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0.JI. Mapeanus

K.A. COMOB

Kax odesanucy 6 cmapuny
(Mama u kasanep). 1903
KaproH, akBapeJib,
Gesuna, mepo, TyLIb

T10 MOATOTOBUTETEHOMY

HaOpOCKY KapaHaaioM
I'MUWHU um. A.C. TTymknna

Konstantin SOMOV
Dress in the Old Times
(Lady and Gentleman)
1903

Watercolour, white
paint on board, pen,

ink on pencil sketch
Pushkin Museum of Fine Arts

CobpaHusi, HALMOHATIU3UPO-
BaHHbIe 10 1924 roza, nocty-
nanu yepe3 PymsiHIIeBCKUit
Mmyseit; B 1924—1927 — nero-
cpenctBenHo u3 Focynaper-
BEHHOT0 My3eitHoro (oHa.

. TPETbAKOBCKASA M'AJIEPEA

OJer AHTOHOB

BbICTABKU

/RU3Hb YHUKAJIbHOU KOJJIEKIINHT

K BbICTaBKe PyCCKOrO pUCYHKA
n3 coopanust TMUU um. A.C. Ilymkuna
B 3aJ1ax ['ocymapcTBeHHOM TpeTbIKOBCKOM rajepen

PucyHku u akBapesu pycCKuX Xyd0XKHUKOB BTOpOit moysioBUHBI XIX—Havana XX crojieTust
COCTAaBJISIIOT MaJIyl0 YacTh OOIIMPHOM KOJIJIEKIIUY OTe4eCTBEHHO rpaduku ['ocynapcTBeH-
HOro0 My3es U1300pa3uTebHbIX UCKYCcCTB MMeHM A.C. IlymkunHa, o01mii 00beM KOTOPOIi 10-
cturaet 150 ThICSY TUCTOB. DTOT pa3aei coopaHus, 0COOCHHO KOJUIEKIIMSI pUCYHKA BTOPOM
nosoBuHBI XIX Beka, He ObLJI paHee MPeIMETOM MPUCTATBHOIO U3YUYEeHUST 1 TTIOYTU HE BbI-
CTaBJISUICS, 2 TOTOMY MaJjlo U3BECTEH KaK IIMPOKOM My0IuKe, Tak U crienuaauctaMm. Bmecre
C TeM OH UMEET CBOM 0COOEHHOCTH, 3HAYNMbI€ ITPOU3BEACHUS U TOTOIHSIET BaXKHBIMU JIe-
TaJISIMU OOIIYI0 KAPTUHY Pa3BUTUSI PYCCKOIO UCKYCCTBA TaHHOTO Mepuoa.

KOﬂﬂeKLll/lﬂ (opmupoBaach B Hec-
kousibko aTanos. [lepserii, B 1920-¢
rojibl, cBs3aH ¢ nepenaveit B IMUUN 06-
MpHoro codpanus ['paBropHOro KabuHe-
Ta MockoBckoro PymsiHueBckoro u [1y0-
JIMYHOTO My3eeB (maniee PyMmsiHIIeBCKuMiA
My3eit), HallMOHAIM3UPOBAHHBIX KyITeUye-
CKUX U ABOPsSIHCKUX coOpaHuit us I'ocy-
JMApPCTBEHHOTO My3eifHOro (hOHa, a TAKXKE
C TIepBBIMU MY3€MHBIMU TIOKYITKAMU 1 Ja-
pamu'.

Cpeau MocTyIJICHUI 3TUX JIET — OT-
nenabHbie aucthl A.I1. Boromo6osa, B.B.
Camoitnosa, M.O. MukenmHa, OpaTtbeB
[Tana IlerposBuya u Ilerpa IleTpoBuua
Cokosnosbix, A.K. CaBpacoBa, A.E. beii-
neMana, ['.I". Mscoenosa, E.M. bém, C.B.
HBanosa, C.A. Bunorpanosa, C.B. Hoa-
koBckoro, B.A. Cepoga, JI.O. Ilacrep-
Haka, M.A. Bpyoens, I'.K. Jlykomckoro,
C.B. Yexonuna. OgHaKO OCHOBY BHYIIH-
TebHOTO MOTOKA MocTyTuieHuit 1920-x Bce
K€ COCTaBJISUIA PabOThI MAJIOM3BECTHBIX 1
HEW3BECTHBIX XyIOKHUKOB, XyTOXKHUKOB-
Joburteneit 1 konuucToB. Ha atom 006-
1eM (hoHe TepsUTMCh HEMHOTOUMCIICHHBIE,
HO JCCTBUTEIEHO 3HAUMMBIC TIPOU3BEIC-
HMSI PYCCKUX MacTepOB BTOPOI TTOJIOBUHBI
XIX u Hauana XX croneTtus.

Cpeau LeHTPaJIbHBIX MaMITHUKOB
9TOro paszzaena — aksapenb W.A. bunuou-
Ha «baba-{ra u neBer-nitutiel» (1902), Ha-
XOJUBILIASICS B COOpaHUU TeHepasl-Maii-
opa A.I1. KitaukoBa, a mocijie ero cMepTu
3aBelllaHHasl UM B PyMsiHIIeBckuii My3eil.

Taxke 3 PymsiHIIeBCKOTO My3est ObI-
JIW TIepelaHbl JIUCThI, HAXOAUBILIMUECS 0
1910 roga B cobpaHUU M3BECTHOTO KOJI-
snexkmmoHepa M.I1. CBenrHuKoBa, Kyria
1-# TuaBIUM, TUPEKTOPA TOPTOBO-TIPO-
MBIIIJIEHHOTO ToBapuiliecTBa «CBeNIHU-
koBa [leTpa CbIHOBBSI»: PUCYHKU U aKBa-
peau WU.W. umkuna, B.I1. Bepeuia-
ruHa, A.®. AdanaceeBa, [1.E. Lllep6ona,
K.B. T'edpnepa.

Cpenu HallMOHATM3UPOBAHHBIX CO-
OpaHMit 0OJIBILION 3HAYUMOCTbIO 00J1aa-
s Kosutekuuu A.A. MycuHa-IlymikuHa,
H.B. bacuuna, C.A. lllep6atoBa, A.B.
KacpsiHoBa.

Mycuny-IlyimkuHy npuHaaiexana
HeOoJbIasi, HO YPEe3BBIYAHO IIeThbHAs
noadopKa KaMepHBIX Tei3axeil, baTaib-
HBIX U KaHPOBBIX CLIEH, BBITIOJTHEHHBIX B
TexHHUKe «papier pellé». TexHuka 3aBoeBa-
J1a HeoObIYaiTHYIO TIOTTYJISIPHOCTE B 1850—
1860-x romax, coCcTaBUB IIEJIyI0 00JaCTh
rpauyecKoro UCKyccTBa: u300paxeHue

TPETbAKOBCKAA MANEPEA

CO3/1aBaJIOCh Ha 3arPYHTOBAHHOI TOHKUM
cJ10eM rurica OyMare mpy rOMOIIY KapaH-
Jalna, akBapeIu U Uribl. Takoil crioco6
paboThI ObLIT Ype3BbIYAHO JIETKUM B ITPU -
MEHEHUH, a BMECTE C TeM JiaBaJl MpeKpac-
HbIe BO3MOXKHOCTH miepenayu 3G (HeKToB
HOYHOTO M MCKYCCTBEHHOTO OCBEILICHUS
Y pa3INIHBIX aTMOCMEPHBIX SBICHUN —
I'pO3bl, 10X/, BeTpa, 0ypu. B aroii Tex-
HMKE OXOTHO paboTasid Kak Mmpodeccro-
HaJIbHbIC PUCOBAJBIINKN, TaK W XydOX-
HUKU-T00UTeNU. B cobpanun MycuHa-
TTymkuHa OblIM pUCYHKM Ha «papier pellé»
A.Il. Boromio6osa, K.H. ®uiunmnosa,
B.H. MakcyrtoBa, ®.®. JIrBoBa, Mocuda
u Anonbda Llapnemaneit, M.I1. Knonra.

B orpomuoii komnekuuu H.B. Bac-
HMHA, OCHOBY KOTOPOI COCTaBJIsijIa 3armaji-
HoeBpomnelickas rpaBlopa XVI—XVIII Be-
KOB, IIPOU3BEICHUST PYCCKUX XyITOXKHUKOB
3aHMMaJIi BTOPOCTEINIEHHOE MECTO U AaXKe
HE SIBJISTUCH TTPEIMETOM TTOCJIEI0BATE b~
HOTO KOJIJICKIIMOHUPOBaHUsL. MHOTHE JTC-
Thl B HEWl MPUOOPETANINCH «I10 CyYaro»
WM ObLIM TogapkaMu BacHUHY OT Xy-
JIOXKHUKOB M cobuparesneii. BMecre ¢ rem
B Heli ObLTO GoJiee IBYX AECATKOB PUCYH-
koB U.E. PenuHa, cpenu KOTOpBIX paH-
HMI aKkBapebHbII 3TI0N Oypsaka (1870)
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BbICTABKU

K KaptuHe «Bypmaku Ha Boare» (1870—
1873, T'PM) u acku3 nurorpaduu K.E.
MakoBckoro «KarepuHa He IJISIIUT HU
Ha KOTro, He OOMTCsI Oe3yMHasi pycajok,
Oeraer MO3MHO C HOXOM CBOMM U HUIIET
otua» (1874) x mosectm H.B. T'orons
«CTpaniHas MecThb».

Hacrosiast «kemuykuHa» HbIHEIII-
Hero mMy3eiiHoro codpanus — ryaub Bpy-
6e1s1 «JleMOH ToBepkeHHBI» (1902) — 10~
crynuia u3 Kosekuuu kHsizst C.A. Llep-
oatoBa. OH HaMepeBaJics co3aath B Moc-
KBe «['opocKoif My3eit YaCTHBIX coOpa-
HWii», Toe Kaxaash XyIoXXeCTBeHHasl KOJI-
JIEKITUST JOJDKHA ObLTa 9KCITOHUPOBATHCS
B OTIEIbHON KOMHATE M OTpaXaTbh JIMY-
HOCTb KOJIJIeKIIMOHepa. M3-3a peBotolm-
OHHBIX COOBITUI 3TUM TUTAHaM He OBIIO
cyXJeHo peanusoBatbes. [locie npuHs-
Tus 19 cents6ps 1918 roga nekpera «O 3a-
MPEIIeHNH BIBO3a M TIPOIAXKH TIPEAMETOB
0C000T0 XyI0XECTBEHHOTO ¥ UCTOPUYEC-
ckoro Hacyenusi» [llepbaToB nepea aMur-
pauueil 6bU1 BBIHYXKACH MepenaTbh CBOU
OOIIMpPHBIC KOJUIEKIIMM Ha XpaHEHHE B
PymsHueBckuit u Mctopuueckuii myseu.
BriocnenctBun cobpaHue ObLIO HalMO-
HaJM3MPOBAHO U pa3po3HeHo. B Mya3eii
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M3AIIHBIX UCKyccTB (manee MUUN) uz Py-
MSTHIIEBCKOTO MYy3esl TTOCTYIWJIO He TaK
MHOTO TpadUYECKUX MTPOU3BEACHUI, pa-
Hee mpuHamiexasmux LllepbaToBy: He
6onee 10, HO cpeau HUX TATH JIMCTOB
M.A. Bpy6ens, Tpu akBapenu K.A. Co-
MoBa, pucyHok B.A. Cepoga.

Hawnbonee 3HauMMbIM MOCTYTIJIEHU-
em 1920-x Obl1a KOJUIeKIMsT KPYITHOTO MOC-
koBckoro kynua A.B. KacbsiHOBa, KOM-
naHboHa ToproBoit hbupmel «.A. YypuH
u Ko». OHa, equHCTBeHHAasI, OblIa LIeIu-
KoM chopMUpOBaHAa U3 MPOU3BEIEHUIT
XyIOXHUKOB BTOPOil MOJOBUHBI XIX—
Hayana XX Beka, COBpEMEHHUKOB COOU-
partenst. KacbssHOB HepeIKo nmpuoopeTan
pabOTHI HETIOCPEICTBEHHO ¢ BhICTaBOK Co-
1032 PYCCKUX XyIOXHUKOB 1 «Mupa uc-
KyCCTBa», Oyiarofaps yeMy MoaaepKuBail
BBICOKMI OOIIUI YpOBEHb KOJIEKIIUU.
B MU cobpanue KacwsaHoBa, sMurpu-
poBasiiero mocyie OKTIOPbCKON PeBOITIO-
uvu B Kutait, Takxe MocTynuio yxe B
pa3po3HeHHOM cocTosiHuM. Ero xwuBo-
MUCHAsI YacThb ObUIA pacmpeieieHa MeXIy
HecKoJNIbKUMU My3esamu?. ['padudeckas
YacTh MPU CIMYEHUU OTTUCEH KOJIEKLIMU
1918 u 1924 rogos3, To ecTb Ipu 0hOpPM-
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Koncrantun
MAKOBCKUWI
«Kamepuna ne ensioum
HU Ha K020, He boumcs
Oe3yMHas pycanox,
oOezaem no30HO ¢ HONCOM
CBOUM U Ulem omuya»
1874

Dcku3 autorpadun

k noBectu H.B. 'oronst
«CrpanrHasi MeCTb» ISl
WJUTIOCTPUPOBAHHOTO
anbboma «Beuepa Ha
xyTope 6113 JnKaHbKu»
(M.: Uznanue A.H. T'o-
nsiikuHa, 1874, Beim. 2)
YepHas akBapeJib,

Genuiia, KapaHaari
I'MUWMU um. A.C. [TymkuHa

Konstantin MAKOVSKY
“Katherine is not looking
at anyone, the mad girl

is not afraid of mermaids,
she is running about with
her knife far into the night,
searching for her father”
1874

Lithograph sketch to
Nikolai Gogol’s novella
“Terrible Revenge”

for illustrated album:
“Village Evenings near
Dikanka”. Moscow.
Published by

A.N. Golyashkin,

1874, 2nd edition

Black watercolour, white
paint, pencil

Pushkin Museum of Fine Arts

2KuBonucHelit pa3aen Koia-
nekuun KacbsiHOBa cocTaBul
OCHOBY cobpaHust OMCKOro
00J1aCTHOrO My3es u300pasu-
TeJIbHBIX UCKYCCTB, 00pa30-
BaHHOTO B 1924 rony (HbiHe
Owmckuit ['ocymapeTseHHbII
My3eil 1300pa3suTeIbHbIX

uckyccts uM. M.A. BpyGesns).

3 I'MMM OP. ®.11.0m. 1.
Exn. xp. 220.

4 T'MMU OP. ®. 5. On. XIL
En. xp. 14.J1. 49.

5 Tam xe. J1. 50.

& Tam xe. JI. 50.

JICHUY HaIlMOHAJIM3UPOBAHHOTO coOpa-
HUs B PyMsiHIIEBCKUIT My3eii u Tipu Tiepe-
naue B MUMU, takke oOHapyKuBaeT IMo-
tepu. Hanpumep, B onucu 1918 rona unc-
qmncs 31 pucyHok U.E. Perinna, a B oru-
cu 1924 rona — Hu ogHoTO. Hecmotpst Ha
3710, (oHIBI My3est TOTIOTHWINCH ITePBO-
kinaccHbiMU auctamu A.H. Benya, K.A.
Cowmoga, JI.C. bakcra, JI.O. [1acrepHaka,
M.B. HooyxuHckoro, E.E. Jlancepe, I'.K.
Jlykomckoro, B.A. CepoBa, C.A. BuHo-
rpagoBa, b.M. Kycronuesa, ®.A. Mans-
BuHa, [.A. llepOrHOBCKOTO.
OTnenbHBIE JUCTBI TIOCTYMVIA W3
Hekor/ia borateiiero coopaHusi MOCKOB-
ckoro kymnua, usgatenss K. T. CongaTéH-
koBa. Pucynku B.E. PaeBa, B.A. AruHa,
I1.T1. Cokomnoga, W. [TerpoBckoro He MO-
IJIM TIPETeHI0BATh Ha POJIb IIEHTPAIbHBIX
B MYy3€iHO# KOJUIEKIIMH, OMHAKO, MO BCelt
BEPOSITHOCTU, UMEHHO COJIaTéHKOBY TTPH-
HaJJTeXal HeCOMHEHHBIN mieneBp rpacu-
yecKoro nckyccrsa 1860-x ronoB — «CBeT-
JIbIN Tpa3aHuK B aepeBHe» B.I. Ileposa
(1861), acku3-BapuaHT KapTUHbI «Celib-
CKUI1 KpecTHbIN xon Ha [Tacxy».
CdopMmupoBaBiiasicss TakuM odpa-
30M KOJUIEKIIMSI TTPOCYIllecTBOBajla He-
nonro. B xonue 1920-x Havascs npoiecc
Tiepepacripe/ieIeHUsT TIPOU3BEICHUI MeX-
Iy My3esIMA B COOTBETCTBUHU C UX CIIe-
HupuIecKUMU ocoOeHHOCTsIMU. B Mae
1928 u3 TpeTbsikoBckoii Tanepeu B MU
TOCTYNUJIa TIpochba O mepenade pucyH-
KoB A.A. IBaHoBa*. B oTBeT B npaBjieHue
MMM 3zaseayromum ['paBlOpHBIM KaOu-
HetoMm A.A. CuIopoBBIM ObljIa TTOJaHa 3a-
mcka: «B I'paBropHbIii KabuHer MU3WC
(Myseit M3SIIIHBIX WMCKYCCTB — HPUM.
asém.) IocTynuia npockda ['ocynapcTBeH-
Ho#l TpeThIKOBCKOIi rajiepen o mepena-
ye el arpbomoB U nanok A.A. MiBaHosa.
CuurTasi, 4TO Takas repenava BITOJIHE TTpa-
BUJIbHAs, 51 mpocu Obl [1paBiaeHue, on-
HaKo, TIPEUIOKUTh Ha pacCMOTpeHre My-
seitHoro Otnena u ['. Tpet. ['anepen Bo-
npoc o Tnepeaaye B MOCAEIHIO BOOOIIE
BCEX PYCCKMX PHUCYHKOB, IO CHUX IOp
XpaHUBIIMXCSI B T'PaBIOPHOM KaOWHETe
MWU3NC, 3a UCKIIIOUEHUEM TeX, KOTO-
pble HEMOCPEJCTBEHHO CBS3aHbI C OTAE-
JIOM I'paBiop (OpUTMHAJIbI TPABIOP U JIUTO-
rpacduii, pUCyHKN PYCCKUX TpaBEpoOB U
T.1.)...»%. JlaHHOEe TIpemIoXeHue ObLIO
noazaepxaHo ['maBHaykoii Hapkomrmpoca,
u 6 deBpaist 1929 roma cocrosuiach ogHa
13 HanboJjiee MacITaOHBIX TIepeaay B UC-
TopuM My3eiHoro aena: ¢hoHabsl Tperhb-
SIKOBCKOW rajieper MOMoJHWINCh 5231
rpau4yecKuM Mpou3BeIeHueM 1 73 ajb-
6omamu ¢ pucyHkamu®. B 3Ty mepenauy
TIOTTaJI0 HeMaJo PUCYHKOB U aKBapeseit
MacTepoB BTOpPoii mojoBuHbl XIX 1 Ha-
yayma XX Beka: ®.A. Py6o, A.Il. Boroo-
6osa (9 nuctos), M.I1. Knoxara (23 nuc-
ta), A.K. berrposa, K.fI. Kpspkuukoro,
J1.®. Jlaropuo, A.K. CaBpacosa (8 TMCTOB),
I'.I'. Msicoenona (6 aucros), B.U. Cypu-



koBa, B.E. Makosckoro, U.E. Penuna,
E.N. Beiinemana (9 mucros), K.A. CaButr-
koro, C.A. KoposuHa, B.M. BacHelioBa
(5 mucroB), C.B. HoakoBckoro (4 nucTta),
A.H. benya, B.A. Ceposa, U.U. JleBu-
taHa, JI.O. Ilacrepnaka, H.K. Pepuxa,
C.A. BuHorpanosa, b.M. Kyctonuesna,
JI.B. Typxanckoro, B.B. Ilepenneryu-
KOBa 1 Apyrux. bbuin okoHYaTebHO pa3-
npobienHsl coopanust KacesiHoBa?, CBeri-
HuKoBa U MycuHa-Ilyuikuna. B dboHmgax
I'MWMU octanach TOIBKO «poccuKa» (ITpo-
u3BeneHus paborasux B Poccun nno-
CTPaHHBIX XyJTOXHUKOB), TBOPYECTBO Xy-
TIO>KHUKOB-TPaBEePOB U PsIIT rpaMIecKrX
JIUCTOB, MO HEU3BECTHBIM MPUYMHAM HE
TOMABIIUX B CITUCKU Tepenavyu (Harpu-
Mep, pucyHku Penuna u3 cobpanus H.B.
bacHuHa).

B 1930-¢ u 1940-e roasl codpaHue
pycckoro pucyHka B MU — TMUUN
MPaKTUIEeCKU He TTomoHsock. Cpe 3a-
METHBIX MTOCTYIUIEHUI B pa3lies pUcyHKa
BTOpOIi No1oBUHBI XIX Beka MOXHO OT-
METUTh Pa3Be UTO aKaAeMUUECKUH ITION
«/IBa HaTypiMKa» M3BECTHOTO TpaBepa
W.II. IMoxanoctuHa (1866), KOTOPHIiA ObIT
npuoodpeTeH 3a 75 pyoseit He3a10J1r0 10
Hauaja Bennkoit OTeuecTBEeHHOM BOMHBI,
B ssHBape 1941 roma y mouepu XymoOXKHU-
Ka — AsiekcaHapbl UBaHOBHBI. DTO MoC-
TYIJIEHUE TIOJHOCTbIO OTBEYaNo CIHelu-
¢uke IpaBlopHoro kabunera 'MUU,
0603HaueHHOI A.A. CHIOpPOBBIM B KOHIIE
1920-x. BMecTe ¢ TeM npoaoJiKaauch Bbi-
Jadyu B pyrue, MeHee KPYMHbIe My3eu.
Hanpuwmep, B 1938 rony Bo Beepoccuiickuii
my3eii A.C. [ymikuHa B JleHnHrpane ObI-
Jio riepenaHo Tpu wimoctpauuu K.A. Co-
MoBa K nosme «I'pacd Hynun» u ogHa ak-
Bapeab A.H. benya x «MemxHomy Bcan-
Huky» A.C. [lymkuHa.

KonuyecTBeHHOE M KauyecTBEHHOE
M3MEHEHMEe cocTaBa KOJUIEKIUU PYCCKOM
IKOJIbl Tipou3olio B 1949 romy, xorma
B MYy3eif 110 3aBelaHUI0 TTOCTYIUIO CO-
OpaHue MCKycCTBOBena U Oubiunorpacda
I1.J1. Brrunrepa. [NaBen JlaBbiioBuy mm-
cais o cebe: «... 1 He TIPUHAMIEXY K TUITY
KOJUIEKIIMOHEPOB, KOTOPBIE XOTST BCE
UMETh, U 00J1aal0 TEPIIEHUEM BbLKIATh
ciyyasi, Korja XeJlaHHoe MomnaneT B Mou
pyku»8. OH cobpasl HeoObIYaitHO pa3HO-
CTOPOHHIOW KoJutekiuio®. O6nanan pu-
cyukamu ®.C. XKypasnesa, A.Il. boro-
mobosa, E.JI. [Tonenosoii, C.B. Mamio-
tuHa, C.A. Koposuna, C.B. MBaHoBa,

Lenblit psii MpoM3BeeHHIA, OTHOCSIIMXCS K KOJUIEKLIMU
A.B. KacbsinoBa, BriocieacTsum 0ot repesiad u3 Tperbsi-
KOBCKOIf rajieper B 00J1aCTHbIE M pecryOIMKaHCK1e
my3eu CCCP.

Lur. no: Myseit [Tasna Srrunrepa. M3 codbpanus TMUN
uM. A.C. Tlymkuna: Katanor BeictaBku. M., 2004. C. 15.

TonpoGHee o cocrase U pasjieiax KOJUIEKLIMU DTTUHIepa
cM.: Myseii [TaBna Orrunrepa. U3 codpanus TMUU nm.
A.C. Iywkuna: Karanor BoictaBku. M., 2004.

C.A. Bunorpanosa, M.A. Bpyoens, C.B.
beknemuiuesa, B.B. Bragumuposna, I'.K.
Jlykomckoro, C.B. Yexonuna, B.D. bo-
pucoBa-Mycarosa, H.I1. Kpeimosa, H.H.
CanynoBa, K.®. Boraesckoro, B.U. [le-
HucoBa 1 apyrux. Coduparesb ObLT IMUYHO
3HAKOM CO MHOTMMU XyTOKHUKAMM «CE-
peOPSTHOTO BeKa», COCTOSUT ¢ HUMU B aK-
TUBHOM TMepenucKe M 4acTo BBICTyMal B
posii cBoero poja «arbitrum elegantumy,
HE CTeCHSISICh YKa3bIBaTh HAa JOCTOMHCTBA
M HeJlocTaTKU ux pador. Hanpumep, cpasy
BCJIEM 32 TeM, KaK B KOJUIEKLIMU DTTUH-
repa TOSIBUJICSI aKBapeJbHBIN TTeif3axk

Bacwiuiit [IEPOB

Ceemavlii npasoHuk 6 depesre. 1861
DCKU3-BapUaHT KAPTUHbI
«CelbCKUIA KPECTHBIM X0/

Ha [Macxy» (1861, I'TI")

KaproH, kapaHja,

aKBapeJib, 30JI0Tasi Kpacka

I'MUWU um. A.C. IlymikuHa

Anexceit BOI'OJIFOBOB
JlyHHbLi Mopckoil 6ud

¢ maskom. 1850-¢

Papier pelle, kapanaari,
npouaparnbiBaH1e

I'MWU nm. A.C. I[Tymkuna

BbICTABKU

Vasily PEROV

Easter Celebration in a Village. 1861
A study for “Easter Procession

in a Village” (1861,

Tretyakov Gallery)

Pencil, watercolour, gold on board
Pushkin Museum of Fine Arts

Alexei BOGOLYUBOV

Moonlit Sea View

with a Beacon. 1850s

Pencil, scratching on papier-pelle
Pushkin Museum of Fine Arts
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BbICTABKM

K.®. Boraesckoro (1908), XynoXXHUK Ha-
nucaj coouparento: «MeHs Ype3BblYaiiHO
rnopazaoBai Baill CHUCXOOUTETbHBIN OT3bIB
0 MOMX aKBapeJbHbIX oMmbITaX... OTHOCH-
TEJIbHO MOMX MACJISTHBIX 3TIOOB, BbI Tipa-
BUJILHO CKa3aJIl — «B HUX MEHS MaJlo» —
OHM MHE€ HUKOTI/IA HE YAAIOTCSI»'°.

B uncne Hanbosee 61M3KUX Apy3eit
Otrunrepa 6611 J1.0. [NacTepHak: MX 00b-
eVHSITN CXOXWe BO33PEHUs] Ha MCKYC-
CTBO, BKYCbI, TemIiepaMeHT. biaromaps
9TOI ApYyX0e B KOJJIEKLIMIO DTTUHrEpa
Momnaju 00pa3loBble TPOU3BEIACHUS Xy-
noxHUKa, Takue Kak «[loprper JI.H. Ton-
croro» (1901) — arion Kk KapTuHe «JleB
HukonaeBuu ToscToit B Kpyry ceMbU»
(1902, T'PM), macrenum «ABTOMOPTPET»
(1911) u «daunuku («Paiixu») (1910-¢).

TToprper ToscToro conepXuT gapct-
BEHHYIO Haamuch: «JJoporomy apyry I1aB-
a1y laBeimoBuay OttuHrepy. [lacrepHaks.
BooO61ie Ha pucyHKax M3 STTUHIEPOB-
CKOTO COOpaHMS YACTO MOXHO BCTPETUTh
JIAapCTBEHHbIE U TTOCBATUTEIbHBIC HAAMM-

20 TPETbAKOBCKAA FANEPEA / THE TRETYAKOV GALLERY /

CH OT aBTOPOB JIMOO COOCTBEHHOPYUYHbIE
3aMeTKU KOJUIEKIIMOHepa Ha 060poTe —
yBJIeKaTeJIbHbIE TOAPOOHOCTHU O TOM, MPU
KaKuX 00CTOSITEIbCTBAX, KOra U OT KOTrO
MOJIy4YeH TOT WM MHOM ncT. UMeHHO Tak
y3HaeM, 4YTO KapaHIAlIHBIi HaOpPOCOK
C.A. KopoBuHa «OTabIxaioliye coiaaThl
u gowaau (B aecy)» (1880-¢) ObL1 oy~
yeH B 1919 rony ot ero 6para — u3BecT-
Horo nei3axucra KoncraHTuHa. A oguH
M3 JIYUIIUX JJUCTOB cobpaHust — «MoJio-
TIoii yesoBek Ha nuBaHe» (1904) M.A. Bpy-
OeJist — COAEePKUT CIIEyIolIee TOCBAIIe-
Hue: «MHoroyBaxaemomy [laBiy JlaBbi-
IOBUYY Ha MaMSTh OT BbI3IOPOBEBIIETO
M. Bpy6ens 20-¢ utonst 1904».

Cpenu Hanbosiee UHTEPECHBIX TTPO-
W3BENEHNI KOJIEKIIUM DTTUHTEpa — He-
0O0JIBIION KapaHAallHbI HAOpOCcoK «Moc-
KoBckuit iBopuk» (1880-¢) E. /1. [ToneHo-
BOIf, Ha KOTOPOM 3areyatTieH TOT K¢ BUI,
YTO Ha 3HAMEHUTOI OTHOMMEHHON Kap-
TUHEe OpaTa XynoxXHuisl Bacunus IMone-
HOBA; XKaHPOBbIe 3apUCcOBKM (1895—1896)

#4'2012

C.A. Bunorpanosa, akBapenb « Tunbl Po-
croBa (Kpectbsinku PoctoBa-fApocnas-
ckoro)» (1913) C.B. YexoHuHa, KyrieH-
Hasl 3HAMEHUTBIM OrlepHbIM TieBiioM JI.B.
CoOMHOBBIM C BBICTaBKM KapTUH «Mupa
HCKYCCTBa».

Dra BBIIAIONMIASICS KOJUIEKIUS T0-
CJIy>KWJIa MMITYJIbCOM IS TIOCTIEAYIOLIETO
IIOITOJIHEHUST IPOU3BEICHUSIMU PYCCKOI
mKoJiel. OcO6eHHO WHTEHCUBHBIM 3TOT
nporrecc ctan B 1960—1980-x romax, koraa
B ’'MUWMU nocrynunau 1enbie TBOpYECKUE
nacaenus: H.C. l'onuapoBoii u M.®. Jla-
puonosa (1966, or A.K. JlapnuoHoBoii),
BKJTIOYABIINIA paHHUE UMITIPECCUOHUCTH -
YyecKue TMei3axu 1 XKaHPOBble KOMITO3M -
LMKU TEPBOM IOJOBUHBI — CEPEIMHBI
1900-x romos, A.H. benya (1981, ot A.A.
benya-Yepkeconoii), 3.E. CepebpsikoBoit
(1984, 1987—1988, 1995 ot E.B. Cepedpsi-
KOBa) U IpyTHeE.

Lupokoe pacripocTpaHeHUE TPUOO-
peJia pakTUKa MproOpeTeHN I TS My3est
3HAYMMBbIX TTPOU3BeacHUT MUHUCTEPCT-
BoM KyJbTypbl CCCP y 4acTHBIX KOJITIEK-
LIMOHEPOB U Yepe3 KOMUCCUOHHBIN (aH-
TUKBapHBIi) Mara3uH. Llebiit psig pucyH-
KOB ObLI MOJYYeH My3eeM B aap. DTo 1Mo
0OJIbILIEH YACTH TOYEYHOE KOMILJIEKTOBA-
HUe TIPUHECTIO BECOMBIE TITONbI. Bt Boc-
TTOJTHEH TIeJIBII PSIT JTaKyH — MPEXIIe Bee-
ro paboThI XyI0XHUKOB, TBOPYECTBO KO-
TOPBIX paHee He ObUIO IMPEACTaBIEHO B
KoJuteKimu. IMeHHO B 3T TOBI B cOOpa-
HHE BIMJIUCh MHOTHE KITIOYEeBBIE TTaMSIT-
HMKM: 3CKU3 IS XpaMOBOI MKOHBI Biia-
numupckoro cobopa B Kuese «EBaHremct
Hoann» (1893) u xommo3utmst «boroma-
Tephb ¢ muiaaeHiem» (1900) H.B. Hectepo-
Ba; 3TI01 «BeTku rmon cHerom» (1890), BbI-
noaHeHHbI WM. U. IlIumkuHeIM 1151 3Ha-
MeHuTOoU KapTuHbI «Ha CeBepe TuKoM...»
(1891, KueBckuii HaLlMOHAJIbHBIN My3eii
pycckoro uckycctBa); ackuz H.H. Te
«Pacnisgtue» (1890-¢), co3maHHBIIT K OHO-
WMEHHOUW KapThHe (MeCcTOHaXOXIeHUe
HEW3BECTHO); aBTOPCKHUI aKBapeTbHBII
BapuaHT-TioBTOpeHne KaptuHbl M.E. Pe-
nuHa «Kakoii mpoctop!» (1904)'"; mac-
TeabHBIN 3cku3 B.A. CepoBa K XKUBOITHC-
HOMY TIOPTPETY apTHUCTOB Majioro tearpa
A.I1. Jlenckoro u A.U. IOxuna (1908);
«[Moemqunok» H.K. Pepuxa (1902); a Tax-
K€ HACTOSIIINE IIeeBPhl PyCCKOTO MO-
IepHa — 9CKM3bl HEOCYIIeCTBICHHOM
pocnucu «CoH 6oxectBa» (1904—1905)
B.3. bopucoBa-MycaToBa, «ABTONOPTPET
¢ ceMbeii» .M. Hap6yra (1915). D10 na-
JIEKO He TIOJTHBII TiepevYeHb MOCTYTUICHUIA
9THUX JIeT, COOpaHKe 000raTUIOCh LIEI0i
POCCBIINbIO MIPOU3BEAEHUN XyIOKHUKOB
paccMaTpruBagMOro BpeMeHU: TIPEICTaBy-
TeJiel TIO3MHETo aKaeMru3Ma U KpUTHIec-
Koro peanusma, MactepoB Coro3a pyccKux
XYIOXHUKOB, MUPUCKYCHUKOB, CUMBOJIH-
croB: M.A. 3uun, JI1.O. IIpemarm, A.IT.
boronobosa, M.O. Mukemuna, A.K.
CaBpacoBa, B.E. Makosckoro, A.Il. Ps-

Mcrucnas
JIOBYXUHCKHW
Buavro. Yaourka. 1906
AKBapeb, Tyaliib,
KapaHaaIn

I'MUWMU um. A.C. IMymikuHa

Mstislav
DOBUZHINSKY
Vilno. Lane. 1906
Watercolour, gouache,
pencil

Pushkin Museum of Fine Arts

10 Myaseit [TaBna DtTrHrepa.
W3 cobparns FTIMUUN um.
A.C. Iymkuna: Karanor
BbIcTaBku. M., 2004. C. 72.

! Cornacto aBTopcKoii omeTke
W.E. Peninna Ha oGoporte,
set B Mapte 1906 rona Gbut
nepenan Komurery 1o okasa-
HUIO MOMOILM TOJIOAIOLINM,
cocrosiemy rpu Vimmeparop-
ckoM BosbHOM 5KOHOMMYeC-
KOM OOILIeCTBE, LTSI PO3bIT-
phlllia B JTOTepee WIN Ha
ayKLMOHE.



Kouncrantun KOPOBUH
DcKu3 nasurbona
«Kpaiinuii Cegep»

das Beepoccutickoii
NPOMbIUACHHOU U
XydoxcecmeeHHoll
svicmasku 6 Huxcrnem
Hogeopode. 1896
AkBapenb, 6enuia, Tyllb,
Tepo, KapaHjaall

I'MUWMU um. A.C. IMymikuHa

Konstantin KOROVIN
Study for the “Far North”
pavilion at the National
Industrial and Art
Exhibition in Nizhny
Novgorod. 1896
Watercolour, white paint,
ink, pen, pencil

Pushkin Museum of Fine Arts

WBan BUJIMBUH
Baba-5z2a u desvt-nmuypt
1902

Bapuanust Ha CIOXeTbl
PYCCKUX HAPOAHBIX
CKa30K

AKBapesb, Tyallb 1o
TIOJTOTOBUTEILHOMY
HaOpPOCKy KapaHAaIIoM
TMWU um. A.C. IMymknna

Ivan BILIBIN

Baba Yaga and

the Bird-maidens. 1902
A fantasy based on
Russian folk tale motifs
Watercolour, gouache on

pencil sketch
Pushkin Museum of Fine Arts

12 gn nogapes TMUU nm.
A.C. Iyukuna B 2007 roxy.

BbICTABKM

oymkuna, ®.A. Manssuna, U.W. JleBu-
taHa, M.A. Bpy6ens, U.I1. [ToxutoHo-
Ba, M.B. [lo6yxunckoro, K.A. Comosna,
C.IO. Cyneiikuna, C.B. YexoHuHa u apy-
rux. IIpouecc momosHEeHUsT KOIEKINT
TPOJIOJIKAETCs o ceit meHb. B umcite mo-
CJIeIHUX 3HAYMMBIX TIOCTYIUIEHUI B pa3-
JIeJT pyCCKOTO PUCYHKA BTOPOI MOJTOBUHBI
XIX—Hauana XX Beka — 3CKU3 MMaBUJIb-
ona «Kpaitauit CeBep» K.A. KopoBuna
st 14-ii Becepoccuiickoit mpoOMBIIIIEH-
HOM 1 Xy/103KeCTBEHHOI BhICTaBKY B HiK -
Hem Hosropoge (1896)2.

B uenom komrexuusi IMUU um.
A.C. [lymkuHa HepaBHOMEpPHA 110 CBOEMY

COCTaBy: B Hell CpPaBHUTEILHO MaJIOe YKcC-
JIO TIPOU3BENEHUN XYTOXKHUKOB-KUBO-
MUACLIEB U, HAIIPOTUB, JOCTATOYHO PEIpe-
3eHTaTUBHAasl MOAOOpPKa paboT MacTepos,
CTIeLMATN3MPOBABILIUXCS B O0JIACTH Tpa-
(huku (puCOBaIBILIUKOB, TPABEPOB, JTUTO-
rpadoB); MJI0XO0 MPEACTaBIEHO TBOPYECT-
BO MEPEeIBUKHUKOB U BMECTE C TEM OIHO
u3 JIydimx B Poccuu cobpanmii XymoxxH1-
KoB pyoeska XIX—XX BekoB. Dta HepaB-
HOMEPHOCTb B 3HAUMTEJIbHOU CTENEHU
00ycJoBJIeHa UCTOpUEl cobupaTeabCTBa
U My3eitHoro nena B ctpane. Komnekus,
C OIHOI CTOPOHBI, HE MOXET MPETEHA0-
BaTh Ha TO, YTOOBI MOCJIENOBATEIBHO U

MOJTHO paccKka3aTh 00 UCTOPUU PUCYHKaA
BO BTOpo#l nojoBuHe XIX—Hauane XX
CTOJIETHS, C APYTOii — aeT XOpolllee Mpe-
CTaBJIEeHUE O MYTSX pa3BUTHUs Tpaduyec-
KOTO UCKYCCTBA B 3TOT ITEPUO; OCHOBHBIX
CTUJISIX U HATIPaBJICHUSIX, X BBIPAKCHUHT
U XapaKTepHbIX uepTax B rpaduke, cOoT-
HOLLIEHUHU C «OO0JIbIIOI» — 001LEel — UCTO-
pueit UICKYCCTBa, Kpyre KaHPOB 1 TEM, 0CO-
OCHHOCTSIX TBOPUECKUX TMOUCKOB B pa3-
JINYHBIE TIEPUO/IbI, BIUSIHUY MOMYJISIPHBIX
€BPOIEHCKUX TEUCHUIA.

[Toutu Bce 3aMeTHBIE SIBICHUS B Tpa-
(urKe 3TOro BpeMeHU HallUIU 3[1eCh CBOE
oTpaxeHue. B cobpaHuu npeactaBiaeHbl

H.EMAREARE - 18R
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BbICTABKU

Mihaly ZICHY
Young Man Reading
(Morning). 1867
Brush, watercolour,

Muxaun (Muxait)
314U

3a umenuem. Moaodoii
yenosex («Ympo»). 1867

KucTtsb, akBapenb, bistre
oucTp Pushkin Museum of Fine

I'MUWU nm. A.C. [TymkuHa Arts

y4eOHbIC ITYAUN HATYPIIMKOB U 3CKU3bI
aKaJIeMUUYECKIX KOMITO3UIIMIA. SIpKiM rpu-
MEpPOM UCKYCCTBA, KYJTbTUBHUPOBABIIIETO-
Cs1 BO BTOPOIA TIOJIOBUHE CTOJIETHS B KJTac-
cax Mmmneparopckoii AKageMuu Xymao-
XKecTB, siBisieTcs acku3 «Llapuua Hatanbst
KupntoBHa ¢ AeTbMU Iepe CTpeIbLIaMU
(Crpenerkuii 6yHT)» (1861), mcmonHeH-
Hblii A.J]. JINTOBYUEHKO, CO IITAMIIOM AKa-
JIEMUM U BU30ii «YTBepXKIa» € MHOTO-
neTHero pektopa @.A. bpynu. Ona 6bu1a
BBITTOJTHEHA TS KOHKYypca 1862 roga Ha
OOJIBIIYIO 30JI0TYIO Mealb'? (Harpamay He
MOJIYYMJI) ¥ 3a IBa rojfia 10 3HAMEHUTOTO
«OyHTa YeTBIPHAILATH», B KOTOPOM KU~
BOIMCEI] IPUHUMAJI IeSITeIbHOE yJacTue.

DTa TecHas CBsI3b MPOU3BEICHUS C
XyIO0XKECTBEHHOMU XXM3HbIO CBOETO BpeMe-
HM OLIYIACTCS BO MHOTUX JINCTAaX KOJUTEK~
uuu. Hammpumep, B rpyIine prucyHKOB BTO-
poii mojsoBuHbl 1850-x—Havana 1860-x,
BBITIOJTHEHHBIX B TeXHUKe «papier pellé»,
BBIICIISTIOTCS] HECKOJIBKO Ha TICPBbIi B3IJIS
rpyOBbIX, aJISIMOBATHIX U KaK OYATO CIydaii-
HBIX pabOT, TPU BHUMATEIbHOM PacCMOT-
PEHMU OKa3bIBAIOIIMXCST PEIKUM MPUME-
POM KOJUIEKTMBHOTO TBOpUECTBA ITpodec-
CUOHAJIbHBIX XYJI0XHUKOB U JIIOOUTECH
nckycctBa. OHM CO3/1aBalMCh Ha TaK Ha-
3bIBACMBIX «aKaJIeMUUYCCKUX TISITHALIAX» —
eXCHEACTbHBIX BEUYCPHUX COOpaHUSIX,
TTPOXOIUBIIINX B pPa3HbIE TOIbI HA KBAPTH-
pax y4yaCTHMKOB, B MomeleHuu Puco-
BaJIbHOM 111KOJ16I OOIIIECTBA IMTOOIIPEHUS
XYIOKHUKOB, a ¢ 1860 r. — B 3ayax Akase-
MUU XYJ0XECTB'4.

OauH U3 YY4aCTHUKOB 3TUX KOJIJIEK-
TUBHBIX ceaHcoB prucoBaHusa A.I1. boro-
J11000B BecnnomuHait: «Ene 1o orbezna Mo-
€ro 3a 'paHuIly MBI YCTpauBaIl XyIoXKe-
CTBEHHbIE YETBEPrOBbIC CXOAKH, KOTOPbIE
3a Moe 7-JIeTHee OTCYTCTBHE'S TIpeBpaTh-
JINCh B «ITSITHULIBI» . OpraH3aToOpOM 3TO-
ro nena 66Ut D .M. JIbBoB. OH GBI CEKpe-
TapeM 1IKoJibI O0IIeCTBa MOOLIPEHUS XY-
JIOXKECTB, TMOMeEIIaBIIeiica B 3ajax Oup-
JKEBBIX (hIUTesIeil, KOTOPHIC Ha 3TOT ICHb
oTnaBanuch OOLIECTBY XyIOXHUKOB. TyT
BBIICJBIBAIMCH BCAKUE (DOKYChI, UMITPO-
BU3allMU, JeTKUEe TpeacTaBieHus. Bes-
KU1 BHOCWJI, YTO MOT, 1abbl 3a0aBlISITh
nyoauky. Imutpuii BacunseBuu I'puro-
poBuy, WMnnonur AHTOHOBUY MOHU-
reTT, XymoxXHukK Kappuk, mpodeccop
CBepuKoB, TeierpaducT-IyTeel OaIOoI-
KoBHUK Pronb, lITekeHiHeaep, 6apoH
Mumma Kioar, si ¥ MHOTO APYTUX Becellb-
4yakoB BpojJe KH. MakcyroBa, A.K. ber-
rpoBa U MPOYUX MOTELIAIU MTyOIUKY...»'S.
Cpenu 3THX CHETaHHBIX B COAPYKECTBE
JIMCTOB — TIOJIHBIM JOOPOIYIIIHOTO IoMOpa
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Cepreit YHEXOHUH
Kpecmovsinku Pocmosa-
SApocaasckoeo. 1913
Cepas Oymara, akBapeib,
Gestuiia 1o rnoJAroToBu-
TeJIbHOMY HaOpOCKY
KapaHaaloM

TMUU um. A.C. [Tymkuna

Sergei CHEKHONIN
Peasant Women from
Rostov-Yaroslavsky. 1913
‘Watercolour, white
paint, pencil sketch

on grey paper

Pushkin Museum of Fine Arts

#4'2012

Habpocok «OXOTHUK B KaMbllIax», CHA0-
JKEHHbBII BHU3Y OCIJI0M HAAIMCHIO O TOM,
KTO U uTO nenan: «Boma boromo6oB, Ka-
Mbi Puunmos, ¢urypa MakcyTos,
Bo3ayx COKOJIOB ocJie ObUT 1a COCKOOJIMI
JIbBOB»'7. K yncCiy «IISITHUYHBIX» PUCYH-
KOB, HECOMHEHHO, TTPUHAICKUT TaKKe
«[leii3ax ¢ TyHOU U MyTHUKAMU», IO -
caHHbIi «MakcyToB u Ko».

B cobpaHum BeiaensieTcs rpynma ak-
BapebHBIX Meli3axeil — )KaHpa, HeOObI-
YaifHO TIOTYJIIPHOTO BO BTOPOIA TTOJIOBUHE
XIX croneTusi, TocnoacTBOBAaBLIEr0 Ha
BbicTaBKax Kpyxkka (a Bocieactsuu O6-
IECTBA) PYCCKUX aKBAPEIUCTOB. DTO MPO-

u3BeneHus J1.O. [Tpemamum, K.®. I'yHa,
M.O. MukemmnHa, H.H. I'punienko, A.K.
berrposa, K.O. I'e¢tepa, B.J1. lepBu3a,
a TakXe aBTOpa OCHOBHOIO 3[aHUS
I'MUWU um. A.C. Ilymikuna P.U. KneitHa.

Cpenu mpou3BeIeHNI peaTucTye-
CKOTO HaIlpaBJeHHUs LEHTPAJIbHOE MECTO
3aHUMAIOT YK€ yoMuHaBumniicst «Cset-
JIbliA Ipa3aHuK B aepesHe» B.I. [leposa
(1861) u «Ha xiran6uiue» A.E. Beiinemana
(Havyanmo 1860-x) — paHHUE TNPUMEPHI
«KPUTUYECKOTO peaan3Ma» B UCKYCCTBE.
W ecnu pucynok [leposa — enxas catupa
Ha COBPEMEHHYIO eMy IIepKOBb, TO B
ryamu beiinemaHa npeobianaer coctpa-
JaTesbHasl, COUyBCTBEHHAs] MHTOHALIMSI.
Nx ob0benuHsier oduiasg uaeiHas mpo-
rpamMma — BBIHECEHHE «ITPUTOBOpPA O SIB-
JIEHUSIX XKU3HU». JIIOOOMBITHO, YTO CIOXKET
«Ha xnagbuie» ToxaecTBEeHEH KapTUHE
IlepoBa «Cuena Ha moruie» (1859, I'TT),
YTO TTOMUEPKUBAET OMpeeSIeHHYI0 O0TII-
HOCTb XYIOXECTBEHHBIX ITOMCKOB Ha py-
oexe 1850—1860-x rogos. K atum mpo-
WU3BEICHUSIM TIPUMBIKAIOT PUCYHKU pa3-
HBIX TTOKOJIEHUIA y4acCTHUKOB ToBapwuiiie-
CTBa TEPEIBIKHBIX XYITOXKECTBEHHBIX
BoicTaBoK — M. M. Ilumkuna, A.K. Cas-
pacoBa, W.E. Penuna, B.E. MakoBckoro,
B.M. Bacuenosa, B.U. fIxo6u, H.I1. 3a-
ropckoro, H.H. T'e, A.Il. Psa6ymkuHa,
K.A. KopoBuna, C.B. MBanoBa. Cpeau
HUX TaKKe BCTpevaeTcsl UeJbIil psi repe-
KIm4eK ¢ coopanneM TpeTbakoBCKOi ra-
Jiepeu, HalpuMep KapaHJaliHblii Habpo-
COK MHTepbepa 0aHKa K kapTuHe «Kpax
b6anka» B.E. Makosckoro (1881, I'TI)
WJTU 9TION BeTOK K KoMmmosumu «Ha Ce-
Bepe aukoM...» M.M. lumkuna (1891,
I'TT, mactenp).

B 'MUWMUN nHaxoautcst npeacraBu-
TeJIbHAST KOJUIEKIIVST WIITIOCTPALIMIA K JIN-
TepaTypHBIM TIPOU3BEIECHUSIM: aKBapeIn
M.A. 31uM K CTUXOTBOPEHUIO « MULIEHb-
ka» f.I1. ITononckoro u I1.I1. Cokonosa
K «Kammuranckoii mouke» A.C. [lymkuHa;
pucyHku K.A. Tpyrosckoro, M.O. Muke-
mvHa 1 K.E. MakoBCKOro K yKpauHCKUM
noBecTsaM u pacckazam H.B. TI'orons; U.E.
Perimua x cruxorBopeHuio «[Ipopox»,
M.A. BpyGens u B.A. CepoBa K mnosme
«Jlemon» M.I1O. JlepMoHTOBa; 00JIOKKA
M.II1. Knoara k «baGylikuHbIM cKazkam»

13 OnHuM u3 KoHKypeHToB A JL. JIutoBuenko obu1 H.I.
JimutpueB-OpeHOYpPreKuil; ero BApMaHT MPOrpaMMbl:
«Ilapuia Hatanbst Kupuiiosna nokassisaet Mipana V
CTpesibLIaM, YTOOBI I0Ka3aTh, YTO OH XKUB-310poB» (Ta-
TaHPOTCKUIA XY0XKECTBEHHbII My3€it).

Ceseproxun J.4., Jleiikund O.J1. 30710TOI BEK XyI0XECT-
BeHHBIX 00bennHeHnit B Poccun 1 CCCP (1820—1932):
Cnpasounuk. CI16., 1992. C. 9—10.

Wmeetcs B BUy 3arpaHnyHoe neHcuoHepetso A.T1. bo-
rosoboBa.

boeoarobos A. 1. 3anucku Mopsika-xynoxxHuka. Camapa,
2006. C. 148.

"7 Pmerotes B Buay: A.T1. Boromo6os (1824—1896), K.H.
Duunmos (1830—1878), B.H. Makcyros (1826—1886),
W.N. Coxkonos (1823—1918), ®.d. JIos (1820—1895).



XK. Cannm; A.®. AdanacbeBa K «CKaske 0
peibake u peioke» A.C. [TymkuHa u mos-
3umn A.K. Tosncroro; B.A. Ceposa Kk Oac-
Hsim M.A. Kpbuiosa.

Llenbiit psii npou3BeeHU, He OTHO-
CAIIUXCS] HETTOCPEACTBEHHO K KHVDKHOU
rpacduke, TeM He MEHee TakKe OOHapYy XU~
BaeT OMpeeeHHYIO JTUTepaTypHYyIO Oc-
HoBy. TakoBbl napHble akBapeau M.A.
3uun «3a yteHueM. MoJonoil yenoBeK
(Y1po)» u «3a uyteHueM. Crapuk (Houb)»
(06e — 1867), oObeaMHEHHbIE CKBO3HOIM
TOBECTBOBATEILHOCTHIO CO MHOXECTBOM
YBJIEKATEIbHBIX JeTalell U MoApOOHOCTEN
U CO3JIA0IIKe y 3PUTEIIs OIyIeHNe Ha-
JINYUS TUTEPaTypPHOTO UCTOUYHMKA. B nan-
HOM cJlydyae Tepel HaMH CILIeHBI, T1e B
MeTaOpUYHON U HECKOJIBbKO HPaBOYYU-
TeJIbHOU (hopMe oObIrpaHa TeMa pasauy-
HBIX XKMU3HEHHBIX LIUKJIOB, MPUCYIINX KaX-
JIOMY BO3pacTy 3a01yXIeHUI 1 OLINOOK.
D10 cBOCOOpa3Has MUTIOCTpanus dpaH-
11y3CKOTO KPbLIATOrO BhIpaxkeHus «Si je-
unesse savait, si vieillesse pouvait» («Eciau
OBl MOJIONOCTD 3HANA, €CU OBl CTAPOCTh
MOTJIa»), KOTOpast B TO e BPeMsI U IPUTIA
0 MOTEePSIHHOM BpeMeHU. MoJioaoii yeno-
BEK 3€BaeT, MOTITMBAeTCs, UTPAET C cobda-
KOil, OTKpDOBEHHO CKy4Yasl 3a UTEHHEM.
OTCTerHyThe TOATSIKKYN, KYPUTETbHBIC
TPYOKM Ha CT€HE — CBUIETEJbCTBO €ro
npa3aHoro obpasa xxu3Hu. CTapuk xe ¢
BHEIIHOCTBIO U arpudyTamu oH-Kuxora
(pBIIapCKUMU TOCTIeXaMU, TTUKOi), Ha-
MPOTUB, XaJITHO BUNTHIBACTCS B (DOTMAHT,
JKesasli HaBepcTaTh KOraa-To YIMyIIeHHOE.
DTo 3aHATHE, MO BCell BUAMMOCTH, —
€IMHCTBEHHOE, YTO OCTAJIOCh B XKU3HU: B
yIJIy JABHO MBUISITCS AOCTEXU, a cTapast
cobaka MUPHO CITUT U yXe BPSI/L JIU CMOXET
OBITH BEPHBIM MTOMOIIHUKOM PBILIAPIO.

K umcny takux xXe «mojynurepa-
TYPHbBIX» KOMITO3UIIMIA OTHOCSTCS TakxKe
«baba-Ara u gessi-ntutie» (1902) N.4.
bunubuna, daHTa3us Ha CIOXETHI pycC-
CKUX HapoIHBIX cka3ok, u «Ha peke.
benag Houb» (1901) B.B. Bragumuposa,
CJIOBHO WJUTIOCTPUPYIOILAsI CTapUHHYIO
pyccKyio ObUIMHY. B HUMX sipKO OTpa3u-
JIOCh CTPEMJICHUE K BBIPAXEHUIO HAIIMO-
HaJIbHOTO cBoeoOpasusi. [lomooHbIe mo-
HCKU KaK colepxKaTeJlbHOro, Tak u ¢op-
MaJbHOTO CBOMCTBa OBLIM XapaKTEPHBI
UTSI MHOTHX €BPOTIEHCKIX CTPaH U BEJIUCh
BO BTOpOi nojioBuHe XIX cTofeTus nov-
TU BO Bcex cdepax MCKycCcTBa: apXUTeK-
Type, XXUBOIUCH, TpaduKe, I1eKOPaTUB-
HO-TIpPUKJIAMHOM MCcKyccTBe. OmHUM U3
HaIpaBJIeHU NeSTSIBHOCTU XYITOXKHU-
KOB OBbLIO BO3POXKAEHUE TPAIULIMOHHBIX
pemMecesl — TOHYAPHOTO U CTOJSIPHOTO.
B pycne sroii TenaeHuuu I1. I'purops-
€BBIM BBITIOJIHEH 3CKU3 TIeUYN U3 TOJTUB-
HBIX U3pa3loB C JIOCTPOM Ha CIOXETBI
cka3ok A.C. [lymkuna (1882), BeposiTHO,
U1 ToKa3a Ha Beepoccuiickoii XynoxecT-
BEHHO-ITPOMBIIIJICHHO# BBICTaBKe B Mo-
ckBe 1882 rona. K Toit e TMHUY TOUCKOB

HaIIMOHATBHOTO CTUJISI TPUMBIKAIOT ITPO-
u3BeaeHust E.M. bém, acku3 pocriucu 6a-
nanaiiku «butsa co 3meem ['opbIHBIYEM»
(1899) C.B. Mamotuna. [TocnenHuii co3-
JIaH JUIs1 CTOJISIpHOM MacTepckoi B Tanani-
K1HO CMOJICHCKOM TYyOEpHUU, OPraHU30-
BaHHO# M.K. TenuieBoii: Hapsiny ¢ AG-
PaMIIEBCKUM XyTOXECTBEHHBIM KPYKKOM
TaJAIIKMHCKAas MacTepcKasi cTajia KOJIbI-
0eJIbI0 HEOPYCCKOTO CTUIIS.

Cpenu MacTepoB, Ybe TBOPUYECTBO
cBsi3aHoO ¢ aesarenbHocThio C. 1. MamoH-
TOBA, XUBIIUX U pabOTABIINX B €T0 MOJ-
MOCKOBHOI ycaabbe AOpaM1eBO, Bblje-

AnexcaHap
BEMIEMAH
(BeitnemanH)
Ha knaobuwe
Hauano 1860-x

AkBapeJb, 6enuia, jJak
I'MUU um. A.C. IlymikuHa

Alexander BEIDEMAN
(Beidemann)

At the Cemetery

Early 1860s
Watercolour, white paint,
varnish

Pushkin Museum of Fine Arts

BbICTABKIM

Mihaly Zichy

Old Man Reading
(Night). 1867
Brush, watercolour,

Muxaun (Muxait)
34N

3a umenuem. Cmapuk
(«Houv»). 1867

Kwuctsb, akBapenb, bistre
ouctp Pushkin Museum of Fine

I'MUWMU um. A.C. IMymkuna Arts

nsroTest umeHa B.A. Ceposa, K.A. Kopo-
BuHa, M.A. Bpy6ens. IMeiizax «OceHb.
BrikoBo» (1886) GbuT Hanucan CepoBbIM
B OKPECTHOCTSIX AOpaMiieBa, Ie XyI0XK-
HMK XU JIETOM 1 0ceHbIo 1886 roma. Ax-
Bapesb «Mtanus. HearoautaHnckas HOUb»
(1891) BpyOenst — acKM3-BapUaHT 3aHa-
Beca JUIsl 3HAMEHUTOM MOCKOBCKOM Pyc-
ckoii yactHoit onepsl C.M. MamoHTOBa'8.

Dcku3 naBuiboHa «Kpaitamit Ce-
Bep» K.A. KopopuHa (1896), pean3oBaH-
Hbiit B MmaTepuane JI.H. KekyiieBbim, Tak-
K€ BBITIOJTHEH 110 3aKa3y MaMoHTOBa 1111
14-it Bcepoccuiickoii MpOMBITITIEHHOM 1
XyIOXEeCTBeHHO! BBICTaBKM B HiokHem
Hosropone. [TaBujiboH cTajql OGHUM U3
SIpYAIIINX TAMSITHUKOB, YbsSl HOBAaTOPCKast
3CTeTUKA crocobcTBoBasia (hOpMUPOBA-
HUIO0 00pa3HOTO SI3bIKa PYCCKOTo MOJep-
Ha. CrieraabHO It pabOThI HaJl TaBUJIb-
OHOM, KOTOPHIiT co3aaBajcs Kak pekiama
HOBOTO apXaHTeJbCKOTO HampaBieHUS
MockoBcKo-ApociaaBcKoii xeae3Hoi 10-
pOTH, a KCIMO3UILIMS T0JIKHA Obl1a 3HAKO-
MUTb C OOraTCTBAMM M OCOOCHHOCTSIMU
kpasi, KopoBuH mpeAnpuHSIT myTenecT-
Bue Ha Ceep. OH BCIIOMUHAJ: «... CTa-
paroch co3aaTh B MPOCTOPHOM MaBUJIbOHE
CeBepHOTro OT/ea TO BIieUaTIeHUE, BbI-
3BaTh y 3pUTEJISI TO YYBCTBO, KOTOPOE S
ucrbiTal TaMm, Ha CeBepe»'?. 3a OCHOBY
MPOEKTa XYI0KHUKOM ObLT B3SIT 00pa3 Jie-
PEBSIHHOTO capasi HOPBEXCKO# (akTo-
puu. [Ipoctoe acuMMeTpUYHOE B TJIaHE
COOpYXEHHUE € MIaAKUMU CTeHAMU PE3KO
KOHTPAacCTUPOBAJIO C OOJBIIMHCTBOM BbI-
CTaBOYHBIX MTOCTpoeK. HeoObIYHOCTh CO-
OPYKEHUS OTMEYAJIU YK€ BO BpeMsi CTPO-
urenbctBa. B.J1. [ToneHoB nucain: «...ce-
BEpHbII MaBWIbOH ¢ KOHCTaHTMHOBBIMU
(peckaMu 9yTh JIM HE CaMblIil XXMBOIA 1 Ta-
JIAaHTJIMBBIN Ha BeIcTaBKe»2°. [1o Bocmo-
MuHaHUsIM KopoBrHa: «...ITPOXOXKME OCTa-
HaBJIUBAJIUCh U N0JTO cMoTpenu. [loa-
psnuukK baGylikuH, KOTOPbI €ro CTpOuJI,
TOBOPWII: «DIaKoe Nejio, Bedb 3TO IITO,
CKOJIbKO J1a4 §1 TIOCTPOWJI, Y MEHS JAesI0
MmapKeTHoe, a TYT Bce TOMopoM... Beaut
KpacuTh, TaK BEPUTE JIU, KPACKy LIEIbII
NeHb COCTaBJIsUIM — TIpsIMO IbiM. Kakast
TYT KpacoTa? A KaHTUK MO KpasiM 4yThb

18 BapuanTbl Komrosuumnu umerorcst B coobpanuu I'TT;
3aHaBec cropeJ B stHBape 1898 roaa Bo Bpemsi rnoxapa
B COJI0I0OBHMKOBCKOM Teatpe.

19 Koncranmin KoposuH BcriomuHaer...» / Cocr.
WN.C. 3unsbepiureit, B.A. Camkos. M., 1990. C. 177.

20 Bacunmii Jmutpuesny [ToneHos. [Tucbma, THEBHUKH,
pocriomuHanust. M.; JI., 1950. C. 296.
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mupe s caenant: «Henb3st, — roBopur, —
nepenenbiBait». M Haiiner xe takux Cap-
Ba MBaHOBMY, MPSIMO YILIEN OBI... TOJIBKO
u3 yBaxeHus K Casse MiBaHoBuuy nena-
enrb. CMOTpeTh UyTHO — KaHAThl, 00YKH,
chipbe... YesoBeka mpuBe3 ¢ coboii, Tak
pBIOY MpSIMO KUBYIO XpeT. Benb nocraTh
snakoro Toxe rae! «Hy uto, — ckazan oH
CasBe MiBanoBuy, — capaii u capaii. [la-
Ji1 ObI MHE, 51 Obl BaM MaBUJIOHUYUK OT/IE-
JlaJl B IeTYIIKaX, MOTOM Obl Ha 1auy repe-
JeJTIN... »21,

B otnnuue ot rpaduku BTopoii mo-
JioBUHBI XIX cTOIeTus, roe MHOTHE sIBJie-
HMSI 0003HAYEHBI BCE XK€ MYHKTUPHO, UC-
KyCCTBO puUCyHKa pybexa XIX—Hauana
XX Beka IMpencTaBiIeHo BO BCEM MHOTO-
00pa3uu TeYEHU I, Xy0KECTBEHHbIX 00b-
eIMHEeHWH, KaHPOB U TEXHUK.

Cpeny paboT «IMO3IHUX TTEPEIBUXK-
HUKOB» 1 MacTepoB Coi03a pycCKUX Xy-
JIOKHUKOB BBIICSIOTCS PUCYHKM U aK-
Bapenu A.dD. AdanaceeBa, C.B. UBaHoBa,
C.A. KopoBuHa, B.A. Cepona, C.A. Bu-
Horpanosa, [1.E. Lllep6osa. Kapukatypbl
[Iep6oBa, XynoxXHUKa HEOObIUAHO OCT-
POYMHOTO Y HaOJII0aTeIbHOTO, BHICOKO
LIEHWINCh COBPEMEHHUKAMU U KOJuIe-
raMy pUCOBAJIBIINKA, HECMOTpPSI Ha TO,
YTO OHU XK€ HEPEIKO CTAHOBWIUCH 00b-
eKTaMu ero romopa. B yactHocTtu, B akBa-
penu «Anodeo3 3eBkcuca (BosHeceHue

21 KoHcTaHTHH KoposuH Bcriomunaer...» / Cocr.
WN.C. 3unsbepurreitn, B.A. Camkos. M., 1990. C. 177.

22 Opun u3 BapuaHToB — B coopanun ['TT.
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Kyunmxu Ha He60)» (okono 1897) upo-
HUYHO BbicMestH neitzaxuct A.U. Kyunn-
KM — U3TI00JIEHHBINM MepcoHaxk 111epooB-
CKHX KapuKaTyp, — a BMECTe C HUM 3ace-
nannst CoBeTa ieTepOypreKoit AKageMun
xynoxecTB. CroXeT MpOCT: YAHOBHUKHU
AxkaneMuu BHOCIT KyuHIXU B KPYT «He-
OoxxuTenei» — akaaeMUYECKUX JAesITeei.
Ha pucynke m3o0paxkeHbl (ciieBa Ha-
npaBo): xxuonuctbl M.I1. borkun u E.E.
Boakos, ckyabnTop JI.B. I1o3eH, Bule-
npe3uneHT MAX U.W. Toacroii (B Bume
30JI0TOTO 0OXKa € Marnupocoit), KUBO-
nucupbl B.E. MakoBckuii (KOPMUT rpyabio
pebeHKa; BEpOSITHBIM HaMeK Ha CbIHA
AJekcaHIpa, TOJIbKO Ha3HAUYEHHOTO Ha
JIOJKHOCTB TIperniogaBaTelis Bricirero xy-
JTIO>KECTBEHHOTO YYWINIIA TPU AKaJeMUu
xynoxectB), M.E. Periun, rpasep B.B. Ma-
13, cKyabnTopbl P.P. bax (c curapoii u
Kpyxkoii nuBa) u B.A. bexnemuuies. Bce
«HEOOXUTENM» BOCCENAOT Ha JETCKUX
ropuikax, st KymHmkuy yxe Takke npu-
roToBJiIeHbl MecTo U HUMO. LllepOoB co3-
JaJl TpY BapuaHTa JaHHOW KOMITO3UIIVH,
BapbUpysl PACcIONOXKEHUE U KOJUUYECTBO
nepcoHaxen?2.

KapTuHy MHTEHCUBHOI XymoXecT-
BEHHOM XXM3HM pyOeka CTOJICTUI TOTTO-
HSIIOT MPOU3BEEHUS JTUAEPOB 00bEIUHE-
Hust «Mup uckycctBa» — A.H. Benya,
K.A. Comoga, JI.C. bakcra, M.B. [100y-
xkuHckoro, E.E. Jlancepe, cumBoiu3ma —
M.A. Bpy6ens, B.9. bopucosa-Mycato-
Ba, B.U. [lenucosa, xynoxxHukoB «['omy-
60i1 po3bi» — I1.B. Ky3neuona, H.I1. Kpbi-
moBa, H.H. Canynosa, C.10. CyneiikuHa.
Cpell HUX eCTh «ITPOrpaMMHbIe» pabOThI
XyJIOKHUKOB, a TAKXKE MHOXECTBO «Iepe-

#4'2012

KJIM4eK» ¢ coopaHueM TpeThsiKOBCKOI ra-
nepen. B wactHocTu, ryams «llapckas
oxora (ITetp I Ha oxote, OXOTHUKU Ha
npusane)» (1907) E.E. JlaHcepe coznana
B pyCJie «PeTPOCMEKTUBUCTCKUX» MCKa-
Huii «Mupa UCKYyCCTBa» C €ro KyJbTOM
XVIII Beka. 1o cBoeit TemaTuke, MaHepe
HCTIOJTHEHUSI U KOJIOPUCTUYECKOMY pelie-
HUIO Tyalllb IPUMBIKAET K TAKUM CepUsIM
komrmo3unuii, Kak «[letepoypr B XVIII
Beke» win «Kopabau Bpemen Iletpa I»
(1906—1907). Heckonbko MHOE HACTpOE-
HUe, HO TaKKe MPOHUKHYTOE 04apOBaHMU-
eM XVIII cronerns, B mncre K.A. ComoBa
«Kak oneBanucsk B crapuny» (1903) — ona
YTOHYEHHOI 2cTeTHKe (hpaHILy3CKOro po-
KOKO. Y MpOU3BEACHUST UMEETCs mapa —
akBapenb «Kak oneBatotcs Teriepb» (1903,
I'TT), rne CoMOB ¢ MPUCYLLIMM €My Mac-
TepCTBOM CTUJIM3aTOpa co3al 00pa3 «Mo-
HUKOB» CepeOpsiHOTO BeKa.

K Toi xxe amoxe nBa 3cKM3a POCIU-
cu «CoH 6oxkectBa» (1904—1905) B.D.
BopucoBa-MycaToBa, BBITTOJTHEHHbIE UM
o 3akazy @.A. lllexTens nas ocoOHsIKa
A.U. lepoxuHckoil B MockBe (He ocy-
mectsieHbl). Kak nu3sectHo, B 1904—1905
rofiax XyJ0XHUK CO3/aJl YEThIpe 3aKOH-
YEHHBIX aKBapeIbHBIX 3cKu3a: « BeceHHsIst
ckazkar», «JletHsisr Mmenonus», «OceHHMIt
Beuep» u «CoH 6oxectBa» (Bce — ['TI).
WM npeniecTBoBat psi MOATOTOBUTEIb-
HBIX paboT, B KOTOPBIX XYIOXHUK OBLT
CKOHIIEHTPUPOBAH Ha TPOpabOTKe OT-
JIeJIbHBIX MOTUBOB U 2JIEMEHTOB KOMITO-
3unuu. K ynciay Takux moaroToBUTENb-
HBIX PUCYHKOB MPUHAAIEXAT JUCTHI U3
cobpanus 'MUMUN. [axe B HEOONbILINX
¢parmMeHTax — U300pakeHUU CKYJIbIITYP-
HOTO M3BasiHUSI AMypa U 3aMKa — Kpo-
10oTcs1 urpa Metadop, MHOXECTBO CMBI-
CJIOBBIX OTTEHKOB W SMOLMOHATBHBIX

3uHaunaa
CEPEBPAKOBA
Odanucka (Mnous)
Okorno 1915

DCKU3 TaHHO TSt
KazaHckoro Bok3ana
B MockBe

(HEe OCYIIIECTBJICHO)

Temmepa
I'MUWMU nm. A.C. TNymknna

Zinaida
SEREBRYAKOVA
Odalisque (India). c.1915
Panel sketch for Kazan
railway station in Moscow
(not realized)

Tempera

Pushkin Museum of Fine Arts

Anna PEMU30BA
(nceBroHUM — Mucc)
JMama ¢ ysemamu. 1913
KaproH, akBapesnb,
ryaiiib, Iepo, Tylllb
I'MUWU um. A.C. IMyuikuna

Anna REMIZOVA
(aka “Miss”)

Lady with Flowers. 1913
Watercolour, gouache,
pen, ink on board
Pushkin Museum of Fine Arts




Muxaun BPYBEJIb
Jlemon nosepacenblii
1901

Bymara Ha kaprone,

aKBapeJib, Tyalilb, OpOH3a
I'MUU um. A.C. ITymkuHa

Mikhail VRUBEL
Demon Downcast. 1901
Watercolour, gouache,
bronze on paper
mounted on board
Pushkin Museum of Fine Arts
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COCTOSTHUIA: HE COH OOXEeCTBa, HO XKU3Hb
NIYIINA YEJI0OBEKA — TOHKUX YYBCTB U MU-
MOJIETHBIX BMEUaTJICHUU, TeMa YBIaHUS
U BMECTE C TeM IIPOoOYyKIeHUs, 04apOBaH-
HOCTb TTpUpoaoi. «ClIaToCTHO-TPYCTHBIE
JIUPUYECKUe MUPaXW» (KaK OXapaKTepH-
30Bajl npousBeneHust bopucosa-Myca-
ToBa KpuTukK C.K. MakoBcKuUii) 4pe3Bbl-
YalfHO eMKO BOTUIOTUJIM CUMBOJIUCTCKOE
MUPOOLLYILEHUE: HE CIIy4aiiHO TeHUH Xy-
JIOXKHUKA CTajl MPEAMETOM MOKJIOHEHUS
yxe B cepenuHe 1900-X ronoB ¢ BO3HUK-
HOBEHHEM «BTOPOI BOJIHBI» PYCCKOTO
cuMBosu3Ma. OTHUM U3 HanbosIee IPKUX
MpeacTaBUTENIel 5TOro0 BTOPOTo MOKOJICHUS
CHMBOJIMCTOB, 4JIEHOB coapyxecTBa «[o-
sybast posa», oLt I1.B. Ky3neuos. B ero
paHHeM pucyHke Tymiblo «CoH» (0KOJIO
1905) cBs13b ¢ uckyccTBoM bopucosa-My-
caToBa HAIJISIIHA U OLLYIIAETCS OCOOEHHO
octpo. Ho Ta xe Tema cHOBUaeHUS, He-
KOV WLTIO30PHOM MPU3PAYHON peaibHO-
CTHU, TIPEeBPAILAETCs 31€Ch B LEJIbIIA MUK-
pOKOCM: Tepes HaMU MUCTUYECKUIA Kpy-
TOBOPOT XU3HU — (pOPMUpPOBAHUE MaTe-
pU1U U ee PaCTBOPEHUE B OKPYXKAIOILIEl cpe-
Jie, yepeaa poxIeHuii u 3abBeHuid. Jluct
CIOXKETHO CBSI3aH C TAKUMU 3HAUMMBIMU
TPOU3BEICHUSIMU XYJIOXHUKA ITOTO TIe-
puona, kak «[ omy6oit ponrtan» (1905) wmm
«Poxmenne» (1906, 06a — I'TT).
TBopuecTBO MHOTMX MacTepoOB Ha-
yaja XX CTOJETUS, TPUHALIEXKABILIUX K
Pa3IMYHBIM TEYEHUSIM U XY0KECTBEHHBIM
00beIMHEHUSIM, OOHAPYKMBAET BIUSIHUE
NnprueMoB (PpaHIly3CKUX MMIIPECCUOHU-

CTOB U TIOCTUMIIPECCUOHUCTOB: yBJeUe-
HUe pabOTOl Ha TUIEHIpPE, CTPEMJICHUE K
rnepenaye CUIOMUHYTHbBIX BIIeYaTIEHUN 1
Tsra K 0erioii cB0OOOAHOI MaHepe, B KO-
TOPOI MAKCUMAJIbHO OOBITPHIBAIOTCS OCO-
OEHHOCTU MaTepuayia — LBET, QakTypa,
IUIOTHOCTh OyMaru, UCIoJIb3ylOTCs MO/~
YEPKHYTO «KMBOMUCHBIE» TEXHUKU — Ta-
CTeJb, aKBapeb, Tyalllb, Temmnepa. Cpenu
HauOoJiee SIpKUX MPUMEPOB — paHHMUE,
nepuona yueHndyectsa B MY2KB3, neiizax-
HbIE U XXaHPOBBIE «<MOCKOBCKHE» MACTENIN
H.C. l'onuaposoii, akBapenu A.H. benya
u H.A. LllepOMHOBCKOTO, BBITTOJIHSIB-
muecs B xojie rmyteuiectsuit mo Espore.
CBoero pozia MPOTUBOIIOJIOKHOCTHIO
3TOW XXUBOIUCHOW JINHUU, TIPOLIBETABIICH
TPEeVMYIIeCTBEHHO B CTAHKOBOU rpadhrke
9MO0XU MOJiepHa, ObUIO HaIpaBjeHUE, B
KOTOPOM KYJIbTUBUPOBAIUCH YUCTO Ipa-
(rueckuie cBOMCTBA: KAMEPHOCTb, MHTUM-
HOCTb HACTPOEHUSI, U3BICKAHHOCTD IITPU-
Xa, IeKOpaTMBHAsl BbIPA3UTEIbHOCTb PU-
CYHKa, IOCTPOEHHOT0 Ha KOHTPAcTax yep-
HOTO 1 0eJ10r0. DTa «rpadrIecKass> TMHUS
MOJIEpHa rOCMOCTBOBAJA B KHUXHOU U
KYpHaJIbHOM rpaduke B XypHaiax «30J10-
TOE PYHO», «ATOJUIOH», «Bechbl», «CaTtu-
pukoH» u «HoBblIit caTuprkoH». Bo MHO-
TUX IPOU3BEICHMSIX 9TOTO BPEMEHH TTepe-
OCMBICJIUBAIACH WU HATIPSIMYIO 3aMMCT-
BOBAJUCh TBOPYECKME MPUEMBbl aHTJIU-
ckoro rpacduka mociegHeir Tpetn XIX
cronetusi O. bépacnu, ybe BIMSIHUE HA
COBPEMEHHMKOB, B ToM uucie B Poccun,
ObUIO YpE3BLIYAWHO BEJIUKO. PuUCYyHKHU

BbICTABKU

A.B. PeMu3oBoii, paboTaBiiieii moj rnces-
nonumom Mucc, H.I1. Kpeimosa, H.A. AH-
npeesa, b.1. Anucdenbaa, C.I1. Jloabiru-
Ha COCTaBJISIFOT TOCTATOYHO LIEbHYIO FPYT-
1y, 00beIMHEHHYIO OOIITHOCTHIO IPUEMOB.
Hx otinuaer «toBenupHasi» paborta me-
pPOM, Tsra K CTUJIM3ALMU, OOraTCTBO U pa3-
HooOpa3ue OpHaMEHTaJbHBbIX MOTHBOB.
ITopoit kaxeTcs, 4YTO MPEIMET «TOHET» B
9TOI OPHAMEHTATIBHOW CTUXUU, KOTOPAsT
CTAaHOBUTCSI IOMUHAHTOI BCEro pUCYHKA.
JIuHUs TO MPUXOTIMBO U3rMOAETCs, TO
«BBICTpaBaETCS» U3 MHOXKECTBA TOUEK —
JIETKUX TTPUKOCHOBEHWIA TIepa, KOTOphie
TakXke YCUJIMBAIOT o0liee BIevyaTieHue
JIEKOPATUBHOCTH.

3a 4yTh 060JIee YeM TATHACCST JIeT —
¢ 1850-x mo 1910-e rompl — pycckoe uc-
KYyCCTBO, @ BMECTE C HUM U UCKYCCTBO pU-
CyHKa, Tpojejaau OOJbIION MyTb, KO-
TOPBIII OTMEUEH, C OMHON CTOPOHBI, pa3-
HOOOpa3ueM XyIOoKeCTBEHHBIX TeUCHMUIA,
C IpyTOii — oOMpenesieHHOM MTPeeMCTBEH-
HOCTBIO TPaAULIMi, OOIIHOCTBHIO <«IIIKO-
JIbI», TYMAHUCTUYECKUM CONIEPKaHUEM —
WHTEPECOM K YeJIOBEKY 1 er0 BHyTpeHHe-
My Mupy. TBOpYECTBO MacTepOB aBaH-
rapia u HOBEMIlIero BpeMEHU B 3TOM OT-
HOILIEHWU TIPEICTABIISET YKe COBCEM Py~
ryto amoxy. B coopanuu TMUU nm. A.C.
TlymikrHa, NoCBsIIEHHOM paccMaTpuBae-
MOMY BPEMEHU, €CTh MPOU3BEACHUST «00JIb-
IIHUX» U «MaJIbIX» MacTepPOB M CBOM IlIe-
NeBPHl — IEHTPaTbHBIE MAMSITHUKU He
TOJIBKO OTIEIbHO B3STON KOJUIEKIIMU, HO
U BCEil pyCCKOM pUCOBaJIbHOM IIKOJIBI.
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The Formation
of a Great Collection

The Tretyakov Gallery show “Drawings and Watercolours by
Russian Artists of the Second Half of the 19th-beginning of
the 20th Centuries” constitutes a small part of the Pushkin
Museum of Fine Arts’s extensive collection of Russian graph-
ics, which totals 150,000 sheets in all. This part of the collec-
tion, especially drawings dating back to the second half of the
19th century, has never been carefully studied or exhibited,
so is not well known by either the general public or art experts.
It does, however, stand on its own, including some unique
works and offering certain important details that complement
our overall understanding of that period in the development

of Russian art.

he graphics collection at the Pushkin

was built gradually, in several stages.
The first one, in the 1920s, involved the
transfer to the museum of the extensive col-
lection of the Rumyantsev Museum’s Prints
Cabinet, nationalized private collections of
merchant and noble families from the Mu-
seum Fund, as well as first acquisitions and
gifts'. Those acquisitions included individ-
ual works by Alexei Bogolyubov, Vasily
Samoilov, Mikhail Mikeshin, the brothers
Pavel and Pyotr Sokolov, Alexei Savrasov,
Alexander Beideman, Grigory Myasoyedov,
Yelizaveta Bohm, Sergei Ivanov, Sergei
Vinogradov, Stanislaw Noakowski, Valentin
Serov, Leonid Pasternak, Mikhail Vrubel,
George Loukomski, and Sergei Chekhonin.
However, in the 1920s the bulk of this
stream of acquisitions still represented works
by obscure and unknown artists, as well as
amateurs and copyists, and the few truly sig-
nificant works by Russian masters of the pe-
riod were lost in this general background.
Ivan Bilibin’s watercolour “Baba Yaga and
Bird-maidens” (1902) is one of the first sig-
nificant works, coming originally from the
collection of Major General Klachkov, and
was bequeathed to the Rumyantsev Mu-

T Those collections that were nationalized before 1924 were
acquired via the Rumyantsev Museum; the ones that were
nationalized between 1924 and 1927 came from the State
Museum Fund.
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seum in Klachkov’s will. The Rumyantsev
Museum was also the source of the works
that prior to 1910 had been in the collec-
tion of Pyotr Sveshnikov (a merchant of the
top guild, director of the trade and indus-
trial partnership “Pyotr Sveshnikov & Sons”,
Sveshnikov was a famous art collector):
drawings and watercolours by Ivan Shish-
kin, Vasily Vereshchagin, Alexei Afanasyey,
Pavel Scherbov, and Carl Heftler.

The most important nationalized col-
lections included those of Alexander
Musin-Pushkin, Nikolai Basnin, Sergei
Scherbatov and Alexander Kasyanov.

Musin-Pushkin owned a small but re-
markably complete collection of small land-
scapes, military art and genre scenes execut-
ed in the papier-pelle technique which was
extraordinarily popular in the 1850s-1860s
and became a sub-genre within the graphic
arts. Watercolour, pencil and needle were
used to create images on paper thinly
primed with gesso. The technique, excep-
tionally easy to use, was an excellent way to
convey the effects of night and artificial
light, as well as various natural phenomena,
such as thunder, rain, wind and stormy
weather. Both professional and amateur
artists enjoyed using it. Musin-Pushkin’s
collection contained papier-pelle drawings
by Alexei Bogolyubov, Konstantin Filippov,
Vasily Maksutov, Fyodor Lvov, losif and
Adolf Charlemagne, and Mikhail Klodt.




Muxaun BPYBEJIb

Hmanus. Heanoaumanckas nous. 1891
DCKU3-BapuaHT TeaTpabHOTO 3aHaBeca st

Pycckoii yactHoit onepsl C. M. MamoHTOBa B MOCKBE
Bymara Ha kapToHe, akBapeib, Oenuia

10 ITIOATOTOBUTECIILHOMY Ha6p0c1<y KapaHaamiom
I'MUU nm. A.C. [Tymiknna

Mikhail VRUBEL

Italy. Night in Naples. 1891

A sketch of a theatre curtain for Savva
Mamontov’s Russian Private Opera in Moscow
Watercolour, white paint, pencil sketch

on paper mounted on board
Pushkin Museum of Fine Arts
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Muxaunn HECTEPOB
boeomameps ¢ maadenyem. 1900
AxBapeJib, Oenuia, 30J0To, ce-
pedpo Mo MOArOTOBUTEILHOMY
HaOPOCKY KapaHIaIioM

I'MUU nm. A.C. Tyurknna

Mikhail NESTEROV
Virgin with Child. 1900

‘Watercolour, white paint, silver

on pencil sketch
Pushkin Museum of Fine Arts
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Nikolai Basnin owned a small set of
drawings by Russian artists. The greater part
of his vast collection was comprised of West-
ern European engravings of the 16th-18th
centuries; the works of Russian artists were
secondary to his interests — he did not even
consistently seek to acquire them. Many of
those works were bought merely if the occa-
sion presented itself, or were gifts Basnin re-
ceived from artists or other collectors. At
the same time, his collection had more than
20 drawings by Ilya Repin, including his
early watercolour study of a barge hauler
(1870) for his painting “Barge Haulers on
the Volga” (1870-1873, Russian Museum),
Konstantin Makovsky’s study for “Mer-
maids”, his 1874 illustration to Nikolai
Gogol’s novella “Terrible Revenge”.

A true “crown jewel” of the mu-
seum’s current collection, Mikhail Vrubel’s
gouache drawing “Demon Downcast”
(1902), originally belonged to Count Sergei
Scherbatov. Scherbatov was planning to cre-
ate the “City Museum of Private Collec-
tions” in Moscow, with a separate room to
house each collection in order to reflect the
personality of its owner, but the revolution
prevented him from realizing his plan. In
spring 1919, the new government issued the
decree “On the Prohibition of Export and
Sale Abroad of Items of Special Artistic and
Historical Value™; thus, prior to emigrating,
Scherbatov was forced to leave his extensive
collections to be housed at the Rumyantsev
and Historical Museums. Later his collec-
tion was nationalized and broken up. Less
than ten graphic art pieces from Scherba-
tov’s collection were transferred from the
Rumyantsev Museum to the Museum of
Fine Arts; however, among them were five
works by Mikhail Vrubel and three water-
colours by Konstantin Somov.

The most significant acquisition of the
1920s was the collection of Alexander
Kasyanov, a prominent Moscow merchant
and partner in the trading firm “L.Y. Churin
& Co.”. This collection was the only one
that was fully dedicated to the work of Russ-
ian artists who were Kasyanov’s contempo-
raries and worked in the second half of the

[Masen COKOJIOB
Mapus Heanosna
ecmpeuaem Exame-
puny 11 6 Llapcko-
cenbeKom caoy.
Mapus Heanosna

60 0sopue neped
Examepunoii 11. 1890
WnmocTpaiusi K no-
Bectu A.C. [ymknHa
«Kanuranckas nou-
Kka» (M.: U3nanue
B.I'. T'otpe, 1891)
Bymara Ha kapToHe,
YyepHasl akBapeJb,
WUTATbsIHCKUN

KapaHaarn
I'MUWMU um. A.C. [Myuikuna

Pavel SOKOLOV
Maria Ivanovna
meeting Catherine 11 in
Tzarskoselsky Garden.
Maria Ivanovna in
the Palace facing
Catherine 11. 1890
Picture for Alexander
Pushkin’s “The Cap-
tain’s Daughter”.
Moscow. Published
by W.G. Gautier, 1891
Black watercolour,
Italian pencil on
paper mounted

on board

Pushkin Museum
of Fine Arts

19th and beginning of the 20th centuries.
Kasyanov often purchased art directly from
the exhibitions of the Society of Russian
Artists and “Mir Iskusstva” (World of Art)
groups, which meant that what he collected
was generally of very high quality.

Kasyanov emigrated to China after the
1917 October revolution, but only part of his
collection reached the Museum of Fine
Arts — like others, it was broken up into sev-
eral parts, with paintings distributed among
various museums?. Some of the drawings
and other graphic art pieces were lost —
there were discrepancies between the inven-
tory of 1918, when the nationalized collec-
tion was transferred to the Rumyantsev
Museum, and that of 1924, when it came
to the Museum of Fine Arts. For example,
the 1918 inventory listed 31 drawings by
Repin, while there are none in the inven-
tory of 19243. Despite these losses, first-class
graphic works by Alexandre Benois, Kon-
stantin Somov, Léon Bakst, Leonid Paster-
nak, Mstislav Dobuzhinsky, Yevgeny Lan-
sere, George Loukomski, Valentin Serov,
Sergei Vinogradov, Boris Kustodiev, Filipp
Malyavin, and Dmitry Scherbinovsky en-
riched the museum’s funds.

Separate works came from the once-
rich collection of Kozma Soldatenkov, a
Moscow merchant and publisher. Drawings
by Vasily Rayey, Vasily Agin, Pavel Sokolov,
and I. Petrovsky could not form the founda-
tion of a museum; however, it is most likely
Soldatenkov’s collection was the origin of a
true masterpiece of 1860s Russian graphic
art — Vasily Perov’s 1861 “Easter Celebra-
tion in a Village”, a study for (or the artist’s
version of) his “Easter Procession in a Vil-
lage”, the painting that made him famous.

ormed from such beginnings, the col-

lection would soon undergo further
changes. At the end of the 1920s, the process
of asset reallocation between museums
started, in accordance with the museums’
specific features. In May 1928 the Tretyakov
Gallery requested that the Museum of Fine
Arts transfer its collection of Alexander
Ivanov’s drawings* to the Tretyakov. Re-
sponding to this request, the Engravings
Cabinet curator A.A. Sidorov submitted the
following memo: “The Engravings Cabinet
|at the Museum of Fine Arts — O.4.] has re-
ceived the Tretyakov Gallery’s request for
the drawing albums and portfolios contain-
ing the works of Alexander Ivanov. As [ con-
sider this transfer perfectly appropriate,

Paintings from Kasyanov’s collection created the founda-
tion for the Omsk Regional Museum of Fine Arts, which
was established in 1924 (now the Mikhail Vrubel Omsk Re-
gional Museum of Fine Arts.)

The Museum of Fine Arts, Manuscripts Department.
Folio 11, op. I, item 220

The Museum of Fine Arts, Manuscripts Department.
Folio 5, op. XII, item 14, sheet 49



I would also ask the Governing Board to
propose to the Museum Department and
the Tretyakov Gallery the complete transfer
to the gallery of all the Russian drawings that
are still housed at the Engravings Cabinet of
the Museum of Fine Arts, with the excep-
tion of those that are directly related to the
Engravings Department (original etchings
and lithographs, drawings by Russian en-
gravers, etc.)”® The Chief Administration of
Science, Art and Science and Museum In-
stitutions approved this proposal.

On February 6 1929, one of the most
significant transfers in the history of the mu-
seum world took place — the Tretyakov
Gallery received 5,231 works of graphic arts
and 73 albums of drawings.® This transfer
included many drawings dating back to the
second half of the 19th and the beginning
of the 20th centuries, including those by
Franz Roubaud, Alexei Bogolyubov (nine
works in total), Mikhail Klodt (23 works),
Alexander Beggrov, Konstantin Kryshitsky,
Lev Lagorio, Alexei Savrasov (eight works),
Grigory Myasoyedov (six works), Vasily
Surikov, Vladimir Makovsky, Ilya Repin,
Alexander Beideman (nine works), Kon-
stantin Savitsky, Sergei Korovin, Viktor Vas-
netsov (five works), Stanislaw Noakowski
(four works), Alexandre Benois, Valentin
Serov, Isaak Levitan, Leonid Pasternak,
Nicholas Roerich, Sergei Vinogradov, Boris
Kustodiev, Leonard Turzhansky, Vasily
Perepletchikov, and others. Kasyanov’s’,
Sveshnikov’s and Musin-Pushkin’s collec-
tions were finally and completely broken up.
It was only the works of foreign artists who
lived in Russia (the so-called “rossica”) that
were left at the Museum of Fine Arts, as well
as the oeuvre of engravers and some graphic
sheets that for unknown reasons had not
been listed among those to be transferred,
such as Repin’s drawings from Basnin’s col-
lection.

In the 1930s and 1940s, the Pushkin
Museum of Fine Arts — it was re-named in
1937 on the centenary of Alexander
Pushkin’s death — did little to build its
graphics collection. One notable acquisition
by the department of 19th century graphics
deserves attention — the academic study
“Two Models” (1866) by a well-known en-
graver Ivan Pozhalostin. The study was
purchased from Pozhalostin’s daughter
Alexandra for 75 rubles in January 1941,
and the acquisition was perfectly in line with
the specific aims of the museum’s Engrav-
ings Cabinet, as set by Sidorov at the end of
the 1920s. At the same time, transfers to
other museums, albeit on a smaller scale,
continued; thus, in 1938 three illustrations
to Pushkin’s “Count Nulin” by Somov and
Benois’ watercolour illustration to “The
Bronze Horseman” were transferred to the
National Pushkin Museum in Leningrad.

In 1949 the museum’s collection of
Russian drawings was enhanced both in size
and in quality when it received Pavel Et-

HBan LIWUIIKWH ~

Bemku noo cneeom. 1890

OTion K kommosuinu «Ha cesepe
nukoMm...» (1890, I'TT; 1891,
KueBckuii HaMoHaJIbHBIN
My3eil pyCCKOTO UCKYCCTBa)
Cepast 6ymara, MeJl, UTaJIbsSTH-
CKMI KapaHaall

I'MHWU um. A.C. Ilymikuna

"

Ivan SHISHKIN ~

Tree Branches under Snow. 1890
Study for “In the Wild North...”
(1890 Tretyakov Gallery; 1891,
Kiev Museum of Russian Art)
Chalk, Italian pencil on gray

paper
Pushkin Museum of Fine Arts

‘r k) o
B g
. e v

KOBCKAA FANEPESA

CURRENT EXHIBITIONS

leopruit HAPBYT

Cenmeiinvtit nopmpem. 1915. Cuyst.
AKkBapeJib, 6euiia, KUCTb, TYIIb
I'MUN um. A.C. TymkuHa

Georgy NARBUT
Self-portrait with Family. 1915. Silhouette.

‘Watercolour, white paint, brush, ink
Pushkin Museum of Fine Arts

tinger’s collection, which the renowned art
historian and bibliographer had left to the
museum in his will. Ettinger described him-
self as “not one of those collectors who want
to have everything; I have the patience to
wait for the object I desire to come my
way.”® Ettinger assembled an unusually di-
verse collection® — he owned drawings by
Firs Zhuravlev, Alexei Bogolyubov, Yelena
Polenova, Sergei Malyutin, Sergei Korovin,
Sergei Ivanov, Sergei Vinogradov, Mikhail
Vrubel, Sergei Beklemishey, Vasily Vladi-
mirov, George Loukomski, Sergei Chekho-
nin, Viktor Borisov-Musatov, Nikolai Kry-
mov, Nikolai Sapunov, Konstantin Bo-
gaevsky, Vasily Denisov, and others. The
collector knew many of the artists of the
“Silver Age” personally, actively corre-
sponded with them and often played the
part of an arbitrum elegantum of sorts, as he
did not hesitate to point out strengths and
weaknesses of their work.

5 Ibid, sheet 50.
8 TIbid, sheet 50.

Later the Tretyakov Gallery handed quite a few works of
art from Kasyanov’s collection over to regional museums
of the USSR.

From “The Pavel Ettinger Museum. From the Collection
of the Pushkin Museum of Fine Arts”. Exhibition cata-
logue. Moscow, 2004, p. 15

On the content and themes of Pavel Ettinger’s collection,
see “The Pavel Ettinger Museum. From the Collection of
the Pushkin Museum of Fine Arts”. Exhibition catalogue.
Moscow, 2004.
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Esrenuit JAHCEPE
Lapckas oxoma
(Ilemp I na oxome,
OxomHnuKu Ha npugane)
1907

Bymara Ha xapToHe,

aKBapeJsib, Tyalllb
I'MUWMU nm. A.C. Tymknna

Yevgeny LANSERE
Royal Hunt (Peter 1
Hunting, Hunters at
Rest). 1907
Watercolour, gouache
on paper mounted

on board

Pushkin Museum of Fine Arts

Kapn TEDTJIEP ~
Beneyus. Mocm
Peanvmo. 1890-¢
AKBapesib

T'MHWUU um. A.C. Iymkuna

Karl GEFTLER ~
Venice. Rialto Bridge
1890s

‘Watercolour

Pushkin Museum of Fine Arts

Thus, right after Ettinger had acquired
a watercolour landscape by Bogaevsky
(1908), the artist wrote to him: “I was ex-
tremely pleased by your gracious review of
my watercolours... As to my oil studies, you
were right to say that ‘there is little of my-
self in them’ — I never get them right.”'®
Leonid Pasternak was one of Ettinger’s
close friends, and they shared similar views
on art, similar tastes and temperament. It
was thanks to this friendship that some of
Pasternak’s most representative works found
their way into Ettinger’s collection, such as
the “Portrait of Leo Tolstoy”, his 1901 study
for “Leo Tolstoy with his Family Circle”
(1902, Russian Museum), his pastels “Self-
portrait” (1911) and “Summer Visitors”
(“Dachniki”, or “Raiki”, the 1910s).

The portrait of Leo Tolstoy has an in-
scription on it: “To my dear friend Pavel
Davidovich Ettinger. Pasternak”. It was the
artist’s gift to Ettinger, and indeed many
drawings from Ettinger’s collections have
autographs and personal dedications from
artists written on their reverse sides; together
with the collector’s own notes, they offer
fascinating details of the circumstances of
how, when and from whom the collector ob-
tained this or that drawing. It is exactly how
we know that it was from Sergei Korovin’s
brother Konstantin, a famous landscape
painter, that in 1919 Enttinger obtained
Sergei’s pencil sketch “Soldiers and their

10 From “The Pavel Ettinger Museum. From the Collection
of the Pushkin State Museum of Fine Arts”. Exhibition
catalogue. Moscow, 2004, p. 72
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Horses at Rest (in the Forest)” (from the
1880s). Also, one of the best pieces in the
collection, Mikhail Vrubel’s “Young Man
on a Sofa” (1904), has the following dedi-
cation: “To dear Pavel Davidovich to re-
member me by — M. Vrubel, once again
healthy. July 20 1904.”

Some of the most interesting works in
Ettinger’s collection are “Courtyard in
Moscow” (1880s), a small pencil sketch by
Yelena Polenova (it depicts the same subject
and shares the title with the famous painting
by Vasily Polenov, Yelena’s brother); genre
sketches by Sergei Vinogradov (1895-1896)
and Sergei Chekhonin’s watercolour “Ros-
tov Figures” (1913), purchased by the fa-
mous tenor Leonid Sobinov from a “Mir
Iskusstva” (World of Art) exhibition.

Ettinger’s extraordinary legacy be-
came the impetus for subsequent additions
to the Pushkin’s collection of drawings by
Russian artists. The effort became particu-
larly pronounced in the 1960-1980s, when
the museum came into possession of several
artists’ entire “heritage”, including those of
Natalya Goncharova (acquired from A.
Larionova in 1966, it included the artist’s
early impressionist landscapes of the early-
and mid-1900s), Alexandre Benois (from
A. Benois-Cherkesova in 1981), and Zina-
ida Serebryakova (from E. Serebryakov in
1984, 1987-1988, 1995), and others.

The practice of acquiring important
art through purchases from private collec-
tors and antique shops by the Soviet Min-
istry of Culture became widespread, while
quite a few drawings were donated to the

#4'2012




museum. Building the collection one piece
at a time brought substantial results. Quite a
few lacunae were filled, especially where it
concerned artists whose oeuvre was not yet
represented in the museum’s funds. During
those years the museum’s collection was en-
riched by some of its most significant pieces,
such as Mikhail Nesterov’s study for his
“St. John the Evangelist” icon at the Vla-
dimir Cathedral in Kiev (1893) and his
composition “Virgin with Child” (1900);
“Tree Branches under Snow” (1890), Ivan
Shishkin’s study for his famous painting “In
the Wild North...” (1891, Kiev Museum of
Russian Art): Nikolai Ge’s sketch “Cruci-
fixion” (1890s) for his painting of the same
name (current location unknown); Ilya
Repin’s watercolour version of his 1904
painting “Such Freedom!”." This list also
includes Valentin Serov’s pastel study for his
portrait of Alexander Lensky and Alexander
Yuzhin, actors at the Maly theatre (1908);
“Battle” (1902) by Nicholas Roerich, as
well as such true masterpieces of Russian art
nouveau as “Dream of Deity” (the left and
right parts of an unrealized fresco), from
1904-1905 by Borisov-Musatov, and “Self-
portrait with Family. Silhouette” (1915) by
Georgy Narbut.

This is a far from complete list of the
museum’s acquisitions during those years;
the collection was enriched by a wide variety
of works by artists representing late academ-
icism, critical realism, the Society of Russ-
ian Artists, “Mir Iskusstva” and the sym-
bolist movement; among them, Mihdly
Zichy, Luigi Premazzi, Alexei Bogolyubov,
Mikhail Mikeshin, Alexei Savrasov, Vla-
dimir Makovsky, Andrei Ryabushkin, Filipp
Malyavin, Isaak Levitan, Mikhail Vrubel,
Ivan Pokhitonov, Mstislav Dobuzhinsky,
Konstantin Somov, Serge Sudeikin, Sergei
Chekhonin, and others. New works are still
being acquired: one of the latest and most
important is Konstantin Korovin’s study for
the decoration of the “Far North” pavilion
at the 14th National Industrial and Art Ex-
hibition in Nizhny Novgorod (1896)2.

O verall, the Pushkin Museum’s collec-
tion is not uniform in its composition
— there are relatively few works by painters,
while artists who specialized in graphics
(draughtsmen, engravers, lithographers)
are represented very well. The “Peredvizh-
niki” (Wanderers) are insufficiently repre-
sented; at the same time, the museum’s
collection of the period concerned is one
of the best in the country. These variations
are largely due to the way Russia’s tradition
of collecting and museum-building has de-
veloped. On the one hand, the collection
cannot claim to tell a full and consistent
story of the graphic arts in the period; it
does, however, give a good idea of their de-
velopment through that time. It provides a
comprehensive overview of the main styles

Wnbs PEITUH

«Kaxkoii npocmop’. 1904
BapuaHT-noBTOpeHuE
KapTUHBI TOTO Xe
HaszBaHus (1903, TPM)
AKBapeJb, 1epo, TyIlb
I'MHWU um. A.C. Iymkuna

Ilya REPIN

Such Freedom! 1904
Artist’s copy of painting
with the same title
(1903, Russian Museum)

Watercolour, pen, ink
Pushkin Museum of Fine Arts

n According to the note
in Repin’s hand on the back
of this watercolour, the work
was donated to the Imperial
Free Economic Society’s
Committee to Help the
Starving in March 1906 to
be raffled or sold in auction.

The study was donated to
the Pushkin Museum
of Fine Arts in 2007.

Nikolai Dmitriev-Orenburg-
sky was one of Litovchenko’s
competitors; his version was
called “Tsarina Natalya
Kirillovna Showing Ivan V
to the Streltsy to Prove that
He is Alive and Well”
(Taganrog Museum of Art).

14 Severukhin, D.Y., Leikind,

O.L. “The Golden Age of Art

Associations in Russia and
the USSR (1820-1923).
Reference Book”. St. Peters-
burg, 1992, pp. 9-10

15 Alexei Bogolyubov’s travel

abroad as a pensioner is meant.

and movements in graphic arts, their ex-
pression and characteristic features, as well
as the way they were reflected in the art of
drawing and related to the “larger” narra-
tive of the development of the fine arts,
including the genres, themes, unique ele-
ments of creative trends during various
periods, and of the influence popular Eu-
ropean tendencies had on them.

Almost all the notable events in the
history of the graphic arts are reflected
here. The collection has students’ studies
of models and sketches for classical com-
positions: we find a striking example of the
kind of art that was cultivated in the second
half of the 19th century at the St. Peters-
burg Academy of Arts in Alexander
Litovchenko’s 1861 study “Tsarina Natalya
Kirillovna and Her Children Facing the
Streltsy (the Streltsy Uprising)”. The study
bears the Academy stamp with the word
“approved” written in the hand of the
Academy’s long-term director Fyodor
Bruni. The study was executed for the 1862
gold medal competition,'® which it did not
win, and two years before the famous “re-
volt of the fourteen”, in which Litovchenko
took an active part.
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Many works reveal a close connection
to the artistic life of their period. One exam-
ple is a series of papier-pelle drawings from
the late 1850s-early 1860s. At first glance,
several stand out as crude and garish; how-
ever, upon closer examination they turn out
to be a rare example of artistic cooperation
between both professional artists and ama-
teurs — they were created at the so-called
“Academic Fridays”, the weekly evening
meetings that took place at different periods
at the participants’ apartments, or at the
Drawing School of the Society to Support
Artists, and then from 1860 at the Academy
of Arts'.

Alexei Bogolyubov, one of the partic-
ipants at those “collective” workshops, re-
called: “Before I went abroad, we had
organized artistic gatherings on Thursdays,
which during my seven-year absence'®
[working abroad on a grant — O.A.| turned
into artistic ‘Fridays’. EF Lvov was the one
who planned this endeavor. He was secre-
tary of the Society for the Encouragement
of the Arts, which was located in the wings
of the stock exchange building; the Artists’
Society was allowed to take up the space on
those days. We played all sorts of tricks, im-
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16 Bogolyubov, A.P. “Memoirs
of a Sailor-Artist”. Samara,
2006, p. 148

The note refers to: Alexei Bo-
golyubov (1824-1896), Kon-
stantin Filippov (1830-1878),
Vasily Maksutov (1826-1886),
Ivan Sokolov (1823-1918),
Fyodor Lvov (1820-1895).
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provised, took part in simple, light per-
formances. Everyone contributed what he
could to entertain the gathering. Dmitry
Vasilievich Grigorovich, Ippolit Antono-
vich Monighetti, the artist Carrick, Profes-
sor Sverchkov, railway telegraph engineer
Lieutenant Colonel Ruhl, Stakenschnei-
der, Baron Misha Klodt, myself and merry
fellows like Prince Maksutov, A.K. Beg-
grov, and others amused the audience...” ¢
Among those collaborative drawings, we
find “Hunter in the Reeds”, a sketch full of
good-natured humour and accompanied
with a quick inscription at the bottom to
describe who contributed to it and how:
“Water by Bogolyubov, reeds by Filippov,
figure by Maksutov, air by Sokolov; after
that Lvov came and scraped it”.'” There is
no doubt that the drawing entitled “Land-
scape with Moon and Travellers”, signed
“Maksutov & Co.” was also one of these
“Friday” creations.

Within the museum’s collection, a
group of watercolour landscapes stands
apart; the genre was remarkably popular in
the second half of the 19th century and
dominated the exhibitions of the Circle
(later Society) of Russian Watercolourists.
Those are the works of Luigi Premazzi,
Karl Huhn, Mikhail Mikeshin, Nikolai
Gritsenko, Alexander Beggrov, Carl Heftler,
Vladimir Derviz, as well as Roman Klein,
the architect of the Pushkin Museum of
Fine Arts main building.

The above-mentioned “Easter Cele-
bration in a Village” (1861) by Vasily Perov
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and “At the Cemetery” (beginning of the
1860s) by Alexander Beideman are both
early examples of critical realism in art that
occupy a central place in the collection.
While Perov’s drawing is a caustic satire of
the church of his day, the tone of Beide-
man’s gouache is predominantly compas-
sionate and sympathetic. What they do
share is an ideological agenda, as they both
“render harsh judgment of life’s realities”.
It is worth noting that “At the Cemetery”
shares exactly the same subject matter with
Perov’s “Scene at the Grave” (1859, Tre-
tyakov Gallery) — this fact underscores cer-
tain common elements in what artists were
seeking to relate in the 1850s-1860s. These
works are linked to drawings by members of
the Wanderers group of various generations,
such as Ivan Shishkin, Alexei Savrasov, Ilya
Repin, Vladimir Makovsky, Viktor Vas-
netsov, Valery Jacobi, Nikolai Zagorsky,
Nikolai Ghe, Andrei Ryabushkin, Konstan-
tin Korovin, and Sergei Ivanov. Many of
these drawing echo the Tretyakov Gallery
collection, such as Makovsky’s pencil
sketch of a bank interior for his painting
“Downfall of a Bank” (1881, Tretyakov
Gallery), and the study with tree branches
for Shishkin’s “In the Wild North...” (1891,
Tretyakov Gallery, pastel).

he Pushkin also houses a representa-
tive collection of illustrations to works
of literature, which includes Mihdly Zichy’s
watercolours to Yakov Polonsky’s poem

“Mi- shenka” and illustrations by Pyotr
Sokolov to “The Captain’s Daughter” by
Alexander Pushkin, drawings by Konstan-
tin Trutovsky, Mikhail Mikeshin and Kon-
stantin Makovsky to Nikolai Gogol’s Uk-
rainian novellas and short stories; Repin’s
illustrations to “The Prophet” by Pushkin;
and Vrubel’s and Serov’s to Mikhail Ler-
montov’s poem “The Demon”. Other items
worth mentioning are Mikhail Klodt’s
jacket design for “Tales of a Grandmother”
by George Sand; Alexei Afanasyev’s illus-
trations to “The Tale of the Fisherman and
the Fish” by Alexander Pushkin and poems
by Alexei Tolstoy; and Valentin Serov’s il-
lustrations to fables by Ivan Krylov.

Quite a few works are not technically
book illustrations, yet they reveal a certain
literary foundation. Thus, two watercolours
by Mihdly Zichy, “Young Man Reading
(Morning)” and “Old Man Reading
(Night)”, both executed in 1867, are united
by a cross-cutting narrative and numerous
exciting details: the viewer has the strong
impression that there is a literary source be-
hind the drawings. In this particular case, we
are looking at two scenes that give us a
metaphorical and somewhat moralistic take
on different stages of life and the mistakes
that come with them. It is a peculiar illus-
tration to the popular French expression, Si
Jeunesse savait, si vieillesse pouvait — “if
youth but knew, if age but could...” — as well
as a parable about lost time. The young man
is yawning and stretching as he plays with his
dog — he is frankly bored with reading. His
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loose suspenders and smoking pipes hanging
on the wall speak of an idle life. In contrast,
the old man, with the appearance and at-
tributes of Don Quixote (we see his suit of
armour and lance), is eagerly poring over a
volume as he tries to make up for the time
he once lost. This occupation is apparently
the only thing that is left for him in life — his
dusty suit of armour has forever been sitting
in a corner of his room, and the old dog
sleeps peacefully, an unlikely companion in
knightly quests...

Examples of such “quasi-literary”
compositions include “Baba Yaga and the
Bird-maidens” (1902) by Ivan Bilibin, a
fantasy based on Russian folk tale motifs,
and “On the River. White Night” (1901) by
Vasily Vladimirov, which could be an illus-
tration to an ancient Russian epic. These
works clearly reflect the artists’ desire to ex-
press their national identity. Such pursuits,
whether they concerned content or forms
of expression, were widespread in many
European countries in the second half of
the 19th century and manifested themselves
in all kinds of art — architecture, painting,
graphics, as well as the decorative and ap-
plied arts. One popular field that artists
engaged in was working to revive the tradi-
tional crafts of pottery and woodwork. Fol-
lowing this trend, P. Grigoryev drew a
sketch for the design of a heating stove dec-
orated with luster glazed ceramic tiles
(1882) depicting scenes from Alexander
Pushkin’s fairy tales; this work was probably
done for the 1882 All-Russia Industrial and
Art Exhibition in Moscow. The same quest
for a national style is represented by the
works of Yelizaveta Bohm, Sergei Malyu-
tin’s decorative design for a balalaika “Bat-
tle with Zmey Gorynych” (1899), which
was created for Maria Tenisheva’s wood-
working workshop in Talashkino; along
with the Abramtsevo artists’ circle, Teni-
sheva’s workshop became the cradle of the
Russian revival style.

Among the artists who lived and
worked on Savva Mamontov’s estate in
Abramtsevo and were associated with him,
some names stand out, among them
Valentin Serov, Konstantin Korovin, and
Mikhail Vrubel. Serov’s landscape “Au-
tumn. Bykovo” (1886) depicts an area close
to Abramtsevo, where the artist spent the
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summer and autumn of 1886. Vrubel’s wa-
tercolour “Night in Naples” (1891) is one
of his sketches for the curtain design for Ma-
montov’s Russian Private Opera'®.

Korovin created his design of the “Far
North” pavilion (executed by Lev Keku-
shev) for the 1896 All-Russia Industrial and
Art Exhibition in Nizhny Novgorod, and it
is one of the most striking artistic creations
to contribute its innovative aesthetics to the
formation of the visual language of Russian
art nouveau. The pavilion was conceived as
an advertisement for the new Archangel di-
rection of the Moscow-Yaroslavl railway,
and the entire exhibition was to showcase
the riches and peculiarities of the region.
Korovin took a trip to the North specifically
to prepare for this work. He recalled: “...
[working] on the spacious pavilion of the
Northern Division, I try to create the same
impression, the same feeling in the visitors
that I myself experienced in the North.”"®

A wooden barn from the Norwegian
trading post provided the basis for the pavil-
ion. The simple asymmetrical structure with
smooth walls was in stark contrast with the
majority of other buildings of the exhibition.
Its unusual construction was noticed while
it was still being built, and Vasily Polenov
wrote about it: “The Northern pavilion with
Konstantin’s [Korovin] frescoes may be the
most vibrant and talented at the exhibi-
tion.”2° Korovin remembered that “passers-
by would stop and stare for a long time.
Babushkin, the contractor who was building
it, used to say: “Some sort of thing! Look
here, all the cottages I have built, I have a
parquet business, and here, you just [work
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with an] axe. [He] ordered to start paint-
ing, would you believe it, all day they spent
mixing the paint — what commotion. Is
this beauty? I made the edging just a bit
wider; ‘Not good,’ he said. “You’ll have to
redo it.” And where does Savva Ivanovich
[Mamontov| find them like that — [ would
leave, really... only out of respect for Savva
Ivanovich do I do it. Strange to look at it —
the ropes, barrels, raw stuff... [He] brought
a man with him, well, that one guzzles live
fish! Where did he find such a man? ‘Well,’
I said to Savva Ivanovich, ‘a barn is a barn.
Should have given [the job] to me, I would
have whipped up a pavilion for you with
cockerels, you could make it into a cottage
later...””2!

n contrast to the graphics of the second

half of the 19th century, a period un-
evenly represented in the museum’s collec-
tion, the art of drawing at the turn of the
19th and 20th centuries is covered in all the
variety of its movements, art associations,
genres and techniques.

Drawings and watercolours by mem-
bers of the later “Peredvizhniki” (Wander-
ers) group and the Society of Russian
Artists stand out, such as Alexei Afanasyey,
Sergei Ivanov, Sergei Korovin, Valentin
Serov, Sergei Vinogradov, and Pavel Scher-
bov. Scherbov, an extraordinarily witty and
observant artist, created caricatures that
were highly regarded by his contemporaries
and fellow artists, even though they often
became the objects of his humour. A par-
ticular example is his ironic caricature
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“The Apotheosis of Zeuxis (Kuindzhi As-
cends to Heaven)” (c.1897), which pokes
fun at the landscape artist Arkhip
Kuindzhi, a favourite character in Scher-
bov’s caricatures, at a board meeting of the
St. Petersburg Academy of Arts. The setup
is simple: the Academy’s officials are
bringing Kuindzhi into the circle of
“gods”, members of the Academy. The
drawing depicts (from left to right): the
artists Mikhail Botkin and Efim Volkov, the
sculptor Leonid Posen, the Vice-President
of the Imperial Academy of Arts Ivan Tol-
stoy (as a golden idol with a cigarette); the
artists Vladimir Makovsky (shown breast-
feeding a baby, probably an allusion to his
son Alexander, who had just been ap-
pointed to a teaching post at the Higher
School of Art), and Ilya Repin; the en-
graver Vasily Mathé, the sculptor Robert
Bach (with a cigar and a mug with beer),
and Vladimir Beklemishev. All the “gods”
are sitting solemnly on children’s chamber
pots; there is a place ready for Kuindzhi,
complete with a halo. Scherbov created
three versions of this composition, varying
the number of characters and their places
in the group?2.

The picture of the thriving artistic
life of the turn of the century is made com-
plete by the works of the “Mir Iskusstva”
(World of Art) artists — Alexandre Benois,
Konstantin Somov, Leon Bakst, Mstislav
Dobuzhinsky, and Yevgeny Lansere; the
symbolists Mikhail Vrubel, Viktor Bori-
sov-Musatov, Vasily Denisov; as well as
the artists of the “Blue Rose” group —
Pavel Kuznetsov, Nikolai Krymov, Nikolai
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'8 The versions of the composi-
tion are in the collection of
the Tretyakov Gallery; the
curtain was burnt out in Janu-
ary 1898 in the fire in the
Solodovnikov Theatre.

From “Konstantin Korovin
Remembers...”. Compiled by
I.S. Zilbershtein, V.A.
Samkov. Moscow, 1990, p.177
20 “\asily Dmitrievich Polenov.
Letters, journals, memoirs”.
Moscow, St. Petersburg, 1950,
p.296

21 From “Konstantin Korovin
Remembers...”. Compiled by
I.S. Zilbershtein, V.A.
Samkov. Moscow, 1990, p.177

22 One of the versions is housed
at the Tretyakov Gallery.



Sapunov, and Serge Sudeikin. Among them
are many seminal works, and many that
“echo” the Tretyakov Gallery collection. In
particular, “Royal Hunt (Peter I Hunting,
Hunters at Rest)” (1907), a gouache by
Lansere, reflects the “retrospective” pursuits
of the “Mir Iskusstva” artists and their fas-
cination with the 18th century. Its theme,
manner and palette bring it close to such se-
ries of compositions as “St. Petersburg in the
18th Century” and “Ships at the Time of
Peter I (1906-1907).

Slightly different, but also imbued
with the charm of the 18th century, is the
mood of Konstantin Somov’s sheet “Dress
in the Old Times” (1903). This “ode” to the
refined aesthetics of the French Rococo
style is part of a set; the matching water-
colour, called “Dress in Present Time”
(1903), is housed at the Tretyakov Gallery.
In it, Somov, ever the skillful stylist, created
images of the Silver Age dandies.

Two sketches by Borisov-Musatov for
his fresco “Dream of Deity” (1904-1905)
add to the image of the period. The artist
created them on commission from Fyodor
Schechtel for A. Derozhinskaya’a mansion
in Moscow (the project was never realized).
We know that in 1904-1905 the artist com-
pleted four watercolour studies: “Spring
Tale”, “Summer Melody”, “Autumn
Evening” and “Dream of Deity” (all at the
Tretyakov Gallery). As he prepared to paint
his studies, Borisov-Musatov executed a
number of preliminary works, in which his
focus was on working out individual motifs
and elements of the composition. Drawings
for the left and right panels of the composi-
tion are now in the Pushkin collection. Even
in small fragments, like the image of a
Cupid sculpture and a castle, there is an in-
terplay of metaphors, a variety of connota-
tions and emotional states; it is not the
dream of a deity but rather the workings of
the human soul, its fine feelings and subtle
impressions, the themes of withering and si-
multaneous awakening, and of fascination
with nature.

In the words of the art critic Sergei
Makovsky, the “sweet and sad lyrical mi-
rages” of Borisov-Musatov’s works so aptly
embodied symbolist sensibilities — it was
no accident that the artist’s genius became
an object of worship as early as the mid-
1900s, with the emergence of the “second
wave” of Russian symbolism. Pavel Kuzne-
tsov was one of the most prominent repre-
sentatives of this second generation of sym-
bolists and members of the “Blue Rose”
artistic association. His connection to
Borisov-Musatov’s art is clearly revealed
and acutely felt in his early ink drawing
“Dream” (c.1905). However, the same
motif of a dream, of a certain illusory real-
ity is transformed into an entire micro-
cosm — we see the mystic circle of life,
matter taking shape and dissolving in the
environment, a succession of beginnings
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and oblivion. The drawing is thematically
linked with Kuznetsov’s significant works
of the same period, such as “Blue Foun-
tain” (1905) and “Birth” (1906) both in the
Tretyakov Gallery.

At the beginning of the 20th century,
many artists of varied artistic movements
and associations were influenced by the
techniques of the French impressionists
and post-impressionists — their enthusiasm
for working en plein air, their desire to ex-
press immediate impressions, their inclina-
tion towards a free and fluid manner, their
characteristic use of both the particular
features of their medium (colour, texture
and thickness of paper) and accentuated
painting techniques (pastel, watercolour,
gouache, tempera). Some of the most
striking examples include early (from when
she was a student at the Moscow School
of Painting, Sculpture and Architecture)
landscape and genre pastels by Natalya
Goncharova, and watercolours by Alexan-
dre Benois and Dmitry Scherbinovsky,
which were executed while travelling in
Europe.

This style of painting-like graphics,
which flourished mainly during the art nou-
veau era, found its “opposite” in the move-
ment that cultivated the natural attributes
of graphics — small scale, intimate mood,
exquisite lines, decorative expressiveness,
and emphasis on the contrast of black and
white. This “graphics” movement within
art nouveau dominated in book and maga-
zine illustrations, in such publications as
“Zolotoye Runo” (The Golden Fleece),
“Apollon”, “Vesy” (The Scales), “Satyri-
con” and “New Satyricon”.

Many works of art at the time re-in-
terpreted or even directly borrowed artistic
techniques from Aubrey Beardsley, the
English graphics artist of the last third of
the 19th century. Beardsley’s influence on
his contemporaries, including Russian
artists, was extremely strong. Thus, draw-
ings by Anna Remizova (working under her
artistic pseudonym “Miss”), Nikolai Kry-
mov, Boris Anisfeld, and Sergei Lodygin
form a fairly coherent group united by the
use of common techniques. Their art was
characterized by its use of exquisite lines, a
desire for stylization, and richness and va-
riety of decorative motifs. Sometimes it
seemed that the “object” in the drawing
was “drowned” in decorative elements,
which dominate the entire drawing. Lines
are sometimes intricately bent, sometimes
constructed from a multitude of points,
while the light touches of the pen also add
to the overall impression of decorativeness.

It took slightly more than 50 years,
from the 1850s to the 1910s, for the art of
drawing, as well as all Russian art, to ad-
vance a very long way. On the one hand,
this development was marked by a wide va-
riety of artistic movements; on the other, it
showed a certain continuity of tradition,
shared ideals of humanism, and interest in
human beings and their inner lives (avant-
garde and contemporary art belong to a
very different era). This section of the
Pushkin museum’s collection includes
works by artists both important and less so;
it also has some masterpieces, works that
are central not only to one collection, but
to the history of the Russian art of drawing
as a whole.
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