapaKTepe co3ja-
BaeMoln MM ranepen. BeposTHo,
TOrAa Xe, HO He Mo3AHee NepBou
nonoBuHbl 1860-x rogo. (B TO Ae-
CATUNETME OH No6biBan B AHMNK
B 1863 n 1865) TpetbsAkoB noce-
TUN HeAABHO OTKPbITYIO ANnA ny6-
nMKkn HauunoHanbHylo nopTpert-
Hylo ranepeto B JIoHAOHe 1 onpe-
AennacA B HaMepeHuu naaHomep-
HO co34aBaTb W BK/OYATb KaK He-
0TbeMJ/IeMyt0 YacTb B CBOe cobpa-
HWe nopTpeTbl Ntojen, AOPOrmx

12 Cmacos B.B. Yxas cou., c. 85.

13 Muebmo MN.M. TpetbakoBa - B.H. TpeTbakoBoiA,
2 man 1895.- OP I'TT, ¢. |, ea. xp. 6099, n. 1.

" Mucsmo MN.M. TpeTbakoBa - B.H. TpeTbaAkoBoiA,
4 maa 1895.- OP Tl .1, ea. xp. 6100, . 1.

' bomkuHa Afl. Ykas.cou., c. 287; OP ITT, ¢. I,
en. xp.6135; en. xp. 6138 - 6141.

16 Tam se, c. 290; OP T, ¢. |, ea. xp. 6256,
6259.

28 TPETbAKOBCKAS TANEPES

Hauuun. TpeTbAKOB YKpenwuicsa B
CBOEW Mo3Muumn NpuaaTb CBOEMYy
cobpaHuio BbICOKMI HaLUOHaNb-
Hbli WHTEpec, MpeAcTaBUTb Ha-
LMNOHaNbHYIO LKOAY XMBOMMUCK
BO BCell ee MOJHOTe, NOKasaTb ee
camocTofATe/lbHOe NINLO WU Cno-
CcOBHOCTb K pa3BUTUIO NO AeNncT-
BUTENIbHO HaUMOHaNbHOMY Ha-
npasneHuto. bonbwon natpmot n
npejaHHbln cBoelt GnaropofHoi
naee co3jgaHWA HauMOHaNbHOM
ranepey pyccKoro WCKycCCTBa,
TpeTbAKOB CBOeN MpaKTU4ecKoun
LeATeNbHOCTbIO CHAN rOpbKMe, HO
BO MHOFOM CrnpaBejJ/iBble ynpe-
KW aHMUNCKUX KPUTUKOB B TOM,
YTO pyCCKOe WCKYCCTBO B MNpex-
HeM CBOeM pa3BMTUW He MoKasa-
N0 BbICOKOr0 HaLMOHaNbHOIO MH-
Tepeca, onpejeneHHOro Hauuo-
HanbHoro ctuna'’,

KoHTakTbl TpeTbsikoBa c Be-
ANKOBpUTaHMEA aKTUBHO Mpo-
paomxanucb nocne 1862 ropa, oH
MHOro pa3 nocewjan 3Ty CTpaHy
(1863, 1865, 1872, 1887,
1895, 1896), nocneaHnn pas 3a
nontopa roga A0 CMepTW, BECHOWM
1897-ro.

MNaBen MuxarinoBuy TpeTbs-
KOB uMen aenosble cBA3N B JIOH-
noHe, MaHuectepe u batdopae,
6biBan B [Masro n 3anHbypre. Ero
BM3UTbl B BenukobputaHuio Ho-
CUAN He TONbKO KOMMepYecKun
xapakTep. B Kaxabi npuesp Ha
BputaHckue octpoBa TpeTbsKOB
CTpeMuicsA MOCETUTb BbICTABKY,
B KOTOPbIX MPUHUMaNU y4yactue
pycckune mMacTepa (Hanpumep,
B.B.BepewaruH), MHOXecTBO 3KC-
nosmumnii paboT aHMUACKUX Xy-
AOXHMKOB, My3en. O6 MHTeHCUB-
HOCTW aHIINNCKNX XYAO0XKeCTBeH-
HbIX BreyatneHun TpeTbAKoOBa
CBUAETENbCTBYIOT XapaKTepHble
BbIIePXKKUN M3 MMCeM U BOCNOMU-
HaHuin 1895-1897 ropos:

2 man 1895:

Byepa A ocmompen yembipe
sbicmasku U HayuoHanbHyto ea-
nepeto. 30ecb BbICMABKU OMKPbI-
mbi ¢ 8 ympa 0o 7 seyepa u my3eu
c 10 makxe 0o 7 seyepa (pasyme-
emcs, 8 JlemHee BpeMs), MOXHO
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MHO20 ycnems ocMompems .

4 masa 1895:

..BmopHuk 6b1n1 8 KeHcuHe-
MOHCKOM My3ee U Ha pa3HbIX MeJi-
KUX 8bICINABKAX, 84epa OeHb Npo-
sen 8 Okcgople; ce2o0HA no-
cnedHuli OeHb, 6ydy 8 pasHbix My-
3esx, a 3asmpa 8 8 4. ympa yeoy.
Tbl 2080pUWb O Nymewiecmauu no
AHenuu, 0a e2o o4YeHb nez2Kko coe-
nams, Bceeo 24 [2-47?] eopoda,
CMOoAWUX BHUMAHUA, G A B KaX-
doe nymewecmsue 30-40 ocmam-
pusar. [lsa cambix uHmMepecHsbIxX
yxe suden. TonbKo 30ech Oe3
A3bIKA 04YeHb Hesle2Ko, 0axKe 8 Ma-
Kol 6onbwoli Hosoli u npesoc-
X00HoU 2ocmuHuye, 20e A usy,
He 2080pAM HU HA KAKOM f3biKe,
Kpome aHanulickozo'.

M3 BocnomuHanum A.l1. bot-
KnHow 3a 1896 roga;

Tpembsikos edem 8 JIoHOOH, 20e
Hado nocemumb Oecsimb, XOMs U He-
60/1bUIUX, BLICMABOK, U NoOC/e He-
KOmopoeo KosiebaHus cobnazHsem-
cs u 3abupaemcs 8 LLlomnaHouro -
3duHbype u [naszo'”.

N3 nucema TpeTbAKoBa B
mae 1897 u3 JloHpoHa:

lpuexan ctoda 8 cpedy, 8 no-
JloBUHe wecmoeo seyepa... Buepa
suden yxe yembipe sbicmasKu'®.

C KaablM HOBbIM Npre3AoM
BHMMaHMWe TpeTbAKoBa Bce Honee
npuenexkana bGypHaa XyLoxecT-
BeHHas XWU3Hb, TeaTp, 1nTepaTypa
3Tow cTpaHbl. VIHTepec K Bennko-
OpUTaHUM coXpaHsaica 1 Mo BO3-
BpaweHun B Poccuto. Masen Mu-
XalnoBuY nocewjan BbICTaBKU
aHMUINCKMX akBapenuctos B lMe-
Tepbypre, U3 npecchbl y3HaBan o
HOBOCTAX KyNbTypbl. He 3HasA aHr-
NNIACKOro fA3blKa, OH BCe-TaKu
cTpeMumscA NpUOBWNTLCA K aHr-
NMACKOM KnacCuyeckomn nurepa-
Type. byayun yxe He3nopoBbIM,
He3a4o01ro Ao cMepTu TpeTbAKoB
yutan OGuorpaduio AnekcaHapa
NBaHoBa, ofHOro U3 NO6UMbIX
UM XYAOXHUKOB, U «fApMapky
Twecnasua» Y.Tekkepes...

lanuHa AHOpeesa

1. Botkina A.P.

Pavel Mikhailovich
Tretyakov v zhizny i
iskusstve (Pavel
Mikhailovich
Tretyakov in Life and
Art). Moscow, 1993,
p.285

2. Letter: S.M. Kamin-

skaya to PM.
Tretyakov,
22.04.1860

MARKING THE 450TH ANNIVERSARY OF DIPLOMATIC AND BUSINESS RELA-
TIONS BETWEEN RUSSIA AND THE UNITED KINGDOM

PAVEL MIKHAILOVICH

HAS BEEN TO ENGLAND, AS USUAL...

THANKS TO THE METICULOUS AND PRECISE MANNER RUSSIAN MER-
CHANTS, AMONG THEM PAVEL TRETYAKQOV, USED TO DO BUSINESS, THE
TRETYAKOV GALLERY ARCHIVES FOUND THEMSELVES IN POSSESSION
OF SOME MOST INTERESTING EVIDENCE OF HIS WORK AS AN ART COL-
LECTOR: HIS LETTERS, NOTE-BOOKS, DIARIES, BILLS AND OTHER MEM-
ORABILIA BEAR VALUABLE TESTIMONY TO HIS LIFE-LONG ENDEAVOUR
OF BUILDING UP THE FIRST NATIONAL COLLECTION OF RUSSIAN
PAINTINGS. EVEN LESS KNOWN, BUT NO LESS INTERESTING, ARE THE
FACTS OF PAVEL TRETYAKOV'S REGULAR JOURNEYS ABROAD. BESIDES
SERVING BUSINESS PURPOSES THE TRIPS ALLOWED TRETYAKOV TO
VISIT NUMEROUS ART EXHIBITIONS AND MUSEUMS, AND TO
ACQUAINT HIMSELF WITH CONTEMPORARY ARTISTIC TRENDS IN
EUROPE. HE WAS COMPARING AND ANALYZING, ACCUMULATING
IMPRESSIONS, BUILDING UP KNOWLEDGE AND EXPERIENCE, AND
DEVELOPING THE CONNOISSEUR'’S TASTE - ALWAYS WITH THE IDEA OF
A NATIONAL ART COLLECTION IN MIND.

His daughter and bibliographer
remembers: ...Pavel Mikhailovich has
been to England, as usual..
Tretyakov visited Britain many times,
and his first visit dates back to June
1860 when, still a young man and
an emerging art collector, he made
his first trip in Europe. The itinerary
included "all major cities on the Con-
finent, except Vienna," and also Bri-
fain and Ireland. His first impression
of London becomes clear from his
sister’s lefter:
Moscow, June 22, 1860

. Your letter from London
shows that your impression of it
[London] is the same as that of oth-

ers who had seen it for the first time:
it struck you with its wealth, huge-
ness, its remarkable animation. But
all that was your first impression
which seems to have been followed
by you getting bored, which | really
cannot understand. How could you,
so curious about everything, get
bored in such an interesting place as
London?... May it have been from the
local weather, foggy and rainy,
enough to make anybody bored?...*

About a year later the English
topic came up again: Tretyakov
received a letter from one of his
correspondents. He urged Tret-
yakov, a member of the Art Lovers’
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Society and an authority with con-
temporary Russian painters, to per-
suade them to adopt Shakespeare’s
heroes and similar dramatic histor-
ical events and characters as sub-
jects for their pictures. The author
of the letter, incidentally, noted the
high moral spirit that Shakespeare
must have intended to be read in
the tragic deaths of his heroes:
...Ophelia who was drowned while
brooding on the sorrow of her
heart's reflection or Hamlet killed in
a fencing match... attempting to
save his name from aspersion; Lear
mourning the death of his beloved
Cordelia, innocent Desdemona
strangled by Othello...}

That appeal seemed to sound
quite apt, considering the crisis of
Russian academic historical paint-
ing that was then evident. There
was reason, too, in addressing it fo
one of the most liberal-minded col-
lectors and judges of art. Is it not
possible to see Ophelia as the pro-
totype of a series of "drowned
women" which appeared in the pic-
tures of many Russian painters of
the late 19th century? Or does
Vasily Perov's famous canvas of the
same subject ("Found Drowned")
not look as if it was inspired by
something similar? Or does King
Lear's anguish over the dead body
of Cordelia not bring fo mind the
image of Ivan the Terrible grieving
theatrically over his son? Indeed,
critical realism, accumulating as it
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was at that time, was encouraged
by Tretyakov, who commissioned
some of the pictures. The painters
tended to choose, following Shake-
spearean pathos, tragic subjects
for their historical canvases. Those
made it possible fo betfter reveal the
moral aspect of the heroes’ suffer-
ings and deaths. They might also be
taken as a suggestion of blame, as
well as a challenge, fo contempo-
rary social evils.

The most important events in
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B. TMM

Pycckuit ctenp

Ha BcemupHow
BbICTaBKe B JIOHAOHe.
Jlutorpadusa

V. TIMM
The Russian Painting
Room af the Interna-

tional Exhibition in Lon-

don
Lithograph

B.N.AKOBU
PasHocunk. 1858
(Kat. N2 1652)
Xoncrt, Macno

VALERY IAKOBI
Street Peddler. 1858
(Cat. 1652)

Oil on canvas

the history of Russian-British cultur-
al contacts of the 1860s-1870s are
thought to be the Russian painting
shows at the 1862 and 1872 Inter-
national Exhibitions in London - a
highly significant fact in itself, con-
sidering that the Crimean war had
just ended. It was also the first time
that some canvases from
Tretyakov's collection were exhibit-
ed in London. His own judgment,
therefore, of what kind of painting a
Russian art exhibition should
include is of great value.

Initially, Russian painters were
represented by seventy-eight can-
vases, mainly the works of the mem-
bers of the Academy of Fine Arts
from the Emperor’s collection and
from those of the Imperial Family, or
the recognized Zhadomirsky Collec-
tion. It was agreed that the most
prestigious independent collections
that deserved to participate in the
London display were the following:
from the Pryanishnikov collection -
seven paintings; from the Sol-
datenkov collection - four paint-
ings; from the Tretyakov collection -
three canvases; and from the Kule-
shev-Bezborodko gallery - two pic-
fures.

As a young, but promising art
collector, Pavel Tretyakov initially
suggested a list of four paintings for
the show - the "Portrait of Duchess
Kutaisov" by Vladimir Borovikovsky,
the "Portrait of Lanci" by Karl
Brullov, the "Madonna with Child" by
Fyodor Bruni, and "Cacciatore" by
Vasily Khudyakov: all painters were
the most important figures in Russ-
ian art of the late 18th-early 19th
centuries.

One of the main curators of the
Russian painting display at the Lon-
don Exhibition happened to be Fyo-
dor lordan, a distinguished engraver
and art school feacher who was
well-versed in the London art scene
from his early years as a boarding
student there. He personally
acquainted himself with Tretyakov's
collection in Moscow to make a bet-
ter choice for the preliminary dis-

play held in St. Petersburg in Jan-
uary 1862. He chose five pictures
from the collection, namely:
1." Portrait of the Archeologist
Michelangelo Lanci" by Karl Brullov
2. "Dying Musician" by Baron
Mikhail Klodt
3. "Village Dance" by Konstantin
Trutovsky
4. "Peddler Selling Lemons" by
Valery lakobi
5. "Oranienbaum Landscape" by
Alexey Savrasov

Even though Pavel Tretyakov
had different opinions on what pic-
tures to show, lordan was insistent.
He argued that with a greater num-
ber of pictures to choose from, the
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1859
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MIKHAIL KLODT
Dying Musician. 1859
(Cat. 1659)

Oil on canvas
39x51.2
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choice of a smaller quantity became
easier’ As a result, the Academy
Council decided on three genre
painfings from the Tretyakov collec-
tion: "Dying Musician”, "Village
Dance” and "Peddler Selling
Lemons".

Pavel Tretyakov's mother and
sister Sophia happened to be the
first of the Tretyakovs who saw the
Russian exhibition as soon as they
arrived in London in May 1862. The
impression they received - first,
instant and candid - seems, there-
fore, more valuable than even the
professional one later expressed by
the critics Vasily Stasov and
V. Grigorovich in the Russian press.
In their letter the two women wrote:

3. Letter: I.Kutuzov to PM.Tretyakov,
24.04.1861.

4. Letter: Fl.lordan to PM.Tretyakov, ...
5. Letter: S.M.Kaminskaya to PM.Tretyakov,
18.05.1862.

A page of Pavel
Tretyakov's
note-book
(1862-1863)
The Tretyakov
Gallery Archives
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THOMAS WEBSTER
A Village Choir
1847

Oil on panel,

60.4 x91.5 cm

The next day, after our arrival,
we visited the Exhibition. It is so
huge that it would take a few days to
see it all properly. Such, at least, was
my first impression. What unpleas-
antly struck all of us was the hum-
bleness and awkwardness of the
Russian arrangement. Even our pic-
tures are not hanging in one place:
some - in the room where goods are
displayed, and the rest together with
the others in the room for paintings.
Our doctor is very cross because
there are too few Russian goods on
display and the paintings are scant
and not very good quality... ®

It may be interesting fo note
that Tretyakov's future wife, Vera
Mamontova of the famous family of
the Mamontovs, also visited London
in summer 1862. Her brother Niko-
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lai would also become a well-known
patron of the arts; at that time he
was working in a trading agency in
London. Unluckily, in her diary there
is no mention of visiting the Exhibi-
fion.

Pavel Tretyakov spent Auqust
and the beginning of September
1862 in Britain. He went to Man-
chester on business, but stayed
mostly in London and, of course,
attended the Exhibition. A valuable
witness to that trip is his note-book:
alongside a list of expenses,
reminders of itineraries, inns and
hotels, many pages are devoted to
his impression of the paintings he
saw at the Exhibition. In the British
art collection Tretyakov, a man of
practical mind, could not help but be
fascinated with the water-colours of
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architectural designs. His note-book
bears the names of all important Bri-
tish painters of the 18th century, as
well as of the contemporary ones
whose works the art collector
admired: Joshua Reynolds, Thomas
Gainsborough, George Morland, Wil-
liam Hogarth, David Wilkie, Thomas
Lawrence, Charles Leslie, Charles
Eastlake, Thomas Webster, Richard
Bonington, Edwin Landseer, William
Hunt, John Constable, William Turn-
er, John Crome and others. Next to
the number of each canvas in the list
there is its genre scrupulously men-
tioned. Altogether, Tretyakov made
notes of thirty genre paintings, fif-
teen landscapes (including marine
painfings), twelve historical ones,
ten portraits and one [?] battle
scene.

It should be noted that
Tretyakov's records also included
some historical paintings, such as
those based on works of literature,
for instance, "Faust” by Goethe and
"Macbeth" by Shakespeare. The lat-
ter might have caught the collector's
eye as having been observed in the
letter cited above for the special
power of Shakespeare’s subjects.

Besides the works of the Pre-
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Raphaelite William Holman Hunt
and some landscapes Tretyakov
showed particular interest in British
genre painting - such as the anec-
dofal, especially rustic, scenes in the
pictures of George Morland, David
Wilkie, Thomas Webster, William
Collins and other masters.

Incidentally, about the same
time Art Journal published a review
by an anonymous author, which pin-
pointed genre paintfing, chiefly rus-
tic scenes, as a distinct feature of
the contemporary British school of
painting: ...that truly English school
of home sympathies and rustic sim-
plicity, to which the foreign galleries
of the |International Exhibition
afford little or no parallel ... made
sacred in the sphere of poetry by the
writings of  Crabbe and
Wordsworth...f

The collector’s interest aroused
by the British genre painters was
more than reasonable. His sharp
observant eyes spotted one of the
hallmarks of the British school of
painting that might have similar
traits in Russian art. Considering
that it was only a year after serfdom
had been abolished in Russia and
the peasants’ problem was very

THE TRETYAKOV GALLERY #1' 2004

YUNbAM KOJIJTMH3
[lepeBeHcKasn
nio6e3HocTb

1832

(Kat. Ne 252)

Xoncr, Mmacno

70,5 x 90

WILLIAM COLLINS
Rustic Civility. 1832
(Cat. 252)

0Oil on canvas
70.5x 90 cm

6. Art Journal,
01.06.1862, p.150

acute, Tretyakov envisaged that vil-
lage life was likely to become the
focus of attention of Russian genre
painters. And it did indeed become
so, as far as the early period of the
peredvizhnik (wanderers) move-
ment of the 1860s was concerned.

The second most widely exhib-
ited foreign school of painting that
received detfailed coverage in Pavel
Tretyakov's diaries was the French
one. But the topic of Tretyakov and
French art deserves separate study.
Nevertheless, it is worth noting that
unlike the British genre painting
that he admired so much, the French
collection particularly charmed him
with the landscapes of the Barbizon
school: Charles-Francois Daubigny,
Theodore Rousseau, Jean-Francois
Millet, Constant Troyon. Their works
were just coming info fashion with
Russian art collectors: canvases of
the Barbizon school were later to be
found in the collections of Sergei
Tretyakov and Andrei Bogolyubov.
Historical paintings by Paul
Delaroche and Jean Leon Gerome
seem to have also aroused Pavel
Tretyakov's interest at the London
International Exhibition of 1862.

What did the Russian school of
painting demonstrate at the London
Exhibition? In retrospect it is possi-
ble to say that the merits of the pic-
tures selected for the overseas exhi-
bition were, in general, quite high.
Indeed, of the seventy-eight paint-
ings which were chosen seventeen
arein the collection of the Tretyakov
Gallery today, more than fwenty
canvases are part of the Russian
Museum collection in St. Peters-
burg, while others are on display in
many provincial Russian museums.
Some of the artists were sfill quite
young at the time, but their names
would feature in the subsequent his-
tory of Russian art - among them
Ivan Aivazovsky, Timofey Neff (the
author of the remarkable wall-paint-
ing and mosaics in the St. Isaac
Cathedral in Petersburg), Alexey
Bogolyubov, Valery lakobi, Mikhail
Klodt, Vasily Khudyakov, Pavel
Chistyakov and others.

The paintings chosen to illus-
trate the earlier stages of Russian

art were really impressive: por-
traits by Vladimir Borovikovsky
and Dmitri Levitsky, works by Karl
Brullov, Mikhail Lebedev, Silvestr
Shchedrin, Orest Kiprensky, Vasily
Tropinin, and Alexey Venetsianov.
The Russian exhibition included
such masterpieces as three of the
series of portraits of the Smolny
Institute boaders (Yekaterina
Molchanov, Natalya Borschov,
Glaphira Alymov) and "Portrait of
Catherine Il the Legislatress" by
Dmitri Levitsky, the "Self-Portrait"
by Karl Brullov, "Christ Appearance
to Mary Magdalene After His Res-
urrection” by Alexander Ivanoy,
and "The Major Makes a Proposal"
and "The Young Widow" by Pavel
Fedotov.

Unfortunately, the choice of
some pictures seemed rather
strange and disappointing. Even
Pavel Tretyakov, usually reserved
and brief in his sayings, could not
contfrol himself and wrote in his
diary: The Russian school (of paint-
ing): altogether it makes up 78; has
the Russian school produced only
78 pictures worthy of being sent to
an exhibition? No! To save the
Russian school from shame the fol-
lowing ones of the chosen 78 pic-

tures should not be sent...”

Further follows a list of twelve
names with the number of pictures
against each of them to be excluded
from the candidates for the London
exhibition: seventeen pictures alto-
gether.

Another nine paintings belong-
ing fo such masters as Borovikovsky,
Levitsky, Kiprensky and others were
judged as a bad choice. Tretyakov
also commented on the imperfec-
tions of some other selected paint-
ings. Although his reasoning and
judgement - about the works by
Borovikovsky and Levitsky, in partic-
ular - could sound a little far-fetched,
his opinion on the subject is by any
standards definite and original. All
the more so, given that his views
found an unexpected champion in
Vasily Stasov, a young art critic.

In the wake of the London Exhi-
bition fwo Russian journals -
Sovremennaya Letopis (Contem-
porary Chronicle), No 11 of 1862,
and Sovremennik (The Contem-
porary) No. 4 & 5 of 1863 - pub-
lished comprehensive critical
reviews of the Russian art display -
with no strategy or idea, as the
reviewer qualified it. The author of
both reviews was Vasily Stasov.
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Office, 1851

(Cat. 413. Caxton
Exhibiting a Proof
Sheet to Edward IV)
Oil on canvas
218.5 x 284.5 cm

Tretyakov found many of his conclu-
sions inferesting and matching his
own observations and reflections.
The crucial question, in Sta-
sov's opinion, that the first large-
scale participation of Russian art in
an international show raised was...
What is our painting like as com-
pared to other schools?.. What are
the positive features of our school?
What is its character? Which school
does it resemble more than any
other? His answer was quite defi-
nite: Our national school of painting
(I am speaking about its previous
history) resembles, more than any
other, one European school of the
past with which it has never been
compared before, for no such com-
parison had been possible until this
exhibition. It is the English school.
Such comparison will infuriate
many Russians. How dare you to
compare our talents, our geniuses
with the English painters of whom
nobody knows anything in Europe!
More, nobody wants to know!
International exhibitions help to

7. Pavel Tretyakov's diaries, The Tretyakov Gallery
Archives
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correct your opinions, including
those about the English school of
painting. Like our’s, the English
school, for the first time, presented
itself before the whole world. With
all its merits and faults. ®

Vasily Stasov was one of the
first fo discover that both schools, in
their earlier history, had been devel-
oping along the same lines. Thus, in
portrait painting of the 18th centu-
ry both schools, as he justly
remarked, could boast of great
achievements:

... Here we have been going at
the same pace with England and all
the laurels that the English painters
have won, we have won too. The por-
traits by Levitsky, Borovikovsky,
Kiprensky, Brullov deserve to stand
next to the best works by Reynolds,
Gainsborough, = Romney  and
Lawrence. They contain the same
subtlety, truthfulness, extraordinary
rich colours..., splendid elegance,
aristocratic dignity, state grandeur. ®

Naturally, Stasov judged the
paintings exhibited in 1862 as an
adherent of the realistic art which
was then appearing. There was much
in common, he thought, between the
Russian and English schools, both
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WILLIAM ETTY

(The Combat: Woman
Pleading

for the Vanquished)
1825 (Cat. 373)

Oil on canvas

254 x 341 cm

8. V.V Stasov. Posle
Vsemirnoy Vystavky
(1862) (After the
International Exhibi-
tion (1862). In:
V.V.Stasov. Selected
Works in Three Vol-
umes, Vol. 1. Moscow,
1952.
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tending as they did to genre painting.
But comparing Hogarth’'s works with
Fedotov's the critic commented on
both their similarity and a very
meaningful difference in the ideas
underlying the two arts: ... nowhere
else can we see such closeness to
the spirit of Hogarth’s paintings as
we see in the new Russian school.
Fedotov is Russia’s Hogarth... still...
there is a great difference between
the arts of the two nations. Russian
painting has never been a copy of
English painting. All the more so,
given that Russian painters have
never been familiar with it. ®
Although the last statement is
not quite true, there seems to be
something that an attentive critic
cannot help noticing: the moralistic
idea, so traditional for English
genre painting, from David Wilkie
and Thomas Webster to William
Hogarth, is not suited for adapta-
tion fo the Russian national charac-
ter. Such favourite subjects of Eng-
lish genre paintings as the misery
of age, the hardships of the poor or
the sufferings of the abused, all
ending with a happy wedding, the
acquittal of a wrongly accused fam-
ily or the punishment of the crimi-

nal, would look strange on the can-
vases of the Russian genre
painters. Here one cannot help but
agree with the critic that ... Russian
painting is as far from such ideas as
morality, good morals and the hap-
piness of the family as are Gogol
and the literature to which he gave
birth... The originality of Russian
genre painting lay in something dif-
ferent: no less talented and under-
standing satire and good humour,
Russian painters sought realism of
subject in the great diversity of
national social types and their
behaviour. ® Such a conclusion was
echoed in the review of one English
critic who asserted that Russia
should pin all its hopes on pictures
of national character, based on its
traditions and history, if it is going
to find its own way in art.

Thus, the lessons which the
1862 International Exhibition
taught the Russian artistic comm-
unity were of fundamental import-
ance. The Exhibition defined Rus-
sia’s place among other European
schools of art, showed the encour-
aging achievements of Russian
portrait painting, and proved the
out-dated conservatism of aca-
demic art in its current form. It
opened up a new horizon for the
Russian national school, became a
springboard fo a free and inde-
pendent Russian art, realistic in its
meaning and democratic in its
character. In fact, it heralded the
arrival of the peredvizhnik (wan-
derers) movement: it was only a
year later that the famous revolt of
the Fine Arts Academy graduates
against academic and dogmatized
teaching happened in St. Peters-
burg. The rebels were fo join their
Moscow allies and in 1871, a year
before the 1872 International
Exhibition opened in London, the
[tinerants’ Society of Travelling
Exhibitions, as the new movement
was officially called, launched their
first show. So the 1872 London
Exhibition was o see a new Russ-
ian art, both realistic and demo-
cratic. But this is the topic of
another story.

The main inspirer and collec-

tor of the new Russian art was
Pavel Tretyakov, and one French art
critic would aptly nickname the
movement as ‘the Tretyakov
school'. The collector's 1862 Bri-
tish voyage and the participation of
his paintings in the International
Exhibition, his first-hand impres-
sions of the great multiplicity and
variety of current artistic ideas and
his understanding of the position
that Russian art occupied among
them, supported by Stasov's pro-
found analysis, were to buttress
Tretyakov's own conception of the
structure and the national charac-
ter of a future gallery.

That, in turn, led to his further
contacts with Britain. It was proba-
bly in the early 1860s - the collec-
tor is known to have visited Britain
in 1863 and 1865 - that Tretyakov
attended the National Portrait
Gallery, recently opened to the
public in London. That visit must
have convinced him in his intention
to systematically build up a Russ-
ian collection of portraits as part of
his future gallery. The collection
was to comprise portraits of people
dear to the nation. Thus, Tretyakov
became a champion of the idea of
instituting a collection highly
national in spirit, able to present
the Russian school of painting at
its best as an independent and
original art. As a great patriot of his
country Pavel Tretyakov provided a
practical answer to the bitter criti-
cism - mostly frue, in fact -
expressed by some British review-
ers who believed that Russian art,
in its previous history, had failed to
show itself interested in the nation-
al idea or in developing its national
style.

Pavel Tretyakov had long-
standing contfacts with the British
Isles: after 1862 he visited Britain
many times - in 1863, 1865, 1872,
1887, 1895 and 1896. He made his
last voyage to the white cliffs of
Dover in the spring of 1897, eight-
een months before his death. He
had commercial dealings with Lon-

9. Lefter: PM. Tretyakov to his wife, 02.05.1895.

10. Letter: PM. Tretyakov to his wife, 04.05.1895.
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don and Manchester and visited
Glasgow and Edinburgh on busi-
ness. His inferest in Britain was of
long-term nature, but not restricted
to business. Every tfime he happened
to be in Britain he sought out exhibi-
tions of Russian painters, if there
were any running at the time: thus,
he once attended Vasily Vereshch-
agin's personal show. His cultural
progammes usually included visits
to museums and numerous exhibi-
tions. How crowded those pro-
grammes were and how bright the
impressions they brought can be
judged from his letters, diaries and
the memoirs of his friends. Here are
some examples:

May 2, 1895

Yesterday | saw four exhibi-
tions and the National Gallery. Here
exhibitions are open from eight in
the morning till seven in the evening
and museums also work from ten fill
seven (in summer, of course). So you
can see a great deal. *

May 4, 1895

On Tuesday | visited the
Kensington museum and some small
exhibitions too. | spent yesterday in
Oxford. Today is my last day. | am
going to different museums and
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fomorrow, at eight in the morning, |
am leaving. You are asking about a
trip around England. It is very easy
to make. There are only 24 [2-47]
towns worth seeing and I visit 30-40
on every trip. | have already been to
the two which are the most interest-
ing. But you should know English.
Otherwise it is very difficult (to com-
municate) here. Even in such a big,
new and splendid hotel where | am
staying nobody speaks any other
language but English. °

Every new encounter with Bri-
tain made Pavel Tretyakov more and
more interested in its rich and excit-
ing artistic life, its theatre and litera-
ture. That interest would endure
when he returned to Russia. He
would attend shows of British water-
colours in St. Petersburg, would fol-
low news about London’s current
exhibitions, theatre performances
and new books. Unfortunately,
Tretyakov did not know the English
language. Nevertheless, he strove to
become acquainfed with English
classical authors. One of the last
books he read, a few months before
his death, was "Vanity Fair" by Wil-
liam Thackeray...

Galina Andreeva
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HOBDIE

NOCTYNNEHUA

B rpatyuyeckue (oHpbl
COBETCKOr0 i COBPEMEHHOr0
UcKkyccTea FocyapcTBeHHOM
TpeTbAKOBCKOW ranepeu

KOMMJIEKTOBAHWE COBPAHUA -
WHTEPECHEWMLLAA OBJIACTb MY-
3EMIHOM PABOTbI. MPEXIE YEM
NMPOW3BEAEHUE MCKYCCTBA OT
YACTHOIO BJIAAENBUA WU XY-
JOXHWKA NOCTYNUT B ®OHAbI
TPETbAKOBCKOW TANEPEW, MPO-
BOAUTCA CEPbE3HOE WCCNEMO-
BAHWE MO OMPEAEJEHUIO ErO
MECTA B KOJEKLMW, CKPYNY-
JNIEBHOE HAYYHOE OMUCAHUE,
COCTABJIEHME AOKYMEHTALUU
MO YYETY U XPAHEHUIO. BCE PU-
CYHKW W TPABIOPbI, MPEACTAB-
JIEHHbIE HA BbICTABKE HOBBbIX
MOCTYMNNEHUI TPA®GUKWN XX BE-
KA, KOTOPAA OTKPbIJIACb B AMPE-
JIE 3TOr0 rojA, NPOLIN 3TOT
NyTb «MPEBPALLEHNA» B MY3EN-
HbI SKCMOHAT.

1. KY3bMA NETPOB-BOAKWH. Moptpet geBywku. 1920
B., rpad. kap. 39,1x30,9

KUZMA PETROV-VODKIN. Portrait of a Girl. 1920
Pencil on paper. 39,1x30,9

2. AHTOHMHA CO®POHOBA. Nyxaiika. 1935
B., akB., Tyws, nepo. 29,9x37,4

ANTONINA SOPHRONOVA. Lawn. 1935
Watercolour, touche, pen on paper. 29,9x37,4

3. AJIEKCAHAP LLEBYEHKO. Mpauku. 1928
b., Temnepa. 40,7x34,5

ALEXANDER SHEVCHENKO. Laundresses. 1928
Tempera on paper. 40,7x34,5
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XpOoHoornyecKre paMKmn 3KCMO3MUMM O4EHb LUMPOKU M OXBATbIBAOT BCE NepUOAbI pa3Bu-
TA N306pa3nTeNbHOIO MCKYCCTBA, HAYMHAA C MOCIEePEeBONIOLMOHHBIX JIET U KOHYasA nocnes-
HUM AecATuneTneM apagauatoro ctonetus. OHa BKAtovaet 6onee 200 nponseeeHnii, cpeam
HMX HEMANO YHUKaNbHbIX IMCTOB BbIAAIOLWMXCA MacTepoB Hayana XX BeKa, MoHorpaguyec-
Kue Konnekuumn Kotopbix Hadanu dopmuposatbea eule B 1920-1930-e roabl. Torga nog py-
KOBOACTBOM W3BECTHOMO WUCKYCCTBOBEAA, y4eHoro, MyseliHoro gestens A.B.bakywuHckoro
ocyLLecTBNAN0CH NpMOOpeTeHe NEPBOKNACCHbIX MPOU3BeAEHMI, CTaBLUMX 30/10TbIM ALPOM
coBpeMeHHoro cobpanusa. Ero nononHeHve He NpeKkpaliaeTca U B HalWM AHKU. 3a nocnejHee
JecATUNETME B pe3ynbTaTe LefeHanpaBieHHOro M CMCTEMATUYECKOro KOMMNEKTOBAHMA B
toHabl fanepeun Bannock Gonee YeTbipex ThicAY paboT. CaMble LeHHble U3 HUX NpescTaBe-
Hbl Ha BbICTaBKe, a Moc/e ee 3aKpbITUA OyAyT BKOUEHbI B MOCTOAHHYIO 3Kcno3umuumio «Mc-
KyccTBo XX BeKa.

CoxpaHeHue BbICOKOr0 KauecTBEHHOro ypoBHA cobpaHuA He npocTasa 3agava. bonb-
was ponb B ero oborauieHnmn oTBoaMTCA paboTe ¢ HAacNeAHWKaAMK, U 34ecb cleayeT Nnoa-
YEpPKHYTb, YTO 3HauWTENIbHble NPUOOPETEHUA CTaAN BO3MOXHbI TONbKO Gnaroaaps »ena-
HUIO Apy3ei 1 POACTBEHHUKOB XYy 0XKHUKOB nepeaatb TpeTbsIKOBCKOW ranepee npuHagie-
Xawwme um wepespbl. B 1990-e rogbl M3 ceMelHbIX KOAEKUMIA NOCTYNUAM NPOU3BeAEeHNA
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N3BeCTHbIX xmBonucues n rpadumkos JI. bpyHu, N.Mutypnua,
A llleByeHko, H.YnbaHoBa, A.Tbiwnepa, AJlabaca, A.CodpoHo-
BOW, CTaHKOBbIe INCTbl NpPOCNaBneHHbIX unnocTpatopos A.Kpas-
yeHko, E.Knbpuka n KpynHoro MacTepa Mo3auKu U Gpecku
b.YepHbilweBa, pUCYHKN 1 aKkBapenu ApKUX npeacraBuTenen ne-
HUHrpaacKoi wkonbl B.Jlebesea, H0.BacHeuosa, M.bacmaHoBa.
B 311 robl ICTOYHMKAMM NOMOAHEHMA CTaNN TaKKe YacTHble Co-
HpaHus, y BNagenblieB KOTopbix npuobpetanuch sctamnbl M.Kys-
HeuyoBa, M.[ob6posa, H.lpuropsesa, B.®anuneesa, A[eiHekn,
pucyHkn u rpastopbl K.lletpoBa-BoakuHa, [.Mutpoxuna. Ewe
OAHVM MOLLHbIM MCTOYHMKOM NocTynieHuna ctanu aapsl. C cepe-
AnHbl 1990-x rogoB 3aKynoyHas feaTenbHOCTb [anepen B CBA3M
¢ hMHaHCOBBLIMMN 3aTPyAHEHNAMYM NPOBOAUNACH 3MN30ANYECKN U
rpacdunyeckoe cobpaHue NMOMOMHANOCH MOYTU UCKIOUUTENBHO 33
cyer paputeneit. Hukorga npexae 37oT dakT He npuobpeTan
CTONb aKTyanbHOro 3HayeHuA. Cpean AapoB COBPEMEHHbIX Xy-
AOXHUKOB BblAenAeTcA 3HauyuTenbHaa MoHorpaduyeckas Kosn-
nekuna O.KyapAwosa - N3BeCTHOro poccMincKoro rpaduka, aav-
TenbHOe BpeMA Xuslwero 3a rpaHuuen. leapbie npuHowexna
cAenanv BUAHble MOCKOBCKMe XyAOXHUKM M.Mutypuy, B.lysu-
no., B.bawnbikos. bonee crta cBOMX BeNMKONENHbIX PUCYHKOB U
akBapenei nogapuna T.MaBpuHa.

JKcno3numMA HaYMHaeTCA NOKa3oM NPOM3BeAeHNI BeayLnx
XMBOMUCLIEB M rpadnKoB Havana XX Beka, CTaBLUMX KnacChKamm
pyccKoro M3obpasutenbHoro Mckycctea. MHorve n3 Hux 6binu
TaKXe NpocnaBfieHHbIMWU MeAaroramu, Noj YbMM PyKOBOACTBOM
¢bopmMmpoBanochb TBOPYECTBO LEION MNneafbl U3BECTHbIX MacTe-
pos. A.lLleByeHKO NpeacTaBneH TpeMA IUCTaMU Ne4yaTHON 1 opu-
FMHaNbHOW rpaduKu, BbINONHEHHBIMY B CBOEOOPA3HOM CTUIIe Ha-
3BaHHbIM aBTOPOM «TEKTOHWYECKMM MPUMUTUBU3MOMY. XyAOXK-
HUK Ha NPOTAXXEHWUMN BCEW XXU3HWU CTpeMuics BbipaboTaTb cucTe-
MYy M306paXeHus, rae rMaBHbIM ABAAETCA KOHCTPYKTUBHO-KOMIO-
3ULMOHHOE 1 AeKopaTyBHOe Havano. OTclofa ero nHTepec K uc-
KycctBy CesaHHa, pyccKoMy Ny6Ky M HeonpuMutuBm3my. Jluct
«lMpaykun» co3gaH B KoHue 1920-x rofoB, B Nepnoj HanBbICLLIErO
B31eTa TanaHta u Mactepctea. OH BocnpuHuMaeTtca Kak Hebonb-
WaA MOHYMeHTaNbHasA KapTuHa, rae YeTkue, 06beMHble, Bbipasu-
TesbHble U XapaKTepHble, HECMOTPA Ha YCNOBHOCTb, (Urypbl KeH-
LIMH cBA3aHbl MeXay co60i eJUHBIM NNACTUYECKNM [IBUKEHUEM.
PomaHTnyeckun «en3sax c gepeBom» yyeHnka LLleBueHKo no xu-
BonucHomy oTaeneHuto Bxytemaca Pbapto, mactepa akBsapenw,
autorpadum, MOHOTUNWMW, HanNWcaH NOA BIMAHMEM CTUIMCTUKM
YYUTENIA U OTANYAETCA BbICOKOM XMBOMWCHON KYNbTYpOW, Lenb-
HOCTb0 KOMMO3ULMOHHOIO U KONOPUCTUYECKOTO peLLeHuH.

OJHMM 13 caMbIX 3HAYUTENbHbIX COBBLITWIA ABUAOCH MOCTYN-
neHne pucyHka K.lerpoBa-BogkuHa «[lopTpeT geBylwiKm», aatu-
posaHHoro 1920 rogom. B lanepee cobpaHa Hensnoxas Koniek-
LM rpadrKmM 3TOro BbIAAOLLEroca XMBONMCLA, BKIOYatoLwan 6o-
nee 30 NUCTOB pa3HbIX JIET, HO MO NOAHOTE U 3aBEPLIEHHOCTU OHa,
6e3ycnoBHO, ycTynaer o6wupHoi Konnekumn Pycckoro myses.
370 1 3aKOHOMEPHO, TaK Kak HaunHasA ¢ 1908 roaa XyAoXHMK no-
CTOSIHHO *wun B [eTepbypre 1 ¢ 3TMM ropofoM CBsi3aHa BCA €ro
TBOpyeckas cyabba. Tem Gonee LeHHbIM Ana cobpaHua Manepen
npeAcTaBnfercs npuobpeTeHne B NOCAeAHMeE rofbl Tpex rpaduye-
CKMX NNCTOB MacTepa. «BaymMumBbIN pUCYHOK» — 3TO NpeBOCXOA-

HOe onpejeneHne Kak Hefb3s Nydlle nogxoaut pabote «MopTtpert
JEBYLLKW», BbIpa3nTeNlbHOCTb KOTOPOro obycrioBfieHa He TOMbKO
npucyliein cBoeobpasHoil MOHYMEHTaNbHOCTbIO 06pasa, HO U
YAVBUTENIbHOW NAACTUKON (GOPMbI, MO3TUYHOCTbIO.

B nmoctynuBlen konnekuun pucyHkoB n aksapeneinn A.Co-
(bpoHOBOW BblAENAIOTCA BbICTPble 3apUCOBKM TYWbIO U yrieMm
«KeHwwmHa ¢ usetkom» 1 «Tpoe 3a cToNoM ¢ ByTbINIKON 1 KapTa-
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MW», OTAMYaloLWMeca M3ALWECTBOM MCMONHEHWA, Mncuxonormyec-
KOV 3a0CTPEHHOCTbIO M METKOCTbIO XapakTepucTuk. CoseplueHHo
ocoboe MecTo B ee TBOPYECTBe 3aHMMaeT aKBapesb. ABNAACH He
TONIbKO MpeKpacHbIM rpadukom, Ho 1 xusonucueM, CodpoHoBa
MHOr0 pa3MmblLLIANA O BbIpa3uTebHbIX BO3MOXHOCTAX A3blKa UC-
KyccTBa. M akBapenb, KoTopas coBMeLLaeT 0CoOeHHOCTU XUBOMU-
cu - BoraTcTBO TOHa, NMocTpoeHne HOpMbl 1 MPOCTPAHCTBA LiBe-
TOM - 1 B TO }Xe BpeMA npejnonaraet 6bicTpyto huKcaLmio Habnto-
AeHui, 6bina He3aMeHMMa ANA MOWCKOB «rapMOHUU B CllyYaiiHoC-
TAX BUAUMOTo Mrpa». TOHKUI, BO3AYLUHbIN, C MATKMMU TOHANbHbI-
MU nepexogamu nucT «Jlyxanka ¢ naBanHamm» 3 cepun «Moc-
KOBCKMI 300NapK» — npuMep Takol rpamyecKkomn rapMoHuu, Kor-
Ja, Mo C/lIoBaM XyAOXHUKA, «..4BeT npuobpetaeT npesMeTHOCTb
TONbKO Yepes coyeTaHue ¢ HOpPMOiA...».

TeopuectBo [1.MUTpoxuHa, KpynHeiilero Mmactepa Kcunorpa-
¢u1n, rpaBlopbl pe3LoM ¥ CyXOn UMbl Ha MeTane, npeAcTaBaeHo
ABYMA 0opTaMK, a TakKe PUCYHKOM U aKBapesbio, BbIMOJHEHHbI-
MW B pasHble nepuoabl. bonblIMHCTBO ero npovsBeaeHniA NocTy-
nuau B Havyane 1970-x rogo., 1 cpean HUX NpeobnagatoT 3amMeya-
Te/IbHble N0 BbIPa3nTeIbHOCTM NMPOCTPAHCTBEHHOIO PelleHns Ha-
TiopmopTbl. Kak M3bicKaHHasA AparoleHHOCTb BOCMPUHMMAETCA
KaMepHbIN PUCYHOK, NOALBEYEHHbIV akBapenbto «Mpywa, Abnoko
1 pioMKa». B HebonblIOM Nno pasmepy nncTe XyLOXHWKY YAaNoCh
n06uTbes 3t dexTa 0cob60i 3ByYHOCTM KOHTpacTa LBeTa 1 6enoro
¢oHa bymaru.

B yHMKanbHbIX akBapenax n pucyHkax T.MaBpuHo, KpynHo-
ro rpaduka, XyAoXHWKa TeaTpa U KMHO, KONeKLoHepa, NposB-
nsetcA Gonblloe MacTepcTBO B JOCTUXEHUM MNACTUYECKON W
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5.

3MOLMOHaNbHOW BblpasuTenbHOCTU. OHM NONMHbI CBEXECTU U He-
nocpesCcTBEHHOCTW BOCMPUATUA HaTypbl. Ha ¢popmupoBaHme nm-
npeccuoHncTmyeckon no ¢opme maHepbl MaBpuHONM OKasana
CUJIbHOE BNIMSIHWE TaKXKe CTUANCTMKA LPEeBHEPYCCKOro U Hapoa-
Horo ncKyccrtsa. B cBomx nponseegeHnAx oHa UCMOb3yeT Bblpa-
3uTeNbHble CPeACTBa TPaAAMLMOHHON XYyA0XeCTBeHHON (opMbl
nybKa, MKOHbI: CUY3THOE peLleHre KOMMO3ULMK, MHOTOSIpYCHOe
pasBepTbiBaHME CIHOXeTa, APKWUA, CBET/IbIN, MaXKOPHbIN KONOPUT.
CTpeMneHue foBecTU A0 coBeplieHCTBA HopMy BbiCTPOro Bbipa-
3UTeNIbHOMO PUCYHKA CTaNo AJ1A HEe U COPATHMKOB MO XyA0XecT-
BEHHOMY 06beanHeHuo «TpyuHaguate» B.Munawesckoro, H.Ky3b-
muHa, A.CotdpoHoBoii, PCemalukeBuya, b.PbibueHKkoBa TBOpyec-
KM Kpeno. B akBapensx «[lersax c Tyyamun», «ABTONOPTpET Ha
doHe kapTuH», «[lopTtper [.dapaHa» XyAOXHWK LeMOHCTpMpyeT
(heHOMeHaNbHy0 CNoCcO6GHOCTb B BO3MOXHOCTU J0OMBATLCA KU~
BOI JOCTOBEPHOCTU M306paXkeHWs Npu HapouMTOl He3aBepLUeH-
HOCTW pUCYHKa.

BuaHbIi xuBonucel, 1 TeaTpanbHbli XyaoxkHUK H.Mume-
HOB, OAWH M3 opraHu3atopoB O6uiecTBa CTaHKOBWCTOB, Mpej-
CTaBeH TyleBbIM PUCYHKOM «[epOMHA HaLLero 1 He Hallero 3K-
paHa», BbIMoNHeHHbIM Ans ypHana «CoBeTckunin akpan». Co3aa-
BaA HeKyl ajjeropuio «npekpacHoro» u «6e3obpa3Horo», oH
MacTepCKM MCNoib3yeT NpueMbl KOHTpacTta M rpoTecka AnA
TPaKTOBKM 06pa30oB COBETCKON «KeHLMHbI-TPYXeHULbI» |
npeacTaBUTeNbHULBI ¢AMKoro 3anaga». XapaktepHasa AnA paH-

-v--i-..,,_!‘

e

Hero nepuvopaa TBOpYeCTBa XyAOXHMKA MaHepa UCMNONHeHUS, OT-
ANYaloLWanca MOHYMEHTalbHOCTbIO U AUHAMMW3MOM KOMMO3M-
LMW, NnepejaeT 3KCMpeccuio ABUXKEHWNA, a NPOTUBOMOCTaB/eH e
yepHoro u 6esoro, NIOCKOCTHOCTL M306paXKeHns ycunvBaloT
BbIpa3nTeNbHOCTb PUCYHKa.

Bo BTOpOI YacTu 3kcnosmuuun npeactaBneHa rpaduka xy-
LOXHMKOB, Ybe TBOpPYECKOE CTaHOBJ/IEHME NPULLIIOCh Ha BTOPYHO
nonosuHy XX croneTtus. bonbLioi yaayen crano nononHeHue yxe
C/IOXMBLUENCA paHee KOMNeKLMWN LIeCTUAECATHUKOBY pUCYHKa-
MW W aKBapenAaMW BUAHOIO XWBOMWUCLA, APKOro NpescraBuTens
«cyposoro ctuna» H.AHAPOHOBA, a TaKXe BeAyLUMX MOCKOBCKMX
rpadmkoB W.lonuubiHa, 3axapoBa. K uncny 3HauntenbHbIX co-
ObITUIA CNeayeT TakiKe OTHEeCTU NOCTynaeHne paboT XyA0KHUKOB-
HOHKOH(OPMNCTOB, IKCMEPMMEHTATOPCKOE MCKYCCTBO KOTOPbIX
KOPHAMM YXOAMT K Hayany BeKa, OTTalK1BasACb OT aBaHrapAucT-
CKUX TPAAULMIA, LOKa3bIBaA UX U3HEHHOCTb 1 NIOAOTBOPHOCTb.
Bo3HMKHYB B 3MOXy XPYLLEBCKOW «OTTEMENN», OHO BCKOpe Bblio
BbIYEPKHYTO MapTUIHBbIMU QYHKLMOHEPaMUN U3 XYA0XKEeCTBEHHOM
*n3Hn. B 1990-e roabl, B KOHTEKCTE AeMOKPATUYECKUX NEePEMEH,
HeKoraa NoAno/ibHOe JABVXeHWe, NPOTVMBOCTOALLEe NCKYCCTBY CO-
LManuCTMYeCcKoro peannsma, noayymno opuumansHoe npusHa-
Hue, a paboTbl ero NMAepoB cTany NpuobpeTaTbes KPYMHbIMU My-
3eAMu. B rpaduyeckom cobparun TpeTbAKoBCKOM ranepeun obpa-
3oBanacb 6onblasn konnekuma. OHa nonyunna YeTKe o4epTaHUsA
B pe3y/ibTaTe MOKYMKW «KUHeTuyecKon» rpapukn @.UHbdaHTe-
ApaHa, MMHUManucTcKnx pucyHKoB [l.JInoHa, «<MeTareometpumyec-
Kux» Komnosunumin 3.ltenH6epra, «CTpyKTYpUpPOBaHHbIX GaKTyp»
[O.MnaBuHckoro, «MHbopMaTMBHbIX curHanos» HJ.3n0THMKOBA,

. TATbAHA MABPUHA

AsTonopTpert Ha ¢oHe KapTuH. 1939
b. akB. 6enuna. 44,8x36,2

TATIANA MAVRINA
Self-Portrait with Pictures in the Background

1939. Watercolour, whitewash on paper. 44,8x36,2

. AMUTPUI MUTPOXMH

Ipywa, a6aoko n pomka. 1965

b. rpag. kap., aks. 16,3x11,8

DMITRY MITROKHIN

Peach, Apple and Liqueur-glass. 1965
Pencil, watercolour on paper. 16,3x11,8

. OPU NMNMEHOB

TepouHaA Halwero v He Hallero sKpaHa
1927

B., Tywb, Kuctb, rpad. kap. 37,6x48,7
®poHTUCIUC ANA XKypHana

«CoBeTCKUIN 3KpaH»

YURI PIMENOV

Russian and Foreign Movie Star. 1927
Touche, brush, pencil on paper

37.6x48,7

Frontispiece for ‘Sovietskiy Ekran’ magazine

. AHATOJIV 3BEPEB

YeHckuii nopTpet B cuHem nnatke. 1966

B., aKB., TylUb, ryallb, KUCTb, NpoLapanbiBaHue
29,9x37.4

ANATOLY ZVEREV

Portrait of a Woman in Blue Shawl. 1966

Watercolour, touche, gauche, brush, scratching
on paper. 29,9x37.4
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MOHOXpOMHbIX HaTiopmopToB [.KpacHoneBueBa, abcTpaKTHbIX
nuctoB W.Kabakoea, J.MacTtepkoBoi, B.HemyxuHa, b.Typeukoro.
B 3Toii rpynne paboT BblgensaoTcs paHHWe KoMno3uummn B.AHKK-
nescKoro 13 uukna «Ctpyktypa Appoautbi». B TBopuecTBe Xyaox-
HMKa NoNy4YnIn pasBuTUe UAEN KOHCTPYKTMBM3Ma ¢ ero TpeboBa-
HMEeM paLMoHanbHOCTH, LenecoobpasHocTy, rpanyecKom YeTKo-
CTU nocTpoeHus. PaboTbl He MeHee APKOro NpeacTaBUTeNs «apy-
roro uckycctsa» A.3BepeBa COCTaBAT OfHY U3 CaMbiX 60bLINX
rpynn B 3TOM Konnekuuu. BHOBb mocTynuBLIve paHHUe TylieBble
M KapaHjallHble puUcyHKM «[lopTper MyXuuHbl C Manupocoiny,
«Craawmn manbunk», «<BopoHa», «@asaH» xapaKTepusytoT aBTopa
KaK mMacTepa HaTypHOro pUCOBaHWSA, NPEKpPacHOro fncmxonora u
aHumanucra. B xeHckux noptperax 1960-1970-x rogoB oH co-
3[aeT eMKUe 1 3bi6Kre 06pasbl-CHMBOJIbI, aKLEHTUPYIOLLME CyLL-
HocTb Mogenu. CoBeplueHHOe BlajeHne TeXHUKON akBapenu Ae-
MOHCTPUPYET XYyAOXHUK B nucTe KeHCKWUA MOPTpPeT B CUHEM
nnaTke», rae emMy yaanocb JoCTUYb (haHTacTUYecKoi cBoboabl B
nepeaaye «BuxylLeics» n306pasutenbHoin GopMbl.

OaHon n3 3agay HayyHoro komnnekToBaHmaA B 1990-e roapl
cTano obpa3oBaHMe HOBOTO pa3jena, OTpaXatoLlero BECb CMeKTp
COBpEMEeHHbIX TeyeHui. OCHOBaHMEM AN 3TOF0 MOCAYXKWAO YT-
BEpXJeHNe B POCCUIACKOM WMCKYCCTBE 3aKOHYEHHOW XyAoXecT-
BEHHO-3CTETMYECKOM CMUCTeMbl MOCTMOAEPHM3MA, OnpeaenuBLUei
HeKoTOpble IMHWUN Pa3BUTUA MCKYCCTBa B Noc/ieAHee ABajLaT-
netve. O6LEeN3BECTHO, YTO O 3TOr0 BPEMEHU B My3€MHON npak-

40 TPETbAKOBCKAS TANEPES B THE TRETYAKOV GALLERY #1' 2004

TUKe CYLLeCTBOBA/IM XeCTKMe UAe0NornyecKme ycTaHoBKM, perna-
MEeHTUpYIoLLMe 3aKyNoyHyto nonnTrKy. Cutyaums MeHAeTcA B 3Mo-
Xy «nepecTpoiiku». B 310 BpeMs He Tonbko pacnagaerca CCCP Ho
1 npovcxoaut peopraHmsauma Colo3a XyAOXKHWKOB, BO3HUKAKOT
XyAOXKecTBeHHble 00beANHEeHNA N0 LLEeXOBOMY NpU3HaKY, YacTHble
ranepeu, akTMBHO nponaraHaupyoLve hopManncTcKme TeyeHns
B COBpPeMeHHOM McKyccTBe. HoBaa paccTaHOBKa cun HarnagHee
BCEro MpoC/ieXunBanacb Ha MOCKOBCKUX W PervoHanbHbIX Bbl-
CTaBKaX, Ha KOTOPbIX C BOMbLIMM KONMYECTBEHHbIM MepeBECcOM
AEMOHCTpUpOBanuchb paboTbl XYAOXKHUKOB-NOCTMOLEPHMCTOB.
Bce 3111 dakTbl 06LLeCTBEHHON U XYA0KECTBEHHOWN XM3HW OTpa-
3UIMCb U Ha My3eHOM KoMnneKkToBaHuu: fanepes ctana npuob-
petatb paboTbl NpeacTaBuTENe CaMblX pasHbIX HanpaBieHWN ~
oT abCcTpakuMoHM3Ma U KOHLenTyanM3Ma A0 TaK Ha3blBaeMoro
aHperpayHga. B doHabl noctynunm rpadguueckue Komnosmuum
MPU3HAHHbIX MacTepoB MEeYaTHOW W OPUTMHANBbHON TpaduKu
M.A.Kactanbckoi, B.OpnoBa, KoHuenTyanbHble nncTbl A.Ky3bKu-
Ha, punocodckne cepum B.YMHoBa. TBOpUecTBY 3TUX XYAOXKHU-
KOB CBONCTBEHHO CTPeMJIeH e MaKCMMasbHO MCNoNb30BaTh BO3-
MOXHOCTM MaTepuana B MX 3CTETMYECKOM KayecTBe ANA BOM/O-
LeHNsA TBOPYECKOro 3ambicia. B rpoTecKoBbIX, 3KCNpPeCCUBHbIX
pucyHkax K.MamMoHoBa, KoTopble BOCMPMHUMAIOTCA KaK OTpae-
Hue cybbeKTUBHOro, 060CTPEHHOrO BUAEHNA OKpYXaloLLero, Bce-
raa CyLecTByeT TOHKaA rpaHb Mexay peanbHblM U MppeanbHbIM.
OcTpo 3By4MT TeMa CyLLeCTBOBAHWA YenoBeKa B «cpeje obuta-
HusA» B paboTtax lbacbipoBa. B HMX, Ha nepBbIi B3rNAA, BblaBUra-
0TCA YMCTO popMasibHble 33faun: XYLOXKHUK MbiTaeTcA AOCTUYb
MJacTUYeCKON BbIPa3nTENIbHOCTM, TOHKOCTM TOHabHbIX OTHOLLE-
HWIA, HO MPY 3TOM OHW AOMOHEHbI KOHLeNLUUen «MoTepAHHOCTAY
yenoBeka B coBpeMeHHOM Mupe. Co3faHHbIA MM 3anoMuHalo-
wuitca o6pas 06e31MUYEHHOTO CyLLecTBa — COBETCKOIO rpaxaaHu-
Ha B NaibTo 1 WAAMeE, NPeTeprneBaloLLero Henenenwmne KoIm3nm
N 3M0K/0YEHNA, = BOCNPMHUMAETCA KaK HeKUid CUMBON YXOAA-
e 3MOXM.

NHTtepecHoi obnacTbto cobupaTtenbcKol feATenbHOCTU B
1990-e roabl cTano obpa3oBaHue KONNEKLMIN SKCNEpUMeHTaNb
HOM KHUIM XyA0XHUKa. Havyanocb dopMmnpoBaHue pasgena «6y-
MaXKHOI apXMTeKTypbl». B cTaHOBNEHMM 3TUX HOBBIX XaHPOB B
COBpeMeHHOW rpaduKe NpocyiexXmBalTCA O0Tronockn dyTtypuc-
TUYECKOW M KOHCTPYKTMBUCTCKOW TPaAMLUMIiA Havyana Beka. [ane-
pea npuobpeTana uau nonyyana B Aap €KHUrM-6ymarm» n «KHu-
rn-o6beKTb» aBTopoB U3 MockBbl U CaHKkT-TeTepbypra B.dysu-
noBa, J1.Tuwkosa, A.KoHctaHTuHoBa, O. n A. ®nopeHckux, A.ba-
TypuHa, M.Kapacuka. «[pocTpaHcTBeHHble 06pa3oBaHua» HO.
ABBaKyMOBa, Injepa HOBOIO TeYeHWA B KOHLENTyalbHOM UCKYC-
CTBe, ABASATCA HAMMALHbIM MPUMEPOM MOUCKOB COBPEMEHHbI-
MW XYAOXHUKaMM HOBbIX M300pa3uTenbHbIX CPEACTB U APKON
obpa3HocTu.

B Hebosnbluoli cTaTbe He NpescTaBAsAeTcs BO3MOXKHbLIM O0TMe-
TUTb BCEX 3HAYMTENbHbIX MacTepoB, NMPOU3BELEHNA KOTOpbIX B
1990-e rogbl He TONbKO 060raTUAM HALMOHANbHYI0 COKPOBULLHU-
Lly pyCCKOTrO MCKYCCTBA, HO 1 JOCTaTO4YHO MOJIHO OTPa3uaN OCHOB-
Hble 3Tanbl pa3BuTus rpadukmn XX Beka. 3ToT BoraTeiunii mate-
pvian *[eT CBOMX nccneaoBaTenieil U MHTeprnpeTaTopos.

Enusasema E¢ppemosa

SOVIET

AND MODERN

RUSSIAN
GRAPHICS

New Acquisitions
of the Tretyakov Gallery

Supplementing the collection
is one of the most interesting activ-
ities of any museum; before an art-
work is acquired from a private
owner the experts of the Tretyakov
Gallery determine whether it is
essential for the collection, careful-
ly examine and describe the draw-
ing, and prepare documentation
concerning its storage. All the
drawings and engravings that were
on show at the exhibition
"Tretyakov Gallery's New 20th Cen-
tury Graphic Acquisitions" had
gone through this procedure prior
to properly becoming exhibits of
the Gallery. The exhibition, which
opened in April 2003, covered over

200 works from a very wide fime-span: beginning
from the time of the Russian Revolution of 1917,
up until the last years of the 20th century. It includ-
ed unique graphics by Russia’s greatest artists,
from collections which started to form already in
the 1920-30s. It was then that the prominent sci-
entist and museum enthusiast, A.V. Bakushinsky,
insisted on acquiring a number of graphic works
that today are the golden core of the collection. It
continues to grow, with systematic and profound
acquisition work adding 4,000 pieces in the last
ten years. Most of them were on view at the fempo-
rary exhibition, while only the best will be included
in the Tretyakov Gallery’'s permanent exhibition
"Art of the 20th Century".

Elisaveta Efremova

8. IOPU ABBAKYMOB. Jletatowuit nponetapuii. 1989-1994
b., wenkorpadua. 69,4x49,4

YURI AVVAKUMOV. The Flying Proletarian. 1989-1994
Silkscreen on paper. 69,4x49,4

9. POCTUCNAB BAPTO. Meit3ax c aepeom. 1933
b. macno. 36x28,3

ROSTISLAV BARTO. Landscape with a Tree. 1933
Oil on paper. 36x28,3

10. NIEB BPYHW. Ypanbckuin neiizax. 1920
b., yronb. 47,7x31,7

LEV BRUNI. Urals Landscape. 1920
Coal on paper. 47,7x31,7
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AapTuHa aKkageMuKa 6aTanbHoi xusonucu him-
cvn b BA 0" H 0 " nepaTopckoii AKaAeMUM XyAOXKecTB JIpaHLa

AnekcaHgposuya xy6o «Bsatne ayna IyHué u

nneHeHue camuna 25 aBrycra 1859 ropa» npo-
XWUna oAy U, Ka3anoch, BNOJIHE CHACTIUBYHO
XU3Hb B by3ee n306pasutenbHbIX CKYCCTB oe-
yeHo-hHrywCkou Aumk. B 80-x ropax MImM Beka

npaHu, Xy60 co3aaet 18 MaclTaGHbIX NOMOTEH, OTPaXaOLMX OCHOBHbIE 3NM304bl NOKOpeHUA AaBKasa. (T
KapTUHbI NpefHa3Hayannch JiA «MpaMa uiasb B Kugnuce. AaptuHa «B3atue ayna [yHn6 n nneHenmne camu-
na 25 aerycra 1859 roaa» 6bu1a oaHoi U3 HUX. T Koraa aipaHy, xky60 B 1913 roay yeaan B broHxeH (B xoccuio
OH Gonblue He BepHY/CA), OH, KOHEYHO e, He MOT NpeAnoJararb, Kakaa HenpocTas cyAb6a yroroBaHa MUMEHHO
37O ero KapTuHe, KOTOPYIO MOJIMTUYECKMNE KOJUIM3WM NPAKTUYECKU YHNYTOXKAT... T KaKkue noucTuHe TUTaHuye-
CKMe ycunua GyayT npunoxeHbl A1A ee BOCCTaHOBJIEHUA, 1A TOF0 YTOObI NOKa3aTb 3TO NOJIOTHO Ha BbICTaBKe
«BepHeM lpo3HoMy My3eli!», KoTopas npoxoauna B uoHe-aBrycre 2002 roaa B locyaapcTBEHHOM KPeTbAKOB-
CKOW rajiepee B paMKax NpoeKTa «30/10Tas KapTa XXoCCUMU» 1 uMena 6onbluoi ycnexy sputeneii u cneuvanu-

CTOB.

®PAHL| ANIEKCAH[IPOBUY PYBQ  eue e cosercroe spenn ann sevorcrpa

umm orpomHoro nonotHa @. Py6o npasu-

TeNbCTBO pecnybanKN NPUCTPOUIO K My-

«B 3 ﬂ TM E AV"A ryH M B 3el0 cneuuanbHbli 3an. [laxe Ao wWrypma
npe3nieHTCKOro ABopLa OTHOWeHVe K

M ""EHEHME mAMM"ﬂ KapTuHe «B3Atne ayna lyHn6 v nneHe-
Hue Wamuna 25 aerycra 1859 roaa» 6blI-

N0 YHUKanbHbIM. YeuyeHckue 6oeBukm [.
Jlynaesa ee 6epernn. 310 CBA3aHO C Bbl-
coyanwum astoputeTomM mMmama Llamu-
nA, 4o cux nop noymtaemoro Ha KaBkase.
A BOT apyras usBectHasa KaptuHa @. Py-
60 13 3toin cepum - «CMepTb reHepana
CnenuoBa», rae M306paxeH NIMYHbIA NO-
ABUT pycCKoro reHepana, - ucyesna bec-
cnefHo. Tak 4TO HasBaHMe BbICTaBKU
«BepHemM [po3Homy Myseii!» Gonee yem
onpaBaaHHo. lMonutuyeckas n xypoxe-
CTBEHHaA 3HaYMMOCTb 3TON IKCMO3ULUN
B036yAnna UHTEpeC K CNOXUBLUEHCA CU-
Tyaummn. Camo HasBaHuWe roBopuao o He-
06Xx0AMMOCTU NpOBEAEeHUA 3TON KyNb-
TYPHON aKuMK, TaK KaK «BO3BpaliaTb»
Obino yTo. J/lo Havana Ye4eHCKON BOMHbI
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ropoa [po3HbIn, Kak ctonuua YeueHo-
WHrywckoi Pecny6nnku, 6bin ofHUM 13
3HAYUTENbHbIX KY/NbTYPHbIX LIEHTPOB
Kaekasa. Kpome pecnybnnkaHckmx 616-
JINOTEKN W TeaTpa, B HEM CYLLEeCTBOBaO
ABa My3esl, B TOM Yucie OAuH U3 cTapen-
wux B Poccuun (ocHoBaH B 1924 r.) Kpae-
BeAYEeCKMI My3eln, IKCMOHaTbl KOTOPOro
thopMMpoBanvcb B OCHOBHOM M3 3KCre-
AVLUMOHHOM W apxeonormyeckom pges-
TenbHocTM MHCTUTYTa UCTopuUn 1 coumo-
JIOTMM U OTpaxanu WCTOpUIO, 3THOrpa-
b0 1 KynbTypy BaliHaXCKMUX HapoAoB -
YyeyeHLeB W MHIYyLIEN, a TaKKe COCefHNX
HapopoB CeBepHoro KaBkasa.

MoMuMo npeaMeToB [€KOPaATUBHO-
NMPUKNaJHOrO WMCKycCTBa KaBKa3CKOro
npovcxoxaeHuns, hoHA My3es NonofHAN-
CAl Npou3BejeHNAMM 1306pasnTenbHOro
WCKYCCTBa 3a CYeT nepejayn 3KCMOHa-
TOB M3 [NaBHbIX POCCUIACKNX My3eeB -
locynapctBeHHoro dpmutaxa, locypap-
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cTBeHHoro Pycckoro myses, locygapcert-
BeHHOI TpeTbAKoBcKon ranepen. Cpean
nepefaHHbIX KapTUH W rpaduyecKkunx
npov3BeeHU 3HauYnTebHYI YacTb CO-
cTaBnAnM paboTbl XyLOXHUKOB - YpoO-
XeHueB KaBKa3sa, a Takke KapTWHbl Ha
TeMy uctopum KaBKasa, KaBKascKue
nensaxu.

B lpo3HeHCKOM My3ee OKasanucb U
KapTuHbI U3 pacopMUPOBaHHOIO B Hava-
ne 20-x rofoB npowsnoro Beka Tudamc-
ckoro myses «Xpam CnaBbl», NOCBALLEH-
Horo cobbiTuamM KaBkascKoi BoiHbl XIX
BeKa.

B 1961 roay, Kak 1 BO MHOTUX peru-
oHax Poccun, B YeyeHo-UHrywckon Pec-
nyb6ivke no pacnopsxeHunto Munucrepcr-
Ba KynbTypbl Poccuiickoin ®epepaumm ns
coctaBa PecnybnukaHcKkoro Myses 6bin
BblAeneH My3eil M306pa3uTenbHbIX WC-
KyccTB, BoOpaBwmin B ceba Bce HOHAbI
XMBOMUCK, FPaUKKN U CKYAbNTYPbL.

THE TRETYAKOV GALLERY #1" 2004

HenocpeacTBeHHO nepea OTKpbITH-
eM 3TOro My3es Mo cneuuanbHOMY Npu-
Kasy MwuHuctepctBa KynbTypbl Poccuii-
ckoit ®epepaunu B [po3HbIin OblIK KO-
MaHAMpOBaHbl Gpuragbl pectaBpaTopoB
BXHPL um. akaa. W.3.Ipabaps ans npo-
BeleHUs NpoGUNaKTUYeCKo pecTaBpa-
LMW 1 NOATOTOBKM 3KCMO3MNLMUN K OTKPbI-
0. 105 paboT GbINO pecTaBpMpoBaHO
Ha MecTax U B MockBe. Ha atom B3aunmo-
CBA3b My3es 1 pecTaBpaTOpPOB He 3aKOH-
yunacb, MHoro net cneunanuctel BXHPL,
npuesxanu U pecTaBpupoBaIUN KapTuHbI
[po3HeHcKOro My3es.

OTueTbl 0 KOMaHAMPOBKax pecTas-
paTopoB 1 NpoAenaHHol paboTe Ha cero-
AHAWHUA LeHb ABNATCA OAHUM U3 OC-
HOBHbIX JOKYMEHTOB ANl BOCCTaHOBJE-
HuUA KaTanora [posHeHckoro Myses. B
1992 ropgy npwu npasnenun [.JlynaeBa
npounsowwnn nepeble opuLManbHble «or-
pabneHusa» Mysed - U3bATME 3KCMOHA-

TOB, COAepXawmx 30710710, cepebpo u
AparoueHHble KaMHu, Mpu 3ToM ncyesnu
LleHHeNlWe apXeonorMyeckmne HaxomKu,
CBfi3aHHble C ApeBHelWen ncTopuen
BallHaXCKUX HapoAoB, - ux cyabba Ao
CUX NOp He 13BeCTHa.

CywecTBoBaHWe My3esi OKOHYaTesb-
Ho 3aBepwunock B 1994 rogy. Ha cBoto
Geny, OH CTOUT PAJOM C NPe3UJEHTCKUM
ABOpPLOM, M BOT 4YeyeHcKuMe 0GOeBUKHU
npeBpaTUAV 34aHNe My3es B OMH U3 0C-
HOBHbIX OMOPHbIX MYHKTOB COMpPOTUBIE-
HWA: NyJleMeTHble THe3Ja B OKHaX BTOPO-
ro 1 TpeTbero 3Taxa MpocTpenuBanu
BCto Gavkanwyto nnowaab. CoTpyaHMKHM
My3es He [OMycKanucb B MOMELLEHUS.
MonHocTblo Mponana JOKyMeHTaUuA My-
3en. K 3Toil uctopum cnepyet fo6aButb
rpaHAMO3HYI0 aKuMio, MPOBEAEHHYIO
MYC Poccumn no BbiBo3y B 1995 roay
C/y4arHO yueneBLWMX IKCNOHATOB U3 My-
3es [po3Horo. Toraa Ha ynuuax ropoaa
ele AbIMUINCH MOXapuLua, Fopenu u py-
MHbl HaumoHanbHoro Myses, KOTOpbIN
611 B40OABOK KO BCEMY 3aMUHMPOBAH.

B kopoTkuin nepuop nepemupus
YAQNOCh BbIMOAHWUTbL U MUCbMEHHO AOKY-
MEHTMpPOBaTb Cliedytollee:

- BCe, YTO COXPaHWIOChb B LLeN0CTU
nocne wrypma, 6bino nepegaHo Mpasu-
TenbcTBY Vukepuu;

- nocTpajaBliMe B pesynbrate
WITypMa 3KCMOHATbI ObiNy NepeBe3eHbl B
MocKBY C NOMOLbIO My3eiHbIX COTPYA-
HWKOB, pecTaBpaTOpPOB W CheuManucToB
MYC, KoTopble B3anM Ha cebA opraHu3a-
LMI0 U NepeBO3Ky KapTuH B Poccuio.

Torpa, B mapte 1995 roga, nonotHo
«B3atue ayna yHn6 u nnexeHue Wamu-
ns 25 asrycta 1859 roga» 6bino B co-
XPaHHOCTW U He Morno BbiTb 3BaKympo-
BaHO MO NPOCTOM MpUYMHE - NO CBOUM
pasMepaM OHO He BXOAWJO B MPOCTPaH-
ctBo BepToneta MYC. NMo3tomy oHo Bbino
octaBneHo B I. [po3HoM. Bce Hageanuce,
4TO B CW/Y BbIAQAIOLWMXCA XYA0KECTBEH-
HbIX JocTouHcTB paboTbl ®. Py6o u B cu-
Ny yBaxeHua K umamy LLamunio - Hauu-
OHa/NbHOMY repoto YeuyHu - xoncT ocra-
HeTcA uen. [lo cux nop HesicHo, Kyaa uc-
Ye3Jiv 3KCMOHaTbl, NepeAaHHble B TO Bpe-
MA MpejcTaBUTENAM npaBuTenbcTBa A.
MacxagoBa. A no cyabbe yHUKanbHOro
nonotHa ®paHua Py6o (cM. GoTo) MOXKHO
CYAWUTb 0 npeHebpexuTenbHOM, Aaxe

XUWHNYECKOM OTHOWEHUN K APYruM
kapTuHam myses. Korga B BXHPL, npu-
Be3iu ruraHtckuii xonet @. Py6o, cno-
eHHbIN B padmep KHuUru (1) n K Tomy xe
3aBepHYTbIN B KoBep, coTpyaHUKkn ®Ch
3ajianu Ba raBHbIX BOMpPOCa: HA CaMOM
nn pene 3to npousBepeHuve ®. Py6o
«B3stne ayna lyHn6 n nneHexnve Wamu-
na 25 asrycta 1859 roga» 1 Bo3MOXHO
NN ero BOCCTaHOBUTHL? [laxe caMble
onbITHble pectaBpatopbl BXHPL, yyact-
BOBaBLUMe elle B pecTaBpaLMm npovsse-
AeHnn n3 [lpesgeHcKown ranepeu nocne
BTopoit MMpoBOii BOIHBI, OblnK Nopaxe-
Hbl COCTOSIHUEM KapTUHbI.

3a yT0 nocTpajan yHUWKanbHbIA na-
MATHUK PYCCKOWM M MUPOBOW KynbTypbl?
KTo BMHOBeH B paspylleHUn CBOUX Ha-
LMOHaNbHbIX NMaMATHUKOB KyJbTypbl U
uctopun? Yto npegcraensaer coboit Ha-
UMA, KOTOpas YHWYTOXaeT CBOK MCTO-
puto 1 KynbTypy? Bonpocos no pesynbra-
TaM NocnegHNX UCTOPUYECKUX COBbITUIA
MHOTrO, @ OTBETOB Ha8 HUX A0 CUX NOP HeT.
A Begb pabota @. Py6o 6bina cpaBHU-
TeNbHO HeJaBHO OTpecTaBpupoBaHa. B
1960-1961 rogy, Korga roToBUICH K OT-
KpbITUIO [PO3HEHCKUI XyA0XeCTBEHHbIN
My3ei, kapTuHa «B3atue ayna IyHu6 u
nneHeHune Wamuna 25 asrycta 1859 ro-
Aa» npowna Gonbllylo pecTaBpauuio B
macTtepckmx BXHPL. Pykamu Bepywmx
pectaBpatopos W. CyposoBa 1 B. TutoBa
OHa 6bina Ay6nnpoBaHa Ha HOBbIA XOACT,
pacuuuieHa oT 3anucein W NpuBejeHa B
3KCNo3nuMoHHoe cocToAHue. Becb npo-
uecc paboTbl 6bin 3aduKcupoBaH. U
ceiyac, nocsie 3HaYUTENbHbIX YTpaT, Ma-
Tepuanbl pectaBpaumm 60-x rogos cny-
KaT rNaBHbIM NOACMOpPbeM AfA BOCCTa-
HOBJIEHWA 3TOr0 NOMOTHA.

YHMKanbHOCTb 3TOr0 NPOM3BeAeHNA
- B MepBYl0 OYepeAb B CaMOM ClOXeTe:
®paHu Pybo n306pasun KyabMUHALMOH-
Hblll MOMeHT KaBKa3CKol BOWHbI, Npo-
JoMKaBwencA 24 ropa, - chavy nocnea-
Hel unTagenu ropues ayna [yHuo.

B uctopuu octanacb aata - 25 aBry-
cta 1859 ropga - n cnoBa, ¢ KoTopbIMU
umam LWamunb obpaTtuncs K pycckomy
rnaBHoOKoMaHaytowemy KHAsto A.M. baps-
TUHCKOMY: «fl TpMaLaTh neT jpancs 3a
penvruio, Ho Tenepb HapoAbl MOU M3Me-
HUMN MHe, a Hanbbl pa3zbexanuchb, Aa u
caM A yTOMW/CA, A CTap, MHe LeCcTbAecAT

BO3POXAEHHbIE WEEBPDI

Tpu roga. He raan Ha moto YepHyto 6opo-
ay - A ceq. [No3gpasnaAto Bac ¢ Bnagblye-
CTBOM Haj [larectaHoOM 1 OT Aywu xenatwo
ycnexa B ynpaBiaeHuU ropuamu, ans 6na-
ra ux..»

Cnepyet TaKkKe BCMOMHUTbL UCTOPUIO
HanucaHuA nonoTtHa. Akagemuk Mmnepa-
Topckoi Akagemun xypoxects @. Py6o,
ByLyur UCTOPUYECKUM XKMBOMUCLEM, CMy-
cta 27 net 3anevatnen, Kak becnpuctpa-
CTHbIV UCTOPWK, NieHeHve lWamnna B Tom
caMOM MecTe, rAe MPOUCXOAMIO 3TO CO-
ObITVe, a UMEHHO B MonyTopa BepcTax oT
ayna lyHn6. Uctopuyeckas yaHaBaeMoCTb
noATBepXAeHa ApPYrMMM COXPaHUBLINMU-
cA U306paKeHAMMN NPUCYTCTBYIOLLMX.

Ha KaMHe, NOKpbITOM reHepanbCKo
WWHeNbo, CUANT TNaBHOKOMaHAYOLWNIA
OTtaenbHbIM  KaBKa3CKUM  Kopnycom
KHA3b AnekcaHgp WeaHoBuu bapATtuH-
CKWN, OKPYXXEHHbIV CBOMMM oduLiepamu.
3a CNMHOWM KHA3A OAWH M3 oduLepoB
AEepPXKUT WTaHAapT ¢ n3obpaxeHnem po-
AoBoro repba KHsA3en bapATUHCKMX (HbI-
He xpaHuTcs B Kypckom 06n1acTHOM Kpa-
eBefyeckomM Mysee). [lpoTuBocToAwmni
emy umam LWamunb n ero mMopugbl 06-
CY)XAQIOT YCIOBMA CAAYN KPEnocTu.

Mbl MOXeM no-pasHOMY OLeHMBaTb
n TBopuyecto ®. Py6o B Lenom, u 10T uc-
TOPUYECKMIA 3NU30A, KOTOpPOMY MOCBSA-
weHa paboTa «B3atue ayna lyHn6 u nne-
HeHnune Wamuna 25 asrycta 1859 ropa».
Ho cBoei ncropmyeckom LeHHOCTH, 3Ha-
YMMOCTM U Jaxe aKTyalbHOCTW 3Ta Kap-
TUHa He yTpaTunia A0 CUX Mop.

Pecrapatopel BXHPL, npoBenu
nepBbl 3Tan TeXHWYECKOW pecTaBpa-
umu: caybnnpoBanu KapTUHY Ha HOBbIN
XONICT N YKPenuan ocCTaTKM Kpaco4yHOro
cnos. [lanee npeacTouT camas BaxHas
yacTb paboTbl - BOCCTaHOBNEHWe yTpaT
Kpaco4Horo cnof. 3Ta onepauua - oAHa
N3 CaMbIX COXHbIX B pecTaBpaLOHHOM
NpaKTuKe, oHa TpebyeT MHOTo BPEMEHU 1
6onbworo onbita. Ho 6narogaps coxpa-
HUBWeNCcA AoKyMeHTauum 60-x rogos
OHa MoXeT 6bITb peanunsoBaHa.

Mor nu 3Hate ®paHy AnekcaHapo-
B4 Pyb6o, 4TO €ro nosoTHO BrepBble B
CBOEW UCTOPUWN peanbHO «MOHKOXaeT no-
poXy», yueneert 1 Tenepb MMeeT BCe LUAH-
Cbl BO3BPaTUTbLCA B 0OHOBNEHHbI My3eid
ropoaa po3Horo?!

A.ll. Bnadumupos
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A LIFE

OF A PICTURE

FRANZ A. ROUBAUD’S

"THE TAKING
OF GUNIB AUL AND
SHAMIL’S CAPTURE
on August 25 1859

"The Taking of Gunib Aul and Shamil's
Capture on August 25 1859" by the aca-
demic of the Russian Imperial Academy
and outstanding painter of battle-scenes
Franz Alexeyevich Roubaud, in its time
must have enjoyed a long and honourable
pride of place in the Chechen-Inqush
Republican Museum of Fine Arts - but
another, tragic destiny awaited it: after the
political conflict and unrest of the last
decade it disappeared, and when it was
found again it was almost completely
destroyed. The search for, and on-going
unprecedented restoration of the canvas
creafed keen interest in it, and when the
picture first appeared in the exhibition
"Resurrection of Grozny Museum" in the
Tretyakov Gallery within the framework of
"Russia’s Golden Map" project (June-
August 2003), it enjoyed great popularity
among both the general public and
experts alike. It is not for us to decide who
was right and who wrong in the political
and military stand-off in Chechnya,
instead the interest lies in what happened
to the Grozny Museum of Fine Arts and to
the works in its collection.

In the 1880s Franz Roubaud painted
a series of 18 monumental works address-
ing the history of the Caucasian wars of
the 18-19th centuries for the Tiflis Military
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Historical Museum "Shrine of Fame";
"Shamil's Capture" was probably the best
and most notable among them. In 1913
the artist fled Russia’s political instability
for Munich, never to return. The canvas
was moved fo the Chechen-Ingush Repub-
lican Museum of Fine Arts in Grozny and
remained there in a separate hall con-
structed especially for it. The recent "first"
and "second" Chechen wars left a great
number of masterpieces, including
Vainakh art, buried under the ruins of the
museum. Many works were stolen - there
are no traces of the "Death of Major-Gen-
eral Sleptsov", from the same series by
Roubaud - and "Shamil's Capture” only
survived the anarchy of the times because
of the high respect with which Dzhokhar
Dudayev’s militants treated the memory of
Imam Shamil.

Grozny, as the capital of the
Chechen-Ingush Republic, used to be one
of the chief cultural centres of the Cauca-
sus. It had several significant libraries, a
theatre, two museums, one of which was
among the oldest ethnographical muse-
ums in Russia (founded in 1924), which
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included exhibits from numerous scientif-
ic and archaeological expeditions that
reflected the history and life of the
Vainakh people (Chechens and Ingushs),
as well as other neighbouring nationali-
ties.

In addition to folk and applied art the
Museum received visual art works from
major Russian museums, such as the Her-
mitage, the Russian Museum and the
Tretyakov Gallery. Such gifts were mainly
works that concerned the Caucasus: they
were either topically related to the region
and its history, or painted by artists who
originated from the area.

The collection of the Tiflis Museum
"Shrine of Fame" dedicated to the Cau-
casian war of the 19th century was also
transferred to the Grozny Museum. Fol-
lowing the country-wide campaign fo cre-
ate more fine arts museums in Russia, the
Museum of Fine Arts broke away from the
Chechen-Ingush Ethnographical Museum
in 1961.

Immediately before this division the
works of visual art were studied and ren-
ovated by restoration workers from the

Moscow Grabar Conservation Centre
(VHNRC); a total of 105 works were
restored in Moscow and in Grozny. Con-
servation specialists later returned to
Grozny many fimes to help local museum
workers with routine restoration work.
The reports from their trips serve as the
main documents which help us to recre-
ate the original catalogue of the Grozny
Museum.

After the Chechen Republic broke
away from the Russian Federation the fate
of the museum changed dramatically. In
1992, during Dudayev's presidency, the
first official robberies took place: the gov-
ernment issued a decree fo remove the
most valuable pieces, including items
made of precious metals, tradable carpets
and collections of arms. The most infer-
esting archaeological findings concern-
ing the art of the Vainakh peoples were
stolen, and no records remain.

1994 witnessed the museum’s final
death. Chechen militants turned its build-
ing, which was next to the presidential
palace, info a military stronghold with
machine-gun emplacements in every win-
dow on the second and third floors over-
looking the main square. Museum work-
ers were not allowed into the building, and
all the museum’s archives and documen-
tation disappeared.

In 1995 the Russian Emercom (Min-
istry of Civil Defence, Emergencies and
Disaster Relief), together with museum
associates and restorers, evacuated from
the burning building - which was itself
booby-trapped - in the course of a daring
large-scale operation some of what
remained of the National Chechen Muse-
um, and transported the material to
Moscow.

Works that had remained intact after
the air-raid by Russian federal forces,
which had destroyed the building, were
left in Grozny in the hands of Aslan
Maskhadov's government of the self-pro-
claimed Republic of Ichkeria. The large
Roubaud canvas did not fit in the Emer-
com’s helicopter and was also left behind
(see photo). It is sfill unknown exactly
what became of all those exhibits. Never-
theless, the illegal future path of
Roubaud’s painting gives a clue as to their
miserable fate.

Considering what was left of the
museum, the name of the exhibition -
"Resurrection of Grozny Museum” - was
more than justified; a miracle is indeed
what it will take to bring the museum back
to life. But the history of the lost and dam-
aged magnificent works that were once
the pride of the entire Caucasian region
convinced us of the necessity fo proceed
with restoration.

All of the Russian intelligentsia had
hoped that the artistic merits of
Roubaud’'s work, as well as the respect in
which the figure of Imam Shamil was held,
might have helped to save the canvas.
However, when the Grabar Centre
received the giant canvas layered in a car-
pet, and then crushed into a parcel no
larger than a book, the most pressing
question was whether it was possible to
restore it at all. Even the most experi-
enced restorers who had undertaken sim-
ilar work with items from the Dresden
Gallery were astonished at the state of the
picture - one which they themselves had
restored not long before.

Why did this unique work of Russian
art and other wonderful works have to be
damaged? And who was to blame for
destroying such pieces of the national cul-
ture, indeed monuments to history? Such
questions still remain unanswered.

The picture "Shamil's Capture" had
undergone a painstaking process of
restoration by associates of the VHNRC in
1960-61. The group of restoration work-
ers headed by I. Suvorov and V. Titov had
duplicated the picture onto a new canvas,
cleaned it, and brought it to a fit state for
exhibition. The entire process had been
recorded, and when contemporary restor-
ers were confronted by serious losses of
the paint layer, the materials of the 1960s
proved an irreplaceable aid in re-creating
the image.

The events depicted make this work
unique. Franz Roubaud elaborates on the
turning point of the Caucasian War that
had lasted 24 years: the surrender of Aul
Gunib, the last stronghold of the mountain
peoples.

August 25 1859 went down in histo-
ry as the date of the end of the Caucasian
War. Imam Shamil addressed the Russian
Commander-in-Chief Prince Alexander

BO3POXAEHHbIE WEEBPDI

Ivanovich Baryatinskiy with the following
words: "For thirty years | fought for my
religion, but my peoples deserted me, and
the naibs took flight. | myself am tired; |
am old,  am 63. Don't pay attention fo my
black beard: my hair is grey. | congratulate
you on your conquest of Dagestan and
most sincerely wish you to rule the moun-
tain peoples for their good [...]".

This historic event was recorded by
Roubaud 27 years later. An academic of
the Imperial Academy of Fine Arts, he
came to a spot a little over 1,5 kilometres
from Aul Gunib, and with the punctilious-
ness of a historian pursued all available
information to recreate the event. The
accuracy of the picture is enforced by
other graphic evidence from those who
witnessed the surrender.

Commander-in-Chief of the Detach-
ed Caucasian Corps Prince Baryatinskiy
sits on a rock, in his general's uniform,
surrounded by his officers; behind him a
non-commissioned officer carries the per-
sonal standard of the Commander-in-
Chief with the Baryatinskiy family coat of
arms (the banner is currently on exhibi-
tion in the Kursk Regional Ethnographical
Museum); Imam Shamil stands opposite
him, discussing the surrender of the
fortress with his murides.

Different opinions may exist about
Roubaud’s art, but it is beyond doubt that
the subject of this work is both strongly
engaging and very current.

The restoration workers of the
VHNRC completed the first stage of the
technical restoration, duplicating the
image onto a new canvas and strengthen-
ing the bond between the paint layer and
fabric. The most difficult part still lies
ahead, to recreate the lost parts of the
image. This operation is among the most
complex in the practice of restoration,
requiring plenty of time and experience.
But, helped by the documentation of the
1960s, the restoration workers hope that
they can accomplish it.

Could Franz Alexeyevich Roubaud
have known that his picture would have to
become involved in real military action
before it could return fo the new Grozny
Museum?

Alexey P Vladimirov
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bbisaem, nosisAMCA POCMKU,
Ho He ysemym;
bbisaem, ymo ysemym,

Ho He darom nnooos.

KoHgpyyudi

SAMETKH C NEPBOH NEKUHCKON MEXJVHAPOJHON BUEHHANE UCKYCCTBA

MNepBasn
MNexkuHckaa MexayHapoaHas
OueHHane WCKycCcTBa, OTKPbIBLIAACA
19 ceHTaA6pa 2003 ropa, cTana cepbe3HbIM ap-
rymeHToM Kutasa B yTBepXAaeHUu cBoero npaBa Ha
nposeaeHue Onumnuinckux urp 2008 rona. KHP caena-
Na OrpoMHbIN CKa4YoK, CTaB TpeTbel MMPOBOM KOCMUYECKOMN
AepxaBon. [locTMKeHUA B couManbHO-3KOHOMUYecKon cepe
CONpoBOXAANUCb Npeobpa3oBaHUAMM B XKU3HU KyJbTypbl.
It is more than natural to start any article on any international event
in China with a quotation from Confucius: this piece on the First
International Beijing Biennale is no exception. The famous Chinese
philosopher and poet managed to formulate in his peculiarly
Asian-Chinese paradoxical way the contradictory nature of
some natural phenomena. He said: "Sometimes there are
sprouts, but they do not blossom; sometimes they
blossom, but bring no fruit". It hints at what
fruit the First International Beijing
Biennale might bring.

YEHb BEHbLI3VUHb
KpacHasa namaTb. 2003
WHcrannaums. Mnactuk

CHEN VENTSIN

Red Memory. 2003 MEXOYHAPOAHAR MAHOPAMA INTERNATIONAL PANORAMA

Plastic




PelwnTbecsi KOHKYpUpOBATh C TaKUMU
NPU3HAHHLIMU LIEHTPaMK MeXAyHa-
POAHOM XyAOXeCTBEHHOW 3KcnaH-
cun, Kak BeneumaHckan GueHHane u
Kaccenbckue «[lokymenta», Mapwx-
ckuin ®UAK, Yukarckue n basenb-
CKMe ApMapKy MCKyCCTBa, No Bcel
BEPOSATHOCTK, BbIN0 TaKKe HeMpoCTo,
KaK 1 Ha KOCMUYECKMX opbuTax.
BnepBble Ha a3MaTCKOM KOHTU-
HeHTe npeanpuHATa MHUMUMATUBA —
€03JjaHVie HOBOIO, PAaCCYMTAHHOTO Ha
ANVTENIbHYIO MEpCreKTBY MUPOBOIO
tdopyma uckycctBa. OnpegeneHHas
CMOHTAHHOCTb OCYLLECTBIEHUA 3TON
MacwTabHON aKUuMW He Moria He

CKasaTbcA Ha obuem yposHe [ep-
BOW [leKMHCKON MexayHapoAHON
O1eHHane UCKycCTBa, 0 YeM cBUje-
TeNbCTBOBAJ BeCbMa Pa3HOBENUKMIA
Nno YpoOBHIO npogeccroHanbHo
KyNbTYpbl KpYr SKCMOHEHTOB.

[Jabbl obecneynTb LIKMPOKOe
NpeacTaBUTENbCTBO CTPaH K y4acTuio
B bueHHane, 6bi1n NpurnaweHbl Ta-
K1e BCEMUPHO M3BECTHbIE XYA0XKHU-
KW, Kak ¢paHuy3 ApmaH (Arman),
aMepukaHely, Pobept Paywen6epr
(Robert Raushenberg), ucnaney, 3H-
ToHn Tanuc (Antoni Tapies), Hemen,
leopr bazenuty (George Baselits) u
pAA APYrUX 3HAYUTENbHbIX MEpPCOH,
PEKOMEHJ0BaHHbIX  WUTanbAHLEM
BuHyeHuo CaHdo (Vincenzo Sanfo),
KOTOPOMY OpraHM3aTopbl JOBepux
CTO/Ib OTBETCTBEHHbI BbIGOP MO
NpWUYMHaAM, TOJbKO WM BeAOMbIM.
OyeBUAHO, Ha3BaHHble UMeHa Cblir-
panv OTBeAEHHYI UM poJib MarHWTa.
XyROXHVKM 13 49 cTpaH Asum u Es-
ponbl, AMepukn, Abpukn n Asctpa-
Mn npeactaBunu Ha bruenHane 6o-
nee 400 npousBeaeHWin xuBonmcy,
CKYNbATYpbI, rPaguKN 1 MynbTUME-
JUNHbBIX 0ObEKTOB.

[Jesun3 bueHHane unn Tema, Kak
3anMcaHo B NpeancioBUN K OTAIMYHO
n3gaHHoMy Katanory - «OpuruHans-
Hoe: CoBpeMeHHOe ¥ HauWOoHanb-
Hoe», 0cobbiM 06pa3oM KoppecnoH-
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KOCTAC BAPYC
fopusoHT

1996

Xeneso, cTekno

COSTAS VAROS
Horizon

1996

Iron, glass

POBEPT PAYLWEHBEPT
Crpanuua 12,
naparpac 7

2000

CMmeliaHHan TexHWKa

ROBERT RAUSHENBERG
Page 12, paragraph 7
2000. Mixed media

3HTOHW TAMKUC
Cepo-po30Bbiit hoH
1955

CmelwaHHasn TexHuKa

ANTONI TAPIES
Background of Grey-Rose
1955. Mixed media

The First International Beijing
Biennale opened on 19 Septem-
ber 2003 as another argument for
the right to claim the Olympic
games in 2008. The People’s
Republic of China - one of the
world’s four global powers - has
really undisputable achievements
in the spheres of social and cul-
tural life.

And it was a gesture of a
similarly bold character to launch
such an international project to
compete in the same field with
such world-famous international
cultural events as the Biennale di
Venezia, FIAC, "Dokumenta",
Chicago and Basel International
Art Fairs. Will the International
Beijing Biennale compete with
them? It might, at least.

It was the first time that
such a large-scale cultural initia-
tive, to become in the future
another forum of world contem-
porary art, was attempted on the
Asian confinent. It seems the
decision fo organize it was some-
what spontaneous, as the variety
of the represented artists said
nothing about the level of the
visual and visualizing art repre-
sentfed.

In order to make this event
really meaningful and represen-
tative some world-famous artists
were invited fo participate.
Among them were France's
Arman,  America’'s  Robert

AMPYeT, N0 MHEHWI0 OpraHN3aTopos,
C KOH(YLMaHCKNM MOHUMaHWeM 3¢~
TeTUYeCKOro mjeana - «oAHOBpe-
MEeHHO COBepLUEHHO MpeKpacHbIM U
COBEpLUEHHO HEeMOPOYHbIMY,

MpwusHatock, YTO He NuTan oco-
ObIX UNNIO3MI B NPeABKYLIEHNN YBU-
A€Tb HEYTO HeoXMAaHHoe, HeoObIK-
HOBEHHOE U 3K30TUuecKoe, TeM 6o-
Nlee COBepLUEHHO NpeKpacHoe U K To-
MY e HenopoYHoe.

MepBbIi feHb oduumanbHOro
OTKpbITUA HaNoMHUN MHe Oblible
BpeEMeHa W3 COBETCKOW AeNCTBU-
TenbHOCTW. TopXecTBeHHbIe peyn Ha
(hoHe KpacHbIX TpaHcnapaHToB, Ge-
Jible BOPOTHUYKM U CTPOTUE TeMHbIe
KocTioMmbl. LlepeMonua Havanach c
BbICTYM/JIEHUIA 1 NPUBETCTBMI X03A-
eB bueHHane npu GonblioM cTeve-
HWW rocTen 1 3puteneil Ha O4HON 13
LLeHTPaNbHbIX MewWwexoAHbIX YiuL
MekuHa BaHrdymkuur (Wangfuijing),
ynuue Konoaua, Henoganeky ot nio-

waan TaHbaHbM3Hb (Tian anmen) K
3anpeTHoro ropoga. 3pecb Ha Bce-
obuiee 0603peHre Gblan BbicTaBe-
Hbl MPOU3BeAeHNs COBPEMEHHbIX
KUTaNCKUX CKynbnTopoB. Pagom c
MOAVMYMOM, Ha KOTOPOM CTOAAN BO-
CeMb 3aBeLaHHbIX KpacHbIMK Mo-
NIOTHULLAMMN LMTOB C Ha3BaHMAMMU
BbICTABOK, BKJ/IIOYEHHbIX B COCTaB
BueHHane, Ha Tymbax nog Kymauyo-
BbIMU MOKPbIBanaMmn Oblin CKPbITbI
OT a3 3puTenei NATb CKyJbNTyp-
HbiX 06pa3oB. B 3ToM yragbiBanacb
HeKas WMHTpUrytowas ocobeHHOCTb
[AHHOIMO BepHMCaXa, CMbICA KOTO-
poin BCKOpe CTan siceH, Kak Hebo B
3TOT CONMHEYHbIN ieHb. 3puTensam ot-
KPbIIUCh JIMKU KpyMHeNwux aeste-

JNIEHT 1OH
CueHapuii Beka - 4
1996. XoncT, macno

LENG JUN
Century Scenary - 4
1996. Oil on canvas

APMAH

bes Ha3BaHuA
2002

Xoncr, Mmacno

ARMAN
Untitled
2002

Qil on canvas

OATEMEX SMOALAH
bes Ha3BaHuA
2003. bpoH3a

FATEMEH EMDADIAN
Untitled
2003. Bronze

Rauschenberg, Spain’s Antfoni
Tapies, Germany's Georg Bazelitz,
and some other no less renowned
artists selected by the Italian Vin-
cenzo Sanfo. These names were to
act as a kind of a magnet, attract-
ing artists from 49 countries with
more than 400 works of art: paint-
ings, graphics, sculpture, and mul-
timedia projects. Asia and Europe,
Africa and Australia, North and
South America participated.

The motto of the Beijing Bien-
nale on the cover of its catalogue
read: "Originality: Contemp-orary
and Local", which according fo the
organizers corresponds to the
Confucian inferpretation of aes-
thetics - "at the same time
absolutely beautiful and abs-
olutely innocent". | have to con-
fess, however, that | had no illu-
sions or expectations of seeing
anything absolutely beautiful and
innocent.

The day of the official open-
ing resembled the best traditions
of Soviet times - high-flown
speeches on a background of red
placards, white collars, and dark
buttoned suits. The ceremony took
place on one of Beijing's central
streets, Wangfujing or the Street
of the Well, not far from Tianan-
men Square.

The host country could not
miss the opportunity to use this
famous street as a podium to
organize a sculpture show - an
exhibition of contemporary Chi-

nese artists. The five red-cloth cov-
ered busts were a real intrigue,
which was revealed when the cloth
was removed, and all those gath-
ered gazed at five images in which
one could hardly recognize the
most recognized Olympic Games
officials, two of them being Pierre
Coubertin and Juan-Antfonio
Samaranch. It became more than
obvious that the Chinese col-
leagues wanted to attract the
attention of the Olympic Commit-
tee and make the First Infernation-
al Beijing Biennale an integral part
of the cultural programme in the
profound process of preparation
for the Olympic Games of 2008.
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The whole sculpture show on
both sides of the Street of the Well
recalled the official art of the Stal-
in-Gorbachev art. But when remi-
niscences of such a past evaporat-
ed one managed to see that along-
side social-realistic and pop-art
kitsch there were some really orig-
inal, distinctive and surprising
works - vivid evidence of the evo-
lution of Chinese contemporary
art during the previous ten to fif-
teen years. This was an encourag-
ing fact in itself.

There were real discoveries.
One of them, a multi-image com-
position of Chen Ventsin was sig-
nificantly titled "Red Memory". The
whole composition recalled the
bathing boys of Kuzma Petrov-
Vodkin, and at the same time the
celluloid toys of the 1950s. This
plastic composition was somehow
connected with the silicone sculp-
tures of Australia’s Patricia Pic-
cinini - one of the hits of the 50th
Venice Biennale.

| would call it a kind of a sym-
biosis - a common enough phe-
nomenon in contemporary art and
culture; it might reveal certain ten-
dencies of the crisis of traditional
forms and means of visual arts,
and at the same time mark those
of a search for a visual meta-lang-
uage adequate to today's notions
of spiritual and aesthetic value.

To return to Chen Ventsin, |
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nen  ONMMMUINCKOro ABUXKEHUA,
npaBAa He cpa3y HaMW Y3HaHHbIX,
BTOM ymncne MNbep KybepteH n XyaH
AnTtoHno CamapaHu. Takum obpa-
30M, KUTalCKMe Konnern cpenanu
onpegeneHHbIi peBepaHC B CTOPOHY
MexpayHapogHoro Onumnuickoro
KoMUTeTa W Aann NoHATb, yTo [e-
KMHCKas OueHHane - HeoTbeMie-
Mas yacTb OOLWMPHON KyNbTYpHOM
nporpamMmbl MOArOTOBKM K Onnm-
MUACKMM UrpaMm ele [Janekoro
2008 roga.

B uenom ckynbntypsbl, paccras-
neHHble no 06enM cTopoHaM ynuupl,
B GONbLWNHCTBE CBOEM YAVBUTENb-
HO ObINN NMOX0XM Ha Te, YTO Mbl TaK
yacTo BMAenu Ha obuLManbHbIX Te-
MaTUYECKMX BbICTaBKax COBETCKOIO
nckycctaa ot CranuHa po lopbaye-
Ba. OpHako npu Gonee mpuctanb-
HOM 3HaKOMCTBE C YJIMYHbIMW 3KC-
noHaTamu, HapsAAy C coupeanucTu-
YECKMM W MOM-apTUCTCKUM KUYeM,
obHapyxuBaelb AnA cebs npows-
BEeAEHUA OpUTMHanbHble, caMobbIT-
Hble W HEOXKMNJAHHbIE, CBUAETENbCT-
BylowMe 00 aKTMBHOM 3BOMOLUM
nckyccrea KHP, npousolealueit 3a
nocnegHue fecATb-NATHAALATD JIET.
310 ABUNOCH 06HAAEXKMBALWMM
ctopnpusoM. OgHUM U3 fencTBu-
TeNlbHbIX OTKPbITUI 3TON 3KCMO3M-
LMK cTana MHorogurypHasa Kommno-
3numAa Monoporo astopa YeHb
BeHbL3VHA C MHOrO3HaYMTENbHbLIM
Ha3BaHWeM «KpacHas namATb» - pa-
60Ta, B KOTOpOW CTpaHHO, HO opra-
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HWYHO ANA MEeHA BO3HWKIU pemMu-
HUCLEHLMW C KynalowWwmMUca Mainb-
umkamu K.lNetpoBa-BogKknHa n ogHo-
BPEMEHHO C LeNyIoUAHBIMA UFpy-
WeYHbIMX FOMbIaMU NATUAECATBIX
rofoB. 3Ta nnacTuyeckasa MHCTannA-
ums-puMeitk Bobpana B ceba u He-
Kue 4epTbl, TOYHEe, CBOINCTBA CUIN-
KOHOBbIX CKYJbNTYp aBCTPaNUiKu
Matpuwwmn MnyynHnHK, npeacTas-
NeHHbIX Ha BeHeumaHckon BueHHa-
ne. MopoGHbIN cuMbMO3 - ABMIeHUe
Hec/ly4yaliHOe B COBPEMEHHON XyAo-
KecTBeHHoW KynsType. Ha Mol cy6b-
eKTVBHbI B3rNAj, 370 ABNAETCA OT-
paXeHWeM AOCTaTOYHO fCHO Mpo-
cMaTpuBaeMbIx TeHAEHLMIN Kpu3unca
TPaAVLIMOHHbLIX OPM 1 CPeAcTB 1C-
KycCTBa, TeHAEHLUMI noucka ajek-
BaTHOrO CEroAHALIHeMy npejcTase-
HUIO O AYXOBHbIX W 3CTETUYECKUX
LLleHHOCTAX 06pa3Horo MeTas3blKa.
[oBops 0 paboTe KnTalicKoro aBTopa,
Heob6xoauMo 0cob60 OTMeTUTL ee
HaZHaUMOHaNbHbIA XapakTep, ono-
CpefoBaHHYl0 CBA3b C OTKPbITUAMU
HayKW, FeHHOW MHXXeHepUH, BbICOKUX
TEXHONOMUI, HE WMEeKLWMX Haumo-
HaNbHOW MPUHaANEXHOCTY 1 OKpac-

AKKO HMEMENA
Moasan. 2001
KoHctpykTop,

3/1. MOTOP, FanoreH.
cBeT

JAAKKO NIEMELA
Cellar. 2001

Wirenetting, electric
motor, halogen light.

K. MAK
Opakyn. 1999
KaptoH,
aBTOMOGUNbHbIN
KaHar, WUHbI, NaK.

J.MAC

Oracle. 1999
Fiberglass, rope nails
car lacquer

Ku. O6paTUM BHMMaHUE U Ha To, YTO
AaHHas MHcTannAuus byaet Bocnpu-
HUMaTbCA NOZ PasHbIMU yriamm 3pe-
HWS B 3aBUCMMOCTU OT cpefbl bbiTo-
BaHWA peasibHOW WAV BUPTYyaabHOM,
OT MpoCTpaHCTBa, Ha KOTOpoe 3Ta
MHorodurypHasa Komnosuuma byaet
npoeuupoBatbcA B Halwem Boobpa-
KEeHUN. [Mponssepenne YeHb
BeHbL3MHA cTano AnA MeHA caMblM
APKMUM OTKpbITVEM NepBoro AHA [e-
KWHCKOI BueHHane.

OcHOBHON  MeXAyHapOAHbIN
pa3szen BbICTaBKU Obl OTKPLIT B Xy-
[0XeCTBEHHOM My3ee MOHYMeHTab-
Horo Komnnekca Kwuraiickoro Mun-
neHHuyma 20 ceHTAabpsA. U BHOBb oC-
MOTPY 3KCMO3MLMWU MpejLlecTBOBa-
7V TOPXKeCTBEeHHbIe peyn odurumans-
HbIX AL, BUAHbIX rOCYAapCTBEHHbIX,
NapTUAHBIX QYHKLMOHEPOB U pyKo-
BOZMTENeN Ky/bTypbl, YTO COOTBETCT-
BOBAJI0 3Ha4yeHMWio, KOTOpoe npuaa-
Bano pasutenbctBo KHP 3toMy xy-
AOXeCTBEHHOMY (opyMy.

NepBOHayanbHOE BreyatieHue,
He CKpOM, HECKOJIbKO pa304yapoBa-
N0, MOCKONIbKY Hapsaay C LencTBU-
TeNbHO MepBOKIACCHLIMW MpoM3Be-
JEHVAMY COCeaCTBOBaIN BECbMA CO-
MHUTeNbHble B NPOdeccroHanbHOM
OTHOLUEHUW, ciyyaiiHble paboTbl. B
CBA3M C 3TVM BO3HWK/A Yepesa Bo-
MpOCOB, Ha KOTOpble y MeHS A0 CUX
Mop HeT BHATHbIX 0TBETOB. U OHY oT-
HOCATCA He TONMbKO K YCTPOUTENSIM
MekuHcKkol 6ueHHane. MNepBblit: Ka-
KOBbI KpUTEPUM OTOOPA U KTO KX On-
peaenser? Bropoit: gatoT an nopob-
Hble MeXAYHapoAHble akuuu 00bek-
TUBHYIO KapTUHY COCTOSIHWUSA COBpe-
MEeHHOro MMpoBoro MckyccTea? Tpe-
TWUIA: HACKOMIbKO LeNN XyAOXKEeCTBEH-
HOW WHTerpauuy u rnobanusauuu
COOTBETCTBYIOT MHTEpecam Hauwuo-
HaNbHbIX Ky/IbTYp, COXPaHEHWIo ca-
MOOBITHOCTM 1 TPagMLMA?

EctecTBeHHO, noOCTaB/eHHble
BOMpoCbl 06palleHbl Npexae BCero
He K KUTalCKMUM Kosieram: Ansi HUX

®Y 30HIBAHI
®opMbl BYepallHero
1 CerofHALHero
2003

Mepp, nepessaHHan
CTpyXKa

FU ZHONGWANG
Forms of Yesterday
and Today

2003

Cooper, waste wood
(sculpture)

MEKKA HOJIXA
AnbbuHoc
2002

Yyueno 3aiiua,

3epKarno, NoACBeYHUK.

PEKKA JYLHA
Albino

2002

Stuffed hare, mirror,
candle
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should stress his works’ lack of
any specific national character,
replaced instead by some notice-
able connection with scientific
achievements, genetfic engineer-
ing and advanced technology. It
was my strongest first day impres-
sion of the Biennale.

The international part of the
Beijing Biennale occupied the Fine
Arts Museum in the monumental
Chinese Millennium complex and
opened on 20 September, again
with official speeches. The partici-
pation of Communist Party offi-
cials, state leaders and represen-
tatives of official artistic and cul-
tural institutions was meant to
stress the significance accorded
to the event by the government.

In all honesty, | was disap-
pointed by the mixture of really
first-class and almost amateur
works of art. The question arose of
what were the criteria for selec-
tion and who was responsible, one
applicable not only to this artfistic
event.

Could such an event give an
objective view or review of the
contemporary situation in the
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world art movement? What fruits
will the process of integration and
globalization give to the various
national artistic and cultural trad-
itions? These questions are not
meant for our Chinese colleagues -
the first Infernational Beijing
Biennale was their first such expe-
rience, and they could not have
taken into consideration all the
ethical, economic, aesthetical and,
last but not least, political matters
pressuring contemporary world
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TANP CANNAXOB
Moptpet Bapu
1991

XoncT, Macno

TAIR SALAKHOV
Portrait of Varvara
1991

Oil on canvas
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3TO MepBbIii OMbIT, B KOTOPOM HEBO3-
MOXHO ObINIO yyecTb Bce 3cTeTnyec-
Kue, 3TUYECKMe, IKOHOMUYECKUe U
nonuTUYeckme npobnemsl, AaBneto-
lne Haj COBPEMEHHON XyA0XKecT-
BEHHOW KynbTypon. OfHO3HaYHbIX
OTBETOB HeT U ObITb He MOXKET.
BosBpalafcb K KOHKpETHbIM
BreyaTneHnsAM, 0TMeuy: MeHs YAUBU-
na 06esHeHHOCTb HEKOTOPbIX HaLMO-
HanbHbIX pa3AenoB, BTOPUYHOCTb U
JOMOPOLLEHHOCTb MHOTUX NpeacTaB-
NeHHbIX paboT. He fymato, uto 370 3a-

BUCENO OT OPraHM3aTopoB, KOTopble
¢ nopobatLlWmuM NMETETOM U rocTe-
MPUUMCTBOM OTHEC/IUCb KO BCEM OT-
KNMKHYBLWMMCA Ha MpurnaweHue
yyacTBoBaTb B bueHHane. Peub nper
0 KOMMETEHTHOCTM, 3anHTepecoBaH-
HOCTU U OTBETCTBEHHOCTW TBOpYecC-
KUX OpraHusaumin u nuu, Gopmmupo-
BaBLUMX HaLMOHasbHble KONNeKLMN.
A Beab npodeccroHanbHaa naaHKa
Obina nogHATa JOCTATOUHO BbICOKO.
Ha moin B3msAa, ee onpegensanu Ta-
Kue paboTbl, Kak «[uckobon» Apma-
Ha, «fopusoHT rpeka Kocraca Bapy-
ca (Costas Varoos), «Cepo-po3oBori
toH» IHToHM Tanuca, «Ctpannua 12,
naparpag 7» Pobepta Paywen6epra,
HaKoHew, paboTbl Lin baiiwum - oaHo-
ro U3 KNaCCHMKOB KUTAMCKOro MCKyC-
ctBa. K coxaneHuio, 3T0T ypoBeHb
OKa3asncA oTyacTi gpebesKalumm, He
cTabunbHbIM, HEpPOBHLIM B paboTax,
NpeACTaBNEHHbIX  BblOpaHHbIMU
BuHuenuo CaHdo mactepamu, KoTo-
pble gann Ha buenHane npoussene-
HUS AeCATU-NATHAALATUNETHEN JaB-
HOCTW, KaK, HanpuMep, HeMeLKue Xy-
foxHUKkM A.PleHk un leopr base-
AWTL, MPOV3BeAeHWs, He OTBevalo-
LMe UX BbICLIMM TBOPYECKMM AOCTU-
KEHMAM, He rOBOpA y)Ke O BecbMa
cpeaHux paboTtax KonyMOUiiKn AHbl
Mepcegec Xovioc (Ana Mersedas
Hoyos) nnn utanbaxua Omepa lannb-
AHu (Omer Galliani).

C coxaneHuem cnegyet npu-
3HaTb, YTO 3@ WCK/IYEHMEM, MOXKa-
NyW, MUTOBCKUX XYAOXHWKOB HaLM
ObiBwMe konnern no Coto3y XyAox-
Hukos CCCP n3 Apmenun, JlatBun,
Benopyccun Bbirnagenn BecbMa
6nenHo 1 HeybeanTeNbHO, Apyrue pe-
cny6aukn Gbiswero CCCP yBbl, Ha
BbueHHane He yyacTBoBanu. baHanb-
HO M cnabo 6bina npeacTaBneHa
Hopserus, xota eauMHcTBEHHasA yya-
CTHMUa OT 3ToW cTpaHbl [peta Mapw-
TenH (Grete Marstein) - yacras roc-
TbA Ha MEXAyHapoAHbIX CUMMO3uy-
mMax ¥ BbicTaBKax. lNonarato, Yto B
3TOV CKaHAMHABCKOM CTPaHe MOXHO
6e3 Tpyana HalTV LOCTOMHBIX M APKUX
XYAOXHMKOB. Mcnanana Takxe Bbl-
3blBana HeJOyMeHWe 3KIeKTUYHbIM
non-aptom [lbetypa CrecdaHcoHa
(Pietur Stefansson).

M «3unalowme BbICOTbM LWBeS:
CKUX XYAOXHWKOB He OTAuMYanuchb

0co60V OPUrMHANBHOCTLIO, HO MPo-
(beccroHanbHas Kynetypa 3zech Obl-
Na 04eBMAHA, KaK M Yy AaTyaH JpuKa
®panacena (Erik Frandsen), BbepHa
Hoepraapaa (Bjoern Noergard),
ToepbeHa XepoHa (Torben Heron) u
Napca Hoprapgaa (Lars Norgard).

SddeKTHbIM M LenocTHbIM, Ha
nepBsblii B3rAg, NOKasanca aBCTpa-
NINACKMIA pasgen, Ho Mo CYLLeCTBY OH
Obl1 TONLKO BHeLWHEe BPOCKUM, fieKo-
paTuBHo-oopmuTensckmum. Mano-
BbIpasuTe/bHbIMM OKa3annch pasge-
nbl TepmaHum, Asctpun n Utanun,
CKYYHbIMU BbINN BEHTPbI U MONAKW.
Mepenasbl  npodeccroHanbHOro
YPOBHSA U Aaxe OTCYTCTBME TaKOBOMO
HEeWCKYLIEHHOTO 3pUTeNs MO BBe-
cTW B 3abnyxzaeHue. HenoHATHo, no-
yeMy CTpaHbl, 3ajalolime TOH B CO-
BPEMEHHOM WCKYCCTBe, OKasanuchb
npeactaBieHbl Ha bueHHane Tak
6€e311KO U BTOPUYHO.

M3 Poccun Ha BbicTaBKy Gblnu
npurnalleHbl A1LWb TPU Y4aCTHUKA —

Tanp Canaxos, Bauecnas Muxainos
n HOpwuin Kantota, yto camo no cebe
YAVBUTENIbHO, MOCKOJIbKY HEfCHO,
KTO Onpezenun Tako cocTas.
CKpOMHBI MO 4Mcy y4acTHU-
KOB W KonuyecTBy paboT poccuit-
CKWI pa3zen BCe e BblAenAnca Ha
obem doHe 3a cYeT YpOBHA XMBO-
MUCHOW KyNbTYpbl, 3MOLMOHaNbHO-
CMbICNIOBOW HanoMHeHHOCTK, duno-
co(CKOWN copepXKaTenbHOCTH, NPex-
JAe Bcero 6narofaps npon3BefeHnsaMm
Tampa CanaxoBa, ero yHVKanbHOM
CUCTEME XYAOXECTBEHHbIX MPUEMOB,
o6pa3Hoii apamaTyprum u camoLeH-
HOCTW co3faHHbIX UM nonoteH. Og-
Hako npemuu bueHHane, Bonpekwu
MOUM TMpeANONOXeHUAM, YA0CTOEH
HOpwuit Kantota, TBOpUyecTBO KOTOPOro
Obino npeacTaBneHo TpeMA A0BOJb-
HO pa3sHbIMU MO KMBOMUCHO-TNACTU-
YECKUM XapaKTepUCTUKaM X0JCTaMu,
KoTopble BMecTe ¢ KapTMHamu Bsue-
cnaBa Mwuxannosa BoCnpuMHMMa-
JUCb, NO-BUAMMOMY, KaK Haubonee

FEOPT BASENINTL,
Bxoasuwas

1987

Xoncrt, Macno

GEORGE BASELITZ
Woman Coming
1987

Oil on canvas

IOPUI KAJTIOTA
Menucca

1997

Xoncrt, Macno

YURI KALYUTA
Melissa

1997

Oil on canvas
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culture.

And there are no unequivocal
answers to such questions. As for
my personal impressions, some of
the national sections were not
convincing at all. Was it because
the Organizing Committee accept-
ed every artist, every country that
wished to parficipate at the Bei-
jing Biennale? | do not think so.

What is important is the level of
competence and responsibility of
the curators. There were some
world-renowned artists who played
the role of landmarks in the Bien-
nale, namely Arman with his "Discus
Thrower", Costas Varoos with his
"The Horizon", Anthoni Tapies with
his "Grey and Pink Background",
Robert Rauschenberg with his
"Page 12, Paragraph 7" and, of
course, Tsi Bai Shi with his classical
works representing Chinese classi-
cal art.

In my opinion the whole of
the Biennale did not correlate to
the level of "Classics of the Pre-
sent”, to say nothing of those of
the Past. Even the works of the
artists selected by Vincenzo Sanfo
were made some fen to fifteen
years ago and were not the high-
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est achievements of the same
Adolf Penk or Georg Baselitz, or of
the Columbian artist Ana
Maesedas Hoyos and the Italian
Omer Galliani.

The same might be said about
the participants from the ex-Sovi-
et  Union (Armenia, Latvia,
Belarus) - and only the Lithuanian
exhibition was a pleasant excep-
tion which proved the rule. Nor-
way, although represented by the
internationally recognized artist
Grete Marstein, did not produce
any positive effect: | believe that
contemporary Scandinavian art
could have been represented by
other happier examples. Iceland,
oo, with Pietur Steffansson’s pop-
art eclectic work was a completfe
disappointment.

The Biennale works of
Swedish artists were not marked
by any particular originality, but
were really highly professional,
and the same might be said about
the participating Danish artists,

CEBACTbAH
SHPUKE KAPBAAJIb
TpaHchopmauuma
2003. Metann

SEBASTIAN
ENRIQUE CARBAJAL
Transformation
2003. Iron

JIN PUXYAHT
Hosble naen. 2003
[paHut

LI RIHUANG
New Ideas. 2003
Granite
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TUNUYHbIE NPUMEpPbI COBPEMEHHOM
MUTEPCKOM LWIKOMbI JKUBOMUCH, Mo-
CKOMbKY HWUYero Apyroro, YTo Mo3eo-
nsano 6bl CyauTb NHaYe, He Bbino.

HeMmHorouncnenHbiM  Gbii0
NpeACTaBUTENbCTBO M BONbLIMHCTBA
APYTVX HAUMOHabHbIX Pa3fenoB
BuieHHane, xoTs He KOAWMYeCTBO y4a-
CTHVKOB M paboT B KOHEYHOM cyeTe
onpeensitT MarucTpanbHble Ha-
NpaBfeHns B XYA0XKECTBEHHOMN KyJb-
Type, ee OTNNYUTENIbHbIE 0COBEHHOC-
TW, OPUIMHAJBHOCTb M aKTYalbHOCTb
BOMJOLEHNA UCTOPUYECKUX KOMIU-
3U U oTpaxeHusa npobnem cospe-
MEHHOro M1pomnopsaKa.

McKyccTBo — «TOBap» LWITYYHBIN,
a cyMMapHble BelMYMHbI JaNeKo He
BCErAa CBUAETEbCTBYIOT O €ro Kaue-
CTBe 1 BOCTpe6oBaHHOCTMU.

Be3ycnoBHO, HEBO3MOXHO, Ha-
npuUMep, COCTaBUTb CKONbKO-HUOYAb
6113Koe K KOHKPETHON cuTyaumu B
COBPEMEHHOM aHMIMIACKOM MCKYyCCT-
Be BreyatieHue no pabotaM AByX
OPUTAHCKMX XYAOKHUKOB — CKyJIbl-
TypHOW Komnosuuun Markna Jlanon-
ca (Michael Lyons) «<Mopckas 3Be3pa:
MeyTa MOpsAKa» U [LeKopaTUBHOMY

xoncty WBoHHbl Xungn (Yvonne
Hindl) «MonHbin cnekTp TeuyeHus»,
npov3BeAeHN, HECOMHEHHO, [0-
CTOMHBIX BHMMaHUA, HO He CTaBLUMX
ceHcauuaMu, TeM Gonee OTKPbITUS-
MU. HuKaKoi1 cBAA3n ¢ caMobObITHOMN U
OpUIVHaNbHOM KynbTypori MeKkcuku,
¢ Hacneavem [.Cukenpoca n PTa-
Maiio Hesb3A OblNo 06HAPYXKMUTb B pa-
6oTax npejcTaBuTeNeil 3Tol CTpa-
Hbl = B KpalUeHbIX KOHCTPYKTUBHbIX
obbemax 13 xenesa CebacTbsHa IH-
puke Kapb6asna (Sebastian Enrique
Carbaial) u croppeanuctiyeckom no-
notHe «AHrenbl cosectu» Padasns
Kayaypo (Rafael Cauduro).

He otnnyanack HaumoHanbHoOWM
WAEHTUYHOCTBIO U XKMBOMUCH TYHUC-
cKoro xyaoxHuka [ogepa Tpaiku
(Gjuder Triki), koTopas ckopee cBu-
AeTeNbCTBOBaNA O BAUAHMMN 3K3alb-
TUPOBAHHbIX (haHTa3wnii BeNUKOro
M.Warana, Hexenn o MycynbMaH-
CKMX KopHAxX. CnuwKoM paneku ot
TPaAMLMIA CBOETO HapoAa OKasanucb
W TypeLKue 3KCMoHeHTbl bueHHane
Cenum Bupcens (Selim Birsel), Mio-
pat CaxuHnep (Murat Sahinler), u na-
KUCTaHCKMI cKynbntop AMuH [ynb-

namely Erik Frandsen, Bjoern
Noergard, Torben Heron and Lars
Norgard.

The Australian part seemed
impressive, but mainly from the
point of view of its exterior decor-
ative design. As for the German,
Austrian and ltalian sections, they
were as dull as those of Hungary
and Poland. One cannoft find any
reasonable explanation for such
an uneven level of the whole art of
the Biennale; even the leaders of
contemporary Western art were
poorly represented.

The three artists who repre-
sented Russia were Tair Salakhov,
Vyacheslav Mikhailov and Yuri
Kalyuta - again, such a choice
seems fo have no reason behind it
at all.

However, the very modest -
both from the point of view of the
number of the participating
artists, and the quantity of the
works exhibited - Russian section
did not fail to attract the attention
of the public due fo the highly pro-
fessional emotional and philo-
sophic message of Tair Salakhov's
painfings.

Yuri Kalyuta exhibited three
works, rather different in the man-
ner of visual-plastic decision
paintings, and together with those
of Vyacheslav Mikhailov they
might be perceived as typical rep-

BALJIOBAC KPYTUHWC
Crpyktypa. 2000
Depeso

VACLOVAS KRUTINIS
Structure. 2000
Wood

3PUK ®PAHACEH
3acTpsBLUee Koneco
Taykn. 2002

SManb Ha antMUHUK,
hoTo

ERIK FRANDSEN
Wheel Barrow

on Falster. 2002
Enamel on aluminum,
photo

1 (Amin Guldee), HecMoTpAa Ha uc-
nofb30BaHUe OTAENbHbIX Hauuo-

Ha/bHbIX MOTUBOB.

YBbl, N0-MOEMy, y Ha3BaHHbIX U
MHOTMX [pYruxX Y4YacTHUKOB Mpw
CTepToii B MaMATU caMOObITHOCTU He
6bii0 1 NpobIeCKOB OpUrMHaNbHOC-
™. K coxaneHuto, nepudepuitHoe
MOHMMaHWe HOBaToOpCTBa 3aTMUIIO B
WX CO3HaHUW [OCTOMHCTBA HaLMo-
HaIbHOMO XYAO0XeCTBEHHOro Hacrne-
AVA UK Cy3U0 A0 BHELHWUX Npu-
3HAKOB W 3THOrpanYecKmX nemeH-
TOB. B pAafy HeMHOrMx ucknoyeHun
13 AaHHOro 0AHOO0Opa3Horo crvcka
CTOAT, HanpuMep, GonbluMe NaKoBble
MaHHO ABYX BbETHAMCKUX MacTepoB
«OcTaHku BpeMeHu» TpuHx Kyok Yu-
eHa (Trinh Quoc Chien) un «Cser ay-
xa» Mait lak Jlunxa (Mai Dac Linh).

Bbino 661 HEBEPHO YTBEPKAAT,
yTo bueHHane Boob6we He pana
MpeACTaBieHNsA 0 HeMnoBTOPUMOCTHU
KYNbTyp OTAeNbHbIX HAapoOAOB Ha
YPOBHE BbICOKUX XyAOXECTBEHHbIX
006pa3uoB.

Bo3MOXHO, McXoasa U3 HeKumx
reonosMTUYeCKNX WHTEpecoB, opra-
Hu3atopbl [epBoii [ekuHcKol 6u-
eHHaJle MCKYCCTBa peLlnnn B ee pam-
Kax NpoBECTN caMOCTOSATENbHble Ha-
LIMOHANbHbIE BbICTAaBKM XyAOXKHWKOB
KHP, yto onpaBgaHHo 1 cnpaBeanu-
BO, U XyAoXHUKOB Kopeu. N 4TtoGbI
cbanaHcypoBaTb OLWYTUMBbIA YuC-
NIeHHbIV NepeBec y4YaCTHWKOB W3
A3, 6bino 3apaHee pelleHO Npes-
CTaBUTb B KauecTBe OTAE/IbHOO MeX-
JYHapOJHOro cermMeHTa 4Yactb pabot
¢ PpaHLy3CKOro OCEHHero casoHa,
OAHOBpPEMEHHO MPUYPOYMB 3Ty 3KC-
nosuumio K 100-netuto Mapmkckux
CanoHos. Hapsagy c npousBsegeHus-
MW WCNAHCKWX, WUTaNbAHCKMX, Wp-
NaHACKUX, HEMELKUX, (hPaHLy3CKMX,
MONbCKMUX, FPEYECKUX, Konymbuii-
CKVX, @preHTUHCKMX 1 ceBepoamepu-
kaHckux (CLUA) mactepos, pekomeH-
AoBaHHbIX BrHueHuo CaHdo, Takoe
pa3BepHyTOe NPeACTaBUTENbCTBO MC-
KyccTBa Apyrux ctpaH 6bi1o Gonee
4eM NpojyMaHHo.
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resentfatives of the contemporary
Petersburg school of art - at least
there was nothing else with which
they could be compared.

The same was characteristic
of other national sections: too few
works of art to reach any conclu-
sion on the trends, movements,
peculiarities and tendencies of the
development of contemporary
national/local art - even though
quantity never automatically
means quality, partficularly in art.
A real work of art is unique, and
there is no place for summing up -
one should not judge or be per-
suaded by the number of works.

Thus it was impossible to con-
ceive what the situation in contem-
porary British art is from works by
only two British "heirs" of the her-
itage of Joshua Reynolds and J.M.W.
Turner - the sculptor Michael Lyons
and the painter Yvonne Hindl,
whose works, although attracting
public attention, provided no sense
of discovery.

Those viewers who were
acquainted with the works of David
Alfaro Siqueiros and Rufino Tamayo
could see no vivid connection with
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MPAHAC rPyLLNC
WcTopua oaHoro
poaa. 2000

Xoncrt, Macno

PRANAS GRIUSYS
Stories of the Com-
mon People

2000

Qil on canvas

JNYBCAHXWH BONJ,
MpuHuecca. 2002
BpoH3a, kKameHb

LUVSANGIIN BOLD
Youngest Queen. 2002
Bronze, stone

THE TRETYAKOV GALLERY #1' 2004

WNcuesna nonoca onpepenex-
HOro OTYYXAEHWUA W COXpaHeHuA
UMMYHUTETA KUTAWCKOWM KynbTypbl
oT 3anaga.

Kasanocb 6bl, mogobHaA KOH-
Lenuua Bceil BbICTaBKM obecneyu-
BaJia IOCTVKeHWe nocTaBeHHbIX 3a-
nay. OgHaKo MHOrMe n3BecTHble Ma-
CTepa COBPEMEeHHOro UCKycCTBa Jn-
60 npourHopuposanu bueHHane no
MpUYMHAM 3aHATOCTW B ApYrUX npe-
CTVWKHbIX WU JABHO MPU3HaHHbLIX Xy-
JIOXKECTBEHHbIX aHraxemeHTax, N1bo
B cuny npeaybexaeHns n cHobnsma,
6o Mo MHbIM HEU3BECTHBIM NpUYK-
HaM. A MoxeT 6bITb, 1 U3-3a BblbOpa
MeXAyHapoAHOro Kypatopa, MTanb-
AHUa BuHyeHuo CaHdo, nnm gpuHaH-
COBbIX ¥ OpraHM3auUMOHHbIX Mpo-
6nem, Begpb nyTb Ao Kutas - He 61un3-
KUA 1N He JelleBblin. Tak UM nHaye
YacTb HALMOHANbHbIX Pa3fenoB OKa-
3anacb HenosHOLEHHOW, a Mopon,
KaK y)Ke 0TMeuanocb, CiydanHom u
COMHUTENIbHOM.

CyuwiecTByeT ele ogHa npobne-
Ma, C KOTOPOI NPUXOAWTCA CTaKu-
BaTbCA U OpraHu3aTopam BeHeunan-
cKol BueHHane, 1 MexayHapoAHbIX
oceHHUx canoHoB B Mapuxe, n Kac-
cenbckux BueHHane «[JoKymeHTay.

bonblumHcTBO aBTOPUTETHbLIX Mac-
TEepOB MMPOBOMO MCKYCCTBA MO CYTH
Aena OAMHOYKWK, He BXoaAlne B Ka-
Kue-1nbo XyAOXKeCTBEHHbIe COH3bl
U accoumaumu, pabotatowme npe-
MMYLLECTBEHHO C apT-Auiepamu U
ranepuctaMu; Hemano MonofplIx, Ta-
NaHTAMBBLIX XYAOXKHUKOB, KOTOpbIe
OCTalOTCA BHE KOJIEKTUBHBIX HaLu-
OHaNbHbIX TBOPYECKWX OpraHusa-
LWIA, YTO 3aTpyLHAET UX yyacTue B
KPYMHbIX MeXAYHapoAHbIX CMOTpax
uckycctsa. 1o npobnema nosceme-
CTHas, HePeAKO OHa ABNAeTCA yA06-
HbIM MHCTPYMEHTOM MaHVII'IyﬂFILI,I/IVI,
BbIFTOAHbIX ANA TeX, KTO Bepwut
cyabbamMu MCKyCCTBa Ha XyLoXecT-
BEHHOM pbIHKE, HO 3TO OTAenbHas
Tema. [Jo6aBMM K cKazaHHOMY U Co-
)aneHue o6 yCTpaHeHHOCTM Kpyn-
HbIX My3€eB COBPEMEHHOM0 WCKYC-
CTBA OT PEKOMEHAAUMil 1 noxena-
HUIA no COCTaBy HauWOHaNbHbIX
3KCI'IO3VIL|,VIPI, X0TA WUMeHHO 3anaj-
Hble My3eillMKM Haubonee 4yTKO
pearnpyloT Ha NosBAeHUEe HOBbIX
TaNaHTINBbIX aBTOPOB.

BosBpalyasch K aHanu3y npeg-
cTaBneHHbIX Ha [lepBoi NeknHcKon
BrieHHane NCKycCTBa NPOV3BeAEHNI
M B LeJIOM YBUAEHHOW KapTuHe Co-
CTOAHMA COBPEMEHHOr0 WCKYCCTBa,
OTMeuvy, 4YTO AeNCTBUTENbHbIM OT-
KpbITUEM /1A aBTOpa 3TUX 3aMeTOK
CTaNn KUTaMCKMe 3Kcnosmumuy, 3a
WCKNIOYEHNEM ee CKYNbNTypHOWN
ynuuyHoM yYactun. M ecnm mexpyHa-
POAHbLIN pa3Aen MoKasancs MHe 3K-
NEeKTUYHbIM, YApYYaloLmM noBTope-
HWeM MpoViAeHHOro, 1306unyoLLUM
OTHIOAb He BCerga A0CTOMHbIMU puU-
MeKaMK, He HeCyLLMM HUKaKMX HO-
BOCTEN, TO KUTaNCKUIA COCTaB y4acT-
HUKOB YAWBMUI MHOIOrPaHHOCTbHO
o6pa3Horo BuaeHNsA Npobnem Halue-
ro BpeMeHu, LMPOTO TBOPYECKOrO

HOAH KBUHJTY »
MactywkKa, rotoBAwWasn
31IMHMe TpaBbl

2000

[paBlopa Ha gepeBe

YUAN QINGLU »

A Shepherdess
Preparing Winter Grass
2000

Wood-block print

BAHTI XOHIAH
Tpwv BapnaHTa
noporun fAHra
1988-1989
XoncT, Macno

WANG HONGJIAN
Three Variations
on the Yang Pass
1988-1989

Oil on canvas

the national Mexican roots in the
painted iron constructions of
Sebastian Enrique Carbajal or the
surrealistic painting "The Angels of
Conscience" by Rafael Cauduro.

No national Islamic identity
marked the paintings of Tunisian
artist Gjuder Triki, whose works
echoed the exalted fantasies of the
great Marc Chagall. The same
referred to the Turkish artists
Selim Birsel and Murat Sahinler,
and to the Pakistani sculptor Amin
Gulgee, though the latter did use
some national motifs.

Very often a certain peripher-
al understanding of the innovatory
limited the national in a scarce
introduction of ethnographical
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elements. As always there were
exceptions - the large lacquer
panels by the two Vietnamese
artists, "Remnants of Time" of
Trinh Quoc Chien and "The Light
of the Spirit" of Mai Dac Linh.

Nevertheless it would be
wrong to state that there were no
examples to prove the uniqueness
of national and local cultures.
There were two - both classical -
one from Chinese art culture, Tsi
Baishi, the other from Japanese,
Tatsuo Takayama.

One could not fail to notice
some geopolitical accent at the
Beijing Biennale - there was a
grand natfional exhibition of Chi-
nese contemporary art (which is
only understandable, reasonable
and justified) as well as Korean
modern work, supplemented by
solo retrospectives of Tsi Baishi
and Tatsuo Takayama.

In order to correct the vivid
imbalance in favour of overwhelm-
ingly Asian participants, it was
decided fto show as a part of the
international exhibition a number
of works of art from the French
Autumn Salon, thus celebrating
the centenary of the Parisian
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[Mana3oHa, LyXOM LeneycTpemieH-
HOrO MOVCKA HOBOTO fA3bIKa UCKYCCT-
Ba, COOTBETCTBYIOLLEMO 3MoXe roba-
nn3auMM U OJHOBPEMEHHO COoMpo-
TUBRALWErocs yHUbuKaumm u auk-
TaTy TeXHOKpaTUYeCcKUX, MoHoram-
HbIX 3KOHOMUWYECKUX U NoauTUYec-
Kux uHTepecoB. OT npowussefeHui,
BbINOJIHEHHbIX B KNAaCCUYECKUX Tpa-
anumax wkonbl xusonuck o Xya,
paboT, oTpaXKaloLwmMx Neprog TaK Ha-
3bIBAEMOI0 COLMANMNCTUYECKOrO pea-
nn3Ma B ero Havubonee BblpasnTesb-
HbIX (hOpMax, A0 KOHLEeNTyasibHbIX
BapWaHTOB, COMPAMXEHHbIX C TEHAEH-
LUMAMK 3anagHoOro NOCTMOAEpPHU3Ma
W TpaHcaBaHrapaa, ABNALOLWMXCA
npAMbIM cneicTeueM rnobanusma.
Tak B «OuapoBaHHOM noToce», co-
3[@aHHOM B TeXHUKe pa3MbIBKU Ty-
Wwbto U akeapenu [3zaHr Jinued
(Zhang Lichen) nepepaet nostuyec-
KO€ COCTOAIHUE NPUPOAbI YANBUTENb-
HO CKYMbIMU, CTPOrO M36UpaTebHbI-
MW cpeacTBamu, Gnectswe uMcnonb-
3ys MPOCTPAHCTBO JncTa, (aKTypy
6ymarn. OH JocToiiHO pa3BuBaeT B
TBopyecTBe Tpaavuumn Ln Banwn,
NpUBHOCA B CBOU paboTbl COBpEMeH-
Hoe 3By4yaHue. M3bicKaHHOCTbIO ©
[le/IMKATHOCTbIO OTMeYeHbl MoNoTHa-
MaHHO, HanucaHHble MacioM B Ayxe
lo Xya, u3 cepum «Cap crta TpaB. 5
OCeHHWX necHoneHun» Xy AmxaHrom

(Hu Yagiang). 3ameyvartenbHbliii 06pa-
3el, CnefjoBaHNA TPAAULMAM KUTaii-
CKOW aHPOBOW XMBOMWCK cO3Aan
Kbto Jlene (Xu Lele). Ero HanucaHHas
BOASHbIMU KpacKaMm U Tylbto pabo-
Ta NPOHW3aHa MATKOWN NPOHUeN, 3Ha-
HWeM ucTopuyeckoro 6biTa, niobo-
BblO K NepcoHaxam, Nnpulleawmm 13
rybuHbl BeKoB. 3T0 npou3BeseHue
npuBneKaeT BHUMaHWe Ge3ynpeyHo-
CTbi0 KONOPUCTUYECKUX WHTOHALMI
U PUTMUYHOCTM NMOCTPOEHMUS KOMIO-
3uunm, GepexHbIM U BMecTe C TeMm
TBOPYECKUM OTHOLUEHMEM K HaLuo-
HaNbHOMY Hacneauio.

Hemano wvHTepecHbIx nonoteH
AEeMOHCTPMPOBaNu NpefaHHoCTb Lie-
non nneaabl XyAoxHUKoB Kntas 3a-
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PEH I'YAHIXYMN
Bpema pa3mbiToit Tywm
2003

KapToH, BeTBU, AepeBo,
nnacTmK

REN GUANGHUI
Ink-and-Wash Time
2003

Fibre, branch, wood,
plastic

Y BEHMUHI
HebecHoe o3epo
2002

XoncT, Macno

GU WENMING
Heavenly Lake
2002

Qil on canvas

salons. It was really a valuable
addition to the selection made by
Vincenzo Sanfo, and it embraced
Spanish, Italian, French, German,
Polish, Greek, Argentine, Colum-
bian and American artists.

Quite naturally a certain
estrangement of Chinese art from
the influence of Western culture
was overcome.

[t might seem that such an
exhibition concept should corre-
spond fo its formulated aims, but
practically speaking it did not
manage to reach them. Many
world-famous masters either
ignored the Beijing Biennale per-
haps due to some seemingly more
important matters, or because of
some snobbish ambitions and
even prejudice; the choice of Vin-
cenzo Sanfo as the infernational
curator might also be disputable.
Lastly, but with China not least,
there might have been financial
reasons.

The First Beijing Biennale -
really a starting point for Asian
Biennales and the first experience
of that kind - came across the
same problems as other long-
standing international art forums
like the Biennale di Venezia, FIAC,
Dokumenta and others. The reality
is that the majority of world-
famous artists do not belong tfo
any artistic unions, they deal with
certain qalleries and art-dealers,
and given that they are recognized
and successful do not need any
promotfion. Sometimes the situa-
tion is rather similar with younger

BETaM COLMANNCTUYECKOro peanus-
Ma, npodeccroHanbHOM OCHOBa-
TeNbHOCTU U O6LLEeCTBEHHOW 3Hauu-
mocTu. Cpean Hux - BaHr XoHrksH
(Wang Hongian), Tao Luxy (Tao
Shihu), Li3exr Ou (Zheng Yi).

[ATb OrpoMHbIX MOPTPETHbIX
XONICTOB, COeAMHEHHbIX B KOMMO3W-
umio «bpatba u cectpbi» LlaHra Yen-
4y (Zhang Chenchu), cBugetensct-
BOBaNN 0O CNefoBaHUM XYAOXHMKa
aMepuKaHCKOMYy runneppeanunsmy,
HO 3TO He OblNo NUWb MexaHuyec-
KWM MCMoNb30BaHWeM NprUemoB, Tpa-
tapetHbiM nosTopom. Ewe oaHa, HO
yXKe aKBapenbHas paboTa U3 pasps-
Aa GoTopeanmcTUyecKmx HanoMmHa-
na 06 3Toi HeKoraa MpUOpUTETHON
TeHaeHUMM - «[TamATHbIe roab» J1A0
fAnxya (Liao Jianhua).

KblO JIENE
Wrpatowme B waku
2003

Bymara, Tywb,
pa3MbiBKa, aKBapenb

XU LELE

Playing Chess
2003

Ink and wash, color
on paper

_‘. 4 & - .
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artists who do not yet belong to
any unions either, and although
inferested in promotion find them-
selves on one side of the major
infernational events. Nevertheless
this situation is rather comfortable
for the whole army of conductors
in the art-market. If | was disap-
pointed with the intfernational part
of the Biennale, the Chinese part
really encouraged me - contempo-
rary Chinese art seems fo be in a
constant process of search for a
new artistic language to corre-
spond with the epoch of globaliza-
tion, as well as trying to overcome
the dictatorship of technocratic
economic and polifical interests.
The Chinese presenfed a wide
range of art works - from tradit-

ional classical fo social realism,
and conceptual variants in the
framework of known fendencies of
Western post-modernism and the
trans-avant-garde - a direct result
of globalization.

Among the most brilliant
examples were Zhang Lichen in his
China ink and water-colour piece
"The Charmed Lotus", depicting a
poetic landscape skillfully using
the transparency of the colours,
texture of the paper and laconic
artistic devices. | was impressed by
the fine and delicate oil panels in
Go Hua style made by Hu Yagiang
(the series "The Garden of One
Hundred Grass. 5 Autumn Songs").
Xu Lele followed and developed
the rich traditions of Chinese
genre painfing. His water-colours
are full of a kind irony, numerous
historical details, and a tenderness
in depicting subjects. These works
attract the attention of the viewer
with their really pure colour inton-
ations, the musical rhythm of com-
position and creative aftitude to
national heritage.

Some prominent Chinese
artists (Wang Hongian, Tao Shihu,
Zhen Yi) demonstrated their
achievements in the traditions of
social realism. Five imposing por-
traits, united into one composition
"Brothers and Sisters", painted by
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Zhang Chenchu vividly connected
with  American hyper-realism,
though with no fraces of any
direct mechanical application of
its algorithms. A water-colour
"Memorial Years" by Liao Jianhua
was in the same hyper-realistic
style. Shen Ling'’s painting remind-
ed the viewer that the traditions of
fauvism and expressionism are
still alive. The subject of Ling's
canvas might have been painted
under the influence of the cruel
realism of Britain’s Francis Bacon.
However, the abstract paintings of
Li Lei ("Birth") and Qi Haping
("Black Theme # 25") were far
from original.

The most striking - for its
social context and technically
skillful implementation - was Lend
Jun’s painting which visualized an
upside-down mattress frame with
a dirty, ripped-out cloth, used
syringes and other medical instru-
ments. The frame is easily faken
for prison bars, aggravating its
gloomy atmosphere to an extreme.
Full of real dramatic tension this
painting is a warning against
temptations and illusions, and
appeals fo reason, mind and sym-
pathy simultaneously. The other
work which attracted attention
was - a very rare case in artistic
practice - a collective creation
made under the supervision and
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LWEH NNHI
CrpoAwme rnasku
2003

Xoncrt, Macno

SHEN LING
Making Eyes
2003

Oil on canva

NAO0 AHXYA
MamATHbIE rogbl
2002

Bymara, akBapesnb

LIAO JIANHUA
Memorable Years
2002

Water color on paper

A BoT B KapTuHe Llen JlnHra
(Shen Ling) «Ctposiime rmasku» sB-
HO yragblBasocb He Gecnpucrpact-
HOe OTHOLIEHWE K TpaauumsaMm d¢o-
BM3Ma U 3KCMPECCMOHU3MA Ha Ho-
BOW CIOXETHOM OCHOBE, BO3MOXHO
HaBeAHHON KECTOKWUM peanv3MoM
aHrnyanuHa ®peHcnca bakoHa.
3pech e 6bIN NpescTaBieHbl 1 ab-
CTPaKTHble JKMBOMMUCHbIE OMyChbl:
«PoxpeHuve» Jln Jlen (Li Lei) n «Yep-
Has Tema N2 25» Kbtoun XaiinuHra (Qi
Haping) - paboTbl Bbipa3uTenbHble,
HO 3MUFOHCKMeE,

M3 Hanbonee 3anoMHMBLIMXCA
M0 TEXHUYECKOMY UCMOJHEHNIO U CO-
LManbHON OCTPOTE COAEPKaHUA CTa-
na BbINOMHEHHAsA B UO30pPHON Ma-
Hepe KapTWHa, Ha KOTOpOW B HaTty-
panbHyl0 BENNYMHY U300paxeH ne-
peBepHyTbIi KapKac TonyaHa, a no
HeMmy pa3bpocaHbl cMATbIe TPAMKMY,
1Cnosb3oBaHHbIe WNpULbI U CTapble
MeLULUMHCKME WHCTpyMeHTbl. [pu
Gonee BHMMATENbHOM paccMoTpe-
HVN KYCKM NPOCTbIHEN NpeBpaLlaT-
cA B reorpaduyeckylo Kapty mMupa,
rAe NATb KOHTUHEHTOB OT/MYaloTCA
NVWb KoHTypamu. Takas TpaHcdop-
Maums obycnosneHa Tpesoroii 3a by-
Jyuiee, Bce 6onblue 1 Gonblue nona-
Jatoliee B 3aBMCUMOCTb OT rnobanu-
3auuu ocoboro poga. Pewetka mat-
paua BocrnpvHMMaeTcsa NogobHo Tio-
peMHoI, HarHeTas cuTyaumto 6e3sbic-
XOAHOCTU. 3TO NpOH3UTENbHOE, Apa-
MaTM4YecKoe MONIOTHO, HamucaHHoe
JNenr OHowm (Leng Jun), npegocTepe-
raet OT njeHa cobnasHoOB W WAt0-

3UiA, MONIYaNMBO B3bIBaeT K COCTpa-
AaHUIO 1 pasyMy.

Jpyras pabota, obpaliaBluas
Ha cebA ocoboe BHMMaHWe Mo Mmac-
wraby u TpysoemKocTu, Obina pe-
3yNbTaTOM KOJNEKTUBHOTO TBOpYeCT-
Ba, 4T0 camo o cebe B COBpeMeHHOM
MCKyCCTBE BCTPEYaeTCs peAKo nmbo
He adwuwwupyetcs. Mog HabniogeHu-
€M, PyKOBOACTBOM W, OYEBMAHO, MO
naee fao LizeHto (Gao Zhenyu) 6bina
CO3/laHa CKy/NbNTypHas Komnosu-
ums-penbed ¢ nogobaoLwmm TUTaH-
YECKWUM CTapaHUAM ee aBTOPOB Ha-
3BaHueM «Kutaiickue KopHu». Pa-
LOM HYXHO 06bl10 6bl MOCTaBUTb
CKYJIbITypHOE MOPTpeTHoe K306pa-
KEHWeE TaKKe C MHOTO3HAYUTENbHbIM
Ha3BaHueM «[lyx BenuiKoit creHb»
xyaoxHuKka Wu KyHa (Shi Cun) u
ntobONbITHY0 UHcTannsAumio PeH Ty-
aHrxyu (Ren Guanghui) «Bpems tywm
C pa3MblBKOM». 3acnyK1BaeT ynomu-
HaHWA B 3TOM PAAY W NAACTUYeCKINiA
06beKT-6l0CT U3 Mean u cTanu Xy-
BoXHuKa BaHr LloHra (Wang Zhong)
«PenuKBmA coBpeMeHHOM KymbTy-
pbl», B KOTOPOM €CTb CBOA a3MaTCcKo-
eBponeickas cuMBoavKa. Boobuwe
CTpeMfieHWe K CTbIKOBKe, roBops
A3bIKOM KOCMOHaBTOB, Ha opbuTax
MCKYCCTBA YMO3PUTENbHbIX KOHLen-
umin Boctoka u 3anaga MHe npeg-
CTaBJIAETCA XapaKTepHoW 0cobeHHo-
CTbi0 KUTAMCKOM 3KCNO3nLMn Ha bu-
eHHane. JloCTOMHbIX U COMHUTENb-
HbIX NPVYMEpPOB AaHHOMY YTBepXie-
HUWIO MOXKHO MPUBECTU HEMANO, B TOM
ynucne KOHCTPYKTUBHYIO paboTy, Ha-

NOMUHAIOLYI MOBUIKW, KUHeTuyec-
Kne obbektol Dy LloHreaHra (Fu
Zhongwang), KoTopas caenaHa cnos-
HO napadpas paboTe durHcKoro Mac-
Tepa fAkko Huemena (Jaakko Nimela)
«[loaBan», X0TA OHW pasnuyatoTcA
no cBOMM rabaputam v Mo cMbIchy.
[Jo6aBnM ctofja MHTEPECHYIO KOMMO-
31UMI0 U3 TPaHUTHbIX Konew, Jln Pu-
xyaHra (Li Rihuang) «HoBbie ngew», B
pendant KOTOpOW MOXHO Ha3BaTb
HeboNbLIOe Npoun3BefeHNEe U3 Aepe-
Ba IMTOBCKOrO CKynbntopa BaumBa-
ca KpytnHuca (Vaciovas Krutinis)
«CTpyKTYpbI». B KMTalCKoOM 3Keno3un-
LK Takxe 6blav paboTbl, B KOTOPbIX
6e3 Tpyaa yraabiBanocb BAUAHUe
Doxopaka Curana, XoTA y ero Kutai-
CKWX rnocnefoBaTesiein CUranoBCKui
KOHLLeNTyannM3M non-apTUCTCKOro
Ayxa npeobpa3oBancs B HaTypanuc-
TUYecKre (OpMbl pacKpaLleHHbIX
¢buryp n3 nanbe-matue.

YBbl, He Hawocb Napannenei
HeoObIYHON CKYNbMTYPHOW KOMMoO-
31LUMN 13 KapTOHa, BepeBOK, rBO3-
Aell U Apyrvx MoApYYHbIX MaTepua-
noB «Opakyn», co3faHHON KaHaaLueMm
[Doxeiimcom Makom (J. Mac), He 6bio

NN KbAH®EHT
Ckana ¢ Kutaickum
neisaxem. 2001
CMellaHHaA TeXHVKa

LI XIANFENG

Rock View-Chinese
Landscape. 2001
Mixed media

I'YO LEEHBIO v ap.
KuTaiickue KopHu
1999-2003
MneTteHan TKaHb,

penbed

GUO ZHENYU
and others
Chinese Roots
1999-2003
Linen, sculpture

guidance of Guo Zhenyu. It pres-
ents a giant sculpture relief com-
position with a very significant
name, "Chinese Roots". No less
impressive were the sculptural
portraiture of "The Spirit of the
Great Wall" by Shi Cun, and a curi-
ous installation of Ren Guanghui
entitled "The Time of Chinese Ink
Watering". It is also worth ment-
ioning a copper and steel object-
bust "composed" by Wang Zhong
and entitled "Relics of Contempo-
rary Culture" with its peculiar mix-
ture of Asian and European sym-
bolism.

| should say that this combi-
nation, mixture and conjunction of
the East and the West - with an
equal mixture of achievements
and fiascos - seemed fo character-
ize the Chinese exhibition. Thus
the kinetic mobile-like objects of
Fu Zhongwang - though different
in size and contfent - might be read
as a paraphrase of the work "Cell"
by the Finnish Artist Jaakko
Nimela. An interesting composi-
tion of granite rings "New Ideas"
by Li Ri Huang matched a wooden
sculpture, "Structures”, by the
Lithuanian Vaciovas Krutinis.
Some of the Chinese artists could
not "escape” the influential impact
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of George Segqal either.

Also distinctive were "The
Oracle" by Canada’s James Mac -
an original sculpture made of
cardboard, ropes, nails and some
other hand-made materials; and
the small pieces by the Iranian
Fatemach Emdadian (a prize-win-
ner at the Biennale).

There is more to be added to
the review of the Chinese part: |
should say that Chinese artists
very often apply hyperbola as a
form of self-expression, which is
only natural for their Eastern phil-
osophy. In the lines of an ancient
Japanese poem, the minimal tells
about the maximal: "The quiet light
of the Moon,/A drop of rain on the
motionless branch of the tree.."
Every smallest detail is a source of
inspiration, and that is one of the
distinct peculiarities of the Culture
of the East, one which | managed
to see and appreciate in the works
of the Chinese artists.

As the process of globaliza-
tion is wiping out the national and
the original it is very difficult to
judge exactly what is what in the
contemporary art movement.
Jonathan Swift in a letfter
addressed to the French tfransla-
tor of "Gulliver's Travels" wrote
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[0CTaTOYHO NPUMEpPOB, BAU3KUX MO
NAacTMKe U CMbIC/Y, NMPeMUPOBaH-
HbIM Ha BueHHane npow3sBeaeHUAM
Manbix GOPM MPaHCKOro XyA0XKHUKA
Qartemaxa 3mpaasHa (Fatemech
Emdadian).

3aBepLas, cobcTBeHHO, 0630p
Kutanckon yactm BueHHane, poba-
BMM ellle 04HO HabnogeHne, Bbl-
3BaHHOE BMeyaTeHNAMM OT BbICTaB-
Ku. KutaiicKue XyLoXHUKM YacTo 06-
pawatotes K runepbone Kak ¢opme
camoBblpaxeHus. HamepeHHoe npe-
yBenuyeHne - ogHa M3 ocobeHHoc-
Tell BOCTOYHOWM unocopum, no-moe-
My, BbIP@XXaeTcsi BCE e UHbIMU, He-
xenu Ha 3anage, metogamu. Kak yc-
JIOBHbI NpUMep 3TOMY NO3BO/IUM Ce-
6e MMWb NpoUMTUPOBaTb CTPOKYU 13
JPEBHEro ANOHCKOro 4YeTBepoCTU-
wms: «<KaK TMXO CBETUT NiyHa, Ha He-
MOABVXXHOM BEeTKe MoBMC/Aa Kannis
noxas». MuHumanmsM, BO3Be[eH-
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HbI BO BCENIEHCKMI Macwtab mam
MPOCTO BHUMaHWe K Mesloyam, K Tpa-
BUHKe, MOTbUIbKY, M03TU3aumMs 06bl-
JEHHOT0, CKOPOTEYHOIO M MO CyLUecT-
By GpeHHOro - npuMeyaTenbHas yep-
Ta KynbTypbl HapogoB CpeaHero u
JanbHero BocToka, Tako BbIBOJ
MOHO OblJ10 cAleNaTb Ha OCHOBaHUM
BreyaTiieHunii ot paboT npexae Bcero
KMTaNCKUX MacTepos.

MpobnemMbl  HauWOHaNbHOIO
cBoeobpa3ns, caMoObITHOCTM MU
OPUTMHANBHOCTY, MOHUMAHUA CO-
BPEMEHHOCTU, aKTyaJlbHOCTU UCKYC-
cTBa 06CyXAanncb y4aCTHUKaMU
CUMMO3MyMa, NPOBEAEHHOM0 B paM-
Kax bueHHane. OgHako A0BOJIbHO
00610 MoCTaBNEHHbIE TEMbI HE Npu-
HEC/IN )KeNaeMbIX pe3ynbLTaToB, AUC-
KycCUM He MoAy4mnocb, HecMoTps
Ha TO YTO HEKOTOPbIE BbICTYNIEHNS
OblIM  COAepiKaTeNnbHbIMU, HO  He
6eccnopHbIMU.
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BAHI 30HI
Penukr
COBpPEMeHHOW
KyNnbTypbl
2001

Cranb, Megpb,
TOHVPOBaHHas
cTanb

WANG ZHONG
Contemporary Cul-
tural Relics

2001

Stainless steel,
cooper, steel wire

that different peoples had differ-
ent tastes which did not always
coincide. But good taste - he went
on- is good faste everywhere.
Genius as he is, Swift managed to
give a definite answer to the gen-
eral question bothering all those
professionally interested in the
trends of development of contem-
porary art.

To conclude: once again with
Arman and his brilliant example of
good taste in art, his sculpture
"Discus Thrower" which received
the First Prize of the Biennale.
Arman’s avant-garde remake
turned out to become an absolute-
ly original perfect work of art,
artistically managing to make real-
ly contemporary transformations
in the ancient Greek classical
sculpture of Myron.

The "Discus Thrower" of the
virtuoso French master of the
grotesque and paradox is and will
remain a special symbol of the
unseen spiral which defermines
the development of art, combining
in itself artistic quality, perfect
taste and stylistic decision.

The general conclusion on
everything seen at the First Beijing
Biennale is that, although purely
technical devices and multimedia
means of artistic self-expression
are gaining more and more power,
traditional methods of visual art
are still strong and able to com-
pete with innovation - not only in
the present but also in the still
obscure, virtual and cloned culture
of the future.

Alexandre I. Rozhin

APMAH
Lucko6on
2002
BpoH3a

ARMAN

Discus. Thrower
2002

Bronze

O HaumoHanbHOM, COBpEMEH-
HOM W OpPUrMHANbHOM B UCKyCCTBe
rOBOPUTb CI0XKHO, MOCKOJBKY NA0AbI
rno6ann3auum Bo MHOTOM HUBENpY-
0T 3TV NMOHATUA, A eLLe U NOTOMY, YTO
Kaablii M3 Hac HepeaKo BKNajblBa-
€T B HMX CMbIC/l, U3BECTHbI TONbKO
HaM camMuM, 3a4acTylo pasHblii, Aaxe
npotusopeumnBblin. JpkoHataH CBUPT
B OHOM M3 nuceM K abbaty Mbepy
[JedoHTeHy, aBTOpy afanTvpoOBaHHO-
ro nepeBoja Ha (paHLy3CKUIN A3bIK

«[ynnuBepa», oTMeyan: «...BKyC y pas-
HbIX HAapOZAOB COBMajaeT Janexko He
BCerja, OfHaKo XOpOoLUWI BKYC Ofu-
HAKOB Be3Je... A NOTOMY, €C/IN KHUTK
mecbe [ynnnBepa paccumTaHbl nLb
Ha Xutenemn 5pI/ITaHCKI/IX OCTPOBOB,
celi MyTelLeCTBEHHWUK NuicaTenem AB-
NAeTCA BeCbMa NOCPeACTBEHHBIM... U
aBTOp, YTO NULLET LB B pacyeTe Ha
CBOW ropog, NMPOBMHLYIO, KOPONEeBCT-
BO W/IM A@Xke B pacyeTe Ha CBOW Bek,
3acnyKmBaeT ObiTb NepeBefeHHbIM
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Ha WHOCTPaHHbIA A3bIK HWUYYTb He
GonbLue, YeM ObITb MPOYUTAHHBIM Ha
CBOEM COOCTBEHHOMY.

B npuBeaeHHo# npocTpaHHOM
BbliepXKe 13 3MUCTONAPHOIO Hacse-
ana senukoro CBudTa Mbl HaxoAMM
OTBETbl Ha BOMPOCHI 0 TOM, 4TO TaKoe
OpUWrMHanbHoe, HalMoHanbHoe 1 Co-
BpeMeHHOe, B 4eM 3TV MOHATUA B3a-
MMOCBS3aHbl, 4eM 00yCnOBNEHbI.

B 3aknoueHve obpatum euwe
pa3 BHUMaHWe yuTatenei Ha bnecrs-
wee nponsBeaeHme Apmana «lncko-
60n1», yNOCTOEHHOrO BbiCLIEH npe-
mum MepBoii MekuHcKol GreHHane
MCKyccTBa. 3Ta aBaHrapgHas no cBo-
el cyTv 1 NnacTuKe cTaTya ABiAeTcA
BeNMKonenHbiM 06pasLoM puMelika,
KOTOPbI NpeBpaTWICA B COBEpLUEH-
Hoe BO Bcex OTHOLeHusX, abcontoT-
HO caMoLieHHoe npousBejeHune co-
BPEMeHHOro MCKyCCTBa.

bonee Toro, sta ckynbnTypa -
naeanbHas, Ha MOV B3rnAg, UANOCT-
pauus mMbicnen [xonataHa Ceudra.
C TonbKo emy npucywmmm aHTasu-
el 1 apTUCTM3MOM MpenapupoBan
ApMaH wWweneBp ApeBHErpeyecKoro
cKynbnTtopa MupoHa, co3aaHHbIV B
V BeKe [0 Haluei 3pbl, MpMBHeCA B
aHTUYHYI0 KNacCuKy HoBoe obpas-
Hoe cojepxaHue U cOOCTBEHHYLO
3CTETUKY.

«[uckobon» BUpTyo3a dpaH-
LLly3CKOro rpoTecka W napajoKcoB
ecTb 1 byzer 0coObIM CMMBOJIOM He-
3pMMOI Cnvpanu, Kotopasa onpeje-
NAET pasBUTME UCKYCCTBA, OAHOBpe-
MEHHO 3TO YAMBWTENIbHOE MpPOU3Be-
JeHVe - 3TaNoH XyA0XKeCTBEHHOro
KayecTBa, BKyca v cTunsl. Bot nouemy
MMeHHO TBOpeHVeM ApMaHa, onuiie-
TBOPAIOLLMM CBA3b MEXAY NPOLUbIM,
HacToAWwMM 1 ByaywmM, 3aBepLuaet-
cA BecbMa Gernbliii U He 6eccrnopHbIi
0630p MeKnHcKol breHHane.

[naBHbIN BbIBOL, KOTOPbIA MOX-
HO cAenatb, UCXOAA U3 NMEKUHCKOro
OnbITa, CBA3aH C OTHOLUEHVEM K HO-
BbIM TEXHONOMMAM U MyNbTUMEAUIA-
HbIM CpeAcTBaM B WCKYCCTBE, KOTO-
pble, K C4acTblo, He BbITECHWN Tpa-
AVLIMOHHBIX M306pa3uTenbHbIX Npu-
€MOB 1 MeTO/|0B, CMOCOBHBIX KOHKY-
pupoBaTb ¥ nocne MunneHuyma c
BMPTYanbHON W KNOHUPYEMOW KyNb-
TypoWi HeKoero OyayLero.

AnexcaHop PoxuH
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XWNBOMWCELL NMONATAKOLLMIACA HA MPAKTUYECKUE HABBIKM U HA
BEPHOCTb CBOEIO IT1A3A, IMTOAOBEH 3EPKAJTY, B KOTOPOM OTPAXAET-
CA BCE, 4TO PACMNOJIOXKEHO NEPEJ HAM, N KOTOPOE HE BEJAET HUYE-
0 Ob OTPAXAIOLWEMCA B HEM OBbEKTE.

tLLE PA3 O PEANTMIME

(ONOPEHTHICKAS
AKAJJEMIS HCKYCCTB

"REALISM REVISITED" - TaKoBo
Ha3BaHue BbicTaBKN DropeHTMI-
CKol AKaieM1M UCKYCCTB, OpraHu-
30BaHHOM B My3see «[laHopama» B
ban ®paHkeHxay3seHe, [epmMaHus.

[ns MeHA aHrnuickoe «revisit-
ed» BbI3bIBaeT MOYTY MIHOBEHHYIO
accoumaumio ¢ N3BeCTHbIM paccKa-
3oM ®psHcuca Ckotra Puugxe-
panbaa «Babylon Revisited» - «Bos-
BpalleHue B BaBunoH». A B cBA3u ¢
[aHHOM CTaTbel 0YeBWUAHLIM aHa-
7IOroM no-pyccku Mmorna Obl cny-
XWTb (hpa3a «BO3BpaLleHne K UCTO-
Kam»... Beab ana poccuiickoro n3o-
Opa3nTenbHOro CBETCKOro UCKYCCT-
Ba, Oepyuwero Hayano B [leTpos-
CKyl0 3MOXy, peannsM - AeNCTBU-
TeJIbHO NCTOK NCTOKOB.

Mbicnb HanucaTb CTaTbl O
®nopeHTUnckon AKagemMuu wuc-
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KyCCTB BO3HWKNA He ciy4alHo.
Kak nonesHo 6yaer y3HaTb poc-
CMICKUM CTyLeHTaM, nojymasnocb
MHE, 0 TOM, KaK y4aTcsi CTaHOBUTb-
cA xypoxHukamn B Utanun, aton
konblbenu lMpekpacHoro, Bo ®no-
peHuMMW, HaBCeraa CBA3aHHOW B
HnarofapHoil NaMsATK YenoBeyecT-
Ba C UMeHaMu BenmKoro Mukenan-
mkeno, yba cratya [aBuga crana
He TOJIbKO YKpalleHeM, HO U CUM-
BOJIOM 3TOr0 rOpPOAa, a TaKxke C
nmeHamu bottnuennu, Padasans,
[IxotTo... Pa3Be nepeuncnvwb
BCeX 3aMeyaTeNlbHbIX MacTepos,
YybM paboTbl CO34ann BCEMUPHYIO
cnasy lanepee Yoduum...
@®nopeHTuiickaa Axkagemus
ncKyccTB Obina ocHoBaHa B 1991
rogy B cagax lNanauuo KopumHu
Ha Bua penna Ckana, u noHavany B
Heil obyyanucb TpUALATb CTyAEH-
T0B. B ocHOBe 06yuyeHuA - npuH-
Lun «aTenbe», N MacTepcKom oa-
HOro XYLOXHWKa W ero y4eHMKOoB.
B kauectBe o6pa3sua npuHAM

JleoHapdo 0a Bunyu

REALISM REVISITED

®paHuy3ckyto AkazeMuio BTOpoi
nonoBuHbl XIX Bexka - rosopsn
WHbIMW CNOBaMW, «akajemuyec-
Kuii peannsm». ViIMeHHO eMy 006y-
yatoTcA HblHe BO ®DnopeHuUn cTy-
[eHTbl co Bcero mupa. WTtak, tpa-
OMUMOHHBIN peann3M. Kak oH vyB-
ctByeT cebsa B XXI Beke? Kak oka-
3an0cb, peanusM, HeCKO/lbKO
cAaBLUNIA CBOU NO3uLKKM B XX Be-
Ke, BHOBb BO3BpaLLaeTcs U CTaHO-
BUTCA BMOJIHE aKTyalbHbIM, TO
ecTb BOCTpebOBaHHbIM, = HeB3U-
pasi Ha Bce TaK Ha3blBaeMoe aKTy-
albHOE UCKYCCTBO. 3TO TONIbKO
noATBepXAaeT NPUHLMN eANHCTBA
NpoTMBOMONOXKHOCTe — 06a pas-
HOMOJIIOCHbIX BEKTOpa pa3BUTUA
COBPEMEHHOrO0 MCKyccTBa (Ha3aa B
OTArOLLEHHY0 TpaauuusaMu rnybb
BEKOB - 1 BNepej K Hen3BeaHHO-
My) OTHIOAb He pa3pbiBalOT ero Ha
yactn. PasHble nontoca cospatoT
cBoeobpa3Hylo CMCTEMY Hampsxe-
HWIA, YTO He BPeAUT TBOPYECKOMY
npoueccy.

Xouetcs pacckasaTtb o pabote
®nopeHTuiickon AkagemMuum wuc-
KyCCTB, MOTOMY YTO 3TO OfJHO U3 He-
3aypAAHbIX U CPaBHUTENbHO HO-
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YPBAH JTAPCCOH
XeHuwvHa B po3oBom
nnatbe. 2002

Xonct, macno

70 x 55

URBAN LARSSON
Woman in Pink
Dress, 2002

Qil on canvas,

70 x 55 cm




BbIX y4ebHbIX 3aBeAeHunI Ha 3ana-
Ae, rae AefcTBUTENIbHO yyaT ObITb
HaCTOALMMM KUBONUCLAMU, TAe
CTYAEHTbI Y4aTcA, MO BbIPaXeHUIo
[xoHa KoHcTebns, «bbiTb Tepne-
JIBbIMU YYEHUKAMU NPUPOAbI»,
KyAa CTYyAEeHTbl Cbe3XalTcA Co
Bcero ceta. CbesxatoTea anda To-
ro, 4ytobbl NONAHA NPOBOAWTb, pa-
6oTtas c HaTypoil, a BTOpYyO nosno-
BWHY — BbINOJIHATb B CBOUX CTyAU-
AX CreuuanbHble 3afaHnA U, Tak
cKasaTb, Habusatb pyky. Ceitvyac B
LIKoNie HacumTbiBaeTcA 75 cTyaeH-
TOB 13 24 cTpaH. Bo3pacTtHon ana-
na3oH Bneyatnaetr - ot 17 go 60
neT, X0TA 60NbLIMHCTBO COCTaBSA-
10T iBaALaTUNIETHNE.

MonHbll  Kypc o0b6yyeHusn
AnnTCA yeTblpe roga. MoxHo no-
cTynuTb Bo ®nopeHTuiickyto Aka-
AEMUI0 U B KiacCbl pUCOBaHUA:
Toraa CTyAeHTbl ABaXAbl B JAeHb
NATb AHEN B Hegento obcyxaatT ¢
npenojaBaTenAMu cBou paboTbl.
OTtpabaTbiBaeTcs pUCYHOK KapaH-
Aawom u yrnem. U B Knaccbl XnBo-
nucu: Toraa obeyxaeHne pucyHKa
NMPOMCXOAMT YeTblpe pa3a B Heje-
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 JIOTTA B/TOKEP
KynH. 2001
BpoHsa
31x17x31

~ LOTTA BLOKER
Kouin. 2001
Bronze
31x17x31cm

POBEPT EOEM
3amanuBaHue. 2002
Bponsa

62 x 15 x 49

ROBERT BODEM
An Invitation. 2002
Bronze

62 x 15x 49 cm
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0. 3aTeM — cnefyoLWnin LWar K Xu-
BOMWUCK: PUCYHOK YIIEM U MenoM
Ha TOHMpoBaHHoW OGymare. Euie
OAMH Luar HaBCTpevy XUBOMUCK -
rpusainb. VI HakoHel, ocBoeHue
LLBETOBOr0 KOMMOHEHTa nitcC Tpe-
HUHI B YCNIOBUSIX BPEMEHHbIX Or-
paHWYEHWUN, KOTAa >XMBOMMUCLbI
TPX pasa NUIYT OAUH U TOT Xe
00beKT, ckaxeM, abnoko. MNepBbiit
pa3 KaXAablih NULIET CTONbKO Bpe-
MEHW, CKONIbKO eMy XoyeTcs, Bep-
Hee, CKoNbKo eMmy TpebyetcsA. Bo
BTOPOI pa3 Ha 3TO OTBOAUTCA TpU
yaca. B Tpetuit pas abnoko nuwyt
Mo namATn.

Pa3Bu1TUio namMATV - Ha LiBETO-
Bbleé KOMMNOHEHTbI, Ha Menbyailune
AeTany U Jaxe Ha BCMNOMVHaHWe
CcOBCTBEHHOIMO 3MOLMOHANBLHOIO
OTKNMKa - yaensetca B Akagemumn
ocoboe BHMMaHue. BcnoMHuM, uto
JNlekok pe byaboapaH, yuuTenb
[Jxeimca Mak Heiina Yuctnepa un

Axpn ®anTen-J1aTypa, paspaboran
crneumanbHyl0 CUCTEMY TPEHUPOB-
K/ NaMATU KMBOMUCLEB. Yuctnep
NMAWET O TOM, KaK OH coBepluan
ANMTeNbHbIe NPOTYIKWU, NpUcTanb-
HO BMNAAbIBasACb BO BCE, YTO Npo-
MCXoAMN0 BOKpYr Hero. Mo Bo3epa-
LLleHMM B CTYAUIO OH MO MNaMATU
BOCMPOM3BOAWSI TO, YTO BUAEN, B
CBOMX oopTax.

CrypneHToB Akagemuun yuat
«uBety». o BblpaxeHuto [xoHa
CapmkeHTa, «LBEeT KpacuT 1 yKpa-
waet dopmy». Kazanocb 6bl, npo-
CTas UCTMHA, HO BeAb MOPOK Ha oc-
BOEHME «LBETOBOr0» MacTepcTBa
yXoAuUT Oonbllasd YacTb KM3HMU.
CryneHTbl Akagemumn paboTaioT B
«y3KOM» JiMana3oHe Tpex LBETOB -
)KeNToro, KpacHOro M YepHoro.
C HUX HAYMHAOT CBOW MYTb B XU-
BOMWCb Ha NPOTAXeHUN BeKoB. He-
KOTOpble CTYAEeHTbl, 0CBOWB 3TU
LBeTa, TaK U He paclMpsIOT CBOK

nanuTpy.. Hemano cneunanucros
n nobuTenei XKuBonucu nonara-
0T, YTO BenuKkui TuumaH cospan
CBOW Nyylive MNpov3BeAeHud, uc-
noNb3yA UMEHHO TaKylo nanuTpy.

Ha Tpetbem rogy obyyeHus
CTyAEeHTbI paboTatoT B )XaHpe nopT-
peTa, ONATb-TaKM HauyuMHas C pu-
CyHKa. Becb uetBepThIli roa yxoauTt
Ha CoBepLUEHCTBOBaHMe MacTepCT-
Ba W... Ha npenojaBaHuve B AKaje-
mun. lpenogaBaHme 3acTaBnser
HayuMTbcA 06s1eKaTb CBOW 3HAHUA
B C/10Ba, GOpPMYNMpoOBaTh UX, a TaK-
Ke Gonee rnyboKo 0co3HaBaTb TO,
YyeMy CTyAeHTbl Hay4uSICh.

Bce BbiwensnoxeHHoe cKasa-
HO OCHOBaTeNneM U AMPEKTOPOM
®nopeHTUincKkoi Axkagemuum wuc-
KycctB  [1sHuanom  [penB3om
(Daniel Graves) B ero cratbe, ony6-
NIMKOBaHHOW B anbboMe-KaTasore
«Realism Revisited». Y1ox, 310
LeCTBUTENIbHO NpOoAyMaHHas Npo-
rpaMMa WHTEHCUBHOIO W MjaHo-
MepHOro oby4yeHus peanucTuyec-
KoMy McKyccTBy. Ho 4Tobbl «co3aa-
BaTb» Ae/CTBUTENbHO NPEKPaCHbIX
XYAOXHWKOB-peanuncTos, Heobxo-
AUMO pa3obpaTtbCcs B TOM, KaKylo
ponb urpaet 3TO HanpaBs/ieHVe B
COBpeMeHHOM 1306pa3nTenbHOM
WCKYCCTBE U KakoBa 6bina ero
ponb B [aBHEM W HeAaBHeM Mpo-
wnoM. MMeHHO 3TW npobnembl
paccmaTtpuBaloT B CBOe BCTyMu-
TenbHOM cTatbe «Peanusm mexay
aBaHrapaom wu Ttpaauuuen» Py-
ponbt® Kobep (Rudolf Kober) n
lepa JinngHep (Gerd Lindner).
KpaTko, HO ocHOBaTeNbHO aBTOpbI
paccmaTpurBaloT BCe BUAbl peanus-
Ma: aKaleMU4ecKuin, poMaHTuyec-
KU peanusM, cloppeanusMm, CUM-
BONAM3M, (oTopeanusM, HaTypa-
nn3M, coupeanusMm (Tak HasblBae-
MbI/i €NAaHUPYEMbIN» peanusm),
BEPU3M...

*kk

OpHaKo Hawa uenb - He obeyxae-
HMe TeOpeTUYeCKNX BOMPOCOB UC-
KyccTBoBefeHusA. Llenb - nokasatb
pesynbTtaTthl 06ydeHnsA Bo DnopeH-
TUNCKOW AKageMunm UCKYCCTB, TeM

Mo BPAYH
BbiGop 3HaToKa
2002

[ocka, macno
53.3x76,2

PAUL S. BROWN

The Connoisseur ‘s Choice
2002

Oil on panel

53,3x76.2
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v XAHTEP 34401
MacTtepckasn My3biKanbHbIX
MHcTpyMeHToB. 2000
Xoncrt, Macno

59x 70

~ HUNTER EDDY
Liutaio’s Workshop
2000

Oil on canvas

59 x 70 cm
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0oflee 4YTO OHW JAENCTBUTENIbHO
BneyatnatT. [octapaemcsa xoTA
Obl B penpoayKuusax nokasarb pa-
60Tbl 1 camoro [aHuana lpeiiB3a,
1 ero TanaHTANBbIX YYEHUKOB U Mo-
cnepoBaTeneii: Maureen Hyde,
Simona Dolci, Paul S. Brown,
Robert Bodem, C.-Clarissa Koch,
Louse Camille Fenne u apyrux,
aTakxe paboTbl CHUCKaBLUIErO
MeXXayHapoaHyto nssectHocTb Nel-
son Holbrook White, yeit otey u
Aen, Gblnn N3BECTHeNWMMN amepu-
KaHCKMMU XYAOXKHUKAMU.
CeroaHa, Kak 1 Bo Bce Bpeme-
Ha, JIMYHOCTb XYAOXHWMKA urpaet
0cobylo pofib B YeN0BEYECKOM Co-
obuiectBe. TBOpYeckue HaTypbl
cnocobHbl MepBbIMU YI0BUTHL HO-
Bble TEHAEHUMM pa3BuTuA obLyecT-
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Ba, NpeyyBCTBOBATb TO, Ka3anocb
6bl, He3HAUNTENbHOE, HEYI0BUMOE,
yeMy npeactomT B Byayuiem obpec-
T 1 0cobYI0 3HAYUMOCTb, U 3HAYU-
TeflbHOE BAuAHMe. [1a, XyA0KHUKA-
MW poxaatoTcs. Ho Beab BepHO ”
TO, YTO Heob6XxoAMM npouecc obyye-
HWA, OBNALEHUA MacTepCTBOM.
YT06bI CTaTb XKMBOMMCLAMU, MY3bl-
KaHTaMU, CKyJAbNTOpaMu, apXuTeK-
TopaMmu, Hago yunTbes. BoT TyT-To 1
BCTaeT BOMPOC BOMPOCOB: KaK U Ye-
My yunTb?

O6yyeHve peanncTUYecKomy
WCKYCCTBY HEpeAKo npegnonaraet
obpalueHme K yxe HapaboTaHHOMY
B MNpolioM, B3rAg Hasag, vbo
obyyaloTca Ha npumepax u apre-
taktax. O6byyeHne - cBoero poaa
MMUTALMOHHBIN npouecc: nonpo-

THE TRETYAKOV GALLERY #1' 2004

KAMWUNJIA KOPU
3uma (13 cepun
«YeTblpe BpeMeHun
roga»). 1997
JIbHAHOI XoncT,
macno. 68,5 x 48,3

KAMILLE CORY
Winter (from the Four
Seasons series), 1997
Oil on linen

68,5 x 48.3 cm

MAYJIA PYBUHO
MaHekeH. Pazmep 46
1999. Xoncr, macno
95,2 x 47,6

PAULA RUBINO
Mannequin, Size 46
1999

Oil on canvas

95,2 x 47.6 cm

Oy caenatb, KaK 3To Aenanv TBOU
npeglecTBeHHVKN. Heyamsutenn-
HO, YTO MHOTUe W3 CEeroAHALLIHUX
CTyAeHTOB 06pa3yloT HOBOe MOKO-
neHve XyAOXHWUKOB (B CaMOM LK~
POKOM CMbIC/ie C/I0Ba), KOTopble
CTAHOBATCA nocnefoBaTensiMn u
ajenTaMy yxe CyLLecTBYLMNX Ha-
npaBfieHNIN B UCKYCCTBe.

Peanuam, ocobeHHo Ha toHe
APYrvXx «M3MoB», oKasancs Hanbo-
nee yA3BMMbIM AN KPUTUKMN 13-3a
OTCYTCTBMA TaK Ha3blBaeMOW HO-
BM3Hbl B CO3/@aBaeMbIX CerofHs
peanucTMyeckux Npou3BeAeHUAX
nckyccTtBa. «Mbl 37O yKe BUAEN»

N «Mbl HE BUAUM 34eCb HAYEro HO-
BOrO» — TaKOBa TUMWYHAsA peakums
Tex, KTO LLEHWUT He CTONIbKO MacTep-
CTBO XYLOXXHWKA, CKONIbKO OpuUru-
HaNbHOCTb €ro MbllUIeHUA, €ero
TBOpYeCKoro nopaxoaa u cnocoba
camoBblpaxeHna. Ho Bcerga ectb
N Te HE MeHee MHOMOYMC/IEHHble
«MbI», Y KOTOpPbIX Bbl3blBaeT bec-
npeaenbHOe BOCXULLEHME Ccnocob-
HOCTb XYAOXHWKa nepeaaTb Ha
XOncTe uAN nucte Bymaru Apixa-
HMe BeTpa, TPeneT JICTbEB, HeX-
HOCTb LUENIKA, 3BOHKYI0 Npo3pay-
HOCTb TOHKOro XpycTanbHoro 60-
Kana, LWeNKOBUCTY0 MATKOCTb

HEJICOH YANT
Bonoto. 1976
XOJ’]CT. AOCKa, macno
76.2x101,6

NELSON H. WHITE
The Marsh.1976
Oil on canvas
mounted on board
76,2x101.6 cm

MOPUH XAN[,
BecHa cmeHseT 3umy
2001

Xoncrt, macno. 80 x 90

MAUREEN HYDE
Spring Follows Winter
2001. Oil on canvas
80 x 90 cm
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MbILWHbIX BOSIOC, OTGIECKU IYHHOTO
CBeTa Ha NojepHyTol psabbio Boze,
rnybuHy cBeTAwMxXcs NoboBbio
rnas, rapMOHUIO YeNOBEYECKOro Te-
na.. AN €O0XUBUTb» XONOAHbIN
MpaMop U KyCOK fiepeBa... 3To 1 no-
HATHO, BeAb peanu3M nopaxaer
CBOEW XXU3HEHHON cunoi 1 ybeau-
Te/IbHOCTbIO, MPOTArMBAET PyKy U3
AaNeKoro NpoLLIoro K HacToALLEeMY
1, 6e3ycnoBHO, JOTAHETCA M [0 OT-
AaneHHoro Gyayuiero.

Hamasnna BolickyHcKaa

Pedakyusa xypHana «TpembAKoscKas
eanepes» Bblpaxkaem UCKPeHHIow 671a-
2o0apHocms [TaHopama Myseymy, [ep-
MaHus, 3a nbe3Hoe paspeleHue uc-
NoJIb308aMb MAMepPUasbl, OnybIUKO-
BaHHble 8 anbbome «The Florence
Academy of Art».

© Panorama Museum Bad Frankenhausen, 2003

®PAHK
CTPALLLLYSTNA mn.
®paHuua.
MpocenoyHas gopora
2002

Xoncrt, Macno

100 x 125

FRANK
STRAZZULLA, Jr.
French Country Road
2002

Oil on canvas

100 x 125 cm

KNAPUCCA KOX
Onnmnua.1998
ToHupoBaHHan
Gymara, yronb, men
65x51

C.-CLARISSA KOCH
Olympia.1998 Char-
coal

and white chalk

on toned paper
65x51cm

O3HW3N TPENB3 »
laHc. 2001

Xoncr, focka, Macno
40 x 30

DANIEL GRAVES »
Hans. 2001

Qil on canvas
mounted on board
40 x 30 cm

XAKNINH AMENb
TauHCTBO XM3HU
1999

Xoncr, focka, Macno
70 x 50

JACQUELINE APEL
The Mystery of Life
1999

Oil on linen mounted
on wooden panel

70 x50 cm
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MNon BPAYH
AitHunsze. 2001
[ocka, macno
61x 45,7

PAUL S. BROWN
Ainize. 2001

Oil on panel
61x45.7 cm
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“In a school of fine arts, it is one’s duty
to teach only uncontested truths, or at
least those that rest upon the finest
examples accepted for centuries."
H. Flandrin's words, are the closest we
come to articulating a mission state-
ment at The Florence Academy of Art.
With Flandrin, and so many others we
could quote, as our guides, we teach
the craft of working in the realist frad-
ition similarly to how it was taught in
the 19th century ateliers of Western
Europe - not so as to produce 19th
century work, but because... our most
direct link to the traditional values and
teachings of the past which are
known to have produced professional-
level artists in the realist tradition, are
through those studios. Because |
picked up pieces ot the tradition from

JIYN3A KAMUIINA
®EHHE »

[leBylUKa B KpacHoM
KocblHKe. 2002
XoncT, Macno

38 x 46

LOUISE CAMILLE
FENNE »

Young Girl with Red
Kerchief. 2002

Oil on canvas

38 x 46 cm

KJIAPUCCA KOX
Pa3zaH. 2000
Xoncer, Macno
100 x 46

C.-CLARISSA KOCH
Male Pheasant. 2000
Oil on canvas

100 x 46 cm

many different people, what we teach
at the Florence Academy is a blend of
what | received from many of those |
mentioned earlier, necessarily infer-
preted in my own way.

In looking to the atelier system of
training as a model, the Florence Acad-
emy of Art is different from most other
art schools, where students go fo a vari-
ety of classes and are often taught by
many people. In art schools as they are
commonly structured today, projects of
multiple degrees of difficulty are
thrown at students all at once, often by
teachers with different agendas and
points of view - there are too many
“bosses" and no clear method of train-
ing in fundamental aspects of the craft,
such as learning how fo draw. Accom-
plished painters may give demos on
how to paint a portrait, for example;
however, it remains a mystery to those
watching who have noft received train-
ing in basic principles. In such an envir-
onment, studenfs do not have a clear
sense of how fo progress and have no
chance to develop confidence.

When students walk in the door
of the Florence Academy, they are
assigned a studio space and settle info
a rhythm of working that will remain
constant throughout their years of
study. Urging them to become, as John
Constable said, “patient pupil[s] of

MEXOYHAPOJHAA MAHOPAMA

nature", half of the day is spent work-
ing from the figure, half of the day in
their studios, working on specific exer-
cises. We demystify the training of an
artist and break the vastly complex
task of learning to draw, paint, and
sculpt from life into gradual steps. In
the most general terms, students
spend their days trying to see and put
down exactly what is in front of them,
for, as Leonardo said, “The painter will
produce pictures of little merit if he
takes the works of others as his stand-
ard; but if he will apply himself fo learn
from the objects of nature he will pro-
duce good results." To do this, however,
is not easy: a step-by-step progression
through the school’s curriculum, from
learning to draw accurately to learning
to use precise colour values in oil or -
for the sculpture students - learning to
use correct structure in clay, generally
takes students four to five years.

Daniel Graves

The Editorial Board of "The Tretyakov
Gallery" magazine expresses its sin-
cere gratitude to the Panorama
Museum, Germany, for kind permission
fo use the material published in the
album “The Florence Academy of Art".

© Panorama Museum Bad Frankenhausen, 2003
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Mpeay XpecToMaTUMMHO U3BECTHbIX

KapTMH PYCCKOWM LWKOAbl OAHAa 3aHMMaeT

oco6oe MecTto. Ee M3BeCcTHOCTb MMeeT ABOWCT-

BEHHYI0 NpUPoOAY. N03aHHAA KUCTbIO KpynHeMniiero

XyAOXHUKA, OHA o6pena OTTeHOK «oTpuuaTenbHOW» No-

NyNAPHOCTU, OT KOTOPOro, BNPO4eM, He CBOGOAHBbI U «KpU

OorarbipA», U NepoBCKaA «KPOWKa», U }KaHpbl Nef0TOBa.

[JencTBuTenbHO, ecnn B ocHOBe 0Opa3a 3anoXKeH HeKuin obuye-

NPUHMMAeMbIn apXeTumn, TO HEMUHYEMO
pa3HOpPOAHble acCoLMaTUBHbIE LIEMOYKMU,
nucxoaAwme ot Hero, ByayT BKAOYaTb U

CaTupunyHble, N NPOHNYECKME KOMMNO-

HeHTbl. TakMe o6pasbl CTAaHOBATCA UC-

TOYHWKOM Y3HaBaeMbIX JIOFOTUMOB W
wapxupoBaHma. Ho mn cpean Hunx
«MBaH [po3HbIn» PenvHa cTouT oTAENb-
Ho. Ocobaa 3K3anbTalusa, 3MOLMOHANb-

HaA B3BMHYEHHOCTb npeaonpeaennnn gpa-

MaTU4yHOe npoucllecTBue, ciyyuBlieecs 60-

nee 4YeM yepes YeTBEPTb BEKA MOCJ/Ie HANUCAHUSA
KapTuHbl. 90 net Hasag, Hesagonro Ao 300-ne-
TA aoMa PoMaHOBbIX, HeypaBHOBELLEHHbI CTa-
poobpsagew, Abpam banawos Habpocuacs ¢ Ho-
)KOM Ha MOI0THO ¢ KpuKoM «[loBONbHO KpoBwu!
JoBonbHo KpoBu!» O6wwecTBEHHOCTb Oblia
B036yxxeHa, B npecce nownu nydbnnkauymm.
CyTb OTKpbIBLIMXCA AUCKYCCUIA BbIXOAUNA
AaneKo 3a npegesbl 06CYyKAEHUA KayecTB
PenVHCKON KapTuHbI nau ncuxmku bana-

LoBa - KaK BO BCAKOM 3aMHTepeCcOoBaH-

HOM pa3roBOpE Yy PYyCCKOW MHTENIMIeH-
umm npobnemMaTtMKa Kacanacb CaMblxX
06LLMX BONPOCOB 3CTETUYECKOTO U 3TU-
4ECKOro MopsAKa, BO MHOrOM COXpaHsi-
<« W.E.PENWH
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16 Honbpsa 1581 roga. 1885. ®parmeHt
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Ivan the Terrible and His Son Ivan:
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MpumeyatenbHa cuMTyaums nosse-
HWs KapTuHbl. Yepes 300 net nocne
CeMenHoW AMHaCTMYecKon Tpare-
AUV B BEJIMKOKHAXECKOM JoMe
(nonHoe KaTanoxHoe Ha3BaHwWe no-
notHa «MBaH [po3HbIN 1 CbiH ero
MBaH 16 Hos6psa 1581 roga») Poc-
cuA Oblna moTpsceHa YOUIACTBOM
(vnn KasHblo, Kak 4acTo mucanm
npy COBETCKOWM BAAcTX) MMneparo-
pa-»ocBoboauTens» Anekcangpa ll,
ocywecTBieHHbiM 1 mapta 1881
roga HapogoBosbLiamMu. PenvH oka-
3a/icl N04 OrPOMHBIM BreYaT/eHn-
€M OT 3TOr0 aKTa HacuauA 1 3ajy-
MaJl CBOK MCTOPUYECKYID KapTUHY,
B TO BpeMs Kak B.W. CypvikoB «nog-
ragam K aTomy cpoky «CtpenbLoB»,
pa3BMBaBLIMX WMHOW acneKkT TeMbl
HacunuA. Boobuie pacTsaHyBLmiica
Ha AECATUNETUA ABHBIN U HEABHbBIN
avickypce PenvHa n CypukoBa oTpa-
31N MHorve 6a3oBble NMpOTMBOpE-
4MA B UCKYCCTBE U MPOBO33PEHNM
py6exa XIX-XX BeKoB, Mo3ToMmy K
COMOCTAB/IEHWIO [IBYX M3TPOB Mbl
obpatumcs elwe He pa3. Cam PenuH,
KaK YenoBeK TanaHTAMBBIN, HO He
BCeraa ry6oKuii 1 JanbHOBUAHBIN,
0CTaBUI BecbMa camopa3obnauu-
Te/bHOE onu1caHue cBoero obpalwe-
HVA K TeMe B U3BeCTHOM KHure «[la-
neKoe 6nu3Koe». «HecyacTbs, -
Bas cMepTb [!], ybuitictBa 1 KpoBb
COCTaBJIAIOT TaKyH BJIEKYLLYIO K Ce-
e cuny, 4To MPOTUBOCTOATL €/ MO-
rYyT TONbKO BbICOKOKYJ/ILTYpPHbIe
(BblAENneHo MHoI. - B.K) nuyHocTw.
B 1o BpemsA Ha Bcex BbicTaBKax EB-
ponbl B 60/bLWIOM KolnyecTse Bbl-
CTaBAANMCH KpOBaBble KapTuHbl. U
A, 3apa3uBLUNCb, BEPOATHO, 3TON
KpOBaBOCTbIO, MO Mpuesae JOMOMN,
ceiiyac e NpuHANCA 32 KpoBaBYyo
cueHy «MBaH po3Hbii ¢ cbiHom. U
KapTWHa KpoBu 1Mena 60onbLLoii yc-
nex». Moa «tem BpemeHem» PenuH
pasymen 1883 roz, Koraa oH BMec-
Te co CtacoBbIM NnyTellecTBOBa Mo
EBpone, 3HaKoMACh C BbICTaBKaMM,
My3€AMU U apXUTEKTYPHbIMK na-
MATHUKamu. K cnosy, 6yayun B Uc-
naHuu, B.B.CTacoB, KaK «BbICOKO-
Ky/NbTypHas JIMYHOCTbY, He cocTa-
BUA KomnaHuu PenuHy npu noce-
LLIEHWW KOppUabl.

Bpsag nu MoxHO cunTaTb cny-
YaiHbIM 3KCLeCC M AMUCKYCCUIO Mo
MOBOZY PENMHCKOrO MONOTHA B Ha-
yane 1910-x rogos. BcnomHum xota
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6bl HanucaHHoe B 1912 rogy «Kyna-
Hue KpacHoro KoHs» K. [MetpoBa-
BoaKkuHa, pacleHeHHoe no3gHee
CaMUM aBTOPOM KaK MpeAyyBCTBYE
rpAgyLei M1poBol BoMHbL [la u
NNTepaTypHO-KpuUTMYecKasa  fes-
TeNbHOCTb 06pena OMbIT WMPOKUX
COMOCTaBNIEHWI N KOHTEKCTyasbHO-
ro UCCNeAoBaHNA XYA0XKeCTBEHHbIX
AIBNIEHWI, MPUMEpPOM Yero Moryt
CIYXWTb HECKONIbKO APKUX Mmy6nu-
Kaumin M.A. BonowwHa, cobpaHHbIX
B Opowtope «O PenuHe», KoTopas
6bina BbinyweHa B 1913 rogy nsaa-
Te/IbCTBOM CO CKa304HbIM Ha3BaHU-
em «One-Jlykorie» 1 Ha KOTOPYHO Mbl
Oyaem ccobinatbes. Kputuk, ny6nu-
LIMCT, MO3T, XYAO0XHVK, OH Obin B CO-
CTOSIHUM NOCMOTPETb Ha KapTUHY 1
NCTOPUIO ee MOBPEeXAEHNS KaK Ha
ABNIEHWA W XYAOXECTBEHHOrO, N CO-
LManbHOro, N YNCTO NCUXONOrUYec-
KOro MopsagKa, NpuyeM W JINYHOCT-
HOrO, 1 06LLECTBEHHOTO NOPAAKA.

Ho, oTpaBas pomxHoe mactep-
CTBY KPWUTUKA, Mbl HE MOXeM He OT-
MeyaTb, IHOTAA C YyBCTBOM CaMOg0-
BO/IbHOCTM UCKYLLEHHbIX obuTate-
nei NoCTMOAEPHUCTCKOTO LiapcTBa,
VHOrAa C COXaneHueM Mo MoBOAY
CBOEI NMPUMUCAHHOCTU K LIMHUYHO-
My BEKY, OTAE/NbHbIX HETOYHOCTEN,
HaTsXeK B ero BbiBogax. OpHako
npexze BCero - 0 «npAMbIX nonaga-
HuAx» BonowwHa.

ToHKO uyBCTBYS MeXaHW3Mbl
BO3AENCTBMA NpPOU3BEAEHNA Ha
3puTtena-yutarens-cnywarens, Bo-
NOWWH 0CO3HaN afieKBaTHOCTb BOC-
npuatna banawosa, «yenoseka,
MPUHABLLETO 1 NOHABLUErO Npou3Be-
JeHMe C TaKoLo e TOYHO CUIION 1 B
TOW e MIOCKOCTU, B KOTOPOW OHO
6bino 3agymaHo». banalos okasan-
CA He arpeccopoM, HO XepTBOM, OH
«KWMHYNCA BHYTPb KapTuHbI». Ero aH-
TVHACUNbCTBEHHbIN  panKannam
OKa3zasca co3ByyeH nnbepanbHoMy
pagukanuamy PenvHa, a iMeHHO TaK
crefyeT pacLeHuBaTh KOHLEMLMio
XyLOXHWKa, 0603HauMBLLErO CBOE
COYYBCTBYE AaXe U K TparnyecKomy
pacKasHWIO CBMPENoro CcTapuka,
KO/lb CKOPO AN1A KNACCUYECKOro Nn-
Gepana camoLeHHa nobas yenose-
yecKas IMYHOCTb. K cloBy, yMecTHO
PacKpbIThb eLle 0AHY rpaHb NpOTHBO-
croaHua Penvna n CypukoBsa: eciu
nepBblii NOCTOAHHO FPOMbIXai BeCb-
Ma CMYTHO MOHKMaeMbIM TepMUHOM
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«cB060Aa», He Npoyb OblN NOKpaco-
BaTbCA C KPacHbIM BaHTOM B 3HaK
npuBepxeHHocTn «liberté, égalité,
fraternité», Ho npu 3ToM nepenucan
BCIO TOTZALLHIO MPUABOPHYIO 3K
Ty, BTOpOW e nnbepanbHoi hpase-
osnorveit He OTAIMYANICA, PABHO KaK C
BE/IbMOXaMM U YNeHaMU LiapcKon
damunum ppyx6 He Bogun. Ho
34eCb e HaMeyaeTcAa W nepBoe
pacxoXaeHue COBPEMEHHOW HaM
peakumu Ha «MoaHHa», Kak MHoraa
Ha3blBanu 3T0 MpPOU3BefeHue, C
TeM, 4To 6bINO COTHIO NeT Hasaa. Ec-
nu nosegeHve banawosa ABnAnoch
KpalnHen GopmoMn, To 1 apyrue Tor-
JallHye noceTuTeny TpeTbAKOBKM
OTHOCU/IUCB K KapTuHe BecbMa 6o-
NIe3HEHHO: JlaMaM CTaHOBUJIOChb
MI0X0, TMMHA3UCTbI IHA MO TPU He
MO HOpMasbHO BOCMPUHUMATb
npernogaBatenei, U Y BO BCAKOM
cl/lyyae HUKTO He 3ajepXuBanca y
KapTuHbl Hagonro. A banawos, no
CBWAETENbCTBY OYEBMALEB, BECbMA
4010 Npobbin y cypuKoBcKoii «bo-
ApblHA Mopo3oBoi», Mpexae 4yeMm
nogowen K «/sany lpo3Homy». He
CNyyaiHO B Mepuoj MNOosABEHUSA
KapTvHbl PenvHa TorgawHue KoH-
cepBaTVBHbIe BNacTv B iuue Anek-
cangpa lll n MobegoHocuesa nona-
rany uenecoobpasHbiM 3anpeTuTb
ee NyBNNYHbIV NOKa3.

CoBceM He TO HblHe - nepes
MONIOTHOM YCaXVBAIOTCA POAUTENN
C [ieTbMU U BIOGNEHHbIE, ABHO He
UCMbITbIBAA KaKoro Bbl TO HW Obino
avickomdoprta. MepBoe, 4to Npuxo-
ZVT Ha YM Ans 06bsAcHeHMA Noaob-
HOTO 3MOLMOHANBHOTO OrpybneHNs,
CHVDKEHWSA Mopora YyBCTBUTE/IbHOC-
T, = 3T0 YYAOBULYHbIV N0 MacLuTaby
N OTPULATENBHON 3HEpreTuKe pas-
PYWWTENbHBIA U HAaCUIbCTBEHHbIN
OMbIT ABYX MUPOBbIX BOVH B COYeTa-
HUM C WHBIMU JIOKaNbHbIMK KaTa-
KNM3MaMy  ylIejWwero CToNeTus.
BTtopoe e - npegmeT, 3aMeHMBLUMI
JoMalLHui ovar, - TV. Bpag nm «ka-
KaA-To KapTuHa» crnocobHa BbiBeC-
TV 13 PaBHOBECUA YEeJIOBEKa, exe-
AHEBHO TMpPUNPaBAILLEr0 YXKUH
nopLuer 0TOPBaHHbIX KOHEYHOCTeN
1 OKPOBaB/EHHBIX Te/ U3 TENEHOBO-
cTeit unu Tenecepuanos. [0BOpUTHL
06 3ToM ceiiyac - 6aHanbHo, HO Ha-
A0 OTAaTb AomKHOe BonowuHy: oH
reHVanbHo npeayrajan 3Ty Mpay-
Hyl0 pOJib, TaK OMMCaB rPAAYLIEro

6eca B TepMuHax Hadyana XX BeKa:
C/MHEeMa B KpacKax, AOMoJHeHHas
rpaMmocdoHoM. MopobHoe ToTanb-
HOe BO3Je/CTBUE Ha OpraHbl YyBCTB
U NCYXMKY AOHKHO ObII0 MOABUTL-
CAl, M0 MHEHWI0 KPUTUKA, Paau YA0B-
NETBOPEHUS «TalHOMO U CTbIJHOIO
noBoNbITCTBaY €K CbIpbIM (haKTaM
KV3HUY, MOPOXAEHHOMO MPOAYKTOM
UMBUAN3ALMM — CUINIO3UEN nY-
Hoit 6e3onacHocTv. MocneaHee cy-
LECTBEHHO AJ1A HAC — eCNM KaKumx
WN03WiA M IUWIWAKUCH Mbl B COBpE-
MeHHol Poccum, To npexae Bcero
nozobHon. MoxeT, ewe u notomy
ocnabnu mHtepec n GonesHeHHas
peakuus Ha «/BaHa lpo3sHoro»... C
[PYroi CTOPOHbI, 3TO «BaXHeMLuee
U3 UCKycCTB» (3aech KUHO Bece 6o-
nee yCTynaeT BOpBaBLUEMYCA B XU~
nVLLe TeneBUAEHMIO) UCMONb30Ba-
NOCb U MCMNoJb3yeTcA BRacTb npe-
AepXalyMy ANA penpoayLmpoBa-
HWUA 3TOV UNJHO3UK, YTO, B CBOIO OYe-
pesb, NoforpeBaet 06ONbITCTBO K
ObiBlIEMY HEKOTAa «TaiHbIM K
CTblAHbIMY. Ho 3T0 y)Xe coBceM Apy-
ras Tema.

YMecTHo 06paTtuTbes K cobeT-
BEHHO XYA0XECTBEHHbIM KayecTBaM
nonotHa. Cnepyet 3amMeTuTh, 4T0 Bo-
NOWMWH, KPUTUKYS KapTUHY, MCXO-
WA U3 B LEIOM NpaBWIbHOM Mo-
CbINKM 06 OMacHOCTW «KaHOHW3a-
LMW» KMBOTO XYAOXHWKa, Hemnpe-
MEHHO Befyllieil M K KaHOHW3auuu
ero ownboK 1 3abnyxaeHwii. Bep-
HasA B METOA0/IOTMYECKOM MN/laHe yc-
TaHOBKa MpUBEJa ero, 0fiHaKo, K No-
NEMWYECKN 3a0CTPEHHOMY MpOTU-
BOMOCTaB/IEHNIO PENVHCKOro TBOP-
YecTBa WCKyCCTBY Clefylolyx 3a
HUM MoKoneHwin. B yactHocTk, pac-
CMaTpuBas, MoXanyl, caMblii Bax-
HbIl M NO-NpPeXHeMy aKTyanbHbIN
BOMPOC O COOTHOLUIEHWY HaTypam3-
Ma 1 peanusMma, OH XKeCTKo (hopmy-
NVpOBan ankTepHaTMBY: UM €ro uc-
KYCCTBO - peasiu3M, Uin UCKYCCTBO
MonoAbIX XyA0XHUKOB. U paxe 6o-
nee - VAW To cedyeT HasblBaTb UC-
KYCCTBOM, /U 3TO.

Xog, pa3mbiwneHuin Bonowu-
Ha KpaiiHe noyuuteneH. Kputukys
PenuHa 3a HaTypanuam U yToYHAS
MOHATME peann3ma, UCKYCCTBOBE, ~
HaBepHoe, TaK ero Byaer yMecTHo
Ha3BaTb B 3TOM cjyyae - nmpubnu-
3WICA K NO3ULMK CPeHEBEKOBbIX
€BpOMeNCKYX «peanncToBy, CTOPOH-

HUKOB HEOMIaTOHOBCKMX Ybexze-
HWI 06 UCTVHHOCTU, peabHOCTM Cy-
LecTBOBaHMA HE3aBMCMMOrO MUpa
uzen, npoeuupyoLierocs B 06bek-
Tbl BeLHOro Mupa. B aTom cmbicne
Gonbluie peanusma obHapyKMBaeT-
CA 3a4aCTyl0 B NPOU3BEAEHMSX,
VIMEIoLLMX 3HAKOBbIV U CUMBOJINYE-
CKMI XxapaKTep, YyeM B pabortax,
CTpeMALWMXCA YNOBUTb 0BMaHuM-
BYH0 BHELUHOCTb ObITHA.

C Apyroi CTOpOHbI, KPUTUKYA
Penuna 3a Hatypanusm, BonowwH
[O0CTaTO4YHO LWMPOKO TpaKToBan
3TO MOHATME He KaK MPOCTYIO €MoX0-
xecTb». bonee Toro, oH Aaxe ykasan
Ha pAA «HEeMoX0oXecTen» PernuHCKo-
ro monoTHa. B yactHocTh, cpaBHUA
U3NnLWHe 06uIbHOE U300pakeHne
KpPOBM, KOTOpas MO MeAMLIMHCKUM
3aKoHaM Jo/MKHa Obiia Obl yKe 3a-
MeybCs, C KIIOKBEHHbBIM COKOM; 0Ye-
BWHO, MO3TOMY M30LUPEHHbIE CO-
34aTeNy COBPEMEHHbIX TpWJJIepoB
MCNOMb3YIOT AN1A HAarHeTaHMA cTpac-
Teil Gonee «MpaBWAbHBLIN® KeTyyn.
HeBepHbIM C aHaTOMWUYECKOI TOUKM
3peHnA NoKa3anocb KpPUTMKY NOCT-
poeHvie duryp, ocobeHHo Hor MBa-
Ha [po3Horo, YeMy MOCBALLEHO Obl-
10 MpUIIoKeHUe K GpoLutope, Hamu-
CaHHOe TOrfallHUM npenojaBate-
nem aHatomun Kmnepatopckon
Akagemum xynoxects. 370, Tak CKa-
3aTb, M3 obnactn cynebHo-mMeaun-
LMHCKOM 3KcnepTu3bl. He npeHe-
Oper uccnegoBatenb U, eciy Tak
MOXHO BbIPa3UTbCH, MbICAUTENb
HbIM CJIeACTBEHHbIM 3KCrepuMeH-
TOM, pe3ynbTaTbl KoToporo Gesa-
JIOCTHO [NIaCWAV: TaK pacronararbes
Tena, NATHa KPOBU W NpeAMeTbl He
mornun! [pyrumu cnosamu, Bono-
WWH yripeKan XyAoXHWKa-HaTypa-
JINCTa 3@ HEeLOCTATOYHYIO HaTypasib-
HOCTb CLieHbl, peLIeHHYI0 MMEHHO
KaK ClieHa B TeaTpaibHOM CMbiCJie,
KaK COBOKYMHOCTb HEMHOTUX Liefe-
HanpaB/ieHHO «paccTaBieHHbIX» CO-
[NACHO PEXWCCEPCKON, a He Xu3-
HEeHHoI1 NormKe obbeKToB. 1 BceM
CMOPHBIM MOMEHTaM 6blINo AaHOo on-
pefeneHune: HeBEepHOCTU paau Ha-
ragHocTvy. fIcHO, YTo MmocnefoBa-
Te/IbHOE MUCTONIKOBaHVe 1 NpUMeHe-
HWe 3TOro NOHATUA NpUW aHanM3e Xy-
JOXECTBEHHbIX ABEHWA NpUBENo
Obl K 0OHApY)XeHWIo HaTypanmcTi-
YecKMX TeHAEHLMI U B TeX Hanpas-
neHnAxX mnckycctBa XX BeKa, KOTo-

pble Obiny BecbMa fjaneku oT BU3y-
afbHO NpaBAONOA06HOCTY, Hauu-
Has C rpoTecKa 3KCMpeccUMOHW3Ma,
XUMep cloppeanusma v BnaoTb 0
KpanHux GopM — aKLLIMOHW3Ma U UH-
CTaNALUUNA, Ybe BO3AENCTBME Ha
3pUTeNA OCHOBAHO Ha CO3HaTesb-
HOM MM GeccosHaTenbHOM 3afeit-
CTBOBAHWM LienouKu dursmnonoruye-
CKux accoumaumin. M3 storo cneay-
€T, YTO MMEHHO (K3MONOTNYHOCTD
NpUAETCA MPU3HaTb  KJOYeBbIM
NPU3HAKOM HaTypan13ma, a OTHIOfb
He CKpynynesHoe BOCMpOV3BeAe-
HUe KaXaoW AeTanbKu. 3aech BHOBb
CTOMT BCMOMHUTb O PaCXOXKAEHUM
XyLOXHUYecKux nytein PenuHa n
CypuvKoBa, KOTOpbIii — MOBTOPUM
Bc/ed 3a BonowmHbIM - BUgen Ha-
CUIMe Y Ka3Hb B XXWU3HW, HO cyuTan
HEeAOoMyCTUMbIM 1300paxeHne Me-
XaHW3Ma cMepTV Ha nonotHe. [lo-
CTaTOYHO NPUBECTU XPECcTOMaTuii-
HbIi NpUMep C HeyAauHOW MOMbIT-
KOVA €MOBECUTBY, N0 COBETY MMEHHO
PenwnHa, napy cTpenbLioB B KapTuHe
«YTpOo CTpenewLKon KasHuy.

Ho aHanu3 KpuTuKu penuH-
CKOW KapTVHbl NOABOAUT K eLle Of-
HOMY TOJIKOBAaHWIO HaTypanu3ma,
KoTOpoe, MpaBfa, He OblIo YeTKo
chopmynmpoBaHo  BonowuHbim.
Bo3sbMeMm 3T0T Tpya Ha cebs. B cTa-
Tbe «O XyA0XeCTBEHHOW LeHHOCTY
nocTpajaBLien KapTuHbl PenunHa»
BonowwwH BepHo yKa3san Ha ocobeH-
HOCTb BOCTIpUATMA to6oro 06pasa,
B TOM YMC/le U XYAOXKECTBEHHOTO, B
Poccun. lNepBryHocTb 3THYecKoro
NPVBOAMT K TOMY, 4To Gbiso onpese-
NEHO KaK «opMyna 6e3BbIXOAHOM
COYYBCTBUAY, T.€. peaKLms pycCKoM
nyGAVKK Ha y)KacHOe UMeeT BecbMa
MpayHylo anbTepHaTWBY: «COBECTb
LOMKHA AW NPUTYNUTBCH, UK 3a-
CTaBUTb MoKapaTb camoro cebs». A
B 3amMeTKe «O cMbicne KatacTpodbl,
nocTurilei KaptuHy Penvna» paer-
A 10 XKyTV BbIpa3uUTeNbHbI 06pa3s
COAeAHHOro XynoXHuKoMm: «W Pe-
nuvH, 1 Jleonng AHgpees (Mmeerca B
BUAy ero paccka3s «KpacHbliil cMex»)
B TaKoM e (KaKk n banawos. - B.K)
Ge3ymMni, BbI3BAaHHOM WCCTYN/IEHN-
€M XaNoCTW, MONOCOBaNN HOXOM
JylM cBOMX uuTatenei». Te. peyb
MAET BHOBb 0 HacuAMK 1 ¢pr3mnono-
rvi3Me, HO Ha 3MOLMOHA/bHOM, NMCK-
X0J1I0r1M4eckoM ypoBHe. A NoTOMy Ta-
Kue ABNEHUA XYLOXECTBEHHOM

KU3HU C €HEBEPHOCTAMU pajM Ha-
MALHOCTV» YMECTHO Ha3BaTb MCU-
XONIOTMYECKUM HaTypanv3MoM, ro-
pa3go Gonee 6one3HeHHO ObioWUM
no yenoseyeckon npupoge. U rpa-
HULA MeXZy HUM 1 caMbIM Be3xa-
JIOCTHBIM PeajM3MoM MPOXOAUT He
Mo MpW3HAKYy Xy4OXECTBEHHOrO
006006LLeHMA 1 NpeHebpeeHUs BTO-
pocTeneHHbIMU AeTaAMM, HO B YKC-
TO ncuxonoruyeckon obnactu. Bo-
JIOWWVH NPVBOAUT B KayecTBe mpu-
Mepa-aHTunoga penuHckomy «Mo-
aHHy» 04YeHb XecTKyto paboTy Matu-
aca [proHeBanbaa, n300paxaroLLyto
mMepTBoro XpuCTa, HO MOPOXAato-
LyH0 He3bl6NeMyto YBePEHHOCTb: «A
BCe-TaK1 BOCKpecHeT!»

Brnpouem, enas coxpaHuTb
6ecnpucTpacTHOCTb, ClesyeT oTMe-
TUTb U pAZ He BNONHe yoeauTeb-
HbIX JOBOZOB B KPUTMKE MOJOTHA.
Mouck «HeBepHoCTen» U BbisiB/IE-
HVe TeaTpasibHOCTV KOMMO3MLMK
3acnoHunu ToT (akt, yto PenuH
OKa3acs XyLoXXHUKOM BECbMA YyT-
KUM K TeHJeHUMAM nckycerBa. OH
Bonnotun B «/BaHe [po3HOM» Ho-
BbI TN KOMMNO3MLMW, YTBEPKAAB-
LINIACA B PYCCKOM UCKYCCTBE KOHLA
XIX cronetus. OT KapTWHbI, BOMJIO-
watoweir pabynbHoe NoBecTBOBa-
HWe, OT KapTWHbI-paccKasa UBO-
nucLbl NPUXOAUAN K KapTUHe-Co-
ctosAHM0. COCTOAHUIO M YNCTO KO-
JIOPUCTUYECKOMY, KMBOMUCHOMY,
OCHOBaHHOMY Ha MJEH3PHOM BOC-
MPUATUM HaTypbl, U 3MOLMOHANb-
HOMY, ncuxonornyeckomy. B penun-
CKOM 3aMbic/ie NpaBAa KOHMINKTA,
HanazZeHus, paHeHNUsA ycTynuia me-
CTO NpaBAe OTYasHWSA, PacKasHWs,
npoweHuns. 3TUM MOXHO 00bAC-
HUTb KHEBEPHOCTW», CTaBLUME Hecy-
LLLeCTBEHHbIMM B TAKOW KOHLIENLUN.
B TOM uncne n noyemy-To Hesame-
YEHHYI0 KPUTMKaMu COBEpLUIEHHO
He MCTOPUYHYI0 TPaKTOBKY 00pa3a
LapeBMYa, yHacnejoBaBLIEro Ha
camoM Jenie CBUpenbIVi XapaKTep
poauTens u bor BecTb Yero 6bI Npu-
Hecwero Pycw, JOXWBM OH 0 BOC-
LecTBMsA Ha npectos. A Beb NpoTo-
TUMOM AIA HEro XyA0oXKHUK 13bpan
nucatens B.M.lapwuHa - ucknioun-
TeNIbHO TOHKOTO, AYLIEBHOO, COBe-
CT/IMBOTO, COCTPAZaTebHOrO Yeso-
BeKa, MOKOHYMBLLErO C coboM ye-
pe3 Tpu roja rnocie HanucaHus
KapTVHbI B COCTOSIHUW Aenpeccum

NCTOPUA OHOTO LWESEBPA

13-3a KOHMNMKTa Mexay 4neHamu
ero cembu. OueBnaHo, Penuny B
AaHHOM CJlyyae BaXHo Oblno yTBep-
OWUTb MAEK HEenpuATWSA HacuaWA.
[lpyroe fieno - HacKoAbKO 3T0 eMy
yaanocb... Ho npaB u oduumans-
HbIi onMoHeHT BonowwuHa Ha ny6-
JINYHOM OBCYKAEHUN penvHCKOM
KapTuHbl 1 cutyaummn ¢ banawo-
BbiM A.K. TonopkoB, yTBEpXAaB-
LKA, Y4TO CKBO3b OBMUK Mbl 3pUM
caMy BellbY, B JaHHOM Cilyyae «Tpa-
refuio YenoBeyecKoro 6bITusA Boob-
we». Yemy cnocobCTBYIOT M «Henpa-
BW/bHbIE» AeTanun, BPOAe Kpecna,
KOTOpOe, N0 MHeHwio BonolumHa, He
Morno TaK ynacTb. [MycTb npucmort-
puUTCA 3puTeNb — B 3TON Genecoii
MOBEPXHOCTU CUAeHWs, oBpamneH-
HOM MaToBO MOGNECKVBaOWMMU
MOANOKOTHUKAMW U OTTEHEHHOWA
MyprnypHOW MOAYLUKON, He YBUAUT
JIN OH pa33fBJeHHY0 MacTb, roTo-
BYIO MPOMNOTUTb ABE epTBbl: U OT-
La, v cbiHa? Y10 A0 TeaTpanbHOCTK,
TO OHa ABMJIACb BOMJIOLEHMEM TexX
MPUHLMMNOB MOHUMAHUA KOMMO3M-
LMW, KOTOpble MpenojaBanuCb B
AKagemuu v BNpAMyto ynoaobnanm
KapTMHHOE NPOCTPAHCTBO CLieHnYe-
CKOM MolaiIke C aBaHCLLeHOM,
BBOAALLEN B KOMMO3MLMIO, CO BTO-
PbIM MNIaHOM, KOTOpbIA MOfo6HO
co6CTBEHHO CLieHe coaepan npeg-
MeTbl ¥ ePCOHaXel, pasbIrpbiBato-
WMX AEeNCTBME, U AaNbHUA MNaH,
aHaNorMYHbIA TeaTpanbHOMYy 3aj-
HUKY-(OHY.
OpHako 1 cornacuTbes € TeM
e TOnopKOBbIM 0 KOHLA TPYAHO.
Tparegua nn 310? EcTb NM 3aech
OYMLLAIOLLMIA 1 BO3BbILIAKOLWMNA Jy-
wy Karapcuc? Mnu e 3to npoctas
KOHCTaTauWs HecoBepLUeHCTBA MU-
ponopsAzAKa 1 Yen0BeYeCKoi Npupo-
Ab1? [oxanyii, TyT U NEeXWT OTBET Ha
BOMPOC CYTU XYAOXECTBEHHON He-
ynaun PenuHa - HaTypanuctuy-
HOCTb OiHOMEpHa 1 MOTOMY CKy4Ha.
Ecnv cto net Hasap 310 MoOnoTHO
ewe 6uno no HepeaM my6aMKK, TO
HblHe, Mocne BCeX WCKYLIEeHWA
MbITapcTB 0OLLECTBEHHOMO CO3Ha-
HWA, Noc/e BCeX HEMbICVMBIX OMbl-
ToB McKyccTBa XX Beka «MBaH [po3-
HbIVY, MOXanyl, oCTaeTcsA N1Lb pa-
pUTETOM, MOKa3bIBAKOLMM, KaKue
TYNVIKV NOJXKMAAIOT NOPOI aBTopa B
nabupuHTe TBOpYECTBA.
Buxkmop KanawHukos
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is based on a common archetype of some
kind, it inevitably provokes various associ-
ations which, among others, might be
satirical or ironic. Such portraits usually
generate popular logos and caricature. But

here again "lvan the Terrible" stands apart.

HISTORY OF THE MASTERPIECE
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IN A COLLECTION OF THE BEST-

KNOWN RUSSIAN PAINTINGS THIS ONE

STANDS APART. ITS DISTINCTION IS OF A CONTRO-

VERSIAL CHARACTER. PAINTED BY AN OUTSTANDING

ARTIST IT HAS ACHIEVED A NOTORIETY OF THE KIND THAT

ALSO MARKS "THREE BOGATYRS" BY VICTOR VASNETSOV, OR
VASILY PEROV'S "TROIKA" OR FEDOTOV'S GENRE-

10 STOP

BLOODSHED

ic episode that happened over twenty-five years

PIECES. True, if the portrait of a personality

Striking a high pitch of exaltation and

stretched nerves, the canvas provoked a dramat-

after the picture was painted. Some ninety years
ago, on the eve of the Romanovs’ 300th anniversary
celebration, Abram Balashev, a deranged Old Believ-
er, lashed out at the canvas with a knife crying:
"Stop the bloodshed! Stop the bloodshed!" The
public was shocked, while the press exploded

with an avalanche of letters-to-the-editor. The

subject under debate went beyond scrutiniz-
ing the artistic merits of the picture or
Abram Balashev's abnormal behavior. As is
usually the case with the Russian infelli-

g e n t S i a ,

a particular question grew into a discus-
sion of matters of a wider aesthetic and
ethical nature, which happen to be rele-
vant even today, and take on new connota-

tions at different times.

The story of how the idea of "lvan
the Terrible" was born is worth
special nofe. 300 years passed
after the dynastic tragedy in
Great Duke Ivan’s family - the full
catalogue title of the canvas
being "Ivan the Terrible and His
Son Ivan: November 16 1581" -
when Russia was shocked by the
assassination, (or ‘execution’, as
it used to be called in Soviet
times), of Emperor Alexander I,
plotted and carried out by mem-
bers of the "Narodnaya Volya"
(People’s Will) terrorist organiza-
tion on March 1 1881. While that
shocking act of violence encour-
aged llya Repin to begin this hist-
oric painting, it also prompted
Vasily Surikov to take a different
look at the topic of violence in his
"Morning of the Strelets’ Execu-
fion". In fact, the controversy,
both direct and indirect and last-
ing many years, between Repin
and Surikov reflected many basic
collisions in the artistic views and
ideology of the turn of the centu-
ry. The significance of the matter
makes us, more than once, come
back to the two masters’ differ-
ence of views. llya Repin, as a
man of great falent, but quite
often careless and irres-ponsible,
dropped a revealing hint on this
fopic in his well-known book "Dis-
tant Closeness”: "Adversity,
watching deaths live [!], murder
and bloodshed have such attrac-
tive charms that only a highly-cul-
fivated [!] person can resist them.
At that time all the exhibitions of
Europe were full of pictures
showing blood. And on coming
home |, apparently infected by
that flow of blood, started paint-
ing the bloody scene of "Ivan the
Terrible and His Son". The picture
enjoyed much acclaim”. By "that
fime" Repin seems to mean the
year 1883, when, together with
the art critic Vladimir Stasov, he
tfravelled around Europe visiting
museums, attending art exhibi-
fions, and admiring architectural
ensembles. Incidentally, while vis-
iting Spain, Stasov - as a "highly-
cultivated person” - did not join
Repin in watching bull fights.
The madman’'s access and

the public discussion that fol-
lowed in the early 1910s were far
from accidental. Similarly, Kuzma
Petrov-Vodkin's painting "The
Washing of the Red Horse" in
1912 was later thought by the
author himself to anticipate the
coming World War I. Contempor-
ary literary criticism showed a
tendency for broad comparison
and contextual analysis, fo illus-
trate which one may cite a set of
articles by Maximilian Voloshin
compiled in the booklet "On
Repin", which appeared in 1913
published by the ‘Ole-Lukoye’
Publishing House. Our further
reference goes to these articles
by Voloshin who was both a tal-
ented art critic and journalist as
well as a brilliant poet and artist.
Voloshin proved to be able to see
in Repin’s painting and in the
story of its physical damage
important implications of an
artistic, social as well as psycho-
logical kind, the latter being both
personal and public.

But giving the talented critic
his due, we cannot help noting -
sometimes with the air of proud
superiority of those who happen
to live in the era of postmod-
ernism, sometimes with a kind of
regret at being considered
sophisticated cynics - some inac-
curacy or wrench in Voloshin’s
conclusions. Nevertheless, let us
start with what can be reckoned
as his "hitting the bull’s eye".

Being highly aware of the
effect a work of art may produce
on its audience Voloshin realized
how adequately Balashev had
responded to the painting which
was created in such a high-
pitched tone, and with a message
of a kind that was sure to provoke
such a response. Balashev was by
no means an attacker, but a vic-
tim: he "rushed inside the paint-
ing". His radicalism of anti-viol-
ence happened fo be attuned to
Repin’s liberal radicalism - that is
how the author's position ought
to be defined: Repin demonstrat-
ed his compassion for the
tragedy of even that cruel ruler,
since, according to classical liber-
alism, any person is worth

esteem. It is worth mentioning
another Repin-Surikov distinc-
fion: while the former was keen
on brandishing the term "libera-
fion", which he did not seem fo
understand clearly, and on show-
ing off with a red buttonhole to
declare his devotion to the princi-
ples of "liberte, egalite, fraternite",
but who, neverthieless; had all the
Russian court elite sitting for his
portraits, the other was not used
fo abusing liberal terminology. He
was notf notficed rubbing shoul-
ders with members of the Imper-
ial family, either. Here it is also
possible to spot the first indica-
tion of the difference in our mod-
ern response to the message of
"loann", as it used to sometimes
be called, and that of a century
ago. While Balashev's reaction
may be considered reasonably
abnormal, other people who
attended Tretyakov's gallery also
showed signs of distress after
viewing the picture: some ladies
fainted, schoolboys used to stop,
for a couple of days, treating their
teachers properly and, actually,
no one seemed willing fo linger in
front of the canvas. Balashev was
said to have studied Surikov's
"Boyarynia Morozova" for quite a
long time before he moved to
Repin's "lvan". That partly
explains why, when the picture
was first exhibited, conservative
politicians, including Emperor
Alexander Il and Procurator
General Pobedonostsev, suggest-
ed that it be removed from public
display.

Today the situation is com-
pletely different: the seat in front
of "lvan" is full of children with
parents, while courting couples
feel no discomfort of any sort. The
first thing that comes to mind in
how to account for such a wide
emotional gap, for this drop in the
sensitivity threshold, is the mon-
strous and emotionally negative
experience of the atrocities of the
two World Wars, as well as the
other cataclysms of the last cen-
fury.  Another  emotionally
destructive factor is, of course,
television - the modern substitute
for the family fire. A painting of
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any kind is unlikely to be able to
stir a person who daily swallows
his evening meal accompanied by
gory pictures of torn-off limbs and
bloody bodies on television news
or serials. It may sound common-
place but Maximilian Voloshin
deserves to be given his due for
anticipating the arrival of this
monster;, although he described it
in the terms of the early 20th cen-
tury: cinema in colour, updated by
a gramophone. That mechanism
of total exposure of the human
senses and mentality was, accord-
ing to the art critic, to be invented
to achieve satisfaction of "the
secret and shameful curiosity"
about "the raw facts of life", the
curiosity itself resulting from "the
illusion of personal security" and
being a product of civilization.
The above quotation is important
fo bear in mind when we speak of
present day Russia: if confemp-
orary Russians can be said to
have lost any illusions, the first is
“the illusion of personal security".
That might be another reason
why "lvan" has lost its infrigue and
distressing effect. On the other
hand, "the most important of all
arts" (today the cinema is rather
being defeated by television) was,
and is, used by the authorities to
support that illusion and thus
encourage curiosity about what
was formerly considered "secret
and shameful". But this is the sub-
ject of another story...

It may seem appropriate
here to move to an analysis of the
artistic merits of the canvas. It is
worth noting that in his criticism
of the painting Maximilian
Voloshin followed the correct, in
methodological terms, assump-
tion: a premature ‘canonization’
of a living author has, as a rule, a
very perverse effect - it inevitably
leads to worshipping the author’s
mistakes and misbeliefs. Such an
assumption, in this particular
case, happened fo put Repin’s
works in a polemically bitter con-
traposition to the artistic trends
followed by later generations of
Russian painters. Thus, the most
important and still relevant ques-
tion is: where does realism
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become naturalism (Voloshin
only puts it as a multiple-choice
dilemma)? Do Repin's or the
younger artists’ works belong fo
realism? And further, which of
them should be truly considered
as Art?

Voloshin’s arguments sound
highly  didactic.  Criticizing
Repin’s naturalism and in an
afttempt fo find the best defini-
tion for ‘realism’, the art critic - it
seems more appropriate to refer
to him as such here - agrees with
the Medieval European ‘realists’,
the adherents of neo-Platonic
teaching of Truth and the objec-
tive existence of the World of
Ideas projected onto Things. In
this sense a picture designed in
characters or symbols may quite
often look more realistic than
ones that tend to hit off the delu-
sive appearance of Life.

Similarly, criticizing Repin's
naturalism, Voloshin fended to
see this nofion rather broad-
mindedly as something far from
a simple likeness. He also man-
aged fo spot a few ‘unlikenesses':
he compared the abundance of
flowing blood which, by all med-
ical standards, should have
already clotted, to cranberry
juice. The comparison might
have prompted today's cunning
makers of bloodbath thrillers
not to spare the tomato ketchup,
which looks more natural, in
order to shock the audience.
Also incorrect, from an anatomi-
cal point of view, was the posi-
tion of the bodies, especially the
position of Tsar lvan’s legs,
which became the subject of a
supplementary note fo
Voloshin's booklet, written by
the then professor of anatomy at
the Emperor's Academy of Arts.
This "discovery" is rather associ-
ated with forensic medicine, and
the critic could not miss the
chance to try a kind of specula-
tive investigation experiment
that reached the killing conclu-
sion: that the interposition of the
bodies, the blood stains and the
artefacts is impossible. In other
words, Voloshin blamed a natu-
ralist painter for his lack of nat-
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uralism, while the episode was
meant to look like a scene from a
period drama with a certain
number of objects purposefully
arranged on the stage according
to the director’s conception and
not to the logic of life. Every con-
troversial point was inferpreted
as "untrue to life for the sake of
being obvious". Such a declara-
fion may lead, when applied for
an analysis of artistic trends, to
finding naturalistic traits even in
such 20th century art move-
ments, which are far from seek-
ing a visual resemblance, as the
grotesque of expressionism, the
chimera-chasing surrealism, and
the extreme-seeking actionism
or art installations, which were
meant to bring on, consciously
or unconsciously, some physio-
logical associations. For this rea-
son, it is not the exact reproduc-
tion of the minutest details, but
the physiological message that
ought to be considered the basic
feature of naturalism. It seems
appropriate fo return to the dif-
ference between the two
painters, Repin and Surikov. The
latter, according to Voloshin, had
been an eyewitness to both vio-
lence and public execution but
thought it indecent to depict the
mechanism of death on canvas.
Graphically, there is the much-
quoted story of how Surikov was
advised, by none other than
Repin, to "hang" a couple of the
strelets in his "Morning of the
Strelets’ Execution", but he was
unable to do so.

Following his criticism of
the canvas one may nofice yet
another aspect of naturalism that
was not, actually, stated clearly
by Voloshin, so we shall under-
take to do it for him. His article
"On the Artistic Merits of the
Damaged Painting by Repin”
points to the peculiar way in
which any character, including
those of a work of art, is treated
in Russia. The priority given fo
the ethical in the heart of any
Russian results in what was
defined as "the formula of des-
perate compassion” meaning that
the Russian people’s response to
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something fearful takes the form
of a rather apocalyptic alterna-
tive: "You either come to terms
with your conscience, or your
conscience should make you
punish yourself". And the small
article "On the Meaning of the
Catastrophe that Repin’s Paint-
ing Has Suffered" gives an ample
picture of what the artist has
done. "Both Repin and Leonid
Andreev [reference to the writer’s
short story "The Red Laugh"], in
the same state of madness [as
Balashev - V. K], caused by an
ecstasy of compassion, ripped
apart the hearts of their readers".
Obviously there is again an allus-
ion to violence and physiology,
but this time with an emotional
and psychological connotation,
that enables us to refer such
artistic phenomena, "unfrue to
life for the sake of being obvious",
to a psychological naturalism
which is more traumatic for the
human mentality. And it is not
arfistic generalization or disr-
espect for minor details, but pure-
ly psychological factors that draw
the line between the naturalism
concerned and the most out-
spoken realism. As a counter-
point to Repin’s "Tsar Ivan",
Voloshin cites Matthias Grunev-
ald’s extremely cruel painting of a
dead Christ, which, nevertheless,
leaves the viewer certain that
Christ will rise from death!

At the same fime, in an
effort to be impartial, one should
agree that there was some shab-
by reasoning in the criticism of
the canvas. Too great a preoccu-
pation with "unlikenesses" and
revelation of the stage-like com-
position of the picture must have
prevented the art critic from con-
ceiving that Repin was very good
at seeing the direction in which
contemporary artistic thought
was moving. His "lvan the Terri-
ble" demonstrated a new type of
composition being established in
Russian painting of the late
1880s. From anecdotal, narrative
stylistics Russian artists were
moving fo a still picture impres-
sion of the object, this impression
being conveyed both in the

palette, mainly that of plein-air
painting, and in the psychologi-
cally intense message. Repin
meant the true story of the con-
flict and the assault and the
wound fo give way to a true story
of despair, regret and forgive-
ness. That might explain why the
"unlikenesses" became insignifi-
cant if looked at in this way. In
line with this alternative concept
is the historically untrue portray-
al of the Tsarevitch that was quite
unnoticed by the critics. Ivan's
son is known to have inherited
the cruel temperament of his
father and God knows what tem-
pests might have awaited Russia
had he come to be crowned Tsar.
Intentionally or not, the sitter for
the Tsarevitch was Vsevolod
Garshin, the author of short sto-
ries noted for his delicate, warm-
hearted, compassionate person-
ality of a queasy conscience,
whose suicide three years later
was coincidentally caused by
nervous depression over a family
disagreement. Thus, to renounce
the very idea of violence appears
fo be of prior importance for
Repin here. Whether the artist
succeeded in conveying the mes-
sage is quite another matter...
There is no denying that
Voloshin’s official opponent in
the public dispute over the
painting and the Balashev case,
A. Toporkov, seems also to be
correct in his reasoning. He,
incidentally, — arqued  that
"through the appearance we can
view the matter itself’, what in
this case means "the tragedy of
man'’s life in general". The idea is
acknowledged in some details,
seemingly "untrue’, such as the
armchair that, according to
Voloshin, could not have tipped
over in that direction. Let the
viewer do a double-take on the
blurred whitish tissue of the seat
framed by the dull gleam of the
arms and in contrast to the pur-
ple cushion: he may see a wide-
mouthed monster ready to swal-
low either prey - the father and
the son. As for the stage-like
effects, they resulted from the
principles of composition taught

at the Academy. Actually, the
picture space was viewed as a
stage with the foreground intro-
ducing the viewer into the com-
position, with the stage itself
housing all the furniture and
artefacts as well as the actors,
and the background similar to
the backcloth in the theatre.
However, Toporkov's state-
ment is also open fo dispute. Is
there really a tfragedy to be wit-

nessed here, with its heart
enlightening and elevating
catharsis? Or is it just another
piece of evidence of the imper-
fection of this world and man?
This is, though, where we should
look for the cause of Repin’s fail-
ure to go beyond one-dimension-
al - and, thus, boring - natural-
ism. Although a century ago the
message of this canvas used to
electrify the audience, all the

20th century’s temptations and
agonies of public conscience
and all its unconceivable experi-
ments in art, have made "lvan
the Terrible" appear no more
than a rarity illustrating what
dead ends may sometimes await
an artist in the maze of his cre-
ative ideas.

Viktor Kalashnikov
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WBaH lpo3HbIN 1 cbiH ero MBaH.
16 Honbps 1581 roga. 1885
Xonct, macno. 199,5 x 254

ILYA E. REPIN

Ivan the Terrible and His Son Ivan:
November 16 1581

1885

Qil on canvas. 199,5 x 254cm
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«3THO[, K KAPTUHE «MCLEJTEHWE CNEMOIO» PABOTbI B.N.CYPUKOBA. YOAOCTOBEPAK 0.B. CYPUKOBA-KOHYAOB-
CKAA 1917».3TY HAAMKNCb MOXXHO PA3MMALETb HA CAMOM HUXXHEM KPAE MOPTPETA MONI0A0W, YAUBUTENIBHO
OBAATEJIbHOM XEHLWWHbI. HA OBPATHOM CTOPOHE - ELLE 1BE. MEPBAA - «3 KOJITEKL MW TPOAHOBCKOTO MEPE-
LLJTA K MOCKOBCKOMY TOPIOBLLY KPAMICKOMY, U IAJIEE K BEPIMHCKOMY BAHKWPY PATMMOMOPTY». U ELLEE OQHA -
«COBCTBEHHOCTb E. KNTIMMOBA. PUTA. RIGA, TAUBENST, 23-3. MAPT 1944». Cyab6a 3TOM KapTUHbI, HbIHE OfHOM U3
caMbIX LieHHbIX pefiuKBui1 B codpaHum Poccuiickoro ®@oHaa KynbTypbl, BO MHOrOM NOBTOpUA Tparnyeckue cTpa-
Huubl uctopuu Poccun n ee nyqywnx nogen B XX Beke.

HECOCTOABLUMIUCSA AHTER  MEANT TO BE AN ANGEL

"A PREPARATORY STUDY FOR THE PICTURE "HEALING OF THE BLIND" BY V.. SURIKOV. CONFIRMED BY 0.V. SURIKOVA-KON-
CHALOVSKAYA 1917". THIS INSCRIPTION CAN BE SEEN ON THE BOTTOM EDGE OF THE PORTRAIT OF A STUNNINGLY BEAU-
TIFUL AND CHARMING YOUNG WOMAN. THERE ARE TWO MORE INSCRIPTIONS ON THE REVERSE SIDE. THE FIRST SAYS:
"FROM THE COLLECTION OF TROIANOVSKY MOVED TO THE MOSCOW BROKER KRAISKOY AND THEN FURTHER ON TO A
BERLIN BANKER RAPPORT." THE SECOND READS: "PRIVATE PROPERTY OF E. KLIMOV. RIGA. RIGA, TAUBENST, 23-3. MARCH
1944". THE FATE OF THIS PICTURE, ONE OF THE MOST CHERISHED TREASURES OF THE RUSSIAN FOUNDATION OF
CULTURE, HAS IN MANY WAYS MIRRORED THE TWISTS AND TURNS OF THE COMPLICATED, TUMULTUOUS HIS-

TORY OF RUSSIA AND THE TRAGIC FATE OF ITS BEST CITIZENS IN THE 20TH CENTURY.

3Tiog, 0 KoTopoMm maeT peub, CyprKos nucan B
CTpallHble AHW CBOeW XMW3HW. [IHW, Koraa oH
noTepAn camoro 6JM3KOr0 YenoBeKa - KeHy
EnusaBerty AsryctoHy LLlape. OHa ywina, Korga
eii 6bino Bcero TpuaLaTh NeT. U fecatb 13 HUX
nojapuna YenoBeKy, Yeil HeMMOBEpHbI Ta-
NaHT cTan cCMMBONOM McKyceTBa Poccun.

Onu Betpetmnuch B CaHkt-Tletepbypre.
CypvkoB Torga yunnca B AKageMuu XyLoxecTs
M N0 BOCKPeCEeHbAM XOAWN ChyllaTb OpraH B
KaTonmyeckuit cobop Ha HeBckoM. OH 060oxkan
opraHHyto My3biky. Tam Bacunuii ViBaHoBMY 1
nosHakomuica c cectpamu Lape.

Nx oTew, Obin ppaHLy3, NPUHABLUMIA Npa-
BOCNaBMe W OTKpbIBWKIA B [nTepe KoHTOpy
no npojaxe nucyen Gymarn. Matb Mapus
AnekcaHAapoBHa - J04b JIereHAapHOro JeKab-
pucta CsuctyHoa. Kpacota Ennsaserts Llla-
pe nopasuna Cypukosa. 25 aHBapa 1878 ro-
Aa OHW MOBEHYaNuChb.

Bpak xynoxHuKa 6bin Gonee yem yaau-
HbIM. Env3aBeTta ABryctoBHa ymena cneamtb
3a ObITOM M co3Aana NpeKpacHyl CeMbio.
Ona poaunna CypuKoBy ABYX Aoyepeli v cbiHa.
Ho %M13Hb ManbynKa coXxpaHUTb He yaanoch -
OH YMep BCKOpe nociie poxaeHns.

EnnsaBerta ABryctoBHa bbina Ana XyA0x-
HUKa, paboTaBLiero cyTkamu Hanponer, Gyk-
BasibHO BceM. OH N1106MA ee «KaK COpoK ThicAY
6paTtbeB N06MTb He Mory™. U Tem cTpawHee
cTana Anda Hero 3ta notepsa. C gerctea crpa-
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JaBwas nopokom cepaua, Enunsaseta Lape
ymepna 8 anpensa 1888 roga. «A, 6part, ¢ yma
CXOXY... U3Hb MOfl HaAJIOMJIeHa, yTo GyaeT
Janblue, ¥ NpeAcTaBUTb cebe He Mory», — nn-
can XyAoXHuMK Gpary.

«B T0 Bpema CypuKoB npovi3Ben Ha MeHs
BMeyaTtieHne He3J0poBOro yenoseka. [0BO-
PUN OH KaK-TO OTPbIBUCTO KOPOTKO, HECKOIb-
KO IJlyXVM FOfI0COM, €C/IN U CTy4anochb C HUM
pa3roBOpWTLCSH, TO YACTO U HEOXWAAHHO Bra-
Aan B 3agymumBocTb. OH Obin morpyxeH B
CBOM nepexuBaHuA. Ha rnasax npusHaku
cnes», - BCMOMWHAN BNOCNeACTBUAN KpacHoAp-
CKUI XYAOXKHMK Muxaun PytueHko.

M nmenHo B 310 Bpemsa CypukoB Havan
paboty Hap «VcueneHnem cnenopoxzpeHHo-
ro». Pa3MblIlLNAA HajZ eBaHTeNbCKUM CIOXETOM,
OH McKan 06pa3 aHrena v BHOBb U BHOBb BO3-
BpallaicA K HaBCerja yTpauyeHHbIM YepTam
nobumoro nuua.

0aHaKo, KaK YyacTo OblBaeT, OKOHYaTeb-
HbI/i BApUaHT KapTUHbI, HbiHe XpaHsLienca B
LLepPKOBHO-apXeoNornyeckom KabvHete npw
MockoBckoi [lyxoBHOI aKkajemuu, okasanca
JaleK OT nepBbIX 3aMbIC/OB. 3TIO4 TaK U 0C-
Tancs 3TiOAOM U u3 ceMbl CypuKOBbIX nepe-
KouyeBan B cobpaHMe 3HAaMEHUTOr0 MOCKOB-
CKOro MeLeHaTa U Bpaya MBaHa VBaHoBuya
TpoaHoBcKoro.

3To0ro yenoBeka Aapwan cBoei Apyx6oi
CepoB u JleButaH, Yexos n benya, ComoB 1
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Surikov painted the study during the darkest
period of his life when he was mourning the loss
of his dear wife, Elisabeth Avgustovna Scharret.
She died at the age of thirty, and one third of
her short life had been devoted to the man
whose outstanding talent became a symbol of
Russian art.

They met in St. Petersburg where Surikov
was then studying at the Academy of Arts. On
Sundays he used to go to the Catholic cathedral
on Nevsky Prospekt to listen fo the organ
music, which he loved. There Vasily Ivanovich
met the Scharret sisters for the first time.

Their father, a Frenchman, had embraced
the Orthodox faith and opened a small compa-
ny in Petersburg selling writing paper. Their
mother, Maria Alexandrovna, was the daughter
of the legendary Decembrist Svistunov. The
beauty of Elisabeth Scharret captivated
Surikov. On January 25 1878 they married in
a church wedding. This marriage was a bless-
ing for the artist. Elisabeth Avgustovna was a
good housewife and a perfect mother; she

BACU/INI CYPUKOB

3Ti04 K KapTuHe «McueneHune cnenopoXxaeHHoro
(Moptpet Enuszaeertsi LLape)». 1888. Xonct, kapToH, Macno
Cob6panue POK

VASILY SURIKOV

The study for the picture “Healing of the Blind from Birth
(The portrait of Elisabeth Scharret)”. 1888

Oil on canvas, cardboard

The collection of the Foundation of Culture
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gave birth to fwo daughters and a son. Howev-
er, the doctors were unable to save the boy's
life, and he died soon after birth. Elisabeth
meant the world to the artist, who used to work
days and nights. He loved her as "forty thou-
sand brothers would not love", and her death
hit him very hard indeed.

Since childhood Elisabeth had suffered
from a valvular disease of the heart. She died
on April 8 1888. "I am turning mad, brother.
My life is broken to pieces and | haven't got the
faintest idea of what is going to happen next,"
the artist wrote in a letter to his brother.

"At that time Surikov seemed to be a sick
man. He spoke in a dull voice in a somewhat
abrupt and jerky manner. And while talking fo
you he could quite often suddenly turn silent.
He was deep in his own thoughts and emo-
tions. His eyes were red from tears," Michael
Rutchenko, an artist from Krasnoyarsk,
recalled later.

It was at that time that Surikov started
working on the "Healing of the Blind from
Birth". Thinking over its biblical theme, he was
searching for the appropriate image of an
angel, and his mind’s eye furned again and
again fo the precious features of the one he
had loved and lost forever.

But as so often happens, the final variant
of the picture, kept at the Church-Archaeologi-
cal study of the Moscow Spiritual Academy,
turned out to be very different from its first ver-
sion. The study remained just a study, and later
changed hands, moving from Surikov's family

ey
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Esrennit KIMMOB Evgeny KLIMOV
Bpyb6enb. CTpacTHbI KonneKLMoHep, OAVH 13
opraHu3atopoB obwwectBa «CBobogHas JcTe-
TWKa», KOTOpoe OH co3fan BmecTe ¢ bproco-
BbIM, MIBaH VIBaHOBMY Bceraa Obin B LIEHTpE Xy-
JOXeCTBEHHOM XU3HW. KpoMe TOro, UMeHHO ¢
€ro MMeHeM cBsizaHo cosgaHue «lonyboi Po-
3b. Ewe fo MepBoit MMpOBOI1 BOMHBI B cobpa-
HUKM TposiHOBCKOrO OblN0 Gonee ABYXCOT NoJo-
TeH, ogHoro JleBuTaHa - LWecTHaALaTh KapTuH
W 3TIO/0B.

Hago ckasatb, 4To B oTiM4Ke OT 6osb-
WKWHCTBA KonneKkunoHepoB VBaH ViBaHoBuY

THE TRETYAKOV GALLERY #1' 2004

Obin 4enoBEKOM LEeAPbIM U OT3bIBUMBbIM.
B Alysckon GonbHuue, rae oH paboTan opau-
HaToOpPOM, a NOTOM Ha KOHHOW Xene3Hoi Aopo-
re v B TpaMBaliHbIX napkax MocKBbl OH eyun
pabounx. VI KoHeuHo, ero ycnyramu Bcerga
nonb30Banuch ApY3bA-XyAOXKHUKN. He cyecTb
Ntofel, KOTOpbIM NMOMOT 3TOT 3aMeyaTesibHbli
YesoBeK.

B ero cobpaHun 1 okasancs 3ToT 3TioA,
Y10 6bIN0 B AanbHelweM - MpeAcTaBuUTb He-
TpyAHo. PekBusnumm, ynnotHenma. TposHoB-
CKMIN npogomkan paboTarb, OH Bbl1 UCTUHHBIM
MOABMXHWUKOM MeAMLMHBI U CYWTan, YTo Bpay
JOMKeH NCNONHATL cBOW Aonr Bceraa. Ho Bpe-
Ms Oblno HeyMonuMo, 1 B 1928 rogy BennKoro
[OKTOpa M HEUCTOLLMMOrO reHepaTopa Xyaoxe-
CTBEHHbIX UAEeN He cTano.

Cam 3Ttog, HaBepHoe, Obin NPoAaH 1K oT-
AaH B 06MeH MocKoBcKoMy Toprosuy Kpaiicko-
My ellie A0 cMepTu TpoAHoBCKoro. 3aTem Bna-
AeNbLieM CTan 3arafoyHblil GepanHcKuin 6aH-
Kvp Pannonopt, a B KOHLie KOHLOB KapTuHa
oKa3sanacb y EBrenus EereHbeBnya Knvumosa.

KnumoB pabotan Bo MHOrmx »aHpax. OH
6bin MKOHOMMCLIEM, NEN3aXNCTOM, 00LLenpu3-
HaHHbIM MacTepoM MOpTpeTa, aBTOPOM UCKYyC-
CTBOBeAHeCKMX ouepKoB. He cocunTaTthb ero 3a-
CAyr B Jiefe cnaceHua 1 pectaBpaLny MKOH -
HeAapoM OH Obl 0HUM U3 BeAyLINX COTPYAHU-
KOB KOHAaKoBCKoro uHctutyTa B lpare, camoro
M3BECTHOTO LiEHTPa PycCKOro 3apybexba mno
U3y4eHunto n cobupaHuio, Kak nucan Brocnea-
ctBUM CoNOyXWH, «YepHbIX JOCOK» C NIKaMK
pyCCKMX CBATbIX. [l CVX MOp Tex, KTO 3aX0AuT B
Tpowuukuit cobop Bo lNcKoBe, NopaxaeT ero Mo-
3auka «Tpomua». Mckos, M36opck, MeyepcKuii
Kpait BooOLLe Cbirpanyi OrpoMHyt0 pofib B CTa-
HoBNieHnW MacTepa. M HecnyyaliHo OH yxe Ha
CKJIOHe XW3HW, Korfa B Poccum noeanm Betpsl
cB06O/bI, OH Nepesan Ansi My3esi CBOEro ilobu-
moro ropozia 6onee 70 cBomx paboT.

Pura, Npara, MoHpeanb, MuTaBa, Bapwa-
Ba - KyAa TOJbKO He Kuaana cyabba 3Toro
YAVBUTENbHO OfapeHHoro yenoseka. Pog
CBOW4 MO MaTepu OH OTCYNTBIBAN OT KApETHOMO
Aena mactepa MoaHHa, npuexasuero B Poc-
cuiickyro umneputo B XVIIl Beke ns Cunesum.
[Jenom oTua 6bln 3HAMEHWUTBIN ApPXUTEKTOP,
OAVH 13 copaTHukoB Poccw, MBaH Knumos.
JetctBo EBrenuns EBrenbeBmya npowsno B lNe-
Tepbypre. MoToM OH Nt06UN BCNOMUHATL, Kak
Kaxablii AeHb 6eran B PyccKkuii My3eit 1 puco-
Ban konuu. C Hayanom lNepBoi MMPOBOI OHU
C MaTepbto nepeexanu B Pury.

AJIEKCAH/P BEHYA. B Bepcane. 1936. bymara, akBapenb
Mysei1 cembu Benya, MeTpoaBopel,

ALEXANDER BENOIS. At Versailles. 1936. Watercolour on
paper. The Benois family museum, Peterhof

to the collection of the famous Moscow patron
of the arts, doctor Ivan Ivanovich Troianovsky.

Serov and Levitan, Chekhov and Benois,
Somov and Vrubel considered Troianovsky their
friend. A dedicated art collector, one of the
organisers of the society "Free Aesthetics"
which he had established together with Brusov,
Ivan Ivanovich had always been at the centre of
the city's artistic life. In addition, the foundation
of the "Blue Rose" was also his idea; long before
World War [ his collection contained more than
two hundred works, sixteen by Levitan alone,
both pictures and studies.

It should be mentioned that unlike some
other collectors Ivan Ivanovich was a generous
and sympathetic person. In the Yauza clinic
where he started his medical career as an intern
and later at the horse railway company and
tram depots of Moscow, his patients were work-
ers. And, of course, as a doctor, he was always at
the disposal of his artistic friends. It would be
difficult fo name everyone whom this wonderful
man helped during his life.

The study ended up in his collection. Even
when the revolution brought requisitions of pri-
vate art collections, when privately-owned hous-
es were turned into blocks of communal flats,
Troianovsky continued to work; he was a true
enthusiast of medicine, and believed that his
duty came above all other considerations. Time,
though, did not spare him: in 1928 this great
doctor, who was also the source of innovative
artistic ideas, died.

The study was exchanged for something
more tangible or sold to the Moscow broker
Krainovsky probably even before Troianovsky's
death. Then a mysterious Berlin banker, Rap-
port, owned it for some time until finally the pic-
ture came tfo the collection of Evgeny Evge-
nievich Klimov.

Klimov's diverse falent knew no bound-
aries: he was not only an icon and landscape
painter, and the author of articles on art history,
but his portraits were also much acclaimed. It
would be difficult fo overestimate his efforts in
the saving and restoration of icons; he was one
of the leading specialists of the Kondakov Insti-
tute in Prague, the best-known centre for col-
lecting and studying icons (or as later Solouch-
in called them, the "black boards with the faces
of the Russian saints.")

His mosaics "Trinity" never fail to astonish
those who visit the Trinity Cathedral in Pskov.
Besides being a source of inspiration, the Pskoy,
Izborsk, and Pechorsky regions had exerted
great influence over Klimov's development as
an arfist, so it was only natural that at the end of
his life, when the wind of freedom brought great

MUXAUN AOBYXUHCKUI. UnTepbep. 1933
Bymara, akBapenb. CobpaHne POK

MIHAIL DOBOUJINSKY. The Interior. 1933. Watercolour
on paper. The collection of the Foundation of Culture

changes in Russia, he left about 60 of his own
works to the museum of his favourite city.

Riga, Prague, Montreal, Mitava, Warsaw...
This enormously talented man was very widely
travelled.

On his mother’s side he traced his family
history back fo a cerfain Johann, a coach maker,
who had arrived in the Russian Empire in the
18th century from Silesia. On his father’s side,
his great grandfather was Ivan Klimov, a famous
architect and a colleague of Rossi. Evgeny Evge-
nievich spent his childhood in St. Petersburg;
later he enjoyed recollecting how he would run
to the Russian museum to copy the works of art
he admired every day. At the beginning of the
World War | he and his mother moved to Riga,
where he graduated from the Academy of Arts
and was appointed the head of the Russian
department at the Museum of Fine Arts. He also
taught drawing and art history at the Riga
University and at the Lomonosov Grammar
School. He painted murals for the St. John
cathedral and for the chapel at the Pokrovsky
cemetery. Two albums of his lithographs "City
Landscapes" and "Along the Pechorsky Region"
were published in Riga. Benois spoke highly of
those albums.

"The Lithographic Views of Latvia by Evge-
ny Klimov" are a poetic blend of mood and artis-
tic excellence. "l can find no better compliment
to an artist than by comparing those charming
urban and suburban landscapes to similar
works by Dobouijinsky", the great artist and the-
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B Pure oH 3akoHumn AKkagemuto Xxyno-
ecTB, OblN Ha3HayYeH 3aBeAyloLLMM PYCCKUM
otaenom B Mysee 1306pasnTenbHbIX MCKYCCTB,
npenojasan pycoBaHne 1 UCTOPUIO UCKYCCTB B
Puxckom yHuBepcutete 1 JloMOHOCOBCKOM
rMMHasuu, ucnonHun dpeckn ana MoaHHos-
cKoro cobopa U ansA 4acoBHU Ha MoKpOBCKOM
Knagbuile. B Pure yBugenu ceet ero anb6oMbl
nutorpacmin «lopopckume nensaxm» u «flo Me-
YepCKOMY Kpato», KOoTopble 04YeHb LieHun Anek-
canap Hukonaesuy benya. «Jlntorpaduposan-
Hble Buabl JlatBun EBreHns KnvmoBa» nonHbl
HacTpoeHWA 1 No33nu. fl He Mory caenarb Jyy-
LUero KOMMAMMEHTa XYAOXKHUKY, Kak CPaBHUTb
3TV 0YapoBaTe/bHble FOPOACKMe 1 NPUropos:
Hble Meii3aXu ¢ aHanornyHbIMM pabotamu [o-
BY)KMHCKOrO», — nucan BENVMKWIA XYAOKHUK 1
cueHorpad Esrenuto EsrenbeBuuy. C [lo6y-
*uHckum KnumoBa Takke cBA3biBana Apyx6a
Kak B MpubanTuke, Tak 1 B AMepuke. «f yumnn-
CA Ha ero pUcyHKax BMAeTb 1 YyBCTBOBATb OK-
pyKaloLwmin MEHA MUP, HO HUKOrAa He paboTan
HenocpeACTBEHHO MOA ero PyKOBOACTBOM. TeMm
Bonee MHe N1eCTHO NPOYECTb B €10 NUCbMe KO
MHe: «Bbl He BblN MOMM Y4EHWKOM, HO TaKo-
BbIM A BCe-TaKu Mory Bac cuntatb», - Bcnomu-
Han BMNOCNEACTBUN XYAOKHUK.

un3Hb KnumoBa, nocne paboTbl B OKKy-
nupoBaHHoi Hemuamu [lpare, rae oH ycnen
BbIMOJHWUTL MO3auKy B xpame Ycnenus [lpe-
caTon boropoauupbl Ha OnbluaHcKOM Knag-
BuLe 1 pacuMcTUTL 3HaMeHUTbI 06pa3 Cna-
ca 3 Kkonnekuum ConpateHKoBa, 3aKOHYMN 33
okeaHowm, B KaHaze, Kyaa cymen nepebpatbcs
B 1949 rogy.

Tam OH HM Ha OAMH JieHb He npeKpaLan
CBOI0 HeOCTaHOBMMYIO AeATeNbHOCTb. [leva-
TancA B PyCCKMX raseTax 1 XypHanax, nposen
OKOJI0 AeCATW MepCcoHasbHbIX BbICTABOK, CO-
34aN1 Lenyl Cepuio NMOpTPeToB 3HaMEeHUTbIX
PYCCKUX 3MWUrpaHTOB, Yutan nexkuuun. M Bce-
rAa v Be3je APOCTHO OTCTanBa AOCTOMHCTBO
HaBcerga noTepAHHO cTpaHbl. Pocena u pyc-
CKOe VCKYCCTBO OCTaBaAMCh A1A HEro 0CHOB-
HbIM CMbIC/IOM W3HMW.

«EcTb Bce e yBepeHHOCTb, 4TO pyccKas
XuBonucb OyfeT oueHeHa MO [OCTOMHCTBY,
160 OAHMMU paccyfo4HbIMU MPOU3BEAEHNA-
MW MCKYCCTBa YeNloBeYeCTBO YA0BNETBOPATL-
CA LO/Ir0 He MOXET.

Ha pycckux noaax nexur fonr um ca-
MUM MOYYBCTBOBaTb W MOHATb 3HaYUTeNb-
HOCTb CO3[,@HHOTO CBOMMU XYAOXHWKaMW,
yToObl 3HaKOMUTb Ntodei ¢ 3anaga c pyc-
CKOW XuBONMCbIO», - npoBo3rawan Knumos
B MPeAMCNOBUN K CBOeI KHure «Pycckue xy-
AOXHUKWY, yBuaeBlelt ceT B Hbto-Mopke B
1974 ropy.
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atre designer wrote to Klimov.

Dobouijinsky and Klimov had become
friends while still in the Baltic states and con-
finued their friendship in America. "Though his
drawings taught me to see and to feel the world
around me, | have never worked under his
direct guidance. The more so | was flattered by
his letter in which he wrote: You were not a dis-
ciple of mine, but I can consider you as such’"
the painter recollected later.

Klimov spent the last years of his life over-
seas in Canada, where he lived from 1949. By
that time he had worked in Nazi-occupied
Prague, where he created a mosaic in the
Assumption of the Holy Virgin Church and
cleaned the famous icon of Our Saviour from
the Soldatenkov collection.

While in Canada, he worked as vigorously
as ever. He published articles in Russian-
language newspapers and magazines, organised
about a dozen solo shows, gave lectures and
painted a series of portraits of famous Russian
emigrants. And as usual, no matter where he was,
he defended the dignity of his nafive country,
even though he had lost it once and for all. Rus-
sia and its art gave the ultimate meaning to his
life.

"Hopefully, one can be sure that in the due
course of time, Russian painfing will be
acclaimed in the right way according to its
worth, because humanity cannot be satisfied
for a long time with rational art alone. The Rus-
sians have first fo explore and feel for them-
selves the meaning and value of the heritage of
their own painters, before they are able to infro-
duce people from the West fo Russian painting,”
Klimov proclaimed in the foreword of his book
"Russian Painters" published in New York in

EBFEHWN KNVMOB. Ctapsiit ®opt Poce. 1970. KaptoH, macno. Cobpatune POK
EVGENY KLIMOV. The Old Fort Ross. 1970. Oil on canvas. The collection of the Foundation of Culture

1974. Back in 1938, Alexander Nikolaevich
Benois had written fo Klimov: "Thank you for
sending me your album of lithographs dedicat-
ed fo the Pechorsky region. This edition is of
great artistic and historic interest. The motifs
have been collected with much sensitivity, and
the technique you chose, when only a few most
characteristic features remain, gives a convinc-
ing idea of this sorrowful poetfic and mirac-
ulously preserved corner of old Russia."

Benois very accurately defined the essence
of what Evgeny Klimov dedicated his life fo - a life-
long effort to communicate a true-to-life idea of
the sad poetic legacy of old Russia, already in the
past, fo the world. Among other pieces Klimov's
collection included many works by Benois. For
many years his sketches for the La Scala produc-
tions of "Khovanschchina" and "Boris Godounov"
as well as the skefches for the New York enfer-
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Ewe B 1938 yxxe ynoMmHaBLwuiica Hamu
Anekcanap Hukonaesuy benya nucan Knu-
moBy: «OueHb Hnarogapio Bac 3a npuchbinky
Bawero anbboma nutorpadmii, nocesuieH-
Hbix [leyepckomy Kpato. M3gaHve 3to npep-
ctaBnsieT cob0i KpYMHbIN MHTEpeC Kak B 1C-
TOPUYECKOM, TaK 1 B XYA0XECTBEHHOM CMbIC-
nax. MoTuBbI cobpaHbl ¢ 60/IbLLIOI YYTKOCTbHO,
a TexHuKa, Bamu BbipaboTaHHas, cBoAs Bee K
HEMHOTVM, HO Haubonee xapaKTepHbIM yep-
TaM, AaeT ybeauTenbHoe npejcraBieHve 06
3TOM MeYaNbHO-MO3TUYHOM, YyAOM YLenes-
LueMm yrosike ctapoii Pycu».

Anekcanap Huxonaesuy cymen oyeHb
TOYHO HaNTK CNOBa ANA CyTW TOTO, YeMy no-
CcBATUN *U3Hb EBrenmin EBreHbeBuy Knw-
MOB, - AaTb MUpY YOeanTeNnbHOe NpescTaBe-
HVe 0 neyanbHO-MO3TUYECKOM Hacnesnun
cTapoi Pycu.

B cobpaHum KnumoBa xpaHunach uenas
Konnekuus pabot Anekcangpa benya. Ero ac-
KM3bl K NOCTaHOBKaM «XOBaHLLUMHbM 1 «bopu-
ca logyHoBa» B «Jla Ckana» u «PaiiMoHAbI»
Hbto-Mopkcekoit antpenpussl Cono HOpoka,
BMecTe ¢ noptpetoM AHapes bakcra n Bugamu
Bepcans n ®oHTeH6/10 fonrue rogbl yKpallanm
CTeHbl KTMMOBCKOro AomMa B MoHpeane. [lpyru-
MU ©KEMYYKMHAMU» KNMMOBCKON KONNEKLMU
6b1nn 3cKM3bl [loBYKMHCKOTO K aMeprKaHCKMM
noctaHoBkaM Mwuxanna Yexosa. /I KoHeuHo,
noptpet Enusasetbl Wape - 3miog K «Ucuene-
HUIO CNeNoPOXAEHHOTO.

M BoT npuwna nepectpoinka. EBreHuii
EBreHbeBUY, TaK AONr0 XAaBLWMWA MepeMeH,
CBOCTOProM BCTPeTUA U3BECTUE O CO3[aHUM

EBIEHW KNMIMOB. Yronok ctaporo Kee6eka. bymara,
KapaHaal. XpaHWUTCA B CEMbe XyAOXKHUKa

EVGENY KLIMOV. An Old Quebec Corner. Pencil on paper
Kept in the family of the artist

®oHpa KynbTypbl. [osiBneHWe Herocyaapcr-
BEHHOI OpraHv3aLmu, BO raBe KOTOPOWi CTOA-
v Takue oan, Kak Panca MakcvumosHa lop-
6aueBa v iMutpuii Cepreesuy Jnxaues, BAOX-
HOBUNO He TonbKo KnumoBa. COTHM pyccKux
3MUrpaHTOB M UX MOTOMKOB CTanu nepejasatb
B ®oHA cOepexxeHHble UMW PEIUKBUM — KapTu-
Hbl, CKYNIbNTypbl, GeCLeHHbIE KHUTW 1 apXuB-
Hble JOKyMeHTbI. [10TOMyY 4TO OHM MHOTO Aecs-
TUneTuin Gepernn CBOM COKPOBWLLA WMMEHHO
ANA TOro, YToObl BEPHYTb X B AYXOBHOE NPOCT-
PaHCTBO CTPaHbl, KOTOPYO OHM TaK Nitlobunu.

Tak BO3HUKNO 3HaMeHUTOe cobpaHue
®oHpaa, KoTOpoe NpOoAOMKAET MOMONHATHCA W
cerogHs. B ero coctaBe - KapTuHbI MaKoBCKO-
ro, AiBa3oBcKoro, Hectepoga, [Lo6yKMHCKOrO.
TblcAYM Npoun3BeAeHuii CKyCCTBa Mo Bone fa-
puTeneii GbiIn NepefaHbl B My3en U apXvBbl
cTpaHbl. Tak Npou30LWNo 1 C WweaeBpamMu U3
Konnexkumu Knmumosa.

B cBoem nucbMe Ha nma Jlnxayesa Knu-
MOB FOBOPUJ O TOM, 4TO eMy Bbl10 Bbl BaXHO,
yToObl cOepexeHHble MM COKpoBMWaA Obiw
OTKPbITbI 4151 3pUTeNen 1 4yTobbl OHU HaLIK
JOCTOVHbIe MecTo xpaHeHus. o ero Bosie 6o-
nee ceMuaecATn pabot camoro EBrenus Esre-
HbeBuYa Obinn nepesaHbl B [cKoBCKUiA rocy-
[apCTBEHHbIN My3ei-3anoBefHUK, LWefeBpbl
AnexcaHapa beHya ctanu ocHoBon co3pan-
Horo Mysea cembu beHya B [leteproge. A
amiog CypvikoBa Tenepb HaxoauTca B cobpa-
Hun DoHaa KynbTypbl, TaK KaK 3TOro xoten
EBreHunin EBreHbeBumy.

KnumoB Toponunca, Kak ByaTo npeauys-
cTBYA cBOtO cyaboby. 29 pekabps 1990 ropa oH
norun6 B aBToKatactpode nog MoHpeanem. Bol-
MONMHAA €ro BOMIO, CblH XyAOXHWKa Anekcen
Knvmos nepepan B fap ®oHay cemb 3cKM30B
MctucnaBa [lobyKuHCKoro.

loz Ha3ag K tobuneto OoHaa KynbTypbl B
cTeHax AKageMuu xypoxects Ha lMpeuncreH-
Ke Gblna pa3BepHyTa OrpOMHas BbiCTaBKa pe-
JIMKBUI PYCCKOW KYJbTYpbl, KOTOPbIe BEpHY-
JMcb B Hawy cTpany 6narogaps ®oHgy Kynb-
Typbl. Tpnauate My3eeB npefocTaBuUaN CBOU
3KCMOHaTbl Ans 3Toro cobbiTus. U Tam, Ha og-
HOW nnowajKe BHOBb COEAMHUANCH LuiefeB-
pbl 13 cobpaHua Knumosa - 3ckusbl beHya
n3 lMNeteproda, pucyHku n nutorpadum camo-
ro EBreHns EBreHbeBuya, npesoctaBneHHble
[lcKoBCKMM My3eeM-3anoBeAHNKOM, U 3CKU-
3bl [lobyxumHcKoro u3 cobpanusa ®oxpa. U ko-
HEeYHO, BHOBb 1 BHOBb 3aBOpaXu1Bai NoceTu-
Tenel HeCOCTOABLUMINCA aHren K «McueneHnio
CNenopOXAEHHOrO» — MOPTPET KeHbl BEJMKO-
ro pPyCCKOro XyLoXHUKa.

Bukmop JleoHudos, Onbea 3emnskosa

EBTFEHWV KJIMMOB. Kee6ek. Bymara, KapaHaall. XpaHUTCA B ceMbe XyA0KHIKa

EVGENY Klimov. Quebec. Pencil on Paper. Kept in the family of the artist

prise by Solo Jureck of "Raimonda”, along with a
portrait of Andrei Bakst and views of Versailles
and Fontainebleau, decorated Klimov's house in
Montreal. Among other gems were sketches for
Michael Chekhov's American productions by
Dobouiinsky and, of course, the portrait of Elisa-
beth Scharret which is the study for the "Healing
of the Blind from Birth".

Then perestroika started in Russia:
Evgeny Evgenievich, who had been waiting
for such changes all his life, was excited
by the news of the creation of the Founda-
tion of Culture. The appearance of a non-
governmental institution headed by such
notables as Raisa Gorbacheva and acade-
mician Dmitry Likhachev, inspired many
others as well as Klimov.

Hundreds of emigrants and their descen-
dants enthusiastically started fo pass over to
the Foundation works which they had been sav-
ing - pictures, sculptures, priceless books and
archive documents. Their dream came true: for
many decades they had kept those treasures
only to return them to the place where they
belonged, both spiritually and culturally.

Thus, pictures by Makovsky, Aivazovsky,
Nesterov and Dobouijinsky formed the core of
the Foundation’s famous collection, which is still
growing. Thousands of works of art were hand-
ed over to museums and archives in Russia in
accordance with the will of the contributors.
The same destiny awaited the masterpieces
from Klimov's collection.

Klimov had specified in his letter to
Likhachev that it was of great importance to
him that the gems he had saved should be

made available to the general public, and that
they should be provided with the appropriate
long-term care and conditions. According to
his will more than 70 of his own works were
offered as a gift to the Pskov National
Reserve Museum, while masterpieces by
Alexander Benois provided the basis for the
museum of the Benois family set up in Peter-
hof. But the study by Surikov was to go to the
collection of the Foundation.

Klimov seemed fo be in a hurry to finish
his plans, as if he could foresee his future: he
was killed in a car accident in Montreal on 29
December 1990. Following his wishes the
artist'’s son, Aleksei Klimov, presented seven
sketches by Mstislav Dobouijinsky to the Foun-
dation as a qift.

A year aqo, to celebrate the jubilee of the
Foundation of Culture, the Academy of Art on
Prechistenka Street in Moscow hosted a
maijor exhibition displaying treasures of Russ-
ian culture that had been returned to their
homeland thanks to the Foundation. Thirty
museums provided the show with its exhibits:
once again sketches by Benois from Peterhof,
drawings and lithographs by Evgeny Klimov
from the Pskov museum, and the skefches by
Dobouijinsky were exhibited under the same
roof - as they had been for many years in
Klimov's collection. At the centre of viewers’
attention was the would-be angel from the
"Healing of the Blind from Birth" - the portrait
of the wife of the great Russian artist.

Victor Leonidov and Olga Zemljakova
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HUKONAW

GANYHOB

XUBOE MPOLLJIOE

Hukonan CanyHoB poawnnca 17 (29)
nekabps 1880 roga B 3amMocKBo-
peube B Heboratoii Kyneyecko
cembe. [lapoBaHue ero nposBu-
nocb paHo. B TpuHaguatunetHem
BO3pacTe OH noctynuia B Mockos-
CKOe yyuauwe Xusonucu, Bas-
HWA 1 3044ecTBa, rae obyyanca B
TeyeHne AecATU NeT. 34ecb OH
poc, 3pen Kak npodeccuoHanb-
HbI XyAOXHWK 1 popMupoBancs
Kak fnyHocTb. Cyabba Gbina Heo-
6blyaliHo 6narocknoHHa K Cany-
HoBy. OHa cBena ero ¢ KpynHei-
WKUMKN LeATENAMU PYCCKOWN Kyib-
Typbl py6exa XIX-XX BekoB.
Cpeau ero negaroros 6binn Wca-
ak JleButaH, BaneHtuH CepoB un
KoHctanTuH KopoBuH. OH nonb-
30BaJicA BHYUMaHWEM U NOAAepXk-
kot CaBBbl MamoHTOBa 1 Cepres
Osarunesa. Ero apy3bsMu 1 ToBa-
puwamu no pabote 6bin MaBen
Ky3HeuoB, Hukonainn Kpbimos,
Cepreinn Cynenkun, Hukonain Mu-
nvotn n apyrve mactepa «lony-
601 Po3bI», HaxoguBLLMecCH B Tec-
HOM coppyxecTtBe ¢ BukTtopom
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bopucosbiM-MycaTtoBbIM. OH MHO-
ro U NAojoTBOpHO paboTan c pe-
Xuccepammn-HoBatopamn Bceso-
nopom Meliiepxonbgom n ®depo-
poMm KomuccapkeBcKkuM, Obin B
ApyK6e 1 TBOPYECKUX KOHTaKTax
¢ AnekcaHnapom bnokom, Banepu-
em bprocoBbiM, Muxaunom Ky3-
MUHbBIM.

flpko opapeHHas HaTypa Mo-
I0J0ro XyAoXXHUKa (popmupoBa-
fnlacb Noj BO3JENCTBMEM OKpYXKe-
HWUS, HO BCE BOCMpPUHATOE cpasy
e Hajenanocb 3HepreTUKon ca-
MOro XyAOXHMKa, npuobpetano
canyHOBCKMIA xapaKTep.

B paHHux paboTtax - u cue-
HU4Yeckux, un ctaHkoBbix — Cany-
HOB npejcTaeT XyAOXHUKOM
©KaXkayllero KpacoTbl MoKoje-
Husa» (C.Oarunes). Ero TBopuecT-
BO B 3TOT nepuog 6113Ko 3cTeTu-
YyeckuMm npuHumnam «Mupa uc-
KyccTBa». MHorve canyHOBCKue
npon3BeAeHUsA NepBOi MONOBU-
Hbl 1900-x rogoB co3gaHbl Ha oC-
HOBE MMEHHO 3TUX NPUHLMMOB.

B 1907 ropy Ha cTaBlen
ceHcauumen B XyAOXeCTBEHHOMN
*un3Hn Poccun BbicTaBKe «lony-
6an Po3a» B MockBe, Ha KoTopoi
CanyHoB Obin npeacTaBieH ce-
Mblo paboTamMu, NpPUHUUMBI CUM-
BOJINCTCKOM KMBOMUCU TMONy4u-
NIV CBOE Knaccuyeckoe Bonotye-
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MABEJT KY3HELIOB
Moptper H.H.CanyHoBa
1914-1915

Bymara, yronb,
rpaduTHbIN KapaHaaLl
43,8 x 33
locynapcTeeHHan
TpetbAKoBCKasn ranepes

PAVEL KUZNETSOV
Portrait of Nikolai
Sapunov, 1914-1915
Charcoal, pencil

on paper

43.8 x 33 cm

The State Tretyakov
Gallery

HVKOJIA CAMYHOB
3uma. 1900

Xoncrt, Macno

779 x 1221
locypapcTBeHHan
TpeTbAKOBCKas ranepes

NIKOLAI SAPUNOV
Winter, 1900

0Oil on canvas
77.9x122.1 cm
The State Tretyakov
Gallery

Hue. BcnomnHasa cBou Bneyatne-
HUA O BbICTaBKe, BOX/Ab PYCCKMX
aBaHrapauctoB Kasumup Mane-
BMY nucan: «B npoussegeHnaAx
He BMAHO 6blN0 KpacKu, MaTtepu-
ana. 3gecb 6bIAM NATHA pasHbIX
¢opM, KoTopble u3pgaBanu, no-
[o6HO uBeTaM, apoMmartbl, KOTO-
pble MOXHO Obln0 0060HATH..»
ManeBuyy NoYyAnNoOCh Aaxe, 4To
«rapMOHMA BCEro CAeNaHHoro
AaBana ronyboit 3anax».

Bckope nocne «fony6oir Po-
3bI» B TOM Xe roay Ha 5-ii BbI-
ctaBke Coto3a pyCcCKMX XYAOXHU-
KOB HapAJy ¢ HeXHbiMK «[ony6bl-
MW FOPTEH3NAMUY, ABNALWNMU-
cA ele UCTUHHbBIM BblpaXeHNeM
camoro fjyxa rony6opo3soBcKoi
*usonucu, CanyHoB BbICTaBun
KapTuHy «lnAacka cmepTtu», no-
pa3unBLUYO HEMPUBbLIYHOW ANA ro-
nybopo30BLEB COYHOCTbIO LBETA
N 3KCMPECCMBHOCTbIO Bblpaxe-
HUSA YyBCTB.

B otanume ot mMHormx coto-
Bapuwenn No rpynne XyAoXHUK
He ucnbiTan rope4yM COMHEHUMN.
OH Kak 6bl pBaHyn C MecTa B Ka-
pbep. EMy ocTtaBanocb He Tak
[ONITO XUTb A0 Tparnyeckowm ru-
6enn, npeackasaHHOW eMy ra-
nankon ewe B 1902 rogy, Korga
OH C pY3bAMMU NO YYMAULLY nyTe-
wectBoBan no Wrtanun. N 6bITb

EXHIBITIONS

MOXXeT, NpeAyYyBCTBME CKOPOro
KOHLa MOpOAWUNO Ty Heobbluaii-
HYl0 CTPEMUTEIbHOCTb, C KOTO-
poii Tenepb TBOpun CanyHos,
C/NIOBHO TOPOMACH yCneTb BbICKa-
3aTbCA, U Ty TParMYyHOCTb MUPO-
OWYLWEeHNSA, 4YTO NpPOHWU3bIBAET
BCe TBOPYECTBO XYAOXHWKa Mo-
cnegHero nAaTuneTva. XyAoXHUK
Tparnyecku norub B Tepuokax,
OH yTOHyn B Bogax PuHcKoro 3a-
nvBa 14 vioHAa 1912 roaa.

Mpwu Bcein rmy6oKoi npoTu-
BopeymMBocTM HaTypbl CanyHoB
Obln LenocTHOM M nocnepoBa-
TeJbHOW B CBOEM pa3BUTUM
TBOPYECKON JIMYHOCTbIO C BMOA-
He onpejeneHHbIMU 3cCTeTUYeC-
KUMU NMpUHLMNaMK.

Hukonain CanyHoB - ofHa
13 Hanbonee ApKMUX N caMobbIT-
HbIX GUryp B UCTOPUM XKMBOMMUC-
HOro CMMBO/IM3Ma Hayana npo-
LISI0TO BEeKa, NpeKpacHas TauHCT-

3cKu3 aekopauun

K KomMeann
XK.B.Monbepa
«MeLuaHNH-ABOPAHNHY
1911

XoncT, TeMnepa

92,2 x 1405
locynapctBeHHas
TpeTbAKoBCKan
ranepes

Sketch to the set design
to Moliere’s Bourgeois
Gentilhomme. 1911
Tempera on canvas
92.2 x 140.5 cm

The State Tretyakov
Gallery

Tpaktup (c okHom). 1912
Xoncrt, Macno

96,6 x 110
TocynapctBeHHas
TpeTbAKoBCKan ranepesn

Tavern (with the window)
1912

Oil on canvas

96.6 x 110 cm

The State Tretyakov
Gallery

BEHHO-CMHAA 3Be3ja B CO3Be3-
aun mactepoB «fony6oit Posbi».
Oprannsartopbl BbICTaBKM, OT-
KpbiTon B TpeTbAKOBCKOW rasne-

pee B HoAbpe 2003 ropa, Haze-
IOTCA, YTO OHA AACT BO3MOXKHOCTb
yb6eanTbeaA B 3TOM.

Woa logpman
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NIKOLAI

SAPUNOV

THE LIVING PAST

Nikolai Sapunov was born into a
merchant’'s family of modest
means on December 17 1880 in
the Moscow region of Zamoskvo-
rechie. His artistic gift revealed
itself in early childhood, and at
the age of thirteen he entered the
Moscow School of Painting,
Sculpture and Architecture where
he studied for ten years; it was
there that he matured both as an
individual and as a professional
artist. Fate was kind to him:
Sapunov worked alongside the
most outstanding figures of Russ-

92 TPETbAKOBCKAS TANEPES

ian culture of the turn of the 19th-
20th centuries, studying under
Isaac Levitan, Valentin Serov and
Konstantin Korovin.

He won support from Savva
Mamontov and Sergei Diaghilev,
and his friends included Pavel
Kuznetsov, Nikolai Krymoy,
Sergei Sudeikin, Nikolai Milioti
and other artists belonging to
the "Golubaya Rosa" (The Blue
Rose) group, who were in active
contact with Victor Borisov-
Musatov. Sapunov enthusiast-
ically worked with famous pro-
ducer-innovators such as Vse-
volod Meyerhold and Fedor
Komissarzhevsky, while he had
friendly and close artistic ties
with Alexander Blok, Valery
Briusov and Mikhail Kuzmin.

The bright sparkling talent
of the young artist was formed
under the influence of such out-
standing contemporaries, but

THE TRETYAKOV GALLERY #1' 2004

everything he gained from life
and people was coloured by the
creative energy of the artist him-
self.

In his early works - both in
set designs and paintings -
Sapunov represents the "gener-
ation striving for beauty", as
Diaghilev put it. During this peri-
od he shares the aesthetic prin-
ciples of the "World of Art"
movement: many of Sapunov’'s
works of the first half of the
1900s and his artistic tastes
were nourished by these credos.

In 1907, at the sensational
exhibition of "The Blue Rose" in
Moscow which echoed across
the artistic life of Russia,
Sapunov showed seven works.
This exhibition represented the
classic example of symbolism, as
Kazimir Malevich, the leader of
the Russian avant-garde, recall-
ed: "There was no paint, no mate-
rial. The spots of different
shapes seemed to smell like flow-
ers, and like flowers they shed
fragrance..." Malevich went so

Kapycenb. 1908. Xoncr, Temnepa. 146 x 193,5
locynapctBeHHbIN Pycckuin mysen

The Merry-go-round. 1908. Tempera on canvas. 146 x 193.5 cm

The State Russian Museum

Teatp. 1903. KapToH, macno. 56 x 69,5
YactHoe cobpaHue, CaHKkT-MeTepbypr

Theatre. 1903. Oil on cardboard. 56 x 69.5 cm
Private collection, St.Petersburg

far as to feel "the harmony of
everything done smelling of
blue". Soon after "The Blue
Rose" exhibition Sapunov par-
ticipated in the 5th Exhibition of
the Union of Russian Artists
with his delicate painting "Blue
Hydrangeas", which still belonged
to the stylistic manner of "The
Blue Rose", but he simultaneous-
ly exhibited another work, "The
Dance of Death", which shocked
the Blue Rose group with its
intensive loud colours and
expressiveness.

Unlike other Blue Rose
artists, Sapunov had no doubt or
hesitation and made a decisive

Hattopmopt

C aBTOMOpPTPETOM
1910-1911
KapToH, Temnepa
78 x97.5

YactHoe cobpaHue,
Mocksa

Still-life with
Self-portrait
1910-1911

Tempera on cardboard
78 x97.5 cm

Private collection,
Moscow

step in a new direction. He had
almost no time ahead - as early
as 1902, during his trip to Italy,
a fortune-teller predicted his
early tragic death, a fact which
somehow determined his attit-
ude to life. Sapunov worked with
great intensity, in a passionate
desire to express himself com-
pletely, and passed on a tragic
perception of life in works dat-
ing from the last five years of his
life. The artist drowned in the
Gulf of Finland on June 14 1912.

Though a contradictory
character, Sapunov was a logical
and balanced creative personali-
ty with definite aesthetic princi-

BbICTABKMU

ples. He is one of the brightest
and most special figures in the
history of symbolism at the
beginning of the 20th century, a
magic and mysterious blue star
in the constellation of the Blue
Rose masters. Sapunov's retro-
spective exhibition at the
Tretyakov Gallery will give view-
ers the opportunity to see for
themselves the peculiarity and
uniqueness of this outstanding
Russian artist.

Ida M.Gofman
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['0J1YBKHHA

B psay apyrux 6bina BbicKa3zaHa
MbIC/lb, MOKa3aBLWaAsACA WHTepec-
HOW, — caenatb BbiCTaBKy pabor lo-
NYOGKMHOW C NpUBIEYEHMEM NPOU3-
BegeHuin 0.PogeHa. M3BecTHO, uTo
PogeHn oka3an 6osblioe BAUSHKE
Ha ee TBOpYECTBO. BbicTaBUTbL UX
paboTbl BMecTe, NMoKa3aTb UCTOKU
TBOpyecTBa [0yOKMHOWM, CBOEOO-
pasvie ee MacTepCTBa, TOYKU CO-
MPUKOCHOBEHWS TBOPYECTBA.
CoBepLUEHHO HeOXMAaHHO 3Ta
nages Oblna ropAvYo noanepiaHa
6onblimMM apyrom TpeTbAKOBCKOM
ranepen rocnoguHom JleoHapzo
[xaHapnon, npeanoXuMBLUNM Bbl-

Macrepckaa PoaeHa
B MezoHe

Rodin’s Studio
in Meudon

< ACTOJIYBKMHA
0, [al 1913
[lepeBo
TOHUPOBaHHOE

< ANNA S. GOL-
UBKINA

Oh, Yes! 1913
Tinted tree

BCTPEYA HEPES CTOJIETVE

AaTb Ha BbICTaBKY 9 CKyIbMTYPHbIX
n 8 rpaduyeckux npomsBeseHuii
0.PoaeHa n3 doHpa MNbepa OxxaHaz-
Apl (Maptunw, LWBenuapus). locno-
anH JleoHapn [xaHapnaa npepjio-
KUN TaKXe ANA 3KCMOHMPOBAHMA
3 pabotbl nt06uMoii yueHuLpbl Poge-
Ha Kamunnbl Knogenb.

Cornacue npuHATH yyactue
B OpraHu3auuu BbICTaBKU Aas
Myseii n306pa3nTenbHbIX UC-
KycctB uM. A.C.MywkKunHa. Mapux-
ckue mysen - Mysein Opca u My-
3eit 0.PoseHa - rotoBbl NpesocTa-
BUTb MO [Ba MNpOU3BeEeHUA U3
CBOVX coBpaHui.

1
Lyjel L4
’7&9 | RODIN
2 v ! HAD A PROF

ACENTENNIAL (.
REUNION ¥
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GOLUBKINA

2004 MARKS THE 140th ANNIV-
ERSARY OF THE BIRTH OF ANNA
GOLUBKINA, ONE OF THE MOST
SIGNIFICANT RUSSIAN SCULP-
TORS. BUT THIS RAISED THE
QUESTION AMONG ALL THOSE
INTERESTED OF HOW TO CELE-
BRATE THIS DATE. ANOTHER
SOLO EXHIBITION? NOTHING
NEW IN THAT IDEA. HOWEVER,
BECAUSE IT IS

KNOWN

THAT

OUND INFLUENCE

ON HER WHY NOT

HAVE AN EXHIBITION OF
BOTH?

Anna Golubkina had
visited Paris three times.
Her last trip (1903-1904)
was when she went there
to work with marble. It was
then she saw Rodin for the
last time. A few years later,
in 1907, Golubkina wrote
fo him: "You gave me a

chance to feel free".
Quite unexpectedly the
idea was enthusiastically sup-
ported by a great friend of the
Tretyakov Gallery, Mr. Leonard
Jianadda, who expressed his
readiness to lend nine sculptures
and eight graphic works of August
Rodin belonging to the Pierre
Janadda Foundation of Martini,
Switzerland. In addition, Mr.
Jianadda suggested that three
works of Rodin’s favourite student,
Camilla Claudel, be included.
With this promising beginning,
the Pushkin Fine Arts Muse-
um in Moscow joined the
project. And the Musee
d'Orsay and Rodin’s
Museum, both in
Paris, each con-
tributed two
works for the exhi-
bition at the Tret-

yakov Gallery.
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A.CTOJTYBKMHA
JNexawas
HaTypwumua. 1890-e
3Ti0A

bymara, kapToH,
aKBapenb

ANNA S. GOLUBKI-
NA

Lying Woman. 1890s.

Study
Watercolour on
paper

lonyb6kuHa Tpwxabl Obina B Mapuxke. MNMocnegHas
ee noesgka (1903-1904 rr)) coctoAanacb poBHO CTO NeT
Ha3ap, Koraa oHa noexana B Mapux yuntbea pabotatb B
mMpamope. Torza xe coctoanach U nocnejHAs BCTpeya ¢
PopeHom. CnycTsa HeckonbKo net lony6KMHa B NCbMe K
PoaeHy roeopuTt: «Bbl fany MHe BO3MOXHOCTb ObITb
cBobogHoM».

BbictaBka B TpeTbAKOBCKOI ranepee yepes CTO NieT
CBeJieT B OHOM MPOCTPaHCTBe TPex CKy/bMTOPOB; MeCTo
KaX[oro n3 HWX B WCTOPMM MUPOBOW XYyAOXeCTBEHHON
KyNbTypbl YTBEPXAEHO BPEMEHEM.

Wpuna KpacHukosa
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A.CTOJTYBKNHA A.CTOJTYBKMHA
Myxckan ¢urypa TymaH. Baza. 1899
AnA KamuHa «Oroxb». 1900 Mpamop

[unc ToHMpoBaHHbIN
ANNA S. GOLUBKI-

ANNA S. GOLUBKINA NA
A man’s figure for the fireplace Fog. Vase. 1899
"Fire". 1900 Marble

Tinted Plaster

A.CTONTYBKMHA ANNA S. GOLUBKINA
[JleBoyka (MaHbKa) A Girl (Manka)

Mocne 1904 After 1904

Mpamop, runc Marble, Plaster

Moscow is proud to have
Anna Golubkina’s studio-museum
in Maly Levshinski pereulok, in the
house where she lived and worked,
and where her collection is perm-
anently displayed. Now a major
new exhibition at the Tretyakov
Gallery will allow the visitor o com-
pare her works with the Master’s,
and another student’s: the similari-
ties and creative divergences will
be fascinating.

Irina Krasnikova

KAMWIINA KNOAENb
PaccraBaHue
1888-1905

BpoH3a

CAMILLA CLAUDEL
L'Abandon. 1888-1905
Bronze

BbICTABKMU

A.C.TONNYBKMHA
Jlexalwas HaTyplmua
1890-e. 3Ti0A
Bymara, cenus

ANNA S. GOLUBKINA
Lying Woman
1890s. Study
Sepia on paper
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KATA ME/IBEIEBA

UCKYCCTBO bbiTb NPOCTOM

KATYA MEDVEDEVA
THE ART OF BEING ARTLESS

YcnokauBato HepBbl
1999
b. akBapenb. 20 x 15

I'm Healing My Nerves.

1999. Watercolour on
paper. 20 by 15 cm

CuipeHeBble
TaHuoswmubl. 2001
TkaHb, cMeLwaHHan
TexHuKa. 1259 x 119,3

Lilac ballet-dancers
2001

Cloth, mixed media
1259 by 119.3 cm

Hesecra. 2003 »
XoncT, akpun
83 x 58

The Bride. 2003 »
Acrylic on canvas
83 by 58 cm
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Yekaterina Medvedeva'’s path in art
has been far from easy, and she
would not consider herself an artist
even in her wildest dreams, while a
personal exhibition at the Pushkin
Fine Arts Museum would be in the
realm of pure fantasy. Katya has had
to pass through many hardships in
life, and her path since childhood
has been a very varied one: when
only nine years old, she lost her par-
enfs and was sent to an orphanage
in Azerbaijan; later she worked as a
weaver in Baku, then returned fo
her native village, but did not stay
there long and went further in
search of a better life.

She started painting rather
late, at the age of 39, when she was
working as a prop designer for an

CURRENT

ExatepvHa VBaHoBHa MepaBeseBa
MpuLLia B UICKYCCTBO He MO NpOTOpeH-
Hol gopore. OHa He cTpeMmnach 6bITb
XYAOKHUKOM, He MeyTana o6 3ToMm,
anepcoHanbHaa BbicTaBka B TMUN
uM. A.C.NyLIKMHa He Morna NPUCHNUTb-
CA ell Jjake B CAMOM KpacCUBOM CHe.
unsHb MeaBeaeBoii Obina Henerkom
yXe C [eTcTBa, cyabba M3psAAHO «mo-
MoTana» ee no crTpaHe: B 9 net, note-
pAB poauTenew, ManeHbKkasa Kata no-
nana B feTcKkuin AoM B AsepbaiigKaHe,
notomM paboTtana TKaumxoi B baky,
BepHynacb K cebe Ha pOAMHY, B poj-
HOe Cefo, HO He OCTanach TaM - yexa-
Na UCKaTb cyacTbA AanbLue. Prucosatb
ExatepuHa MBaHoBHa Havana nosg-
Ho - B 39 neT, Korga paboTana pexkeu-
31TOPOM MpPU HApOAHOM TeaTpe B OA-
HOM 13 Kny6oB Kucnoeogcka. A uepes
nonrosa B 3TOM e Knybe Obina opra-
HW30BaHa ee camasi MepBas Nepco-
Ha/lbHasA BbICTaBKa. Y)e mocie nep-
BbIX MOKa30B MybnmKe paboT «HOBO-
ncneyeHHom» XyaoxHuubl B Kucno-
BoACKe, benropose n Mockse Ha 3a-
BUCTb [JpYrux CaMoAeATeNlbHbIX Xy-
AoXHuKoB y Katn Mepgenesoid no-
ABUNNCH CBOW MOKNOHHUKM U Jaxe

EXHIBITIONS

MOKynaTeny, Cpean KoTopbix Obinu
MHOCTpaHUbl. Takoe npu3HaHue cpe-
AV 3anafHbiX KOMJeKLMOHepoB Co-
BPEMeHHOro UCKYCCTBa U NIeCTHble OT-
3blIBbl W3BECTHbIX XYAOXHWUKOB U UC-
KyCCTBOBE/I0B Cpas3y BbIAeIVIN ee 13
MHOMOYMC/EHHbIX CaMOAeATeNbHbIX
aBTOPOB M MpohecCMoHaNbHbIX XKi-
BOMMCLIEB.

Pabotbl Katn Measeaesoit MHo-
ro pa3 BbICTAaBAAAMCH 3@ pybexom,
BTOM uncsie Bo ®parumm (B Huuue),
BCErfa BbI3biBafA XMBOW WHTEpec.
Benwkuin MaTp uBonucm - Mapk LLa-
ran, yBuAeB KapTVHbI XyA0XKHULbI, Ha-
nucan: «<Kata MeaBegeBa — 310 yMcTo
pycckuii TanaHT. OHa Takxe Nnobut
LIBET, KaK U A,

TeopuectBo Katn MepaBepneBol
OTHOCWUTCA K HauBHOMY WCKYCCTBY -
Toii obnacTiu TBOpYecTBa, KoTopas
npexae npu1sHaBanacb MapruHanbHOM
1 HEeCyLLLeCTBEHHOM, @ HblHe CTaHOBUT-
€A ouLManbHO NPU3HAHHOM YacTbio
OTeYecTBEHHOW KynbTypbl. [10 MHeHUto
COBpEMEHHbIX Y4eHbIX, 3TO CBA3aHO C
pacLUMpeHneM rpaHuL, Toro, 4To BOOO-
Le CUMTAETCA XyAOXKEeCTBEHHOW LieH-
HOCTbIO, W3MEHEHWEM 3CTETUYECKUX

amateur theatre in Kislovodsk, in the
North Caucasus; only six months
later her first solo exhibition would
open in the same venue. Her first
public shows in Kislovodsk, Belgo-
rod and Moscow won Medvedeva
unexpected attention from admirers
and collectors, among them many
foreigners - a fact which naturally
aroused envy among her colleagues
who, like the artist herself, were
amateurs. But recognition from for-
eign collectors of contemporary art,
as well as the praise of respected
painters and art critics at home, set
her apart from other amateur and
even professional artists.

Her singular talent has made
Katya Medvedeva’'s name widely
known in the artistic circles
abroad: her pictures have been
exhibited in many countries. Once,
in Nice, France the famous Marc
Chagall is said to have noticed
Katya's paintings remarking: "she
loves colour as much as | do".

Katya Medvedeva's work
belongs fo the school of naive art,
which used to be thought marginal
and insignificant but which is now
being recognized as an essential
part of Russian culture. In the opin-
ion of art theorists it is associated
with a broadening of the very idea of
what must be considered artistically

significant, involving a shift in aes-
thetic ideals as a whole. The con-
trast between "naive” and "high-
brow" art was typical of artistic
thought of the turn of the 20th cen-
tury among avant-garde painters
who saw the naive as a source of
renewal of the painter's manner.
Thus, llya Zdanevich, Mikhail le
Dentu, Mikhail Larionov, Natalya
Goncharova, Vasily Kandinsky,
Alexander Shevchenko and many
others are counted among the dis-
coverers of naive art: they found it in
the Russian lubok folk pictures, in
painted stained-glass doors and in
works by the Georgian primitive
Niko Pirosmanishvili, as well as in
the aesthetics and design of town
shop-signs.

In a country with a strong
agrarian past like Russia, the major-
ity of naive painfers were likely fo
come from peasant families. Katya
Medvedeva was born in a small vil-
lage, but her work has not been
based on memories of traditional
Russian art and folklore, but rather
on the impressions of a first-gener-
ation city-dweller. Her work is
uniquely identified by its freshness
of perception of a sort which looks
customary for an infelligent city-
dweller. A major motive in Katya’s
work is its femininity, made up from

Y6vieHHas Lapckan
cembA. 2002
Xonct, Macno
200 x 284,8

Nicholas Il and His
Family Assassinated
2002

Oil on canvas

200 by 284.8 cm

npeanos. [lpoTvBonocTaBneHve «Ha-
MBHOE — y4eHoe MCKyCCTBO» Obino TW-
MUYHO ANA XYAOXKECTBEHHOW MbICAM
aBaHrapfa, BuAeBLUEero B MpyMUTMBE
WCTOYHUK OBHOBIEHWA TBOPYECKOM
maHepbl. Unba 3aaHeBuy n Muxamn
Jle-AanTio, Muxann JlaprnoHos 1 Hara-
nbA ToHyapoBa, Bacunuin Kanguh-
ckun, Anekcangap LLleBueHko 1 MHorne
Apyrue XyLOXHVKW Obinu nepBoOT-
KpblBaTenAMn MpUMUTKBA, YepTbl KO-
TOPOro Haxoamau B NybKe, B pacnuc-
HbIX CTeKnax, B MpPOU3BeAeHUAX rpy-
3MHCKOTO XyAOXHMKa-camMoydkun Huko
MnpocMaHUWBMAW, B UCKyCCTBe ro-
POACKMX BbIBECOK.

B cTpaHe c arpapHbIM npoLubIM,
Kakoi Obina Poccus, 6onbWKNHCTBO
HaMBHbIX XyA0XHWKOB BCeraa 1meno
KpecTbAHCKMe KopHu. Kata MeaBege-
Ba TOXe poAwunacb B AepeBHe, HO
TBOpYeCTBO ee C(HOPMUPOBAHO He
BOCMOMWHAHUAMU O TPaAWLIMOHHOM
HapoOAHOM UCKycCTBe, (onbKope,
a BreyaTieHnAMM ropoXxaHunHa B nep-
BOM MoKoneHuu. E, kak H1ukomy, npu-
CyLa CBeXeCTb B BOCMPUATUM BCero
TOTO, 4TO COCTaBAAET NPUBbIYHBIN Oa-
rax uHTennureHta. OCHOBHbIM B ee
XKMBOMMWCK, Ha HaL B3MNAL, ABNAETCA
BCe-TaKu reHAepHbI MOTUB, XyL0XKe-
CTBEHHOE BOMJIOLEHNE XEHCKOro
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B3MNAJA Ha OKpyxatoLwmin Mup. Taxe-
nas AvyHaa cyabba npeobpaxaercs
BepeHuLell KeHCKUX 06pa3oB, KoTo-
pble BonowawT coboin Meytsl 06
naeanbHON SyXOBHOM KpacoTe, rapMo-
HUW BHYTPEHHErO M BHELLHEro Mupa.
Tema Ganera nonbunacb Mea-
BeJeBOW nocse 4YTeHus aBTobuorpa-
(hNYeCKON KHUIM BCEMMPHO M3BECT-
HOW TaHUoBLMLbI Mann MNanceukoin.
KaTta noHsna, 4to *u3Hb GanepuHbl
camas TpyaHaa B mupe. «Tenepb A
3Hat: OanepuHbl, Kak W Jetn, -
XuBble aHrenbl. ToNbKO Mo 3emne Xo-
nam, - cymtaer Kara. beckoHeyHble
Bapvauuu Ha Tembl «Pomeo n xynb-
etTbl, «Kusenm», «JlebegmHoro o3e-
pa», GanepuHbl Ha peneTuuun u ne-
per 3epKasioM — BeCb 3TOT Kaiengo-
CKOM TaHLOBLUUL, B POCKOLIHbIX Ha-
pAAax HaMoOMMHAET HaM O WwejeBpax
Sprapa [lera, HO XyA0XKHULA UCKPEH-
He M HenocpeACTBEHHO KakK bbl 3aHO-
BO «OTKpbIBae™ 3Ty TeMy. MeaBepge-
Ba 3aCTaeT XeHLMHYy B pa3Hble Mo-
MEHTbI ee XXM3HW: 3TO 1 CBeTCKUe ae-
BYLLKM M3 «BblCLUero» obuiecTsa, He-
BECTbl B HAPOAHbIX KOCTIOMaX, MaTb U
anTa. Ha ogHoi 13 cBomx pabot xy-
JOXHUMLA Hanucana: <MaTepuHCTBO U
TaNaHT - OYeHb TAXeNas Hollay.
«CyacTtbe NerkuM He ObiBaem™, - Nito-

"'r.
L

3-2043

6ut noetopATb KatA. Henerkas mare-
PUHCKasA y4yacTb 1 HempocToi nyTb B
MCKYCCTBE HACTOJIbKO TECHO mnepe-
nnenncb B ee NMYHON cyabbe, uTo
Henb3A OTAEIUTb OAHO OT [pYroro.
«@KunBonucblo 0OHaXKEHHOW Aywm»
Ha3blBaeT TBOpYecTBO KaTtn Konnek-
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[Jesywka N 4.

M3 cepum «[leByLIKN

13 BbICLLErO
o6uiectsa». 2003
Xonct, Macno

46 x 57

Upper-Class Girls.
Girl No. 4.2003
0Oil on canvas

46 by 57 cm

PucyHok TaHua
2002. TkaHb, akpun
60,6 x 80

A Dance Pattern
2002

Arcylic on cloth

60.60 by 80 cm

the judgment of a woman artist on
the world surrounding her. Her own
personal experiences have con-
tributed to various images of
women who embody the painter’s
ideal of perfect inner beauty, and
the harmony of inner life and reality.

She became interested in bal-
let as a subject for her work after
reading the autobiography of the
world-famous ballerina Maya Pliset-
skaya; it brought a realization to her
that the ballet dancer’s life is the
hardest of all. "Now | know that bal-
lerinas, as well as children, are living
angels. They only walk on the earth,"
she believes. Her numerous varia-
tfions on "Romeo and Juliet",
"Giselle" and "Swan Lake", pictures
of ballerinas in rehearsal and in
front of the mirror - all comprise a
kaleidoscope of dancers in exotic
costumes which resembles the work
of Edgar Degas. This is no act of
copying, however: Medvedeva has
approached and studied this sub-
ject, sincerely and artlessly, in a
unique and personal way. She fea-
tures women whom she has encoun-
tered at different moments of her
life - high-featured ladies of the
upper-class, brides in folk costumes,
and the mother and child. One of

umoHep ee pabot lpuropwii MenbmaH,
KOTOpPOMY BMecTe C UCNaHACKWUM 6u3-
HecmeHoM CredpaHom BatH3 yaanoch
cobpaTb Hanbonee KpyrHyto Konnek-
umio npousseneHunii Katn Meggepe-
Boi1. CoBpeMeHHbIe y4eHble paccMart-
pUBALOT 3aHATUA XKMBOMMUCHIO HENpo-
theccroHanbHbIX aBTOPOB KaK CBoe-
06pa3Hyto ayToTepanuto, KotTopas no-
MOraeT yperynupoBaTb B3alMOOTHO-
WEHUA JIMYHOCTU C OKpyXalollei
cpenon. buorpagum MHorux Hame-
HbIX XYAOXHUKOB, CPeau KOTOpbIX
MOXHO Ha3BaTb AHpu Pycco, MaBna
JleoHoBa, Eneny Bonkoy, TaTbsHy
EneHok, cBuzeTenbCTBYIOT 0 TOM, 4TO
TBOPYECTBO MOMOIJIO MM NpPeoAoNeTb
HenpocTble W3HeHHble 06cToATeNb-
crea. Cyabba Katu MeaBeneBoii B
3TOM CMbIC/Ie He UCKIoYeHMe.

BbicTaBKa B My3eliHbIX 3anax ans
XYLOXHMWKa — 3T0 CBOEro poza AomnycK
B ucTOpuio uckycctsa. lMpusHaHue
TBOpyecTBa Katn MeaBeseBoit ogHNM
W3 NlyHLLMX My3€eB Hallei cTpaHbl fB-
NAETCHA BaXHbIM COObITVEM He TONbKO
ANA yB/IeYeHHbIX CTOPOHHUKOB HauB-
HOV KMBONMCY M NPUMUTBA, HO U ANA
3puTene, KOTopbIM, BO3MOXHO, yAaCT-
CA pasrafarb TaviHy BHYTPEHHero Mvpa
XYLOXHULbI.

KceHus bozemckas
Hadexda MycsHkosa

her canvases bears the words:
"Motherhood and talent are a very
hard burden". Katya's favourite say-
ing is, "happiness has never been
easy to bear." The burdensome des-
tiny of the mother and the demand-
ing fate of the painter have com-
bined so intricately in her own life
that it is difficult to separate one
from the other.

"Pictures painted by a soul
stripped bare" - that is how Grigory
Pelman, who together with a busi-
nessman from Iceland, Stefan
Wathne, has assembled the biggest
collection of Katya Medvedeva's
paintings, has defined her work.
Some art historians think that ama-
teur artists who take up painting do
so as a kind of self-therapy, an
attempt to control the interaction of
personality with environment. The

lives of many naive painters, such as
Henri Rousseau, Pavel Leonov, Yele-
na Volkova, Tatyana Yelenok, justify
this by the fact that their creative
work had helped them to solve some
vital questions. In this sense Katya's
life is no exception.

A personal exhibition in a
museum venue is supposed to be a
path info world art history. Thus,
the interest shown to Katya Med-
vedeva's work by one of Russia’s
best museums is very important not
only to those who tfruly value naive
art and primitivism - but also for
those who will visit the exhibition
and discover something of the
secret of Katya Medvedeva's inner
world.

Ksenia Bogemskaya
Nadezhda Musyankova

HeBecTa. 2003
TkaHb, cMeLaHHanA
TexHuka. 80 x 68

A Bride from Kasi-
mov. 2003

Cloth. Mixed media
80 by 68 cm

Axren Annna.1989
XoncT, Mmacno
192 x 142

The Angel Alina
1989. Oil on canvas
192 by 142 cm
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TOYKA 3PEHIA

«SotheBy's» u «Christie’s» opraHn3oBanu ayKLMOHbI pyCCKOr0 MCKYCCTBa B Tpa-

AMLMOHHBIN AN HUX CPOK B KOHLEe Hos6psA B JloHaoHe. Kak 06biuHo, «Sothe-

by's» npoBoaun aykumoH B age ceccun. JKusonucb 1 rpacduka npogasanuck 19

Hon6psa 2003 r. Ha Hbto-BoHa CtpuT, 34-35, ayKUMOH CKyNbNTYpbI, ileKopaTmB-

HO-NPUKNaAHOIo NCKyCCTBa U neyaTHom Fpad)MKM C AO68BHEHI/IEM HEKOTOpPbIX

paboT BTOpOVi MoMoBMHbI XX BeKa MPOXoAW Ha criefylwmin AeHb B «OnuM-

nuu», «Christie’s» 06beaMHWUN NPOAAXKy PYCCKOro UCKYCCTBa U NPOM3BeeHWiA

JeKopaTUBHO-NPUKNaaHbIX 13 cepebpa (XVI-XX BB.), HO NpoBen ayKUWOH B OC-

HoBHOM nomelleHnn Ha Knnr-Ctpur, 8, a He Ha «gouepHem» Ha HOxHoM KeHenHr-

TOHE, rie NpoxXoaAT Maslo3Ha4nMble TOPru, K KOTOPbIM B nocieaHne rogbl Obln OT-

HeCceH U ayKLMOH pYyCCKOro UCKyccTBa.

BOPUC
®PEAMAH-KNY3E/Ib
Moaenb durypkn
yAN4HOro Mansapa

ana dupmbl «Pabepxe»
1916

Pe3b6a no KamHi0

BORIS FREDMAN CLUZEL
A carved hardstone

model of a street painter
by Faberge

1916

IMUTPUI CTENNELUKNN
Mnakat BbicTaBKU
NamMATHUKOB PyCCKOro
TeaTpa (B MOAAEPKKY
PYCCKUX XyAOXHUKOB

B Mapwmxe). 1919(?)
Nutorpadusa

DMITRY STELLETSKY
Poster for Matinee

au profit des artistes
Russes resident en France
(event in support

of Russian artists in Paris).
1919(?)

Lithograph

JloHpoHcKMe HoABpbCKMe ayKumo-
Hbl Bcerga cobupatoT MHOMMX xena-
IOLMX B HUX y4acTBOBaTb, 0cobeH-
HO aKTMBHbI Ha HUX PYCCKUe MOKY-
natenn. Ha 3ToT pa3s KonuuecTBo
KONNIEKLMOHEpOB, ranepucros, au-
N1epoB, rofiocyLWmx no TenedoHy 1
3a04HbIMU BMTaMKU Ha obowmx ayk-
LIMOHAX, MOXeT ObITb 33 WUCKJIOYe-
HueM «Onumnum», 6bINO CTONb
fonblioe, YTO HaMOMHMIO fyyline
BpeMeHa «pyCCKUX TOProB» B KOHLie
1980-x rogos.

YyacTHUKOB MHTepecoBanu npexpae
BCEr0 MHOrOYMC/IeHHble Npoun3Be-
AEHUA «ngepa» PycCKOW aHTUK-
BapHol xuBonucu WMBaHa AnBa-
30BCKOr0, WMPOKO MpeAcTaB/ieH-

MBAH ABA30BCKUI
Bug KoHcTtaHTuHOMONA
1852

Xoncrt, Macno

IVAN AIVAZOVSKY
View of Constantinople
1852

Oil on canvas

OVE CKATC iﬂk.aim A
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Hble Ha 060MX ayKLMOHaX, a TaKxe
uenbiii pag pabotr K.KoposuHa,
H.lTonyaposow, [.Bypnioka Ha
«Sotheby's» n 6nok npousseaeHunin
W.lWuwknHa wun  W.PenuHa Ha
«Christie’s». MNpaBaa, HeckonbKo pa-
601 U.WUnwknHa 6binn oueHeHbl B
NPUNOXKEHUU K ayKLMOHHOMY KaTa-
10Ty KaK Bbl3bIBaloLL/ie COMHEHNA.
HeyknoHHOe noBbIWeHWe LeH, yac-
TO TPyAHOMOTMBMpYeMoe, oTMeva-
eTcs 3a nocnefHue rofbl Ha MHO-
rmx pacnpopaxax. Ha «pycckux
ayKumoHax» 6opbba pasropanacs,
4acTo JOXOAA A0 NapajoKCcanbHbIX
pesynbraToB. Tak Ha «Sotheby's» 3a
204 toicaum gonnapos (120 TeicAy
¢dyHTOB) + VAT 6bIn MpofaH nosa-
Huin napwxckun xonct K.Koposu-
Ha, LleHa Ha KOTopbli elle noiroza
Hasaj He coctaBuna 6bl 1 60 TbI-
cAY gonnapos. 3a 226 ToicAY Aon-
napoB 6bina npogaHa paborta C.Cy-
AelKnHa Tbunucckoro nepuona
(1919 r.). bonee 350 TbicAY gonna-
poB obolencA HOBOMY Blajenbly
xonct lN.KoHuyanoBckoro «Kynanue
B MONAEHb», CO3AaHHbIN B NEpUoA
TBOpYecKoro Kpusuca astopa. Ma-
paZoKCchbl CONPOBOXKAANU U pacnpo-
aaxu «Christie’s». «Bug Puma»
H.YepHewoBa HecMOTpA Ha HeOXW-
JAHHO BbICOKUIA 3CTUMENT Obln
npojaH B [Ba pa3a Jopoxe - 3a
380 TbicAY dyHTOB. B 11 pas nepe-

HALWW NYBANKALNN

Kpbl 3CTUMENT yAap MONoTKa 3a
nocpeacteeHHyto paboty B.Bepe-
waruHa «Bug Kpemnsa B TymaHe»,
6onee yem 3a 100 TbicAY ¢yHTOB
npoaaH opaeH AHgpes lNepBo3BaH-
Horo. / Bce-Taku peKopAHOW LieHbl
jocturnu npousseaenna W.AinBa-
30BCKoro ¢ Buaamu KoHcTaHTMHO-
nons, npojaHHble Ha «Sotheby's»
MOA KOHEeYHbI yAap MONOTKa 3a
cymmy B 850 ThicsAY fonnapos, a Ha
«Christie’s» 3a 650 TbicAY yHTOB.
K 3toin undpe cnegyer fo6aBuThL U
AOMNONHUTENbHOE Hanoroobnaxe-
HWe, 4ToObl MOHATH, 4TO NOA0OHbIE
paboTbl 06xoaATca Gonee Munano-
Ha Zonnapos.

AGBCONIOTHBIA peKopa YCTaHOB/EeH
«Sotheby's» n npogaxeit ackusa Te-
aTpanbHoro Koctioma Jl.bakcra, aB-
NALWErocA yBeNUYEHHbIM aBTOp-
ckum nostopom 1922 roga KocTio-
ma «3xo» ansa Tamapbl KapcaBuHoi
U3 AArMNEeBCKOM NOCTaHOBKK bane-
Ta «Hapumce» 1911 roga. Mpwu cpea-
HeMm actumerite B 100-140 TbicAy
yAap MonoTka 3adumKempoBan ung-
py B 680 Tbicay gonnapos (400 000
¢yHTOB). Camyio Gonbluyio LeHy B
750 TbicAy ¢yHTOB 3aduKcmpoBan
MONIOTOK Ha aykumoHe «Christie’s»
3a GUrypKy Mansapa pabotbl MacTep-
ckori ®abepxke, BbINONHEHHYIO B
1916 roay 3 aparoueHHbIX 1 nony-
JparoueHHbIX KaMHen.
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BANEHTUHA KYJIATUHA
ABTOMOPTPET C LBETaMN
XoncT, KapaHaal, Macno

VALENTINA KULAGINA

Self-portrait with Flowers
Pencil and oil on canvas
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JoCTaTo4HO BbICOKO A1 COBpPEMeH-
HOTO pyCCKOro MCKyccTBa Obina oLe-
HeHa u paboTta [.KpacHoneBuesa,
npojaHHas Ha «Sotheby's» 3a 50 TblI-
cAY gonnapos. U X0TA CTPUHT MCKyC-
CTBa HOHKOH(hOPMU3Ma, BKIIOYALO-
Wwmin pabotbl B.AKoBnesa, A.3Bepesa
n [O.KpacHoneBueBa, B LeJOM He
MPUHEC APKUX pe3yNbTaToB, OYeBUA-
HO, YTO HaMepeHWe pPyccKoro oTAena
«Sotheby's» BBOAMTL B TOproBblii
060pOT MCKYCCTBO HALINX COBPEMEH-
HWUKOB He Ccly4aiHo.

Mpopaxn HOAOBPLCKMX ayKLMOHOB B
JloHAOHe B LleNoM NOAHANM rofoBble
ueHbl B 2,5-3 pasa. Mpn 3tom go-
BOJIbHO BbICOKMM OKasancs W npo-
LUeHT npoaaxwu. Ha «wkmeonncHom»
«Sotheby's» ns 243 notoe npogaHo
84% pabort. Ha «Christie’s» npoueHT
npogax mn3 230 n0T0B, U3 KOTOPbIX
n306pasnTeNbHOE UCKYCCTBO CO-
crasnano nvwe 135, noytn aHanoru-
yeH. Bonee nonoBuHbI NoTOB GbIK
npuobpeTeHbl POCCUIACKUMM MOKY-
naTeNsMu, YTO CBUAETENbCTBYET 00
aKTUBHOCTW POCCMICKOr0 aHTUKBap-
HOTO pbIHKa, KOppeKTupyloLlero Le-
Hbl N0 IOHAOHCKMM npoaaxam. U xo-

TA MHOMME U3 HWUX TPYAHOOOBACHM-
Mbl, OKa3anucCb MOAHATHI LieHbl KaK
Ha 3HaYuUTeNbHble, TaK U Ha MaoOWH-

TepecHble MpOoV3BeAeHNs, NOyYeHo
eLLe OAAHO NOATBEPXKAEHME, UTO LIEHbI
aHTUKBApPHOTO PbIHKA MOCTOAHHO
pacTyT, a BMECTe C HUMU PacTyT LieHbl
Ha pycckoe uckycctso. lNpoleawme
pycckue aykumoHbl «Sotheby's» u
«Christie’s» ABnAlTCA TOMy APKUM
NOATBEPKAEHUEM.

Baneputii flydakos

MBAH LLUNLLIKWH
ITI04 NECHOM NonsHbI
netom. 1870

Bymara, HakneeHHas
Ha KapToH, Macno

IVAN SHISHKIN
Study of Woodland
Glade in Summer.
1870

Oil on paper laid
on cardboard

LONDON'S 2003 ANNUAL
RUSSIAN ART AUCTIONS:

A SMASHING SUCGESS

THIS AUTUMN SOTHEBY'S AND CHRISTIE'S HAD THEIR RUSSIAN ART
AUCTIONS IN LONDON AT THEIR TRADITIONAL TIME, LATE NOVEMBER.
SOTHEBY'S AUCTIONS WERE HELD IN TWO SESSIONS ACCORDING TO
THEIR USUAL PRACTICE: PAINTINGS AND DRAWINGS WERE AUCT-
IONED AT 34-35 NEW BOND STREET ON 19 NOVEMBER WHILE SCULP-
TURE, DECORATIVE ARTS AND PRINTS AS WELL AS SOME WORKS OF
THE 1950S TO 1990S WERE SOLD AT OLYMPIA ON 20 NOVEMBER.

Christie's preferred not to separate
the Russian art collection from the
European decorative arts, mainly sil-
verware from the sixteenth to the
twentieth centuries. Significantly, the
Russian auction was held at 8 King
Street, Christie's central showroom,
not at their South Kensington affili-
ate, normally used for minor auctions,
and where their Russian art auctions
have been held for the past few years.

The November auctions have always
been popular, especially among
Russian buyers. However, this
autumn the interest on the part of
art collectors, gallery owners and
art dealers, bidding over the tele-
phone or through their representa-
tives, at all the auctions, with per-
haps the exception of the one at
Olympia, was noticeable, with sales
matching those of the late 1980s.

AMUTPUN
KPACHOTEBLIEB
Komnosumuusa ¢ usetamu
B Base. 1960

Jocka, macno

DMITRY KRASNOPEVT-

SEV Composition with
Flowers in a vase. 1960
Oil on board

Of primary interest were the numer-
ous paintings by Ivan Aivazovsky,
the Russian antique painting "auc-
tion leader”, which were shown at
both Sotheby's and Christie's. But
works by Konstantin Korovin,
Natalya Gonchyarova and David
Burlyuk, at Sotheby's, as well as
those by Ivan Shishkin and llya
Repin at Christie's drew consider-
able attention, despite the fact that
some of Shishkin's paintings were
mentioned in the Catalogue Supple-
ment as being of dubious authentic-
ity.

The steady rise in prices for
works of art, which in some cases
are difficult to explain, has been
noticed at many auction houses.

Russian art auctions witnessed
real "bidding wars" leading to some
startling results. Thus Sotheby’s auc-
tioned a Korovin canvas of his late,
Paris, period for $204,000 US, or
£120,000 UK, (excluding VAT), while
merely six months earlier the price
might have been no more than $
60,000 US. Similarly, Sergei
Soudeikin's 1919 picture, from his

VBAH AMBA30BCKUM
MpubbiTne pycckoro Kopabns
B KoHctaHTuHoMonb. 1880. Xonct, macno

IVAN AIVAZOVSKY

Arrival of a Russian ship
in Constantinople. 1880. Oil on canvas
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JNIEB BAKCT

X0 HENPUHYXAEHHOCTH
1922

bymara, akBapenb,
KapaHpall, noKpbITe
30/10TOM U cepebpom

LEV BAKST

Echo Abandonne
1922

Watercolour over
pencil heightened
with gold and silver
paint on paper

Thilisi period, went for $226,000 US.
"Bathing at Midday" by Pyofr Kon-
chalovsky, painted when the artist
was nof thought to be at his best, was
purchased for $350,000 US.
Christie's auctions saw similar upsefs.
"A View of Rome" by Nikolai Cher-
netsov, made £380,000 UK, twice its
estimated value. “The Order of St
Andrew First-Called” was purchased
at a price over £100,000 UK. And
incredibly, Vladimir Verescha-gin's
"Winter View of the Kremlin through
Fog", a rather commonplace painting,
was sold for eleven times the starting
bid.

Still, Aivazovsky led the sales:
his views of Constantinople went at
Sotheby's for $850,000 US and at
Christie's for £650,000 UK. With
taxes the totals for each purchase
exceeded $1,000,000 US.

The record bid at Sotheby's this
autumn was for the sketch of a ballet
costume by Lev Bakst. It was a larg-
er copy made by the painter of his
1922 sketch of the “Echo" costume
designed for Tamara Karsavina who
performed in the 1911 Diaghile pro-
duction of “Narcissus". It was esti-
mated at $100,000 to $140.000 US
but the final strike of the gavel
closed at $680,000 US, or £400,
000 UK.

The highest Russian jewellery
purchase, £750,000 UK, was at
Christie’s for the "Street Painter”, a
1916 Faberge statuette of precious
and semiprecious stones.

This year Sotheby's included
contemporary Russian art. A can-
vas by Dmitry Krasnopevtsev made
$50,000 US, a notable achievement.
But although the non-conformist
works of Vladimir Yakovlev, Anatoly
Zverev and Dmitry Krasnopevtsev
were less successful than had been
expected, their participation in the
auction is still significant: it is likely
Sotheby's Russian Art Department
will offer more modern Russian
paintings in the future.

Statistically, Sotheby's 2003
Russian auctions saw price increases
2.5 to 3 times higher than last year's.
The percentage of sold items also
increased: of 243 paintings 84%
were sold. Christie’s put to auction

AJNEKCAHPA 3KCTEP

HatiopmopT ¢ dpyKTamu, oBowamu, Haiuei
¢ ANLaMun 1 BYTbINKON MONOKa

Okono 1908-1909. Xoncrt, macno

ALEKSANDRA EKSTER Still-life with Fruit,
Vegetable, Bowl of Eggs and Bottle of Milk
C. 1908-1909. Oil on canvas

KOHCTAHTMH KOPOBUH
Bynbeap Xayccman B Mapwxe. Xonct, macno

KONSTANTIN KOROVIN
View of the Boulevard Haussman, Paris
Oil on canvas

230 lots, with 135 paintings, and
made about the same percentage of
sales. Inferestingly, more than half
the canvases were purchased by
Russian clients, showing that the
antique painting market in Russia
affects the prices at London auctions;
this includes both outstanding
works of art as well as the mediocre,
which only confirms the well-known
market adage - prices for antique art
always grow. Prices for Russian art
are growing foo and Sotheby's and
Christie’s auctions this autumn
offered ample proof.

Valery Dudakov
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[anuna Bonyek:

A CoElAJTA G YPOKOB B TPETbAKOBKY...

108

fl BnepBbie 3awna B Teatp «Co-
BPEMEHHUK» CO CJyXKeOHOro
Bxopaa. U3 Teatpa ABbixogunac
NOJIHbIM 0CO3HaHUEM TOro, 4TO
CJI0BO «C/Y}KeOHbIN» NpoUcxo-
AVIT OT C/IOBa «CJTy?KEHUE», KO-
TOpoe He TepMNUT CcyeTbl, HECMO-
TPA Ha BCIO CYETHOCTb U cye-
TAMBOCTb coBpeMeHHon «Co-
BPeMEeHHUKY» XU3HMU...

Al MeaneHHo Wna K MeTpo, U of-
Ha MbIC/Ib He OTIycKana MeHs,
LeJIACh B Aiyuly CBOMM BOnpocu-
Te/IbHbIM 3HAKOM. KaK, OTK/IUKa-
Aicb Ha Bce Mep30CTH ObicTpoTe-
KyLLLe/ YKU3HU, COXPaHUTD AyLly
OTKpbITOW ANA N06BU, cocTpa-
AaHuA n aobpa? U kak soHecm
CBOM NOCbU 10 TEX, KTO NpuLLen
B TeaTp 3a JIl0G0BbIO U ouuiLe-
Huem? Kak?..

TPETbAKOBCKAS TANEPES

NaHMpoBanoCb WHTEpPBbIO,

HO HepeaKo npuxoauTcA

MEHATb XaHp Ha xoay. Xy-

AOXeCTBEeHHbIi pyKOBOAW-

TeNlb TeaTpa - YieH peAKon-
nermmn xypHana «TpeTbIKOBCKaa ra-
nepes». Ml yuactve B paboTe xypHana
lannHbl bopucoBHbl Bonyek - He
topmasibHas 06543aHHOCTb N3BECTHO-
ro jeATens WCKYCCTB yKpallaTb Co-
6010 peaaKLMoHHbIe coBeTbl. Beeraa
HY>eH B3rNAJ, CO CTOPOHbI, HO B3MNAA
WMEHHO XyAoXHuKa. lannHe bopwu-
COBHe He MpULLN0Ch NOACTPanBaThbCA
noj TemaTuKy XypHana «TpeTbAKoB-
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CueHbl

13 cneKTakna
lanvHbl Bonuek
«Murmanmon»

(/3 apxuBa Teatpa
«CoBpeMeHHUK)

CKaA ranepes», OHa roBopunaa o TOM,
YTO COCTaBJIAET CYTh €€ PeXMCCepcKo-
ro BUAEHWA, YeTKo cdopMynMpoBaB
CBOE YyTKOE YyBCTBEHHOE OTHOLLEeHne
K mupy. fanvHa BopucoBHa Bonyek
cpasy e onpegenuna cebs Kak yeno-
BeKa, KOTOpbI BCe «BUAMT B LiBETe U
yepes LBeT», CHAB MOW npeAaBapu-
Te/IbHO MOArOTOBJIEHHbIV BOMPOC.

MHTepBbio YacTo HauymMHatoTeA C
ornAAbIBaHMA Hasap,

- ...Bce HecnpocTa, - roBopurT la-
nvHa bopucosHa. - Wkony A He no6u-
na, ¢ ypokoB cberana B TpeTbAKOBKY
nnu B «YapHUK» Ha KuHo. [la, HaBep-

Photos from the archive

of the “Sovremennik” theatre.
Galina Volchek’s production
of “Pygmalion”.

Galina Volchek:

THE “TRETYAKOVKA” CLASSES

To enter Moscow’s Sovremennik theatre |
opened the door marked "Staff Only" - and
when, an hour later, | returned through it |
was left with a strong feeling that for that
single hour, | too had indeed belonged to its
staff.

TOYKA 3PEHUNA

he word "sovremennik”
means "contemporary"’, but
Russians associate it with
something more, something
connected particularly with
the name of this theatre - as a
symbol of the progressive decade
of the 1960s in the Soviet Union;
this something is connected with
"keeping pace with the times", or,
"living the life of ordinary people”.
| left the theatre to find myself in a
crowded street, surrounded by
"ordinary" people - the same
street to the nearby subway sta-
tion that my contemporaries - the
actors, artists and directors of the
Sovremennik theatre - walk along
every day. One thought continued
to disturb me: How fo respond?
How to find grains of gold in the
mud under your feet? How to har-
vest the grapes of wrath of your
people, and remain open to love,
sympathy and kindness? How to
send a message of everlasting love
to those who come to the theatre?
Then my thought furned to
my interviewee, Galina Volchek,
the artistic director of the theatre,
a leading figure of the Sovremen-
nik, and a member of the Editorial
Board of the magazine "The
Tretyakov Gallery". Her participa-
tion in the magazine's work is far
from formal, for Galina Volchek -
as she puts it herself - is "a per-
sonality who perceives everything
in colour and through colour".
An interview often starts with
a certain "looking back", and with
Galina Volchek this means back to
her school years, when she would
miss classes to run to the
Tretyakov Gallery or to a cinema.
That is how her close contact with
the real masterpieces of Russian
art was established, one which
would never lessen in the years
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Hoe, HecripocTa. B TpeTbAKkoBKe mor-
Na nponajaTtb Yacamu, Bpema oT Bpe-
MEHW NMPUCOEANHSAACH K IKCKYPCUAM.
MoMHMNa, Kak BUCAT KapTWHbI B 3a-
Nax... Kak roBOpuUTCA, MOFNa XOAWTb
Mo 3anaM C 3aKpbITbIMU FNa3amu, ec-
A Bbl 3TO He 3ByYano CTob napa-
JOKCaNbHO Mo OTHOLUEHUIO K M306pa-
3UTeNbHOMY McKyccTBy. Mos Mama
Jaxe XBacTanacb MOMMU MO3HAHUA-
MW - A MOrna, Hanpumep, 3anpocTo
Ha3BaTb CaMyl0 NepBYi0 KapTWHY B
Konnekummn TpetbAkoBa... C Tex mop
owlyuleHVe LBeTa BOWAO B MOIO
MIOTb U KPOBb, A KaK Obl BMUTana ero
c KapTvHamu TpeTbsaKkoBKkWu... 1 po
CUX NOp HeBepHble, HenpaBuibHbIe —
CyObEeKTUBHO A1 MEHA — COYeTaHus
LBeTOB (M3UYeCKM LapanakwT MHe
KOMXY...

W HeT Huuero yanBuUTENbHOMO B
TOM, YTO yKe B NpoLiecce YTeHUSA Mbe-
cbl y fanuHbl BopurcoBHbI cknagpbiBa-
eTcA KOoJopucTMYeckuin obpas byay-
LLero CreKTakns.

- fl penana cnektaknb «BuwHe-
Bbin cag» co Cnason 3aliLeBbiM, -
BcnomuHaet lanuHa bopucoBHa. -
W cyactnmBa, YTO OH — XYAOXKHUK -
MPUHAN Moe LBETOBOE pelleHue
cnekTtakns. [epBbIfi aKT - Bce OTTeH-
K1 Genoro M HeMHOro MacTefbHbIX,
CBeT/IbIX TOHOB. BTopoi aKT - He-
CKONbKO TEMHee, rayLue. Tpetun - Bce
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CueHbl

13 creKTaKkna
lanunbl Bonyek
«BuwHeBbIn cag»
(M3 apxuBa Teatpa
«CoBpeMeHHUK»)

_ !'ginig

Few

OTTEHKW OT pO30BOr0 [0 TEMHO-BULL-
HeBOro, NoYTN (GrONETOBOrO, Mbl Ha-
3Bany 3T0 «B36ecUBIUMIACA BULIHe-
Bbli cag»... W yeTBepThIN — OT ceporo
K YepHoMy. BoT Bam BcA nbeca, pac-
CKa3aHHas LBEeTOM.

N «Murmanvon» A pacckasana
LBeTOM. TaM XyAoXXHUKOM 6bin MaBen
Kannesuu. 3nu3a lynutrn - GykeTnku
(uanok, 1 Bce LBETOBOE pelleHue —
Ha oTTeHKax (uanKoBbIX LBETOB,
BMJ10Tb A0 (PpaKoB...

LiBeToBoe pelieHue cnekTakns
HeoTAennMo OT CBETOBOro. M xynox-
HWMKW MO CBEeTy — Bparu-apysbs, Apy-
3bsA-Bparu.. «CHavyana obeckypaxe-
Hbl OT MOCTaBNEHHbIX MHOK 3ajay,
HepeaKo AaXe NPUHMMAIT UX B LWTbI-
Ku, - roBoput lanvHa BopucoBHa, -
MoOTOM caMWU e BAOXHOBIAKTCA
uMn...». MipeT xuBoi npouecc obuie-
HUS MeXAy TeMM, KTO CO3[3€eT CreK-
Taknb, ANA Toro 4Tobbl cocrtosncA
npouecc o6LEeHNA CO 3pUTENEM...

B HenpuHyxaeHHOM pa3roBope
Mbl HEBOIbHO FOBOPMM He TONIbKO O
TeaTpe, HO 1 06 MCKyccTBe BOOOLLE.
«lpocTtnTe 3a HeKoTopbl nadoc, -
rosoput lannHa bopucosHa, - Ho He
MOry He 06WATbCA C UCTUHHBIM UC-
KycctBoMm. CTapatoch cbexartb co CBO-
ero AHA poxaeHuA. Bot Ha mpo-
Wbl - cbexana B Pum. B feHb moe-
ro POXXAEHWA C yTpa Wwen AoxAb. A pe-
wuna caenatb camoil cebe nMoaapok:

B3A/1a TaKCU 1 Noexana Ha cBujaHue
K Mukenangpxeno - K ero «[lbete».
Koraa A BnepBble yBupgena 3Ty
CKYNbNTYpY, A UCNbITana LWOK, c/esbl
camu no cebe MaANCb U3 rnas, cnesbl
OYMLLEHNA NUCKycCTBOM... Toraa «[be-
Ta» He Oblna ewwe nog 3alUTHbIM KOj-
nakoM... A rog Ha3ag A cToana nepea
3TOM CKYNbMTYpOM OKOMO Yaca, He
MeHbwe. M noHAna, 4to, BUAMMO,
CKYNbNTYpa, KaK HW OAWH ApYroi BuA
n3006pa3snTeNbHON0 MCKycCTBa, Cno-
cobHa BeKaMu, ecnv He TbicAYeneTus-
MW, XpaHUTb aypy, IHepreTUKy co3aa-
Tens... Pazge MoxHO Obino 6bl noaa-
putb cebe B PuMe yTo-HMbYAb Gonee
LleHHoe, bonee npekpacHoe?.»

Kak xopolwuo, nogymanocb MHe,
4YTo nNpuM BCeM 3aHATOCTU Yy
lanuHbl BopucoBHbI Hawnoch Bpe-
Ms He AN1A GopManbHOro NHTEPBbIO,
a AN UCKPEHHEero copepaTenbHo-
ro pasrosopa.

becedosana
Hamanna BotickyHckas

MypHan «TpembsAKosckas eane-
pesa» no3dpasisem [anuHy bopucos-
Hy Bonuek c OHem pox0OeHus u xena-
em eli MHo2uX yOa4HbIX penemuyudl u
npembep, a 3a00HO ~ 4acmbix Nobez208
(80 cHe u HasBy) 0/ 06WjeHUSA ¢ Nito-
6UMbIMU KGPMUHAMU, CKYJ/IbNMypamu,
2opodamu u cmpaHamu!

ahead. She spent hours in the Muse-
um, sometimes joining guided tours;
as years passed, she seemed to be
able to walk from one of its galleries
fo another with her eyes closed,
however paradoxical that might
sound when applied to the visual
arts. Galina Volchek remembers her
mother proudly demonstrating her
daughter's knowledge of the
Tretyakov Gallery collection. "Will
you" - she used to say - "fell us what
was the first painting purchased by
Pavel Mikhailovich Tretyakov?"; and
Galina, to the great surprise of
guests, would burst out with the
answer...

Thus she absorbed a feeling
for colour, and a perception of
colour into her flesh and blood;
Volchek says that to this day the
juxtaposition of contradictory and
non-matching colours seem to
scratch at her skin.

It is not surprising that the
moment Volchek reads the play
which she is preparing to stage, a
colour image of the whole of the
performance forms itself in her
mind and imagination. One example
was a production of Chekhov's "The
Cherry Orchard", with the famous
couturier Slava Zaitsev as stage-
designer. He accepted Volchek's
vision (or perhaps decision): to pres-

from the archive
of the “Sovremennik”

ent Act | in white and/or pastel
colours; Act Il - a little darker; Act Il
culminating in all the shades and
nuances of the cherry-red - from
light crimson to a dark-red reaching
almost towards violet. "We called it
‘the  wild, maddened cherry
orchard’," Volchek says. And then a
grey and black Act IV: the whole of
the play told by colour.

The same happened with
Shaw’s "Pygmalion” (with stage
designer Pavel Kaplevich). Eliza
Doolittle sells violets, and the colour
setting of the production captured
all the nuances of violet, even down
to the tail-coats...

Galina Volchek is a very
demanding director. And light
designers are first her "antagonists”,
but when they accept her colour
vision of the production they
become her collaborators. It is thus
that the living process of creating a
production usually develops in order
fo establish live contact with the
viewer.

Galina Volchek states that she
cannot imagine life without an
active communication with genuine
art. For years she has tried to mark
her birthdays away from the usual
parties of Moscow, leaving the city
for a while. Last year took her to
Rome: on the early rainy morning of
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her birthday she went by taxi to St.
Peter's fo Michelangelo’s "Pieta”. It
was not her first sight of Michelan-
gelo’s masterpiece, and Volchek
remembers how when she had seen
this sculpture for the first time she
experienced a kind of an emotional
shock, tears pouring down her
cheeks as she stood before if,
unaware of the passing of tfime...
Last year she spent more than an
hour again admiring the "Pieta".
Galina Volchek says that she thinks
that sculpture, perhaps unlike any
other art form, is able to retain for
centuries, if not for thousands of
years, the aura, inspiration and cre-
ative energy of the artist. "Could |
give myself a betfter present on my
birthday?" she asks me. | assume the
question is a rhetorical one.

Natella Voiskounski

"The Tretyakov Gallery" maga-
zine congratulates Galina Volchek
on her birthday and wishes her
many new brilliant premieres, as
well as frequent escapes to cele-
brate her upcoming birthdays with
her favourite paintings and sculp-
tures in her favourite cities and
countries!




