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NPOEKT

3oJioTas
KapTa

Poccun

UPKYTCKII OBJIACTHOM
XY10XXECTBEHHBIN MY3E!
WMEHW B.N.CYKAYEBA

Bbozomamepb

u UNoanH bozocnos,
npedcmosAwue Pacnsmuto
XVIII Bek. Cnbumpb
@PparMeHT CKyNbNTYpHON
KOMNo3Munn

178x58x34 (boromatepb)
183x58x37

(NoanH Borocnos)

The Virgin Mary

and the Apostle John
before the Crucifix

18th cent,, Siberia
Fragment of a sculptural
composition

178 by 58 by 34 cm
(The Virgin)

183 by 58 by 37 cm
(Apostle John)

3ON0OTAA KAPTA POCCHUN

HaTtanba Tonctana

Bauasio upKymcKoMy cobpaHuto NoJIoXKwia KapMUHHAA 2a/1epes KpYNHo20 06-
weamseeHHO20 0esAmeIA U MeyeHama, yousUuImeIbHoO20 4YeJ108eKa U CbiHa csoeli
3noxu Bnadumupa iinamoHosuya uykayesa (1849-1920). lio MamepuHcKoli
JIUHUU OH NPUHAdexan K u3secmHoli 8 Uuubupu Kynedeckoli ¢pamunuu Kpa-
Ne3HUKOBbIX, UHMepec K Xusonucu y Komopbix nposswica ewe 8 XVIII sexe,
K0200a Ha4w1a CKNadb18aMbCA ceMeliHaA NopMpemHas 2a/iepes. liopmpembI Kpa-
Ne3HUKOBbIX-UyKa4esbiX nucaiu doMawHuli xxusonucey, B.A.Anumos, dexa6-
pucm BA.becmyses, MecmHbiii Xy0oxHUK b.h.lileckos u dpyaue. A.A.Kpane3Hu-
Ko8, 0707 Bnadumupa tiamoHosu4a, 6pas ypoKu xusonucu y nemepbypacko-

20 xyooxHuka A.I.lopasckozo, dpyea u cosemyuka ii.b.KpembsaKosa.

BaxHyto ponb B ¢opMupoBaHUM nny-
Hoct CyKaueBa cbirpana ocobas ay-
xoBHaA atmocdepa Wpkytcka, cno-
KUBLIasicA Gnarofaps CCblIbHbIM Ae-
kabpuctaMm 1 06LecTBEHHbIM JeATe-
nam Cubupu. OKOHYMB MPKYTCKYIO
KNaccuyecKylo rMMHasuio, KoTopas
cyntanacb ogHom m3 nydwmx B Poc-
cum, B.M.CykaueB npogom«mn o6pazo-
BaHMe B yHuBepcutetax Knesa n lMe-
TepOypra, nocse Yero BepHyCH B POA-
Hol UpkyTck, roe B 1885-1898 ropax
6bin 136paH ropoACKUM TOJIOBOWA.
CBoe npepHasHauyeHve Bnagumnp
MnaToHOBMY BUAEN B CNyXeHWUW poj-
HOMY Kpalo, pasBUTUUN ero KyjbTypbl,
Hayku n obpasoBaHus. HecoMHeHHoe
BAMAHWE Ha Monojoro cobupartens
okasana gestenbHocTb [1.M.TpeTbsko-
Ba, Ubsl ranepes B MockBe ¢ Havyana
1880-x ropoB ctana o6LieA0OCTYNHOW.
MepBble kapTuHbI B.M.CykayeB nprob-

B.J1.EOPOBMKOBCKUM
TNopmpem senukoli KHsxHbI AnekcaHOpbI [1asn08HbI
Xoncr, Macno. 72x57

Vladimir BOROVIKOVSKY
Portrait of the Grand Princess Alexandra Pavlovna
Oil on canvas. 72 by 57 cm

-




pen B Hayane 1870-x rogos B [e-
TepOypre Ha BbICTaBKax, ayKUMO-
Hax, a NOpPoI 1y caMUX XYAOXKHU-
KOB WU UX poACTBeHHMKOB. [o-
JIOTHa BEe3/IM CHayana no enes-
HOW Aopore, a nocnefjHuve nNATb
TbicAY BepcT Ao WpKytcka - Ha
caHsXx.

B 1874 ropy B 3naH1uM My3es
BocTouHo-Cubumpckoro otgena Nm-
nepatopckoro Pycckoro reorpagu-
yeckoro obuiecTBa BrepBble 3KC-
noHuposanocb okono 30 KapTuH
n3  cobpaHus  B.MN.Cykauesa.
K 1880rogy konnekuusa ysenuuu-
nacb BABOE, NPUYeM COBPEMEHHU-
K/ 0TMevasii ee BbICOKUI Xypoxe-
CTBEHHbI ypoBeHb. OcHoOBY co-
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K.A3EJIEHLIOB
lMopmpem soeHHo20
1829 (?)

Xoncr, Macno. 27x22

Kapiton ZELYENTSOV
Portrait of a Military
Man. 1829 (?)

Qil on canvas

27 by 22 cm

OpaHusa cocTaBuM Mpou3BeAeHUA
XYAOXKHVKOB-NEpPeABMKHUKOB -
B.M.MakcumoBa, [.[.MacoepoBa,
W.E.Pennna, M.K.Knoara, B Hem Obl-
NN KapTuHbI 1 Apyrux mactepos XIX
Beka - A.ll.boronto6oBa, A.l.BapHe-
ka, K.E.MakoBckoro, B.B.Bepewaru-
Ha, A.0.Opnosckoro, W.K.AiiBa3oB-
ckoro, PI.Cyakosckoro, HO.HO.Kne-
Bepa, b.ll.BunneBanbpe, a Takxe
Konuu KaptuH Padasna, Koppeaxo,
Py6eHca, Pubepbl, Mypunbo, BblI-
nonHeHHble no 3akasy CykaueBa B
3anafHoeBponercKNX My3esnx.

B 1881 roay Bnagumup MMna-
TOHOBWY KyMUJl Y4acCTOK 3eMiu Ha
oKpavHe VIpKyTcKa ans ctpouTenb:
CTBa CBOeW rasepeun. e yepes rog

Konnekumus pasmectunacb B 12 3a-
nax HOBOTO ABYX3TaXHOrO 3JaHUA.
Mono6Ho TpeTbAKOBCKOW, YacTHas
ranepesa CykaueBa ctana obuegoc-
TYNHbIM Ny6ANYHBIM My3eeM, nep-
BbIM B Cnbupw.

C 1898 roaa B.MN.CykaueB xun
B Merepbypre. TaMm oH 06bABMA
KOHKYPC Ha NPOEeKT HOBOTO 3AaHuA
ranepeu, KOTOpoe XoTes BbICTPOUTb
B LeHTpe VpkyTcKa. K coxaneHutio,
MaTepuanbHble 3aTpyAHEHUA He
Mo3BOMWAN OCYLLECTBUTb 3TOT 3a-
mbicen. B 1910 rogy B.MN.Cykaues B
nocnegHUi pas npuexan B pOAHOM
ropos. OpHako ero oTcyTCTBME He
0TPa3n/oCh Ha AeATeNbHOCTU rane-
pen. CTaBwan HacCTOALWMM 04Yarom
Kynbtypbl MipKkyTCKa, oHa 6bina cna-
ceHa ero XuTenamu ot pasrpabne-
HMA BO BpeMA peBOJIIOLMMN N rpax-
NlaHCKOW BOWHBI.

B 1920 roay yacTHasA ranepes
nepewnia B rocyaapCTBEHHYyO C06-
CTBEHHOCTb U Bowna B cocTas Up-
KYTCKOrO Hay4yHOro Myses, pacro-
NoXuBLIErocs B 34aHUN ObiBLIEro
MarasmHa Kynua MewepcKoro.
MocT xpaHuTens ranepeu 3aHAn
KoHcTaHTMH WHHOKeHTbeBuY [lo-
mepaHueB (1884-1945), xuBonu-
cey W CKylbnTop, OAHOBPEMEHHO
ObIBWUMI npeacepateneMm UpKyt-
CKoro obLiecTBa XyA0XHUKOB.

B 1920-e roabl K ranepee Cyka-
yeBa npubaBunacb Gonblas Kon-
NeKUMSA BOCTOYHOMO MCKYCCTBA, Npw-
HajnexaBluasa paHee My3el Mpu
BoctouHo-Cnbupckom otaene Pyc-
cKoro reorpacduyeckoro obuiecrsa:
KuTalcKas AepeBAHHasA CKybnTypa
XVIII cronetuns, putyanbHble cocyapl
13 OpOH3bI, U3AeNNA U3 N1aKa, KOCTU
W KaMHS, Kutanckun dapdop, ANoH-
CKMe H3LK3, cepuu rpastop 1 iybKa.
OpHoBpeMeHHO Lwen npoLecc yyeTa
KYNbTYPHOrO Hacneaus v ero usy-
YeHMVA: NepBbIf PYKOMMUCHbIN KaTta-
nor ranepen coctasun K./.MNome-
paHueB, Npy HeM Havan ¢Gopmupo-
BaTbCA OTAeN COBPEMEHHOro cw-
6upckoro uckycctea. Pabota no
(hopMuMpoBaHMI0 M HaydHOW 0b6pa-
6oTKe KonneKuui MmpopomKanach.
B 1926-1928 ropgax xpaHuTenem

NN.WUNWKNH
lepenecok (lMondeHsb)
1872

Xoncrt, Macno
121x207

Ivan SHISHKIN
The Copse (Noon)
1872

Oil on canvas

121 by 207 cm

J1.I.COJTIOMATKUH
Ympoy mpakmupa
«3o0moti bepexxok»
1860-e

Xoncrt, macno. 52x71

Leonid SOLOMATKIN
Morning at the Tavern
"Zolotoy Berezhok"
1860s

Oil on canvas

52by 71 cm

30/10TAS KAPTA POCCUN
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My3es 6bln UPKYTCKUIA XK1BONUCeL,
Bopuc WBaHoBuY JlebeauHckuin
(1891-1972).

Cpeawn noctynnenunin 1928 ro-
Aa, BblaaHHbIX B MIpKyTCK 13 locy-
[JapCTBEHHOro My3erHoro ¢oHzaa,
6bI10 Hemano 3ameyaresibHbIX
npoun3BeAeHNn UCKYCCTBaA: KapTu-
Hbl B.K.LWeb6yesa, ®.C.PokoToBa,
B.J1.bopoBukosckoro, A.N.Kynna-
xn, T.IN.Konuyanosckoro, H.K.Pe-
puxa, C.H0.*ykosckoro, H.H.Cany-
HOBa, rpaBlopbl, KONieKuMn 3a-
naZiHOEBPOMNENCKOro M pycCcKOro
tdapdopa, toBenupHble n3genud
¢mpm OBumHHMKOBa u Pabepie.
WNpkyTckoe cobpaHue yxe Toraa
BMOJIHE MO0 CPaBHUTbCA C CO-
HpaHMAMUN CTONNYHBIX My3€eeB.

B Havane 1930-x rogoB pes-
TENbHOCTb My3es MNpaKTUYecKu
npeKpaTuiachk, 3KCNOHATbl CNOXMU-
NV B noABanbl U Ha YepAakW, UH-
BEHTapHble KHUMM ucyesnu. lane-
pes BO3poAunacb TOMbKO B
1936 roay, Koraa ee XyA0XecTBeH-
HbIn oTAen Obin BblgeNeH B camo-
cToATenbHbI  BocTouHo-Cubup-
CKU Xy[,0XeCTBEHHbIN My3eM, KO-
Topbin B 1937 rogy nonyumn cBoe
coBpeMeHHoe Ha3BaHue - WpkyT-
CKMIN 0611aCTHOM XyA0XKECTBEHHbIN
my3eil. Ero Bo3rnaBumn XypaoxHUK
FN.QyouvH. B 3Tn rogbl cobpaHue
MONOJHWNOCH YHWUKaNbHOW KoJ-
nekuueit cmbupckoro dapdopa u3
My3ea npu XantuHckon papdopo-
BoW tabpuke lMNepeBanosa.

B koHue 1940-x rogos, npu
avpektope Anekcee [leMeHTbeBU-
ye ®artbaHoee (1915-2001), 6na-
rofaps nNoCTynJi€HUAM U3 rocyaap-
CTBEHHbIX OHAO0B CTpaHbl U npu-
06peTeHMAM y HaCTHbIX UL, B KON-
NeKUMM pyCcCKOro WUCKyccTBa Mo-
Asunucb pabotbl AM. n B.M.Bac-
Heuosblx, H.E. n KE.MakoBcKkux,
®.A MansBuHa, B./.Cypukosa,
N.H.Kpamckoro, A.K.CaBpacosa,
B.A.-TponuHuHa,  M.A.Bpybens,
M.M.AHToKonbCKoro, W.3.Ipabaps,
a TaKXKe MacTepoB COBETCKOro ne-
pvoga - C.B.lepacumoBa, H.M.Po-
maguHa, A.AeinHekn, K.®.KOoHa
n AATllnactoBa. Havyano otgeny
COBETCKOW CKYNbMNTYpbl NONOXKUAN

a

VikoHocmac yepKksu
CuponumamesnbHO20
doma Enuzasems!
MedsedHuKosol
1891-1892
®dparmeHTbI:

LMCK, KONIOHHA
Ddapdop, penbed,
pocnuce, no3onota

Iconostasis from the
church of Yelizaveta
Medvednikova's
Orphanage
1891-1892
Fragments: column,
disk; porcelain, relief,
painting, gilding

C.O.LEAPUH
etizax c Koposamu
Xonct, Macno
81,3x57,7

Semyon SHCHEDRIN
Landscape with Cows
Oil on canvas
81.3by57.7 cm

npoussefeHns H.A.AHppeeBa,
E.B.Byuyetuua, A.C.lonybkuHoim,
W.A.Waapa, H.B.Tomckoro.

JlecATKM uMeH papuTtenein n3
pa3sHbIX YroJIKOB CTPaHbl BNMCaHbI
B WCTOPUIO My3eA: MOCKOBCKUN
konnekuunoHep H.B.Hes3opos, my-
3elHbIA COTPYAHUK u3 JleHnHrpa-
na N.E.KopHunos, xutensHuua Up-
KyTcka E.A.BeprmaH, BLOBbI XyL0XK-
HukoB H.W.PoxkpectBeHcKkaa wu
M.A.CaBuukasn, rybepHatopbl Up-
KyTckol obnactn H0.A.HoxunKoB n
b.A.ToBopuH. [lapbl MOCKOBCKOro
KonnekumoHepa ®.E.BuwHesckoro
NpKyTcKOMy My3eto CTOfb 3Hauu-
TenbHbl (OKONO ABYXCOT Mpouv3Be-
[LeHnin), 4To ero ponb B hopmMmpo-
BaHUWM cobpaHusA comocTaBMMa C
ponbto B.MN.Cykauesa.

CrapaHunamm H.K.Benunuko 3a
yeTBepTb BeKa POHAbI MPUYMHOXM-
nvucb Gonee YeM Ha ABe TbICAYM
3KCcnoHaToB Konnekuuu B.B.Benny-
KO — MKOHaM1 MOCKOBCKOM, HOBro-
POLCKOM K APOCNaBCKOW LUIKON
XVI-XVIII BeKkoB, nponsBefeHnaMm
pyccKon 1 3anajgHOeBpOnercKon

30/10TAS KAPTA POCCUN

XuBonucu u rpadurku, npegmerta-
MM CTaporo KMTancKoro UCKyccTBa.

HoBble noctynieHns namMeHmn-
v npodunb cobpaHunii pycckoro u
3anafiHoeBpOMNeriCKOro UCKyccTBa,
3acTaBUAN BHeCTW W3MeHeHUA B
3KCMNO3MLUMI0, B KOTOPOM MOABU-
nucb pabotbl 0.A.KunpeHckoro,
C.®.lleapuHa, KapTUHbI 3anagHoe-
BPOMECKNX }XMBOMMUCLEB — UTajb-
AHUa Mwukene Mapuecku, ¢na-
maHgua [lepappa Cerepca, ron-
navaua Bunnema BaH ge Benbge,
tpaHuy3a lobepa Pobepa, Hemua
Sayapaa XwunbpebpaHaTta, aBcT-
puiia Moseda Mpacew.

HecmoTpa Ha 3HauuTenb-
HOCTb MpUOOpPeTeHNn COBETCKUX
net, KapTuHHas ranepes B.IN.Cyka-
yeBa MNpOAOMKAET ocTaBaTbCA
)eMmuyxunHon Wpkytckoro myses,
cB0e0Opa3sHbIM NaMATHUKOM Yeno-
BEKy, YbA WHMLMATMBA — npumep
6eCKOPbICTHOIO CNyXeHUsI POLHO-
my ropoay. B 1987 rogy myseto 6blI-
na nepepaHa ObiBlian ycaabba
B.MN.CykaueBa, a B 1989 roagy npu-
CBOEHO ero NMs.

RUSSIA’S GOLDEN MAP 9
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3oJioTasd
KapTa

Poccuwn

THE V.P.SUKACHOV IRKUT-
SK REGIONAL MUSEUM OF
FINE ARTS

Pacnamue

XVIII Bek. Cnbumpb
®DparmMeHT CKynbNTypHON
KoMMo3numu
115%29x19

Crucifix

18th cent. Siberia
Fragment of a sculptural
composition

115 by 29 by 19 cm

10 RUSSIA’S GOLDEN MAP

Natalia Tolstaya

THE STORY OF THE IRKUTSK COLLECTION BEGAN WITH THE PICTURE
GALLERY OF VLADIMIR PLATONOVICH SUKACHOV (1849-1920). HE
WAS A TRUE SON OF HIS TIMES: A WEALTHY PHILANTHROPIST AND A
PROMINENT FIGURE IN RUSSIAN SOCIETY. HIS MOTHER CAME FROM
A FAMOUS FAMILY OF SIBERIAN MERCHANTS, THE TRAPEZNIKOVS,
WHO HAD LONG BEEN INTERESTED IN PAINTING, ALREADY IN THE
18TH CENTURY STARTING TO ORDER PORTRAITS FOR THE FAMILY
COLLECTION: IT INCLUDED WORKS BY THEIR PRIVATE PAINTER
N.AKLIMOV, THE DECEMBRIST N.A.BESTUZHEV, THE LOCAL ARTIST
M.ILPESKOV AND OTHERS. VLADIMIR SUKACHOV'S UNCLE,
A.KTRAPEZNIKOV, STUDIED PAINTING WITH PAVEL TRETYAKOV'S
CLOSE FRIEND, THE ARTIST A.G.GORAVSKY FROM ST. PETERSBURG.

Irkutsk was home to many enthu-
siasts of Russia’s development, as
well as the place of exile for par-
ticipants of the anti-Tsarist revolt
of December 1825, a fact which
strongly influenced the spiritual
environment of the city. After
graduation from the Irkutsk Clas-
sical College, which at the time
was one of the best in Russia,
Sukachov pursued his education
at the universities of Kiev and St.
Petersburg, before returning to his
hometown where he served as
mayor from 1885 to 1898. He saw
his mission in serving his home-
land, and helping to advance cul-
tural awareness, scientific poten-
tial and education. The young col-
lector was apparently impressed
by Tretyakov's activities; in the
early 1870s, before the Tretyakov
Gallery was opened to the public
for the first time, Sukachov bought
his first pictures at exhibitions and
auctions in St. Petersburg, and
sometimes from the artists them-

selves or their relatives. The can-
vases were transported by train,
until after a journey of a little more
than 5,000 kilometres they were
transferred to sleighs.

30 pictures from Sukachov's
collection were exhibited for the
first fime in the building of the
Eastern Siberian Division of the
Imperial Geographic Society. By
1880 the collection had doubled,
with the high artistic level of the
exhibited works noted. They were
mainly pictures by the peredvizhniki:
V.M.Maksimov, G.G.Myasoyedov,
llya Repin, MK.Clodt as well as
other masters of the 19th century,
including A.PBogolyubov, A.G.Var-
nek, Konstantin Makovsky, Vasily

W.E.PENUH
Huwasa (Pparyus. Benv). 1874
Xonct, macno. 73x50

Ilya REPIN
A Begging Girl (France, Velles). 1874
Oil on canvas. 73 by 50 cm




Vereshchagin, A.0.Orlovsky, Ivan
Aivazovsky, R.G.Sudkovsky, Yuly
Klever the yanger, B.P. Willewalde,
as well as copies of Raphael, Cor-
reggio, Rubens, Ribera and Muril-
lo made at Sukachov's commis-
sion from Western European
museum collections.

In 1881 Sukachov bought a
strip of land on the outskirts of the
city, planning fo build his gallery
there. After a year the two-storey
building with 12 halls was finished
and the pictures were transferred
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Bb.M.KYCTOAMEB
INopmpem

H.K. poH Mekka. 1913
XoncT, Macno

106x83

Boris KUSTODIEV
Portrait

of N.K. von Mekk.
1913

Oil on canvas

106 by 83 cm

THE TRETYAKOV GALLERY #4’ 2004

there. It was the first gallery in
Siberia that was, like the Tretyakov
Gallery, open to the general public.

From 1898 Sukachov moved
to St. Petersburg, where he
announced a fender for a project
for a new building for the gallery
in the centre of Irkutsk. Unfortu-
nately, financial constrictions pre-
vented him from fulfilling his
dream. In 1910 he was in his
hometown for the last fime, but his
absence did not affect the gallery’s
activity. Lafer the gallery, as an

independent centre of Irkutsk's
cultural life, survived the Revolu-
tion and Civil War and was saved
by citizens from plunder.

In 1920 the gallery was
natfionalized and became part of
the Irkutsk Scientific Museum,
located in the former store of the
merchant Meshchersky; Konstan-
tin Pomerantsev (1884-1945)
became its curator. This painter
and sculpfor simultaneously held
the post of chairman of the Irkutsk
Artists’ Society.

In the 1920s the Sukachov
Gallery was expanded with a large
collection of Oriental art that had
belonged to the Museum of the
Eastern Siberian Division of the
Imperial Geographic Society: Chi-
nese wood sculpture of the 18th
century, ritual saucers made of
bronze, artworks made of lacquer,
bone and stone, Chinese porce-
lain, Japanese netsuke, and a
series of gravures and traditional
prints on wood. The cultural her-
itage was fully listed and studied:
Pomerantsev created an invento-
ry, and the first printed catalogue
of the gallery. He also starfed to
gather materials for its section of
modern Siberian art; when in
1926-1928 the Irkutsk painter
Boris Lebedinsky (1891-1972)
took over the post of curator, he
and his colleagues continued
efforts to enlarge and analyse the
collection.

In 1928 some marvellous
works were sent from the State
Museum Fund: paintings by
V.K.Shebuyeyv, F.S.Rokotov, V.L.Bor-
ovikovsky, A.l.Kuindzhi, PPKonch-
alovsky, Nikolai Roerich, S.Yu.
Zhukovsky, N.N.Sapunov, as well
as gravures and collections of
Russian porcelain, and jewellery
from the Ovchinnikov and Faberge
workshops. At that time the collec-
tion of the Irkutsk museum could
well be compared with those of
Moscow or St. Petersburg.

But in the early 1930s the
museum ceased almost all its

activity; exhibits were hidden in
vaults and lofts, and the inventory
books disappeared. The Gallery
returned to real activity only in
1936 when its art division became
the independent Eastern Siberian
Art Museum, headed by Dudin.
The unique collection of Siberian
porcelain from the museum of the
Perevalov Porcelain Factory in
Khaytinsk was added to the Muse-
um'’s freasures.

In the late 1940s works by
A.M.Vasnetsov and V.M.Vasnetsoy,
N.Ye.Makovskikh and K.Ye.Mak-
ovskikh, FA.Malyavin, V.L.Surikov,
I.N.Kramskoy, A.K.Savrasov,
V.AATropinin, Mikhail Vrubel,
M.M.Antokolsky, I.E.Grabar, as well
as Soviet masters Sergei Gerasimoy,
N.M.Romadin, Alexander Deineka,
K.FYuon, and A.A.Plastov were
received from the country's state
collections and acquired from pri-
vate owners. The Soviet sculpture
section started with works by
N.A.Andreyev, Ye.V.Vuchetich,
A.S.Golubkina, I.D.Shadr, and
N.V.Tomsky.

Many generous confributors
can be found in the history of the
museum, among them the
Moscow collector Yu.V.Nevzorov,
the museum employee from Len-
ingrad PYe.Kornilov, himself an
Irkutsk native, Bergman, the wid-
ows of artists, N..LRozh-destven-
skaya and G.Savitskaya, the Irkut-
sk governor Yu.Nozhikov and gov-
ernor B.A.Govorin. The gifts of the
Moscow collector FYe.Vishnevsky
are so significant (approximately
200 works) that his role in form-
ing the collection is comparable
with that of Sukachov.

N.K.Velichko made a consid-
erable confribution, and it was
with his help that over a quarter of
a century the collection of the
museum expanded by over 2,000
exhibits: mostly icons of the
Moscow and Novgorod schools
from the 16th-18th centuries,
Russian and Western European
paintings and graphics, and

ancient Chinese artworks from
the collection of V.V.Velichko.

The new acquisitions chan-
ged the character of the museum,
and alterations were needed in
the exhibitions of Russian and
Western European art to house
works by 0.A.Kiprensky, S.F.Shch-
edrin, as well as the I[talian
Michele Marieschi, Flemish Gerard
Seghers (Zeghers), Dutch Willem
Van de Velde, French Hubert
Robert, German Edward Hildeb-
randt, and Austrian Joseph Grassi.

Regardless of the great
number of new works that the
museum received during Soviet
times, the Sukachov collection
continues to be the real pearl of
the Irkutsk museum, a very spe-
cial homage to a man who
sought neither prominence, nor
commercial gains, an individual
whose willingness to serve his
hometown was unselfish. In
1987 Suk-achov's former man-
sion became a part of the muse-
um, and in 1989 the collection
was named after this oufstand-
ing man.

K.®.HOOH C.AB/HOIPAZIOB

lpusonse. Bodonol (/luza4eso) Cao (IMuore! 8 ysemy). 1910

1917 Xoncr, macno. 96x96

Xonct, macno. 78x119

Sergei VINOGRADOV

Garden (Peonies in Blossom). 1910
Qil on canvas. 96 by 96 cm

Konstantin YUON
Watering (Ligachovo). 1917
Oil on canvas. 78 by 119 cm
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MN.H.OP10B
OKkmsAbpbcKull
npasoHuk 8 Pume
1851

XoncT, Macno
83,7x101,9

rTr

Pimen ORLOV
October Holiday

in Rome. 1851

Oil on canvas

83.7by 101.9 cm
State Tretyakov Gallery

TarbAaHa Kapnosa

Ha npotsxeHnn XX Beka akagemusm
XIX cronetna Haxoaunca Ha nepudepun
MHTEPECOB POCCUINCKOMO MCKYCCTBO3Ha-
HuA. Kak 13BecTHO, OCHOBHOe BHMMaHue
b0 06paLLeHo Ha MacTepoB eMOKpaTH-
yeckoro peanusma. [py o4eBMAHOM unc-
NEHHOM NpeobnasaHuM aKkaeMMyecKoro
1 canoHHOro UCKyccTBa B KynbType XIX Be-
Ka, cTeneHb ero (haKTUYecKol 13y4eHHo-
CTV 1 KOHLeNTyanbHoi pa3paboTaHHOCTM
3HayMTebHO OTCTaBasa 1 OTCTaeT OT ypoB-
HA MCCNef0BaHHOCTM TBOpYecTBa MacTe-
POB MepesBMMKHUYECKOTO Kpyra, YTo CO-
3/1a€T OHOOOKYI0, NCKaXEHHYI0 KapTuHY
XyLOXeCTBEHHOTO MpoLiecca.
AKTyanusauma faHHoro matepuana,
MOMMMO Hay4HOI NOTpe6GHOCTM BOCCTaHOB-
NeHUsi 06BEKTVBHOM KapTUHbl pa3BUTUA
nckyccraa XIX Beka, cBA3aHa C HECKOMbKW-
My pakTopamu — Npexzae BCEro pasBuTeM
pblHKa Mpou3BefeHMin UckycctBa B Poc-
cuu, ocobbiM cnpocoM Ha pabotbl THed-
¢a, [Cemupagckoro, K.MakoBsckoro,
}0.KneBepa u, KoHeuHo e, V.AliBazoBcKo-
ro, CaMoro A0pPOroro pyccKoro nemnsaxmcra
CerofHA, YTO MPUBENO K MOABIEHWIO Ha
pblHKe OrpOMHOM0 KONMMYecTBa AaBHO 3a-
ObITbIX 1 BOBCE HEW3BECTHbIX MPOU3Bese-
HWI M3 YacTHbIX COBpaHWii, KoTopble B
NpexHue rofibl POCCUICKMe My3en He npu-
0bpeTany, Tak KaK 3TO0 MCKYCCTBO CuuTa-
Nocb ManoxyAoXecTBeHHbIM, 06C/yXuBa-
IOLLYM NOTPEBHOCTM MeLLaHCTBa U UMepa-
TOPCKOro [iBOPa, UAEOI0TVHECKN YyXKAbIM
1 14. M.Ckottn 1 O.Tumawesckuin, B.AKo-
61 1 M.3uun, "Cemupaackuit u @.bpoHHM-
koB, K.BeHur u B.MN.Bepewarut, K.Makos-
ckuin n A Xapnamos, AJlutoByerko n KJle-
6epes, H0.JlemaH n K.Crenaros, t0.Knesep
1 AMewepckuit, H.CBepukos 1 P3ommep...

BbicTaBKa aKkageMn4yecKoro

IHHJIEHHHUKH

)5

ACconiol

N CaJIOHHOIro UCKyCcCTBa

B locypapcTBeHHOM

TpeTbAKOBCKOM ranepee

BbicmasKa «(ileHHUKU Kpacomal. yCcCKoe aKkademuyecKoe U ca-
noHHoe uckyccmso 1830-1910-x 20008» 3KcnoHupyemcs 8
KpembsKoscKoli eanepee 8 okmsabpe 2004 - aHsape 2005 eo0a.
¢pmom MacwmabHsIli 8bICMABOYHbIU NPOEKM BKJIOYaem 8 cebs 0Ko-
110 500 npou3ssedeHull xusonucu, 2pagpuKu, CKybnmypbl, a MaK-
e ajuwu, peKamMHyto ynaxKosKy, OMKpPbIMKU, homoepaguu, Me-
6enb, papgop, 6poH3y, cmekIo, 1aKU, KOCMIOM, Wedespbl tose-
JIUpHo20 uckyccmsa. Ee cocmas oxsambisaem pasiuyHble aHpb!
U BUObI UCKycCmBa, UMeHa NpoC/as/ieHHble U Masou38ecmHble.
liomumo eocydapcmseHHOU KpembsaKOBCKOU 2asiepeu, 8bICMynaro-
well uHUYuamopomM npoekma, 8 HeM y4yacmsyrom [ocydapcmseH-
HblIl xycckul my3el (uaHkm-liemepbype), [ocydapcmseHHbil hc-
mopuyeckul My3eli u byseli 0ekopamugHO-NPUKIAOHO20 UCKYC-
cmsa (bocksa), my3eliHble cobpaHusa [McKa, KazaHpoea, lepmu,
uepnyxosa, liepecnasns-3aneccko2o, Boszopoda, uamapel, buH-
CKa, a MakKe 4acmHble KossleKyuoHepbl. bHoaue npoussedeHus
6yOym NoKasaHbl 8nepsble.

BHICTABKMN
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by

Talyana Karpova

Throughout the 20th century, the
academic traditions of the 19th century
were far from the major focus for Russ-
ian art critics, whose attention was
directed towards the masters of "demo-
cratic realism". Despite an obvious
advantage in the sheer quantity of aca-
demic and salon art from the 19th centu-
ry culture, it has been - and remains -
under-researched, both factually and
conceptually, when compared to the
degree and depth of attention paid to the
art of the Wanderers (peredvizhniki); the
result is a subjective, unbalanced repre-
sentation of the artistic process.

The recent revival of interest in the
field has been fuelled by a number of fac-
tors, not always connected to the need to
assemble an objective picture of the
artistic developments of the 19th cent-
ury; among them is the growing market

CURRENT EXHIBITIONS

¢

ured

Academic and Salon Art

in the Trelyakov Gallery

"CAPTURED BY BEAUTY: RUSSIAN ACADEMIC AND SALON ART
FROM 1830 TO 1910" IS THE TITLE OF THE EXHIBITION SCHED-
ULED TO TAKE PLACE IN THE TRETYAKOV GALLERY FROM
OCTOBER 2004 THROUGH TO JANUARY 2005. THIS LARGE-
SCALE PROJECT WILL CONSIST OF ABOUT 500 WORKS OF VARI-
OUS GENRES, INCLUDING PAINTING, GRAPHICS AND SCULP-
TURE, AS WELL AS MANY POSTERS, EXAMPLES OF ADVERTISING
ART, POSTCARDS, PHOTOGRAPHS, FURNITURE, PORCELAIN,
BRONZE AND GLASS AND VARIOUS LACQUER WORKS, COS-
TUMES AND EXQUISITE PIECES OF JEWELLERY. THE RANGE OF
GENRES IS MATCHED BY THE VARIETY OF THE ARTISTS REPRE-
SENTED, RANGING FROM THE FAMOUS TO THE VIRTUALLY
UNKNOWN. BESIDES THE TRETYAKOV GALLERY, A NUMBER OF
OTHER INSTITUTIONS, SUCH AS THE STATE RUSSIAN MUSEUM
FROM ST. PETERSBURG, THE HISTORICAL MUSEUM AND THE
MUSEUM OF DECORATIVE AND APPLIED ARTS FROM MOSCOW,
AND MUSEUM COLLECTIONS FROM OMSK, TAGANROG, PERM,
SERPUKHOV, PERESLAVL-ZALESSKY, NIZHNY-NOVGOROD,
SAMARA AND MINSK, HAVE ALSO CONTRIBUTED TO THE PROJ-
ECT AS HAVE PRIVATE COLLECTORS. A SIGNIFICANT NUMBER OF
THE WORKS EXHIBITED WILL BE SHOWN FOR THE FIRST TIME.

BEAUTY

The Tretyakov Gallery
thanks 'SeverStal'
and 'British American
Tobacco Russia'

for their financial
support

in the organization

of this exhibition.

IV.CEMUPALCKUI
®puHa Ha npa3oHuKe
locelidoHa 8 Ines3uHe
1889

XoncT, macno. 390x763,5
rePm

Genrikh SEMIRADSKY
Frina at the Festival of
Poseidon in Helevizna
1889

Oil on canvas

390 by 763.5cm

The State Russian Muse-
um
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3auvacTylo KpoMme cTapbIX KpaTKuX crpa-
BoyHnkoB ®.U.bynrakosa u C.H.Konpa-
KOBa, 33 CBEJIeHWNAMU O HUX HeKyaa Bbino
obpaluartbes. IKenepTHas npaKTMKa noby-
Zuna K 6onee npucTanbHOMY U3Y4eHHIo Ha-
Cleamns Ha3BaHHbIX XKVBOMMUCLEB.

C oaHot cTOPOHBI, 3aMeTeH BO3poC-
WK B NocnefHee BpeMA MHTepeC K aKa-
ZleMUYEeCKOMY XYyA0XeCTBeHHOMY Hacine-
avto. C Apyroit CTOpOHBI, LieHTpanbHble
¢urypbl canoHHoro akagemusma - [.Cemu-
paackuii u K.MaKoBcKuiA, He roBops yxe
06 nx MeHee BnecTALmMX cobpaTbaAX Mo Lie-
Xy, B MpodeccuoHanbHO UCKYCCTBOBES:
YecKol cpeAe MPOXOAAT A0 CUX NOp Nno
paspagy «nnoxoro» nckyccrsa. OTpewms-
WINCb OT 3aBETOB MAEONOTM3MPOBAHHOMO
MCKYCCTBO3HAHUA NPOLUbIX eCATUIETNIA
1 BMecTe ¢ TeM He BepA Ha cebs Henenyto
ponb 3awutHukoB Cemupaackoro n Ma-
KOBCKOrO (B aABOKaTax Ha3BaHHbIe MacTe-
pa eBpONericKOro YypoBHsA He HyxAatoTcs),
MOXHO MOCTapaTbCs OLEHUTb 3TO TBOpYe-
CTBO M0 €ro CO6CTBEHHBIM 3aKOHaM.

besycnoBHo, akageMn3Mm 1 canoH -
MHTepHaLMoHasbHble ABneHus. Ho npw o6-
LeM COBMaZeHNM XaHpOoBOii 1 TeMaTnyec-
KO CTPYKTYpbl pyCCKOr0 akaZieMn3ma C eB-
ponencKk1M y Hac Obly CBOM HaLWOHaNb-
Hble ocobeHHocTH. K HUM cnefyeT oTHecTu
06UNbHYI0 NPOAYKLMIO B TaK Ha3bIBaEMOM
«pyccKoM cTune» - 6ecKoHeuHble CLieHbl 3
«Bospckoro 6bita XVII Beka», noptpetsl Ae-
BYLUEK B KOKOLIHMKax 1 capataHax (K.Ma-
KoBckui, KJlebenes, K.Benur). B xaHpe
neii3axa MOXHO BbIAENUTL B 0cOBYto rpyn-
ny Buabl KpbiMa 1 ero uapckux pesvaeH-
umit. KoHapatenko, W.KpaukoBckum,
W.AnBasoBckuid, J1Jlaropmo Kynstmsumpo-
Ba/IM B CBOMX Nneiizaxax Mudonoruto Kpbli-
Ma Kak «3eMHoro pas». MHorme xyaoxHu-
Kui, uMeBLLMe nonbekue Kophu (F.Cemmpag-
ckuit, C.bakanosuy, B.KotapbuHckui,
CXnebosckuit, .Muropywesckuit 1 ap.),
y4acToBanu B (hHOpMUPOBAHWMM PYCCKOro
aKagemmsma BTOpon nonosuHbl XIX - Ha-
yana XX Beka. Boneit uctopmyeckoit cyap-
Obl OHW NpUHAANEXaT Tenepb Kak K nofb-
CKO, TaK 1 K pyCCKOW KyNbType - BCe y4u-
nvcb B netepbyprekoin AKagemMun Xypo-
KeCTB, y4acTBOBaN B aKafieM1YeCKX Bbl-
CTaBKax, X NPOV3BeAEHUA XPAHATCA B My-
3enx Poccun. To e camoe MOXHO cKasaTb
¥ o npubantuiickmx Hemuax - ®.Monnepe,
K.Iyne, ".Kenepe, H0.Knesepe, EJllokkepe.

HanomHuM, uTo pyccKoe 1cKyccTBo
XIX Beka pasBuBanocb B NpoTUBOCTOSA-
HUW U OJHOBPEMEHHO B3aUMOBAUAHUM
ABYX BefyLMX HanpaBieHuit - peanuctu-
YecKoro u akagemuyeckoro. Bo Btopou
nonosuHe XIX cToneTma oHK cTanu oCHo-
BOVI ANA CO3/@HNA XYAOXKeCTBEHHbIX Op-
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N.A.CBEAOMCKMNI
Medysa. 1882
Xoncrt, Macno
279,2x137

rmr

Pavel SVEDOMSKY

A Sea-Nettle. 1882

Qil on canvas

279.2 by 137 cm
State Tretyakov Gallery

C.B.BAKAJIOBUY »
Bonpoc u omsem.1900
Xoncr, macno. 58,5x45
rem

Stepan BAKALOVICH »
A Question and

an Answer. 1900

Oil on canvas

58.5 by 45 cm

The State Russian Muse-
um

for Russian art, with special interest
shown towards the works of Timofei Neff,
Genrikh  Semiradsky,  Konstantin
Makovsky, Yuly Clever, and, of course,
Ivan Aivazovsky (who is currently the
most highly-valued Russian landscape
painter). As a result, many forgotten, or
previously unexhibited, works from pri-
vate collections that had been ignored
and never purchased by museums in ear-
lier years - when this kind of art was con-
sidered scarcely "artistic”, but fit only to
satisfy the needs of the bourgeoisie and
Tsarist court, in other words "ideological-
ly alien" - have flooded the market. The
list is long: M. Scotty and O. Timashevsky,
Valery Jacobi and M. Zichi, Semiradsky
and Fyodor Bronnikov, K. Venig and Vasi-
ly Vereshchagin, Konstantin Makovsky

and Alexander Kharlamov, Alexander
Litov-chenko and Klavdi Lebedev, Yuri
Leman and Klavdi Stepanov, Yuri Klever
and Arseni Meshchersky, Nikolai Sver-
chkov and Richard Zommer... Often the
only sources of information about them
were old and brief reference books com-
piled by Fedor Bulgakov and Sergei Kon-
dakov. The practice of authentication
drew much closer aftention to research
on the art of such masters.

The growing interest in such aca-
demic art is evident. However, the central
figures of salon academism, such as
Semiradsky and Makovsky, not to men-
tion their lesser-known colleagues, are
still being "written off" as "bad" art by the
professional critical mainstream. It
remains a paradox that, while denying the
ideology of art criticism of previous
decades, yet not taking on the role of the
defenders of Semiradsky and Makovsky
(these masters need no such advocates),
one can make an attempt evaluate this
kind of art - one based, at least, on its
own laws.

Obviously, the concepts of both
"academism" and "salon art" are inter-
national ones. Though there were many
general similarities between the generic
and thematic structures of European
and Russian academism, nevertheless
cerfain "national" peculiarities existed
in the Russian branch: for example, the
abundance of pieces in the so-called
"Russian style" - scenes from the
"Boyars’ Life in the 17th Century", and
portraits of young girls in sundresses
and kokoshniks (as with Makovsky,
Lebedev and Venig). In the genre of
landscape painting, views of Crimea
and its palaces, that only underlined
Crimea’s reputation as a "paradise on
Earth", can be separated from the rest
and put in a special group (which
includes Kondratenko, Krachkovsky,
Aivazovsky and Lagorio). A number
of painters with Polish "roots" (Semi-
radsky, Bakalovich, Kotarbinsky, Khle-
bovsky, Miodushevsky and others) were
a major force in Russian academism
from the middle of the 19th through to
the beginning of the 20th century. Given
the historical events of the time, they
now belong not only fo Polish, but also
to Russian culture: all studied at
St. Petersburg’s Academy of Art, partici-
pated in academic exhibits, and their
works are now in Russian museums. The
same is true of the Baltic Germans,
among whom are W.Moller, Karl Gun,
|.Keler, Yu.Klever, Eugen Dukker.

raHv3aumit: ToBapuLiecTBa nepeaBMXHbIX
XyAOXeCTBEHHbIX BbicTaBoK W ObLiectsa
BbICTABOK XYAOXeCTBEHHbIX Npov3Befe-
HUI. Pa3nnyHoe npeacraBneHne o 3apa-
yax MCKyCCTBa, CaMOro MOHATUSA «Kpaco-
TbI» OMpeAennao U pasnnyne 3cteTuyec-
KMX nporpamm 3Tux o6besvHeHui, npuaa-
BaA KynbTypHO# u3Hu Poccum nanps-
)KEHHOCTb 1 pa3Hoobpasue.

Kak n3BectHo, ocHoBaTenb TpeTba-
KoBckol ranepem [.M.TpeTbakoB oTAaBaN
npeanoyTeHne NpeACTaBUTENAM [1eMOKpa-
TWYeCKoro Kpbina uckyccraa. [ponssese-
Hua K.Makosckoro u "CemMupaackoro oka-
3anuck B cobpaHnu ranepen B 0OCHOBHOM
yXe nocnie ero CMepTu, NpuaA 13 Apyrux
Konnekumii. Tem nHTepecHee yrnybutbes B
TOT MIAcT XyA0XeCTBEHHOro TBOPYeCTBa,
npeacTaBieHHbIl BeCbMa MHOMOYMC/IEH-
HOW rpynmnov aBTOpOB, KOTOPbIN ABAAETCA
anbTepHaTMBON cobpaHuio TpeTbAKOBA,
BTOPbIM NMOJOCOM B 06Lel KapTuHe uc-
KyccTsa XIX Beka. 3abbiBas 06 31011 onno-
3ULUN, CErofHALHEMY 3pUTento Nopon
TPYAHO MOHATb UCTOKM Magoca HamepeH-
HOrO acKeTK3Ma, KONOpPUCTUYECKO Caep-
aHHocTu pabot B.Meposa, U.Kpamckoro,
B.MakcumoBa, H.ApoLweHko.

MpumenuTensHo K XIX BeKy canoHHo-
aKaieMnyecKoe 1 peanmncTyecKoe WCKyC-
CTBO MOXHO paccMaTpuBaTh Kak «napHble
cTuan» (no aHanorum - 6apoKKo-Knaccu-
um3m). MapHbIMU 1 KOHTPACTHLIMK BUBATCA
MHOrVie KayecTBa 3TUX HanpaBieHWit: ncu-
XONOr13M W OTCYTCTBME MCUXONOMUYECKOro

N.CEMUPALCKMI
Csemoyu xpucmuaHcmea
(®axenbi Hepora)
1882

Xoncr, macno. 94x174,5
YactHoe cobpaHue,
MockBa

Genrikh SEMIRADSKY
Luminaries

of Christianity

(Torches of Nero). 1882
Oil on canvas

95 by 1745

Private collection,
Moscow

ABTOpCKOE MOBTOPEHWE 0AHOMMEHHOI KapTuHbl 1876 roaa ns cobpaHua HaumoHanbHoro myses, Kpakos

(xonct, macno. 385x704).

B 1877 roay 3a kapTuHy «CBeToumn xpuctmaHcTBa» CeMupaacKuii Gbin yaocToeH 3BaHWA npodeccopa ne-
TepGyprckoi Akagemum xyaoxecTs. KapTuHa He Gblna KynaeHa pyccKUM LapeM, 1 TOrAa XyAOXKHUK noja-
pun ee KpakoBy. 3ToT jap fier B 0OCHOBY KOJUIeKLMK KpakoBcKoro HauvoHanbHoro Myses. YMeHblleHHoe
aBTOPCKOE MOBTOPEHWNE KapTuHbl MPUHAANEKaNo noToOMCTBEHHOMY YaeToproBLly, U3BECTHOMY MeLieHaTy 1
konnekumoHepy [.M.Botkuny (1829-1889); kak cobeTBeHHOCTb [.M.bOTKMHA KapTMHa 3KCMOHKWpoBanach
Ha Bcepoccuiickoin BoictaBke 1882 ropa B Mockse. OHa Bxoauna B cocTaB KapTuHHow ranepeun [.M.6ot-
KWHAa, pa3MeluaBLUelica B ero MocKoBcKoM aoMe (MokpoBKa, 27). CBeseHunA 06 3Tol paboTe BCTpeyatoTes

B KHure ®.M.bynrakoBa «Hawm XyaoxHUKm».

MpuobpeTeHne ana poccuUincKoro YacTHoro cobpaHMA Ha NOHAOHCKOM ayKumoHe «Bonhams» (25 maprta
2004 r.) aBTOPCKOro NOBTOPEHUsA NPOCiaBaeHHON KapTuHbl CeMUpaacKoro, U3BECTHOTO MO INTePaTypHbIM
VCTOYHMKaAM, ¢ y6eanTenbHbIM MPOBEHAHCOM, BbICOKOTO XyA0XECTBEHHOIO YPOBHS, B NPEKPacHOM COCTOA-

HUN COXPaHHOCTN — OTpajHOe ABJieHne.

A smaller artist’s copy of the painting of 1876 from the collection of the National Museum, Krakow (oil on

canvas, 385x704).

In 1877 Semiradsky was honoured by the title of Professor of the St.Petersburg Academy of Arts for his
painting "Luminaries of Christianity". Since the work was not acquired by the Tsar, it was subsequently pre-
sented to the city of Krakow, where it was the first donation to the Krakow National Museum. The smaller
artist's copy belonged to the tea-dealer and well-known patron of arts and collector D.Botkin, and was
exhibited in Botkin's picture gallery, housed in his mansion in Moscow on Pokrovka Street. Some informa-
tion on this work can be found in F.Bulgakov's "Nashi Khudozhniki" (Our Artists).

The very fact that this artist's copy of Semiradsky’s famous work, previously known only in literary refer-
ences, was acquired for a Russian private collection at a London auction of Bonhams (March 25 2004),
with conclusive provenance and in good condition, can only be a positive development.

19th century Russian art was
caught between two opposite trends,
which worked both for and against each
other - realism and academism. In the
second half of the century they formed
themselves into artistic organizations: the
"Union of Travelling Exhibitions" (the
peredvizhniki), and the "Society of Exhibi-
tions of Art". They were defined by their
difference in artistic goals, as well as their
concepts of a single possible interpreta-
tion of "beauty", concentrating differ-
ences in the aesthetic programs of the
two directions, and providing Russian art
with a new variety and tension.

The founder of the Tretyakov
Gallery, Pavel Tretyakov, preferred the

more democratic cultural wing. As a
result, works by Makovsky and Semi-
radsky came into the gallery’s collec-
tion from various sources only affer
Tretyakov's death. However, this makes
it only more interesting to investigate
further such a "plateau” of art as repre-
sented by so many painters, who may
be considered something of a second
"strand" of 19th century art, an alter-
native fo Tretyakov's collection. With
such oppositions now forgotten, the
contemporary viewer is challenged
when trying to understand the sources
of the pathos of the intended asceti-
cism and the repressive colouring,
characteristic of works by Vasily Perov,
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Ivan Kramskoy, Vasili Maximov and
Nikolai Yaroshenko.

When considering the 19th centu-
ry, the two directions of salon-academism
and realism can be considered a pair -
like baroque and classicism. There are
many qualities that appear to match, as
well as contrast, like their profound psy-
chological understanding of nature (or its
opposite); something of an obsession with
social and moral fribulations and asocial
frends; the dominance of the themes of
hard work, poverty, illness and death -
and the boredom of everyday life - and
the subjects of feasts, leisure, lovers’
adventures; a sense of everyday banality
set against the exotic; reality against
myth; a sense of the contemporary,
against the representation of historical
themes; asceficism against passion;
monochromatic, repressive colour
palettes, which intentionally "reduce" the
scale of artistic possibility, against bright
and iridescent colours, with their special
preference for pink, red and turquoise
shades.

The occasional a-la-baroque grot-
esque of salon-academism has always
attracted special attention. Fyodor Dosto-
evsky described the peculiarity, using an
example of Aivazovsky in a very precise
and ironic manner. Aivazovsky's love for
unusual effects of nature gave Dosto-
evsky the opportunity to compare the
painter with Alexander Dumas pére:
"Dumas writes with incredible pace and
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ease, so does Aivazovsky. Both of them
impress with impressive effects, simply
because neither describes the ordinary;
as a matter of fact, they tend to despise
the ordinary... Their works always have an
air of fictitiousness: Bengal lights, crack-
ling, screams, wailing winds, lightning...
Certainly, the Count of Monte Cristo is
rich, but what is an emerald poison bottle

THE TRETYAKOV GALLERY #4’ 2004

yrnybneHus B Hatypy; 03abo4eHHOCTb Co-
LManbHbIMKY, HPABCTBEHHbIMK Mpobnema-
MW 1 acoumanbHoCTb; npeobnagaHue Tem
Tpyaa, 6eaHocTy, 6onesHu, cmeptn - Oya-
Heil 4YenoBEYECKOro CyLLeCTBOBaHUA W
MPeamnoyTEHNE CIOXETOB MpasfHecTs, OT-
Abixa, N0B0BHBIX NPUKNIOYEHUIA; NOBCeA-
HeBHaA 00bIAEHHOCTb W 3K30TUKa; peanb:
HOCTb U MW(; COBPEMEHHOCTb M Mrpa Ha
nosie pasnnyHbIX UCTOPUYECKMX 3M0X; ac-
KETU3M 1 YyBCTBEHHOCTb; MOHOXPOMHas,
CAEepXaHHaA KoNopycTYecKas ramma, co-
3HaTesIbHbIA MUHUMAN3M XYAOXECTBEH-
HbIX CPEACTB 1 NEeCTpoTa APKNX KPacokK.

O6paluaeT Ha cebs BHUMaHWe «Ba-
pouHas» M36bITOYHOCTb CaNOHHO-aKage-
MWYeCKOro McKyccTBa. 3T0 CBOICTBO Ha
npumepe TBOpYecTBa W.AnBazoBcKoro
TOYHO W VPOHWYHO OXapaKTepu3oBan
®.M.[loctoesckuit. Jllo6oBb AiBa30BCKO-
ro K HeobbluyailHbIM NPUPOAHBIM 3dhek-
Tam ana noBog JlocToeBCKOMY CpaBHUTD
3HaMeHWUTOro MapuHucra ¢ [lloMa-oTLoM:
«-+ [lroma nuwwet ¢ HeoBbIYaiiHOM erko-
cTblo 1 BbICTPOTON, rocnoanH AiiBa3os-
CKuin Toxe. W TOT n apyroi nopaxatoT
ypesBblyaitHON 3P(HEKTHOCTbIO, NOTOMY
4T0 06bIKHOBEHHBIX Beleil OHU BOBCE He
NULLYT, Npe3npatT Belwmn 0ObIKHOBEH-
Hble... y TOTO W'y APYroro npou3sBefieHns
MMeIoT CKa304HbI XapaKkTep: GeHranb-
CKMe OTHW, TPeCKOTHS, BOM/IN, BOW BeTpa,
mMonHuw... MonoxwuM, yto rpad MoHTte-
KpwcTo Gorar, Ho K YeMy e U3yMpyaHbIi
bnakoH ana ﬂ,u,y?..»1 Onpegensisi cBoCT-
Ba Konoputa K.MakoBcKoro, KpuTuK
B.Yyitko nucan: «HeobbIKHOBEHHO CuJib-
HbIl, 6NeCTALLMIA KONOPUT — BOT KayecTso
r. MakoBcKoro, Kotopoe, Kak Kaxercs,
BCEMY NPU3HaHO, HO HeobXxoAnMo foba-
BWTb, Y4TO 3TOT KONMOPWT C/ULLKOM LiBe-
TUCT, CJIMLIKOM BHelHe 3 deKTeH u He
BCersa BepHO nepefaeT AenCcTBUTENb-
HocTb... K.E.MaKkoBcKoMy He gocTaeT uyB-
cTBa Mepbn’,

He TonbKo M36bITOYHOCT HOpMbI
npuvcylla 3TOMy WCKYCCTBY, HO M U36bl-
TOYHOCTb YyBCTBA. [laHHOE CBOICTBO MOT-
N0 NpOABNATLCA KaK B NaoCHOCTU aKa-
AeMUYeCcKuX NporpamMMm, TaK 1 B 3K3abTa-
LMK YyBCTB B HEKOTOpPbIX 06pasLax cano-
Ha. He cnyyaiiHO ublraHCKMe MOTUMBbI 1
nepcoHaXu, NTULbI-TPOMKK, AEBYLKU C
rMTapamu, CLeHbl MUPYLLEK BO MHOXeCT-
Be BCTPEYAOTCA Y XYAOKHVKOB CaNlOHHO-
aKaZleMyyecKoro HamnpaeneHus. 3T0T pAg
MOTVBOB 1 3MOLWIA OTCbINAET Hac K acTe-

! Jocmoesckuti @.M. Co6p. cou. 8 30 7. J1, 1979.T. 19.C. 162.

2
Yyiiko B. BbictaBka kapTuH K.E.Makosckoro // BcemupHan
vnntoctpauus. 1897. Ne 1497.

TWKe CaNoHHOTO pOMaHca C ero «Kpacw-
BbIM CTPaZaHNeMy, KKyAPAMU, KaK LUK,
rnasamu - «xmsbiMu 3Be3gamm». B.B.Cta-
coB nucan, yto ®.K.BuHtepranstep u
«Mt06e3HNKM, OT KOTOPbIX TAKOT KEHCKME
cepaua Ha 6ane», BuHtepranstep u couu-
HUTENW «JIeleHL,0BbIX POMAHCOB, OT KOTO-
pbIX MneloT GapblWHU U 1X 0BoxaTenn»
POAICTBEHHbI ApYr Apyry’.

MposBnATL TepnuMocTb K cnaboc-
TAM YesoBEYECKON HaTypbl, BO3BpalyaTb
yenoBeKa K LieNoCTHOCTM ero cyllecTsa -
elle ofHa GyHKLMA CanoHHOMO UCKYCCTBa,
1bo, Kak ckasan oguH cobuparensb u uc-
cnefoBaTeNlb POMaHca, «..yenoBeyeckoe
cylLecTBoBaHVe B 6e3pOMaHCOBOM CBOEM
BbITUM HEMoMHO, yiep6HO», 3aeck Kpoert-
CA OAWH M3 CEKPETOB €ro MonynAapHOCTY.
3apaBasch BONpPOCOM 0 CBOWCTBAX CaNoH-
HO-aKaZleM14eCKOoIN XyA0XeCTBEHHO npo-
Aykuum, CTacoB BbIHYX/AeH NpU3HaTb, 4YTO
B Hel ecTb «YTO-TO TaKoe, YTo ryboKo co-
OTBETCTBYET HalMM MNOTPeBHOCTAM... Ha-
leMy 3cTeTdecKoMy uyBcTBY»’. Kak 1 po-
MaHc, CanoHHO-aKaleM1YeCcKoe NCKYCCTBO
YAMBUTENbHbIM 00pa3oM oKasbiBaeTcs 06-
palleHo KaK K 3/MTapHbIM apuCTOKpaTu-
YeCKUM KpyraMm (OCHOBHble 3aKasyuKu -
MMNepaTopCcKWin ABOP U €ro OKpYXeHue),
TaK M K CaMbIM LUIMPOKUM COLMANbHbIM
C/I05IM, KOTOpble KOHTaKTUpOBanu ¢ M1to-
7loreMaMu canoHa Yepes NocpesHNYecTBo
TOProBOW peKnaMmbl W OTKPbITKW. Peknam-
Hble nnakatbl Tabaka W nmapdiomepunm,
auwy BLICTYMNEHNIA 3CTPaAHbIX AVB W
GnaroTBOpuTENbHBLIX GanoB aKTUBHO MC-
Mosb3yloT K/WLLE CaJoHa, 34eCh NpeacTaB-
JIEHO BCe CIOXETHOe U1 CTW/IeBOe pa3Ho06-
pasue «y4eHOro» NCKycCTBa.

[ina MacTepoB nepeABMXHMYECKOTO
peannsma NoHATME KPacoTbl — KaTeropus,
Npexze BCero, 3TMYecKas, a He 3cTeTnYec-
Kas, 061acTb XKW3HU Ayln, @ He MMpa Be-
wen. [InckpeanTauma naen «4ncTon Kpa-
COTbI», @ TaKke 3amnpeT Ha YyBCTBEHHOCTb
1 3POTUKY B aCKETUYHOM UCKYCCTBE AeMO-
KpaTuyecKoro peanusma npueenu, B yact-
HOCTW, K TOMy, YTO JKaHp «HK» B
1860-1870-e roabl XIX Beka ctan goctos-
HVeM aKafeMUYecKnx y4ebHbIX WTYAniA 1
canoHHoii xusonucy. OgHo n3 Gesycnos-
HbIX cnaraembix ycrexa Cemupagckoro -
3pOTUYECKMNIA (riep, OKYTbIBAIOWMIA MHO-
rve npov3BefeHnA MacTepa. Ero cekper -
B yMeHUW cob/iocTvi Mepy M OCTaTbCsl B
pamKax npuanuuna. A Takxe B crnocobHoc-
TM GanaHcupoBaTb Mexay ApasHsALieil
3POTUKOM, A3bIYECKWM KyNbTOM 0OHaXeH-
HOro Tena, YyBCTBEHHbIX PAAOCTEN U XpuC-
TUAHCKMMU  LieHHoCTAMK  («TpewwHunua»,
«CBeToun xpuctuaHctea», «Mckywenune
cB. MlepoHuman, «<XpuctnaHckan vpuen»).

-

a

AHMOKPULKMI

Jlesywka Ha kapHasane

(Mapusa [xonnu)
1840-1845
Xoncrt, Macno
135%x99
TaraHporckuin
XY/[L0XKECTBEHHbIN
My3ei

Apollon MOKRITZKY
A Girl at a Carnival
(Maria Jollie).
1840-1845

Oil on canvas

135 by 99 cm

The Art Museum

of Taganrog

K.®.IryH

CueHa u3 Bapgono-
meesckoli Hoqu. 1870
XoncT, Macno
142,3x113

rmr

Karl GUN

A Scene from

the St. Bartholomew’s
Day Massacre. 1870
Oil on canvas

1423 by 113 cm
State Tretyakov
Gallery

B.M.AKOBU
(AKOBUI)

LLlymb1 npu dsope
umnepampuubi
AHHbI VloaHHOBHbI
1872

Xoncrt, Macno
132,5x212,3

rTr

Valery JAKOBI (Jakobii)
Jesters at the Empress’
Anna loannovna’s
court

1872

0Oil on canvas
132.5by212.3 cm
State Tretyakov Gallery

3 Cmacos B.B. Akapemuyec-
Kaa BbicTaBka 1863 ro-
na// bubnuorteka ans ute-
HuA. 1863. Pespans. C. 6.

4 Paburosuy B. Pycckuit
pomaHc. M., 1987.C. 29.

5 B.C. (Cmacos B.B) Mamku n
HAHbKW Hesnonag // C-Te-
Tepbyprckve BefOMOCTU.
1865. Ne 290.

for?"!. Defining the characteristics of
Makovsky's colouring, the art critic V.
Chuiko wrote: "Extremely intense, bril-
liant colouring is the one quality of
Makovsky that everyone seems to notice;
it must be said, however, that the colour-
ing is a little too variegated, over-the-top
and eye-cafching, and does not always
precisely convey reality... Makovsky lacks
a sense of proportion" 2

However, it is not only excesses of
form that can be attributed to this kind
of art, but also excesses of emotions.
The characteristics mentioned could
show themselves both in the pathos of
academic programmes, and in the exal-
tation of certain salon pieces. It is no
coincidence that gypsy motifs and char-
acters, birds, girls with guitars and
scenes of festivities are so widely
encountered in the works of the artists
of the academic-salon movement. Such
motifs definitely trigger a repercussion
against the aesthetics of salon romanti-

cism with its "beautiful suffering", "curls
of silk" and eyes like "shining stars." V.V.
Stasov wrote that FK. Wintergalter and
"the heart-throbs that make women’s
hearts melt at balls", Wintergalter and
the composers of "sugar-coated
romances that made both women and
their lovers smoulder”, are distinctly
close to each other."® Another aspect of
salon art is its display of folerance for
the weaknesses of human nature, serv-
ing a re-grouping purpose for the indi-
vidual. As one collector and researcher
of romance said: "Human existence
without romance is incomplete and wan-
ing."* This is one of the secrets of its

! F. M. Dostoevsky. Complete Works in 30 volumes, L., 1979,
V.19. p.162 (in Russian).

2 Chuyko V. An exhibition of paintings by K. E. Makovsky//
Vsemirnaya lllustrazia # 1497, 1897 (in Russian).

3 Stasov V. V. Academicheskaya Vystavka1863 goda// Bib-
lioteka dlya chteniya 186 February p.6 (in Russian).

4 Rabinovich V. Russkiy Romans, M., 1987, p. 29 (in Russian).
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OTpuruas «6e3mbICieHHYI0» KpacoTy,
WCKYCCTBO peanusMa OfHOBPEMEHHO To-
MWTCA MO KpacoTe ¥ rapMOHWW, AYXOBHOMY,
HPaBCTBEHHOMY W 3CTETUYECKOMY COBep-
LUEHCTBY. «A ecnvt rpsA3b U HWU30CTb ~ TONb-
Ko myka // Mo rae-To TaMm cuswoLein Kpa-
ce.» - «goragaerca» M.AHHeHCKui. 3Ta
MyKa M0 «cusAtoLLeit Kpace», 04nLLeHHON OT
ObiTa, rpA3N, MOWOCTU U CKyKW MOBCEA-
HEBHOWM XW3HW, Bblpaxanacb B 136bIToY-
HOW KpacOYHOCTW «POCKOLLHbIX» MOpTpe-
ToB K.MaKoBCKOro, aHTUYHbIX MANAINAX
lCemnpaackoro, npexknoHeHuu nepep,
TBOpYecTBOM McnaHua M.®PopTyHu, B BOC-
TOYHOM CKa3Ke o Mope W.AliBa3oBCKoro.

Cepreit MaKoBCKUIA, CbIH XUBOMMC-
ua KoHctaHTMHa MaKoBCKOrO, 3BECTHbI
XYAOXECTBEHHbI KPWUTUK, HaxoAAacb B
3MUTPaLMK, CO3epLan yxe Ha HEKOTOPOM
yAaneHnn naHopamy WCKyccTBa BTOPOW
nonoBuHbl XIX ctonetus, ysuanT ero rnas-
Hblil FPeX B TOM, YTO OHO He WCMONHUIO
3aBeTa «Hawwux nposuaues» — Allywku-
Ha, H.lTorons, ®.Jloctoesckoro, A.MBaHo-
Ba, He OCBATWNO KpacoTbl. JTOT ynpek
paBHO 06palleH KaK K TBOpYecTBy MacTe-
PoOB AeMOKPaTUYeCcKOro, acKeTnyeckoro
nostoca KynbTypbl, NOXepTBOBaBLUNX Kpa-
COTOI BO MMA NpaBfpl, TaK U K TBOPYECTBY
XYAOXHWKOB CaNoOHHOTO aKafemusMma, y
KOTOpbIX KpacoTa - 4acTo BHellHAA dop-
Ma, He HecyLan baroaatu.

Coobuwas M.M.TpeTbsAKOBY pUMcKUe
XyfoxecTBeHHble HoBocTy, [1.M1.4ucrakos
KoHcTaTupyet: «KapTtuHa Cemupagckoro
(«Csetoun xpuctnaHcrea». - T.K) He npo-
AaHa. [loporo npocut - 40000 p. 3a To,
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4TO YenoBeK JIOBOK, CMeN U TanaHTiauBs,
40000 Henb3s nNnatuTb. HyXHO LeHUTb
YeCTHOCTb B fieNle, yMeHe W BbIAEpXKY, a
TanaHTbl bor gaet! Begb nocne cmenoctu
1 TOBKOCTU B MBOMUCK uzeT beccosecT-
HOCTb M CnocoBHOCTb penKy cpbiBaTh.
B nckycctBe BbICOKOM 3T0 HM3KO. Penu-
TMA W WCKYCCTBO Hepassy4Hbl, penurus
npucyLya fyxy YenoBeyecKomMy... Hy ia YTo
1 FOBOPYTB, XOPOLLIO, @ He BbicoKo!.»®
MMpu NonApHbIX pasnuumnsax acTeTnye-
CKMX NPOrpaMM CafoHHO-aKaieMM4ecKoro
1 AeMOKpaTN4YecKoro HarnpasfieHui, pe-
afbHaA KapTuHa CyLiecTBOBaHMA UCKYyCCT-
Ba He yKNafbIBanach NojHOCTbIO B AByXYa-
CTHyt0 cxeMy. Mexay HUMM He Bblno Henpo-
XOAMMO CTeHbl — MacTepa AeMoKpaTuyec-
KOro peann3ma 4acTo UCKyLIannCh «Kpaco-
TOW» UM NONEMU3UPOBANK CO CBOVMM ON-
MOHEHTaMU Ha UX A3bIKe, BCTYNanu ¢ HUMK
B COpeBHOBaHMe Ha ux xe none. Tema
«cpbiBa» B canoH B TBopyectBe W.Kpam-
cKoro, W.Penuna, B.MonexoBsa n apyrvix o
cvx nop cnabo paspaboTaHa B HaleM uc-
KycCTBO3HaHWUW. MHTepecHo mnocMoTpeTs,
KaK B KOHTEKCTe Npoun3BeAeHUi aKafeMu-
4eCKOro ¥ CaflOHHOTO MCKYCCTBA “KMBYTY
«BecHa» B.lMepo.a, «Ctpeko3a» u «Lle3ap-
cKas 3abaBa» B.MoneHosa, «HenssecTHas»
n «JlyHan Houb» N.Kpamckoro, noptpetbi
H.lonosuHoi, C.MenTep u GapoHecchbl
B.Mkckynb W.PenuHa, ero xe «Cagko» n
«MBaH-uapesny Ha Cepom Bonke» B.Bac-
HeuoBa, «CLeHa U3 pyMCKoro KapHaBana»
B.CypwuKoBa, «B Tennbix kpasx» H.ApoweH-
Ko, «[optpet 3.H0cynosoi» B.CepoBa, «/le-
BOYKa Ha (OHe nepcUACKOro Kospa»
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A.N.BOMOJTOE0B
Bud Ha CmonbHbIl

MOHacmbIpb
¢ bonbwoti Oxmsi
1851 (?)

Xoncrt, Macno
118x168

rTr

Alexei BOGOLYUBOV
The View on the
Smolny Monastery
from Bolshaya Okhta.
1851 (?)

0Oil on canvas

118 by 168 cm

State Tretyakov
Gallery

MucbMa XyRoxHUKOB
M.M.Tpebakosy. B2 T. M.,
1960.T.2.C. 299.

s Stasov, V. V. Mamki i n'an*
ki nevpopad. //St. Peters-
burgskiye vedomosti.
186.5 N. 290
(in Russian).

popularity. As for the question of the
peculiarities of the salon and academism,
Stasov could not but admit that there
was "something that is deeply satisfying
to our demands and our aesthetic feel-
ings"® in this kind of art. Just like
romance, academic-salon art appeals
both fo the aristocratic elite (its main cus-
tomers were from the Tsarist court), as
well as to the widest range of social class-
es that had access to its style through
advertisements and post cards. Posters
advertising tobacco and perfume, play-
bills announcing charity balls and con-
certs of popular "divas" - all of those
devices used the cliché of the salon, and
represented the thematic and stylistic
variety of so-called "learned" art.

As for the masters of realism from
the Wanderers’ strand, they accepted the
concept of beauty as more of an ethical
concept than an aesthetic one - an area
of the soul, not of the body. The fact that
the idea of "pure beauty" became dis-
credited with the ban on the sensual and
erotic in the ascetic art of democratic
realism led, among other things, to the
fact that in the 1860s and 1870s the
"nu" genre became a legacy of academic
studios and salons. One of the main
aspects that contributed fo Semiradsky's
success was the air of eroticism that can
be traced in many of his works: his secret
was in his ability not o go beyond the
frames of decency, while keeping a bal-
ance between teasing eroticism, a pagan
cult of nakedness, passionate gaiety and
Christian values (as in "The Sinner",
"Luminaries of Christianity", "The Temp-
tation of St. Jerome").

While denying "unnecessary" beau-
ty, the art of realism seems to long for
beauty and harmony, as well as spiritual,
moral and aesthetic perfection. "What if
all infamy and filth is but a torment/ For
the beauty, shining from afar..", guessed
Innokenty Annensky. This torment "for
the beauty, shining from afar’, freed from
the banality, filth, vulgarity and boredom
of everyday life was expressed in the
excessive colours of grandiose portraits
by Makovsky, the classical idylls of Semi-
radsky, the worship of the art of the Spa-
niard Mariano Fortuny, and the oriental
tales of the sea "narrated” by Aivazovsky.

Sergei Makovsky, a well-known art
critic and son of the artist, as an emigrant
had the opportunity to review the
panorama of the art movements of the
second part of the 19th century from a
certain distance - and he revealed its
main "sin" as the failure to fulfill the will

M.Bpy6ens, 3aka3Hble noptpetbl H.boraa-
Hosa-benbckoro n N.Bpoackoro; kak coot-
HOCATCA C CalOHHO-aKaJeMNYecKUM opu-
€HTan13MoM paboTbl TypKeCTaHCKOM W WH-
annckon cepuin B.B.Bepewaruna.
XapaKTepHoe CBOWCTBO KyNbTypbl
XIX cTonetvs - nonucTMAM3M - TpaauLmn-
OHHO WNJIOCTPUPYETCA Ha NpUMepe apxu-
TEKTYpbI U ieKOPaTUBHO-NIPUKNAAHOTO MC-
KyccTBa. B He MeHbLUel cTeneHn OHO npu-
cyle n3obpasuTtenbHoMy MckyceTsy. Heo-
KNaccuKa, «pycCKui cTunby, «ho poKoKo»,
OpUWEeHTann3M, eBponencKoe cpesHeBeKo-
Bbe... CTPYKTypa BbICTaBKU 1 anbBOMHOIA
4acTu Katanora NocTpoeHa no 3TvM Aene-
HUAM, BOCMPOM3BOAMT «MyTellecTBue» C
MOMOLLbIO CBOEr0 PoAa MalUMHbl BpEMEHM
Mo pasiNYHbIM UCTOPUYECKUM 3MOXaM W
cTpaHaMm. B 3aB1CMMOCTM OT TeMbI 1 CloXe-
Ta MacTepa nepuoja 3KNeKTUKK BbIbupa-
JIN TOT MW MHOW A3bIK, TY UK UHYIO CTUNe:
Byto cucTemy. Tak, B.Ako6u - aBTop ogHo-
BPEMEHHO CYpOBOr0 COLWALHOMO MONoT-
Ha «[puBan apectanTtoB» (186 1) n KapTu-
Hbl «LLIyTbl npy ABOpe AHHbI loaHHOBHBLM
(1872), nectpoit v LyMHO, B CTU/E «BTO-
POro POKOKO®, @ TaKKe «MaBpUTAHCKO»
Cepuu NoNoTeH B pycnie OpUeHTann3ma.
MpuHUMNWanbHBIM ANA KOHLEeNUWn
BbICTABKU ABNAETCA BK/IOYEHVE B ee CO-
ctaB mMebenn, hapdopa, crekna, KOCToMa,
toBeNMpHbIX yKpaleHnid. Xusonuch ca-
JIoHHoro akagemusma XIX Beka, KoTopyto
B.lapwuH Ha3Ban «habpuKoii CTeHHbIX YK-
paLLeHNit», MOXET W JOMKHA BO MHOTOM
paccmaTpuBaTbCs Mo 3aKOHaM JeKopaTtua-
HO-NpUKNagHoro nckycctea. Mx nsyyeHue
B HacTofLLee BPeMA MoCTeneHHO nepeme-
Laetca ¢ nepudepun Hay4yHoro 3HaHUA B
ero LeHTp. [epeoueHKa LieHHOCTel He Mo-
KeT He 3aTparuBaTb CTAHKOBOMO UCKYyCCT-
Ba. MHorne kaptuHbl THedda, KMakos-
ckoro, I'Cemupagckoro, A.Puuuonn, C.ba-
KanoBuya - CyTb Belyy, YKpalleHue u jo-
noHeHWe NHTePbepOB 3MOXM NCTOPU3Ma.
Ocoboe 3HauyeHue npuobpetaoT B
3TO BpeMA paMbl, Yepe3 «nocpefHnYecT-
BO» KOTOPbIX KapTVHa BNKCbIBaNach B UH-
Tepbep. PaMbl NofioTeH MacTepoB canoHHO-
aKafieM1YecKoro Kpyra MMetoT npAmoe oT-
HOLIEHMEe K KOMMMeKCy CTueBbIX ABMe-
HWIA, NONy4YMBLLEMY Ha3BaHWe «UCTOPU3MY»
UKW «3KnekTUKa». Pambl pabot Cemupag:
ckoro, bpoHHvKoBa, bakanosuya ¢ men-
KAM PUCYHKOM M3 INCTbEB aKaHba vnw
nonocoil MeaHApa MocfefoBaTeNbHO Bbl-
AepxaHbl B «aHTW4HOM BKyce». K.Makos-
CKMI1 OTAABaN NpesnoyTeHne CTUAN30BaH-
HbIM (hOpMaM OpHaMEHTVKK peHeccaHca,
GapOoKKO 1 POKOKO. ApKuit npumep aBTop-
CKO pambl, 6e3ycnoBHbIV LWefeBp AeKo-
PaTUBHO-MPUKNAAHOMO VCKYCCTBA BTOPOW

NN.WNWKNH
Cmado nod
OepesbAmu. 1864
Xoncrt, Macno
72,4x104
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Ivan SHISHKIN
Herd. 1864

Qil on canvas
72.4 by 104 cm
State Tretyakov
Gallery

6 Pisma khudozhnikov k P.
M. Tretyakovu. In 2 vol-
umes. M. 1960, V. 2 p. 299
(in Russian)

of "our prophets", Pushkin, Gogol, Dosto-
evsky and Ivanov - in other words, the
inability to "canonize" beauty. His rebuke
is directed towards the art of the masters
of the democratic rather the ascetic cul-
tural wing, one that sacrificed beauty in
its quest of truth, and the artists of salon-
academism, for whom beauty is often
used as a superficial form without any
grace.

Sharing the latest art news from
Rome with Pavel Tretyakov, Pavel
Chistyakov wrote: "A painfing by G.Se-
miradsky ("Luminaries of Christianity")
was not sold - he asks for it foo much
money - 40,000 rubles. Just because one
is crafty, brave and falented is no guaran-
tee that he'll will be paid 40 thousand
rubles. Honesty, ability and self-mastery
are o be valued, talent is God's gift! In art,
after craft and bravery, come shameless-
ness and impudence... In real art, that is
considered low. Religion and art cannot
be separated, religion is part of the
human spirit... In other words, it might be
good - but not sublime!" ¢

Despite the dramatic differences
between the directions of salon-acad-
emism and democratic realism, in reality
the artistic culture of the time cannot be
accomodated by such a two-part scheme.
No impenetrable wall existed between
the two sides: the masters of democratic
realism were often tempted by "beauty",

entering into lengthy disputes with their
opponents using their language, and
competing with them in their field. The
theme of the "fall" to a salon level in the
art of Kramskoy, Repin and Polenoy,
among others, is still under-researched in
contemporary academic studies. It is
interesting fo consider, in the context of
academic and salon art, such works as
"Spring" by Perov, "A Dragonfly" and "The
Tsar's Amusement" by Polenov, Kram-
skoy’s "An Unknown Woman" and "Moon-
lit Night", the portraits of N.Golovina,
S.Menter and Baroness V. Ikskul by Repin,
Vasnetsov's "Sadko" and "lvan-Tsarevich
on the Grey Wolf", "AScene from a
Roman Carnival" by V.Surikov and "In
Warmer Lands" by N.Yaroshenko, Serov's
"Portrait of Z.Yusupova", Vrubel's "Girl
with a Persian Rug in the Background",
and specially-commissioned portraits by
N.Bogdanov-Belski and I.Brodsky; as well
as see how the salon-academic Oriental-
ism is connected with the Turkestan and
Indian series of Vereshchagin.

A very characteristic feature of
19th century culture is its "poli-stylism",
something which is traditionally illustrat-
ed by examples from architecture and
decorative and applied art. However, it
characterizes painting as much as any
other field: neo-classicism, the "Russian
style", "faux rococo", Orientalism, Euro-
pean art of the Middle Ages... The compo-
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sition of the exhibition and its catalogue
is structurally divided into parts which
matfch each of these styles, recreating a
"journey" info art history - almost as if in
some kind of a fime-machine, through
historical epochs and countries. Depend-
ing on the themes and subijects, the mas-
ters of the eclectic period chose their
"language”, picking one stylistic system or
another. For instance, Jakobi happens fo
be both the author of the gruesome social
canvas "A Halt for the Prisoners” (1861)
and the painting "Jesters at the Empress’
Anna loannovna's Court” (1872), a
vibrant and "loud” piece in the style of the
"second rococo", as well as of a "Moorish"
series of works in the oriental style.

In order to preserve conceptual
unity in the exhibition it was crucial to
include furniture, porcelain, glass, cos-
fume and pieces of jewellery. As for the
salon-academic paintings of the 19th
century - called by V. Garshin "a factory
of wall decorations” - they need to be
considered predominantly from the view-
point of applied and decorative art, which
itself today is becoming a central subject
of academic study. Such re-evaluations

cannot possibly fail fo fouch on the sub-
ject of grand-scale easel-painting as well:
many of the paintings of Neff, Makovsky,
Semiradsky, Rizzoni and Stepan
Bakalovich served to the greater extent
as decorations and accessories for the
interiors of the epoch of historicism. Spe-
cial meaning in those times was also
attached to the frames which truly
matched the painfings themselves; the
frames concerned are directly related to
a stylistic system that came to be known
as "historicism", or "eclecticism".

Frames for the works of Semirad-
sky, Bronnikov and Bakalovich were dec-
orated with small ornaments of the leaves
of the acanthus, or a stripe of meander
faithful to classical antique style, and cor-
responding to the then-popular tastes for
the antique. Makovsky preferred the
more stylized forms of ornaments of the
Renaissance, baroque and rococo. A vivid
example of a true masterpiece of decora-
tive art from the second half of the 19th
century is the carved wooden frame for
Makovsky's painfing "In the Artist's Stu-
dio" (1881, in the collection of the
Tretyakov Gallery), where the absence of
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7 Boictaka  «[lneHHUKN
KpacoTb» noTtpeGosana
ocylecTBieHnA Gonbloro
KOMMfleKca pecTaBpauy-
OHHbIX paBot. Ocobon 3a-
flayeil  nNpu noAroToBKe
BbICTAaBKM Obina pecraspa-
UMA YHUKANbHBIX aBTOP-
CKWX paM, NpoBejeHHasn
pectaBpaTopami TpeTba-
KoBcKowi ranepen B.Cras-
uesbiM 1 B.Knenosbim.

Makosckuii C. CunysTbl
PYCCKUX XYOXKHUKOB. M.,
1999. C.72.

® Makosckuii C. Ykas. cou.
C.77.

nonosuHbl XIX Beka - pesHan AepeBAHHasA
pama nonotHa K.Makosckoro «B macrep-
CcKoin xypoxHuka» (1881, I'TT), 6e3 Koto-
poi 3 deKT 3Toro Npon3BeseHNa cyLecT-
BEHHO yTpaumnBaetcs. Takum o6pasoM, cto-
KET KapTVHbl, ee CTUIMCTUYECKOe pelle-
HWe, paMa 1 CTUIIMCTUYECKOE pPeLLEeHNE UH-
Tepbepa CTpeMUANCh K eANHCTBY .

B oTHOWeHMN K KapT1He KaK K ane-
MEeHTY C1HTe3a WCKYCCTB NPOCMaTp1BaloT-
CA MPUHLMMbI TPAAYLLETO CTUAA MOAEPH.
®urypbl Cemupaackoro 1 K.MakoBckoro
BeCbMa MOKa3aTeslbHbl B 3TOM KOHTEKCTE.
LWokupytowas «BcesgHocTb» MakoBcKoro,
HexenaHwe yrnybnAaTbCA 1 «NCUX00rn3u-
poBaTb» - MpuUMep MOA0BHbLIX MOAXOAOB,
WHTYUTMBHBIA NyTb K MPUHLMNUANLHO
MHOMY, He CTaHKOBOMY OTHOLLEHMIO K 130~
6pa3suTenbHoMy mckycetsy. Ero «..opvHa-
KOBO YBJIeKanu neii3axu, xaHpoBble cLie-
Hbl, y30pHasA MocKoBcKasa Pyck, pekopa-
TUBHble anneropum, UNAKCTpaunm K nuTe-
paTypHOIi repouKe - HaKoHeL|, BCEBO3MOX-
Hble HapAAHble UMNPOBW3aLY, BIJIOTb A0
LIMPM POKOKO 1 30M104eHbIX chaises-a-por-
teurs ¢ rpnsnaamMmu amypos»’,

He cny4aiiHo MHOrUM XyAOXHVKaM
3TOro Kpyra Oblna cBOWCTBEHHA CTpacTb
KonnekumoHupoBanus. Mo ceuaetensct-
By Ceprea MakoBcKoro, «...0Tel| cobupan
0TEYECTBEHHYH CTapWHY MO NPenMYLLecT-
BY: Capa(aHbl, fyLIerpeiiku, WyLlyHbl, KO-
KOLIHUKN W KUYKKW, pasybpaHHble xeMm-
YYXHBIM MNETEHNEM,.. OBENMPHbIE W3je-
JIA C anMasaMu 1 CTEKNALIKaMM Ha pas-
HOLiBETHOW (onbre, cepbru, MyroBuULbl,
onaxana,.. Yapku, BpaTuHbl, CONOHKM,
6nopa, nofHockl, xpyctanb, dapdop,
MaionuKy, 6poH3y, NOACBEYHUKM, KaHfe-
nA6pbl, 6pa 1 WKaTYNKK, Naplibl U Kpyxe-
Ba, BbIWMBKWM, Bapxart, atnac, napyy apLm-
HaMM U Kycouykamu... OGpbiBKamu cTa-
PVHHBbIX MaTepwii 6bInn HabUTbI TAXeNble
komogbl..»". O6WwMpHble cobpaHus aH-
TUYHBIX U APYrUX PapUTETOB HaXoAUANCh
B 3HamMeHuTOM fome Cemupasckoro B Pu-
me Ha Bua [asta. XynoxHuMKa oKpyxanu
NepcUACKME KOBPbl, BOCTOYHbIE TKaHW,
TUIpOBbIe LUKYpbI, OPYXUe, ApeBHerpeye-
CKMe Ba3bl, aHTUKBapHasA Mebenb, KapTu-
Hbl, MeNIKaA NnacTka n 1BeNupHbIe YK-
palleHnA, MHOXeCTBO Po3 PeAK1X COPTOB
B Kagkax. Komnekumn nutanu upessbl-
yaliHo paspocluyloc 06CTaHOBOYHYIO U
KOCTIOMHYIO 4acTb CaNoOHHO-aKajeMuyec-
KOro UCKycCTBa.

CemupazacKoro, Kak 1 Apyrvx Xynox-
HUKOB CaJIOHHO-aKaZeMN4ecKoro Kpyra,
4acTo 0BBVHAIOT BO BTOPUYHOCTH, UCMONb-
30BaHMM U YNIPOLLEHNM YY)KMX TBOPYECKMX
HOBALMIA, OTCYTCTBUM B X NPOU3BEAEHU-
AIX Ayxa HOBaTOPCTBA, CBEXECTW NepBooT-
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KpbiTa. Cuna ero B Apyrom. Mcnonb3osa-
HWe roToBbIX 006pasLoB - AeNCTBUTEIBHO
OfiHO U3 OCHOBHbIX CBOWCTB 3TOr0 poja
ncKycctBa. Ho «BbilwMBaHME MO Yyxon
KaHBe» jaBafo BO3MOXHOCTb COCPEAOTO-
unTbcA Ha pabote Hag ¢opmoi, oTTaum-
BaTb U WANGHOBATb XKMNBOMUCHbIE NPUEMbI,
ZI0BOAWTB 10 COBEpLUEHCTBa BCe COCTaBAsA-
folLme M306pasnTesbHOTO pAja KapTuHbI,
n06uBasAch B CBOEM peMec/ie BbiCOYaLLe-
ro ypoBHs. MacTepcTBo, KOTOpbIM Bnajen
Cemupapckuit, Tpebosano 6Gonbluoro Ta-
NaHTa 1 OFPOMHOTO TPYAOOBMA.

OTtmeyeHHOe paHee CXOACTBO C MU-
POM [ieKOopaTVBHO-MPWKIAAHOTO TBOpYe-
CTBa NPOSABNAETCA U B TOM aKLEHTVPOBa-
HUM (hopManbHOTO NMprema, KOTopoe Mbl
MOXeM HabnioAatb B XMBOMUCU aKaje-
mu3ma. [Mpuem, uan Habop npuemos, Tiua-
TeNIbHO MecTyeTCA, CTaHOBUTCA BU3WUTHOM
KapTOYKOM XYAOXHUKA, ero hupMeHHbIM
3HaKOM.

Tak, xuBonucb W.Makaposa 3a
0co0blil CAONCTLI Ma3oK COBPEMEHHW-
KV CPaBHUBANN C KKOHAUTEpCKUM Besen,
K.MakoBcKoro HasbiBanu «pycckum Py-
6eHCoM», B TOM YMCE W 33 ©KUAKYHO»
XMUBONUCH, C A0BaBNEHMEM NaKa, U Kpyr-
nawminca masok. Cpasy ysHaerca toBe-
NMPHas YeKaHHOCTb NMPeAMETOB U anblin
NOMKWA WeNK KapAUHaNbCKNX MaHTUii B
KapTuHax A.PuuLioHw, cyxoBaToe n3sle-
CTBO TOHKMX NIMHWIA, HEYNOBUMO Haro-
MUHalLWmMe CpeHEBEKOBYID KHUXHYIO
MUHWaTIOPY.

M3owpeHHocTbl0 M pasHoobpasu-
eM npuemoB nopaxaer xusonucb Cemu-
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7 The exhibition "Captured
by Beauty" required a
large amount of restora-
tion. A special task when
preparing the exhibition
was the restoration of the
unique author's frames,
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ees of the Tretyakov
Gallery V. Stavtsev and V.
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the frame would have diminished the
effect of the painting itself. Thus, subject
matter, style and the frame of the painting
together "strived” fo unify with the style of
the interior itself.”

In regarding painting in this way as
a synthesis of all the arts, it is possible to
recognize the principles of future mod-
ernism, and both Semiradsky and
Makovsky are good examples in such a
context. Makovsky's shocking "omnivour-
ousness", his unwillingness to go deeper
into the psychology of the subjects he
depicts - these are just instances of his
different type of approach, his intuitive
path to a completely different, non-easel
painting aftitude fo art. He was "just as
interested in landscapes as he was in
genre scenes, or the ornamental motifs of
Moscow Rus’, decorative allegories, illus-
frations to fictitious heroic deeds, and all
sorts of eye-catching fancy improvisa-
fions, including screens in the rococo
style and golden chaise-a-porters with
garlands of cupids."®

It was no accident that many of the
artists from that circle were passionate
collectors. According to Sergei Makovsky:
"... my father collected Russian national
artefacts out of preference: sundresses,
dushegreykas [the warm woman's jacket],
jerkins [a type of peasant women’s gar-
ment], kokoshniks and kichkas [types of
head dress of a peasant woman] decorat-
ed with pearls, jewels with diamonds, and
glass pieces on multi-coloured foils, ear-
rings, buttons, large fans... Goblets, pitch-
ers, salt cellars, dishes, trays, crystal-
glass, porcelain, majolica, bronze, candle
holders, candelabra, sconces and minia-
fure boxes, coffers and lace, embroidery,
velvet, satin, brocade by arshines [a Russ-
ian measure equal fo 28 inches] or by bits
and pieces... Heavy chests were full of
scraps of antique fabrics."® Extensive col-
lections of anfiques and other rarities
were to be found in Semiradsky's famous
house in Rome on the Via Gaeta. The
artist surrounded himself with Persian
rugs, oriental fabrics, tiger skins,
weapons, ancient Greek vases, antique
furniture, paintings, small bijoux and jew-
ellery and many sorts of rare species of
roses in pots. The collections became a
rich source - a defining part of salon-aca-
demic art - which more and more came
fo concentrate on the cost-umes of the
subjects and the splendour of their
breathtaking interiors.

Like most other representatives of
salon-academicism, Semiradsky was
often accused of plagiarism, of using and

simplifying the creative ideas of others,
and of the lack of any sense of novelty
and freshness of discovery in his works.
His strength, however, lies in something
else: the use of ready-made and available
samples is indeed one of the main peculi-
arities of this kind of art. Yet such kinds of
"“fancy work", based on another’s pattern,
enable the artist to concentrate on form,
as well as sharpen and polish the techni-
cal skills and refine the elements that
made up a work of art. Semiradsky’s level
of mastery demanded a great deal of tal-
ent, and even more hard work.

The similarity with decorative art
already mentioned can also be seen in
the way that formal skill is accentuated. A
certain device, or a combination of
devices, is thoroughly "nursed" and then
becomes the artist’s trademark.

For example, |.Makarov's paintings
were often compared to baiser (a light
pastry made from the white of eggs and
sugar), because of their specially-layered
brush strokes. Makovsky was often called
the "Russian Rubens" for his more
"watery" painting technique, with the
addition of varnish and roundish brush
strokes. And it is easy to spot the jew-
eller's precision in all the objects and the
brittle scarlet silk of the cardinals’ man-
tles in the paintings of Rizzoni, complete
with the dry elegance of their thin lines,
which are somewhat reminiscent of
medieval book miniatures.

The variety and refinement of Semi-
radsky's painting skills is truly striking:
their use of palette-knife and facing,
drawing with the brush handle on still wet
layers of paint, and the fine and precise
drawing with thin brushes over the top
layers that gives shapes a filigree look -
all such techniques create an impression
of unprecedented richness of textural
effects. Viewers find themselves unwill-
ingly trapped by the mastery of the artist;
despite their thematic banality and emo-
tional simplicity, Semiradsky's paintings
are never boring.

The contemplation of arfistic tech-
niques, of the aestheticism of the very
texture of artistic surfaces that had been
already revealed in early works by the
masters of salon-academic art, also pre-
dated fransformations that took place
around the turn of the century, when
theme, subject and character all became
of secondary importance, and colour, line
and form became the main elements.

In 19th century art, academic and
salon painting preserved a legacy of mas-
tery and attention to formal artistic char-

paacKoro: paboTa MacTUXMHOM U TopLe-
BaHWe, PUCYHOK YepPeHKOM KWCTU Mo Cbl-
POMY KPaCo4YHOMY CJ10t0, YTOYHAIOLLWIA pu-
CYHOK TOHKOW KWUCTbIO MOBEPX BEPXHUX
cnoes, npugawowuii popmam dunmrpat-
HOCTb, - BCE 3TO CO3JaeT Brieyat/ieHue 3a-
BOpaxwuBatowero HoratctBa (aKTypHbIX
3¢ deKToB. 3puTenb oKa3biBaeTCA He-
BO/IbHO YBJIeYeH Ma3CTpuei MoNoTeH Xy-
BOXHUKa. Mpy BaHanbHOCTU CHOXKETOB U
HECNIOXXHOCTW 3MouMiA KapTuHbl Cemu-
PaACKOro He CKy4HO CMOTPETb.

JlloboBaHMe KMBOMUCHBIM NpU-
eMOM, 3cTeTusauusa (axTypbl XuBonuc-
HOI4 NOBEPXHOCTW, paHO NPOABMBLUKECA B
Npov3BeJieHNAX MacTepoB CajlOHHO-aKa-
AEMUYeCKoro TUna, Takxe roToBMAW MUC-
KycCTBO K TpaHcdopmaumam pybexa Be-
KOB, KOTia CIOXET, TeMa, XapaKTep OTCTy-
NAT Ha BTOPOWI MNaH, a UBeT, 1HUA, hop-
Ma CTaHyT rMaBHbIMW «repoAMUy.

AKazieMuyecKan v canoHHas X1Bo-
nuck B uckycctae XIX Beka B nuue Hanbo-
Jlee TanaHTAVBbIX CBOUX MpeAcTaBuTeNnen
Obina xpaHUTENbHULE 3aBETOB MacTep-
CTBa, BHUMaHUA K (hOpMasibHbIM CBONCT-
BaM UcKyccTBa. Bpybenb K unciy xynox-
HWKOB (M3 PYCCKMX) OTHOCMA TONbKO
AVBaHoBa, A KynHpxu, .Cemupagckoro,
A.Pvuuonn, c orosopkamm - W.PenuHa.
Ha 3ape opraHu3auun «Myvpa nckyccra»
JleB bakcT yntan apy3baAM neKuum no pyc-
CKOMY WCKYCCTBY W B KayecTBe nepBbIX
TeMm BbI6pan TBopyectso [.CemMupagckoro,
0.KneBepa n K.MakoBckoro. 3tomy He-
TPYAHO HaiTK 0BbACHEHWe, MOCKONbKY B
3M0Xy KOHDPOHTaLMK aKaseMusma v ne-
peABVIKHMYECKOro peannsma, KpacoTbl
BHYTPEHHE 1 KPacoTbl BHELIHeN, 3TUKN
M 3CTETVKM aKajeMu3M Bomsowan npo-
rpamMMmy naHscTeTusma, nobyxgan nyénu-
KY K BOCMPVATHIO 3CTETUKMN (OPMbI.

B koHue 1960 - Hayane 1970-x ro-
AoB B cTpaHax 3anagHoi EBponbl npo-
Wwna cepua BbICTaBOK, MOCBALLEHHbIX
aKajeMu3Mmy, onnosuuuM MMnpeccuo-
HM3Ma, 4YTO JaNno BO3MOXHOCTb MOA HO-
BbIM YI7IOM 3p€HUA NMOCMOTPETb W Ha caM
MMMNpeccMoHn3M. AHanM3npys 3Ty CUTy-
aumio, ['H0.CtepHuH B cBOE BpeMms pacLie-
HUN ee KaK CUMMTOM CMeHbl «uMMnpec-
CMOHU3MOLIEHTPUCTCKOWNY MOAenn WH-
Tepnperauumn nNpoLeccoB 3BOMOLMUN UC-
KycCTBa Ha «CHMBOAU3MOLEHTPUCT-
ckyton'’. HekoTopble BbicTaBo4HbIe Mpo-
eKTbl Hayana HOBOro ThiCAYeNeTUs CBU-
AEeTeNbCTBYIOT O NMPaBOMEPHOCTU N0A06-
HOV1 MHTepnpeTaumMK 1 06 akTyanusauum
«CMMBOIM3MOLLEHTPUCTCKONY  Mojenu
pa3Butns uckyccrsa. B 2002 rogy B Be-
HeLun CocToANach BbICTAaBKa, KOCBEHHO
oTHocAwanAca K Hawen Teme: «OT MoBK

Ae lWasana po Matucca u lNukacco. B
CTOpoHy MopepHusma». Ee KypaTopsbl
CTPEMUIUCH MNOKa3aTb TeHeTUYecKyto
CBA3b MOAEPHM3MA W CaNloHHO-aKaAeMu-
YecKOM TpaauuMu, Ha KoTopyto onvpan-
ca MoBwu e WasaH 1 TBOpyecku nepeoc-
mblicamnm A.Matucc u MN.Mukacco.

Pycckoe akagemudeckoe v canoH-
Hoe uckycctBo XIX - Hauana XX Beka -
3HaunTeNbHOE XYAOXECTBEHHOe ABNEHUE,
AABHO ayllee CreLmanbHOro fokasa u
uccneposaHma. B HactoAwmin MomeHT
BO/bLWMHCTBO MPOV3BEAEHWI CaNIOHHOTO
aKazieM13Ma HaxoAATcA B My3elHbIX 3a-
MacHWKax 1 YacTHbIx cobpaHusax. Beictas-
Ka «[lneHHUKM KpacoTbl» BBOAUT B ctepy
BHVMMaHUA CcneuMannuctoB u nwobutenen
MCKYCCTBA MHOTO HOBbIX MMEH 1 Npou3Be-
AeHWiA, cnocobeTByeT co3paHuio Gonee
00BEKTUBHOI KapTUHbI Pa3BUTUA PyCCKO-
ro WCKyccTBa, MO3BO/MAET BOCCTAHOBWTH
VCTOPUYECKYIO CMpaBeAsnBOCTb U OTAATb
AaHb XYAOXHWKaM, BHECLUMM CYLLeCTBEH-
HbIl BKNag B Kynetypy XIX cronetus, a Tak-
e NyyLue MOHATb MCTOKU MHOTUX XyA0Ke-
CTBEHHbIX npoueccoB XX BeKa.

B.K.ILUTEMBEPI
TNopmpem
AnekcaHopbl
®edoposHbl. 1901
Xonct, macno
152x101

rTr

Victor SCHTEMBERG
Portrait of Alexandra
Fedorovna. 1901

Oil on canvas

152 by 101cm

State Tretyakov
Gallery

10 CmepHur [H0. MpoBnema
«peasnbHoOCTU» B 1306pa-
3UTENbHOM  MCKyCCTBE
XIX Beka // Coetckoe nc-
KyccTBo3HaHne'77. 1978.
Ne1.C.210-232.

0 Sternin, G. Y. Problema
realnosty v izobrazi-
tel'mom iskusstve XIX
veka // Sovetskoe Iskus-
stvoznanie #1 M., 1978,
p.210-232
(in Russian)

acteristics. Mikhail Vrubel considered only
Ivanov, Kuindzhi, Semiradsky, Rizzoni and -
with certain stipulations - Repin as real
artists from among the Russians. In the
earliest years of the "World of Art" move-
ment Leo Bakst lectured his friends on
Russian art: one of his main fopics was the
art of Semiradsky, Klever and Makovsky -
a fact which is easy fo explain, since in a
time of confrontation and the comparison
of academism and the art of the "Wander-
ers”, inner and outer beauty, ethics and
aesthetics, academism was a "personifica-
tion" of a pan-aesthetic programme, direct-
ing the public to appreciate the aesthetics
of form.

At the end of the 1960s and the
beginning of the 1970s, a series of exhibi-
fions devoted to academicism were shown
in the West, as an opposition fo impression-
ism - and they allowed a chance to examine
impressionism itself from a different point
of view. Analyzing this situation, G.Y.Sternin
termed it a symptom of a change from an
"impressionism-centrist” model of interpre-
tation of the processes of artistic evolution,
towards a "symbolism-centrist".'® Other
exhibition projects of our current century
prove similar interpretations: 2002 saw an
exhibition in Venice, "From Puvis de Cha-
vannes to Matisse and Picasso: In the Direc-
tion of Modernism", indirectly related to this
theme. Its curators tried to show a genetic -
and also de facto generic - connection bet-
ween modernism and the academic-salon
tradition that was a focal point of Puvis de
Chavannes, and which received a new artis-
tic meaning with the work of Matisse and
Picasso.

Russian academic and salon art of
the turn of the 19th and beginning of the
20th centuries is a very significant artistic
phenomenon, one that has long been
awaiting the critical spotlight and subse-
quent research. Today, the majority of the
works that dominate its trends can be
found in museum reserve collections and
in private hands. The exhibition "Captured
by Beauty" will provide both specialists and
connoisseurs of art alike with new names
and pieces, and stimulate the creation of a
more objective picture of the development
of Russian art while providing some sense
of historical justice and fribute to painters
who significantly contributed to 19th cen-
tury culture; it will also promote a better
understanding of the origins of certain
artistic processes that came with the 20th
century.
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Boris Kustodiev:

Guardian of Folk

Beauty

Kycmooues 00uH u3 cambix HaQYUOHA/bHbIX Ha-
Wux XyOOXHUKOB, NPOHUKHYmMbIU /110608b10 KO
B8CeMy XapaKmepHO-pyCCKOMY, HeCMOMPA HA WU-
POKuli 0Uana3oH ysie4yeHUsA BeUKUMU ABJ1eHU-
AMU MUPOB020 UCKYCCMBA U Ha 0mcymcmaue y He2o
Y3K020 HaUUOHA/IU3Ma.

.C.Bepeiickuin

Despite the artist’s interest in a whole range of
important areas of world art and his lack of any
narrow-minded nationalism, Kustodiev's work is
imbued with such love for all that is typically
Russian that he may truly be called a national
artist.

Georgy Vereysky

locypapcTBeHHan TpeTbAKOBCKas ranepes Bbipaxaer
6naropapHoctb OAO «BHewwToproaHk»
33 (PMHAHCOBYIO MOAAEPXKKY B OPraHW3aLMM BbICTaBKU.

The Tretyakov Gallery thanks VNESHTORGBANK
for their financial support
in the organization of this exhibition.

Asmonopmpem
1912

KaptoH, Temnepa. 100x85
Fanepes Yoduum, PnopeHuns

Self-portrait

1912

Tempera on cardboard. 100 by 85 cm
Uffizi Gallery, Florence

HbIX naean
bopuca

KYCTOLMEBA

ExaTepuHa CepepHAKoBa
Yekaterina Seredniakova

B cumnaTtum k uckyccrsy bopuca bu-
XainoBu4a AycroaveBa napagoKcalb-
HbIM Oﬁpa30M €AUHOAYyLIHbI U WKUPO-
KWIA KpPYr 3puTesiel, U UCKYyLIEHHble
cneuuajimCTbl.

KYCTOZMEB - TBOPEL, NMPEKPACHOW
YTOMWUYECKOM CTPAHbI, POXIEH-
HOW HAPOAHOW MEYTOW. OBPA3blI
KMBOMUCHOIO MUPA XYAOXHUKA
HACTO/IbKO APKN U YBEAUTEJIbHbI,
YTO CTAJIN «KPbUTATbIMU»: «KYCTO-
JVEBCKAA KPACABULIA», «<KYCTOAN-
EBCKAA APMAPKA», «KYCTOOMEB-
CKAAl 3MMA»... C/IOBHO MOCNEAQHEN
APKOW BCbILUKOW 3AKATA 03APWI
KYCTOZMEB HABCENIA YXOAALLYIO B
MPOLLJIOE POCCUIO.

HA TMOPOTE ABAHTAPLHOWM 3rOXM
1910-X FOJ0B OH HALLEN CBOW CA-
MOBbITHbIN M HEMNOBTOPUMbIV
MyTb, YBEHYAB HALIMOHAJIbHO-PO-
MAHTUYECKYIO JIMHWIO B PYCCKOM
WCKYCCTBE PYBEXXA BEKOB COBEP-
IUEHCTBOM  HEOK/ACCWYECKOW
®OPMbI. BbICTABKA, MOCBALLEHHAA
125-NIETUHO XYA0KHUKA 1 OPTAHU-
30BAHHAA PYCCKWUM MY3EEM, BO
BCEW MOJIHOTE PACKPbIBAET YHU-
BEPCAJIN3M ETO JAPOBAHUA KAK
CKYJIbMTOPA, CLIEHOTPA®MA, TPADU-
KA. MEPEMECTMBLUUCb B TPETbA-
KOBCKYIO TAJIEPEIO, BbICTABKA Ob-
PEJIA HOBbI/ ACMEKT - 3[ECb OCO-
BEHHO SPKO BbICBETWJ/IACb BEAY-
LA TEMA TBOPYECTBA MACTEPA -
Er0 JOVAJIOT C TPALMLIMEN HALIMO-
HAJIbHOM KYNIbTYPbI, *KVUBOMUCbIO
CTAPbIX MACTEPOB W SIBNEHMAMMU
COBPEMEHHOW XYOOXXECTBEHHOM
KU3HW.

BHICTABKMU

THE ART OF BORIS KUSTODIEV
APPEARS, PARADOXICALLY, TO
APPEALBOTH TO THE CASUAL VIEWER
AND TO THE EXPERIENCED ART SPE-
CIALIST.

IN HIS PAINTINGS, KUSTODIEV CRE-
ATES A BEAUTIFUL UTOPIA, A LAND
OF POPULAR WHIM AND FOLK FAN-
TASY. HIS WORLD IS FILLED WITH
IMAGES THAT ARE SO VIVID AND SO
CONVINCING THAT THEY HAVE
BECOME A PART OF EVERYDAY LAN-
GUAGE: WE SPEAK OF "KUSTODIEV
BEAUTIES", "KUSTODIEV FAIRS" AND
"KUSTODIEV WINTERS". HIS ART WAS
LIKE THE FINAL BURST OF A GLORI-
OUS SUNSET SPLENDOUR OVER A
RUSSIA WHICH WAS DISAPPEARING
FAST, NEVER TO RETURN.

ON THE THRESHOLD OF THE AVANT-
GARDE 1910s, KUSTODIEV WAS ABLE
TO FIND HIS OWN UNIQUE AND DIS-
TINCTIVE STYLE, BRINGING THE PER-
FECTION OF NEO-CLASSICAL FORM TO
TURN-OF-THE-CENTURY  RUSSIAN
ROMANTIC ART. THE EXHIBITION
ORGANISED BY THE RUSSIAN MUSE-
UM TO CELEBRATE THE 125th
ANNIVERSARY OF THE ARTIST'S BIRTH
CLEARLY SHOWS KUSTODIEV'S TAL-
ENT AS A SCULPTOR, THEATRICAL
DESIGNER AND GRAPHIC ARTIST. ITS
TRANSFER TO THE TRETYAKOV
GALLERY ALTERED THE EXHIBITION
ONLY A LITTLE, ALLOWING THE MAIN
THEME OF KUSTODIEV'S WORK TO
EMERGE. WE WITNESS HIS ONGOING
DIALOGUE WITH RUSSIAN CULTURAL
TRADITIONS, THE LEGACY OF THE OLD
MASTERS AND THE LATEST DEVELOP-
MENTS IN CONTEMPORARY ART.
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TMopmpem xydoxHuKa-spasepa
Bacunus Bacunsesuya Mams. 1902
Xoncet, macno. 125x151. TPM

Portrait of the Engraver Vasily Mathé
1902

Oil on canvas. 125 by 151 cm

State Russian Museum
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CupeHs (H0.E.Kycmoduesa
¢ doyepbio MpuHod). 1906
Xoncr, macno. 83x136
rePm

Lilac (Yulia Kustodieva with
her Daughter Irina).1906

Oil on canvas. 83 by 136 cm
State Russian Museum

[ THE TRETYAKOV GALLERY #4" 2004

bopuc Muxainosuy poamnca Ha
Bonre, B ActpaxaHu. Bneyatnenna percr-
Ba OT LUYMHOW XMW3HW TOPrOBOrO rOPOAa,
C ero NOMALWMMUCA OT U306UNA U MHO-
rokpacouHoctn 6azapamu, 6binu Ans He-
ro Bcerga goporu. Obyyasch B ceMuHa-
pUM KaK CblH paHO yMepluero npenoja-
BaTeNfl, OH HUKaK He «nycKan HUKaKux
KOpHeli B CTOPOHY AyxoBHyto». Ero «mup-
CKMe» yCTpeMsIeHUA K XMBOMWUCK Mpo-
ABUAMCh paHo. Ha Bcio xu3Hb Kyctoau-
eB coxpaHwun 6narofapHocTb CBOeMy
nepBoOMYy XyAOXEeCTBEHHOMY HacTaBHUKY
I.A.Bnacosy. B 1896 roay oH noctynaer
B AKaZleMVI0 XyZJ0XeCTB 1 Cpasy e no-
nagaer B MacTtepckyto W.E.PenunHa, a
BCKOpEe CTaHOBWTCA NOOUMBIM y4YeHu-
KOM BenvKoro mactepa. [lepBoit cepbes-
HOW LUKOMOW [/1A Hero CTano yyactvie B
paboTe Haa nonoTHoM «3acepaHue locy-
AapCTBEHHOrO COBETay, B KOTOPOI MOJIO-
AOMY XYAOXHUKY, NMcaBLlUeMy MopTpet-
Hble 3TIOAbI C HATypbl, YAANOCh BbICTY-
MUTb HapaBHe CO CBOWM YUUTENEM.

Bnepean - cnaBa 6GnecrAwero
nopTpetucta, Ho Kyctoaues, co3aas psa
eAeBpOB B 3TOM XaHpe, Cpean KoTo-
pbix ocobeHHO BblgenstoTca «MopTper
N.A.bunnbuna» (1901) n «MopTpet xy-
AOXHUWKa-rpaBepa B.B.Marta» (1902),
n36MpaeT Apyryto Aopory.

B 1903 rogy Kyctoanes xeHutcA
Ha HOnun EBctadbesHe [MpolwmHcKoi.
HepaBHAsA BbinyckHMLa CMOIBHOO UH-

CTUTYTa, OHa paboTana MalWHWUCTKON.
Meutas craTb xuBOmucueM, nocewjana
3aHATMA B O6LLecTBe NOOLPEHUA XyA0-
xecTB. eHa 1 getn, nepserel, Kupunn
¥ pouka MpuHa, - nocTosHHbIE 1 Nl06K-
Mble MOJenN XyAOXHWKa, 0COOeHHO
WpuHa. OH nucan ee mnageHuem Ha py-
Kax y mMaTepu, a Koraa OHa moAapocna,
wyTs HasbiBan Mytei BopucosHon (My-
TA - onpeaeneHue Ana nonHon, Aebenoi
XEeHLMHbI) 1 cpaBHMBan ee ¢ JlaBuHu-
en, foyepbto Tuumana.

B 1905 rogy Kyctopmes ctpout
6113 KunHewmMbl OM M MacTepcKylo B
HeopyccKoM cTune «Tepem», rae Ha
npotsxenun 10 net nojonry xuset c
cembeit. CuactnuBas atmocdepa ce-
MbW BOMJOTMNIACb B CEpUM KaMepHbIX
KaptuH («¥YTpo», 1904; «CupeHb»,
1906), no-cBoeMy nNpenoMmBLLKX yBIe-
YeHMe VMNPEecCrOHN3MOM.

B cepeanHe 1900-x rogoB xynox-
HMK BO BpeMA nyTewecTsuii no Espone
paclupseT TBOpYeckuin Kpyroszop. OH
OTKPbIBaeT AN1A cebA cTapbiX MacTepos:
Tuumnana, TunTtopetTo, BepoHese, Benac-
Keca, PybeHca, a TakKe COBpeMeHHbIX
(paHLy30B - OT MMMNPECCHOHUCTOB A0
CesaHHa.

B 1910 roay oH nuiweT B NcbMe K
OAHOMY U3 3aMevaTeNibHbIX NpejcTaBu-
Tenen «Mupa nckyccrsa» [K.Jlykomcko-
My: €A 3a nocnepHee BpeMa y MeHA Ta-
Kas JIOMKa M nepeoLieHKa BCex CTapbIX
LleHHoCTen naeT - BepHee, cTapble (To
ecTb CTapble MacTepa, FpeKku, roTuka,
UTaNbAHCKNE NPUMUTUBLI) AenatoTca
HOBbIMW, YTO HaAo CHOBAa Y4uTbCA -
Y4MTbCA MHOrO, AONr0 W YNopHo - a
rnaBHOe, N03abbITb TO, YEMY HayuUIu».
Mpupoaa, *u3Hb roposos [loBomkba
CKBO3b NMPU3My €BPONENCKOro NCKycCT-
Ba NM0-HOBOMY OTKpbIBAOTCA 1A Hero.

KycToanes meuTaet o cozgaHum Tu-
MUYHO PYCCKOW KapTWHbI, KOTOpas oXBa-
TbiBana Obl LLENIMKOM PYCCKYIO XW3Hb U
aywy. byayun npeemHukom B.W.Cypuko-
Ba, M.B.HectepoBa, A.M.PabywKuHa,
A.E.Apxunosa, ®.A.ManasuHa, Kyctoau-
eB HamnosHAeT HaLMoHalbHOe POMaHTU-
yecKoe HamnpaBfieHVe MOJHO3BYYHbIM
npasAHUYHbIM AnKoBaHneM. OH cnoBHO
nosixsaTbiBaeT TeMy, 060pBaBLylOCA B
Hauvane 1910-x rogoB B TBOpYecTBe pa-
HO yweaLwero u3 xu3Hu H.H.CanyHoBa.

fipmapku, rynfaHbA, AepeBeHCKMe
npasaHukK yBsnekatoT KycToamesa Kak
NpOABJAEHNA TBOPYECKOW CTUXWMMU «Ha-
poaa xyLoxHuKa». Mopo6Ho cBoeMy co-
BpeMeHHUKy A.A.Bnoky, oH Mor 6bl cKa-
3aTh: «Hapoa - BeHel, 3eMHOrO LiBeTa,
Kpaca 1 pafoCTb BCeM LiBeTam».

Boris Kustodiev was born in
Astrakhan, on the Volga. His childhood
memories of the hustle and bustle of the
noisy trading town with its colourful
markets, and constant stream of goods
remained with him all his life. His father,
a seminary teacher, died early and Kus-
todiev entered the seminary, yet was
unable to "put down any roots in the
spiritual area". He showed a "lay" infer-
est in art from an early age. His first
mentor in the arts was PAVlasov, to
whom the artist always remained grate-
ful. In 1896 Kustodiev enrolled in the
St. Petersburg Academy of Arts, imme-
diately receiving lessons from llya
Repin, whose favourite pupil he soon
became. His first serious test came with
the opportunity to work alongside
Repin on the "Meetfing of the Statfe
Council". Making portrait sketches from
life, the young artist produced work to
rival that of his teacher.

The career of a brilliant portrait
artist was now open fo him, and Kustodiev
did create a number of outstanding por-
traits such as the "Portrait of Ivan Bilibin"
(1901) and the "Portrait of the Engraver
Vasily Mathé" (1902). The path he chose
to follow was, however, different.

In 1903, the artist married Yulia
Proshinskaya, a typist and recent gradu-
ate of the Smolny Institute. Proshinskaya
dreamed of becoming an artist and
attended courses at the Society for the
Encouragement of the Arts. The couple
had two children, Kirill and Irina. Yulia
and the children, particularly Irina, the
"baby", became frequent sitters for Kus-
todiev and his favourite models: the artist
frequently painted Irina as a baby in her
mother's arms. As Irina grew older, her
father began fo compare her to Titian's
daughter Lavinia, calling her "Putya
Borisovna" in affectionate jest. "Putya”
was a name used for plump, buxom

Kpacasuua. 1915
XoncT, Macno
141x185

rTr

Belle. 1915

Oil on canvas
141 by 185 cm
State Tretyakov
Gallery

MonotHa Kyctoamesa, Ha nepBblii
B3MIAA HanoMuHalowWme HapojHble
KapTUHKW, NPy BHMMaTENbHOM paccMo-
TPEHUMU 04apOBbIBAKOT W3bICKAHHON
CTUNM3auunen, COeANHAIOWEN NaNNIN-
yeckoe noboBaHVWe npumeTamu pyc-
CKOW XM3HU C TOHKOW MpoHuein. B Hux
OpraHMyYecKn YXMBaloTCA KaMepHOCTb
1 MOHYMEHTaNIbHOCTb.

KaptuHbl Kyctoanesa npepcras-
nAT cobol NpasAHMK He TONbKO Clo-
XKETHO, HO 3TO Npexze BCero npasaHuK
KuBonucwy, deepuyeckoe, MHOToKpa-
coyHoe 3penuie. Ero xuBonucHas ma-
Hepa nopaxaeT WMWPOTON AnanasoHa.
Heoknaccnyeckn crtporasa dopma Ha-
MoNHeHa MMMNPeCcCHOHUCTUYECKON cBe-
TOHOCHOCTbIO. CaMbiM HeBepOATHbIM
06pa3oM B KapTHaxX OPraHUYHO YXu-
BaloTCA GparMeHTbl rMaAKon, aManeBown
KUBOMUCK 1 NacTO3HbIe UMNPECCUOHU-
CTUYeCKMe Ma3Ku, ibiMyatoe chymaTo u
NIOKaNbHbIN AeKOpaTVBHbIN LiBET, OpHa-
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MeHTanbHasA IMHeapHOCTb MOZEepHa Co-
CeACTBYET CO CTPOrOCTbIO «3HTPOBCKON»
JVHAY U HOPMBI.

Ocobyto MOHYMeHTaNbHOCTb Ha-
poAHbIN npean npuobpetaet B o6pasax
Kynuux. ina Kyctoamesa oHu - cBoe06-
pa3sHble pyccKue 6OrvHM, KoTopble Top-
KECTBYIOT Haji, BCEM MUPOM, BOMpaloT B
cebA BCe ero COKM 1 Kpacku.

MoaBneHne KapTuHbl «KpacaBu-
ua» B 1915 rogy 3HameHyeT KyJlbMUHa-
LMo TBOpYecTBa XYAOXHUKA. B Hen
CBEpLIMCA CUHTE3 HAapOAHOro W Knac-
cuyeckoro. [lo4b XyA0XHMKa BCMIOMUHA-
na: «..B 3TON KapTWHe OH HaKOHeL, Ha-
wen CBOW CTU/b, TaK AONT0 eMy He Aa-
BaBwwuiicsa. Benomunasa MN.A.@epotoBa,
MasnblX roffaHALeB, KOTOpble ero BOCXU-
Lanm, OH CTPEMUJICS, KaK U OHW, yBNeYb
3puTens, OCTaHOBWTb €ro BHYMaHWe Ha
KpacHopeuuBbIx getansx. Ho ocHoBoit
KapTWHbI CYXWUA PycCKUi NyOOoK, BbiBe-
CKW, UFPYLUKM HapOAHbIX YMeNbLEeB, pyc-
CKMe BbILMBKN U KOCTIOMbIY.

ComneBLuas oT ;HEBHOTO CHa Kynuu-
xa nopo6Ho BeHepe nosBnseTcs v3-noa
ofieAna, Kak 13 nepiamyTpoBOi paKoBW-
Hbl. HecMOTps Ha BHYLIMTENbHbIE pa3Me-
pbl, OHa Ka¥eTCA HEBECOMO, KaK 06n1aKo,
KaK po3aHbl, nopxatolime no nasypHbIM
0060AM 1 pacLBeTaloLMe Ha CYHAYKe.

KycToawmes ouyuaet Bcto agemep-
HOCTb HAapOAHOTO UAeana B CBOIO 3MOXY.

«KyneL, 3TOT yxe yLuen, ero Het, - roBo-
PUN XyROKHUK, = HO OH KaK Bbl KaHOHU-
31pOBaH, OH YXe BbIIUTbIA 06pa3s, u
HY)XHa KaKaa-T0O WMKOHa, KaHOH 3Toro
6biTa 1 3TOro Kynua B YaCTHOCTUY.

Mepebiii Huorpad Kyctoamesa
Bc.BouHoB pacckasbiBaeT: «3awen
pasroBop o «Myse» bopuca Muxaino-
Buya («Kpacasuua»). Mo aTomy nosogy
OH CKa3aJ, YTo ero maeal, BOBCE He Ta-
Kue «aebesble» XeHLWWHbI, HO Koraa oH
MULIET KapTUHbI, TO TOHKWE U U3SALLHbIe
KpacaBuLibl €ro He BAOXHOBNAIT..» 3a-
MeyaHMe KpWTUKa pacKpbiBaeT cBoe-
obpasne BUAEHUA XYAOXHWKA, KOTO-
poe uyxao HaTypanusmy. Emy coiict-
BEHHa oOnpejeneHHasa YMO3pUTesb-
HOCTb, no3BonAowas abcTparuposatb
YMCTble 3/1eMeHTbl (GOPMbI OT peanbHoW
HaTypbl.

B cepeanHe 1910-x ropoB K xy-
AOXHVKY NpuxoauT npusHaHue. OH cTa-
HOBUTCA 3KCMOHEHTOM OAHOBPEMEHHO
netepbyprckoro «Mupa uckyccTBa» u
mMockoBcKoro Coto3a pycCKUX XyAOKHN-
KoB. 3/ecb NpoABnAeTCA NapafoKcanb-
HOCTb cUTyauuu, nbo oH xueT B [le-
Tepbypre, oAHaKo AyLue ero Munee npo-
CTOPbI MOBOMKCKUX FOPOAOB, TUXME, UC-
neLpeHHble LiepKoBKaMm ynuubl 3amo-
cKkBopeuybs. TeM cambiM oH 6avke K Co-
to3y. Ho 6b110 HeYTo, 4TO POAHUMO ero n
C «peTpoCMeKTUBHBbIMU MeyTaTeNaMmn»,
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Kyn4uxa 3a yaem
1918

Xoncr, Mmacno
120x120

rem

The Merchant's Wife
at Tea. 1918

Qil on canvas

120 by 120 cm

State Russian Museum

women. In her excellent memoirs, Irina
writes of her father with tender affection
and entertaining humour.

In 1905, Kustodiev had a house
and studio built near Kineshma, in
which he and his family were to spend
the large part of the following decade.
Designed in neo-Russian style, the
house, or "Terem", witnessed many joy-
ful family occasions. These were reflect-
ed in a series of informal paintings, such
as "Morning" (1904) and "Lilac" (1906),
which offer an interesting interpret-
ation of impressionist ideas.

Through the beginning of the cen-
tury, Kustodiev visited a number of Euro-
pean countries, broadening his artistic
knowledge and discovering for himself
the Old Masters: Titian, Tintoretto,
Veronese, Velazquez and Rubens. He also
became well-acquainted with the work of
contemporary French artists, from the
Impressionists to Cézanne.

In 1910, in a letter to Georgy
Lukomsky, a well-known "World of Art"
figure, Kustodiev wrote: "Recently | have
been breaking up and re-examining all
the old values. Or, to be precise, the old
values (the Old Masters, the Greeks,
Gothic art, the ltalian primitive artists)
have become new, and | must learn
everything afresh. This means studying
long and hard, extremely diligently and,
above all, discarding that which | have
been taught." Viewed through the prism
of European art, the landscapes and
towns of the Volga appeared before Kus-
todiev in a new light.

He dreamed of creating a typically
Russian canvas, which would encompass
Russian life and the Russian soul in their
entirety. Continuing the traditions of
such artists as Surikov, Nesterov,
Ryabushkin, Arkhipov and Maliavin, Kus-
todiev brings a triumphant, festive note
to Russian romantic painting. He could
be called the true successor to the ideas
developed by the young Nikolai Sapunov,
who died in the early 1910s.

Market days, folk festivals and fétes
fascinated Kustodiev, who saw them as
manifestations of the creative spirit
inherent in "the artist's people". Like his
confemporary, the poet Alexander Blok,
Kustodiev perhaps felt that, "the people
are the crowning glory of the land, its
rarest and most beautiful flower".

At first glance, Kustodiev's paint-
ings are reminiscent of folk drawings;
closer study reveals them to be stylised
and sophisticated, mingling an idyllic
view of Russian life with subtle irony.

MupuckKycHukamu, ocoberHo ¢ K.C.Co-
MOBbIM, — COejUHEeHWe peanbHOCTU U
daHTacTukn. B kaptnHax Kyctogvesa
MOXHO Y3HaTb MPUMETbl MHOTWX pyc-
CKMX rOpOAOB N BCe e ero «ropog»
0co06bli1, y KOTOPOro HET TOYHOrO reo-
rpaduyeckoro agpeca. B nonemuyec-
KOM 3anajie OH, He TepnAwWmniA HaTypa-
nn3Mm, rosopun: «Beab Bce Mou KapTu-
Hbl = CroWHaa uano3na. Yto Takoe
KapTuHa Boobuwe? 3710 yypo! B cywHo-
CTV HWYEro HeT: XoNcT U KoMBUHauuA
KpacoK, HO NMo4yeMy-To 3TO OTAeNsAeTCA
OT XYAOXHVKa 1 XMBET CBOEN XKN3HbION.
M B T0 e BpeMA ero KapTuHbI HanosHe-
Hbl TAKUM KOJIMYECTBOM KOJIOPUTHBIX W
XapaKTepHbIX AeTaei, YTo TpyAHO Mo~
BEPUTb B NX COBEPLUEHHYIO (haHTacTny-
HocTb. B uem Tyt 3aragka? B deHome-
HanbHOW 3pUTENIbHON MaMATU, O KOTO-
poii nuLyT ero 6uorpadsbl, UK B BU3N-
oHepckoMm pape? Bopuc Muxainosuy
npusnasanca BounHoBy, 4To «4acTo BU-
Aen BO cHe, ByATO nepes HUM ero cobeT-
BeHHaA KapTUHa, HO IMLA, Ha Hell 130~
OpaxeHHble, B TeX e MaJblx pa3mepax
aBwkytes, xmey™. OH owywan cebs
TBOPLIOM KaKOro-To HeBejOoMOro etie,
HOBOTO MCKYCCTBa.

ConmxeHne ¢ 06HOBNEHHBbIM «Mu-
pOM MCKycCTBa» 06bACHANOCH U Hame-
TUBLUMMCA Y CUMBOJVCTOB CTPEM/IEHM-
€M YWTN OT NepeyTOHYEHHOCTM 1 BAJIOC-
TW, OKYHYTbCA B CTUXUIO HAPOAHOW Tpa-
Anumn. Kak Henb3a nyylue HOBbIV VAe-
an sonnotuncsa B TBopyectse Kycrogue-
Ba 1 K.C.lNetpoBa-BoakuHa, Takxe npu-
MKHYBLUErO B 3T oAbl K MUPUCKYCHU-
Kam. [pynnoBoi NopTpeTr XyAOXHUKOB
«Mupa unckyccrea» 1916 ropa ocranca
HEOKOHYEHHbIM.

[pynnosoti nopmpem
XYOOKHUKOB

«Mupa uckyccmsa»
9cku3. 1916-1920
Xoncr, Mmacno
52x89

rPM

Study for the World
of Art Painters
Group Portrait
1916-1920

Oil on canvas

52 by 89 cm

State Russian
Museum

3uma. MacneHu4Hoe
KkamaHue. 1919
XoncT, macno
88x106
Mysei-ksapTupa
N.N.bpoackoro,
Cankr-MerepBypr

Winter. Shrovetide
Carnival. 1919

0Oil on canvas

88 by 106 cm
Issak Brodsky Stu-
dio and Memorial
Museum St.Peters-
burg

Interestingly, these canvases are both
personal and majestic.

Kustodiev's paintings not only depict
festive occasions - they are themselves an
occasion. A jubilant celebration of art, they
present a truly enchanting, vivid and mag-
ical spectacle. The artist's technique is
remarkably diverse. Precise, neo-classical
forms in Kustodiev's paintings somehow
assume a luciferous quality more often
associated with Impressionism. Fragments
of smooth, enamel painting blend harm-
oniously with thick impressionist smears,
smoky sfumato and decorative patches of
colour. The ornamental lines of Art Nou-
veau encounfer a precision of shape and
form reminiscent of Ingres.

The popular ideal finds particularly
monumental embodiment in Kustodiev's
images of merchant women. Kustodiev
saw them as real Russian goddesses, tri-
umphing over the entire world and
absorbing all its juices and colours. The
excessive luxuries enjoyed by the mer-
chant class represent a popular dream
blown out of proportion by the artist's
ironical touch.

"Belle" (1915) is one of Kustodiev's
greatest achievements, fusing folk and
classical elements. As the artist'’s daugh-
ter Irina reminisced: "... with this painting,
he was finally able to find that distinctive
style which had so long eluded him.
Always mindful of Pavel Fedotov and the
lesser-known Dutch painters, whom he
greatly admired, he attempted, like them,
to captivate the viewer, drawing attention
to this or that significant detail. The main
source of inspiration here though were
perhaps Russian lubok woodcuts, street
signs, foys made by local craftsmen and
Russian folk dress and embroidery."

Still drowsy after her midday sleep,
the merchant Belle emerges from under
her blanket, casting it off like a pearly oys-
ter shell. Despite her corpulence, this
hefty Russian Venus seems as light as a
fluffy white cloud, as dainty as the rose-
buds flitting across the sky-blue wallpaper
and bursting into bloom on the chest.

This image of a popular ideal was
indeed an ephemeral one, as Kus-
todiev himself felt. "The merchant has
already left us, he is no longer here,"
the artist pointed out. "But the image
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Cyabba ucnoasonb rotosuna Kyc-
ToAMeBy CTpallHoe ucnbiTaHue. becno-
KOMBLUAs €ro yKe HeCKO/lbKO NeT ony-
XO/b B CMMHHOM MO3ry npusena K He-
CKONbKMM TSKENbIM OrnepauusM, B pe-
3y/bTaTe KOTOPbIX OTHANUCH Horu. bpe-
Ms CTpalwHoi 6onesHu pasgenuna ¢ xy-
[OXHVIKOM €ero cembs, U Mpexpe BCero
KeHa, 0 CaMOOTBEPXXEHHOCTN KOTOpOWi
nucana poub MpuHa: «Ckonbko nobew,
npeAaHHOCTX, KaKoe YyBCTBO A0/ra Ha-
10 6bi10 Ansa Toro, Yytobbl 15 ¢ nonosu-
HOM NeT oTAaTb NOMOWM W AylEeBHOMN
NOAAEPXKKe TAKEN060NbHOMO MyXay.

C 3Toro momeHTa 6uorpadmsa Kyc-
ToaueBa TpebyeT 3MMYecKoro aHpa,

160 3TO KM3HEOMMUCaHWe MOABUMKHUKA.
Ho wuBoi1, NonHbIN MUNOro toMopa Xa-
paKTep XyAOXHWKa YyX[ BCAKOIO J0X-
Horo nacdoca.

Hanepexop ¢wusnuyeckum ctpapa-
HUAM ero oxBaTbiBaeT CcBOeoOpa3Has
«3CKM30MaHuA». Yxe Toraa 3agymaHbl
MHOTMe Jlyyline KapTWHbl W, Mpexje
BCEro, MHOTOYMC/IeHHble BapuaHTbl ero
3HaMeHWToN «MacneHunupI».

Hakan TBOpYeckoW 3Heprum Tak
BEIVIK B 3TO gecATunetue, yto y Kycto-
AVeBa BbIpbiBaeTcA NpusHaHue: «Ecan 6
MOXHO 6bl10 Bbl CO3AaTb KapTUHY 0f-
HUM NopbIBOM BoAN!»

B kapTuHax nosBnsercs yAvBU-
TeNbHAA CTepPeOCKONUYHOCTb, MaHopam-
HbIW, NOYTX KOCMWUYECKMNIA OXBaT MpoCT-
paHCTBa, B KOTOPOM HM OAHa feTanb He
YCKO/Ib3a€eT OT ero fjabHO30PKOro B3MiA-
Aa. [lanbHO30pKOCTb CoeAVHALTCA C 0CO-
601 OTYETIMBOCTBIO NpO3peHus. Kaxer-
CA, ANA XYAOXHMKA OAMHAKOBO J0OpOru
waTpbl Kapycenei, 6anaraHoB 1 LWaTtpbl
Lepksel. Kyctogmes roBopui: «.uep-
KOBb B MOEI KapTVHe — MOA MOANMWCb.
Beab 3710 Tak xapakTepHo ana Poccuum.
Hepesko cpean pasHOCYMKOB, KynLoB 1
nnxayeit MeNbKHET 1 KpolueyHas duryp-
Ka ero aBTOMOPTPETHOrO JBOWHNKa C Xa-
paKTepHoi cBeTNoN 6opoaoii.

Linkn HapoaHOW *u3HW CBA3aH B
ero CO3HaHWW CO CMEeHOW BpeMeH roja,

[opmpem

W.b.Kycmoduesod,
doyepu Xy00XKHUKA
1919

Bymara, cBUHLOBbIN

1 LiBETHO KapaHaaluw,

6enuna. 38,7x30,5

Portrait of the Artist’s
Daughter Irina
Kustodieva

1919

Lead and colour pencil,

zinc white on paper
38.7 by 30.5 cm

B «Tepeme»
(Moii dom). 1918
Xoncr, macno
80,8x106,7

In the Terem
(My House). 1918
Oil on canvas
80.8 by 106.7 cm
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is fixed, it remains with us as if canon-
ised and we merely needed an icon, a
canon, of this way of life and this mer-
chant in particular.”

As Kustodiev's first biographer
Vsevolod Voinov wrote: "The conversa-
tion turned to Kustodiev's ‘muse’ (Belle).
Boris Mikhailovich said that plump
women such as she were far from his
ideal, yet when he was painting, svelte
and shapely beauties simply did not
inspire him." This observation reveals
Kustodiev's original vision, which
shunned the principles of naturalism. His
was a cerfain speculativeness, which
allowed him to detach pure elements of
form from the reality of nature.

Kustodiev began to enjoy wide
acclaim from the mid-1910s. He now
exhibited his work with both the St.
Petersburg "World of Art" group and the
Moscow Union of Russian Arfists
(SRKh). This situation reflected a cer-
tain duality present in his life: although
living in Petersburg, he felt a stronger
spiritual connection to the wide-open
spaces around the fowns on the Volga
and the quiet streets of Moscow’s
Zamoskvorechye with their multitude of
little churches. This brought him closer
to the Moscow-based Union of Russian
Artists. Yet he had other traits in com-
mon with the "retrospective dreamers"
in the "World of Art" movement, in par-
ticular Konstantin Somov. The two
shared a sense of combined realism and
fantasy. Kustodiev's work contains fea-
tures of many Russian towns, and yet
the Kustodiev town is unique - it has no
specific geographical location.

In the midst of a heated debate, he
would exclaim: "All my paintings are
mere illusions! What is a painting, after
all? It's a miracle! All one has to start
off with is a canvas and set of paints,
and yet somehow the result detaches
itself from the artist and takes on a life
of its own!" Kustodiev detested natural-
ism; at the same time, his works abound
with such well-observed and colourful
details that it is difficult to believe they
are pure fantasy.

Wherein, then, lies the key to this
mystery? Is it to be found in the phen-
omenal visual memory often written
about by Kustodiev's biographers, or in
some visionary gift the artist may have
possessed? Kustodiev admitted to
Voinov that he "often saw his own
paintings in a dream, but the faces -
finy, as they were in the paintings -
would be moving, alive." Kustodiev felt

himself fo be the creator of a new and
as yet unknown art.

The artist's connection with the
new "World of Art" group was also a
result of the Symbolists’ desire fo escape
from languor and over-refinement by
delving into folk fraditions. This impulse
was brilliantly reflected in the work of
Kustodiev and Petrov-Vodkin, who also
became close fo the "World of Art" group
at that time. Kustodiev's "World of Art"
group portrait, begun in 1916, was how-
ever never finished.

Fate was preparing to deal Kus-
todiev a severe blow. For several years, he
had been aware of a spinal cord tfumour
which required him to undergo a number
of serious operations. As a result, the
artist finally lost the use of his legs and
was confined fo a wheelchair.

His family and, most of all, his wife,
did all they could to help him live with his
difficult condition. Of her mother’s con-
stant selfless efforts, his daughter Irina
wrote: "What love she must have felt,
what a strong sense of duty and loyalty
she must have possessed, in order to
devote fifteen and a half years to helping
and supporting her disabled husband!"

From this moment on, Kustodiev's
biography becomes almost an epic. The
artist bore his misfortune like a hero.
Shunning all false pathos, he remained
lively, witty and affectionate. Far from
being a torment, the long months spent
in hospital resulted in a creative break-
through. Despite his physical suffering,
Kustodiev was seized by a passionate
desire to sketch and produced studies for
many of his best paintings, including
numerous versions of the famous
"Shrovetide Carnival". Throughout the
whole decade his creative energy was
such that it caused him to exclaim: "If
only one could create a painting through
will alone!" Unable to paint from life, he
synthesizes memories and impressions,
drawing heavily on his extraordinary
powers of visual recall.

His paintings assume an amazing
stereoscopic quality. These are panor-
amic, almost cosmic views, and yet not a
single defail escapes the artist's hyper-
metropic gaze. His far-sightedness is
combined with a remarkable clarity of
perception. Fairground tents and round-
abouts seem as dear to his heart as the
domes of churches. "The churches in my
paintings are my signature,” he used fo
say. "They're so typical of Russia." Some-
times, amongst the peddlers, merchants
and cab-drivers, Kustodiev's tiny double,

[lopmpem
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Portrait of Fyodor
Chaliapin. 1921
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Branch of the Len-
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ANA KaX[oro U3 KOTOPbIX OH HaxoauT
CBOIO HEMOBTOPUMYIO XMBOMMUCHYIO (op-
myny. He cnyyaiiHo B MacTepckoit Kycro-
AveBa Bucena penpoaykuus lMutepa
Bpeiirensa «OxoTa». OH LeHUn «UCKAoYK-
TenbHoe ymeHue Bpeiirens nzobpaxarb
ntofel B Npupoge - CIUTHOCTb Neii3axa
n ¢uryp. BenmkonenHoe ymeHue nepe-
AaTb HACTPOeHWe, BeNnYMe NPUPOAbI, B
KOTOpOW Konoluatcs NoauwKu», Bpeme-
Ha roga LWeApo AeMoHcTpupytoT y Kycto-
AveBa CBOe BenvKonenue.

Mopoi KpacoTa nx Kaxerca cKa-
304HON, haHTacTMyecKon. 3uma obna-
yaeTcs B cepebpAHble puU3bl WHeA,
0CeHb PacCbINaeTcs, COBHO JIbIOLLMM-
€A 13 pora U3o6mnuaA 3010TbIM KacKa-
Aom Bepes, BecHa pa3nunBaeTcs NonoBo-
AbeM, JIETO NOPaXXaeT MHOMOLBETbEM 3€-
JIeHW, HaMoJIHEeHO Wrpoi PajyXHbIX
apoK W 3aKaToB, pasrysioM CeHOKoca.
Camoe nobumoe Bpems ropa Kycroaue-
Ba, 6eccnopHo, 3uMa. Ha tdoHe Genoro
CHEra U MHes 3Heprus XU3HW, ABUXKe-
HUA oLlyllaeTca ocTpee, Kaxercsa Oyp-
NALei, NPOTUBOCTOALLEN BeanyaBoMy
CHY MpUpoapbl.

Ho BoT cBepliaetcs HeobpaTUMbIii
nepeBopoT B *u3Hu Poccumn. Kak ero
BOCMPMHMMAET BAYMYMBLINA 1ccnefoBa-
Teslb HapoAHoOM Xun3HKu Kyctogmes?

Jio6umblit um Mup cTapoit Poccun
JIOMancs, uctopuyeckas rapmMoHus Obli-
na HapyweHa. Ho XyBOXHUK yOexaeH:
BEYHbI, XX1BOW, BbITOBON YKNag Hapoaa
HEBO3MOXHO C/IOMaTb, KaK HEBO3MOXHO
3acTaBWTb Yesl0BeKa 0TKa3aTbCA OT XW3-
HW, Nto6BW, PaBOCTHOTO NPUATUA MUPA.

MMoaTBepAeHVEM TOMY CTYXUT Kap-
TuHa «Tony6oi gommk» (1921). B 3Tom, no-
anyi, CaMOM UANIMYECKOM Npon3Bese-
HUN XyROXHMKA — 0BbIAEHHBIN KpYroBo-
POT YenOBEeYECKOW KW3HU: [eTCTBO, Nto-
60Bb, CMepTb - BCe KaxeTcA 0COOEHHO
rapMOHWYHBIM, BHYTPEHHE NPUMUPEH-
HbIM. CBOKY, KaK peBo XW3HW, Nepenvea-
€TCA B 30/10TbIX 3aKaTHbIX Jly4ax NtobumMoe
AepeBo KycTopuesa: cepebpucTblii To-
NoJb C HEXHO-O1PHO30BOI INCTBOIA.

BbIHyXAeHHOe 3aToueHune B neTep-
OyprcKoit KBapTvpe, CAYXMBLUEH OfHO-
BPEMEHHO MacCTepCKON, CTano MyKoW
ANS XyAOXKHUWKa, CTONb Nto6MBLLErO Npu-
poay. W3peaka ypaBanocb coBepluatb
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noe3gkn. OTKasaBWNUCL OT HaAeXAbl
Koraa-nn6o pobpatbes Ao KuHewmsi,
Kyctoaves noaapun cBoi «Tepem» me-
CTHBIM KpecTbAHaM.

JInwb no6oBb 1 3a6oTa 6U3KMUX
npuHocunn emy ytewenue. Jom Kycro-
AMEBbIX BCErAa MOMOH rOCTel, My3bIKM,
[EeTCKUX MpPa3AHMKOB, HECMOTPA Ha
TpyAHble BpeMeHa.

Hanbonee 3HauuTenbHoW KapTu-
Hoi 1920-x rogos ctan noptper ®.U.La-
nanuHa (1921). 3ambicen noptpeTa BO3-
HUK y KycToavieBa Bo BpeMs Bu3WTa neB-
Lia Mo noBoAy UX COBMECTHbIX TeaTpaib-
HbIX paboT 1 HavascA ¢ Kypbesa.

XYAOXKHWK, NMOpaKeHHbI# BEeNNKO-
nenHon wy6on LWansanuHa, B KoTopoii
TOT TaK HamoMMHan ero No6UMbIN TH-
nax yxapsa-Kynua, nonpocua nonosupo-
BaTb. [leBel, CKOH(QYXeHHO 3ameTun,
4TO, MOJI, LY6a-TO KKpaJeHas», nosyyeH-
Has BMECTO N/1aThl 3@ KOHLLEPT, M YTO OH,
«3Kunit Mep3aBel, 1 6ypxyi! He mor BbI-
6paTtb noxyxe, Bblbpan nonydwe». Ha
uto Kyctoaues, co CBOMCTBEHHbIM eMy
NlyKaBblM OMOPOM, OTBeYan: «<BoT Mbl ee
®epop VBaHoBMY 1 3aKkpenuM Ha no-
noTHe. Beab Kak opurMHanbHo: 1 akTep,
¥ neBeL, a Wwyby CBUCTHYND.

Moptper ctan cBoeobpa3sHbIiM
npowaHnemM ¢ AOPOrMM eMy MUpPOM.
Ho rnaBHoe - 6ecnpuMepHbIM TBOpYe-
cKMM nojsurom Kyctoamesa, KoTo-
pblid, ByAy4M MOYTM MONHOCTBIO Hero-
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with his characteristic light beard, can be
seen.

The cycle of folk life is connected
in Kustodiev's work with the change of
the seasons: each has its own unique
picturesque formula. Kustodiev had a
reproduction of Bruegel's "Hunters in
the Snow" hanging in his studio. He val-
ued "Bruegel’s exceptional ability to por-
fray people within nature and the fusion
of figure and landscape; his wonderful
ability to render the moods and glory of
nature, within which the ‘little manikins
scuffle about" In Kustodiev's canvases,
the seasons appear in all their glory. At
fimes, their beauty has a magical, fairy-
fale quality. Winter dons frosty robes of
silver, whilst autumn sprinkles the sur-
roundings with a golden shower of birch
boughs from its horn of plenty. Spring
floods and overflows, and summer
brings tall grasses and colourful flowers,
sparkling rainbows, glowing sunsets and
merry haymaking.

Kustodiev's favourite season was
clearly winter. The brilliantly white snow
and sharp frost cause life’s energy and
motion to be felt even more acutely, fo
bubble up and gush forth, disturbing the
serene slumber of nature.

Then, suddenly, an irreversible
change occurred that rocked Russia. Life
would never be the same again. What
feelings did this provoke in Kustodiev, so

thoughtful and meditative an observer of
folk life?

His beloved "old Russia" was dis-
appearing, never to return: the harm-
ony of history had been disturbed. Yet
the artist firmly believed that his peo-
ple’s way of life, their lively habits and
eternal traditions were impossible to
rupture, just as it is impossible to force
a man to renounce life, love and the joy
of living.

These beliefs are reflected in "Lit-
tle Blue House" (1921). Perhaps Kus-
todiev's most idyllic work, this portrays
the inevitable cycle of human life, yet
here childhood, love and death appear in
harmony and at peace with each other.
Beside the house, bathed in the sun’s
parting rays stands Kustodiev's favourite
tree, a silver poplar. Its leaves are a deli-
cate furquoise, putting the viewer in
mind of the tree of life itself.

For the nature-loving artist, con-
finement in the Petersburg flat which
was also his studio was painful. From
time fo time he was able to escape, yet
Kineshma, it seemed, was too ambitious
a project: Kustodiev gave his "Terem" to
the local peasants. A school was opened
in the building, only to be burned down
in World War 1.

Kustodiev found solace in the love
and care of his family and friends.
Although times were hard, his flat was
always filled with guests and alive with
music and the laughter of children. The
artist was surrounded by cats and kittens,
dogs and other animals.

His most important work from the
1920s is the portrait of Chaliapin
(1921). The idea for this portrait came
about when Chaliapin paid Kustodiev a
visit fo discuss a project for the theatre
in which they were both involved. It all
began with a joke: much taken with the
singer’s magnificent fur coat, in which
Chaliapin cut a dashing figure and
reminded Kustodiev of his favourite
model, the merchant, Kustodiev asked
him to pose. "I's a stolen coat," Chali-
apin replied, abashed. He had received
it in lieu of payment for a concert, he
explained, and like the "bourgeois
scoundrel he was, he just couldn't
choose a poor one, but had to choose
one of the best!" "In that case," Kus-
todiev replied with typical playful
humour, "we shall mark the occasion by
commifting it to canvas, Feodor
Ivanovich. How curious, after all: the
renowned actor and singer is not above
pinching a fur coat!"

The portrait was to become some-
thing of a farewell to the world Kus-
todiev loved so dearly. First and fore-
most though, it was an unparalleled
feat of creation. By this time, the artist
was almost totally paralysed. He paint-
ed with the aid of a special hanging
mechanism which allowed him to move
the enormous canvas. Transporting the
majestic figure of Chaliapin to the
heights of a Russian Mount Olympus,
Kustodiev brought together all the rich
elements of a Russian celebration in
which his creative imagination had
always abounded.

In those years of cold and hunger,
many came to Kustodiev to draw on his
optimism. Another "World of Art" mem-
ber, the well-known graphic artist
Mstislav Dobuzhinsky wrote: "One was
instantly struck by his calm, gentle
manner. Still more amazing was his
total lack of bitterness or sentimental
regret concerning the past and that
which had been taken from him for-
ever. It was as if he believed that every-
thing born in his imagination really did
exist somewhere in the world." This
quality set Kustodiev apart from the
other "World of Art" members, who
pined for the past and were full of bitter
irony.

Many of them subsequently left
Russia, never to return. In 1924, Kus-
todiev indignantly refused to consider
this alternative. "I am a Russian,” he
exclaimed, "and however difficult things
may be for us all right now, | will never
leave my homeland!"

Kustodiev never sought official
fitles. Once, detecting a hint of bitterness
in his daughter's voice, he said: "Don’t
worry, Irina my dear, it's all right: I've been
a ‘people’s’ artist for ages!"

Irina’s memoirs contfain an inter-
esting point about the family name.
Kustoda was an Old Church Slavonic
word meaning "guardian” or "custodian".
Irina’s father used fo tell her that when,
during church services, the deacon
would read out the passage about the
stone at the entrance o Jesus’ tomb, and
the guards - s kustodeyu - he would
always feel that everyone was looking at
him in the knowledge that the passage
referred fo him.

Perhaps there was a reason for this.
After all, through his art, Kustodiev suc-
ceeded in creating an ideal repository for
the priceless treasures of folk beauty and
wisdom, keeping them safe for genera-
fions fo come.

lony6oi domMuk
1920

Xoncr, Macno
97x80

YactHoe cobpaHue

Little Blue House
1920

Qil on canvas

97 by 80 cm
Private collection

ABWXKHBIM, Cpa)kanca € 3TUM OrpoMm-
HbIM XOJICTOM C MOMOLbI0 cheunanb:
HOr0 MOABECHOTO0 MexaHW3Mma, No3Bo-
nABWeEro nepepBuraTb KapTuHy. Bos-
HecA rpaHamnosHyto ¢urypy WansnvHa
Ha cBoeobpa3Hblii pycckuit Onumn,
Kyctoaves cobpan BoeAnHO Bce Apa-
roueHHble MPUMETbl HelCCAKaloLLero B
ero TBOpYecKoM BooOpaxeHUU pyc-
CKOro npasAHuKa.

K 6onbHomy Kyctoamesy B Te ro-
JIOAHbIE V1 XONOAHbIE FOAbl MPUXOANIN,
yToObl 3apasuTbCA ero ONTUMU3MOM.
Kak nucan ero ToBapwuu, no «Mupy unc-
KyccTBa» u3BecCTHbI rpadguk M.B.Jo-
BY)KVMHCKWIA, «mopaxarna ero Tuxas He-
3106MBOCTb 1, YTO elle yAUBUTENbHEE,
OTCYTCTBME BCAKOW CEHTUMEHTaNbHO-
CTU K yLWejLeMy 1 ropeyu o yTpayeH-
HOMY AnA Hero. TOYHO OH Bepws, 4TO
BCe, YTO BCTAeT B ero BoobOpaxeHuu,
peanbHO CyLLecTBYeT r4e-T0 B Mupey.
970 KayectBOo omimyano Kycroamesa
OT APYrMX MUPUCKYCHUKOB, Nacceunsm
W ropbKas UPOHMUSA KOTOPbIX NPOHU3a-
Hbl TOCKOW OT HEBO3MOXHOCTW Bep-
HyTb Oblnoe.

B 1924 ropy, Koraa MHoTMe 13 HUX
HaBceraa nokuaanu Poccuio, oH ¢ BO3-
MyLLeHeM oTBepr Nof006Hoe Npeasioxe-
HUe: «fl - pycCKUiA, 1 KaK Bbl TPYAHO HaM
BCeM ceityac Hu 6bl1o, A HUKOrAa He no-
KnHy cBoto PoaunHy!»

Bopuc MuxaitnoBnuy Hukorpa He
cTpeMuaca K ohuumanbHbIiM TUTYNaM 1
OZHaX/bl, YNOBMB OTTEHOK 06uAbl 3a
Hero B rosoce goyepu, otBetun: «Huye-
ro, MpuHyliKa, He oropyaiica, A Befb
AaBHO «HapOAHbIN» XYAOXKHUKY.

B BOCMOMUHaAHMAX A0YepU Xy[oX-
HUKa VpuHbl ecTb nto6onbITHOE NpuMe-
YaHwue, 4To Nx pamMmanA CO3BY4Ha CTapo-
CNaBAHCKOMY CNIOBY KYCTOAa», YTO 03Ha-
yaet cTpaxa. OTel, pacckasbiBan e, 4To
Koraa AbAKOH YnTan Ha Becb cobop: «U
npusanuamn Ko [poby locnoaHo KameHb
C KyCTOZelo», TO eMy Ka3anoch, 4To BCe
CMOTPAT ¥ 3HAIOT - 3T0 Npo Hero». U, Bu-
AVMO, He C/y4aliHO eMy TaK Ka3asoch.

KycToamnes cmor BbICTPOWTb B MC-
KycCTBe CBOEro poja ujeanbHoe npocT-
PaHCTBO ANA COKPOBWLL, HAPOAHOW Kpa-
COTbI M MyAPOCTH, COXPaHWB UX AnA by-
AYLWMX NOKONEHUA.
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- MWUPA. HO 3TO HE OI'(HA. 3TO BbICTABKA PUCYI KOE «
| FI».B KOM 3EE AJIbBEPTUHA.

" WMEHA ro. CA W) GTPAC HEXHOCTb U
M Mbl CTAHOBYMCS CBUAETENS 1970 :
FPAOUKA — CAMBIA MUC TUHECKI VI B3I UCKY
MOTAEHHBIE ABWKEHUA AYLUM, OTOBPAM \ u.lMM\‘ﬁ[HOBEH
TEPMAT PEMECTEHHOM AE )
YCUIIIA, U KPATKOE MPUKOC
N BOT OHW CEFOAHA MEPEA HAMM — s
BU30CTI K BOTY, EFO OTBETHOVI II0BBA K HAM

e The Albertina, Vienna:

Michelangelo

and His Time

STEPPING INTO THE TWILIGHT OF A LARGE ROOM, IN

WHICH THE ONLY ILLUMINATION COMES FROM SMALL

SHINING WINDOWS, THE VIEWER INEVITABLY FEELS A

SENSATION OF BEING INVITED INTO ANOTHER,

UNEARTHLY, WORLD. "ANOTHER" IT MAY INDEED BE - BUT IN NO

WAY AN UNEARTHLY ONE. THE WINDOWS CONCERNED ARE CHALK

AND PEN SKETCHES WHICH ILLUSTRATE "MICHELANGELO UND

SEINE ZEIT" (MICHELANGELO AND HIS TIME), NOW ON DISPLAY IN THE ALBERTINA

MUSEUM IN VIENNA. THE OLD SHEETS OF PAPER IN SIMPLE CLASSICAL FRAMES SEEM

TO SHINE FROM WITHIN WITH SOME MAGICAL, UNREAL, LIGHT. THEY ARE KNOWN TO

MUKERAHHENO BEAR THE TOUCH OF THE HANDS OF MANY OF THE GREATEST ARTISTS OF THE PAST:

BYOHAPPOTY MICHELANGELO, RAPHAEL, LEONARDO DA VINCI AND OTHERS. IT IS THE INSPIRATION,
Cudsauwjuli 06Ha)KeHHbI

s D SRR NAME AND PERSONALITY OF EACH OF THEM THAT IS EVIDENT IN THESE ANTIQUE

R DRAWINGS MARKED WITH THE ARTIST'S PASSION, TENDERNESS OR DESPAIR.

MICHELANGELO BUONARROTI LABOURING ON THOSE SHEETS, THE MASTERS CONCERNED MAY HAVE BEEN CON-

Seated Male Nude and Studies VERSING WITH GOD - AND THE VIEWER FEELS IN SOME WAY, ALMOST INVOLUNTARILY,

for Two Arms

Detail THAT THEIR HOLY MURMURS CAN BE OVERHEARD.
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Graphic art, as perhaps the most
mystical of the fine arts, reveals like no
other form the lurking beat of the artist's
heart. Achieved in a flash of inspiration,
a sketch rejects the very idea of any
gradual elaboration or further perfection,
any varnishing, embellishing, second
thought or resolving effort. It is fouch-
and-go - God's momentary pat on the
hand - or the kiss of an angel.

And here is the result, directly
before the viewer: the precious evidence

of the master’s intfimacy with God, at a
moment when his love for Him is met
with response.

Michelangelo’s heritage consists of
works of art that are colossal in their
scale. Today, when we come fo look at
and venerate the fruits of his divine
labour, we feel like pygmies in compa-
rison. His immense, almost infinitely
broadening, ceiling and wall frescoes for
the Sistine Chapel, or the breathtaking
giant marble statues strike anyone with
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MICHELANGELO
BUONARROTI
Seated Male Nude
and Studies for
Two Arms

Circa 1511

Red and black chalk,

pen, brown ink,
heightened
with white

272 by 192 mm

MWUKENAHIXXENO BYOHAPPOTU

CudsAawuli 06HaxKeHHbIU roHoWa u 08a 3mModa pyKu
Oxkono 1511

CaHruHa v yronb, nepo, KopuyHesas Tylub, 6enas
3anvBKa. Cnesbl Habpocka rpudenbHbIM
KapaHaawoM. 272x192 mm

MuKenaHgxeno octaBun nocne ce-
64 rpaHaMo3Hble No cBoeMy MacluTaby
npousBefeHns uckyccTsa. CerogHs, npu-
XOAA Ha MOKNOHEHWe K HUM, Mbl BbIMA-
AMM NpoCTo Kapnukamu. [uraHTckue, bec-
MpepbIBHO pacluMpaAoWwmecs pocnucu
MoToKOB M cTeH CUKCTUHCKO Kanennbl,
MOHYMeHTaNlbHble MPaMOpHble CTaTyw, no-
paxatoLme Halue BoobpaxeHue, ABNAIOT-
CA NpUMepaMy TUTaHW3Ma, BENIMYUA BNIO-
XeHHoro Tpyaa. Ho cpeau ero HeobbATHO-
ro Hacneaus A0 Hac AOLWM B TOM Yucie
XpyrnKue, ManeHbKue KBajpaTWUKK cTa-
pUHHOW Bymaru, KoTopble ABAAKOTCA Apa-
rOLEeHHbIMW CBUAETENbCTBaMK CaMoW
CYLLHOCTU BEIMKMX OTKPOBEHWIN MacTepa.

Bce aeno B ToM, 4TO MpepacTaBieH-
Hble Ha BbICTaBKe PUCYHKW caMu Mo cebe
He CO34aBanuCb KaK OTAeNbHble Mpous-
BeAeHWA UCKyCCTBA. ABNAACH NepBbIM aK-
TOM pOXAeHWA OyAyLLero nponsBeaeHms,
OHW LOMKHbI BblAW OTMACTb, OTNETETb KaK
HEYTO HEHYXHOe, MPOMEXYTOYHOe, Npu-
KNnafHoe, COMyTCTBYIOLLEE, KaK HEeKoTo-
pblii BTOPUYHbI MaTepuan TBOPYECTBa,
KOTOpbIV CBOEN KaxyLueica Nerkoctbto
npesnonaraeT poXAeHWe OrpaHeHHbIX
6punnvanToB Oyaywmx npov3BefeHUi.
Ho Ans XyaoXHWKa 3TW KNO4YKM Bymaru
4acTo CTaHOBATCA MUCTUYECKUMM aMyre-
Tamu, NOTOMY YTO 3/ieCb B C/ly4aiiHON He-
npeackasyemMoi hopMe NPOUCXOAUT nep-
BbI/i pa3roBop ¢ ByayLwmMM TBOPEHWEM, U
OH, KaK 3aBOPOXEHHbI BIMAAbIBAACH B
TaKkol Knouok Oymaru, npepuyBcTBYeT
nepByto BCTpeyy ¢ COOGCTBEHHBIM, ellie He
POXAEHHbIM NPou3BesieHNeM, BUAUT 040~
6penve B masax bora, koTopbiii Gnaro-
C/I0BUJ €r0 UCKYCCTBO. VIMEHHO no3Tomy
MaJeHbKMM PUCYHKaM BEJIMKOro MacTepa
3HaTOKU OTBOAAT 0COBYI0 posib, ANA TeX,
KTO MOHMMaeT, KoHeyHo. [10ToM Mbl BCTpe-
TUM OrPOMHble (PPEecKU U TUTaHWUYecKme
n306paxeHuns, nopaxaroLyme Boobpaxe-
Hue. Ho 3TOT nepBbIii 3BYK, NepBbIi 3HaK
B CBOE YMCTOTE W KOHLEHTPUPOBAHHO-
CTU COZEPKMUT HeuTo ropasfo Gonbluee.
BoT nouemy my3eit AnbbepTiHa — LeHTp
€BpOonericKon 1 MMPOBON rpauKn — AB-
nsaetca HeobblyHbIM My3eeM. MHoro npe-
KPaCHbIX W rPaHAMO3HbIX My3eeB, HO 0CO-
6eHHOCTb U MHAVMBUAYaNbHOCTb KOeK-
unn AnbBepTuHbl — B YHUKaNbHOCTK CO-
6paH1A MUPOBOI XyL0KECTBEHHOMN KyNb-
TYpbl, KOTOPOMY HET aHaNoroB.

WckyceTBo eBponerickoi rpatukuy,
6e3ycnoBHo, GepeT CBOM WCTOKM B aH-

TW4HOI Basonucy. VIMeHHo 3peck cocTo-
ANNCb OCHOBHble MpodeccroHanbHble
TEXHOJOrMYeCKMe OTKPbITHA, COCTaBNAID-
Wwme cneumduky rpadmKn Kak Buaa uc-
KyCCTBa: CHa4aia MOHOXPOMHOCTb KaK 0c-
HOBHOW NPVHLMN, 3aTeM IHENHbIN puUcy-
HOK W, HaKoHel, BKJOYeHMe AOMOJHU-
TeNbHOro ToHa 1 611Ka KaK 3aBepluatoLie-
ro MpueM, OCYLLECTBAIOLMIA OXKMBIIEHUE.
Basonuch 6bina tdyHaameHTom Oyayluein
xuBonucy. Oborawasch LBETOM, CBETOTe-
HbtO, XXMBOMMWCb pacLiBena W cTana 3aBoe-
BbIBaTb WJJI030pPHOE MPOCTPAHCTBO Ha
ABYXMepHoW nnockoctu. Mnniosua — Bot
4TO LieHunock Gonblie BCEro B pasBuToi
aHTUYHOI XmBonucK. Myxu caamamcb Ha
BWHOrpaz; 3aHaBeCKY, HAKMHYTYIO Ha Kap-
TUHY, Henb3A b0 cHATb. U Bee e B oc-
HOBe 3TWX AOCTUXKEHWIA NIeXanu TeXHON0-
rMYecKne CUMBONbI: iBA-TPY TOHA, IMHWS,
nagaroLas TeHb v 611K, He xaoc 1 He Ko-
NUPOBaHWe, a XeCTKaA AUCLMNINHA, B KO-
TOpOV COYeTaHWe BbileyKa3aHHbIX 3fe-
MEHTOB CO3/JaBaJio HeoTpas3nMoe oLlyllie-
HWe NpocTpaHCTBa.

PeHeccaHCHbIN pUcyHOK NpoAomKan
rpadvyeckyto TpaanLmio aHTUYHocTU. Ero
13nt061eHHbIMM NpreMaMm by TOHUPO-
BaHHaA Gymara, NMHWA, JBe-TPW TOHasb-
Hble rpajauuy u npobena, cospawoline
WANIO3UI0 NMPOCTPAHCTBEHHOW BbIMyKI0C-
. PucyHku TutaHos Bospoxaenus - Mu-
KenaHZ)Xeno 1 MacTepoB ero Kpyra - noct-
poeHbI N0 3TOMy NpuHLKMMY. B ocHoBe oHK
MOHOXPOMHbI. LiBeTHoCTb co3paertca rpa-
Jauyeil caMoro matepuana: cenwus, Gucp,
YrofbHbIN KapaHaaly, cepebpsHble nanoy-
KW, 3a7IMBKW CUEHOI 1in yMOpOW.

SddekTbl 06bEMOB B NPOCTPaHCTBE
CTaBUAWCb BENMKUMU MacTepamMu pUCYH-
Ka MMeHHO B npejenax ero CoCTaBlfAw-
LMX CUMBOIMYECKUX KOMMOHEHTOB U1 rpa-
(uyecKVX MprUeMoB, CO3AalWMX 06BEM
MOHOXPOMHbIM €roco60oM. PucyHKM 3T0r0
nep1oAa BbIMOSHEHbl B OCHOBHOM B /iBYX
TEXHWKaX: Nepo LBETHbIMU YepHUIaMu u
pasnuyHble BUAbl MATKMX MaTepuanos.
Mmenucb obpasupbl Gonee crnoxHoW Tex-
HWKK, KOrfia B PUCYHKe y4acTBoBanu ase-
MeHTbI 3aIMBKU KNCTbHO.

Ha BbicTaBke B AnbbGepTuHe Mbl BU-
AWM PUCYHKN MUKenaHZKeno, BbINofHeH-
Hble NepoM 1 MArkoi caHrvHon. Lepes-
POM 3KCMO3WULMKU ABNAETCA MOArOTOBU-
TeNbHbIA PUCYHOK K M300paeHuio o6Ha-
KEHHOTO toHOWM AN noTtonka CUKCTUH-
CKOM Kanennbl. TeMa MoAroToBUTENLHOMO
puCyHKa, M3obpaxatolero obHaxeHHoe
Teno, ABNAETCA 0COObIM KaHPOM BENMKMX
MacTepoB WTanbsHCKoro BospoxaeHus.
MviKkenaHmKeno, KOTOpbIA Cymen MpPOHUK-
HYTb BryGb aHaTOMWUYECKOTO NOCTPOEHUS,

PA®A3JIb CAHTU
/Jse myxckue
06HaXKeHHble
puaypsbi:

00Ha 8 npogpub,
0pyaas co CnuHbI
Mepo, KopuuHeBsas
Tywb, HaBPOCOK
CBUHL0BbIM
KapaHjaliom
465%x320 Mm

RAPHAEL

Two full-length
studies of male
nudes: one - side
view, the other -
back view

Pen, brown ink,
drawing with lead
465 by 320 mm

their enormousness, and the sheer also supposed to be the kind of "blue

"Brobdingnagian” character of his titan-
ic work.

But among Michelangelo’s prodig-
ious legacy there are also some priceless
small pieces of paper, complete with
pen-and-ink sketches, which actually
comprise the gist of the revelations of
the genius; these drawings were actually
nof meant to be works of art in the sense
accepted for such terms in the 15th and
16th centuries. Instead, they register the
birth of an idea of a future work of art -
and, as such, were destined fo be cast
aside, freated as some "discard", some-
thing "in-between", to be used only in an
applicative way; a kind of spadework,
the inevitable waste that any creative
work entails. But such "rubbish” was

ground" which produces the shining
diamonds of a real masterpiece. For the
artist himself, these pieces of paper
often carried a certain mystic charm,
because it was on them that he actually
saw his future creations for the first
time. Examining the sketches, the artist
met the eyes of the Creator who had
blessed him with talent, and was watch-
ing the master's work approvingly - or
disapprovingly.

All of this may explain why frue
connoisseurs tend to look on Michelan-
gelo's sketches with particular interest:
some time would pass before he would
paint his famous murals, and the world
would marvel at the singular eminence
and grandeur of his works, while these
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JIEOHAPAO JA BUHYA
Anocmon. 1493-1495. MNepo, KopuyHeBas Tylb Ha ronyGon Gymare. Cnegpbl
cepebGpsAHoii nanouku. 146x113 mm
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LEONARDO DA VINCI

Apostle. 1493-1495. Study for "The Last Supper” fresco in Milan.
Pen, brown ink on blue paper, traces of silver. 146 by 113 mm

drawings, both piercingly true and
intense in their simplicity, witness some-
thing far more eloquent.

Fot that reason, the works dis-
played at the Albertina Museum in this
historical refrospective make the collec-
fion unique among counferparts in
other countries.

There is no doubt that European
graphic art derives from the classical
vase-painting tradition that laid the
basics of its principles, techniques and
materials; first among them was mono-
chromatic and linear drawing, with fur-
ther inclusion of tones and overtones to
give relief to the pictures. Thus, vase-
painting paved the way for painting.
Through adding colours and light and
shade it started to flourish, progressing
beyond the two-dimensional surface of
the sheet of paper. What was appreciat-
ed most in classical painting was the
illusion: the grapes in the picture looked
so real that they would attract flies; the
curtain, seemingly thrown over the pic-
ture, turns out to be impossible fo
remove. Such wonderful achievements,
however, were nothing more than the
tricks of the trade: two or three hues of
tone, a line, a shadow and an overtone.

The striking sensation of a third
dimension was in no way achieved by
following the artist's possibly chaotic
imagination, or through a careful imita-
tion of nature - but by observing the
strict rules and combination of the tech-
niques concerned.

In the Renaissance, drawing
assumed and developed the classical
traditions; the use of toned paper, line,
two or three tones and void intervals
that helped to create the illusion of
dimensional relief were the most com-
mon devices of artists’ imagery. The
sketches of Michelangelo and his con-
temporaries are all based on that prin-
ciple: effectively, they are monochrome.
The colour effect is usually achieved by
confrasts in the tone of the materials:
sepia ink, charcoal sticks, scratching
with strands of silver, heightening with
sienna or umber.

The Old Masters were, of course,
seeking a way to give relief to their
paintings, but they confined themselves
to the traditional symbols of three-
dimension drawing, returning fo exclus-
ively classical techniques and black-
and-white monochromatism.

Two or three techniques prevail in
the drawings of that period: varying
shades of natural black and brown pen-

PA®A3JIb CAHTU
MadoHHa

¢ epaHamom

Okono 1504. Yronb
412x295 mMm

RAPHAEL

Madonna

of the Pomegranate
Circa 1504
Black-and-grey chalk
412 by 295 mm

PA®A3JIb CAHTU
Scku3 0114 KapmoHa
0151 206es1eHa
«YyoecHbili He800»,
npedHa3HayeHHo2o
0na CukemuHcKol
Kanesbl

Okono 1515

Mepo, KopuyHeBsas
Tyllb NOBEpPX 3CKM3a
MesnoMm

229%x327 mm

RAPHAEL

Sketch

for the cartoons
for the Sistine
Chapel tapestry
"The Miraculous
Draught of Fishes"
Circa 1515

Pen, brown ink over
a drawing in chalk
229 by 327 mm
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and-ink, red- or sanguine-coloured or
black chalk on various sorts of coloured
ground. Some drawings demonstrate a
more complicated combination of tech-
niques, such as coloured wash or white
and coloured heightening with a brush.

The Michelangelo drawings at the
Albertina are mostly made in delicate
light sanquine and pen-and-ink - and
one of them, a figure study of a nude boy
for the Sistine Chapel ceiling is, by any
judgment, a masterpiece of which the
Albertina can be proud.

It should be noted that the nude
figure study is a specific genre typical of
the great Italian Renaissance masters.
Michelangelo was known to excel in
anatomical details: he was able to show
the harmony and vital force of the
human body, the natural beauty of the
muscles, in the depiction of which he
was unrivalled. Michelangelo’s profound
knowledge of the interactive function-
ing of all parts of the human body made
his drawings from nature a kind of
model design for the three-dimensional
representation of man on paper.

The drawing in question, however,
demonstrates a quality that singles it out
from the rest of the collection, displaying
a unique sensation of the third dimen-
sion which is so striking, that it makes
other of Michelangelo’s pictures look
like collages in comparison. It actually
heralds principles which are not to be
found in European art before the late
baroque. This figure study leaves an
impression so deep and lasting, that it
relegates drawings by Raphael exhibited
in the same room to the position of
scholastic routine, devoid of the magic
aura of divine arf. Perhaps only one
small sketch by Leonardo, drawn on blue
paper, in Leonardo’s inimitable sfumato,
equals this masterpiece of Michelangelo.

Moreover, this sketch looks
unusual even for Michelangelo himself
because it is his only drawing that shows
the huge potentials of three-dimensional
graphic representation that would later
be developed by the great masters of the
Venetian school and by Rembrandt. The
sketch looks so true to life not for its
perfectly disciplined pen technique or
luckily-found form, but for the absolut-
ely new aesthetic principles of picturing
three dimensions on the two-dimen-
sional sheet of paper; with that single
achievement, Michelangelo managed to
glimpse ahead fo a future era of art.

It was only at the fime of the High
Renaissance that drawing began to be

viewed differently, as a separate art in
itself. In previous periods its role was far
from independent, as compared to that
in the Middle Ages when drawings were
used for book illustration or popular pic-
tures. In the days of Michelangelo the
church did not yet freat drawings as a
means of decoration: they served
instead as a preparatory stage in the
creative process - its most mystic part,
perhaps, but not its ultimate goal. As
Leonardo put it: "All art stems from a
skefch".

The Renaissance encouraged
resolving the process of creation into its
elements, and drawing became recog-
nized as a pivot - for the first time in his-
tory, it became independent. While there
were individuals who could draw fairly
well even in ancient times, drawing
became an art only in that period.

Thus we can enjoy and marvel at
these "utility" sketches by the great
Michelangelo and other fitans of his
time, masterpieces destined in their time
to gather dust on the shelves of the
artists’ studios. They constituted person-
al supporting archives, at the same fime
as they are now understood as the most
important element of their craft; con-
sequently, they have become very
tempting both for other artists and for
collectors.

The collections of sketches
belonging to Peter Paul Rubens, Giorgio
Vasari, Antonio Raimondi and Benvenuto
Cellini are well-known. While the rich
and mighty used to collect works of art -
paintings, sculptures, jewellery - artists
and infellectuals preferred to collect
such "doodles", and the sketches of such
past masters were cherished as peerless
freasures.

"Michelangelo und seine Zeit" is
the name of one such treasure. It brings
the viewer into the testing laboratory of
experiments by geniuses whose inner
creative ideas and imagery are esoteric.
Our appreciation of an artist is usually
based on the strength of his creative
potential: looking at these small draw-
ings we are left in no doubt as fo which
of them is the most prodigious talent.
Even if from all the huge heritage of
Michelangelo only this tiny figure study
of a nude boy with knuckled knees had
remained, originating as it does from the
Rubens collection, the answer would
have been obvious: it is Michelangelo
Buonarroti the great martyr of Florence,
who deserves the title of "Artist of All
Times".

KOTOPbIN PacKpbiN KOHCTPYKLMIO U BU-
TasbHY'0 CUITy OPraHUKM Tena, B3auMopei-
CTBWS MYCKYNOB, 6bl1s1, KOHEUHO, MHOTO BblI-
Lue CBOVX COBPeMeHHUKOB. [nybokoe no-
HUMaHWe MexaHVWKN B3aWMOAENCTBUA
BHYTPEHHero yCTPOICTBa Yel0BeYeCKOro
Tesna npeBpaLLaso ero pUcyHKM ¢ HaTypbl B
HeKoTopble KaHOHWYecKue CUMBONbI Ye-
JI0BEKa B €ro NPOCTPaHCTBEHHOM BbIpaxe-
HUM. Ho 3TOT pucyHOK 0Bnajaer HeKuM
0CO0bIM Xy0XKECTBEHHbLIM JOCTOMHCTBOM,
0 KOTOPOM HeobX0AMMO cKa3aTb. Ero otu-
yaeT HeoBObIKHOBEHHOE OLLYLLIeHVe MPOCT-
PaHCTBA, OH YHWKaseH MMEHHO B TaKOM Ka-
4ecTBe, OH CO3AAET TaKoe OLLyLLEeHVe Npo-
CTPaHCTBa, MOC/1e KOTOPOTO BCE XMBOMMC-
HOe TBOPYECTBO MacTepa KaeTcs npocTo
annavkaument. PucyHoK feMoHcTpupyer
HaM NPOCTPAHCTBEHHOE JbIXaHue No3AHe-
ro 6apoKKo, KOTOPOE elle TONbKO 0XMAA-
eTCA B eBpOMerickoM nckyccTae. Mo3tomy
W 3KCMOHMpYeMble PAAOM pUcyHKM Pada-
3718 CMOTPATCA MPOCTO YepTexamu Ha
KNacCHOM J0CKe, TonorpauyecKmMmm Kap-
TaMu, JIMLLEHHBIMK Boswe6CTBa, GoxecT-
BEHHOTO BO3/yXa, OMbIBAIOLLEro 3TOT MUP.
BbITb MOXeT TONbKO ManeHbKui pu-
CyHOK JleoHapao Aa BuHum Ha ronybom
(oHe, C ero yHVMKanbHOM TeXHUKoW cdy-
MaTo, MOXeT NMpUBAVKATLCA K LieaeBpy
MuKenaHaKeno. 3ToT PUCYHOK YHUKaneH
n ana camoro Mukenangxeno. Tonbko
3[,€Cb OH [OCTWraeT TOM NPOCTPaHCTBEH-
HO Mowy, KoTopylo B Oyayuiem Gyayt
pa3pabatbiBaTb BeJMKME BeHeLWaHubl U
PembpaHaT. V160 3aech Aeno He B ciyyaii-
HO CYacTMBON TOYHOCTU PUCYHKa, a Co-
BEpLUEHHO B HOM YyBCTBE 3CTETUKM Mpo-
CTpaHCTBa Ha ABYXMEPHOI MNOCKOCTH, KO-
TOpOEe OTKPbIBAET ABEPM B HOBYIO 3MOXY.
PucyHok Kak TakoBon Ao MacTe-
pos Bbicokoro Bo3poxpaeHns He Bcerga
BbIAENANCA B CAMOCTOATENbHBIN BUA XY-
AOXeCTBEHHOro TBOpYecTBa. MIMeHHO
3/1eCb PUCYHOK BMepBble MeHAET (yHK-
umto. 370 He UNMIOCTPALMSA, KaK B cpej-
HeBEeKOBbIX MUHUWaATIOpPax, He rpaduyec-
KWe N1CTbl HapoAHbIX KapTUHOK. 3To
eLe 1 He CaMOCTOATeNbHOEe Npou3Bese-
HWe MCKyccTBa, KoTopoe o6cnyxuBaer
JINTYPrUYECKYIO UMW NPUKNAAHYI0 QYHK-
LMI0 KaK yKpaleHue. BosHuKaet pucy-
HOK KaK HekoTopas nabopaTopHas
4acTb MOArOTOBUTENIbHOTO TBOPYECKOro
npoliecca, T.e. B 3TOM KayecTBe PpUCYHOK
TepseT CBOI0 CaMOCTOATENbHOCTb, ABNA-
eTcsl Kak Obl NOAroTOBUTENbHOW CTaAu-
eil yero-To 6onee 3HaYMMOro, XOTA OfHO-
BPEMEHHO CTaHOBWTCA ero 0co6oi, Hau-
Gonee BaXKHO MarnyecKoii 4acTbio.
«Bce nckyccTBa UMetoT cBOI CTep-
XeHb B pUCYyHKe», — roBopun JleoHapao

a

a

PA®ASJIb CAHTU
Scku3 20086l
Anocmona

0na ppecku
«[peobpaxeHue»
1519-1520

Yronb noBepx pucyHka

CBVHLOBbIM
KapaHaalom
240%x182 mm

RAPHAEL

Study for the

Head of Apostle
for the fresco
"Transfiguration”
1519-1520

Black chalk over

a drawing with lead
240 by 182 mm

noanaoprPo

JA KAPABAZXKO
MadoHHa c oywamu
Karouwuxcs
1527-1528

Mepo, KopuyHeBasn

Tylb, CEPO-KOpUYHeBas

pa3MbiBKa
365%x252 Mm

POLIDORO

DA CARAVAGGIO
Madonna and

the Penitent Souls
1527-1528

Pen, brown ink,
grey-and-brown wash
365 by 252 mm

NAPMUAXKAHNHO
Mapus Ha obnakax ¢
mnadeHyem Mucycom
1526-1527. Mepo,
KOpWYHeBas Tylub,
yrosb, KOpU4HeBas
pa3mbiBKa, 6enas
3aNMBKa

204x130 MM

PARMIGIANINO
(Francesco Mazzola).
Maria in the Clouds
with the Child.
Sketch for "Vision of
St. Jerome"
1526-1527

Pen, brown ink,
traces of black chalk,
brown wash

and heightened

with white

204 by 130 mm

Aa Burun. B anoxy Bospoxaenns v Bo3-
HUKaeT HOBOE MOHVMMaHWe ero GyHKLUun
B TBOPYECKOM TpoLiecce, C 0HOI CTOpo-
Hbl — MOArOTOBUTENbLHOW, C Apyron —
Bceonpeaenswowein. Teopueckuit npo-
Llecc pacLienuica Ha CBOM COCTaBHble
3/1eMeHTbI, U, HaKoHel, GbiNo HalfeHo
AAPO TBOPYECKOro npouecca — UM cTan
PUCYHOK. 3TO NPOU30LLNO BrepBbie B UC-
TOpWM WcKyccTBa. B aHTMYHOCTU ymenn
XOPOLLO PUCOBaTh, HO HUKOTAA He Bblje-
NIANN PUCYHOK KaK HeYTo CaMOCTOATeNb-
HOe, a CO3HaHWe CaMOCTOATENbHOCTU
npuwwo B anoxy BospoxaeHuns.

M BoT nepeps, HamMu NoAroToBMTENb-
Hble PUCYHKW Bennkoro MukenaHgxeno
1 MacCTepoB ero BpeMeHW, KOTOpbIM npes-
Ha3Hayanocb OCTaTbCA B MaCTepPCKOMN.
370 6bln BCMOMOraTesbHbIA apXUB Xy-
DOXHMKa, HO B TO e BPeMA PUCYHKM
0CO3HaBalNCb Kak HeobxoAuMmas TBOp-
YecKas COCTaB/IAlOLanA npoLecca cospa-
HWA NpOV3BeAEHUA UCKYCCTBa U CTaHo-
BUAWNCb NpeAMeTOM KOMNeKLMOHMPOBa-
HUA, N0 BCeVl BEPOATHOCTW, Npex/e BCe-
ro B cpefie 3HaTOKOB 1 CaMUX XyAOXKHU-
KoB. Mbl 3HaeM o Komnekuuax Mutepa

Mayna Py6eHca, [xopaxo Basapy,
MapkaHToHvo Paimonan, benBeHyTo
Yennunu. CunbHble Mupa cero u 6oratble
3aKasuuku cobupany npousBejeHus
KMBOMUCKU W CKYNbMNTYpbl, lOBENUPHbIE
YKpaLeHUs. XyLOKHUKN U UHTENNEeKTy-
anbHas 3nuTa cobrpanu NoYepKyLKN 1
NOATOTOBUTENbHbIE PUCYHKU, BUASA B HUX
BbICOKYIO Xy/[J0XKECTBEHHYIO LIEHHOCTb.
BbictaBka «MuKenaHmxeno u ero
BpeMsA» B AnbbepTvHe [eMOHCTpUpyeT
HaM 3Ty cokpoBuwa. JlabopaTtopHble pa-
00Tbl BENMKUX MacTepoB ABAAT 3puTe-
JII0 MX TBOPYECKME MOUCKMU, UX BHYTPeH-
HUIA MUP, 3aKPbITbIi ANA HEMOCBALLEH-
HbIX, X FaMByprcKkuin cueT Apyr K Apyry.
Mofo6Hble «PUCYHOUKM» C HAMAZHON U
JOCTOBEPHOI CUION COOOLLAOT HaM, KTO
€CTb KT0, U ecin Bbl 0T Hacneana Muke-
NaHMKEeN0 HUYEro He 0CTanoch, a TONbKO
ManeHbKMn HabpocoK 0OHaxeHHOro
IOHOLUM 13 Konnekummn PybeHca, To 1 Tor-
Z4a 6b110 6bl ACHO, KTO U3 HUX CaMbli Be-
JINKWIA, CaMbIi MOTYYUiA, OTMEYEHHBIN 60-
)KECTBEHHbIM 3HAKOM XYAOXKHVK. 370 6bin
6bl MykenaHmkeno byoHappotu - reHu-
anbHbI cTpaganel, u3 GnopeHumw.
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hckycemso ucA XX seka, npexoe scezo,
accoyuupyemcs ¢ umeHamu JlxeKkcoHa
tionnoka, Anaca nmdeHbypea, pHOU Hop-
xona, bapka xomko, )obepma ayuieH-
6epea, [xelimca xo3eHksucma, [xop-
0Xa uueasa - Macmepamu abCmMpPaKmHo-
20 3KCnpeccuoHU3Mad, non-apma u eu-
neppeanusma.

Bmecme ¢ mem xydoxxecmseHHas KyJibny-
pa 3moli cmpaHel 3Ha4uUMesbHo 6ozaye u
pasHoobpasHeE. Kak, Hanpumep, cpedu
Xusonucyes MUHyBWe20 CmoJiemus ca-
MbIMU GMEPUKAHCKUMU No AyXy, No mex-
Honoauu uHOusudyasu3ma, Ha Mol
8327140, ABAAMCA (pOsapd monnep u
¢pHOpto Haliem.

B npasomepHocmu nodo6HO20 UHMYU-
MUBHO20 OWYWeHUsA NUWHUG pa3 ybex-
OaewbCs Ha pempocneKmMusHoU 8bIcmas-
Ke npoussedeHul Monnepa
(1882-1967), omkpbimol 8 3anax
2anepeu Kelim bodepH 8 hoHdoHe ¢ 27
MasA no 5 ceHmA6GPsA HbiHewHe2o 200a.

THE VERY CONCEPT OF AMERICAN
ART IN THE 20™ CENTURY BRINGS A
SPLASH OF EMOTIONS ASSOCIATED
WITH THE LIKES OF JACKSON
LLOCK, CLAES OLDENBURG,
DY WARHOL, MARK ROTHKO,
BERT RAUSCHENBERG, JAMES
ROSENQUIST, AND GEORGE SEGAL -
THE MASTERS OF ABSTRACT
IMPRESSIONISM, POP-ART AND
HYPER-REALISM.
HOWEVER, AMERICAN ART IN ITS
FULL DIVERSITY IS NOT LIMITED TO
THESE GREAT NAMES: TO MY MIND,
EDWARD HOPPER AND ANDREW
WYETH ARE THE MOST "AMERICAN"
- IN BOTH SPIRIT AND INDIVIDUAL-
ISM - OF THE ARTISTS OF THE PAST
CENTURY.
THE RETROSPECTIVE EXHIBITION
OF EDWARD HOPPER (1882-1967)
WHICH WILL RUN UNTIL OCTOBER
2004 IN THE TATE MODER
GALLERY, LONDON, IS ANOTH
CHANCE TO RAISE SUCH INTUI
SPECULATIONS. L‘

;
i,

Edward Hopper:

"LUX AM

-—
L SSasss & T= —

1925-1930

XoncT, macno

63,8x51,4

Self Portrait

1925-1930

Qil on canvas

63.8 by 51.4 cm
Anekcanpp PoxuH
Alexander Rozhin

MEXOVHAPOLHASA

SICANA

NAHOPAMA

«AMepuKaHCKuM cBeT» JaBapaa Xonnepa
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Ero TBOpYeckoe Kpeao choxu-
N0Cb BO BpeMeHa «BeNUKOW Aernpec-
cum». Xusonucb U rpaduka mactepa
OTpaXaloT COCTOAHME aMepUKaHCKOro
obLwecTBa 3TOr0 NepuoAa, yAMBUTENb-
HbIM 00pa3oM nepekaNKanach ¢ coAep-
XaTenbHbIM nacdocom noasum Pobepra
®pocta, nbec TeHHeccu Yunbamca,
npo3bl HataHasna Yacra, dunocoduen
pomaHoB [xepoma CanuHixepa u
Kypta BoHHeryTa. B nckyccrBe xynox-
HUKa Mbl YBUAMM U B1130CTb BOCNpUSA-
TWA MWpa, MPUCYLLY NKUTepaTypHOMY
resuto 3arapa Mo. Bnpoyem, y Kaxaoro
U3 nccneposaTtenein Hacneams Xonne-
pa BO3HMKalOT CO6CTBEHHbIE pEMUHWC-
LeHLMM 1 aHaNoruu.

[py BHewHeNn «HeMHOrocn0BHO-
CTU» ero NPON3BEAEHNA POXAALOT B BO-
o6paxeHWn 3puTena Aaneko He OAHO-
3HayHble YyBCTBa U accouuaumm. Pea-
JINCTUYECKan CUCTeMa BUAEHWA HaTy-
pbl B paboTax *MBONMCLA COnpsxeHa
C POMaHTMYECKMU 3K3aNbTUPOBAHHbIM
MOTVBOM U CHOXKETOM, OH TpaHchopMu-
pyeT Ux COrnacHo CBOUM npeAcTaBlie-
HWAM O ApaMaTUyecKUX KOMNU3UAX
6bITUA, 0 HEM3BeXKHOCTU KOH(NMKTA
JIMYHOCTU U coLmyMa.

Byayun oT npupoabl HazeneH aa-
poOM XyAOXecTBEHHOro 0606LeHns,
Xonnep npespalian oTAeNbHbIA 3Mnun-
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Ogpuc Houblo
1940

Xoncrt, Macno
56,2x63,5

Office at Night
1940

Oil on canvas
56.2 by 63.5 cm

THE TRETYAKOV GALLERY #4’ 2004

HouHoe cosewjaHue
1949

Xonct, Macno
70,5x101,6

Conference at Night
1949

Oil on canvas

70.5 by 101.6 cm

Hopper's artistic credo was formed
in the period of the Great Depression. His
paintings and graphics mirror the state
of American society of that period, and in
addition his art quite naturally echoes the
varied pathos of Robert Frost's poetry,
Tennessee Williams' drama, Nathaniel
West's prose, and the philosophical back-
ground of novels by J.D.Salinger and Kurt
Vonnegut. With Hopper, one can note
some motifs close to those of Edgar Allan
Poe - at least in their perception of life.
Of course, every researcher of Hopper's
work and heritage has his or her own
reminiscences and analogies.

Hopper's language, though laconic,
provokes the imagination of the viewer,
stimulating diverse emotions and asso-
ciations. His realistic perception of the
subject and object is coloured with a kind
of romanticism, and the artist fransforms
the images in his pictures according to
his own understanding of the dramatic
collisions of life, and of the inevitable
conflict between the individual and
society.

Hopper had a real gift for artistic
generalization - for being able fo furn a
certain episode or a particular case into
something typical. Though devoid of
pathos, his everyday genre scenes - pri-
vafe and intimate, and seeming fo aspire
to nothing special - gain psychological
depth and social significance. There is no
vivid action in his paintings, just quiet
and still mise-en-scénes of the play in the
life of "quiet Americans". Hopper's sub-

jects seem to be in a state of meditation -
he achieves this by the vivid absence of
any signs of action, and a no less vivid
confemplation, alongside an indirect
imaginary form and his absolutely per-
sonal inferprefation of the subject. The
feelings of anxiety and loneliness, so typ-
ical for his characters, play - apparently -
the role of a kind of alternative to the
glamour of the American life style. Hopper
explores the philosophical categories con-
tradicting the lay-man's attitude to the
realities of the contemporary world, to
the moral and ethical values of human
existence. His genre scenes are coloured
with a genuine psychological fleur, origi-
nating in a process of spiritual search,
which realize peculiar and typical traits
of the national character; they are taken
not as a whole abstract essence, but as
the fate of a particular human being.
Though bearing some special individual
personal images, Hopper's characters
personify the emotional status, thoughts
and feelings, and the conflicts and ideals
of a whole generation.

The artist is a brilliant example of a
master of genre scenes and dramatic
metamorphosis, as well as a comprehen-
sive psychologist. Hopper's unique talent
reveals itself in his special philosophic
perception of life, alongside a profession-
alism of a really high standard, an
absolutely individual manner of painting
and an acute sense of aesthetics.

Hopper started his career as an
illustrator, and did not achieve his artis-
tic individuality immediately. The artist
experienced some positive influences
from his environment and people, to say
nothing of his sharp mind and the fact
that he was "possessed” by art, having
been critical to his own artistic achieve-
ments. At the very beginning of the 20th
century Hopper made a number of trips
to Europe, where he saw the works of
the Old Masters in the museums of
France, Great Britain, Holland and
Spain. This experience, and the opportu-
nity fo come closer to new tendencies
and movements in the development of
European art, stimulated the creative
evolution of the artist. Hopper began to
study art seriously: Impressionism,
experimental experience of meta-
physics and surrealism, and some other
avant-garde trends in the art of his
days - all proved interesting to his keen
artistic mind. Never one to copy or imi-
tate, Hopper very accurately analyzed
and applied some of the formal discov-
eries of modernism.

Kyne C, sazoH 193
1938

Xoncrt, Macno
50,8x45,7

Compartment C,
Car 193

1938

Qil on canvas
50.8 by 45.7 cm

304, YaCTHbIV cny4ali B 06pa3 cobupa-
TeNbHbIiA, TUNMYeckuit. CLeHbl NoBcea-
HEBHOCTW, HUYEM He MpuMeyaTenbHble
Ha nepBblii B3rNAA, B NONOTHAX MacTe-
pa o6peTanu NCMXONOrMYecKyH 0CTPO-
Ty, couuanbHylo 3HaumMmocTb. [lpm
3TOM ero paboTbl AWLIEHbl KaKoro-nu-
60 nacoca, OHM NpenMyLLeCTBEHHO Ka-
MepHble No (GopMe, UHTUMHbIE MO
cMmbicny. B KapTuHax xuBonucua, Ka-
3anocb Obl, HUYErO He MpPOWCXOAWT:
OAMHOKME NepcoHaxm 3acTbinin B MOJI-
YaNMBOM OXMAAHWU, KaK B MU3aHCLe-
Hax ApaMaTM4yecKoro CreKTakns, co-
AepXaHue KOTOpOoro npoAMKTOBaHO
KU3HbIO «TUXWUX aMmepuKkaHues». Mep-
coHaxu Xonnepa GyATO MorpyxeHsl B
coctosiHue Megutaumum. OTcytcTBUe
BUAMMbIX MPU3HAKOB AENCTBUS, CO-
3epuaTeNbHOCTb POXAAIOT B HalleM
CO3HaHWMW NoAo6HOe BreyatneHwe, no-
poi BBOAA 3pUTeNs B HejoyMeHue

MEXOYHAPOJHAA MAHOPAMA

MHOCKa3aTenbHOW (opMoi obpasHoii
MHTepnpetaunn ctoxetra. YyscTBa
0XWUAAHUA W OfMHOYecTBa, KoTopble
nepexunBaloT repon ero nosoTeH, BO3-
HWMKaIOT, C/IOBHO anbTepHaThBa APKUM
OrHAM TeaTpasibHOW paMnbl aMepuKaH-
cKoro o6pasa xu3Hu. OH MbICAUT BbI-
COKMMM GunocodcKMMU KaTeropmamu,
NpPOTUBOMONOXHbIMWA 00bIBaTENbCKO-
My OTHOLLUEHWIO K peanvfaM COBpeMeH-
HOro Mupa, K MOpabHbIM, 3TUYECKUM
LLleHHOCTAM YeNl0BeYeCKOro CyLiecTBo-
BaHuA. Co3aaHHble UM XXaHPOBble KOM-
no3nuUMM OTMeYeHbl MOANMHHbBIM MCKU-
XO0/10rM3MOM, BO3HWKAIOLWMM B npoLiec-
ce AyXOBHOTO MOCTWXEHUA 0cobeHHo-
CTell, TMNWYECKUX 4YepT, NpoABAAIO-
LMXCA HEe Ha YpoBHe abCTpaKTHOro, yc-
NIOBHOTO MOHMMaHMA HaUWMOHaNbHOIO
XapakTepa, a B cyabbe KOHKpeTHoii
anyHoctu. Mpu Bceln HenoBTOpUMOCTU
0611Ka, WHAWBUAYaNbHOCTU Tepou
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Naturally, one can find in Hopper's
art some traces of influence from
Parisian and other European masters
such as Eduard Manet, Maurice de Vlam-
inck, Pierre-Albert Marquet, and also
Giorgio de Chirico, René Magritte and
Max Ernst, though this observation
speaks only of the widened range of his
creative attempts.

Edward Hopper eagerly exploits
light as the main means of his imaginary
expression. He skilfully applies the
effects of a special light setting to reveal
the most complex emotional status,
determining the fore- and backgrounds,
and limiting the space of the fwo-dimen-
sional canvas. The play of the contrast
of "light versus shadow" brings special
force to the colour, builds the particular
light and air medium, and forms numer-
ous meaningful intonations, dramatiz-
ing the contents of his paintings. The
light models the form and brings a plas-
tic shape fo the image. Hopper uses a
very modest palette - some main and
some additional colours, but the
nuances are really rich. A renowned
master of stage effects, Hopper always
seeks and finds the most suitable fore-
shortening fo strengthen the emotional
impression of his works. Various formal
means in his artistic self-expression,
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HouyHble nocemumenu
1942

Xoncrt, Macno
76.2x144

Nighthawks
1942

Oil on canvas
76.2 by 144 cm

THE TRETYAKOV GALLERY #4’ 2004

KapTvH Xonnepa ABAATCA HOCUTENA-
MW YYBCTB 1 MbIC/el, NPOTUBOPEYUI 1
nfeanoB Lenoro noKoaeHus.

B cBoux npov3BeseHUAX XKWBO-
nucel, npeacraer GNecTALMM KaHpu-
CTOM, YYTKMM MCKXONIOrOM, MacTepom
ApamaTtuyeckux Metamopgos. Camo-
ObITHbIV TaNaHT XyAOXHMKA MONHOLEH-
HO pacKpbiBaeTcA B cBoeobpasuu ero
$hnnocohpcKoro MMpOOLLYLLEHUSA, B Bbl-
COKOWN npodeccroHanbHOM KynbType,
HermojpaxaeMmMol MaHepe nucbMa W
ocoboW 3cTeTUKe.

HayaB TBOpuecKyto Kapbepy Kak
UANoCTpPaTop, OH He cpasy obpen ca-
MocToATeNbHOCTb. POpMMpOBaHUID
pa3BuTMi0 ero crnocobHocTeit Gnaro-
NpUATCTBOBaNa cpeAa, OTHOLWEHUA
OnM3KNX NOLEN W, KOHEYHO XKe, yM,
0/1epXMMOCTb UCKYCCTBOM, B3bICKa-
TenbHOCTb K cebe U cBoeMmy Aeny pac-
WWPANN 3CTETUYECKUIA KPYro3op Xy-
AOXHWKa. B Hayane AeBATMCOTBLIX ro-
AOB MVHyBLIEro Beka Xonnep npep-
NPUHAN HecKonbKo noesfok B Espony.
3HaKOMCTBO C HacneAuneM cTapbix Mac-
TepoB MMPOBOr0 UCKYCCTBa B My3eAx
®paHumu, Anrnun, Tonnangun, Wena-
HWW, HOBble TEHAEHUWMW B eBponei-
CKOW XyA0XXeCTBEHHOI KynbType cTanu
3aMeTHbIM CTUMYJIOM TBOPYECKOW 3BO-
nouun 3aBapaa Xonnepa. OH aKTUBHO

NnepexoAnT K CUCTEMATUYECKUM 3aHA-
™AM xusonucbto. Co cBoicTBeHHON
eMy OCHOBAaTe/lbHOCTbIO BHWKaeT B
CyTb PEeBOJIOLMOHHOIO 0OHOBNEHUA
WCKYyCCTBa, M3yyaeT NpousBeAeHUs
MMNPeCCUOHUCTOB, 3KCMEpUMeHTab"
HbI ONbIT MeTaM3nKOB 1 Cloppeanu-
CTOB, ipyrue Te4yeHna aBaHrapga. Hyx-
Abl KONVPOBAHWUIO U MMUTaLUN MOJ-
HbIX MPMEMOB ¥ HanpasneHuin, Xonnep
n3bupatenbHO MOAXOAWUT K dhopManb-
HbIM OTKPbITUAM MOAEPHU3Ma.

EctectBeHHO, B ero paboTtax Tex
neT, Npexze BCEro napuxcKux, 3amer-
HO 6GnaroTBOpHOe BAUAHME eBponen-
CKMX MacTepoB oT Jayapaa MaHe, Mo-
puca Bnamunka u Anbbepa Mapke go
Dxopaxuo ge Kupuko, PeHe Marputra
1 Makca 3pHcTa, YTo NOMOINI0 MONOAO-
MY XYAOXHWKY 3HauMTeNbHO pacluu-
pUTb AManasoH NOUCKOB COBCTBEHHO
XMBOMWCHO-MNACTUYECKOW CUCTEMBI.

B TtBOpuectBo 3aBapaa Xonnepa
aKTUBHO BXOJMWT CBET KaK OAVH U3 A0-
MUHUPYIOLWMX 371eMeHTOB o0pasHoi
BblpasuTenbHocTn. OH GnectAwe uc-
nonb3yer 3ddeKTbl ocBeleHUA ANA
nepejayn CNOXHeRWnX 3MOLMOHaNb-
HbIX COCTOSHWI, ANA OnpejeneHus
MAaHOB W rPaHunL, MPOCTPaHCTBA ABYX-
MepHOI nnockocTum xoncta. KoHTpacTbl
CBeTa W TeHW B NONOTHaX XyAOXHWKa

ABNAIOTCA KaMepTOHOM 3By4aHUA Kpa-
COK, c034atoT 0cobylo CBeTO-BO3AYyLU-
Hyl0 cpedy, MPMBHOCAT B 06pa3sHylo
ApaMaTypruio coAepXaHus KapTuH
6ecKOHeYHoe MHOXEeCTBO CMbICI0BbIX
nHToHauwmi. Ceet mogenupyet dhopmy,
npujaeT nnacTUYecKyl 3aBepLieH-
HocTb M3o06paxeHuio. bnaropoaHo-
cAepxaHHaAa nanutpa Xomnnepa co-
CTaB/IeHa W3 HEMHOTUX OCHOBHbIX
AOMOAHNTENbHBIX LBETOB, HIOAHCbI KO-
TOPbIX, BblA€NeHHble CBETOM, COANHA-
toTcA B 06y KONOPUCTUYECKYIO Nap-
TMTYpYy. MacTep cLeHWYecKnx, Kommno-
3MLMOHHBIX PELUeHU, OH BCeraa Haxo-
AT HeoOX0AUMbIN AN YCUITEHUA 3MO-
LMOHaNbHOro BrevaTiieHna NpocTpaH-
CTBeHHbIV paKypc. PaspaboTaHHble Ha
MPOTAXEHNUN MHOTUX NeT hopManbHble
MpveMbl CTann HeoTbeMNEMbIMU Mpu-
3HaKaMu BbicoyaliLwero npodeccuoHa-
N3Ma U HENoOBTOPMMOIO XYAOXKECT-
BeHHOro cTuiA 6onblIoro MacTepa.
KapTuHbl BenmKkoro xmsonucua
CLA - «BockpeceHnue» (1926), «Hou-
Hble okHa» (1928), «Kyne C, BaroH
193» (1938), «Oduc Houbto» (1940),
«HouHble nocetutenu» (1942), «Jlet-

Hee Bpema» (1943), «Hbio-Mopkekuit
odpuc» (1962), HakoHel, nocneaHsas
KMBOMMCHas paboTa MacTepa, Hanu-
caHHas 3a rog 4o cMepTy, «[lBa KoMeH-
AaHTa» (1966) u apyrue weaespbl 34-
BapAa Xonnepa, 3KCMOHUPYeMble Ceil-
yac B JloHAOHe, - cTanu Kiiaccukom
aMepUKaHCKON XYA0XeCTBEHHON Ky/b-
Typbl, N0 NpaBy 3aHANMN MOYETHOE Mec-
TO B @HTONOrMU MWPOBOMO MCKYCCTBA
HOBOro BpeMeHW. TanaHT MacTepa, npu-
BEPEHHOCTb K TPaAWLMAM peanusma,
6e3ycnoBHO, obecneynnu emy ocobyro
MCTOPUYECKYID pOJib, KaK OJHOMY W3
CaMbIX aMepUKaHCKMUX XYAOXKHUKOB,
Hapsafy C TakuMKM MacTepamy, Kak To-
mMac XaHT benToH, paHT Bya n Snapto
Yaiter. @urypatBHaA xuBonucb 34-
BapAa Xonnepa okasanacb npejBecT-
HWKOM TEHAEHUMA NOCTMOAepHU3Ma,
BHOCA B MOHWMaHWe 3ajay MCKYCcCTBa
HOBOrO BpeMEHMW Cepbe3Hble KOppek-
TUBbI UM He W3MeHWna NpPUBbIYHBIX
npeactaBieHnini 06  aKTyanbHOCTU
TBOpYECTBA, B KOTOPOM, HECMOTPA U Ha
HacTynneHve 3pbl HaHOTEXHONOIUNA,
BCErga OCTAHeTCA MeCTo YenoBeyec-
KM YyBCTBaM 1 pasyMy.

JlemHee spems
1943

XoncT, Macno
74x111,8

Summertime
1943

Qil on canvas
74by 111.8 cm

MEXOYHAPOOHAR NAHOPAMA

developed over decades, became part
and parcel of Hopper's highest profes-
sionalism and his inimitable style.

The paintings of one of the great
American artists, such as "Sunday"
(1926), "Compartment C, Car 193"
(1938), "Office at Night" (1940), "New-
York Office" (1962), "Night Windows"
(1928), "Nighthawks" (1942), "Summer-
time" (1943), and Hopper’s last painting
finished a year before his death - "Two
Comedians" (1966) - alongside some
other masterpieces that are on show in
London are classic works of American
and world art of his epoch. Hopper's
bright talent, and his devotion to realism
made him evidently play the role of one of
the "most American" artists tfogether with
such masters as Thomas Hart Benton,
Grant Wood and Andrew Wyeth. Edward
Hopper's figurative art appeared to fore-
see some new tendencies of post-mod-
ernism, and made a serious contribution
to the process of the development of art.
Finally, it proved how actual creative
activity is one in which - regardless of the
nano-technological era - there is always
a place for human emotions and reason.
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Hatanna BoiickyHcKan

Crpecc [Hanu
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HAWW NYBANKALNN

bbicsib, BepHee, abCcoMOMHAs ysepeHHOCMb 8 MOM, YMo K cmoJsiemuto uanbsadopa Janu 6by-
Oym HaNUCAHbI COMHU cmamed, 0p2aHU308aHbI 0eCAMKU BbICMABOK BO BCEX Y20/IKAX MUPA,
a MUJIIUOHBI €20 noyumamereli BbICMPoOAMCA 8 OJIUHHbIe o4Yepedu, Ymobbi ewje pa3 ybe-
OumscsA 8 Heno8MopuUMoU 0pPU2UHAJILHOCMU €20 MAIHMA, — /UL MOPMO3 8 HANUCAHUU
3a0yMAaHHO20. MYOOXHUK-302a0Ka, 00HUM NPUKOCHOBeHUeM Kucmu npespawjarowud,
cn108Ho yaps budac, sce okpyxaroujee 8 3010mo uckyccmaa, [lanu uzsecmer 0axe mem,
KMo HuKo20a He 8udes e20 pabom. ynamax, noc1e008amesbHAsA Henoc1ed08ameJIbHOCb,
0CcB0eHUe BCe HOBbIX U HOBbIX MPON, N0 KOMOPbIM 8C/1e0 3a HUM yCMPeMIAAUCH NOKOJ1e-
HUA Xy00)KHUKO8, UHMepec K BecyucieHHbIM Hay4HbIM OMKPLIMUAM MM 8eKa, GnoumuY-
Hocmb, cmaswiasi e2o noaumukoll - Janu npocus, 4mobbl e20 cyumanu 0aAUHUCTOM, = U
BMecme C MeM HeCKOJIbKO UUK/108, NOCBAWeEHHbIX uydausmy («Anus», «liecHb necHel,
«/lseHadyamp KoseH u3paunesbix», «Bawu npopoku»), a makxe «lipedyyscmsue 2pax-
0daHcKol 8olHbI», «BbizbisaHue 0yxa heHuHa» - makos uansbsadop [anu, scex ompuya-
towuli u 8cex yousnswuwud, daxe camozo cebs...

OnnakusaHue. 1982 »
Xoncrt, Macno. 95x65

Lamentation. 1982 »
Oil on canvas. 95 by 65 cm




Cnedyem nodasnisims peOMHbIe NO3bI8bI U 0CMpoe
JesiaHUe cMepmoybulicmsa, U 02/i0embcs 80~
Kpye. O6bekmbl meopyecmsa neped samu!

CanbBagop anu

A Kaxycb camomy cebe ManbYUKOM, U2paio-
WuM y Mops, Komopomy yoasock Halimu 6osee
Kpacusbili KameuleK, YeM OpyauM, HO OKeaH He-
u38e0aHHO20 fiexXUm nepedo MHOIO.

Wcaak HbtoToH

aHaxabl kK CanbBagopy [anu 06-

patunuck c npocbboi 1 ¢ npeano-

XeHueM: caenatb npurnacuTenb-

Hblin Gunet Ha || MexayHapoaHbIi
cuMnosMyM no npobnemMam ynpaBneHus
CTpeccoM, KOTOpbI AOMKeH Obln cOCTOATbLCA
B MonTe-Kapno B 1979 roay. 310T cumMnosuym
NPOBOAMS W3BECTHEMLWMWA KaHaACKUN y4ye-
HbI1, n306peTaTens Teopun crpecca laHe Ce-
nbe. MpeanoxeHve, B 06leM-To, He coBCEM
COOTBETCTBOBAJ0 YPOBHIO TeX 3aKa30B, KOTO-
pbiMu 6bln M36anoBaH XyAOXKHUK. OpfHako
IKCLEeHTPUYHbIA [lann, K ToMy BpeMeHu yxe
[laBHO 3aBOeBaBLUMI NPU3HaHWe BCero Mupa
«OceHblo KaHHWOann3ma», «PbiHKOM paboB ¢
HeBUaMMbIM GlocToM Bonbtepa», «Bennkum
mMacTypbaTopom», CIOHaMM Ha KOMapUHbIX HO-
rax, A3bIKOM pacrtekatowerocs Bpemenu («[o-
CTOAHCTBO NaMATW») U NbiNalLWMMK Xnpada-
MKW, cornacuncs. 3To pelleHVe He BbIMAAUT
YAVBUTENbHbIM: CTPECC W AWCTpecc B Hema-
7101 Mepe ABNANUCH ABWXKWTENEM TBOPYECTBA
cloppeanncToB, CWibHeNlen MoTuBauuen
anA Hux. Mo cnoBaM U3BeCTHOro aMepuKaH-
CKOro couuonora u UCTopuka Kynbtypbl Jibto-
uca Mamdoppaa, «obpasbl coppeanncros oT-
paxatT AeNCTBUTENbHbIN KoWMap YenoBeye-
CKOrO CyLLeCTBOBAHMWSA B BEK MAaCCOBbIX UCTPe6-
NeHW 1 aTOMHbIX KaTacTpod...».

BHoBb cyab6a cBena [lanv co BCEMUPHO
N3BECTHbIM YY€HbIM - CMYCTA MOYTU COPOK
net nocne BcTpeun ¢ 3urmyHgom ®Ppeiigom, ¢
koTtopbiM [lanu Buaenca B Jlonpoxe B 1938 ro-
Jly V1 Yeil NopTPeT, NpU3HaHHbIW Ny4lIUM nop-
TPeTOM co3paaTtens Teopuu NCUxoaHanmsa, oH
Hanucan.

A nnsa laHca Cenbe, KOTOporo HasbiBanu
«3MHWTeNHOM MesnuMHbI, [lann caenan npe-
KpacHyl0 MWHMWATIOpY, 3amnofiHVB ee CBOWMMU
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FOALANT MY

[nvitation

nobumbiMm 0bpasamMmu U U3NOAEHHBIMU MO-
TUBaMU: ieByllKa CO CKaKaNlKoi, Yyepena, uc-
TeKalolune KpPoBblO U cKanalmecs Tpema ce-
MepKaMmu, iBe YeTBePKU HO3Apel - Bce 3TO Ha
(hoHe conHLa 1 neTaloLMX B CBOE YA0BO/bCT-
BMe nTawek... Yicna, nputarmeatowme coem
HepacWwWndpoBaHHON TaMHCTBEHHOCTbIO: 26,
604.. beckoHeyHo wu3BMBatkowascsa, O0yaTo
noj TOKOM BbICOKOro HanpsikeHus, Gykea S:
Bbl npurnawaerteck Ha MexayHapoAHbIN CUM-
no3nyMm no crpeccy, rocrnoga ydenbiel.. U nog-
nucb - Janu.

laHc Cenbe oKasancA CTo/b HaMBEH, YTO
npucnan npurnaweHna ofHOMY U3 CBOUX CO-
BETCKMX Apy3ei — Bpayy, C KOTOPbIM Mbl TOrAa
MCNoABOMb 3aHUManucb MNOATOTOBKON pyc-
cKoro m3gaHua kiuru Cenbe «OT MeuThl K 0T-
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Cover: Original painting created by Salvador Dali in howor of this Symposium

KpbITUIO». Mbl HaAeANNCD, 4TO KOTAa-HNbYAb U
HalKn MeyTbl OCYLeCTBATCA, W 3Ta 3aMeya-
TeNbHaA KHWra ctaHeT NOAAMHHbBIM OTKPbITU-
eM ANA COBEeTCKOoro ymtatens. Mbl o6naganu
TepneHueMm, 1 OHO 6bI10 BO3HArpaXaeHo: KHU-
ra MaHca Cenbe «OT MeuTbl K OTKPbITUIO» BbI-
nyweHa usgatenbctBom «[lporpecc» B MoeM
nepesoge v cTana Gecrcennepom.

B MonTe-Kapno Ha MexayHapoaHbIi
cuMnosWyM no npob6nemMam ynpaBiaeHus
ctpeccom Hu apyr laHca Cenbe pokTOop
MN.C.Xopon, HM A - B KayecTBe nepeBojYMKa -
no BnofHe «06bEKTUBHLIM» ANA COBETCKOrO
nepuoja npuynHam He noexanu... Ho octanca
npurnacuTenbHbIl Gunet - peakuin npumep
«MPUKNALHOrO» WCKYCCTBA BENNKOr0 MCnaH-
CKOrO reHus.

Stress-Dali-Stress

Natella Voiskounski

"It is not what happens to you that matters but
how you take it."
Hans Selye

"The specialized sciences of our times concentrate
on the study of the three constants of life: the sexu-
al instinct, the sentiment of death, and the anguish
of space-time.

Salvador Dali

Jlacmoyka. 1957
Bymara, Tywwb, caHrHa,
nepo, kuctb. 15,9x14,9

Swallow. 1957
Sanguine, pen, brush
15.9 by 14.9 cm

o attempt to write anything new, or at

least original, about Salvador Dali in

2004, the centenary of his birth, when

there have been, and will be written
hundreds of pages on his art is a daunting prospect.
A genius of both creativity and the creative
"escapade”, Salvador Dali has become a personi-
fication of the stressful 20th century. His name is
known to millions, although many of them have
never seen a piece of his art - whether a painting or
a graphic work, a sculpture or installation, a piece of
furniture or jewellery... Nevertheless Dali remains a
puzzle, a figure who puzzles viewers, art critics and
all those interested in his turbulent life and stress-
fully shocking art. Dali was consequent in his incon-
sequence, a vagabond investigating new paths for
contemporary art, which would then be faken on
by future generations of artists. His boundless
imagination led him to both nowhere and every-
where; his vigour made the creative process non-
stop; his inner freedom and emancipation which
reached the edge of dissoluteness allowed him to
respond to any artistic challenge. Dali was like a
Midas, whose touch made everything art and gold...
Having declared himself apolitical, Dali pref-
ferred "Dali-ism" fo all other "-isms". Nevertheless
he depicted and embodied a range of political

topics, from a Judaic cycle, fo the "Evocation of
Lenin" and "Premonition of the Civil War", to mention
just a few. In this way he contradicted himself, and
the whole of the world, but never his Love - his
Gala, who became Dali's ever-lasting Gala-per-
formance, a concerto for two players and easel.

But my story concerns a frifle, probably a
certain hommage that Dali made to one of the
outstanding scientists of the 20th century, the
creator of the theory of stress, Hans Selye. With
the passing of time this trifle has gained remark-
ably in value.

It was as late as 1979 that Dali responded to
Hans Selye’s request to make an invitation card for
the Symposium on the Management of Stress
which was to take place in Monte Carlo, Monaco.
Why did Dali - at that time the great artist personi-
fied - agree to make something which could add
nothing fo his worldwide fame? Most likely, it was
the result of his constant interest in the scientific
innovations of his time. His art was infected by psy-
choanalytical exercises - he skillfully married
nightmare and reality. With an accuracy which
proved dismaying Dali depicted the grim facts of
20th century history, of war and peace. He created
"Beauty" from images of transplanted organs and
foetuses.

In any case, Dali agreed to make the invit-
ation card for the Symposium, which we can now
bring to the attention of our readers. The invit-
ation card is crammed with Dali’'s characteristic
images: a girl with a skipping-rope, bleeding
skulls with the teeth of the three sevens and the
eyes with the fours; and, of course, numerous
ciphered numbers such as 26, 604... and the
twisting letter "S". All these on a background of a
shining sun, birds humming in the sky, green
trees in the distance... Welcome to the Sympo-
sium on the Management of Stress! And the sig-
nature - Dali.

Hans Selye was naive enough to send two
invitations to his friend Dr. Ivan Khorol, with
whom | had been preparing Selye’s book "From
Dream to Discovery" for publication in Russian.
We, Dr. Khorol as editor and myself as translator,
were also too naive to expect our dream to
become realized in the near future. It fook some
years fo get the book published in Russia: but we
were satisfied with the results - it became a
bestseller.

We did not attend the Symposium in Monte
Carlo, but the invitation card remains as a rare
example of Dali’s "mini-art".
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Anekcanap PYKABULWHNKOB
H.B. l[ozonb. 1986
Mpamop. 158x140x160

Alexander RUKAVISHNIKOV
Nikolai Gogol. 1986
Marble. 158 by 140 by 160 cm

Anekcangp PoxuH
Alexander Rozhin

« Anna BEAVHA

MarekeH «@Ppaxm». 2003
Mnactmacca, 6ynaBku, Yacsl,
rsosam n T.a.

v

MaHekeH «Kabape». 2003
MnacTtmacca, GynaBku, yacol,
rsosam n T.a.

a Alla BEDINA

Display Model ‘Dandy’. 2003
Plastics, safety pins,
watches, nails, etc.

v

Display Model ‘Cabaret’. 2003
Plastics, safety pins, watches,
nails, etc.

NCTOPUNYECKNM

ANSITVAddNS TVOIHOLSIH

VIEW

POINTS OF

TOYKA 3PEHUA



«cTopuyeckuin croppeanusm» cran
OZIHWM 13 CaMblIX 3aMeTHbIX ABNEHWI Xy-
[OXKeCTBEHHOW KYAbTYPbl MUHYBLUEro
ctonetna. B Hem 3anevatnenacb fApKo
BbIpaXXeHHaA TeHAEHUMA K CO3[aHuio
HOBOW MU(ONOTUW; OH M3MEHWUN W pac-
WMPUN MpeACTaBNeHNA 0 BO3MOXHOC-
TAX 1 (GopMax BOCMPUATUA COBPEMeH-
HOro YeNOBEKa, OKasas HernocpesCcTBeH-
HOE BNMAHVE Ha 3BOMIOLMOHHbIE NMpeob-
pa3oBaHWA B UCKYCCTBE, NPeABOCXUTU
nosABIeHNe TpaHcaBaHrapAa W HoBei-
LIMX TeHAEHLMI noctMoaepHu3ma. Odu-
LmanbHasA XpOHONOTNA ABVKEHUA orpa-
HuumBaetca 1924-1968 rogamu: oT oT-
KpbiTusA «biopo cloppeanucTnyeckmx
uccnegoBaHniny u nybamkauum «Manu-
tecta ctoppeanusma» AHgpe BpeTtoHa
10 «[1pakcKol BeCHbI» — TaK, BO BCAKOM
cryyae, onpeaenAlT 3TU BpeMeHHble
rpanuupbl AneH n Opett Bupmo. B cBoem
3HUMKIONEeANYECKOM UCCeA0BaHUN
«M3Tpbl MMPOBOrO cloppeanv3ma» OHU
nucanu: «Cioppeannsm, 6eccnopHo, Kak
HU OZIHO Jpyroe TeueHwe, ocTaBuA ry6o-
yanwwmin cnep B uctopum XX Beka. Ero
BNUTanU B cebs, NOPOin HEBONBHO, He-
CKONIbKO CMEHMBLUMX ApYr Apyra MoKo-
NeHWiA, nepeluarHyB pybex mas 1968,
Ha Bcelt Hawew nnaHeTe». O 4yem cBuge-
TeNbCTBYeT U TBOPYECTBO OTEYeCTBeH-
HbIX MacTepoB XWBOMWCU, CKYbNTYpbI
1 rpaduKu, KoTopble OTHIOAL He ABNA-
loTCA 3NMUroHamu, 6e3ycnoBHbIMW Npu-
BEpXKeHLaMun ctoppeanusma uUan Hocu-
TensAMW ero noctynatos. [pumeHuTenb-
HO KO MHOTWM 13 HUX BOOOLLe HempaBo-
MEepHO TOBOPUTb O KaKoM-1nMbo Heno-
CPeACTBEHHOM BAUAHUM KOHLeNnuui
«4MCTOrO MCUXMYECKOro aBTOMaTM3May,
«NapaHOMKO-KPUTUYECKUX AOKTPUHY»
WU ApYroi, YCIIOBHOM aTpubyTuKu, Xa-
paKTepHON ANA OLEHOK 3TOro ABWKe-
HnA. KoHe4YHo, Mbl HaxoAnM onpefeneH-
Hble nepeKnnykmn ¢ Hacneamem CanbBa-
nopa [lanu, Mapcens [iowaHa, PeHe Ma-
rputTa, lNona [lensBo, Buktopa bpayHe-
pa, MaHa P3s, Makca 3pHcta, XyaHa Mu-
po B paboTax Lenoro paaa pocCUNCKUX
XY[LOXKHVKOB MOC/IEBOEHHOrO MOKose-
HWSA, YTO OTHIOAb He 03HayaeTr WX nps-
MOI CBA3W C ClOppeanncTUyecKon Tpa-
AMUMeNR, a, HanpoTuB, CBUAETENLCTBYET
0 CaMoCTOATENbHON Npupoae NoAo6HO-
ro heHoMeHa. Mpumepom ocoboro, oTcT-
paHeHHOro napannenvsma, He3aBUCU-
MOTO OT 3pUTENIbCKMX accoLnauuii n uc-
KyCCTBOBeAYECKWNX CPaBHEHWI, ABNAIOT-
CA OTAeNbHbIe NPOV3BEAEHUA TaKNX Ha-
WKMX MacTepoB, Kak Anekcangp Pyka-
BUWHWKOB, Ceprei LLlapos, AHgpeit Ko-
ctuH, Oner Cacdporos, Nropb Makape-
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"Historical Surrealism” is a unique
phenomenon in the art and culture of
the 20th century. It strived to create a
new mythology, and managed to change
and broaden both human perceptive
abilities and forms; its impact on evolu-
tionary changes in art cannot be overes-
fimated, while it anticipated the emer-
gence of both the "trans-avant-garde"
and the most recent post-modernist
movements. The recorded history of sur-
realism lies in the period from 1924 to
1968: from the "Bureau of Surrealistic
Research” and the publication of André
Breton's "Surrealist Manifesto”, to the
"Prague Spring" - at least that is how it
is defined by Alain and Odette Virmaux.
In their encyclopaedic study Les Grands
Figures de Surrealism they wrote: "Sur-
realism, as no other trend of art had,
undoubtedly, a great impact on the his-
tory of the 20th century. A few subse-
quent generations, having crossed the
‘border line’ of 1968, absorbed its les-
sons around the world." There is consid-
erable evidence of this in the creative
efforts and achievements of Russian
artists - painters, sculptors and graphic
artists, who in no way are feeble imita-
fors, "epigones”, unconditional followers
of surrealism or bearers of the surreal-
istic postulate. In the case of the Russian
artists it would be wrong to speak about
any direct influence and impact of the
concept of "pure psychic automatism”,
"paranoiac-critical doctrine” or any
other such attributes used in the analy-
sis of surrealism. Of course, there are
certain links with Salvador Dali, Marcel
Duchamp, René Magritte, Paul Delvaux,
Victor Brauner, Man Ray, Max Ernst and
Joan Miro in the works of a number of
Russian artists of the post-War genera-
fion; however, this says nothing about
any direct connection with the surreal-
istic tradition on their part. On the con-
frary, it is evidence of the independent
character of the origin of such a phe-
nomenon. Some particular works of art of
such Russian artists as Alexander
Rukavishnikov, Sergei Sharov, Andrei
Kostin, Oleg Safronoff or Igor Maka-
revich are the best examples of such a
special alien "parallelism"”, which arose
independent of visual associations and

Makc XAA3E Max HAASE

Memamopgosa Metamorphosis

1980 1980

lopenbeH, wepcrtb Gorelien. (Gobelin

200x70 with haut-relief on
tapestry), wool
200 by 70cm

comparisons constructed by art-critics.
The creative activity of each of these
artists is absolutely individual - and thus
very far from general collective tenden-
cies. At the same time, many talented and
respected Russian artists are developing
and following certain surrealistic ideas,
principles and canons, a fact that in no
way belittles their personal creative
results and achievements. Among them
are Genia Shef (Sheffer), now settled
in Berlin; Victor Krotov, who divides
his life between Moscow and Paris;
Sergei Chaikun, Sergei Potatov, Igor
Kamenev, Mikhail Gorshunov, Alla Bedi-
na and the recently-discovered Max
Haase (1938-1998).

A certain inclination towards
phantasmagoria, mystery, buffoonery
and fo some kind of gameplay allows the
critic to speak of the surrealistic vision
of Alexander Sitnikov; the works of
Valery Vradii are somehow connected
with surrealism, as are those of Vladimir
Lobanov, although in an absolutely dif-
ferent way.

One can find very many brilliant
examples of surrealism in Russian liter-
ature, in the works of Nikolai Gogol,
Mikhail Bulgakov and Daniil Kharms.
Thus, literature might be the source of
the interpretational pluralism, one
which nurtured the development of sur-
realism as a historical Russian national
phenomenon.

Unlike those foreign artists who
cultivated different aspects, themes and
modes of "historical surrealism”, the
Russian surrealists are led by different
emotional-semantic dominating ideas
and associative links. Brutality and
aggression, an infegral part of the meta-
physical and occult imagery in the
works of the Western artists from this
trend, are virtually absent in the works
of the Russian masters, in whose sur-
realistic thinking other subconscious
motivations, emotions and foresights
dominate. Their sacral meta-psychosis
is connected with a particular romantic
sensitivity and a special kind of intuit-
ivism: one can mark certain dramatic
metamorphoses in the works of the
Russian surrealists, which give another
confirmation of their readiness to sacri-

Mropp MAKAPEBUY Igor MAKAREVICH
MuHoKKuo Pinocchio

1998 1998
Wenkorpadusn Silk-screen painting
57x72 57 by 72 cm

Bukrtop KPOTOB
Kyda sedym npeo-
qyyscmaus meHa? 1997
XoncT, Macno. 110x80

Viktor KROTOV
My presentiments,
whither are you
leading me? 1997
Oil on canvas

110 by 80 cm

BUY, TBOPYECTBO KAXKAOr0 M3 HUX CaMo
no cebe ryboKo MHAMBUAYaNbLHO 1 060-
c06eHHO OT 06LWMX, KOMNEKTUBHbIX
TeHAeHUUIA. Bmecte ¢ TeM Mbl 3HaeM
MHOTVX MHTEPECHbIX 1 CaMOBbITHbIX aB-
TOPOB, MPOAOMKAIOLLMX, YTBEPXKAAA CBOE
amniya, paspabaTbiBaTb CloppeanvcTu-
Yeckue uaeu, cnefys U3BeCTHbIM MPUH-
LMMNaM M KaHOHaM, YTO OTHIOAb He yMa-

nAeT AOCTOMHCTB MX UCKyccTBa. 310 -
Kena Wed (Weddep), HbiHe x)uBYLLMIA
B bepnvHe; Buktop Kpotos, pabotato-
wuii B Mockse u MNapwxe; Ceprein Yaii-
KyH, Cepreii [MoTtanos, Mropb KameHes,
Muxann fopwyHoB, Anna beanna, Makc
Xaase (1938-1998).

MpenpacnonoxeHHOCTb K aHTac-
Maropusm, Muctepusm, byddoHage, ur-
pOBOI OCHOBE TBOPYeCTBa MO3BONSAET
roBopuThb 06 ONpeseneHHOM cloppeanu-
CTUYECKOM BUAEHUM Mupa AnekcaHp-
poMm CWTHMKOBBIM; OMOCPefOBaHHOE
BOCNPUATUE JeiiCTBUTENbHOCTN B pabo-
Tax Banepua Bpagus vHbIMM HUTAMU
CBA3bIBAET XYAOKHUKA C 3TUM SAIBNEHU-
€M B UCKYCCTBe, KaK, Bnpoyem, u Bnagu-
Mupa Jlo6aHoBa, HO B COBEPLUIEHHO Jpy-
roM pakypce.

B xynoxectBeHHon Kynetype Poc-
CUM MOXHO HaWTU HEMano reHnanbHbIX
NpUMepoB ClOppeanncThyecKoro obpas-
HOrO MbILWNEHNA, NPEXAEe BCEro B nuTe-
patype, B Hacneaumn H.B.loronsa, M.A.byn-
rakosa, [laHnnna Xapmca. Bo3moxHo,
MMEHHO 3[ecb criefyeT UCKaTb UCTOKM,
KOPHW MHTEPNpeTaLMOHHOr0 Nopanmns-
Ma, ABMBLUErOCA OAHOM M3 nobyanTenb-
HbIX MPUYMH BO3HUKHOBEHWA cloppea-
N3Ma Kak UCTOPMYECKOro ABNEHWUA U
Ha pyccKoii noyse.

B omanuve ot 3apybexHbix aBTo-
pOB, KyAbTVBUPYIOLWMX pasinyHble ac-
NeKTbl, TeMbl U MPUEMbl KMCTOPUYECKOTO
cloppeaniama, y poccuickmx npeobna-
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[T VIHbIe 3MOLIMOHAbHO-CMbIC/IOBbIE
AOMUHAHTBl U accouMaTUBHble PAAbI.
BpytanbHoCTb, arpeccusi - HempemeH-
Hble COCTaBAALWMe MeTapn3NYecKow,
OKKy/NETHOW 06pasHOCTU ~ B TBOpYeCTBe
3anagHbIX NpejcTaBuUTeNein 3Toro ABU-
XEHWA Y HalIMX MacTepoB (aKTUYecKu
cBeAeHbl Ha HeT. B paboTax poccuincKkux
HOCWTENEeN CIOpPPeanucTUYecKoro Mbill-
neHus npeobnafaloT MHble MOACO3Ha-
TefbHble MOTUBALWW, OLLYLEHUA W
npeayyBcTBMA. WX cakpanbHas Meta-
ncMxo3a comnpsikeHa ¢ ocoboi poMaH-
TUYECKOW YyBCTBUTENIbHOCTbIO, 0COObIM
WHTYUTMBM3MOM. B TBopyecTBe oTeyecT-
BEHHbIX Moc/iefoBaTeneil croppeanuns-
Ma, KOHEYHO e, MPUCYTCTBYIOT ApaMa-
THYecKre MeTaMopdo3bl, KOTOpbIe, CKO-
pee, ABNAIOTCA NOATBEPXKAEHNEM XKepT-
BEHHOCTW He BO UMA, @ BOMPeKu ycTa-
HOBKaM Ha MyTaLMI0 AyXOBHOIO CO3Ha-
HUA, Ha pa3pyLLMTeNbHbIN nadoc arpec-
CMBHOrO COMpPOTUB/EHWA BCEMy Cyllie-
My. Y Hac Gonbliue CeHTUMEeHTanmsma u
caMoO14eBaHNA U OTPELLIEHHOCTH, He-
e WMHCTUHKTUBHOMO MOAYMHEHUA
BCEX 1 BCA HEKOW cBepx3ajave.

WrpoBas Kynbrypa, metadopuy-
HOCTb U FPOTECKHOCTb PYCCKOr0 WCKYyC-
CTBa MPUBHOCAT W B ClOppeanucTuyec-
KY}0 CTPaTeruio NpUBKYC HECOCTOABLUMNX-
CA YyBCTBEHHbIX OXWAAHUI U XKenaHui,
HEKYI0 MacCKBHYIO, MOTYCTOPOHHIOK €O~
3epLaTeNbHOCTb, XOTA U HEe WCKoYato-
LMX CTUXUIHOTO BeCOBCTBa U Kypaxa.

®paHuy3cKuin nuTepatypoBes, ce-
MUoTUK, ¢unocod . /Jdeppuaa yrBep-
¥pan: «<byKBanbHOrO 3HauyeHUA He cy-
LLIeCTBYET, €ro «MosAB/eHNe» ecTb Heob-
xoauMas GYHKUMA — 1 ee ClefyeT aHa-
NM3MpoBaTb KaK TaKOBYl B cucTeMe
pasnuunii 1 metadop». KoHeyHo, B
Gonblueli CTeNeHN 3TU CNOBa OTHOCAT-
CA K WCCNeAOBaHWAM NUTepaTypHbIX
TEKCTOB, 1 BCe Xe NuTepaTtypoBeayec-
Kas, TMHrBUCTMYecKas, dunocotckan
MeTOA0/0rNA M3y4eHNA MaTepuana B
[lAHHOM cnlyyae npejcTaBfifeTca npu-
emeMOi ANA MOHWMaHWA Hacneans
CIOPPeanncTMYeCcKoro NCKycCTBa, Kito-
YOM TONKOBAHWA MpPOV3BeAEHUN, Co-
3[@HHbIX €ro pofoHayanbHUKaMu 1 no-
cnefoBaTenfimMm.

B 3701 CBA3M yMeCTHO BCMOMHUTL
cnosa CanbBagopa [lanu, ctonetvie co
[IHA POXAEHWA KOTOPOro OTMeYanochb B
3TOM rogy. Benvkuia Muctudmkarop, Mud
W peanbHOCTb MCcKyceTBa XX BeKa, nucan:
«..koria Bo3poxaeHuve 3axoteno nogpa-
xatb beccmeptHol Ipeuun, 3 storo no-
nyuauncsa Pacdasnb. SHrp xenan nogpa-
*atb Pacdasnio, us atoro nonyuunca

Oner CAOPOHOB
Mupax. 2000
Xoncrt, Macno
60x80

Oleg SAFRONOFF
Mirage. 2000
Oil on canvas
60 by 80 cm

<« Cepren LWAPOB

lMadeHue Nkapa
1991

Xoncrt, Macno
120x160

Sergei SHAROV
The Fall of Icarus
1991

0Oil on canvas
120 by 160 cm

Anapein KOCTUH
Jlem+ee ympo

1994

Xoncr, akpun, Macno
70x70

Andrei KOSTIN
Summer Morning
1994

Oil and acrylic
on canvas

70 by 70 cm

Cepreit YAMKYH
JloHo npupodsbl
2004

XoncT, Mmacno
60x80

Sergei CHAIKUN
In the Bosom

of Nature. 2004
Oil on canvas

60 by 80 cm
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3Hrp. Ce3aHH 3axoTen nogpaxars [ycce-
Hy - nonyaunca Ce3saHH. [lanu 3axoten
nogpaxatb MeicoHbe. M3 3TOIO MOJTY-
YUNCA JANTN. N3 Tex, KTO He X0o4eT Hu-
yeMy NoApaxaTb, HUYEro He BbIXOAUT.

M A xouy, utobbl 06 3TOM 3HaNW.
Mocne Mon-apta n On-apta nossutcA
ApT noMmrbe, HO TaKoe NCKYCCTBO YMHO-
YKUTCA BCEM, YTO €CTb LIEHHOTO, 1 BCEMY,
faxe caMbiMM 6e3yMHbIMK, OMbITaMu
3TOW rpaHAMO3HOWM Tpareamm, HasblBae-
Mol CoBpeMeHHbIM MCKYCCTBOMY.

Cioppeanusm Kak HoOBoe fiBfieHWe
XYAOXeCTBEHHOI KyNbTYpbl CTajl loruye-
CKVMM NpOAOMKEHNEM [afan3ma, nouc-
KoB 0c060ro MeTan3bIKa, C MOMOLLbIO KO-
TOPOro MOXHO 6b110 Bbl HANTU 06BbACHE-
HVe AW JaTb aHanus Apyroro Asblka —
npeametHoro. OaHa U3 raBHbIX UCTOPU-
YecKMx 3aciyr cloppeannsma cOCTOUT B
TOM, YTO OH 06BEAVHUA BOKPYT fileKnapu-
POBaHHbIX UAE BbIAAIOLMXCA NO3TOB U
XYAOXHVKOB, KNHeMaTorpauctos 1 My-
3bIKQHTOB, KOTOpble ONNLETBOPAIOT Be-
JMKYIO 3Mnoxy «Bypu 1 HaTucKa». 310 -
TpucraH Tuapa n AHToHeH Apto, Dununn

Cyno n Angpe BpetoH, Angpe Cypu n Jly-
uc byHtoanb, AHgpe MaccoH 1 AnbbepTo
[Ioxakomettn, laHc Apn v Spuk Catu, VB
Tanru n Mabno Hepyaa, ®paHcuc Muka-
6va u Mabno Mukacco, Monb 3nioap n
Cio3e Takumryww, CanbBagop [anu n Pe-
He Marputt, Makc 3pHcT 1 MaH Paig,
Bunbdpegno Jlam v Maynb Knee, ubn nme-
Ha BOCMPVHUMAIOTCA KaK CMHOHWMbI Ha-
nbonee APKUX CBETWUN Ha HebOCKMOHe
WCKYCCTBa BeKa MUWHYBLLEro, NpocusAB-
LWINX Ha FOPM30HTax 3rOMCTUYECKOW o~
6anu3aumm coGCTBEHHOMO MHAMBUAYa-
nmsma. K vx yneny Mbl OTHOCMM M HaLIMX
COOTEYECTBEHHUKOB, KOTOPbIE, BO3MOX-
HO, MO VCKYCCTBOBEAYECKON Knaccuu-
Kauwmu 6blnn Janeku oT cloppeanucTye-
CKUX NponoBeaer, TaknX, Kak Bacunuii
KaHamuckuin, Mapk Waran, Masen ®u-
NoHOB. «He poXaeHHOe BHYTPEHHUM, -
nucan KaHAVHCKWUIA, = MepTBOPOXAeH-
HoO». /IMeHHO 3TOT Te3uc noaTBepKAaeT
KM3HecnocobHOCTb cloppeanuaMa Kak
ABMEHNA BHEBPEMEHHOTO, MOCKOJbKY
BeCb «aBaHrapA» HW 4To MHOE KaK UHTen-
NeKTyanbHas urpa 6e3 npasw.
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Mwuxann TOPLUYHOB
CHosudeHue. 2004
Xoncr, Macno
100x80

Mikhail GORSHUNOV
Dream. 2004
Oil on canvas
100 by 80cm

fice not for the sake of - but rather
against - the mutation of the spiritual
consciousness, the destructive pathos
of an aggressive resistance to every-
thing. Russian surrealism implies more
sentimentalism,  self-torture  and
estrangement than an instinctive obedi-
ence of everything and everybody to
some "super-task”. The "play culture”,
and the metaphoric and grotesque
character of Russian art injects the sur-
realistic strategy with an additional
touch of sensitive expectations and
dreams, and some passive estranged
confemplation that does not exclude
spontaneous courage and devilishness.

As the French literary critic, semi-
oticist and philosopher Jacques Derri-
da stated: "There is no literal meaning,

a

its ‘appearance’ is a required function,
and it should be analyzed as it is within
the system of differences and
metaphors.” These words may refer
more to the analysis of literary texts,
but nevertheless in our case a linguis-
tic, philosophical and literary methodol-
ogy can be applied towards a better
understanding of the heritage of sur-
realism, and become a key tool in the
interpretation of the works created by
its founders and followers.

The words of Salvador Dali, the
centenary of whose birth is celebrated
internationally this year - a great mysti-
fier of the myths and reality of 20th cen-
tury art - also deserve mention: "... when
the Renaissance wanted to imitate
Immortal Greece they received Raphael.
Ingres wanted to imitate Raphael, and
became Ingres. Cézanne wanted to imi-
tate Poussin, and became Cézanne. Dali
wanted to imitate Meissonier. And he
became Dali! Those who do not want to

Makc XAA3E Max HAASE
bazamesnb. 1970 Bagatelle. 1970
bymara, Temnepa Tempera on paper
60x30 60 by 30 cm

imitate became nobody. After pop-art
and opt-art, art pompier will appear, but
this kind of art will be strengthened by
anything valuable and with any - even
the most crazy - experience of the great
tragedy that is called ‘contemporary
art'”

Surrealism as a new phenomenon
of art and culture has become a logical
continuation of dadaism, of the search
for a particular meta-language through
the use of which one could find an
explanation, or analysis, of the other -
figurative - language. One of the main
historical services of surrealism is that
the ideas formulated by its ideologists
were adopted by outstanding poets and
artists, film-makers and musicians - all
those who personify the great epoch of
the 20th century Sturm und Drang,
namely Tristan Tzara and Antonen Arto,
Philippe Soupault and Andre Breton,
Andre Suris and Luis Bunuel, Andre
Masson and Alberto Giacometti, Hans

Anna BEQUHA Alla BEDINA
MaHekeH Display Model
«/DrenabmeH ‘Gentleman

8 oykax» . 2003
Mnactmacca, nepbs,
rBO3AM, LEMNOYKN 1 T.A.

Plastics, pens, nails,
bijouterie, etc.

in the Spectacles’ 2003

HKens LWED
KpacHoe u 4epHoe
1994

Me3oHuT, Macno
49x45

Genia CHEF
Red & White
1994

Qil on masonite
49 by 45 cm

Arp and Eric Satie, Yves Tanguy and
Pablo Neruda, Francis Picabia and
Pablo Picasso, Paul Eluard and Suse
Takiguchi, Salvador Dali and René
Magritte, Max Ernst and Man Ray, Wil-
fredo Lam and Paul Klee. These great
personalities remain ever-living sym-
bols of the 20th century, who managed
to globalize their own egoistic individu-
alism. Great Russian artists, such as
Vasily Kandinsky, Marc Chagall and
Pavel Filonov - though not directly con-
nected with the surrealist manifestos -
can be included in their ranks, too.
"Something that was not born from
within," wrote Kandinsky, "is still-born."
This thesis once again affirms the via-
bility of surrealism as a timeless phe-
nomenon - as if the whole of "avant-
garde art" is nothing but an intellectual
game without rules.
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JloCTOWHDbI ObITb NOMAHYTbLIMM...

Butonbp MNMeTioweHko
Vitold Petyushenko

1984 rogy MuHuctepcrt-
BOM KynbTypbl CCCP 6bI-
710 NONYYEHO MUCbMO OT
OflHOW M3 aABOKaTCKUX
KoHTOp B JIoHA0He, KOTO-
poe 13BeLano, YTo AOK-
Top Mcaak 3TKuH, co-
rnacHo 3aBeLuaHuio cBoel cynpyru Xe-
neH STKUH, )enaeT nepeAatb B Aap OA-
HoMmy 13 my3eeB CCCP paboTbl pyccKux
XynoxHuKkoB M.[lo6yxuHckoro u H.lok-
yapoBoi. O3HaKOMWUTbCA € 3TUMM pa-

60TaMM Ha MecTe 1 NoNYYUTb 3aBeLLaH-
Hoe MuHuctepctBo Kynbtypbl CCCP
Mopy4nno MHe.

®amunua XeneH n Wcaaka ITku-
HbIX, N0 HaBe/leHHbIM MHOIO CripaBKaM,
HVKOMY He Oblna N3BeCTHa.

Mpuneten B JloHAoH No3aHO Be-
yepoM. B JloHaoHe MHe 6biBaTh He f0-
BOAMJ/IOCH, @ HAa 3HAKOMCTBO C HUM W,
KOHEYHO, NPex/e BCero Ha ciyxebHble
0053aHHOCTM, BKJlOYaBlUME OTAENb-
Hble nopyyeHnUa MuHucTepcTBa KynbTy-
pbl CCCP, 3aHABLINE, KaK A U Npeano-
naraj, MHOrO BpeMeHMu, OTBOAWIOCH
Bcero Tpu AHA. lNpuwnock cnewwnTb:
[HEM - B My3eu, BE4epOM — OCMOTP r0-
pona. Bcrpeya ¢ gywenprKkasuymkom u
€ro ajBOKaTOM Oblna Ha3HayeHa Ha
cnepylowmin feHb Ha ABa Yaca gHA. Ky-
na c ytpa? KoHeuHo, cHavyana B Hauuo-
HanbHylo ranepeto. [puwen K oTKpbI-
TUIO C HaMepeHWeM XoTA Bbl MeNbKoM
nocMoTpeTb Bce 3anbl. BnepBble yBU-
[leNl B TaKOM KOJIMYECTBe U TaKOoro Ka-
4yecTBa NpoV3BeAeHUA BUAHENWNX Ma-
CTEPOB UTANIbAHCKOW LIKO/bI XMUBOMU-
CW, Ja U He ToNIbKO uTanbAHcKoi. 0a-
HVUM CNOBOM, fl YBIEKCA... U K Ha3Ha-
YyeHHoMy yacy B lNoconbcTBO ono3aan.
Al pacckasbiBato 06 3ToM YacTHOM 3nu-
30/e TONIbKO MOTOMY, YTO MOe 0no3ja-
HWe WMeno HeKoTopoe BAWAHME Ha
JanbHenwnin xo cobbITU.

l[enHaguin MBaHoBuy Pepocos -
COBETHUK No Kynbtype noconbcrea CCCP

64 KONNEKLUWOHEPD

Jflenb 3mux Kopomkux 3aMemoK - omoamb
00/KHOe NAMAMU HECKOJIbKUX HAWUX CO-
Omeyecmee HHUKOB, KOmopble, NPoXus 60/1b-
WIyr0 4acmb »KU3HU 30 py6exoM, CoXpaHunu
OyXO0BHYI0 CB853b C XKOOUHOUI U 110608b K eE

Kynbype

THIS REMARKABLE STORY PAYS TRIBUTE
TO THE MEMORY OF SEVERAL RUSSIANS,
WHO SPENT MOST OF THEIR LIFE
ABROAD BUT RETAINED THEIR SPIRITU-
AL  RELATIONSHIP WITH THEIR
MOTHERLAND AND LOVE OF ITS CUL-
TURE.

In 1984 the Soviet Ministry of Cul-

ture received a letter from a

lawyer's office in London, inform-

ing them that according to his

wife's will, Dr. Isaac Etkin wanted to

present works by Russian artists,
namely those of Mstislav Dobuzhinsky
and Natalia Goncharova, to a Russian
museum.

| made enquiries about the Etkins
and found out that the names of Helen
and Isaac Etkin were not known in collec-
tors’ circles.

| flew to London lafe at night. Never
having been there before, | had only three
days to see the city and fo carry out the
commission of the Ministry of Culfure,
which | assumed would take up plenty of
fime.

Therefore, | had to hurry in order to
see the museums during the day time, and
to go sightseeing in the evening.

The meeting with the executor and
his lawyer was appointed for the following
day at two o'clock in the affernoon. Where
should | go in the morning? First of all -
the National Gallery. | arrived just after it
opened to see at least briefly all the halls.
For the first time in my life | saw works by
prominent ltalian - and not only Italian -
artists of such quality and quantity. | was
so engrossed that | was late for the meet-

A Shop Window. Sketch for a Theatre Curtain

Pavel TCHELISHCHEV

MN.®.YENULWEB. BumpuHa MazasuHa.
3cKu3 TeaTpanbHOMo 3aHaBeca

W MELUEHATHB

Gouache, bronze, grey powder on paper, 23 by 32 cm

Bymara, ryaub, 6poH3a, cepbiil NOpoLoK. 23x32

To Russia - On the Chance of Fate

ART COLLECTORS AND PATRONS



M.B.AOBYXMHCKUI

Ucnanka. 1938

Bymara, akBapenb, ryawb, GpoH3a, cepbin
MOPOLUOK, rpaduTHbI KapaHaaL. 38,4x27,9

Mstislav DOBUZHINSKY

Spanish Woman. 1938

Watercolour, gouache, grey powder on paper,
graphite pencil on paper, 38.4 by 27.9 cm

ing at the Embassy, so that the Cultural
Attache Gennady Fedosov and a young
lawyer had to wait for me. Fedosov
rebuked me for being late, and we
immediately travelled to a cosy little fown
not far from London. Here a respectable
grey-haired gentleman welcomed us: he
was Isaac Etkin, who lived in a comfort-
able house for the elderly.

Etkin was born in 1900 in Russia, in
Vitebsk province. In 1908 with his parents
he came to Great Britain, where he
received higher education and became a
psychiatrist. He spent his whole life in Eng-
land, working in different hospitals.
Throughout his life he remained interested
in Russian culture, frying not to miss any
opportunity fo see Russian fouring com-
panies, or exhibitions from the USSR. At
one such exhibition he became acquainted
with a colleague, a doctor of Russian ori-
gin, Vladimir Ivanovitch Kameneff.

Kameneff had lived and worked in
England from 1910. During the First
World War he volunteered for the French
army, adopting the name France. He was
wounded at the front. After his recovery,
he was given leave and went to Russia in
1916 to see his parents. There in Russia,
Kameneff married a ballet dancer Helen
Rozhnova (she might have danced in the
ballet company "Ballet de Basil"). He
worked in different organizations, includ-
ing the department of the American Char-
ity "ARA", which opened in 1921 in the
Russian Soviet Federative Republic to
help the starving people in the Volga
region. When "ARA" was closed, he
returned to Great Britain together with his
wife and lived there, working as a general
practitioner. He freated many people from
the Russian artistic elite who emigrated
after the Revolution.

M.B.AOBYUHCKNI
Yepkec. cku3 TeaTpanbHoro Koctioma. 1952
Bymara, ryawsb, Tywb. 37,7x27

Mstislav DOBUZHINSKY

Circassian.

Sketch for a Theatre Costume. 1952
Gouache, ink on paper. 37.7 by 27cm
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B AHIIMK — B KOppPeKTHON hopme caenan
MHe cripaBef/IMBoe 3aMeyaHyie, No3HaKo-
MWUN C yXKe OXWAABLUMM MONIOAbIM ajBo-
KaToM, 1 Mbl BTPOEM Moexaiun B MajieHb-
KW YIOTHBIN TOPOAOK B6AM3M JIOHAOHa,
rAe B NaHCUOHaTe ANA npecTapesbix, KoM-
topTabenbHOM, COCTOALLEM W3 OAHO-
ITaXHbIX MHANBMAYabHbIX CEKLWIA, pac-
MOJOXeHHbBIX BOKPY 60NBLLOrO 3e1eHoro
rasoHa, B rOCTUHOI HaC BCTPETU MOYTEH-
HbIl celoBnacbIv mKeHTbMeH. Ha ctone
nepes HUM cToana Gonbluas nonynycras
ByTblIKa HKMHA, K KOTOPOW OH, CYAs no
BCeMY, yXe He pa3 npuknagbisancs. Bor
Cle/iCTBME MOEro ono3aaHus!

Hauanca pasrosop. 1 B nepByto
oyepesb NouHTepecoBascA, Kak nona-
N Npou3BefeHNA UCKycCTBa K 3aBe-
warenbHuLe. Bot yto pacckasan rocno-
InH Ncaak ITKUH.

Poauncs ox B 1900 rogy B Poccuu
B Butebekoin rybeprun. B 1908 ropy
BMecTe C poauTeNnsimMu npuexan B AHr-
nvio, 34ecb monyuun obpaszoBaHve K
creumanbHoOCTb Bpaya-ncmxmarpa. Beio
XU3Hb Mpoxun B AHrmuu, paboTan B
pasnnyHbIX rOCNUTaNAX, HbIHE Ha MeH-
cun. MiHTepecoBanca pyccKow Kynbry-
poi, mocewjan BbICTyNeHWA racTpose-
POB 1 pasfnyHble BbICTAaBKWN PYCCKOro
nckyccrsa. Ha ofHoM M3 Takux BbiCTa-
BOK, @ MOXeT BbITb, N0 NpodeccroHanb:
HOW INHWM, NO3HAKOMUJICA C KOMJErow,
TOXe BpayoM no npoeccum n BbIXOA:
uem n3 Poccum Bnagummpom MeaHoBu-
yem KaMeHeBbIM 1 €ro cynpyrom.

B./.KameHeB xwun u pabotan B AH-
rum ¢ Havyana 1910-x rr. (BO3MOXHO, C
1914). Bo Bpema [lepBoii MupoBoi
BOVHbI noLen 406poBosibLeM BO paH-
LIy3CKYI0 apMWI0, MPUHAB C 3TOr0 BpeMe-
HW damunuio ®paHe. Ha dpoHTe Gbin
paHeH 1 nocne nsneyeHns, Noay4nB oT-
nyck, B 1916 rogy noexan B Poccuto,
4To6bl HaBecTUTb poguTenei. B Poccum
OH XeHunca Ha TaHuoswwmue Enene
MBaHoBHe PoxHoBol (no3gHee, BO3-
MOXHO, y4YacTHUUe GaneTHoi Tpynnbl
«bane pe basun»); pabotan B pasnuy-
HbIX OpraHu3auusx, B TOM Yucsie B OT-

H.CTOHYAPOBA (?), M.®.JJAPUOHOB »
WcnaHKa ¢ seepoM. IcKn3 TeaTpanbHOMO KOCTIOMa
bymara Ha KapToHe, ryalub, rpaduTHbIN KapaHaall
31,6x24,3

Natalia GONCHAROVA (?), Mikhail LARIONOV
A Spanish woman with a Fan.

Sketch for a Theatre Costume

Gouache, graphite pencil on paper on cardboard
31.6 by 24.3 cm




An expert and a connoisseur of bal-
let, Kameneff knew many dancers and,
judging by the signatures on the sketches
presented to him, he was on friendly terms
with the artists who staged ballet perform-
ances. He even wrote and published a book
on Russian ballet (more on which later).

Isaac Etkin made friends with the
Kameneffs. They often met to visit an
exhibition, or to go to the theatre. After
Kameneffs death in the 1960s - Etkin
couldnt give an exact date - Isaac mar-
ried his widow. Not long before her death,
she made a will which stipulated that
some of her pictures connected with ballet
should go to one of the Soviet museums.
Now her will was to be fulfilled: he intend-
ed to hand over eight works.

Mr. Etkin brought eight framed
works from the other room. These were
undoubtedly works by Dobuiinsky and
Goncharova, made in different graphic
techniques, and almost all sketches for
the theatre. While the lawyer and the Cul-
tural Attache were signing the papers, |
asked for permission to look at the other
pictures hanging on the walls. | saw a
graphic portrait of Vladimir Kameneff and
two more drawings which | identified as
Dobuzhinsky's and a theatre sketch by
Pavel Tchelishchev. | told Mr. Etkin about
the authorship of these two works; he
seemed not to know it. And then some-
thing incredible happened, which even fo
this day | cannot believe. The old gentle-
man asked us with a cunning smile:
"Would you like two more pictures in addi-
tion to the other eight?" "Yes, of course”, |
answered, "especially Kameneff's portrait
and the sketch by Tchelishchev."

Etkin promised that he would hand
over these pictures if | solved a riddle.
Fedosov and | looked at each other in
bewilderment. Etkin went on: "All Russians
like Pushkin. Do you know his poetry?" |
was confused. | love Pushkin, but who
can boast to know him well? Only our dis-
tinguished Pushkinists. Etkin took a vol-
ume of poetry down from his bookcase,
and said that if | could guess correctly the
poem that he would read, the two chosen
works would be ours. The theme of the
poem was that of a road.

The situation was more than
ambiguous. It was difficult to refuse, but
how fo agree - | didn't know English, so
there was practically no chance to guess.
The prompt that the poem was about a
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M.B.JOBYXNHCKUI
[Nopmpem dokmopa
B.M.KameHesa
(®patca). 1938
Bymara, yronb
36,1x25,5

Mstislav DOBUZHIN-
SKY

Portrait of Doctor
Kamenev (France)
1938

Paper, charcoal

36,1 by 25,5 cm

kpbiTom B 1921 rogy B PCOCP otgene-
HUN aMepuKaHCKON GnaroTBopuUTeNb-
HoM opraHu3aummn «APA», nomorasLuei
ronogatowmnm Mosomkba. Mocne 3akpbI-
TWA OTAENeHUA BMecTe C Cynpyroi Bep-
HyncA B AHMVIO, TAe U XKW, 3aHNMasACh
yacTHoil BpauebHONM npaKkTuKoi. Kak
Bpay Jle4ynn MHOrMX npejcTaBuTenei
PYCCKOWM XY[LOXeCTBEHHOW WHTeNNUreH-
LMK, OKa3aBLUMXCA B MOC/NepeBooLU-
OHHble oAbl 33 py6exoM. byayumn 6onb-
wuM nobutenem 1 3HaToKoM banerta,
BCTPeYasnca W ApYXKWi C apTUCTamu W,
CyAA N0 NOCBATUTENbHBIM HAAMUCAM Ha
NOAapeHHbIX eMy 3CKM3ax, C PycCKUMU
XyAOXHVMKaMy, paboTaBWMMK  Hap,
otdopmieHneM BaneTHbIX CheKTaKnei.
B.M.KameHeB paxke Hanucan n uspgan
KHUTY 0 pyccKoM barneTe, HO O Heil YyTb
nosxe. KameHeBbl copeiicTBoBanu Ha-
NaXMBAHUIO KOHTAKTOB PYCCKUX XYAOXK-
HUKOB C DaneTHbIMK aHTpenpeHepamu,
3aHMMaNNCb YCTPOMNCTBOM WX BbICTABOK,
NpWCTpPavBann KapTVHbl B My3eu 1 4acT-
Hble pyKW, 3a60Tunnch 06 UX nevyeHun u
otabixe. Tak M.®.JlaproHoB ABaxabl (B
1946 n 1950) nexan B rocnuTane, rae
pabotan B.M.Kameres-®paHc.

B 1959 roay B./.KameHeB nobbian
B MockBe, BepHyBLNCHL B AHMNIO, CO00-
waet B nucbMe M.®.JlaproHoBy 0 ToM,

YTO 3MOLMOHaNbHO BblN NOTPsiceH nocne
«37-neTHero OTCYTCTBMA W3 POJHOIO ro-
poaa» (unt. no opuruHany). Cemba Kame-
HeBbIX U W.OTKMH noppyxunmcb, 4acto
BCTpeYanchb, BMeCTe XOANAM Ha BbICTaB-
Ku 1 B Teatp. [Mocne cmeptn B./.KameHe-
Ba B 1960-e rT. (TO4HO rog cMepTy Halw X0~
3AVH yKa3aTb He cMor) V.3TKUH xeHuncs
Ha ero BzoBe. [locneaHss, He3afonro Ao
CBOEI KOHYMHBI, NOXenana, Ytobbl YacTb
U3 npuHagnexawmx en paboT pyccKux
XYAOXHUKOB, KOTOpPbIe OTHOCATCA K Gane-
Ty, nocnie ee cMepTu Gbina nepeaaHa of-
HOMY M3 COBETCKMX My3eeB. Tenepb 3Ta
npocb6a BbINOJHAETCA — OH HAMepeH ne-
penatb BoceMb npoussegeHuii. M3 sro-
poit KoMHaTbl M.3TKUH npuHec paboTbl B
pamkax. CMOTpio - A3, 3TO, HECOMHEHHO,
pabotsl M.[lo6yxuHckoro n H.loHuapo-
BON B Pas/iMyHbIX rpamyecKknx TexHu-
Kax 1 nouTu Bce ans Teatpa. [oka agBo-
KaT C COBETHMKOM MOCO/bCTBA 0hopMIIsi-
0T HeoOX0AMMble [OKYMEHTbI, MpoLly
pa3peLleHnsi y X03AMHa NMOCMOTPETb 0C-
TaBLUMECA Ha CTeHax npowv3BseseHus. Bu-
Xy rpaduyeckuin noptpet B.M.KameHesa
pabotbl M.JlobyMHCKOrO 1 fBa nucTa,
ornpefeneHHbIX MHOW Kak rpaturpadua
M.Lo6yKUHCKOrO 1 TeaTpasibHblii 3CKU3
MNYennwesa. Coobwato 06 aBTopcTBE
AByx nocneaHux N.3TkuHy - ans Hero 3To,
Mo Bcein BUAMMOCTH, HoBoCTb. [lanee cny-
umnnoch To, B peanbHOCTb Yero MHe [0 CUX
nop KaKk-To TpyaHo noBepuTb. CTapbiii
[PKEHT/IbMEH XWUTPO YNbIGHYNCA U Cnpo-
CWUM: 3aMHTepecoBaHbl NI Mbl MOAYYUTb
ele iBe BeLM U3 3TMX Tpex BAOGABOK K
paHee Bpy4yeHHbIM. fl oTBevato: «[la, Ko-
HeyHo, ocobeHHo mopTpet B./l.KameHeBa
n acku3 MN.d Yenuwesar. Torga U.ITKMH
rOBOPWT, 4TO OH NepeAacT VX, eCv A 0Tra-
Jato oaHy 3aragky. Ml ¢ TW.degocoBbiM
B MOMHOM HeA0yMEHUV CMOTPUM Apyr Ha
apyra. .3TkuH npogomkaet: «Bce pyc-
ckue mobAT MywkrHa. Bbl xopoLwo 3Hae-
Te MywkuHa?» A pgenato HeonpegeneH-
HbI KecT: 4a, A mobnio MNywkuHa. Ho Kto
BrpaBe CKas3arb, 4To 3HaeT MywkuHa? Ec-
NI TONbKO HAWMW U3BECTHbIE MyLUKUHU-
ctbl. .3TKWH focTaeT u3 wkada ToMUK 1
MOBTOPAET, 4TO, EC/IN A Yrafalo CTUXOTBO-
peHvie, KOTOpPOe OH MPOYMTaET, @ OHO By-
[eT Npo AOpory - Beib pyccKue NobAT
MeTb Npo Jopory, - Be BblbpaHHble pabo-
Tbl Haww. MonoxeHne Gonee Yem HenoB-
Koe. M oTkasbIlBaTbCA MOX0, U COMMa-
LWaTbCA TOXe He B Hally Nofb3y: aHMNiA-
CKOro A3blKa 5 He 3Halo, yraAaTb — WaHChbl

MUHWManbHble. [paBaa, «npo Jopory» -
3TO yKe 4TO-TO, HO BCe Xe... A cTapbiil
[PKEHT/IbMEH Y)XKe yBJIeKCA CBOeN nfeen,
PacKpblN KHATY U Hayan YnTaTb C Bblpa-
KEHVEM, CO0BLUMB Nepe 3TUM, YTO OH Jia-
€T MHe /IblroTy ¥ FOTOB NPOLMTPOBATh OA-
HO 1 TO XXe HecKonbKo pas. Yutaet nep-
Bbl1 pas, cyas No pUTMUKe, ABa YeTBEpPO-
ctywmA. A Huyero... Yutaet BTopon pas, n
TYT 5 yCAbIWaNn YTO-TO OYeHb 3HAKOMOE.
Buanmo, .3TKMH 3Han Koraa-To pyccKui
A3bIK, HO OCHOBATE/ILHO ero no3abbin, 06
3TOM MOXHO Bbl10 CyAWTb MO ero nosese-
HUI0 BO BPEMA HalWX pa3roBOPOB C
['N.®enocoBbiM - OH BehywvBancA B
peyb. B ero yteHun no-aHrmuincKu bbino,
BEPOATHO, YTO-TO PyCCKOe, OHO MHE 1 Mo~
Morno. 1 AMxopafo4Ho AymMan v - He no-
MHIO YK celiyac, nocie BTOPOro Unu Tpe-
Thero YTeHWs - BbICKa3an npeanosnoxe-
HUe... 1 - HeBeposTHO! - yragan. 37o GbI-
nm «becbr» 1830 roga, AencCTBUTENBHO,
npo Aopory:

Myuamca my4u, sbromes myyu;
HesudumKoto nyHa...

MpucyTcTBOBaBLIME NO3ApaBUN
MEHA C YCMexoM, KOTOPbIN Mo Npeanoxe-
HUIO Hallero pajylHOro Xxo3suHa 6bin
OTMeYeH OYepefHOV MopLUMen MKuHa.
AzBoKkaT n06e3Ho cornacuica BHECTM
HeobxoaVMble N3MEHEHUA B JOKYMEHTBI.

HblHe Bce fecATb npon3BegeHUn
PYCCKMX XYAOXHWKOB MNepBOi Mnono-
BMHbI XX BeKa - B cobpaHuu locyaap-
CTBEHHON TpeTbAKOBCKON ranepewu.
WN.3TKWH nopapun Takxe yxe ynomu-
Haswytoca KHury B./.KameneBa
«Russian Ballet Through Russian Eyes.
Vladimir Kameneff» (Russian Books
and Library, 1936). MNpeaBuas TpyaHo-
CTU C BBO30M KHUTN Ha TaMOXHe B
MockBe, y4nTbiBaf «3HaMEHUTBLIX» B
Halen cTpaHe oagHodamMmbLeB aBTo-
pa, A 3amaccs B MOCONbCTBE COOTBET-
CTBYIOLLE/ CrpaBKoOW. 3TO MOMOI/O0 -
MONIOAAEHBKMIN TaMOXEHHUK npoboBan
KHUTY YyTb M He Ha 3y6, KyAa-To Ho-
CUN ee BMeCTe CO CNpaBKOW, BUAUMO
K Ha4yanbCTBY, N HAKOHeL, MPOMnyCTu.
A nokasbiBan 3Ty KHWUry creuuanuc-
TaM Mo uctopun pycckoro Ganeta -
OHa HMKOMY He Obina n3BectHa. Haxo-
AAWNiicA HbliHe B 6ubnunoTeke TpeTbs-
KOBCKOW ranepen 3K3emnnAp, BO3-
MOXHO, A0 CMX NOP ABNAETCA eUHCT-
BeHHbIM B Poccuun.

KONNEKLUMOHEPBI 1 MELEHATSbI

H.CTOHYAPOBA
lMonyguaypa Ha ¢oHe nelizaxa
Bymara, akBapenb. 40x29

Myxuk (CKomMopox). IcKuU3 TeaTpanbHOro KocTioMa
Bymara Ha KapTOHe, ryalub, rpauUTHbIV KapaHzall
31,6x24,3

Natalya GONCHAROVA
Half-figure on a Landscape Background
Watercolour on paper. 40 by 29 cm

Man (Wandering Minstrel-clown).

Sketch for a Theatre Costume

Paper on cardboard, gouache, graphite pencil
31,6 by 24,3 cm

road helped a little... The old gentleman
opened the book with enthusiasm and
started to read "with expression". He said
that he would give me an advanfage and
would read the poem several times.

The first time he read out two quat-
rains, judging by their rhythm. | could not
understand what it was. He read it the sec-
ond fime, and then | heard something
familiar. Etkin had spoken Russian only
long ago, and had thoroughly forgotten it.
His behaviour during our conversation
with Fedosov confirmed that: he listened
attentively to our speech. There was some-
thing Russian in his English speech that
helped me. | thought it over and over fever-
ishly, and after the second or third time
made a decision. It turned out to be true! It
was "The Possessed", written in 1830, and
the poem was really about a road.

The company congratulated me on
my success and the host suggested that
we should celebrate it with a glass of gin.
The lawyer courteously agreed to make
the necessary changes in the documents.

Now all the ten works by Russian
artists of the first half of the 20th centu-
ry are in the Tretyakov Gallery. Mr. Etkin
also presented us Kameneff's book:
"Russian Ballet Through Russian Eyes.
Vladimir Kameneff". Russian Books and
Library, 1936.

Taking into account the "notorious”
namesake of the author | foresaw difficul-
ties at the customs in Moscow connected
with the book. For this reason, | made sure
| was given an appropriafe certificate from
the Embassy and it worked. A young cus-
toms official took it somewhere with the
certificate and finally let it through. Later
on | showed the book to experts in the his-
tory of Russian ballet - and none were
aware of its existence. The copy which is
now kept in the library of the Tretyakov
Gallery may be the only one in Russia.
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The Second
Russian
Avant-Garde

CnaBaJlIéH
Slava Len

bictaBka «[PYIOE NCKYC-

CTBO» (1988) B TpeTbAKoB-

CKOW ranepee nepectpouna

CO3HaHMe He TONbKO «lu-

pOKoi Ny6ANKWU», HO U ca-
MOro coobuiecTBa XyAoXHUKOB. Xy-
AOXHVKW-cOLpeanncTbl BO rnaBe C
aKaJeMUKaMM U YeHaMU-KOppeCcnoH-
naeHtamu Akagemun xypoxects CCCP
Ob1NN NOTPACEHbI TEM, YTO B «MX» Bbl-
CTaBOYHOE MPOCTPAHCTBO, MOHOMOb-
HO «MpuHaanexaslee UM» bGonee no-
NyBeKa, BTOPIANCH — BAPYT, CKOMOM U
HaBcergal - XyAOXHWUKWU-HOHKOH®OP-
muctbl. Co BceMy cBOMMU LIKONaMW,
CTUNAAMU, HOBbIMW METOLAaMU U A3bIKa-
MW, «ApYyron» OHTONIOFMYECKOW KapTu-
Hol mMupa. HbiHe, Korga 6onblueBuKY
BbIMEPSIN KaK «pEBHUE FPeKWU» U Ka-
HOH coLpeanu3ma beccTpacTHo M3yya-
eTcsA 3anafHbIMU UCKYCCTBOBEAAMU Ha
aKaJleMMYeCcKoOM YpOBHE, JpamaTu3M
cobbiTs BbictaBku «IPYIOE NCKYC-
CTBO» (1988) ywen B Uctoputo. Ctano

Oner LIEJTKOB
Jluyo ¢ knoyem
1989

Xoncrt, Macno
100x100

Oleg TSELKOV
Face with a Key
1989

Oil on canvas
100 by 100 cm

AICHO, 4YTO COLpeannsM — BCero JiMlb
0AHAa M3 MHOTMX AECcATKOB LUKON WC-
KycctBa XX Beka. [lycTb 3k3oTuyec-
Kaf: «<NpOTMBOECTECTBEHHARAY, He B Me-
py vAeonorM3upoBaHHasA, camas ar-
peccuBHas N MHOrOYMC/IeHHasA Mo Co-
CTaBy «@HOHWMHBIX» Y4aCTHUKOB, ca-
mMaA HecBobopHasa, Ho - wkona. Co
CBOMMMW CTWINCTUKOWA - METOAOM -
A3BIKOM M CBOEIN «KUBOW» KapTMHOMN
mupa. U, cneposatensHo, nopobHas -
TUMOJIOTNYECKN — APYrUM XY[0XecT-
BEHHbIM LIKOJIaM, B TOM YMCJle LWKOoNaM
«QPYITOro WCKYCCTBA» 1957 -
1988 rogos, KoTopble ceba MaHudec-
TUPOBaNu U KOHCTUTYMPOBanW B Mpo-
ctpaHctee BTOPOI0O PYCCKOTO
ABAHTAPIA. C HuMK Tenepb npuaeT-
CAl 4eCTHO» COPEBHOBATLCA He TONbKO
Ha rNaBHOM BbICTaBOYHOW MJOLafKe
cTpaHbl — B TpeTbAKOBCKOW ranepee,
HO U B MHOM, MMPOBOM MPOCTPAHCTBE:
3a - B OAHOYacbe pyxHyBuein - bep-
JINHCKOMN CTEHON, 3@ PYXHYBLUMM ©Ke-
Nle3HbIM 3aHaBeCoMY.

MocneaHuii reo3ab B rpob cou-
peanusma B6UN BHOBb U36paHHbIN B
1997 ropy npesupeHT Poccuiickoi
aKagemun xypoxects 3ypab Llepere-
NN, BbIABMHYB YCTaHOBKY A pOCCUIA-
cKux xyaoxHukos: «OT COLPEAJIN3-
MA - K UICKYCCTBY ANA NCKYCCT-
BA» (AW, N21, 1998). U B TeueHue cBo-
e «nepsoi naTunetkn» (1997-2002)
peanv3oBan nporpammy pedopm Aka-
Aemun. Yero cTout TonbKo xpam Xpuc-
Ta Cnacutens, BoccospaHHbIi AKage-
Muen Ha 6ase BO3pOXAEeHHON penuru-
o3Hon xuBonucu! [IBa Mysea cospe-
MEHHOF0 VMCKYCCTBa, MOAAPEHHBIX, KaK
B CBOe BpeMs TpeTbAKOBCKaA ranepes,
ropogy Mockse! BbicTaBoyHas nonu-
TUKa NOCTMOAepHU3Ma pedopmMupo-
BaHHoW Akagemun! N3bpaHue B AKa-
JEMUIO XYA0XKHUKOB-MOCTMOAEPHUC-

BEICTABKMN

-
ABaitapn

The exhibition "Drugoe Iskusstvo" (The
Other Art, 1988) in the Tretyakov
Gallery had an unprecedented impact
on the consciousness not only of the
general public, but also on the country’s
whole artistic community. The Socialist-
Realist artists, headed by the academi-
cians and correspondent members of
the Soviet Academy of Arts, were
shocked by the very fact of such a mas-
sive and irrevocable "intrusion” by non-
conformist artists into their territory - a
location that had been used by them,
and only them, for more than half a cen-
tury. The "intruders" organized their
own schools, working out their new sty-
listic methods, using their own lan-
guages, and building another ontologi-
cal picture of the world. Today, given
that the Bolsheviks have died out as
swiftly as the ancient Greeks, and that
the Socialist-Realist canon is already
being studied by Western art critics on
an academic level, the whole dramatic
situation connected to the exhibition
belongs to history. It became clear that
Socialist Realism - though really exotic,
unnatural, extremely ideological, as
well as aggressive and populated with
many anonymous participants, who
were far from free - was the school, one
of the many dozens of artistivc direc-
tions of the 20th century: it was char-
acterized by its peculiar stylistics,
method and language, and its own
"false" picture of the world. In that
aspect, the school was like other art
schools, including the schools of "The
Other Art" of 1957-1988, which mani-
fested and constituted themselves in
the framework of the second wave of
the Russian avant-garde. The situation
had changed dramatically: now the
field of competition was not only the
country’s main exhibition location, the
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ToB: dayapaa [pob6uukoro, Hartanbu
HecrtepoBoii, TaTbAHbl HasapeHko, bo-
puca Meccepepa, AnekcaHapa Pyka-
BUWHMKoBa, Onbru Mobegosoin, AlgaH
Canaxosol!

Cepuis 106MNeHbIX BbICTABOK Xy-
[LOXXHVKOB-HOHKOH(opMKcToB B Tpe-
TbAKOBCKOA ranepee (CiaBHO «3noxu
Mopo3oBa - Kawyk» 2003-2004 rr)
nanoMuHaer MAPAZ MOBEAUTEJIEN.
«[lpyroe MCKyccTBO» 3a nocriefHue
[BajALaTh NIET NoMy4na0 MMPOBOE Mpu-
3HaHue. Mnba KabakoB Ha nepenome
BEKOB BO3[NaBfAET MUPOBbIE «XUT-Na-
pasb» XyAOXHWKOB. bonbwoi ctunb
XX Beka HoCUT nMs cynpematunsma. Ap-
XuUTeKTOHamMm ManeBunya B o6pa3se 6un-
AMHroB-HeboCKpeBoB 3acTpoeHbl Bce
cTonuubl Mupa. «YepHbll KBagpatm
MpU3HaH MaBHbIM CUMBOJIOM UCKYCCT-
Ba XX Beka. A BbicTaBKa B [epMaHumn
(1996) Tak n HasbiBanack: «OT Mane-
BuYya - fo Kabakosa». 3guk LUTenH-
6epr HeyToMMMO 1 cmeno BegeT «[lna-
nor ¢ Manesnyem» Hanpsamyto. Komap -
Menamuz M3AWHO WPOHU3MPYIOT B

pamMKax cou-apTa Haj npojyKuuen
coupeanusma. Muposaa cnasa PYC-
CKOI0 ABAHTAPIA Hayana XX Beka
noATBepxAeHa Tenepb W AOMNOAHEHa
Tpuympom BTOPOI0O PYCCKOIO
ABAHTAPJIA. Tak OTHbIHe B MMpPOBOM
NUTepaType Ha3blBaeTCA «pyroe unc-
KyCcCTBOY.

*kk

«CMHXPOHHOCTbY 0BUENHBIX 3KCMO-
3ULMIA BeAyLNX XYA0XKHUKOB-HOHKOH-
topmucToB B TpeTbAKOBCKOW ranepee
obycnoBneHa 6/1130CTbl0 WX TOAOB
poxaeHusa: 3puk bynatoB (1933),
Wnbs Kabakos (1933), Oner Lenkos
(1934), UBaH MyitkoB (1935), KOpwuia
Kynep (1935), Bukrtop [llnBoBapos
(1937), AmuTpwia MnasuHckuin (1937),
Sayapa Wrennbepr (1937). 31n ucto-
puyeckKue aatbl - no npombicay boxbe-
MY - YNOXWUAUCb B OfHY NATUNETKY
(1933-1937). XyBOXHUKU-HOHKOH-
(opmMUcTbI NocnefoBaTeNbHO NpasaHy-
toT cBow to6unen (70-netue), npuxoas-
wwueca Ha 2003-2007 rogbl. «B nckyc-
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Spuk BYJIATOB
3akam

1989

Xoncr, Mmacno
200x200

Erik BULATOV
Sunset

1989

0Oil on canvas
200 by 200 cm

Tretyakov Gallery, but also an inter-
national perspective which opened fol-
lowing the destruction of the Berlin
Wall and the Iron Curtain.

The last nail in the coffin of
Socialist Realism came from the newly-
elected president of the Academy of
Arts, Zurab Tsereteli, in 1997, who for-
mulated a new slogan of Russian
artists: From Socialist Realism to ‘Art
for Art's Sake’ (DI, #1, 1998). During its
first five years, from 1997 to 2002, the
programme of the reform of the Acade-
my was realized: the reconstruction (on
the basis of recreated religious paint-
ings) of the Cathedral of Christ the Sav-
iour; and two museums of Contempo-
rary Art presented - as, in its time, was
the Tretyakov Gallery - fo the city of
Moscow. A similar policy of post-mod-
ernism was followed in building up the
Academy's exhibition programme; even
post-modernist artists such as Eduard
Drobitsky, Natalia Nesterova, Tafiana
Nazarenko, Boris Messerer, Alexander
Rukavishnikov, Olga Pobe-dova and
Aidan Salakhova were elected to the
Academy.

The series of commemorative,
anniversary exhibitions of such non-
conformist artists in the Tretyakov
Gallery recalls just such a parade of vic-
tors. The "other art" has gained world-
wide recognition over the last 20 years:
llya Kabakov is among the most inter-
nationally-known such figures.

The grand style of the 20th centu-
ry is "suprematism". The architectonics
of Malevich in his images of skyscrap-
ers can be seen in all the capitals of the
world, while his "The Black Square"
became a symbol of 20th century art.
Thus the 1996 exhibition in Germany
was titled, "From Malevich to Kabakov".
Eduard Shteinberg is in a constant liv-
ing "dialogue with Malevich". Komar
and Melamid continue their sots-art,
and its mockery of Socialist Realism.
The international reputation of Russian
avant-garde from the beginning of the
20th century is not only confirmed, but
gains a triumphant significance from
the "second Russian avant-garde”, a
name that now is associated directly
with the "Other Art".

The anniversary exhibitions of
such renowned non-conformist artists
appeared almost simultaneously at the
Tretyakov Gallery, given the closeness
of the dates of birth of the artists con-
cerned: Erik Buklatov and Ilya Kabakov
were both born in 1933, Oleg Tselkov in

1934, Ivan Chuikov and Yury Kuper in
1935; Viktor Pivovarov, Dmitry Plavin-
sky and Shteinberg, in 1937. These
dates, as if by providence, were associ-
ated with the so-popular historic Com-
munist era five-year plan of 1933-
1937. The non-conformists celebrate
their 70th birthdays in the period of
2003 through to 2007. As llya Kabakov
has stated: "Art is to be conquered by a
gang.”

Kazimir Malevich died in 1935.
He died a hunted figure, overwhelmed
by grief. No one knows the location of
his grave in Nemchinovka, a small vil-
lage near Moscow. Vera Yermolaeva
and Alexander Drevin were shot in
1938. Shteinberg's father - Arkady Aki-
movich, a poet and an artist -was twice
sent to the Stalinist GULAG. Vladimir
Sterligov, who tutored a group which
was latfer titled a school named after
him, met Vera Yermolaeva in a camp
near Karaganda. Larionov and Gon-
charova, ElLissitzki, Vasily Kandin-sky,
Osip Zadkin, Yakov Lipshitz, Naum
Gabo, Natan Pevzner, lvan Puni - this
list could easily be extended - were
forced to leave Russia.

In 1957 the non-conformist
artists started from a "zero point" -
from "The Black Square", which is the
sign of zero-colour, zero-form and zero-
confent of painting. At the same time
these artists had a special fask, a spe-
cial aim: to develop their own non-liter-
ary and non-bookish language of paint-
ing. These mnon-conformist artists
received academic education: Bulatoy,
Kabakov and Oleg Tselkov studied at
the same Central Art School affiliated
to the Academy of Arts, and have
known each other since 1949. Bulatov
and Kabakov graduated from the
Surikov School. And the unruly Oleg
Tselkov, who was dismissed from two
academic institutions in Minsk and Len-
ingrad, graduated from the Theatre
Institute where his tutor was Nikolai
Akimov. Many non-conformist artists
received a brilliant education, in spite
of the fact that "formalism and
abstractionism” were taboo in the
Soviet Union. Anatoly Zverev and
Vladimir Yakovlev remain the except-
ions, but it seems they were born to
become "self-made".

In 1962 Khrushchev acquired the
title of "pogrom-maker” at the Manezh
Exhibition Hall in Moscow at the exhib-
ition of "30 years of MOSKh". The
"Chief of Socialist Realism" was furious

Buiktop MMBOBAPOB
Ansbom «Jluyo». 1979
[yawse. 33x25

Victor PIVOVAROV
Album “Face”. 1979
Gouache. 33 by 25 cm
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Buktop MMBOBAPOB
lon08a ¢ omKpbimbIM okHoM. 1987
bymara, akBapenb. 50x38

Victor PIVOVAROV
Head with the open window. 1987
Watercolour on paper. 50 by 38 cm

CTBO Hajo BnaMbiBaTbcA OaHAOWM», -
ckasan Mnbs Kabakos.

B 1935 rogy ymep Kasumup Ma-
NeBWY. YMep 3aTpaB/eHHbIN 1 yOUTbIN
ropem. Moruna ero B HeMunHoBKe, nog
MockBoi, notepsHa. Bepa Epmonaesa
n Anekcanap [pesuH B 1938 ropy pac-
ctpensHbl. Otey LTteiiHGepra - Apka-
anii AkumoBuy LTenHBepr, XyLOKHUK
W Mo3T, ABaxAbl cuaen B narepe. Bna-
anmup Crepnuros, BOCMMTaBLINNA B
1960-x rogax «WKony CTepAUroBLEBY,
BCTpeTWICA B 04HOM narepe nog, Kapa-
raHgon c Bepow Epmonaesoii. Jlapno-
HoB - loHuapoBa, 3nb Jlucuukuin, Ba-
cunuin KananHcekui, Ocun Lagkux,
Axkos Jlunwwuy, Haym lMabo, Haraw MMe-
B3Hep, VMBaH [lyHun n ewe MHorve xy-
AOXHUKMN-aBaHrapAUCTbl BbIHYXAEHbI
6binn aMurpuposatk 13 Poccun.

B 1957 roay XyBOXHWKW-HOH-
KOH(OPMUCTbI «HAYMHaNM C Hyna»,
OykBanbHO - c «YepHoro Keagparta»,
KOTOpbI €CTb 3HaK HynA-LBeTa, Hyns-
(opMbl, HyNA-COAEPIKAHUA XKUBONUCH,
HO OAHOBPEMEHHO U TexHW4YecKoe 3a-
AaHve - T3 - Ha pa3paboTKy cob6CcTBeH-
HOTrO, He3aBMCKMOrO (0T IMTepaTypbl U
NNTEPaTYpPLLMHBI) A3bIKa XXUBOMKUCMU.

OHW, XYBOXHVUKN-HOHKOHGbOPMU-
CTbl, MONYYUIN aKajemuyeckoe obpa-
3oBaHue. OpHoKawHuKKM 3puk byna-
ToB, Wnbsi Kabakos, Oner Llenkos c
1949 roga yunnucb B UXLW npu Aka-
aemun xypoxects. 3atem bynatoB u
KabakoB 3akoHumnu CypuKOBCKWUIA
WUHCTUTYT. YXe Toraa HernoKopHbIN
Oner LienkoB, 3rHaHHbIN U3 ABYX aKa-
AEMUYECKMX MHCTUTYTOB B MUHCKe 1
JlenunHrpage, 3akoHumn TeaTpanbHbIi
y Hukonas Akumosa. bnecrauiee xyao-
XecTBeHHoe obpa3oBaHue - Npu non-
Hom 3anpete B CCCP «dpopmanusma n
abCcTpaKLUMOoHM3MaY — MONY4YMAn 1 Apy-
rme XyAOXHUKN-HOHKOH(OPMUCTBI.
3a WcKYeHneM, NoXanyi, TONbKO
AHaTonua 3BepeBa W Bnagumwupa
fIkoBneBa, HO UM W NONOXeHO ObITb
«caMoOpoAKaMu».

B 1962 rogy XpyLieB B MOCKOB-
cKoM MaHexe ycTpown MorpoMm - Ha
BbicTaBke «30 ner MOCX». Npeametom
HerofoBaHMA «weda coupeannsma»
6binM He ToNbKO cTapble «6y6HoBane-
TOBLbI», HO U MONOAbIE aBCTPaKLMOHU-
CTbI-6eNIOTVHLBI, TaKKe KaK XuBonu-
cey lasaHa KaxaaH u ckynbntop 3pHCT
HeunsBecTHbil. B 3Ty «nepByto nAtu-
neTky nHakombicnua» 1957-1962 ro-
OB W MpOMCXOAUN0O camoorpegene-
HUe XYAOXHWKOB-HOHKOH(HOPMUCTOB.
W pasmexeBaHMe UX C MONOALIMU Xy-
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NOXHMKamu-coupeanuctamu. Ctunumc-
TWYEeCKMIn BbIBGOP NepBbIX U KoHbOp-
MWU3M BTOpPbIX ONPEeAEeNuN UX HbIHeL-
HIOI0 3HA4YMMOCTb B M1POBOM WMCKYCCT-
Be: «Moe pacxoxpaeHWe C COBETCKOM
BIACTbI0 — YMCTO CTUAUCTUYECKOoe», —
3aaBun B 1965 rogy Ha cyae AHgpei
CvHABCKUI, BblAaloWMNCA nucaTenb-
HOHKOH(OpPMUCT.

Bynbao3epHan BbictaBka 1974 ro-
na - Toxe obunein: 30 net! - oKoHya-
TeNIbHO OnpeAenvia OTHOLIEHWe rocy-
napctea CCCP K «gpyromy ncKyccTBy».
MouTn BCe XyAOKHUKU-HOHKOH(OpPMU-
CTbl BbIHYX/A€HbI OblM 3MUrPUpOBaThb
n3 crpaHbl B 1971-1987 rogax. Yto
MO3BOMIMIO MM He TONbKO «3304HOY
(1962-1992 roabl), HO 1 «OYHO» cae-
natb B Poccum v Ha 3anage mupoBoe
ums. Mpexge Bcero B nepuog fopbu-
6yma 1987-1992 rogos. Vx HblHew-
HWI TpuyMe B TpeTbAKOBCKON ranepee
npasAHUYeH eLle 1 NOTOMy, 4TO 3HaMe-
HyeT BO3BpaLleHNe NMpocaaBieHHbIX 3a
py6exoM XyAOXHWUKOB Ha PoanHy.

*k%k

KpaTkylo xapakTepuctuky HOBUIIEN-
HbIX BbICTABOK B TpeTbsikoBCKOW ra-
Nepee HaAo NpeaBapuTb yNIOMUHaHUEM
nepsoit, B 1994 ropy, nepcoHanbHom
BbicTaBKM Mwuxauna LUBapumaHa
(1926-1997). Cpean XyAOXHUKOB-
HOHKOH(OPMUCTOB OH 3aHKMan coBep-
WweHHo ocoboe mecTo - rypy, 6ubneir-
CKOro Myapeua, AyXOBHOMo NvAepa.
CX0AuTb «Ha MOK/IOH» B MacTepcKyo
LieapumaHa, KOTOpPOM HUKOrAa He bbi-
no - paboTan Ha oMy, cumTanocb 60nb-
WOV YecTblo ANA Noboro XyAoXHMUKa.
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He Bcakuii 661 «Tyga» gonyweH. Ecim
BCE  XYAOXHUKN-HOHKOH()OPMUCTbI
npeTeHAOBaNN — U CNpaBeAnVBO — Ha
MeTaM3MYeCKyl0 HanpaBieHHOCTb
cBoero TBopyecTBa, To LlBapumaH ro-
BOPWA yXKe 00 MHTEHUMAX caKpabHO-
CTU: OTCIOZa ero uMepatypbl A3blKa, Te-
yprus Metoaa, AyXoBHOCTb ctuns. OH
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Hwvikonain BEHTOMOB
Madatowue kamHu -1
1983

KapToH, Tyuwb,
akBapenb. 65x69

Nikolai VECHTOMOV
The Falling Stones -1
1983

Ink, watercolour

on cardboard

65 by 69 cm

Hukonait BEHTOMOB
KpacHoe-yepHoe
1988

Xoncr, macno. 65x70

Nikolai VECHTOMOV
Red-Black

1988

Oil on canvas

65 by 70 cm

not only with the old members of the
"Jack of Diamonds" group, but also with
the young abstractionists from the
Belyutin circle. There were particular
individuals who found themselves in
the focus of Khrushchev's keen atten-
tion - the painter Gayana Kazhdan, and
the sculptor Ernst Neizvestny. In the
USSR, the first five dissident years
were those of 1957 to 1962, and dur-
ing this short period non-conformist
artists came to constitute and different-
iate themselves, standing apart from the
young Soviet Socialist-Realist artists.
The stylistic choice of the first, and the
conformism of the latter, determined
their significance in world art: "My con-
frontation with Soviet power lies only in
the sphere of stylistics”, declared the
outstanding non-conformist writer
Andrei Sinyavsky at his trial in 1965.
The legendary Bulldozer Exhib-
ition of 1974 - celebrating its 30th
anniversary this year, too - demonstrat-
ed once and for always the attitude of
the Soviet state to the "other art." Many
non-conformist artists were squeezed
out from the country: the exodus of
1971-1987 allowed them to gain
world recognition, most of all during

TaK 1 FOBOPUI Ha OTKPbITUW BbICTaBKU
1994 ropa B TpeTbAKOBCKOW ranepee:
«PaboTtbl cBOM HasbiBato “Uepatypbi”.
[Jeno moe nepatnsm. A — unepar (tep-
MWH ABUACA MHe B BuaeHuu). A — ne-
paT — TOT, Yepe3 KOro WAeT BCeneH-
CKMI 3HAKOMOTOK. 3HaMeHyl Monya-
nuBoe nMA — 3HakK [lyxa [ocnoaHs.

CxoxpeHneM Mupuaj 3HaKOB,
epTBeHHO CMeHOM 3HaKOBbIX MeTa-
Mopdo3 dhopmMupyto neparypy.

B wuvepaType apXMTEKTOHWUYHO
CrpeccoBaH MUCTUYECKUI OMbIT Yeno-
BeyecTBa. MlepaTtypa poxpaerca sKcTa-
TUYeCKW. 3HaMeHWA MUCTMYeCKOro
OnbiTa ABNEHbl HAPOAHbLIM CO3HaHWEM,
npanamATbio, Npaco3HaHMEM.

Co3upato HoBblI HeBepbOanbHbIii
A3bIK TPETLErO ThICAYENETUA.

MNoka A, mepat, He poaunca B
CMepTb, FOBOPIO BCAYX:

— f3bIK TpeTbero ThbicAYeneTus
chopMMpOBaH M yBEHYaH — aKTaMu
nepatyp».

Mybnnke 6bIM npepcTaBieHbl
ero BesiMKonenHas rpapuka u asa Tu-
ma >KMBOMUCHbIX paboT, KoTopble
YC/IOBHO MOXHO Ha3BaTb «IUKU» U
«cTpyKTypbi». Bce 1960-e roabl
LBapumaH ropao 1 ¢ 6onblimM y6ex-
JEeHVEM B CBOEe UCTMHHOCTM-NpaBoTe
AEMOHCTPMpOBaN «Ha npuemax-nep-
topMaHcax» y cebs fOMa 3TU CIMKW,
noApobHO paccKasbliBas 3puTento-ciy-
waTento 0 «npoLecce NUCAHUA» AOCOK
(oH paboTan, Kak pycckve UKoHomnumc-
Ubl, B TEXHWKe JocCKa - Temnepa):
CNIOM — cNef, KUCTU — MHOTOCTI0MHOCTb —
«npocBeyuBalolLan» (akTypa - 3HaK
cBbiwe: paboTa 3akoHuyeHa. «Kabak

Mwuxann
LUBAPLIMAH

®opmyna denbpuHa

1978
[ocka, neBKac,
Temnepa. 75x100

Mikhail
SHVARTSMAN

Formula of Dolphin

1978
Tempera on panel
75 by 100 cm

Muxaun
LWBAPLIMAH
Becrmb

1970

[ocka, neBKac,
Temnepa. 63x63

Mikhail
SHVARTSMAN
Announcement
1970

Tempera on panel
63 by 63 cm

the "Gorbachev-boom" of 1987-1992.
The triumphant exhibitions of such
artists at the Tretyakov Gallery mark
their return to their homeland.

Any short review of the anniver-
sary exhibitions at the Tretyakov Gallery
needs to be preceeded with some com-
ment on the first solo-exhibition of
Mikhail Shvartsman (1926-1997)
there in 1994. Shvartsman occupied a
unique position among non-conformist
artists: he was their guru, almost a Bib-
lical sage and spiritual leader. To be
allowed to visit his studio - though he
had never had any such space, and
worked at home - was considered a
great honour for any artist. And if all the
non-conformist artists associated them-
selves with the metaphysic trend in art,
Shvartsman insisted on sacral inten-
tions, the latter being the source of his
hierachy of lanquage, theurgy of
method and spirituality of style.

Something mysterious always
exists in any creative activity - a mys-

tery even for the individuals concerned.
Shvartsman’s influence on contempo-
rary artists cannot be overestimated.
The anniversary exhibitions of
2003-2004 in the Tretyakov Gallery
opened with the presentation of the
father-founders of the "Moscow con-
ceptual school”, Erik Bulatov, llya
Kabakov and Viktor Pivovarov: they
called themselves the "genius"
sheshtidesyatniks (the generation of
the 1960s). Their genius put them into
direct opposition with the dissident
sheshtidesyatniks, not to mention the
conformists of that period. By the
1970s their "genius” managed to reach
a certain level of perfection of concep-
tual practice, and organized - through
the so-called "apartment exhibitions" -
a wide conceptual movement in the
USSR. But, as is of great importance,
the conceptualists realized, understood
and inferpreted the methodology and
theory of the concept. Pivovarov made
the most exhaustive retrospective pres-
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(re. Unba Kabakos. - C.J1) roBoput -
370 BX0Abl B TOT Myp», — coobuwan co-
6ecefHNKY [AOBOMbHbIA TOBapULLEM
WsapumaH. M Bapyr B Hayane 1970-x
OH pe3Ko BpocaeT «IMKN» N NepexoanT
(MO KOHLIA XWM3HM) Ha NMUCaHKe «caKpa-
NN30BaHHbIX CTPYKTyp»: «loka yeno-
BeK OyaeT aHTponoMopdrpoBaTb Mup,
OH He nowvimet Mupa. Mlepat paccmatpu-
BaeT MVp 3HAKOBO, He aHTponoMopdu-
pya ero, 1 TallHa MMpa MON4annBo OT-
KpbiBaeTcA eMmy». TallHa pas3BuTUA
TBOPYECTBA XYAOXHWKa - Bcerpa Tain-
Ha, 3a4acTylo Aaxke ANA CaMoro XyAox-
HMKa. ApXUTEKTOHMKa «CTpyKTyp» Mu-
xauna LLiBapumaHa 6e3ycnoBHo obora-
TNa ero TBOpYeCcKoe Hacnejve - B
3TUX paboTax ecTb, MOMUMO XKMBONUC-
HO-NNAaCTUYeCKNX AOCTOMHCTB, elle u
apXVTEKTYPHO-AN3aliHepCKMNe BO3MOX-
HOCTM MX NPaKTUYECKOro 1CMnoib30Ba-
HMA. Ho npuyrHon peskolt cMeHbl Ma-
Hepbl LLIBapuymaHa 6bina 1 o4eBMAHanA
«kpaxa» LlleMAKMHBIM MAaen «InKoB»
LNA cBOen BbicTaBKM B ranepee [uHbl
BepHu (c katanorom, aduiamm, npec-
coit - B Mapwxe 1971 roga).
FOBUNENHBIE BbICTABKU
2003-2004 ropoB B TpeTbAKOBCKOM
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ranepee OTKpbIBanW OTLbI-OCHOBaTeNM
«MOCKOBCKOM KOHLENTyaNbHON LUKO-
b - Spuk bynatos, Unbs Kabakos,
BukTop lueosapos. LlectnaecATHu-
KU-reHun (Tak oHU ceba HasbiBanU u
XKeCTKO NPOTVBOMOCTaBAANN LWecTuae-
CATHWKaM-AUCCUAEHTaM M 0COBeHHO
WwecTnaecATHUKaM-KoHhopMncTam) K
1970-M rosam foBenv 10 COBepLUEHCT-
Ba CBOW KOHLeNTyasbHble MPaKTUKW.
W opranusoBanu B pexviMe «KBapTup-
HbIX BbICTAaBOK» LUMPOKOE KOHLEeNnTy-
anbHoe asuxeHune B CCCP. Ho, rnas-
HOe, KOHLeNTyanuncTbl oTpednekTupo-
Ba/M U OCMBICIUAN METOLONOTNI0 1
TEopuio KoHLenTa.

B TperbAkoBcKol ranepee B
2004 rogy Hanbonee NoaHO CBOO peT-
pocnekTuBy npeactasun Buktop [Mu-
BoBapoB. /3 MNparu 6nvxe 66110 Be3TK
pa6oTbl? B HecKkonbKux 3anax (Ha
KpbiMcKOM Bany) 3kcnoHupoBanucb
KOHLieNnTyanbHble KapTUHbI, PUCYHKW,
06beKTbl, HcTannaumu. Cepx Toro -
MPOeKTbl, anbboMbl, MHCTPYKLUMUK, Ka-
Kue-To cnpaBku n3 K3Ka, «nycrtble»
anbboMbl C NPUNOKEHHBIMU K HUM Ka-
paHAawamu: nuwwn, pucyn, ayman!
B kapTuHe-paccka3se u3 anbboma «Jlu-
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LWWTENHBEPT
Komnosuyus
2003

Xoncrt, Macno
160x170

Eduard STEINBERG
Composition

2003

Oil on canvas

160 by 170 cm

entation of his works at his exhibition in
the Tretyakov Gallery (perhaps because
Prague is close fo Moscow?) In the halls
of the Gallery on Krymsky Val he
showed his conceptual paintings, draw-
ings, objects and installations, not to
mention some projects, albums and
papers from Soviet housing and comm-
unal services, and the "blank" albums
with the pencil set invitingly to visitors,
with the apparent exhortation: Write!
Draw! Think!

In the picture-tale from the album
"Litsa" (Faces) the artists refers to
somebody and to himself, asking: "You
remember, don’t you? My flat on Maro-
seika... We were having tea and speak-
ing about our friends who shouldnt
have left the country” (1979); in the
light-blue background there is a white
silhouette-portrait of a man. His head -
down to the collar of the shirt - is filled
with images of a part of the kitchen
interior where this "tea meeting" took
place: it is a touch very typical for Pivo-
varov. In the visual texts at the exhibi-
tion the viewer-reader perceives a com-
prehensive realization of the foll-owing
conceptual principles, formulated by
the author:

(1) revision of the role of colour in the
picture;

(2) rejection of the so-called "sensual
deformation” of the object;

(3) rejection of the artistic gesture;

(4) the destruction of spacial unity in
the picture;

(5) breaking logical connections among
objects;

(6) open painting - "open" in the sense
that the conceptualist-artist can freely
take it from the picture and set it into
the space between the picture and the
viewer/co-creator (as was done by
Malevich in "The Black Square");

(7) alienation - "the picture alienated
from the artist receives the opportunity
to speak for itself";

(8) painting as a literary genre.

Of course, this list of conceptual
means is "open” to a number of supple-
mentary entries - it could be continued
a-la Pivovarov. For example: (9) the pic-
fure as a semiotic space; (10) from the
image fo the sign, etc. But if all these
are to be considered seriously, one sees
the radical revolution that took place in
art, the revolution made by the concept-
ualists: the artistic paradigm was
changed. New languages, methods and

styles in the "picture-puzzles” were
ready to move from the visual space fo
a literary one, but could not overcome
the borders between them - such is
the methodology of Moscow concep-
tualism.

Erik Bulatov's exhibition was dif-
ferent: in his pencil studies he reveals
something of the mystery of the birth
of the ideas behind his future pictures.
Created with the particular delicacy
which is characteristic of Bulatov,
these drawings create a deeper under-
standing of the artist's path through
the world. He himself has said a great
deal about "the surface, space and
light" in his pictures, about his creative
results and about his teachers, first
and foremost Favorsky. Art critics may
rank Bulatov among the conceptual-
ists, or the hyper-realists, sofs-artists,
or surrealists - but any such ferms do
not reach the core of Bulatov's creativ-
ity. One thing is clear, however: Bulatov
is unique in his ability to work with var-
ious sign systems, "contra signatures”.
He is able to combine the iconograph-
ic signs of a photo-portrait or a photo-
landscape with seemingly incompati-
ble conventional signs: letters, words,
verbal texts, or non-verbal signs - like
the official emblem of the USSR that
sets like the sun into the depth of the

Snyapa
LUTENHBEPT
Poxoecmso (Mamamu
®enukca Ceemosa).
2002

XoncT, Macno
170x150

Eduard STEINBERG
Christmas

(In Memory of Felix
Svetov). 2002

Qil on canvas

170 by 150 cm

tOpuin 3I0THNKOB
CuzHanbHble
cucmembl

1959

Bymara, TeMnepa
60x80

Yuri ZLOTNIKOV
Signal Systems
1959

Tempera on paper
60 by 80 cm

ua» - «He noMHMWbL? Y MeHA Ha Mapo-
cerike, Mbl MWAN 4Yah U BCNOMWHANM
Apy3en, yexaBLwux HanpacHo» (1979) -
Ha GneaHo-cepo-rony6om doHe gaH Ge-
NbIi ONAEYHBIN CUITY3T-NOPTPET Yeno-
BeKa. Bca ero ronoea, 40 BOPOTHMYKA
pybaluiku, 3anonHeHa m3obpaxkeHneM
4acTU MHTepbepa KyxHW, rae Nuu Yaii.
3HauuT, 370 ero cnosa u Mbicau! - Tu-
nuyHasn pabota BukTtopa MNusosaposa.

3puTenb-unTtaTtens BUAWUT B U306-
pa3uTenbHO-TEKCTOBOM MaTepuarne Bbl-
ctaBku lNvBoBapoBa 6oraTyio 1 MHOrO-
06pa3Hyl0 peann3aumio KoHLenTyalb-
HbIX NPUHLMNOB, COPMYIMPOBAHHbIX
aBtopoM: (1) nepecmoTp ponu LBeTa B
KapTuHe; (2) oTKas oT TaK Ha3biBaeMom
«4yBCTBEHHON AedopMauuun» npeame-
Ta; (3) 0TKa3 OT apTUCTUYECKOrO KecTa;
(4) paspyleHne eguMHOro NpoCTpaHCT-
Ba KapTuHbl; (5) paspbiB n0rmyecKux
cBAi3elt Mexay 00beKTaMu B KapTUHE;
(6) oTKpbITaA XMBONUCb — OTKPbITaA B
TOM CMbICJIe, YTO XYAOXHUK-KOHLeNnTy-
aINCT MOXET BbIHYTb €e €13 KapTUHbI»
MW CMecTUTb B MPOCTPAHCTBO Mexay
KapTUHOW 1 3pUTenemM-cOTBOPLIOM (3TO
To, yto caenan ManeBmy B «YepHom
KBagpate»); (7) oTcTpaHeHWe — «OTCT-
paHeHHas OT aBTopa KapTUHa Mosyyu-
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na BO3MOXHOCTb TOBOPWUTb CaMay;
(8) kapTUHa Kak nUTepaTypHbIN XaHp.

KoHeuHo, 3TOT cn1CoK KoHLenTy-
abHbIX NMPUEMOB OTKPbIT: €r0 MOXHO
JOMOJHATb 1 NpoAomkaTtb Bocnes Mu-
BoBapoBy. Hanpumep, (9) kapTnHa Kak
cemMuoTuyeckoe npoctpaHctso, (10) ot
o6pa3sa - K 3HaKy 1 1.4. Ho, raaa rny6-
e, MOXHO BUAETb paAnKabHYI peBo-
NOLMI0O B UCKYCCTBE, KOTOPYIO COBep-
WWAN KOHLENTyanucTbl: Npou3oLluna
CMeHa XyAOXeCTBEHHOW napajurmbl.
HoBble A3bIKW — MeTOAbI — CTUAVW B Kap-
TWHax-3arafKax, U3 n3o6pasunTtenbHoro
NpoCTpaHCTBa MepeKoyeBaBWX Obio
B IMTEPaTypHOE, HO TaK M 3acTpPABLUNX
Ha rpaHuue! - BOT MeTogonoOrMsA Moc-
KOBCKOT0 KOHLenTyannsma.

BbicTaBka Spuka bynatosa - apy-
ras. B KapaHAalHbIX 3CKM3ax OH Kak
Obl NPUOTKpPbIBaeT TaliHy POXAEHWA
3ambicna byaywmx KaptvH. MicnonHeH-
Hble ocoboro, BynaToBCcKOro ussLecTt-
Ba PVCYHKM NOMOraloT, B TO Xe BpeMms,
NOHATb MPOUCXOXAEHWe W pesynbrar
«cOBCTBEHHOr0 [ABWMXEHUSA CKBO3b
MUp» rpaMoTHO pedeKTUpYIoLLero Xy-
AoxHMKa. OH 1 cam MHOTo paccKasan o
«MOBEPXHOCTW, MPOCTPaHCTBE, CBeTe»
CBOMX KapTWH, €O CBOEM TBOPYeCTBE» 1
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CBOVWIX y4uUTenax, npexpe scero o Bna-
anmupe ®asopckoM. Kputuku npu-
uncnaoT bynatoBa n K KoHuenTyanu-
cTaMm, ¥ K runeppeanvcram, v K col-ap-
TWUCTaM, U K cloppeanuctaM... Ho gaxe
B CyMMe 3TV OnpejeneHns He cxBaTbl-
BaloT «cytn bynatoBa». flcHO TonbKoO,
4TO OH, KaK HUKTO, yMeeT OAHOBpEeMeH-
HO, B MPOCTPaHCTBE OAHOW KapTUHbI,
paboTaTb C pa3nuyHbIMK, BMAOTb AO
KOHTpapHbIX, 3HAaKOBbIMU CUCTEMaMM —
KOHTpCUrHaTypamu. YMeeT MKoHorpa-
turyeckne 3Haku oTonopTpera Uan
tdoTonersaxa Ge3HakasaHHO coBMe-
WwaTb, Kasanocb Bbl, C HECOBMECTUMbI-
MW KOHBEHUWMOHaNbHbIMW 3HaKaMu:
OyKBbl — cnoBa - BepbanbHble TEKCThI.
C HeBepbanbHbIMM 3HaKaMu - Tuna
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repba CCCP, BMecTo ConHua onyckato-
weroca B ny4nHy OkeaHa. U 1.a. Mpu-
YEeM «uyXKMe 3HaKW», BYKBbI Hanpumep,
HauMHaT y HEro WTb MO 3aKOHaM
«NpAMOI MepcneKTUBbLI» Nein3axa, Bbl-
TaNKuBasA caM Mneinsax «3a» NpocTpaH-
CTBO BepTMKalbHO CTOALLEro XoincTa.
«Mepen» X0NCTOM, KaK y BCAKOIO KOH-
LenTyanncrta, y Hero ecTb elie OAHO
MPOCTPaHCTBO: MPOCTPAHCTBO COTBOP-
yecTBa XyAOXHMKa - 3puTens. Yxe
Tpu! - B (U3NYeCcKOM MpocTpaHCcTBe.
B metatdmsnyeckoM  npocTpaHcTBe
«BHYTPU paMbl KapTUHbI» XMBYT elle
HECKO/IbKO NMPOCTPaHCTB: CeMnoTuYec-
Koe, (hopMO-LIBETOBOE (KMBOMUCHOE),
KOMMO3ULMOHHO-CUHTAaKCUYecKoe,
nparmaTuyeckoe, CMbicioBoe (anoruc-

THE TRETYAKOV GALLERY #4’ 2004

Amutpuin
MIIABUHCKUI
Yepenaxa
Xoncrt, Macno
150x125

Dmitry PLAVINSKI
Turtle

0Oil on canvas

150 by 125 cm

ocean; and further, "alien signs", the
letters that start fo live according to
the laws of "direct perspective" famil-
iar from landscape, as the landscape
itself is "pulled” beyond the space of
the vertical canvas. And like any other
conceptualist Bulatov has another
space in front of the canvas - the
space of the interaction between the
artist and viewer. Then there is the
third, physical space. And in the meta-
physic space "inside the frame of the
painting” there are further spaces:
semiotic, form-colour (visual), compo-
sitional-syntactic, pragmatic, meaning-
ful (a-logical). Within all these physical
and metaphysical spaces Bulatov must
build his "meta-space”, inside which
"the game with cultural codes” lets him
reach "the highest expressiveness" of
the final picture.

llya Kabakov's "Spiral-labyrinth"
in the hall of the Tretyakov Gallery was
associated with the "Tatlin Tower".
Kabakov, the most radical of the con-
ceptualists, is not afraid to be blamed
for such feeble imitation; he gives no
further thought. He has said that a con-
ceptualist is painting not only on a can-
vas, but also on the viewer. In his instal-
lation of the "communal apartment” - a
symbolic symbol of socialism - the
viewer enters, in fact literally steps into
the primarily-designed element of the
installation. Any such gesture from the
viewer fo Kabakov's installation seems
natural; any aggressive reaction match-
es the idea. Thus, Kabakov's spiral-
labyrinth naturally and easily encom-
passes Tatlin’s spiral-tower, Lenin's the-
sis on the spiral development, and a
vaginal contraceptive spiral. The num-
ber of verbal commentaries fo
Kabakov's "A Fly" is really countless,
and their philosophical quality beyond
imagination.

The term "sots-art" was smartly
formulated by Komar and Melamid in
the 1970s, though works of art in this
style had already appeared in the heroic
1960s, including those of Oscar Rabin,
Boris Sveshnikov and Mikhail Roginsky
which were shown at underground exhi-
bitions. The viewers were largely for-
eigners, diplomats, journalists and
tourists. Bulatov, llya Kabakov and Pivo-
varov are sots-artists too, but of another
kind. Oleg Tselkov was never deemed a
sofs-artist, though his exhibition at the
Tretyakov Gallery seemed almost like a
"voice in the sotfs-art wilderness".
Tselkov is different from the rest, a pure

Tuyeckoe). Hag BceMu aTMun GpusmKko-
mMeTan3M4YeCKMMN MPOCTPaHCTBaMM
3puky BbynatoBy npuxoauTca cTpouTb
MeTanpocTpaHCTBO, BHYTPU KOTOPOro
«nUrpa KynbTypHbIMW KOJamm» Mo3Bo-
NAET eMy A0CTUraTb HEBbIPA3MMOWA Bbl-
pasuTenbHOCTM KapTUHbI.

«Cnupanb-nabupuum Wnbu Ka-
6akoBa B 3ane TpeTbAKOBCKON rane-
pen oTcbinaeTr 3pUTeNA-NOCTMOAEpPHU-
cTa K «bawHe TatnmHa». Ho Kabakos,
caMmblii paiMKabHbI U3 XyA0XKHUKOB-
KOHLIeNTyanncToB, He 6outca 06BUHe-
HWI B anuroHcTae. [laxe He fymaeT 06
3ToM. OH roBOPUT: KOHLENTyanuncT mMa-
XEeT He TONIbKO MO XONCTY — OH MaxeT
no 3pwuTento. B uHcTannAymio ero «kom-
MyHalbHOI KBapTWpbI», 3HaKa-CUMBO-
na coumanuama, 3puTeNb BXOAWT, Te.
BCTynaeT-u-noMeLlLaeTcs, Kak MW3Ha-
YaNbHO CMPOEKTMPOBAHHbLIN 3NeMeHT
unctannauuu. Jlioboi xect 3puTtens B
KabaKOBCKOW WHCTannAUMM BCTaeT
«Ha MecTo». Jlio6oit arpeccuBHOCTU
C/IOBO BO3paXKeHUA MOMaAaeT «B TOHY.
B «cnupanb-nabupuHm™ KabakoBa ec-
TeCTBeHHO, T.e. 6e3 Kakoro-n1bo Hacu-
nNA, BXOAAT W TaTAMHCKaA cnvpanb
«BallHWY, N NeHVHCKaa cnvpanb pas-
BUTUA, N BarvHanbHas cnvpanb «npo-
TMB feTopoxaeHus». Konnvectso Bep-
6anbHbIX KoMMeHTapueB «Myxu» Ka-
6aKoBa AOCTUraeT pa3MepoB «C/IOHaY.
A nx punocoduyeckoe KayecTBo - 3a-
npeaenbHoe.

TepMuH cou-apT yaayHO Mpuay-
maH Komapom - Menamugom B 1970-x
ropax. Ho pabotbl B cTune cou-apta no-
ABWINCb B «repoMyecKunx Luectuaecs-
Toix»: Ockap PabuH, bopuc CelwHu-
KoB, Muxann PornHckuii seMoHcTpupo-
Ba/in UX B CBOEM MOAMNOJbE NHOCTPaH-
uam - guniomaram, xypHanucram, dy!-
Typuctam. Spuk bynatos, Unbs Kaba-
koB, BukTop lNuBoBapoB TOXe cou-ap-
TWUCTBI, HO Apyroro Tonka. A BoT Onera
LlenkoBa KpUTUKK K coL-apTy HMKoraa
He oTHOCUAW. XOTA ero BbicTaBKa B Tpe-
TbAKOBCKOI rajepee BOMWET — OTKPbl-
TO, Nosy3ybbIMK pTamMn ero «nepcoHa-
XeW-LeNnKoBMUTOB» — O CBOeW NpuHaa-
NeXxHocTn K cou-apty. Ho Llenkos cBo-
el noAyYepKHyTO «OnecTsLein XKusonu-
CbiO» BCHO M3Hb CTapaeTcA OTMexe-
BaTbcA oT «apyrux». OH - cam no cebe.
OH - ymcTblit )kmBonucel. OH paboTaer
c uBeToM U cBeToM. OH paboTaeT ¢ dak-
Typoit 1 nakom. OH - npoceccop KoM-
MO3MLMM 1 KOHCTPYKUMIN KapTUHbI. Ho
OH — XYAOXHUK-PUrypaTMBuUCT. YKe To-
ro - noptpetuct. lpasaa, LienkoB nu-
LIeT «CTPaHHbIN NOPTPeT» - BCe BpPeMA

Oner LEJIKOB

lMopmpem c HoxxomM

1992
XoncT, Macno
130x82

Oleg TSELKOV
Portrait with Knife

1992
Qil on canvas
130 by 82 cm

painter working with colour and light. He
marvels at the fexture of his paintings. A
real professor of pictorial composition
and structure, he is at the same time a
figurative painter - and, in an even nar-
rower sense, a portraitist. However,
Tselkov paints a very special portrait,
effectively one and the same work: not
alike, but nevertheless somehow "one
and the same", the "portrait of the por-
trait". In such terms the artist himself
defines his "genre". Tselkov's art is called
"re-ceptualism", the art of "second reflec-
tion": Tselkov had to compare and con-
trast portraits of all fimes and all people
in order to reveal and expose, and visu-
alize to the viewer an invariant of the

"portrait." The opposition of his images,
icons and Tselkovits in the framework of
the picture and its double provides their
absolute identity, while the colouristic
characteristics of his canvases contra-
dicts this identity. Their luxurious colour
spectrum contradicts the plain wretched
ugly mugs of the Tselkovits. The bright-
ness of his colours overwhelms the hun-
dred colours of his contemporaries; col-
lectors are not inclined to buy Tselkov -
his works dominate other works in col-
lections by the power of their colour.
Over the years Tselkov's palette has
changed from red to violet, using the full
spectrum, but always remaining awfully
powerful.
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SOUARRE

28K /28K 3

(1:1) ====0]

OAVH U TOT Xe. He noxoxwuin oanH Ha
APYroi — Ho oguH 1 ToT Xe. 6o 3To -
noptpet nopTpeta. Tak onpeaenset
«CBOW aHp» caM XyAoxHuK. Ho Torga
uckycctBo LlenkoBa HasbiBaeTcA Pe-
Lentyanuam. WckycctBo «BTOpon pe-
tnekcum»: LlenkoBy Hago 6biio conoc-
TaBUTb — NPOTMBOMOCTABUTb MOPTPETHI
BCEX BPEMEH W HapojoB, 4T0Obl BbI-
ABWUTb U NpeacTaBuTb cebe U 3putento
nHBapuaHT lNopTpeTa, a NOTOM elle 3T0T
MHBapuaHT-uger nsobpasutb. U BoT
Tenepb 3TO - [JeNCTBUTENIbHO MOPTpeT
noptpeta. [lpoTuBonocraBneHne ero
«LeNKOBUTOBY» B peXMMe KapTuHa 1 ee
ABOVIHWK» AOKa3blBaeT nx abcontoTHoe
nopo6ue. 3ato Ha doHe 3Toro Nogobums
pasvTenbHO MPOTMBOCTOAT LBETOBblE
peleHus ero xonctoB. LiBetoBas poc-
KOLWb KOHTPaACTMpYeT, npexae BCero, C
yborocTbio «pox LenKoBuToB». fApKoc-
Tbto UBeT LlenkoBa npeBOCXOAWT «CTO
LIBETOBY» €ro COBPEMeHHUKOB-XYA0XKHU-
koB. KonnekuunoHepbl He NOGAT NOKy-
natb LlenkoBa - oH 3abuBaeT ocTaNb-
Hble paboTbl Konekumun. U npexae sce-
ro - usetom! B TeyeHune xun3HN nannTpa
LlenkoBa usmeHAnacb OoT KpacHoro Ao
(hroneToBoro - nNo BceMy CneKTpy paay-
rn. Ho Bcerga octaBanach yGMINCTBEHHO
MolLLHomn!

Pa6oTbl abcTpakuymoHuctos Hu-
konaa BeutomoBa, Opua 3noTHuKo-
Ba, dauKa LTeitHGepra Toxe MHoro

roBOpW/Y O LiBETE, HO B LENIOM KapTu-
Hbl 1 TBOpYecTBa MpeAcTaBAANN Tpu
COBepLUEHHO pasnnyHble wKonbl BTO-
POr0 PYCCKOIO ABAHTAPJA. Jlna-
HO30BCKaA LIKONa, K KOTOpOW npwu-
Haagnexut Hukonamn BeuTomoB, nep-
BoOW Gpocuna ceoii GecnpegMeTHuYe-
CKuin BbI30B coupeanusmy B 1957 ro-
Ay. Cpa3y HecKonbKO CMenblX XyA0X-
HWKoB: BepHyBLMiicA B 1956 rogy n3
nareps Jles KponuBHuLKMiA, pagom -
Jingna Mactepkosa, Bnagumup Hemy-
XuH, Hukonain BeutomoB, noHavany
KypupoBaBwasa ux Onbra lNoTanosa,
xeHa EBreHna Jleonngosuya Kponus-
HULKoro, — obpaTtunnch K abcTpakT-
HoOW XuBonucKu. Kaknm-To 4yyaoM oHu
pasowanch - B, Kasanocb Obl, y3Koii
cepe abeTpakuMm - Mo CBOUM Heno-
BTOPUMbIM MYTAM: U B PUCYHKe, U B
uBete, 1 B (haKType.

A BCEM UM, CTUAUCTUYECKN U Tep-
puUTOpUanbHO, NPOTMBOCTOUT AWK
LTenHbepr, KoTopbli HanpsAMyl Ta-
WMT IMHWIO CynpeMaTn3Ma, KaK ecnu
6bl He Obino 70-neTHero nepepbiBa B
nctopun PYCCKOIO ABAHTAPJA.

BbicTaBKa-peTpocnekTvuBa [AmMu-
Tpus MNnaBUHCKOro, KOTOPbIN YeTblp-
Haguatb net pabotaer B CLUA, Toxe
COAEepXUT HecKonbKo paboT, KoTo-
pble MOXHO MNpPUHATbL 3a «becnpea-
MeTHUYyeckue». Ho 370 XYyAOXKHUK
coBceM Apyroi wkonbl. B 1960-x ro-
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leopruin MY3EHKOB
Big Black Pixel
(Bonbwol YepHbili
¢paemeHm)

1995

Xonct, akpun, necok
300x300x7

Georgy PUZENKOV
Big Black Pixel
1995

Oli, acrylic, sand
300 by 300 by 7 cm

Mean YYMKOB
OkHo XXXVI
2000

Opranut, Mmacno
141141

Ivan CHUYKOV
Window XXXVI
2000

Oil on hardboard
141 by 141 cm

The works of the abstractionists -
Nikolai Vechtomov, Yuri Zlotnikov and
Shteinberg - used the language of
colour, but their pictures and creative
effort on the whole represented three
absolutely different schools of the sec-
ond Russian avant-garde. The Lianozov
school - to which Vechtfomov belonged -
was the first to make a non-figurative
challenge to Socialist Realism, as early
as 1957. A few courageous artists - Lev
Kropivnitsky, who refurned from a Stal-
inist camp in 1956, Lidia Masterkova,
Vladimir Nemukhin, Nikolai Vechtomov
and Olga Potapova, the wife of Lev
Kropivnitsky - turned fo abstract art.
They worked in close association, but
nevertheless managed each in their own
way to follow their own paths in drawing,
colour and texture. Shfeinberg is their
counferpart in style and manner- he
clutches at the "suprematism rope", pay-
ing little or no attention fo the existence
of a 70-year gap in the history of the
Russian avant-garde.

The retrospective exhibition of
Dmitry Plavinsky, who has lived in the
USA for fourteen years, included a
few works that might be regarded as
abstract. But Plavinsky is a represent-
ative of another school of art: in the
1960s, quite unexpectedly for those
times, the phenomenon of "religious
art" appeared in the Soviet Union,
represented by Plavinsky, Alexander
Kharitonov and Boris Kozlov. These
brilliant masters of drawing and
painting used in their works certain
"forgotten matters": the Bible, the
shroud, the floral motifs and colour
palette of Byzantine-Russian icons,

eE——— =

Aax MosABWUANCHL abCOMOTHO HeBO3-
MoxHble B CCCP xyaoXHUKKN «penu-
rMO3HOro HanpasaeHua»: Omutpuin
MnaBuHckun, AnekcanHap Xapwuto-
HoB, bopuc Kosnos. Onu Bce - Gnec-
TALWME PUCOBANBLNKU U APKUE KU-
BOMMCLbI — TeMaTUYeCKN 1 cofepiKa-
TeIbHO MOT/IN UCMONb30BaTb B CBOUX
KapTuHax «3abbiTble MaTepuanbi»:
KHUru bubnuu, pucyHok Mnawaxu-
Ubl, UBeTa W KpacKu BM3aHTUINCKO-
PYCCKMX WKOH, apXWUTEKTYpy W WHTe-
pbepbl LLepKBU, TUTypruyeckoe fen-
cTBo. [1naBMHCKWIA cpesn HUX ABNA-
eTcA caMblM apTUCTUYHBIM U CTUAINC-
TUYeCcKn pasHoobpasHbiM. OH pabo-
TaeT cpasy BO MHOTUX XaHpax U Ma-
Tepuanax. PaboTaet nHTepecHo. Ero
urpa ¢ akTypamu 1 LiBETOBbIMU OT-
TeHKaMu 3aBopaxusaeT 3putens. Ero
KapTWUHbl — MOYTW BCeraa WeAespbl.
OHu yacTo TpebyloT NOBTOPEHUA ce-
6, HacToNbKO MO Ayle NpuxoaATca
cpa3y HeCKOJNIbKUM KonneKuuoHe-
pam. [naBMHCKWIA Tenepb MHOroe
paspeluaet cebe 1 B YNCTO «CBETCKUX
npocTpaHCcTBax»: KapTbl MaHxeTTeHa,
KaHanbl BeHeuun, npegmeTbl XunBOWM
N «MepTBOW HaTypbl». Ha BbiCcTaBKe
npescTaBfieHbl ero paboTbl MOCKOB-
CKOT0 1 HblO-IOPKCKOrO NepuojoB, u
3puTento MHTEpecHo caMoMy oTciie-
XMBaTb pasBUTUE XKMBOMUCHOIO
A3blKa U OPUTMHANBbHBIX CTUIUCTUK
ele 0fHOro APKOro npeAcTaBuUTens
BTOPOI'O PYCCKOI'O ABAHTAPJA.

Wnba KABAKOB
Jlonama

1984

Opranurt, Macno,
Konnax

llya KABAKOV

A Spade

1984

Oil on hardboard,
collage

Mnba KABAKOB
Mos PoduHa. Myxu
1991 (2003)
WNuctannsaums

Ilya KABAKOV

My Motherland.
Flies. 1991 (2003)
Installation

the architecture and inferiors of
cathedrals, and even the process of
the liturgy. Plavinsky is the brightest
character among them, working in
many genres and techniques. His text-
ure and nuances of colour catch the
viewer’s eye, and almost all his pict-
ures are real masterpieces. As a
result, he has often had to make orig-
inal copies, given the demand from
collectors. Today, Plavinsky works in
purely "secular spheres”, making
maps of Manhattan, of the canals of
Venice, and objects taken from life
and still-life. The exhibition embraced
both his Moscow and New York peri-
ods, with the viewer becoming
involved in an analysis of the process
of the development of Plavinsky's pict-
orial language and original stylistic
devices - another indisputable, and
brilliant, representative of the second
Russian avant-garde.
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CBA3b BPENIE

A Link Through the Years

AnekcaHap Mopo3os
Alexander Morozov
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B npoekte Buktopa BoHpapeH-
Ko — KoHcTaHTMHa Xyaskosa -

Pomana bargacapoBa (ganee:
b-X-b) 6pocatoTca B rnasa fBa Mo-
MeHTa. Bo-nepBbIx, 417 BblpaxeHuA
CBOEro 3ambic/ia oHu Bblbpanu dop-
My, KOTOpas He co3jaeT nperpagbl
MeXay aBTopamMu u 3puTenem. AsbiK
nx «MKoHocTaca» npnHUMnuanbHo
obwepocTyneH. B Hawe BpemA 3To,
noxanyn, peakoctb. CerogHa mano
KTO CKJIOHEH 06palyaTtbea K «ropoay
WU Mupy», npegnouyvTas Auanor co
«cBomMu». He oTToro nu B xoay mac-
Ca OT[EeNbHbIX KYNbTYp»: MOJIOAEK-

HafA, 3AuTapHad, reHjepHasa, non-
KynbTypa, XWM-XOon-KynbTypa, ren-
KynbtTypa? A TyT BNosHe HaTypaibHO
nsobpaxaemble nULA U NepexuBa-
HWA MOAENMPYIOTCA CO BCei 04eBUA-
HOCTbIO, Ha KaKylo HblHe crnocobHa
KoMmnbloTepHas rpaduvka. 3ta popma
BM3yanbHOCTY flaxe Bonee goxopum-
Ba AnA nboro, B ToM yucne abco-
NIOTHO HEWCKYLIeHHOro, BOCMpUA-
TWA, YeM peanu3M KiaaccuyecKow
XuBonucu.

BTtopoe kacaercs cMbicna BO3-
HUKaloWmx nepes Hamm obpasos. OH
[0 npejena MojeMUYeH M NpoBOKa-

iktor Bondarenko, Konstantin
Khudyakov and Roman Bag-
dasarov's project "Deisis" has
two particularly striking features.
First of all, the form they have
chosen to express their idea estab-
lishes no boundaries between the
artists and viewers: the language of
the Iconostasis can clearly be under-
stood by all. This is a rare factor
today, when few artists address "the
city and the world", preferring com-
munication with their own kind. This
may be why so many separate cul-
tures abound today: youth culture, the
"A-list" set, the worlds of gender, pop-
culture, hip-hop culture, gay culture...
The naturally portrayed figures of
"Deisis" and their emotions are mod-
elled with all the clarity that modern
computer graphics can offer. Their
visual form is more accessible to
any - even the least sophisticated -
viewer than classical realist art.
Turning fo the meaning of the
project: it is polemical and provoca-
tive, raising all the contradictions of

) i "‘,...- %)

the modern Russian mentality. We
are confronted with a painfully famil-
iar crisis of values, the disintegration
of the guiding principles of morality
and the mutually exclusive conclu-
sions drawn in this situation by our
contemporaries and fellow-citizens.
"Deisis" attempts to show examples
of a moral and spiritual dignity found
in the conscious sacrifice of human
personality through superhuman
existential efforts. The culture engen-
dered by radically changing times is
experienced by the creators with an
acute pain. This perhaps brings them
close to the sources of the practice
known today as "pertinent" art. The
creators of "Deisis" - the idea
belonged to Bondarenko - and the
"pertinent” art set take similar emo-
tional experiences as their starting-
point. Yet the existential models they
go on to develop are diametrically
opposite: if the "pertinent” artists’
standpoint could be taken as "you
turn me into a brute, so a brute | will
be", the creators of "Deisis" dwell on

1
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[lpedcmosHue
(feucyc)

Mpoekt
MHCTanNAUMN

B locynapcTeeHHoi
TpeTbAKOBCKOW
ranepee

Deisis

Installation Project
for the State
Tretyakov

Gallery

a concept of faith and will which
have the power to transform our
existence. The main source of faith,
for them, is the sacred history of
Christianity.

But foday, it might be argued,
plenty of artists are turning to their
religious roots for inspiration. Indeed,
extolling the virtues of the native tra-
dition has become a somewhat banal
substitute for the revolutionary vigour
of the 1990s. In contemporary Russ-
ian art this trend is usually represent-
ed by stylised re-workings of icons
and 19th-century academic paintings.
Using tried and tested methods,
artists produce new glossy pictures.
The visual style of "Deisis" is created
by Khudyakov: his exclusively techno-
genic style places him outside the his-
torical evolution of the plastic arts.
His working material is not drawn
from Dionisii, Simon Ushakov, the
Stroganov school or the Palekh
artists. Nor is it to be found in the
legacy of Losenko, Bruni and Semi-
radsky's Academy of Arts. Khudyakov
borrows the techniques the project
demands from American hyper- and
photo-realism, the masters of Italian
neo-realist cinema and the aesthetics
of Pasolini, Bufiuel and Andrei
Tarkovsky. For many contemporary
artists the 20th century’s avant-garde
visual legacy has degenerated into a
sickly-sweet handful of Hollywood
special effects. Unusually, Khudyakov
attempts to combine it with 19th-cen-
tury Russian psychological realism.
His work combines computer graph-
ics techniques with methods inherited
from Ge and Kramskoi.

Khudyakov's interpretation of
the Russian icon is not canonical:
those seeking to find harmony and
enlightenment in "Deisis” will likely
be disappointed. It has none of the
tranquil beauty we value so highly
and which, in the Orthodox tradition,
has been associated with true faith
since the times of Andrei Rublev. We
are forced to bear witness fo the
harsh spiritual experiences which
racked the figures of the Scriptures.
This likens Khudyakov's characters to
Kramskoi's "Christ in the Wilderness"
and the Christ of Ge's evangelical
paintings. To be in the presence of
figures from this modern Iconostasis
is hard - for some, indeed, unbear-
able. The viewer is forced to share the
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Erox burden of their life's work: the spirit-

g;l';ﬁ’g/elilﬁa ual quest, the passions and the
e[CToAHne

pea doubts. At the very least, each of us
Enoch will have to face some difficult soul-

from DEISIS project searching - not unlike the characters

of Tolstoy, Dostoyevsky, the Wanderer
(peredvizhniki) artists or, in a more
recent example, those of Pavel
Korin’s "Vanishing Russia: A Requiem".
Musing on Korin, one outstanding
critic observed: "...as the characters
reflect on life, we, the viewers, begin
to reflect also. What a good thing this
is, and what a long-forgotten feeling!"

Naturally, Abram Efros did not
intend to foist his own artistic taste
on the Soviet public. His preference
was for art of a different kind, from
another era. He was merely drawing
the reader's aftention to an artistic
event, which appeared not only sig-
nificant, but also utterly different
from the mass aesthetic efforts of
early Socialist realism. In those days
many wished to believe, and the
authorities to convince the people,

TUBeH, HalleneH ByKBanbHO «B AecAT-
Ky» NpOTMBOPEYUI CeroAHALIHero
pOCCMICKOro MeHTanuTeTa - CO
CTONb 3HaKOMO BceM HaM 6onbio
Kpusunca LeHHOCTel, pa3MblBaHUA
HpPaBCTBEHHbIX OCHOB XW3HW 1 B3au-
MOMUCKJIlOYaloLlero Hecornacua Bbl-

BO/JOB, KOTOpble M3BJIeKalOT OTCloAa
Halln COBPEMEHHUKN 1 corpaxzjaHe.
ABTOpbI CTPEMATCA NoKasaTb nNpume-
pbl BbICOKOTO AyXOBHO-HPaBCTBEHHO-
ro JOCTOMHCTBa, obpeTaemMoro yepes
co3HaTeflbHOE CaMOMNoXepTBOBaHMWe
4yenoBeYyecKoOM JMYHOCTM Ha MyTAX
TAXeneiwero GbITUACTBEHHOTO NO-
ABWXHMYecTBa. [lymaetcs, olylie-
Hue 3Toi ocTpoit 6onn KynbTypsbl, 60-
Ny nepesoMa 3nox otyacTu cobnmka-
€T aBTOPOB MPOEKTa C WCXOAHbIMU
nocbifiamMmn TOM MpaKTUKK, YTO B Ha-
WKNX YCNOBUAX MOAYyYMsia HaUMEHO-
BaHMe aKTyanbHoro uckyccrasa. Oa-
Hako Te, KTo npugyman «[peacros-
HMe» (MHMUMaTUBA 3[ecb MCXoAauna
oT B.boHzapeHKo), 1 y4aCcTHUKM «aK-
TyaAbHO» TYCOBKU Ha ocHoBe Gonee
MNN MeHee CXOAHbIX MepeXunBaHui
npesnarailT COBEpPLUEHHO MOAfApHbIe

MO enu 3K3ncTeHUMKn. YcTaHoBKa no-
CNefiHMX MOXeT ObITb MpoyTeHa TakK:
Bbl MeHA npeBpaliaeTe B CKOTUHY,
BOT i CKOTMHOW 1 cTaHoBAtoCb. b-X-b
cocpezoToyeHbl Ha naee npeobpaxa-
oW MX ObITUE BEPbI Y BOMW; UCTOYHU-
KOM e Bepbl AN HUX OKa3blBaeTcs
npexzae Bcero CAlleHHasa ncTopua
XpUCTMaHCTBA.

CkaxyT: fa HblHYe BOKpYr non-
HO OXOTHUKOB DOXWUTbCA U KAACTbCA
Tpaguuueni! NMoaHMMATb Ha LWNT LeH-
HOCTM NoYBbl — OaHaNbHaA aHTUTe3a
peBontouMoHHOMy nbiny 1990-x ro-
noB. Ho B coBpeMeHHOM WCKycCTBe
Poccun 3toT BekTop 0603HauyeH B
OCHOBHOM CTUIM3aLMAMU UKOHOMMN-
cu 1 akagemmsma XIX Beka. bepeuwb
roToBble, MHOFOKpaTHO anpobupo-
BaHHble NpveMbl 1 BblAaellb rAHLe-
BYIO KapTuHKy. B cocTtaBe Hawero
TPUO aBTOPOM BU3YanbHON CTUJINC-
TUKN ABNSAETCA XYLOXHWUK KoHcTaH-
TUH XyAAKOB, KOTOpbI BooGLWe pa-
60Taer 3a npefenaMy UCTOPUYECKOM
3BOMOLMN XKUBOMUCHOW NAACTUKW,
onepupya cyrybo «TexHOreHHOM»
n3o06pasutenbHocTbio. HyxHble eMy
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Erox that they - "we" - "were born in order
M3 npoekta . N
DEISIS/Mpeacrotue to make a fairytale come true". The
dparment only way to inculcate this belief was
Froch by annihilating inquisitive thought,
710C} . . .

from DEISIS project suffocahng.ar)alyhcal. consciousness,
Detail and proclaiming all intellectual and

tdopManbHble NpeLefeHTbl OH Yepna-
€T, PN BCEM yBaXKeHUU K HUM, He 13
Hacnegna OuoHucua, CumoHa Ywa-
KOBa, CTPOraHOBLEB UM ManeLaH, a
paBHO 1 He 13 Akagemun JloceHko,
BpyHun n Cemupapckoro. AkTyanb-
Hble B 3TON cMTyauuu nprembl XyAs-
KOB HaxoAWT Yy aMepuKaHCKUX ru-
nep- n ¢oTopeannucTos, MacTepoB
UTaNbAHCKOro HeopeanncTnyecKoro
KunHematorpada, B scteTuke [1.MMa3o-
nunHu, J1.byHtoana n Anapes Tapkos-
ckoro. Ho ecnu cerogHA 3Ta aBaH-
rapaHas Bu3yanibHas CTUAUCTUKA
XX Beka 3ayacTylo BblpoXkjaeTcsa B
tderepBepK cneusddpeKToB ronau-
ByAcKoro 6nokbacTepa, B cnaliaByto
KBauyKy BWJEOKIMMa, Haw aBTop
CNOBHO MbITaeTcsA NPUMBUTb K Hel
TPaAMLMIO PYCCKOro Ncuxonorunyec-
koro peanusma XIX cronerua. Easa
NN He HanpAMyl couyeTaeT OH Npu-
eMbl KOMMblOTepHOW rpaduku c ypo-
Kamn xwusonucu W.Kpamckoro u
H.Te.

XyAAKOB YKNOHAETCA OT pesiuru-
03HO-KaHOHMYECKOro TONKOBaHUA

Erox

M3 npoekTa
DEISIS/MpeacTosHue
®parmeHT

FEnoch
from DEISIS project
Detail

spiritual pursuits hostile to the Soviet
way of thinking. In those days the
intelligentsia was usually referred to
as "rotten”; the portrayal of wise old
age was bound to elicit the threaten-
ing verdict "not one of us", and the
image of "our own son today" con-
jured up visions of innocent youth, a
pure fabula rasa as yet unmarked by
the history of humanity. Very few in
the Soviet Union dared to admit open-
ly that this policy could lead to the
degeneration of the population.
Hence, the hidden pathos of totalitar-
ianism: perhaps only Goebbels’s
phrase, "Whenever | hear the word
‘culture’ | reach for my gun!" truly
exposed it. Efros’s daring comment on
Korin at the "Artists of the RSFSR
over 15 Years" exhibition revealed the
true state of affairs, and resulted in
the critic not being published for a
long fime afterwards. In its fight
against Bolshevik totalitarianism,
contemporary Russian society has
also sacrificed culture to a significant
extent. One "pertinent” art figure
claims that talk of culture and eternal

values makes him want to "stock up
on root crops”. It seems this thinker is
seriously concerned by the dominant
role of culfure in the new Russia; in
this situation, it is perhaps irrelevant
whether or not Khudyakov's comput-
er graphics represent the realization
of an aesthetic dream. What matters
is that the moral and philosophical
questions they raise are today of the
utmost importance to Russia.

From an artistic point of view,
however, a key issue for the creators
of "Deisis" is that of stylistics. As if
following the psychological approach
adopted by Ge and Kramskoi, they
make the figures of the Scriptures
come alive, and seem more human.
Yet this is not in itself the crucial
point. In terms of appearance, their
work does not appear to follow that
of Ge or Kramskoi - perhaps because
for them, painting is not the main
instrument in the creation of visual
form. The trio are in fact developing a
principle which was of tremendous
importance in the arts of 19th-centu-
ry Russia: they are attempting to
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reach the hearts and minds of their
viewers through the personification
of biblical figures and concrete hist-
orical definition of the experiences
related in the Holy Scriptures.

This form of vision was already
apparent in Renaissance art. Yet in
19th-century Russian painting and
literature it engendered particularly
radical, systematic and distinctive
developments. Essentially rooted in
scientism, this investigative con-
crete-historical approach is a docu-
mentary method of constructing an
artistic hypothesis. This exact
method produced the striking phe-
nomena of Russian psychological
realism represented by the portrait
skefches of Alexander Ivanov and
other artists right through to the
Wanderers, as well as the unforgett-
able novels of Leo Tolstoy and Fyodor
Dostoyevsky.

The creators of "Deisis" strive fo
reach their artistic goal through the
exact portrayal of the feelings, and
historically-authentic life situations,
of their characters. This is achieved
through the use of two techniques:
the first uses photofixation and com-
puter modelling of an image
obtained from a photograph of a par-
ficular person; the second involves
the meticulous reworking of this
image in accordance with all the his-
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Huronad I/
M3 npoekTa
DEISIS/
MpeacToaxue

Nicholas
the Second
from DEISIS
project

MOTMBOB PYCCKOI MKOHbI. [pn 3TOM
Ka<Abll, KTO B3rnAHeT Ha «[1peacTon-
HMe» B NOMCKax NpOCBETNEHHOW rap-
MOHUW, ByfeT, cKopee, pa3oyapoBaH.
B 3tx obpasax BoBce HET CTOMb Lie-
HMMOI Hamu yMupoTBopsAtLen Kpa-
COTbl, KOTOpaa B NpaBOCNaBHON Tpa-
Anumm ctana co BpeMeH AHgpes Py6-
neBa KaK 6bl CUHOHMMOM WCTUHHOM
Bepbl. HanpoTuB, oHM npAMO-TaKu
Kpuyat o ApamatusMe JAyXOBHOFO
onbiTa nepcoHaxen [lncaHua. Ho
MMEHHO 3TUM OHU CPOAHU U «XpuUCTy
B nyctbiHe» WMBaHa Kpamckoro, n
XpucTy eBaHrenbckoro umkna Huko-
nas le. O6weHne c obpasamu cospe-
MEHHOro MKOHOCTaca TPYAHO, ANA KO-
ro-T0, BEpPOATHO, Aaxe My4yuTenbHO:
OHM TpebytoT, 4TobbI 3pUTeNb pasje-
nun 6peMaA XMU3HEHHOTo NnoABura, Ay-
XOBHOTO MOMCKa UX NPOTOTUMOB, MX
cTpacten u coMmHeHuin. CnoBoM, Kak
MUWHUMYM, OHU TpebyloT OT Hac Tpya-
HbIX pasfymuii, nogobHo reposm ne-
peaBUXKHUKOB, UCKABLUMM HpaBCT-
BEeHHOW npasfbl, repoam Jl.Tonctoro n
@ Jocroesckoro. nu, ckaxem, B 60-
nee 61K3KMe BpeMeHa, reposaM «Pycu
yxoasuein» - «PekBnema» lMaBna Ko-
pYHa, 0 KOTOPbIX OANH OYeHb HEOpAW-
HapHbIN KPUTKK 3aMeTun: «Pa3Mmbill-
NAKT repou, pasMbllUAAEM nepes Hu-
MU Mbl, 3puTen. Kak 3To xopoluo, Ka-
Koe AaBHO yTpayeHHoe YyBcTBO!»
foBopa 370, A.9¢dpoc He umen,
KOHeYyHo, B BMAY HaBA3aTb COBeT-
CKOI Ny6/IvKe CBOU INYHbIE XYAO0XKe-
CTBEHHble MpeAnoyTeHUs, TeM naue,
TaKoBble CBA3aHbl C MUCKYCCTBOM COB-
CeM Apyroro poja W Apyroi 3noxu.
Kputuk npusnekan BHMMaHue yuTa-
TenA K geHoMeHy, KasaBliemMycA Ccy-
LeCTBEHHbIM U PE3KO OTIUYHbIM OT
MacCOBbIX 3CTETUYECKUX TATOTEHWNA
nopbl CTaHOBJIEHUA coLManucTuyec-
Koro peanusma. Toraa MHOrMM xoTe-
nocb BEpUTb, @ BAACTU OYeHb XoTe-
nocb BHYWUTb cTpaHe, ByATo Bce ee
rpaxaaHe — «Mbl» - «pOAUANCH, YTOD
CKasKy caenatb Obinblo». BHywunTb
e nofoOHYl0 Bepy MOXHO Oblsio,
NNWb NOracuB MNbITAMBYIO MbICAb,
aHanusmpyloulee AeNcTBUTENbHOCTb
caMoco3HaHue, 06bABUB KaKytlo Obl
TO HUW BbINO JYXOBHO-MHTENNEKTYalb-
HYI MWCKYLIEHHOCTb BpaxaebHON,
YyXKA0W MMPOBOCTPUATUIO COBETCKO-
ro Yenoseka. Toraa Befib CNOBO «MH-
TEANUTeHUMA» NpPUHATO Bblno yno-
TpebnATb yawe Bcero ¢ AobaBkow
«rHunas». N3obpaxeHve ymyapeH-
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HOI CTapoCTV ABAANOCH MOYTU paB-
HO3HaYHbIM CMepTeibHO O0MacHOMY
BEPAMKTY «He Hal», a 06pas «poAHOro
CblHa HalLlero CerofHA» OTOXAEeCTB-
NANCA UCKIIOYUTENBHO C HaWBHOM
MOM0AOCTbIO, AEBCTBEHHOM YNCTOTON
Tabyna pasa, Ha KOTOpoi ucTopusA
yesioBeYecTBa He OCTaBM/IA elue HU-
Kakux cnefoB. Mano KTo BHyTpwu
CCCP pewanca Torga BCnyx npwu-
3HaTb, YTO 3Ta NOJAWTMKA ypeBata
yrpo3o0il BblpoxXaeHua yenoseka. Ho
B TOM-TO 1 OblN1 TaiHbIA nadoc ToTa-
nnTapv3Ma, BMNPAMYI 3aABJIEHHbIN,
noxanyin, Tonbko re66enbCcoBCKUM
«KOrfa A C/bllWy CNOBO KynbTypa, A
xBaTatocb 3a nuctonem. ObpalieHne
S¢dpoca K KOPUHCKON XKMBOMUCK Ha
BbicTaBKe «XyaoxHukn PCOCP 3a
15 net 6bIN0 AOBOJALHO PUCKOBaH-
HOW KOHCTaTauumen cJoxuslencs
cUTyauun, HeAapoMm ero JoAro nocne
3Toro He neyatanu. B 6opbbe ¢ HGonb-
LWEeBMCTCKMM TOTanMTapu3MOM cero-
JHALHee poccuiicKoe 06LLecTBo TaK-
e YMyApUNOCb BO MHOIOM MOCTY-
MUTbCA KynbTypoi. XapaKTepHoe co-
obpaxeHue BbICKa3blBaeT TEOPeTUK
Haleln XyAoXecTBEHHOW «aKTyasb-
HOCTW»: eC/iv NpU HeM 3aroBapuBaloT
0 Ky/IbType ¥ BEeYHbIX LLeHHOCTSAX, eMY
HauMHaeT Kasatbes, OyaTo npuwna
nmopa «3aroTaBiAuBaTb KOpPHenmo-
ab»... OKa3blBaeTcA, aBTopa Bcepbes
6ecrnoKouT 3acuibe KynbTypbl B 06-
HoBnstowerlica Poccun. B nogobHom
KOHTEKCTe He CTONb BaXKHO, ABNAETCA
NN KoMMbloTepHana rpaduka Xyasko-
Ba BEHLOM YbMX-TO 3CTETUYECKMUX MO~
MbicnoB. Ho KpaliHe cepbe3Ho 1 Bax-
HO TO, YTO OHa NOAHMMAET CaMble XU-
BoTpenewyuwue ana Poccumn B paH-
HbIi MOMEHT npob6aemMbl HpaBCTBEH-
Ho-(unocodcKoro niaHa.

OpfHaKo B TBOPYECKOM CMbiC/e
Bonpoc ctunnctuku ana b-X-b asna-
eTCA K/louyeBbIM. [NaBHOe He B TOM,
4YTO OHM «0YesoBeyMBalOT» repoes
MucaHua Kak 6bl B NogpaxaHue ncu-
xonornsmy Kpamckoro u le. Takoro
BHeLUHEero noApaxaHua BOBCE U HeT,
X0TA Obl MOCTONbKY, MOCKONbKY B
[aHHOM cllyyae He XMBONWUCb ABNSA-
eTCA WMHCTPYMEHTOM CO03AaHuA 3pu-
Mol opmbl. b-X-b pasBuBatoT npuH-
Lu1n, 4Ype3Bbl4allHO CyLeCTBEHHbIN
AJIA PYCCKOWM Xy[,0KeCTBEHHOW KyNb-
Typbl B XIX Beke. 3TOT npuHumn - ua-
TW K cepAuaM 1 ymaM CBOMX 3puTe-
nen yepes yesoBeyeckoe BOMJOLLe-
HVe BnbnericKMX nepcoHaxei n nc-

torical data obtained by modern sci-
ence from the Holy Scriptures. In
other words, "Deisis" recreates the
life stories of characters from a par-
ticular historical chronicle. This is
the task of the ethnographist, histori-
ographer and cultural specialist
Roman Bagdasarov. After the histor-
ical biography has been obtained,
Konstantin Khudyakov then gives it a
human face by computer editing of
vast numbers of fragments from life
portraits obtained by digital camera.
In essence, this process is similar to
Alexander Ivanov’'s method of collat-
ing sketches, whereby the artistic
genius examines dozens of portrait
studies together with the historical
findings available in his time.

Thus, the philosophical, moral
and religious experience of Christ-
ianity is actualised - or introduced
into the consciousness of present-
day society. It's interesting to note
that Russian art from the second
quarter and last half of the 19th cen-
tury pursued the same aim. This very
objective is also present in certain
strands within 20th- and even 21st-
century art. And this is why the "Dei-
sis" project appears so pertinent for
the Tretyakov Gallery: "Deisis" could
be called a spiritual forerunner of the
search in which contemporary Russ-
ian art is engaged today.

Uepycanum
W3 npoekra
DEISIS/
Mpeactoanue

Jerusalem
from DEISIS
project

TOPWUKO-AOKYMEHTaNbHYI0 KOHKpeTu-
3auMI0 UX OMNbITa, U3JI0XKEHHOro B
XpuctnaHckom lMpepanHun.
BbeccrnopHo, cam 3ToT cnoco6
BuzeHus 6bin chopmynnpoBaH ee
B UcKyccTBe Bo3poxnaeHus, Ho Mano
rae OH NMpuBeNn K TakuUM pajuKanb-
HO-nocnefoBaTeNlbHbIM U XapaKkTtep-
HbIM TBOPYECKUM BbIBOAAM, KaK B
uckycctee Poccum nosanpouwnoro
BeKa, B HalleW TorfallHen XnuBonu-
cu 1 nuTtepatype. 3TOT AOKyMeH-
TalbHO-UCCNef0BaTeNIbCKUINA, KOH-
KPETHO-UCTOPUYECKUIA, CLUEHTUCT-
CKWUA B OCHOBE MeToj MOCTPOeHMUA
XYAOXECTBEHHOM rMnoTesbl U NOpo-
aun He3abblBaeMoe fBeHWe pyc-
CKOro MCUXONOrMYecKoro peanvsma
OT MOPTPETHbIX 3TIOA0B AneKcaHapa
MBaHoBa A0 nepesBUMXHMKOB, @ TaK-
xe Tonctoro n [loctoeBcKoro.
Yepes KOHKpeTUKY 4yBCTB 1 [0-
KYMEHTaNbHYI0 MCTOPUYECKYK [0-
CTOBEPHOCTb XW3HEHHON CcuTyauuu
reposa b-X-b pewatT cerogHsa cBoto
TBOpYecKylo 3agavy. OHn ncnonb3y-
0T B 3TOW CBA3W ABOAKYI0 TEXHOJO-
ruto. C 0AHOW CTOPOHbI, KOMMblOTEp-
Hoe MojenvMpoBaHue W300paxeHuUA
Ha ocHoBe (OTOUKCALMN KOHKpeT-
Horo yenoseka. C apyroi - ckpyny-
ne3Hoe NpuBejeHNe TaKoro n3zobpa-
XEeHUS B COOTBETCTBME CO BCEM MacC-
CMBOM MCTOPUYECKUX JaHHBIX, KaKune
npeanaratTCA COBPEMEHHOW HayKon
npu wuHTepnpetaunn CaALWEHHOrO
MucaHna. 3TMM nyteM, cxemaTuyec-

KW roBOpA, BOCCO3aeTcA HeKkas 61o-
rpaua onpejeneHHOro AencCTBYiO-
wero nuMua AaHHOMW WUCTOpPUYECKOMN
XPOHUKM (TakoBa OCHOBHaA 3ajaya
aTHorpada, ucropuorpacda u Kynbry-
ponora Pomana barpacaposa). Mpo-
ABJIEHHYI0 TaKMM crnocobom ucTopu-
yeckyto cyabby KoHeTaHTuH XyaskoB
npespaliaeT Aanee B YenoBeyecKoe
MU0, WCMOMb3ysi KOMMbIOTEPHbIN
MOHTaX OrpoMHOro ymcna gparmen-
TOB HAaTypHbIX MOPTPETHbIX UMUdpo-
BbIX CbeMOK. [1o cBoew norvke 3ToT
npoLecc poACTBEHEH MeToAy «cinye-
HUA 3TIOA0BY, ECATKOB MNOPTPETHbIX
nsobpaxeHun, co3jaBaBLWMXCA
AnekcaHpapom VBaHOBbIM BO BCeopy-
XMW ero XK1BOMMUCHOTO FreHUA, HO TaK-
e N AaHHbIX COBPEMEHHOW eMy uc-
TOPUYECKOI HayKu.

BoT, cobCTBEHHO, MPUHLUMN aK-
Tyanusaumu, BHeApPEHUA B CO3HaHMe
coBpeMeHHOro oblectsa pennrnos-
HO-PUNOCOPCKOro 1 HPaBCTBEHHOIO
onbiTa XpUCTUAHCTBA, YTO — OTMeyva-
€M Mbl = CYUTaNo 3aAayeit UCKYCCTBO
Poccun BTOpOIn yeTBepTM U BTOpON
MONOBMHbI [eBATHAALATOro crose-
TUSA, B HEKOTOPbIX CBOMX nnacrax -
ABajLaToOro 1 Havyana ABajuaTtb nep-
Boro. 3pecb 06bsicHeHMe daKTa, no-
yeMy BbicTaBKa npoekta b-X-b ka-
KeTCA HaM abCosoTHO yMecTHOW B
3anax TpeTbsAKoBcKow ranepeu. [lo-
6nnsoctn ot «[peacTosHUA» - py-
XOBHble NpeaTeyn 3TUX NOUCKOB HO-
BelLlero 0Te4eCTBEHHOro MCKYCCTBa.
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MapuHa 3nb3eccep

Marina Elzesser

neno cepbesHoe!

B ceHTAbpe B TpeTbsAKOBCKOW ranepee
Ha KpbIMCKOM Bany OTKpbliacb Heo-
Obl4HasA ANA Xy40XKEeCTBEHHOro My3es
BbICTaBKa Mo Ha3BaHueM «Mrpa - ge-
N0 cepbe3Hoe». B Tom, 4To Urpa aencr-
BUTEJIbHO Ype3BblYallHO BaXkHa Ans
CTaHOBNEHUS TNYHOCTY B JETCKUE ro-
Ibl, YTO OHa SBNAETCA WCTOYHUKOM
nose3HbIX HaBbIKOB O0OLWEHUA, UM-
nynbcoM ANs NpobyXAeHUs TBopyec-
Ko aHTasmm n cnocobom nx peanu-
3auuu, Bcerga Obina ybexaeHa 3ame-
yaTesibHasA LWBeACKAas nucaTesbHMLa
Actpug, Jinuarper. OHa He TonbKoO co-
34aBana KHUMM Ans AeTen, HO cTana
0JHOM M3 BblAAKOWMXCA NUYHOCTEN,
thopMupytoLmMXx 06LLECTBEHHOE MHe-
Hue B LliBeunun no TakuMm Bonpocam,
KaK HajoroBas nojuTUKa, UCMOJIb30-
BaHWe aTOMHOW 3Hepruu, npasa Ae-
Tel 1 ryMaHHOe OTHOLIEeHMe K JoMalu-
HUM XUBOTHbIM. AcTpug JlnHarpeH
HeBepOATHO MornyispHa BO BCeM MU-
pe, CBOVMM TBOPYECTBOM OHa MO3HaKo-
MUia MUIJIMOHbI YMTaTeNen co cBoen
cTpaHoi. He cnyyaiiHo B npeaasepun
100-netTns co AHA ee pOXAeHMUA
LBenckun nHctutyT 1 focyaapcTBeH-
Hoe ynpaBneHue BbicTaBok LlBeuun
3alyManu rpaHANO3HbIN MexayHa-
POAHBIA NMPOEKT: UFPOBYH BbICTaBKY
ONA JeTeln M B3poChblX, KoTopas

MPOMAET B HECKONIbKUX €BPOMENCKMX
cronuuax (benrpage, Mapwxe, bepnu-
He, BeHe) n 3aBeplmtca B CToKronb-
me B 2006-2007 ropax. [Mpembepa
coctosAnace B MockBe, U napTHepom
LWBELCKON CTOPOHbI, K KOTOPOW Npwu-
coeaununocs Moconbetso LWBeuun B
Poccun, crana TpeTbAkoBcKadA rane-
peA. Y4acTue My3es B TaKOM CJIOXKHOM
KOMMIEKCHOM MPOEeKTe He Clly4anHo:
B TpeTbsfiKOBCKOI ranepee noytu 80
NeT BeJeTcA NpocBeTMTeNbcKan pabo-
Ta, OPMEHTMPOBAHHAA B NEPBYID 0OYe-
peAb Ha JeTeil, MOAPOCTKOB, MOJO-
nexb. B 3gaHun Ha Kpbimckom Bany
HalWCb COOTBETCTBYlOLME TMpej-
CTaBNeHVAM aBTOPOB MpoeKTa rnome-
weHMA. IKCMO3ULMA COBPEMEHHOIO
WCKyCCTBa, pa3MelleHHas B 3TOM yac-
Tn TpeTbAKOBCKOW ranepeu, CBOeW
nojyac MrpoBol, NPOBOKaLNOHHON
CYLIHOCTbIO CO3BY4YHA OCHOBHOWN WH-
TOHaUUM HeobbluHOW BbicTaBKU. bo-
Jlee TOro, K OTKPbITUIO BbicTaBKM «Mr-
pa - AeNo cepbe3Hoe» COTPYAHUKaMu
ranepev NoAroToBfeHa paclUMpEeHHas
3KCno3nyma aHMMaNMCTUYeCcKon
cKynbnTypbl XX BeKa, Mo KoTopou
npoBOAATCA crneunanbHo paspabo-
TaHHble 3KcKypcuun ana aeteir. Conpo-
BOX/JAET ee MHTEPAKTUBHAA KOMMbO-
TepHas nporpamMmma.

Actpup JlvnarpeH »
Astrid Lindgren

The new exhibition at the Tretyakov
Gallery's Krymsky Val space, "Play - A
Serious Matter”, is an unusual one for
any art gallery. But then the wonderful
Swedish writer Astrid Lindgren always
believed that play is vital for developing a
child’s personality, communication skills
and creative imagination. Lindgren not
only wrote books for children; she was
also one of Sweden'’s key opinion-makers
in areas such as fax policy, the use of
nuclear energy, the rights of children and
the humane freatment of animals. Her
books are popular all around the world,
and, thanks to them, millions of readers
have learned a little bit more about Swe-
den. With the centenary of Lindgren's
birth approaching, the Swedish Institute
and the Government Agency for Travel-
ling Exhibitions have designed a grand
international project involving a play
exhibition which will visit several Euro-
pean capitals. Children and adults in Bel-
grade, Paris, Berlin and Vienna will be
able fo enjoy this unusual event before it
returns to Stockholm for a grand finale in
2006 or 2007; the premiere has already
taken place in Moscow. The Russian
capital's Tretyakov Gallery was chosen as
the partner for the Swedish organisers,
who included the Sweden Embassy in
Moscow.

— A Serious Matter
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What makes the Tretyakov Gallery
so well-suited for such a complex proj-
ect? For almost 80 years, the gallery has
been engaged in educational work,
geared chiefly towards the needs of chil-
dren and young people. Its Krymsky Val
building proved the kind of "space” the
project’s organizers had in mind, and the
modern art exhibition housed in this part
of the Tretyakov, itself at times playful
and provocative, blended well with its
new neighbour. To complement the
unusual "Play" event, the gallery's staff
put fogether a special exhibition of 20th-
century animal sculptures, with guided

tours for children and an interactive
computer programme.

What makes the Tretyakov Gallery's
new exhibition so unusual? Most of all, it
is not the sort of exhibition space that vis-
itors are used to. Its centrepiece is a large
play pavilion of around 120 square
metres. The walls resemble a deep forest:
this area is for children aged between six
and twelve, and these little visitors are
only admitted barefoot. Astrid Lindgren
always felt that, for play, children need
time and a space in which they can feel
both free and protected. Article 31 of the
UN Convention on the Rights of the Child
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stipulates that "State Parties recognise
the right of the child to rest and leisure, to
engage in play and recreational activities
appropriate to the age of the child."

The pavilion is divided into differ-
ent sections. A group of "trees" invite
children craving active games to climb
up them, and then whizz down on special
slides. The dressing-up room decked out
with mirrors and brimming with exotic
costumes will delight lovers of role-play.
Here, anyone can become a princess - or
a froll! There is a section for games with
rules to follow, and a "constructor's cor-
ner" for those with a passion for building.
A quiet spot welcomes children trying to
get their breath back, as well as parents
waiting patiently for their "little darlings”
to finish. There is also a corner for
drawing and other forms of creative
self-expression. Students from the Stock-
holm Pedagogical Art Institute and Russ-
ian State University for the Humanities
are on hand to  help little
visitors find their way around this
Aladdin’s cave. This University, inciden-
fally, has had an active Swedish Centre
for a number of years.

Besides this heaven of fun and
games, the exhibition includes a section
devoted to Astrid Lindgren herself. Six
large stands made of fabric stretched
over aluminium frames offer visitors a
collection of photographs of the well-
known writer, drawings of her characters
and a series of Swedish landscapes. This
part of the exhibition is more likely fo
interest adult visitors. Parents and teach-
ers will also enjoy the film "To a Faraway

B yem e cBoeobpasuve ocyuie-
CTBIeHHOrO B TpeTbAKOBCKOWN rane-
pee npoekTa? 370 He BbICTaBKa B Npu-
BbIYHOM [NA nocetuTenen Myses
cMbicne. LleHtpom ee aBnserca 6onb-
woi1 (okono 120 KB. MeTpOB) NrPOBOIA
naBWIbOH ANA AeTel oT 6 Ao 12 nert,
CTeHbl KOTOPOro UMUTUPYIOT Nec. Bxo-
OUTb TyAa MOXHO TONIbKO pa3syBLIKCh.
Actpua JInHarpeH cumtana, 4To AeTam
ANA Urpbl He06X0AMMO BpeMs U Npo-
CTPaHCTBO, B KOTOPOM OHW OLUyLLanu
Obl cebs «cBOOOAHBIMM U 3alULLEH-
HbIMU». 3TU MonoxeHua Obinn 3a-
kpennenbl n B KoHnBeHumn OOH o
npaBax pebeHKa, ctatbss 31 KoTopoi
rnacuT: «[ocyaapcTBa-y4acTHUKM Npu-
3HatoT NpaBo pebeHKa Ha OTAbIX U A0~
Ccyr, NpaBo y4acTBOBaTb B Mrpax 1 pas-
BfeKaTeNbHbIX MeponpuATUAX, COOT-
BETCTBYIOLUMX ero BO3pacTy».

B naBunboHe HeCKONbKO 30H,
npeAHa3HaYeHHbIX AJ1A pasHbIX TUMOB
UTp: MOABVXKHBIX (¢AepeBbsA», HAa KOTO-
pble MOXHO 3ane3Tb U CMyCTUTHCA NO
ropke), poneBbix (KOMHaTa C 3epKana-
MW U KOCTIOMaMW, B KOTOpble MOXHO
HapAAUTLCA U BOOOpa3uTtb cebs NpuH-
Leccon unu Tpoanem), KOMHaTa AnA
Urp Nno npaBuaaM, 30Ha CTPOUTESNIbHbIX
urp. EcTb CNOKOMHbBIV yronok, rae Mox-
HO OTAOXHYTb, e poAuUTENU MOTyT
pacnonoXuTbCA B OXWMAAHUU CBOUX
yag. OTBefeHo crneumanbHoe MecTo
[N1A pUCOBAHUA U UHBbIX POpPM TBOpYE-
CKoro camoBblpaxeHua. lNomoratoT
JEeTAM 0CBaMBaTbCA B 3TOM MPOCTPaH-
CTBe CTYAEeHTbl CTOKFOJIbMCKOIo XyA0-
KeCTBeHHO-Mejarornyeckoro MHCTU-
TyTa n ux Konnern ns Poccuinckoro ro-
CYLapCTBEHHOr0 'yMaHUTapHOIO YHU-
BepcuTeTa, B KOTOPOM Y& MHOro JieT
cywectsyet LLBeackuii LeHTp.

Kpome urposoro naBunboHa, B
31aHMKn Ha KpbIMcKoM Bany pasmelleH
BbICTABOYHbIN MOAY/b, NOCBALEHHbIN
Actpua JlvHarpeH. 3To wecTb TeKc-
TUABHBIX NaHeNen, HaTAHYTbIX Ha anto-
MUHWEBBI KapKac, Ha KOTOpbIX pacmno-
naratotcA GoTtorpagun 3HaMeHUTOMN
WBEACKON nucaTenbHuLbl, n3obpaxe-
HWA repoeB ee KHUT, MPUPOAHbIe NaHa-
wadTs! LLBeyun. 3ToT pasaen npoekTa
npeaHasHayeH cKopee AA B3pOCJON
ayauTopuu - pojuTenei, nejaroros.
Tak e, BNpoyeM, KaK 1 JOKyMeHTab-
HbIl hunbM «B panekyto cTpaHy», cne-
LManbHO NOArOTOBMIEHHbIN ANs NOKa3a
BO BpeMs BbicTaBKUW. OH pacckasbiBaeT
06 AJlnHarpeH, o6 MCTOKax ee MoHU-
MaHuA NobBY 1 yBaxeHns, 06 oTpuua-
HWM HacunusA, o0 npaBe pebeHKa Ha

COOCTBEHHYIO XW3Hb U Ha BHUMaHWe
CO CTOPOHbI B3pOC/IbIX, O NpaBe Ha ur-
py. KynbTypy, cBo60oay 1 byayuiee.

Mo BocKpeceHbAM NPOXOAAT MoKa-
3bl XyAOXKECTBEHHbIX (DVIbMOB MO NPON3-
BeAEHVAM LUBEACKOWN mucaTenbHuLbl U,
KOHEYHO, NobMMenwnx MynsTduIbMoB
npo KapncoHa, KOTopbIii XWBET Ha Kpbl-
LUe (MonyNApHOCTb B Hallell CTpaHe 3Toro
repos BbI3bIBAET HeMasoe yaviBiieHve Yy
LUBEJ0B: B MX NOHUMaHWW 3TO JIEHWBbIN,
6e30TBETCTBEHHbIN 1 BOOOLLE J0BOLHO
NPOTUBHBIA NEPCOHaX, YTO MOATBEPAW
HeflaBHUI MOMHOMETPAXHbIN aHUMaLM-
OHHbIV pUIbM, cAaenaHHbIv B LLIBeumn xy-
noxHuuen UnoH BuknaHg).

«B3pocnas» coctaBnaoLwwas npo-
eKTa [JO0MofIHEHA HEeCKONbKUMU cepb-
€3HbIMM CeMMHapaMu No My3enHoun
nejaroruke, IeTCKON nutepaType, npa-
BaM geTell. B HUx npunmmalot yyactme
cneunanucTbl U3 pasHbIX FOPOAOB
Poccuun v WBeunn. Ha oanH ns cemun-
HapoB npeanonaraeTca BU3NUT Kopore-
Bbl LlBeunn CunbBuwn, KoTopas BO3-
rnaBnset crneymnanbHbiin oy «Child-
hood Foundation», 3aHumatowmiica
npo6nemamu npas Aeteil. HeckonbKo
npoekToB ¢oHf ocywecTensaer B Poc-
cun.

KoopanHauMOHHBIM  LeHTpOM
BCei MHOroob6pa3Hoi NporpamMmsl, npo-
xoAAwWen B TpeTbAKOBCKOW ranepee Ha
KpbiMcKkom Bany co 2 ceHTabpsA no
10 okTA6p#A, AaBnsetcs [eTckas TBOp-
Yyeckas MacTepcKas, OTKpbiTas Bec-
Hoin 2002 roga noj noneynTenbCTBOM
KOMMaHun «XKOHCOH 1 [)KOHCOH» 1
Bo3rnaenaemas E.Jl.lepacumoBoii.

Land", made specially for the exhibition.
This is a documentary about Astrid Lind-
gren: how she came to hold her views on
love and respect, the denial of violence,
the child’s right fo live and receive atten-
tion from adults, the right fo play, culture,
freedom and a future.

On Sundays, visitors will also be
able fo watch a number of films based on
books by Lindgren and, of course, car-
toons starring the unforgettable Karls-
son. Swedes marvel at Russian affection
for the plump little man who inhabits a
rooftop: as they see it, Karlsson is not
much more than an idle, irresponsible
and generally unprepossessing charac-
ter. This view was amply corroborated by
the artist llon Wikland's recent full-length
animated picture.

The project includes a series of in-
depth seminars for adults on museum
pedagogical methods, children’s litera-
ture and children’s rights. These will be
led by experts from a number of Swedish
and Russian cities. One of the seminars
will be attended by Her Majesty Queen
Sylvia of Sweden, who heads the special
Childhood Foundation working on chil-
dren’s rights. The foundation coordinates
a number of projects in Russia.

The whole diverse programme will
be coordinated by the Children’s Creative
Workshop, which was established at the
beginning of 2002 under the auspices of
Johnson & Johnson, and is headed by
E.L.Gerasimova.

"Play - A Serious Matter" runs in
the Tretyakov Gallery on Krymsky Val
between 2 September and 10 October.
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CobpaHue npousseaeHuin Bpybena
B TpeTbAKOBCKOW ranepee nonon-
HWIOCb paHee HeM3BeCTHbIM NOPT-
petom Hactu BpyGenb, cectpbl xy-
DOXHWKa, NPpUOGpeTeHHbIM Y ee
BHyuYKW. [epepaBaBwmiica no Ma-
TEPUHCKOIA JIMHUW NOpPTpeT Bcerpa
XpaHWiCcA B ceMbe, paHee OH He
ny6nvkoBanca.

YnomuHaHue o noptpete Ha-
CTEHbKM CyLLecTByeT B NUCbMe OT-
ua Bpybens Kk gouepu AHHe, cecTpe
1 6n13KoMy Apyry XyLOXHWKa, OT
19 anpena 1894 ropa. BecHow
1894 ropa Bpybenb no npocbbe
C..MamoHTOBa conpoBoxpaan ero
cbiHa Cepres B WTanuio Ha neve-
Hue. O6paTHbIN NyTb MO MOPIO, U3
leHyn yepe3 Cuumnuio, fpeuuto un
KoHcTaHTHOMONb, MpUBEN XYA0XK-
Huka B Ofeccy, rae B TO BpeMSA Xu-
na cembs ero otua. Tam Bpy6enb
NpoBen MociefHIo eKkady anpe-
NA Vi NepBYO NONOBUHY Mas.

M3 nucbma oTua XyAoXHMKa:

«Muwa ... 2ocmum y Hac co
cpeosl ... Muwa npuses c coboli
okono 20 pasHbix 8udo8, UM ca-
MUM HANUCAHHbIX B0 8peMsA No-
cnedHe2o nymewecmsus. Hekomo-
pble u3 Hux o4eHb xopowu. Kpo-
Me moeo, Muwa Hanucan y Hac
nopmpem-¢paHmasuto Hacmu» (Bpy-
6enb. Mepenucka. BocnomMuHaHus
o xynoxHuke. M3a. 2-e. J1, 1976.
C.123-124).

OnpeneneHne oTuom Bpybe-
NA peanucTU4ecKoro nopTpera c
HaTypbl KaK «daHTa3uu», no-smau-
MOMY, OTHOCWUIOCb K POMaHTUyec-
KON aBTOPCKOW WHTepnpeTauumn
BHELWHOCTU Mozenu (3ToT npviem
HaM XOpOoLLO 3HAKOM M0 NOpPTpeTam
H.N.3a6enbl-Bpybenb, HanucaH-
HbIM no3xe). Bonocbl AeByLKM co-
6paHbl  Hanopobue npuyecku
ApeBHel pumnaHku. Kpome Toro,
Bnajenunua noptpeta coxpaHuna
YCTHYIO CEMENHYH JereHay, co-
rnacHo Kotopoi BpyGenb BHavane

Anacmacus AnekcaHOposHa Bpy6ess.
®doTo

Anastasia Vrubel. Photography

Hanucan Hactio ¢ o6HaxeHHbIMU
nneyamn. HepoBonbCcTBO poawuTe-
Nei 3acTaBWNO XyLOXHMKa U306-
pasuTb niatbe. 3apyMaHHas Tpak-
TOBKa MopTpeTHoro obpasa obbsc-
HAETCA NpuBepXKeHHOCTbo Bpybe-
na B 90-e roabl K Knaccuyeckon
aHTUYHOCTW: MOPTPeT MCMONHEH
BCKOpe nocsie 3HaMeHUToro Tpun-
Tmxa - naHHo «Cyp [Mapwuca»
(1893, I'Tl). Ckasanucb M Heno-
CpeAcTBeHHble BhevaTneHua Xy-
poxHuka ot WUtanum n Tpeuwnn,
npejLlecTBOBaBILME €r0 MosBie-
Huio B Opecce.

Hapblwaslwmncb  BO3AYXOM
CpeamsemHoMopbs, Bpybenb yBu-
Aien B CBOEW IOHOW CecTpe yepThl,
poAHAWMe ee C MNpeKpacHbIMK
KeHCKMMM 06pasaMm aHTUYHOCTU:
YeTKU npodub, Kpacueas Lies,

MopTpeT-thanTazna Muxamna Bpyb6ens
Mikhail Vrubel: A Fantasia Portrait

This year the Tretyakov Gallery can
boast of anew addition toits Vrubel
collection, which is known as one of
the most representative in the
world. The new acquisition is
"Portrait of Nastya Vrubel” - Nastya
being the shortened, affectionate
name for Anastasia, who was the
painter's half-sister. It had been a
family treasure trad-itionally passed
on from mother to daughter, and
was acquired by the Gallery from
Anastasia’s granddaughter; the
work is printed here for the first
time.

In the spring of 1894 Mikhail
Vrubel visited Italy, when he
accompanied the son of the
famous connoisseur of art Savva
Mamontov while the former was
there for medical treatment. On his
refurn journey, crossing the
Mediterranean from Genoa to Sici-
ly, and then past Greece to Istanbul
and info the Black Sea, the artist
made a month-long - from the end
of April fo the middle of May - stay
in Odessa, where his father’s family
lived.

The portrait is mentioned in a

letter of 19 April 1894 written by
the painter’s father to his daughter
Anna, a good and devoted friend of
Mikhail Vrubel. As the "Memoirs",
published in 1976, state, his father
wrofe:

"Misha... has been staying
with us since Wednesday... Misha
brought about 20 different views
painted by him during his latest
voyage. Some of them are very
good. Besides, Misha made a fanta-
sia portrait of Nastya" (Vrubel.
Perepiska. Vospominaniya o khu-
dozhnike.  Leningrad.  1976.
pp. 123-124)

What is described in the let-
fer as a "fantasia” may refer to the
romantic interpretation of the sit-
fer's appearance; the portrait itself
is undoubtedly painted in a realis-
tic manner. Its marked romanticism
is familiar from Vrubel's portraits of
his wife, Nadezhda Zabela-Vrubel,
dating from a few years later.

The sitter's hair is tied in an
antfique knot, typical for classical
images of women. It is also known
from the previous owners of the
picture that there was a legend in
the family that at first Vrubel
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depicted the girl with bare shoul-
ders, but her parents protested:
convention at the time did not per-
mit a young girl to wear such low-
necked dresses in public. The
painter had to submit and
"dressed" his model in a more con-
ventional garment.

The treatment of the sitter's
image suggests that in the 1890s
Vrubel was interested in classical
art; all the more so, given that "Por-
trait of Nastya Vrubel" followed the
triptych "The Judgement of Paris"
(1893, in the collection of the
Tretyakov Gallery), the subject and
manner of which reveal similar ten-
dencies. The artist's impressions of
Italy and Greece which he had vis-
ited during his recent journey must
have influenced the general style
of the portrait too.

The engaging atmosphere of
Mediterranean culture may have
inspired Vrubel to see something in
his half-sister's clear-cut profile,
the fine line of her neck, marble-
pale smoothness of skin and the
proud poise that resembles that of
the beautiful women of classical
times. The sitter, just 17 years old,

Enena ¥ykoBa
Elena Zhukova

is portrayed in warm brown hues in
a light blue dress, and with a
turquoise band in her hair accent-
uating her tender age and the
grace of her youth. The pattern on
her dress echoes the device of the
girl's hair curls, which is so typical
of Vrubel's mosaic brushwork. Its
confident, energetic strokes and
the vivid expression of the depic-
tion are infended to breathe life
into the image, fo make the young
girl look fresh and alive. This pict-
ure, despite its small size, is consid-
ered one of the best portraits by
the great painter.

Although  the  painfing
requires some general conserv-
ation work, including the removal
of dirt, grime and other accretions
from its varnish layer - which
means it is likely to stay with restor-
ers for some time - it will surely
become a gem in the collection, as
soon as it regains its original
brightness and the freshness of its
colours.

There is inferest too in the
biography of the subject herself.
Anastasia Vrubel was born in Vilno
(now Vilnius, Lithuania) on 2 April

MpaMOpHO rMajKas Koxa, ropfae-
nvBas nocagka ronosbl. Moptper
HanmmcaH B TemblX KOPWUYHEBbIX
ToHax. lonyb6oe nnatbe u 61pi030-
BaA JleHTa B NpuyecKe noavyepKu-
BalOT HEXHOCTb W KOHOCTb MOAENN.
Y30p nnatbA nepexknunKaerca ¢ 3a-
BUTKaMy BONIOC, HanWCaHHbIMU
MO3auyHbIMU  BpybGeneBcKUMYU
ma3kamu. CouHas fienKka noprpera,
ero 3KCMpeccua OAYLEBNAT U
OAYXOTBOPAOT 06pa3 toHOW fAe-
BYLLKM.

AHactacua AnekcaHipoBHa
Bpybenb - camas Mnajwas cBoa-
HaA cecTpa XYyAOXHWKa, [04b
Anekcangpa Muxaiinosuya Bpy-
6ens n EnnzaseTbl XpUCTMAHOBHBI
(ypoxpeHHon Beccenb), mauexu
Bpy6ens, - pogunacb B BunbHo
2 anpens 1877 ropa. B monogo-
CTU NobUTENbCKU 3aHMManach
CKYNbNTYpPOW.

B nepeom Gpake (1897) 6bI-
na 3amyxem 3a EreHnem HOnua-
HOBMYeM XOAOPOBMYEM, MOPCKUM
otduuepom, repoem [lopT-ApTypa;
poAvna OT Hero MATepbIX AeTei.
CornacHo cemeiiHoMy npefaHuio,
AHacTacua AnekcaHapoBHa yyacT-
BOBaNa B PyCCKO-ANOHCKOW BOVHe
KaK cecTpa MUNOCepANS.

BropuyHo Bblwna 3amMyx B
1915 rogy 3a Anekcangpa Bacunb-
eBnya Hémutua (1879-1967),
cnyxusluero Toraa B Mopckom
leHwTabe. OT 3toro 6paka Gbino
JIBO€e JleTel.

HémuTu, - BblgatowWwmiics Bo-
€@HHO-MOPCKOW AefTenb: C aBryc-
Ta 1917 ropa KomaHgoBan Yep-
HoMopckum ¢notom, B 1921-
1924 ropax - Mopckumm cunamu
PC®CP, nosxe 6bin npodecco-
pom BoeHHo-MopcKoit 1 BoeHHo-
BO3JYLWHOWN aKajaemuii, BuLe-aj-
mupan (1941).

A.ABpyb6enb-HémunTy, cKoOH-
yanacb B 1932 rogy B Mockse, no-
XOpOHeHa Ha J[JaHWN0BCKOM Knaj-
6uwe. HesaypsagHasa cyabba AHa-
ctacum AnekcaHApoBHbl onpeje-
NAeT ee KaK XeHLLVHY C BONeBbIM,
CWUbHBIM XapaKTepoM. 3Ta ee 0co-
6eHHOCTb YyBCTBYeTCA B peLlu-
TeNbHOM BbIpaXKeHWM 1L, 3ane-
yatneHHoM BpyGenem, Korpa ein
TONbKO mcnonHunock 17 ner.

«Moptper Hactu Bpy6enb»
npuobpeteH npu ¢GUHAHCOBOWA
noaaepxke AHatonus MBaHoBuya
Hosukosa.

1877, and was the artist’s half-
sister. She was the youngest
daughter of Alexander Vrubel and
his second wife, Yelizaveta Vessel.

Anastasia’s life proved her to
be a woman of character, which is
felt in the determined expression
of her face masterly conveyed in
the portrait. When she was young
Anastasia was known for her sculp-
ture, though she did not work pro-
fessionally.

She was married twice. Her
first husband, Eugeny Khodo-
rovich, a Navy officer, died a hero
of the siege of Port Arthur, while
Anastasia herself was allegedly a

Sister of Mercy during the Russian-
Japanese War, according to family
legend. She had five children from
that marriage.

She married her second hus-
band, Alexander Nyomits, in 1915:
at that time he was a staff officer in
the Russian navy. In August 1917
Nyomits became Commander-
in-Chief of the Black Sea Fleet,
while from 1921 to 1924 he was
Commander of the Soviet Navy, and
became later a professor of the Navy
and Air Force Academy. During
World War Il Nyomits achieved the
rank of Vice-Admiral; the outstand-
ing military commander died in

TMopmpem Hacmu Bpy6esnb. 1894
Xoncrt, macno. 35x28,5
I'TT. My6nuKyetcs BnepBbie

Portrait of Nastya Vrubel. 1894
Oil on canvas. 35 by 28.5 cm
State Tretyakov Gallery

Printed for the first time

1967. Anastasia Vrubel-Nyomits
had two children by that marriage:
she died in Moscow in 1932, and is
buried in the Danilovsky Cemetery.

The "Portrait of Nastya
Vrubel" was acquired for the
Tretyakov Gallery with the sponsor-
ship of Anatoly Novikov.
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ConomoH HukputuH

CdepbiCBEeTA
CTanummIcmbl

A Russian Artist Exhibited in Greece:
"The Spheres of Light

and the Stations of Darkness.
The Art of Solomon Nikritin
(1898-1965)"

82004 200y 8 [ocydapcmsee HHOM My3ee cospeMeHHO20 UCKYCCmea 8 UAJIOHU-
kax uluklKnacb ebicmasKa U38eCMHO20 PYCCKO20 XyOOXXHUKQ UOJIOMOHA
Buxpumuna (1898-1965). lieped ee opeaHuzamopamu cmos/iu 08e 0CHO8-
Hble 3a0a4u: NOKa3amb Meop4Yecmso uosioMoHa BukpumuHa 8o scem e20 pas-
HO06pa3uu u 80cCOeOUHUMb, XOMA 6bl Ha 8peMs, pa3po3HeHHble Yacmu Ko-
nekyuu leopaus Aocmaku, coxpaHuswe20 Hacsiedue XyO00XKHUKQ.

THE ORGANIZERS OF THE EXHIBITION WHICH OPENED IN JANUARY 2004
IN THE SALONIKI MUSEUM OF CONTEMPORARY ART HAD TWO MAJOR
TASKS. FIRST, THEY WERE TO PRESENT TO THE WORLD THE WHOLE VARI-
ETY OF SOLOMON NIKRITIN’S ART; ADDITIONALLY, THEY WERE TO COL-
LECT FOR THE TIME OF THE EXHIBITION ALL THE SEPARATE WORKS FROM
THE COLLECTION OF GEORGI KOSTAKIS, WHO HAD BEEN THE ARTISTS
MAJOR PATRON.

Hatanusa AAaCKVIHa Cmapoe u Hosoe The Old and the New
Natalya Adaskina 1935 1935
Xoncr, Macno Qil on canvas
119%105 119 by 105 cm
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Topas 3ajaya, Kak Kaxer-
cA, ycnewHo peweHa. Ha
BbICTaBKe MpeAcTaBieHo
Gonee 300 npown3BeseHuii
(B Katanore nepeyucieHo
336), rnaBHbIM 06pasoMm,
n3 konnekuum Kocraku. Kak nssectHo,
B 1977 ropy Bnageney nepejan yactb
CBOeM Konmnekumu B jap TpeTbAKOB-
cKoW ranepee. [lpyran ee 4acTb B KOHLe
1990-x rr. 6bina npuobpeTeHa rpeyec-
KM NpaBUTENbCTBOM U JIern1ia B 0OCHOBY
[ocyaapcTBeHHOrO My3es COBPEMEHHO-
ro uckyccrea B CanoHuKax, no Bcei Bu-
AMMOCTY, eAVHCTBEHHOrO B MUpe rocy-
[lapCTBEHHOrO My3eA PYCCKOro aBaH-
rapaa. PyKoBOACTBO v COTPYAHUKK My-
3eA CYMTalOT M3yyeHne W Nnonynapusa-
LIMI0 pyCCKOro UCKYyCCTBa NepBov TpeTn
XX BeKa cBoeil UCTopuyecKon muccu-
ell, yHacnegoBaHHON umm oT Koctakum
BMeCTe C ero KoineKume.
Pa3pabaTbiBas nporpamMmy cBoeit
peatenbHocTn, My3ell coBpeMeHHOro
WCKyccTBa Npeanonaran ycrpausaTb
3KCMO3MLMM HA OCHOBE COOCTBEHHbIX
(oHA0B, a TaKkKe BbICTaBKW, rae OyayT
MCNonb30BaHbl 3KCMOHATbl U3 APYrunx
myseeB. OfHOM M3 HMX CcTana peTpo-
CMeKTMBHaA nepcoHanbHaA BbiCTaBKa
ConomoHa HukpuTuHa.
3peck npescTaBneHbl NponsBese-
HMA 13 Konnekuun Koctaku, HecKonb-
KO Bellel, NMpUHaANeXaBLINX ApYrum
KonnekuuoHepam, M MHorvme pabortbl,
nepepanHble B 1975 rogy BaoBow xy-
noxHWKa TpeTbAKkoBcKoW ranepee. OT-
6opoM npov3BeAeHUn U camMuM (ak-
TOM MOJy4YeHUA 3Toro Aapa Mbl 06A3a-
Hbl 6e30WnB0YHON My3eHON WHTYW-
UMM COTPYAHMKA OTAena COBeTCKOW
xmBonucku locysapcTBeHHon TpeTba-
KoBcKou ranepeu A.M.PaixeHwwuTenH.
MepBas nonbiTKa NO3HaKOMUTH
ny6aviky ¢ TBopyectBom ConomoHa Hu-
KpuTuHa Oblna cpenaHa B cepefuHe
1990-x rr. Pacnonaras 6onblwmnm cobpa-
HWeM ero paboT, coTpyAHUKM TpeTbs-
KOBCKOW ranepeu NpucTynuiau K opra-
HM3auuK NepCoHaNbHON BbICTaBKM, HO
BCKOpE BbIHYX/AeHbI bl 0TKa3aTbeA
OT 3T0ro 3ambicna. B Ty nopy 6bi10 He-
BO3MOXHO 006beAVHUTbL ABE OCHOBHble
4acTV Hacneaua XyAOXHWKa W TPYAHO
M3/aTb KaTanor BbICTaBKM.
Cnycta pecATb neT nmosBunach
BO3MOXXHOCTb BEPHYTLCA K 3TON naee, 1
locynapcTBeHHbIN My3eli COBPEMEHHO-

ro nckyccrea B Canonukax B3anca 3a
ee ocyulectnenune. Boictaku B Cano-
HuKax (peBpanb-mapT) 1 B MockBe (an-
penb-Mali) Mokasanu, HacKoNbKo yc-
newHo Bbina pelleHa 3Ta 3agaya.

B npoekTe npuHuman yyactue uH-
TepHaLMOHaNbHbIA KOANEKTUB aBTO-
poB. Hag katanorom pabotanu: Mapus
LlaHuanornoy (SMCA); Upuna Jlentec,
WpwuHa JlebepeBa n Hatanua AgackuHa
(F'TT); Dxon BoynrT, Wapnotra flyrnac u
Hukonetta Mucnep (McTopukmn pyccko-
ro aBaHrapaa u3 CLLUA n Utanun). Pe-
AaKTop-coCTaBUTeNb MU3JaHNA U KOOop-
AvHaTop Bceil paboTbl - npodeccop
JxoH Boynt. B kartanor Bownu He-
CKONIbKO CTaTel, pacKpbliBaloLWmnx pas-
Hble rpaHu TBopyecTBa HWKpWTWHa,
ero TeKCTbl, paccKkasbl Apysein, Bnagu-
mupa KoctuHa v U3l Bepanyesckoit, n
Apyrve matepuansl. M3 HUX cknagbliBa-
eTCA BCECTOPOHHWIA aHanu3 TBOpYec-
KOro Hacneaua Mactepa. 3TOT npyMHLUMN
ObiN MONOXeEH B OCHOBY 3KCMO3ULMM.
OHa cTpouTca BOKPYr OCHOBHbIX TBOP-
YecKkMx TeM, 0ObEAUHAOWMX UHOrAa
OAHOPOJHbIA, @ NOPON BeCbMa pasHo-
nnaHoBbIN, MaTepuan.

ConoMoH HUKpUTUH - XYAOXHUK
ocobeHHbI. bbiBaloT MacTepa, OTKpbI-
BaloLLie HOBble FOPV30HTbI UCKYCCTBA.

96 TPETbAKOBCKAS TANEPES B THE TRETYAKOV GALLERY #4’ 2004

Scku3s KapmuHbi
«[MpowaHue

€ MepmsbIM»
1920-e

KaptoH, macno, nak
23,8x30

Study of the Painting
“Farewell with the
Dead”

1920s

Oil and varnish

on cardboard

23,8 by 30 cm

BosHeceHue
peaucmpamopuwiu »
N3 cepun
«KpyrocBeTtHoe
nyTewiecTsue»
1924

bymara, ryawb
43x36,2

The Resurrection

of the Registration
Clerk »

From series “Journey
around the World".
1924

Gouache on paper
43 by 36,2 cm

BbiBaloT reHuu, 3akpbiBalolme CBOMM
TBOPYECTBOM Liefible HanpaBfieHns: Mno-
cne Hux BcAKana paboTa B TOM Xe pycre
CTaHOBMTCA 3nuroHctBoM. W ectb xy-
JOXHUKK, paboTatoLLme B paMKax onpe-
[eNeHHON XyA0XeCTBeHHON Tpaguumm.
HUKpUTMHa Henb3A OTHECTU HU K 0f-
HOM 13 3Tnx Kateropuii. Ero He Ha3o-
BeLlb OTKPbIBATEIEM HOBOTO HarpasJie-
HWSA MAU MacTepoM, KOTOpblil MoABen
UTOT NOMCKaM Lesioro TedeHuns. Ho oH u
He PALOBON YYaCTHUK XyA0XKeCTBEHHO-
ro asvxeHusa. OH cam no cebe. Ero ma-
Hepy Henb3A OTHECTU HU K OAHOMY 13
n3BeCTHbIX TeyeHuin. OH MHoroobpa-
3€H, HO OH He 3KNeKTUK. HuKputuH
cBoeoOpa3eH - BOT ero OCHOBHOe Kauye-
cTBO. IMeHHO no3ToMy B rofibl CTaHOB-
NIeHUs U pacuBeTa coupeanu3Ma K ero
WCKYCCTBY OTHOCWUNCH HEMPUSA3HEHHO;
OHO )Xe OMpeAesniI0 TBOPYECKYH Cyab-
Oy XyAOXHMKa NpW KW3HM M noche
cMepTu.

Yepes Bce nckycctBo ConomoHa
HukputuHa npoxoaut cneundguyeckoe
MUPpoOLLyLLieHVe — YyBCTBO eAMHCTBA U
C/IUTHOCTU BCEro CO BCeM: KocMumyec-
KX MPOCTOPOB BCEJEHHON, MCTOpUU
yenoBeyecTBa M NPOCTPAHCTBA YenoBe-
YyecKoro cosHaHua u neuxmku. Otcroga
Nto60Bb XyAOXKHUKA K MHOTONUCTHBLIM

n the second task, they were suc-

cessful. More than 300 works were

presented at the exhibition - in

fotal the catalogue has 336

exhibits - the major part of which

was from the Kostakis collection.
The major part of that collection had
been donated fo the Tretyakov Gallery in
1977 by the collector himself, while
another was acquired by the Greek gov-
ernment at the end of the 1990s, and
became the foundation for the Saloniki
Museum of Contemporary Art (SMCA). As
a result, this museum effectively became
the only government-funded museum of
the Russian avant-garde in the world. The
museum’s officials, as well as its staff,
consider research into and populariza-
tion of Russian art dating from the first
third of the 20th century, as a mission,
one which was passed on to them by
Kostakis together with his collection.

Alongside exhibitions put together
entirely from the museum’s collection,
SMCA's activities include a number of
shows that put its resources alongside
separate pieces acquired or lent from dif-
ferent galleries and museums. One of
these was the retrospective solo-exhibi-
tion of Solomon Nikritin's art, consisting
not only of works from the Kostakis col-
lection and a few pieces from other
sources, but also a large selection of
works donated fo the Tretyakov Gallery in
1975 by Nikritin's widow, D.l. Kazhdan.
That donation was made possible through
the initiative and remarkable intuition of
AM.Raihenstein, a member of the depart-
ment of Soviet art at the Tretyakov
Gallery.

However, there have already been
attempts to complete the first task of the
Saloniki museum - to acquaint the pub-
lic with Solomon Nikritin's art. Since the
Tretyakov gallery holds so many of the
artist's works, in the early 1990s the
gallery was frying to organize a solo-
exhibition. Yet the Tretyakov Gallery had
to delay their idea - given difficulties in
publishing the catalogue, as well as an
even more vital problem, the impossibili-
ty of showing the two main parts of the
artist's work together. But ten years later,
thanks to initiatives from the SMCA, it
became possible to realize that original
plan.

The project came to reality thanks
to the efforts of an infernational team.

The creators of the catalogue were Maria
Tsantsanoglou of the SMCA,; Irina Leytes,
Irina Lebedeva and Natalia Adaskina (of
the Tretyakov Gallery); and John Boult,
Charlotte Douglas and Nikolette Misler,
Russian avant-garde experts from the US
and Italy. Professor Boult was the editor-

KpyzocsemHoe
nymeuwecmsue
Cepeauna 1920-x
®daHepa, macno
47,7x59,7

Journey around

the World. Mid-1920s
Oil on plywood

47,7 by 59,7 cm

in-chief and coordinator of the publica-
tion. The catalogue includes several arti-
cles analyzing different aspects of
Nikritin's art, texts written by the painter
himself, alongside memoirs by Vladimir
Kostin and Isa Berdichevski, who knew
the artist personally, and other materi-
als. The entire contents of the catalogue
form the main idea behind the exhibi-
tion - a multi-faceted analysis of
Nikritin's extensive artistic legacy. The
same principle served as the back-
ground for the exhibition: it was based
on the main artistic themes that unite
material that is sometimes very similar,
but often very different.

Solomon Nikritin is a very peculiar
artist. There are painters who "open” new
artistic horizons, and others - geniuses
who literally "conclude” entire movements
in art with their creativity, since it subse-
quently becomes pointless for others to
continue in similar directions. Of course,
too, there are also painters who work with-
in the context of certain artistic tenden-
cies of their time. Nikritin, however, does
not belong to any of these categories. He
cannot be called either a founder of any
trend in art, nor a master who provides the
denouement to a long creative quest; nor
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is Nikritin an ordinary member of any
artistic movement. Nikritin is simply him-
self: he just does not belong to any known
artistic "direction”. His art is versatile, but
not eclectic. Nikritin is truly original - that
is his main characteristic, one which both
explained the rejection of his art during
the period of Socialist Realism, and deter-
mined its fate through his own lifetime
and after his death.

What unifies Nikritin's art is his
unique perception of the world, bringing
together a sense of unity, and continuity,
in everything - from the cosmic
grandeur of the universe, fo the history
of mankind and the outreach of the
human mind and psyche. Hence the
artist's love for multi-piece graphic
series on a particular theme, such as
"Revolution”, which creatively joins real-
istic images of the revolutionary period
with - in some ways emblematic, but
very lively - animal-characters (the Bri-
tish lion, the bear, and others), as well as
fantasy illustrations that also carry a
symbolical and allegoric meaning (such
as, the peasant’s bed).

This feeling of unity, with an
accompanying eternal continuity of
space, meanings and emotional states, is
realized in a number of separate sketch-
es on the same theme, including spirals,
ovals, cobwebs and squares. These amor-
phous motifs seamlessly metamorphose
into forms of imagery.

The SMCA attempted to reflect all
these complicated processes in the exhi-
bition. Its building was constructed more
than a century ago as a Catholic
monastery and was converted info a
museum in the late 1990s; this gave an
opportunity fo place the works exhibited
in seven different halls, and made it pos-
sible to separate thematic and plastic
series in separate rooms. The hall with
the graphic series "Revolution” looked
especially spectacular: a scarlet wall,
painted that colour especially for the
exhibition, gives the series of rather small
drawings with elements of the grotesque
an extra emotional colour and sense of
complefeness. In the same way, Nikritin's
series "War" and others were given their
separate halls.

The SMCA had intended to group
numerous sketches connected with one
of Nikritin's few finished large paintings,
"The Old and the New", around the main
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Komno3uyus Ha memy
«Pesontoyus».
Hukakas noddepxka
Hedonycmuma npasu-
nesbcmay Gypxyasuu
Cepepuna 1920-x
Bymara, Tywb, nepo
13x18,3

Composition on the
theme of “Revolution”.
No Support is Permis-
sible to the Bourgeois
Government
Mid-1920s

Pen and ink on paper
13by 183 cm

N3 cepuu
«lMamamHuk». 1930
Bymara, Tywb,
nactenb. 17,4x 14,6

From the “Monument”
series. 1930

Crayon, ink on paper
17,4 by 14,6 cm

rpan4yecKUM cepusaM Ha orpefeneH-
Hyto Temy. CKaxem, B cepun «PeBonio-
LMA» NPUYYATMBO COYETAOTCA peannn
peBoOLMOHHOIO BpeMeHu ¢ amMbnema-
TUYECKUMY MO 3aMbICTly, HO COBEpLUEH-
HO XMBbIMU MO WCMOAHEHUIO MEPCOHa-
KaMU-KMBOTHbIMW (BpUTAHCKUIA neB,
MeaBedb U Ap.), a Takke daHTacTMyec-
KUMU 1306paxeHnAMY, HecylnMm 06-
pa3Ho-anjeropuyecKyto Harpysky (Ha-
npvMep, KpoBaTb KpecTbAHWHA). ITO
YyBCTBO BCEeAMHCTBA M BECKOHeYHOoro
pa3BopayMBaHUA MpPOCTPAHCTB, CMbIC-
N10B, NepeTeKatoWmX Apyr B Apyra aMo-
LIMOHaNbHbIX COCTOAHMI NMpoCBeYnBaeT
BO MHOTMMX 3TIOAAX Ha Ty UM UHYIO Te-
My: Cnupanb, 0BaJ, WTPUXOBas nayTu-
Ha, KBagpatbl 1 T.N. Mnactnyeckne mo-
TWBbI, KOTOPble Pa3BOPaYNBAIOTCA B BU-
Ae GecrnpefMeTHbIX 3TOA0B, NIABHO Ne-

pexXoAAT B M300pasuTenbHbie GOpMbI.
MMeHHO 3TOT mpouecc cTpeMunmnch oT-
pa3nTb B CBOEI 3KCMO3ULUN OpraHmnsa-
TOPbI BbICTaBKM.
3paHue My3es coBpeMeHHOro mc-
KycctBa B CanoHuKax 6b110 NOCTPOEHO
Gonee cTa feT Ha3aj ANA KaToNMYeCKo-
ro0 MOHacTbIpA W PEeKOHCTPYMpOBaHO
ansa myses B KoHue 1990-x rr. 9kcnoHa-
Thl BbICTABKW MpPeACTaBeHbl B CEMY 3a-
nax pasHow nnowagu. Hekotopble Te-
MaTMyeckue W MaacTMyeckue LUKIbI
yAanocb pasMecTuTb B OTAE/bHbIX MO~
MeleHUAX. IddeKTHO cMoTpUTCA 3an,
rae npejcraBneHa rpaduyeckas cepus
«Pesontoumnsa». CneuvanbHO OKpalueH-
HaA B anblii LBEeT CTeHa NpuAaeT LUKy
HebOoNbLWNX NepoBbIX PUCYHKOB C 3Jie-
MeHTaMy rpoTecka AOMOAHUTENbHYIO
9MOLMOHANBbHYI0 OKPACKy W 3aKOHYeH-
HOCTb. B oTAenbHbIN 3an BbiHeceHa ce-
pvs «BoiHa» 1 HeKoTopble Apyrue.
MHorouncneHHble 3CKMU3bl U 3THo-
Abl K OAHOW 13 HEMHOMMX 3aKOHYEHHbIX
HukpuTuHbIM Gonblumx KapTuH «CTtapoe
¥ HOBOE» JOMKHbI ObINN FpynNnNMpoBaTh-
CA BOKPYr OCHOBHOIO MOJIOTHa B CreLu-
anbHO oTBefieHHOM 3ane. Ho 3ty ugeto
ocyLlecTBUTb He yaanock. Myseii B Cano-
HUKax Bel JONMVie U CNI0XHbIe NeperoBo-
pbl, 4TOBbI NONY4YUTL U3 ApyrMx cobpa-
HUI HECKONIbKO BaXKHeMLWINX NpousBese-
HUI XyAoXHMKa. Ho, K coxaneHuio, 3Tn
neperoBopbl He YBEHYaNWCb YCMexoM.
KaptuHbl «Ctapoe u Hooe» u «KeHwu-
Ha B KpacHoMm», xpaHslweca B Hykyc-
CKOM My3ee, Oblnn 3aaepKaHbl No pelue-
HUIO MpaBuTenbcTBa Y36ekuctaHa. Kon-
nekuvioHep Mropb [lbiveHKo He mor ne-
penpaBuTb Yepe3 KMEeBCKYID TaMOXHI0
KapTvHy «KpyrocBeTHoe nyTeluecTBuey.
BoKpyr aTux Knto4eBbIX KapTUH AOMKHbI
6bin pacnonaratbcsi pasHooOpasHbie
3CKM3bI, 3TIOALI W accoLMaTUBHO CBA-
3aHHble C HUMK 06pasHble peLleHus.
OcTanbHble 60MbLUMe KapTUHbBI CO-
3[,a10T He0OX0AMMblE aKLEHTbl B Mope
HeBOoMbLIMX KMBOMUCHBIX MONOTEH U
rpaduyecKnx NUCTOB, pa3MeLLeHHbIX B
ABYX Gonblumx 3anax mysesd. CoefunHe-
HMe XMBOMWUCU W TpaduKn B efuHble
KOMMEKCbl Takke MNPUHLMNNANLHO
Ba)HO /1A TBOPYECTBA 3TOM0 XyAOKHMU-
Ka: eJuHble NNacTUYecKre 1N CIOKETHO-
CMbIC/IOBble TeMbl 00beAuHAT pabo-
Thl, CieNaHHbIe B Pa3HbIX TeXHUKaX.
HWKpUTWH - XyA0XHMK npoLiecca,
a He pesynbrata. OH rogamy BbliHaLWK-

canvas in a separate hall. Unfortunately,
that idea was not fo be realized, since
several vital pieces were not delivered to
Saloniki, despite long and difficult nego-
tiations on the part of the organizers.
The paintings "The Old and the New" and
"A Woman in Red" should have been
brought from the Nukus Museum, but
were held up by the Uzbek government.
Another painting belonging to the collec-
tor Igor Dychenko, "A Trip Around the
World", was not allowed to leave Kiev by
Ukrainian customs. The above works
were supposed to act as centres - or
nuclei - fo collect various sketches and
pieces related to them. The remaining
large paintings created the necessary
accents in a sea of smaller canvases and
graphic artworks located in two of the
museum’s spacious halls. A very impor-
tant point in Nikritin's art is that the
same plastic and thematic ideas are pre-
sented in different ways, in different
techniques. Therefore, it is of principal
importance fo put paintings together
with graphic artworks in a complex, or
context.

Nikritin is an artist of process, not
result. For years he carried his ideas with-
in himself, and developed them in various
genres, including diary entries and plans,
theoretical ideas, talks about his ideas
and schematic drawings that followed
the flow of his thought, and sketches and
studies in both graphic techniques and
painting. This is why both of his ways of
expression are particularly interesting:
whether it is the continuous "stream of
consciousness” demonstrated in the
drawings and miniature painted sketch-
es, or the rarely completed works, in
which the artist reached a conclusion of
certain emotional tensions, thoughts and
research on a definite theme.

Nikritin's best known, and more-
or-less complete, painting is "The Peo-
ple’s Trial" (1934). In this work, perhaps
unintentionally, the artist expressed the
atmosphere of consistent war between
social classes and people themselves, as
well as the inevitable human sacrifice fo
the governmental machine: all things
that Nikritin had seen during the post-
revolution years. The exhibition follows
this theme by its representation of a nat-
ural opposition of opinions in "The Argu-
ment" (1930), then switches to the dark
image of a tribunal, one ruling without

giving the defendant a chance to speak,
in "The People’s Trial". The second most
important finished work is the above-
mentioned "The Old and the New"
(1935): an entire catalogue article by
Boult is devoted to the painfing. Thanks
to the efforts of Igor Savitsky the paint-
ing is in the collection of the Nukus
Museum. In the painting, the artist came
very close to his ideal: to sum up, in one
work, different and even contrasting
themes and symbols which were emo-
tionally close to him for months or years.
Thus the images of the young Komsomol
(Communist league) members and con-
struction workers depicted in the can-
vas are intertwined with that of a war
cripple, and themes of eternal beauty as
well as ancient art. To each of those spe-
cial themes Nikritin devoted many years
of work, investing considerable thought
and feeling in them. These themes are
all reflected in the series of drawings
such as "War", with sporting figures,

Yenosek u 0bako
Konew 1920-x
KaptoH, xonct, macno
142,3x142,3

Man and Cloud
Late 1920s

Oil on cardboard
mounted on canvas
142,3 by 142,3 cm

Baj U TwWaTenbHO pa3pabaTtbiBan cBou
3aMbIC/bl B Pa3HbIX XaHpax: B AHEBHU-
KOBbIX 3amucAx-nnaHax, B TeopeTuyec-
K1X 060CHOBaHWSAX, B YCTHbIX paccKa-
3ax, B PUCYHKax-cxemax, (GUKCUpYIo-
WMX YMO3pUTe/bHble KOHCTPYKLMU, B
rpaduyecKmnx 1 })1BOMUCHbBIX 3TIOAAX C
HaTypbl. [103TOMy HaM upe3Bbl4aliHO
MHTepecHbl 06e rpaHn ero TBOpYecTBa:
1 6eCKOHEYHbIV «MOTOK CO3HaHMAY, 3a-
(VKCUPOBaHHbIN B pUCYHKaX, Hebonb-
LWIMX KMBOMMUCHBIX 3CKM3axX U 3TioAaXx,
W peikue 3aKOHYeHHble Mpou3Beje-
HUS, B KOTOPbIX XYyAOXHWKY yAanocb
MoAbITOXUTb AAUTENbHBIA Npouecc
3MOLMOHANbHBIX NepexuBaHui, pas-
MbILLEHWUIA Y U3YYeHUS TON MU UHON
06pa3Hoi TeMbl.

Caman u3BecTHas W BMojHe 3a-
KOHYeHHas KapTuHa HukputuHa - «Cya
Hapoaa» (1934, 1TT). B Hel1 oH, no Bcel
BWAMMOCTV HEBONbHO, BbIPa3ui OKpy-
KaBLUYKD €ro B MOC/IepeBOOLMOHHbIE
roAbl aTMoctepy HenpMMUpUMON Knac-
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coBoi 6opbObl, MPOTUBOCTOAHUA 0~
[ieil 1 NpeBpaLLeHnA YeNOBeKa B XKepT-
BY rocyAapCTBEeHHON MaluHbl. Ha BbI-
CTaBKe MpOC/IeXeHO pa3BUTHE TeMbI: OT
€CTeCTBEHHOr0 CTOJIKHOBEHWUA MHEHUI
B KapTuHe «Cnop» (1930, I'TT) go mpauy-
Horo TpubyHana, He CHUCXOASALLEro A0
Amanora ¢ IMYHOCTbIO MOACYAMMOTO, —
«Cyp Hapoga».

Bropaa BaxHeWwaa 3aKOH4YeH-
Has KapTuHa HukputuHa - «Ctapoe un
HoBoe» (1935). Eit nocBAweHa oTaeNb-
Haa ctatba [x.boynta. CrapaHuamu
WNropa CaBuuKoro - myseiwimka «Mu-
noctblo boxbei» - 3Ty KapTWHY npu-
obpen HyKycckuid My3eit, KOTOpbIi Te-
nepb HocuT muma Casuukoro. B atom
nonoTHe aBTOp AOCTUT CBOEro ujeana:
OH COeAVHUN B OJHOM NMPOU3BEAEHUN
pasHble, mojyac Aaxe KOHTpacTHble
06pasbl U TeMbl, BOJHOBaBLUVE €ro
Jonrue roabl.

Hapsagy c o6pa3zamu komcomonb-
LleB-MeTPOCTPOEBLIEB Ha NONOTHE BO3-
HWKaeT o6pa3 MCKaneyeHHOro BOK-
HON UHBaNUAa v 3BY4nT TEMa BEYHOM
KpacoTbl M WCKYCCTBa, XKMBYLLEro B
BeKkax. Kaxpon mn3 atux Tem Xypox-
HVK 0T @n HemMano TpyAa v pasayMui.
OHW oTpasmnnch B cepuAax pUCYHKOB
«BoiHa», B M306paxeHNAX WMHBaNU-
[I0B, B CMOPTMBHbIX CHOXeTax W np.
HuKkpuTUH ocTpo 1 rnyboKo nepexun
W nepesan B CBOWX NMPOU3BEAEHUAX
Kowmap [lepson mMupoBon u [pax-
[aHCKOW BOMHBbI.

B cBoem TBOpuecTBe OH MOCTOAH-
HO obpaLLancs K croxeTam U3 MMPOBOTO
Knaccuyeckoro uckycctsa. B mHoro-
YMCNEHHbIX KOMUAX 3HaMEHWUTbIX Mpo-
M3BeJeHNIN XKMBOMUCK, B PUCYHKax C
M3BECTHbIX CKYJbNTYp, KOTOpble OH Ae-
nan Ha npoTsxXeHun pecatunetuii, Hu-
KPUTUH CTpeMu/ICcA pasragatb Gopmyny
KpacoTbl M MacTepcTBa W 3anevyatneTb
ee BCEBO3MOXHbIMU crnocobamu.

TeopuecTBO HUKpWTMHA MOXHO yC-
NIOBHO pas3aenuTb Ha Tpu dasbl. B Haua-
ne 20-x IT. 6bi cO34aH pAj 3KCNepUMeH-
TanbHbIX Npou3sBegeHnit. OHW cBA3aHbI C
ero AeATeNbHOCTbI0 B MOCKOBCKOM My-
3ee KMBOMUCHOW KynbTypbl U 3KCnepu-
MeHTaMu B TeaTpaiibHOM MCKyccTBe. He-
CKOJIbKO CTaTell B KaTasiore paccKasblBa-
toT 0 paboTe XyA0oXHMKa B TeaTpe.

B koHue 20-x - Havane 30-x rr.
POXAAIOTCA YMCTO XKUBOMUCHbIE NPOMN3-
BeJleHNA C TOHKOW LiBETOBOW raMMoi 1

cBOBOAHOV MaHepoW HanoXeHUs Mas-
KoB. B HMX HUKpUTWH BbIpasun pasHble
Mo 3MOLMOHANbHON OKpackKe, HO OYeHb
3KCMpeccrBHbIe BMeYyaTieHUs: MOTOK
YINYHOW [EMOHCTpaLMn C B3METHYB-
WMMUCA BBbICb 3HAMEHAMU, ANHAMUKY
FOPOACKUX Men3axen wan nyrawouue
KpynHomaclwTabHble Gurypbl Kpuua-
LWMX W NbAHbIX XEHLLMH.

Moxanyii, Hanbonee SpKUM W
MOLHbIM cBeplieHneM HukputuHa B
XuBonucu Gbina KapTuHa «Yenosek u
o6nako» (KoHew 1920-x, Myseii cospe-
MeHHOro uckyccrtsa). B 3tom Kpacou-
HOM 3MOLMOHaNbHOM MOJIOTHE OH BO-
MAOTW CBOE MpPEeACTaBNieHNE O COXK-
HOW, HanNpAXeHHON rapMOHUM B3aUMO-
OTHOLLUEHWI YenoBeKa 1 BCeNeHHOMN.

HWKpUTKHY 6bINN MHTEpEeCHbI ca-
Mble pa3sHble TeMbl: OT POXAEHUA W
CMepTU A0 3aBOACKMX LIEXOB C TOJKato-
MM TauKy pabounm.

OH paboTan BO BCEBO3MOXHbIX
XaHpax v npuberan K cambiM pasHbiM

CTUINCTUYECKUM TMpUeMaM, OAHUM U3
KoTopbIX Obin rpoTeck. B 3Tom Knioue
co34aH uMKn paboT, KoTopble rpynnupy-
l0TCA BOKpYr KapTuHbl «KpyrocsetHoe
nytewectsme» (cepeamHa 1920-x rr.,
cobpanue W.[biuenko, Knes). B 3tom
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invalids and other elements. Nikritin's
works represent the atrocities of both
the First World War and the Russian
Civil War. The motif of classical art can
also be seen in all of his artwork;
Nikritin tried fo figure out the formula
of beauty and ultimate mastery and
grasp it in all possible ways by creating
replicas of various famous artists’
works, as well as drawing well-known
sculptures, which took him years to
complete.

Nikritin's art is quite unconven-
tional in respect to its chronological
parameters: in the early 1920s he cre-
ated a number of experimental works.
They were associated with his activi-
ties at the Moscow Museum of Artistic
Culture, as well as some with experi-
ments in theatre. Much of that theatre
work is reviewed in several articles in
the catalogue. The late 1920s and
early 1930s saw Nikritin devote him-
self mainly to landscape painting; his
artwork from that period can be char-
acterized by its very fine colour spec-
tfrum and liberal brushstrokes. In his
brushwork, Nikritin could convey emo-
tionally diverse yet always expressive
impressions: a stream of people at a
demonstration with banners held up
high, the dynamics of cityscapes, or
frightening images of screaming
drunken women. Arguably Nikritin's
brightest and most powerful achieve-
ment in this genre was the painting "A
Man and a Cloud" (from the late 1920s,
in the collection of SMCA). In that
colourful and very emotional canvas
he fransferred his own perception of
the complicated and edgy relationship
between man and the universe.

All sorts of themes, from birth and
death to factory workshops with work-
ers pushing machinery, were of inferest
to Nikritin. He managed to engage with
all possible genres: his world of imagery
was built on very varied stylistic trends,
one of which was that of the grotesque.
In that style the artist created an entire
cycle of works that are all grouped
around the picture "A Trip Around the
World" (from the mid-1920s, in the col-
lection of Igor Dychenko, Kiev). In the
series all the characters appear naive,
ugly in their own gaucheness, yet still
manage to generate our sympathy.
Grotesque images on the theme of the

UMKNe npeAcTaBieHbl HauWBHble, BOC-
TOpXXeHHbIe, YPOAIUBbIE B CBOEN Hene-
MoCTW, HO BbI3blBaloWMe CUMNATUIO
NepcoHaxu.

MHaue BocnpuHuMatloTcsa rpote-
CKHble n306paxeHus, CBA3aHHbIE C Te-
Mol namATHUKa. B aTux paboTax ypoa-
NuBble Tena M Auua oAen, a nopown
MOHCTPOB, COeAuHMBLIMX B cebe yeno-
BEYECKOE U XMBOTHOE Hayano, oTpaxa-
10T ylep6HOCTb AyLIEeBHOIO Mupa nep-
COHaXel W MecCUMMCTMYECKOoe BOC-
npuATUe XyA0XHMKa. /13 3TOro oTHOLWe-
HUA K rnepTpoMpoBaHHbIM CTOPO-
HaM OKpy)Kaloleln AeiiCTBUTENIbHOCTU
BblpacTaeT cBoeoOpa3HbIii cloppea-
nm3M HUKpUTMHa, pe3Ko Hemnoxoxui
Ha obuien3BecTHOe Hamnpas/ieHue B
1306pa3nTeNbHOM UCKYCCTBE.

OTpenbHaa yacTb TBOpYecTBa
HukputuHa - aBTOMOpPTpeTbl, KOTO-
pble OH co3jaBajl Ha MPOTAXeHUU
BCelN XU3HWU. B HMX 3aneyaTtneHa ero
JINYHOCTb, ero TBOpPYecKas ucTopus,
ero cyabba.

XoTA HUKpPUTWH Xun coBceM He-
[aBHO M COXpaHWcA ero obLWMpHbIN
apXuB, y)Ke MHOTO0 feT A0CTYMHbIN A1A
N3y4YeHWA, ero TBOPYeCTBO TauT AnA
WCKYCCTBOBEJOB HeMasno 3arajok.
Ero nerue uHTepnpetupoBaTb, Bchy-
WwrBasch B 3By4aHue 06pa3os, pasra-
AblBas yMO3pUTeNibHble KOHCTPYKLUY,
YeM NpocnexuBaTb XPOHONOIUIO ero
paboT M NOrMKY TBOPYECKOW 3BOJIO-
umun. [axe B npouecce paboTbl Hapg
BbICTAaBKOW Y4YaCTHMKMW MpOeKTa He
MO/ MPUNTU K €AUHOMY MHEHUIO MO
LleloMy pAjy CnopHbIX BonpocoBs. Ha-
MpUMep, HUKTO He MOXET pasbACHUTb
CMbIC/l TaWHCTBEHHOr0 Ha3BaHMUA
KOMMYHbl XYAOXHWKOB W apTWUCTOB,
opraHu3oBaHHOM HUKpPUTUHBIM B
1920-e rr. - «Catio».

Pycckne ydvacTHMKM npoekTa
y6exaeHbl, 4TO 3TO C/IOBO, HE pa3 yrno-
MAHYTOe aBTOPOM B ero TeKcTax, npo-
NCXOAMT OT NaTMHCKOro KopHA. Ho 3a-
py6exHble KoIern He MOryT 40 KOHLA
pa3razaTtb ero CMbIC/A U 3TUMOIOTUIO U
npeanonaratT, 4TO aBTOpP COCTaBWA
ero u3 6ykB naTvHckoro andasuTa u
KUpUAAULbI.

[Jaxe Ha 3Toi Gonblioi W npea-
cTaBuTenbHol BbicTaBke ConomMoH Hu-
KPUTUH NpPOJO/MKaeT OCTaBaTbCA Xy-
LOXHMKOM 3arafjodHbIM M BO MHOMUX
OTHOLUEHUAX CMOPHbIM.

Cy0 Hapoda
1934

XoncT, Macno
143x142

People’s Court
1934

Oil on canvas
143 by 142 cm

monument are perceived in a very dif-
ferent way. In these works, the disagree-
able-looking bodies and faces of
people - and sometimes even monsters -
that unite human and animal nature
reflect the repulsiveness of the inner
world of the characters depicted, and
convey the artist's pessimism. Nikritin's
unique surrealism, just like most other
works of the artist, does nof fit into any
of the established frames of perception,
and is derived directly from a very spe-
cific attitude fowards the grisly sides of
surrounding reality.

The self-portraits that Nikritin
created throughout his life were a sepa-
rate theme in the mastfer’s art. In them
he could express his personality, his life-
story as an artist and his fate. Nikritin’s
art is a challenge for researchers and
critics alike: it is much easier to infer-
pret the symbols and images of his art
than to build a chronological table of
his works and follow the logic of his

artistic evolution, despite the existence
of many archives and texts that have
been available for analysis for some
years. Even while working on the exhibi-
tion those involved in the project could
not reach a final conclusion on a con-
siderable number of very ambiguous
questions. For example, nobody could
provide an acceptable explanation of
the name given to the artistic group
founded by Nikritin, "Catio". The Russ-
ian participants of the project always
believed that this name was of Latin ori-
gin, or at least should be written in
Latin letters. However, their foreign col-
leagues could not figure out the etymol-
ogy of the word either, thus suggesting
that perhaps Nikritin creatively com-
bined the letters from the Cyrillic alpha-
bet with those from the Latin alphabet.
Even seen in the perspective of this full
and innovative exhibition, Nikritin
remains a contradictory artist in very
many different ways.
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epuog ero npebbiBaHMA y BRacTn
OblN KPaTOK, HO HacbILLeH coBbITH-
AMU. HeogHo3HauHocTb KepeHcKo-
ro Kak uctopuyeckon durypbl cae-
nano 3agady 06061eHus ero obpasa u Ans mc-
TOPUKOB, 1 AN XYAOXKHVIKOB HEBEPOATHO TPYA-
HOW KaK B TO AlafleKoe BPeMs, TaK U1 celtvac.

Mo 3TUM e MpUYMHAM KUBOMUCHbIX
noptpetoB KepeHcKoro 6b110 co3aaH0 Maso.
XoTA cTo/1b aMOMLMO3HbIN YENOBEK, KOUM sB-
nanca AnekcaHap Pegoposuy, nwobuBWLNN
6bITb B LIEHTPe BHUMaHUA, MO31POBaTh nepes
$0OTO0 N KMHOOOBLEKTMBAMY, HaBepHAKa pac-
CYMTbIBAN Ha BHUMaHWe BeAyLIMX XKUBOMUC-
LeB ANA YyBEKOBeYEHWA CBOEN JNYHOCTW.
W cnoea Bnagvmupa MaskoBcKoro o «npwu-
CSXXHOM MOBepPeHHOM» 13 Mo3Mbl «XopoLuo!»
TOMY MOATBEPKAEHMNE:

Mpuwum k ucmopuu,

NpoHyMeposaH

U cKpenJieH,

U e2o0 pucyrom -

u bpodckud, u PenuH.

BocnomuHaHus camoro W.PenvHa 06 3ToM
anu3oge asrycta 1917 roga gocratouHo npo-
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W.E.PenuH u
U.N.Bpoockuli

8 3umHem dsopuye
8 1917 200y
nuwlym nopmpem
A.®@.KepeHckozo
«OroHek»,
Hos6pb1926

llya Repin and Isaac
Brodsky in the Winter
Palace, 1917 working
on the portrait of
Alexander Kerensky
Ogonyok magazine, Novem-
ber 1926

W.E.PEMNH »
Iopmpem
A.®.KepeHckoeo
1918

JlnHoneym, macno
115x84

Illya REPIN

Portrait of Alexander
Kerensky. 1918

Oil on linoleum

115 by 84 cm

HERITAGE

Tumyp MetpyceBny

B 2003 200y 8 lepmaHuu npowna sbicmasKka «hJibs xenuH. B noucke xoccuu»,
UMesWas 02poMHbIl ycnex y Hemeykozo 3pumess. Ba Heli 66110 npedcmasieHo
Hacnedue pyccKoz2o Xy0oxHUKa u3 cobpaHuli yeHmpaabHbIX pocculicKux my3e-
es. upedu 3KcnoHamos - NAmb pabom Macmepa u3 Koaiekyuu xusonucu locy-
0apcmseHHO20 UeHMpPaJibHO20 My3es CoOBpeMeHHOU UCMOopUU XOoccuu, 8 MOM Yuc-
Jle yHuKabHbIl nopmpem 1918 200a AepeHckoeo (TRA 12489/4). AnekcaHop
nedoposuy Aeperckuli (1881-1970) - adsokam, ussecmHeliwuli noaumu4eckul
Oesimesib xoccuu. Ba sbicomsl 81acmu oH Bo3HeccA 8 xo0e /1e8pasibCKol pesoso-
yuu 1917 200a. Bo BpemenHoM npasumesiscmse ¢ Mapma no okmsbpb nocsedo-
8aMesIbHO 3aHUMaJ Bedywjue Nocmbl: 6bl1 MUHUCMPOM HOCMUYUU, BOEHHbIM U
MOPCKUM MUHUCTMPOM, 3ameM MUHUCmpoM-npedce0amesieM U, HaKoHeu, [nasHo-
KOMaHOyowuM.

LAST YEAR, THE HIGHLY SUCCESSFUL EXHIBITION ILJA REPIN. AUF DER
SUCHE NACH RUSSLAND (ILYA REPIN. IN SEARCH OF RUSSIA) GAVE THE
GERMAN PUBLIC A WONDERFUL OPPORTUNITY TO ENJOY A NUMBER OF
REPIN'S WORKS FROM THE COLLECTIONS OF RUSSIAN NATIONAL MUSE-
UMS. THE EXHIBITION INCLUDED FIVE PAINTINGS FROM THE CENTRAL
STATE MUSEUM OF MODERN RUSSIAN HISTORY. AMONG THEM WAS REPIN’S
UNIQUE PORTRAIT OF THE FAMOUS RUSSIAN POLITICIAN AND LAWYER
ALEXANDER KERENSKY (1881-1970), LISTED IN THE MUSEUM'S MAIN

INVENTORY UNDER NO. 12489/4.

erensky rose to power during the
February revolution of 1917.
Between March and October of that
year he occupied a number of lead-
ing posts in the Provisional Government, mov-
ing successively from Minister of Justice to War
and Naval Minister, Prime Minister and, finally,
Supreme Commander of the Russian Army.

Kerensky's period in power was brief but
eventful. He was a deeply ambiguous figure,
whom artists and historians alike have always
had great difficulty in understanding and por-
traying.

Kerensky was seldom painted. Yet he was a
tremendously ambitious man who loved fo be
filmed and photographed. His desire fo be the
centre of attention must have prompted him to
view the eminent artists of his time as tools to
achieve immortality. One recalls Mayakovsky's
"barrister" in Khorosho!

‘Stitched up into history

Numbered

And stapled -

Now he is drawn

By both Brodsky and Repin.’

Repin himself recalls the August 1917 sit-
ting with simple equanimity. "Kerensky's por-
trait was painted from a sketch done from life
in Nicholas the Second's study. | painted with
Brodsky... Kerensky sat down in an armchair
bathed in sunlight and | painted him just as he
was."

Needless to say, the location chosen had
obvious political significance. The new rising
star is portrayed in the overthrown ruler's
study by the master who painted the famous
"Ceremonial Meeting of the State Council": all
this indicates, if not Kerensky's direct succes-
sion to power, at least the high status of his
authority.

Both Repin and his pupil Isaac Brodsky
then finished their portraits of Kerensky in
their own studios. Repin’s work fell into sever-
al stages. His portrait was finished only in
1918, by which time the sitter himself had fall-
en from grace.

If the history of this portrait's creation is
curious, its subsequent fate is nothing less
than dramatic. After the Soviets came to
power, Finland was declared independent at
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cTbl 1 ByaHUYHbI: «MopTpeT KepeHcKoro Ha-

MUCaH ¢ 3TIOAA C HaTypbl B KabuHete Huko-
nas Broporo - nucanu Bmecte ¢ bpoackum...
Kak KepeHckuit cen B Kpecso, ocBelleHHoe
COJIHLEM, TaK £l €10 W Hanmcan.

Henb3sa oTpuuatb 1 onpepeneHHbIN Mno-
JINTUYECKMIA MOATEKCT cero (aKta: mopTper
HOBOrO MpaBuTeNA B WHTepbepe KabuHeta
HU3BEPrHyTOro Laps, HanucaHHbI TeM e
MacTepoM, 4To 1 3HameHwuToe «3acenaHue fo-
cynapctBeHHoro CoBeTa», MpaKTU4YecKn Noj-
TBEPXAAN eC/N He NPeeMCTBEHHOCTb, TO BblI-
COKMWA CTaTyc HOBOW BNacTy.

W PenuH, v ero yyenunk Vcaak bpopckui
3aKaHuvBanu paboTy Hag 06pasom KepeHcko-
ro B CBOMX MacTepcKux. PenvH nucan noptper
B HECKOJIbKO MPKEMOB U 3aBepLUM ero JInLLb
B 1918 rogy, Koraa NopTpeTvpyeMbIit yxKe caMm
OKa3asiCcA U3rHaHHbIM U3 BNacTy.

Ecnun uctopusa cosaanma noptpeta 3aHu-
MaTeNlbHa, TO UCTOpUA BbITOBaHUA — MoYTH
netektuBHa. lNocne ycraHoBneHus Coset-
CKOVi BlacT, KOTOpas NpoBO3riacuia Hesa-
BUCMMOCTb PUHNAHANM B CaMOM KoHLe
1917 roga, PenvH npeanoyen octaTbeA B CBO-
1X 3HaMeHUTbIX «[leHaTax» B (UHCKOM Mec-
Teuke Kyokkana. JInwb K ocenn 1926 roaa
fenerauma u3 ydeHukoB PenviHa - W.Bpog-
ckoro, E.Kaumana n N.PagnmoBa - cmorna no-
ceTutb M3Tpa. Toraa PenuH v npenogHec ye-
Tbipe cBoM paboTbl, B TOM yuncne noptpet Ke-
peHckoro, B Aap Myseto PeBontouun, Kak Ha-
3biBancA Myseii coBpemeHHoi nctopum Poc-
cum go 1998 roga. Bee BbiweynomsHyTble xy-
LOXHWKM TECHO COTPYAHUYANN C My3eeM, AB-
NABWMMCA OAHWM W3 BefylMX B CTpaHe.
Kcratn, ynomaHyTbiii noptper KepeHckoro
paboTbl bpoackoro Takxe HaxoanuTcs B (hOH-
nax Mysed. Ho, Kak roBopuTcs, 370 cOBCeEM
[ipyras, He MeHee NHTepecHas UCTOpUA.

Mouemy PenuH nogapun noptper Ke-
peHckoro umeHHo Myseto Pesoniouunn?
K 1926 ropy paxe ynoM1HaHne MMeHM «3KC-
npemMbepa» MOMIO VMeTb HeraTWBHble MO-
cneactsua. Ho mano KoMy nsBecTHo, 4to Ke-
PEHCKWI NPUN0XUA PYKY (B MPAMOM CMbice
cnoBa) K nossneHunto Myseq. PenuH Hasep-
HAKa 3Han 06 3ToM.

B ¢despane 1917 roaa B cpese fAemMoKpa-
TUYECKON WHTeNNINreHUMN BO3HUKNA Waes
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The Central State
Museum of Modern
History of Russia

Adpuwa I-ii sbicmasku
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«KpacHas Mocksa»
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Poster for the First
Exhibition Krasnaya
Moskva (Red Moscow)
in the Museum

of the Revolution

1922

The Central State Muse-
um of Modern History of
Russia
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the end of 1917. Repin chose to remain in his
famous estate of Penaty in Kuokkala, and it
was not until late 1926 that a delegation of his
pupils, made up of Brodsky, Katsman and Radi-
mov, was able fo visit the master. It was then
that Repin gave four of his paintings, including
the portrait of Kerensky, to the Museum of the
Revolution (as the Museum of Modern History
of Russia was known until 1998). At that time
this was one of the country's leading museums,
and one with which Repin’s pupils were close-
ly associated. Curiously enough, Brodsky's por-
trait of Kerensky is also still owned by the
museum - but then that is another, no less fas-
cinating story.

Why did Repin choose to give his portrait
of Kerensky to the Museum of the Revolution
in particular? By 1926, the mere mention of
the former minister's name was enough to
cause problems. But Repin was aware of a
detail known fo very few: that Kerensky had
quite literally had a hand in setting up the
museum.

After the February 1917 revolution, the
democratic intelligentsia had been eager to
commemorate the spirit of the revolution and
the fight for freedom. Early in March, the Com-
missar for Moscow Nikolai Kishkin, later to
become a government minister, proposed this
matter for consideration by the Provisional
Government. Kerensky was among those to
approve and sign the decision to creafe a
Museum of the Revolution in Moscow. By July
of that year, the collection of exhibits had
begun. Many issues around the museum’s
establishment were debated in the building
which housed the well-known English Club,
which, since April 1917, was also home to the
Committee on Moscow Museums. In August,
around the time of his sitting for Repin, Keren-
sky gave a speech in this building. In 1924,
the first exhibition of the Museum of the Revo-
lution, entitled "Red Moscow", was held there.
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From then onwards, the building remained the
property of the museum.

Following the fate of Repin’s painting, the
story moves ahead to 1926, when Kerensky's
portrait finally returned to Soviet Russia. That
same year, the portrait was shown both at the
Eighth Exhibition of the Association of Artists
of Revolutionary Russia (AKhRR), and at the
Museum of the Revolution’s "Russian Revolu-
tion in the Arts" exhibition. Repin’s portrait of
the Prime Minister overthrown by the Soviets
aroused a great deal of public interest and
was much discussed in the press. Amongst the
many critical reviews, an article published by
the magazine "Ogonyok" is worthy of nofe.
The author calls Repin's portrait "the very
image of kerenschina" (a term used to imply
the defeated bourgeois intelligentsia).

Following the exhibition in the Museum
of the Revolution, Kerensky's portrait was
immediately consigned fo the museum’s
special depository, which meant that it would
no longer be exhibited or even studied by
specialists.

But this was not enough: in 1935 an order
was given to have the painting destroyed. As
was common in such cases, the portrait was
branded as "devoid of artistic value". Naturally,
this absurd statement was not the frue reason
behind such an outrageous decision. The fotal-
itarian regime denied and distorted many his-
torical facts, and it was unthinkable that the
renowned master Repin, who "sung the prais-
es of the proletariat" and had produced "Barge
Haulers on the Volga", could also portray one
of the proletarian revolution’s main enemies.
In the circumstances, destroying the painting
was preferable to accepting such an inconven-
ient fact.

Thanks to the museum'’s staff, however,
the portrait survived. Regardless of the risks
involved, they took the painting off its stretch-
er and placed it between other canvases in the
special depository, hoping it would not be
detected. Their plan proved successful: the
exhibit was listed as destroyed, and no further
interest was shown in its continued existence
within the museum’s collection.

With the coming of glasnost and pere-
stroika many special depositories were
reopened. Thus, the Museum of the Revolution
was found to possess a large number of
exhibits listed as destroyed or sent to other
institutions. Among these was Repin'’s portrait
of Kerensky.

In 1992 the portrait was restored. Imme-
diately afterwards, it was shown in the "Faces
of an Era: 1917-1985" exhibition organised
by the museum. This brought together por-
traits of the most significant figures in Russ-
ian and Soviet 20th century history. Repin’s
portrait aroused a great deal of interest

YBEKOBEUEHWUA MNaMATU PEeBONIOLUOHHBIX
AHel 6opbbbl 3a cBoGoay. B Havane mapra
1917 roga H.M.KnwwkuH, Kommnccap no Mock-
Be, @ N03)e MUHUCTP, BbIHEC 3TOT BOMPOC Ha
3acefaHve BpemenHoro npasutenbcraa. Ke-
peHCKuiA Bbin B uncne Tex, KTo ogobpun u
NoANMcan pelieHne o cospaHum B Mockse
Myses Pesontounn. ke B untone 1917 roga
Hayanocb (hopMUpOBaHWe Konnekuuin Byay-
wero myses. MHorve npo6nemsl 3T0ro mpo-
uecca obcyxaanucb B 34aHUN 3HAMEHUTOTO
AHrnuniickoro knyba, rae ¢ anpena 1917 ropa
pacnonoXunca KOMUTET Mo fienaM My3eeB
MockBbl. KepeHcKuii BbicTynan 3aech B aBry-
cre Toro e 1917 (B ToT e MecsL, Korga Obin
Hauart ero noptper). B 1924 roagy B 3ToM AoMe
OTKpblnack nNepsas BbicTaBKka My3ses Pesonto-
umn «KpacHas Mocksa», mocne yero 3aaHvie
0CTanoch 3a Myseem.

Wtak, B 1926 rogy penviHcKuiz nopTpet
BepHyncs B CoBetckyto Poccuto. B ToM xe ro-
[y OH 3KcroHupoBsancs cHavana Ha VIl Bbl-
craBke AXPP (Accouuauun XynoxHukos Pe-
BO/IIOLMOHHOM Poccuu), a 3aTem Ha BbicTaBKe
Myses Pesontouun «Pycckas pesoniouvs B
1306pasunTesbHOM KcKyccTeey. MpeactaBneH-
Hblil MOpTpeT ObiBLIEr0 NpeMbep-MUHUCTPA,
cBeprHyToro CoBeTcKol BNacTbto, Nofb30Ban-
cs GonblUMM MHTEPECOM Y nybnuku. 31o co-
6bITVe BbI3BaO WWPOKUIA PE30HAHC B Mpec-
ce. Ha oHe ocyxpaatoWwmx KpUTUYECKMX 3a-
MeTOK WHTepecHa cTatbd B «OroHbKe», rae
nopTpeT Bbln NpU3HaH «cobupaTenbHbIM 06~
pa3’oM «KepeHLUMHb — TepMWH, 03HauaB-
WK NoTepresLLyo NopaxeHue BypxyasHyto
VHTENINTEHLMIO.

Mo oKOHYaHUM BbICTaBKW MOPTPET cpasy
Obln NepeaaH B creLxpaH My3es, YTo aBTOMa-
TU4ecku obpeKano npomsseseHve Ha 3abBe-
HUe He TONbKO A/ BbICTAaBOYHOM XKN3HU, HO U
ANf UCCNeA0BaHNA CreLmanucTamm.

Ho 3toro mano. Cvtyauus gowna Ao ab-
cypaa. B 1935 rogy 6bin cocTaBneH aKT Ha
crvcaHue, no KOTOPoMy NopTpeT Kuctn Penu-
Ha NOANEeXaNn YHUYTOXEHUIO CO CTaHAApTHOM
Ans NoAo6HOro JOKyMeHTa (hopMyn1poBKOM —
KaK «He UMeOLMNIA XyA0XKECTBEHHON LIeHHO-
ctm»! KoHeuHo, He 3TO ABAANOCH MPUYMHON
CTONb KOLLYHCTBEHHOTO Lwara. [onntrka Tota-
JINTapHOTO pexnMma uckaxana, nnbo otpuua-
Na MHOrMe uctopuyeckue dakxtbl. Moatomy
CYMTaNOCh HEBO3MOXHbIM, 4ToObl PenuH -
NPU3HaHHbIA MacTep, «BOCMEeBaBLUNIA Npone-
Tapuam, Hanucaswuin «bypnakn Ha Bonre»,
MOr 3aneyat/ieTb OHOM0 U3 MaBHbIX BParos
nponetapcKoii pesontoumu. Mpolue Kasanoch
YHUUTOXMNTb NPOV3BEAEHNE, YEM CMUPUTLCA C
HeyrofiHbIM (aKToM.

Tonbko Gnaroapsi caMoOTBEPXKEHHOCTM
My3eiiHbIX COTPYAHVKOB MOpTpeT n3bexan
yroToBaHHoI yyacTu. OH 6bln CHAT ¢ Nogpam-
HUKa 1 NONOXeH MeXAy ApYrMU XoACTamu B

NOMELLEHNI CMeLXpaHa B HafieX e Ha To, YTo
ero BpAA M xataTcA. Tak oHo v Bbiwno. Mo-
CKONbKY MO AOKYMEHTaM 3KcnoHat bbin cnu-
CaH, HWUKTO He MOAHMMaN LIeKOTIMBOro BO-
Mpoca 0 HaXOX/AEeHWM 3TOr0 3KCMOHaTa B KO-
NeKuun My3es.

Ha BonHe mepecTpoiiku M rnacHocTu
creuxpaHbl Havyanu BCKpbIBaTh. Tak B My3ee
«OKa3anoCb» MHOXECTBO 3KCMOHATOB, CyK-
TaBLIMXCA MBO YHUUTOXKEHHbIMU, 16O nepe-
AaHHbBIMU B AApyrue yupexaeHus.

B 1992 rogy noptper oTpectaBprpoBanm
1 cpa3y e NpeAcTaBUIn NyGnvKe Ha BbICTaB-
Ke my3ses «Jluua anoxu. 1917-1985», rae 6bi-
7 NoKasaHbl 06pasbl Hanbonee 3Ha4UMBbIX B
oTeyecTBeHHON nctopum XX BeKa niogeit. Pe-
MUHCKMM MOPTPETOM Ccpasy 3anHTepecoBa-
JICb MHOTVE POCCUIACKME 1 3apybexHble nc-
cneposatenu. [oBTopHoe BBeAeHWE B Hayy-
Hbli 060POT NOAOBHBIX IKCNOHATOB - pesKas
yAaya AnA cneuyannctos v, BoobLwe, AnA Mu-
POBOW KyNbTypbl.

Ho nocne BblweynomMaHyTOM BbICTaBKM
BbIACHWIIOCb, YTO MOPTPET HeNb3A 3KCMOHW-
poBaTb AWTenbHOe BpeMA. [lefno B TOM, YTo
HanucaH oH Ha 04YeHb HeyA0BHOM ANA XWBO-
nucu Matepuane - IMHoNeyMe, KOTOpbIN Nier-
Ko noppaetcs AedopMauum U 04eHb CNOXHO
BblpaBHVBaeTCA.

MopTpet nobbiBan elye Ha HECKONBKUX
BHYTPUMy3eliHbIX BbicTaBKax. HakoHeu, B
2002 rogy 6b110 NPUHATO pelleHne 0 Npo-
BeJeHUN ryboKoi pectaBpauuy noprperta
KepeHckoro. B TeueHve ropga monoTHO Bbl-
paBHMBANU, YACTUAN W YKPENIAaM Kpacoy-
HbI cnoii. bbina n3rotoBneHa cneyyanbHan
pama, nossonAwowas usbexarb gedopma-
UMM  TMOBEPXHOCTM W NPOHUKHOBEHUA
BHYTPb Bnaru.

Mocne atoro npounsBeseHue, cynTaBLLee-
CA TEMHBIM 1 TYCK/IbIM, OKa3aJi0Cb HACbILLEH-
HbIM MHOXECTBOM OTTEHKOB W CBETOTEHEBbIX
nepexofoB. Ho ollylleHne TAXKeNOBECHOCTM
He nponano. OHo noaaepxuBaetca 06beMHON,
MOYTU CKyNbNTYPHON BblENIEHHOCTbIO 06pa-
3a, B 06Lem, npucyLueit PenuHy, u KOHTpacToMm
HEMHOTMX CBETOBbIX MATEH C 3aTeHEeHHbIMM
ydacTkamu. besynpeyHo BbICTpoeHHas KoMMo-
3ULMA NLWb NOAYEPKMBAET HeyA0OHOCTb No-
3bl NOpTPeTUpyemoro. MHOrocn0MHOCTb XMBO-
n1CKU NpOTUBOMOCTABAAETCA YCTanoMy Bbipa-
YKEHMIO I1LIA YeI0BeKa, B3BaUBLUErO Ha cebs
HEeMoCcusIbHYO HOLLY YrpaB/ieHVs MONIOAO pe-
BO/IOLIVIOHHOW pecnybnKoii.

Bo BpemA pectaBpauuu cTano nsBecTHo
06 yyacTuu Myses B repMaHCKOI BbICTaBKe,
noceAweHHoi Penuny. Moatomy Hemeukuit
3puTenb, noxanyi, nepebiM cnycta 77 net
CMOT yBUAETb NOPTPET B CBOEM MepBOHaYallb-
HOM BUAe, CTaBLIUI MO-HACTOALLEMY JereH-
AapHbIM ANA MHOMMX My3eliHbIX paboTHUKOB
1 pecTaBpaTopoB.

3an Kynbmypbl
1917-1929 20008
MocToaHHas
3KCno3nuuma
rumcump

The Hall of Culture
of 1917-1929
Permanent Exhibi-
tion of the Central
State Museum of
Modern History of
Russia

among both Russian and foreign researchers.

Without doubt, the re-emergence of a work
such as this was a real stroke of luck for spe-
cialists and art lovers alike.

Nevertheless, the exhibition brought to
light a significant flaw in the portrait. Painted
on linoleum, it could not be exhibited for long
periods of time, since this special material
quickly becomes deformed and is extremely
hard to straighten.

After several more exhibitions in the
Museum of the Revolution, it was decided to
restore Kerensky's portrait completely.
Throughout 2002 the canvas was straight-
ened and the paint layer cleaned and secured.
A special frame was made fo prevent further
deformation of the painting’s surface and pro-
tect it from the damp.

After its restoration the painting, previ-
ously considered somewhat sombre and dull,
suddenly shone with rich colours and startling
contrasts. Yet it still conveys an impression of
heaviness: Kerensky's bulky, almost three-
dimensional form looms in front of the viewer
with a statuesque mouldedness typical of
Repin’s subjects. The flawless composition
serves only to accentuate the sitter's uncom-
fortable pose. The shaded areas are relieved
by few light patches, and the multi-layered
painting contrasts strikingly with the weary
expression of a man weighed down with the
impossible task of governing a new, revolu-
tionary republic.

Whilst the restoration process was going
on, the museum was invited to take part in the
German Repin retrospective. And so it was
that German art lovers were the first to enjoy
the portrait in its restored state. 77 years
after its final exhibition before its long period
of storage, the painting remains legendary for
many museum specialists and restorers.
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MoaBsons UTOMM...
sSumming up

BbicTaBKa-KOHKypC Npovi3BeAeHU Mono-
IbIX XyAoXHMKOB Poccuu, HocAwan uma
MNaBna Mwuxannosuuya TpeTbAkoBa, -
6onbLUoe cobbITve B TBOpYECKOI Brorpa-
¢dbun Kaxporo u3 ee yyactHukos. Mpes
BO3pOXAeHMA 3abbITbiX Tpaguumin pabo-
Tbl C MO/IOALIMM NPeACTaBUTENAMM OTeye-
CTBEHHOIN AYXOBHOWN KynbTypbl, Gnaroga-
ps 3Kkcnosnumm B VHxeHepHom Kopnyce
TpeTbAKOBCKOM ranepen, crana nepebiM,
BO3MOXHO He GeccrnopHbiM, OMbITOM 06-
palieHnsa K NpaKTVKe AaBHO MUHYBLUMX
NeT - NpoBeAeHNt0 06LeHaLMOHaNbHBIX
XY[L0’KECTBEHHbIX BbICTABOK MONOAbIX
XuBonucLes, rpaduKoB, CKybNTOPOB.
[lo 3TOro y MHOrMX CnoXmnock Breyarne-
HUe, Y4TO «HalW CKyAelolme cunbl HaMm
HaYVHaIOT U3MEHATLY. YBbI, BHUMaHMe K
HOBOMY MOKOJIEHWIO TBOPYECKOMN WHTeN-
JIUTEHLMM 0CTanoCh INLLb Ha cnoBax. Yiu-
1N, CNOBHO B HebbITWe, MONOAEKHbIE KO-
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muccum npu MuHWUCTepCTBe KynbTypbl,
AKafeMun Xy[oXecTB, TBOPYECKMX COHO-
3ax; 3abbITbl NpodeccroHanbHble 06Cyx-
AeHUA UTOroB 60MbLINX BbICTABOK NPOU3-
BeJleHWIN COBPEMEHHOro McKyccTBa. Mbl
MoYTW He pacronaraemM 06beKTUBHOM UH-
(opmaumel 0 COCTOAHWU BbICLLEN XyAO-
KECTBEHHOW LWKOMbl B Hallel CTpaHe.
MposeaeHue | Bcepoccuiickoro KoHKypca
MONOAbIX XyAOXHUKOB WM. [.M.TpeTtba-
KOBa - 3HauyuTeNbHbINA War B BoOCCTa-
HOBJIEHUW YTPayeHHbIX 06LLeCTBEHHbIX
W rocyAapcTBeHHbIX (OpPM MOAAEPHKKM
MOIOAbIX TaNaHTOB, B YTBEPXKAECHUN AY-
Xa NOANMHHON TBOPYECKOI CopeBHOBa-
TeNbHOCTW, B NOBbIWEHUW YPOBHA Npo-
teccroHanbHOWM KynbTypbl, MacTepcT-
Ba. [lonrvie roAbl BCe 3TM BOMPOCHI OC-
TaBanucCb Kak Obl BHe N0AA 3peHNUs op-
raHu3auuii, OTBETCTBEHHbIX 3a Oyay-
Ljee HaLlero NCKycCTBa.

Enena CEHUHA
«[lo6eda». 2002

Xoncr, macno. 120x196
Ounnom | cteneHun

Elena SENINA

The "Pobeda” (Victory)
automobile. 2002

0Oil on canvas

120 by 196 cm

The First Prize

WUropb O6pocos
Igor Obrosov

The exhibition of works of young Russian
artists held in the "Engineer Wing" of the
Tretyakov Gallery was a major event in
the lives of each of its 46 participants, the
finalists of the competition organized by
the "Tretyakov Gallery" magazine and the
Tretyakov Gallery; the exhibition was hon-
oured with the name of the gallery's
founder. The idea of recreating forgotten
traditions of co-operation with young rep-
resentatives of national culture was
implemented in this national competition,
which combined the work of painters,
graphic artists and sculptors. There is a
strong sense that all ties with the younger
generation have been broken, co-opera-
tion destroyed and co-ordination disre-
garded: there are no more special com-
mittees directed towards the young from
the Ministry of Culfure, the Academy of
Arts, or the Unions of Artists; no more dis-

cussions of major exhibitions of contem-
porary art among professionals and
experts. Thus the "First All-Russia Compe-
fition of Young Arfists" proved an initial
step in the re-constitution of public and
state forms to support young talents, o
establish an atmosphere of genuine com-
petition, and to raise professional levels of
culture and mastery. It has fo be admitted
that for many years such problems were
not considered the responsibility of the
respected institutions.

The editorial board of the "Tretyakov
Gallery" magazine, which was the initiator
of the competition, and members of the
jury, headed by Tair Salakhov, vice-presi-
dent of the Academy of Arts - managed fo
select only 46 works out of 928 which
were submitted.

In considering the results of the
competition - for a whole variety of rea-
sons - it is of course hard to reach a final

or objective conclusion on the state of art
among the young, and the condition of
artistic higher education across Russia.
Firstly, for many young artists the very
thought of being exhibited in the
Tretyakov Gallery sounded like a "utopia™:
too many promises have never been kept,
and obligations never fulfilled. Secondly,
the organization of such a competition
involves a great deal of effort, and sub-
stantial financial support. Additionally, it
means cooperation with, and the direct
participation of, art colleges, schools and
higher educational institutions, to say
nothing about the Unions of Artists, Min-
istry of Culture and Academy of Arts - the
organizations that, in our remote past,
used to commission works of art from
young artists, and send them on profess-
ional trips and fo special residential edu-
cational and fraining schools. Such activi-
ties stimulated the process of formation of

Anekceit
BJTATOBECTHOB
Lod. 2002

Tunc. 274x187x140
[unnowm | ctenenun

Alexei BLAGOVEST-
NOV

Viktor Tsoi. 2002
Plaster

274 by 187 by 140 cm
The First Prize

Pepakuua xypHana «TpeTbAKoB-
CKas ranepes» - MHULMATOP NPOBEAEHNA
KOHKypCa - 1 Y/ieHbl XKIOpU noj npeace-
AaTeNbCcTBOM BuLe-mpe3naeHTa Poccuid-
cKol akagemum xypoxects T.T.CanaxoBa
paccMoTpenu 928 npucnaHHbix pabor,
M3 KOTOPbIX COYNM BO3MOXHbIM OTO-
Gpatb ToNbKO 46.

KoHeuHo, uTorn KoHKypca no Leno-
My pAZy MpUYMH He MOryT OTpaxatb B
MosiHoW Mepe 0ObEKTUBHYIO KapTUHY CO-
CTOAHWA WCKYCCTBa MONOABbIX U CUTya-
LMIO, CNOXMBLUYIOCA Ha CerofHALHUNA
[ieHb B BbICLUEN XYLOXECTBEHHOW LUKoNe
Poccuitickoit ®epepauun. Bo-nepsbix,
ANA MHOTUX MPOBE/EHNE TaKOTO KOHKYP-
Ca, fia ellje B cTeHax TpeTbAKOBCKOM rane-
pew, Kasanocb yTOnuei, MOCKONbKY ca-
Mble Gnarvie obeLaHna 1 noXxenaHmsa oc-
TaBanuCb, KaK NpaBuIo, TONbKO Ha C/o-
Bax v Ha Oymare. Bo-BTopblIx, opraHu3a-
umA nogobHoro cmotpa TpebyeT Hema-
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Mapua CYBOPOBA

Beuyep 8 ®epanoHmoso. 2003
Xoncr, Macno. 130x180
JAunnom Il ctenenn

the spiritual and moral criteria of our art,
as well as its aesthetic ideals. Lastly, the
need fo overcome any formal and com-
mercial approach to such competitions is
urgent indeed, since the latter should be
perceived as real, reqular and annual
events. We risk losing the high profession-
al criteria and spiritual orientation, prefer-
ing the rather unstable and irregular
demands of the art market, and aiming to
satisfy the mediocre tastes of the "new
Russians", following some currently "fash-
jonable" frends that are remote from the
real achievements of Russian culture.

This competition, albeit organized
not without some level of spontaneity,
managed to achieve its main goal - fo
draw attention to the process and level of
professional training and education of the
young artists who will personify the future
of Russian art.

The final decision was unexpected
for all those involved, but unanimous for
the jury; and winners were awarded diplo-

108  TPETbAKOBCKAS TANEPE]

Maria SUVOROVA
Evening in Ferapontovo. 2003
Oil on canvas. 130 by 180 cm
The Second Prize

mas of various degrees, and also present-
ed with trips to Italy and the Czech Repub-
lic, as well as some special prizes given by
the event's sponsors.

They were sincerely grafeful to all
those who contributed: the major sponsor
of the "Tretyakov Gallery" magazine, Vitaly
Machitski, the "SeverStal" Group, the trav-
el agency "Nebesny Aliance”, the founda-
tion for museum support Sokrovishcha
Otechestva ("Treasures of the Fatherland”),
the Moscow State Museum "Dom Bur-
ganova" (The Burganov House), and of
course, the director of the Tretyakov
Gallery Valentin Rodionov and the pub-
lishing house ScanRus.

The name of Pavel Tretyakov, as
well as the involvement of the Tretyakov
Gallery, can only stimulate future partici-
pants in this annual competition, and
raise the standards and aesthetic crite-
ria, as well as a sense of professional
responsibility, among young Russian
artists.

THE TRETYAKOV GALLERY #4’ 2004

Oner WUMbIPOB

lMopmpem Kopelickoli Xy0oxHuUYbI
CyHb Yxu Xe. 2003

[vnc ToHnpoBaHHbIn. 50x15x25
[vnnom Il cteneHn

Oleg SHMYROV

Portrait of Korean artist

Sung Jee-hye. 2003

Coloured plaster. 50 by 15 by 25 cm
The Second Prize

NbIX yCWUnniA 1 GUHAHCOBBIX CPeACTB,
NoAJEPXKN 1 HenocpeACTBEHHOro y4ac-
TWA TBOpYeCKMX By30B cTpaHbl, Coto30B
XYAOXHWKOB, MUHMCTEPCTBA KyNbTYpbI U
AKazieMnu Xy[,0XKecTB, KOTOpbIe KOrAa-To
3aK/0yanu A0roBopa ¢ MoaoAbIM1 aBTo-
paMy Ha CO3AaHWe NpOW3BEeAeHWit unc-
KyCCTBa, HanpaBiAnn MONOAbIX B KOMaH-
amposkn 1 [loma TBopyectBa. Bce 3T0
(hopMMpoBano AyxoBHO-HPABCTBEHHYO
CpeAly Hallero NCKycCTBa, ero acTeTmyec-
Kune unpeanbl. W, HakoHel, npeogoneHue
topmManbHOro oTHOLWEHUA U cyry6o KoM-
MepyecKoro NoAxoAa K nopobHoro poaa
aKLMAM He KaK K ClyqaiiHbIM, eAUHCTBEH-
HbIM, @ KaK K MOCTOAHHbLIM MPOrHo3unpye-
MbIM U ocylwecTBaAeMbIM. Mbl cTanm
yTpauvBaTh BbICOKME MpodeccroHanb-
Hble KPpUTEPUU U AYXOBHbIE OPUEHTUPBI,
onupascb Ha BecbMa YC/OBHYIO KOHb-
IOHKTYPY XYAOXeCTBEHHOro pbIHKa W yc-
peAHeHHble BKYCbl TaK Ha3blBaeMbIX HO-
BbIX PYCCKMX W CNly4aiiHON MOZbI, NpeBa-
JIMPOBAHNA IOXKHBIX TEHAEHLWI, He on-
peaenAoLWmX peanbHble JOCTUXKEHNS Ha-
LIeN KyNbTypbl.

Mpwn Bcex n3pepxKax, HEKOTOPON
CTUXUAHOCTW W YMyLEeHUAX OpraHmsa-
TOpbl KOHKypca AOCTUMN TNaBHOMO -
obpatnu BHUMaHMe Ha npobnemsbl
npodeccroHanbHOW NOATOTOBKU, Ay-
XOBHOTO BOCMWTaHWS MOMOAOO MOKO-
neHua xyaoxHukos Poccuu, byayiero
Hallero UCKyccTBa.

HeoxuaaHHOCTbIO ANA y4acTHU-
KOB, HO 6e3yC/lIOBHbIM AJ1A KIOpU CTano
npucyxaenue gunnomos |, Il n [ll ctene-
HU U HarpaxKAeHue naypeaToB KOHKypca
3apy6eXHbIMWN TBOPYECKUMU KOMaHAM-
poBkamu B Wtanuio n Yexuio, a Takxe
OTAeNbHbIMU NpKU3aMu OT CMOHCOPOB.
C GnarosapHoCTblo BOCMPUHANN oOpra-
HW3aTopbl W AUNJOMaHTbl KOHKypca
BKNaj B OCYLLECTBEHME BbICTaBKU U Y-
pexaeHune crneumanbHbix npemmin OAO
«CeepCranb rpynn», TypucTU4ecKom
KomnaHun «HebecHbi anbaHce», Poxpa
nozzepxkn mysees «CokpoBuLLa oTeye-
cTBa», MoCKOBCKOro rocyAapcTBEHHOro
my3es «[lom BypraHosa» u, KoHe4Ho, au-
pekuun TpeTbAKOBCKOI ranepew, reHe-
panbHOro croHcopa XypHana «TpeTbs-
KoBcKas ranepes» B.J1.Mawmnukoro n ns-
natenbcta «CkaHPye».

Nma MNasna Muxainnosuya TpeTba-
KOBa, 3aMHTepecoBaHHOE y4acTue caMoii
ranepev HeCOMHEHHO MOBbLILIAIOT KpUTe-
pun, npoteccMoHanbHyl0 OTBETCTBEH-
HOCTb 1 TpeboBaTenbHOCTL K cebe 3Kc-
MOHEHTOB - YJeHOB-COpeBHOBaTeNeM
06bABNEHHOTO €XerofHblM KOHKypca.

HOnna CKOXUHA

Tuxuli 3akam.

/JepesHs Myyyea. 2003
Xoncr, macno. 100x130
Ounnowm Il ctenexn

Yulia SYUKHINA

Quiet Sunset:

The Village of Puchuga. 2003
Oil on canvas. 100 by 180 cm
The Third Prize

Masen BJIOXVH
CKynbnmypHas Macmepckasi
2003. Odopt. 29x41
CneumanbHbIil npu3s -
«[om bypraHoBa»

Pavel BLOKHIN
Sculptor’s Studio. 2003
Etching. 29 by 41 cm

The Burganov House Spe-
cial Prize
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bputaHcKas mopTrpeTHas npeMus

BP Portrait
Award 2004

Fanuna AnppeeBa
Galina Andreeva

nsobpereHnem ¢oto-
rpayn NeccUMuCTBI,
W He TONbKO OHW, Mpes-
peKanu nocreneHHoe
yracaHue XvBonucm n
Hen3bexHyl cmepTb
XMBOMUCHOrO MopTpe-
Ta Kak »aHpa. OnmaceHusa okasanucb
NpeyBeNNYeHHbIMI, HO YXe B Hayane
XX BeKa nsBecTHbIn KpuTuk Cepreit Ma-
KOBCKMI Ha3Ban ¢oTorpadumsm «Heus-
YKUTOW 6ONE3HbIO UCKYCCTBaY...

Peumnauebl 3aTsHyBLWelica «6ones-
HU» Ha L0 UKW, TOYHee, NpeAcTaBe-
Hbl B pa3HbIX INLAX - Ha BbICTaBKe pa-
60T, HOMMHMPOBAHHbIX Ha MPECTUXHYIO
MOPTPEeTHyl0 NpemMuio Komnauun «bpu-
1w MNetponeym» B HaumoHanbHom nop-
TpeTHoW ranepee B JloHgoHe. 3puTenb
He MOXeT 0TAenaTbCA OT BreyatieHus,
4TO GOMBLUMHCTBO AaBTOPOB IKCMOHMPY-
eMbix paboT, No KpaiiHeil Mepe He Me-
Hee COpOKa M3 MATUAECATU YeTblpex,
npecneayoT 06pasbl U NpUeMbl Apyroro
nckycctea - Qotorpadun, npuHeciuen
6pvTaHLam 3a nocnegHve AecATUNETUA
cnaBy NpM3HaHHbIX MacTepoB. JTa ove-
BMJHaA 3aBMCUMOCTb XapaKTepusyer
TeKyllee COCTOAHME MOPTPETHON LUKO-
Nbl, HEKOTAa NepesoBON Y 3HAMEeHUTOM
pabotamu TleitHcbopo, Ox.PeitHonaca,
TJloypeHca n Dx.Yuctnepa. U Bce xe,
koraa Tomac Kapnainb npusbisan Yucr-
nepa «Crpensiil», oH, 6e3ycnoBHo, He
nmen B BUAY POTOPYXKbe...

[pyras ocobeHHoCTb pAja 3Kcno-
HMUPYeMbIX Ha BbICTaBKe MOPTPETOB -
Ky/bT 3CTeTUKKN Ge3o6pasHoro. Teopus
MPEKPaCcHOro B yXXaCHOM, BbICOKO-XYZ0-
XecTBeHHble 06pasLbl KOTOPOW fan B

110 BBICTABKIU

B 1856 200y 8 J/londoHe 6bina ocHosaHa HayuoHansHas nopmpemHas 2ae-
pesA. Llenbio HoBo20 muna obujecmseHHo AOCMYNHO20 My3es CMAJI0 KOIeK-
YUOHUPOBAHUE U 3KCNOHUPOBaHUe 017 NY6AUKU NOPMpPemos 3HaMeHUMbIX
Oesimesieli ome4ecmseHHoU ucmopuu u Kynbmypel. B Hacmosujee spems co-
6paHue HayuoHanbHol nopmpemroli eanepeu Hacyumsigaem cgbiwe 12 000
npou3ssedeHuli )usonucu, cKyabnmypsl, epauxu u pomoepaguu. Konnek-
yus npodosmKkaem NoNONHAMbCA, 00UH U3 MeXaHU3MOB ~ WUPOKO U38eCMHas
8 bpumanuu u 3a ee npedenamu nopmpemHas npemus. B asmom 200y npemus
spyyaemcs 0sadyamsb Yemsepmbili pas, YembipHaOyamsili pas npu nodoep ke
KomnaHuu «bpumuw Memponeym». Llenb 3moeo exe200H020 KOHKypca — no-
owpeHue Mo00bIX Xusonucyes, pabomarowux 8 XaHpe nopmpema.

B KoHKypce Mo2ym npuHumams y4acmue xyOOXHUKU cO 8ce20 Mupa, docmuauiue
BoceMHaduamu siem, Ho He cmapue 40.

Mo6edumenu KOHKYpPCa NOJy4aOm COOMBEMCMBEHHO:

lepsas npemus - 25000 ¢yHmos cmepsuH208 U NO pewleHUto XIpU 3aKa3 Ha
ucnosiHeHue nopmpema cmoumocmbto 4000 ¢pyHmos cmepuHz08

Bmopas npemus - 6000 ¢yHmos cmepuHz08

Tpembs npemusi - 4000 ¢pyHmos cmepauHzos

Yemsepmas npemus - 2000 ¢yHmos cmepuHzo8

Exe200HaAa uHopMayuas 0 KOHKypce Haxodumcs Ha  calme:
www.npg.org.uk/bp

BbicmasKka KOHKYpCHbIX pabom u npou3ssedeHud, yOOCMOeHHbIX NOPMPemHbIX
npemuti 3a 2004 200, npoxodum 8 3a1ax

HayuoHanbHoli nopmpemrolii zanepeu, JToHOOH,

17 utoHs - 19 cenmsabps 2004,

Koponesckozo MemopuansHozo myses Anbbepma, Sx3emep,
2 okmsbps - 13 Hoabps 2004,

XyOoxecmseHHol eanepeu 8 AbepduHe,

4 dekabps 2004 - 22 aHsaps 2005,

Koponesckoli Akademuu 3anadHol AHenuu, bpucmons,

27 ¢espana - 26 mapma 2005.

CBOMX 3HaMeHWTbIX Habpockax cTapu-
koB JleoHapao Aa BuHuu, npumeHwu-
Te/IbHO K IKCMOHaTaM BbICTaBKMN He pa-
6oTaet. K HUM cTpaHHbIM 06pasom nog-
XOAUT napajoKcanbHoe BblCKa3biBa-
Hue Ockapa Yaiinbaa, 4to «kpacoTa uc-
ye3aeT TaM, rie NosABAAETCA OAyXOTBO-
peHHOCTb... Kak TonbKo 4enoBeK Hauu-
HaeT MbICIUTb, ¥ Hero Henpomnopuuo-
HanbHO BbITATVBAETCA HOC UNW yBeau-
ymBaetcs 106, UM YTo-HMBYAL NOpTUT
ero nuuo». 3Ta TAra K 6one3HeHHON fe-
tdopmMauuy 1 paspylleHnto rapMoHuw,
He noajepKaHHasA MOLLHbIM TanaHTOM
®.bekoHa waM 3nMoTaxHbIM ByHTapcT-
BoM [l.XepcTa, y UX MONoOAbIX MHTeprpe-
TaTOpOB BbIMAANT MEXaHUYECKMN 3aUM-
CTBOBA@HHbIM NPYEMOM, 1 NOTOMY Teps-
IOLLMM 3CTETUYECKYHO LEEHHOCTb M MOLLb
opvruHana.

M3sawHoe 3cce bneiika Moppu-
coHa «[lopTpeTbi», NpeaBapAillee Ka-
Tanor BbICTaBKW, CUMBOIMYHO HAYMHa-
eTcA C BOCMOMWHAHUA O HWAEpnaHA-
cKoM uckyccte XV Beka u [aHce Mem-
nvHre. bbino 6bl NOFMYHBIM YIOMAHYTH
VMEHHO B 3TOM KOHTEKCTe OfjHY M3 Jyy-
WwKnx paboT BbICTAaBKM — «ABTOMOPTpPET»
Meiie MakkapTu (Maeve McCarthy). Mo-
N0f0M MyX4MHa Ha noptpete MemauH-
ra- YelOBEeK PEHECCAHCHOro Mblllje-
HUWs, NpebblBaloLWMIA B TapMOHMK C CO-
60i1 1 MMpPOM: OH M306paxeH Ha oHe
rony6oro Heba -~ MaKpoKocMa, NornoLa-
loLLero cyeTHble 3eMHble cTpactu. Mon-
Hble TPEBOTrN U MPOH3UTENBHOW MbICIN
rnasa Mens MakkapTu - B3riag coBpe-
MeHHUKa. CYMBOANYHBIM CTaHOBUTCA
3eneHblil (OH, OTpaXalowWminca B 3TnX
6onbLWNX 1 BbIPa3uUTeNbHBIX F1a3ax Xy-
JOXHULBI, — 3TO jafieKan BCeNeHHasn, He
KOCMOC, a XWU3Hb PAAOM, BOKPYT, UMeto-
WaA HepaspbiBHYI0 CBA3b C KaXAblM
wuywwmM. lNpucytctBytowme B «ABTO-
nopTpete» MaKkkapTu Knaccuyeckue an-
NO3MW He POXAAIOT OLLYLLEHUA ero BTO-
puU4HOCTW, Hanpotus, oborawaioT 06-
pas, COBPEMEHHbII N0 CBOeMy AvHa-
MU3MY W CTUIBHOCTY, LIEHHbIM OMbITOM
3HaHWA U TMOHUMAHUA CYTU BENUKOWA
TPaAVLMM HUZAEPNaHACKOro nopTperta.

Mepsas npemus B 25 000 dyHTOB
CTEep/IMHIOB CrpaBejanBo NpUcyxAaeHa
XyAoxHuUKy Credany LLleHknanay 3a pa-
6oty «4ygo» (Stephen Shankland "The
Miracle"). laxe 3puTens, He NoCBALLEH-
HOrO B BOJTHYIOLLYIO UCTOPUIO XeHbl Xy-

he invention of photo-
graphy made pessimists
predict the gradual
death of painting, and
the inevitable death of
the genre of the port-
rait. Such predictions
have never come true, even if at the
beginning of the 20th century the
renowned art critic Sergei Makovski
called photographism "a persisting
sore of art".

This "sore" still spoils the image -
or, to be more exact, the faces - of
the sitters depicted in the portraits
nominated for the prestigious BP
award and exhibited at the National
Portrait Gallery. The viewer cannot
but note that most of the artists - at
least no less than 40 out of 54 - are
haunted by the images and means of
other kinds of art, especially that of
photography, even if photography
has gained international fame for
Britain over the previous decades. So
evident a dependence on photogra-
phy is characteristic of the current
condition of the portraiture of the
once leading British art school, typi-
fied by the works of artists like
Thomas Gainsborough, Sir Thomas
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The Miracle

Oil on board

662 by 612 mm

British Portrait Award

London’s National Portrait Gallery was founded in 1856 to collect and
exhibit portraits of outstanding British individuals, whose contribution to
the nation’s history and culture is beyond doubt. The museum’s collection
now includes more than 12,000 works with paintings, sculptures, graphic
works and photography. Its remarkable collection is constantly being
enlarged, one of a number of ways being the "Portrait Award", well-known
both in Britain and internationally.

This year's award was the 24th of its kind, and the 14th organized with
the support and sponsorship of British Petroleum (BP);

the aim of the annual competition is to encourage and promote the work
of young portraitists, with artists from all around the world,

aged from 18 to 40, eligible to take part.

Its first prize brings an award of £25,000,

as well as a commission for a portrait of £4,000;
the second prize is £6,000;

the third £4,000;

the fourth £2,000.

www.npg.org.uk/bp

This year the works of the competitors and winners were exhibited at the
National Portrait Gallery, London from June 17 through to September 19,
and will later travel to the Royal Albert Memorial Museum,

Exeter (October 2 - November 13),

Aberdeen Art Gallery (December 4- January 22, 2005),

and the Royal West of England Academy, Bristol

(February 27-March 26, 2005).

Meiis MAKKAPTU 4 Tanc MEMJIMHT

Asmonopmpem Myckoli nopmpem. Ok. 1470
[Jlocka, macno [ocka, macno. 335x232 MM
376x380 mm Myseit «dpuk Konnekuwn», Hoto-Mopk

Maeve McCARTHY Hans MEMLING

Self-portrait Portrait of a Man. c. 1470
Oil on panel Qil on panel. 335 by 232 mm
376 by 380 mm The Frick Collection, New York

Lawrence, Sir Joshua Reynolds and
James McNeill Whistler. We bear in
mind, too, that when Thomas Carlyle
exclaimed to Whistler "Shoot!", he
did not mean a "photosession"...

Another characteristic of a
number of the portraits in the exhibi-
fion is the apparent "culfivation” of
an aesthetic of ugliness. The idea of
"beauty fo be found in the horrible"
which was so brilliantly achieved in
Leonardo da Vinci's sketches of old
men does not apply to the works
here. Rather, one might paradoxically
describe the contemporary situation
with Oscar Wilde's expression: "...real
beauty ends where intellectual
expression begins. Intellect is in itself
a mode of exaggeration, and destroys
the harmony of any face. The
moment one sits down to think, one
becomes all nose, or all forehead, or
something horrid." Such a striving
towards morbid deformation and the
destruction of harmony, without the
power of Francis Bacon's talent or
the buffoonish sedition of Damian
Hurst, looks like a thoughtlessly-
adopted algorithm which, in the case
of its young interpreters, loses both
aesthetic value and the power of the
original.

Blake Morrison, whose stylish
essay "Portraits” opens the catalogue
of the exhibition, begins his foreword
with a symbolic allusion to the art of
the Netherlands of the 15th century,
and in particular of Hans Memling.
It is only appropriate to mention in
this context one of the best of the
works exhibited, Maeve McCarthy's
"Self-portrait". In Memling's portrait
the young man is depicted with a
Renaissance mentality, one in har-
mony both with himself and the
world: the blue skies form a back-
ground - a macrocosm, both absorb-
ing and digesting earthly desires. Full
of anxiety and sharp thought, Maeve
McCarthy's eyes express a confem-
porary glance and attitude. The
green background reflected in the
artist’s large and expressive eyes
becomes a symbol - a faraway Uni-
verse, a cosmos in which real life is
everywhere, a sense of a life that is
tightly connected with everybody
else alive. All the classical allusions
to be seen in McCarthy's "Self-por-
trait" do not draw on some feeling of
"something secondary"; on the cont-
rary, they add to this image, creating
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an up-to-date, dynamic and stylish
result - a valuable experience, which
understands the essence of the great
traditions of Dutch portraiture.

The event’s major prize was
rightly awarded to Stephen Shankland
for his work "The Miracle". Even for a
viewer who knows nothing about the
touching story of the artist's wife
who is selflessly struggling for the
life of her sick child (they are both
depicted), this portrait absolutely
aftracts attention for its high artistic
level. Full of sincerity, noble dignity
and restraint, the portrait is made
with a full, typical British mastery
in depicting touching subjects.

The decision of the jury to
award this work was exact - the
choice confirms the aim of the com-
petition, and regards the award as a
factor to support the development of
the national tradition of portrait
genre. From a stylistic point of view,
on the one hand, Shankland’s work
undoubtedly belongs to the well-
defined British school of portraiture.
On the other hand, the subject
depicted by the artist, though per-
sonally deeply-felt, goes far beyond
the fact of any particular biography:
the theme of maternity appears both
eternal and inexhaustible.

"Who are we, Britons?": such is
the question addressed fo the nation
on each morning's breakfast news
on TV, and it is echoed in the most
interesting portfraits to be seen at
the exhibition.

The works of the Ukrainian
artist Ulyana Gumenyuk, though still
raw and unskilled, won a special Bri-
fish Petroleum award - a profess-
ional trip to Russia and the Ukraine.
In this case the choice of the winner
is perhaps less important than the
very fact of such an award, one which
promotes educational trips for young
artists at the beginning of their pro-
fessional career.
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Fergus MAYHEW
Head Full of Smiles
Acrylic and oil on
board

468 by 382 mm
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AOXHMKa, CAMOOTBEPXXEHHO cracasLuei
6onbHoro pebeHka (MMeHHO OHU 1306~
pa)KeHbl Ha KapTWHe), NOPTpPeT nNpuBJe-
KaeT KpenKuM XyA0XKeCTBEHHbIM Kaue-
cTtBOM. OH NOJIOH MCKPEHHOCT 1 CBOWACT-
BeHHOro BpuTaHLaM ymMeHus ¢ Gnaropoa-
HbIM [JOCTOMHCTBOM W CAEPXaHHOCTbIO
nsobpaxaTtb TporaTe/ibHble, Yrpoxaro-
LyMe YTPaTOM XyA0XKEeCTBEHHOCTH, YyBCT-
BUTeNbHble cloxeTbl. PaboTta-nobeau-
Tesb BbiBGpaHa Xiopy 04eHb TOYHO. ITOT
BbIOOP YYWTbIBAET U BaXKHeWWWA dak-
TOp CaMoro CyLUeCTBOBaHUA NpUCyKaae-
MO/ MpemMun - ee HarnpaBfeHHOCTb Ha
MOAAEPKKY Pa3sBUTUA HaLMOHabHOM
nopTpeTHoW Tpaguumn. CTuancTuyecku
pabota LleHknaHaa 6e3sycnoBHo npu-
HaZIeXXUT XOPOLLIO apTUKYAMPOBaHHOM B
3TOM CMbIce GpUTaHCKON MOpTPETHOW
wKone. 370 ¢ ofHoM cTopoHbl. C Apyroi —
ClOXeT, BblOpaHHbIN XyAOXKHUKOM, Y-
HO NPOYYBCTBOBAH, HO NP 3TOM OH Bbl-
XOAMT 3a npegenbl hakTa nuyHoii 6ro-
rpajuun: TeMa MaTepuvHCTBA MpeACTaB-
NleHa Kak BeYyHas W Hewncyepraemas.

«KT0 MbI, BpUTaHLBLI?» - 3TOT BOMpOC,
KOTOPbIN Kaxzaoe yTpo ajpecyeTcs Ha-
LMK B HOBOCTSIX K 3aBTpaKy («Breakfast
news») no GpUTaHCKOMY TeNeBUAEHWIO,
3BY4MT B Hambonee MHTEpPeCHbIX MOpT-
peTax BbICTaBKMW.

PaboTbl yKpanHCKo XyAOKHULbI
YnbsHbl [yMeHIOK, yA0CTOEHHON B Ka-
YyecTBe CreLuManbHOM MpeMun Komna-
Hun «bputnw [etponeym» TBOpYec-
Kow noesakon B Poccutio 1 Ha YKpauHy,
HOCAT OYeBWAHbIA YYEeHUYecKuit xa-
paktep. B paHHOM cnyyae BaxeH He
CTO/bKO BbIBOP Naypeata, CKONbKO caM
(haKT yupexaeHna u GyHKLUMOHMPOBA-
HUA 3TOM NpemMuu, crnocobceTByOLLEN
o6pa3oBaTeibHbIM MyTelecTBUAM Ha-
YMHAIOLWMNX XYA0KHNKOB.



