THE TRETYAKOV

GALLERY

MAGAZINE

TPETbAKOBCKAS

Ne3 2004 (04)

JONOTAf KAPTA POCGHM

PYCCKMHM NER3AX
JNOXH NbBA TONCTOrQ

[ . l:.\_\_

© INTHE AGE O TOL

PHENOMENON OF REALISM

SERGEI TRETYAKOV

%

0 A
g A 2l ! e 1 =P d a0 W : |
F. T TR, 'L ;' i ! il -1 et
~ "TATE MODERN GALLERY - : et

1 et ; 5 Tl A b = | o -"\'1 r".-... | s e £y
i S L [ Hr&-.: s _13'_‘_1- £ o,
i :l'h:.-r-'. -'.-- .-‘...-.'1 ; ] L | - : L 4, L X R ; i & ol

-"-..'_.:_ ';_1-._1*'.",;"_" T -i" l'" B i '
r o o _l&: " ., .

* L
o W L7 i gt
PR bt W e T S é- tn AT
]

. : e i i
L= ' : 'f..é_/ A B ¢

9“?85599 “0291

21

05 >




NPOEKT

3oJioTag
KapTa

Poccuwn
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Tm M EH c K M M KIOMeHCKOMY 06/1aCMHOMy My3el0 u306pasumesibHbIX UCKYCCIMe Hem euje u

nosiseKa, 00HAKO e20 KoJ/UTeKyuu UHmMepecHbl U MHO2006pa3HbI. lHu npeo-

A4 A4
0 B" AcTH 0 M M v3 E M CMasJiIAim He MOJIbKO Kiiaccu1decKoe pyccKoe u 3anaaHoeBponeiicxoe uc-

Kyccmso, HO U pe2uoHaJibHoe: npOU3BeaEHUﬂ MeCmHbIX »Xusonucyes

" 3 0 5 PA3 " T E" b H blx XIX-XX seKos, mM060JIbCKYIO pe3Hy0 KOCMb, 3HAMe HUMb e TIFOMeHCKUE KOB8-

M c Kv c CTB Pbl, 06beMHYI0 pe3bby C pacmumesibHbIMU MOMUBAMU, MUNUYHbIMU 01 Oe-
pesAHHO20 3004ecmsa KIOMeHU, a Makx¥e msop4yecmso Hapooos [6cko2o

uesepa. OuH u3 uHmepecHeliwux pa3odesio8 cobpaHua — cubupckue

UKOHbI.

WcTtopusi Mysesa HauuHaeTcs B
1956 rogy. Toraa CoBeTtom MuHucT-
poB PCOCP 6bino npuHATO pelue-
HWe 0 co3AaHunn B TIOMEHN KapTuH-
HOW ranepen. nA Hee BblAenuAx
CTapUHHbIA Kyrneyeckuint oCoOHAK
Ha LEHTpaNnbHOM ynuue ropoga.
8 ceHTa0psa 1957 roga ranepes ot-
Kpbinack ana ny6nvku. lNepsoHa-
YyanbHO B coOpaHWM HacYUTbIBA-
nocb Bcero 120 sKkcnoHaToB, B TOM
uncne okono 70 KapTUH pYyCCKMX
XYLOXKHUKOB, nepefaHHbIX 13 Tio-
MeHcKoro 1 TobonbcKoro Kpaesea-
YeCKMX My3eeB.

N3 TiomeHcKkoro Kpaeepguyec-
KOro Myses MNoCTYynuaAu MONOTHA
®.C.PokoToBa, ®.A.BpyHn, N.UJle-
BUTaHa, YHWKanbHas A Havana
XVIII Beka nctopuyeckas KapTvHa
«[luHapuii Kecaps» HeW3BeCTHOro
PYCCKOro  XyAOXHWUKa  Kpyra
A.AMatBeeBa, B cBOe BpeMsA nepe-
AaHHaa u3 locypapcTBeHHoro 3p-

MUTaXxa.
[FHEPHELIOB KW.TOPBATOB » Ko BTopoit nonosuxe XVIII cto-
Moct ®epaviHanaa B Bere. 1840 3UMHMI 3aKaT
Metann, macno. 57,5x84 1917. ®parment NneTnsi OTHOCATCA 6AM3KMe napcyHe
M306pa)KEHVI$| MuTpononmTa Moah-
G.G.CHERNETSOV K..GORBATOV M _
Ferdinand Bridge in Vienna. 1840 Winter Sunset Ha IMaKkcmmosmya 1 narbl pUMCKO
0il on metall. 57.5 by 84 cm 1917. Fragment ro, cosgaHHble B TobosnbeKe. B 3to
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BpeMs OH Obl1 BaXHeNLWUM ropo-
pom Cubupy, ee HeodumumanbHoM
CTONNLEN, HO, B CUJTY 3HAYUTENbHON
yAaneHHoctn oT Mocksbl 1 [leTep-
Oypra, MECTHOe MCKYCCTBO OTCTaBa-
110 OT CTO/IMYHOTO MO MeHbLUEe Me-
pe Ha nosnseka. Kpome ynomsHy-
TbIX nopTpeToB, u3 TobonbcKoro
KpaeBefyeckoro My3es B THOMEH-
cKoe cobpaHue nepeaaHbl paboTbl
B.A.TponunHuHa, WU.K.AiiBasoBcKo-
ro, A M.BacHeuoBa.

B 1970 ropy KapTuHHan rane-
pes nepeexana 13 CTaBLUEro CAuLL-
KOM TecHbIM ocobHsAKa B 6onee
npocTopHoe 3aaHue, a B 1989 rogy
Oblna nepemMeHoBaHa B TiOMeH-
CKuin obnacTHoi My3eli n3obpasu-
TeNbHbIX UCKYCCTB.

Hanbonee 3HauuTtenbHoe no-
nonHeHne (oOHAOB MPOM30LLIO B
1960-1970-e rogpl, Korga B 4acT-
HbIX cobpaHusax MockBbl 1 JleHWH-
rpaga npuobpetanucb paboTbl
K.A.KopoBuHa, B.J.MoneHoBa,
C.A.BuHorpagoBa, I1.B.Ky3HeuoBa,
b.M.KycTtoaneBa 1 apyrmx xyaoxHu-

} Ye REPIN »
KkoB. Ceityac B coBpaHUM - OKOMO Portrait of M.K.Oliv
12 ThicAY eAnHNL, XpaHeHus. MMas- 1906
. Qil on canvas
HOW ero ropA0CTbIO ABNAETCA XUBO- 90 by 72 cm
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CUNbBECTP
LWEAPVH
Bonbuwoi ¢poHTaH
B Kactennamape
1820

Xonct, Macno
37x27

SILVESTER F.
SHCHEDRIN

Big Fountain in
Castel Lamar. 1820
Oil on canvas

37 by 27 cm

HeunsBecTHbIn
XYLOKHUK

nepBoii MONOBUHbI
XIX Beka. Kpyr
A.l'BeHeunaHoBa (?)
CemMeiiHbIn nopTpeT
1830

Xoncr, macno. 106x85

Unknown artist

of the 1st half

of the 19th cen.
A.G.Venetsianov's Cir-
cle (?)

Family portrait. 1830
0Oil on canvas

106 by 85 cm

W.E.PEMUNH »
Moptper M.K.Onus
1906

Xoncrt, macno. 90x72

nucb pycckux xyaoxHukos XVIII -
Hayana XX BeKa.

MopTpetHas ranepes Myses Ha-
cunTbiBaer Gonee 100 npoussege-
Hui. Cpean noptpetoB XVIII - nep-
Bo uetBepTn XIX Beka - paboTbl
B.J1.boposukosckoro u gaxe C.C.LLy-
KWHa, KOTOpble OCOBEHHO peako
BCTPEYAIOTCA B PErvoHajbHbIX MY-
3eiHbIX cobpaHusax. Poccuka (atoT
TEPMUH MPUHAT AN 0603HaYeHUs
TBOpYECTBa 3anajHOeBPONenCKNX
macTepoB, paboTaBwux B Poccun)
npeactaBneHa B TioMeHU npou3sBe-
AEHVAMU XYA0XHWKOB, NMOb30BaB-
wuxca 0cobbIM pacnonoxeHnem
pycckux 3akasumkoB XVIII cTone-
™A, - utanbaHua MbeTpo AHTOHMO
Potapu n aBctpuitua VoraHHa ba-
Tucta Jlamnu-ctapuwero. CobpaHuve
MOPTPETOB My3eA COLEPKMT W Mo-

NIOTHa PYCCKUX MacTepoB MepBoMu
nonosuHbl XIX Beka - A.l.Beneymna-
HoBa, B.A. TponuHuHa, C.K.3apsaHKo,
a TaKXe 0YeHb UCKpeHHue paboTbl
HEen3BeCTHbIX XYAOXHWKOB 3TOrO0
nepuvoga. Cpean npowusBeaeHuUn
BTOpPON nonoBuHbl XIX - Hayana
XX Beka 0co6eHHO MHTepecHbI Nop-
TpeTbl, HanucaHHble W.E.PenuHbim,
AA.fonoBuHbiM, b.M.KycToamessbim,
P P®anbkom u M.@.LLieMAKMHBIM.
MensaxHas »xwuBonucb B TiO-
MeHCKoM cobpaHumn no pasHoobpa-
310 UMEH U XYA0XEeCTBEeHHOMY Ka-
yecTBy He ycTynaeT MOpPTPETHOI.
B skcno3unumm Mysed npoussepe-
HuA mactepoB KoHua XVIII - Hauana
XIX Beka - wBega beHbamMuHa MMa-
TepceHa, pabotaBlwero B Poccuy,
Cunb.®.Wenpuna, M.H.Bopobbesa,
6patbeB [L[. 1 H.MYepHeuoBbix.
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MNeinsax BTopoi nonosuHbl XIX Be-
Ka npeAcTaBieH KaK NMpUYecKoin
nvHnen AK.Caspacosa n ®.ABa-
CUNbeBa, Tak U 3NNYECKUMU NONOoT-
Hamn N.N.IWUnwknna, N.K.AriBasos-
ckoro n AlN.boronio6oBa.

BbiToBOM XaHp, nony4mBLIMIA
ocoboe pa3ssuTue B 1850-1880-e ro-
b, BbI3bIBAET HEU3MEHHbIV MHTEpec
y Ny6nvKu. B TrOMeHCKoi Konnekumm
IKCMOHMPYIOTCA  KapTWHbI  nepe-
nBuxHUKoB [.I'Macoeposa, H.B.He-
BpeBa, B.E.MakoBckoro.

HeBennko, HO o4eHb wu3bIC-
KaHHO cobpaHuve XMBOMUCK Haya-
na XX BeKa: 34eCb KapTUHbl npeg-
cTaBuTeNen BaXHENLLNX XyA0XKecT-
BEHHbIX 00beanHeHuin «Mup uc-
Kyccta», «[onybas posa» n «Coto3
pycckux xypoxHukos» - A.H.Be-
Hya, K.A.KopoBuHa, 1.B.Ky3Heuo0Ba,
C.A.BuHorpagosa, C.HO.Xykoscko-
ro, b.1.Anncdenbaa, A.E.Apxmnosa.
Pa6otbl b.M.Kyctoamnesa «Kynanb-
wuua» n «Moptpet goktopa C.AJTo-
6vMoBa ¢ cobaKoi» AeMOHCTpUpY-
10T NtoBUMble TeMbl TBOPYECTBA XYy-
DOXHUKA.

TiomeHCKMIN 06nacTHo Myseit
n306pa3uTeNbHbIX WCKYCCTB CO-
34an CBOW Konnekuuto Gnaropaps
CaMOOTBEPXKEHHOMY TpyAy MHOrmX
3aMeyaTeNbHbIX JiloAei, cpean Ko-
TopbiX BblaensercA ¢urypa Esre-
Hua KoHctaHTuMHOBMYa Kponnay
(poa. B 1924). 3a Bpema paboTbl B
TioMeHCKOM My3ee OH cymen co-
6paTb M U3y4UTb 3HAUUTENbHYHO
4yacTb MPOU3BEAEHUN PYCCKOW XW-
Bonmcu XVIII - Hayana XX Beka, a
TaKXKe MOArOTOBMI M U3JaN NepBblIii
Katanor Mysen. bonbwyio ponb B
dhopmMMpoBaHUK «nnLa@» THOMEHCKO-
ro cobpanus coirpana Henu Xasu-
Myxame[oBHa llanxTamnHoBa
(1942-2001), aBTOp MHOrOYMCNEH-
HbIX MyBAMKaLMA 1 co3aaTenb Kon-
NeKUMN TPaaNLMOHHOIO KpecTbAH-
CKOr0 MCKYCCTBa TIOMEHCKOro Kpas.
My3eii BeaeT akTUBHYt paboTy no
n3y4eHuto, 06paboTKe 1 BBEAEHNUIO
B Hay4Hblii 060POT HaKOMIEHHOro
XY[,0XKeCTBEHHOro Matepuana.

Hadexda Bacbkosa
Hamanws Toacmas

30/10TAS KAPTA POCCUN
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C.H0KYKOBCKUI
KHsxeckuit som
oceHbto. 1909
Xoncrt, Macno
64,2x84,5

S.Yu.ZHUKOVSKY
Prince’s House

in Autumn. 1909
Oil on canvas
64.2 by 84.5 cm

C.ABNHOTPALIOB
OXOTHUK € NbhKamu
1912 (?)

Xoncrt, Macno
85,5x77

S.AVINOGRADOV
A Hunter with Skis
1912 (?)

0Oil on canvas
85.5by 77 cm

M.®.LLEMAKUH
Moptpet [lykmacoBoii
1914

Xoncrt, Macno
152,8x102,5

M.E.SHEMYAKIN
Portrait of Dukmasova
1914

Oil on canvas

152.8 by 102.5 cm
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C.C.LLYKMH
MopTpet KHA3A
MN.B.JlonyxuHa. 1826
KaptoH, macno
16,5x13,2

S.S.SHCHUKIN
Portrait of Count
PV.Lopukhin. 1826
Oil on cardboard
16.5 by 13.2 cm

NPOEKT

3oJiotasa
KapTa

poccun

TYUMEN
REGIONAL
MUSEUM OF
FINE ARTS

C.K.3APAHKO »
MopTper HensBecTHON
1840-e

XoncT, Macno
54,5x46,2

S.KZARYANKO »
Portrait of an Unknown
Woman. 1840s

Oil on canvas

54.5 by 46.2 cm

10 RUSSIA’S GOLDEN MAP

TYUMEN REGIONAL MUSEUM OF FINE ARTS MAY BE COMPARATIVELY
YOUNG - IT HAS YET TO MARK ITS 50TH ANNIVERSARY - BUT OFFERS
VISITORS A VERSATILE AND EXCITING COLLECTION ENCOMPASSING
CLASSICAL RUSSIAN AND WESTERN EUROPEAN ART, AS WELL AS
WORKS BY LOCAL PAINTERS OF THE 19TH-20TH CENTURIES;
TOBOLSK BONE-CARVERS AND FAMOUS TYUMEN CARPETS; THREE-
DIMENSIONAL CARVING WITH VEGETATION ORNAMENTS WHICH WAS
SO WIDELY USED IN WOODEN BUILDINGS IN TYUMEN; AND, FINALLY,
THE ART OF THE PEOPLES OF THE OB RIVER REGION IN THE FAR
NORTH. ONE OF ITS MOST INTERESTING PARTS IS THE SIBERIAN

ICONS SECTION.

The history of the museum started
with the directive of the Council of
Ministers of the RSFSR in 1956 to
establish a picture gallery in Tyu-
men. An old merchant mansion in
the city's central street housed
the exhibition, and in 1957 the
museum received its first visitors.
In the beginning the collection
had only 120 exhibits, most of
which (70) were pictures from the
Tyumen and Tobolsk ethnographi-
cal museums.

Tyumen contributed canvases
by FS.Rokotov, FA.Bruni, l.l.Levitan
and "Caesar’s Denarius" by an
unknown painter of the early 18th
century from A.Matveyev's school,
which was very unusual for its time,
originally received from the State
Hermitage.

Tobolsk donated local "Par-
suna" (a style very close to the tra-
ditional iconography) portraits of
Metropolitan loann Max-imovich
and the Pope. At the time Tobolsk
was the most important town of
Siberia, but given the great dis-
tance between this unofficial cen-
tre of Siberia and Moscow and
St. Petersburg, the development

of art lagged behind by at least
half a century. Works by
V.ATropinin, I.K.Aivazovsky and
A.V.Vasnetsov were also frans-
ferred from the Tobolsk Ethno-
graphical Museum.

By 1970 the merchant's
house had become too small for
the collection, and it was relocated
into a more spacious building, then
in 1989 renamed as the Tyumen
Regional Museum of Fine Arts.

Maijor acquisitions were made
in the 1960-70s when the muse-
um bought works by K.A.Korovin,
V.D.Polenov, S.A.Vinogradov, PV.Kuz-
netsov, B.M.Kustodiev, and other
artists from private collections in
Moscow and St. Petersburg. Today
there are nearly 12,000 exhibits in
the collection, centred around
Russian painters of the 18th -
early 20th century.

The 18th century is represent-
ed by V.L.Borovikovsky, even
S.S.Shchukin (whose works are
very rarely found in regional collec-
tions) and slightly over 100 other
portraits. 18th century artists who
earned great popularity among
Russian art-loving clients include

30/10TAS KAPTA POCCUN
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< B.B.KAHINHCKUN V.V.KANDINSKY

Komnosuuma. 1916
Xoncr, macno. 66,5x59,5

the Italian Pietro Antonio Rotari,
and the Austrian Johann-Baptist |
Lampi, the Elder, who represent
"Rossika” (this unusual term refers
fo pictures by Western European
artists who worked in Russia).
A.G.Venetsianov, V.A.Tropinin,
S.K.Zaryanko and some other un-
known Russian portrait painters of
the second half of the 18th century
are also in the collection. From the
19th - early 20th century, portraits
by I.E.Repin, A.Ya.Golovin, B.M.Kus-
todiyev, R.R.Falk and M.FShem-
yakin are of particular interest.
The wonderful landscape col-
lection is as full of diverse masters
as the museum’s portrait gallery,
boasting outstanding artists of
the late 18th - early 19th cen-
turies, including the Swedish
artist Benjamin Patersson who
worked in Russia, Silvester
F. Shchedrin, M.N.Vorobyov, and
the Chernyetsov brothers. The
section dedicated to landscape
painting of the second half of the
19th century includes lyrical
artists such as A.K.Savrasov and
F.A.Vasilyev, and epic canvases by
I.1.Shishkin, |.K.Aivazovsky and
A.PBogolyubov. Genre paintings

Composition. 1916
Qil on canvas. 66.5 by 59.5 cm

that were popular in 1850-80s
still enjoy public interest, with the
Tyumen collection featuring the
Wanderers (peredvizhniki) artists
G.G.Myasoyedov, N.V.Nevrev, and
V.Ye.Makovsky.

The art of the 20th century is
represented by a tiny number of
exclusive paintings by artists from
the main artistic associations, like
"Mir Iskusstva" ("World of Art"),
"Golubaya Roza" ("Blue Rose")
and the Union of Russian Artists:
A.N.Benois, K.A.Korovin, PV.Kuz-
netsov, S.A.Vinogradov, S.Yu.Zhuk-
ovsky, B.L.Anisfeld, A.Ye.Arkhipov,
and B.M.Kustodiev's "A Bathing
Woman" and "Portrait of Doctor
S.Ya.Lyubimov with the Dog", in
which the painter continues to
explore his favourite topics.

The Tyumen Regional Museum
of Fine Arts gathered its rich collec-
tion due to the work of many inter-
ested individuals. Yevgeny Konst-
antinovich Krollau (born 1924)
made a contribution fo the collec-
tion, providing scientific descrip-
tions for a significant part of Russ-
ian painting of the 18th - early
20th centuries: he was also respon-
sible for the first catalogue of the

B.M.KYCTOONEB
MopTpet pokTopa
C.A.JlobumoBa

¢ cobakoit. 1905
Xoncrt, macno. 160x65,5

B.M.KUSTODIEV
Portrait of Doctor
S.Ya.Lyubimov

with the Dog. 1905
Oil on canvas

160 by 65.5 cm

B.MNAHUCOENBL
laBaHb. 1910
Xoncrt, macno. 59,5x73,5

B.ILANISFELD
Harbour. 1910
0Oil on canvas
59,5 by 73.5 cm

30/10TAS KAPTA POCCUN

Museum. Another acclaimed muse-
um expert, the author of numerous
publications and curator of the col-
lection of folk art of the Tyumen
Region, Neli Khazimukhamedovna
Shaykhtdinova (1942-2001)
played a major role in creating the
"image" of the museum. Today the
work of the Tyumen Regional
Museum of Fine Artfs is concen-
trated on collecting, studying and
exhibiting the invaluable tresures
housed in the Museum.

Nadezhda Vaskova
Natalia Tolstaya
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Pycckun nensax anoxu JibBa Toncrtoro

B IMONCKAX KPACOTbI 1 TPABb

JKyCCKasA »usonuch 0esAMHAOUAMOo20 8eKa no-NpexHeMy npedcmassiAemcs Ha 3anade He
CMosbKO WKMol U KpynHbIMU AsneHUAMU, CKo/IbKo omOe/ibHbIMU UMeHaMU. Henex sne-
yamasroweli 8bicmasKu «FJlb s KenuH. #yccKuli cekpem», cocmosswelica 8 BudepnaHoax
8 2001 200y, obecneywi 3HMy3UA3M ee UHUYUAMOopOos NPO00/LKUMb Npe3eHMauLIo pyc-
CKO20 K/1aCCUYeCKO2 OUCKY/CCIMBG, <NOKA3aMb HeYIMOo 3HaYUMe/IbHOe, XapaKMepHo pyccKoe,
HO 00 cux Nop MaJ10 u3gecmHoe 3anadHoli ny6uKe». KaK poouiack udes 8bICMABKU, NO-
cseAweHHoU pyccKoli neli3axHoll Jusonucu, op2aHu3amopamMu Kkomopoli 8bicmynusiu by-
3eli [poHuHezepa 8 [poHuHzeHe (Budepnandbi) u BayuoHanvHas 2anepes 8 hoHdoHe
(BesukobpumaHus), y4aCMHUKaMU — KpeMbAKOBCKAsA 2anepes, Xycckul My3el, Buxe-
20podckuli xydoxecmseHHbIl My3el, By3eli pycckozo uckyccmea 8 Auese.

<« ATBEHELMAHOB
Ha »arBe. Jleto. Okono 1825
XoncT, Macno. 60x48,3

Ymobbi sepHo cydums

0 npou3ssedeHuU UCKyccmaa,

u mem bonee nelizaxa,
HeobxoduMo scez0a umems

8 BUQY XapaKmep CMpaHbI

U Npupodbl, KOMopble CYKUAU
emy Modesblo.

Amutpuin Tpuroposuy

B Haweli 6edHoli cesepHoli
0o/1uHHOU npupode ecmb
mpoaamesibHasA npesecme,
ocobeHHo 6U3KaA HaweMmy
cepduy. Cenbckue 8udbl HaWu
He 3ad8uHynuch 8 Moell naMamu
Hu sudom CoppeHmo,

Hu Pumckol Kamnanbed,

HU Hacynuswumucsa Anbnamu,
Hu 602amo 8030e/1aHHbIMU
pepmamu Anenuu. Hawu
becKoHeyHble 1y2a, NOKpbImble
posHoli 3e/1eHblo, ycnoKoumesib-
Ho xopowu, 8 Haweli cmenAwed-
A npupode... YMo-Mo Makxoe, 4mo
noemcs 8 pyccKol necHe, 4mo
KposHO om3bisaemcsi

8 pycckol dywe.

Anekcanap lepuer

Pycckui nemsax

<« ALEXEI VENETSIANOV
Harvesting in Summer. c. 1825
Oil on canvas. 60 by 48.3 cm

My3en [poHuHrepa, [poHMHreH:
14 0exabps 2003 - 18 anpens 2004

Pycckui nensax anoxm Jibea Tonctoro

HaunoHanbHas ranepes, JIoHaoH:
23 utoHa - 12 ceHmsabpsa 2004

eBATHaALaToe CToNeTe B UC-
TOPUU WCKYCCTBA Hepenko
Ha3blBalOT «BEKOM neli3a-
*un3ma». Takoe onpegenexve
Kacaetcs 1 ToTanbHOro pac-
NpOCTpaHeHNA «“KNBOMNWUCHOro» B3rNAda
XYAOKHUKOB Ha OKpYXatoLLmin MUp, 1 0CO-
60oro nonoxeHus nensaxa Kak »aHpa, B
KOTOpoM Obinu cpenaHbl Hanbonee cme-
Nble TBOpPYeCKMNe OTKpbITMA. [loBcemecT-
HO B EBpone LAY MOUCKN HaUMOHaIbHbIX
NCTOKOB N Haumouaanoﬁ €caMoObITHOCTW.
371 nounckm obpallanm B3opbl BCex yyacT-
BYHOLKMX B }XMBOM XyA0XeCTBEHHOM Npo-
Lecce K cOGCTBEHHOM WUCTOpUM, COBpe-
MEHHOW XM3HW, HenoBTOPUMOW PofHOM
npupoge. TunuyHbie 4YepTbl MeCTHOro
naHpwadTa, X BOCMPUATME U NO3TUYeC-
KOe OCMbIC/IeHNe NUCATeNAMU U KUBO-
nUCLaMmM CBA3bIBANMCH C 0COOEHHOCTAMM
HauMOHaNbHOr0 MMPOOLLYyLUIeHNA.

loBopA 06 aHrmuMicKkoM neii3axe
XIX BeKa, Mbl, HaBepHo, MoK Bbl ynoms-
HYTb TONIbKO ABa UMeHw: [)koH KoHeTebn 1
[xo3ed Mannops Yunbam Tephep. Bce
CKa3aHo 1 Bce AcHo! Pycckuin xe feBaT-
HaALaTbIl BEK B €BPOMENCKOM CO3HaHUM
- 370, Npexje BCero, CToNeTvie BeaVKoMn
nutepatypbl: A.C.MNywkuH, J1.H.Tonctoi,
A.T1.YexoB... HeckonbKo TyMmaHHoe 1 cnop-
HOe ANA 0TeYeCTBEHHOrO 3pUTeNs HasBga-
H1e 3KCNO3ULUM NPON3BEAEHUI PYCCKUX
nensaxucroB XIX Beka B HaunoHanbHom
ranepee JloHgoHa - «Pycckuin nemsax
3noxu J1bea Toncroro» - y 6puTaHLEB Bbl-
3blBaeT BMoOJIHe ACHble accouunaunn.
MNpenctaBnena Poccua nepuopa «BoiHbl
1 Mypa». lNoKka3saHbl roAbl, B KOTopble pas-
BMBaeTcsA fieiicTBMe pomaHa «AHHa Kape-
HMHa». JKcno3uuma 3aBepluaeTcA nep-
BbIM gecATunetmeM XX BeKa, BpeMeHeM
yXofia 13 XW3HU U MUPOBOW NMTepaTypbl
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The Russian Landscape in the Age of Tolstoy

IN SEARCH OF TRUTH AND BEAUTY

TO THIS DAY, NINETEENTH-CENTURY RUSSIAN ART IS KNOWN TO THE WESTERN
PUBLIC THROUGH SPECIFIC ARTISTS RATHER THAN CERTAIN SCHOOLS OR
MAJOR EVENTS. THE SUCCESS OF THE ‘ILYA REPIN: RUSSIA’S SECRET EXHIBITION
HELD IN THE NETHERLANDS IN 2001 ENCOURAGED ITS ORGANISERS TO CONTIN-
UE SHOWING RUSSIAN CLASSICAL ART IN THE WEST AND TO ‘BRING VIEWERS
SOMETHING IMPORTANT AND TYPICALLY RUSSIAN, YET LITTLE KNOWN TO THE
WESTERN PUBLIC.” HENCE, THE IDEA OF HOLDING AN EXHIBITION OF RUSSIAN
LANDSCAPE ART. THE ORGANISERS OF THIS EXHIBITION ARE THE GRONINGEN

GRONINGER MUSEUM IN THE NETHERLANDS AND THE NATIONAL GALLERY, VATIEBUTAH »
LONDON. VISITORS WILL HAVE THE OPPORTUNITY TO ADMIRE PAINTINGS FROM 3;:::‘ ;as;"o'f"éif'zi‘;@%] 897
THE STATE TRETYAKOV GALLERY, RUSSIAN MUSEUM, NIZHNY NOVGOROD ART

MUSEUM AND THE KIEV MUSEUM OF RUSSIAN ART. ISAAK LEVITAN »

Spring Flood. 1897
Oil on canvas. 64.2 by 57.5 cm
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‘In order to correctly assess

a work of art, especially a land-
scape, one must always bear in
mind the particular country and
natural surroundings which
served as its model.’

Dmitry Grigorovich

‘Our modest northern valleys pos-
sess a charm which is particularly
moving to our hearts. Sorrento
and the Roman countryside, the
towering Alps and the wealthy
cultivated farmlands of England
were powerless to replace in my
memory our own Russian coun-
try landscapes. The fine fields of
even, endless green are so sooth-
ing to the soul! Spreading before
us, the Russian countryside is
filled with... something that
inspires our Russian songs and
echoes deeply in our Russian
hearts.’

Alexander Herzen

CURRENT EXHIBITIONS

The Russian Landscape

The Groninger Museum, Groningen:

14 December 2003 - 18 April 2004

The Russian Landscape in the Age of Tolstoy

The National Gallery, London:

23 June - 12 September 2004

n art history, the nineteenth century is
often referred fo as the century of
landscape painting. This is due both to
the universal acceptance of artists’
‘picturesque’ view of the world and to the
special place held by landscape painting
in nineteenth-century art as the area of
the boldest creative endeavour. All over
Europe, artists were turning fo their roots
and national character. This vital creative
pursuit brought them face to face with
their history, present-day life and, among
other things, the unique landscape of their
native country. The local countryside and
the way it was perceived and interpreted
by artists and writers formed part of the
national Weltanschauung.
In speaking of nineteenth-century
English landscape painting, one only need
mention two artists: John Constable and

Joseph Mallord William Turner. These
names speak for themselves. When think-
ing of nineteenth-century Russia, however,
most Europeans are put in mind of its
great literature, Pushkin, Chekhov and Tol-
stoy. To the Russian viewer, the title of the
National Gallery's exhibition of nine-
teenth-century Russian landscape paint-
ing - The Russian Landscape in the Age of
Tolstoy’ - may sound somewhat vague and
even debatable. Yet for the English art-
lover it conjures up perfectly obvious asso-
ciations. He expects to be shown Russia
at the time of War and Peace, to witness
the times of Anna Karenina. The exhibi-
tion ends with the first decade of the twen-
tieth century - the time of Tolstoy's death.
The name of Leo Tolstoy marks an entire
era. Thus, the title of the exhibition not
only determines the period to be covered.
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JlbBa Toncroro, Ybe MA 03HaMeHo-
BaNno uenyt 3noxy. BbibpaHHoe
ANA BbICTAaBKM Ha3BaHWe onpefe-
NIAIET N XPOHONOTNYECKNE PaMKK, 1
CO3/aeT NOHATHBIN 3anagHoMy ye-
JI0BEKY VICTOPUYECKUI KOHTEKCT,
CKYJBTYpHbI 3HaMeHaTeNb» KOTo-
poro ABnANa BeNMKaa pycckas nu-
Tepatypa.

B 1827 ropy Anekceit Bene-
LIMaHOB, PaccyAas 0 XyA0XKHUKe B
CaMOM LUMPOKOM CMbIC/Ie CJ0Ba,
3aMeTU/l, Y4TO OH «..He YTO MHOoe
€CTb, KaK nuvcarenb, KOTOpblii 06~
3aH CBOM MbIC/IN U3BACHATb XOPO-
LU0, KpacHo, pasyMHO W NpaBAMBO,
¢ GnaroHaMepeHHO Lienbto Hernpe-
MeHHO...». [Tpu3HaHHbIN MacTep,
OCHOBATeNb LIKOJbI, €OTeL, pyCCKO-
ro GbITOBOrO aHpa» U pojoHa-
YaNbHWK OTEYECTBEHHON MJeH3p-
HoW xwmBonucu BeHeumaHoB, yun-
TbIBasA HerpepeKaeMblil aBTOpUTeT
NMTepaTypHOro TpyAa, anennupyer
K OCHOBHbIM KPUTEPUAM €ro OLeH-
k1. OH roBopuT 0 MpaBunax, Kpa-
coTe, HaTypanbHOCTU U MO3UTWB-
HOCTW 06pa3HOro BbIpaXKeHUs, Xa-
paKTepu3yloWwmX UCTUHHOE TBOP-
yectBo. K nepBoit Tpetu cronetns
y4ebGHble npaBuna, 06pasibl U He-
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06xoauMble 3HaHUA Bblay AOCTyN-
Hbl 1 6e3 nomMex Mo BbITb 0CBO-

€Hbl 0TEYECTBEHHBIMU XyA0XHUKa-
mu. Cropbl BO3HMKaNW BOKpYr Bey-
HOW npobnembl obpeTeHns «pea-
Na» 1 ero OTHOLIEHUA K «AeiCcTBU-
TenbHOCTWY.  [INA TanaHTAMUBBIX
«suponucues» Cunbectpa Lllea-
puHa u Muxauna Jlebegesa, B3pa-
LLleHHbIX K/lacCUYecKoln cuctemon
aKazemuyeckoro obpasoBaHus,
«npeanbHbIMW» MO OMpeAeseHunto
Obiin  06pasbl Utanuu: Buabl Pu-
Ma 1 ero okpectHocTen, Heanons,
Amanbtu, CoppeHto. BonwebHoe
conHue Wtanum npoceetnsano v Ha-
CbILLAN0 COYHOCTBIO KONOPUCTUYE-
CKYI0 ManuTpy PYCCKUX XYAOXKHM-
KOB, MAMKUIA KNMMaT MaHun pabo-
TaTb BHe CTEH MacTepcKoK, Habnto-
AaTb 3a CBETOBbIMM U aTMocdep-
HbiMn nsMeHenuamu. C.lleapuH
Hanwucan B cepeauHe 1820-x rogos
He MeHee BOCbMW KapTuH «HoBbIl
Pvm. 3amok cB. AHrena», npu pas-
HOM OCBELLEHUU, YyTb MEHARA TOUKY
3peHus, oTAanAA u npubnmxas
nnaHbl. CxoAHyl0 3ajayy cTaBui
nepes coboit M.Jlebeaes, noero-
pas Ha npotsxeHun 1835-1836
rogos BuA «Apuyun 6113 Puman.

THE TRETYAKOV GALLERY #3' 2004

M.MNEBEJEB. Apnuya 6113 Puma
XoncT, Macno. 54,2x44

MIKHAIL LEBEDEV. Ariccia near Rome
Oil on canvas. 54.2 by 44 cm

It provides a historical background
which, defined culturally through
the work of a great literary figure, is
accessible to the Western viewer.

Examining the role of the
artist in the broadest possible
sense, in 1827 Alexei Venetsianov
wrote that he is “...in fact a writer
who must express his ideas well,
eloquently, sensibly and truthfully,
and always with good intention.” A
renowned master and founder of
his own school in art, father of
Russian open-air and genre paint-
ing, Venetsianov was aware of the
indisputable power of literature
and mindful of the chief criteria for
its assessment. For him, true art
was characterised by certain rules,
beauty and natural, positive
expression. By the first third of the
nineteenth century, guidelines for
the study of art, models and infor-
mation were readily accessible and
available to Russian artists. The
eternal question of the ideal and its
relation to reality was hotly disput-
ed. For the falented landscape
artists Silvester Shchedrin and
Mikhail Lebedev, views of Italy were
ideal by definition. Classically
trained, they painted Rome and its
environs, Naples, Amalfi, and Sor-
renfo. The magical sun of Italy
brightened and enriched their
palette, whilst the mild climate
beckoned them fo leave their stu-
dios and paint outside, observing
the changes in light and atmos-
pheric conditions.

During the mid-1820s,
Shchedrin produced at least eight
versions of ‘New Rome: The Castle
of San Angelo. These were painted
in different light conditions and
from different viewpoints, some
closer to the castle, some further
away. Constantly returning to his
landscape ‘Ariccia near Rome’ dur-
ing 1835 and 1836, Lebedev
undoubtedly sought the same goal.
The terraces and alleys in the
works of Lebedev and Shchedrin
are alive with the striking contrast
of light and shadow, blistering heat

and cool freshness. In ltaly, the
artists’ sight grew keener, yet the
ideal beauty ‘in which nature was
bathed’ put them in mind of the
invariable models. ‘In Italy, you will
remember Claude Lorraine. You
will be reminded of him at every
turn, wrofe Lebedev in a letter to
Russia, describing his impression
of the Italian countryside. Never-
theless, the impact of nature and
contact with other painters, which
brought them closer to the interna-
tional art scene, liberated Russian
artists. Their work became imbued
with a striking sense of freedom.
Unusually for a Russian painter,
Shchedrin could be said to have
influenced an entirely new move-
ment, the so-called Posillipo school
with which the Italian artists Giac-
into Gigante, Gabriele Carelli and
Achille Vianelli became associated.
Mikhail Lebedev, who analysed the
work of foreign landscape artists
such as the Austrian Josef Rebell,
the Norwegians Johan Christian
Dahl and Thomas Fearnley and
English artists whose names he
does not mention, also produced
some extremely promising results.
In his work outdoors Lebedev, in
fact, went further than most of his
contemporaries. “..The English, the
French, the Germans - they all
merely sketch from life and then
spend the winter conjuring up
Albano, Ariccia or Nemi. | do not
like their method. It seems sinful
not to paint from life in Italy - after
all, what can be better than reali-
ty!" wrote the artist in one of his
letters to Dmitry Grigorovich in
1835. Sadly, Lebedev's artistic
growth came fo an abrupt end
with the painter's death at the age
of twenty-six.

The determined pursuit of
truth and similar attempts to per-
ceive and portray the subject
directly, bypassing classical mod-
els, could also be observed in Rus-
sia. In the early 1830s Venetsianov
appealed to painters fo ‘portray
everything exactly as it appears in
life! Venetsianov's artistic vision
was formed by his non-reflective,
Renaissance-style worldview. The
well-known specialist in Italian art
history V.N.Graschenkov astutely

ddeKTHbIe KOHTPACTbI CBETa U Te-
HW, OLLyLLEHME 3HOA U XUBUTENb
HO npoxnagbl nepeaaHbl B pabo-
Tax WeapuHa n Jlebepesa c 1306-
paxeHunem Teppac u annei. po-
teccroHanbHoe 3peHMe pyCCKMX
XyAOKHUKOB B WTtanum craHosw-
7I0Cb TOHbLUE, HO UAeanbHas Kpa-
COTa, «pa3nuTas B NPUPOAE», BO3-
Bpallana namATb K HeW3MeHHbIM
obpasuam. «Korga Bbl Gyaete B
Wranuw, Bel BcnomHute Knog Jlop-
peHa - Bbl ero Ha BcAKOM lary
yBuamTe», - nucan B Poccutio o cBo-
€M BOCMPUATAN UTaNbAHCKON Npu-
poapl Jlebeses. TeM He MeHee sp-
Kne HaTypHble BreyaTieHus, u-
Boe 06LeHNe, KOTOpoe MO3BOAAN0
MO3HAaKOMUTbCA C WHTEpPHaLWO-
HaNbHOW XYLOXECTBEHHON «KyX-
Het», pacKpenoLany XyA0XKHWKOB,
UX TBOpYeCTBO npuobpetano Bre-
yatnsiowyto ceoboay. Peakuii ans
CyAbObl  PYCCKUX  XYAOXHWMKOB
¢akt: Cunbsectp LeapuH okasan
B/VAHME Ha Liefoe HampaBsieHve,
TaK HasbiBaemylo wkony Mosunnu-
Mo, KOTOpYl MoaAepxanu utanb-
sHCKMe xuBonucupl K xuraHTe,
[Kapennu, ABwuanennu. Muxaun
JlebeaeB, KoTopblii BHUMATENbHO
npucmaTpuBanca K TBOPYECTBY
WHOCTPaHHbIX Men3axuncToB (aBcT-
puiita W.PeGens, HopBexLues
NXHdana n T®upHnes, aHrnyaH,
YbMX UMEH OH He YMOMUHAEeT), A0~
6unca MHorooGeLanLmx pesyib-
TaToB, a B paboTe Ha nneHspe Jle-
GeneB nowen Janblue MHOTUX CO-
BPEMEHHMNKOB. «.AHrnnyaHe,
(paHLy3bl, HeMLbl, BCe TONbKO C
HaTypbl fenatoT 3TiofAbl, Aa NOTOM
3UMOI counHAT To AnbbaHo, To
Apuyuno, To Hemus; He nto6to A nx
mMeToA. MHe KaxeTcs rpewHo B
Wtanun pabotatb 6e3 HaTypbl, 4TO
MOXHO CpaBHWUTb C npasgon!» -
npusHaBaica OH B OAHOM W3 Mu-
cem 1835 ropa Amutpuio lpuropo-
Buuy. K coxaneHuto, paHHAA
CMepTb XyAOXHWKa, B BO3pacTe
ABajLaTy WecTy neT, obopBana ero
TBOpYECKOe pa3BuUTUe.

MpAmMoe, He onocpesoBaHHoe
Knaccmyeckumm obpasuyamu, 00-
LeHVe C HaTypoW, 3TU peLunTeNb:
Hble MOACTYMbI K «NpaBAe» npowc-
XOAWAW 1 Ha pyccKon nouyse. «Hu-
yero He n3obpaxaTb MHAYe, YeM B
HaType ABAAETCA®, - NPU3bIBa XU-

Bonucues B Hayane 1830-x rogos
BeneunaHoB. PeHOMeH xypoxecT-
BEHHOro BuAeHus BeHeumaHoBa
o6ycnoBneH ero peHeccaHCHbIM
«He pedneKcMpyloLwmMM» MUPOBOC-
npuatneM. M3BecTHbln UCTOpPUK
uTanbAHCKoro mckyccrea B.H.[pa-
LLeHKOB 04YeHb TOYHO cpaBHWN Be-
HeLMaHoBa C mMacTepaMmyl paHHero
Bospoxpenusa. «Hatypa» asnser-
CA XXMBOMMUCLYY KaK COBepLUeHHOe,
cylyecTBytolee No NPUHLMMY No-
BTOPAEMON LMKANYHOCTA MUPO-
YCTPOMCTBO, M YeNoBeK — ero He-
OTbem/ieMan yacTb — TaKKe BbICTy-
naeT HOCWTeNeM naeanbHoN 1 Bey-
HOW KpacoTbl. Y BeHeumaHoBa HeT
HeKpacuBoii NpUPOAbI, ero nepco-
HaXW - MO3TUYHbI, HETOPOM/IMBSI,
OHM NpebblBalOT B rapMOHUK C OK-
pyxawowmm nx mvpoMm. B cBoen
nAeanbHOCTM U FapMOHUYHOCTU
KapTWHbI pycCKon npupoabl BeHe-
uMaHoBa ONM3KM WTaNbAHCKUM
Bugam LllegpuHa, Ho uenoBeyec-
Kne QUrypku B LEAPUHCKMX Kap-
TUHaxX - 310 ctaddax, y BeHeuma-
HOBa - 3TO U306paKeHWs, XOTA U
VAeanun3vpoBaHHbIe, PyCCKUX Kpe-
CTbfIH, OKpYXKaloWuMX ero Niogen.
MHTepecHo oTMeTUTb 0cobble Npu-
eMbl BeHeuyaHoBa, Koraa oH Mac-
wTabHo YKpynHAeT ¢urypy, npu-
G1vKaeT ee K NepBOMy nnaHy, you-

likened Venetsianov to the early
Renaissance masters. The artist's
surroundings appear to him as a
perfect arrangement based on the
principle of cyclical repetition. As
an integral part of this universe,
man is likewise possessed of ideal,
eternal beauty. Nature in Venet-
sianov’s paintings is never ugly. His
characters are poetic, unhurried, at
peace with the outside world. The
ideal harmony pervading Venet-
sianov's views of Russian nature is
reminiscent of Shchedrin’s Italian
landscapes. Yet whilst Shchedrin’s
figures are staffage, Venetsianov's
are images, albeit idealised, of
those around him or of Russian
peasants.

Worthy of note is Venet-
sianov’s special technique in
enlarging his figures, bringing
them to the foreground and doing
away with all unnecessary defail,
thereby lending them an unreal,
mythologised quality. A master of
perspective, he deliberately imbues
his compositions with an even,
flowing rhythm which halts the
inexorable passage of time. In the
landscapes of Venetsianov and his
pupil Grigory Soroka one sees a lot
of clear, bright sky. These are calm,
contemplative views. The poetic

BbICTABKW

Cunbsectp ®. WEAPUH
Bua Amanbdn.1827-1828
Xonct, Macno. 44x61,5

SILVESTER SHCHEDRIN
View of Amalfi. 1827-1828
Oil on canvas. 44 by 61.5cm

nature of canvases by Venetsianov
and his followers is akin to the
verse of Afanasy Fet, albeit this was
written at a later date. A contem-
porary critic wrote of Fet: ‘Mr. Fet's
gift and the sensitivity of his soul fo
nature are truly remarkable. Whilst
a large number of poets are fond of
portraying only the most striking
and powerful natural phenomena,
Mr. Fet, on the contrary, turns to the
everyday... showing us the unex-
pected beauty of the most com-
monplace situations.

In discussing the history of
nineteenth-century Russian land-
scape, it is essential to note the
influence exerted on artists at that
time by the writers and literary
critics of the so-called natural
school. Their leader Vissarion
Belinsky was among the first to
refer to the Russian landscape as a
subject for painters. In his articles
of the 1840s he calls upon artists
fo turn fo reality. Interestingly
enough, in that decade the exhibi-
tions of the St. Petersburg Acade-
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®.ABACUNbEB. OtTenens. 1871
Xonct, macno. 53,5x107

FYODOR VASILIEV. Thaw. 1871
Oil on canvas. 53,5 by 107cm

my of Arts began to be dominated
by landscapes. Views of Russia
came fo be shown more and more
often. In the first half of the nine-
teenth century, series of paintings
and single works showing different
corners of the vast empire, includ-
ing the newly settled territories,
were often produced at the will of
the ruler or commissioned by influ-
ential figures. From the late 1850s
onwards, however, it became
increasingly common for artists to
travel independently. Fascinated
by the remarkably diverse land-
scape of their country, they would
embark on journeys to various cor-
ners of the empire. These national
motifs provided a firm base for
their work. They were able to dis-
cover new subjects and means of
artistic expression which were not
merely the product of a romantic
imagination; natural rather than
artificially invented. Reviewing
one of the academy’s exhibitions in
the mid-1850s, a critic wrote:
“...the encouraging aspect of this
exhibition, and, indeed, of the
whole Russian school, is the lack of

that theatrical quality and roman-
tic idealising which have so infect-
ed the latest French painting.

Around this time, Moscow
began to emerge alongside St.
Petersburg as a new centre of art.
With its deep-rooted national tra-
ditions, rich church architecture,
colourful diversity, ideological
freedom and increasingly power-
ful merchantry, the ancient capi-
fal provided an excellent environ-
ment for the development of art
and cultural life. Whilst the St.
Petersburg Imperial Academy of
Arts continued to produce tradi-
tional, classical landscape artists,
the Moscow School of Art and
Sculpture followed Venetsianov's
system of education based on
thorough study of the subject.
Tutors strove primarily fo instil in
their pupils a feeling of ‘Russian-
ness’ and a sense of patriotism. A
good example of this is the work
of Alexei Savrasov. In the late
1850s, Savrasov began to feach
the school’'s newly established
independent landscape class.
Recurrent motifs in Savrasov's
own work are views of the Volga
and Oka, country roads and cart-
tracks, symbols of the endless
Russian plains.

In 1862, the Art Lovers’ Soci-
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paeT NUIHWE AeTann - Bce 3TO
npvAaeT nepcoHaxam Mudonoru-
31pOBaHHbIV, HepeanbHbIN Xapak-
Tep. MacTep nepcrnekTuBbIl, OH CO-
3HaTeNbHO MPWAAET KOMMO3ULWK
pa3mepeHHbIN MIaBHbIA PUTM, OC-
TaHaBAMBasA HeyMONUMbIii ber Bpe-
MeHW. B neisaxax BeHeunaHoBa n
ero ydyeHuka [puropua Copoku
MHOTO ACHOTO W YMcToro Heba, co-
3epuatenbHoro nokosd. [Mo3Tuuec-
Kas npupoja Co3AaHHbIX Xy[0X-
HVWKaMu-BeHeuMaHoBLaMm obpa-
30B 61M3Ka HeckonbKo Gonee Mo-
37Hen no BpemeHu no3sum Ada-
Hacua @eta, JOCTOMHCTBA KOTO-
POl COBPEMEHHbI KPUTUK 00bsC-
HAN cnegytowmm obpasom: «.Jap
r. ®eta ¥ yyTKOCTb AywWwM ero K
npupoae nsymuTensHbl. bonblian
yacTb NO3TOB NOOMT BOCNPOU3BO-
AUTb TONBKO CaMble CUJbHbIE,
3 deKTHbIe ABNEHNA MPUPOAbI; Y
r. ®eta, HanpoTVB, HaxoAAT cebe
0T3bIB CaMble OObIJEHHbIE... U
3TU-TO 0OblAEHHbIE MOMEHTbI Mo~
KasbiBaeT . DeT B UX Henogo3pe-
BaeMoW KpacoTe.

PaccmaTtpmBaa  uctopuio
PYCCKOW Nen3a)KHOW LUKOMbl XKu-
BonucK XIX BeKa, Henb3A He 0TMe-
TUTb BINAIHVE HA COBPEMEHHMNKOB
npov3BeAeHUIN NucaTtenel U au-
TepaTypHbIX KPUTMKOB TaK Ha3bl-
BaeMOW HaTypanbHOW WwKonbl. Mx

nupep B.bennHckuin B cTatbAx
1840-x ropoB OfHUM M3 MepBbIX
3aroBOpU O PyCCKOM NPUPOAE Kak
npeaMeTe XyL0XEeCTBEHHOMo 1306-
pa)KeHWs, Npu3bIBas XM1BOMMCLEB
obpaTtutbes K peanbHoctu. Moka-
3aTelbHO, YTO B 3TO AecATuneTve
neisax cran npeobnagartb Ha Bbl-
cTaBKax netepbyprckoii  Akage-
Mun xygoxects. [TocteneHHo poc-
J10 YNCNO IKCMOHUPYEMBIX KapTyH,
TeMOii KOTOpbIX M36Mpanuchb BUAbI
Poccuun. B nepsoit nonosuHe cro-
JIeTUA CepUN 1 OTAENbHbIE NPOoK3-
BeAeHUs, n3obpaxasLie pasHble
BUAbI U BHOBb 0OXVBaeMble Tep-
puUTOpUM HeoObATHOW UMNepuu,
HepeaKo co3/aBanvch no Bose Mo-
Hapxa W 3aKa3aM BAWUATENbHbIX
nunu. HaumHaa ¢ koHua 1850-x ro-
J0B XYAOKHUKM BCe Yalle oTnpas-
NIATCA B CaMOCTOATe/bHble MO~
e34KW N0 CTpaHe, yBNeKaemble ee
pa3Hoobpa3HbiM  naHawahToM.
O6paTvBWMUCL K HALMOHAbHbIM
MOTMBaM, pyCCKMe Men3axucTbl
o6penv nog Horamu MoYBY, HaLL/M
HOBble, JIMLIEHHbIE pOMaHTUyec-
KO HayMaHHOCTW TeMbl 1 CPeACT-
Ba XY[A0XXECTBEHHOr0 BbIpaXeHUs.
PeueH3eHT ogHOM 13 aKagemuyec-
KUX BbICTaBOK cepeauHbl 1850-x
rofoB nucan: «.yrewuTenbHas
CTOPOHA HbIHELLHel BbICTaBKY, Aa
1 BoOOLLEe BCeil pyCCKOM LIKOMbI

COCTOWT B OTCYTCTBUW BCAKON Tea-
TPaNbHOCTU 1 TOM POMaHTUYECKOW
naeanbHOCTW, KOTOpOlo, Hamnpwu-
Mep, TaK 3apaxeHa HoBeWwas
(hpaHLuy3CcKas XK1BOMUCHY.

Hapsagy c Metepbyprom Ho-
BbIM XYAOXECTBEHHbIM LIEHTPOM
ctaHoBuTca  Mocksa. [lpeBHAs
CTONMLa, C ee CTapoOAaBHUMU MOY-
BEHHbIMW Tpaavuuamu, 6Goratoii
LLlepKOBHOW apXWUTEKTYpoW, BbiTo-
BOV NecTpoToit, Gonbluein naeono-
rMYeckoin cBOGOZON 1 KpenHyLmUM
KyneyecTBoM, cTana Gnaronpusat-
HbIM MECTOM A7 Pa3BUTUA UCKYC-
CTBa N XYAOXECTBEHHOM XW3HMW.
B MMertepbypre Wmnepatopckas
AKageMma XyLOXecTB MpoAOKa-
Nla BOCMMWTbIBATb NeN3aXNCTOB KaK
XMBOMNMCLIEB TPAANLIMOHHOW Knac-
cuyeckon wKonbl. B MockoBckom
yyunuuie XuWBOMUCKU WU BasAHUA
CnefoBanmn «BeHeLMaHOBCKOMY cu-
cteMe 00y4yeHWs, OCHOBAHHOWM Ha
TWATeNbHOM WM3YYeHUW HaTypbl.
[penopaBatenu B nepByl oue-
pedb CTPEMWIUCL PasBUTb B yue-
HUKaXx MOHATVE «PYCCKOCTMWY, YyB-
CTBO NaTpunoTM3ma. ApKuii npumep
Tomy TBOopyecTBO Anekces CaBpa-
COBa, BO3[MaBMBLLErO B KOHLe
1850-x rof0B cO37aHHbIN B yunnu-
Le He3aZonro A0 3TOro camocTos-
TenbHbIM Nen3axHbln Knace. [o-
BTOpAlOLMeca Tembl pabot Caspa-
coBa - BuUabl Bonrn n Oku, goporn
W npocenku, cumBonbl Beckpait-
Hell paBHWHHOM pYCCKOM npupo-
abl. B 1862 roay Ha cpeactsa 06-
wecTBa ntobutenen xyaoxecrs Ca-
BpacoBy 6bina npejocTaBneHa
BO3MOXHOCTb noceTutb Bcemup-
Hyto BbICTaBKy B JloHaoHe. Bo3spa-
wasck B Poccunio, XynoXHUK noce-
Tvn ®panuuio, Weeituapwio u lep-
MaHuto. B HekoTopbIx ero paboTtax
3TOr0 BPEMEHMW OLLYTUMO BAMAHWE
MaHepbl MOMyNAPHOro LWBenuap-
cKoro uBonucua A.Kanama, Ho,
KaK CBWUAETENbCTBYIOT NWUCbMA U
orUManbHBIA OTYET XYAOXKHUKA,
3IMOLMOHaNbHO BavKe UM Gbinn
BOCMPUHATLI Npou3BeAeHus 6pu-
TaHCKMX nensaxucros. Bneuatne-
Hua CaBpacoBa oT BceMmpHo BbI-
ctaBkn 1862 roga 6biny o4eHb
CUJIbHBIMU, OH MPU3HAaN, YTo «..HU
OfHa B MUpe aKaZeMus He Morna
Obl TaK pa3BWTb B3MNAL XYA0KHN-
Ka, KaK HacToflyas BbICTaBKa....

Mocewenne B JloHgoHe bputa-
cKoro My3es, HaunoHanbHoi rane-
pen U1 BbICTaBKM aKBapenuncroB
nossonuno CaBpacoBy cocTaBUTb
sICHOe npejcTaBneHne 06 UCKyccT-
Be 370l cTpaHbl. CaBpacoBsbIM yno-
MSAHYTbI MeHa COBPEMEHHbIX eMy
OpuTaHcKkmx nensaxuctos LxJln-
Hena, k. fapauHra, xoTsi HU B 0TYe-
Te, H/ B NMCbMax He BCTpevaercs
uma xona KoHcre6na, npomsse-
JEHMs KOToporo 6e3ycloBHO AOMK-
Hbl GblAV NpUBNeYb BHUMaHWe Cas-
pacoBa. [1puBepeHHOCTb K Hauu-
OHaJIbHbIM, y3HAaBaeMbIM MOTMBAM,
cnocobHOCTb nepesatb Mo3Tuyec-
Kyl0 MpUBNEKaTeNbHOCTb «nepe-
XOAHBIX» COCTOSHWI NPUPOAbI POA-
HWUT MUPOBO33pEHKE PYCCKOro Xy-
JOXHVMKA VMIMEHHO C 3TUM XUBO-
nucuem. KoHcte6n Obin npeacras-
neH B OpuTaHckoM pasgene Bce-
MUPHOW BbICTaBKM CBOMMY 3HaMe-
HUTbIMM paboTamu, B TOM uuchne
KapTMHaMu «3anuBHble nyra 6au3
Concbepu», «Tenera c ceHom»,
«MMpoceka», «lno3» n apyrumm.
MNoKa3aTenbHO conocTaBneHue: B
COBpPEMEHHOM BOCMPUATAN OfUH
M3 caMbIX “@HMUNCKUX» nen3a-
el B uctopun uckyccrea XIX se-
Ka - Bua «3anuBHble nyra 61u3
Concbepu» KoHcTebna, oguH 13
camblx «pycckux» - «[paun npune-
Tenu» CaBpacosa. B uenom Caspa-
COBbIM Dbl AaHbl 04eHb BbICOKME
OLIEHKM aHTIMNCKOM XXMBOMUCK, HO
0c000 OH BbIAENUN AOCTUKEHMUS
QHMIMACKNX Men3aXncToB, KoTo-
pble «BbILN U3 YCIOBHOCTU Npej-
LecTBOBaBLUEro B3rnaja; CTPoOro
COXpaHAA MeCTHbI XapaKTep Ko-
JlopuTa U PUCYHKa, OHW C 3aMeya-
TeNbHOW BEPHOCTbIO NepeAatoT Bee
pa3Hoobpa3Hble MOTMBbLI NpUpO-
abl. Konoput mx cuneH, 6necta,
HO npaBauB». B meToge pabotbl
aHrnuiickux konner CaBpacos oLe-
HUN cBOBOAY OT TPAANLIMOHHBIX Ka-
HOHOB, oOpeTeHWe WMWK Hauwuo-
HanbHOM TeMbl N XyA0XeCTBEHHOMN
caMoBbITHOCTU. AHMIMINCKME Ha-
Onl0aeHnsA  oKasanucb BANU3KK
CTPEMIEHUAM XYAOXHWKA, OHU YK-
penuIn ero B xenaHum obpatnTb 1
B Poccum neiisaxHyio xuBonuch B
3HauMMbll, 0bsagaroWwmii Haumo-
HaNbHOW XapaKTepHOCTbI W paB-
HbI/l APYTMM MO MOJOXEHUIO XaHp
1306pa3mnTenbHOrO UCKYCCTBaA.

ety paid for Savrasov to visit the
World  Exhibition in London.
Returning fo Russia, the artist trav-
elled through France, Switzerland
and Germany. Certain paintings of
that period show that he was influ-
enced by the style of the popular
Swiss artist Alexandre Calame, yet
in his letters and official report
Savrasov claims that he felt more
emotional affinity with British land-
scape artists. The World Exhibition
itself clearly made a strong impres-
sion on Savrasov. As he admits,
"..no academy in the world could
develop an artist's perception as
well as a real exhibition..’
Savrasov's visits to the British
Museum, National Gallery and a
watercolour exhibition in London
helped him to become acquainted
with British art. In his letters and
report he mentions contemporary
British landscape artists such as
John Linnell and James Harding.
Although Constable is mentioned
in neither, his work must doubtless
have attracted Savrasov's atten-
fion. The Russian artist's prefer-
ence for national, recognisable
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A.K.CABPACOB. lNpocenok. 1873
Xoncr, Macno. 70x57

ALEXEI SAVRASOV. Country Road. 1873
Qil on canvas. 70 by 57cm

motifs and his ability to portray the
poetic charm of nature’s transition-
al moments suggest that, of all his
British colleagues, he had the most
in common with Constable. In the
British section of the World Exhibi-
fion Savrasov would have seen
some of Constable’s most famous
works, including ‘Water-Meadows
near Salisbury, The Hay Wain', ‘A
Lane near Flatford and ‘The Lock’.
It is inferesting to note that, for the
contemporary viewer, Constable’s
‘Water-Meadows near Salisbury’ is
surely one of the most ‘English’
nineteenth-century landscapes,
whilst Savrasov's ‘The Rooks Have
Arrived’ - one of the most ‘Russian’.

Savrasov spoke very highly of
English art as a whole, yet he was
particularly impressed by English
landscapists who ‘abandoned con-
vention and went against previous-
ly held views. Whilst zealously
refaining local traits in their

[ CURRENT EXHIBITIONS 21



B rogbl, cnegytowme 3a otme-
HOI KPenoCTHOro NnpaBa, Hensbex-
HO 3HauMTeNbHOE MecTo B paboTax
XYAOKHUKOB 3aHANN CIOXKETbI, M0~
CBALLeHHble 6e3pafoCTHbIM CTOPO-
HaM XMW3HWN PYCCKOW AepeBHW, TeM
6onee yto Poccus octaBanachb no
npenMMyLlecTBy  KpecTbAHCKOM
cTpaHoii. O6was geMoKpaTM3aums
Ky/IbTYpbl, aKTyanusauma coupanb:
HbIX BOMPOCOB, KPWUTWMKa Hecnpa-
BEANMBOCTY, LapAiLLel B 06LLecTBe,
pa3BuTVe HapPOAOBOJIbHUYECKOTrO
CO3HaHWA CKa3blBaiuCb W Ha Ta-
KOM «acouuanbHOM» >aHpe, Kak
nensax. Peannsm KpuTnyeckoro
TONKa HamnoNMHAN XUBOMWCh, B TOM
uncne ne3axHyto, NUTepaTypHbIM
nozTeKcToM. B aHpoBbIX monot-
HaX aKTMBHO UCMONb30BaNNCh ne-
peKknuKaelmecs ¢ noasmein H.He-
KpacoBa CoLMabHO-XapaKTepHble
MpUpOAHbIE MOTUBbI, 3MOLMOHANb-
HO yCMNVBaBLUME OCHOBHOE COfep-
*aHue. CamMa XMBOMUCb HepesKo
npuobpeTana acKeTWYecKWin Xa-
paktep. Cpean npon3sBseaeHuin aTo-
ro Hanpasnenua «[locnegHuin Ka-
6aK y 3actaBbi» (1868) Bacunus
lMepoBa - nporpaMMHas, xpectoma-
TuiHan pabora.

B koHue 1860-x rofoB B cpe-
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Ay Beaylyx Nens3axucToB BXOAWUT
«reHManbHbIN toHowa» Pegop Ba-
cunbeB. [lnanasoH XyAOXeCTBEH-
HbIX WHTEPECOB W [OCTUXEHMWIA
3TOW NINYHOCTU - MOJIOAOTO Yeno-
BEKa, HE MOJYYMBLLETO 3aKOHYeH-
HOTO cucTeMaTuyecKoro 06pa3oBa-
HUA W 33 HefoNryld TBOPYECKYH
XM3Hb (Bacunbes ymep B Bo3pacte
23 net) Tak M He Bble3)XaBLUEro 3a
npepenbl oteyectBa, heHoMeHa-
NeH. XapaKTep paHHMX nensaxen
BacunbeBa poacTBeHeH noatuyec-
KOMY peanu3my KapTuH BeHeuua-
HoBueB. OTAMuMTENbHON YepToi
ucKyccTBa BacunbeBa ctaHoBUTCA
NMPUYECKOe MNepexuBaHue neii-
32)XHOM0 MOTMBA, HO MpW 3TOM Bbl-
OvpaeMoe UM AnA M306paKeHms
COCTOsAIHVE NPUPOABI AVHAMUYHEE.
MoOTHBbI HEKOTOPbIX PAaHHMX CloXe-
ToB BacunbeBa nepeknukatotea u
C TeMaMM KapTyH eBpOnencKmx Ma-
crepoB AAxeH6axa u K.TpoiioHa, c
paboTaMu KOTOpPbIX XyAOXHUK Obln
3HaKoM no cobpaHuio H.A Kywene-
Ba-besbopoako, nepesaHHoMmy B
netepbyprckyto AKagemuio Xyao-
XECTB M OTKPbITOMY A7 Ny6anyHo-
ro ocmotpa ¢ 1863 roga. Bacunb-
eB KpuTukoBan AxeHbaxa, npeg-
CTaBNABLLErO AHCCENbA0PHCKYHO
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colours and drawing, they render
all of nature’s different themes with
amazing fidelity. Their colours are
strong, brilliant, yet true’. In evalu-
ating his English colleagues’
method of working, Savrasov
praised their originality, freedom
from traditional canons and adher-
ence fo national motifs. The devel-
opments he observed in England
lay close fo his own heart. They
strengthened his determination to
turn Russian landscape painting
into a well-respected branch of art
like any other, with its own national
character.

In the years which followed
the abolition of serfdom, the dismal
life of Russian villages naturally
became a common subiject in Russ-
ian painting. The vast majority of
the population were peasants. Cul-
ture became increasingly demo-
cratic as social issues came to the
fore and the injustice of society
was denounced. The growth of
ideas associated with the People’s
Will movement could not help but
be reflected even in a seemingly
asocial genre such as the land-
scape. Critical realism gave art,
including landscape painting, a lit-

NM.WNWKWNH. Poxb. 1878
Xoncr, macno. 107x187

IVAN SHISHKIN. Rye. 1878
Oil on canvas. 107 by 187 cm

erary subtext. In genre painting,
motifs from nature echoing social
themes and the poetry of Nekrasov
became extremely common, serv-
ing to heighten the emotional
impact of the work. Many paint-
ings of that period could be called
ascetic. Vasily Perov's famous and
well-studied ‘The Last Tavern by the
City Gate’ (1868) is precisely such
a work.

In the late 1860s, a talented
newcomer appeared among the
leading landscape artists. This
was the ‘young genius’ Fyodor
Vasiliev, who was to die at the age
of twenty-three. Despite his early
death and lack of any complete,
systematic education, Vasiliev,
who never once left Russia, dis-
played an exceptionally wide
range of artistic interests. His
achievements were quite phenom-
enal. His early landscapes put one
in mind of the poetic realism of the
Venetsianov school. The young
artist’s distinguishing feature is his

lyrical experiencing of landscape.
Nonetheless, in his paintings he
portrays nature in its dynamic
moments. Some of the painter’s
early themes are connected with
such artists as Andreas Achenbach
and Constant Troyon, whose works
Vasiliev encountered in the Peters-
burg Academy of Arts. Part of the
N.A.Kushelev-Bezborodko collec-
tion, they were given to the Acade-
my and made available to the pub-
lic in 1863. Vasiliev criticised
Achenbach, a master of the Dussel-
dorf school, for his isolation from
the subject which, according fo the
Russian painter, represents the real
truth of living nature, the school
and source of artistic knowledge.
Troyon, on the contrary, Vasiliev
praised for his natural style of
painting. A series of sketching
trips to the Tambov province in
1869 and a voyage along the Volga
in the summer of the following year
gave the artist the opportunity fo
meet nature and find truth and
beauty in national motifs. It was at
that time, claimed Kramskoi, that
Vasiliev ‘grew up, and his character
was formed’. His achievements
during that period were deemed by
the famous painter to be ‘enor-
mous. The vast expanses of the
Volga broadened the young man's
horizons, enriched his artistic
sense and lent freedom and vigour
to his painting. His brushwork
became more forceful, more indi-
vidual: he used his brush as if
‘moulding forms’, as Repin put it.
Out of his youthful impressions of
the Barbizon school grew a real
interest in picturesque views filled
with light and colour, natural, true
to the subject and free from any
academic carpet-like arfificial
effect. Vasiliev's sketch ‘Clouds’
(1869 - 1871, State Tretyakov
Gallery) reflects the artist's liberat-
ed gaze furned towards the sky and
bears witness to his new style of
painting. One automatically com-
pares this work with Constable’s
famous studies of clouds sketched
in 1821 and 1822. Incredible
though this may sound, both artists
contrive to recreate their own
clearly recognisable native sky!
Vasiliev's clouds flit across the sky,

low down, trembling, only slightly
heavy with moisture. Beneath
them stretches a strip of field
edged with trees. Constable paints
a soaring, clear sky filled with a sort
of dignity. According to him, ‘the
sky is the source of light in nature
and it governs everything’.

The famous ‘Thaw' (1871,
State Tretyakov Gallery) likewise
faintly echoes early models which
inspired the artist. The theme of
the traveller making his way along
a country road, frequently encoun-
tered in the works of Vasiliev's
European contemporaries, is used
by the Russian painfer fo develop
an image which serves to resolve
complex technical problems and is
at once typified and deeply Russian
in its lyrical melancholy.

In the mid- to late nineteenth
century, the well-known German
art historian Karl Schnaase’s theo-
ry concerning the link between
national character and the soul or
spirit present in the nature of a
country became popular. Accor-
ding to this theory, the two main
traits of the Russian character were
sincerity and emotional expansive-

LUKOJTY, 3@ €r0 OTOPBAHHOCTb OT Ha-
Typbl, KOTOpas B MOHUMaHWUK pyc-
CKOT0 XMBOMUCLA M eCTb UCTUHHAA
npaBAa XW3HU NpUPOAbI, WKoNa U
WCTOYHUK XY[O0XECTBEHHOMO 3Ha-
HUA. 33 HaTypaNbHOCTb XUBOMUCK
OH 6onee LieHUN paHLy3cKoro Ma-
ctepa. BoipBatbesi Ha npupoay, 06-
pecTv KpacoTy 1 npaBAy B HaLuWo-
Ha/lbHbIX MOTMBaX Jann BO3MOX-
HOCTb BacunbeBy noesaku Ha 3Tio-
abl B TamboBCKylo ry6epHuio (B
1869) 1 B ocobeHHoCTH nyTeLuecT-
Bue no Bonre netom cnegyouero
roga. Miean Kpamckoin cBugetenb-
CTBOBAJl, YTO WMMEHHO Torga 3TOT
IOHOLLA «BbIPOC U CNIOXKUNCA XapaK-
TEpOM», a yCrexu ero oKasajaucb
«rpoMafiHbI. Bomkckue npoctopsl
pasfBVHYNIN TOPU30HTBI, oboraTu-
NN XyLOXEeCTBEHHOE YyBCTBO, Npu-
Janu cuny 1 ceobody KuBonucH
BacunbeBa. PaboTa xyaoxHuKa
KUCTbIO, KOTOPOM OH, MOMb3yACb
BblpaxeHneM PenuHa, TouHo «ie-
nUT HOPMOUKWMY, CTaNa SHepruyHee
1 UHAMBMAYanbHee. Y nesaxucra
BblpaboTanca WHTepec, noaaep-
XaHHbIVi €ro OHOLIECKUMM Breyat-
neHuAMK oT nonoteH 6ap6u3oH-
LieB, K XMBOMUCHOCTK, oboratleH-
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WN.N.NTEBUTAH. Tuxasn obutens. 1890
Xonct, macno. 87,5x108

ISAAK LEVITAN. Quiet Abode. 1890
Oil on canvas. 87,5 by 108 cm

HOWM CBETOM W LBETOM, BEpHOM B
CBOEl HaTypaNbHOCTU W JIULLEH-
HOW MCKYCCTBEHHOTO 3((eKTa aKa-
[eMUYECKON «KOBPOBOCTMY. ITHO4
«O6naka» (1869-1871, I'Tl) 3a-
(hMKcupoBan M pacKpenoLleHHbIN
B3MIAAZ XYA0XKHUKA, YCTPEMIIEHHbIN
B HeDO, M HOBYI MBOMUCHOCTD.
ABTOMaTMYECKM BO3HUKAeT cpas-
HeHue 3ToN paboTbl CO 3HAaMeHu-
ThiMU 3TIOfaMu obnakos 1821-
1822 ropos [oHa KoHcTteGna.
Mopa3uTensHo, Ho 06a MacTepa co-
3[,a10T CBOE HALMOHANbHO Yy3HaBa-
emoe, pogHoe Hebo! bBonee Hu3-
KUe, NOABVKHbBIE, Cllera yTsxXeNneH-
Hble Bnaroii o6naka, TpeneTHo ro-
HUMble Haj [MOJOCKOM nons,
OKalMneHHoro fepeBbAmuy, y Bacu-
nbeBa. U BbicoKoe, nonHoe sicHoC-
TV U KaKOoro-To JOCTOMHCTBA «Hebo,
KaK WMCTOYHUK CBETa, KOTOPOMY B
npvpoae Bce nopunHsercs» y KoH-
crebna. Tak 1 B 3HamMeHuTol «OTTe-
nenw» (1871, T'Tl) MoxHO NuWb
YNOBUTb OT3BYKM KaKMX-TO PaHHUX
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06pa3sLioB, BAOXHOBABLLMX XyL0XK-
HUKa. MoTvB nyTHWKa, BpeayLero
no Jopore, NOBTOPABLUMNIACA B pa-
60Tax eBpOMeNCKUX COBPEMEHHM-
KoB BacwnbeBa, cTan y Hero nub
MOBOZOM ANA CO3AAHWA XUBOMWUC-
Horo o6pa3a, B KOTOPOM peLLatoT-
CA CJIOXHbIE TEXHUYECKME 3ajaun,
U B TO )K€ BPeMA TUNU3MPOBAHHOTO
U ry6OKO HaLMOHaNbHOTO B CBOEIA
JNPUYECKOW TPYCTU.

B cepeaviHe - BTOpOI nono-
BuHe XIX Beka nonyyatoT pacnpo-
CTpaHeHWe B3rNAAbl W3BECTHOMO
HeMeLKOro MCTOpMKa MCKyccTBa
Kapna LLIHa3e o cBA3M yepT Hauuo-
HaNbHOr0 XapaKTepa HapofoB C
«AYLWON» UAN «AYyXOMD, Pas3nnTbiM
B OKpyxatowen ux npupoge. Wc-
X04A U3 3TON Teopuu, ABe OCHOB-
Hbl@ YepTbl PYCCKOr0 HaLMOHanb-
HOro xapaKTepa - uucTtocepaeume
W pylweBHas wmpota obycnosne-
Hbl TNaBHbIMU 0COBGEHHOCTAMMU
pyccKoro naHawadTa, coyetatoLe-
ro B cebe 1 6eCKpaHOCTb NPOCTo-
poB, U NMPK3M HeBPOCKMX BMAOB
npupoabl. Naen LLiHase o Tom, uto
Mo33MA OKpyXatolierr Npupoabl
OTpakaeTca B Aylue HapoAa, a Xy-
AOXKHWK WX nucatenb B CBOWX
npousBeseHNAX Aenaer ee 3pu-
MOI, pasfenAnu ero pycckue co-
BpeMeHHUKW. Tak, nuTepaTypHbIn
KpuTKK B.BoTKUH, paccyxgas o cy-
TV NO3TMYECKOro Havyana B UCKYyC-
cTBe, Nucan: «Mbl X1BeM TeM xe
AYXOM, KOTOPbIM XMBET NpUpoAa, ~
Mbl Ta e camas NpupoAaa, Ho oay-
XOTBOpEHHas U co3Hatolwasn cebs.
Hemas no3sus npupogbl ectb Halua
CO3HaTeNlbHasA M033MA: HaM AaHo
BbICKa3bIBaTb 3Ty HEMyI0 M033Ut0
npupoabl. OTclofa Halle 4yBCTBO
NpUPOAbl U BEYHON KpacoTbl een.
Teopua Hawna cBOMX CTOPOHHU-
KOB B NIMLie aBTOPUTETHOMO KPUTU-
ka Bnagumupa CracoBa u xuBo-
nucua WMBaHa LUnwkuHa. Ecnm
BCMOMHWUTb W3BECTHble CNoBa
K.baTiowwKoBa 0 ToM, YTO «nei3ax
Ao/MmKeH OblTb nopTper», 06auK
pyCcCKoWi 3eM/K, KOTOpbIii M306pa-
3un LUvwKuH, Bnevatnsaer cBoew
KpacoTol u 3g0poBbeM. Moryyas
npupoga: 6eckpaiitHue nons, rycTble
neca, HenepecbIxalolme peku, Bbl-
COKMe Hebeca M COYHble TpaBbl -
n3nto6eHHbIe WMLIKUHCKME MO-
TWBbI. SMNMYHOCTb, NMOYTU Hay4yHasA
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TOYHOCTb (MKCALWKW, KU3HeyT-
BepXAaloLLMii xapakTep 06pa3os -
TaKoBbl OCHOBHbIE NapaMeTpbl ero
TBOpYecKoro Metoga. Hanuuve B
nemsaxax LwuwkuHa yctonumsom
«HaLMOHaNbHON CUMBONNKIY, Npe-
BpaLlaeT MHOrMe M3 HUX B TMMH
0TeYeCTBEHHOI NpuUpoje, accoum-
MpyeT WAN HanpsMylo oTcblnaeT
n3obpaxaeMble UM MOTUBbI K Ha-
LIMOHaNbHOMY 3M0CY, NMOYBEHHON
Tpaauumuy, Kotopas AOXOAWT A0
MOTOMKOB B CKa3aHMAX W MeCHAX
(«Cpeav ponvHbl poBHbIs..» 1883,
Myz3ei1 pycckoro nckycctsa, Kues).
KpaMcKoii BepHo yKaszan MecTo
LUnwKnHa B nctopum pycckoro mce-
KycCTBa, OKpecTMB ero «Bepcro-
BbIM CTOI60M PYCCKOW NeN3axHoM
XuBonucu,

MpuHumnnansHoe BAMAHWE
Ha XMBOMWUCb OKa3ano u3obpete-
Hue 1 pacnpoctpaHeHue B XIX Be-
ke oTtorpacdmn. MHorve XyaoxHm-
KW, N NpUBEPXKeHLbl TPagULMOH-
HbIX CroCo60B, 1 CKNOHHbIE K Mo-
WCKY W 3KCMEepUMEHTY, Nosb30Ba-
JIMCb B CBOEM TBOPYeECTBe Npuema-
My 1 «cneudddektammn», noacKa-
3aHHbIMMW CBETOMUCHIO», KaK Tor-
Aa HasbiBanu ¢dotorpaduio. B pa-
Ae clyyaeB pesynbraTbl TaKWX
OMbITOB NPUBOAWAN K BbIpaboTKe
HOBaTOPCKMX METOA0B, HETpPUBU-
aNbHbIX XYAOXECTBEHHbIX peLue-
Huin. B TBopuectBe Apxuna KynHa-
XU cBOe0BpasHbl U Bblpas3uTenb-
Hbl U BUAbl POAHON €My HXHOM
npupozpl, Bbi3biBaBLUME Yy COBpe-
MEeHHMKOB accoumaLmm ¢ noasuen
A.C.MywkuHa n npo3oin H.B.loro-
NA, ¥ KapTWUHbI NOpa3sunBLLEro CBO-
um Benuuvem pycckoro Cesepa.
Bbyaywmin nensaxuct nonyunn
nepsbie npodeccroHanbHble Ha-
BblKM B MacTepckon W.AinBasos-
CKOro, NpM3HaHHOro MacTepa LiBe-
ToBbIX 3(ddexkToB. B  KOHUe
1850-1860-x rogax KyuHaxwu
NPOAOMKMA CBOM MyTb K npodec-
cum xmBonucua, paboTas peryue-
pom B ¢oTorpadumyeckmx arenbe
Mapuynons, Ogeccbl u Metepbyp-
ra. Ero uHTepec K ncnonb3oBaHuto
BO3MOXHOCTE «CBETOMUCK» B XN~
BOMWUCK YKPenwuio MHOroneTHee
obuieHne ¢ npodeccroHanbHOM
cpefoii, npoucxoauBluee Ha 3Ha-
MEHUTBIX «cpefax» — cobpaHuAx
XYLOXKHUKOB-TIepeBUKHNKOB 1
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ness. These were connected with
the nature of the Russian land-
scape which combines endless
expanses with modest, yet touch-
ing views. Schnaase’s conviction
that nature reflects in the soul of its
people, and that artists and writers
bring this to view in their work was
shared by many of his Russian con-
temporaries. Discussing the poetic
nature of art, the literary critic
V.Botkin wrote: ‘Our spirit is the
spirit of nature. We are nature, but
animate, inspired, conscious. The
silent poetry of nature is our con-
scious poefry: we are able fo
express nature’s mute verse.
Hence we possess a feeling for
nature in its eternal beauty. Sch-
naase’s ideas were shared among
others by the well-respected critic
Vladimir Stasov and the artist lvan
Shishkin. ~ Studying Shishkin’s
Russian landscapes in the light of
Batiushkov's famous statement, ‘a
landscape should be a portrait, we
conclude that the land of Russia
was impressively healthy and beau-
tiful. Shishkin’s paintings are pow-
erful images of nature abounding
in endless fields, dense forests,
deep rivers, soaring skies and lush
grass. His artistic method is char-
acterised by an epic style, almost
scientific precision and positive
imagery.  Shishkin's views are
always filled with national symbol-
ism. They are odes fo Russian
nature, closely and sometimes
directly linked with Russian epic lit-
erature and national traditions
which are passed on to new gener-
ations in legends and songs (Amid
the Flat Plains, 1883, Kiev Muse-
um of Russian Art). Kramskoi was
right in referring to Shishkin as the
‘milestone of Russian landscape
painting’, thereby clearly stating his
place in the history of Russian art.

The appearance and wide
use of photography in the nine-
teenth century had an important
effect on art. Painfers favouring
traditional methods and lovers of
experiment and innovation alike
began to use devices and special
effects suggested by daguerreo-
types, as photographs were then
called. In many cases their efforts
would lead fo the development of

new methods and significant artis-
tic breakthroughs.

Arkhip Kuindzhi is known
both for views of his native south-
ern landscapes, which contempo-
raries likened to the verse of
Pushkin and the prose of Gogol,
and for his paintings of the Russian
North, which impressed him with
its grandeur and majesty. Both
subjects were treated by Kuindzhi
in an original and expressive way.

The landscapist-to-be acq-
uired his first professional skills in
the studio of Ivan Aivazovsky, a
recognised master of colour
effects. In the late 1850s and
1860s, Kuindzhi contfinued to
move fowards an artistic career,
working as a retoucher in the pho-
tographic studios of Mariupol,
Odessa and St. Petersburg. His
interest in using the possibilities
offered by photography in art was
strengthened as a result of regular
debates with artists and scientists
at Mendeleev's famous ‘Sredy’
(Wednesday meetings). These
social events, which Kuindzhi
attended for many years, brought
together a number of artists from
the Wanderers' school (or Pered-
vizhniki). Under the guidance of
Mendeleev and the physicist F.
Petrushevsky, Kuindzhi, whom
Repin called a ‘genius inventor’,
studied the effect of light on the
properties of paint and the viewer's
perception of art. Let us remind
the reader how one of Kuindzhi's
most famous paintings, ‘Moonlit
Night on the Dnieper (1880, State
Russian Museum) was first exhibit-
ed. The painting was hung in a
room, the walls of which were cov-
ered with dark cloth. Walking in,
the public observed the wonderful
painting appearing out of the dark-
ness in a burst of light, visible as if
through a camera lens. A plethora
of shades of black and phosphoric
green, the painting created an illu-
sion of a magical image fixed on
canvas and destined to imprint
itself on the viewer's memory.

For many of his contempo-
raries, Kuindzhi's ‘sorcerer’s tricks’
had no place in art. The Wanderer
Mikhail Klodt criticised Kuindzhi
for the artificial ‘green lighting’, or

yyeHbIx Ha kBapTtupe [.MeHpenee-
Ba. [og pykoBoacTtBoM MeHpenee-
Ba U yyeHoro-pusnka ®.Metpy-
wesckoro KyumHaxwu, KoToporo
W.PenuH HasbiBan «reHmem-1n3o06-
petatenem», n3yyan BAVSHWE CBe-
Ta Ha CBOICTBA KpacoK v BoCnpu-
ATVe XKuBonucu. BenoMHuM, Kak
3KCMOHMPOBANOCh OJJHO N3 CaMbIX
3HaMeHWTbIX MONOTEH MacTepa
«JlyHHan Hodb Ha [Henpe» (1880,
[PM), - B KOMHaTe, CTeHbI KOTOpPOM
Oblin 0606UTLI TEMHOW MaTepue.
B3opam nopaxeHHbIX moceTuTe-
Nleil BbICTaBKN U3 OKpYXatoLiero
MpaKa fBiAnach YyaHas KapTuHa,
nopaxaslas 60raTtcTBOM OTTeH-
KOB 4epHoro n «docdopuryeckmn»
3e/1eHoro, 03apsemas «BCblLl-
KOW» cBeTa 1 BUAMMAS, KaK B 06b-
eKkTBe QoToannapara. Takum 06-
pa3oM, co3AaBanach W31A Ma-
rmyeckoro obpasa, 3atbukcupo-
BAHHOIO Ha XOJCTe W MpejHasHa-
YEHHOro OTnevyaTaTtbcA B MaMATK
3puTenei. MHorum coBpeMeHHU-
KaM npuemsbl «qapogen» KynHmxu
Kasanucb HenpUMeHWMbIMU K 1C-
KyccTBy *mBonucu. 3a addekt
«uBeTHOro (uAbTpa» - WCKyCCT-
BEHHOTO «3e/1eHOr0 0CBEeLLeHUA» B
KapTvHe «bepesoBas  powa»
(1879, I'TI) nopuuan aBTopa Xy-
LOXHVK-NepeaBWXHUK  M.Knoar.

HekoTopble ocobeHHocTM «ynpo-
LweHnA» GopMbl, CBETOBbIX U LiBe-
TOBbIX 3()(EKTOB, KYNNCHOrO MOCT-
poeHus neisaxein KynHaxm 6epyt
CBOW WCTOKM B MpMHLMNAX CO3za-
HUA TeaTpabHbIX AeKOpPaLIiA, Xu-
BOMWCHBIX 33AHWKOB, MCMONb30-
BaBlIMXCA B doToaTenbe. TanaHt-
JIMBO NepepaboTaHHble, B cOeAnHe-
HUW C OPUTMHANBHBIM BUAEHWEM U
6oraTbiMM HaTypHbIMU BrevaTie-
HUAMY, 3TV NPUEMbI MOPOANIN UH-
AViBUAYanbHYIO TBOPYECKYID MaHe-
py, KOTopas Halwmna nocnejosarte-
Neil Y KUBOMUCLIEB CrefytoLero
MOKOJIEHWS, COCTaBMBLUMX TaK Ha-
3blBaeMyto Koy KynHmku.
Bacunuii MNMoneHos, cnpase-
ANBO MpUYMCIAEMBIA K KoropTe
«pyCCKUX eBponeiiues», obnagan
Mno-eBpOMenCcKY LMPOKMM 06paso-
BaHVeM, coyeTaBlMMcA ¢ ry6o-
KMM U TOHKMUM YyBCTBOM POZAHOI
nousbl. Mofo6HO ApyrM neHcumo-
HepamM, NocnaHHbIM 3a rpaHuLy BO
BTOPO4 MONOBKHE BeKa, OH pBasncA
JOMOIA, HO Kaxaan noespKa 3a npe-
Aenbl oTeyectBa oborawana ero
TBOpYecKu. B neprog npebbiBaHns
Bo ®paHuun (B 1874) onpegenun-
cA uHTepec [MoneHoBa K nieHsp-
HOW nen3axHon xusonucu. OH
npu3sHaBsanca «..Mow TanaHT Bcero
6nvKe K nensaxHoMmy, GbITOBOMY

colour filter effect used in ‘The
Birch  Grove’ (1879, State
Tretyakov Gallery) Certain fea-
tures of Kuindzhi's simplification of
form and colour and light effects,
as well as the stage-like composi-
tion of his landscapes derive from
the art of producing theatre sets
and the pictorial backdrops used in
photographic studios. These meth-
ods, combined with Kuindzhi's orig-
inal vision and vivid impressions of
his subjects, served to create an
individual artistic style which
attracted many followers -
paintfers of the Kuindzhi school.
Vasily Polenov is justly known
as a ‘Russian European’. With his
broad education more typical of a
European artist, Polenov nonethe-
less possessed a deep and fine
sense of his native soil. Like other
scholarship holders sent abroad in
the second half of the century,
Polenov was always eager to return
home. At the same fime, every visit
to a foreign country helped him to
grow as an artist. During his stay in
France in 1874, Polenov developed
an inferest in plein air landscape
painfing. ‘My talent lies closest of
all to landscape genre painting’, he
admitted. Among Polenov's most
harmonious genre landscapes is

BbICTABKW

AWN.KYUHAXW. bepesosas poua. 1879
Xonct, Macno. 97x181

ARKHIP KUINDZHI. The Birch Grove. 1879
Oil on canvas. 97 by 181 cm

‘A Moscow Courtyard’ (1878, State
Tretyakov Gallery; 1902 version,
State Russian Museum). In Polen-
oVv's paintings subjects such as
roads, horse-drawn carts and
church architecture are no longer
overused national symbols but sim-
ply elements of everyday Russian
life. The country road leads to a
man's home, the cart is his usual
means of transport and the church
is an integral part of patriarchal
Moscow life. The enclosed space
beneath the clear, bright sky
envelops and profects the inhabi-
tants of Moscow and their world.
The mood and sense of the unsus-
pected beauty of the everyday
which this painting conveys remind
the viewer of the Venetsianov
school and the prose of Turgenev.
Indeed, Polenov gave his second
version of this painting to Turgeney,
who kept it faithfully in his study.
Polenov paid particular atten-
tion to the technical side of his art,
the clarity of his drawings, the puri-
ty and harmony of his colours. The
artist's views bear witness to his
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*aHpy». OAnH 13 Haubonee rapmo-
HUYHbBIX NMei3aXHO-ObITOBbIX aH-
POB, CO3AaHHbIX XYAOXHUKOM -
KapTHa ¢MOCKOBCKMIN ABOPUK»
(1878, I'TI; BapuaHT 1902, TPM).
YacTble anA pyccKoro neisaxa Mo-
TUBbI JOpOrK, 1300paxeHus Tene-
M, 3anpsxeHHOW JowWaabio, Lep-
KOBHOV apXMTEKTypbl 00peTarT y
MoneHoBa xapaKTep He «Aexyp-
HbIX» HaLMOHaNbHbIX CUMBOJIOB, @
peanuii, OKpyatoLmnx noBcesHeB-
HYI0 KW3Hb PYCCKOro 4enoBeKa.
[Jopora - 370 TpONVHKa K foMy, Te-
nera - 0Bbl4HOE CPeACTBO nepe-
[BVKEHVS, LepKoBb — HeoTbemsle-
Mas 4YacTb naTpuapxaibHoro mMoc-
KOBCKOTIO YKnaga. 3aMKHyToe npo-
CTPaHCTBO MOJ CBET/bLIM U ACHBIM
HebOM OKpyxaeT 1 obeperaer Mup
MOCKOBCKMX *uTenen. Mo cBoemy
HacCTPOEHWIO 1 YyBCTBY «He MoAo-
3peBaeMoit» KpacoTbl 06bIAEHHOro
3Ta pabota lNoneHoBa 6nu3Ka K
NpOM3BeAEHNAM XYAOXKHUKOB Be-
HEeLMaHOBCKOM LKOJbI, K TypreHeB-
cKonm npose. He cnyyaiiHo aBTop-
CKOe MOBTOpPeHVE KapTuHbI Oblno
nogapeHo [loneHoBbiM TypreHeBy
M MOCTOAHHO HaXOAMNOoCh B pabo-
yeM KabuHete nucatens. Ocoboe
BHUMaHwe yaensn [oneHoB TexHu-
YecKoii CTOpOHe TBOpYecTBa, 06w~
Ba/CA ACHOCTM PUCYHKa, YUCTOTbI
W 3BYYHOCTU manuTpbl. Bo B3ma-
Jlax XyAOXHWKa CKa3blBanoCb €ro
BbICOKOPa3BWTOE YyBCTBO 3CTETU-
YeCKOro Hayana B UCKYcCCTBe, «pe-
WnTeNbHaA CKNOHHOCTb K WCKa-
HUWI0 KpacoTb. «OH nepBbIi cTan
FOBOPUTb O YUCTOM XKMBOMUCU, KaK
HanucaHo, roBopun o pasHoobpa-
3UM  KpPacok», BMocneAcTBum
BcrnomuHan K.KopoBuH. MHorue
Monodble XyAOXHUKM Gnaropaps
MoneHoBy ycnbiwanu 06 mumnpec-
cnmoHuctax. AnonnnHapuin BacHe-
LIOB OTMeYar, 4To MMeHHo MoneHos
«nepBblIil BBEN B XMBOMWCb €BPO-
nerckoe BauaHue». B Mockse Bo-
Kpyr MoneHoBa cnoxunocb HoBoe
TBOpPYeCKoe coobLiecTBo - «Moso-
JlanA MoCcKoBcKas LwKonay. MosBumB-
LIMEeCA B AMUYECKNX NPOU3BEAEHU-
Ax MoneHosa koHua 1880-1890-x
rogoB («KykoBka» 1888, «PaHHui1
cHer» 1891, ob6a - I'TT) xapakTep-
Hble 3NeMeHTbl HaLUWOHaNbHOTO
ne3axa - LWIMPOKas, MepPHO TeKy-
WasA peKa, yXoAsALmMe 3 rOpU3OHT
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Janu - nosyyar passutue B pabo-
Tax ero yyeHnKoB Vcaaka JleButa-
Ha 1 Muxauna HectepoBa. Xyaox-
HWUKOB BfIEKNN KpacoTa W XMBO-
MUCHOCTb OKPYXatoLWmx nensaxemn
Martywkun-Bonrn, «kposeHocHoOM
CUCTEMBI» N KOPMUAWLbI 3HAYW-
TenbHOM YacTn EBponeickon Poc-
cvn. Moatuyeckoe pasHoobpasue,
HIOAHCbI «HACTPOEHWA» U COCTOA-
HUA NpUpoAbl MepesaHbl B BOJXK-
CKVX BUAAX, UICNONHEHHbIX JleBuTa-
Hom B 1887-1890 rogax: «Beuep
Ha Bonre», «ocne poxas. Mnec»,
«Tuxas obutenw» (sce - 'Tl), KoTo-
pble NpYHEeCN eMy ClaBy «MNepBoro
nensaxwucrta Poccum. ObpalieHu-
eM K Bonre «kak MCTOYHMKY CUb-
HbIX XY[J0)KeCTBEHHbIX Breyatne-
HuU» JleBUTaH noaaepxan Tpaau-
LMo, Hayano KoTOpOR NoNoXuam
ero npeplwecTBeHHUKN — BpaTba
I n HYepHeuosbl, A.CaBpacos,
®.Bacunbes, a 3atemM nocnegosan
W.PennH n gpyrve macrtepa. Benwn-
ure 1 ocoboe MecTo, KOTOpOE B CO-
3HAHUM PYCCKOrO YeNoBeKa 3aHu-
Mana 3Ta «6narocnoBeHHas pekay,
npespaLany ee o6pa3 B Mudono-
remy, B MMpoBO33peHyecKoe (uno-
cockoe noHaATme. MMonotHo «Hap
BEYHbIM MOKOEeM» (3Tiog N KapTuHa
1894, I'TT) JleBuTaHa HacTpavBaet
Ha rnybokoe pa3smbiwneHue. [lepe-
BAHHAA LePKOBb, KNafbuLLeHCKue
KpecTbl 1 OrpoMHoe Hebo, KaK He-
60 AycTepauvua, msgs B KOTOPOE,
KHA3b AHZpel B poMaHe «BoliHa n
MUp» MoCTUraeT ObICTPOTEYHOCTb
4eN0BEYECKOW XM3HM N BEYHYHO
KpacoTy OKpyxatowero mupa. Ta
Xe Hatypdunocodckaa mges ne-
XWT B OCHOBe nensaxa M.Hecrtepo-
Ba «Ha ropax» (1896, Mysei1 pyc-
cKoro uckycctBa, Kues). XeHckas
¢urypa, AaHHaAA KpYnHbIM MAaHOM,
B 6e/10M nnaTbe ¢ y30pHOIi KaliMoi
1 BYKEeTOM LIBETOB B pyKax, Hamnon-
HAET KapTWHY NPOCBET/IEHHbIM,
«OTpaAHbIM» YyBCTBOM. TOHKME Mo
XWUBOMWUCK W 3IMOLMOHANBHOMY
cocToAHMI0 nensaxun JleBuTaHa
NoONyYMNN HasBaHMe «nensaxen
HacTpoeHua». [lo nakoHWYHOCTM
1 o6pa3Hoi BblpasnTenbHOCTU
CPeACTB co3AaHHble JleBUTAHOM
06pasbl NpupoAbl CpaBHUBANM C
nUTepaTypHbIMU wezAeBpamm
A.lN.YexoBa, ¢ KOTOPbIM XYAOKHWN-
Ka CBA3bIBaNN A0/TNE OTHOLIEHUA.
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well-developed sense of the aes-
thefic nature of art, his ‘obvious
bent to seek beauty. ‘He was the
first to start talking about pure art,
how something is painted. He
talked about variety of colour, rem-
inisced Konstantin Korovin. Many
young painters first heard of the
Impressionists through Polenov.
Apollinary Vasnetsov claimed that
he was ‘the first to infroduce the
European influence in arf. In Mos-
cow, a new artistic community - the
so-called young Moscow school -
developed around Polenov.

Towards the late 1880s,
Polenov's epic landscapes such as
‘Zhukovka’, 1888, and ‘Early snow’,
1891, both in the State Tretyakov
Gallery, acquired certain elements
typical of Russian landscape
paintings: wide, leisurely flowing
rivers, sweeping expanses disap-
pearing into the horizon. These
would be further developed in the
work of Polenov's pupils Isaak
Levitan and Mikhail Nesterov.
Entranced by the picturesque
beauty of the countryside around
‘Mother Volga', both artists painted
a number of views of the river,
which fed a considerable part of
European Russia, serving as ifs
‘circulatory system’. Levitan's
views of the Volga painfed
between 1887 and 1890 (‘Evening
on the Volga’, ‘After the Rain.
Plyos’ and ‘Quiet Abode’, all three
in the State Tretyakov Gallery) are
full of poetic diversity. Skilfully
rendering the nuances of mood
and the different faces of nature,
these paintings earned Levitan his
reputation as the top Russian
landscape artist. In turning fo the
Volga as a ‘source of strong artis-
tic impression’, Levitan continued
the tradition which originated with
his predecessors, the brothers
Chernetsov, Alexei Savrasov and
Fyodor Vasiliev, and which llya
Repin and other masters then fol-
lowed. The special place held by
the majestic Volga - ‘the blessed
river’ - in the hearts and minds of
Russians gave it the status of a
mythologema, a philosophical con-
cept deeply embedded in the Russ-
ian outlook on life.

Levitan's ‘Above Etfernal

Peace’ (sketch and painting both
1894, State Tretyakov Gallery) is a
deeply thought-provoking painting.
It shows a wooden church, crosses
in a cemetery and an enormous sky
like the sky at Austerlitz, into which
prince Andrei stares in War and
Peace, suddenly comprehending
the fleeting nature of human life
and the eternal beauty of the world.
Mikhail Nesterov's ‘On the Hills’
(1896, Kiev Museum of Russian
Art) is based on the same natural-
philosophic idea, although the
female figure in the foreground,
clothed in a white dress with pat-
terned border and carrying a
bunch of flowers gives the painting
a warmer, brighter feel.

With their fine shades of
colour and emotion, Levitan's
works came to be known as ‘mood
landscapes’. His laconic views of
nature and expressive images
caused him to be compared to his
long-standing  friend, Anton
Chekhov. Their relationship could
be seen as a symbol of the com-
mon aesthetic aims pursued by
artists and writers. Chekhov val-
ued Levitan's work highly and
observed his progress with infer-
est. Many other men of letters,
including the poet Pleshcheev,
shared Chekhov's high opinion of
his friend. Levitan himself approv-
ingly called Chekhov a ‘land-
scapist’ and took an interest in
poetry, his favourite being
Baratynsky. Teaching the land-
scape class in the Moscow School
of Art, Levitan would ask his stu-
dents to paint compositions
inspired by poems about Russian
nature. He was firmly convinced
that a Russian painter could
become a true landscape artist
only in Russia, by painting on his
native soil and adhering to his own
national motifs. At the same fime,
Levitan was aware of develop-
ments in contemporary European
art and showed great sensitivity in
this area. This can be seen from
his landscape ‘Twilight Haystacks’
(1899, State Tretyakov Gallery).
Whilst addressing themes typical
of the Impressionists, Levitan, his
compatriots were convinced, pro-
duced finer, deeper, ‘much more

3T0T cot03 CMBOAM3MPOBaN 06LY-
HOCTb 3CTETUYECKMX 3ajay, CTOoA-
WMX nepes NMCATeNAMU U XUBO-
nucuamu. YexoB BbICOKO OLEHU-
Bal W BHMMaTeNbHO chnejun 3a
TBOpYecTBOM apyra. [oat A.H.Mne-
LeeB 1 Apyrue nuTepaTopbl pasje-
NANN ero MHeHwue. JleBuTaH, noowy-
pAf, Ha3biBan YexoBa «nensaxmc-
Tom»; yBneKanca nossvein EAba-
paTbIHCKOrO; BO3MaBWB Mein3ax-
HbI Knacc MocKoBCKoOro yunnuua,
AaBan 3ajaHvie y4yeHUKaM nucatb
KOMMO3MLMM Ha MOTUBbI CTUXOTBO-
PEHWIA, NOCBALWEHHbIX PYCCKOMN
npupoge. JleButaH npuaepxvsan-
cA y6exaeHUs, 4To TONbKO Ha poc-
CUINCKON MoyBe, 06palLasich K pyc-
CKUM HaLMOHaNbHLIM MOTVBaM,
KMBOMKCEL, MOXET CTaTb HacTosA-
wum nensaxuctom. OH npoasnAn
3HAHMA U YYTKOCTb M K COBPEMEH-
HOMY eBpOMEeNCKOMY WCKYCCTBY, O
yeM, HampuMmep, CBUAETENbCTBYET
nensax «Cymepku. Crora» (1899,
['TT). HTepnpetupysa xapakTepHble
ANA VMMPeCcCUOHNCTOB MOTUBbI, B
rnasax CooTeyecTBeHHWKOB JleBu-
TaH OKa3blBasCA TOHbLUE, Iybxe u
«ropasfo cepbe3Hee (paHLy3-
CKMX» Xy[0XHMKOB. TaK, HecKosb-
KUMK rogamm paHee Yexos u3 [la-
puxKa HanuweT cBoey cectpe: «B
CpaBHEHUW CO 3AELHUMU new3a-
xuctamu... JleButaH Koponb!».

B pycckom Hapoge cTpemne-
HMe K «KpacoTe» W «npaBae» u3-
[aBHa CBA3bIBANOCh C 06peTeHneM
Bepbl, 6oromckatenbcToM. JIMHNUA
pa3BUTWA PyCCKOro neisaxa, cBa-
3aHHasA C 3TVIMU YKOPEHEeHHbIMU B
HapofHOM CO3HaHUW NpeAcTaBle-
HUAMW, onpejeneHa TBOPYECTBOM
Mwuxanna HectepoBa, KoTopoe He-
OTAE/MMO OT TPaAWLMIA PYCCKOro
npaBocnaBHoro uckyccrsa. Ero
nei3aXu HanosHeHbl MONYaIuBbIM
6naroroBeHvMeM nepes OKpyXato-
WMM MMPOM Kak BOXEecTBEHHbIM
YHUBEPCYMOM W BCENEHCKMUM Xpa-
moM. Pycb HectepoBa - 3710 3emnn
MYZPbIX CTapLeB, CBATbIX MOABUX-
HUKOB U HECKONbKO acKeTuyec-
KOW, MONYanuBOW MpUPOAbI, Nn-
LIEHHOW COMHEHWM, MPYBHOCUMbIX
B MUp YenoBeKoM. KusonvcHaa un
o6pa3Has 3cTeTMKa KapTuH Hecte-
poBa poAHWT ero ¢ npepadasnura-
MW, JOCTAaTOYHO CPABHWTb MONOTHO
«Cepruit  PagoHexckuin» (1899,

[PM) n nporpammHoe npou3sBege-
HWe aHruiicKoro «bpatcTBa» -
«Cetou Mupa» (oK. 1854) J1.XaHTa.

[na Poccun, otanyatowencs
LUMPOTOIA NpocTpaHcTBa U Boratet-
BOM KPaCOK, CTpaHbl C yCTONYUBbIM
penurnosHbIM CO3HaHWeM, BOC-
NpUATME NPUPOAbI, OTHOLIEHMEe K
naHawadTy ObiNo CBA3aHO C APKU-
MW 1 pa3HOOBpa3HbIMK XyL0XeCT-
BEHHbIMW BOM/IOLLEHVAMU B NnUTe-
patype v xusonvcu. Mouncku «kpa-
COTbI» U «NpaBAbl» BelW K nepe-
CMOTpY 3CTeTUYeCKMX TpeboBaHui
K MICKYCCTBY, K TEXHU4ECKUM 3KCre-
pUMEHTaM W [OCTVXKEHWAM, Cro-
co6CTBOBANU OTKPBITUIO HOBbIX
TeM, a MaBHOe, 0BpeTeHMto HaLKo-
HanbHOW caMobbITHOCTU.  TouHO
BbIBEPEHHbI COCTaB BbICTaBKK (C
€AVHCTBEHHbIM yMyllleH/eM - oT-
CYTCTBMEM MNei3axHbIX 3TIOAO0B
AMBaHoBa), chopMUpPOBaHHOW UH-
TepHaUMOHaNbHOM rpynmnow cneum-
anuctos, ybepuTenbHO nokasan
«Pycckun nensax anoxu JibBa
Toncroro» Kak 0AHO U3 KpYNHbIX U
OpUrVHaNbHBIX ABNEHWIA eBponen-
cKom KynbTypbl XIX Beka.

lanuHa AHOpeesa

serious’ work than the French
artists. Writing to his sister from
Paris, Chekhov exclaims that
‘Compared to the local landscape
artists... Levitan is king!’

The Russian people have
always seen the search for truth
and beauty as linked to the
search for faith and God. This
direction in the development of
the Russian landscape is repre-
senfed by Mikhail Nesterov,
whose paintings are closely con-
nected with Russian Orthodox
art. Nesterov's landscapes are
filled with silent reverence for the
world which is seen as a divine
universe, an all-embracing tem-
ple. His Rus is the land of wise
elders, holy men and silent, asce-
fic nature: nature that is free from
all the doubt which men bring
into the world. Nesterov's aes-
thetic imagery is reminiscent of
the pre-Raphaelites. Compare, for
instance, his ‘Sergius of Radonezh’
(1899), and Hunt's ‘The Light of
the World’ (c. 1854).

Russia is a vast land of broad
expanses, great natural wealth and
firm religious awareness. Its land-

BbICTABKW

M.B.HECTEPOB. Jlucnuka. 1914
Xoncrt, macno. 101x127

MIKHAIL NESTEROV. The Little Fox. 1914
Qil on canvas. 101 by 127

scapes have inspired many memo-
rable and diverse works of litera-
ture and visual art. The constant
search for truth and beauty pro-
duced ever changing aesthetic
demands on art, encouraging tech-
nical experiment and bringing
many achievements. New themes
were discovered and, most impor-
fantly, an original national school
was formed. The paintings in this
exhibition, carefully selected (with
the only one omission of Alexander
Ivanov's Landscape studies) by an
international group of specialists,
show the Russian landscape in the
age of Tolstoy fo be a prominent
and original part of nineteenth-cen-
tury European culture.

Galina Andreeva
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Bua [lBopuoBoii HaGepexHo

6 e ‘ m 0 / l u bl ot lMeTponaBnoBCKOW KpenocTu.
PparmeHT

View of the Palace Embankment
from the Peter and Paul Fortress.

YCCKOCO

Kanasemmu”

Bug [lBopuoBoii HabepexHom
ot [MeTponaBnoBcKoit Kpenoctu. 1794
Xoncr, Macno. 70x108

View of the Palace Embankment from
the Peter and Paul Fortress, 1794
Oil on canvas. 70 by 108 cm
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B Hos6pe 2004 200a 8 KpembAKOBCKOL 2a/1epee 0MKpOoemcs 8bICITABKA, NOCES -
weHHaA 250-nemhy netisaxucma nE[lNKA MATBhEBhoA Anekceesa. B 3kc-
no3uyuu 6ydym npedcmas/ieHbl }KUBONUCHbIe U 2paghuyecKue npoussedeHus
u3 6osiee yem decamu My3eliHbix cobpaHuli bocksbi u UABAK-liemep6ypaa, 8
momM Yucrie KpembAKoBcKoli 2aniepeu, [ocydgpecmseeHHo20 Themopuyeckoz20 My-
3es, [ocydapcmeeHHo20 hpmMumarka, [ocydgpcmeeHHO20 HKYCCKo20 My3es, a
makoKe u3 Kowtekyuii Boseoepadckoeo xydoxecmeeHHo20 My3eA u Bayuo-
HQ/IbHO20 XyO0XecmeeHHO20 My3es pecny6nuku besnapyce.
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Bua Ha BockpeceHckue »
1 HuKonbckue BopoTa

1 HernuHHbIN MocT

ot TBepcKoii ynuupl

[
B Mockge. 1811
ussian
78x110,5

View of the Voskresenskie »
and Nikolskie Gates and
the Neglinnaya Bridge
from Tverskaya street

analetti ! i

78 by 110,5 cm

oo moueAL 8 Hocee. IN NOVEMBER 2004 THE TRETYAKOV GALLERY WILL MARK THE
250TH ANNIVERSARY OF THE BIRTH OF FEDOR ALEXEYEV - A
TD:‘:aFi‘l‘*d SLERR T esae RENOWNED RUSSIAN LANDSCAPE PAINTER - BY HOLDING A
GRAND EXHIBITION OF HIS PAINTINGS AND GRAPHIC WORKS
FROM ALMOST A DOZEN MUSEUMS OF MOSCOW AND ST.
PETERSBURG (INCLUDING THE TRETYAKOV GALLERY, THE STATE
e T e, T HISTORICAL MUSEUM, THE HERMITAGE, THE STATE RUSSIAN
Xonet, macno. 81,3x110.5 MUSEUM), AND ALSO FROM THE COLLECTIONS OF THE
The Red Square in Moscow, 1801 VOLGOGRAD MUSEUM OF FINE ARTS, AND THE NATIONAL FINE
Oil on canvas. 81,3 by 110,5 cm ARTS MUSEUM OF THE BELARUS REPUBLIC.

o b Y
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U'—' owns and cities very
often play the role of
a muse for landscape

artists. Towns are con-

stantly changing, and their "portraits"
preserve the images of times gone by.
This explains why townscapes are
becoming more and more interesting,
not only for connoisseurs of art but
also for those interested in historical
aspects of life. More than two hundred
years ago, Fedor Yakovlevich Alexeyev
(1753 or 1754-1824) painted por-
traits of Moscow, St.Petersburg and a
number of other Russian towns. Alex-
eyev was one of the first Russian land-
scape painters, and one of the great
names of the 18th century Russian art.
Being a tfalented disciple and follower
of Venetian masters of the "theatrical
perspective” and "vedutas’, Alexeyev
managed to create and reveal the
national peculiarities of the Russian
school of landscape painting. He
achieved a high level of fame as a
Moscow and St.Petersburg cityscape
painfer. Alexeyev was also acknowl-
edged as being a good copyist of
Western-European landscapes, and
achieved recognition as head and tutor
of the "perspective" class of the Acade-
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my of Fine Arts. Thus the Tretyakov
Gallery exhibition is to demonstrate all
aspects of the artist’s creative activity -
from his green years as a disciple,
through to when he became an out-
standing master and teacher.

The exact date of Fedor Alexeyev's
birthday is not known. Nevertheless,
some facts given by the artist himself in
his biography point to the year 1754.
Born into the family of a retired soldier,
Alexeyev studied at the Academy of
Fine Arts from 1767-1773. A year
before his graduation from the Acade-
my, he was sent to aftend landscape
classes. For quite some time, the future
painter was to obey the Academy offi-
cials who merely saw him as a scenery
artist. In order to study the art of the-
atre perspective, Alexeyev spent three
years in Venice. But the best profession-
al classes for him proved fo be in copy-
ing the town vedutas of the Venetian
masters, in particular those of the
famous Antonio Canaletto, whose
paintings influenced Alexeyev's creativ-
ity to the greatest extent.

On his return from lItaly, Alexeyev
started his artistic career as a copyist.
In the 1780s when he worked as a
scenery artist for the Board of Direc-

THE TRETYAKOV GALLERY #3' 2004

Bupa Ha BockpeceH-
cKue n Hukonbckme
BopoTa U HernuHHbIN
mocT oT Teepckon
ynuubl B Mockse.
®parmeHT

View of the Voskre-
senskie

and Nikolskie Gates
and the Neglinnaya
Bridge from Tverskaya
street in Moscow,
Detail

MBOMUCHbIe BUAbI 10
poAoOB CPOAHU MOPT-
petam. [opoaa MeHsAOT-
CA, HO WX €MOPTPETHI»
XPaHAT 4YepTbl MpexHero, HaBeK yLen-
wero obavKka. BoamoxHo, nostomy ro-
POACKMe BWAbl C TeYeHWeM BpeMeHu
CTaHOBATCA Bce Bosnee NHTepeCHbIMM He
TONBKO NS LleHUTeNe X1BONUCK, HO U
ans Becex nobutenein nctopum. «Mopt-
petb» MockBbl, lMeTepbypra u apyrux
poccuiicKmx ropofoB cosaaBan Gonee
aByxcot net Haszag ®epop fKosneBuwy
Anekcees (1753 nnn 1754-1824), oanu
13 NepBbIX PYCCKUX nerizaxuncTos. Mpea-
craBuTenb uckyccraa XVIIl Beka, Anek-
ceeB HaxXOAWICA y UCTOKOB pasBUTUA
Nen3aXKHOro aHpa B OTeYeCTBEHHOM
xuBonucu. MocnesoBatens BeHeuuaH-
CKWMX MacTepoB TeaTpasbHOI «nepcrek-
TVBbI» N CTAHKOBOW «BefyTbI», OH OTpa-
311 B CBOEM TBOPYECTBE C/IOXeHMe Ha-
LMOHaNbHbIX 0COBEHHOCTEN pyccKoi
WKOMbI Men3axa. XyAOKHUK npuobpen
N3BECTHOCTb KaK aBTOp BUAOB POCCUIA-
cKux ctonuy - Mockebl 1 MNetepGypra,
MCNONHWTENb KOMUIA C KapTVH 3anajHo-
eBpOMenCcKNX Ner3axmncToB., rasa Mac-
TEPCKON U PYKOBOAMTENb MepCreKTuB-
Horo Knacca Akagemun xynoxecrts. Bbl-
CTaBKa [O/KHa KaK MOXHO MosHee
npeAcTaBUTh TeMaTMyeckoe pasHoo06-
pasvie TBopyecTBa AseKceeBa - CHaya-
Na y4YeHVKa, a 3aTeM BbIAAlOLLeroca ma-
cTepa v neparora.

TouHas pata poxaeHua O.A.Anek-
ceeBa HeM3BECTHA, HO CBeAeHUA, Mpw-
BeJleHHbIe CaMUM XY[OXHUKOM B MO~
CNTY>KHOM CMUCKe, 40T OCHOBaHMe CYn-
TaTb, 4T0 OH poaunca B 1754 ropy. CbiH
OTCTaBHOrO conjata, Anexkcees yuuncs B
Axagemun xypoxects B 1767-1773 ro-
Aax U 3a rod A0 ee OKOHYaHuA bbin on-
peneneH B Knacc nen3axHow XunBonu-
cu. [lonroe BpeMA xenaHue XyAoXHUKa
3aHMMaTbCA CTAaHKOBbIMW BUAAMU He
COBMajano ¢ HaMmepeHvem AKazemuw,
CTPeMUBLUENCA CAenaTb U3 Hero Tear-
panbHoro Aekopatopa. C uenbio n3yye-
HMA UCKYCCTBa TeaTpanbHON Nepcrek-
TBbI AnekceeB Tpy roaa nposen B Be-
Heumun. OaHaKo rMaBHOW LWKOMOW Ans
MOJIOZ0r0 XMBOMMUCLA CTano Konvposa-
HWe TOPOACKUX «BeayT» BeHeLMaHCKNX
XYAOXHWKOB, Npex /e BCero 3HaMeHnTo-
ro A.KaHanetTo, npov3BeaeHnsa KoTopo-
ro okasanu Hanbonee BaxHoe BAVSAHWE
Ha TBOPYECKYI0 MaHepy nei3axucra.

tors of the Imperial Theatres, Alexeyev
copied paintings by Antonio Canaletto
and his disciple Bernardo Bellotto in
the Hermitage. This particular work was
ordered by the Russian Empress,
Catherine Il. It is quite possible that at
that time, Alexeyev also copied the
landscapes of the renowned German
painter of the 18th century Jacob
Philipp Hackert.

The copies, though smaller than
the originals, confirmed Alexeyev's
bright talent as a painter who was able
to perceive and reveal both the decora-
tive and image-forming possibilities of
colouring. Thus Alexeyev slightly
changed the linear graphic approach to
the depiction of the architectural object
and cold colournig of Bellotto’s painting

-
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Konus c KapTuHbl
A.Kananerto
«BHyTpeHHOCTb
ZiBOpaA C CafoM.
JNlopxua B Beneunmn»
Xoncrt, Macno
74,5x46,4

Copy of Antonio
Canaletto’s picture
"Inner yard with
the garden. Logge
in Venice"

Oil on canvas
74.5 by 46.4 cm

Konwusa ¢ kKapTuHbl »
A.-®.XakkepTta

«Bup KataHuun 1 3THbI»
Xoncr, Mmacno
59,8x85,5

Copy of Jacob »
Philipp Hackert's
picture "View

of Catania and Etna"
Qil on canvas

59.8 by 85.5cm

Konus ¢ KapTuHbl
b.bennotTo

«Bug LBuxrepa

B [lpe3aeHe»
Xoncer, Mmacno
48,4x64,8

Copy of Bernardo Bel-
lotto’s picture

"View of Zwinger

in Dresden”

Oil on canvas

48.4 by 64.8 cm

> B,

A i e

C konuii Hauanack Kapbepa Anekce-
eBa KaK Xy4OXHMKa-CTaHKOBWCTa nocrne
Bo3BpalleHna n3 Wranum. B 1780-e ro-
Ibl, paboTan AeKopaTopoM B AMpPeKLMM
MimnepaTopcKux TeaTpoB, OH MOBTOPAN
KapTuHbl A.KaHanetto n ero y4yeHuka
b.bennotto B 3pMuTaxke mno 3akasam
umnepatpuupbl EkatepuHbl Il. BeposiTHo,
B 370 e BpeMA AneKceeB KOMWpoBas
nen3axu W3BECTHOTO HEeMeLKOro Xy-
noxHuKka XVIII Beka - A.-®.XakkepTa.

YMeHblUeHHble NOBTOPEHUS or-
POMHBIX MOJIOTEH XapaKTepu3sytoT Anek-
ceeBa KaK TaNaHTIMBOMO XMBOMUCLA,
TOHKO YyBCTBYIOLLETO AEKOpaTUBHbIE U
06pa3sHble BO3MOXHOCTW KONOpWTA, ero
camocToATeNbHOe 3HauyeHue. Tak, cyxo-
BaTas rpauyHOCTb U XONOAHasA Kono-
pucTuyecKkas raMma KapTuHbl bennotro
«Bug LBwuHrepa B [pe3geHe» cmeHw-
nacb y AnexkceeBa MArKOCTbIO W Tenno-
TOW KpacouHbIX OTTEHKOB, Gnaropaps
yeMy KOMUA BbIMAAUT POMaHTUYHOW
cTUAM3auMen Tpe3Boi U 00bEeKTUBHO
MaHepbl UTanbAHCKOro nensaxmucra. He
C/ly4allHO €ero Ha3sblBanu «pyCCKUM
Kananettu», a umnepatpuua «Haxoamna
BEJIMKOE Y0BO/IbCTBMEY, paccMaTpuBas
paboTbl AnekceeBa, M OLeHMBana Mx
BECbMa BbICOKO.

B Hauane 1790-x rogoB B TBOpUe-
cTBe AneKkceeBa BO3HMKNA nepBas opu-
rMHanbHasA nensaxHas TeMma, onpepe-
NMBLUAA ero AasbHelLlylo TBOPYECKyHo
cyabby - Tema [etepbypra. Metepbypr
poc Ha rnasax AnekceeBa. [lepepaBas
06/MK MONoAoM CTONULbI, Mer3axucT

BbICTABKMU

MCMoMb30BaJl HAKOMJIEHHBIN OMbIT TeaT-
panbHOro ileKopatopa v Konunucra u cy-
Men co34aTb CaMOObITHbIA XyAOXecT-
BeHHbIi 06pa3. He Byayun oTKpbiBaTte-
J1eM TeMbl CeBEPHOW CTONNLIbI B PyCCKOM
MCKyCCTBE, OH Hallen Hanbonee rapMmo-
HWYHOEe ee pelleHWe, He yTpaTuBLIee
cBoero 06asHUA 1 NoHbIHe. Bo3BbilweH-
HOCTb 1 MATKYH IMPUYHOCTL 06/1MKa ro-
poia XyaoxHVK nepepan B Bugax [le-
Tepbypra, ucnonHeHHbix B 1790-x ro-
Aax. 3a oavH u3 Hux, «Bug [BopuoBon
HabepexHoii ot lMeTponaBnoBcKoii Kpe-
noctu», Anexcees OblN YA0CTOEH 3BaHUA
aKafileM1Ka NepcrneKTUBHON X1BOMUCU.

CoBpeMeHHUKM BbICOKO LieHUIN B
paboTax AnekceeBa ymeHue n3bpatb
«CYaCTNNBYIO» TOUKY 3peHus Ha n3obpa-
xaembiin Bua. Co3paBas netepbyprckue
nen3axu, XyLOXKHUK UCNOoNb30Ba YHU-
KaNbHYt0 0COBEHHOCTb apXUTEKTYPHOMO
061vKa ropoga, Kpacota KOTOporo, no
BbIPaXKEHUIO OZHOTO M3 UCTOPUKOB UC-
KyccTBa, Obina «3anpoeKTvpoBaHay.
EAVHCTBO apXxuTeKTypHOro cuiysta ¢
BO3JYLUHbIM Y BOAHbIM MPOCTPAHCTBOM
ABUOCb B KapTUHAX €MKUM XyAO0XecT-
BEHHbIM BblpaXeHWEM HOBbIX rpajo-
CTPOUTENbHbIX WAeW, BOMOLLEHHbIX B
ceBepHoli ctonuue Poccum.

lapMoHUA nei3axHbIX 06pa3oB,
co3jaHHbIX AneKceeBbIM, He UCYeprbl-
BaeTcA M3bpaHMeM «CYaCTIMBbIX MyHK-
ToB» 0630pa. OHA poXaaeTcs Takke
Gnarofaps CBETOHOCHOCTW MATMKMX, ro-
ny6oBaTo-cepbiXx TOHOB BOAbl U Heba,
YCUJIEHHOM KOHTPACTOM C HacCbILWEHHOW
Tensov raMMoi B U306paxeHUn 3emiu
nepsoro nnaHa. B Bupax MMetepbypra
yragbiBaetcA BnavaAHve KaHanerto, HO
30/10TUCTOE CUAHUE BEeHeLMaHCKUX BU-
JOB CMEHMNOCb B HUX cepebpucTbiM
MepLuaHueM, HamnoMWHaKLWMM «npo-
3payHbIii cymMpak, 6neck 6e3nyHHbI»
CeBepHbIX JIeTHMX Houel. VpeanbHoe
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"View of Zwinger", making it milder and
warmer, adding a fleur of romanticism
to the original. It is no surprise that they
called him "Russian Canaletti” and that
the Empress enjoyed and highly appre-
ciated Alexeyev's works.

The beginning of the 1790s is
considered fo be the starting point of
Alexeyev's artistic career. It was at that
fime that the artist managed to find his
original theme - views of St. Pefer-
sburg. Alexeyev, witnessing of the rapid
growth the capital, applied all his artis-
tic experience as a copyist and a
scenery painfer, to portray an ever-
changing image of the capital. Though
Alexeyev was not a pioneer in depicting
St.Petersburg - the Capital of the
North - in Russian art, he made quite a
number of fine and harmonious "por-
traits" of the city that have already pre-
served their charm for more than two
centuries. Alexeyev was awarded the
title "Academician of Perspective Paint-
ings" for one of his oil canvases - "View
of the Palace Embankment from the
Peter and Paul Fortress".

Alexeyev's contemporaries appre-
ciated his ability to find "the happiest
viewpoint" from which to catch the best
and most picturesque views. There is
everything in his St.Petersburg
cityscapes: consummate composition
and the subtlest gradations of light,
which add an aura of peculiar lyricism
to the fascinating "planned” beauty of
the city. The artist brilliantly united
architectural silhouette with air and
water spaces, so vividly manifested in
the then modern ideas of city building.

The inner harmony of Alexeyev's
cityscapes cannot be ascribed to "the
happy viewpoints" alone. It is born of
the light-bearing soft bluish-grey
colouring of the water and the sky,
reinforced by the contrast with the
dense warm colours of the foreground.
One cannot fail to see Canaletto’s influ-
ence in Alexeyev's views of St.Peters-
burg, but the artist changed the golden
radiance of Venetian cityscapes into
the silver glimmer of the transparent
twilight of the Moonless North summer
nights. The artist created a dream-city
- a city seen as if through a transparent
veil of light - a peculiarity of St.Peters-
burg that had never once been noticed
by all those who had previously visited

36 TPETbAKOBCKAS TANEPES

this city on the Neva river. All Alex-
eyev's works are frue to life, but far
from humdrum of life: quiet waters,
slowly flowing vessels, a few almost
motionless figures of people on the
bank, rhythmical movements of the
oars of a boatman, resembling a Venet-
ian gondolier, - all these elements put
together, comprise the fairytale-like
beauty of "the main facade" of the city,
whose main avenue is the Neva river.

In his later pictures of the city, the
artist paid keen attention to the monu-
mental architectural constructions that
were being built at the beginning of the
19th century, such as the new build-
ings of the Admiralty and the Stock
Exchange. And the staffage became
more detailed and diverse, depicting
the everyday scenes and festive events
of city life. In his "View on the Stock
Exchange and the Admiralty from the
Peter and Paul Fortress", the artist unit-
ed the space of the Vasilyevski Island
Point with the panoramic view of the
embankments. The whole of the city is
in movement: the figures of people are
not static, the coaches are moving in
front of the Stock Exchange Building, a
crowd of people are gathered at the
Neva, probably not far from the Admi-
ralty, where the flags decorating the
ship in the stocks are streaming in the
wind - all these fell of some festive
event that the painter wants the viewer
to be involved in.

The views of St. Petersburg were
the focus of Alexeyev's artistic activity
for almost three decades. Each of his
cityscapes can be found in a number of
variants. It should also be noted that
the painter enlisted the co-operation of
his disciples - the students of the Acad-
emy of Arts where Alexeyev had him-
self been tutored in the perspective
painting classes - to fulfill some of the
ordered works for the Court or for pri-
vate collectors. Alexeyev's activity as
the manager of his own shop was also
connected with the other most impor-
tant theme in his activity - Moscow.

Alexeyev lived in Moscow with
the students of the Academy from
1801 to 1802. During that time, he
managed to create an absolutely
unique series of watercolours, com-
prised in the so-called "portfolio of
Moscow sights". Alexeyev's widow

THE TRETYAKOV GALLERY #3' 2004

KOMMO3MLIMOHHOE paBHOBECHE U XKMBO-
nUcHasA NerkocTb co3aatoT 06pa3s ropo-
fa-MeuTbl. Takoe BrneyatneHne Npous-
BOAWN peanbHblii MeTepbypr Ha MHOMMX
MyTellecTBEHHNKOB — COBPEMeHHUKOB
XyAoXHMKa. MMpu Bcein focToBEpHOCTH
13006paKeHNA NLLeHbl 0BbIAEHHOCTH,
noBcesiHeBHOW cyeTbl. Txne BOAbI pe-
KW, MeAJIeHHO ABVKYLLMECA MO Hel cy-
[la, ManoYmnC/eHHble, MOYTU HenoABUX-
Hble GuUrypKu noaeit Ha Gepery 1 nnae-
HOe JBVXeHWe Becsa IOA04HMKA, NOX0-
)KEro Ha BEHEeLMaHCKOro roHaonbepa, ~
BCe NoAYepKMBaeT BoNLebHY KpacoTy
«napagHoro dacaga» ropoga, MaBHbIM
«npocneKkTom» KoToporo ctana Hesa.

B 6onee nosgHux n3obpaxeHUAX
CeBEepHOW CTONMLbI XYAOKHUK obpatun
0coboe BHUMaHWe Ha MOHYMeHTaslbHble
COOPYXKeHWS, yKpacuBLUME Fopoj, B Hava-
ne XIX BeKa, TaKue, Kak HOBble 3JaHUA
Bupxu n Agmupanteicrsa. lopasgo Ha-
CblleHHee 1 pa3Hoobpa3sHee cTan crad-
(hax: BbIpa3nTeNbHO MOKasaHbl NoBCes-
HEBHbIE 1 MPa3HNYHbIe COObITUA B XKU3-
HY ropoxaH. B «<Buge Ha Bupxy n Aamu-
panteiictBo oT [leTponaBnoBCKOW Kpe-
MoCTW» TOYKa 3peHus, n3bpaHHas Xy-
AOXHUKOM, 06beAnHMNa NpOCTPaHCTBO
cTpenku BacunbeBckoro octposa 1 na-
HopaMy HabepexHbix. [opos nonoH Asu-
XeHuA: UrypKu Niofen yxe He cTaTuy-
Hbl, Nepea bupxen ABMXYTCA 3KMNaXK,
a okono Hesbl cobpanach Tonna - Bepo-
ATHO, B raBaHV nepes 3aaHveM Apmu-
panTeicTea, rae Haj CTOALMM Ha cTane-
nfAx Kopabnem passesatoTca dnaru, npo-
VICXOZMT KaKoe-To TOp)KeCcTBeHHOE cobbl-
Tve.

Metepbyprckue Buabl Anekcees
«CHMMan» Ha MPOTAXEHUWN MOYTU Tpex
necaTuneTnin. MpaKkTryeckn Kaxablin ns
HUX U3BECTEH B HECKOJbKMX XUBOMMUC-
HbIX BapuaHTax. icnonHAA KapTuHbI No
3aKasaMm [lBopa 1 4acTHbIX KOANeKLo-
HEepOoB, XyAOXKHWK, BO3MOXHO, npuberan
K nomoLy yyeHUKoB AKajeMuu Xyao-
xects, rae ¢ 1803 roaa oH Bosrnasnan
Knacc nepcnekTvBHoi xusonucu. Oa-
HaKo fieATeNbHOCTb AneKceeBa Kak py-
KOBOAMTENA COOCTBEHHOW MacTepcKoii,
CKOpee, CBAi3aHa CO BTOPOW Ba)KHeit-
el TemMoOM ero TBOpyecTBa - TeMOWN
MocKBbl.

B MockBe AnekceeB Haxoawuscs B
1801-1802 rogax B CONpOBOXAEHUU
BocnutaHHukoB Akazemun W.B.Mow-
koBa U A.M.KyHaBuHa. 3a 3T0T KpaT-

KWW CPOK C MX MOMOLLbBIO XYA0XKHUK CO-
3[laN YHWKasbHYIO Cepuio aKBapesb-
HbIX PWCYHKOB, KOTopas cocCTaBuna
TaK Ha3blBaeMblil nopTdenb MOCKOB-
ckux BuaoB. Mocne cmeptn Anekceesa
ero BAoBa nepejana noptdenb, co-
naepxaBwuit 58 BupoB MockBbl 1 ee
OKpecTHoCTeW, B Ipmutax. Bnocnepacrt-
BUW CepuA pasolunach No HeCKONbKUM
My3eiHbIM cobpaHuam Mocksbl u lMe-
Tepbypra. BnepBble, Kak eAnHOE Lenoe,
oHa GyzeT cobpaHa Ha buneiHomn Bbl-
CTaBKe XyAO0XHMKa.

CBA3aHHble LeIbHOCTbIO 3aMblCna,
3CKM3bl BOCCO3AatoT 06pas cTapoi, Ao-
noxapHon Mocksbl. MHorve apxuTtek-
TypHbIE COOPYXEHUA U BUAbI, 3aneyar-
NleHHble Ha MOCKOBCKMX aKBapensx, no-
rnénu Bo BpeMmA HawecTsus HanoneoHa
B 1812 rogy. [o3aToMy MoCKOBCKMe neid-
33X 04eHb CKOPO NpMoBpenu LeHHOCTb
NCTOPUYECKMX CBUAETENbCTB. AKBapenu
MOCNYXWUAN OCHOBOW ANA KapTUH, Hanu-

caHHbIX AneKkceeBbIM U €ro MacTepcKom
Ha npotsxeHun 1800-1810-x ropos.
BonblWWHCTBO MONOTEH MpeACTaBAAT
BuAbl BHYTpM Kpemna un BOKpyr Hero.
Bnarogapsa AnekceeBy M ero yyeHuKam,
coBpeMeHHble 3puUTenn MoryT nono6o-
BaTbCA «nepcnekTnsoi» KpacHol nno-
waau ¢ cobopom Bacunusa BnaxeHnHoro,
yBUAETb APEBHMeE cTeHbl 1 bawHn Kpem-
nA, BockpeceHcKue BOpoTa, fjaBHO MC-
yesHyBlve Crapble Toprosble pAAbl,
37aHue [naBHOM anTeKK, B KOTOPOM pas-
Mewanca MoCKOBCKMIA yHBepCUTET, 3a-
mAHyTb Ha CobopHylo U VIBaHOBCKYytO
nnowazau, «norynate» no bospckoin nno-
waake ctaporo Kpemnesckoro asopua.
[JpeBHAA pycckas cTtonuua rnopa-
3una AnekceeBa cpeHeBEKOBbIMU «ro-
TUYECKUMU® COOPYXEHUAMM, Henpu-
BbIYHBIMU 1A XYAO0XHWKa, BOCNUTAHHO-
ro Ha apXuTeKType COBPEMEHHOI eMy
anoxu Khaccuumsma. [lpuyyanveble
(hopMbl, ApKMe KpacKuy JaBanu npocTop

*

Bua Ha Bupxy

v AgMupanTeiicTBo
ot [MeTponaBnoBcKoi
kpenoctu. 1810
Xoncr, Macno. 62x101

View on the Stock
Exchange and Admiralty
from the Peter and

Paul Fortress, 1810

Oil on canvas

62 by 101 cm

REL e
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donated this "portfolio”, containing
fifty-eight views of Moscow and its
suburbs, to the Hermitage Museum.
Later it was distributed among sever-
al museum collections in Moscow and
St.Petersburg. The whole of the col-
lection will be presented to the public
at the jubilee exhibition.

Being connected with each other,
these studies reconstruct the image of
pre-1812 Moscow. Many a mansion
and architectural monument depicted
by Alexeyev were completely destroyed
in the fire of 1812, which was caused
by the Napoleonic invasion. Hence-
forth, the cityscapes acquired a new
significance - that of historical arti-
facts. These watercolours were the
source of inspiration for the artist when
he paintfed his oil canvases in his studio
during the 1800-1810s. The majority
of these paintings depicted the views of
the Kremlin and its surroundings. Thus,
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thanks to the works of Alexeyev and his
students, contemporary viewers can
appreciate and admire the perspective
of the Red Square and St.Basil's Cathe-
dral, the ancient Kremlin walls and tow-
ers, the Voskresenski Gates, and the
building of the Main Drug Store
(Apotheke), in which the Moscow
University was placed. A glance at
Alexeyev's paintings is enough to feel
the atmosphere of old Moscow, its
Cathedral and Ivanovskaya squares,
and the old Kremlin Palace.

The Old Russian capital with its
middle-aged architecture impressed
the artist, who had been "brought up"
in the atmosphere of St.Petersburg’s
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Co6opHas nnowaab
B MockoBcKOM
Kpemne. ®parmeHt

The Cathedral Square
in the Moscow Kremlin.
Detail

THE TRETYAKOV GALLERY #3' 2004

ero BoobpaxeHuto pexopatopa. Oco-
GeHHOCTV apXWUTEKTYpbI ONPeAeNVIN Xa-
paKTep MpOCTPaHCTBA MOCKOBCKUX BUW-
[0B, B HEM OLLYLLIAeTCA ABHOE POACTBO C
TeaTpanbHONM CLEHOW, KOTopylo 0bpam-
NAT BeJMKosenHble cobopsbl, TepeMa 1
ABopubl. TeaTpann3oBaHHbIMK BbIMA-
AAT CaMy COOpYXKeHUA, B 13006paxeHnn
UX AeTaneil XyAOXHWK WHOTAA npeHe-
Operan [OKYMEHTaNbHOW TOYHOCTbIO,
4T06bI A0OUTLCA NPa3aHUYHOTO AeKopa-
TBHOrO 3 eKTa.

«Pa3Hoobpa3Hoi v xuBoi, // OHa
neHAeT NeCTpoOTON...», = M1can o NepBo-
npectonbHoit cronuue A.C.MywKMH.
AnekceeBy yaanocb nepesatb 3Ty Hero-
BTOpUMYyto ocobeHHoCTb ropoaa. Mock-

Ba, OMJIOT NaTpuapxaibHbIX 00blYaeB n
HpaBOB, MpMB/eKaeT B KapTuHax Anek-
ceeBa He TONIbKO KOJIOPUTOM Cefiol cTa-
PVHbI, HO 1 Bblpa3uTe/bHbIMU NpUMeTa-
MU COBpPEMeHHOW eMy 3noxu. KaptuHa
«KpacHas nnowagb B Mockse», nucnon-
HeHHaA AneKkceeBblM elle BO BpeMs
npebbiBaHWA B APEBHEN CTONMLE, NOHA
Breyat/eHnin 0 NOBCEAHEBHbIX 3aHATU-
AX MOCKBUMYel. PasHoobpa3sHble KocTio-
Mbl, LWYMHaA TOProB/iA B JlaBKax OKOJ0
[PEeBHUX KPeMIeBCKUX CTeH, ABVXYLLM-
eCA 3KUNaXW — Kapaan CueHKa 3achny-
KMBaeT npucTanbHoro BHUMaHus. «Ka-
Kue BOCMOMMHAHWA AN MOCKOBCKOMO
»wutensa!» — nucan o Bugax MockBbl no-
3T K.H.baTtowkos.

YMeHMe HanonHUTb apXUTEeKTyp-
HbIV Nen3ax NoAJMHHOM XU3HbIO, ne-
peAaTb oluylleHe CBOero BpeMeHu u
CBA3b C OTEYEeCTBEHHOW ucTOopuen -
6naropapsa 3TM cBoOWCTBaM Npou3sBe-
AeHuA AnekceeBa Nonb3yloTCA Hews-
MeHHbIM npu3HaHueM. OpHoBpeMeH-
HbI NOKa3 Ha BbiCTaBKe rpadnyecKmx
3CKM30B W XUBOMMUCHbIX KapTWH npe-
[OCTaBUT ee MOCeTUTeNAM YHUKalb-
HYH BO3MOXHOCTb MpOCAeauTb 3Tanbl
paboTbl MacTepa W ero y4eHWKoB OT
nepBOHayanbHbIX HaTypHbIX BMeyat-
NIEHUI A0 CO3[aHNA 3aKOHYEHHbIX BU-
A0B. B 3kcnosmumm Takxke 6yayT noka-
3aHbl aKBape/bHble KoMK C KapTuH
AnekceeBa, NCMONHEHHbIE yYeHNKaMU
nen3axHoro knacca AKkagemun xyzo-
KeCTB, 1 BOCNPOU3BeAeHNA Havnbonee
M3BeCTHbIX BMAOB MacTepa B neyart-
HoM rpadmKe 1 Ha npeaMeTax AeKopa-
TUBHO-NPUKNAAHOMO UCKYCCTBA.

CsemnaHa Ycayesa

Cob6opHas nnowaab
B MocKoBCKOM
Kpemne

Xoncrt, Macno
81,7x112

The Cathedral

Square in the Moscow
Kremlin

Qil on canvas

81,7by 112 cm

classicism. Here, everything was so dif-
ferent from the Capital of the North:
the intricate architectural decor, bright
colours, peculiar views of infer-wound
streets - all of which reminded him of a
theatre setting with the stage sur-
rounded by magnificent cathedrals,
towers (terems) and palaces. The
artist's imagination was fired to the
extent that he sometimes neglected
precise details, in order to achieve a
festive, decorative effect.

The great Russian poet Alexander
Pushkin, described the capital as
diverse, live, and colourful. Alexeyev
managed fo portray the unique peculi-
arity of the city. In his pictures,
Moscow - the stronghold of patriarchal
traditions and moral principles - is a
strong attraction with its special
ancient colouring, and live cityscapes
of the time. Such is Alexeyev's picture
"The Red Square in Moscow". Every-
thing is in movement: the coaches, the

people in bright clothes busily buying
and selling goods. All this makes a vivid
picture of a bustling, everyday life in
Moscow.

Alexeyev was able to bring his
cityscapes to life; to pass the atmos-
phere of his times down through the
centuries, to viewers who never fail fo
gain the purely historical experience
derived from his paintings. The simulta-
neous exhibit of his studies and paint-
ings, will give the opportunity to follow
all the stages of the work of the artist
and his disciples. Some watercolour
copies of Alexeyev's paintings, made by
the students of the landscape classes of
the Academy of Arts, will be exhibited
alongside prints of his works, and the
items of applied art decorated with the
views so brilliantly depicted by the artist
on the canvases.

Svetlana Usacheva
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LLYBUH

Tpuymc m Tpareama

Bex ExamepuHbi—-c/iasHoe U Henpocmoe 8peMA 8 0IeYecmseHHOU uc-
mopuu. </ OHU 2080pWIU 0 TNOM 8peMeHU C B0CINOPMeHHbIM 00ywessie-
HUeM unu ¢ yMusieHHbIM 3aMUpPaHUeM cepdya: GnecmAwuli 8eK, no-
Kpbiswuli »xoccuto beccMepmHoli, 8BcecsemHoii ciasoli ee anacmu-
BJIbHUUbI, BpeMA 2epoes U 2epouvecKux des1, 3noXa WUpPOKo20, He-
6bl8a/I020 pa3Maxa pyccKUX cuJl, usyMusuwie20 U Hanyeasuie20 sce-
JleHHy10...» - nucan ucmopuk B.I Antoyesckutl. «I He3a68eHHO cmasie-
mue.Xa00CMHbIM CMEPMHbIM dapyeltib hcmuHy, 8a/IbHOCMb U c8em, Aic-
HO co38e30be B08€eK...» — C/I0BHO 8 MOH eMy 8o32aauian A.Bixadu-
wjes, No UpoHuu cyobbbI Haubosee cwibHO Nocmpadaswiuliom cobem-
BeHHbIX WUTH03Ull. UKeNMUKU, Hanpomus, 0mmeya/iu nadeHue Hpasos
80meyecmse, 8ceobiLyto 6e30yX08HOCMb, pa/bUIb U KOpbicmosiobue.

40 HACNEDNE

HERITAGE

BeccnopHo, nMeHHO Bo BTOpOIA
nonosuHe XVIII Beka npoucxo-
AUT OKOH4YaTeJibHOe «BO4YeJio-
BEeYMBaHUE» KyJbTypbl, Te. uc-
KYyCCTBO CO BCell Cepbe3HOCTbIO
CTaBUT BOMPOC O YesioBeYecKon
JnyHOCTH, (hopMMpyeTCs HOBOE K
Hell oTHoleHWe, 6e30roBOpPoOYHO
yTBepXAaeTcA ee LeHHocTb. Op-
HMM U3 MyTell NO3HaHWA YenoBeKa
Obl1 CKyNbNTYPHbIA NOpTpeT. Bbic-
LUMe OCTUKEHWUA MOPTPETHOIO Xa-
Hpa B CKyNbNType Tex BpeMeH Obl-
7N cBA3aHbl ¢ TBOpyecTBoM Pefo-
Ta MBaHoBuya LLy6uHa.

OH poaunca B 1740 rogy B
AepeBHe TeukoBCKoW [lBMHCKOrO
ye3aa ApxaHrenoropozckoim rybep-
Hun. OTey u Gpatba OGyayuiero
CKynbnTOpa ObiNN YEPHOCOLIHLIMM
KpecTbAHaMW. 3eMns, Ha KOTOpoi
OHV WAV, HAKOTAA He MpuHaaie-
)Kana nomeLumKam, Ha Het He Bblno
KPernocTHbIX. YpoxeHLbl Tex MecT
MCMOKOH BEKOB, MOMUMO 3eMniese-
NS, 3aHUManucb pbi6HBIM Mpo-
MbIC/IOM, @ TaKXe pe3bboii no Koc-
" 1 nepnamytpy. Ewe npu rocyaa-
pe Anekcee Muxainnouye Opy-
XeriHaA nanata MocKoBcKoro
Kpemns npurnaluana Ko ABopy Xon-
MOTOpPCKUX MacTepoB AA UCMONHe-
HUWA LlapcKyx 3aKa3oB. x nsgenuna
TaKKe Mnonb3oBanucb 6GonblIMM
cnpocoM y 60ApcTBa, KyneyecTsa 1
ayxoseHctBa. PogHoin 6patr ®Pepo-
Ta - flkoB IBaHOBWY - Bbipe3an Ha
cnoHoBOW KocTu penbed «Popo-
cnoBwe LapcKoro foma» ¢ 58 n3o6-
PaXeHUAMU POCCUMCKUX KHSA3eN,
Lapei n umnepatopoB. HekoTopble
ncciefoBaTeNy YTBEPXKAAIOT, YTO
3Ta paboTa ucnosHeHa COBMECTHO
¢ Mnaawmm 6patom.

KocBeHHbIM nopTBepxaeHU-
€M 3TOMy MOXET CNYXWTb JjoHece-
Hue enuckony XonMOropcKomy:
«Pepotko LLy6HoI... noxBansanca B
pasroBope B XapyeBHULE,.. YTO OH,
®epoTko, ¢ Gpatom Awkoi Bbipe-
XYT KHA3eW 1 LapCTBYOLLMIA OM U
Ha Aepese pa3sellym™. Ha gonpoce
®epor LLIy6MH ccbinanca Ha To, 4TO
Obln «He B TPe3BOM MaMATU», HO
npu 3TOM yTBEpXAal, YTO AaBHO
MeyTan «coTBOpUTb B Aap Lapuue
BCe pojocnoBye Aepxasbl Poccuin-
CKOM... M 4YTO Bblpe3aTb cue PoAo-

MoptpeT HensBecTHoro. CepeauHa 1770-x
Btoct. Mpamop. B. 50

Anonymous Male Portrait. Mid-1770s Mar-
ble. h 50 cm

cfoBMe BO3HaMepunicA ¢ GpaTom
Awkoi B BMae GapenbedoB Ha
MOPXOBOW KOCTU.

Pyccknin CeBep Bcerga 6bin
6orat TanaHTamu. He cnyyaiiHo,
4TO OTTYA@ NMPaKTUYeCKU B OAHO
BPeMA BbILIN [iBa YAUBUTESbHbIX
yenoseka — Muxann JToMoHOCOB 1
®epor LLy6uH. 3TM aBOE CBA3aAHBI
He TONIbKO 06LWMM MEeCToM poXie-
HuA. JIoMOHOCOB Bbl1 MHOTUM 065-
3aH oTuy LLly6rHa - UsaHy AdaHa-
cbeBuyy. MocneaHwnii nomor ynps-
MOMy 3eMJ/IfiKy 0BNaZieTb rpamMoToi
1 MUCbMOM, @ MO3Xe, KOrAa AeBAT-
HaALaTUIETHWI IOHOWa peLuns oT-
npaBUTbCA C pblbHbIM 06030M B
Mocksy, Aan emy Ha fopory «Tpu
pybns AeHer u KuTailyatoe nony-
KadrtaHbe». [leBATHajuaTb ner -
3T0 cBOe0bpa3sHbIl BO3pacTHOM
py6ex, No NpeosoNeHnI0 KOToporo
Monofble MOMOpbI YCTPEMAANNCH B
cTOnULY.

B 1759 rogy ®epot LLy6uH ¢
pbiBHbIM 06030M ABUHYNCA B [le-
Tepbypr. lMo3xe OH nucan o nep-
BbIX FOAax CBOero npebblBaHWA B
cTonuue: «...l UMeHOBaHHbI B Mpo-
wnom 1759-M rogy oTnyuieH 13 Ton
rybepHUM B pasHble poccuiicKue
ropoabl Anf CBOEro MponuTaHuA
3[@HHbIM MALLMOPTOM, C KOTOPbIM U1
npubbIn B caHKTNETepbypr, rae Ha-
XOAACh YCyXMBa Moeto paboToro
B pe3bbe Ha KOCTU HEKOTOpbIM
nepcoHaM, ¥ NOCTapaHuio WX B
1761 ropy onpegeneH B cnyx0y Ko
asopy E.W.B. ncronHukom, B Koto-
poit JOMKHOCTU 1 Bbln TpU Mecs-
ua». M3 3to uMTtaThl 0YeBUAHO,
4TO, BO-MEPBbIX, PEMEC/O pe3yiKa
M0 KOCTU KOPMUJIO MOJIOAOrO Yeno-
BeKa B CTONMLE, @ BO-BTOPbIX, YTO
®epoTy KTO-TO MOKPOBUTENLCTBO-
Basl. XoTA NpsAMble AoKa3aTenbCTBa
npotekuun M.B.JlomoHocoBa oT-
CYTCTBYIOT, O4EBMAHO, YTO TpU pyb-
1A W KWTalicKoe nosyKadTaHbe He
OblAv UM 3306bITbI.

B 3tom ke rogy rpad
W.N.ILyBanos, KypaTop netepbypr-
CKoN AKapeMuu XypoxecTB U
6nu3Kkuii apyr JlomoHocoBa, agpe-
CyeT B NPUABOPHYIO KOHTOPY NCb-
MO C/IeAyloLero CcoAepKaHus:
«.mctonHuk ®epot VBaHoB, CbiH
LLIy6Hoi%, KoTopbIi cBOE paboToit

MopTpet KHA3a AM.lTonuupiHa. 1773
Btoct. Mpamop. B. 70

Portrait of Count Alexander Golitsyn
1773. Marble. h 70 cm




Moptpet Magna |. 1800
Btoct. BpoHsa. B. 74

Portrait of Emperor Paul I. 1800
Bronze.h 74 cm

B pe3bbe Ha KOCTW U mepnamyTpe
[laeT HajeXay, YTo CO BpemeHeM
MOXeET ObITb MCKYCHbIM B CBOEM
xypoxectse Macrepom..» Cpok
AenctBua nacnopta ®epora Ly6-
Horo uctekan 8 1761 roay, uto OblI-
J10 YpeBaTo cfayei B peKpyThl, TaK
KaK wwna BowHa. Jnwb «npuasop-
HasA» AOMKHOCTb WCTOMHWKA WUAn
yyeHnyectBo B AKagemunm Xxypo-
)KeCTB MOMM cnacTu CKy/nbntopa
0T conpatckoi cnyxbbl. Bckope

nocse Toro, Kak CKoHYanachb umne-
patpuua, rpad LUWysanos nucan:
«..CaHkmnemepbypeckoto Akademu-
eli xydoxecms 3abnazopaccyxoe-
HO nociamb 8 NPUOBOPHYIO KOHMO-
Py npoMeMoputo U mpebosams, Ymob
BbIWEO3HAYEeHHO20 ~ UCMONHUKQ
LLly6Ho20 cobnazosoneHo bbin0 om
0sopa Ea Vimnepamopckozo Benu-
yecmsa ysonums, Komopoli 6b1 onpe-
OesiAcb 8 AKadeMuto xyOoxecms 8
codepxaHue npuyucseH 0Obln K
npomyum moli akademuu Y4eHuKom
20e Ha0exHOo YMo OH BpeMA He Ha-
NPacHo HO C Jy4WUM YCnexoMm 8
cB0eM UcKyccmse Nposooumb Mo-
weamw. C Hoabps 1761 roga LUy6-
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Hoi ®efoT - B CNMCKax YYEHNKOB
Akagemuu, npu 3ToM ero hammnus
n3MeHsetca Ha LLy6uH.
AKafemua XypoxecTB B Ty
3M0Xy ABNANACH LLEHTPOM KyJbTyp-
HoW *un3Hu Poccun. Ha paboty B
netepbyprckyto AKkagemuio npwu-
rnawanuncb M3-3a rpaHuupl npo-
CnaBJieHHble MacTepa, ee BbIMyCK-
HUKM OTNpaBnAauch Ha obyyeHue
B EBpony. CKynbnTypHble Knaccbl
BO3MNaBU U3BECTHbIN (paHLy3-
cKui ckynbntop Hukona Munne.
[BaguaTtb net oH npopabotan B
Axagemun. B ocHoBy cBoelt neaa-
rOrMYecKon cuctembl paHLys no-
NIOXKWUN MeTOZ MmapuKcKoin Axape-

MUKW, 3aKMoYaloLWMincs B noaTan-
HOI MOATOTOBKE YYEHWKOB: OT KO-
MUPOBaHWA rpaBlop K LUTYAMPOBa-
HUIO FMNCOBbIX CIEMKOB C U3BeCT-
HeMWmnX Npou3BeAeHU W, HaKo-
Hel, K paboTe ¢ HaTypbl, @ U3yye-
HUe HaTypbl HenpeMeHHO AOKHO
ObI0 KOppeKTMpoBaTbCA OrAA-
KOI Ha @aHTWYHOCTb U CTapbIX Mac-
TepoB. MMpwv 3ToM XKunne He Bo3pa-
al, ecnn ero yYyeHVWKW 3aHuMa-
NMCb U306paxKeHNeM HaTypHbIX
aHpOoBbIX cLieHoK. LLIybuH Bbinon-
HU Noj, ero pyKOBOACTBOM CTaTy-
3Tku «Banpaiika ¢ 6apaHkamu»,
«OpelUHuMLa ¢ opexamm.

C yyeHuyeckux net LUybuH
CTPEMWICA K MO3HAHWUIO [eCTBU-
TenbHocTU. HabnoaatensHocTb 1
KUBOCTb BOCMPUATUA He Meluanu
eMy, 0fiHaKo, CTapaTeilbHO KOmnmpo-
BaTb 3CTaMbl, M3y4yaTb 3aKOHbl
KOMMO3MLMM 1 BCerpa nonyyatb 3a
370 BbicWKe oueHKW. B 1766 rogy
€ro UCTopuyeckuii penved «Youve-
Hue Ackonbga u [lupa», 3aBepLumB-
Wwnin nporpammy obydeHus, Gbin
YAOCTOEH  30/10TOM  Mejanu.
CKynbnTop moayumn «arrectat co
LINaroo, T.e. NepBbli 0PULLEpPCKIiA
YMH 1 IMYHOe ABOpAHCTBO. o npa-
BunaM AKafeMun  XyAoXecTs,
OKOHYMBLUME ee C 30/10TON Mefa-
JIbl0 YHEHVKW Nocbinanuch 3a rpa-
HULY ANA yCOBEpLIEHCTBOBAHMWSA
macTepcTBa. B To Bpems pycckue
MEeHCMOHepb! Yallle BCero OTMpaB-
nanuce B Mapw, rae cocpegoTtayu-
BaJUCb Nydllne XyAOXKeCTBEHHble
cunbl EBponbi.

3aMeyaTtenbHO X HanyTCTBO-
Bana AKageMus B NNCbMEHHOW WH-
cTpyKumu: «llyTelecTBmA He ¢ TeM
COBEpLUATCH, MUIOCTUBbIE FOCY-
Aapu, 4Tob MeHATb MecTa U BUAETb
ropoaa 1 cena, Ho 4ToObl Mpocee-
WwaTbeA, 4T06 MO3HaBaTb 3aKOHbI,
006bl4an 1 HpaBbl PasNyHbIX 06u-
TaTenen 3emnu, 4tob ocBanBaTh MX
3HaHuA, yT06 dhopmupoBaTb cebs,
crepysi MX BKYCY B XYAOXeCTBEH-
HO NPaKTKKe, 4T06 YCBOWUTb B KOH-
Lie KOHLIOB TO, YTO €CTb Y HUX XOpo-
Lero BO Bcex pojax, otbpacbisas
TO, YTO eCTb Y HUX AypHoro... lMoapa-
aliTe nyesnKaMm, KOTopble pasfieTta-
I0TCA M0 MOAM ¥ cafaM B NoMcKax
LBETOB ANA W3BJEYEHUA U3 HUX
KBUHTICCEHUMU N KOTOpble BO3-
BpaLLaloTCA HarpyeHHble 3TOW
AparoueHHoln fo6blyeid, 4Tobbl Oe-
PEXHO CNOXWTb ee B CBOW YNbA.
Bot KakoBbl AOMKHbI ObiTb Lieb

SHUBIN

Triumph and Tragedy

THE REIGN OF CATHERINE THE GREAT WAS BOTH GLORIOUS AND IGNO-
BLE: "SOME SPOKE OF THAT TIME WITH ENTHUSIASTIC ADMIRATION
AND UNCRITICAL SENTIMENTALISM: A SPLENDID AGE THAT IMMORTAL-
IZED RUSSIA’S ACHIEVEMENTS BY THE GLORY OF ITS EMPRESS, A TIME
OF HEROES AND HEROIC DEEDS, AN EPOCH OF SWEEPING, UNPRECE-
DENTED GROWTH OF RUSSIAN CAPACITIES THAT AMAZED AND
ALARMED THE WORLD", SO WROTE HISTORIAN VASILY KLYUCHEVSKY.
HE IS ECHOED BY POET AND AUTHOR ALEXANDER RADISHCHEV: "OH,
MEMORABLE IS THAT CENTURY! YOUR ELATED MORTALS ARE GRANTED
TRUTH, FREEDOM AND LIGHT, YOUR ASCENDANT STAR BRIGHTLY
BURNING FOREVER..." IRONICALLY, THE ROMANTIC RADISHCHEV WAS
LATER TO SUFFER A PAINFUL DISILLUSIONMENT: MORE REALISTIC
OBSERVERS WERE AWARE OF THE DETERIORATION IN PUBLIC MORALI-
TY, WITH A RISE IN SECULARITY AND GREED.

However, in the second half of
the 18th century Russian art
changed from its purely reli-
gious character to the study of
humanity, including individu-
als. This change was reflected in
its art. Historically, sculpture had
never been in the mainstream of
Russian art, but with the rise of
humanism, the plastic possibili-
ties in sculpture became popular.
In particular, sculpture of this
period is associated with Fedot
Ivanovich Shubin.

Born in a village in the
Arkhangelsk region of the far
north, Shubin’s family were free
peasants, unlike the paedial serfs
who constituted the majority of
Russia’s population at that time.
Besides agriculture, peasants in
the north fished in the sea; they
were good at shaping figures
from walrus ivory and bones;
many were artists in scrimshaw.
From the time of Tsar Alexei
Mikhailovich, father of Peter the
Great, they were known as skillful
craftsmen, and some were invited
to work in the Moscow Kremlin.
Their scrimshaw was in great
demand by Russian nobles, mer-
chants and the clergy. Yakov,
Fedot's older brother, is known to
have been commissioned to carve
in ivory "The Tsar's Family Tree"

with fifty-eight figures of Russian
Princes, Tsars, Emperors and
Empresses. Fedot may have
assisted him with this piece.

The Russian north has
always been rich in talent. Almost
simultaneously it produced two
geniuses: Mikhail Lomonosov and
Fedot Shubin. They were family
friends. Fedot's father helped
young Lomonosov to learn to
read and to write (a rare and valu-
able skill among Russian peas-
ants and fishermen in the 18th
century) and later, when 19-year-
old Lomonosov, eager for knowl-
edge, moved to Moscow, he gave
him money for the trip.

In 1759 when Fedot Shubin
came of age (a free peasant could
get his passport at nineteen and
leave to seek his fortune, particu-
larly in Moscow or St. Petersburg),
he left home for St. Petersburg.
His early years in the capital were
not as hard as they might have
been: he appears fo have had
orders for scrimshaw in bone
from influential people whose
good offices, as he would write
later, helped him to become a
stoker in her majesty’s service in
1761, which position he occupied
for three months. There is no
direct evidence, but Lomonsov,
who owed his father so much,

Ekatepuna Il. Havano 1770-x
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Portrait of Empress Catherine Il
Early 1770s. Marble. h 63 cm

may have helped Shubin to land
this position.

That year Count Ivan Shu-
valov, Curator of St. Peters-burg’s
Academy of Fine Arts and a good
friend of Lomonosov, addressed
Her Majesty’s Office with a letter
that, incidentally, mentioned
"Stoker Fedot, the son of Ivan
Shubnoy, whose crafts in
scrimshaw give hope that, with
time, he could make a skillful
craftsman...". At the time Russia
was at war. As his passport was to
expire in 1761, he might have
been recruited for military serv-
ice, which at that time meant a
term of 25 years. Fedot managed
to escape because of his position
as a "Household" stoker and his
enrollment in the Academy of
Fine Arts. But a few years had
passed before, thanks to Count

Shuvalov's good offices, he was
endowed "with the rights and
allowance all the other students
of the Academy of Fine Arts are
entitled to". From November
1761 Fedot Shubnoy was upon
the books of the Academy, and his
family name was changed from
Shubnoy to Shubin.

For Russians, the Fine Arts
Academy was the centre of their
national cultural life. Its teachers
were leading world figures and its
graduates went to Europe fo per-
fect their skills. For twenty years
sculpture was taught by Nicolas
Jillet, whose methods copied the
Paris Academy: step by step he
led his students from copying
engravings to making plaster
casts from world famous sculp-
tures and, eventually, to making
sculpture from life, in accordance
with the classical canons. As Shu-
bin, with his natural curiosity,
observant eye and keen intellect,
was an outstanding student in the
copying of prints or studying the
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Balla 1 NnoBefeHWe B NyTeLlecTBU-
AX, KoTopble cobupaetecb Bbl
npeanpuHATL Ha cpeacTBa AKaze-
MWW, BacC BOCNMTaBLLENY.

B MMapwxe yctpoiictBO pyc-
CKWMX MEHCMOHEPOB 0THACTU BXOAW-
no B 06A3aHHOCTM pyccKoro nocna
Bo ®paHuun KHA3A [OmuTpuA
AnekceeBnya lonuubiHa. Lnpoko
06pa30BaHHbIN Yes0BeK, 3HATOK
WCKYCCTBA, OH HEOAHOKPATHO Bbl-
nonHAn nopyvyeHua ExatepuHbl I,
KacaBluvecs npuobpeteHns Xyao-
XeCTBEHHbIX NpousBeseHunit. B 06-
NacTV UCKycCcTBa OH 6bin 6e3ycnos-
HbIM npuBepxeHueM uaei [lenn
[vapo, KoTopbiiA, Kak W3BECTHO,
Mpu3biBan K NOMCKaM KOMNpOMKC-
ca Mexfy aHTUYHbIM HacleAneM U
peanbHOIN HaTypoii. «ToT, KTO mpe-
HebperaeT aHTUYHOCTbIO Paam Npu-
POZAbl, PUCKYeT OCTaTbCA HaBceraa
JVLLb HE3HAYUTENbHBIM, C1abbiM 1
yborum B prcyHKe, xapakTepe, ipa-
MMPOBKax 1 BblpaxeHun. ToT, KTo
npeHebperaeT NpMpPoAON paaun aH-
TWYHOCTW, PUCKYeT OblTb XONOA-
HbIM, Ge3KM3HeHHbIM, eMy Hefo-
CTYMHbI CKpbITble U TaiiHble 3aKo-
Hbl, KOTOPbIE MOXHO MOANAAETH
NNLWb B CaMO NPUpOAe», — nucan
[Anppo. MImeHHo mo coBety 3TOro
sHUmMKnoneaucra Ly6uH 6bin on-
pepeneH ana obyyeHus B macrep-
CKYI0 K 3HaMeHUTOMY CKyNbnTopy
KMuranto.

Pycckum neHcuoHepam 6bin
oKasaH B [Mapwxe Tennblii nprem.
LLly6MH He TONbKO ynpaxHANCA B
npuobpeTeHun npodeccroHanb-
HbIX HaBbIKoB. OH BcTpeyanca ¢ ns-
BecTHbiMM  nogbmu:  ®.bywe,
X.b.Tpes, M.labpumanb, [O.Auapo
topmMmpoBanu MMpoBo33peHue By-
gywero Mactepa. [lo cosety
X.B.Murans ckynbntop nenun ¢u-
rypbl ¢ KaptuH H.MycceHa n Pada-
ans CaHTy, MHOTO paboTan ¢ HaTy-
pbl. OT nepBoro yuutens Xwunne oH
BOCMPVHAN CBOW ©KMBOMUCHbINY
ctunb, Muranb xe nomor AoBecTy
ero [0 BMPTYO3HOCTW, @ MHOrme
paHHWe paboTbl MONOAOMO CKy/bM-
TOpa HoCWAU chefbl «6naropasyM-
HbIX HacTaBieHun» yymtensa. Mex-
Jy TeM cpok npebbiBaHua B Mapu-
e noaxoann K KoHuy. [Mpeacroana
noesaka B Pum. Ho, oueBmaHo noa
BAuAHveM Geceg c [uapo, KoTo-
pbii YacTo yTBepXAaAN, 4To «MaHep-
HOCTb UCXOAWT M OT @HTUYHOCTMY,
LLly6uH HemHoro ctpawwunca Ura-
nmn. HemsbexxHan BcTpeya ¢ obu-

JIeM TpeKpacHbIX aHTUYHbIX na-
MATHUKOB, KOTOpbIMW Tak Gorata
3Ta cTpaHa, NpuUTArMBana u ofHo-
BPEMeHHO nyrana CKynbnTopa.

Ho B Utanuu, B Benukom ro-
poze aHTMKoB Pume, Mapwx no-
MEepK B BOCMPUATUW CKY/bNTOPA.
Pum cemupecsaTbix rogos XVIII cTo-
NIeTUA HaXOAMNCA BO BNacTv naen
W.BuHkenbmaHa,  daHaTU4HOrO
npuBepxeHua aHTMuHocTW. [axe
KONOHWS pa3HOMIEeMEeHHbIX XYLOX-
HWKOB, XuBLWIaa B Pume, genvnacb
Ha HeMmLueB ¥ npoymx. «<Hemuammy,
C W3BeCTHOM [ofer YCI0BHOCTH,
Ha3sblBanM BCex MocreAoBaTenen
BuHkenbmaHa. Jlloboe yTBepxae-
HUe, YTO HaTypa NpeanoYTUTeNbHEe
aHTWKOB, BOCMPUHMMANOCh B 3TOM
Kpyry KouiyHcTBoM. OfHaKo, Kak
HV BMeYaTnsAna pycCKMX neHcMoHe-
POB 3/MHCKas KysbTypa, Kak HU
Be/MYecTBeHHa Oblna Knaccuka B
HEMELIKOM MCTONKOBAHWU, CKYNbM-
TOpbl XMBO VHTEpecoBanuchb Tpa-
OULMAMU POKOKO, Mepexoas oT HUX
K peanusmy, nponyLleHHOMy Yepe3
NpY3My aHTUYHOW CUCTEMbl U Ha-
TYpHbIX HabnofeHUIA.

O6ocHoBaBwKch B BeyHom
ropoge, LybuH yBneyeHHo norpy-
3Unca B M3ydyeHue Gorateilimx
PUMCKUX KOMIEKUMIA mpon3Befe-
HWiA nckycersa. OH yacTo nocelan
coKpoBuHULYy BatukaHa, co3sep-
LA MHOTrOYUC/EHHble BHOCTbI UM-
nepaTopoB W rpaaaH ApeBHero
Puma. B 3T0oT nepuog oH BbINoaHUA
pAL paboT, 3acNyXMBLUMX BHUMa-
HWe 3HaTOKOB: OtocT ExatepuHbl I,
KOTOpbIiA NO3Xe BObln HeOAHOKpaT-
HO TUPaXMpOBaH CKY/bMTOPOM, U
MOPTPET CBOEro MOKPOBUTENA rpa-
¢a Llysanosa. B Pume ckynbntop
3ajeparcs, TaK Kak eMy nocyact-
JIMBUIOCH MOMYYUTb MO PEKOMEH-
paumn rpada Llysanosa 3aka3 Ha
UCrnosHeHne nopTpeToB OpaTbes
Opnosbix. btoctbl  nonyuunuch
BECbMa YyayHbIMK, O HUX 3aroBo-
pun Becb Pum. Ero BbicoyecTBo
repuor [nocTepckmin HaHec BU3UT B
MacTepCKylo CKynbnTopa M 3aKa-
3an 6tocTbl 6paTbeB OpnoBbIX AN
cBoelt Konnekumn. Ckynbntop no-
Jly4MN HEKOTOpYl MaTepuasibHyto
He3aBMCKHMOCTb, Y4TO MO3BOJWIO
eMy 3ajepxaTbCA 3a rpaHuuen
ewe Ha rog. Ero ToBapuwm B
1771 rogy BepHyaucb B Poccuto, a
Ly6uH Hanpasuncs B Mapwik. Tam
OH MO3HAKOMWUACA C YpaNbCKUM
ropHo3aBog4nKoM Hukutoin AKuH-
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rules of composition, Jillet, did
not object to his pupil’s sculpting
from contemporary life. In his stu-
dent days, Shubin made two fig-
urines: "Valdai Woman Selling
Round Cracknels" and "Woman
Selling Hazelnuts". In 1766 his
graduation work, the historical
bas-relief "Assassination of
Askold and Dir", won the Gold
Medal and the sculptor was
awarded a Certificate "with a
sword", that is he was granted
officership and ennobled. Accord-
ing to the Academy tradition, the
Gold-Medal winners were sent
abroad to learn from European
masters; normally Russian gradu-
ates wenft to Paris, considered the
heart of European artistic life.

The Academy sent them
abroad with this advice:

"Dear Sirs,

Voyages are not devised, to
change places and see cities and
towns. They are for you to get
educated, to learn the laws, cus-
toms and traditions of various
peoples of the world in order to
share their knowledge, o mould
your manner following their taste
in your artistic practice, in order
to, eventually, take in everything
that is good with them and tfo
reject anything that is bad ... Be
like bees that fly away fo the
fields and gardens in search of
flowers to benefit from their quin-
tessence and who come back car-
rying that precious haul to store it
carefully in their beehives. Such
ought fo be your purpose and
your behaviour on a voyage you
are going to undertake with the
money the Academy that has
brought you up is giving you."

In Paris Prince Dimitry
Golitsyn, the Russian Ambas-
sador, took care of the young
artists. A man of great knowledge
and exquisite taste, Prince Golit-
syn had often undertaken pur-
chases of art for Catherine Il. As a
connoisseur he adhered to
Diderot's  philosophy  that
encouraged artists to strike a
balance between classicism and
naturalism:

Those who ignore ancient
art for the sake of nature risk
being just second-rate, insignifi-
cant, weak and bad at drawing,
sketching of the character, outlin-

ing the background and being
expressive. Those who ignore
nature for the sake of ancient art
risk being cold and lifeless; they
cannot see the hidden and secret
laws which only nature can
reveal. Diderot, a French encyclo-
pedist, advised Golitsyn fo take
Shubin fo the studio of the
famous sculptor Jean Baptiste
Pigalle.

Shubin found a ready wel-
come in Paris; he had the oppor-
tunity to meet remarkable French
masters, such as Francois Bouch-
er, Jean-Baptiste Greuze, besides
Denis Diderot himself; this was of
enormous benefit to his profes-
sional development. On Pigalle’s
advice he sculptured figures from
paintings by Nicolas Poussin and
Rafael, and made many sculp-
tures from life. While his first
teacher, Nicolas Jillet, encour-
aged him to find his own style,
Jean Pigalle helped him fo
advance in skill, even if, some-
times, his early works showed
traces of his mentor’s influence.

As Shubin’s time in Paris
came to a close, he anticipated,
with some trepidation, his move
to Rome. Influenced by Diderot's
maxims, such as, for example,
that "antiquity is often a cause of
mannerism", he was both infimi-
dated by, yet exhilarated with, the
prospect of examining great clas-
sical monuments. But, when he
arrived in Rome, the eternal city
and mother of ancient art, all
memory of Paris began to fade.

Rome in the 1770s was
dominated by the ideas of JJ.
Winkelmann, the archaeologist
and antiquarian. The artistic com-
munity, regardless of nationality,
was divided info "Germans",
being the followers of Winkel-
mann, and the rest. Among the
‘Germans’ any preference for
nature over antiquity was consid-
ered sacrilege. While the young
Russian artists may have admired
Winkelmann's fanatical devotion
to Hellenic culture and classi-
cism, they were also influenced
by the Italian Rococo tradition.
Influenced by both, the young
sculptors sought their own style
Setting up in Rome, Shubin lost
himself in studying the riches of
various art collections, spending

hours in the museums of the Vati-
can, musing over the numerous
ancient busts and statues of
emperors and orafors. In this
period he made busts of Cather-
ine Il and a bas-relief of Count
Shuvalov, his patron. The busts of
Her Majesty were much admired
by connoisseurs, and he was to
copy them many times in the
future. Indeed, he was recom-
mended by Shuvalov fo the Orlov
brothers, for whom he made their
sculptural portraits. He became
famous in Rome. Even the Earl of
Gloucester paid a visit fo Shubin’s
studio and ordered copies of the
Orlov busts for his collection.

Patronage gave the sculptor
a degree of financial independ-
ence allowing him to stay abroad
for another year. While his class-
mates had fo go home in 1771, he
returned to Paris. There Shubin
met Nikita Demidov, the owner of
a famous ironworks in the Urals,
who commissioned him to make
sculptures of him and his wife.
The image of Nikita Demidov
demonstrates obvious improve-
ments in the sculptor’s technique:
the face is more detailed and the
character of the sitter is more
graphic; his heavy features,
steady, arrogant look and firm
chin depict a man of exceptional
personality.

In the summer of 1773,
after six years in Europe, Shubin
returned to Russia. His prospects
were brilliant. To be nominated
a member, or academician, of
St. Petersburg’s Academy of Fine
Arts it was compulsory fo sculpt
Endymion, the sleeping Greek
shepherd. But Shubin had other
plans; he undertook a marble
bust of Prince Alexander Golit-
syn. Critics agree it is the best of
Shubin’s sculptures, a testimony
to what he had learned in Europe.
The Golitsyn face is a study in
complex emotions: skepticism
and arrogance mask the bitter-
ness and disillusionment of a
Russian Voltarian. The delicate
texture of the stone looks alive:
the face feels smooth, the sheen
of the clothes is highlighted by
the spongy fineness of lace. The
elusive play of light on marble
creates a subtle impression;
details flow together, with an

Moptpet rpaduHn M.PManHuHoin
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extraordinary plastic perfection.
His years in Europe had enlarged
his vision, deepened his insights
and augmented his technical
skills. He had found his own indi-
vidual style; his creations were
both impulsive and passionate;
the work of a true master.

At this time, Shubin felt sure
of his creative pofential. Elated
with his initial success, and
encouraged by his peers, his
future looked bright: but he was
mistaken. Like many of his con-
temporaries, Shubin was deluded
with Russia’'s momentary glory,
with its military victories, with
constant rumours of coming
reforms. Moreover, he underesti-
mated the vanity of his models.

The bust of Golitsyn won
praise from the Empress, Cather-
ine Il: Shubin was honoured with
a gold snuffbox, and a directive to
sculpt Her Majesty. As mentioned
above, while in Rome in 1771, he
already made a bust of Catherine.
The Empress was represented as
she might like to imagine herself
to be seen; her image and bearing
follow classical Greek ideals;
while her features are preserved,
she is made to represent a god-
dess or heroine. The 1774 bust of
Catherine was in the same heroic
style, and on the basis of its merit
Shubin was admitted to the Fine
Arts  Academy. Incidentally,
another Shubin's early copy of
the Rome bust is presently in
Moscow's Tretyakov Gallery, while
the 1774 sculpture is in the Russ-
ian Museum in St. Petersburg.

Unlike most academicians
of that time, Shubin did not rely
on state patronage. Flattered by
the attentions of the Empress,
and being a darling of the Court,
Shubin depended solely on his
talents, and like many Russian
artists, died in poverty. However,
initially he was overwhelmed with
commissions. From 1773 to 1789
his career was very fruitful: he
made sculptures and sculptural
decorations for newly-construct-

¢ureBnyem [leMnAoBbIM, KOTOPbIV
3aKasas eMy CBOI MOPTPET U NOpT-
pet *eHbl. B 6rocte H.A lemnaosa
0YeBWAHbI 3HAYUTEsIbHbIE KayecT-
BEHHble 3MeHeHWs, BblpasuBLLyie-
cs B 6onee nogpo6Hoi paspaboTke

xapaKTepa nopTpeTMpyemoro.
KpynHble, HeCKONbKO TsxenoBa-
Tble YepTbl IMLA MOAENN, TBEpPAbIN
HaAMEHHbIN B3rNAA, CUIbHONM fen-
K1 noa6opook Bocco3aaroT 0bpas
YesloBEKa He3aypsAHOro.

Mpo6bis B EBpone wwecTb ner,
ckynbnTop netom 1773 ropa Bep-
Hynca B Poccuto. B oteyectBe Ka-
pbepa Pepota LybuHa cknagbiBa-
nacb  BnonHe  GnarononyyHo.
CKynbnTop nony4vn 3saHue HasHa-
YEHHOTO B aKafeMWKWU 3a Npej-
CTaBieHHylo paboTy, 1M306paxas-
Ly «NacTyllKa rpeveckoro». [la-
nee mactepy 6bina AaHa nporpam-

Ma, npeAnucbiBalolan M3BaATb
CrALero nactyxa IHAMMUOHA, Ha
COMCKaHVe 3BaHUA aKajeMuka.
CkynbnTop He cnewwn Gpatbea 3a
paboty, y Hero OblIn MHbIe MAaHbl.
Yepe3 Tpu AHA nocne npuespa B
MeTepbypr OH Hayan MpaMOpHbIii
6toct KkHA3Aa A.M.fonuubiHa. Mo
MHEHWI0 MHOTUX UccnefoBaTenei,
MopTpeT KHA3A [onunLbIHa - nyyluee
npow3sBsegenune LlybuHa. 310 pe-
anbHoe CBMAETENbCTBO TOFO, 4TO OH
BepHysnca B Poccuto macTepom es-
poneiickoro mMacwTaba. O6pas lo-
JIMLbIHA MOpa)KaeT MHOro3Ha4Ho-
CTblo W mybuHoi. Yepes ckentu-
LUM3M U HaAAMEHHOCTb Mogjenu
CKBO3UT ropeyb ¥ pasoyapoBaHue
pycckoro BonbTepbsAHua. LUy6uH
MacTepCcKu BNajeeT peMecsioM
cKynbnTopa. ToHuyanmwas mopenun-
pOBKa NOBEPXHOCTY CIOBHO OXMB-
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ed buildings in St. Petersburg -
forty pieces for Marble Palace,
fifty-eight sculpture portraits for
Chesmensky Palace, sixteen
anaglyphy pieces for St Isaac’s
Cathedral, twenty fretwork fig-
ures of saints for the St Alexan-
der Nevsky's Laura Cathedral and
many others. But his major pas-
sion was sculptural portraits.

While exalting the ideal,
Shubin carefully examined the
individual in all his or her human
complexity. The master followed
the elevated standards of the
Enlightenment, he gave his sub-
jects a very human face. His sit-
ters included all the worthies of
his time: Prince Golitsyn, the
ardent follower of Voltaire, AA.
Panina, the beauty who died so
young, the successful energetic
Orlov bothers, gallant General
Field Marshal Count Zakhar
Chernyshev. While the portraits
might appear heroic and grand,
Shubin’s insights into human
nature revealed their inner being,
something they may have wished
fo hide: whether pompous, secre-
tive, prefentious or insincere. The
sculptor's sharp eye and steady
hand took off the conventional
masks; it was unlikely the high-
blooded snobs appreciated such
unveiling. Shubin’s popularity
began to decline. By 1789 ‘the
darling of fortune” wrote to lvan
Betskoy, President of the Acade-
my of Fine Arts: "... as | have noth-
ing fo support myself with -
everything being so dear - no
Academic allowance, no orders.
Considering all that | humbly
appeal for enlisting me in the
Academy of Fine Arfs ... and pro-
viding a flat and allowance." He
appealed to the omnipotent Grig-
ory Potyomkin for the cherished
position of Adjutant Rector of
Academy, but to no avail. Sadly,
he was to prove the maxim that it
is almost impossible for an artist
in Russia to survive by talent
alone.

Years passed and Shubin’s
portraits became more subtle,
more psychological. Gradually
they lost the decorative effects
and traits of classical idealiza-
tion; but the clients did not
appreciate the change; they
liked it better when the sculptor
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presented them as ancient gods
and heroes; it flattered their van-
ity. Again, Shubin had fo seek
help from the high and mighty,
this time none other than the
Empress herself. But tastes were
changing, including in sculpture;
it fended to mannerism, theatri-
cal rusticity of an Arcadian
eclogue. Shubin’s  portraits
looked old-fashioned.

By the 1790s, under the
blows of circumstance, he repent-
ed of having chosen to be a por-
trait sculptor; he seemed tfo real-
ize the futility of his career and
suddenly remembered that he
had originally sculptured histori-
cal scenes. According to the
Academy standard, portrait
painters and sculptors were not
considered deserving the title of
Professor; Shubin had the title,
but not a paid position: his being
a portrait painter was a sad and
naive excuse.

Despite such discrimination
against the portrait genre, the
sculptor went on doing his craft:
the ceremonial portrait of Emper-
or Paul | was among his best. The
bust impresses with the fanciful
flourish of the dress and the luxu-
ry of the accessories: the ermine
mantle cunningly drapes over
Paul's narrow shoulders; the
heavy chain and the Maltese
Cross hang down from the neck;
the chest is decorated with all his
honours. At the same time the
portrait strikes one with its
almost grotesque sharpness: the
Emperor's inwardly tense face
looks both cruel and sentimental,
hysterical and fidgety; he strives
for action but lacks the strength
of will. The sculptor shows the
true chemistry of Paul's compli-
cated, yet ambiguous character -
the tragic face of the most
romantic Russian Emperor, nick-
named "Russian Hamlet", hated
and misunderstood by his con-
temporaries.

Shubin spent his last years
in misery and poverty, forgotten
by all. To make matters worse, the
wooden house the sculptor lived
in went up in flames in 1801. But
God had mercy on the poor artist:
Emperor Paul | remembered Shu-
bin, gave him a diamond ring and
the rank of Collegiate Assessor
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NIAET KaMeHb, 3acTaBNAfA OLyLWaTb
TMajKyl KOXy nuvua, bnectayto
MOBEPXHOCTb LUENKOBOW TKaHW, Mo-
puctyto (akTypy MeHALWMXCA Kpy-
xeB. XK1BOMUCHBIA CTUAb CKYAbI-
TypHbIX npousBesenunii Llybuna
no3BONIAET NepesaTb HeyroBUMble
niaHoBble Mepexofbl, Co3jaloLume
TpeneTHyo Urpy CBeTa Ha MoBepx-
HocTM Mpamopa. logbl 0ByuyeHus,
HaKOMJEHUA 3pUTENBHOTO OMbITa U
TEXHWYECKMX HaBbIKOB YTOHUMAW
XYAOXKECTBEHHYIO KyNbTypy MacTe-
pa, yrybunu ero NoHMMaHUe Xus-
HU, 060CTPUAN TBOPYECKYIO UHAW-
BUAYaNbHOCTb.

ObpeTteHvie  BbicoYanLero
YPOBHA MacTepcTBa, [AYXOBHbIN
NOAbEM MOC/e eBPONencKoro Typ-
He, AobpoxenatenbHoe OTHOLUE-
HUE OKpYXalwWmxX HanomHuIm
CKy/bMTOpa BEpOl B CBOM CUJIbl, B
6e3061a4HOCTb MEPCMEKTUB KU3-
HU B oTeyectBe. LLy6KH, Kak 1 MHO-
rMe ero COBpPeMeHHUKM, BGbin oc-
nenneH 6neckom cnasbl Poccuu, ee
BOEHHbIMM nobefamu, HenpecTaH-
HbIMW Pa3roBOpaMn O TPAAYLLMX
npeobpasosaHusx. Ero nponssese-
HUA CO3/aHbl «B NepBbIX NOPbIBaX
OTHA U YecTonbrsA», YTo U NO3BO-
JINNO OCTMYb BbIAAOLLEroCs niac-
TWYECKOro COBEpLUEHCTBA.

BrocT [onuubiHa BbICOKO oLe-
Huna cama EkatepuHa, mMacTtepy
6bina noxanosaHa 3o/0Tan Taba-
KepKa 1 NpuKa3aHo HUKYAa ero He
onpeaensTh, a 0CTaBUTb NpU rocy-
AapblHe UMnepaTpuue Ana ucnon-
HeHUA ee cobCTBEHHOrO MopTpeT-
Horo 6tocTa. Nepsbiii GlocT Ekarte-
pUHbI BblN CO3A4aH CKYJbNTOPOM
ewe B 1771 rogy B Pume no 3aka-
3y lllysanosa v Haxoautcs B My-
3ee Buktopum n Anbbepta B JloH-
aoHe. ipyroe nsobpaxeHue Exare-
pvHbl Havyana 1770-x rogos., Haxo-
AAweecAa B TpeTbAKOBCKON rane-
pee, Haubonee 61M3Ko Mo pele-
HUIO K uTanbaHckomy Grocty. Nm-
nepaTpuua npeAcTaBieHa Tak, Kak
oHa xoTena 6bl BUAETbL cebs B co-
OTBETCTBUW C MAeanamu 3MOXW.
BcnomHum, yto Knaccuumsm 6pan
3a OCHOBY JJpEBHErpeyYecKyto nna-
CTUYECKylD Tpaguumio. AHTMY-
HOCTb, HapsAfy C Y3HaBaeMOCTbiO
JMLa, COXpaHsAna B NopTpeTe 3ne-
MEHT TUnm3auuu, bnarogaps KoTo-
poii M300paeHNs KOHKPETHbIX
TIOAE OpraHNYHO BXOAMAW B PAA
n3obpaxeHunin 6oroB n repoes.
LLly6uH cymen B nopTpete coeau-

HWUTb peann3M C HenpeMeHHbIM
cTpemneHueM K ugeany. Ewe oauH
6l0CT MMnepaTpuLbl, BbINOMHEH-
HbIi B 1774 roply, HAXOAWTCA HblHE
B Pycckom my3see B CaHkt-leTep-
Gypre. 3a 3Ty paboty Ly6nHy 6bI-
J10 MTPUCBOEHO 3BaHWe aKazeMuKa.

Mocne nonyyeHws 3toro 3Ba-
HWA MacTep CO3HaTeNbHO AMCTaH-
umpoBancs ot AKagemuu, nycTus-
wmnch B cBobogHOe naBaHue, 6e3
NNaTHOM JOMKHOCTM U oduumans-
Hbix 3aKa3o0B. Cyabba MHormx pyc-
CKUX XyAOXHUKOB, NpejocTaBeH-
HbIX camum cebe 1 normbwux B
6opbbe 3a cyuiecTBoBaHUe, He ny-
rana ero. [leficTBUTENbHO, BHUMA-
HWe MMMepaTpuLbl, ycrnex npous-
BefeHWn co3ganu Bokpyr ®esora
LLly6vHa opeon ypaunuBocTtu. 3a-
Ka3bl CbIMANMChb Ha Hero Kak u3 po-
ra nsobunua. C 1773 no 1789 roa
MacTepoM C034aHO MHOXECTBO
npovsBegeHnit. 3To NOpTpeTHble
6loCTbl 1 yKpaLLeHUA HOBbIX 3Aa-
Huit: 40 pabot ana MpamopHoro
aBopua, 58 6onblMX MpaMOpHbIX
nopTpeToB Ans YecMeHcKoro ABOp-
ua, 16 6apenbedoB «pasHbIX KepT-
BonpuHoweHnii» ana Wcaakmes-
ckoro cobopa, 20 nenHbix n3o6pa-
KEHWiA cBATLIX AnA cobopa Anek-
caHzpo-HeBcKol naBpbl v T.N.

Ho rnaBHoe - 3T0 noptpertsbl.
[Tonckn wpeana He wUcCKAYanu
BHUMATENIbHOIO U3y4YeHUA YenoBe-
yecKoro xapakTtepa, MHoroobpasus
N HEOAHO3HAYHOCTM yenoBeyec-
Koit nnyHocTu. LLly6uHckas Tpak-
TOBKa 06/1MKa 1 XapaKTepa Mogenu
OCYLLeCTB/IANACh B COOTBETCTBUM C
NPOCBETUTENbCKUMU  MAeanamu
BO3BbILWEHHOr0. Yepepoii npoxo-
AAT Mepef HaMK BENUKOCBETCKUE
ocobbl ExkaTepuHMHCKOro Beka B
nopTpeTax CKy/bnTopa: pyCcCKWi
BonbTepbaAHey, A.M.[onnupbiH, paHo
yMepwas Kpacasuua A.A.lMaHuHa,
nobuMLbl GOPTYHbI, 3HEprUYHble
In A.OpnoBbl, reHepan-denbgmap-
wan 3.MYepHbiwos, ero 6pat, xuT-
pblIVi M YMHbBI LapeABopeLl, NpoMbI-
wneHHUK W.C.bapbiwHunkos. Mbiw-
Hble 1 MMMO3aHTHbIE, UHTUMHO-A0-
BEpUTENbHbIE U MCKUXONOTUYECKME
NOpPTPETbI paccKasbiBaloT 06 3TUX
TOAAX, MOXKET ObITb, TO, YTO OHU X0~
Tenn 6bl CKpbITh. lMpoHuLaTens-
HbIl B3MAL XYAOXKHMKA CHUMaeT
CBeTCKMe MacKku. Bpag nu 3ta
CKpbITHAsA, HEWUCKPEHHAS, Hempe-
CTaHHO WMCMOMHAIOWAA pasHble po-
11 cpeaa bbiia B BOCTOpre OT Tako-

ro NPOHWKHOBEHUA B e CyTb.

TanaHT MacTepa, paspyLias-
ero TWaTeNbHO CO3AaHHble MU-
dbl 0 ntoasAx, He Mor 6bITb BOCTpe-
6oBaHHbIM Aonro. M BOT 3aKasbl
nownu Ha ybbinb. B 1789 rogy stot
GanoBeHb cyabObl MULIET Mpesu-
nenty Akagemun U.M.Beukomy:
«.He VMel YeM U COAepKaTbCA
Npy HblHeWHel AoporoBu3He, Gy-
Jyun 6e3 xanosaHus v 6e3 pabo-
Thl, CEro paAun BCEHWKaliLLe npoLly
npuuncnuTb MeHs B Akagemuio Xy-
JOXecCTB... CHabaA KBapTupolo
xanosaHuem». OpHako paxe 3a-
ctynHmyectBo [A.loTeMKMHa He
MOMOFNO CKyNbNTOPY MOAYYUTb
BOX/e/leHHOe MeCTO afblOHKT-peK-
Topa Akagemun. Cyapba Pepota
LlybvHa B ouyepepHoit pas nop-
TBEpAWNa Ty UCTUHY, YTO BbITb CBO-
60AHbIM XynoXHUKOM B Poccun
0YeHb TPYAHO.

C ropamu pocno macTtepctBo
CKY/IbMTOPA, BCe FY6Xe 1 NPOHUK-
HOBEHHee CTaHOBWJWCb €ro MopT-
peTbl. M3 npousBeseHnin yxoaunu
JeKopaTvBHble 3QdeKTbl U 3ne-
MeHTbl MAeanu3auun, CMeHAAChb
rny6OKMM NCUXONOTM3MOM B Tpak-
ToBKe 06pa3oB. Ho 3aKa3uukm xe-
nanu nHoro. Mx TuecnaBHoMy 3ro-
M3My NpUATHee COMOCTaB/eHUe C
aHTUYHbIMKM Goramu ¥ reposiMu.
Lly6rH BHOBb BbIHYXAEH 006pa-
Wwatbes ¢ Npocb6oi 0 noMoLK, Ho
ye K camol EkatepuHe. MeHs-
nuck BKycbl obLiectsa. B yrogy nm
CKy/IbMTypa TAroTena K MaHepHoC-
TW, TeaTpanu3oBaHHOW npocToTe,
BPOAE ecTeCTBEHHOCTW «apKaj-
cKkux nactywkos». Camoe xe ne-
YanbHoe B WyBuHCKol 6rorpadun
70, 4t0 B 1790-€ rozbl OH packasn-
cA B cobCTBEHHOM BblGOpE TBOpYE-
cKoro nyTu. Mo BAUAHMEM TaK He-
CMpaBejnBO CKajblBaloLWMXCA
06CTOATENbCTB MacTep BAPYr 0CO-
3Han Becb TparnsM cBOEro craryca
«MOPTPETHOTO» W CTaNl HauUBHO AO-
Ka3bIBaTb, YTO OH «UCTOPUYECKUI,
BCMOMWHAsA paHHVe cBOW paboTbl.
JVCKpUMMHALUMA NOPTPETHOTO Xa-
Hpa B AKazemuu Bblpaxanacb B
TOM, YTO «MOPTPETYNKaM» He [jaBa-
2 npoeccopcKoro 3BaHus, B e-
papXvu XaHpoB MOPTPeTHbIE Npo-
13BeJEHMA CTOANM Ha CaMON HU3-
wen ctyneHn. [o3TomMy AOMKHOCTb
npodeccopa Akazemum bbina AaHa
ly6uHy 6e3 npepocTaBneHus
MNaTHOro MecTa.

Tem He menee LLy6uH npo-

Aomkan pabotatb Haj NopTpeTamu.
BepLunHoit peanncTtuyeckoro TBop-
YecKoro Metoga macTepa ctan na-
pazHbivi noptper lNasna |. Bloct no-
paxkaeT HapAAHOW MbIWHOCTbIO U
pOCKOLLECTBOM aKceccyapos. [op-
HOCTaeBas MaHTUA YCMeLLHO CKpbI-
BaeT y3Kue Mieyn 1Mnepatopa, Ha
Luee y Hero TAXenas Lenb ¢ Majb-
TUACKUM OpAEHOM, Tpyab B Opfe-
Hax. Mpwn 3ToM 06pa3 Bnevatnser
MOYTV rPOTECKHON BbIpasuUTebHO-
CTbiO M BHYTPEHHel HanpaXeHHo-
CTbto. KecToKoCTb U CeHTUMeH-
TaNbHOCTb, UCTEPUYHOCTb U cye-
TAMBOCTb, NPW OTCYTCTBUMN NOAJINH-
HON 3HEepruu, — OCHOBHbIe YepTbl
3TOW CNOXKHOW M KaKoii-To becthop-
mMeHHOI Hatypbl. CTpaHHoe nuuo
BbIABNAET MyGUHY YenoBeyecKoit
Tpareamu «pycckoro lamneta», He-
HaBWAMMOTO W He NMOHATOro CoBpe-
MeHHUKaMMW.

[MocnegHue roapl *U3HU Mac-
Tepa oMpayeHbl HULLEeTON 1 3abBe-
HueM. B poBeplieHvie Bcex Hecya-
ctmin B 1801 rogy cropen ero gepe-
BAHHbIV AOMUMK. Bnipoyem, Bcnep 3a
3TVM BCe-TaKu NocnefoBaan HeKo-
Topble 3HaKM GnaroBoneHus: Aape-
Hue lMaBnom 6punnnaHToBOrO Nep-
CTHA 1 TPOU3BOACTBO CKY/bNTOpA B
Konnexckue aceccopbl. «MoHap-
LUMA MUNOCTB» BO3bIMeNa JeincTame
Ha CoBeT AkazieMum xyaoxecTs: Obl-
CTPO Halnach U KaseHHas KBapTu-
pa, 1 naaTHoe MecTo afiblOHKT-MPo-
theccopa c xanoBaHveMm no Lrary.

Ymep LLy6uH B 1805 rogy. OH
He OCTaBM/ Y4eHWKOB, TaK KaK He
6b110 MacTepoB, CrocobHbIX Clefo-
BaTb M0 HAMEYeHHOMY UM MyTU pea-
JINCTUYECKOTO MOCTVXKEHUA MUpa.
3aT0 MHOTMX OH HayuWn BeNMKonen-
HOI TexHWKe 00paboTKM Mpamopa.
Kak MpamopLuyK, oH Men nocnepo-
BaTeNel, KaK CKybnTop - HeT. U Tem
He MeHee nMeHHo Pegop VBaHOBMY
Lly6uH cosgan obpasbl, Aawowme
npejcTaBieHvie o noaax Gaucra-
TenbHoro ExaTepuMHMHCKOro Beka.
TonbKo 3TOMY MacTepy CKynbnTyp-
HOroO MOpTpeTa, YMHOMY W BHUMa-
Te/IbHOMY MPOCTONIOAVHY, YAanoch
MPUNOAHATb 3aBECY Haf «BENNKON
TeaTpasnbHol eepuelt, KOTopyto 13-
3a Kynuc fBuranu cnasoniobue,
TlecnaBue U camMoBiacTue», a Tak-
e TOoKa3aTb, YTO CKPbITO 3a cucTe-
MOW HapAaHbIX GacafoB «npecnas-
Horo Beka ExkatepuHb».

Jlo6osb [on108uUHG

according to the Russian Table of
Ranks and Classes. Eventually,
influential members of Court
pressured the Academy to find
him an official flat and a paid
position as Adjunct Professor.
Fedot Shubin died in 1805.
Unforfunately, he left no pupils;
fashions had changed and he
could not find artists who were
willing or able to follow his realis-
fic manner; nevertheless, he
taught many craftsmen his exqui-
site fechnique of marble chis-
elling. Finally, Fedot Shubin is
remembered by his admirable
portraits of the people who lived
at the sublime time of Catherine
. 1t was he, a clever and attentive

Moptpert rpada IM.B.3aBagoBcKoro
Cepeaunta 1790-x. broct. wnc. B. 66

Portrait of Count Pyotr Zavadovsky
Mid-1790s. Plaster. h 66 cm

craftsman from a peasant family,
who looked behind the curtain of
great extravagance, driven by
ambition, vanity and egoism, to
unveil the truth hidden behind
the pompous and false front of
the glorious Age of Catherine the
Great.

Lubov Golovina
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MucaTb 0 peannsme B CBA3M C HOBENLIMM PYCCKMM MCKYCCTBOM — 3TO, 3aMETUM Cpasy, Ae/0 He U3 fer-
KUX U He 13 NpUATHBbIX. Ewle 1 onbiT 6eCKOHEYHOI COBETCKOM 60pbObI 32 peann3m faneko He 3abbIT, 1
HbIHELLHEee TBOPYECKOE MblILLIEHNE ABHOV OpPVEHTaLMEN Ha peannsaMm, KaXeTcs, He 0TInYaeTca. TeM, KTo
BblGpan robanncTcKyto NepcneKkTBY MHTErpaLmMm B <MUpOBOE XyA0XKeCTBEHHOE Co0bLLecTBO», a ToY-
Hee, B CTPYKTYpbl 3aMaAHOro apT-pbiHKa, PacCy»AeHNA Ha AaHHYI0 TeMy He CYNAT HUKaKoro ycnexa. U
AaXe Te, KTO CerofHA Aenaet 6U3Hec Ha Hacneanm coupeannsma, paHo UM NO3AHO AOMKHbI MPU3HATD:
34eCb JileHblM NNaTAT COBCEM He 3a peanusM, a 3a 3cTeTuyeckune dhaHToMbl ocoboro poja. K Tomy xe
pa3roBOpbI 0 peanu3me N3HaYasbHO 3bIOKM B TEOPETUYECKOM CMbICHE.

0 yeM, cCOBCTBEHHO, BECTU peYb: 0 «3acTbIBLLEM”, My3eiiHOM MaTepuane unu o6 aktyanbsHom? O Tpaau-
LMY — WU XKUBOM KpeaTMBHOM NpuHLMne?

Writing about realism in connection with contemporary Russian art is not an easy task - nor an encour-
aging one. On the one hand, we still remember our experience of a continuous struggle for realism, on
the other, we know that today's creative thinking is not obviously oriented towards realism. Those who
have made a choice in favour of global integration into the "world artistic community", or to be exact,
into the Western art-market, feel no need to speculate on the subject. Even those who make the heritage
of social realism their business will - sooner or later - acknowledge that money is paid not for realism
as such, but for the peculiar aesthetic phantoms involved. Any discussions on realism are based on
rather an unstable theoretfical background. Thus one question arises: what to discuss - something
belonging to the past, museum artifacts, or the so-called "actual"? And what to analyze - traditional or
living creative principles?

O xneom cheHoMeHe
peanu3mMa

The Live Phenomenon
of Realism

€MOHATHO, KCTaTW, noye-

My KaTeropus akTyaib-

HOCTW Y Hac MoHOMOoMU-

31MpPOBaHa KNaHOM Tex

CaMbIX «MHTErpaTopoB»

1 ynoTpebseTcs UCKIYUTENBHO ANs

0603HayYeHNA NPaKTUK, cepTuduLmpye-

MbIX KaK aKTya/ibHble 3anafHoi Xyao-

eCTBEHHOW cueHon. He cnpaseanveo

v 66110 Bbl AOMYCTUTL: YTO-TO «OTAMNY-

HOE OT ApYrux» MOXeT OblTb aKTyasb-

HbIM U AR POCCUWCKON cpefpl, T.e. «y

BacC 1y MEHA» BMOJIHE MOXEeT 0Ka3aTbCs

c805 HacywHas 03abouyeHHOCTb. Tak

BOT, aKTyalbHa /I CErofiHA AN Hallero

MCKYCCTBa, MOMUMO BCAKUX NapTUNHbIX
npucTpactuii, npobnema peanusma?

0pHa cuTyaums BbIpUCOBbIBAETCH,

€CNy UMeTb B BUAY KOHKPETHYK MCTO-

PUKO-XYA0XKECTBEHHYKO MMocTach pea-

TEOPUA THEORY

B.A.LJEMEHTbEB
06na4HbIN AeHb.
MocKoBckuit
ABOPUK
1972-1976
XoncT, Macno
50x70

Vadim DEMENTIEV
Cloudy Day.
Moscow Courtyard
1972-1976

Oil on canvas

50 by 70 cm

nnsMa (peHeccaHcHoro, «pemb-
PaHATOBCKOIO», KKpUTUYECKOro» 1
np.), U COBEpLUEHHO Apyras, Korga
roBOPUTCA O MpUHUMMNE OTHOLUe-
HMA UCKYCCTBA K AeNCTBUTENbHO-
ctu. MpuMeprBaeM N Mbl OMNbIT
Hawmx gHewn K xwusonucu B.MNepo-
Ba, W.PenuHa, B.CepoBa, K.Kopo-
BuHa, W.lUnwknHa, W.JleButaHa
UM MLLeM COBCTBEHHBI NOTEHLM-
an noCTPOEeHUA XYLOXeCTBEHHOW
KapTVHbI MMPa, UCX0AA U3 Hawe2o
BOCMPUATUA 3pUMbIX HOPM OKpy-
Xatowero? Beab noctuxeHue
XU3HU «B (POpPMax CaMowt XU3HU»
HblHE Hen30eXHO BbiBeJeT Ha
WHON BW3yaNbHbI UTON, Hexenun
MOJIBEKa, BEK UM MONTopa Hasap.
91a Mbicib MOXET MNoKasaTtbes

CTOJ/Ib K€ JIOTUYHOIA, CKONb U Tpu-
BUaNbHOW, HO B XYLOXECTBEHHOM
obuxoae oHa JaneKko He Bcerga
npuHUMaeTcs BO BHuMMaHue. OT-
cio4a - napajoKcanbHblii (aKT.
3puTento-noKynaTento HpaBUTCA
M.AnBasoBckuii, nnbo «MocKos-
CcKuit aBopuk» B.MoneHosa, nnbo,
HaKOHel, KaKOW-TO COJIHeYHbIN
nensaxuk [.HanbaHnaaxa, v, Bcno-
MUHasA 06 3Toi cBoelt No6BKM, OH
TpebyeT OT CEroAHALIHEro Xyaox-
HWKa: panTte MHe peanusm! OgHa-
KO Ha caMOM fiefie NMpy 3TOM XoyeT
BUAETb He ayTEeHTUYHbIA peanuc-
TUYeCKU 00pa3s TeKywero AHs,
POXAEHHbIA HEMNOCPeACTBEHHbIM
TBOPYECKUM OLLYLLEHVEM XKU3HU, A
KeNnaeT MMeTb nepej rnasamu xy-

owever, it is not clear

why the cafegory of

"actuality” is monop-

olized by the group of

such ‘infegrators",

and used by them exclusively to

mark practices certified as actual by

Western artistic circles. Isn't it only

fair to admit that something "differ-

ent from others" might be actual for

the Russian art medium; in other

words, that "you and I" might quite

definitely have our own barest con-

cern. Thus the question arises: is

realism as a cerfain problem actual

for our art today, if separated from
associated party likes or dislikes?

One approach is to regard a

certain historical-artistic facet of

B.A.MOJIEHOB
MockoBckuii sBopuk. 1878
XoncT, Macno. 64,5x80,1

Vasily POLENOV
Moscow Courtyard. 1878
Oil on canvas. 64.5 by 80.1 cm

realism (that of the Renaissance, or
Rembrandt, or critical realism, for
instance); another, fo consider the
"art vs. reality" principle. Can we
apply today's experience to the
paintings of Perov, Repin, Serov or
Korovin (not fo mention Shishkin or
Levitan); or are we in search of our
own potential in the process of con-
struction of an artistic picture of the
world, based upon our perception
of the visual forms of the environ-
ment? Our comprehension of life
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"in the forms of life itself" will
inevitably provide quite a different
visual result than half a century, a
century or a century and a half ago.
The idea might appear logical as
well as trivial, but in the area of art
criticism it is very often disregard-
ed. As a result we have the existing
situation - a kind of paradox: the
viewer-buyer-consumer likes Aiva-
zovski or "A Moscow Courtyard" by
Polenov, or some trivial sunny land-
scape by Nalbandian, and affected
by such feelings, is ready to formu-
late his or her demand to the con-
temporary artist: "Give me realism!"
But - here comes the "but" - the
viewer-consumer does nof want
some authentic realistic image of
today, an image born by the direct
creative perception of life by the
contemporary artist; on the con-
trary, he or she wants fo see a pic-
ture of the world created and fixed
in the art of the past by painters
belonging to the realistic fradition
in art, an image which is implanted
into our consciousness and which -
for many of us - has become some-
thing ideal.

Here is a real trap for art crit-
ics. When speculating about real-
ism, some of us are still under the
influence of the nostalgic dream
about "the reality", one perceived
like a fairy-tale from vanished child-
hood. Who did not like Savrasov's
"Rooks" in his or her youth? But
what do we now say about the same
picture of melting snow and shining
spring sun? To find some genuine
reality under the layers of the near
and distant past is really a very
uncomfortable psychological
process. But still | do not want fo
digress far from the point of this dis-
cussion of realism, because | con-
sider it very topical for today's situ-
ation in - and with - visual arts. In
order to provoke discussion | am
ready to state that there is a real
deficiency of a really realistic com-
prehension of reality.

We all, of course, can see
many so-called pictures, resembling
some of the old "realisms". In gener-
al, too, there is an obvious surplus of
easel forms of art which is con-
sumed in our society. True, architec-
ture and design are rapidly develop-

ing, but there is a lack of interest in
those forms of art that are able to
change the quality of life for con-
temporary Russian citizens, even
though the art-market is over-flood-
ed with "pictures”. The "overproduc-
fion" of easel painters might be
another explanation of this fact. In
addition, many artists, specializing
in monumental and playbill and
poster kinds of art, left their profes-
sional fields in order to earn money
by the "production” of "pictures"
demanded by consumers.

But do we have the right to
judge negatively today's mass
demand for a "picture"? In the end,
emotional escapism is one of the
"healing" means of art and is all the
more necessary in periods of crises.
Many examples prove that: even
idlers now eagerly play the role of
showman, launching numerous
show-projects; on a wider scale, the
Hermitage exhibits its classical
masterpieces in Las Vegas.

Art gives some peculiar psy-
chological comfort too. First, for
some consumers of art, a painting
in a golden frame symbolizes a cer-
tain level of well-being, marking the
elite status of its owner. On the
other hand, it should be noted that
connoisseurs of art tend to prefer
the landscape genre: for them, pic-
tures of nature stimulate some kind
of positive emotions. Besides, it is
very typical of the Russian charac-
ter to feel some lyrical-poetic con-
nection with Russian landscapes. In
addition, for decades during the
Soviet era such an "escape fo
nature” was an alternative to the
whole system of taboo practiced in
the Bolshevik state. Our pleasant
reminiscences of Savrasov, Shish-
kin and Levitan, and this double-
motivated striving fowards nature
are the best explanation of the pre-
dominance of the realistic land-
scape on the market. No doubt, it is
only connected rather relatively
with the problems of contemporary
realistic art; in other words, it is not
the landscape genre itself that mat-
ters, but how it is realized in our art
market.

It is no use rejecting the role
of a work of art as consolation for
the soul. We should only stress that
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JOXEeCTBEHHYI0 KapTUHY Mupa, 3a-
(hUKCMPOBaHHYIO CO3JaHHbIMK B
npowaom pabotamy XyAOXKHUKOB
peanucTMYecKoro HanpasfieHus,
KapTuHY, KoTopasa AnuTeNbHON
NPVBbIYKOW BXMBMEHa B Halle Co-
3HaHWe W cAenanacb AnA MHOMMX
13 Hac yXKe YeM-TO njeasbHbIM.

BoT rae noByLwka Ans Kputn-
Kun. Paccyxpasa o peanvsme, nHble
13 Hac npebbIBalOT Nog obasHMeM
HOCTaIbrMYeCcKom MeyTbl 0 «eicT-
BUTENbHOCTWY, HpaBsALLenca Hamno-
pobue cKasku, npuwejlwen u3
AetctBa. KTo ¢ AeTcKux neTt He nto-
6un «lpaueii» A.CaBpacosa? Ho
4TO B HaWW [HW ABNAET U3-N0j
cHera BeceHHee conHue? Otcnan-
BaTb MOAJIMHHYIO peanbHOCTb OT
BYepallHeil M Mmo3aByepallHer —
3aHATUE, NPaBo, NMCUXONOTNYECKN
HeKomdopTHoe. M Bce-Takn He xo-
4y YKIOHATBCA OT pasroBopa o pe-
anusme, NOCKOJbKY CYMTAIO 3Ty Te-
My CyLLeCTBEHHOW ANA HbIHELHEero
COCTOSIHUA Hallero n3obpasuTenb-
Horo uckycctsa. B nopaake nposo-
Kaluy K pasMbllUNeHno Aaxe ro-
TOB YTBEPXAATb, YTO OHO UCMbITbI-
BaeT A0BOJIbHO OCTpbi Aeduunt
NOAJMHHO peanucTUyecKoro, no-
cTUrawollero AerCTBUTENbHOCTb
YyMO3peHus.

KoHeuHo, Ha BbICTaBKax U B
ranepesax 6GecumcneHHoe MHoOXe-
CTBO KapTUHOK, MOXOXMX Ha Ka-
Kne-To ctapble «peanusmbi». Bo-
oblwe y Hac, ckopee Bcero, nepe-
M36bITOK CTaHKOBbIX (GOPM B CO-
LmManbHoM noTpebaeHnn ncKycet-
Ba. ApxuTeKTypa, Au3aiiH BypHo
aKTUBU3MPYIOTCA, HO, KaK NpaBu-
70, TUNbl TBOPYECTBA, MpPAMO,
npeaMeTHO BAUAIOLLME Ha KayecT-
BO KW3HEHHOW Cpefbl COBPEMEH-
HOTO poCCUAHMHA, B Macce BOC-
TpeboBaHbl ele HeAO0CTaTOYHO.
OpHako Ha pbiHKe ABHOe nepe-
NPOV3BOACTBO «KapTUHOK». Bos-
MOHO, MEeT MecTO 1 «mnepenpo-
M3BOACTBO» CTAaHKOBMUCTOB B CUC-
TeMe Xy0XecTBeHHoro 06pa3oBa-
HUA; K TOMY e 33 nociegHue ro-
Abl MHOTVE XYAO0XHVKW nojanuch
B XMBOMMUCb W3 Pa3NNyHbIX BUAOB
MOHYMeHTanbHOro, odopMuUTeNb-
CKOro, arMTauMoHHOro TBOpYECT-
Ba. «KapTuHKo» nerye 4TO-HU-
Oyab 3apaboTaTb, YeM pemMecsioM
CTEHOMWCHY MW MNaKara.

W BpAa nu Mbl gaxe Bnpa.e
C/INIKOM CTPOro CYAWTb Cero-
AHSALLIHIO MaccoBYIO TATY K «Kap-
TUHKe». B KoHLe KoHL0B, 3MoLMO-
HanbHoe BbIKNoYeHWe 13 ByaHNY-
HON PYTUHbI — OAHO W3 ApeBHeW-
WWX LeNUTENbHbIX €YMEHWUI» unc-
KyccTBa. [loHATHOe feno, B Kpu-
31CHble 3MOXM OHO TeM naye BOC-
TpeboBaHo. Ecniu ornAHyTbeA Bo-
KPyr, KTO TONbKO He Wrpaert cero-
AHS CO BCAYECKUMM LIOY-NPOeKTa-
MU, BKoyas gaxe [ocyaapctseH-
Hbll IpMUTaX, BbICTaBAAOWMI
LezeBpbl KNAacCMYeCKon X1Bonu-
cn B Jlac-Berace. la n no vactu
obecrneyeHns atMocdepbl NCUXo-
Jlormyeckoro Komdopra KuUBO-
nucb pacnonaraet BO3MOXKHOCTA-
mMn ocoboro poga. Bo-nepsbix,
MacnAaHaa KapTWHa B 30/10TON pa-
Me ANA MHOTMX CUMMBONM3WpYeT
M3BECTHbI ypoBeHb 6narococTos-
HUA, HEKWI 3IMTapHbIi cTaTyC ee
obnagatens. C ppyroit CTOpOHbI,
3aMeTUM, 4To Haln NoBUTENN Xun-
BOMWCK B Macce npeanoyunTaloT
nen3axHbli xaHp. KapTuHbl npu-
POAbI B VX BOCMPUATUN OKPYXKeHbI
OpEeosIOM CaMbIX MONOXKUTENbHBIX
3Moumin. NoMMMo TpagULMOHHOM
ana Poccun nupuyeckoi npuss-
3aHHOCTU K POAHOMY NaHALWadTy,
3/leCb CKa3blBalOTCA Hac/i0eHUA
COBETCKMX [ecATUNeTUI, Koraa
«6ercTBo B NpVPOAY» BOCMPUHM-
Manocb ansbTepHaTMBON BCEN CUC-
TeMe 3anpeToB 6ONbLIEBUCTCKOMO
rocyaapctea. Csetible Bocnomu-
Hanus o CaBpacose, LUwuwkuHe,
JleBuTaHe nntoc 3Ta ABOAKOMOTU-
BMPOBaHHasA TAra K npupoge 06b-
AcHAT H6e3ycnosHoe npeobnaza-
HMe Nen3axKHoON KapTuHbI, Bblgep-
KaHHOW B TpaguuMAx peanusma,
Ha TenepewHeM pbiHKe. Ho, 6e3
COMHEeHWA, 3T0 MMeeT BecbMa yc-
JIOBHOE OTHOLUEHWe K npobnema-
TVIKe COBPeMeHHOro peannsma, T.e.
He TBOPYECTBO B NEN3aXHOM XaH-
pe KaK TakoBoOe, a IMEHHO TO, B Ka-
KOM BuWAe OHO BomJiolaeTcs B 06-
pasuax Hawewn pbIHOYHOW new-
3aXKHOI NpOAYKLMMN.

Myno, ctano 6bITb, OTpULATL
ponb MpoV3BefeHNA UCKyCCTBa B
KayecTBe HEKOTOPOro AyLIeBHOMo
yTeweHnus. Cnepyet TonbKO BCAYe-
CKV MOAYEPKHYTb, YTO BbIGOP CTU-
JINCTVKMW, A3bIKA PaBHO3HaueH npu

the choice of artistic language and
style means sefting and defining
the "super task" of the creative act.
And if the artist uses a certain
"museum” language, this means
that the object depicted is, practi-
cally speaking, idealized, as it is
included in a particular system of
cultural-historical values. There is
an alternative - to seek new means
of expression, a new original lan-
guage in order to express a person-
al, subjective and fresh reaction fo
"nature”. To gain this is the condi-
tion for the realization of the cogni-
five set of the creative process, a
motivation of its realistic pofential.
In other words, realism in art due to
its origin is a live and perpetually
transforming and changing phe-
nomenon taken either as an individ-
ual creative effort of the artist, or as
the process of changing the "style
of the epoch”, or as certain collec-
tive stylistic preferences.

| think there is a lack of such
discoveries of arfistic language in
confemporary visual art - instead, it

is like turning the pages of an ency-
clopedia of historical styles, with
ever-existing artistic sign systems.
In this situation the auteur’s Ego
reveals ifself only very marginally.
The artist is very often satisfied with
the "tune", like the echo of a piece of
music composed by somebody else.
Thus we have numerous examples
of "beautiful" exhibitions with no
"equal" public response. Unfort-
unately a number of highly ambi-
tious art exhibitions, organized in
St.Petersburg and Moscow, have
proved that very fully.

It is worth mentioning that in
Russia today "classically" under-
stood professional visual art has
really become something special -
some kind of elite occupation. On a
related note, | think that the grow-
ing expansion of the electronic
media into the sphere of visual cul-
ture will soon make the figure of a
human being with a brush absolute-
ly exotic. Nevertheless even the
most original projects - like the
grand exhibition of abstract art in

3TOM OMpejeneHnio cBepx3ajayu
TBopueckon akuuun. Korga xypox-
HUK CTWIN3YeT KaKoW-To «My3ei-
HbI» A3bIK, OH PaKTUYeCKn naea-
NN3UpYeT CBOW NpesMeT, BBOAA ero
B W3BECTHYI0 CUCTeMYy KylbTypHO-
NCTOPUYECKNX LieHHOCTeln. AnbTep-
HaTUBOW ABNAETCA MOUCK HOBbIX
Bblpa3nTeNbHbIX CPeAcTB, OpuUru-
HanbHOro A3blKa ANA nepejaun
JINYHOCTHO-AOCTOBEPHOW, CBeXen
aBTOPCKOW peakunn Ha «HaTypy».
OGpeTeHne TaKWX A3bIKOBbIX
CpeACTB ecTb yCNnoBue BoMJoLle-
HWS NO3HaBaTeNbHOW YCTaHOBKMU
XY[LO)KeCTBEHHOT0  TBOPYECTBa,
obecrneyeHnsi ero peanmcTMyecKo-
ro noteHuuana. MHeiMn cnoeamum,
XYAOXECTBEHHbIN peann3M no
nprpoje cBoel - YeHOMEeH XMBOW,
MOCTOAHHO TpaHC(HOPMUPYOLLNIA-
CAl KaK Ha ypoBHe WHAMBUAYyanb-
HbIX TBOPYECKWUX YCWUIWI aBTopa,
TaK U Ha YPOBHE CMeHbl «CTuiel
3MOXM», KaKUX-TO KONNEKTUBHbIX
CTUNEBbIX NPEANOYTEHNA.
Takux-To BOT A3bIKOBbIX OT-
KpbITUI, flyMaeTcs, Kak pa3 u He

B.A.CEPOB
OkTA6pb. lomoTKaHoBO. 1895
XoncT, Macno. 48,5%x70,7

VALENTIN SEROV
October. Domotkanovo. 1895
Oil on canvas. 48.5 by 70.7 cm

[OCTaeT CerogHsALWHeMy n306pasu-
TenbHoMy uckyccty. OHO cnoBHO
6bl MepenucTbIBaeT 3HUMKIOME-
A0 UCTOPUYECKMX CTUNEN, Koraa-
TO C/IOXMBLUMXCA A3bIKOBbLIX CUC-
TeM, npuyem, cobCTBEHHO, aBTOp-
CKOe «A» pacKpbiBaeTcA B MUHW-
ManbHOWM Mepe. XyAOXHMK 3a4ac-
TYl0 JOBONbCTBYETCA CO3BYYMEM,
3XOM My3bIKU, YXKe KeM-TO CO3/aH-
Hon. OTciofa (akTUyeckn Hens-
6exHble Kasycbl, KOrAa 3aTeBatoT-
CA KPaCUBbIEY, KKYLTYPHbIE» Bbl-
CTaBKW, He nosyyaoLme oxuaae-
MOro 0OLLECTBEHHOTO pe30HaHca.
TaKkoBbIMU, K COXaNeHuto, oKasa-
JUCb B NOCNeAHWEe rofibl HECKONb-
KO [OBOJILHO aMOWLMO3HbIX Bbl-
CTaBOK XMBOMWCW, MOArOTOB/EH-
HbIX B HALIMX CTONMLAX.

CrowT, npaBaa, Np13HaTh, 4To
Ha JaHHbIA MOMEHT «Knaccuyec-
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Ku1» noHUMaeMoe npodeccroHanb-
HOe 1306pasnTeNbHOe UCKYCCTBO
B Poccun BoncTuHy ctano yeneue-
HVMEeM BecbMa 3/IUTAapHbIM, @ B He-
AaNleKol nepcrekTBe M3-3a WK-
POKOr0 ¥ HapacTaloLLero BTOPXe-
HUS B BU3YallbHYIO KY/IBTYpY 3/1eK-
TPOHHbIX Meaua durypa yenoBeka
C KUCTbIO B pyKe, BEpOATHee BCero,
CLleNnaeTcs YK COBCEM MOJIHOMN 3K-
30TMKON. Ho Kak Bbl To HUM 6bino,
AaXe camble HeopAMHapHbIe Mpo-
€KTbl, BPOZAE OOLWMPHBLIX MOKa30B
abctpakuuy B PycckoM Mmysee u
TpeTbAKOBCKOW ranepee, He nony-
YU TOFO CEepbe3HOro OTKAMKA Y
MOATOTOBNEHHON Ny6iMKM U B
KPWTWKE, Ha KaKoW OHW ABHO MOr-
JIX paccunTbIBaTb, AOMYCTUM, B Ha-
yane 90-x rogos. Camu no cebe
3T BbICTaBKM B MOBEPXHOCTHOCTYU
BbI3BaHHON MMWU peaKkuun He
oueHb 1 BUHOBaTbl. OHM cobpanu
MCTOpPUYECKUIN MaTepuan, KoTo-
pblii BCE paBHO paHO WMAW MO3AHO
cnegosano 0606wutb. U Bee xe,
no-BMAUMOMY, ceiyac 3Ta 3ajava
npescTaBAsfeT CAUWKOM creyun-
a/bHbI NIOBUTENBCKUIA U ncche-
AoBaTenbCKMi nHTepec. MNocetute-
JIY HALLIMX BbICTaBOK SIBHO XAYT Ye-
ro-To 6onee KOHKPETHOrO, y3HaBa-
emoro, 3noboaHesHoro. MNogobHas
CUTyauus, B CBOK ouepesb, 06Ha-
pyxwuBaert «gedunumT» peannsma, o
KOTOPOM 3afBJIEHO BbILLE.
AGCONIOTHO 3aKOHOMEpHO,
4To B 3TOT MPOPbLIB YCTPEMUANUCH
XYLOXKHUKYW, Ha3biBalowme cebs
aKTyanbHbiMW. B TO Bpemsa Kak
cTapwue npodeccroHanbHble Ma-
CTepa BUTAOT B 3CTETUYECKUX 3M-
nupesx, nociegHVe Ha NpoTsxe-
Hum 1990 - Havana 2000-x rT. cu-
NATCA BHYWWTb Breyatnexue, bya-
TO pEeXyT NpaBAy-MaTKy» 0 HaLlen
KU3HW CO BCeMu ee aTpubyTamu,
yalle, BNPOYEM, PacrosoXeHHbIMU
HUXe nosica. Hanbonee xapakTte-
PEeH B 3TOI CBA3W NOAOTrpeBaeMbln
cenyac «aKTyanamu» WHTepec K
XaHpy KoMuKca. B cywHoctu, He
YAVBUTENIbHO, €CNU 3[ecb MoYTh
cnnowb npeobnazalT ClOXKeTbl,
noyeprnHyTble M3 MapruHaabHOro,
efjBa /Il He KPUMMHaNbHOTO ObITa,
JIerKo OMpoKuAbIBalLWme «npej-
paccyaku» obLecTBeHHON Mopa-
nn. Pa3Be, B KOHLIe KOHLLOB, 3HaMe-
HUTble pycCKMe peanucTbl Mo3a-
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MpOLLJIOro BEKa He CpbIBanu «Bcex
1 BCAYECKUX MACOK», He yKasblBa-
1N Ha A3BbI cBOero obwectBa? Yto
e nojenaellb, eCiN y Hac Ha ABO-
pe KpMMMHanbHO-CceKcyasbHas pe-
Bontoumna? Bot «Ham» B oTBeT 1 pe-
anusM XyAOXecTBEHHOro TBOpYe-
ctBa. 3a yto Goponuce... Mo npu-
3HaHuio ngeonora rpynnol «MM» r-
Ha W.®anbKoBcKoro, «Hac BoobLue
MHTepecyloT TabympoBaHHble 30-
Hbl YeJI0BEYECKOr0 CO3HAHMWA: Mar,
HapKOTUKWM, MOPHO, CTBIYKN MeXAy
panepaMu U CKMHaMK, crabHble
paioHbL... Ha 3anazge Hawwm Tembl,
KCTaTW, O4eHb NOMyAAPHbI: TaM Bbl-
XOAAT KOMUKCbI 0 YeuHe, npo be-
pe30BCKOro, ecTb Jaxe KOMUKC
npo [YJIAT .. Hawa 3TuMKa He
CrpaBnsfieTcad C HOBOM peanbHOC-
Tbto. Bo3HuKaer cutyaums abeyp-
Aa - Mbl NbITaeMCA BbIPa3nTb CBOM
YyBCTBa CTapbIMW CpPeACTBaMM, CO-
GniofaTb CTapble 3TUYECKMe npa-
BWIA, KOTOpble BCTYMaloT B KOH-
GnuKT ¢ peanuamm» (K. «<OroHek»,
2003, N2 46, c. 48-49).

J7a ene3Has Nornka He yuu-
TbIBAET, OAHAKO, MOMEHT, 3epKaJib-
HO OTpaxatoLLmii Nnpobnembl MacTe-
pOB TPaAWLMOHHO-NOApaxaTenb-
HOWM OpuWeHTauuu, a MMEHHO npo-
Gnemy A3blKa Kak axTopa nepco-
HanbHoro TBOpyecTBa. B «akTyansb-
HO» TycOBKe NOBAT roBOPUTB, UTO
OHMW paboTaloT ¢ A3blKaMW Macco-
BOW KyNbTypbl. YKe AaBHO nokasa-
HO TeOpeTVKaMW, Aa 1 caMoin UCTo-
pUei MCKyCCTBa, Y4TO TBOpYECKMe
WHHOBaLWW Ha NpoTAxeHnn XX Be-
Ka 3ayacTylo AOCTUranucb B pe-
3ynbTate 0bpalleHns XyAoXHWKa
«y4YeHOro» K Hey4yeHOMY, K HU30-
BbIM N1acTaM HapoAHON KynbTypbl.
[o3aTomMy «aKTyanbl» MOryT cKa-
3aTb, 4TO MAYT no nytn M.JlapuoHo-
Ba, H.loHyapoBoi, «6y6HOBbIX Ba-
neto.». [la, oHW paboTatoT ¢ A3blKa-
MW CEroAHsALIHero «npuMnTUBaY,
Ucnonb3ysa UX Kak Konnax, 6es oc-
HOBaTeNbHOM MepepaboTkn 3anm-
CTBYEMOW cUCTeMbl 0603HaYEHUIA.
YnomsHyTOe TONbKO YTO Hanpase-
HWe B PYCCKOM WMCKyCCTBe Hayana
MpOLLOro BeKa onpeaensanoch Kak
«HeonpUMUTMBU3MY, «KyBOdyTy-
pU3MY, «PYCCKUI ce3aHHMU3MY. TeM
camMbIM MOAYEPKMBaANoch, 410 B
3TOM rOpHWIe HW30Bble Hayana
KaK pa3 mpoXoaunu nepepaboTky,
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B.A.CEPOB
3apocuuit npya. lomoTkaHoBso. 1888
Xoncr, macno. 70,5x89,2

VALENTIN SEROV
An Overgrown Pond. Domotkanovo. 1888
Qil on canvas. 70.5 by 89.2 cm

the Russian Museum and the
Tretyakov Gallery - failed to enthuse
the public, or create a serious criti-
cal response which might have hap-
pened, say, af the beginning of the
1990s. These exhibitions were not
slight - a great amount of historical
material was collected, material that
sooner or later should have been
analyzed and generalized. Probably
such a task is of a very special inter-
est, both for connoisseurs of art and
researchers: those who come to the
museums were obviously expecting
something more concrete, recogniz-
able and actual. Such a situation, in
its furn, reveals the above-stated
"deficiency of realism".

Quite naturally, those artists
who called themselves "actual”
were ready fo act. While their elder
professional masters are up in the
clouds dreaming of pure aesthetic
principles, the "actuals” are trying
to produce the impression of being
able fo call a spade a spade, in other
words to speak openly about our
life with all its ugly attributes. In
connection with that | would point
to the continuous process of inter-
est in the genre of comics provoked
by such personalities. It is not sur-
prising - as the subjects that prevail
here are taken from the marginal,
even near-criminal spheres of life
which easily reject all moral princi-
ples. In the end, the renowned Russ-
ian realistic artists of the 19th cen-
tury also "tore away all the masks"
from their society, exposing its
sores and evils. And what can be
done if tfoday we are undergoing a
criminal-sexual revolution? That is
the answer to the realistic creative
process. Remember the words of
the ideologist of the "PG" group
|.Falkovski: "In general we are infer-
ested in the taboo zones of human
consciousness: obscene language,
drugs, pornography, the confronta-
tion between rappers and skin-
heads, dead-ends... By the way, our
themes are very popular in the
West: comics about Chechnya,
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about Berezovsky, and even about
the Gulag... our ethics cannot cope
with the new reality. And there
emerges a sifuation of absurd - we
try to express our feelings using the
old means, we fry fo observe the old
ethical rules, which are antagonistic
fo realities". ("Ogonyok" magazine,
2003, Ne46, pp. 48-49).

This tough logic does not con-
sider the problem of the masters of
a traditionally- imitative orientation,
namely the problem of artistic lan-
guage as a fact of individual cre-
ative action. The "actuals” like to
repeat that they are working with
the languages of mass culture. It
was proved not once by theoreti-
cians and by the very history of art
that during the 20th century cre-
ative innovations were realized
through the appeal of the "educat-
ed" artist to the "non-educated", to
the lower layers of folk culture.
Therefore the so-called "actuals”
can say that they follow the exam-
ple of Larionov, Goncharova or the
"Jack of Diamonds" group. And real-
ly they are working with the lan-

K.A. KOPOBWH. 3uma B Jlannanguun. 1894
[lepeso, macno. 23,5x33

KONSTANTINE KOROVIN
Winter in Lapland. 1894
Oil on wood. 23,5 by 33 cm

guages of today's "primitive", using
them like a collage, without any fun-
damental consideration of the
adopted system of symbols and
notions. The above-mentioned
trend of Russian art from the begin-
ning of the 20th century was
defined as "neo-primitivism", "cubo-
futurism”, or "Russian Cézanne-
ism". Thus it was stressed that the
lower original principles were
processed and digested, melting
with the vanguard tasks of the most
up-to-date world culture and with
the discoveries of the leading
artists-thinkers of the time.

Such actual art either buf-
foonishly parodies symbols of the
social environment, or throws in the
viewer's face images of dirty yards,
coarse words and public lavatories.
Thus it might be considered possi-
ble for the artist (and for the viewer
tfoo) to "dissolve” in our everyday
life. The model can be regarded as
vulgar and naturalistic, at least that
is how it is presented by the "actu-
als". Genuine realistic art of previ-
ous eras was not based on such
grounds.

It should be admitted that
these critical speculations did not
take info consideration the whole
spectrum of the self-assessments of
the representatives of the actual
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CMNaBAANAMCL C NepefoBbIMK YCT-
pemMieHMAMN HoBellleln MMPOBOM
KYNbTYypbl, C OTKPbITUAMUN BeAyLNX
XyAO)KHI/IKOB-MbICHI/ITEHGVI TOro
BpeMeHU. AKyTalbHOe WCKyCCTBO
06bIKHOBEHHO 160 raepcKm napo-
AVIpYeT CHMBONUKY OKpyXatoLero
couuyma, nmbo nonpocTy wmbaet B
HOC cBoeMy 3puTento «rpadumkomn»
rpsA3HbIX ABOPOB, 3ab6opoB, 0buie-
CTBEHHbIX TyanetoB. TaK, BO3MOX-
HO, COBepLUAeTCA «pacTBOpeHue»
XYLOXHUKa B MOBCeAHEBHOCTW (a
3a HUM, Xo4elb He Xo4ellb, U 3pn-
TenA; Mofesb, No CyLecTBy, BYb-
rapHo-HaTypanucTuyeckas, OAHa-
KO, CyAR MO AeKnapaumsaM «akTya-
NnoB», 04YeHb UX I'IpVIBHEKaIOLIJ,aﬂ).
HO COBCEM He TaK poxaanoch 6onb-
oe peanncTuyecKoe MCKYCCTBO
NpoLWWbIX 3MOX.

Hapo cosHatbea, 3Tn Kputu-
YecKue CyXAeHWA He B NOJHOM Me-
pe y4uTbIBalOT CreKTp camoolie-
HOK MpeAcTaBUTeNeN aKTyalbHOro
nckyccTea. B nocnegree Bpema nx
HUTUINCTUYHOCTb OTYaCTU TepAeT
CBOIO OCTPOTY, CBON TOH «YepHy-
Xn», Kak 6y,IJ,T0 TeCHMMaA BlevyeHn-
€M KO BCEBO3MOXHbIM MOBeTPpUAM
CerofHALWHen MoAbl. 3aTen aKTy-
anbHbIX XyLOXHWKOB Bce Gonee
o6peTaloT XapaKTep UrpoBOM, pas-
BneKaTeﬂbHO're}J,OHVICTI/I‘IECKI/II?I.
«rNaMypHbIN», Kak HblHYe NoBAT

BblpaxaTbcs. OfHaKo nofo6HbIN
nepeBof, CTPeNoOK B HamnpasieHuu
Gonee pecnextabenbHoro ob6pasa
U3HW BPAJ M YTO-TO MeHseT B
TexHonoruu ¢opmoobpasoBaHus,
NPaKTUKYeMOM HalWuM aKTyanb-
HbIM WCKyccTBOM. Vcnonb3ayet in
OHO NIEKCHKY 3aB0pPHBIX PUCYHKOB,
3N1EeKTPOHHYIO ONTUKY UAW CUMBO-
JIbl KOMMepYecKo Non-KynsTypbl,
TYT AOMUHMPYET BCe Ta Xe NorvKa
«peau-meng». MaHunynupysa roto-
BbIMU 3/1I€MEHTaMW, VHOPOAHBIMU
aBTOPCKOW  MHAVBWAYaNbHOCTM
KaK TaKOBOW, OHa npeBpallaeT co-
3aBaemyto B utore ¢opmy B Ha-
6op BTOpPWMYHBbIX cMbicnoB. [lo
3HEpruM NIMYHOCTHOTO XKM3Heroc-
TWKEHWA 1, CnefjoBaTeNibHO, eMKO-
CTW 3aK/IIOYEHHOTO B HUX YenoBe-
UECKOro OnbiTa Takue (opmanb-
Hble KOHCTPYKLMM NONpPOCTY Heco-
NOCTaBUMbl C NNAcTUKOW, TBOpU-
MO PYKOK XYAOXHWKA, Byab To
NpOBOAMMAsS UM JIMHUSA, MONOXKEH-
HOE MM LBETOBOE MATHO WM e
pa3MATbIA ero nanbLaMu Kycok
IMWHBL. A CTOUT HANOMHWUTL U NOJ-
UEPKHYTb, Y4TO WMMEHHO MOAMMNH-
HOCTb, 6OraTcTBO M OYEBUAHOCTH
3TOr0 JIMYHOCTHOTO OnbITa GbiN
NPYXVHON pa3BUTWA peanncTuye-
CKMX TPaAULMIA 1 B PyCCKOM, 11 BO
BCEM MUPOBOM McKyccTBe. lNenxo-
norva  «pegu-meng» (pajavsm,
non-apT UM ONMPaloLLeecs Ha HUX
HOBOPYCCKO€ aKTyanbHOe MCKYC-
CTBO) U COTBOPEHMWE MIacTUYECKO-
ro - coBepLUeHHO pa3Hble Belyy. U
A€N0 He B TOM, YTO «BbILIE» — YTO
«HVKe», a B TOM, 4TO NepBOe CO34a-
€T HeKOTOpbIi KOMMEHTapui, yMo-
3aK/04YeHe No NoBoAy AENCTBU-
TeNIbHOCTY, NAapOAMIO Ha Hee, TOTAA
KaKk BTOpOe, MO WAee, COAEpPHUT
CBUAETENbCTBO MepBOMpPOX0ALa,
BMeYaTNIeHns, YyBCTBa, MbIC/N, Ka-
KMX Mbl Mpexze He 3Hanu. Takue
CBOWCTBa nactuyeckon ¢opmbl,
KCTaTh, BecbMa Moy4nTenbHO 06-
Hapy»VBaeT UCTOPWSA PyCCKOrO pe-
anuCTMYecKoro neinsaxa.

OHa 0coBeHHO WHTepecHa,
MOCKOMbKY B LIENIOM ee Hacneauve
XPEeCTOMaTUiAHO AJIA POCCUAH, Nto-
61MO ¥ BCEHapOAHO MPU3HaHO, Of:
HaKo Kaabll 13 ee Kopudees
npeacTaBisfeT BrojHe CaMobbIT-
HYl0 TBOPYECKY WHAMBUAYaNb-
HOCTb, FOBOPSLLYIO HA CBO €M Xy-

MN.M.KOHYAJIOBCKNI
Moct B Hape. 1918
Xoncr, macno. 95x119,5

PIOTR KONCHALOVSKI
Bridge in Nara. 1918
Oil on canvas. 95 by 119.5 cm

[OXEeCTBEHHOM A3blKe. Bo3bMeM
Aana npumepa Takoi pag: A.Caspa-
coB, ®.Bacunbes, W.InwKuH,
W.JleButaH, B.CepoB. Her Hu Mma-
NeMNX COMHEHW B Yy3HaBaeMo-
CTV aBTOPCTBA /IO6Or0 U3 HUX; MHO-
rMe C JIerKOCTbio BCMOMHAT U pac-
CKaXyT, Kakue paboTbl y 0AHOIO,
Apyroro, TpeTbero u T.4. PaHHsAsA Bec-
Ha co cHeroM, Gepe3amu U pa3mbl-
ThbIi IMBHEM MpPOCENOK; OCeHHee
60n0T0 U AblWALLMIA NapoM nyr;
POXb M COCHbI; APEMIOLLMIA MOHAC-
Tbipb 1 BypHOe HeBO «Haj BEeYHbIM
MOKOeM»; 3aTAHYTbIA PACKON Npya

1 OCEHHSAA CTEPHA JOMOTKAHOBCKO-
ro nond... Ho feno He TonbKo B y3-
HaBaeMOW CUMBOJIMKE MOTMBOB.
Bce atn XKMBOMUCLblI HENOBTOPUMbI
B MepBO3/IeMEeHTax CBOEro MiacTu-
YeCKU-BM3yanbHOro A3blKa. Beakuin
Mo-CBOEMy YyBCTBYeT IMHULO, GepeT
LIBET, HEMNOBTOPUMbIM [ABUXeHNEM
KNajeT KpacKy Ha XOCT.
EctectBeHHo, Takve otanuma -
pesy/ibTaT 0co6eHHOCTel UHAWUBU-
JyanbHOro TeMNepaMeHTa Kaxzaoro
N3 XyA0XXHUKOB, UX JINYHOWM NCUX0-
dusmonornm, HO TaKxKe U HeKom
«KONJIEKTUBHOWM» 3BONIOLUKN naac-
TU4EeCKOro MbllneHnA BO BpeMeHU,
COMpMYACTHOCTW KaXAoro n3 mac-
TepoB oOnpejeneHHOMY BEKTOpY
NBUXKeHUsA «cTuna anoxm». OTcoga
3aKOHOMepHOE MOsABJIEHNE B XWBO-
nucHoln TKaHu nensaxeit CepoBa

art; recently they have become less
nihilistic and mobbish, as if being
forced out by newly-emerging ten-
dencies. The shows of such arfists
are gaining more and more the vivid
character of a play, or an enfertain-
ment with an hedonist accent of
glamour. But such a turn to a more
respectful form of self-presentation
does not change anything in the
formative technology, as practiced
in our actual art. Whether they use
obscene lexicology, electronic
optics or the symbols of pop-cul-
ture, here it is the "ready-made”
logic that above all prevails. Thus,
manipulations with ready-made ele-
ments, alien to artistic individuality,
turn the created target form into a
set of secondary meanings. As for
the energetic element stimulated by

a personal perception of life and the
usage of gained experience, it is
incompatible with the creative artis-
fic effect produced by the artist
whether it is an oil painting or a
drawing or a sculpture. It is worth
mentioning that it was that very
genuine, rich and evident personal
experience that became a motive
force in the development of realistic
traditions in both Russian and
world art. The psychological adop-
fion of the ready-made form
(whether dadaism or pop-art, or the
new Russian actual art which is
based on them) and the creation of
a plastic form are really opposed to
one another. And the question is
not what to discuss, or whether this
is better, and that is worse; the issue
is that the first tendency creates a

TEOPMA &= THEORY 55



cerfain commentary, or conclusion,
on reality. It parodies reality, while
the second tendency contains some
evidence of the pioneering with
impressions, feelings and thoughts
which we have never known before.
Such properties of plastic art are
quite obviously revealed in the his-
tory of the Russian realistic land-
scape, which is interesting because
its general heritage is not only
known but is loved by Russians.
Nevertheless each of the leading
figures of Russian art is a unique
artistic individuality, speaking a dis-
finct artistic language. Take, for
example, such artists as Savrasov,
Vasiliev, Shishkin, Levitan and
Serov: we shall never confuse one
with another. Everything is recog-
nizable: the early spring with the
melfing snow, birch trees and the
road in the fields; pine trees and the
monastery under the gloomy skies...
And everything is unique, because
these artists are so different from
each other in the fundamental ele-
ments of their plastic-visual lan-
guage. Each of them feels the line
and colour in his own way, each of
them has his own "handwriting", his
own brush strokes.

Quite naturally such differ-
ences are the result of the peculiar-
ities of individual temperament of
each of the artfists, of their psycho-
physiology. At the same fime this is
the result of a certain "collective"
evolution of artistic thinking, their
belonging to a certain definite vec-
tor of the "style of the epoch” move-
ment. Thus Serov's brush strokes,
under the influence of the French
impressionists, are free and sweep-
ing, forming not only the shape but
also some space zones of the land-
scape composition, mingling
together the colour and tone quali-
ties of the reconstructed motif. Levi-
tan, particularly the Levitan of the
late period of his artistic activity,
uses some ideas of the Russian
Moderne style in his compositions,
accenting the decorative surface
elements. The combination of the
"impressionistic” texture of the
painting with the typical for the
Moderne style plane division of the
composition is characteristic for
the landscapes of P. Petrovichev

and L. Turzhanski, distinguished
members of the "Union of Russian
Artists". In all the cases such inno-
vations did not mean an escape
from realism; on the contrary, the
works of these figures were without
doubt included into the ranks of
classics of the Russian realistic
landscape.

The process of realistic aes-
thetic self-renewal did take place in
later periods, though this type of art
was not included in the list of
social-cultural priorities in 20th
century Russia. As is well known,
the first quarter of the 20th century
was marked by a really keen inter-
est in revolutionary innovation,
seeking a really new language far
beyond realistic traditions. The "real
socialism" of the 1930-1980s
exploited the art of the life-like form
for propaganda of political impera-
tives and Utopian ideals. But
against such a state of affairs, the
realistic perception of life, as a cer-
tain natural phenomenon, did find
realization in the practice of artistic
creative activity, even if more often
it was not free and live, but rather
contradictory. The "dead-end" situa-
tion appeared in cases when the
author in his drive towards realism
simply tried to imitate his favourite
masters of the realistic art of the
past. As a result we have a great
number of nostalgic sentimental
pictures, a-la "real nature”, in Soviet
art, pictures animated with a fleur
of lyricism, but evidently without
any realistic inspiration. Neverthe-
less there are some achievements,
some things really new in the devel-
opment of realism. The fate of those
creating something new in the Sovi-
et era was not a happy one.

The most vivid example of
that kind is Sergei Gerasimov and
his landscapes which were not
appraised at their true worth. And it
was not because genre scenes were
most demanded by officials - those
who painted the so-called Soviet
genre scenes gained the official sta-
tus of the Soviet artist. All is much
more complicated with Gerasimov.
The situation was aggravated both
by the content and by the form in
his landscapes - they did not corre-
late with the then existing norms of
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Gonee KpynHoro, cBOGOAHOIO, YeM
Yy €ro yumTenem, Kpaco4yHOro MasKa.
Mpenomnas ero BrneyatneHus ot
(hpaHLy3CKOro MMNpeccuoHn3ma,
TaKoW Ma30K He CTONbKO pucyer
Aetanu (OpMbl, CKONbKO CTPOUT
KaKune-To NPOCTPAHCTBEHHble 30-
Hbl, €MaHbI» NeN3aXHOM KOMNO3K-
UMM nocpeacTBoM 0606LieHUn
LIBETOBbIX W TOHANbHbIX KayecTB
BOCCO34aBaeMoro MoTuBa. B 1o xe
Bpems JleBuTaH, ocobeHHO no3g-
Hel Mnopbl, HEKOTOpble U3 CBOMX
KOMMO3VLMOHHBIX VAeit YepnaeT B
apceHarne CTUNA €MOAEpH», 0TYero
B Mef3axax 3TOro macrepa, Aaxe
3TIOAHOTO TUMA, 3a4acTylo aKLeH-
TUpyeTCcA [eKopaTMBHO-MI0CKOCT-
Hoe Hayano. Jlerko onosHaBaemoe
coefViHeHne «MMMNpPeccUoHNCTMYe-
CKOM» (aKTypbl XMBONMCK C NpU-
CYLLMMU «MOAEPHY» MIOCKOCTHbI-
MU YNIEHEHVAMM KOMMO3MLMM Xa-
paKTepHO ANl MHOTUX Men3axen
MN.MetpoBnuesa, J1.TypxaHckoro -
3HaKoBbIx ¢uryp «Coto3a pycckumx
XYLOXHUKOBY.  [lpumeyaTtenbHo,
4TO BO BCEX 3TUX C/y4asx MHHOBa-
LMK, ecTecTBEHHO MPUBHOCUMble
aBTOpaMu B Meii3axHoe TBOpYecT-
BO, KaK NpaBuio, He jaBanu 0Co-
ObiX NOBOAOB rOBOPUTL 06 UX yXO-
[ OT peann3ma; HanpoTue, paboTbl
BCEX YNOMAHYTbIX MacTepoB C/oB-
Ho 6bl € 3afjaHHOI1 NocNefoBaTeNb-
HOCTbIO BKNtOYanuch B (oHA Knac-
CUKM PYCCKOTO PeanncTnyecKoro
nersaxa.

CaMoo6HOBNEHWE peanucTy-
YEeCKOW 3CTETUKMN MPOUCXOAUT U B
Gonee nNo3aHvie BpeMeHa, XOTA CaM
no cebe JaHHbIA TN TBOpYeCTBa
ABHO M He Bbin B uncne couuo-
KynbTypHbIX npuoputeToB Poccun
XX B. Kak n3BecTHo, nepBas uert-
BepTb BeKa 0TMeYeHa caMbIM rops-
YMM MHTEPECOM K peBOJIIOLMOHHO-
My HOBaTOPCTBY, MCKaBLUEMY CBOM
A3bIK fjafleKo 3a npejenamu pea-
AncTnyeckon Ttpaguumn. «Peanb-
HbIi counanmam» 1930-1980-x rr.
Aenan CTaBKy Ha MCronb3oBaHue
MCKYCCTBa KM3HenogobHon dop-
Mbl B LNAX MponaraHfibl CBOWX
NoOAUTUYECKUX MMNepaTUBOB U
yTONMYecknx wuaeanos. Bonpeku
BCEMY 3TOMY peanncTnyeckoe Bu-
JeHue, KaK HeKUI NpUpoaHbIn de-
HOMEH, HaxoAmno-Taku cebe npo-
ABNleHNe B MPaKTUKe XyAoXKecT-

BEHHOro TBOPYECTBA, HO OTHIOAb
He cB06OAHOE, He MONHOKPOBHOE
1 YacTo BecbMa NMpoTMBOPeYMBOE.
PyTvHHaa cuTyaums Tynuka BO3-
HUKana B Tex CNyyasx, Korpa co-
BPeMeHHbI aBTop B CBOEM YCT-
pemMiieHUn K peanusmy mnbiTanca
nonpocTy CTUAN30BaTb MaHepy
NO6MMBIX UM MaCTepOB MPEXHEro
peanucTnyeckoro umckyccrsa. OT-
CIOAa BENNKOe MHOXEeCTBO HOC-
TaNbrMyeckn-CeHTUMEHTaNbHbIX
KapTUHOK «noj HaTypy» B COBeET-
CKOM UCKYCCTBE, OT KOWX B Jy4LUeM
CNlyyae BeeT HEeKOTOpbIM Inpuyec-
KUM OfylLeBNIEHNEM, HO HUKaKNX
peanucTUyecKnNX MpOHVKHOBEHWI
OHW B cebe He HecyT. TeM He MeHee
HaZ VX YypOBHEM 3aMeyatoTcA U oT-
AenbHble JOCTVKEHWA, NpeAcTaB-
NAOLME HEYTO HOBOE Ha MyTW pas-
BUTMA peanusma. Keratw, cyabba
MX aBTOPOB HUKOrAa He Bbina ner-
KOW B COBETCKMX YCIOBUAX.
fApuaiiwwmit npumep - nei-
3axHoe TBopyecTBo Cepres [lepa-
cumoBa. lpu *n3HKM aBTOpa OHO
MoYTU LeMOHCTPATUBHO HeaooLe-
HuBanochb. M He 0TTOro ToNbKO, YTO
CaMbIM NPECTKHBIM XaHpPOM Tor-
Aa BbiCTynana TemaTnyeckas Kap-
TVHA; WHBIM XY0OXHUKaM O4eHb
HpaBWNOCh rOBOPUTL: «f — KapTUH-
LWMK», 3TO KaK Obl ClyXuUno 3Ha-
KOM conuaHoro odguumnanbHoro
cTaTyca COBETCKOrO »XMBOMUCLA.
Mpobnema y C.B.fepacumoBa 6o-
nee cnoxHasn. OHa onpegenanacb
KaK «cofepaHuem», TaKk u «pop-
MOM» ero nernsaxen, KoTopble He
OTBeYaNu fjaxe TeM HOpMaTMBaM
Nen3axHoro xaHpa, YTo AencTBo-
BaNu B 3TON CPaBHWUTENbHO Nepu-
tepunitHoit 0b6nactn coBeTCKOro
1306pa3unTeNbHOro0 UCKYCCTBa.

B KpuTMKe M Ha BCAKUX Xy-
LOXHMYECKNX coBpaHuAxX cTuib
repacvMOBCKUX Men3axHbIX pa-
60T OblIO NMPUHATO MOpyryMBaTh
KaK «(popmManucTuyeckuin», a mx
3MOLUMOHaNbHbIN nadoc, «mpei-
Has HanpaBfeHHOCTb» Obin oye-
BWAHO Aaneku oT (hopcrpoBaHHOM
XW3HepajocTHOCTY, nogobatolleit
3aKasHOMy coupeann3My. Xapak-
TepHbIi npumep - «Jleg npoten»
(1945). Tema - TpyaHas BecHa no-
cnefiHero rosa BOHbI, KOraa npu-
pOAa, paHeHas, 3aMep3Luas, TUXo 1
MeAneHHO npobyxaaeTcA B OXu-

AAHUWU TEMJOr0 MWPHOTO [AHA.
CKpoMHasa no pasmepy, KapTuHa
MojiHa COBCEM He MpasAHWYHOro
JINKOBAHWSA, HO KaKoii-To paboueii
cocpesoToueHHOCTU - 6e3 pa3pbl-
BOB O0M6, 6e3 0XMAaHMsA HOBbIX
yTpart... Ta e CypoBOCTb AOAMOr0 U
Henerkoro TpyaoBoro AHsA 6e3 Boi-
Hbl - B «XKatBe» A.lMnacroBa. byit-
HO uBeTywwwmin nyr B ero «CeHoKo-
Cce» Mbl pa3rnfAfblBaeM B CONOCTaB-
JIEHUN C U3MOXKAEHHbIMU durypa-
MW KpecTbsH; B a3apTHOM Hanps-
KEHWUN UX TPyAa - OLLYTUMbIN oca-
[OK HEU3XKUTON ApaMbl.

Wy MnacroBa, n y C. lepacu-
MOBa 3T0 - ropbKas npaBaa CyAb-
6bl Poccum Ha nobepHom pybexe
OZLHOTO WX CaMbIX TPArMyHbIX CTO-
netnii ee uctopumn. 310 - cuno-
codCcKoe, 3TUYECKN eMKOe YyBCTBO
HapoAHoOW CcyAbbbl, pacKpbiToe B
obpasax npupoAbl U YenoBeka
(VM yenoBeyecKoro 0CO3HaHWA
poAVHbI Yepes ee NPUPOAY), Kakoe
6bino 3Hakomo CypuKoBy, PenuHy
M COBEpLIEHHO HEBEAOMO JIMKYHO-
we-HasuaaTeNbHbIM  WejeBpam
coupeanusma. 310 6Gbin AencTBK-
TeNbHbI, CTONIb e COBPEMEHHbI
Mo CBOEMY CMbIC/Y, CKONb Tpauu-
OHHbIN AnA 6onbWON pyccKoin
KyneTypbl peanusM. Peanusm He
TOJIbKO HEHYXHbIl, HO NpAMO
BpaxaebHbIi NpaBuUBLIEN CBOW
6an umpeonorMy CTanvHU3Ma, YTO
MocneaHsAs U He 3aMepnuna nog-
TBEpAUTb, yXKe Ha ucxoge 1940-x
IT. MOABEpPrHyB 3100HO TpaBne
kak C.lepacumoBa, Tak u Allnac-
ToBa. VIx rpomMko kneimunm dop-
ManncTaMU-MMNpPecCcroHMCTaMu,
4YTO MO TeM BpeMeHaM Bblfo cpos-
HU 06BVMHEHUAM B aHTUCOBETYMHE.
MepBoro, Kak M3BeCTHO, eLue 1 oT-
cTpaHuan ot pykosogctBa Cypu-
KOBCKMM WHCTUTYTOM. B xwuBonu-
cu oboux Oblna KOHUEHTpauus
npaBAbl, He nepeBapumas Anf
6onblesnkos. U To Gbina npaegaa,
ANA CBOEro BblpaxeHWs notpe6o-
BaBLUAA YXe WHbIX MUBOMUCHbIX
CPeAcTB, HeXenu MNpakTUKoBaB-
LinecA nepeaBMKHUKAMM 1 peanu-
ctamm pybexa XIX - XX Be.

ConpuKacasch ¢ nerzaxamu
C.lepacvmoBa, 6e3 Tpyaa ybexaa-
elWbCA B OPUIMHANBHOCTU UX CTU-
JNCTUKM. VICTOKM ee 13BeCTHbI: 3TO
MockoBcKoe yumnuile xuBonucum

(MY?KB3) Hauana npounoro BeKa,
rze yumtenamm byayLiero BennKoro
neparora 6binn C.MBaHoB n K.Ko-
poBuH. lMpn 3ToM 3penas MaHepa
C.lepacvmoBa elLe Gonee ABCTBEH-
HO onupaetcA Ha QyHAaMeHTanb-
Hble cBolicTBa xwuBonucy B.A.Ce-
poBa, KaK bbl Hacneaya cambli TN
ero neisaxHom obpasHoctu. Vimeto
B BUAY Ty Mepy «no33un u npas-
[bI», 0 KOTOPOW rOBOPMIOCH MpU-
MEHWTESIbHO K XXUBOMWCY BOEHHOI
nopbl M KoTopas OTaM4aetcs, Ha-
npuUMep, OT NIEBUTAHOBCKOWN Tpaau-
umnu ¢ ee Gonee BbisBNEHHON CyOb-
eKTVBHON 3MOLIMOHANBHOCTLIO Me-
pexuBaHua motvea. OgHako Becb
npouecc CTaHOBNEHUA 3pUMON
(opmbl, ero hDU3nNKo-grHaMmyecKre
xapaKtepuctvku y lepacumoBa cy-
LLECTBEHHO OT/INYAOTCA OT KreHOTU-
Ma» MOCKOBCKOW LKOJbl BpeMeH
CepoBa, fjaxe aKUeHTUpyA B 3TON
Kone ponb cBOGOAHOTO, MMMyNb-
cuBHoro aptuctmsma KocTtaHTuHa
KoposuHa. lMpupoaa KpacouHoro
MasKa y yunTenei 1 HacnefHUKa ux
Tpaguumu myboko pasnuuHa. Ha-
npumep, KacaHue K xoncty y Kopo-
BMHA - 3CTETUYECKMUIA aKT,  KOTO-
pbliii COBepLIAeTCA B ONpefeneHHbIX
rpaHMLax KaK TemnepameHTa, Tak 1

landscape painting, a rather periph-
eral part of Soviet visual art.

The art-critics and officials
from the Unions of Soviet Artists
criticized the style of Gerasimov's
landscapes as "formalistic" (the
term very widely used in the USSR
fo express discontent with writers,
composers, painfers and film-mak-
ers), while their emotional pathos
and ideological impact were obvi-
ously far from the forced joyful
mood of "ordered" social realism.
His work "The Ice Drifted Away"
(1945) depicts the hardships of the
spring of the last year of the war,
and it seems that nature itself -
wounded and shivering with cold -
is returning to life. No war horrors,
no war victims. The same mood is
characteristic of Plastov's "Harvest"
(or "Hay-mowing").

Both the artists - Gerasimov
and Plastov - managed fo depict a
bitter fruth about wartime in the
victorious though the most tragic
moments in the history of the coun-
try. Their philosophic and ethical
perception of the history of the peo-
ple through images of Man and
Nature is rather close to that of
Surikov or Repin, but was very far

C.B.TEPACMMOB
BecHa. [lepeBbs B uBety. CamapkaHa. 1942
Xoncr, Macno. 69x89

SERGEI GERASIMOV
Spring. Trees in Blossom. Samarkand. 1942
Oil on canvas. 69 by 89 cm

from the triumphant and didactic
masterpieces of social realism.
Gerasimov's and Plastov's realism
was not needed, as opposing Stalin-
ist ideology, and the reaction of the
official ideologists was ruthless. The
artists were "labeled" "formalists-
impressionists” which at that time
was equal to "anti-Soviet". Their
"truth" was different, alien to the
existing norms, and it required dif-
ferent means of artistic expression,
different from those practiced by
"the Wanderers" and the realistic
artists at the turn of the 19th and
20th centuries.

The style of Gerasimov's land-
scapes is highly original and it is not
surprising to learn that Ivanov and
Korovin were among his teachers
and tutors. At the same time much
was faken from the fundamental
principles of Serov's painting - that
"measure of poetfry and the truth”
that was seen in the paintings of
war time mentioned above, and that
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is so different from - for example -
Levitan's with its vivid subjective-
personal emotionality. But when we
speak about Gerasimov, about the
whole process of visual form-build-
ing in his works, their physical and
dynamic characteristics, then we
should note that the latter are radi-
cally different from the "genotype"
of the Moscow school of Serov's
fime. Gerasimov did not reject the
authentic tradition of the Moscow
school of painting, but he used his
own specific personal and creative
experience (the wars and the revo-
lution, meetings and manifesta-
tions, discussions, discoveries and
disillusions, and other stimuli) in
order to find his own path in art.
Gerasimov was notf an avant-garde
artist, but neither he was a retro-
grade who did not want to accept
the artistic innovations of the radi-
cal epoch. It was not by chance that
he joined the group "Makovets",
whose romantic leader was the
genius Vasily Chekrygin, and whose
creative antithesis was Vladimir
Favorski, a no less brilliant figure.
And beside these powerful figures
of the new romanticism and new
classics there were such renowned
first-rate  artists as  Zhegin,

Sinezubov, Romanovich and Fon-
vizin. For a certain period Alexader
Shevchenko's ties with the
"Makovets" group were close, and
the co-operation was very fruitful.
This group "digested" the neo-prim-
itivism of Larionov and Goncharo-
va, along with such phenomena of
Russian and European art of the
first quarter of the 20th century as
Cubo-futurism and Expressionism.
Having been involved with those
trends, movements and develop-
ments, Gerasimov was under the
infective influence of all their exper-
iments. He became more and more
inclined to graphic art, which
gained all the characteristics of
freedom of expression. Some of
Gerasimov's drawings of that fime
are comparable fo those of the most
renowned Russian expressionist in
graphic art, Piotr Miturich.

Thus the artist reached a
fully expressionistic understanding
that the process of lineation is an
impetuous, nervous, tense jester,
summing up all the troubles of his
times. Gerasimov's creative activity
is mainly concentrated on the land-
scape genre; it is worth mentioning
that later this expressiveness
entered his oil paintings of the
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XYZLOXXeCTBEHHOro MNpOCTPaHCTBa.
3T1 rpaHuUbl CNOBHO 3ajaHbl ero
HeobopUMOii TArOM K 3CTeTMKe na-
PVXKCKOM LUKOMbI, OT MMMpeccmo-
Hu3ma noutu fo CesaHHa, Koraa Ma-
30K — 4TO-TO CpefHee Mexay nAT-
HOM YMCTOrO LBETa U NATHOM-NNa-
HOM CBETOMNPOCTPAHCTBEHHON Cpe-
Abl, [le HeKas ypaBHOBeLUMBalOLas
JIOTVIKa KONOPUCTUYECKON KOMMo-
31LMmn 6e30roBOPOYHO MpeBanupy-
eT Haj «cBoeBosvem» foboro or-
AeNbHOro 371eMeHTa NAacTUYecKoro
LieNioro (KakoBbIM, Npy BCel ero ca-
MOLIEHHOW KpacoTe, OCTaeTCs Kax-
[0e KpacouyHoe KacaHue). Takom ac-
TETUYECKO pa3MepeHHOCTU KNBO-
nucanus Cepreii lepacvmoB dakTu-
yecku He npusHaer. CKopee Bcero
NOTOMY, 4TO MeXAy ayTeHTWYHON
TpaamuMen MOCKOBCKOM XXMBOMUC-
HOM LLKOAbI 1 €ro 3peibiM X1BOMUC-
HbIM MbILLJIEHWEM, CNOXMBLUMMCA
rae-To Bo BTOpoVi nonosuHe 1920-x
[T, IEXUT CneLmpuyecKmnin IM4HOCT-
HbIA 1 TBOPYECKUIA OMbIT, HA KOTO-
pblii Tpebyetca obpatuTb ocoboe
BHUMaHMe.

370, C OfHOW CTOPOHBI, BCe
NepexuToe 3a rofibl BONHbI 1 pe-
BOJIIOLWM, 1 C ApYroi — Bce Te Ma-
HudecTaummn, nNpoTUBOCTOAHNUA,
CMopbl, OTKPbITUA U pa3oyapoBa-

HWSA, KaKMMW KUNeno WMCKYCCTBO B
PeBOJIOLMOHHYIO MOpY CepeauHbl
1910 - cepeannbl 1920-x rr. Bcem
namaATHo, yto Ceprein lepacumoB
He NpuHaAnexan K cTaHy aBaHrap-
avctoB. Ho oTHioab He 6bin 1 cpe-
AV PeTpOrpajoB, OTFOPOAMBLUNXCSA
CTEHOW OT XYA0XEeCTBEHHbIX NHHO-
BauM pajguKanbHon 3noxu. He
cnyyaiiHo B 1920-e rr. oH oKa3sbl-
BaeTcA B Kpyry «MakoBsua», 4bum
POMaHTUYECKUM naepom Bbin re-
HuanbHbln Bacunuit YeKkpbiruH,
MMEBLLWI, KCTaTW, CBOK He MeHee
APKYI0 KpeaTuBHYI0 aHTUTe3y B v~
ue B.daBopckoro. He 3abyaem
TaKxKe W TO, YTO PAAOM C 3TUMMK
MOLLHBIMW MOAOCaMM HOBOTO Po-
MaHTW3Ma 1 HOBOW KNaccuKm npu-
CYTCTBYIOT TanaHTbl NepBOro psAja:
J1XKervH n H.CuHe3sy6os, C.Poma-
HoBuY 1 A.QoHBM3WH; B onpeae-
JIEHHbI MOMEHT CBA3b C MaKoBLa-
MW OKa3blBaeTCA MI0AOTBOPHON
ansa Anekcanppa LLleByeHko. B rop-
Hune TBOpYecTBa MaKOBLEB Ha-
WK caMoBbITHYIO NepennaBky He-
OMpPYMUTUBM3M C HEKMMMW BKparn-
NeHVAMU PaHHWX OTKpbITUI Jlapun-
oHoBa ¥ [oH4apoBon, Takne deHo-
MeHbl PYCCKOro W eBpomneicKoro
MCKycCTBa nepBov yetBepTn XX B,
KaKk KybotyTyp13m 1 aKkcnpeccmo-
Hu3M. [locTmxeHve Bcero 3Toro
orbITa, pa3ymeeTcs, He NPOLUO Aa-
pom un ansa C.lepacumoBa. U ewe
O0JHO Ba)KHOe 0OCTOATeNbCTBO.
OnucbiBaeMblii Nepyoj cTaHoBIe-
HWUA NpoTeKaeT ANA XyAOXHUKa
noA 3HakoM npeobnagatowero
BeYeHMs K rpaguke. Becb KoMm-
NaeKc ero TOrAAWHUX WCKaHWI
pewwmnTenbHO N3MEHUN MaHepy pu-
COBaHWA MacTepa, KOTOpPbIN Broc-
nepcTBue 6e3B03BpPaTHO NpoLLAET-
CA C OTrOJI0CKaMU CTUNA «MOAEpH»
(HepeaKo AOMMHMpPOBaBLLEE y Hero
B 1910-e rr. Ha4ano NAOCKOCTHOM
MOHYMEHTaNbHOCTN) W YBEepeHHO
MbICIUT KaTeropusamu cBobogHoi
rpaguyecKoin 3Kcnpeccmun 3peno-
ro MoJiepHUCTCKOro Tonka. B page
yeptT nyywme pucyHku C.lepacu-
moBa 1920-x rr. conocTaBUMbl C
TaKUM OMLIETBOPEHNEM PYCCKOrO

C.B.FTEPAC/MOB. Mnotuxa. 1929
Xoncr, macno. 82x105,5

SERGEI GERASIMOV. Dam. 1929
Oil on canvas. 82 by 105.5 cm

C.B.TEPAC/MOB. Jleg npowen. 1945
Xoncrt, Macno. 75x100

SERGEI GERASIMOV.
The Ice Drifted Away. 1945
0Oil on canvas. 75 by 100 cm

3KCMpeccroHn3Ma B rpaduke, Kak
anctbl M.Mutypurya.

Y xyaoxHuka chopmmpoBsa-
N0Cb BMOJIHE 3KCMNPeCCUOHUCTU-
yecKoe MOHMMaHWe NUHUW KaK
pe3Koro ecra, MNOPbIBMCTOrO,
HepPBHOr0, HamnpsXeHHOro, 3apa-
XEHHOro BCeMu TpeBoramm cBoe-
ro BpeMeHw. Mputom nto6onbITHO,
4TO HAYMHABLLNI CKOpee XaHpu-
ctom, C.lTepacumos Tenepb Gonee
KOHLEHTpMpYyeTCA Ha nersaxe.
W cnepyer mopuyepkHyTb, BCKOpe
JKCMpecCcuBHble KayecTBa ero
rpaduyecknx neisaxei ryboko
BOMAYT B TKaHb XXWBOMUCHbBIX
nensaxen 1930- 1940-x rr.

B »xuBOMMCHBIX KOMNO3MLM-
AX IKCMNPECCMOHNCTUYECKYIO NHTO-
HaLWI0 BOCMPUHUMAET CaMblii XO4

KUCTU MacTepa. Tun MasKa coxpa-
HWUT SIBCTBEHHbIE 3KCMPECCUOHU-
CTUYECKME YepTbl 0 CaMOro KOHLa
1940-x rr, 1 B 3TOM NpyHUMNNanb-
Hasf HOBM3HA ero peanucTuyecKon
CTUIIMCTMKU MO OTHOLLEHUIO K YpO-
kam K.KoposuHa n B.Ceposa. Mx
KMBOMUCHbIV ©KECT», KaK CKa3aHo,
CyLLecTBeHHO Gonee ypaBHOBELLEH
u acTeTnyeH. [pun 3ToM neri3axHan
maHepa C.fepacumoBa ob6napaer
CBOICTBOM 06MaHYMBOW NapazoK-
canbHocT. Kuetb ctpout Kommo-
3MLMOHHOE LieNoe ner3axHowm Kap-
TVHbI (HE3aBMCKMO OT ee KaMepHo-
ro win Gonee KpynHoro pasmepa,
noTtomy uto, Hanpumep, «Pbibaku
Ha Bonxose» npeacraBnstoT coboin
npexpae BCEro MOHYMeHTaslbHbIN
nen3ax, «4OoMoJIHEHHbINY YyenoBe-
yeckumm urypamu) Gonbmmum,
MPOTAXEHHbIMU LBETOTOHANIbHbI-
mMu nnaHamu. Mx HeMmHoro, yacto
TPV UM YeTbIPe, OHW 0BbIYHO ropu-
30HTa/IbHO OPUEHTUPYIOTCA Napan-
NefIbHO XONCTY, U 3T0 coobLwaeT

1930-1940s and is transferred to
his brush stroke - wide, prolonged,
building up the compositional
whole of the painting ("Fishermen
on the Volkhov"). But inside each of
the wide strokes there appeared a
spectrum of shades and tones of
one colour, or myriads of colour
splashes - silver-white, fortoise,
violet, pink - like in his spring land-
scape "Samarkand" (1944). That is
areal psychological truth of depict-
ing Nature - the live, contempo-
rary basis of the artist's realistic
stylistics.

Such kinds of historical analy-
sis present the two-faceted problem
of realism. The solution of this prob-
lem is possible if the choice of a cer-
tain vector is made in order to find
one’s own point of view, and if a cer-
tain autfo-training by the artist
allows him to fix this choice. We
have had a chance to see that
Gerasimov managed to find such a
vector and obfain his own point of

view and the means to reveal it. I'd
like to give another example of a
distinguished artist who not only
set himself such a task but also
found new possibilities for its imple-
mentation. | am sure the artist Niko-
lai Andronov, whose solo-exhibition
was shown in the Tretyakov Gallery
not long ago, is a happy choice.
The main  theme of
Andronov’'s creative activity is well-
known. It is the ethos and poetics of
the Russian North-West. Andronov
was really wise and intellectual - it
took him years to find his own
"severe style", which was later very
highly appraised (its significance for
the art of the post-Stalinist USSR
should not be under-estimated).
Andronov moulded in his
mind the achievements of the
expressive monumental-decorative
compositions of the OST-society
(Society of the Easel Artists) and of
the "Jack of Diamonds" group. He
also had a really keen interest in
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H.W.AHAPOHOB
BeuepHee 03epo.1980
Xoncr, Macno.120x120

NIKOLAI ANDRONOV
Lake in the Evening. 1980
Oil on canvas. 120 by 120 cm

Larionov and Goncharova, who rep-
resented the Moscow school of art
of the beginning of the 20th centu-
ry. And if we keep in mind such
frends of Western art as cubism and
the traditions of the "dark" non-
monumental art of the VKHUTEMAS
(Higher Art and Technical Shops),
and their interpretation in the circle
of the shestidesyatniks (belonging
fo the 1960s), including Andrei Vas-
netsov, Pavel Nikonov, the Smolin
brothers and Victor Popkov, as well
as his studies of the monumental-
ism of ancient Rus, then the
Andronov phenomenon can be
appreciated properly. The artist paid

attention to the works of young
artists whom he actively supported
at the exhibitions of the Moscow
Organization of the Artists’ Union,
and whom he defended from Com-
munist Party censorship. All these
taken together influenced Nikolai
Andronov in maturity. As a result, at
the end of the 20th century, the
theme of contemporary Russia was
comprehensively and truly devel-
oped by the arfist. And if we raise
the problem of the viability of real-
ism in today's Russia, then we can
say: the art of such truth, such emo-
tional depth of feeling and such
form answers one of the most vital
and urgent spiritual demands of
Russian reality.

Alexander Morozov

60 TPETbAKOBCKAS TANEPES B THE TRETYAKOV GALLERY #3' 2004

nevi3axy obLMin CTPOI NO-MyXCKU
C/epXXaHHOW co3epLaTenbHOCTU.
Ho uTo aenaer KUCTb BHYTpM Kax-
JOT0 M3 TaKUX KpYMHbIX MaaHoB!
Onepupys CONMKEHHBIMU LIBETO-
BbIMW 1 TOHAJIbHbIMU KayecTBamMm,
OHa paboTaeT KpaiHe MOABWKHO,
pe3Ko, C MaKCMMasbHOW HepBHOM
3Hepruent. [MopasutenbHo, Hanpu-
Mep, KaK B BeceHHeM neisaxe «Ca-
mMapkang» 1944 ropa, roe upeter
nobumbiin TepacmMoBbIM apomart-
HbI, MPO3payHbIi MUP HEXHbIX
6eno-cepebpucTbix, GMpPIO30BBLIX,
CUpEHEBbIX, PO30BbIX OTTEHKOB,
3TOT MUp GnaroyxaHHoO! Npupogabl
eflBa /I He B3pbIBAETCA W3HYTPU
XaoCOM PEe3KMX Ma3KoB, NpepbIBU-
CTbIX, TO KOPOTKMX, TO A/IHHBIX, Yr-
70BaTo Apyr Apyra nepebuBato-
Wwmx... BoT oHa, ncuxonormyeckas
JOCTOBEPHOCTb COBPEMEHHOrO ne-
pexuBaHusA obpasa npupoabl. OHa

- BO BCeX JIyyLLMX Nei3axax macre-
pa, ¥, NOBTOPAO, 3TO W €CTb KMBaA
COBpPeMeHHan OCHOBA ero peanuc-
TWUYECKON CTUICTUKY, 0becneyeH-
Has ryboKON COMPUYACTHOCTHIO
XYAOXHWKa-peanncTa noyuuTens-
HbIM WCKyCcaM MOAEpPHUCTCKOro
onbiTa XX B.

Wctopuyecknin ananms, no-
JO6HbIA  MpoAenaHHOMY, pucyeT
npobnemy peanusMa B [BOAKOM
cBete. Ee TBOpyecKoe paspelueHvie
OKa3bIBAeTCA BO3MOXHbIM NPy Bbl-
Gope onpeaeneHHOro BeKTopa 3pe-
HUA 1 ONpeAeseHHOM ayTOTPeHUHre
XYAOXKHVIK, NO3BONAIOLLEM eMy 3a-
¢vkenpoBatb 310T Bbibop. C oaHoM
CTOPOHbI, 3T0 0COObI HACTPO Ha-
LIero yMO3peHWs, ero KOHLEeHTpa-
UMA Ha heHOMeHe, rae X13Hb MbiC-
JN 1 flyXa He pa3pbIBaeT ¢ Npupos-
Hol (hOpMOI ABNEHUIA, HO BbICTyNa-
€T C Heil BO B3aUMOMPOHUKHOBe-
Hun. W xoTA none 3peHus cospe-
MEHHOrO YenoBeKa oboraTunoch He-
M3MEeprMO, BCE e HeMaso TaKuX
0ObEKTOB 3eMHOTO NPUTSXEHNA OC-
TaeTcA Nepef rMasamu XyLOXHMKa,
B3ATb Ty e NpUPoAy, 6113Koro HaMm
yenoBeka... C Apyroi1 cTopoHbl, 310
MOCTOAHHAA HacTpoMKa ncuxmyec-
KOro, N1aCcTUYECKM-TBOPYECKOTO arn-
napata, Kotopas Obl mo3Bonuna
JIMYHOCTM BOCCO3AaTb CEroAHAL-
Hee, NepBUYHOE, CBEXee CBUAETE b
CTBO O TaKMX 0BbeKTax.

Kak mMbl Mornu ybeamTbes,
C.lepacMmoBy oKasanca no cunam
TaKoii BEKTOP 3peHNA Ha OKpyxato-
Lee 1 OH Hallen CpeAcTBa ANf ero
o6pa3sHoro BonoLeHus. XoTenochb
Obl NpMBECTM NULWb NpuUMep eLe
OAHOTO KPYMHOTO MacTepa, KOTo-
pblii cyMen noctaBuUTb NOAOGHYH
3aayy 1 HaliT HOBble BO3MOXHO-
CTW ee pa3spelueHns. 370, yBEPEH,
JomkeH 6biTb HU.AHAPOHOB, Ybsi
BbICTaBKa TO/IbKO YTO COCTOANACH B
TpetbAKoBCKOW ranepee.

[naBHan Tema Hukonaa AHa-
POHOBA XOPOLLO U3BECTHA: 3TO 3TW-
Ka M Mo3TWKa MpuUpoAbl pycCKoro
CeBepo-3anaga, npexae Bcero,
cTonb MobUMBIX UM BonoroguuHel,
®epanoHToBcKUX 3emenb. O MeTo-
J€e Xe MacTepa crefyeT cKasaTb
4yTb noapo6Hee. AHAPOHOB Obin Ha
peaKoCTb MyApbIA U WHTENNEKTY-
anbHbIN XyAOXHUK. [lyMaeTcs, OH
0YeHb A0NT0 cTpoun cebs, eLe MHO-

H.M.AHAPOHOB. 3uma. 1998
Xoncr, opranut, macno. 220x115

NIKOLAI ANDRONOV. Winter. 1998
0Oil on canvas on hardboard
220 by 115 cm

ro JIET CNyCTA NOC/e OKOHYAHWSA UH-
cTMTyTa UM. PenuHa u nepBbix ycne-
XOB €ro NnojIoTeH «CypoBOro CTUNS»
(xoTA 1 X 3HaYeHVMe ANA NCKyCCTBa
B nocnectanuHckoM CCCP He cToun-
110 Bbl HeL0OLLEHNBATD).
3ateM, ofHaKo, B CO3HaHUM
XYLOXHWKa FOAaMU NPOUCXOAMI
C/IOXHBIA CUHTE3, rae OTKpbITUe
3KCNpeccun MOHYMeHTaNbHO-AEeKo-
paTMBHOW KOMMO3ULMMW B AyXe OT-
yactu OCTa, otyact «by6HOBOrO
Banera» OblI0 TONbKO OAHWUM W3
cnaraembix. Ha 3to ocobbimM nnac-
TOM JNlerna ero NpOHWKHOBEHHas
Nto60Bb K MOCKOBCKOW LUKO/E Ha-
yana XX B, ¢ ee Hambonee 61M3KU-
MU  AHAPOHOBY MpeLeAeHTaMu
M.Jlapnonosa un H.[oH4apoBoi.
CBoto ponb chirpanu Kyobusm, usy-
YyeHue TpaaULMM €TEMHOBATONY Ka-
MepHOM xuBonucu BxyTemaca, ee
TONKOBaHWI B 6/IM3KOM Kpyry «Lue-
cTugecatTHUKos» - A.BacHeuoBa,
M.HukoHoBa, 6patbeB A. 1 C.Cmo-
nuublx, B.MonkoBa. ®yHpameH-
TalbHbIM YPOKOM CTaji0 MOCTUXE-
HUe Ky/lbTypbl MOHYMeHTanu3Mma
[pesHeit Pycu. U, MoxeT BbITb, Kpa-
eM 1na3a bl 0TMeYeHbl ep3Kue,
MoJIHbIe OCTPOro COBPEMEHHOro
rpoTecka OrbITbl MOMOABIX «CeMU-
fecATHMKoB», Koro H.AHapoHOB
CTOMYECKM 3alMLLan MHOTUE rofbl
noApAL OT NapTUMHON LieH3ypbl Ha
3HaMEHUTbIX «MOJIOAEXKHbIX Bbl-
craBkax» MOCXa. Bce 3To B coBo-
KyMHOCTU ¥ B PasaunyHON Mepe no-
BAVANO Ha 06pa3HbIil MMP 3pesioro
Hukonasa AngpoHoBa. B utore yxe
Ha ucxope XX B. Tema Poccuu cero-
[OHAWHEN oKa3anacb 00A3aHHOMN
eMy 0AHMM U3 Hanbonee rmyBoKKX
M npaBamBbIX ee BonaoweHun. U
ecnu cnpocuTb cebs, XM3Hecnoco-
6eH N peanusM B HblHeLIHWe Bpe-
MeHa B Hallei CTpaHe, HyXHO oTBe-
TWTb: CKYCCTBO TaKoW Npasppl, Ta-
KO BbICOTbI CMbICAa 1 HOpPMbI Bbl-
pa)KaeT OAHY M3 CcaMbIX HACYLLHbIX
JYXOBHbIX noTpebHoOCTel poccuit-
CKOI AieNCTBUTENIbHOCTU B €€ He ca-
Mble JIerKve BpeMeHa.
AnekcaHop Mopo3os
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Ceprert MuxanioBuy

IpeThsaKoB

MeueHam, KoANeKuyuoHep,

obuecmeenHbulil 0esmenb

Sergel Tretyakov

Patron of Arts,

Collector and Public Figure

eprenn MuxannoBuy, Kak u

ero crapwwuii 6pat, nbun

MCKYCCTBO «cTpacTHo». 06-

ulee yBreyeHWe OpaTbes
TpeTbsiKoBbIX TpeboBano HeMmanbix 3a-
Tpat. byayyum noTomMKamu CTapuHHOrO,
HO HeboraToro Kymneyeckoro poAa, OHU
pobunucb 6oratctBa COOCTBEHHbIMU
cunamm U TanaHtoM. PaHo ymepumi
oTel, OCTaBWJ CeMbe «poOf0BOE VMe-
HWe» - HebOMbLION JOM BO3JIe LiepKBU
Hukonas YynotBopua B lonyTBMHE, B
3amMocKBOpeybe, HeCKONIbKO Kpoluey-
HbIX NaBOK B [ocTMHOM ABOpe, AKMMaH-
cKue obuecTtBeHHble 6aHu Ha babbem
ropogke 1 Hebonblwoi Kanutan. B 1860
rogy 6patba TpeTbAKOBbI U WX LUYPUH
B.[.KoHwwuH ocHoBanu ¢upmy «ToBapu-
wectgo M. n C.M. 6patbs TpeTbsaKoBbI 1
B.[.KoHWwH», oTKpbIB 0AHOBPEMEHHO
«Mara3vH nonoTHAHOro, ByMaxHoro u
LIepPCTAHbIX TOBApPOB PYCCKMX W 3arpa-
HWYHBIX» Ha MinbnHKe, apeHz0BaB nome-
weHne HanpoTtvB Bupxu. B 1866 rogy,
YYTKO Y/IOBMB KOHBIOHKTYPY, CI0XKMBLLY-
I0CA B TKaLKOW MpPOMbILIIEHHOCTU B
Poccun, TpeTbakoBbl 1 KOHWWH 0CHO-
Banv B KoctpoMe npaannbHyto (a nosxe
1 TKaLKyto) «HoBo-KocTpoMcKyto NbHA-
Hyto MaHydakTtypy». K Hauany XX Beka
3Ta (abpuKa BbiMycKana WECTY YacTb
BCeM Npsxu, nsrotosnsasLwerica B Poc-
CUW, 1 CTana KpyrnHenwmnm B Mype npes-
npuATeM no uucny paboTarowmx Ha

KONNEKLWOHEPDB W MELEHATHSI

Hell BepeTeH. K nocnepHei yetBepTu
XIX Beka TpeTbAKOBbI Bnageny MuIn-
OHHbIMUW COCTOAHUAMMU.

B C.M.TpetbAKoBe 6113KMe C KOHO-
CTW OTMeYanu ropAoCTb XapaKktepa U
«CTpacTb K HoraTcTBy», T.€. 340POBOE Ye-
cTontobue, yBepeHHOCTb B CBOMX CUNAX,
B CMOCOOHOCTU OCYLLECTBAATD Ha MpaK-
TUKe 3agyMaHHoe. KuBoN, no HaTtype
o6wmTenbHbIn yenosek, C.M.TpeTbkoB
NerKo Nlagun C NI0AbMU, KOTOPbIX Mpu-
B/IeKanu ero [envKaTHOCTb, KynbTypa,
o6pasoBaHHoCTb. OH 067134aN CKIOHHO-
CTbl0 K 0O0LLecTBEHHOW AeATeNbHOCTMY,
aAMUHMCTPATUBHOW xunkon. Korga B
1877 ropy MockBa yaoctouna ero 3Ba-
HWS TOPOACKOrO ro/oBbl, @ BpeMs ero
ynpaBieHns NpULLIOCh Ha TPYAHbIE o~
Abl - WA pycCKO-TypeLKas BOMHa Ha
BbankaHax, - 3TW KayecTBa xapaKTepa
C.M.TpeTbAiKOBa NposiIBUAUCH B MOJHOM
Mepe: ropojCcKoe ynpaBfieHne, pyKoBO-
aumoe C.M.TpeTbAKOBbIM, OpraHv30Ba-
N0 Wwepapble ieHexHble NoXKepTBOBaHUA
Ha Hy»X/bl BOMHOB, MHNLMATOPOM KOTO-
pbiX 1 WeapbiM KepTBOBaTeNneM 6bin ro-
poAcKon ronosa. Hecmotpa Ha TpysHo-
CTV BOEHHOTO BPEMEHU, MO MHULMATUBE
C.M.TpeTtbAKoBa CyLLECTBEHHO YBEANYU-
NMCb pacxoAbl Ha HapoaHoe obpa3oBa-
HMe, @ YMCNO0 HayanbHbIX FOPOACKUX
yumnui, Bo3pocio noytu Basoe. 3abo-
TUNCA FOPOACKON rofioBa 1 06 aKonoruu
ropoga. [pn HenocpeacTBEHHOM y4ac-

uepeeli buxaiinosu4 KpembaAkos
(1836-1892) MeHee ussecmeH Kak
KoJ/leKyuoHep u obwiecmseHHbIl
desmesib, 4eM e20 cmapuwuli 6pam -
liasen buxaiinosuy. hrodckaa na-
MAMb U3bupamesibHA U 4Yacmo He-
cnpasednusa. A Mexk0y meM 8 Ha4a-
e 1900-x TOAOB, koz20a onAa 6onee
Yy006HO20 pa3MeuwjeHUA Xydoxkecm-
BeHHbIX KoyuleKyuli bockosckoli 20-
podckoii [lymoii 6bu10 npednpuHAMOo
KanumaibHoe nepeycmpolicmso ce-
MeliH020 O0oMa KpembsAKOBbIX U 3KC-
no3uyuoHHbix 3aalB, Ha 6esoka-
MeHHOM ¢hpu3se napadHo20 ¢hacada
2asiepeu 6bl1a BbICEYEHA COXPAHUB-
wasca u noHbiHe Haonuck: «[opoo-
cKas xydoxecmseHHas 2anhepes
6pambes Uasna u uepzes buxaiino-
suveli KpembAKOBbIX», yBeKoBe4Us-
wasA 6nazodapHocmb xumeneli bock-
8bl 060UM 6PAMbAM KPeMbAKOBbIM 30
weapbiii oap.

SERGEI TRETYAKOV (1836-1892)
WAS LESS FAMOUS AS AN ART COL-
LECTOR AND PUBLIC FIGURE THAN
HIS OLDER BROTHER PAVEL
FOUNDER OF THE RENOWNED
TRETYAKOV GALLERY. FAME IS USU-
ALLY DISCRIMINATORY AND IS
OFTEN UNJUST, AND THIS IS JUST
THE CASE. WHILE PAVEL’S CONTRI-
BUTION IN MAKING THE TRETYA-KOV
BROTHERS’ PROPERTY IN
LAVRUSHINSKY LANE A PUBLIC
MUSEUM IS WIDELY RECOGNIZED,
SERGEI'S PART IN THE DEAL AND
THE FACT THAT IN 1892 HE
BEQUEATHED HIS ART COLLECTION
TO THE CITY OF MOSCOW IS OFTEN
OBSCURED. TO GIVE JUSTICE TO
MoScow, THE CITY FATHERS
WISHED TO RECOGNIZE THE CON-
TRIBUTIONS OF BOTH BROTHERS;
THE WHITE-STONE FRIEZE OF THE
FRONT FABADE, RECONSTRUCTED
IN 1902, BEARS A CARVED INSCRIP-
TION THAT READS: "CITY ART
GALLERY OF PAVEL MIKHAILOVICH
AND  SERGEI  MIKHAILOVICH
TRETYAKOV".

ART COLLECTORS AND PATRONS

e
il Je

C.M.TpetbsikoB. 1880-e rr.
Sergei Tretyakov. The 1880s
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Tun C.M.TpeTbAKoBa B COGCTBEHHOCTb
MockBsbl 6binu nprobpeteHbl CoKonb-
HuubsA pola u Lnpaeso none. Y npasu-
TeNbCTBA BbIKYMN/JEHO MECTO A/l CTPOM-
TenbCTBa HOBOIO 34aHNA ropoackon [ly-
Mbl, OCYLLeCTBJIEHHOe Mo3Xe (HblHe -
3aaHne ObiBwero myses B./.JleHuHa).
Ha Bpema ynpaBneHua ropojom
C.M.TpeTbAKOBbIM NPULIANCH TaKKe op-
raHn3aumsa TOPXecTB W OTKpbITWe na-
mMATHUKA A.C.MMyWwKNHY, Ha KoTopbIX
MpUCYTCTBOBaNN MHOMVe npejcTaBuTe-
NN pyccKol 0BLeCTBEHHOCTU U KyNbTy-
pbl, cpean Hux — ®.M.JocToeBcKuit 1
N.C.Typrexes. [puHMMas namMATHUK, co-
3[laHHbII Ha HapoAHble NoXepTBOBa-
HuA, B cobeTBeHHOCTb ropoaa, C.M.Tpe-
TbAKOB Bblpa3un obliee BooaylueBe-
HuWe, ckasaB: «MockBa OyAeT XpaHWTb

ero KaK JjparoLieHHelilliee HapoAHoe 0~
CTOSIHME, U A3 BOOAYLEBUT n306paxe-
HWe BEeJIMKOro no3Ta Hac WU rpagylme
MOKoseHMs Ha Bce Aobpoe, yMHOE, yecT-
HOe, CaBHoOe».

C.M.TpeTbsikoB HauuHasa ¢ 1860-x
IT. XWMBO W [eATeNbHO WMHTepecoBancs
XYAOKECTBEHHOW XM3HbIO CTOAMLbI. AK-
TWBHOE y4acTue NPUHAN OH B OpraHu3a-
umn MockoBcKoro otaeneHns Pycckoro
My3blKanbHOro obLecTsa, AyLWoN KoTo-
poro Gbl U3BECTHbI NUAHWCT U ANpU-
xep H.LPyb6uHwTeiH, 6an13Ko ApyxuB-
WK ¢ 6patbAMM TpeTbAKOBBLIMU C AeT-
cTBa. Mo3xe He MeHee yBNleyeHHO pabo-
Tan C.M.TpetbsikoB B avpekuuu Moc-
KOBCKOM KoHcepBaTopuu. VIMeHHO emy
o6A3aHa KoHCepBaTOpUA MpUrNalleHn-
em B MocKBY MmaHWCTa U AvpuKepa
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OauvH 13 3anoB

noma C.M.TpeTbsikoBa
Ha lNpeuncteHcKoM
GynbBape.

®oto KoHua XIX B.

A parlour in Sergei
Tretyakov's house

in Prechistensky
Boulevard in Moscow.
Photo of the late
19th century

YAH-BATUCT
KAMWJb KOPO
BypHas noroaa.
Beper Ma-pe-Kane
Hauano 1870-x
Xoner, Macno. 38x55

JEAN BAPTIST
CAMILLE COROT
Stormy Weather.
Pas-de-Calais
Early 1870s

Oil on canvas

38 by 55 cm

ergei Tretyakov, like his older

brother, was obsessed with art;

however, it is an expensive

hobby. Coming from an old

family of merchants that was
far from rich, they became self-made
millionaires. Upon their father's early
death, they inherited a house near St
Nicholas’ Church in Golutvino, an area
of Moscow’s Zamoskvorechie district, a
few small shops in the Gostiny Dvor
store, public baths in Yakimanka and a
small cash seftlement. In 1860 the
Tretyakov brothers, together with
Vladimir Konshin, their brother-in-law,
established a joint stock company and
opened a shop in lliinka street, opposite
the Stock Exchange, to sell Russian and
foreign made linens, cotton and woolen
goods. Being aware of the Russian fex-
tile market, in 1866 they set up a linen
mill in Kostroma. By the turn of the cen-
tury the mill was turning out one-sixth
of all linen thread manufactured in Rus-
sia and had become the world’s largest
thread spindle factory. They became
very wealthy.

In his family Sergei Tretyakov was
considered conceited and somewhat
greedy, which may be interpreted as
ambitious, confident and determined.
While he was forceful, Sergei knew how
to get along with people, who appreciat-
ed his delicacy, infelligence and good
manners. He was a capable manager
with considerable charm. In 1877
Moscow City Council, which used fo be a
body representing Moscow's merchants,
elected Sergei Tretyakov their Head, a
position he filled with distinction. Dur-
ing the Russian campaign in the Balka-
ns he initiated a scheme to raise funds
for the troops, being himself a major
donor. Despite war-time shortages and
hardships, he encouraged state spon-
sorship of public education, and the
number of primary apprentice-training
schools doubled in Moscow during his
tenure. To beautify the city, he encour-
aged the development of major public
parks, such as Sokolnichy Grove and
Shiryaevo Field on the outskirts of
Moscow. Foreseeing the need for a new
City Hall, he urged the Council to buy a
suitable site from the state; later the
building was constructed close to the
Kremlin, which in the Soviet time
became the State Lenin Museum. It was
during Sergei Tretyakov's term of office
that the unveiling of the monument to
Alexander Pushkin, and the concurrent
celebrations took place, including the
famous tributes by Fyodor Dostoyevsky

and Ivan Turgenev. In accepting the mon-
ument, built entirely through public sub-
scription, he expressed the popular senti-
ment: Moscow will preserve it as the
dearest national inheritance. Let the
image of the great poet encourage us
and the coming generations to do deeds
both kind, intelligent, honest and deserv-
ing of praise.

From the 1860s Sergei Tretyakov
took a great interest in Moscow's cultur-
al life. He played an important part in the
formation of the Moscow Branch of the
Russian Music Society. The life and soul
of the project was the brilliant pianist
and conductor Nikolai Rubinstein, a
friend of the Tretyakov brothers from
their childhood. Later, when Tretyakov
was involved in the management of the
Moscow Conservatory, he induced the
outfstanding pianist and conductor Vasily
Safonov to become the Director.
Although he had been an amateur mem-
ber of the Moscow Society of Admirers of
Art since its formation in 1860, in 1888
he became Chairman. Besides its usual
activities - permanent and temporary
exhibitions, auctions, lotteries, and com-
petitions with money prizes - under his
leadership the society sponsored the first
exhibition of sketches that was a great
success. This tradition preserved for
many years. Always enthusiastic and
supportive, yet practical, in 1873 Sergei
Tretyakov joined the Moscow Art Society,
which supervised the College of Painting,
Sculpture and Architecture. In 1874 he
became a Fellow on the Board. Not sur-
prisingly, after his death Moscow City
Council immortalized his name by estab-
lishing the Sergei Tretyakov Grant for
the College’s students. Despite his good
works, in March 1890 his brother Pavel
suggested that Sergei had neglected his
public duties; he protested, " ...you, more
than anybody else, know that | have
spent almost all my life, or my best years
at least, working in the public interest.
Whether my work was successful or not
is not for me to decide, but my con-
science is absolutely clear, for my eager-
ness to be useful to the nation has always
been sincere and constant"".

Sergei was also an avid collector of
art. Unlike his brother, who focused on
contemporary Russian artists, Sergei at
first had no clear idea of his preferences.
According to Pavel, the first acquisitions
made in the 1870s were a few canvases
by Russian painters. However, unwilling
to compete with his brother, he soon
chose to focus on collecting European
masters and by the early 1890s Sergei

TEOAOP PYCCO
Bua B bap6usore
Konew 1840-x
[lepeBo, macno
24x32

THEODORE
ROUSSEAU

A View in Barbizon
Late 1840s

Oil on wood

24 by 32 cm

B.M.CactoHoBa, byayLiero MHoroneTHero
ee anpekTtopa. B 1888 rogy C.M.Tpetba-
KoB n36paH npeacepatenem Mockos-
cKoro o6LwecTBa NtobUTENEN XYA0KECTB,
uneHoM-nobMTeNEM KOTOPOro OH 6bin C
MOMeHTa ocHoBaHus obuectsa B 1860
roay. Momumo 06bluHbIX AnA oblwectsa
MOCTOAHHBIX W NePUOANYECKUX BblCTa-
BOK, ayKLIMOHOB, 0Tepeil, KOHKYPCOB C
JEHEXHbIMU NPEMUAMY, B NEPUOA NpaB-
neuus C.M.TpetbAKoBa bblna opraHn3o-
BaHa nepaas 3TtogHasA BbicTaBka MOJIX,
BMOCNEACTBUM YTBEPAMBILAACA B BblI-
CTaBOYHOI NpaKTuKe obwecTBa. YKusoit
W feATeNbHbI MHTepec K npobaemMam v
NpaKTKe PYCCKOro WMCKyCCTBa BCeraa
Boogywesnsan C.M.Tpetbskosa. B 1873
FOAY OH BCTYNWA B YfieHbl Apyroro obbe-
AViHeHuA nobuTenein nckyccts B Mock-
Be - MocKoBCKoe XyfoxecTBeHHoe 06-
LLecTBO, NPV KOTOPOM (DYHKLIMOHMPOBa-
N0 Yuunuiie X1Bonucy, BasHUA U 304-
yectBa, uneHom CoBeta KOTOpOro OH
cran B 1874 rogy. He cnyyaiiHo Mockos-
cKkaa ropoackaa [lyma nocraHoBunia
yBekoBeuntb namaTb C.M.TpeTbAkoBa,
YYpPeAMB Moc/e ero KOHYMHbI CTUMEH-
AVII0 €70 UMeHW AN YYeHUKOB yunnuLua.

C nonHbIM MpaBoM OH MOF Hamnu-
caTb cTapwemy 6paty B mapTe 1890 ro-
Aa, 0TBeYas Ha yrnpeK NocJefHero B TOM,
yto Mano 3aboTuTcA 0 nosb3e obuiecT-
BEHHOI: «<...> TeGe Gonee, 4eM KOMy-Nu-
60 WM3BECTHO, YTO A MOYTU BCH MOIO
XU3Hb, UV MO KpanHen Mepe JyylINN
BO3pacT MOel XW3HU ynoTpebun ana
nonb3 06LECTBEHHbIX, C YCMEXOM WU
Heycrnexom - 3TO BOMPOC, Ha KOTOPbIV

! OPITT, ¢. 1, en. xp. 3768.

! Archives of the Tretyakov Gallery. For details see the corresponding note in Russian.
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NPUXOAUTCA OTBEYaTb He MHE, HO COo-
BECTb MOf COBEpLUEHHO NOKOIHa 3a nc-
KpeHHee M MOCTOSHHOE MOe CTpemJie-
HUe BbiTb None3sHbIM oblecTsy»'.
CobupaTtenbHasa [eATeNbHOCTb,
KONNEKLUMOHMpPOBaHEe MpPOU3BEAEHUA
McKyccTBa 6binn ewe ofHow 13 bancra-
TeNbHbIX FPaHei xapakTepa 1 TanaHToB
3TOro0 yAMBWTENBHOTO YenoBeka. Havas
co3faHne coOCTBEHHOW KOMIeKUuu,
C.M.TpeTbAKOB He cpasy onpeaenvn
cBOW npucTpacTusa B 3Toi obnactu. Mo
ceupetenbctey [laBna Muxannosuua,
npucTynue K GopMnpoBaHmio cobpaHus
B Hauyane 1870-x rr, oH npuobpen cHa-
yana HecKosbKo paboT pyCCKUX Xyaoxk-
HVKOB, HO, He Xenas KOHKypMpoBaTb C
6patom, cocpesoTouns BCKOpe yCuUnus Ha
cobupaHun paboT 3anagHoeBponencKIX
MacTepoB, co3AaB K Havany 1890-x rr. Be-
nMKonenHoe co6paHve. OcHoBY 3Toro
cobpaHnsA coCTaBNANM Npou3BeAEHUS
(hpaHLy3CKMX 1 HEMELIKUX XYA0XHNKOB
1840-1890-x rr. B HeM Oblno Takxe He-
Masio paboT M3BECTHbIX UCNAHCKMX, aB-
CTPUMCKNX, FONNAHACKUX W LBenuap-
CKUX XYAOXHUKOB TOTO K€ BpEeMEeHMW.
3710 Gbina TwatenbHo nopobpaHHasn
KONNeKLMsA, AOCTAaTOYHO MONHO 0TO6pa-
KaBlIaA COCTOAHWE MCKycCTBa mepuo-
Ja, WHTepecoBaBwero cobupaTens.
C.M.TpeTbAKoB OTAaBan npeanouTeHve
pOMaHTUKaM, XyAOXKHUKaM «6apbu3oH-
CKOI LUKOMbI», peanucTaM akajemmnyec-
Koro Tonka. PaboTbl MMnpeccrMoHUCTOB
B €ro KOJIIEKLUM OTCYTCTBOBAU.
Konnekums C.M.TpeTbskoBa 6bina
VCK/IIOYNTENIbHBIM MO LIeSIbHOCTU U Ka-
yectBy cobpaHuem aaxe Ha ¢oHe no-
BbILUEHHOTO MHTEpeca K 3anajHoeBpo-
NencKoMy UCKYCCTBY, C/I0XKMBLUEroCs B
Poccum B koHue XIX ctonetua. U.3.Tpa-
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6apb, XyAOXHUK, UCTOPUK UCKYCCTBA U
noneuyuntens ranepeu ¢ 1913 roga, B Ka-
Tanore ee cobpaHus, nsgaHHom B 1917
roay, noayepkmsan: «fla u cpeau 3anaa-
HbIX 4aCTHbIX KONNeKUUA TPYAHO YKa-
3aTb KaKyt-nnbo, KoTopas cogepxana
6bl B cebe TaKoii MepBOKNacCHbIN nog-
6op KapTuH xypoxHukoe XIX Beka,
ocobeHHO AparoueHHa Ta YacTb cobpa-
HWA, TAe npejcTaBieHbl MacTepa TaK
Ha3blBaeMoW «6apOU30HCKON WKONbI»,
Haj cocTtaBneHueM kotopoi Cepren
MuxainoBuy Tpyauncsa ¢ ocoboit pas-
6opunBOCTbIO M N060BbLIOYZ. OH «MOKY-
nan, MeHan, ynydwan» cobpaHue -
BCMOMMWHana ero nnemMaHHuua A.lN.bot-
KWHa, - A06KBasACH Xenaemoro pesynb-
TaTa.® iHoraa KynieHHble, a 10TOM npo-
JlaHHble BeLiM BHOBb BO3BpaLLannCh B
KonneKuuio, YToObl 3anonHUTL 06paso-
BaBLUYIOCA NIaKyHY WIN OTTEHWUTb ApY-
roe npoussegeHve. Tak 6bino, Hanpu-
mep, ¢ nensaxem T.Pycco «BHyTtpeH-
HOCTb Neca» (Tak Ha3biBaeMblin «Typre-
HeBCKuiM», HbiHe B TMUN nm. A.C.Myw-
KWHa). Henb3sa He cornacutbea ¢ MHe-
Huem U.3.Ipabaps, 4To «TOHKWIA, pa3Ho-
CTOPOHHUIA 1 NocNeAoBaTesbHbIN BKYC
Cepreit MuxainoBuya TLaTenbHO U He-
CMeLHO BbIMCKMBAN Ha 3anajHoOM Xy-

AK-NYW BABUL,
MopTper xyaoXKHUKa
JHrpa B Monogocty (?)
KoHeu, 1790-x

Xoncr, Macno. 54x46

JACQUES-LOUIS
DAVID

Portrait of Jean Ingres
Late 1790s

Oil on canvas

54 by 46 cm

LWWAPJIb ®PAHCYA
NOBNHbU

Bepera Yasbl

KoHeu, 1850-x
[epeBo, macno. 26x46

CHARLES FRANCOIS
DAUBIGNY

The Banks of the Oise
Late 1850s

Qil on canvas

26 by 46 cm

2 o o
Katanor XyAOXeCTBeHHbIX Npou3BeAeHUN rOpoACKOWN ranepen Maena n Cepreﬂ TpeTbHKO‘

BbiX. M., 1917, ¢. 283.

2 Catalogue of the Works of Art in the Pavel and Sergei Tretyakov City Gallery. Moscow, 1917,

p.283.

3 Bbomkura Al Masen MuxainnoBuy TpeTbAKOB B XU3HM 1 uckycctae. M., 1995, ¢.196.

3 Botkina AR Pavel Mikhailovich Tretyakov v zhizni i iskusstve (Pavel Mikhailovich Tretyakov in

Life and Art). Moscow, 1995, p. 196.

4 Catalogue of the Works of Art et al., op. cit., pp. 283-284.
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had accumulated an excellent collec-
tion, the bulk of which featured French
and German painters of the 1840s -
1890s, as well as works by Spanish, Aus-
trian, Dutch and Swiss masters of the
same period. He gave priority to roman-
fic painters, masters of the Barbizon
school and realist academic paintings.
There were no impressionist pictures in
his collection. It was exceptional in its
diversity and quality when compared to
other collections of European art that
was in great fashion in Russia at the end
of the 19th century. Igor Grabar, painter,
art historian and curator of the
Tretyakov brothers’ gallery, wrote in the
collection catalogue published in 1917:
"Even among the private collections of
Europe it would be difficult to find one
that could match this excellent selection
of pictures by 19th century painters.
Particularly valuable seems that part of
the collection that represents the mas-
ters of the so-called Barbizon school,
which was a matter of special fastidious-
ness and care on the part of Sergei
Mikhailovich"2.

He was "buying, exchanging,
improving” remembered Alexandra
Botkin, his niece, fo achieve the desired
effect.® Sometimes, once bought and
later sold pictures came back again fo
fill in a gap or to enhance another paint-
ing. Such was the case with the land-
scape by Theodore Rousseau "In the
Forest of Fontainebleau" (the so-called
"landscape a la Ivan Turgenev", now dis-
played in the Pushkin Museum of Fine
Art in Moscow). It is true that, as Igor
Grabar put it: "...the conscious, versatile
and consistent taste of Sergei
Mikhailovich scrupulously and deliber-
ately searched European art markets for
the past [i.e. 19th] century works of art

of a very high standard and this enabled
him to build up a collection unmatched
among similar Russian collections".

Although Sergei Tretyakov's col-
lection was well known in Moscow's
artistic circles, particularly among the
young artists of the 1880s, it remained
private and, as such, normally was not
accessible to the public.

According fo his "Inventory of
Paintings, Drawings and Sculptures”
dated May 29, 1891, a year before his
death, Sergei Tretyakov's collection,
apart from the Russian pieces, com-
prised seventy-two paintings, sculptures
and drawings by fifty-three foreign
artists, as well as three Tanagra ferra-
cotta figurines, five French tapestries
with "scenes of the Trojan War" and a
sculpture of Venus described merely as
"ancient”. In a later supplement to the
Inventory there is a note that in 1892,
when Sergei Tretyakov was already
dead, his collection was completed with
Camille Corof's masterpiece "Bath of
Diane" that had been purchased the pre-
vious April when he had been on a visit
to Paris and arrived only after his death.

The collection was diverse yet rep-
resentative. Other foreign names on the
Inventory included Jean Francois Millet,
Theodore Rousseau, Diaz de la Pena and
Charles Daubigny, of whom Grabar
wrote, "[they] brilliantly opened in front
of the viewers’ eyes ... one of the most
glorious pages of modern art history"
which "should not be missed by any his-
torian of art". As for the masters repre-
senting other schools and movements,
Sergei Tretyakov had succeeded in
"snagging” such significant pictures, for
example, as "Rural Love" by Jules
Bastien-Lepage, whose influence is felt
in the works of all painters of the 1880s,

[0XXeCTBEHHOM pbIHKe BbICOKMe 06pa3-
bl MHOCTPAHHOrO WCKYCCTBa MWVHYB-
wero BeKa, U Takum obpa3om 6bina co-
3/1aHa KonjeKuua, Kotopas cpeau pyc-
cKux cobpanuit nogobHoro posa cTout
Ha nepBoM MecTe»’. Konnexkuus
C.M.TpeTbsAikoBa 6bina M3BecTHa B
MockBe v ocobeHHo nonynspHa cpeau
XyfnoxecTBeHHoW Monogexu 1880-x rr,
HO, OTKpbITas XyAOXHWKaM, OoHa ocTa-
Bafacb 4acCTHbIM cobpaHueM, 3aKpbl-
TbIM SIS LWWMPOKOW Ny6AnKH.

Mo «Onucm KapTH 1 CKYNbATYp»,
cocTtaBfneHHor Ha 29 maa 1891 roga
(r.e. 3a roag Ao cmeptn cobupatens), B
konnekumto C.M.TpeTbAKoBa BXOAMNO
72 npousBefeHNA XKNBOMUCK, CKyNbM-
Typbl 1 rpaduKn 53 MHOCTPaHHbIX Xy-
J0XHUKOB, @ TaK¥Ke YeTblpe TaHarpcKme
CTaTy3TKK, NATb (paHLy3cKux robene-
HOB Ha «ClOXeTbl M3 TpOAHCKOM BON-
HbI» U CKyNbNTYpa, n3o6paxatolyan Be-
Hepy, aTpubyTMpoBaHHasA cocTaBuUTeNA-
mun «Onncu», Kak «aHTuyHas». B gonon-
HEeHWUW K onucu ykasaHo, 4to B 1892 ro-
4y, yxe nocne cmeptn Cepresa Muxai-
noswuya, u3 lNapwxa npubbin KynieH-
HbIi M B anpene weaesp K.Kopo «Ky-
naHvie [naHb». B cobpaHune Bxoannm
«KkapTuHbl Munne, Pycco, Kopo, [lnasa,
[obuHbK», KoTopble, no cnosam lpaba-
pA, «6necTAle pa3BepTbiBanu nepes
3puTeneM <..> OAHY W3 reHWanbHbIX
CTpaHWL, HOBEMLLEN XNBONUCKUY, MUMO
KOTOPbIX «He MOXeT MPOWTW HW OAWH
WCTOPUK WCKYCCTBA HOBEMLLEN XNBO-
nucu. M cpean mactepoB fpyrux Ha-
npasneHuit Cepreio Muxaitnosuuy yaa-
BaNloCb 3aMnony4nTb 1A CBOEI KONeK-
LMW KapTuHbl 6OMbLION UCTOPUYECKOIA
3Ha4YMMOCTU, BPOZe 3HaMeHNTON, UMeB-
el TaKoe BAMSHME Ha BCIO XKMBOMWUCH
1880-x rr,, KapTuHbl «[lepeBeHcKan nito-
60Bb» bactbeH-Jlenaxa, Bpoge «3aknu-
Hatena 3men» unu «Jliobutenein rpa-
Blop» ®opTyHu, «JTrokcembByprekoro ca-
na» MeHuensa u ap.». YKe 310 KpaTKoe
nepeyncieHvie UMeH AacT npejcrapre-
Hue o nonHoTe cobpaHus. C.M.TpeTbs-
KOBY NpuHaanexann «Yronblyuubi»
Mwunne, nensaxu rnaebl «6apbU3oH-
ckoi wkonb» T.Pycco. M3 nensaxein
K.Kopo, TBOpuYecTBo KoToporo cBoei
OAYXOTBOPEHHOCTbIO BbIAENANOCH Cpe-
v paboT no3aHux 6apbusoHues, - «Ky-
nanve [unaHb», «[lecyaHaa MecT-
HOCTbY, U3ymuTenbHble «MopbiB BeTpa»
n «3amok lNbepdoH», a Takke KapTUHa
«KeHwuHa ¢ Koposoi». Cyabba no-
cnefiHel 3HaMeHaTeNlbHa U XapaKTepHa
ana Bcero cobpaHusA. HbiHe oHa xpa-
HUTCA B DpMuUTaxe, HO, CyAA No cBefe-
HUAM, ony6/JMKOBaHHLIM B KaTanore

AHTYAH XAH rPO
KoHHbI nopTpeT KHA3A
B.H.KOcynoBa. 1809
Xoncrt, macno. 321x266

ANTOINE-JEAN GROS
Prince B.N.Yusupov
on Horseback. 1809
Oil on canvas

321 by 266 cm

LAPJTb ®PAHCYA
NOBUHbU

Beuep B loHdnepe
1860-e

DNepeso, macno. 19x34

CHARLES FRANCOIS
DAUBIGNY

Evening in Honfleur
The 1860s

0Oil on wood

19 by 34 cm

4 Katanor XxygoecTBeHHbIX
npousBegeHuit... M., 1917,
c.283-284.

or "Snake-Charmer" and "Collector of
Prints" by Mariano Fortuny, and "Jardin
du Luxembourg" by Adolph von Menzel."
"Women Gathering Kindling", or "Les
Charbonnieres", by Millet, landscapes by
Theodore Rousseau, the "Barbizonian"
leader were to be found here. Camille
Corof, whose work stood out from the
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other late-period followers of the Bar-
bizon school, with its particular purity
and chastity, was represented mainly by
his landscapes - "Bath of Diane",
"Heather  Covered  Hills  Near
Vimoutiers”, his admirable "Gust of
Wind" and "The Castle of Pierrefonds" -
and a genre picture, "Woman With Cow".
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Incidentally, the subsequent history of
this last painting is symptomatic and
typical of the whole collection. It was
destined to become the pride of St
Petersburg’s Hermitage, but its prove-
nance from Sergei Tretyakov's collec-
tion is never mentioned in the Museum
catalogue®. Meantime, Sergei Tretyakov
is known to have owned two Diaz de la
Penas - "Autumn in Fontainebleau" and
"Venus Holding Cupid", some land-
scapes by Charles Daubigny, plus two
paintings by Jules Dupre, one of the out-
standing representatives of the Bar-
bizon school, - "Ebb-tide in Normandy"
and "Evening". There were also four
paintings by Constant Troyon - "Ox",

TEOJOP XXEPUKO
STioA HaTyplmka. 1810-e
Xonct, Macno. 64x53

THEODORE GERICAULT
Nude Study. 1810s

Qil on canvas

64 by 53 cm

KAH ®PAHCYA MUNNE
CobuparenbHuubl
xBopocTa (YronbLmubi)
Hauano 1860-x

Xonct, macno. 37x45

JEAN-FRANCOIS MILLET
Women Gathering Kindling
(Les Charbonnieres)

Early 1860s

Qil on canvas

37 by 45 cm
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3TOr0 My3es, ee NMPONCXOXAEHWNE U3 CO-
6paHua C.M.TpeTbskoBa - 3abbiTo.’
B konnekumn C.M.TpeTbsakoBa 6binn
ABe pabotbl H.-B.lnasa ge na MeHbA -
«OceHb B ®oHTeHONO» 1 «BeHepa c
amypom», nensaxu LW.[Jo6buHbK, aBa
npou3BefeHUs 0LHOMO U3 BeAYLMX Ma-
cTepoB «GapbusoHcKoi wKonb» XK. -
npe - «Mopckow otnuB B HopmaHaumn»
n «Crago GapaHoB», ueTbipe paboTbl
K.Tpyaiiona - «Bon», «Cobaka u Kpo-
nmk», «OBUbD, «Y BoAOMOA» U Apyrue
paboTbl XyAOXKHMKOB 3TOiA WKoAbl. Kpo-
Me BenuKonenHoro cobpaHusa 6Gapbu-
3oHueB, C.M.TpeTbsikoBy npuHaanexan
pAp paboT dpaHLy3CKUX XYAO0KHWKOB,
NPUAEPKMBAIOLNXCA MHBIX 3CTETUYec-
Kux opuentupos, - J1.boHHa, ®.Pyabs,
J.®pomaHTeHa, M.Mapunbu, XK.IHrpa,
«Moptpet X.3urpa» XKJ1.Masnaa, <3104
MyxcKkoi ronosbl» T.Kepuko, «Mocne
KopabnekpyweHnus» 3. lenakpya, «Mop-
cKolt nensax B bperanu» [Kyp63; ncro-
puueckune KaptuHbl .MN.JlopaHca, cpe-
AN Hux - «locnegHvie MUHYTbI UMNepa-
Topa MakcumunuaHa». U3 pabot ron-
NaHACKUX XYAO0XKHUKOB Hanbonee nsse-
cTHa KaptuHa W.M3pasnbca «lisew.
ABCTpUINCKas XUBONWCb NMpeAcTaBieHa
pabotoin A.NMeTteHKodeHa, BeHrep-
cKas - KapTHoin M.Mynkaun «Cocrasre-
HUe ByKeTa»; HeMeLKas — NPOn3BeLeHNs-
mu A.Menuens, J1.KHayca, O. n A AxeHba-
XOB W Ap. aHIMIACKaA — UCTOPUYECKOW
KaptvHow J1.Anbma-Tagembl; wmcnaH-
cKkas - pabotamu M.®optyHu. Beinn B
konnekuum C.M.TpeTbsikoBa ¥ paboTbl
LWBENLAPCKNX XyAoXHUKoB - bB.BoTbe,
AKanama.

Kak ynomunanocsb Bbiwe, Cepreto
Muxainosnyy npuHagnexanu pabotbl
PYCCKMX XMBOMUCLEB U CKYNbMNTOPOB.
Ha 29 mas 1891 ropa B ero cobpaHue

Bxoauno 39 npoussepeHuii (31 kapTu-
Ha 1 8 ckynbnTyp) 19 pycCKMX XyA0KHU-
KOB W LWecT cKynbntopoB. MNAaTHaguatb
XMBOMUCHBIX paboT 3Toro cobpaHus
elle Npu XW13HW BRajeNbLa 3KCMOHNPO-
Banuchb B ranepee lNaBna Muxainosnya
CpeAu npuHajiexalwmnx nocnegHemy
pabot.® CobpaHuio npomssefeHuin pyc-
ckux xypoxHukoB C.M.TpeTbsaKkoBa npu-
Hagnexanu TaKxe [JBa MNensaxa
C.®.lWenpvHa («Bug Heanons» n «Ynu-
ua u 3gaHusA» - nogapok B.[.KoHwunHa),
aBa nensaxa 10.H0.Knesepa, oavH -
N.®.Nlaropuo, Tpu - A.lN.Boronto6osa
(«JleTHAA Houb B MeTepbypre y B3MOpbA.
ToHu», «Bug Mocksb», «MnatbeBcKuin
MOHacTbipb 6113 KocTpombi»), «3akart
conHua» M.K.Knoara, neisax AK.Cas-
pacoBa, Tpu 3Tioga ®@./.AcHosckoro,
kaptuHa K.E.MakoBckoro «KeHuwmHa
nepea 3epkanom», «[loptper E.A Tpetba-
koBoi» A.AXapnamoBa u «babywKuH
cag» B..MoneHoBa. C.M.TpeTbsKoBY, cO-
rnacHo Tow xe «Onucu» u goknagy Ko-
muccun MocKoBCKoI ropoackoi Jymbl
0 MONb3ax W HyXzAax 00LecTBEHHbIX MO
AeNy 0 YecTBOBaHWM NaMATK ObiBLIEro
ropoficKoro ronoBbl nokoiHoro Cepreit
MwuxaiinoBuya TpeTbAKoBa, MpuHage-
Kanu Takxe cKynbntypbl M.M.AuTO-
Konbckoro «MBaH lpo3ubin» n «lonosa
Xpucta»’;  «Motowuinca  ManbumMK»
C.M.MBaHoBa; «Manbunk ¢ obe3baHoN»
H.AJlaBepeukoro (nogapok N.M.TpeTba-
KoBa); «Kobbina ¢ KepeGeHKOM»
MN.K.KnoaTta; aBe GpoH30Bble rpynmbi
E.ANlaHcepe un 6ioct ®.M.[JocToeBcKoro
JNl.AbepHwTama.

Takum o6pa3om, B cobpaHue
C.M.TpetbskoBa Bxoamno 101 nponssene-
HUWe (He cyMTan YeTblpex TaHarpcKux cra-
Ty3ToK, 6tocTa BeHepbl 1 nATv robeneHos)
72 pycCKUX W WHOCTPaHHbIX XYAOXHU-

5 locynapctBeHHbI IpmuTax. 3anagHoesponeickas xusonuce. Katanor 1. Utanus, Ucnanus, Ppanuums, Wsenuyapus. J1, 1976,
€. 266. Peub et o kapTuHe «KpecTbAHKa, nacyluas Koposy y onywku neca» (vue. N2 7166). OHa noctynuna 8 13 B8 1930 . u3
TMUWN. PaHee, kak cooblaerca B Katanore, npuHaanexana [Tl Kyaa nonana w3 yacTtHoro cobpanus nocne 1917 ropa.
«Onucb» cobpanuna C.M.TpeTbAKoBa 1 hoTorpadus 3KCNo3nLmm ero Konnekumu, ucnonHenHas K.A.®uwepom s 1898 roay, npu
CpaBHeHUM C BOCMPOM3BeAeHeM 3Toi Belum B Katanore 3 (N2 22 1) yGexaaer, 4to 310 o4Ha U Ta e pabota. CoBnaaalot u nx

pasMepbl, yKasaHHble B Katanorax.

o

The State Hermitage. Paintings of Western Europe. Catalogue 1. Italy, Spain, France, Switzerland. Leningrad, 1976, p.266. The
painting in question is "A Peasant Woman Shepherding a Cow at the Edge of the Forest" (Catalogue number: 7166). It came to the
Hermitage in 1930 from the Moscow Fine Arts Museum. Earlier, according to the Catalogue, the painting belonged to the State
Tretyakov Gallery that had acquired it from a private collection in 1917. Both the Inventory of Sergei Tretyakov's collection and the
photos of the collection taken by K.A.Fisher in 1898, when compared with the reproduction of the picture in the Hermitage Cata-
logue, prove the identity of these two paintings; indeed, even the dimensions in both catalogues are the same.

370 Gbinn KapTuHbl KlyHa - «Monancal», AU.KymHpxn - «Houb B Manopoccun», ®.ABacunbesa - «B KpbiMcknx ropax»,
B.IMeposa -«Mtnuenos», B.E.Makosckoro - «[lenosoii Bu3nt, N.H.Kpamckoro - «/lyHHas Houb» (c nopTpetom E.A.TpeTbaKo-
BOW, )eHbl cobupartens); yeTbipe paboTbl B.B.Bepewjaruta; yeTbipe atioga A.AVBaHoBa - «B napke Bunnbi [lopua», «Bug Mom-
neun Ha Kactennamape» (3Tiogpl K KapTuHe «flBneHne Xpucta Hapopy»), «[onoBa ManbumKka-nudepapo» (3Tioa K KapTuHe
«AnonnoH, Kunapuc u lnauunm), «fonosa crapukan; B.Jl.Opnosckoro - «3tioa. Mouuyonu» (OP I'TE .1, ea. xp. 5080, n. 2).

B 06oux gokymeHTax cTommocTb «/BaHa [po3HOro» BXOAWUT B UTOFOBYIO CyMMy OLIeHKM Beelt konnekuuu. Y U.9.Ipabaps, aBTo-
pa NpeAncnoBXA 1 BBOAHBIX CTaTeil K pasaenam cobpanua ranepen B Katanore 1917 roga, HeT COMHeHWIt B NPUHaANEKHOCTY
CKynbNTYpbI K cobpanuto Cepres Muxaiinosuya (Ykas. cou., c. XI, 299). B To xe Bpema onyGanKoBaHbl NCbMa U pacnucku
M.M.AnToKonbcKoro, agpecoBaHHble [1.M.TpeTbAKOBY, B KOTOPbIX COAEPXATCA CBEAEHUA O 3aKase CKyNbNTypbl NOCAEAHUM U
nonyyeHnn OT Hero 3aaatka u nocnegyowmx cymm (Mucbma xyaoxHukos K M.M.TpeTbakosy. 1870-1879. M., 1968, cc. 43,
52-54,84,91,95, 141,152, 174, 177). Cnepnyer, BepoATHO, NpucoeanHNTLEA K cyxaenuio C.H.lonbawTeiiH, KoTopas yTBepx-
naet: «[o 3aka3y 6patbes TpeTbAkoBbix M.M.AHTOKONbCKMIA 3aBepwinn B 1875 rogy MpamopHyio ctatyio «MBaH Po3Hbii»,
BKJIIOYeHHYI0 Toraa e B cobpaHune C.M.TpetbAkoBa» (locyaapcTBeHHas TpeTbAkoBcKas ranepes. Ouepku uctopuu.

1856-1917.71, 1981, c. 89).

KoB%. CornacHo «Onmcy KapTuH 1 CKybn-
Typ <..>», B anpene 1891 roga ctoumoctb
ero onpegensnacb B 516 435 pybnei.
C.M.TpeTbAKOB  CKOpPOMOCTMXHO
cKkoHyanca 25 wions (6 asrycta) 1892 ro-
na. Ero cmMeptb 6bina TAXKMM ropem ans
MaBna MuxaiinoBnua, notepABLIErO He
TO/IbKO Ji0O6MMOro 6Gpata, HO U YMHOTO,
VHULMATVMBHOMO MOMOLLHMKA, 6u3Koro
Apyra, KOTOpOMy OH J0Beps, Kak camo-
My cebe. «He yacTo GbiBaert, - nucan mc-
TOPMK MOCKOBCKOro Kyneyectsa [1.A.by-
PBILWKMH, = 4TO MMeHa AByX GpaTbeB fAB-
NANMCH TaK TeCHO ApPYr C APYroM CBA3aH-
HbIMU. [TpK XU3HU MX 06bEANHANA MO
JINHHAA POACTBEHHasA Nto6oBb 1 ApyxOa.
B BeuHOCTV OHM XUBYT Kak co3paTtenu ra-
nepen Masna n Cepres TpeTbAKOBbLIXY®,
3aBewanue, coctaBneHHoe Cepre-
eM Muxaiinosuuem B 1888 rogy, nog-
TBEPAMIIO elie pa3 3Ty YAVBUTENbHYHO
ApyxOy v ayxoBHyH 61130CTb GpaThes.
3Has MeuTy BpaTa - NPUHECTU CBOIO KO-
nekumio B aap Mockse, - Cepreit Muxaii-
JI0BUY 0BepuA cTapluemy 6paty cyabby
CBOEI XyA0XEeCTBEHHOI KonneKumu: «M3
XYAOXeCTBEHHbIX NPOV3BeLeHNI, T.e. K-
BOMUCU W CKYNbNTYPbI, HAXOAALLMXCA B
MoeM fioMe Ha [peuncreHckom bynbBa-
pe, - roBOpWU/IOCh B 3aBELlaHUK, — <..>
B3ATb A1A NPUCOEAUHEHNA K CBOEW KO-
NleKum, 1abbl B Heln Bblav 06pasubl Npo-
M3BeAEHNA W MHOCTPaHHbIX XYAOXKHU-
KOB, BCE TO, YTO OH HaNAeT HYXHbIM, C
TeM, YToObl B3ATbIE UM XYAOKECTBEHHbIE
npoun3BeAeHWs NONYYMIN TO e HasHave-
HUe, KaKoe OH AacT CBOel KonneKumm» ',
C TOI1 e Lenbio, Ha Tex e ycnoBusAx B
cobCTBEHHOCTb ropoja nepejaBanacb
npuHaanexaswas C.M.TpeTbAKoBy YacTb
ceMeliHoro Aoma B J1aBpyLnHCKOM nepe-
ynKke - Konblbenu byaywein locysapct-
BeHHOI TpeTbAKoBCKoW ranepew. o Bo-
ne C.M.TpeTbAKoBa, BblpaXKeHHOW B 3aBe-
LWaHWW, rafepee TaKxe eXerofHo Bblje-
NIANUCH NPOLEHTbI ¢ KanuTtana B 125 Tbi-
cay pybneit Ha npuobpeteHne npousse-
[eHUIN pyCCKUX XyAoXHMKOB. [MaBen Mu-
XainoBny 0cobeHHO Oblfi TPOHYT 3TUM
pelleHnem 6paTa, elle pas AOKa3aBLLMM,
KaK BbICOKO LieHWS U UCKPeHHO nobun
C.M.TpeTbAKOB pyccKoe UCKYCCTBO.

CmepTb Ceprea MuxaiinoBuya, no-
KenaHuA, BblpaXKeHHble UM B 3aBella-
HUW, NOCNYXUAWN NPUYNHON CepbesHbIX
M3MEHEHWI B CTaTyce ranepeu, NpuHag-
nexasluen ero Hpary.

[ns yTBepxAeHW, T.e. NpU3HaHNA
3aKoHHbIM, 3aBewwanna C.M.TpeTbsAKo-
Ba, @ OHO Kacasocb, eCTeCTBEHHO, B OC-
HOBHOW CBOEI 4aCTU AEHEeXHbIX UHTe-
pecoB ero HacnefjHUKOB, pacnpejene-
HUA 3eMeNbHbIX BAageHun, akumin Ho-
Bo-KocTpoMcKoW NbHAHOWM MaHydaKTy-
pbl, BblAeNeHNA 3HaYNTeNbHbIX CyMM Ha
61aroTBOPMTENIbHOCTb, Ha CTUMEHANN
cTyaeHTaM MOCKOBCKOW KOHCepBaTo-
puwn, Y>KB3 1 T.n., npy npounx ycnosuax
TpeboBanoch cornacue [.M.TpeTbAKoBa
Ha UCMOJHeHKe BOM NOKOoWMHOro Gpara.
BaxHbIM (C topuaMyecKom TOYKM 3pe-
HWs) oKa3anockb, YTo «3aBeljaHve Cep-
red MuxainoBnuya He Morno GbiTb Uc-
MOSHEHO MOTOMY, YTO MONOBMHA AOMa,
3aBellaHHoOro ropoAy, NpuHaanexana
yactHomy nuuy» (Te. MN.M.TpeTbsAKoBy. -
H.M)"'. Nasen MuxaiinoBuy ¢ noHUMa-
HMeM W 6naroAapHOCTbIO BOCMPUHAN

8 B «Katanore xynoxecTBeHHbIx npon3seieHuii ropoackoii ranepeu Masna n Cepresa TpeTbAKoBbIX» B pasaene <KapTuHbl 1 pu-
CYHKM WHOCTPaHHbIX XyA0XHNKOB, cobpaHHble C.M.TpeTbAKoBbIM» nepeuncieHbl 84 nponsseseHus 51 xyaoxkHWKa v 4 Ta-
Harpckue ctatyatku. (M., 1916, c. 141-146). 3ty undpy npusoanT n AMN.BoTKnHa, ynycTuB, BepoATHO, Npu noacyeTe paboTh
PYCCKMX MacTepoB W CKyNbMTOpOB 1 Npucoeantmns K konnexkunn C.M.TpeTbakosa KapTuHy J1.XKepoma «Pykonnewwmre, rpax-
naHel», kynneHnyto M.M.TpeTbakosbiM B 1898 r. (bomkuHa Afl. Yka3.cou., c. 196).

9 bypeiwkuH [1.A. Mocksa kyneyeckas. M., 1991, c. 142.

10
locypapcreeHHan TpeTbAkoBcKan ranepes. Ouepku uctopun. 1856-1917, ¢. 303,

n
bomkura ATl Ykas.cou., c. 276. 30 arycta 1892 r. [1.M.TpeTbskoB nucan B.B.Ctacosy: «4T06bl caenaTb BO3MOXHbIM yTBEPHK-
[ieHue 3aBeLyaHus, s Jo/mKeH Byay Tenepb e nepefarb B 4ap ropogy MOK 4acTb OMa U coBpaHue XKUBONMUCK, pasymeercs,

C ycnosuveM MNOXW3HEHHOro Nnonb3oBaHWUA KBapTMpOPI "

B.B.Cracosa. M.-J1, 1981, c. 152).

YUPEKAS (Mepenucka M.M.TpetbsikoBa 1

3)KEH OENAKPYA
Mocne
KopabneKpyLweHus
1847

Xoncrt, macno. 36x57

EUGENE DELACROIX
After the Shipwreck
(Barge of Don Juan -
Dead Body Thrown
to the Sea), 1847

Oil on canvas

36 by 57 cm

XKoNb AIONPE
Jly6bl y poporu
Cepeaura 1830-x
Xoncrt, macno. 43x58

JULES DUPRE

Oak-trees on the Road-side
Mid 1830s

Oil on canvas

43 by 58 cm

KONNEKLUMOHEPBI 1 MELEHATSbI

"Dog and Rabbit", "Sheep" and
"Approach of the Thunderstorm", or "At
the Watering Place" besides other Bar-
bizon painters. In addition, there were
French painters who adhered fo other
aesthetic principles, such as Eugene
Fromentin, Prosper Marilhat, Jean
Ingres, Louis David ("Portrait of Jean
Ingres"), Theodore Gericault ("Nude
Study"), Eugene Delacroix ("After the
Shipwreck"), Gustave Courbet ("Sea");
and also historical paintings by Jean-
Paul Laurence. Of the Dutch paintings
"Seamtresses" by Joseph Israels was the
best known. Austrian and Hungarian
painters were represented by Mihaly
Munkacsy ("Composition of a Bouquet");
German - by Adolph von Menzel,
L.Knaus, Oswald and Andreas Achen-
bach and others; British - by a historical
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painting from the brush of Lawrence
Alma-Tadema; Spanish - by a few Mari-
ano Fortunys. Even Swiss painters -
B.Votie and A.Calame - were to be found
in the Sergei Tretyakov's collection.

As mentioned above, part of his
collection featured Russian painting
and sculpture. According to the Invento-
ry of May 29, 1891, he owned thirty-nine
works of art (thirty-one painting and
eight sculptures) by nineteen Russian
artists and six sculptors. Fifteen of them
were exhibited in Pavel Tretyakov's
gallery while the collector was still alive.®
Beside these there were two landscapes
by Silvestre Shchedrin ("View of Naples”
and "Street and Buildings") presented to
Sergei Tretyakov by his brother-in-law
Vladimir Konshin, two landscapes by
Yuri Klever, one by Lev Lagorio, three by
Alexei Bogolyubov (("A Summer Night
on the Neva by the Coast", "View of
Moscow", "The Hypatian Monastery near
Kostroma"), as well as "Sunset" by
Mikhail Klodt, one of Alexei Savrasov's
landscapes, three studies by Fyodor Yas-
novsky, Konstantin Makovsky's "Woman

"o

in front of the Looking Glass", "Portrait
of Yelena Tretyakov" by Alexei Kharlam-
ov and "Grandmother’s Garden" by Vasi-
ly Polenov. The Inventory and the Report
of Moscow City Council's Committee on
Public Deeds and Needs, in paying hom-
age to their late Head, listed the follow-
ing sculptures: Mark Antokolsky's "Tsar
Ivan the Terrible” and "Head of Christ"”,
"Boy Taking A Bath" by Sergei Ivanov,
"Boy With Monkey" by Nikolai
Laveretsky (a gift from Pavel Tretyakov);
"Mare and Colt" by Pyofr Klodt, two
bronze groups by Yevgeny Lancere and
a bust of Fyodor Dostoyevsky by Leopold
Bernstam.

In summary, Sergei Tretyakov's
Collection totalled one hundred and one
works of art (three Tanagra ferracotta
figurines, a bust of Venus and five tapes-
tries not considered) by seventy two
Russian and European artists®. The
value of the Collection in April 1891 was
estimated at 516 435 rubles.

Sergei Tretyakov died on August
6, 1892. His sudden death came as a
shock to Pavel who had lost more than a
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3aBeLlaHns
C.M.TpetbAkoBa

Last will and
testament of

Sergei Mikhailovich
Tretyakov (fragment)

2 0P ITF .1, en.
Xxp. 6085.

3 OPITR.10.ea
xp. 136.

& They were: Karl Gun - "Caught in the Act", "A Ukrainian Night" by Arkhip Kuindzhi, Fyodor Vasiliev - "In the Crimean Mountains", "A Fowler" by Vasily Perov, "A Busi-
ness Visit" by Vladimir Makovsky, lvan Kramskoy's "A Moonlight Night" for whom the model was Yelena Tretyakov, the collector's wife; four Vasily Vereschagin's can-
vases; four studies by Alexander Ivanov for his large-size pieces "Appearance of Christ to People” and "Apollo, Hyacinthus and Cyparissus Making Music and Singing";
«A study. The Town of Pozzuoli near Naples» by Vladimir Orlovsky (Archives of the Tretyakov Gallery. For details see the corresponding note in Russian).

7 IIn both documents the cost of "lvan the Terrible" is included in the total estimated value of the collection. Igor Grabar, the author of the Infroduction and the
introductory articles for the chapters in the 1917 Gallery Catalogue, leaves no doubt that the sculpture belonged to the Sergei Tretyakov collection (Cf. The
1917 Gallery Catalogue, Article XI, p. 299). At the same time there are letters and receipts written by Mark Antokolsky and addressed to Pavel Tretyakov, which
contain information that Pavel Tretyakov commissioned Antokolsky to make the sculpture and the latter's receipts for contract payments and other sums. (Pisma
khudozhnikov k PM.Tretyakovu (Letters of Painters to Pavel Tretyakov). 1870-1879. Moscow, 1968, pp.43, 52-54, 84,91, 95, 141, 152, 174, 177). Sofia Gold-
stein claimed: "On the Tretyakov brothers’ order Mark Antokolsky completed, in 1875, the marble statue "lvan the Terrible", which soon became part of Sergei
Tretyakov's collection.” Cf., Gosudarstvennaya Tretyakovskaia Galereia. Ocherki istorii (The State Tretyakov Gallery. Essays on Its History). 1856-1917. Len-

ingrad, 1981, p.89).

8 The Catalogue of the Works of Art et. al., op. cit, chapter "Paintings and Drawings by European Artists Collected by S. M. Tretyakov" mentions 84 works by 51 artists
and 4 Tanagra terracotta figurines. (Moscow, 1916, p. 141-146). These figures are also mentioned by Alexandra Pavlovna Botkin, op. cit., but she must have been mis-
taken concerning the number of Russian painters and sculptors and, also by mistake, counted as part of Sergei Tretyakov’s collection a painting by L.Jerome bought
by her father, Pavel Tretyakov, in 1898. (Cf, Botkina A.P. op. cit. the title mentioned in note 5, p. 196).
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XenaHve 6paTa, HO 3TO 3acTaBWIO ero
nepecMoTpeTb npejnonaraemMblie paHee
cobupatenem CpoKM nepefayu ranepem
B Aap ropogy. B oktA6pe 1892 ropa B
nucbMe n3 eHeBbl OH Npu3HaBanca
XeHe: «X0TA A HMKaK He paccuuTbiBan
cpenatb 370 (T.e. nmepejatb ranepew B
nap Mockse. - H.T), HO OHO HMYero, OHO
n nyqwe»'2. 31 asrycta 1892 ropa
M.M.TpeTbsiKOB, MCNONHAA CBOE 3aBeT-
HOE XeNnaHue 1 NocneaHIo Bonto 6pa-
Ta, 06paTUICA K rOPOACKMUM BAACTAM C
npeasoxeHneM o Aape, KOTopblii 1 6bin
npuHAT 15 ceHTAbpa 1892 roga c or-
poMHoW 6narofapHoCTbto. TpeTbAKOB-
cKanA ranepes, 06beAMHMBLLAA XyA0XKe-
CTBeHHble cobpaHus bpaTbes, cTana ro-
POACKUM, 06LLecTBEHHBIM, 06Lief0CTYN-
HbIM My3eeM. TakoB Obl1 NepBbIfi Bax-
HbIl UTOT B UCTOpWM ranepeu, coBep-
wuBwwMincs He 6e3 yyactua C.M.TpeTbs-
KoBa. Kpome Toro, nprcoeanHeHune Kon-
nexkumn Ceprea MuxaiinoBuua, «mnono-
XUBLUEe 0CHOBY MHOCTPAHHOMY OTAeNy
ranepew», BbiBeNO ranepet Kak mysei
Ha 6onee BbICOKMI1 ypOBEHb MO CpaBHe-
HUIO C APYrUMU PyCCKUMM cOBpaHMAMM.
370 npeKpacHO MOHWManu COBpeMeH-
HUKK cobbituii. B 1911 roay, yepes
MHOro neT nocse cMepTu 6patbeB Tpe-
TbAKOBBIX, KOTAa B rafepeto yxe nocry-
MUAN KapTVHbl 3anafHOeBpOnencKnx
macTtepoB o 3asellanuio M.A.Mopo3o-
Ba U ee cobpaHNe MHOCTPaHHbIX XyAOXK-
HWKOB CKCTEMATWYecKu MOMOHANOCH
nokynkamu, M.C.OctpoyxoB, noneuun-
TeNb ranepewu, BOCTOPXEHHO nucan us-
BECTHOMY VCCllefloBaTeNio UCTOPUMN 1C-
kycctBa H.H.BpaHrento: «He ceropHs-
3aBTpa KonoccanbHoe cobpanue LLlyku-
Ha U HeCKONbKWX APYrnx, NMeHa KoTo-
PbIX MOKa HY)KHO TauTb, CONbIOTCA C YYA-
HbIM cobpaHVeM WHOCTpaHHbIX (mpe-
MMyLLLeCTBEHHO, (paHLy3CKUX) MacTe-
pos C.M.TpetbakoBa n M.A.MoposoBa.
Torpa, nonctnHe, HUrge B Mupe dpax-
uy3ckoe mckycctBo XIX n Havana XX
BEKOB He OyAeT Tak NpeACTaBieHo, Kak
B Haweit ranepee»'®. I nycTb 3Ta MeuTa
He ocylLecTBMAaCh, OHa CBUAETENLCTBY-
€T 0 rMy6OKOM BOCXMLLEHNN COBPEMeH-
HVKOB LWeApbIM W LEeHHbIM apoM poa-
Homy ropogy C.M.TpetbsikoBa.

Henb3s He BCMOMHWUTL 06 0HOM
U3 BaXHEMWWX MOMEHTOB B WCTOpUMU
ranepes, B KOTOpPOM 3aBellaHue
C.M.TpeTbsiKoBa Cbirpafo peLlatoLLyio
ponb. N3BecTHo, uTo lNaBen Muxaino-
BUY B KOHLIE XM3HW B MPUMUCKe K CBOe-
My 3aBelLaHWio HacTavMBan Ha npekpa-
LEHMI pacluMpeHns KONNeKLMmn My3es.
CoBert ranepeu (B 4fieHbl KOTOPOro BXO-
annn v npeactasutenu cembn MN.M.Tpe-

beloved brother, but also a clever, ener-
getic associate, close friend and confi-
dent. Pavel Buryshkin, a chronicler of
Moscow's merchant families, wrote: "It
does not often happen that the names
of two brothers should be so closely
associated with each other. In life they
used fo be knit together by true brother-
ly love and friendship. In eternity they
will share the homage of the founders of
the Pavel and Sergei Tretyakov
Gallery™.

The wonderful friendship and
spiritual bond between the Tretyakov
brothers was revealed in Sergei's will,
made in 1881, long before his death.
He knew his brother’s secret desire to
make his art collection a gift to the City
of Moscow; in his will Sergei gave his
older brother the right to dispose of his
collection: "Of the works of art, that is
paintings and sculptures, which are to
be found in my house in Prechistensky
Boulevard, ...shall be taken those he
[Pavel Tretyakov] finds necessary to
own and make part of his art collec-
tion, so that it shall also have examples
of work by foreign artists, in order he
shall be in capacity fo dispose of the
selected works of art to the same pur-
pose as he has in view for his own
ones"".

In similar terms the City of
Moscow was to be granted the rights to
his portion of the family estate in
Lavrushinsky Lane - the site of the
future Tretyakov State Gallery. His will
also bequeathed to the gallery the annu-
al interest on the capital of 125,000
rubles to be used to purchase works by
Russian artists. This particularly moved
Pavel, because it showed how highly his
brother esteemed and appreciated
Russian art.

Sergei's premature death, and
the wishes made in his will, put Pavel
Tretyakov in the position that he
urgently had to make substantial
changes in the legal status of the
gallery that had so far belonged solely
to him. To have Sergei's will probated,
that is to have it accepted as valid and
binding, and fo allow the heirs fo come
into the property that included such
assets as money, real estate, shares in
the New Kostroma linen mill, and to
dispense various charity monies,

9 Buryshkin PA. Moskva Kupecheskaia (Moscow of Mer-
chants). Moscow, 1991, p. 142.

0 Gosudarstvennaya Tretyakovskaia Galereia. Ocherki
istorii (The State Tretyakov Gallery. Essays on Its History).
1856-1917. Leningrad, 1981, p.303.

MapagHas nectHuua goma C.M.TpetbsikoBa Ha lMpeuncreHckom Gynbeape. CoBpemeHHoe hoTo

The grand staircase in the house in Prechistensky Boulevard. Modern view.

KONNEKLUMOHEPHI N MEUEHATbI B ART COLLECTORS AND PATRONS

e




TbAKOBa) W ropoackas [lyma, ctpemms-
WMecA COXpaHWUTb Tpaauuun ranepeu
KaK My3es COBPEMEHHOr0 MCKYCCTBa,
BbIHYXJEeHbl OblIM MCKaTb BO3MOX-
HOCTb 3aKOHHO, Ha OPUANYECKOM OCHO-
BaHWUW, 060MTU 3Ty CKOBbIBAOLLYHO pas-
BUTME My3es MpUMUCKY OCHOBaTens.
Momorno 3aBewanne C.M.TpetbsAkoBa,
no OfHOMY M3 MYHKTOB KOTOPOrO, KaK
yNoOMWHanoch Bblille, ranepee 3aBeLla-
NNCb NPOLIEHTbI C KanuTana Ha nonon-
HeHWe cobpaHuA Npoun3BeAeHUAMY pyC-
CKUX XYAOXHWKOB W CKYNbNTOPOB.
MIMeHHO 3TOT NMYHKT 3aBeLiaHuns, KaK yT-
Bepxkaan W.3.fpabapb, gan topuanuec-
Koe 060CHOBaHWe ANA NpPOAOMKEHUA
KOMMN/IEKTOBaHWA ranepeu.

M3 3aBewaHHon Cepreem Muxait-
NIOBMYEM KOJIEKLMM B ranepeto, Kak CBu-
LEeTeNbCTBYIOT JOKYMEHTbI, ObINy NpUHA-
Tbl BCE NPOV3BEAEHNSA, €33 UCK/IOYEHNEM
KapTuHbl [anodpe «Bo3BpalueHue ¢ 3Kc-
Kypcuw», neiisaxeit Jlaropmo 1 CaBpaco-
Ba, 1ByX 3TI0J0B fICHOBCKOIO 1 OAHOrO —
Opnosckoro u kKaptuHbl K.E.MakoBckoro

OpuH 13 3anoBs

noma C.M.TpetbsikoBa
Ha lNpeuncreHcKom
GynbBape.
CoBpeMeHHoe $hoTo

Modern view of one

of the rooms in the
S.Tretyakov's house

in Prechistensky Boule-
vard

" Botkina AP op. cit. See note 3, p.276. On August 30, 1892 Pavel Tretyakov wrote to Vasily
Stasov, an art critic: "To make the probate of the will possible, | will have to, immediately, donate
to the city my part of the house and my collection of paintings, on the condition, of course, of
my life occupation of the flat and curatorship of the gallery”. Cf,, Perepiska PM.Tretyakova i
V.\V.Stasova (PM.Tretyakov - V.V.Stasov Correspondence). Moscow-Leningrad, 1981, p. 152.

12
Archives of the Tretyakov Gallery. For details see the corresponding note in Russian.

3 Ibid.

" 1big.
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including funds for the Moscow Con-
servatory to pay grants fo their stu-
dents, could only be done with Pavel’s
consent to execute his brother’s will
concerning the disposition of the art
collection. There appeared to be a legal
contradiction: "the will could not be
executed because half of the house
devised to the City of Moscow belonged
fo another individual", namely to Pavel
Tretyakov." He saw his deceased broth-
er's will with both apprehension and
gratitude. Although he was taken
unawares by Sergei’s sudden death and
the consequences it entailed, for it
forced him fo revise his plans concern-
ing the gallery. In a letter to his wife
dated from Geneva in October 1892 he
confessed: "Although | had not at all
intended to do it, it has turned out to be
alright like this. It may be even for the
better."'? On August 31, 1892 Pavel
Tretyakov, in carrying out his cherished
dream and his brother's last will,
addressed Moscow's authorities with
an offer to donate the gallery to his
home town. The generous donation was
gladly and gratefully accepted on
September 15, 1892. Pavel died in
1898.

The Tretyakov Gallery, which
incorporated both brothers’ collec-
fions, saw them as equal benefactors. If
Pavel's Russian collection represented

the national artistic tradition, Sergei's
European collection represented the
international art world. This was
absolutely clear to the artistic commu-
nity of the period. In 1911, after the
Gallery had seen new additions of Euro-
pean masters bequeathed by Mikhail
Abramovich Morozov or regularly pur-
chased, llya Ostroukhov, Curator of the
Gallery, wrofe, full of enthusiasm, to
N.N.Vrangel, the well-known connois-
seur and historian of art: "One of these
days the huge collection of Shchukin
and some others, whose names are not
to be made public yet, may be merged
info one joining the wonderful collec-
tions of European (mostly, French) mas-
ters of Sergei Tretyakov and Mikhail
Morozov. Then, actually, nowhere in the
world will the French painters of the
19th and early 20th centuries be rep-
resented so widely as in our gallery"®.

No matter that the dream was not
to come true; it illustrates the sincere
admiration that contemporaries had for
the generous and valuable gift made by
Sergei Tretyakov to his beloved Moscow.

Ironically, after his death Sergei
Tretyakov became a benefactor to the
gallery in a way nobody could have fore-
seen. After Pavel donated his gallery fo
the City of Moscow he stipulated that
the collection could not be increased; it
must remain as he and his brother
bequeathed it. However, after Pavel's
death the Board of Trustees, which
included members of the Tretyakov fam-
ily, wished to add fo the collection, par-
ticularly in the area of contemporary art.
As mentioned above, in his will Sergei
left the inferest on a legacy fo purchase
contemporary Russian paintings and
sculpture. As noted by Igor Grabar, the
Curator, this was the legal reason to cir-
cumvent Pavel's wishes and fo augment
the collection.

With the exception of the following
pieces: Galofre’s painting, the landscapes
by Lagorio and Savrasov, two studies by
Yasnovsky and one by Orlovsky, as well
as Konstantin Makovsky's "Woman in
front of the Looking Glass", the rest of
Sergei's collection, as described in his
will, were added fo Pavel's collection and
became part of the Tretyakov Gallery by
the end of November 1892, Originally
Sergei Tretyakov's collection was put on
display in a separate room on the first
floor of an annex, constructed in
1890-1892, to the main building. In the
spring of 1897 Pavel Tretryakov started
construction of a new annex; in 1898, in
two new rooms on the ground floor

Sergei's European painting collection
and memorial room were opened. His
sculptures were placed at the entrance
to the rooms. For the memorial room
Yelena Tretyakov, his widow, donated
most of the contents of his study from
his home in Prechistensky Boulevard.
Besides the furnishings, this included
the blue-enamel-decorated silver-plated
lamps, candlesticks, a writing set and a
clock."” The walls of the memorial room
were hung with the fapestries from his
collection, drawings by Ingres, Cabanel
and a few paintings. The partition wall,
with two ached doorways on both sides
that led to the exhibition room featured
a portrait of Sergei Tretyakov commis-
sioned by the Moscow City Council's
Committee on Public Deeds and Needs.
It had been executed in 1895 by
Valentin Serov from an earlier photo-
graph. The inscription on the marble
tablet below the portrait read: Sergei
Mikhailovich Tretyakov, Head of Moscow
City Council in 1877-1881, who
bequeathed to the City of Moscow his
collection of works of art. This portrait
was installed by order of the Moscow
City Council of January 26, 1893.
Unfortunately, the Sergei Tretya-
kov collection has not been preserved
intact. In 1924-1925 all European art in
Moscow, including the Tretyakov's col-
lection, was allegedly transferred to the
Fine Arts Museum, now the Pushkin
Museum of Fine Art, and the State Muse-
um of New Western Art, which does not
exist any more. Now about forty of
Sergei Tretyakov's paintings are known
to exist in the Pushkin Museum. Others
were donated to the State Hermitage
collection in St. Petersburg and other
museums throughout the former USSR.
Today, the provenance of some
Tretyakov paintings is not acknowl-
edged. Nevertheless, the memory of the
benevolent and generous gift made by
the younger Tretyakov brother sfill lives
in the history of Russian art collecting
and culture, in the history of the Gallery
itself and in the inscription on the front
facade of the Tretyakov Art Gallery in
Lavrushinsky Lane in Moscow.

Natalya Priimak

% OPITT, . 10, en. xp. 4518, 10,8, 21.
'S OP [T, ¢. 1, e. xp. 5097, 5098.

1
5 Archives of the Tretyakov Gallery. For defails see the cor-
responding note in Russian.

[lom C.M.TpeTbsAKoBa
Ha MpeuncreHcKoM
6ynbBape.

®doTo 2004 1.

Modern view

of the house at

6 Prechistensky
Boulevard where
Sergei Tretyakov's
family used to reside

KeHwwmHa nepes 3epKanom», - octab-
Hoe Bce nonydyeHo 25 Hoabpa 1892 ro-
Aa»'™. Bce 0HY B KOHLe HOABPA NepeBese-
Hbl B JTaBpyLUMHCKWIA Nepeynok.

[epBoHayanbHO Konnekuma
C.M.TpeTbsikoBa nomellanach B OTAeNb-
HOM HEernpoXOAHOM 3aje BTOPOro 3Taxa
npuctpoitkn 1890-1892 rr. BecHom
1897 r. M.M.TpeTbAKOBbIM HayaTo CTpO-
UTeNbCTBO MOC/TEAHEN MPU €ro XU3HW
MPUCTPOVKM K 3anam ranepeu. ViMeHHo
B 3TUX [BYX BHOBb BbICTPOEHHbIX Ha
nepom 3Taxe 3anax B 1898 rogy pas-
MECTUINCL 3KCNo3mums cobpaHms npo-
M3BEJEHU MHOCTPaHHbIX XYLOXHUKOB
C.M.TpetbAKkoBa 1 ero MemopwvanbHas
KomHaTa. lNepes 3TMmM 3anamu Gbinu
MOMelLLeHbl CKYNbNTYpbl, NPUHaAexaB-
wue paHee Cepreto Muxainosuuy.

[lna MeMopuanbHOM KOMHaTbI BAO-
Ba cobupatens E.ATpeTbaKkoBa nepega-
na B cOBCTBEHHOCTb rafnepen MOJHyio
o6cTaHOBKY ero KabuHeta U3 Aoma Ha
MpeuncreHckom GynbBape. B ranepeto
nocTynuia He ToNbKO Mebenb, HO U no-
cepebpeHHble, C CUHEl aManbio namnbl,
MOACBEYHUKM, MUCbMEHHBIA npubop n
yachbl, yKpawaslme Kaburet."” Ha cre-
Hax MeMOpuanbHoOro 3ana Bucenu robe-
neHbl 13 cobpaHua C.M.TpeTbakoBa.
3zech xe pa3mellanvcb PUCYHKU IHr-
pa, KabaHensa v HecKonbKO KapTuH.
B npocTeHke Mexay apoyHbIMU Npoema-
MW, OTAENABLUMMU MEMOPUANIbHYIO KOM-

KONNEKLUMOHEPBI 1 MELEHATSbI

HaTy OT cO6CTBEHHO 3KCMO3WLIMOHHOIO
3ana, 6611 nomeuweH noptper C.M.Tpe-
TbAKOBA, 3aKa3aHHblii MO MOCTaHOB/E-
Huto Komuccnm MockoBcKol ropog-
cKoit [lyMbl 0 nonb3ax U Hyxzaax obuie-
CTBEHHbIX M0 AeNy 0 YeCTBOBaHUM Nams-
T C.M.TpeTbsKoBa. MopTper 6bin Hanu-
caH B.A.CepoBbiM no dotorpadpuu B
1895 roay v B ToM e rogy nepeaaH [ly-
Mol B cobcTBeHHocTb ranepeu. Mog
NOpTPeTOM yKpenieHa MpaMopHas Aoc-
Ka ¢ Haanucbto: «Cepreit Muxaiinosuy
TpeTbAKOB, MOCKOBCKMIA FOPOACKOWA o=
nosa 1877-1881, 3aBewaBwuin ropogy
MockBe cBoe cobpaHue XyAOXKecTBEH-
HbIX npou3BegeHuit. [MopTper cei no-
cTaBneH no npurosopy MocKoBcKoi ro-
poackon lymbl 26 axBapa 1893 r».
boratenwas xypoxecTBeHHas
KONNeKUMA NpousBefeHNn NHOCTpaH-
HbIX XyaoxHukoB C.M.TpeTbsikoBa He
COXpaHunacb A0 Hawux AHell B TOM
BUfe, B KaKOM nogapw ee cobvpatens
posHomy ropoay. B 1924-1925 rogax
BCe Mpou3BejeHWA 3amnajHoeBponeit-
CKMX MacTepoB, a ¢ HUMK 1 cobpaHue
Ceprea MwuxaiinoBuya 6binn nepepa-
Hbl B My3el N3ALWHbIX NCKYCCTB (HbIHE
TMUN um. A.C.MywKnHa), rae XpaHuT-
CA OKOMo copoka paboT U3 3Toro co-
OpaHus, B My3eit HOBOI 3anafHo Xu-
BOMUCK, B IpMUTaX W Apyrne Myseu
CTpaHbl.
Hamanes lpulimak
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Pycckasa nerckasi KHUra

Russian Children's

Picture Books

in the 1920s & 1930s

E.N.HAPYLWINH
Wnnioctpauma Kk
KHure «BonbHble
nTmub». 1929

EUGENI
CHARUSHIN
Illustration for
the book "Volnye
Ptitsi". 1929
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AHuza dnis demeli Kak caMocmoAMeIbHbIl BUO Meopyecmsa no- -
ABUJIACD B dKOCCUU BMecme C Opy2uMU XyO0oxKecmseHHbIMU Nnpeo-

NpuAMUAMU, UHUYUUPOBAHHbIMU o6wecmsom «bup uckyccmsa»

8 camoM Hayaie XX 8eKa. HCImpeM/ieHUA MUPUCKYCHUKOB K co- /
30aHU0 e0UHO20 CMWIA pacnpoCcmMpaHAIUCh Ha 8ce cgepbl; 8

JKoccuu UMEeHHO OHU 8nepseble 06bABU/IU KHU2Y “MQ/IbIM CUHMe-

30M» UCKYCCMB, HaPAJY ¢ «6GobWUM CUHMe30M», ONUPAsWUMCA . Q}

IN RUSSIA THE CONCEPT OF BOOKS FOR CHILDREN AS A SPE-

CIAL KIND OF ARTISTIC ACTIVITY APPEARED AT THE TURN OF =
THE 19-20TH CENTURIES, INTRODUCED BY THE "MIR
ISKUSSTVA”" (WORLD OF ART) MOVEMENT ALONGSIDE OTHER
ARTISTIC CREATIVE ENTERPRISES OF ITS MEMBERS.

HUrM pana petei

co3/aBann  W3BecTHble

mactepa AnekcaHap be-

Hya, McTucnae [lo6yxuH-

ckui, MiBaH bunnbuH... Mo npenmyuye-
CTBY 370 6bIIN KaK pycCKMe HapoaHble,
TaK M (ONbKNOPHblE CKa3KM HapoAoB
MUpa, @ TaKKe CKa304YHO-POMaHTHYec-
KWe NCTOpUM, COYMHEHHDBIE PYCCKUMU 1
3apyBexHbIMW NMcaTensMm U No3TaMu.
Bbicwum BonnoweHnem Mupuc-
KYCHMYECKON KHUMWM ANA AeTell cTanu
pabotbl leoprusa (Eropa) Hap6yta
(1886-1920). OHu 1 no cein AeHb Yapy-
0T HenpeB30iAeHHON n306peTaTesb-
HOCTbIO, LIBETUCTON POCKOLLbBIO JINCTOB,
BHUMaHVEM K «apoMarty 3MoXm», TO4HO-
CTblO McTOpuYeckux fetaneir. Hapoy-
TOBCKUI AEKOPaTMBHbIA CTUb OKa3san
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HeoCrnopvMoe BAMAHME Ha caMbix pas-
HbIX XY0XHWKOB, a HapbyToBCKUe pa-
60Tbl CTaNM KNacCUKON pyccKol pet-
CKOW KHUTU.

B popeBontouunorHoit Poccum
6bina ewe ofHa ctepa KHUMKHOTO uc-
KycCTBa, MOJEeMUYecKW NpOTUBOMO-
cTaBnfABlAA ceba CTUAM3ATOPCKUM U
PeTPOCNEKTUBUCTCKUM YCTPEMIEHNAM
MWPWUCKYCHWKOB, BHELIHE MNOpbIBaB-
Was ¢ Kakor-N1Mbo TPaaMLIMOHHOCTbIO.
®yTypucTUYECKan KHUra anaTrpoBana
KOPABOCTbIO, CaMOJeNbHOCTbIO, Yro-
TpebneHneM caMbiX HenoAXOAALLMX
MaTepuanoB - Kak W3BecTHo, hyTypu-
CTbl UCNONB30BaIN MHOTAA B KayecTBe
6ymaru 06bIKHOBeHHbIe 0601, O6bIYHO
GbyTyprCTMYECKaA KHUXKKa Oblna TOH-
KO OpOLUOPON, YbM NIUCTbI LEMKOM

WCMONHANUCD WAW Ha NUTOrpadcKoMm
KaMHe, UM ¢ NoMoLblo refnorpapum.
CamopenbHas, caMonucHas KHura cra-
HOBMNAcb OPWUrVMHaNbHbIM LieJeBpPOM
CBOWX TBOPLIOB, CPeAN KOTOPbIX Oblin
Anekceit KpyyeHbix, Onbra Po3aHoBa,
6patba Jasug, Hukonait n Bnagumup
Bypntoku, Benumup XnebHukos, Kasu-
mMup ManeBuy 1 pyrvie pycckue aBaH-
rapancrbl.

PeBontouMoHHbIE MOTpACEHWA B
Poccnm He Mornu He HaiiTh cBoero oTpa-
KeHUA B KHUrax ans geteir. OHu Bbinyc-
Kanucb U B camble TpyaHble roabl. Haps-
Ay C TPaAULMOHHBIMU HAPOAHBIMM CKa3-
KaMun nosBuaMCchb GPOLLIOPKM C aruTtaum-
OHHO HanpaBfleHHOCTbIO W TEKCTOB, U
KapTuHoK. CTuancTuka HapogHoro ny6-
Ka OKasblBana 3HauynTeNbHOe BO3JeNCT-
BYE Ha 3TU MpoV3BeAeHUA, MMeBLUMe
TOT Xe BU3ya/lbHbIl XapakTep, 4YTO U
«OkHa POCTA», n nonnTtuyeckune nnaka-
Tbl, M 0(OpMIEHNE arUTaLMOHHbIX Noe3-
[0B, ¥ MHOrMe Apyrve nponaraHaucT-
CKMe HaYMHaHWA COBETCKOW BNACTH.

«JleBble» XyAOKHVKMN COTPYAHNYA-
21 C HOBOW BNIACTbIO, YCTAHOB/IEHHON B
6biBlWwel Poccuiickoin nMnepumn camoii
neBon nonuTuyeckol naptueir. OTeue-
CTBeHHble aBaHrapAWCTbl Moiaranu, 4To
y HWX OAVMHAKOBOe MWPOBO33peHUe,
OAVHAKOBbIe 3afayu, U CBOK poJb Xy-
LOXHUKW BUAEnn B TOM, 4ToObl Yepes
CO3JaH1e HOBOMO WMCKYCCTBa BBINTU K
CO3/,aHMI0 HOBOrO CMpaBeAnnBoro o6-
LecTBa, BOCMUTAHMIO HOBOTO YeN0BeKa.

XYAOXKHUKM B GONMbLWIMHCTBE CBO-
€M, KaK M3BeCTHO, TaK U 0CTanuchb yTo-
nucTamu, ewe fonro 6opoBLIMMUCA 3
Co3JaHu1e HOBOTO MCKYCCTBa, ajjeKBar-
HOr0 COBPEMEHHOCTW, B OT/IMuYMe OT
60/blIEBMKOB, MCMOMb30BABLUMX YTO-
MMYyecKne BeKOBeYHble MeYTaHWA COB-
ceM AnA Jpyroii cTpaTterunm.

ConpsxeHne cynpemaTtusma, ca-
MOro pajuKanbHOro HanpaBleHUs B
pycCKOM aBaHrapAe, ¢ Hy»AaMu HOBOW
B/1ACTW W C TPAAVNLIMOHHBIMU CKa30YHbI-
MU MOTMBaMM 3 HEKTHO NPOABMAOCH B
AeTckoit  KHure «CynpemaTnyeckui
CKa3 npo ABa KBajpaTa B 6-Tvi nocTpoii-
Kax», CMpoeKTUupoBaHHOW 3nb Jlncuu-
kum B 1920 roay B Butebeke (onybnu-
koBaHa B 1922 B bepnuHe). B Heli 6binn
3an0XeHbl (yHAaMeHTaNbHble OCHOBbI
HOBOW A€TCKO KHWUTK — ornopa Ha urpo-
BYIO BU3Ya/bHOCTb, paBHOMpaBue TeK-
CTa M NnacTuyeckux anemMeHToB. «Kuura

NABUTNBUH
Wnnoctpaumnsa K
PYCCKOI1 HapoAHoW
cka3ske «[logmn Tyaa -
He 3Halo Kyaa,
npuHecKn 10 - He
3Hato yto». 1935
AxBapenb

IVAN BILIBIN
Illustration for

the Russian Folk
Tale "Poidi tuda -

ne znayu kuda,
prinesi fo - ne znayu
chto". 1935
Watercolour

the most vivid characteristics of the
national and folk style and still match the

he global aim of the
artists of the "Mir Iskus-

stva" movement was fo cre-
ate a unified style to be
applied in all spheres of everyday life;
they were the first in Russia to claim
"the book" as "a small synthesized piece
of art", while architecture was consid-
ered to be "a large" one.

Children’s books were created by
famous artists such as Alexandre Benois,
Mstislav Dobuzhinski, Ivan Bilibin... They
illustrated Russian and world folk fairy-
tales, as well as fairy-tale-romantic stories
by Russian and foreign poets and writers.
The refined cultural education and
exceptional artistic taste of the miriskus-
niki made it possible to harmonize the sty-
listic peculiarities of book illustration with

period, with the epic narration of the
fairy-tale or a poem. Little children - both
readers and viewers - received a kind of
historical education through book illus-
tration. It is true that in the works of art
created by the miriskusniki the children’s
world was very remote from that of actu-
al reality, but what a wonderful fantastic
imaginary world flourished in their
colourful pages!

The highest achievements of the
miriskusniki's children’s books were the
works by Georgi (Yegor) Narbut
(1886-1920). To this day one cannot fail
to admire his unsurpassed creativity, the
colourful magnificence of his illustra-
tions, and his accurate attention tfo his-
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torical detail and period atmosphere. The
decorative style of Narbut influenced a
great number of book illustrators, and his
own works are considered classics in
Russian children’s books illustration.

In pre-revolutionary Russia there
was another field of book illustration -
one which broke all traditions, and was in
polemic opposition to the stylistic and
retrospective fendencies of miriskusniki.

The futurist book shocked readers
with its clumsiness, the amateur style of
its presentation, and use of some
absolutely inadequate materials (some-
times even wallpaper). The futurist book
was often very thin - almost a kind of a
brochure, printed either lithographically,
or by heliograph. Thus any hand-made
written book furned to be an original
masterpiece of its creators. The futurist
editions of Alexei Kruchenykh, Olga
Rozanova, the Burliuk brothers (David,
Nikolai and Vladimir), Velimir Khlebnikov,
Kazimir Malevich and other representa-
tives of the Russian avant-garde still
impress the reader with their expressive-
ness, absolute unity of word and image,
and by the energy of their artistic ges-
ture. The stylistic devices of the futurists
became another source for children’s
book illustration in the 1920-1930s.

The revolutionary upheaval in Rus-
sia found specific realization in children’s
books, which were published even during
the most tragic and tough times. As well
as traditional folk fairy-tales some
brochures with propaganda texts and
illustrations were also published. A folk
lubok-style is apparent, which had a visu-
al character resembling that of the "Okna
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N.A.BUNNBUH
MopBoaHOe LapcTBo.
cKu3 nancTpaumn
K pyccKoii bbinvHe
«Bonbra» (He n3paHa)
1928

ByMm. Ha KapToHe,
aKBapenb

IVAN BILIBIN
Podvodnoye tsarstvo
lllustration for

the Russian bylina
"Vol'ga" (not published)
Watercolour, paper

on cardboard

FN.HAPBYT
Jver «»

K «YKpanHcKow
asbyke». 1917

GEORGI NARBUT
Illustration "N" for

the "Ukrainskaya Azbu-
ka". 1917

LN.HAPBYT
Wnnioctpaums K 6acHe
«BopoHa u Kypuua»

B KHure «1812 roa

B GacHsax Kpbinosa»
1912

GEORGI NARBUT
Illustration for

the Fable "Vorona

i Kuritsa" for the
book "1812 god

v basniyakh Krylova"
1912
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BXOAMT Yepes a3, He yxo»', - NpoBo3-
rnacui OCHOBOMONOXHUK OTEYeCTBEH-
HOro Am3aiiHa, BnocieacTsum Gaucra-
TeNIbHO Pa3BMBLUNIA NPUEMbI, BNepBble B
NOJIHON Mepe MNpOABMBLUMECA MpPU CO-
3laHUUN KHUTW ANA JeTei.

[leTcKas KHUra, MONoAon 1N HOBbIN
BWJ, VCKYCCTBa, pa3BuBaNacb CTpeMu-
TenbHbIMK TeMnamMu. B 1920-e roabl nc-
TOPUYECKM CIOXKMOCH TaK, YTO LieHTpa-
MW 3TOr0 pasBUTMA CTaaW ABe CTOANLbI,
Metporpaa-JlennHrpag n Mockaa.

Manoit poavHoi nouty BCex Mup-
MCKYCHUKOB 6bin lMeTepbypr, 1 He yanBu-
TeNIbHO, YTO MMEHHO TaM pacLBenu 3ano-
XeHHble uMn Tpaguuun. B lMetporpage
(3atem JleHnHrpage) cpa3sy nocne peso-
JOUMIA Havana CKNaabiBaTbCA 3HAMEHU-
Tas NIeHWHrpajCKas LWKONA AeTCKON KHU-
M, DYHKLMOHMPOBABLUAA B €CTECTBEHHO-
OpraHUYecKoM BUAE Ha NMPOTAXEHWUM No-
NlyTopa AECATKOB NIeT U OCTaBMBLLAA MO
cebe 3ameyvaTesibHble NaMATHUKN.

Ha npotaxennn 1920-x n Bnnotb
Ao cepeauHbl 1930-x rofoB coBeTcKas
KHWra Ans AeTeil nepexusana HebblBa-
NbI noAbeM. YCNOBHOCTb KHUXHOTO
MPOCTPaHCTBA, MNOCKOCTHOCTb OymMak-
HbIX JINCTOB 3aBeAOMO pacrnonaraav K
TBOPYECTBY, OCHOBAHHOMY Ha HOBBIX
NIaCTUYECKMX LEHHOCTAX, BblpaboTaH-
HbIX BO «B3POC/IOM» MCKYCCTBE PyCCKO-
ro aBaHrapga. Tem 6onee 4T0 XyAOXKHU-

K, NpyiLeaLwne B eTCKYI0 KHUTY, Bbinu
MONHOMNPaBHLIMW y4aCTHUKaMU aBaH-
rapAHOro Xyf0XecTBEHHOro npouecca
3MOXM «BypU 1 HATUCKaD.

C ocoboit penbethHOCTbIO 3TO 06-
CTOATENLCTBO NPOABUNOCH B Grorpacdum
Bnagumupa Jlebegesa (1891-1967),
YbW 3acnyru B Aene CTaHOBEHUA HOBOM
JETCKOW KHWUTU TPYAHO MepeoLeHuUTb.
B 1920-1930-e roabl cpean npocteccu-
OHasoB 3a HWM 3aKpenuicA TUTYN «Ko-
pOfb AETCKOM KHUMM», a camy neHuH-
rpajCKylo LWKoMy Mo npaBy HasblBanu
«nebefeBCKOM LUKOMOND.

PaboTa B feTcKoi KHure Hayanacb
anA JlebepeBa B paHHECOBETCKME rofbl.
Ob6oraieHHbIN OMbITOM XyAOXECTBEH-
HOTO MpeTBOpeHWs 0bblAeHHO peanb-
HOCTM, XYJOXKHVK COBEPLLUNI PEBOIOLM-
OHHbI MO cBOeMy 3HauyeHuto akt. OT
TPaAVLMOHHON CKa3KW, YCIOBHOIO, Bbl-
MbILUJIEHHOTO «4ETCKOro» MUpa, KynbTu-
BMPOBaBLUEroCA MUPUCKYCHWKaMK, OH
obpaTunca K COBpPeMEHHON AeiCTBU-
TeNbHOCTW, BUASA B pebeHKe ManeHbKoro
yenoBeKa, MO3HAIOLLEro OKPYXaloLyto
XU3Hb N HYX/JAIOLeroca B HaAEXHOM 1
OMbITHOM HAcTaBHWKe, pyKoBOAMUTENe.

B uBeTtHoM nuTorpadmpoBaHHON
KHure «lpukniovenna Yyy-no» (Metpo-
rpag, 1921, onybnmkosaHa B 1922) Jle-
6eaeB NPOAOIKIN IKCNEPUMEHTATOPCTBO
PYCCKMX (YTYPUCTOB — HApUCOBAHHYIO 1

1 . o
3n Jinevukuin. MprmeyaHue He K 3Ton KHure // Anbmanax YHosuc N2 1. Bute6ek: YHosuce, 1920 (Ge3 narunaumu).

! El Lissitski. Primechaniye ne k etoy knige// Almanakh Unovis Ne1.Vitebsk: Unovis, 1920 (without pagination).

2 o o
WccnepoBarenu nctopun pycckoil KHur otmedany: «/leGeses (ero aaxe HasblBaau <KOposb AETCKOI KHUMU») BOOBLLE PacrpocTpaHsin BOKpYr cebs cuib-

Hoe BausAHWe» (UUT. no u3g.: KysHeyosa B., KysHeuos 3. LiexaHoBckuit. Jlennnrpaa: Mspatenscteo «XyaoxHuk PCOCP», 1973.C.78).

2 The investigators of the history of the Russian book stated: ‘Lebedev (he was even called "The King of the Children's Book") was really a very influential per-
sonality” (op. cit.: Kuznetzov V. Kuznetzov E., M.Tzekhanovski. Leningrad: Publishing House "Khudozhnik RSFSR", 1973, p. 78).
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ROSTa" (Windows of the Russian Tele-
graph Agency), as well as the style of
political posters, the design of propagan-
da trains and many other propaganda
devices of Soviet power.

The left-wing artists cooperated
with the new government established in
the former Russian Empire by the most
extreme left political party, the Bolshevik
wing of the Russian Social-Democratic
party headed by Vladimir Lenin. Russian
avant-gardists sincerely believed that
their world view and their aims coincided
with those of the Bolsheviks. They regard-
ed their role as fo create a new art and,
following this line, to strive towards the
creation of a new just society and a new
human being.

It is common knowledge that the
maijority of the artists had been and were
"utopists", leading a struggle for the cre-
ation of a new art adequate to contem-
porary reality. On the contrary, the Bol-
sheviks exploited the centuries-old utopi-
an dreams towards a quite different
strategic direction. But at the dawn of
the Soviet era nobody could foresee
future repressions, and the creative
activity of the avant-garde artists led
Russian art to the forefront of world art
for the first time in its history.

The connection of suprematism -
the most radical trend in the Russian
avant-garde - with the needs and require-
ment of the new political power and
simultaneously with traditional fairy-tale
motifs was vividly manifested in the book
"Suprematic Tale about the Two Squares
in Six Constructions" designed by El Lis-
sitsky in Vitebsk in 1920 (published in
Berlin in 1922). In this edition one can
see all the fundamental elements of the
new children’s book - an orientation
towards a playful visuality, and a balance
of text and plastic elements. "The book
enters through the eye and not through
the ear"', claimed the founder of Russian
design who later would brilliantly develop
the algorithms applied for the first fime in
the children’s book.

Children’s books - a young and new
kind of art - developed rapidly and ener-
gefically. In the 1920s the two Russian
capitals - Petersburg-Petrograd-Leningrad
and Moscow - become the two centres of
children’s book production.

Petersburg was the birthplace of
almost all the miriskusniki, and thus it

was only natural that the publishing tra-
ditions established by them flourished
in that city. In Petrograd (renamed Len-
ingrad in 1924), immediately after the
two revolutions, the process of forma-
tion of the famous Leningrad school of
the children’s book started; the school
had been functioning for almost fifteen
years and had produced some outstand-
ing results.

During the 1920s and through to
the middle of the 1930s the production
of Soviet children’s books developed. The
very process of their design was
extremely creative, centred on the idea
of using the volume of the book and the
space of its sheetfs to apply new plastic
compositions worked out for "grown up”
Russian avant-garde art. Further, the
artists working with children’s book illus-
tration were active participants in the
avant-garde epoch of "Sturm und Drang"
("Storm and Stress").

The biography of Vladimir Lebedev
(1891-1967), whose contribution to the
art of children’s book illustration cannot
be overestimated, is a typical example. In
the 1920-1930s he won the reputation of
a real master and was called the "king of
the children’s book'2, while the Leningrad
group was called "Lebedev's school".

Lebedev began working in the field
of book illustration in the early years of
the Soviet Republic. He already had a
unique experience of creating everyday
reality which enabled him to make a truly
revolutionary action; after breaking with
the tradition of the miriskusniki's fairy-
tale illustration with their cultivation of a
fictive childish world, Lebedev turned to
contemporary reality. He approached the
child as a small human being in the
process of exploring surrounding every-
day life, who needed a trustful experi-
enced teacher and futor.

In his coloured lithographic book
"Chuch-lo Adventures" (Petrograd, 1921 -
published in 1922) Lebedev carried on
the experimentation of the Russian futur-
ists: he wrote and hand-painted the book
himself on lithographic plates.

It was the starting point for a num-
ber of future editions illustrated so vividly
and with such expressive force that they
formed an absolutely independent part of
the book, and were often understandable
without any even very laconic explanato-
ry text. These picture books were meant

3b INCULKINI
WnniocTpauma K
eBpeNCKOoii HapoaHo
cKka3ske «Kosouka»
1919

EL LISSITSKI
Illustration for the
Jewish Folk Tale
"Kozochka".1919

HALWW NYBANKAL NN

HanMMCaHHYI UM CaMUM KHUXKKY OH Lienu-
KOM BbINOMHWIT Ha INTOrPag)CKOM KaMHe.
Heckonbko npeaBapsAs nsnoxeHue, cne-
JyeT cKasaTb, YTO Yxe Toraa Oblio nono-
KEHO Hayano uenomy pagy byaywmx ns-
AaHUI, TAe KapTUHKM Obiny HACTONbKO
BbIpa3nTe/ibHbl N CaMOCTOATENbHbI, 4YTO
He HYXAanucb AaXKe B CaMOM JIaKOHWY-
HOM TeKcTe. Takve KHUXKKM Oblnu npr3Ba-
Hbl PacLUMpUTL KPYro3op caMbIx ManeHb-
KVX AeTe, eLue He 3HaBLIKX O MUCbMEH-
HbIX 3HaKax. AnbboMbl «Bepxom» 1 «Oxo-
Ta» camoro JlebeneBa, «BoT TaK KapTuH-
Ku» n «Bcsakas BcaumHa» Bnagmumupa Ko-
Haweswnya, «BonbHble NTULbM K «[TTeH-
ub» EBrenna Yapywmna n mHorve apy-
rve Mony4Yunn KaHpoBOe ornpejeneHue
CKHUKKU-KapPTUHKIY,

HoBown3o6peTeHHble npuemsl Jle-
6ezeB yrnybun v oTwandosan B 3HaMe-
HUTON KHUxKe «CnoHeHok» ([leTpo-
rpaa, 1922) - ckaske Pegbsipaa Kun-
JINHra, nepeBeAeHHON Ha PyCCKUMn
A3blk KopHeem MBaHoBuuyem Yykos-
ckum n Camymnom flkoBnesnyem Map-
wakoM. «[lpuknoyenna Yyy-no» u
«CrioHeHOK» cbirpanu posb cBoeobpas-
HbIX MaHWU(eCTOB HOBOWN KHWUIW AnA ae-
Tell. AIMeHHO OHW 03HaMeHOBaNN PoX-
[NeHne HOBOW LWKoMbl, «nebegeBcKom
WKONMbI® KHWXHOW rpaduKu, pesonio-
LMOHM3MPOBaBLLE AETCKYl WANCT-
PUPOBaHHYO KHUTY.
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for very little children who knew no let-
ters and could not read. The albums
"Verkhom" (On Horseback) and "Okhota"
(Hunting) by Lebedev, "Vot tak kartinki"
(What Beautiful Pictures!) and "Vsyakaya
vsyachina" (Farrago, or All Sorts of Odds
and Ends) by Vladimir Konashevich, "Vol-
nye Ptitsi" (Free Birds) and "Ptentsi"
(Fledgelings) by Evgeni Charushin and
many other books defined the "picture-
book" genre.

These newly invented methods
were developed and mastered by Lebe-
dev in the famous book "The Elephant's
Child" (Petrograd, 1922), a fairy-tale by
Rudyard Kipling translated into Russian
by Chukovski and Marshak. "Chuch-lo
Adventures" and "A Little Elephant"
became a manifesto for the creation of
the new children’s book. Uniquely they
symbolized the birth of a new school -
"Lebedev's school" - of book illustration, a
graphic art that revolutionized the chil-
dren’s picture book.

If we concentrate our attention on
the most typical characteristics of Lebe-
dev’s first book "The Elephant’s Child", its
one-dimensional approach to depicted
objects, unbroken by any illusion of
space, is noticeable, as is the white sheet
of paper as the medium on which the
action takes place; the denial of any lin-
ear shape; a plasticity of images based on
the combination and opposition of picto-
rial spots; the selection of the most typi-
cal peculiarities of the anatomy and
movement of the animal body; and the
distinct contrast between generalization
and a sudden detailed elaboration of the
form. The laconic language of his graph-
ic images stressed their funny vividness
and the enthralling appearance of the
scenes depicted.

These newly worked-out principles
of book art illustration, with their strict
construction and architectonics were
based on the achievements of both
suprematism and constructivism; the
synthesis of these two avant-garde direc-
tions of art development, supplemented
by Lebedev's own discoveries in artistic
language, formed a highly special and
individual style of the artist.

There was another, no less signifi-
cant tradition in book illustration connect-
ed with the name of Georgi Narbut and his
beautifully decorated books. Such artists
as Sergei Tchekhonin, Dmitri Mitrokhin,
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"Suprematic Tale
about the Two Squares
in Six Constructions”
designed by

El LISSITSKY
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3aHoBO MpogyMaHHble NPUHLUMbI
WCKYCCTBA KHUMM, UX YETKas KOHCTPYK-
UMSi U apXWUTEKTOHMKa BoOpanu B cebs
AOCTVKEHUA U CynpeMaTn3Ma, U KOHCT-
PYKTMBM3Ma; CMHTE3 3TUX [ABYX aBaH-
rapZHbIX TeYeHWi1, AOMONHEeHHbIN cobCT-
BEHHbIMU OTKpbITUAMY JlebeneBa B U30-
Opa3uTenbHOM A3bIKe, ONpefenuIun rmy-
OOKO MHAMBWMAYaANbHbLIA CTUMb XYAOXK-
HVWKa B 3MOXy BbICLIEro paclBeta ne-
HWHIPaACKOW LUKOMbI AETCKON KHUIW.

[lpyroi, He MeHee CyLLeCTBEHHOMN
Tpaauumen B HOBOM KHUXHOW rpadu-

Ke Gblna TpaauuMA, AYLWas OT Kpacoy-
HO-AeKopaTuBHbIX KHUr leoprua Hap-
6yta. Ee no-cBoeMy WMHTepnpeTupoBa-
nm wn sonnowanu Cepreit YexoHuH,
Amutpuit Mutpoxut, FOpnit AHHeHKOB
n apyrve. Hanbonee nocnegosatenb-
HbIM CTOPOHHWMKOM W Bblpa3uTenem
3TOV TpagMuMm cTan BTOpOW cTonn ne-
HUHrpazcKow wKonbl Bnagnmunp Koxa-
wesmny (1888-1963).

B oTmnunune ot xuBonmcHo-nanu-
JapHbix obpasoB Jlebenesa, cpepoi
KoTopbix Obina 6enas GymMaxHas cTpa-
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Yuri Annenkov and others developed their depicting the landscape and interior back- ~ 2/1b MCULIKU
. . d licati £ N d inaful f Mnnioctpaumnm K Kaure
own interpretfation and application of Nar- ground so meaningful for genre scenes. «CynpemaTuIeckwii

but's approach to book illustration. Another
pillar of the Leningrad school - Vladimir
Konashevich (1888-1963) - became the
most active propagandist and follower of
Narbut.

Unlike the restrained pictorial
images of Lebedev who used the white
sheet of paper as a medium, Konashevich's
illustrations are built on a multi-subject
visual story; they are stuffed with precise
and infriguing defails, animated objects,

These revolutionary changes in the
Russian children’s picture book were sup-
ported by the instifutions concerned. In
1923 the publication of the children’s
almanac "Vorobei" (Sparrow) was launched,
which later on became a monthly magazine
"Novi Robinzon" (New Robinson). The man
who initiated and inspired the artists and
writers to group themselves around these
editions was the outstanding children’s poet
Samuil Marshak (1887-1964). In 1924 he

CKas npo ABa KBaapara
B 6-Tv mocTporikax»
1922

"Suprematic Tale
about the Two Squares
in Six Constructions”
designed by

EI LISSITSKY
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Huua, wunnoctpauum  KoHaweBunya
CTPOUSIUCH HA MHOTOCHXKETHOM U306~
pa3suTeNbHOM paccKase, OHU Obian
MOJHbI YBJIEKATe/bHbIX U TOYHbIX AeTa-
nen, ofyweBNeHHbIX NpeAMeToB, BOC-
MPOM3BOAWUAN Mei3aXHble U UHTepb-
epHble (OHbI, CyllecTBeHHble AnA Mac-
COBbIX CLLEHOK.

PeBontounoHHble M3MeHeHUA B
OTeYeCTBEHHOWN [eTCKON KHure 6buin
NOAKpenseHbl OpraHN3aLNOHHBbIMU UH-
ctutytamu. Ewe B 1923 rogy Bo3HUMK
JeTCKuiA anbmaHax «Bopobeit», nepe-
POCLUMIA 3aTeM B eXXeMeCAYHbIN XypHan
«HoBbIn POOMH30HY. aeiHbIM BAOXHO-
BUTENIEM 1 PYKOBOAUTENEM FpyMrbl Xy-
J0XHWUKOB U IMTepPaTopoB, 00beANHNB-
WNXCA BOKPYr 3TWX U34aHuin, bbin 3a-
MeuaTenbHbI AeTckuin noat C.A.Map-
wak (1887-1964). OH Bo3rnasun obpa-
30BaHHbIN B 1924 ropy [leTckuin otaen
[ocypapctBeHHoro usgatenscrsa (lo-
cu3para). JlereHaapHble AeTcKue Xyp-
Hanbl «4mx» n «Ex», yHKUMOHMpPOBaB-
wwe B JleHuHrpage, 6biny Takxke AeTU-
wamm Mapuuaka.

Boigatowmiica nutepatop KMN.Yy-
koBckuin (1882-1969) Hapsay ¢ Map-
WaKoM Ben TUTAHWYECKYH AeATeNb-
HOCTb M0 CO3JaHMI0 HOBOW NNTepaTypbl
Aans peter. HauaB B peBONOLMOHHOM
1917 rogy, Korga 6bln M3gaH ero nep-
BblA ONbIT B A€TCKON KHUre — «BaHAa n
Kpokogun» (Bnocnegcteun «Kpoko-
ann»), YyKoBCKMIN B MCTOPUM PYCCKOW
KyJIbTYpbl OCTasCs Npexae BCero coum-
HUTEeNeM JiereHAapHbIX AETCKUX CTUXOB
1 M03M, OCHOBAHHBIX HA CKa30YHbIX CHO-
KeTax, HO C NpesesibHO peanncTnyecKu-
MU JeTaNsiMM U OKOMIMYHOCTAMU: Ma-
NeHbKue fetn B Poccum 1 no ceii AeHb
He COMHeBalTCA B MOAJMHHOCTM MO-
xoxgaeHuii 3noro bapmanes v go6poro
JokTopa AibonuTa.

B HeobblyaiiHO CaTble CPOKM B
CCCP cdopmumpoBanach HoBas AeTcKas
nUTepaTtypa C LWKMpoYaluMM AmManaso-
HOM BUAOB 1 aHpoB. Ee co3parenu no-
flaranau, YTo OrpPOMHBINA CJIOXHBIA MUP
CO BCEMU ero CTOPOHaMM JLO/KeH CTaTb
JOCTYyMHbIM pebeHKy, - CBOW 3ajauy
OHV BUAENW B TOM, YTOObl MPUrOTOBUTb
ero K aKTVBHON TBOPYECKOW MW3HMU,
JaTb NpaBuUibHble B HEl OPUEHTUPbI.

TpaavumoHHbIe  QoONbKNOPHbIE
CKa3KW, raBHan AyxoBHas Nnuiia AeTei
B CTapble BPeMeHa, HUKTO He OTMeHs,
HO OHV NpeBpaTUIUCh Tenepb /nlb B
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H. HRECHINA

CENEQKA

i 8 3 0 s iy

headed the newly-formed Children’s
Department of the State Publishing House
(Goslzdat). The children’s magazines
"Chizh" (Siskin) and "Yezh" (Hedgehog)
which were published in Leningrad later
became legendary, and were also Mar-
shak’s creations.

Marshak and another renowned
Russian author Kornei Chukovski
(1882-1969) were tremendously active in
the field of new children’s literature. Hav-
ing started in 1917 with the first new kind
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3.A.BYA0TOCKUN
06n0oXKa KHUMM
H.Keckna «Cenepka»
1930

EDUARD BUDOGOS-

Kl

Cover for the book
"Seledka" by N.Keskl
1930

10.A.BACHELLOB
Wnntoctpauma K
kHure «Pagyra-ayra.
Pycckvie HapoaHble
NeCeHKM, MoTeLKy,
npubaytku». 1969

YURI VASNETSOV
Illustration for the
book "Raduga-duga”.
Russkiye narodniye
pesenki, poteshki,
pribautki”. 1969

4acTb NUTepaTypHOro Noa0BOAbA, Ha3bl-
BAEMOro KHUMM /1A feTeiny.

Buabl v xaHpbl HOBOW nTepaTypbl
BKNt0Yany B ceb6A CTUXOTBOPHbIE CKa3Ku
Ha COBpeMeHHylo ObITOBYl TeMy, Hayuy-
Ho-(haHTacTUYeCcKMe NoBecTn, mpuyec-
Kue HOBeNsbl 0 poAHO Npupoae, pac-
CKa3bl 0 COBPEMEHHOW TeXHUKeE U ee 0~
CTMXKEHUSAX, MNo3HaBaTeNbHO-HayYHble
ouepku 060 Bcex ctepax 3HaHWA - OT
mMateMaTuku ¢ 6ronoruein Ao UcTopum ¢
tdbunocoduen.

YKuBas *n3Hb BO BCEM MHOroo6-
pasuu ee NpoABNEHWI NPeNOMAANAach B
NpoOU3BeAEHUAX TanaHTAMBbLIX nucare-
neit N XyAOXHWUKOB, COCTaBMBLUMX KOC-
TAK NeHuHrpagckoro otaena locmspara.
HTy3macT Mapluak npuBieK K aeatenb-
HOCTW OTZeNa TaKux aBTOPOB, Kak Npo-
3aukun bopuc XKwutkos, Butanuin buan-
Kn, Muxaun UnbuH, Enena [aHbKo, no-
3Tbl EBrenuit Weapu, Hukonai OneitHu-
KoB, Hukonait 3abonoukunin, AnekcaHap
BeepeHckui, JaHnnn Xapmc, 1 MHOrMX
Apyrux. OHu nucanu 6e3 BCAKUX CKUAOK
Ha «HepasyMHOCTb ManbIX AeTei», nx
npovi3BefeHns ObIIN HACTOALMMHU TBO-
PeHMAMU HacToALlen NnuTepaTtypbl, A0-
CTaBNAA BbICOKOe 3CTeTMYeCKoe Ha-
CNaXAeHue 1 B3pOC/bIM YuTaTenaMm.

XynoXecTBeHHYO pefakuuio ne-
HUHrpajcKoro oTAena Bo3rnasun Bna-
avmmp Jlebenes. Ero konneramu v eamn-
HOMbIWAEHHUKaMn cTanu  Hukonan
Teipca, Hukonaw Jlanwwux n Bepa Epmo-
naeBa, a BCKOpe K HUM NpuUcoesuHu-
nuck nebefeBckue ydeHUKU Anekcei
Maxomos, EsreHus JIseHbax, TaTbsHa
Wnwmapesa, 3ayapa byaorockumit.
B koHue 1920-x rogoB nosBunacb Ta-
naHTimBaa monogexb - Hpuin BacHe-
uoB, BanentnH Kypapos, EBrennin Yapy-
WKH. 3TUM MacTepaM NpUHaANexuT 3a-
cnyra B Aene YTBEpPXAEHUA XyAoxecT-
BEHHOW CcuUCTeMbl, onpezenusliein 06-
JINK HOBOW OTEYeCTBEHHOW KHUIM AnA
JeTen.

Jlntepatopsbl, HanpaBuBLLME CBOMU
YCUIMA Ha CO3/aHne CTUXOB U Npo3bl,
paccyuTaHHbIX Ha MajleHbKUX clylla-
Tene un yuTaTtenen, B MOJHON Mepe
0CO3HaBaNM MepBOCTENeHHOe 3Haye-
HWe XYLOXHUKOB B JETCKOW KHWUre.
K.W.YykoBckuin, aBTop «TpuHapuatu
3anoBejei ANA AeTCKUX NO3TOBY, FOBO-
pA 0 nepBoi 3anoBeau, NosicHUA: «Bes-
Kaf moaMa Ans JeTeil JOMKHA ObiTb
rpaduyHa. M6o cTuxK, counHsemble

JeTbMU, TaK CKa3aTb, CTUXOBbIe PUCYH-
KW... Te CTUXWM, C KOTOPbIMU XYAOKHUKY
Heyero fienaTb, COBEPLIEHHO HEMPUTOA-
Hbl Ans pe6aT>

Cpenun BUAOB 1 XaHPOB AeTCKON
nMTepaTypbl, NOPOXKAEHHbIX 00OLLECTBEH-
HbIMU Mu3MeHeHuaMn B 1920-e roapl,
0cobeHHO npuMeyaTesbHbIM Bbln KaHp
KHUIM Hay4YHO-NO3HaBaTeNbHOW — eMy
He Obl0 aHANOMMI B MPEXHEN XKU3HU.

HoBbIn MMp Hacenanu HoBble Be-
WKM: OT YyAa TEXHWKW - a3ponnaHa, Ao
3/IeKTPUYECKOI N1aMMNoYKu, Npeobpasuns-
Wwew NpeXHWi BbIT. 3TV Bewwmn U npeame-
Tbl ObIIN 04ENI0BEYEHHBIMU, MHTEPECHbI-
MU, A06PbLIMU — BOCTOPT NepeA UX pasyM-
HOW rapMoHUeii ¢ npefenbHON Bblpasu-
TeNbHOCTbHIO BOMIOTUNCA B KHUMXKax Mu-
xauna LexaHoBckoro (1889-1965),
YAVBUTENbHOTO HOBATOPa, LUarHyBLUEero
M3 YCNOBHOIO MpOCTPaHCTBEHHO-Bpe-
MEHHOro M3MepeHUA KHUMM B peasbHoe
NpOCTPaHCTBEHHO-BPEMEHHOe U13Mepe-
HWe KnHemartorpada.

Mpunasa B ATCKYI0 KHUTY B Cepeam-
He 1920-x ropos, LlexaHoBckuid cpasy
3asBUN 0 cebe KaK 0 XyAOXHVKe, yMeB-
LWeM KpYMHO 1 3aHMMaTeNlbHO MpejcTa-
BUTb «MCUXONOTMYECKUNIA» MOpTpeT Toro
WAN MHOTO npeAMeTa ¢ Nto60BHbBIM BOC-
npov3BeAeHVeM ero YCTpOWCTBa, C Ae-
MOHCTpaLveit Hanbonee «pu3NOHOMM-
yecknx» petanein. Cneuymduyeckum
CBOWMCTBOM pucyHkoB LlexaHoBckoro
Obina cBoeoOpasHas Marusa npeacTas-
NIEHHbIX BeLLel; eMy, KaK HUKOMY Apyro-
My, yAaBanocb pacckasaTb 0 Mo33uu
TEXHUKM, M033UU 0BbIKHOBEHHbIX OpY-
AV TpyAa — NpU NpefesbHON KOHKpeT-
HOCTU U OCTOBEPHOCTU UX 06/IMKa.

MHorne KHWXKM LiexaHoBcKkoro
6bin co3paHbl B coaBTopcTBe ¢ bopu-
coMm KuTkoBbiM (1882-1938), nucare-
neM, yBfle4eHHO W YBleKaTenbHO pac-
CKa3bIBaBLUEM JeTAM O NOAJIMHHbIX, He-
BbIAYMaHHbIX Yyfiecax OKpyxaBLUero nx
peanbHoro mupa.

C nmeHem bopuca Xutkosa 6bina
ornocpefoBaHHO CBA3aHa KHMXKa Map-
waka «[outa» (nepBoe u3faHve -
1927), ctaBlan cyabboHocHoi ans Lle-
XaHOBCKoOro. B MapluakoBcKux cTmxax
Halna oTpaXKeHWe peasnbHasA UCTOPUA:

3 . . .
Yykosckuli KopHell. TpuHapuate 3anosejein ansa Aer-
CcKnx no3ToB // Kuura - getam. Mocksa, 1929.Ne 1.C.13.

3 Chukovski Kornei. Trinadtzat' zapovedei dlya detskikh
poetov. In: Kniga - detyam. Moscow,1929, Ne1, p.13.

of children’s book - "Vania i Krokodil"
(Vania and the Crocodile) - later it was
published as "Crocodile”, the first of its
kind, Chukovski remains in the history of
Russian culture as the author of popular
children’s poems in which he used fairy-
tale subjects, though introducing
absolutely realistic details. To this very day
little children in Russia believe in the
“true" adventures of the evil Barmalei, and
the kind doctor Aibolit (the proper name
derived from the two Russian words: "Ai"
(Oh) and "Bolit" ("It hurts me"))...

In a surprisingly short period of
time a new children’s literature with a
wide range of literary kinds and genres
was formed in the USSR, whose creators
considered that the enormous and com-
plex world should be accessible to the
child. Their task was to prepare a child for
an active and creative mode of life, to give
an orienfation fowards a correct life.

Nobody rejected traditional folklore
fairy-fales - the main spiritual source in
previous times - which constituted only a
part of the literary flood which was titled
"books for children”. The genres of the
new literature embrace poetic fairy-tales
about contemporary everyday life, sci-
ence-fiction short novels, lyrical novel-
ettes about Nature, stories about contem-
porary technical achievements, as well as
educational popular-science essays on all
spheres of knowledge - mathematics and
biology, as well as history and philosophy.

Life in all its diversity was depicted
in the literary works of the talented writ-
ers and artists who formed the core of
the Leningrad Department of Goslzdat.
As a real enthusiast Marshak attracted
and cooperated with such authors as
writers Boris Zhitkov, Vitaly Bianki,
Mikhail llyin, Elena Danko, and poets
Eugeni Schwartz, Nikolai Oleinikov, Niko-
lai Zabolotski, Alexandre Vvedenski,
Daniil Kharms and many others. They
wrote without making any allowances for
"inexperienced little children". Their
works were examples of real literature,
producing the highest aesthetic effect on
grown-up readers also: this was the most
typical characteristic of the golden age
of children’s books. The "children’s"
poems of Vladimir Mayakovsky belong as
much to "high" poetry as do his other
famous poems for "grown-ups".

Vladimir Lebedev headed the artis-
tic editorial board of the Leningrad

department. Nikolai Tyrsa, Nikolai Lap-
shin and Vera Yermolaeva became his
colleagues and co-workers. Some time
later Lebedev's disciples Alexei Pakho-
mov, Eugenia Evenbach, Tatiana Shish-
mareva and Eduard Budogoski joined
them. At the end of the 1920s some tal-
ented young artists - such as Yuri Vas-
netsov, Valentin  Kurdov, Eugeni
Charushin - appeared on the scene. It
was they who worked out and created a
new artistic system which determined
the design of the new Russian children’s
book.

Those men of letters who concen-
trated their creative efforts on works of
poetry and prose meant for young read-
ers and listeners were aware of the pri-
mary importance of illustrators and
artists. Chukovski, the author of "Thirteen
Amendments for Children’s Poets", gave
the following commentaries to the first
amendment: "Any poem meant for chil-
dren must be graphical, because poems
written by children are, so fo speak, poet-
ical drawings... Those poems which are
not provocative for an artist, won't do for
children™.

Among all the kinds and genres of
children’s literature generated by the
social changes that took place in the
1920s the most peculiar genre was that
of the popular-science book, which was
without previous analogues.

The new world was full of new
things - like the aeroplane or the elec-
tric lamp - which completely changed
everyday life. In the eyes of many these
things were humanized, interesting and
kind objects, and Mikhail Tsekhanovski
(1889-1965) managed to realize and
visualize in his books a popular admira-
tion for this reasonable technical har-
mony. The artist himself was an out-
standing pioneer in book design who
turned a conditional spatial-time dimen-
sion of the book into the real spatial-
time dimension of cinema.

Tsekhanovski turned to children’s
book illustration in the mid-1920s and
immediately revealed an ability to present
a "psychological” portrait of different
objects, showing the smallest details of
the mechanisms concerned and demon-
strating their most typical details. The
peculiarity of Tsekhanovski's drawing was
the special magic of the objects depicted;
he created poetic works even when draw-

H.H.KYMPEAHOB
06n0XKKa K KHUre
b.J1.MactepHaka

«3BepuHewy. 1929

nucbMo, nocnaHHoe XXUTKoBy, nponyTe-
LIEeCTBOBAAO 3@ HUM MO MHOTMM CcTpa-
HaM 1 Halno CBOero ajpecarta, Nullb
BepHyBLWUCb 06paTHO B JleHuHrpas,.

OuHamnynas «[outa» LlexaHoB-
CKoro Gblnia NOCTPOEHA Kak cTentowias-
CA IeHTa JOPOrv — KaXAbli CneayoLwmn
pa3BopOT NpeacTaBiAn coboil cMeHy
BUJOB, @ KOHTPACTHbI MOHTaX KapTu-
HOK COCTaBMJ1 BCHO KHUXKKY L&IMKOM.

JNlornyeckoe npopomkeHue 3Tux
npuemoB nobyamno LlexaHoscKoro
CTaTb aBTOPOM pPUCOBAHHbIX WIPOBbIX
anbboMOB, MONYy4YMBLUMX KaHPOBOE Ha-
3BaHWe CKUHOKHWXKeK». B anbbomax
«bnum-bom», «Mrpa B Mauy, «[oe3a» (BbI-
wnu B cBeT B 1928) Ha cTpaHuuax Hbim
NoMeLLeHbl PUCYHKW, pa3fioXkeHHble Ha
nocnefoBateNbHble (hasbl ABMKEHUA —
npu GbICTPOM MepenucTbiBaHUM 1306~
pa¥eHue HauMHano ABWraTbCH, KaK B
MYABTUMIMKALWOHHOM (unbMe. Llexa-
HOBCKMI 1 CTan OAHUM U3 POAOHAYab-
HWUKOB COBETCKOW My/BTUNIMKaLUM - B
1929 ropy no cuenaputo C.A.Maplaka
1M Bbin BbiNyLLeH rpaduyeckuii Guabm
«MoyTa» (I yacTb).

Yueneslue mynstdunbmbl Liexa-
HOBCKOFO — CPeAW HUX YHWUKaNbHbIN
«Macmbuk 231» Ha My3biky A.OHerre-
pa - rOBOPAT 0 HEM KaK 0 TBopLe, npej-

Nikolai Kupreyanov
Cover for the book
"Zverinets" by Boris
Pasternak. 1929
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ing a simple tool, making the image con-
crete and reliable.

Many books illustrated by
Tsekhanovski were published in coopera-
tion with Boris Zhitkov (1882-1938), a
writer who told children about the true
wonders of the surrounding real world
and who made his stories interesting, fas-
cinating and enthralling.

The name of Boris Zhitkov was con-
nected with Marshak's book "Pochta"
(Post). lts first edition was issued in 1927
and became a turning point in the fate of
Tsekhanovski. Marshak's poems told a
real story: a letter sent to Zhitkov fol-
lowed his travels through many coun-
tries, and it reached the addressee only
when he returned to Leningrad.

Tsekhanovski made his illustrations
dynamic in the form of a long twisted
road: each turn of the page visualized
another sight, and such a contrasting
arrangement of pictures composed the
whole of the book.

A logical application of these algo-
rithms encouraged Tsekhanovski to
become the author of pictured play-
albums, which were named "cinema-
books". In his albums "Bim-Bom", "Igra v
myach" (Playing a Ball), "Poezd" (A
Train) - all were published in 1928 - the
drawings were set in a certain order
according fo the phases of the move-
ment. Thus if the pages of the book were
turned quickly the image started to
move like in an animated cartoon film.
Tsekhanovski became the father of the
Soviet animated cartoon - in 1929 he
made a graphic film "Post" (Part I) based
on Marshak'’s scenario.
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B.BJIEBEAEB
0Gn0XKa KHUMM
C.A.Mapaka
«YcatbIin-
nonocarbiin»
1930

VLADIMIR LEBEDEV
Cover for the book
"Usaty-polosaty”

by S.Marshak

1930

B.A.BATAT/H
MnnocTpauma K Kuure
PKunnunra «Mayramm»
1926

VASILY VATAGIN
lllustration for the
book"Maugly" by
Rudyard Kipling. 1926

BOCXWTMBLUEM BO3HUKHOBEHVE TeneBu-
3MOHHbIX K/IUMOB, CTO/b BAVATENBHOMO
B KoHue XX Beka Buaa uckyccrsa. My-
3blKanbHO-TpatuyecKkre 3KCNepuMeH-
Tbl LlexaHoBckoro umetoT cratyc nog-
JIVHHBIX LUeAeBPOB, CUHTETUYECKN cna-
ABWMX MYy3bIKY, rpaduKy, AVHaMUKY,
CBET, BpeMs.

B KoHue XX BeKa LumnpoKoe pacnpo-
CTPaHeHWe MOMYYUSIN WHTEPaKTVBHble
BUAbI CKYCCTBA, BKNtoYaBLLMe dursmnyec-
Koe obuieHue 3puTeneii-noTpebuTenei ¢
TEM VAW UHBIM NPOV3BEJEHMEM, - TPaHC-
(opmMaLuun 1 M3MeHeHWs, NPOVCXOAMB-
e B Npouecce B3aNMOAENCTBUSA, POXK-
Aanun HoBble TBopeHuA. U 3peck cnepyer
MOAYEPKHYTb, YTO 3TO KayecTBO HOBbIX
BWAOB WCKycCTBa 6blI0 MHULMMPOBAHO
1 ¢ 611ecKoM pasBUTO B COBETCKOW KHUre
Ins aeten.

Kak un3BecTHo, BenukonenHble
KHUMM MUPUCKYCHMKOB Nyylue 6bl1o He
AaBaTb B PyKU AETAM — OHW JOMKHbI Obl-
nn BnaroroBeriHO paccMaTpuBaTb Apa-
roLueHHble NUCTbI, MepenncTbiBaeMble
B3poc/biMU. BHuKaHme B ncuxonoruio
AeTell, MOHWMaHWe 3TON MCKXONOrnK
NpVBENO K BO3HUKHOBEHWIO OpPUTUHANb-
HbIX Ha4YMHAHWI, NPAMO NPOTUBOMOOXK-
HbIX My3€e/iHOMY OTHOLLUEHWIO K LeTCKOW
KHUTe, - NOABUAWCH U3[aHNA, KOTOpble
He TOoJIbKO AaBanuch pebeHKy B pyKU, HO
1 BbIIn paccynTaHbl Ha TO, YTO pebeHoK
camocToATeNnbHO GyaeT pucoBatb, pe-
3aTb, KJenTb, KOHCTPYMpPOBaTb C WX M0~
MOLLbIO 1 Ha UX OCHOBE.

Peyb npet o MHOroTvpaxHbIX U3-
AaHUAX, B KOTOPbIX JETAM npeaiaranocb
CaMMM BCTYMUTb B MWHTEPAKTUBHBIN
TBOpYecKuit npouecc. Anb6ombl Ans

pacKpalMBaHUA U BbIpe3aHus, KHUTK,
MO3BONAKOLIME MACTePUTb WIPYLIKU W
nojenku, npobyxaanu BoobpaxeHue
pebeHKa, Npuy4anu ero K pesynbTaTuB-
HOMY B3aVIMOAENCTBUIO C MUPOM.

OpHMMM 13 caMbix n3obpeTaTesb-
HbIX MacTepoB 3Toro Buza 6binv Bepa
Epmonaesa (1893-1938) u JleB HOauH
(1903-1941), 6avxaitwme cnogBuX-
HVKK 1 nocnegoBatenn Kasmmupa Ma-
nesuya. Mx anbboMbl oTAMYana HencTo-
LMMas BbIJYMKa: C MOMOLLbIO HOXHWL,
Knes, LBETHbIX KapaHzallen [etn co-
37aBany CcoGCTBEHHbI «MaTepuanb-
HbI MVpP». 3aMeyaTeNbHble KHUKKW-UT-
pywkmn «bymara v HoxHuLb» Epmonae-
Bov - H0auHa, «lokataemca. rpywkun
u3 bymary n Knea» u «Cymtanouyka»
H0anHa, nobyxaan pebeHka caMomy Ma-
CTepuTb cBoeobpa3sHble BymaxHbie n3-
Jenus, BOCNUTbIBAAN B HEM NOHMMaHMe
n owyuieHne Gopmbl, hakTypsbl, LBeTa,
KOMMO3MLUW.

CoercKkas KHWra ana jeten cra-
Nla 3aMeTHbIM SAIBJIeHWEM B eBpomnen-
CKOM 1 MUPOBOM UCKYCCTBE MEXBOEH-
HbIX AecATUneTu. Benuknit pycckui
nost MapuHa LietaeBa (1892-1941),
xmBwasa ¢ 1925 no 1939 rog B MNapu-
e B 3Murpauuu, 6bina BocxuuieHa
MaclTabHOCTbI0O HOBbLIX OTEYECTBeH-
HbIX M3aaHuin: «41o B Poccum pewn-
TeNlbHO XOPOLIO - 3TO JEeTCKasa KHUX-
Ka... Tak B MOeM JleTcTBe AnA JeTein He
nucanu..». OTMeyas «BbICOKYH KyNbTy-
py pPyKu v rnasa», LiBetaeBa 3aBepiim-
N1a CBOW aHann3 npuMeyaTesisHbIMU U B
BbICIIEN CTeneHW CrnpaBeauBbIMU
C/OBaMU: «...pyCCKas AOWKONbHAA KHU-
ra nydiwas B Muper”.

BenvKkonenHbiii B3neT, HebbiBa-
NbI pacuBeT HOBOW JeTCKON KHWUMK, B
ocobeHHOCTM B neproA ¢ KoHua 1920-x
W BMIOTb [0 €e pa3rpoma B cepeAuHe
1930-x ronoB, MMenu elle OAWH cylie-
CTBEHHbIVI WCTOK, CTbIAANBO 3aManyu-
BaeMblli B coBeTcKMe BpeMeHa. [locne
1929 roaa, roga CTaNMHCKOrO «BEIMKO-
ro nepesnomMa», KOMMyHUCTUYECKIE ULEe0-
norn Bce Gonee u Gonee arpeccuBHO

4 Mapura LisetaeBa. O HoBOWI pyccKoii Kuure // Bons
Poccun (Mapux), 1931, Ne 5-6. (LuT. no usa.: Lisemae-
8a M. 06 nckyccree / KOMMeHTapvu 1 NoAroToBKa TeK-
cta J1.MHyxuHa. M.: Uckycetso, 1991.)

4 Marina Tsvetaeva. O novoi Russkoy knige. In: Volya Ros-
sii (Paris), 1931, N2 5-6. (Op. cit: Tsvetaeva M. Ob
iskusstve. Commentaries and compilation by L. Mnukhin.
Moscow, Publishing House "Iskusstvo", 1991)

60ponnch € «HEMOHATHLIMY, YYKAbIMU
Hapoay» ABNEHWAMU B UCKYCCTBE, YK-
pennAs BnacTb TOTaAWTapHON cucTe-
mbl. Yepes Tpu roga, B 1932 roay Bone-
BbIM pelleHneM napTun v npaBuTenb-
cTBa OblIM YHWUYTOXEHbI BCe rpynnu-
POBKM B M306pasuTeNbHOM UCKycCTBe
1 06pasoBaH eAnHbIN ColO3 COBETCKUX
XYAOXKHUKOB.

He cekpert, 4To XyAOXHWKMW-aBaH-
rapavcTbl — npexze BCero cynpematut-
CTbl U KOHCTPYKTUBWCTbI = TaKxe Obiin
3aHATbl CO3MAAHMEM «BONbLIOro CTU-
NA», HAanNpaBiAA CBOW TaNnaHT Ha NPOeK-
TUPOBaHUE apXUTEKTYPHbIX 3AaHUIA, CO-
3laHMe npeAMeTHO-ObITOBOW cpefbl.
KHvKKe B 3TUX HOBbIX CTUIAX OTBOAW-
nocb MecTo, Ho He ocHoBHoe. C Bo3pa-
CTaHWeM TOHEeHUIN Ha XyAOXHWKOB-
«hopManncToB» feTcKasa KHura mnocre-
neHHo TpaHchopMMpoBanach B NpaKTu-
YecKM eJMHCTBEHHYIO cdepy, rae coxpa-
HANaCcb X0Tb KaKanA-TO BO3MOXHOCTb pe-
ann3oBaTbCA XYAOXECTBEHHbIM YycTa-
HOBKaM Obl/ibIX aBaHrapAMCTOB.

CneuunduKa KHUT anA peten ¢ ee
npuopuTeTaMmn - BU3yanbHOCTbIO, AEKO-
paTMBHOCTbIO - elle AONTo No3BonsAna
KyNbTVBMPOBaTb BbICOKME (OpMab-
Hble JOCTMXKEHWA PyCcCKOro aBaHrapaa.
JHeprua LBeTa, MIOCKOCTHOCTb KOMMO-
3uuMi, AedopMalma pUCYHKa BO MMA
BbIPa3nTeNbHOCT U HarNAZHOCTK, an-
pornpvaumsa HauWOHaNbHbIX CTUNER W
UX 0ObIrpbIBaHNe C0BHO Bbl ONpaBAbl-
BaNN NpPYMEHEHVE YCNI0BHbIX, T.e. Npex-
Jie BCEro nnacTMyeckux, NpuemMoB npu
HapacTaBLWWX TpebGOBaHMAX «peannucru-
YecKol nepeAayVt BeNMKOW couuanu-
CTUYECKOW 3MOXM.

B nepsoit nonosuHe 1930-x ropos
KHUra AN1A AeTeil NnpeBpaTUNach B HULWY
ANA BbDKMBAHWA BCeX TaNaHTAMBERLLNX
PYCCKMX MacTepoB, Ybsi Guorpadus bbi-
Nla HepaspblBHO CBA3aHa C WCTOpWen
pyCCKOro aBaHrapa, ¥ He TofIbKO 1306-
pasuTenbHoro. [MocneaHnit otpsaa pyc-
CKWX aBaHrapA1CToB B fUTepaTtype, Ha-
CNeHUKN OTeYeCTBEHHbIX ByAeTnsaH 1
Ky6odyTypucToB, No3Thl JaHumn Xapmc,
Anexkcanap Bsepenckuit, Hwukonan
OneiHNMKOB HaXxOAMNW CBOW NYTb K YNTa-
TeN0 TOIbKO B IETCKUX KHUrax.

CoBeTckue Bnactu 6bian 3aHATHI
YMCTKON W YCTaHOBNIEHUEM WAE0Noru-
YecKoro nopsAAKa BO «B3pOCNON» uTe-
paTtype v uckyccte. Jlo IETCKUX KHUT Y
HUX JOLWAN PYKWU YyTb MO3Xe — W pas-

H.ATbIPCA
006n10KKa KHUTK
b.C.XKutkoBa
«Ipo cnona»
1928

NIKOLAI TYRSA
Cover for the
book "Pro slona"
by Boris Zhitkov
1928

Only a few of Tsekhanovski's ani-
mated cartoons survived, among them his
unique "The Pacific 231" set fo A. Oneg-
ger's music. They show him as a master
who foresaw the birth of the television
advertisement, an influential kind of art
so popular at the end of the 20th century.
Tsekhanovski's musical-graphical experi-
ments are mastferpieces, synthesizing
music, graphics, dynamics, light and time.
(At the end of the 20th century interac-
tive kinds of art were used widely, includ-
ing physical communication of
viewers/users with this or that work of
art; and the fransformations and changes
taking place in the process of inferaction
gave birth to new creative works. It is
worth mentioning that this quality was
initiated and developed in the Soviet chil-
dren’s book.)

The miriskusniki's children’s book
was quite different from those that came
later. The brilliantly produced books of
the miriskusniki were not meant to be
read individually by children - they were
meant fo be admired and cherished, and
only grow-ups were allowed to turn their
pages. Consideration of child psychology
led to original initiatives very different
from that museum-like attitude: books
appeared which allowed the child to draw,
cut or construct something using them,

issued in large print-runs meant to
encourage inferactive creative activity.
Albums with blank illustrations to be
coloured and cuf out in order fo make
toys and other self-made trifles stimulat-
ed creative abilities of the children, teach-
ing them how to interact with the wider
world.

Among the most inventive masters
of this kind of art were Vera Yermolaeva
(1893-1938) and Lev Yudin (1903-
1941) - the closest co-workers and fol-
lowers of Kazimir Malevich. Invention was
the most characteristic feature of their
albums: thus children were able to create
their own "material world", using scissors,
glue and colour pencils. Absolutely won-
derful books-toys like Yermolaeva-Yudin’s
"Bumaga i nozhnitsy" (Paper and Scis-
sors) and Yudin's "Pokataemsya. Igrushki
iz bumagi i kleya" (Let's Ride. Toys Made
from Paper and Glue) and "Tschitalochka"
(Play & Count) encouraged the child to
make certain paper things, stimulating
his/her understanding and perception of
form, colour, composition and texture.

The famous Russian couple - Nina
Simonovich-Yefimova (1877-1948) and
Ivan Yefimov (1878-1959) suggested the
idea of a home theatre made out of their
books: "Teatr pyaterni” (The Theatre of
the Palm), "Tenevoy Teatr" (The Shadow
Theatre) and other books by the Yefimovs
took children to a fairy-tale world of the-
atrical performance, turning them into lit-
tle magicians.

The Soviet children’s book became
a noticeable phenomenon in European
and world art in the decades between the
wars. The great Russian poet Marina
Tsvetaeva (1892-1941), who lived in
immigration in Paris from 1925 until
1939, was impressed by the large-scale
Soviet publications. She wrote: "What is
decisively good in Russia is the children’s
book... There was nothing of the kind in
my childhood...". Pointing to "the high cul-
ture of the hand and the eye" Tsvetaeva
ended her analysis with the noteworthy
and largely deserved words: "...the Russ-
ian pre-school book is the best in the
world"™.

These outstanding achievements in
the field of children’s book art, particular-
ly in the period from the end of 1920s
through to its crushing defeat in the mid-
dle of 1930s, had another significant
source rarely mentioned in Soviet times.
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rpOM Nyylleid B MUpe [EeTCKON KHUTK
6bI1 YYAOBULLHBLIM MO CBOEW cuie 1 no-
CneacTBUAM.

B saHBape 1936 roaa 6bi10 npose-
[IleHO COBeLLaHNe Mo AETCKOW NuTepaTy-
pe B LleHTpanbHoM KomuTete Beecotos-
Horo JIeHWHCKOro KOMMYHWMCTUYECKOro
coto3a monogexun (UK BJIKCM), rpe
YHUYTOXAIOLLEN KpPUTUKe MOABEpPrnCh
KHWUMW NeHUHrpagcKou wkonbl. B «pas-
[ie», NpaBUTeNbCTBEHHOM raseTe CTPaHbl,
1 mapta 1936 roga nosBunacb nNorpom-
HasA ctatbA «O XyAOXKHMKaX-NauKyHax».
OaHOM 13 rMaBHbIX ee MULLIeHel CcTano
TBOpuecTBO Bnagumupa Jlebepesa u
Bnaavmupa KoHawesnya.

Hekwuit «KonnekTMBHBIN npeonor»
0co60 n3geBaTeNbCKMe Naccaxmu Nocss-
TN KHure «CKasku, mecHW, 3aragku»
MapLuaka B 0pOpMIEHUM U C PUCYHKaMK
JlebeneBa, NOAroTOBAEHHON K BbIMYCKY B
usgatenscree «Academia» B 1935 rogy.
B Hee BowwAW Nyyline coBMeCTHbIe Mpo-
n3BeAeHNA 3HaMeHUTON «napbl» - Xpec-
TOMaTUiiHble cTUXoTBOpeHns «Ckaska o
ynoM MbllwoHKe», «barax», «Mopoxe-
Hoe», «Llnpk», «llyaenb» n MHoOrme-mMHo-
rvie Apyrve. A HeBeZOMbIii aBTOp CTaTbu-
[IOHOCa BbIpa)an BO3MYyLUEHUE «Mpay-
HbIM pa3rysioM ypoanuBoii aHTtasum Jle-
6enesa... BoT KHura, KoTopyto nepenuc-
TbIBaellb C OTBpaLLeHMeM, KaK NaTonoro-
aHaToMuyeckuin atnac. 3pecb cobpaHbl
BCe BWAbl AETCKOro YPOACTBA, Kakue
TONbKO MOTYT POAUTLCA B BOOOpaXeHUM
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H.ONANWNH
06n0XKa KHUMM
M.Unbuna «ConHue
Ha cTone». 1926

NIKOLAI LAPSHIN
Cover for the book
"Solntse na stole”
by M.llyin. 1926

B.M.KOHALUEBUY
Wnntoctpauma

K c6OpHUKY
K.M.YykoBcKoro
«CKasku»
1934-1935

VLADIMIR KONA-
SHEVICH
Illustration for the
book "Skazki" by
Kornei Chukovski
1934-1935
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After 1929 - the year of Stalin’s "great
crucial change" - communist ideologists
were becoming more and more aggres-
sive in their struggle with phenomena in
art that were "not understandable, alien
to people”, and strove to strengthen the
power of the totalitarian system. Within
three years - by 1932 - all groups of
artists were abolished in a determined
decision by the party and the govern-
ment, and a single Union of Soviet Artists
was formed. The doctrine of "social real-
ism" declared the art of the peredvizhniki
(Wanderers) a highlight in the develop-
ment of world art, and the only method
allowed was exact correspondence to
nature and "correct" class orientation.

The all-embracing Stalinist pseudo-
classicism was to become the only reign-
ing style of the epoch. Any deviations
from social realism were declared a sur-
vival of the decaying bourgeois system
and were cursed as "formalism" and ‘for-
malists".

It is no secret that the avant-garde
artists - and most of all the suprematists
and constructivists - were engaged in the
creation of a "large-scale style", concen-
trating their efforts on architectural
design and the creation of everyday
working environments. The book had
found its place - a very modest one - in
the development of new styles. As the
prosecution of formalist artists became
more severe, the children’s book became

the only sphere of art where there
remained any possibility to realize artistic
avant-garde orientation.

The children’s book, with its specific
visual and decorative priorities, allowed
the cultivation of high formal achieve-
menfs of the Russian avant-garde for a
long period of time. The colour energy,
one-dimensional composition, a certain
deformation of drawing for the sake of
expressiveness and vividness, the use and
exploitation of national styles justified the
application of conditional methods, main-
ly plastic ones, required by the "realistic
implication of the great socialist epoch”.

In the first half of the 1930s the
children’s book became a niche, a refuge
where the most talented Russian avant-
garde masters (not only working in the
visual arts) could survive. The last team of
the Russian avant-gardists in literature,
followers of the Russian "budetlyans" and
"cubo-futurists" - the poets Daniil
Kharms, Alexander Vvedenski and Niko-
lai Oleinikov found their path to readers
through children’s books.

The Soviet authorities were busy
"cleaning up" and establishing a new ideo-
logical order in "grown-up" literature and
art; they found time for children’s litera-
ture a little later - and the crashing defeat
of the best children’s book school in the
world was awful, powerful and devastat-
ing. In January 1936 the Central Commit-
tee of the All-Union Lenin Communist
Young League held a special meeting in
order fo discuss children’s literature, at
which the Leningrad school of the chil-
dren’s book received much criticism. A
scathing article "On the Artists-daubers”
was published on 1 March 1936 in the
government newspaper Pravda, among its
targets the works of Vladimir Lebedev and
Vladimir Konashevich.

A cerfain "collective ideologist"
devoted his most insulting passages to
Marshak's book "Fairy-tales, Songs, Rid-
dles", designed and illustrated by Lebedev
(it was to be issued by the Academia Pub-
lishing House in 1935). The book includ-
ed the best collaborative works of the
famous "couple” - including their classic
poems such as "A Fairy-tale about a Fool-
ish Little Mouse", "Luggage”, "lce-cream”,
"Circus", "Puddle" and many others. The
anonymous author expressed his indigna-
tion at "the gloomy flood of Lebedev's dis-
torted fantasy... Here is the book ... one

KoMnpauvkoca... [lake 0ObIKHOBEHHbIe
BELM — CTOMbI, CTY/bsA, YEMOJaHbI, laM-
Mbl — BCE OHW WCKOBEPKaHbIl, C/IOMaHbl,
“cnaykaHbl, NpUBELEHbI YMbILWIEHHO B
TaKol Bug, YTobbl NPOTUBHO ObINO CMOT-
peTb Ha HMX U HEBO3MOXHO MMM NOJb30-
BaTbcA. CNOBHO mpoluen no Bcel KHure
MpayHblil, CBUpErbIiA KOMMpauymMKoc U
BCe WCMOPTWA, MU3ragui, Ha BCeM ocTa-
BUA TpA3HYI0 NeyaTb. A cenas cBoe
CKBepHOe Aeno, pacnucancs ¢ yA0BOJb-
cTBmeM: PucyHKu xyaoxHuka B.JleGeae-
Ba. .. IJTO0 caenaHo He oT Ge3aapHoCTy,
He oT 6e3rpamMoTHOCTM, @ HAapoUYnUTO — B
CTune AKoObl AETCKOro NMpUMKUTMBA. 3TO
- TPIOKAYeCcTBO YMCTON BOABI. ITO - «UC-
KyCCTBO», OCHOBHasi Lieflb KOTOpOro -
KaK MOXHO MeHblle MMeTb 00Lwwero c
NOANVHHOW AencTBUTeNbHOCTbIOY. 06BM-
HeHWe napTuitHoro Aybonoma 6bino He
TOJIbKO WAEONOMNYECKMM, HO U MO CyTU
Jena YrofloBHbIM, M60 «KOMMpaymKoca-
MW» UMEHOBANIUCb CPeAHEBEKOBbIE U3y~
BEpbl: OHY BOPOBANU UM NOKynanu ae-
Tell 1 3aTeM, U3ypoJ0BaB MX, NpojaBanu
JJ151 OKa3a Ha ApMapKax 1 B LMpKax.
BTopbIM 06BbEKTOM YHUUTOXEHUA

B CTaTbe «XyAOXKHWMKU-NayKyHb» Bbina
KHUra nsbpanHbix «Cka3zok» YyKkoBcKo-
ro - KoHalleBnya, BbiMyLeHHaA TeM xe
nsgartenbcrsoM «Academia» B 1935 ro-
ay. Ei noBesno Gonblie - HeCMOTpSA Ha
KPUTUKY, OHa BCe Xe ycnena yBuieTb
cBeT, a TMpax Toma Mapuwaka - Jlebege-
Ba GblN NOYTU BECh YHUUTOXEH®.

Ho yHMUTOXanuch He TONbKO KHU-
v = YHUUTOXaNuCb camm Teopubl. Jlebe-
neBy 1 KoHalueBumyy noBessno, Mx He Tpo-
HYAW, UM CIMWB» CNOMann XU3Hb W
TBOpyecTBo. Bepa EpmonaeBa, Anek-
caHap BeepeHckuii, laHnun Xapmce, Hu-
konan OneiHukos, Hukonan 3abosnou-
kuia, Bnagumnp Crepnuros, lyctas Kny-
LMC — MapTUPOJOr HECKOHYaeM — Bbln
apecToBaHbl, MHOTME paccTpensiHbl, a Ux
KHUM 1 NPOU3BEAEHUSA U3bATbI U3 O16-
JINOTEK 1 My3eeB U COXKeHbl. «Jlyylian B
MUpe» KHUra 1S ieTell nofBepriach He
TOJIbKO UZAE0NIOTUYECKNM FOHEHUAM, HO U
¢dusmnyeckum penpeccraM. OnpaBuTbCA
el yfanocb 04eHb HeCKopo.

[Jetckana kHura 1920-1930-x ro-
[0B CTana nocfieHUM BCMJIECKOM TOrO
MOTy4yero XyAOXXeCTBEHHOro ABUXKe-
HWA, 4TO NONYYWUIO B UCTOPUUN MUPOBO-
ro MWCKycCTBa Ha3BaHWe «pyCCKUN
aBaHrapay.

Anexcandpa Waykux

LKAJKA DMETE

moacmom )

PEBEHKE W 0 CUME.

TEKCT
B. MASIKOBCKOrD
- ¥ PUCYHKM
~  H.KYNPERHOEA

MOCHOBCHMM PARDYHHA

turns over its pages with a feeling of
strong disqust, like that felt at a patho-
anafomical atlas. All kinds of children’s
distortions that can be born only by the
fantasy of a "comprachicos" are gathered
here... Even such simple things as tables,
NIKOLAI chairs, suitcases and lamps are crooked,
KUPREYANOV ) . .
Cover for the book broken and dirty, depicted in such a way
"Skazka o Pete that one cannot look at them without dis-
:‘:)lsstﬁ;"erigz:y':e gust and cannot use them. As if a rough
tonkii” by Viadimir wild "comprachicos” has walked up and
Mayakovsky. 1925 down the book and marked every page of
it with his dirty footsteps. And having done
his foul business, he signs the work with
pleasure: drawings by the artist Lebedev...
This was done not because of any medioc-
rity or illiteracy of the artist, but deliber-
ately - as if copying children’s primitive
style. These are pure tricks. This is ‘the art,
and its main aim is to reach the least in
common with reality" . These accusations
of the party critic were not only ideologi-
cal, but also criminal because the name of
the "comprachicos" was used to describe
the medieval monsters who kidnapped

H.H.KYMPEAHOB
06noxKa K «Ckaske
o [MeTe Tonctom
pe6eHke v o Cume,
KOTOPbI TOHKMNIA»
B.B.MaskoBcKoro
1925

B.B.JIEBEAEB
06noxKa K KHure
«Oxota». 1925

VLADIMIR LEBEDEV
Cover for the book
"Okhota". 1925

5 o . o
XyAoxecTBeHHbI pesakTop msgatenscrea «Academia», M.M.COKONbHMKOB, rOTOBMBLLMI
KHUry Mapiuaka-JleGeaeBa K U3aaHuio, No3AHee paccKasbian, 4o 50 3K3eMnApoB emMy
6b110 MPMKa3aHO OTNPaBUTL COBETCKUM HauyasibHVUKAM, @ BECb OCTaNbHOM TUPaX Bbin ny-
weH noa Hox. KHura C.fAl.Mapwaka «Cka3sKu, necHu, 3aragku» ¢ pucyHkamu B.B.JleGene-
Ba Gbina nepemsgana 8 1971 rogy [letrnzom.

o

M.PSokol'nikov who worked at the publishing house "Academia” and edited Marshak-
Lebedev's book later remembered that he was ordered to send 50 copies to the Soviet
chief officials, and the rest of the copies were destroyed. Just a few copies of the men-
tioned above 50 ones survived. The Marshak’s book "Skazki, pesni, zagadki" illustrated by
Lebedev was issued in 1971 by the publishing house "Detgiz".
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and bought children and then, having dis-
torted their faces, sold them fo be exposed
at fairs or in circuses.

The second obiject of accusation in
the same article was the book of selected
"Fairy-fales" by Chukovski-Konashevich,
issued in 1935 by the same Academia
Publishing House. However, the latter
was luckier - in spite of all such criticism
the work was published, while almost all
copies of the Marshak-Lebedev volume
were destroyed®.

But not only were the books
destroyed - their creators were also pros-
ecuted. Lebedev and Konashevich were
lucky: they were not arrested, though
their life and creative activity was spoilt.
Vera Yermolaeva, Alexander Vvedenski,
Daniil Kharms, Nikolai Oleinikov, Nikolai
Zabolotski, Vladimir Sterligov and Gustav
Klucis - the list can be continued - were
arrested, and many of them shot, while
their books were confiscated from
libraries and museums and burnt.

The children’s picture book of the
1920-1930s was the last splash of the
powerful art movement that was named
the "Russian avant-garde” in the history
of world art. "Best in the world", it was
subjected not only to ideological prose-
cution but also to physical repression,
from which it took considerable time to
recover.

Alexandra Shatskikh

EXCLUSIVE PUBLICATIONS 85



TATE

Back to the Future
Hazaf B OyayLuee

¢rmoomonb A Ha3saHa KAA nomoMy, Ymonpoexkm
anpaumesibemsa 2asiepeu KEim bodepH 6bu1
BOIVIOWEH B XU3Hb KK pe3y/Ibmamnonbimii
B03pOXK0eHUA UCKyccmsa HedasHe20 npo-
w1020 O/19 HaCMoAWe20 U Byoywe20 NoKose-
Huti 3pumesell.

THIS ARTICLE IS TITLED 'BACK TO THE
FUTURE" BECAUSE THE PROJECT OF
BUILDING TATE MODERN WAS PRO-
PELLED BY A VISION OF RETRIEVING AND
REANIMATING THE ART OF THE RECENT
PAST FOR AUDIENCES NOW AND IN THE
FUTURE.

Bwpa Ha ranepeto »
TeiiT MopepH
1 cobop Ca. Masna

View of Bankside »
with Tate Modern
and St. Paul's
Cathedral

86 MEXIOVYHAPOOHAS NMAHOPAMA

the development

of Tate Modern

MCTOPUA CO3JaHUA

Teut MoaepH

Before the advent of Tate Modern
London did not have a Museum of
Modern Art. It had the Tate Gallery and
the idea of creating a Museum of Modern
art was born from the necessity of find-
ing more space to accommodate Tate's
burgeoning collection. The squeeze on
space was already acutely felt in
the1980s. Tate’s nineteenth century
buildings at Millbank in Southwest Lon-
don with their various additions was
totally unable to meet the demands of a
collection that comprises over 60 thou-
sand works - which covers not only
international art of the twent-ieth centu-
ry but aspires also to tell the story of Bri-
tish Art from around 1600 fo

Do noasnexus ranepeu Teut Mo-
AEPH B JloHA0He He 6bIo My3es coBpe-
MeHHOro uckyccrsa. B ranepee TewT cy-
LLlecTBOBaa KOEKLIMA NPon3BeeHUi
COBPEMeHHbIX XYA0XHVKOB, N uaes co-
34aHVA TaKoro Mysea Obiia NPOAUKTO-
BaHa Heob6XoAMMOCTbIO pasMelleHus
pacTyliero cobpanus. Octpas HexBaTKa
niowagen owywanach yxe B 1980-e ro-
Abl. 3naHue XIX Beka Ha Mun63HK (toro-
BOCTOK JIoHA0Ha), B KOTOPOM pa3mMelLLa-
nacb ranepea TeiT, fjaXe C MHOro4uc-
NIEHHbIMW MPUCTPOVKaMu BbiNo Hecno-
COBHO BMECTUTb KOIEKLMIO, COCTaBIIA-
towyto 60 TbicAY 3KCMOHATOB, B Uucne
KOTOPbIX He TONbKO WHTEpHaLMOHab-
Hoe ncKyccTBo XX cToneTus, Ho 1

INTERNATIONAL PANORAMA
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day. Its displays, however well conceived
tended to overcrowding and the archi-
tecture often vied with the demands of
much contemporary art practice - instal-
lation, video, photography were all diffi-
cult to show in its classical galleries and
sculpture halls.

Tate is a national museum and its
ambitions had always outrun the share of
the public purse allotted to it. However
the advent of a national lottery in the
1992 and the government's decision to
offer grants of 50% to major capital proj-
ects within the cultural field in celebra-
fion of the millennium gave the Tate the
opportunity it had long been waiting for.
In 1995 Tafe was finally given the go
ahead to develop a second site in central
London fo show its collection of twenti-
eth century international art.

Of course finding a virgin site in
central London presented something of a
challenge. All the options were challeng-
ing, none obvious. One of them, Bankside
power station on London’s South bank,
was particularly problematic. Not only
was it a densely built up site, dominated
by the looming bulk of Sir Giles Gilbert
Scott's 1930’s power station - full of the
complex workings of a power plant dis-
used for almost two decades, but the
building was also part-owned and sfill
operated by London’s Electricity board.
Although dramatically placed across the
river from St Paul's cathedral it was
enmeshed in an environment of post-war
government buildings, cut through with
derelict warehouses, railway embank-
ments and major roads. Far from public
fransport connections - 15 minutes walk
fo the nearest tube at London Bridge, the
elderly and unemployed in local authority
housing dominated the local community.
There were in the vicinity almost no shops
and certfainly no obvious visitor amenities
in the form of restaurants, hotels, or
smaller galleries. On the plus side the
reconstruction of Shakespeare’s Globe
Theatre on its original site was moving
towards completion next door while the
river frontage afforded pedestrian access
fo the attractions a short distance upriver
of the South bank centfre’s Hayward
Gallery and concert halls and down river
to London bridge and a developing
frontage of tourist attractions. But the
most important aspect of all was the stag-
gering size of the site - eight acres of land
for potential redevelopment - enough for
now and the future, and in its compara-
five isolation from other cultural develop-
ments it offered Tate the possibility of
being in at the start of a major piece of

88 TPETbAKOBCKAS TANEPES

urban regeneration, of working with new
audiences and making new relationships
with a local community.

The site was acquired in 1993 and
an architect was sought through an
international competition - amongst oth-
ers Rem Koolhaus, Tadao Ando and
Renzo Piano bid for the project - and the
many varied entries gave us the opportu-
nity fo consider what the options were
for a site so large and so open. Herzog
and de Meuron were a comparatively
young Swiss team and their only gallery
experience was for a German private col-
lector in Munich. However their scheme,
which left the austere and distinctive
building relatively untouched in its out-
ward appearance, presented the possibil-
ity of creating within the acutely
restrained budget a building whose inter-
nal accommodation was considerably
larger than the space the budget could
stretch fo if demolition and a new build-
ing were considered. The scheme thus
developed was to remove the entire inter-
nal structure, retaining the detailed brick
curtain walls. At the top of the building a
glass and steel structure - known as the
light beam would provide top lighting for
galleries, a brilliantly light zip of light to
signal its presence at night and vertigi-
nous view points over the river and sur-
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MABJ10 MNKACCO
Tpu TaHuyowWwme
urypbl

1925

Xoncrt, Macno
215x142,2

PABLO PICASSO
The Three Dancers
1925

Oil on canvas

215 by 142.2 cm
Purchased with a special
Grant-in-Aid and the Florence Fox
Bequest with assistance from the
Friends of the Tate Gallery and the
Contemporary Art Society 1965

© Succession Pablo Picasso / DACS,

London 2003

TaHckoe oT 1600 roga ao cerogHsAWHero
AHA. [lake ynayHo cnnaHWMpoBaHHble
3KCMOo3MLMK B cTapoli ranepee TeWT rpe-
WUAN U3NULIHENA «nepeHaceNeHHoCc-
TblO», B pe3y/bTaTe KOTOPOW apxuTek-
TYpHOE MPOCTPAHCTBO OKa3blBaaoCh CO-
MepHWYaLWMM C MpeACTaBleHHbIMUA B
HeM 3KcrnoHaTtamu, B 0COBEHHOCTM C
TPYZAHO COYETAEMbIMU C KNTACCUYECKUMU
3alaM1 Npov3BefeHUsAMY COBPEMEHHO-
ro WCKYCCTBa, TaKUMW, KaK WHCTanns-
uma, Buaeo u potorpadus.

lanepea TelT - HauWOHaNbHbIN
My3eli, HO ero (MHaHCOBble NMpUTA3a-
HWA Bcerga BbIXOAWAW 3@ PaMKU Bblje-
nfAeMblX KasHoW cpepcTB. OpgHako c
obbaBneHvem B 1992 roay, B npeaase-
PUM HOBOTO ThICAYENETWS, HaLWOHaNb-
HOTO KOHKypca cpeau yqypexaeHui
KYNbTypbl, MO pe3yfnbTaTaM KOTOpPOro
npoekt-nobegutens Ha 50% onnauu-
BajicA rocysapctBoMm, ranepee Tent
npeacTaBuiach AONrOXAaHHAA BO3-
MoxHocTb. B 1995 roay ranepes, Hako-
HeL, CMOrNa NPOAOMKUTL JaNbHelLLyto
pa3paboTKy NpoeKTa Mo CO3AaHul B
ueHTpe JloHAOHA My3eA WHTepHaLMO-
HanbHoro nckyccra XX Beka.

be3 comHeHus, HailTL HesacTpo-
€HHYI0 N/I0LWAAKY B LieHTpe JIoHzoHa Aa-
neko He npocto. 3 Bcex npeanoxeH-
HbIX Bap1aHTOB He BblI0 HW OAHOTO fAB-
HO noaxoasiero. Tem He MeHee BbiGpa-
N, Ha MepBbl B3rAj, He 0cobeHHO
ya0OHYI0 TEpPUTOPUID INEKTPOCTAHLMN
Ha baHkcang (toxHaa ctopoHa JloHpo-
Ha). OHa Gblna He CAWLLKOM MoAX0As-
el He TONbKO MOTOMY, YTO TaM pacmno-
narancs rycto HaceneHHbI paiioH ¢ ap-
XUTEKTYPHOIN JOMUHAHTON obbeMa 3ne-
KTpocTaHuuu c3apa [kainsa [Mnbepta
CKOTTa, OKpY)KEHHO LieNbIM KOMeK-
COM MOCTPOEK 3aBO/a, NYCTYIOLLETO yXKe
B TeYeHUe JBYX CTONIETUIA, HO U MOTOMY,
4TO YaCTb 3TUX MOCTPOEK A0 CUX MOP Ha-
Xoaunach B CO6CTBEHHOCTY IOHAOHCKO-
ro SHeprocoseta. M xoTs cTponTenbcTBo
Ha Oepery peku, HanpotuB cobopa
Cs. lNaBna, 6b110 AOBONLHO BLINIPbILL-
HbIM, BCE e CUTyauua OC/NOXHANachb
TeM, YTO 3JaHne My3es MO0 3aTepATh-
ca B 6ecrnopsAfoYHbIX MOCIEBOEHHbIX
MOCTPOMKax U OKa3aTbCA OTPe3aHHbIM
OT BHeLHero Mupa 3abpoLueHHbIMK TO-
BapHbIMW CKNaAaMu U Kene3HOA0POXK-
HbIMM HacbIMAMU, T.e. B CTOPOHE OT 00-
LLLeCTBEHHOIO TPAHCMOPTa, MarasvHoB,
[a 1 Bcen VMHGPaCTpPyKTypbl roposa, B
KOTOpYIO BXOAAT PecTopaHbl, OTenn u
ManeHbKue ranepen. Ho ¢ apyroi ctopo-
Hbl, Ha GnM3nexaliein TeppUTOpUK 3a-
Bepwanacb pekoHcTpykums Llekcnu-
poBckoro TeaTpa «[Mobyc» (Ha ero ucto-

rounding landscapes for audiences to its
roof fop cafe. Seven floors of galleries
and public space were to be constructed
within the north half of the building; the
area that housed the old boilers and
plant while the original Turbine Hall,
cathedral like in its height and length
would be left largely untreated as a truly
urban public space - a covered street.

Alongside planning for the opening
displays and exhibitions programme we
were also able to undertake our own pro-
gramme around and outside the build-
ing - a museum without walls - fo pro-
vide a visible and vocal presence both for
local and international audiences. Our
pre-opening programme had many
parts - large-scale projections of avant-
garde films onto the naked fagade of the
building, daylong art events in areas of
community activity such as the local
market place. Each one had a different
but interlocking purpose: to encourage
the growth of a fledging audience among
the local community and to keep atten-
tion on the project during the long and
difficult build. “Bankside Browser’, for
example, was an open exhibition involv-
ing artists in the surrounding area.
Artists were invited to submit works or
associated materials on a small scale to
be included in an archive of local art. The
archive was then available to the public
in a now disused government building
and also accessible via a special website.
The project was directed by Tate but
developed and undertaken by art admin-
istration students from a local college.
Visiting the archive was as “real’ as pos-
sible with all the lengthy museum
bureaucracies in place - catalogues to
browse, forms to fill in, gloves to wear.
The over two hundred entries ranged
from amateur painters to artists of inter-
national repute.

Other projects involved visiting
artists from abroad. We invited Mark
Dion, an American artist whose commit-
ment to institutional critic has led him to

JIYU3A BYPXYA
Knetka (Mmasa

1 3epkana)
1989-1993
Cranb, cTekno,
MpaMop, 3epKana
236x210x219

LOUISE BOURGEOIS
Cell (Eyes and Mirrors)
1989-1993

Steel, glass, marble
and mirrors

236 by 210 by 219 cm

3HTOHM FOPMJIEN
JNoxe

1980-1981

Xneb, Bock
28x220x168

ANTHONY GORMLEY
Bed

1980-1981

Bread and wax

28 by 220 by 168 cm

pUYeCKOM MecTe), [0 KOTOpPOro Jerko
[ONTU nelukoM. BBepx no peke, Hepane-
Ko, pacronaranacb ranepes XeiBapg v
KOHLepTHble 3a/bl, @ BHU3 MO peke -
JIoHAOHCKMI MOCT 1 Apyrue TypucTnye-
CKue mMapLupyTbl. [py NpoeKTpoBaHun
34aHNA Hanbonee BaXHbIM ABUIOCH TO,
yTo thacag ero 6bin obpalleH K peke, a
BOCbMM aKpOB 3eMJIN BMOJIHE J0CTaToY-
HO ANA HacTosALLero v Byayliero pa3su-
™A mysed. Kpome Toro, 3toT npoekt
CTaj HOBbIM MO CPaBHEHMIO C UCTOpUeit
pa3BUTWA APYTUX KYNLTYPHBIX yupexae-
HWI, 4TO 1 Aan0 BO3MOXHOCTb rajepee
TenT HauaTb ycTpoNcTBO U hopMUpOBa-
HVe TOPOACKOro paioHa, NpUCTYNuTb K
paboTe C HOBOVI ayAMTOpPMENt 1 Hanaxu-
BaHWI0 KOHTAKTOB C MECTHbIM coobLye-
CTBOM.

Mecto cTpouTenbHOM naowWagaKm
ytBepamnn B 1993 roay, apxutektopa
BblOpanu B pesynbrate MeXAyHapoAHO-
0 KOHKypCa - CpeAu y4acTHUKOB Obinu
Pem Kynxayc, Tapao Ango, PeHuo MuaHo.
Mobeautenamn crann Monojble LUBEN-
LapcKue apxutekTopbl Xepuor v ge
MelpoH, eAUHCTBEHHbIN My3eMHbIN
OMbIT KOTOPbIX — rafepes AnA HeMeLKo-
ro 4acTHOro KosnekumoHepa B MioHxe-
He. TeM He MeHee MpeaJsiIoXKeHHbIN UMK
MPOEKT, KOTOpbIV Npeanonaran, 4To cy-
POBbIN 1 BbIAENAOLMINCA BHELUHWUI BUJ,
3[laHNA OCTaHeTCA CHapyXW HeTPOHY-
TbIM, NMPUBNEKan CBOell 3KOHOMUYHOC-
Tbi0, BO3MOXHOCTbIO B paMKax nMetoLLe-
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rocs orpaHuyeHHoro Giofketa NocTpo-
UTb HOBOE, He pa3pyLas ctapoe. [poeKT
Xepuora u ge MelipoHa 3aknioyancs B
TOM, 4TOObl MepecTpouTb BHYTPEHHME
NoMelLeHNsA, BO3BUIHYB CBOEro PoAa
KNpnuuHble cTeHbl-3aHaBecK. Bepx 3aa-
HMA U3 CTeKNa W CTanu niaHUpoBanca
KaK WCTOYHMK OCBeLieHVA 3al0B, KaK
MasK, flenatolnii ranepero onosHaBae-
MOW iaXe HOYblO, @ TaKXKe KaK CMOTpo-
BaA NowajKa 1 Kade ana nocetntenen.
CeMb 3Taxeit 3an0B 1 30Ha pekpeaLun
LOMKHbI ObINK pacnonaratbCs B ceBep-
HOM Kpblne 3AaHWf; YacTb, B KOTOPOW
HaxoAunuch crapas GoinepHas u Typ-
OMHHbIN 3a/1, NOXOXMI 3a CYET BbICOKO-
ro 1 BbITAHYTOrO B AJIVHY NPOCTPaHCTBa
Ha cobop, ocTanacb HeTPOHYTON, CO3Aa-
BaA y 3puTensa UN3MI0 HaCTOALLEro ro-
POACKOro NMPOCTPAHCTBA — KPbITOW ynu-
Lbl.

K OTKpbITWIO TOPXEeCTBEHHbIX Me-
ponpuATUIA (BbICTAaBOK U NOKa30B) B HO-
BOM 3[j@aHVMU1 FOTOBWIACh Nporpamma u
3a ero npezenamm - «Mysein 6e3 cTeH» -
C Lenblo 3aABUTb Ny6/IMKe 0 CBOEM Cy-
LL,ecTBOBaHUW B ayAno- 1 Bugeohopma-
Te. 3Ta npesBapALan OTKpbITE Npo-
rpamMMa coCTofNa U3 MHOTMX 4YacTen -
KpynHOMacLTabHbIA NPOEKT AEMOHCT-
pauun aBaHrapfHbix GpuIbMOB, crpoe-
LMpOBaHHbIX Ha (acaf, 34aHNA; CMeHsA-
owme Apyr Apyra B TedeHne BCEro AHA
pa3HoobpasHble MeponpuATUA, BKIIO-
yasA npoBeAeHvie ApMapKku. i, Hanpu-
Mep, npoeKT «Monogexb baHkcanpa», K
y4acTUio B KOTOPOM Bbinn NMpuBIeYEeHbI
XYAOXKHVKN W3 OKPecTHbIX palioHOB
ANA co34aHNA ManoGopMaTHbIX NMPoOn3-
BefleHWN 1 JanbHelllero BKIYeHWA
3TUX paboT B apXMB UCKYCCTBA MECTHO-
ro coobwecrsa. Bnocneactsumn apxvs
6bin BbicTaBneH Ha Bceoblee 0603pe-
Hue B Gnu3nexalweM 3abpoleHHOM
3[,@aHUK, @ AOCTyN K HeMy obecreyeH B
MHtepHeTe. MMpoekToM pyKkoBoguna ra-
nepena TeinT, HO NpoBOAWUNA €ro U Kypu-
poBana rpynna CTyAeHTOB MeCTHOrO Xy-
AOXecTBeHHoro Konnepxa. lMocetntb
3TOT apxuB Obl10 He MeHee CNOXHO,
yeM no6oIN My3enHbI apXuB, T.e. C COo-
6110AeHMeM Bcex He0BX0ANMbIX B 3TOM
cnyyae dopmanbHocTel: paboToin ¢ Ka-
Tafnoramu, 3anonHeHveMm TpeboBaHuiA,
HafileBaHMeM CreuuanbHbIX MepyaTok.
Bonee yem aBe COTHU XyAOXKHUKOB-/IO-
OuTeneil M XyLOXHWUKOB C MWPOBbIM
MMeHeM MOCeTUIN 3TOT apXUB.

B zpyrvie npoekTbl BOBNeYeHbl 1
3apybexHble aBTopbl. bbin npurnawen
Mapk [InoH, aMepuKaHCKNA XyA0XHUK,
MMeoLLMI onbIT paboTbl B KayecTBe UH-
CTUTYLIMOHANBHOTO KPUTMKA CO MHOTU-
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A3BU XOKHW. Tpomkuii Bbinneck. 1967
Xoncr, akpun. 242,5 x 2439

DAVID HOCKNEY. A Bigger Splash. 1967
Acrylic on canvas. 242.5 by 243.9 cm

MW KOJNEKLMAMU, KOTOpbIA crocobeH
OpraH130BaTh PsAJ NMPOEKTOB C NpuBJe-
YyeHMeM MecTHoro coobuiectsa. [JMoH
VHWULMMPOBaN NETHUIA «apxeonoruyec-
KU NPOeKT», B X0fie KOTOPOro KOMaH-
Abl BONOHTEPOB MpoyecbiBanu Geper
Tem3bl okono ranepeun Tent MogepH n
BputaHckoi TeiT, yToObl Ha npumepe
HaMAEHHbIX «OCTaHKOB» MOKas3aTb WX
pasHyto uctoputo. «Haxogku» 6bin
pacuuileHbl, «aTpubyTpoBaHbI», Bbl-
cTaBieHbl AnA 06CYyXAeHMA; npeAcTa-
BUTENN MECTHOTO paiioHa, PeyHon no-
JIMLMK, 0BLLECTB MO U3Y4EHWNIO JIOKasb-
HOM UCTOPUM MPOYUTANMN KypC NeKLUA,
3aTeM BCe KCMOHATbl BbICTaBMAM B Ka-
OVHeTe, HanoMWHalOLWeM HeMeLKyH
Wunderkammer.

06a npoeKra 6binK CBA3aHbI C Me-
CTOM, rfe pacnonoxunacb ranepea Tent
MogzepH, = OHW OCYLLEeCTBAANNCL OAHO-
BPEMEHHO CO CTPOUTENbCTBOM, a WX
KNtoyeBble acmeKTbl CTann TeMON Auc-
Kyccuii no moBojy TOTo, KaK AOMKHa
ObiTb MpepcTaBfieHa KosieKuua rane-
pev TeiAT B HOBOM 34aHUN.

B uenom ranepes TeiT 06beanHs-
€T AABe KOMNEeKLMU - 3TO KonneKuus 6pu-
TaHCKOro MckycctBa HaumHaa ¢ 1600
rofia 1 KonneKkuusa UHTepHaLMOHaNbHO-
ro uckycctsa ¢ 1900 roaa no cerogHsL-
HUI aeHb. O6a cobpaHua UMeT cBou
oTnnunTeNbHble ocobeHHocTw. MepBoe
npeacTaBnAeT MOMHbIA oxBaT GpuTaH-
CKOro MCKyCCTBa, MO 3TOMY pasjeny
MOXHO NMPOCNeANTb B3NeTbl U NajeHus
uckycctBa BennkobputaHum, oTMeTUTH
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work with many collections, fo work with
community groups in the local area. He
initiated a summer-long archaeological
project in which teams of volunteers
combed the riverbank beaches at Tate
Modern and the old Tate in search of
remnants of their different histories.
Roman oyster shells told of Southwark’s
ancient past just as quantities of bones,
clay, bottles and nails evoked the many
industries, which have flourished, and
then declined along the riverbanks. More
recent artefacts including voodoo dolls,
Arabic poetry in a bottle, bullet car-
tridges as wells as shards of human bone
evoked the darker side of London's
recent past. The Finds were cleaned,
identified and laid out for discussion and
debate by visiting lectures from the aca-
demic world, the community, the river
police and local historical associations
and then displayed in a cabinet, wonder-
fully evocative of a private collector's
Wunderkammer.

Both projects dealt with the map-
ping the terrain, with organising data

and inferpretation - key aspects of a col-
lection in a process that was in someway
parallel and certainly informed the
lengthy discussions that were taking
place with colleagues about how fo pres-
ent Tate’s collection in the new building.

Tate’s collection is really two collec-
tions - one of British Art from 1600 and
the other a collection of infernational
modern art from 1900 to the present
day. The two collections have distinct
characteristics. The British side is a
broad survey telling many stories in
depth, the highs and the lows, the great
works and the lesser-known genres, the
national and the regional. The interna-
tional collection is smaller, patchy in its
coverage of history - very littfle German
or ltalian art for example but with areas
of strength such as Surrealism or
Abstract Expressionism and a number of
individuals such as Rothko, Pollock,
Dubuffet and Giacometti represented in
depth. Its holdings are stronger in the
decades following the 1960s and its col-
lection of video and installation from the

early 1990s is very distinguished. Within
Tate's collection read Western European
and North American for "International’,
Britain’s links with her former colonies or
her present diasporic communities are
barely represented. The histories told are
predominantly white, male and straight-
forwardly modernist. Little art from out-
side the conventional mainstream of
western art history is represented and lit-
tle art that challenged the political hege-
monies of its day.

The decision was taken in the early
1990s to maintain the cohesiveness of
the collection within one single institu-
tion but to divide it into distinct areas of
display in separate buildings: British Art
at the old Tate, International Art at the
New Tate with a variety of different
approaches at Tate’s two regional outsta-
tions, Tate St. Ives in the South West of
England and Tate Liverpool in the North
West. Of course what looked seamless on
paper was and continues to be necessar-
ily complicated by the history of Twenti-
eth Century Art and the desires of both
Tate Britain and Tate Modern to involve
the more international practitioners from
Britain in their own displays. Are Gilbert
and George or Damien Hirst British or
International? At the onset of debates
about our future many British Arts raised
concerns about their potential ghetoisa-
tion. The result of the ensuing debate
was that displays of the collection on all
sites would be open to change with Bri-
tish artists being shown sometimes in a
British, sometimes in an international
context.

Other constraints reinforced this
decision. Like other museums across the
world exhibitions of major artists and
important themes are part of the regular
programme - Tate Modern itself makes
at least six temporary loan exhibitions a
year and for these we depend on the gen-
erosity and willingness to lend of other
public and private collections. In return,
wherever possible, Tate must lend from
its own collection. Our local audiences
treasure our most iconic works, Picasso’s
“Weeping Woman', Matisse’s “Backs/,
Dali's “Mountain Cannibalism’ to name
just three - but they are also those most
desired by others. These are movable
feasts within an ever more infense inter-
national cultural entertainment industry.
At the same time political imperatives
within Britain, most especially the impor-
tance of regional cultural development,
have encouraged Tate to establish part-
nership schemes with smaller museums
around Britain, to show national treas-

ures beyond the metropolis of London.
On a reqular basis small displays from
the collection, often focussing on a hand
full of important works are put together
in collaboration with these museums for
local audiences who rarely, if ever, travel
to the Capital city.

We started planning for the installa-
tion of the permanent collection at the
end of 1997 with just over two years fo go
before opening. We were looking for new
ways fo show a collection in a new muse-
um. As part of that thinking process we
attempted fo explore every conceivable
model. The conventional model and one
that had served the old Tate well was that
originated by Alfred Barr, founding direc-
tor of the Museum of Modern Art in New
York. Barr mapped out a chronological
genealogy of modernism with the well-
known isms of avant-gardism’s as its gen-
erative growth points. By the end of the
twentieth century, after three decades of
post-modernist practice and an equiva-
lent period of revisionist art history Barr's
model seemed to us unnecessarily restric-
tive. It seemed to us that this teleological
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€ro BeJIMKMX MacTepoB U y3HaTb MeHee
N3BECTHbIX aBTOPOB, YBUAETb NCKYCCTBO
LleHTpa 1 pervoHoB. MHTepHaunoHanb-
HasA KONNeKUUs MEeHbLLE M He OfMHAKO-
BO MOJIHO UNIIIOCTPUPYET pa3Hble Nepuo-
Abl UCTOPUW WUCKYCCTBA — B Hell Mano
MPOV3BeAEHUIN HEMELKUX WU UTaNbsH-
CKWX aBTOPOB, HO €CTb U CUJIbHble CTO-
POHbI, HanNpuMep LIMPOKO MpeAcTaBJie-
Hbl cloppeanu3M 1 abCTpaKTHbINA 3Kc-
NpeccuoHn3M, MoHorpaduyecku noka-
3aHo TBOpyectBO PotKo, [Monnoka, [e-
6lodde 1 Mxakomertu. Takke K cunb-
HbIM CTOPOHaM KOMNEKUMU OTHOCUTCA
nckyccrso nocne 1960-x rogos, B TOM
yncne nepBOKNACCHaA KOMMeKUMsA Bu-
Aeo ¥ uHcTannAaumin paHHux 1990-x. B
KonneKumu ranepeun TeiAT 3anagHoeBpo-
neiicKkoe 1 ceBepoaMeprKaHCKoe uc-
KyCCTBO CYMTAeTCA WMHTepHaLMOHab-
HbIM. BpuTaHCKMe KOMOHUM U Hauuo-
HanbHble auacnopbl bpuTtaHun npep-
CTaBNleHbl HE3HAYUTENIbHO. IKCNO3nLNA
COCTOUT B OCHOBHOM 13 NpOU3BeAEHU
XYLOXHUKOB-MYXYNH €eBpOMenicKoro
nponcxoxaeHus, pabotaBwux B obnac-
T MozepHu3Ma. B ranepee TeldT uckyc-
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chronology fold an important history but
that its history was only one possible his-
tory among many. At the beginning of a
new century it was our ambition to pres-
ent history as a series of stories, to repre-
sent complexity and multiplicity, density
and divergence and fo reflect an expan-
sion of the field of art practice as well as
an expansion in the fields of interpreta-
fion. Above all we wanted to turn things
upside down and reflect contemporary
perspectives on the art of the past. We
wanted to address the past history of the
work in the collection from the vantage
point of the present.

This radical thinking helped us
define a new set of ambitions. The
notion of working backwards from the
present fo the past encouraged us to
plan for displays without regard to his-
toric hierarchies between media. Con-
temporary artists move seamlessly
between media. Someone working in
video may also make photographs or
sculpture. Plenty of painters also work
in installation. Works on paper are often
as large and as heavily worked as old
master paintings. We would, therefore
show all media without distinction or
separation within the gallery. At the
same time the desire to furnish practi-
tioners with a sense of the history of the
mediums they work with led us to seek
ways of representing media, such as
photography, which Tate had not hither-
fo been associated outside the contem-
porary field. Long discussions with the
V&A museum which houses, amongst
other things, the National Collection of
the Art of photography led fo an agree-
ment whereby we should freely borrow
from each other’s collections. Photogra-
phy can now be seen at Tate Modern in
the confext of visual culture, at the V&A
in the context of applied art.
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CTBO APYrMX CTpaH MOKa3aHO MeHee
npeAcTaBUTeNbHO, 4TO 00ycnoBieHo
M3MHCTPMMOM 3anafHoi MCTOpUM UC-
KyCCTBa, @ TaKKe He0CTaTO4HO Mpow3-
BeAeHWi XyAOXKHUKOB, TBOPMBLLKX, Bpo-
cas Bbl30B COBPEMEHHOMY WM MOAWUTU-
UECKOMY peXumy.

PeweHvie noaaepxatb o6beanHe-
HWe KOJIEKLMIN B paMKax O4HOT0 UHCTU-
TyTa, HO pa3fenuTb UX Mo pasHbIM Tep-
PUTOPUAM 1 MO Pa3HbIM 3AaHWAM BblNo
npuHaTo B Havyane 1990-x rogos. B pe-
3ynbtate BpPUTaHCKOE MCKYCCTBO Haxo-
AVTCA B CTapow ranepee TeiT, MHTepHa-
LMOHaNnbHOe MCKYCCTBO — B HOBOW,
BK/OYaA pernoHanbHble Guavanbl B
CeHT-AiBC, Ha toro-BocToke AHImIUK, 1 B
Jlnepnyne, Ha ceBepo-3anaje CTpaHbl.
OpHako TO, 4TO Kasanocb MpoOCTbIM Ha
Bymare, 6bI10 1 NPOAOMKAET OCTAaBATLCA
LOBONIbHO CIOXHbIM 0COGEHHO B OTHO-
LWeHnn nckyccrBa XX CToneTus, Tak Kak
ob6e ranepeu, bputaHckas Teit u Teit
MogepH, CTpeMATCA BKIIOYMTL B CBOM
3Kcnosmumn 6Gonblue NpPon3BeAEHUI
OpUTaHCKMX aBTOPOB, MPAKTUKYIOLMX
no Bcemy Mupy. Asnatotcs nm [unbept n
[Ioxopmx vnn Jamunan Xepct 6putaHcKu-
MW XYLOXKHUKaMW WA WMHTepHaumo-
HanbHbIMW? B pasrape anckyccum o Ha-
wem Oyaylwem MHorve GpuTaHCKue Xy-
AOXHVIKN NMOAHANN BOMPOC O CBOEN BO3-
MOXHOW M301ALMM MO HaLMOHaNIbHOMY
npusHaky. B pesynsrate febatoB pele-
HO, YTO BbICTaBKM 3TUX MacTepoB ByayT
NMPOXOAUTb Ha BCEX TEPPUTOPMSAX, UHO-
rAa B KOHTeKcTe OpuTaHCKoro, vHoraa
WHTEepHaLMOHaNbHOIO NCKYCCTBa.

Mpoune obcToATENbCTBA TONBKO
yKpenunu 3To peleHve. B Teit MogepH,
KaK 1 B ApYrvx My3esx Mo Bcemy mMupy,
KOTOpble MMET NporpaMMy opraHu3a-
LMW BbICTABOK KPYMHbIX XYAOXKHVKOB 1
3KCNO3ULMIA, NOCBALIEHHbIX 6GONbLINMM
HanpaBleHVAM B UCKYCCTBe, NPOXOAWUT
MUHUMYM LLIECTb BPEMEHHbIX BbICTaBOK
B rof; OHW COCTOAT W3 MPOW3BEAEHWNA,
KoTopble ranepes TeiT Geper ans Bpe-
MEHHbIX BbICTaBOK W3 Jipyrnx myseeB u
yacTHbIX Konnekumid. Mo Bo3BpaLleHun
OJlO/KEHHbIX IKCMOHATOB ranepes TeiT
06A3yetca BblfaBaTb paboTbl U3 CBOEN
Konnekumun. Hanpumep, 3HaMeHuTble
WwezeBpbl, NpuHaanexalmne Tent Mo-
AepH, «Mnavywan »xeHwwmHa» [1.Mukac-
co, «CnuHb» A.MaTucca, «lopa KaHHKba-
nusma» CJlanu yaile Bcero XoTAT nojy-
UUTb ANA 3KCMOHMPOBAHUA. 3TV Npown3-
BeJleHWNA CTanu CBOEro poja «nepeaBumk-
HbIMM MpasgHMKaMu» BHYTpM (ceiuac,
KaK HUKOrAa, CUbHOW) MeXAyHapoAHOM
WHAYCTPUM pa3BrieveHnii B cepe Kynb-
Typbl. B T0 e BpemMaA nonuTuyeckue pea-

nmn B bprTaHum TaKoBbl, YTO BaXHOCTb
pervioHanbHOro KynabTypHOro pasBUTUA
BCAYECKW NOAYEPKMBAETCA, 3TO NOABUI-
no ranepeto TeiT ycTaHOBMTb NapTHep-
CKMe OTHOLIEHWA C ManbiMU My3eAaMu
BputaHum ¢ uenbilo NokasbiBaTh HaLwo-
HanbHOe J0CTOAHME 3a Npejenamm MeT-
pononuu. lanepes TelT B COTPyAHUYeCT-
Be C MajbIMW My3eAMU AenaeT HeboNb-
Wne BbICTABKW, COCTOALLME W3 MepBo-
CTeneHHbIX paboT, ANA NoKa3a MeCTHbIM
XUTENAM, KOTOPbIe PefKO, @ MOXET U HU-
Koraa He e3AAT B CTonuLy.

YcTpoiicTBO NOCTOSHHOWM 3KCMO3U-
LMK Hayanu nnaHnpoBsathb B KoHue 1997
roaa. B npouecce 06ayMbiBaHWA Mbl Uc-
Kanu HOBble MyTW MOKasa Konekuuun B
My3ee, MbITannCb paccMoTpeTb obyio
BO3MOXHOCTb. TpaAMuUMOHHAA MoAenb
3KCMOHMPOBAHWS, KOTOPas yCreLwHo pa-
6otana B crapoi ranepee Teit, Obina
npensioxeHa B cBoe BpemAa Anbdpesom
Bbappom, ocHoBaTenem u AVpeKTOpoM
Myses coBpemeHHOro nckyccrsa B Hbto-
Mopke. Bapp coctaBun reHeanoruyec-
Koe ApeBO MOJilepHU3Ma (C XOpOoLLO K3Be-
CTHbIMU BCEM «M3MaMu» aBaHrapAv3ma)
¢ 0603HayeHNeM OCHOBHbIX BEX ero pas-
ButuA. K KoHuy XX cTonetus, nocne tpex
JECcATUNETNIA NOCTMOAEpPHU3MA U CBS-
3@HHOTO C HUM PEeBU3NOHUCTCKOO Me-
pvoAa B UCKyCCTBO3HaHMK, Mogenb bap-
pa Ka3anacb 6e30CHOBaTe/bHO OrpaHu-
4eHHOW. X0Tb 3Ta TeNeoN0rnyecKas xpo-
HONOTWA BaXHa, HO OHa ObiNa NNLWb of-
HOM BO3MOXHOWN M3 MHOrMX. B Hauane
HOBOrO ThbiCAYeNeTUAs Mbl CTPEMUANUCH
NpeAcTaBUTb UCTOPUIO MCKYCCTBa Kak
LleNylo Cepuio UCTOpUIA, NoKasaTb BCIO
CNOXHOCTb, MHOroo6paswue, HacbllieH-
HOCTb W NecTpoTy, OTpPasuUTb paclumpe-
HWe 061acTN XyAOXeCTBEHHOW NpaKTy-
KW TaK e, KaK 1 ee nHtepnpetauuu. Mo-
MUMO MpPOYEro Mbl PUCKHYIU nepeBep-
HYTb MPUBbIYHbIE BELUM C HOT Ha ro/oBY,
MpOoeLMpyA COBPEMEHHbIE MepCrneKTUBbI
Ha VMCKYCCTBO MPOLLIOro.

Bnarogapsa cronb paauKanbHoMy
MbILWNEHNIO Mbl OMpejenuan HoBbIf
Kpyr 3agauy. MpuHumn paboTbl - «cMoT-
peTb Ha3ap B Oyayluee» - NOMOr NAaHW-
poBaTb BbICTaBKYW, GecrnpenATcTBEHHO
o6pallanch K pa3HbIM BUAAM UCKYCCTBA.
HecomHeHHO, coBpeMeHHble XyAOXHU-
KW, cnesya 3Tomy, cBoboaHo obpaluatoT-
CA K pasnMyHbIM BUAAM UcKyccTBa. Kro-
To paboTaeT C BMAEO, HO MOXET TaKkKe
(doTorpadurpoBartb, Aenatb CKyNbNTypy 1
nHctannaummn. MpousseaeHus, Bbinon-
HeHHble Ha Oymare, nogyac He MeHee
MacLUTabHbl U TWATENbHO CAenaHbl, 4eM
npon3BeseHnA «cTapbix Mactepos». o-
3TOMy B rajepee Mbl MoKasbiBaeM 6e3

If these were among the ambitions
that emerged within our thinking we
were equally guided by constraints and |
have already spoken of the need to orig-
inate a model for the display of the col-
lection that would embrace change and
allow for different parts of the collection
to rotate. The other main area of con-
straint was the nature of the building
itself and by the time the curatorial team
was in place key decisions about gallery
circulating, visitor access, lighting, sur-
faces efc had already been taken. Two
floors of gallery accommodation had
been identified for the permanent collec-
tion, on levels 3 and 5 with the forth floor
between them assigned to temporary
loan exhibitions. Each floor comprised
two wings, with the chimney and circula-
tion areas behind it bisecting the build-
ing. We had, in essence four relatively
discrete, suites of galleries. The old Tate,
with its galleries continuously intercon-
necting on a single gallery floor had suit-
ed a continuous chronological deploy-
ment of the collection. It was possible for
the serious visitor fo begin at the begin-
ning and end at the present. No such
continuity would be possible for the dis-
play at Tate Modern. Additionally
research info visitor behaviour led us to
believe that the average visitor would
spend only about an hour looking at art
before they did something different-
have a coffee, go fo the bookshop or
leave. At 1200 square metres one of our
suites would be about the right size for
that visit. It was, it seemed to us at the
time, unlikely that many visitors would
visit more than one or at the most two
suites. How then fo generate a display
that would make sense for a single suite,
or two or indeed for all four? The answer
was clearly fo make four relatively self-
contained displays each one answering a
number of core aims but doing so with a
distinct character. One of the great chal-
lenges of the modern art museum is to
engage new audiences with the seem-
ingly bewildering concerns of contempo-
rary practice, or to encourage senior vis-
itors fo look for experiences of the sub-
lime in new technology. A parallel chal-
lenge is fo re-invoke for younger audi-
ences the energy and dynamism of early
twentieth century art. How dusty and
brown those early cubist experiments
seem to audiences brought up in a digital
age. An agreed starting point was, there-
fore, that each suite would contain both
old and new art and would at points
bring these info dialogue.

In approaching an overarching

lanepen Tenr,
CeHT-AiBC.
[MaBHbI BXOA

Tate Gallery
St Ives.
The main approach

lanepen Tenr,
CeHT-AnBC.
BHyTpeHHWiA BUA,
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OCTeKNeHHbIX
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npes3oijeH B
NpaKTnKe
My3eiHoro
cTpouTenbCcTBa

Tate Gallery
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The inner gallery.

It is believed to be
the largest bent
structural glass
window in the world

OrpaHUYeHUA 1 pasfeneHunii nponsBe-
JEeHNA BCeX BMAOB MCKyccTBa. B 1o ke
BPEMSA KeflaHWe HaJennTb NpaKTUKYLo-
LMX XyAOKHVNKOB YyBCTBOM UCTOPUW MO
OTHOLUEHMIO K TOMY, 4TO OHU JienatoT, 3a-
CTaBWJIO MCKaTb NyTW penpeseHTaLuu
3TUX BUAOB UCKYCCTBA, Hanpumep ¢oTo-
rpaduu, Kotopas B ranepee TeiT Ao cux
Mop He accouMMpoBanach C YeM-To, Kpo-
Me coBpeMeHHOro uckyccrsa. [lonrve
neperoBopbl ¢ My3eem Buktopuu n Anb-
6epta, KOTOPbIN XpaHWUT HaumoHanbHyto
Konnekuuio ¢otorpaun, No3BoNUIN
3aK/04YNTb JOrOBOP, MO KoTopoMy oba
My3eA MOryT 06MeHMBaTbCA 3KCMOHaTa-
mu. B pesynbrate B Teiit MogepH doto-
rpaguio MOXHO BUAETb B CUCTEME BU3Y-
anbHOW KynbTypbl, a B Mysee Buktopumn
n Anbbepta B KOHTEKCTE MPUKNAZHOIO
NCKycCTBa.

Mbl pyKoBOACTBOBanuUcb Heobxo-
AVMOCTbIO CO3AaTb TaKyto BbICTaBOYHYIO
Mogenb, KoTopas bbl Mo3Bonuia «nepe-
TacoBbIBaTb? N MeHATb pasHble YacTu
Konnekuun. Heobxoanmo 6bino yunThbl-
BaTb caMy npupoay 3aanus. Korga co-
Bpanacb KypaTopcKas KoMaHAa, Bce oc-
HOBHbIE peLUeHUs, KacatoLmeca ABuxe-
HWA BHYTPU ranepewu, OCTyna 3putenei,

MEXOYHAPOJHAA MAHOPAMA

OCBeLIeHVs U T4, OblIn yKe NPUHATHI.
[Ba 3Taxa ranepev npepHa3Hayanucb
ANA NOCTOAHHON 3KCNO3ULMW, TPETUI 1
NATbINA APYCbI C YETBEPTHIM 3TAXKOM MEX-
Ay HAMW - ANA BPEMeHHbIX BbICTABOK.
Kaxabii aTax BKNtOYan ABa Kpbina, pas-
AeneHHble [1bIMOX0aMU U BEHTUNALM-
ein. Mo cyLecTBy, CNOXWUIOCH YeTbIpe OT-
HOCWTENbHO aBTOHOMHbIX 0ObeMa.
B crapoit ranepee Teit 3anbl pacnono-
KeHbl MO aH@uAafHOMy MpUHLMNY,
yAoOHOMY ANS pasMeLleHUs KoNIeKLmn
B XpOHO/IOrMyeckoM nopagke. Hayas oc-
MOTP C NepBbIX 3a/10B, NPeACTaBAALMX
camble paHHWe 3KCrOoHaTbl, BHUMATENb-
HbI 3pWTeNb 3aKaH4MBaNn COBPEMeH-
HbIM UCKyccTBOM. Ho Takow npuHumn
MOCTPOEHMA 3KCNO3ULMK Bbln HEBO3MO-
xeH ana Tent MopgepH. BpobaBok Ko
BCEMy, B pe3ynbraTe U3yyeHUA nosepe-
HWA CpefHecTaTMCTUYeCKOro mnocertuTe-
NA, BbIACHWIOCH, YTO OH TPaTWT Ha OC-
MOTP 3KCMO3MLMM BCEro NNLLIb OKOJO Ya-
ca, a MOTOM Jienaer YTo-HMOYAb elle:
npet B Kade, My3eiiHblli MarasuH unu
Boo6ue yxoamT. OaHa yacTb Hallero no-
MeleHus ¢ nnowagbto B 1200 meTpos
KaK pa3 Morna ObITb NpeAHa3HayYeHa ans
TaKoro 4acoBOro MoCeLieHUsA, NOCKONb-
Ky B TO BpeMsA Ka3ajoCb MasjoBepoAT-
HbIM, YTO MHOrMe MOCeTUTeNU 3axoTAT
yBUAETb Gonblue OAHOTO UKW ABYX pas-
AenoB 3Kkcnosunummn. Kak B aTom cnyyae
€034aTb TaKyl 3KCMO3MLMIO, B KOTOPOIA
KaXAas yacTb ABNANACH Obl KOMMOHEH-
TOM LefIoro 1 B TO e BpeMs Oblna camo-
ueHHon? OTBeT oyeBMAEH — cenathb ye-
Tblpe OTHOCWTENIbHO CaMOCTOATENbHbBIX
06beMa, Kaxablii 13 KOTOPbIX LOMKeH
ObiTb MHAMBUAYaNbHLIM W BbINONHATbL
onpegeneHHble @yHKumMn. OgHa n3 ca-
MbIX 6GOnbLIMX TpyAHOCTeW Ans My3es
COBPEMEHHOr0 MCKYCCTBA ~ 3T0, C OAHON
CTOPOHbI, 3aMHTEpeCcoBaTh TaKyto Ny6au-
Ky, KOTOpYI0 Ha NepBbli B3rNA4 He Mo-
XKeT NnprBieYb COBPeMeHHOe UCKYCCTBO,
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structural scheme we explored a number
of different historical templates - by art
history, by art's institutional history, by
geo-political time frames. We discussed
categories according to styles in art,
according to different geographical
boundaries, with reference to dominant
philosophies, to different strategies of
making art. At the beginning of the twen-
ty-first century we are still familiar with
the language of genre that audiences
and practitioners at the beginning of the
last century would have understood. And
yet images and artefacts to which we
ascribe such descriptions have under-
gone momentous and radical changes.
We chose to adopt this familiar language
as a way of exploring both innovation
and continuity over time. Each of the four
suites would unfold as a series of stories
connected with a subject or genre and
moving from the familiar and close into
the increasingly complex field of contem-
porary art. In one suite a series of rooms
would establish the development of the
still-life genre in the early twentieth cen-
fury - the cenfrality of the subject to
Cubist experiments for example. The dis-
play would then move on to exploring the
ways in which, from Duchamp onwards
arfists have appropriated objects and
introduced them info the work of art.
Finally the suite would introduce ways in
which contemporary artists increasingly
engage with the everyday. The suite con-
fains, at present, a specific focus on the
continuing persistence of memento mori
subjects as well as a focus on the post-
Surrealist legacy of the fetish in art.
There are also a number of monographic
displays including rooms devoted to
Mark Dion and Cornelia Parker. The ftitle
of this suite, signifying this expanded
field is Still-Life/Object/Real Life. For the
genre of landscape, the move in the
twentieth century, from landscape paint-
ing as a window onto the world towards
an engagement with the physical sub-
stance of our environment and on to the
creation of environments of sublime
experience is explored in a Suite entitled
Landscape/Matter/ Environment. History
painting, as engaged commentary on the
world of actions and events, has a com-
plex evolution in the twentieth century
moving from radical aesthetic engage-
ment with social and political ideas to
mediations on the past and the continu-
ous presence of the past in the here and
now, hence our ftitle History/Memory/
Society. Finally the Nude, denoting at the
beginning of the twentieth century a stu-
dio practice of observation follows a
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number of different directions - into an
engagement with the perfomative body
and the gesture of the artist and audi-
ence, and later in more recent years to
the exploration of issues around gender,
identity and  mortality:  hence
Nude/Action/Body.

Each suite includes a number of dif-
ferent types of display such as mono-
graphic rooms where an artist's work
speaks alone and " In focus' rooms where
a particular work is explored as part of its
historical and cultural context. Some dis-
plays focus on a very small time frame,
presenting works related in time and
type. Others take a longer view. In each
suite, using the four genres as starting
points it is possible to demonstrate conti-
nuity, conflict, radical innovation and
retrenchment. It is possible fo make con-
nections between the histories of film
and painting, between abstract and figu-
rative, between then and now. Overtime
individual displays are changed.

One of the key charges against Tate
Modern has been that it is overcurated.
Certainly it is very densely curated - in
place of the traditionally anonymous
canonical stance of most major muse-
ums Curator's at Tate “author’ their dis-
plays - each room comes from a specific
viewpoint - a selection has been made.
However there are other parts of Tate
Modern’s programme where the curator
recedes.

Tate Modern’s turbine hall offers
one of the most challenging spaces for
art. Supported by Unilever we have, on an
annual basis, been able to offer the space
to a living artist. This commissioning
process enables visitors to have the most
incredible contact with the most daring
and experimental work of the moment. If
successful the artist is gquaranteed
extraordinary attention. The first to take

THE TRETYAKOV GALLERY #3' 2004

3MMA K3i

Byayuiee no namatu
2001

Uundposas aHnmauma
380x500

EMMA KAY

The Future From
Memory. 2001
Projected digital
animation

380 by 500 cm

© Gourtesy The Approach, London

C ApYroi CTOPOHBbI, 3aBNeYb WCKYLIEH-
HbIX 3puTenei BO3MOXHOCTAMM HOBbIX
TexHonorui. Ewe oaHa cnoxHocTb My-
3eA COBPEMEHHOr0 MCKYCCTBa ~ 3TO BOC-
co3garb 1A MONOJON ayauTopuUn 3pu-
Tenei Ty co3upaTenibHyl atMocdepy
3HEpruM 1 AMHaMUKW, KoTopas Lapuna
B MCKyccTBe Hayana XX Beka. HaBepHsa-
Ka, 3KCMeprMeHTbI XyL0XHUKOB-KybuC-
TOB YXe He KaXyTcA TaKUMW HoBaTop-
CKUMU ANA NOKONEHWS, BOCMUTAHHOIO B
3pY BbICOKMX TexHonorui. lNoatomy Toy-
KON oTcyeTa ABMNACh Halla A0roBOPEeH-
HOCTb 0 TOM, YTO Kax<aas u3 YeTbipex Ya-
cTeit 3Kkcnosuumn ByaeT copepxatb U
HOBOE, 11 CTapoe WCKYCCTBO, MHULMUPYSA
TeM caMbIM Ananor Mexay UCKycCTBamu
pa3HbIX BPEMEH.

Mpubnunxascb K 3aBepliatollemy
3Tany pa3paboTKu CTPYKTYpbl IKCMNO3M-
LMK, Mbl UCCNeA0BANM HEKOTOpble C/lo-
XUBLUMECA MOAENN B UCTOPUM UCKYCCT-
Ba. C y4eTOM JOMUHMPYIOLMX B TOT UK
WHON MOMEHT BpeMeHu (GunocopcKmx
TEOpuin 1N TEOpWUA MCTOPUMN WMCKYCCTBA
HamMu obCyAanucb pasnnyHble acnek-
Tbl, OTHOCALLMECSA K CTUIAM U reorpadu-
YecKMM rpaHuLam B Uckyccrae. B Hava-
ne XXI Beka Ham Bce eLue 6113Ka cucte-
Ma YXaHpoB, KoTopas Obina NMOHATHA 1
XYAOXKHWUKAM, U 3pUTENsAM Hayana npo-
wnoro Beka. Ho ¢ Tex nop npoussege-
HWS, CO3aHHble B 3TOM CUCTEME XKaH-
pOB, NpeTepneny cTpemMuTeNbHbIe paau-
KaJlbHble n3MeHeHus. Torga 6bio peLue-
HO NpVMEHWUTb 3Ty GIM3KYyI0 BCEM MO-
JieNb KaK MeToj, uccnefoBaHUA HOBbIX
BeAHUI M (haKTOB NpeemMCTBEHHOCTU B
nckyccrse. Kaxablil U3 yeTblpex obbe-
MOB My3ef NJaHMPOBasCA Kak UCTopusA
XaHpa B ero TpaAMLUMOHHOM BuAe A0
TpaHchopMauMn B CIOXHOM none co-
BPEMEHHOro McKyccTBa. B opHom w3
paszenoB HeobxoamMo Obino npepcTa-
BUTb pa3BuUTVe HaTiopMopTa Havana XX
CTONETUA, KOrAa HaTIOPMOPT CTan rna.-
HbIM aHpOM AJIA KYBUCTUYECKUX 3KC-
nepumeHToB. [lanee 3Kkcno3uuma pas-
BMBanacb oT npon3sBeeHnin [llowana K
paboTam XyA0XKHVKOB, KOTOpble Aenanu
roToBble MpeAMeTbl YacTblo CBOMX pa-
60T. MNocnegHUin 3an B 3TOM 4acCTK 3KC-
no3unLMM NoKasblBa, KaK TeCHO coBpe-
MeHHbIe XyAOXKHVKMN B CBOEM TBOPYECT-
BE B3aMMOCBA3aHbl C MOBCEAHEBHOM
KU3HbIO. 34€eCb LEHTP 3KCMO3MLMU CO-
CpefoToyeH Ha TeMe «cyeTbl CyeT» B Ha-
TIOpMOPTe, a TakKe Ha Teme deTuia B
WCKyCCTBe, KOoTopas fBMNach Hacneau-
eMm nocrctoppeannsma. 3Ta 4acTb IKCMO-
3ULMN BKIOYAET HECKONbKO MOHOrpa-
(unyecknx 3anos, B TOM 4ucse noces-
weHHbIX Mapky [lnoHy n KopHenuu

up the challenge was French-American
artist Louise Bourgeois, the youngest of
old. Her three vertiginous fowers, entitled
*1do, I Undo, | Redo’ 2000 and her mon-
strous Spider, entitled “Maman’ 2000
animated the space as a place of
encounter and self-reflection. Spanish
artist Juan Munoz followed with “Double
Bind’ 2001, a series of enigmatic tableau
set within a visionary architecture of frus-
tration and alienation. Anish Kapoor was
number three with * Marsyias' an amazing
strefched fabric structure spanning the
length and breadth of the building - a
piece of engineering which can be
described by the term “technological
sublime’. Finally at present Tate Modern
hosts the most extraordinary of all, a
space of reflection, light and moving
cloud choreographed by the Danish artist
Olafur Eliasson. Entitled ‘The Weather
Project’, this most dematerialised of envi-
ronments has been occupied and appro-
priated by the literally thousands of visi-
tors who have flocked fo spend time in
the environment, walking, lying down,
observing themselves and each other - to
visit is to become part of the art work,
part of history.

When powerful contemporary
artists are able fo generate such extraor-
dinary experiences for visitors to the
museum the challenge remains to pres-
ent the past in a way that connects with
the experience of the present to make
links between art and life, life and art.

Frances Morris

Tate Gal

Camblil nonynApHbI
nyTeBoAuTENb

no ranepee TeiT.
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Anpu Matncca

«Ynutka»
1953

Tate Gallery bestseller
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Henri Matisse
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Mapkep. ObLee Ha3BaHWe ANA 3TON 30-
Hbl My3es — «HaTtopmopT/O6bekT/Oeir-
cTBUTeNbHOCTLY. B crnepytowmx 3anax
npescTaBneHbl Nen3axu, HanucaHHble
TOrAa, Koraa OHM BOCMPUHUMANWCh KaK
«OKHO B npupogay». [lanee cnepytot nen-
3K, B KOTOpbIX 3a/eiCTBOBaHbI pe-
anbHble NpeAMeTbl Cpefpbl, U Te, KOTopble
WNIOCTPUPYIOT KaTeropun BO3BbILIEH-
HOro B TBOPYECKWUX OMbITaxX XYAOMXHU-
KOB. 3TOT pa3Aesn 3KCMNO3MLMN HOCKT Ha-
3BaHue «[lein3ax/Martepus/Cpega». Uc-
TOpUYECKan XMBOMUCH, NPU3BaHHasA OT-
paxaTb MVpoBble cOBbITUA 1 NpoucLue-
CTBWA, NpeTepnena CA0XHYI0 3BOMIOLMIO
B XX BeKe; pa3B/BaAcCb OT CTpeM/IeHnA
3CTETUYECKW MpeACTaBNATb NOAUTUYEC
KWe 1 coumanbHble VAEK, OHa NpuLLna K
HeobX0AMMOCTY 0CO3HaTb NpUCYTCTBUE
npoLnoro, oTCloAa HasBaHWe pasjena
«McTopus/Mamate/O6wectso».  [o-
CllefiHAA YacTb NpeACcTaBAAET 0OHaKEeH-
Hyto HaTypy. B Hauane XX BeKa HI0 03Ha-
yasno npakTuyeckoe HabnoAeHe 3a Ha-
TypOW, BMOCNEACTBMM 3Ta TeMa crana
pa3BMBaTbCA MO HECKONbKUM Hanpas-
NIeHWAM - cHayana 370 OblNo Mccneso-
BaHVe Tena 1 ecToB YeNoBeKa, a Mo-
TOM, C HeJlaBHero npoLunoro, n3yyeHme
npobnembl mona, camoonpeaeneHna u
OpeHHOCT NAOTU: OTClOAa Ha3BaHWe
pasgena «Hiwo/[eicTtene/Tenon.

B Kaxpom un3 pasfenos mcnonb3o-
BaHbl pa3Hble NPUHLWMMbI 3KCNOHMPOBa-
HUA, TaKne, KaK MOHorpaduyeckui, rae
XYAOKHUK €TOBOPUT OAMHY, 1 TemaTnyec-
Kuin, rae paboTbl NpeAcTaBieHbl B UCTO-
PUKO-Ky/IETYPHOM KOHTeKcTe. HekoTopble
4acCTW BbICTaBKM COCPefOTOYeHbl Ha
0YeHb KOPOTKOM MPOMEXYTKe BpeMeHU 1
00beanHAIT OfHOBPEMEHHble U OAHO-
TUnHble paboTbl. [pyrue - patot Gonee
LIMpOKMI1 oxBaT. Bo Bcex ueTbipex YacTax
My3esi, NpeAcTaBnAIWMX CyabbYy KaH-
POB, MMeeTCA BO3MOXHOCTb HarnAfgHO
MPOVANIOCTPUPOBATb UX Pa3BUTHE, KOH-
bnnKTbl M HoBaumKn. Takke noasnsaerca
BO3MOXHOCTb HAMETUTb Napanneny B uc-
TOPUV KVMHO 1 XMBOMUCH, aBCTPAKTHOM 1
(urypaTMBHOM UCKyCCTBE B MPOLLOM U
HacToAleM. BpemAa oT BpeMeHW MoOHo-
rpauyeckme 3KCNO3NLMM MEHAIOTCA.

OpHuM 13 ynpekoB B agpec TenTt
MogepH 6bl10 TO, Y4TO B Hel C/ULLKOM
MHOTo KypatopoB. KoHeuyHo, B ranepee
TeiAT MHOTO KypaToOpoB — TPaAMLIMOHHO B
My3esAX aBTOpbl 3KCNO3ULMIA aHOHWUMHBI,
B HaLLEM e My3ee aBTOPCTBO O4YeHb BaX-
HO: NOKa3 NPou3BeAeHNI B KaX/i0M 3ane
- 3T0 pe3ysbTaT UHAVBWAYaNIbHOTO B3MA-
Aa v Bbibopa. OaHaKo ecTb U Apyrue co-
cTaBnAowWwme nporpamMmbl TeT MogepH,
rAe KypaTop OTCTynaeT Ha 3ajHuii NnaHx.

MEXOYHAPOOHAR NAHOPAMA

TypbunHbiii 3an B Tent MogepH
npeacraBnser coboil 0AHO U3 CaMbIX
CNOXHbIX NPOCTPAHCTB /1A TBOPYeCTBa.
BnaropapAa noaaepxke KoMMaHMK
«Uniliver» ™Mbl exerogHo npurnawaem
Ana pabotbl B TypOMHHOM 3ane XyAox-
HWKOB, TBOPYECTBO KOTOPbIX MOXeET
AaTb 3pUTEN0 YHWKaNbHYID BO3MOX-
HOCTb BOMJIOWEHNA B XW3Hb CaMOro
Aep3Koro 3kcnepumeHTa. Mactepy, yc-
MewHo BbIMOJHMBLUEMY TaKOW 3aKas,
rapaHTMpoBaHO camoe npucTajibHoe
BHUMaHwMe. [epBoi, KTO NPUHAN BbI30B,
6bina dppaHKo-amepuKaHKka Jlynsa byp-
Kya, caMan Monojas M3 CTaporo rnoKo-
NeHna XyfoxHWKoB. Ee Tpy ronoBokpy-
KUTeNbHOM BbICOTbI HallHW Noj Ha3Ba-
HueM «fl genato, A He Aenato, A nepepe-
nbiBato» («l do, I Undo, | Redo» 2000),
CTPaLUHbIV MayK, Ha3BaHHbIM «Maman»
2000, npeacTaBnAnM NpoOCTPAHCTBO 3a-
Jla KaK MecTo CTO/IKHOBeHUs, pediiek-
cumn. Cnegyowmm Bbin MCMAHCKKUIA Xy-
JOXHUMK XyaH MyHbOC C MpoekToMm
«[lBoiHan cBsA3b» («Double Bind»
2001), KoTopblil feMOHCTpMpoBan ce-
pUI0 3arafloyHbIX MaHHO, WANIOCTPUPY-
IOLLMX COCTOAHME YeNOBeYEeCKOro paso-
4YapoBaHMA W OTYyXAeHUA. TpeTbuM
cran Annw Kanyp c npoektom «Mapcu-
aHe» («Marsyias»). OH nogolwen K pabo-
Te C MO3MLMU VHXKeHepa v NpeacTaBu
pacTAHYTYI0 MO AJVHE W LWWPVHe 3Aa-
HWA TKaHb; ero MPOeKT MOXHO onpeje-
NNTb KaK «AyxoBHY MaTepuio». Hako-
Heu, cenyvac B ranepee TenT MogepH
OCYLLECTB/IEH CaMblii HeOObIYHbIA 13
BCcex MpoekToB. B npocTtpaHcTBe 3ana
nocTaBfieHbl 3epKana, B pesynbrate no-
ABNAEGTCA MHOXECTBO OTPaXKeHWN, ecTb
CofHUe W ABuratolweecs obnako. Bce
3TO CKOHCTPYMPOBAHO [AaTCKUM apxu-
Tektopom Onadgypom 3nnacconom. [Mo-
cMoTpeTb npoekT «Moroga» («The
Weather Project»), npeacraBnstowmi
Haubonee HeMmaTepuanbHOe W3 BCEX
COCTOAHWI OKpyXaloLien cpeabl, X/bl-
HYN NOTOK W3 TbICAY 3puUTenei, KoTo-
pble YCTPeMUAnCh B 3Ty HOBYIO CPeay,
4TOBbI, KaK NpY Bble3Ae Ha NPUPOAY, No-
nexatb 1 noHabnofaTb 3a OKpyXato-
wmmn. MpuinT 1 yBUAETL 3TOT NPOEKT
3HaYMN0 ANA HUX CTaTb YacTblo NPOM3-
BeJleHNA NCKYCCTBa U NCTOPUN.

Koraa cunbHble cOBpeMeHHbIe Xy-
JOXHVKM cnocobHbI co3aBaTh HAaCTOMb-
KO 3KCTpaopAvHapHble MpOeKTbl, Toraa
npobneMa AEMOHCTPALMU UCKYyCCTBA
MpOLL/IOro B €ro HarlAAHON CBA3W C 1C-
KyCCTBOM HaCTOALLEro U C CerofHsALLIHeN
XKU3HbIO OCTAETCA OYeHb aKTyalbHOMN.

®p3aHcuc Moppuc
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TateModern

Facts and reflections
based on an interview
with the director Vicente
Todoli

VICENTE TODOLI

BORN ON THE MEDITERRANEAN COAST IN A SMALL VILLAGE NEAR VALENCIA,
TODOLI STUDIED IN SPAIN AND ON FINISHING COLLEGE STARTED WORKING IN A
SMALL PUBLIC GALLERY. FRANCO HAD JUST DIED AND AT THE TIME SPAIN WAS
VERY ISOLATED, THERE WERE NO MUSEUMS OF MODERN ART AND NO EXHIBI-
TIONS OF CONTEMPORARY ART. ‘I REALISED | HAD TO GO OUT OTHERWISE |
WOULD BECOME THE ONE EYED IN THE LAND OF THE BLINDS. HE ASKED FOR THE
FULBRIGHT SCHOLARSHIP AND WENT TO THE US TO STUDY FOR A POSTGRADU-
ATE DEGREE. AFTER THAT HE STARTED TO WORK AS A FREE LANCE CURATOR AND
SPENT FOUR YEARS IN NEW YORK. DURING THAT TIME HE DIDN'T FORGET HIS
EUROPEAN BACKGROUND. 1 WAS IN A VERY PRIVILEGED POSITION TO BE ABLE
TO HAVE ONE FOOT IN EACH WORLD. THIS HELPED HIM TO GET RID OF A SELF
CENTRED VISION AND ACQUIRE A MORE GLOBAL INSIGHT. THEN HE RETURNED
TO SPAIN TO ESTABLISH A NEW MUSEUM IN VALENCIA CALLED IVAM. HE WAS
THERE FOR ELEVEN YEARS, FOUR BEFORE IT OPENED AND SEVEN YEARS AFTER.
THIS EXPERIENCE LANDED HIM WITH A COMMISSION TO OPEN ANOTHER MUSE-
UM IN PORTO (PORTUGAL) - THE SERRALVES MUSEUM OF CONTEMPORARY ART.
HE SPENT THERE ALMOST SEVEN YEARS. TATE MODERN IS THE THIRD MUSEUM
HE GOT INVOLVED WITH. T WANTED A MUSEUM WITH A COLLECTION ALREADY
THERE | DIDN'T WANT TO START YET AGAIN FROM ZERO...

-
s MBI WY h rk
Museums are not theme parks odern and confem-
e e - porary art have
- = ’ become more popu-
S ’ - _ - . lar than ever that's a

fact. Audiences have

increased so much
that museums are now part of a kind of
mass tourism, something that twenty
years ago would have been unthinkable.
It all started with the so called ‘block-
buster shows. One of the first was the
Tutankhamen exhibition in New York
many years ago, followed by shows
such as the Van Gogh, Picasso and 4 Tate Modern Gallery

< Tanepes TeiT MopepH
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TateModern

Pa3smbliwneHna gupexkTopa
ranepeu Teut MogepH
Bucenrte Togonu Ha TeMy:
«Y410 3HAYUT ObITb
AUPEKTOPOM My3ea?»

Bucenme Kodomu

oousics Ha upeduzeMHoMopckoM nobepexbe 8 UEREBTRH nod BaneHcued. HYuscs 8
hcnaHuu, nocie OKOHYAaHUS Koeda paboman 8 Hebosbuwiol eanepee. liocie cmep-
mu ipaHKo hcnaHuA ewje ocmasanack 8 U30AYUU OM BHewHe20 MUPa, Mo20a He Obl10
HU My3ees, HU BbICMABOK COBPEMEHHO020 UCKYCCMBA. (XK NOHA, YMo MHe Hy)XHO ye3-
XKamb, UHGYe MHe Cy0eHo bbimb 00HO2/1a3bIM 8 CMPAHe cienbix». [H noay4un cmuneH-
Outo nynbpalima u yexan 8 uca nucame uccepmayuro. 3amem OH Nposes Yembipe 2000 8
Bbio-eopke, 6b1s1 c80600HbIM Kypamopom. B medeHue smux siem oH He 3a6b11 c80e20 es-
ponelicko2o npoucxox0eHus. «bHe nosess10, 4mo A Mo2 cmoAMb 00HOU HO20U HG 0OHOM
KoHMUHeHme, a Opy20li — Ha Opy20M». (hmo NoMoesIo eMy u3bexxamsb «yeHmpuU3Ma» u npu-
obpecmu wupokuli 832150 Ha sewju. BepHyswucsk 8 hcnaHuto, Kodosnu ocHosan 8 Ba-
JleHcuu My3eli cospemeHH020 uckyccmsa IVAM, u nposesn mam 00uHHaoUame Jiem, Yemai-
pe 00 OMKpbIMUSA U ceMb NocJie. 3amem, umes 60/1bLIOG ONbim, OH co30an My3eli cospe-
MeHH020 UucKyccmaa s tiopmo (liopmyeanus) - THE SERRALVES MUSEUM OF CONTEM-
PORARY ART. kam oH nposen noymu ceMb jiem. Kelim bodepH - 3mo mpemuti my3el, 8 Ko-
mopom oka3ancsa Kodonu. «X xomen nonacme 8 My3el, 8 KOMopoM Kosnekyus 6b11a bbl
YKe c(hopMupOBaHA, MHe He XOmeJsioCb ONAMb BCe HAYUHAMb C HYJIA...»

0, 4TO COBpPEMeHHOe UCKYC-
CTBO CTaHOBWTCA Nonynsp-
Hee C KaXAbIM HeM, - 3T0
tdakt. Ayantopua nocetu-
Tenen My3eeB YBenUyu-
nach HACTO/LKO, YTO My3eu
B HacToALLee BpeMA CTa/iM YacTbio Mac-
coBoro Typusma. [lpeacTaButhb Takoe
ABajLaTh NeT Ha3aj OblNo HEBO3MOXHO.
Bce Hauyanocb ¢ TaK Ha3blBaeMbIX Bbl-
cTaBoK-6n0KbacTepoB, nepBoii 13 KOTo-
pbiX cTana BbiCcTaBKa «TyTaHXaMoH»,
3KcnoHnpoBaswasca B Hbio-Mopke Turbine Hall »

My3eu - 370 He TeMaTUYECKUE NAPKU

Typ6uHHbIN 3an »

98 MEXAVHAPOOLHAA MAHOPAMA




many others. Nowadays exhibitions
have to be marketed in a similar way as
any other entertainment industry, like
cinema or theatre for example. As state
funding has generally speaking
decreased, new museums depend more
and more on outside funding and on
revenue from tickets. That means that
they have to go out into the world and
employ the same tactics used by the
commercial advertisement. But the
programming of a museum should be
balanced in a way that some exhibi-
fions could be more accessible and
bring in more people while others
could present more obscure or prob-
lematic artists. A director shouldn’t be
afraid to use marketing and the public-
ity tools that are available as long as

MHOrO N1eT Ha3aj, 3a Hell nocneaoBan
aKcno3uumm pabot B.BaH lora, M.Mu-
Kacco n ap. B Hactosiwee Bpems Bbi-
CTaBKM AOMKHbI ObITb KOHKYpEHTOCMO-
COBHbI Ha pbIHKe pa3BedYeHuit, Hanpu-
Mep TaKux, Kak KMHO unm Teatp. locy-
[apCTBeHHOE (hMHaHCUpOBaHMe COoKpa-
TUNOCb, NO3TOMY My3eu Bce bonblue 3a-
BUCAT OT BIMBAHMIA CO CTOPOHbI U LOXO0-
[I0B OT MPOAaXMN OWUNEeTOB. ITO 3HAYUT,
YTO MM CrleflyeT BbIXOAWUTb BO BHELLHUN
MUp, WCMONb3ys MPUEMbl KoMMepyec-
Kol peknambl. OgHaKo nporpamMma my-
3es Jo/kHa ObiTb c6anaHcMpoBaHa Ta-
KM 06pa3oM, uToObl yunTbiBaTh Gonee
BbICOKYIO MOCELLaeMOCTb OfJHUX BbICTa-
BOK 1 Boslee HU3KYI0 - ApYruX, KOTopble
Mo MPUYMHE 3KCMOHWPOBAHUA NPOM3-
BEeJIeHUNIN KaKNX-IMBO HEM3BECTHbIX UK

should also be in the active position of
proposing. To do this they have to make
an exercise of analysis in order fo read
the situation and from there to devise a
strategy. They also have to keep in mind
that the first remit of a museum should
be to act as an intermediary between art
and the general public and not as an
institution that tells the artist what to do.
In this sense, museums should always fol-
low the artists. They are not like fashion
magazines which can dictate what will be
the fashion of the following season! ‘A
director should wait, see what happens
and then select and should never impose
avogue’.

Donations
The Tate accepts works of art as gifts.

SHAPUAC I'YPCKMN
Yukaro, Toprosbii
coser II. 1999
KomnbtoTepHas
neyatb. 207x336

the programming is not compromised.
To give in to the logic of marketing and
simply give to people ‘what they want’
it is very dangerous, it like entering
into the spires of a snake that bites its
own tail. ‘Museums shouldn’t be run as

The trustees are the ones who accept
them. The proposals put forward to Tate
are referred fo the board of trustees and
they make the final decision. They listen
of course to the experts and in general
the criteria they follow are based on var-

MbIC/IUTb OAHOBPEMEHHO U FM06anbHO U1
noKanbHo. Ho 3pecb, KOHEYHO, TaKke
eCTb CBOW OFpaHUYeHUA: XYAOXKHMUKY,
XUBYyLLeMy, Hanpumep, B KeHuu, cnox-
Hee nonynApu3npoBaTb CBOE WCKYCCT-
BO, YEM KaKoMy-nnbo XyAOXHUKY C ce-

CJIOXKHBIX A1l MOHUMaHUA XYLOXHUKOB
MeHee nonynspHbl. [lupektop Bnpase
MCnonb30BaTb BECb apCeHas CpeacTs
MapKeTVHra 1 nonynsapu3auumn, Ho TakK,
yToGbl 3TO HE KOMMPOMETUPOBANO My-
3ei. B 1o e BpemA «gaBaTb NOAAM TO,

HYI0 MO3ULMIO 1 CIeAUT 33 CUTyaumen, a
MOTOM AeniaeT BbiGOp, HO OH He AOMKEH
ObITb paboM MoAbI».

bnaroTtBoputenbHocT
lanepea TeWT npuHuMaeT npousBege-

ANDREAS GURSKY
Chicago, Board of

theme parks, like Disneyland or as a TV
station fighting for the audience’.

In principle | think globally and glo-
cally

At Tate there is a policy to look at art so
that there is no discrimination based on
sex, religion or race, but there is no quo-
tas unlike in America. There is a con-
scious effort to think in a balanced way
and to look around and to reach coun-
tries which are not in the spot light.
Until very recently only the European/
American axis existed and the other
contfinents were completely forgotten.
Obviously this is not the case now when,
because of the proliferation of bien-
nales and of international exhibitions,
there is more access to other countries.
On the other hand one should admit
that in the western art establishment
there is a kind of inertia so many artists
living in other continents think they
have to go to big metropolises for their
work to have more exposure. That is
how some times there are exhibitions of
artists from Latin America or from
Africa living in New York, Amsterdam or
London. ‘In principle as director | think

Directors should never impose a
vogue

Museum directors have to be open to
what is going on and what is going fo

BV BUONA

MATb aHrenos HoBOroO
ToicAyenetus. Tpuntux:
PoxgeHue. Bo3HeceHue.
OroHb. 2001

Yero OHW XOTAT» — 0YeHb OMaCHbIN MyTb,
3TO MOXO0Xe Ha CUTyaLuio C yAaBOM, KO-
TOpbIiA, 3aXaB Bac B BUTKax CBOEro Te-
Na, KycaeT CBOI XBOCT. «My3eun He fomxk-
Hbl YNPaBAATLCA UM NO NPUHLMMY Te-
MaTUYeCKMX NapKoB, TakuX, Kak [uc-
HeNNeHa, UNN TeneBUAEHUA, CTpeMsA-
LMXcA 3aB0OeBaTb ayUTOPUIOY.

Moi1 npuHUMN - MbICAUTD

Y rnobanbHO U N0OKaNbHO

Monutnka ranepen TenT - 310 OTCYTCT-
BME NOJIOBOM, PEIMrMO3HON 1N pacoBoi
AuckpuMuHaumun. B otnmume ot CLUA, y
Hac HeT KBOT. Mbl co3HaTenbHo cTapa-
emMcsi MbIChUTb cHanaHCUMpPOBaHHO U
CMOTpeTb WKNPOKO BOKPYr cebs, He or-
paHnuMBanch YeM-To 0AHWM. [lo Heaas-
Hero NpoLuIoro NpYOpUTETOM ABNANACH
ocb EBpona-AmepuKa, ocTanbHble KOH-
TWHEHTbI OblM COBepLUEHHO 3a0bITbl.
Ha cerogHsAwHWiA AeHb, Gnarogapsa MHO-
rOYMCNEHHbIM OVieHHane U MexayHa-
POAHBbIM BbICTaBKaM, 3Ta CUTyauusA W3-
MeHWnach, pyrue cTpaHbl ctanu Gonee
poctynHbl. OfHaKo, cnepyeT npusHaThb,
YTO 1 MO Cel AeHb CYLLECTBYET COXMB-
wuiics Ha 3anage ctepeotun. OH Bbipa-
KaeTcA B TOM, YTO XyAOKHVKM C APYrux

ious considerations. Does the gift fit in
the collection? Does it fulfil an aspect
which is not completely covered? Does it
complement the collection? Is the gift
interesting enough in terms of quality
and in terms of localization? Tate

trade Il 1999 Bepan.

C-Print

207 by 336 ¢cm

Presented by the artist 2000

© Andres Gursky

IupekTopy He cnepyer

WATU Ha NOBOAY Y MObl

JupeKTop My3ea Npu3BaH YyTKo pearu-
poBaTb Ha BCe HOBbIE TEHAEHLIMU 1 B UC-
KyCCTBe, 11 B 06LLeCTBe N0 OTHOLUIEHUIO K
KynbType B LienoM. EMy He cnegyeT Haxo-
AWUTBCA UCKIIOYUTENBHO B MO3ULMK pea-
rMpoBaHWUA, Aaxe ecNu Nopoi 3Toro
Tpebyer Bpems. byayuiee HenpeacKasy-
€MO, MN03TOMY AMPEKTOP MOCTOSHHO Ha-
XOAMTCA B COCTOSHMM roToBHOCTU. Kax-
AOMY AMpEeKTopy My3es HeobXxoavmmo
aHanM3npoBaTb CUTYaLMIO U COOTBETCT-
BEHHO BblOMpaTb CTpaTeruio AanbHem-
wero passuTtuAa. OH YyBCTBYeT cBOW
JOAr MO BbINOMHEHWNIO MUCCUM My3eA
KaK mocpefHMKa Mexay UCKYCCTBOM W
ny6nmKoii. My3eit - 3T0 He TOT UHCTUTYT,
KOTOPbI BrpaBe yKa3blBaThb, Y4TO Cleay-
eT Jenatb XyAoXHMKaM. B aTom cmbicne
My3eu Bcerga AOMKHbI Clef0BaTh 3a Xy-
AOXHUKaMW. Mysen - He rmsHUeBble
XYpHanbl, KOTOpble MOrYT AWMKTOBATb,
yTO BYAET MOAHbLIM B CELYHOLEM Ce30-
He. «[lupeKTop 3aHWMaeT BbhKWAATeNb-

JEHHWC OMMNEHXENM

HMA WCKYyCcCTBa B KayecTBe MOJAPKOB.
3anABneHnA o xenaHuu nepeaatb B Aap
npon3BeAeHVe UCKYCCTBA MOCTYNaloT B
My3eil, 3aTeM nepejaloTcA noneyute-
JIAIM, 32 KOTOPbIMU OKOHYaTesbHOoe pe-
weHune. OHKW, KOHEYHO, nonaraloTcsA Ha
MHEHME 3KCMepToB, MO3TOMYy (uHanb-
HbI BEpPAVKT ABNAETCA BMOMHE NOTNY-
HbIM W OCHOBbIBAeTCA Ha ClejylLmx
nonoxeHunax. JlononHAeT M OHO Kon-
JIEKLMIO 1 3aM0JHAET UMeloLMecs B Hell
npo6enbl? COOTBETCTBYET AW MpOU3Be-
JeHWe C y4eToM ero Kayectsa npopunto
konnekuun? Tlanepes Teit MopepH -
3TO WHTEpPHALMOHaNbHbIA My3en, HO
TaKKe U ranepes COBPEMEHHOrO MCKYC-
cTBa BenmkobputaHmuu. 3To 3HauuT, YTo
npu (GopMUPOBaHUUN KONNEKLMMN OfUH
13 NPUOPUTETOB OTAAETCA Mpov3Bese-
HUAM BPUTAHCKUX Xy[OXHUKOB. «OTCHO-
Aa cnegyert, yto ranepesa TenT MopepH
Gonee n3bupaTeNbHa MO OTHOLEHUIO K
MHTEepHaLMOHaNbHOMY UCKYCCTBY U npe-
AOCTaBJIAET LWNPOKME BO3MOXKHOCTU MC-
KyCCTBY HaLMOHaNbHOMYD.

CaMoe cTpawuHoe
1A AMpeKTopa My3en
«Kak npaBuno, s He GecrnoKotcb Mo

. . BuaeonHcTanaaumus iy - MapannenbHbii ctpecc. 1970
globally or glocally’ But of course there come not only in terms of art but also in KOHTVMHEHTOB CTPEMATCS B METPONonuu : : - DoTorpacus, Konnax, KapToH NOBOAY BCAKWX NPOUCLIECTBUIA, KOTO-
are always limitations; an artist living terms of how society behave in refer- ~ BILLVIOLA ¢ Lenblo 6onbLie BbICTaBAATLCA. Tak no- 101x151.5. UsoGpaxerne 102,3x152.4 pble 06bIYHbI 1A KaX/0r0 AUpeKTopa:

for instance in Kenya will always have
more difficulties in making his work
known than an artist from the north of
the world.
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ence to culture. They shouldnt assume
only a position of reaction even if some
times this is inevitable as it is difficult to
predict what will happen, but they
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Five angels for the Mille-
nium. Triptych

Birth. Ascending. Fire.
2001. Video Installation
Purchased with funds provided by Lynn
Forester de Rothschild, jointly with the Whit-
ney Museum of American Art, New York and

the Centre Pompidou, Paris
©Bill Viola

ABNAIOTCA BbICTABKN XY[0XHUKOB U3
JNatvHckon Amepukn nnn Agpukm, xu-
Bywux B Holo-Mopke, AMcTepaame unm
JloHpoHe. «Kak AvpeKkTop, A AOMKEH

Whiche. Lahad, B0 qiaataal at
Wi gy B{AET wdl med el
masfuttI Rridger.  Beites

L R

DENNIS OPHENHEIM

Parallel Stress 1970

Photographsand collage text on board

101 by 151,5 em image: 102,3 by 152,4 cm

Lent by the Amtrican Fund for the Tate Gallery. courtesy of John Coplans, 2000

MEXOYHAPOOHAS NAHOPAMA

MepeHoC BbICTaBKM U3-33 HEBO3MOX-
HOCTU CBOEBPEMEHHOr0 MpUBO3a 3KC-
MOHATOB WM OTCYTCTBME CPEACTB Ha
ee noarotoBKy. Camoe cTpalHoe Ans
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MEHA KaK AN1A AupeKTopa My3es - 3T0
yrpo3a COXPaHHOCTU NpOU3BeAeHUA
WV HeAO0BONbCTBO XYLOXHUKA CBOEN
BbICTaBKOM».

Mo noBoay MHTEpBbLIO

«fl N6 MHTEPAKTUBHOCTb, MpuUCy-
Lyto NtoBOMy MHTEPBbIO, laXe HeCMOT-
pA Ha TO, 4TO MHOIAA B NpoLiecce peaak-
TVPOBaHWA BbiCKa3aHHOe MHOW MHeHMe
MoxeT TpaHcthopmumpoBatbea. Cnegyer
3aMeTUTb, YTO MoAYac MPONCXOAUT CO-
3HaTeNbHaA MaHWUNyNAUWA, U MHe 3T0
HenpuATHO, HO BCe Xe A NpeAnoynTato
NMPAMOM KOHTaKT. B BblpaxeHnn TouKu
3peHUNA BaXKHbl HEOXKWAAHHOCTb W CMOH-
TaHHOCTbY.

JlnyHble npeanoyTeHua

«[JupeKTop My3es He JO/KEH npeaonpe-
nenATb Kakue-nnbo onpeaeneHHble
NpoV3BeAeHNA MYy3eMHOW KOMIeKLUMN.
CBou npeanoyTeHNs ciepyer 0CTaBUTb
npu cebe. Ho B To e BpeMms, faxe npu
cobniofeHnr no3vuMKM HelTpanuTera,
JINYHBIN BKYC BCe-TaKM OKa3blBAET BU-
AHMe Ha (HOpPMUPOBaHUE KONEKLUNY.

MCKyCCTBO CBA3aHO C pa3HbiMMu ac-
nekraMm *KM3Hu

«McKyccTBO He JOMKHO Bcerga npuBo-
AUTb B COCTOAHME 3MOLMOHaNbHON
npunoaHaTocTy. Tak, Hanpumep, B Ku-
HemaTorpade Bbl XOTWTE MOCMOTPeTb
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®P3HK AY3PBAX
Pem6o
1975-1976
[ocka, macno
107,9x107,9

FRANK AUERBACH
Rimbaud
1975-1976

Oil on board

107.9 by 107.9 cm

THE TRETYAKOV GALLERY #3' 2004

Modern is an international museum, but
is also the gallery of modern art of the
United Kingdom, which means that one
of its priorities is o collect and preserve
British art. Tate is therefore more selec-
five internationally, but it has to be very
broad nationally.

Hell

‘Usually | am not so worried about the
various accidents that can happen to a
director like fo have to deliver an exhibi-
tion and there are delays or when there
are no funds for an exhibition. But for
me as director the idea of absolute hell is
when the integrity of a work of art is put
in danger. The second hell would be to
organize an exhibition with an artist and
then the artist is not happy about it. So
hell has to do with integrity of art and
the artists.

About interviews

‘I like the interaction implicit in an inter-
view, despite the fact that sometimes
one gefs misquoted and in the editing
process the original meaning might
change. | must say that sometimes there
may be also some conscious manipula-
tion, | suffered it but still | prefer the
direct contact. The immediacy and spon-
taneity are very important in conveying
one’s point of view'.

Personal taste

‘A museum director should never quote
any particular work from the collection.
Personal preferences should be kept at
home. However, this neutral standing
does not imply that personal taste has
not an influence on the selection of
artists’.

Art deals with different aspects of
life

‘Art is not always up lifting, some times
can be down lifting. It is like with films.
Occasionally you want to see a comedy
but other times you want to see a
fragedy. Essentially | would say that one
option is not particularly better than the
other as they both deal with different
aspects of life.

The collection

Tate has its own collection centre which
is independent from the other four Tate
Galleries. Tate Collection has its own
building which is going to be expanded
soon. In the same building there are also

the research services. The conservators,
the keepers and the researchers consti-
tute an excellent feam to make sure that
the collection is kept and preserved at
its optimum when it is on site, and that
when it travels will be exposed to the
minimum of risks.

Lack of funds

‘If one starts a programme and then this
has to be cut because of lack of spon-
sorship, it is really terrible, because one
sends mixed messages to the audience
and the cancellation gets misinterpreted
like ‘ah after all the programme was not
that interesting!’

Live art and the curator

dilemma

Tate had a programme which was
called ‘Tate acts live’. This is over, but
there is now a Live Art curator who is
waiting for a sponsor to initiate a new
live art programme. Live art because of
its ephemeral nature poses a challenge
for a museum. How fo preserve it? It
can be documented with simultaneous
recordings, but from fime fo time artists
make photographic renderings of their
performance and then propose the
photographs to the market. These kind
of works pose the question ‘Is it just a
document of the ephemeral event or is
it a parallel work with its own autono-
my? Should it be collected as documen-
tation and archive material or is it
worth collecting it as a piece of art?
This is a dilemma that many curators
face today.

Why ‘Modern’

The new Tate was called ‘Modern’
because a label was needed. ‘Modern’
implies that there is an aftachment to
modernism as the historical background
fo contemporary art. It gives the idea
that at Tate Modern art is seen from a
contemporary point of view, but not in a
kind of fashionable or light and sceptical
way. ‘Probably what ‘modern’ means in a
museum is to have a strong sense of
confemporaneity.

We are together alone

There are four Tates (Tate Modern and
Tate Britain in London, Tate Liverpool
and Tate St. Ives) plus Tate Collection
which is another division. They are all
part of the same organisation and
work in close relation. They are coordi-

KoMeauio, a nHoraa - Tpareauio. U ato
He 3HauyuT, 4TO OAHO Jlyylle Apyroro -
3TO NWILWb ABE Pa3Hble CTOPOHbI KU3HUY.

HepocrarouHoe

¢uHaHcupoBaHue

«Ecnin Bbl HauanM Kakon-nmbo NpoekT, a
MOTOM OH JOMKeH ObITb ypesaH u3-3a
HexBaTKW (PMHaHCUMPOBAHUA, 3TO NO-Ha-
CTOALLEMY Y)KacHO, MOTOMY 4To nybvKa
YK€ HacTpoeHa onpejeneHHbIM ofpa-
30M, N BCAKUE N3MEHEHNA MOTyT 6bITb
HeBEepHO WUCTOJIKOBaHbI. B KOHLEe KOH-
LLOB, MOTYT CKa3aTb, YTO MPOEKT OKa3an-
CA He TaKUM YXX UHTEpPEeCHbIMY,

WHTepakTuBHOE UCKYCCTBO U AU-
JleMMa KypaTopa

B ranepee TeiT Gbina nporpamma, Ko-
TopaA HasbiBanacb «TeAT BMecTe C
*usHbto» («Tate acts live»). OHa 3a-
KOH4YMnach, HO ceiyac MOABUNCA Ky-
paTop, KOTOpbIi xAeT GnarotBopuTe-
Nei, 4ToObl HayaTb HOBYH NMPOrpaMMmy
«OxuBliee nckycctBo» («Live Art»).
Takoe Ha3BaHue OblN0 BbIGpPaHO NOTO-
MYy, 4TO 3(eMepHOCTb W HejoNroBey-
HaA NpupoAa VHTEPaKTUBHOIO UCKYC-
cTBa GpocaeT BbI30B My3eto. Kak ero
coxpaHuTb? OHO MOXeT BbiTb 3atuK-
CMPOBaHO C NMOMOLYbI BMAeO3anucy,
HO MHOTAa XYAOXHUKWU JenatoT ¢oTo-
rpadmm cBomx nepchopMaHCOB, a 3a-
TeM BbICTABNAT UX Ha pbiHOK. B cBA-
31 € TaknMK paboTaMu BO3HMKAET BO-
npoc: «fAsnaTca am 3tn $HoTO U BU-
Aeomatepuanbl, MojlyyeHHble nocne
nepdopmaHca, TONbKO AOKYMEHTaMu
coObITVA UK 3TO NapannenbHble Npo-
M3BeeHNA MCKyccTBa, obnajawowue
cBoeii CcoOCTBEHHOW Mpupoaoin?
JLoMmKHO NN 3TO UCKYCCTBO KONEKLMO-
HMPOBATbCA B KA4eCTBE JOKYMeHTaslb-

JIIOCUAH ®PEL,
Jin Baypu

1991

Xoncrt, Macno
200x251

LUCIAN FREUD
Leigh Bowery
1991

0Oil on canvas
200 by 251 cm

®P3HK AY3PBAX
MponcxoxaeHne
Bonbloi measeanbl
1967-1968

[ocka, macno
114,6x140,2

FRANK AUERBACH
The Origin of the
Great Bear
1967-1968

0Oil on board

114.6 by 140.2 cm

nated by a board of trustees where the
directors exchange and discuss com-
mon issues. Each gallery has its own
director and its own programme and
acts autonomously. ‘We are together
alone’. Tate Modern is one the
youngest museums in the world
because it has only four years, but as
part of Tate is also one hundred years
old, this implies having already a grand
past and at the same time being almost
like a newborn. On one hand there is
an attachment fo history, on the other
there is the freedom tfo reinvent one-
self as institution.

The Turner Prize

The Turner Prize deals with British
artists and belongs to Tate Britain. It has
followed a formula of clever marketing
and publicity that worked extremely well
to create an audience for contemporary
art, audience that previously was almost
not existent. ‘It really put the spot light
on art even if sometimes for the wrong
reasons.’ As Art Prize it has been so suc-
cessful that its model has been imitated
all over the world.

Acquisitions and donations

There is no fixed budget for acquisi-
tions, there is only a total budget for
Tate Collection and each year the direc-
tor and the trustees decide how much is
allocated to acquisitions They collect
and then each Tate goes to the central
collection and takes works fo display in
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their own site. Of course there is a cer-
tain degree of coordination and the
curators of the different Tates have an
input in the way the process goes, but
the final decisions are taken by the
director of the Tate Collection. Acquisi-
tions are made also through donations.
There are several committees like the
Latin-American committee, the Ameri-
can committee that buy works for Tate.
Tate depends a lot on outside help and
outside donations for the collection.
And now that there is the possibility of a
new law whereby people can deduct
taxes if they donate money or buy work
of art for public galleries, it seems the
budget controlled by the donation will
be even greater.

Sponsorship

Usually it is the museum that looks for
sponsorship, there is even a special
department that deals with that. But
at Tate they are very privileged. Dur-
ing the past year the gallery had an
amazing visibility and because of the
amount of visitors, it has become cer-
tainly one of the most popular muse-
ums of modern art in the world. For
that reason every so often it is the big
corporations that contact Tate and
say: ‘Well we would like to do some-
thing with you what can we do togeth-
er? Hopefully this state of affair will
last! Sponsorship of course also
depends on the economic climate; in
times of crisis it disappears and when
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the economy gets better it comes
back. Generally any company is wel-
come to collaborate with Tate and in
this matter the government rules are
followed. But there are certain limita-
tions mainly dictated by ethical rules.
Tobacco companies and companies
dealing in arms for instance would
not be considered acceptable spon-
sors of Tafe.
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Aduiia K KnHopunbmy
J3urn BeptoBa «Yenosek
¢ KuHoannapatom». 1929

2 STENBERG 2

Poster for Dsiga Vertov's
film Man With The
Camera. 1929
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HOro apXMBHOrO Martepuana Win OHO
AOCTOMHO KOMNEeKUMOHNPOBAHUA Kak
npousBejeHue ucKycctBa? 3ta au-
feMMa CTOMT nepej MHOTMMU COBpe-
MEHHbIMU KypaTopammy.

Mouemy «MopepH»

HoBas ranepea TeiT Gbina Ha3BaHa
«MogepH», NOTOMY YTO BO3HMKNA HEOB-
XOLMMOCTb B OMpefeneHHoOM «6p3Haen.

Ha3saHue «MoaepH» yBA3aHO C MOHATH-
€M MOJepHM3Ma KaK OCHOBbI BCEro Co-
BpeMeHHoro mckycctea. OHo noaBoauT
K MbIC/IN O TOM, YTO B3MAA Ha UCKYCCT-
BO, npeactaBneHHoe B Tent MopepH,
OLLEHMBAETCA C COBPEMEHHON TOYKM
3peHNs, HO He B CMbICJ/Ie Yero-To MOAHO-
ro v 6bicTpo npoxoasiiero. «<HaBepHoe,
«MopepH» 03Hayaet To, YTO My3en uget
B HOTY CO BpEMEHeM.

Mbi1 BMecTe, HO KaXabIi

cam no cebe

CyuwecTByert yeTblpe ranepeu TenT (Tent
MopepH 1 bputaHckan Tent B JloHaoHe,
Tewt B JInBepnyne un Teint B CeHT-AitB-
ce) nntoc TerT Konnekuma, Kotopas AB-
NAETCA OTAENbHbIM WMHCTUTYTOM. Bce
3TO - YacCTU OAHON opraHM3auun u pa-
60TatoT B TeCHOM KOHTaKTe. OHU 06be-
AviHeHbl 06wmm CoBeToM noneuutenei,
AVipeKTopa 0OMEeHMBATCA MHEHUAMU
M BMecTe 06CYXAAlOT HacyliHble npo-
6nembl. Kaxxgan ranepes nmeer cBoero
AVIDEKTOpa U CBOK COBCTBEHHYH Mpo-
rpamMmy 1 fieicTByeT aBTOHOMHO OT OC-
TabHbIX My3eeB. «Mbl BMeCTe, HO KaX-
Ablii cam no ceGe». TeiT MogepH - oauH
13 HOBeWLLNX My3eeB B MUpe, eMy Bce-
ro YeTbIpe roAa, HoO 3TO M YacTb ranepeu
TeiT, koTopoit yxe 100 netr. Mbl HOBO-
POXAEHHblE, HO Y Hac BeluKoe mnpo-
wnoe. C ofHO CTOPOHBI, Mbl CBAA3aHbI C
uctopviein, ¢ Apyroin - Mbl obnagaem
csobogoit B dpopmupoBaHun obpasa
CBOEro MHCTUTYTA.

Mpu3 TepHepa

Mpwu3 TepHepa vMeeT oTHOLEHWMeE K Bpu-
TaHCKUM XYAOXHWMKaM 1 K bpuTtaHcKon
TewT. CywectBoBaHuWe 3TOM NpeMmm oc-
HOBaHO Ha MpUHLUWMNEe pasyMHOro Map-
KeTWHra 1 monynapusauuu, 4To MosHo-
cTbio cebs onpaBAblBaeT ¥ co3jaer
ayauTopuio niobuTeneit coBpeMeHHOro
MCKyCCTBa — Ty ayAUTOPUIO, O CYLLECTBO-
BaHWM KOTOPOI paHblue He Nojo3peBa-
nn. «[JencTBUTeNbHO, 3TO MpUBAEKaeT
BHMUMaHMe K VCKYCCTBY, NOPOI Aaxe no
HeOXWUAaHHbIM npuunHam». Kak npus
Mo MCKYCCTBY, OH Bbln HacToONbKo yc-
MeLHbIM, Y4TO MOCAYXKMN 06pasuoM Ans
BCero mMupa.

MpuobpeteHus

¥ GnaroTBOpUTENILHOCTL

B ranepee He cyuwecTtByeT ¢uKcmpo-
BaHHOro OtogKeta Ha npuobpeTeHue
NpOW3BeAEHNIN UCKYCCTBA, eCTb TONbKO
06wmin bromxKer ansa TelT Konnekuun, n

€XerofHo AMPEeKTop W nomneynTenu pe-
LIAIOT, CKOMbKO CPeACTB BbIAENUTb Ha
nononHeHune Konnekumun. fanepes n ee
tdwunmansl 06pawatoTca K obuiemy GpoH-
4y Konnekuuu v GepyT npov3seneHns
ana nokasa. KoHeuHo, ectb 06wumin fo-
roBOp KOOPAMHALMWU, B COCTaBJIEHWM
KOTOpOro y4acTBYIOT MX KypaTopbl, HO
OKOHYaTeNbHOe peLleHune 0 NpejocTaB-
JIEHUWN MPOU3BEAEHWNIA BbIHOCUTCA AMN-
pektopom TenT Konnekuwi. MononHe-
HMe KONNeKLUU MPOUCXOAWT 3a cyeT
6narotBopuTenbHbIX cpeacTs. Cywect-
BYeT HECKOJIbKO KOMUTETOB, Hanpumep
JlaTuHoamepukaHcKuii KomuTteT, Ame-
PUKaAHCKMIA KOMUTET, KOTOpble MOKyna-
0T NMpou3BefeHnA AnA ranepen TenT.
Pacxoabl My3es Ha mpuobpeTeHus Bo
MHOTOM 3aBWCAT OT MOCTOPOHHEN no-
MOWM U 6NaroTBOPUTENbHbBIX CPEACTB.
B HacToAwee BpeMA oxunaaeTca HOBbIN
3aKOH, KOTOPbIA COKPaTWUT HanoroBble
BbINNaThl ANA GnarotBopuTenen, gena-
fOWMX B3HOCbI MU MpuobpeTtatwmx
Mpou3BeAEHNA UCKYCCTBA ANA My3eeB.
370 npuBeAeT K yBENIMYEHWIO My3€eHO-
ro GroaxeTa, popmMmpyemoro u3 Gnaro-
TBOPUTENbHbIX CPEACTB.

CnoHcopcTBO

OG6bIYHO My3eil MLLeT CNOHCOPOB, Cy-
LLeCTBYeT Aaxe creumanbHas cnyxoa,
KoTopas 3TUM 3aHuMaeTcA. B 3ToMm
cMbicne y ranepen TedT mpuswuneru-
poBaHHoOe nonoxeHune. 3a nocneaHni
rof, ranepes uMena xopoLuyto noceuya-
eMoCTb, U BoNbLIOe KONMMYECTBO 3pu-
Tenen cpaenanu ee OAHWM U3 CaMblX
MonynApHbIX My3eeB COBPEMEHHOro
nckyccrea B mupe. 1o aton npuymnHe
C HaMKn COTPYAHMYAIOT KpynHble Kop-
nopauuun. OHKM obpawatotcs B rane-
peto, cnpawusas: «410 6bl Mbl MOTAN
cienatb BMecTe ¢ Bamu?». Hagetocs,
YTO TaKoe COTPyAHMYECTBO ByaeT npo-
AomKaTtbea v fanblue. KoHeyHo, CnoH-
COpCTBO 3aBUCUT OT 3KOHOMUYECKOW
CUTyauuu: BO BpeMeHa Kpusnca OHO
ncyesaet, a KOrAa B 3KOHOMMWKe Bce
HOpManbHO, OHO Bo3Bpaliaetcs. B 06-
e, xenauve nobon KomMnaHum co-
TPYAHUYATb C HAMWU Mbl NMPUBETCTBY-
eM, U 3TO0 MOAAEPXKaHO TaKKe rocy-
AapCTBEHHbIM 3aKOHOAATENbCTBOM.
Ho ecTb HeKkoTOpble orpaHuyeHus,
NPOAMKTOBaHHbIE 3TUYECKUMMK CO06-
paxeHuaAMU. TabayHble KoMNaHuu, a
TaKXe KOMMaHuK, 3aHumatoLnecs Bo-
OpYX€HMEM, He MOryT cTaTb CMOHCO-
pamu ranepen TeuT.

Pycckue xyaoHUKn

yxKe ABNAIOTCA YaCTblO

MMPOBOIA UCTOPUM

B ranepee TeiT nMeeTcA KonneKumsa npo-
U3BEAEHNI PYCCKMX XYAOXHWKOB, HO, K
COXaNeHUIo, OHa He TaK BENMKA, KaK Xo-
Tenocb 6bl. Pycckoe wmckycctBo 6bino
4pe3Bbl4yaliHO BaXHbIM A1 NepBou Tpe-
7 XX cTonetus, BinAHWe cynpemarmsma
N KOHCTPYKTVBM3MA OLLYTUMO M MO ceil
AeHb. «JTuyHoCTU, NoZo6HbIe JIucnuKkomy,
Manesuuy, Monoson, Po3saHosow, npo-
AOMKAOT 0CTaBaTbCA 0YEHb 3HAYMMBIMM
¢urypamm u, 6e3 COMHeHUA, COCTaBNAOT
yacTb 0OLLEro KynbTYpHOTO ABMMKEHWS,
KOTOpOe BbIMAET W 3@ rpaHuLbl Halero
cronetna. Ha Mo B3rnag, 3T XyLOXHU-
KW yKe ABNAIOTCA YacTbio MUPOBOW UCTO-
puu. [No celt feHb ocTaloTCA MHOrMe ac-
NeKTbl UICKYCCTBa TOTO Nepuoja, Kotopble
TpebyoT fanbHewero usy4eHns u Ho-
BOW MHTepnpertaumun. Henb3sa ckasatb,
4TO TEMa McYeprnaHa, nHaye He NoOABNA-
nuck Bbl BCe HOBbIE U HOBble BbICTaBKM.
Y10 AEMCTBUTENBHO ACHO, TaK 3TO TO, YTO
1930-e rr, BpeMA cTanMHU3Ma, CTanu
CBOEro poja YepHoW AbIpol, BpeMeHeM
o6wweit genpeccun. XyAoKHUKM AOMKHbI
OblNM CKpbIBATLCA B CBOVX MACTEPCKUX,
MHOTMe W3 HWX MPOoMnanu B KOHLEHTpaLm-
OHHbIX narepsx. Ha npotaxeHuu gonroro
nepuoja CAEPXUBANICA BbIX0OJ, TBOpYeC-
Kol 3Hepruu. Mbl Ha 3anage Oblav He
0YeHb 0CBEJJOMIIEHbI O TOM, 4TO MPOUCXO-

3HAW YOPXO0N
Mapunux
AuvnTux. 1962
Xoncr, akpun
205,4x144,8

ANDY WARHOL
Marilyn

Diptych. 1962
Acrylic on canvas
205.4 by 144.8 cm
Purchased 1980

© The Andy Warhol Foundation for
the Visual Arts, Inc. DACS, London /

ARS, New York
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Russian artists are already part of a
universal history

Tate has a collection with Russian
artfists, but unfortunately it is not so
comprehensive as one would love. Russ-
ian art has been extremely important in
the first third of the century and the
influence of suprematism and construc-
tivism is still seen today. ‘People like Les-
sitsky, Malevich, Popova, Rozanova are
still significant and certainly they are
part of an essential cultural movement
that will go beyond this century. In my
opinion they are already part of a uni-
versal history, Even now there are sfill
aspects of that period that have to be
discovered or at least reinterpreted. It
has not been exhausted and that
explains the fact that there are still
many exhibitions being produced. What
is certfain is that in the 30s with Stalin-
ism there was a kind of big black out and
the situation went into a general level of
depression. Artists had to retreat into
their studios and kind of make almost
no noise, some of them even disap-
peared in concentration camps. There
was a long period where the artistic
energy was kept in a very low profile. We
in the West are not very aware of what
was happening in Russia during the 40s
and 50s, although there have been
attempts to reinterpret that period like
in an exhibition recently in Berlin. In the
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70s in the west we were again able fo
reconnect with what was going on in
Russia, like the movement of Sotsart and
then some of the artists became very
well known like Bulatov and Kabakov. So
Russian art once more has gained
prominence although not as much as it
has had in the early part of the century.
Now the situation is more normal, there
is more access and the communication
channels are open. At the moment there
is a strong interest in Russian art and it
is very important that this interest con-
tinues. Until now the traffic has been
more from Russia out than from the
other countries in, hopefully this unbal-
ance will be rectified soon and then we
can really say that at last normality has
sef in.

Four million visitors!

The danger of suffocating

by success

Last year four million people visited Tate
Modern. Of these four millions approxi-
mately three and an half came to Tate to
the free access part which means the
permanent collections and the Turbine
Hall. For the exhibitions that have a
charge it is a different matter, generally
slightly above half a million visitors went
to the exhibitions with charge. There are
two kinds of audience The one that
comes to see the Tate Modern as a ‘mon-
ument’ and they have an experience
which is a bit like going to see the Tour

106  TPETbAKOBCKAS TANEPE]

Eiffel. For them it is just a ‘must’ to do
while they are in London, as nowadays it
sounds fashionable fo spend a day at the
Tate Modern. Most of these are tourists
both national and foreign. Then there is
another part of the audience which is the
art lovers, who come for the art more
than for the experience of strolling and
being inside of the monument and finally
a small part of these are the exhibition
goers who go to the exhibitions where
you have to pay. There is also a core audi-
ence made up by the members. Member-
ship is very important for Tate as in a way
it represent the complicity that society
has with the institution. Tate has more
than 50,000 paying members. This is a
very positive sign as it means that there
are 50,000 supporters there all the time.
What are the challenges that such a vast
audience generates? First challenge is to
turn the occasional visitor into a reqular
one. This is not easy because many peo-
ple consider a museum like a monument
- seen once, done with it. Tate has fo con-
vey the message that every three months
exhibitions change and works from the
permanent collection also change so the
public should feel that is missing some-
thing by not visiting regularly. Another
challenge is to furn the visitors into tick-
eted exhibition visitors. The problem
there is that there are 2 floors of free
access (the permanent collections) plus
the Turbine Hall. After seeing two floors
of art, people think ‘well why should we
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MAPK POTKO
YepHoe Ha
KopuyHeBom.1958
Xoncrt, Macno
266,7x381,2

MARK ROTHKO
Black on Maroon
1958

Qil on canvas
266.7 by 381.2 cm
Presented by the artist through the
American Federation of Arts 1968
© Kate Rothko Prizel

and Christopher Rothko/DACS 2002

anno B Poccnm Ha npotskeHun 1940-
1950-x T, XOTAA, KaK nokasana HejaBHAS
BbiCTaBKa B bepnvHe, npeanpuHumatotcs
MOMbITKM NO-HOBOMY NPEACTaBUTb U UHTEp-
npetvpoBatb 3T0T nepuog. B 1970-e rr. cHo-
Ba NosABMIacb BO3MOXHOCTb HaNaanTb CBS-
3u ¢ Poccuent. Toraa BO3HUK cou-apT, cTanu
M3BECTHbl TaKue XyAOXHWKK, Kak .byna-
T0B 1 V.Kabakos. CHOBa, XOTA 1 He TaK, KaK
B Hayane XX BeKa, pyCCKoe MCKYCCTBO 3a-
HANno nepepoBble nosuuuu. Ceitvac cutya-
UM HOpPMaNnM30Banacb, rpaHuLbl OTKPbI-
JINCb, HANAAUIVCh KyNIbTYpHbIe cBA3u. B Ha-
cTosilee BpeMsi HabtoAaeTcs GONbLLO NH-
Tepec K pycCKOMY MCKYCCTBY, U BaXHO, 4TO
OH He uccAkaeT. [lo CerogHAWHEro AHs
Ky/IBTYpHbIA BeKTOp Obifl, CKOpee, Hanpas-
neH n3 Poccun, yem B Poccuio, BO3MOXHO, B
CKOPOM BpeMeHu 3TOT 6GanaHc BOCCTaHO-
BUWTCS, U Mbl CMOXEM CKa3aTb, YTO HaKOHeL-
TO BCE B HOpMe».

YeTbipe MWIIMOHA

nocetureneii! MoasoaHbIe

KaMHM ycnexa

B npownom rogy Tent MogepH nocetnnu
yeTblpe MUIIMOHA YenoBeK. M3 Hux Tpu ¢
MONOBUHON MUANIMOHA NOCETUIN NOCTOAH-
HYI0 3Kcno3uumio 1 TypOrHHBIN 3ah, B KO-
Topble BXOA CBOOOAHbINA. [lpyroe geno -
nnaTHble BbICTABKW, WX MOCMOTpenu He-
MHOrMM Gonee NONMUANMOHA NOCETUTENEN.
My6nuka, npuxoaswas B TeiT, aenutcs Ha
Ase yactu. OgHa npuxoanT ocMoTpeTb TelT
KaK JgocTonpumeyarenbHocTb. na H1X 310
NpUMepHO TO e caMoe, KaK yBuaeTb iide-
neBy GallHIO, T.e. TO, YTO HYXHO cAenatb
06A3aTeNbHO, ecnu Bbl HaxoAUTech B JIoH-
[OHe, MOTOMY 4TO 3TO Ha cyXy v BoobLe
MOZHO npoBecTV AeHb B Tent MopepH.
BonbWWHCTBO ayAMTOpUM - TYpPUCTBbI, U
OpuTaHcKMe, U MHoCTpaHHble. Ho ectb u
Apyras 4acTb ayAMTOpWUM — LieHWUTenu npe-
KpacHoro, KOTopble NPUXOAAT paan CaMoro
uckyccrtea. M coBcem HesHauuTenbHas
yacTb My6AMKM — NOCETUTENV BbICTABOK, 3a
BXOZ, Ha KOTOpble HyHO nnatuth. Ewe ectb
TaK Ha3blBaeMoe «Afpo» noceTuTenen my-
3ef, KOTOPOe COCTOMT 13 UieHoB obLiecTBa
Apy3en myses. YneHCTBO 0YeHb BaXHO ANA
ranepeu, NOTOMy YTO OHO ABJIAETCA NOKa3a-
Tenem BoCTpeboBaHHOCTM My3esi obuiecT-
BoM. B obuiectBe gpy3eit Teit coctonT 6o-
nee yeM 50 TbicAY UNEHOB, KOTOPbIE NATAT
B3HOCbI. 3TO OYeHb XOPOLUMIA NOKa3aTenb,
3HaAuWT, ranepelo Bce BpeMA MOAAEPKMBA-
toT 6onble 50 ThicAy yenosek. Kakue npo-
6neMbl BO3HMKAlOT B CBA3M C MacCOBbIM
HannbiBOM nocetuTenen? lepBas cnox-
HOCTb — NPeBPaTUTb CIy4aliHOro NnoceTuTe-

pay to see an exhibition?" A third chal-
lenge is the number of visitors. Four mil-
lion is a lot people so often the exhibition
rooms are too crowded which makes it
difficult for the visitors fo look at art in
the best way. There is the danger of suf-
focating by success’ Some measures
have fo be taken, as the number of visi-
tors, which was taught fo be due to the
novelty of a new place, in the course of
the years has not diminished. In the next
displays therefore there will be a rework
of the interior architecture so that peo-
ple can have a better experience in visit-
ing the galleries.

Artists movements and the YBA

The phenomenon of Young British
Artists (YBA) which included artists such
as Damien Hirst, Sarah Lucas, Tracey
Emin and which appeared in London at
the end of the 80s, could in a way be con-
sidered a movement. Although it was
linked very closely to the marketing of
cool Britannia, it was probably generated
by the sense of frustration and isolation
that artists felt at the time. ‘One doesn’t
want to do an easy reading of that trend
but if Thatcher didnt exist | wonder if the
artists would have united and reacted in
this way. | also wonder if they would exist
without the punk movement which again
had to do a lot with the Thatcher years.
Moreover one can feel going through
that movement an anger can be fraced
in the British culture back fo the post
war years when ‘angry young men’ were
shaping the literature and the theatre of
the fime. This is the second or third time
that in Britain there is the kind of group-
ing that takes strong positions and goes
into the world in a very aggressive way
and says ‘Hey we are here, we exist!' But
now that they have by and large reached
middle age and are not young anymore,
Young British artists are not inferested
anymore in been seen in those terms but
they want to be seen as individuals. That
is why some of them have rejected
Saatchi's attempt to keep them in his
new gallery as frozen specimen of the
YBA group. Of course between them
there are still close friendships and col-
laborations, as one can see in the exhibi-
tion that has just opened at Tate Britain
‘In Da Garda da Vida', But all said, Lon-
don probably wouldn’t be where it is now
without the YBA.

Francesca Piovano

MAPK POTKO
CBeTo-KpacHbIii
Ha yepHoM. 1957
XoncT, Macno
232,7x152,7

MARK ROTHKO
Light Red Over Black
1957

0Oil on canvas

232.7 by 152.7cm
Purchased 1959

© Kate Rothko Prizel

and Christopher Rothko/DACS 2002

NA B MOCTOAHHOrO. 3TO He NIerKo, TaK Kak
MHOTMe CYUTalOT My3ei NaMATHUKOM 1c-
KyCCTBa, KOTOPbI MOXHO YBUAETb OANH
pa3 v Gonblue He Bo3BpallaTbes. Mepes
HaMu CTOMT 3ajja4ya JOHeCTM 0 3puTens,
YTO IKCMO3MLIMA MEHAETCA Kax/able Tpn
mMecsla, M ecnum Bbl He noceljaeTe
ranepero peryisapHo, TO ynycKaeTe 4To-To
BaXkHoe. BTopas cnoxHocTb - npespa-
TWUTb 0BbIYHbIX NOCETUTENEN B MOCETUTE-
neit nnaTtHbIX BbicTaBOK. [Mpobnema B
TOM, 4TO /iBa 3Taxa My3es niatc TypouH-
HbIA 321 ABNAOTCA GecnnaTHbIMM NOCTo-
AHHbIMK 3Kcno3uumamn. OcMoTpeB ABa
JTaxa, MoK, KaK npaBuio, 3aayMbiBa-
l0TCA, @ CTOWT NN eLLe UATW U Ha NAaTHYI0
BbicTaBKy? TpeTbA CNOXKHOCTb — Konnye-
CTBO moceTuTenen. Yetolpe MuannoHa -
3TO BCe-TaKU MHOrO JIIOAEN, 3abl nepe-
MONMHEHbI, YTO OYeHb MeLlaeT BocnpusA-
TWIO MPOU3BEAEHWUA Haunyywum obpa-
30M. «3T0 U eCTb NOABOAHbIE KaMHU yC-
nexa». [JomKHbl BbITb NPEANPUHATBI Me-
pbl K TOMy, 4Tobbl YMCNO NoceTUTeNeN,
MPUyYeHHbIX K MO3HaHWIO BCEro HOBOIO,
He yMmeHbLumnoce. [oatomy ana npeacro-
AWMX IKCMO3MLMIA MNaHupyeTcs nepe-
paboTka 0(hopMNEHUA VHTEPLEPOB, YTO-

MEXOYHAPOOHAR NAHOPAMA

Obl nogn Mommn nony4yntb MakKCUMyM
YAOBOJIbCTBUA OT NOCELLEeHNA My3ed.

XynoeCcTBEHHbIE ABUXKEHUA U
rpynna «Monoabie 6puTaHcKue xy-
AOXKHUKU»

lpynna «Monoable GpuTaHCKME XyAoXk-
HUKn» (YBA), KoTopaa BKIKYaeT Takmx
macTepoB, Kak [lamvan Xepcr, Capa Jly-
Kac, Tpeiic SMuH, nossuBLLKxcA B JToH-
noHe B KoHue 1980-x rr, MoXeT cynTtaTthb-
cA ABMXeHMeM. XOTsl NOsiB/IeHME 3TOro
ob6beanHeHNs bbIno TECHO CBA3aHO C Mo-
3ULMOHMpPOBaHMeM bprTaHmm Kak 3aKo-
HoAaTeNbHWLbl Mo, oHO o0ycnaBiuBea-
nock obuier atMocdepoi pa3oyapoBaH-
HOCTM 1 M30/1POBAHHOCTY OT BHELLUHEro
MVpa, LapuBLUei B TBOPYECKOM cpefe.
«M0XXHO MHOIO paccyaaTb Ha 3Ty TeMy,
HO MHTepecHo, ecnu 6bl Maprapet TaT-
yep He CyLlecTBOBano, 06beguHUAUCH
n Obl 3TV XYAOXKHUKM U AeiCTBOBaM
6bl OHY NogobHbIM 06pa3om? A Takke
3agato cebe Bomnpoc, cyuectsoBanm Obl
OHY 6e3 NaHKOBCKOrO ABWXKEHUs, KOTo-
pOe TaKxe TeCHO CBf3aHO CO BpeMeHeM
Tatuep?». Bonee Toro, AicHO owyiaerca
THEB, KOTOPbIM MPOHUKHYTO 3TO JBUXe-
HWe, OH BbIpa3uncsa B 6pUTaHCKOM Kynb-
Type B MOC/eBOeHHOe BpeMs, KOraa
«paccepeHHble Monogple noau» hop-
MMpOBanu TeaTp 1 nUTepaTypy Toro Bpe-
MeHW. 3T0 BTOPOW UAV TPETWIA pas, Koraa
B bpuTtaHuu npoucxoaut Takoro poza
o0beanHeHe, KOTOpOe BMOCAEeACTBUM
3aHMMaeT CWJ/bHble MO3ULUM U arpec-
CUBHO BpbIBaeTca B Mup, roBops: «Mbl
37echb, Mbl cywecteyem!». Ho cenvac To,
4Eero OHY AOCTUIIIN, YK He HOBO, U OHU
Gonblie He Monogpl. «Monogble Gputan-
CKMe XYA0XKHVKINY BofblUe He 3auHTepe-
COBaHbl, YTOObI UX BOCMPUHMUMANU Kak
rpynny, Tenepb OHU XOTAT BbITb YBUAEH-
HbIMU KaK MHAMBUAYanbHocTU. iIMeHHo
NMO3TOMY HEKOTOPbIM U3 HUX He MOHpa-
Bunoch, 4to Caatum xoTen BbICTaBUTb KX
B CBOEW HOBOW rasiepee B KayecTBe xpe-
cToMatuitHoro obpasua rpynnbl «Mono-
Able GpUTaHCKUE XyA0KHMKMNY. KoHeuHo,
MEXAy HAMU U 0 CUX NOp CoXpaHseTcs
camas TecHas Apyx0a U coTpyaHUYecT-
BO, J0KA3aTe/IbCTBOM YeMy ABNSETCA He-
[aBHO OTKpbIBlIasAcA BbicTaBKka «In Da
Garda da Vida» B bputaHckon Teit. U
BCce cKasanu, 4yto JIOHAOH He Obin Obl
TeM, 4eM OH ecTb ceityac, 6e3 «Monoabix
OpUTAHCKMX XyAOKHUKOBY.

Whtepebio B3sna Ppanyecka MuosaHo
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N3 UMMEPaTOPCKOro
noaapo4Horo oHaa

lipedcmaeneHHas 8 AykyuoHHoM dome «lenoc» Konnekyus u3 16
UapcKux nodapkos ¢hopMuposaiach YacmHbIM JIUYOM Ha NpomsKe-
HUU MHO2UX Jlem, nepuoduyecKu NONOJIHAACL NpedMemamu, NpuoG-
PpemaswuMucs 3a pybex<oM. lioamoMy oHa cocmoumu3u3sdenuli, abco-
JIOMHO He3HAKOMbIX aPM-PbIHKY OCCUU.

THE GELOS AUCTION HOUSE'S COLLECTION OF 16 TSARIST GIFTS
WAS FORMED OVER A NUMBER OF YEARS BY A PRIVATE PERSON,
AND WAS ENRICHED AT REGULAR INTERVALS BY ITEMS PUR-
CHASED ABROAD.

from the Imperial
Gift Fund
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TO TPU KOBILLA, ABa KyBLUIU-

Ha, CTaKaH C KpbILLKOM, CTO-

na, 6paTuHa, YaitHuK, 6nto-

10, iBa KyOKa, KOMIUIEKT U3

LLIEeCTU CTAKaHOB U Kodein-
HbI CepBU3. BoNbLMHCTBO 3KCMNOHATOB
BbIMOMHEHbI U3BECTHBIMWA MOCKOBCKMUMM
macTtepamu cepebpsiHoro gena XVII-XVIII
BEKOB 1 NpeACTaBNAoT coboi npeameTbl
061X0/a CBETCKOM XW3HY, TPaaULMOHHO
NpenoAHOCMBLUMECS OT LLIapCKOro MMeHM
«3a cnyx6y» 0co60 OTINUYMBLLMMCA CBOU-
MU penamu Bo 6naro rocysapcrsa Moa-
AaHHbIM. HayaTb pasroBop 0 nojapkax
PYCCKMX Liapeii cnefyeT ¢ UCKOHHO pyc-
CKMX, TPaAWLMOHHbLIX BWAOB MOCYAbI,
ApEeBHEWLINM U3 KoTopblX, 6e3 COMHeHu,
ABNAETCA KOBLU.

KoBlun 13 gparoueHHbIX MeTanioB
ObITOBaNM KaK NuTbeBas Mocyaa Ao no-
cneaHen yerseptu XVII Beka. M3 Hux nu-
AU MeA - oAuMH U3 Haubonee pacnpo-
CTpaHeHHbIX HanuTkoB [lpeBHer Pycwu.
B norpebax KOBLIM CAyXunu onpeje-
NIEHHON Mepol, U UMK NO/b30BaNUCh
npu 3a4yepnbliBaHUM U3 Bouyek pasnuy-
HbIX HaMUTKOB.

B koHue XVII - Hayane XIX Beka u3
YTUINTapHON Beln KOBLWMW MpeBpaTu-
JINCb B NPeAMET «MoXanoBaHWA» 3a pas-
nnyHble 3acnyru. C cepeamntbl XVII Beka
cepebpsAHyl0 nmocyay s MoXanoBaHWA
Hauyanu nsrotoenatb B CepebpsAHoii nana-
Te MockoBckoro Kpemnsa. Hecmotps Ha To
4TO CcXeMa 0(OpMIEHUNA KOBLLEW He Jony-
CKana BONbHOCTEN, rpaBMpOBaHHbIN Op-
HaMeHT Ha BHYTPEHHMX CTEHKaXx Bbln uH-

KoBuw »

WnnapuoH AptemMbeB
Basunos

Poccus, MockBa
1733

Cepebpo, YeKaHKa,
rpaBMpOBKa, nTbe,
30/104eHNe
11x28,5%x16,5

Kovsh (Ladle) »
Russia, Moscow

1733

lllarion Artemyev Vav-
ilov

Silver, chasing,
engraving, casting,
gilding

11 by 28.5 by 16.5 cm

KoBw

Poccus, Mocksa
1687-1688
Cepe6po, yeKaHKa,
rpaBUpOBKa, NTbe,
30/104€Hne
14x39x21,5

Kovsh (Ladle)
Russia, Moscow,
1687-1688

Silver, chasing,
engraving, casting,
gilding
14by39by21.5cm

hus, it contains objects

which are absolutely new

to the Russian art market:

three kovshes (ladles), two

jugs, a glass with a lid, a
cup, a bratina (Russian ball-shaped
vessel), a teapot, a dish, two gob-
lets, a set of six glasses and a cof-
fee set. Most of the exhibits were
made by famous Russian silversmiths
of the 17th and the 18th centuries,
and served as household items in sec-
ular life. Such items were traditionally
granted, on behalf of the tsar as
recognition of "service", to those sub-
jects who had made the highest con-
tribution to the welfare of their coun-
try. When speaking about Russian
tsarist gifts, one should start with the
traditional, native Russian kinds of
ware, the oldest of which is undoubft-

edly, the kovsh.

Kovshes made from precious
metals, served as drinking vessels up
until the last quarter of the 17th cen-
tury. They were used for drinking
mead - one of the most common
drinks of Old Russia. In cellars, kovsh-
es served as measuring vessels and
were used for ladling various drinks
from casks.

In the late 17th, 18th and early
19th centuries, kovshes evolved from
being mere items for practical use,
into objects granted for diverse mer-
its. Since the mid-17th century, silver-
ware was made specifically for this
purpose by the Moscow Kremlin Silver
Chamber. Despite strict rules govern-
ing pattern and design the ornamental
engravings on the insides were free,
therefore allowing a master to show-
case his talent as an ornamentalist.
The size of the kovsh depended on the
recipient’s status, his position, and the
significance of his merit. Kovshes were
granted to merchants and tradesmen
for contributing to the national treas-
ury, mainly by collecting customs and
tavern duties, as well as to Cossacks
"for faithful service".

The earliest object in the Imperi-
al Gift Fund is a silver-qilt kovsh, made
in 1687-1688 by an unknown master
of the Moscow Kremlin Silver Cham-
ber. A vase with a bouquet is one of
the carefully selected images on the
kovsh’s handle - an image which at
that time, symbolized wealth and pros-
perity.

One of the most interesting
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AVBUAYaNbHbIM, U MAacTep MOr NPOABUTbL
CBOWM TaNaHT XyLOXHMKa-OpHaMeHTanu-
cta 6e3 Kakux-nmbo orpaHuyeHuin. Pas-
Mep KoBLUA 3aBM1CeN OT 06LYeCTBEHHOMO
MONOXEHUA Harpaxpaemoro, 3aHUMae-
MOV MM JOMKHOCTU W 3HAYMMOCTU 3a-
cnyr. KoBluM »kanoBanu TONbKO TOPro-
BbIM 1 MOCAACKWM JIIOAAM «3a npubop»,
T.€. 32 NPUHECEHHYI0 Ka3He Npubblib B
OCHOBHOM Mpu c6ope MOWAUH ¢ Kaba-
KOB M Ha TaMOXHAX, @ TaKXe OHU Mnpe-

MOAHOCUAWNCL Ka3aKaM ¢3a BepHble
CNYKObI.

Haunbonee paHHWi1 npeaMeT U3 NM-
nepaTopckoro nojapoyHoro ¢oHaa
NpeACTaB/ieH B KOMNEKLMM cepebpAHbIM
M030/104eHHbIM KOBLUIOM paboTbl Heus-
BecTHoro mactepa Cepe6psHoii nanatbl
Kpemns, co3aaHHbiM B 1687-1688 ro-
nax. M3obpaxeHne Basbl ¢ ByKeToM Ha
pydyKe-noiiKke KoBLa BblBpaHO He cny-
YaiiHO - B Te BpeMeHa 370 bbli cUMBON
6oratctBa 1 M306MANA.

OAHUM 13 Hanbonee UHTEpeCHbIX
uapckux nogapkos XVIII Beka aBnaerca
KOBLLI Jyywwero cepebpAHuMKa MOCKBbI
Toro Bpemenun - Wnnapunona AptembeBsa
BaBunoBa, yel umeHHuK «JlapnoHb Ap-
TEMbEBLY MOXHO YBUAETb Ha M3enun.
KoBLww BbINONHeH 13 cepebpa ¢ nosono-
Toih B 1733 rogy v nMeeT xapaKTepHyto
nagpesugHyo ¢opmy. [lHo KoBwa no
TPaAULMU YKpaLLEHO YeKaHHbIM repbo-
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BbIM OpJIOM, py4Ka-noJiKa ;eKOpMpoBaHa
JIerKo y3HaBaeMbIM NOPTPETOM UMMepaT-
puubl AHHbI MloaHHOBHbI B BUAE KapTy-
LA nog, KOPOHOM.

Co3aaHue 3TOro KoOBLUA CBA3AHO
C ApeBHeil TpaauuuMei HarpaxpeHus
LapCKUMK NojapKamMu KasaubWx ata-
MaHOB W cTaplwuH. Hagnuck Ha KoBlue
CBUAETENbCTBYET O €ro MNoXanoBaHWUM
umnepatpuuen AHHon WMoaHHOBHOM
cTapwuHe [JOHCKOro BOMCKa KasaKy
®ununny OKceHOBY, KOTOpbIV, BEPOAT-
Ho, 6bIn cbiHOM aTamaHa OkceHa ®po-
710Ba, HarpaxzaeHHoro nofo6bHbIM cepe-
6paHbIM KoBlwoM B 1717 roay. Moxa-
/loBaHMe KOBLIOM pacLeHUBanoch Ka-
3aKaMy Jaxe Bbllle, YeM NoXanoBaHue
cabneit. )KanoBaHHble KOBWW Nepeja-
Ba/NNCb HacnefHMKaM MO MYXCKOW Jin-
HUW, @ B OTCYTCTBME TaKOBbIX - B Liep-
KOBb Ha MOMMWH Aywun. Hago oTMeTuTh,
yto ¢ 1722 ropa Ha «aeno Koslia» u3
Ka3Hbl OTMycKanacb CTPOro onpepe-
NeHHas cymma - 16 py6nen 50 Koneek
atamaHy u 15 pybneii ctapwure. Hag-
nuck yTBepxaanacb BoeHHon Konneru-
el 1 He Morna 6bITb U3MeHeHa Ge3 ee
BeAoMa.

CepebpsiHoe no3ono4eHHoe 6o~

4 KoBu
Poccusa, MockBa
1687-1688
®dparmeHt

< Kovsh (Ladle)
Russia, Moscow
1687-1688
Detail

YaitHuk

Poccus, MockBa
Cepepuna XVl B.,
NpeanooXUTeNbHO
1754

Cepebpo, KocTb,
YeKaHKa, nTbe,
30/104eHNe
13x20,5%13

Teapot

Russia, Moscow,
mid-18th century,
apparently 1754
Silver, ivory,
chasing, casting,
gilding

13 by 20.5 by 13 cm

KoBw

Poccusa, Mocksa,
1687-1688
PparmeHT

Kovsh (Ladle)
Russia, Moscow,
1687-1688
Detail

tsarist gifts of the 18th century is a
kovsh, which belonged to the most
highly-rated Moscow silversmith of
that time - lllarion Artemyev Vavilov.
His mark «JlapuoHb ApTeMbeBb» can
be seen on the item. This kovsh, made
in 1733, is silver-gilt, and boat-shaped.
In accordance with fradition, the
kovsh's underside is embossed with
the eagle of the coat of arms, and the
handle is decorated with an easily rec-
ognizable portrait of Empress Anna
loannovna, in the form of a cartouche
below the crown.

The production of this kovsh is
related to the old tradition of present-
ing tfsarist gifts fo Cossack atamans
and starshinas ("first sergeants”). An
inscription on the kovsh says that it
was granted by Empress Anna loan-
novna to the starshina of the Don
Army Cossack Philipp Oxenov, pre-
sumably the son of the ataman Oxen
Frolov, who was awarded with a simi-
lar kovsh in 1717. To be awarded a
Kovsh was considered an even
greater honour for the Cossacks than
the award of a sabre. Granted kovsh-
es were handed down to male heirs,

[0 Kak BWA NocyAbl HapaBHe C KOBLIOM
MOXHO OTHECTM K Haubonee ApeBHUM
npeaMeTaM [OMalUHEro W 3acTo/bHOro
o6uxoga. A K koHuy XVIII Beka npu aBo-
pe ctaHoBUTCA 06blyaeM xanoBatb 6io-
Ja B KayecTBe MoAapKa KaK BblCOYait-
wyro 61arogapHoCTb.

bntopo, Bxoasllee B Konnexkuumio,
6bin0 co3aHo B 1778 rofy MOCKOBCKUM
cepebpsHMKoM AnekceeM AdaHacbeBbIM
KocbipeBbIM. [IHO 13penua AeKopupoBa-
HO penbedHoi KoMno3uuuen c n3obpa-
KEHVEM CLeHbl U3 aHTUYHOW Mudono-
ruv - [epakn, BbIBOAALMIA U3 NOA3EMHO-
ro uapcrea Llep6epa. Ckopee Bcero, 3a-
Kas3umK He cnyyairiHo Bbibpan cloxer 06
OfHOM M3 nocneAHUX noasuros lepakna.
Bo3MOXHO, MHOCKa3aTesbHbIN CMbIC O
HeBMAaHHOM xpabpocTtu lepakna nepe-
KnvKancs ¢ ero 6uorpacuen nnm MomeH-
TaMU XKWU3HU KOTo-TO 13 BAM3KUX Ntogei.
MOoXHO NpeAnonoXuTh, 4to 611040 b0
3aKa3aHo B NaMATb O JIMYHbIX NOABUrax
3aKa3uyMKa B Mepuopj pyCCKO-TypeLKow
BOVHbI 1768-1774 ropos.

PenbedHble n306paxeHus, otanya-

Bntono
Anekcen AdaHacbeB
Kocblipes (?)
Poccua, Mocksa
1778
Cepebpo, yeKaHKa,
30/104eHne
41,2x57,5

Dish
Russia, Moscow
1778
Alexey Afanasyev
Kosyrev (?)
Silver, chasing,
gilding

41.2 by 57.5 cm

Kosuw

WnnapvoH
AptembeB BaBunos
Poccua, Mocksa
1733

PparmeHT

Kovsh (Ladle)
Russia, Moscow
1733

Illarion Artemyev
Vavilov

Detail

or, in the absence of such an heir,
were donated to the church. It is sig-
nificant that since 1722 the treasury
allotted a fixed amount of 16 roubles
50 kopecks to atamans, and 15 rou-
bles to starshinas for «the kovsh’s
case». The inscription on the kovsh
was approved by the Military Board
and could not be changed without the
Board'’s permission.

The silver-gilt dish, displayed

along with the kovsh as a kind of ware,
can be considered among the oldest
household and fable items. By the late
18th century, it had become a court
tradition to grant dishes as a sign of
imperial gratitude.

The dish in this collection was
made in 1778 by Moscow silversmith
Alexey Afanasyev Kosyrev. Its under-
side is chased with a relief mythologi-
cal scene of Hercules bringing Cer-
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berus up from the Underworld. The
customer would have chosen the sub-
ject of one of the last labours of Her-
cules advisedly as Hercules’ unprece-
dented courage, allegorically
expressed in the scene, was likely to
refer to the recipient’s own biography,
or events in the life of his near rela-
tions or close friends. The dish was
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Ky6ok

Poccus, Mocksa
Cepeanna XVIII B.
Cepebpo, yeKaHka,
30/104eHne

B.32

Beaker

Russia, Moscow,
mid-18th century
Silver, chasing,
gilding. h 32 cm

presumably ordered in commemora-
tion of the customer’s feats in the
Russian-Turkish War of 1768 - 1774.

There are relief images on anoth-
er item of the collection which are
equally notable for their artistic value
and rare professional workmanship.
The object in question is a silver-gilt
ball-shaped rocaille teapot with an
ivory handle, made in 1754. The
teapot's shape is somewhat unusual
because of the highly set spout, made
by the workmaster in the form of an
eagle’s head. An object with a similarly
extraordinary interpretation is kept in
the Collection of the Moscow Kremlin
Museums.

Another exhibit worth noting is a
silver beaker of the mid-18th century -
a rarity in the antiques market. In the
course of the 18th century, silver
beakers served not only as drinking
vessels but also as granted and award-
ed decorative works of art.

The beaker in question is unique,
not only on the merit of its fine orna-
ment, but also on that of its conven-
tional portrait images. Having a cup, a
glass or a beaker engraved with «big-
wigs» was fashionable at that time. We
can see that this beaker is decorated
with "bigwigs”, since none of the
depicted characters are wearing the
imperial crown or an ermine cloak,
and in fact the men’s cloaks resemble
those of Old Russian princes.

Works by silversmiths, similar in
workmanship and originality fo the
items in this particular collection can
only be found in large public collec-
tions: the Moscow Kremlin Museums,
the State Historical Museum of
Moscow or the State Hermitage Muse-
um of St. Petersburg. This particular
collection is the first private collection
to bear direct relation to Russian tsars
and their circles. Furthermore, all the
exhibits are evidence of the Russian
masters’ outstanding craftsmanship in
a full range of silversmith techniques.
Experts unanimously agree that this
collection is of undoubtedly high artis-
tic and historical value, worthy of the
best museums. The exhibition of this
collection at the Gelos’ is an indu-
bitably great event not only for anti-
quaries and collectors, but also for
anyone who values Russian national
culture.

Olga Kuzmenko
Yulia Progonova

IOLMECA He MeHblluei XyA0XKeCTBeHHON
LIeHHOCTbIO W pefKuM npodeccroHanb-
HbIM MCMONHEHNEM, MOXHO HabnoAaTh
elle Ha OAHOM W3JeNnuu JaHHON 3Kcno-
3uumnn. 310 cepebpAHbIA, MOKPbITLIN Mo~
30/10TOI, POKabHbIN YalHUK LLApo06-
pa3Hoin GopMbl C KOCTAHOW Py4KoWn, co-
3aaHHbIN B 1754 rogy. @opma yaiHUKa
HECKOJIbKO HeoBblYHa M3-3a BbICOKO Mo-
CTaB/IEHHOrO HOCUKa B BUJE rof0Bbl Op-
na. AHanor cTofb OpUrMHAaNbHOW TpaK-
TOBKW CyLuecTByeT B cobpaHun Mysees
MockoBckoro Kpemnsi.

Cnegyer Takke 0cobo OTMETUTb
pefKWin fNA aHTUKBapHOro pblHKa ce-
pebpsAHbIi KYBOK C KpbILWKON cepeam-
Hbl XVl Beka. Ha npotsxeHun Bcero
XVIII BeKa Kyb6KU cnyXunm u B Kavect-
BE eMKOCTU ANA HanWTKOB, HO W KakK
)KanoBaHHbIE N HarpajHble npov3sese-
HWA NPUKNAAHOIO UCKYCCTBA.

[JaHHbIi KyBOK YHUKANEH TeM, YTo
B €ro JeKope MpuUCYyTCTBYeT He TO/bKO
MpeKpacHo BbINOJHEHHbI OPHAMEHT, HO
W yCnoBHble NOPTPETHbIE M306paXeHuA.
MMeTb floMa KpyXKKY, Ky6OK 1nmn Hebonb-
LIOM CTaKaH C «nepcoHamu» 6bl10 Mop-
HO. /IMeHHO TaKue yCcNoBHbIe «MepCcoHbI»
YKpaLatoT U 3TOT KyBOK, MOCKONbKY HU
Ha OHOM 13 aHaNOrMYHbIX HET UMnepa-
TOPCKON KOPOHbI, OfEXAbl NMEPCOHAKEN
He MMEI0T rOpPHOCTaeBbIX MaHTWA, a nna-
LM MYXKYMH HABOAAT Ha MbIC/b O KHA3b-
Ax [pesHei Pycu.

M3penua mactepoB-cepebpAHNKOB,
Mo MacTepcTBY W YHUKaNbHOCTW aHano-
rMYHble npeaMeTaM U3 AaHHOW KOMneK-
LMW, MOXKHO YBUAETb TOJIbKO B KPYMHbIX
roCyAapCTBeHHbIX cobpaHusax — Mysesx
Mockosckoro Kpemns, Mcropnuyeckom
mysee (Mocksa), Ipmutaxe (CankT-le-
TepOypr). 3Ta Konnekuua ABNAETCA nep-
BbIM YaCTHbIM COBpaHMEM, UMEIOLLMM He-
MOCPeACTBEHHOE OTHOLLEHWE K PYCCKUM
LlapsAM 1 ux oKkpyxeHuto. Kpome Toro, Bce
3KCMOHaTbl ABNAT co60i 06pa3sLbl Bbl-
COKOro npogeccroHann3ma pyccKkux ma-
CTEpOB, [eMOHCTPUPYIOLWMX B U3JENNAX
NpeBOCXOAHOE KauyecTBO CBOeN paboTbl
BO BCeX TeXHWKax cepebpsaHoro aena. Mo
€IMHOrNaCHOMY MHEHMWI0 3KCMepToB,
cobpaHune MMeeT 6eccnopHO BbICOKYHO
XYAOXKECTBEHHYI), UCTOPUYECKYID U My-
3eliHyt0 3HaYMMocTb. HecoMHeHHO, npea-
craBneHve «lenocom» 3TON KonneKuUn
pyccKoro cepebpa - 6onblioe cobbiTne
KaK ANA aHTUKBApOB W KOEKLMOHEpOB,
TaK U ANS KaXA0r0, KTO JIOPOXKMNT PyCCKOM
HaLWOHaNbHOW Ky/bTypoil.

Onbea Ky3bmeHko
HOnus lNpozoHosa




