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JOMNOTAA KAPTA POCGUH

pPoccun

CrtpaHa MoXeT 6bITb MPOHU3aHa
JIy4aMU XyLOXKECTBEHHOW KyNbTypbl.
B.A.Kypbamos

Poccusa cunbHa npoBuHUMeEN...
A.lNl.Yexos

peau XyAoXeCTBeHHbIX My3€eeB HaLMOoHabHoro nckyccTBa Poccum TpeTbAKoBCKan ranepes 3aHMMaeT

ocoboe Mecto. Ee no npaBy MOXHO cuMTaTh NepBOii M MO BPEMEHU CO3[aHUSA, U MO PO/ B UCTOPUU Ha-

LLMOHANBHOTO CaMOCO3HAHUSA, eC/IY NPOCEXNBATb 3Ty UCTOPUIO HA Haubonee APKKUX U NpY 3TOM TU-

MUYHO PYCCKUX ABNEHUAX OTEYECTBEHHON KYNbTYpbl, 3aCAYXMBLUMX MAPOBOe Npu3HaHue. ina poccu-

AH U MHOCTpaHLeB 3HaKOMCTBO ¢ cobpaHuneM TpeTbAKOBCKOI ranepen - Hemcyeprnaemoe no GoratcT-

BY BMeyaTieHuin n npuobpetaeMbix 3HaHWiA nyTewectBue B Poccuio. Pycckoe nekyectso, cobpaHHoe
B [anepee, AaeT BO3MOXHOCTb YBMAETb 0COOEHHOCTV MUPOBO33pPEHUA U lyXOBHOTO CKaAa PyCCKOro YenoBeka.
Haxopscb B 3anax [anepeu, nocturaelb He TONbKO CaMOObITHOCTb ¥ OPUTMHAIBHOCTb PYCCKOM LWIKOJbI, HO U ee
Hepa3pbIBHYH CBA3b C 00LLEEeBPONECKUM XyA0XKECTBEHHBIM MPOLIECCOM.

MoaBneHne KpyMHbIX XyA0XKECTBEHHbIX My3eeB, MpeACcTaBAAWMX N0 NPeMMyLLEeCTBY HaLWOHaNbHoe 1c-
KyCCTBO, MPUXOAWTCA B HaLUel cTpaHe Ha nocneaHtoto TpeTb XIX Beka. IMeHHoO Toraa B obLiecTBe WWPOKO Npo-
ABNAETCA 0CO3HaHHBbIN, IMYBOKWI MHTEpeC K HaLMOHabHOW KyabType U UCKYCCTBY. 3HaYMMON, ABVXKYLLEN Cu-
10V B 3TOM NpoLecce 0Ka3avcb NPOCBeLLeHHbIe CIOU MOCKOBCKOrO KynevecTsa. B otinune ot Metepbypra, rae
MPOMbILLNIEHHbIE KPYrU CTPEMUIMCH NPUOBLUMTLCA K BbiCLieMy CBETY, B MOCKBe OHM CONMKANUCh C y4eHbIM U
XY[LLOXKeCTBeHHbIM MUpoM. [okoneHre MockoBcKux KynuoB 1850-1860-x rogoB BbIABUHYIO 3aMevaTesibHbIX
3HATOKOB-KOJeKLMOHepoB. KpynHeiweii durypoii B 3Toii cpese 6bin MaBen MuxaiinoBuy TpeTbsikoB. OH Hau-
Gonee nonHo cobpan B cBOEV ranepee Npon3BeAeHUs YieHOB ToBapuLLECTBa NepeBUMKHbIX XYAOKECTBEHHbIX
BbICTaBOK. [pyBepKeHLIbl 3TOr0 HanpaBieHWs paToBaaun 3a peanucTMyeckoe NCKYCCTBO, HaLMOoHaNnbHoe Mo ay-
Xy U copepaHuto. YctpamnBas B ropogax Poccuiickoin nmnepum nepeasukHble BbictaBku (1871-1923), nepe-
ABVKHUKM, KaK UX Ha3blBaiu yXKe COBPEMEHHVKM, NPOCBELLaN/ pycCKoe NpoBMHLMaNbHoe 06LwecTBo, nprob-
L1an ero K JOCTVXEHUAM 0TEYeCTBEHHOIO UCKYcCTBa. [leaTenbHocTb ToBapuLLecTBa cnocobCTBOBaNa CO3AaHUI0
B pAfe ropofoB Poccuy 061LecTB 1 KpYKKOB NtoBuUTeNeil U3ALWHBIX VCKYCCTB, XYAOKECTBEHHbIX LUKON, MOATOTaB-
nvBana noyBy ANA CO3AaHNA MECTHbIX Xy/0XKECTBEHHbIX My3eeB.

My6oKo naTprMoTMyecKas B CBOel 0CHOBe AeATenbHOCTb [1.M.TpeTbAKOBa No co3aaHuto nybnnyHoii obie-

AOCTYMHOW ranepen pycCKOro UCKyccTBa Mosyyuia orpoMHblii pe3oHaHc 1 ABuiach 61aropoAHbIM NprMepoMm v A S A e T 4 =
Ana nogpaxaHusa. «<MyseiiHoe nosetpue» Bcnes 3a MockBoi oxBatuno nposuHumio. B 1881 rogy BHyk nucare- _ i - g } e c
na AH.Pagnwesa n3BecTHbit nensaxuct A.lN.boronto6oB o0b6patuaca K MUHUCTPY MMMepaTopcKoro ABopa ' e Ty ' - i f’ r

. | ' - T —

W./.BopoHuoBy-/laliKoBy C MPOEKTOM YCTPOMCTBA XYAOKECTBEHHbIX My3€€eB «BO BCEX MPOBUHLMANBHBIX, YHU-
BEPCUTETCKUX M HEKOTOPbIX ry6epHCKUX ropogax Poccum». ABTOpUTETHBIM XyAOXKHUK Ha3Ban peanusaumio npo-
€KTa BaXKHbIM roCyLapCTBEHHbIM [ieloM, cCblasch Ha onbIT 3anagHoi EBponbl, rae «Kaxablii Manon3BecTHbIN
rOpPOAOK MMeET Npu paTylle My3eid, 0XOTHO noceluaemblii u oborallaembiii obutatensamu». CtapaHusamu boronto-

NEEHTY/IOB AB. » 60Ba 1 ero eAVHOMBILLIEHHVUKOB OAVH 13 NEPBbIX XYA0XKeCTBEHHbIX My3€eeB B NPoBUHLMK OTKpbics B 1885 ro-
7 Kpbimy.
S\Eﬁ:’(’:’: AR ay B CapatoBe. Bcnes 3a HUM BO3HUKAM XyA0KECTBEHHbIE My3eu 1 XYA0KeCTBEHHbIe OTAeNbI NPU My3esX B Apy-
Xoner, macno. 120x104 rux ropogaax - B Kazanu (1895), HuxHem Hosropoge (1896), Men3se (1897), UpkyTcke, TaraHpore (06a - 1898)
Aristarkh V. LENTULOV 1 ap. B 6onblinHCTBE CnyyaeB xyaoxecTBeHHble cobpaHuaA BKoYanu B ceba raBHbIM 06pa3oM pyccKoe MCKyc-
An Old Castle in the Crimea. o .
Alupka. 1916 ctBo. VX opraHnsatopamu v BAOXHOBUTENSAMM BbICTYNanu npusHaHHble MmacTepa xusonucu (M.K.AiiBasosckuii,
Oil on canvas. 120 by 104 A.N.boronto6os, H.A.Kowenes, A.O.KapenuH, B.MN.BepewarvH, K.A.CaBULKWIA) 1 MECTHbIE 3HTY3MACTbI: XYAOKHUKMY,
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MOJIEHOB B.A.
Pycckan nepesHA. 1889
Xoncr, Macno. 89x 142

Vasily D. POLENOV
Russian Village. 1889
Oil on canvas. 89 by 142

nobutenn mckyccrea (K.M.fonoskuH, W.M.MoxanoctuH, B.M.Cyka-
yeB), NpeACTaBUTENN MHTeANUreHLMN, B ToM yucne A.ll.Yexos, op-
raHbl FOPOACKOro camoynpasieHuns. OCHOBY NPOBMHLMANBHBIX CO-
OpaHunii cocTaBnAnM Aapbl YacTHbIX JIWL; KapTUHbI, MpUChINaBLIne-
cA 13 AKaieMun Xy0xecTB; Npov3BeseHNs, NocTynaBLUne OT aBTo-
POB, a TakXe oT KonnekumoHepoB Mocksbl v lNetepbypra.

Py6ex XIX-XX BeKOB B fiMTepaType Mo UCTOPUM OTEYECTBEH-
HOro My3enHOro Jena Ha3blBaloT «My3eliHbIM peHeccaHcom. B aTo
BpemA cospaerca Mysen nsAwWHbIX UCKycCTB B MoCKBe, BO3HMKa-
0T KOMMJIEKCHbIe U Crieuuanu3npoBaHHble My3en B CtaBponone,
EkaTtepuHopape (HbiHe KpacHopaap), PoctoBe-Ha-[loHy, Cumbup-
cke, CMoneHcke, Bonorae, Tyne n MHorux apyrux ropogax Poccum.
Kataknu3ambl, 06pylimBlUMecs Ha cTpaHy ¢ HacTynieHuneM Mepsoit
MWPOBOW BOWHbI N AOCTUTLLIME CBOErO anores B CBA3U C NOAUTHYE-
ckuMun cobbitnamm 1917 roga, obHaxunm npobnemy coxpaHeHus
KyneTypHoro Hacneans. B 1918-1920 ropax Bbiwnu aeKpeTbl 0 Ha-
LMoHanM3aumm Havbonee LieHHbIX XYAOXKECTBEHHbIX KOMNEeKLU,
06 oxpaHe NaMATHUKOB UCKYCCTBA U CTapyHbl, O 3anpeLleHnm Bbl-
B0O3a M NPOAAXW 3a rPaHuLYy npegMeToB 0co60ro Xya0XKecTBEHHO-
ro M UCTOPUYECKOr0 3HayeHuns. B akcTpeManbHbIX yCro0BUAX peBo-
JIOLMOHHOTO BPEMEHW W TPaXAaHCKON BOWHbI WMHTENNUreHUus,
creuuanuncTbl My3eriHOro ena Gblin ABVXMMbI YyBCTBOM OrpOM-
HOV OTBETCTBEHHOCTU, MPOABAANMN rPaX[aHCKOE MyXeCTBO U1 BbICO-
yanwmn npodeccrorHanmsm. K coxaneHuio, Henb3sa He YNOMAHYTb
1 neyanbHoro akta NpoAaxu 3a rpaHnLy KyabTypHbIX LeHHOCTeNR,
B TOM YMCIie U3 My3eiiHbIX cOOpaHuiA, JONYLIEeHHOW rocyLapCTBOM B
KoHue 1920-x - nepBoit nonosuHe 1930-x rogos.

B nctopum xyaoxecTBeHHbIx My3eeB Poccumn nmetoTea sipkue,
Bneyatnawwme crtpaHuubl. Ewe B 1919 rogy Ha Bcepoccuiickon
My3eiiHoi KoH(epeHuun Oblna NpUHATA rocyAapcTBEHHas npo-
rpamMma pasBuTuA MyseeB. [poBO3rnaLleHHbIN Kypc Ha npeBpaLle-
HWe My3eeB B Ky/IbTypHble LleHTpbl 0Tpaan nepesoBble TeHAEHLMM
My3eiiHoro aena. bonee Toro, umMeHHo B Poccum B 3T0 BpeMs 6bin
co3zaH abCconTHO HOBbIM TUM My3es, He MMEBLLMWI aHaNoroB B MU~
pOBOW MpaKTuKe, - My3eii })u1BONUCHOW KynbTypbl. [oA06HbIE My-
3eu Bo3HUKAN B MockBe, [leTporpage v paae NpoBMHLMANbHBIX [0~
POAOB MO MHWLMATMBE XYAOXHWKOB, NPeACTaBAABIUNX aBaHraps-
Hble TeYeHUA. IKCNo3nuMn My3eeB KUBONMUCHOW KyNbTypbl IeMOH-
CTPUPOBany M3MEHEHUA XYAOXEeCTBEHHOW (OpMbl, MaTepuanos,
TEXHVKM, NPOMCXOAVBLLINE B TBOPYECKOM npoLecce. Mysen xunBo-
MUCHOM KynbTypbl, 0cO6EHHO Ha MecTax, B KayecTBe OfHOI 13 nep-
BOOYepeAHbIX 3ajay CBOe AeATeNbHOCTM onpedenunn obyyeHue
MOJIOJeXMN COBPEMEHHOMY XYA0XeCTBEHHOMY fA3bIKY.

BceMupHbIii My3elHbI ByM Havancs B MepBbie MOCNeBOEH-
Hble gecaTunetus. 0cobeHHO MHTEHCKBHBIV POCT YMCNA XyAOXKECT-
BeHHbIX My3eeB npoucxoaun B Coserckom Cotoze n CLUA. B Hawen
ctpanHe B 1950-1960-x rogax cBoe poxaeHue OTMETUIM MHOTMeE
XyAoxecTBeHHble My3en B ropogax Cubupu (1956 - B TioMeHn,
1958 - B HoBocunbupcke), Antas (1958 - B BapHayne), Pycckoro
Cesepa (1960 - B ApxaHrenbcke), Pecnybnuku Kapenms (1960 -
B MNetpo3aBoacke), Pecnybnuku Mopgosua (1960 - B CapaHcke)
1 pAaja Apyrmx pervoHoB CTpaHbl.

TpeTbAKOBCKanA ranepes vrpana BaXKHyl0 posib B CO3JaHVN U
pasBUTUM XyAoXecTBeHHbIX mMy3eeB Poccun. bpatba TpeTbAKoBbl
6e3B03Me34HO nepefaBanyt NpUHaANEXaBIUWE UM MPOV3BEAEHNA

B Aap Pagnuesckomy myseto B Capatose; [MaBen Muxainosuy Tpe-
TbAKOB CBOMM MPUMEPOM BLOXHOBAAN Ha cobupaTenbcKylo aes-
TenbHocTb .M. JoraamnHa B Actpaxanu, B.IN.CykaueBa B MpKyTcKe,
A.®.KosaneHko B EkatepnHogape. Haunnas ¢ 1920-x ropos, B npo-
Liecce CO3aHNA pa3BeTBAEHHOW CeTU roCyAapCTBEHHbIX My3eeB B
macwTabax cTpaHbl yKpennanucb cobpaHuA pervoHanbHbIX My3e-
eB, BO MHOTOM 3a CYeT NepepacnpeseneHns LeHTpaabHbiX GOHA0B,
B TOM 4ucCie W NpoM3BeAeHUAMM, NOCTynaBlIMMU M3 TpeTbAKOB-
cKoi ranepeu, Pycckoro My3est n SpMuTtaxa.

B 1999 rony TpeTbAaKkoBCKaA ranepes npepjioxuna MHOro-
NeTHI0l0 06LepoCCUACKyto NporpaMmy, HanpaBaeHHy Ha yKpen-
NeHne eaNHOrO KyIbTYPHOro NPOCTPaHCTBa 1 MeXMy3elHbIX CBA-
3ei. HoBblill desepanbHblii NPOEKT, NoNy4YMBLLIMIA Ha3BaHWe «30-
notas Kapta Poccun», - 3To npoBefeHMe peryapHbIX BbICTaBOK
NYYIINX NPOV3BEAEHUN U3 PErmoHaNbHbIX XYAOXKeCTBEHHbIX MY-
3eeB Poccumn B TpeTbakoBcKon ranepee. OpraHnsauuns Kaxaon
BbICTaBKM BKJto4aeT akcnoHuposaHue 50-100 nponsseseHun n
nspaHune anbboma-katanora. OcHoBHasA 3ajaya NpoekTa - NoKa-
3aTb €MHCTBO My3elHoro ¢oHaa Poccmmn Kak obLieHaumoHanb-
HOro AOCTOAHMA.

MpoekT «3onoTas kapta Poccun» gaet Bo3MOXHOCTb npoje-
MOHCTPMPOBATb CNeLUPUKY N YHUKaTbHOCTb MECTHBIX KOSUTEKLIMN,
BbIfBUTb 0COBEHHOCTM NIOKaNbHbIX XyAOXECTBEHHbIX ABNEHUI W
TBOPYECKNX UHANBUAYaNbHOCTEN.

Henpocroii, «MHoroctyneHyaton» ncropvein GopmMmpoBaHuA
My3eiHoro oHAa cTpaHbl 06bsAcHAETCA TOT (aKT, YTO Koraa-To
LiefibHble, U3BECTHbIE CBOMM KayeCTBEHHbIM COCTaBOM KOMIEKLMM
OKasa/Jncb pacnpefeneHHbIMU N0 pasinyHbIM ropogam. B pervo-
HanbHbIX cobpaHMAX 06HapyXMUBatOTCA clneAbl KapTUH M3 MocKoB-
ckoro Ty6nuyHoro u PyMsHUEBCKOro My3eeB, U3 KOMNeKUWii
K.T.ConpateHkoBa, ®.N.MpsaHnwHukosa, W.E.LlBeTkoBa, Mockos-
cKoro MexeBoro MHCTUTYTa, AHIMMIcKoro Knyba. OTKpbITveM Ans
CMeumnanucToB 1 NobuTenei UCKYCCTBa CTAHOBUTCA NOSABEHME Ha
BbICTaBKax npoekxTa «3on0T1as Kapta Poccun» paga 3KCnoHaToBs 13
YMOMAHYTbIX Bbille MyseeB XMBOMUCHOW KyabTypbl, B TOM Yucie
npov3BeAeHWA, NpesHa3HayvaBLWNXCA B rofibl 60pbbbl ¢ hopmanms-
MOM K YHUUTOXEHMIO 1 CNaceHHbIX 6narogaps MyecTBy My3elHbIX
COTPYAHMKOB.

O6LwecTBeHHbIV pe3oHaHC npoekTa «3onoTan KapTa Poccum»
OKas3aJiCA 3HauUTe/bHbIM: 3a NATb JIeT MPeTBOPEHNSA B XU3Hb NPO-
rpamMmbl coctoanocb 20 BbICTABOK, KOTOpble MOCETWIO CBbllle
250 000 yenosek. OcBelleHre NpoeKTa Ha TeNeBUAEHWUI paclunpu-
110 ero ayauTopuio A0 MUANMOHOB 3puTeneit. Poccuiickaa npecca
HasBana «3onoTyto Kapty Poccuw» nyywmnm poccuickum mysei-
HbIM MPOEKTOM.

«3onoTtan KapTa Poccun» npepctaBnAer coboii yBneKaTenb-
HbI «My3elHbIN cepuan», AalWnin pefKylo BO3MOXHOCTb nyTe-
WeCcTBMA BO BPEMEHW W NPOCTPAHCTBE WCTOPUM POCCUICKON
KYNbTYpbl.

Ha ctpaHunuax xypHana «TpeTbAKOBCKan ranepes» HauymHaeT-
CA Halle nyTelecTBME MO NPOBMHUMANbHLIM My3eaM Poccun. U
raBHbIM opueHTMpoM byaeT «3onoTasA Kapta Poccuu», a nepebiM
«MYHKTOM Ha3Ha4yeHnA» cTaHeT CapaToBCKMIA rocyAapCTBEHHbIN Xy-
[OXKeCTBeHHbI My3ei uMeHn A.H.Pagnuiesa.

lanuHa AHdpeesa
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RUSSIA’S GOLDEN MAP

A country may be steeped in the spirit of
the artistic culture.
V.Ya. Kurbatov

The strength of Russia is her provinces...
A.P Chekhov

mong Russia’s national art museums the Tretyakov Gallery has a very special place. It can be

rightfully deemed the "number one" such institution, both from the time of its foundation and

for its role in the rise of the nation’s self-consciousness - if the country’s history is traced with

reference to the most brilliant and, no less importantly, the most typically Russian phenome-

na of its national culture, as well as those which have gained worldwide renown. For all Rus-

sians and foreigners who have ever had the chance to familiarize themselves with the collec-
tion of the Tretyakov Gallery, this is a wonderful and exciting voyage of travel to Russia, unmatched in
terms of the volume of impressions and knowledge acquired. The Russian masterpieces, so carefully
kept in the Gallery, vividly demonstrate the traits of the Russian mentality and mind-set. In the Gallery's
halls, one comes to perceive the inseparable links between the Russian artistic school and the European
artistic process, as well as its distinctive and truly unique nature.

Large artistic museums, primarily representing national art, emerged in Russia in the latter third of
the 19th century. At that fime the public came to show a keen, profound interest in Russian national art,
with this drive led by the most enlightened strata of Moscow's merchant community. Whereas in St.
Petersburg the industrialists sought o become a part of the beau monde, in Moscow they gravitated
towards scientific and artistic circles. The generation of Moscow merchants of the 1850-60s gave birth
to a group of outstanding art connoisseurs, the most remarkable figure of which was Pavel Tretyakov.
His Gallery had the best collection of paintings of the peredvizhniki, or members of the "Society for Wan-
dering Exhibitions". "The Wanderers", as they were known by their contemporaries, stood for realistic
art, genuinely Russian in both form and spirit. They organized travelling exhibitions in various cities of
the Russian Empire, and were willing fo contribute fo the enlightenment of Russian society in the
provinces by familiarizing people with the best examples of national art. This activity helped the estab-
lishment in numerous Russian cities of groups and societies of art lovers, artistic schools and, subse-
quently, local art museums.

The noble and patriotically motivated efforts of PM. Tretyakov, aimed at the establishment of a free-
to-all Russian art gallery, evoked an impressive response from the public and served as an example for
his followers. After Moscow, museums soon became popular in the provinces. In 1881, A.P. Bogolyubov
(the grandson of the late-18th century writer A.N. Radishchev) submitted to the Minister of the Emper-
or's Court LI. Vorontsov-Dashkov a project for the establishment of art museums in every Russian
provincial city and university centre: the renowned artist insisted that it was a matter of state impor-

KOHYAJIOBCKWM M.1M.
tance to carry out his project. He recalled the Western European tradition, saying that "every obscure Hariopmopr. 1911

town has a museum in the town hall, which city dwellers are happy to visit and contribute to". It was due Xoner, macno. 107132
Pyotr P KONCHALOVSKY

to the efforts of Bogolyubov and his supporters that one of the first provincial art museums was opened Siill Life. 1911
in 1885 in Saratov. It was followed by several more art museums and art departments at museums in 0il on canvas. 107 by 132
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other Russian cities: Kazan (1895), Nizhny Novgorod (1896),
Penza (1897), Irkutsk and Taganrog (both in 1898), and other
cities. In most cases their collections were largely dedicated to
Russian art. The effort was led and encouraged by renowned mas-
ters (among them LK. Aivazovsky, A.P. Bogolyubov, N.A. Kosheley,
A.O. Karelin, V.P. Vereshchagin, K.A. Savitsky) and local enthusiasts:
painters and art lovers (K.P. Golovkin, I.P. Pozhalostin, V.P.
Sukachev), intellectuals (A.P. Chekhov, for example), and munici-
palities. Local collections were mainly composed of private gifts,
paintings shared by the Academy of Arts, donated by their authors,
and by Moscow and St. Petersburg art collectors.

The late 19th - early 20th century has been called the period
of "museum renaissance” by experts in the history of museums in
Russia. That period saw the establishment of the Alexander llI
Museum in St. Petersburg (now the State Russian Museum), the
Fine Arts Museum in Moscow, comprehensive and specialized
museums in Stavropol, Yekaterinodar (now Krasnodar), Rostov-on-
Don, Simbirsk, Smolensk, Vologda, Tula and many other Russian
cities. With the cataclysms that struck the country after the begin-
ning of World War | and culminated in the political upheaval of
1917, the problem of the safety of the national cultural heritage
arose. In 1918-1920 decrees were issued on the nationalization of
the most valuable art collections and protection of masterpieces
and historical monuments; export from the country and selling
abroad the most important artistic and historical items was pro-
hibited. The Revolution and Civil War was an extreme time indeed,
when intellectuals and museum specialists, motivated by patriotic
feelings and professional responsibility, showed true courage.
Regrettably, the sales of numerous masterpieces abroad by the
state in the mid-1920s - early 1930s should also be mentioned.

The history of Russian art museums is rich in impressive and
outstanding events. As early as 1919, the All-Russian Museum
Conference adopted a state programme for the development of
museums. Its policy to turn museums into cultural centers was in
line with progressive fendencies in their organization. In addition,
it was Russia that pioneered an absolutely new museum type,
unparalleled elsewhere - the museum of painting culture. Such
museums emerged in Moscow, Petrograd and several provincial
cities, initiated by avant-garde artists. The museums of painting
culture showed the progress of the artistic form, and the materials
and methods used in creation. One of their primary missions - first
of all in the provinces - was the training of young artists in con-
temporary artistic techniques.

The decades after World War Il saw a "museum boom" world-
wide, as the number of art museums grew rapidly, primarily in the
Soviet Union and the United States. In the 1950-60s in Russia,
numerous art museums emerged in the cities of Siberia - Tyumen
(1956), Novosibirsk (1958); the Altai region, in Barnaul (1958); the
Russian North, in Archangelsk (in 1960); Karelia, in Petrozavodsk
(1960); Mordovia, in Saransk (1960), and in several other regions.

<« BOPWCOB-MYCATOB B.3. OceHHuit moTuB. 1899
Xoncr, macno. 143x98,5

Victor E. BORISOV-MUSATOV. The Autumn Theme. 1899
Oil on canvas. 143 by 98,5

The Tretyakov Gallery played a most important role in the
foundation and further progress of the nation’s art museums. The
Tretyakov brothers donated some paintings from their collections
to the Radishchev Museum in Saratov. Encouraged by Pavel
Tretyakov's efforts, PM. Dogadin in Astrakhan, V.P. Sukachev in
Irkutsk, A.F. Kovalenko in Yekaterinodar engaged in art collecting.
In the early 1920s, a nation-wide network of state art museums
was established, which included the enlargement of local muse-
ums’ collections. Thus art museums in the provinces received mas-
terpieces from the Tretyakov Gallery, the Russian Museum and the
Hermitage.

In 1999 the Tretyakov Gallery proposed a long-term,
nation-wide program aimed at creating the single cultural area
and strengthening inter-museum links. Under the new federal
project called "Russia’'s Golden Map", the best items from art
museums of the Russian regions were to be exhibited in the
Tretyakov Gallery on a regular basis. Each event included the
exhibition of from 50 to 100 paintings and the publication of a
catalogue. The primary mission of the project is fo demonstrate
that the collections of Russian art museums comprise a single
national asset.

The project "Russia’s Golden Map" will help to demonstrate
distinctive features and the uniqueness of local art collections, and
reveal the specifics of local artistic phenomena.

It has been due to the complicated, "multi-stage" history of
the nation’s combined museum fund that works from once single,
high quality art collections are now distributed around numerous
cities. Provincial museums have paintings from the Moscow Public
Museum and the Rumyantsev Museum, from the collections of K.T.
Soldatenkov, Fl. Pryanishnikov, L.E. Tsvetkov, the Moscow Land-
mark Institute, and the English Club. Quite unexpectedly for both
experts and art lovers, events within the project "Russia’s Golden
Map" frequently exhibited items from the museums of painting cul-
ture alluded to before. These sometimes include paintings which
were supposed to have been destroyed during the times of "fight-
ing formalism", which survived owing fo the courage of museum
employees.

Public response to the project "Russia’s Golden Map" was
great indeed: as many as twenty exhibitions were held during the
five years of the program’s implementation, while felevision cover-
age of the project enlarged its audience o millions of people. "Rus-
sia’s Golden Map" was named the best national museum project by
the Russian media.

"Russia’s Golden Map" is a fascinating "museum serial", giving
a rare opportunity to travel in time and space through the history
of Russian culture.

The Tretyakov Gallery magazine invites you to visit art muse-
ums of the Russian regions. Guided by "Russia’s Golden Map", we
make our first "stop” in Saratov, at the Radishchev State Art Muse-
um.

Galina B. Andreeva
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CAPATOBCKWIA FOCYAPCTBEHHbIN XY0XECTBEHHbIW MY 3Eif

umenn A.H.Paguuiesa

1877 rogy Anekceii MetpoBuy Boronto6oB, 3HaMeHUTbIN
D nesaxuct u cobupatens xmsonucu, obpatunca B Capa-

TOBCKYIO TOPOACKYIO AyMy C NpeasioXKeHWeM MoXepTBo-

BaTb ropojy CBOIO KOJIEKLMIO AJ1A YCTPOMCTBA XYA0XKECT-
D BeHHoro My3es. CapaTtoB 6bi1 Bbi6paH boronto6oBbIM He-

cllyyaiiHo: ero Aef, W3BECTHbIA nucatenb v nybavmuuct
XVIIl Beka Anekcanap HuKkonaeBuy PaguiieB, aBTop COYMHEHWA
«MyTewectsue n3 MNetepbypra B MocKBy», peBONIOLMOHHOE COAep-
XaHuWe KoToporo Hanyrano umnepatpuuy Exkatepuny Il, 6611 ypoxeH-
uem CapatoBcKoii rybepHum.

Bo MHorom 6narogaps cBoeMy aBTOpUTETY U LIMPOKOIA obLiecT-
BEHHOW MOJJEpKKe, KOTOPYH NoJyuuna uges oTKpbITUA ny6anyHo-
ro XyAOXEeCTBEHHOMO My3esi B TpoBUHLMK, boronto6oBy yaanock He
TONbKO OTKPbITb My3eil, HO U npucBouTb emy uma A.H.Papuwesa.
Ocobyto ponb B 3T0M cbirpan umnepatop Anekcangp lll. B otet Ha
obpaleHne K HeMy Boronto6oBa OH Hanucan: «A 4To Kacaetcs Ao
PapwnweBa, To s gymato, uto 80 net, pazgensiolime Hac OT ero cMep-
TV U NPOLLEHMS, OMpaBAaHbl TEM, YTO €ro MbIC/IM 0CBOOOXAEHWSA
pyCCKOro Hapofa 03HaMeHOBaHbl eCTBUTENbHOCTbIO U He MOryT
ObITb MOMexoM, 4Tobbl UMA ero Hb110 N3BECTHO BCEMD.

Ha rnasHoit nnowaaun CapartoBa 6b110 NOCTPOEHO 3/aHMeE MO
06pa3Ly 3anagHoeBpONenicKNX My3eeB. ABTOPOM MPOEKTa BbICTY-
nun netepbyprckuin apxutextop U.B.LLUTpom, a 3a cTponTenscTeoMm
Ha mecTe cnegun MecTHbin MacTtep A.M.CanbKo. YKpalleHnem vH-
Tepbepa cTana YyryHHas 1ecTHMLA, OTIMTaA Ha CapaTOBCKOM 3aBO-
ae A.B.HupuxumHoii. B 3ToM 3aaHnm My3eit pacnonaraetcs U HblHe.

OcHoBy KONMEKLMM COCTaBUAM OKOMO ThICAYN NPOU3BEAEHNUI,
nogapeHHbix Myseto A.lNM.boronto6oBbIM: cob6CTBEHHbIE KapTWHBI 1
pabotbl apy3eit u ydeHnkos - W.E.Penuna, B.A.MonerHosa, .H.Kpam-
ckoro, KA.Casuukoro, N.W.ILUnwkuHa, WU.M.MoxntoHoBa, a Takxe
aTioabl A.AMBaHoBa u K.I.bptonnosa, xnBonuce, rpaduka, npeame-
Tbl eKOPaTMBHO-NPUKIAAHOMO UCKYyCCTBA, paboTbl HEMELKMX Mac-
TepoB A0CCenbAoPHCKON WKONbI 1 HpaHLYy3CKUX XyAOKHUKOB-6ap-
6u3oHueB. Mo npocbbe A.M.BorontoboBa 1 Npy Nnoaaep:Ke UMnepa-
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Topa 13 hoHaoB IpMuTaxa u Akagemun xyaoxects B Capatos 6blI-
NN NpUCNaHbl KapTUHbI CTapblX MacTepoB, CPeAn HUX OAUH U3 papu-
TeToB - «Tpuymd Bakxa» xxopaxo Bazapw.

29 mioHa 1885 ropa cocToAanoch TOPKeCTBEHHOE OTKPbITHE MYy-
3en. B cBA3M ¢ 3TMM cobbiTMeM MHorne cobupatenu, B TOM yucie
6patba M.M. u C.M.Tpetbsakosbl, A.lM.baxpywuH, A.B.3BeHuropog-
CKWIA, npenofHecan Aapbl HoBoMY yupexaeHuto. CBou npoussese-
Hus noxepteoBann ®.A.bpoHHukoB, M.M.AHuToKonbckuiA, @.CHKy-
paBnes. [MotomMkn A.H.PaaniueBa nepefanu cemeliHble peNuKBUMN —
WKOHbl 1 daMuibHble NopTpeTbl. 3HaMeHUTan nesuua MonuHa
Bunapao nogapuna nuyHble Bely CBOEr0 MHOFONETHEr0 NMOKNOHHU-
Ka, Benunkoro pycckoro nucatens W.C.TypreneBa. Yepes rog nocne
OTKPbITWA cOBpaHMe COCTaBAANO YKe ABe ThiCAYN NPOV3BEAEHN, O
YeM CBWAETENbCTBYET W3AaHHbI Toraa «Ykasatenb PaguiieBcKoro
my3en B CapaToBe», cOrnacHo KOTOPOMY KONNeKLUM J0BOJbHO pas-
HO06pa3HO eMOHCTPMPOBANN KaK eBpPOMeNCKoe, TaK U pyccKoe nc-
KYCCTBO — OT @HTW4YHON HYMMU3MaTMKW W NOMMNencKkux (pecok Ao
KapTUH COBPEMEHHbIX XYAOXHWKOB.

BrinoTtb o 1917 roaa PaguieBcKuin My3eii mononHaACs B oc-
HOBHOM 3a cyeT xepTBoBaTeneil. bonee nonHbIM cTan pasgen pyc-
CKOro 1cKyccTBa BTOpoii nonosuHbl XIX Beka, B 06Lmx yepTax cio-
unacb Konnekuma mnckyccrea pybexa XIX-XX Bekos. ViMeHHO B
3TV rofibl B cobpaHue My3es nonanw nepsble nponsseseHns B.3.bo-
pucoBa-MycatoBa.

KpynHble n3amMeHeHMA NpoM3oLLIM B My3ee Mocfie PeBONoLmH,
KOrZa MUHepaornyeckylo, apxeolorMyecKylo M KpaeBeAvecKyto
KOJIEKLMIO BbIBEW U3 €ro COCTaBa, M OH COXpaHun B hoHAaX NULLb
Xy[LOXXecTBeHHble npou3segeHus. B nepmog ¢ 1922 no 1936 roabl
CapatoBcKuit My3eii ABAANCA 0TAENOM HXHEBOMKCKOro KpaeBoro
My3esi.

B 1973 roay noasuncs otaen ApeBHEPYCCKON XKMBONKUCU, B KO-
TOPOM ecTb NOAJIMHHbIE LeAeBpbl, HaNpUMep NKOHbI «HuKona ¢ n3-
OpaHHbIMK cBATLIMUY Hayana XV Beka u «boromatepb TMXBUHCKaA»
XVI BeKa.

Konnekums XX Beka noctosiHHo nononHanack: B 1920-1930-e
rogbl - paboTtamu uneHoB TBOpYECKMX 0ObeanHeHWin «MakoBewy,
«OCT», «4 ucKyccTBa», no3xe - NpousBefeHMAMU obULMANbHBIX
KMBOMMCLIEB COLMANNCTMYECKOrO peannsmMa n MacTepoB HOBOW re-
Hepaumun 1960-x rogoB., Tak Ha3bIBaEMOro «CypoOBOro CTUAY,

CapaToBCKUI1 rocyAapCTBEHHbIN XyA0XKeCTBEHHbIN My3ell nMe-
Hu A.H.Pagunwesa - oaHo 13 6orateinwmnx cobpaHuin Poccuu, hoHabl
KOTOPOro HacuuTbIBAKOT Bonee ABAALATU ThICAY €AUHUL, XPaHEHUS.
KuBonwucHbie paboTbl XyaoxHUKOB XIX-XX BEKOB COCTaBAAT €ro
ropAocCTb.

Ha pybexe XIX-XX BekoB CapaToB cTan KpynHbIM XyA0XecT-
BEHHbIM LIeHTPOM, U3 KOTOPOro BbIlWa Lienasd nneaja 3ameyareb-
HbIX XyfOXHWKOB - B.3.Bopucos-Mycartos, .B.Ky3neuos, M.C.YT-

BOrO/IIOBOB All.
lMepBoe cpaxeHue pycckoro KopabenbHoro ¢nota nog komaHgoii H.A.CeHABMHa OKo0
ocTpoBa 33enb co WweeackuM dnotom. Ickus. 1866. XoncT, macno. 46,5x74,5

Alexey P. BOGOLYUBOV

The First Battle of the Russian Sea Fleet Led by N.A. Senyavin with the Swedish Fleet near
Ezel Isle. Study. 1866. Oil on canvas. 46,5 by 74,5

kuH, K.C.MetpoB-BoakuH, A.MN.CaBuros. A.NM.boronto6oe Meutan o
CO3aHMUN PUCOBANbHOMN LWIKObI, «Aabbl BO3BbICUTL 06pa3oBaTesb-
HOe Jieno toHowen». boront6oBCKOe pUCcoBabHOE YUMULLE, CTaB-
wee ¢unmnanom MetepByprckoro LEHTPaIbLHOTO YYUAULLA TEXHWYeC
Koro pucoBaHusA 6apoHa LLturnnua, otkpbinock B 1897 roay, yxe
nocne cMepTu ero cosaatens. B HeM yuunucb MHorve nsBecTHble
XuBonucubl, cpean Kotopbix - 1.B.Ky3Heuos n A.N.CaBuHoB.

B cTpykTypy Myses BxogAaT: Myseii-ycagbba B.3.Bopucosa-
MycatoBa, [lom-my3eii MaBna Ky3HeuoBa ¢ MeMopuanbHOiA 3Kcno-
3ULMEN, Fie OPraHN3YIOTCA BbICTABKM M TBOPYECKME aKLMU MONOZAbIX
CapaTOBCKMX U MOCKOBCKMX XYAOKHUKOB; MeMopuranbHo-XyaoxecT-
BeHHbI My3eln K.C.MNetpoBa-BoaknHa B XBanbiHcKe 1 KapTuHHas ra-
nepes ropoga Hrenbca. KpoMe Toro, NoCTOAHHO OTKPbIT hunman B
BO/MKCKOM ropozie banakoBo, rae 3KCMOHMPYIOTCA BpeMeHHble Bbl-
CTaBKM 13 cobpaHnsa PaguiieBckoro Myses.

CerogHs My3ei, Asnalowminca GeaepanbHbIM, BKIOYEH B Cn-
COK 0c0060 LieHHbIX 06BEKTOB Ky/bTYpHOro Hacneana Hapogos Poc-
cuiickoin Pegepaumm.

Hamanbsa Toscmas
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STATE SARATOV MUSEUM OF FINE ARTS
named after A.N.Radishchev

n 1877 Alexey Petrovich Bogolyubov, a famous landscape
painter and picture-collector, addressed the Saratov City Duma
to offer his collection to the city in order to found an art muse-
um. It was not by chance that Bogolyubov chose Saratov, since
his grandfather, Alexander Nikolayevich Radishchev, an
acclaimed writer and publicist of the 18th century, was born in
the Saratov province. The latter was famous for his book "Journey
from St. Petersburg to Moscow", in which the Empress Catherine the
Second to her great dissatisfaction saw a revolutionary message.

To a considerable extent thanks to his authority, and the broad
support with which the public met the idea of opening an art muse-
um in the province, Bogolyubov was able not only fo open the muse-
um but to name it after Radishchev. Emperor Alexander the Third
played a special role in the process. In reply to Bogolyubov's request
he wrote: "As far as Radishchev is concerned, he died and was for-
given eighty years ago. The freedom of the Russian people for which
he strived is already granted by now. Therefore past mistakes can't
stand in the way of his popularity".

The Petersburg architect I.V.Shtrom designed a new building
on Saratov’'s main square reproducing the typical design of Western
European museums, while the local master A.M.Salko supervised
construction. The interior is adorned by iron stairs cast at
AV.Chirikhina's plant in Saratov. The building houses the museum
to this day.

The collection’s core is about one thousand works given fo the
museum as gifts by its founder A.PBogolyubov: his own pictures, as
well as works of his friends and disciples - I.Ye.Repin, V.D.Polenov,
I.N.Kramskoy, K.A.Savitsky, LI.Shishkin, |.PPotikhonov, and
AA.lvanov and K.PBrullov's sketches, paintings, graphics, pieces of
folk and applied arts; works by painters of the German Dusseldorf
and French Barbizon schools. At A.P.Bogolyubov's request, and with
the Emperor’'s support, pictures of the old masters were sent fo
Saratov from the Hermitage and the Academy of Fine Arts. One of
them was the rare "Triumph of Bacchus" by Giorgio Vasari.
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The inauguration of the museum took place on June 29 1885.
In connection with this event many collectors including the broth-
ers PM.Tretyakov and S.M.Tretyakov, A.PBakhrushin, A.V.Zveni-
gorodsky made gifts to the new gallery. FA.Bronnikov, M.M.Antokol-
sky, FS.Zhuravlyov donated their works. The descendants of
A.N.Radishchev passed over the family relics, including icons and
family portraits. The famous singer Polina Viardo donated some per-
sonal belongings of her long time admirer, the great Russian writer
I.S.Turgenev.

According to the Radishchev Museum Catalogue of 1886, a
year after the inauguration the collection already amount to 2,000
works. It included a variety of works of European and Russian art:
from ancient numismatics and Pompeii frescos to pictures by con-
temporary artists.

Until 1917 the Radishchev Museum extended its collection
mostly through donations. Many helped to complement the collec-
tion of Russian art of the second half of the 19th century, while the
collection of the late 19th - early 20th century also improved. At the
same time the museum received its first works by V.E.Borisov-
Musatov.

After the Revolution major changes occurred when the collec-
tions of mineralogy, architecture and ethnography were removed,
and only exhibits related to art were left. From 1922 until 1936 the
Saratov museum was an administrative part of the Museum of the
Lower Volga Region.

In 1973 a section of ancient Russian painting was established,
featuring masterpieces such as the icons "St.Nicholas and the
Selected Saints" of the 15th century, and "Our Lady of Tikhvinsk" of
the 16th century

The 20th century collection has been constantly supplement-
ed: in the 1920-30s with the works of the artistic associations
Makovets, OST, the Four Arts Society; and later, with works of both
mainstream socialist realism and the so-called "severe" style of "new
wave" artists of the 1960s.

The State Saratov Museum of Fine Arts named after
A.N.Radishchev is one of the richest collections in Russia, with more
than 20,000 exhibits. Its paintings of the 19th-20th centuries are
among the highpoints of Russian art.

At the turn of the 19th century Saratov became an important
centre of art which produced many outstanding painters, such as
V.E.Borisov-Musatov, PV.Kuznetsov, PS.Utkin, K.S.Petrov-Vodkin,
and A.l.Savinov. APBogolyubov dreamt of founding a painting
school to advance education among the young, and the Bogolyubov

KOPOBWH K.A. BynbBap B Mapuxke. N3 cepum «Mapmkckme orim». 1912
Xoncr, macno. 73,2x92,2

Konstantin A. KOROVIN. A Boulevard in Paris. "Parisian Nights" series. 1912
Oil on canvas. 73,2 by 92,2

Painting School opened in 1897 already after the death of its
founder, as a subsidiary of Baron Shtiglits' St. Petersburg Central
College of Technical Painting. Many famous artists including
PV.Kuznetsov and A.l.Savinov studied there.

The Saratov Museum has several affiliates. One of them is the
Pavel Kuznetsov House, where alongside the permanent memorial
exposition, exhibitions of young artists from Samara and Moscow
are periodically arranged. Another is the V.E.Borisov-Musatov
Estate. In 2002, the K.S.Petrov-Vodkin Memorial Art Museum in
Khvalynsk and the Engels City Picture Gallery became parts of the
Saratov Museum. The affiliate in Balakovo on the Volga is a site for
temporary exhibitions from the Saratov Museum.

Natalia Tolstaya
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HEBEPOSAITHbIV
i OYEBUHbIN

bPHJINOB

25 aBrycra 2003 roaa B Jlucca-
6oHe, B lMoconbcTBe Poccum B
MopTtyranun, leHepanbHOMy Aun-
pektopy BMO «TpetbakoBckas
ranepes» B.A.PoguoHoBy rocno-
»on Mapuen Maprapmupon Ase-
Beay 3. Jlemyw lomew Knoge
6bu1a nepeaaHa kaptuHa Kapna
BbprooBa «Bup ¢opra lNuky Ha
octpose Mapenpa».

B asponopty JluccaboHa nepen BbinetomM B Mockay.
E.B.Bextuesa, b.M.Xakumos, B.A.Poanoros, O.A.AnneHoBa,
TnN.Iy6aHosa

In the Lisbon airport before flying to Moscow.
H.V. Bechtieva, B.M. Khakimov, V. A. Rodionov,
0.A. Allenova, TP. Gubanova

18 HOBBIE NOCTYNIEHIA

370 npov3BeAeHUe, BCIO CBOK UCTOPUIO
ObiToBaBLIEE B 3apyOEKHOM YAaCTHOM CO-
OpaHnK, CTano camblM CEHCALMOHHbIM
npvobpeTeHneM MaBHOMO HALMOHANbHO-
ro mysesa Poccumn. CeHcaunoHHbIM - B
nepBylo oyepeib NOTOMY, YTO CpeAcTBa
Ha npuobpeTeHne KapTuHbl bptonnosa
6b1n BbigeneHbl MNpesnaeHTom Poccunm
B.B.lyTnHBIM, a TaKkXe MUHUCTPOM Ky/b-
Typbl P® M.E. LLIBbIAKUM.

3710 cobbiTWe cTano cyacTIMBbIM
3aBeplUeHMEeM UCTOpWM, KoTopas Anu-
nacb Tpu roga u Kotopasa 6pana cBoe
Hayano c to6uneriHo BbICTaBKM
K.N.BptonnoBa, OTKpbIBLIEACHA 1€TOM
2000 ropa B 3anax TpeTbAKOBCKOW ra-
nepeun Ha KpbIMcKoM Bany.

MoAroToBKa K BbICTaBKe M 3KCKYp-
CMOHHaA paboTa Ha Hel moackasanu,
YTO B XOPOLIO M3y4YEeHHOM TBOpYecTBe
MpocnaBfeHHOr0 Ma3sCTpPo BCe elle Co-
XpaHsAeTcA Nepuos, KOTopblii O4YeHb Ma-
N0 u1CcnefoBaH, KOTOpPbIM creuuanbHo
NPaKTUYeCKN HUKTO He 3aHUMancs. 3ToT
nepuog cBA3aH c npebbiBaHneM bpion-
noBa Ha octpoBe Mageiipa B 1849-
1850 rogax.

3apymaB paspabotatb Temy «[lopry-
ranbckui nepuog TBopyectsa K.I. Bpron-
noBa» Kak HayuHyto B Poccuiickon Aka-

NEW ACQUISITIONS

AeMUW KUBOMMUCK, BaAHUA 1 30[4eCTBa,
A NPUHANA pelleHune: NpeaCTOALMA OT-
MycK MPOBECTU Ha MOPTYrajbCKOM OCT-
poBe Mageiipa, rae 150 net Ha3ag xun n
TBopun Kapn bpionnos.

B nounckax matepmnanos, cBA3aHHbIX
c npebbiBaHMEM TaM XyLOXHWKa, HeoLe-
HyMyto nomolb okasana 0.M.Makaposa,
Halla cooTeyecTBeHHML, MPOXMBato-
Wwas Toraa Ha Mageinpe 1 XxopoLlo 3Hato-
LaA NopTyrajbCKUI A3bIK, @ TaKkke Aun-
peKTopa pa3nnyHbix My3eeB r.PyHLWana -
ctonuubl Magelipbl, K KOTOpbIM Mbl 06~
pawanucb. KopoTkuii cpok npebbiBaHus
Ha OCTpOBe COMPOBOXAANCHA TaKXKe WH-
TEHCMBHBIMM MOMCKaMM Ha pbIHKaxX aH-
TUKBapMaTa, B YaCTHbIX KOEKLMAX, pa-
60TOI B GUBNMOTEKAX U apXUBaX.

PesynbsraTtoM Halwmx NOMCKOB cTano
OTKpbITHe. B yacTHOM Konnekummn r-xm
Maprapugbl Jlemyw lomelw, npoxuBato-
wen B r.dyHwane, Obina obHapykeHa
KapTWHa, B KOTOPOW YyXe MNpu MepBOM
B3rNf4e MOXHO Oblio MpesnonoXutb
npousseaeHue bpronnosa.

PaboTa BbinosHeHa MacioM Ha XoJi-
cTe, ee pa3Mmep 65x77 cm. KaptuHa
npeacraBnser coboli neisax, msobpa-
)atowmin ¢opt MKy 1 rpomosaaLLmecs
BOKpYr Hero ropbl. PopT Ha 06Hapy»eH-
HOM MeW3axke TOT Xe, YTO 1 Ha XOpOLUO
n3BecTHon aksapenu «llensax Ha ocT-
poBe Mageipa» (cobp. PM). Cunyat
cdopTa 1 pUCyHOK rop B 3TUX ABYX Mpo-
N3BeAeHNAX OYeHb CXOXW. Kmsonuc-
HbIl Ma30K CTONb CTpEeMUTENIeH U 3KC-
npeccuBeH, Kak B 3HaMeHUTOM «ABTO-
noptpete» 1848 ropa. XyaoxHUYeCcKni
TemnepameHT bptonnosa 3aaBnan o ce-
6e c nonHoi cunoii. MNensax ncnonHex
B XapaKTepHON ANA XuBOMMCLa Hacbl-
LLleHHOW 3010TUCTO-KOPUYHEBOW N TeM-
HO-BMLWHEeBON ramme. XyAOXHUK uc-
nonb3oBas POMaHTUYECKUA MOTUB: 3a-
KaTHoe po3oBetollee HeO6O U HanbIBa-
lolas TeMHasA cu3as Tyda, MOTUB ABOW-
HOro ocBelleHnA, 3HakoMbln no «[lo-
cnegHemy aHto MNMomnewn». KapTtnHa octa-
nacb He3aKOHYeHHOW, YTO BecbMa TU-
nuuHo ana bpronnosa, KoTopbin, pewns
rMaBHYIO XYAOXECTBEHHYIO 3ajauy, yac-
TO He AoNuCbIBan AeTanu.

Haxoaka Obina owenomnstoLLei, Ho
npu BCel nepenosiHABLUEA Hac pagocTy
OTYETINBO OCO3HaBaNIOCh, HACKOJNbKO

K.N.Bptonnos. Bua dpopta Muky Ha ocTpoBe Maaeiipa
1850. Xonct, Macno. 65x77

Karl P. Brullov. The View of Fort Pico on the Island
of Madeira. 1850. Oil on canvas. 65 by 77 cm

HeoOXoAMMbI OblN cepbe3Hble AoKasa-
TenbctBa aBTopctBa K.I1.bpronnosa, Tem
fosiee YTO NMOAMMUCU XYAOXKHUKA Ha XOn-
cTe He 6bUo.

BakHbIM J0Ka3aTenbCTBOM TOTO,
yTto Bptonnos ocraBun Ha Magenpe npo-
N3BEAEHMSA, O KOTOPbIX HUYEro He 13Be-
cTHo B Poccumu, cTanu fiBa nuTepatypHbIX
NCTOYHUKA. ABTOpamMy ux Gbinn cospe-
MeHHUKWN XyJ0XHUKA.

AabiloTaHT repuora JlelixteHbepr-
cKoro KHA3b [1.PbarpatnoH B nucbMe o1
2 mapta 1851 ropa, HanpaBneHHOM

Bptonnosy B PuM 13 lMeTepbypra, nucan:
«TaK KaK Bbl Tenepb, BepoATHO, Ha Ma-
Jenpy He BOpPOTUTeCH, TO NOAyMaliTe, Jto-
6e3Hbli1 Apyr, He NyyLle AN BbINUcaTb 0T-
TyAa BCe Beluy BaluW, TaM OCTaB/IEHHbIE;
MHe Xalb BallMX 3CKN30B, KOTOpPble Npo-
najyT Ha 3TOM JMKOM OCTpOBe».
XyLOXKEeCTBEHHbIN U My3blKanbHbIN
KPWUTUK, MponaraHAMCT PYyCCKON KynbTy-
pbl 3a pybexom [1.J1.Bakcenb B KHure
«Bonpocbkl nuTepaTypbl, HAyKMU 1N UCKYC-
ctBa B Poccuu», nsgarHHon B 1868 roay
Ha NOpTyranbCKOM A3blKe, CBUAETENbCT-
BoBas: «Buaen B ®yHwane, B JoMe ceHb-
opa Xyay ®optyHaty ge OnuBeiipa aBa
ackusa bpronnosa, KoTopble npepcras-
nstoT dopt Muky n dopt Uney. B cobet-

HOBBIE MOCTYNNEHNA

BEHHOCTU 3TOr0 KaBajiepa TaKXe MopT-
peT AoKTopa AnBelua, ero poACTBEHHMKa,
KOTOPbI MOAMMCAaH MMEHEeM BeNKOro
XYA0XKHUKa».

Ta e damumnus «Onuseripa», Ha Ko-
Topyto ccbinanca Bakcenb, Obina u Ha
nojapaMHUKe XOJiCTa HalAeHHOW KapTu-
Hbl. Hagnucb aoHHbI Snexbl OnuBenpa
6bina agpecoBaHa ojapvBaemMoMy MLy
Hyay Jlemyuy lomeluy, oTLy HbIHeLIHel
BRafenvubl KapTuHbl. 3To Bbl 3HaK 6na-
roAapHOCTM NaLUeHTKN CBOeMY Jievalle-
My Bpady, YBJIEKAKLEMYCA UCKYCCTBOM,
nMetoleMy HebOMbLUIYIO YaCTHYH KoJ-
NeKuMio 1 camMoMy MnuluyleMy aKBape-
nbto. Bnagenbyeckas fapcTBeHHasA Haja-
nicb MMena crefylollee CoiepKaHue:
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Pintor Russe Carlos Paulo Brulow - ofer-
ta de D.Helena Oliveira ao Dr. Lemos
Gomes 1958 (Pycckuin xyaoxHuk Kapn
MaBnoBuy bptonnoB - NOJapoK AOHHBI
SneHbl OnuBeripa aoktopy Jlemywy [lo-
mewy 1958).

Kak BcKope yaanoch BbIACHUTb U3
pAAa NOpPTYrafbCKMX UCTOYHMKOB, A,0H-
Ha dneHa Onuseipa Gbina oaHOW K3
Aoyepein ceHbopa Kyay PopTyHaty ae
Onuselipa, B foMe KoToporo Bakcenb
BuAen npousseaeHnsa bpionnosa. OHa
NpUXoAannacb CBOAHON NAeMAHHWULEN
AHTOHWY AnBewy pa CunBe, noptpet
koToporo nucan bptonnos. Ceoin noga-
POK OHa COMpoBOAMIa PaccKasoMm o
TOM, 4yTO nen3ax ¢opta MunKy cBA3aH
MaMATbIO ee POACTBEHHMKA — 3HaMe-
HuToro B ®yHwane Bpaya, KOTOpoMy B
3HaK Npu3HaTenbHOCTW, Nokngas Ma-
Aenpy n Hanpasnsaacbk B itanuio, octa-
BUJ1 CBOI paboTy pyCCKUI XyAOXKHUK.

970 cBoeobpa3Has acTadeTa ¢ ne-
pejayeii Npou3BefeHVWA WCKYCCTBa,
pacTAHYBLUAACA BO BpeMeHU, ioHecna
A0 CEerofHAWHero AHA elwe OAHO TBO-
peHue bpronnosa. [lapcTtBeHHaA Haj-
nuch genana 6e3ynpeyHbiM NpoBeHaHC
OptonnoBcKoro nersaxa. fcHO, 4TO
KapTuHa Gonee cToneTus Haxoamnachb
B 04HON 1 Tol e ceMbe OnuBeiipa, 3a-
TeM nepewna B ceMblo [oMeL, HO HU-
Koraa He mokupana octpoB Mapeipy.
Mo3ToMy 0 KapTUHe Hu4Yero He 6biNO
nssectHo B Poccrun 1 oHa He Boww1a HK
B OAMH, AaXKe CaMblll CYepnblBatoLWMNA
cnucok npousseaeHnn bpronnosa, co-
cTaBneHHbI 3.H.AuapKkuHon.

Bce 3T o6cTOATENBCTBA NpUAANU
cMenocTu Tam e, Ha Magpelipe, npo-
CUTb MOC/IefHIO BRajennuy AOHHY
Maprapuay Jlemyw lomew patb corna-
Cve Ha npoBejeHMe Hay4yHOWN 3Kcnep-
TU3bl NPUHaANexallero el npovssese-
Hus Kapna Bpionnosa. HecmoTpa Ha
no6e3HbIfi MpUeM pagyllHbIX X03feB,
Moe rnpeanoxeHue OblIO KaTeropuyec-
KM OoTKNnoHeHo. [loHHa Maprapuaa He
coMHeBanacb B aBTopcTBe bpionnosa,
npoAaBaTb KapTWMHY OHa He cobupa-
nacb, a pasroBop 06 3ToM npocwuna
Gonblue He BECTU.

lMpeanoxeHne nokasaTb KapTUHY
Ha tobuneinHol BbicTaBke bpronnosa,
clienlaHHoe el pyKoBOACTBOM TpeTba-
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KOBCKOI ranepeu, 3auMHTepecoBaB-
LWNMCA HaXOLKOW, TaKXe He BCTPeTM/I0
MOHUMaHUA.

C Moeit cTopoHbl Bbl10 Npeanpu-
HATO elle HecKonbKo obpalieHuin K
AoHHe Maprapuge - Bce 6e3ycneLuHo.

B Hosbpe 2002 ropga Bnagenvua
KapTuHbl bplonnosa cama pasbickana
MeHsA Yepe3 3apybexHblil oTaen TpeTb-
AKOBCKOW ranepeun

[llanee Bce nmpoucxoanno c Hese-
POATHOWM CKOPOCTbIO, M JONATOXAaHHOE
cornacue Ha HayyHyt 3KcnepTusy 6bl-
N0 nosy4yeHo B NUCbMeHHOM Buge. [Mpu
3TOM JoHHa Maprapuia BblABWHYNa
6e30roBopoYHOE yca0BUe Ha NpoBeje-
HUe 3KcnepTU3bl: ToNbKo B JlInccaboHe
1 TONbKO C yCNOBMEM AanbHenlmX ne-
peroBopoB O Npojaxe KapTuHbl TpeTb-
AKOBCKOW ranepee.

Al 6eckoHeyHo 6narogapHa Anpek-
Topy Hawero my3es B.A.PoanoHosy, no-
BepuBlIeMy B ybeauTenbHOCTb cCO-
OpaHHbIX MHOIO ,OKA3aTeNbCTB B MOJb-
3y aBTopcTBa bpionnosa n B KpaTtyan-
WWIA CPOK CHapAAUBLUEMY 3Kcnepu-
unio Ha poauHy Backo aa lNambl. Hawa
KoMaHaupoBKa B [lopTyranuio cosga-
Bajla npeLejeHT: BNepBble 3a BCIO 1C-
Topuio TpeTbAKOBCKOW ranepen opra-
HW30BbIBanacb Bble3jHasA 3KcrnepTnsa
He Ha cpeAcTBa Bhajenblia KapTUHbI,
3aMHTEpPecoBaHHOIO B ee NpoBejeHUN,
a 3a CcYyeT camoro My3ses.

Puck 6bin Bennk. Ho u 3HaveHune
npousBefeHnA (Hay4yHoe 1 My3eliHoe),
B C/ly4ae NOATBEpPXAeHUA aBTOPCTBa
BptonnoBa, HeBO3MOXHO OblIO nepe-
oueHuTb. «Bua ¢opta lNMnKy Ha ocTpo-
Be Mapgenpa» - 370 pepyaviwnii Npu-
Mep obpalleHns XyA0XKHMKa K nerisax-
HOMY >XaHpy W efVMHCTBEHHbIN, U3 13-
BECTHbIX Ha CEroAHsA, WCMOJNHEHHbIN
bplonnoBbIM B TeXHUKe MacnAaHON Xu-
BOMUCHU.

B rpynny akcnepToB Obinn BKAtO-
YeHbl CTapline Hay4yHble COTPYAHMKM
TpeTbAKOBCKOW ranepeu, WUCKYCCTBO-
seabl O.A.AnneHosa - crneuymanmct no
TBOpYyecTBy Kapna bpronnosa wu
E.N.Jlomuze - cneumanuct B obnactu
TEXHWKO-TEXHONOTMYECKOro aHanmsa
NMpon3BefeHNI XNBOMUCKU NepBOI MNo-
nosuHbl XIX Beka. Co crneuuanbHou
annapartypoMu, a Takxe ¢ ¢ortorpaduma-
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MU (aKTypbl dXMBOMUCHOW NOBEPXHOC-
TV pa3nunyHbIX npoussegeHunn bpion-
N10Ba, N03BONMBLIKX Obl Ha MecTe cpaB-
HUTb 3KCNEepTMpyeMoe Mpou3BefeHune
C 3TafloHHbIMK 06pasuamu, Mbl oTrpa-
Buanch B JinccaboH.

B pesynbrate KOMMaeKCcHOro uc-
CnefloBaHUA KapTuMHa M MOAMUCH Xy-
AOXHUKA, HallAeHHaA Ha NoApaMHUKe
XoncTa, 6bINN NpU3HaHbI MOAJANHHBIMU.

JKcnepTHoe 3aKnyeHue TpeTbs-
KOBCKOW rajepen NoATBEPAWSIO MHe-
HWe aBTopa HacToAlen cTaTby, obHa-
PYKMBLUE KapTUHY.

Toraa xe B Jluccabone, B MNoconb-
ctBe Poccuu B MopTyranuu, cotpyaHu-
kamn Tl v Bnagenuuenn KapTuHbl
Bptonnosa 6bin nognucan MpoTtokon o
HaMepeHUsAX, B COOTBETCTBMM C KOTO-
pbIM HalleMy My3etlo NpefocTaBAANOCh
npaBo MPeUMyLLeCTBEHHON MOKYMKKU
Nnpou3BefeHNA B TeYeHMe YeTbipex mMe-
cAues. Cymma, 3asABneHHasa Bnajenu-
uen, coctaBnana 225 Tbic. eBpo.

He 6yay pacckasbiBaTb O A0NTOM
N My4YyuTeNIbHOM MNOWUCKe CpeAcTB Ha
npuobpeteHne KapTuHbl. U Te, KTo He
OTKAWKHYNCA Ha obpauieHve TpeTbs-
KOBCKOI ranepewu, u Te, KTo noobewan
N He cAepxan croBa, He CTOAT TOro,
4yTo6bl 0 HMX cenyac ynoMmnHaTb. Mox-
HO BCMOMHWUTb NIMLIb O TOM, YTO U3-3a
Hux TpeTbAKOBCKaA ranepes, Kak no-
KynaTenb Mo JOroBOpY, He ynoXxunacb
B yC/lOB/JIeHHble CpoKKn. Hap KapTuHoM
PYCCKOro XyAOXHWKa HaBucna peanb-
HafA yrpo3a ObITb NpogaHHol He B Poc-
CVI0, @ B Apyrue cTpaHbl.

Kakoe-To BpeMA yaanocb BbIUr-
paTb, MCNONb3yA NU4YHbIN (akTop. Ha-
LN OTHOLIEHMA € OHHOW Maprapuaon
OblIM MCNONHEHbI B3aUMHOI CUMMaTUW.
MHe o4eHb MMMOHMPOBANO TO, YTO OHA
He 0e3pa3fnMyHa K MCKycCTBY, caMma
npenojaet pUCYHOK, MeyTaeT 0 cO3ja-
HUK cobCTBEeHHOI MacTepcKoi. [loHHa
Maprapuaa npeacraBfiseT apucTtokpa-
TuyecKkue Kpyru Magenpbl 1, HecMoTpA
Ha ee IOXHbI TemMnepaMeHT, Bcerga
CTaBMia MeHs B W3BECTHOCTb nepej
TeM, KaK MpeanpuHUMaTb pelinTesb-
Hble aencTBMA. BeAaknia pas yepes ne-
peBogunuy BanentnHy YaHn nucbmom,
(haKkcoM MM 3BOHKOM A yMonAna JoH-
Hy Maprapuay nofoxaaTtb eLe HeMHO-

ro. loBoabl Bceraa 6Gbinn ogHW U Te
Ke: HeT B pyrnx cTpaHax 6onee Bbico-
Kux n GnarogapHbix, 4yeM B Poccuuy,
ueHuTenen nponsseneHunin bpronnosa;
TO/IbKO My3elHble ycnoBuA 1 npogec-
CMOHanbHaA pecTaBpauva cneumanu-
cToB TpeTbAKOBCKON ranepeu, AOCKO-
HaNbHO W3Y4YMBLUMX MaHepy U TeXHO-
NIOTNI0  XYA0XeCTBEHHOro nucbma
BptonnoBa, obecneyat KapTuHe Aon-
rylo XM3Hb; B KaTtanor mysea Oyaer
BHeCeHO UMsA A0HHbI Maprapugbl, a ee
JeTU N BHYKW CMOTYT FrOpAUTLCA TeM,
YTO CeMelHbI papuTeT NMOMOJIHUT COo-
OGpaHue n3BecTHo Bo BceM Mupe Tpe-
TbAKOBCKOW ranepeun.

CaMblIn ipamMaTNUHbI MOMEHT B UC-
Topun NnprobpeTteHnsa KapTuHbl Bptonno-
Ba HaCTynwn Toraa, Koraa nobeaHblin pe-
3ynbTart 6bin coBceM 6aM3KO.

28 wionsa 2003 roaa lMpe3ungeHT
Poccun B.B.MlytuH nognucan Pacno-
pAXeHWe O BblAeNleHNN CPeAcTB Ha
npuobpeteHne aAns TpeTbAKOBCKON ra-
Nnepeu KapTuHbl bpronnosa «Bua dop-
Ta lNnKy Ha ocTpoBe Magernipa». TpeTb-
AKOBLbI pajoBanvcb, NO3ApaBAAIn
apyr apyra. loHHa Maprapuae Jlemyw
lomMew 6bin0 oTnpaBneHo oduuManb-
Hoe coobLlieHne O MONOXUTENbHOM
pa3peLleHnn MHOTOTPYAHOro Aena.

B ToT e peHb yepes [loconbeTBO
Poccuun B MopTyranuu Ham 6bin nepe-
JaH OTBeT: Blajenvua KapTuUHbl cyu-
TaeT ceba cBoboAHONM OT paHee npwu-
HATbIX 06A3aTeNbCTB U Yepes nocpea-
HNYeCTBO MHOCTPaHHbIX GUPM, npes-
NOXMBLWINX eli Gonee BbiroaHble ¢u-
HaHCOBbIe YC/I0BUS, BbICTaBNAET Kap-
TUHY Ha ayKLMOH.

EanHcTBEHHOE, 4TO MO0 cnacTu
cuTyaumio, — 370 (akTop BpeMeHMu.
MonHneHocHble © cornacoBaHHble
nencreua TpeTbsAKOBCKOM ranepen, Aa-
MuHuctpauum MpesugeHta, Muuncrep-
CTBa KynbTypbl, MMHUCTEpCTBA MHOCT-
paHHbIX gen, MnHucrepcTBa HaHCOB
n baHka Mockebl obecrneuyunu Hauwy
nobegy.

Ocobble cnoBa 6GnarogapHocTu
YpesBbiyanHoMy u [lonHOMOYHOMY
Mocny Poccuum B lMoptyranumn b.M.Xa-
KMMOBY M 3amectutento MuHuctpa
nHocTpaHHbIx gen A.B.lMoTtanosy.

Enena bexmuesa

BRULLOV:

A MADEIRA
DISCOVERY

AUGUST 25 TURNED OUT TO BE
A VERY SPECIAL DAY - THAT ON
WHICH MARIA MARGARIDA
AZHEVEDU E. LE-MOS GOMES
CLOUDE HANDED OVER TO VA
RODIONOV, THE GENERAL DIREC-
TOR OF THE STATE TRETYAKOV
GALLERY, KARL BRULLOV'S PIC-
TURE "THE VIEW OF FORT PICO ON
THE ISLAND OF MADEIRA" AT THE
RUSSIAN EMBASSY IN LISBON,
PORTUGAL

Enena bextnesa n Maprapuga lomew

Helena Bechtieva and Margarida Gomes

This work of art, which had been in
a foreign private collection since soon
after its completion, happens to be the
most sensational acquisition of the
main national museum of Russia. What
makes it so exciting is, first of all, the
fact that the funds for its acquisition
were allocated by the President of Rus-
sia, Vladimir Putin, as well as by the
Ministry of Culture of the Russian Fed-
erafion.

With this thrilling event, the work
which started three years ago in the sum-
mer of 2000 at the anniversary exhibi-
tion of Karl Brullov in the halls of the
Tretyakov Gallery on Moscow's Krymsky
Val has reached its conclusion.

During preparations for the exhibi-
tion, and while | worked on it as a guide,
it became clear that there were still blank
spofs in the creative heritage of the
famous master which otherwise seemed
to have been very well studied; in particu-
lar, the period of Brullov's visit to Madeira
in 1849-1850 was little known.

Being engaged in research on this
very subject at the Russian Academy of
Painting, Sculpture and Architecture,
| decided to spend our next vacation in
Portugal, on Madeira, where Karl
Brullov lived and painted 150 years ago.

HOBBIE MOCTYNNEHNA
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TexHONOrMYecKunit aHann3 KapTuHbI.
kenept N.EJlomuse

The technological analysis of the picture done by the
expert, E.l. Lomize

A fellow countrywoman, Ms. O.P.
Makarova, who was then living on
Madeira, and who spoke very good Por-
tuguese, was of tremendous assistance to
us in our quest for facts and material, as
were the directors of different museums
in Funchal, the island’s capital, fo whom
we fturned for help. Our short visit was
busy with searching antfique markets,
inspection of private collections and stud-
ies at libraries and archives.

Our hunt was crowned with a dis-
covery: in the private collection of Mar-
garida Lemos Gomes in Funchal we found
a picture which, even at first sight, sug-
gested that it could belong to the hand of
Brullov.

The picture is painted in oil on can-
vas, 65 cm by 77 cm. The painting depicts
a view of Fort Pico and surrounding
mountains. The fort in the landscape is
the same one which is painted in the well-
known watercolour, "The Landscape of
the Island of Madeira" (kept in the Russ-
ian Museum). The silhouette of the fort
and the mountain-line and rhythm are
more than similar in both pictures. The
brushstroke is as swift and expressive as
that on the famous "Self-portrait" of
1848.

Brullov's artistic temperament
revealed its full force here. The artist used
his distinctive saturated palette of dark
cherry-reds and golden browns to create
a romantic motif of a dark bluish cloud
floating in the sunset rosy pink sky, pro-
ducing the double light effect familiar
from "The Last Day of Pompeii". The pic-
ture was left unfinished, which is rather
typical of Brullov who, having resolved
the main artistic task, often neglected the
deftails.

The discovery was overwhelming,
but happy as we were, we were very much
aware that a serious examination was
needed fo authenticate its origin, espe-
cially as the painting was not signed.

Important evidence of the fact that
Brullov left on Madeira some works
unknown in Russia was found in the writ-
ings of two of his contemporaries.

In the letter of March 2 1851, sent
from St. Petersburg to Rome, Prince P. R.
Bagration, an aide-de-camp to Duke
Leichtenberski, wrote to Brullov: "Since
you will probably not go back to Madeira
now, my dear friend, would you consider
to have all your things which you left
there, brought to you; | feel pity for your
sketches that will vanish on this wild
island.”

An art and music critic - also an
advocate of Russian culture abroad - P.
L. Vacksel, wrote in the book "The Ques-
tions of Art, Literature and Science in
Russia" published in Portuguese in
1868: "l saw in Funchal, in the house of
Senor Zhua Fortunate da Oliveira, two
studies by Brullov, depicting Fort Pico
and Fort llleu. This cavalier also owns a
portrait of a relative of his, Doctor Alves,
which bears the signature of the great
artist.”

The same surname, "Oliveira", men-
tioned by Vacksel, was on the subframe of
the found picture. A gift inscription by
Donna Helena Oliveira was written fo its
recipient, Zhua Lemos Gomes, who was
the father of the present owner. In this
way the patient expressed her gratitude
to her doctor, who was fond of art, paint-
ed with water-colours and had created a
small private collection.

The owner's gift inscription read:
"Pintor Russe Carlos Paulo Brulow - ofer-
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ta de D. Helena Oliveira ao Dr. Lemos
Gomes 1958" (Russian painter Karl
Brullov - a gift from Donna Helena
Oliveira to Dr. Lemos Gomes 1958).

As we soon learned from a number
of Portuguese sources, Donna Helena
Oliveira was one of the daughters of
Senor Zhua Fortunate da Oliveira (in
whose house Vacksel saw Brullov's
works). She was a step cousin of Antonio
Alves da Silva, whose portrait was painted
by Brullov. She had a story to go with her
gift - that the landscape of Fort Pico
reminded her of her famous relative, who
had treated Brullov in Funchal and to
whom, as he departed Madeira for Italy,
the Russian artist left his work as a mark
of gratitude.

The peculiar manner in which this
piece of art had been handed down
through time had saved one more work
by Brullov for posterity. The gift inscrip-
tion made the provenance of Brullov's
landscape impeccable: it is clear that the
picture had spent more than a centuryin
the Oliveira family, then moved to the
Gomes family, but had never left Ma-
deira. Thus it was completely unknown
in Russia and none of the lists of
Brullov's works, even the most complete
one compiled by E.N. Afzarkina, men-
tioned it.

Under such circumstances we
were bold enough to ask the latest
owner, Donna Margarida Lemos Gomes,
to consent to conduct a scientific
expertise of the painting in her collec-
tion. However, despite her cordial
reception and an interesting conversa-
tion about art, our proposal was firmly
declined. Donna Margarida did not
doubt the authenticity of the picture,
but had no plans to sell it and asked us
not to bother her with similar proposals
in the future.

She was equally not inferested in
showing the picture at the anniversary
exhibition of Brullov, as was suggested by
the management of the Tretyakov Gallery.

Several times | tried to persuade her
to change her mind, but to no avail.

Then, in November 2002, the owner
of Brullov's picture found me herself.
Everything proceeded rapidly, and her
long-awaited consent was received in

written form. She also set very strict con-
ditions for the expertise to be done in Lis-
bon only, and to be followed by further
talks about selling the picture to the
Tretyakov Gallery.

My gratitude to the Director of our
museum, V.A. Rodionov, knows no
boundaries, because he believed the evi-
dence | had collected and sent an expe-
dition to the motherland of Vasco da
Gama in no time. Our business trip to
Portugal created a precedent: it was the
first time ever in the history of the
Gallery that expertise work abroad was
carried out not at the expense of the
owner inferested in its results, but at the
expense of the museum.

The risk was enormous. But the sci-
entific and museum value of the piece,
were it proved authentic, could not be
overestimated. "The View of Fort Pico on
the Island of Madeira" is Brullov's one
and only landscape painted in oil, as well
as the rarest example of his landscapes.

The expert group consisted of two
senior research art historians of the
Tretyakov Gallery, O.A. Allenova, a spe-
cialist on Karl Brullov's creative work,
and E. |. Lomize, a specialist on the tech-
nique and technological analysis of
paintings of the first half of the 19th
century.

The results of a complex examina-
tion proved the picture and the artist’s
signature found on the subframe fo be
authentic and confirmed the point of
view of the author of this article, who
had found the picture.

At the same time the owner of the
picture and the employees of the
Tretyakov Gallery signed a Protocol of
Intention according to which our muse-
um was given preference to purchase
the piece within a period of four months.
The owner wanted to sell the picture for
225,000 euro.

| will not write about the long and
painful process of fund-raising. Those
who paid no attention to the appeal of
the Gallery and those who did not keep
their promises fo donate money are not
worth mentioning here. The only reason
to speak of them at all is that because of
them the Tretyakov Gallery did not man-
age to pay for the picture within the

Moanuch XYAOXHUKA, BbINONHEHHAA OpeLKOoBbIMU
4yepHunaMu Ha nogpamMHuUKe

The artist’s signature in nut ink on the subframe

agreed period. The threat to lose it to
potential buyers in other countries
became a very real one.

Personal contact with the owner
made it possible to gain extra time. Our
relationship with Donna Margarida was
full of mutual sympathy: | appreciated
the fact that she was fond of art, taught
drawing and dreamt of opening her own
studio. Donna Margarida comes from an
aristocratic background, so she did not
allow her hot southern temperament fo
stop her from letting me know first if she
was planning any drastic action.

Either by fax or by phone, with the
infterpreter, Valentina Chan, helping me, |
begged Donna Margarida fo wait just a
little bit more.

My reasons were always the same:
the most appreciative and grateful
lovers of Brullov's art live in Russia; it is
only the specialists of the Tretyakov
Gallery who have studied Brullov's man-
ner and technique in the finest detail
who would be able to provide the most
suitable museum conditions, and
restore the picture if necessary to
ensure it would have a long life. | repeat-
ed over and over again that Donna Mar-
garida’s name would be published in the
museum catalogue, and that her chil-
dren and grandchildren would have
every right to be proud of the fact that
the gem of the family collection

enhanced the collection of the world-
famous Tretyakov Gallery.

This dramatic story could have
ended in disaster.

On July 28 2003, the President of
Russia, Vladimir Putin, signed a decree
to allocate funds for purchasing
Brullov's picture "The View of Fort Pico
on the lIsland of Madeira" for the
Tretyakov Gallery. Those working at the
Gallery were excited and congratulated
each other, while an official message
informing the owner of the positive out-
come of this complicated process was
sent to Donna Margarida.

However, on the same day the Russ-
ian Embassy in Portugal sent her reply to
us: the owner of the picture considered
herself to be free of any previous obliga-
tions and through the mediation of some
foreign companies which had offered
her better financial conditions, was
going fo submit the piece to auction.

Time was the only factor that could
save the situation. Prompt and co-ordi-
nated actions by the Tretyakov Gallery,
the Administration of the President and
the Ministry of Culture, Ministry of For-
eign Affairs, Ministry of Finance and the
Bank of Moscow culminated in our vic-
tory.

Our special thanks to the Extra-
ordinary and Plenipotentiary Ambas-
sador of Russia in Portugal, B. M. Kha-
kimov, and to the Deputy Minister of the
Foreign Affairs, A. V. Potapov.

Helena Bechtieva
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MOIIM N Mbl JYMATb, YTO OCYLECTBAEHWE BbICTABOYHOIO

" 0 c " E MPOEKTA MOJ, HA3BAHWEM «[YTU PYCCKOTO MMIMPECCMOHM3MAY
BCTPETUT CTOJIbKO HEMOHUMAHMA U JAXKE HENPUSATUA? Mbl CO-

3HABANIN, KOHEYHO: 3AlYMAHHAA BbICTABKA PACXOAMTCA C

B bl cTAB KM OPUEHTUPAMM «AKTYAJIbHOCTW», MPEOBJTAAKOLLMMM B MOCTCO-
BETCKOM XYJOXECT-

EWE PA3 O PYCCKOM WMNPECCWOHNIME BEHHOM TTPOCTPAH-
CTBE. HO, BO-MEPBbIX, K HALLEW BbICTABKE BblJl BECOMbI UCTOPUYECKWI NMOBOJ; CTONIETHUIA
OBUJIEM COIO3A PYCCKUX XYA0XHWKOB. BO-BTOPbIX, C HEJABHMX MOP U CAMU PEBHUTENIN
«AKTYAJTbHOTO WUCKYCCTBA» HAYAJIM BCMOMUHATb O LIEHHOCTSIX KUBOMUCW. N B-TPETbUX,
TPETbAKOBCKASA FANIEPEA MOKA3bIBAJIA XKUBOMUCHYIO TPAAULIVIO CPX, BOBCE HE BO3BO/A EE
B MEP/T TBOPEHWS; OHA NMPEACTABAJIA B EAIVIHOM KOHTEKCTE C BbICTABKAMM MHOW HATPAB-
NIEHHOCTW, TAKMMMU, KAK «<MOCKOBCKASI ABCTPAKLINSI BTOPO MOMIOBMHbI XX BEKA» U «ABAH-
[APZ, HA HEBE»... C/IOBOM, MOXHO Bbl10 HAAESATbCA HA CO3EPLATENIbHO B3BELIEHHOE BOC-
MPUATUE «MYTEA UMMPECCUOHN3MA». OHAKO MHOTUE KPUTUKN OTO3BAJINCH OB 9TOMN 3KC-
MO3ULMN C HECKPbIBAEMbIM PA3[IPAYKEHVEM. BbICTABKA HE YCTPAMBAJIA TJIOBAJIbHO: U UM-
MPECCMOHM3M OTEYECTBEHHbI - HE UMMPECCMOHM3M, U «[TYTW» EFO AKOBbI HE NYTU, A TYMK-
KW, [AE K TOMY KE 3ATXJ10 MOTATMBAET COLIPEAZIN3MOM U3XKMUTOMO COBETCKOTO OBPA3LIA. XO-
TA B LIEJIOM PEAKLIMSA HA BbICTABKY OKA3AJIACb MOJIAPM30BAHHOW, CKENCUC KPUTUKOB, MPE-

TEHAYROLWNX ®OPMNPOBATb OBLLECTBEHHOE MHEHWE, PACXOAWJICA C BJIATOJAPHBIM BHUMA-
HUEM NYBJIMKN N HEMAJIOM YACTU BECbMA ABTOPUTETHbIX COBPEMEHHbIX XY 0>KH/KOB.

WE COULD NEVER HAVE EVEN

IMAGINED THAT WAYS OF RUS- RUSSIAN IMRESSIONISM
;’EAgET’”:V’Tf:ﬁ‘C’:’;f;U“;'SE”RT REFLECTIONS AFTER AN EXHIBITION
STANDING AND EVEN ANTAGONISM. OF COURSE, WE HAD REALIZED THAT THE PROJECT MIGHT FALL OUT-
SIDE THE MAINSTREAM TOPICS WHICH OUGHT TO BE CONSIDERED "IMPORTANT" IN THE POST-SOVIET
HISTORY OF ART. BUT, IN THE FIRST PLACE, THE EXHIBITION HAD BEEN DEVISED FOR A VERY IMPORTANT
OCCASION - TO MARK THE CENTENARY OF THE UNION OF RUSSIAN ARTISTS. SECONDLY, IT WAS ONLY
RECENTLY THAT THE ZEALOTS OF THE IDEA OF "IMPORTANT ARTS" REMEMBERED ABOUT THE IMPOR-
TANCE OF PAINTING. AND, LAST BUT NOT LEAST, THE TRETYAKOV GALLERY DID NOT MEAN TO PRESENT
THE RUSSIAN TRADITION OF PAINTING AS A PEAK OF PERFECTION. NOT AT ALL: THE PROJECT WAS

MEANT TO COMPLEMENT OTHER EXHIBITIONS COVERING OTHER TRENDS, SUCH AS MOSCOW ABSTRACT
ART 1950-2000 OR AVANT-GARDE ART ON THE NEVA RIVER AND THE LIKE.

< AAPXUMMOB. B komHaTtax. 3a pa6otoi. 1926. Xonct, macno. 106x86. Abram ARKHIPOV. Indoor Work. 1926. Qil on canvas. 106 by 86
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ernoHMMaHMe LWo, TakuM 06pa3oM, 13 NCKycCcTBOBeYeC-

KOW cpeAbl, B OCHOBHOM (POPMMPpYIOLLEe KOpnyC Kputu-

KoB. /1 06BACHNMO OHO, CKOpee BCero, To 0CO0BEHHOCTLI

Hallero LeXOBOro CaMOCO3HaHWSA, KOTOPYID XOYeTcs Ha-

3BaTb KPW3VICOM €ro UCTOPUKO-XYAOXKECTBEHHOIN COCTaB-

nALwei. Kak nHaye NoHATb ABHOE HeCoBMajeHNe OXMUAa-
HWI 1 peanbHOCTY, CBA3AHHbIX C YNIOMAHYTON BbicTaBKoW Ha KpbiM-
ckoMm Bany? CTOMT HaNOMHUTb NPEeX/ie BCEro, YTO BbICTaBKa, 00bAB-
NeHHas Kak nocsslweHne ctonetuio Colo3a pyCCKMX XYAOXKHUKOB,
B yacTu Matepmana pybexa XIX-XX BB. He coziepana HU eAMHON
BeLK, KoTopan He ABnAnachb Obl BNOAHE TUMNWYHON AN BbICTABOK
CPX nnbo thaKTMyecKn Ha HUX He 3KCMOHWpoBanach. Mexay Tem
Hac ynpekanu: otyero 3gecb BpybeneBckas «CupeHb», «XopoBog»
PabywkuHa, nei3axu u uHTepbepbl BanenTtuHa CepoBa 1 aaxe pa-
60Tbl rops Mpabaps. Bonpockl 6bi1m 6bl yMECTHbI K €CO3HUKaMY,
0TOMpaBLIMM BCe 3TO MO CBOEMY pa3yMeHMIo, HO He K KypaTtopam
BbICTaBKMW, OTpaxatoLell NpaKTUKy AaHHoro obbeanHeHus. Mpun-
LMNUanbHbIN e BONpoC 0 ToM, YTo 3cTeTrka Coto3a AeicTBUTENbHO
HeoHO3HauHa, 0TYACTK Aaxe Kak ByATo pasHoHanpasieHHa, Honee
NpaBOMEPEH, HO U OH He eAVHOXAbl 06CYKAaNCA UCTOPUKaMU OTe-
4eCTBEHHOTO MCKYCCTBa.

HayuyHas Tpaanums AaBHO BbiSBMUNA ABONCTBEHHYIO NMPUPOAY
TBOpYecKMx yctaHoBoK MacTepoB CPX Kak B yactu ¢opmanbHoi,
)XaHpOBOM, CTUNEBOW NpobnemMaTnKK, Tak U B CUCTEME KOOPAMHAT
«OT peanusMa K MOAEPHM3MY», 0XBaTblBaloLlell BCIO 3BOJOLMIO
€BpOMenCcKoro NcKyccTea Ha nepenome BekoB XIX n XX. B otau-
4me OT CUCTEMbI BbIpaXeHWs, KyNbTUBMPYEMO aKaeMU3MOM U B
G0oNbLION Mepe NMPUHATON NepeaBVKHUKAMU, €CO3HMKOBY Aena-
N0 HOBaTOpPaMW, MOAEePHUCTaMU — «MMMPeCcCUOHUCTaMK» NpeBanu-
pyloLLee XMBOMUCHOE BUAEHME C aKLLEHTOM Ha KoJlopucTUYecKue,
LIBETOBblE U CBETOBble KauecTBa 3puMoro Mupa. Ho nHterpauus
3TMX KayecTB paBHO BO3MOXHa ANA HUX U B (hopMe JOCTAaTOYHO
61IM3KOr0 K HaType MJEH3PHOrO 3TAA, KAMEPHOTO MO pa3Mepy, U
B (hopMe 60/bLLOI eKOPaTUBHOM KapTUHbI-MaHHO. B TakoM wnpo-
KOM Jnana3oHe }aHpoBO-KOMMO3MLMOHHbIX MOAVUGBUKaLMIA HaxXo-
AAT NpOABNEHNe N BECbMa HECXOAHbIE CMbIC/I0BbIe BEKTOPbI: MO~
TVBbI IMPUYECKOW UCMOBEAM, MO3TUYECKME MeUYTaHNA, pedieKcum
tdurnocodcKoro, penMrMo3HOro 1 UCTOPMYECKOro NopALKa, NOMbIT-
KU CUMBOJINCTCKOTO MOCTUXKEHWUA TallH MUpo3AaHusa. 3aecb 06b-
ACHEHWe, KaKk MO COMTUCh Ha COIO30BCKUX BbICTABKaX He TOMb-
ko CepoB v KopoBuH, Ho n MockBa c MeTepbyprom, «peanusm» c
«cumBonusamom» - Anagxanos unu Cepreii MiBaHoB ¢ Bpy6enem,
BopucosbiM-MycaTtoBbiM, HectepoBbiM, a Takke ®uaunn Mans-
BUH, *KykoBckui, [pabapb 1 HoH.

370 HaM 1 x0TeNnochb NoKa3aTb BbICTABKON C NepBOHAYabHbIM
Ha3BaHueM «KuBas Tpaamuma», npuypoyeHHon K 100-netunio CPX.
Otcloaa 3aMbicen ee NapuTETHOrO HacblleHns paboTtamu pybexa

1. J1.C.BAKCT. Noptpert JL.M.Tpuuenko. 1903. Xonct, macno. 142x101,5
Leo BAKST. Portrait of L.P.Gritsenko. 1903. Oil on canvas. 142 by 101,5

2. H.ATAPXOB. PuiHok B npeamecTbe IMapwka. 1907. Xonct, macno. 112x76
Nikolai TARKHOV. Market on the Outskirts of Paris. 1907. Qil on canvas. 112 by 76

3. K.AAKOPOBWH. Moptpet aptucta ®epopa MsaHosuya WananuHa. 1905.
Xoncr, Macno. 65x46,1

Konstantin KOROVIN. Portrait of Fyodor Shaliapin. 1905. Oil on canvas. 65 by 46,1

1890-1920-x rr, cepeauHbl 1 Aaxke 0TYaCTVM BTOPOM MONOBUHbI
XX B. Mbl CXOAMNN U3 OLYLLEHNA W YOEXAEHUSA, 4TO AMANOT C Tpa-
anumeii CPX (BHyTpy ceba BecbMa MHOronuKoiil) coxpaHsan Teop-
YECKW CTVMY/IMPYIOWMI CMbIC/ BMIOTb A0 MOKOMEHWNA COBETCKUX
XYAOXKHWNKOB-CLIECTUAECATHMKOBY, TeX, YTO HaYMHalOT Ha MCxoae
1940-x rr., gocturatoT 3penoctv B 1960-e 1 npofomKaloT akTUBHO
pabotatb B 1970-1980-e rr, a MHbIE 1 O CEr0 BPEMeHU; BO3MOX-
HY!0 AVICKYCCMIO O TOM, UMeeT I Ha3BaHHasA TPaaULMA NepcnexkTu-
BY B C/IefyIOLMX MOKONEHUAX POCCUMCKNX XYLOXHWUKOB, aBTOpbI
MpoeKTa OCTaBWUIW 3@ ero pamMKaMu. YMeCTHO Noj4YepKHyTb: KOraa
Hac ynpeKanu, 4To BbicTaBka B [ Tl npowuna nocne nokasos pyccKo-
ro MMNpeccroHnsMa B nuTepckom Pycckom Mysee u npouv3sBsepe-
HWI «COl03HUKOB» B My3ee nuyHbix Konnekunin FTMUN mnm. Mywkun-
Ha, YyTb /M He MOBTOPAA WX B «ocnableHHOM» BapuaHTe, CoBep-
LIEHHO YNyCKanoch M3 BUAQ, YTO CTOSb pa3BepHYTOr0 COnocTaBe-
HWA «CTaporo U HOBOTO» Te 3KCMO3MLMMN OTHIOAb He AaBanw. Bos-
MOXHO, UTHOPMPYA NOAO0OHBI MOMEHT, KOCBEHHO HaM XOTeNN cKa-
3aTb, YTO 3TO CaMOe HOBOEe» HecocToATeNbHO. Beab HasbiBanach
K€ OfIHa 13 CaMbIX TEHAEHLMO3HbIX (MIOC K 3TOMY, NoHasA rpybbix
OLWNBOK 1 AaXKe UHCWHYaLWIA) cTaTeid Mo NOBOAY ranepencKoi Bbl-
CTaBKMW, — KCTaTW, onyb6iMKoBaH 3TOT TEKCT aBTOpa, HallejLlero
HY)XHbIM CKpbITbCA Nog nceBgoHuMoM MaBna KuHuHa, 6Obin rase-
Ton «KynbTypa», - «TynnKOBbINA NyTbY...

Wpes cBA3aTb Ha3BaHMe 3KCNO3MLMMN C KOHKPETHBIM XyA0e-
CTBEHHbIM TeyeHneM Bo3obnagana B lanepee 6nmke K caMoMy Bep-
Hucaxy. OHa Oblna NpUHATa M3 CO0BpaXKeHUI, 4TO OTChbI K PYCCKO-
My WMMPEeCCUMOHM3MY MOCIYKWUT MpuBIeYeHnto 3putensd. Moxer
ObITb, B 3TOM NJaHe OH Kak-To cpaboTan; B 1t06OM ciyyae, oTcyTCT-
BMeM NybiMKK B CBOMX 3anax Mbl 06MxeHbl He Bbinu: B pasrap fet-
Hel Kapbl BbICTaBKy nocetuno 6Gonee 27 Tbic. Yenosek. OaHaKo
B UTOre Mbl NOAY4UAM cneumduyecKyto cutyaumio. Myseii okasanca
[O/MKEH He TONbKO MOKa3aTb MaTepualbl CBOEN KOMMEKLMN 1 aMe-
PUKaHCKUX NapTHepoB 13 MUHHeanonuca, MMeloLLye OTHOLEHWE K
3afAB/IeHHON TeMe (<BOT MMeHa M Beluy, COCTaBAAOLME ABEHNE
PYCCKOro MMMNPECcCMOHM3Ma Ha NPOTAXEHWUWN ero CTOPUMY), HO OA-
HOBpPeMeHHO NPOBOLMPOBaN AVNCKYCCUIO C KaXKAbIM, KTO ronaraer,
YTO PYCCKMIA MMMPECCHOHM3M COBCEM He TaKOB, YTO 3TO U He UM-
MpeccrMoHn3M BOBCe, U BOODLLe BKEHNE B HUKY/A.

XoTA, MO WCTOPUYECKOW NOTWKe, 3TO AMCKYCCUA HECKONIbKO
CTpaHHas, He ByAeM yKNoHATbCA oT cropa. CTepKHEBOW apryMeHT,
MO3BONAOLLNI COOTHOCUTbL 3aHUMaloLLLee Hac AB/EHVE C MMMNpeccu-
OHW3MOM, Mbl npuBeny Bbilwe. OH KacaeTcA rMaBHOMO MHCTPYMEHTA,
OCHOBHOro (hopmManbHOro MpUHLUMNA, CTWNEBON MHHOBAaLWK, NO-
cpencTBoM KoTopbix MacTepa CPX peanusytoT nx BocnpusaTve Mupa.
Mpuaetca HaNOMHUTB M KaXyLLeecs XOPOLLO U3BECTHBIM: PyCCKYIO
KMBOMUCb MOTAHYNO K 3TOMY «A3bIKY» M0 NPAMbIM BAWAHUEM
(paHLy3CKoro MNpeccmoHn3ma, Hanbonee oveBUAHbIM y PennHa
n MoneHoBa nocne ux napwxckoro neHcuoHepcersa 1870-x rr. n
no3aHee - eBponenckux Bosikeit monogbix CepoBa 1 KoHcTaHTMHa
KopoBuHa. A HepBbl, nayLme oT Ha3BaHHbIX NpapoauTenei Yyepes
PYCCKy'0, NPenMyLLEeCTBEHHO MOCKOBCKYIO, XMBOMMCHYIO LUKOAY K
KaXX[,OMy 13 nepcoHaxen BbicTaBku [T coBeTCKOM nopebl, - AOKY-
MeHTaNbHO MOATBEPXAEHHbI MOMEHT MX TBOPYeCKMX Guorpaduii.
Mpuyem KntoueBas ponb B nepesaye TPAAMLIMK, U 3TO TOXe U3BECT-
HO, NpUHagNexana 3ecb TaKNM BblIJAIOLMMCA XyA0XKHUKaM-Neaa-

hus, there had been hope that Ways would be received with

deliberation and measured appreciation; sadly, many art

critics spoke about the show with unveiled irritation. Every-

thing was thought wrong: Russian impressionism was

thought not to be impressionism at all; its ways were

believed no way but rather dead ends. And it seemed to
smell of the outlived fusty socialist realism of Soviet tradition. But the
general response proved to be quite polarized: the scepticism of art
critics, who claimed to be moulding public opinion, was countered by
the grateful attention of the public itself, as well as qualitative judg-
ment of some prestigious contemporary painters. Thus, it was the art
critics whose judgment provoked misunderstanding. That can only be
accounted for by the type of their specific professional mentality,
resulting from a kind of "crisis" of history of art. There cannot be any
other explanation for the mismatch between what had been expected
and what actually proved the aftermath of the show presented in the
Krymsky Val Exhibition Hall.

Moreover, they should not have forgotten that our exhibition,
announced as a tribute to the centenary of the Union of Russian
Artists, did not include a single picture that had not been either exhib-
ited in, or was very typical of, the Union’s shows from the turn of the
19th and 20th centuries. Thus, their rebukes at the inclusion of "Lilac”
by Mikhail Vrubel, or "The Girl's Dance" by Andrey Ryabushkin, or
landscapes and indoor scenes by Valentin Serov, or even some can-
vases by Igor Grabar, seem groundless. Why this or that canvas was
selected was a question that might have been put to those "Unionists"
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who initially did the job, not to the curators of the current exhibition.
What is more important is that, although the selected pictures do
reflect the practices adopted by the Union, their aesthetfics seems
really ambiguous and even sometimes controversial. This matter has,
rightly, caused many disputes among historians of Russian art. Long
ago scholars already agreed on the versatile nature of the artistic
aspirations of the masters who belonged to the Union. In terms of
form, genre, stylistics as well as orientation - from realism to mod-
ernism - they followed all the trends displayed in European art at the
turn of the century.

Compared to the way of expression adopted by the academi-
cians and more characteristic of the peredvizhniki the "Unionists"
gave preference fo the tableau vivant impression accentuating the
bright palette and the play of colours and lights that we see in reality.
That made the "Unionists" look like trailblazers, modernists, "impres-
sionists". Such characteristics could manifest themselves equally in a
small plein-air study of a landscape or in a huge ornamental canvas.
A wide range of genres and compositions allows a great diversity of
implications: from lyrical avowal to poetic reverie, philosophic con-
templation or religious apprehension, or some sort of analysis of a his-
torical event, or a symbolic perception of the riddles of the universe.
That accounts for the great variety of the works and names brought
together at the Union’s exhibitions: Valentin Serov and Konstantin
Korovin, the Moscow and St. Petersburg schools of painting, realism
and symbolism, Alajalov alongside Sergey Ivanov and Mikhail Vrubel,
Victor Borisov-Musatov and Mikhail Nesterov alongside Philip
Malyavin, Stanislav Zhukovsky, Igor Grabar and Konstantin Yuon.

That was what we infended to say in our exhibition, which was
originally named The Living Tradition and dedicated to the cenfenary
of the Union of Russian Artists. That explains its particular interest in
works painted in the period 1890-1920, around 1950 and, partly, in
the years 1950-2000. Our assumption was that a creative dialogue
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LAUE 1)

roram, Kak Ceprein lepacumos, Kpbli-
moB, MounTanos, ®aBopckas n Yek-
Ma30B.

Tenepb 0 ToM, CX0Xe i BCe 3T0 C
(paHLy3CKMM 3TaNloHOM MMMpeccuo-
HU3Ma. A MOXHO 11 Boo6pasmnTb TBOp-
4ecTBO, OT Hayana u Ao KoHua cneay-
\ fowee B (apsaTepe NOPOXAEHWUN
y ,1” NHOW Kyﬂb‘l;ypbl 1 noysbl? 3auem Poc-

cuu BTopoit Sayapa MaHe B nuue, Ao-
nyctum, Banentuna CepoBa, a rnas-
Hoe, Mor nu, xoten nn CepoB 6bITh
BTOpbIM MaHe? 370 e nonHbli ab-
CYpA - pasrnarosbCTBOBaTb O «BKIIIO-
7*! ! YeHWM pYCCKOro WCKyccTBa B MUpO-
iiv, ¥ BOI XYAOXECTBEHHbIN KOHTEKCT» Noj
Al BM/OM KaKoii-TO perinku (hpaHLy30B,
UTanbAHLEB, HEMLEB UM aMepuKaH-
ueB. H1 oAMH 13 cepbesHbIX poccui-
CKMX KPUTUKOB NPOLLIOro BONpOC TaK
M He CTaBuWN, 3TO XMMepa HOBOpYC-
CKMX WHTEerpaTtopoB oT apTbusHeca.
KoHeyHo, poccuiickas BeTBb UMMpec-
CUOHU3MA A0MKHa Bblna NPUHECTU U NPUHEcna MNoAbl, OTMeYeH-
Hble HEKOTOPOI CaMOBOBITHOCTBIO.

Ha Halwein noyBe MMNpeccMoHM3M 3aKOHOMEpPHO CTaHOBUTCA
NMo3MOI N0 MpeuMyLLeCTBY JEPEeBEHCKON, KPECTbAHCKOM, a 3aTeM
NPOBUHLMaNbHOM 1 ycafebHO-AauHON XU3HU 1 MeHee BCEero - ro-
pOACKoW arnoMepaumu nmbo cronnuHoi 6orembl. Haw «vmnpeccu-
OHWUCTUYECKNIA» NEeH3P BNEKO He CTONbKO K XapKoMy MapeBy Jie-
Ta, CKO/IbKO K CepeHbKMM HebecaM 0ceHU, a ecnn K ApkocTu KpbiMa
WAV CUSAHWIO BeCEHHEN Na3ypy MW XKe, HaKOHeL, NecTpoMy AeiicTBy
APMapKw, TO KaK K MrHoBeH1AM npasgHuka. U ewe. Hawwe «mckycct-
BO BMeYaTIEHNA», Kak NpaBuio, 04eHb HeBEe3pasnyHO K TeMe U
uyBcTBY Poccum, nuHOMy aBTOPCKOMY MocTuxeHuto ee cyaeb; co-
CTaBAAiOLLee BaXKHYI0 4YacCTb BHYTPEHHEN XW3HWU XYAOXHWKA, OHO
BbIIMBaeTCA B XMBoONucU. Bo3MOXHO, 3T0 HEKOe 3X0 MOLLHOrO Ha-
LIMOHANbHOIO MeHTaNuUTeTa NepeaBUKHIKOB, BCE PYCCKOMN KynbTy-
pbl BTOPOW MONOBWHbI AeBATHaALaToro cronetus, Ho y CepoBa, Kak
ny Yexosa, PaxmaHnHoBa 1 VX HacneAHNKOB, B TOM YMCAe JTyHLLNX
XUBONUCLIEB, NpUHaanexawmx Tpagnumm CPX, 6binas «HapoaHuye-
CKasn», «peBOJIOLMOHHO-1EMOKpaTMYecKan» coumanbHocTb 06pas-
HbIX MpeACTaBfeHUiA nepepacTaeT B IMpUYECKoe YyBCTBO CepAey-
HOV NPUBA3aHHOCTU K POAHLIM MeHaTaM, noyse, npupoge. BuHe-
BblIll Caj POOBOro rHe3Aa He yBAAaeT B ra3ax J1lo6oBu AHApeeBHbI
PaHeBcKol 1 oxmBuBLLero ee YexoBa. CxoAHOe YyBCTBO B lOMOTKa-
HoBckmx Buaax Ceposa, KaptuHax KykoBckoro n BuHorpagosa,
«3eneHoM Luyme» PbinoBa; No-cBoeMy - B rpe3ax BpybeneBcKoi cu-
peHu, a NOTOM elLe 1 eLle pa3 3aHOBO CTOJb e MCKpeHHee NocTu-
YKEHVe POAMHbBI Mbl YIOBUM B LLYMe MOXalCKMX BeTeN, LBETEHUM KO-
nokonbumkoB Cepresa BacunbeBuuya lepacrMoBa, B U3HypAIOLLEM
Kpaco4HoM OyiicTBe neTHero nyra MnactoBa («CeHoKoc»).

Otctofa cBoeobpa3sme XMBONUCHOTo novepka mactepoB CPX
nx nocnepoBareneii. PasaenbHblii Ma3oK, AVBU3MOHNCTCKAA TeXHU-
Ka UM B BonbLUMHCTBe Yyabl. OT 3TOro UX MaHepa MOXeT Ka3aTbeA

5.

apxaunyHoit, 61M3Koii cTapoMy «peanmamy». Ho B ocHoBe TyT Gbisi Bce
ke MHow annapat 3peHus. OH 6a3upoBanca Ha NPOCTPaHCTBEHHOM
LIBETOBMAEHUW, @ He Ha NepCreKTVBHOM pPUCOBaHMM, OTYEro UCTbIN
nepeaBMXHUK MACOeA0B U KNEMMUT MaHepy CEPOBCKUX «feBYLLIEK»
He MHaue KaK «cuhunmMcom», nocTbiaHon 6onesHbto. M Tem He MeHee
PYyCCKOMY UMMPECCUOHN3MY OCTaeTCA JOpOXKe NBUMbIA HaTypHbIN
MOTMB (IMYHOCTHO 3HAYMMas «CMMBONMYecKas hopMa» Npupoabl), a
He TeXHUKA ABUKEHWIN KUCTW, KMBOMUCHbIN NpreM, Ma3oK. AM6uLmm
KWUCTW 34eCb, TaK CKa3aTb, yMMPatoT B NPUPOJHOI opraHuKe nobrMo-
ro obpasa. 3To xapaKTepHO Aaxe AnA Hanbonee «ANBU3NOHUCTCKO-
ro» cpeam «coto3HunKkos» Mpabapa 1900-x rr, u 370 B LenoM ocnabns-
€T MOZIEPHUCTCKOEe HanpsAXeHVe pyccKoi Bepcumn MMMNPECCMOHM3Ma
MO CPaBHEHWIO C ayTeHTUYHoOW (paHuy3ckoil. MNopgobHoe «oTcTaBa-
HWe» HaLla XMBOMWNCb NPEOLONEET Ha B3/IeTe POCCMINCKOrO aBaHrap-
Aa pyoexxa 1900-1910-x rr, ofHaKo AN1si €COKO3HMKOB» U MX HOBOM
MOpOC/AU NpUMaT HaTypHOTO MOTMBA — «CBOErOY, TLLATeIbHO BblOpaH-
Horo! - ocTaetcs He3blbnembiM. Tak byger u B 1910-e, u 1930-¢, 1
1950-e roapl.

C 3TuM cBAi3aH NapafoKC TPAAMLMM PyCCKOro UMMpPecCUoHN3-
Ma, KOTOpOro, Mo CyTW, He 3aMeyaeT COBPeMeHHas KpuTtrKka. byayum
B CBOEW NpYBEPXEHHOCTM NPUPOZE YyTb /1N He aHTUTe30W aBaHrap-
Ay, 3TaKMM BOMJIOLLEHVEM KOCHOWM HaMBHOCTU, HaLla MMMNPECCUOHU-
CTUYecKas TPaAMLMA Ha YAVBIEHWE JONTO0 COXPaHAET HEKUIA NOTEH-
Lman TBOPYECKOW CBEXeCTU, faxe HOBATOPCKOW Aep3ocTu. He cre-
AyeT 3abbIBaTh, YTO (urypa XyLoXKHWKa-AUCCUAEHTa, NpeacTatoLasn

4. K.®.HOOH. Jexb bnarosewenus. 1922. Xonct, macno. 73x101
Konstantin YUON. A Lady Day. 1922. Oil on canvas. 73 by 101

5. B.KHEYUTAMNIO. Ha kyBaHckux nonax. 1958. Xonet, macno. 80x150
Vasily NECHITAILO. Fields in Kuban. 1958. Oil on canvas. 80 by 150

6. B.M.CMAOPOB. lacHet gexb. 1969. Xonct, macno. 125x140
Valentin SIDOROV. Sunset. 1969. Oil on canvas. 125 by 140

with the tradition of the Union, multifaceted as it was, had been going
on up to the generation of the Soviet painters of the 1960s, who start-
ed in the late 1940s and were sfill active in the 1970s-1980s (some
are still working today). The authors of the project did not mean to
touch upon the prospects of the Union’s fradition living on through
future generations of Russian painters.

We were rebuked for opening our exhibition at the Tretyakov
Gallery after the show of Russian impressionists at the Russian Muse-
um in St. Petersburg, and that of the "Unionists" at the Museum of Pri-
vate Collections at the Pushkin Museum in Moscow and, consequent-
ly, for being a weak copy of both. Critics, nevertheless, failed fo see
that only our exhibition focused on an in-depth comparison of the old
and new meanings of the words - the fradition of the Union of Russ-
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ian Artists. By ignoring that fact, critics were effectively saying that
"the new" was artistically bankrupt. It was no surprise, therefore, that
one of the most blatant commentaries (full of errors and slurs, by the
way), published in Kultura by a fictitious critic Pavel Kinin, bore the
headline: The Way into a Blind Alley.

The idea to change the exhibition’s original name came close to
the time of its opening. Partly, it was meant to make the name appeal
to the public; in a way, the idea worked, since, despite the hot summer
weather, the number of visitors exceeded 27,000. But the last-minute
decision left us with a critical situation on our hands: the Gallery had
to display, beside its own exhibits, those of their American partners
from Minneapolis who claimed to have been dealing with Russian
impressionism for about one hundred years. We were also involved in
all kind of arguments with anyone who believed Russian impression-
ism should look quite different, who claimed that the pictures on dis-
play were not related to impressionism in any way, and that the whole
movement constituted a road to nowhere.

Logically, any such argument should sound strange. But we
accept the challenge. Why the phenomenon in question can be con-
sidered impressionism seems fo have been explained above. The
means and principles, both in form and style, as well as the innovato-
ry language which the "Unionists" turned to in their works fo convey
their impression of the world, placed them among the followers of the
impressionist movement. Our adversaries should be reminded of a
well-known fact: Russian painters were directly encouraged towards
this new "language" by the French impressionists. This influence is
most conspicuous in llya Repin’s and Vasily Polenov's canvases paint-
ed after their stay in Paris in the 1870s and in the works of the young

7. C.B.TEPACKMOB. Beyep. 1950. XoncT, macno. 79x99
Sergei GERASIMOV. Evening. 1950. Oil on canvas. 79 by 99

8. B.®.CTOXXAPOB. Hosropoga. ApocnasoBo gsopuie. 1972. Xonct, macno. 100x140
Vladimir STOZHAROV. Novgorod. The Yaroslav Courthouse. 1972. Oil on canvas
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B «Otrenenn» W.I.3peHbypra (beHomeH nepsoro roga 6e3 Cranu-
Ha), ecTb ONMLIETBOPEHME TBOPYECKMX YCTAHOBOK KOPOBMHCKOW
wKonbl. Ecnv kKoMmy-To Kaxetes, 6yaTo YecTb 3cTeTMYECKOro ByHTap-
CTBa TaKOMy repoto OTAaHa He Mo npasy, OyATO 3ecb BCEro TONbKO
NTepaTopcKan WITIO3MA, — @ KaK e B HalWuW-TO AHW He nousge-
BaTbCA Haj 3TWM: «TYyNWKWM MMMNpeccMoHu3Ma»! - cmeeM Hamom-
HWTb, YTO CTOMb elle 6iM3KMIA Toraa KoHel, 40-x rofoB nNpoxoanTt
noj 3HaKoM (haHaTUyHoW 60pbObl MMEHHO C MMMPECCUMOHN3MOM,
WNHULMNPOBAHHOW cTanuHCKUMM Bepxamu. B 1946 r. H.H.MyHuH pe-
naet B JleHuHrpage poknag «MmMnpeccroHnsm n npobnema Kaptu-
HbI», yKa3blBas Ha AaHHbI TBOPYECKMNIA MPUHLMM Kak Ha cnocob 06-
HOBMIEHNA Halleln TorpawHen xusonucu. [yHUH, HecpaBHEeHHbIV
3HATOK McKyccTBa XX B, MOCBALLAET CBOEe BbICTyrieHMe [0Kasa-
TeNbCTBY [MaBHON MbIC/IW: B €r0 MOHUMaHUW MMMNPECCUOHN3M Tpe-
OyeT OT XyZLOXKHMKA W YYUT ero «ObITb UCKPEHHUM 1 BbITb COBPEMeH-
HbIMY. HenpexoasLuen KO0 HOBaTopcTBa eMy MbICIMTCA TBOP-
yecTBO Jayapaa MaHe, KOTOpoe Hy)XHO paccMaTpUBaTh He KaK 00b-
eKT MOApaxaHua, «nefaHyl0 AOKTPMHY», HO KaK PYKOBOACTBO Ha
co6CTBEHHOM MYTH K «HOBbIM 06pa3aM, HOBbIM OLLYLIEHUAMD.
Pasymeetcs, B AaHHOM C/ly4ae Mbl FOBOPMM O HOBOM Mpexae
BCEro NprvMeHWTeNbHO K COBETCKOM MMOCTAacu POCCUICKOro mc-
KycCTBa, a ellie TOYHee, COLMAMCTUYECKOMY peanusmy, opuum-
anbHo 1 6e30roBOpPOYHO B HeM HacaxaasLluemyca. Ewle oavH napa-
AOKC B TOM, YTO TaKue CTONMbI COBETCKOrO XyA0XeCTBEHHOro odu-
umo3a, kKak A.M.lepacnumos unu b.B.MoraHcoH, camn yxoaat Kop-
HAMMW B MOCKOBCKYIO XMBOMUWCHYIO LWKony, actetTnky CPX. Ho ot-
AenbHble UX paboTbl, rae HaMLO UMMNPECCUOHUCTUYECKAs FeHeTU-
Ka, eCTb CBMAETENIbCTBO Pa3fBOEHUA TMYHOCTU XYAOXKHUKA BHYT-
pV TOTaAMTapHOM CUCTEMbI, CTOSIb e FPOTECKHOr0, CKOMb, Heco-
MHEHHO, 1 ApamaTnyeckoro. I6o coBKoBoe 0NMMMUIACTBO rNaB-
HbIX €HAPOAHbBIX XYAOXHNKOBY» MOKYNanoch LieHOW BbITanTbiBaHWA
UMW TOTO CaMOro XWMBOFO «MMMPeCCMOHUCTMYECKOro» ecTecTBa,
KOTOpoe OHU npodaHnpoBanyu cob6CTBEHHBIMU MHOTOMETPOBLIMU
«TeMaTU4yeCKMMM MOSOTHaMM» AR BCeCO3HbIX BbICTaBOK. Ho ec-
N OTBJIEYLCA MbIC/EHHO OT cTanvHnaHbl AnekcaHapa lepacumo-
Ba, ero «Teppaca nocne AoxAA» BHe COMHEHWA, BblAaeT CUIbHENR-
LUY0, HEMOAKOHTPONIbHYI0 NapTUINHOWM Bone npe3upeHTa Akage-
mumn xypoxectB CCCP Hoctanbruio no KoHcTaHTuHY KopoBuHy.
A BCrea 3a TeM MOSABMBLUMECA MMMPECCUOHUCTUYECKMEY BeLum
cepeAViHbl NATUAECATbIX-Hayana LeCTUAECATbIX FO0B — 3THOAbI,
Hebonblune fepeBeHCKUe, NMPOBUHLMANbHbIE, CEBEPHbIe XaHpbl
6patbeB TkaueBbix, B.laBpunosa, B.CtoxapoBa 1 unx cotoBapu-
weit no CyprKOBCKOMY MHCTUTYTY — CTaiu yxe AeACTBUTENbHO HO-
BbIM C/IOBOM Ha MyTU NPeoAOSEeHUA HALIMM UCKYCCTBOM MAEON0-
reM TOTaNUTap13Mma, BKYCOB M HOPM CTaJIMHCKOMN «KNacCUKmY.
Ecnu cerogHa Komy-To TpebyeTcA 06bACHATb, B YeM CBEXECTb
TaKoM XMBOMWCHK, OTMETUM X0TA Obl B8 OCHOBHbIX MOMeHTa. Beab
yasHuA, a TeM Bonee Maeanbl COBETCKMX JHOAEN KECTKO pernameH-
TupoBanuck. Bonpekn aToMy, XyAoxecTBeHHasA MONOAEXb «oTTene-
nv» 3aroBopwna o Toi Poccuu, 4TO NOAHOCTBIO OTTOpranach NpoeK-
TOM rpsAgyLLero pas AnNA CTpouTeneil KOMMyHU3Ma; MoloAble BOOO-
e 06paTUINCh K YeNOBEYECKUM LIEHHOCTAM, COLMabHbIM U UCTO-
PUYECKMM peannaM, HeCOBMECTUMbIM C MUPOBUAEHUEM BonblLeBy-
KoB. / kpome Toro, cBoe 06pa3Hoe NPOCTPAHCTBO OHW MbICAWAN BHe
napagoB M AeMOHCTPaLMiA, BHe ra3eTHOro nagoca, Kak KaxaoaHes-

HOe cyllecTBoBaHWe 0BObIKHOBEHHbIX JIIOAEN, U3 KOTOPOro «COBET-
CKWIA XYZLOXKHMK» BOBCE He A0/KeH cebs Bblaenstb. MoanvHHbIN co-
LIMaNUCTUYECKNA peann3m — BCErAa UCKYCCTBO B MyHAMpe. [lna co-
BETCKOW MBOMUCU «MyHAMPOM» CYXKUNa KpynHomacliTabHas Bbl-
CTaBOYHAA KapTWHa C ee HernpeMeHHON «3aKOHYEeHHOCTbIO» 1 Oblo-
WMMK B a3 3pdeKTaMm NoMnesHow AeKopaTMBHOCTW. HaumHato-
LmMe €LWecTUAECATHUKMY NPOTUBOMNOCTaBUIN 3TOMY ManeHbKURA, He-
HpocKuii, cBOOOAHO NMUCAHHDBI XONCT UN NPOCTO 3TIOA, FAe MaBHbI-
MU KpUTEPUAMM KauyecTBa OblM UCKPEHHOCTb B BblIGOpe HaTypHOro
MOTVBa - a[leKBaTHOCTb 3TOr0 BbIGOpa MHAVBUAYaNbHOCTU aBTOPa, —
1 ajileKBaTHasA TOMY U ipyroMy NMojIHOKPOBHOCTb XMBOMUCHO-NNACTW-
YecKOoro BbICKa3blBaHWA. VICKycCTBO TeM caMbIM MOMbITanochb CTPo-
UTb ce6s MepoI IMYHOCTM, HO He MepPOI1 IOANIBHOCTM XYLOXKHUKA KaK
(dyHKLMOHepa cucTeMbl.

3HauMMocCTb TaKoro cBura B TBOPYECKOM CaMOCO3HaHWN TpyA-
HO nepeoueHnTb. Ho, oueBNAHO, OH He CTan ANA II0AEN NCKYCCTBa B
nocnectanmickoM CCCP Bceobwmum n HeobpatuMbiM. BoT 1 Ha Ha-
et BbICTaBKe MOXHO Obl10 HabnoaaTb 3BOAIOLMIO TEX Ke «LecTU-
AECATHWKOBY OT NepBOHaYalbHOW NPUBEPXEHHOCTU pacKoBaHHOMY
CTaHKOBOMY XKMBOMUCAHMIO elle pa3 1 CHOBA K 60/bLLION BbICTABOY-
HOW KapTuHe, Tenepb ye TOro TUMa, Kakasa B XyA0XeCTBEHHOMN Xn3-
HW «3aCTOMHBIX» NIET NOAYYUT NMA «MaHexHon». K ToMy e, BCcKope
mMonogoe cBobofoMbICAME, NCUXONOMUSA HEKOHBEHLMOHANBHOCTU B
37OV cpefie YCTynaloT MecTo KoH(opMUCTCKoMy Bbibopy. Hemano Ta-
NaHTAMBBIX, elle BYepa Aep3KUX IOHLOB MO0 B XYA0XeCTBEHHble
HayanbHWKK, BAMBAACh B HOMEHKIIATypy TBOPYECKMX COIO30B, B Ty e
COBETCKYI0 AKaieMuIo XyA0XKecTB, ;0 CaMOro KOHLLa 3TOro rocyaapcT-
Ba ocTaBaBLUylocA 60eBbIM (HOPMOCTOM «MAPKCUCTCKO-TIEHUHCKOTO
MCKycCTBOMOHMMaHMA», W Bce e TAry 3aumHaTtenen «oTTenenu» B
HalweM 1306pasnTeNbHOM MUCKYyCCTBE K 60MbLLOI KapTuHe Bbiio Obl
HEKOPPEKTHO pacLeHNBaThb KaK MoJHylo caady Ux amMbuumii nog Ha-
TUCKOM JOrMaTUYecKoro coupeanusma. TyT OblM U HEKWIA BbI30B,
CTpeMieHue A0BUTLCA CBOETO pofia PEBaHLUA 1l TOHUMOTO HelaBHO
XYAOXKeCTBEHHOTO [IBMXKEHWA, KaKUM OKasanacb B COBETCKMX YC/o-
BUAX UMMPECCUOHNCTMYECKAA TeHAEHLMA.

3necb OCTAaTOYHO YKa3aTb, YTO TaKaa MONMTUKA HOCWIIA XKeCTo-
yaiiwme dhopMbl 1 Bbina YpeBaTa HeManblM KONUMYECTBOM XepTB. [o-
rpoMy MOABEPIINCH He TONIbKO U3BECTHbIE UAEU, HO cyAbbbl MHOTUX
nogen. B nx uucne, Henb3a He BCNOMHUTb, U [yHMHa, BCKope nocne
YMOMAHYTOro A0KNaja penpeccrpoBaHHoro v norubiwero B [YJ1ATle.
MHbix KopudeeB pycCKoro MCKyccTBa NbITannch youTb rpaxaaHCKu.
MactepoB c Takumu umMeHamu, Kak Cepreii [epacmoB, OcMepKuH, B
n3zeBaTeNbCcKol popMe OTCTPaHANM OT NOATOTOBKN MOJTOAEXM B Be-
JyLIMX TBOPYECKMX BY3ax CTpaHbl... M BOT Bonpeku BceMy, ByKBasb-
Ho cpasy nocne cMepty CTanvHa Ha BbICTaBKax CTanu NoABAATLCA
MaJleHbKMe XMBOMUCHbIE BeLW, BblepaHHble B, Kazanocb Obl,
AaBHO 1 Ge3HafexHo pa3obnayeHHOW XyAoXecTBeHHON MaHepe.
Y70 OHM 03HaYanu B ToraallHeM KoHTeKcTe? CeroaHA 3HaTOKM roTo-
Bbl CYECTb UX YKpaLUeHWEeM MPecTUXHbIX KoNneKkuui. A B nopy co-
3[aH1A TaKne NPou3BeAeHNA BOCTIPUHUMANNCD, CKOPEee, BCE e KaK
MapruHanum Ha 0604YMHe OCHOBHOTO MYTU COBETCKOrO MCKYCCTBA.
lMpvyeM, B MOHATME 3TOTO OCHOBHOTO MYTW MOXHO ObINO BKNaAbI-
BaTb 04eHb HECXOAHbIN CMbIC].

Cnepys «reHepasbHO NMHWMM» MPOLLOrO, €ro MOMN npea-
CTaBNATb KaK pasBWTME «peanuCTUYecKO TeMaTU4ecKoW KapTu-

Valentin Serov and Konstantin Korovin from their European and post-
European periods. Their impact on each of the Soviet painters whose
pictures were displayed at the exhibition can be formally confirmed by
their artistic biographies. A key role in the succession of the tradition,
as is also well known, belonged to such outstanding academicians as
Sergey Gerasimov, Nikolai Krymov, Vasily Pochitalov, Vera Favorskaya
and Ivan Chekmazov.

A few words must be said about the extent to which Russian
impressionism resembles its French prototype. Is it possible for a cre-
ative art to be the spitting image of a model born in another culture
and derived from another background? Why should Russian art have
its own Eduard Manet, in the figure of, say, Valentin Serov? And more-
over, was Serov able or willing to act as a second Manet? Does it not
sound absurd fo try "to include Russian art in the world art context"
in the form of some kind of replica of the French, Italian, German or
American models? No serious Russian critic would put the question
this way. This is rather the empty talk of the new Russian art-business,
pursuing the idea of world integration. Of course, the Russian branch
of impressionism would bear fruit - and did so - but only of a kind
marked by national identity.

Our national background made impressionism look more rustic
and peasant-like or provincial, akin to "cherry orchards". Least of all
was it urban, or connected to the metropolitan bohemia. It was not the
heat haze of summer that Russian plein-air strived for, but rather the
grey pea-soup sky of autumn. The bright colours of the Crimea, the
sunny Paris-blue skies of spring and the bespeckled fancy of a fair
were reserved for rare moments of joy and festivity. Besides, the Russ-
ian art of "impression” has never been far removed from Russia’s
social problems and spirit: the "impressions" have always been a
reflection of the artist's apprehension of Russia’s destiny. As an impor-
tant part of the painter's individuality, that apprehension is most like-
ly to be visible in his works. It might have echoed the powerful aspira-
tion for national identity brought about by the peredvizhniki, as well
as by the entfire Russian cultural community of the 19th century. As
for personalities such as Valentin Serov, Anton Chekhov, Sergei Rach-
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maninov and some outstanding painters of the Union, the revolution-
ary and social attitude of others turned in their works info a personal
attachment to the lares and penates, to one’s birthplace, fo the Russ-
ian landscape. The beauty of the cherry orchard symbolizing the old
family seat will never fade in the memory of Ranevskaya, the heroine
of Chekhov's play. Similar memories are evoked by Serov's landscapes
of Domotkanovo, in pictures by Stanislav Zhukovsky or Sergei Vino-
gradov or in "Wind in the Trees" by Arkady Rylov. Those memories
become sweet reveries in Vrubel's "Lilac". The same penefrating nos-
talgia seizes the viewer again and again when looking at the graceful
white willows or rustling bluebells of the canvases of Sergei Gerasi-
mov, or at the riot of colour in the hot summer field of Arkady Plas-
tov's "Haymaking".

That senfiment led to the peculiar brushwork which was charac-
teristic of the masters of the Union and their disciples. Most of them
rejected divisible brushstroke, or divisionism. That could make one
think that their manner of painting looked archaic, resembling the
academic paintings of the realists. On the contrary: they adopted
another attitude which was based on a spatial vision of colour, rather
than on perspective drawing. It was for that reason that the true
peredvizhnik Grigory Myasoedov criticized the brushwork of Serov's
"girls", calling them "infected with syphilis". Notwithstanding that crit-
icism, Russian impressionism remained inclined to "natural motif" (the

9. EMN.3BEPbKOB. CeBepHas BecHa. 1969. Xonct, macno. 100x190
Yefrem ZVERKOV. Spring in the North. 1969. Oil on canvas.100 by 190

10. B.I.LUbITIJIAKOB. Berywue teHn. 1982. Xonct, macno. 50x100
Victor TSYPLAKOV. Running Shadows. 1982. Oil on canvas. 50 by 100
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Hb». Vinu, Ha BO/THe yBIeYeHHbIX MOUCKOB «COBPEMEHHOTO CTUAAY,
KaK 1 B AyXe NepBbIX MaHW(ecTaLMii CTUAA «CypoBOro», 0TAABaTh
npeAnoYTeHNe pasHoro poja 13onybanuMcTMKe C LWMPOKUM Npu-
B/lIeYeHNEM BbIpa3uTe/IbHOW IeKCUKM MofepHu3Ma. B niobom cny-
yae «BpeMsA» — HalUW rPaXaHCTBEHHO pacKaseHHble LecTUaecs-
Thl€ XXaXAanu B MepByto 04epeAb MOHYMeHTaNbHOWM hOpMbI, LWIMPO-
Kol Ny6aMYHOCTM Ananora, UX no33us He TONbKO He Gosnack «ac-
Tpaabl», Ho Bblna BceMepHO ycTpemnieHa K Heid. TakoB Obin TOHYC
3MOXM, U 3TO OKasblBaNOo BAUAHME Ha NOBOro XynoXHUKa, Aaxe
€CNIN MHTYUTUBHO OH Bblfl OPMEHTMPOBAH Ha COBCEM WHOW, CKa-
eM, BNoJiHe KaMepHbIN TN KOMMYHUKaLun. He yauBuTenbHo, 4To
B 3TOI Cpefie MONOAbIE «MMMPECCUOHMCTbI» PAaHO MU MO3AHO YyB-
CTBOBA/IN UCKYLUEHME NMOKOPUTb MpocTpaHcTBO MaHexa, ecnu He
no6oBoi aTakol, To XoTs Obl NOTEHLMANBHO, 1 ANA 3TOTO UM HEMU-
HyeMo TpeboBanocb 0cBOUTH HOMbLLYI0 KapTUHHYIO GOpMY.

B npoT1BONONOXKHOCTD 3TOMY, 6OBLLON XOACT MO OLLYLIEHWIO
HalWunX repoes He AONYCKasll HNYEro HaTy»XHOro M ra3eTHoro, onun-
panca Ha CKPOMHYH0 BbITOBYH CHOXKETUKY, NMPeANoYTUTENbHO Aepe-
BEHCKYI0, HeC B cebe cepAeyHyto TemnoTy NpoCTbIX Ye0BEeYECKUX
uyscTB. Camo coboit, nyyLueit WwWKonoi B paboTe Haj KapTUHON 3T0-
ro TMNa oCTaBajuCb TPaAMLMU PYCCKOro MMMPecCUOHU3Ma, MoC-
KOBCKOM uMBoONMcHON wKonbl B nuue Ceposa, KoposuHa, Cepres
lepacumoBa, MnacrtoBa... TakuM 06pa3oM, OAMH 13 NyTeid pycCcKoro
numnpeccuoHusma yxe B 60-70-e roabl Ben He Yepes odpuumnans:
Hble TeMaTuyecKue, UCTOPUKO-PEBONIIOLMOHHBIE, BOEHHO-MATPMUO-
TUYeCKMe, TpaXAaHCTBEHHO-MYBAULMCTUYECKME MONOTHA Tex Xe
B.I'Ubinnakosa, A.l. n C.MN.Tkauesbix, B.K.Heuntaiino, Ho yepes nx
KaHpbl, NOpTpeTbl BAN3KUX, NEN3aXW, ITIOAbI, @ TaKXKe «Hio». Hnuto

He AeMOHCTPUpYeT KOHTpacTa ABYX 3TMUX BepCuid BIIM3KMX KUBO-
MUCHBIX CUCTEM HarNsAAHee, YeM COMOCTaBeHNE TUMNYHO MaHex-
HbIX KOMNo3uMumin Bacunua Heuntaiino ¢ nsobpaxenvem JleHuHa
n ero 6onbloro xoncta «O6HaxeHHasA. Mawa», noKka3aHHOro Ha
BbicTaBke B [T

Ha BbicTaBKe Mbl MOrM y6eanTbCSA: Ntofeid BNAaCTHO NpUTArn-
Ba/ MHOTME XY[,0)KeCTBEHHbIe MOTMBbI, IPOHU3bIBAOLLME PYCCKYHO
KMBOMMWCb Ha MPOTAXEHWM LLeNIoro psAaa AeCATUNETUI. XoTenoch BU-
AeTb nobnunsoctun nensaxu Cepres l[epacumosa u Ceposa, Koposu-
Ha. [a3 3aBopaxnBanu KpacHble oAexabl xeHwwmnH Apxunosa, bpa-
roBckoro, laBpunoBsa 1, KoHeuHo, MansBUHa. 3To KpacHoe Ha cBeT-
NbIx GoHax, a 0cobeHHO ¢ ronybbiMu TeHAMU Ha 6eNoM CHery, Kak B
raBpuNOBCKMX «MONOAbIX MaTePAX» M MOAMOCKOBHbIX «JIbKHMKaX»
E./.3BepbKoBa. A «XopoBog» PAbyLIKMHA C ero CTpaHHOW cyMpau-
HOCTbIO 1 [ieficTBO Kocapei B niactoBckoM «CeHokocey... CuHee y
BparoBckoro 1 uapcTBeHHas BpybeneBckas cupeHb. Kasanoch 6bl,
KaK 3TO [JaNIeKO, U OAHAKO, HET N MeXAy HUMM 06LLero KpoBOTOKa?
CHoBa BocrnoMuHaHus o CepoBe y yrapoBckoro «Ha posHble MecTay,
a pagom cesepHble nonotHa CtoxapoBsa. ToT e 3BepbKoOB, 1 BMec-
Te ¢ HUM nonagaet B a3 «Cembs» Cepresa MBaHoBa, nensaxu Cu-
nopoBa, ®.MeboBa ¢ MX 3HAKOMO, MPOCTON 1 MOHON BENNYUA aT-
mMocdepoit. He ofHa v 1 Ta e 3T0 3eMAA B ee MEHAIOLLEMCA NCTO-
puyeckom Bbitnn?

Takux BOMpoCOB BbiCTaBKa 3ajaBana Hemano. Ytobbl ycnbl-
WaTh MX, C BONHEHWEM 0TO3BaTbCA Ha HWX, Hafo ObINo TONBKO Aep-
KaTb OTKPbITbIM 3peHne cobeTBeHHON Aywn. [atb cebe Tpya Bay-
MaTbCA, BYYBCTBOBATbCA B TO, YTO BUAMLWD. [1paBaa, Takas rotos-
HOCTb, OTKPBITOCTb MO HbIHELIHUM BPeMeHaM KpaiiHe aHraXX1poBaH-
HOrO, NPOCTO 3aLIOPEHHOr0 WM «KIUMOBOIO» 3peHUs - B OYeHb
BonbluoM AeduumTe. A Befib HUKTO eLle TaK U He JoKa3as, XOTA MHO-

personified "symbolic form" of nature), which was thought to be more
important than the choice of a brushwork technique or the brush-
stroke applied. The ambition of the brush effectively used to dissolve
in the natural blend of the cherished image. This attitude can even be
found in the works from the 1900s of Igor Grabar, the most consistent
adherent of divisionism among the "Unionists", and makes the mod-
ernism of Russian-made impressionism even more inferior fo its
French original. Russian painters managed fo catch up later, in the
1900-1910s, with the breakthrough of the Russian avant-garde. With
the "Unionists", nevertheless, as well as with their followers, the imper-
ative remained the priority of the "natural motif" - particular and care-
fully chosen as it was for each of them. That principle was to be fol-
lowed both in the 1910s, and in the 1930s, and in the 1950s.

Here Russian impressionists come out with a paradox that con-
temporary art critics actually fail fo see. Although its devotion to
nature nearly places Russian impressionism in contraposition to the
avant-garde - and gives Russian impressionism a kind of rigid simplic-
ity - our national school surprises the world with the lasting freshness
of its imagination and ingenuity of forms, even with some unexpected
extravagance at times. Remember the dissident painter in "The Thaw",
the novel by llya Ehrenburg: the phenomenon of the first years after
Stalin's death was meant to be an epitome of Korovin's principles
of painting. For those who believe that the symbol of aesthetical
nonconformity was chosen by Ehrenburg wrongly, as nothing but
fiction - how appropriate it would sound today: the blind alleys of
impressionism! We should recall the not-so-distant period of the late
1940s, which was marked by the rabid persecution, initiated by Stal-
in's regime, of exactly impressionism. In 1946, Nikolai Punin, the most
articulate critic of 20th century art, made his statement "Impression-
ism: the Problem of a Painting" at a conference in Leningrad. Its mes-
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sage was that the creative method in question could allow for the
regeneration of Russian national painting, for impressionism, as the
speaker saw it, taught the painter to "be sincere and advanced". The
works of Eduard Manet consituted a timeless school of innovation,
being not a model, or "ice doctrine", to follow, but a direction for the
painfer on the way to his own "new ideas and new impressions".

Of course, here we mean "new" in terms of socialist realism, or
Soviet-made Russian art, inculcated with official ideology. Here is
another paradox of the Union'’s aesthetics: such pillars of official Sovi-
et art as Alexander Gerasimov or Boris loganson were nourished by
the Moscow school of the Union of Russian Artists. But some of their
works, showing their authors’ impressionist origins, illustrated the
artfist's ambivalence towards a totalitarian regime; the confext was
equally grotesque and dramatic, since their niche in the Soviet Tem-
ple of Fame with its accompanying titles of People’s Artist, was bought
at the cost of a denial of their impressionist past and concealed under
the colossal "topical" canvases painted for the official All-Union exhi-
bitions at the Manezh. Still, if we forgot for a minute Gerasimov's

11. 3.BPATOBCKW. Cnnas neca Ha Betnyre. 1964. XoncT, macno. 150x201
Eduard BRAGOVSKY. Rafting on the Vetluga. 1964. Oil on canvas. 150 by 201

34 TPETbAKOBCKAS TANEPES B THE TRETYAKOV GALLERY #1' 2003

rMe KpalHe cepbe3HO cTapanucb, ByATo npupoga, HaTypa, Halwa
KpOBHO 6/1M3Kas cpesa 06uTaHWs yTpaTUAK LLeHHOCTb PAAOM C nep-
MaHEeHTHbIMW TEXHUYECKUMU PEBOMIOLMAMU U OLLIENOMASIOLLMMM
npo3peHuaMK aBaHrapga XX Beka...

N ewe Koe-Kakas MH(OpMaUMA K Halemy pasMbILLNEHUIO.
bnaropaps naptHepam u3 Myses pycckoro nckycctsa B MuHHeano-
nvice, OTKyZa AR BbICTaBKM Obino oTob6paHo 6onee 20 nponsBese-
HUI, Mbl y6eannmch: 3T0 caMoe Halle UCKYCCTBO YKe MHOro neT
BECbMa LUMPOKMM MOTOKOM MAeT B cTpaHbl 3anaga. U tam Haxogut
cebe HOBbIV A0M, YKpaLLas YacTHbIE XKUWLLA NOKIOHHUKOB XUBO-
nucK v Bce Gonee conuaHble oblecTBeHHble My3en. [NaBHoe, YTo
HauMHaelWb MOHUMaTb, BCTpeyasa nonoTHa [MnactoBa, HeuuTanno,
TkaueBbIx, bparoBckoro, 3BepbKoBa B CTO/Ib HEMPYBBLIYHOM 1A HUX
OKPY»KEeHWW, — Halle MCKYCCTBO BOCMPUHUMAETCSA TaM, Mo cyTu, abco-
JIIOTHO BHE COBETCKOro KOHTeKcTa. [ToMnMo Halwmx Boxaen, MaHe-
e, NpaBbIX 1 NeBbIX BRacTuTenei gym. TaM Ha Hero CMOTPAT, ciie-
AyA eCTeCTBEHHOMY MHTEepeCy K XMW3HW, KynbType v xusonucu. Bot
YTO He XyAo Obl HAaKOHeL, OLLeHUTb Hallel KpuTuKe. Pasymeetcs, 370
He LOMKHO NoMeLLaTh el 1 BoobLle KoMy 6bl To HY Bblo NUTATb Jito-
60Bb K aBaHrapay.

AnexcaHop Mopo3os

series of Stalin portraits, and take a look at his "A Terrace after Rain",
the latter undoubtedly betrays an acute nostalgia for Korovin's land-
scapes, which even the Communist President of the Soviet Academy
of Arts was not able to hide. The small "impressionist" pictures, rather
studies, of Russian villages or northern provincial fowns painted by
the Tkachev brothers, V. Gavrilov, V. Stozharov and other graduates of
the Surikov College, which appeared in the mid-1950s or early 1960s,
introduced something new to the fastes and standards of the Stalin
"classics" and helped Russian art cast off the totalitarian ideology.

If there is anybody today to whom it needs fo be explained why
that kind of painting looked fresh and new, we can recall at least two,
but key, points. The hopes, to say nothing of ideals, which the Soviet
people were allowed to cherish were strictly requlated. Despite that,
younger artists of the political "thaw" began to speak about a Russia
that was completely forgotten in the prospects of a future Communist
paradise. The young rebels turned to those human values, and social
and historical events, which were incompatible with the Bolshevik
mentality. They did not see their heroes depicted against a back-
ground of official newspaper slogans or pompous parades. They saw
them as ordinary people placed in everyday situations, with the
painter among them. True socialist realism seems to be always uni-
formed and fully buttoned-up. For every true Soviet painter the mon-
umental canvas shown at a large-scale exhibition was like a uniform
complete with every glaring and pompous touch. Against that mon-
ster, those who began in the 1960s moved towards small-sized, low-
key canvases, or simply studies, painted in a free manner. The artistic
merits of these pictures were measured by the degree of sincerity in
the choice of a "natural motif"; that is, how well the choice matched
the author’s individuality, and how adequate o both was the manner
of painting itself. That was an attempt to value a work of art by the per-
sonality of its author, and not by his loyalty to the ruling regime.

The significance of such a change in the artists’ mentality is dif-
ficult to overestimate. Nevertheless, this new mentality could hardly
be called universal or irreversible for all those involved in Soviet art of
the post-Stalin era. Our exhibition was graphic proof of that: the same
young rebels of the 1960s who used to demonstrate their inclination
for free-style painting came to like the monumental canvases of the
kind known as the "Manezh-like" pictures in the years of "stagnation".
The free-thinking and non-conventionality of the young gave way fo a
"healthy" conformism. Many young talents who previously had
appeared quite daring chose to join the art officialdom of the Painters’
Associations or the Academy of Arts, the latter known as the last
resort of a Marxist-Leninist ideology in art. Nevertheless, the liking for
monumental pictures that the pioneers of our national "thaw" in art
demonstrated should not be viewed as a retreat at the onset of dog-
matic socialist realism. That demonstration might also be a challenge,
a kind of revenge that an artistic movement, such as impressionism,
recently suppressed as it was, may long for.

It will be enough to mention here that such a policy of repression
was very cruel, and that many people suffered. Not only were many
bright ideas extinguished, but the lives of many were ruined. Among
them was Nikolai Punin, who was arrested soon after he made his
statement at the Leningrad conference, and died in the GULAG. An
equivalent death, in society, awaited other outstanding figures of
Russian art: master teachers such as Sergei Gerasimov and Alexan-

der Osmerkin were scornfully rejected by the major art colleges. But
as if in defiance of all that, as soon as Stalin died, small canvases
painfed in what seemed to be an irrevocably denounced and forgot-
ten manner started fo appear.

It seems natural that the authors of such works were able to
learn from the traditions of Russian impressionism: Serov, Korovin,
Sergei Gerasimov, Plastov and others of the Moscow school of paint-
ing. Thus, Russian impressionism of the 1960s-70s had fo plough its
way through genre pictures, family portraits, landscapes and studies,
including those of nudes, by V. Tzyplakov, A. and S. Tkachev, V. Nechi-
tailo, while avoiding their mainstream (official, topical, historical, revo-
lutionary and patriotic) canvases. Nothing displays the contrast better
than Vasily Nechitailo’s pure Manezh-standard portraits of Lenin and
his large-scale "A Nude. Masha." The latter was part of our exhibition
of Russian impressionists at the Tretyakov Gallery.

Our exhibition showed that many artistic motifs, which have been
in the Russian artistic tradition for decades, still appeal to people - and
they were far from just "cute", smooth brushwork, or "trendy" parlour
affectations. Nothing of the kind: what caught the eye at the Tretyakov
Gallery exhibition were the landscapes by Sergey Gerasimov, Serov
and Korovin. Viewers were fascinated by the scarlet red robes of
Arkhipov's, Bragovsky's and Gavrilov's women. And Malyavin's shawls
and sarafans, of course. How attractive they looked, those intense red
spots against a pale background, especially outlined against blue shad-
ows on white snow, as in Gavrilov's "Young Mothers" or in Zverkov's
"The skiers". Visitors lacked words to express their feelings on seeing
the dusk, throbbing with mystery, of Ryabushkin’s "Girl's Dance", or the
figures of workers yielding fo the heat in performing their ritual task in
Plastov's "Haymaking". Eduard Bragovsky's blue contrasting with
Mikhail Vrubel's lilac: they seemed so far away from each other, but still
seemed to have something in common. Didn't Boris Ugarov's "Heading
for Homeland" recall Serov's infonations? Or Stozharov's northern
themes? Zverkov's canvases were noft at all in disharmony with Sergei
Ivanov's "Family". And the landscapes by Sidorov and Glebov looked so
familiar, simple and dignified at the same time. Wasn't it the same land
depicted on the canvases, one that had only changed its historical
appearance?

There is something else upon which to dwell. Through our col-
leagues from the Russian Art Museum in Minneapolis, USA, who were
very kind to offer more than twenty items from their collection for dis-
play, we came fo realize that the Russian art of which we are talking
has been exported in quantity fo the countries of the West for many
years. Whether in overseas private apartments and houses or as part
of prestigious public collections abroad, Russian paintings have found
themselves new homes. Moreover, it becomes clear that such canvas-
es of Plastov, Nechitailo, A. and S. Tkachev, Bragovsky and Zverkov,
found in these exotic environments, are no longer perceived as
belonging to Soviet art. The Party leaders, Manezh exhibitions and
right-or-left-wing movements are forgotten. The paintings are appre-
ciated for what they are, following people’s natural interest in life, cul-
ture and art. That is what contemporary Russian critics should come
at last to understand. Naturally that does not mean that art critics, or
anybody else, should stop admiring avant-garde art.

Alexander Morozov
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B HALLE BPEMA HE bbITb TEOPETUKOM XXWBOTTNCH
3TO 3HAYUNT OTKA3ATbCA OT EE TOHNMAHUA.
Aasud bypaiok. Kybusm. 1912 r.
Kybu3moB 6bis10 MHOTO, XOTS caM Ky6U3M npescTaBnsercs OfHUM, eAVHCTBEH-
HbIM ¥ LenbHbIM. OH NIerko onvcbiBaeTcs, NOTOMY YTO ABAETCA ONpeseeHHON
+ CMCTEMOW, HO TaKOW, 3aMeT1M, KOTOpas NIoA0BKTa Ha Npuyyabl. Besakne cucte-
Mbl POXJAlOTCA B UFPOBOI CUTYaLIMM, KOTOPYH MOXHO BOCMPUHATb KaK Xaoc.
[oBopA 06 MCKyccTBe, 3TOM Benuyarillel CUCTeMe U3 CUCTeM, NOA0GHbBIN xaoc

C037atoLLel 1 MOCTOAHHO ero NPeoAoseBaloLLeN, BUAHO, YTO M KaK Kaxabli pa3
HapoXXaanocb, pa3suBanoch 1 ymupasno. B otivume ot

— MOHYMEeHTa/IbHbIX CTUJIe/ MPOLJIOro, CK/agblBato-
— BER R LMXCA NOAOATY, AOCTMralOLWMX pacLBeTa B 3Moxy 3pe-

NoCTM K BbICTPO pacnagarowmxcs, YTobbl CO3AaTh

I BbICTaBKax VHble, HOBble CTUJIM (BCMOMHMM FOTUKY 1 ee aroHUIo B MHTepHaLMoHanbHoM ctuie okono 1400 roaa, Penec-
caHC 1 MaHbepusm), «m3mb» XIX-XX BeKOB XMBYT N0 APYrMM 3aKoHaM 1 npasunam. [loMnmo Toro, 4To BeK
B raHHOBepe 1X HeAonor, OHW BypHO HaYMHALIOT, Cpa3y BbIKNaAblBasA BCe, YTO Y HUX €CTb, @ MOTOM WULLYT BbIXOZ, U3 TOTO CTU-
JINCTNYECKOTO TYMWKA, KOTOPbIN caMu e npeaonpesennnmy, 1 Tak paboTtaioT Ha CaMOUCTOLLEeHME, MOPOXAas
n BockBe BOKpYr ce6s1 MHOXeCTBO NMOMpaBoK, yTOYHEHU 1, ECTECTBEHHO, N3MEH.
He 6yaeM roBoputb 0 pOMaHTM3Me Y POMaHTU3MaXx, peann3Me 1 peanr3max, Ho OCTaHOBUM-
u npoGnemax CA Ha TOM ABJIEHWM, KOTOPOE OKa3anocb KyOV3My COBPEMEHHbIM,~ Ha MO34HEM MMMpeccuo-
Hu3Me. Ha ToM, KOTOopbIii yiKe He Mes HUYero obLuero ¢ Tem, 4To MaH1deCcTMpoBancA Ha 3Ha-
UCKyccTBa MEHWTOW NapuXCKoi BbicTaBKe “AHOHMMHOIO 06LLeCTBa XyA0XKHUKOB, rpatnKOB, CKYIbMNTO-
poB v ap.» B 1874 rogy. Mo-npexxHeMy nHTeHcMBHO paboTanu Knog MoHe 1 Ortoct PeHyap, Ho
MM BeKa 370 6blIN yKe «apyrue» MoHe 1 PeHyap, naHTeUCTbl Y CUMBOJWCTbI, TBOPALUME NEH3PHbIe

Mudbl. Cam MMNpeccroHn3M, MOMMMO TBOPYECTBA, Kak Bblpasuics J1. BeHTypw, ero pogoHa-
YanbHMKOB M MOTWJILLLMKOB, MOABWIICA B HaLMOHAbHbIX MOANDUKALMAX Y XYAOKHNKOB pasHbIX CTpaH. EcTb «pyccknin,
CHEMELKUIA», €MObCKUINY, <aMepUKaHCKUIA» U T.NM. UMNPECCUOHU3MBI. [I1A KOro-To MMNPeCCUOHM3M CTa CUMBOIOM CBO6O-
[ibl TBOPYECTBA, /1A KOTO-TO HEKOI CYCTEMOWN, NJI0AOTBOPHO COTPYAHMYAOLLEe ¢ MogepHoM. [ToncTrHe, KaxkaoMmy CBoe.
Ky613M BbICTynna NpoTMB BCEX HUX, @ 3a04HO M NPOTUB NpegluecTBytoulero emy doBusMa (K. Bpak cka3an, caM npoingsa nepuog, «4nuKo-
CTW», YTO «HeNIb3A e HaxoAMTCA B BEYHOM MapOKCU3Me»), KOTOpbI nMnpeccrMoHn3M 3aBeplan: A. [lepeH npoaomkan nucatb Temsy c
MapnameHToM, cneays addeKTam NoHAOHCKON cepun MoHe, a Matuce HaHec BU3uMT PeHyapy B Huuue. OceHb MMNpeccMoHn3Ma 1 paH-
HAA BeCcHa aBaHrapAa cosnanu, n 6abbe neto yxogsauero XIX cTtonetns AnA HEKOTOPbIX €LLe 3HAYMNI0 MHOTO€, HO He AnA Ky6UCTOB, KOTo-
pbIM 3¢ eKTbl NieH3pa oKasanucb YyxabiMu. OHM cTann noknoHATbeA Ce3aHHy — TOMy MacTepy, KoTopblii BbicTaBnanca ¢ 1874 ropa c
MMMPEeCCOHNCTaMM, HO B UX CPeje yKe BbIrAAeN «NoCTMMIPECCUOHNCTOMY, YCTPEMAACh K HOBbIM (hopMynaM NpocTpaHCcTBa. Tak YTo
0 M034HEM UMMNpeccuoHn3Me ByayT BCMOMUHATb 3KCMPeCCMOHUCTbI U QYTYPUCTbI, HO HE OHU, U3yvatolme Ce3aHHa, HO YypaloLmecs To-
ro cesaHHU3Ma, KoTopbli n306penn hoBucTbl. TekydecTs hopM 1 Nepesaya MrHOBEHWUI OKa3anachk He anda Hux. K Kkybrusmy nograHynmcb
CKopee Te, KTO MOHAJ BKYC K CMCTEMaM, KTO NpoLUen WKony MoaepHa. B nepeyto ouepegb Mabno Mukacco. Mpoiias yepes cuMBoancTcKoe
cdymato rony6oro 1 po3oBOro NEPUOAOB, OH 3aXOTeJ CO3A4aTb HOBOE MCKYCCTBO. He Ky6u3M, KaK roBopwv caM  XyAOXKHWK, XOTA nosy-
YMNICA UMEHHO KyO13M, @ 38 HUM U BCEBO3MOXHble KyOU3Mbl.

3HaMeHuUTble KABMHbOHCKME AeBULbI», HanucaHHble netoM 1907 roaa, okazanuch BaKHENLLINM M.IVKACCO »
NaMATHUKOM paHHEero aBaHrapaa, KoTopble, He ABMASACH NPON3BeAeHMEM KybBu3Ma, SHLUKIO- ABMHBOHCKMe
neauyYecKn MoJIHO COAEp)Kanu MHorve ero npob6sembl, Aa U He TONbKO €ro, HO LWKpe — 1 psAaa ?(2:::::5337
Apyrux «usmoB» XX BeKa, BMOTb A0 Aafansma 1 non-apta. 3TUM NONOTHOM, KOTOpPOe MacTepy 2439x2337
Janocb C TaKMM TPYAOM (Apy3bA onacaaunchb, 4TO HaMAYT ero MOBECHBLUMMCA 32 HUM), BAOXHO- Pparment
BWJICA MO3T U KpUTUK MinoM AnonnvHep, KoTopbiii npuBen B bato JlaByap HECKONbKUX XYAOX- Pablo PICASSO
HUKOB, Cpa3y OLEHMBLLMX 3HaYeHne OTKPbITUI ncnaHua. Co6CTBEHHO, C 3TOF0 MOMEeHTa Hauu- Les Demoiselles

d’Avignon. 1907
HaeTcA ncropua Ky6I/I3Ma KaK NepBoOro pagnKajabHOro «1M3ma», nokasaslluero BO3MOXHOCTU Ta- 0Oil on canvas

KoV MHTepnpeTaunm GopmM, KoTopble 6bl Bbipaxanan HOBbIN UX MOPAAOK, HE COMNAacoBaHHbIN f)‘e‘?j by 233,7 em
OyKBaJIbHO C HAabNOAEHUAMMN Haj HaTypol. U yKe TyT MOXXHO BUAETb, Kak (hopMMpOBanoch uc-

KYCCTBO Tex KyGMCTOB, KTO BUAEN KapTUHY CABUHLOHCKUE AEBULBIY, U TeX, KTO AaXKe HUYero He

3Ha/ 0 HeWl, KTO e/ OT UCTOKOB M APYrvX, KOTOPbIE yXKe Yepnanyt BAOXHOBEHME W3 NOJHOBOA-

HbIX CTPYI CNOXMBLUIErOCA ABNEHMUA, BCe BPEMA MEHAIOLLEro, KaK peKa, CBoe pycio.
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Mukacco, co3gaBas CBOM Mgoimnyeckune Cbl/Irypr COBpPEMEHHbIX Tpex rpau,wl7|, MCKa TOJNIbKO cyeTe 3CTeTU3MpoOBaliCA, nepexogAa B AEKOPAaTUBHYKO CTaguio CBOEro passu-

3Kcnpeccun. XyaoxHUK Obln BECb B UIpe, KOTOPOI OMPEeJeNeHo U CaMo Ha3BaHMe KapTUuHbI, VA, a QyTypu3M cTaj cO3AaBaTb KOHTPUCKYCCTBO, BbICTyMasa C Npu3biBOM

JaHHoe He 6e3 nomoluu apyra — no3ata AHap3 CanbMoHa, 1 BECb 3aMbICeN CO CLIeHON B ny6imy- cxeub Myseun 1 61bnMoTeKn, 3acbinaTtb KaHanbl BeHeuunu, norpyxancs B no-

HOM fioMe (TaM Obln CTYAEHT, PasMbILLAAIOLLMIA C YEPENOM B PyKe O CyeTe CyeT, a camu «bapbiLu- AUTURY 1 T.n. Kybrnsm nepepoc B AeKOpaTUBHYIO 1 y4ebHy0 cUCTEMY, B 4EM-TO

HV» UMenu peasnbHble NPOTOTUMbI) Npuobpen onpeaeneHHoe UPOHUYHOE 3HayveHre. HyxHo Bbl- Ha n3neTe CBOEM MOBAUAN Ha cnoxeHne Ap aeko. DyTypmnsM BbIXOAUI B KU-

110 B3MAHYTb Ha athpMKaHCKYIO NNACTUKY, OTKPbITb AnA cebAa bepuiicKyto CKynbnTypy, NOHATb HO, TeaTp, My3blKY, M0331t0, @ B 061aCTN NOAUTUKN NPULLEN K COIO3Y C UTalb-

MHOr03Ha4YWTEIbHOCTb NPUMUTMBA, YTOObI TaKMe rpoTecKoBble GOpMbI (€C/IM HA HUX CMOTPETb AHCKMM dawmsmoM. [pu 3ToM 1 Ky6un3M, 1 GyTypM3M yunTbiBanu onbIT Ha-

€ no3uumin nckyccta pybexa XIX-XX BekoB) oxunu. [Trkacco cTpeMuica BbiIBepHYTb HaM3HAHKY TPaAMLMOHHbIE VKM CBOEro AHsA, MOAHbIA GeprcoHu3Mm, a 6onee Bcero OTKpbITUSA B 06N1acTy

NPVHLMMbI MOCTPOeHMA GOopM, caM co3AaBall HOBbIV MPOMOPLUMOHanbHbIA KaHOoH (pucyHkn B Mysee lNukacco, lMa- (V3MKW, HOBeNLLMEe y4eHMA O MPOCTPaAHCTBe, BpeMeHW, MaTepun U 3Heprumn.

pwx), yragbieas B purypax Matucca 1o, 4to cam Matucc He gocKasan (BCMOMHMM, YTO HErPUTAHCKYIO MIacTUKY Bedb MpaBaa, BbIBOAbI CTOPOHHWMKMN 3TUX UM3MOB» [iefann pasHble, 4TO MPUBEO

nepBbIM OTKPbIN UMeHHO MaTtucc). Beck MrKkacco 6bi1 B 0XKMAAHUMN 3TUX OTKPbLITUIA, U XapaKTepHoO, 4To, co3AaBas Jaxe 1 K onpeaeneHHoln nonemMmke (ToyHee CKasaTb, Mepenaske Mexay HU-

CBOM Bapuaumu Ha TeMy 3HameHuTon «Onumnuun» 3ayapaa Mane, o B pucyHke 1901 roga KypTusaHKy Ha noxe Mu). TeM He MeHee MOMEHTbI CXOACTBA MMeNNCb, MoyeMy noasuica B Mtanun,
npeacTaBu YEPHOKOXEN, a caMy Herpeccy, npenogHocsLlyto 6yKet, caenan 6enoii. To eCTb OH NepeMeHuWs pacy nosu- a 3aTeM 1 Poccum TepMUH «KybodyTypmnsm».

pytowmx. Kopoue, oH 6bis1 FOTOB YKe TOra HauyaTb CBOU 3KCMEPUMEHTI, U JIMLLb Marus ronyobiX U pO30BbIX MOHOXPO- B lepMaHuy Ky613M He NPOSABUICA HUKaK CYLLECTBEHHO,

MUWIA ero OTB/IEK/A Ha MATb JIeT, Koraa noHagobunock Aath OTBET hOBU3MY (onpeaeneHHbIi NpoTodoBU3M Y Hero ca- X0TA K TBOpyecTBy [MMKacco npucmartpmBanmcb BHUMa-

moro nmenca okono 1900 roga). B 1906 roay oH Bo3Bpalyaetca K onbitam 1901 roga, faBas MM HOBYIO MHULMATUBY, TenbHO. CyllecTBeHHbIM OKa3anocb BO3AelncTBME QyTy-

Aa v MacwTab, 4To 1 NpuBeno K noasieHunto «lesnup. pvi3Ma, KOTOPbI CMOT HaWTN TOYKM CXOACTBA C 3KCMpec-

B nocnepytowme roabl Havanacb paboTa Hag co3gaHueM cuctembl, a B 1908 rogy noAsBuaca n caM TEPMUH «Ky- crnoHmn3moM. OTAenbHO CKasbliBaNoCb BO3JeNCTBME Op-

613m». Yike B camoM [Mapuke 6bli0 HAMEUEHO HECKOJIbKO NyTe B pa3BUTUM HOBOTO HanpaBieHUs, NOABUINCH ¢msma [enons. Y Bacunua KanguHcKoro, KoTopblvi €

coOCTBEeHHbIE CTpaTernu OTAENbHbIX KPYMHbIX MacTepoB. Y nocriefoBaTtesnieil, YNCIO KOTOPbIX BO3pacTaso, oT- ¢dpaHuUy3cKMM MacTepoM nepenucbiBancsa, y ®paHua

MpaBHOM TOUYKOM MCKAHUI ABNANNCH pa3Hble KyOU3Mbl, TaK KaK caM 3TOT «13M» BbICTPO pa3BUBaJICS, MEPEXOAS Mapka n Asrycta MakKke ¢ ux TAroM K Npu3aMaTtMyecKuMm

OT @HaIMTUYECKOW CTaAMUN K CUHTETUYECKOW 1 AeKOPaTUMBHOA, @ MOMUMO HUX NoABUAMCH 1 opdur3m Pobepa [le- E‘:I’:HESKH%'B pafy»HbIM TOHaM (MMeHHO 3TK MacTepa B [epMaHunmM OKa-

JIOH3, N «IMprYecKnin Kyousm» ®epHana Jlexe. CnoxHbIMM OKasanucb B3auMmogenctaus ¢ gytypmusmom B Mta- Xoncr, macno. 3a/1Cb U CaMbIMV paanKanbHbIMU, BbIXOAA K NpobnemMam

ann n Pocenn 1 aKkenpeccroHM3MoM B [epMaHum (TaM yunTbIBaNCA OMbIT MECTHOMO MMMPECCUOHM3Ma, 0CO0eH- 235.9x1956 abcTpaKTHOro McKyceTBa). Bee aTn xynoXKHUKKM BXoAMAN B

Ho J1. KopuHTa n M. Cnedorra). B CLUA nosBuance cuHXpoHuCTbl 1 KybopeanucTel. Cam Kybrsm B onpegeneH- E;ggk‘jfy': O0CHOBaHHYy UMK rpynny «CUHUIA BcagHUK». YyTb paHee

HbIX CBOMX TeHAEHUMAX gopabaTtbiBanca Ao Aajan3ma 1 abeTpakumm, Hayuunca aenatb 06beKTbl, 3agymMancsa o The Conquest MacTepa 06beauHeHMsA «MocT» TonbKo 06paTAN BHUMA-

BbIXOZlax B CKYNbNTYpY, apXUTEKTYpy, TeaTp. Tak 4To KyOM3MOB OKa3blBasoCb MHOTO, Y caMa TBOpPYECKas U CTU- gfﬂfg: /2;:“1:513 HMEe Ha BO3MOXHOCTb Paju 3KCMPEeCcCUn HEeCKOJbKO rpa-

XMINHaA akTMBHOCTb Havyana XX BeKa Bblpasnaach 34ecb MOAHO 1 OTKPOBEHHO. TAra K 235.9 by 195.6 cm HUTb popmbl. B yem HanommnHanm pycckux Muxauna Jla-

cUCTEMaM U BKYC K Urpe CO34aBaiu BCE HOBbIE 1 HOBble KOMBMHALUN.
BbictaBka B raHHoBepckoM Mysee LnpeHrens n MockoBcKol TpeTbAKOBCKOW rajnepee U CTpeMUTCA

nosezatb 06 3TOM, coeauHAA paboTbl MacTepoB pa3HbIX LWKOJ. 34eCh He CTONbKO OTBETbI Ha BO3HWKa- pvoHoBa n Hatanuto loHua- ﬁéi::: 1908
foLiMe BOMPOCHI O TOM, KTO, YTO M KOrAa Aena, CKOJbKO MOMbITKA NoKa3aTb BO3MOXHOe pa3Hoobpa- poBy (oHa nouuTanacb gaxe XoncT, Macno
31e MOWCKOB BHYTPU OMPEeAEeNeHHON XyA0XKECTBEHHON CUCTeMbI (HAa CaMOM Jefle UX, KOHEeYHO, 60/b- «nepBsoi1 Kybuctkoin» B Poc- Georges BRAQUE
we). Benea 3a BbicTaBKOM Ha 3TUX NpobieMax xoTenoch Obl 0CTaHOBUTLCA U HaM. 3agyMaTbes o rpa- cnmn). XapaKTepHO, 4TO YNeHbl Landscape. 1908

Oil on canvas
«CunHero BcajiHUKa» aKTUBHO

y4yacTBOBaAM B BbICTaBKax
«bybHoBOro Banerta», a 6pa-
ToeB [laBupga n Bnagmmumpa

HUUax AByeHnA, o Ky6VICTVI‘-IECKOM Mupe, CO CBOMMU repoaMU, NHTEpPNpeTaTtopaMn N TeopeTtnkamu, co
CBOMMU CTpaTternaMmn, CBOUM MNpoLwibiM n 6yﬂ,yIJ.l,l4M. MaTepman BbICTaBKU CBUAETENIbCTBYET: Ky6l/I3M
MMeJT He TOJIbKO CJI0XKHYH0, HO U A0JITYI0 UCTOPUIO, TaK KaK pa3BuBaiCcA BMJIOTb 40 KOHLa 1920-x ro-
AO0B, a peunanBbl ero Moy NoABNATLCA U NO3XKe.
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MepBble onbITbl Ky6M3Ma npownu B 6eamoneun: HM Mukacco, HM bpak He cTpeMucb KOMMEH-
TUpoBaTb CBOW MepBble NPOM3BeAeHNA B HOBON MaHepe. BnnoTk Ao Toro, uto lNukacco He oT-
Beyvas Aaxke Ha BOMPOC, 3aKOHYeHbl I “ABMHbOHCKMe AeBuLbI». TaK YTo criepBa noABWIICA Tep-
MWH, NpeanoxeHHbIn KpuTuKoM Jlyn Bokcenem ns napvkckon rasetbl «<XKunb bnas». TepmMuH
poauncsa 3 HabnoaeHUA, 4TO HOBas XuUBonNuch (MMenuch B BUAy npoussegerus XK. bpaka)
cTpouT hopmy 13 KybrKoBs, o 4yem rosopun u Matucc. B 1909 roay ToT ke Bokcenb 3arosopun
0 «KyOMCTMYECKUX NPUYYAIMBOCTAX», U ToNbKo B 1911 roay 66110 Npon3HeceHo «Kybu3m» (cTa-
TR «Kybusm n Tpagmuns» XK. MeTceHxe). B nocnegytolee BpeMa TepMUH  CTa Harpyxarbcs
pasHbIMK cMbiciaMun. U TyT cTouT nMeTb B BUAY, 4TO KOHKYpPEHLMIO KyBU3My COCTaBuUI yxKe He
(hoBu3M, a ¢hyTypun3Mm, nepBblil MaHUdecT KoToporo Obin onybnnkosaH nostom duannno-Toma-
30 MapuHetTn B napuxckoii rasete «@urapo» 20 despana 1909 roga. Pytypusm HaumHancs ¢
TEKCTa, @ Y Kybr3Ma, HeKoTopble NMPUHLMMbI KOTOPOro HOBbI €M3M» UCMOMb30BaJl, He Oblfo HU-
Kaknx KoMMeHTapueB. [Mo3ToMy ecnv dyTypu3M nbiTanca «pasmMopo3nTb» MOPGhONOrunio «Kyou-
KOB», MPUXOAA K «rOPAYMMY» CMCTeMaM AVMHAMM3Ma, To B 061acTu Teopum Kybramy npulunoch
Y4nTbCA Y CBOEro OnnoHeHTa. Tak, UCKyCcCTBO KyOM3Ma 0Ka3anocb MCKYCCTBOM CErOAHSALLIHEro
AHA, @ GyTypm3M, o yeM coobLiano camo ero HasBaHue, - Gyayuero. Mo3ToMy, HauyaB ¢ pagu-
KanbHbIX pecdopM, Kybr3M cTan BCTpamBaTbCA B TPAAULMIO, YYes OMbIT My3eeB, B KOHEYHOM

[ THE TRETYAKOV GALLERY #1" 2003

Bbypntokos, Kasumupa Marne-

Bnya, Mnuxanna JlaprnoHoBa

n Hartanbto loHuyapoBy Kah-

AVHCKWIA nNpurnawan Ha Bbl-

cTaBku B MioHxeHe. Hametu-

nocb onpejeneHHoe B3aMMo-

Jencteume 1 ¢ netepbyprckoi

rpynnon «Coto3 mMonogexn».

OpHaKko nx 0ObeAVHAN, KOHeYHOo, He Kybusm. na
3TWUX MacTepoB 3TOT «M3M» Kasasca Nouckom Hes-
JyX0BHbIM, YpOKOM (hopM, HO He Gonee.

[nA pycckmx XyAoXHUKOB cTosina 3ajada: 6onblue
y3HaTb cekpeToB B [Tapuke 1 NpUMUPUTB UX C NoMC-
KaMu CcaMOObITHOCTM, C BbIBECKOW, HApOAHOWN ur-
PYLUKOW, MKOHOW. TaK 4TO MMencs opToA0KCaNbHbIN
Ky6u3m un «epecu». OHU-TO, COBCTBEHHO, U NpUHeC-
N cnaBy PYCCKOM LKOJe aBaHrapAa, 0cobeHHo Kor-
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na B seno BMewanucb Onbra Po3aHoBa, AnekcaHgpa JKce-
Tep, Bnagumunp TatnnH n Kasumup Manesny. MimeHHo pyc-
CKas LWKona BbIMMAAUT Hanbonee BaXHOW cpeau Tex, KOTo-
pble nocnefoBany 3a ¢hpaHLy3CKON (a HeMeUKWIA MaTepu-
an 3Ty cMTyaumilo OTTeHAET BeCbMa KpacHopeunBo). Tak
yTo BbICTaBKa B [aHHOBepe 1 B MocKkBe nomoraeT NoHATb
cynb0Oy Kybmama B EBpone eLle pas, 1 KpaitHe HarnagHo.
YT1o06bI NpeacTaBUTL cebe BClo pasHULY NOAXOA0B K Ky6M3Mmy, gocTa-
TOYHO CPaBHUTb Mexay coboii ABa TeKCTa, a UMeHHO cTaTbilo «Ky-
6u3m» JaBuga bypnioka v kHury «O Kybusme» A. [nesa u XK. MeTcen-
xe. Ctatbs bypnioka nosBunack B 3HaMeHUTOM cHopHuKe «oLeyn-
Ha o6LLecTBEHHOMY BKYCY» 1 CTana LUMPOKO 13BecTHa. B To BpeMA Kak
CoYMHEeHMe (PpaHLy3CKNX XYA0XKHMKOB, NOSABMBLIEECA B PyCCKOM ne-
peeoge B 1913 rogy (He 6e3 nomMowm M. MaTioluMHa, BHECLIEro HeKo-
TOpble KOPPEKTVBbI B TEKCT), 6OMblLEe 0Ka3anoch HYXHbIM PYCCKUM
XYAOXHWUKAM, KOTOpble M3y4ann He TOSIbKO TEKCT, HO U CONpPOBOXAa-
towme ero nantoctpaumun. Mo MHeHuto bypntoka, Kybnsm Havan apy
«HOBOM XMBOMMUCUY, ANIA KOTOPO BaXHbl COOCTBEHHbIE Lienn, B nep-
BYIO ouepefb 3aHATUA «MIOCKOCTbIO» N «daxkTypon». ¥ U. Mawkosa
OH BMAWT «4yBCTBO apoMarta LiBeTa, A/INTeNbHOCTb LIBETOBOTO MOMEH-
Ta», y AnekcaHapbl JKCTep — «pacluvpeHme 0bblYHbIX METOA0B 1306~
pa)keHUA 1 BbIX0Z 3a npegenbl 2-X nsmepeHuninn, y lNetrpa KoHyanos-
CKOTO — «3pUTe/ibHYyI0 BECOMOCTb» U T.N. HeT COMHeHMA, 4To K TBOpYe-
CTBY BblOpaHHbIX UM MacTepoB MPUMEHAIOTCA XapaKTepUCTUKM, 3a-
MMCTBOBaHHbIe 13 NIeKCUKK yTypUCTOB.
XapaKTepHo, 4To MaHUGecTbl UTaNbAHCKUX (YTYPNCTOB MOCTOAHHO
npuUBIEKanu BHUMaHWe pycCKuXx «nesbix». B yactHocth, ke B 1910
rofly UTanbsHCKMi «MaHundbecT XyA0XKHUKOB-hYTypucToB» Gbin Nepe-
Be/leH BO BTOPOI KHWKKe obuiectBa «Coto3 Monoaexm», a 3aTeM no-
cneposanu apyrue. Mpu nHtepnpetauum kKHurm «O Kybrsme» Mnesa n
MeTceHXe ucnonb3oBanucb MAen coYnHeHus «Tertium organum»
M. YcneHckoro, o yeM npsamMo nucan MatowunH (c6. «Coto3 mMonoze-
xwu», Ne 3). bnarogapa 3ToMy BBOAWAWCb MOMEHTbI HE0OXOAMMOCTU
nepeaayn YyBCTBa BpeMeHu (0 KOTOpoM Kybram He nombiwnsi). Ca-
Ma BO3MOXHOCTb NOKa3a 0AHOro 06beKTa C pasHbIX TOUEK 3peHUA U1
coBMelLeHMA 3Toro HabnoaeHns npu n3obpaxeHnn (BbIBOA, KOTO-
pblIVi caenany KybucTbl Npy pacCMOTPEHMM HEKOTOPbIX HAaTIOPMOPTOB
CesaHHa) NpuBeno K NOHATUAM CMMybTaHM3Ma Y CUHXPOHM3MA, T.e.
K Kybu3Mmy, oboralleHHoMy onbiToM dyTypmsma. B 1912 rogy Jlapuo-
HOB Ha BbicTaBKe «Mup MCKycCTBa» NOKa3bIBAET NepBble «1y4ncTble
XONCTbI», @ B cbopHMKe «OcnunHbIA XBOCT U MULLIEHB» XYAOXKHUK My6-
NuKyeT MaHuecT «Jlyunsm 1 ByayLHUKINY, HenoCcpeaCTBEHHO YKasbl-
BasA Ha cBA3b ¢ dyTypnamom. Camu e aBTOpbl KHUMM «O Kybusme»

AyManu, Kak CKasaHo UMK B CaMOM HauvaJle, 4To UX MHTepecyeT «npobnemMa o6beMa B KapTUHey. rX UX BbICTaBKaXx CTaiau NoKa3blBaTbCA OTAENbl JeTCKOr0 PUCYHKa — NPAMOe yKa3aHue Ha HeoTped1eKTMPOBaHHOe, Ync-
CobcTBEHHO, B UMCTOM BUAe Teopus Kybrama B Poccun He coctosinack, Ha 4To xoTen o6paTuTb BHUMaHUe B TOe TBOpYecTBo. [lns HUX OKa3ancs LeHeH 1 npumMep BbiBecoK Huko MupacMaHuwsnam, Kotopble «oTKpbliv» B Tudnnce
cratbe «Kyomsm mnm Kykywmnam?» Anexkcangp benya B razete «Peub» o1 23 Hos6ps 1912 roaa. benya, KoTo- Kupunn n Ninba 3aaHeBnun n Muxaun Jle [lanTio, a B akcnosuumio «Muwwenn» B 1913 rogy Bkntoumn JlapnoHos.
pbIi HEOLHOKPATHO MoABeprajacaA HanagKkam GyTypucToB, TYT peLun BO3pasunTb Ha leKumio «4To Takoe Ky- Hameuanucb nonbiTKW pa3Becty Mexay coboi OTAeNbHbIe €M3MbI», YNCIO KOTOPbIX,
6v3m» bypnioka, npounTaHHyto Ha Beyepe «Coto3a Monogexu» B netepbyprckom Tpouukom Teatpe. M Kak Hu CTOWUT 3aMeTUTb, MHOXUIOCb. [ToMMMO Ky6UCTOB U PyTYpUCTOB, O KOTOPbIX peLuunn AA3KCTEP
napafoKcanbHo, BO MHOrOM OKa3asics NpoHULIaTeNlbHee CBOEro OnnoHeHTa, MOKasbiBas, Y4To TOT «B Kybu3me BbICKa3aTbcA ToT e [asug Bypniok Bo Bpema «ractponeit» no tory Poccuu, nossu- is:s:‘:’;cﬂz“”" 1924
HUYEro He NOHAJ», He YBUAEN, YTO «Kyb6u3M B lNapuke ecTb HEYTO BbITEKAOLLEE CO CTPOrOW NocieA0BaTeb: ancek 1 nypuctbl (tTepmmH C. bobpoea B 1912 r), n cumynstaHucTbl, U opducTbl
HOCTbIO M3 ANIMHHOIO PsAA NPeALecTBYOLWMX ABNEHUIA» U ANA Hero xapakTepeH «kynst JlyBpa». U TyT xe ro- (B Poccun «opdeunctbi»), n «Bceku» (loHuapoBa, JlapuoHos, 3aaHeBnun, Jle [aHTio) CL‘;’;::C';:?AEXTER
BOPMUT, 4TO PyCCKMEe HOBeWLWMeE XYLOXKHNKM CTPEMATCA «Ha AHOY, FAe KHayHeTCA HOBOEe TBOPYECTBO M HOBOE W, HaKoHel, Ky6odyTypuctbl. TepMuHONornyeckn KybodyTtypusm, B BUAY TOFO YTO 0il on canvas
BOCXOXAeHue». [la OHO TaM, AeCTBUTENBHO, M Ha4anoch, Tak Kak obpaTuBLUMecs B HOBYIO Bepy MacTepa pe- caM TepMUH BbiN AOCTaTOYHO KpaCHOPeYMB, COBPEMEHHUKaMMN He onpeaensncs, Ho
LIWAM NOMTU K TOMY, 4TOObI AenaTb Bce CHayana, ¢ ocHoB. VX BM3yanbHas KynbTypa ¢popMupoBanach Ha npu- NoA HMUM MOHMMaNoCh To, YTO 3T0 GbiN Ky6M3M B 3noxy GyTypm3Ma, Kybrsm ¢ npume-

Mepax BbIBECOK, JIyOKOB, HAPOAHOM UFPYLLKW, peKiame B razeTax v xypHanax. CUMATOMaT1yHo, 4To Npy MHO- cbto hyTypucTUYECKUX npremoB. MIMeHHO Ha TaKoli ocHoBe chopMMpoBanoch TBOP-

40 TPETbAKOBCKAS TANEPES THE TRETYAKOV GALLERY #1' 2003 BOMPOCHI TEOPUN THEORY 41



B.TATAVH yectBo PosaHoBoii, 3kcrep, Tat-
+1<3T6ppenbe¢ nvHa u ManeBuya. A B uucne Tex,
Viadimir TATLIN KTO onpejensan «3CTeTUYECKYI
Counter Relief noroay» B XyAOXXECTBEHHOM Kau-
1916 maTe EBponbl, ocobeHHO 3Haunnu
«Be4yHbIi» [Mukacco, [enoHs u
;)}J;:)L(iapr.. 1917 Jlexxe. YMepeHHble KybucTbl B TOM
Xoner, macno. e Mapuxke, 6yab To Te xe [Me3 u
129x193 MeTceHxe, UMenu 3HaYeHue Ans
ET;;:TSd ::?fR TaKUX e CYMEpPEHHbIX» U 13 Apy-
Oil on canvas. rmMx cTtpaH (TBopyecTtBo bpaka
129 by 193 cm 3HanM HaMmHoro xyxe). Mukacco
BCe BpeMsa oO6HoBnANCs, 6bin npu-
POXAEHHbIM 3KCMepuMMeHTaTo-
poM. [lenoHs n Jlexe cospanmu
cobcTBEHHbIE CUCTEMbI, CyLLecT-
BylOLWMe napannenbHo Kyb6usmy
lNMnkacco 1 nepeknuKatwwmecs
B HEKOTOPbIX CBOMX YCTaHOBKaXx
¢ pyTypnsmMom.
Ons Ky6usma, Kak 1 ana GyTypmsMa, BbICLIMMU FOfaMMU NMOAB-
ema asunmcb 1909-1912 rogbl, a rogbl BOMHbI HaHeCAN Cy-
LeCTBEHHbIV YPOH 3TUM ABYM «n3mam». Kybusm, nepepoxaa-
ACb, CTaN yXoAUTb B npounoe, a pytypmsm nowen B Utanum n
B Poccumn Ha cnyx0by nonutuke. «XKecTkuii nnog Kybusman,
KaK Bblpaxajncb KpUTUKW, Aan nociegHue scxoabl B 1920-e
roabl. B Mapuke 3To GbIIO onpesfeneHo KOMMepYecKon aes-
TeNIbHOCTbIO HEKOTOPbIX ranepei, a TaKXe W pAA YacTHbIX
LUKO B3AJ1 B OCHOBY MpenojaBaTte/ibCKO MeTobl M0 NOCTPoO-
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eHuto dopM Npu NomoLym reomert-
pu3aunun. o cyTn cBoen, oHa Ha-
NPAMYI0 NepeKNMKanacb ¢ aKage-
MWYeCcKoW, C ee NpoONopuuaAMU U
mMoAenupoBKkamu. Takoi «yuyeb-
Hbl1 Ky6U3M» monyunn pacnpocTt-
paHeHue n B Poccun (Ha BbicTaB-
ke B [T ecTb cneuunanbHbI pas-
Aen, KoTopbI oTcyTcTBOBanN B [aH-
HoBepe).

Banepuii TypyuH

PS. BbictaBka «CUBISME, KY-
B/3M, KUBISMUS», oTKpbiBLWascs
4 ceHTAOPA HblHelWwHero roga B 3a-
nax locynapctBeHHol TpeTbAKoB-
CKOW ranepeun, ABASAETCA YHWUKaNb-
HOW MO CBOEMYy COCTaBy, Ha Hel
npeacrasneHo 120 npousseneHui
n3 cobpanusa T 4 nonotHa u3
konnekunn FTMUN nm. A. C. Mywku-
Ha, 53 paboTbl n3 Myzees OpaHuun
n lepmaHun.

Comprising about 170 paintings, drawings and prints, including out-
standing works on loan from many of Europe's most imporfant museums,
the exhibitions impressively visualize the interaction between Russian
Cubism and the predominantly French Cubist movement in Western

Europe. Thus, following its significant exhibition of Italian Futurism in

2001, the Sprengel Museum in Hannover and the Tretyakov Gallery in
Moscow documented, in the equally comprehensive exhibitions, a further
international artistic movement of the beginning of the 20th century. As
the first modern art movement of the 20th century in Western Europe,

Cubism immediately became known through such famous artists as

also in Germany. Confrontation with early
Cubism as a movement that waived realistic

Pablo Picasso, Georges Braque and Juan Gris, above all in Russia, but
.
] . . . depiction and divided the subject matter into

CUBISME = Aubh3b = KUBISMUS. AN ARTIS-
TIC MOVEMENT IN EUROPE, 1906- 1926 -
THIS IS THE TITLE UNDER WHICH THE
SPRENGEL MUSEUM IN HANNOVER AND
THE STATE TRETYAKOV GALLERY IN
MOSCOW MOUNTED AN EXTRAORDINARY
COLLABORATIVE EXHIBITION.

geometrical, primarily cubic shapes decisively

triggered the development of avant-garde ways
of thinking in Russia and resulted in the abstract move-
ments of Suprematism and Constructivism and, ulti-
mately, in a return to representational principles.
The famous Russian collector Sergei I. Shchukin purchased his first
Cubist Picasso (Woman with Fan, 1908) in September 1908 and fook
it back with him to Moscow. Many other Cubist works, both by Picas-
so and by Braque, followed soon after. Around the same time, anoth-
er Moscow collector, Ivan Morozov, was also collecting works by
Picasso. Shchukin opened his Moscow villa o the public in 1909 and
was very soon exhibiting the works of Cubist artists reqularly. Many
Moscow artists, including Mikhail Larionov and Natalia Goncharova,
David Burliuk, Kazimir Malevich, lvan Kliun, Vladimir Tatlin and Vasily
Kandinsky were first intfroduced to French Cubism through these
exhibitions.
It was primarily the German artists Franz

Marc and August Macke who, through their close connections with French artists, and especially with Robert and Sonia
Delaunay, introduced Cubism info the Rhineland, where it was embraced by many artists. The active involvement of art gal-
leries - Herwarth Walden's "Der Sturm" in Berlin, for example - also contributed to the rapidly growing popularity of Cubism

among German artists.

In the Hannover-Moscow exhibitions, principal works of early Cubism from collections in Western

Europe, including a large selection from the Sprengel Museum's own collection, as well as those works

from the Shchukin and Morozov collections which are now kept at museums in Moscow and St. Peters-

burg, enter into a dialogue with works of Russian Cubism from the collection of the Tretyakov Gallery.

This confrontation reveals aspects to which little thought has hitherto been given, such as the close

connections that existed between the artists of Eastern and Western Europe and those characteristics

which they shared in the development of modernism and which constituted an important basis for the
subsequent development of modern movements in 20th century art in Russia.
The exhibitions visualize these aspects with reference to a whole complex of themes: Ana-
lytical Cubism and the influence of the early Cubist works of Picasso on Russian artists (Goncharova, Tatlin, Popova,
Lentulov) have just as significant a part to play as the difference in the ways French artists (Leger, Delaunay) and their
Russian counterparts (Ekster, Kuprin, Lentulov) approached the theme of the "City". The form-fracturing principles of
the still lifes of Picasso, Braque and Leger and the publicity aesthetic of the still lifes of such Russian Cubists as Udalt-
zova, Rozanova and Kliun are brought into relation with the development of Synthetic Cubism (Picasso, Braque, Male-
vich, Morgunov) and the phenomenon of Russian Cubo-Futurism. A further aspect is Cubism's strong tendency
towards three-dimensionality, expressed both in reliefs and in freestanding sculptures (Tatlin, Kliun, Popova). Last but
noft least, both the exhibitions document not only the radical further development of the Cubist style in Russia into
the pure geometrical abstraction of Suprematism and Constructivism (Malevich, Rodchenko, Rozanova, Kliun) but
also the ultimate return to the representational principles during the 1920s (Picasso, Leger, Klee, Malevich, Gon-

charova, Stepanova).
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rOrONEBCKUM MUP FNASAMHU LUATANA

B Hacnepum Bennkoro XyAOXHUKa BapKa carana oco6oe MecTo 3aHMMalOT TP MOHYMEeHTaJibHbIX LUKJIA, UCNon- =

HeHHble Mo 3aKa3aM ¢paHLy3CKoro MapwaHa v usaaTtens AmM6pyasa Bonnapa. Baunnas ¢ 1923 roaa u ao BTO-

Wpait enlins Tosiofr o fesn' so” iasliss pyocasco sysercain
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poii MMPOBOM BOMHbI, CarajioM 6bIM HarpaBUpoOBaHbl Cepun uaNCTpauui K nosme B.B.lorona «<bepTBbie aywn», .

n36paHHbIM «<bacHAM» hadoHTeHa u Bubauun. Aaxkaana U3 Tpex KHUT, 6yay4un AyXOBHOW CBATbIHE CBOEro HapoAa,
KaK Obl 3HaMeHyeT UCTOYHUKMU, NUTABLUME UCKYCCTBO BUTEOCKOro MacTepa Ha NPOTAXKEHUM NOYTU CTONIETUA XKU3-

Hu. XXBJieHNe N0 MUMeHU «caran» B paBHOM CTENEHU NPUHAMIEKUT PYCCKOM, (PPaHLLy3CKOM, EBPENCKOM KyNIbTypaM,

Cc nopaauTeanoﬁ OpPraHU4HoOCTbIO OﬁbeAMHHH CTOJIb HEeCXO0Xune HalunoHaJibHble U XyAoXKeCTBeHHbIe TpaaguLlun.

MARC CHAGALL’'S ARTISTIC HERITAGE IS REALLY ILLUSTRI-

MARc cHAGALl OUS, DISTINGUISHED AND RENOWNED, AND THESE ARE NOT
ANIMATES GOGUL!S "DEAD su . MERE WORDS. BUT STILL SOME OF HIS CREATIVE RESULTS
UI-s ARE ABSOLUTELY NOTABLE. CHAGALL'S THREE GRAPHIC

CYCLES, MADE BY THE ORDER OF THE FRENCH MARCHAND, ART DEALER AND PUBLISHER AMBROISE

VOLLARD STAND APART FROM ALL CHAGALL'S CREATIVE ACTIVITY, SPARKLING LIKE THE THREE GREAT
DIAMONDS FACETED BY THE ARTIST'S KEEN SIGHT, HIS STRONG AND STEADY HAND HOLDING A DRY

POINT OR A NEEDLE.

Amb6pya3 Bonnap, KpecTHbIli 0Tel, MHOMMX BblAAOLWMNXCA Mac-
TepoB HOBeWlEero BpeMeHW, Obil MHULMATOPOM npuMeya-
TeNIbHOMO Ha4YMHaHWA B €BPOMeNCKON XyL0XKeCTBEHHOW Kyb-
Type. MapuKcKuii ranepeilmnK pewwmn He ToNbKO KOTeKLMNOo-
HUPOBAaTb KapTWHbI, HO U BbIMyCKaTb KHUMM C WANOCTpaLmna-
MW, crieumnanbHO CO3A4aHHbIMU NO ero 3aKasy XuBonucuamu-
COBpeMeHHMKaMM - UMeHHO X1BonucLuaMu, a He npodeccuno-
HanbHbIMW rpaduKkamm-unntocTpatopamu. B nonHom cootset-
CTBUU C YCTPEMNEHUAMYU 3Moxu pybexa BeKOB K CUHTE3Y Uc-
KYCCTB OH 3ajlyMan BbI3BaTb K XWU3HW e4UHbIA XyA0XKeCTBeH-
Hbl/i OopraHu3mM, conpsrasBwmnii 06pa3 1 cnoBo. Tak BO3HUK
YHUKaNbHbIN BWUA MCKYCCTBa, NOJyYMBLUMIA OMpeaeneHue
«livre de peintre».

CBoeobOpa3sHbiM MaMATHUKOM BEIMKOMY JtobuTento wmc-
KycCTBa CTain Ha3BaHWA LMKIOB rpauMyeckux 3cTaMnoB -
TaK Ha3biBaeMble «BOJIAPOBCKUE CHOUTLI», UCMONHEHHbIE
Xopxem Pyo, Mabno MNMukacco n Mapkom LWaranom. B cepum
otopToB K «MepTBbIiM gywam» Lllaran TakKe Halesn BO3MOX-
HOCTb YBEKOBEUUTb MApPUKCKOIo MeLieHaTa, 6e3 KoToporo ui-
NOCTPaLMM He NOABUNUCH Obl Ha CBET.

B BbIGope nuTepaTypHOil nepBoocHoBbI Bonnap npepo-
CTaBnAN MoaHy cBo6OAY — XYAOKHUKM B BONbLIMHCTBE Cly-
YyaeB WIOCTPUPOBANM YTO XOTENN U KaK XoTenun. TBopueckue

s HAWW TYBNUWKALWN

Since 1923 and up to the years of the Second World War Cha-
gall engraved series of the illustrations to N.Gogol's "Dead
Souls", to the selected La Fontaine fables and to the Bible. Each
of the three books being a national spiritual symbol indicates
the sources, stimulating creativity of the Master from Vitebsk
during almost one hundred years of his lifespan.

The phenomenon named "Chagall” belongs - equally - to
the Russian, French and Jewish cultures, easily melting so dif-
ferent cultural traditions into ONE.

Ambroise Vollard - the godfather of many a great artist of
the modern era - initiated some new trends in the European
artistic world. This Parisian art dealer once came to the deci-
sion that it is worthy not only to collect pieces of visual art but
also to publish books illustrated by contemporary prominent
painters and not by professional book-illustrators. This decision
of his corresponded to the new movements marking the turn of
the centuries, namely, to synthesize and bring together differ-
ent kinds of art. Thus he combined visual and verbal compo-
nents, creating and animating a united artistic organism, which
was defined as "Livre de peintre".

The "Vollard Suites”" made by Georges Rouault, Pablo
Picasso and Mark Chagall became - we can call them so - the
"monuments" fo the great French amateur of arts.
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M.LWATAJ. LLiseiiuap He nyckaeT Ynumnkosa K rybepHatopy. 1927
Ocopr. 38x28

Marc CHAGALL. The porter does not admit Chichikov. 1927
Etching. 38 by 28 cm

amMbuuMKn n3aatensa 3aKal4anmcb B TOM, 4Tobbl JOOUTbLCA co-
BepLIEHHOro noanrpadryecKoro NCMoIHeHUA: OH OTbICKMBa
npeKpacHble CTapMHHble WPUPTbI, ANA KaXKAOW KHUMM N0 ero
3aKa3aM oTauBanacb bymara ¢ BOAAHbIMY 3HaKaMW Ha3BaHMA,
caMble npocfiaB/ieHHble MacTepa-peMec/ieHHVKN U3roTaBau-
Ba/iv nepennietbl U Nanku, W, HaKoHeL, Nyywne nevyaTHUKM B
Mapwxe noa ero HeycbiNHbIM HabMOAEHVEM MeyaTanu u3ga-
HUA - TUPaX He NpeBblLla BO3MOXHOCTEN OPUrMHaNbHbIX aB-
TOPCKUX QOopM.

WTak, B snBape 1926 roaa LWaran 3aBepwwun cBoto pabo-
Ty Hag oopTamMm K roronieBCcKuUM «MepTBbIM aywam». Benukun
XuBonuceLl, y>ke 0OCeHeHHbIN 1 eBPONenCcKOoNn, 1 MMPOBOW cna-
BOI, Tpe3Bo oTAaBas cebe OTYET B TOM, UTO HA POJIMHE €ro Kak
XYLOXHMKA He 3HalOT, He LeHAT. [opbKue HOTbl NpoCcKanb3biBa-
0T BO MHOTMX €ro nocnaHmax: «<Moun KapTuHblI N0 BCeMy MUpY
pasownuck, a B Poccuu, BepHO, 1 He fyMaloT 1 He MHTepeco-
BanMCb MoeW BbicTaBKoW. 1 ana dpaHu<y3CKux> unsg<are-
nen> KHUTY lenato, a pyccKUM Mos paboTa He HyXHa... TaK ro-
abl yxoaaT. [laxxe «Meptebie gywmn» B Poccuio He nonagyr. lNo-
TOMy 4TO BCe NoA pacnucKy» (aekabpb 1926 - auBapb 1927).

lWarany, TockoBaBweMy no Poccuun, 6bin0 TPYAHO CMU-
pUTbCA C TaKUM OTHOLIEHWNEM, 1, He 6e3 croxHocTeln J00bIB Y
Bonnapa nonHbIi KOpnyc MANOCTpaLmiA, OH Mo COOCTBEHHOMN
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In his series of engravings to Gogol's "Dead Souls" Chagall
manages fo find a very intricate way to commemorate the
Parisian marchand, whose initiative and activity stimulated the
labours and "gave birth" to his illustrations.

Vollard gave a free hand fo the painters - it was their
choice what and how to illustrate. As for him... Vollard concen-
trated his efforts on the perfect realization of each project. He
looked for the best hand-made paper with the water-signs of
the title of the book. He tried to find old types. He turned fo the
most skillful binders, card-board folder makers and printers.
The best printing house in Paris issued his "livre de peintre" in
his presence and under his supervision. The number of copies
was limited - no more than the form allowed to make original
prints.

So, in January 1926 Marc Chagall finished his work - the
whole corpus of the "Dead Souls" was ready. At that time Chagall
got European and world recognition - though he was painfully
aware of the fact that he was unknown and unrecognized in
Russia. Bitter was the intonation of his letters to the few Russ-
ian friends: "My pictures are all over the world, and in Russia
nobody is interested in my exhibition. I'm doing books for the
French publishers, but the Russians are completely indifferent
for my work... Years are passing by, but even the "Dead Souls"
will not reach Russia. Because everything is registered” (Decem-
ber, 1926 - January, 1927). Chagall who was missing his Mother-
land could not take such an attitude to him as normal. Thus he
made Vollard give him a full corpus of illustrations and donated
a complete series of dry-point engravings to the Tretyakov
Gallery with the following emotional words: "I donate the series
of 96 engravings, made in Paris in 1923 - 1925 fo Gogol's
"Dead Souls" by the order of the French publisher Ambroise Vol-
lard to the Tretyakov Gallery with all my love of the Russian
painter fo his homeland. Paris, 1927. Marc Chagall."

Chagall engraved not only 96 subjects but also 11 tables
to the "Dead Souls". But by 1939 - the year of Vollard's death -
Chagall's books were not published yet. They were published
almost a decade later by Parisian publisher Eugene Teriade,
who was no less enthusiastic about the "livre de peintre" than
his predecessor and teacher Vollard. The special hand-made
paper with the water-signs "Les Ames Mortes" was made. The
text was printed by the type "Antiqua Royal", cast in the reign
of Louis XIV - Vollard managed to find it in the former Royal
Printing House, which now exists under the name of
"Imprimerie National" - the only printing house where the "livre
de peintre" were issued.

The number of copies was 368, enumerated and signed by
the painter. The book was kept in the two folders - the two non
bounded volumes under the cover set in one case. The printing
process was completed by the "Imprimerie National" on the
28th of October, 1948.

Now just a few words on the peculiarity of Chagall’s "Dead
Souls" as compared to the other Vollard's printed books. Among
the published and unpublished "livre de peintre" Gogol's poem
is the only book by a Russian author - a complete stranger in
the company of the French and antique men of letters. "Dead

nHMUMaTuBe nogapun ero TpeTbAKOBCKOWM ranepee. Ha nep-
BOM octopTe Oblia cienaHa KpacHopeurBasa Haanuck: «[apto
TpeTbsAKOBCKOI ranepee co BCeill Moei N0OOBbLIO pyccKoro
XYAOXHWKA K CBOeN poaunHe 3Ty ceputo 96 rpastop, caenaH-
HbiX MHot B 1923-1925 rogax kK MeptBbiM gywam lorons
ans msnatena Ambrois Vollard B Mapuxe. Mapwx 1927 Mapk
LWaran».

Lnkn unnoctpaunii K «MepTBbIM Ayluam», BbIpOCLWIUIA C
nepBOHayYaNbHO 3aAyMaHHbIX 75 cioxeToB Ao 96, 6bin co3aaH
Waranom B 1923-1925 rogax, a 3ateM UM Obinn HarpaBupo-
BaHbl 3aCTaBKWN U OfMHHaALATb Tabnuu,

K momeHTy cMepTn Bonnapa B 1939 roay 13 3akasaHHbIX
UM NATbAECAT OAHON KHUMN BbIM BbIMyLLEeHbl ABaALATh CEMb:
waranoBcKkue paboTbl B UX YACIO HE BXOAMIN.

MHoroctpaganbHble KHUrn Mapka LWarana Beinyctun B
CBeT NapuXcKuil nsgatenb ke Tepuag, cTonb e Ge3saser-
HO NpefaHHbIf cBoeMy Aeny, Kak 1 Bonnap, Ho 6onee 3Hepruy-
HbIV 1 NpeanpuMMYMBLIN. Mo cyTn aena, oH CKpynynes3Ho pea-
NN30BaN NPOEKTbl CBOEro NpejllecTBEHHMKA M y4uTens: npu
ny6AMKauMmM WaranoBCKUX M3aaHuid Obliv cobntoaeHbl Bce
Tpaauumn BonnaposcKux «livre de peintre». lna roronesckoi
nosmbl Obla oTIMTa BymMara ¢ BoAAHbIMY 3HaKaMm «Les Ames
Mortes»; TekcT 6bin HabpaH wpupToM «KoponeBckana aHTUK-
Ba», MepBOHavyanbHO HarpasupoBaHHbIM npu Jliogosuke XIV -
€ro MoJIHyl0 rapHUTYPY YAaNoCb HeKoraa oTbickaTb Bonnapy B
obiBlwelt KoponeecKkoii Tunorpaduu, 4To CylecTByeT 1 MoHbI-
He nog uMeHeM Imprimerie Nationale (®PpaHuy3ckoii Hauno-
HanbHOM TUMorpaduu); ToNnbKo 34ecb M nevatanuch «livre de
peintre».

Tupax «MepTBbIX Ayw», onybanKoBaHHbIX Tepuagom, co-
ctaBun 368 3K3eMnIAPOB, HYMEpPOBAHHbIX U MOAMMCAHHbIX XY-
poxHuKoM. [pn noarotoBke nsganua Laran BHOBb Boccosgan
yTpayeHHble 0AVMHHAALATb 3acTaBOK ¢ UHUUManamu. Kuura lo-
roJisi C WarajaoBCKMMK ochopTaMu pasMecTuiach B AByX HecOpo-
LWIOPOBaHHbIX TOMax B 06/10XKKax, nepenieTHbIX nankax u o6-
wem dytnsape'. MevataHve «MepTBbIX Aylw» OblIO 3aBepLUEHO
HaumoHanbHon Tnorpacduern 28 oktabps 1948 roaa.

Heckonbko cnoB o cBoeobpasuu waranoBckux «Mept-
BbIX JYLI» MO CPaBHEHMUIO C APYrMMU BOSIAPOBCKUMU KHUTa-
mu. Cpean ony6aMKoBaHHbIX U HeonybankoBaHHbIX «livre de
peintre» noama H.B.lorons - eagnHcTBEHHOE COYMHeHMe pyc-
CKOI nuTepaTypbl 1 BoobLUe KnaccrKa-uyKe3eMLa; ocTanbHbl-
MU M3AaHUAMU B 6ONbWIMHCTBE cBOeM Oblnn TBOpeHUA dpaH-
LY3CKMX MO3TOB M MPO3auKoB, paboTbl aHTUYHbIX aBTOPOB.
«MepTBble gywn» - cBoero poga aap Mapka larana ¢ppaHuys-
CKOI KyNbType, NOCKONbKY ero obpalueHre K TBOPYECTBY CO-
oTeyecTBEHHMKa MHCMMPUPOBAN0 NepBblii NOJHbINA NepeBoA
3HaMEeHMTOro pyccKoro pomaHa.

laranoBcKkre «MepTBble fylUn» BbIAENANNCD OPUTUHANb-
HOCTbIO, KOJIOPUTHOCTbIO cpeau BonnapoBckux «livre de pein-

M.LLATAJI. Caenka (CoGakeBuy npogaer Ynumkosy MepTebie aywn). 1927
Ocoprt. 28x38

Marc CHAGALL. Chichikov and Sobakevich talk about business. 1927
Etching. 28 by 38 cm

Souls" might be regarded as a kind of a precious present made
by Chagall - his invaluable donation to the French culture,
because it inspired the full translation of this classical Russian
piece of literature into French.

And the more - Chagall’s illustrations are marked by their
absolute originality and extraordinate vitality. It should be also
noted that this is the only illustrated cycle accompanying a pro-
longed, multidimensional crowded narration with a great num-
ber of historical facts, everyday life details, earthly remarks and
trifles. And this artistic experience appeared to be unique in
Chagall's creative activity. Never again would he have such
work as an illustrator of the Russian classical literature.

Chagall's dry-point engravings to the "Dead Souls" first
seemed to his contemporaries terribly bold, no less fantastical-
ly daring as Meyerhold’s stage version of Gogol's "The Govern-
ment Inspector”. Both the illustrations and the performance
were negatively, if not to say, highly negatively received even by
the best educated, well-read public. But the attitudes later
changed to the positive, as if fo confirm Adrei Belyi (the "open-
er" of the "new Gogol") words: "We are taught fo love the artist
by the aftitude of another artist to him".

Which Gogol does Chagall love and teach us to love? And
why are "Dead Souls" so mysterious and sophisticated? Why
are they so plausible and vivid for the contemporary readers?

Gogol's great and really popular - vox populi - vox dei -
poem breaks all the rules and at the same time forms its own
ones. The language itself becomes one of the heroes of the
poem, and probably, the main one. Catharsis is reached through
the harmonious combinations of the low earthly and the heav-
enly spiritual elements of being, through mixture of bitter and
noble laughter and bitter and noble tears.

The whole of the XX century is marked by the cognition of
all the complexity of the attitudes, phenomena and behavior of
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M.LLATAJ1. BecnawnopTHbI Nepes KanuTaHOM-UcnpaBHUKOM (PaccyxaeHna Ynunkosa).
1927. Odopr. 38,2x28

Marc CHAGALL. The runaway serf and the police officer. 1927
Etching. 38,2 by 28 cm

the people that stimulates and encourages spiritual movements
and development of human beings. Falk laughter and festive
culture - such are the terms introduced by Mikhail Bakhtin, the
first fo reveal this fundamental element of human civilization.
Bakhtin developed and based his theories on the analysis
of the literature, on verbal genre. Once revealed and realized in
cognitive categories, people’s life impulse filled with its special
carnival forms of the laws of man’s life found its visual imple-
mentation in Marc Chagall’'s art. The artist and the scientist -
both opened new spiritual horizons for the XX century - lived in
one and the same medium and one and the same place in the
early 1920s: Bakhtin worked as a school teacher in Vitebsk,
then he taught in conservatory and was a member of the staff
of the government Department of Education in Vitebsk where
Chagall worked at that time too. Vitebsk - this world known lit-
tle fown in Belorussia - was probably the only provincial town
visited by Gogol. The great Russian writer was not once criti-
cized for not knowing the real life of the Russian province. It
was "registered” that Gogol spent half a day in December 1828
in Vitebsk... This fact - though very discouraging - might
explain the reason to mention two Russian peasants making
remarks on the wheel of Chichikov's carriage. Usually every-
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tre» ewe 1 NOTOMY, 4TO 3TO OblN €AUHCTBEHHbIN UANOCTPaLN-
OHHbIM UWMKJ, COMNPOBOXAABIINA AJNTeNIbHOe, MHOMOMepHOoe,
CIOXXETHO pa3BeTB/IEHHOe NOBECTBOBAHME CO MHOXECTBOM MC-
TOpPUYECKUX peanuii, ByAHUYHBIX, 3a3eMJIeHHbIX OKOJINYHOC-
Tell n nogpobHocTelt, - Toro, 4To oroib HasbiBa «npo3anyec-
KM CyLLeCTBEHHbIM APA3rOM XKU3HUY.

CoBepweHHO ocoboe nonoxkeHue 3aHUManu odopTbl K
«MepTBbIM aywam» B uckycctBe camoro Mapka Warana: Hu-
Korga Gonblue He NpUWIoCh eMy 06paTUTbCA K CTONb 06Ub-
HOMY, 0GLIMPHOMY UTOCTPUPOBAHMIO PYCCKOM KaCCUKM.

OpHako nuWb NONHOe NorpyXeHue B rorofeBCKUn Mup,
3aHABWee roabl U rogbl B 6uorpadum Larana, npueeno K
POXAEHUIO XY[AO0XECTBEHHOIO SABJEHUA, MHOTFOC/JOMHOCTb U
60raTCcTBO KOTOPOro OKa3aaucb COMNOCTaBMMbI ¢ MacwTabamu
6eccMepTHON pOCCUINCKON KHUTN.

Laranosckne ogoptbl K «MepTBbIM Aywam» (1 Menep-
X0nbA0BCKas noctaHoBKa «PeBun3opa», 1926) kasanuck noHa-
yany aHTaCTUYeCKN Aep3KUMU — UANOCTPaLMK ¢ HerojoBa-
HWeM OblIM BOCNIPUHATLI JaXe 04eHb YMHbIMUK, 06pa3oBaHHbI-
MU, TOHKUMK ntogbmMn. OAHAKO B NepcrneKTUBE BPEMEHU TOMb-
Ko noaTteeppmnack npaBota AHgpea benoro, ogHoro ns ot-
KpbiBaTenen «Hosoro loronsA», ckasasLero no nosojy menep-
XOJIbLOBCKOWM NMOCTAaHOBKMU: «..II0OUTb XyAOXKHUKA Mbl Yy4MMCA
Ha Nto6BY K HeEMY XYAOXKHUKA XKe»,

Kakoro e lorona yunt ntobutb Laran? Moyemy Tak MHo-
ro 3arafioK u cnoxHocrein B «MepTBbix gywax»? U noyemy Tak
HeyMONIMMO XWUBbl OHU AJiIA COBPEMEHHOro Yntartena?

TeopuecTtBo lorons BbIXOAWT 32 paMKN MHAUBUAYANbHOMO
aKTa, eMy BblMNana Tparmyecku-cyactamean cyabba 6biTb noa-
JIMHHBIM Bblpa3uTeNnieM HapoAHoro co3HaHuA. Owywas ceow
HeOblBaNbIi fap «03MpaTb BCO TPOMAHO-HecyLlylCs
KU3HbY, McaTesb CTPEMUICA «NoKa3aTb XoTA Obl ¢ ogHoro 60-
Ky Bcto Pycb». C 3nmyeckoil MoLibi0 BOMJOTUSI OH B CBOEMN
rPaHAMO3HOWN MO3Me KapTUHY MWPO3AaHus, rae YnMumkoBs u
MpuUCHbIe - cOCTaBHble, HeobxoanMble 3neMeHTbl. B nadoce u
novcTnHe 60XecTBeHHOW Maruu cnosa lorons Ha Hawmx rna-
3ax MPOUCXOAUT ouuweHue, obHOBJIeHMe, BOCCTaHOBMeHMeE
nonnupaemMoin MeNoYHbIM B3J0POM rapMoHum ObiTuA. bbiTus, ¢
KOTOpPbIM MyCTble OrpaHUYeHHble repon HepacTopKumbl — He3
HUX HEBO3MOXHO OCYyLeCTBAeHWe 3TOM FrapMOHUK, KaTapcuc
cBepluaeTca yepes npeofosieHne NoWwaoCTH, HAUYTOXKECTBA Bbl-
COKNM CMeXOM U BbICOKUMU cnesamu.

Ha npoTtaxeHnn Bcero XX BeKa NpoMCcxXoauT NOCTMXKEHNe
TON BENMKOW CUCTEMbl B3rNAL0B, NpeAcTaBieHUN, ABNEHUN,
yto obecneymBana n obecneyrBaeTt AyXoBHOe ABMXKEHUE, pas-
BUTUE poja NojcKoro. HapoaHo cMexoBOWM KynbTypow, Ha-
pPOAHO-Npa3AHUYHON KynbTypoli Ha3Ban ee M.M.baxTuH, nep-
BOOTKpbIBaTe/b 3ToN ¢yHAaMeHTanbHOW OCHOBbI YesioBeyec-
KOV uMBUAMN3aLUN.

baxTuH co3paBan cBOWM TeOpwuM, ONUPascCb Ha aHaau3
npou3BefeHUI CNOBECHOTO XaHpa; YyBUAEHHAA U 0CO3HaHHasnA
UM B MOHATUNHbBIX KaTEropmMaX CTUXMA HAPOLHOW XU3HU C ee
ocobbIMK, KapHaBann30BaHHbIMKU (HOPMaMK OCMbICNEHUA 3a-
KOHOB 4esnoBeyeckoro 6bITUA obpena njacTMyeckoe BOMO-
weHne B nckycctse Mapka Llarana. XyaoxHWK 1 yuyeHbli, TaK

MHOr0 cnoco6CcTBOBaBLLME BO3SHUKHOBEHMWIO HOBbIX AYXOBHbIX
rOPM30HTOB Hallero CTONeTUs, Abllanm KOAHUM BO3AYXOMY» —
no Bone cyabbbl U B NPAMOM CMbIC/ie 3TOro cnoBa: baxTuH
npenogasan B Hayane 1920-x rofoB B 04HOWN U3 BUTEBCKMX
LWKoO/, 3aTeM B KOHcepBaTopuu U Obli COTPYAHUKOM TOrO Xe
rybepHckoro oTaena HapogHoro obpasoBaHuA B Butebcke,
yto B 1918-1920 ropax v LWaran.

TpyaHO yAepKaTbCA OT «IMPUYECKOr0 OTCTYNJIEHUA» O PO~
nn HeobBblKHOBeHHOro ropoaa benoit Pycu B %u13HU Tpex Be-
JINKKX NIIOfleil 0TeYeCTBEHHOMN KynbTypbl. ButebcK cTpaHHbIM,
uysecHbiM o6pa3om cBAszan umeHa Larana, forona, baxtuHa.
06Lwen3BecTHO, YTO 3HAUYMNA POAHON FOpos B cyabbe XyA0KHN-
Ka; 04HaKo M Ha TBOpYecTBO nucatena u gunocoda 3ToMy
YAMBUTENIbHOMY MecTy Ha 3emjle TaKXe [0BefoCb OKasaTb
CKPbITOE, HO CYyLLEeCTBEHHOE BIMAHME.

BpaxaebHo HacTpoeHHble K [oronto KpUTWMKK, ynpekas
ero B TOM, YTO peajibHOW MPOBMHLMMW NucaTtesb He 3Has, A0~
TOLWHO BbIYMCAANM, KOTAA U CKONIbKO BPeMeHU MpULLIIOCh eMy
NPOXMWTb B pOCCUIACKON rnyb6rHKe. O4HUM 13 KpaliHUX (HY»KHO
206aBUTb — HecnpaBeAnNBbIX) BbiCKa3blBaHUIN TaKOro poaa
Oblno yTBepXKAeHMe, 4To [oronb NPoBes BCEro NLWb HEMOJHbIN
AeHb B MPOBMHLMANbHOM ropoje, OXWAaA nepemMeHbl Nowwa-
Ael Ha nyTn n3 6narocnoBeHHoOW Manopoccun B cymMpayHblii
Metepbypr. Cnyunnocb 310 B Aekabpe 1828 roga, a ropoaom
okasancs Butebek... MoxeT ObiTb, 34ecb KpoeTcs pasrafka
nopasuTeNibHOro onpeAesneHns ABYX NepCcoHa)xem, paccyKaaB-
WKNX O LWaHCaX YNYMKOBCKOrO Koneca B MepBbiX CTPOKax no-
3Mbl - BHMMaTe/ilbHble 4YMTaTeNM BCerga CrnoTbiKaluUCb Ha
«[BYX PYCCKMX MyXWNKax», He MOHUMasA, KaKUMWN APYTUMN MOTYT
6bITb XUTENM MpoOBMHLMANbHOrO poccuiickoro ropoga NN?
OpHako ana Butebeka, rybepHcKoro ropoga B 4epTte oceanoc-
TW, TaKoe onpegeneHre ObiNo He TaKUM yx pebycoM...

daHTacmaropuyeckas KapTuHa peBO/OLMOHHOMO BuTeb-
CKa, YKPaLUEHHOrO LWaranoBCKUMM MaHHO C JIeTalowWwyMmn eBpes-
MU 1 3e/leHbIMM KO3aMK, 3aCbINaHHOro «CyrnpeMaTnyecKuM KOH-
tdettv» Kasmmupa ManeBuua, coctaBnsna NpuUBbIYHbIA (HOH
Xn3Hn baxTuHa, yexaBwero n3 Butebcka nuwb B 1924 roay.
KapHaBanusoBaHHble $opMbl GecrnowasHbiX nepeMeH, KpyTbix
C/IOMOB B 006LL,eCTBEHHOM ObITUV OH BUAEN BOOUNIO, MOCTOSIHHO...

Bo3Bpawaschk K LLarany, Hy>kHO NOAYEPKHYTb, 4TO MMEH-
HO OH nepBbIM B XX Beke 06Hapos0Ban Te rMybuHHbIe NAacThbl,
YTO NleXanu B OCHOBe roOrofieBCKOro TeopuyecTtsa. Bceobbem-
NIOWNIA WaranoBCKNIN rpoTeCK C ero BblCOYAMLLUMM MUPOCO-
3epuaTtefibHbIM CMbIC/IOM CTan U300pasnTeNlbHbIM aHanaoroMm
nosTuKe BenvKol noambl. OTcioga - ybeautenbHas n onpas-
JaHHaA o0 nociefHel 4epTOYKM HeBUAaHHasA cBobosa Bo B3a-
MMOOTHOLIEHUAX XYyAOXHUKa ¢ TeKkcTtoM. CBobopa, KoTopas
BOBJIEKAeT YMTaloLLero 3puTens, CMOTPALLEro YnTaTens B «30-
HYy KOHTaKTa» (BblpaxeHne baxTuHa), nenaa ero y4acTHMKOM
06pa3HO OCMbIC/IEHHO }U3HW, KAPTUHBI ObITUA.

Ho o6patumes kK rnaBHoMy nepcoHaxy - lNaeny ViBaHoBu-
4y Yumuumkosy. Ero noptpert co3aaetca [oronem HarHeTaeMbiMU

M.LLATAJ1. Xo3sicTBeHHbIn gBop Kopo6ouku. 1927. Odopt. 28x38
Marc CHAGALL. Mrs. Korobochka's yard. 1927. Etching. 28 by 38 cm

body is a little embarrassed by the necessity to mention two
Russian peasants, but for provincial Vitebsk being a Jewish
Pale, such a remark might seem more than reasonable. Thus
Vitebsk became the place for encounter of the three Russian
outstanding personalities: Chagall, Gogol and Bakhtin.

Phantasmagoric vision of revolutionary Vitebsk decorated
by Chagall’s panels with the flying Jews and green goats, with
Malevich’s "Suprematic confetti" pouring from the skies - all
these were only Bakhtin's everyday life. He constantly wit-
nessed carnavalized forms of radical social changes...

To come back to Chagall it is worth mentioning that he was
the first in the XX century to visualize and virtualize the hidden
layers of Gogol's verbal art. Chagall's grotesque with its perfect
and profound perception of life became the visual analogue to
the poetics of the great poem. That is the source of Chagall’s
absolute freedom in his interaction with the text. That freedom
which - according to Bakhtin - involves the reading observer
and the observing reader into the "contact zone", making him
(the reader-observer) an imaginative thinker, participating in
the process of being.

Now it is time to turn to the main hero - Pavel lvanovich
Chichikov. His description is full of uncertainties - everything
in him seems to be vague and subtle: "In the britchka sat a
gentleman who was neither handsome nor yet very plain in
his personal appearance, neither too stout nor too thin; it was
impossible to say that he was old, nor could he be called very
young. His arrival produced no commotion whatever in the
town, and was not signalized by anything in particular; though
two mouijiks who were standing at the door of a pot-house
opposite the inn, made some remarks, which had, however,
more reference to the equipage than to the person seated in
it. "Just look," said one of them to the other, "what a wheel that
is! What do you think? Will that wheel last as far as Moscow,
or not?"="0h! it will hold out," replied the other. "But it won't
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hold out as far as Kazan, | fancy?"—"It will not," returned the
other."

The only peculiar characteristic of his personality was that
he blew his nose too loudly, producing some specific sound
resembling that of a horn.

Apropos, this part of a human face attracted Gogol to such
an extent that he dedicated to the nose and its adventures a
short novel "The Nose". Gogol's particular concentration on the
nose might be connected with the laugh culture: this folk-
grotesque concept of the human body plays a vividly polyse-
mantic role. Chagall's Chichikov has no personal portraiture, no
particular image. He is different in a great number of the illus-
trations. But his nose, taking all possible configurations and liv-
ing his own independent - from his owner - life, makes this part
of his face bear all the special to the situation characteristics of
Chichikov's personality. The form of the nose indicates and
marks the situation in which his owner finds himself in this or
that moment of his adventurous enterprise. Thus when
Chichikov makes his appearance in town N, it is his nose that
arrives in town, as we see no face but a nose peeping out from
under the cap. In the conversation with Sobakevich the nose -
demonstrating Chichikov's nervousness - resembles a wrig-
gling trunk (etching "Chichikov and Sobakevich talk about busi-
ness"). The nose is almost absent in the profile outline when the

M.LLATAJ1. EnnsaBeta Bopo6eit. 1927. Odopt. 38x28,2
Marc CHAGALL. Yelizaveta Vorobey. 1927. Etching. 38 by 28,2 cm
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HeornpeAeNeHHOCTAMMU, BCe B repoe HeyloBMMO M YCKO/b3ato-
Le: «...He KpacaBeLl, HO U He AYPHOIN HAapY>XHOCTU, HU CJIULLKOM
TOJICT, HU CJIUILUKOM TOHOK; HeJlb35l CKa3aTb, YToObl cTap, ofiHa-
KO X U He Tak, 4Tob cauwKom Monon». EaMHcTBeHHan ApKas,
BrneyatmiAaoLwWwan n JoHeNb3A 3By4YHanA YyepTa: «..BbICMapKuBas-
cA YypesBblYallHO rpoMKo. HensBecTHO, Kak OH 3TO Aenas, HO
TOJIbKO HOC ero 3By4as Kak Tpybay.

STa BbljaloWancA YacTb YenoBeyecKoro nuua Boobule
CUJIbHO 3aHMMana BoobpaxeHue nucaTtens, ee HeBEPOATHbIM
MOXOXAEHUAM MOCBALLEHA 3HAaMeHUTas OTAeNlbHas NOBECTb.
Becbma obwupHas roroneBckasa «Hoconorua» obnapaer ove-
BMAHbIMM B3aVMOCBA3AMU CO CTUXMEN CMEeXOBOW KyNbTypbl,
rnyboKo yKopeHeHa B Heli: HApOAHO-TPOTECKOBAA KOHLenuuns
4YeNOBEYECKOro Tena 0TBOAUT HOCY BUAHYIO U MHOFOC/IOXHYHO
ponb. Y waranosckoro Ynumkosa HeT 0HO3HAYHOrO, NOPTpeT-
HO BblepXXaHHOTro 06/IMKa, OH BO BCeX WJIIIOCTPALMAX OYeHb
pasHbiii. [lepBeHcTBylOLWan, rocnojcTeylollan 4yepra ero
BHELUHOCTM — HOC BCEBO3MOXHbIX KOH(Urypauui, Beaywmun
CBOI CaMOYMHHYIO XWN3Hb: €ro o4epTaHWA BblABAAIT CUTya-
LMo, B KOTOPOI HaxoamTcs xo3auH. Tak, B odopTte «[pubbiTne
Yuumkoea» Ha Konece 6puukn B ropoa NN Bbeskaer, no cytu,
HOC B KapTy3e; U3BMBAeTCA OT BOJIHEHMA yNoAo06ieHHbI Xo-
60TKy Hoc YnumkoBa B WweKoTanBom pasrosope ¢ CobakeBu-
yem («Cpenka»); crnagMBLIMINCA HOC He HapyLiaeT MAaBHOro
npodunbHoro abpuca B pasfyBLIeMcsa OT CIaBOC0BUI «Groc-
Te» MNaBna MiBaHOBMYa, NaMATHUKOM BO3[BUTHYBLUEMCA Cpe-
An pykonnewyuwein Tonnel («<ban y rybepHaTtopa»), 3ato B rpa-
Blope «4MYMKOBY OTKa3bIBalOT OT JOMa» 3a0CTPEHHbIN, «Bypa-
TUHOBCKUI» HOC repoa HeoOblYalHO ANNHEH, cyxa OyKBanb-
HOI peanu3auuneit 06MxofHOM MeTaopbl «HATAHYAU HOCY.

lMpuMeyaTenbHO, YTO rorosieBCKas «HOCONOrUAY, YacTuy-
HO onupaBWascs Ha 0coOeHHOCTM ero cOOCTBEHHON HapyX-
HocTu, cnyxuT ans Lllarana cBoeo6pa3HbiM NOBOLOM ANiA BbI-
ABNEHNA CBOEN MNYHOWN NPUYACTHOCTU MUPY NO3MbI: BO HPOH-
TUCNUCEe KO BTOPOWM YacTU UMKAA XYAOXKHUK «3apn(pMOBbIBa-
eT» noptpet [oronAa n aBTOMOPTPET CXOAHbIMW, €OLHOrO MO~
KposA» HocaMu. JKcueHTpuYecKoe ynogobneHne aAByx npodu-
neii 3acTaBnsAeT OWYTUTb U POACTBEHHOCTb MMPOBOCMPUATUA,
N COOTHECEHHOCTb XWU3HEeHHbIX CUTyauuii: U nucaTenb, U Xy-
AOXHUK M3 «4y[HOTO, MPEKPaCcHOro Aasieka» AyXOBHbIMU 04a-
MU 3pAT 6oroTBOpMMYto Pycb C ee aHrenamu v TBapsMMm...

BeegeHune Laranom cobcTtBeHHOro M3obpaxeHua B U~
NOCTPALNOHHYIO CEpUI0 CNTYXKUT NNacTUYeCKOr aHanormen aB-
TOPCKOMY roiocy B poMaHe € €ro MUHTOHALMOHHbBIM 1 3MOLMO-
HaNbHbIM 6OraTCcTBOM - OT Madoca Ao cKopbu, OT TMPUKK A0
capkasma. lNog cobcTBeHHbIM MMeHeM Llaran npeacrtaer B
KOHLEe LMKNa, Ha oAMHHaALaTon Tabnuue: B npucytcTeum lo-
ronA oH nuwet noptpetr AM6pyasa Bonnapa, yBekoBeuuns Ta-
KMM 06pa3oM ponb n3gatens B BO3HWKHOBEHWW WAIOCTpa-
umin. Ewe oanH pas XyAoXHUK NOABAAETCA Nepes Yyntatenem B
rpaBlope «MyX1K nepej KanuTaH-UCNPaBHUKOMY, rae BHece-
HVe aBTOMOPTPETHbIX YepT B 06pa3s «6ecnalunopTHOro» ABopo-
Boro yenoseka llonoBa M3 6Gernbix MOWKUHCKUX KpenocT-
HbIX 3acTaBnseT BCMOMHUTb Buorpacduio camoro Larana, B
loHOLeCKne rogbl uelwero B Metepbypre nonyneranbHo, 6e3

«BMAA Ha XUTeNbCTBOY, He MoJsiaraBLIerocA eBpeAM M3 YepThbl
0CeanocTu (U OAHaXAbl eMy MpULINOCb-TaKW MpPOBeCTU He-
CKO/IbKO TOMUTENbHbIX HeAeNb B KyTy3Ke).

Mapk LLlaran BkntoyaeT ce6s 1 BeCb CBOW OMbIT B MUP M0~
3Mbl — pOJib IMPUYECKMX OTCTYMJIEHUI 1 aBTOPCKOro rosoca
UrpaioT B UANOCTpaumax aBTobmnorpaduryeckme cloxeTbl Wa-
rajoBCKOro TBOpYecTBa: 00/IMK POAHOrO MPOBUHLMANBHOIO
BuTtebcKa, HaknagblBalOWNUNCA Ha N300paxkeHne rorofleBcKo-
ro ry6epHckoro ropoga NN, o6pa3bl 1 TeMbl, XOpOLIO 3HAKO-
Mble 3pUTENIO MO XKMUBOMUCU U rpaduKe XyA0XKHUKA, MOCTOAH-
Hble anA ero nckyccrsa. C urposoi ceobofoi ob6beanHAET Xy-
JOXHWK NpoLUsoe U COBPeMeHHOCTb, COBMellaeT ucropmuyec-
Kve 3Moxu, pasMbiBaeT XPOHONOrMYEeCKMe paMKW «Manoro
BpeMeHu». K npumepy, B ocdopTte «Bvesg B ropog» Laran nou-
T ByKkBanbHO creayeT 3a [oroneMm, XMBONUCYSA CLEHbI, rae ne-
pea 3puTeneM «nowna no-6yAHUYHOMY LLEroNATbY XKU3Hb: «...B
nepeyiakax WM 3aKoyjKax NPOMCXOAWAWN CLEHbl U pasroBOpbl,
HepasJjlyyHble C 3TUM BpeMeHeM BO BCeX ropojax, rae MHOro
conjat, U3BO34MKOB, pabOTHMKOB M ocobeHHoro poja cy-
LecTB, B BUAE AaM B KpacHbIX Wansax n 6awmMarkax 6e3 uynok,
KOTOpble, KaK fleTyure MbIlWW, WHBIPAIOT No nepekpectkam». B
WANIOCTPaL MM Ha yanuax LenyTcs, NbloT, MoYaTcs, U Bce 3T0
OTHOCUTCA M K NPOLUIOMY, M K HbIHEWHeMy BeKy — BnepeMeLu-
Ky HOCMMble TOPOACKMMM XUTeNAMM GpaKu 1 apMAKK roro-
NEeBCKOW 3M0Xu1, KOPOTKME OKM 1 KaKeTbl WaraioBCcKon cny-
)KaT TOMy [J0Ka3aTe/IbCTBOM.

C nonHon cunoni Waran ncnonb3yet BO3MOXHOCTU CeAb-
Mo rnaBbl, rae YMYnKOB pa3MmbIlLIAET HAA CMCKaMK Kpeno-
cTHbix Kopob6oukn, CobakeBuua, lMnwowknHa. B rpasopax
NpOXOAAT nepey, 3pUTeneM KapTUHbI JepeBeHCKON BeceHHeln
cTpaabl («Ha nawHe»), TskKoro Tpyaa 6ypnakos («bypnaku»)
W X pa3ryabHoro Becesnba («[ynAHbe Ha x1Ie6HOM NpUCTaHWY).
«MapagHble NopTpeTb» NpeacTaBAAT B NOMAHbLIA POCT NJOT-
Huka CtenaHa Mpo6Ky c ero xutuem un 6ecluadaluHoi nornbe-
Nblo; canoXHnKa Makcmuma TenATHMKOBa — CO BCEMW OKONY-
HoOCTAMU ero peMecna; o6MaHoM BKtoueHHyto CobakeBnyeM B
MYXCKYI0 KOMMaHMI0 «peBMKCKUX Ayww» Moryyyto 6aby Enunza-
BeTy BopobGein - 6oraTbipwa, 3a6aBHo napoampys xect BeHe-
pbl Meaunuun, cTbiannBo npuKpbiBaeTca pykoi. Cpean wara-
NOBCKUX KaPTUHOK €CTb M KaHpPOBble CLEHKW, pelleHHble B fy-
Xe HapogHoro nybKa, ApMapoYyHOro WYTOBCKOro 3penmiua.

CpoaHu 6anaraHHOMy NpeAcTaBieHUIO U CLEHKa Ha rpa-
Btope «lpuropuin [loesxan-He-goeelib», rae 3a «TONCTYHO U
KpaCHOLLEeKYl0 CONAATKY» lepyTCA Ha KynaKax ABa MyXWKa -
3TO TUMMWYHbIe KOMOTYWKN MU Nobou 13-3a ComepHUYECTBa B
HapoAHOM ApMapo4YHOM TeaTpe.

BbicoKMe nupuyeckue nepexmBaHuA, BAAaCTHO BOJHYIO-
wue yutatenen «MepTBbix AyL», NPeTBOPAIOTCA B LUaranos-
CKMx obpasax, KoTopble NWLib CrepBa KaxyTca AanekuMmu ot
roroneBckux. OgHUM M3 NPUMeEpPOB NOAJNHHO XY[LOXeCTBEH-
HOro KOHTpanyHKTa CNYXWT, KaK npeacTaBiseTcs, UANOCTpa-
umsa «Xo3sncTBeHHbIN gBop Kopoboukn». He KapTUHKy ABopa
paunTenbHon nomewmubl pucyet LWaran, HO UCTUHHBIA pai
3eMHOI ¢ ero TBapsAMM W NTMLaMK; runepbonusaumns, cTonb
XapaKTepHaa AnA roroneBCKOM MO3TUKM U HApPOLHOW CMexo-
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M.LLATAJL. Ban y ry6epHatopun. 1927. Odopt. 28x38
Marc CHAGALL. The ball at the Governor’s house. 1927. Etching. 28 by 38 cm

crowd, gathered at the ball at the Governor’s house, applauded
Pavel lvanovich who presented himself as a monument. His
nose becomes sharp and long in the engraving "The Porter
does not admit Chichikov" - a good illustration fo the metaphor
"to put one’s nose out".

It should be mentioned here that Gogol's nose made him
easily recognizable. Chagall could not miss a chance to intro-
duce Gogol's profile in his illustrations to the "Dead Souls". In
the frontispiece to the second part of his cycle of illustrations
the artist "rhymes" Gogol's portrait with his own self-portrait by
making their noses look alike. Such an eccentric likeness of the
two profiles makes the viewer feel and realize the similarity of
their life perception. As Gogol put it: "...viewing life... through
laughter seen by the world and tears unseen and unknown by
it".

The introduction of Chagall's own image into the cycle of
illustrations to the "Dead Souls" is a kind of visual analogue of
the author’s narration in the novel rich in emotional intona-
tions - ranging from passionate inspiration to mourning, from
lyricism to sarcasm. Chagall presents himself under his own
name at the end of the cycle (see Table 11): he is portraiting
Ambroise Vollard in the presence of Gogol, thus commemorat-
ing the role of the late publisher who initiated this unprece-
dented work.

Chagall makes his appearance once again in the etching
"The runaway serf and the police officer", lending his features
to muzhik Popov. The latter (without a passport) ran away from
Plyushkin and was caught by the police captain. This was a
reminder of Chagall's own biography. In his green years Chagall
lived illegally in St.-Petersburg - Jews were not allowed to leave
Jewish Pale of Settlement. Once he had to spend a few endless
weeks in the police lock up.

Marc Chagall applies all gained life experience in his illus-
trations to the poem. The author’s lyrical commentaries and his
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narrative intonation are paraphrased by the artist who visualiz-
es his native town Vitebsk so recognizable through his paint-
ings and graphics. Thus the vision of Vitebsk is merging with
Gogol's town N. It is a kind of a game he is playing - he com-
bines the past and the present, and historical epochs, wiping off
chronological boundaries. For example, in his etching "The
Town N" Chagall follows every word of the author: Pavel
Ivanovich Chichikov himself set off on a sightseeing tour of the
town with which he apparently was satisfied, "for he found that
it was in no way inferior to other provincial fowns:...The houses
were of one, two and one and the half stories, with everlasting
mezzanine which provincial architects consider to be very
beautiful..." Life goes on in Chagall’s illustrations: some people
are kissing, others are drinking or urinating; some are wearing
old-fashioned clothes, others are dressed according to Cha-
gall's time fashions.

Chapter Seven is richly illustrated by Chagall who does not
miss the opportunity to depict Chichikov pondering over the list
of the serfs belonging to Mrs. Korobochka, Mr. Plyushkin and
Mr. Sobakevich. When afterwards he (Chichikov) looked at the
sheet of paper, "..the names of the peasants who really had
once been peasants, had worked, ploughed, drunk hard, driven
cabs for hire, cheated their masters, or perhaps been simply
good peasants, he was seized by a strange feeling, a feeling he
found it hard himself to understand." ("Chichikov's imagina-
tions. The peasants at work"). Chagall engraves the scene of
hard labour of workmen on the barks on the Volga, or their
merry-making ("The Volga Boatmen", and "The Gang of the
Volga Boatmen"). He depicts Yelizaveta Vorobey - "Good Lord, a
woman! ... That scoundrel Sobakevich has swindled me again!”,
and another remarkable character - Stepan Probka - the ftall
man of great strength, and the cobbler Maxim Telyatnikov...
Together with Gogol Marc Chagall is thinking over some vari-
ants of the destiny of "Grigory-Never-Get-There". The other pic-
turesque example is overloaded by details engraving
"Mrs. Korobochka’s Yard". Chagall does not only show the yard
of the thrifty land-lady ("...the narrow little yard was filled with
all sorts of domestic animal. There were hundreds of turkeys
and hens..."), he gives the picture of the earthly Eden with all
sorts of domestic animals and birds. Thus hyperbolization typi-
cal for Gogol's prose and folk laugh culture in general becomes
the major artistic instrument visualizing this apotheosis of the
vigorous lusting flesh.

And all this carnival festive picture suddenly gains
absolutely surprising depth and inner dramatism due to Cha-
gall's inscription (given in mirror reflection) - the delicately
drawn words lost among the numerous dots and shades - "my
tears". These phrase provokes the same salitary emotions like
the immortal leaf of the maple tree transparently burning in the
dark abyss of Plyushkin’s large old garden.

One can come across a lot of the inscriptions in Russian -
given mirror reflected - in Chagall’s illustrations to the "Dead
Souls". Never again will he create such an accompaniment in
any of his illustrations using a mirror effect. Quite obviously the
artist made them for himself or probably he wanted to play his
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BOW KyNbTypbl B Le/IOM, CAY>XUT OCHOBHbIM NPYEMOM B }MBO-
nucaHMm 3Toro anogeosa LBeTYyLeNn, BOXAeNneLwen nioTu.

W BcA 3Ta couyHan, nMpasgHMYHas KapTuHa npuobpetaer
OWeNoMUTENbHYH FNYyOUHY U BHYTPEHHUI ApaMaTU3M OT La-
rasoBCKOM HaAanucuy, 3epKanbHO nepeBepHyTon, 6n1eaHON, He-
3aMeTHOW, 3aTepABLUECA CpPeAn WTPUXOB N TOYeK — «cJiesbl
mMou». OHa 3acTaBnsfeT NepexunTb To e BnarogaTHoe noTpsAce-
HWe, YTO 1 GeCcCMepTHbIN KeHOBLI JINCT, MPO3payHo niaMe-
HelLWnin B TeMHOI Be3aHe NIWKMHCKOro caja.

Pycckune Hagnucu B 3epKanbHOM OTpaXKeHWUW Lefpon py-
Ko pa3bpocaHbl B LIaraloBCKUX rpaBlopax K «MepTBbIM fiy-
wam». Hukorga 6onblue He ByAeT TaKOro «aKKOMMNaHeMeHTa» B
ero UAMCTPaLUAX — To, YTo BYKBbI MOXKHO MpoYecTb WLb B
3epKano, AaeT 3HaTb, YTO XYAOXKHUK Aenan ux ans cebs wau
3aTeAN WYTAUBYIO UTPY CO 3puTeneM, N6o NpAMbIX HaaMMCen B
ero IMCTax TaKXXe NpPeAoCTaTOYHO (rorofieBCKMe BbIBECKU, 000~
3HayeHMA Tuna «kabak»). XoTuTe y3HaTb, B YeM poeTcA Koj-
AyH-TInowKuH? Hagnuck Bo3ne «COKpoBMLLY», pa3bpocaHHbIX
no 3emne, 6e33a60THO 1 YCNYKMBO NOACKAXKET: KKyLIKec» (370
MOXeT 03HayaTb «KyLKeC JpeK», KKolaybe JepbMO» — MecTey-
KoBbIl ponbKknop). 3ametum, yto y Warana MnowKnH - HacTo-
ALWMNA KONAYH B OCTPOBEPXOM BbICOKOM KOJINaKe YepHOKHWXK-
HMKa 13 BoLWeBHbIX CKa30K, 3N10BeLLe-Kypbe3Hblii KONAYH, 3a-
YyapoBbiBaowWMi Beww: MNIOWKNH OTHUMAET Y HUX XN3Hb U
Aylly, noMeLlan B CBOU «Ky4m»; B rpaBilope «KomHarta MntowKkn-
Ha», cBATaA CBATbIX ero MepTBOro LLapcTBa, 1 caM X03AWH OKa-
)eTca 6ecnoTHON TeHbIO, NPULLTNUIEHHON K CTEHE.

BosBpalanck K HaANMcAM: cpefm y30pouba «cadbAHHbIX
canor ¢ pe3HbIMU BblKNaAKaMU pa3HbIX LiBETOB, KaKnuMun 60ii-
Ko TopryeT ropoA Top»oK», HajeTbix Ha 6ocy Hory Yunumko-
BbIM, MPbIralLMM OT pafoCcTy BrajenbleM «6e3 Manoro YeTbl-
pexcot ayw», Laran c o03opcTBOM ABaXAbl NOJIHOCTbIO NOMec-
TUT HeMpUCTOHOE C/IOBO ©KOMa», Ha HOXKe TabypeTta 34echb
e BbIBeAeT «Aypak» (¢4MYMKOB NPON3BOAMUT MPLIKKWY).

OnbIT Mcnonb3oBaHMA 3TUX «3aB0OpPHbIX Haanucen»,
«oNbKNOPHbIX Haanuceit» Obln AaBHO HakonseH Laranom.
MepBbIM e, 04eBUAHO, cpean 06pa3oBaHHO YacTu PycCKoro
oblecTBa yBUAEN 3TOT HU3MEHHbIN «BpyTaNbHbIN }aHp», UMe-
IOWMA NpAMOEe OTHOLWeHMe K nnowagHo-hbaMuibApHbIM Npo-
ABJIEHNAM HapOAHO-TPOTECKOBOM CMEX0BOWN KynbTypbl, H1Ko-
nav BacunbeBny loronb. YBugen n He npemMuHyn BHeCTU B
«MepTBble aywmn»: «3T0 6bIAN <..> AAUHHbIe 3a60pbl C N3BECT-
HbIMM 3a60pPHBIMM HAAMMUCAMM U PUCYHKaMM, HauapanaHHbl-
MW yrieM 1 MesioM...»

B waranoBckux ooprax 3aTenIMBO BbIMMCAHHbIE CI0BA
MHOrga Npu3BaHbl BbIPa3nTb YyBCTBA NepPCOHaXe: Tak, MOAoN
nnaTbA HeKkoW AaMbl rybepHckoro ropoga NN B unntoctpaumm
«Buxpb cnyxoB» yKpallaeT «opHamMeHT» - «6oxke Mol all au
an». BeegeHue Hagnucu nomoraet Warany nokasaTtb ucropu-
YyecKoe pa3BuTUE OJHOr0 M3 rorojleBCKMUX XapaKTepoB: BO3/e
npukasymMka MaHunoBa c ero Tynow xapern OH NomelLlaeT cle-
Ba B 3epKaJibHOM OTpPaXKeHMUM Hayano BepHOMOAAAHHNYECKOro
rumHa «boxke uapsa», u nepes HaMu npeacTaeT OXOTHOpPAAeL,
norpoMmLmK, yepHocoTeHel,. Capkasm He wyxa LLlarany, ero xy-
AO0XKHMYecKana nannTpa He yctynaeT B 6oraTcTBe 3MOLUMOHaNb-

HbIX 1 Bblpa3nTeNbHbIX KPacOK rorosieBCKOMYy nepy - ¢ 3TUMu
aTpubytamu npeacTaBui OH cebs 1 NucaTena Ha yXe ynomu-
HaBlieMcA (GpoOHTUCNINCE KO BTOPOM YacTn «MepTBbIX AyLu».

Llennkom mMeHseTca ctunnctmka Warana B nnntoctpauum
«MpucyTcTBMe»: GIOPOKpaATMUECKOe LLapCTBO ABMIEHO 3pUTeNio
B MeTadopunyeckun-abetpaktHom obpase 6onblLOWA, reoMeTpu-
YECKM CTPOroil OKPYXXHOCTM — OTMETUM HEOObIYHOCTb 3TON Me-
XaHWCTUYECKU-NPaBU/bHON, T.e. 6e3)KN3HEHHOW, hopMbl B hu-
rypaTMBHOM OpraHuKe LIarajoBCKOro TeBopyecTBa. BHyTpwm
Kpyra, TO4HO MUKpOObI MOA NIMH30/ MUKpPOCKONa, Npo3sbatoT
HeKne KaHuenAapckue rubpuabl, KN1AKCONoAoOHbIe YNHOBHU-
YbW POXMW, TO N HApUCOBaHHbIe Ha CToNax, TO i cpoclumecs
€ HUMKU. Mup 6pesoBO-TPOTECKHbIN, HEECTECTBEHHbIN, HeYeno-
BEYECKUI: «AeATeNIbHOCTbY, MPOTEKaloLWan B CTeHax NpUCyTCT-
BWA, CTOJIb e napa3vTapHa U UCKYCCTBEHHA, KaK 1 Hacenao-
Me ero ofHOMepHble HeMmoHATHble ypoAubl-pentunanun. Yytb
NN He UMpKyneM MpoBeAeHHana OKPYXHOCTb M3BJieKaeT elle
OJlHY NOACMYAHYIO TeMy 3TOro 3nn3oga «Meptsbix ayw». Kpyr
CNYXUT anneropvien, ceoen OYKBaNbHOCTbIO MapOAVPYHOLLNIA
DaHTOBCKUM €Kpyr afa» — MMeHHO 34eCb, B CBA3U C Ka3eHHbIM
3aBefeHuemM, foronb ynoMuHaet tBopua «boxecTBeHHON KO-
Meanmn»,

laran He TONbKO «CAbIWMWTY BCO MHOFO3HA4YHOCTb 3TON
anno3nn, HO N, 3a0CTPAA NPU NOMOLLM rpoTeCKOBON Aedop-
Mauumn cBoii obpas, fenaeT TaK, YToObl MPOHNYECKAsA rorofes-
CKasA aHanorus «KpynHo MefibKHyna B rnasa» yuraTento.

Henb3A, oAHaKo, He OCTAaHOBUTBLCA Ha BbICOYaWMLIEM rpa-
¢nyeckom mactepctBe Mapka LWarana, Benukonenuu ero nuc-
TOB, BpeMeHaMM 3acTaB/ALWMX BCNOMUHATb Takue LWeaeBpbl
B MCKYCCTBe rpaBtopbl, Kak odopTbl PembpaHaTa ¢ nx Bonwe6-
HOW CBETOHOCHOCTbIO.

TexHVMKa BbIMNONIHEHNA uANCTpauMin K «MepTBbIM Ay-
wam» - oopT, cyxad Urna, akBaTUHTa U UX KOMBUHaLUK; 3TO
nsnobneHHble TexHuky LWarana, no3sonsBwue B rpaduike Bbl-
pa3suTb BCIO CUJy ero KOJOPMCTUYECKOro fapa, Maruio Lseta u
TOHa.

Mocne Bbixoaa TepunagoBckoro n3gavnsa B 1948 rogy Ha
BbueHHane rpacdukn B BeHeumun Mapky Larany 6b1 npucyx-
AeH [paH-npyn 3a HenpeB30WAEHHOE MacTepCTBO rpaBlOp K
«MepTBbIM gywam» H.B.lorons.

LWaran co3paBan rpasiopbl 6onee-MeHee B TOW NocieAoBa-
TeNIbHOCTW, C KaKoW pa3BUBaCA CIOXeT B OMHHAALATY raBax
rorofeBCKOro pomMaHa. 3akoHuvB Bce GonbledopMaTHble UI-
NIOCTPaLUN, XYAOXKHUK cyen HeobXoAMMbIM HarpaBUpoOBaTb
OAMHHAALATb Tabnuu, OAMHHAALATb rpaduyecKux «rna.», rae
CcXeMaTM4yecKn BOCNpPOM3Bes B yMeHbLUEHHOM BUAe BCe KapTuH-
KW K Ka[loi rnase nosmbl, TO €CTb UCMONHWA CBOe0OpasHbIin
nepeyeHb cogepxaHusA. IToT GecrnpeleeHTHbI B BONNApoB-
CKMX M3AaHMAX 1 BOOOLLE B MUPOBOM MCKYCCTBE KHUMM «CMu-
COK MnnocTpauminy 061ajaeT Ype3BblYaiHO BAXKHbIM 3HAYEHU-
€M, MOCKOJIbKY AaeT KoY K LarajoBCKON MHTepripeTaummn rnas-
HOro CMbICna, rMaBHOro nagoca BeIMKOM POCCUIACKON KHUTU.

loroneBckne «MepTBble AylIM» HAuyMHAIOTCA C €A0POrKY,
«poporon» 1 KoHyatotcaA. [lopora CNyXmUT OCHOBHbIM XPOHOTO-
MoM Mo3Mbl; 4OPOra — 3TO MeCTO, re BO3MOXHbI HenpeacKasy-

game with the attentive viewer/reader, as one can find a lot of
direct inscriptions (sign like "kabak" - inn). You are eager to
know what sorcerer-Plyushkin is rummaging, aren’t you? The
inscription set close to the scattered on the ground "treasures”
will give you a hint: "kutzkes" (shit). Here it should be noted that
Chagall's Plyushkin is a real sorcerer in a ridge-roofed hat, a
character from a fairy-tale, an evil-curious sorcerer who is tak-
ing life and soul from his belongings ("Plyushkin collecting the
waste"). In the engraving "Plyushkin office" - a sacred place of
his kingdom of the dead - Plyushkin himself seems to be a
shadow pinned to the wall. To return to Chagall’s inscription -
another engraving - "Chichikov beaming with joy" - attracts
the keen-sighted viewer. It is twice that Chagall puts in the word
"ass" among inlaid patterns of Chichikov's morocco boots, "in
which the fown of Torzhok does a roaring trade...", and the word
"fool" on the leg of the stool. The fact that Chagall uses obscene
folklore expressions is not surprising. As for Gogol - he was
probably the first among the educated intellectual part of the
Russian society who noticed that low brutal genre connected
with the grotesque laugh culture. Gogol not only noticed but
mentioned in the "Dead Souls" these indecent inscriptions and
drawings traditionally made with chalk and coal on the fences.

Sometimes Chagall emphasizes the emotional state of the
heroes by making his inscriptions. Thus he makes an ornament
decoration on the lap of the skirt of a lady from the fown N: "My
God, oh, oh, oh!" ("The Ladies of Town N"). Another time, in
order to stress anti-Semitic character of the shop-clerk and his
association with the "black-hundred” movement Chagall inserts
the first words of the hymn "God save the tzar!" ciphering them
in a mirror reflected way ("Manilov’s agent"). Chagall’'s sarcasm,
his inexhaustible artistic devices are equal to Gogol's genius.

Chagall changes his stylistic approach to the subject in the
illustration "The civil servants in the office". This kingdom of
bureaucracy is given in a form of some allegoric abstract
metaphor - a large strictly geometrical round. It is worth men-
tioning that such an absolutely correct pure, i.e. lifeless form is
not inherent to the figurativeness of Chagall’s creativity. Inside
this round one can see the human-like beings resembling
microbes under the microscopic examination. One sees the
world - unnatural, inhumane, grotesque and absurd. The so-
called activity is that of the parasites depicted in the 1D -
unrecognizable crippled reptiles. The round might be a direct
hint, an allegory, a parallel to the Dante’s inferno. It is just in
this very episode that Gogol mentions the creator of the "Divine
Comedy".

Chagall reads into the multiple meaning of this allusion -
he deforms the images to make Gogol's ironical analogue vivid
and live, demonstrating a complete concordance of his images
to those of the writer’s.

Now a few words about Chagall's technical devices: dry
point, efchings, aquatinta and their combinations to achieve
perfect and supreme artistic results.

Marc Chahall's mastership reminds sometimes such chef-
d'oeuvres of the art of engraving as Rembrandt’s etchings with
their fascinating lightness.
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eMble coObITUA 1 BCTPEUM, 4OPOra roBOPUT O ABUXKEHUU B MPO-
CTPaHCTBe M BpeMeHu, Aopora CTaHOBUTCA CMMBOJIOM pa3Bu-
TUA, TO €CTb XU3HMN.

Waran oTKkpbiBaet cBoto ceputo ooptom «Mpubbitne Yu-
4YMKOBa» B CTPOrOM COOTBETCTBUM C FOroJ1IeBCKUM 3a4MHOM.

®uHanbHaA ke nNTMua-Tpoika npespawaetca y Larana
coBceM B MHyto KapTuHy. OH, npaBaa, Aenaet rpaBlopy K 3Ha-
MEHMUTOMY 3aKJIl04YeHUI0 NepBoro Toma, «TponKy B HOYMY», HO
CTpaHHbIM 06pa30M 3acCTblUIM KOHUW, HEABMXHO 3aBUCIU HaA
LepKBAMU M AOMULIKaMK, BUAHbIMM Ha 3eMJie B NpocBeTax
TY4, U CTPOM KOMMNO3ULMM BecbMa jajeKk OT MpPOopoYecKoro
3KcTasa roronesckoro naccaxa. CBon «MepTBble Aaywmn» Xy-
JLOXHVK 3aKaHumBaeT «PoxaeHnem», n3nobieHHbIM CIOXKeTOM
nosABNEeHUA MMajeHLa Ha cBeT 00Xui. Ha nocneaHei nnnoct-
pauuu, NoMe4yeHHON aBTOPOM AEBAHOCTO LUIECTbIM HOMEpPOM,
NOAB/IAETCA CTONb 3HAKOMasA MO LlaraloBCKMM MOMOTHaM po-
eHuua Ha KpoBaTu 1 NoBUTYXa, NpeAcTaBaAoLLan HaM 1 MU-
py HOBOPOXAEHHOro; KOMMO3WLWA rpaBlopbl He CKpbiBaeT
CBOEeN pOACTBEHHON CBA3M C TPAAULMOHHOW MKOHOrpaduen
XpuctmaHckoro «Poxxpgectsa Xpucrosanr.

Onopoit AnA UnalCTpPaLUKN B rOrofieBCKOM TeKCTe ciyXKaT
HEeCKONIbKO CTPOK, 3af0/ro A0 KOHLA O6LMpPHON nocnesHer
rnaBbl pacckasaBsluimx o npuxoge lNasnaywmn Ynunkosa Ha cBeT.

Bbicokyto Hapexay neneet [oronb: BbiBefeT fopora, Bbl-
HeceT NTULUA-TPOMKa K HOBOW, NMPeKpPacHOWN ABU; BbICOKYIO Ha-
aexay nogaepxusaeT Laran: B HOBOM poXaeHUW 3anor Beuy-
HoW, 6ecnpecTaHHON XN3HW, @ }KMU3Hb — cama no cebe - Beau-
yaiwee 6naro B MUPO3AaHMKM, NGO OHa - OCYLECTBIEHHas
rapMoHUA Jyxa n matepum.

loronb ocTaBnAeT KOHeL, CBOEW NO3Mbl OTKPbITbIM, BOMpPO-
watowmm. KoHew, cepum LLlarana oTKpbIT, U B HEM COAepXUTCA
OTBET, OTBET CTOJIb K€ HEOAHO3HAUYHbIN, CIOXKHbIA U MyApbIN,
KaKUM TOJIbKO U MOXeT BbITb HOBas XM3Hb, KOTOpPas ONATb 3a-
BEpPLUNTCA POXAEHMEM.

AneKkcaHopa Lllamckux

[Mpumeyanua

1. Nikolas Gogol. Les Ames Mortes.

Traduction de Henri Mongault. Eaux-fortes originales
de Marc Chagall, I-Il. Paris, Teriade editeur, MCMXLVIII
(Hukonai loronb. MepTBble gywun. MNepesos AHpu MoHro.
OpuruHanbHble odopTbl Mapka Larana.

Mapwx, nspatenbcteo Tepuaga, 1948).

06beMHOCTb M3faHWA Bbi3Bana pasjeneHve
dpaHuy3ckoro nsaaHuna 1-ro Toma «MepTBbIX Ayw»

Ha /iBe YacTy, MOMeLleHHbIe B iBe Nanku:

B NepBoii Nanke coaepxarca rmasbl 1-VI,

Bo BTOpoi - VII-XI. K kaxgoit yactu Waranom

Ob1NU HarpaBMpoBaHbl HPOHTUCTINCHI.

< Mapka LWATAJ1. Tabnuua Xl: 3aKkntounTenbHan Tabnvua «cnucka unntoctpauminy.1927. Odopt
Marc CHAGALL. Table XI. The concluding table of the “List of Illustrations” 1927. Etching

When Teriade’s edition of the "Dead Souls" was published
Marc Chagall got the Grand-Prix at the Venice Biennale of
1948 for the outstanding mastership of his illustrations to
Nikolai V.Gogol's "Dead Souls".

In his "Dead Souls" cycle Chagall followed the text, i.e. the
sequence of the described events and the development of the
plot in the eleven chapters of the novel. When the large format
illustrations were finished Chagall engraved eleven tfables -
eleven graphic "chapters" in which he schematically repro-
duced all the tiny-sized illustrations. In other words he made a
very original tables of contents. This is something unprece-
dented in Vollard's editions and in the art of illustrations in gen-
eral. Chagall's "table of contents" is of extreme importance,
because it gives the key to Chagall’s interpretation of the main
idea, major pathos of the great Russian Book.

Gogol's poem begins with the theme of the road and the
book ends with the theme of the road as well. The road serves
the basic chronotope of the poem: it is the very place where
some unpredictable events and encounters might happen. The
road means movement in space and time, it becomes the sym-
bol of development, i.e. of life.

Chagall opens his series of illustrations with the engraving
"Chichikov drives through the gates of an inn of town N." in
strict concordance with the beginning of the poem. The final
scene with the Russian troika turns to become absolutely dif-
ferent from that of Gogol's. Chagall engraves this episode - the
famous end of the first volume of the novel - but in his own way.
"Chichikov is leaving Town N." - a quiet night scene. The three
horses seem to be motionless, as if floating in the sky above the
churches and huts seen through the gap in the clouds. The
whole of the composition and emotional colouring of this illus-
tration is too far from prophetic ecstasy of Gogol's text. Chagall
ends his "Dead Souls" with "Chichikov’s birth" - the subject so
close to his heart. Thus Chagall's last illustration under the
number 96 reminds numerous artist’s paintings in which he
depicts a newly-made mother in bed and a midwife with a new-
born in her arms. This is a vivid inherent connection with the
traditional iconography of Nativity.

Thus Gogol cherished his eminent dream: the road and the
troika will lead to the new harmonious reality. Chagall confirms
the cherished hopes, dreams and expectations embodied in a
newborn as a symbol of new life, eternal, endless life - a real-
ized harmony of spirit and matter - which itself is the greatest
blessing in the Universe.

Gogol leaves the end of his poem open fo questions.

The openness of the end of Chagall's series gives the
answer, but his answer is ambivalent, complex and burdened
with earthly wisdom. Such and only such must be the newly
given life, which in its turn will end by birth.

Alexandra S. Shatskikh
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AJIbMAHAX

VYHUBNL |

B nioHe 1920 ropa ocHoBaHHaA
B Bure6cke ManeBuyem rpynna " ETo " M c b

YHoBuc BbinyCTwjia B NATU Ma-

WVMHOMUCHBbIX 3K3eMMiApax oA- B"TEBcKuru

HOMMEHHbIW aJibMaHaX, KOTo-

pbil coaepan ctatbu, MaHu(pe- 3 Kc " EP " M EHTA

CTbl, AeK/Japauum U PUCYHKHU
yHoBucueB. B HacToAwee Bpe- MA" EB M qA
MA M3BECTHbl TOJIbKO ABa CO-

XpPaHUBIUUXCA 3K3eMNApa: OAMH U3 HUX Obin noaapeH ManeBuyem
J.llirepeH6epry n 3aTeM OT ero HacJieAHMKOB Nonasj B 3apybexHoe Ya-
CTHoe coOpaHue; apyrou, npuHagnexaswui Jiucuukomy, B 1959 roay
noctynua B OTaen pykonucen TpeTbAKOBCKOW rajiepen B Yucie AOKy-
MeHTOB, nepeaaHHbix C. Jiucuukoin-Kionnepc. O cyab6e ocTa/ibHbIX 3K-

3eMNNAPOB CBeAECHUN HeT.

N3patenbctBom  «CkaHpyc»
BbINYLLEHO YHUKaNbHOe WU3Aa-
HWe, cocTosllee U3 ABYX Yac-
Tell - (aKCMMUIbHOIO BOC-
npou3BeAeHUA  anbMaHaxa
«YHOBWC» 1 OTAENbHOIO Mpu-
NOXEeHWA, CoAepallero BCTY-
MUTeNbHYI0 CTaTbto U My6nKa-
LMIO TEKCTOB anbMaHaxa (cTa-
TbA, Ny6ANKALUN N KOMMEHTa-
pum T.lopayeson).

B npunoxeHunn cratbm
anbMaHaxa TeKCTON0rmyecKu
06paboTaHbl U CHabXeHbl KOM-
MEeHTapuAMU; 0TAENbHO OTKOM-
MEHTUPOBaHbl UNACTPaLUN.
BonblUMHCTBO TEKCTOB U PUCYHKOB afibMaHaxa paHee He Oblio onybau-
KOBaHO 1 BBEAEHO B Hay4HbIi 06VX0A, HO U B UMetoLMXCA nybavKaum-
AX 3TN JOKYMEHTbI MpMBEKannCh TONbKO B Ka4yecTBe BCNOMOraTeNbHO-
ro MaTepuana ana uccnefoBaHus featensHoctn K.Manesuya u ero yye-
HUKoB B BuTebcke. HacTosiee n3paHue siBnsetcA nepBbiM OMbITOM
MONHOW PEKOHCTPYKLIMM U HAy4YHOTO MCCNefoBaHUA anbMaHaxa.

MoaroToBneHHbI YHOBMUCOM AnA feMoHcTpaummn Ha 1-i4 Becepoc-
cuincKon KoHdepeHumn yyawmxea FCXM, xypHan Obin nepsbiM 13ga-
HUeM BUTEBCKOro KOMNEKTMBA U MCNONHAN QYHKLMIO HE TONBbKO «1eTo-
nucm» JeATeNbHOCTU 3a NATb MeCALEB ero CyLecTBOBaHUSA, HO 1 CBoe-
ro pofa NPOEKTHOM MOAENU NneyaTHoro opraHa rpynnbl. 8 noHA Mane-

.
> mum
¥

-

BUY 3aABUN Ha KOHdepeHLMr 0 HeoBX0AMMOCTM «0BpaTUTLCA C NPOCh-
6oi1 B Hapkomnpoc o npegocTaBneHnM HaM npaBa UMeTb CBO nevar-
HbI1 OpraH B BUAe W3AaHWA KaKo-1Mbo rasetb». 3Toro npasa YHoBucy
A06VTbCs Tak W He yaanock. MprunHoi ToMy 6bIM 1 YKUCTO NpaKTUyec-
Kvie 06CTOATeNnbCTBa — OTCYTCTBME CPEACTB U Nonurpadguyeckux Bo3-
MOXHOCTEM, U CUTYaLMA, CNOXKMBLLAACA BOKPYr caMoro YHoBMCa: Hexe-
NaHvie MecTHOro pyKoBOACTBA OKa3aTb noaaepxKy Manesuyy. Maeto ne-
YaTHOro opraHa yHOBWCLAM YAanocb peanv3oBaTb JIULLb OTYACTU - C
ocenn 1920 rona TRopKoM YHOBMCa MPUCTYNUA K BbIMYCKY ManoTUpax-
HbIX U3JaHUI uTOorpadcKkuM cnoco6om. M3 H1X N3BeCTHbI 1 coxpaHu-
NNCh: KypHan «Aapo», incTkn Butebekoro TBopkoMa, «YHoswc - |l-e u3-

HAWLW TYbATNKALWN

AaHvie Butebekoro TBopkoma» u raseta «[yTb YHoBuca». Ho Bce 3Tu
ny6avKaLumm yxe He UMesn Toii MHOTOACMeKTHOCTU M UCHeprblBatoLLe-
ro XapaKkTepa, K KOTOpbIM CTPeMUINCh YHOBUCLbI, CO3AaBas afbMaHax.
YypHany cyxaeHo 6bl10 ocTaTbC eAMHCTBEHHbIM 60MbLUMM COOPHU-
KOM, Ha CTpaH1Lax KoToporo YHOBUCY yAanoch BbiCcKa3aTbCA B He06Xo-
AVIMOM ANA rpynnbl 06beMe.

[No Bceit BEPOATHOCTK, UCMONHEHWE aNbMaHaxa BHayane 3afyMbl-
BaJloCb YHOBWCLLAMMN €CAW U He TPaAWLIMOHHBIMU NoAUrpapuyecKuMm
CPeACTBaMU, TO, MO KpaiiHelt Mepe, niutorpadckmm cnocobom, obecne-
YMBAIOWMM OTHOCUTENbHYID pecneKTabenbHOCTb M3AaHWA W N03BO-
nABWMM Honbluoi TUpax. B Hayane anpens M.Waran nucan us Bute6-
cka M.31TmHrepy: «[oToBuTCA cOopHUK Y<umnu>wa. OfgHako Hebonb-

Wwas 3aMMHKa ¢ Bymaroit» . Buammo, 3Ta 3aMMHKa oKasanacb Henpe-
OA0NMMOW, M anbMaHax o0TnevaTanun Ha MallVHKe B NATK 3K3eMnasapax
MOA KOMUPKY.

B co3paHuy anbmMaHaxa rmaBHasA ponb npuHagnexana Jincmuko-
My, KOTOpbIii He TO/IbKO BO3MaBnAn B ButeGckom XyaoxecTBeHHOM
ydunmile MacTepcKyro rpadukmM U nevaTHOro fiena, Ho 1 3aHMManca
yXKe npexze KHWXHbIM odopMneHneM. CaMblii nepBblii «u3patenb-
CKui» onbIT JIcKLKOro no xaHpy Obin cpoAHM anbmaHaxy «YHOBMCY.
B 1941 oH nucan: «[omHto, nepByto KHury caenan B 1905 r, pesonto-
LIMOHHbI aflbMaHax Ha NULLYLLei MalUMHKe B 2-X 3K3eMnasapax, cobcer-
BEHHbIE PUCYHKU U TeKCT ¢ ToBapuiem». B koHue 1910-x, yxe Byayun
npodeccroHanbHbIM XyAOXKHUKOM, JINCULKUIA MANOCTPUpOBan pAa
eBPeNCKUX JeTCKUX KHUXKEK, KOTOpbIe B MOJHON Mepe leMOHCTPMPOBa-
NN €ro iap XyAOKHMKA KHUMMW, HO ObiNu ele NoAYMHeHbI 33a4aM CTu-
An3aunm TpaguumMii u ocobeHHOCTel HaLMOHabHON eBPeNCKoi Kyb-
Typbl. B 1919-1920 3HakomcTBO € ManeBuyem, uneHcTBo B YHOBMCE,
cynpemaTn3M v n3obpeTeHne NpoyHOB He TONIbKO NepeopyeHTUPOBan
ero npeACTaBNeHNA 0 KHUXHOM 0(DOPMAEHNM Ha 3CTeTUYECKMEe HOPMbI
aBaHrapfHoro UCKycCTBa, HO M MOCAYXWAU MMNYNbCOM AN CO3AaHNA
MPUHLMNWANbHO HOBOW MAEW «BU3yanbHOW KHUMM». AflbMaHax cTan B
PAA 3KcnepuMeHTOB JIMCKLKOro Mo peanv3auum 3Toi KoHLenuum, npu-
06peTA 3HayYeHVe Npoobpa3a HOBATOPCKOMN KHUT.

OtBeyas B 1941 rogy Ha Bonpockl aHKeTbl, B «Cnivicke paboT, Ko-
TOpbIM NpuAaeTcs ocoboe 3HaYeHMe» U3 BUTEOCKUX M3AAHUIA XYA0XK-
HUK OTMETWU/1 UMeHHO anbmaHax. B aTom cnucke n3 21 nyHKTa nepBoii
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TETNYECKasa JOKTPUHA ManeBuua, ero yTonua «Mmpa Kak GeCI'Ipe,El,MeTHOCTI/I», nno-

IT WAS IN JUNE 1920 THAT THE GROUP UNOVIS ("AFFIRMERS OF THE NEW
THE ALMANAG AR ..) CENTRED AROUND THE FIGURE OF MALEVICH. ISSUED FIVE TYPED 3TOMy OTKPbIBaNW aabMaHax 1 Urpanu ponb uaenHol npeambynbl K 0630py npak-
’ ’ TVKM YHoBMCa ero geknapauum «K ynctoMy geiicTBy», «YHOM 1%, «B ryBoKux He-

I I I I COPIES OF THE ALMANAC OF THE SAME NAME, CONTAINING ARTICLES, MAN- [pax CO3HaHWA..» 1 cTaTbA «O ¢s» U KOIEKTUBEY, U3naratolume Gpuiocoduio cy-
mm |FESTS, DECLARATIONS AND DRAWINGS BY ITS MEMBERS. IT IS KNOWN THAT MpeMaTM3ma.

MomeLeHHble Ha NepBbIX CTPaHMLAxX 3HaKoBble GOpPMbI CynpemMaTusma -
ONLY TWO COPIES HAVE SURVIVED: ONE OF THEM WAS PRESENTED BY YepHbIN W KpacHbI KBaApaTbl, KPYr v KpecT - 3aAaBaiun U3AaHuio cynpematu-
MALEVICH TO DAVID SHTERENBERG, AND THEN SOLD BY HIS HEIRS TO A PRI-

lJECKyIO MOAaJIbHOCTb U MaHVIq.)ECTVIpOBaﬂVI I'eHeTVILIECKy}O CBA3b NCXOAHbIX MO-

A CHR(]NICI.E OF VATE COLLECTOR:; THE OTHER, WHICH HAD BELONGED TO EL LISSITSKY, WAS noxexmir guocoduy Manesuia ¢ ero XyAOKeCTBEHHO AOKTpHOM. Bmecre ¢

TeM 3Tn pl/lcyHKVI Mrpanm BTOpOCTEI'IEHHyIO pOﬂb MO OTHOLWEeHWNIO K TeKCTaM B CO-

MALEVIBH’S DONATED TO THE DEPARTMENT OF MANUSCRIPTS OF THE TRETYAKOV OTBETCTBMU C BO3HUKLLNM Y XyaoxHUKa K 1920 rogy ybexaeHvnem B TOM, 4TO
GALLERY BY S.LISSITSKY-KYUPERS IN 1959. THERE IS NO INFORMATION

«KUCTbIO HeNb3A A40CTaTb TOrO, YTO MOXKHO MepoMm. Oxa pacTpenaHa 1 He MOXXeT

VITEBSK EXPERIMENT  ABOUT THE OTHER THREE COPIES.

The publishing house "ScanRus" has issued this unique edition in
two parts - a facsimile of the almanac "Unovis", and a special supple-
mentary part with the intfroductory text and the text of the almanac itself
(foreword, publication and commentaries by Tatiana Goriacheva).

In this supplement the articles from the almanac are edited with
additional commentary, especially on the illustrations. The greater part of
the texts and drawings have never been published before and thus have
nof been subject fo scientific investigation. In some publications these
documents were used only as subsidiary material fo study the activity of
Malevich and his disciples and followers in Vitebsk. This edition is the first
attempt towards a full reconstruction and scientific study of the almanac.

The almanac prepared by Unovis was to be shown at the First All-
Russia conference of the student of GSHM - the acronym for the State

Ha3BaHa «Xag laase» («Kosouka»); nog N2 2 naet anbmaHax «YHOBUCY,
noa Ne 3 - nBa HoMepa ypHana «BeLb», N3aHHOTO UM COBMECTHO C
MN.3penbyprom B 1922 rogy B bepnnHe. Mecto anbmaHaxa Mexay «Ko-
304KOM» U «BeLyblo» OTpa)kaeT He TOAbKO XPOHONOMMI0 AeATeNbHOCTU
Jlncuukoro B 31011 0611aCTU (B CNUCKE OTCYTCTBYIOT MHOTME ero paboTbl
koHua 1910-x), Ho  duKcKpyeT ponb «YHOBMCa» B 3BONMOLMM HOBOWA
KOHLeNUUN KHxHoro odopmnenuns. B 1927, aHanusupya uctopuio
KHuronsganusa, Jincnukuin nucan: «B KoHUe rpaxaaHCKon BOWMHbI
(1920) Mbl nony4nnn BO3MOXHOCTb NPUMUTUBHBIMU MeXaHUYeCKUMU
CpeAcTBaMy peanv30BaTh HaLWK 3aMblc/ibl B 061acTu HoBOro odopmie-
HUSA KHUrn. B Butebeke Mbl BbinycTvnn B 5 3K3emnnsapax cOOpHUK
«YHOBWCY, HaneyaTaHHbIN Ha NuLyLLen MawunHKe» . OAHUM 13 raBHbIX
NpU3HaAKOB HOBOWM KHUMM ABAAETCA ee «nocT-

AocTaTb B M3BUIMHAX MO3ra, Nepo oCcTpeey.
«OctpoTa nepa» ManeBuya, OpPUrMHaNbLHOCTb €ro JAWUTepaTypHOro CTMAA
MHOIOKpaTHO OTMevanacb, a COBPEMEHHMKaMWM 4acTo NoABepranachb pesKou B.ApBaTtoB B peueH3un Ha KHury «bor He ckuHyT (Mc-
KycctBo. LlepkoBb. ®abpuka)» oTMeTVUN «HeBpasyMUTENb-
HOCTb» f3blKa, NPeACTaBAIOLLEro KaKyl-To YpeBoBeLyaTeb
HYI0 CMeCb NaToaorMK C MaHWaYecTBOM BbIPOXAEHLA, BOOOpa-
3uBLero ce6a npopokom». [N.KopHULKWIA, peLieH3Mpys BpoLtopy
«OT Ce3aHHa o cynpemaTnaman, Ha3Ban ee «Habopom HeccMbic-
NleHHbIX (pa3». ManeBny He MOT He NpW3HaTb CNpaBeaINBOCTb 06~
BWHEHWI B HEFPAMOTHOCTY, 06MXKaCcA Ha HUX Y )KanoBaJcs, B YacT-
HocTy, M.lepluieH30Hy Ha ynoMAHYTyl0 Bblle peLeH3uio 3dpoca:
«OamH TN Hanucan 060 MHe, YTO HeKoraa f Obla TaliHON, HO Temepb
CNJIOWHOU 3NU20H, He2pamomHbIl, KOCHOA3bIYul (BblAeNneHo MHOW
KaK TUNWYHBIA NprMep 0ocobeHHOCTeN ManeBUYEBCKOro COBOYMO-
Tpebnenusa. - T.[) <..>. [paBaa, A HerpamMoTeH, 3T0 BEPHO, HO Hesb3s
cKasaTb, 4ToObl rpaMmaTtuKa

the studio of graphics and printing at Vitebsk Art School, but already had some
experience of book illustration. Lissitsky's first experience in book illustration
was close to that of the "Unovis" almanac. In 1941 he wrote: "l remember |
made my first book in 1905 - two typed copies - a revolutionary almanac with
my own drawings and a fext written together with a comrade." At the end of
1910 when he was already a professional artist, Lissitsky illustrated a num-
ber of Jewish children’s books, in which his talent as an illustrator was vivid-

ly demonstrated, though they bore all the stylistic traits and peculiarities of
national Jewish culture. In 1919-1920 he became acquainted with Male-

vich, joined the Unovis group, and experienced the strong influence of
Suprematism and the invention of prouns - all these together not only

Free Art Studios (Workshops); its main function was not only to present a pOEHHOCTb»; B mocniecnoBumn Jincuuykoro K that the members r?s?callly chang(;d hle’rh’rudde f:t I:;)o?rk llllusT;aflc)lnfar;dhma?e him fadop’r 6bina BCEM, UM €CAU Bbl In 1941
" e e - e I A ethical norms of avant-garde art, but also stimulated him to create an ' n
chronicle” of the ac’erl’ry of the five months of the bOdyS hfe, but also to afbMaHaxy 3asB/IeHO: «39Ta KHUra nocrpoe- of Unovis strove for | | fg K the Vi | K Th | A 3HaN rpaMMaTuKy, T . t H
introduce a kind of a design project for future planned publications of the Ha KONNeKTMBOM rpacduyeckoil mMactep- in the almanac - they abso u’lre yfnLe_W.:yie of boo .'f e’r V_'S‘:E booll I € afrr;;nac was a;n noyMHen Gbi <..>» ) "; answgrlsl ° arquez on
; ; ; feci . . example of Lissitsky's experiments in the realization of this concept, B naire ne specially meniioned - amon
group. On June 8 Malevich declared it necessary to receive permission for CcKoll YHOBMCA Ha CTaHKax BUTCBOMaca. did not embrace . P ) ty F; . e P B ero Texcrax e Vitebsk pbl'caf}fons e e almz?nac
: - ecoming the prototype for an innovatory book. i ublications - this v
the project as a newspaper, and thus to apply officially fo the Narkompros ®opMynnpoBKa «MoCTpoeHa» BblAAeT He many aspects of g the profotyp Y 3aK/l0YeHa BHYT- in the "list of P ks of particular i I’yfa ce” Th
. L . A in the "list of works of particular importance”. The
(the People’s Commissariat for Enlightenment). The attempt was unsuc- TONBKO MHXXeHePHO-apXMTEKTYPHOE Mbl- urgent artistic prob- L . P rmpor
ful f that ; tent understandable - no fund- PEHHAA  NOTWKa, list included 21 items, out of which Lissitsky marked
Cesstul, Tor reasons That were 10 some exient undersfandable — no Tun wneHune Jlucuukoro, HO M HoBaTtop- lems, and were far from KPUTMKe U1 Bbi3blBasia yNpeKu B BapBapCTBe, AuKapcTse 1 bes- nojsnactHas 3a- " " i
. nting indust din additi . ; that made th } y ) P ynp pBapcTBe, AMKap A as number one "Khad Gadze" (A little she-goat); and as
g, No printing INAUSIry and, in addifion, circimstances that made fhe CKU1I NMOAXOA K AM3aVHY KHUTU. exhaustive. The almanac rpamMoTHocT. LLlepoxoBatocTb 1 KocHoA3bIUMe, N3061nMe He- KOHOMEPHOCTAM U "Unovis™ in thi
osition of Unovis itself rather complicated. The local authorities were far i P - ep ' P number fwo - the almanac "Unovis"; in third place were
P . ner comp o } AnbMaax ocsewan sce Gop- was fated fo be the only sig- OJI0rVI3MOB, MOJIOHU3MOB (KaK CeACTBIE MOCKOTO MpouC- 0COB@HHOCTAM  the two issues of the magazine "Veshch” (“The Thing"). The
from keen on the idea of giving support and assistance to Malevich. The Mbl aKTMBHOCTM YHOBWCa - Nejaro- nificant collection of articles XOWACHNS), UHBECUM 1 HEMPABUTBHBIX TPAMMATUYECKIX i . . . . S
dea 1o publish iall lized - from Aut 1920 ) ) A KA ' p P p MbILIEHNA WX aB latter was published in 1922 in Berlin in cooperation with
1dea To publish a newspaper was parnally realized - from Autumn TMYeCKyto, 06LLeCTBEHHYIO U XYAO- in which Unovis managed to 060pOTOB, MpPOM3BOAbHOE obpalueHne ¢ opdorpadueit TODa: B 3aTDVAHEH- .
Tvorkom (Artistic C tee) started to i lithoorint editions i ) potos, np pau pgorp pa: PyA llya Ehrenburg. The second place given to the almanac
vorkom (Arfistic Committee) sfarted to issue some lithoprint edifions in a ECTBRHHYIO; KaXan 13 HUX Gbl- speak openly and in full. (BKNIOYaIOLLEE HE TONBKO OP(OrpadnyecKme oWnBK, HO 1 HOCTW peyu, NoBTOpax " " " " i
. . . ~ o w pgorp ' peun, P (between "Khad Gadze" and "Veshch") is not the result
limited number of copies. Some of them are known and available: the mag- na npeacTaBneHa Teopuei U It is likely that the mem-
o " . " . s nepenHaynBaHme C/0B Mo NPOU3BOIY aBTOPa) 1 NyHKTYa- OTpaxeHa BCA CNOX- merely of its chronological sequence: many of his
azine "AERQ", leaflets of the Vitebsk Tvorkom, "Unovis - the 2nd edition of NpaKTUKoiA. [py 3TOM CTPYKTY- bers of Unovis planned to issue Mel 0BpasyIoT (BeHOMEH AKOM M CaMOBBITHOM pewir HOCTE W MHOMOCTVAGHYA-
the Vitebsk Tvorkom" and th "Put’ Unovisa" (The Road of ) ) u pasyl P p y works from the end of the 1910s are not even
e Vitebsk Tvorkom’, and fhe newspaper "Puf Unovisa™ (The Road o pa 3paxnA oTpaxana wkany the almanac at least lithographi- Manesuya. OH HUKOrAa He 3aBOTMACA O FAagKoCTU TOCTb MpoLecca poXaeHUs i i i i
Unovis). But th blicafi ld not reali h the ideal ) i ; i : pou poxA mentioned. Obviously it emphasizes the
novis). But these publications could not realize or approach the idea LeHHocTen YHoBuca: MaTe- cally, in order to achieve a relative- nucbMa. fopasno BaskHee ans Manesnua Gbiia comep- GUAOCODCKON MbICAN, TyMaH- " s .
| Lorinti dardand a| - lopasp A Aep n wm, Ty role of "Unovis" in the evolution of
pnaiibl pacnonaraamce B y good printing sfandard and a larg- KaTe/lbHanA CTOPOHA, B CTUIINCTUKE Xe ero 3aHuMana HOCTb CMbICNIa MHOMVX (hOPMYNPO- a new conception of book
nocnefoBaTebHOCTY, er print-run. CKopee 06pa3sHas U pUTMUYECKas! BbIPA3UTEBHOCTb. BOK Mopoii o6ycnoBneHa paccesHHoC- design.
MPOAWKTOBAHHOM N0- At the beginning of April Marc CnoBecHOCTb, OCHOBaHHas Ha MofobHOM MoAXoAe, Tbto 060CHOBaHMIA OAHOO MONOXEHUA MO He-
FMKOMN CaMOCO3HaHNA Chagall wrote from Vitebsk to Pavel BKyNe C TYMaHHOCTbIO MHOFUX OMNpeaeneHunil 1 no- CKONbKMM cTaTbaM. OBLMIA CTUAb ero cTaTeil HeoAHOPO-
rpynnei. Ettinger: "Af present they [the School] HATUA 1 NPOPOYECKIM, NOYTU B1Bneckum nago- JAeH: 3MbaTuyecKme HOTbl MepeMeXatloTCs MPOHNYECKMMM, POBHbIN TOH dunocohcKmx pac-
Viaeonorneckim are preparing a school anthology, COM BbI3blBasa Camble pPasHooBpasHble OLEHKM CY)KAEHMI pe3Ko nepebrBaeTcs 0CTPOTON NONEMUYECKNX BbINAA0B, UHBEKTUBbI OKPALLEHbI TO
tynpamerTomM xyao- although there is a problem with paper ManeBuyeBCKuMX uutatenei. A.3dpoc, Hanpumep, capKa3MOM, T0 rHeBOM. Ho B 3TOM 11 3aK/K04aeTCs HeNOBTOPUMbII KONIOPUT MafleBUYEBCKIX CO-
KECTBEHHOW 1 N3 here”. This problem, evidently, turned out to nucan: «f1 oueHb 106110 ero Tyroe, yrpsAMoe, Ha- YMHEHNI, 0TEPOCUBLINIT pedhieKe Ha TEOPETUYECKOE TBOPYECTBO €r0 YYEHUKOB.
HECTpouTeNbHOM be decisive, and the almanac was typed in NpsKEeHHOEe, KOCHOA3bIYHOE KpacHOpeumne; Ko- Wx cTaTby Takke 061aaaloT creuuduyecKnM cTuneM, oTpasmeluMM B cebe 1 atmochepy
AGATENIBHOCTH five carbon-copies. HEYHO, 3T He NINTepaTypa, - UHOTAA 3TO MeHb- BypHbIX AUCMYTOB, NponcxoanBLInX B Butebeke B 1920 roay, v HenpepeKaeMbiii asTopuTeT Mane-
yHosucues ciy- El Lissitsky played the leading role in the Le, HO MHOTAa 1 BosbLIe NIUTEPaTYpbI: €CTb B BMYA, @ B HEKOTOPbIX C/Ty4asX, BO3MOXKHO, 1 He0CTaTOUHOCTb 06pa30BaHUs IOHbIX NPOBUHLMANb-
Huna counosc publication of the almanac; he not only headed HEM BCbILWKY MUCAHWNII aNOCTONNYECKIX . HbIX aBTOPOB. Ho npexze Bcero B HUX 04€BUAHO BO3AENCTBYE HE TONIbKO MafleBUYEBCKOI (Moco-
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¢un, cBoZa ero 3anoBepei, Ho 1 A3bIKoBoi MaHepbl. KonvpoBaHue na-
TETUYECKOMW, AeKNapaTUBHON WMHTOHALMW, BOCMPOM3BEAEHME OTAENb-
HbIX 060POTOB, HOPMYNPOBOK, HEONOTM3MOB YUUTENSA, U JaXe rpaMMa-
TUYECKM HEeMpaBU/bHbIX KOHCTPYKLWIA 0Opa3yeT cBOeobpasHylo KOH-
BEHLMOHAJIbHYI0 peyeByto cucTeMy, Kotopyto H.KoraH 10BofbHO TOUHO
0XapaKTepu30oBana Kak «HeBepoATHOe BUTEOCKO-pyCcCKOe Hapeuue.
OTzenbHbI pa3gen anbMaHaxa Obin NOCBSALEH YHOBMCCKOWM
nporpamme pedopmMupoBa-
HWA KyNbTYpbl; B HEro BXO-

AMAM MaTepuanbl, Kacato- In 1927 making his own analysis of

Wuecs TeaTpa (nuTorpadum the history of book design, Lissitsky
B.EpMonaeBoil - 3CKN3bl Ko- wrote: "At the end of the Civil War
CTIOMOB 1 fieKopaLnii K one- (1920) we received the opportunity
pe o6eaa Haa conHLem, to realize our plans and ideas in
cueHapuii 1 3CKM3 AeKopa- new book design - though using
un  «CynpemaTnueckoro primitive printing and mechanical
Ganeta» H.Koran u craThs means. In Vitebsk we issued five
N.3ynepMana «O Tearpe»), typed copies of the almanac ‘Uno-

vis™. Lissitsky notes one of the pecu-
liarities of the new book - its "build-

KYMEHT CNTyXXUN «pa3BA3KON» B KOMMO3WLMOHHOM MOCTPOEHUN U3fAa-
HWSA, HaNpaBAAA XN3HeCTPOUTENbHYIO MPOrpaMMy B pycio opraHu3a-
LIMOHHBIX NPEANOXeHUN 1 GOPMYNUPYS KOHKPETHbIN NnaH AencTBuUin
YHoBuca.

M3paHune «YHoBuca», B UHOM opMe 1 € APYTMMW yHaCTHUKAMMK, HO
0T4acTV peanr30Bao MAeto Ne4aTHOro opraHa ManeBUYeBCKOro Kpyx-
Ka B3aMeH TaK 1 He BbllwezLero xypHana «Cynpemyc». Ero HanpasneH-
HOCTb COBMajaeT C 3ajja4aMu npeAnonaraeMoro Tpetbero Homepa «Cy-
npemyca», copmynmpoBaHHbiMu B Mae 1917 roga 0.Po3aHoBoli:
«KypHan nepuogmnyeckumin. [o xapaktepy cTporo naptuiHbli. [Mporpam-
Ma €ero: cynpematu3M (KMBOMUCH, CKYNbNTYPbl, apXUTEKTYPbI, My3bIKMY,
HoBoro Teatpa u TA.).. CTaTbu Hay4yHOro XapaKTepa, XyAOoXeCTBeHHO-
Hay4yHOro U T.AN.

Ho, Hacneays nporpammy «Cynpemyca», anbMaHax BHOCUT B Hee
KOPPEKTMBbI, MPOAUKTOBAHHbIE KOHKPETHbIMU KU3HEHHbIMU 06cToA-
TeNbCTBaMM - CMEHOI Kpyra yyeHVKoB ManeBuya, o6LecTBeHHbIM Xa-
paKTepoM AeATeNbHOCTM BUTEBCKOM rpynnbl v Npexae BCEro nsMeHe-
HUAMK B camMoli Teopumn ManeBnya, akLEeHT KOTOpOW nepeMeLLaeTca ot

AeKnapauun XyAoXecTBeHHbIX MOCTy-
naToB B CTOPOHY (opMynvpoBaHus

ing" composition. In Lissitsky's afterword to the almanac he states: "This book is built up by the collec- YTOMMYECKOI COLMOICTETUYECKOI Npo-
tive group of the Unovis graphic studio, using the printing machines of Vitsvomas (the Vitebsk Free Work- rpaMMbl.

shops)". The way this phrase is formulated ("built") reveals not only Lissitsky's engineering and architec-
tural manner of thinking, but also his absolutely new and innovative approach to book design.

CTounT 3aMeTUTb, YTO anbMaHax He
BocnpuHumanca ManesuyeM Kak co-

The almanac embraced all the forms of Unovis activity - pedagogical, public and artistic, CTOSIBLUMIACA NPOEKT NMEHHO CynpeMa-
and each was represented by theoretical and practical postulates. The structure of the edition - Tuueckoro kypHana. B 1923 roay
and it does deserve special attention - exposed the group’s scale of values: all the materials NKOavH NULIET B AHeBHMKe: <Manesuy

were published in a certain sequence dictated by the logic of the group’s self-consciousness.

0 ypHane. CynpeMaTM4eCKOro *ypHa-

The ideological basis of the artistic and life-building activity of the members of Unovis was a socio-aes- na eie He 6bUI0 (BblAENEHO MHOM. -

thetic doctrine, formulated by Malevich - his utopia of "the world as non-objectiveness"; therefore the TI). 370 camas oCTpas Belub. 3aHATb

almanac opened with several dec-
larations and articles (namely, "To
pure action”, "Unom 1", "In the
depths of consciousness”, and "On
"I"and on the collective"), in which
the philosophy of suprematism
was declared. They functioned as
an ideological preamble to the
review of the group’s activity.
The first pages of the almanac were
illustrated with the symbolic forms

My3blKK (cTaTba M.Martiowwn-
Ha «O cTapoil 1 HOBOW My-
3blKe») 1 no33um («Jeknapa-
LUMA CNOBa KaK TaKoBOro»
A.KpyyeHbix). [lanee wna
penpeseHTauMa  yHOBUC-
CKOW Meparorvku - cratbu
H.Koran «Hayana »wuBonuc-
HoW abcTpakummu» u B.Epmo-
naesoin «06 u3yyeHUn Ky-
G13Ma», LWMPOKO MNNIOCTPUPOBaHHbIe paboTaMy YHEHVKOB NMOATOTOBU-
Te/IbHOW MacTepCKO.

B paszene, KOTOpbIA, NCNONb3YA TEPMUHONOTUIO CaMUX YHOBUC-
LieB, MOXHO YC/IOBHO Ha3BaTb «O6LiecTBEHHbIM TBOPYECTBOMY, pa3me-
Lanmcb NporpaMMa 1 XpoHuKa AesTeNbHOCTM FpynMbl U HarNsAAHAA ge-
MOHCTpaLVsA TBOpYeCTBa YHOBMCA Ha NMpuMepax 3CKu30B TpUOYH Ans
0paTopOB, TKaHel, pocnucK TpaMBaeB U CynpemMaTUyecKon feKopaumm
thacapoB 38aHNN.

MocneaHuii pasgen npeacTtasnsan u3 cebs cBoeobpasHyto Mo3au-
Ky MaTepuasnoB, KacalLmxcsa caMbix pasHbix npobnem YHoBuca: B HeM
Obina onybnukoBaHa yyebHaA nporpamma, pestomMe cobecefoBaHUA
«O HaTiopMopTe», HaneyaTaHbl JOKNaAbl, MPOYNTaHHbIE HA MUTMHIax
ero yneHamu. YepTy BceM HauMHaHUAM YHOBMCA NOABOAWI MPOEKT Op-
raHusaummn «CoBeTa yTBepXAeHNA HOBbIX (OPM MCKyccTBa». 3TOT Ao-
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of suprematism - black and red squares, a circle and a cross, visualiz-
ing a suprematic model and manifesting the genetic link of the basic
concepts of Malevich's philosophy with his artistic doctrine. At the
same time these drawings play a secondary role in relation to the texts
themselves - in full accord with Malevich's concept (formulated in
1920) that "a brush can’t reach what can be reached by a pen. A brush
is disarranged, it is not sharpened and it cannot reach the convolutions
of the brain; thus a pen is sharper”.

Malevich’s "sharp pen", and the absolute originality of his liter-
ary style was often noted. His contemporaries very frequently criti-
cized him severely for his barbarous, wild illiteracy, the overwhelming
number of neologisms, "polonisms” (a result of his Polish origin),
inversions and grammatical mistakes, as well as his awful spelling
and punctuation. All these, as well as the inarticulateness and incor-
rectness of his speech allow us to speak of Malevich’s distinctly orig-
inal linguistic phenomenon. He never cared for eloquence or exact
and precise formulations. What he did care for was content, thought
or the idea to be perceived; as for stylistic devices Malevich made
them serve him in building up an image, and stressing the rhythmical
expressiveness of his speech. Thus his language, together with its
rather vague and uncertain definitions and notions, coming close fo
a prophetic, almost biblical pathos, evoked absolutely different atti-
tudes and reactions from his readers. A. Efros wrote: "I do like his
tough, stubborn, tense inarticulate eloquence; of course, it's no liter-

ature. Sometimes it's less, sometimes it's more than literature: there are
some flashes of apostolic writings."

B. Arvatov in his review of the book "God is Not Thrown Down"
("Art. Church. Factory") pointed to the obscure language as "some kind
of ventriloquistic mixture of pathology and the maniac nature of the
degenerate, who imagines himself a prophet". In his review of the
brochure "From Cezanne to Suprematism” P. Kornitski called it "a col-
lection of senseless phrases". Malevich acknowledged that both the
authors were right in accusing him of being illiterate, but at the same
time his feelings were wounded and he would complain to some of his
friends. As for Efros’s review, he wrote fo M. Gershensohn: "A certain fel-
low wrote about me that some time ago | was a mystery, but now I'm a
complete epigone, illiterate, inaticulat [a typical example of Malevich’s
peculiar spelling mistakes - T.G.]. Well, I'm illiterate, it's true, but it is
impossible to say that grammar is everything, or that if | knew grammar,
| would have been cleverer".

There exists an inner logic in his texts, ruled by some laws and
peculiarities of the author's thinking: his inarticulateness, the repeated
phrases reflecting the complexity and multistage structure of the gen-
erative process of philosophical thought, and certain obscure meanings
of many formulations conditioned by vague statements of one and the
same idea in numerous of Malevich'’s papers. He does not keep the same
style throughout his publications: emphasis follows irony, the indifferent
tone of his philosophical discourse is broken by sharp polemics, invec-
tives are coloured with either sarcasm or anger - but all of these make
the character of Malevich’s works really notable. The theoretical works
of his disciples were infected with a similar stylistic virus. Their articles
are characterized by the same specific style, which mirrors the atmos-
phere of the heated disputes that took place in Vitebsk in 1920 and the
indisputable authority of Malevich, and in some cases, probably, the lack
of education of the young provincial figures concerned. It was not only
Malevich’s philosophy that influenced them, or the code of his com-
mandments, but also his language. His disciples copied the "pathetic”
declarative intonation of their Teacher, and reproduced some specific
figures of Malevich’s speech, his formulations, neologisms and even the
mistakes of his grammar. This formed a certain conventional speech sys-
tem, which N. Kogan called - rather precisely - "an incredible Vitebsk-
Russian dialect".

A special part of the almanac was devoted fo the Unovis pro-
gramme of culture reforms. It contained some papers on the theatre
("Victory over the Sun" with costumes designed by Vera Yermolaeva
under the direction of Kazimir Malevich; "suprematist ballet", cho-
reographed by Nina Kogan; and the article "On the

There also was a part which - in the terminology of Unovis -
might be called "Collective Creative Activity". This part presented
the programme of the group, a chronicle of its activity and many
examples demonstrating the results of its creative activity: llya
Chashnik’s draft plan for a Suprematist speaker's podium for a city
square (Lissitsky later incorporated this plan info his famous pho-
tfomontage known as "Lenin's Tribune"); agitational propaganda,
such as Lissitsky's "Beat the Whites with the Red Wedge" on the
sides of railway cars; and suprematist transformations of the city's
appearance.

The concluding part of the almanac resembled a kind of mosa-
ic, with many materials dealing with a variety of problems: the cur-
riculum, a resume on the talks "On still-life", reports made at Unovis
members’ meetfings. Its conclusion was the project of the organiza-
tion of the "Committee on New Forms of Art". This document turned
to be "a denouement” of the composition of the almanac as it direct-
ed the life-building programme, introducing some organizational
ideas and formulating a concrete plan of action for the Unovis
group.

As Malevich put it: "We, as witnesses to and creators of the New
Art movement, must also document it, so that its history will not need
be excavated from the ruins of posterity.”

The publication of the "Unovis" almanac was a partial substitu-
tion - though in quite a different form - for Malevich’s never-realized
magazine "Supremus”. Its contents coincided with the aims of the
projected third issue of the magazine, formulated in May 1917 by
0.Rozanova: "It is a periodical magazine. Strictly in the frameworks
of the group, its program being: suprematism (painting, sculpture,
architecture, music, new theatre, etc.)... The articles should be aca-
demic, or popular scientific, etc."

But although following the lines of "Supremus’, the almanac
deviates sometimes given particular circumstances of life, such as
some rotation or changes among Malevich’s students and disciples,
the new social-public activity of the Vitebsk group and most of all,
due to radical changes in Malevich's theoretical background, from a
declaration of artistic postulates to the formulation of an utopian
socio-aesthetic programme.

It should be stressed here that Malevich did not consider the
almanac as a realized project of a real suprematist magazine. In 1923
L.Yudin writes in his diary: "Malevich on the magazine. There has never
been anything like a suprematist magazine [italics, T.G]. This is the most

urgent thing. To give the full space to suprematism. <..> To use

only suprematism. To give only models and correspon-

Theatre" by L. Zuperman); on music (M.Matiushin’s Becb No

artficle "On the Old and New Music"); and on cynpeMaTtusmoM. <..> Mcnonb-
poetry ("Declaration of the Word as It Is" by 30BaTb TO/IbKO CynpemaTtu3m. [laTb TONbKO
Aleksander Kruchenykh). Another part of MOJEe/NM 1 COOTBETCTBYIOLLME CTaTbU. ITOT XKypHan

the almanac was devoted to the repre- opyauve». [leficTBUTENbHO, CaMOAENbHOCTb aflbMaHaxa,
sentation of the Unovists' pedagog- €ro «Tupax» B 5 3K3eMniApoB, KOTOPbIV Cpa3y e NnpeBpaTui

ics, including the articles "Funda- XypHan B 6ubnuorpaduryeckunin papuTeT, HUKaK He MOMN YA40B-
mentals of Abstract Art" by NeTBOPUTL XenaHne Manesuya co3fatb penpeseHTaTUBHYIO aHTO-
N.Kogan and "On Studies of NOrvI0 TBOpPYECTBa CynpemaTnyecKoi WwKonbl. OfHaKo n3aaHue, otpa-
Cubism” by V. Yermolaeva. Both 3MBLUEe MOMEHT POX/AEeHWA 1 pacLiBeTa rpynnbl YHOBUC, BOLLO B UCTO-
the articles were illustrated by pVII0 KaK YHWKaNbHbIN NaMATHUK YTONNYECKON MbICAN 1 YTOMUYECKOM
numerous works by students of [leATeSIbHOCTN MasieBUYeBCKOW LLKOJIbI.

the preparatory workshop. TambsHa lopsayesa

HALW NYBNNKAL NN

ding articles. This magazine is a weapon". In reality
this self-made almanac, in five copies, immedi-
ately became a bibliographical rarity. This

could not satisfy Malevich’s desire to cre-
ate a representative anthology of the
suprematist school's activity. Never-
theless, this edition, issued at the

moment of the birth of the Unovis
group and at the peak of its activi-
ty, became a unique monument to
the utopian thought and activity

of Malevich’s school.
Tatiana Goriacheva
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DREAMS
AND CONFLICTS

THE DICTATORSHIP
OF THE VIEWER

A NEPBbIN PA3 EAlY B BEHELI/IO B KOMAHAWPOBKY. AEJA AENAMUN, HO PA3BE MOXXHO
OMPAHNYUTBLCA UCKNYUTENIbHO XYI0XECTBEHHbIMW MPOEKTAMWU HA BUEHHANE
M N3BEXXATb OYAPOBAHWA 3TOr0 BOJILIEEHOMO, MEPEMOJIHEHHOMO IOAbMU U XY-
JOXECTBEHHbIMW COKPOBULLAMIW FTOPOJA MOCPEAM BOAbI? TOPOJA, 03BYYEHHO-
ro CTUXAMU MOCUDA BEPOJICKOIO, FOPOJA, OBJIAZIAIOLLEEFO HEMOBTOPUMOWM MATU-
EM GENIUS LOCI.

MHE HE JOBEJIOCb MPUCYTCTBOBATb HA OTKPbITUW KOBUNENHOW - YXKE MATUAECA-
TOW - BEHELLMAHCKOW BUEHHAJIE, KOTOPOE COCTOAJIOCb B UOHE CEO rOJA. O4HA-
KO MNOCJIE MOCELWEHWNA 1 OCMOTPA BCEX BbICTABOYHbIX MABWJIbOHOB 1 BCEX 3KC-
no3svunMmM MHE HE OCOBEHHO TPYAHO COMACUTbLCA C OBO3PEBATEJIEM «THE
GUARDIAN» TOBAPJIOM IXXEKOBCOHOM, KOTOPbI/ OBHAPYXXWJ1 B LLEPEMOHWUW OT-
KPbITUA HE MEHbLLE MHTEPECA, NPUBNEKATE/IbHOCTU U JAXE MYAPOCTU, YEM B
CAMOW BbICTABKE CO BCEMU EE XYAOXXECTBEHHbIMW/ HOBALIMAMMW.

HA KPYTOM BUPAXE HOBUJIES:
EXPECTATIONS & DISILLUSIONS

IT WAS MY FIRST "BUSINESS TRIP" TO VENICE, THOUGH | GUESS NO BUSINESS TRIP TO
VENICE IS ONLY BUSINESS. THE IMPACT OF THE CITY IS SO GREAT AND HILARIOUS THAT
YOU CAN'T AVOID THE MOST PLEASANT CONTACTS WITH THIS FAIRY-TALE, ALWAYS OVER-
CROWDED & BUSY PLACE AMIDST THE WATERS.

| DID NOT WITNESS THE OPENING CEREMONY OF THE BIENNALE, BUT NOW, HAVING VIS-
ITED ALL THE EVENTS, EXHIBITIONS AND PAVILIONS | DO BELIEVE MR. HOWARD JACOB-
SON WRITING "MY VENICE BIENNALE HELL" FOR THE GUARDIAN THAT THE PEOPLE PAR-
TICIPATING IN THE OPENING CEREMONY WERE IF NOT MUCH MORE THEN AT LEAST NO
LESS INTERESTING, ATTRACTIVE, FASCINATING AND SOPHISTICATED THAN THE EXHIBI-
TION ITSELF. AS HE PUT IT: "ART IN QUANTITY - BLACK BOX, VIDEO, CAR-BOOT-SALE
INSTALLATION ART - IS NOT A PRETTY SIGHT."

».
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MpoekTbl U Ux reorpafua Guennane pasmecrunacs
B HALMOHANbHbIX M FPYNMOBbIX MaBUbOHAX (CPeAN HUX — POCCUIA-
CKMI, NMOCTPOEHHbIN npAaMo nepep [lepBoii MMPOBOI BOWMHOW MO
npoekty A.B.LLlyceBa) B pacnonoxeHHOM B6/M31 HAaBepeXHO He-
6onblwom napke Giardini 1 B NnpUMbIKaOLWMX K NapKy-cagy Mpauy-
HbIX, KaK Obl HapounTO 3a6POLUEHHbIX CKNAACKUX — B MPOLLIOM ~
nocTpoiikax Arsenale (370, ecTecTBeHHO, ObiBLIMI «ApceHan»). Ho
370 He Bce. Mo cnyyato obunes buenHane 6onbluas 3KCNO3MUMSA
nomelleHa B caMoM LeHTpe ropoga B Museo Correr (Mysen Kop-
pep). A oTAeNbHbIe 3KCNO3ULUM JOBONILHO NPUXOTIMBO pasbpoca-
Hbl MO BCEMY ropojy — €Ciiv UATW AW NAbITb NOYTU B NtOOOM Ha-
npasneHun MuHyT 15-20, To HenpemeHHo B ma3a 6pocutea 6onb-
IO KPaCHbIN MW CUHWIA NNAKaT, N3BeLaloLWwmi, YTo NPAMO nepes
To6OW (MM B XyALWeEM c/lyyae - 3a yI7oM) pacronaraeTca KOHKpeT-
HaA BbICTaBKa, OpraHM3aTopbl KOTOPO He CMOM WY He NoXena-
nn «ky4ykoBaTbea» B «Cagy» unu B «ApceHane».

HO6uneitHan brueHHane BKnoyaet B cebA Lenblii paj MHTepHa-
LIMOHaNbHbIX U HaLMOHaNbHbIX NPoeKToB. Kpome Toro, HeKoTopble
MPOEKTbl He CUMTAIOTCA BKIOYEHHbIMW B mporpaMMmy buenHane,
O/IHaKO BHe MpPOrpaMMbl OHY — BMOJIHE OPULMANbHO. 3TV NPOEKTDI
He npoTMBOpeyaT naee breHHane, oHY yKasaHbl B 06Leii nporpam-
Me KaK NpoeKTbl «cBepx bueHHane». HakoHel, HeTpyAHO HaToNK-
HYTbCA U Ha XyAOXKECTBEHHble BbICTaBKM, BOBCE He NpeTeHayloLme
Ha NpUHaanexHocTb K breHHane. Pacuet 3KCNOHEHTOB NPOCT: Cbe-
xaBluvecA B BeHeuuio 3puTenun n camm BeHeLMaHLbl MOTYT He cpa-
3y 0OHApYXKWTb, YTO KOHKPETHasA BbICTaBKa - BHe (a He cBepx) bu-
€HHase, U 0OCMOTPAT 3a0AHO 3TV He3aBUCKMble IKCMO3ULMN.

B kauectBe peBu3a 50-i1 bueHHane ee gupektop Francesco
Bonami us6pan dhopmyny «Meutbl n KoHbAUKTLL. [lMKTaTypa 3pute-
nsa» (Dreams and Conflicts. The Dictatorship of the Viewer). B pam-
Kax bvieHHane npezctaBneHbl cnegyole MexayHapoAHble npo-
ekTbl: «Pittura/uBonuce: ot PayweHnbepra go Mypakamu
1964-2003» (Pittura/Painting: from Rauschenberg fo Murakami
1964-2003) - kypatop Francesco Bonami; «OTcTtaBaHua 1 npopbl-
Bb» (Delays and Revolutions) - kypatopbl Francesco Bonami u
Daniel Birnbaum; «3oHa» (The Zone) - kypatop Massimiliano Gioni;
«He ans Bcex» (Clandestine) - kypatop Francesco Bonami; «Hesep-
HbIM KypcoM. CoBpeMeHHOe athpuMKaHCKOe UCKYCCTBO M MEHALWM-
eca naHawadTo (Fault Lines. Contemporary African Art and Shift-
ing Landscapes) - kypatop Gilane Tawadros; «/MHanBuayanbHble
cuctembi» (Individual Systems) - kypatop Igor Zabel; «OnacHas 30-
Ha» (Zone of Urgency) - kypatop Hou Hanru; «CTpyKTypa Bbi1Ba-
Hus» (The Structure of Survival) - kypatop Carlos Basualdo; «Co-
BpeMeHHble apabckue penpesenTauum» (Contemporary Arab Rep-
resentations) - Kypatop Catherine David; «/i3meHeHHas noecea-
HeBHocTb» (The Everyday Altered) - kypatop Gabriel Orozco; «Octa-
HoBka Ytonusa» (Utopia Station) - kypatopbl Molly Nesbit, Hans
Ulrich Obrist n Rirkrit Tiravanija. HauvoHanbHble NpoeKTbl COOT-
BETCTBYIOT CMMCKY CTpaH-y4yacTHuL bruenHane (ux 6onee 50).

Kpome Toro, nporpamMmoit npesycMoTpeHbl KOPOTKME 3KCMOo3u-
LMK crieupanbHO NpUMaLlaeMblX XyA0XKHVKOB, @ TaKKe CTYAEHTOB Be-
LYLWMX MMPOBbIX XYA0XECTBEHHbIX WKO/. B pamkax bueHHane npoxo-
AAT 3aniaH1poBaHHble XopeorpatuyecKme, apXMTEKTYpHbIE U KMHe-
maTorpacguyecKme MeponpusATUS, HayYHble CeMUHapbl 1 06CYXAEHNS.
Bo Bcex HYX MOryT NPUHATL CaMOe aKTUBHOE Y4acTye MOCETUTENN.
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Projects and Venue The 50th Biennale di Venezia peace-
fully occupied the green shadowy Giardini and the gloomy non-hos-
pitable Arsenale, fo say nothing about many other exhibitions -
artistic events scattered all about the city, including the Museo Cor-
rer, and other museums and numerous palaces.

Some exhibitions that do not belong fo the Biennale but coin-
cide with it in fime are notable, worth seeing, and sometimes com-
peting with the events of the major grandiose international happen-
ing of 2003.

The motto of the Jubilee Biennale formulated by its director
Francesco Bonami was "Dreams and Conflicts. The Dictatorship of
the Viewer", and incorporates a number of projects, such as "Pit-
tura/Painting: from Rauschenberg to Murakami 1964-2003" (cura-
tor - Francesco Bonami); "Delays and Revolutions" - curators
Francesco Bonami and Daniel Birnbaum; "The Zone" - curator Massi-
miliano Gioni; "Clandestine” - curator Francesco Bonami; "Fault Lines.
Contemporary African Art and Shifting Landscapes” - curator Gilane
Tawadros; "Individual Systems" - curator Igor Zabel; "Zone of
Urgency" - curator Hou Hanru; "The Structure of Survival" - curator
Carlos Basualdo; "Contemporary Arab Representations" - curator
Catherine David; "The Everyday Altered" - curator Gabriel Orozco;
"Utopia Station” - curators Molly Nesbit, Hans Ulrich Obrist and
Rirkrit Tiravanija. National projects match the list of participating
countries, numbering more than 50.

Pittura/Painting: A Retrospective Being devoted
to visual arts | decided to start my acquaintance with the Biennale
by visiting one of its central - as it seems to me - exhibitions-proj-
ects curated by the director of the Biennale Francesco Bonami "Pit-
tura/Painting: from Rauschenberg to Murakami 1964-2003".
| try to follow the rule not fo read any press-release for any art proj-
ect before | see it myself. Now that | have looked keenly at every
piece of painting and have come fo some - probably very subjective -
conclusions, | read the brilliant introductive text by Francesco Bon-
ami which, however, did not change my opinion. He explains the
idea of the exhibition as a curator, while | estimate the result as a
viewer whose dictatorship was specially emphasized by the motto of
the 50th Biennale: "The Dictatorship of the Viewer".

Rauschenberg’s famous "Kite" of 1963 is still floating in the
blue skies of the Venice Biennale... The "Pittura/Painting" exhibition
impresses the viewer even if he/she is not an expert or connoisseur
of confemporary art. Such names as Robert Rauschenberg, Andy
Warhol, Cy Twombly, Roy Lichtenstein, Renato Guttuso, Julian
Schnabel, Anselm Kiefer, Georg Bazelitz, Francis Bacon, Sigmar
Polke "are carved on the scrolls” - to use an old-fashioned expres-
sion - of the history of world art of the XX century.

But | would like to note a few artists whose pictures captured
me as a viewer.

To begin with, | would mention Gerhard Richter whose double
portrait of "Gilbert & George", depicting more shadows than people,
reaches a sense of deep psychological interaction between the one
(?) or two portraitees and between the painter and viewer.

Anselm Kiefer is an artist whose works | try not to miss else-
where - in New York, Berlin, London, or Munich, and Venice was no

PeTPOGI'IEKTVIBa Cchepa MOMX MHTEPECOB — XMBOMMUCb,
TaK 4To 3HaKoMcTBO ¢ bueHHane s pewwnna HayaTb ¢ ofHOro K3
LLeHTpaNbHbIX, B MOEM NPeACTaBleHUN, BbICTABOYHbIX MPOEKTOB:
«Pittura/uBonucb: ot Paywenb6epra go Mypakamn 1964-
2003». Tem bGonee 4TO KypaTop 3TOro MPOEKTa — CaM AUPEKTop
BbuenHane Francesco Bonami. Kak HeTpyaHO AoragaTbea, NpoeKT
npescraBnser coboii peTpoOCMNeKTUBY XMBOMUCHLIX paboT, Bbl-
cTaBnABlIMXCA Ha BeHeunaHckux bueHHane B TeyeHune nocnep-
Hux 40 ner.

Al cHayana JOTOLWHO N BHMMAaTENIbHO 0CMOTPENa BCH BbICTaBKY
1 coctaBuna cBoe cyObeKTVBHOE - @ KaK MHaye? - MHeHMe. A yxe
nocse 3TOro B3ANa B PyKW BCTYNUTENbHbIA TEKCT, COCTaBAeHHbI
Francesco Bonami. [pekpacHbIii TEKCT, HaAo 0TAATb AOMIKHOE ero
aBTopy. B Hem KypaTop 3asBAfAeT, K NpuMepy, 4To AeBu3 tobunen-
Hol Bbuennane - «[lnktatypa 3putena». Ytox, A 1 ecTb 3puTeNb, a
noceMy no3Bosio cebe 04eHb YaCTo He COrNallaThCsA ¢ KpacHopeuu-
BO BbIPaeHHOWM TOYKOW 3peHuA Kypatopa. Y MeHs eCTb CBOW
B3MAA4, U AnKTaTop - Al

WTak, npoekt «Pittura/Musonuce: ot Paywenbepra go My-
pakamn 1964-2003» B KpacuBoM MyseiiHoOM nomeuieHun Kop-
pep nNpsAMo Ha ueHTpanbHoi nnowaan Can Mapko. 3HaMeHuTas
paboTta aMepuKaHua Pobeprta PayweHbepra «Bo3ayliHblin 3Meit»
("Kite") - c Hee HauMHaeTcA akcno3numaA. CnycTa yeTbipe AecATH-
NeTVA BO3AYLIHbIA 3Meil BEPHY/CA, M KaXeTcs, OH Tak u byaet
BEYHO NapuTb B cMHeM Hebe Hag bueHHane, ga n npocTo Hag Be-
Heuueli: BeAb BbICTaBKa pacnpejeneHa no BCcemy ropogy...

Ho MHe Hazo oTopBaThb B3riA4 OT Hebec M OTMETUTb XyAOXK-
HUKOB - YBbl, HEMHOTUX, — KOTOpble NPUBNEKAN Moe cyrybo 3pu-
TeNbCKoe BHMaHue. [loBO/IbHO X/1aAHOKPOBHO NPOX0XY MMMO pa-
60T MHOTMX U3 TeX, KTO MpuYKcieH (Mo npaBy) K KnaccuKkam UCKyc-
CTBa HefaBHo ywegwero XX Beka. 310, K npumepy, Cain Tyombinn,
3Hau Yopxon, Poit JinxteHctaiH, 3urmap lNonbke, ®paHcuc ba-
KoH, Penato lyTTy30, leopr basenutu, Ixkynuan LUHa6enb... Kakne
3BOHKUWe umeHal BoT TonbKo npepctaBneHbl Kopuden He nyywu-
MW CBOVMMW MPOU3BEAEHNAMU. ITO C OJHOW CTOPOHbI, C APYron -
XOTenocb OTKPbITUIA. MMMOXOAOM 3aMeyy: MPUATHO yyacTue Ha-
wero 3eMnska Ipuka bynatosa B peTpocnekTuBe BeHenmaHcKmx
BuenHane ¢ kapTuHoit <Hbto-Mopk» (1989) B HeGecHo-rony6bIX 1
0651a4H0-6€eNbIX TOHAX.

A Hauny s, noxanyi, ¢ Gerhard Richter ns KenbHa, npea-
cTaBleHHOro ABOKHbIM noptpetom "Gilbert & George" (1975).
[JlBa nuua, a MOXeT, ABe TeHW NPOCBEYUBAIOT APYr CKBO3b Apyra;
KMBOMUCHbIE TEHU Yy[0Ae/CTBEHHbIM 06pPa30M XMBOMUCYIOT U
B3aMMoOTHoOWeHUs Mexay lmnbeptom v [xopaxeM, n ncuxono-
FMYeCKyto CBA3b MexXay 3puTeneM U XyA0KHUKOM.

TBopyecTBO HeMeLKoro XyaoxHMKa Anselm Kiefer gaBHo v He-
N3MEeHHO MHTepecyeT MeHs, ero Npov3BeeHNA NOCTOAHHO nonaaa-
l0TCA MHE B My3€eMHbIX 3KCMO3ULMAX 1 Ha FPYyNMoBbIX BbICTaBKax —
B Hbto-Mopke, B Bepnute, B JloHaoHe, B MioxeHe... Tenepb 11 B Be-
Heumn... MoxHo 6b110 Bbl CKa3aTb, YTO A CYacTIMBa BHOBb BCTpe-
TUTbCA ¢ pabotoit Kudepa - HanucaHHbiM B 1981 rogy Hebonb-
WKM MO pa3mepy NOJOTHOM-KOJMaXeM 3eMINCTOrO LiBETa, - ecnu
6bl He HasBaHue: «BHoBb Tpscer 3emnto» ("Et la terre tremble
encore/And the Earth shakes again"). Cuactbe, cornacutech, He-
CKOJIbKO TPEBOXHOE...

1.

exception. | would have said | was happy to meet him again, but the
message of the painting "And the Earth Shakes Again" from 1981
leaves no happy perspectives (acrylic, charcoal, sand on canvas,
unbaked clay).

Gino de Dominicis’ "Untitled" fascinated me - his blue portrait-
like veil-vague tempera paintfing.

Jenny Saville’s "Knead" and Margherita Manzelli's "Nottem"
paralyzed my attention with their vivid horrors depicting the female
beings. Probably, John Currin’s "Ramona" might be included with
them, although it is less cruel fo the model.

| might seem impolite not to mention the only Russian in this
international company: Erik Bulatov with his sky-blue and clouds-
white "New York" of 1989.

1. ROBERT RAUSCHENBERG. Kite. Oil and serigraphy colour on canvas
BosaywHbii 3meit. 1963. Xoncet, macno, wenkorpapus. 213x152

MEXJYHAPOJJHAS MAHOPAMA INTERNATIONAL PANORAMA 65




To end with the newest painting - one should certainly name
Murakami with his "Superflat Jellyfish Eyes" - a moving/movable
childish game-like painting for which the words "mixed media" are
more than justified: wood, silk, acrylic dyes, foil, metal, platinum,
paper. This painting from 2003 is the best present to the anniver-
sary of the Biennale di Venezia, resembling Murano glass pieces.
One of the Murano glass artists of Venice - Pino Signoretto - makes
eye-sculptures, but of course unlike Takashi Murakami’s pieces his
are not superflat.

Any worded impression should imply a message. Mine is the fol-
lowing: a painter can express any feeling, attitude, social position (if
any), philosophy, etc. by means of this very kind of art. That is, using the
old and new, and forthcoming means and media, playing or not play-
ing on colour and light interactions, etc. But nowadays, and the 50th
Venice Biennale is a good example of this, words too often substitute
for an image, or visual art in general. Such is a tendency in the world
art movement: poetry denies words, painting rejects an image or
colour or other devices to leave a trace of something on the canvas..
Music is still using sounds, but... After Cage’s experiments soundless-
ness becomes music too...

Here are just two examples.

Agnes Martin's "Untitled" - a striped square canvas playing
with grey tones. The very sophisticated explanatory text accompa-

2. JENNY SAVILLE. Knead. 1995. Oil on canvas
B peanumauuu. Xoncrt, macno. 138x157

3. ANSELM KIEFER. Et |a terre tremble encore / And the Earth snakes again.
1981. Mixed media on canvas
BHoBb TpaceT 3emnto. 70x100
4. MARGHERITA MANZELLI. Nottem. 2000. Oil on canvas
Hotrem. Xonct, macno. 250200
5. JOHN CURRIN. Ramona. 1992. Qil on canvas
PamoHa. Xonct, macno.111,76x96,52

6. TAKASHI MURAKAMI. Superflat Jellyfish Eyes. 2003. Mixed media on wood
Csepxnnockue rnasa Meay3bl. [lepeBo, cMelaHHas TexHnka. 200x397
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MNpvBnekna n ova- 2
poBana MeHs pabota
utanbaHua Gino de
Dominicis «be3s Ha3Ba-
Husa» ("Untitled”, 1993):
HanucaHHbIN TeMnepown
rYCTO-CUHUN  HEMHOro
HeYeTKUIN — B3rNA4 3pu-
Tens Kak 6bl npoaupaert-

CA CKBO3b Byajb - Mpo-
(uNbHBINA NopTperT.

A BoT paboTbl aHr-
nuyankm Jenny Saville
«B peaHumauym» ("Knead",
1995) n wtanbaHkK Margherita Manzelli "Nottem" (2000) Hagonro
NPUKOBaM MeHs K cebe - K cYacTbio, ¢ MOA06HbLIM y)KacoM, MacTep-
CKM BOMIOLLEHHBIM B (Urypax cTpajatowmx, 6one3HeHHbIX Ui no-
NpOoCTy TAXeN0 60/bHbIX KeHLLVWH, AOBOAUTCA BCTPEYATHCA HE YacTo.
Moxanyi, K 3TMM ABYM BMeYaTNAOLWMM MONOTHAM NPUMbIKAET BbICTY-
nawowmin u3 Hebpockoro $hoHa NOPTPET 3KCTPaBaraHTHON HeMONo-
Ao eHwwmHbl (John Currin, "Ramona”, 1992), xoTa Hago npu3Harthb,
4TO aMepUKaHeL, He CTO/b KECTOK K CBOEM MOAENM, KaK XYAOXHUKM
KeHCKoro nona.

JKcno3muma 3aBepluaetcs paboToi AnoHua Takawwm Mypaka-
mu «Cepxnnockue rmasa megysbh ("Superflat jellyfish eyes"). Ona
LOCTOMHA YNOMMHAHMSA He TOJIbKO MOTOMY, YTO - caMas HoBas (co-
3paHa B 2003 r) n 3aBepwatowas. laxe cocem He notomy. K 3ton

04apoBaTeNbHOW, NO-AETCKM HenocpeacTBeHHON 6Gonbluedopmart-
HoV paboTe Kak Henb3s Gonee MOAXOAMT CTaHAapTHas dopmyna
«cMellaHHaA TexHuKa». [lenctBuTenbHo, Mypakamu npuxoTnuso
CMelLuan BoeAnHo Gymary v iepeBo, LWeNK, (hosbry v MeTal, akpuo-
Bble KpacKW... M3 3Tol cMecn coTBopeHbl HebbIBano KpymnHble pas-
HOLBETHbIE 0Babl-TNa3a, KOTopble COMNAcHO BCEM XMBOMUCHBIM
3aKOHaM MOBOPaYMBalOTCA U Kak Obl CnefAaT 3a MeNeHHO ABUXY-
LWMMCA 3pUTENEeM, NPVKOBbLIBAIOT €r0 BHUMaHUE — U He OTMYCKaloT.
Kro 6bl nogyman, uyto rmasa Mefy3bl MOryT ObITb TAKUMU Bblpasu-
TeNIbHbIMU U 3HAYUTENbHBIMMU...

J7a ApKas u TanaHTaMBasA paboTa — NyywWwmii, Ha Mol B3rNAL,
noAapokK tobuneiiHoii BeHeunaHcKo BrieHHane: oHa yavBUTENbHO
HanoOMWHaeT M3ALLHbIE U3AENNA U3 BEHELMAHCKOro CTeKNa, KoTo-
pble CTONETUAMU NPOU3BOAATCA HA HACENIEHHOM CTEK/I04yBaMu OC-
TpoBe apxunenara «BeHeumns» - MypaHo. OfMH U3 XYLOXKHUKOB N0
ctekny u3 MypaHo - NMuHo CuHbopetTo - 6anyet noymtaTenei 1 no-
KynaTenei ckynbntypamu B gpopme 60bLLMX, LUIMPOKO PacKpbITbIX
rnas; Heyero U roBOPUTb, YTO OHUN He TaKne CBEPXMIOCKUe, KaK ra-
3a Ha KapTnHe Mypakamn.

Ecnu nepenatb cnosamm oLLyLieHWe OT 3HAYNTENbHOI YacTy Bbl-
CTaBJIEHHbIX B PETPOCMEKTUBHOW KOMIEKLUM NPOU3BEAEHUIA, TO A Obl
CKas3aJa TaK: XyA0XKHUK BrpaBe BbIpa3uTb JiloOble 3MoLmu, Ntoboe oT-
HOLLEHVe K YeMy Obl TO HM Bbino, Ntobyto rnocodekyto nnm obect-
BEHHO-TIONINTUYECKYIO WAED, OAHAKO CAenaTb 3TO MCKMUYUTENbHO
cpezcTBaMU cBoero uckyccrsa. Camu cpeAcTBa 3TM MOryT KasaTbCs
BHEBPEMEHHbIMUW, MOMYT BCELeNO MpUHAAIeXaTb MpOLioMy Wan
ObITb COBPEMEHHBIMY, JaXe CYrnepCcoOBPEMEHHbIMU, OHW MOTYT TOJb-

L)
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nying this painting does not persuade the viewer of the outstanding
mastership of the artist. The painter is in the position of somebody
"who knows it better", but what stands behind this position? If only
"a steady and endless meditation”, then why refer it to painting and
not to Yoga?!

And Robert Ryman's "Untitled". Another square canvas as
empty of any image as a part of a white-painted wall. | might sound
very conservative, but how can a viewer "like" a painting "that never
begins"... And as a result there is nothing to view, nothing fo
observe, nothing to perceive: no visual art, but words...

The concept of "Pittura/Painting?" with its question mark for-
mulated by the curator reads: "...a strictly chronologically organized
exhibition fo show how artists were using painting either to express
their biographical relation with painting, or their psychological rela-
tion with it, the relation of painting with historical momentum, and
the definition of painting through a very specific, well-defined style
that locked their language into a clear and unique identity". To my
mind the four principles mentioned above are able to describe the
position of the artist valid in other times and places. Can we not
apply these four theses to Rembrandt, Steen, Spencer, Chagall, etc.?

Biennale/MusSeums Next day, luckily and quite by chance,
| stepped into the San Stae early morning to find "The Falling Gar-
den" - a luxuriant but delicate installation. This artwork was creat-
ed by Gerda Steiner and Jorg Lenzlinger as a part of the Swiss con-
tribution to the 50th Biennale di Venezia. The start of the day was
very promising. The algorithm applied by the artists was far from
new, but the result... You lie comfortably on a kind of a bed in the
center of the nave and seeds, blossoms and twigs - real as well as
artificial - make you feel that you are somewhere very far from the
Earth with its earthly troubles and atrocities...

In that mood | came to think that the rest of the Biennale
would be no less impressive... Of course, my discourse about the
Biennale was not straightforward and logical, i.e. following strictly
the map of the Biennale and its enumerated projects. As the Bien-
nale itself contradicted and contrasted with the city of Venice, over-
whelmed as it is with masterpieces of Italian art from the remote but
glorious past, | combined the past and the present, and probably the
future as well, allowing myself to enjoy the Frari with Titian (a good
addition to my London impressions from this year), and the Scuola
Grande di San Roch with huge and imposing Tintoretto, or the
Academia Gallery.

So when | entered the Gallery of Modern Art, it was not simply
by chance, relying on the serendipity principle. | was expecting
something valuable for these notes and momentary impressions.
Intuition did not fail me since many of the pieces, composing the
nucleus of the museum collection, were acquired at the previous
Venice Biennales. My keen interest was in Russian artists, and | was
happily impressed o see Kandinsky, Chagall, Malyavin, Deineka and
Zadkin alongside Klimt, Klinger, Dufy, Ernst, Klee, Tanguy...

Quite naturally | asked myself: what and/or who (from all | am
to see at this year Biennale) could match these artists and their
works? Thus | started the tiresome job of an art critic who could not
miss such a great event as the 50th Biennale di Venezia.
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KO-TONIbKO 3apOAWTLCA M NOY4YMTb pacnpocTpaHeHue aub B Gyay-
LLeM, HO NPU 3TOM OHU JOMKHbI 0CTaBaTbCA CpeACcTBaMU npodeccuo-
HaNbHOIO CaMOBbIPAXEHWNA XYAOXKHMKA.

He 6e3 HeKoToporo coxaneHus NPUXOAMTCS, 0AHAKO, NPU3HATB,
4TO B XKMBOMWUCHOWN MPaKTUKe - 1 HblHewWwHAA BeHeunaHckaa buen-
Hane nyywnii Tomy npumep - 06pa3s BCe Yalle 3aMeLlaeTcs CI0BOM.
BoobLue-To TakoBa yHuBepcanbHas 06LLeKyNbTypHasA TeHAEHUMS: B
MO3TMYECKOM MpOM3BeJeHNU cTapatoTesi 06oiiTuch He Gonee yeM
MWUHMMYMOM CJ/IOB, B }XMBOMUCHOM — He OCTaBWTb Ha XONCTe Jaxe Ma-
nenwmx cnefoB M300paxeHus, B My3blKajbHOM - M0 Mepe BO3MOX-
HOCTeW WCKMIOYUTb 3BYK TPAAMLMOHHBIX My3blKalbHbIX MHCTPYMEH-
ToB. BcnomHum [xkoHa Keliaxka u ero nocnegoBaresne...

BoT napa «BeHeLMaHCKNX» NPUMEpPOB ANA TeX, KTO CKIOHEH OT-
pULaTh CyLLECTBOBAHME TONbKO YTO 0603HAYEHHO TEHAEHLUN.

XoncT amepuKaHku Agnes Martin «be3 HasBaHus» ("Untitled”,
1985) - BepTVKanbHble Nonockbl Ha poBHOM cepoM oHe. CNoXHbI
MOACHWTENbHbIN TEKCT = C NO3ULMMN «aBTOPY BUAHEE» — He 0YeHb-
T0 ybexzaaeT 3puTeNs B HECPABHEHHbIX JOCTOMHCTBAX 3ToN pabo-
Tbl. ECin ee cMbicn 1 B caMoM Aene - «NocTosiHHasA 1 6ecKoHevHas
MeAMTaLUsAY», TO He MpoLLe M 3pUTEN0 NOKMHYTb BbICTABKY U 3a-
HATbCA Moron? [lpyroit amepuKkaHey - Robert Ryman - Takxke He
nozobpan BneyaTnsioLero HauMeHOBaHUA JJIS CBOEro MosoTHa
"Untitled" (1965). OHo npeacTaBnsfer coboi NMLLEHHBI Kakoro Obl
TO HYM ObIN10 M306paXkeHNA KBAAPAT, MOYTY CIMBAKOLLMIACA C BbIKpa-
weHHoI B 6enblii uBeT cTeHol. /M BHOBb Myapble C/ioBa B KayecTBe
00bsAcHeHus... HaBepHoe, KOe-KTo Ha30BEeT MeHsl KOHCEPBATVBHOM,
HO BCe-TaKW CKaxy NpAMO: MHe, 3pUTENI0, HENerKo NMPOHMKHYTLCA
COBEpLIEHCTBOM XXUBOMUCHOTO NPOU3BeeHUA U NoN6UTL ero, ec-
NIV OHO «TaK W He Hayanochb», ec/in OHO TObKO 0beLlaeT COCTOATb-
cA B TallHUKax Moeii coOCTBEHHON (aHTa3nm, NyCTb Jaxe A ek He
obzeneHa. MiHaye roBops, ecim nepeAo MHoi HeT M306pasnTeNbHoO-
ro Hayana, eciiv OLHM N1LLb C0BaA...

KoHuenuus akcnosmuyun «Pittura/Painting?» - Bonpocutens-
HbI 3HaK MOCTaBNeH CaMMM KypaTopoM - hopMyanpyeTcs UM cre-
Ayowmm obpasom: «3T0 opraHM30BaHHaA B CTPOro XpOHOOrMye-
CKOM NopsAZiKe BbICTaBKa, MpU3BaHHasA NoKa3aTb CBA3b XMBOMUC-
HOro npov3eeseHns NnMbo ¢ Guorpadmen xyLoxHUKa, 6o ¢ ero
MCUXONOrMYeCKUMIU 0COBEHHOCTAMM, IMBO C UCTOPUYECKUM MO-
MEHTOM, MO0 C KOHKPETHbIM XY0XeCTBEHHbIM cTunem». Caaercs,
yTo BCe 3TW YeTbipe «1MGO» BMOJAHE NMPUMEHUMbI ANA aHanu3a
TBOPYECTBA BCAKOIO XYAOXHWKa, Korga 6bl 1 rae 6bl OH MAKM oHa
HW NpoABMAM cBOM JapoBaHuA. Hy naBaiTe npoaHanusupyem c
3TUX NO3ULMIA AaBHbIM-JAaBHO MOKUHYBLMX ceil Mup PembpaHaTa
nnu CTeHa nnu e 0THOCUTENIbHO HeAaBHO ocTaBmBLLMX Hac CneH-
cepa unu Warana...

Beneunanckue buennane

N BEHELUUNAHCKUE MY3EMN . KaknpusatHo HabpecTu Ha
N3ALLHOE, NYCTb U HE 0YEHb OPUTUHANIBHOE XYA0XKECTBEHHOE pelle-
Hue, He npuberaloliee K CyeTHOW NMoOMoLM BepbaibHbIX TEKCTOB.
Mo cyactimBoOWM cny4yaliHOCTV A MepecTynuia nopor Lepksu San
Stae paHHMM yTpOM, 1 cpa3y e AeHb NoKa3ancA Takum MHoroobe-
warwmMm... MHectannaumio «Hucnapatowme cagb» ("The Falling
Garden") npeacTaBuau wBeiiLapckue xyaoxkHukmu Gerda Steiner u

Jorg Lenzlinger. Boo6pasuTe: Tbl npuaer Ha BO3BbILWEHWE C MATKON
MOACTUNKOM — W cpa3y Teba obcTynaloT cBucalole cBepxy Ha
ANVHHBIX HATAX WCKYCCTBEHHbIE W HATypalbHble LBETbI, JNCTbS,
BETKM, PUIypKM nTuyek... Hy Kak He owwyTuTb cebs rae-To ganexo-
AaneKo OT HecycBeTHbIX 3eMHbIX 3a60T? U A - npu3Hato, HecKonb-
KO NerkoMbiciieHHo - BoobGpasuna, 4to ocMoTp bueHHane craHet
A1 MeHA TaKOW e JIerKom, HenpuTA3aTeIbHON U HEN3MEHHO Npu-
ATHOWN MPOTYNKOMN.

XYAOXXHUKM 1 KypaTopbl MPOEKTOB A0BO/IbHO ObICTPO Aanut MHe
MOHATb, 4TO NoA06HOE NpeBocxMLLeHMe Oblo ownboyHbIM. Ho Bee
e A He nojjanach Bosie cocTaBuTeneii KapTbl brueHHane, npoHyme-
pOBaBLUMX BCE 0OBEKTbI U NMPEANOKUBLUMX ONTUMaNbHbIA MapLpyT
ocmoTpa. Mx npAMonuHeliHaa noruka He y4mTbIBbIBaeT HAaCTPOEHMA
3puTens, KOTopbli He No3BoNiAeT cebe 3aKpbIThb r1a3a Ha BONLWEH-
HbI1 ropog, N306unyoLWMiA WeaeBpaMy UCKYCCTBA, MyCTb JaXe OHU
OTHOCATCA K C/IaBHOMY AafeKoMy npoluiomy. MHe, Kak 1 MHOTUM,
BEpOATHO, noceTuTenam breHHane, nHtepecHee Beero 6bi10 Npro6-
pecTu 1 No BO3MOXHOCTY 00beAMHUTD BMeYaTeHns, OTHOCALLMeCA
K BEIMKOMY CTapOMy VCKYCCTBY, C Be4aTsieH!AMY 0T MacTepoBUTO-
ro v nto6ONbITHOr0 COBPEMEHHOr0 UCKYCCTBA, @ 3304HO ~ KTO 3Ha-
€T? - 1 OT NepcreKTUBHOIO UCKYCCTBA CKOPOro Gyayliero.

Mo cyacTbio, BrieHHane NpoxoAWT B ApeBHel BENVKONENHON
BeHeuwnu, Tak 4TO C BneyatTaeHMAMK OT BEIMKOIO UCKYCCTBA Npo-
woro Bce 6bin0 B nopagke. Hy Kak ynycTUTb BO3MOXHOCTb 3arns-
HYTb B MOWMCKax elle HeBeAOMOro (U He MpeAcTaBAeHHOro Ha Co-
CTOAIBLUEWCA B 3TOM rofly OrpOMHOM IOHAOHCKOM BbiCTaBKe) Tuuu-
aHa B KONOCCaNbHbI — 3aMKHYTbIN CHapYXW U NPasfHUYHBIN BHY-
Tpu - xpam ®papn?.. nu B HM ¢ YeM He cpaBHUMyto Ckyony CaH
Poka, BobpaBluyio B ceba Becb reHuit, Bce HemcToBoe Tpyaontobue
N BCe HecpaBHeEHHOe peHecCaHCHOe MacTepcTBO TUHTOPeTTo?..
HakoHeLl, B nepenonHeHHyo WeaeBpamMu — NpUYeM BbINOAHEHHbI-
MU UCK/IIOUUTENIbHO MacTepamy, paboTaBlummm B BeHeuun, - Mane-
peto AkagemMun?..

pu3sHatock, A He 0XuMzana MHOTOro OT BEHELMAHCKOW ranepen
COBPEMEHHOT0 UCKYCCTBA, HO cyAbba He HanpacHo 3aBena MeHs Ty-
Aa. fl nuwHuit pa3 ybeamnack, CKonb MHOMO 3HauYMT brieHHane ¢ ee
Bonee yeM cToneTHei nctopuelt ans ropoaa BeHeunn. Beab aapo
3TOr0 My3€s C/I0XUI0Ch U3 MPUOBPETEHHBIX MW NOAAPEHHbIX aBTO-
pamu B pasHble rogbl paboT, yyactBoBaBwWwmx B bueHHane. MpusaTtHo
ObII0 BCTPETUTL B KOMIEKLMM My3es npeKpacHble paboTbl KaHanH-
ckoro, MansiBuHa, LlagknHa, WWarana, [leiiHeKkn B noyeTHoM KoMmna-
HWUM KapTuH 1 ckynbnTyp diodu, TaHrm, Knunrepa, Knumta, Knee,
JpHcTa, NepBOKAACCHBIX UTaNbAHCKNX XYA0XHUKOB. «He MHaye Kak
1 B 3TOM rody Ha tobuneiiHoii bueHHane 3kcnoHupyoTes npounsse-
JeHUS, [OCTOVHbIE BbITb NpeacTaBNeHHbIMU B My3ee», — cpasy Nnoay-
mana f... I MeHA TyT e 0XBaTu a3apT JI0BLA HUKOMY eLle He Beo-
MbIX LWeaeBpoB. HaBepHoe, 3T0 HopManbHoe cocTosHWe Ans 060-
3peBaTesisl, NbiTaloLWeroca onepeaunTb BPeMA U NpeiBOCXUTUTL Te
OLLeHKM, KOTOpOoe BrpaBe BbIHECTY TOIbKO Oyaylliee — MyCTb Aaxe He
ocobeHHo aanekoe. CroBoM, nocelleHre My3es COBPEMEHHOIO UC-
KyccTBa NoMorio MHe copMUpoBaTb MOTMBALMIO, BMOJIHE afleKBaT-
HYIO TOV PONK, KOTOPYIO MHE NPeACTOSANO0 BbINOJHUT.

7. Gustav Klimt. Judith Il (Salome). 1909. Oil on canvas
HOande Il (Canomes). XoncT, macno. 176x46
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Non-Revolutionary Delays 'Delays and Revolutions" -
this project interested me to no less extent than "Pittura/Painting",
Mr. Bonami being one of the curafors; the second one was the no
less renowned Daniel Birnbaum. His introductory text turned out fo
be more impressive than the exhibition project itself - at least to my
verbally-oriented mind.

"Delays and Revolutions" ...endeavors to trace connections
and links across generations and continents in order to draft a
short history of change", Daniel Birnbaum states.

Daniel Birnbaum’s foreword pays much attention to Dan Gra-
ham’s installations which to my mind (if a viewer hasn’t read the
text, and | believe most of those coming to see the exhibition have
not read it) might be perceived with an misunderstanding smile:
1974 - a recollection of the time when technical renovations
seemed revolutionary. Revolutions in technology have great
impact on changes in life style, but not so often in art. One thing
might be noted in connection with the delayed or revolutionary
1974: since the 1970s art needs more and more explanations,
commentaries, deciphering, project-doctors and curators...

Thus a few words on the artistic events exhibited as Delays
that did not happen fo become Revolutions, though the viewer
might find some recollections in them. A re-staged 2002-year
version by Felix Gmelin of Gerd Conrad’'s 1968 revolutionary
race in Berlin - a very persuasive example of revolution delayed:
to hold a red flag is not enough for a revolution. David Hammons'
"Praying to Safety", 1997 (Thai bronze statues, string and safety
pin): is a safety pin a safe instrument to stop Time? Efrat Shvily's
gallery of black-and-white photo-portraits of Palestinian political
leaders: an obvious demonstration of binary politics. Damien
Hirst's "Standing Alone on the Precipice Overlooking the Arctic
Wasteland of Pure Terror" (1999-2000), a stainless steel and
glass cabinet with metal and plaster pills resembles an abstract

A 6b1InM NN PeBONTIOLNOHHDIE NPOPbIBbLI?
MpoekT «OTCTaBaHMA 1 NPOPbLIBbLI» C CAMOr0 Hayana Bbi3blBan Moe
no6ONbITCTBO He B MeHbLUeid cTeneHu, yeM «Pittura/XKusonuck»,
Tem 6osiee YTO KypaTopoM BHOBb BbICTynuA Bonami - Ha 3ToT pa3 B
COApY)XecTBe CO CTO/b e yBaxaeMbIM crieumanuctom Daniel Birn-
baum. N onATb-TakM BCTyNWTENbHbIN TEKCT OKasanca efsa n He
Oonee 3acnyxuBalOWMUM BHUMAHUA, HEXeIM caMa 3KCMo3ULUA.
Wnun, moxer, nesoe (BepbanbHoe) nonyluapre MOero Mo3ra OAepKa-
N0 O4YepefHyI0 (BPEMEHHYI0, KaK MOKa3blBaeT onbiT) nobeny Haj
npaBbIM nonylapuem?..

Ho v c oTAenbHbIMM MbICAAMK KypaTopa X04eTcA NoCnopUTh.
K npumepy, BoT uto nuwet Daniel Birnbaum no nosoay 3Toro npo-
@KTa: OH «Mpu3BaH NPOAEMOHCTPMPOBATb CBA3M W B3aUMOJENCT-
BUA MEXAY NMOKONIEHUAMM U MeXAY KOHTUHEHTaMU, abbl 04epTUTD
Te U3MEHEeHWA B NOAX0AaxX K M306pa3nTeNbHOMY UCKYCCTBY, KOTO-
pble Mefy MeCTO B TeYeHMe CPaBHUTEbHO HEMPOAOIKUTENBHOMO
BpeMeHw». [lanee Bo BCTynneHumn Birnbaum yaenser nsnumwHe MHo-
ro, Ha MoV B3rnAj4, BHUMaHWA BbinoaHeHHbIM B 1974 rogy nHctan-
naumam Dan Graham. Ecan He ynTaThb TeKeT (a nogasnsioliee 60Mb-
WMHCTBO nocetutenein buenHane, ckopee Bcero, He CKAOHHbI yT-
py}aaTb cebs NpucTasbHbIM M3yYeHUEM MeyaTHbIX MaTepuasos),
TO NPW BUAE 3TUX UHCTANNALMIA MOXHO Pa3Be YTO C HEMOHUMaHW-
€M NoXaTb NieyaMu, Hy U CHUCXOAUTENbHO U MOHKUMAaLOLLe YNbl6-
HyTbcA. JleT TpMALaTbh Ha3ah MHOTUM U BNPAMb Ka3anoch, YTO HO-
Bble NepcrneKTUBHbIE TEXHONOMUW NPUBEAYT K paguKanbHbIM U3Me-
HEHWAM B UCKYCCTBE (HE TO/IbKO, KCTaTH, N306pa3nTeNbHOM).

Tenepb-To JOCTAaTOYHO OYEBUAHO, YTO TaKMe U3MEHEeHUA NOJA
BAUAHNEM HOBbIX TEXHONOMMI Havnbonee paauKanbHbIM 06pa3oM
CKasanncb Ha KayecTBe MOBCEAHEBHOW XW3HW WAW, K NpuMepy,
NPOV3BOACTBEHHON AEATEeNbHOCTU ~ U B CPaBHUTENIbHO MeHblLUeN
CTerneHu Ha KauyecTBEHHON CTOPOHe 1306pa3nTeNbHOr0 UCKYCCTBa.
MoxeT 6bITb, Hanbonee 3aMeTHbIM ANA MEHA CNeACTBUEM NMPOHUK-
HOBEHWA HOBbIX TEXHONOT NI B
apT-ctepy cTano peskoe yc-
NOXHEeHVe A3blKa WCKyCCTBa.
A oHO BbI3BaNo Heobxoau-
MOCTb KOMMEHTMpOBaTb ANA
nyb6auKK, pas3bACHATL el
CMbIC/1 XYA0XeCTBEHHbIX NPO-
n3BefeHnin 1 nopoii bykBab-
HO e dpoBbIBaTH MX.

8. CALIN MAN. Alteridem.exe_2.

9. FELIX GMELIN. Farbtest, Die Rote Fahne I
2002. Video Installation
LiseToBoi Tect, KpacHbi dnar Il.
BuaeovHcTannsumsa.
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Het, A, KoHeuHo, oTaato
cebe oTyeT B WMpoyalilem
pa3BUTHM 3NEKTPOHHbBIX HOpM
ncKycctea, Aa u bueHnane
2003 roga HUKaK He gaet 06
3TOM 3abbITb... MeHA NpuATHO
YAMBWI, K NpUMepy, CBOEI Co-
JepKaTenbHOCTbio 1 06pasHo-
CTbIO rMNepMeUNHbIN NPOeKT
alteridem.exe_2 BupTyo3HO
Bnagetowero Photoshop’'om
pymbiHa Calin Man (cm. no-
apobHee: www.v2.nl/kinema-
ikon). 3710, KaK MHe KaxeTcs,

Haunbonee NpoABUHYTLIV Npo-
eKT Takoro poja wu3 npeg-
cTaB/ieHHbIX Ha bueHHane; Ha
cneunann3npoBaHHbIX Bbl-
CTaBKax Mo 3/IeKTPOHHOMY
NCKYCCTBY U B ele 6onbLien
cTeneHn B KuHematorpadwu-
YeCKOW npaKTUKe HampayTcs,
pasymeeTcs, U Kyaa Oonee
Brevatnawwme npumepsbl. [la
1 Boo6LLE KOMMbIOTEP MOXKHO
6b110 BCTpeTUTb Ha bueHHa-
Nle efiBa /i1 He Yalle, YyeMm Tpa-
AULMOHHBIN XONCT; OFPOMHOE
MHOXECTBO  XMBOMMUCHBIX
NpoeKToB C 60AbWIUM WK
MeHbLIUM 3(deKToM conpo-
BOXJanocb BUAeONpe3eHTa-
LUMAMU, U OTPAHNYMBANOCH
BMAEOMpPe3eHTALUUAMU, UK
BK/OYano B ceba Buaeonpe-
3eHTauun.

W Bce-Taku HY 3Ta nerko
obpalyatollan Ha ceba BHUMA-
HWe NPaKTWKa, HU Bce Kpac-
Hopeuve Daniel Birnbaum He
06MaHyT MeHsA 1 He cobbiOT C
MbIC/IN: MO MoeMy ryGoKoMy
yOexaeHnI0, caMoe 3HaYMTeNbHOE, caMoe TporaTesibHOe M caMmoe
BO3BbILLEHHOE, CaMOe pajuKaNbHOe U caMoe B KOHEYHOM cyeTe 3a-
MOMWUHalOLLeecs, YTO TOJIbKO MOXKET CAeNaTb XYAOKHMK, = 3TO B3ATb
B PYKU KWUCTb MK pe3el W... CTapbiM AeA0BCKUM cnocoboM coTBo-
puTb WwepeBp. Kak 1 BcTapb, MMEHHO 3TO LlEHUTCA — U AiyMalo, Bce-
raa GyzeT LeHMTbCA — npeBbilwe Bcero. He Mory ckasatb, YTo A He
MPVHMMat0 3NeKTPOHHbIe GOPMbI UCKYCCTBA, HO KPUTEPUU MX OLLeH-
KW, KaK MHe NpeACTaBAeTCS, elle He YCTaHOBUAUCH.

MTaK, HeCKONbKO CNOB 0 NPeACTaBEeHHbIX B paMKaXx MpoeKTa
XYLOKECTBEHHbIX ABNEHUAX, KOTOPbIe HenpaBoMepHOo 6bino Obl OT-
Hectn K OTcTaBaHWAM, ogHaKo 1 [popbIBOM OHM TOXe He cTanu,
XOTA MPU 3TOM He NULLEHbI N3BECTHOMO XyA0XKECTBEHHOMO CMbICAA,
a BpeMeHaMu 1 04apoBaHus.

LBeacknin xynoXHWK Hemeukoro npoucxoxgeHus Felix
Gmelin npesgcTaBun nporpaMMHylo, Noxanyin, ANA KypaTopoB
BuageounHctannaumio «LiBetoBon TecT, KpacHbii dnar |I»
("Farbtest, Die Rote Fahne I1", 2002) - puMeiiK BbINONHEHHOTO B
6ypHom 1968 rogy Buaeodunbma (noctaHoBwmk - Gerd Con-
rad), onHUM M3 repoeB KoToporo 6bin ero oTew. MNokoneHue oT-
LLOB 3aCHAN0 «peBOJIIOLMOHHbIN» 3aber-actadeTy ¢ KpacHbIM
¢dnarom no ynuuam 3anagHoro bepnuHa: B 3aBepluieHune dnar
B34bIMaeTcA Hajg 34aHVMeM M3puUK, 3HaMeHys NMPUXOA HOBOW -
YKaCHO-YXaCHO-yKacHO ppppeBoOLNOHHON — 3noxu. lokone-
HWe JeTein 3acHAN0 npober no TeM Xe yauuam: nocnegHuii 6e-
rYH BpblBaeTcs B TO Xe 3jaHue U... TepAetcA TaM. Huuero - Hu-
KaKoro npopbiBa - He NPOU30LLII0, pa3Be YTo CTOMT 3aMKcupo-
BaTb OTCTaBaHWe peBoitoLUN?..

delicate colorful drawing, not being hand-made. It works. But
what was presented depicting the present which is never pres-
ent? Perhaps, "Seven Ends of the World" (2003) by Tobias
Rehberger, Murano double glass lamps forever changing, glitter-
ing the space and producing a rainbow-like colourgram, probably
of the world at large...

You cannot help appreciating Dinh Q. Lee’s "Paramount"
(2003) - C-print and linen tape like multilayer "interwoven" images
of America’s glorious Paramount Pictures and of American memo-
ry of the Vietnam war (Vietnam Destruction of Memory), and a quite
original work by Giuseppe Gabellone (hard polyurethane foam)
"The Japanese”, made of polyurethane spagetti.

| was happy to see a remake of a Rembrandt entitled by
Glenn Brown "Dark Star" (2003, oil on canvas) - he also
impressed me in the Pittura/Painting project with his "The Rich-
es of the Poor", also from 2003. Carsten Hoeller's "Y 2003" proj-
ect, far from traditional visual art with its walls covered with foil,
is no doubt popular with viewers: lots of pinned notes, scratches,
and finger-made holes prove that the dialogue between the foil
walls and the viewer is constantly developing - as a sort of a hap-
pening.

As for Lucy McKenzie's mural (2003) with the «<Mmm! Ahh!
Ohh!» - | shrug my shoulders at that. One needs an absolutely
exceptional sense of humor to take it for a piece of artf... One
must be patient, live long and stay vigorous to see what - of what
seems revolutionary today - will make a real contribution to the
past. What we see today - and here | will let myself quote Daniel
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10. DAVID HAMMONS. Praying to Safety. 1997. Thai bronze statues, string and safety pin

MonuTea o GesonacHocTu. Taiickue 6poH30BbIE CTAaTy3TKW, CTPYHa, Bynaska
. DAMIEN HIRST. Standing Alone on the Precipice Overlooking the Arctic

Wastelands of Pure Terror. 1999-2000. Object

CroA Ha Kpato Kpenoctn 1 06o3peBan

NefleHALLYI0 NyCTOLWb YucToro Teppopa. O6bekT

TPETbAKOBCKAS TANEPES B THE TRETYAKOV GALLERY #1' 2003

MOXHO OTMETUTb BbIMOJIHEH-
Hble Ha 3HaYMTenbHO Oosee 31060-
AHEBHylo TeMy paboTbl - HanpuMep,
amepukaHey David Hammons
npeactaBun «Monutey o 6e3onac-
HocTw» ("Praying to Safety”, 1997):
COEAMHWA HUTbIO MOIUTBEHHO NpW-
KaTble K rpyAn PYKW ABYX KONEHO-
MPeKNoHeHHbIX BGPOH30BbIX QUryp
(ucnonb3oBaHbl U3sILHbIE CTATy3T-
Kn 13 Taunanga). A n3pannbTAHWH
Efrat Shvily (2000) nosHakomun
nybauKy c ranepeein npexkpacHo
BbINOJHEHHbIX YepHOo-6enbix ¢oTo-
MOPTPETOB YJIEHOB MaNeCTUHCKOro
KabuHeTa MWUHUCTPOB: HE MHaye
KaK He 3ac/iyXXuan LBeTHbIX U306~
paxeHu...

AHrnnyaHuH Damien Hirst
npeacTaBun paboTy ¢ 3aMbICiOBa-
TbIM Ha3BaHueM «CTos Ha Kpaw
nponactm u obo3peBas nejeHs-
Wyl MycTolb YWUCTOr0 Teppopa»
("Standing Alone on the Precipice
Overlooking the Arctic Wastelands
of Pure Terror", 1999-2000). Bbits-
HYTbIV BLOJIb CTEHbI METAIINYECKUIA

10. CTeNnfaX C NpUXOTIMBO pa3MelleH-

HbIMM Ha HernyboKMX MoKax pas-

HOLBETHbIMM LWanbo4YKaMu, cepaedkamu, MUIONbKaMU U3 Pe3uHbl,
MeTajna 1 nnacTMKa HU4YeM He HanomuHaet o Teppope. CKopee 310
N3ALWHBINA, HECMOTPSA Ha HEMaJble pa3Mepbl, 3K3epCUC Ha TEMY NpU-
006LLEHMA OBOLHO NPOCTLIX TEXHONOMMYECKUX 3NEMEHTOB A1 CO-
3[]aHNs1 HEPYKOTBOPHOMO 3CTETUYECKOro ob6beKTa. [leicTBuTeNbHO,
CTWU/IbHBIN CTENAX He OTANYMLLbL U34aNnK 0T abCTPaKTHON KapTHHbI

12. GIUSEPPE GABELLONE

The Japanese. 2003
Hard polyuretane foam
AnoHckoe

Monnypetax
235x100x62

. DINH Q. LEE

Paramount. 2003
C-print and linen tape
MapamayHT

[MeyaTb Ha Nonockax NbHa

84,71x169,55

C APKMMM TOYEYKaMM Ha CBEeTN0-3epKanbHOM (o-
He. He oAHM TONbKO XaWTEKOBCKME TEXHONOrmMu
cBUAeTeNbCTBYOT 0 [1popbiBe - 3Ta MbIC/b, AOMK-
HO OblITb, C HEMANOM CUON rpeeT Aylly KypaTopoB
IKCMO3NLNN.

M elle oAMH BMOMHe XyAOXeCTBEHHbIV 00b-
€KT CO CTOJIb e HeoJHO3HaYHbIM Ha3BaHWeM, Bbl-
MONHEHHBIV TaKKe C MPUMEHEHNEM He CaMbIX Bbl-
COKUX TexHonorui, - «CeMb KOHLOB cBeTa» ("Seven
Ends of the World", 2003), aBTop - HemeLl, Tobias
Rehberger... CBucatowwme Ha ANIMHHBIX HATSX LiBET-
Hble TAMMOYKN 1 pa3HOLBETHbIe CTEKALLKM — BCe
CeMb LiBETOB pafyru, CBOEro poja LiBeTorpamma
MOANYHHOTO MUPA, Y 3HAMEHYIOT OHW MPOPbIB CKO-
pee He K rpyCTHOMY KOHLLY, @ K pa3Becefomy npasg-
HUKY cBeTa. A 3a0[1HO B HUX MOXHO 6e3 Tpyaa y3-
peTb M3ALHOe HaMoOMWHaHWe O CTOb XapaKTep-
HoM A BeHewyn MHOroCN0MHOM LIBETHOM CTeKne
co cnaBHoro octpoBa MypaHo.

BoitHy Bo BbeTHaMe noa3abbiny noytu BCe,
KpOMe Tex, KTO ee Mepexun, U.. XyA0XHUKoB. Pa-
6otatowmii B CLLA BbetHamel, Dinh Q. Lee, no-cBoeMy npoTecTysi NPOTVB KOPOTKO NMaMATH COBPEMEH-
HWUKOB, NPeACTaBW MHOTOC/N0MHbIV OTMEYaTOK Ha MONOTHE, CM/IETEHHOM M3 Hape3aHHbIX JIbHAHbIX M0/10-
COK, Ha3BaHHbIM UM "Paramount” (2003). Jlerko goragatbcs, 4To Ha HeM — parMeHTbl NJaKaToB 3HaMe-
HUTOM KnHocTyamm «Paramount Pictures» BpeMeH BbeTHaMCKOIN BOWHbI.

C 60nbLUOI pafoCTbio A BCTPETWIA HOBYIO KapTUHY 06najaTens cBoeobpasHoi 1 SpKoW KuBoMnmc-
HOW TeXHMKK noHgoHua Glenn Brown «TemHas 3Be3ga» ("Dark Star”, 2003, xoncT, Macnio) - AHeM paHee
Ha aKkcno3uuum «Pittura/Musonuce» npescraBneHHoe UM nonoTHo «boratcTBa 6eaHbIX» ("The Riches of
the Poor", 2003) nokasanocb MHe NOMCTUHe He3abbiBaeMbIM.

B pabote «fAnoHckoe» ("The Japanese”, 2003) utanbaHckuin xyaoxHuK Giuseppe Gabellone no-
Kasan BbIMONHEHHbIe M3 MOoJMypeTaHa Konuu ANOHCKUX epeBAHHbIX CKYNbNTyp-penbedos, ¢ HeMa-
NbIM BKYyCcOM «pa3baBfieHHble» YAUBWTENbHO HAaNOMUHAKWMMU anneTUTHYI HaTypy UTaNbAHCKUMM
cnareTTy.

A BOT NMpeAcTaB/ieHHbIe B MPOeKTe Mypanuu He 0CTaBUAN Y MeHA ryboKoro BrnedatneHuns. CKo-
pee HepfoyMeHue. Tak, woTnaHaka Lucy McKenzie HegoymeHHo pa3oxanach 1 pasaxanacb, HanmcaB Ha

13.
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CTeHe KpYMHbIM YepTexHbiM wpudtom: «Mmm! Ahh! Ohhl», -
COBEPLIEHHO 0YEBUJHO, YTO 3TO C HEl MPOM3OLIIO0 HEMOCPEeACT-
BeHHO B 2003 rogy (eaBa nm Gbin NprBe3€eH pacnyCcaHHbIii 3apa-
Hee 340pOBEHHbIV hparMeHT cTeHbl). YTO e, NOXMMato naevamu.
Y meHs gocrano 6bl YyBCTBA tOMOpa, OyAb WYTKA, UK XOXMa, UK
rpoTecKk - Kak Obl HM Ha3BaTb HACTEHHbI TEKCT = X0TA Obl YyTOY-
Ky NOTOHbLLE...

PoauBwemyca B benbrum u pabotaowemy B LBeuun
Carsten Hoeller 6bina npegoctaBneHa ans pabotbl «2003-i1 rog»
("Y 2003") HebGonbluaA KOMHATEHKA — OH 3aKneun BCe CTeHbl ce-
pebpuctoin Gponbroil Ha NOPOIOHE U CHUCKAN ONpeAeneHHy Mno-
nynspHocTb y nocetutenei. 06 3TOM CBUAETENbCTBYIOT NpUKie-
€HHble K CTeHaM 3anuCKU-TUNYYKKN, BOTKHYTble B (onbry meran-
JINYecKMe U AepeBsiHHbIE NpeAMeTbl Y NPOCTO-HANpOCTO MPOAbl-
pABAEHHble ManbLaMu y4acTKU. MoXHO cMeno yTBepxaaTb, 4YTO
TaKOW XKeNnaHHbIN — NpY BCe OrpaHMYeHHOCTM UCMONIb30BAHHbIX
CpeAcTB - Ananor Mexzy aBTopoM U 3puTenem cocTosnca. Xanne-
HWHT MMen MecTo...

HanpawwvBaercs 6aHanbHoe noxenaHuve. [laBaite XuTb 40NTO,
JaBaiiTe He TepATb NOBONLITCTBA K XyAOXKECTBEHHbIM NPOEKTaM -
N Korga-HMbyab Mbl YBUAWM, KaKMe KOHKpETHble HanpaBfieHus
XYZ0XXECTBEHHOro TBOPYECTBa, FPOMKO 3asBnstowme o cebe Kak
PEBOMIIOLMOHHbIE WMAW Manopasnnynmble cpean Gonee WYMHbIX
3aTel, Ha caMoM Jene ocTaHyTcA B uctopun. He ckopo yaactes y3-
HaTb, YTO U3 NPOMCXOAALLErO Ha HALIMX rnasax oKaxeTcA Hambo-
flee NNOAOTBOPHbLIM U JONITOBEYHbIM.

[laxke Bo3bIMen A KenaHue 0Tpa3uTb B 3TUX 3aMeTKax BCe
0e3 MUCKNoYeHMA NPOEKTbI, NpeacTaB/eHHble Ha lobuneiHoin bu-
eHHane, MHe He yaanocb 6bl 3TOro caenatb B 0603pMMble CPOKU
N C y4eTOM OrpaHMYeHHOro npocTpaHcTBa. [la u Kak Toraa 6biTb
C nosuumen 3putena-guktatopa?.. Ha camom-To gene A - He 60-
nee YyeM camblii 06bIYHBIA 3puTeNnb. Ho BOT Yero oT MeHs He oT-
HATb — 3TO cO6CTBEHHOE MHEHUE, 1 A UM AOopOoXKY. Mpur3biBato Yn-
TaTensA CYMTATbCA C HUM, XOTA M He KepTBOBaTb XM3HbIO 32 Moe
npaBo BblCKa3aTbCA (3TO BbiCKa3blBaHWe B NociejHue roibl Bo-
W0 B MOAY, BOT M A He MOTY yaep»KaTbcs)...

VTonus U NnOBCEAHEBHOCTb Bsoprbiii Texcr K npoex-
Ty «/I3MeHeHHaA NoBcegHEBHOCTbY OKasascsA A0 KpPaliHOCTM flaKo-
HWYHbIM. MekcumkaHew Gabriel Orozco noctpown ero Ha NOBTOpeHUM
cnoBa "vita", a 3aBepluaeTca oHo HenpuATHbIM "morte”. Cpean MHo-
FOYMCNIEHHbIX ©KWU3HEN» pefKOo-pefKo BKpamnieHbl “paura” u
"amore", 3aT0 "bomba" 3aHMMaeT uenyio cTpoky. He nHaye Kak - no
ero 3amblciy - nonyymnack hopmyna xusHu... [paBaa, Takor npuem
YXe MCMOob30BacA B XyLOXKECTBEHHON NUTepaType — MOXKHO Npw-
MOMHUTBL X0Ts 6bl N03My AHapes Bo3sHeceHckoro «Jlegy.
HeyaaHHOM pajocTblo OKasancA ANA MeHA BbICTaB/IEHHbIN
(BepHee, NozBeLLEHHbI) B paMKax 3TOr0 MpoeKTa 00beKT MeKcu-
kaHua Damian Ortega «Kocmumueckaa Bewpb» ("Cosmic Thing",
2001): Ha pa3HbIX YpOBHSAX BUCWT pa3obpaHHbIA Ha 4acTy aBTOMO-
ounb «Beetle 83». Mos BbicOoKas oLeHKa Bbi3BaHa He TO/bKO JaB-
HUM BocxuleHnem mobunamm Calder, a ckopee TeM, 4To 3 deKTHO
pacKypoueHHbI «Beetle 83» ctan nopobeH cBoeobpasHomy 06bek-
Ty 3D rpaduku, onnLeTBOpeHNEM aHaNUTUYECKOro Havana (B npo-

Birnbaum again - is "not one accumulation or linear narration,
but rather a zigzag of detours".

| am not going to value all the projects participating at the
50th Biennale di Venezia, in spite of the position of viewer-dicta-
tor. Who am | but a humble viewer? And can | know better about
this Biennale than the world-known curators, gallery owners,
museum officials, etc? But | have an opinion - why not? Some-
one was even prepared to die to give someone else the opportu-
nity to have a different opinion...

14. GLENN BROWN. The Riches of the Poor. 2003. Oil on panel
Borarcrea 6eaHbix. lepeso, macno. 134x82

15. GLENN BROWN. Dark Star. 2003. Oil on panel
TemHasn 3Be3ga. [lepeso, macno. 100x75
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Utﬂpia Altered The introductory text to the project "The
Everyday Altered" curated by Gabriel Orozco and written by
him, ends with the word morte. This is the least sophisticated
text of all. But not the least... Based on the repetition of the
only word vita, forming the lines of the "text", this "vital" mes-
sage by Gabriel Orozco interrupted by the "intarsia" of such
words as paura or amore - just a few times; the word bomba
takes a whole line of the text.

The author seems to formulate laconically the formula of
life; we have had such an experience in contemporary Russ-
ian poetry when Andrei Voznesensky wrote a poem "Lyod"
(Ice), consisting of thousand times repeated word "lyod".

| did appreciate Damian Ortega’s "Cosmic Thing" (2001),
Beetle 83, from the Museum of Contemporary Art, LA - not only
because | admire Calder’s mobile pieces, but because the Beetle
83, though disintegrated into parts, forms a complete one-piece
3D image and produces a sense of emotional striving of the dis-
integrated parts to unite.

The next project provoked an immediate association with
the Soviet totalitarian past, when people were fed with differ-
ent kinds of utopia (like "equality”, or "communism") - and fed
up with them: "Utopia Station", which | would have called "Sta-
tion Utopia" - closer to the Italian "Stazione Utopia". | cannot
but share the opinion of the curators that despite all our disil-
lusions and despite many a utopian fantastical phenomenon
having been brought to life, "utopia cannot be removed from
the world in spite of everything" (as Ernst Bloch formulated it).
Utopia opposes reality giving vent to imagination, fantasy,
dreams and expectations (which are very often groundless).

As for the artistic results, in a number of cases they are - to
my highly conservative personal opinion - approaching the zero
state, or station, if you like it more. We had it in the USSR for
more than 70 years, when art was fully ideological, or in other
words was producing artefacts on the theme (idea, slogan, maxi-
ma, etc.): a very high level of realization of ideas, when what took
the upper hand over how.

| did like the "Patatopia”, really freeing our imagination
when the potato - the everyday product so familiar and tasty -
appears to live a life of its own, in a confinuous process of
transformation and tfransfiguration. Its visual effect was
strengthened by an olfactory one. The dusty smell of old
potato was not a happy "dressing” to the overheated atmos-
phere.

In 1973 John Lennon and Yoko Ono presented their "Decla-
ration of Nutopia". Another utopian project of the XX century. It
declared: "WE announce the birth of a conceptual country,
Nutopia. ...Nutopia has no land, no boundaries, no passports,
only people”.

The participation of Yoko Ono with her declaration "Peace
Event" (for John Lennon), February, 2003; and her appeal to the
World "Imagine Peace", summer 2003, is no doubt a real contri-
bution to the project.

And of course, there are real achievements.

Golden Lions The Golden Lion for best artist under 35
years of age in the International Exhibition awarded to Oliver

76 TPETbAKOBCKAS TANEPES THE TRETYAKOV GALLERY #1' 2003

TUBOBEC 1 B A0MNOJIHEHNE K CUHTETUYeCKOoMy). A Kpome Toro, aBTo-
py KoMno3suuum, 6e3ycioBHO, yAanoch ppauMoHanbHbiM 06pa3oMm
nepeAaTb 3MOLMOHANbHO-CUHTETUYECKUIA MOPbIB pa300paHHbIX
3/1eMEHTOB aBTOMOOUA K 00befMHEHNIO.

MpoekT «OcTaHoBKa YTONMA» BbI3Ban y MEHA NoHayany accoum-
auMio C COBETCKUM TOTaNMTapyM3MOM HeAaBHEro MpoLioro, Koraa
BCEX HAaC KOPMUAU = U KOPMWUAN AOChITa — AOBOJIbHO 04HO06pa3sHbI-
MU yTOnMAMK (BNpoyeM, ohurLManbHOEe OTHOLLEHME K CaAMOMY 3TOMY
cnoBy 6bII0 0HO3HAYHO HEraTMBHBIM) TUMA KKOMMYHU3M» WU «CO-
LManbHoe paBeHCTBO». TeM He MeHee, MO 3PesioMy pPa3MbILLIEHNIO,
TPYAHO He COrMacuTbCA C KypaTopaMu: HeB31pas Ha BCeBO3MOXHble
pa3o04apoBaHUA, CBA3aHHbIE C HEYK/IXMMU MONbITKaMK peanunsa-
LW YTOMMYECKUX NPOEKTOB, CaMo NpeAcTaBieHne 06 yTonmmu He Mo-
KET ObITb M3bATO U3 HaLlei KapTyHbI M1pa. B KoHLe KOHLOB yTonus
TEM W OT/IMYAETCA OT PeasibHOCTU, YTO AAET MPOCTOP BOOOPaXKeHMIo,
(haHTa3MKM 1 MeYTaM - YTo U FOBOPUTb, HEPELKO BECMOYBEHHbIM...

Ecnu TeopeTnyecKkune NocTpoeHUa KypaTopoB, Kak Nnoytu Bce-
rAa Ha 3Tou obuneinHo bueHHane, BbIMAAAT Fy6okUMK 1 oboc-
HOBaHHbIMY, TO BOT XyAOXKeCTBEHHble UTOrM JaHHOro MpoekKTa, No
MOEeMy MHeHMIo, 6IM3KM K HyneBOMy ypoBHI0. Pesynsratom crana,
€CJIN MOXHO TaK BbIpa3uTbCA, HE «OCTaHOBKA YTONUAY, @ «0CTaHOB-
Ka 3epo». [1nA noaei, xotsi 6bl NOBEPXHOCTHO 3HAKOMBIX C NPaKTU-
KO Xy[OXeCTBEHHON *n3HU B ObiBweint CtpaHe CoBeTOB, 3T0 He
BbIMMAANUT YAUBUTENbHbBIM: UAENHbIE U MAeoNorMYecKue coobpake-
HUSA Hen3MeHHO BeayT K npumaty Toro, YTO coTBOpYA XYAOKHUK;
KAK 370 BbINOSHEHO — [1€10, KaK MOKa3an onbIT HeaBHero npoLLsio-
ro, TpeTbeCTerneHHoe... B 3ToM, KcTaTu roBops, HETPYAHO YCMOTPETb
onpejeneHHbI HeAOCTaToK NPUHATOrO Ha brueHHane MeToaa npoek-
TOB B LIEJIOM: YK 04eHb HepaBHOLLEHHbIE NPOM3BeAeHNA cobpaHbl 1
BbICTaBJIEHbI N0 COCEACTBY APYr C APYrOM...

Vita vita vita vita vita vita vila vita vita vita vita vi1a vita vita vita vita via vita vita vita vita vita vita vita vita vila vita vita
vita vita vita vita vita vita vila vita vita vita vita vila vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vila vit vita
vita vita Vita vita vita vita vita vita vita vita vita vita vits vita vila vita vita vita vita vila vita vita vita crash vita vita vita vita vita vita vita
vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vite vila vita vite
paura vita vita vita vita vila vita vita vita vita vita vita vita vita vita vila vita vita vita vita vita vita vita vita vita vita vita vita vite vita vita
wvia vita vila vita vita vita viia vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita
vila vita vita amore! vita vita vita vita vita vita vita vita vita vita vila vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita
vike Vita vita vita vita vita vita vita vita vita vila vita vita vita vita vita vita vita vita vita vifa vita vita vita vita vita vita vita vita vila vita vita
vida vita vita vita vita vita vita vila vita vita vita vita vita vita vita vitd vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita
vita vita vita vita vita vita vila vita vita vita vita vitas vilz vita vita vila vita vita vita vita vita vita vita bomba vita vita vita vita vita vita vita
vita vita vita vita vita vita vita vita vita bomba vila vita vita vita vita vila vita vita vita vita bomba bomba bomba viia vita bomba bamba
bemba bomba bomba bomba bomba bomba bomba bomba bomba komba bomba vita vita vita vita vita vita vita vita vita vita vila vita vita
vita vitta vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vite vita vita
vite vita vita vita vita vita vita vita vite crash vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita
vita vita vita vita vita vita vita vita vita vita vita vita vita vita vifa vita vita vita vita vita vita vita vita vita vita amore vita vita vita vita vita
vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita
vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vila vita vita vita vita vi1a vita vita vita vita vita vita vita vita vita vita vita
vite vita vita vita vita vita vita vita vita vita vita vita vita vita vita vila vita vita vita vita vila vita vita vita vita vita vita vita vita vila vita vita
vita vita vita vita vita vita vita vita vita vila vita vita vits vita vita vita vita crash vita vita vita vita vita vita vita vita vita vita vita vita vita
vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita
vila vita vita vita vila vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vila vita vila vita vita vita vita vita vita vila vila vita
vita vita vita vita vita vita vita vita vita viea vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vila vita vita vita vita vita
vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vita vila vita vita vita vita vita vita vila vita vita
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Gabriel Qrozeo

Ho - KaK 370 HM MOKaXeTCA CTPaHHbIM — UMEHHO B paMKax
npoekta «OcTaHoBKa YTonusa» b1y npeacTaBieHbl HECKObKO pa-
60T, Noy4YMBLUMX BbICLUYHO OLLEHKY Xtopy breHHane.

Harpagpl tobuneitHoit breHHane - «3on0Tble NbBLI» — Mony-
YMNU credylolWme XyAOXKHWKW: 3a COBMECTHbI BUAEONPOEKT
«[xeHTnbMeHb, 2003 - aHrnmuaHe Oliver Payne n Nick Relph
(Harpapa aBTopam Monoxe 35 ner), a TakxKe npeAcTaBUBLUNE AN~
3allHepcKMe 1 BUAeonpoekThl weenuapubl Peter Fischli u David
Weiss (3a nyywyto paboTy, OTpaxaroLyto TeMy «MeYTaHUA U KOH-
¢dnuKToB» - rnasHyto TeMy bueHHane).

A BOT 3a BOCNMTaHVe HOBOTO NOKOEHWNA UTaNbAHCKUX XYA0XK-
HUKOB Harpagy - Takxe «3010TbIx bBOB» — nony4unmn Carol Rama
n Michelangelo Pistoletto (Harpaga 3a gonryto v nNaofOTBOPHYHO
XM3Hb B UCKYyCCTBE).

K 3tomy xoTenocb 6bl 406aBUTb, 4TO B paMKax OTKPbITOrO
KOHKypca «Monogoe uckycctso Mtanuu» npeanoxeHo 6bino ro-
nocoBaTb (3a OAHOrO M3 YeTbipex NpeABapuUTeNbHO oToOpaH-
HbIX XyAOXHUKOB) BceM 3puTenaM. 1 nporonocosana 3a pabo-
Talowero B WTanuu XysoHUKa MPaHCKOro MPOUCXOXAEHUA
Avish Khebrehzadeh. N k moemy yaoBonbcTButo, nobeaun B
KOHKYpCe UMEHHO OH; NpaBpAa, A y3Hana 06 3TOM yxe no npues-
Ae B Mockay.

Cymeii nono6MTb Pa3ANYNA  Yemy 5 otaao Gesyc-
NIOBHOE MpeanoyteHme - 3To N03yHry «Jliobyu pasHoobpasve»
("Love Difference"), koTopblii npeacTaBun paboTatowmii B BeHe
utanbsiHey Michelangelo Pistoletto, HarpaxaeHHbln «30n10TbiM
NbBOMY». B pamkax 3Toro npoekTta BbiCKa3biBaeTcA coobpaxeHue,
KOTOpOe He KaxeTcs MHe 6e3yciioBHO BepHbiM. OHO CBA3aHO C TH.
«BHYTPW-MeAMTEPAHCKOM MONUTUKOA»: cpefn3eMHOMOpbe ~ Kpai,
npesHauYepTaHHbIi A1 BOCNUTAHWUA TONEPAHTHOCTY U ANS KyNbTU-
BaLMM 3TVX UAEI, UMEHHO TaM, CTaio ObITb, 0COOEHHO 3aMeTHbI UH-
TEPITHUYECKME U KyNbTypHble 0COOEHHOCTU, UMEHHO TaM LUMPOKU

16. DAMIAN ORTEGA. Cosmic Thing
Kocmunyeckasn seup. 2001

17. OLIVER PAYNE, NICK RELPH. Gentlemen. Still images from DVD video, 30
[oxeHTnbMeHbl. Bugeonaysa. 2003

16.

KOHTaKTbl HOCWTeNel pasHbiX KynbTyp. IMEHHO TaM OHW B3auMo-
JeiCTBYIOT Ko 6nary rpsifyLiero BbICOKOTONEPAHTHOMO 06LLecTBa...

C obbektom Genbruitku (kuset B Mapwxe) Agnes Varda
"Patatopia” (uto-To Bpose «KaptodenbHoi yronun», 2003) s cko-
pee cornawycb. Begb KapTodenb - NpuBbIYHbIA NOBCEJHEBHbIN
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18. PETER FISCHLI, DAVID WEISS
Studies for a Bus Stop in Thailand
ABTo6ycHas ocTaHoBKa B TaunaHae
MpoekT. 2003

Payne and Nick Relph, for having created a work that does exam-
ine neither yesterday, nor tomorrow, but above all today, the
present fime in the most immediate sense. Their work reflects
urban culture, and the suspicion between generations is authen-
tic, abstract and closely observed. It tells of solitude and courage
of the young generations in a universal language (see: "Gentle-
men", 2003).

The Golden Lion for best work exhibited in the International
Exhibition awarded to Peter Fischli and David Weiss in recognition
of their long and coherent collaboration, their modesty, clarity
and artistic quality, for asking questions that help us to under-
stand one another, and for having created a work that captures
the true nature of dreams and conflicts.

The two lifetime achievement awards given to Carol Rama
and Michelangelo Pistoletto confirm the influence of two Italian
established artists upon younger generations. These awards
stress the importance of the ongoing discourse between different
generations of artists, a key issue in order to continue to build a
contemporary culture in open conversation with the world.

Love Difference | give my preference to the "Love Dif-
ference" subproject, though in this artistic movement for an
Inter Mediterranean Politic | experience a feeling of idiosyn-
crasy in the word "politic". Probably it might be that the
Mediterranean is indeed "an ideal starting place to under-
stand, accept and love differences”, as stated in its manifesto.
In this case the movement, coloured with some ethnic cultur-
al peculiarities brought in together on an international basis,
might promote these interactions.

| admired Patricia Piccinini's solo show "We Are Family" in the
Australian pavilion and would like to mention it in connection with
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NpoAyKT, 6e3ycNoBHO BKYCHbIA U BpeMeHamu nprobpeTatowmii
3CTETUYECKYIO LLEHHOCTb, eC/IM caMu KapToennHbl Uan npopac-
TaloLWMe U3 HUX CTPEJIKU MPUHMMAKT MPUYYAIMBYIO GOpMY, CO-
3[,a10T Bblpa3uTe/ibHble B CBOEI MaacTUYHOCTM 006pasbl. Henb3s
He OTMeTUTb, YTO BU3yanbHbIA 3 deKT nonyyun noakpenneHme
€O CTOPOHbI 011bGaKTOPHOTO: AYLIHbIM 3anax rpyabl KaptTodens He
NepBoi CBEXXECTW He NpMBaBUN KeNaHUs paccMaTpuBaTh 06bEKT
nojonblue, TeM Gonee B BEHELMAHCKYLO XKapy.

CaMoi1 copepkaTeNbHOM WMANKOCTPALMEN K JIO3YHTY «itobu
pa3Hoobpa3ve» fomkeH 6bin Bbl CTaTb MHAUBUAYANbHbBIA NMPOEKT
«MbI - cembs» ("We are family"), npaBaa, pasmeLLeHHbI B aBcTpa-
NNNCKOM naBunboHe. [laHHbIN NPOeKT - OAHO M3 CUAbHEeNLINX
BneyatneHnin ot buennane 2003 roaa. OH LeNNKOM 3axBaTbiBaeT
YyBCTBa 3puUTeNs - U He oTnycKaer. [peBpalLaeT ero niu ee B Co-
nepexuBartena. ABTop 3TOro npoekTa ckynbntop-HoBaTop Patricia
Piccinini cymena co3aath 1 XyA0KeCTBEHHO OnpaBAaTh cOBCTBEH-
HYl0 opuUrMHanbHelwyto «6ruoctdepy». OHa cocTouTt U3 coobuyect-
Ba HEBEPOATHO MMUJbIX U 06aATeNbHbIX YPOALEB — NpeacTaBuUTe-

19. AVISH KHEBREHZADEH. The flowered tank fop. 1996. Pencil and olive oil on paper
Yurait, yto HanucaHo Ha cteHe. bymara, kapaHgal, onmekoBoe mMacno. 120x90

20. PATRICIA PICCININI. We are family. 2002. Silicone sculpture
Mol - cembs. CUNMKOHOBaA CKynbnTypa

21. AGNES VARDA. Patatopia. 2003. Film still
Matatonua (KaptodenbHan yronua). Buaeonaysa

Neil YeNnoBeYeCTBa M XKMBOTHOIO LAPCTBA (8 TO M NPOMEXYTOYHbIX
BMZO0B!), BbINOJIHEHHbIX C OFPOMHbIM MAcCTEPCTBOM U C HEBEPOAT-
Ho cumnatuen. Ypoaubl Matpuwnm MNMUY4MHUHM camyuMm cBOMM
npucyTcTBMeM Ha brveHHane cTaBAT nepepj 3pUTeNAMU HeMpocTble
BOMpOChI 3TUYeCcKoro xapaktepa: 4T1o ectb Hopma? B Kakoi mMepe
JONYCTVMbl OTKNOHEHWUA OT HOpMbI? KTo KOHTponupyert 3apoxae-
HMe 1 pa3BuTME XU3HN? Kak HaM B3anMoAeNCTBOBaTL C 6paTbaMm
HalIVMMU MEHbLIUMUN?

TBOpEeHNA aBCTPaNMINCKOro XyAOXHMKA BbI3bIBAOT HE TONbKO
CUMMATKIO, HO U XKeflaHue NpoABUTb 3a60Ty 0 HWX, FOTOBHOCTb MpU-
HATb yyacTve B ux cyabbe, paxe nonobute Mx. OHM noucTuHe
«yyam™ nobuth pasHoobpasme.. (B ckobKax CTOMT 3aMeTUTb, YTO
onucaHve NPoeKTa, B OTINYME OT MHOTUX, HEe MeperpyXxeHo Cl0Ba-
MU: ONMCaHNA B Mepy NOAPOGHLI M NpodeccroHaNbHbI, a MaBHOe —
TO, YTO BUAULLIb, YOeamnTenbHee BCAKMX C0B.)

Ecnu Piccinini - xouet oHa Toro nnu Het - oAylueBAAeT HeKNX
ypoaues, To TaBaHey, Daniel Lee B npoekTe "Limbo Zone" BecbMa

21.

MEXJYHAPOJJHAS MAHOPAMA

INTERNATIONAL PANORAMA

79



108 Windows. 2003
Video Installation
BuaeounHctannaums

TPETbAKOBCKAS TANEPES

3¢ deKTHO 06HaxaeT 3BepUHOE Hayano B fito-
Aax. [InA 3TOro XyAOXHWK Ha HalwwMxX rnasax
NoABepraeT KOMMbIOTEPHOW MaHUMYNALUN [0~
Opyto coTHIO hoTorpaduii YenoBeyecKkmx nuu, -
NPeACTaBNAIOWMX Pa3Hble pacbl MYXUYMH W
KEHLWMH. Y KOro-To oKasasncA yBelMyeHHbIM
3y6-KNbIK, y KOro-To B3rnag npuobpen apoct-
HOe M HeOCMbIC/IeHHOE Bbipa)eHue, y KOro-To
BMAOM3MEeHUUCh hopMa Yepena WAM Bblpa-
XeHue nuua.. BuaeonpeseHtauma npounsso-
AWUT NMOUCTWHE CUJIbHOE BReyaTieHue.

B poccuiickom naBunboHe

WTak, A nocTeneHHo nepeLusia K on1caHuio ot-
AeNbHbIX HAaLVOHabHbIX NPoeKToB. He BCe 13
HWX OAMHAKOBO MHTEpeCHbI, He ANA BCeX 3a-
CNYXMBaIOLWMX XOTA Obl OTHOCUTENBHOIO BHU-
MaHWA HaipaeTtcAa mecto. HaBepHoe, He cocTa-
BWT TPyAa MOHATb MOV NepBOCTEMEeHHbIN WH-
Tepec K poccuiicKoMmy yyacTuio B breHHane.
Jllo6onbITHO GbI0 Gbl pacckasaTtb U 06 yyac-
TUM HalWWX HeAaBHWX COrpaxAaaH — npejcra-
BUTe/e NOCTCOBETCKMNX rocyAapCTB.

Poccus npepctaBuna npoekt «Bo3spa-
LeHMe Xyf0XHMKa»: KypaTtop Buktop Musna-
HO ronaraer, 4To nocse psAa NeT noanTUYec-
KON 1 (DMHAHCOBOW Hepa3bepuxu XyLOXKHUK
MOXeT HaKoHeL, 3aHATLCA CBOVM NPAMbIM fie-
nomM, a He 6e33acTeHYMBON XanTypow, K KOTo-
poi ero YycWaeHHO CKNOHANO oObLecTBo.
KomaHpa xypoxHukoB Bkntouyana Cepres
BpaTkoea, TaHaem Bnagumupa [yb6occapcKo-
ro n AnekcaHngpa Burorpagosa, Banepusa KownskoBa n KoHcTaHTMHa 3Be3fo4eToBa.

LlenbHOe 1 Ype3BblYalHO BbICOKOE XyA0XeCTBEHHOe BreyaT/ieH e ocTaBAAeT BKNag B HaLMoHaNb-
Hbli npoeKT Banepua Kownskosa. «MonurumHus. HangeHHoe B HacneacTse. KapTuHbl 6e3 pam». OH 3a-
MOMHWA OTBEEHHOE eMy MOMeLLeHNe NaBUIbOHA XUBOMUCHBIMU 1306paxeHNAMU MOCKBbI — CMyTHbI-
MU, MONypa3pyLieHHbIMU 1 NOAYCTepPTbIMU, BpEMeHaMU ciMBaKWmUMncs ¢ hoHoM, a MecTamu 604po Bbl-
nupanwWwmyMM 13 Hero. 3puUTeNto MpefoCTaB/ieHa pefKas BO3MOXHOCTb PacCMOTPeTb ropoj Kak Obl
CKBO3b neneHy BekoB. OuylieHne XpynKOCTM U HesawwmiieHHocTn MecTa nepes BnacTbio Bpemenn
MHOFOKPaTHO yCUAMBAETCA U3-3a HecTaHAapTHOro Matepuana, usbpaHHoro B.KownakosbiM: oH pacnu-
can nobbiBaBLUMe B ynoTpebneHnn pa3ofpaHHble Ha OTAENbHbIE N0A0Chl KOPOOKU U3 ropupoBaHHOIO
KapToHa. EcTecTBeHHO, 3TOT MaTepuan He npubasnseT 06pasy ropoaa JONTOBEYHOCTU U YMUPOTBOPEH-
HoCTH.

Pab6oTa B.KownskoBa 3aMeTHO BbIZeNAETCA CPeAM APYrUX NpeAcTaBieHHbIX B POCCUACKOM NaBu-
NbOHE IKCNO3UNLMIA. ITO He TONIbKO MOe BrevyaT/ieHNe, HO M MHeHVe HECKOIbKMX OMNPOLLEHHbIX MHOO N0~
ceTuTenei - UTanbAHLEB, HEMLIEB, aHIIMYaH, roNaHALeB, aMmepuKaHLueB. Bce oHn Havnbonee BbICOKO
OLleHUAM UMEHHO KOLUMIAKOBCKUIA NPOEKT; BUAMMO, f06aBnto oT cebs, OH Mano B YeM OMNMpaeTcsa Ha pe-
anuu, 3HaKOMble VCKIYNTENBbHO PYCCKMM, @ NOTOMY ABAAETCA YHBEPCANbHbIM U YXKe N03TOMY BNof-
He MOHATHBIM.

Jluwb oaHa cynpyxeckas napa 3amMeTuna, YTo AJs HUX NOKa3anoch No6onbITHLIM ele U n306pa-
KeHWe «y)acHo 61aropoAHO BbIMMAAAWMX TeppopucToB» M3 npoekTa K.3Be3zgouetoBa «MocKoBcKuMe
Tnb». Al He 6e3 oCcHOBaHWIA BOKOCh, YTO 3Ta XKMBO M C IOMOPOM UCMONIHEHHaA cepus paboT onupaeTcs
Ha UcTopuyeckue 1 BU3yasibHble peanny, KOTopble B MOJHON Mepe MOHATHbI TONbKO HOCUTENAM pyc-
CKOW Ky/bTypbl, @ BOT OCTa/ibHble noceTutenn bueHHane no 6onblueil 4acTy He CyMEIOT UX «MPOYUTATHY.

[ THE TRETYAKOV GALLERY #1" 2003

the "Love Difference" project. Piccinini is lucky to awake in the view-
ers the strongest impressions catching not only breath but infiltrat-
ing much deeper into the depths of the soul. Constructing her own
"biosphere", Piccinini creates a family of cross species, formulating
in the visual images - sculpture figures - one of the most topical
ethical issues of today: What is - or is not - normal? Who is con-
trolling the process of life? What are our interactions with animals?
Though odd and ugly, her statues are worthy of care, tenderness
and love. They "teach" us fo love the different, to love differences.
(This project is one of the rare cases when the verbal commentary
on the presentation, though very professional and detailed, is nev-
ertheless narrower and less significant than what the viewer sees.)

If Piccinini is humanizing animal-like beings, Daniel Lee (Tai-
wan) - "108 Windows" - in his project "Limbo Zone" is animalizing
human beings. The digital transformation of male and female faces
takes place before your eyes as a video presentation. Infriguing,
provocative, aggressive, but very artistic indeed!

The Russian Pavilion & Post-Soviet Art
outside Russia 1made azigzag to the participating coun-
tries, explained by my keen interest in the Russian pavilion and the
former Soviet republics.

Russia participated with the project (curated by Victor Miziano)
"The Return of the Arfist", the team of artists being Sergei Bratkov,
Valery Koshliakov, Konstantin Zvezdochetov, Vladimir Dubossarsky
and Alexander Vinogradov. And the viewers, including myself, received
an absolutely great impression in Valery Koshliakov's room with "Poly-
hymnia, or Search for the Space", 2003. The whole space is dedicated
to sometimes destroyed or collapsed vague images of Moscow seen
through the veil of Time.

Viewers appreciated Valery Koshliakov much more than oth-
ers because his "Polyhymnia, or Search for the Space” can be per-
ceived without any background knowledge of specific Russian
realities. It is a story or a saga told by the artist about a city that
once existed but then either was dramatically changed or van-
ished. The feeling of futility is re-enforced by the no-longer-new
cardboard packing material on which the images are painted. The
material anticipated its short-term lifespan, producing a hint of
immateriality, of the ever changing and ever destructible Space in
the given period of Time.

As for Dubossarsky/Vinogradov's 13 parts "Under the Water"
(2003), it is another example of a good interpretation of an idea
leading fo poor artistic results. Zvezdochetov's "Moscow Types"
says something to the Russian but almost nothing to non-Russian
viewers.

| interviewed several people - visitors to the Russian pavilion -
Germans, Italians, British, American, Dutch - asking them the one
question: What do you like most? All of them appreciated Koshli-
akov's work.

Only once a couple from the USA remarked they liked "so noble
looking terrorists" (by Zvezdochetov) too.

To go on | will switch to the former Soviet republics...

| will first of all mention the Ukrainian project - not only
because it has a great banner looking over the Canale Grande.

[ns Hux 3ambicen K.3Be3g04eToBa 0CTaHETCA CNIMILKOM 3K30TUYe-
CKMM, eC/1 He 330TepuyecKumM.

Mpoekt B.[ly6occapckoro u A.BuHorpaposa «loa Bopoin»
(NpUATHO, YTO KapTWHbI BbINOMHEHbI B TEXHWMKE «Macfio Ha Xon-
CTe») - 3T0 PeaNMCTUYHO BbINONHEHHbIE N300paXKeHUs rpynnoBbIX
WM MacCoBbIX MEPONPUATUIA, KOTOPble MOMN Bbl UMETb MeCTO U
Haa BoAoi. KoHeuHbln XyAoKecTBeHHbIN pe3ynbtaT He ybeauTe-
neH. M306pasutenbHblii pag Henb3sA He 3aMeTUTb, @ BOT Marus uc-
KyCCTBa, NoXanyn, BUIbHYB XBOCTOM, ynibina. B HM4yTb He MeHb-
LWeit cTeneHun 3To oTHocuTeA K npoekTy C.bpaTKoBa.

A Tenepb HECKONbKO C/OB O NPOeKTax, NpeAcTaB/ieHHbIX Ha-
W1MK BbIBLIMMM COOTEYECTBEHHKaMU. Bce oHM 3KcnoHMpytoTea
B CTOPOHE OT Tpex MaBHbIX NiowaaoK brueHHane, yto He Mewaert
JOBOMIbHO 6OMbLIOMY YMCay 3pUTesieit mocewaTtb 3TV BbICTABKMU.

23. B.KOLUNAKOB. Monurnmuus. HangeHHoe B Hacnegctse. 2003. Temnepa, KapToH
Valery KOSHLIAKOV. Polyhymnia, or Search for the Space. Tempera, cardboard
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The solo show by Victor
Sydorenko "The Millstones of
Time" was one of the happi-
est projects of the 50th Bien-
nale, in which the idea -
clearly formulated and con-
ceptually biased - finds its
outstanding artistic imple-
mentation, combining visual
presentation with high-quality painting (building a strong associa-
tion with "The Last Supper" subject), and a unique (using Ukrainian
expertise) installation - a cone crystal producing light from invisible
emanation. This crystal - as the artist puts it - is a "reservoir of
memory", but "memory which does not show, but conceals its con-
tents".

Another national project worth mentioning is that of Lithua-
nia. Again here we encounter multi-faceted, multi-plan realization
of the project, no doubt one of the most fascinating on display.
Video presentation, huge drawings, sculptures - the S&P Stanikas
(participating artists) manage to unite all these art forms to
achieve their goal: fo resist the senselessness of words in order fo
convey to the viewer their message. And that message is that life is
everything mixed in oneness - tragedy and happiness, sexuality
and innocence, cruelty and kindness...

Among other former Soviet republics which participated
were Georgia (represented by Tea Gvetadze and Tamara K.E.,, and
Levan A.Chogoshvili); Armenia (David Kareyan & Eva Khachatrian),
and Estonia (Marko Maaetamm & Kaido Ole).

Identity: Loss and Search A number of national proj-

ects dealt with the well-known phenomenon of "loss of identity". It

24. VICTOR SYDORENKO. The Millstones of Time. Canvas, mixed media.
YepHoBa BpeMeHu. XoncT, cMelaHHas TexHuka. 2002-2003

25. LEVAN A. CHOGOSHVILI. Murder. 1973-2003. Photograph, paper, mixed media
Y6uitctBo. ®otorpacdus, Gymara, cMewaHHasa TexHnka. 300x220
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Mpn 3TOM OCTaHOBMOCb OTHOCUTENIbHO NOAPOOHO NULb Ha ABYX
NpoeKTax, KoTopble OLieHNBato BbICOKO.

970 npexae Bcero pabota Buktopa CupopeHko n3 Kuesa
«KepHoBa BpemeHu» (2003). bonbLwoii peknaMHbIi naakat ¢ npu-
rnaweHnemM NoCeTUTb AaHHYI0 3KCNO3ULMIO BUCUT Ha OLHOM U3
nanauuo, Bbixoaawmx Ha bonbwon kaHan. BHABwKMe npurnawe-
HUIO 3puTeNK, AyMato, He oCTanuch pasoyapoBaHHbiMu. Mx BeTpe-
YaloT BUAEOMPOEKT, MacTepCKU BbINOAHEHHAA XMBoNuUcHan pabo-
Ta U COOTBETCTBYIOLLAA UM yAa4yHaA MHCTanNALMA (C TexHonornye-
CKMM 3/1eMEHTOM - KpUCTannoM B popMe KOHyca, - OTHOCALLMMCA K
YKPanHCKOMY «HOY-Xay»). B )KMBONMCHOM NOAOTHE XYA0XHWK BbICT-
paviBaeT YeTKMe accoumaumm c Temon «TanHon Bevepu». Kpuctan-
NIMYECKUIA KOHYC U3/y4aeT CBET OT HEBWAMMOMO WMCTOYHMKA. 3TO
cumBon cBoeobpasHoro pesepByapa naMATK, HO, MO CIOBaM XyA0XK-
HWKa, «MaMATW, KOTopas He pacKpbiBaeT, a, Ha0bopoT, CKpbiBaeT
CBOM KNnafoBble». 3aMbicen aBTOpa YeTKO ChOPMYNMPOBaH: HEBO3-

MyTUMOe K HeocTaHoBMMoe Bpems
ncnonb3yet NOAEN - BCex Hac - AnA
nepeTMpaHuWA CBOWUX XEPHOBOB. TaK
YTO YKPaWHCKMIA NMPOEKT MOXKHO CMe-
710 peKOMeHA0BaTb BCEM MHTepecyto-
LMMCA COBPEMEHHBIM UCKYCCTBOM.

Takoe e BneyatneHne ocTaBns-
eT noceLleHne IMTOBCKOrO MpPOEeKTa,
B 0COOEHHOCT MHOrOMIaHOBOW pa-
6oTbl cynpyroB S&P Stanikas. 31a pa-
fota BKNlouaeT BrevaTnAwWMe no
macwTaby rpaduyeckre u cKynbnTyp-
Hble Npou3BefeHNA BMecTe C BUAEO-
npeseHTauuein. OcHoBHasA TeMa npo-
eKTa - XWBOEe OLLyLeHNe CIUTOCTU U
HepaszAenMMoCTU NMPOTUBOMONOKHBIX
31eMeHTOB, KOTOpble B CyMMe COCTaB-
NAIOT Hally W3Hb: Tpareaun v cyac-
TbA, XeCTOKOCTU U Aobpa, ceKkcyanb-
HOrO M HEBMHHOIO Hayana - B lOHOLLe-
CKOM 1 B 3peyioM Bo3pacTe.

Mepeuuncnio octanbHble NocTco-
BETCKMe MpOeKTbl, XOTA MpU3HaICh,
YTO OHW He MpoOM3BeNM Ha MeHA
6onblworo BnevyatieHus. 3To apMsaH-
CKuWIn npoekT «Bo3Bpata Het» (2002)
Jasupa Kapeana n EBbl XauaTpsH:
BMEONpe3eHTaLMA Ha TPexX 3KpaHax
Ha TeMy KpacoTbl ¥ rapMOHUK (Bblpa-
KeHHble, B YaCTHOCTW, A3bIKOM XO-
peorpadun), KOTOPYIO He HapywaioT
Aaxe HeyToMuMo paboTatowiue rpo-
MO3AKMe MallUHbl. ICTOHCKMWIA npo-
eKkT «Marko und Kaido» (2003) npea-
ctaBun  GuKTUBHbLIA aBTop John
Smith (B nuue xymoxHukoB Marko
Maaetamm & Kaido Ole). OH paccka3blBaeT v NOKa3bIBaeT CpeacT-
BaMy pUCOBAHHOrO KOMMKCA U GonbluedopMaTHON MexaHuyec-
KOW UIPYLIKM CBOI XWU3Hb U CBOK MeyTy - yneTeTb B KOCMOC. Xy-
LOXHUKU He MONeHUNUCH Jaxe BbICTPOUTb BO ABOpe 00/bLuyto
MOoAeNlb KOCMWYECKOI paKeTbl, B KOTOPON MCYe3atoT UrpyLLeyHble
Mapko u Kango. py3avHcKkuin xynoxHuk Jlesan Yorowsunu, no-
FPYXXEHHbIN B CTapyto 1 HOBENLUYIO NCTOPUIO CBOEW POAWHDI, Npes-
CTaBWJ1 BbIMOJIHEHHbIE B CMeLaHHOM TexXHUKe (parMeHTbl NpoeK-
Ta, Hajg KoTopbiM pabotaer yxke 30 () ner: «Y6uircto»
(1973-2003). Haob6opoT, Monoable aBTopbl T3a [BeTagse n Tama-
pa XyHAaase, nonyunsmne obpasosaHue B [epmaHumn u paboTato-
LiMe TaM e, BbICTYNUAN B paMKax rPy3MHCKOro NpoeKTa C KHaBo-
pPOYEHHOWN» reoMeTpUYeCKOM MHCTaANALNEN, B KOTOPOW Npu BCeM
KenaHun 3aTpyaHWUTENbHO YNOBUTb BAWAHWE HaUWMOHaNbHOM
KyNbTYpbl.

26. S&P STANIKAS. Untitled. 1999. Drawings. Lead pencil
be3 Ha3BaHuA. PucyHok. CBUHLOBbIV KapaHaaly

27. S&P STANIKAS. Your Father, Your Sons and Your Daughter. Installation. Detail. Terracotta
TBoI1 OTeL, TBOU CbIHOBbA 1 TBOA A04b. MHcTannaumaA. ®parment. TeppakoTa. 1998
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was understood and interpreted somewhat peculiarly, as is always
the case with artists when they eagerly apply philosophical or psy-
chological terminology to such a far-from-scientific sphere of life as
visual art.

Thus Brazil presented Rosangela Renno’s digital C-prints in
red. These prints might be regarded as slightly recognizable images
lost in their blood-red colour and gradually "extracted" by the view-
er's sight - images identical to themselves, or to the viewer's life
experiences or reminiscences. That is how we look at old photo-
graphs trying to recognize our remote relatives, sometimes concen-
trating on the faces, sometimes on some details of the costume, as
characteristic of the epoch...

The theme of the loss of gender identity manifested itself in a
more straightforward manner at Croatia’s National Exhibition with
Ana Opalic’s self-portrait series (limited edition of five, gelatin silver
print). It is a work in progress - since 1994. In these self-portraits
against a landscape background, using Rene Magritte’s principle of
the back side of one’s head being equal to the face, Ana Opalic plays
with the viewer and puzzles him/her with the provocative question:
Am | she or he?

Another example of the loss of (probably, national) identity
is humorously implied in the Serbia and Montenegro national
pavilion presenting a most creative project "International Exhi-
bition of Modern Art Featuring Museum of Modern Art, New
York". | witnessed the reactions of some part of the public
(maybe not very well educated in modern art): this exhibition
was perceived as something unbelievably shocking. What a
happy chance, indeed, to see a de Chirico (though from 1993!),
or a Braque (from 1991!), or a Kandinsky (1976!), or a
Duchamp (2019!). | would call this exhibition "homonymous":
the two paintings - the original (exhibited at the famous Armory
Show of 1913 in N.Y.) and a copy - "sound", or in this case, look
alike. Thus the word Yugoslavia sounds like it once was - mean-
ing the name of the country, but when pronounced today
reflects only a mnestic recollection of something which exists
no longer.

The Yugoslavia pavilion - the pavilion of the non-existing Euro-
pean state which "disappeared like ancient Atlantis" - shows anoth-
er project, "Facade" by Milica Tomic. The artist covered the facade
with countless electric lamps flashing at certain intervals, blinding
the eyes of a viewer. Thus, this is the moment of catching the mes-
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28.

Mouckun un nortepa MAGHTUYHOCTU Ecnv nonbitats-
cA crpynnupoBaTb NpeAcTaBieHHble Ha breHHane HauuwoHanb-
Hble MPOEKTbI, TO LeNbl PAj U3 HUX COOTBETCTBYET, KaK MHe Ka-
)eTcA, BecbMa r106anbHOMY NpeAcTaBieHNIO 0 «NoTepe MAEHTUY-
HoCTUY. XYAOXHWKWN, OXOTHO 3HAKOMACb C COBPEMEHHOI NoANTo-
norvyeckor nan GprunocodCcKo-NCUXonorMyecKon TepMMHONOIN-
ei, Hen3BexHO MHTEPNpPETUPYIOT ee NMo-CBOEMY — OYEHb YXK 0T/~
YeH MpUCYLLMIA UM NOAXOA K MUPY OT Hay4yHOW CUCTeMbl B3rNA-
AoB. PaccMOTpuM, 4TO NOHUMaIOT AeATenn n3o6pa3nTenbHOro uc-
KyccTBa noj, NonynasapHoi HbiHe npo6neMoit «noucka v notepu
NOEHTUYHOCTY.

K npumepy, Rosangela Renno u3 bpasunuu npeacrasuna
GonbwedopmMaTHble 0TNEYaTKU Npeobpa3oBaHHbIX C MOMOLLbIO
KoMmnbtoTepa doTorpaduii rycto-kpacHoro userta. 13 6opgosoro
(hoHa MeANeHHO BbICTyNatoT, CIOBHO NOAYMHAACH NPUCTaNbHOMY
B3rnAgy 3puTens, ctapble n3obpaxeHus. Yem-T0 3T0 HanoMuHa-
eT paboTy namMATH, Korga NOACNOPbLEM eid CyKaT TPyAHOPa3un-
ymMble nonyctepluneca GoTomzobparkeHUsA: MOXKHO MOMbITATbCH
pas3rnsazeTb nonpucTanbHein nnua ¢ 04H006pa3HbIM Ka3eHHbIM
BblpaXKeHMeM - «Hy NMpAMO KakK B cTyauu dotorpadar, a MOXHO
AeTanu ofexAbl AN OKPYXeHNA — 3puMble, XOTb 1 C TPYAOM, cle-
Abl MaTepuanbHON KyNbTypbl YLWeALIEro npoLuioro.

HeckonbKko NpAMOAUHENHO MrpaeTr C reHAepHomn (MonoBow)
nAeHTUYHOCTbIo xopBaTka Ana Opalic. B doTtorpadumueckmx aBTo-
noptpetax (1994-2002) oHa npeAcTaeT TO B KEHCKOM, TO B MyX-
CKOM KOCTIOME, CNIOBHO MPOBOLMPYA 3pUTena rajatb: KTO 3T0 -
OHa unn oH? ®urypa yenoBeka (B XXEHCKOM NI, B MYXCKOM N
nnaTtbe) BbIMAAUT YEM-TO MCKYCCTBEHHbIM, KaK Obl Hacunnem
Haj nen3axeM: ee MOXHO y3peTb MIUb C NOMOLLbIO Creymanb-
HOI Kamepbl. MOXHO ycMOTpeTb B 3TOM npreme doTorpaduyec-
Kyto BEpCuio OAHOW M3 M3nobneHHbix TeM PeHe Marputra, co-
rNacHO KOTOPOM XYAOXHWUK M XUBOMMCHOE NPOU3BeAeHNe — AB-
Hoe ABNIeHMe KyNbTypbl = He NPOM3BOAAT HUKaKUX N3MEHEHWUN B

28. ANA OPALIC. Self-portraits series. 1994-2002. Gelatine silver print.
Cepus aBTonoprtperos. Meyats cepebpom
29. FRED WILSON. Drip Drop Plop. 2001. Glass
Kan-kan-kan. Ctekno
30. GUL ILGAZ. Between Two Lands and a River: We Find Ourselves in the Middle
of this Geography, that Penetrates into Our Genes. 2001-2002. Digital print
Mexay AByMA y4acTKaMm 3eM/iM U PeKoW; Mbl HAXOAUMCA NOCpeaw 3Toi reorpadum,
1 BCe 3TO NPOHMKNO B Haww rexbl. Lindposan neyatb

Mupe NpUpoAbl, MONMHOCTbIO CIMBAOTCA C Hel, a (aBTo)nopTpe-
TOM CNYXXUT BUJ CO CMUHbI.

AmepukaHua Fred Wilson Toxe MoxHo 6bino Gbl, He pa3obpas-
LIKMCh, YNIPEKHYTb, YTO B NpoekTe «[oBopK 060 MHE To, 4To 5 coboi
npeacrtasnsto» ("Speak of Me as | Am") oH 3KkcnnyaTupyeT Temy pa-
coBol uaeHTMYHocTW. 06 3TOM, Ka3anoch Obl, CBUAETENbCTBYIOT Be-
JIVKONenHas nlocTpa ala MypaHo 13 TEMHOr0 CTEeKNa, YepHble MaHe-
KeHbl B POCKOLLHbIX OZleXAax, YepHo-6enas packpacka OAHOMO U3
MoMeLleHn 1 Aaxke 3P @eKTHbIe Kanin YepHbIX KaKk cMona «cnes»
Ha cTeHe 1 Ha nony. Ho XyA0XHWK 3apyman v Bonnotun 6onee crnox-
Hyto nrpy. B BeHeunaHckom naBunboHe CLLUA oH HanomMuHaeT «ropo-
Ay VI MVpY» O TOW He3aypAAHOW poau, KOTOPYIO Cbirpanu B ApeBHei
n B coBpeMeHHOW BeHeunn Bbixoaubl M3 adpuKaHCKMX CTpaH.
BcnomHumM xoTs 6b1 npo MaBpa no umeHn OTenno Ha cnyxb6e Bexe-
LIMaHCKOW pecnybuKu...

MN3BecTHO - 1 006 3TOM HaMOMMHAET 3KCMO3MLMA, - YTO Ha
MHorourypHbix nonotHax Butrope Kapnauuo, Maono Bepoxese n
MHOFMX APYrUX reHWanbHbIX XMBOMWUCLEB BO MHOXeCTBe npef-
CTaBfieHbl YepHOKOXUe obutatenu u cnyrvu BeHeuun. Tak yto Fred
Wilson MacTepcKy nprMMeHU MOLLHYI0 MHOTOMIaHOBY 0601MY Xy-
AOXeCTBEHHbIX MPUEMOB (}KMBOMUCH, CKYNbNTYpa, NPUKIaHOe Uc-
KyCCTBO, MO3auKa 1 Ap.) AnsA Toro, 4To6bl BocneTb OTenno u ero
connemMeHHVKOB. / 3a0HO OTMETWTb HEMaNOBaXHYyIo rpaHb B ca-
MOM CyLLLeCTBOBaHMM ropoja Ha Bofie — NepeKpecTka MUPOBbIX TOp-
roBbIX MyTeil, NepeceyeHns MUPOBbIX KylbTyp M B3anmooboralye-
HUSA XYL40XKeCTBEHHbIX TEHAEHLIA.

29.

sage of the artist: no light - no Yugoslavia - no pavilion. Lost nation-
al identity.

Turkey has made its contribution to the theme too. Finding
themselves amidst one of the centres of a resistant immigrant
culture, Turkish intellectuals are fully aware of the contradiction:
"identity" vs. "otherness". The artists or, in a wider sense, nation-
al art "must discover new strategies and actions to provide
answers to the conflicts of everyday life and to larger emergen-
cies" (Beral Madra). Specifically, | would mention the good and
persuasive work by Giil llgaz "Between Two Lands and a River:
We Find Ourselves in the Middle of this Geography, that Pene-
trates info Our Genes" (2001-2002, digital print). Ideology is
penefrating into Art ...

Often an idea was followed very strictly, and when taken too
seriously reached its absurd realization in the end. Complete loss
of identity - NO WAY WITHOUT ID! - was demonstrated, and
demonstrated in a blackly humorous manner, | would say, in the
pavilion of Spain. Garbage, cement, dust, broken stones - and at
the other entrance fo the pavilion two policemen: no passport -
no permission to cross the frontier. A good mockery of the immi-
gration rules. Good, very good for some political action inspired
by artists - why not? The girl distributing information material
about the show was so sincerely disappointed by the stupid view-
er who could not fully appreciate the idea so intricately present-
ed by the artist Santiago Sierra, and so eloquently formulated by
Rosa Martinez.

One should mention a good reminiscence of the late 1960s
(presented at the Biennale) - that time period when European
artists constituted an active part of the student revolt, in open
support of the leftists. Some states are still under such pressure,
given the current political situation in their countries (or else-
where in the world). Thus Afghanistan presents a profoundly
heartbreaking video project "The dead Afghani before the Cam-
era and before Death"...

African artists demonstrated the visualization of the idea of the
search for environmental identity, having built, for example, "an
asphalt quarter” (Wael Shawky, "Untitled (City)", 1999) - this instal-
lation coincides with the idea of "Fault Lines", or made double media
pictures using photos of former rural dwellers trying to find their
place in a hostile urban environment (Sabah Naim’s "City Peo-
ple”, 2003). The left part of each picture is a photo, and the right
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31.

half - which produces from a distance a non-drawn graphic
effect - is made of carefully scrutinized newspapers, forming
rounds, horizontal and vertical lines in different combinations.
No urban life, indeed, without newspapers, without politics...
Koreans Sora Kim & Gimhongsok exhibited an installation
"CHIS - Chronic Historical Interpretation Syndrom, 2003" -
reflecting the theme of political crisis in the "Zone of Urgency™:
no monuments forever!

A very harmonious, aesthetic project presented by the UK
artist of African origin - Chris Ofili - might be a valuable plus to
the idea of reestablishing identity. The painting of imaginary
exotic foliage resembles African bead handicraft. The surface of
the canvas is covered all over by tiny relief semi-spherical dots.
The viewer's attention is strongly attracted to the canvases,
plugging into the medium of the combination of black, red, and
green. That is probably how the artist imagines the land of his
ancestors.

The USA exhibition of Fred Wilson, "Speak of Me as | Am", is
a very happy attempt to verify one’s identity, using the brilliant
examples of Venetian Renaissance art following the appearance
of Moors. The exotic figures depicted by Carpaccio, Veronese and
others remind the viewer of the best known Venetian Moor -
Othello. This, as well as Wilson's installations, combine the Past
and the Present, creating an intrigue and persuading the viewer
to speak about Fred Wilson as he is and of Venice as it was, is and
will be - a multinational mixture of peoples and a cross-cultural
crossroad.

The Iranian painter's (Ahmad Nadalian) project "There is
Still Fish in the River" answers to the general motto of the 50th
Biennale - "Dreams and Conflicts". The quickly running clear
waters still have fish in spite of the threatening proximity of a
construction site. Instead of a fisherman with a rod the viewer
sees the artist carving the images of fish on the water-and-time-
polished stones. They are returned to the Haraz river (65 km
from the Tehran-Amol road) waters, and one can really enjoy the
sight of fish that is still there. Another example of the striving for
an environmental identity, probably a slight attempt to return as
far as to the prehistoric cave wall painting.

Egypt's national pavilion was occupied by the project of Ahmed
Nawar - a prominent national artist who is one of the leaders of the
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Wpes yTpaTbl AEHTUYHOCTL (BEPOATHO, HALMOHANbHOMN) C He-
MablM OCTpoyMueM obbirpbiBaeTcsi B naBuaboHe Cepbun n Yep-
HOropun B npoekTe «MexayHapogHas BbiCTaBKa COBPEMEHHOr0
nckyccrea» ("International Exhibition of Modern Art"). UckycHo
VMUTUpPYETCA N3BECTHAA B UCTOPUM XMBONUCK Kak Armory Show
BbICTaBKa COBpeMeHHOro uckycctea B Hbto-Mopke B 1913 roay.
WmuTaums - L0BOMIbHO ycnewHasn: MHOT1e 3puUTenu, s TOMy CBUAe-
Teflb, KpalHe A0BOJIbHbI BO3MOXHOCTbIO /IMLE3PeThb «lUefeBpbl»,
ckaxeM, Chirico, npuyem Mano Koro cMmywiaeT AaTta BbIMONHEHUA
pabotbl - 1993 (!) roa, unm Braque 1991 (!) roga, unu Kangutcko-
ro 1976 (!) roaa, HakoHew, Duchampe ax 2019 (!!) roga. Mpusesex-
Hble B BeHewLuio KapTVHbI JOBOJABHO MOXOXMW Ha XpaHAwwMecA B
Hblo-MopKke opuriHanbl — BOT ManoucKylleHHble 3puTenu u fo-
BoJbHbL... LLyTKy gononHset npoekt "Facade” - XynoXHUK U Kypa-
Top Milica Tomic. ®acag naBuAbOHA MOKPLIT MHOTOUYUCIEHHBIMM
3NEKTPUYECKMMM JTaMMOYKAMU, BbINIOXKEHHBIMM, KaK KOHTYp ObiB-
wer KOrocnasuw. JlTaMnouku 3axuratotca (M ocBeLLatoT cTapoe Ha-
3BaHWe naBuiboHa: KOrocnasus), a noToM BApYr racHyT. [1o Mbican
aBTOpa NpOeKTa, Korga racHet cBeT, KOrocnasus — Takas xe umuta-
ums, Kak nonotHo .bpaka 1991 ropa, - ncuesaer Bo TbMe (OTHO-
CUTENbHON, pa3yMeeTcs, yYMTbIBasA CONHeYHy atMoctepy BeHe-
umn). JlTaMnoyky BpeMa OT BPEMEHW BCMbIXMBALOT, CJIOBHO ApKoe
HanoMMHaHWe o npoLwaoM. Ho oHM noracHyT: npoLunoe ecTb Npo-
woe. A HauMoHanbHaA MAEHTUYHOCTb 6e3B03BpaTHO NoTepsHa...

CBoero poja VAeonOrMYeckUn BKMaj B TeMaTUKy Noucka
MAGHTUYHOCTM BHOCUT NpejcTaBneHHbIn Typuuein npoekt. Typeu-
KWe HTeNNeKTyasbl, U CPeau HUX XyAOXKHUKK, OCTPO OLLYLLALOT Of-
pefieNeHHyI0 ABONCTBEHHOCTb MONOXEHNA CBOEN CTpaHbl — OAHO-
BPeMEHHO eBpOMerCKOM M Manoas’naTCKon, K TOMy Xe AaBliei
MPUIOT MHOFOYMCIIEHHBIM BeXeHLaM U3 NAE0NOrMYecKy «3allopeH-
HbIX» COCEAHMX CTpaH. TaK YTo Monyyaercs, €MAEHTUYHOCTBY U
«pa3Hoobpasne» - He OTBNIEYEHHbIE Il TYPELKUX feATenei uc-
KyccTBa noHaTus. Mo MHeHuo KpuTuka Beral Madra, um «cnepyert
06HapyXUTb HOBbIe CTPaTeruu 1 AeNCTBUSA, YTOObI NPEANoKUTb OT-
BeTbl Ha KOH(MMKTbI NOBCEAHEBHOW XU3HWY». B 3TOM nnaHe xapak-
TEpHbIM fIBNAETCA Jaxe HaumeHoBaHue paboTbl (uMdposas ne-
yatb) Gil llgaz «<Mexay ABYMS y4acTKaMu 3eMAN U PEKOWA; Mbl Ha-
XOAUMCSA NOCpean 3Tol reorpadumm, 1 BCe 3T0 NPOHMKO B HaLLW re-
Hb» ("Between Two Lands and a River; We Find Ourselves in the
Middle of this Geography, that Penetrates intfo Our Genes",
2001-2002).

MorpaHunyHoe co3HaHue, Bce Gonee oxBaTbiBaloLiee COBpe-
MEHHbI MUP, AOBOMbHO MPUMUTUBHO, B AyXe «YepHOro omMopa»,
WANIOCTPUPYET NpeAcTaBieHHbIn MicnaHven HauMoHanbHbIA Npo-
ekT. MpeactaBbTe cebe rpsA3HY0 CTeHY, HeBGOMbLIYID Kyvyy CTpOu-
TeNbHOr0 Mycopa y BX0Aa B NaBWJIbOH; CUAALLAA B CTOPOHKe fie-
BYLUKa pa3jaeT neyaTtHylw WHbopMaumio u cosetyeT 060MTU BO-
Kpyr, 4To6bl BOCMoNb30BaTbCA «YepHbIM Xofom». OaHaKo TaM fo-

31. MHcTannAaumsa, uMUTHApytowWwas 3Kcnosmumio B Mysee coBpeMeHHOr0 MCKyCCTBa
8 Hbto-Mopke. 2003
International Exhibition of Modern Art Featuring Museum of Modern Art. New-York.
Installation

32. SORA KIM & GIMHONGSOK. CHIS - Chronic Historical Interpretation Syndrom.
2003. Installation
CXWW - cnHapoM XpoHryecKor nctopuyeckoi nHtepnperaummn. Mucrannauyus

BEPUMBbIA MOCETUTENIb HATbIKAEeTCA Ha ABYX NONULENCKUX (MOXeT
ObITb, NepeofeTbiX aCCMCTEHTOB N300peTaTeNIbHOr0 aBTOPa NPOEeK-
Ta Santiago Sierra): 6e3 Hagnexawmm o6pa3oM 0GhHOPMIEHHbIX
Bbe3[HbIX JOKYMEHTOB BXOA, BUAMTe nu, BocnpelieH. Cloppeanuc-
TUYecKoe oTpuLaHve rmobanbHoro Mupa 6e3 rpaHuL, AOBEAEHO A0
npepena, ecnu He Bo abeypaa: feicTBUTeNbHO, 4To 3707 ECnn nonu-
TUYeCKan akumaA, To TPYAHO NPUIATY OT Hee B BoCTOpr. lericTBUTeNb-
HO, «He A BCEXD...

KctaTi, 3neMeHTbl NPOTECTHbIX XYAOXECTBEHHbIX aKkUWi B
M3pAAHOM KONMYecTBe NpejcTaBieHbl Ha obuneiiHon brueHHane.
B 0ocHOBHOM 3T0 OTHOCUTCA K KpaTKOM peTpocneKTunBe feicTBUIN 1
MOCTYNKOB XY[,0XeCTBEHHOW WHTenaureHunn KoHua 60-x ropos
MpOLUIOro BeKa: Toraa AeATeNn WCKYCCTBA aKTUBHO MOAAepXanu
CTyAEHYeCKMe BOJHEHWA IeBaLKoro TofKa. MHorouncneHHble nuc-
TOBKM, KOMUKCbI, UHCTANNALMMN TOFO BPEMEHU MOXKHO BUAETH B OA-
HOM 13 OTCeKOB «ApceHana» 1 B NpuseraiwLem ABOpUKe. YecTHo
roBops, BOCNPUHUMAIOTCA OHM NMycTb He 6e3 No6onbITCTBA, OAHAKO
1 6e3 0cOBEHHOro NOYTEHNA — XYA0XKECTBEHHbIN YPOBeHb BbINOA-
HEHHbIX B TO BPeMA MOAUTUYECKUN aHTaXMpOBaHHbIX paboT He Ka-
KETCA C MO3MLMIA CEroAHALIHEro AHA BbICOKMM. 3TO OTCYTCTBUE U3~
JIVLLHEr0 NoYTeHNA oTHocUTeA Aaxe K MaHudecty "NUTOPIA" npo-
cnaeneHHbIx Moko OHo 1 Torpa etwe %uBoro [lxoHa JleHHoHa.

bonee cunbHoe BrneuyaTneHne NPoOU3BOAAT NpeACTaBfeHHble
Ha BbueHHane coBpeMeHHble BuAeoMaTepuabl MOIMTUYECKOTO Xa-
pakTepa. K npumepy, Bugeon3obpaxeHuns nocneAcTBUA aBHeN ce-
pUV B3pbIBOB FPaAaHCKMX 00beKToB B JIMBaHe, BbINONHEHHbIE
NaTMHOAMepUKaHCKMMU y4acTHUKaMn bueHHane MHoroumcned-
Hble M300paxeHns TOpPOACKMX Tpywob M yxacawleid NoACKON
BepHocTy, Gepyliee 3a Ayly WHTEPBBIO C MOMOAOW KEHLYMHON
«MepTBan adraHka nepes Kamepoi fo cBoeii cMepTu» ("The dead
Afghani before the Camera and before Death")...

AdpurKaHCKMe XyAOXKHUKKN (HapAjy C naTUHOaMepUKaHCKKU-
MK) ¢ Haubonbluei, NoXanyil, pe3KoCTblo 0Tpasuau UAEH, KoTo-
Pyt MOXHO Bblf10 Gbl 0603HAYUTL KaK «3KONOTMYEeCcKasa NAeHTUY-
HOCTb», NN UAEHTUYHOCTb-NepeMeHa cpeabl 0buTaHua. Hepas-
HWUM CeNbCKUM XUTEeNAM Helerko afaanTupoBaTbCA B ropoje, 370
xopolwo ussectHo. M BoT eruntaHmH Wael Shawky ctpout npocr-
paHCTBEHHYl0 Mojenb «achanbToBOro Kaprana» C OryluTenb:
HbiMu wymamu ("Untitled (City)", 1999). A ero 3emnsak Sabah
Naim ( "City People", 2003) npeacTtaBun ceputo paboT B cMeLLaH-
HOW TexHUKe: rpynnosble GpoTon3obpaxeHnsa He HaleaWwmnx cBoe
MecTo (MM HaweAwnx ¢ 6onblwMM TPYAOM) B FOPOACKONM cpefe
ntofiei AOMNONHEeHbl pa3HOHaNpaB/ieHHbIMU reoMeTPUYECKUMU NTn-
HUAMU, KOTOpPble COCTaBfeHbl U3 aKKypaTHO CKPYYeHHbIX raser.
Kakas moxet 6bITb ropogcKas xun3Hb 6e3 HoBocTel, 6e3 noauTu-
Ku, 6e3 raset?.. YiauHoe Ha3BaHue cBoei paboTe Janu 0XHOKO-
penubl Sora Kim & Gimhongsok: «CXUW - cuHapom xpoHuyeckoi
nctopuyeckoir uutepnpetaunm» ("CHIS - Chronic Historical
Interpretation Syndrom", 2003). Ux unctannauma - pasgen npo-
ekTa «OnacHas 30Ha».

PoavBlinitica B BenvkobputaHum B ceMbe Bbixoaues 13 Ad-
pukn xyaoxHuK Chris Ofili no-cBoemy 3aHMMaeTca uctTopuyeckoin
nHTepnpetaumen. [peacTaBaeHHble M B @aHIIMINCKOM MaBUbOHe
KapTVHbl HaNoOMMHAIOT MbIWHYIO0 3K30TUYECKYI0 pacTUTeNbHOCTb,
a BMecTe C TeM - U3aenva appuUKaHCKUX HAPOAHbIX NPOMBbICIOB.

country's confemporary art movement. His exhibition lies in the
framework of the Biennale and evidently is one of its best imple-
mentations. "Conflicts and Dreams" in his optical illusions are sepa-
rated into two zones - the zone of Dream (white doves), and the zone
of Struggle (a nightmare in gloomy red).

The Icelandic painfer Ruri demonstrated an intriguing exhibi-
tion called "Archive" - a stand for keeping paintings fo be moved
out in order to be seen. So the viewer can certainly become a dic-
tator, according to whose will any picture comes out to him through
a slight gesture of one’s hand. But instead of pictures the viewer
receives large-size slides depicting an Icelandic river - but not only
that... Each slide is accompanied by an individual sound-track with
the noise of running and falling waters. Another successful attempt
to bring the viewer close to Nature, to a non-man-made reality. The
rivers are making sounds and not dying... Thanks God, there are
rivers in Iceland!

The culmination reached its highest semantic and artistic
level in the Luxembourg national exhibition: the project’s title was
"Air Conditioned". Everyone in Venice suffered from the "unprece-
dented" heat of July 2003; the eye of the fourist was looking for
the "air conditioned" sign on any shop, cafe, restaurant or bou-
tique door to have a comfortable rest and to cool one’s emotions

32.
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and sun-burned skin. Su-Mei Tse, a Luxembourg artist of Chinese
origin - also a musician - created a sophisticated exhibition, play-
ing upon polysemy of the English word "conditioned", and the
French word "l'air" and other words alluding phonetically to it:
"ere" (era) - "aire" (surface, floor).

The visual image is accompanied by the sounds of a cello,
and of the sounds produced by the desert sweepers (sounds
resembling very much those of running water). The musician-
artist plays the cello on an absolutely green grassy piece of
land next to a cliffy mountain. She wears loud red, sitting with
her back to the viewer, as if not paying any attention to him/her,
but being in constant strong communication with the moun-
tain. She plays a phrase, and the
mountain echoes it. She goes on,
and the mountain goes on.

The figure of the artist plays the
role of a collage, later proved by the
fact that all this is a combination of
three pictures, and the idea to record
the echoes in a natural setting failed.
Thus, to achieve the effect of commu-
nication via echo the artist-musician
used computer technologies. One
room - a muffled space - is soundless,
meaning that when exhausted one is
eager to stay alone in complete
silence just to listen to it. Meanwhile a

33. AHMAD NADALIAN. There is Still Fish in the River
A video project
B peke eue ectb pbiba. Bugeonpoekr. 2001
34. AHMED NAWAR (Design)
Facade. Pavilion of Egypt
Bxop B ervnerckuii nasnnboH. 2003
35. SU-MEI TSE. Echo. Video still
9xo. Bugeonaysa. 2003
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Takoe BneyatieHNe BO3HUKAET MU3-3a NPUMEHEHUA XYAOKHUKOM
APKUX KPaCoK — YepHOW, 3e/1eHOM M KpaCcHOW, 13-3a MaNeHbKUx
nonychepryecKkmnx ToueK, KOTopbIMK yCbinaHbl ero xoncTsl. Bepo-
ATHO, UMEHHO TaK OH BOOOpaxaeT M U300paxaeT 3eM/Il0 CBOMX
NpPeAKOB...

HeBepHo aymaTb, YTO TONIbKO ropog, MobWeH, a CenbCKuin nei-
3@ 0CTaeTCA HeM3MeHHbIM. 3TO He TaK — HaNmOMUHAET BCEM MpaHel,
Ahmad Nadalian, aBTop npoekTa «B peke euie ectb pbiba» (“There is
Still Fish in the River", 2001). Kasanocb 6bl, yc/bllwae Takoe Ha3Ba-
HUWe, OXuaaelb yBUAETb GUrypy YenoBeKa C YAOUKON. XyLOXKHUK
no-cBOeMy pearupyet Ha 3Konoruyeckoe Hebnarononyyne: Ahmad
Nadalian cobpan nobonblue KaMHen co HA PeKM U BbICEK Ha Kax-
JOM 13 HUX n306paxkeHue pbibbl, MOC/ie Yero akKypaTHO BEpHyN
KaMHM Ha cBou MecTa. Tenepb-To B peKe ToYHO OyaeT pbiba - Ans 3a-
MHTEPECOBAHHOTO 3puTeNs, a He AnA pbibaka. Hy a XyLoXHUK yaay-
HO BMMcancA B CNOXMBLUYIOCA elle B AOMCTOPUYECKME BpeMeHa
TPaAMLIMIO BbICEKAHWA HaCKabHbIX N306paxeHWiA.

YMupaltoT He ToNbKo pbibbl, HO 1 camu pekn. Ho BoT rae ectb
peKu, Tak 310 B McnaHamun. B ueHTpe naBmiboHa 310ro Hebosb-
LIOro rocyAapcTBa, yaenswouero 60nblioe BHUMaHME 3KONOrmye-
CKMM MporpaMMam, CTOUT BOMbLION CTeNNax ANA XpaHeHWUsA Kap-
TWH. 3puTenb MOXeT BbIABMHYTb t00YI0 CEKLUI0 — BMECTO KapTu-
Hbl TaM OrpoMHan LBeTHaa doTorpadua ¢ n3obpaxeHnem KoH-
KpeTHOW MCNaHACKON pekn - AeTanb ¢ BogonaaoM. MpoekT doTo-
XYAOXHUKA Ruri HazBaH HapouMTo MoO-KaHUenspcKu: «ApxuB»
("Archive"). 3aapxuBrpoBaHbl He ToNbKO M306paxeHuns Bogona-
[0B, HO 1 LWYyMbI MajatoLllet BOAbl — Y KaXA0M PeKU OH, KaK n3se-
CTHO, CBOW. M3t0MMHKa NpoeKTa B TOM, YTO 3BYKU B apX1Be COOT-
BETCTBYIOT 306paKeHNAM: BbIABUIan CEKLMIO CTeNaxa v Bblbu-
pas TeM caMbIM peKy, NnoceTuTeNb aBTOMaTUYeCKM (TaKoBO yCT-
pOVCTBO NpoeKTa) BbiGMpaeT 1 3ByKOBOe CONpoBoXaeHue. [Mownc-
TWHe He NepeBeNNCh eLLe LWYMHbIE PEKM...

M3BecTHbIN ernnetckuit xynoxHuk Ahmed Nawar B kauectse
HaLMOHaNbHOIrO MPOEKTa CBOEN CTpaHbl peanu3oBan WHCTanNA-
LMIO C 3/1eMeHTaMM1 ONTUYECKON UANIO3MI (KaXeTCA, OHa 3aHnMa-
eT K0J10CCa/lbHOe MPOCTPaHCTBO, KOTOPOro MPOCTO HET, U 3TO NMOHW-
Maellb, BbIXOAA M3 NaBWbOHA), CO34aHHON C NOMOLLbIO 3epKal.
971a paboTa, Kak NpefcTaBAseTCA, y4auyHO OTpaKaeT OCHOBHON fe-
BU3 tobuneinHoi brueHHane: «<MeuTbl U KOHGAMKTBI. 3puTensb ne-
pefBuraeTcs no rpaHuLLEe Mexay NpocTPaHCTBOM MeuTbl (6enble ro-
ny6u, oKpyKeHHble TbMOWA) 1 30HOW 60pbObl U KOH(ANKTA — N306-
PaXeHMAMM KOLIMapoB W KapTUHaMWU paspylueHWid Ha MpayHOM
TeMHO-KpacHoM ¢oHe. bnectawe peanvn3oBaHHbIN 3aMbicen Xy-
JOXHMKA COCTOWUT B TOM, YTO YeNOBEKY CBOMCTBEHHO, Nponasa ye-
pe3 yxacbl KOHGIMKTOB, 06palLLaTbCA MbIC/bIO M B30POM K MeuTe.

Tema noucka yTpayeHHOW UAEHTUYHOCTM B €AMHCTBE C Npu-
pOAON APKO BOMJOLlEHa B rMnepMeAMinHOM MpoOeKTe, MpeAcTas-
neHHoM Jltokcembyprom. HassaHue ero MHorosHauHo: "Air Condi-
tioned". C oAHOW CTOPOHbI, 3TO 03HAYaeT HaanyMe KOHAULMOHepa

mefronome is indifferently watching the time. So will an artistic
action echo in the heart of a viewer?..
The project got the first prize of the 50th Biennale di Venezia.

Host Countrv Italy gave its grounds to the open competi-
tion "Young Italian Art". In the end four artists were chosen. The
viewer is given a chance to participate - o mark the best one on
a card with the names of the artists. | voted for Avish Khebre-
hzadeh. And - | was happy fo read about it when | came back to
Moscow - he won!

The prize for best young Italian artist was awarded to Khe-
brehzadeh for the grace of animation work, the subtlety of nar-
ration, and the ability to merge countless influences in the art
work.

Extra-Biennale: The Absolut it was a challenge on

the part of the director of Biennale di Venezia Francesco Bonami,

MEXJYHAPOJJHAS MAHOPAMA INTERNATIONAL PANORAMA 89



A

SO

i
I

|
¥
i1
|

90

LUTJHARON NAK(H

TPETbAKOBCKAS TANEPES

- Bellb AaNleKo He nocnefHasA B apkoi Beneumu. C gpyroii cto-
POHbI, Ha3BaHWe MOXHO MOHATb M KaK HeKoTopylo 06ycioBneH-
HOCTb, YCI0BHOCTb aTMocdepbl. B Jllokcembypre Bce roBopAT cpa-
3y Ha HECKOJIbKUX eBPOMeriCKNX A3bIKax, M aBTOP MpPOeKTa onupa-
eTCA Ha MHOroA3bIYHYK MONMCEMAHTUYOCTb, WM MOMPOCTYy Ha
MHOrFOYMCNEHHbIE CO3BYYMA, NpUCYLLMe 3BYKOBOMY BapuaHTy Ha-
3BaHWA, BO3HUKAOLWMe B pa3HbIX A3blkax. ABTOP — XyLOXKHMLA 1
O HOBPEMEHHO MY3bIKaHT KMTACKOro NPOUCXOXAEHUA (XOTA po-
avnacb B Jllokcembypre v He BnafieeT A3bIKOM CBOUX MPELKOB)
Su-Mei Tse.

3puTenb nonagaet cHavyana B HapoyuTo 06e33By4YeHHOe
(06MTOE NOpPONOHOM) NOMeLLeHMe, a U3 Hero - B NOMeLleHnA ANS
ABYX OCHOBHbIX BujeonpeseHTaunin. Ha ogHoM U3 HUX akKypaTHO
ofeTble NMOAMETasbLUNKM KapTUHHO U COTNAacOBAHHO METYT AJINH-
HbIMV MeTNaMu NecoK B MyCTbIHe, MPUYEM COMPOBOXAAOWNIA NX
AeiCTBMA 3BYK HAaNOMUHaEeT WyM HaberawoLwwmux Ha Geper MOPCKUX
BONH. BTopas npeseHTauma Takxe NocTpoeHa Ha 3BYKOBbIX CO-
rnacoBaHMAX: XyAOXHULA-MYy3blKaHT UrpaeT Kiaccuyeckoe npo-
n3BeAeHNe Ha BUONOHYENU, CUASA CMIMHONM K 3pUTENAM Ha 3efe-
HOW nyxaliKe nepes oTBecHol ckanoi. OHa urpaet ¢pasy - 3xo
BTOPUT €M1, TO e caMoe co criegyrowen ¢hpason 1 nocnecnegyto-
wen... Kaxerca, 3putenb npucyTcTByeT Npu Auanore My3biKaHTa
n ropbl unn Boobie Mysbiku (ABNeHUA KynbTypbl) 1 Mpupoapi...
J7a paboTa Gbina Npu3HaHa Nyyvllein cpean HauMOHabHbIX Mpo-
eKTOB.

CBepx buennane: A6coniot MpeacTaBneHHbI
3HaMeHUTbIM NPOU3BOAUTENEM BOAKK (BUpPMOi «ABCONOT» XyAo-
)KeCTBEeHHbI NpoeKT Bbin 040bpeH Anpekunein breHHane, xoTa
AEeMOHCTPUPOBAJCA BHe NPOrpaMmbl. ITOT XecT KaxeTcA becnpe-
uegeHTHbIM. OgHaKo n3BecTHO, Yto hmpma ¢ 1985 roga cobupa-
€T COOCTBEHHYI KONEKLUUI0 COBPEMEHHOIO M306pa3nTeNbHOro
McKyccTBa. Tak YTO MHe Ka3anocb KpaliHe BaXKHbIM MOCETUTb 3KC-
Mo3MLMI0, XOTA A W He NMPUHAANEXY K YNCAY MOKIOHHUKOB Npo-
AyKUMn Grpmbl. [lononHWTENbHBIM Pe30HOM B MOJIb3Y U3yYeHUs
AAHHOT0 NpoeKTa 6bin HaKT yyacTua B HEM POCCUMNCKUX XYLOXK-
HukoB Onera Kynuka u rpynnbl «CrHue Hocbl» B cocTaBe BsuecnaBa MusnHa u Anekcanapa La6y-
poBa. fl nonarato, YTo Ha3BaHue «KpacHble Hocbl» Ob110 Obl Hoee akTyanbHbIM, yuUTbIBasA cneundu-
Ky NpoAyKuuu «AbcontoTan.

MHe 6b1n0 n3BecTHO, 4To O.KynuK yyacTByeT B XyA0XKeCTBEHHO-PeKNaMHbIX NporpaMmax «Abco-
ntota». Ha npownorogHein BbictaBke FIAC B Mapuke A He 6e3 M3BeCTHOro oTBpalleHUs Habnaana
6onbwoe LBeTHOE M306paxeHue Bosnexalero KyivKka ¢ aywmmm K ero n3obpaxeHunto Tpybkamm u
COCKaMK, Yepe3 KOTopble MOXKHO Obl0 NMpu XKenaHuu NoTaHyTb «ABcontoT». AHanornyHyo dotorpa-
buto MoXHO ObINO NMLE3PeTb U Ha 3TOT pas.

O.Kynuk npeactaBun HECKONBKO CKYJbNTYp — BOCKOBbIE (Urypbl CMOPTCMEHKU-TEHHUCUCTKA 1
komno3uunio «CmepTb B BeHeuun» (oTcbinKa K 3HameHuTo HoBenne Tomaca MaHHa). A BmecTe ¢ «Cu-
HVWMW HOCaMM» OH JeMOHCTPMpPOBan BUAEO(MIbM B CTUIIE KOMUKCA, B KOTOPOM CHANMUCD Bee Tpoe. Jln-
aepcteo O.Kynuka B 3ToM Tpuo nojyepkHyTo TeM (haKTOM, YTO OH Ha3BaH «poautenem» B.MusunHa u
A.lLlabypoBa. [MpaBo, ecnu yx cHUMaTb BUAEO(GUIbM, TO MOXHO 6biio 6bl Npurnacutb Kyaa 6onee oza-
peHHbIX akTepoB. KaK-HWKaK poccuiicKasn akTepcKas LKOMa CYMTAeTCA He NocNefHel B Mupe.

MpUMUTMBHBIN BNAEOKOMUKC 03BYy4YeH apueit Medpuctodensa. OTYeTNMBO CAbIWHBIA NEATMO-
TUB — «I0AM TMBHYT 3a MeTann!» - NpUOTKpbIBaeT, BepHee, fenaeT 0c06eHHO ABHON MOTMBALMIO aK-
TyanbHoro, Kak «Abcontot», TBopyecTBa O.Kynuka u KomnaHuu. M BnpAMb, Yyero He chenaewb 3a
TBepAbl metann!

THE TRETYAKOV GALLERY #1' 2003

an unprecedented gesture to include the ABSOLUT GENERATIONS as one of the "Extra
50" events. | thought it an absolute necessity to see for myself the numerous works of
art incorporating the exhibition and representing the ABSOLUT ART COLLECTION
which was started in 1985. | was impatient o see the result of the marriage between art
and advertising. There was another argument - the participation of Russia in the proj-
ect, Russia - the country in which a gulp of Absolut vodka for generations seemed a
lucky strike. | was not surprised to see among the participants of the project Oleg Kulik
+ Blue Noses (this group was represented by Vyacheslav Mizin and Alexander
Shaburov). Kulik's connection with Absolut was demonstrated last year at the FIAC in
Paris, and the echo of the previous project reached Venice - Oleg Kulik with baby’s nip-
ples on the pictured body provoking the viewer fo suck vodka...

This time Kulik added four verite waxworks, with "The Sportswoman" (resembling
Anna Kurnikova with her plaited hair) and "Death in Venice"... Comics-video project by
Kulik and Blue Noses - though in Russia drunkards are usually associated with red
noses - leaves no hope that at least at some time one can expect to see something
decent, reasonable and good humoured under the umbrella of Kulik. The whole thing is
to be viewed to the accompaniment of the opera hit - Mephistopheles’s aria, a very
uncamouflaged hint: give money - | will do everything. But to be absolutely just and
open-minded | would say that Russia’s contribution to Absolut Generations is not the

worst.
But there is the BEST Absolut - the project by Louise Bourgeois

CnpaBegnvBocTu pagmn ctout ckasatb, 4To O.Kynuk n «CuHue
HOCbI» («CMHEHOCHWUKM» OKasanucb HaMHoro BectanaHHee «CUHe-
61y3HMKOBY) BbINN faneKo He XYAWUMU U3 NPeACTaBieHHbIX «Ab-
contoTom» npoekToB. Ho 6bin 1 ABHO nydwuin npoekT! B Hem co-
eAVHUINCb MONOAOCTb U 3penocTb: paHuyxeHKa Louise Bour-
geois faBHO ye ABNAETCA «MaTpUapxom» 1 KNacCUKOM COBpe-
MEeHHOTro M306pa3nTeNbHOrO MCKYCCTBA, @ MONOLON rpek Aspassio
Haronitaki - oueBuaHbIN 1 cunbHbIN TanaHT. Ero paboTa ansa «Abco-
Nt0Ta» NPAMO COOTHOCUTCA C TEMOI NoTepyn U 0BpeTeHNs UAEHTNY-
HOCTW, 0 KOTOPOW y)xe HeMano rosopunock. C HeBuaaHHon ybean-
TENIbHOCTbIO OH MOAYEPKUBAET KMBOTHOE Hayano B Ye/OBEKe.
Bnpouem, npegocraBuM cnoBo camomy Haronitaki: «B npouecce
3BONIIOLMM KMBOTHOE Hayano B YenoBeKe MOCTOAHHO CKpbIBa-
nocb 1 oTBepranocb. B cBomx mpousBefeHnAX A MbiTaloCb cAe-
naTb ABHOM 3Ty OTBepraeMyld 4acTb Halleih WAEHTUYHOCTUY.
He mory He npu3HaTb, 4TO eMy 3T0 yAanoch.

and Aspassio Haronitaki. And if | marked many projects connected
to the Loss of Identity, here | must speak about obtaining a second
identity - one’s second animalistic self. As Haronitaki puts it: "The
animality of man has been continuously hidden and battled against
by the evolution of civilization. In my pictures | try to reveal this
counterfeited part of our identity." And he managed it!

Extra-Biennale: The Kabakovs Another Exira 50
project that | couldnt miss was "Where is Our Place?" by llya
Kabakov & Emilia Kabakov, and | pay all credit to Chiara Bertola
whose description of the project is really worth reading. The
Kabakovs create a museum inside the Museum, making the viewer
who comes not only view the viewer of the past (one can see only
their giant legs), not only to interact with the so-called present (the
Soviet past with realities and details recognizable only to ex-Sovi-
ets), but also to read poetic works by Russian poets, extracts that
have nothing to do with the photos and lacking (in English) all the
charm of original Russian poetry. Under the feet of the viewer lies
an artificial landscape of our future. As for the exhibition itself, it
is so far from being persuasive, so uninteresting to the viewer
(here the singular is more than applicable since the largest num-
ber of viewers registered by an attentive young girl on duty on Fri-
day - the day when the exhibition was open from 10 a.m. till 10
p.m. - was equal to 10, while she said that on other days it was
twice fewer), that the moment a newcomer enters the first room of
the exhibition he/she leaves it. | do not believe that the aim was
"an empty way of seeing".

36. ONIET KYJIMK. CnoptcmeHka, BockoBas ckynbnTypa
OLEG KULIK. Sportswoman. Waxwork. 2003

37. ASPASSIO HARONITAKI. Louise Bourgeois. Jlyuza bypxya. 2003

38. NJ1bA KABAKOB. lae Hawe mecto? PucyHku K nHctannaumn. 2003
ILYA KABAKOV. Where is Our Place? Drawings for the Installation
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Nothing catches the eye or appeals to the emotions. | wit-
nessed it, and then to check myself | had a detailed conversation
with an official who confirmed my freshly made observations. Hope
you have no doubt that | carefully examined every room and every
corner of the exhibition, read its verses, stared at all the feet and
legs... There is no overall impression, only the question mark bor-
rowed from the title...

Apropos, | liked the sketches for the project published in the
Biennale catalogue. They are vivid, humorous, alive. | guess because
Kabakov demonstrated his artistic skills and introduced an inter-
ested viewer in them.

Dreamlng Peace The moment I stepped into the Uruguay

pavilion it struck me that whatever | would write about the Biennale

92 TPETbAKOBCKAS TANEPES THE TRETYAKOV GALLERY #1' 2003

Ceepx buennane: rae Hawe mecto?

[lpyroii NpoeKT, KOTopbIi A He MOFNa NPoONycTUTb, - 3To paboTa «[ze
Hawe mecto?» ("Where is Our Place?") Unbn n 3mMunun Kabako-
BbiX. CONpoBOAMTENbHbIN TEKCT K 3KCno3uumm - aBTop ero Chiara
Bertola - BbIrnAauT, Kak Bcerga Ha bueHHane, Becbma ybegutens-
Ho. KabaKoBbl ieiCTBUTENBbHO, KaK HanMcaHo KypaTopoM, co3aani
My3el B My3ee: MoCeTuTeNb pa3rafbiBaeT He TONbKO 3puTenen
NpoLLIbIX BpeMeH (MpaBAa, TOIbKO UX HOTW TMraHTCKOro pasmepa -
Hajo B3rNAA0M AOTAHYTLCA A0 faneKoro npouwnoro!), He TONbKO co-
BPEMEHHOCTb (el oTAaHa 6osbluas yacTb 06LIMPHON 3KCNO3MLMK),
HO 1 Byayliee B BMAE MUHMATIOPHbIX MCKYCCTBEHHbIX Men3axen,
pacnofioXMBLLIMXCA HUXE YPOBHA nosna.

Hapo cpasy 3aMeTuTb, YTO HacToALLEee NPeACTaBeHO B MPOEK-
Te KabakoBbix B hoTorpadmsx COBETCKOro - B 0CHOBHOM - Bpeme-
HW 1 NepeBOZOB CTUXOB PYCCKMX MN03TOB. Bu3yanbHble peanun ea-
Ba /1M NOHATHbI BONbLIMHCTBY NOCETUTENEN, He UMetoWMX 3a Chu-
Hol1 onbiTa xun3HM B CTpaHe CoBeToB, a CTVXM HEMaANo NoTepAnn B
nepesogax. Bce 310 genaer akcnosuuuto ManoybeanTenbHOM U Ma-
NIOMOHATHOM, Xy»Ke TOro — MaJloUHTEpPECHOW, B YeM s ybeaunach, 3a-
TIAHYB B )KypHaJ, B KOTOPOM f00pOCOBeCTHan CAyKuUTelbHMLA OT-
Meyana nocetuteneit. Ix 6bi10 04eHb HEMHOMO — KpoMe Toro, Noy-
T HUKTO He M3YUnn BCIO 3KCMO3MLMIO: HepeLKO 3puUTenn orpaHu-
YMBaNMCh NoceLleHNeM NNLLb NepBOro 3ana.

B oTnmume 0T 3TUX MHOMUX, A BHUMATe/IbHO OCMOTpeNna BCe 3a-
Nbl, NpOYUTaNa yMmy TeKCTOB, NoNto6oBanach BbICTPOEHHbIMMW aBTO-
paMu Horamm, oByTbIMU B rUraHTCKue Tydav 1 06epHyTbIMU LWNPO-
YeHHbIMK Hptokamm 1nm (pexe) obkamu. CBUAETENBCTBYHO, YTO Bbl-
CTPOEHHOE 3penuLLe He Bbi3bIBaeT CUIbHbIX IMOLUIA, iaXxe CUNIbHO-
ro nobonbiTcTBa. BonpocuTenbHblin 3Hak B 3arnaBun («[ne Hawe
MecTo?») - Hambonee ageKkBaTHas oueHKa pabotsl by n IMunum
KabakoBbix. A BOT onyb6nnKoBaHHble B Katanore brieHHane pucyH-
K1 AOCTOMHbI BHUMaHUSA 1 yBaXkeHUs. B H1UX oTyeTnnBo nposBseT-
CA XMBOMMUCHOE MacTepCTBO BCEMMPHO U3BECTHOMO XYA0XHMKa.

39. PABLO ATCHUGARRY. Dreaming Peace. 2003. Marble
MeuTatowwuii o Mupe. Mpamop

Meuta o MMPE  Kak TonbKo s BCTynuna B naswiboH Ypyr-
Bas, A cpa3y NoAymana, YTo 3aBepluaTb oT4eT o buexHane a byny
paccka3oMm o TBopyecTBe cKynbnTopa Pablo Atchugarry. Ero pa6o-
Ta U3 Mpamopa «Meutatowmin o mupe» ("Dreaming Peace", 2003) -
MHOroYacTHas KOMMO3WLWMsA, B KOTOPO OCHOBHaA TeMa bueHHane
«MeyTbl 1 KOHGAUKTBI® JOCTUraeT BbICILEN CTEMeHN 3KCrpeccum.
Jymato, 6enomMpamopHas MeuTa, B KOTOpPOW NpOrnaabIBalOT POCTKM
BHYTPEHHUX KOHGNNKTOB, 6blna Bbl yYLWINM MOHYMEHTOM toBUen-
Hol BreHHane - KoHeuHo, eciv Obl TAKOM NAMATHUK MOHaZo0uCA.

Bnnotb A0 2 HosGpA BeHeums Gyner HempepbiBHO MCMbIThI-
BaTb Nposouupytouiee BamsaHue 50-i tobuneiiHon bueHHane. Ha
370 ByaeT Hanbonee o4eBMAHBIM 06Pa30M yKa3biBaTb NpoeKT «CBs-
3yrowme 3BeHbsA» ("Links"): noBcrogy B roposie MoXHO BCTPETUTL OT-
Pe3KU 0YeHb LUMPOKON TPyObl TEMHO-KOPUYHEBOTO LIBETA, HA BHYT-
peHHel cTopoHe Tpybbl - nporpamma buenHane. CBoero poaa uH-
(hopMaLMOHHBIN LUAMHAP. 3axoam B TpyBy 1 nHTepecyiics. Ecnm no-
YyBCTBYELLb NepenonHeHne MHPopMaLmen - NOXKNUCb UAN CAAb, OT-
AOXHW... VI neiicTBUTENbHO, BHYTPEHHAS YacTb TpyObl NOBCEMECTHO
CAYXKWNa MeCTOM OTAbIXa yCTaNbIX TYPUCTOB. A BO BHYTPeHHel Yac-
T camoi breHHane Toxe npeAycMOTpeHbl MecTa OTAbIXa — OKpa-
LUeHHbIe B KPaCHbIi LIBET CTY/IbS U LUIMPOKME MaTbl 0COOEHHO 3aMeT-
HO KOHTPACTUPYKOT C YHbINbIMU FPA3HO-CEPbIMU CTeHaMK «ApceHa-
na». 3TN 30HbI 0TAbIXa NONb3YITCA CNPOCOM Y YTOMJIEHHbIX OT Ha-
NpsXeHHOro 06LIeHNA C COBPEMEHHBIM UCKYCCTBOM 3puUTeneil.

O BurieHHane cKkasaHo yXe 40BOJIbHO MHOTO, Aa BeJjb BCE paB-
HO BCero He cKaxellb. [opa 3aBepLwatb 0630p. Y10 Xe, A cumTalo,
yTo yBuzetb 50-t0 buerHane - geno croswee. M gaxe oveHb cros-
wee. MoxeT 6bITb, cCaMoe rMaBHoe B ToM, YTo breHHane - He Apmap-
Ka, He BbICTaBKa-npojaxa. Ha Heln npaBuT 6an - ABnAeTcA AMKTa-
TOPOM - He NoKynaTtesb, a 3pUTeNb.

Hamanna BolickyHcKas

| would conclude it with Pablo Atchugarry. His marble "Dreaming
Peace", 2003 - a multipart composition which probably reaches the
highest expression of the general theme of the 50th Biennale
"Dreams and Conflicts". The whole exhibition of Atchugarry’'s mar-
bles is a white-coloured enlightened Dream, though not without
inner conflicts felt within each separate piece. And if there were to
be a monument fo this Biennale, then "Dreaming Peace" might have
been the best choice.

Venice was, is and until November 2 will be under the provoca-
tive impact of the Biennale due to "Links" - another very demand-
ing project for the host or hostess-city (surely Venice is a woman in
the glory of her beauty). Everywhere one can come across the frag-
ments of the steel container, the cord of more than 200 meters long.
Cut into fragments connecting various places it combines ads and
art, information and art. Walk into the cylinder and be informed or
sleep inside, being overinformed.

As for the "inner" part of the Biennale, awfully tiresome and
exhausting for the viewers, to comfort them and give a place fo rest
after the restless perception of art, there is lllymind - all in loud red
confrasting the dusty grey walls of the Arsenale.

| can't cut my long story short, for this will not make it shorter.

| must say that the 50th Biennale di Venezia is really some-
thing, something to see, to appreciate, o accept or to reject... It is
NOT FOR SALE. The Viewer - not the buyer - is the Dictator.

I left this Jubilee artistic event overwhelmed with controversial
emotions and impressions that will not make an impressionist of
me, but will certainly make me a devoted advocate of Biennale di
Venezia.

Natella I. Voiskounski
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' PYCCKAS
. XUBOMUCH

* N XYAOXECTBEHHbII

b.M. KYCTOAMEB. Kpacaeuua
Xoncrt, macno. 1919

Boris M. KUSTODIEV. Belle (Krasavitsa)

Oil on canvas. 75,5 by 102 cm. 1919
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TPETbA BOJTHA
JloHa0H 3aHMMaeT BTOpoe MECTO Mo Npoaaxe npousseaeHui xkusonucu. Ha ero xypo-
YKeCTBEHHOM pbIHKe B Pa3/IM4HbIX rafiepesnx, CaJIoHax 1 Npexae BCero Ha ayKLMoHax
BbICTaB/IAeTCA Ha npoaaxy 25-30% npou3BeaeHMA UCKYCCTBA, NPOJABAEMbIX eXe-
roaHo. BmecTe ¢ Hbio-MopkoM JloHa0H ABNAETCA BefylLMM LIEHTPOM N0 NPOAAKE aH-
TUKBaApPHOI PYCCKOW XKMBOMMUCY, U NOKyNnaThb B JIOHAOHE Ha NPECTKHbIX ayKLMOHaxX

SOTHEBY'S u CHRISTIE'S cunTaeTcAa npy3HaKkoM XopoLuero ToHa v rapaHTuen cepb-

€3HbIX BJIOYKEHUN.

3 PEHMNTH POINTS OF VIEW

[Npon3BegeHuA pyccKom xuMBonucKu B TeyeHme XX BeKa NOCTOAH-
HO NpojaBanuChb Ha XyLOXecTBEHHOM pbiHKe 3anagHon EBponbl,
1 TOHeHbKas CTPyiKa pOCCUACKOrO MCKYCCTBA NOANMUTbIBaNA XyA0-
KECTBEHHbI MOTOK MUPOBOFO MCKYCCTBA JaXe B CaMble TAXenble
ANA apT-pblHKa rogbl. [OHATHO, YTO MpW HaAMYMK «KenesHoro 3a-
HaBeca» OCHOBHbIMW MOCTaBLUMKaMU MPOU3BefEeHUN, KaK, BMpo-
yeM, U MOKynaTensiMu, 6biny aMUrpaHTLl, 060CHOBaBLIMECA B pas-
Hble rogbl BHe Poccuu, cymeBLUME COXPaHUTL B CeMeiHbIX cobpa-
HUAX POCCUNCKME PENMKBUM W NPUOBLLMTD MNIafLLIee NMOKOJEHN e,
KaK MpaBuW0 acCMMWUIMPOBABLLUEeCA B cTpaHe npebbiBaHUA, K No-
HVMaHMI0 LeHHOCTM NCKYCCTBA NPapOoAUHbI.

BonHa nepBoro WrpoKoro MHTepeca K pycCKoW HalMOoHaNbHO M
LIKONe XMBOMMUCU NPOABMIACH B KOHLIE LIECTUAECATLIX — Havare ce-
MuaecATbIX rofoB.. MprynH ans atoro 6b10 HECKOBbKO, HO HapAZy ¢
MaBHbIMU U3 HUX — 3KOHOMWYECKUM MOABEMOM U aKTUBU3aL el
POCCUIMCKON MONUTUKM — 3HAYUTENbHYIO POSib ChiFpana NpoABUBLLA-
AICA B TO BpEMSA «NPUOTKPbITOCTL? COBETCKOro 0bLecTBa 1 cTpeme-
HUe ero K KynbTypHbIM KOHTaKTaM c 3arpaHuueil. O6MeHHble Bbl-
CTaBKW, NybaMKaLmm, Noe3aKn aeneraumin 3Hakommnm 3anag, nyctb
1 B hopMe «MOyrIacHOCTUY, C XYL0XKeCTBEHHbIMU MpoLieccamm nc-
TOPMYECKOMN 1 coBpeMeHHoN Poccnn n nogorpeBanu MHTepec K nc-
KyCCTBY 3aHOBO OTKPbITO» CTPaHbl.

B 3TV roabl «MONOAEXHBIX peBoNOLMINY onpefeneHHoe 3Haye-
HWe MMeNo OTKPbITME PYCCKOro aBaHrapAa, YeMy B HEMasoi cTeneHu
Cnoco6CcTBOBANO AOCTYNHOE A1 POCCUICKONM M 3anagHon nybnvku
cobpaHue Koctaky, a Takke pag bonee Menkux Komnekumin AYya-
HoBcKoro, f.Py6uHwTeinHa, [MBakuHa B pasHbix ropogax CCCP
CkaHganbHO M3BecTHaA Ha 3anaje XUBONUCb HOHKOH(OPMKCTOB B
3TOT XXe Mepuoj cTana 0CO3HaBaTbCA KaK 6e3ycnoBHO A0CTOMHOe
BHMMaHWA NCKYCCTBO, aleKBaTHO BbipaXatoLLiee Xy0XeCcTBEHHOe CO-
3HaHWe BpeMeHW. Pe3Kko yBenMuunucb neranbHbii U HeneranbHbIN
MOTOKM BbIBO3UMbIX HA 3anag npov3BefeHUid «CTaporo» 1 HOBOro»
0TeYeCTBEHHOrO McKyccTBa. OHO He TONbKO CTano yKpaLaTh Xuaula
oyapoBaHHbIX Poccumeli AunaoMaToB 1 KOPPECTOHAEHTOB, HO U CTaHO-
BW0Cb MPEAMETOM KyNu-NpoAaxMm.

OtToKy npousBeaeHnii n3 Poccun, B nepByto ovepesb npeame-
TOB pPeNUrMo3HOro UCKYCCTBa, eKOpPaTUBHO-NPUKIAAHOrO, a 3aTeM
1 1306pasuTebHOro, CNOCOOCTBOBANM €pa3MbITbie» 3aKOHbI O Bbl-
BO3e, A0MyCKaloLue NPOoM3BOIbHOCTb TONKOBAHUIA U BO3MOXHOCTb
WHAVBWAYaNbHOMO MaHWUNYIMPOBaHWUA UMW B KaXKAOM KOHKPETHOM
cNyyae, a TaKXKe HecoBepLUeHCTBO paboTbl paspellalowmx BbiBO3
WHCTaHUMIA, Nnpexzae Bcero MnHucTepcTBa KynbTypebl, U, He B NoCiea-
HIOI0 oYepesib, TAMOXXEHHbIE YI0BKM.

K cepeauHe cemuaecATbIX rofloB pycCKoe UCKYCCTBO Ha 3a-
NaAHbIX pbIHKax cTano NpeAMETOM KOMMEPYECKOro MHTepeca Kpyn-
HbIX GupM. B 1974 rogy kpynHenwas us Hux, SOTHEBY'S, nog Ha-
XMMOM ee TorgawHero npesuaeHTa lNeperpuHo [MoneHa pelwaet-
CAl MPOBECTMN OTAENbHbINA ayKLMOH PyCCKOr0 UCKYCCTBa.

Tuno BaH Batcgopd, 3ateM rnaBHbIN 3KcnepT pupmbl «lan-
coypr @enbamaH», NPOBOAWUT B HbIO-MOPKCKOM OTAENEHUU
SOTHEBY'S ycnewwHbln ayKLUUOH pycCKOr0 TeaTpajibHOr0 MCKycC-
CTBa, U TeaTpanbHble paboTel J1.bakcTa, A.benya, H.loHuapoBoii n
APYrMX pyCCKMX XYAOXHWUKOB nepBoi TpeTn XX BeKa HauyuHalT
06peTaTb He TONIbKO XyJ0XECTBEHHYI0, HO 1 KOMMEPYECKYHO LieH-
HOCTb.

AFTER NEW YORK, LONDON IS THE WORLD’S SECOND LARGEST
MARKET FOR PAINTINGS, WATER COLOURS AND DRAWINGS.
ANNUALLY,LONDON'’S GALLERIES, ART DEALERS AND ESPECIALLY
ART AUCTIONS SELL ABOUT TWENTY-FIVE TO THIRTY PERCENT
OF THE VALUE OF WORKS OF ART SOLD WORLDWIDE. TO PUR-
CHASE ART AT SOTHEBY’S OR CHRISTIE'S IS CONSIDERED BOTH
PRESTIGIOUS AND A GOOD INVESTMENT. RUSSIAN ART IS A

SMALL, BUT INCREASINGLY SIGNIFICANT COMMODITY.

After the 1917 Revolution, the Soviet Union was closed to western
influences. Nevertheless, through White emigres antique Russian art
and Russian paintings continued fo be sold on the international mar-
ket. These masterpieces are now being appreciated by the new wave
of emigrants from the former Soviet Union.

It was not until the detente of the late 1960s and early 1970s
that the Soviet Union began to open to the West. Through publica-
tions, international conferences and exchanges, the West began to
learn about historical and contemporary Soviet artists, particularly the
avant-garde of the early twentieth century. In this reqard, to facilitate
the mounting interest the Soviet authorities were forced to allow exhi-
bition of the private collections from metropolitan and regional cen-
ters, particularly the famous George Costakis Collection and lesser
ones such as those of Abram Chudnovsky, Yakov Rubenstein and G.
Ivakin. Through those collections many paintings, including those of
Russian avant-garde, were made available to Soviet citizens as well as
the West.

Unfortunately, the Soviet era used to be marked by corruption.
Through the ambiguity of the customs’ regulations and despite the
Ministry of Culture red-tape procedures foreign diplomats and mass
media correspondents found ways how to take works of art out of Rus-
sia. Icons and the decorative arts were primary, but many old masters
and contemporary art were also to leave Russia to become either a
decoration of overseas houses or a commodity.

In the mid-seventies western dealers and auction houses began
to take a serious inferest in Russian art. In 1974, on the initiative of
Peregrino Paulin, their
President at the time,

Sotheby’s held an exclu- «n
sively Russian art auction -_—
in London, followed by =
another project: Tilo Van g
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Bcnen 3a atum ¢dupma CHRISTIE'S, nocTosHHBIA KOHKYpEHT
SOTHEBY'S Ha xyao0ecTBEHHOM pbIHKe, 06/1a4atoLas He MeHbLUUM
onbIToM paboTbl U afeKBaTHbIM 060POTOM, BBOAWUT MpPOM3BeAEeHUs
PYCCKOrO MCKYCCTBA Ha TOPrv CBOMX ayKLMOHOB, Aenas B JajibHeil-
LeM CTaBKY MpeuMyLLecTBeHHO Ha AeKOpaTUBHO-MPUKNafHOe UC-
KyCCTBO, UKOHbI 1 toBenupHble usgenus. C 1984 rona SOTHEBY'S, a
¢ 1985 roga n CHRISTIE'S ctanv nponssoauTh cneumanm3npoBaH-
Hble pyCCKMe ayKLMOHbI, HErMacHO MOAENUB Mexay coboi pbiHOK
NpPOn3BeAEeHMUI PyCCKOro NCKYCCTBa.

«Pycckue» ayKUMOHbI 3TMX GUPM MMeNn Mano OTINYUIA KaK B
KauyecTBe NnpozaBaeMbix paboT, Tak u B o6beme npogax BNIOTb A0
KOHLIa «BTOPOI» BOJIHbI MHTEpeca K PyCCKOMY MCKYCCTBY, NPOSABMB-
LIerocs ¢ HOBOM CUJION B cepejuHe BOCbMUAeCATbIX rogoB. [1o 3a-
KNIOYEHUIO creuuanucToB OKTABpbckue aykumoHbl CHRISTIE'S
1988 1 1989 rogos npeacTaBnAnuM Ha Topru Gonee MHTEpeCHble
Konnekumm. AykumoHrHbiin fom CHRISTIE'S goctatoyHo weneTtmib-
HO OTHOCUANCA K NOABOPY KOMMEKLMIA PyCCKOro UCKYCCTBa, Npeano-
YMTas He NPUHMMATb Ha ayKLMOHbI paboTbl, BO MHOXECTBE BbIBO-
3uMble 13 Poccun HeneranbHO BO BTOPOW MOS0BUHE BOCbMUeCH-
Tbix rogoB. ®upma SOTHEBY'S pocratouHo nubepanbHo oTHOCU-
nacb K NosiBIEHMIO Ha ee ayKuuoHax paboT 6e3 cooTBeTCTBYOLLEN
AOKYMEHTaLUMM 1 MHOTAa Nnonagana B pUCKOBaHHble CUTyaLuu, CBs-
3aHHble ¢ npogaxein pabot n3 Poccmn. Tem He meHee SOTHEBY'S ¢
YecTbto BbIXOAWAA U3 HUX BnarofapsA 3HaHWAM CBOMX PYCCKUX 3KC-
nepTos.
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Crapas noroBopka «CoTbuc - 3TO ayKUMOHEpbl, NpeTeHayio-
Wwme BbITb JKEHTNbMEHaMW, Toraa Kak Kpuctuc - mKeHTIbMeHbI,
npeTeHaytoLime BbITb ayKLMOHEpaMu» 0BbIrpbIBAET BHELUHWE, NOJ-
yepKuMBaeMble rpMaMin pasnnymns, B TO BPeMA KaK LeATeNbHOCTb
WX TOX/EeCTBEHHa.

Crpemschb K paclwmpeHuto pycckoro pbiHka, SOTHEBY'S ¢ koh-
Lila BOCbMMAECATLIX FOA0B CTana npurnaluats cneuuanvcros u3 Poc-
CUM ANA YTEHWS NIEKLUWI 1 NPOBEAEHUS CEeMUHAPOB, KOTopbie 6bly
MpUypoYeHbl K ayKLMOHaM pyccKoro uckyccrea B JIoHAoHe.

AyKuWoH, npoBefeHHbIN pupmoin netom 1988 roga B Mockae,
Obin CEHCALUMOHHBIM He TONbKO Kak nepBbiii B Poccun. OH cTan
ycrneLHbIM N0 PeKOPAHbIM LieHaM Ha UCKYCCTBO aBaHrapza nepsbixX
pecatunetmii XX BeKa U COBPEMEHHOe MCKYCCTBO LiecTuAecs-
TbIX-BOCbMUAECATLIX rOA0B. VIHTepecHO ABMAach cama MomnbITKa
COMOCTaBUTb XYAOXECTBEHHYID W MaTepuanbHyl LEHHOCTb 3TUX
ABYX NeprOAOB POCCUICKOro aBaHrapaa. Bropas BonHa uHTepeca K
pYyCCKOMY MCKYCCTBY MHULMMpoBanack nepectponkoit B CCCP. 31o-
My CMocoBCTBOBaNN KpynHble BbICTAaBKW PYCCKOrO aBaHrapAa, Ho-
Bble ny6nMKaLuy, BbIABUBLLNE PAZ UMEH BbIAAKLLMXCA PYCCKMX Xy-
N0XHUKoB - ®unoHoBa, MaTioluuHa, Monosoi, Po3aHoBoi, PoayeH-
Ko, [lpeBu1Ha 1 fpyrux, NpoeKTbl My3eeB 1 BbICTaBOYHbIX 00beanHe-
HU, pAg nHmumatnue CoBeTcKoro GpoHAa KynbTypbl, CPean KOTOpPbIX
Oblnn ABa UMKNIa NeKumin, opraHnsoBaHHbix SOTHEBY'S u Cosert-
CKMM OHAOM KynbTypbl B BennkobpuTtaHum 1 COBMECTHbIN ceMu-
Hap no npobsemMaM XyLoXecTBeHHOro pbiHKa U 06MeHy Npoun3sBese-
HUAMM UCKyCCTBa, npowweawmnin B Mockee B 1991 rogay.

Haumbonbwuit pesoHaHc B BennkobpuTaHum Bbi3Bana opraHu-
3aumaA B 1989 rogy CoBerckum doHAOM KynbTypbl U dupmoin «[le
Bupc» BbictaBka «100 neT pycckoro McKyccTBa», npollejllas B
Nonpone, Okcdoppe, CaytremntoHe n MockBe. Ha ocHoBe 3KcnoHa-
TOB M3 YaCTHbIX KOIEKLMI OHa NOKa3ana UCTOpUI0 pasBUTUA pyC-
CKOro uckyccrBa c KoHua XIX no BocbMugecaTble rogbl XX Beka. [o-
cnefoBaBlUaA Yyepes [Ba roja 3a Hel rocyfapCTBeHHas BbICTaBKa
«CyMepKu Lapeii» He Bbi3BaJia LUMPOKOTo MHTepeca v Bbina oueHe-
Ha Kak HeyfayHasA. OHa coBnana ¢ najeHnem nHTepeca K pycCKoMy
nckycctey B LenoM. Oblee oTHOWeHMe K Hell Bblpa3una raseta
«[leiinn Tenerpad» B Bonpoce: «Pa3Be pycckoe MCKYCCTBO Bbio Ha-
cTonbKo nnoxoe?» 1989 rog 6bin rofoM peKopaHOro MHTepeca K
pycckomy mckycctBy. AykumoHbl SOTHEBY'S n CHRISTIE'S pe3sko
B3BMHTUAM LieHbl. OKOHYaTeNbHble LieHbl MOKYNOK bl oLuenomns-
towmmn. Ha opraHnsosanHom SOTHEBY'S B anpene 1989 roaa ayk-
LIMOHe pyccKoro nckyceTsa paboTbi J1.MonoBoii Bnepsble 6bi1n npo-
AaHbl 33 CyMMbI, 3HaYWTEbHO NpeBbILAloLLMe NOAMUANNOHA DYH-
TOB CTEpP/IHIOB KaXAas, a HeAoCToBepHbIN nensax «Moctol MNapu-
*a» A.9KcTep Gbin oueHeH B $ 800 000. HeobbluaiiHbin NoabeM LieH
Ha PYCCKYH XMBOMWCb B KOHLLE BOCbMUAECATBIX F0f0B BbI3Ban Le-
Ny10 BOJIHY KPYMHbIX pacnpoAax Npov3BefeHNi pycCKOro NCKyccT-
Ba Bo ®paHumun, lepmanun, LLiseuapum, Utanum n apyrmx ctpaHax.
PacnpogaBanuch Kak nponsBefeHus, HakonneHHble B EBpone, Tak
N BbiBe3eHHble HeneranbHo. Pycckuin otaen, OTKpbITbIA OLHON 13
KpynHenwux 6putaHckux ¢upm PHILLIPS, ctaBun Ha Topru cBbiwe
50% HeneranbHO BbIBE3EHHbIX 1 HEAOCTOBEPHbIX paboT 13 Poccuw.
B JloHpoHe B 370 BpeMA OTKpbinoch cBbiwe 15 ranepein, Toprosas-
LINX PyCCKUM UCKYcCTBOM. [oBanbHbIN MHTEpeC NPOABAANCA NPex-
Ae BCero K UCKyccTBY aBaHrapga. LleHbl Ha 3Tu npov3BeaeHua cTa-

pieces of Leo Bakst, Alexander Benois, Natalia Goncharova and other
Russian artists of the early twentieth century received critical acclaim,
and the auction was a smashing financial success.

Meanwhile, Christie’s, the perpetual rival to Sotheby's, focused on
decorative artwork, icons and jewelry. By 1984, following this tradi-
tion, they had come to an understanding how they would carve up the
market at their annual Russian art auctions.

There is an old adage: "Sotheby's are auctioneers who pretend fo
be gentlemen while Christie’s are gentlemen who pretend to be auc-
tioneers". Thus, Christie’s would only auction art with a legitimate
provenance. Their 1988 and 1989 October shows were considered fo
be outstanding. In contrast, Sotheby's left themselves at risk by selling
art of dubious legal and artistic documentation; however, they relied on
their Russian "experts" who they used to invite to conduct conferences
and professional workshops to coincide with Sotheby's annual London
auction.

With the introduction of perestroika under Gorbachev, the Soviet
Union embraced both its pre-revolutionary traditions as well as con-
temporary western values.

In 1988 Sotheby's created a sensation by holding their first
Moscow art auction, featuring Russian avant-garde art of the early
twentieth century contrasted with avant-garde art of the Soviet 1960s
to 1980s. The auction was followed by a renewed domestic and over-
seas interest in Russian art: large scale exhibitions of avant-garde art;
new publications on Russian artists such as Pavel Filonov, Mikhail
Matiushin, Liubov Popova, Olga Rozanova, Alexander Rodchenko and
Alexander Drevin among others. Art galleries and museums under-
took special exhibits, and the Soviet Culture Fund, in conjunction with
Sotheby’s, undertook two series of lectures in the United Kingdom on
Russian art, as well as joint workshops with Soviet and British experts
in Moscow on the exchange of art treasures and their marketing for
sale. Perhaps the most spectacular exhibition was sponsored by the
Soviet Culture Fund and De Beers, the diamond merchants. Entitled
One Hundred Years of Russian Art the 1989 exhibition was shown in
London, Oxford, Southampton and Moscow. It traced the history of
Russian art from 1880 to 1980; many of the pieces were borrowed
from private collections, previously unseen publicly.

Prices at Sotheby's and Christie’s were astronomical. At Sothe-
by's 1989 auction, Liubov Popova’s paintings exceeded 500,000
GBP a piece; Alexandra Ekster's Bridges of Paris, although not
authenticated, was estimated at $800,000 US. The London prices
set off a flurry of sales in France, Germany, Switzerland and Italy.
European auctions included both works of art recently brought from
Russia, often illegally, as well as Russian art long hoarded in private
collections.

In 1989 there were fifteen galleries in London dealing in Russian
art. It is estimated that Phillips, one of the largest, put to auction over
fifty percent of the smuggled and unauthenticated Russian pieces.
Prices, particularly for avant-garde art, were comparable to European
masters. Works by Russian realist painters and those by the Mir
Iskusstva followers were being sold for ten times their 1980 values.

1. K.EMAKOBCKWI. Pycckan KpacaBuua B BEHKe 13 NONEBbIX LiBETOB
[HepeBo, macno. 35x27,5

Konstantin E. MAKOVSKY. Russian beauty in summer garland. Oil on board. 35 by 27,5 cm

2. AtpubytuposaHa Kak pabota [.LJIEBULIKOIO
MopTpet BenuKoi KHArmHu Anekcanapbl [NaBnoBHbI B geTcTBe
XoncT, Macno. 67x48,5

Attributed to Dmitri LEVITSKY
Portrait of Grand Duchess Alexandra Pavlovna in childhood
Oil on canvas. 67 by 48,5 cm

3. U.KAMBA3OBCKUW. Mobepexbe MapaaHenn. XoncT, acno. 30x38. 1860
Ivan K. AIVAZOVSKY. The coast of the Dardanelles. Oil on canvas. 30 by 38 cm. 1860
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Despite forgeries, there was an enormous appetite for Russian art, and
1989 is considered the highest point.

The early 1990’s saw the collapse of the international Russian art
market. There were a variety of contributing factors, but forgeries,
smuggling and changes in investment strategies were critical. At the
April 1990 Russian auction by Sotheby's only two of the twenty-one
avant-garde masterpieces from the George Costakis collection were
sold, although part of the problem was the refusal of the owners to
accept some bids. The Christie’s Russian auction of 1990 was a dis-
aster: the thirty-five canvases of the Russian avant-garde collection of
Kurt Benedict, allegedly purchased from a 1922 exhibition at the Van
Dimen Gallery in Berlin, were subsequently proven to be of dubious
origin and the appraisal was suspect as well. By 1992 the market was
so depressed that Christie's was forced fo sell Repin's Painter’s
Daughter Tatiana with Her Family to a Japanese dealer for a mere
$180,000 US; in 1989 it has been appraised at $1,000,000 US.
Works by Philip Malyavin, Konstantin Korovin and Alexander Benois
would not sell at any price. In an attempt to revive the market, in 1991
the Russian Culture Fund sponsored an exhibition, Twilight of the
Tzars; it failed fo arouse public interest and was considered a flop; the
Daily Telegraph summed up the general opinion in the question: Was
Russian Art Really So Bad?

The reaction among dealers and auction houses was swift:
Phillips closed their Russian Department; Christie’s suspended their
annual Russian art auctions unfil 1995; Sotheby's refused Russian
avant-garde art entirely; by 1992, following the financial disasters in
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JIM HACTOMYMBO NPUBAMKATLCA K LieHaM Ha NPOuU3BeAeHNs KpYMHbIX
eBponeickux mactepoB. CToMMocTb paboT XyLOXKHUKOB-PeanucTos
1 MacTepoB Kpyra «Mupa UcKyccTBa» Bblpocia ¢ cepesuHbl BOCbMU-
AECATbIX FOA0B K UX KOHLY AeCATUKPaTHO. MoAo6HbIN axmoTax 03-
Hayan BTOpYO BOJIHY NOAbeMa LieH Ha pyCCKOMY pbiHKe 1 Bbl3Bas
HOBbIN psAA noaaenok. CkaHaanbl, cBA3aHHbIE € UX pasobnayeHuem,
Pe3KO0 YXYALWMNAN CUTYaLMIo, CBA3AHHYIO C HA4anoM Kpusmnca aHTuK-
BApHOrO pblHKa B LLeNIOM.

Hayano aeBAHOCTbIX rofi0B A1 @aHTUKBAPHOTO PbIHKa pyCCKo-
ro uckycctea B BenukobGputaHum ctano BpemeHeM cnaga. «Pyc-
CKUIA» PbIHOK, KaK M aHTVKBapHbIN PbIHOK B LIeIOM, Pe3K0 COKpaTui
06beM npoaax, 06BaNbHO CHU3MANCH LieHbl, MOKYNaTeNn cTanu He-
A0BepYBbI K NPOM3BeAeHNAM, BbiBe3eHHbIM 13 Poccun. MNpaktuye-
CKW BCe ayKUMOHHble JoMa npopearMpoBany Ha 3Ty cUTyauuio Ao-
cTato4Ho 6bicTpo. Creunanu3npoBaHHbIA «pyCCKUIA» OTAEN NpeKpa-
TWN CBOE CYLLECTBOBAHME He ToNbKO Ha ayKumoHe PHILLIPS, aykuu-
oH CHRISTIE'S Ha ueTbipe rosa npekpaTun NoCTOAHHbIE €pyCcCKue»
TOpru, BO306HOBMB MX NnLWb B filekabpe 1995 roga. SOTHEBY'S, da-
BOPUT N0 NPOAaxe Npov3BeAeHMIA PyCCKOro UCKycCTBa Ha BpuTaH-
CKMX M MUPOBbIX ayKLMOHAX, PE3KO COKpaTua 06beMbl NPOAaX U
0TKa3ascA BbICTaBNATb HAa TOPri NPOU3BefeHUs PYCCKOro aBaHrap-
Aa. HenocpepctBeHHbIM MOBOAOM A1 3TOTO NOCAYXKUA HeyAa4YHas
pacnpogaxa Ha SOTHEBY'S B anpene 1990 roaa pa6ot u3 cobpa-
Hus Teoprua Koctaku, rae 13 21 paboTbl, cpeay KOTopbiX Haxoau-
ANCb NPOU3BeLEHUA «nepBON LepeHrn» aBaHrapavctoB Poccuy,
Obinn NpoaaHbl TonbKo Age. [puMeyatenbHo, Yto 3a pabotbi J1.Mo-
nosoi n A.PogueHKo Gbinio npesioxeHo Ha aykumnoHe $780 n 850
TbICAY, HO 3TU CyMMbl HE YCTPOWIN HaCNeLHMKOB. [JHeM no3xe Ha
aykumoHe CHRISTIE'S npoaaBanvck 35 pabot pycckoro aBaHrapaa
n3 konnekumm Kypta beHeaunkTa, AKobbl NprobpeTeHHble elle ¢ Bbl-
craBku 1922 rosa, coctonBueiica B bepnvHe B ranepee BaH Jumer.
Bckope pasropencA rpaHAMO3HbIA CKaHAaN, CBA3AHHBIN C COMHU-
TeNIbHbIM MPOUCXOXAEHVEM BONbLUNHCTBA NPOU3BEAEHNI 3TON KO-
NEeKuMN U HeBoOPOCOBECTHOCTBIO 3KCMepTu3. BmecTe ¢ obecueHu-
BaHWeM 3Tux paboT K KoHuy 1991 - Hayany 1992 roga pesko cHu-
3uncA cnpoc Ha paboTbl XYAOXKHVKOB peanucTUYeCcKOM LUKOMb.
KaptuHa W.Penuna «[loub XyaoxHUKa TaTbsiHa B Kpyry CeMbi», oLie-
HeHHas B 1989 rosy B MUNAMOH f0NNapoB, Yepes TpU roAa ¢ TpyAoM
Obina npoaaHa Ha aykumoHe CHRISTIE'S 3a 180 Tbicay gonnapos.
PaboTbl ®.MansBsuHa, K.KoposuHa, A.beHya He Haxoaunu cbbiTa,
HecMoTpA Ha HU3KMe LeHbl. BantoTHbi kKpusuc 1992 ropa B Benw-
KOOpUTaHWUM yXyALWWA nonoxeHue pbiHka. M3 11 noHAOHCKMX rane-
pei, 3aHMMaBLUMXCA B KOHLIe BOCbMUECATbLIX FOA0B NPOAaxel pyc-
CKOro M306pa3suTeNbHOr0 MCKYCCTBA, COXPaHUIACch TONbKO ofHa. B
10-15 pa3 ynanu ueHbl Ha KapTUHbI COBPEMEHHbIX XYA0XKHUKOB-pe-
anuctoB B ranepee «Pon Maiinc» Ha bpyTtoH-cTput B JloHA0He, Bna-
Aenew, KOTopoit ABnAncA Hambonee NOBKUM U MOAHBIM NPOAABLIOM
pycckoro nckycctsa B JlongoHe. Pe3kuii cnag «pyccKoro» pbiHKa He
03Hayan NosHOro NpeKpaLleHna NPOAAXMN NPOU3BEAEHUIA PYCCKMX
XYAOXHUKOB UIW U3AeNnIA NPUKNaAHOro aHTMKBapmata u3 Poccun.
CHRISTIE'S, oTKa3aBLlWKCb OT CUCTEMATUYECKUX €PYCCKUX» ayKLmo-
HOB, NPOAaBaJ PYCCKYH XUBOMMUCh HA OOLLYMX CMeLLaHHbIX Toprax, a
paboTbl BbiAaOWMXCA pycCKUX MacTepoB KoHua XIX - Hauana XX
BeKa y4yacTBOBaNW, KaK W paHblle, Ha ayKLUMOHaxX MMNpecCcuoHmC-
T0B. MiHTepec CHRISTIE'S nposBunca B 371 roapl npenMyLLecTBeH-

HO K leKOpaTUBHO-MPUKIaAHOMY MCKYCCTBY, TPOAaBaeMoMy Ha ayK-
umoHax B eHese n Hblo-Vopke. OTaenbHble NOMbITKM YCTaHOBUTL
KOHTaKTbI C ayKLMOHaMu 1 ranepeamu B Poccum 3kcnepTa ayKumo-
Ha CHRISTIE'S Anekcuca TuseHray3eHa He MPUBOAMIIN K Cepbes-
HbIM pesynbratam. Yxog v3 aykumoHa Anucel Mnuy yeyrybun nono-
xeHue. Jinwb B Mae 1995 roga c yuactmem CHRISTIE'S v I'TT rane-
peeii «3BepecT» Gbifl NMPOBeAEH ayKUMOH, He MpUHECLUMIA aHTnA-
CKOI CTOPOHe MoNoXuTenbHoro pesynsrata. B Teyenne 1991-1995
rogoB CHRISTIE'S ctana sBHO ycTynaTb nMAepcTBO Ha «pyccKOM»
pbiHKe pupme SOTHEBY'S, BbicTaBMB Ha Topru 3a 310 nATUNETUE
328 notoB pyccKoii xuBonucy npotus 1669 noToB., BbiCTaBNEHHbIX
¢dupmon SOTHEBY'S. SOTHEBY'S, oTkasaBluuch, 3a peaK1UM UCKIIO-
yeHueM, oT paboT aBaHrapza, NpoAaBa Ha ayKLMOHaxX MMMpeccro-
HucToB npousBegeHus B.KanguHckoro, M.WWarana, A.fiBneHckoro n
HeKOTOpbIX ApYrnx MacTepoB. CunTas, YTO OTBETCTBEHHOCTb 3@ Bbl-
BO3 Ao/mkeH Hectu BbiBo3swwmi, SOTHEBY'S cocpegoTtounn ceoe
BHMMaHVe Ha peajibHbIx NoKynaTtensax B AMepuke, AnoHuu, 3anaa-
Hov EBpone u B nocneaHee Bpema B Poccuu, ctapasck 3apaHee 03-
HaKOMUTb WX C KaTajnoramu GyAylmx ayKLUMOHOB U NPOABUTb 0CO-
60e BHMMaHMe K HOBbIM PyCCKMM NMOKynaTensam, 6aHkaM 1 Koprnopa-
umam. Cneyuanuct no BOCTOYHOEBpONencKoMy pbiHKy lMuTtep bat-
KWH MOCTOSIHHO aKTMBU3MPOBan CBOM JeicTeua B Poccuu, n nvwb
nonutmnyeckasa HecrabunbHoctb 1991-1993 rogos, KocHaa nonu-
TVKa B cepe HanoroobA0KEHUA 1 OXpaHe XyAOXKECTBEHHOrO A0-
CTOAAHWA COOTBETCTBYIOLWMX POCCUACKMX MWHWUCTEPCTB Momellana
npoeectn B Poccum ayKUMOHbI OTEYECTBEHHOIO MCKYCCTBA, KOTO-
pble nogrotasnmsanuce SOTHEBY'S, hoHaom «Bo3poxaeHue» v pa-
AOM KpynHenwmx poccuiickux 6aHKoB. IKcnepTbl (GUPMbI
SOTHEBY'S no pycckomy uckyccry [xon Ctioapt n Mean Cama-
PWH, HeCMOTPS Ha HeBNaronpUATHYI0 SKOHOMUYECKYIO KOHBIOHKTY-
py NpOBepANN aKTMBHOCTb POCCMIACKOrO pblHKA, yCTaHaBAMBanu
KOHTaKTbl C MOTeHUManbHbIMX NpOAaBLaMKU 1 MOKynaTensMu BO
MHOFMX CTpaHax. Takas MonauTWKa, NoAdepXMBaeMas peasbHbiM
3HaHMEM KOHBIOHKTYPbI U TPAAULMOHHO OT/IaXKEHHBIM MEXaHU3MOM
MapKeTWHra, Hayana NpUHOCUTbL pe3ynbTaT K MOMeHTy ctabunusa-
LMW pbIHKa 1 Hayasy ero 3KOHOMUYECKOro OXUBEHUA, YepTbl KOTO-
poro ctanu npoctynate B 1994 rogy. O6wwas TeHgeHUMA pocTa Crnpo-
ca Ha NPOU3BefieHNA NCKYCCTBA «PyCCKOro» pbiHKa B Benukobputa-
HUK cTana oTyeTiMBa K KoHuy 1994 roga. [lekabpbCKMin ayKLMOH
MoKa3as, YTo LieHbl Ha PYCCKYH XMBOMUChL CTaNKN Bo3pacTaTtb, 060-
3HAYWICA M HOBBI C/I0M NOKynaTenew, BCTYNMBLUMX B UTPY. Te MOKY-
naTenu, KOTOpbIX NPUHATO 0603HaYaTb KaK «HOBbIE PyCCKMe», Ha ca-
MOM Jene He NpeAcTaBnAnn ogHopozaHoro cnosi. Cpean HUX Gbinu
npeacTaBUTENV NPOMbILNEHHBIX U BDUHAHCOBBIX KOpropaLuii, 6aH-
KOBCKWX CTPYKTYP, YaCTHbIX rafepei 1 ayKLUMOHOB, KOIeKLNOHEpbI
W, MeHee BCEro, 3KCTpaBaraHTHble HyBOpULIK. VIMEHHO cepbesHble,
AOCTaTO4HO OPUEHTUPOBAHHbIE C MOMOLLbIO IKCMEPTOB U KOHCYb-
TaHTOB NoKynaTtenun u3 Poccun, no MHeHuto akcneptoB SOTHEBY'S,
npuobpetanu 1o 30% N0TOB «pycCcKuX» ayKUMOHOB. OBbIYHO NIUMUT
WX MOKYMOK Gbin orpaHunyeH pybexom $ 100 Thicsy, Ho B npegenax
ctoumocTy nota ot $ 10 o 40 ThicAY 3T HOBbIe ANA AHIUIACKOIO
pbIHKa y4acTHUKK ToproB nokynanu Ao 50% npoussegexunnn pyc-
CKoM xmBonucK. bnarogapsa atomy cpegHAA LeHa oTAeNbHOrO J0Ta
Ha npou3BeAeHus xuBonucu Bospocna ¢ 1993 roga Gonee yem B
ABa pasa. B cBA3M c TeMm, YTO KMBOMWCb PYCCKOro aBaHrapia

the City, and fear of speculative investments, ten of the leading gal-
leries closed, only Roy Mile’s in Bruton Street, London, who had been
the most fashionable and extravagant, survived, and he had to dis-
count even Russian realist paintings by a thousand to fifteen hundred
percent.

Despite the collapse of the 1989 bubble, Russian art sfill sold.
Sotheby's continued their annual Russian art auctions, albeit with
more stringent authentication. Although they renounced avant-garde
art, they championed such Russian painters as Vasily Kandinsky, Alex-
ei Yavlensky and Marc Chagall. Meanwhile, Christie’s turned more to
their traditional strength: Russian icons and decorative artwork. Their
sales in New York and Geneva were modest but steady. Although their
expert Alexis Tiesenhausen attempted to establish better connections
with Russian museums and galleries, he failed; finally another expert,
Alice llich, left. In the period from 1991 to 1994 Sotheby's sold 1669
Russian paintings while Christie’s managed only 328.

By 1994, a new trend is discernible: the cultivation of individual
buyers, particularly the Russian nouveau riche. As early as 1992, the
expert in East European art markets, Peter Batkin, was working with
various Russian ministries and corporations, as well as Sotheby’s, to
facilitate international trade in antiquities. A consortium was pro-
posed between Sotheby's, the Vozrozhdeniye (Renaissance) fund
and a few big Russian banks. Sotheby's experts, John Stuart and

4. K.AKOPOBWH. Bug Ha TpuymdanbHyto apky B Mapwxe. [lepeso, macnio. 43x33
Konstantin AKOROVIN. View of the Arc de Triomphe, Paris. Oil on board. 43 by 33 cm

5. H.ATAPXOB. 3a urpoit B «Kynuunku». XoncT, Macno. 84x73
Nikolai ATARKHOV. Children making cakes. Oil on canvas. 84 by 73 cm
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Ivan Samarin, became familiar with the Russian sources of art,
potential Russian buyers, and overseas buyers and sellers. At the
same time, various obstacles o trade, whether exports or imports,
through the Russian bureaucracy had to be understood, and, if pos-
sible, ameliorated.

Sotheby's December 1994 auction featured higher prices and
the arrival of new Russian buyers, whether individuals or corporate
representatives of banks, galleries and industries who, with their
experts’ advice, purchased up fo thirty percent of the Russian art. They
usually bid from $10,000 to $40,000, with few bids over $100,000.
By 1999 the average price had doubled.

Although Russian avant garde art was discredited by 1990, Russ-
ian realism, including Mir Iskusstva and peredvizhniki, rose substan-
tially between 1994 and 1999 - approximately seven fold - but both
trends have always been at the fop of the list all through the history of
the Russian art market in Britain. The realist lots at the auctions hit
their highest average price. Apart from the inexplicable cases like the
one with Pyotr Vereshchagin's "Landscape of Nizhny Novrogod" sold
at the ridiculous for such a canvas $225,000 US at Sotheby’s auction
in June 1995, the prices for Russian realists outdid three to five times
the figures of 1990.

The situation with the Mir Iskusstva paintings and scenographic
artwares deserves special mention. Beginning in the late 1960s,
Sotheby's had traditionally featured such artists as Leo Bakst, and
Konstantin Somov at their European art auctions up to the Russian art
market crisis. In the mid 1970s there were exclusive Mir Iskusstva
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1910-1920-x rogoBs Obina NOYTK UCKIIOYe-
Ha u3 ToproB ¢umpm SOTHEBY'S wu
CHRISTIE'S ¢ 1990 roga. Hanbonee scHo
TEHAEHLUA pocTa LieH NpoC/IeXnBanach Ha
[BYX TEYEHUAX PYCCKOWM KMBOMWUCK — pea-
JINCTUYECKOM MCKYCCTBE BTOPOV NOJOBUHbI
XIX BeKa, CBA3aHHOM C UMEHaMW XyL0XHU-
KOB-TIePeZBMKHUKOB, U TBOPYECTBE MacTe-
pOB Kpyra «Muip NCKycCTBa», MOCKO/bKY 3TW
[Ba HanpaBieHUsl TPAAMLMOHHO Bbi3blBa-
NIV MHTepec noKynatenei. Boigenns n3 cnu-
CKa XYLOXXHUKOB-NEepeABMKHMKOB Mony-
NAPHbIE MMEHa, LeHbl Ha paboTbl KOTOPbIX
Bcerza Oblnn Bbille CPeaHUX, MOXHO yCTa-
HOBWTb, YTO OOWMIA 06bEM MpPOAaXK ITUX
npoussegeHun ysenmuunca ¢ 1990 roga B
cemb pa3. Poct o6bema npogax 6bin cBs-
3aH ¢ yBenunyeHnem crnpoca ¢ 1994 ropa Ha
PYCCKYI PeajiMCTUYECKYo XKMBOMUCH, YTO
MPUBENO K YBEINYEHWIO KONIMYECTBA 1I0TOB,
BbICTaB/IAEMbIX Ha TOPTU, U POCTY CpeaHei
LeHbl Kaxgoro u3 Hux. He npuHmumas Bo
BHMMaHWe Kypbe3Hble npogaxu Tuna «Men-
3axxa HwxHero Hosropoaa» [1.Bepewaru-
Ha, yweplwero 3a 225 TbicAY JonnapoB Ha
NoHbCKOM ayKkumoHe SOTHEBY'S 1995 ro-
[1a, MOXKHO OTMETUTb, YTO LieHbl Ha peanuc-
Tnyeckyto xmeonucb ¢ 1990 roaa Beipocan
npumepHo B 3-5 pas. 3HaunTenbHO BbIpoC
Ha aykumoHax SOTHEBY'S o6bem npoaax nponsseseHun Xya0xKHU-
KOB Kpyra «Mup unckyccrea». Aykumonbl SOTHEBY'S 6binv nepBblI-
Mu B BenukobputaHum v 3anagHoii EBpone, cuctematuyecku c
KoHUa 60-x rof0B BKOYaBLIME MPOM3BEAEHUA KMUPUCKYCHUKOBY
B 00LUMe ayKLMOHbI eBponeiickoro nckycctsa. CpaBHuBas ¢ pybex-
HbiM 1990 rozom, o6beM npozax npousBeseHWin Hanbonee nony-
NAPHbIX XYAOXHUKOB 00beAuHeHUA «Mup UcKyccTBa» BbIpoOC K
1995 rogy npumepHo B 5 pa3, npuyemM Hapsay ¢ TPaAVMLMOHHO Bbl-
COKO oLeHvBaeMbIMK paboTamu J1.bakcta n K.ComoBa, 6onee yem B
7-8 pa3 nogHAnacb ctoumocTb pabot b.[puropbesa u K.Metposa-
BoakuHa. CpeaHss LeHa, KoTopas Obina 3annadeHa 3a 10Tbl ¢ pabo-
TaMy MONyNAPHbIX «MUPUCKYCHMKOB», Bo3pocna bonee yeM B ABa
pasa no cpaBHeHuto ¢ 1993 rogom, HO He3HaYUTeNbHO OTAMYanach
B 1995 rogy ot cpeaHux ueH 1990 roaa, coctansas 10-11 Tbicay
ponnapoB. PaboTbl 6onblWwIMHCTBA MacTepoB Kpyra «Mup uckycct-
Ba» NPOAAIOTCA MO LLeHAM 3HAYUTENIbHO HUXKe, YeM aHaNorMyYHble
1M M0 BPEMEHU M CTWJIHO, @ MHOTAA U MEHEee KayeCTBEHHbIe NPous-
BeleHNA (paHLYy3CKON, HEMELKOW U CKaHAMHABCKOW XUBOMUCH.
Pycckas uBonucb B 06beMe Npojax BeAyLMX ayKLUMOHHbIX 40~
moB SOTHEBY'S n CHRISTIE'S He npepctaBnsieT 3HauyMTeNbHOWM
BeNMUYUHbI. B nyywme roabl oHa coctaBnsna meHee 1 % ot obuiero
obopoTa. PbIHOK pyccKoro aHTMKBapuata B BenukobGpuTtaHuu
MOXHO CYMTaTb AOCTAaTOYHO MONOAbBIM, €lle NNLb CKNaAbiBato-
LWMMCA B CPaBHEHMM C PbIHKOM MaHYCKPWMNTOB, FPaBiop, AparoLeH-
HbIX YKpaLleHuii 1 cTapoii )meonucu. OAHaKO TeHAEHLMU ero pas-
BUTUA NOCNEAHUX NIET U onpejeneHHble 0cOBeHHOCTV COBpeMEeH-

Horo cocToAHMA Poccuy No3BoNAOT ONTUMMUCTUYECKN OLeHMBaTb
nx nepcnektvBbl. O4HMM K3 CTUMYNUPYIOLLNX GaAKTOPOB pasBUTUA
«pyCCKOro» pbiHKa B BenmkobpuTaHUM CTaHOBUAOCH pa3BUTUE aH-
TUKBapHoro pbiHKa B Poccum, coszgaHue Hosbix anAa Poccuwn, Ho
TPaAMLMOHHBIX A1A 3anaAa KpynHbIX KOPNOpaTVBHbIX KOANEKLMIA
1 OHAOB 1 NoABAEHMe TeX NMOKynaTtesnei, KOTOPbIM B O MHAKOBOW
cTeneHu AOCTYNHbI MpoU3BeAeHUs, npojaBaemble B Poccun m 3a
pybexoMm.

371 HoBbIe «UrPOKM» Ha aHTUKBAPHOM PbIHKE CTAHOBATCA BCe
Gonee aKTUBHbIMKM, Npuobpetas Ha 3anage Ao 40% oT npoaaxHoin
CTOMMOCTM Npov3BeAeHNi pycckoro uckyccraa. Jedont 1998 ropa
MOYTN He KOCHY/CA UX aKTVBHOCTMW, HO BO MHOTOM M3MeHWN cuTya-
LIMIO C KOPNOPaTUBHbLIMM KONNEKLMAMK, KOTOPbIe nepecTtany nonon-
HATbCA, OKa3aAMCh «3aMOPOXKEHHBIMWY UK BoBce Bblin pacnpoga-
Hbl (Konnekummn TeepbyHuBepcanbaHka, MocbusHecbaHka, WH-
KombaHKa v apyrue). Poib ayKunoHoB B Poccum 3HaUnUTENbHO CHU-
3unacb. Ecnm SOTHEBY'S n CHRISTIE'S koHnTponupytot 70% mupo-
BOr0 aHTMKBApHOro pblHKa no oblwemMy obopoTy, NpoAaBas exe-
[AHEBHO A0 3 TbiCAY NPOU3BEAEHUI UCKYCCTBa, TO Yepe3 poccuii-
CKMe ayKLMoHbl npoxoaut MeHee 5% aHTkBapuata. OcHoBHasA Top-
roBAA NPOM3BEAEHNAMU MUCKYCCTBA MPOUCXOANT Yepe3 MHOroumc-
JIeHHbIe aHTVMKBapHbIe rafiepen, KONMYeCcTBO KOTOPbIX 3a NoCiefHMe
ABa rosa yABomMIOCh.

MpounsBeseHNA pycCKOro MCKYCCTBA, KynieHHble 3a pybexom,
4acTo OCTaloTCA TaM U He BBO3ATCA B Poccuio B cBA3M ¢ 0c0beHHO-
CTAMMW HaNoroBOro U TaMOXeHHOro 3akoHogaTtenbcTBa. CornacHo
UM npy BBO3e Heobxoaumo nnatutb Ao 30% cToMMocTu npousse-
JeHuns B BUAe Hanora u Ao 45% Hanora ¢ npoaa)kHoi LeHbl. B aTom
nposBnserca obwan abcypaHOCTb 3aKOHa 0 BBO3e 1 BbliBO3e MNpo-
N3BeAeHNI NCKyCCTBa.

B HoBol1 cpepe, cocTaBnstowwei Hanbonee nnatexecnocobHyo
yacTb NMOKynaTeneid, MeHATCA 1 cobrpaTenbCKue NpUCTpacTus, 4o
AedonTa OpMeHTMPOBaHHbIE NPEUMYLLECTBEHHO Ha PyCCKOe UCKYC-
ctBo. lNpeanouteHne otpaerca esponerickomy nckyccrsy XV-XVIII
BEKOB, K1acCLM3My, ap HyBO 1 ap AeKO 1, eCTeCTBEHHO, MMMpeccu-
OHM3My. LleHbl, KOTOpble NNaTAT pyccKMe MOKynaTenu, yxe nepexo-
AAT pybexu MUIMoHa JoNnapos v ocTuraT 2-3 MUNNNOHOB 33
BTOpOCTENeHHble paboTbl UMMNPECCHOHNCTOB.

Ha ocHoBe 3TMX npon3BefeHWIn HaYMHAIOT CO3/aBaTbCA KO-
NeKUMY, KOTopble NPOAOMKAT TPaAULMM AOPEBONIOLMOHHOIO CO-
BupaTenbcTBa, NPepBaHHOMO HaLMOHaNMU3aumen.

KonneKuvoHepbl pyccKOro MCKycCTBa HayMHaloT OTAaBaTb
npeanouTeHune He xyaoxHMKam XIX Beka, a mactepam «Mupa uckyc-
ctBa», «lony6oit po3bm, «by6HOBOrO Baneta» 1 ApyrM He KpaiHe
aBaHrapAHbIM TeYEHUAM B PyCCKOM UCKyccTBe. MunnvoH fonnapos
Obin 3annaveH 3a «oxuwweHve EBponbi» B. CepoBa 13 cobpaHus
HacneaHukoB xyaoxHuKka. Ot 150 go 250 Tbicay gonnapoB nnatat
3a paborbl 1. KoHyanosckoro, A. JleHTynoBa, P ®anbka, A. KynpuHa
1 apyrux mactepoB «by6HoBoro Banetan.

B nocneaHwve rogpl B pycckmin otgen SOTHEBY'S npuwna Ho-
Bas AMHAMUYHas KoMaHAa noj pyKoBoAcTBOM [IxoaHHbl Bukepy,
LieNb KOTOpOi1 - jocTaBaTh Bce 6osee TPYAHO HAXOAMMbIe NPOU3Be-
AEHNA PyCCKOro MCKYCCTBa, NpVBeYeHne HOBbIX MIacToB U UMeH U
peanu3auus Hanbonee HTepecHbIX paboT Ha 3apaHee OpVEeHTUPO-
BaHHbIX NMOTEHLMANbHbIX NOKynaTenei.

8.

®.AMAJTABUH. MNoxBansiowasncsa MaageHUeM
Xoncrt, macno. 81,5x100

Philip A. MALYAVIN. Showing off the new arrival
Oil on canvas. 81,5 by 100 cm

H.C.TOHYAPOBA. Kynatowmecs ManbynKu: BneyatieHne
Xoncrt, Macno. 79,5x71. Ok. 1911

Nayalia S. GONCHAROVA. Bathing boys; Simultaneous perception
Oil on canvas. 79,5 by 71 cm. C. 1911

0.0.BYPNOK. lomoit B noBo3Ke
Xoncrt, macno. 61x76

David D. BURLIUK. Homeward bound in a horse-drawn carriage
Oil on canvas. 61 by 76 cm
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Ha oceHHem aykumoHe 2001 roga HenomepHo Aoporo 6biu
npoaaHbl pabotbl 3.CepebpAKOBOIA. YCTpouTenu ayKLmMoHa, ocBe-
JOMJIeHHble 0 3aUHTePecoBaHHOCTM ABYX K/IMEHTOB B NpuobpeTe-
HUK 3TMX paboT, MHOTOKPATHO 3aBbICWUIN CPEAHIOI U Pe3epBHYHO
LieHbl Ha 3TV NOTbI, ABa M3 KOTOPbIX OblNM NPOAAHbI MO peKopa-
HbIM LeHaM 270 n 276 TbicAY gonnapos (natoc Hanoru). OgHoBpe-
MEHHO BbICTaB/IeHHbIN «ABTONOPTPET» TOW e XyAoXKHMLUbI (pabo-
Ta Gonee XyaoXecTBeHHO 3HauMMasi) 6bin NpogaH 3a 92 TbicAum
[0/171apOB, NepeKpbIB CPEAHIOK LIeHY, HO He JOCTUMHYB LieHbl «06-
HaXXeHHbIXY.

MpumepHO Takas e cxema Ae/iCTBOBasa Mpu npojaxe Ha
3TOM ayKuMOHe paboTbl pyccKoro xynoxHuka B. BapaHosa-Poccu-
He, LileHa Ha KoTopyto Bblpocna Ao 326 Teicay Aonnapos. B «packay-
Ke» LieHbl Ha 3Ty paboTy yyacTBOBaN 1 caM Auep-NpoAaBeLl.

MoTeHUManbHbIX NOKynaTenell HepeAKO «NoAOrpeBakT WH-
topmaumein 06 UCKNIOYNTENBHOM KayecTBe BbICTaBNEHHbIX Ha Npo-
AaXy «yAapHbIX» N0TOB, 0COOEHHO B TeX CNyYasX, KOrAa NPOMCXOX-
[leHVe BeLuu, UK NpoBeHaHc, BblgensatoTca «Topoducmocmoio». Tak,
B Mae 2003 roga Ha SOTHEBY'S no pekopaHoii LeHe 6biiun npo-
AaHbl paboTbl M. Hectepoea n b. Kyctoaneea 3a 510 n 846 TbI-
cAY hyHTOB COOTBETCTBEHHO. bpockue 1 fekopaTuBHble, 3TW pa-
6oTbl Haxoaunuck B cobpaHun bopuca LWananuua, yto n nosnu-
AN10 Ha NpefayKUMOHHBIA UHTEpPeC K HUM poccuiickux brusHecme-
HOB. AJpecHasa peKknaMa CTaHOBMWTCA MPaKTUKOW ayKUMOHOB
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auctions. By 1990 the average prices were about $10,000 US. The cri-
sis that followed cut down the average price by two and even the fig-
ures of 1995 failed to outdo it much, although the volume of sales for
the Mir Iskusstva masters had grown five fold. Just to compare: the
prices for Boris Grigoriev's and Kuzma Petrov-Vodkin's works shot by
seven or eight fimes. Nevertheless, these prices were considerably
lower than prices for French, German or Scandanavian paintings of a
similar style and period.

At best, Russian paintings represent about one percent of the
total volume and value of Sotheby's and Christie’s sales. It is estimat-
ed that these two auction houses sell about seventy percent of the
value of world art, or about 3,000 pieces daily. The market for Russ-
ian antiquities and art is thought comparatively new if compared to the
markets of manuscripts, engravings, jewelry and old paintings. But the
way it has been developing lately and certain tendencies of Russia’s
economic growth allow viewing its prospects as optimistic and bright.
Strange as it may sound, a breakthrough in pushing the Russian art
market in Britain has been assured by starting an anfique market in
Russia itself. Before 1998, and the massive devaluation of the ruble
(including the notorious failures of Tveruniversalbank, Mosbiznes-
bank, Incombank and others), Russian corporations, galleries and
state funds were very active in the art market, both domestic and over-
seas. They tended to buy Russian art and antiquities. Since 1998 indi-
vidual Russian buyers have dominated the market. Overseas they rep-
resent forty percent of foday's purchases. Domestically, they fend fo
purchase through galleries, which have doubled in number in the past
fwo years.

Overseas Russian purchases tend not fo be repatriated because
of high income tax (thirty percent of cost) and customs duties (forty-
five percent of market price). Furthermore, the "New Russians" invest-
ment tastes have changed: now they prefer European art of the Fif-
teenth to Eighteenth Centuries, as well as Art Nouveau, Deco and
Impressionism. They are prepared to spend up to $4,000,000 for a
second rate Impressionist painting. This may be seen as a return to the
pre-1917 tradition of making great Russian collections.

Auction houses are well aware of new Russian investors. Sothe-
by's Russian Department hired Joanne Vickery to head a new, very
ambitious, team of experts with the objective of matching the art to the
taste of the individual purchaser. At Sotheby's 2001 Autumn auction,
two paintings by Zinaida Serebryakova, "the Nudes", went for
$270,000 US and $276,000 US (plus VAT), although a self portrait by
Serebryakova, considered more important artistically, went for only
$92,000 US. It turned out later that the auctioneers had been aware
of a special interest some of the bidders had in purchasing those two
pictures. At the same auction, a canvas by Vladimir Baranov-Rossine
went for $326,000 US. The deal was so successful with the help of the
art dealer who was representing the owner bidding as well.

Attracting rich Russian investors has become standard for both
Christie’s (especially their Swiss auctions) and Sotheby's. Pofential
buyers are usually "warmed up" with discreet hints about the impec-
cable provenance and artistic merits of select pieces. At Sotheby's
May 2003 auction two attractive pieces from the Boris Shaliapin Col-
lection, one by Mikhail Nesterov and the other by Boris Kustodiev, went
to two Russian businessmen for 510,000 GBP and 846,000 GBP
respectively.

Although auction houses have had some spectacular sales, the
art and antiquities market remains uncertain. The European and
American stock markets are sound, their economies steady, and even
the tragedy of 11 September 2001 has not had a great impact.
Instead, the major auction houses have brought themselves into disre-
pute: in the United States, both Sotheby's and Christie’s have been
prosecuted for price-fixing and conspiracy under anti-monopoly legis-
lation. The president of Sotheby's has been imprisoned. Many
investors lost large sums and had to be reimbursed. The public began
to lose confidence in auctions and galleries. However, at the same
time, some pieces, such as Van Gogh’s Portrait of Doctor Gachet, which
went for $82,000,000 US and a Renoir canvas for $78,000,000 US

SOTHEBY’'S n CHRISTIE'S. 3To Kacaetcs Kak 0TAeNbHbIX NMpoun3-
BEAEHUI XKNBONWUCK, TaK U AOPOrOCTOALLUX FOBEANPHBIX N3AeNUA,
KoTopble ocobeHHo yaayHo npogatotcs CHRISTIE'S Ha aykuwmo-
Hax B LUBernuapun.

B HacTofLLlee BpeMA aHTMKBapHbIV PbIHOK HAXOAUTCA B CNOX-
HOM MONIOXKEHWU, BHELLIHE HE CBA3AHHOM C 3KOHOMUYECKUM KpU3u-
coM. [leficTBMTENBHO, IKOHOMMYECKOe nonoxeHue Amepuku un Es-
pOMNbl OCTAETCA OTHOCUTENIbHO CTabUIIbHBIM, U BUPXKM UCMbITHIBAOT
NI He3HauuTeNbHble KonebaHusA, Ha KOTopble He 0YeHb MOBIUA-
v m cobbitus 11 ceHtabpsa 2001 roga.

OnHaKo BeCb aHTMKBapHbIA MUP Bbln MOTPSACEH CKaHAANoM B
CLUA, korga SOTHEBY'S n CRISTIE'S 6bin11 06BMHEHbI B HapyLIEHUM
aHTMMOHOMONBbHOIO 3aKOHOAATENbCTBA U MOLLEHHUYECTBE, B pe3y/b-
TaTe Yero KNMeHTbl GMPM NOTEPANN COTHU MUIMOHOB LONNAPOB U
ayKLMOHHbIE JoMa BbIHYXZAeHbl Obln NOWTM Ha BO3BpaT YacTu Mo-
TpayeHHbIX KnneHTamu seHer. O6enm prpmam Bbln HaHeCeH 3Hauu-
TeNbHbIA MaTepuanbHbIN 1 MopanbHbIi ypoH, a masa SOTHEBY'S
OKa3aJcs B TIOpbMe.

He MeHee BaxHbl U Te cOObITHSA, KOTOpPbIe OblM CBA3aHbI C He-
MOHATHBIM JaXe /1A NOCBALEHHbIX 3aBbllEHNEM LieH, KaK Ha oT-
AeNbHble NpPoV3BeAeHNs, TaK 1 Ha MHOTWE HamnpaBieHWA B LiesoM.
Mpopaxa 3a 82 munnnoHa ponnapos «[opTpeT goktopa [lawe»
B. BaH lora v 3a 78 MunnunoHoB gonnapos pabotbl O. PeHyapa sBu-
NnCb KpalHe nokasatenbHbiMW. O4HOBPEMEHHO B TP pa3a yBenu-
YMIMCh LeHbl Ha paboTbl CTapbiX MacTeEpPOB M BO3POC/U LiEHbI Ha
AEeKOopaTMBHO-NPUKNAZHOE MCKYCCTBO 3MOXM MOAEPHA U ap AeKo.
BHelwHe HemMoTUBMpPYyeMOe TMOBbIWEHWE LeH, aHanornyHoe
1989-1990 rogam, cBA3aHO ¢ co3aaHNeM HOBbIX COCTOAHUI B EB-
pone, Amepuke 1 Poccuu, Tpebyrowmx GbICTpOro BOMOLWEHUS B
npegmetax uckyccrsa. Obnagatolyme 3TMMM COCTOSHUAMYU HE CUM-
TalTCA C 3CTETUYECKUMMN KPUTEPUAMM U HOPMaMU. PbIHOK aHTUK-
Bapwmarta npy 3ToM, CO3[aBaeMblii KpUTUKAMU, IKCNepTamu, gune-
pamu, NOKynaTensMu, pacllaTbiBaeTcA U TepAeT 0CMbICIEHHOCTb.

OrpoMHble coCToAHUA, Co3AaHHble 3a nocneaHue rogbl B Poc-
CWK, CAeNaNM «pyCCKM» pbIHOK MasioynpaBfisieMbIM. 3a 0fHO 1 TO e
NpoOU3BefEHE MOXHO 3annaTuTb B ABA-TpU pa3a Oonblue B 3aBUCK-
MOCTM OT rafiepev Unu aunepa, ero NpoAatoLmnx. 3ta HeLBUAM30BaH-
HOCTb KaK 0TeYeCTBEHHOTO, TaK 1 3apybeXKHOro aHTUKBAPHOIO pbiHKa
ABNAeTCA Hen3bexHoi «GonesHblo pocTar. MicTopusa HaBepHsAKa, Kak
370 6blNI0 He eAMHOXAbI, PacCTaBUT BCe Ha CBOW MecTa.

Baneputii lydaxos

10.

were considered, even by experts, o be grossly over-priced. Old
Masters, and Art Nouveau and Art Deco artware, have had a three fold
rise in values. Some speculate that the rise in prices, similar to the
spectacular heights of 1989-1990, is related to the recent accumula-
tion of wealth in the world, especially America, Europe and Russia. For
some, Art is seen as a good investment in times of uncertainty. Unfor-
tunately, most investors lack an understanding of art, and are depend-
ent on gallery owners and experts, whose faste cannot always be
impeccable or impartial. All that makes Russia’s art market difficult fo
control. A similar work of art can be bought two or three times cheap-
er elsewhere depending on the art dealer who is selling it. This kind of
uncivilized relations are, of course, "growing pains"; history will find a
balance, as it has many times in the past.

Valery Dudakov

9. PP ®AJIbK. MopTpeT nHawniickoro Manbymka. Xonct, macno. 99x71
Robert R. FALK. Portrait of an Indian boy. Oil on canvas. 99 by 71 cm

10. AA3KCTEP 3ckus KocTioma TaHuoBWuMUbIl. Bymara, ryaws. 50,5x34
Alexandra A. EXTER. Costume design for a dancer. Gouache on paper. 50,5 by 34 ¢cm
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AHTAPHAS
KOMHATA

BOSEPAINEHE iy

MPOTAXEHNIN TPEXCOT NET
3TO NPOU3BEAEHNE NEKOPATWB-
HO-NMPUKNAOHOIO UCKYCCTBA
OYAPOBbIBAET EBPOITY, HECMOT-
PA OAXE HA TO, 4YTO YKE MO4YTH
WECTb AECATUNETUN EFO HUKTO
HE BWAEJ. 3AMbBICEJT TTPYCCKUX
KOPONEW, MPUCTPACTUE PYCCKIX
NMMEPATPUL, OBbIYA PALLNCTCKMX OKKYTMAHTOB W MPEAMET TLLETHbIX MOMCKOB
BMJ10Tb 40 HbIHEWHEIO AHA - BCE 3TO AHTAPHAA KOMHATA. B MAE HbIHELLHEIO roAA
5bl/1 BOCCTAHOBJIEH ELLE OAWH MAPAAHbLIV 3AN 30/10TON AHOUNALLI PACTPENJIN:
AHTAPHAA KOMHATA EKATEPUHWHCKOTIO IBOPLIA B UAPCKOM CEJIE CTAJIA NMTOJAPKOM
K 300-IETHEMY HOBUJTEKO CAHKT-TETEPBYPTA.

FOR MORE THAN THREE CENTURIES THE AMBER ROOM, A MASTERPIECE OF DECORATIVE
APPLIED ART, HAS BEEN THE SUBJECT OF FASCINATION FOR EUROPE, AND REMAINS A UNIQUE
PHENOMENON INDEED - SINCE NOBODY HAS SEEN IT FOR ALMOST SIXTY YEARS. ITS HISTORY
IS RICH IN ASSOCIATION: FROM THE GREAT PLANS OF PRUSSIAN KINGS  THE

TO THE DEVOTION OF RUSSIAN EMPRESSES, FROM THE LOOTING OF THE

FASCIST INVADERS TO THE UNSUCCESSFUL ATTEMPTS, CONTINUING REBIRTH

THROUGH UNTIL TODAY, TO LOCATE IT. MAY 2003 MARKED ANOTHER sTep  OF THE

IN ITS HISTORY, WITH THE RESTORATION AND OPENING OF THE CEREMO- AMBER

NIAL HALL OF RASTRELLI'S GOLDEN ENFILADE, THE AMBER ROOM OF

THE CATHERINE PALACE IN TSARSKOYE SELO - A ROYAL GIFT INDEED ROOM
TO MARK THE CELEBRATION OF ST. PETERSBURG'S TERCENTENARY.

®parmeHT BoccosgaHHOM AAHTapHOM KOMHaTbI. KDXHas cTeHa.
Bonblas AHTapHaA pamMa c dpnopeHTMiicko Mo3amnkoi «OcA3aHve 1 060HAHME»

Detail of the restored Amber Room. The Southern Wall.
The large amber frame with the Florentine mosaic "Allegory of the Sense of Smell and Touch"

. fAuTapHas KomHata. 1918 r. The Amber Room. 1918
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This "phoenix” was reborn from 62 amber fragments, a colour
slide from 1918, and 86 black-and-white photographs and a few
water-colours from the 19th century; the task involved the joint
efforts of renowned historians and architects, sculptors, art critics
and restorers.

As long ago as 1979 the Russian authorities announced that
the Amber Room should be restored, beginning a marathon
process that would last 24 years. However, the collapse of the
Soviet Union brought with it many financial problems which hin-
dered the realization of this highly expensive and long-term proj-
ect. Symbolic as it is, but the solution to this critical question was
found in Germany: at the end of the 20th century Germany's
RuhrGaz AG Company (Essen), which has close business contacts
with Russia in the field of the natural gas trade, agreed fo invest
$3.5 million of sponsorship in support of the project. The united
efforts of the two countries - Russia and Germany - made it pos-
sible fo reconstruct a unique work of stone-carving art, whose "life
story" reflects both the dark and the light sides of the development
of their historical interconnection, and the fluctuations in the rela-
tionship of the two nations.

The idea to create an inferior of amber in the royal apart-
ments was original for its time. As early as the 17th century many
small fine items were carved from amber - boxes, goblets, chess
sets, candlesticks, snuffboxes, sword-hilts, necklaces - and these
gems were eagerly purchased by the European royal courts. But
the first apotheosis of amber craftsmanship came with the study
of the first Prussian monarch; after his death, however, his son
and heir Frederick Wilhelm | expressed little enthusiasm for it,
while the Russian Tsar Peter the Great was absolutely fascinated

2. Pa3pyweHHbliin EkatepuHuHckuii gsopen, 1945 1.
The Ruins of the Catherine Palace, 1945

3. Llapckocenbckan sHTapHas macTepckas. BocctaHoBneHve AiHTapHO KOMHaTbI

The Tsarskoye Selo amber workshop. The process of the restoration of the Amber Room

4. Llapckocenbckana AHTapHasa macTepckas. BocctaHoBneHve GpnopeHTUiiCKoin Mo3anku

The Tsarskoye Selo amber workshop. The process of the restoration of the Florentine mosaic

5. 3onotble BopoTa. [apaaHblii Bbesa K EkaTepuHuHcKoMy aBopuy

The Golden Gate. The main entrance to the Catherine Palace
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«®eHunKe» Bo3poamnca n3 62 ocbinaBINXCA AHTapHbIX ¢par-
MeHTOB, oAHoro uBetHoro anano3utmea 1918 roga, 86 yepHo-
Genbix ¢oTorpadmii U HECKONbKMX aKkBapenei cepeauHbl
XIX Beka. K Bocco3gaHuio AAHTapHON KOMHaTbl OKasanucb npu-
4acTHbIMW UCTOPUKM N apXUTEKTOPbI, CKYAbNTOPbI U XYAOXKHN-
KU1, NCKYCCTBOBEe/bl 1 pecTaBpaTopbl.

B 1979 rogy CosetoM Munuctpos PCOCP 6bino npuHATo
pelleHVe 0 BOCCTaHOBIeHUM AHTapHOW KOMHaTbI, CTaBLUee TOY-
KOWM oTcyeTa B 24-neTHeM 3Tane ee BoccTtaHoBieHuA. OgHako
nocne pacnaga Coerckoro Coto3a BO3HUKAM TPYAHOCTY C u-
HaHCMpOBaHVWeM TPYAOEMKOro M AOpOroCTOoALero MpoeKTa.
CvMBONMYHBIM NpefcTaBnaeTca TOT GaKT, YTo CpefCcTBa A/1A 3a-
BEpLUEHNS BOCCTAaHOBUTENbHbIX paboT moctynunu u3 lepma-
Huun. B KoHue yxoaAwero XX ctonetna HemeuKasa gupma «Pyp-
ras Al» (r. 3cceH), MetoLas TecHble genoBble cBA3K ¢ Poccuei
B cdepe TOpProBAM MNpPUPOAHbIM ra3oM, pewuna BbIAENUTb
3,5 MAH fonnapoB B KayecTBe CMOHCOPCKOW noaaepxku. bnaro-
AapA pOCCUINCKO-TepMaHCKOMY COTPYAHWYeCTBY yAanocb BOC-
€034aTb YHUKaNbHOe Npon3BejeHne KaMHepe3HOoro NCKyCCTBa,
NCTOpPUYECKME KOPHM KOTOPOro Jydylle BCEro OTpa)kaloT Kak
CBeT/ble, TAK U TEMHblE CTPaHULbl B UCTOPUM Pa3BUTUA OTHO-
WeHW ABYX CTPaH.

Becbma uHTepecHon B cBoe
BpeMs Oblna Maes co3aaHua AHTap-
HOrO WHTepbepa B [BOPLOBbIX
anaptameHTax. PaHee, B XVII Beke,
N3 OKaMeHeBLUeN CMO/bl M3roTas-
nuBanucb Hebonbluve npefMeThbl:
AHTapHble napubl, NOACBEYHUKMU,
waxmatbl, KyOoku, Tabakepku, 3de-
Cbl LUMAr, OXepeibA - MajeHbKue
WeaeBpbl, OXOTHO NMpuobpeTaemble
€BpOMeNCKMMM  KOPOJEBCKUMMU
ABopamu. Anocheo3oM 3TOro BbICO-
yanwero lOBeIMPHOIO AHTApHOMO
NCKyccTBa ABWICA fAHTapHbIA Ka-
OGUHET nepBOro MpyccKoro MoHap-
xa. OgHako nocse cMepTy ero Bna-
Jenbla BCTyNMBLUEMY Ha MpecTon
CblHy W HacnegHury ®pugpuxy
Bunbrenbmy | AHTapHbI KabuHet
OKasanca HeHyXHbIM. bonblon
BOCTOPT OH BbI3Bas, OAHAKO, y Liaps
Metpa Benukoro, obpatusLluerocs B
1716 roay K npyccKoMmy Koposo C
npeanoXeHVeM O 3aK/lo4YeHUU Co-
t03a npotus LBeuyun. Lapb letp
nony4nn B MOAAPOK AHTapHble na- 5.

Henn AnA cBOel HeAaBHO CO3AaH-

Ho KyHcTKamepbl — NepBOro poccuiCKOro Myses, 0 YeM C rop-
poctblo coobwmn 17 auBapa 1717 roga ceoeinn cynpyre Ekarte-
pviHe |, a Takxke yBecenuTenbHyto AxTy «JInbypHuHa». B KayecT-
Be OTBETHOrO NojapkKa 3a npuee3eHHble B [eTepOypr 22 aAHTap-
Hble NaHenu pasnnyHoi WupuHbl Lapb Metp Hanpasun Ppua-
pvxy Bunbrenbmy 55 pocnbix rpeHasepoB, TOKapHbIA CTaHOK U
KyOoK cobcTBeHHOM paboThl. Tak 3aBepwmncs obOMeH gmnnoma-
TUYECKNMM NOoAapKaMu.

HecmoTpAa Ha npunaraBlunecs ycunusa, NpuBe3eHHbIA B
Poccuto AHTapHbIN KabuHeT B MeTPpOBCKOE BPeMA CMOHTMPO-
BaTb He yAanock. TofbKO Nnocse BCTYMJIEHWA Ha NpecTon joyepu
Metpa EnnszaBetbl apxutektopy ®.b. Pactpennu yganoch ycra-
HOBUTb B 3uMHeM aBopue AHTapHYyl0 KOMHaTY, B 3Ha4YMUTeNbHOM
cTeneHwn AononHue ee odopmaeHve. CBoto nenty B yopaHCTBO
KabuHeta BHec u ®puapux Il, otnpasuBwwnii B 1745 rogy pes-
HYl0O AHTapHyl0 pamy ¢ n3o6paxeHueM MpociaBAABLIMX pOC-
CUICKYI0 MMNepaTpuLy anneropuin. 3To 6bia 04YeHb LEHHBIN No-
JapoK He TOJIbKO [/1A1 TOTO BPEMEHU: OAWH KWUorpamMm Heobpa-
60TaHHOrO AHTapA cTouT cerogHa okono 500 eBpo, a M3BneYb
13 Hero ygaetca Bcero amwb 150 rpammoB npuroaHoro ansa pa-
60Tbl MaTepuana.

Yepes gecatb net @.b. Pactpennv nepeHec AHTapHY0 KoM-
HaTy no xenaHuto Enusasetbl B ee nobumblin gsopel B Llap-
ckoe Ceno. TaM oH NpeBpaTu NepBoHavyanbHo HebobLwol AH-
TapHbI KabWHET B NapagHblil 3an naowagbto 96 KBagpaTHbIX
MeTpOB, Ha Tpex CTeHax KOTOPOro pasMecTWINCh AHTapHbIe na-
Henw, pasfeneHHble 3epKalbHbIMU MUAACTPaMU 1 fepeBAHHbBIM
pe3HbIM N030/104eHHbIM leKopoM. B 3T0 ke BpeMA BO3HMKNA 1

by the room. In 1716 he suggested to the King of Prussia to enter
info an alliance against Sweden, and Peter was presented with
the amber panels for his newly opened Kunstcamera - Russia’s
first museum - about which he proudly informed his spouse
Catherine | on 17 January 1717. The Russian tsar received
another present, the light yacht "Liburnina”, as well, and in return
for the 22 amber panels he sent to Frederick Wilhelm 55 stately
grenadiers, a turning-lathe and a goblet which he had himself
made. Thus, the exchange of diplomatic gifts was completed.

Much effort was spent on installing the amber study during
Peter's reign, but to no result. Only during the reign of Peter’s daugh-
ter Elizabeth did the architect Rastrelli manage fo set up the Amber
room in the Winter Palace along with some additional decor. Another
contribution to this came from Frederick II, who in 1745 sent a carved
amber frame with allegoric scenes glorifying the Russian Empress.
This was a very precious gift, not only for those times: today the price
of a kilogram of raw amber is about 500 Euro, while only 150 grams
of each kilogram can be used for decorative purposes.

Ten years later, at Elizabeth'’s instruction, Rastrelli moved the
Amber Room to her favourite palace at Tsarskoye Selo near St.
Petersburg. Its new location was 96 square mefres in size, instead of
the tiny room in the Winter Palace. Thus it became a royal hall, three
walls of which were decorated with amber mosaic panels with mirror
pilasters and wooden gilded decor between them. At that fime a spe-
cial amber workshop was opened not far from the Catherine Palace
in which many fragments for the hall decorations were made to a
superb level of craftsmanship. They matched the Prussian amber
decor, with narrow amber panels between the mirror pilasters and
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amber pedestals beneath them, dessus-deport, with an exquisite
amber console and monograms of the Empress Elizabeth. All these
were meant for the decoration of the large amber frames with four
Florentine mosaics. By 1770 the final design for the Amber Room
was achieved; later it was recorded in black-and-white photographs
which give an acceptable picture of the composition. From the 1830s
onwards there was no proper maintenance of the Amber Room, only
sporadic refurbishments, often carried out in a barbarian fashion.
The epoch of the superb craftsmanship of the amber jewellers van-
ished with the deaths of the master craftsmen who kept the secrets
to themselves. Only in the 1930s was a plan for a large-scale restora-
tion of the Amber Room developed, but when World War Il broke out,
this was postponed; during the War the Amber Room was stolen, and
disappeared without trace. In Summer 1941 the most valuable col-
lections of amber objects created in the 17th and 18th centuries by
German, Polish and Russian masters that were housed in the room's
glass-covered displays were evacuated. The panels themselves were
dismantled by a special regiment of the German Northern military
division during the occupation, packed in 27 cases and taken by Ger-
man troops fo the Koenigsberg Palace, where it was displayed until
1945. The last time it was mentioned by the director of the museum,
Alfred Rode, was 12 January 1945, the day on which the Soviet Red
Army stormed Koenigsberg Castle, when he wrote: "l am packing the
Amber Room". From that time on only mysterious stories, no less mys-
terious "findings", and rumours have surfaced. The fate of the Amber
Room, made as it was of several tons of the golden tree resin (the
lightest gem in the world) and often referred to as the "Eighth Won-

6. Mpe3naent PO B.MytuH 1 kaHunep ®PT [llpeaep B AAHTapHOil KOMHaTe
V. Putin, President of the RF, and G. Schroeder, Chancellor of the FRG, in the Amber Room

7. BoccospaHHan AHTapHaa koMHaTa. 2003 1.
The restored Amber Room, 2003

8. Bocco3paHHaa AHTapHaA KomHata. CeBepHas cteHa. 2003 r.
The restored Amber Room. The Northern Wall, 2003
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LlapCcKocenbCcKana AHTapHaA MacTepcKas, pacnonaraBLiasca He-
Aaneko oT EkaTepuHMHCKOro ABopua, rae BnociaeacTsmMm 6buim
BbIMOHEHbl MHOTMe GparMeHTbl OTAENKY 3a1a, OpraHWYyHO A0~
MOAHMBLUME NPYCCKUIA AHTApPHbIN JeKop: Y3Kue AHTapHble naH-
HO MeXAy 3epKabHbIMWN NUAACTPAMM U AHTapHble NOCTaMeHTbI
noj HMMMK, AectofenopT (HafaABePHMK), M3ALWHAA AHTapHaA KOH-
cofb 1 BeH3ensa umMnepatpuubl Ennsasetsl MNeTpoBHbI AnA yKkpa-
WeHWA 60MbLWMX AHTAPHbIX paM C BMOHTUPOBAHHbIMU B HUX Ye-
TbipbMs dopeHTUnCcKMMKU Mo3ankamu. K 1770 roay AHTapHas
KOMHaTa npuobpena CBOV OKOHYaTeNbHbIA BWA, 3aneyatieH-
HbIl 3aTeM Ha COXPaHUBLUMXCA A0 HALWUX AHel YyepHo-6Genbix
tdotorpadumax. C 1830-x rogoB AHTapHaa KoOMHaTa Avwunach
npogeccnoHanbHOro Haa3opa v NnoABeprasach 3a4yacTyio Bap-
BapCKMM NOAHOBAEHUAM. YXOAMNA 3M0Xa pacLBeta AHTapHOro
lOBESIMPHOIO NCKYCCTBA, @ BMECTe C Hell YXOAMAN U3 XKU3HU CTa-
pble MacTepa, PeBHOCTHO XpaHWBLUME TallHbl CBOEro MacTepCT-
Ba. Jluwb B 1930-x rogax Hayanacb NoAroToBKa K MaclutabHom
pecTaBpauun AHTapHOI KOMHaTbI, HO nomMeluana Bropas mupo-
BaA BOWHa, BO BpeMA KOTOPOW 3TOT LiejeBp KaMHepe3Horo mc-
KyccTBa GecciefHo mcyes.

Jletom 1941 roga, BBMAY ObICTPOro HaCTynAeHUsA HeMel-
KOW apMuu, yAanocb 3BaKyMpoBaTb JINLb KOMJTEKLMIO XyA0Xe-
CTBEHHOTr0 AHTapsA, HaxoAuBlUylocA B FAHTapHoW KoMHate. Bo

der of the World", is still unknown. What we do have are more than
130 reported hidden locations - from church ruins of East Prussia to
the galleries of Gottingen, from bank deposit safes in America to
Russian museum vaults. Some items have been returned, however:
from Berlin, a commode which once stood in the Amber Room, and
the mosaic "Allegory of the Sense of Smell and Touch", found in Bre-
men in 1997.

Although some experience in restoration of amber pieces
from the 17th-18th centuries had been previously gained, the task
of resurrecting the Amber Room was a real challenge. It was not
only a unique royal interior and a masterpiece of applied art, but
also a work of considerable size; the lack of any original designs
and drawings - except for photographs - made the task even more
difficult. All efforts were concentrated on solving the problems of
applying ancient and forgotten methods of amber finishing, and
creating new technologies to guarantee that the restored amber
decor would last over time. As a result, a unique Russian school of
restoration emerged.

The Amber Room was reborn. The original was often referred
to as the "Eighth Wonder of the World", "the greatest mystery of the
20th century", and "the symbol of Russian-German relations". What
will be the fate of its "twin duplicate”, and how will it be seen by
viewers today? One thing is clear: whether regarded as a copy as
close as possible to the original, a replica of a past masterpiece, or
as a new creation of the decorative arts, it will not be perceived
unequivocally. But one thing is indisputable: the rebirth of the
Amber Room is the cumulative result of the work of all those tal-
ented, enthusiastic and devoted restorers, inspired as they were by
its no less talented and unique creators.

Ivan P Sautov

BpeMA OKKynauuu r.llywKuHa cneunanbHoe nojpasjeneHuve
CeBepHoI1 rpynnbl BOMNCK BepMaxTa leMOHTUPOBao AHTapHble
naHHo un B Hosibpe 1941 rofa nepesesno ux B 27 Awmkax B Ke-
Hurcbeprckuii aBopel. Tam flHTapHas KOMHaTa AeMOHCTPUPO-
Banacb o0 1945 ropa. lNocnegHee odnumnanbHoe ynoMmHaHue o
Heln patupoBaHo 12 aHuBapa 1945 ropa. B 310T AeHb KpacHas
Apmua yxe wrypMoBana KeHurcbeprckyto KpenocTb, [JupeKTo-
pom My3esn Anbdpesom Poge 6bina caenaHa 3anuck: «YnaKoBbl-
Bato AHTapHYI0 KOMHaTYy B AWK,

JanbHeiiwan cyabba AHTapHO KOMHaTbl 40 CUX MOP OKY-
TaHa TarHon. PynHbl LepkBer B BoctouHow MNpyccun, wronbHU
B [eTTuHreHe, 6aHKkoBCcKMe ceidbl B CLUA, My3eiHble noasanbl
B Poccuu - 0 MecToHaxoXaeHMM COKpOBMLLA cyLlecTBYeT Gonee
130 caMbix pa3nnyHbix npegnonoxeHnin. OgHaKo 13 nNpoLnoro
K HaM BepHyNCb NMLWb HahAeHHbIN B BepnvHe KomMog, Hekoraa
cToABLINIA B AIHTapHO KOMHaTe, U Mo3auKa «Anneropus 060-
HAHWA 1 0CA3aHWNAY, NOXMLLEHHAA BO BPeMA BOMHbI congatamm
B KayecTBe «cyBeHupa» n obHapyxeHHas B 1997 roay B bpeme-
He. Haxopka okasanacb fyyliel Harpajon 3a KponoTivBbIf
TPYA COBpPEeMeHHbIX MacTepoB-KamMHepe30B. 3a UCK/YeHneM
LBeTa HecKONbKWUX AeTafell KOMWA MOAHOCTbIO COBMajaeT C
opurvHanom. B 70-e rogbl npowwnoro crtoneta Gbiny co3aaHbl
npeanocbiKK Ans Havyana paboTbl, He MMeBLIe aHanoroB B
MVPOBOW pecTaBpaLMOHHOW NpaKTUHKe.

HecMoTpsa Ha T0, 4TO K 3TOMY BpeMeHU Obll HaKoMJ/eH 3Ha-
YMTeNbHbIN OMbIT pecTaBpauuy AHTApPHbIX U3AENNIA MacTepoB
XVII-XVIII BeKOB, HY)XHO GblN0 peLnTb CNOXKHENLWYO 3ajady -
BOCCTAHOBUTb fIHTapHYI0 KOMHaTy, ABNAOLLYIOCA OJHOBPEMeH-
HO ABOPLOBbIM MHTEPLEPOM W NPOU3BEAEHNEM AeKOpPaTUBHO-
NPUKNALHOIO MCKYCCTBA, OTINYAIOLMMCA OT BCEX NPOYNX n3ge-
NN N3 AHTapsA CBOMMMW rpaHANO3HbIMY pasmepamu. Kpome Toro,
CUTyauus OCNOXHANACb OTCYTCTBMEM aBTOPCKMX 4YepTexen, a
TaKKe KaKux-nmbo ns3obpaxkeHuit AHTapHOM KOMHaTbl, KpoMe
toTorpaduruecknx. Heobxoanmo 6bIN0 He TONBKO OCBOWTBL 3a-
6bITble NpuemMbl 06paboTKM AHTaps, HO M pa3paboTaTb HOBble
TexXHoornu, no3sonsioLme obecneymnTb J0NroBEYHOCTb BOCCO3-
[laBaeMoro AHTapHoro fekopa. B pesynbrate pelleHusa 3TMX npo-
6neM, KaK yTBepXKAaloT 3KCNepTbl, NOABUIACh YHUKaNbHAsA poc-
CMINCKanA LUKO/Ma pecTaBpaTopoB, BO3POAMBLLAA YTPayeHHble pe-
mecna u texHonorun XVII-XVIIl BekoB - co3gaHue MHorouBeT-
HbIX XyA0XeCTBEHHbIX U3[eNni U3 AHTapA U KaMHepe3Hoe uc-
KYCCTBO B TeXHUKe (NIOpeHTUINCKON Mo3auKu. BocctaHoBnew-
Has AlHTapHaA KOMHaTa ye Hayana My3eiHyto X13Hb. MNoanunH-
HMK 3a4acTyl0 Ha3blBaAu «BOCbMbIM Yy[OM CBeTa», «3aragkomn
XX BeKa», «cMMBONIOM OTHOwWweHn Poccumn n Tfepmanmm». Hens-
BECTHO, KaKad cyabba yrotoBaHa ee «ABOMHUKY», KaK OyayT Ha-
3bIBaTb BOCCO3JaHHYyl0 AHTapHYI0O KOMHaTy COBPeMEeHHUKW.
OKakeTcA NN OHa Konuei, MakcUManbHO NpUOAVKEHHON K opu-
rMHany, CTaHeT N pennvKoi Hbinoro wegespa wunu byaet Boc-
NPUHMMATLCA KaK HOBOE Npou3BefeHne NU3ALLHOro NcKyccTea?
BesycnoBHo, BocnpusaTMe AHTApHON KOMHaTbl He MOXeT ObiTb
0JHO3Ha4HbIM. Ho 0gHO HeocnopmMo: Bocco3aaHHas fAHTapHasA
KOMHaTa - 3T0 UTOT OrpOMHOM paboTbl, OTMEYEHHOI TanaHToM n
BAOXHOBEHMEM ee co3aaTesniel.

Wesa+ Caymos
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<BCERMNANDENAREHIY ERORDANGEDH::
bpatba PAOYWHHCKKE

Kro Takue PabywmnHckue? Yto Mbl 3Ha-
eM o Hux? CKonbKo ux 6bu10, 0AVH UK
HecKoJibKo? Hy, Nonoxum, 0coGHAK Ha
manon Hukutckom noctpouku Llexre-
nA, B KOTOpPoM no3xe xun lopbkui, y
BCeX Ha ciyxy U Ha Buay. A panbwe?

BOTOMATEPb OAUTUTPUA CMOJIEHCKAA
Btopas nonosura Xl B. Bonoraa. 86x63

OUR LADY HODEGETRIA OF SMOLENSK

The 2nd half XIlI century, Vologda. 86 by 63 cm

1o COBUPATENN W MELEHATSDI

Wrtak - BPATbA PABYLUNHCKUE.

A 6bln0 UX BOCEMb, HEBEPOATHO Ta-
NaHTAMBbIX, OCTaBMBLUMX HeU3rnagu-
MbII1 CNef B UCTOPUM PYCCKOrO MeLie-
HaTCTBa, BOWCTVHY roCyAapCTBEHHbIX
JIoaen.

Jen nx, Muxann fkosnes, ypo-
)eHel, PebywmHckon cnobogbl Ka-
NyCKoW ryb6epHuu, npoluen nytb OT
600bInel (He MMetoLMX Hagena Kpec-
TbAH) A0 Kynua BTOPOM MMAbAUK, 3TO
npo Hero Gyner ckasaHo: «[lymaetcs,
yTo nuu, obnagaswmx 1000 pybnsamu,
MIMeI0Cb MHOTO ThICAY, HO CO3AaBLUNX
13 HYX B TeYeHVe CopoKa /et paboTbl
2 000 000 py6neit, oueHb HeMHOroO,
M OHWM CBOWM CYETOM €eABa NN 3anon-
HAT 0ANH aecsaTok». Y Muxamnna Axkos-
neBa Oblna ene3Has BoJs, COeAMHEH-
HasA C MVWPOBO33pEHNEM XO3ANCTBEH-
Horo mMyxwukKa: «BCE 4J1A OEJIA - HU-
YEIO AJ1A CEBA», - ckaxeT oH, 1 3T0
CTaHeT 1eB130M poga PAGYLWIMHCKMX.

B 1820 ropy oH nogact npotue-
Hue 06 m3MeHeHUM damunum fAKoB-
neB Ha damunmio PebywinHcKmi, nos-
e craBwyo PabywnHckmin. K getam
OTHOCWJICA CYPOBO, KHVKHOIO BOCMU-
TaHWA He Npu3HaBal, CYnTas, YTo Jiyy-
WA yuuTenb - Xn3Hb. Kak-To pas, yc-
NbIWWaB B A0Me 3BYKW CKPUIMKW, pasbl-
CKal Ha YepAake BTOpOro CblHa -
[laBna - c WHCTPYMEHTOM B pyKax.
BeaHas ckpunka TyT e 6Gbina pazou-
Ta o cTponuna: «fl Tebe nokaxy 3to be-
coBckoe 3aHaTue! Tbl = Kkyneu! Tbl -
PabywmHcKuiny.

CbIH nocie 3T0r0 M Aymatb He
CMen Npojo/mkaTb CBOV TaliHble ypo-
KW y KaKoro-To Huuero ¢paHuysa. [Mo-
cne pasopeHus 1812 roaa, Kak Bcerga
ObiBaeT nocse CUbHbIX 06LLEeCTBEH-
HbIX MOTPACEHUI, pycCcKoe 0bLiecTBO
nepexuBaeT Nepuoj peaurnosHbIx
MCKaHuin. B MocKOBCKOM KyneyecTBe
3T UCKaHWSA BbIIMIUCD B YCUJIEHHbIN

Mepexoz 13 rocnoACTBYOLLEN LIEPKBY
B cTapoobpsaayecTBo.

PopoBas nkoHa PAbyLIMHCKNX ~
«boromatepb Opurutpua CmoneH-
CKas.

«He Kpenko To, YTO HempaBaoMn
B3AT0. He yaepXuuwb, Aa 1 gywm cBo-
el He cobniogewb». Tak 3aKnaapbiBa-
Jncb yeTou poaa PabywmnHeKux.

ChbIH ero, lNaBen Muxaitnosny, Bo
MHOFOM MOXOAM Ha OTLA, TPEBOCX0AA
€ro yMoM U TanaHToM. BocnutbiBanca
JoMma, 6e3 BCAKON CUCTeMbI, C NATHaA-
uatv niet paboTan B 1aBKe 0TLa, NOCTU-
ras TalHbl BeAeHWUA OyxranTepcKux
KHU. CaMoCTOATeNIbHO M3Yy4n MaHy-
(haKTypHOe fieno 1 Mor 3aMeLLaTb 0Tua
npu ycTporictee habpuk B KanycKon
rybepHun. Mctopuio co cKpunkoin B
JEeTCTBE Mbl yKe 3HaeM. Ho 370 yBrieve-
Hue He npoluno 6eccneaHo. Masen Mu-
XalnoBMY o4eHb Nondwn Teatp u ya-
CTO NpUHMMan y cebs aktepoB Manoro
Teatpa. OH 6bin cyacTIMB B Gpake, u
BCE BOCEMb €ro CbIHOBEI COCTaBNAT
ropaoctb Poccuu, n6o 66111 oHM co3u-
AaTeNsiMM No AyXy CBOEMY.

[ocne cmeptn otua, MNasna Mu-
XaWn0BMYa, MaBoW KnaHa cran crap-
wun cbiH, [NaBen MNaBnosuy, nepes aB-
TOPUTETOM KOTOpOro Bceraa Gecrpe-
KOC/IOBHO CKJ/IOHAANCH BCe MajLiue
6patbs 1 cecTpbl. MoTpAcatowasn BHy-
TpucemeinHasa aucuunnudal lasen
MPOCNaBUICA KakK MWUINOHLLMK-TIO-
JINTVIK, KOTOPOFO HEHABUAENW U Lapu-
ua, n bonbluesuKn. Vigeonor Mmonogon
poccuiickou bypxkyasuu, Masen Mas-
JI0BUY BOEBajl U C MpaBUTE/IbCTBOM.
Ha ogHOM 13 BbiCTyneHWU OH BApYr
BbIKpUKHY: «OfHa Hagexnaa, YTo Ha-
LA BeMKas CTpPaHa CyMeeT NepexuTb
CBOe MasieHbKoe npasuTenscTeol» Ha
obese B YecTb NpuexasLuero B Mockay
npembep-muHucTpa llaBen nogHuma-
€T TOCT He 3a NpaBUTENIbCTBO, KaK Tpe-

ART COLLECTORS AND PATRONS

6oBanocb Mo NPOTOKOJY, @ 3@ PyCCKUIA Ha-
pog. fopoacKoii raea B GelweHcTBe: «<Moc-
KOBCKMX KYMLIOB Mao X B MATOM rogy,
OHM eLle He obpasymunuch. Bot gBopsHe -
1M Bbexanu NopAaf0YHO, OHU 1 NPOTPe3BU-
nvck». «CTpaHHasa U cBoeobpasHas ¢ury-
pa — 3TOT MOCKOBCKWIA MUAVIOHEP, = MULLYT
0 HeMm «bupxesble BegoMocT» (15 nioHA
1915 roaa), - HeuTO cpeaHee Mexay CTapo-
00pAAYECKUM HAYETYMKOM U aHMIUMACKUM
AenbLoM. Haxoaach B caMo rylue noamtu-
YecKol 6opbObl M NpeKpacHo NOHWMas He-
N36eXXHOCTb CMYTbl, OH He TOJIbKO NPOAOI-
KaeT pasBMBaTb AEN0, HO W MPU3bIBAET K
3TOMY U SpYrnx».

«Mbl 3HaeM, 4TO ecTecTBEHHOE pa3Bu-
Te KM3HW TMOWAEeT CBOMM YEepeaoM.
N K coxaneHuto, OHO »eCTOKO MoKapaer
TeX, KTO HapyLIaeT 3KOHOMUYECKME 3aKOHbI.
Mo3ToMy, rocrnoga, Mbl NMOHEBOJE BbIHY/e-
Hbl XaaTb. To KatacTpoda, 3T0T hUHaAHCO-
BO-9KOHOMUYecKui npoBan byzet ans Poc-
CUU Hen3OEeXeH, eCM Mbl yXKe He HaxoauM-
cA nepeg katactpodoin. M Toraa, Koraa oHa
CTaHeT AnA BCEX 04YeBWAHOW, TONbKO Toraa
MOYYBCTBYIOT, YTO LLJIM MO HEBEPHOMY MyTHU.
MbI 4yBCTBYEM, YTO TO, O YEM A Ceiyac roBo-
pto, ABNAETCA HeM30eXHbIM, HO, K coxale-
HUIO, HYXXHa KOCT/IABaA pyKa ronoja u Ha-
POAHOM HuLUETbI, 4Tobbl OHa cxBaTuia 3a
ropso yXe Apy3eil HapoAa, YN1eHOB pasHbIX
TaM KOMWUTETOB 1 COBETOB, YTOObI OHM OMO-
MHWUIMCb. B 3TOT TpyAHBIN MOMeEHT, Koraa
HaBUraeTcs CMYyTHOE BpEMs, BCE MBble
KyNbTypHble CWfibl A0MKHLI 06pa3oBaTh OA-
HY ApY»Hyt0 ceMbto. Jlioan ToproBble, Hago
cnacatb 3emto pycckyio!» Paspaerca rpom
anioAMCMeHTOB. 310 cay4unoch 3 aBrycra
1917 ropa B Borocnosckoin ayautopuu
MIY, Ha oTKpbITMK Bcepoccuiickoro Topro-
BO-MPOMBILLIEHHOrO Cbe3Aa.

o npoekty apxutektopa Llextens B
MockBe Ha [lyTuHKax cTpouTca TUnorpa-
A PabywmHcKmx B cTune MogepH. Masen
[MaBnoBuY nsgaet rasery «Ytpo». B anpene
1907 roaa oH B aAMUHUCTPATMBHOM NOPSAA-
Ke Bbicblnaerca U3 MocKBbI 3a T, YTO rase-
Ta «YTpO», HECMOTPA Ha cAeNaHHOe Heo4HO-
KpaTHO MnpeaynpexaeHune, npojomkana
AepxXKaTbCA MpoTMBONPaBUTENIbCTBEHHOIO
HanpaeneHus. TenerpaMma Opata [AmMut-
pusi: «Y3Hanwm ceroHA 06 aAMUHMCTPATUB-
HOI TAXKOW Kape, KoTopas Tebsa nocturma.
BblpaxaeM rnybokoe yBakeHue K TBOeMy
TBEpPAOMY 1 BnaropogHoMy obpasy AeicT-

MABEJT MUXANOBWY PABYLIUHCKINM
PAVEL M. RYABUSHINSKI

MABEJI MABJIOBUY PABYLUNHCKNN
PAVEL P. RYABUSHINSKI

Bui». A B ceHTsbpe lNaBen yxe npucrynaer
K M3[aHVI0 CBOEM HOBOW M MONy4MBLLEN
LUIMPOKYIO M3BECTHOCTb rasetbl «YTpo Poc-
cum». B KaHyH MVpPOBOI BOMHbI Ha AeHbIM
Maena MaBnoBuya GbINo CHapsXKeHa aKcne-
AVLMSA Ha novcku paaus. Bonpoc o novcke
pagus nogHsan B 1909 roay B.M.BepHag-
ckuit. OceHbto 1913 roga B ocobHsKe MNas-
na Ha [lpeyncreHKe, B NpuUcyTCTBUM Aeno-
BbIX Jlt0Aen, BepHaacKuii npoyen goknag o
pajuv 1 ero BO3MOXHbIX MECTOPOXAEHUAX
B Poccun. B amurpaumio lNasen Nasnosuy
npuexan yxe 60nbHbIM. [poxun coBceM He-
MHOTO 1 CcKoH4anca Bo ®PpaHuum ot Tybep-
Kynesa B 1924 rogy Ha 5 1-M rogy ®u3Hu.
Cnepytowmm 3a MaBnom no crapLuimnH-
ctBy wen Cepreii. [loMMMo aKTUBHOIO yya-

COBUPATENN U MELIEHAT®bI

CTVA B NPOMbILLIEHHO-0aHKOBCKOW KMU3HU
cemby, Cepreii [aBnoBuY nMen n eanHo-
nnyHoe paeno. 37o, Bo-mepBbiX, NHcTUTYT
negarorukn Ha Poroxkax. OH Obin ocHa-
LLleH HOBEMLIMMW M0 TeM BPeMeHaM MeTo-
AVKaMy 1 TexHu4Yeckumn cpeactesamu. 06
3TOM MaJio KTO 3HAET, NOTOMYy 4To GonbLue-
BUKW NPUKPbLIN 3TO HaYMHaHWe cpa3y no-
cfie Npuxoja Mx K BAacTu. A BO-BTOpbIX, U
3TO [NlaBHOe, Ha OKpauHe TorgawHen
Mocksbl Cepreit BMmecTe ¢ 6patom Crena-
HOM 3a wecTb MecsueB (!) Ha ocHoBe AKLM-
oHepHoro MockoBckoro obwectsa (AMO)
€03Jal0T HebOosbLLION aBTOMOOWMIIbHbIN 3a-
Bo4 - nepBbii B Poccun. MMpuyem npowms-
BOACTBO YCTPOEHO TakuM 06pas3oM, uTo
MpyY MMHUMaNbHON peopraHM3aLun aBTo-
MOOW/bHbLIA 3aBOJ MOXET MPOU3BOAUTb
aBuaTexHuKy. HbiHe 3TOT 3aB0OA Ha3biBaeT-
cA 3aBoaoM uM. LA Jlnxayesa. Ho Ha 3TOM
TanaHTbl Cepres [aBnoBmya He KOHYaT-
cs. OH Obin eLe Y 04eHb HEMOXMM XYL 0XK-
HUKoM-aHumanuctoMm. Cam PenuH peko-
MeHAO0Ban ero nepeasvXHUKaM. PAGYLLNH-
CKMWI 1 BbICTAaBAANCA C HUMU, U OpPraHU30-
BbIBaJl BbICTABKU, U, KOHEYHO e, MeLieHaT-
cTBOBa. A TaKkxe OH Bo3riaBnsan Mockos-
CKM Knyb6 aBTOMOOGWMAMCTOB M MocKoB-
cKoe 06LecTBO BO3ayxonaaBaHus. Yamsu-
TeNIbHO, YTO MMEHHO 3TU fan, Byayum
CTONMaMy CTapoBepyecTBa, Y0BUAN COB-
ceM cnabble BesiHWSA 3aBTPALLHEro AHs: ca-
MoseT, aBToMo6ub, cnopT, TypusM. Ketatu,
cneayrowmii 6pat, Bnagumup, Bo3masnsan
Poccuiickoe 06LiecTBo No Typu3mMy.
«Yuunca A B lenpensbepre. OcTaBa-
nocb 2-3 ceMecTpa, HO MeHA cbefana Toc-
Ka Mo pozauHe. HecMoTps Ha To, YTO Kax-
Able KaHWKyNbl A e34u AOMOW, i He Bbl-
Jepxan 1, MaxHyB PyKOW Ha JOKTopar, no-
Mpocun oTua paspelmnTb MHe BepHYTbCA.
Pa3peweHune 6bino nonyydeHo. Ho moii aB-
TopUTeT B ceMbe Obln mogopsaH. Mockea
cnesam He Beput. 310 n3BecTtHo. Ho Mock-
Ba 1 ApAGIOCTU He BbIHOCUT M Mpe3npaer,
Korga Aeno He [JOBOAMTCA A0 KOHLAY.
Bnpouem, Bongs B cemeiiHoe geno, Bnagun-
MUp CKOpPO BOCCTaHaB/IMBAaEeT CBOK peny-
Taumio. YneH [NpaBneHns MocKoBcKoro
6aHKa, MocKOBCKOI ropofcKoi ayMbl, a
TaKKe OAVH U3 rMaBHbIX paboTHMKOB «To-
BapuwecTBa MaHydakTtyp [.M.PadywmH-
CKOro C CblHOBbAMWY, Bnagumup npea-
CTaBnAN cobov TanaHTAMBLIA U OpraHuy-
HbIl cniaB 6aHKMpa U NPOMbILNIEHHUKA, U

ART COLLECTORS AND PATRONS 111



What does the world know about
the Ryabushinskis? Not only the
passage of time, but also the for-
mer rulers of their native country,
has done everything possible to
erase any trace of this large family
from the collective memory of the
nation.

CEPTE/ NMABJ/IOBNY PABYLIWHCKWI
SERGEI P. RYABUSHINSKI

BJIALLVMUP MABJIOBMY PABYLUNHCKUI
VLADIMIR P. RYABUSHINSKI
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“...nothing for ourselves™
THE RYABUSHINSKI BROTHERS

Almost everybody, however, has noticed at
least once the mansion in Moscow on
Malaya Nikitskaya street - a pearl of the
Russian moderne - built by the world-
famous architect Shekhtel: the house had
belonged to the Ryabushinskis; following
the revolution, it was presented to the pro-
letarian writer Maxim Gorky. That is proba-
bly all that is known of them.

It is then more than fime to intro-
duce the whole of the family, and thus
fill the gap in the historical memory of
generations.

There were eight Ryabushinski broth-
ers - all bright, smart, talented builders of
Russian industry and enthusiastic and
devoted patrons of the arts.

Their grandfather, Mikhail Yakovlev,
originated from the Rebushinski suburb
village of the Kaluga region; he was a self-
made man, who from origins as a landless
peasant finally reached the position of
merchant of the second guild. Mikhail
Yakovlev - a man of strong will with the
no less strong character of the Russian
muzhik - formulated the Ryabushinski
family motto: "Everything for business,
nothing for ourselves". Mikhail Yakovlev
was a very strict and exacting father who
did not believe in education, considering
the experience of real life the best
teacher for the young generation. After
the disastrous year of 1812 Russian soci-
ety entered a period of religious quest,
and among Moscow merchants, the
majority became old-believers. In 1820
Mikhail Yakovlev applied to the authori-
ties to change his family name to
Rebushinski, and later its spelling
became Ryabushinski.

His son, Pavel Mikhailovich, though
very much like his father, was evidently
cleverer and more falented. He received
his education at home and worked in his
father’s shop from the age of fifteen study-
ing book-keeping. Pavel was his father's

THE TRETYAKOV GALLERY #1' 2003

right hand man in the manufacturing busi-
ness of the Kaluga region.

He became an enthusiastic theatre-
goer, and often arranged receptions at
home for the actors of the famous Maly
Theatre. Pavel Mikhailovich was a happy
father of eight sons, who would become
outfstanding personalities and renowned
citizens of Russia. All of them received the
best European education, and manifested
their diverse talents in the fields of textile
and linen production, the publishing busi-
ness, cotton factories, the timber industry,
and in banking - such a list of their busi-
ness activities remaining far from com-
plete. But each of the brothers had his own
particular hobbies and passions.

After Pavel Mikhailovich's death, his
eldest son Pavel Pavlovich became the
head of the family. He was widely known in
pre-revolutionary Russia as a millionaire-
politician: embarrassed by political insta-
bility, he often fried to lobby the interests
of men of industry and trade. Among those
who hated him were the Government, the
Bolsheviks, and the Tsarina. He claimed in
public in Summer 1917, several months
before the revolution: "We know quite well
that everything will be developing in a nat-
ural way, and all those who disobey the
laws of the economy will be severely pun-
ished. An uneasy period is approaching -
this is a sign that all civilized forces should
hold together. You, men of trade - unite o
save Russia!"

The Ryabushinskis built a new print-
ing house in Moscow (the architect was
Shekhtel, and the building was designed
and decorated in the Russian moderne
style), and started issuing first the paper
"Utro" ("Morning"), and then later "Utro
Rossii" ("Morning of Russia"). Both papers
were anti-government. Before World War |
Pavel Pavlovich sent a geological expedi-
tion to distant areas of Russia with the
goal of finding deposits of radium. That

Bapyr.. C Hayanom lNepBoi M1poBoii BOA-
Hbl, OCTaBMB BCE, OH yX0auT f06poBoOJib-
LieM Ha repMaHCKMi GpoHT. bbi paHeH B
rpyAb HaBblneT. YaoctoeH [eoprus 4-i1 cte-
nexu. Muwet paboty 06 ycTpoicTBe yKpe-
MUTeNbHbIX COOpyKeHui. Pesontouna 3a-
cTana ero B AencTBytowen apmun. [lanee -
OH KOMaHAMp chOopM1POBaHHOIO UM aBTO-
MobunbHoro otpaga B apMuu BpaHrens.
MuTpononuT BeHnamuH pacckasbiBan, Kak
B 20-M rogy K Hemy bBpocuncA oduuep ¢
6onbluoi TeMHo-pycoii 6opogoi. «Bnagbl-
Ka, A He NMPUHAANEXY rOCMOACTBYiOLei
Lepkeu. A - ctapoobpsagew. Ho nountato u
npaBociaBHyto nepapxuio. bnarocnosure!
Mos dpamunusa - PabywmHckuin. - U cpasy,
6e3 BCAKOro NpeancnoBus, KaK1M-To Cpbl-
BaloLLMMCA rofocoM ckasam: — Bnapbikal
Mbi norn6aem, Mbl Takue e BONbLIEBKKMY,
KaK 1 OHW.

A 3aTeM HacTynuna napvixcKasa amMur-
paums. MMonbITKM BEPHYTbCA K CEMeHOMY
aeny 6e3pesynstatHbl. B 1925 rogy Bnagu-
Mup opraHusosan obuwectBo «/KkoHa»,
npeacesatesneM KOTOPOro W COCTOAN [0
KOHUMHbI. OH NyBIVKYeT JecATKW cTaTel o
PYyCCKOWM UKOHe 1 uctopum penurum B Poc-
cun. Y Bnagumupa lMaBnoBuya ectb 3ame-
yaTeNbHbIN TPYA Noj Has3BaHWeM «CpaBHe-
Hue A3bIKOB», IAe OH u1ccrieayeT LecTb
A3bIKOB, KOTOPbIMUN BN3AeN B COBEPLIEHCT-
Be: NIAaTUHCKWUW, FPeYecKUi, UTanbAHCKUN,
(hpaHLUy3CKUIA, PYCCKUA W aHFIUACKUNA.
K mecty po6aBuTb, uto lepogoTta oH umTan
B MOAJMHHVIKE, Ha JpeBHerpeyeckom. Bot
TaKow BOT KynyuuiKa!

Koraa lepmaHua Hanana Ha Coset-
ckuii Colos, B 3MUIpaHTCKMX Kpyrax pac-
MPOCTPAHUNMUCL CYXM O COCTaBAEHWUU
CMMWCKOB MMYLLEeCTBa, 0CTaBsieHHoro B Poc-
CUW, C pacyeTOM Ha ycrnexu HeMeLKon ap-
mMun. 3ated 3Ta He noHpaBwunacb Bnagu-
mupy. CoxpaHunocb ero mucbMo 6paty
CrenaHy: «Mbl, PAbywmnHcKue, npopomkas
Tpaauummn HezabseHHOro [lawu, AomKHbI
ceiyac gymathb He o cebe, a o Poccum. Ec-
N Koraa-nnbo HactaHeT Heob6XOAMMOCTb,
Mbl MPeKpacHO BCMOMHWM, YTO HaM npu-
HaAnexano W, KOHEYHO e, KaK YeCTHble
NtofK, 4T Mbl JOMmKHbI. Ceivac e BcA Ha-
Wa 3Heprus Jo/KHa ObITb HampaBieHa K
TOMY, YTOObI MOCKOpee NpUHATBL yyacTie B
paboTe Ha Nonb3y pycCKOro HapoAa, a Ha
KaKoM MecTe npugetca paboTtatb - Ha To
BonA boxbaAy.

C Havana Bropoii MMpoBOI BOWHBbI,
0cobeHHO Mocfie OKKynauuu Hauuctamm
®paHumK, K13Hb PyCCKMX IMUrPaHTOB CTa-
na eule Taxenee. Ho cotpyaHnyectBom c
(haLIMCTCKUM PEXUMOM HU OAUH 13 PAby-
WWHCKUX ceba He 3anAaTHan. Bnagumup
MaBnosuy ymep B Mapwxe B 1955 rogy B
Bo3pacre 83-x fiet.

A Tenepb MOrOBOPYM 0 BRajesbLie To-
ro camoro ocobHsika Ha Manoi Hukutckoi
CrenaHe [MaBnoBuye. K coxaneHuio, BHyT-
peHHee y6paHCTBO ocobHsAKa mpetepneno
n3MeHeHus. B mapswyo, Bo3aylHyO 3a-
MbicnoBaToCcTb MogepHa [opbKuii, nocnea-
HWI Bnagenew, 0CoBHsAKa, B NPSAMOM CMbiC-
Ne Bbexan ¢ 60o/blLIeBUCTCKON MPAMOTONA.

CTEMAH MABJIOBUY PABYLUVHCKUI
STEPAN P. RYABUSHINSKI

Ho ocTanuck HeTpoHyTbIMK (hacabl 1 caa,
MOCAXEHHbIN eLe Npu XKU3HW.

CrenaH lNaBnoBmY ocTanca B pyccKoi
MCTOPYU He TOJbKO W He CTONIbKO KaK Npea-
NpUHKMMAaTeNb, aKTMBHO paboTaloLmii B ce-
Me/iHOM 6u3Hece, HO Mpexzae BCEro Kak
KonnekumoHep. Tonbko no Katanoram Tpe-
TbAKOBCKOW ranepeu, KyAa nocje peBosito-
LMW nepewwna yacTb cobpaHus, 3HauuUTCA
nATbAecAT ceMb MKoH XIII-XVII Bekos, npu-
Hagnexawmx CrenaHy. Hambonee ueHHble
HaxoAmnuchb B Xxpamax PoroxcKoro Knagbu-
Wa, C KOTOpbIMM TecHo Oblna cBA3aHa
*U3Hb cobuparens. Cioga OH nepezgan 1MKo-
Hy boromatepm Oaurutpum CmoneHcKow,
KoTopyto nocne pectaBpaumu 1812 roga
3anpeLuanoch, Kak Hanbonee LieHHbIA Na-
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MATHUK CTapWHbl, NepeHOoCUTb W3 OLHOTO
XpaMa B Apyrov. Ye OAHOWM Konanekuum
Ob1710 Obl JOBONBLHO, HO PABYLIMHCKIME ecTb
PabywuHcKme, n Maclutab ux gesTenbHoc-
T BoMCTUHY BnevatnsAet. B mapte 1905 ro-
Aa ctapwiuii 6par, Masen Masnosuy, byayun
npesceaarenem crapoobpsaayeckoi o6uwim-
Hbl Poroxckoro Knagbuila, noKynaeT yyac-
TOK B 3-M YILIaKOBCKOM MepeyJsike 1 KepTBy-
€T 3T 3eM/IM Ha CTPOMTeNbCTBO Xpama [Mo-
KpoBa [lpecBaton boropoauupl. Janee B
Aeno Berynaet CrenaH. OH He TONbKO XepT-
BYET KoJlocCaslbHble CyMMbl Ha MOCTPOKY
XpaMma: BeCb MKOHOCTAC, NPeACTaBNAoLLIMiA
OFPOMHYIO0 XYL,0XECTBEHHYIO 11 apXeonoru-
YECKYH LieHHOCTb, COCTOUT M3 MOAJIMHHBIX
APEBHUX MKOH 13 cobpaHusa Ctenana [as-
nosuya. OH cTaHOBMTCA npejcefatenem
OcToXXeHCKoW cTapoobpsgyeckoit 06um-
Hbl. B 1998 rogy xpam BoccTtaHoBneH. Mo-
pa3uTeibHbl BCE-TaKM 3TW CTapoobpaaubl
PsbylumHCKYe, XUBLUME B CTUIE MOZEPH U
obroHsBwWe BpeMA. B amurpaumn CrenaH
cotpyaHuyan c¢ Bnagumupom B obuiectse
«MKoHa», Hanucan paboTy no pectaBpauum
MKoH v ymep B 1942 rogy B Vitanuu B BO3-
pacte 68-Mu neT.

Hwvkonas [laBnoBuya poma 3Banu
Hukonawa. OH cuyutanca 6ecnyTHbIM K
HUKYeMHbIM YyenoBekoM. Ecnn xotenm 6pa-
Tbsl YKOPUTb APYr Apyra 3a HepasyMHOCTb,
To roBopunu : «Hy s moHumato, ecnu 6bl
310 Hukonawa caenan, Ho Tbi-To!» HuKo-
nan [eiCcTBUTENIbHO MPOXuN 6GoremHyto
XM3Hb C Kyneyeckum pa3maxom. Cemen-
HOe J1e10 ero He MHTepecoBaso: OH cpa3sy
)K€ BblLLen 13 Hero, 3abpaB CBO A0H0 Ka-
nutana. Mo fyxoBHOMY 3aBellaHuio 0TLa
emy npuunTanoch 400 TeicAy py6nen. Mo-
JIY4YMB UX, B TeYEHMEe Tpex MecsALEeB NPOoKy-
TUA YyTb NN He NON0BUHY. [NaBHON cTaTb-
ell pacxofoB ABUNAcb neBuLa Kade-waH-
TaHa @axer. OgHMX AparoueHHOCTel OH
Kynun eid Ha 45 Tbicay pybneit, He cuuTas
POCKOLUHbIX 06€0B 1 KaTaHW Ha fuxa-
yax. lOHowa cpoyHo Obin B3AT MOA KOH-
Tponb pPOACTBEHHUKOB. Ha AeHbru, mony-
yaeMmble oT 6paTbes, OH MOOLIBAN B CaMbIX
3K30TUYeCKMX cTpaHax — AnoHnn, [OHKOH-
re, oxotuncs Ha ¢asaHoB B Kutae. Cospe-
MEHHVKM OTHOCWMJIUCb K HeMy MO-pasHo-
my. OgHM cuymTanm, Yto oH BbiN HeopAWHa-
peH, Apyrve BUAenn B HeM 3aypAafHOro
KynuuiiKy. Ho B Hem 6bina 3anoxeHa He-
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was the result of his informal communica-
tion with the outstanding Russian scientist
V. I. Vernadsky, who was invited fo Pavel
Pavlovich's house to lecture fo the most
prominent Russian businessmen about
radium and its probable deposits in Russia.

After the revolution Pavel Pavlovich
emigrated fo France. He was severely ill, and
died in 1924 from tuberculosis, at the age
of only 50.

The second son of Pavel Mikhailovich
Ryabushinski was Sergei. Always active in
the family business (industry, frade, bank-
ing, etc.), he also made investments accord-
ing fo his own interests including the Insti-
tute of Education, well-equipped with the
most up-to-date and advanced educational
methods and technologies. Few remember
this Institute today, since the Bolsheviks
closed it down soon after the revolution.

Sergei's second, and beyond doubt
most important, investment was the con-
struction of a car factory near Moscow,
which he started with his brother Stepan.
The factory was built in only six months,
with car production organized in such a
way that only a slight reorganization was
needed to produce aeroplanes. This plant
was the best in Soviet Russia. Sergei
Ryabushnski headed the Moscow
Motorists’ Club and the Moscow Society of
Aeronauts. In addition, Sergei Pavlovich
was a talented artist, who was recom-
mended by Repin himself to join the Union
of Russian realistic painters, the pered-
vizhniki (wanderers). Ryabushnski took
part in, and was one of the organizers of
their exhibitions, and of course frequently
acted as a patron of the arts.

The fascinating impression we receive
is that these people, although pillars of the
old-believers' community, were able to catch
the slightest and most subtle signs of devel-
opments to come in the future: airplanes,
automobiles, sports and tourism.

On the last note, Sergei's younger
brother Vladimir was the head of the Russ-
ian Tourist Society.

Vladimir Pavlovich studied at the Hei-
delberg University. He enfered his family
business and became a member of the
board of Moscow Bank, of Moscow City
Council, and of "PM. Ryabushinski & Co.
Manufacturing”. A real combination of all
possible talents, Vladimir took the sudden
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HWKOJIA NABJIOBNY PABYLUMHCKNN
NIKOLAI P. RYABUSHINSKI

and decisive decision to leave the family
business, and at the very beginning of
World War | volunteered for the army. He
was wounded and awarded the Order of St.
George IV class, later writing an article on
defence constructions. Vladimir was at the
front when the revolution broke out, and
subsequently became a commander of an
automobile regiment (which was organized
by him) in the White Army under Vrangel.

He emigrated to Paris, where all his
attempts fo start a business proved futile. In
1925 Vladimir founded the “lcon” Society,
remaining its president until his death. He
published dozens of articles on the Russian
icon and on the history of religion in Russia;
as a polyglot, he wrote a brilliant research
work, "On the Comparison of Languages”
(Latin, Greek, Italian, French, Russian and
English). His life as an immigrant was often
awful, afflicted by poverty, sometimes
hunger, and the Nazi occupation... None of
the members of the large Ryabushinski fam-
ily collaborated with the Fascist regime.
Vladimir Pavlovich survived all these hard-
ships with a noble dignity, and died in 1955
at the age of 83.

The mansion on Malaya Nikitskaya
street in Moscow is a major part of the her-
itage of Stepan Pavlovich; indeed, it remains
uncerfain whether Shekhtel would ever
have realized himself as an architect with-
out the patronage of the Ryabushinskis. Of
course, the interior of the mansion was later
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altered by its last owner, Gorky, who
changed it according fo his needs, with the
result that the light sliding lines of the mod-
erne style were sometimes broken; however,
the facade and garden were unchanged.
Stepan Pavlovich has entered Russian his-
tory not only as an entrepreneur and busi-
nessman, but principally as a collector. A
part of his collection - 57 icons of the 13th-
17th centuries - is listed in the catalogues
of the Tretyakov Gallery, which received
them after the revolution. The most valu-
able icons were in the cathedrals of the
Rogozhskoye cemetery in Moscow. In 1905
the elder brother Pavel Pavlovich bought a
plot of land and donated it to the church for
the construction of the Cathedral of the
Intercession of the Holy Virgin there. His
brother Stepan offered great sums of
money fowards the construction of the
Cathedral, with an iconostasis of unprece-
dented artistic and archeological value,
which incorporated original ancient icons
from his private collection (the Cathedral
was restored in 1998). In immigration
Stepan collaborated with his brother
Vladimir in the "lcon" Society, writing a
paper on icon restoration. He died in 1942
in Italy at the age of 68.

Nikolai Pavlovich - he was called Niko-
lasha at home - was considered a dissipat-
ed and useless man in this family of old-
believers. Nikolai lived a bohemian life, com-
plete with the genuine extravagance and
wastefulness of a rich merchant: he took his
share of the family capital and managed to
spend almost half of it over just three
months (Nikolasha spent money on a cafe-
singer Fagefte), and the young man was
immediately taken under the control of the
family. Nikolasha used the money received
from his brothers on travels, visiting such
exotic countries as Japan, Hong-Kong, and
China (where he took part in pheasant
shooting). Some people appreciated him as
an extraordinary personality, while others
saw in him an ordinary wasteful merchant.
Without doubt he was talented, writing
short stories and novelettes in the then-
fashionable decadence style. Alexandre
Benois - the artist and art theoretic, organ-
izer of the Union of Russian Artists - saw in
young Nikolai Ryabushinski the personifica-
tion of the golden calf on which pure art
was dependent. But in 1905 the magazine

COMHeHHaa TanaHTaMBocTb. OH nuwet
paccKa3sbl M NOBECTU B MOAHOM [leKaAeHT-
CKOM cTune. A BOT BblaepKa U3 nucbMa
JNaHcepe-beHya: «PabywmnHcKkuit nobbiBan
y Hac BCeX, BCEM KaK JNYHOCTb OYeHb He
MOHPAaBWJICA, NLUIOT, YXKaCHO HafyLLIEeHHbIN,
[0 Beyepa nax/o B KOMHaTax, CMecb HauB-
HOCTW 1 xBacToBcTBa». beHya moHauany
yBugen B MonogoM Hukonae PabywwuH-
CKOM 0NNLETBOPEHME 30/10TOTO TesbLa, Ha
MOK/OH K KOTOPOMY BbIHYX/AEHO MATU Bbl-
coKkoe wuckyccrtBo. B nucbme ComoBy oH
nuwert: «[puHyaeH 0XunaaTb Hallero Ho-
BOro MeleHata. Buepa oH nobbiBan 3aechb
Ha orpoMHoM aBTOMoGwne. Xopow BaL
PabywuHckuin! Y Hac Tenepb Takoe 6es-
pbibbe, 4TO Aaxke 3TOT B3AYThIA MOMMIOCK
MO3eT coiiTn 3a pblby. MoyeMy Mbl Tak 1
He Moy4nnu Hawero TpeTbAKOBA, HaLLero
MamoHToBa!»

A Hukonawa tem BpemeHeMm B [let-
POBCKOM MapKe CTPOMUT M3ALHYK BUANY
nos HaseaHveM «YepHblii nebeab» (apxu-
TeKTOp BCe ToT Xe LLlexTenb) n Hacnhaxpaet-
cA 00LWecTBOM BOreMHbIX rocTei.

Ho Hwukonain He 6bin 6bl PabywmH-
CKUM, ecn Bbl XM3Hb ero orpaHMYMIach
TO/NIbKO Gnabto fa nupywKamu. B AHBa-
pe 1905 roaa BbIXOAMT B CBET XXypHan
«3onoTtoe pyHo». «B rpo3Hoe BpeMsA Mbl
BCTynaem B MyTb, KPyroM KMNUT BOA0OBO-
poT 06HOBAAOWEN KMU3HU. Mbl He OTpU-
L1laeM HY OJHO U3 3824 COBPEMEHHOCTH,
HO Mbl TBEPAO BEPUM, YTO XUTb 6e3 Kpa-
coTbl Henb3A. BmMecTe co cBo60AHBIMYU Yu-
peXneHNAMN Haf0 3aBOeBaThb ANA HaLLNX
MOTOMKOB MOA/NMHHOE, APKO 03apeHHoe
co/iHLem TBOpyecTBO. Bo nmsaA Toi xe rpa-
JyLier XNU3HW Mbl, McKaTenn «3010T0ro
pyHa», pa3BepTbiBaeM Halle 3Hama!» Pe-
AaKTop n usgatenb - Hukonan MaBnosuy
PAGywmrHcKuin. B kypHane nevatanucb
BbyHuH, banbMoHT, AHapein benbiin, brok,
BonowwH.

KypHan Hukonas PsA6ylimHckoro B
TEYeHVe HECKOJBKUX NieT Obli MpU3HaH-
HbIM LieHpOM pyccKoro cumsonusma. U3
BOCMOMWHAHWI COBpeMeHHVKa: «Hukona-
Ly, KaK HasbiBanu ero B MocKkBe, Bcepbes
He MpUHMManK, HO OH OKasanca XuTpee
cBOUX OpaTbeB, TaK Kak MpOXUN BCe Ha
poauHe». U HecMOTps Ha 370, yMyApuncA
6e306e4HO *UTb B [lapuxe, B BONHY 0TCU-
aenca B MoHTe-Kapno v cKoHvanca B
1951 ropy B BO3pacre 74-x ner.

MUXAW NMABJIOBUY PABYLUVHCKNN
MIKHAIL P. RYABUSHINSKI

Muxauny MaBnoBuyy Obi10 ABa roaa, Korga
pOAUTENV NpYBEV ero Ha OTKpbITWe Npo-
MbILLIEHHO-XY/A0ECTBEHHON  BbICTaBKM.
Opkectpom aupwxkupoBan cam AHTOH Py-
BuHwrenH. C MnageHyectBa Muxavn Psby-
WMHCKMIA 04YeHb YYTKO BOCMPWMHMMAN Kpa-
coty. B ABaguaTh et oH HauMHaeT cobuparb
KOMJIEKLMIO XMBOMWUCK, KOTOpas cpenana
€ro caMbIM 3HaMeHUTbIM 13 BpaTbes. B o1-
nvyve ot Maena, Hukonas, AMutpus, 6biB-
LIMX BCEra Ha BUAY U CbIBLUNX BO3MYTUTE-
NAMU CMOKOWCTBMSA, OH HaXOAWNCA MOCTO-
AHHO B TeHW. Cepbe3Hble GaHKMPbl He Jito-
6T n3BecTHocTU. boratcTBo 06A3bIBanO OT-
HOCUTBCA KO BCEMY OCTOPOXHO U CONMAHO.
CyeTa M3 KHWXHBIX MarasvHoB CBUAETENb-
ctBytoT, yTO TonbKo B 1910-1911 rogax oH
npuobpen W3AaHWiA MO WCKYCCTBY Ha He-
CKOJIbKO TbicsYy pybneid. MoToMoK Kanyx-
CKVX MYXXWKOB CyMe/l CTaTb 3HAaTOKOM WC-
KycCTBa, HO M XBaTKy coxpaHui. Yepes Ba-
neHtmHa CepoBa, MeLleHaToM KOTOPOro OH
Obin, caenan NpeaoxkeHne XeHe XyAOKH-
Ka Bpy6ens BbicnaTb B MOCKBY HEOKOHUEH-
Hyto KapTuHy «[lemon». PoactBeHHMKM Bpy-
6ena Ha3Hauunw 3a 3Ty paboTy Be ThicAUM
pybnei. PabyWwiMHCKWI npepnaraer ycry-
nuTb 3a Thicady. M3 nucbMa rocnoxu 3aben-
nbl-Bpybens: «Mmes B Buay Gecnomoly-
HOCTb XYLOXHWKA, NOTepSABLUErO 3peHue, U
ryGOKyI0 MOTPSACEHHOCTb €ro eHbl TXe-
NbIMWA KW3HEHHbIMW HEeB3roAaMu, MOXeT,
Bbl nonyuunu 6bl Gonbluoe HpaBCTBEHHOE
YL0BNETBOPEHME, pasfenvB YCTyMNKy Mmono-
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NaM, To ecTb 3an/aTvB 3a KapTUHY TbICAYY
nATbcoT pyonen». Muxaun PabywmHcKunii
OTMpaBW YeK Ha... ThicAdy pybneit. B pua-
LaTb JIeT OH - AMpeKTOp XapbKOBCKOrO 3e-
MeNbHOr0 M MOCKOBCKOrO KOMMEpYecKoro
HaHKoB. [leno v UCKyccTBO TaK nepene-
JINCb B XM3HWU Muxanna, 4To onucb KapTuH
ero Konnekumu 6Gbina obHapyxeHa cpeau
Hymar MocKoBCKOro KOMMepyecKoro 6aHKa.
B 1909 roay oH nokynaet y CaBBbl Mopo3o-
Ba POCKOLLHbIA 0COBHAK Ha CnnpuaoHbeB-
cKkoin (apxutekTop Llextenb) 1 nepeo3ut
TyAa CBOH KonneKumio. B ToM xe rogy, BAOX-
HOBJIEHHBIV NPYMEPOM 6eCKOPbICTHOIO CIly-
XeHWs oTeyecTBeHHOM Kynbtype Nasna Mu-
xaiinoBuya TpeTbsIKOBa, NMy6MYHO 3asBAsA-
€T, YTO CO BpeMeHeM nepeaact cBoe cobpa-
Hue Mockse. B apxuBe TpeTbAKOBCKOW ra-
Nlepen CoxpaHuica NtobonbITHbIN JOKYMEHT
nog, HaseaHueM «KapTuHbl U pUCYHKU U3
cobpanua M.M.PabywnHcKoro, npuHsATbIe
Ha BpeMeHHoe xpaHeHue. CoctaBneHo 13
HoA6pA 1917 roga». 35 )MBoOMMUCHBIX paboT
OTAaN OH MOZ OMNeKy HaLMOHaNbHOro My3es,
cnacas Ux oT CMyTHOTO BPEMEHM.

BepHbie cebe, PAbylwMHCKMe He no-
Knajas pyK fencrsyioT. B nepunog nx xapb-
KOBCKOI W3HW OCHOBbIBAOT MOLLHbIVA
tOro-LeHTpanbHblil 6aHK ¢ dunvanamu B
Opecce, EkatepuHocnaene, Kueee. OHu 6blI-
JIX yBEpeHbI B TOM, Y4TO GOJbLLEBUKM ~ 3TO
HeHagonro. U Korga B amurpaumun B 1924
rogy ymupaert [laBen, pyKoBoACTBO 3anaj-
HbIMM KanuTanamm 0XMTCA Ha nneyn Mu-
xauna. Emy 44 ropa. OH ocHoBan B JloHpo-
He «BectepH bank». M3 nucbma Cepres K
Muxauny: «3a nATb NeT Hawero npebbiBa-
HWA 3a rpaHuLen Hamm notepsaHo 400 Tbi-
cAY pyHTOB cTepanHros. Octanock 100 Tbi-
cAY. BO3HMKHOBEHWE HalWX Aen UMeno
clly4aiHbIl xapakTep. Yero ctout BecbMa
narybHoe (aHTacTMyecKoe pelueHue OT-
KpblBaTb OTAe/NeHMe BO BCEX YacTAX CBeTa
AJ1Al 3aXBaTa MUPOBOW CYKOHHOW TOProBM.
B3B Ha cebs 1MaepcTBo, Thl MPUHAN TAXeE-
Jyl0 MOpaJibHYt0 OTBETCTBEHHOCTb: HAac He
norybuTb 1 He ONO30PUTb B 1€/I0BOM CMbIC-
ne». Muxaun - Cepreto: «Cobepu 6paTbes 1
MyCTb peLuatoT, BbIrHaTb MEHA U3 ena uin
Hem. Mo TpeboBaHuio GpatbeB Muxaun 3a-
Kpblil BCE aMepuKaHCKMe Aena, peopraHu-
30Bas1 PpaHuy3cKuii 6aHK, Nonpocu N1Llb
He TporaTb «BectepH BaHk», npeamet ero
ropaoctv. OfHaKo 3KOHOMUYeCKas Aenpec-
CWA CBeNa Ha HeT BCe TUTAHWYECKUe yCu-
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"Zolotoye Runo" ("The Golden Fleece")
appeared with Nikolai Pavlovich Ryabushin-
ski as its editor and publisher; such great
names of belle letfres as Bunin, Balmont,
Blok, Bely and Voloshin published their
prose and poetry in this luxurious fine mag-
azine which was recognized as a centre of
Russian symbolism. One of his contempo-
raries wrote: "Nobody in Moscow fook Niko-
lasha seriously, but he turned out fo be clev-
erer than his other brothers, as he spent
everything in his motherland". He was not
poor in immigration in Paris, hid himself in
Monte-Carlo during World War Il, and
ended his days in 1951 at the age of 74.

Another brother, Mikhail Pavlovich,
started to collect painting when he was only
twenty, and his collection made him proba-
bly the most notable and famous of all the
brothers. Unlike Pavel, Nikolai and Dmitry,
Mikhail was not a public person; serious
bankers do nof like publicity, and his wealth
made him cautious and serious. At the age
of thirty he was already the Director of the
Kharkov Agrarian and Moscow Commercial
Banks. Business and art mingled so closely
in his life that the inventory of his art col-
lection was found among his papers at the
Moscow Commercial Bank.

Mikhail Pavlovich was really inspired
by the example of Pavel Mikhailovich
Tretyakov and he publicly announced that
he would donate his collection to Moscow in
due time. A very particular document is kept
in the archive of the Tretyakov Gallery:
"Paintings and drawings from the collection
of M.P. Ryabushinski, taken for temporary
storage. November 13 1917". He handed
over 35 paintings to the surveillance of the
natfional museum in an aftempt to save
them from potential danger at such a trou-
bled time.

The Ryabushinskis were sure that the
Bolsheviks would not remain in power for
long. When, in 1924, Pavel died in immigra-
tion, the responsibility for the family invest-
ments passed to Mikhail, then aged 44, who
founded the "Western Bank" in London. But
the economic crisis and depression of the
late 1920s was ruinous for this once pow-
erful dynasty. At that fime in Russia news-
papers were "decorafed” with sensational
headlines: "The freasures of Ryabushinski
are found!" The hidden cache - containing
40 paintings by the most renowned Russian
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Mpokonuit YupuH. BOTOMATEPb KA3BAHCKAA
1606. Bonoraa. 31x24

Prokopii Chirin. OUR LADY OF KAZAN
1606. Vologda. 31 by 24 cm

artists, including Brullov, Tropinin, Serov,
Vrubel, Bakst, Repin, and also a marble bust
of Hugo by Gauguin, as well as pieces of ori-
ental porcelain - was found. After the end of
the World War his business was almost
dead, and he had to take a job as assistant
to an anfiques dealer, later becoming an
agent on art and antiques. Mikhail
Pavlovich died at the age of 80 in a London
hospital for the poor.

In 1904, soon after it was announced

APXAHTEJ1 MUXANNT N3 YYNHA. HoBropoackas wkona
Btopas nonosuHa XIV B. 86x63

THE ARCHANGEL MICHAEL FROM THE DEESIS TIER
Novgorod School, the 2nd half XIV century, 86 by 63
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that the brothers Wright in America had
invented the aeroplane, the twenty two-year-
old youth Dmitry Pavlovich Ryabushinski
approached Nikolai Zhukovsky, an outstand-
ing scientist in the field of aerodynamics, and
offered his family estate as the location for an
aerodymanic laboratory, the first of its kind
organized in Europe.

In 1916 they tested a weapon which
was to prove the beginning of contempo-
rary reactive artillery. Dmitry devoted his
life fo science, and after the revolution he
tried to save his creation, meeting on a num-
ber of occasions with Lunacharsky and the
professor of the Moscow University and
astronomer Shternberg, a member of the
Communist Party. Ryabushinski's sugges-
tion fo nationalize the aerodynamic insti-
tute was adopted, and he was appointed an
acting director. Soon Dmitry Pavlovich
applied for permission to go fo Denmark on
a business trip, where he was kindly
received by the director of the meteorologi-
cal institute Mr. Lakur and the famous physi-
cist Nils Bohr.

Dmitry Ryabushinski never returned
to Russia. He confinued his research work
abroad, was elected a corresponding mem-
ber of the French Academy of Science, lec-
tured at the Sorbonne, and founded a sci-
entific-philosophy society and the society
for the preservation of Russian cultural val-
ues abroad. He died at the age of 80.

The youngest of all the brothers Fedor
Pavlovich did not devote himself only to
business matters. Impressed by the fact that
Kamchatka - a peninsula as large as Prus-
sia - was notf explored, he initiated and
organized a scientific expedition there.
Despite his enthusiasm, preparations for
the expedition turned out to be very compli-
cated, with an absence of relevant litera-
ture, maps etc; in spite of all such difficulties
the first Russian scientific-research expedi-
tion to Kamchatka took place and was a
success. Fedor Pavlovich’s dream was to
organize a number of such expeditions to
explore the whole of Siberia, but it was not
to come to reality. What he did manage to
do was to build a number of meteorological
stations in Kamchatka, exploring - indeed
discovering - the peninsula. In 1910 Fedor
Pavlovich Ryabushinski died of tuberculosis
at the age of 25.

The Ryabushinki's family tree flour-

JINA Y NOHOCTBIO Pa30pwiia MOLLHYH ANHA-
ctuio. A B 310 Bpema B Poccuu rasetsi 3a-
Tpybunu: «CeHcaums! HaitneHbl cokpoBu-
wa PabywwuHckoro». B gome Muxauna B
CnupuaoHbeBcKoM pacnonoxunca byxap-
CKUi oM npocselleHus. [Mpyn nepectaHoB-
Ke WKathoB Obl1 06HapyxeH TalHUK, a B
HEM COPOK XXMBOMUCHbIX paboT pyCCKMX Xy-
JoXHWKOB — bptonnos, TponuHuH, Cepos,
Bpy6enb, baket, PenviH, MpaMopHbiit GtocT
ltoro pabotbl loreHa, BocTouHbIN dapdop.
B 1937 rogy Muxaun nuwert 6paty Huko-
nato u3 JlonpoHa: «Tbl 3Haewb, H1uKonawa,
4TO MHe He xBaTaer... Efia B xopoluem pecto-
paHe, XM3Hb U MyTELeCTBUA B XOpOLLeW
FOCTUHWLE, TPATUTb CKOJIBKO XO4Y, He cuu-
Tas, CKONIbKO Y MeHA B KapMaHe... }Kutb B
ornpeAeneHHbIX paMKax — 3To ybuBaeT BCA-
Kyl pafocTby.

A Bot nucbmo 1945 roga - onaTb xe
Hukonato: «MaTepuanbHo Mou fena Gbinu
oueHb noxu. MNocteneHHo wWwen B 3TOM OT-
HoweHnn BHU3. I BOT ogHaxabl, ¢ boxben
MOMOLLbIO, i NOCMOTpPES B OKHO aHTUKBapa.
Pewwn BoiiTn. Cnpocwun, Mory A B3sTb 06pa-
3el, CTapuHHOro yarHoro cepsu3sa (Poku-
xaM). AHTKBap cornacunca. f moexan Ha
bace B Bect-3Ha, boHa-cTpuT, Bowwen B n3-
BECTHbI aHTWUKBApHbIA MarasvMH W Mpea-
NIOXMN cepBu3 No obpasuy 1 MOUM cepTu-
buKaumam... boHACKMI aHTMKBap Kynwi.
A 3apaboTan CBOW NepByld KOMUCCUKD -
[Ba C MOJIOBUHOM aHMUIACKUX (yHTa. 310
Obino cBbiLwe Tpex et Ha3ag. C Tex BpemeH
[eN0 Y MeHs MO0 M CTano pa3BMBaThbCA,
A NPOAO/IKAI0 KaK areHT no ctapuHe u uc-
KyccTBy. B gywe moen ygoBneTBopeHue, Yto
A nobno coto paboty. M Betan Ha Horm
onATb, 6€3 BCAKON MOMOLLM CO CTOPOHBbIY.

Ewle noxe Muxann ckaxer: «He Hyx-
HO AyMmaTb, YTto 6GnarocnoBeHue boxbe
TobKO B BoratcTBe. MHOrMX 13 Hac Koraa-
1o locnogb 6Gnarocnosun 6GoraTtcTBoMm, a
ceiyac 0eHOCTbIO M Aaxe HuLleTon. ITo
BnarocnoBeHue, fiymaetcs, elLe Bbilwe». Mu-
xaun NaBnoBuy goxun go 80-Tv net 1 ymep
B JloHAoHe B BonbHULE Ans 6egHbIX.

Jekabpb 1903 roga. CeHcaumoHHoe coob-
LIeHVe O TOM, YTO aMepuKaHubl 6paTbs
PaiiT nogHAnM B BO3AyXx annapar Taxenee
Bo3ayxa. B oauMH M3 oceHHWX AHeN
1904 ropa kK npenogasatento lNpaktnyec-
Ko AKageMun KomMMepyeckux Hayk Hu-
Konato EropoBuuy KyKoBCKOMY, KpynHeri-

POXXAECTBO BOFOMATEPW. HoBropoackas wkona (?)
Mepsas nonosuHa XIV B. 113x75
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Lemy y4eHoMy B 061acTV a3poanHaMUKM,
nojowen 22-neTH1in caywarens AmMutpui
PABYLWMHCKMI 1 NpeanoXun cBO ceMei-
Hyto ycaabby KyunHo (HbiHe ropog *KyKos-
CKWW) ANA CO34aHUA a3poAMHaMUYecKom
nabopatopuu. Tak nosBunacb nepeas B
EBpone nabopatopus no aspoaMHaMuKe.

Bckope coTpyaHuyecTBo ¢ HyKoBCKUM
pacrnanocb, ¥ BCe UCCNeA0BaHUA MPOXOAN-
v nog pykosogcTeoM Amutpus. B1916 ro-
Ay B KyunHo vcnbitanu 6e30TKaTHOE opyauve
CHCTEMbI paKeTa B MyLLUKe», MOJOXMBLIEe
Hayano coBpeMeHHOW PeaKTUBHON apTue-
puw. CBoto fonto KanuTana Amutpuii us ge-
N1a He U3bIMan, HO U B ceMeliHOM Bu3Hece
HUKaK He yyacTBOBaJ, LIEJIMKOM MOCBATUB
cebn HayKe. Korga 6bin 00bsABNEH «KpacHbIN
Teppop», noutu Bce PabywmnHcKue nepebpa-
JUCb B XapbKOB, 3aHATbIA HeMUaMu, rae y
HUX Obln cemeliHbIN GaHK. Bea nx Toprogo-
MPOMbILLEHHAsA COOCTBEHHOCTL Oblna HaLm-
OHanv3vpoBaHa. B XapbKoBe oHU NbiTatoTcA
BOCCTaHOBUTb (UpMy.

BcnomuHaet goyb [iMutpus AnekcaH-
Apa. Ei 6bin0 cemb neT, Korga B X OM B
KyuuHo, rae 6bin MHCTUTYT, BOpBanuChb
KpacHble. «C onyLieHHbIMW Ha [a3a Kenka-
MW, OHW TOMTaNN KNaBULLK POsANsd, CTpens-
NI B XpyCTa/lbHble JII0CTPbI 1 PBaAU MOPTb-
epbl Ha noptaHKw». Camoro AmuTpusa lMas-
JI0BMYA B 3TOT MOMEHT A0Ma He 6blfo — OH
oTny4MncA no Aenam B Mockay.

COBUPATENN U MELIEHAT®bI

Mocne atoro cnyyas PabywmHcKui
0TrNpaBAAeT ceMblo B XapbKoB, a caM ocTa-
eTcs, NbITasAch cnacTu cBoe JeTumule. «f oc-
Tancs, YToObl 3aLWUTUTL MHCTUTYT. A oTnpa-
BWJ/ICA B yuepexaeHue, Bosrnasnaemoe Jly-
HayapcKuM, ¥ roBopwJI C npogeccopom
MocKoBCKOro yHuBepcuTera acTpoHOMOM
LLitepHGeprom, yneHoM KoMnapTuun. Mol ro-
BOPUAW C HUM JOBONIbHO-TAKM OTKPOBEHHO.
W nomHuTes, 4TO Ha Moe 3aMeyaHue, YTo
Mo 6paTbs, OpraHM3yA U pa3BUBas HaLWO-
HaNbHY0 NMPOMbILLIEHHOCTb, 0CBOOOXAAOT
ee 0T MHOCTPaHHOW 3aBMCUMOCTY U, CeAo-
BaTe/IbHO, COAENCTBYIOT MOBBbILLEHWIO YPOB-
HA KW3HW BCEro HaceneHus, OH OTBETWUJ:
«Mbl cpenaem 370 ropasgo Nyywe». Moe
MpeasioXeHne HaLuMOHaNN3MpoBaTb aspo-
AVHAMUYECKUIA MHCTUTYT 6blI0 MPUHATO.
A 6bIn Ha3HaYeH BpeMEHHO UCTONHAIOLMM
06s3aHHOCTM 3aBeaytowero». UHcTUTyT
Obl1 COXpaHeH.

B pasrap «kpacHoro Teppopa» Omut-
puii [aBnoBKY NONpocUa KOMaHAVPOBKY B
Jaxuto. «Mpuexas B [aHuto, s Gbin pagyLu-
HO MPUHAT AMPEKTOPOM MeTeoposiornyec-
KOro MHCTUTYyTa JIakypoM M 3HaMeHWUTbIM
¢dusmkom Hunbcom bopomy.

B Poccuto PabylumHCKMiA He BepHyn-
cA. 3a rpaHuLelt OH NPOAO/KaN 3aHMMaTb
cA Haykol, 6bln M36paH uYneHOM-Kop-
pecrnoHgeHToM ®paHuy3cKkoin Akagemuu
HayK, npenogaBan B Copb6oHHe, ocHoBan
HayuHo-thunocodckoe obuwecteo 1 O6Le-
CTBO OXPaHbl PyCCKMX Ky/bTYPHbIX LeHHOC-
Tei 3a pybexoM. OH ymep 80-neTHum cra-
PUKOM C 3MUIPAHTCKMM MacrnopToM, TaK v
He NnoXenaB CMeHUTb rPaXKAaHCTBO.

Cambiii Mnagwwmin n3 6patbes, Oegop Mas-
JIOBWY, TOXE He MOJIHOCTbIO OTAaBaj cebs
TOproBo-npoMmbilneHHoMy Aeny. OH ocTa-
BWUN 0 cebe NamMATb Kak MHULMATOP U opra-
HU3aTop Hay4yHOWN 3Kcreamuum Ha Kamuar-
Ky. C uenbto nyywero o3HakomneHus ¢ Cu-
6upbto oH npurnacun AA. VBaHOBCKoro
MpoYecTb eMy MOJIHbIN Kype reorpaduu, aH-
Tpononoruu u aTHorpadum Cnbrpu. Pepop
lMaBnoBuY OTHECCA K 3TOMY Kypcy C Heobbl-
YalHbIM MHTEpEeCOM, HEMEeAIEHHO npuobpe-
TaN peKOMeHZyeMble eMy KHUTW, KapTbl 1 aT-
nacbl. /I B KOHUE KOHLOB y Hero cocraBu-
nacb o6wupHan 6ubnunoteka no Cubupw.
B nepBoii nonoBuHe Kypca OH 04YeHb 3auH-
TepecoBanca AntaeM. 3aHMMaACb BOCTOY-
HbIMWU OKpauHamu, oH 6bln abcontoTHO no-
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pa)<eH, HACKO/bKO He n3yyeHa Kamuatka, no-
nyoctpoB pasmepoM c [Npyccuto. OH cTan ge-
ATeNbHO roToBUTb KamuaTckylo 3kcneau-
umto. [leno okasanocb CIOXHbIM, MOTOMY YTO
HU NWUTepaTypbl, HU KapT TOAKOM He 6blio.
Tem He MeHee nepBas Pycckaa vccnepoBsa-
TeNnbCKas 3KcneaMuma Ha Kamuatky cocros-
nacb v 6bina BecbMa yenewHon. Pepop Mas-
noBWY notpatun Ha Hee 200 TbicAy py6nei.
OH MeuTa NOKPbITb CETbIO IKCMeANLINI BCO
Cunbupb, Bbiaenss Ha 31 uenmn no 100 Teicay
py6neii B rog. OH He ycnen ocyLLecTBUTb 3TOT
niaH, paBHO KaK 1 NaaH B OTHOLLEHWM AnTas.
Ho oH ycnen ycTaHOBUTb CeTb MeTeocTaHLMM
Ha nonyoctpoBe. ®enop MaBnoBuy Paby-
WIMHCKUIA CKOHYancs ot Tybepkynesza B 1910
rogy. bbino emy Bcero 25 ner.

Bek c YeTBepTbIO MPOCTOANO BOMCTUHY
reHnanbHoe apeBo PabywmHcKux. Beero Tpu
MOKONEHNSA, @ CKONbKO caenaHo ans Poccun!
Ho u Poccus 6bina ansa Hux Bcé. B amurpa-
uum 6patbs PAbyLwIMHCKMEe, caMoe MOOA0e 1
camoe TaNaHTIMBOE MOKOJeHWe, He CTanu
riynee unu MeHee AenoBuTbl. OHM Tak U He
HayuMnucb xutb ana ceba. Mpocto nuwm-
JIMCb NOYBbI, U BCe noTepsAno cmbich. lpo-
30p/NBOCTb, C KOTOPOW MMW BOCMPUHUMA-
n1cb TeKyle cobbiTvsA, nopaxaer. Muxaun
PAabyLumHcKuia nucan: «Mbl nepexuBaem Tpa-
ruyeckoe Bpems. [lekabpb 16-ro roga B ucto-
pun Poccum octaBuUT mamMATb MPOTMBOMO-
JIOXKHOCTW MHTEPECOB POAUHbI U NpaBUTESb-
ctBa. TeMHo Oyayulee. AMepuKaHLUbl B3Anu
HalW AeHbru, OnyTajn Hac KOloCCalbHbIMM
Aonramu, HecmetHo oboratunmck. Pacuer-
HbI LeHTp mepeviget u3 JloHaoHa B Hblo-
NopK. Y HIX HET HayKM, NCKYCCTBA, KyNbTypbl
B €BPOMENCKOM CMbICIIE, OHU KYMAT Y No6ex-
JEHHbIX CTpPaH MX HauMOoHasbHble My3eu, 3a
rPOMagHbIe OK/aAbl CMaHAT K cebe XyA0KHY-
KOB, Y4eHblIX, Ae/0BbIX JII0fieV 1 CO3AaAyT ce-
6e To, yero UM He xBatano. B Poccuu xe, npu
aHapxuu, Hawen bnwkaiien uenbio Gyaet
COXPaHWTb MO BO3MOXHOCTM BCE TO, YTO YLie-
JIEET, U CHOBa HayaTb paboTy».

[peBo cpybunu noa KopeHb. Ho octa-
nucb $habpuku, 3aBoAbl, XpaMbl, 6aHKK, ap-
XUTEKTYpHble TBOPEHWSA, CO3AaHHbIE MO WX
naeAM ¥ Ha UX CPeACTBa, 0CTaNach KoJJeK-
LMSA VKOH, COCTaBNfOLWAna OCHoBY (oHAa
TpeTbAKOBCKOW ranepeu, X1BOMUCHbIE MO~
N0THa, OTAaHHble My3eam Poccun. A B ocHo-
BE BCEro BMWTaHHOe C MOJIOKOM MaTepu:
«Bce ana pena - Huyero Ans cebsy.

Buonemma Cedosa
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ished over only three generations, yet
their contribution to the history and indus-
trial and cultural development of Russia
was incomparable. Russia meant every-
thing to them: their kind motherland, their
strict and demanding fatherland, their soil
and ground. The Ryabushinskis were not
successful abroad in the period of immi-
gration which they had never desired.
Deprived of their rootfs, everything
became purposeless and meaningless.
They did not know how to live only for
themselves. Their foresight remains
impressive to later generations. Thus
Mikhail Ryabushinski wrote: "We are living
in tragic times. December 1916 will enter
the history of Russia as a period of dis-
crepancy of interests between the mother-
land and the government. The future lies
in darkness. The Americans received our
money and grew rich, while we sank into
the depths of incredible debt. They have
no science, no art, no culture in the Euro-
pean meaning of the word, but they will
buy up the national museums from the
defeated countries, they will pay enor-
mous sums of money to lure away artists,
scientists and businessmen, and they will
create what they do not have now. At the
same time in Russia, in this period of anar-
chy, our only and nearest aim will be to
preserve what will survive and to start
everything anew".

They were millionaires but none of
them ever thought to make investments
abroad - to buy mansions in Nice or trans-
fer funds to Swiss banks. In immigration
they could think only about Russia and her
future.

The Ryabushinski family tree was cut
down. But their industrial enterprises,
cathedrals, banks, and the architectural
masterpieces created to their orders, on
their money and according to their ideas,
plans and artistic faste, remain as monu-
ments to this great family. And their collec-
tion of icons which now comprises the core
and basis of the Russian ancient art section
in the Tretyakov Gallery, as well as numer-
ous paintings distributed among a number
of Russian museums, constitutes the
unprecedented contribution of the
Ryabushinskis to Russia’s cultural heritage.

Violetta Sedova



TKpbIBLWAACA B 3anax MHxeHepHoro Kop-
nyca TpeTbAKOBCKOI ranepen BbiCTaBKa Cy-
npyros Bepbl ®asopckoii (1896-1977) u
MBaHa Yekmasosa (1901-1961) npusne-
YeT BHUMaHWe mobuTesneil KuBonNUCU W
npupoabl Kpbima. KaptuHbl BoctoyHoro
nobepexba, Peogocun, baxuncapas n Cesactonons,
BOCMOMUWHaHNA 0 XyA0XHNKe boraeBcKoM u cTyaeH-
YecKux nnenspax B Kosax gyT nmoceTutens sKcno-
3ULMN 1 YnTaTens NoAroTOBNEHHONO K BbICTaBKe N3+
Aavua «Bepa ®aBopckas. VBaH Yekmasos. Teopuec-
Koe Hacneave». B Hero Bownun 1 «<BocnoMnHaHuaA xy-
AOXHUKa», HanucaHHble B.B.PaBopckoit 1 noces-
weHHble namatn N.M.Yekma3zosa.
®aBopckas 1 YekMa30B NpuHaanexar K noKo-
NEHNI0 XYAOXHWKOB — MepBbIX BbIMyCKHUKOB BxyTe-
Maca, Npojomkateneii 1 APKUX npeAcTaBuTeneil Moc-
KOBCKO )MBONUCHOIA WKonbl. [1poiias Yepes mactep-
ckue A ApxunoBa, K.KopouHa, A.KynpuHa, P@anbka,
yyacTve B BbicTaBKkax O6LecTBa MOCKOBCKNX XyA0X-
HuKoB (OMX), ®aBopckas 1 Yekma30B BnocneAcTBUN
MpeTBOPUAN MOY4eHHbIe YPOKM B cOBCTBEHHON Neja-
TOrv4YecKoi esTenbHOCTY, Aonroe BpeMs paboTas B
Cyp1KOBCKOM XyA0XecTBeHHOM UHCTUTyTe. C UX Me-
HaMW CBA3aHO BO3POXAEHUE TPAAVLIM H0XKHOTO Mne-
H3pa B PyCCKOI1 MBOMMCH, 3aMEHUBLLETO HEAOCTYN-
HOCTb 3arpaHNyHbIX MOE3A0K ANA BbIMYCKHUKOB CO-
BETCKMX By30B. Bcnneck nMnpeccroHncTUyecKuX TeH-
AeHumin B uckyccrse 1930-1940-x rogos BbI3Ban oT-
BeTHyto peakuuio. B 1948 rogy paa npenopasatenei
CypMKOBCKOrO MHCTWTYTa, B YMCe KOTOPbIX 3Hauu-
nvcb PaBopckas 1 Yekmasos, 6biaun yBoOseHbI, @ JeT-
HVe NpakTVKKM B KpbIMy OTMeHeHbI.
Ha BbicTaBKe npezcTaBieHbl paboTbl XyA0XHN-
KOB 13 coBpaHws TpeTbAKOBCKOI ranepen 1 MocKoB-
CKMX YacTHbIX KonneKkuui. Beicokuit npodeccumo-
HaNbHbI YpOBEHb M CBOEOBPa3Ne X XNBOMUCH AaB-
HO cAienany X 13BECTHbIMU B Kpyry cobuparteneil.
flpkoe, TeMnepaMeHTHOe, 3MOLMOHANBbHO Ha-
nosHeHHoe UcKyccTBo PaBopcKoii Npexae BCero npu-
BNeKaeT BHUMaHwe 3puTeneit. LLinpokas maHepa nuck-
Ma, LiBETOBas 3KCMpeccus 1 KOMMo3nLMOHHOe Aapo-
BaHWe, NPOABMBLLEECA YXKe B PaHHUX NPOV3BeAeHNAX,
ncnonHeHHbIx Bo Bxytemace, nossonunu K.KoposuHy
OKpecTUTb ee «hopmanuncTkoi», a B 1922 roay BKAt0-
4nTb paboTbl ee u YekmasoBa B cocTaB [1epBoit Bbl-
CTaBKM PYCCKWX XyAOXHUKOB B BepnuHe Hapagy c
KpyMHeLWy“Mn MacTepam TOro BpeMeHu.

Boratoe BooGpaxeHne PaBopckoii npossu-
nocb U B cepuu rpaduyeckmx amctos «fetcteo Myw-
KWHa», 1 B nantoctpaumax K «Ckaske o Lape Cantare.

Ha doHe 3By4HbIX AMHaMUYHBIX NPOU3BEAEHNI
®daBopcKoi UCKyccTBO YeKMa3oBa BbIMAAUT TULLE,
CKpOMHel1 1 cocpegoToyeHHein. CnoKolHbI co3epua-
TeNbHbI B3MAA XYAOXKHWKA POXAAET TpeneTHoe yMo-
3puTeIbHOE NPOCTPAHCTBO XMBOMUCHOrO NONOTHA, BO-
njowas rapMOHUIO AYXOBHOTO COEAVHEHWA NPUPOAbI
V1 KMBOMUCHU.

YekMa3oB - Knaccuyeckuit nensaxucr. Ero ma-
HAT LIMPOKWe NPOCTPaHCTBa W Aanu. [inutenbHas pa-
6oTa Haj, MOSIOTHOM, MHOTAA MPOACIIKAIOLAACA U3 T0-
Aa B rod, ocBob6OX/AaeT BOOOPaXeHWe XyAOXKHMKA.
KoHKpeTHble dopMbl neitsaxa obobLatoTes, ucyesa-
10T ieTany, 0BHaXas 1X BeYHble yCTOMYMBbIE YepTbl.

Cepua ropoackux neisaxein 3y6oBckoid mno-
LAz, YBUEHHbIX 3 OKHa CBOE KBapTUPbI, OXMBAA-
€T BOCMOMUHaHNA 0 B.KaHAMHCKOM, XMBLLEM 3sech B
Havane 1900-x rogos 1 nucasLueM 310T MOTHB. JTtobu-
Mble 4eKMa30BbIM HOYHble MeN3aku C OroHbKamu
YNU4HBIX QOHapel 1 CBETOBbIX PeK/aM, 0TpaxatoLmx-
A B MOKPOM acthansTe, pOXAAIOT NPOHU3aHHbIN ANHA-
MUKOW 1 PUTMaMn poMaHTUYeCKuii 06pas ropoga.

PaboTbl Yekma3oBa NuLLEHbI 3TIOAHOCTY U Clly-
yaitHocTv BneyatneHus. 06pa3s npupogbl, 3aneyatieH-
HbI1 B MHOTOC/IOHOM G0raTcTBe XMBOMMUCHOI (haKTy-
pbl, NepeaaeT pa3mblLLIEHNA XyA0XKHIKa O MPUPOAE 1
KMBOMWCU 1 3aCTaBNACT HaC BIAALIBATLCA B TPeneT-
HOe M3MeHuYNBOe MpM3payHoe NPOCTPaHCTBO ero no-
NOTeH.

TamaHa Epmakosa

The Engineer Building of the Tretyakov Gallery
invites visitors o the exhibition of Vera Favorskaya
(1896-1977) and her husband Ivan Chekmazov
(1901-1961). This exhibition shows the artists'
works from the collection of the Stafe Tretyakov
Gallery and Moscow private collections. The album
"Vera Favorskaya and Ivan Chekmazov: A Creative
Heritage", which includes Favorskaya's "Artist's
Memoirs" dedicated to the memory of her husband, is
published to mark the exhibition.

Highly professional and original art has long
made Favorskaya and Chekmazov famous among col-
lectors. Lovers of art, and especially of the landscapes

B.B.®aBopckas. XKeHckuin noptper. Xonct, macno. 1922
Vera V. Favorskaya. Portrait of a Woman. Oil on canvas.1922
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of the Crimea will be fascinated by their works depict-
ing the Black Sea's Eastern coast, by the views of the
towns of Feodosia, Bakhchisaray and Sevastopol.

Favorskaya and Chekmazov belong to the gen-
eration of the first graduates of the Higher Arfistic and
Technical Studios (VKhUTEMAS), being outstanding
representatives of the Moscow school of painting. The
apprenticeship of A. Arkhipov, K. Korovin, A. Kuprin
and R. Falk and the participation in exhibitions of the
Society of Moscow Artists (OMKh) gave them suffi-
cient experience to join the faculty of the Moscow
State Academic Art Institute named after V.I. Surikov.
There they brought about the revival of the Southern
landscape genre in Russian art. After lvan Chekmazov
had inspired and organized the artists' workshops in
the Crimea, the couple tutored their students' "plein-
air" practice in the small Crimean village of Kozy.
These practices were a kind of the replacement for
foreign trips prohibited for the Soviet students. The
keen interest for impressionism in the 1930-40s
caused ultimately a reaction from the authorities, and
in 1948 a number of teachers from the Surikov Insti-
tute, including Favorskaya and Chekmazov, were dis-
missed, and the Crimean practices were forbidden.

The passionate, vigorous and emotionally
charged art of Favorskaya is the centrepiece of the
show. Her daring manner of painting is marked by the
wide strokes, expressionist colours and brilliant com-
position skills. Favorskaya's works painted in the
VKhUTEMAS let K. Korovin call her a "formalist". In
1922 both Favorskaya and Chekmazov participated
in the First Exhibition of Russian Artists in Berlin
alongside with other renowned artists of the time.

A predisposition to form-searching and experi-
ments with colour highlights the decorative qualities
in Favorskaya’'s paintings and defines her as a pre-
dominantly still-life artist. She did indeed love to paint
still-lifes.

The artist releases her imagination in the
graphic series "Tsar Sultan Fairytale" and "Pushkin's
Childhood".

Compared with the daring and dynamic works
of Favorskaya, the paintings of her husband look
quiet and introverted. With a calm and meditative
look Chekmazov catches up and realizes within the
painting a mesmerising imaginary space where
nature and art merge in a harmonious spiritual union.
Chekmazov is a devoted classical landscape painter.
The dazzling brightness of most of his Crimean works
produces a mirage effect as the air melts under the
rays of the piercing sun. He would continue to work
on one painting for many years, until the landscape
was stripped of any accidental details, with only gen-
eral, eternal forms emerging and remaining.

The series of cityscapes, views from the window
of his apartment on Zubovskaya Square in Moscow
brings back memories of Vasily Kandinsky who lived
in the same place and painted the same views in the
early 1900s. Chekmazov's favourite night cityscapes
with flickering street-lamps and ad stands reflecting
on the wet pavement create a dynamic and rhythmi-
cal image of the romantic city.

Chekmazov's works are neither sketches nor
reproductions of any fleeting impressions. Nature's
image that hides behind the rich and fine choice of
paints put thickly on the canvas conveys the artist's
reflections on the surrounding world and his concept
in painting. It makes us observe carefully the vibrant
and changeable space of his pictures.

Tatiana A. Yermakova
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3anax [ocyaapcTBeHHoN TpeTbAKOBCKOM
ranepeu Ha KpbIMCKoM Bajy OTKpbliach
nepcoHasbHas BbICTaBKa MOCKOBCKOMO
ckynbntopa [Amutpua Muxaitnosuya
llaxoBCKOro, NpUypoOYeHHan K ero
75-netuto.

370 nepBas npepcTaBUTENbHAA 3KCMO3W-
LA ero npousseseHunin n3 cobpanus locysaper-
BeHHOW TpeTbAKOBCKON ranepeu, locyaapcTBeH-
Horo Pycckoro my3es, XyaoxecTBeHHOro My3es
umenn B.C.CopokuHa B Jluneuke 1 mMactepckon
CKyfibnTopa.

B Mockse paboTbl XyA0XKHUKa BrepBble fie-
MOHCTPUPYIOTCA CTOMb LWMPOKO M Pa3HOCTOPOHHE:
tdoTtorpadmn 1 3CKMU3bl MOHYMEHTaNbHO-AEKOpa-
TWUBHbIX MPOU3BEAEHUI ANIA apXUTEKTYpbI, CTaHKO-
Bas CKynbnTypa, rpacduka. K tobuneiiHoit BbicTas-
Ke NMOAroTOBJIEHO M BbINYLLEHO CheLyanbHoe N3aa-
Hue «Amutpuii LLiaxoBckom».

Omutpuin LLlaxoBcKoR, ero AMYHOCTL U ero
MCKYCCTBO OKasanu rnybokoe, nogyac onpepens-
foLiee BAKAHME HAa MHOTMX COBPEMEHHWKOB, 0CO-
6enHo B 1960-1980-e roabl. He oTmeueHHbIi
OCbI/ILl,VIaﬂbeIMVI peranaMn N LOJKHOCTAMMU, OH B
TeueHWe fecATUNeTMin Obin U OCTaeTca Henpepe-
KaeMbIM aBTOPUTETOM A/1A NPodeccroHanos, CBO-
€ro poja XyA0XecTBEHHbIM 1 HPaBCTBEHHbIM Ka-
MEepPTOHOM.

OcHOBHOe MecTO B TBOpYecTBe MacTepa
NMPUHAANEXNT MOHYMeHTanbHO-AeKOPaTUBHON
CKynbnType - paboTe C apXxuTeKTypoii B peanb-
HOM npocTpaHcTBe. 3TO XOPOLO W3BECTHble
MocKBMYaM «Hacb» ¢ ABMXyWMMMCA Gurypamm
3Bepen Ha dacazge [ocyaapcTBeHHOro aKajemu-
YeCKOro LeHTPanbHOro TeaTpa KyKon WMeHu
C.B.06pa3uoBa, feKkopaTMBHbIE ABEpU U3 MeTan-
na c BUTpaxamu B [leTCKOM KyKoNbHOM TeaTpe B
TawkeHTe, opopmneHve dacaga My3biKkanbHO-
Apamatuyeckoro teatpa B Kbisbine (TyBa), 3a uto
OH 6bin ygoctoeH npemuu Cosetra MuHucTpoB
CCCP, v MHorUe apyrue paboTbl.

B 1990-e roabl xy#oXHWK Gonbluyio YacTb
BPEMEeHM 1 CUJ NOCBATM BO3POXAAIOLWMMCS MOC-
KOBCKWUM XpaMaM: Bblpe3an W3 JiepeBa CBETNbIN,
M3bICKaHHBIN B CBOEI NPOCTOTE MKOHOCTAC B Xpa-
Me Mutpocanus BopoHexcKkoro 1 co3aan Kamew-
Hylo anTapHylo nperpagy B uepksu Cnaca Mpeo6-
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paxeHua B TylMHO. ABTOPCKOMY KONNEKTUBY, TPY-
AvBLIeMyCA Haj odhopmaeHneM xpama, Bbina npu-
cyxpaeHa locyaapctBeHHas npemua Poccuiickoi
®epepaumn.

Oco60 npumevatenbHas paboTta nocnesHUx
NeT - NPOEKTUPOBAHNE 1 HeMOCPeACTBEHHOE yyac-
Tue B BO3BeAeHNM xpama CATbIX HoBoMyYeHKoB
1 UcnoseaHnkoB Poccuiickux B bytoBe Ha Mecte
paccTpena ero oTLa v TbICAY APYTVX XepTB CTaNuH-
ckoro Teppopa. B 2003 roay imutpuii LLlaxoBcKoi
6b1n oTMeueH [pamoToit MaTpuapxa 3a 3ty paboty u
B cBA3M ¢ 75-netnem. B 3tom xe rogy Poccuitckan
AKazemMunA Xy[OXecTB Harpaguna ero meAanbio
«[locToHOMY» 32 TBOPYECKMIA BKNAZJ B UCKYCCTBO.

XpOHONOrMyecKn BbICTaBKa HauyMHaeTca C
1948 roaa, K KOTOPOMY OTHOCUTCA TOHKWI W 04y~
XOTBOpPEHHbI nopTpeT Mawwn ®aBopckoit. SKkeno-
31LMA NO3BONAET NPOCAEANTb pasHble NepuoAbl
pab6oTbl LLlaxoBCcKoro ¢ fepeBoM — U306AEHHbIM
MaTepuanoM XyAoxHUKa. OT MOHyMeHTanbHoro,
WAYLLLero OT CTBO/A AePeBa, OpPraHnNyecKy co3ByY-
HOro BpeMeHU «cypoBoro ctuna» «Kamyartckoro
crapoxuna» (1958-1960. I'TT), oT Bbipe3aHHoA
13 CBETJIOr0 JepeBa IaKOHWYHOMW, CTPOro B3Be-
LWeHHOM KoMno3uumm «Xneb» (1967. I'TT), cosaa-
folieil BOKpyr ceba oLylleHne NoYTU MONUTBEH-
HO TULLMHDBI, MacTep NepexoAmT K IerkuM, Bupa-
towum B ceba npocTpaHcTBO pabotaM «MyxcKoii
noptpet B pame» (1974. ['Tl) u «durypa B pame»
(1970-1979. TPM), a TakKe K MOHyMeHTalbHOMY
COOpyXeHWto 13 GpeBeH W AOCOK - «Xopan»
(1973-1979. TPM), 3By4alueMy MOLLHO U TopxKe-
CTBEHHO. fICHbIE 1 YucTbie 06pa3sbl NGUMbIX fe-
Teil U BHYKOB yBeKoBeueHbl B rpaHute «HoBo-
GpauHble» (1978. ApocnaBCcKuUit XyA0KECTBEHHbIN
my3eit), «Hatawa» (1986), «Kons» (1986), «[po-
rynka» (1985-1986. I'TT).

OcMbicavBan nyTb CKyNbnTOpa B KOHTEKCTE
ncKycctBa XX BeKa - CNOXKHOrO, MOMHOMO OTKpbI-
TWIA, MATYLLLETOCA, @ K KOHLY BeKa fjaxe camopaspy-
WNTENbHOTO, — elle 1 elle pa3 ybexaaelbes, 4To
TBOpyecTBO [muTpuma LllaxoBcKoro, oTBeTCTBEH-
Hoe 1 GeCcKOMMPOMMUCCHOE, CBETIOE U LeNoMyA-
peHHoOe - 0fiHa U3 BepLUMH PYCCKOMN KyNbTypbl MU=
HyBLero cTonetus. CBUAETENLCTBO TOMY — €0 Bbl-
cTaBKa B TpeTbAKOBCKOW ranepee.

Jlrodmuna Mapy

The State Tretyakov Gallery presents the solo exhi-
bition of sculptures by Dmitry Shakhovskoy, mark-
ing the 75th birthday of this Moscow artist.

This representative show has gathered
together his works from the State Tretyakov
Gallery, the State Russian Museum, the Lipetsk
State Museum of Fine Arfs named after V.S. So-
rokin and pieces from the sculptor's own collec-
fion.

As never before, Shakhovskoy's works on
show are characterized by their versatility and
richness. They include photography and sketches
for monumental works, freestanding sculptures
and graphics. A special publication «Dmitry
Shakhovskoy» has been prepared to mark the
anniversary exhibition.

Dmitry Shakhovskoy's personal charisma
and his creative falents influenced his contempo-
raries profoundly, often defining and shaping art
trends, particularly in the 1960-80s. Although nei-
ther honoured with official awards, nor titles, over
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many decades he has remained an undisputed
authority among professionals, and a paragon of
artistic and moral excellence.

Shakhovskoy worked mostly with monumen-
tal sculpture in real spaces, with real architecture.
Among his works are the famous clock with moving
figures of animals on the facade of the Obraztsov
Puppet Theatre in Moscow; the decorative metal
gafe with stained glass in the Tashkent Puppet
Theatre; the facade decoration of the Kyzyl theatre
in Tuva republic (for which he received the Award
of the Council of Ministers of the USSR); and many
other works.

The artist was passionately dedicated to the
church renaissance of the 1990s. The wood
iconostasis in the Church of Mitrofan of Voronezh,
carved without any obvious intricacy, evokes deep
religious awe. For the stone church screen in the
Saviour Transfiguration Church in Moscow's Tushi-
no district he and the architects who worked with
him on this project received the Russian Federa-
tion State Award.

Among his most remarkable recent work is
the design and execution of the project of the New
Russian Martyrs and Confessors Church in the
Moscow suburb of Butovo, on the site where his
father and thousands of other victims of the Stal-
inist purges were executed. The Patriarch of the
Russian Orthodox Church awarded Dmitry
Shakhovskoy a Certificate of Appreciation particu-
larly for this work, as well as in honour of the
artist's 75th birthday. The master was also award-
ed the Medal «To the Deserved One» by the Russ-
ian Academy of Fine Arts for the great contribution
in Russian art.

The earliest works in the exhibition date
from 1948, including the spiritually charged por-
trait of Masha Favorskaya. The show takes the
viewer through all the periods of Shakhovskoy's
creative journey: through the experimentation with
his favourite medium, wood, the artist's style devel-
oped from the monumental «Kamchatka Old-
Timer» (1958-60, Tretyakov Gallery) that clings to
a tree trunk and recalls the so-called «severe style»
popular at the time, to the terse and balanced com-
position of «Bread» (1967, Tretyakov Gallery),
delivering a sense of prayer-like stillness, and,
eventually, to the light and spacious «Portrait of a
Man in the Frame» (1974, Tretyakov Gallery) and
«A Figure in the Frame» (1970-79, State Russian
Museum), as well as the powerful and triumphant
monumental «Chorale» (1973-79, State Russian
Museum) made of planks and logs. There are pure
and affectionate images of Dmitry Shakhovskoy's
children and grandchildren in granite, «The Newly
Weds» (1978, Yaroslavl Museum of Fine Arts),
«Natasha» (1986), «Kolya» (1986), «A Walk»
(1985-88, Tretyakov Gallery).

Looking back on the fifty years of the artist's
work, the place he achieved in the complex - some-
times revolutionary, somefimes outfrageous, and
eventually self-destructive - art of the 20th centfu-
ry becomes apparent. His mission was that of
responsible, uncompromising, radiant, pure and
anxious care for the essence of the art of sculpture.
For this reason his works are among the peaks of
contemporary culture, proof of which can be found
at his exhibition in the Tretyakov Gallery.

Lyudmila V. Marts
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