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. TPETbAKOBCKAA F'AJIEPESA BbICTABKUN

Hartanusa Toacras

Mapuanna BepeBkuHa

sReHImmHa 1 XyI0KHUK

BricraBka npoussenenuit Mapuanusl Bepeskunoit (1860-1938) mpoBopgutcst B TpeThs-
KOBCKOI1 raiepee B pamkax loja msennapckoro kantona Tuunno B Poccun u npuypoue-
Ha K 150-y1eTuto co JHs pOXAEeHMS XyJOKHUIIBI, JO CUX IOP, K COXKAJIEHUIO, HEU3BECTHOU
IMPOKOU NyOJIMKe B Halllel cTpane. Ee MTMyHOCTh KpaiiHe J1000NbITHA B Pa3HbIX acleK-
Tax. Komy-To Oyper Onuzke TBOpUYecKas 3BOITIONMS XYAOXKHUIIbI — OT MEPEABUKHUIECKO-
ro peajau3Ma, MUHYs CMHMBOJIM3M U JPYTUe MHOTOYMCIICHHbIE YBICUYEHMS, YePE3 KOTOPhIE
NpPOLIIA MPAaKTUYECKN BCE KMBOMUCIHI TOU 3MOXU, K CBOEOOPa3HOMY, COOCTBEHHOMY
akcnpeccuoHn3My. KTo-To HaBepHsIKa 3aMHTEPECYETCsl €€ HEOPAUHAPHOM JIJIs1 XKEHIUHBI
XIX Beka cyap001, HOTHOM ApaMaTH4YEeCKUX COOBITUI U PEIIUTEIbHBIX IIOCTYIKOB.

PETbAKOBCKAS FANEPESA

MapI/IaHHa (MapuamHa) BepeBkuHa
pomunach 29 asrycta (9 ceHTs0psI)
1860 roma B Tyie, rae ee nen Ilerp Mu-
xalinoBuu MaparaH, MOTOMOK CTaporo
Ka3alKoro poja, CIyXwl ry0oepHaTOpoM
(1850—1865). babyiika MapraHHbl AHHA
MuxaitnoBHa [laparan (ypoxnenHas ba-
JIYThSTHCKAsT) — U3BECTHAST IeTCKast IMuca-
TenbHULA, MaTh Enusasera [letpoBHa Be-
peBKuHa (ypoxkneHHas JlaparaH) 3aHrMa-
Jlack xkuBonucklo. Otelr, reHepan Bnanu-
mup Hukomnaesuu BepeBkuH, ObLT repoem
Kprimckoii u Pyccko-Typelkolii BOiiH.
MapuaHHa Hayaja pUucoBaTh CIIOH-
TaHHO B 14-JeTHeM BO3pacTe, BO BpeMs
00JIe3HU — TEpBbIe pabOTHI AEBYIIKU OT-
paXanu BUIEHUsI, BHI3BAHHBIE BBICOKOI
TeMriepaTypoil. 3aHsITUSI pUCOBAHUEM TIO-
OIIpsiTa MaTh, 0 KOTOpoit BepeBkuHa Bro-
CJIENICTBUY HE pa3 BCIIOMUHAJA B CBOEM
nHeBHUKe «[11chbMa K HeM3BECTHOMY»'.
[Mepee3nbl, cBsI3aHHBIE C BOCHHOM
clyX00ii OTLIa ceMelcTBa, OMNMpeneauin
BeXW CTAHOBJIEHUS TajlaHTa Oyaylei
xynoxHuiibl. OHa 3aHWMaach XUBOIHU-
cbl0 cHavyasia B Mockse y WMiiapuona
[MpstHumHYKOBa, TTo3%e B CaHkT-Iletep-
oypre B Mactepckoit b Perruna (8 1887
roay Brnanumup BepeBkuH ObuT Ha3HaYeH

! JHeBHuk Obin Hauat B 1901 u okonuex B 1905 rojy, on
COCTOHUT 3 TPEX TETpajicii, Kax/as U3 KOTOPhIX MMEET faTy:
1(1901-1902), IT (1903-1904), IIT (1904-1905). Tetpanu
xpansitest B Ponpie Mapuanus! BepeBkunoi B
IIBEIIapCKOM TOpojie ACKOHE.

Omnu Gb1M 0nyGIMKOBAHBI Ha (hPaHITy3CcKOM si3bIKe B 1999
FOJly ¢ KOMMEHTapUsIMH 1 BCTYTIUTEIIBHOI CTaTheil
Ta6puais Hiodop-Kosansckoit (Marianne Werefkin.
Lettres un inconnu. Presentation par Gabriele Dufour-
Kowalska. Klincksieck, 1999).
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Aesmonopmpem. 1893
XO0JICT, Maciio

69 x 51

My3eii COBpeMEHHOTO
MCKycCTBa, ACKOHA

Self-portrait. 1893
Oil on paper

69 x 51 cm

Museum of Modern Art.
Ascona
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Natalya Tolstaya

Marianne Wereftkin:
The Woman and the Artist

The exhibition “Russian Artists Abroad. Marianne Werefkin (1860-1938)’; opening at the
Tretyakov Gallery, is a part of the Ticino Year in Russia — the year dedicated to the Swiss
canton of Ticino in Russia — and is timed to coincide with the 150th anniversary of the
artist’s birth.

Regrettably, the general public in Russia knows little about Marianne Werefkin, although
she is a fascinating personality in many respects. Some viewers will be more interested in
her evolution as an artist — from her “Peredvizhniki”-style realism, through symbolism and
other schools that nearly all artists of her age engaged with, towards a very distinctive, idio-
syncratic expressionism. Others will probably take an interest in her life story, so unusual
for a 19th-century woman, including many dramatic turns of fate, and resolute decisions
taken in the course of it.

arianne (Marianna) Werefkin was
born on August 29 (September 9
according to the Gregorian calendar) 1860
in Tula, where her grandfather, Pyotr
Daragan, the offspring of an old Cossack
clan, was governor at that time (from 1850
to 1865). Marianne’s grandmother, Anna
Daragan (née Balugyianskaya, 1806-1877)
was a renowned author of children’s
books; her mother, Yelizaveta Werefkin
(née Daragan), was an amateur painter.
Her father, General Vladimir Werefkin
(1821-1896), distinguished himself in the
Crimean and Russo-Turkish wars.
Marianne started painting impulsive-
ly after falling ill at the age of 14, and her
first pictures depicted visions resulting
from her high body temperature. Her
painting was encouraged by her mother,
about whom Marianne later wrote more
than once in her journals “Letters to an
Unknown Man” (Lettres a un Inconnu)'.
The family’s moves between cities,
connected to the father’s military service,
determined the path for the future artist to
follow as an art student and a budding
painter. She studied painting first in
Moscow under Ivan Pryanishnikov, and
afterwards in St. Petersburg in Ilya
Repin’s workshop (in 1887 Werefkin was
appointed as commandant of the Peter

! This journal is kept at the Marianne Werefkin Fund in
Ascona. They were published in French in 1999 with com-
mentary and foreword by Gabrielle Dufour-Kowalska:
Werefkin, Marianne. Lettres 4 un inconnu: Aux sources de
I'expressionnisme. Pr sentation par Gabrielle Dufour-
Kowalska. Klincksieck, 1999.
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and Paul Fortress). Repin had a very high
opinion of his student, comparing her to
Rembrandt and, perhaps to give a little
encouragement, used to say that he envied
her talent.

Werefkin’s pieces of that period bear
the stamp of the “Peredvizhniki”
(Wanderers) tradition of her teachers, and
yet, in spite of Repin’s support and obvi-
ous progress on the path to realist art, she
was already beginning to search for her
own artistic identity. Connected with this,
her acquaintance with Western European
art, which broadened her perspective,
played a crucial role in the formation of
her worldview.

In 1888 during a hunt Marianne
accidentally shot herself in the right hand
and had to learn painting with her left
hand — she continued plying her brush as
if nothing happened. And because she
went for medical treatment to Germany,
she had a chance to see Western European
art in the museums of Berlin, Dresden and

pr——n

Munich before many of her contempo-
raries. She wrote to Igor Grabar on August
10 1895% “Five years ago I spent two and
a half months in Berlin, and every day I
visited the museum to have at least a brief
look at this divine masterpiece?®, and every
day my soul sang in response to it stronger
and stronger. | was very sick then, and that
genius alone reconciled me to my life
when there was so much suffering in it.
Looking at his creation, at these lines, at
these half-tones (remember that shad-
owed jaw against the background or the
column against the dress), at all this
charm of the art, at this grand style, I
started to want to live again, to see it again

CURRENT EXHIBITIC

Ocenw. lllkoaa. 1907
bymara Ha xapToHe,
TeMIiepa

56 x 73

®oupn MapuaHHbl
BepeBkuHoit, AcKoHa

Autumn. School. 1907
Tempera on paper
mounted on card-
board

56 x 73 cm

Marianne Werefkin Fund,
Ascona

2 Marianne Werefkin’s letters to Igor Grabar are held at the Department of Manu:
State Tretyakov Gallery ( Igor Grabar fund); they have been published for the first time in the

catalogue of

the Werefkin exhibition at the Tretyakov Gallery — Ascona, 2010. [The author’s acknowledge-

ments
to Yelena Terkel for her contribution to this publication].

3 In Berlin Werefkin's attention was captured by a portrait of the soldier of fortune
del Borro, then attributed to Diego Veldzquez, and later to an unknown master.

Department of Manuscripts of the State Tretyakov Gallery, Fund 106. Item 3242.

and again, to live on by painting and per-
haps by painting alone.”*

It is important to note Werefkin’s
ability to rejoice at other artists’ success,
and to genuinely admire their work:
Werefkin’s joy was so natural, so utterly
devoid of envy, so sincere and free of the
slightest affectation that the next turn in
her life as an artist — her self-sacrifice to
another painter’s talent which she deemed
much greater than hers — seems entirely
natural.

At Repin’s workshop Werefkin met
other artists at the beginning of their
careers, in particular the military officer
Alexei Jawlensky, four years her junior, who
became her friend and partner for many
years. Marianne became a social centre of a
group consisting of Igor Grabar, Dmitry
Kardovsky and many emerging artists from
St. Petersburg. Often they gathered in the
Werefkins’ apartment at the Peter and Paul
Fortress, where they studied prints of the

new generation of Western European artists
#32010 73
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and discussed art.

Igor Grabar later reminisced about
these gatherings: “...Jawlensky introduced
me to his big friend — Marianne
Vladimirovna Werefkin, also an artist,
Repin’s student. Her father was the com-
mandant of the Peter and Paul Fortress,
and the artists, including Repin, used to
gather in their apartment at the fortress.
With an excellent knowledge of foreign
languages and financially comfortable, she

74 TPETbAKOBCKAA FANEPEA / THE TRETYAKOV GALLERY /

bought all the newest books and magazines
on art and acquainted us, who knew but
little about all this, with the latest develop-
ments in art, reading to us aloud fragments
from the most recent publications on art.
There I heard for the first time such names
as Edouard Manet, Claude Monet,
Renoir, Degas, Whistler; Werefkin and
Jawlensky then were especially fond of the
latter — they saw his artwork on prints.”*
Werefkin’s apartment at the fortress was
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Hokxunymuwui. 1907
Bymara Ha xapToHe,
TEMIIEPA, ITaCTEIIb,
KapaHfjant

23,6 x 20

®Donx MapuaHHBI
BepeBkuHOI, ACKOHA

Abandoned. 1907
Tempera and pencil
on paper mounted
on cardboard

23.6 x 20 cm
Marianne Werefkin Fund,
Ascona

2KeHcKuil NaHCUOH.
1907

Bymara Ha kapTone,
TeMIepa

55 x 73,5

®onn MapuaHHbI
BepeBkuHoi, ACKOHa

Womens’ Boarding
House. 1907
Tempera on paper
mounted on card-
board

55 x73.5cm
Marianne Werefkin Fund,
Ascona

visited by Konstantin Somov, Nicholas
Roerich, Philip Malyavin, Osip Braz,
Alexander Gaush, Anna Ostroumova and
others.

In 1893 Werefkin and Jawlensky set
up their own studio in St.Petersburg, and
after the death of Marianne’s father in
1896, together with Grabar and Kardovsky
moved to Munich, to continue studies at
Anton A7be’s school.

For the first time in her life,
Werefkin, now without her father’s sup-
port, had to assume responsibility, includ-
ing financial responsibility, not only for
Jawlensky but also for the household and
two servants: “Both of my donnas are com-
ing with us, both are beyond reproach”.®

Werefkin and Jawlensky traveled
across Europe extensively, studying new
French painting as well as Renaissance
art — in particular, in Italy, Fra Angelico
and other “primitives”, whom Werefkin
admired. Their travel was financed by her
father’s 7,000-ruble pension, which
Werefkin received after his death up until
the time of the Bolshevik revolution.

Another important aspect of that
time was that Marianne Werefkin devoted
herself almost entirely to fostering the tal-
ent of Alexei Jawlensky, in whose genius
she wholeheartedly believed. It was a cru-
cial moment in her life — so devoted to art
and so keen on painting, for the first time
she put herself in a position of humility,
sacrificing herself in the way only a woman
in love can. There may have been other
reasons for her giving up painting for a
while, like the attitude to woman painters
prevailing in the late 19th century — even
in Europe they were thought of as eccen-
tric creatures.

For nearly ten years, from 1896 until
1906, Werefkin did not work as an artist at
all, with all her energies focused on nurtur-
ing the talent of Alexei Jawlensky.

That period, when Werefkin com-
pletely blended into Jawlensky, brought
her a bitter disappointment in him and in
the platonic and elevated sentiments
which, she believed, they shared equally.

“For four years already we sleep
together. I remained a virgin, he became a
virgin again. Between us sleeps our child —
art. It is the child who ensures our undis-
turbed sleep. Carnal desire has never once
befouled our bed. We both want to remain
unsullied, so that not a single impure
thought could ever disturb the calm of our
nights when we are so close to each other.
And yet we love each other. Since we
exchanged declarations of love many years
ago we have not kissed once even for
form’s sake. He is everything for me, I love
him as a mother, especially as a mother, as
a friend, a sister, a wife, I love him as an
artist and a friend. I am not his mistress

5 Grabar, Igor. Moya Zhizn [My Life]. Monograph About Self. Moscow, 2001. P. 96.

€ The two maids are a woman cook named Pasha and a sixteen-year-old chambermaid named
Lelya — Yelena Neznakomova, who was to play in Werefkin's life quite an unsavory role. Quote
from Werefkin'’s letter to Grabar: Department of Manuscripts of the State Tretyakov Gallery,

Fund 106. Item 3245.



koMmeHmaHToM [leTporaBnoBcKoii Kpermo-
cty). PenmuH, KcTatu, BBICOKO TIEHWIT CTIO-
COOHOCTHM CBOE YUEHUIIbI, CPABHUBAT €€
¢ PemMOpaHaToM U, BEpOsITHO, YTOOBI MO~
CTETHYTh CAMOJTIO0ME MOJIOJION XYMOXKHU -
116l TOBOPWJT, UTO 3aBUMIYET €if.

B 1o Bpemst BepeBkuHOi#1 ObU1M 65113-
KU TIePeABDKHUIECKUE TPATUITNY €€ YIu-
Tejeii, OMHAKO, HECMOTPST Ha TIOIEPXKKY
PeriHa u sIBHBIE ycTieXu B OCBOEHUHU pe-
aJTMCTUUYECKON CHUCTEMBI, OHA yXXe TOoTha
HavaJia MoucKu COOCTBEHHOTO TTYTH B UC-
KyccTBe. HecoMHEeHHO, pelaioniyio poib
B (hopMUPOBaHNN MHUPOBO33PEHUS] MO-
JIOMOM XYMOXHUIIBI CBHITPAJIO pacuIupe-
HHe ee Kpyro3opa oarogapst 3HaKOMCTBY
C 3aMmagHOeBPOTIEICKUM UCKYCCTBOM.

B 1888 romy Bo Bpemst oxoTel Mapu-
aHHa HeyassHHO TpOoCTpesiiia cebe mpa-
BYIO PYKY M BBIHYXZIeHa ObLTa HAYIUTHCS
paboTaTh JIeBOi. DTO MPaKTUIECKU HE TT0-
MeIIayio €€ 3aHSITUSIM KUBOTHCHIO, Ha-
MPOTUB, M3-3a TOTO, YTO KypC JEUSHUS
npoBoawics B [epmanuu, BepeBkuHoOit
paHbIlle MHOTUX CBEPCTHUKOB yIalloCh
YBUIETH 3aMMaTHOEBPOTIECKYIO XIBOITHCH
B Mmy3esax bepnuna, [peszneHa u MioH-
xeHa. 10 aBrycta 1895 roma oHa muier
Hropro [pabapio®: «I1saTh et ToMy Hazam
st ipokwiia B bepiune 2,5 Mecsiiia v Kax-
IBIA IeHb XOAWJIa XOTh Ha MUHYTKY TIO-
CMOTpETh Ha 3TO OOXKECTBEHHOE TTPOM3-
BeZleHMe®, ¥ KaXIIbIi JeHb Tylia MOST 3BY-
yajia eMy B OTBET BCE CUJIbHEE U CUJIbHEE.
4 6bL1a TOrna oueHb 60JbHA, U TEHUAIb-
HBII MacTep OITH MUPUIT MEHSI C XKU3HBIO,
e TPUXOIUJIOCH TaK cTpaaarh. [isinsg Ha
€ro TBOPEHWe, Ha 3TU JIUHUU, ITH TOJTY-
TOHA (TOMHUTE OTHOIIIEHUE TEHEBOIA T11e-
KU K (POHY WK KOJIOHHBI K IJIaThi0), Ha
BCIO 3Ty TIPeNieCTh XWBOIMCU, Ha ITOT
TPaHINO3HBIN CTUITh, s HAUMHAJIA CHOBA
XOTEThb XUTh, YTOOBI BUMIETH €lle U ellle,
YTOOBI ellle XUTh XUBOIHMCHIO, U, TTOXa-
JIyi, TOJTBKO e1o»*.

Takoe, K COXaJEHUIO, PENKOe It
TBOpIIa Kau4eCTBO, KaK CITOCOOHOCTH paso-
BaThCs yCTIexaM KOJUIET, ICKPEHHE BOCXM -
IAThCST IyKUM KCKycCTBOM BepeBkuHa
TIPOSIBIISIET a0COMIOTHO UCKPEeHHE, Oe3 Te-
HM 3aBUCTH, HE PUCYSICh. JarbHemii rmo-
BOPOT €€ COOCTBEHHOU CYIbOBI, KEPTBEH-
HOCTB TIepe]] TAJITAHTOM JIPYTOTO XYIOXHU -
Ka, TIPeBOCXOISIINM, KakK eil Ka3ajoch,
ee COOCTBeHHBIH ap, BUASITCS abCOIOT-
HO €CTEeCTBEHHBIMMU.

B macrepckoit Penmuna MapuaHHa
TO3HaKOMUJIach ¢ oduiiepoM Ajnekceem
SIBNeHCKUM, KOTOPBI OBIT HA YeThIpe
roga miammie ee. CIydmioch Tak, 4YTO
AJiekcell ctas IpyromM U CIlyTHUKOM Ma-
pUaHHBI Ha JOJTHe TOmbl. BepeBkuHa
ObUTa TYII0M KOMITAHUY, B KOTOPYIO BXO-
nuu Urops [pabape, Imutpuii Kapnos-
CKUil, MHOTHE HauyWHAIOIINe TeTepoypr-
CKHe XyTOXHUKU. YacTo Mosonbie JIoamn
coOvpach B KBapThpe BepeBKUHBIX B
[MeTrpomaBioBcKoOil KpemocT, TAe OHU
W3ydaid PENpOMYKIIMM HOBOTO ITOKOJIE-
HUS 3aT1aTHOEBPOTIEHCKIX XyTOKHUKOB 1
crniopwin 00 uckyccte. [pabapp nozaHee
TaK BCIIOMMHAJ 3TW Bedepa: «...SIBieH-

Bausneywt. 1909
Bymara na kapToHe,
TeMIepa

275 x 36,5

®onx MapuaHHbI
BepeBkuHoii, AcKoHa

Twins. 1909
Tempera on paper
mounted on card-
board

275 x 36.5 cm

CKUIi TIO3HAKOMUJI MEHS CO CBOUM 0O0JIb-
UM apyrom — MapuanHoil Brnanumu-
poBHOI1 BepeBKUHOI, TOXe XyTOXHULIEH,
yueHuneit Perruna. OHa ObIia movyephio
koMeHJaHTa [leTpomnaBioBckoil Kpemo-
CTU, U y Hee B KPEMOCTU COOUPAIIUCH XYy-
JIOXXHUKW, Cpeld KOTOpbIX ObiBal U Pe-
nuH. brectauie Biaames MHOCTpaHHBIMU
SI3BIKAMM U HE CTECHSISICh B CPENCTBAX,
OHa BBINIUChIBAJIA BCE HOBEMILINME U3TAHUS

Marianne Werefkin Fund,

Ascona Inv

110 UCKYCCTBY Y TTPOCBEIIaia Hac, Majio o
ATOW YacTW WCKYIIEHHBIX, YWTas HaM
BCJIYX BBIIEPKKU U3 TIOCTEIHNX HOBUHOK
Mo jmreparype o0 WCKyccTBe. 31ech s
BIIEPBBIE YCIIbIXal UMeHa Jyapaa Mane,
Krnona Mone, Penyapa, Jlera, Yuctiepa;
BepeBkrHa u fBaeHckuil ObulM TOTAA
OCOOEHHO YBJICUEHBI TTOCTICTHUM, KapTu-
HBI KOTOPOTO 3HAJIU TI0 PETTPOMYKIIVSIM»®.
B kpenoctu y BepeBkuHoii 6biBaiu KoH-
crantuH ComoB, Hukomaii Pepux, ®u-
qurn MansBuH, Ocunt Bpas, Anekcanap
Taymr, Anna OctpoymoBa.

B 1893 romy BepeBkuna u SIBieH-
ckuii yctpownu B [lerepOypre coOCTBEH-
HyI0 MacTepcKylo, a Tocjie CMepPTU OTIa
Mapuantbl B 1896-M yexanu B MioHxeH
BMecTe ¢ [pabapem n KapnoBckuM, 4ToObI
TIPONIOKUTh OOyJeHre B IIKoJie AHTOHA
Auibe.
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Iucema Bepeskunoit ['pabapio xpansites B otaene pykomiceit I'TI B honpe Ipabaps. Oun
BIIEPBBIE OMYOINMKOBAHbI B KaTajiore BeicTaBKM Mapuanusl Bepesknuoii B I'TT (AckoHa,
2010). Baarogapto apropa nyGinukanun Eneny Tepkeib 3a IpejioCTaBIeHHbIC MaTEPUAIIBI.

Bepepknua B Bepiune Gbla mopakeHa OPTPETOM KOHIOThEpa AneccaHnipo feins Boppo,
KOTOpBIil B TO Bpems npumuceiBami [Inero Benackecy. ITo3xe 9TOT HOPTPET CTaj CYUTATHCS
PabOTOIl HEM3BECT-HOTO HTANBSHCKOTO MacTepa.

OP I'TL ®. 106. Eni.xp. 3242.

I'pabapy 1.3. Mos xu3Hb. ABToMOHOTpadus. M., 2001. C. 96.

OP I'TT. ®. 106. Ep. xp. 3245 (13 miceMa Bepeskunoit I'paGapio). MimeloTcst B By KyXapKa

Tamma u 16-netHsist ropununas Jlens (Enena He3HakoMoBa), KOTOPOII CYsKJIEHO OBLIO
ChIrpaTh B cyb0e BepeBKUHOI BecbMa HENPUTIISIAHYIO POIIb.

PETbAKOBCKAS FANEPESA

BbICTABKMN

Briepsbie B xxu3Hu MapuanHsl Bia-
IVMVPOBHBI HACTYNMUJ MOMEHT, Koraa
OHA, OCTaBIINCHh 0e3 TOMIEepKKU OTIIA,
TIpUHSIIA Ha ce0sT OTBETCTBEHHOCTh, B TOM
yycjie W MaTepUuasibHYl0, HE TOJbKO 3a
CBOETO CITYTHUKA, HO U 32 BeleHUE IOMa,
conmepxanue AByx mpuciyr: «Co MHOI
enyT o0e MOV JOHHBI, 00€ MOTYT CIIY>KUTh
Monensimu»®. BepeBkuHa u fBIeHCcKMit
MHOTO TiyTeriecTBoBau o EBporne, uzy-
Yyasi HOBYIO (DpaHITy3CKYIO XWBOIHUCH W
nckyccTBo Bo3pokmeHusi, B 4aCTHOCTH,
oboxxaembix BepeBkuHoit @pa AHXKEITNKO
W IpYTux «primitiv’oB» B Utamum. Cpen-
CTBa Ha TTOE3IKU MaBajia eXXeroaHast TeH-
cusi B 7 ThicS4 pyOsieil (XydoXHHULIA Oy~
yaJia ee MocJie CMEPTU OTLIa BILIOTh JI0 pe-
BOJIIOLIMN).

MapuaHHa TIpaKTUYECKU TIOJIHO-
CTBIO TIOCBITWIA CeOsI BOCTIMTAHUIO Ta-
JlaHTa Asekces SIBIE€HCKOTO, B Yeli TeHUi
oHa 6e30TOBOPOYHO yBepoBasia. DTO OBLT
TIepeJIOMHEBII TIepUOM B €€ KU3HU, KOTJa
OHa, TIpeJaHHas WCKYCCTBY, BIIEPBBIC
rnocraBuia cedsi B IOAYUMHEHHOE MOJI0XKe-
HUe, TIPOSIBUB CaMOOTBEPXKEHHOCTh, Ha
KOTOPYIO CITOCOOHO JTIO0SIIIee KeHCKOe
cepaue. BeposdTHo, cyiliecTBOBaI U Ipy-
THe TPEIIOCHUTKA K TOMY, YTOOBI Ha Bpe-
MsI OCTaBUTH 3aHSITHUS KUBOIKCHIO, BEIb
B KoHle XIX Beka >KeHIIMHA-XYI0XHUK
naxe B EBpore BocmpuHMMATach OKpy-
JKAIOMMMK KaK HEeYTO IKCTpaBaraHTHOE
¥ He BHyIIalolee nosepust. B 1896—1906
rofax BCIO CBOIO dHepruio BepeBkuHa
Hanpapisia Ha dbopMmupoBaHue fABieH-
CKOTO KaK XyloxHuka. OHa LIeJIMKOM pac-
TBOPWJIACh B 3TOM Y€JIOBEKE U, K Hecya-
CThIO, KCIbITANIa TJYOOKOE pa3oyapoBa-
HHUE B WX TUIATOHWYECKU-BO3BBIIIEHHBIX
YYBCTBaX (MO ee yOeXKIeHWIO0, COBEPILIECH-
HO B3aMMHBIX). «YXe YeThIpe Tofa MBI
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and my tenderness has never had a pas-
sionate turn. Because of his love for me, he
became a monk. He loves in me his art,
and without me he’ll die — and he has
never enjoyed me as a woman.””’

In 1901 it transpired that the cham-
bermaid Lelya was pregnant, with
Jawlensky the father. The baby was born in
1902 in Russia in a village and later on
introduced to friends as Jawlensky’s
nephew. Werefkin felt betrayed, and most
importantly, it turned out that the man to
whom she sacrificed so much, including
even her artistic individuality, did not share
her views on love and the puritanical
chastity of the relationship between men
and women.

Faced with this betrayal, in utter
despair, Werefkin started a journal filled
with outpourings of the heart, and with
recitals of her aesthetic opinions and views
on art and the artist’s place in society, and
on relationships between men and women.
Begun in 1901 and finished in 1905, the
journal includes three notebooks, each
dated: 1 — 1901-1902; II — 1903-1904;
IIT — 1904-1905. The confession in
“Letters to an Unknown Man” helped
Marianne forgive Jawlensky; they contin-
ued living together, and Werefkin contin-
ued to educate herself and Jawlensky.

At that time Werefkin returned to
painting — first in drawing-books, which
are now held at the Museum of Modern
Art in Ascona, Switzerland, and later, in
1906, to painting. But even the last of the
three notebooks in “Letters to an
Unknown Man” (1905) contains verbal
descriptions marked by the palpability of a
visual image, which it would not be pre-
posterous to call “scripts” for future paint-
ings — the paintings free of her once-pre-
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vailing realism, where colour, separate
from light, is the vehicle for conveying
moods and thoughts and the carrier of
emotional states: “A colossal orange moon
rolls as an unbelievable ball against intense
blue. The silhouettes of the houses flank
this blue on both sides, forming a childish-
ly rigid little frame. As if we witness the
birth of the song of flowers which are sub-
ordinated to this blue and dominated by
the orange moon.”®

The decade of “artistic silence”, the
resolution of the artist whose talent was so
much appreciated by her teachers to
abstain from painting, did not pass without
yielding fruits. These years were spent not
only nurturing the talent of Alexei
Jawlensky, whom she adored, but also
searching for her own identity, molding her
own character. Werefkin not simply
became the muse of an artist — she became
the heart and soul of an artistic experiment
fermenting in the international communi-
ty of artists in Munich at the turn of the
20th century. Their discussions on art, of
which Werefkin was one of main origina-
tors, undoubtedly benefited every member
of the “Brotherhood of St. Luke” (the
“Lukasbruder”), which she founded in
Munich in 1897, as well as members of the
“New Association of Artists in Munich”
(“Neue Kiinstlervereinigung Miinchen”)
that was created on Werefkin’s initiative in
1909 and headed by Wassily Kandinsky.

Cao wenugun. 1910
bymara na kaprose,
TeMiepa

21 x29

Kosmnekuust Kapmen u
Juero XarmaHH, Llropux

Womens’ Garden.
1910

Tempera on paper
mounted on card-
board

21 x29 cm

Carmen and Diego
Hagmann’s collection,
Zurich.

Werefkin, Marianne. Lettres 4 un inconnu: Aux sources de I'expressionnisme. Présentation par

Gabrielle Dufour-Kowalska. Klincksieck, 1999. Pp. 75-77 (notebook I, pp. 29-30).

8 . . . . . .
‘Werefkin, Marianne. Lettres & un Inconnu: Aux sources de I'expressionnisme. Présentation par

Gabrielle Dufour-Kowalska. Klincksieck, 1999. P. 156 (notebook II1, p. 120).

® This information is provided in the catalogue of the exhibition in Rome, 2009: Marianne
Werefkin (Tula 1860 — Ascona 1938). Lamazzone dell’avanguardia. Alias, 2009. P. 113.
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In 1906, after a ten-year pause, the
46-six-year old Werefkin once again took a
brush in her hands, but now she was a
completely different sort of artist.
Everything changed in her art: from the
technique — she now used only distemper
— to the style reflecting the daring and the
innovative tendencies of symbolism, fau-
vism and cloisonnism, which attracted her
so strongly in the French masters’ art.

In  1903-1905 Werefkin and
Jawlensky travelled in France: it was a very
important visit for both — their itinerary
included not only Paris, but also
Normandy, Brittany, and Provence, the
most significant hubs of creativity of the
time. Jawlensky even took part in the
activities of the Russian section (organized
by Sergei Diaghilev) at the Autumn Salon
(Salon d'Automne) in 1905. That Salon
exhibition for the first time extensively fea-
tured fauvists — Henri Matisse and André
Derain — who, along with Vincent Van
Gogh and Paul Gauguin, influenced both
Werefkin and Jawlensky.

After this travel Werefkin again
returned to work. In the mid-1900s in
Munich she and Jawlensky became close
with Wassily Kandinsky, Paul Klee, Franz
Marc, and Gabriele Miinter — all these
artists became members of the “New
Association of Artists in Munich”. In 1909
Werefkin together with Kandinsky, Miinter
and Jawlensky summered in Murnau, in
Gabriele Miinter’s house. However, soon
these two artistic couples parted ways, and
Werefkin and Jawlensky did not make the
step towards abstraction that later brought
fame to Kandinsky. However, it was
Marianne Werefkin who was called by a
critic “a midwife of abstraction”, meaning
that the conversations and arguments
about the new directions in art among
these artists led to the birth of the new lan-
guage, including Kandinsky’s lyrical
abstraction. Later, although Werefkin and
Jawlensky did not join the “Blue Rider”
(Blaue Reiter) society founded by
Kandinsky, they participated in its shows.
An Expressionist poet Else Lasker-Schiile
in 1913 gave to Marianne yet another hon-
orary title, “Amazon of the Blue Rider”®.

Marianne Werefkin and Alexei Jaw-
lensky, strictly speaking, were not émigrés.
When they left for Munich to continue
their studies, they never severed ties with
Russia: before World War I they spent long
periods of time in the Russian Empire — in
the Blagodat estate in Kovno in Lithuania,
where Pyotr Verevkin, Marianne’s brother,
was governor. They were part of both the
European and Russian art scene: they
showed works at the exhibitions of the
“Berliner Secession”, “Der Sturm” and
“Blue Rider” in Germany and the “Jack of
Diamonds” in Russia.

This artistic couple had an amazing,
even extraordinary relationship. In “Letters
to an Unknown Man” Werefkin often talks
about the essence of love which, according
to her deeply held belief, cannot have any-
thing in common with the animal coupling



CIM psiioM. $ ocTaiach IeBCTBEHHHUIIEH,
OH CHOBa MM cTajl. MexXmay Hamul CITUT
Hallle IUTS — WCKYCCTBO. DTO OHO JaeT
HaM MMpHO cratb. Hwkorma mioTckoe
JXeJlaHVe He OCKBEPHIIO Hallle Jioxke. Mbl
00a XOTUM OcCTaTbCs O€bIMU, YTOOBI HU
OJITHA TypHAasi MBICJIb HE HapyIIvia TTIOKOM
HaIlIMX HOYEH, KOTIa MBI TaK OJIM3KA IPyT
npyry. 1 TeM He MeHee Mbl JTIOOUM IpYr
npyra. C Tex mop, Kak MHOTO JieT Ha3af
MBI TIPU3HAINCH B 3TOM, MBI HE OOMEHSI-
JIUCh HY OTHUM JIeKYPHBIM TiotieryeM. OH
IUTST MEHST — BCe, s JIIOOJTIO ero KaK Marh,
0COOEHHO KaK MaTh, KaK JAPYT, KaK cecTpa,
KakK Cympyra, 5 JJIOOJII0 eT0 KaK XyIOXHU!-
Ka, Kak ToBapuia. 51 He ero JI0OOBHMUIIA,
¥ HUKOTIA MOST HEXKHOCTh He 3Hajla CTpa-
ctu. OH Gmaromapst JIIOOBU KO MHE CJie-
Jlasicsi MoHaxoM. OH JIIOOUT BO MHE CBOE
WCKYCCTBO, OH 6€3 MeHsI IIOTMOHET — U OH
HUKOTIA He 00JIaial MHOIO»’ .

B 1901 romy oOHapyXwuiaoch, 4TO
ropHuyHas Jlens xnuet pedbeHka ot Ajek-
cest fIBneHckoro®. BepeBKuHa 4yBCTBO-
Baja ce0sl TpeJaHHOM: OKa3aJioCh, YTO
MyXYMHA, paayd KOTOPOTO OHa TOXepT-
BOBaJIa CTOJIb MHOTUM, JIaXe CBOel TBOP-
YeCKO XXM3HBIO, AOCOMOTHO HE pasessi
ee B3[JISIIOB Ha JIIOOOBh W ITyPUTAHCKYIO
YUCTOTY WX OTHomeHwuit. [lepem nmuiom
3TOTO BEPOJIOMCTBA, B TIOJTHOM OTYAsTHUN
OHa Havajia BECTM JHEBHWK, T1ie U3JTNBa-
Jla CBOM YyBCTBa, M3JIarajla CBOM dCTETU-
YecKue TTO3UIINH, B3IJISIIBI HAa UCKYCCTBO
¥ MECTO XyIOXHHUKa B obmecTBe. Mcrmo-
Belb, M3J0XeHHasd B «[IucbMax K Hems-
BECTHOMY», TTOMOTJIa MapraHHe MTPOCTUTh
AJtekcesl; IX COBMECTHasI XXM3Hb TIPOIOJI-
XUJIach, TIPOMOJIKWIIACE U ee paboTa To
00pa3oBaHuUIO caMoii ceds1 U SIBIEHCKOro.

XymoxXHWIIA CHavyajla BEpHyJach K
pPHUCOBaHMIO B abOoMax, a B 1906 romy —
u K xuBonucu. Ho yxe B mocienneii u3
Tpex Terpaneil mHeBHUKa (1905) MoxHO
HaliT CcBOEOOpa3HBbIE CIIOBECHBIC KapTH-
HBI — «CIIEHapUU» OYTyIIIX KUBOITUCHBIX
TPOU3BENICHNII, TIe HEe OCTaToCh MecTa
TpexxHeMy peann3my. LIBeT B HUX He3aBU-
CUM OT CBETa W SIBJISIETCSl BBIpa3uTesieM
HACTPOEHUS, MBICITH, HOCUTEJIEM BMO-
IIMOHAIBHOTO cocTosiHUS: «OTpomMHas
OopaHXeBast JIyHa KaTUTCSI, KaK HEMMOBEP-
HBIE KOM B MHTEHCUBHO-CWHeM. JInHum
JIOMOB 00paMJISIIOT C ABYX CTOPOH 3Ty
CHHb B TIO-JIETCKH XECTKYIO paMKy. Pox-
JIaeTCs CJIOBHO TIECHSI IIBETOB, TTOMYMHEH-
HBIX 3TOMY CHEMY, HaJl KOTOPBIM JOMU-
HUPYeT OpaHxXeBast TyHa»’.

[JecsaTuieTe TBOPYECKOTO MO4a-
HUSI XYIOXHUIIBI, Ybe JTapOBaHUe TaK IIe-
HWIN €€ yYUTeJIsl, TPOIIO HE HApPacHO.
DTU TOABI OBITN TIOCBSIIIEHB HE TOJIBKO
pa3BUTHIO TaJlaHTa SIBJIEHCKOTO, HO U TO-
HCcKaM caMoii ce0sl, BHIKOBBIBAHUIO COOCT-
BEHHOTO Xapaktepa. OHa cTajia He TIpOCTO
My30ii OTHOTO XyITOXHWKA, a HACTOSITIIM
cepaieM 3KCIEpUMEHTa, POXIABIIETOCS
B MHTEPHAIIMOHATEHOM COOOIIIECTBE MIOH-
XEHCKUX XWBOIMCIIEB Ha pybOexke ABYX
cronetuii. becemsl 06 MCKyccTBE, OMHUM
W3 TJIaBHBIX OPTaHU3aTOPOB KOTOPHIX OBI-
na MapuaHHa, HECOMHEHHO, TPUHECTN

Tanyosujux
Auaexcanop Caxapos.
1909

Bymara Ha kapToHe,
Temiepa

73,5 x 55

®onn MapuaHHsI
BepeBkuHoii, AckoHa

The Ballet-dancer
Alexander
Sakharoff. 1909
Tempera on paper
mounted on card-
board

73.5x 55 cm
Marianne Werefkin Fund,
Ascona

7 Lettres 4 un inconnu. Pp. 75-
77 («I1ncsMa K
HensBecTHOMY». Tetpans L.
C.29-30).

8
MIX cbIH nosiBUJICS Ha CBET
B 1902 rony B Poccun,
B JIepEBHE.
OH npefCTaBIsIICs APY3bIM
KaK TIEMSHHUK AJleKcest
Teopruesnya SIBnenckoro.

® Lettres un inconnu. P 156
(«ITncpma K
Hen3BecTHOMY». Tetpajnb
1I1. C. 120).

"0 Cpeperusn TPUBOJATCS
B KaTajlore BhICTABKH
TPON3BENICHNIT
BepeBKuHOIL, IPOXOJMBILEH
B 2009 rosy
B Pume (Marianne Werefkin
(Tula 1860 — Ascona 1938).
Lamazzone dell’avan-
guardia. Alias, 2009. P. 113).

B3alMHYIO TOJIb3y BceM wieHam «bpat-
ctBa cBsiToro Jlykm», OCHOBaHHOTO €10
B MionxeHe B 1897 romy, a Takke uie-
HaM «HoBOro o0beAMHEHUS XYIOXHU-
KoB MionxeHa» (“Neue Kiinstlervereini-
gung Miinchen”), CO3IaHHOTO MO WHU-
nuatuBe BepeBkunoit B 1909-m m BO3-
maBieHHoro Bacummem KannuHckuMm.

B 1903—1905 romax BepeBkuna u SIB-
JIEHCKUI TIPEATIPVHSIIA OYeHb BaXKHYIO
UTsT HUX 00omx moe3nky Bo PpaHiuio.
OHu mocetunu He TosbKo [lapwk, HO ”
no6siBasiu B Hopmanauu, bpetanu, [1po-
BaHCE — BO BCEX OCHOBHBIX XYIOXECTBEH-
HBIX IIEHTpax TOTO BpeMeHU. SIBIeHCKMit
Jaxxe MpuHsT ydactue B OceHHEM calloHe
1905 roma. MeHHO TaM BIlepBBIe ObITa
IUPOKO TIPENCTAaBIeHa XXUBOMUCH (DOBU-
croB — AHpu Marucca n AHnpe lepeHa,
OKa3aBIIX Ha BepeBkuHy u SIBneHCKOTO
TaKoe e CWIbHOE BIUsTHUe, Kak BUHCeHT
Ban lor u [1ons Toren.

B 1906 romy 46-netHsisi BepeBKu-
Ha CHOBa OepeT B PyKU KUCTh, HO TeTeph
3TO ye COBCeM Ipyras XyIoxXHUIa. B ee
WCKYCCTBE U3MEHIIOCH BCE, OT TEXHUKU —
TeTieph OHA TTUIIET UCKITIOYUTETEHO TeM-
nepor — 10 MaHEPHI, B KOTOPOW OTpaxa-
FOTCSI CMEJIOCTh M CBEXME BESTHUSI CUMBO-
mm3Ma, GhoBU3Ma U KITya30HU3Ma, TIPUB-
JieKaBIe ee y hpaHITy3cKUX MacTepoB.

PETbAKOBCKAS FANEPESA

BbICTABKU

B cepeaune 1900-x B MionxeHe Be-
peBKUHA U fBIeHCcKU cOonu3uiuck ¢ Ba-
cunueM Kannunckum, I[laynem Kiiee,
®panuem Mapkom, [a6puanoit MroH-
Tep, KoTtopble Boluid B «HoBoe o0benn-
HEeHUe XyI0XHUKOB MioHxeHa». B 1909-m
BMmecte ¢ KanauHckum, MioHTep u flBieH-
ckuM BepeBkuHa ripoBenia jieto B MypHay,
B noMme [abpuansl. OqHAKO CKOPO TIyTH
JIBYX TBOPYECKUX ITap pa3olninch. Bepes-
KWHa Y SIBleHCKUIA He caesiaiy TOro 1iara
K abCTpakiuM, KOTOPBIU BITOCIEACTBUMN
npocnaBun KanmuHackoro. Tem He MeHee
nMeHHO MapuanHy BepeBkuHy onuH 13
3arMagHbBIX KPUTUKOB HA3BaJl «IIOBUTYXOM
abCTpaKIm» , Mest B BULY, YTO Pa3TOBOPHI
¥ CTIOPBI O HOBBIX ITYTSIX UICKYCCTBA B 3TOM
KPYTY XyHOXHUKOB TIPUBEIM K POXKIE-
HUIO HOBOTO $I3bIKa, B TOM YHUCJIE U JINPU -
yeckoit abctpakuuu Kannunckoro. IMo3n-
Hee, HECMOTpPsT Ha To, 4yTo BepeBkuHa
u SIBJIEHCKWIA He BOIILIM B OPTAHN30BaH-
Hei KanguHckuM «CHHUIA BCagHUK»
(“Blaue Reiter”), 0HU y9aCTBOBAIU B BBIC-
TaBKax 3TOTO OOBeTUHEHUSI. DKCTIPECCH -
OHHUCTCKas moaTecca Dib3a Jlackep-Ly-
qep B 1913 romy Harpaguna MapuaHHy
BrnanumupoBHYy eliie OMHVM ITOYeTHBIM TH-
TYJIOM — «amMa3oHka CHETo BcamHuKa»'°.

MapuanHa BepeBkuHa u Anekceii
SIBJIEHCKUIA, CTPOTO TOBOPS, HE SBIISTIOTCS
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of human bodies. Werefkin’s love for
Jawlensky, while reserving an autonomous
terrain for herself, was sacrificial.

Shortly before the start of World War
I Werefkin, pained over new complica-
tions in her relations with Jawlensky —
indirect references to this can be found in
her exchange of letters with Igor Grabar —
lived in Russia, a guest of her elder broth-
er Pyotr in Kovno. Jawlensky was prepar-
ing to participate in the famous Russian
exhibition in Malmo in Sweden'®.

In August 1914 both artists returned
to Munich, from which they were forced
to move to Switzerland after war broke
out. Paintings by their friends and teach-
ers — Van Gogh, Gauguin, Kandinsky and
others — were left unattended in their flat
in Munich.

In Switzerland, Marianne, Alexei,
his son and the son’s mother Yelena
Neznakomova first settled in Saint-Preux
near Lausanne, and in 1917 in Zurich,
where they visited the Dadaist Cabaret
Voltaire; Werefkin had her first opportuni-
ty to work for theatre — in Lugano she
cooperated on a ballet production with the
Russian  ballet dancer Alexander
Sakharoff. In 1919 they settled in Ascona,
a small town in the south of Switzerland,
near Lago Maggiore, on the border of
Switzerland and Italy. The local climate,
warmer than in the north of Switzerland,
suited Jawlensky better.

Switzerland became for Werefkin her
last refuge. In 1921 she and Jawlensky
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broke up forever. She wrote about it in her
journal: “...he is the creation of my life, my
ultimate goal, my torture”''. Jawlensky
finally decided to marry his son’s mother,
Werefkin’s  former maid  Yelena
Neznakomova and moved with her and
their 20-year-old son from Ascona to
Wiesbaden.

In spite of the deepest crisis in her life
and a feeling of complete loneliness at 61,
Werefkin not only continued to live and
work but also set in motion artistic currents
around herself, even in a town so small as
Ascona. In 1924 Werefkin became one of
the founders of an artists’ association in
Ascona “Great Bear” (Grofle Béir), open
to artists who lived in or often visited the
city. And in 1922 Werefkin together with
the Swiss artist Ernst Kempter organized
in the small and provincial Ascona a small
museum of modern art. Making use of her
connections, she asked painters she knew
to gift to the museum one work each.
Thus, she repeated the experience of
Alexei Bogolyubov, who organized in Sa-
ratov the Radishchev museum, but unlike
her predecessor she never had any support
from powerful institutions or highly-
placed persons.

The first show of the future museum
took place in Ascona, at the Villa Pancaldi,
now home to the museum. Today paintings
gifted by Alexei Jawlensky, Paul Klee and
other famous artists, together with the
world’s largest collection of Werefkin’s
works as well as pieces by Richard and Uli
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Seewald, form the basis of the collection of
the Museum of Modern Art in Ascona.

Marianne’s last years were clouded
with illness and poverty. She was no longer
receiving her father’s pension, and she sold
her paintings only rarely, to people able to
appreciate them. Yet, that period in her life
was not without a stroke of luck: in the late
1920s Werefkin met Carmen and Diego
Hagmann, who started collecting her
works and supported the artist when she
could no longer work. Werefkin’s friends in
1937 managed to take out of Munich the
pictures she had created there before
World War I and so saved them from
destruction, since her artwork was put on
the so-called “degenerate art” list.

When Marianne Werefkin died in
Ascona in 1938, her funeral, held accord-
ing to Christian Orthodox tradition, drew
crowds of local residents, for whom she
had done so much and who repaid her in
kind with loyalty and lasting memory to
this day preserved at the Marianne
Werefkin Fund (Fondazione Marianne
Werefkin) and the Museum of Modern Art
in Ascona, as well as in many of Ascona’s
families in possession of the Russian
artist’s works.

Unfortunately, not a single large
Russian museum today owns Werefkin’s
artwork, and only private collectors hold
individual pieces. However, interest in this
figure at the centre of the cardinal changes
in Russian and European art at the turn of
the 20th century is growing, and recently

Hounas cmena. 1924
Bymara Ha xapToHe,
TEMIIEpPA

56,7 x 74

®onn MapuaHHbI
BepeBknHoi1, AckoHa

Night Shift. 1924
Tempera on paper
mounted

on cardboard

56.7 x 74 cm
Marianne Werefkin Fund,
Ascona

10 .
The exposition was
opened in 1914 in Malmo
(Sweden), but soon war
broke out and all of the
exhibits were “under
arrest”’ Some of them
returned to Russia many
decades later (Kuzma
Petrov-Vodkin’s “Bathing
of the Red Horse”), oth-
ers remained in Sweden
for good. See: Tolstoy,
Andrei “Exhibition in
Malmé — 1914 Soviet
painting-5. Moscow:
Sovetsky
khudozhnik [Soviet
artist], 1982. Pp. 215-222.

! IWerefkin, Marianne.
Lettres & un Inconnu:
Aux sources de 1'expres-
sionnisme. Présentation
par Gabrielle Dufour-
Kowalska. Klincksieck,
1999. P. 107 (notebook 11,
p-10).



SMUTPaHTaMU. YexaB B MIOHXEH IUTsI TIpO-
JOJDKEHUST 00pa30BaHMSI, OHU He TIPephI-
Basin cBsizeit ¢ Poccuetii. 1o Hauana [lep-
BOM MUPOBOW BOWHBI YacTO W MOLOJITY
xuu B Poccuiickoil uMrnepuu — B UMe-
Huu bnaromate B Jlutee, B KoBHO, TIe
crapuuii Opatr Mapuannsl [letp Bepes-
KUH ObUI TYyOEpHATOPOM, TPUHUMAJIU y4a-
CTHE B €BPOIEUCKON M PYCCKOW XyHOXe-
CTBEHHOW XW3HU (SKCTIOHUPOBATM CBOU
pabotsl Ha BeicTaBKax HoBoro Cemeccuo-
Ha, rajepeu “Der Sturm” n «CuHero Bca-
JHUKa» B [epmaHuu, «byOHOBOTO BajieTa»
B Poccum).

VYnuBUTEbHEBIE, MOXHO CKa3aTh He-
OOBIKHOBEHHBIE OTHOIIEHUS CIOXWIUCH
y aToit mapnl. B «ITucbmax K HeM3BeCTHO-
My» XyITOXHWIIA HEOTHOKPATHO PaCCyX-
JlaéT O CYTH JIIOOBM; OHA ObUIa TIIyOOKO
y0OexaeHa B TOM, UTO 3TO BBICOKOE YYBCT-
BO HE MOXET UMETh HUYETO OOIIIETO C XU~
BOTHBIM COBOKYITJICHUEM UeJIOBEUECKIX
opraHu3moB. JIto60Bb BepeBkuHoIt K fAB-
JIECHCKOMY Obljla OJJHOBPEMEHHO HE3aBU-
CUMOM Y XEPTBEHHOM.

Haxanyne I1epBoiit MUpOBO#1 BOHBL
BepeBkuHa, n3MydeHHasT OCIOXXKHWBIIIV-
MUCSI OTHOIIIEHUSIMU C SIBIEHCKUM, O YeM
KOCBEHHO CBUJIETEJILCTBYET €€ Mepenucka
¢ Ipabdapewm, xuna y opara B KoBHo. fB-
JIEHCKUI ObLT 03a004€H CBOMM y4acTUEM
B 3HAMEHUTOU PYCCKOI BHICTABKE B IIIBEI-
ckoM ropoze Manemé''. B aBrycre 1914 ro-
na 00a XymoXHWKa BepHYIUCh B MIOH-
X€H, OTKYJIa C HAYaJIOM BOWHBI BBIHYXKIIE-
HBI ObUTH dMUTpUpoBath B LlBeitapuro.
B MIOHXEHCKOIi KBapTUpe 0Ka3aauch Opo-
IIEeHbI KAPTUHBI UX IPY3ed U yauTeneinr —
Ban Iora, ITorena, KanguHckoro...

MapuanHa BnaguMmupoBHa, Ajek-
ceit [eopruesuy, ero ceiH 1 Enena (Jlesst)
HesnakomoBa mocemunmucey B LlBeiina-
pun: cHadana B CeHT-I1pé mon Jlo3aHHOI1,
a B 1917 rony — B Lltopuxe, rae oHU TToce-
1anM Jagauctckoe kKabape «Bosbrepr».
BepeBkuHa BriepBbIe MONTyYriIa BO3MOX-
HOCTb paboTarh Mjisi Tearpa — B JlyraHo
OHAa COTpPYIHWYATA C PYCCKUM TaHIIOB-
mukoM AsekcannpoM CaxapoBBIM B TTO-
craHOBKe ero 6amera. B 1919-m xymox-
HUKW BBIOpAJI MECTOM KUTENThCTBA Ac-
KOHY — MaJIeHbKUI TOpOMOK Ha Oepery
Jlaro Manmxope. bojnee teruiblii, uem Ha
ceBepe llIBelillapuu, KIMMaT MOIXOTUIT
SBneHckomy.

LBeiinapus crana nis BepeBku-
HOM MECTOM TOCJIEHEro MpUOeXuUIla.
B 1921 romy cocrosticss OKOHYATETbHBIN
pa3pbiB OTHOILIEHUH C SIBIEHCKUM, O 4eM
OHa TTrcaJia B CBOeM JTHeBHUKe Tak: «OH —
TBOpPEHHE MOeU XWU3HU, MOSI KOHEeUHas
1IeJIb, MOSI TIBITKA» ‘2. SIBICHCKUIA per,
HaKOHell, XeHUThcsl Ha He3HakomMoBoit
M TIepeexat ¢ Heil 1 ux 20-JICTHUM CBIHOM
B BucbaneH.

HecMoTpst Ha KkpylieHve JTUIHOMN
SKU3HU U TIOJTHOE OMHOYECTBO, 61 -JTeTHsIst
JKEHIIMHA TIPOIoJKajia He TIPOCTO XKWUTh
u paboTaTth, HO WU OPTaHMW30BaIa BOKPYT
ce0sI KyJIBTYpHYIO k13Hb. B 1924 rony Be-
peBKWHA CcTajla OHWM W3 YYpeauTelieit
obobenuHeHusi «bonbiias Measenuia»

Kocmea Cesmou

AHnnbt 8 Buavhe. 1913

Bymara Ha kapToHe,
TEMIIEpa

99,5 x 85

Do MapuaHHbI
BepeBkuHoit, AckoHa

St.Anne’s Church in
Vilnius. 1913
Tempera on paper
mounted on card-
board

99.5 x 85 cm
Marianne Werefkin Fund,
Ascona

1"
BeicraBka Oblia OTKpbITA
B 1914 ronry B Manbmé,
HO BCKOpE Hadarach
BOIHa,
U BCE 9KCIIOHATHI
OKa3aJiucCh «B IlﬂeHy».
Hexotopsle u3 Hux
BepHyuch B Pocciio
CILyCTSI MHOTO
necsirmternit («Kynanne
KPAacHOTO KOHsD»
K.C.ITerpoBa-Bonkusa),
JpyrHe OCTajHuCh B
IlIBenun Hascerga. O6
atoM eM.: Toacmoti A.
Beicraska
B ManbsMmé, rogg 1914-i1 //
Coerckas JKHBOIHUCh-5.
M., 1982. C.215-222.

"2 ettres un inconnu. P 107
(«ITncpma K
Hem3BecTHOMY». TeTpajib
11. C. 10).

(“Grofe Bdr’), B KOTOpOE BOIITA XYIOXK-
HUKU, XUBIIWE U 4aCTO ObIBaBILIME B AC-
koHe. B 1922-m BepeBkuHa BMmecTe co
IBEUIIAPCKUM  XYTOXKHUKOM OPHCTOM
KemriepoM coznaia B TIpOBUHIIMATBHOMN
AcKoHe HeOOJIbIIIOoN My3eil COBpEMEHHOTO
ucKyccTBa. Bocmosb30BaBIIMCHE CBOMMM
IPYKECKMMU CBSI3SMM, OHA TTOMPOCHIIA
3HAKOMBIX XWBOITHCIIEB TTOJAPUTH MY3€t0
Mo onHoil pabore. B 3TomM cmbicie oHa
noBTopuia onblT Anekcesi borono6oBa,
opranu3oBaBliero Paguinesckuii myseit
B CaparoBe. OTHaKO B OTIIMYME OT CBOETO
TpeIecTBeHHNKa BepeBkrHa He mpube-
raja K TOIIepKKe BIUSATETbHBIX WHCTHU-
TYIIUI VTN BBICOKOTIOCTABIIEHHBIX 0CO0.
[lepBast BricTaBKa OymaylIero Myses
npoxoauiia B AcCKoHe Ha Bujuie [laHkanb-
IIv, TIe TeTiepb OH pacrojlaraeTcsl MOCTo-
sHHO. CeromHsl KapTUHBI, TIOAapeHHbIE
Anekceem SIBneHckum, Ilaynem Kiee n
JIPYTUMU XyTOKHUKAMU BMECTE C CaMoit
3HAYNTEIHPHOU B MUPe KOJUIEKITNEH TIpo-
u3BeneHuil MapuaHHbel BepeBkuHOi, a
Takxke paboramu Puimapa u Yiu 3eeBaib-
JIOB COCTAaBJISTIOT OCHOBY KOJIIeKIIMKH My-
3es1 COBPEMEHHOTO NCKYCCTBa ACKOHBI.
[Mocnequue Tomsl xu3Hu MapuaH-
HBl BramuMupoBHBI OBITM OMpadeHB
obocTpeHreM 0oJie3Helt M OeTHOCTbIO.
[leHcuro 3a oTLIa OHa yXe He Mojyyaia,
KapTUHBI CBOM TTPO/IaBajia OuYeHb PENKO 1
TOJILKO T€M, KTO ObLJI CIIOCOOEH UX Olle-
HUTB. TeM He MeHee U B 3TOT MEPUOT K13~

TPETbAKOBCKAA FANEPEA

BbICTABKN

HU BepeBKuHY XmTamy HaXOOKW W ymTadu.
B konie 1920-x oHa TMO3HAKOMMUIIACh C
Kapmen u Jluero XarMaHHaMu, CTaBILIN-
MU cobuparenssmu ee paboT. OHM TIofIep-
KUBaM XYIOXHUITY, KOTJa Ta yxXe He
Moria pabdotath. [py3est BepeBkuHOIl B
1937 romy BbIBe3 M U3 MIoHXeHa ee pabo-
TBI, CO3MaHHBIE TaM elle 10 [lepBoit Mu-
POBOIT BOITHBI, I TEM CAMBIM CITACIIU UX OT
HEMUHYeMOl TUOeJH, TIOCKOJIBKY ee JXU-
BOITMCH TTOTTaJIa B CITUCOK TaK Ha3bIBAEMO-
TO «IeTeHEPATUBHOTO UCKYCCTBA».

Korna B 1938-m Mapuanna Bepes-
KMHA yMmepJia, Ha €€ MOXOPOHBI, MPOXO-
QIUBIIWE TIO TPABOCIABHOMY OOpSIy, CO-
Opanack B AckoHa. Llseiitiapus otria-
TWIA el TIPeNaHHOCTHIO U JIOJITON TIamsi-
THIO, KOTOPYIO U ceromHs xpaHsat DoHpg
Mapuannbsl BepeBkuHoii, My3eit coBpe-
MEHHOTO WCKYCCTBa ACKOHBI, a TaKXke
MHOTHE CeMbU-00agaTeNd MpoUu3Beae-
HUI pYCCKOM XyITOXHMUIIBI.

B Hacrosee Bpemst pabot MapuaH-
HBI BepeBKUHOM, K COXaTeHUIO, HET HI
B OMHOM M3 KPYITHBIX POCCUNCKUX My3e-
€B, OTIEJIbHBIEC BEIIM BCTPEYAIOTCS JUIIb
B YaCTHBIX KOJIeKIussx. OMHaKo MHTepec
K 3Toil (urype, okazaBlieiics B LEHTpe
KapIWHATBHBIX IIEPEMeH PYCCKOTO 1 €BPO-
neickoro uckycctsa Ha pyoexe XIX—XX
BEKOB, pacTeT. B mocienHee BpeMsl 1mo-
SIBUWJINCH CTIETIMAJIVICTHI 110 TBOpUYeCTBY Be-
peBkuHO# 1 B Poccun. Bémbinast gacts ee
JKUBOITACH TIO3MHETO Tepuoaa, a Takke
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CURRENT EXHIBITIONS

art scholars in Russia started to focus on
Werefkin too. Most of the paintings she
created late in life — from the time when
she returned to painting — and dozens of
drawing-books with sketches, as well as
the manuscript of “Letters to an Unknown
Man”, are held in Ascona at the Marianne
Werefkin Fund and the Museum of
Modern Art. The rest of the artist’s legacy
is scattered across such European muse-
ums as the Villa Stuck in Munich,
Museum Wiesbaden, SchloBfmuseum
Murnau and others.

A distinctive, dramatic vision of the
world, the bright, rich colours entirely
unrelated to objects or lighting, a somber
or, in contrast, a highly intense general
colouring are characteristic of Werefkin’s
art. Although she spent 30 years by
Jawlensky’s side, and several years by
Kandinsky’s, her manner is idiosyncratic.
Her later works (starting from 1906) are
made with distemper; nearly all of them
are of a small size, and the artistic tem-
perament they are injected with make
them hard to confuse with other artists’
works.

One of the main motifs of Werefkin’s
art of the 1900s-1930s is that of the road.
Her 1907 piece “Autumn. School”
(Marianne Werefkin Fund, Ascona)
depicts schoolgirls filing along a road in
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pairs, in a calm and measured fashion,
under a teacher’s supervision. All wear
similar little black dresses and hats. The
image would have looked cheerful had it
not been for the potent and jarring combi-
nation of orange, black, grey and dark-
blue in the scenery, and the naked black
tree trunks that split the image, making the
girls look as if they are in cages and arrest-
ing their movement.

The blue “Country Road”, also cre-
ated in 1907 (Marianne Werefkin Fund,
Ascona), looks frighteningly deserted. The
road rises nearly vertically from the pic-
ture’s forefront to the background and,
rather than terminating, simply blends into
the valley. In the foreground are three
tersely imaged figures of old women in
white kerchiefs'? who look in this simple
but horrifying setting like characters from a
fairy-tale. Similar looking old women in
white kerchiefs — Werefkin probably saw
them once in Lithuania — figure in one of
her 1930s paintings “City of Mourning”
(Marianne Werefkin Fund, Ascona), where
she links these old women to a Swiss alpine
setting and the city which residents of
Ascona easily recognize as their own.

The sharp diagonal of the yellow road
cuts in two a red field in the painting
“Tragic Atmosphere” (1910, Museum of
Modern Art, Ascona). Red is charged with

#3'2010

Iopoo ckopbu
Oxomno 1930
Bymara Ha xapToHe,
Temiepa

89 x 72,5

Donpx MapuaHHbl
BepeBkuHOI, ACKOHA

City of Mourning
Circa 1930
Tempera on paper
mounted on card-
board

89 x 72.5 cm
Marianne Werefkin Fund,
Ascona

this feeling of the irremediability of what is
happening, and the road can be likened to
a spring unwound. Undoubtedly, this
painting, like many others of Werefkin’s
works, was an immediate reflection of the
tensions in her relationship with
Jawlensky. “Whirl of Love” (heritage of
Carmen and Diego Haggman’s collection,
Zurich), created around 1917, when, one
would think, everything was in the past,
shows how important a place he occupied
in her life.

Besides the theme of the road,
Werefkin used other motifs as well, includ-
ing the multiplication of figures in similar
poses (“Autumn. School”, “Womens’
Boarding House”, “Skating Rink”, “In-
dustrial City. Return Home”, “Mine” —
presently all at the Marianne Werefkin
Fund in Ascona), electric light (“Skating
Rink”, “Arrival of Night”, “Ave Maria” —
all at the Marianne Werefkin Fund in
Ascona), boats on a lake (“Ship of Fools”,
“Full Moon”, “Fishermen in a Storm” —
all at the Marianne Werefkin Fund in
Ascona). But in every image these motifs
have a slightly different turn, which, on the
one hand, makes the artist’s manner recog-
nizable, and on the other, enables her to
translate her own emotions into painting.

Yet it seems that the analytical spot-
light ought to be directed not so much on
her artwork as on her exceptional person-
ality, her views of art and morality, her life
itself, which can serve as an example of
personal integrity and selfless devotion to
art and the supreme, spiritual love.

“I adore my life: it is filled with so
much true poetry, fine feelings, things
many have no idea about. I despise my life,
which, being rich, allowed itself to be
crammed into the confines of conventions.
Between these two opinions pulsates my
soul always longing for beauty and good.”"?

“A man with taste is the same as a
woman with taste. Man invents his home,
woman — her dress... Being an artist means
having an individual, distinct from all
other people’s perception and concept of
every single thing. Being an artist does not
mean possessing a faculty of combining
lines and paints, being artful in this or that
sort of art, but having a world inside one-
self and individual forms to express it.”'*

The artist’s inner world with which
she communicated through her journal is
her creation in the same measure as her
paintings and graphics. In “Letters to an
Unknown Man” she talks time and again
about “my ‘self’” (in French, in which the
journal is written, this sounds more beauti-
ful — “mon moi”). This is her soul molded
by much suffering and many a loss, the
soul of a woman and an artist.

2Similar figures are featured in the “St.Anne’s Church in Vilnius? 1913 (Marianne Werefkin
Fund, Ascona), which suggests that the “Country Road” too was created in Lithuania.

13We:re:fkin, Marianne. Lettres & un inconnu: Aux sources de I'expressionnisme. Présentation par
Gabrielle Dufour-Kowalska. Klincksieck, 1999. P. 101 (notebook L, p. 234).

1"'Werefkin, Marianne. Lettres & un inconnu: Aux sources de I'expressionnisme. Présentation par
Gabrielle Dufour-Kowalska. Klincksieck, 1999. P. 106 (notebook II, p.8).



NECSITKY TeTpaneit ¢ HabpoCcKaMu XpaHsIT-
ca B ®onme MapuaHHbl BepeBKUHOI,
a Takke B My3ee COBpPEMEHHOTO MCKYC-
ctBa AcKoHBI. OcTaibHOE HaCIeane pac-
CesTHO TI0 TaKWM eBpPOMENCKUM cobpa-
HusM, kak Myseii Buta Ltyk B MioH-
xeHe, Myseit Bucbanena, JIsopeu-myseit
MypHay...

B npousBeneHusx BepeBkuHOI OT-
paXeHo IpaMaTHUYecKoe BUIEHUE MUpA,
IUTSI HUX XapaKTepHBI SIPKWE HACHIIIEH-
HbIE L[BETA, HE UMEIOLIME HU MaJleren
CBSI3W HU C TIpeJIMeTaMU, HU C OCBEIIIeHU -
€M, MpauyHbIl WJIN, HAIIPOTUB, Upe3Mep-
HO HampsiKeHHbI 001uil Konoput. He-
CMOTpST Ha T, uTo 30 JieT oHa ObLIa PSIIOM
¢ SIBIeHCKMM, HECKOJBbKO JIET — PSIOM
¢ KannuHckum, ee MaHepa WHIWUBUIY-
anbHa. [To3aHue KapTuHBI (HaunHas ¢ 1906
TO/Ia) BBITIOJTHEHBI TEMITEPOIA, TIOUTH BCE
OHM HeOoubioro pasmepa. [IpoHussiBa-
O WX XyOOXECTBEHHBIN TemIiepa-
MEHT He TI03BOJISIET TIeperyTaTh UX ¢ pa-
0oTaMU JpyTMX aBTOPOB.

OnHUM U3 TJIaBHBIX MOTUBOB TBOP-
yectBa Bepekunoii 1900—1930-x romos
sBisieTcst mopora. B pabote «Ocens. Lko-
na» (1907, ®oun Mapuanusl BepeBku-
HO, AckoHa) m300paxeHa CIOKOHas
U MepHas MpOoTryjKa UIKOJbHUI MapaMmu
TIO[T IPUCMOTPOM yuuTeTbHUIIBL. Ha Beex —
ONIMHAKOBBIC YePHBIE TUTATHUIIA U TIUISITI-
ku. KaptuHa Moria 6b1 ObITh paOCTHOM,
ecyi ObI He SHEPTUIHOE U KOH(MIIMKTHOE
coueTaHue OpPaHXeBOTo, YEPHOTO, CEPO-
TO ¥ TEMHO-CUHETO B Tieii3axke 1 He pa3-
peszalolue KOMITO3UIINIO TI0 BEPTUKAIN
YepHBIE CTBOJIBI TOJIBIX JEPEBHEB, KOTO-
pBI€ 3aMBIKAIOT TPYIITIHI NEBOYEK B HEKOE
Mo100ve KJIETOK M CJIOBHO OCTaHABJTBA-
10T WX IBUKEHUE.

[lyratoiie MMyCTHIHHON BBITJISIAUT
rony6ast «JepeBeHckass mopora» (1907,
®onn MapuanHbl BepeBkuHol, AcCKO-
Ha). OHa TIOYTU BEPTUKAIBHO TOIHU-
MaeTcsl OT TIepeHETOo TIaHa K TaTbHeMy
U He 3aKaHIMBAETCS HUIEM, PACTBOPSISICH
cpenu nonMvHBEL. Ha mepBoM 1miaHe — Tpu
JIAKOHWYHBIE (GDUTYPHI CTapyX B OEJIBIX KO-
ChIHKaX'®, KaXYIIUXCS B 3TOM IIPOCTOM,
HO TIIyramolieM Tel3axe CKa30YHBIMU
reponHsIMM. Takue Xe CTapylIku, YBU-
NeHHBIE, BEpOSITHO, B JINTBE, BOBHUKAIOT
B ogHO# 13 paboT 1930-x romoB — «[opox
ckopou» (Donnm MapuanHbl BepeBku-
HOU, ACKOHA); 3IeCh XyJTOXHUIA COSTU-
HIJIa CBOMX NlepcoHaxel ¢ ropamu LBeii-
1[apUU U TIel3akeM, B KOTOPOM KUTEJIU
ACKOHBI JIETKO Y3HAIOT POTHOM TOPOI.

Pe3kas nmaroHanmb XenToil HOpOTH
paspe3aeT KpacHoe Tojie B KapTuHe «Tpa-
rudeckas atMocdepa» (1910, Myseii co-
BPEMEHHOTO ucKyccTBa AckoHbl). Kpac-
HBI! HeceT B ce0e OIIyIIeHe HeToTpaBy-
MOCTH TIPOUCXOIISIIETO, a TOPOTa MOXET
OBITH YITOIOOJIEHA PACTIPSIMUBIIICHCS TIPY-
xwvHe. HecoMHeHHO, 3Ta KapTWHA, Kak
U MHorue paboTbl BepeBKkuHOI, oTpa-
XaeT HAIPsSKeHHOCTh €€ OTHOIICHUI
¢ ABneHckum. «Buxpp 1106BU» (coOpa-
Hue Kapmen um [Juero XarmanH, Llio-
p¥Xx), HamucaHHBII okoysio 1917 roma,

«51 nmro6r0 Belw,
KOTOPBIX HET»
Mapuanna
Bepeskuna. Ackona.
1937

dororpadust XyaoxK-
HUIIBI C aBTOrpadoM
®oun MapuanHbl
BepeBkuHoii, AcKoHa

“J’aime les choses
qui ne sont pas”
Marianne Werefkin,
Ascona. 1937
Signed photo
Marianne Werefkin Fund,
Ascona

KOrjia, Ka3ajoch Obl, BCe WUIIO3UM OCTa-
JIUCh B MPOILJIOM, TTOKAa3bIBAET, HACKOJIb-
KO BaXKHYIO POJIb OH UTpajl B XXKU3HU Xy-
JIOXHULIBL.

[ToMmuMo Tembl TyTH, BepeBkuHa
BHOBb U BHOBb MCITOJIb3yeT MHOTHE MO-
TUBBI — 3TO U MYJIBTUILIMLIMPOBaHUE GHU-
TYp B OMMHAKOBBIX To3ax («Ocens. LlIko-
na», «XKeHckmii maHcuoH», «KaTok»,
«[IpombllieHHBbIN Topoa. BosBpalieHue
nomoit», «lllaxra»), U 3JEeKTPUUECKUI
cBeT («Katok», «IIpuxonm Houm», «ABe
Mapus»), u nonku Ha o3epe («Kopabib
nypakoB», «[lonHas JlyHa», «Peibaku Bo
BpeMsi Oypu»; Bce — ®PoHn MapuaHHBI
BepeBkuHoit, Ackona). OmHaKO KaxIblit
pa3 3TU MOTUBBI TPAaKTOBaHbl HEMHOTO
Mo-ApyroMy, 4TO, C OJHOW CTOPOHBI,
JieiaeT MaHepy XyAOXHUIbI y3HaBaeMO,

C Ipyrow, — TMO3BOJISIET €l Mepenarb B
XKWBOIMUCHU BCE HIOAHCHI COOCTBEHHBIX
S5MOLM.

Ho, kaxercs, naxe Ooblie, yem
KUBOIMMCHh BepeBKMHOM, N3y4eHUS U OC-
MBICJIEHUS TpeOYeT ee HeopIUHapHast T4-

13, o .
Takux ke nepcoHaxkei Mbl BUinM B padore «Kocren Cesitoit AHHBI B BinibHe» (1913, ®oup
Mapuannbl BepeBKiHOI, ACKOHA), U3 Yer0 MOXKHO CIEJIaTh BBIBOJI, YTO U «[lepeBeHcKast
nopora» GblIa HanucaHa B JIuTse.

YLettres un inconnu. P 101 («ITncsMa k HemsBecTHOMY». Terpaps L. C. 234).

"SLettres un inconnu. P 106 («ITiceMa K HemsBecTHOMY». Terpaps I1. C. 8).

PETbAKOBCKAS FANEPESA

BbICTABKMN

HOCTb, B3IJISII HAa WCKYCCTBO U MODAb,
cama ee XWU3Hb, SIBJISIONIAsCS PUMEPOM
LIETBHOCTU U 6e33aBETHOTO CITYKEHMUSI 1C-
KYCCTBY M BBICUIEH, TYXOBHOU JIIOOBU.
«fI oboxalo MO0 XU3Hb, — THcaja
MapuaHHa, — OHa TaK HaIloJTHeHa UCTUH-
HOU TI033Wel, TTPeKpaCHBIMUA YyBCTBAMU,
BelllaMK, HEU3BECTHBIMUA MHOTHM. f] Tipe-
3Upal0 CBOIO XW3Hb, KOTOpas, Oymydm
Ooraroif, mo3Bosiwia cedsl BTUCHYTh B
paMKu oOLenpuHATOro. Mexay 3TUMU
JBYMST OLIlEHKaMU ObETCST MOST ITyIIIa, JKax-
Iyliasi Bcerma KpacoTel W Omara' <...>
Myx4rHa co BKyCOM — 3TO TO Xe caMoe,
YTO XEHIMHA co BKycoM. OIUH Mpumy-
MBIBa€T CBOU JIOM, NIpyras — CBOe IuIa-
The... BBITh XyMOXXHUKOM — 3TO WMETh
COOCTBEHHOE, OTJIMYHOE OT BCEr0 MHUpa
BOCTIpUSITHE U WIEI0 BCSIKOU Belu. BrITh
XYIOXXHUKOM — 3TO He 3HAYNT YMETh KOM-
OMHMPOBATH JIMHUM U KPACKW, HE 3HAYUT
OBITh UICKYCHBIM B TOM WJIM MHOM HCKYC-
CTBe, a UMETb MUpP BHYTpPU ce0s1 ¢ cO0-
CTBEHHBIMU (DOpMaMU, YTOOBI ITOT MUP
BBIPA3UTh»'°.

BHyTpeHHUT MUD XyTOXHULIBI, TIPU-
OTKPBITHIN OGJ1aronapsi THEBHUKY, — TAKOe
K€ ee TBOpeHUe, KaK XKUBOIUCh U PUCY-
HOK. MHorokpartHo B «ITucbMax K Heus-
BECTHOMY» OHA YIIOMHUHAET “mon moi” —
3TO U €CTh ee AyIlla, BOCITUTaHHAsS MHO-
TUMU CTpaJaHUSIMU W yTpaTamu, IyIia
SKEHIIUHBI U XyTOXHUKA.
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