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HNpuna Kanpanosa

HACINEOVE

Heussecthnas I'onyokuna. Kaveu

HecmoTpst Ha HerccsiKaeMblii Mccie1oBaTeIbCKU MHTepeC K TBOpuecTBY AHHBI CeMeHOBHbI
['onyOKuMHOI, KpyMHEHIIIEro pycCKOro cKyJjbiTopa pyoexa XIX—XX BeKOB, 3HAaHHUE O HEM

JaJIEKO OT UCHEPITAHHOCTU.

HensyyeHHBIM, HO, HECOMHEHHO, YHUKAJIbHBIM U HEOPAUHAPHBIM Xy10XXECTBEHHBIM SIBJIE-
HUEM B JIeATeJIbHOCTU ['0JIyOKMHOM, TAroTeBllIei K paboTe B MOHYMEHTaJbHOU (popme,
SIBJISIIOTCSI KAMEU M3 MOPCKOM PaKOBUHBI U CJIOHOBOM KOCTU. YKe MEPBhIE MOIBITKU OIpe-
JIEeJIUTh KOJUYECTBO MUHMATIOP, BhIPE3aHHBIX B pa3HbIE T'OAbl, U OCMBICIUTb UX MECTO
B TBOPUYECTBE MacTepa, MO3BOJIMJIM 3aKJI0UNTh, UTO KaMeU TTPeCTaBIISIIOT COOOM Mmapasieiib-
HOE HaIlpaBJIEeHME PSIIOM C XOPOILLIO U3BECTHBIM CTAHKOBBIM MCKYCCTBOM CKYJIBITOPA.

A.C. TonyOkuHa.

A.C. TonyokuHa »

Dotorpadus. 1882 C TPYIIoit
XYIOXHUKOB.

Anna Golubkina. TMapux.

Photo. 1882 ®Dororpacdus. 1895

Anna Golubkina »

with a group of artists.

Paris. Photo. 1895

! TMonpo6uee cm.: Kanpanosa H.A. Kamen paGoTsl
A.C. T'ony6kunoii. Mctopus cosnanus u 6sItoBaHust //
Pycckoe nckycerso Hosoro Bpemenu. Mcciaenoanust
1 Matepuainbl: CoopHUK cTateit. Beim. 13. M., 2010.
C. 307-324.
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H OCJIE[IHUE UCCIIEI0BAHUS MOKa3alu,
yTo ['01yOKMHA Hayana 3aHUMATbCS
kamesiMu He B 1920-x romax, Kak Tpaau-
LIMOHHO CYUTAJU, a 3HAUYUTEBHO PaHb-
me. B 20-e romsl cKyIbITOP JUIIB TIPO-
ITOJIKAeT COBEPIIEHCTBOBATH MAaCTEPCTBO
B KOCTOPE3HOI MacTepcKoii mpernoaaBa-
teinst BXYTEMACa Codwsu bobpoBoii.
B aT0i1 MacTepckoil CKyIBIITOP OCBOMIIA
TeXHUKY pabOThI ¢ OOpMaIINHOI, UTO, Oe-
3YCJIOBHO, PACIIUPWIO TEXHUUECKHE BO3-
MOXHOCTH Pe3b0bI TT0 KOCTU U TIO3BOJIAIIO
HavyaTh 9KCTIEPUMEHTHI C HOBBIM TSI XY-
TTOKHUIIBI MaTepUAIOM — MOPCKOI pako-
BUHOI. Bmecte ¢ ['onyOkuHOI B MacTep-
ckoit Codwru bobposoii B Hauane 1920-x
o0yyanuch KaMeMHOMYy peMeciy U JiBe
yueHutbl AHHBI CeMeHOBHBI — Omust
KyH u Tarpsina MBaHosa'.

Pa3Hoo0pa3ue naitpsl MaTepuagioB
U TEXHWK, UCITOJIBb3yeMBbIX [ 0myOKUHOI
B MaJIbIX (hopMax, MUPOTa XyIOKEeCTBEH-
HOTO 3aMbICJIa, TTopakaromiasi HOBU3HOM
OYKBaJILHO B KaXKJIOM TIPOU3BEIEHUN, CBU-
JIETEIbCTBYIOT O BBICOYAIIIEN TBOPYECKOMN
cBoboze mactepa. [IpumedarenbHO, UTO
U B MOPCKOW PakKOBUHE, U B CJIOHOBOW
koctu ['onyOK1rHa paboTaeT npexie BCero
Kak cKyabnTop. MHOrIa MOLIHBII TeMIe-
paMEeHT BasITeJIst IIPOCTYTIAET CKBO3b TTaB-
HOCTb U MEJIOMIUIHOCTH (hOPM MUHUATIOP-
HBIX TBOPEHUI, 0e30IMO0YHO BhITaBast
aBTOPCKUIA CTWIb U PyKY TBOPLA.

CIIOHOBYIO KOCTh, BEPOSITHO, MOXHO
OTHECTHU K JIIOOMMBIM MaTepuaiam XyI10xX-
HUIBI. BO3MOXHO, B Kakoil-TO CTereHU
KOCTh KOMIIEHCUpPOBaja 4YacTble Tepe-
PBIBEI B paboTe (T10 TpUIMHAM MaTepuaib-
HOTO XapakTepa) ¢ CaMbIM U3TI00JIeHHBIM
MaTepuagoM, XOTh U Majo MOXOXUM Ha

KOCTb TTI0 CBOMM TEXHUUYECKUM XapaKTepu -
CTUKaM, HO TakKe BOCXUIIAIONINM CBOEI
YUCTOTOU W OETM3HOMN, — C TAPCTBEHHBIM
MpamopoMm. M3BecTHBI 18 Kameli u3 cio-
HOBoI KocTH. besycioBHO, nX OBLIO TO-
pa3no Oosbliie. B kakue xe roasl OHU
OBV BHITIOTTHEHBI?

OKa3ajock, 4T0 caMU MPOU3BEICHUS
MOTYT MHOTO€ pacckasaTh, TMOBEPHYTH
Hallli pa3MBIIUIEHUS B HYXHOE PYCJIO.
Taxk, u3 ob6uiero yuciaa KaMmeit 0CoGeHHO
BBIIACHSIOTCA TpU — «Mutsi», «bop3bie»
u «M.A. BonomuH. Mlapx» (Bce Tpu —
1910-¢ (?), FocymapctBenHast TpeThSIKOB-
ckas rajepest). MBI TIpeariosaraeM, 4To
OHU OBUTY BBIPE3aHbl XyTOXHUIIEeH 3HAUM -
TEJIbHO PaHbIIE TeX, YTO OHA BBHITTOJHIIIA
rnocJje 3HakoMcTBa ¢ bodposoii. B Hux 00-
parraet Ha ceOst BHUMaHUe OOIbIIast, 4eM
B IpyruX KamesiX, BbICOTa pesibeda, He-
CKOJIBKO TSTKeJI0BaTast MOZIeIUPOBKa hop-
MBI. XapakTep paboThl MHCTPYMEHTOM
HAaTIOMWHAET MaHepy pe3bObl TI0 IepeBy.
OueBUIHO, YTO TIEPBLIE BE SBISIOTCS Ba-
pUaHTaMU TIPOU3BEINEHUIl: B Mpamope
«Murts» u B u3BecTHsiKe «Cobaku» (06e —
1913, TocymapctBenHast TpeThsIKOBCKasT
rajepes). [Ipruem nevabHast TeMa Impesx-
NeBPeMEHHOU KOHYMHBI MaJICHBKOTO TITe-
MSHHMKa MWTH 3By4UT HE TOJBKO B OJI-
HOMMEHHOI MPaMOpPHOI CKYJIBIITYpe, HO
U B U3BECTHSIKOBOM pesibede «Matb u pe-
o6eHok» (1913, T'ocymapctBeHHast TpeThb-
SIKOBCKas Tajiepest), a TakKe B TUTICOBOIL
macke ¢ obpazoM MUTHM M pUCYHKaX C
n300pakeHreM 3TOTO MajbunKa (Bce —
mocie 1913, TocymapctBenHast TpeTb-
SKOBcKag rajepesi). Tpu 6op3ble ¢ Kameu,
KOPPECTTOHIUPYIOIINECS C TIePCOHAXKAMU
BBIIIIEHA3BaHHO peTbe(hHOI KOMITO3UIINN
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«Cobakn», M3BECTHBI Kak cobaku Ha-
tanbu Kycesuikoit. OHa xwta B [71a30B-
CKOM TIepeyJiKe 1O COCEICTBY C MacTep-
ckoit l'omyokuHoO 1 6pana B 1912—1913
ronax y AHHbI CeMEeHOBHBI YPOKU CKYJIbIT-
TYPHOTO MacTepCTBa.

OCco0eHHOCTH CTWIISI U MaHEPHI Ma-
cTepa, TeperuleTeHUs XyTOKeCTBEHHBIX
MOTHBOB B 3THX IPOU3BEACHUSIX HEU3-
0OEKHO HAaBOIAT Ha MBICITb, UTO KaMer «Mmu-
Tsi» U «bop3bie» HEPA3pPBIBHO CBS3aHBI C
KOHKPETHBIMU UCTOPUSIMHU, SIBJISIIOTCST Ba-
pMaHTaMMU POACTBEHHBIX TEMATUYCCKU
MPOM3BEICHMIT U BBITTOJTHEHBI B OJIM3KOM
C HUMM BPEeMEHHOM TIPOCTPAHCTBE, TO
ecTb B Havasne 1910-x romos.

B oot xxe mepuo, 1o HateMy MHe-
HUWIO, MOTJIa OBITH BBIpE3aHa Kamesl ¢
noptpetom M.A. Bosnomuna. Teruibie npy-
JKECKHNe OTHOMICHUS CBSI3BIBATN CKYJIBIT-
TOpa ¥ MK1CATeNsI CO BpeMEHU UX 3HAKOM-
ctBa B [lapmke ¥ IPOIOIKMIINCH B TOBI
yuennuectBa ['omyokunoii y Ortocta Po-
neHa. B 1911 rony Bonommn Hamican cra-
TBIO O CKYJIbIITOpE. B Heil BriepBbie TOTHO
U TJIYOOKO aHATM3UPOBAJIOCh TBOPUYECTBO
lonyOkuHOI, faBajach OLIEHKa €e HOBa-
TopcKoii TutacTuku. CtaThbs ObUIa OTyOIIH-
KOBaHa B XXypHalle «AITOJJIOH»? 3a He-
CKOJIBKO JIET O TIePBOil MepCOHATBHOM
BbIcTaBKM AHHBI CeMEHOBHBI, KOTOpast
OTKpBIJIach B My3ee U3SIIIIHBIX UCKYCCTB
B 1914 rony.

Kames ¢ nuzobpaxxennem Makcumu-
ymaHa Bonommna (1910-¢ (?), locymaper-
BeHHas TpeTbsKoBcKas rajuepesi), 6e3zyc-
JIOBHO, He 3aMBIIIIISUIACE JIJIST KOMMepUe-
CKOW 1IeJId, KaK 1 Kamest «Mutsi», u, cKo-
pee Bcero, TpeaHa3Havazach IUist oaap-
Ka aBTOpYy cTaThu. B Ha3zBaHUM mOpTpeTa
WMeeTCsl yKa3aHue Ha TUTIOJOTUYECKOoe
oTpe/iesIeHre TIOPTpeTa — «IlapX», YTO
0OBIYHO BBOIIUT COBPEMEHHOTO 3pUTENIS B
HenoymeHue. OHO He COBIMaaeT ¢ O0IIe-

50 TPETbAKOBCKASA FANEPEA / THE TRETYAKOV GALLERY /

TPUHSITBIM, XOTSI M HE COBCEM BEPHBIM
BEKTOPOM BOCTIPUSTHUS HACTISIUST CKYJIbIT-
TOpa, UMEIOIIETO TPArMIeCKNit OTTEHOK.
OnHako maxe cpey KaMell eCTh eIe oHa
C OYEBUIIHBIM HAMEKOM Ha IIapX1poBa-
HHE TTIOPTPETUPYeMOro. DTO MUHUATIOpA
Ha TPEXCIOWHOW MOPCKOW paKOBUHE
«[Toptpet B.B. Tpodumosa» (1920—1923,
locynapctBenHast TpeTbsikoBCKasi rajie-
pest), n3obpaxaromast 3Hakomoro ['omy6-
KUHOM ¢ iputauBImmcs kotom. Cremyet
OTMETUTD, UTO XYIOXHUIIA HETOTIO0TH-
BaJia KOTOB, HO HEOTHOKPATHO WX M300pa-
KaJjia, MOXXHO CcKa3aTh, B Pa3HBIX UITOCTa-
csax. TpodMOBCKUIT KOT CMOTPUT TIPSIMO
Ha 3pUTeNSl MUPOKO PACKPBHITBIMU TJia-
3amu. Ha pykax xo3siiHa OH KaxeTcs Iy-
IIMCTOW YIOTHOU KOIIEYKOW, HO, HECOM-
HEHHO, MacTep HaMeKaeT Ha MCTUHHBIN
XapakTep 3TOro cB00O10I00UBOTO CylIe-
CTBa, TOTOBOTO B JIIO00IT MOMEHT HapPYIIIUTh
WJUTIO3WIO CTTIOKOMCTBUSI M TADMOHUM.

Ecnmu tpoTteckoBasi mrapKuUpoBaH-
HOCTb B mopTpete Bacunmust BacuibeBraa
TpodumoBa oueBUIHA U TIOHSATHA, TO B
BOJIOIIMHCKOM 00pa3e 0e3 3HaHUSI KOH-
TEKCTa W TPAAUIINY U300pakeHUsI Trca-
TeJIs Kak UM CaMUM, TaK U eT0 COBPeMeH-
HUKaM¥ 000UTHCH TPyIHO. B cBsI3M ¢ aTMM
clenyeT BCIIOMHUTBH, 4TO BosommH —
OIWH W3 CaMbIX 4YacTO M300paskaeMBbIX
repcoHaxeii He ToibKo CepedpsTHOTO Be-
Ka, HO 1 OoJiee mo3nHero nepuoaa. B uko-
Horpaduy mcatesst U3BeCTHBI KaK MUHU -
MYM [JIBa TUIIA — «CTAPOPYCCKUII», B KO-
TopoM BostoniuH accormupoBaics ¢ nep-
conaxamu mbec H.A. OctpoBcKoro wiu
HaTlOMWHAaJI JTUOO TIPOTONBSIKOHA, JINOO
KydJepa, 1 aHTUIHBIN, K KOTOPOMY caM OH
CKJIOHSUICS OOJIbLIE, YEM K TIEPBOMY.

B panHux rpaduyeckux aBTonopTpe-
Tax BosommuHa, BBIMONHEHHBIX 10 1910
rofia, aHTUYHBIN 00pa3 TOJBKO MPETIyB-
CTBOBAJICS, U M300paKeHUST TeX JIeT Yale
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A.C.TOJIYBKMHA

Daycm u Mapeapuma.

1920-¢

Mopckast pakoBHHa.
®parmeHT

YacTHoe cobpaHne

Anna GOLUBKINA
Faust and Margarita
1920s

Seashell. Detail

Private collection

A.C.TOJIYBKMHA
Ilopmpem

B.B. Tpogumosa
1920—1923
Mopckast pakoBUHA

®parmeHT
ITr

Anna GOLUBKINA
Portrait of Vasily
Trofimov. 1920-1923
Seashell

Detail

Tretyakov Gallery

HaroMuHaIM mapxu. He nuckimoveHo, 94to
TaKOe XYIOXECTBEHHOE BUIEHUE TPUIII-
siock ['oyOKMHOI Mo 1yliie, U OHa BbIpe-
3asa B Havaste 1910-x romos cBoii BApuaHT,
HEKOTOPBIM 00pa30oM TepeKIINKAIOTINICS,
HarpuMep, C JIMKOM TUIsIyIiero Boiorm-
Ha (PUCYHOK-aBTOIOPTpeT, oKosio 19033).
Ecnmu Obl XymoXXHWIIA pa3MBIILIsIA Ha
3TUM TIpou3BeieHueM B 1920-¢ rofsl, Kor-
1a KOKTEOeTbCKU I MBICTTUTEb IIPOYHO ac-
COIMUPOBAJICS Y COBPEMEHHMKOB C aH-
TUYHBIM WU OUOJIelicKuM o0pa3om, BO3-
MOHO, OHa BblOpaJja Obl IJIs1 peanu3aluu
3aMbIciIa He KOCTh, @ MHOTOIIBETHYIO PaKo-
BUHY, KOTOpasi OOJIbIle TMepeKINKAeTCs
C MHOTOYMCIICHHBIMU aKBapeIbHBIMU M30-
OpakeHUSIMU TI03Ta, TIOMYJISIPHBIMUA B TO
BpeMsI.

B xamesix mopTpeTsl 3aHIMAIOT 0c000e
MECTO, KaK 1 BO BCEM TBOPUECTBE CKYJIbII-
Topa. OMHU SBISIOTCST eIMHUYHBIMU U30-
OpaxeHusMu, Kak noprper BosomuHa,
NIPyTUe TIPOMOJIKAIOT JIMHUIO Pa3MBbIIILIe-
HUSI MacTepa, HauaTyl0 paHee, — TaKOB
roptpeT rtocoda u moata CepedpssHOTO
Beka BsiueciiaBa MiBaHoBa Ha MOPCKOi1 pa-
koBuHe (1920-¢, locymapctBeHHast TpeThsi-
KoBcKas rajnepest). OH ObLT BBIpe3aH yxke
TOCJIe OKOHYAHUST pabOTHI HAJT TOPTPETOM-
MacKo#l M CKyJNBNTYpHBIM oOpa3zom Bsu.
MBaHoBa (B koTOpoM coBpeMeHHUKH ['ommy0-
KUHOUW YBUIENN «OETXOBEHCKYIO MOIIb»)
(oba — 1914, TocynapctBeHHast TpeTbsi-
KoBcKas rasiepest). OMHOBPEMEHHO C TIOPT-
peTamu 3HaMeHUTBIX Jitoaei aroxu ['ony06-
KWHa co3IaBaja Ha MUHUATIOpax 00pasbl

Boaowun M. A.C. Tonyokuna // Anosion. 1911. Ne 6.
C.5-12.

Pucynok ony6imkosas B 1990 rozny 6e3 ykazaHusi MecTo-
Haxoxnenust. Cm.: Kynuenko B., /lagbidoé 3. ABTOIOPTPETHI
Makcumuianana Bonouna // JIuteparypras yueba. K. 4.
Wwonp—asrycr. M., 1990. C. 168.



A.C.TOJIYBKMHA
Daycm u Mapeapuma
1920-¢

Mopckast pakoBUHA
4,3x4,5

YactHoe cobpaHue

Anna GOLUBKINA
Faust and Margarita
1920s

Seashell. 4.3 x 4.5 cm

Private collection

A.C.TOJTYBKMHA
M.A. Borowun. lllapyxc
1910-¢ (?)

CJi0HOBAasI KOCThb

5,6 x4,8

TTr

Anna GOLUBKINA
Maximilian Voloshin.
Caricature Portrait
1910s (?)

Ivory. 5.6 x 4.8 cm
Tretyakov Gallery

A.C.TOJTYBKMHA
Mums. 1910-¢ (?)
CJi0HOBasI KOCThb
4,0x 3,0

ITr

Anna GOLUBKINA
Mitya. 1910s (?)
Ivory. 4.0 x 3.0 cm
Tretyakov Gallery

A.C.TOJ1YBKMHA
ITlopmpem

B.B. Tpogpumosa
1920—1923
Mopckast pakoBUHA
5,5x4,3

ITr

Anna GOLUBKINA
Portrait of Vasily
Trofimov. 1920-1923
Seashell. 5.5 x 4.3 cm
Tretyakov Gallery

A.C.TOJIYBKMHA
ITlopmpem

0.A. baepuwesoii-
Tpogumosoii
1920—1923
CioHOBast KOCTh
4,2x3,5

ITr

Anna GOLUBKINA
Portrait of

O.A. Bagrishcheva-
Trofimova. 1920-1923
Ivory. 4.2 x 3.5cm
Tretyakov Gallery

A.C.TOJIYBKMHA
Kenckas eonosa

¢ npuyecKkoll ¢ cemie
1920-¢

CJi0HOBAasI KOCThb
6,3x4,8

ITr

Anna GOLUBKINA

Female Profile with Hair
Trimmed with a Hair-net

1920s
Ivory. 6.3 x 4.8 cm
Tretyakov Gallery
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Ilopmpem

T.A. Heanosoii. 1925
['MIC TOHUPOBAHHBIN
52 x 42 x 30

I'Tr

Portrait of Tatiana
Ivanova. 1925
Tinted plaster
52x42x30cm
Tretyakov Gallery

A.C. TonybkuHa
B [lapike.
Dotorpadust. 1898

Anna Golubkina
in Paris.
Photo. 1898
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POIICTBEHHUKOB, IPYy3€ii WX MPOCTO 3Ha-
KoMbIX. MHOTIA B XK€HCKOI TOJIOBKE BIPYT
HauMHaeT y3HaBarbcs npoduiap H. ['ma-
LIMHTOBOM, M3BECTHBIM IO pebehHOMY
MenanboHy 1900 roma (I'ocymapcTBeHHast
TpeTtbsikoBcKas rajiepes), Win JIUKU CECTED
AJiekceeBbIX — aKTpuchl HUHBI U TaHLIOB-
bl JIIOAMWIBI, ¢ KOTOPBIMM XYIOX-
HULA OblIa IPYXHA HA MPOTSKEHUU BCEi
KU3HU.

B croxeTHbIX MU MHOTO(UIypHBIX
KOMTIO3ULIMSIX BCTPEUAIOTCS U elle bosiee
HEOXHUJAHHbIE TOPTPETHbIE CXOJCTBA.
Tax, HanpuMep, UMeeTCs HECKOJIbKO Ba-
PUAHTOB U300paXkeHUsI Ha MOPCKOI pako-
BUHE MajbuMKa Ha nTule (edene wiu
opJie) To B obpasze 'aHumena («Masbunk
Ha KpbUIbSX opiia», 1920-e, JoMm-my3eit
A.C. Tomy6kuHoO# B 3apaiicke), TO B 00-
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pase Tepost HapOIHBIX cKa30K («Mambunk
Ha Jiebene», 1920-¢, yacTHOe cobpaHue), B
KOTOPBIX MaJTbUMK HAlIOMUHAET MaJICHb-
KOTO TIJIEeMSTHHUKA XyHTOXHUIBI MWuTio.
B xamee «®ayct 1 Mapraputa» (1920-¢,
YyacTHoOe cobpaHue) nporotunamMu Mapra-
pUTBHI CTalv, HAa Hall B3IJIsO, cpa3y JBe
yuenutis ['omyokunoit — 3unanna Kiooy-
koBa 1 TarbsiHa MiBaHoBa. CBoe BocxuIile-
HME IOHOCTBIO M YMCTOTOM CKYJIBIITOP TIe-
penana yTOHYEHHBIM PUCYHKOM CUJTy3Ta,
HEXHOW >KMBOTMCHOW WTPOA MemOBO-
OXPUCTBIX OTTEHKOB MOPCKOI PAaKOBUHEI.

Kamen T'onyOkuHOIi mipaBUibHEE
BOCTIPUHUMATD HEe Kak 000CO0JIEHHOE YB-
JIeueHe XyTOXKHUIIBI, a B KOHTEKCTE BCETO
ee TBOpUeCTBa. DTa niest OblTa BOTUTONIEHA
Ha BbICTaBKe «AHHa ['onyOkuHa. Mckyc-
CTBO KaMeu», COCTOsIBIIelicsl B My3ee-Ma-
crepckoii ckybnropa A.C. [omyokuHoi
s3umoit 2011—-2012. BrepBbie My3eitHbie
KaMeu ¥ KaMeu W3 YaCTHBIX COOpaHuUii
MPEe3eHTOBAINCH B OKPYKEHUU peibedoB,
CKYJIBIITYD U Tpadpryeckux paboT MacTtepa.
Ha BbIcTaBKe OTYETITMBO BBISIBUIICS ac-
IEKT, KOTOPOMY paHee He YIesI0Ch Cephb-
€3HOTO BHUMAHWUsS, — 3TO HOBATOpPCKAas
U 3KCMEPUMEHTAbHAS HANPABJIEHHOCTh
KaMEpHOU JesATeIbHOCTA CKYJBbIITOpA,
MPOSIBUBIIASICST B OCOOEHHOCTSIX PaOOTHI
€ KOCTBIO U pAaKOBUHO. ['0jyOK1Ha ymeo
codeTayia KJlacCUIeckKue CrocoObl obpa-
0OTKM Marepuaja U cMesible aBTOPCKUE
HaxOJIKM KaK B TEXHHMKE, TaK U B BEIOOpE
TEM U TpaKTOBKe 00pa3oB.

[ns mactepa atobast bopma — Oyab
TO MOPTPETHAs KaMesi, MUHUATIOpA C Neii3a-
3KeM WJI MHOTO(MUTYpPHAST KOMTIO3UITUST —
3TO MPOPBIB TBOPUECKOUN MBICITH, KOHIIEH-
TpaIus BOJIEBBIX YCUITUH, TPEOYIOIIUXCS
Mnpu co3aHuu OopuIux ckyaentyp. He
CJIy4aiiHO MHOTHE KaMeu 00J1a1atoT CBOWi-
CTBAaMU MOHYMEHTAJIbHBIX TIPOU3BEICHNUI,

BBIIEPXKUBAST 3HAYUTEILHOE YBETMUCHME
n300pakeHnit, He Tepsisl BRIPa3UTEIbHO-
cti 06061IeHHBIX hopM. B TO ke Bpems
M300pakKeHMsI COXPAHSIIOT KauecTBa, CBOM -
CTBEHHbIE MMTHUATIOPE, TIPUTJIAIIAs JTI000-
BaThCS, BIJISIIBIBATHCS, Pa3MBIIUIATE. Ta-
KOBa maxe caMast MaJeHbKas kamest «Cesi-
Tenb» (1920-¢, FocymapcrBerHast TpeTbs-
KOBCKasl Tajiepesi), pa3Mep KOTOPOil YyTh
TpeBbITIaeT OAH caHTuMeTp. OHa Kak ObI
TPOCUTCS B PYKU, HAMEKasl Ha CYIIIECTBO-
BaHMe MOTATHOTO CMBICIIA, KOTOPBI MO-
KT OTKPBITHCS JIUIITH TP 3aMHTEPECOBAH-
HOM ¥ BHUMATEeJIbHOM PacCMaTPUBAHUU.

Kazasoch Obl, 4TO HOBOTO MOXHO OT-
KpPBITh B TEME CesITessI, TIOMyJIIPHOI Ha
MPOTSDKEHUW MHOTHUX BEKOB, OCOOEHHO
TOCJie TIPOCTABUBIIUXCS TTPOU3BEICHUIA
Ban I'ora (Hampumep, «CesTenb», MIOHBb
1888, Myseit Kpomnnep-Mromnep, Otrep-
710; win «Cesitenib», HOSIOpb 1888, Myseii
Buncenra Ban l'ora, AMcrepnam), moc-
Jie n300pakeHNsT Ha 30JI0TOM YEPBOHIIE,
repsoii Morete PCOCP (1923), pucyHok
KOTOPOU OBIT BBITIOJTHEH 110 MOJIENIU
ckymbrtypel M.J1. [anpa (1922, Mys3eii
coBpeMeHHoli ucropuu Poccun, Mocksa).
UTo moOyX[aano CKyJbNTOpa K MOUCKY
U3BICKAHHOW MUWHMATIOPHOW (OPMBI B
XpyTKoit Mopckoii pakoBuHe? Ckopee, B
CUMBOJIMYECKOM M300paXKeHUU CesITels
Ha kamee ['oyOKMHOI, pUTMUKA U TUIa-
CTHUKa IBWKEHUHN KOTOPOTO 3aBOPAXKUBACT
CBOEi1 rapMOHUEN, CllelyeT pacro3HaBaTh
obpa3 Xpucra-cesareysi. XpucToaoruie-
ckasl TeMa BoJTHOBasia Mactepa B 1910-e
TOJBI U BOILIOTUJIACH B Psifie TIPOU3Bele-
HUI, KPYITHEWIIIUM U3 KOTOPBIX SIBJISICTCS
«Taitnas Beuepst» (1911, T'ocymapcTBeH-
Has TpeTtbsikoBckas rajepest). OHa HalTa
CBOE TIPOJOKEHNE B MUHMATIOPE Havala
1920-x romoB, HO HE B TeMe CTPACTHOTO
LIMKJIA, a B IPYTOA — TaKXe LIEHTPaJIbHOM
B XpUCTUAHCKOI MCTOPUY, CBUIETEIHCT-
ByIOIIIEll O HEeM30eXXHOM BO3POXICHUU
TTOCJIE CMEPTH.

N3o6paxenne Xpucra-cesrens [o-
JIyOKWMHOW He SBJIsSIeTCS] KaHOHUYECKUM
IUIST TIpaBociaBHO nKoHorpaduu. OHO
M0-CBOEMY KaK OBl MPOIOJIKAET XyIOXKe-
crBeHHble uckanus K.I1. I[lerposa-Bon-
KMHA B MOHYMEHTAJIbHOI MO3auKe C Ofl-
HOUMEHHBIM Ha3BaHUEM, BBHITIOJTHEHHOM
uM B 1915 romy 115t MaB3oJiest DpIaHTepoB
Ha Beenenckom (Hemenkom) kianbuiie®
B Mockse. B msrkom, Taromem obpase
cesITeNsT CKYJIBIITOP Pa3BUBAET TPATUIINN,
TPUCYIINE UCKYCCTBY aHTUIHOM U IPEB-
HEeBOCTOUHOU Kameu. HTepecHO oTMe-
TUTB, YTO B TBopuecTBe Ban [ora tema
«CesTesIsT» TIPEIIIECTBYET TEME «KHeTla», a
y [omyOKWHOIT 3Ta ONTMIO3UITMOHHAS TTapa,

4 B nacrosiuee Bpemst OT/eN MCCIISIOBAHMS TBOPYECTBA
ckynbrropa A.C. F'onyokunoit FocynaperserHoit Tperbsi-
KOBCKOI1 rajiepenu.

HecoMHeHHO, CKY/IBITOPY OBLIO M3BECTHO 9TO HOBATOPCKOE
npousseneHue K.I1. INerposa-Boakuna. B 1912 roay I'ony6-
KWHa BBITIOJHWIA MPaMOpPHBIN pesbed ¢ n300pakeHreM
Xpucra ais Haarpooust cembu PeTrep, KOTOpoe OB yeTa-
HoBjleHO nociie 1914 rofa B LIEHTpaIbHOI YacTH TOTO ke
KJIa10u1la HelaleKo OT HaArpooust DpaHrepos.
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COOTHOCSIIASICS C TIOHSITUSIMU «<KU3Hb—
CMEPThb», «<HAYaJI0—KOHEL», MOJTy4YuJia Mpo-
TUBOMOJIOXHBI BEeKTOp pa3Butus. Eie B
roabl ooyuenuss B MY2KB3 oHa ucnosn-
Hwia perbed «Katea cmeptu» (1892—
1893, MecToHaxoXIeHHWe HEU3BECTHO),
YyeM IpuBeJia B 3aMeLIAaTeIbCTBO U COKYPC-
HUKOB, U MpernoaaBareseii; B IepBoe ke
JECATUIIETUE CAMOCTOSITEIbBHOTO TBOpYE-
CTBa TeMa CTAPOCTU U KOHIIA XKU3HEHHOTO
MyTH ObLIa €10 MEPEeXUTa, OCMBICIEHA U
BOILIOIIEHA B cKybOType. A K 1920-M ro-
JlaM, HECMOTPS Ha TPOOJIEMBI CO 31I0POBb-
€M W TPYJHOCTU MATePUAIBHOTO Xapak-
Tepa, XyIOXHUIIA O0OpeTaeT IylIeBHOE

paBHOBECHUE, I10OJIYy4acCT HOBBII MOIIIHBIN

TBOpUYECKUI UMIyJbc. [OmyOKMHCKas
TJTACTUKA 3TOTO TIEPUO/Ia TSATOTEeeT K Kitac-
CHUYECKOM 3aBEPIICHHOCTH U ICHOCTH, OfI-
HOBPEMEHHO YOeTUTeTbHO IEMOHCTPUPYS
HEOPIMHAPHOCTD XyI0XKECTBEHHBIX (hOPM
U CpeACTB BhipazuTenbHOCTH. COBpeMeH-
HUKM AHHBI CeMeHOBHBI BCIIOMUHAIN,
YTO B TIOCJIE/THUE TOMIBI XKU3HU, TIEPE]T TIPEXK-
JIeBpeMEHHOI KOHYMHOI B 1927 romy, Bce
3aMETUJIN «...3HAYUTETbHBIN CIBUT B 60-
Jiee CBETIIYIO CTOPOHY B €€ HaCTPOSHMSIX.
OHa He TocKoBaJja 0oJibllle, KaK MPexIe,
ObUTa HaCTpOCHA NeSITETHHO ¥ 9HEPTUIHO.
OnuH 3aMbICeT 3a IPYTUM BOJTHOBAJT €e»8.

A.C.TOJIYBKMHA
Bauecaas Heanos
(macka). 1914
bponsa

27 x 27 x 13,5
I'Tr

Anna GOLUBKINA
Vyacheslav Ivanov

(a mask). 1914
Bronze

27 x 27 x 13.5cm
Tretyakov Gallery
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He uckiaoueHo, 4To ceKpeT Takoro
BO3POXICHUS OTYACTH KPOETCS B HOBOM
o0pallleHUU XyIOXHUIIBI B TSIKEJbIe IS
Hee roabl Havana 1920-x K MeJIKoi Tiia-
CTHKE, B OCBOCHUU HOBBIX CITOCOOOB pa-
OOTBI IO CJIOHOBOU KOCTU U B «IIPEOI0-
JICHUW» HEOXMIAHHOTO I Hee MaTe-
puajia — MOpCKOI paKOBUHBI, U3 KOTOPOI
B Te€UEHUE HECKOJBbKUX JIET ObLIU BbIpe-
3aHbI 0oJiee 40 KaMeii.

6 AC. lFony6kuna. [Mucema. Heckonbko cloB 0 pemecie
CKynbnTOpa. BocroMuHaHust coBpeMeHHUKOB. M., 1983.
C.252.
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The Unknown Golubkina;
The Art of Cameo

The sculptor Anna Golubkina is an outstanding Russian artist of the turn of the 19th and 20th
centuries. Although her work has always been the subject of scholarly study, there still remains

much to learn.

An unexplored but distinctive and unexpected phenomenon in Golubkina’s art — she generally
gravitated towards monumental forms of sculpture — is represented by her cameos, made from
seashell and ivory. Initial efforts to estimate the total number of these miniatures, which were
created over many years, and understand their significance in Golubkina’s work, led to the
conclusion that carving cameos was a modest “parallel” occupation which existed alongside
her more renowned and innovative work in sculpture.

owever, the latest research has shown

that Golubkina started carving
cameos much earlier than the 1920s, as had
been previously thought; by the 1920s,
the sculptor was working on perfecting
her skills at the Ivory and Bone-carving
studio of Professor Sofia Bobrova at
VKhUTEMAS (the Higher Art and Tech-
nical Studios). It was at this studio that
Golubkina mastered the use of the drilling
machine, which undoubtedly expanded the
technical possibilities of ivory carving, and
allowed the artist to experiment with a new
material, the seashell. Two of Golubkina’s
own students, Yulia Kun and Tatiana
Ivanova, also studied the art of carving
cameos at Sofia Bobrova’s studio at the be-
ginning of the 1920s.!

The diverse range of materials and
techniques which Golubkina used in her
small-scale creations, as well as the breadth
of her artistic vision (with virtually every
work amazingly original) are a testament to
the highest degree of her creative freedom.
It is worth noting that Golubkina, whether
she was carving ivory or seashell, remained

! Kapranova, Irina. “Cameos by A.S. Golubkina. The Story of
Their Creation and Life.” In “Russian Art in Modern Times.
Research and Records”. Collected Articles. Issue 13.
Moscow, 2010. Pp. 307-324

2 Voloshin, Maximilian. “A.S. Golubkina”. “Apollon”, 1911.
Issue 6. Pp. 5-12
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first and foremost a sculptor. Sometimes,
the sculptor’s strong temperament emerged
through the smooth, harmonious lines of
her miniature creations, betraying quite
unambiguously the author's manner, the
signature of their creator.

Ivory was one of the artist’s favourite
media. It is possible that working in that
form made up for the frequent intervals
when, due to lack of funds, Golubkina was
unable to work with her beloved, majestic
marble, a material so technically different
from ivory, but equally delightful, white
and pure. 18 of Golubkina’s ivory cameos
survive; it is clear that there were many
more made. The question is when they
were created.

Golubkina’s cameos reveal much,
and direct our thoughts in the right direc-
tion. Three stand out — “Mitya”, “Borzois”
(Wolfhounds), and “Maximilian Voloshin.
Caricature Portrait” (all of the 1910s (?),
Tretyakov Gallery). We believe that the
artist carved them significantly earlier than
the ones she created after she had met Bo-
brova and mastered modern techniques of
working with ivory. They are set apart from
her other works by a noticeably higher
relief, and a somewhat heavy modelling
of the lines. The way Golubkina uses her
carving tools is reminiscent of wood-carv-
ing techniques. It is clear that the first two
are versions of her marble sculpture

“Mitya” (1913) and “Dogs” (1913), both
made of limestone (Tretyakov Gallery); the
heartbreaking subject of her young nephew
Mitya’s untimely death is also the theme of
Golubkina’s limestone bas-relief “Mother
and Child”, a gesso mask, and drawings
executed during the same time (all after
1913, Tretyakov Gallery). The three bor-
zois in the cameo obviously match the dogs
in the bas-relief “Dogs”. They are also
known to represent the dogs which be-
longed to Natalya Kusevitskaya, who lived
in Glazovsky Lane, next to Golubkina’s
studio, and who in 1912-1913 took sculp-
ture classes from her.

The artist’s distinctive style and man-
ner, the intertwining motifs of these works,
lead us to believe that the cameos “Mitya”
and “Borzois” are linked to particular
events, representing variations of themati-
cally related works of art, and were all cre-
ated at about the same time, in the early
1910s.

I believe that the cameo portrait of
Voloshin may have also been carved at
about the same time. The sculptor and the
poet met when Golubkina was studying in
Paris with Auguste Rodin, and developed a
warm friendship. However, it would seem
that the most important event of their com-
panionship was the 1911 publication of
Voloshin’s article about the sculptor’s art in
the “Apollon” magazine?; the article was



A.C.TOJIYBKMHA
Cesmens. 1920-¢
Mopckast pakoBUHa
1,7x1,2

ITr

Anna GOLUBKINA
The Sower. 1920s

Seashell. 1.7 x 1.2 cm
Tretyakov Gallery

A.C.TOJTYBKMHA
Teiizaxc ¢ nowadsio
1920-¢

Mopckast pakoBUHa
3,5%5,0

ITr

Anna GOLUBKINA
Landscape with

a Horse. 1920s
Seashell. 3.5 x 5.0 cm
Tretyakov Gallery
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1920-¢

Mopckast pakoBUHa
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Anna GOLUBKINA
Portrait of Vyacheslav

Ivanov. 1920s

Seashell. 5.2 x 3.3 cm

Tretyakov Gallery

A.C.TOJJYBKMHA
Kenwuna u desouxa

1920-¢

Mopckast pakoBUHa

4,2x5,3

rTr

Anna GOLUBKINA
A Woman and a Girl
1920s

Seashell. 4.2 x 5.3 cm
Tretyakov Gallery

A.C.TOJIYBKMHA
Mamb ¢ pebenkom
1920-e. ®parmeHT
C10HOBast KOCTb

4,6 x4,0

rTr

Anna GOLUBKINA
Mother and Child
1920s. Detail

Ivory. 4.6 x 4.0 cm
Tretyakov Gallery

A.C.TOJNIYBKMHA
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1920-e

Mopckast pakoBUHA
4,4%x 3,3

ITr

Anna GOLUBKINA
Mother and Child
1920s

Seashell. 4.4 x 3.3 cm
Tretyakov Gallery
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B.H. lNonyoxkuna
(TIeMsTHHULIA
CKYJIBIITOPA)

¢ Kameeii «JIeByIika
CO CBETUJIIbBHMKOM»

(MOpcKasi pakOBUHA).

Dotorpadus. 1930-¢

Vera Golubkina
(the artist’s niece)
wearing the cameo
“Girl with the
Lantern” (seashell).
Photo. 1930s
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the first one to provide a comprehensive
and profound examination of Golubkina’s
oeuvre, as well as a review of her innovative
plastic expression. The article was pub-
lished three years before Golubkina’s first
solo exhibition at the Museum of Fine
Arts, which took place in 1914.
Golubkina clearly did not intend to
put up for sale either her cameo portrait of
Maximilian Voloshin or her cameo
“Mitya”; it is likely that Voloshin’s portrait
was meant to become a gift to the author of
the “Apollon” article. In the museum
world, this miniature cameo is known as
“Maximilian Voloshin. Caricature Portrait”.
Such a definition of the cameo’s genre usu-
ally leaves the contemporary viewer bewil-
dered: it does not match the generally
accepted, though not entirely correct, idea
that Golubkina’s art has a tragic tone to it.
Even among her cameos, there is at least
one more portrait with an obvious “carica-
ture” feel — “Portrait of V.V. Trofimov”
(1920-1923, Tretyakov Gallery), where she
depicts her subject with his cat crouching
on his shoulder. The artist did not like cats,
but often depicted them in her art, in their
various “guises”. Trofimov’s cat is staring

The drawing was published in 1990 (whereabouts not
indicated). Ref.: Kupchenko V., Davydov Z. Maximilian
Voloshin’s Self-portraits. In: Literaturnaya ucheba. Book 4.
July - August. Moscow. 1990. P. 168.

Now the Anna Golubkina Art Research Department of the
Tretyakov Gallery.
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at the viewer, eyes wide open. In his mas-
ter’s arms, the cat comes across as a sweet
flufty thing, but no doubt the artist hints at
the real nature of this freedom-loving crea-
ture, always prepared to break up the illu-
sion of tranquillity and harmony.

While the incongruous nature of the
Trofimov portrait is quite apparent and
easy to see, it is hard to figure out the “car-
icature” meaning of Voloshin’s image, un-
less the viewer is familiar with the context
and traditional representation of the
writer’s image, whether by his contempo-
raries or himself. We should remember that
Voloshin was one the most frequently de-
picted figures of the Silver Age, as well as
later eras. There were at least two iconic
ways of rendering the image of this writer-
poet-artist: one is the traditional “old
Russian” (in those portraits Voloshin
looked like a character from the plays of
Nikolai Ostrovsky, or a senior church fig-
ure, even maybe a coachman) and the
“classical” (antique) one, which he himself
liked better than the first.

In Voloshin’s early self-portraits,
which he drew before 1910, there is just a
suggestion of the future “classical” rendi-
tions — those images were more often rem-
iniscent of caricatures. It is possible that
Golubkina appreciated the latter artistic vi-
sion, and when she carved her own portrait
of Voloshin in the early 1910s, it came out
somewhat reminiscent of the dancing
Voloshin’s face from his own drawing (c.
19032). Had the sculptor been contemplat-
ing this portrait in the 1920s (by then “the
Koktebel visionary” was firmly associated
with classical and Biblical images in his
contemporaries’ minds), she would have
not chosen ivory as her medium, but rather
the multi-coloured seashell, which would
have echoed the poet’s numerous water-
colour portraits, so popular at the time.

Portraits hold as special a place in
Golubkina’s cameos as they do in her en-
tire oeuvre. Some of them stand alone, like
the portrait of Voloshin; some are the ex-
tension of the master’s prior reflections.
Thus, Golubkina carved her seashell por-
trait of Vyacheslav Ivanov (1920s, Tretyakov
Gallery) — a Silver Age poet and philoso-
pher whom she admired — after she had al-
ready finished working on his mask and a
sculptural portrait; her contemporaries
compared the powerful impression from
this sculpture to that of Beethoven’s (both
of 1914, Tretyakov Gallery).

Next to the portraits of famous and
recognizable figures of her era, Golubkina
created miniature images of her relatives,
friends and acquaintances. Sometimes a
carved female head reminds us of N. Gi-
atsintova’s profile, familiar from a relief
medallion of 1900 (Tretyakov Gallery), or
the faces of the Alekseeyv sisters, Nina, an
actress, and Lyudmila, a dancer, the artist’s
lifelong friends.

Golubkina’s genre and multi-figure
compositions sometimes include an even
more unexpected web — or just a glimmer
— of familiar characters. Thus, a number of

seashell carvings depict a boy on a bird (a
swan or an eagle), whose features are quite
similar to those of Mitya, the artist’s little
nephew; the child is sometimes portrayed
as the mythical Ganymede (“A Boy on the
Eagle Wings”, 1920s, Golubkina House-
Museum in Zaraisk), sometimes as a hero
from a folk fairy tale (“A Boy on the
Swan”, 1920s, private collection). We
could also speculate that two of Gol-
ubkina’s students, Zinaida Klobukova and
Tatiana Ivanova, became the inspiration for
the image of Margarita in her cameo
“Faust and Margarita” (1920s, private col-
lection). The sculptor admired both young
women for their youthful and pure beauty;
her admiration shines through the master-
fully refined outline and the delicate, beau-
tiful interplay of the seashell’s honey and
ochre hues.

It is more fitting to look at Gol-
ubkina’s cameos in the context of her en-
tire body of work, and not as an unrelated
“hobby”. This continuity found admirable
expression in the recent exhibition “Anna
Golubkina. The Art of Cameo” at the Gol-
ubkina studio museum* (end of 2011- be-
ginning of 2012). This was the first
exhibition where Golubkina’s cameos were
presented alongside her bas-reliefs, sculp-
ture and graphics; this approach clearly re-
vealed an aspect of her art which had not
been given serious consideration before —
the original, experimental focus of this
small-scale, intimate part of the sculptor’s
work. Golubkina’s innovative approach re-
vealed itself in her distinctive technique of
carving ivory and seashell, which combined
traditional ways of working in this medium
with bold creative discoveries, as well as in
her choice of motifs and the way she ren-
dered her images.

Whether a cameo portrait, a minia-
ture landscape, a multi-figure composi-
tion, a genre scene, or a religious image —
each was based on a new idea, a break-
through of creative thought, an intense
focus of the artist’s will from an individual
used to working with large-scale sculpture.
Not coincidentally, many of Golubkina’s
cameos exhibit the properties of large-scale
works of art, and do not lose their expres-
siveness even under considerable magnifi-
cation; at the same time, they retain the
qualities of miniature art as they entice the
viewer to admire them, to look closer,
to reflect. Even “The Sower” (1920s,
Tretyakov Gallery), the smallest of the
cameos (its height barely more than one
centimetre), has all these qualities, but also
“tempts” the viewer to take it into his or
her hands, as if hinting at a hidden mean-
ing which could only be unveiled through
involved and careful examination.

It might seem that there was nothing
new to be discovered in the theme of “the
sower”, which had been a popular subject
for centuries. What drove the sculptor to
seek the exquisite miniature shape in the
fragile seashell after the peasant sower from
Van Gogh’s paintings (June, 1888, Kroller-
Muller Museum, Otterlo; or “Sower”,
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u E.W. lllumkuHa-
TonrHeBUY B MacTep-
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Anna Golubkina

and Yelena Shishkina-
Golinevich in the
artist’s studio.

Photo. 1903

November 1888, Vincent Van Gogh Mu-
seum, Amsterdam) had become legendary
among her contemporaries, and after the
appearance of the golden chervonets (the
first coin minted in the Russian Federation
in 1923), with the famous figure of a sower
based on the sculpture by Ivan Shadr
(1922, Museum of Modern History of
Russia, Moscow)? It seems that in the
symbolic figure of the sower in Golubkina’s
cameo, whose rhythmic, plastic movement
captivates the viewer with its harmonious
perfection of a ritual dance, we can discern
the image of Christ the Sower. The study of
Christ, a topic which deeply touched the
sculptor in the 1910s, was revealed in a
number of Golubkina’s works, the most
significant being “The Last Supper” (1911,
Tretyakov Gallery). In the image of the
sower, this subject also found its way into
her cameos of the 1920s; it did not become
a part of the Gospel series but rather of an-
other theme, also central to the Christian
tradition, attesting to predestined rebirth
after death.

Golubkina’s depiction of Christ the
Sower was not canonical from the point of
view of Russian Orthodox iconography.
The sculptor secemed to be following
Kuzma Petrov-Vodkin’s artistic vision as

represented in his large-scale mosaic of the
same title (1915) in the Erlanger family
crypt at the Vvedensky (German) ceme-
tery® in Moscow. Through the soft, fading,
generalized, and perfect image of the
Sower, Golubkina developed the tradition
of the classical and ancient Oriental art of
cameo. It is worth noting that while Van
Gogh'’s paintings were filled with images of
sowers at the beginning of his artistic ca-
reer, and scenes of harvesting at the end of
his life, it was the other way around for
Golubkina: the rival notions of “life and
death”, “beginning and end” developed in
the opposite direction. While still a student
at the Moscow School of Painting, Sculp-
ture and Architecture, she created her har-
vest-themed bas-relief “Death’s Harvest”
(1892-1893, whereabouts unknown), which
left both her fellow students and her pro-
fessors stunned. However, during Golub-
kina’s very first decade of independent
work as an artist, she lived out, thought
through and rendered in sculpture the
theme of old age and the end of life. As we
can see, by the 1920s, notwithstanding her
failing health and financial difficulties, the
sculptor found peace of mind and received
a powerful new creative impulse. At this
time, Golubkina’s plastic expression grav-
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itates to classical finality and clarity, while
convincingly demonstrating the originality
of the sculptor’s artistic approach and
forms of expression. Her contemporaries
noted that during the last years of her life,
before her early death in 1927, everyone
noticed “a significant shift in her moods
towards a brighter disposition. Her deep
sadness left her, she was active and ener-
getic. One plan after another excited her.”¢

It cannot be ruled out that the secret
of this revival was at least to some extent in
the new, small plastic form which the
sculptor turned to during the difficult
1920s, in mastering new techniques of
carving ivory, and in “conquering” an un-
predictable new medium, the seashell —
the medium from which she would go on
to carve more than 40 cameos in just a few
years.

5 There is no doubt that the sculptor was familiar with this in-
novative work by Kuzma Petrov-Vodkin at the Vvedensky
cemetery. In 1912, Golubkina executed a marble bas-relief
with the image of Christ for the Fetter family crypt, which was
erected after 1914 in the centre of this cemetery, close to the
Erlanger memorial headstone.

6 AS. Golubkina, “Letters. A Few Words about the Sculptor’s

Craft. Memoirs of Contemporaries”, 1983, Moscow, p. 252
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