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BHICTABOYHAA MAHOPAMA

Bcepoccuitcknii MosogesKHbIN apT—(i)CCTI/IBaJIb

«Monomoctpr Poccumn»

«CXP:CTa)K//CCI‘OILH}I/BaBTpa»

Bepa J/lazymenxosa

BCCpOCCHﬁCKaH TBOpYCCKAA 06L[ICCTB€HH2L$[ OpI'ZlHI/I32[I_II/I$[ «Coro3 XYIJOKHHKOB Poccun»

(CXP), crapeiiee u ogHO n3 Hanbosee MHOTOYUCICHHBIX 00BCJMHCHUI MACTEPOB H300pa-

3UTCJIIBbHOI'O l/ICKyCCTBa B HallleH CTpaHC, pCFyHHpHO IMPpOBOAHUT MOJIOAC)KHBIC BBICTABKU-CMOT-

PblL. Bnaroaapﬂ O6H.II/IPHOI>1 nu p23BCTBHCHHOI>'I FCOI‘pa(i)I/II/I (OT,ILCIICHI/ISI Coro3a pa6OT2lIOT BO

Beex cyOberTax Pocceniickoit Oepepannn) u BcecTOpoHHEH npodeccHoHaIBHON dKCIIepTH3e

CXP o6namgaer MHTEJIJICKTYQJIbHBIM PECYPCOM JIJIs BBIABJICHUSA U MOJJICP’KKH HOBBIX MMCH,

MOMYJIAPHU3UPY:A B TOM YUCJIC MOJIOAOC COBPEMCHHOC OTCYCCTBCHHOC UCKYCCTBO BO BCEX CI'O

HPOHBHCHI/I}IX.

B npodeccnmoHanbHom coobuiectese CXP Bocnpwu-
HMMaeTCs Kak o6beanHeHne, criegyloulee Tpaguunam,
yXoO4AWMM CBOUMWN KOPHAMU K cepeanHe XIX Beka, a
TakXe 3MNoXe BO3HWKHOBEHUA nNepeaBuXHMYecTBa
B Poccum B nocnegHen tpetn XIX Beka. OgHako Tpa-
avunsa noHumaetcs ColO30M He Kak BekaMu ycTa-
HOBNEHHbIN N HE3blI6NIEMbI KAHOH, BO3HECEHHbIN Ha
nbegecTtan akageMm4yeckon LKONMbl, @ Kak napagurma
MOCTOAHHOIO OOHOBMEHUS XYAOXECTBEHHO-MIaCTu-
4eCKOro s3blka MCKYCCTBA B KOHTEKCTE BpeEMEHMU. B ee
CTPYKTYpe, KOTOpasi He UCK/TtoYaeT TBOPYECKUIA aKecne-
PUMEHT, 3a/TI0XKEH KOHCTPYKTUBHbIA 6anaHc acTeTnde-
CKUX, 3TUYECKMX U NpoecCnoHanbHbIX MPUOPUTETOB.

Bcepoccuiickasa BbicTaBka «CXP:ctax//cerogHs/
3aBTpa» 2021 roga npo3ByYyana Kak OaguH M3 Hambo-
nee 3amMeTHbIX NpoekToB Col03a, HE yCTynawLwmn no

KATUKA

Hedb. 2021

TpunTnx, Nneeaqa 4yacTb
LLlepcTb, XONCT, BA3aHue
Kptoukom. 150 x 250
dparmeHT

< KATIKA
Qil. 2021
Triptych, left part
Wool, canvas, crochet.
150 x 250 cm
Detail

BbicTaBo4Haa naHopama

CBOWM Ka4yeCTBaM YPOBHIO KPYMHbIX MeXAYHapOAHbIX
BbICTAaBOK W BUeHHane. 3TO 3aBepLlatownii atan AByx-
roANYHOM BbICTaBOYHO-MPOCBETUTENNBCKON MNpPOrpam-
Mbl B paMkax Bcepoccuinckoro monogexHoro apt-ce-
ctmBana «Monogocte Poccum», npoxogdawero npwu
nogaepxke ®oHAa NPe3naeHTCKUX FPaAHTOB B paMKax
HaunoHanbHoro npoekta «KynbTypa» npu nogaepxke
MuHucTepcTBa KynbTypbl PO ¢ ncnonb3oBaHMEM rpaH-
Ta, NnpegocTtaBneHHoro O6LWepoCcCniickom oo ecTBeH-
HO-rocygapCTBEHHOW opraHusauumeinn «PocCUncKum
hoHA KynbTypbl». TOrM npeabigywimx AByX 3TanoB —
BblCTaBKU-KOHKYypca «<HoBoe Bpems» n Bcepoccuiickoi
MonofexHon BbicTaBku «HoBoe Bpemsa 2.0», Takxe
OPWMEHTUPOBAHHBIX Ha y4YacTne MONoAbIX XYAOXHNKOB
B Bo3pacTe oT 18 go 35 neT n nokasbiBaloOWNx cpes
OTeYEeCTBEHHOIO0 MOJ/IOAOIO UCKYCCTBA, — 3KCMOHUPO-
Banucb B 2020 rogy B 3anax Coto3a, B HoBon TpeTbs-
koBKe Ha KpbIMCKOM Bany.

«HoBoe Bpemsa», «<HoBoe Bpemsa 2.0» n «CXP:ctax//
cerofHsi/3aBTpa» 3aMeTHO OT/IMYAlOTCA OT TPaAWULMOH-
HbIX MEpPUOANYECKNX MONOAEXHbIX BblcTaBOK CXP — vy
HUX MPUHUMNWANbLHO MHas KoHuenuusa. [NaBHas 3agava

TpeTbakoBckas ranepesa N°1(74) / 2022



EXHIBITION OVERVIEW

“The Youth of Russia” Russian National Youth
Art Festival

“Union of Russia’s Artists:

Probation//Today/ Tomorrow”

Vera Lagutenkova

The Union of Russia’s Artists (URA), one of Russia’s oldest and 1argest alliances of visual

artists and a Russian national non-profit, regularly holds exhibitions of young artists. Thanks

to its expansive geographica] reach (the URA has chaptcrs in every Russian region) and pool

of experts in every field of art, the URA has the intellectual resources necessary to spot and

support new talent, and the Union’s efforts to popularise art include promoting young Russian

artists cxploring a wide range of creative practices.

The professional community considers the URA to
be an organisation that carries the torch for the tradi-
tions that originated in the mid 19th century and also
the in the “Peredvizhniki” (“Wanderers”) movement of
the last third of the 19th century. However, the URA un-
derstands these traditions not as centuries-old canon
lifted by the academic school to the top of the hier-
archy and never to be challenged, but as a paradigm
of continuous reinvention of art idioms in the context
of different time periods. The URA is not opposed to
artistic experimentation and its structure is based on
a constructive balance of aesthetic, ethical and profes-
sional priorities.

The 2021 Russian national exhibition “URA:Pro-
bation//Today/Tomorrow” was one of the URA’s most
noteworthy projects, on a par with the world’s biggest
international art shows and biennales. This exhibition
rounded off a two-year educational exhibition pro-
gramme that was part of the Russian national youth art
festival “The Youth of Russia” the festival was spon-

The Tretyakov Gallery Magazine #1(74) / 2022

sored by the Fund of Presidential Grants under the
auspices of the National Culture Project, supported by
Russia’s Ministry of Culture. Another source of support
was a grant from the Russian Culture Fund. In 2020, the
URA, at its exhibition space at the New Tretyakov Gal-
lery on Krymsky Val, hosted an exhibition showcasing
the best works featured in two previous shows — the
exhibition and competition “New Times” and the Rus-
sian national show of young artists “New Times 2.0”,
both of which featured young artists aged 18-35 and
highlighted a particular aspect of the artwork produced
by young Russian artists.

“New Times”, “New Times 2.0” and “URA:Proba-
tion//Today/Tomorrow” are unlike the regular trad-
itional shows of young artists organised by the URA —

Enena KOPHEEBA -
AnemeHTanb. 2021
[epeBo, MHCcTannaumsa

Elena KORNEEVA -
Elemental. 2021
Wood, installation

Exhibition overview
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“Union of Russia’s Artists: Probation//Today/Tomorrow”

the concept of these events is cardinally different. The
main goal of the Russian youth art festival “The Youth
of Russia” is to start a dialogue between classic views
on art and “new forms”. The show’s organisers pur-
sued an ambitious goal — bringing together a variety
of forms, practices and trends in contemporary art and,
in doing so, promoting a dialogue between practition-
ers of different aesthetic formats. Until quite recently,
proponents of these different creative methods were
confrontational towards each other, but, today, this con-
frontation is being replaced by the necessity of working
in cooperation with each other and engaging with the
same historical, sociocultural, philosophical and profes-
sional problems that all thoughtful modern artists are
faced with. That was why the festival was designed as
a multi-stage event: an open-call competitive admis-
sion, then probation, then the culmination: a large-scale
Russian national exhibition.

Within the framework of the project in 2021, the
URA administered a one-month program of artistic in-
ternships for 100 young artists from all over the country,
which took place at various art centres, with experi-
enced artists acting as mentors. During that period. the
Kardovsky Arts Centre (in the town of Pereslavl-Zaless-
ky), the Repin Academic Summer House (in the town of
Vyshny Volochyok), the Senezh Work and Recreation

The Tretyakov Gallery Magazine #1(74)/ 2022

Onbra CEMYEHKO
CBeTtnblii AeHb. 2021
Xoncr, akpun

80 x 60

Onbra CEMYEHKO

9 ykpoto Te65 Kpbiiom
n monuteomn. 2021
Xonct, temnepa

127 x 109

Kcenna COMOBA -
Primavera. 2021
XoncTt, macno

Vera Lagutenkova

Olga SEMCHENKO
Joyful Day. 2021
Acrylic on canvas
80 x 60 cm

Olga SEMCHENKO

| will Cover You with a Wing
and a Prayer. 2021

Tempera on canvas

127 x109 cm

Ksenia SOPOVA -
Primavera. 2021
Oil on canvas

Centre for Artists (in the town of Solnechnogorsk), the
Visual Arts Centre Cheluskinskaya (in Moscow Region),
and the Baikal Arts Centre (in the city of Irkutsk) were
turned into artist residencies offering, on a daily basis,
experimental artistic labs, plein air sessions, portfolio
revues, artist talks, masterclasses, lectures, reading
groups, performances, exhibition selection panels, dis-
cussions and themed training sessions.

These activities generated a wide variety of art-
works in different genres and forms in five key media —
painting, drawing, sculpture, applied arts and “new
forms” — which provided a comprehensive understand-
ing of present-day youth art.

Exhibition overview



Bcepoccuiickunit MonofexHsbii apT-hectuBans «<Monogocts Poccum». «CXP:ctax//cerogHsa/3aBTpa»

Bcepoccuinckoro monogexHoro apt-gpectuBana «Mo-
nopoctb Poccun» — cospgaHne ananora mexay Knaccu-
YECKUM MOHMMaHMEM UCKYCCTBA N «<HOBbIMU hopMaMm».
OpraHunsaTopbl CTaBAT nepea cobor amOMLNO3HYIO 3a-
Aadvy: npeofoneTb pasobLEeHHOCTb PasHoro poaa Ha-
npaBneHun, BUAOB 1 POPM COBPEMEHHOIO UCKYCCTBA,
a UMEHHO: OCYLLLEeCTBUTb ANANOr Mexay npeacraBuTens-
MU pasnnMyHbIX 3cTeTUYecknx nnatopm. Elwle HegasHee
BPeMS B3aMMHOIMo HENPUATUS Pa3HOMAaCTHbIX METOAOB
TBOPYECKOW MPaKTUKN CMEHSETCA CcerogHs Heobxoau-
MOCTbIO coobLa TPyAUTLCA B None eAnHOW uctopuye-
CKOW, COLUMOKYNbTYPHON, hniocodCcKom n pemecneH-
HO-MpodeccmoHanbHON NpoBaeMaTukn, Kotopasa CTouT
nepen MbICAAWUMN  XYOOXKHUKAMU-COBPEMEHHNKAMMU.
MIMeHHO ANns 3Toro 1 co3gaBanacb MHOro4YacTHasa CTPykK-
Typa decTtnBansa — ot open-call-3agBoOK Ha yyacTtue ye-
pe3 KOHKYPCHbIN OTOOP U CUCTEMY CTaXUPOBOK K UTOrO-
BOW YacTun MacluTabHol Bcepoccninckoii BelCTaBKU.

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

B pamkax npoekta B 2021 rogy B TeueHue mecsaua
CXP npoBogun egMHOBPEMEHHO TBOPYECKME CTaXwu-
poBku Ana 100 MonoabIX XyAOXHUKOB CO BCEW CTpaHbl
Ha nnowagkax JomMoB TBOpYecTBa Nog pPyKOBOACTBOM
OMbITHbIX HACTaBHWKOB. Ha 370 Bpems [lom TBOpYecTBa
nmenn O.H. Kapgosckoro (ropof lNepecnasnb-3anec-
ckuii), Akagemumyeckan gada umenn W.E. Penuna (ropog
BobiwHWiA Bonouek), [lom TBOpYecTBa M OTAbIXa XYO0X-
HUKOB «CeHex» (ropog ConHeuHoropck), Jom rpadu-
KN «YentockmHckaa» (MockoBckasa obnacTb), [Jlom TBOp-
yectBa «balikan» (ropog MpKyTCK) cTann akTMBHbIMU
apT-pes3naeHuUnsamMu, rge exegHeBHO MPOXOAUMU 3KC-
nepuMeHTasnbHble TBOpYeCcKme nabopaTopun, NNeH3PbI,
nopToNnNo-peBIO, apTUCT-TOKK, MacTep-KaaccChbl, Nek-
nepgopMaHChl, BbICTABKOMbI,
KpuUTHMUYeckme o6CyXaeHNa N TeMaTuyeckmne TPEHUHIN.

Pesynbtat 37011 paboThl — LUMPOKUI CNEKTP pasnmy-
HbIX BUAOB N (POPM Xy[OOXECTBEHHOIO BbICKa3blBaHUSA

UMK, PUAMHT-FPYNNb,

TpeTbakoBckasa ranepesa N°1(74) /2022
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“Union of Russia’s Artists: Probation//Today/Tomorrow”

Bopucnasa BOPOTWN/10
Bpemsa npuwno. 2021
Xoncrt, macno. 93 x 193

Borislava VOROTILO
The Time Has Come. 2021
Oil on canvas. 93 x 193 cm

In line with the leading current trends of the inter-
national arts scene, when preparing this multi-stage
project, the URA enlisted young curators and coordi-
nators (A. Grumbina, V. Gorbacheva, A. Guseva, L. Le-
vandovskaya) and exhibition designers (A. Vilches-No-
gerol, Vera Lagutenkova) to organise and carry out the
internships and the subsequent exhibition of the young
artists. This had an impact on the tonality of the piec-
es on view, on their manner of presentation and on the
thematic and architectural dimensions — what is usually
called the artistic arrangement of the exhibition spac-
es — of the show’s overall concept.

In keeping with the spirit of the times, when a whirl-
wind of news sweeps across the digital space non-stop,
even the show’s name — “URA: Probation//Today/Tomor-
row” — evokes http addresses and the habitual form of
the notation of periodicals, with its hierarchy of colons,
slashes and hashtags. The period of the young artists’ in-
volvement with the URA, and of their artistic internships
arranged by the URA, is indeed brief. Young people are
working today in order to understand themselves and
the times they live in — and anxiously waiting for a new
day when they can make new artistic discoveries.

Anticipating the visitors’ questions about the show’s
visual zoning, the team of curators and coordinators

The Tretyakov Gallery Magazine #1(74)/ 2022

Vera Lagutenkova

[vava BAAMMOBA -
Baikan. Xamap-ga6aH. 2021
XoncT, macno. 80 x 100

Diana VADIMOVA -
The Baikal. Khamar-Daban. 2021
Oil on canvas. 80 x 100 cm

rejected the customary didactic approach in explication
on principle. The propaedeutics for the show — an as-
semblage of texts at the entrance to the exhibition —
were in a Q&A format. The composition resembled
a chat in a messenger, with questions and answers —
a format thoroughly familiar to young people, in whose
lives today this form of digital communication is often
substituted for face-to-face contact.

The traditional principle of checking off artwork
grouped in separate rooms by form and genre was dis-
carded in favour of an arrangement based on nodes of
semantic strength, drawing around them special areas
of attention to specific themes: “love — loneliness”, “ur-
ban environment — zones of natural escapism”, “living
online — the tactile experience of existence”, and “mem-
ory of ancestors — evidence of the transitoriness of
fleeting moments”. And all of this was captured in paint-
ings, bronze, stone, chamotte, glass, clay, on paper, in
installations, embroidery over objets trouves, video art,
and “the artist’s books”.

The fired, unpainted ceramic letters of Daria lukka-
nen (Moscow) in her piece “Who Needs This Art” were
a key to understanding the exhibition’s concept and
contemporary views on art in general. This sentence
did not feature punctuation: the viewer was given the

Exhibition overview



Bcepoccuiickunit MonofexHsbii apT-hectuBans «<Monogocts Poccum». «CXP:ctax//cerogHsa/3aBTpa»

Mo NSTM OCHOBHbLIM HaMpaBfIEHUAM: XXUBOMUCH, rpadum-
Ka, CKynbnTypa, AeKOpPaTUBHO-NMPUKIAAHOE UCKYCCTBO,
«HOBble (hOpPMbl», — OTBEYaloWMii Ha BOMNPOC, KAKOBO
MO/100€ UCKYCCTBO CErogHs.

CooTHOCACL C BeayLlWMMN TpeHgaMn nHTepHaumno-
Ha/lbHOrO apT-KOMbIOHUTW, MpPWU MOArOTOBKE 3TOro
MHOroaTanHoro npoekta CXP noarsepana TeEHOEHUMIO
MeXAYyHapOOHOW MpPaKTUKM — AOBEPSATb OTBETCTBEH-
HOCTb OpraHmMsauumn 1 NpPoBeAeHNs CTaXMPOBOK U MNO-
cnepytoueit BbICTaBKM MOMOAOM0 UCKYCCTBa MOToAbIM
KypaTopam, koopaunHaTtopam (A. pym6uHon, B. Topba-
yeBon, A. lN'ycesown, J1. JleBaHQOBCKOW) 1 aBTOPaM 3KC-
nosuummn (A. Bunbdec-Horepony, B. JlaryteHkoBow).
OTO CKa3blBaeTCs W Ha MHTOHauUWu npefacTtaBNeHHbIX
npounsBeAeHunn, 1 Ha cnocobe X 3KCMNOHUPOBaHUSA, U
Ha oOLWen KOHUEeNUUM BbICTAaBKN B NX TEMATUYECKON U
apXUTEKTYPHON nogaye, B TOM, YTO MPUHATO MOHUMATb
KaK pexXuccypy XyAaoXeCTBEHHO-NPOCTPaHCTBEHHOM
06pa3HOCTM 3a/108.

[Oaxe Ha3BaHue «CXP:ctax//cerogHs/3aBTpa»
anennupyet K CCbilkaM 31eKTPOHHbIX http-agpecos
M K NPUBbIYHLIM 0603HAYEHUAM NEPUOONYECKUX U3-

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

OaHUA C Mepapxmyecku CoOoTBETCTBYOWMMN ABOETO-
YMAMM, C/3LWAMMN U XellTeramm, Cornacyscb ¢ 3Noxoi
CTPEMUTENIBHO MEHAOWMUXCS B 3/IEKTPOHHO-UHGOP-
MaLUMOHHOM none HoBocTel. CTax, Kak N BpeMs TBOp-
YECKUX CTaXWPOBOK, Y MOJIOAbIX XYOOXHUKOB Mop
kpbinom CXP geincTBuTenbHO HeBennk. Monopablie pe-
6aTa paboTaloT cerogHs, 4tobbl MOHATL ce64A U CBOE
BPEMS, U C UICKPEHHUM HeTeprneHneMm XayT 3aBTpall-
Hero AHs, 4ToObl coBeplaTb HOBble TBOPYECKNE OT-
KpbITUS.

MpenBapsas 3pUTenbCKNe BOMPOCHI OTHOCUTETbHO
nacTU4YeCKNX 30H BbICTaBKU, KypPaTOpPCKO-KOOpAUHA-
TOpPCKas KoOMaHAa MpUHUMMNMANbHO OTKa3biBaeTCsa OT
NPUBbLIYHOW AMAAKTUKN B 3KCNNMKauuu. MNMponeaeBtu-
yeckasi TeKCTOBas rpynna, npeaBapsaoLias BXo4 B 9KC-
nosnumio, 3By4mMT B hopmaTte BONpPocoB 1 oTBeToB. OHa
BbIMNSAUT KaK NPUBbLIYHbIA AN MOMOLEXWN YaT B Mec-
ceHAXepe C BOnMpocaMu M OTBETaMW, MHOMMM Ha ce-
rOAHSALWHWIA AeHb 3aMeHSAIOLWNI OHNaiH-NPUCYTCTBUEM
haKTop XMBOro OOLWEeHMNA.

BmecTo TpagnMUMOHHOIO NPUHLMNE CYUTbIBAHUS 10-
Kann3oBaHHbIX MO 3asaM npomnsBefeHuii, cobpaHHbIX

TpeTbakoBckasa ranepesa N°1(74) /2022
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Lapesa XYJIEBA
Cepus «TuwmHax». 2021
Nnctei 1, 2,3

Bymara, nactens,
KapaHaaw. 60 x 84

The Tretyakov Gallery Magazine #1(74)/ 2022

Daria ZHULYOVA

The “Silence” series. 2021
Sheets 1,2, 3

Pastel, pencil on paper

60 x 84 cm

Vera Lagutenkova

chance to interpret the multiple-choice presentation
of an artistic statement.

In his series of paintings “Rostov Contrasts” (Ros-
tov-on-Don, oil on canvas), using nearly movie-like
closeups, Aleksander Savelenko unsparingly singled
out, amid the mundanity, fragments perceivable as in-
evitable axioms, with the irony and genuine warmth of
an observing philosopher.

The stern, poster-like iconic visages in Yelizaveta
Netreba’s “Legends of Lake Baikal” swapped places
with the viewers, as if inquiring who had the real know-
ledge of life — rushed contemporary urbanites or these
nearly shamanistic sculpted masks of idols.

Kirill Stryukov (Stavropol, “Red Evening, White
Snow”; “Taganskaya Subway Station”; oil on canvas),
Borislava Vorotilo (Moscow, “The Time Has Come”, oil
on canvas), Ksenia Sopova (Moscow, “Primavera”, oil on
canvas), Rena Averina (Krasnoyarsk, “Fluidly” triptych,
street art in acrylic), Veronika Akopyan (Moscow, “100%
Fur”, installation, digital art) and many other featured
artists broached issues of self-identification and the
choice of vectors to live by in the new, post-industrial,
urban frame of reference. And the side-by-side display
of works of different formats, executed with different
media and techniques, played up the inner conflict of
the artist working in the internally contradictory pres-
ent-day realities, where borders between inner and
external selves are blurred.

Many artists engaged with themes of perception of
historical contexts and self-adaptation to them through
intimate emotions stemming from their personal expe-
riences and family chronicles. Murat Anayev’s painting
(Moscow, “Kyiiz [felted cloth]”, oil on canvas) featured
three generations of women carefully rolling up a hand-
made rug still warm from the women’s skilled and pa-
tient hands. Julia Mortiis’s project “Freedom/Penal Lab-
our” (St. Petersburg, installation, second-hand textiles,
mixed media) addressed the difficult question of the
status of people whose lives society labels as criminal.

Young people often become an object of criticism —
they are faulted for their supposed lack of respect for
the elderly and abundance of emotions not backed up
by experience; they are reprimanded for their lack of
professionalism, the one-sided nature of their state-
ments, the effrontery of their self-expression, their
lack of taste. Nonetheless, a careful viewer would see
through the ornateness of forms and behold the eternal
eschatological questions: behind affected brutality, sol-
id training and behind provocative subjects, a mature
wisdom.

The exhibition “URA:Probation//Today/Tomorrow”
was an act of artistic self-diagnosis in the here and

Exhibition overview
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MapuHa JEMNOOBA
W3 cepum «lym nuctebi». 2021

Marina DEMIDOVA
From the “Leaves Rustle”

Nnctoi 1, 2,3, 4 series. 2021
LiBeTHasa kcunorpadusa Sheets 1,2,3,4
40 x50 Colour xylography. 40 x 50 cm

Mo OTAe/IbHbIM BMAAM UCKYCCTBa, — KOMNO3ULMOHHbIE
CMbIC/10-CU/IOBbIE Y3/1bl, KOHLEHTPUPYIOLLME BOKPYT
ceba ocobble apeasnbl BHUMaHMA MO TeMaM: «t060Bb
— OOMHOYeCTBO», «Fropoackasa cpeaa — 30Hbl NpUpoa-
HOIO 3CKanMaMa», «XKM3Hb OHMaiH — TaKTU/bHbIA ONbIT
CYLEeCTBOBaHUS», «NaMsaTb NPeakKoB — CBUAETENbCTBO
CTPEMUTENBHOCTN NMpoXoadAWero MrHoBeHus». N Bce
3TW acrneKkTbl BOMOLWEHbI B XMBOMUCK, BPOH3e, KaM-
He, LamoTe, CTeK/e, IMnHe, Ha Bymare, B UHCTannaumu,
BbILLUMBKE NoBepx objets trouvés, Buaeoapte n «kHUre
XYOOXHUKa».

OB6O0XXEHHble  HeOKpalleHHble Kepamuyeckume
6ykBbl Japbu NykkaHeH (MockBa) — «<KOMY HY>XHO 3TO
MCKYCCTBO» — KJ/1HOY K TPaKTOBKE BbICTaBKW U K MOHWU-
MaHMWIO COBPEMEHHOIO B3rNnsa Ha MCKYCCTBO B LLENOM.

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

B 370l ceHTeHUUN HeT 3HaKOB NpPennuHaHna — 3puTento
npeaocTaBsieHa BO3MOXHOCTb ObITb UHTEPMPETAaTOPOM
NONNBapPUaHTHOM TPAKTOBKN XyA0XECTBEHHOIO BbICKa-
3bIBaHUA.

XunBonucHaa cepus «POCTOBCKME KOHTPacCTbI»
AnekcaHngpa CaBeneHko (PocTtoB-Ha-[loHy; XONCT, Mac-
no) 6ecnowagHo BblYfIEHSET M3 0ObIAEHHOCTU MOYTH
KMHeMaTorpamyeckuM KpynHbIM M1aHOM dparMeH-
Tbl, BOCMPUHUMaEMble KakK HeusbexHas OaHHOCTb, C
WPOHMEN N NCKPEHHeN Tennotoi dunocoda-Habno-
partens.

CypoBble nnakaTHble NOPTPEThI-NNKN cepun «Jfle-
reHgbl balikana» EnnzaBeTtbl HeTpeba MeHAOTCHA CO
3putenem mectamu, 6yaTto BomnpoLasa, KTo Xe UCTUH-
Hbli HOCUTENb 3HAHUSA O XWU3HN — TOPONINBLIE XUTENN

TpeTbakoBckasa ranepesa N°1(74) /2022
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AHHa CMHEbLLINKOBA
Moa MUpHBLIM He6om. 2021
[a 6ypet 6oi. 2021
Anntunx

Xonct, macno. 122 x 197
(o6e vacTun)

Hapbs PYMAHLIEBA -
TaiHbIN 60nenbuk. 2021
Xoncr, macno. 90 x 80

The Tretyakov Gallery Magazine #1(74)/ 2022

Anna SINELSHCHIKOVA
Under a Peaceful Sky. 2021
Let There Be a Fight. 2021
Dyptich

QOil on canvas. 122 x 197 cm
(both parts)

Daria RUMYANTSEVA -
Secret Fan. 2021
QOil on canvas. 90 x 80 cm

Vera Lagutenkova

now. The exhibition accommodated a variety of young
artists’ works, which included large-scale knitted
“slaves bursting asunder their chains” (Katika, Moscow,
“Qil”, crocheted wool and canvas), a piece highlighting
a global ecological catastrophe; an exploration of the
issue of accepting one’s own physicality via integration
of visual glitches into painting (Polina Suvorova, Mos-
cow, “Russian Beauty”, oil on canvas); classical compo-
sitions focused on the sacrament of prayerful interces-
sion in a church (Oleg Ozhogin, Moscow, “Little Flock?,
oil on canvas); observations of a world perennially in
flux but also invariably full of vital force (Veronika Vol-
ogzhannikova. Murmansk, “How | Met Your Mother or

Exhibition overview
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BbicTaBo4Haa naHopama

Bepa flaryteHkoBa
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BepoHuka Veronika

BOJTOMKAHHMKOBA VOLOGZHANNIKOVA

Kak s BcTpeTun Bawy mamy, How | Met Your Mother

WM oAHa OYeHb M3BECTHas or One Very Famous Story. 2021
ucropums. 2021 Chamotte, oxides, glazes,
LLlamoT, okcKAabl, rnasypu, reduction firing.
penykuus. 44 x 30 x 37 44 x 30 x 37 cm

One Very Famous Story”, chamotte, reduction by firing;
Arina Obukh, St. Petersburg, “Pilgrims”, chamotte, glaz-
es; Klim Senev, Stavropol. “Fitness”, chamotte, reduc-
tion firing, glazes) and many others. Visitors could leaf
through the menu of Dasha Purpurnaya’s installation
“Open Heart Bar” (Veliky Novgorod) and choose from
among the cocktails of emotions, which were described
in terms of their aftertaste and price tags for broken
glassware. For visitors with a preference for graphic
art, the exhibition’s offerings included drawings full of
harsh contrasts by Viktor Poletayev (Irkutsk), as well as
the most finely executed pieces of Yelena Mashkarina
(St. Petersburg).

A distinctive sign of the times is the prevalence of
women among visual artists. They explore all avenues
of creativity and this, of course, was reflected in the

The Tretyakov Gallery Magazine #1(74)/ 2022

Vera Lagutenkova

BepoHuka Veronika
BOJTOMXAHHMKOBA VOLOGZHANNIKOVA
Kak s BcTpeTun sawy mamy, How | Met Your Mother
WNKU ofHa OYeHb U3BECTHasA or One Very

ncropums. 2021 Famous Story. 2021
LLlamoT, okcmAabl, rnasypu, Chamotte, oxides, glazes,
penykund. ®parmMeHTsl reduction firing. Details

themes of a large number of their works. Many artists
featured at the show addressed themes of love, family
life and family values, thanks to which this exhibition
had more optimistic, cheerful paintings, sculptures,
and graphic pieces than previous events. An original
vision distinguished the works of Daria Rumyantseva,
Olga Semchenko, Anna Sinelshchikova, Margarita
Gornostayeva, Olga Stenyayeva, Anna Lupenticheva
and many other artists showcased at the exhibition.
Yelena Korneyeva philosophically and visually inter-
preted “Loneliness” and “Love” (glass, mirror, metal,
welding) as two forms of the same reality. In one work,
fragments of broken glass were scattered all over the
place; in another, they came together to form a shining
crown. It was important to the artist that viewers could
see themselves reflected in the fragments of glass.

Exhibition overview
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Pycnan ®ATXMC/TAMOB Vv Ruslan FATKHISLAMOV Bnagumup MAKOBEHKO Vladimir MAKOVENKO
TaBpuueckuii cag. 2021 The Tauride Garden. 2021 BawHs U3 cnoHosoi Ivory Tower. 2021

N3 cepuu «benbie Houn» From the "White Nights" series kocTn. 2021 Oil on canvas
LiBeTHas aBTONMMTOrpacus Colour autolithography Xonct, macno. 100 x 80 100 x 80 cm

40 x 40 40 x40 cm

NeTHuii cap. 2021 The Summer Garden. 2021

M3 cepumn «Benble HO4YM» From the "White Nights" series

LiBeTHas aBTonuTOorpacmsa Colour autolithography

40 x 40 40 x40 cm

COBPEMEHHbIX FOPOAOB WM OHU, MOYTU LIAMaHCKMUEe
penbedHble MaCkun NgonoB.

Kupunn CrpiokoB (CtaBpononb; «KpacHblii Beyep,
6enbin cHer»; «CtaHuua “TaraHckas’»; XONCT, Macno),
BopucnaBa Bopotnno (MockBa; «Bpems npuwwnos;
xonct, macno), Kcenna Conosa (MockBa; «Primaveray;
XOncT, macno), PeHa ABepuHa (KpacHospck; Tpuntmx
«[MoaBMXHO»;, CTpuUT-apT, akpwun), BepoHunka AkonsH
(MockBa; «100% mex»; nHctannqauus, digital art) u mHo-
rme gpyrme 3SKCMOHEHTbl BbICTaBKW CTaBAT BOMPOChHI
caMouaeHTUmKaumm, BO3MOXHbLIX BEKTOPOB >XWU3HWU
B HOBOW, NOCTUHAYCTPWanbHOW, YpPOaAHNUCTUYECKOWN
cucteme koopguHart. pu 3TOM 3KCMNO3MLUMOHHOE CO-
CeACTBO MPOM3BEAEHUIA, MPUHaANexXawmnx pasHbIM
BMOAM UCKYCCTBA, UCMOMHEHHbIX C MPUMEHEHWEM pa3-
HOOGpPAa3HbIX TEXHUK N MaTepunanos, yCUiInBaeT 4EMOH-
CTpauuio BHYTPEHHEro KOHMMKTa YenoBeKa-TBopua,
hYHKLUMOHUPYIOLWEro B MPOTUBOPEYUBLIX YCTOBUAX
COBPEMEHHbIX peanui, B KOTOPbIX TPYAHO onpeaenunTb
rpaHuLbl BHYTPEHHErO N BHELLHEro «5».

MHorne aBTopbl patoTaloT C TeMamMu BOCAPUATUSA
M camoaganTtauum K UICTOPUYECKOMY KOHTEKCTY yepes
NINYHbIE MEepPeXUBaHUs, CBA3aHHble C COOCTBEHHbIM
OMbITOM M NETONUCbIO CEMbUW. Ha XMBOMMCHOM NONOTHE
MypaTa AHaeBa (MockBa; «Kniins»; xonct, Mac/o) — XeH-
LMHBI TPEX MOKONEHWU, OHN 6epexHO CBopayvnBatloT
CBUTOK TK@HHOTI O BPYYHYH KOBPa, COXPaHUBLLErO TEMNo
yMernbIX 1 TepRennBbIX XEHCKNX pyK. B npoekTe «Bonb-
Hoe / kaTtopxHoe» tOnn Moptunc (CaHkT-MNeTepbypr;

BbicTaBo4Haa naHopama TpeTbakoBckasa ranepesa N°1(74) /2022
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Oner OXOIMH Oleg OZHOGIN
Aesbl. 2021 Maidens. 2021
Xoncrt, macno. 104 x 171 Oil on canvas. 104 x 171 cm

The Tretyakov Gallery Magazine #1(74) / 2022

Mypat AHAEB
Kniinz. 2021
XoncT, macno. 115 x 215

Vera Lagutenkova

Murat ANAYEV
Kyiiz [Felted Cloth]. 2021
Oil on canvas. 115 x 215 cm

Exhibition overview
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Anekcanap CABE/TEHKO Aleksander SAVELENKO Anekcanap CABEJ/TEHKO
Tauku. 2021. 13 cepumn Buggies. 2021 OnaTtb peMoHT. 2021. 13 cepumn
«POCTOBCKME KOHTPACTbI» From the “Rostov Contrasts” series «ABTonoouTenn»

XoncT, macno. 90 x 80 Oil on canvas. 90 x 80 cm XoncT, macno. 65 x 130

Anactacua HECTEPOBA
Ha napomHoi nepenpaBe. 2021
Xoncr, macno. 110 x 120

Anastasia NESTEROVA
Ferry Crossing. 2021
QOil on canvas. 110 x 120 cm

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

Aleksander SAVELENKO
Maintenance Again. 2021

From the “Car Enthusiasts” series
Qil on canvas. 65 x 130 cm

TpeTbakoBckasa ranepesa N°1(74) /2022
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Enena MALLKAPNHA
Mone Kynukoso. 2021
Tpuntunx
[paBtopa Ha meTanne
44 x29,5; 49,5 x 31,5;
44 x 29,5

BukTtop MOJIETAEB
Bneuatnenue o nete. 2021
Tpuntunx

KpecT-akBaTuHTa,

TP. WTPUX, pe3epBax

Yelena MASHKARINA
The Kulikovo Field. 2021
Triptych

Engraving

44 x 295 cm; 49.5x31.5cm;

44 x29.5cm

Viktor POLETAYEV
Summer Impression. 2021
Triptych

Cross aquatint, stroke,
reservage

The Tretyakov Gallery Magazine #1(74)/ 2022

Hapbs MYKKAHEH -
Pe6yc. 2021

LLlamoT, aHor6bl,
KOCTPOBO 06XUI

Vera Lagutenkova

Daria IUKKANEN ->
Puzzle. 2021

Chamotte, engobe coating,
fire baking

Exhibition overview
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MHCTaNNAUNs, HalaeHHbI TeKCTUAb, CMEeLLlaHHasa Tex-
HMKa) NOAHMMAaeTCs HeNpPOCTOol BOMPOC O cTaTyce io-
Oen, 4Ybs XU3Hb B rf1asax obuwecTtBa HeceT Ha cebe
KneiMo npecTtynHuka.

Monogexb Hepeako yrnpekawT: eii BMeHseTcs
HefoCTaTOYHOEe MOoYTeHME K CTapluMm, U30bITOK He-
NnoAKpPenAeHHbIX OMbITOM 3MOUMIA; ee YKOPSoT B OT-
cyTCcTBUM npocheccmoHanMaMa, B OAHOCTOPOHHOCTM
BbICKa3blBaHWM, [EepP30CTM CaMOBbIPAXEHUs, OTCYyT-
CTBMM BKyca. TeM He MeHee BHMMaTeNbHbli 3puUTe/b
YBUAWUT 3@ BblYYPHOCTLIO (hOPM U3BEYHbIE 3CXATOOIM M-
yeckue BOMpPOChI, 38 HAPOUYNTON OPYTasIbHOCTbLIO MaTe-
prana — [OGPOTHYIO WKONY, @ 3@ NPOBOKALMOHHOCTbLIO
cloxeTa — HeJeTCKY0 MyapoCTb.

BbictaBka «CXP:ctax//cerogHa/3aBTpa» — TBOpYe-
ckasi caMOAMarHoCTMKa OCO3HaHWUA cebs B TeKyLuid

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

MOMEHT BPEMEHMU, TO €CTb 34eCb U celvac. B akcnosu-
LMW HaLL/TOCb MECTO pPa3HbIM MPOAB/IEHUAM UCKYCCTBA
MONOAEXU: U KPYMHOMACLITAaOHbIM BA3aHbIM «pabam,
pBywmum nyTbl» (KaTtuka; MockBa; «HedpTb»;, wepcTb,
XOJICT, BA3@HUE KPHIOYKOM), pacKpbIBalOLWNM 3KOMOMun-
yeckylo Tpareguio MMpoBOro macwraba; n Bonpocam
NPUHATUA COBCTBEHHOW TENEeCHOCTU 4Yepes UHTerpa-
UM rmTtya (NoMex B M300paxK€HUu) B XUBOMUCHbIE
meawna (MonuHa CypoBoBa; MockBa; «Russian beauty»;
XO/ICT, MAc/o); N KNacCUYECKNM NOOTHAM, MOCBSLLEH-
HbIM TAaWHCTBY NpeacToaHua B xpame (Oner OXOruH;
MockBa; «Manoe ctago»; XoncT, Maco); n HabMAEHNIO
38 BEYHO MEHSIOWMMCH, HO HEU3MEHHbLIM B CBOEN BU-
TanbHOCTU Mupom (BepoHuka BonorxaHHukoBa; Myp-
MaHCK; «Kak a BCTpeTun Bally MaMmy, Ui ofHa O4YeHb
M3BECTHasa UCTOpUG»; WamoT, peaykums; ApmnHa O6yx;
CaHkTt-lNeTepbypr; «Munurpumbl»; wamoT, rnasypu;
Knum CeHeB; CtaBponosb; «OUTHEC»; LWaMoT, peayk-
UM, rnasypu), 1 MHoromy apyromy. MoxHo nonucratb
MeHi0 B WHcTannauum [fawwn [MypnypHoi (Benukuii
Hoeropop) «bap y oTkpbITOro cepaua» n BbibpaTtb B
HEM MOHPaBMBLUMECH KOKTENMN-IMOLMN C OMUCAHU-
€M MX NOCNEeBKYCUaA U LeHOoW 3a 60oi nocyabl. MNepen
noéutenaMm rpachky npeacTaHyT Hano/IHEHHbIE CYy-
POBbLIMW KOHTpacTaMun NucThbl Buktopa MonetaeBa (Vp-
KYTCK), @ Tak>Xe TOHYaliwme no TexHnke paboTbl EneHbl
MawkapuHoi (CaHkT-INeTepbypr).

TpeTbakoBckasa ranepesa N°1(74) /2022
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Hapbs NYKKAHEH Daria IUKKANEN

KoMy Hy>XHo Who Needs This Art. 2021
37O uckyccrtso. 2021 Chamotte, pit firing,
LLIamOT, sMHbIi 0GXMWT, found object

HaliAeHHbIN 06beKT

The Tretyakov Gallery Magazine #1(74)/ 2022

Hapbs MYPMNYPHAA
MecTo oxugaHus
moTtuBaumm. 2021

Vera Lagutenkova

Daria PURPURNAYA
Incentive Expectation

Spot. 2021

Exhibition overview
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ApwvHa OBY X Arina OBUKH Hapbs MYPMNYPHAA
MAunurpumel. 2021 Pilgrims. 2021 Bap y oTkpbIToro cepaua. 2021
[ekopatnBHOE NaHHO Decorative panel WHcTannauns

Tpuntnx Triptych CMmelaHHas TexHUKa

Lamor, rnasypu. 48 x 100 Chamotte, glaze. 48 x 100 cm

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

Daria PURPURNAYA
Open Heart Bar. 2021
Installation

Mixed media

TpeTbakoBckasa ranepesa N°1(74) /2022
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Knpunn CTPKOKOB Kirill STRYUKOV Knpunn CTPIOKOB Kirill STRYUKOV

CraHumsa «TaraHckas». 2021 Taganskaya Subway Mertpo «lMepoBo». Perovo Subway Station.

XoncT, Mmacno, akpun Station. 2021 MonHoub. 2021 Midnight. 2021

110 x 135 Qil, acrylic on canvas XOncT, Macno, akpun Oil, acrylic on canvas
10 x 135 cm 110 x 135 110 x 135 cm

HVKOJTAM MOPI'YHOB Nikolai MORGUNOV

JNowapka. 2021 Toy Horse. 2021

3 cepumn From the series "Children's

«[leTckasa nrpoBad nnoulagka» Playground"

LiBeTHas aBTonutorpadgusa Colour autolithography

43 x 48 43 x 48 cm

Painting has updated its palette, focusing predomi-
nantly on delicate translucent tones, and using colours
in conjunction with meticulously wrought forms. Large-
scale thematic, subject-oriented compositions were re-
placed with small-scale series focused on the nuances
of the everyday routines of apartment dwellers — the
so-called small pleasures of life. The exhibition became
not so much a reflection of an era as a kaleidoscope of
non-accidental accidents.

The backstage section, on a separate wall of the
exhibition space, featured behind-the-scenes corre-
spondence of the artists groups during their intern-
ships. The messages were presented in the form of
screenshots: in their letters, the young artists shared
their plans, settled professional disputes and simply
exchanged daily news. The printouts of the in-group
correspondence formed what might be called a collec-
tive artistic diary, bringing to the mind Akhmatova’s line
about secrets of the trade: "If you could know what gib-
berish empowers / The verse that grows,

from all abashment freed." 1. Translated by Evgenia
Perhaps one of the most common Sarkisyants, httpé://ruverses,com/
anna-akhmatova/i-have-no-use-

misperceptions is the view, held by many for-regimental-odes/4881/

The Tretyakov Gallery Magazine #1(74)/ 2022 Exhibition overview
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MonnHa CYPOBOBA Polina SUROVOVA
Russian Beauty Russian Beauty
Russian Beauty 1 Russian Beauty 1
Russian Beauty 5 Russian Beauty 5
2021 2021

XoncTt, macno QOil on canvas

40 x 50 (kaxaas 4acTb) 40 x 50 cm (each part)

OTnnunTenbHbIM 3HaAK BpeMeHun — npeobnagaHue
B M306pasnTenlbHOM UCKYCCTBE XEHLUNH; OHU MPOsB-
NA0T ceba BO BCeX 061aCTAX TBOPYECKOW NPAKTUKK, U
3TO, KOHEYHO Xe, CKa3bIBAeTCHA Ha TeMaTnKe 60/bLIOro
yncna npouseBegeHuin. MHorne aBTOpbl O6palatTCa
K TemMam no6BU, AOMA, CEMENHbIX LEHHOCTEN, YTO 4O-
6aBngeT, N0 CPaBHEHUIO CO MHOMMMU MNpeabigayLnumMm
MONOAEXHBbIMU BbICTaBKaMW, ONTUMUCTUYHbIX, PagoCT-
HbIX MOMOTEH, CKYNbNTYP, rpadmnyeckux nucto. Camo-
ObITHLIM BUAEHMEM OTINMYAIOTCSA HA BbiCTaBKe paboThl
Oapbu PymanueBoi, Onbru CemyeHko, AHHblI CuHenb-
LKoo, Mapraputel fopHocTtaeBoii, Onbru CreHse-
BOW, AHHbI JTYyNEHTMYEBOW U MHOIMX APYrMX aBTOPOB.
EneHa KopHeeBa nnocockn n nnactuyeckn Tpak-
TyeT «OanHoyecTBOo» U «J1l0o60Bb» (CTEKNO, 3€epKano,
MeTann, cBapka) kak ABe popMbl OAHOIO M TOro Xe sB-
neHns: 6utoe CTEKO0 B OQHOM C/yvae pasfneTtaeTcd Ha
pa3pO3HEHHbIE 31EMEHTBI, @ B APYroM — cobupaeTtcs B
cBepKalowWwmii BeHel. BaxHbIM ANg XyAOXHWKa acrnek-
TOM ABMISI€TCS TO, UTO Ha OCKOJIKax 3puUTesib MOXeT YBU-
OEeTb CBOE OTpaxXeHue.

KuBonncb OBHOBASAET KPACOYHYIO Nanntpy, opwu-
EHTUPYSACb NPEeUMYLLECTBEHHO Ha AeNMKATHYIO Neccu-
POBOYHYIO TOHANIBHOCTb M MCMO/Ib30BaHUE OTKPbITbIX
LBEeTOB BKYyMe CO CKpynynesHolh npopaboTkon cop-
Mbl. MacwrTabHble ClOXETHO-TEMaTUYeCKmne KapTUHbI
yCTynatoT MECTO KaMepHbIM No opmaTty cepusam, no-
CBSILLLEHHBIM HIOAHCAM KaXX[OOHEBHOIo KBapTUPHOro
6bITa — TaK Ha3bIBAa€MbIM MaNEHbKUM PagoCTSM XU3HM.
BbicTaBka nprnobpeTtaeT 3Ha4YeHne He CTO/bKO 3epKa-
la 3MOXM, CKO/IbKO KasielMaockona Hecy4vanHbiX cny-
YyanHocCTen.

30Ha 63KcTenaXa Ha OTAENIbHOM CTeHe BbICTaBOY-
HOWM 3KCMO3MUUM — 3aKy/IMCHasa Mnepenucka TBopue-
CKUX Fpynn BO BPEMSA UX CTaXUPOBKU, pacneyaTaHHada
CO CKPVHLLIOTOB, B HEW MONOAbIE XYAOXHUKN AENUINCH
CBOMMM TBOPYECKMMU MfiaHamu, paspewanu npodec-
CWOHasbHbIE CNOPbl U MPOCTO OOMEHUBaNUCb exe-
OHEBHbIMW HOBOCTAMU. PacneyvataHHble NNCTbl O6LLEN
nepenucku NoMoratoT co3aaTth y 3putens obpas ceoe-
006pa3HOro KOMEKTUBHONO TBOPYECKOro AHEBHMKA,
Bbl3blBad B NaMATU axMaTOBCKME CTPOKWU O TalHax pe-
Mecna: «Korga 6 Bbl 3Ha/U, U3 KaKOro copa...».

Moxanyih, ogHMUM U3 Haumbonee pacnpocTpaHeH-
HbIX 3a6nyXAeHUn aBngeTcs ObiTyowee B KynbTyp-
HOW cpefe MHeHue, 6yATo Yy MOSTIO4Or0 COBPEMEHHOIO

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

TpeTbakoBckasa ranepesa N°1(74) /2022
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“Union of Russia’s Artists: Probation//Today/Tomorrow”

Anactacua CNJIbAHOBA Anastasia SILYANOVA
OHu Tam 6binn. 2021 They Were There. 2021
WMHcTannauna Installation

in artistic communities, that young Russian art has no
individuality. Only an incurious mind can think that. But
the issues inherent in the relations between “fathers
and sons” are still pertinent, and it will be only after
some time that the works on display will be fully appre-
ciated.

After every turn of the tide of history, the art of the
young is faced with the dichotomy between “training
and individuality”. Will | be noticed if | continue doing
something that has been done for decades and centu-
ries before | was born? And if | master the professional
skills better than anyone, will my name become known?
What should an artist do to become popular?

Participants in the show and visitors left their com-
ments in the feedback book: “Well, and so what? Who
won in this battle of so-called ‘modern classical art’ and
so-called ‘new art the realists or the one-hit wonders?”
Time will tell...

The Tretyakov Gallery Magazine #1(74)/ 2022

AnacTtacua CNJIbAHOBA
OHu Tam 6binn. 2021
dparmMeHT nHcTannaunm

KATUKA =

HedTb. 2021

Tpuntnx

LLlepcTb, XONCT, BA3aHWe
Kptoykom. 150 x 250

fOna MOPTUMC =
Mpowurpaswwuii. 2021
HalipeHHbI TeKCTub,
BblwwmBKa. 30 x 30

Vera Lagutenkova

Anastasia SILYANOVA
They Were There. 2021
Detail of installation

KATIKA =

Qil. 2021

Triptych

Wool, canvas,
crochet. 150 x 250 cm

Julia MORTIIS =
Loser. 2021

Found textile,
embroidery. 30 x 30 cm

Exhibition overview



Bcepoccuiickunit MonofexHsbii apT-hectuBans «<Monogocts Poccum». «CXP:ctax//cerogHsa/3aBTpa»

OTEYEeCTBEHHOI0 UCKYCCTBA HeT cBoero nuua. Tak Mo-
XeT MoKasaTbCs /UWb HEBHUMATE/IbHOMY 3pUTENio.
Tem He MeHee BOMpPOCHI «OTLOB U AeTel» no-npexHe-
MY aKTyasbHbl, U MO AOCTOUMHCTBY OLLEHUTb 3HAYNMOCTb
npeacTaB/ieHHbIX MNPOU3BEAEeHUd yaacTCa Nub C
NCTOPUYECKOrO PaCcCTOAHUS.

B kaxayt HOBYIO 3MOXy MOIOAOE UCKYCCTBO CTO-
UT Nnepen AUXOTOMUENR «LWKOoMa — MHOMBUAYANbHOCTb>.
3ameTaTt in MeHs, ecnu 4 6yay Aenatb TO Xe, YTo 1 Ae-
CATKMW, COTHW /1€T 4O MOETO MOosABMEHNS Ha cBeT? A ecnn
91 Bbly4yCb NpOogeCcCUOHanIbHOM TEXHUKE Nyylle BCEX,
MO€ MMS CTAHeT U3BECTHbIM? YTO HY>XHO caenaTb, YTO-
6bl CTaTb BOCTPEO6OBaHHbBIM XYOOXHUKOM?

B KHMre OT3bIBOB Yy4YaCTHUKW BbICTABKW U 3pUTENNU
oCTaBuIn cBou KommeHTapuu: «<Hy n...? K1o? K1o xe no-
6eaunn B 3TON 6UTBE TakK Ha3blIBaEMOro “COBPEMEHHOr0
KMacCUYeCcKoro NCKyccTBa” 1 Tak Ha3biIBaeMOro “HoBoO-
ro”, peaancTbl I CUIOMUHYTHBbIE?» Bpema nokaxer...

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa

TpeTbakoBckasa ranepesa N°1(74) /2022
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“Union of Russia’s Artists: Probation//Today/Tomorrow”

Adva Bcepoccuinckoin MONoaeXHoM
BbICTaBKMW «HoBOe Bpems», coCToABLUENCA
05.02-09.03.2020 B MockBe, B HoBoW
TpeTtbskoBKke

Billboard of the Russian National Youth
Exhibition “New Times” held at

the New Tretyakov Gallery in Moscow
from February 5 to March 9, 2020

30Ha 63kcTeliaxa Ha BbicTaBke «CXP:ctax//
ceroaHsa/3aBTpa. MNaHens 3000 x 2000

The Tretyakov Gallery Magazine #1(74) / 2022

Aduiwa Becepoccuitickoin MonoaexHom
BbICTaBKM «HoBoe Bpems 2.0», cocToaBLIeca
29.10-29.11.2020 B MockBe, B HoBo
TpeTbaAKoBKE

Billboard of the Russian National Youth
Exhibition “New Times 2.0” held at

the New Tretyakov Gallery in Moscow
from October 29 to November 29, 2020

Backstage zone at the exhibition
“URA:Probation//Today/Tomorrow”.
Panel 3,000 x 2,000 cm

Vera Lagutenkova

Admwa BbicTaBkM «CXP:cTax//cerogHsa/3aBtpar,
coctogaBweica 05.11.05-05.12.2021 B Mockae,
B HoBoI TpeTbakoBKe

Billboard of the exhibition “URA:Probation//
Today/Tomorrow” held at the New Tretyakov Gallery
in Moscow from November 5 to December 5, 2021

BeicTaBka «CXP:cTax//ceronHs/3astpa», -
coctogaBwasca 05.11.05-05.12.2021

B MockBe, B HoBOW TpeTbakoBKe.
doTorpadmm 3anos

Exhibition “URA:Probation//Today/Tomorrow” -
held at the New Tretyakov Gallery in Moscow
from November 5 to December 5, 2021
Photographs of exhibition halls

Exhibition overview



Bcepoccuiickunit MonofexHsbii apT-hectuBans «<Monogocts Poccum». «CXP:ctax//cerogHsa/3aBTpa»

BbicTaBo4Haa naHopama

Bepa flaryteHkoBa
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BHICTABOYHAA MAHOPAMA

OnTumMucTHYeCcKas MaJIUTPa

Bukropa I JIyXOBA

Oavea Cmekoavujurosa

FOCyIISlPCTBCHHSUI TpCTbﬂKOBCKQH FZUICP€H HPC,[ICTQBI/IHQ pach/IpeHHy}o OKCITO3ULIUIO KU~

BOITUCH HAPOAHOTO XyfaokHUKA Poccniickoit Megepanun Bukropa Anekcangposuua [myxo-

Ba (pO)I. 1946) Ou MHOTO J1eT Bo3mIaBiageT Mockosckuii Coros XYHOOKHUKOB, BXOOHUT B COCTAB

npesuauyma Poccuiickoit akageMun XypoxecTs. Asisasacs oqgHuM u3 OMU3KUX npyseit Tpe-

ThAKOBCKOU I‘ZUICPCI/I, BI/IKTOP F)'IYXOB HCO,HHOKpaTHO CHOCO6CTBOB3H yCHCHIHOﬁ pCaHI/IBQ—

OHUH €€ IIPOCKTOB, OKA3bIBaA BCCCTOPOHHIOIO TIOMOIIDb M MOAACPIKKY l'IOpOFI B TPyaHOpa3pc-

HITMMbBIX CI/ITyaHI/ISIX.

TBOpUYeCTBO XyAOXHUKA OYEHb IMYHOCTHOE NO CBOEMY
XapakTepy, BO MHOrom aBTobuorpadunyHoe, ganekoe ot
BHELUHEW NaTeTuKn, CyeThbl U ApamMaTnaMa CerogHaLWHero
ObITUS, XOTS N OTPaXKkaeT peannm COBPpEMEHHON AeNCTBU-
TenbHocTu. [lom-mactepckada Buktopa MyxoBa HaxoouT-
CS1 B Ma/IeHbKOM NOAMOCKOBHOM ropoae CxoaHe, rae oH
XMBET N paboTaeT y>XXe& MHOro feT U Kyaa HEU3MEHHO
BO3BpaLLlaeTcsa U3 WyMmHoli ctonmubl. OH oTAaeT npea-
noyteHve nopTpeTtam 6IU3KUX Noaen, nensaxam cTaB-
wen pogHort CxoAHW, HaTOPMOPTaM, COCTaBNEHHbLIM 13
oKpy>xatowmnx ero npeametoB. CoxpaHaeT OH NpuBep-
XEHHOCTb M U30PaHHbLIM TEMaM, OAHa U3 KOTOPbIX — TEMA
AeTCTBa — 3aHANa BeayLlee MecTo B ero TBOpYeCcTBe Ha
NPOTSXXEHUN NOCAEAHUX NATU NeT M YaCTUYHO NpeacTaB-
neHa B TpeTbSKOBCKOW ranepee.

OTKpbIBAIOT pacLUMpEHHYIO 3Kcnosunumio Buktopa
lyxoBa gBe paboTbl U3 cobpaHua T — «ABTonop-
TpeT. 3epkano» (1985) n «<3uma Ha CxogHe» (2009). AB-
TOMOPTPET — caMas paHHASA U3 NpeAcTaB/eHHbIX pabor,
B HEN yXe NpOoABUINCE O0COObIE YepTbl M1aCcTUHECKOro

ABTonopTpert. 3epkano. 1985 < Self-Portrait. Mirror. 1985
Xoncr, macno. 85 x 120 Oil on canvas. 85 x 120 cm
rTr Tretyakov Gallery, Moscow
dparmeHT Detail

BbicTaBo4Haa naHopama

A3blKa XyQOXHMKa: BHUMaHWe K C/IOXXHOMY, MHOronna-
HOBOMY MOCTPOEHUIO NPOCTPaAHCTBA, MHTEPEC K KOJO-
pPUCTUYECKNM NMOUCKaM, NMoO0Bb K HAaTIOPMOPTY. «31uMa
Ha CxoaHe», Kak n MHOTrue gpyrue neiisaxm macrepa, —
CBUAETENbCTBO NAOAOTBOPHOCTM MHOMONETHEro Cnnsg-
HUS OYLWWN XYOOXHUKA C MECTOM XWU3HU U TBOPYECTBA,
Korga OTKpblBaeTcsa genius loci (nat. «reHuin mecTay),
UTO /TOXMUTCH B OCHOBY W HOBbIX XYOOXECTBEHHbIX OT-
KpOBEHUN.

Bonblylo 4acTb 3KCNO3MUMW 3aHAIN NpousBefe-
HUS geTckoro umkna. ®opmanbHblM NOBOAOM ANS €ro
co3gaHua ctan ykas lNpesngeHta PO 06 06bABIeHUN B
Hawel cTpaHe [JecatuneTtusa getctea B 2018-2027 ro-
nax. MockoBckuii Coto3 XyAOXHUKOB, BO3r/1aBNSEMbIN
Buktopom [MyxoBbIM, OTKIMKHY/NCSA Ha 3TO COObITUE Ce-
puen BbICTABOK, CBA3AHHbIX C TEMOW AETCTBA, KOTOpPble
npownn B MockBe 1 NPOAOMXKAaTCA B PermMoHanbHbIX
BbICTaBOYHbIX 3anax. [letckaa TemMa npo4yHo BoOwW/Ia B
TBOPYECTBO CAMOro Mactepa M He ocTaBadeT ero no
ceil pgeHb. o cnoBaM XyAOXHWKa, AN HEro BaxHO
nokasaTb, KAKUM CBET/1bIM, PAAOCTHbIM, HANOTHEHHbIM
UrpyLIKamm AokKeH ObiTb MUpP getcTea. M Takum Heno-
XOXWM Ha Te TPyAHble MOC/IEBOEHHbIE rOAbl, KOTOPbIE
NPUWNNCb Ha AeTCTBO caMoro BukTopa, korga npuHe-
CeHHoe OTLOM SA6/10KO Obl/10 NYYLLMM NOAAPKOM.

TpeTbakoBckas ranepesa N°1(74) / 2022
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EXHIBITION OVERVIEW

The Optimistic Palette
of Viktor Glukhov

Olga Stekolshchikova

The Tretyakov Gallery is proud to present an expanded exhibition of paintings by Viktor
Glukhov, People’s Artist of the Russian Federation (b. 1946), long-time head of the Moscow
Union of Artists and a member of the Presidium of the Russian Acadcmy of Arts. Glukhov

has always been a gOOd friend to t]’lC Tretyakov Gallery and has hClpCd Wltl’l tl’lC successful

development of its programmes on many occasions, lending a helping hand and support in

sometimes complex situations.

The artist’s work is very personal and, in many ways,
even autobiographical. It is far from the external pathos,
commotion and drama of the modern world, although
it does reflect the realities of contemporary life. The
home-studio in which Glukhov has lived and worked
for many years and in which he constantly seeks refuge
from the bustling capital is located in the small town of
Skhodnya, not far from Moscow. Most of all, he prefers
to paint portraits of those close to him, landscapes of
Skhodnya, his adopted hometown, and still lifes of the
objects that surround him. He is loyal to these chosen
themes, one of which — the theme of childhood — has
occupied the leading place in his oeuvre over the last
five years and has been partially exhibited at the Tret-
yakov Gallery.

Glukhov’s extended exhibition is opened by two
works from the Tretyakov Gallery: “Self-portrait. Mirror”
(1985) and “Winter in Skhodnya” (2009). The self-portrait
is the earliest work included in the exhibition and, in it,
we can already see the special characteristics of the art-
ist’s figurative language: attention to the complex, multi-
dimensional structure of space, an interest in colouristic
experimentation and a love of still lifes. “Winter in Skhod-
nya”, like many of Glukhov’s other landscapes, demon-
strates the fruitful blending of the artist’s soul with the
place in which he lives and works, revealing a genius loci

The Tretyakov Gallery Magazine #1(74) / 2022

(lat. “genius of place”) which in turn forms the basis for
new artistic discoveries.

The majority of the exhibition is given over to pieces
from his childhood cycle, the formal reason for this
being the President’s declaration of the Decade of
Childhood in our country from 2018 to 2027. The Mos-
cow Union of Artists, led by Glukhov, responded to this
event with a series of exhibitions around the theme of
childhood, which were held in Moscow and are current-
ly continuing in regional exhibition spaces. The theme
of childhood has been firmly incorporated in the mas-
ter’s work and remains a crucial feature of it to this day.
According to the artist himself, it is important for him to
show how bright, joyful and filled with toys the world
of childhood should be — so different from the difficult
postwar years in which Viktor’s own childhood passed,
when the best present he could receive was an apple
brought by his father.

Initially, Glukhov’s childhood cycle was comprised
of depictions of his grandson, Makar, and children of the
artist’s friends and acquaintances, but, with time, it devel-
oped until it became a generalised reflection of a world
that is close to us all, understandable and remembered.
In his art, Glukhov embodies adults’ memories of the
past — memories of childhood dreams and hopes for the
future, of beloved holidays and toys. It is no coincidence

Exhibition Overview



OnTtumucTnyeckas nanutpa Bruktopa MMyxoBsa Onbra CTekonbLnkoBa

3uma Ha CxogHe. 2009 Winter in Skhodnya. 2009
Xoncr, macno. 90 x 100 Oil on canvas. 90 x 100 cm
rTr Tretyakov Gallery, Moscow

BbicTaBouYHas naHopama TpeTbakosckan ranepes N° 1(74) /2022 33
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The Optimistic Palette of Viktor Glukhov

that he has tackled, more than once, the theme of New
Year and the image of the Nutcracker.

The genres represented in the artist’s works on child-
hood are very diverse. Most are portraits. In his sketches
of children’s heads, you can feel their delicacy and soft-
ness, purity and defencelessness, their sometimes doll-
like beauty and, at the same time, the vulnerability and
fragility of a child’s world (“Nika”, 2021). His large-format
portraits in an indoor setting (“New Year Approaches”,
2020; “I Love my Little Horse”, 2018) strike one with their
decorativeness and monumentality. The artist leaves
behind the chamber elements that are characteristic of
classic infant portraits and creates a modern painting,
filled with bold experiments in colour and compositional
space within the bounds of figurative painting. His depic-
tions of children often develop into ceremonial, repre-
sentative portraits. An example of this is “The Little Red
Flower” (2021), in which the intensified colour of the back-
ground, reminiscent of enlarged patterns of coloured
glass like those found in a child’s kaleidoscope, acts as
support for the little girl’s bright costume and, of course,
her luxurious satin ribbons. This open decorativeness
serves as yet another reminder of the wonderful fusion

The Tretyakov Gallery Magazine #1(74)/ 2022

Olga Stekolshchikova

that has taken place in Russian graphic art of the distinct-
ive elements of Eastern and Western cultures.

Glukhov has his own manner of conveying a child’s
image. He not only uses large-sized canvases, but also
enlarges the figures themselves, putting them in the
foreground, as close to the viewer as possible. As a con-
sequence, Glukhov’s childhood images garner a certain
monumentality, significance and unmistakeable recog-
nisability.

Glukhov also explores the theme of childhood in his
many still lifes, which form a constituent part of his por-
traits of children, as well as being independent works of
art. They are filled with simple objects such as uncompli-
cated childhood toys, often acquired at the flea market
in Skhodnya. A rag doll and the Nutcracker, painted toy
soldiers and wooden horses, all kinds of balls and Christ-
mas-tree decorations, music boxes and books, musical
instruments and coloured fabrics all shift from one paint-
ing to another, acquiring a new emotional colouring each
time. The artist creates a calculated compositional struc-
ture from the combination of these various objects and
their relations in terms of space and colour. They are im-
bued with expressiveness and dynamism by the complex

Exhibition Overview



OnTtumucTnyeckas nanutpa Bruktopa MMyxoBsa

MepBOHa4YanbHO NPOU3BEAEHUS [ETCKOro umkna
Buktopa MyxoBa — nsobpaxeHna BHyka Makapa, ge-
TEeN 3HAKOMbIX U ApYy3eir XyOOXHWKA; HO MOCTENeHHO
3TK paboTbl cTanu o600LaoWMM OTPpaXXeHNeEM MUPa,
KOTOPbIN 6/IM30K, MOHATEH W NaMATEH KaxAaomy. Buk-
TOP BOMMIOTW/ B XXMBOMUCU BOCMOMUHAHNSA B3POC/bIX O
NMpOoLU/IOM: O AeTCKUX MeyTax U Hagexaax Ha 6yayuiee,
O NOBUMbIX NpasfgHuKax n nrpylikax. Hegapom oH He-
OfHOKpaTHO obpaLllaeTtcs K Teme HoBoro roga n obpa-
3y lWenkyH4unka.

PaboTbl XyAoOXHWKa, MOCBALEHHbIE AETCTBY, pas-
HOO6pa3Hbl MO XaHpy. ITO Npexpae BCero noprpeThl.
B aTiogax OeTCKMX rofioBOK OLLYLLATCHA XPYNKOCTb U
HEXHOCTb, YMCTOTa N 6€33alUTHOCTb, MOPON UX KYy-
KOfibHas KpacoTa 1 B TO Xe BpeMs PpaHUMOCTb U YS3BU-
MOCTb Mupa pebeHka («Huka», 2021). KpynHodopmar-
Hble MOPTPEeTHble KOMMNOo3uuMn B MHTepbepe («Ckopo
HoBbin rog», 2020; «A nobno ceBoto nowaaky», 2018)
rnopaxatoT CBOEl AEKOPATUBHOCTbIO U MOHYMEHTallb-

Nrpywkn. 2021
Xoncr, macno. 110 x 120

< Toys. 2021
Oil on canvas. 110 x 120 cm

BbicTaBo4Haa naHopama

Onbra CTekonblUnkosa

HOCTbIO. B HUX XyAOXHMK BbIXOOUT 3@ PaMKU KaMepHO-
CTWU, XapaKTepHOW ANS KNacCUYeCcKoro AeTCKoro nop-
TpeTa, U co34aeT COBPEMEHHYIO KaPTUHY, HAMOMHEHHYIO
CME/1bIMU 3KCMEPUMEHTAMM C LLBETOM U KOMMO3ULNOH-
HbIM MPOCTPAHCTBOM B rpaHuuax ourypatmBHocTu. Ero
n3obpaxeHns geTtell Hepeako nepepacTatoT B napaa-
Hble, pernpe3eHTaTMBHbIE NOPTPETLI. [pnmepom moxer
CNYXWUTb KapTMHa «AneHbkuii uBetodvek» (2021), roe
WHTEHCU(PULUMPOBAHHbBIA LBEeT (hOHa, HaNnoMUHalLWero
YKPYMHEHHbIE Y30pPbl LUBETHbIX CTEK/bIWEK B ETCKOM
Kanenpgockone, CNY>XXUT NOAAEPXKON ANdA APKOro Haps-
0a AEeBOYKN U, KOHEYHO Xe, ee POCKOLHbIX aTlacHbIX
6aHTOB. Takasa OTKpbITad LEeKOPaTMBHOCTb CBMAETE b-
CTBYeT B o4yepegHon pa3 o6 yaMBUTENbHOM Ch/jiaBe B
pycCKoM M306pasunTesisBHOM UCKYCCTBE CBOeobpasuns
KynbTyp Boctoka n 3anapa.

Y BukTtopa [nyxoBa cBOS MaHepa nogadn obpasa
pebeHka. OH He TO/bKO UCMNOMb3yeT XONCTbl 60AbLINX
pa3MepoB, HO U YKPYMNHSET caMn Urypbl, BeIHOCUT UX

AsTonopTpert. 3epkano. 1985 1T Self-Portrait. Mirror. 1985
XoncT, macno. 85 x 120 Oil on canvas. 85 x 120 cm
rTr Tretyakov Gallery, Moscow
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The Optimistic Palette of Viktor Glukhov

Manbuuk c Tpy6oi. 2021
Xoncrt, macno. 150 x 130

Boy with a Trumpet. 2021
Qil on canvas. 150 x 130 cm

perspectives adopted within the spatial construct and
the use of different points of view simultaneously — from
above and from the side.

The main characteristic feature of the artist’s creativ-
ity and the works within his childhood cycle is his fixed
interest in exploring colour. It is the variety of colour, its
accentuated sonority and fanciful harmony, that com-
prises the lynchpin and basis of the artist’s oeuvre. The
wealth of dynamic and scintillating colour tones and gra-

The Tretyakov Gallery Magazine #1(74)/ 2022

Olga Stekolshchikova

dations that flow from one object to another create a uni-
fied luminous setting. The nine canvases of Viktor Gluk-
hov that are presented in the collection of the Tretyakov
Gallery, among works of late-20th-century art, are distin-
guished by their vivid, open colours, filled with a sense of
expectation for the New Year celebrations, and charged
with joyful emotions and festive feelings. At first, they
might seem unexpected counterparts to the art of the
generation of the 1960s, which is exhibited in the neigh-

Exhibition Overview



OnTtumucTnyeckas nanutpa Bruktopa MMyxoBsa

Huka. 2021 Nika. 2021

KapTtoH, macno. 74 x 60 Oil on cardboard. 74 x 60 cm
BcnomuHas ckasku { Recalling Fairy Tales
AHpepceHna. 2020 by Andersen. 2020

Xoncr, macno. 70 x 105 Oil on canvas. 70 x 105 cm

Ha nepegHuii nNiaH, MakcuMasnbHO NpnbNnXxasa K apute-
no. B pesynbrate getckue obpasbl Buktopa Myxosa
npuobpeTaloT MOHYMEHTaNbHOCTb, 3HAYUTENBHOCTb U
6e3yC/NI0BHYI0 Y3HAaBaeMOCTb.

Tema petctBa packpbiBaeTca Buktopom [nyxo-
BbIM B MHOIMOUMC/IEHHbIX HaTIOpMOPTax, CTaBLIMX Kak
COCTaBHOM 4acCTblo OETCKUX MOPTPETOB, Tak U caMo-
cToATeNbHbIMK MnponsBeaeHUsaMn. OHU  HamnoJIHEHBbI
NPOCTbIMW NpeaAMEeTaMn, He3aMbICNOBaTbIMU AETCKUMU
MrpyLlKamMu, 3a4acTtyo npuobpeTeHHbIMM Ha 6nowu-
HOM pblHKe CxogHu. TpanuuHasa Kykna u LenkyHuuk,
packpaleHHble (UrypPKN UrpyLlleyHbiX COMAaTUKOB
N AepeBsHHbIX NOWafoK, BCEBO3MOXHbIE MAYUKU U
€104YHble HOBOrOAHUE YKPALIEHUS, LUKATY/TKN U KHUTU,
MY3blKanbHble UHCTPYMEHTbI W LBETHbIE TKaHW nepe-
MeLLaloTCa U3 ogHoM paboTkl B APYrylo, Kaxabld pa3
npuobpetad HOBYIO 3MOLMOHAMbHYIO OKpacky. M3
coyeTaHMss MHOXeCTBa pa3HooOpas3HbIX NMpeaMeTos,
MX MPOCTPAHCTBEHHOrO M LBETOBOrO COOTHOLUEHUS

BbicTaBo4Haa naHopama

Onbra CTekonblUnkosa
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The Optimistic Palette of Viktor Glukhov

AneHbkuii uBeToyek. 2021
Xoncr, macno. 170 x 140

The Tretyakov Gallery Magazine #1(74)/ 2022

The Little Red Flower. 2021
Oil on canvas. 170 x 140 cm

Olga Stekolshchikova

Exhibition Overview



OnTtumucTnyeckas nanutpa Bruktopa MMyxoBsa Onbra CTekonbLnkoBa

Ckopo Hosbii roa. 2020 New Year Approaches. 2020
Xoncrt, macno. 220 x 190 Oil on canvas. 220 x 190 cm
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The Optimistic Palette of Viktor Glukhov

bouring halls with its severe “truth of life”, its restrained
colouring and vividly expressed social and ethical orien-
tation. Glukhov was personally acquainted with many of
those artists and they exerted an important influence on
his creative path. Notional, compositional and colouris-
tic intersections between the works of artists of different
generations are also obvious: an invisible dialogue arises
between artistic images that are semantically close and
all of their own time, refracted via individual creative jour-
neys, visions and interpretations.

Such an interchange is experienced between the two
portraits of children depicted astride toy horses: one, by
Tahir Salahov, is a portrait of the artist’s daughter (“Aidan”,
1967, Tretyakov Gallery) and the other, by Viktor Glukhov,
is a portrait of his grandson (‘I Love my Little Horse”).
For all their similarity in terms of spatial composition and
the expressed monumentality of these two pieces, the
unique features of each approach are also apparent: the
extreme economy of Salahov’s almost monochromatic

The Tretyakov Gallery Magazine #1(74)/ 2022

Olga Stekolshchikova

image, and the open decorativeness and wealth of detail
in that of Glukhov.

If we turn to the works of Pavel Nikonov and Nikolai
Andronov, “Geologists” (1962) and “Rafters” (1960-1961,
both at the Tretyakov Gallery), which are executed in
a pathos-filled manner, with an emphasis on hyperbole
and the coarse, brutal nature of the subjects, and com-
pare them with those of Viktor Glukhov, one notices the
different emotional intonations of lyrical content revealed
by the latter, intonations which lead the viewer’s gaze
away from social acuteness towards a more buoyant view
of reality.

Leaving behind the problematic and openly social
engagement, even dramatism, which is apparent in the
paintings of the generation of the 1960s, Glukhov lends
his works an optimistic, life-affirming character that
reflects the main creative principle of the artist: “To see
the miracle and beauty of life in simple and even banal
things is one of the artist’s most important tasks."

Exhibition Overview



OnTtumucTnyeckas nanutpa Bruktopa MMyxoBsa

9 no6nto ceoto nowagky. 2018
XoncT, macno. 200 x 200

< Love my Little Horse. 2018
Oil on canvas. 200 x 200 cm

XYOOXHWK CO34aeT 3aMblCNOBaTble KOMMO3ULUNOHHbIE
CTPYKTYpbl. BblpasntenbHOCTb M AMHAMUYHOCTb UM
NpUAAKT CAOXHbIE paKypCbl MPOCTPaHCTBEHHbIX MO-
CTPOEHUN.

MaBHOE Xe, UTO XapaKTepmnsyeT TBOPYECTBO XyO0X-
HUKa 1 paboTbl €ro AETCKOro UMKa, — 3TO NPUCTasbHbli
MHTEpPEC K KONMOPUCTUUYECKUM NCKaHnaM. PasHoobpasue
LiBeTa, ero akUueHTMpoBaHHasA 3BOHKOCTb W 3aTeiInBble
CO3BY4YUSA COCTABASAIOT OCHOBY, CTEPXEHb PaboT XMBO-
nucua. sobunne mepuatowmx n AMHaMUYHbLIX LLBETOBbIX
OTTEHKOB M rpagauuii, nepexogsLmx ¢ OAHOro npeame-
Ta Ha Apyron, co3gaeTr eAuHylo CBETOHOCHYIO cpeay.
[eBatb nonoteH Buktopa [MyxoBa, npeacTaBneHHbIX B
3KCNo3uunn TpeTbAKOBCKOM ranepeu, rae sKCnoHmpyeT-
CS UICKYCCTBO BTOPOW NMO/OBUHBbI XX BEKa, OTnyatoTcs
SAPKUM OTKPbITbIM LLBETOM, HAMO/THEHbI YYBCTBOM OXMAa-
HUs HoBoro roga, 3apsiXXeHbl pagoCTHbIMW SMOLMSAMN U
npa3gHnYHbIM HacTpoeHneM. OHUM KaXyTCs Ha NnepBbii
B3rNa4 HeOXWOaHHbIMU CPean BbICTAB/IEHHbLIX B CO-
cefHMX 3anax npous3BefeHUn LeCTUOAEeCATHUKOB C UX
CYpOBOW «NpaBOoON >XW3HU», cOEPXaHHbIM KOTOPUTOM,
SIPKO BbIPaXeHHOM coumnanbHO-HPABCTBEHHOW Hanpas-
neHHocTtblo. Co MHOMMMK M3 HUX Buktop MyxoB 6bin
3HaKOM JIMYHO, OHU OKa3ann 60/blIoe B/IUAHNE Ha €ro
TBOpYECKYto cyabby. OueBUAHbI TakXe nepecevyeHus
CMbICNOBbIX, KOMMO3ULMOHHbIX U LBETOBbIX peLleHuin
Yy MacTepOB Pa3HbIX NOKONEHWUI: BO3HUKAET HE3PUMbIN
avanor 61M3KUX Mo CMbICNY XYAOXEeCTBEHHbIX 06pa30B.,
XMBYLLMX BO BPEMEHN U NPENOMAAOLWMUXCS B UHAMBUAY-
anbHbIX TBOPYECKNX MOUCKE, BUOAEHUN N TPAKTOBKE.

BbicTaBo4Haa naHopama

N

Onbra CTekonblUnkosa

L Viktor Glukhov
Photograph

BukTop Myxos
doTorpadus

MopoOHOW nepekNMYKOn BOCMPUHUMAKOTCS [ABa
nopTpeta geTtei, N306paxKeHHbIX BEPXOM Ha UrpyLuey-
HbIX nowagkax. OaunH — nopTpeT goYepun, UCNOMHEHHbI
Tanpom CanaxoBbiM (<AligaH», 1967, I'Tl), u gpyron —
nopTpeT BHYKa, HanucaHHbIi Buktopom [nyxoBbiM
(«A no6no cBoto nowagkyy). Npu cxoactse KOMMNoO3u-
LMOHHOIO MOCTPOEHUA U BbIPAXEHHOW MOHYMEHTaslb-
HOCTM 3TUX PaboT o4YeBUAHbI U OCOBEHHOCTU UHAMU-
BMAya/NbHOro nogxoga: npefenbHas /akOHWYHOCTb,
MOYTM MOHOXPOMHOCTbL o6pa3a Tanmpa CanaxoBa u OT-
KpbITas AeKOPaTUBHOCTb, HAMO/IHEHHOCTb AeTansaMu y
BukTopa NyxoBa.

Ecnu cpaBHUTb paboTtbl [NaBna HukoHoBa «leono-
rn» (1962, I'Tr) n Hukonasa AHgpoHoBa «[1NOTOroHbI»
(1960-1961, I'Tl"), KOTOpble BbINOMIHEHbI B NatetTuye-
CKOM MaHepe C akLLeHTOM Ha runep6onm3aumio u orpy-
ONEeHHbIN 6pyTanbHbI XapakTep repoes, C Npousee-
aeHnamm BukTtopa MyxoBa, TO MOXHO yBUAETb, YTO
NoCneaHnii HaXoAUT UHbIE SMOLMOHAbHbIE MHTOHaL WK
NMPUYECKOrO CMbIC/a, KOTOpble YBOAAT 3pUTENia OT COo-
LuManbHOM OCTPOTbl B CTOPOHY MaxXOPHOro npeacras-
NEeHNA 0 AeNCTBUTENBHOCTH.

Yxoasa oT Npo61eMHOCTU, OTKPbITON COLMAanbHOCTH,
a nopol 1 gpamaTnusma, 3Byyalimx B NpPOU3BEeAEHUNAX
wecTngecatHnkos, Buktop [nyxoB npugaetr cBOUM
paboTaM OMNTUMWUCTUYHBLINA, XU3HEYTBEPXAAIoWMA Xa-
pakTep, CNOBHO OTpa)kaloWwnii rnaBHbIA TBOPYECKUN
NPUHUMN aBTopa: «yBMAEeTb 3@ NPOCTbIMKU, NOopon Oa-
Ha/lbHbIMU BeLlaMu YyAO M KPACOTy XWM3HU — OAHAa U3
OCHOBHbIX 3a4a4 XyOOXHNKa».
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BHICTABOYHAA MAHOPAMA

BCPHOCTB NPU3BAHUIO

Anexcandp Poscun

B I/ICTOPI/IOI‘panI/II/I «3AKATHOI'o», 110 BBIPQ)KCHI/IIO Koucrantuna CI/IMOHOBQ, pOMaHa «Ma-

crep u Maprapura» Muxaunna bynrakosa, HecMOTps Ha IMPOUYANIINI UHTEPEC K OTOMY

HpOI/I3BC,£LCHI/I}O yuTarejiel BO BCEM MI/IPC, CO3JaHO JIMIIIb HECKOJIbKO 3aMCTHbBIX B OTCYC-

CTBEHHOM XYJIO)KeCTBﬁHHOI\/’I KyHBTpr TBOp‘{€CKI/IX pa60T, B TOM YUHCJIC ITOCTAHOBKA I’OpI/IH

JTiobumoBa B Tearpe na Taranke ¢ KoHIENTyanbHBIME Jckopanuamu JJasuga Boposcko-

ro, KuHocepuan Baagumupa Boprko (xymoskauku Bragumup Ceeroszapos u Mapuna Hu-
) p A p p Y A p p p

KOHQCBH), QJI/IHBM }OPHH KlebI C 6)'[€CTHI_[U/IM AKTCPCKUM COCTABOM, yHI/IKQHBHBIﬁ aHH-

MaluOHHBIH onplT Cepres AIUMOBA, 2 TAKIKE PAJ ABTOPCKUX MPOU3BEACHUN KHUIKHOM

U CTAHKOBOM rpacbmm.

Mpu Bcem pasHoo6pasnm NpoUTEHNA U BOCNPUATUSA
OHOr0 U3 caMbIX 3arajoyHblx, haHTaCMaropuyeckux B
nutepatype TpyaoB «Mactep un Mapraputa» BOUpaeT B
cebs MHOrOC/OliHble pakypCbl PUNIOCOCKUX Pa3MblLL-
NIeHniA aBTOpa O BbIMbIL/IEHHbIX U peasibHbIX ABNEHUAX
Hawero 6bITua.

Hanb6onee BbipasutenbHoe NposiBNIeHMEe UHTepeca
K pOMaHy, ero o6pa3Hoi nHTepnpeTauum n ctpemsieHune
paccMmaTpuBaTh CyTb M B3aMMOCBSA3b NEPCOHAXEN 1 Bpe-
MEHW BOMIOTUNCE B UAMOCTPALUAX HAPOAHOIO XyL4OX-
Huka Poccuun, akagemmnka Poccunckon akagemumn xyao-
xXecTB, npodeccopa Bavecnasa XXensakoBa K n3gaHuto
pomaHa KynbTypHoO-npocBeTutenbHbiM OOHAOM MMEHU
HapogHoro aptucta Cepres Ctonaposa B 2006 roay, a
TakXxe BbINPaBNEeHHOMY W AOMO/IHEHHOMY U3[AHUIO U3-
naTenbckoro goma Bepxe (Mockea, 2017).

He kaxgoMmy gaHo B3ATb Ha ceO6da CMefioCTb 1 OTBET-
CTBEHHOCTb CTaTb «COAaBTOPOM» NMucaTensa n gpamatypra
TaKoro ypoBHs, kak bynrakos.

Bauecnas XenBakoB 06paTUICA K U3YYEHUIO U NMPO-
YTEeHUIO poMaHa B KOHLe 1980-x — Havane 1990-x rogos..
KoHeuHO, OH y>xe Buaesn onbiTbl MINIOCTPMPOBAHNSA NPO-

M.A. Bynrakos. 1997
MnnocTpaumsa Kk pomaHy
«MacTep n Mapraputa»
M.A. BynrakoBa
AsTonutorpaguma. 57 x 53

< Mikhail Bulgakov. 1997
[llustration to the novel
“The Master and Margarita”
by Mikhail Bulgakov
Autolithography. 57 x 53 cm

BbicTaBo4Haa naHopama

n3BeAeHUs, BoWeaWwero B KNacCUKy Hallen nuteparty-
pbl. OgHako, Mpu BCEM yBaXEHUN K KOJIIeraM Mo Lexy,
OH MCKan COO6CTBEHHYIO BEPCUIO €ro NPOYTEHUS, nccne-
[oBan nepcoHaxen Kak 6bl U3HYTPU, NpUMepsasa Ha cebs
06NnMunMsa M HaTypy MNPOTUBOPEUMBBIX XapPaKTEPUCTUK
OENCTBYIOLWNX NnL.

B otAnumne ot cueHNYeCcKnx peLleHnii n aKkpaHnsaumum
3TOr0 A0 CUX NMOP HEe MOHATOro A0 KOHLA NponsBeaeHns
BynrakoBa, rae KoniekTMBHOE TBOPYECTBO MOYTU BCEr-
0a urpaeT rocnoAcTayloLyto posb, Xensakos 6epeTcs
3a HenoCTUXUMYIO, Kazanocb Obl, 3agadvy msobpasu-
T€IbHOro BOMOWEHNA COOCTBEHHOIO NpeacTaBfeHUs
O POMAHTUYECKON MUCTUKE ApamMaTUHECcKUX KONIusui
poMaHa, rge oT caTvpbl U UPOHUW OO capka3Ma W rpo-
Tecka bynrakoB CNoOBHO BOCMPOW3BOAMUT CBOW JINYHbIN
>XXN3HEHHbIV U TBOPYECKNIA ONbIT, CBA3AHHbIN C cyabOoii
caMoro MacTepa, To ecTb ceb4, u MaprapuTbl, €ro My3bl 1
>XXeHbl. KoHeYHo, XKenBakoB MCcKan HOBOE NPOYTEHME PO-
MaHa. HeogHoKpaTHO nepeuynTbiBas rnaBbl poMaHa, 06-
pawancs u K paHHUM nNpousBegeHuam nucatens — «Po-
KoBble anuar, «[baBonnaga», «Cobadbe cepaue», — u K
6onee nosgHeMmy «TeaTpasibHOMY poMaHy». B HMX OH Ha-
X0Aun Te ABUXYLLUME CUJbl, UMMY/bCbl U MICTOKU, KOTOPbIE
TpaHchOpMUPOBaNCb B PUHA/IbHOM POMaHe XWU3HU U1
CMEepPTM BO B3aMMO3aBMCMMOCTM gobpa v 37a, B He3a-
KOHYEHHYIO MPUTHY O HEAOCTUXMMON UCTUHE. B MmupoBoli
nuteparype 6bl/10 HeMasno NpeaLwecTBEHHMKOB Mnxauna
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Loyalty to One’s Calling

Alexander Rozhin

In the historiography of Mikhail Bulgakov’s “crepuscular” — in the words of Konstantin

Simonov — novel “The Master and Margarita”, we can identify only a handful of creative

works based on it within Russian artistic culture, dcspite the Widespread interest it contin-

ues to attract from readers across the world. Among these few are Yuri Lyubimov’s produc—

tion at the Taganka Theatre (with conceptual decorations by David Borovsky), Vladimir

Bortko’s television series (with the artists Vladimir Svetozarov and Marina Nikolaeva),

Yuri Kara’s film with its outstanding cast, and the unique animation experiment by Sergei

Alimov, as well as a range of works in the genres of book illustration and casel painting.

“The Master and Margarita” is one of the most myste-
rious and phantasmagorical novels in world literature and
has been subject to an incredible variety of readings and
interpretations. It captures multi-layered perspectives of
the author’s philosophical reflections on the fictional and
real phenomena of human existence.

The most empathetic expression of an artist’s interest
in the novel and in its figurative interpretation, alongside
a striving to examine the essence of and interactions
between its characters and times, is embodied in the
illustrations of Professor Vyacheslav Zhelvakov, a mem-
ber of the Russian Academy of Arts and a People’s Artist
of Russia. They were created for the edition of the novel
published by People’s Artist Sergei Stolyarov Cultural
and Education Fund in 2006, and were also used in the
amended and extended edition published by Verget
(Moscow 2017).

Not everyone possesses the courage and sense of
responsibility necessary to become a “co-author” to a writ-
er and dramatist of Bulgakov’s stature.

Zhelvakov began reading and studying the novel
in the late 1980s and early 1990s. He had, of course,
previously encountered other illustrations of the work,
which was then already considered a classic of Russian
literature. Nevertheless, and with all respect for his col-
leagues in the art world, he was searching for his own
individual reading of the novel and investigated its char-
acters as if from the inside — trying out for size the like-

The Tretyakov Gallery Magazine #1(74) / 2022

nesses and contradictory personalities of the protago-
nists.

Unlike adaptations for the stage and screen of Bul-
gakov’s novel — itself not fully understood to this day — in
which a collective creative process is nearly always domi-
nant, Zhelvakov took on the seemingly inconceivable task
of graphically embodying his own personal ideas about the
romantic mysticism of the novel’s dramatic collisions. It is
as if Bulgakov — using everything from satire and irony to
sarcasm and the grotesque — reproduces his own person-
al life and creative experience, linked with his own fate as
‘The Master’ and that of his ‘Margarita’, his muse and wife.
Zhelvakov naturally sought out a new and original reading
of the novel. While repeatedly re-reading the novel’s chap-
ters, he also turned his attention to the author’s early work
(“The Fatal Eggs”, “Diaboliad”, “Heart of a Dog”) and to the
later “Theatrical Novel”. There, he found the very driving
forces, impulses and motivations that were transformed — in
Bulgakov’s final novel of life and death — into a co-depend-
ency of good and evil, into an unfinished parable about the
unattainability of absolute truth. We can identify more than
a few forerunners of Mikhail Bulgakov in world literature:
from Dante and Boccaccio, Jonathan Swift and Cervantes,
Goethe and Hoffman to Gogol and Dostoevsky.

The triad of irony, sarcasm and the grotesque — as
the highest form of artistic self-expression — has always
been an inherent element of the greatest works of world
literature.

Exhibition overview



BepHocTb NnpusBaHuio

Moroxsa. 2014

MnniocTpauna Kk pomany «<MacTep
1 Mapraputa» M.A. bynrakosa
Bymara, kapaHaaw. 32 x 32

BbicTaBo4Haa naHopama

Chase. 2014

lllustration to the novel “The Master
and Margarita” by Mikhail Bulgakov
Pencil on paper. 32 x 32 cm

AnekcaHap PoxwuH
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MepBocBaweHHUK Kaunda, Newya. 2004
MnnocTtpaumna k pomaHy «<Mactep n Mapraputa» M.A. bynrakosa
CmMelwaHHHaa TexHrka. 32 x 32 (o6e YacTtn)

High priest Caiaphas, Yeshua. 2004
lllustration to the novel “The Master and Margarita” by Mikhail Bulgakov
Mixed media. 32 x 32 cm (both)

Zhelvakov researched and unified the creative expe-
rience of illustrating major philosophical conclusions as
embodied in the work of such masters of Russian literary
art as Andrei Goncharov, Vladimir Favorsky, Mikhail Verk-
holantsev, Sergei Kharlamov, Igor Makarevich, Sergei Ali-
mov, Andrei Kostin, Garif Basyrov and Dmitry Sandzhiev.

Artists such as Boris Markevich, Gennady Kilinovsky,
Sergei Tyunin, Yuri Smirnov and others have all engaged
directly with Bulgakov’s work, and each, in my opinion, re-
vealed in their own way various facets of the writer’s talent
while creating literal visualisations of Bulgakov’s texts.

Returning to cinematographic adaptations, and in par-
ticular to Bortko’s series, we can consider, for example,
the ball scene. The production designers staged it in an
effective and original way, yet at the same time, it follows
literally word for word every element, from entrances
made through hellish fires to the captives emerging from
their coffins and visually reacquiring the flesh of long-dead
villains. The scene looks persuasively groundless. In con-
trast, Zhelvakov’s more than 50 illustrations — including fly-
leaves and headpieces for the novel — are not so cut and
dry. In his graphic productions, reality often looks more
threateningly dramatic than any phantasmagorical visions:
we are left with a singular switching of the real for the
imaginary and vice versa. Such transformations, however,
in no way prevent a properly accurate reflection of textual
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characterisations or descriptions of the appearance and
motivations of Bulgakov’s characters.

The tragic polyphony contained within the novel is
reflected not simply by the formal stylistic rhythm of the
illustrations accompanying various chapters, but also by
the technique in which they are rendered and the visualis-
ation of the images: from classically executed realist head-
pieces illustrating the locations in which the plot unfolds
to unreal paintings resembling dreams and presentiments,
created with the use of chromatic scores reminiscent of
Scriabin’s clavier & lumiéres.

The cast of characters in Bulgakov’s novel — Berlioz
and Ivan Bezdomny, Professor Stravinsky, the Master and
Margarita, the cat Behemoth and Mark Ratkiller, Pontius
Pilate, Yeshua and Caiaphas, along with Woland — are all
illustrated in Zhelvakov’s graphic productions with the
artist’s own orchestration, rather than literally reflecting
the text. This affords the reader-viewers the opportunity
of formulating their own images of the characters in their
own way.

The book’s physical structure is defined by an aston-
ishing logic and significance: the two flyleaves that open
and close the book are like mirror images. Between those
two flyleaves, we find the endless content-space of the
great writer’s thoughts and feelings.

The artist’s previous treatment of the classics of world
literature such as Hoffman and Goethe, Gogol and Dosto-
evsky anticipated in many ways his interest in Bulgakov’s
legacy and have permitted him to portray this magical
world in such a multifaceted manner, to prise open the
secret of the author’s moral striving after an abstract ab-
solute truth “the far side of good and evil”, which gives his

Exhibition overview



BepHocTb NnpusBaHuio

Fpo3a Hap Epwananmom, KeHTypuoH Kpbico6oit. 2004
MnnocTpaumna k pomaHy «<Mactep n Mapraputa» M.A. bynrakosa
CmMelwaHHada TexHuka. 32 x 32 (o6e YacTtn)

Thunderstorm over Yerushaldyim, Centurion Ratkiller. 2004
lllustration to the novel “The Master and Margarita” by Mikhail Bulgakov
Mixed media. 32 x 32 cm (both)

BynrakoBa: ot [aHte n Bokkauyo, [IxxoHaTaHa CBudta u
CepBaHTteca, lete n ModhmaHa go lorons n [loctoeBckoro.

Tpyaga uvpoHMA—capKasM—rpoTeck KakK BbicLlada
chopma XyOOXeCTBEHHOro CaMOBbIpaXxeHus Bcerga
6blna Npucylla BblAALWUMCA NPOU3BEAEHUAM MUPO-
BOW K/1aCCUKM.

XenesakoB wuccnegosan u o6o6LWan TBOPYECKUIA
OMbIT WANIOCTPUPOBAHUA MacwTabHbIX UNOCOPCKNX
peleHnn Taknx MacTepoB OTEeYECTBEHHOW KHUXHOWM
rpachukun, kak AHgpen [oHuapoB, Bnagnmmp dasop-
cknin, Muxamnn BepxonaHues, Cepreii Xapnamos, Nropb
MakapeBuy, Cepreii Annmos, AHapen KoctuH, Mapud
Bacbipos, AMutpunin CaHgxues.

HenocpegctBeHHO K TBOpYecTBY bynrakoBa o06-
pawanucbe bopuc Mapkesuy, leHHaguii KanuHoOBCKWUIA,
Cepreii TioHUH, FOpuii CMUPHOB U eLlle HEMANoO Apyrux
aBTOPOB, TBOPYECTBO KOTOPbIX, HA MO B3rNsa4, No-cBoe-
My BbICBEUYMBAET OTAE/bHbIE FPaHU TanaHTa nucaTens u
cnepyeT 6ykBanbHOW BU3yann3aunmn TekcToB bynrakosa.

Ewe pa3 BCNOMHUM U KMHeMaTorpadguieckme onbl-
Thbl, Npexae Bcero cepman bopTtko, B KOTOPOM, Hanpu-
Mep, cueHy 6ana XygoXHUKU-NOCTaHOBLUNKN 3 HEKTHO
M OpUrnHanbHoO, HO B6ykKBasibHO MOACTPOYHO BOCMPOU3-
BOAAT KakK NpuecTBMe U3 aAckoro OrHs 1 nneHa BCTa-
IOWmMX U3 rpo6oB M obpeTalolwmx BU3yasbHYIO M10Tb
Mep3aBueB-mepTBeloB. CueHa BbIraant yéexaatoLle

BbicTaBo4Haa naHopama
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6e3nokasartesibHo. Hanpotue, 6onee yem B 50 mnnto-
cTpaumnsax — cpopsauax u 3actaBkax K pomaHy bynrako-
Ba — y )KenBakoBa He BCe Tak 0gHO3HauyHo. PeanbHoCTb
B ero rpadumyeckmnx nuctax Hepeako BUMOAUTCHA yrpoxa-
lowe agpamaTuyHee, YeM daHTacmaropudeckme Buge-
HWS: MpoMCcXoaunT cBoeobpa3Hasa 3aMeHa peasnbHOro Ha
BooOpaxaemoe n Hao6oporT. [NMogobHbIe MeTaMopo3bl
HEe OTMEHSIOT AOCTATOYHO TOYHOrO OTOOGPAaXeHUs Tek-
CTOBbIX XapaKTepuUCTUK, ONUCAHUIA BHELIHOCTU U MOTHU-
BaLMI MOCTYNKOB OYNrakOBCKUX MepCcoHaxen.

Ha Ttparundeckytlo cogepxartenbHylo nonngoHuo
poMaHa OTK/IMKAeTCH He TONbKO hopManbHO CTUNCTU-
yeckas nnactuka WAAKCTPaTUBHOIO COMPOBOXAEHUS
OTAENbHbIX INaB, HO U TEXHUKA WCMOMHEHUS, NpUeMbl
BM3yanu3saumm o6pas3oB: OT K/aCCUYECKW 3aBepLUeH-
HbIX PeanMCTUYeCKMX 3aCTaBOK, ONpPeAensioLWmx Mecto
OEeNCcTBUSA, 4O UppeasnbHbIX KapTUH, NOAOGHbIX CHOBUAE-
HUSM 1 NpeavyyBCTBUSM, BbIMOMHEHHbLIX C MCMOMb30Ba-
HVEeM LBEeTOBOM NapTUTypbl, NOQOOHOMW CBETO- U LUBETO-
My3blke CkpsbuHa.

Hevicteyowme numua pomaHa Mwuxamna bynrako-
Ba — bepnnos n MeaH be3sgomHbiii, npodeccop Crpa-
BMHCKWIA, MacTtep n Mapraputa, Kot beremot n Mapk
Kpbico6oii, MoHTtuin Munart, Mewya n Kanda, BonaHg —
oToOpaxeHbl B rpaduke XXenBakoBa He 6yKBasibHO Mo
TEKCTY, @ B aBTOPCKOW apaHXMPOBKeE, YTO AaeT BO3MOX-
HOCTb 4MTATENIO-3PUTENIO BapbMpoBaTb nNpeacTaBne-
HUEe O HMX Ha CBOW Nnag.

CTpyKTypa MakeTa KHWIM OTMeYeHa yaAWMBUTETbHOW
NIOTMKOM 1 CMbICNOM: ABa hop3aua, OTKPbIBAOLWMA U 3a-
KpbIBaIOLWMIA KHUTY, NOAOGHbI 3epKasibHOMYy OTOGpaXxe-
Huto. Mexay aTMn hop3aLilamun BMeLLaeTcst 6€CKOHeYHoe
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Bonwe6Hbiit kpem. 2004
MnniocTpaumna Kk pomaHy «Mactep n Mapraputa» M.A. BynrakoBsa
bymara, kapaHgal. 32 x 32

Magical Skin Ointment. 2004
Illustration to the novel “The Master and Margarita” by Mikhail Bulgakov
Pencil on paper. 32 x 32 cm

magnum opus the character of a parable contained in a
novel.

Only a great master in possession of the remarkable
talents, creative vision and practical experience of Vya-
cheslav Zhelvakov could reasonably attempt to create
a graphic scheme worthy of the magic of Bulgakov’s
prose. These are precisely the character traits of the art-
ist that are exemplified by Zhelvakov’s graphic works that
were exhibited at the Sergey Andriaka Acade-
my of Watercolour and Fine Arts from Novem-
ber 2021 to February 2022. Around 200 piec-
es were included in the exhibition, all of which
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strike one with the mastery of their execution, the virtu-
osity of the draughtsmanship, the sensitive awareness of
colour and the composition of space, the flawless choice
of tools and materials and, in the final analysis, the sense
of taste they display. The exhibition represents a certain
resume of many years of work that has benefited from the
artist’s impressions and thoughts upon his travels around
this country and the wider world as well as conversations
with colleagues and students, specifically students of the
llya Glazunov Academy' and the Sergey Andriaka Acade-
my, at which he has taught for many years.

Zhelvakov is generous when it comes to sharing his
knowledge and experience with his students, always con-
scious of his own teachers and mentors. He is, naturally,
above all grateful to fate and to his father — Yuri Andreevich,
an Honoured Artist of Russia — who spent his whole life
in Yaransk and dedicated himself to his art. Among Zhel-
vakov’s more well-known teachers at the Surikov Moscow

Exhibition overview
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Crena /luxogees. 2004
MnniocTpauna Kk pomaHy «Mactep n Mapraputa» M.A. BynrakoBsa
bymara, kapaHaaw. 32 x 32

Styopa Likhodeev. 2004
Illustration to the novel “The Master and Margarita” by Mikhail Bulgakov
Pencil on paper. 32 x 32 cm

cogepxxaTtefnibHoe NMPOCTPAHCTBO YYBCTB U MbIC/1eN BE/U-
KOro nucarens.

O6palLeHne K MMPOBOW K/1aCCUKe — NPON3BEAEHNAM
lochmaHa m lete, Norona n [JoctoeBCKOro — BO MHOMoOM
npeaBOCXMTUNO MHTEPEC XYAOXHUKA K Hacnepuo byn-
rakoBa, MO3BO/IN/I0 eMy Tak MHOrorpaHHo M3o6pasunTb
BO/WEGHbIA MUP, MPUOTKPbLITh TalHYy HPaBCTBEHHOMO
nomncka nucartenst abCTPaKTHOM UCTUHBI «MO Ty CTOPOHY
no6pa u 3na», NpuaaBLIero ero rnaBHoMy npouseege-
HUIO XapaKTep poMaHa-npuTyn.

Tonbko Takon GonblUOW MacTep, obnagaloLwnin He-
3aypsiAHbIM - TanaHToOM, TBOPYECKUMM BOOOPaXeHWEM

BbicTaBo4Haa naHopama

AnekcaHap PoxwuH

M NpakTu4yeckuMm onbITOM, Kak BsauyecnaB >KenBakos,
BNpaBe B3ATbCHA 3@ M3006pa3nTesibHOe pelleHne, KOTo-
poe 6bi10 6bl agekBaTHbIM Marmm OyNrakoBCKOrO Co-
Ba. MiIMeHHO 06 3Tux KayecTBax MYHOCTU XYOOXHWMKA
CBUAeTeNbCTBYEeT MepcoHasibHas BbICTaBka rpaduye-
CKuX nNpounsBefeHnin Bayecnasa XXenBakoBa B CTeHax
Akagemunn akBapenu n nsdwHbix nckyccts Cepres AH-
apuskn B Hosi6pe 2021 — deBpane 2022 roga. Ha Hen
O6bIn0 npeacTtaBneHo okono 200 paboTt, KOoTopble MO-
paxalT MacTepCTBOM WCMOSTHEHUS, BUPTYO3HOCTLIO
PUCYHKa, TOHKMM 4YyBCTBOM LBETa, KOMMO3ULUMOHHOIO
NPOCTpaHCTBa, 6€3YKOPU3HEHHLIM BbIGOPOM TEXHUKN U
maTepuarna, HakoHel, BKycoM. BbicTaBka cTtana utorom
MHOrofeTHel paboTkl, BNMTaBLlen B ceba BnevaTieHusa
N pasgymbsi — pe3ynbratbl MOE340K MO CTPaHe U Mupy,
o6LeHns C KonseraMmm n ydeHmkamm, a UMEHHO CTyAeH-
Tamun akagemunin Nneu MasyHoBa n Cepres AHAPUSKMY,
roe oH npenogaeTt MHOMMe rofbl.
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CeupaHue Mapraputbl c Asasenno B AnekcaHapoBckoM cagy. 2015
MnnocTpaumna k pomaHy «<Mactep n Mapraputa» M.A. bynrakosa
Bymara, kapaHaaw. 32 x 57

Rendezvous of Margarita and Azazello in the Alexander Garden. 2015
Illustration to the novel “The Master and Margarita” by Mikhail Bulgakov
Pencil on paper. 32 x 57 cm

Art Institute were Nikolai Ponomarev, Boris Uspensky and
Anatoly Yakushin and, at the Drawing Studio Workshop of
the USSR Academy of Arts, Orest Vereisky. Each of them
imbued their student with an understanding of the founda-
tions of professional culture and Zhelvakov now does the
same for his students. All this enriched his natural gifts and
erudition and laid the basis for the emergence of his own
unique and original intonation, the independence of his
graphic thought and the freedom of his self-expression.

The range of the artist’s work presented is so broad
that it resembles a kind of historical encyclopaedia, which
has formed the basis for his investigation of life in modern
society.

This exhibition of the artist’s work gives us a remark-
able understanding of the many-sided nature of his talent,
experience and mastery. In his capacity as a member of
the Ministry of Internal Affairs’ Vereshchagin Artistic Stu-
dio, he has created several series of work dedicated to
the Soviet Militsiya and the Russian Federation’s Police.
These include “Maslenitsa”, “Policemen”, the graphic ser-
ies “Chronicle of the Gendarme and Traffic Police”, as well
as the triptych of works: “Black Cat”, “Zheglov (Vladimir
Vysotsky)”, “Sharapov”, “History of the Ministry of Internal
Affairs in Images of the Police” and the graphic series “The
History of the Militia is the History of Our Country”.

Each of these pieces demonstrates the artist’s strong
link to the spirit of the time and his engagement with the
history of our country, although they represent only a
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small part of the full spectrum of Zhelvakov’s historical
and patriotic works. The most important element in his
art is his relation not only to the re-creation of realities
(past and present) and the appearances of their inhabit-
ants, but his approach to the graphic resources of artistic
expression. On each and every occasion, he strives to
make the best possible use of the opportunities afford-
ed by each particular technique or material, taking into
account the graphic approach selected for the subject or
eventin question. One of the very best graphic works —in
terms of its figurative dramatism and artistry — from the
cycles mentioned above is the piece “Khitrov Market”, in
which historical truth and its creative interpretation chime
in many ways with the works of Vladimir Gilyarovsky, the
author of criminal news reports and the book “Moscow
and Muscovites”. In this work, the artist offers the viewer
his personal feelings and unique intonation, based not
only on literary texts and news reports from the time, but
also on his own actual experience of the authentic atmos-
phere within Moscow’s criminal world.

The formalist and stylistic features of this and other
pieces are paired with a selection of materials and tech-
niques that somehow convey the patina of time via the
lines, strokes and texture of the artwork, in the same way
as the nuances of light and darkness interact to create
the impression of a three-dimensional image on a two-
dimensional surface.

The artist’s interest in our country’s history, and his
idea of restoring the achievements of its heroes to pop-
ular memory, was realised in the cycle of graphic pieces
“Military Commanders of Russia”. In it, Zhelvakov man-
ages to reflect and bring to life the heroic pages of our
ancestors’ deeds: Alexander Nevsky and Dmitry Donskoy,
Dmitry Pozharsky and Kuzma Minin, Alexander Suvorov

Exhibition overview
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BcTtpeua Mactepa 1 Mapraputbl. 1997
MnnocTpaumna k pomaHy «<Mactep n Mapraputa» M.A. bynrakosa
Astonutorpadus. 32 x 57

Meeting of the Master and Margarita. 1997
Illustration to the novel “The Master and Margarita” by Mikhail Bulgakov
Autolithography. 32 x 57 cm

>KenBakoB LWeapo 4eNNTCA CBOMMUM 3HAHUSIMU U Ofbl-
TOM C YYeHuKaMmu, Bcerga noMHsi O CBOMX HaCTaBHUKaXxX U
yuntensax. KoHeuHo, B nNepBylo ovepenb OH GnarogapeH
cyabbe n cesoemy otuy Opuio AHapeeBuyy, 3aciy>XeH-
HOMY XYAOXHUKY Poccumn, KOTOpbIA BCIO XW3Hb MNPOBES
B flpaHCcKe 1 nocBATUN cebsa TBopyecTBy. Cpean Hambo-
nee N3BeCTHbIX ero negaroros B MOCKOBCKOM Xygoxe-
CTBEHHOM MHCTUTYTe nMmeHn B.WU. CypukoBa 6binmn Huko-
nan NoHomapes, bopuc YcneHckuii, AHaToNnn AKyLInH,
a B MacCTepCKOM rpachnkn ctyamm AkagemMnmn xyaoxecTts
CCCP — Opecrt Bepeiicknin. Kaxgblii n3 HUX gan cBoemy
BOCMUTAHHUKY MOHUMAHWE OCHOB MpPOgeCcCMOHaIbHOM
KYNbTYpbl, TO XXe camoe XXenBakoB nepenaeT CBOUM CTy-
aeHtam. Bce s10 o6oratmno ero npupogHblii gap, apy-
anumio, o6ecneyunno Npeanochi/ikKM K MOSIB/IEHUIO HEMO-
BTOPMMOI aBTOPCKOW WHTOHALMW, CaMOCTOATENIbHOCTH
06pa3HOro MblleHns, CBO6OLbI CAMOBbLIPaXXeHUA.

[nana3oH nponssegeHnii XyqoxHuKa CTofb obLWn-
peH, 4To NogobeH 0coboro poaa UCTOPUYECKON 3HLMK-
Knoneawn, ctaBwen yHOAMEHTOM WUCCMeaoBaHUA Xy-
OO>XXHWKOM CEerofHALHEN XNU3HN obLecTBa.

DKCno3vumnsa ero npovs3BeAeHWn aaeT yauBUTE lb-
HO€e NpeacTaB/IEHNE O MHOIMOrpPaHHOCTU TanaHTa, onbl-
Ta U macTtepcTa. byayun uneHom CTyamn Xyoo>XKHUKOB
nmeHn B.B. BepewarnHa MuHUCTEPCTBA BHYTPEHHUX
nen Poccuiickoih ®egepaunm, OH BbIMOMHUA HECKOBKO
cepwuii paboT, NOCBSALLEHHbIX COBETCKON MUINLMN N NO-
nvuunm Poccuun. B nx yuncne «<MacneHuuas, «fopogoBbles,

BbicTaBo4Haa naHopama

AnekcaHap PoxwuH

rpacunyeckasn cepuns «XpoHUKN XaHAAPMCKON U TpaHCc-
NOPTHOW NOAWLMMU», a TakXe paboTbl: TPMATUX «HepHas
Kowwka», «Xernoe (B. Bbicoukuit)», «LLlapanos»; «cTo-
pusa MBJ] B o6pa3ax ropoAoBbIX»;, rpaduyeckas cepus
«AcTopus MUANLIMN — NCTOPUSA CTPaHbI».

B kaxpon ns 3tnx paboT NposiBUNacb MCKPEHHNAS
CBAI3b MacTtepa C AyXOM BPEMEHMU, €ro NpuUYacTHOCTb K
ncropum OTeyecTBa, HO 3TO MIULLb YaCTb CNEKTPa UCTO-
PUKO-MaTPUOTUHECKMX  MPOU3BEAEHUA  XYAOXHMKA.
MaBHOE — 310 OTHOWeHKMe XKe/IBakoBa He TOMbKO K BOC-
CO3[aHu1I0 peanuin NPOLLIOro U HaCcToSALWeEro, K 06/nKy
WX YYaACTHUKOB, HO N K n36npaTenbHOCTN CPeacTB Xyao-
XXECTBEHHOW BbIpasuTenibHOCTU. B kKaxaoM otaenibHoOM
Ccnyyae oH CTPEMUTCH K UCMOMb30BaHNIO 0COBGEHHOCTEN
TOW NN MHOI TEXHUKM U MaTepunana, KoTopble Hanbonee
COOTBETCTBYIOT N300Pa3nNTE/IbHbIM PELLUEHUAM KOHKpPET-
HOro croxeTta unu akTta. B pagy nydwnx rpaduyeckmnx
paboT Ha3BaHHbIX LMK/IOB N0 06pa3HON gpaMatyprum m
XYOOXECTBEHHOCTN HA30BEM JINCT «XUTPOB PbIHOK», B
KOTOPOM MCTOpMYecKasn npaBAa, ee TBOpYeCcKas UHTEp-
npetaumsa BO MHOIOM CO3BYYHbl KPUMWHAMbHbIM XPOHU-
KaM n kHure «MockBa n MockBuun» B.A. TnnapoBckoro.
MacTtep MPUBHOCUT JINYHbIE OLLYLLEHUS U COOCTBEH-
HYIO MHTOHAaLUMIO B aHHYyl0 paboTy, B OCHOBE KOTOPOU
He NPOCTO NUTepaTypHbIe TEKCTbl N XPOHUKN TOW NOPbI,
HO 1 OMbIT BXOXAEHNA B caMy aTMOCepy MOCKOBCKOIo
KPUMUHANbLHOIo MMpa.

dopManbHO-CTUNUCTUYECKNE OCOBEHHOCTU 3TOro
W Opyrux IMCTOB COMpsiXeHbl ¢ BbIBOPOM MaTepuana v
TEXHUKWN UCNOSTHEHUS, rAe naTuHa BPEMEHU HEKUM 006-
pa3oM nepepgaeTcsa NMHNEN, WTPUXOM U haKTypomr, Kak
B3aMMO3aBMCUMOCTN HIOAHCOB CBeTa W TeHW, Co3Aalo-
LKUX BrievaTneHme TpexXxMepHoOro n3o6paxxeHnsa Ha AByX-
MEPHOW NNOCKOCTU.
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KonoHHa kopuHdckoro opgepa. 1995. M3 cepumn «OCKONKM aHTUYHO
umBmnn3aumms. Astonntorpacus. 60 x 60

Corinthian Column. 1995. From the series “Fragments of Ancient
Civilization”. Autolithography. 60 x 60 cm

Xpam Npo6a MNocnopgHsa. 2006. 13 cepun «XKapkoe neto 2006.
Wepycanum». bymara, kapaHaal. 80 x 60

Church of the Holy Sepulchre. 2006. From the series “Hot Summer of
2006. Jerusalem”. Pencil on paper. 80 x 60 cm

and Mikhail Kutuzov, Mikhail Skobelev and Georgy Zhu-
kov. Each image is complemented by a concrete historical
symbolism introduced via a unique cartouche, each one
framing the figures of Russia’s most glorious sons.

Zhelvakov is also a formidable connoisseur of global
art history and, in his work, constantly brings to bear his
own creative research, based not only on archival data
and information, but also on his personal impressions, gar-
nered during his many trips to the cradles of civilisation.
Testimony to humanity’s long history, the ruins of antiquity,
the early Christian holy sites of Mount Athos and Meteora
and, of course, the Holy Land, Jerusalem and everywhere
linked with the name of Jesus Christ are all places that
form a special part of the artist’s creative world. Everything
he saw and drew at those sites — shrouded in myths and
legends and described in countless tracts and investiga-
tions — have since formed an important part of his spiritual
fate and the artist has dedicated dozens of his works to
them. Among many such drawings and lithographs, there
is one sheet that stands out, conveying the feelings and
impressions of the artist as a witness to the sacred powers
of inspiration found in the Church of the Holy Sepulchre
in Jerusalem. The portrayal of this Christian holy site ap-
pears before the viewer as if from some unreal environ-
ment. For all the exactitude with which the architectural
details and ensemble as a whole are re-created, the artist
avoids presenting us with scenes of solemn liturgies or pil-
grims and clerics. Instead, the church is presented to us
in its own aura of mysterious and impenetrable spiritual
beauty and greatness.

Zhelvakov often also turns to landscape painting in
which yet another aspect of his talent is apparent. We
can find this in both the fine colouring of his Russian land-
scapes as well as in the pieces inspired by trips to China,
which are executed in a completely different colour range.

Coloured sheets that simultaneously represent with
special acuteness a heroic or patriotic theme and a series
of tragic events in our own time are presented at the exhi-
bition in the form of an installation dedicated to the heroes
and victims of the Budyonnovsk Hospital Hostage Crisis.

This retrospective exhibition of the works of Vya-
cheslav Zhelvakov gives us a convincing account of the
artist’s loyalty to his calling, the breadth of his creative
worldview, his dedication to the great traditions of world
art and the gift for teaching that he inherited from his elder
colleagues and mentors.

His art is possessed of independent style, aesthetic,
philosophical insight and an openness to dialogue with
its viewers.

Exhibition overview
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Cyxapeska. 2001
Bymara, kapaHaaw. 60 x 63

Sukharev Square. 2001
Pencil on paper. 60 x 63 cm

Xo3sinH Xutposku. 2001
bymara, kapaHaaw. 60 x 63

Master of Khitrov Market. 2001
Pencil on paper. 60 x 63 cm

MHTepec kK uctopum OTeyecTtBa, nges BOCCO34aHUSA
B HaApOAHOW NamMsaTK NOABUIOB €ro repoeB Hallna BO-
nsoLeHne B Lukie rpachnmyecknx nMcToB «lonkosoaLbl
Poccun», roe aBTOpY yAanocb OTpasuTb M BOCCO3AaTb
reponyeckne CTpaHuubl MNOABWUIOB HAaWUX MNPEeOKOB:
AnekcaHgpa Hesckoro n Amutpus JoHckoro, Amntpua
Moxapckoro n Kyabmbl MnHuHa, AnekcaHgpa CysopoBa
n Muxaunna KytysoBa, Muxanna Cko6enea u [eoprus
XKykoBa... Kaxxgomy o6pasy COOTBETCTBYET KOHKpPEeTHas
ncTopuyeckas CUMBONMKA, NMpeacTaBNeHHas B CBOe-
ob6pas3HbiX KapTywax, o6pamasiowmnx un3obpaxeHud
cnaBHbIX cbiHOB OTeuvecTBa.

)KenBakoB — CepbEe3HbIN 3HATOK MUPOBOM XyAoXe-
CTBEHHOW KyNbTypbl, BCErga onupalroLwmnnca B CBOUX
TBOPYECKUX UCCIeQOBAHUAX HE TOMIbKO Ha apXMBHble
MCTOYHWKMN N CBUAETENBbCTBA, HO W Ha INYHbIE BNevaTne-
HUS, KOTOPbIE NOYEPMHYN B MHOMOUYMC/IEHHbIX Noe34Kax
K Konblbensam umBunusauumii. CBugeTenn MHOrOBeEKO-
BOW MCTOPMWU 4YesioBeYeCTBa: aHTUYHbIE PYWHBbI, ApPeB-
HeXpUCTHnaHckme cBATbiHM AdoHa, MeTeopoB, HaKoHeL,
3emna O6eToBaHHas, Nepycanum mn BCe, YTO CBA3aHO C
nMeHeM Xpucra, — 3To ocobasi HacTb TBOPYECKOro Mupa
XYAOXHUWKA; BCE YBUAEHHOE U M306paxeHHoe UM B 3TUX
MecCTaX, OBEAHHbIX /lereHgaMm n Mudamu, onnuCaHHbIX
BO MHOIMX TpakTaTax U UCCefoBaHUAX, CTano YacTbio
€ero AyxoBHoM cyabO6bl. M XyAOXHUK MOCBATUA AECATKN
cBoux pabot. Cpeamn MHOXECTBa PUCYHKOB, iuTtorpaduii
BblAENAETCS /INCT, Nepefatolnii owyLieHme n BoCnpu-
ATMe aBTOPOM CaKpanbHOW CUAbl BO3OEWCTBUS xXpama
lpoba locnogHa B WMepycanume. N3o06paxeHne xpu-
CTMAHCKOM CBATbIHW BO3HUKAET Neped 3puTesiem C/10B-
HO M3 HEKOW mMppeanbHol cpedbl; NpU BCEW TOYHOCTU
BOCMPOM3BEAEHUS LE/0CTHOro aHcambna v getanen
apXMTEKTYPHOro y6paHCTBa XYAOXHUK OTKa3bIBaeTCA OT
CUEH NpasgHUYHbIX 6OroCNyXeHUM N CLUEH C y4acTueMm
NasiIoOMHUKOB U CBALLEHHOCNYXuTene. Xpam npeacraet
nepeg Hamu B CBO€lM TAMHCTBEHHOW M HEMOCTUXMMOW
OYXOBHOW KpacoTe 1 BENYUN.

)KeneBakoB Hepeako obpallaeTcs K Nen3axHOM Xu-
BOMUCHK, B KOTOPOI NPOSBNAETCS elle OfHa rpaHb ero
TanaHTa. DTO BbIPA3U/IOCb U B WU3bICKAHHOM KO/I0pU-
T€ POCCUACKMX Ner3axen, n B padoTax, HannCaHHbIX B
MHOWM LBETOBOW raMme nof BreyaTieHneM oT noesfok
B Kutain.

lepounko-naTpuoTnyeckasa Tema, Tparmdeckne cobbl-
TUSA Hallero BPEMEHU C 0CoB60M OCTPOTOM BOMMNOLWEHbI
B LBETHbIX NCTaX, NPeACTaBMEHHbIX Ha BbICTaBKe Kak
MHCTaNNAUMA, NOCBSALWEHHAsn reposam 1 xepteamM byaen-
HOBCKa.

BbicTaBo4Haa naHopama

AnekcaHap PoxwuH

PeTpocnekTnBHaa akcno3muma npousseneHunii Ba-
yecnaBa XXensakoBa gaeT yoegutesnibHoe npeacraBne-
HMe O BEPHOCTN MacTepa CBOEMY NPU3BaHUIO, O LUNPOTE
TBOPYECKOro Kpyrosopa, MNPMBEPXEHHOCTU BETUKUM
TPaagnuMsaM MUPOBOrO MCKYCCTBa, O MeAarormyeckom
[ape, KOTopbliA OH BOCMPUHS/T OT CBOMX CTapLUNX Konner
N HaCTaBHWKOB.

Ero nckycctBo ob6nagaer caMOCTOATE/IbHOW CTU/MK-
CTUKOW’, 3CTETUKOMN, (PNNOCOCKON NO3HABATENbHOCTLIO
N OTKPbITOCTbIO K ANAN0ory Co 3puUTeneM.
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BHICTABOYHAA MAHOPAMA

MCPCT Onnedureum
«Mon exposition>§“

22.10.2021 — 13.02.2022

XyI0KeCTBCHHbBIN My3ei bepHa

Huma Hummep

Meper Ornnenreiim U3BeCTHA MPEKAE BCETO KAK XYJOKHUK-croppeanucTt. Ha nepconanbHoit

BbBICTABKC B Xy,ZLO)KCCTBCHHOM My3CC BepHa ce TBOp‘ICCTBO HpC,ELCTaBHCHO B 6OHCC ]_UI/IPOKOM

KOHTEeKCTe. B mepmos cBoeit MaKCMMaTbHOM AaKTHBHOCTH, B 1950—1980-€ TO/bI, OHA ObU1a TeC-

HO CBA3aHA CO HJBCI‘/‘IHQPCKOI\/’I Xy)IO)KCCTBeHHOﬁ CL[CHOﬁ H AKTYAJIbHBIMH MCKAYHAPOIHBIMH

TCHACHIOHUAMU B I/ICKyCCTBC TOrO BpCMCHI/I. 06 3TOM CBI/IILCTCHBCTBYIOT TAKUC HpOI/I3BC,ZLCHI/I$I

Omnnenreiim, kKak «OKTaBusA», «<’Kenesbepa» mnn «llpeToxk Tymana».

Mepet OnneHreiim (1913-1985) npocnaBunacb Kak
XYOO0XHUWK-CIOppPeanucT B IOHOM Bo3pacTe. [lo3gHee oHa
cTpagana OT 3TOro, Kak W gpyrue XyaoXHWKW, Ybsi Ka-
pbepa pasBMBanacb B TeYeHne OAINTENIbHOrOo BPEMEHU U
TBOPYECKME Pe3y/bTaThl BbIXOAUIN 3@ Npeaenbl TEX KOH-
LenTyanbHbIX FPaHuL, B KOTOPbIE UCKYCCTBOBEAb! YCMENN
OTHECTU MX paHHMe NpounsBeaeHus. Takasa XxapakTepHas
ANA UCTOPUU UCKYCCTB KnaccudmrkaumoHHasa npobnema
oKaszasla OrpoOMHOE BIUSIHWE Ha BOCMPUSTME TBOPYECTBA
Mepet OnneHrenm. MHOrme ero stanbl BOCNPUHUMANUCh
M No celi AeHb BOCMPUHUMAIOTCS UCK/TIOYNTENBHO B PaMm-
Kax cloppearnimama, HECMOTPS Ha TO, YTO XyAOoXHKULA MN/10-
[OTBOPHO paboTana Nnoytu NaTb 4eCATUNETUIA.

Mepet OMMEHIENM < Meret OPPENHEIM
AanbHasa poacTBeHHUUa. 1966 A Distant Relative

[nactuk, meTananyeckasa pama, 1966

OpOoH30Bada Kpacka Plastic in bronzed iron frame
27 x33x16 27 x 33 x16 cm

The Klewan Collection,
Belvedere Museum, Vienna
Photo: Peter Frese

© 2021, Prolitteris, Zurich

Cob6paHune KnesaHa, Nanepes
Benbeenep, BeHa

®dorto: MNeTep Opese

© 2021, Prolitteris, Zurich

BbicTaBo4Haa naHopama

Mepet OnneHrerim Oblla KaTeropmyeckn npoTme
Kakow Obl TO HM Obl/IO OAHOCTOPOHHEN MHTepnpeTa-
umMn. Ecnun KT0-TO NbiTancsa cBeCTn BCe ee TBOPYECTBO
KO BPEMEHMU, KOraa OHa nokasasa 3puTensM MexoByto
yawky («O6bekT (MexoBoli YaliHbli npnbop)», MOMA,
Hblo-Mopk), MepeT npusoavna B npumep CBOM Npo-
n3BegeHns, 6eCKOHeYHO Janeko ywegume oT paHHUX
paboTt. 13 ee nepennckun, a Takxe n3 matepuanoB UH-
TEPBbLIO N TEKCTOB, KOTOPble OHa caMa pefakTMpoBana,
CT@HOBUTCS ACHO, YTO BAYMYMBO U KPUTUYHO OTHOCHU-
NlaCb OHa K BOCMPUATUIO CBOErO MCKYCCTBA M NbiTanacbh
noéyaunTb 3puTtenen n36aBUTbLCSA OT CTEPEOTUMNOB.

K pa6otaM XyAoXHULbI naeanbHO NOAXOAUT KNuLle,
KOTOpOE 4acTo BCTpeyaeTcs B AuTepartype B CBA3U C
ee TBOpYecTtBoM 1950-x rogoB M no3xe, — «Hek/ac-
cndbmnunpyemocTb». XaH-Kpnctodh AmmaH HasbiBan
3TO «BHELUHEeN HenocsegoBaTe/lbHOCTbIO». «PaboTbl
OnneHreiiM MHOrOCNOWMHbLI U <..> yCKOMb3aloT OT Ka-
KOM-NnM60 OB6LLENPUHATON KaTeropmsaunm. 310 TO, 4TO

*

®p. — «Mos BbiCTaBKa».
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EXHIBITION OVERVIEW

Meret Oppenheim:
Mon Exposition

Nina Zimmer

To this day, Meret Oppenheim is best known as a Surrealist artist, however, the exhibition

at the Kunstmuseum Bern also shows her as a contemporary artist from the 1950s to 1980s —

always Closcly connected to the Swiss art scene and current international trends. This is evident

in works such as “Octavia”, “Genoveva” or “Flower of the Fog”.

Meret Oppenheim became famous as a very young
artist in the context of Surrealism. She was to suffer from
this later, like many other artists whose oeuvre developed
over a long period of time and who went beyond the con-
ceptual framework within which their first works were
received and established in the context of art history. This
structural problem in art history had an extreme impact
on Oppenheim’s reception. As she was already on the
radar of the art critics as a very young woman in the con-
text of Surrealism, this early work became the benchmark

The Tretyakov Gallery Magazine #1(74) / 2022

for an artistic practice that, however, spanned almost five
more decades until her death in 1985. Many phases of
her work were — and, in some cases, still are — received
exclusively under the banner of Surrealism.

Oppenheim herself vehemently opposed any
one-sided appropriation. She responded to the reduc-
tion of her oeuvre to her “Breakfast in Fur” (“Le Déjeuner
en fourrure”) with inflationary self-quotations. Her corre-
spondence, including in interviews and texts she edited
herself, makes clear that she was very conscious and
critical of her reception and tried to steer it away from
clichés.

The other perfectly corresponding cliché that is often
found in literature is that of “unclassifiability”, especial-

Mepet OnneHreiim B CBOEN
mMacTepckon, 1982

doTorpadus, neyatb Ha
6apuToBoO Oymare, TOHMpOBaHue
ceneHom. 18,4 x 27,7

®orto: Maprput BaymaH

© Margrit Baumann
XynoxecTBeHHbI My3ei bepHa,
BepHckuit hoHa hoTorpacum,
KVHO 1 BUAeEO

Meret Oppenheim in her
studio, 1982

Photograph, selenium toned
baryta paper print

18.4 x27.7 cm

Photo: Margrit Baumann

© Margrit Baumann
Kunstmuseum Bern, Bern
Foundation for Photography,
Film and Video

Meret OPPENHEIM =

Octavia (Oktavia). 1969

Oil on wood and molded substance
with saw. 187 x 47 x 4 cm

Private collection, Bern

©2021, Prolitteris, Zurich

Mepet OMMEHIENM >
OkTaBus. 1969

[epeBo, macno, runc, nuna
187 x 47 x 4

YacTtHoe cobpaHnune, bepH
©2021, ProLitteris, Lilopux
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Meret Oppenheim: Mon Exposition

Mepet OMMEHIENM
Xon-xon, onycToliaeTcs
camasi KpacuBas rnacHas.
M[akcy].9[pHcTy]. OT
M[epeT].O[nneHreim]. 1934
XoncT, macno. 45,5 x 65
Co6paHwe biopru, bepH
®oto: PonaHa 2nnvr, bepH
©2021, Prolitteris, Lllopux

Meret OPPENHEIM

Quick, Quick, the Most
Beautiful Vowel is Voiding,
M[ax].E[rnst]. by M[eret].
O[ppenheim]. 1934

Oil on canvas. 45.5 x 65 cm
Birgi Collection, Bern
Photo: Roland Aellig, Bern
© 2021, ProlLitteris, Zurich

ly with regard to her work since the 1950s. Jean-Chris-
tophe Ammann called it “discontinuity in appearance”.
“Oppenheim’s work is multi-layered and (...) eludes any
conventional categorization. That is what makes it so ap-
pealing, but it also poses a problem,” Ammann said back
in 1982. From today’s perspective, it is difficult to see the
problematic nature of qualities such as “complexity” and
“discontinuity”. What qualities of Oppenheim’s artistic
work were described by this? Is it, put quite simply, the
abundance of non-art materials and everyday objects
used by Meret Oppenheim? Are they references to differ-
ent formal languages that critics read as incompatible or
asynchronous? Or do these attributions manifest them-
selves rather as a stubborn remnant of an autonomous
Modernist concept of work, the edges of which have
become dissolved from a postmodern perspective? Is
it because of our familiarity with contemporary artistic
strategies that we now readily accept that artistic lan-
guages elude the pressures of recognition and branding
and that artistic languages can hide behind a mimicry of
quoted and collaged stylistic affinities? Can we contrast

The Tretyakov Gallery Magazine #1(74)/ 2022

Nina Zimmer

Mepet OMMEHTENM >
KpacHas ronoBa, cuHee Teno

Meret OPPENHEIM -
Red Head, Blue Body. 1936

1936 Oil on canvas. 80.2 x 80.3 cm
XoncT, macno. 80,2 x 80,3 The Museum of Modern Art,
My3ei CoBpeMeHHOro UCKyCcCTBa, New York, Meret Oppenheim
Hbto-Mopk, aap no 3aseLlanuio Bequest

Photo: Jonathan Muzikar
© 2021, ProlLitteris, Zurich

Mepet OnneHreiim
®oro: [>xoHatan Mysukap
©2021, ProlLitteris, Lilopux

the historicist-chronological model of art history of “who
comes first” with the qualities of a simultaneity of the
non-simultaneous?

Individual analyses of Oppenheim’s postwar works
demonstrate very well how Oppenheim formulated her
own artistic language in the context of the respective
contemporary trends.

After marrying Wolfgang La Roche, Oppenheim
moved to Bern in 1949. She took on a studio and was
soon immersing herself intensively in the diverse Swiss
scene of those years. Important works such as “Octavia”
(1969) were created — a life-size pictorial object consist-
ing of a painted wooden panel and a commercially avail-
able hand saw with two handles, known in German as
a "fox tail". The model was so popular that you can still
buy it on auction sites like Ricardo. The saw is applied
on the left-hand side of the wooden panel. Oppenheim
sawed the panel in such a way that the shape of the saw
blade is inscribed in an idol-like figure. She transferred
the curved shape of the handle to the panel for the des-
ign of the head shape. The second, flexible handle at the

Exhibition overview



Mepet Onnexreim. «<Mon exposition»

aenaeTt Ux TakMMum NpuBAeKaTenbHbIMKU, HO 3TO TakXe
nopoxagaet CNOXHOCTU», — OoTMedan AmmaH B 1982
rogy. C cerogHsiLLHEeN TOUYKN 3PEHUs cumTaTb Npobre-
MaTUYHbIMUN TaKMe XapPaKTEPUCTUKN, KaK «CNTOXKHOCTb» U
«HenocneaoBaTesibHOCTb», 6bI10 6bl 3aTPYyAHUTENbBHO.
Kakne xe ocob6eHHOCTM npowusBegeHuin OnneHrenm
OnuCbIBaNCh € Nx NnomoLbio? Mimenock nu B BUAY pas-
Hoo6pa3ne MaTepmanos (B TOM YMC/1e HEXYOOXECTBEH-
HbIX) N NpeaMeToB 6biTa, UCMONb30BaHHbIX eto. Mnu ato
OTHOCU/IOCb K pa3HbiM (hOpPMaM XyLOXECTBEHHOIO Bbl-
paXkeHus, KOTOPbIE KPUTUKU CHUTA/ TN HECOBMECTUMbIMU
MM @CUHXPOHHBIMU? A MOXeET OblITb, B 3TUX XapaKTepu-
CTUKaXx NPOSBASIOTCA YNPSMbIE OTFO/TIOCKM @BTOHOMHOW
MOOEPHUCTCKON KOHLEeNnuuM TBOpPYECTBa, rPaHn KoTo-
poii — C NOCTMOAEPHUCTCKOM TOYKM 3PEHUSA — PacTBO-
punuck? CerogHsa Mbl, 6narogaps 3HaKOMCTBY C COBpe-
MEHHbIMWU XyLOXECTBEHHbIMU CTpATErusamu, ¢ 6onbLuei
FOTOBHOCTbIO COrlacuauncb Obl C TeM, 4YTO Xy[oXe-

BbicTaBo4Haa naHopama

HwuHa Linummep

CTBEHHBbIN A3bIK U CTUINCTUYECKME NPEeAnoYTEHUS MO-
ryT YCKO/b3aTb OT Y3HABAaeMOCTU U He BMUCbLIBaTbLCA B
WwabnoHbl, MOryT Kak 6bl CKPbIBaTbCS 3@ BHELLUHUM NOA-
paxaHueM (B Buae npsamMoro LMTMpoBaHUS Uu, Hanpw-
Mep, Konsaxen) TeEM UIN UHBIM CTUIMCTUYECKUM OCO-
6eHHOCTAM. Bo3HMKaeT BONpocC: MOXHO N1, MCNOMb3ys
XPOHOMOIMMYECKYIO MOAEeb UCTOPUN XYLOXECTBEHHbIX
WCKaHWI, Npu nccnegoBaHnMnM TBOPYECKOro Nyt Muo-
HEPOB COBPEMEHHOIO MCKYCCTBA ONMPAaTbhCS Ha «OOHO-
BPEMEHHOCTb HEOAHOBPEMEHHOIO», @ UMEHHO: NpuUMe-
HATb CBOWCTBA, XapaKTepHbIe A/19 HEKOEro MOMEeHTa MX
TBOpPYECTBa, NPU aHanM3e NPoOn3BeAEHNN, CO3aHHbIX
B nocneaytowme nepnogbl?

AHanns nocneBoeHHbIX pabot Mepet OnneHreiim
B MOJ/IHOW Mepe NnokasbiBaeT, Kak OHa co3jaBana cob-
CTBEHHbIN XY[10XXECTBEHHbI A3bIK B KOHTEKCTE COBpe-
MEHHbIX aKTyanbHbIX TeHgeHunn. B 1949 rogy Mepert
Bblla 3aMyX 3a BonbdraHra Jla Powa n nepeexana
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Meret Oppenheim: Mon Exposition

other end of the saw blade was straightened by her and,
as a dangling stick, marks the transition to the stele-like
foot of the figure, characterised by an imitation tree bark
surface. The outlines of the saw were transferred by Op-
penheim to the right-hand side of the panel and painted
in a metallic colour. In the place of the hole in the handle,
she placed a large eye, resulting in an axisymmetric pair
of eyes. She added a smooth little nose in plaster of Paris
and applied a pink-coloured tongue, the tip of which licks
at the precise point on the saw where the handle merges
into the blunt upper side of the saw blade.

It is striking that Oppenheim blends different forms of
wood and, each time, it was sawn: from the false tree trunk
to the panel itself shaped by the sawing to the wooden
handles of the saw. This semantic space is broken by
the artist’s illusionistic interventions, which develop the
structure as a human-like figure and charge it with various
sexual images. The literature talks of a fear of castration,
as embodied by the saw. However, the ltalian linguistic
image, in which saws stand for male masturbation, is more
evident. In concrete terms, licking the "fox tail" could also
have an impact on the dangling piece of wood, whose
wing-nut screw would at least allow other positions.

The Tretyakov Gallery Magazine #1(74)/ 2022

Nina Zimmer

On the one hand, what we are dealing with here is
a bachelor machine; on the other hand — given the female
name Octavia — the character combines the male and
female in itself, following Oppenheim’s philosophy of the
androgyny of the sexes. The use of the everyday object
of a "saw" can be located in the Dadaist-Surrealist trad-
ition of newly interpreting and reinterpreting everyday
objects. However, the chronology and lines of influence
are not nearly as straightforward. Duchamp produced
various new versions of his “Readymades” in the 1960s,
including a version of the snow shovel in 1964 based on
the lost original from 1915. This happened in the context
of the French Neo-avant-garde and Nouveau Réalisme.

Metal objects such as tools were the preferred mate-
rials of this artistic group. Their members had set them-
selves the goal of exploding the sublime aura of the fine
arts. By turning away from the abstract, informal painting
of postwar Modernism, which they found too self-cen-
tred, and towards adhesive and collage techniques as
well as found materials, they sought to integrate the
reality of everyday life into art. This tied in with the ob-
Jjets trouvés tradition of Dadaism. The group consisted
mostly of French and Swiss artists. Oppenheim was right

Exhibition overview
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Mepet OMMEHIEMM
KonposcTBo. 1962

[epeBo, OKpalUeHHbI KapToH,
macno. 76,5 x 84,5 x 11,1

XynoxecTBeHHbIN My3eli BepHa,

[ap no 3asellaHuio Mepert
OnneHreinm

®oro: Metep laypn, bepH
©2021, Prolitteris, Lilopux

Mepet OMMEHTENM
HekoTopble ns 6ecH4nCneHHbIX
NIMKOB KpacoTbl. 1942

Xonct, macno. 81 x 54

YacTHoe cobpaHune

®doro: Nepxapa XoBansba,
Kupxnunnaax, bepH

©2021, Prolitteris, Lilopux

< Meret OPPENHEIM

Enchantment. 1962
Painted cardboard and oil
on wood
76.5x84.5x11.1cm
Kunstmuseum Bern, Meret
Oppenheim Bequest
Photo: Peter Lauri, Bern

© 2021, ProlLitteris, Zurich

Meret OPPENHEIM

Some of the Uncounted Faces
of Beauty. 1942

Oil on canvas. 81 x 54 cm
Private collection

Photo: Gerhard Howald,
Kirchlindach, Bern

© 2021, Prolitteris, Zurich

B bepH. 3gecb OHa Hawna cTyauo Ans paboTbl U BCKO-
pe cTana 3aMeTHO huryporii Ha pa3HONNaHOBOW LUBE-
LLapCKOW XyaoXeCTBEHHOW cueHe. B bepHe noasngaeTcs
Takas 3Haymmas paboTa XyAoXHuUbl, Kak «OKTaBUA»
(1969). 270 XyAOXECTBEHHbIN OOBEKT B YENTOBEYECKN
POCT, cAeNaHHbI U3 pacKpaweHHOW AepeBAHHOW Na-
HeNM N OObIYHOW MU/bI, KOTOPYIO MO-HEMELKW 4acTo
Ha3bIBAOT «/INCUIK XBOCT». DTa Moae b Nubl Oblna Ha-
CTO/IbKO MONynsipHa, YTO ee 40 CUX MOP MOXHO KYNUTb
Ha OH/lalH-ayKLUMOHAaX (Takux, Hanpumep, Kak ricardo).
Muny XypoxHuua pacnofnioxuna Ha NeBol CTOpoHe
aepeBgaHHon naHenn. OHa BbiNUAUMa AEPEBAHHYIO na-
HeNb B COOTBETCTBUM C KOHTYpPaMu Nusibl TakuM obpa-
30M, UTOObI paboyee NoNOTHO MHCTPYMEHTAa BNMCanocCh
B MONYUYMBLUMICA CUNYST MAononogobHom curypel, a
M30rHyTasa pyvka nsobpaxkana vyactb ronosbl. Bropyto
pYy4Ky, coenaHHyto eto, OnneHreiim pasmectuna Bep-
TUKanbHO, CIOBHO BUCALLYIO Nasnky; pyyka coeaunHsaet
dhurypy co ctennoobpasHbiM OCHOBaHUEM, UMUTUPYIO-
MM CTBO/ AEpEBaA C LWepoxoBaTon Kopon. OuepTaHus
NWAbl XyOOXHWLA CUMMETPUYHO NepeHecna Ha npasyio
CTOPOHY MNaHesn, 3aKpacuB ee MeTan/IM3npPOBaHHOM
Kpackoi. Ha mecTte oTBepcTus B pydke, crpaBa, oHa
n3ob6pasnna 60NbLONM rNas: B pe3ynbrate Ha 3putens
CMOTPAT CMMMETPUYHO PACMOIOXEHHbIe rnasa ury-
pbl. O6pa3 gononHgaeTcs rnagkMm HOCMKOM M PO30BbLIM
A3blKOM, Bbl/1IENIEeHHbIMU U3 rnnca. KoHYmK s3blka 06-
Nn3bIBaeT TO MECTO Ha Nufe, rae pyyka conpukacaertcs
C HEOCTPbIM BEPXHUM KpaeM pabdoyero nosoTHa Nubl.

O6pawasncs B pabote K TeMe «pacnuna», OnnexH-
renMm coegnHsaEeT pasHble gepeBaHHble hopMbl (OT UMU-
Taunun gpeBeCHOro CTBO/A M BbIMUIEHHOW MO 3aAaHHOMN
hopMe AOCKUN A0 AePEBSAHHbIX pyYeK Nusbl). 9TO CMbIC-
NI0OBOE MPOCTPAHCTBO NMPOPbIBAETCA UMTIO3NOHUCTCKU-
MV BMeLLaTeNIbCTBaMM XYAOXHMULbI, KOTOpas BbICTpau-
BaeT NOAyYMBLUMACHA OOpa3 Kak 4enoBeKONoAoOHYIOo
durypy v HanonHseT ero pasHoobpasHbIMU CeKCy-
anbHbIMM accouunaumamu. B nutepaTtype BcTpevaloTca
YNOMMHaHMA O CTpaxe KacTpauuu, BOM/IOWEHNEM Yero
aBnaeTca nuna. Ewe 6nmxe K paccmaTpuBaeMoit pas-
HOBMAHOCTM accoumaunii okasblBaeTCa UTa/bAHCKas
hurypa peuum, B KOTOpoi nuna o6o3HavYaeT My>XCKYIO
macTypbaumio. [oBopsA KOHKpeTHee, 06nu13biBaHUE
«/IMCbEro XBOCTa» MOXHO TpPaKTOBaTb KakK BO3MOX-

BbicTaBo4Haa naHopama

HwuHa Linummep

HOCTb MOB/NATL HA BUCALLYIO BHU3Y AePEBAHHYIO Nnas-
KY — py4Ky nunbl, 6apallkoBas raiika KoTopoii no3so-
NAEeT MEHATb ee MosIoXeHue.

C oAHOI CTOPOHbI, Mbl UMeeM 3ecCb Aeno ¢ obpa-
30M XONOCTSKa, C APYroii — nepcoHax, NMoayunBLUMIA
XeHckoe uma OKTaBus, coBMellaeT B cebe MyXCKoe
N XXEHCKOe Hayasna, No/IHOCTbIO cneaysa OnneHreiimMoB-
ckol dmnocomnn aHAPOrMHHOCTU. Mcnonb3oBaHue
Takoro 6bLITOBOro nNpeameTa, Kak Nunna, MOXXHO OTHECTH
K [afaucTCKO-CloppeanncTnyeckon Tpaguumm no-Ho-
BOMY MHTepnpeTupoBaTb ObiToBble NpeameTbl. OgHaKko
NCTOPUYECKME OTCbINIKM M HanpaB/ieHUsa BNAUSAHUS Aa-
NNEKO He Tak 0gHO3HauHbl. Tak, B 1960-e rogsbl Mapcenb
[tolwaH BbINyCTW/1 HOBble BEPCUM CBOUX pean-Meingos,
B TOM uuncne B 1964 rogy nossunacb Bepcus nonatbl
ona cHera (opuruHan 1915 roga ytepsH). 31o o6HoBNE-
HME MPOM3OLWNO B KOHTEKCTE (hpPaHLYy3CKOro ABMXKe-
HMS HeoaBaHrapga u HOBOro peanuama.

Takne meTannnyeckme npegmeTbl, Kak pabouune
WHCTPYMEHTbI, 4acTO BCTpeYaloTcs B MPOU3BEAEHU-
X NpeacTaBuTenel XyaoXeCcTBEeHHOro HanpaB/eHus,
nocrtaBmBlLUEro nepeg cobonm uenb NMWUTbL M306pa-
3UTE/IbHOE MCKYCCTBO Opeosia BO3BbIWEHHOCTU. OHun
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Mepet OMMEHTEMM > Meret OPPENHEIM -
BeceHHuin geHb. 1961 Spring Day. 1961

[vnc, nepeso, macno, nposonoyHasa  Oil on plaster and wood
Kop3KnHa. 50 x 34 with wire basket. 50 x 34 cm
YacTHoe cobpaHue Private collection

©2021, ProLitteris, Lilopux © 2021, Prolitteris, Zurich

in the middle of this context. She was close friends with
key representatives such as Niki de Saint Phalle, Jean
Tinguely and Daniel Spoerri. From Oppenheim’s corre-
spondence we learn that that her friendship with Tingu-
ely went back to the war years in Basel, when Tinguely
was not yet 20 years old. The friendship with Spoerri de-
veloped in 1956 when they were working together on
a play in Bern. The venue was an old town cellar in the
small theatre at Kramgasse 6 and the work performed
was the German-language premiere of “Desire Caught
by the Tail”. It was written by Pablo Picasso and staged
by Isaac Tarot, actually a pseudonym of Spoerri, who had
come to Bern from Paris as a dancer and was now trying
his hand at the stage before making a name for himself
in the art world.

Meret OPPENHEIM

Ma Gouvernante — My Nurse —
Mein Kinderméadchen
1936/1967

Metal plate, shoes, string and
paper. 14 x 33 x 21cm

Moderna Museet, Stockholm
Photo: Albin Dahlstrom

© 2021, ProlLitteris, Zurich

Mepet OMMEHIENM

Mos ryBepHaHTKa. 1936/1967
MeTtannuyeckoe 611040,
Tydnv, BepeBka, Oymara

14 x 33 x 21

My3eil coBpeMeHHOro
nckyccrtsa, CTOKronsm

doto: AnbOuH JanscTpém
©2021, ProLitteris, Lilopux
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Mepet OMMEHTEMM > Meret OPPENHEIM ->
Macka ¢ BbITAHYTbIM A3bIKOM Mask with “Bah“ Tongue

bes pathbl Undated

[MpoBonoyHasa ceTka, NnacTumk, Wire mesh, plastic and velvet
Gapxat. 9 x 30 x 20 9x30x20cm

YacTHoe cobpanwe, LLBeruapua Private collection, Switzerland
©2021, ProLitteris, Litopux © 2021, ProLitteris, Zurich

A film documenting the rehearsals shows Meret Op-
penheim and Lilly Keller in the role of the curtains from
the play. In 1959, Spoerri moved to Paris, where he also
met Tinguely. The correspondence between Spoerri and
Oppenheim was extensive and their exchanges particu-
larly intense in the 1960s. From 1972, in addition to her
studio in Bern, Meret Oppenheim took on a studio in Paris
again and moved here and there in her circles of artist
friends.

The sculpture “Genoveva” was created in 1971. The
starting point is a found rough wooden panel, or rather
a board, the contours of which have been modified with
just a few interventions, in such a way that the outlines
of a body versus the shape of a head become visible.
Oppenheim inserted wooden poles into the notches,
which can be interpreted as being the figure’s arms. The
work is based on a preliminary drawing from 1942, which
is inscribed on the reverse with “Tombeau Genevieve”
(Genevieve’s grave).

She chose the title “Genoveva” for the work and exp-
licitly referred to the mythological figure of Genoveva,
a legend from the High Middle Ages that was primarily
taken up again by 19th-century German Romanticism.
Genoveva was unjustly accused of infidelity by her

Exhibition overview



Mepet Onnexreim. «<Mon exposition»

yXOAAT OT abCTpaKTHOW, HedopManbHOW >XMBOMUCK
MOCNEBOEHHOIr0 MOAEPHM3MA (CUMUTAIOT €€ C/ULIKOM
3rOLEHTPUYHON) U C MOMOLLBIO TEXHUKM KOonnaxa uim
annavkauuu, nosb3yacb Cry4YalHbIMM MaTtepuanamu,
MHTErpupyoT B MCKYCCTBO peanbHOCTb MOBCEAHEB-
HOWM XW3HW. B 3TOM MOXHO yCMOTpeTb MPOAOSIXEHUE
[afancTCcKol Tpagumuum «obxe TpyBe» (dhp. objets
trouvés — «HaiaeHHble npeaMeTbi»). Mpynna nocneno-
BaTefien [aHHOro ABWXEHWA COCTosila B OCHOBHOM
M3 ppaHLy3CKUX N WBENLAPCKUX XyAOXHNKOB. MepeT
OnneHreriM Bpallanacb B MUX cpefe, OHa ApyXuna ¢
TakKMMW K/IOYEBbIMM MPEeAcTaBUTENAMU FPYMnbl, Kak
Hukun ge Cen-®annb, XaH TaHrnu (TeHrenu) n LdaHu-
anb Wnéppun. N3 nepennckn OnneHrem W3BeCTHO,
YTO OHa Hayana obuwaTtbcs ¢ TaHrM ewe B basene, B
roAbl BOWHbI; TOr4a eMy eule He 6b110 U ABaAUaTH feT.
Opyx6a xygoxHuubl co LLnéppun 3aBaA3anacb B 1956
rogy, BO BpeMsi COBMeCTHOM paboTbl Haj TeaTpasibHOM
noctaHoBkoi B bepHe. B noaBanax Tteatpa «KnamH-
TeaTep Kpamracce 6» B CTapoM ropofe coctosiiacb
HeMeLKoA3blyHasa NpeMbepa crnekTaknsa no neece la-
6no lNukacco «XKenaHne, NoMMaHHoe 3a XBOCT». [becy
noctaBun Ncaak Tapo (nceBgoHum OaHnana LUnéppn).
LLInéppu npunexan B bepH ns MNapuxxa B Ka4ecTBe TaH-
Lopa n npoboBan CBOW CU/bl HA CLUEHE; HO B CKOPOM
6yayliem emy NpeacToano caenatb cebe MMa B Mupe
M306pasnTenbHOro uckycctea. B  gokymeHTanbHOM
hmnbMme, 3anevyaTtsieBlIEM peneTuumnn crnektakns, Me-
pet Onnexreiim n Jlnnnn Kennep urpatoT ponb rapauvH.

BbicTaBo4Haa naHopama

HwuHa Linummep

B 1959 rogy Lnéppwn nepeexan B MNapwux, rae, B CBOO
oyepenb, No3Hakomunca ¢ TaHran. Lnéppu n Onnew-
reriM akTMBHO NepenucbiBanncb, 0CO6EHHO MHTEHCUB-
HO B 1960-x rogax. C 1972 roga, nomumo ctyaun B bep-
He, MepeT OnneHreiim cHoBa paboTana B MacTepCKoi
B [Mapuxe, Bpalwasacb B Kpyrax CBOUX APY3en-XyaoX-
HMKOB B 060MX ropogax.

Ckynbntypa «XeHeBbeBa» Oblla co3gaHa B
1971 rogy. Ee ocHoBOW aBNsieTCS cny4yanHo nonasLua-
S1CA Ha rnasa XygoxHuue rpybas gepeBaHHas naHe b,
KOHTYpPbl KOTOPOW ObI/IN HEMHOIO U3MEHEHbI TAKUM 06-
pa3oMm, 4ToObl NOSBUMIUCL OYEepPTaHUS rofoBblI U Tena.
OnneHrelim BCTaBUIa B BbleMKU AepPeBSHHbIE XeEPAaW,
KOTOpble BOCMNPUHUMAIOTCA Kak pyku. Pa6oTta Bocxoant
K Habpocky 1942 ropa, Ha 060POTHOM CTOPOHE KOTO-
poro HanucaHo «Tombeau Genevieve» («Moruna Xe-
HEBbEBbI).

MeperT BbiGpana HasBaHue «KeHeBbeBa», iBHO Ha-
MeKass Ha OOHOWMEHHbIA MepcoHaX cpeaHEBEKOBOM
nereHgbl, CIOXeT KOTOPOW BHOBb Npuobpen nonynsap-
HocTb B XIX Beke 6narofaps npeacraBuTensMm Hemel-
KOro pomaHTusma. XXeHeBbeBa 6blna HecnpaBeanMBo
06BMHEHA CBOUM MYyXeM, ndanburpadom 3urchpmaom,
B HEBEPHOCTW, U, MpexXae 4YeM crpaBeaMBoCTb BOC-
TOPXeCTBOBana, el NPMULWLNOChL HECKONbKO 1eT MPOXUTb
B necy. B MHOrouncneHHblx nHTEpBbIO ONNEHrenmM He-
OAHOKPAaTHO OOBACHHANA CBOIO JIMYHYIO CBA3b C UCTO-
puein XeHeBbeBbl: MOAOBGHO TOMY, Kak loHasa cynpyra
ndanburpadga Obiia 6e3BMHHO M3rHaHa W3 ABOpUa,
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husband, who was a Count Palatine, and was abandoned
in the forest for years, then later rehabilitated. In inter-
views, Oppenheim repeatedly explained her personal
identification with the Genoveva myth. Just as the young
Countess Palatine was chased out of the palace through
no fault of her own, she herself had to leave Paris and
her circle of friends there because of the approaching
Second World War and found herself stranded in the
“forest”, in the comparatively provincial Basel, where her
artistic productivity was severely restricted by depres-
sion. The rough-hewn board blotted with grey oil paint
symbolises the exposure of the Countess Palatine and
the artist.

Oppenheim used the Genoveva material for a num-
ber of works. However, for none of these works did she
use such obviously “poor” materials. Although she often
opulently mixed materials for other objects, adding plas-
ter of Paris and painting them, she here restricts herself
to the lightly worked wood she has found. This and other
works from the 1970s testify to a proximity to Italian Arte
Povera. Oppenheim was particularly interested in Marisa
Merz, who exhibited in the context of Arte Povera in 1982
at Rudi Fuchs’s “Documenta 7,” where Oppenheim was
also represented. In an interview, Oppenheim empha-
sised her appreciation for Merz. If you compare a work by
Merz, such as “Untitled, 1977,” with “Genoveva,” there are
definitely similarities: the wooden door that Merz chose
for her work, like the piece of wood that Oppenheim
uses, is staged with all its signs of age and use. In the
case of Merz, these are the remains of newspaper, rust,
stains and metal fittings; in that of Oppenheim, dents and
scratches as well as traces of paint. Both works not only
display the atmospheric qualities of the found material,
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Mepet OMMEHTENM

Cap ocbMuHora. 1971
Konnax, rony6as
npo3payvHad nneHka
55,5x555

lanepes Uurnep, Liiopux
®orto: M. Wenbxnn, Liiopux
©2021, ProLitteris, Litopnx

Mepet OMMEHIEMM >
MexoBble nepyatku. 1936/1984
Mex, nepeBo, nak ANga HorTen
5x21x10

CoGpaHwe Ypcynbl Xaysep,
LLiBenuyapus

®oro: doTocTyans LLtedaHa
AnbTeHbyprepa, Lilopux
©2021, ProLitteris, Lilopnx

Nina Zimmer

Meret OPPENHEIM
Octopus’s Garden. 1971
Collage and blue
transparent foil
55.5x55.5cm

Galerie Ziegler SA, Zurich
Photo: P. Schalchli, Zurich
© 2021, ProlLitteris, Zurich

Meret OPPENHEIM = -
Fur Gloves. 1936/1984
Fur, wood and nail polish
5x21x10 cm

Ursula Hauser Collection,
Switzerland

Photo: Stefan Altenburger
Photography, Zurich

© 2021, ProlLitteris, Zurich

Mepet OMMEHIFEMM =
Benka. 1960/1969

CTeknaHHas NMBHaA KPyxXKa,
NOPONOH, Mex. 21,5 x 13 x 7,5
XynoxecTBeHHbI My3ei bepHa
®orto: Metep Jlaypu, bepH
©2021, ProLitteris, Lilopux

Meret OPPENHEIM =
Squirrel. 1960/1969

Beer glass, plastic foam and fur
21.5x13x7.5cm
Kunstmuseum Bern

Photo: Peter Lauri, Bern

© 2021, ProlLitteris, Zurich

but also clearly show the act of artistic intervention that
triggers the poetic transformation. The chessboard-like
organised copper wire mesh in Merz, the contouring of
the panel in the sense of a figure and the attachment of
arms in Oppenheim.

The “Flower of the Fog” from 1974 belongs to an-
other important group of works by Oppenheim, created
in Bern. In these, she strives for the greatest possible
reduction of her painterly expression and approach-
es monochrome painting languages. It is above all the
non-colour white that she approaches with minimal tonal
differences. The vegetal figuration called for in the title
appears in white, contrasting with the negative forms
of shaded-off grey and white. In each case, Oppenheim
uses an associative bridge to immerse herself in these
increasingly abstract colour spaces. A whole group of
works therefore bears titles such as “Nebelkopf” (“Mist
Head”), “Verborgenes im Nebel” (“Hidden in the Fog”),
“Nebelgebilde” (“Fog Shapes”), “Mann im Nebel” (“Man
in the Fog”) or just “Nebelblume” (“Flower of Fog”). The
literature mainly refers to the symbolic levels of mean-
ing of these images, their structural similarity to dream
images and other ephemeral images. It is striking that
Oppenheim sometimes chooses the largest formats for
these works that she will ever choose for her paintings.
This may be related to the strong presence of Ameri-
can abstract painting in Bern and Basel in those years,
for which the large format was a matter of course. Ar-
nold Rudlinger, director of the Kunsthalle Bern, showed
contemporary American paintings in a series of exhibi-
tions in the 1950s, some of them for the first time in Eu-
rope. Rudlinger and Oppenheim were close friends. In
1956, Ridlinger moved to the Kunsthalle Basel, where
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XYAOXHULE MpuUWIocb NOKWMHYTb [lapux wn gpysen
n3-3a npmbnuxaslencsa Btopoit MMpoBoii BOWHbI. 3a-
CTPSIB B OTHOCUTENBHO NpoBUHUMaNbHOM Basene n 6y-
Ay4u HE B COCTOAHMM NIOAOTBOPHO paboTaTh N3-3a ae-
npeccun, OnneHrenm yyBCcTBOBaNa cebs OGpOLIEHHOM’
«B necy». [py6asa gocka, ncnaykaHHasa cepoi Mac/isgsHom
KpacKol, CMMBONU3MPYET OAMHOYECTBO U Oeccunue
nepen BHELWHUMU OBCTOATENbCTBAMU OOENX XEHLLMH:
ncanburpadmHn 1 XygoXxXHUUbI.

Takune xe maTtepunansl, Kak ansa «XKeHeBbeBbl», On-
neHreiiM ncnosb3oBana B psae CBoMx paboT, HO HU B
OOHOW M3 HUX OHA He orpaHuyMBanacb CTO/b CKYMbIM
nx Habopom. B gpyrux o6bektax MeperT, kak npaBuno,
coyeTana pasnuyHble MaTepuansl, go6aBngana runc m
packpaluvBana pa3Hble 3N1eMeHThl, 34eCb Xe OHa orpa-
HUYMNacCb MMHMMaNbHO 0OpPabOoTaHHOMW AOCKOW. DTa M
apyrve pa6otbl 1970-x rogoB CBMAETENbCTBYIOT O 6/11-
30CTU XYAOXHULbI K UTalbAHCKOMY apTe nosepa (utan.
arte povera — «<6egHoOe UCKYCCTBO»). M3BecTHO, uto On-
neHrenm wmHTtepecoBano TBopyectBo Mapwucbl Mepu,
npeacTaBnaBLIE 3TO XyAOXEeCTBEHHOe Te4yeHue B
1982 roay Ha BbicTaBke «documenta 7» (opraHnsaTtop 1
pykoBoautensb Pyan ®ykc), roe Takxe Obinv BoiCTaBre-
Hbl paboTbl OnnexreriMm. B ogHoM 13 nHtepBbio OnneH-
re’im nogyepkumBana CBOK NpU3HaTenbHOCTb Mepu.
Ecnu cpaBHuTb nponsBeaeHne Mepy «be3 Ha3BaHUA»
(1977) co ckynbntypoi «)KeHeBbeBa», TO onpeaeneHHo
MOXHO yBUAETb CXOACTBO. [lepeBsHHaa ABepb, KOTO-
pyto BbiOpana ana ceoeli paboTbl Mepu, Kak 1 gocka,
B3aTag OnneHreim, COXpaHWNM BCe MPU3HaAKKU CBOe-
ro BO3pacTa U UCMnonb3oBaHusa: y MepL — 370 ocTaTku
raseTHon 6ymaru, p>XaBymHa, NATHaA U MeTannmyeckas
dypHUTYpa, Yy OnneHreiMm — BMATWMHbI M LiapanuHsbl,

BbicTaBo4Haa naHopama

HwuHa Linummep
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Mepet OMMEHIENM
XeHeBbeBa. 1942

Bymara, kapaHaall, akBapenb
27 x21

XyOoXeCTBeHHbIN My3eit bepHa,
[ap no sasellaHuio Mepert
OnneHreim

© 2021, Prolitteris, Lilopnx
doTorpausa: XyaoxeCTBeHHbIN
my3eii bepHa, recom Art Berlin

Mepet OMMEHIENM
XeHeBbesa. 1971

[epeBo, Macno, xepaun

127 x123 x 74

My3ei coBpeMeHHOro UckyccTea
®oHpa Jlioasura, BeHa
MpepocTaBneHo ABCTPUIACKUM
doHaom Jliogsura

©2021, ProlLitteris, Lilopux

Nina Zimmer

Meret OPPENHEIM
Genoveva (Genevieve). 1942
Pencil, watercolour on paper
27 x21cm

Kunstmuseum Bern, Meret
Oppenheim Bequest

© 2021, ProLitteris, Zurich,
Photo: Kunstmuseum Bern,
recom Art Berlin

Meret OPPENHEIM

Genoveva (Genevieve). 1971

Oil on wood with two poles

127 x123 x 74 cm

Museum of Modern Art, Ludwig
Foundation, Vienna

On loan from the Austrian Ludwig
Foundation

©2021, ProlLitteris, Zurich

he again showed important exhibitions of American
postwar art. During this period, while on afamous journey,
he bought works by Barnett Newman and Mark Rothko,
among others, directly from the studios in New York for
the Kunstmuseum Basel. Correspondence with Oppen-
heim shows that he invited her to his exhibition openings
with detailed personal letters and exchanged closely
with her on issues related to art and theory. He names a
painting by Sam Francis, as if returning to a common joke
about a monochrome picture, as “Sams Gebirgsinfanterie
im Nebel” (“Sam’s Mountain Infantry in the Fog”), which
has now stepped into the brightest light in the exhibition.
Ridlinger’s successor as director of the Kunsthalle Bern
was Franz Meyer, with whom Oppenheim became close
friends after an initial romance.

Meyer also gave American postwar art a lot of space
in his exhibition programme. Among other things, in
1960, he held a solo exhibition by Francis, who lived in
Bern for a year in about 1961 due to lengthy medical treat-
ment. Francis had created entire groups of works of white
monochromes and many of these paintings were on dis-
play in his exhibition at the Kunsthalle Bern. Meyer’s suc-
cessor, Harald Szeemann, continued the US program in
Bern. For example, the radically reduced white works by
Robert Ryman were first seen in Europe at the Kunsthalle
in Bern, in Szeemann’s renowned exhibition “When Atti-
tudes Become Form” from 1969.

Even though Oppenheim was connected to the Bern
art scene in many ways, she was long regarded as a spe-
cial case. She was well known, she was a friend, but her
art was not easily digestible by many of her contemporar-
ies. Her exhibitions were extremely rare in Bern. A high-
light for Oppenheim was therefore her retrospective, or-
ganised for her by the Kunsthalle Bern in 1984. She chose
“Mon exposition” as the title, which can certainly be read
as a self-confident statement in which she is asserting
her own access to her artistic development. This is rea-
son enough for us to place her retrospective at the Kunst-
museum Bern under the same sign.

Exhibition overview
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Mepet OMMEHIENM Meret OPPENHEIM
3eneHbit 3putens. 1959 The Green Spectator. 1959
[peBecuHa nunel, Macno, Qil on lime wood with
nnctoBas Meab copper sheet

166 x 49 x 15 166 x 49 x 15 cm
XyAoxXeCcTBeHHbI My3ei BepHa Kunstmuseum Bern

®doro: MNMeTtep Naypu, bepH Photo: Peter Lauri, Bern
©2021, Prolitteris, Liiopux © 2021, Prolitteris, Zurich

a TakxXe criegbl Kpackn. O6e paboTbl HE MPOCTO OTO-
6pa>xkaloT 0CO6EHHOCTM HalAeHHOro maTtepuana, Ho u
SIBHO OEMOHCTPUPYIOT aKT XYAOXECTBEHHOro BMella-
TeNbCTBa, 3anyCcKalLWmMii No3TUYeCKy TpaHchopMa-
umio: Mepu SONOMHAET NPOM3BEAEHNE CETKON U3 Mef-
HOM NPOBO/IOKN B BUAe LaxMaTHOM [ocku; OnneHreim
ob6pabaTbiBaeT KOHTYpPbl NaHen, npeBpallas ee B hu-
rypy, u npucoemHsaeT AepeBAHHbIE <PYKM».

«LiBeTok TymaHa» (1974) — cyweCTBEHHbI 91E€MEHT
OpYroro 3HaymMmoro anga teBopyeckoro nytm Mepet On-
rneHrenm unkna pabor, co3gaHHbixX B bepHe. B HMX oHa
CTPEMUTCA K MaKCMMasbHOM NaKOHUYHOCTU CBOEro Xy-
OOXECTBEHHOro A3blka U NPUOINXKAETCA K MOHOXPOM-
HOW XnBonucu. XygoxxHuua obbirpbiBaeT axpomaTtmye-
CKU 6enblii UBeT, npnberasd K MUHUManbHOM TOHaNbHOM
pa3paboTke. 3asiBNEeHHas B Ha3BaHWW pacTUTenbHas
thopMa — LBETOK — HanncaHa 6e10M Kpackom 1 KOHTpa-
CTUpYyeT CO CBeTNo-cepbiMn dparmeHTammn doHa. Anga
norpyxeHuna Bo Bce 6osee abCTpakTHble LUBETOBblE
npoctpaHctBa OnneHreiiM BCSKWMA pa3 MCMonb3lyeT
CBO€0O6pa3Hy0 accoumatmBHyto Lenoyky. Bot nouemy
uenas rpynna ee paboT HOCUT TakMe HasBaHWs, Kak
«[onoBa TymaHa», «CKpbIToe B TyMaHe», «IBOpeHune
TyMaHa», «<4enoBek B TymaHe» Uan ynoMaHyTbin «LiBe-
TOK TyMmaHa». B nutepatype roBoputcs B OCHOBHOM
O CUMBOJIMYECKUX OCHOBAax 3TUX MPOU3BEAEHUN, UX
CTPYKTYPHOM CXOACTBE CO CHOBUAEHWUAMU U APYTrUMMU
apemepHbIMK oB6pasamun. HTepecHo, 4to OnneHrenm
MHorga BbiGMpaeT Onsa Takmx padoT caMble G6onbline
M3 KOrga-nmbéo Mcnosb30BaHHbIX et opmMaTtoB. ITO
MOXeT ObiTb CBSI3aHO C aKTUBHbIM MPUCYTCTBMEM B
BepHe 1 basene tex net aMepukKaHCKO abCTpakTHOM
XNUBOMUCKU, ANS KOTOPOI 6onblion chopmaT 6bin Npo-
rpaMmHbiM anemMeHToM. B 1950-x rogax rnaBa KyHcCT-
xanne B bepHe ApHonbg PrognuHrep nokasan cepuio
BbICTABOK COBPEMEHHON aMepuKaHCKOW XMBOMUCH,
YaCTb MpPoOM3BeAEeHUl BNepBble AEMOHCTpUpOBanach
B EBpone. PiognuHrep n OnneHrenm Obinin 6nM3KUMn
apysbamn. B 1956 rogy PrognuHrep nepewen B KyHCT-
xanne basens, rge TakXxe opraHnM3oBan 3HauYMMble Bbl-
CTaBKM aMepMKaHCKOro MOCMEBOEHHOrO0 UCKYCCTBaA.
Bo Bpema cBoel (cTaBlel nereHgapHoOn) noesaku B
CLLA oH npuobpen ana XynoxecTBeHHOro mysesq ba-
3€e/19 B HblO-MOPKCKUX MACTEPCKNX XYA0XHNKOB, Cpeaun
npo4yero, pa6otbl bapHetTta HbtomaHa n Mapka PoTko.
Mepenucka c OnneHreriM nokasbiBaeT, 4To PlognnHrep
JINYHO Mpuriawan ee Ha BEPHUCAXN N aKTUBHO obme-
HUBANCHA C Hel naesammn n3 o6nacTm TeopuUn NCKYCCTBaA.
MNponssepneHne Coama PpsHcuca, NpuBnekwee 60/Mb-
woe BHWMaHuWe ny6nuMKuM Ha BbICTaBKE, OH Ha3biBas

BbicTaBo4Haa naHopama
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Mepet OMMEHIEMM

LiBeTok TymaHa. 1974

Xoncr, macno. 195 x 130
Cob6paHune danunana
LWradpthenbbaxa, npeagoctaBneHo
Gerber Stauffer Fine Arts, Lliiopux,
n Krethlow Fine Art, BepH

©2021, Prolitteris, Lilopux
dotorpadusa: Metep Wenbxnu

< Meret OPPENHEIM
Flower of Fog. 1974
Oil on canvas. 195 x 130cm
Collection Daniel Staffelbach,
Courtesy Gerber Stauffer Fine
Arts, Zurich, and Krethlow Fine
Art, Bern
©2021, ProlLitteris, Zurich,
Photo: Peter Schalchli

«ropHas nexota Cama B TymMaHe», C/IOBHO BO3BpaLLascCh
K Hekol obuiein ¢ OnneHrerm WyTKe O MOHOXPOMHOM’
KapTuHe. NpeemMHUKOM PiognuHrepa Ha NoCcTy ANPEKTO-
pa KyHctxanne bepHa ctan ®paHu Meiiep, ¢ KOTOpbIM
y OnneHrenm BO3HWK pOMaH, nepelweawnin B opyxoy.
B cBoeli BbicTaBOYHOM nporpamme Meliep Takxe yge-
NN MHOTO BHUMaHWA NocneBoeHHOMY uckyccty CLUA,
B 1960 rogy OH opraHu3oBan nepcoHasibHyK BbiCTaB-
Ky Cama ®paHcuca, KOTOpbIi OKOMO roga Haxoamnca B
bepHe Ha nedyeHun. GpaHCUC co3gaBan LUenble cepum
6e/bIX MOHOXPOMHBbIX paboT, U MHOIME N3 HUX BbI/In Bbl-
ctaBneHbl B KyHcTxanne bepHa. NpeemMHnk Meiepa, Xa-
panbg 3eemaH, NpoaoIXua 6EpPHCKYI0 aMepPUKaHCKYIO
nporpammy. Tak, MMHUMANNCTUYHbIE 6enble paboTbl Po-
6epTta PumaHa eBponeliubl Bnepsble yBUAEIN UMEHHO
B 6epHckoM KyHcTxanne B 1969 roagy Ha nereHgapHoi
BbicTaBke «Korga OTHOLWEHWA CTAHOBATCA (HOPMOW»,
OpraHn3oBaHHOM 3eeMaHoM.

BbicTaBo4Haa naHopama

HwuHa Linummep

Mepet OMMEHIENM Meret OPPENHEIM
LLlecTb 06nakoB Hap MOCTOM Six Clouds on a Bridge
1975 1975

BpoH3a. 46,8 x 61x 15,5 Bronze

46.8 x61x15.5cm
Kunstmuseum Bern, Meret
Oppenheim Bequest
Photo: Peter Lauri, Bern

© 2021, ProlLitteris, Zurich

XyOoXeCTBeHHbIN My3eit bepHa,
[ap no saBellaHuio Mepert
OnneHreim

®oro: Metep laypwu, bepH
©2021, ProlLitteris, Lilopux

HecmoTps Ha 1O 4To MepeT OnneHrenm BO MHOrom
Oblna cBsi3aHa C XyAOXeCTBEHHbIMU Kpyramu BepHa,
OHa Jonroe BpeMsa cyuTanacb 0COObIM aBTOPOM, He
BNMCbIBalOWMMCA B 06LWWYyto KapTuHy. Ee 3Hanwu, ¢ Hel
OPY>XWUN, HO MHOTME COBPEMEHHUKU HE BMOJIHE BOC-
NPUHMMaNM U NPUHUMaNN ee WUCKYCCTBO, a BbICTaB-
kKn Mepet B bepHe 6binn peakocTblo. B cBA3K € 3TUM
petpocnekTnBa pabotr Mepet OnneHreim, KOTopyto B
1984 rogy opraHmsoBan 6epHcKnii KyHcTxanne, ctana
APKUM coBbITEM ANA XYAOXHUUbI. Ha3BaHWe BbiCTaB-
kKn «Mon exposition» 6bino BbibopoM OnneHrenm, W,
6e3yC/I0BHO, B HEM MOXHO YCMOTpeTb ee yTBepXae-
HMe CO6CTBEHHOrO NoAXoAa K TBOPHECKOMY Pa3BUTUIO.
OT0 AOCTATOYHOE OCHOBaHWEe Anas Toro, 4tobbl B Xyao-
XecTBeHHOM My3ee bepHa 6blna opraHM3oBaHa peTpo-
cnektuBa TBopuyectBa Mepetr OnneHrernMm nopg Takum
X€e Ha3BaHueM.
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BHICTABOYHAA MAHOPAMA

I a6pnene MroHTe

" XYILO)KCCTBCHHI)Iﬁ aBaHrap;L

MCKYCCTBA XX BeKa

Kau-Hnza Jlocm

Fa6p14€ne MiouTep, coriiacHoO pacXoKeMy ONpejie/IeHUI0 KPUTUKOB, — BCETO JIMIIb OHA U3 HEMEL-

KHX ‘/KCHLL[I/IH—XYILO)KHI/IL[. Ho HAO0 CKA3aThb, YTO 3a 6OJTCC ucMm HJGCTI/I,ILCCHTI/IJTCTHI/Iﬁ NEpHoL CBOCTO

TBOPYCCTBA Fa6pI/Iene MIOHTCp (1877—1962) CTaJIa AaBTOPOM OI'POMHOI'O KOJIHUYICCTBA CAMbBIX PA3HbBIX

1o cTuio npoussegeHuil. C HeocabeBaOIINM JTI00ONBITCTBOM OHA [TPOOOBAJIA HOBBIC XYI0OKE-

CTBCHHDBIC TCXHUKH, CTPEMACH PACIHUPUTD JHAITA30H BbIPA3UTCIbHBIX CPEACTB, MCITIOJIb30BAHHDbIX

CHO paHee. OIIHQKO p26OTbI MIOHTCP HPI/IBHCKQIOT BHHUMAaHHNC HC3ABHCHUMO OT CJIOKHBIICTOCA B

CPC,Z[C KpI/ITI/IKOB CTCPCOTI/IHQ, 4TO C,[[HHCTBCHHbeI HIO6OHI)ITHBII>'I MOMCHT B €€ TBOp‘{CCTBC - OPCOH

«CHHEH BCAJHMIIbI», YUACTHULbI TBOPYECKOTIO oobenunenus «Cunnii Beaguuk» (Hem. «Der Blaue

Reiter») B [epmanum.

«CUHMA BCapgHUK» CTasl HEOTbEeM/IEMOI 4acTblo
nctopum nckycctea XX seka. fla u yuactne labpuene
MioHTep B 3TOM 0O6beAMHEHUN, NPOCYLLEeCTBOBaBLUEM
OTHOCUTENbHO HEAOoNr0 M OCTaBMBLUEM HEMano He
packpbITbIX A0 CMX MOP 3aragok, HEpPeAKOo TpaKTyeTcs

C/INWKOM OAHOCTOPOHHE.
C o0pfHoOW CTOPOHDI,

006blYHO HepgooueHuBaeTcs

ee ponb B rpynne «CuHuin BcagHuk». MimeHa o6o-
X nlpgateneii oQHOMMEHHOro anbmaHaxa — Bacwunusa

Onbra MaptmaH (Onbra ¢oH
FapTtmaH). Okono 1910

XoncTt, macno. 60,3 x 45

®oHpa Mabprene MioHTep

1 MoxaHHeca AnxHepa, MioHXeH
© 2021, ProlLitteris, Zirich

MioHTep ¢ 6NOKHOTOM Ha ckane.
TyHuc. BecHa 1905

dorto: Bacunuin KaHgnHckuia
doHpa Mabprene MioHTep

1 MoxaHHeca AnxHepa, MioHXeH

BbicTaBo4Haa naHopama

< Olga von Hartmann. About 1910

Oil on canvas. 60.3 x 45 cm
Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, ProlLitteris, Zirich

Minter with Sketchbook

on a Rock. Tunisia. Spring 1905
Photograph by Wassily Kandinsky
Gabriele Munter and Johannes
Eichner Foundation, Munich
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Gabriele Miinter:

Not Just
“the Lady Painter of the Dozen”

Kai-Inga Dost

Over a period of more than six decades, Gabriele Miinter (1877-1962) created a broad and
multifaceted oeuvre. With unbridled curiosity, she continued to try new techniques and forms

of representation, which would cause her work to shine even without the aura of the ‘Blue
Rider’.

The famous Blue Rider: the relationship between
Gabriele Minter’s work and this short but all the more
mystifying episode of art history is ambivalent.

On the one hand, her participation in the group
around Wassily Kandinsky and Franz Marc is generally
underestimated. Everyone knows the names of the two
editors, but what is less well known is that Miinter signif-
icantly supported the Almanac with her work. However,
you will not find her name in the imprint. Miinter and Ma-
ria Marc, the wife of Franz Marc, were always present at
the editorial meetings. “Marc and Kandinsky each with
his Amazon,” Elisabeth Macke, wife of the painter August
Macke, would say mockingly about the presence of the
partners at the meetings. They had a say in the choice of
pictures and authors, performed valuable editorial work
and dealt with the extensive correspondence. “The Blue
Cavalry is charging forward. [...] Join the
storm so that the goal may be reached,”

Miinter wrote to Arnold Schonberg a few * ploel memnniecee

weeks before the publication of the alma- [Erinnerung an August Macke].
. . . . . Stuttgart 1962, p. 187.

nac to remind him to send in his contribu-

tion. “l imagine that nobody thought | had 2. Letterby Gabriele Miinter to
Arnold Schénberg, September 27,

a say ... except for Kandinsky. Everyone 1911,
saw me as the lady painter of the dozen,”®
. 3. Gabriele Munter in her diary,
Minter would sum up her role years later. October 27,1926, in Kleine,
On the other hand, the Blue Rider and Gisela: Gabriele Munter und
Wassily Kandinsky, Frankfurt
her long-time partner Kandinsky are given a. M., 1990, p. 406.
The Tretyakov Gallery Magazine #1(74) / 2022 Exhibition overview
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MioHTep Ha Teppace otensd

B TyHMCE CO CBOEI BbILLUNBKOI
6ucepom «Kopabnu Ha Bonre»
no 3ckun3sy Bacunua KaHanHckoro
BecHa 1905

doro: Bacunuii KaHanHcknia
doHpa Mabpurene MioHTep

1 MoxaHHeca AlixHepa, MioHxeH

BbicTaBo4Haa naHopama

< Miunter on the Hotel Terrace

in Tunisia with Her Beadwork
“Volga Ships” based

on a Sketch by Kandinsky

Spring 1905

Photograph by Wassily Kandinsky
Gabriele Munter and Johannes
Eichner Foundation, Munich

KaHguHckuit. 1906

AnoHckas 6ymara,

LBeTHasa NMHorpaslopa

24,4 x17,7

[opoackas ranepes B gome
JleH6axa n KyHcT6ay, MioHxeH,
[ap MNabpuene MioHTep 1957
© 2021, Prolitteris, Zirich

Kan-Mura fJocTt

Kandinsky. 1906

Colour linocut on Japanese paper
24.4 x17.7 cm

The Stadtische Galerie im
Lenbachhaus and

the Kunstbau, Munich,

Gift of Gabriele Munter 1957

© 2021, Prolitteris, Zirich
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Mapuwann, 1899.

Snna. Texac. 1899

DOoTO: NPEeANONOXNUTENBHO
SMmn MioHTep

®oHpa Mabpuene MioHTep
1 MoxaHHeca AlixHepa,
MioHxeH

TpW XEHLWMNHbBI B BOCKPECHbIX
nnaTteax. Mapwann,

Texac. 1899-1900
dotorpaud

46 x 34,5

®oHp Mabpuene MioHTep

1 MoxaHHeca AlixHepa,
MioHXeH

© 2021, ProlLitteris, Zirich

Marshall, 1899.

Ella. Texas. 1899
Photograph probably
by Emmy Minter
Gabriele Minter

and Johannes Eichner
Foundation, Munich

Three women in their
Sunday best. Marshall,
Texas. 1899-1900
Photograph

46 x34.5cm

Gabriele Minter and
Johannes Eichner
Foundation, Munich

© 2021, ProlLitteris, Zirich

The Tretyakov Gallery Magazine #1(74) / 2022

YHusepmar JoHOXy.
MnenHBblo, Texac. 1899
dortorpadua

46 x 34,5

®oHa Mabpuene MioHTep

1 MoxaHreca AlixHepa, MioHxeH
© 2021, ProLitteris, Ziirich

[Be hurypel, 3aKyTaHHble

B OYPHYChI, 1 OCen nepej
kae-marasnHom. TyHUC

3uma 1905

doTorpacdusa

46 x 34,5

®doHpa Mabpurene MioHTep

n MoxaHHeca AlixHepa, MioHxeH
© 2021, ProlLitteris, Zirich

Kai-Inga Dost

Donohoo’s Warehouse.
Plainview, Texas. 1899
Photograph

46 x34.5cm

Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, ProlLitteris, Zirich

Two figures in burnouses,

with a donkey in front of

a shop cafe. Tunisia

Winter 1905.

Photograph

46 x34.5cm

Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, ProlLitteris, Zirich
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KaHanHckoro n ®paHua Mapka — WNMPOKO W3BECTHHI,
HO Masio KTO 3HAaeT, HAaCKO/IbKO LeHHOM Oblna NOMOLLb
MioHTEp B NOArOTOBKE 3TOro BbiNycka. Ee nmeHn HeT B
BbIXOOHbIX AaHHbIX M34aHus, ogHako labpuene MioH-
Tep BMecTe ¢ Mapueii Mapk, cynpyron ®paHua Mapka,
BCerga npuvHUMana yyactve B 3acefaHuax pefakuuu.
«Mapk 1 KaHONHCKWIA, KaXablii CO CBOE aMa30oHKo»!, —

Aypenus. 1906

AnoHckasa 6ymara,

LiBETHaA NMHOrpasiopa

18,7 x17 cm

[opoackaa raneped B gome
JNeH6axa 1 KyHcT6ay, MIoHXeH,
[ap Mabpuene MioHtep 1957
© 2021, ProlLitteris, Zirich

BbicTaBo4Haa naHopama

Aurélie. 1906

Colour linocut on Japanese
paper.18.7 x 17 cm

The Stadtische Galerie im
Lenbachhaus and the Kunstbau,
Munich, Gift of Gabriele Minter
1957

© 2021, ProlLitteris, Zirich

Kan-Mura fJocTt

WPOHUYHO KOMMEHTMpOBana cutyauuto dnm3abeTt Mak-
Ke, XeHa xwusonucua ABrycta Makke. Mexagy Tem,
06€e XeHLMHbl AeiCTBUTENbHO BbINOMHANN (PYHKUNIO
penakTopoB, yyacTBoBanun B nogdope uantcTpauui,
pa6oTanu c aBTopaMn M Benu OGLUMPHYIO NMEPENUCKY.
«CnHUIA BCcagHuUK HeceTcsa Bnepe. <..> [NpucoeanHain-

Tecb — 1 Uenb 6yaeT 4OCTUTHYTa»?, — Nn-
cana MioHTep 3a HeCKO/IbKO Hepgernb Ao
BbIxo4a anbmaHaxa ApHonbay LLEHGep-
ry, NpusbiBasi €ro nNpuHATb y4yacTue B
nsgaHnn. «<Moi Bknaa, HaBepHOe, HUKTO
He 3ameuvarn... kpome KaHamnHckoro. Bce
cumTann mMeHsa He 6onee 4YeM OAHOW K3
OIOXMHBI PUCYIOLLMX XEHLWMH»3, — pesto-
MUpyeT roabl cnycta MioHTep, oueHnBas
CBOIO pO/ib.

ApamaHH-Makke 3. «<Bocno-
MUHaHue 06 ABrycte Makke».
LWryTrapT, 1962. C. 187.

Mucbmo MNabpuene MioHTep
ApHonbay LLIEHGepry ot 27
ceHTAbpA 1911 roga.

3anuckb B gHeBHuKe Mabpuene
MioHTep, 27 okTa6ps 1926 1. //
Knaiine X. Ma6puene MioHTep 1
Bacunuin KaHanHckuid. dpaHk-
ypT-Ha-MaiiHe, 1990. C. 406.
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HaTiopMopT B TpamBae Still Life on the Tram
(Mocne noxopa 3a NokKynkamu) (After Shopping). About 1909
Okono 1909 QOil on cardboard. 50.2 x 34.3 cm
KapToH, macno. 50,2 x 34,3 Gabriele Minter
®oHpa Mabpurene MioHTep and Johannes Eichner
1 MoxaHHeca AnxHepa, MioHxeH Foundation, Munich
© 2021, ProlLitteris, Zirich © 2021, ProlLitteris, Zirich

a status in her biographies and contributions on her work
that overshadows her extensive oeuvre. Her independ-
ence and unconventional nature — both personal and art-
istic — is largely hidden.

Miinter’s courage in asserting her efforts against
prevailing social norms and her constant curiosity that
pushed her to learn new things and challenge herself are
remarkable. The Minter family granted her freedoms that
were by no means a matter of course for a single woman
at the end of the 19th century. Swimming brought her
great joy and she called a bicycle her greatest treasure.
These sports activities were not exactly considered fit-
ting for a lady. What is more, she was also attracted to
drawing. At the age of 20, Miinter finally went to Dus-
seldorf on her own to take drawing lessons at a private
drawing school for women. At that time, the doors of the
academies were still closed to ambitious women artists.

The death of her mother would interrupt this en-
deavour. The following year, Minter decided to accom-
pany her sister Emmy on a trip to visit relatives in the
USA. Together they embarked upon a two-year journey
through various North American states from New York to

Exhibition overview
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C opyroi ctopoHbl, nepnoay «CuHero BcagHuka» u
MHOrofIeTHEMY MapTHEPCTBY XyAOXHULUbI ¢ Bacunuem
KaHOWHCKMM OTBOAMTCA Tak MHOIO BHMMaHuUa B OMO-
rpachun MiOHTEP B MOMbITKax OLEHUTb ee Hacneawue,
YTO YACTO OKa3bIBAIOTCSH 3aTEHEHbl ee CaMOAoCTaTou-
HOCTb W HE3ABUCUMbIN XapakKTep KakK B JIMYHOM XU3HW,
TakK 1 B XYLOXKECTBEHHOM MNaHe.

Mpucywmne MioHTEP CMENOCTb, CTPEM/IEHNE NPEeoao-
NeBaTb YCTAHOB/IEHHbIE COLMarnbHble HOPMbl, €6 Heuns-
MEHHOe XenaHue ocBamBaTb HOBOE W pa3BMBATbCS [A0-
CTOWMHbI OTAEeNbHOro BHMMaHus. CeMmbs MioHTEp gana e
CBOOOAY XWUTb, KaK HPABUTCH, YTO 6bIIO HEOOLIYHO ANd
He3aMy>XHen XeHLMHbI B KoHUe XIX ctoneTtuns. Nabpue-
ne nobwna nnaBaTb, Ha3blBasla Be/loCUNean CBOUM rnaB-
HbIM COKPOBMULLEM — 1 3TO TOrAa, KOraa 3aHATUS COPTOM
CYMTaNUCb HE BMOJIHE MPUCTOMHBIMU ANSA XEHLWMHbI. Ho,
B NepBylo ovepeab, oHa pucoBana. M B ABaguatnnetHeM
BO3pacTe oHa ye3xaeT B [lioccenbgopd, 4ToObl noynpax-
HATbCS B PUCOBAHUN B YaCTHOW XyAOXECTBEHHOW LUKO/e
ON9 XeHwWwmH. [1Bepn akageMmuin B To BpeMs Obl/n eLle 3a-
KPbITbl AaXe A1 CAMbIX YECTOMOOUBBIX XYAOXHMULL.

Mop Beuep. 1909
KapTtoH, Macno

48 x 70

YacTHoe cobpaHne
© 2021, ProLitteris,
Zurich

< Towards Evening. 1909
Oil on cardboard
48 x 70 cm
Private collection
© 2021, ProlLitteris,
Zurich

BbicTaBo4Haa naHopama

Kan-Mura fJocTt

D70 CMenoe HaunHaHue NpepbiBaeT CMepTb MaTe-
pu. Ha cnegyowuin rog B 1898 rogy MioHTep pelwaer
OTNPaBUTbCS BMECTE C CeCTpoii DMMON K poacCTBEH-
Hnkam B CLUA. OHuM coBepluatoT ABYyX/eTHee nyTe-
lWecTBME MO CEBEPOaMePUKaAHCKUM LITaTtaM, Npoexasn
ot Hblo-Mopka go Texaca ¢ ocTaHoBKamMu B Muccypu
n ApkaHsace. Bce ato Bpemsa MioHTep He paccTaeTca
C anb6oMOM, B KOTOPOM ukcupyet obpasbl CBOUX
POOHbIX, PacCpPenoTOYEHHbIX MO BCEMY KOHTUHEHTY.
Ee B3rnag noctosiHHO, Ka3anocbh, ULWET MHTEPECHbIe
ctoxeTbl. B 1899 roay poaACTBEHHUKN JapaT €l Kame-
py «Bull’'s Eye No2» dupmbl «Kodak». Bonee 400 ¢o-
Torpaduii, NnpMBe3seHHbIXx MIOHTEP M3 aMepUKaHCKOW
noes3akn, CBUAETENbCTBYIOT O €e CNOCOBHOCTM BbICTPO
OCBanBaTb HOBYIO TEXHUKY W TOBUTb HAMETAHHbIM r/a-
30M yaadHble pakypcbl. Kagpbl, caenaHHble Mabpuene,
HepeaKo HaNOMWHAIOT KOMMO3ULMKN ee NO3OHMX Kap-
TUH; N306paxXeHNsa OOHOro UM HECKOJIbKUX Ye/10BEeK
Ha choTorpachusax OTAMYaeT Ta Xe MHTUMHOCTb, YTO
npucyLla MHOrMM €€ NopTpeTam — XXUBOMUCHbBIM, PUCO-
BaHHbIM UM TPaBUPOBAHHbIM Ha AepeBe.

CnyuwaHue (MopTtpet
ABneHckoro). 1909

KapToH, macno. 49,8 x 66,4
[opoackaa ranepeq B gome
JleH6axa n KyHcTOay, MioHxeH;
[ap MNabpuene MioHtep 1957
© 2021, ProlLitteris, Zirich

Listening (Portrait

of Jawlensky). 1909

Oil on cardboard. 49.8 x 66.4 cm
The Stadtische Galerie im Lenbach-
haus and the Kunstbau, Munich,
Gift of Gabriele Minter 1957

© 2021, ProlLitteris, Zirich
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Texas, with stops along the way in Missouri and Arkansas.
Miinter’s sketchbook, in which she kept portraits of her
far-flung relatives, was always by her side. Her eyes were
constantly wandering in search of an interesting subject.
In 1899, her relatives gave her a Kodak Bull's Eye No2
camera. About 400 photographs of this journey testify to
her ability to quickly master the technique and capture her
surroundings in pictures with a trained eye. The selected
image sections are often reminiscent of the compositions
of her later paintings, just as the photographs of groups
of people and individuals radiate precisely the intimacy of
many of her painted, drawn or woodcut portraits.

“I'd been so used to drawing since childhood that lat-
er, when | came to painting, | had the impression that it
was innate within me, whereas | first had to learn how to
paint,” Minter would say in retrospect about five dec-
ades later. She did indeed learn to paint.

After her return from America, Miinter went to Mu-
nich and entered the Phalanx painting school. Her teach-
er was Wassily Kandinsky and they became close. The
painting classes would often go on trips in the Munich
area and paint outdoors, and soon Minter was able to

Kai-Inga Dost

show considerable success in her painting. The trips with
her married lover that would follow also offered ample
opportunity to try out plein-air painting. Miinter and Kan-
dinsky travelled to the Netherlands, Switzerland, Italy
and Tunis. Minter quickly gained confidence in master-
ing colour. The colour application of her early paintings is
impasto style in keeping with the late-Impressionist style.
The artist herself also seemed content and, in the spring
of 1907, she exhibited six of her works for the first time in
the Salon des Indépendants.

After years of wandering, Minter finally bought a
house in Murnau in the Munich area. Here, she lived and
worked with Kandinsky. The artists maintained close con-
tacts with the Munich art scene. Meetings were held in
Murnau, among others, those of the Blue Rider. The rest-
less search by the artists for new forms of expression be-
yond the academic was to pave the way for Expression-
ism, Cubism, Constructivism and much more. The Blue
Riders with Minter, Kandinsky and their friends Marianne
von Werefkin, Alexej Jawlensky, Maria and Franz Marc,
August Macke, Paul Klee and others at the forefront,
caused a sensation. The fruitful art theoretical discours-
es and the stimulating artistic exchange

among friends helped Minter to liberate
Oil o cardbonrd mounted hfer style of painting. The brightly coloured
onwood. 53 x 70 cm pictures from the years between 1908 and
The Stadtische Galerie im Lenbach- 1914 continue to determine how her versa-
haus and the Kunstbau, Munich, . . . .

tile work is perceived today. Despite her

Gift of Gabriele Munter 1957
© 2021, Prolitteris, Zrich proximity to Kandinsky, who was moving

4. Gabriele Minter, “Confessions
and Memories” [“Bekenntnisse
und Erinnerungen“] in Gustav
Friedrich Hartlaub (ed.), Gabriele
Miinter: People’s Images in
Drawings [Gabriele Miinter.
Menschenbilder in Zeichnungen).
Berlin 1952, p. 23.

[AepeBeHckas ynuua 3umoii. 1911
KapToH, HakneeHHbI Ha AepeBo,
macno. 53 x 70

[opoackag ranepeq B gome
JleH6axa un KyHcTOay, MioHxeH,
[ap Mabpuene MioHTtep 1957

© 2021, ProlLitteris, Zirich

Village Street in Winter. 1911

The Tretyakov Gallery Magazine #1(74)/ 2022 Exhibition overview
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«$l Tak NpMBbIK/Ia C AEeTCTBa PMCOBaTb, YTO MO3XE,
Korga s npuLiia K XMBOMUCU... MHe Ka3anocCb, 4YTO yMe-
HMEe PUCOBAaTb Y MEHS BPOXAEHHOE, a XUBOMUCU MHEe
HY>XHO yUnTbCS»*, — ckaxeT MioHTep, ornsaabiBasicb Ha-
3a4 NPUMEPHO NATbAECAT /1eT cnycTs. M oHa Hay4mnnach
XXNBOMUCHU.

Bosepatnswmncb n3s AmMepukn, MioHTep oTnpasns-
etca B MIOHXEH 1 nocTynaeT B XyAOXECTBEHHYIO LUKO-
ny obvegnHeHnsa «danaHra». Ee yuntenem ctaHoBuUTCA
Bacunuii KaHAWMHCKNIA; OHU conuxatoTca. Ang ydawmx-
CS1 LLUKO/Ibl HACTO YCTPamMBalOTCS Bble3[bl B OKPECTHOCTHU
MiOHXeHa Ha NMeH3pbl, U yXe cKkopo MioHTep gocTtura-
€T HeMasnbIX YCNEeXOB B XUBOMUCK. ¥ Hee NosBAAEeTCHA
BO3MOXHOCTb 3aHMMAaTbCH XXMBOMUCHLIO BO BpeEMS nyTe-
LeCTBUIA, KOTOPblE OHa COBepLUaeT BMeCTe CO CBOUM
XeHaTblM BO3/1t06N1eHHbIM. MioHTEp U KaHAMHCKWIA no-
cewatoT Huaepnanabl, Weenuaputo, Utanmio n TyHuc.
Mabpuene 6bICTPO NpMobpeTaeT yBEPEHHOCTL B paboTe
C UBETOM; Ma@Hepa NMcbMa ee paHHMX KapTMH NacToO3Ha
M CO3By4YHa NO3gHEMY MMNpeccnoHnamy. Cama Xyoox-
HMLA KaXeTcs AOBOMbHOW CBOUMU NMPOU3BEAEHUAMUN —
BecHon 1907 roga oHa BMepBble BbICTaBASAET LUECTb
cBoux paboT B «CanoHe He3aBuCKMbIX» B MNMapuxe.

The Blue Blouse
(Mrs Oscar Olson). 1917

CuHaAnA 6ny3ka (XKeHa
Ockapa OncoHa). 1917

Kan-Mura fJocTt

Nocne Heckonbkux net nytewecTeuin MioHTep no-
KynaeTt goMm B MypHay, B npuropoge MioHxeHa. 3gecb
OHa XunBeT n paboTtaeT BMecTe ¢ KaHAWMHCKNM. Xygox-
HUKW MOOAEPXMBAIOT TECHYK CBSI3b C MIOHXEHCKUMU
TBOPYECKMMU Kpyramu. B MypHay npoxoasT BCTpeuw,
B TOM 4uncne 4yneHos rpynnbl «CuHMA BCagHnk». MacTte-
pa BeAyT HEYTOMUMbIE MOUCKU HOBbIX hOpM Xygoxe-
CTBEHHOI O BbIpaXeHWs 3a npegenaMm akageMmyeckmnx
YCT@HOBOK, YeM FOTOBSAT MOUBY A/ 9KCNPECCUOHU3-
Ma, Kybusma, KOHCTPYKTMBM3MA U MHOMUX APYrux Ha-
npaBneHunii B uckycctae. «<CnMHMe BCagHUKM» U «CUHUE
BCagHMUbl» — B NepByto ovepenb, MioHTep, KaHaWH-
CKun n nx apysba MapuaHHa BepeBkuHa (dpoH Bepes-
KWH), Anekceli dBneHckuii (poH dBneHckuin), Mapusa un
®paHy Mapk, Asryct Makke, lNMaynb Knee n gpyrmne —
nmeloT 6onblwion ycnex. MNnogotBopHble 6eceabl 06
WCKYCCTBE U BOOXHOBAfIOLLIEE TBOPYECKOE B3auMMO-
AelnictBue B Kpyry Apysen nomoratoT MioHTep «pac-
KPenocCTuUTb» CBOW >XXMBOMMUCHLIA CTUAb. KpacouHble
nonoTHa, nossmsBKnecs mexay 1908 u 1914 rogamu,
00 CerofHsLWHero AHs ABMAS0TCA BU3UTHON KapTOYKOW
€e MHOrorpaHHoro Hacnegusa. HecMmoTps Ha CBfA3b C
KaHOWHCKMM, KOTOPbIV ABUraeTca B HanpaBieHun ab-
CTpakumn, MIoHTep yBepeHHO criefyeT COBCTBEHHbLIM
opueHTupam. «KTo BHMMaTenbHO pac-
cMaTpuBaeT MOU KapTUHBbI, TOT HAXOAUT B

4. Tabpuene MioHTep. MNpusHaHus un
BOCMOMUHaHuUA // Tabpuene MioH-
Tep. O6pasbl noaeit B pucyHkax /
Mopa pen. ®. Xaptnay6. bepnuH,
1952. C. 23.

Xoncr, macno. 40,3 x 54,9
®oHpa [abpuene MioHTep
1 MoxaHHeca AlixHepa, MioHxeH
© 2021, ProlLitteris, Zirich

Oil on canvas. 40.3 x 54.9 cm
Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, ProlLitteris, Zirich

HUX pUCoBanblinKa, — onnucbiBaet MioH-
Tep cBol MaHepy paboTbl. — HecMoTps
Ha SAIPKME KpacKW, 30eCb MpUcyTcTByer
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along the paths of abstraction, Miinter unwaveringly fol-
lowed her own compass. “Anyone who looks carefully
at my paintings will find the graphic artist in them,” said
Miinter, describing her working method. “Despite the
bright colours, there is a solid graphic framework. | usu-
ally draw my pictures with a black brush on the card-
board or canvas before | paint. They are usually based

Kai-Inga Dost

XKeHLwmHa B Kpecne, nuuywas
(CteHorpachus. LLBeiuapka

B nuxame). 1929

Xoncr, macno. 61,5 x 46,2

doHpa Mabpurene MioHTep

1 MoxaHHeca AlixHepa, MioHxeH
© 2021, ProlLitteris, Zirich

Lady in the Armchair, Writing
(Stenography. Swiss Woman
in Pajamas). 1929

QOil on canvas. 61.5 x 46.2 cm
Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, ProlLitteris, Zirich

soon in a neutral country. Minter left
for Stockholm. There, she quicky set-
tled. She learnt Swedish and made
contacts with the Scandinavian art
scene. She also had many opportu-
nities for exhibitions. Her career was
beginning to take off. However, her
private life was more difficult. After
Kandinsky pushed his travel plans fur-
ther and further back, he did not come
to Stockholm until the end of 1915. He
stayed until March 1916, never coming
back to her again afterwards. The last
postcard from June 1917 ends with the
words: “I kiss your hands, your Kandin-
sky.”® Then, the letters ceased without
explanation. It was only years later
that Miinter found out that Kandinsky
had remarried just a few months after
they last met and had fathered a son.
Unaware of this, Mlinter moved
back home after years abroad. How-
ever, her return was difficult. Germa-
ny had changed since the war. Some
friends had left the country, while
others had fallen. “When | returned, | felt a stranger and
unable to assert myself again. During my life wandering
around hostels, | did little painting, [...].”” Mlnter’s resig-
nation is understandable given the situation she faced.
The war had removed the basis for a flourishing cultur-
al life. If people previously had fought
together for a cause, now everyone was 5. Ibid,p.24.

on a small pencil sketch that | drew under the impression  fighting for themselves, for a crumb of ¢
of the motif.”® the cake that had shrunk, and of which
However, the beneficial symbiosis was to end abrupt-  female artists often got nothing. “[...] and
ly with the outbreak of the First World War. Only a few  that|was one of the pioneers of new art is
days after Germany declared war, many protagonists of  long forgotten. Those who stood with and
the avant-garde left the country. Their nationality was to ~ behind me are now all celebrities, | was
make them enemies from one day to the next. In addition pushed aside [...],”® Minter wrote about
to von Werefkin and Jawlensky, Kandinsky and Miinter her bad situation in 1922.
also fled to nearby Switzerland at the beginning of Aug- She searched for her lost sense of
ust. From here, Kandinsky travelled on to Russia with- community by repeatedly staying at
out Miinter with the promise of seeing each other again Schloss Elmau, a spa hotel at the foot of the

Postcard from Wassily Kandinsky
to Gabriele Minter, June 12, 1917.
Gabriele Minter and Johannes
Eichner Foundation, Munich

7.  Gabriele Miinter, “Gabriele
Minter about Herself* [“Gabriele
Munter Uber sich selbst“]in
Artwork: a Monthly Magazine for
Visual Arts [Das Kunstwerk. Eine
Monatsschrift iiber alle Gebiete
der Bildenden Kunst]. Vol. 2, No. 7
(1948), p. 25.

8. Letter by Gabriele Miinter to Dr.
Julius Siegel, October 1,1922 (?)
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CnywartenbHu1UbI

Okono 1925-1930

XoncTt, macno. 69,2 x 54

®oHa Nabpuene MioHTep

1 MoxaHHeca AixHepa, MioHxeH
© 2021, ProlLitteris, Zirich

Women Listeners

About 1925-1930

Oil on canvas. 69.2 x 54 cm
Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, ProlLitteris, Zirich

rpamyeckass ocHoBa. Yawe Bcero
S1 CHayana puUcyo CBOM MOMIOTHA Yep-
HOW KUCTbIO Ha KapTOHEe WM XONCTe,
a 3aTeM nepexoxy K uBety. Otnpas-
HOM TOYKOW, KaK NnpaBuio, BAaeTca
ManeHbKUN KapaHAallHbli Habpo-
COK, KOTOpbIA A co3fato nog Bnevar-
NIEHVEM OT CloXeTa»>.

C Havanom NepBoit MMpOBOIA BOW-
Hbl MOME3HOE M yCnewHoe CcoTpya-
HMYECTBO XYAOXHMKOB BHE3anHo
obpbliBaeTcs. Bcero yepes Heckonb-
KO OHen nocne o6bABMEeHUSA BOWMHbI
lepmaHuio noknpaT MHOrne npeg-
CTaBuUTeENNM U nNpeacTtaBUTENbHULbI
HEMELKOro xygoXeCTBEHHOro aBaH-
rapga. 3a oouMH OeHb NpuUHaanex-
HOCTb K pPa3HbIM HaUMOHANBHOCTAM
npeBpaLlaeT ux Bo Bparos. [logo6Ho
BepeBkuHoOM 1 ABNneHckoMy, KaHOWH-
Cckuin 1 MioHTep B Hadane aBrycrta
6eryT B cocegHioto LLBenuaputo. OT-
ciona KaHaguHcknin eget B Poccuio —
yXxe 6e3 MioHTep, koTopol obellaeT
CKOpPYIO BCTPEYYy Ha HenTpanbHomn
Tepputopun. MioHTep oTnpasngeTcs
B CtokronbM. OHa ObICTPO aganTu-
pyeTcsl, Bbly4YnBaeT WBEACKUA A3bIK
N HanaXunBaeT KOHTaKTbl CO CKaHAWHaBCKUMU XYAOX-
HMKaMW; KpOMe TOro, noslydaeT BO3SMOXHOCTb BbICTaB-
natbcs. Ee kapbepa HaxoauTcs Ha B3neTte! Ho B inyHom
XU3HN BCe HenpocTo. KaHAMHCKNUIA NOCTOAHHO OTKNa-
OblBaeT CBOW ob6ellaHHbI npuesn n gobupaertca Ao
Crokronbma tonbko B koHuUe 1915 roga. OH ocTaeTcsa Ao
mapTa 1916-ro, a nocne 3Toro yxe He BOo3BpaLLlaeTcs K
MioHTep. MNocnegHas ero oTkpbiTka oT utoHsa 1917 roga
3aKkaH4yMBaeTca cnoeamu: «Llenyio TBOM pyKku, TBOW
KaHAWHCKMIA»®, 3aTeM nMcbMa NPOCTO MpeKpallatoTcs.
be3 Bcaknx ob6bscHeHu. Jinwb rogbl cnycts MiooHTep
y3HaeT, YTO BCEro 4yepes HEeCKO/IbKO MecCHAueB nocsne
nx nocnegHen sctpeyun KaHOMHCKUA XXEHWUICA Ny Hero
POAWICS CblIH.

Ewe He goragbiBasicb 060 BCceM 3TOM, MIOHTEp no-
C/le HECKOJIbKO f1eT XW3HM 3@ rpaHuuen CHoBa Mpwu-
e3XaeT Ha poauHy. Ho Bo3BpalleHMe gaeTcs TaXeno.

BbicTaBo4Haa naHopama

Kan-Mura fJocTt

lepmaHWa coBCeM yXe He Ta, Kakoh 6blsla A0 BOMHbI.

OaHu Apy3bs yexanu, aopyrue noruénu.

«Korga s BepHynacb, f okasanacb BCEM YyXOi U

NMOYTN HEe MbITanack Kak-To cebs nNposBuTb. Bo Bpems
MOWX CKUTaHWIA NO HOMEepaM MaHCUMOHOB XWBOMUCb
[B MOeW %Uu3HU] He nrpana 6onbLLol ponu...»”. Pasoya-
poBaHne MIoHTEP MOXHO NMOHATb, y4NTbIBasA C/TIOXMBLLY-

tocst cutyaumto. M3-3a BOWMHbI akTMBHas
KY/bTypHas >XM3Hb JIMWIKAECh MOYBbI.
Ecnn paHblie Bce BMecCcTe oTCTamBau
o6Lwyto naeto, Tenepb Kaxablii 6oponcs
cam 3a cebs, YTOObl NOYUNTb KPOLUKWN OT
CTaBLIEro MasfieHbKUM NMUpora, npu 3ToM
XKEHLLMH-XYA0XHUL, 4acTo BOOOLLEe He 3a-
mMeyanu. «...A To, YTo A NpuHaanexana K
4Mcay NMOHEPOB HOBOIMO UCKYCCTBA, Ha-
ponro 3abbinock. Te, KTO ObI/IN CO MHOM

Tam xe. C. 24.

OTkpblTKa oT Bacunusa KaH-
AunHckoro Mabpuene MioHTep.

12 nioHaA 1917 roga // doHA
la6puene MioHTep 1 MoxaHHeca
AiixHepa, MIOHXeH.

MioHTep I Tabpuene MioHTep

o ceGe // MponsBeaeHne Nckyc-
cTBa / ExXxemecayHbli XypHan

06 n306pasnTenlbHOM UCKYCCTBE.
T.2.N°7(1948). C. 25.
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Pentecost. Still Life. 1934
Oil on cardboard

OyxoB geHb. HaTiopMopT. 1934
KapTtoH, macno. 38,1 x 46,2

®oHpa Mabprene MioHTep 381x46,2cm
1 MoxaHHeca AlixHepa, Gabriele Munter and Johannes
MioHxeH Eichner Foundation, Munich

© 2021, Prolitteris, Zirich © 2021, Prolitteris, Zirich

Wetterstein Ridge in Upper Bavaria. For Munter, the spa
was “an island against time”. Here, she was able to re-
lax from her restless and lonely nomadic life between
Cologne, Munich, Murnau and Berlin. In addition, a
long-standing legal dispute with Kandinsky over his pre-
1914 items and works that he had left behind in Germany
sapped her strength. Kandinsky had returned to Germa-
ny with his new wife in 1920 to teach at the Bauhaus in
Weimar.

In 1926, the case was finally settled. Miinter was re-
quired to hand over to Kandinsky 26 boxes of his be-
longings and about a dozen paintings. The remainder
officially became her property. This ruling was to com-
pensate Minter at least materially for the injustice inflict-
ed on her and allowed her to draw a line. In Berlin in the
1920s, Miinter was to find support after 1925 in a circle of
modern women — artists, writers, journalists. She would
also regularly attend painting courses with Arthur Segal
and made new attempts at painting after years of almost
exclusively drawing. As at the beginning of her career,
she had her finger on the pulse of the times. It is for this
reason that her stylistic forays into New Objectivity paint-
ing were not too surprising. She painted a self-absorbed
work entitled “Lady in the Armchair.” The soft, flowing
material of the clothing is underlined by the fine painting
with a thin, pale-toned application of paint. The delicate
work is certainly attractive, but Minter herself harshly
judged the pictures from this period as “kitsch”.

At the end of October 1929, a small inheritance
allowed Miunter to leave for Paris. After years of seeking

Kai-Inga Dost

The Blue Excavator -
(Construction Site

on Olympiastrasse

to Garmisch)

QOil on canvas. 60.5 x 92.5 cm
Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, ProlLitteris, Zirich

CuHMii 9KcKkaBaTop —>
(Ctponnnowapka

Ha Onumnuiickoii popore

B cTOpoHy MNapmuwa). 1935-1937
XoncT, macno. 60,5 x 92,5

®oHa Nabpurene MioHTep

1 MoxaHHeca AlixHepa, MioHxeH
© 2021, Prolitteris, Zirich

and searching, she would find her way back to her earlier
artistic ease and creativity. The motifs literally leaped
out at her. During the day, she filled her sketchbooks in
the Parisian cafes, streets and parks; in the evening, she
painted the impressions in bright colours with quick and
firm brushstrokes. Miinter was not to return to Germany
until October 1930. She was finally prepared to face the
ghosts of her past in the Murnau house and settle there
for good.

Miinter had already met Johannes Eichner, an art his-
torian and philosopher, on New Year’s Eve 1927. Cautious
bonds of friendship were forged in letters and mutual vis-
its which would go on to bind them together for the rest
of their lives. Eichner supported Minter and organised
an exhibition tour commencing in 1933 in the Paula Mod-
ersohn-Becker House in Bremen. It would continue to be
shown in numerous art clubs and exhibition venues in
Germany until June 1935. In view of the political events of
the year — Adolf Hitler’s seizure of power — and the ideo-
logical and material destruction of Modernism that began
soon afterwards, the question remains as to how such
a large exhibition tour of one of the most important fig-
ures of German Expressionism could still take place un-
der these conditions. An exhibition planned for May 1934
by the Munich New Artists’ Association, of which Miinter
had been a founding member in 1909, had already been
cancelled for ideological reasons.

The reason why Miinter was still able to exhibit may
partly have been due to Eichner’s “marketing”. Mlinter
herself only commented on her work in three published
texts, and only later in her life in 1948 and 1952. Thus,
Eichner’s descriptions at this time were the only tan-
gible material available as a “reading aid” for Miinter’s
pictures. Eichner portrays Minter as a naive painter and
places her work in the folklore area, that is, the borrow-
ing of stylistic means of reverse glass paintings collect-
ed by her are interpreted as being folkloric. The review-
ers used such keywords only too gratefully. According
to the “Deutsches Volksblatt” in words of National So-
cialist blood rhetoric: “[...] the Swabian blood from the
mother’s side, and the Westphalian blood from the fa-
ther’s side in her veins. The Swabian as a richer, more
pensive element softens the harder, more angular West-
phalian nature of her blood. Both, however, bind her to
the people and to that which is popular, rather than as a
matter of taste, but as a necessity from an inner instinct.
So, her painting is genuine and folksy in the best sense
of the word.” Nevertheless, there were
wild scenes in Jena and accusations from

9. Gabriele Miinter, “Galerie
Valentin,” in Deutsches
Volksblatt, No. 2 (April 13, 1935).

the far right of “primitivism,” which Hitler
condemned in his Nuremberg speech on

The Tretyakov Gallery Magazine #1(74)/ 2022 Exhibition overview
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WA CTOSIIN 38 MHOW, Tenepb CTanun 3HAMEHUTOCTAMMU, S
e BblNnana U3 BCcero aToro...»%, — aHanmsupyet MioHTep
CBOEe CNIOXHOoe nosioxeHue B 1922 ropay.

YTpayeHHbI AyxX COAMAApHOCTU OHa HaxoAuT BO
BPEMSA HEOAHOKPATHbIX Bbl€3AOB B 3aMOK Jfbmay —
oTeNlb Ha peke B palioHe ropHoro xpebTta Bettep-
wTariHkamMm B BepxHeln baBapun. KypopT ctaHOBUTCSA
ana MIoHTep «OCTPOBOM, He MOABNACTHBIM BPEMEHMW.
30eCcb OHa MOXET OTAOXHYTb OT CBOEW 6eCNOKOMHOM
KO4YeBOW XU3HN mexay KenbHoM, MioHxeHoM, MypHay
n bepnnHom. Kpome Toro, ee myyaet MHOroneTtHee cy-
nebHoe pasbupaTtenbcTBo ¢ KaHAMHCKMM MO noBoay
OCTaB/IEHHbIX UM B [epMaHun BeLLEN U NPpON3BEAEHUN,
co3aaHHbix o 1914 ropga. B 1920 rogy KaHguHckuii ¢
XeHol BepHyncsa B [epmMaHuio 1 cTan npenogaBaTth B
Bbayxay3e B Beirimape.

B 1926 rogy cype6HOe p[eno HakKoHel 3aBep-
wunocb. MioHTep 0643y0T nepegatb KaHAWHCKOMY
26 AILMKOB C €ro MMyLLeCTBOM U MPUMEPHO AIOXMUHY
KapTWH; oCTaBLUMECS NPOU3BEAEHNSA, KOTOPbIX HEManOo,
ohmumanbHO nepexoadar B €e COO6CTBEHHOCTb. Pele-
HMe cyda KOMMEeHCUMpyeT MpPUYMHEHHY0 el obuay, no
KpanHen mepe, MaTepmanbHo, U NO3BOAET 3aBEPLUNTb
TsX6y. B BepnuHe 1920-x MioHTep nonagaeTt B Kpyr
COBPEMEHHbIX >XEHLMH-XYAOXHUL, nucaTenbHuy, W
XypHanucTok. Takxe oHa perynapHo nocewaeT Kypchl

Kan-Mura fJocTt

pucyHKOM. Kak 1 Ha cTapTe CBOeli Kapbepbl, OHa Aep-
XXWUT PYKY Ha NyNbCe BPEMEHM, MO3TOMY €€ CTUNNCTUYE-
CKMEe 3KCKYPCbl B CTU/IMCTUKY HOBOW BELLECTBEHHOCTU
He BbI3bIBAIOT 60NbLUOIro yaMBreHns. B HoBo MaHepe
OHa co3aeT NOrpy>XXeHHY B ceb5 U YTO-TO 3anncbiBa-
owyto «XKeHWwunHy B Kpecne». MI3bickaHHasa XMBOMUCh
XYOOXHWLbI, HAHOCSLLEN NPUrMYyLLEHHbIE TOHa Macns-
HOWM KPacKM TOHKUMWU CNOAMMU, NOAYEPKMBAET MATKYIO
TeKy4yecTb TKaHen opgexabl. M3dwHaa paborta 3acny-
XMBAET BHUMaHUS, XOoTa cama MioHTep KNeiiMuT cBou
KapTWHbl 3TOr0 NEPMOAA C/TOBOM «KNY».

He6onblwoe HacneacTtBo, octaBrieHHoe MioHTep,
NO3BOJISIET el B KOHLUe OKTa6pa 1929 roga oTnpaBUTbCS
B Mapwx. Mponas yepes rogbl Npo6 1 nckaHwun, NA6pu-
ene BHOBb o6peTaeT 34eCb CBOIO PAHHIOK TBOPYECKYIO
NerkocTtb n padotocnoco6HocTb. OKpyXxatoLasa cpefa
OykBanbHO 3axBaTbiBaeT ee BoobpaxeHune. IHAMM Ha-
NnponeT B NapmxXcKux kade, Ha ynmuax n B napkax oHa
NMOKpbIBaeT 3apMCOBKaMU NNCTbl aib6OMOB, a Bevepa-
MU NULIET Mac/ioM — ObICTPbIMU U YBEPEHHbIMU Ma3Ka-
MW, NCNONb3YS APKWE OTKpbITble LBeTa. B lepmaHuio
MioHTep BO3BpaLlaeTcsa Tonbko B okTsa6pe 1930 roaa.
Y Hee HaKoHeLl, MOoABAAKTCA CUbl 6OPOTLCSA C NpU3pa-
Kamu npowsnoro B ee gome B MypHay, 1 OHa OKOH4a-
TENbHO MOCEeNAeTCs B HEM.

B HoBorogHwot Houb 1927 roga

8. Tlucbmo Mabpuene MioHTep A-py
Onunycy 3urento. 1 okTa6ps.
1922 (?) ropa.

xunsonucu Aptypa Cerana n CHoBa Nepek/itoyaeTcs Ha
XMBOMUCH MOC/I€ HECKO/IbKMNX NEeT 3aHATUIN B OCHOBHOM

MioHTEp no3HakoMWNacb C WCTOPWUKOM
nckycctea un cunocoom MoxaHHecoMm
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art. As a former comrade-in-arms of Modernism, Miinter
was treading on thin ice. This may even be the reason
why Miinter’s works from the 1930s were to become
increasingly naturalistic again. The fact that none of her
paintings were shown in the “degenerate art" exhibition
was probably mainly due to the fact that none of her
paintings had previously been in the collection of a pub-
lic museum, from whose holdings the exhibition was fed.

Minter had concealed hundreds of works by these
“degenerate” artists in the basement of her house in Mur-
nau during the Second World War years. On the occa-
sion of her 80th birthday in 1957, she donated more than
1,000 works by artists from the Blue Rider and its circle to
the Stadtische Galerie im Lenbachhaus.

The large Blue Rider exhibition of 1949 strove to re-
habilitate artists who have been ostracised for years.
Miinter’s work has also been repeatedly exhibited togeth-
er with the Blue Rider and solo, yet she has long been
denied the recognition she deserves. Her work is often
reduced to the Blue Rider years. The fact that Miinter con-
tinued to work tirelessly for five decades after the publi-
cation of the almanac is often ignored. In the context of

The Tretyakov Gallery Magazine #1(74)/ 2022

Kai-Inga Dost

the Blue Rider, on the other hand, she is — wrongly — over-
shadowed by her male colleagues Marc and Kandinsky.

The exhibition at the Zentrum Paul Klee aims to
change all that. It was created in close cooperation with
the Gabriele Munter and Johannes Eichner Foundation,
Munich and the Stadtische Galerie im Lenbachhaus und
Kunstbau Miinchen. This first retrospective in Switzer-
land shows the versatile work of a special artist and aims
to correct the patriarchal canon of art history.

As the last survivor of a legendary era, Miinter died
at the age of 85. Her extensive artistic and written es-
tate, as well as the Murnau house, are still maintained in
the Gabriele Miinter and Johannes Eichner Foundation,
Munich, and keep the memory of one of the last pioneers
of Modernism alive.

Still Life in Front of

the Yellow House. 1953

Oil on canvas

46.5x54.5cm

Gabriele Munter and Johannes
Eichner Foundation, Munich

© 2021, Prolitteris, Zirich

HaTiopmopT HanpotuB
xentoro goma. 1953

Xoncr, macno

46,5 x 54,5

®oHp lMabpurene MioHTep

1 MoxaHreca AlixHepa, MioHxeH
© 2021, ProlLitteris, Zirich
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Gabriele Munter. About 1935.
Photo

Gabriele Minter and Johannes
Eichner Foundation,

Munich

[a6puene MioHTep. Okono 1935
dotorpaduma

®oHpa Mabpuene MioHTep

1 MoxaHHeca AlixHepa,
MioHxeH

AlixHepoM. B nucbMax 1 BO BpeMda BU3UTOB APYr K Apy-
ry Y HUX CK/1aablBalOTCS NPUATENIbCKNE OTHOLLEHUS, KO-
Topble 6yayT CBA3bIBaTb MX OO KOHLA XWU3HW. ANXHeEp
nogaepxuBaeT MoHTEP 1 opraHu3yeT AN Hee BbICTa-
BOYHbIN Typ, KOTOPbI HaunHanca B 1933 rogy B Mysee
Maynbl MogepsoH-bekkep B bpemeHe. [lo mioHsa 1935
roga €e BbICTaBKU MPOLWAN B MHOMOYMCAEHHbIX KYH-
CcThepaiiHax M Ha BbICTABOYHbIX MOLWAAKAX CTpaHbl.
BBuay nonutuyeckmx nepemeH — npuxopga K BNactu
Aponbca MMTnepa — n nocnegoBaBLUErO BCKOPe naen-
HOFO W MaTepuasibHOro UCTpebneHna MOoAEepPHU3Ma,
BCTaBasa BOMPOC, Kaknm ob6pa3oM peanu3oBaTtb CTO/b
MacLTabHbIV BbICTABOYHbIA NMPOEKT O4HOM U3 rNaBHbIX
huryp HemeLKoro skcnpeccmoHmama. Begb 3annaHu-
poBaHHas Ha Maih 1934 roga BbicTaBka B HoBom MioH-
XEHCKOM XYAOXECTBEHHOM 06begMHEHUM, COOCHOBaA-
TenbHuuel kotoporo B 1909 roagy 6biia MioHTeEp, 6bina
OTK/TOHEHa MO NAEO0N0rMYECKUM COOBPaXKEHUSIM.
MpunumHa, no kKoTopon MioHTEp BCe Xe cymena no-
KasaTb CBOM paboTbl, OTYACTN Morna ObiTb CBA3aHa C
«MapKeTUHIroBOi nonntmnkoit» AnxHepa. Cama MioHTep
OTO3Banacb 0 CBOEM TBOPYECTBE BCEro B Tpex ony6nu-
KOBAHHbIX TEKCTax, U 3TO NMPOMU30LINO AOBOJIBHO MO3[-
HO — B 1948 n 1952 ropgax. o 3TOro BpeMeHn eamuH-
CTBEHHbIM AOCTYMHbIM MaTepuanoMm, UrpaslMM POfb
«Noco6us MO TOMKOBAHWUIO» KaPTUH XyAOXHMWLbI Oblin
3aMeTKn U KOMMeHTapum AlixHepa. MIoHTEp nokasaHa B
HUX Kak npeacTaBUTeNbHMLA HAUBHOIMO UCKYCCTBA, YTO
CcBf3blBaeT ee paboTbl C HALMOHA/IBbHOM KY/bTYPOIA: Tak,
Hanpumep, 3auMCTBOBAHUE CTUIMCTUYECKUX MPUEMOB
M3 XMBOMUCK Ha CTeKNe, KoTopyto cobupana MioHTep,
TpakTyeTcs Kak 6/1M30CTb K HApOAHOMY UCKyccTBy. Pe-
LleH3€eHTbl ¢ 6r1arogapHoCTbio BTOPAT AliXHepy. Tak, ra-
3eta «Deutsche Volksblatt» nnwet B oyxe HaunoHan-co-
LUMaNNCTUHECKUX «CYXKOEHUN O KPOBU»: «...0T Matepu B
ee Xunax Tedet wWBabckas KPoBb, OT oTUa — BecTdasib-
ckas. LLiBabckas cocTaBnsaoLwas, Wwenpas n crnokomnHas,
cMmsAryaeT 6o5ee CypoBbI U pe3Kuii BeCThanbCKnin oy x
B ee KpoBW. Tak nan nHauve, n 10, U Apyroe poaHuT ee
C HApPOAOM U HaLUMOHAaNbHOW KYNbTypoOW, N 3TO He cnea-
CTBME MNONYYEHHOr 0 3HaHMS, @8 HEOOXOANMOCTb, Bbl3BaH-
Hag BHYTpPeHHel NoTpebHOCTbIO. [103TOMY U XMBOMNUCH
ee ABMseTCa NOA/MHHON N HAPOAHOW B /ly4lleM CMbIC-
ne»®. Tem He MeHee B Mene geno goxoavT A0 AMKUX
CLEH, CO CTOPOHbI yNbTpanpasblX 3By4YaT O6BUHEHUS B
«MPUMUTUBU3MEY», OCYXAEHHOM [MTNepom B HIOpHOepr-
CKOW peun 06 nckycctee. Kak 6biBLIas CTOPOHHULIA MO-
AepHusma, MioHTep XoanT No TOHKOMY Nbay. BoamMoxHo,
M3-3a 3TOro nanutpa ee pa6ot 30-x rogoB CTaHOBMUTCSH
3aMeTHO ecTecTBeHHee. To, 4TO KapTUHbI MIOHTEP He no-
nagatoT Ha oTKpbiBLYOCA B 1937 roay «MO30pHYIO» Bbl-
CTaBKy nopf Ha3BaHueM «[lereHepaTtMBHOE UCKYCCTBOY,

Kan-Mura fJocTt

hoHAbI KOTOPbLIX MOCAYXWAN UCTOYHUKOM npousBeae-
HWUW ANa BbICTAaBKWU.

COTHM paboT TeX CaMbiX «AereHepaTUBHbIX» XyO0X-
HMKOB MIOHTEp NpsYeT B roAbl BOMHbLI B NoAaBane goMa
B MypHay. B 1957 rogy, B cBs3u co csoum 80-netunem,
OHa nopgaput 6onee ThiCA4YM NPOU3BEAEHN MacTepPOB
«CuHero BcagHuka» 1 npeactaBuTenei nx oKpyxeHus
fopoackoii ranepee B gome JleH6axa B MioHXeHe.

Bonblwas BbicTaBka «CnHero BcagHuka» 1949 roga
cTana nonbITKOW peabunutupoBaTbh XYAOXHUKOB, NoA-
BEpPraBLUMXCHA B TEYEHME MHOIUX NieT roHeHuam. MNpo-
n3BegeHns MIOHTep TakXe HeOQHOKPATHO BbICTaB/IA-
nncb BMecTe ¢ paboTamMu MacTepoB 3TOW rpynnbl UK
OTAENbHO, HO el AONTO OTKa3blBasn B NMPU3HAHUU, KO-
TOporo oHa, 6e3ycnoBHO, 3acnyxuBsana. Hepegko ee
TBOPYECTBO OrpaHnyMBaIn BpeMEHEM CyLLLeCTBOBaHUSA
«CuHero BcagHuKa», Torga Kkak Heytommmas paboTa Xy-
OOXHWULbI, MPOAO/IXaBLIAACA ele NATbAecAT neT no-
C/e BbiXxoda anbMaHaxa, 4acTo 3aManyuBanack. B ceotwo
oyepepnb, B KOHTeKcTe «CuHero BcagHuka» MioHTep He-
CnpaBeanMBO OKa3blBanacCb B TEHW KOMNE-MYXUUH —
Mapka 1 KaHanHckoro.

BbictaBka B LleHTpe MNMayna Knee, noarotoBneHHas
B TECHOM B3auMoaeincTBUn ¢ MioHXeHcknm doHgom lMa-
6prene MioHTep 1 MoxaHHeca AiixHepa v Topoackoit
ranepeenn B gome JleH6axa n KyHctbay B MiOHXeHe,
ABNAETCA MOMbITKOA W3MEHUTb C/OXMUBLUMICA MNopsa-
OOK Bellel. OTa nepBas PeTpoCrneKTMBHaAgA BbICTaBKa
MioHTep B LLBeliuapum 4EMOHCTPUPYET MHOroob6pasune
TBOPYECTBA BblgatloLencs XygoXKHULbI U CTaBUT nepeq
co60W 3a4ayy CKOppEeKTMpOBaTb natpuapxasnbHble Ka-
HOHbI NCKYCCTBOBELEHUS.

MNocnegHsaAsn cBngeTtenbHULA BPEMEH NereHaapHbIX
nepemeH, MioHTep ymepna Ha 86-m rogy xusHu. Ee 06-
WNPHOE XYyAOXeCTBEHHOe W MUCbMEeHHOe Hacnepgue,
Kak n gom B MypHay, 4O cMX nop npuHaganexar MIoH-
xeHckoMy ®oHay [abpuene MioHTep
n MoxaHHeca AiixHepa, coxpaHsaa na-

9. MioHtep I Tanepes BaneHtuH //
Hewmeukas HapoaHas rasera.
N° 2 (13 anpens, 1935).

BbI3BAHO, BEPOATHO, TEM, YTO HA TOT MOMEHT HU O Ha U3
ee KapTnH He BXoawua B Konnekumn I'I)/6!'IVI‘-IHbIX My3eeB,

MSATb O HEW KakK O SPKOM MuOHepe
MoAepHM3Ma.

BbicTaBo4Haa naHopama TpeTbakoBckasa ranepesa N°1(74) /2022
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BHICTABOYHAA MAHOPAMA

Mapkyc Jlronepu

O6 onHOM HPPALUOHAJIBHOU ABTOPCKOU

PETPOCIIEKTUBE B MMOMA

Bacuauii Ilepemeau, Mapus Jloponuna

B MMOMA (MockoBcKOM My3€€ COBPEMEHHOIO I/ICKyCCTBa) Ha [leTrposke npouuia neppas

MOCKOBCKaJ PETPOCIICKTHUBA MQPKYCQ .HI-O]'[CPL[Q — HU3BCCTHOI'O HEMCLIKOI'O JKUBOITHMCL[A, OKAa-

3ABIICTO OFPOMHOC BJAMSIHHC HA HECKOJHKO MOKOJICHUM XyILO)KHI/IKOB BHCPC,H, UM KOTOPOI‘O

HCpSBPbIBHO CBA3AHO C HCTOPHCﬁ ITOCJICBOCHHOTI'O HCMCIIKOI'O I/ICKyCCTBa.

BbicTaBka BK/to4aeT B ceba LUenbln pag 3HaKoBbIX Kak
XMBOMUCHBIX, TaK W CKYNbATYpPHbIX paboT Jlionepua.
370 cBoero popga MetaopuyeCcKUin pacckas O Xyao-
XXEeCTBEHHOW (hopMe, O M/1acTUKe XWBOMUCHOIo SA3bl-
Ka, rpaHMuax u o4epTaHuax ero BoamMoxHocten. Cos-
OaHHble XyOOXHUKOM 06pa3bl UMEIOT XapakKTep O4YeHb
NIMYHOT O, CYGBEKTUBHOIO U NIMPUYECKOrO BblCKa3blBa-
HUS, 3TO CIOXETbl U MOTUBbLI, KOTOpPbl€ BO/IHOBANM €ro
Ha NpoTsaXeHUn gecatunetnii. Cpegun HUX U aHTUYHas
Tpaguumsa, n akagemmyeckas, u Uckycctso XX Beka, u
3NEeMeHTbl MaccoBOl KynbTypbl. Kak yTBepxagaeT cam
XYOOXHMK, «/y4llee, YTo Tbl MOXelb cAenatb, — 3TO
“nepensobpectn” YTO-TO U3 NPOLLIOro»'.

OTo6paHHble aBTOPOM A/19 3KCMO3ULMK MNOMOTHa,
co3gaHHble UM ¢ 1960-x rogoB A0 CEeroAHSALWHero aHs,
AatT 6oratoe u rnosiHoe npeactaB/ieHne o ero TBop-
yectBe. Jlionepy npuobpen M3BECTHOCTb B Hadane
1960-x rogoB, NOCNE OTKPLITUSA NEPBON NEPCOHANbLHOM
BbICTABKM B HEOONbLUOW, HEAONro MPOCYyLLIeCcTBOBaB-
Wwei 6epnuHckon ranepee Grossgoerschen 35. Cpegu
XYAOXHWUKOB, YbM paboTbl TakXe 3KCMOHUPOBANUCH
B 3TOM MpOCTpaHCcTBe, 6binu 6nm3kne no gyxy Kapn

< When | Become
repuoruHeii. 1981 a Duchess. 1981
Xonct, macno Oil on canvas
100 x 81 100 x 81cm

Korpa s ctany

BbicTaBo4Haa naHopama

XepcT Xeguke, XaHc-tOpren Aunb, BonbdraHr MNetpuk
n Metep 3opre. /ltonepu nokasan ceou ancupambnye-
CKne paboTbl — IKCNEepPUMEHTanbHble Bewmn, abCcTpakT-
Hbl A3bIK KOTOPbIX 6bl/1 OCHOBAH Ha COBEPLUEHHO UHbIX
NpUHUKMNAaXx, YeM 3TO OblSI0 MPUHATO B UCKYCCTBE Ha TOT
MOMEHT.

UckycctBoBen Puuapg LWudd onucbiBaeT gudu-
paM6 Kak «Tennyto, CBeTAWyloca Gurypy», Kortopas
«KaxeTcs, BUCUT B BO3AyXe, UYTO camMo no cebe bBec-
cMmbicneHHo. Aiucdmpamb — 310 nutepatypHasa dopma, a
He HeuTo hunsnyeckoe. Kak ngesa nnm KoHuentyasbHas
abCcTpakuns, OH HE MOXET HM 3aBUCHYTb B BO3AyXe, HU
pasbuTbCca 06 3eM0»2.

MIMEHHO CKa304HbIA, AUTepaTtypHbIi MUd cTan
noAcnopbeM, OTMPaBHOW TOYKOW BCEW 3KCMO3uuum B
MMOMA. ¥Yxe B Hayane BbICTaBOYHOrO MpPoekTa, Oyk-
BafibHO C CaMbIX MEPBbIX LIAroB, 3puTeNb Norpyxaert-
CA B nNyTelwecTBMe No APYry CTOPOHY MNOCTUXMMOro
— 34ecCb cobpaHbl KapTUHbI U3 Cepun, NOCBSLLEHHOWM
«Annce B cTpaHe uygec» (1980). B akc-
NPECCUBHbIX, CMIOXHbIX U HaCbIWEHHbIX
NOAOTHaX BUAHbI Kak Tpaguumm Hemel-
KOro mogepHuama Hadana XX Beka, Tak
N YyepTbl, XapakTepHble Ang 6onee nosa-
HMX paboT coBpeMEHHMKOB Jltonepua, 3a-
HOBO nMepeocMbicAMBLIMX art brut, Takux,

Kak, Hanpumep, Nep Knpkebu nnm Acrep 2014.C.199.
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H.P. Schwerfel (Hg.), Markus

EXHIBITION OVERVIEW

Markus Liipertz:

Notes on an Irrational Retrospective

at MMOMA

Vasili Tsereteli, Maria Doronina

MMOMA (The Moscow Museum of Modern Art) on Petrovka Street has hosted Moscow’s first
retrospective exhibition of works by Markus Liipertz, a renowned German painter who has

had an immense impact on several generations of artists and whose creative work is irrevocably

interwoven with the history of German postwar art.

The exhibition features a number of Liipertz’s land-
mark paintings and sculptures. They represent a kind of
metaphorical narration about artforms, about the tech-
niques used in the language of painting and about the
boundaries and outlines of this language’s potential.
The artist’s images resemble very personal, subjective
and lyrical statements; these are the stories and motifs
that have fascinated him for decades. They include the
Graeco-Roman and Academic traditions, 20th-century
art and elements of mass culture. As the artist himself
puts it, the best thing you can do is ‘reinvent’ something
from the past'.

The pieces selected by the artist for the exhibition —
which range in period from the 1960s to the present —
provide a rich and comprehensive overview of his art.
Lipertz rose to fame in the early 1960s, after his first
solo show at Grossgorschen 35, a small and short-lived
Berlin gallery. Some of the other artists exhibited at the
gallery, such as Karl Horst Hédicke, Hans-Jiirgen Diehl,
Wolfgang Petrick and Peter Sorge, were
kindred spirits of LUpertz. The artist pre-
sented his dithyrambic compositions at

Liipertz im Gespréch mit Heinz

Peter Schwerfel, KéIn, 1989, p. 47.

Richard Shiff, Markus Lipertz:
Symbols and Metamorphoses,
exh. cat. (St. Petersburg:

the gallery — experimental pieces whose
abstract idiom was built on a totally differ-
ent foundation than was usual at that time.

Art scholar Richard Shiff describes

Hermitage Museum, 2014),

p.199.

the dithyramb as “a warm, glowing figure

The Tretyakov Gallery Magazine #1(74) / 2022

against an open, opaque blue ground, this “dithyramb”
appears to hover, which is nonsensical. A dithyramb
is a literary form, not a physical thing. As a concept or
conceptual abstraction, it can neither hover nor crash.”?

It was precisely this fairytale, literary myth that
became a peg, the starting point for the entire MMOMA
exhibition. As soon as viewers enter the exhibition
space and take their first steps inside it, they are car-
ried away on a journey to the other side of what is con-
ceivable by reason — the first section features paintings
from the “Alice in Wonderland” series (1980). These
expressive, complex and intense compositions draw
on the tradition of early-20th-century German Modern-
ism, combining it with some features of later works by
Lipertz's contemporaries who revisited Art Brut — for
instance, Per Kirkeby or Asger Jorn. The unconscious,
with its inflexions and gradations, its facets and shades,
is the cornerstone of the artist’s painting practices. He
employs expressive forms drenched in constant reflec-
tion, marking boundaries between deliberate artistic ac-
tions and play, fortuity. As one would expect, the artist

CTunb — neTyyas Mblllb. —> The Style — Bat >
1977 1977

XoncT, temnepa Tempera on canvas
162 x 130 162 x 130 cm
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Markus Lupertz: Notes on an Irrational Retrospective at MMOMA

engages with the imagery of masks and uses this
theme and variations of it in his four-part series called
“A View of Salzburg: Bergheim” (1983), as well as in
several self-portraits, where he is pictured as different
historical and imagined figures, from Dante Alighieri to
an abstract generic zombie (1983). A theatrical motif is
a foundational principal of the artist’s entire body of
work — he not only uses it as a narrative but also incor-
porates it into his mundanity.

Reflecting on the role of an artist was an extremely
important part of postwar cultural life. Unlike many of
his contemporaries, Liipertz does not fall back on per-

Mpucnoco6nexHune aonga wnansl —
Auncdumpambuueckoe V. 1973
Xonct, macno

132,5 x160,5

Arrangement for a Hat,
Dithyrambic V. 1973

Oil on canvas
132.5x160.5 cm
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Vasili Tsereteli, Maria Doronina

formative practices; rather, he consistently works on
creating — or, if you will, modernising — the persistent
myth around the Modernist image of the painter, such
as it was at the close of the century, having already lived
through “the death of the author” and a collapse of fam-
iliar art systems. In his own figure, he creates a dandy,
a demanding and finicky aesthete who, with consistent
adroitness, easily and offhandedly, deliberately and
ironically, flaunts his talents and plays on international
cultural heritage. In this context, his attempts to convey
the face and character of modernity by interpreting the
art of the past are of special interest.

There is little doubt that much in the artist’s strate-
gy is cognate with Pop Art but although Lipertz adopt-
ed the potential for integrating and utilising new visual
components that distinguishes such artists, he makes
no effort to explore modernity with its fleeting, momen-
tary and incessant changes. Lupertz, in whose works

Exhibition overview
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NopH. BeccosHaTenbHoe, ero MoaynaumMmn 1 nepexosl,
rpaHn n OTTEHKU, — K/II0HEBOW NapaMeTp XXMBOMUCHOM
npaktnkn Jlionepua. OH MCNOAb3yeT 3KCMPECCUBHYIO
hopMy 1 Mpu 3TOM HEMPECTAHHO pecdhnekcupyerT, onpe-
OEeNAs rpaHuLbl OCO3HAHHOIO XYAOXECTBEHHOro Aen-
CTBUS U UrPbl, CIYy4YakHOCTU. 3aKOHOMEPHO XYOAOXHUK
obpallaeTcsa K 06paly Macku U BapbupyeT 3TOT MOTMB B
yeTblpexyacTHoW cepun «<Bug Ha 3anbubypr: Beprxaiim»
(1983) 1 page aBTONOPTPETOB, FAe OH NpeacTaeT B 00-
pasax pa3HbIX UCTOPUYECKMX U BblAyMaHHbIX NEPCOHa-
xen, ot JaHte Anurbepu 4o yCcoBHO-coOMpaTeibHOro
30M6M1 (1983). TeaTpanbHbIi MOTMB (DOPMUPYET OAUH U3

MoHymeHT. 1976 Monument. 1976
Xoncrt, temnepa Tempera on canvas
132 x160 132 x160 cm

BbicTaBo4Haa naHopama

Bacwnuii Llepetenn, Mapus [JopoHuHa

KpaeyrosibHbIX MPUHLNMOB BCEro TBOPYECTBA XYA0XHM-
Ka, KOTOPbI HE TONTbKO 06paLLaeTcs K HEMY Kak K CloXe-
TY, HO U MPUBHOCUT €ro B CBOKO NOBCEAHEBHOCTb.
OcMbICNEeHME PONM XYAOXHWKA — 4pes3BblYaiHO
BaXKHbI 3MEMEHT KY/IbTYPHOrO KOHTEKCTa B noc/ne-
BOEHHble rogbl. Jltonepy B OT/IM4ME OT MHOTMMX CBOMX
POBECHUKOB He npuberaeTt K A3blKy nepdopmMaTnBHOM
NpaKTUKK, HO NocfiefoBaTe/IbHO CO34aeT — UK, ecnu
yrogHo, O6HOBNSET — YCTONYMBbLIN MUK BOKPYT MOAep-
HUCTCKOro ob6pasa XMBOMMUCLA Ha MCXoAe CToneTus,
yXe NepexmBLLEro «CMepPTb aBTOPa» U Kpax 3HAaKOMbIX
XyOOXeCTBeHHbIX cuctem. OH BoOcCco3gaeT B CBOEW
COBCTBEHHOI hurype obpa3 geHaun, TpedoBaTenbHO-
ro U NpuUBEpPeanIMBOro 3cTeTa, KOTOPbIA C OAMHAKO-
BOW WCKYCHOCTBIO, 1ErKO M HEOPEXHO, CO3HATE/IbHO
N MPOHMYECKN OpaBupyeT CBOEN OJapPEeHHOCTbIO U
urpaet C Xy4oOXXeCTBEHHbIM Hac/ieAneM MMPOBOWN Ky/lb-
Typbl. BecbMa nto60MNbITHbI B 3TOM KOHTEKCTE MOMbITKA

TpeTbakoBckasa ranepesa N°1(74) /2022
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one can easily discern the influences of Max Beckmann
and Wilhelm Lehmbruck, approaches modernity using
the tradition of the old masters and brings back into
focus the image of a painter who works with “real”
and muddy paints, dense and textured. This important
question about the return of painting and of Neo-Ex-
pressionism became especially prominent in the late
1970s to early 1980s and Lipertz was one of the first
to pose it.

Lipertz belongs to the same generation as Anselm
Kiefer and Gerhard Richter, who employed the tradi-
tional language of painting to formulate the most es-
sential and sensitive questions of German postwar
society related to historical memory and the problem
of “dealing with the past”. Another reason for the rise
to fame of Lipertz, an enfant terrible of the local art
scene, was his provocative compositions rich in milita-
ristic symbols and evocative of the recent tragic expe-
rience of World War Il. Several rooms at the exhibition
space feature pieces devoted precisely to this theme.
Two compositions, “Quilt — Dithyrambic” (1967) and
“Track — Dithyrambic” (1968), which are impressive for
their grandiosity, fundamentality and dazzling direct-

The Tretyakov Gallery Magazine #1(74)/ 2022
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Magp. 1983 Moor. 1983
KpaweHas 6poH3a Painted bronze
45 % 20 x 32 45 %20 x 32 cm

Bup Ha 3anbubypr: -
Beprxaiim I. 1983 Bergheim 1. 1983
XoncTt, macno Oil on canvas
100 x 150 100 x 150 cm

A View of Salzburg: >

ness, engage with the trauma, both unendurable and
indescribable, caused by the war experience of the
20th century. Against the backdrop of these sketchily
pictured landscapes of the badlands, the viewer heads
on for an encounter with the series “Men Without Wom-
en. Parsifal” (1994), one of the pivotal heroes of German
legends, virtually the national myth. Haunting Lipertz’s
compositions, this figure, in different variations, reap-
pears again and again, falling apart, its fragments never
coming back together. Parsifal’s visage never acquires
familiar features and it is his image that epitomises the
artist’s idea of the country’s postwar face.

Repetition is a significant technique that Lipertz
often uses: he evokes schooling, classic art, the acqui-
sition of painting skills, the honing of technical ability.
From the beginning of his career, the artist has had
a habit of creating copies of his own works, producing
several versions of the same image. One of the rooms at
the exhibition is solely focused on nudes (“Nude Back?,
2006). The artist was inspired to create this piece when
he had a fleeting memory of having seen the back of
his naked wife. This memory spawned a whole series
of works featuring a lonely, naked subject surrounded
by various symbolic elements characteristic of many
of the artist’s compositions. These include details of
Nazi uniforms, such as peaked caps or helmets, and na-
ture-themed mythopoetic motifs. This image epitomis-
es the feelings of a person grievously reflecting on the
badlands of the past.

A separate room showcases works produced in
2021 (“Moses”, “Moses II”, “Pillory I-11", “Death of a Girl”,
“Charon”), in which Liipertz creates the image of a per-
son focused on creating memorials and remaking ruins,
endlessly reflecting on the past, including the past as
the present, a person that is doomed to fall behind.

As early as the 1960s, when the artist addressed
his country’s war experiences and modern history, he
invented his own metaphorical language, his own meth-
od of speaking about the interconnections and rhythms
running through the entire history of culture. He created
an allegorical element — “the meaningless object”,

Exhibition overview
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BOMNOTUTb NMLO N XapakKTep COBPEMEHHOCTMN Nocpea-
CTBOM MHTEpnpeTaunum NCKyccTBa NPOLUIOro.

Bes comHeHus, MHoroe B cTpaternm Mapkyca
Jllonepua pogHUT ero ¢ XyaoXXHukamu non-apta. Ho,
BOCMPWHSAB OT aBTOPOB 3TOr0 Kpyra noTeHuunan WH-
Terpauum n UCrnonNb30BaHMUA HOBbIX BMU3yasbHbIX KOM-
MOHEHTOB, OH He CTPEMUTCHA UCCeaoBaTb COBPEMEH-
HOCTb B €€ TeKYLMX, MOMEHTaNbHbIX, eXeCeKYHAHbIX
o6HoBNeHusax. Slionepu, B paboTax KOTOPOro HETPYAHO
pacnosHaTtb cnefbl BAnaHua Makca bekmaHa n Bunb-
renbma Jlembpyka, CMOTPUT HA COBPEMEHHOCTb Yepes
OMTUKY CTapPMHHOW XWBOMWUCHOW TpaauuMm 1 BO3Bpa-
waeT B hOKYC BHMMAHUA ob6pa3 XyAoXHUKa, paboTa-
IOWEero C rpsAsHbiIM N «KUBbIM» KPACOYHbIM MaTepu-
anoMm, NAOTHbIM U haKTYPHbIM. 3TOT BaXHbIA BOMPOC
O BO3BpPALEHUU XMBOMUCU N HEOIKCMPECCUOHU3MA
0COBEHHO 3aMeTHO 3a3Byy4an Ha pybexe 1970-1980-x
rogoB — OQHWM M3 MepBbIX ero nocTtasun Jlionepu.

Jlionepuy NnpuHagnexuT K nokoneHuto AHcenoma Ku-
thepa nlepxapaa Puxtepa, chopMynmpoBaBLLNX NpK MO-
MOLLM OBpaLLeHns K TPaauLMOHHOMY S13blKY XMBOMUCHU
Knto4YeBble U Hanbonee 60N1e3HEHHbIE BONPOCHI MOCTBO-
E€HHOIro HeMeUKoro obLecTBa, CBA3aHHbIE C UCTOpUYe-

BbicTaBo4Haa naHopama

Bacwnuii Llepetenn, Mapus [JopoHuHa

CKOWM NamsAaTbio U NpobeMonr «NpeodosieHnsa MpoLsio-
ro». Enfant terrible mecTHOl xyQoXeCTBEHHOW CUEHbI,
JTionepy nonyynn n3BeCcTHOCTb TakXXe CBOMMM MPOBOKa-
LMOHHBIMM XOICTaMM, HaCbILWEHHBIMW MWUIUTAPUCTCKOM
CUMBOJIMKOW, OTCbINAOWNMUN K HelaBHEMY Tparnyecko-
My onbITy BTopoi MnpoBoii BOVHbI. HeCckonbko 3anoB
3KCMO3MLNN NOCBALLEHBI UMEHHO 3TOMY KPYTYy CIOXETOB.
OBa xoncta: «Ogesno — gudupambunyeckoe» (1967) n
«Cnep — pudmpambuyeckoe» (1968), nopaxatoLime cBo-
UM BHYLUUTENbHBIM MacliTaboMm, hyHOAMEHTaNbHOCTBIO
n cOumBaloLel C HOr NPSMOTON, — MOBECTBYIOT O PAaBHO
HernepeHoCnMMom 1 HenepeaaBaeMon TpaBMe, KOTOPYIo
HaHeC BOEeHHbI onbiT XX Beka. Ha doHe nycTtoweli
3TUX CXeMATUUYECKUX Mei3axeil 3puTesib BCTpevaeTcd
C cepuen paboT «My>XunHbl 6€3 XeHLWWH. MNapcudanb»
(1994), nocBSALWEHHBIX OOQHOMY U3 FMaBHbIX NEPCOHAXEWN
B HEMELKOW KyfbType, C KOTOPbIM OTOXAECTBNAETCS
HaunoHanbHbIn MUd. Ha xonctax Jllonepua aToT Bapbu-
pylowmiica obpas, HaBA3UYMBO BO3HMKAKOLWMWA BHOBb
N BHOBb, PacnafaeTca n He cobupaeTca BOeAMHO, ero
06N1K He obpeTaeT 3HaKOMbIX O4YepTaHUi, 1 UMEHHO B
3TOM 06pase CKOHUEHTPMPOBAaHO MNpeAcTaBfieHne Xy-
OOXHMKa O NNLLE NOC/IEBOEHHOW CTPaHbl.
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dparmeHTbl 3KCNo3numnn Exhibition view
«ManeHbkasa nppaumoHaneHasa “A Small, Irrational,
peTpocnekTvBa nosa Artist-Led Retrospective”
PYKOBOACTBOM XyAOXHMKa» MMOMA

B MMOMA

The Tretyakov Gallery Magazine #1(74) / 2022

Vasili Tsereteli, Maria Doronina
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Mpuem, 3aHMMaOWNA BaXHOE MECTO B UCKYCCTBE
Jlonepua, — NOBTOPEHME: 3TO NMpeXAe BCEro oTChisika K
WITYAMN, KNAaCCUYECKOMY UCKYCCTBY, K TPEHUPOBKE XMU-
BOMWCHOIrO MacTepcTBa, oTTauymBaHuio TexHukn. C ca-
MOrO Ha4yana CBOEro TBOpYeckoro nyTu Jlionepy nme-
eT NPUBLIYKY KOMUPOBaTb COOCTBEHHbIE KOMMO3MLNMY,
co34aBas Mo HECKOMbKO Bapuaunin ogHOro n Toro xe
nsobpaxeHnsa. OanH M3 3a10B BbICTaBKM MOMHOCTbIO
NoCBALWEH BapuaumMsam oOHaxeHHon durypbl («O6-
Ha)XxeHHada crnuHa», 2006). MCTOYHWUKOM BAOXHOBEHMUA
NOCNYXWNO Cny4vyaiiHOe BOCMOMWHaHME O TOM, KakK OH
yBUAEN CBOK OOHAXEHHYIO XeHy €O cnuHbl. OHO cTano
OCHOBOW ANH Uenoro paga npousBefeHnit, B KOToOpbIX
n3obpaxeHne oauHOKOW hurypbl JaeTcss B COMpPOBO-

Mo30opHbIv cTon6 |. 2021
XoncT, cMelaHHas

Mo3opHbIn ctonb Il. 2021
XoncT, cMellaHHas

TEXHVKa TEeXHUKa
100 x 81 100 x 81
Pillory I. 2021 Pillory I1. 2021
Mixed media Mixed media
on canvas on canvas
100 x 81cm 100 x 81cm

BbicTaBo4Haa naHopama

Bacwnuii Llepetenn, Mapus [JopoHuHa

XOEHMN pa3HbIX CUMBO/IMYECKNX KOMIMOHEHTOB, Xapak-
TEPHbIX ANA MHOrmMx padot Jlionepua. 310 getanu Ha-
LMCTCKOM YHU(POPMBI, TaKne Kak ypaxkka uam Kacka, u
npupoaHble MMonoaTnyeckme MoTuBbl. B aTom o6pase
CKOHLIEHTPUPOBaHbl YyBCTBa Ye€/I0BEKA, COKPYLUEHHO
OCMbIC/IMBaOLLErO NYCTOLM MPOLU/IOro.

OToenbHbIA 3an Ha BbiCTaBke MOCBsLeH padoTam
2021 ropa («Mowuceii», «<Mouceit ll», «[Mo30pHbIA cTONG
I—-Il», «<CMepTb AeBOUYKN», «XapoH»), rae Jltonepu co3aa-
eT 06pas YenoBeKa, KOTOPbI MOrpy>XXeH B MPoLEecc co3-
[aHVg NaMaTHUKa U Nepeaenku pymH, HeNpecTaHHOro
OCMbIC/IEHMS MPOLUOro, B TOM YMC/e KaK HacTosLero,
o6peyeHHOro octaBaTbCs Nosaau.

Ewe B 1960-X, 06paTMBLUNCL K BOEHHOMY OMbITY U
COBPEMEHHOW HauMoHanbHOW ncrtopuu, Slronepu 1M3o-
Open cCOBCTBEHHbIV MeTahOpUYECKUn A3bIK, CBOI CMO-
co6 roBOpuUTb O B3aMMOCBSA39X U pudMax, KOTOpbIMU
npoHn3aHa uctopusa Kynbtypbl. OH co3gan anneropu-
YeCKUN 31EMEHT — «O6EeCCMbICIEHHbLIN O0O6BEKT», KakK OH
CaM ero HasblBaeT, KOTOPbI MOMy4Yns1 Ha3BaHUe «au-
hrpamMb» B 4eCTb APEBHErpevYeckoro rmmHa, XopoBoi
necHu, npocnasnsawowen 6ora [uoHuca. Knaccuue-
CKMe, CTaBLUNE WUKOHMYECKUMKU «ancmpambbl» 1960-x
3aHUMatoT OTAE/bHbIV 3an B 3KCnosuunu. B nonotHax
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in his own words — which has come to be known as
“dithyramb” in honour of the ancient Greek hymn, the
chorus song glorifying the god Dionysus. The classic
“dithyrambs” of the 1960s, which have become iconic,
occupy a separate room. In the artist’s compositions,
the “dithyramb” is represented as a semi-abstract mon-
umental symbol evoking Friedrich Nietzsche’s concept
of the Dionysian — the exaltation of abandon, the ecs-
tasy of destruction, the nature of catharsis. For the
artist, this theatrical “silent” image becomes a starting
point for further visual experiments and ever deeper
engagement with motifs of antiquity. The exhibition
features several compositions with the dithyrambic ima-
ges — in other words, images eliciting the symbolisation

of ecstatic experiences. A separate room

features a display of the earliest and

The Tretyakov Gallery Magazine #1(74)/ 2022
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Mowuceii Il

2021

XoncT, cMellaHHasn
TexHuka. 160 x 81,5

Moses Il
2021

Mixed media
on canvas
160 x 81.5cm

most iconic versions of this motif (1964). The
“dithyrambs” are geometric figures soaring
in the air; they are forms that are ideal and
at the same time erased, encrypted. The
viewers are introduced to images along the
lines of concentrations, clots and moulds of
the world’s visual culture compressed into
one solid whole. These compositions draw
on the visuals of the logo of the film produc-
tion company 20th Century Studios: the text
becomes three-dimensional like a sculpture
and solemnly rests amidst the azure of the
sky. This is how Lipertz’'s “dithyramb”, with
all its object-materiality, is formed. As Rich-
ard Shiff most aptly noted, “Explaining an
artist’s way of viewing the world, Markus
Liipertz once alluded to aerial suspension:
“To be in an aeroplane that doesn’t land. To
seize hold of the world [from above], this is
the artist’s dream”.®
Lipertz continued to use metaphorical
forms in later works from this series. Some
of the compositions from his “irrational retro-
spective”, such as “Wood Shingles — Dithy-
rambic” (1966), “Tree Trunk — Dithyrambic”
(1966), as well as a series of sketched murals
(1982), contain direct allusions to German
Romanticism, the natural world, and the ar-
chaic vocabulary of wooden sculpture. In
Lipertz's interpretation, this tradition takes
on ironic quasi-religious overtones, a kind of
tribalism in which the magic and mystical image of the
sylvan world acquires syncretic outlines of different na-
tional cultures.

The “dithyramb” is also a way to speak about the
modern city, whose image Lipertz shapes through allu-
sions to German film expressionism of the 1920s. Using
the “dithyramb”, the artist also addresses the problem
of monuments per se, in his pieces “Monument — Dithy-
rambic” (1976), in which he bluntly puts the question
about the co-existence of trauma and mundanity, of
banality and the memorialising historical experiences.

The artist’s never-ending dialogue with the past
ultimately leads to the total dissolution of all recognis-
able figurative elements into abstract combinations of
colour fields, as we can see in the series called “The
Style” (1977). These pieces, which appear like a mirage

Exhibition overview
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O6HaxeHHas cnvHa
2006

XoncTt, macno

190 x 130

Nude Back
2006

QOil on canvas
190 x 130 cm

Iionepua «aucdunpambs BonnowaeTca B

chopMe nonyabCcTpakTHOro MOHYMeHTasb-

HOro CMMBOJIA, OTChI/IAIOLWEro K KOHLenuum
Opuapuxa Huuywe o AMOHUCUIACKOM — O
BOCTOpPre 3abbiTbsl, 9KCTa3e paspyLlleHus

M npupoge KaTtapcuca. ITOT TeaTpasbHbli
«MOM4YanuBbIN» obpas CTaHOBUTCH TOYKOM

oTcyeta ANA AanbHenwWwnx naacTudeckKux
3KCMNEePUMEHTOB XyAOXHMKa U Bce 6onee
aKTMBHOW pa3paboTKM aHTUYHbIX MOTUBOB.
Ondnpambrnyeckoe, NHbBIMWU CNOBaMU, B3bl-

BalolWee K CUMBOMM3ALUN SKCTaTUUHECKUX
nepexunBaHunin, CO6paHO B HECKONbKUX ClO-

XeTHbIX Bapuauumax B 3anax MMOMA. OT-

O€eNbHbI/i 3871 NOCBALWEH CaMblM PaHHUM U
COOCTBEHHO MKOHUYECKMM BEPCUAM 3TOro

MotmBa (1964). «Ancdupambbl» — napsawmne

B MPOCTPAHCTBE reomeTpuyeckune dury-

pbl, NpeacrasBnsowme coboit maeanbHyo

M OOHOBPEMEHHO CTEPTYlo, 3alndpoBaH-

Hyto chopmy. MNepeq 3putenem ceoero poga
KOHUEHTpaTbl, CrYCTKN U CNEenKn CXaton B

€AVNHOM Lle/IOM MUPOBOW BU3YyaNbHOMW Ky/b-

Typbl. TOUKOl oTcyeTa ANS CO3AaHUA Takux

paboT MOCNyXWNo BuU3yanbHOE pelleHne
norotuna KuHokomnaHumm «20th Century

Studios» — TekcT obpeTaeT CKyNbATYPHYIO
TPEXMEPHOCTb U TOPXECTBEHHO NpebbiBaeT

B HebecHOM cuHeBe. Tak Xxe cdopmupyeTcsa
«ancmpam6b» Sltonepua Bo BCeli cBOEN 00b-

EeKTHOW MatepuanbHOCTU. OUeHb TOYHO 3a-

MeTtun Puuapg Wndd: «4T06bI NOACHUTL, KaK XyagoX-
HUK BUANT Mup, Mapkyc JlionepLl Kak-To ckasars, 4To
3TO Kak napeHune B Bo3agyxe: “bbiTb Ha 60pTy camone-
Ta, KOTOPbI He Npu3emMngeTcs. 3actatb MUp [OTKyAa-TO
cBepxy] — BOT MeuTa XyAoXHMKa"»3.

Metadopunueckne popmbl Jlionepu UCNonb3yeT 1 B
fanbHenwmnx paspaboTkax aTon cepumn. B ero «<mppaumo-
HaNbHOW PEeTPOCNEeKTUBE» MOXHO BCTPETUTb CHOXETHI,
HaNpsAMYylo OTCblNaloWMe K HEMELKOMY POMaHTU3MYy,
K MWpY NpupoAbl M apXxaudyHoOMy NA3blKYy AepeBSHHOMN
CKynbATypbl B paboTtax «[lepeBsaHHada yepenuua — aun-
thnpambuyeckoe» (1966), «<CtBoNn gepeBa — andupam-
6unyeckoe» (1966), a Tak>Xe B CEPUN HACTEHHbIX 3CKM30B
(1982). B npouteHuun Jlionepua ata Tpagmumnsa obpertaer
NPOHNYECKNIA KBA3WPEUIMO3HbIA OTTEHOK, CBOEro
pofda Tpanbannsm, B KOTOPOM BOMLIEOHbLIN U MUCTUYE-

BbicTaBo4Haa naHopama

Bacwnuii Llepetenn, Mapus [JopoHuHa

CKMn 06pa3 necHoro Mupa obpeTtaeT CUHKpeTuyeckue
oYyepTaHus pa3HbIX HALUMOHAabHbIX KYNbTYp.
«Adncpnpamb» — cnocod roBOpUTb 1 O COBPEMEHHOM
ropoae, obpas kotoporo Jltonepy gopMynmpyet npu
NOMOLLM OTCbINIOK K HEMELLKOMY KMHO3KCMPECCUOHU3MY
1920-x ropgos. Npu nomowm «andurpamba» XyLOXKHUK
obpaljaetca U, CO6CTBEHHO, K npobneme namMATHWKa
B ABYX pabotax 1976 roga, UMeloWmx 0gMHAKOBOE Ha-
3BaHne — «MOHYMEeHT», rae XeCcTKO CTaBUTCS BOMPOC O
COCYyLLEeCTBOBaHMN TPaBMbl U MOBCEAHEBHOCTU, MEMO-
pu3aunn NCTOPUYECKOro onbita 1 6aHanbHOCTU.
HenpecTaHHbIM guanor XygoXXHWUKa ¢ NpoLw/ibiM
B KOHLUE KOHLOB MPUBOAUT K MOSIHOMY PacTBOPEHUIO
Nio6bIX y3HaBaeMbIX 06pa3HbIX 9/IEMEHTOB B aBCTPaKT-
HbIX KOMOMHaUMAX LBETOBbIX
cepumn «Ctunb» (1977). B atnx pabotax, s.

nonen

Tam xe. C. 189.
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My>XU4nHbI 6€3 XEHLMH. Men without Women.
Mapcudane. 1994 Parsifal. 1994
TkaHb, TEMNEpPa, Tempera, oil on fabric
macno. 230 x 156 230 x 156 cm
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My>XU4nHbI 6€3 XEHLMH.

Mapcudane. 1994
TkaHb, TEMNEpa,
macno. 200 x 156

BbicTaBo4Haa naHopama

Men without Women.

Parsifal. 1994
Tempera, oil on fabric
200 x 156 cm

Bacwnuii Llepetenn, Mapus [JopoHuHa
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in the last section of MMOMA'’s exhibition, provide a
logical finale to the semi-fairytale narrative promised at
the beginning of the display — although, as often is the
case in such situations, the story, having barely ended,
could smoothly and easily start anew.

The artist’s faculty for metamorphosis is one of the
distinctive features of his visual language, which, at the
same time, is quite uncompromising. This combination
of subtlety and hardness, softness and rigidity, the un-
conscious and the rational form the special aesthetic
texture of his language — a texture distinguished by
opacity, doubt and ambiguity. The associative chaos of
the layers of visual culture in each of Liipertz’s new piec-
es gradually demonstrates to the viewers that painting
is athought process. As the artist himself puts it, “Noth-
ing remains hidden, all comes into sight™. The magic of
Lupertz’s art is based on its unfailing relevance to the
present time, touching as it does upon the most crucial
and painful questions of modernity, with its slowly heal-
ing wounds and millennia-old unending hymns.

Markus Lipertz, “In’t God’lijk
Licht,” in In Divine Light.

Gemeentemuseum Den Haag
(Antwerpen: 2011), pp. 29-43.
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CrBon gepeBa —
Ancbnpambuyeckoe. 1966
Xoncr, temnepa

155 x 1000

Opesano —
Ancupambuyeckoe. 1967
Xoncr, temnepa

148 x 1055

Bes Ha3BaHuA. 1989 >
[Mo3onoyeHHas 6poH3a
18x11x9

Bes HasBaHuA. 1983 >
KpaweHasa 6poH3a
43 x18 x 29

doto
Ha c. 89,90, 91,92, 93,
95, 96, 97, 98, 99:

MBaH HoBukoB-[ABUHCKNIA;

Ha ¢ . 94,100, 11
MBaH MNywmH

Vasili Tsereteli, Maria Doronina

Tree Trunk —
Dithyrambic. 1966
Tempera on canvas
155 x 1000 cm

Quilt — dithyrambic. 1967
Tempera on canvas
148 x 1055 cm

Untitled. 1989 >
Gilded bronze
18 x11x9cm

Untitled. 1983 -
Painted bronze
43 x18 x 29 cm

Photographs:

Ivan Novikov-Dvinsky:
pp. 89, 90, 91, 92, 93,
95, 96, 97, 98, 99;

Ivan Gushchin:
pp. 94,100, 1M
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NOSBNSIOWMXCS, KaK MUpaxun, B hrMHane BbICTaBKU B
MMOMA, o6peTaeT cBOE NOrnyeckoe 3aBepLleHune no-
NIyCKa304HbIi HAappaTMB, 3aAB/EHHbIF B CAMOM Havane
3KCNO3MUMN, — NpaBaa, Kak 6biBaeT B NOAOOHbIX Clly4a-
S1X, €ABa 3aKOHUYMBLLUNCb, NCTOPUS MOXET NIErKO 1 NNaB-
HO Ha TOM Xe MeCTe HauyaTbCs BHOBb.

Mpucywasa metoay Jllonepua cnocobHOCTb BUAOMU3-
MEHATbCA — OAHA U3 OCOBEHHOCTEN ero XyLoXeCTBEH-
HOrO NoYepKa, KOTOPbIN MPU 3TOM UMEET AOBO/bHO 6ec-
KOMMPOMWUCCHbI XapakTep. B coegMHeHnn TOHKOCTU 1
TBEPOOCTU, MAFKOCTU U PUrMAHOCTH, 6€CCO3HATENBHOIO
M pauMoHanbHOro CoAepXuTca ocobas acTeTvveckas
hakTypa €ero no4yepka, CBONACTBA KOTOPOM — HENPO-
3payvyHOCTb, COMHEHMWE, ABYCMbICIEHHOCTb. Accouuna-
TUBHbIN XaoC HanIacToBaHWA BWU3yasibHOW KYy/bTypbl
B Kaxxaow HoBoW paboTe Jlionepua nocnegoBaTtenbHO
packpbiBaeT nepeq 3pUTENIEM PUCOBAHME KaK MbICU-
TeNnbHbIN Npouecc. Kak roBOpUT caM XYAOXHUK, KHUYTO
He OCTaeTCsl CMpsATaAHHbIM, BCE OCTAeTCH BUAUMbBIM»A,
OcHoBHasa Marmsa TBopyecTtBa Jlionepua B TOM, YTO OHO
He TepsieT akTyanbHOCTU CerofHs, 3aTparveas camble
OCTpble N 60MIE3HEHHbIE BONPOCHI COBPEMEHHOCTU C ee
KpaHe MeaNeHHO 3aXMBalLWMMKM paHaMuM U Tbicsye-
NEeTHUMU HeYyTUXAloLWLMMU TUMHaMM.

Lipertz M. In’t God’lijk Licht // In
Divine Light. Gemeentemuseum
Den Haag. Antwerpen, 2011.

C.29-43.

BbicTaBo4Haa naHopama

Bacwnuii Llepetenn, Mapus [JopoHuHa
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OOHAO «TPAHW>

MPEOCTABIAET

PecTaBppanusa: OTKpbITHE HOBOI'O NPOU3BEICHUA

IOpHH IIluMenoBa

Cogﬁbﬂ YankuHa

KQPTI/IHBI CTapI)IX MQCTCPOB HOPOﬁ HUMCKOT MHOTO TQI&/'IH7 YBHCKQIOHII/IX 3HATOKOB U )'IIO6I/I—

TeJien HCKYCCTBA. Taiina moxer 6blTb CcBA3aHa C CO3JaHUCM HJIU 6blTOB21HI/lCM KapTHHBI,

a MHOrga oHa CKPBIBQCTCﬁ B caMOM KQPTI/IHC, I10/J, €¢ KpaCO‘-IHI)IM CJIOCM, U CTAHOBUTCA

H3BECTHOU 6nar0,uap;1 HCCJICOOBATCIIAM U pCCTaBpﬂ.TOpaM.

Takux NpuMepoB HEMAOo, Korga nocse Kponotnu-
BOW paboThbl MO PACKPbLITUIO MPON3BEAEHUSA, CHATUIO NO-
TEMHEBLLEro faka, npeacraeT COBCEM Apyras KapTuHa,
Kak, Hanpumep, «<Ho4Ho gosop» PembpaHarta. Mcnonb-
30BaHMe B 3KCMNEpPTU3e PEHTreHa No3BOMASAET yBMAETb
CKPbITYIO OT r1a3s UHANBUAYANbHYIO MaHEpPY XYOOXHW-
Ka, NpoLecc co3gaHna Npon3BeaeHns, a cnydyaercq, u
HalTW Mo U3BECTHOM KapTUHOM APYryo, 3anmMcaHHyo
MacTepoM. Tak npu NOMOLUW PeHTreHa OoO6Hapy>Xwunu
cuMTaloLYOCA YTEePAHHOM KapTuHy Mcaaka Bpoackoro
«Anneda napka B Pume» 1911 roga. Oka3anock, Xyaox-
HWK noBepx Hee Hanucan B 1930 rogy «Anneto napka,
COXPaHMB MPEXHIO KOMMO3ULMIO, NepeoaeB aeten m
Npoxoxunx, go6asunsB gepesbeB. nba PennH Hepegko
nepenunceiBan cBou paboTbl: HaNpuUMep, kapTnHa «Mo-
HaxMHS» — 3TO MepenucaHHbli nopTpetr Codbn Penn-
HOW, ypoxaeHHol LLiesyoBoi.

Ma6no lNMukacco n Kysbma lMeTpoB-BogkuH yvacto
3anucbiBanu CBOW NOJIOTHA, HE UMeSs NoA4 PYKOW YMCTO-
ro xoncrta. Ho Bctpeuatotrca paboThbl, Korga XyaoXHUK,
npexae 4eM 3anuncaTtb, FPYHTOBAs XONCT Mo nsobpaxe-
HUWIO, N TOrAa NOSABMASETCS WaHC pacc/ionTb TaKoe Npo-
n3BegeHne, U MMpy npeactaeT HemsBecTHas, HoBas

tOpwii MiBanosuy MMMEHOB
Herputanku

B NOAMOCKOBHO polle
KoHel 1960-x — Hayano 1970-x
XoncT, macno. 61,4 x 50,3
YacTHoe cobpaHne, MockBa
KapTnHa nocne pecrtaBpauun

< Yuri PIMENOV
Black Women in a Forest
near Moscow
Late 1960s — early 1970s
Oil on canvas. 61.4 x 50.3 cm
Private collection, Moscow
The painting after restoration

®oHpa «MpaHn> npeacTaBnseT

KapTnHa. Takoin okazanacb paboTta lOpua NMumeHoBa
«HerputsaHkn B nogMOCKOBHO poLue» (koHel 1960-x —
Hayano 1970-x) — nog Helt o6Hapyxunicsa aTon «BeHe-
ums. Moct 4yepes kaHan» 1958 roaga.

Ee npnobpen Ha aykumoHe B CLLUA MOCKOBCKMA
KoNnekumoHep, cymtasa ato 60/blION yaaden, Tak Kak
XNBOMUCHbIe paboTbl KOpusa NnmeHoBa B OCHOBHOM
Haxo4AaTCs B My3edaX U B CBOOGOAHON Npogaxe BCcTpeva-
IoTCA HevacTo. KapTnHa «<HerpntaHku B NOAMOCKOBHOM
powie» 6blla U3BECTHa MO KaTanory BbICTaBKW, NpPO-
xoamBlen B ranepee lekkoco B Tokno B 1975 rogy, m
no onucaHuio xygoxHuka W.B. Jlonrononosa B KHUre
«fOpwnii NMnumenos» (2009). Mo ero cnoeam, BCe NPoOn3-
BeAEeHUA C 3TOl BbIiCTaBKM Obln npogaHbl. KynneHHas
KapTuHa — BapuaHT u3BecTHol. Korga oHa nonana B
PYKW POCCUNCKUM 3KCnepTam, UxX yanBuA TOACTbIA NO-
XenTeBLWNn CNoK naka noBepx Mac/sHOW XMBOMUCH,
HECBOWCTBEHHbI paboTaM XyaoxHuKa. M3-3a Hero xu-
BOMUCb Ka3aslaCb MOHOXPOMHOIA. o coBeTaM aKkcnep-
TOB Bnageney obpaTtunca K pecrtaBpatopy Bacunuio
Pyre ¢ npocb60# yKpennTb KPacoUHbI CMIOM U CHATb
noxentesLwuii nak. Npun ocMoTpe KapTUHbI TOT o6paTu
BHMMaHMe, YTO B MecTax MOAHATUA Kpakeniopa CKBO3b
TpeLlnHbl NpocMaTpuBaeTCa APYron LBeT KPacku, He
COOTBETCTBYIOLNIA KOMOPUTY KapTWHbI, YTO MO3BOU-
N0 NpeanonoXutb Hanuuue Apyroro npouvsBegeHus
noa BuammbiM. Npu nomolwm peHTreHa ObI/1I0 gokasa-
HO, YTO NMOA KapTUHOW «HerputaHkM B MOAMOCKOBHOM
poLie» HaXoaMTCa NepeBEPHYTLIM TOPOACKON Nensax.
CoenaB HeCKOMbKO pecTaBpauUnOHHbIX Npo6, Bacunuii
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Restoration: the Discovery of a New Artwork by

Yuri Pimenov

Sofia Chapkina

The paintings of old masters can sometimes harbour many secrets, which intrigue art

fans and connoisseurs alike. A secret can be linked to a painting’s creation or its survival,

but sometimes it hides within the painting itself, beneath 1ayers of paint, waiting to be

discovered by researchers and restorers.

There are many examples of paintings that are trans-
formed once they undergo the painstaking work neces-
sary to reveal hidden images and remove varnish dark-
ened by age — Rembrandt’s “The Night Watch” is just one
such example. The use of X-rays in analysis allows us to
see aspects of the artist’s individual technique that are
hidden from the naked eye — the steps in a painting’s cre-
ation — and sometimes reveals another painting beneath
famous works, painted over by the artist. It was with the
help of X-rays that the ‘lost’ painting by Isaak Brodsky
“Alley in a Park in Rome” (1911) was rediscovered. It trans-
pired that, in 1930, the artist had painted “Alley in a Park”
over the original work, maintaining its composition but
changing the clothes of the children and passers-by and
adding trees. llya Repin often painted over his works: for
example, the painting “Nun” is, in fact, a repainted por-
trait of Sofia Repina, née Shevtsova.

When Pablo Picasso and Kuzma Petrov-Vodkin didn’t
have fresh canvases to hand, they often painted directly
over previous works. Other artists, in contrast, applied
a primer to the canvas before painting over their previous
pieces, which makes it possible to peel back the layers
and present a previously unknown new painting to the
world. This was exactly the case with Yuri Pimenov’s work
“Black Women in a Forest near Moscow” (late 1960s —
early 1970s), beneath which was discovered the sketch
“Venice. Bridge over a Canal” (1958).

It was acquired in the USA by a collector from Mos-
cow, who considered their purchase an extremely for-
tunate one, given that the works of Pimenov are largely
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located in museum collections and are infrequently avail-
able to buy. The painting “Black Women in a Birch For-
est” was known only from the catalogue of an exhibition
held in Tokyo’s Gekkoso gallery in 1975 and a description
by the artist Igor Dolgopolov in the book “Yuri Pimenov”
(2009). According to his account, all the paintings inclu-
ded in that exhibition were sold. The painting bought
by the Moscow collector is a version of the famous one.
When Russian experts examined it, they were struck by
the thick, yellowed layer of varnish that covered the oil
paint and which was not at all characteristic of the artist’s
works. The varnish gave the work a monochrome app-
earance, and the owner — on expert advice — turned to
the restorer Vasily Ruga to strengthen the pigment layer
and remove the yellowed varnish. When Ruga analysed
the painting, he noticed that the colour of the paint visible
through the craquelure did not form part of the colour-
ing of the piece, which allowed him to surmise the ex-
istence of another work hidden below the surface. With
the help of X-rays, it was revealed that, beneath “Black
Women in a Forest near Moscow,” there was indeed an-
other painting, an upside-down urban landscape. Having
done a number of tests, Ruga discovered that the artist
had applied a layer of water-based primer over the earlier

tOpwuii ViBaHoBUY MTMMEHOB - Yuri PIMENOV -
BeHeuus. MocTt yepes Venice. Bridge over
kaHan. 1958 a Canal. 1958

XoncT, macno. 61,4 x 50,3
YacTtHoe cobpanune, MockBa
®dparMeHT KapTuHbl nocne
pecTtaBpaLmn

Oil on canvas. 61.4 x 50.3 cm
Private collection, Moscow
Detail of the painting after
restoration
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Restoration: the Discovery of a New Artwork by Yuri Pimenov

{ Black Women in a Forest
near Moscow
Details of the painting
before the restoration

Herputanku

B NOAMOCKOBHOWM polye
DdparMeHTbl KapTUHbI
[0 pecTaBpauum

work before beginning the new painting. With time, this
layer of primer became thinner and the bonding with the
paint became weaker, leading a previous owner to cover
it with a thick layer of varnish to strengthen the surface, a
varnish that ultimately yellowed with time. This discovery
led to the idea of peeling apart the various layers, given
that the presence of the primer meant that the upper lay-
er of paint was not in direct contact with the lower layer,
which meant that there was a real chance of dividing the
two compositions and transferring the upper painting to
a new canvas.

The process of cleavage or separation between lay-
ers of paint is one of the most challenging tasks related
to the restoration of paintings. Igor Grabar approached
the problem as far back as the 1920s in the research and
administrative centre he founded for the study and pres-
ervation of artistic treasures (now known as the Igor Gra-
bar All-Russia Art Research and Restoration Centre) and,
since then, the technique has continued to develop.

In the early days, the exfoliation of small fragments of
later sections of paint was carried out with the aid of ace-
tic acid. In the 1940s, well-known restorers, such as Vasily
Kirikov, Viktor Filatov and Viktor Bryagin, carried out
research into the process, on which basis later experts
concluded that its success is often largely dependent on
the talent and knowledge of the restorer themselves.

In the 1950s, restorers abandoned the use of acid-
ic and alkaline solvents due to the effect their fumes
had on pigments and paint layers. Restorers decided to
adopt “volatile” solvents that posed no danger of pen-
etrating deep into the layers of the actual painting. In
the 1970s, researchers at the All-Russian Central Scien-
tific-Research Laboratory for the Conservation and Res-

toration of Artistic Treasures in Museum
Collections concluded that it is best to

1 Viktor Filatov, Restoration of

Russian Icons. Moscow, 2007
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strip layers from small sections — around
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{ HerputaHku

Sofia Chapkina

{ Black Women in a Forest
near Moscow
Details of the lower middle part
of the painting before the restor-
ation, with a pigment loss, where
one can see the underlying paint
layer of a different painting

B NOAMOCKOBHOWM polye
DparmMeHT HUXHel cpeaHen
4aCTU KapTUHbI O pecTaBpauunm,
C yTpaToil KPaCOYHOro cnog, rae
NPOCMAaTPUBACTCA HVXKENeXaLLnii
CIOW XXKMBOMUCKU APYrOV KapTHHbI

10 x 10 cm — of a painting at a time before joining them
carefully together. Research into the cleavage was also
undertaken abroad. Of one example, described in a pa-
per on restoration, it was written: “a metal chest was pre-
pared with a piece of fleecy fabric soaked in a solvent
laid at the bottom and a metal grille placed on top to hold
the artwork.” The use of such a system means that the
upper layers of the painting are acted upon by the va-
pours of the solvent being used.

To this day, no universal method of separating bet-
ween layers of paint has been invented. Everything dep-
ends on the painting or icon in question and an individual
strategy is adopted in each instance.

The preparations for the cleavage of this painting be-
gan with the creation of an appropriate base onto which
the upper layer of oil paint could be transferred. A classic
doubling canvas was prepared on a sub-frame, then cov-
ered by a series of layers — the first made up of starch,
the second of 5% sturgeon glue, the third of 7% sturgeon
glue without honey and the fourth of sturgeon glue with
honey.

In order to protect the upper layer of paint from dam-
age during the transfer, a protective paste was applied to
its surface. This was done using cold 5% sturgeon glue
to avoid it penetrating to the layer of water-based primer
beneath. At the same time, it was necessary to prepare
a film that would preserve the layer of paint applied by
the artist. The restorers put together a box the same size
as the painting’s canvas, the bottom and sides of which
they covered in polyethylene plastic. They then poured
a pool of PVB 10% solution diluted with ethanol into the
bottom of the box in order to form the actual film. Even
when completely dry, this film came away from the poly-
ethylene plastic and, most importantly, maintained its
elasticity. They placed the film atop the protective paste
now covering the upper layer of the painting, having first

“Grany” Foundation Presents



PeCTBBpaLLMHZ OTKpbITUE HOBOIro NnponsseaeHns mDMﬂ MumeHoBa

Pyra o6HapyXwun, 4To XyAoXHUK, Npexage 4em nucatb
HOBYIO KapTUHY, CTapylo MOKPbIT BOAOIMY/TbCUOHHBLIM
rpyHToM. Co BpeMEHEM OH cTan XpYynKuMm, cuenneHune
C XMBOMUCHBIM CNoeM ocnabno, n, 4tobbl YKpPenuTb
MOBEPXHOCTb KapTWHbI, NpeabliayLnin Bnageney no-
KPbl/1 €e TONCTbIM CMI0eM /laka, KOTOpPbIA CO BpeMeHeM
noxenten. 3TO OTKPbITUE MOCAYXWUIO0 NPeanoroMm Ans
OCYyLLEeCTBIEHNA UAen paccrioeHnsa”, Tak kak 6raroga-
P TakOMYy FPYHTY BEPXHWUIA CMOM XUBOMUCU HUKAK HEe
COMpUKacancs C HMXenexawmm 1 NnosABuACS peanbHbIn
LaHC pa3genntb ABE KOMMNO3MLUUM C MEPEHOCOM BEPX-
HeWl Ha HOBOE OCHOBAHMe.

*Flpoyecc pacc/10eHnss — oanH U3 CaMbIX C/TIOXKHbIX
MEeTo4oB B pecTtaBpaLnmn XUBOMUCH. dTUMU pa3paboT-
Kamu cTan 3aHmmatecs ewe W.3. pabapb B 1920-x
rogax B OCHOBOUHHOM MM HQY4YHO-QAMUHUCTPATUBHOM
LeHTpe Mo N3YyHEeHUIO N COXPAHEHUNIO XY[OXECTBEHHbIX
LeHHOCTel (HbiIHe Bcepoccuiicknii Xy[oXeCTBEeHHbIN
HAy4YHO-PEeCTaBPALMNOHHbIA LEHTP UMEHW akagemuka
N.2. Thabaps), nosgHee OHU TAKXE MPOAO/IKN/TACE.

CHa4asa npoBoAM/INCE  OTC/IOEHUST  HEOO/IbLLINX
ppPArMeHTOB MO3[HUX 3ANUCeN C UCMO/Tb30BAHUEM YK-
CycHow kucoTel. B 1940-x rogax nccnegoBaHus no pac-
C/I0EHUIO MPOBOANIN TAKNE BUAHbBIE PECTABPATOPbI, KOK
B.O. Kupukos, B.B. ®unaros, B.E. bpsirnH. OcHOBbIBASICb
HQ HUX, NPULLN K BbIBOAY, YTO yCHexX pPAcC/I0eHUs 3a-
YacCTyr 3aBUCUT BCE-TAKU OT TA/IQHTA U 3HAHWI PECTAB-
paropa.

B 1950-x rogax pectaBpatopk! Mo/IHOCTbIO OTKA3Q-
JINCb OT KUC/IOTHbIX U LLE€/IOYHbIX PACTBOPUTE/IEN, TAK
KAK uX napbl BAUSIZIN HA U3MEHEHUST MUIrMeHTd B KPa-
COYHOM crioe. bbisio pelweHo ncnosib30B8are 6osee ne-
Ty4yne pacTBOPUTE N, KOTOPbIE HE MOI/In Obl MPOHUKATH

®oHa «[paHn> npeacTaBnseT

HerputaHku

B NOAMOCKOBHOW poLye
[Mocne nepeHoca aBTOPCKOro
KPaCOYHOro C/109 Ha HOBOE
OCHOBaHue

PeHTreHorpamma npaBoro
yyacTka KapTuHbl
(PEHTreH KapTUHbI OBEPKM/Ib)

Codhbs HYankuHa

Black Women in a Forest
near Moscow

After the transfer of the upper
paint layer onto a new base

X-ray image of the right part of
the painting (“over keel” X-ray)
with a gondolier

®dparmMeHT C roHAo0NbEPOM

Br/1y6b XnBOMNnMcHoro csos. B 1970-x rogax 8 BLIHW/I-
KP (Bcepoccuiickasi UeHTpasibHAss Hay4YHO-NCC/1eq0Ba-
Te/1IbCKast /1a60PATOPUST 10 KOHCEPBALMUU M pecTaBpa-
U My3€eiHbIX Xy[OXECTBEHHbIX LE€HHOCTEHN) NpuLLn
K BbIBOAY, YTO MOXHO OTC/1aMBATb HEOO/ILLUNE YHACTKU
xuornmcu pasmepom 10 x 10 cm, KOTOpble Brioc/ies-
CTBUM HYXKHO OYEHb TOYHO COEANHSITD.

3a pybexom TakXe 3aHMMASIMCb UNCC/1e[0Ba-
HUeM paccsioeHus. B ogHom u3 npumepos, OnMCaH-
HbIX B paboTax o 3TOMYy METOAY, CKA3QHO: «...Obl/1
M3roTOB/IEH META/I/INYECKUIA SLLNK, HO [HO KOTOPOro
nomewjasiacb 6akKa, MPOMUTAHHAS PACTBOPUTE/IEM,
CBepxy yCTAHAB/IMBA/IACL META/I/IMYECKAS CETKA, HA
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Restoration: the Discovery of a New Artwork by Yuri Pimenov

wiped the paint with alcohol to give it a temporary sticki-
ness lasting just a few seconds (until the alcohol evapo-
rated). They then smoothed the film with a fluoropolymer
spatula to make sure that it was lying smoothly across
the entire surface and that no air bubbles were trapped
between the layers.

The next step was to select the type of solvent that
would be used to separate the layers. Tests were carried
out to this end on a small section of no more than1x1cm.
The task was a complex one, insofar as the solvent had
to have very specific properties — it had to be capable of
penetrating the upper layer of paint and the primer with-
out affecting the painting lying beneath. After a thorough
series of experiments, a suitable solvent was identified,
consisting of one part white spirit, one part water and one
part alcohol. The upper layer was softened by the alcohol
fumes — but held together thanks to the protective paste

PaccnoeHnuve 2/3 BepxHero cnog
XMBOMWUCHK C HAKATKOW Ha Ban

Separation of two-thirds of the
upper paint layer with its rolling
onto a drum

The Tretyakov Gallery Magazine #1(74)/ 2022

Sofia Chapkina

PVB film made to match
the size of the painting

[Mnenka NBB, nsrotoBneHHasa
B pasmep KapTuHbl

MpoGHbIN thparmeHT
PaCcCNOeHNA KapTUHbI

Test section of layer
separation

and PVB film — while the water-based primer between
the paintings became more elastic. However, as the alco-
hol quickly evaporated, its effect was maintained by the
more stable white spirit (which doesn’t dissolve oil paint)
and water, which prevented the fumes from penetrating
any further into the layers of paint. In this way, the mix of
solvents acted only upon the upper layer of paint and the
water-based primer, leaving the lower layer of paint un-
touched. All that was left was to decide upon the length
of time the painting was to be exposed to the solvent
mixture — anywhere from 30 minutes to three hours was
possible.

In the end, the following process was developed: the
painting was generously coated in the solution (one part
white spirit, one part alcohol, one part water) for a mod-
erate exposure time of two hours, before an incision was
made using an ophthalmic scalpel along the upper edge,
beginning from the corner. Then, the restorers began to
remove the upper layer of paint, supporting the pigment
with a pair of tweezers and working gently to prevent the
layer from tearing. It was necessary to slice the primer
roughly in half, so that a portion of it was left on both the
upper and lower layers of paint, protecting them from
harm. When a significant portion of the painting was rev-
ealed, the paint layer began to dry out. In order to prevent
this, it was essential to dampen it from both the inner and
outer sides (in those parts that had already been separat-
ed) using a vaporiser filled with a carefully selected sol-
vent. Once approximately 20% of the painting had been
separated in this manner, the upper layer was gradually
rolled onto a drum to prevent any fractures. The principle
of rolling paintings in the process of cleavage mirrors that
of rolling oil paintings for transportation.
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®unaros B.B. PectaBpauus npo-
M3BEAEHU PYCCKOR MKOHONUCK.

M., 2007.

PeCTBBpaLLMHZ OTKpbITUE HOBOIro NnponsseaeHns mDMﬂ MumeHoBa

KapTuHbl nocne paccnoexus nog,
npoMuNakTUYeCKOW 3aKNerikon

The paintings after the separation
covered with a protective paste

KOTOPYIO BMOC/EACTBUMN YK/IAAbIBAIN
pa6orty»'. Takum o006pa3oMm, BoO3Ael-

CTBUE HA BEPXHWIA C/10M XUBOMUCHU

poncxoansIo 3a cYeT rapoB pacTBo-

putenen.

[Jo cerogHsWHero BpPeMEHU He
n306penn yHMBepcanbHOro cnocoba
paccnoeHunsa. Bce 3aBUCUT OT KOH-

KPETHO B3ATOM KapTUHbI NN UKOHBI, U
K Kaxxgom paboTte NnpuMeHaeTca MHau-
BMAyanbHbI nogxoa.

MoarotoBKa K pacc/iioeHuto 6bina
HayaTta C U3roTOBNEHUS OCHOBbI AN
rnepeHoca BEPXHEro cnos MacngaHom
xunsonucu. Ha paboyem nogpamHu-

Ke Obl1 MPUrOTOBMEH KaCcCUYEeCKni
Ay6nnpoBOYHbIA XOncT. [lepBbIA CAol Npoknensanu
Kpaxmanom, BTopoii — 5% oceTpoBbIM KNeeM, TpeTmn —
7% oceTpoBbIM Kneem 6e3 Meaa, YeTBEPTbIA CoN —
OCEeTPOBbIM K/1€EM C MEAOM.

YT10O6bI 3aLNTUTL OT MOBPEXAEHNN BEPXHUI Kpacou-
Hbli CNOW MEePEeHOCUMMOM XUBONUCKH, TPeO6OBaNoOCh Ha-
HEeCTW Ha XMBONUCb NPONNaKTUYECKYIO 3aKNenky. [le-
naTb 3TO Hago 6bI/10 Ha XONOAHbIA 5% oceTpoBbIi KNew,
4TOObI N36EeXaTb ero NPOHMKHOBEHUS B HUXXeNexXallni
C/OM BOAO3MY/IbCUMOHHOMO FPYHTA, @ TaKXXE HY>XXHO 6bI/10
M3roTOBUTb MNIEHKY, MNPefoXpaHAloLyl0 aBTOPCKUIA
crnon. 1na 3Toro cMactTepunu SWwmK B pasmep XnBonuc-
HOrO MOMIOTHA, AHO M 6OKa KOTOPOro NPOAOXUIN NOAN-
3TUNEHOBOW MneHKoWn. Jna co3gaHua NnfeHKU Ha OHO
Hanunu nyxuuy n3 10% pactesopa BB, paszBegeHHoOro
B 3TMNOBOM cnupTe. [laxe npu NO/THOM BbICbIXaHUM 3Ta
nneHKa otgensanack OT NONM3TUNEHA, @ FNaBHOeE, CoXpa-
Hs/la CBOM 3MacTU4YHble CBOWCTBA. [1pUrOTOBMEHHYIO
NAEHKY MOMOXMWAN Ha NPONNaKTUYECKYIO 3aK1ernKy Ha
BEPXHEM C/10€ XMBOMWUCK, NPpeaBapUTE/IbHO NPOTEPEB
CMUPTOM, YTOObl HA HECKO/IbKO CEKYHA, MoKa CMUpT He
MCcnapuTcs, NpuaaTte el Knesuwyt Cnoco6HOCTb; Npwu-
rnagunn ToponaacToBbiM LWNateneM, YTobbl NAEHKa
nerna poBHO Ha BCIO MOBEPXHOCTb XXWUBOMUCU U HE OCTa-
NOCb Ny3bIpbKOB BO3AYyXa MeXay C/I0AMMU.

3aTeM nopgobpanu CcoCTaB pacTteBoputenein anda
paccnoenuq. MNpobbl OCyLWecTBAANCL Ha HEGOMNbLUOM
yyactke 1 x 1 cMm. CnoxHoCTb nogbopa 3akndanach
B MPOHMKAIOLWMX CBOMCTBaAX PacTBOPUTENA — OH [Of-
XeH Obl/1 MPOHMKaTb CKBO3b BEPXHWUIA CMOWN XMBOMUCK
M TPYHT, He 3aTparvBasa Huxenexawmin akTypHbIi
cnon xusonucu. NMocne AnuTenbHbIX U3bICKaHWA Obin
nogobpaH noaxoasfwnin pacTtBopuTesb
(yanT-cnuput — 1 yactb, Boga — 1 4acTb,
cnmpT — 1 vacTb). bnarogapa cnupTto-
BbIM MapamM BEpPXHWN KpPaCOYHbIW C/0Wn

®oHa «[paHn> npeacTaBnseT

Codhbs HYankuHa

pasmsaryancs, HO yaepxuBancs 3a cyeT npodunakim-
yeckoli 3akneriku n NBB-nneHkn, BOAO3IMY/NbCUOHHbI
ME/I0BOW FPYHT MeXAY CNOSAMU XUBOMUCU CTaHOBU/ICS
6onee 31acTUYHbBIM, HO, TaK KakK CnUpT BbICTPO yrneTy-
yMBasCa, Ha ero MecTo MpPUXOoAUNIN MeHee neTyuduni
yauT-CnMpuT (OH He PacTBOPSAN MACNSHYK KpPacky) u
BOAA, KOTOPAas He NO3BONS1a CAMPTOBbLIM NapaMm NpoHU-
KaTb Aanblue Briy6b XMBOMUCK KapTUHbL. Takum obpa-
30M, CMeCb pacTBOPUTEIEN BO3AENCTBOBAA TOMbKO Ha
BEPXHWUIA CAOI XMBOMUCU U BOAOIMY/TbCUOHHbIA MENo-
BOW FPYHT, NPW 3TOM HUXHUN C/OM XMBOMNUCU OCTaBan-
CHA HenoBpexXaeHHbIM. Hy>XHO 6b1110 yCTaHOBUTL BpeMs
3KCNO3MLUMKN, @ OHO MO0 B6biTb 0T 30 MUHYT A0 3 Yacos..

B wutore 6bina BbipaboTaHa MeTOAMKA: KapTUHY
OGUIBbHO NPOMUTbIBANW pPacTBOPOM (yalT-cimput —
14acTb, cNUpPT — 1 4acTb, BoAa — 1 4acTb); nocne Bbiaep-
>XX@HHOW 3KCNOo3numnm (2 Yaca) BAO/b BEPXHEro Kpas, C
yrna, genanuv Hagpes rfa3HblM CKanbnenem U HadmHa-
NN OTAENATb BEPXHUIA CIOWM XMBOMUCK, NMPUAEPXMBas
KPaCo4HbIN CNON NUHLETOM, 6€3 HaTSXKW, Tak, YToObl
KPaCOYHbIN CNOW HE MOT JIOMHYTb. [PYHT HY>XHO 6bIN0
paccnavBaTtb MOYTM NonosiaM, YTobbl OCTanacb 4acTb
rPYyHTa Ha BEPXHEM U HA HUXKHEM CMI0AX XMBOMUCHK, TEM
CaMbIM 3alunLLaa OT NMOBPEXAEHUA aBTOPCKYIO XUBO-
nucb. Korga oTkpbiv 4OCTATOYHbIA YHACTOK XXMBOTMUCH,
Kpacou4HbI cnon Havan nepeckbixate. EFro Heo6xogmnmo
OblNI0 YBNAXHATb KaK C HAPY>XXHOWN, Tak U C BHYTPEHHeN’
CTOPOHbI, FAe XMBOMUCh YXe 0TC/I0M1AaCh, C MOMOLLbIO
nynbBepusaTopa, 3anpaBaeHHOro Nnogo6paHHbIM pac-
TBOpUTENnem. Otcnome npmbnnsmtenoHo 20% xuneonu-
CK, OTC/IauBaeMyIo 4acTb MOCTEMNEHHO HakKaTbiBanu Ha
Bas, 4Tobbl n3bexaTb ee U3nomoB. NpuUHUMA HaKaTbl-
BaHWA XWBOMWUCKM B PacC/ioOeHUN MOBTOPSAET MpUHLMUN
HaKaTbIBaHUS Ha Ba/l Mac/I9HOM XUBOMUCK MPU TPaHC-
NOpPTUPOBKE.
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Restoration: the Discovery of a New Artwork by Yuri Pimenov

BeHeuuna. Moct 4epes kaHan
KapTnHa nocne paccnoenna

{ Venice. Bridge over a Canal
The painting after the layer
separation

The work demanded speed and intricate precision.
It was made more complex by the highly textured na-
ture of the painting hidden beneath, which meant that
the slightest slip could have caused the loss of a thickly
applied brush stroke. It was also clear that the process
could not be paused even for a moment — from start to
finish, it lasted close to eight hours.

Immediately after the process of cleavage had been
completed, and while the painting wrapped around the
drum still retained its elasticity, it was transferred onto
the doubling canvas. The work was copied from the roll
onto the new base. The restorers then smoothed the
work through a fluoropolymer film and wrapped it in a
large quantity of paper before placing it under a marble
press for stabilisation. A day later, seeing that the excess
moisture and solvent had not been fully absorbed, they
replaced the paperin order to complete the process. They
replaced the paper repeatedly over the course of three
days, and then kept it under the marble press for another
two weeks to ensure that the transferred layer was entire-
ly stabilised on its new base. The second, underlying layer
was also strengthened, using 5% sturgeon glue as rapidly
as possible, and pressed under a weight for 24 hours.

Two weeks later, after the painting was completely
dry, the cigarette paper was removed with the help of a
cotton wad moistened in warm water in just the same way
as protective seals are usually removed.

The cleavage was carried out successfully, but several
months’ worth of restoration work was still required before

The Tretyakov Gallery Magazine #1(74)/ 2022

{ BeHeuus. MocT yepes kaHan

Sofia Chapkina

{ Venice. Bridge over a Canal
The painting after reinforcement
of the artist’s paint layer covered
with a protective paste, upon
thorough removal of surface
contamination

KapTiHa nocne noBTOPHOro
yKpenneHna aBTopckoro
KPaco4HOro /108 nog,
NPOMUNaKTUYECKOM 3aKNENKON.
[Tocne nonHoro yaanexHus
NMOBEPXHOCTHbIX 3arPA3HEHU

the artist’s paintings could be presented to the general
public. Yuri Pimenov’s finely executed “Black Women in a
Forest near Moscow”, with its complex colouring, was re-
vealed fully after the removal of the thick layer of yellowed
varnish. The painting that had been hidden underneath
was revealed to be, as had been anticipated, the exquisite
Italian sketch “Venice. Bridge over a Canal” (1958). We can
only speculate as to the reasons why, 10 years after its
creation, the artist decided to paint over it.

The professional knowledge, intuition, inner certainty
and craft demonstrated by the restorer Vasily Ruga have
enabled us to enrich the historiography of Pimenov’s cul-
tural legacy and add to the public’s understanding of the
exhibition of one of the classics of Soviet art, which was
presented in a major exhibition at the Tretyakov Gallery
in 2021.

The experts listed below rated the restoration
work highly:

Aleksei Rudyagin, artist and first-category restorer;
Vladimir Markovin, artist and higher-category re-
storer;

Leonida Trubnikova, higher-category restorer;
Larisa Yasnova-Golitsyna, artist and second-cate-
gory restorer;

Igor Vinogradov, first-category restorer;

Eugenia Alyokhina, art historian;

Lyubov Lapteva, art historian and expert on the
art of Yuri Pimenov;

Aleksei Berezin, restorer, expert-technician.

“Grany” Foundation Presents



PeCTBBpaLLMHZ OTKpbITUE HOBOIro NnponsseaeHns mDMﬂ MumeHoBa

HerputaHku B nogMmockoBHoli poute  Black Women in a Forest near
KoHnel 1960-x — Hayano 1970-x Moscow. Late 1960s — early 1970s
BeHeuuns. MocT yepes kaHan. 1958 Venice. Bridge over a Canal. 1958
KapTuHbl nocne pectaBpaumm The paintings after restoration

PaboTta gonxHa 6blfia BECTUCb AOCTAaTOYHO ObICTPO
M C IOBENMPHON TOYHOCTbIO. YCNOXHANAacb paboTta Tem,
UTO HUXenexalnii CNon XMBoNUcK B6binl PakTypHbIM,
niob6as HETOYHOCTb MOrfna CTOUTb CPE3aHHOW 4acTu
nacTo3HOro Maska. TakXxe Obl/I0 MOHATHO, YTO paboTy
Mo OTC/IOEHUIO HENMb31 OCTAHABAMBATb HW Ha MUHYTY.
OHa gnnnacb 6€3 Manoro 8 4acos.

Mocne paccnoeHus B CPOYHOM nopsake, noka xXu-
BOMUCb Ha Bany Oblna ewe AOCTAaTOYHO 31aCTUYHOW,
NPUCTYNUIN K €€ MepeHeceHntio Ha OyO6NpPOBOYHbIA
xonct. Paboty ¢ Bana cay6nmpoBann Ha HOBOE OCHO-
BaHue. lNpornagme yepes hTOPONIACTOBYIO MAEHKY U
3a510XuB 601bLINM KONMYECTBOM Bymaru, paboTy ocTa-
BM/W NOA MPaMOPHbIM MPECCOM Ha CYyTKU Ansa ctabu-
nusaumn. Yepes cyTku 3aMeHunn bymary Ha Apyryto,
TaK Kak U3NULWKW BAarn u pactesopurteneit NonHOCTbo
He yxoauau C XumBonucu, a 6ymara norsaoliana 3t us-
nnwkun. Tak 6yMary MeHsanun B TedeHue 3 AHel, a 3aTem
paboTy ocTaBunM NOoA4 MPaMOPHbIM MPECcCOM Ha 2 He-
aenv ang nosiHom crabunmsaumnm CoeMnHeHUa nepe-
HECEHHOro C/105 XMBOMUCK C HOBOW OCHOBOW. BTopas,
HMXenexatllas paboTta Toxe 6bina ykpenneHa 5% oce-
TPOBbIM K/IEEM B CPOYHOM MOpPAOKE M OCTaBMEeHa Ha
CYTKWN NOJA rPy30M.

[Mocne NOAHOro BbICLIXaHUA Yepe3 ABe Heaenu na-
NMPOCHYto Bymary yaanuam npu NnoMoLLmM BaTHOro TaMm-
MoHa, CMOYEHHOro B Ten/oi Boae, Tak Xe, KaK 00bI4YHO
yoansaioT NnpodunakTUYEeCcKyto 3aknenky.

PaccnoeHne 6bi10 BbINOHEHO YCMELWHO, HO MNo-
TpeboBanuchb elle Mecsubl pectaBpaunun, 4tobbl 3pu-

®oHa «[paHn> npeacTaBnseT

Codhbs HYankuHa

TeNlb CMOr yBMAETb CO3[aHHble XYOOXHWKOM KapTu-
Hbl. CoXHas Mo KOMOPUTY U TOHKAasA MO WCMOSIHEHUIO
xuBonucb lOpusa MNMumeHoBa Ha kKapTuHe «HerputaH-
KW B NMOAMOCKOBHO/ poLlle» OTKPbINacbh NOC/Ee CHATUSA
TOMICTOrO MOXENTEBLUEro c/os faka. Huxenexalien
KapTUHOWM OKa3asncs, Kak WU npegnonaranocb, npekpac-
HbIA UTaNnbAHCKNIA 3Tiog «BeHeumna. MocTt yepes kaHan»
1958 roga. MOXHO TO/bKO AoragbliBaTbCA, MO KaKoW Npu-
UMHe Yyepes AecATb NeT XyA0XKHUK peLUn/ 3anmcaTtb ero.

MNpodeccnoHanbHble 3HAHUA N UHTYULNSA, BHYTPEH-
HAS YBEPEHHOCTb U TPYAOCMNOCOOHOCTL pecTtaBpaTopa
Bacunua Pyrn nossonunmn o6oratutb nctopmorpaduio
TBOpYeckoro Hacneaua Opua NumeHoBa 1 4ONOAHUTL
npeacTaBneHna 3putene o6 s3KCno3numMm ogHoro 13
K/1aCCMKOB COBETCKOrO MUCKYCCTBa, NpeacTaBfeHHOMN
Ha maclwTabHOW BbICTaBKe B 3anax focyfapcTBeHHOM
TpeTbskoBckon ranepeu B 2021 roay.

BbICOKO oLeHnNu NnpoBeaeHHy paboTy no
pPacCnoeHunto:

A.T1. PyosarnH — xyooXxHuK-pectaBpaTop nep-
BOW KaTeropuu,

B.B. MapkoBWH — XyAOXHUK-pecTaBpaTop BbIC-
wen kateropum,

J1.A. TpyOGHMKOBa — pectaBpaTtop BbICLIEN
Kateropum,

J1.10. AcHoBa-lonuubIHaA — XyQOXHUK-pecTaBpa-
TOp BTOPOI Kateropuu,

N.H. BuHorpagoB — pectaBpaTop NepBomn KaTe-
ropum,

E.FO. AnexuHa — uckyccreoBeq,

J1.I. TanteBa — UCKycCTBOBEA, NccnegoBartenb
TBOpYecTBa lO.N. NMnumeHoBa,

A. BepesnH — pectaBpaTop, 3KCNepPT-TEXHO/IOT.

TpeTbakoBckasa ranepesa N°1(74) /2022
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