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Belt pendant with
Gryphon depictions

and a wildcat predator
2nd cen. BC - 2nd cen. AC
Sidorovka burial (Kurgan)
complex
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H.C.TOHYAPOBA »
atsa

®parmeHT 9-yacTHo
KOMMO3ULMUM

1911

N.S.GONCHAROVA »
Harvesting
Fragment

of a composition
consisting of 9 parts
1911

Jlamoli ocHosaHuUA My3es NPUHAMO CHUMAMb
21 dekabpsa 1924 200a, ko20a 8 napadHoM 3ase
3anadHo-uuUBUPCKO20 Kpaeso20 My3es
OMKpbUIach 0214 WupoKoli Ny6/IUKU KAPMUHHAA 2a/1epes.
B 4ucne ee nepsbix 3KcnoHamMos
bbuu pabomsi h.A.Alisazosckozo, h.h.fiesumana, A.A.Aopo-
8uHa, B./].tioneHosa, h.h.cuwkuHa, B.¢p.bopucosa-bycamo-
8a, B.6.BacHeyosa,
A.B.beHya, a makke Opy2ux U3BeCMHbIX
XYOOXHUKOB. A MOMe HIMyOIMKPbLIMLEA
KOJUIeKUuA HacYumbI8asia 8ce20
CIMO KUBONUCHbIX NOJIOMEH;
3mu npou3sedeHuUsA U NOHbIHe

cocmas/igromee aopaocmu

B 1923-1929 ropax KpaeBoi My3en
Bo3rnaensan ®egop Bacunbesny Me-
nexwviH (1882-7?), KoTopoMy KapTUHHas
ranepes o6A3aHa CBOMM pOXAEHUEM.
Bnaropapa ero aHeprum v Ueneyctpem-
JIeHHOCTW CTana pelwwaTbcsA 3ajaya opra-
Hu3aummn B CMBMpM KpynHoro XyAoxecTBeH-
HOro LieHTpa, Ka3aBLasAcA HeBbINOAHUMOW B
roabl rpaxgaHckoin BorHbl. C 1924 ropa B
OMCK cTanu noctynatb NepBOKAACCHble Mpo-
n3BefieHUs N306pasnTenbHOro M JeKopaTus-
HO-NpUKNaaHoro uckycctea U3 Mocksbl 1 Jle-
HuHrpaga. H.K.Pepux, nobbiBaBwmnin B OMcke B
1926 rony Bo BpeMs cBoeil 3HamMeHUTON TpaHc-
lMmanaiickon 3skcneauumm (1923-1928), caenan
3anucb B NMyTEBOM JHEBHUKE O TOPOACKOM My3ee Kak 0 «6o-
raTom cobpaHunM KapTuH, ymeno noao6paHHbIX, XapaKTepusy-
IOLLMX TeYEHME PYCCKON LIKOMbIY.

K KoHuy 1920-x rofoB 34ecb CN0OXWI0Cb XOpollee Co-
OpaHue, BK/lOYalOLWEe XMBOMUCb PYCCKMX MacTepoB -
M.A.Bpy6ens, W.E.PennHa, H.K.Pepuxa, [TMsacoenoBa, K.E.Ma-
KoBckoro, M..MawkoBa, nponsseaeHns 3anagHoeBponen-
CKUX XyAOXHUKOB, cpean KoTopbix AapuaH BaH OcTage, [la-
BuA TeHupc Mnagwwun, CnumoH Bya, Xosed BepHe, mpamop-
Hyl0 1 BPOH30BYIO CKYNbNTYPY, XYAOXKeCTBEHHY0 Mebenb u

Papdop.
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B 1932 rogy cobpaHue nonon-
HUOCH WeaeBpaMu aBaHrapaa -

nonoTHaMmn B.B.KanpuHckoro,
O.0.Bypnioka,  A.lfiBneHckoro.
M3 3anacHmKoB [ocypapcTBeHHoOM
TpeTbAKOBCKOWM ranepen noctynu-
NN KUBOMUCHbIE U rpaduyeckme
paboTbl PYCCKUX XYAOXKHWKOB
XIX-XX BekoB - B.E.Makosckoro,
®.A.bpyHn, A.A3kctep, H.C.loHya-
poeoii n M.®.JlapnoHoBa. B 370 xe
BpeMA yBeNMYWICA pasjen 3anaj-
HOEBPOMNENCKOro NCKyccTBa, cdop-
MMpoBanach KOMNEeKLUMA XyA0XKecT-
BeHHbIX nsgenun Kutasa v AnoHun.

B 1940 rogy kKapTuHHas rane-
pes Bblagenunacb u3 coctaBa 3a-
nagHo-Cnbupckoro Kpaeeoro Mmy-
3es, ee npeobpasoBanu B OMcKui
rocyaapcTBeHHbI My3eit 13obpa-
3UTENIbHbIX UCKYCCTB.

LleHHo1 yacTblo ero goHA0B
ABNAETCA KOMNEKUUA WKOoHONW-
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I.N.CEMUPALCKNI
3a Bogoit. 1880-e
®parmeHT

G.I.SEMIRADSKY
For Water. 1880s
Detail

N.NNEBUTAH
OceHb. Ycagbba. 1894

LILEVITAN
Autumn. The Estate.
1894

B.A.CEPOB
MopTpet HensBecTHON
1895

V.AA.SEROV
Portrait of an Unknown
Woman. 1895

cu, ceoeobpasme KoTopoi npuaa-
0T NamMATHUKK Ypana n Cubupw.
B nx umcne obpas «boromatepb
Abanaukasa. 3HaMeHuMe» — CnuUcoK
XIX Beka ¢ apeBHel cubupcKkoi
WKOHBbI, HanuncaHHo B 1637 rogy
npotoaMakoHoM oTuoM Martdeem
AnA xpama B cene Abanak 6113
To6onbcka. Ha npoTsxeHun Be-
koB «boromaTtepb Abanaukas» saB-

nAnacb CMMBOJIOM NpPaBOC/iaBUs B
Cubupu.

Cobpanue xusonucu XVIII-
XIX BeKoB oTnMyaeTca BbICOKMMU
XY[L0KeCTBEHHbIMU AOCTOUHCTBA-
MW, pasHooOpasuveM KaHPoOB U
ctunen. LlenbHo n wupoko npea-
CTaB/IEHO TBOPYECTBO XYAOXHU-
KOB-MepeiBUXHUKOB, YTO MNO3BO-
nAeT npocneiuTb BCHO MCTOPWUIO

3Toro ABMXeHuA. He MeHee MHTe-
pecHa 3KcnosuuuMs npousBeje-
HWUI HeoaKajeMWUCTOB, MPOAOH-
KaBLIMX TpaauLUMM Knaccuumsma
1 poMaHTU3Ma.

Aapo wnHTepecHerwen Kon-
NeKuMn pyccKowm xueonucu pybe-
xa XIX-XX BeKoB cocTaBafoT pa-
6071 B.A.CepoBa, AH.benya, H.K.Pe-
puxa, b.M.Kycroamesa, K.A.Kopo-
BuHa, M.®.JlapnoHosa, H.C.loHua-
posoii, N.W.MawkoBa, A.B.JleHTy-
no.a, l.MN.KoHuyanosckoro, A.B.Ky-
npuHa, PP®anbKa.

C 1996 roga myseit HOCUT UMSA
ypoxeHua OMcKa, Bennkoro pyc-
CKOro xyAoXHuka Mwuxaunna Anek-
caHgposuya Bpybena. B napagHom
3ane My3es 3KCMNOHMpYyeTCA ero
Komnosuuma «LiBeTbI», cocToALan
N3 Tpex LeKopaTUBHbIX NaHHO, CO-
3aaHHbIX B 1894 rogy ana MocKos-
cKoro ocobHsAKa yetbl [lyHkep. 310
eAVHCTBEHHble MOHYMeHTasbHble
npousseseHus Bpybena B myseit-
HbIx cobpaHusax Cnubupw.

OMCKuUn My3eit XpaHUT He-
CKONbKO pefKnX KoNieKkuui, yse-
NINYMBAIOLWNX XYAOXKECTBEHHYIO,
NCTOPMYECKYI0 M Hay4HY LeH-
HocTb Bcero cobpaHus. K HuM oT-
HOCATCA apxeonornyeckue fpes-
Hoctu 3anagHoit Cubupu, B TOM
ynucne yHUKanbHble MaMATHUKMU,
AatmpyeMble BTOPbIM TbicAYeneTu-
eM [10 Hallew 3pbl.

OmMckuii obnacTHoi My3sen
1306pa3unTeNbHbIX UCKYCCTB NMe-
Hy M.A.Bpy6ens pasMeLLeH B ABYX
3aHusAX - ObiBlLIEM ABOpLE reHe-
pan-rybepHaTtopoB 3anagHoi Cu-
6upu 1 CtenHoro Kpas, NOCTPOEH-
HOM B CTWNe HeopeHeccaHC B ce-
peanHe XIX cTtonetna apxmTeKTo-
pom ®.®.BarHepomM, 1 B GbiBLIEM
lopoackoM ToproBoM Kopnyce,
BO3BeAeHHOM B Hayane XX BeKa B
TPaAMLMAX MOCKOBCKOro amnupa
cmbupckum 3oauum A l.Kpsuko-
BbiM. O6Ga 37aHMA ABNATCA ap-
XUTEKTYPHbIMWU NaMATHUKaMU U
JOCTONpMMeYaTenbHOCTAMN CTa-
PVHHOrO cMbUpCKoro ropoaa.

Anna [ymeHiok,
Hamanbsa Toncmas

M.A.BPYBEJb
Po3bl u nunnn
MnacdoH n3
KoMMno3nuuu
«LiBeTb». 1894

M.A.VRUBEL
Roses and Lilacs
Panel from the
composition
"Flowers". 1894

N.N.MALLKOB

Tpw cecTpbl Ha AnBaHe.
H. J1. n E. CamoiinoBbl
1911

1.I.MASHKOV

Three Sisters on the Sofa.
N. L. and Ye.Samoylova
1911
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THE M.A.VRUBEL
OMSK REGIONAL
MUSEUM OF
FINE ARTS

MosAcHasa nnacTuHa

CO CLeHON Tep3aHua

1 GAAWKN HAWWBHbIE

Il BeK fio H.3. - |l BeK H.3.
CupopoBka, KypraHHbii
KOMMeKc

Belt plate with a scene

of tormenting and
aftached pendants

2nd cen. BC - 2nd cen. AD
Sidorovka burial (Kurgan)
complex
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ONE CAN SAY THAT THE M.A.VRUBEL OMSK REGIONAL
MUSEUM OF FINE ARTS STARTED ON DECEMBER 21
1924 WHEN THE WESTERN SIBERIAN REGIONAL
MUSEUM OPENED A PICTURE EXHIBITION IN ITS MAIN
LOBBY TO THE GENERAL PUBLIC. THE GALLERY SHOW-
CASED 1.K.AIVAZOVSKY, ILLEVITAN, KA.KOROVIN,
V.D.POLENOV, LI.SHISHKIN,
V.E.BORISOV-MUSATOV, V.M.VASNETSOV AND
A.N.BENOIS AS WELL AS OTHER WELL-KNOWN

ARTISTS. BY THE TIME OF

i N
a5 ITS INAUGURATION THE COLLECTION
INCLUDED 100 PAINTINGS, THAT UNTIL
TODAY CONTINUE TO BE

ITS CORE AND MAIN PRIDE.

From 1923 to 1929 the Regional Museum
was headed by Fyodor Vasilyevich Melekhin
(1882-7?), who played the role of father to
the picture gallery. His energetic and rigor-
ous leadership made the idea of creating a
major cultural centre in Siberia possible,
despite the fact that it had been so remote
during the years of the Civil War. From 1924
Omsk requested first-class works of visual
and folk art from Moscow and Leningrad.
N.K.Roerich, who happened to pass through
Omsk in 1926 while on his famous trans-Himalayan expedi-
tion (1923-1928), made a note in his travel diary referring to
the local museum as "a rich collection of pictures, skilfully
selected in order to represent the development of the Russian
school".

By the late 1920s the improved collection included
painting by Russian masters such as M.A.Vrubel, 1.Ye.Repin,
N.K.Roerich, G.G.Myasoyedov, K.Ye.Makovsky, |..Mashkov,
and some Western European masters, such as Adriaen van
Ostade, David Teniers the Younger, Simon Vouet, Joseph Ver-
net, marble and bronze sculptures, and exclusive furniture
and porcelain.

In 1932 the collection expanded with avant-garde master-
pieces: V.V.Kandinsky, D.D.Burlyuk, A.G.Yavlensky. The State

Tretyakov Gallery shared with the
museum its painting and graphics by
Russian artists of the 19th-20th
centuries: V.Ye.Makovsky, FA.Bruni,
A AEkster, N.S.Goncharova and
M.FLarionov. At the same time the
Western European art section
expanded and a separate exposition
of artworks from China and Japan
was created.

In 1940 the picture gallery
broke away from the Western
Siberian Regional Museum and
turned into the Omsk State Muse-
um of Fine Arfs.

A valuable part of its collection
is dedicated to iconography, with
very special icons from the Urals
and Siberia. One of its jewels is the
unique "Our Lady of Abalak. Sign,"
which is a 19th century copy of an
ancient Siberian icon painted in
1637 by the protodeacon father
Mathew for the church in the village
of Abalak near Tobolsk. For many
centuries "Our Lady of Abalak" was
considered the symbol and patron
of the Orthodox faith in Siberia.

The collection of painting of the
18th-19th centuries has many artis-

M.®.JIAPUOHOB
Masnvn. 1907

M.ELARIONOV
Peacock. 1907

tic merits, and is very diverse as far
as the genres and styles represent-
ed. The work of the "Peredvizhniki"
movement is represented most fully,
tracing back through its full history.
The gallery of works by neo-acad-
emists who continued the traditions
of classicism and romanticism is no
less fascinating.

The core of the extremely
interesting collection of Russian
painting from the furn of the
19th-20th centuries is composed
of works by V.A.Serov, AN.Benois,
N.K.Roerich, B.M.Kustodiev, K.A.
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Korovin, M.FLarionov, N.S.Gon-
charova, l.I.Mashkov, A.V.Lentulov,
PP.Konchalovsky, A.V.Kuprin, and
R.R.Falk.

In 1996 the Omsk Museum was
named after the Omsk native, and
great Russian artist, Mikhail Alexan-
drovich Vrubel. The three decorative
panels "Flowers" of 1894 that he
painted for the Dunker family are
exhibited in the central hall of the
museum, the only monumental art-
work by Vrubel in Siberian collec-
fions.

There are some rarities in the
Omsk Museum which festify to the
high artistic, historical and scientific
value of the Museum’s general col-
lection, among them archaeological
findings from Western Siberia, some
of which date back to the 2nd centu-
ry BC.

The M.A.Vrubel Omsk Regional
Museum of Fine Arts occupies two
buildings: the former residence of
the Governor-Generals of Western
Siberia and the Steppes built by
architect FFWagner in the middle of
the 19th century in the neo-renais-
sance style, and the former City
il s

Ay Y| i |
" - ¥ T F

i AT} nal ¢ Trade Building erected by Siberian’s
o (0 - A fﬁ? '.5-'45'[ Rl TR \ : . own architect A.D.Kryachkov at the
prips o > e L kg el s, % s - s R gty d ' ' beginning of the 20th century in the
S 2NV : ! best traditions of Moscow's Empire
style. Both buildings are landmarks
of the ancient Siberian city.
Alla Gumenyuk,
Natalia Tolstaya

=

B.B.KAHMHCKMNI ATABNEHCKUI
LlepkoBb B MypHay Hattopmopt
Oxono 1908 C NecTpon cKaTepTbio
1909
V.V.KANDINSKY
Church in Murnau A.G.YAVLENSKY
Approx. 1908 Still Life with
a Bright Tablecloth
1909

A.B.JIEHTYN1OB
0611ecTBo 3a CTONOM
1916

AV.LENTULOV
Society Gathered
around the Table.
1916
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KapTuHbl

JXKOPIX [10Y. Herp, ykpouwato-
Wi 6bika. DaKT, MMeBLWNIA MecTo
B Amepuke B 1809 roay. 1810
Cob6paHue Menun, XbtocToH

GEORGE DAWE. A Negro Overpow-
ering a Buffalo - a fact which

occurred in America in 1809. 1810.

The Menil Collection, Houston,
Texas, USA

«Herp,
YKpOLLAIOLWMIA
ObiKa..»

U TpeneTHaA

«kynbetra»

B 3apPYOeXKHbIX
cobpaHmAx

aHMMasAcb MHorve roabl Hacneavem Jloy, He pas
3ajaBanacb BonpocoM, KTo, MywkuH nnn lorons,
oKasancs 6amKe K NOHUMAHMWIO CYTU UK, TOYHee,
CNOXHOWN MeTaMopdo3bl, NPpOUCLUEALLEN C 3TON He-
OpPAVMHApHON, HO «pacTMpaXKMpoBaBLLen» cBoe Aa-
poBaHVe NTNYHOCTbIO.

Doxopmk oy (1781-1829) poannca n copmumpoBanca
B XyAoxecTBeHHoI cpese JloHgoHa. Ero otey, @unun oy 6611 nsBe-
CTHbIM TpaBepoM W XyAOXHUKOM-KapukaTypucTtoM. KpecTHbiM OT-
LOM cTan OAWH U3 POAOHAYalIbHMKOB aHMMMNCKOro »aHpa -
[xopax MopnaHg, B 4ecTb KoToporo [loy-Mnaawmi 1 noiy4un ceoe
umaA. B 1807 rogy Kak 3HaK namsaTu Gyaet onybnnkoBaHa buorpa-
¢dua «<KunsHb Jopaxa MopnaHga ¢ 3aMmeyaHMAMM O ero nponssege-
HUsAX k. [oy»® B KHUre MOXKHO 0GHapYKWTb «NO3TUYECKMe» npe-
yBeNMYyeHns, CBONCTBEHHbIe XY[OXeCTBEeHHOW nuTepaType, HO B
Hell COAepXUTCA PAA TOUYHbIX HabnogeHWin o TBopyecTBe MopnaH-
Aa, KoTopble MOT CAenaTb TONbKO XyA0XHMK. [10CTOAHHYIO HexBaTKy
AeHer v 6oreMHbIn 06pa3 xu3HM MopnaHaa, NnpuBeaLMe K ero paH-
Hel cmepTy, [loy BocnpuMeT npefocTtepexeHuem. [ofgcosHaTensHo,
a no3aHee CO3HaTe/bHO, PAacYeT/IMBO U MocnefoBaTeNbHO OH byaeT
WATU K NpU3HaHuo 1 puHaHcoBomy Gnarononyyuto, Ho [loy nepe-

XU 1 NOpPY POMaHTUYECKNX YBJIEYEHUIA.

Pap nponssegsennn 1810-x rofoB, NCNONHEHHbIX YXe TPpUA-
LaTUNETHUM XYAOXKHUKOM, 0coBeHHO 3KcnpeccuBHbl: «Herp, yK-
powatowmnin 6eika..» (1810), «@unun XosopT B 06pase toHOroO
lepKkyneca, yaywatowmin 3mes» (1811), «Martb, cnacatowas pebeH-
Ka 13 opauHoro rHesga» (1813).2 [ipyrve - nog4epKHYTO IMPUYHBI:

! Herp, ykpowatowuii 6bika. Pakt, nmeslwmin mecto B AMepuke B 1809 rogy. 1810.
Xoncr, macno. 203,8x204,4. Konnekuua Menun B XblocToHe, Texac.

2The Life of George Morland, with remarks on his works. By G. Dawe, London, Vernor, Hood
and Sharpe [etc] 1807.

3 .
KaptuHa «®uavn Xosopt B 06pase toHoro fepKysieca, yaywatowmin 3Mes», U3BecTHa no
rpastope lerpu [oy 1812 roga (My3eit Buktoprn n Anb6epTta); MeCcToHaxoxaeHue nonoT-
Ha «Marb, cnacatowas pe6eHKa 13 OpANHOro rHe3Aa» He yCTaHOBEHO.

NMYBNWKALNN
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«KeHeBbeBa» (1812), «Moptper
aktpucbl O'Henn B ponu xynbert-
Toi» (1815).* TonbKo HaxoAKW no-
CnefHuX neT, B TOM yucie caenaH-
Hble B HOBO3eNaHACKMX U amepu-
KaHCKMX cobpaHusax, Gnarogaps
nccnefoBaHUAM, MOALEPHKaAHHbBIM
ueHTpom [Mona MennoHa no msyye-
HWUIO GpPUTAHCKOrO WCKyccTBa B
JlougoHe W aHanornyHbiM Menb-
CKUM LeHTpoM B Hbio-XeiBeHe,
no3BOANAN ONpejennuTb MecTOoHa-
XOXAeHME nepeyncieHHbix paboTt
[Jloy vnn HanTn nx Bocnpoussepe-
HVe B pefiK1X rpaBropax.

TeNibHble 0COGeHHOCTU GUrypsbl
YuncoHa, KoTopas oGHapyxunBana
B pa3HbIX paKypcax CXOACTBO TO C
TOpPCOM NpeKpacHoro AHTUHOA, TO
MyxecTBeHHoro lepKyneca. Haxo-
A8 B YW/COHe «xapaKTepHOCTb U
COBEpLIEHCTBO», CBOWMCTBEHHOE
aHTMYHbIM cTaTysM, JloypeHc Ha-
6pocan 3cKu3 c ero n3obpaxeHu-
eM Ha xoncrte. [loy B cBOlO o4epeab
aHraXKuposas BeMKONENHylo Mo-
AeNlb U WUCMOMHUA CMOJHYI 3Hep-
MU 1N ABUXKEHUS» KapTUHY, KOTO-
pas, Kak OH monaras, A0/KHa npu-
HecTM eMmy 3BaHMe aKajeMuKa.

Mo mpaduyuu cyumaemcs, Ymo croxem KapmuHb i «Heep, ykpowarowjutii 6b1-
Ka...» OCHOBAH HA PewIbHOM CJIy4ae, npoucweowem

C YepHOKOXKUM MOpAKoM u3 bocmoHa YuncoHom. Yuncon

nopaxa 8006paxkeHue cospeMeHHUKOB.

Mo socnomuHaHusaM xyooxHuka beHoxxamuHa Pobepma XeliooHa, YuncoH
omJiu4a/IcA cusioll U BeJiuKosienHol amiemuyecKol

¢uypolii: MbIWyYbI GbUTU YeMKO BbIPAXKeHbl, KOPNYC ABNANCA
«NpesocX00HbIM 06pa3yoM Kpacombi U 08UMXeHUSA — HebosbLLioe mesio u
6o/1blILEe KOHeYHOCMU C MAJIEHbKUMU COYJIeHeHUAMU, —

€0 04epmaHus GbUIL OKPYRIbIMU, HUYMO He Mewa1o npupode
COXPaHANb €20 Kpacomy Npu JI06bIX NOMOMKeHUAX .

XelidoH, socxuwasacb 06HapyKeHHbIMU 8 He0bbIYHOU

MoOeJiu 8ceMU B03MOXXHbIMU «NOJIOUMEJ/IbHbIMU Yepmamu
6pymasibHoCmUP, cOeJIa1 C8bIie Mpuoyamu HabpocKos

U OaXKe 3aKa3aJ1 C/IenKu C 8bIpa3umeJsibHO20 mopca Yu/icoHa

8 Pa3HOM NOJI0XKe HUU, UCNOJIHeHUe KOmOopbiX e08a He CMowio

noc/sie0HeMy Xu3HU.

YaouBuTenbHO, HO OAUH U3
cnenkos ¢ ¢urypbl YuncoHa Haps-
[y CO C/ienKaMu C aHTUYHbIX CTa-
Ty M 3HaMeHUTbIX penbedoB [Map-
(heHOHa, NpuBe3eHHbIX B AHMMIO
nopaoM 3nmKuMHOM, Bbin oThNpas-
neH XengoHom B 1818 rogy B [e-
Tep6ypr B AKagemuio xygoxects.®
Tomac JloypeHc oTmeuyan nopaswu-

KaptuHa 6bina ypoctoeHa npe-
CTVDKHOWM M 3HAYUTENIbHOW AeHex-
HoW npemun oT BputaHckoro WH-
CTUTYTa, HO XeJlaeMoro 3BaHuA ee
aBTop He nonyyun. B nepuog xect-
Kol OGopbObl 3a aKajemuyeckue
3BaHUA co3jaHue 3TOro MosioTHa
[Jloy yBenMunno 4mcno ero CTopoH-
HMKOB, HO OMMO3ULUMA Nocnewnna

4 .
«KeHeBbeBa» B My3ee HoBoit 3enananu, BenmHrron, uncnutes noa HaseaHveM «flama u apgucm.
Croxet onpegenen [b. AnapeeBoii. MectoHaxoxaeHune opuruHana «Moptperta aktpuckl O" Heiin
B ponu [LKyNnbeTTbI» He ycTaHoBAEHO. IcKus. XoncT, macno. 63,6 x46.

Bubnunoteka ®onaxepa, BalwmHrToH.

®The Autobiography and Memoirs of Benjamin Haydon. Tom Taylor ed.1926, p. 106-107.

€ The Diary of Benjamin Robert Haydon. Edited by Willard Bissell Pope. Harvard University Press. Cam-

bridge. Massachusetts, 1960, v. II, p. 181, note 2.

" The Diary of Joseph Farington. Edited by Kathryn Cave. Volume XI, January 1811 - June 1812.
Yale University Press. New Haven-London, 1983, p. 3841, 3852.

8 Richard Dorment. Slaves to the Stereotype. - The Daily Telegraph, January 10, 1996.
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BEHIXXAMUH
POBEPT XEMOH
YUNcoH, HaTypLymK-
Herp

CeHTA6pb 1810
PucyHok

BENJAMIN ROBERT
HAYDON

Wilson, the Negro
model

September 1810.

A Drawing

06bABUTL ee 3pdeKTHON «mHcue-
HUPOBKOWN, NUIIEHHOW 6Gonbluoi
BbIPa3nNTENIbHOCTUY U «MONHON He-
noctatkos»’. M3-3a manononynsp-
HOI TeMbl paboTa He 3aciyxuna u
6onbworo nNpusHaHusa ny6aAnKu.
Tonbko B Hawe Bpems B 0630pe
BbicTaBKM «M306paxeHne YepHo-
KOXWX B OpPUTAHCKOM WCKycCTBe.
1700-e -1990-e», cocTosBLeliCA
3umoin 1996 roga B lanepee TeiT B
JloHpoHe, BHOBb noABMioCh yno-
MWUHaHWe 3TOro npou3BeAeHUA
[oy. AsTop ouepka Puuapa [op-
MeH nucan: «[loy cnoBHO 6bin Bbl-
HYXAeH NoKa3aTb YW/CcoHa He KaK
cBobosHoro yenoseka 3anaga, a

KaK Haroro AuKaps, npeBoCXoAs-
LLLero X1BOTHOE TONbKO cBoen ¢hun-
3U4ecKoii cunon»®,

CoBeplueHHo MHOI 06pa3 3a-
neyatneH B «[lopTpere aKTpuchbl
O'Hein B ponu [kynbettbi». 3Hame-
HuTasa vpnanaka O'Hewin, nonyyms-
Wwasn nackoBoe npo3suie lonybKa,
cBouM AeboToM Ha JIoHZOHCKOM
cueHe B ponu [KynbeTTbl, COCTOAB-
wuMcA B okTAGpe 1814 roaa, noko-
puna aHruiickyio cronuuy. Cnek-
TaK/b NPOV3BEN HACTOALLYI0 CeHca-
umo. bonbWMHCTBOM NOHAOHCKMX
TeatpanoB O’Heiin Gbi1a npusHaHa
«Monoxe n nydqwe rxku CuagoHe».
BepoATHo, BcKope, nocsie cTonb rpaH-
AMO3HOrO ycrexa BOCX0AsLLeil 3Be3-
Apl, [loy npucTynun K UCNonHeHuto
ee nopTpeTa. JleToM cnegytoLlero
1815 roga ocrtaBanocb MCMOMHUTb
toH,  ans 3Toi paboTbl Obin Npura-
WeH BMOCNEACTBMM 3HAMEHUTbIN
aHmunncKkun nensaxumct JxoH Kon-
cTeb, KOTOpbIN, KaK CBUAETENbCTBY-
tOT €ro NCbMa 1 BOCMOMUHAHUA CO-
BPEMEHHUKOB, Hanucas 3K30Tuye-
CKMWe LBeTbl U Apyrve akceccyapbl.
KoHcTebn Obin ypesBblyaiiHO yBie-
YeH TEMOW W Crewun «nepectynntb
nopor goma [loy, KaK TONbKO 4achl...
61K wectb yTpar’.

3aKoHYeHHasa  KoMMo3uuus
Npov3BOAMT CTaTMYHOE Brevate-
H1e, HO AOCTaTOYHO BCMOMHUTbL 0CO-
6eHHOCTV TeaTpanbHOMN Urpbl KOHLA
XVIII - nHavana XIX Beka, uT0GbI
npeAcTaBuTb, YTO OHa, 6e3ycnoBHO,
BOCXOAUT K peanbHoi KapTtuHe. lNo-
CTAHOBKa CMeKTaKfeid BK/OYana
pAZA CLEH, NPU KOTOPbIX NoAoXeHue
aKTepa, NpMHUMaBLLEro TeaTpasbHO
BbIpa3nTeNbHy0 Mo3y, hUKcUpoBa-
J10Cb A MPOU3HECEHUS KITHOUEBbIX
MOHOJIOFOB M BbIXUJAHWUA Clefyto-
WMX 33 3TUM OYpHbIX anjaogucMeH-
ToB. /IMeHHO ofiHa 13 TaKMX CLeH 13
3HaMeHMTOro crekTakna «Pomeo u
[xynbeTta» Bocnpoun3ssegeHa [loy B
noptpete O'Henn. ToT ke MoMeHT
ApaMmbl, HO C ApYrov UCMOJHUTENb-
Huuei, n3obpasun IyxoH Onu B Kap-
TWHe, 3KCnoHMpoBaBLuelica B Kopo-
NIeBCKOM aKajeMumn XyAoXecTB B
JNonpore B 1803 roay. 3a aBa ropa
[0 CO34aHus KapTuHbl [oy Ty e
cueHy B ucnonHeHun mucc CteHnu
3anevatnen Tomac ®uaunc.'

JOKOPIX Aoy
Moptper A.®.3akpes-
ckon. 1823

lanepes A.JlaxmaHa,
KenbH

GEORGE DAWE
Portrait of
A.F.Zakrevsky. 1823
The Alexei Lahman
Gallery, Cologne

®lan Fleming-Williams
Constable as a Back-
ground painter //
Country Life, Decem-
ber 23,1971,p. 1784
(illustrated); John
Constable’s Corre-
spondence. Early
Friends and Maria
Bicknell
(Mrs. Constable).
V. I, Edited by
R.B.Beckett. Suffolk
Records Society,
V.VI. 1964, p. 142.

10 Pressley, William L.
A catalogue of paint-
ings in the Folger
Shakespeare library,
1993, pp. 194-196.

“ Bbecmywes A.A. Mucb-
Mo K M3patento. -
«CbIH OTevecTBa»,
1820, N2 44, 4.65.
LnT. no KH.: leka-
6pucTbl. IcTeTnKa
M KpuTuKa. - M.,
1991, c. 70-71.

IzI'Io.clpoﬁHee 06 3TOM
cM.: AHOpeesa I
A.C.TMywKuH n Dxopmx
[oy. HoBble cTpaHu-
ubl. - «MckyccTBo»,
1989, N2 6, c. 58-62.

CueHa, u3bpaHHas JJoy Kak 0cob6o sobumas ny6aukod,
NOMUMO Npoy4e20 0eMOHCIPUPOBWIA «@PevecKUe Yepmb P
Jluya u «KaccuvecKue nponopyuu» ¢uaypbl GKMpUchbL
U306pareHue 6bicmpo npuobpesio uzsecmHocmb G/iae 00a-
pA socnpou3sedeHuto 8 2pastope [px. Meiina, ucnosiHen-
Holi secHoli 1816 200a. Ymo kacaemcs camoz0 opuuHaa,
8epoAmHo, UMeHHO OH bbu1 npuse3eH 8 Poccuto u npeod-
cmaaneH nemepoypecKoli ny6/iuke Ha s8bicmasKe 8 Akade-
Muu xydoxecms 1820 200a. Byoywutli dekabpucm A. becrmy-
JKes, sbicmynuswiuli 8 Ka4ecmae pa3bopHUB020 KPUMUKA
BbICMABKL, omMemw: «4mo-mo 3¢hupHoe 8UOHO 8 aKMpuce
OHrunn... Kaxxemcs, dyx LLlexcnupa (8 dpame komopozo 2. [los
u306pa3sun ee ) Nposu 0cobeHHyH0 XU3Hb Ha 8Ce e20
npoussedeHus...»

3pumenu ke «eQUHOOYWHO NPU3HA/IU JTyYwiel»

Cpeou MHO204UC/IeHHbIX IKCNOHUPOBABWIUXCA

ppabom Jloy umeHHo «[Topmpem akmpucbi O’ Heiin

8 pamu xynemmop."!

Ycnex KapTUHbI NO3BOAWA XKW~
BOMWCLY WCMONb30BaTb Ty Xe ca-
MYI0 KOMMO3MLMIO MpU CO3AaHWUU
nopTpeTa M3BecTHON neTepbypr-
cKkol KpacaBuubl A.®.3akpeBcKoi
(1823). imeHHO K ee un306paxe-
Huto Kuetu [loy obpalueHo 3Hame-
HuToe ctuxotBopeHue A.C.TTywku-
Ha «MopTpem (1828)."”2

AHIMACKNI MacTep 04YeHb 0~
poXun cBoein paboToit: B poCKoL-
Holi neTepbyprckoii MacTepcKoi
XyfoxHuKa noptpetr O'Henn 3aHu-
MaJ LieHTpasbHOe MeCTo, YTO XOpo-
Wwo BUAHO Ha rpastope [bx.benHe-
Ta u T.PanTta «[loceweHne umne-
patopom AnekcaHgpom | mactep-
CKOM XyAoXHUKa Jloy B SpmuTa-
xe» (1826).
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B 3ckuse, ropasgo 6Gonee
CKpPOMHOro pasmepa, obHapyxeH-
HOM B cobpaHun 6GubAnOTEKNU
®ongxepa B BawunHrroHe, Hame-
YyeH rnaBHbIN 3ambicen [loy - nopa-
3UTb 3pUTENA POMaHTUYECKUMMU
apdeKTamMn: CNOXHbIM NpPUEeMOM
ABOWMHOMO MCTOYHWUKA OCBELLeHUA,
KOHTPacTOM CBeTa U TeHU. IK30TU-
YecKU LBETOK B MpaBOM yray
KoMno3muumn - «ronyboin LBETOK
cTpacTu», onybaVKOBaHHbIN B 13-
AaHun PobepTta TopHToHa «Xpam
®nopb» (1800). ABTOp KHUMM OT-
Meyaert, YTo pacTeHue pacLBeTaeT
1 yMupaeT Bcero 3a Tpu gHA. [loy
BblOMpaeT 3TOT peAKUIN MOTUB KaK
CMMBOJ NPEKpacHoW, Ho BbicTpo-
Te4yHoW No6BU.

YeMm Obin ABMKUM XYLOXKHUIK,
CTO/Mb Pe3K0o MeHAs TOHaNbHOCTb
cBoux npousseperHnii 1810-x ro-
AO0B, - TBOPYECKMM COMHEHUEM,
NMOMCKOM CBOEI TeMbl, XellaHneMm
COOTBETCTBOBATb BKYCY Ny6ANKN?..

16 TPETbAKOBCKAS TANEPES

Tema HeyenoBevyeckoW Cunbl,
60pb0Obl M NpeofoNeHNA 3BYUNUT U
B ctoxeTe «Herp, ykpouwawwui
OblKa..», U B NopTpeTe-KapTuHe
«®uann XoeopT B obpase HOro
l[epkyneca, yaywawowmn 3mear.
Komnosuumnn BocnpuHumatoTcs
«MCUX0-aHaTOMMYECKUMU» 3TIOJa-
mn. N3BecTHo, yto [loy BHMMaTeNb-
HO M3y4an aHaTOMUIO U NPOABASAN
uHTepec K ncuxuatpumn. B Kopo-
JIeBCKOM aKajeMun XyAoXKecTB B
JNloHpoHe HaxoauTeA ero pabota
«Opepxumbin» (1811)", nepenan-
HaA B cobpaHue B CBA3W C npu-
cyxaeHvem [loy B 1814 ropy 3Ba-
HUA aKageMuKa.

O6HapyeHHble KapTuHbl, be-
3yC/IOBHO, BaXKHbI (haKT TBOpYe-
cKon aBTobuorpadun [doy. Bpemsa
MX CO3JaHUsA — NpUBNIMKEHME N1Ka
npocteccroHanbHOro NpuU3HaHuA
XYAOXXHUKA Ha ero poauHe. Bos-
MOXXHO, paboTas Hag NopTpeToM
O'Heiin B ponu, KoTopasa caenana

THE TRETYAKOV GALLERY #2' 2004

JKOPIK IOy
®unmn XosopT

B 06pase 1OHOMO
lepkyneca, yaywato-
wwi 3men. 1811
pastopa lexpwu Loy,
1812. Mysen
Buktopuun 1 Anbbep-
Ta, JlonaoH

GEORGE DAWE
Philip Howorth

as the Infant Her-
cules Strangling the
Serpent. 1811.
Engraving by Henry
Dawe. The V&A Muse-
um, London

3 BapwuaHT - B Kopo-
NIeBCKOM MeULIH-
CKOM Konnege
B JloHA0He.

" Layard, G.S: Sir
Thomas Lawrence’s
Letter-Bag, London
1906, p. 136.

ee 3HaMeHWTOMN, KMBoMucel, Mey-
TaN 0 CBOEeM 3Be3/HOM Yace, 0 Npu-
3HaHMW 1 cnase...

[loy npoaemoHcTpupoBan
CBOIO CNOCOBHOCTb K CMenbIM, 3¢-
(heKTHbIM KOMMO3MLUMAM, HO... UC-
TOpUYeCKMe U MCTOPUKO-XKaHpo-
Bble MPOM3BefeHUA He npuHecn
Gonbwux pener. lNepea rnasamu
6bin GnectAwmii npumep Tomaca
JloypeHca, n3bpaBlero nyTb Xxy-
[NOXHMKa-NnopTpeTncTa U B Havyane
1810-x rogoB 3aBajieHHOro 3akKa-
3aMW, KOTOpble rapaHTMpYylOT cTa-
OWUNbHBIA 1M MPUANYHBIA 3apabo-
ToK. JloypeHc npovuBeTtaet, NoaHW-
MaeT LUeHbl Ha CBOW Mpou3Beje-
HuA. oy GopeTca n npeojonesaet
B cebe McKyweHve BoNbLINM XKaH-
pOM WCTOPMYECKON KapTUHBbI, OT-
[laB laHb IMPUYECKOMY, HO He BOC-
TpeboBaHHOMY LIMPOKO XaHpy Te-
aTpanvM30BaHHOrO M NMTEpaTypHO-
ro noptpeta. OTmeTuMm, 4TO ero
«bonbluMe Hagexabl» Ha AOXOAbl
OT MOANUCKM U MPOAAXKM rPaBlop C
«Moptpeta aktpucbl O' Heiin B po-
nn [KynbeTTbl» He onpaBAaNuUCh.
Bckope [loy ctaHoBUTCA NpuaBOp-
HbIM MopTpeTUcToM repuora KeHt-
CKOro, COMpOBOXAaeT ero B nyTe-
wecTtBun B EBpony, K MecTy BCTpe-
4un rnaB rocyAapcTB-coto3HuL, Jloy-
PeHC BMAWT B HEM OMACHOrO KOH-
KypeHTa. CTonkHyBLwmch ¢ [loy B Aa-
XeHe, B OAHOM 13 nnceM K DenpuHr-
TOHY OH 3aMeTuT: «be3 nATN MUHYT
yeTblpe A oTnpaBuncA Ko [Bopy
[Anekcangpa l], 3ametuB r-Ha [oy,
npobupatowierocsi 6M3KO OT Hero
(npowy npouleHna), nonsan BAOAb
yauubi» ',

[Joy 6bin npeactaBneH Anek-
caHgpy |, npurnacmswemy ero pa-
6otatb B Poccum Ha HeBepoATHO
BbIFOJHbIX YCN0BUAX (4TO BbI3Ba-
no 6ypio NpPOTECTOB B OTEYECTBEH-
HOW NaTpUOTUYECKN HAaCTPOEHHON
npecce). Mo npubbiTun B MNetep-
Oypr oH nosy4yaeT MacTepcKyl B
LLleneneBckoM foMe, npuMbIKato-
eM K MMNepaTopcKoMy ABOPLIY.
B cumTtaHHble rogbl [loy co3paer
TO, YTO COBPEMEHHWKWN Has30ByT
«abpurKon NopTpeToB», - MO CyTH,

JKOPIX A0y

Moptpet Anekcanapa MetpoBuya Epmonosa. 1825
Xoncrt, Macno

locynapcTtBeHHbI MicTopuyeckuii mysein, Mockea

GEORGE DAWE

Portrait of Alexander Ermolov. 1825
Qil on canvas

State Historical Museum, Moscow
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JOKOPX I0Y
MopTpet BenuKoi
KHAMMHU AHHbI
MaBnoBHbI
1824-1825

Xoncrt, Macno
OcTaHKVHCKUIA
ABopel-My3eii, Mocksa

GEORGE DAWE
Portrait of Grand
Duchess Anna
1824-1825

Oil on canvas
Moscow “Ostankino”
Estate Museum

dhamMunbHoe npeanpusATMe ¢ yvac-
TMeM AByx GpatbeB - leHpu u
Oxenmca ®ununa [oy, cecTpbl
M3apu, ee Mmyxa Tomaca PanTa u pa-
[la PYCCKUX YYEHWUKOB, B TOM YuMCIle
nutorpacdoB 1 rpaBepos, Mo Mpo-
M3BOACTBY W TUPaKMpPOBaHUIO B
XMBOMUCHbIX NMOBTOPEHUAX W rpa-
BIOpaxX BOEHHbIX W BeJNKOCBeT-
CKux noptpetoB. [loy nepBbii U3
cobpaTbeB MO XyA0XECTBEHHOMY
Lexy pewnT o6paTuTbCs K uMnepa-
TOpy C Npocbboii NpefoCTaBUTb Xy-
JOXHUKaM B Poccuum sawmty mx
aBTOPCKOrO MpaBa — KOHTPOJIb 3a TU-
paXkMpoBaHUEM OPUTMHabHbIX NPO-
n3segeHuit. O6cToATeNbHOE MUCBMO
Jloy AnekcaHapy |, pasbacHAoLee
nofo0Hyl0 NpakTuKy B Benvkobpu-
TaHWM NPUMEHUTENbHO K NnTepatyp-
HbIM MpPOW3BEAEHUAM, — UHTepec-
HeMWNA JOKYMEHT 3MoX1 U 3Hame-
HaTeNbHbIV (aKT ero Guorpadun.

0O6pa3 «Herpa, ykpouiatouiero
OblKa..» XWUN B XyAoXHuKe. [oy
cTan npuABOPHbLIM MOPTPETUCTOM
pyCCKOro uaps, rnaBol OrpoMHOM
MacTepCKoW, HO, YKpoLLas «30/10TOro
Tenbua», OH npojgomkan pabotaTtb
«KaK Herp» - «no 4eTblpHaguaTb
4acoB B CYTKW, HUrAe He ObiBas» u
NOAAEPXKMBaA TONbKO HYXHble NN
HensbexHble KOHTaKTbl. MeuTta o
NPU3HaHMM W MPOLBETAHUU OCY-
LecTBUIACh, HO LLeHOI 3TOMy - OT-
ka3 [loy oT poMaHTU4YecKnx ugea-
J10B MOJIOA0CTH, POCT nparMaTuye-
CKOr0 OTHOLUEHMUA K XU3HU U Mpo-
(heccroHanbHOM JeATeNbHOCTY,
HensbexHasa noTeps B 3Ha4YUTeNb-
HOM yuche ciy4yaeB KayecTBa npo-
M3BeAEHUN, BbieNX C KOHBEN-
epa «thabpukn noptpetos». «[lo-
OEHWMK» — TaK npeHebpexutenb-
HO Ha3oBeT 6pMTaHLA OAMH U3 ne-
Tepbyprckux Kputukos. Hekoto-
pble COBPEMEHHUKU C BoNbwuM
nagocom knenmunu oy 3a xag-
HOCTb U HefobpoCOBECTHOCTb, 3a
3KcnnyaTtauuio Tpyaa pyccKux no-
MOLLHMKOB.

B pelictBuTENnbHOCTM TBOpYeE-
CKas 1 YenoBeyecKas anvHocTb loy
He oaHo3Ha4vHa. Ero ncropuyeckme n
)KaHpoBble Mpouv3BeAeHUs, 3a ped-

KUM VCK/IOYEHMEM, He OT/IM4YatoTcA
0C06eHHbIMU AOCTOMHCTBAMU — OHU
TUNWYHbIE NpPOM3BeJeHNA CBOoen
anoxu, Ho [loy co3paH pan nepso-
KacCHbIX FpaBlop W XMBOMUCHbIX
MOPTPETOB, YKPaLAOWMX KONneK-
umn Myses Buktopun n Anbbeprta,
HauunoHanbHOM nopTpeTHOW rane-
peu B JloHaoHe, SpMuTaxa. B 1o xe
BpemMA M3 mMacTepckon [loy BbIwno
MHOXeCTBO OpAMHapHbIX NponsBe-
AEHUIA U NULIEHHBIX XWU3HU NOBTO-
peHuit. B Kakoli Mepe nx Kacanacb
pyKa MasCTpo — BOMPOC KaXAoro
KOHKpeTHoro cnyyan. «®Pabpuka
nopTpetoB» BocnuTtana Tomaca Pait-
Ta, KOTOpbIA YyCOBepLIeHCTBOBa
CBOe MacTepCTBO rpaBepa 3a rofpl
pabotbl B Poccun, n B.A.Tonuke, ube
TBOPYECTBO CaMOCTOATENIbHO, XOTA
He BMosHe opuruHanbHo, [loy npe-
AOCTaBU/I PYyCCKOMY MOJAMacTepblo
KpoB, paboTy, BO3MOXHOCTb 3aHU-
MaTbcA TBopyecTBoM. CBoMM 3aBe-
waHvem oH onpegenun [lonuke
eXxerofHoe ieHexHoe nocobue, fo-
cTaTo4HOe AJiA CKPOMHOro cojep-
XaHuA. bnarogapHbii y4eHUK He-
OAHOKpaTHO n3o6paxan yuutens B
OKpYXeHUM CBOei ceMbW, B CBOEW
MacTepCKOoMW.

OTHOLWeHVe cooTeyecTBeHHU-
KoB K Jloy Takxe 6bln10 npoTuBope-
4yMBbIM. B Hauane nx oTHoWweHMN ¢
Konpuaxxem noat nucan o oy kak o
Apyre 1 eAVHOMBILLIEHHVIKE, BO31a-
ras Hafiexabl Ha ero janbHerllee
6ecKoMNpoMMUCCHOE OTHOLLEHME K
TBOpYecTBy. VIx B3avMHasa cumna-
TMA BonnoTtunacb B KaptuHe [loy
«KeHeBbeBa», CTaBLUEN >XMBOMWC-
HOW MANKOCTpaumen K 3HaMeHUTOMY
cTmxoTBopeHuto-6annage Konpua-
*a «Jliob6oBb»:

...Ho mol Hanes

lNodobeH cmpacmHol 6bi1 Mobbe,
Kak 6yomo nen s o dpyaom,

A dyman o cebe.

[Mo3gHee 3TO0 NonoTHO Hagon-
ro NcYyesHeT U3 nonAa 3peHna cne-
LUnanncTtos, CMMBOIN3NPYA nc4yes-
HoBeHMe NoOBK NO3Ta K ee co3aa-
TeNl0, OKa3saBlleMyCAa B ero rasax

He [ep3HOBEHHbIM POMaHTMKOM, a
nparMaTUyYHbIM «4epBAKOM» — «HaKO-
nutenem». Ha noxopoHbl oy Kon-
PUAX OTKJIMKHY/ICA CapKacTUYecKoM
M He OYeHb YMECTHOM K CTONb mne-
YyanbHOMY C/ly4ato 3NMrpamMmMmoii:

Yepsb [Jo b1 KpbIWKOO HAKPbIM,

Ha Hel «Cnu ¢ mupom» npo4yumann.

Ho Kon. Tel 3Han Yepss, u - boz npocmu -
Mosepbme, oH Bcezo nuwsb nean."

He MeHee ocTpo Bbickasascsi 06
ynokoeHun [loy B cobope cB. MaBna, B
naHTeoHe cnaBbl OPUTAHCKON KynbTy-
pbl, U TeM CaMbIM MPUYNCIEHUN €r0 K
JINKY BEJIMKMX COOTEYECTBEHHUKOB
benmxamumH XenaoH:

Kmo » HbiHe nolimem, ymo seyHbill CeH o -

Mecmo, 20e monbko senuKkuli nokoli csoli obpen?

B kom 2opOocmbio 2pyOb He HaNOJIHUMCA MOJIbKO 3a Mo,
Ymo yecmb emy sbinana neys padom c [lo?
bnecmsauwee uma y mucmepa Jo...

OH, ®ununc u Wu -

Modymalime mosibko — nrobumysl Cyobbbi!

Becm, BaHOuK u PeliHon0c nped HUMU HUYMO,

OHu - 3mo me, KOMy 8bINAJIA YeCMb:

Okono lu nokoli seqHbIl 06pecmb!'®

Tomac JloypeHc, npe3suaeHT Ko-
pONEeBCKON aKajeMUn XyAOXecTB,
[AaBHO 3abbIBWWIA O KOraa-To MMeB-
lIeM MecTO COMEepHUYEecTBe U Henu-
LLenpuATHBIX OLEHKax, AaHHbiX oy,
npu NpoLanbHON LLepeMoHUM Npoun3-
Hec BO3BbIWEHHY W TporaTefbHyHo
peuyb, Npu3HaBg, yYto «[loy MHoOro cae-
nan Ans aHrMNCKOro WCKYCCTBa,
cnocobeTByn ero cnase Bo Bceid Ce-
BepHo EBpone cBoel peAtenbHo-
CTblO, KOTOpPaa HUKoraa He Byaer 3a-
Gbitar".

lanuHa AHOpeesa

15 Mep. c aHrn. [A. - The Notebooks of Samuel Taylor Coleridge.
Ed. by Kathleen Coburn, v. 3 (1808-1819), London 1973, notes, 4142.

16 Mep. c aHrn. TA. - The Diary of Benjamin Robert Haydon.
Edited by Willard Bissell Pope. Harvard University Press. Cambridge.
Massachusetts, v. I, 1825-1832, p. 544.

17 Arnold's Library of the Fine Arts, 1831, 1. 9-17.

HAWW NYBNNKALWN = EXCLUSIVE PUBLICATIONS 19



George

Abroad:

GEORGE DAWE’S "A NEGRO OVERPOWERING A BUFFALO -

A FACT WHICH OCCURRED IN AMERICA IN 1809" WAS RECENTLY
DISCOVERED IN AN AMERICAN COLLECTION.

THE SCENE IS SO EMPHATIC IN THE POWER OF ITS EXPRESSION
THAT IT WILL NO DOUBT SURPRISE THE VIEWER THAT THE
ARTIST IS THE SAME GEORGE DAWE

"A Negro
Overpowering
a Buffalo”,
and a delicate
"Juliet"

WHO IS WELL KNOWN AS THE
PAINTER OF THE PORTRAITS
WHICH COMPRISE THE FAMOUS
MILITARY GALLERY OF 1812 IN
THE WINTER PALACE IN ST.
PETERSBURG: "THE BRITON", AS
ALEXANDER PUSHKIN CALLED
HIM, PRAISING THE EASY BRUSH
AND BRISK "MARVELLOUS" PEN-
CIL OF THE MASTER. IN THE
1820S, GEORGE DAWE MANAGED
TO CARVE OUT A CAREER IN ST.
PETERSBURG AND MOSCOW
AND WAS ACCLAIMED AS A DIS-
TINGUISHED PAINTER.

« BUJIbIENIbM ABIYCT FOJIUKE
B macrtepckoit xypoxHuka. 1832
PparmeHT ¢ n3o06paxeHriem
«AsTonoptpeta» [x.[loy

~ WILHELM AUGUST GOLICKE
The artist’s studio. 1832
Detail with “Self-portrait” by Dawe

<« IKOPIXK IOy

Moptpet O'Heiin B ponu xxynbetTol.
3ckus. 1815. CobpaHue 6ubnvoTekn
®onpxepa, BawmnHrTon

<« GEORGE DAWE
O'Neill as Juliet. A sketch. 1815. The col-
lection of the Folger Library, Washington

efore George Dawe left Britain his talent had won

recognition with his compatriots foo, among them the

famous English romantic poets Robert Southey and

Samuel Taylor Coleridge. Dawe’s theoretical essay on

colour was highly appreciated by no lesser figures than Goethe. After the

painter’s death his character allegedly provided Nikolai Gogol with the proto-

type for one of his literary characters, with the derogatory name of "Mr. Nil", a

successful portrait painter who came to Russia from Europe and won easy

popularity with Russia’s "Beautiful People". Unfortunately, beyond thatf,

Dawe’s name has been almost forgotten... Studying George Dawe’s life and

work, the question arises: whose judgment - Pushkin’s or Gogol's - was more

accurate in its assessment of the figure, or rather of the esoteric metamor-

phosis that happened to an extraordinary character who appeared to have
wasted his falents in numerous copies and prints?

George Dawe (1781-1829) was born info and belonged to the artistic
circles of London. His father, Philip Dawe, was a well-known engraver and
caricaturist. George Morland, one of the patriarchs of the English school of
genre painting, was his Godfather. Dawe, Jnr. was named after him. In trib-
ute to the great man George Dawe wrote "The Life of George Morland, with
Remarks on his Works"? published in 1807. It is a work which includes some
"poetic” exaggeration, closer to fiction, but also contains a few very percep-
tive observations on Morland’s work, which only a professional painter
could make. A perpetual lack of money and a Bohemian way of life, which
were both the cause of Morland’s early death, were likely seen by George
Dawe as a warning. So, in his life, the painter would seek - first, instinctive-
ly, and, later, quite consciously, prudently and consistently - recognition and
financial comfort. Nevertheless, it would be wrong fo say that George Dawe
lacked a romantic drive. A number of his canvases from the 1810s, painted
when Dawe was already in his thirties, look, in particular, exceptionally

I"Negro Overpowering a Buffalo". 1810. Oil on canvas. 203. 8 by 204. 4.
The Menil Collection in Houston, Texas.

2The Life of George Morland, with Remarks on his Works. By G.Dawe, Lon-
don, Vernor, Hood and Sharpe [etc.] 1807.
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emphatic. They are "A Negro Over-
powering a Buffalo" (1810), "Philip
Howorth as the Infant Hercules
Strangling the Serpent” (1811),
"Mother Rescuing her Child from
an Eagle’s Nest" (1813)%. Some oth-
ers - "Genevieve" (1812) and
"O'Neill as Juliet" (1815) - are
notably lyrical.*

Only the latest discoveries,
including those made in some col-
lections of New Zealand and the
USA and sponsored by the Paul
Mellon Centre for Studies in British
Art, London and their colleagues in
the Yale Center for British Art, New
Haven, USA, enabled the author of
this article to spot the above-men-
tioned pictures by George Dawe as
well as to find some rare prints
made after them.

22 TPETbAKOBCKAS TANEPES

JKOPIXK A0Y
Opepxumbii. 1811
Koponesckasn
aKafeMus XyA0XKecTs,
JloHpoH

GEORGE DAWE
Demoniac.1811
The Royal Academy
of Arts, London

3"Philip Howorth
as the Infant Hercules
Strangling the Ser-
pent”, known
after Henry Dawe’s
engraving of 1812
(the V&A Museum); the
location of the canvas
"Mother Rescuing her
Child from an Eagle’s
Nest", is unknown.

4., P
Genevieve" -
in the Museum of
New Zealand, Te Papa
Tongarewa, Wellington
is known as "Lady
and the Harper".
The identification of
the subject belongs
to Galina Andreeva.
The location of the
original of "O'Neill
as Juliet", is unknown.

63.6 by 46 cm.
The Folger Library,
Washington.

The subject of the "Negro" is traditionally thought
to be based on the fact that happened to the black
sailor Wilson from Boston:

confemporaries were amazed at Wilson’s body and
force. As Benjamin Robert Haydon, an artist,
remembered, Wilson looked powerful with gorgeous
athletic proportions:

the muscles were clear-cut, the body

was "...a perfect model of beauty

and activity - small body and large limbs,

with small joints - his contour was undulating and
nature suffered nothing to interrupt this beauty in
any position”®

Haydon, delighted in all possible positive features
of "brutality” he discovered in the extraordinary
model, made more than thirty skefches and even
ordered some casts

to be taken of the expressive torso of Wilson’s in
different poses. The performance of some of them
would cost the model his life.

THE TRETYAKOV GALLERY #2' 2004

A sketch, oil on canvas.

Strange as it may seem, one of
the casts, fogether with those of
some antique statues and the
famous Parthenon marbles brought
to Britain by Lord Elgin, was sent to
the Academy of Fine Arts in St.
Petersburgin 1818.°

Thomas Lawrence also noted
some unique qualities of Wilson’s
body: in certain poses it recalled the
beautiful body of Antinous, while in
others it resembled the masculinity
of Heracles. Finding in Wilson both
individuality and perfection, charac-
teristic of antique statues, Lawrence
made a sketch of him on canvas. In
his turn, Dawe engaged the remark-
able model to pose for his energizing
and vitalizing character, which, he
thought, should bring him the laurels
of an Academician. The canvas won
the prestigious British Institute
award and a handsome financial
prize, but it failed to bring the author
his desired Academy membership. In
that period of harsh competition for
the honour of being named an Acad-
emician, the "Negro" undoubtedly
won Dawe more admirers, but his
adversaries claimed the picture was
an ambitious pretension with too lit-
tle expressiveness and foo many
faults.” The relatively slight populari-
ty of the subject prevented the paint-
ing from appealing to British "snobs"
either. Only more than a century
later, in 1996, a review of the exhibi-
tion “Picturing Blackness.
1700-1990s" at the Tate Gallery in
London brought the "Negro" and the
name of its author back to public
attention. The reviewer, Richard Dor-
ment, wrote: ".It is as though he
[Dawe] felt compelled to show
Wilson not as a freeborn Westerner

The Autobiography and Memoirs of Benjamin
Haydon. Tom Taylor ed.1926, pp. 106-107.

6 The Diary of Benjamin Robert Haydon.

Edited by Willard Bissell Pope. Harvard Universi-

ty Press. Cambridge. Massachusetts, 1960, v. II,
p. 181, nofe 2.

" The Diary of Joseph Farington.
Edited by Kathryn Cave. Volume XI,
January 1811 - June 1812. Yale University
Press. New Haven-London, 1983, p. 3841, 3852.

but as a naked savage, superior to
the animal only by virtue of his
strength"®

An absolutely different charac-
ter stands out in "O’'Neill as Juliet".
The famous Irish actress Eliza
O’Neill, who was lovingly nick-
named "Dove", took London’s the-
atre audience by storm when she
appeared as Juliet in her debut per-
formance of Shakespeare’s tragedy
in October 1814. The performance
was sensational: most of London’s
theatre-goers found Miss O'Neill to
be looking "younger and better
than Miss Siddons". Dawe must
have started his portrait of the ris-
ing star in the aftermath of that
stunning success. In the summer of
1815 the portrait was almost ready,
with only the background left to be
painted. To accomplish that John
Constable, the future master of the
landscape, was invited; the back-
ground, according to his own let-
ters and the memoirs of his con-
temporaries, was made up of exotic
flowers and artistic accessories.
Constable was evidently carried
away by the work: he was said to
look forward to crossing the thresh-
old of Dawe’s house as soon as the
clock struck six in the morning.?

The completed composition
looked rather static, which actually
conveys the manner of stage per-
formances at the turn of the 19th
century, so one could, undoubtedly,
imagine how it really looked. On
stage, in certain scenes, the per-
former was meant to assume an
eloquent theatrical attitude while
reading an important monologue,
or waiting for the audience to burst
info a storm of applause. It was one
such scene from "Romeo and Juliet"
that George Dawe depicted in the
portrait of O'Neill. The same scene,
but with another actress as Juliet,
can be seen in a picture by John
Opie, which was displayed at the
Royal Academy of Arts in London in
1803. Besides, two years before
Dawe’s portrait, Thomas Phillips
had painted the same scene with
Miss Stanley as Juliet."

BWNIbIENIbM ABIYCT
FONNKE

B macrepckon
XyAOXKHUKa. 1832
locyaapcTBeHHan

TpeTbH KOBCKasA ranepes,

MockBa

WILHELM AUGUST
GOLICKE

The artist’s studio. 1832
The Tretyakov Art
Gallery, Moscow

8 The Daily Telegraph,
January 10th, 1996.

®lan Fleming-Williams
Constable as a back-
ground painter //
Country Life, Decem-
ber 23,1971, p.
1784 (illustrated);
John Constable’s
Correspondence.
Early Friends and
Maria Bicknell
(Mrs. Constable).
V. II, Edited by
R.B. Beckett. Suffolk
Records Society,
V. VL. 1964, p. 142.

10 Pressley, William L.
A catalogue of paint-
ings in the Folger
Shakespeare library,
1993, pp. 194-196.

Alexander Bestuzhev.
"Pismo k izdatelyu"
(A Letter to the Edi-
tor). In: "Syn Otech-
estva"(The Son of
the Motherland)
1820, No.44, part 65.
Cited as in:
"Dekabristy. Esteteka
i kritika" (The De-
cembrists. Aesthetics
and Criticism), Mos-
cow, 1991, pp.70-71.

Also see:

Galina Andreeva.
"A.S.Pushkin and
George Dawe.
Novyie stranitsy”
(Alexander Pushkin
and George Dawe.
New discoveries).
In: "Iskusstvo” (The
Arts), 1989, No.6,
pp. 58-62.

The choice of the scene cannot only be explained by its

traditional popularity with audiences. The pose also enabled George
Dawe to show "the Greek features” of the aciress’s

face and the "classical proportions” of her body.

The portrait was hugely favoured by the public,

who were familiar with it mainly from the prints made

by G. Maile in the spring of 1816.

As for the original portrait, it seems to have been brought

to Russia and exhibited at the Academy of Fine Arts

in St. Petersburg in 1820. Alexander Bestuzhev, the future Decembrist,
pretending to be a fastidious critic of art, noted: "...Something airy can
be seen in the actress O'Neill ... The spirit

of Shakespeare (whose drama Mr. Dawe depicted her in) seems to have
breathed some specific life into all his pictures..

" The public was unanimous in declaring "O’Neill" to be the best of the
numerous Dawe paintings displayed at the exhibition." The success of
the picture encouraged the painter to copy

its composition in his portrait of the famous Petersburg

aristocratic beauty Agrafena Zakrevsky (1823).

It was that very image that Alexander Pushkin immortalized

in his superb poem "The Portrait” (1828)."
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The English artist was very
proud of his "O’'Neill". The full-length
portrait was placed in the middle of
his splendid studio in St. Petersburg,
which can be seen in the engraving
"Emperor Alexander | Visits the Stu-
dio of Painter Dawe in the Her-
mitage” (1826) by J. Bennet and
Thomas Wright.

A sketch of a much smaller size,
found in the Folger Library in Wash-
ington, discloses Dawe’s artistic
design. He meant fo strike the viewer
with romantic effects - a complex
combination of two luminous points,
and that of lights and darks. In the
right corner there was an exotic blue
passion flower to be found in Robert
Thornton’s "The Temple of Flora"
(1800). The author of the book points
out that the flower opens out and
blooms for only three days before it
dies. George Dawe chooses the
motive as a symbol of beautiful but
fleeting passion.

What made the painter change
so fundamentally the fonality and
style of his pictures in the 1810s?
Was it a kind of creative uncertainty?
Or a search for his own style, manner

T
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and subject? Or a desire o make his
pictures appeal to the public? Thus,
the idea of extraordinary force, strug-
gle and overcoming the opponent is
conveyed both in his "Negro" and in
"Philip Howorth as the Infant Her-
cules Strangling the Serpent". Both
compositions look like psychological
anatomical studies. Dawe is known to
have been a careful student of anato-
my, and also showed a certain inter-
est in psychiatry: the collection of the
Royal Academy includes his canvas
"Demoniac” (1811). The picture was
passed to the Academy as a gift from
George Dawe in his capacity as a
newly elected Academician in
18143

The canvases which were
recently discovered constitute an
important fact of Dawe’s life, and
were painted at the peak of the
arfist's professional career and
recognition at home. While working
on the portrait of O'Neill in the part
that had made her famous, George
Dawe might have been hoping that
his own star was in the ascendant,
dreaming of possible future recogni-
tion and fame...
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DK BEHHET

1 T.PANT

Mocelexne nmnepa-
Topom AnekcaHapom |
MacTepCKOM XyA0XKHU-
Ka [loy B SpMuTaxe
1826. [paBiopa

J.BENNET, TWRIGHT
Emperor Alexander |
visits the studio

of the painter Dawe
in Hermitage. 1826
A print

'3 Avariant kept in
the Royal College
of Physicians
in London.
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To give him his due, it must be
said that the painter proved his gift
for eye-catching, dramatic composi-
tions; unfortunately, however, neither
historical, nor genre painting brought
him much money. Yet there was
another bright example of a success-
ful artist at the beginning of the
1810s: Thomas Lawrence, choosing
fo paint portraits, was deluged with
orders. Highly acclaimed, the prosper-
ous Lawrence could afford fo raise
prices for his pictures. Dawe had fo
struggle against, and finally over-
came, his personal desire to paint big
historical pictures. He turned to the
lyrical genre of the theatrical and lit-
erary portrait, but found little
demand: he fell short on his expecta-
tions of making good money by sell-
ing the prints of his "O’'Neill". But soon
Dawe found himself the court painter
to the Duke of Kent and accompanied
his patron on his trip to the Continent,
and be present at the meeting of the
heads of the Union states. Lawrence
seemed to see him as a serious rival.
Thus, meeting Dawe in Aachen in Ger-
many Lawrence wrote in a letter to
Joseph Farington: "At five minutes

before four | went into the Court [of
Alexander 1], having seen Mr. Dawe
prowling close to it; (I beg his pardon)
creeping round in the street". '

George Dawe was introduced to
Emperor Alexander |, who invited him
to work in Russia on incredibly good
terms (which, incidentally, evoked a
storm of criticism in the Russian patri-
ofic press). On arriving in St Peters-
burg, Dawe was offered a prestigious
studio in the Shepelevsky House, adja-
cent to the Emperor’s Palace. In the fol-
lowing few years Dawe managed to set
up what his contemporaries were to
call a "portrait factory" - actually, a
family business with the participation
of Dawe’s two brothers, Henry and
James Philip, his sister Mary and her
husband Thomas Wright, as well as a
workshop of Russian apprentices -
painters, lithographers, engravers - fo
copy in oil and print the military and
social portraits of the English master.
It is worth noting that Dawe was the
first artist who dared to ask the
Emperor to grant painters in Russia
the reserved copyright that was the
right fo control and authorize copy-
ing their original works. A detailed
letter addressed to Alexander |
explaining a similar legal practice
existing in Britain, as applied in book
publishing, is a most inferesting doc-
ument of Russian history and a note-
worthy fact of George Dawe’s biogra-
phy.

The associations behind "Negro
Overpowering a Buffalo" could be
attributed to Dawe himself as a
painter. Having become the Russian
Emperor's court portrait paintfer, the
head of a large and prosperous work-
shop, George Dawe had to foil equally
like a Negro to worship the golden
calf. He worked for fourteen hours a
day without going out, and kept only
necessary or obligatory acquaintanc-
es. His dream of gaining recognition
and prosperity did come true. But at
what price? Rejecting the romantic
ideals of his youth, and growing more
and more pragmatic both in his life
and creative work, resulted in an
inevitable development: in most cases
his numerous paintings, produced on

the line of the "portrait factory" were
lacking in merit. One of St. Pefers-
burg’s reviewers disdainfully called
him a "hack". Various contemporaries
were glad to criticize Dawe, charging
him with meanness, a lack of scrupu-
lousness, and the exploitation of his
Russian apprentices.

In hindsight, George Dawe’s
work and personality should not be
judged by such criteria. It is true that
the majority of his historical and
genre paintings, with a few excep-
tions, do not deserve acclaim for their
artistic merits: instead, they are ordi-
nary paintings typical of the time in
which they were created. While a
number of his prints and portraits in
the collections of the V&A or the
National Portrait Gallery in London,
or that of the Hermitage in St. Peters-
burg are worthy of high acclaim,
there is no denying the fact that
Dawe’s workshop produced a great
number of tasteless, dull copies and
replicas. To what extent any one pic-
ture can be attributed to George
Dawe is difficult fo say and should be
decided separately in each case. On
the other hand, the "portrait factory"
trained such engravers as Thomas
Wright, who greatly improved his
skills while working in Russia.
Another, Wilhelm August Golicke,
became a competent artist, though
his works can hardly be thought as
absolutely original. Dawe offered his
Russian apprentice a home, work,
and the chance fo create. In his will,
Dawe left Golicke an annual
allowance, sufficient to afford a mod-
est but decent life. The grateful
apprentice did not forget his benefac-
tor: more than once he portrayed him
among his family and in the studio.

Dawe’s compatriots also took
the painter with a grain of salt. Thus,
in the prime of their relationship, the
poet Samuel Taylor Coleridge wrote
about Dawe as a friend and soul-
mate, believing the painter would
remain faithful to his artistic princi-
ples in the future. The epitome of that
friendship became George Dawe’s
"Genevieve", an illustration to the
famous ballad "Love" by Coleridge:

| played a soft and doleful air,

I sang an old and moving story...
The deep, the low, the pleading tone
With which | sang another’s love,
Interpreted my own.

1 Layard, G.S.: Sir
Thomas Lawrence’s
Letter-Bag, London
1906, p. 136.

Later this canvas was to disap-
pear from the public view for a long
time, which might only mean that
the poet's affection for its author,
who appeared to have lost his dar-
ing romanticism, had died. The
romantic soul mate tfurned out o be
a pragmatic "grub", a wretched
moneymaker. On the death of his
former friend Coleridge wrote a
sarcastic epigram which hardly
sounds decent on such a doleful
occasion:

As Grub Daws pass'd beneath his Hearse's Lid,
On which a large RESUGRUM met the eye,

Col. Who well knew the Grub, cried - Lord forbid
[ trust, he’s only telling us a Lie."

"5 The Notebooks
of Samuel Taylor
Coleridge.
Ed. by Kathleen
Coburn, v. 3
(1808-1819), Lon-
don 1973, notes,
4142.

Benjamin Haydon echoed this
epigram with no less bitter verses
when he learnt of the decision tfo
bury George Dawe in the Crypt of
St. Paul’s, the pantheon of the most
glorious of British figures - to
whom, in his opinion, George Dawe
did not belong:

Who longer regards the immortal St. Paul’s

As built but for Heroes to b'inclosed in its walls,
Whose gorge will not rise e’er Death puts his paw
At the thought of being laid by the great Mr. Dawe.
The great Mr. Dawe, illustrious name,

Oh Shee, Dawe, & Phillips, the darlings of Fame,
Reynolds, Vandyke, & West are nothing to ye,

And ‘'tis they that are honored in lying by Shee.'

"% The Diary of Ben-

jamin Robert Hay-
don. Edited

by Willard Bissell
Pope. Harvard
University Press.
Cambridge. Massa-
chusetts,

v.1ll, 1825-1832,
p. 544.

"7 Arnold's Library
of the Fine Arts,
1831,i.9-17.

Nevertheless, Thomas Lawrence,
President of the Royal Academy of
Arts, who had long forgotten past
rivalries and his former disrespect-
ful judgment of Dawe, said some
lofty and touching words at the
funeral, admitting that “Dawe had
done much for English Art, he had
established its fame over the whole
north of Europe and connected it
with a work which would not soon
be forgotten™."”

Galina Andreeva
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German and Russian artists:

rendezvous

Hemeyrue u pycciue xyoormnuru:

Benukoe npowsnoe Umanuu,
poooHayanbHUUbI esponeli-
cKoli yusunusayuu, ee
opesHUe NAMAMHUKU, MA2-
Kuli KluMam, o6pa3s Ku3Hu
sgeceJibiX U MAJAGHMUBBIX
nodeli - sce amo, sMecme
83Amoe, usdpes/ie npusie-
KaJo nymewecmseHHUKOB8,
¢unocogpos u nosmos, nuca-
nesieli U XyO0OXHUKO8 U3
Pa3Hbix cmpaH mupa. Pum
AsAA/cA cpedomoyueM yHU-
Ka/IbHbIX NAMAMHUKOB U
npou3sedeHuli ucKyccmsa
Pa3au4HbIX 3nox u cmunedl.
Ha npomaxeHuu HecKo/b-
KuX 8eKos OH 6bi1 «Akade-
Mueli Esponbi», ee 21a8HbIM
y4ebHbIM yeHmpoM. 30ecb
npoucxoounu scmpeya Uu
meopyeckoe obujeHue Xy-
00XXHUKO8 pa3/IuUYHbIX WKON
u HanpasiaeHuii. B nepsoii
nososuHe XIX cmonemusa s
Pume sbidenanucb HeMey-
Kaa u pyccKas KoaoHuu xy-
00)HUK08. OHU 6bIIU Hau-
6osee MHO204UC/IeHHbI U
npedcmas/ieHbl 3Ha4umesb-
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scmpeuu 6 Pume

H bl -
MU uMeHa-

mMu: U.®.0sep-

6ek u A.A.Usa-

Hos, 10.lHopp ¢oH
Kaponbcgensd u K.I1.
bpionnos, I1. Kopuenu-

yc, @.bpyHu. Pycckue
Macmepa NOOKAIHUAUCH

K Xy0o)xecmseHHOMY Npo-
ueccy no3dHee Opyaux,
HO npoAsunu cebsa 4pes-
8bI4aliHO pa3HO06PA3HO U
camMobbimHo. Asmop 3moii
ny6suKayuu MHoaue 200bl
3aHUMaemcA  u3y4YyeHueM
pyCCKo-HeMeUyKux Xyodoxe-
cmeeHHbIX csA3el. bnazo-
dapa cmuneHOuu 6u6bauo-
meku lepyuana (Pum), npo-
¢eccop Jl.A.MapkuHa pa-
6omana 8 BeyHom 2opode. O
CB0OUX NOUCKAX U HAX00Kax
OHa Oejiumcs c yumameJieM.
Italy’s great traditions of
the past, its role as the
cradle of the European civ-
ilization, its ancient monu-
ments and architecture,
friendly climate and the
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lifestyle

of its cheer-

ful and talent-

ed people - all

that, since ancient

times, have seemed
appealing to all kind

of travellers, philoso-
phers, poets, men of let-
ters and artists from
around the world. Rome
has become the treasure-
house of unique works of
art and artefacts as the
landmarks of different
epochs and styles. For
centuries the city func-
tioned as the Academy of
Europe, the major school
for students from different
parts of the continent.
Artists, representing dif-
ferent national schools
and movements came to
communicate with and
learn from each other. In
the first half of the nine-
teenth century there were
two communities of pain-

ters - German and Russian
- who could distinguish
themselves from the rest:
they were the most numer-
ous, and their representa-
tives were the most
acclaimed: for example,
Johann Friedrich Overbeck,
Alexander |Ivanov, Julius
Schnoffvon Carolsfeld, Karl
Brullov, Peter Cornelius and
Fyodor Bruni. Although
Russian painters joined the
world artistic process
rather late, they turned out
to be extremely talented,
individualistic and versatile.
The author of this article
has been studying the histo-
ry of Russian - German
artistic contacts for many
years. Thanks to the schol-
arship granted by the
Bibliotheca Hertziana in
Rome, Prof. Ludmila
Markina, Ph D in Arts, had a
chance to work in the
Eternal City for some time.
She is happy to share the
discoveries she made there.

PUBLICATIONS

Alexander BRULLOV. The Basilica of St. Paul in Rome

December 1823 - May 1824

AMN.BPKOJINOB. basunuka Ceatoro Masna 8 Pume

Jlekabpb 1823 - main 1824

Watercolour, china, ink, nib and pencil on paper.

36 by 25.1 cm

Bymara, akBapenb, Tylb, KapaHaaLy, nepo

36x25,1




Appeca
1 MacTepckue

B uioHe 1810 roga Worann ®pugpux
Oepbek, ®pany MNdopp, Jlioasur do-
renb n MoranH KoHpag XoTTuHrep, Yetse-
po BOCMWTaHHUKOB BeHcKol akagemuu,
06beaVHUBLUMXCS NOA 3HaMeHeM Gopb-
6bl c akaaeMV3MoM 3a 06HOB/EHNE UCTO-
PUYECKON KMBOMUCU U OCHOBABLUMX TaM
6parcteo Cesatoro Jlyku, npubsinm B Pum.
CHayana oHM 0BOCHOBanAMCb Ha BWnNe
Manbta Ha MuHuno'. Aksapenb ®paHua
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HeunsBecTHbIn
XyAoxHUK XIX B.
Mnowaab CesiTon
Tpouubl

Unknkown painter,
19th century

St Trinity Square
in Rome

Some addresses, studios
and their tenants

In June 1810 Johann Friedrich Over-
beck, Franz Pforr, Ludwig Fogel and
Johann Konrad Hottinger, all students of
the Vienna Academy, united around the
idea of combating academicism to sup-
port new artistic principles of historical
painting. They founded the St Lucas
Brotherhood and travelled to Rome. First,
they settled at the Villa Malta in Pincio".
A watercolour by Franz Ludwig Catel

®PAHL| NIOJABUT KATE/1b

Bunna Manbta 8 Pume

Okono 1840

locynapcTBeHHoe rpaguyeckoe cobpaHue, MioHxeH

Franz L. CATEL
Villa Malta in Rome. Ca. 1840
Munich, Staatliche Grafische Sammlung

shows the villa. Later, in September
1810, the Brothers moved to the
monastery of St Isidoro, founded in the
sixteenth century by Franciscan monks.
Johann Overbeck and his friends lived
like monks, simply and austerely, follow-
ing a daily routine: they worked in their
cells all day; in the evening they came
together in the refectory to show and
discuss their sketches, drawings and
paintings. They avoided secular enter-
tainments, spending their leisure fime in
strolls or playing domestic games. If they
undertook any work, it was gratuitous;
for example, they painted the Stations of
the Cross in the Church of St Andrea
delle Fratte without taking a penny. The
Brothers wore traditional German cos-
tumes of black velvet decorated with
white collars of lace, with berets on their
heads. Some of them carried swords.
They wore their hair long a la Nazarene,
like Jesus the Nazarene. Thus the broth-
erhood was sometfimes called "the
Nazarenes". True, tall and thin Overbeck,
with his long fair hair and an estranged,
thoughtful look in his eyes, more closely
resembled an anchorite or hermit. Later
some of the Nazarenes (Cornelius,
Schadow, Schnoff von Carolsfeld)
returned home, while others (Overbeck
and Catel) stayed in Rome until the end
of their days.

" Bunna Mansra nony4nna HasBaHve OT OHOr0
13 Bnagenbles, rpoccmenictepa Manstuiickoro
opaeHa ae bperteit. B koHue XVI ctonetus Bun-
na Gbina nepepaHa GpaTcTBy MUHOHUTOB, HO B
1611 roay nepewna Bo BnaaeHus nanbl MNas-
naV. B XVIII v nauane XIX Beka Bunny caasanun
AN npuesXaBlunx B PUM nyTellecTBeHHUKOB.
3pecb xunum repuoruHa Amanua bpayHuwBseiir-
ckan, VoranH lepaep, Bunbrenom 1 Kaponuna
TymGonbaThbI.

!Villa Malta was named for the Grand Master of
the Maltese Order de Breteuil. In the late six-
teenth century the Villa belonged to the Minorite
Brotherhood, but in 1611 it came into the pos-
session of Pope Paul V. In the eighteenth and
early nineteenth centuries the Villa was rented to
travellers coming to stay in Rome. Besides oth-
ers, Amalia von Braunschweig, |.Herder and Wil-
helm and Carolina Humboldt are known to have
stayed there.

Via St Isidoro, the street that runs a
short way from Via Vittorio Veneto, two
minutes’ walk from the Church of the
Capuchins and Piazza Barberini with an
Irish Catholic church bearing the same
name opposite it, was well known fo the
Russian community. Here Orest Kipren-
sky, the painter, lived at No.19 in 1820, at
No.18 in 1821, at No. 20 in 1827 and at

2}’111411‘3 6bina Ha3BaHa B YeCTb MOCTPOVBLLETO ee B
1585 rogy nanbi Cukcta V, B kpeteHun Penuve.
[inA cKopeiilero 3aceneHna yauLbl OH NOXano-
Bas ee XnTenAM 6osbLuve MPUBUIErUN MO YacTu
Hanoros. [lnuHa 3Toi cTpajbl cocTaBnAna
2787 MeTpoB, OHa TAHyNach Mo NPAMON JMHWK
oT uepkem TpmHuTa aen MoHTM Ao cobopa CaHTa
Kpoue uH [hxepysanemme. [lo 1870 roga ata
yacTb ropopa elle He Gbiia MNOTHO 3acCTPOeHa, 1
oTcloila OTKpbIBanachb 3ameuate/bHas naHopa-
Ma. B6au3su uepksu TpuHuTta gen MoHTH ( B Ko-
Topoit HaxoauTcs «MafoHHa», ucnonHeHHas Pu-
aunnom ®eiiTom) xunu B pasHoe Bpema Knog
NoppeH, HanpoTus - Hukona Myccen, CanbBatop
Posa, lxxoBaHHu MupaHesn (aom Ne46).

Pum. Bunna Mansta
CoBpeMeHHbIN BUj,
(boTo aBTOpA)

Rome. Villa Malta
Modern view

Pum. NamatHan
nocka H.B. Toronto
Ha aome N2125-126
no ynuue CuctnHa
(boTo aBTOpA)

Rome. Memorial
tablet to Nikolai
Gogol at No.125-126
Via Sistina

AWN.MIBAHOB

Bua Puma c Kpbiwm
ero sjoma. 1854

b. akBapenb
25,4x39,2

Anton . IVANOV
View of Rome

from the Roof of His
House. 1854 Water-
colour

on paper

25.4 by 39.2 cm

Jopsura Katena «Bunna Maneta B Pu-
mMe» AaeT MpejCTaBfieHNe O nepBoHa-
YanbHOM MecTe 0OMTaHUA HEMELKMX Xy-
AoxHuKoB. C ceHTabpsA 1810 roga npea-
craBuTenu 6patctea CesToro Jyku nepe-
cenuanch B MoHacTbipb CBAToro Meupo-
pa, ocHoBaHHbI B XVI Beke MOHaxaMu-
tdpaHunckaHuamu. N. Osepbek u ero
ApY3bA UM MO-MOHALLECKW NpOCTO U
C/1ej0Ban CypoBOMY PacropAAKY: Kax-
Abll paboTan B CBOEN Kefbe, a Be4epoM
Bce cobypanunch B TpanesHoid, 4Tobbl co-
nocTaBuTb cBoW paboTbl. OHKU n3beranu
CBETCKMX YyBeceneHuin, a cBoboaHoe
BpEMA MOCBALLANN MEeLIeXoAHbIM Mpo-
ryfiKaM WM He3aMbICNoBaTbiM WUrpaMm.
WMHorga oHun pabotanu becnnatHo. Tak,
3a usobpaxeHue Bex KpectHoro myTu
Cnacutens B uepkBu CaHT AHgpea aen-
ne ®patTe UM HWUYero He NPUYMTANOCh.
XYBOXHWUKN XOAWMAW B HALMOHAJbHbIX
HEMeLKMX KocTioMax 13 YyepHoro 6apxa-
Ta, C KPYXXeBHbIMI BOPOTHUYKaMK, B be-
peTtax, HeKoTopble HocKAK Wwnary. Y HUx
ObiN ANVHHBIE BONOCHI a-Nfi Ha3apeHa,
KaK y Mucyca n3 Hasaperta, otkyaa 1 no-
L0 MPO3BHLLEe Ha3apelLbl. Bbicoknin n
xygoii OBep6eK, ¢ ANIMHHBIMU CBET/IBIMU
BOJIOCAaMW W OTpeLleHHO-3ayMYUBbIM
B3IMIAAOM, OH BbIMIAAEN, KaK HaCToALLMIA
oTwenbHWK. Co BpemMeHeM HeKoTopble
13 Hazapeiues (M.KopHenuyc, B.LWagos,
10.WHopp doH Kaponbcdenba) BepHy-
nucb Ha poauHy, apyrue (M.0Bep6ek u
®.Katenb) npoxunu B Pume po KoHua
CBOMX AHEW.

Ynuua Cant Ucupopa, KoTopas
pacnonaraetca Henoganeky ot Bua
Buttopno Beneto, B ABYX warax ot
uepkeu KanyuvHos u nnowaan bap6e-
pPWHW, HanpoTUB OJHOMMEHHOW Wup-
NIaHACKON KaToNMYecKow LepKBM, bbina
XOpOLLO 3HAKOMA MHOTUM pPYCCKUM My-
TelWwecTBEHHMKaM. 3pecb AONro Xuan
xmBonucel O.Kunpenckuin (1820 -
aom Ne19; 1821 - Ne18; 1827 - Ne20;
1829 - Ne17), ckynbntopbl Camymn
lansbepr (1822 - pom Ne17) wu
M.l.Kpbinos (aom N¢18), nucartenb
H.Toronb (Mapt 1837 - pom Ne17,y
BAoBbI [xoBaHHM Maccyyun), neHcmo-
Hepbl MiMnepaTopcKoit akagemun Xyao-
xectB AnonnoH MoKpuukuin u AHTOH
MBeaHoB (1844 - nom N2 17). Hepaneko,
Ha Bua Ksupunane B some Ne21, xunu
B 1823 rogy 6patbsa bpronnosbl. Ha Bua
BabyvHo B gome N241 Kun XyAOKHUK
Anekceit BapHek B 1804-1809 rogax.

M3niobneHHbIM MecToM Ans anap-
TaMeHTOB XyAOXHUKOB Obina ynuua de-
nnye, Ha3BaHHaA nosgHee Bua Cuctu-
Ha’ Ynuua ®enuue 6bina noucTuHe
KBapTanioM XyAOXHUKOB, y KOTOPbIX NMpu-
HATO ObINO BbICTaBNATL CBOM paboThbl B
MacTepCcKuX, Mpexze Yem oTnpaBATb UX
3aKa3uukam. [oronto, KOTOpbIA MpPOXU-
Baf Ha 3ton ynuue B gome N2 126 (Ha-
npotvB, B gome N222, )un XyLoXHWK
A.T.MapKoBg), A0CTaTO4YHO BbINO BLIATY 13
J0Ma, YTo0bI YBUZETb CaMble MOCefHMe
paboTbl XxypaoxHukoB. Ynuua CuctuHa
Oblnia NOMHA TaKXKe XYAOKECTBEHHbIX Ma-
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rasuHoB, aHTUKBapHbIX laBok. Coceaamu
nucartens 6buin rpasep ®.MopaaH (gom
N2 104; po Hero B 1833-1834 rogax B
3ToM Aome xun laHc Xpuctuan AHaep-
CeH, 0 YeM CBWAETeNbCTBYET MeMopuab-
Has focka) u xynoxHuk ®.Monnep (zom
Ne43). Yacto H.B.Toronb n xynoxHuKu-
coceau (K HUM npucoepuHsanca A.AA./sa-
HOB) cobupanuchb BMeCTe, BEW HecneLw-
Hble 6eceabl 06 MCKyccTBe, UK yaii. Ha-
YaNbHUK Haf PYCCKUMU XYAOXHUKaMM B
Pume M.U.KpuBLuoB noaHvman Bonpoc o
HaliMe COBCTBEHHOIO OMa /Il PYCCKUX
XyAaoxHuKoB. OgHako B otBeTe 1.M.Bon-
KoHcKoro oT 14/27 pekabps 1842 ropa
CO CCbIJIKOV Ha BbicoYariliee MHeHWe UM-
nepatopa Hukonas | coobuwanoch, 4TO
TOT «roBeneTb Benefl... MOKYNKOoK AoMa
ANA NMOMeLLEeHNii 60/bHBIX XYAOKHUKOB,
INA BbICTAaBOK XYAOXECTBEHHbIX MpOun3-
BEefIeHMI1 1 NPOYEro NoBpeMeHUTb,
N.®.0Bepbek, craBwuin B 1830-
1840-e rogpbl BblgaoWwmMes npescraBu-
TeneMm pUMCKoro «nypvaman, xun c 1832
roga, Kak BcnoMuHaet [orosb, B nanauuo
YeHun B eBpeickoM retto. Becerga otnm-
YaBLUMIACA CKPOMHbIM 00pa3oM KU3HW,
notepAB 22-netHero cbiHa AnbdoHco,
OBepbeK nbiTanca yearHUTLCA, OAHAKO
€ro 4acTo nocewany BbICOKWME FOCTU.
Tak, no BocnomMuHaHuam B.A. XyKkoBcKo-
ro, OH MOCEeTUN HeMeLKOro MacTepa BO
Bpema npuesga (¢ 4.12.1838 no
1.02.1839) Benukoro KHA3a Anekcang-
pa HukonaeBuya. Busnut B mactepckyto
OBepbeka Bbln «NPOrpaMMHbIM» U ANIA
pAgoBbIX nocetutenein Puma, Tak Kak
Jaxe B nyTeBoaUTENsX Obin yKasaH ero
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appec. H.Toronb, Haxoasack B Pume, Tak-
Ke ToceLan HeMeLKoro Xusonucua u
BOAWI K HEMY PYCCKMX MyTellecTBeHHU-
koB. Tak, B Havane 1843 roga B Pum
npuexana Anekcangpa OcunosHa Cmup-
HoBa-PocceT. MapLupyT, HaMeueHHbl [o-
ronem ANf Hee, BKNtOYan nocelyeHne ma-
CTePCKMX XyAOXKHUKOB. Ha nepsoM mec-
Te B PUMCKOM Type» 6bI0 yKa3aHo:
«Overbek piaza Cenci, palazzo Cenci».
M3BecTHO, 4To A.A. VIBaHOB BocxuLancsa
JINYHOCTBIO HeMeLKoro MacTepa. OH nu-
can otuy B MetepOypr (oKkTAGpb 1840):
«Moin NpopoK, MOW efVHCTBEeHHbI Ha-
CTaBHWK, MO3T-XYAOKHUK XpWUCTMaH-
ckui». OTHoweHwe lorona k OBepbeky
He Bblno cToNb He30roBOPOYHbIM. MaBen
AHHEHKOB NpMBOAUT B CBOWX BOCMOMMU-
HaHMAX TaKoi anun3op; «Pa3 nocne Beye-
pa, NPOBEAEHHOr0 C OfJHUM 3HAKOMbIM
xuBonucua Oepbeka, paccKasbiBalo-
LYMM 0 NOMbITKax 3TOro MacTepa BOCKpe-
CUTb NPOCTOTY, ACHOCTb, CKPOMHOE U Ha-
60XHOe co3epLaHme X1BONMCLEB A0pa-
(has3neBCKoOW 3Moxu, Mbl BO3BpaLLaAnNCh
AOMoN, 1 A 6bin yameneH, Koraa lorob,
BHUMATENIbHO W HampsXeHHO CnyllaB-
WKiA pacckas, 3ameTun B pasgymbe: “To-
A06HaA MbiC/b MOrNa TONbKO ABUTLCA B
rof0Be HEMELKOro negaHTa™»”,
JlloGonbiTHOe BOCMOMWHaHWe O
nocelleHmun mMactepckoit Osepbeka oc-
TaBun xyaoxHuk ®.Tonctoit (aexkabpb
1845 ropa): «Bo BTOpoM 4acy noexanu
Mbl B MacTepcKyto OBepbeKa, )uBonuc-
ua nypucra, 6or BecTb 3a 4YTO UrpatoLye-
ro 3gecb, a 0C06NMBO Mexay Hemuamuy,
KaKylo-To BaxHylo ponb. Ho nocne Toro,
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MNOTAHH ®PUAPUX
OBEPBEK
AsTonopTper

1844

33,9x28

JOHANN FRIEDRICH
OVERBECK
Self-portrait

1844

339by28cm

K.N.BPHONIJIOB
Hemeukue cTyaeHTbI
(XyAoXHWKN-Ha3apeiLbl)
1824-1826
Kapwukarypa

bymara,

rpad. kapaHaaw

[T, MockBa

Karl BRULLOV
German Students
(the Nazarenes)
1824-1826
Caricature

Pencil on paper

No. 17 in 1829. The Russian sculptor
Samuil Galberg occupied No.17 in 1822.
Nikolai Gogol, the famous author, rented
accommodation from Giovanni Massucci's
widow at No. 17 in 1837. Apollon Mokrit-
sky and Anton Ivanov, two scholars of the
Russian Emperor's Academy of Arts, lived
at No.17 in 1844. Nearby, in 1823 the
Brullov brothers lived at 21 Via Quirinale.
The Russian painter Alexei Varnek occu-
pied a flat at 41 Via del Babuino from
1804 fo 1809.

But the most popular residential
area among Russian painfers was Via
Felice, later renamed Via Sistina’. Via
Felice was a kind of Montmartre for Russ-
ian artists who displayed their pictures in
their studios before sending them to
clients. Nikolai Gogol, who lived at No.
126 (across the street from painter Alexei
Markov at No. 22) must have found such a
neighbourhood very convenient to be au

3 ABMP ¢.190, on. 525,
en. xp. 586, 4.1, 71.86 06.

l'AHHeHKos I.B. H.To-
ronb B Pume nerom
1841 ropa: Toronb B
BOCMOMVHAHWSAX COBpe-
MeHHUKoB. - M, 1952,
c.276.

2The street was named after Pope Sixtus V, bap-
tized Felice, who built the street in 1585. To
have the street populated rapidly, Sixtus V
granted its dwellers major tax concessions. The
street was 2,787 metres long. It used to run
straight from the Church of Trinita dei Monti to
the Cathedral of Santa Croce of Jerusalem. It
was not until 1870 that this part of the city
became built-up, so from that place one would
have been able to enjoy wonderful scenery.
Close to Trinita dei Monti, famous for "Madon-
na" by Philipp Veit, there lived at No. 46, in dif-
ferent periods, Claude Lorrain, Nicolas Poussin
in the house across the street, Salvator Rosa
and Giovanni. Piranesi.

KaK A BUAes BbICTaBNEHHYIO UM KapTUHY
“CHATMe c KpecTa”, M KoTopas, KaK roBo-
PAT, Nyyllee ero Npou3BefeHve, He Mor
He NoXaneTb ero 1 Tex, KOTopble UM BOC-
xuwatotes. OH OTKpbIBaeT CBOK Mac-
TEPCKYI0 BCAKOE BOCKPECEHbE OT Noy-
OHV A0 ABYX 4acoB - M3peAKa NoKasbl-
BaeTCA NOCETUTENAM, Y 0ObIKHOBEHHO, B
BUIIHEBOM 6apxaTHOM Ka3aKuHe, no-
Kpos cpesHuX BeKoB, 1 6epete. CeroaHs
OH Obil Ha MUHYTY B aTeNbe U JypakK Bbl-
Wwen B OBYMHHOM Genom Tynyne, yyTb
NOAMNOACAHHOM, U B BULIHEBOM MajinHO-
BOM LWINPOKOM Gepete. K ero HemeL KoMy,
AJIMHHOMY LYY YXKacHO XyAoLaBoMmy, ¢
Kopnycom BpOAe TecTa, 3T0T Geper u
CPeAHVX BEKOB MaTbe AOMKHbI K HEMY
WATW, KaK KOpOBe CEANO — K ero rpy3uH-

CKOIN Gu3MoHOMUM NyyLle Bbl WA CKy-
¢bA, NoXanyi, N KpacHas, a OH, KakK ro-
BOPAT, 04eHb CUJIbHO METUT B KapAuHa-
nbl. Hebocb, He 6e3 3ToM e Lenu, nona-
rato f, OH ¥ NepeMeHun Penuruio 1 npu-
HAN KaToNMYecKy. Y Hero yAMBUTENbHO
KaKas-To mesyuTcKas (U3MoHOMUSA, ©
ropAoCTb AOMKHA BbITb B Hell y)xacHas...
Haw WBaHoB xuBonucew, BepyeT B He-
ro... *Kanb 0b110 6bl, ecnv 6ol MiBaHoB, B
caMoM Jefne, YBNEKCA 3a HUM, Byayun B
ThicAYy pa3 nydywe OBepbeka no Bcemy,
MO PUCYHKY U MO XWBOMWUCU, KOTOPOI Y
Osep6eka BoBce HeT»”.

A3BUTENbHbIA TOH MOBECTBOBAHWSA
Toncroro noactatb Kapukatype K.I.Bbpton-
nosa «Hemeukwne cTyaeHTbl (XyAOKHUKMN-
Hasapewnupl)».

MNOTAHH ®PUAPUX
OBEPBEK

Wtanua n lepmanuns
1828

Xoncrt, macno. 95x105

Johann Friedrich
OVERBECK

Italy and Germany
1828

Oil on canvas

95 by 105 cm

5I'IyTeBn;le 3anuckKm -
nHesHUKKN .M. Toncro-
ro. Moe3aka no Utanun
1 Bo3BpalleHne B Poc-
cuio yepe3 ABCTpuio 1
Monbuy. 1845-1846. -
OP PM, ¢. 4, eq. xp. 4,
Tetpaab 13, n.17 06.,
18-19. Jllo6e3Ho coob-
weHo O.A.AnneHoBoM.
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courant with the latest trends in art. More-
over, Via Sistina was full of art and antique
shops. Among Gogol's neighbours was
Fyodor lordan, a distinguished engraver,
who occupied premises at No.104. Curi-
ously, Hans Christian Andersen, the
famous Danish story-teller, had lived in the
same house earlier, in 1833-1834: today
a memorial tablet attests fo this fact. Fyo-
dor Moller, a Russian painter, lived at
No.43. It was common for them, including
Alexander Ivanov, fo get together for a cup
of tea and fo speak about art. Pavel
Krivtsov, a member of the Russian diplo-
matic mission and the official supervisor
of the Russian artistic community in
Rome, more than once came up with the
idea of buying a house for the painters.
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Unfortunately, Prince Pyofr Volkonsky, in
his letter of 14 December 1842 dismissed
the initiative by citing Emperor Nikolai |,
who wrote: "let us order... the purchase of
premises for the ailing painters, for exhibi-
fion of works of art and other purposes fo
be held over®

In 1832, Johann Friedrich Overbeck,
who, in the 1830s-1840s, was considered
an outstanding representative of
"purism"in Rome, was living, according to
Gogol, in Palazzo Cenci, inside the Jewish
ghetto. Known for an habitually modest
lifestyle, Overbeck, after the death of his
22-year-old son Alfonso, sought seclu-
sion, but his cloister was, from time to
time, broken by visits of distinguished
guests. Vasily Zhukovsky, the famous
Russian poet and the mentor fo the Great
Prince Alexander, came to see the Ger-
man master during His Highness's stay in
Rome (4 December 1838 to 1 February
1839). Indeed, with his address men-
tioned in the guidebooks, a visit to Over-
beck’s studio was considered a "must" by
even less high-ranking tourists. Nikolai
Gogol accompanied Russian travellers to
the German painters. Alexandra Smirnov-
Rosset, Maid of Honour to Empress
Alexandra, the patroness of the painter
Alexander Ivanov and a highly respected

gentlewoman, who arrived in Rome early
in 1843, was following the itinerary Gogol
devised for her. Besides other places of
interest, it included visiting painters’ stu-
dios. The first "stop on the Roman tour"
was described as "Overbeck piazza Cenci,
palazzo Cenci". Alexander Ivanov was
known to be an admirer of the German
anchorite. In his letter of October 1840
addressed to his father in St Petersburg,
Ivanov called Overbeck "my prophet, my
sole adviser, an artist and a poet in Christ".
In contrast, Gogol's attitude to Overbeck
was not so pathetic. In his memoirs Pavel
Annenkov, an author and Gogol's close
friend, mentioned the following episode:
"Once, after an evening spent in the com-
pany of an acquainfance of painter Over-
beck’s, who had been talking about the
master’s attempts to revive the simplicity,
clarity, modesty and pious contemplation
typical of painters before Raphael, we
were going home and | was very much sur-
prised to hear Gogol, who seemed fo have
listened to the story very eagerly and
attentively, note broodingly: "Such an idea
could only come to mind of a German for-
malist."*

Similarly, Fyodor Tolstoy, the Russian
artist and Vice-President of the Academy of
Fine Arts, who had been sent to Rome on a

3 The Russian Empire Foreign Policy Archives in Moscow. Re: for details see the corresponding note in Russian

* Pavel Annenkov. N.Gogol v Rime letom 1841 goda (Nikolai Gogol in Rome in the Summer of 1841)
In:"Gogol v vospominaniyah sovremennikov" (,Gogol in the Memoirs of His Contemporaries"),

Moscow, 1952, p. 276.
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Bug cobopa

Cs. Metpa 3
oKpecTHocTelt Puma
KoHeu, 1830-x -
Havano 1840-x

b., akBapenb
14x40,7

ALEXANDER A.
IVANOV

View of St Peter’s
Cathedral from
the Outskirts

of Rome

End of 1830s -
beginning of 1840s
Watercolour on
paper

14 by 40.7 cm

AAABAHOB
Bug mocta
Munswuo B Pume
Koneu, 1830-x -
Havano 1840-x
b., akBapenb
12,6x41,8

ALEXANDER A.
IVANOV

View of Milvio

Bridge in Rome

End of 1830s -
beginning of 1840s
Watercolour on paper
12.6 by 41.8 cm

Jlenpe, Ipeko u gpyrue

Pycckvie MacTepa, nonasLuve 13 XONOAHO-
ro lNetepbypra v AKageMum XyLoXecTs,
rAe uapuam cTporve nejarorm v pytuHa
obyyeHunsn, B Be3msATexHylo atMocdepy
I0XXHOr0 ropoja, B KOTOPOM OTCYTCTBOBa-
1IN CTpOTVie OpraHbl KOHTPONSA, Hachaxaa-
JCb HenpwvBbIYHOW cBOBOAON, camMo3ab-
BEHHO NpejaBananch NpasaHOCTU U HUye-
roHegenaHuto. CKpoMHble cpeacTBa CTU-
neHaun obecneunBany MONOABIM NHOAAM
BriofiHe 6e36eAHOe CyLLecTBOBaHMe, a co-
6nasHoB B PviMe 6bino MHoXecTBo. H.B.To-
ronb B nucbMe K A.C.[laHunesckomy ot
13maa 1838 ropa nucan: «Yto penatot
pyCCKUe NUTTopbI, Tbl 3HaeLwb caM. K 12 n
2 yacaMm K Jlenpe, notoM Kade [pek, notom
Ha MoHTe lMNuHuK, notom B Bongout, notom
onATb K Jlenpe, noToM Ha 6unnnapa®.
Jlio6onbITHbIE CBMAETENBCTBA OCTa-
BUN amepukarel, B.M.[unnecnu, onncas-
LKA NyYLLve pUMCKIMe TPaTTOpUK Tex NeT.
J70 - «bepTuHW», yTo Ha Kopco, «Panb-
KoHe» - oKkono MaHTeoHa, «[abbuoHe» -
oKono doHTaHa TpeBu (rae roToBUAM Jyy-
wue GudTeKesl). Pycckre vawe Bcero
cobupanucb B Tpaktupe «Jlenpe» (3a-
au)”, uo Ha Bua Kongottu. OgHoit u3 ao-
cTonpuMeyaTesbHOCTen 3aBefeHns Obin
cTapbiii opuumaHT Opunbs, BoeBaBLNIA
¢ HanoneoHom B Mockage. «K o6egy Opu-
NbSi MPUHOCKT MeHI0, cocToALlee U3 nAa-
TMCOT Ontod, XOTA B AMCTBUTENBHOCTM
MOXHO 3aKa3aTb COTHIO», - 1can amepu-
KaHeu, YacTo nobun obeaats B «Jlenpe»
H.B.Toronb, KoTopbIf, MO CBMAETENLCTBY
l.B.AHHeHKOBa, Bceraa KanpusHuyan v
MEHAN He MoHpaBuBLUVecs emy 6noga.
Opyr nucatens, rpasep ®.N.MNopaaH,
BCMoMuHan, 4to B «Jlenpe» MoXHo b0
BCTPETUTb ©KMTeNell BCeX CTpaH CBeTa;
3a KaXAbIM CTOJIOM CJIbILLEH CBOW A3bIK,
M3 KOMX PYCCKUI LapcTByeT Haj BCeMu
CBOVM LIYMOM 1 criopamu». B camom pe-
ne, Gonee AeweBbl U LEMOKPATUYHbIA
TPaKTUP, KyXHA KOTOPOro cyuTanach o
HOW 13 nyywux B Pume, cTan cBoeobpas-
HbIM KNYyOGOM pYCCKUX XYAOXHUKOB.
3necb BCAyx YMTanu cTatbu U3 poccuin-

® fozonb H.B. Montoe cobpaHue coumHeHuin B 14
Tomax. - M.-J1, 1937-1952.-T. 11, c.121.

7Ha repbe mapkusa Kapno Jlenpe, Bnajensbua
[loMa, BO BOpe KOTOpOro pacnonaranca Tpak-
T™Mp, UMenocb usoBpaxeHue 3aiua. MiMeHHO
3T0 06CTOATENLCTBO W Aa0 NMOBOA UHOCTPaH-
Lam AnsA nposBulLa.

mission of inspection of the Russian com-
munity of artists, made the following sar-
castic observation in December 1845: "It
was some time after one o'clock in the after-
noon when we set for Overbeck’s studio,
who is known as a purist painter, playing
here, especially among the Germans, - God
knows why, - an important role. But after
my seeing his "Deposition from the Cross"
exhibited here, which is said to be his best
work, | could not help being sorry about him
and his admirers. His studio is open every
Sunday from noon till two. From time to
time visitors have a chance fo see the
painter himself, usually wearing a cherry-
red kazakin of the Middle-ages cut and a
beret. Today he was seen coming to a tai-
lor's shop. In a minute, the fool was leaving
it wearing a white sheep fulup, loosely belt-
ed, with a cherry-red crimson big beret on
his head. With his long German face, terribly
skinny, and his body like dough, he should
look like hog in armour in such a beret and
a Middle-ages-styled dress. To his Georgian-
like phiz a calotte would become much bet-
ter, especially a red one, the more so that he
is said to be aiming fo become a cardinal.
I don’t think it was without a back-thought
of the kind that he changed his religion and
converted to Catholicism. He has a surpris-
ingly Jesuit-like physiognomy, so the pride
inside must be terribly high... Our painfer
Ivanov believes in him...It would be a pity if
Ivanov really got keen on him while being
thousands times better than Overbeck at
everything - drawing or painting, Overbeck’s
painting being nothing at all."”®

The acid-tongued tone of the above
remarks matches the caricature made by
Karl Brullov: "German Students (the
Nazarenes)".

5 Fyodor Tolstoy's traveller's notes and diaries.
The voyage to Ifaly and the trip back to Russia
through Austria and Poland. 1845-1846.

Manuscripts in the Russian Museum, St. Petersburg.

Acknowlegement to Olga Allenov.

NOABUT NACCUHN
Kade lpeko. 1856
AkBapenb. 49x62,5
KyHcTxanne, lambypr

Ludwig J. PASSINI
Cafe Greko. 1856
Watercolour. 49x62,5
Hamburg, Kunsthalle

4 PuMm. Ynuua
KoHpoTTu. Bxop B Kade
«Ipeko». CoBpeMeHHbIN
BuzA (poTo aBTOpa)

Rome. Via Condotti
Entrance to the "Cafe
Greko". Modern view

» Pum. Kade «[peko».
AwwmkK ana noutoson
KOppecnoHeHLmMn
(dboTo aBTOpA)

Rome. Cafe Greko. The
antique Post-Box

CKUX KypHanoB u rasert (A.A.ViBaHoB nu-
can oTLy, 4TO XyAOXHUKM B Pume cneum-
anbHo cobpanu feHbry, 4tobbl nonyyatb
NepuoAnKY U BbiTb B Kypce oTeuecTBeH-
HbIX cobbITni?). OBCyxaas nonnTUYecKme
M KynbTypHble HoBOCTM M3 Poccuu, oHn
Benu Geceabl 0 HacyLHo *u3uu B Uta-
UK, CNNeTHUYanM o cobpaTbAX-NeHcno-
Hepax. B ogHom u3 nucem ®.A.Monnepa,
KOTOPbIVA 6biN BbIHYXAEH U3-38 POMaHTH-
YecKoit McTopum NtobBK MOKUHYTL Pum,
AA.ViBaHoBy BCTpevyaem cnepywolyue
ctpoku: «Ecnu Gyget y Bac cBoboaHas
MWHYTa, TO yBEAOMMWTE MEHS, NOXKanyincra,
Kakune 060 MHe CllyXn 1 TONKW HOCATCA B
Pvme 1 mexay Hawumn neHcroHepamu,
4T0 roBOpAT 060 MHe 3a Lepre'ckum cto-
nom? YpessblyaiiHo N10BOMbITHO 3HaTb®,

Hanpotus tpakTupa «Jlenpe», Ha
ToWi e ynuue KoHaoTTy, pacnonaranoch
3HameHnToe Kade «peko»’. B XIX Beke

HALWW NYBANKAL NN

OHO CTano MEecTOM BCTPEYU XYLOXKHU-
KOB, INTEPATOPOB W My3bIKaHTOB. 3/echb
6biBanu W.Tete, K.®.Mopuy n U.LTnw-
6einH. Kaxpabln aeHb B Kade cobupa-
nncb Hasapeiiubl. Kage cnyxuno mex-
JYHapoAHbIM MOYTOBbIM aApecoM Ans
MHOTUX 13 HUX. B xapkux cnopax nute-
paTopoB 1 XyAOXHUKOB 06 ncKyccTBe 1
NpOW3BEEHUAX CTapbiX W COBPEMeH-
HbIX MacTepoB BbIKPUCTaNIN30BbIBa-
JINCb WX 3CTETUYECKME B3INAAbI, NPUX0-
AUAU  UJEeN HOBbIX NPOV3BEAEHU.
«Bckope no npuesge B Pum, - Bcnomu-
Han nosgHee K.M.Bptonnos, - A cugen B
Kate [peKo c HeMeLKMMU XYAOXKHUKa-
MW, KOTOpble FOBOPWIN, Y4TO WUCKYCCTBO
OKaHuMBaTb KapTUHbI TaK, KakK UX OKaH-
UMBaNN TONNAHACKME XYAOXKHUKK, Obino
noTtepsHo. fl He cornawancA C 3TUM
MHEHMWEeM, FOBOPUJI, YTO XUBOMMCLbI Ne-
pecTany Tak OKaHuMBaTb CBOW KapTUHBbI

sMapKUHa J1A. Xueonuceu ®egop Monnep. -
M. 2002, c. 32.

% Csoe HasBaHme Kade nosny4nno no UMeHn Bna-
aenbua Hukona genna Magganena (Nicola della
Maddalena), rpeka no npoucxoxaenuio. Mcrou-
HWKWM YTBepXAaloT, uto Kacte Ha cTpaga KoHgoT-
™M pyHKUMoHMpoBano yxe B XVIII Beke. B 1742
roAy B HeM OCTaHaBAVBaNCA 3HAMEHUTbI aBaH-
Tiopuct Ixakomo KasaHoBa.
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Lepre’s, Greco’s and Other Places

The Russian painfers, who had moved
from cold St. Petersburg and the Emper-
or's Academy classes, where strict rules
and boring routine reigned, to the warm
relaxed atmosphere of a southern city
with practically no supervision, enjoyed
their unusual freedom spending time in
indolence and doing nothing. Their
stipend, modest as it was, allowed the
young people to bask in the sun while
Rome offered a variety of diversions.
Nikolai Gogol wrote to his close friend
Alexander Danilevsky in his letter of 13
May 1838: "What Russian pittores are
doing here you know from your own
experience. By twelve and two o’clock
they are at Lepre’s, then in the Grek's
caffe, then in Monte Pinci, apres ca the
Bongout, after that Lepre’s again and
the billiards to follow."®

An American traveler, V.M. Gille-
spi, described the best Roman tratto-
rias of the fime: Bertini’s in Corso, the
Falcone near the Pantheon, the Gab-
bione close to the Trevi Fountain,
famous for their beef steaks. As for the
Russians, they gathered at Lepre’s in
Via Condotti.” One of the attractions
was an old waiter, Orilia, who was said to
have been in Moscow with Napoleon’s
army: "To the dinner table Orilia used
to bring a menu of five hundred dishes,
although, actually, one could order no
more than a hundred", wrote the Amer-
ican traveller. It is known that Gogol
frequented Lepre’s. According to Pavel
Annenkov, he was so fastidious in his
tastes that he often asked the waiter to
change any dish that he did not find to
his liking. The writer’s friend, the Russ-
ian engraver Fyodor lordan remem-
bered that at Lepre’s you could meet
"people from all parts of the world; at
every other table another language
was being spoken, of which Russian
reigned over the rest, outmatching
them in the noise of loud arguments".
Because Lepre’s was the cheapest and

® Nikolai Gogol. Complete Works in 14 volumes.
Moscow-Leningrad, 1937-1952.Vol. 11,p. 121.

7 The Coat of Armour of Marquis Carlo Lepri,
once the owner of the house where the famous
trattoria was located in the yard, included the
image of a hare which led foreign travellers to
adopt the nickname: ‘lepre’ is Italian for ‘hare’.
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most democratic trattoria, with one of
the best cuisines in Rome, it became a
kind of club for Russian painters. There
they could listen to articles from the
Russian press read aloud. Alexander
Ivanov wrote to his father that the
painters in Rome had raised a sum of
money to subscribe to Russian newspa-
pers and magazines in order to keep
abreast of events at home. Discussing

THE TRETYAKOV GALLERY #2' 2004

AUN.MBAHOB

Bupa Puma c Kpbiwmn
ero goma. 1854

b., akBapenb
25,2x39

ANTON I. IVANOV
View of Rome from
the Roof of His House
1854

Watercolour on paper
25.2by 39 cm

K.N.5PKO110B
Moptpet M.N.KpusLoBa (He okoHueH). 1844
Xoncrt, macno. 96,3x75,3

Karl BRULLOV
Portrait of Pavel Krivtsov (not finished). 1844
Oil on canvas. 96.3 by 75.3 cm.

MOTOMY, YTO HaLWIN OKOHYEHHOCTb rof-
NaHACKMX XYAOXHUKOB W3NULLHER, 1,
yTobbl AOKa3aTb CBOW CNOBa, Hanucan
“Uranbsanckoe yTpo™.'

MpeactaButb cebe Kade Tex ner
MOXHO no akeapenu Jliogeura MoraHHa
MaccuHn «Kade Mpeko». Tak e Kak u
HeMeLK1e MacTepa, PyCCKMe KONOHUCTbI
nonb3oBanucb ajpecom Kagde «lpeko»
ANA CBOMX KoppecnoHzeHToB. «Tyaa
NpMXoAAT BCe MUCbMa, - BCMOMUHAN
®.MNoppaH, - 1 3aBeTHbIN ALMYEK, HaXo-
JALMIACA Ha NO0YKe 33 CNMHOW Kodei-
LWMKa, KOToporo 06:A3aHHOCTb U pasnu-
BaTb Kode, U NojaBaTh cripalnBatoLLe-
My ALMYEK, B KOTOPOM HaxopATCA Bce
3arpaHuyHble NUCbMa, KOTopble Kax-
AbliA XYA0XKHVIK NepecMoTpuT. 3ToT AL~
YeK 6bls MONOH 1 PafoCT, U HEeYTELIHOM
cKopbu B cilyyae noTepu Koro-nvm6o fo-
pororo cepaLly Ha poauHe».'" MouToBsbii
ALMYEK KaK penvKBua bepexHo coxpa-
HAETCA U MOHbIHe BRajenbLamMm Kade.

10
K.M. BptonnoB B nucbMax, JOKyMeHTax
1 BOCMOMMWHAHUAX COBPEMEHHWKOB. —
M., 1952, c. 49.

" 3annckm peKkTopa u npocteccopa Akagemuu
xypoxects ®.U.Mopaana - M., 1918, c.149.

TecTayuo

Cyabbbl MHOTMX HEMELKMX U PYCCKUX
XYAOXKHVUKOB TaK CNOXWUANCH, YTO OHU
06penn cBoOI BeYHbIi NoKoi B BeuHom
ropoge. Mepeweawnx B KaTonn4eckyio
BepY XOPOHMWAMW B pa3nnyHbIX cobopax u
uepksax Puma. JliotepaHe n npasocnas-
Hble 0OpeTany CBOW MOCNEAHWIA MpUIOT
Ha Knapbuwe Tectauyo, pacnonarato-
LLeMCA Ha ropozicKoil okpauHe.'?

Ha kaptune fkob6a Bunbrenbma
Mexay «Mupammaa Lectus» nsobpaxe-
Hbl Takxe BopoTa CAToro lMaBna u yactb
ABpenueBoii cTeHbl (KoHel, Ill Beka), AB-
NABLUEACA rpaHULen aHTUYHOTO rOpOAa.
Knapbuwe Tectayyo n3obpaxanu MHo-
rve xyaoxHukn. Cpeam pycckmx macre-
poB n3BecTHa pabota ®.bpyHu 1835 ro-
Aa, NpeAcTaBnAoLLan y4acToOK C MOTUION
reHepan-agblotaHta K.K.Mepaepa. lMep-
BOe W3BECTHOE UCTOpUKaM norpebeHue
JaTtmpoBaHo 4 asrycta 1732 roga.

HeunsBecTHbIN XyAOXKHUK
KoHua XVIII .

Bua ¢ nzobpaxeHnem
nupamugpl Kasa Lectua

Anonymous

View of the Pyramid
of Caio Cestio

End of 18th century

"2 paiton nony4un HasBaHve 6narofaps NCKYCCTBEHHOMY XONMY (BbICOTON
52 metpa) - Monte Testaccio. Kak cBugeTenbCcTBYOT apXxeonoru, oH co-
CTOAN U3 KonoccanbHOro KonnyectBa 6uTbix aMmdop, B KOTOpbIX ApeB-
HVe pMMAsHe AOCTaBNANM OMBKOBOE Macio u BMHO. B nepeBoae Ha-
3BaHMe X0/Ma 03HayaeT «yepenuyHaa ropa». [naBHOW focTonpumMeya-
Te/IbHOCTbIO 3TOTO0 PUMCKOrO npeAMecTba Oblia M OCTaeTcs aHTUYHAsR
nvpamuza, coopyxerHas B 12 rogy Ao Hawew 3pbl. 3To Gbin ceMelHbIN
cknen TpubyHa lMas Llectvs, cunTaBlumnincs B CpefHMe BeKa ycbinanbHu-

uenn Pomyna.

Russia’s politics and cultural news natu-
rally led to talk of life in Italy, particular-
ly gossip about their colleagues. In one
of his letters to Ivanov, the painter Fyo-
dor Moller, who had to leave Rome
because of a romantic love affair,
requested: "If you happen to have a free
minute, let me know, please, what kind of
rumours about me are circulating in
Rome. What do our Russian pensioners
chat about me sitting at Lepre’s tables?
Very curious to know."®

In the same Via Condotti, opposite
Lepre’s, there was the famous cafe
Greko®. In the nineteenth century it
became a meeting place for an interna-
tional artistic elite - artists, men of let-
ters and musicians. The cafe was fre-
quented by Johann W. Goethe, Karl
Philipp Moritz and Johann H. W. Tish-
bein. Every day you could see the
Nazarenes there. The cafe was also the
international postal address for many

of them. Heated discussions of art, of
old masters and contemporary ones
helped to refine their aesthetic tastes
and to find new ideas to be incarnated
in their future work. "Soon after my
arrival in Rome”, - remembered Karl
Brullov, - "l was sitting at Greko’s in the
company of some German painters who
were eagerly arguing that the art of
completing paintings as the Dutch mas-
ters used to do had been lost. | did not
agree saying that painters had stopped
to complete their pictures in the same
manner only because they found such
completion nonessential and to prove
my point of view | painted "Italian Morn-
ing".'®

The watercolour "Cafe Greko" by
Ludwig Johann Passini gives some idea
of what the cafe looked like in the mid-
nineteenth century. The Russian com-
munity, like their German colleagues,
used Greko's as their official address.
"All letters came there”, - remembered
Fyodor lordan, - “and the darling box
was on the shelf behind the counter-
man whose responsibility was fo pour
coffee and pass the box on request.
There were all the letters from abroad
and every painter would look them
through. That box was full of either joy
or inconsolable grief if somebody dear
to heart back at home was reported
dead.""

The letter box is still being kept as
a relic by the today’s owners of the cafe
(see the photo taken by the author of the
article).

Testaccio

Many German and Russian artists were
destined to die and be buried in the
Eternal City. Those who converted to
the Catholic Church were buried in var-
ious cathedrals and churches in Rome.
The Lutherans and Orthodox found

8Lyudmila Markina. Zhivopisets Fyodor Moeller (Painter Fyodor Moeller). Moscow, 2002, p. 32.

®The cafe got its name from its proprietor, Nicola della Maddalena, an ethnic Greek. According to some
sources, the cafe in Strada Condotti was there as early as the eighteenth century. Giacomo Casanova,
the notorious adventurer, is said to have come there in 1742.

10 K PBrullov v pismakh, dokumentakh i vospominaniyakh sovremennikov. (Karl Brullov in Letters, Documents
and Memoirs of His Contemporaries). Moscow, 1952, p. 49.

n Fyodor lordan. Zapiski rektora i professora Akademii Khudozhestv Fl.lordana. (Notes by Warden and
Professor of the Academy of Fine Arts Fyodor lordan) Moscow, 1918, p. 149.
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BocTouHas yacTb Knagbuwa, npu-
MblKaloLwas HerocpesACcTBEHHO K nupa-
mMuae, HasbiBaetcA [lpeBHel 4acTblo.
3necb nMeeTcA BCero ABa PyCCKUX 3ax0-
poHeHus (Bunbrenbm lpoot n rpaduna
A.MepHbiwesa). M3 HeMeLkunx mMacTepoB
VIMEHHO B 3TOW 4YacTu noxopoHeH Kapn
®unnnn dop, yTOHYBLLWIA BO BpeMs Ky-
naHvs B Tubpe. B aBrycte 1822 ropa no
pacnopsxeHuto KapanHana KoHcanbeu
[peBHsAs YacTb 6bina 3akpbiTa. C HOAG-
pA TOro e roga CTanu Ucnonb3oBaTb
HOBbIM 3anajHbli y4acToK, KOTOpbIN
nonyuun Haspauue Crapas 30Ha'’.
3Aecb NOXOPOHEHbl Apyrvue HeMubl:
eANHCTBEHHbIV cbiH W.TeTe, ABrycr, raH-
HOBepCKMIA nocnaHHuk Asryct Kect-
Hep, KPYMHbI KONNeKLMOHep 1 NOKpo-
BUTeNb Ha3apenues.

M3 pycckux 3axopoHeHuii ussect-
Ho Hagrpobue K.I.Bptonnosa, msrotos-
JIeHHOe MO MPOEKTy apxuTeKTopa
M.A.lypynosa. OTcyTcTBME Ha HEM Xpuc-
TUAHCKOW CMMBOJIMKM BbI3BaHO, NMO-BU-
AnMomy, cylectsoBaslumm Ao 1870 roga
3anpeuieHveM. CneumnanbHas nanckas
KoMUCCUA CTporo cieauna 3a cobntoge-
HueM npuHumna «Extra Ecclessiam, nulla
salus» - «BHe LlepkBu (KaTonunueckon. -
lpum. JI.M)) Het cnaceHus». Pagn uncto-
pUYECKOi CnpaBejvBOCTM ClefyeT OT-
METUTb, 4TO M306paXkeHne KpecTa Bee Xe
BCTpeyaetca. Tak, Ha Haarpobum XyLoXKHU-
Ky Bacunuio LLitepenbepry (ym.8.11.1845)
BbIOWUT rpeyecKmii Kpecr.

B 3aknioueHne npuseseM NpoHMK-
HOBeHHble CTPoKkM Muxauna OcopruHa:
«MHe Kaszanocb - 1 nocenyac Kaxercs -

AKOB BUJIbIEJIbM
MEXAY

Mupamugpa Llectus
1790-e

Myszeii n3o6pasutens-
HbIX UCKycCTB, Jlernuumr

Jakob W. MECHAU

The Pyramid of Cestius
the 1790s

Leipzig, Museum der
Bildenden Kunste

13 Malizia G. Testaccio. Roma, 1996. Beck-Friis J.
Der Protestantische Friedhof in Rom. Friedhof
der Dichter, Denker und Kinstler. Malmé,
1993. facneposuy B., Kamun-flpues M., Tana-
naii M., Lllymkos A. Tectauyo. Hekatonmyec-
Koe Knaabuiie AnA uHocTpaHues: AndaBuT-
HbI CMUCOK PYCCKMX 3axopoHeHui. - Cl6.,
2000.

"2 The area was named after the arfificial hill (about 52 metres high) called
Monte Testaccio. According to archeologists, the hill was made of a huge num-
ber of broken amphoras used by ancient Romans for the transportation of oil
and wine. The word "testaccio” means "a mount of tiles or pots". The major
attraction of the area has always been the antique pyramid built in 12 BC and
used as the family vault of Tribune Gaius Cestius. In the Middle Ages the Pyra-

mid was thought fo be Romulus’s tomb.
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their final resting place in the Testac-
cio Cemetery, on the outskirts of the
city."

In Jakob Wilhelm Mechau’s "The
Pyramid of Cestius" there can be seen,
beside the Pyramid, St Paul’s gates and
part of the Aurelius wall of the late third
cenfury AD, which used to be the
boundary of the ancient city. Many
artists have painted the Testaccio
Cemetery. The Russian Fyodor Bruni
has at least one scene with the tomb of
Adjutant General K. Merder. The first
grave, according to historians, dates
from 4 August 1732.

The eastern part of the cemetery,
adjoining the Pyramid, is called the
Ancient Site. There are only two Russ-
ian graves - Wilhelm Grooth and
Duchess A. Chernyshev. As for the Ger-
man community, it is here that Carl
Philipp Fohr, who drowned in the Tiber,
is buried. In August 1822, by order of
Cardinal Consalvi, the Ancient Site was
closed. From that time the western part
was used as a burial ground. It was

named the Old Zone." Here you can
find other German graves: August, the
only son of Goethe, and August Kest-
ner, the Ambassador of Hanover, a
great art collector and patron of the
Nazarenes (see the photo by the
author of the article).

Of the Russian graves the tomb of
Karl Brullov, designed by the architect
Mikhail Shurupov is of particular inter-
est. That there are no Christian symbols
on the tomb can apparently be
explained by the Papal veto that existed
until 1870: a special Papal Committee
strictly enforced the dogma "Extra
Ecclessiam, nulla salus”, that is "there is
no salvation outside the Church" (mean-
ing the Catholic Church - L.M). To be
fair, one should note that there are non-
Catholic crosses on some tombs, such
as the Greek cross engraved on the
tomb of the painter Vasily Shterenberg
(died 08.11.1845) (see the photo by the
author of the article).

In conclusion, the profound
words of Mikhail Osorgin, an emigre
Russian author, seem very appropriate.

“It has seemed to me - and it still
seems - to feel comfortable and proud
to be lying here, far from your home-
land by virtue of blood, but in the mid-
dle of what is the homeland of a great
culture. Here a travelling compatriot
will read your name on the marble
grave-stone - will read viva voce and it
will, probably, remind him or make him
remember your name; later, together
with the name of the cemetery, the
pyramid and the strange bare hill
made of ancient potsherds, another
memory will flash across his mind, of
an epitaph written in Russian, which is
destined fo stay in the Eternal City for-
ever, because eternity is by no means a
matter of convention. To belong to
Rome - even by virtue of your death -
has always seemed to me to be an hon-
our.""

Ludmila Markina

MOKOWHBIM ¥ ropAbIM Nexatb 34ech, Aa-
NeKO OT POAMHBI KPOBHOW, B LieHTpe po-
AVHbl BENMKOW KynbTypbl. 3Aecb 3aes-
XU COPOAMY MpOYTET Ha MPaMOPHOW
nAnTe UMA, - NPOYTET BCIIYyX W, MOXET,
BCMOMHWT UIN 3aMOMHUT; NoC/e, BMecTe
C WMeHeM Knaabuwa, nupamuabl M
CTPaHHOW, roNoii ropbl U3 @aHTUYHbIX Ye-
penKoB, — MeJIbKHET B ero NamMATh 1 Haj-
MUCb MO-PYCCKW, HaBeKM OCTaBLIAACA B
BeuHoM ropope, NOCKONBKY, KOHeYHo, ca-
Ma BEYHOCTb - He yc10BHa. bbiTb cBA3aH-
HbIM ¢ PuMoM - xoTA 6bl y3aMu cMepTy -
MHe BCerja Kasanoch yecTbion',
Jloomuna MapkuHa

'3 Malizia G. Testaccio. Roma, 1996. Beck-Friis J. Der Protestantische Friedhof in Rom. Friedhof
der Dichter, Denker und Kiinstler. Malmé, 1993. Vanda Gasperovich, M.Katin-Yartsev, M.Talalai,
A.Shumbkov. Testachio. Necatolicheskoye kladbische dlya inostrantsev. Alfavitny spisok russkikh
zakhoroneny (Testaccio. Non-Catholic Cemetery for Foreigners. A List of Russian Graves in the Alpha-

betic Order.) St Petersburg, 2000.

Y Mikhail Osorgin. Pippo. Peresvet. Book 1, 1921, p.62-63.

1 OcopauH M. Munno // Mepeceert. KH.1, 1921, ¢. 62-63.

<« Pum. Knapbue
Tectauyo. Hagrpobue

Ha Moruie XyAOXKHVKa
K.®.®opa ¢ Hagnucbto
Ha HeMeLKoM: «Er ertrank
beim Baden im Tiber»
(coTo aBTOpA)

Rome. Testaccio. Tomb
on Carl R. Fohr's grave
with the inscription

in German: "Er ertrank
beim Baden im Tiber"

» PumM. LepkoBb CaHT
Anpgpea genne ®parre.
Haarpo6uie O.A.Kunpen-
cKomy (coTo aBTOpa)

» Rome. Church

of St Andrea

delle Fratte.

Tomb on Orest Kipren-
sky's grave

4 Pum. UepkoBb CaHT
Anppea genne Ppatre,
rAie NOXOPOHEeH
0.A.KunpeHckuit

Rome. Church

of St Andrea

delle Fratte

where Orest Kiprensky
is buried

Pum. Knap6uuwe
TecTauuo.

Haarpobuie xyaoxHWKY
B.W.LLItepenbepry
(doTo aBTOpA)

Rome. Testaccio.
Tomb on Vasily Shteren-
berg’ grave

Pum. Knap6uwe
Tecrauyo.
Hagrpo6ue
K.N.Bptonnosy.
ApxuTtekTop
M.A.lWypynos.
23 nioHs 1852
(doTo aBTOpA)

Rome. Testaccio.
Tomb on Karl Brullov's
grave by architect
Mikhail Shurupov.

23 June 1852
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IduvcnyTt 00 ucKycctBe

A Dispute on Art

...06umamenu lepmaHuu u Poccuu -
100U camble cBOOOOHbIe,

CaMble OMBAXKHble U CaMble XecmoKue
U3 8Cex, KaKUX 3Haem UCmopusi...

AHnpu beiinb CteHpans

..Residents of Germany and Russia
are the most free, the most coura-
geous
and the most cruel of all people
known in history...

Henry Beyle Stendhal

s its press-release stated,
the second part of the
20th century deals not
only with the cultural
interaction between

both capitals and
the states, but - to a great extent -
reveals the attitude of the two political
systems to the visual arts. Thus one of
its main aims was fo analyze cultural
events from an ideological point of view,
in other words from the point of view of
the long-lasting opposition “East vs.
West" in the visual arts which started
from the middle of the 20th century.
Such a standpoint is disputable in our
multi-polar world.

Personally | consider it much more
interesting and correct not to analyze
the opposites, but on the contrary, to
reveal what was shared, namely, the
mere fact of co-existence of the official
and non-official - the underground, pro-
hibited forms of art in both countries.

The curators of the exhibition -
the authors of its ideological concept -
stepped on the slippery path of the least
resistance: could they have been
remembering the (once!) very well-
known article by Lenin, "A Party

MEXAOYHAPOOHASA NAHOPAMA

in the Framework
of an Exhibition,
or the Two-faced
Janus of Politology

Jflonzoe momumesibHOe 0XKUGGHUE 8 MeyeHue NOHIMLU OecAIWIemus 8bIiCcnas-
ku «bepnun-bocksa. bockea-bepauH. 1950-2000», npusesio HaKOHeY,
K ee omKpbmuio 28 ceHMA6PA MuHyBwe20 200a 8 cmonuye okl 8 bapmuk-
Iponuyc bay. bbuio npedcmaaneHo 500 npou3zsedeHuli 180 asmopos He
MOJIbKO U3 2/1a8HbIX 20p0008 [epMaHuUU U XKoccuu, HO U3 Opyeux cCmpaH
Esponbi u AMepuKu. hmo 06cmoAMeIbCmB0 OP2aHU3AIMOPbI 0OBACHAIOM
cmpemie HUEM «Nposecmu HenocpedcmeeHHoe U euje HUKO20a MAaKuM 06-
pa3oM He OeMOHCMPUPOBasWeeca conocmassieHue Mexody Bocmokom u
3anadom».

IT WAS A LONG PROCESS OF ANXIOUS EXPECTATION RUNNING
OVER ALMOST TEN YEARS TOWARDS THE EXHIBITION "BERLIN-
MOSCOW. MOSCOW-BERLIN. 1950-2000". FINALLY CAME THE HAPPY
MOMENT OF ITS OPENING, SEPTEMBER 28, 2003 WHICH TOOK
PLACE IN THE CAPITAL OF THE FRG, IN MARTIN-GROPUIS-BAU. 500
WORKS BY 180 ARTISTS REPRESENTED NOT ONLY RUSSIA AND
GERMANY, BUT ALSO SOME OTHER EUROPEAN COUNTRIES AND
AMERICA - IN ORDER TO DEMONSTRATE DIRECT PARALLELS
BETWEEN THE EAST AND THE WEST.

npecc-penvse K BbiCTaBKe
oTMeyanock: «B3rnap Ha
BTOpYt0 NonoBrHY XX BeKa
KacaeTcA He CTONBKO Ky/b-
TypHOro obMeHa Mmexay
oboumMu ropogamu 1 rocy-
[apCTBaMK, CKOMbKO OTHOLIEHMA ABYX
MONIMTUYECKUX CUCTEM K BU3YabHbIM
BUAaM uckyccrsa». Ctano 6biTb, 0fHOM
U3 LieHTPaJIbHbIX 33fia4 ABUJIOCH CTPeM-
JIEHVE K aHaNUTUYECKOMY B3IAAY Ha Xy-
J0XKECTBEHHYIO KyNbTYpY CKBO3b MpU3My

naeonornn, ToyHee, KoHdnmkta Boc- « M.ABPAMOBWY

lepoii. 2000
ToK-3anap, B M300pa3nTeNlbHOM UCKYCCT-

A P Y Potorpacua
B€, HA4MHaA C cepeaunHbl ywealero crto- 100x 100

netus. MogoGHas nosvuuA yKe AocTta-

- « Marina ABRAMOVICH
TOYHO CMOPHA B CErOAHALIHEN CUTYaLMK Hero. 2000
MHOTOMOIAPHOro MUPA. Photo

RERLIN-MOCKRBA MOSKAU-BEPNUH
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[nAa aBTOpa 3TVX 3aMeTOK O Bbl-
cTaBke «bepnuH-Mocksa» Gonee npaso-
MepHbIM 1 MHTepeCHbIM NpeAcTaBAAeTcA
He pacCMOTpeHWe OTHOLIEHUIA NPOTHBO-
MONOXHbBIX MONUTUYECKNX CUCTEM K MC-
KyccTBy, @ HA0O0pOT — npeAcTaB/ieHne o
JOMYCTUMbIX, NOOLLPAEMbIX, KYNETUBMPY-
eMbIX 1 BMeCTe C TeM 0 HeflerasbHbIX, 3a-
npeTHbIX (GOpMaXx XW3HU WCKyCCTBa Mo
060 CTOpOHbI «GappuKazy.

KypaTopbl BbicTaBkW, aBTopbl ee
coAepxaTeNbHOM NAENHOW KOHLenuum
MoK, Ha MOW B3rAA4, MO MyTW Haw-
MeHbLLUero COMpOTUBIEHNS, BO3MOXHO
flaxe, PYKOBOACTBYACb W3BECTHON fe-
HUHCKoI paboToi «[lapTuitHas opraHu-
3aumA 1 NapTUinHasA nTepaTypay, 3Hauu-
TenbHO obneryvs TakMm obpa3oM 3aja-
4y, NOCTaBWB ee, KaK ¥ B NpexHue Bpeme-
Ha, B 3aBMCUMOCTb OT HEKOW MoNuTHYe-
CKOW KOHBIOHKTYpbI.

OpHako mMaTepman 3KCnosuummn Bo
MHOroM BCTynaeT B NMpOTMBOpeYyye C rno-
A0GHOI YCTaHOBKOM, MOCKONBKY ABNAET-
CA AaneKko He afeKBaTHbIM Mporpamm-
HbIM naesam ee yctpouteneil. bonee Toro,
OH HVKaK He cornacyetcA ¢ 00beKTuB-
HOM Hay4HOW KOHLenuuein nepsoi Bbl-
craBku «bepnuH-Mocksa. MockBa-bep-
nvH. 1900-1950», npu pa3paboTke Ko-
TOpOI aBTOpPbl pyKoBOACTBOBanUCh 60-
nee rMybOKUMU W CNOXKHBIMU LenAMU =
MONHOLEHHO M BCECTOPOHHe MoKa3aTb
napannenv W ansTepHaTUBbI pasBUTWA
MCKYCCTBA HalLUMX CTPaH B KOHTEKCTE MU-
POBOrO XyAOXeCTBEHHOro npoLiecca.

B cTpemneHnun K opuruHanbHocTu
MpoeKTa Ha ypoBHe MOAWUTONOrUM, Mano
CBOWCTBEHHOV COBPEMEHHOMY WCKYCCT-
BO3HaHMWI0, KypaTopbl BbICTAaBKM C 06enx
CTOPOH M3/1LLHE, 04EBUAHO, YBEKINCH

40 TPETbAKOBCKAS TANEPES

AeKnapvpyembiM «ocBobOXAeHWeM pa-
60T OT MX M3HaYaNbHOTO NPUYNCIEHUA K
KaKoMy Obl TO HY b0 TEYEHMIO 1 3a0C-
TPEHWI0 B3MAAA Ha CyLECTBEHHOM, -
rAe, N0 MHEHWIO aBTOPOB MpYBEAEHHbIX
BbIIEPXKEK M3 Te3MCOB KOHLenumn pac-
CMaTpMBaeMoOlN 3KCMO3MLMK, B LeHTpe
BHMMaHMA CHOBa M CHOBA CTOWT BOMPOC
0 B3aMMOOTHOLLEHNN MacCOBOWN KynbTy-
pbl M MHAMBWAYaNbHOMO TBOPYECTBaY.

OctaBuB Ha Bpems ocnapviBaHue
TOUKW 3peHusi CBOMX Kosier, nonpobyio
MOAGNNTLCA C YMTATENAMU KOHKPETHbI-
MW BreyaTNeHnAMU OT BbICTaBKM.

Mocne nepsoro o6Liero 03HaKoM-
NIeHNA C IKCNO3MLMeN Y MEeHA BO3HUK-
710 OLylleHNne Hecopa3MepHOCTU poc-
CUICKON N HeMeLKOo ee COCTaBAAio-
WMX MO CUCTEMHbIM NMPU3HAKaM W OT-
BETCTBEHHOCTU BbI6OpPa 3KCMOHEHTOB 1
npov3BefeHni.

THE TRETYAKOV GALLERY #2' 2004

BEPHEP TIHOBKE
Yenosek - Mepa Bcex
Beluet: BNo6aeHHbIe
(npaBas BepxHAA
yactb). 1975
OpranurT, cM. TeXHUKa
175.8x174,5

Werner TUEBKE
Man is the Measure
of All Things: Lovers
(right upper part)
1975

Mixed media

on hardboard

1758 by 174,5

BWIN 3UTTE
Mos mactepckan -
noceswaetcs Kypbe
1976-1977
Opranut, macno
170274

Willy ZITTE

My Studio -
Homage to Courbet
1976-1977

0Oil on hardboard
170 x 274

zation and Party Literature”, and once
again be making art dependent on polit-
ical situations and demands?

Unforfunately, the new "Berlin-
Moscow. Moscow-Berlin" exhibition is
not as consistent as the previous exhibi-
tion of the same name. In addition, it
seems the curators of the "1900-1950"
earlier part set themselves more compli-
cated aims, trying to reach a compre-
hensive and thorough demonstration of
all the parallels and alternatives in the
development of art in the two countries
in the context of world art movements.

Concentrating on the political
originality of the project, to the least
extent typical for contemporary art crit-
icism, the curators of the exhibition
(both Russian and German) were foo
enthusiastic with the declared principle
of getting free from belonging to any
particular trend and movement for the
sake of giving the greater attention to
the most essential - namely, fo the ever
topical problem of the inferaction and
interrelation of mass culture and the
creative activity of the individual.

My first general impression of the
exhibition left me dissatisfied with the
inadequacy of its Russian and German
components, both in their systematic
elements and the choice of exhibited
works.

Thus the Russian curators - Pavel
Khoroshilov, Russia’s Assistant Minister
of Culture, and critics Victor Miziano
and Ekaterina Degof - gave preference
to the so-called "secondary” culture, to
the underground artists whose names
were synonymous with their ideological
opposition to official Soviet art; these
artists were known outside Russia as
bearers of a social-political alternative
fo an art which served the power of, or
was under the thumb of Communist
doctrine.

This evident predominance of the
representatives of the so-called "other
art" - the approximate ratfio is one fo
ten - does not correspond to the real
state of affairs in the culture of the ex-
USSR. Of different professional stan-
dards and quality, these works, on the
one hand, mark a vivid substitution of
criteria, a shift in the evaluation of art in
general; on the other hand, they are evi-
dence of the subjective approach of the
curators in defining the concepts and

Tak, HawuMmn Kypatopamu - 3am.
MUHUCTpa Kynbtypbl P® [M.Xopowwuno-
BbIM, MCKyccTBOBeAamu B.MusuaHo wu
E.[lerotb - npn dopmmnpoBaHunm poccuir-
CKOW KONNeKuMn ABHOEe npeanoyTeHne
6b1n0 0TAAHO NPeACTaBUTENAM TaK Ha3bl-
BaeMoWi BTOPOW Ky/nbTypbl, XyA0XHUKaM
aHpaerpayHaa, MMeHa KoTopbix Ha 3anage
CNYXWIN CUHOHMMAaMU NL,E0N0MNYECKOro
NPOTMBOCTOAHMA 0dULMaNbHOMY COBET-
CKOMY MCKYCCTBY; OHU Gblny Gonblue ns-
BECTHbI 3apyOexHOIN ayAMTOpUK KaK Ho-
CUTEeNN COLManbHO-MONUTUYECKOW anb-
TepHaTVBbI UCKYCCTBY, 06CNyKMBaBLIEMY
BNACTb UV NOAYNHEHHOMY KOMMYHUCTU-
YECKUM JOKTPUHAM.

fIBHOe nNpeBannpoBaHue, B COOTHO-
LWeHNV NPUMEPHO OAMH K AecATW, npes-
CTaBuTeNell «Apyroro WCKyccTBa», npu-
YeM OTHIOZb He paBHO3HAYHOro npodec-
CMOHALHOTO YPOBHS, YBbI, HE OTpaxano
WCTUHHOTO MONOXEHWA fien B XYA0XecT-
BeHHON Kynbtype GbiBwero CCCP C oa-
HO CTOPOHBbI, 3TO CTaj0 NpOsBIEHNEM
nepecTaHOBKU LEEHHOCTHbIX OPUEHTHPOB,
C Apyroil - CBMAETeNbCTBOBANO O BOJe-
BOM, VHAVBUAYaJNCTUYECKOM TMOAXOAE
KypaTopoB K ONpeAeneHunto KOHLEeNUmm n
COCTaBa POCCHMICKOW YacTu BbICTaBKM
Ky/lyapHo, 3a 3aKpbITbiMK BepAMU Mu-
HUcTepcTBa Kynbtypbl PO. Beputh B He-
norpeLuMMocTb CBoero Bbibopa B ocyLue-
CTB/IEHWM CTOMb MaclTabHOrO MeXayHa-
POZHOIO NpOEeKTa No MeHbLLe Mepe Heo-
CMOTPUTENBHO.

Bonee Toro, B Haly Konnekumio He
BOWAM U APKWe MMeHUTble MacTepa
HOHKOH(OpMM3Ma, Takue, Kak bopuc
CsewHuKos, Anekcein TanywkuH, Bacu-
nnin CutHukos, Baamum Cuayp, Oner Lien-
koB, AmuTpuin KpacHoneBues, Barpuy
BaxyaHsH.

Mpo3peHne, BbI3BaHHOE Henpogon-
KUTENbHON XPYLLEBCKON «OTTenesnbto»,
ob6epHynocb «OgHuM aHem MBaHa [exu-
coBuya» Anekcangpa ComxeHuLpbIHA, HO
B MHOW unocTacu. B coserckol Kynbtype
TexX NEeT BO3HWKAW TeHAeHuuW, 0603Ha-
YMBLIME TPELMHbI B WAEO0NOTUYECKOM
¢yHaameHTanu3Me, ofjHaKO KOPEHHbIM
06pa3oM He M3MeHMBLIME 0OLLECTBEHHO-
r0 CO3HaHWA, He CTaBLUME B CWJY KOH-
KPETHbIX WMCTOPUYECKNX MPUYUH AOMU-
HUPYIOLLMMUN ABNEHUAMWU KyNbTypbl CO-
LIManMCTMYeCKoro peanvsma.

Ha BbictaBke «bepnuH-MockBa»
TEHAEHLMN BO3POXAEHNA JeMOoKpaTnye-
CKMX TPaAWLMIA Hallero NCKycCcTBa Aeca-

B.AKOBJIEB

[AucnyT 06 nckyccTBe
1946

XoncT, Mmacno
350x420

Vasily YAKOVLEV
Dispute on Art
1946

Qil on canvas
350%x420

content of the Russian part of the exhi-
bition, and behind-the-scenes decisions
taken in the Russian Ministry of Culture.
It seems the curators were too self-con-
fident, which is risky in the implementa-
tion of such a large-scale international
project.

Furthermore, in the Russian part
of the exhibition there were none of the
most prominent representatives of the
Soviet/Russian non-conformists, such
as Boris Sveshnikov, Alexei Tyapushkin,
Vadim Sidur, Oleg Tzelkov, Dmitri
Krasnopevtsev, Vagrich Bahkchanyan -
to mention only a few.

A new understanding of Soviet
reality came in the short time of
Krushchev's "thaw", and resulted in the
short novel "One Day in the Life of Ivan
Denisovich" by Alexander Solzhenitsyn.
At the same time in the Soviet cultural
life of this period new tendencies
appeared, which later produced some
crucial changes in the ideological
background; but they did not cause any
cardinal changes in the public con-
science, and therefore could not
become a dominating cultural phenom-
enon of socialist realism due to histori-
cal reasons.

MEXOYHAPOJHAA MAHOPAMA

The main accent of the "Berlin-
Moscow, 1950-2000" exhibition is on
the democratic tendencies which pre-
vailed in Russian art in the 1910s and
1920s, practically ignoring such
acclaimed figures of Soviet art as Arkady
Plastov and Alexander Laktionov, Eka-
terina Belashova, Nikolai Tomsky and
Eugeny Vuchetich, together with the
"great” renowned representatives of the
"old guard" such as Alexander Deineka,
Matvei Manizer, Alexander Kravchenko,
Vladimir Favorsky and Andrei Goncha-
rov. It is also worth mentioning other
artists who were still active at that time:
Pavel Kuznetzov, Robert Falk, Piotr Kon-
chalovsky, Alexander Matveev.

Of course, the innovators - the so-
called radicals - have played their par-
ticular role in the history of our art, but
they were not that influential and their
impact on the development of the Sovi-
et artistic movement atf that time was
minimal.

It should be noted that the newly-
formed left wing of the artistic commu-
nity in the 1950s and 1960s turned fo
be of a second order, not only compared
with the founders of the Russian avant-
garde but also to the Western artists
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working at that fime. This fact was com-
pletely ignored by the Russian curators
which is proved by the declared concept
of the Berlin-Moscow Exhibition.

But one historical mistake should
not give rise to another. A changing of
accents or a diversion of political vec-
tors does not give anybody a free hand
to substitute one historical fact for
another in connection with today's polit-
ical situation. The ratio of the works of
artists whom we refer to as non-con-
formists, belonging to an ideological
and artistic underground, and the works
of the social-realists as represented at
the exhibition was not in favour of the
latter.

To my mind such an act of revenge
on the part of the curators is not appro-
priate. A certain random choice of the
works of art or a kind of a subjective
attitude of the curators to the process
of formation and casting turns to be far
from justified, and as a result we have to
deal with a dogmatic re-evaluation of
historical heritage and revision of the
role of culture in the life of society.
Today's voluntarism in art resembles the
ambitions of the advocates of social-
realism under the Soviefs. The viewer
can see for himself the peculiar
approach of the curators and their pre-
occupation with the process of rewrit-
ing the national cultural history of the
recent past.

Who then is on display and recog-
nizable for the descendants? Who has
been chosen by the Moscow curators in
order to give a plausible picture of artis-
tic life in the USSR? The 1950s are rep-
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["KOPXEB

Conpar.

W3 cepun
«OnaneHHbIe OrHeM
BOWHbI»
1957-1960

Xoncrt, Macno
200x150

Gelii KORZHEV

A Soldier

Series: "Touched
by the Fire of War"
1957-1960

Oil on canvas
200by150

Moxedpd YOS
Pa3rosop MepTBbIx
conpar.
Passearpynna
KpacHoit Apmun,
nonasLas B 3acagy
y Moquor'a,
AdranucraH,

3uma 1986 roga
1991-1992
[vnano3untmesl,
cBeTOnpoeKuua
229x417

Jeff WALL

Dead Troops Talk.
The Red Army
Reconnaissance
Unit, Caught in an
Ambush at Moquor,
Afganistan,

Winter 1986
1991-1992

Slide film projection
229 by 417
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TbIX-BaALATHIX FOZ0B MPOLLIOrO BEKa,
TOYHee, UMNyNbChbl 3TOTO MpoLecca no-
cTaB/eHbl BO MaBy yra. Toraa Kak 3Ha-
KOBbIMW (DUrypamMn XyLOXKECTBEHHOW
kynetypbl CCCP no npexHemy octaBa-
JIMCb TaKne MacTepa, Kak Apkaawii Mna-
cToB 1 AnekcaHap JlaktnoHos, Exkatepu-
Ha benawosa n Hukonaii Tomckui, B na-
TUAECATbIE rofbl ONULLETBOPABLUME Ha-
pAAY C BeNVMKUMWU MNpeAcTaBUTeNsaMU
«ctapon reapaun» AnekcaHapom [leiHe-
kon, Opuem MumenosbiM, Cepreem le-
pacumoBbiM, Bepoit MyxuHoin, Capoit
JlebeneBoit, MaTBeeM MaHu3epom, Anek-
ceem KpaBueHko, Bnagumupom ®asop-
ckuM, AHgpeeMm [oH4apoBbIM Maruct-
palibHble MyTW COBETCKOro UCKYCCTBa.

B 310 BpemsA npogomkanu nnopo-
TBOpHO pabotath MaBen KysHeuos, Po-
6ept Panbk, Anekcanap Matsees, lNetp
Konuanosckuit. KoHeyHo, nosBneHune Ha
TBOPYECKOM TOPU30HTE HOBATOpPOB-pa-
AVIKasnoB OCTaBWU/IO CBOV Clef, B UCTOPUN
Hallero UCKYCCTBa, HO VX Aons B pedop-
MUpOBaHUW, BepHee, B PasBUTUN XyAo-
YKECTBEHHOW Ky/bTypbl TeX NeT, yBbl, MU~
HUManbHa.

CnpaBeannBocTv paau Hajo npu-
3HaTb, 4TO HOBbIe NieBble pybexa nATuae-
CATbIX-LIECTUACCATBIX TOf0B B CUiy
06BEKTUBHBIX MPUYMH OKa3anucb BTO-
PUYHBIMU He TO/IbKO MO OTHOLIEHUID K
CBOMM TNpejlecTBEHHUKAM, POAOHA-
YaslbHMKaM pyCCKOro aBaHrapAa, Ho 1 K
3anafHbiM MacTepaM Havana nATUAecs-
TbIX. 3T0 06CTOATENLCTBO ObIIO NPOUTHO-
pPUpOBaHO KypaTopaMmy Hallero Hawuumo-
HanbHOro pasgena BbicTaBKkM «bep-
nMH-MocKBa», YTO OKasano BAWAHWE Ha
BCH KOHLIEMLMIO 3KCNO3ULMMN.

OpHa ucTopuyeckas HecrnpaBep:
NMBOCTb He fomxHa obopayvBaTbCcA

Apyroii. HesaBMcKUMO OT nepecTaHoOBKM
aKLEHTOB W M3MEHEHUA MONUTUYECKUX
BEKTOPOB, He CllefyeT 3aHUMaTbCA MOA-
TacoOBKOW NCTOPUYECKMX GaKToB B yro-
Ay CUIOMUHYTHOW KOHblOHKType. CooT-
HOLLeHWe npeAcTaBieHHbIX Npon3Bese-
HWUIA XYAOXHUWKOB, KOTOPbIX MPUHATO
6bI10 NPUYNCAATE K HOHKOH(OPMM-
CTaM, K MJLe0N10rMYeCcKOMyY 1 TBOPYECKO-
My aHAerpayHzy, K TeM, Koro 3aBefloMo
NpUNMCcbIBaloT K AeATenaM oduumanb-
HOrMO WMCKYCCTBA, UCKYCCTBA TaK Hasbl-
BAeMOro COLMaNNCTUYEeCKOro peanuns-
Ma, Ha BbICTaBKe, BOMPEKM NCTUHE, OKa-
3a/10Cb He B NM0Jb3Y NOCIEAHUX.

Hekuit pesaHw nogo6Horo popa,
Ha MO B3rNAf, ABNAETCA CO CTOPOHbI aB-
TOPOB POCCUICKOW KOHLLENLMMN 3KCNOo3un-
LMW He BnonHe ymecTHbiM. Onpesenen-
HaA CNy4YaiHOCTb MM NpefjHaMepeH-
HOCTb Npu (HOPMUPOBAHUN HalLen Kon-
nexkumn obopauvBaeTcs BecbMa Heybe-
AWTENbHBIM, OrMaTUYeCKUM pesynbTa-
TOM MepeoLieHKN MCTOPUYECKOrO XyAO-
YKECTBEHHOTO HaCNeAWs U PONN KynbTypbl
B XM3HU 00wwecTBa. HbIHeWHMIA «mcKyc-
CTBOBEZIHECKMI» BOJIIOHTapU3M He yCTy-
naeT B aMbuuMAX peBHUTENAM coupea-
nM3Ma coBeTCKoM 3noxu. B aTom nnwHmi
pa3 ybexnaaelubcs, MAAA Ha ocobyto ns-
6upaTenbHOCTb MOAXOAA K nepepacrpe-
JeNeHnio MecT B MCTOPUM HefaneKoro
MPOLLIOrO OTEYECTBEHHOM KyNLTYpbI.

Koro e ocrtaBunu B HasugaHue
MOTOMKaM MOCKOBCKMe Kypatopbl? W3
nATMAecATbIX roaosB Bacunua Axkosnesa,
MpescTaBNeHHOTo YAUBUTENBHOW KapTu-
Hoi «[ucnyT 06 uckycerse», KyKpbIHMK-
COB - CaMbIM MaclTabHbIM MONOTHOM
3aMevaTtenibHoro Tpuymsepata «KoHewp,
®enopa boropoackoro - M3BecTHbIM
ceflyac ye HeMHOTMM, HO OTHIOAb He

resented by Vasily Yakovlev with his
painting "A Dispute on Art". A grand pic-
ture "The End" by the great "trio" of the
Kukryniksys never fails to catch the eye
of the viewer; next to it is "Baltic Sailors
Making an Oath" - not the best painting
of Fedor Bogorodsky; and two works of
the renowned Pavel Korin - "Requiem”
and "Portrait of S. Konenkov".

It would have been necessary, to
my mind, to enlarge this part of the exhi-
bition because these masters have
already been given special attention.
And the more to this: the large-size
paintings of Yakovlev and Bogorodsky
are exhibited in the same room, practi-
cally speaking, in direct contact with the
conceptual "loud-speaking" work by
Marcel Brudtaers “The White Hall"
(1975) which anticipated the analogous
work of llya Kabakov exhibited in the
same Martin-Gropius-Bau years later (in
1997) at the exhibition “The Epoch of
Modernism".

The artists associated with the
1960s are represented by Gelii Korzhev
(his cycle "Touched by the Fire of War",
Victor Ivanov ("Funeral"), Dmitri Zhilinsky
(a monumental composition "The USSR
Gym Team"), Tair Salakhov ("On the
Caspian Shore"), and Victor Popkov with
"Builders of the Bratsk Electric Station".
That may seem enough to some. But
those art critics whose attitude to the
history of Russian art is based on more
objective criteria, and who remember
the exhibition "Thirty Years of the
Moscow Union of Arfists" in 1963
would have included such keyworks of
the so-called "severe style" as "Rafters"
by Nikolai Andronov, "Geologists" by
Pavel Nikonov, "Strike" by Alexander
and Piotr Smolins, and - last but not
least - works of a different stylistic
trend represented by the brothers
Sergei and Aleksei Tkachev.

Of course, one cannot embrace
the boundless. Thus, it might indeed be
impossible to present a retrospective
all-embracing panorama of the visual
art of that time. But how to explain then
the choice of six works of Vladimir Veis-
berg - not a key figure either in the non-
official or the official Soviet art in the
1960s-1980s.

The period of the 1970s leaves the
viewer with a similar feeling of dissatis-
faction. There are no works by Natalia

KYKPbIHUKCbI
KoHew

1947

Xoncrt, Macno
200x251

THE KUKRYNIKSYS
The End

1947

0Oil on canvas

200 by 251

OPUTL, KPEMEP
MoaHumatowminca
C KoNeH
1966-1967
BpoH3sa

B. 296

Fritz KREMER
Rising Up
1966-1967
Bronze

nyqwum npoussefeHvem «Knatea 6an-
TUICKMUX MOpAKOB», A06aBUB cloja ABe
pabotbl MaBna KopuHa - «PekBnem» un
«Moptpet C.KoHeHKoBa».

Monarato, 4T0 Ha3BaHHbLIN Nepuog
6bi10 Gbl HEOOXOAMMO pacWwUpuTb Mo
NpeACTaBUTENbCTBY, MOCKOJbKY YXe B
KOHTEKCTE 3KCMO3MLMKM 3TUM MacTepam
npeAocTaB/ieHbl HOMWHaNbHble MecTa.
KToMy e B 3ane, rae nokasaHbl 60/ib-
wue no dopmary xonctbl AKoBnesa u
BoropoacKoro, nx HapoUMTO TECHWT KOH-
LenTyanbHas BbICTaBOYHAA pernyinKa
Mapcens bpyaTtaepca «benbliii 3an», Bbl-
nonHeHHaa B 1975 rogy v npeaBocxu-
TVBLUAA NOABMEHNE HECKONBbKMMM roAa-
MW MO3)e aHalorMyHoi No MHOrMM na-
pameTtpam paboTbl Wnbu Kabakosa, Ko-
Topas, KcTaTu, Gbina NoKasaHa 34ech Xxe,
B Maptun-Tponnyc bay, B 1997 roay Ha
BbiCTaBKe «Bek MosepHu3man.

LecTnaecATHMKM npeacTaBneHbl
pAanoMm. 3aeck nponsesenuns lenva Kop-
eBa 13 umkna «OnaneHHble orHem Boi-
Hb», nonoTHa BukTtopa VBaHoBa, MoHy-
MeHTanbHaa komnosnuma mutpua Ku-
nnHckoro «CéopHas CCCP no rumuacTu-
Ke», pabota Tampa CanaxoBa «Y Kac-
nus», KapTuHa BukTtopa Monkosa «Ctpo-
utenu Bpatckoin MIC». Kasanocsb 6bl, fo-
ctatouHo. Ho cneuuanuctbl, 06beKTUB-
HO OTHOCSALLMECA K UCTOPUM HALLEero uc-
KyccTBa, NOMHALMeE BbicTaBKy K 30-ne-
Tto MOCXa, HenpeMeHHO BKAOYMAN Bbl
B 3TOT PAA TaKue NporpaMMHbIe Npomn3-
BeJEHNA «CypoBOro cTmns», Kak «lnoto-
ronb» Hukonasa AHgpoHoBa, «leonoru»
MaBna HukoHoBa, «Ctauka» AnekcaHa-
pa u Metpa CMonuHbIX, HakoHeL, pabo-
Thl APYroro XyA0XecTBEHHOro CTpos, Ha-
npumep KaptuHbl 6patbeB Cepred u
Anekces TkaueBbiX.

MEXOYHAPOJHAA MAHOPAMA

KoHeuHo, peTpocneKTnBHyto, BCe-
o6beMoLLylo NaHopaMy Hallero 13o6-
pasuTeNbHOro WCKYCCTBa Tex JIeT, Mo
BCel BEpPOATHOCTH, Obl1I0 HEBO3MOXHO
npeactaBuTb. OaHaKo B 3KCNO3MLMK Ha-
WOCh OTAENbHOe MecTo LWecTu pabo-
Tam Bnagumupa Beiicbepra, ganeko He
KyNbTOBOWM JIMYHOCTU KaK B Heohuum-
anbHOM, Tak 1 B oULMaNbHOM COBeT-
CKOM MCKYCCTBE LUeCTUAECATbIX-BOCH-
MUAECATbIX FOf0B.

OnpepeneHHylo HeyAOBAETBOPEH-
HOCTb BbI3bIBAET U NpeACTaB/eHne poc-
CUACKMMMW KypaTopaMu OTeYeCTBEHHOM
XYAOXKECTBEHHON KyNbTypbl CeMUAecs-
ThIX rofoB. /13 ux nonsa 3peHus novemy-
TO Bbinanu npowssesenna Hatanbu He-
crepoBoi, AHatonuna KomenuHa, Tatba-
Hbl HazapeHko, Anekcangpa CutHuKoBa,
Mpunbl CrapxeHeukoi, EsreHna Crpy-
neBa, AHatonuA Cnenbiwesa, Onbru byn-
rakoBon, Anekcangpa PykaBulwHMKOBa
M Lenoro psaja ApYrux macTepoB, Ybe
TBOPYECTBO, HECOMHEHHO, OKasasno 3a-
METHOE BINAHME Ha 3BOMIIOLMIO HALLEero
MCKYCCTBA, Ha 06LLeCTBEHHOE CO3HaHWe.

3zecb onATb e NpoABWACA AUC-
6anaHc B Nonb3y naeagbl ONMo3nLMOH-
HO HAaCTPOEHHbIX MO OTHOLWEHWUI K
«oULNANbHON» KynbType XyAOXHW-
KoB. HecomHerHo, Vnbs Kabakos, Jles
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Nesterova, Anatoly Komelin, Tatyana
Nazarenko, Alexander Sitnikov, Irena
Starzhenetskaya, Eugeny Strulev, Ana-
toly Slepyshev, Olga Bulgakova, Alexan-
der Rukavishnikov and a number of
other artists whose creative activity did
influence the evolutionary development
of our art and public conscience. As a
result there is a certain disbalance in
favour of artists opposing the "official"
culture. No doubt Ilya Kabakov, Lev Nus-
berg, Vitaly Komar, Alexander Melamid,
Francisco Infante, Igor Makarevich,
Vyacheslav Koleichuk, Ivan Chuykov,
Erik Bulatov, Oskar Rabin, Mikhail
Shvartzman, Eduard Shteinberg, Victor
Pivovarov, Boris Turetsky are notable,
acclaimed artists whose activity deter-
mined the main directions of the devel-
opment of non-official, non-conformist
art. Such a list of artists who openly con-
fronted "social realism" is far from com-
plete, but nevertheless it gives evidence
of their predominance at the exhibition.
Thus any inexperienced viewer might
get a far-from-objective impression of
the situation in the field of art in the
USSR in the 1960s and 1970s.

And how to explain, for example,
that Mikhail Chernyshev, who has been
living in the USA since 1981, is repre-
sented by nine paintings? Such an
unjustified attitude to those masters
who gained official and public acknowl-
edgement in the USSR not for their par-
ticular conformist position or obse-
quiousness, but for their talent and pro-
fessionalism gives a false idea of the
state of affairs, picturing something
desired but not real. If the artistic oppo-
sition had been an influential force, then
in the second half of the 20th century
the national Russian art would have
developed along quite different lines
and in accordance with quite different
laws. The mere fact that many represen-
tatives of the "other culture" emigrated
to the West is another argument in this
thesis. Nevertheless according fo the
concept approved by the Ministry of Cul-
ture such artistic groups as the "Liono-
zov Commune", "Dvizhenie (Move-
ment)", Sotzart (Social Art) and others
determined the image of Soviet art of
that period, which is least justified.

The period of "perestroika” - to my
mind - is much more objectively pre-
sented at the exhibition, and the same

can be said about the last decade. Pref-
erence is given to such much spoken-of
figures as Oleg Kulik, the late Timur
Novikov, Sergei Shutov, Konstan-tin
Zvezdochetov, Leonid Sokov, Dmitry
Prigov, Andrei Monastyrsky, Vladislav
Mamyshev-Monro, Valery Koshliakov,
Igor and Svetlana Kopystyansky, Pavel
Peppershtein, Sergei Bugaev-Afrika,
Semen Faibisovich, Andrei Filippov,
Leonid Tishkov, Alexander Vinogradov
and Vladimir Dubossarsky. And even
though this list is long, there are some
blank spots; among some noticeable fig-
ures absent from it are Alexander Pono-
marev, with his numerous grandiose proj-
ects which produced a sensational
impression at home and abroard,
Natasha and Valery Cherkashin, and
Dmitry Tugarinov.

Such a detailed and scrupulous list
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N.4YYNKOB
OkHo XX
1980

[lepeBo, macno
180x74

Ivan CHUYKOV
Window XX
1980

0il on wood
180 by 74

A.BMHOT'PAZIOB,
B.lYBOCCAPCKUI
CuyacTimBbIi fieHb
1995

Xoncrt, Macno
400x800

Alexander VINO-
GRADOV,
Vladimir
DUBOSSARSKY
A Happy Day
1995

Oil on canvas
400 by 800

Hyc6epr, Butanuii Komap, AnekcaHap
Menamug, ®pancucko NHdbanTe, Vropb
Makapesuy, Bauecnas Koneiuyk, MBaH
Yyiikos, Spuk bynatos, Ockap PabuH,
Mwuxann LWBapumaHn, Sayapa LTeitn-
6epr, Buktop lusosapos, bopuc Ty-
PeLKunin 3acnyKMBaKT CaMoro cepbes-
HOro BHMMaHWA, ABNAIOTCA NNYHOCTA-
MW, ONpeAensAoLWMMM 0OCHOBHbIE BEKTO-
pbl  ABMXEHWA «HeodULMaNbHOTOY,
HOHKOH(opMMcTCKoro uckyccrea. Oa-
HaKo Jaxe He MOJHbIN NepeyeHb UMeH
XYAOXHUWKOB, BCTYNMBLUMX B OTKPbITYHO
KOH(POHTaLMIO C «COLMANNCTUYECKUM
peann3Mom», CBUAETENbCTBYET O ABHOM
WX NpeBanvMpoBaHUM B 3KCMO3WLUW,
YTO Y HEUCKYLIEHHOTOo 3pUTeNna MoXeT
BbI3BaTb fja/leKO He 00beKTUBHOE Brie-
yaTieHMe O KOHKPEeTHOW cuTyauun B
Hallel KynbType LWecTUAeCATbIX-CeMU-
AecATbiX rofoB. [lo6aBMM K 3TOMy, UTO,
HanpuMmep, Muxaun YepHbiwes, npo-
xuBatowwmin B CLLA ¢ 1981 roga, npea-
CTaB/IeH Ha BbICTaBKe JeBATbI0 paboTa-
mu. HeonpaBaaHHoe WrHopvipoBaHue
MacTepoB, KoTopble 06pen opuLmanb-
HOe, rocyAapcTBeHHOe U 0OLLecTBeH-
Hoe npusHaHue B CCCP oTHioab He
6naropapa cBoell cornalwaTtesbCKoM
MO3ULMWN MW YrOfHWNYECTBY BacTy, a
TanaHToOM M NpogeccuoHanm3MoMm, co-
3/aeT NpeBpaTHYl0 KapTUHY UCTUHHOIO
MONOXEeHWA fieN, BblAaeT enaemoe 3a
AeiictBuTenbHoe. Ecnm 6bl xygoxect-
BEHHasA 0Nno3mumna bbina BANATENbHON
CWUNON, BO3MOXHO, OTe4YecTBEHHOe WC-
KycCTBO pa3BuBanocb Obl BO BTOPOIi
nonosrHe XX BeKa Mo ApyrMM 3akoHam,
HO 3TOro He npowu3owwno. U 1o, 4To MHO-
rve npeacTaBuUTENN KBTOPOW KYNbTYpbI»
OKasanucb B 3MUrpauuu, ABnseTcs To-
MY KOHKPEeTHbIM NoaTBepxAeHveM. o
KOHLeNnuuy aBTOPOB, YTBEpXAeHHOMN
MuHucTepeTBOM KynbTypbl P®, Hanpo-
TWB, MONYYNNOCh, YTO «IMAHO30BCKanA
KoMMyHa», rpynna «[BmxeHune», Co-
LapT v T.A. NpeAcTaBAAN UCTUHHOE N~
L0 COBETCKOro MCKyCCTBa TeX JeT, YTO
Mo MeHbLUel Mepe HecrnpaBeaanBo.
Mepuop nepectpoiikn, Ha Mo
B3MAA, BbIINIAAEN Ha BbICTaBKe 3Ha4u-
TeNbHO yOeauTesnbHee; TO e camoe
MOXHO CKa3aTb npo ncKycctso Poccum
MUHyBLWero pecAtunetusa. Mpeanouyte-
HWSA, OTAAHHble B 3TOM NMPOMEXYTKe 1c-
TOPUYECKOro BpPeMeHW, He Bbl3bIBalOT
TaKoro Hef0yMeHWs, KOTOpoe BO3HMWK-
710 Noc/e 3HAaKOMCTBA C 3KCno3uuyen,

OXBaTbIBaBLUeW NATUAECATbIE - Hayano
BOCbMUAECATLIX rogoB. [propuTeTHbI-
mMu ¢durypamu 3gecb okasanucb Oner
Kynuk, Tumyp Hosukos, Cepreit LLyToB,
KoHcTaHTuH 3Be3poyetos, Jleonnp Co-
koB, AmMuTpuia Mpuros, Anapeii MoHac-
Tblpckuid, Bnaamcnas MamblweB-MoH-
po, Banepuin Kownskos, Uropb 1 Ceet-
naHa KonbictaHckue, MNasen [lennep-
wreiH, Ceprein byraes-Adpuka, Cemer
®anbucosuny, Avapein dununnos, Jleo-
Hua Tuwkos, AnekcaHap BuHorpagos n
Bnaaumup [y6occapckuii. KoHeuHo,
ecTb 1 B 3TOM OOWWPHOM psAY BbiBe-
AeHHble 13 cdepbl BHYMaHUA NMeHa, B
ux uyucne Anekcangp lNoHomapes, He
pa3s yavBNABLUNIA CBOUMW rPaHANO3HbI-
MU NpOeKTaMM 0TeYeCTBEHHbIX W 3apy-
6exHbIx 3puTtenei, Hatawa n Banepuit
YeprawwuHbl, AmMutpuin TyrapyHos.
Cronb nogpobHoe nepeyncieHne
WMeH, KOTopble NMoceTUTenu BbICTaBKM
MoryT 6e3 Tpyaa HaWTU B KaTanore, He
c/lyyaiiHo, OHO BbI3BaHO He0OXOAMMO-
CTbIO IMWHWIA pa3 NOJYEpKHYTb Hapo-
UuTylo HeoOBLEKTMBHOCTb, M3-3a KOTO-
POI NCTOPUA HaLLero NCKycCTBa OKa3sa-
nacb nepeBepHYTOW, KaK B KapTuHax le-
opra basenuTua, c Hor Ha ronoBy 1 B KO-
JINYECTBEHHOM, U — BO MHOIOM — B Kaye-
CTBEHHOM OTHoLeHuW. [onbITKKN BTUC-
HYTb TBOPYECTBO OTAENbHbIX POCCUiA-
CKUX XYAOXHWKOB B COYMHEHHble KOH-
uenumn, Gonee TOro, maeHTUdULMPO-

BaTb X paboTbl C NPOU3BEAEHNAMMN U3~
BECTHbIX 3anajHblX MacTepoB TpaHc-
aBaHrapja u NnocTMOAEpHM3Ma OKasa-
JINCb UTPOl BOOBPaXKeHWs, fanekom ot
06BbeKTVBHOMO B3MAAA Ha HepaBHO3-
HayHble XyA0XeCTBeHHble ABNEHUA.
Hano ckasatb, 4T0 U HeMeuKas
KONNeKUWA, BKIoYaBwas B cebA npo-
n3seaeHuns [Mabno Mukacco, [lasuaa
Cukeiipoca, 3Han Yopxona u Apyrux
MHOCTPaHHbIX XYAOXHWKOB, He cTana
y6eauTenbHbIM NOATBEPKAEHNEM Te3n-
COB TepPMaHCKMX KypaTOpoB 3KCMo3u-
umm KOpreHa XapteHa, Avgxenbl WHain-
aep u Kpuctoda TaHHepTa, cornacHo
KOTOpPbIM, «NpPOA0Kan NpeablayLlyo
BbICTaBKy o bepnvHe n Mockse nepsoi
nonoBuHbl XX BeKa, OHa CBA3aHa Ha
3TOT pa3 C NeproAoM XON0AHOW BOVHbI
MeXAy “KOMMYHM3MOM M KanuTanums-
MoM”, ¢ pa3zenom lepmaHmm 1 6epnun-
CKOI CTEHOW, IMacHOCTbIO U NepecTpow-
KOI, a TaKXe C CeroAHAWHUM MUPOM,
Bce Gonee rnobanu3vpyowmnMes 1 Bbl-
3bIBalOLYMM OLLYLIEHVE NTaTEHTHOW Yr-
po3bl. Kpome Toro, BbicTaBKa Hanomu-
HaeT 0 TOM, YTO GbIBLUMX NPOTUBHUKOB
CBA3bIBAET: O TOTA/NIMTAPHbIX CUCTeMax
1 0 TpaBMe, OCTaBLUelCA noce pasBa-
3aHHOWM Hemuamu BTopoit MupoBoi
BOWHbI U M06eJ0HOCHO OKOHYEHHON
pycckumn “Benukon OTeyecTBeHHON"...
KynbtypHble cBA3n Mexay MockBoi 1
BepnuHom 3aBucenu B nepeyto ouepesb

B.KOLLJIAKOB
fonoBa Konocca
KoHcraHTnHa. 1992
KapToH, Temnepa
250%x200

Valery KOSHLIAKOV
Head of Colossus Con-
stantine

1992

Tempera on cardboard
250 by 200

MEXOYHAPOJHAA MAHOPAMA

of artists whose names can be easily
found in the catalogue of the exhibition
(in comparison to those who were omit-
ted!) has been given with only single
purpose - to state a certain special,
biased approach to the modern history
of Russian art, which has been turned
upside-down (like in the paintings of
Georg Baselitz) and which appears to be
wrong both quantitatively and qualita-
tively. The attempt to "squeeze” the art
of some Russian artists into the sophis-
ticated concepts, and the attempt fo
identify their works with those of the
well-known Western transavant-garde
and postmodernist artists proved to be
just a work of imagination, far from an
objective point of view and a grounded
appraisal of very often diametrically
different artistic phenomena.

It should be mentioned that the
German part of the collection, which
included the works of Pablo Picasso,
David Siqueiros, Andy Warhol and other
non-German artists, did not prove to be
a strong argument in favour of the thesis
formulated by the German curators of
the exhibition - Jurgen Harten, Angela
Schneider and Christopher Tannert: "to
have a certain confinuation with the
previous exhibition "Berlin-Moscow-
Berlin" embracing the first half of the
20th century, the present exhibition is
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oT KoHpnukta BocTok-3anag, paBHO
KaK 1 oT ero pa3peLleHus. Takum obpa-
30M, -~ NPOAOIKAIOT AeKNapnpoBaTh Ky-
patopsbl, - bepanH 1 MockBa oTpaxanu
M oTpaxatloT oblime TeHAEHLMW, Kak
pars pro toto, Kak montoca repmMaHo-
POCCUIACKOro 3/NIMNCa C MeXAYHapoA-
HbIMW KacaTeslbHbIMUY,

MocneaHne uUTMpyeMble CTPOKM
cnyaT Kak 6bl HeobXoAuMbIM apry-
MEHTOM BKJIIOYEHUA B 3KCNO3MLMIO pa-
60T OTAENbHbIX, XOTA Y BCEMUPHO Npu-
3HaHHbIX, XYAOXHWKOB M3 PpaHuuu,
CLUA, Utanun, Mekcuku. Ho u B 3ToM
cnyyae Bblbop okasancA manoybeam-
TeNbHbIM, AaXe C/y4aliHbIM - He Mo
MMeHaM, a Mo npov3seseHnAM. ABTOpbI
KOHLLeNLMN HeBONbHO Cy3UAW NOHATUA
Boctok-3anag, ob6oinga BHUMaHUEM
TBOPYECTBO ApYrvx 6onbluKX eBponeii-
CKUX W aMepUKaHCKUX MacTepos, Ta-
KunX, Kak ®paHcuc bakoH, Jliouno ®oH-
TaHa, Mapk Potko, Ixopmx Curan,
[xopaxuo Manuy, MapuHo MapuHu,
Basapennu, Ham [kyH Maik, HTOHM
fopmnu 1, KoHeuyHo e, CanbBagop [a-
v n Pene Marputt. K Tomy e 13 nx no-
NA 3peHUs BbINann U HEKOTOpble BUA-
Hble npeactaBuTenu uckyccrsa [P
cpeam KoTopblx, Hanpumep, Bonbdranr
Martoiiep n Banbtep Bomaka. MHe no-
Kasanocb CTpPaHHbIM W COCEACTBO B
3Kcno3uuuy pabot Bunnm 3utre ¢ Kap-
TmHol Mabno Mukacco.

B nuuHoi Gecege ¢ Kpuctothom
TaHHepTOM, obewaBlwmM npucnatb B
pefaKuMIo Hallero XypHana cBOW, He-
3aBUCKMbIN OT KonlernanbHo Bbipabo-
TaHHOW HEMELKVMMM napTHepaMu nosu-
LMK, OTBET HA MOW BOMPOCHI, fi TaK U He
YACHUN 3Ha4YeHUA «MexAyHapoAHbIX
KacaTe/lbHbIX K MoocaM repmaHo-poc-
CUIACKOrO 317MMNCa» NpYMEHNUTENbHO K
IKCMO3ULMOHHOMY KOHTEKCTY BbICTaB-
k1. Bo3MoxHO, 3T0 06bACHAETCA pas-
JIYMEM HaLLWX B3MAAOB Ha 3BONIOLMIO
poccuiicKo-repMaHCcKoro nonuTuyec-
KOTO 1 Ky/IbTYPHOTO NMPOTUBOCTOAHUA U
OAHOBPEMEeHHO coTpyaHuyecTBa. M Bce
Xe cnedyeT BO3AaTb AOMKHOE Hemell:
KUM KonjeraM, KoTopble BHE CBA3M C
HaLMMK NO3HAHWAMMW B NOCIEBOEHHOM
nctopum nckycctea lepmanun caenanm
KyAa 6onee TouHble M 06BbEKTUBHbIE aK-
LIeHTbl Ha MaBHbIX 3Tanax pasBUTUA
XYAOXECTBEHHON Ky/nbTypbl CBOei
CTpaHbl, HeXenn MoW yBaxaeMmble poc-
cuiickune cobpaTba no npodeccuu.
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MO3E® BOVIC
®ona VII/2
1967 (1984)
WHctannauua

Joseph BEUYS
Fund VI1/2
1967 (1984)
Installation
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connected fo the period of the Cold
War between "communism and capital-
ism", to the existence of two German
states and the Berlin Wall, glasnost,
perestroika, and today’s situation in the
world at large, which is more and more
concentrated on globalization, causing
feelings of latent threat. Besides, this
exhibition reminds something that is
common for both the former enemies:
the totalitarian systems and the trauma
caused by the very fact of the Germans
being the initiators of World War Il, and
the Russians being the winners of the
Great Patriotic War...Thus the cultural
ties between Moscow and Berlin
depended to the greatest extent on the
West-East conflict, and to no less an
extent on its solution. So, the "Berlin-
Moscow" exhibitions reflected and are
reflecting some general tendencies -
pars pro toto - just as the poles of Ger-
man-Russian ellipse with some interna-
tional tangents.”

The last words serve a necessary
argument - an opfion fo exhibit some
particular works of world-known French,
American, Italian and Mexican artists.
But even in this case the choice seems to
be least convincing, if not random - the
best names, but not the best works. The
concept-makers have unwillingly nar-
rowed the "West-East" notion, paying no
attention to such great European and

American artists as Francis Bacon, Lucio
Fontana, Mark Rothko, George Segal,
Giacomo Manzu, Marino Marini, Victor
Vasarely, Nam June Paik, and of course,
Salvador Dali and Réné Magritte. In addi-
tion, they put aside some prominent GDR
artists, like Wolfgang Mattojer and Walter
Womaka. There was something else
which seemed - at least fo me - ground-
less: the works of Willy Zitte hanging next
to the painting of Pablo Picasso.

In a private conversation with
Christopher Tannert, I could not find any
definite answers to my questions, nor
could | digest the message of the thesis
of "the poles of German-Russian ellipse
with some international tangents’, as
applied to the context of the exhibition.

This might be explained by our dif-
ferent points of view on the simultaneous
evolution of Russian-German political
and cultural opposition and coopera-
tion. Yet | give our German colleagues
their due for having made a more pre-
cise and objective selection of the
works of art to represent the many-
sided display of the development of art
and culture in post-war Germany, than
my respected Russian colleagues have
made.

The first-rate works of the artists
who determined the evolution of German
art - both Western and Eastern - in the
second half of the 20th century proved it

again and again. The works of Joseph
Beuys, Anselm Kiefer, Georg Baselitz,
Gerhard Richter, Heinz Mack on the one
hand, and Werner Tuebke, Hans Grimmling,
Fritz Kremer, Willy Zitte, on the other,
give evidence to a clearly determined
desire to analyze - logically and compre-
hensively - most phenomena of the cul-
tural life of Germany not only in the con-
text of the attitude of the rival ideologi-
cal systems to art, but also in the new
context of a dilemma: cultural values vs.
politics.

As for the Russian curators, whose
personal ambitions and preferences
were faken as a general and unequivo-
cal truth, their work seemed - to my
mind - fo a greater extent groundless
because it claimed to have a unique and
original point of view fo the historical
dominance of the artistic and cultural
process.

A certain inequality of the exhibit-
ed works of art from the German and
Russian partners, as well as a diversity
in understanding the general aims
made them reach the decision that it
was really necessary to make serious
corrections in the general concept of
the exhibition - as it was stated by
Christopher Tannert, who informed me
that the German part of the exhibition
would be changed, that some other
works would be substituted, and some
accents shifted. | was not surprised, but
to tell the truth, | was embarrassed -
before our conversation | was not sure
about such a turn of events.

Thus, the organizers are going to
make two different exhibitions, offer-
ing two different "cups of tea" fo the
German and Russian viewer. Thus
unbreakable German punctuality has
gained some traces of tolerance. It
might be caused by the revision of
some statements on the actuality of
the no-longer-actual art, or by some
other more sophisticated considera-
fions.

The visual results of the final deci-
sion of the curators - to simplify or to
complicate the basic dilemma - will tell
on the Moscow variant of the exhibition
that will open in April 2004 at the His-
torical Museum.

Alexandre Rozhin

AHCE/IbM KN®EP
BHyTpeHHee
NpOCTPaHCTBO
1981

CM. TexHMKa
287,5x311

Anselm KIEFER
Inner Space
1981

Mixed media
287,5by 311

Hannuve B 3Kkcnosuuumn nepso-
KNacCHbIX Npou3BefeHWii MacTepos,
Ybe TBOPYECTBO ONpeseNseT 3BONOLUI0
HeMeLKOro MCKyCCTBa — KaK 3anagHoro,
TaK ¥ BOCTOYHOTO, — BTOPOI MONOBWHbI
XX Beka, ABUIOCh yOeANTeNbHbIM AOKa-
3aTeNbCTBOM BbIBEPEHHOCTU WX BbIGO-
pa. PaboTbl Moseda Boiica, AHcenbMa
Kundepa, leopra basenutua, lepxapaa
Puxtepa, XanHua Maka, c ogHol cTopo-
Hbl, BepHepa TioOKe, XaHca MpuMMAnH-
ra, ®putua Kpemepa, Bunan 3utre - ¢
APYroM, CTann peanbHblM CBUAETENbCT-
BOM MPOAYMaHHOI0 CTPeMJIEHUA K Non-
HOLIeHHOMY, JIOTMYeCKOMYy aHanusy
60nbWNX ABNEHUIA XyA0XKeCTBEHHON
KynbTypbl [epMaHnM He TONbKO B KOH-
TeKCTe OTHOLWEHWA HenpuMUPUMBbIX
NAEONOrNYecKnx CUCTEM K WCKYCCTBY,
HO ¥ B HOBOM NMOHMMaHWN CaMOLLeHHO-
CTW MCKYCCTBA MO OTHOLUEHUIO K Monun-
TuKe. JInuHble ambuummn u npuctpac-
TWA, BO3BeJEHHbIe B UCTVHY B MoOCies-
Hel MHCTaHLUMN POCCUMINCKUMU KypaTo-
pamu, No-MoeMy, OKa3anncb BO MHOTOM
HeCOCTOATeNbHbIMW Npexje Bcero us-
32 HEBHATHOCTM 3aABNEHHbIX MpETeH-
3U Ha YHUKaNbHOCTb U OpUrMHaNb-
HOCTb VX B3rAAJa Ha UCTOPUYeCKMe J0-
MUHaHTbI XyA0XeCTBEHHOro npotecca.

HepaBHoueHHOCTb MpeacTaBieH-
HbIX Ha BbICTaBKe MpOW3BeAEHWI He-
MEeLKUMU W POCCUICKUMW Konneramu,

pasHoe MoHUMaHue obLMX 3ajay, BO3-
MOXXHO, MOBNNANO Ha peLIeHVe opraHu-
3aTOPOB BHECTU Cepbe3Hble KOPPEeKTU-
Bbl B LIeIOCTHYH KOHLIEMLIMIO BbICTABKM,
0 yem nosegan mMHe Kpuctod TaHHepr,
coo6LLKMB, 4TO repMaHCKas KOoMIeKuUmsA
NpeTepnuT U3MeHeHwus, psg paboT npu-
JeTCA 3aMeHWUTb, CMECTUB WAW YTOYHUB
HeKoTopble aKLeHTbl. MeHA 3To He
OYeHb YAUBWIO, HO, NPU3HAIOCh, 0333~
4nno, NOCKOMbKY [0 Hallel ApyecKomn
Gecesbl A He Obin yBepeH B Nofo6HOM
nosopoTe. TakuM 06pa3oM, HEMOHATHO,
KOMY OTAQIOT MpeArnoYTeHne ycTpouTe-
JIN, UICKYCCTBEHHO CO3/aBas pasHble yc-
JIOBUA AN POCCUNACKUX N HEMELKUX
3puteneil. Hecokpylumman nepaHTuy-
HOCTb FrepMaHCKOro B3rA4a B MOUX r1a-
3ax HeOXUAaHHO obpena cTpaHHyto To-
nepaHTHoCTb. Bo3MOXHO, 3T0 BbI3BaHO
NepecMoTpoM OTAENbHbIX MON0XKEHU
006 aKTyaNbHOCTMW YyXe He aKTyalbHOro
MCKYCCTBa, @ BO3MOXHO, Gonee rnybo-
KUMU coobpaxeHnamu. OKoHuaTenb-
HOe pelleHMe aBTOPOB BWAOW3MEHEH-
HOW B MONb3y YMpPOLLEHWS WK, Hampo-
TWB, YCIIOXKHEHUA COLEePKATENbHbIX AN~
JIEMM MNpejcTaHeT MOCETUTENAM YXKe B
MOCKOBCKOM BapuaHTe BbICTaBKM, KOTO-
pas OTKpbIBaeTCA B anpese HblHEeLHero
roga B locysapctBeHHom WcTtopuyec-
KOM My3ee.

AnexcaHop PoxuH
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BneyatneHus,

HaBeAHHbIe BbICTABKOU

«MockBa-bepann»

Impressions from

"Moscow-Berlin"

he organizers of the exhibi-

tion want to prove that the

art of painting starts to

influence its viewers only

when its display layout fol-

lows a certain plan. Howev-
er, any passionate aspiration from a
particular artist towards working and
thinking in an almost religiously-
enlightened state of mind (a state which
is perceived on an emotional level, and
is reflected in many different ways in
the minds of people) actually leads to
grave consequences.

Each artist then is like one of the
Argonauts, driffing under the sails of her
or his own art into the realm of imagina-
fion in a quest for some "Golden Fleece".
In that sense art has always been "tran-
scendental™: it has always been an
escape info some different time. It might
even be a parallel world, with its own dif-
ferent attitudes and understanding of
present day reality. Art thrives on hope
that this unrestricted flight of imagina-
tion might allow it to step aside from its
static starting point, in order fo achieve a
better and clearer point of view. The old
axes of artistic gravity which influenced
Europe in the first half of the 20th centu-
ry were severely damaged, although

Jna mMeHa 3ma ebicmasKa - nymetluecmsue 8 CINPaHy 80CNIOMUHAHULIL Uio-
cnedHuti pa3 A 6bu1 8 bockse mpuduyams siem Ha3ao. uaMbIM 3aNOMUHAlO-
wumMca MOMeHMoM cmasio Moe npebbisaHue nod Kpbiuweli benopycckoz2o
BOK3a1a, 20e Macca Jsiodell c KOpobKkamu, 00 Kpaes HaNOJAHeHHbIMU NO-
JKUMKaMu, cude/iu 8 3a/1aX 0XKUOAHUS. lipOMUCHYMbCA NOYMU HeB03MOXHO:
JIl00U JIexam U cnAm Ha NoJty, KA3aI10Cb, OHU HUKO20a omcio0a He yedym

I, FOR ONE, CONSIDER THIS EXHIBITION TO BE A TRIP BACK INTO A
LAND OF MEMORIES. THE LAST TIME | VISITED MOSCOW WAS THIRTY
YEARS AGO: THE MOST VIVID REMINISCENCE OF THAT PERIOD IS MY
SITTING IN THE BELORUSSKY RAILWAY STATION WAITING-ROOM,
WITH ALL THE OTHER PEOPLE AND THEIR LUGGAGE CONSISTING OF
CARDBOARD BOXES BRIMMING OVER WITH THEIR BELONGINGS. IT
WAS NEXT TO IMPOSSIBLE TO MOVE THROUGH THOSE CROWDS.
THERE WERE PEOPLE EVERYWHERE; THEY EVEN SLEPT ON THE
FLOOR. IT LOOKED AS IF THEY HAD BEEN AT THE STATION FOREVER.

praHv3atopbl Bbl-
CTaBKW HaMepeBa-
NMCb  MOKa3aTb,
Y4TO  WCKYCCTBO
KMBOMUCK Hauu-
HaeT feincTBoOBaTH
Ha 3puUTeNns NnLWb
TOTAa, Koraa pasBecka XyAOXKecTBeH-
HbIX paboT OcylecTBeHa MO onpeae-
neHHoMmy nnaHy. OAHaKo cTpacTHoe
CTpeM/IeHN e OTAENbHO B3ATOTO XYAOXK-

< XAHC TPUMMJTUHT

HUKa paboTaTb U MbICAUTL B NOYTYU pe-

TpeGe
JIUFMO3HOM 03apeHuKn (3TO TaKoe Co- TpunTnx (LeHTpanbHasA YacTk)
CTOAIHMe, KOTOpOoe BOCMpWHMMAaeTcA 1983

OpranuT, Mmacno
cepALeM 0AHO3HAYHO, @ BOT B yMax Jito- 150120

A€l NpenoMAAeTCcA No-pasHoOMy) BeAET,
Mo npaBAe roBops, K POKOBbIM Nocnes-

< Hans-Hendrik GRIMMLING

An Oarsman
cTBnAM. Kaxabli XyAOXHWK - apro- Triptych (central part)
. 1983

HaBT, YXOAALINIA C MOMOLLbIO CBOEro MC- X
yxoaAW w Oil on hardboard
KyccTBa B obnactb BooGpaxaeMmoro, 150 by 120
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their influence can still be traced today.
The axis "Moscow-Paris" gave birth to a
fruitful cultural exchange, which culmi-
nated in the 1920s in such trends as
Constructivism, Dadaism, Expression-
ism and Critical Bourgeois Realism.

The second half of the 20th centfu-
ry made all those "-isms" look old, even
ancient. The trends were mistreated; the
wonderful cultural exchange was inter-
rupted by the wars. It was impossible to
revive the circulation of such a liberal
and receptive spirit, as much as its flow
was just as impossible fo rejoin. Not only
did World War Il paralyze once-prolific
artistic exchanges; it almost killed them
entirely - having created antagonistic
systems in the East and in the West.
However, it was during this time of polit-
ical hostility that the workings of such
axes continued to influence people on
an unconscious level, if with a somewhat
subversive effect.

The mode of organization of soci-
ety during the Cold War period deeply
influenced art as well. Artfists worked
trying to recollect what it was exactly
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C.OANBMCOBUY
3epkanbHoe
oTpakeHue B
coceAHeM BaroHe.
N3 cepun
«MocKoBCKoe MeTpo»
1985

XoncT, Macno
170110

Semen FAIBISOVICH
A Mirror Reflection
in a Passing Wagon
Series: "The Moscow
Underground”

1985

Oil on canvas

170 by 110

4To6bI BEPHYTLCA 06PATHO C HEKoel [0~
Gbiyeit. MickyccTBo Bceraa npepcraBns-
eT coboi BbiNasKy BOBHe, GerctBo B
Apyroe BpeMms 1, BO3MOXHO, jaxe B ipy-
roe M3MepeHuve, OTKyAa BCe COBpeMeH-
HOe, aKTyaNlbHOe M HacyluHoe BOCMpu-
HUMaeTCA MOJ HECKOJIbKO MUHbBIM YIIIOM.
McKyceTBO KMBET HafexAoi, 4to 3ToT
nonet BOOOpaXKeHWs, 3TOT OTCTPaHeH-
HbI B3MNAL NO3BOMUT XYAOKHUKY Bbl-
ABUTb CMbIC/IbI, CKpbIBatoLmecs 3a 6ec-
KOHEYHO, Ka3anochb bbl, AcHoi 1 6ecKo-
HEYHO MOHYMEHTAJIbHON CTaTUYHOCTbIO,
a TO 1 HEMOABWIKHOCTBIO.

Crapble ocu NPUTAXEHUA, OKa3bl-
BaBlMe BAUAHWe Ha EBpony nepsoi
nonoBuHbl XX CTONETUS, paspyLleHbl,
HO VX BO3AeNCTBME MPOAOMKAET OLLy-
WaTbCA BMIOTb [0 CErOAHSALIHEro AHA.
Ocb MockBa-Mapwx, cTumynvMpoBas-
Wwas KynbTypHbli 0oBMeH, Jocturna
KynbMUHauuu pa3sutua B 20-e rogpl,
C03JaB TaKMe Te4yeHus, Kak KOHCTPYK-
TVBW3M, Aajan3M, 3KCMPECCHOHU3M U
KPUTWMYECKN BypiKyasHblll peanunsm.
Bo BTopoit nonosrHe XX cTonetvsa 3tu
MOPOX/AEHUA NepBOi MONOBUHbI BeKa
Hayanu npeacTaBnATbCA GECKOHEUHO
ycTapeBwuMn. Ha ux aktyanbHoCTW pe-
watoLwmm 06pas3om ckasanoch 1o 06¢To-
ATeNbCTBO, YTO 3aMeyaTesibHbIN N0 CBO-
UM pe3ynbTaTaM KynbTypHbl 06MeH
Obin npepsBaH BoiHamu. [NopbiB Ayxa,
B3aMMooboralueHme pasHbIX XyAOXKecT-
BEHHbIX CMCTEM YXKe He yAanoch HU BoC-
CTaHOBWTb, HW NOBTOPWTbL. BTopasa mu-
poBas BoOiiHa ocTaBuna nocne cebs He
MpOCTO Napasny OHeMenocTn - 3a Hei
nocnefosano BO3HUKHOBeHMe Ha Boc-
TOKe 1 Ha 3anage obLiecTBEHHbIX CU-
cTeM, BpaxAebHO HaCTPOEHHbIX Apyr
npoTuB Apyra. Ml Tem He MeHee faxe B
nepuvoA NOAUTUYECKON WHAOKTpMHA-
LMK OCK MPOAOTKANM OKa3blBaTb BO3-
AelicTBMe Ha Nogen uckycctBa - 3d-
¢eKT Obl1 HEM3MEHHO MOAPbLIBHBLIM U
Mpv 3TOM, BO3MOXHO, HEOCO3HAHHbBIM.

O6LiecTBeHHbIE MOAENN BpeMeH
XOJIOAHOI BOWHbI He 060W AN UCKYCCT-
BO CTOPOHON. XyA0XeCTBEHHOMY TBOP-
YecTBY HMKaK He yaaBanocb 0CB06O-
ANTbCA OT HAaBA3AHHOTO eMy KOHTEKCTa,
OT rpy3a BOCMOMWHAHWIA O TOM CyLecT-
BEHHOM BAWAHWMW, KOTOPOE OKa3blBasno
Ha obLiecTBO B NepBOV MOJIOBKHE CTO-
NIETUA UCKYCCTBO aBaHrapAa, — OKasbl-
BaJlo, HO He CyMeso NpeAoTBpaTUTh HU-
Yero W3 Cy4YMBLUETOCA BMOCNEACTBUN.

Ha co6cTBeHHOM oOMbiTe XyAOXHUK
owyTUN: MaclTabbl ero TBOPYECKOW aK-
TWBHOCTW GECKOHEYHO OrpaHNYeHbl, OH
He B COCTOSHUW NpeAoTBPaTUTb NOBTO-
peHune TaKuUX TAXenblX 06LeCTBeHHbIX
aHOMaruii, Kak BOHa U BbI3BaHHbIE eto
pa3spyLleHus.

fl nonarato BcAKyl0 BbICTaBKY
MOAZVMHHBIM KOLIMAapOM AN XYA0XKHM-
Ka: Befb rAe ele CToNb ABCTBEHHO
0CO3HaeTCA BCA OrpaHMYeHHOCTb CBO-
ero TBOpYecTBa, KoTopoe 6e3ycnoBHO
CTaBUT Lefib (M HMKOTAA ee He JocTura-
eT) crnocob6cTBOBaTb MPOCBELLEHNIO U
oumueHnto yenoseka. CnosHo apro-
HaBTa, XyAOXHUKa OyAyT BHOBb WU
BHOBb OTTaNKMBaTb OT Gepera, un BcA-
Kuii pa3 eMy ByaeT cyxzaeHo nyckaTbcA
3aHOBO B JYXOBHbI MoucK, nbo ans
HEero To4YKa HemoABMKHOCTU — 3TO TOY-
Ka MpOKNATUA. AnbTepHaTuBON Obino
6b1 6ercTBo, T.e. 0TKa3 OT CBOEro npu-
3BaHWA U gonra.

BbicTaBKa AemMoHcTpupyer orpa-
HUYEHHOCTb MHAMBUAYaANbHbLIX YCTpeM-
JIEHWA, TIOCKOJIbKY MpY BCEM UX pa3HO-
06pa3un 1 opurMHanbLHOCTU OHU CBe-
AeHbl K OJHO3HAYHOMY KOHTEKCTY: cy6-
BEPCMBHOE WCKYCCTBO MPOTMBOCTOUT
MAEONOrMYECKOMY  JOKTPUHEPCTBY,
otbuumanbHoMy eanHoobpasuio. Yke B
OAHOM TO/NbKO TBOPYECKOM MoyepKe
MOXHO YCMOTpeTb He MeHblue Onno3u-
LMOHHOrO Ayxa, YeM B caMoW uiee, B
ClOXeTax 1 B TeMax KapTUHbI.

YNOMSAHYTbIN Bbille KOHTEKCT Npu-
3BaH J0Ka3aTb, YTO BOBCE He Ge3Hajex-
HO ~ FOBOPUTH C LieNIbIM MVPOM U CO3Aa-
BaTb VCKYCCTBO, ONMUPAaACh NpW 3TOM Ha
COOCTBEHHbIN MPaKTUYECKUA OMbIT.
W cpaBHWTENBbHO HEBONbLION LIAXOK, U
CKOJIb YFOAHO FMIaHTCKUIA LWar (Trna ak-
pobaTuyecKoro linarata) 3a rpaHuLbl
MPOCTPaHCTBA, KOTOPbIM UHAUBWE, Orpa-
HUYEH U K KOTOPOMY MpUrBOXAEH, -
BCAKOE NMPOABUXKEHMWE 3a npejenbl cob-
CTBEHHOrO CyLLeCTBOBAHUA ABCTBEHHO
0603HayeHo (caMmm nofBopoM 3Kcno-
HaTOB BbICTaBKM) KaK eAWHCTBEHHO
BO3MOXHbIV 1 NOTOMY TPaBMaTU3npyto-
wuMin BeKTOp «go west». Bce npepcras-
NleHHble Ha BbICTaBKe paboTbl, B KOTO-
pbIX BOM/IOLLEHbI CyOBEpCHBHbIE U KpU-
TWYecKne AN TOro WMAKW MHOMO MpoCT-
PaHCTBEHHOTO OKPYXXEHWA TOYKU 3pe-
HUA U NO3UUMK, MOTyT BbiTb MOHATHI
KaK MorbITKa XyA0XHMKa ObITb NPUHA-
TbiM Ha 3anage. lMpuyeM HeBaxHO, 0O

YeM MEeT peyb 1 YTO NPU 3TOM NOHUMa-
etca noa «3anagom». Bce Hanbonee
MPOrpeccUBHbIE  XYA0XECTBEHHbIE
(opMbI, oTBepratowe nobble naeono-
rMyecKkme TeHAEHLMW, NYCTb Aaxe uay-
Wwme B pycne BceobLuero TeyeHns main
stream, mMaHudecTMpyloT coboit TocKy
Mo noytn (U3MYeCKM ollylLaeMoMy
npubnuxKeHnto K 3anajgHoesponei-
CKWM KaHoHaM. Vnu, ecnn npepctaButh
cebe «wunarat yepe3 ATNaHTUKY, - K
aMepuKaHCKUM CTaHAapTaM. SMUrpaHT-
CKOe [BWXeHWe MOoAMUTbIBaNoCh He
TONbKO AUCCUAEHTCKUMU TeHAEHUMA-
MW, HO TaKxe 1 Tockoi no 3anaay. Emy
Gbina npucylwa AyXOBHas yCTpeMIeH-
HOCTb K MaHslLeMy 13-3a OKeaHa MUpy
NOCTMOAEPHN3Ma, KOPHW KoToporo be-
pyT Hayano B LeHTpanbHoi EBpone: B
Mapwxe n B bepnuHe.

Bo3Bpalyasch K BbicTaBKe, Hafo
NpU3HaTb, YTO OHAa OCTaBAAET MECTO W
AN KPUTUKWU, U ANA HeA0BO/MbCTBA.
Mpobnema He HoBa. KapTuHa, Kak u
BCAKOe NPOM3BeJeHNne NCKyCCTBa, ecTb
oTpaxkeHMe nadoca Xy[oXHWUKa-apro-
HaBTa, obnapatowero co6CTBEHHbIM
«apro». XyOXHWK BpbIBaeTCcA B MUP U
BHOCWUT B HEro cBoe AyXOBHOe Haya’o.
OH yTBEpXXAAeT: A NPOBO3r/aALIAl0 UCTU-
Hy. Mnn: To, 4TO A roBOpIO, UCKIOYM-
TenbHO BaxHo. MogobHasa nosuumsa xy-
AOXHVIKa ABNAETCA NPeAnochIIKoi To-
ro, 4To KapTuHa BoOGLe mpeanoxeHa
BHUMaHUIO obuiectBeHHocTU. MckyceT-

PYMNMNA «POCCUA»
Jrogmuna bnok. 1997
Xoncrt, macno. 140x120

GROUP "ROSSIYA"
Lyudmila Blok. 1997
0Oil on canvas

140 by 120

BO/Ib® ®OCTENN
Baw KaHguaart.
AHTUKONNAX

1961

140%x200

Wolf VOSTELL
Your Candidate. 1961
Collage. 140 by 200

that had incited, and affected society in
an avant-garde way in the first half of
the century, but had failed to prevent
things from happening in the way they
did. An artist had to learn from his or
her own experience that personal cre-
ative activity is so limited that it cannot
either hinder, or prevent the repetition
of such abnormalities as wars and
destruction.

The display makes it clear what a
nightmare for any particular artist
might be: it is a possibility to come
across the limitations of one’s own cre-
ative work, one that will never acquire
such loftiness as to enlighten and puri-
fy. The fate of an artist, like that of an
Argonaut, will always be to leave the
shore behind, to venture again and
again on a new spiritual quest, since to
remain stationary means to be cursed.
To avoid it, an artist must either run
away or charge, or start again on the
move - or do something, at least.

The display demonstrates the
inadequacy of all those individual aspi-
rations, showing that only together they
do constitute a subversive kind of art
that opposes the officially-accepted
doctrinarian ideologies. Its very style
contains as much of the contrary spirit
as the ideas, subjects and themes of the
paintings.

This unity mentioned above tries
to prove that it is not completely useless
to talk about peace in the world, and to
create art based on the experience of

MEXOYHAPOJHAA MAHOPAMA

individual life: the process of going
beyond the boundaries of some private
territory that makes its inhabitant a
prisoner, the process of making a tran-
scendental leap beyond the restrictions
of one’s own existence here becomes
visible as exhibits in the display. Again
their main traumatizing message is, "Go
West!". Every point of view, every atti-
tude - having criticised and under-
mined its surroundings - is at the same
time an attempt by the artist to be
acclaimed in the West. And it matters
very little what he or she paints, as well
as what is meant by the phrase "Go
West". All progressive forms rejecting
ideological tendencies, even if they
stem from the mainstream, manifest a
nostalgic wish to embrace the Western
European canons, and to move even fur-
ther in that direction, across the
Atlantic Ocean towards American stan-
dards. The emigrant movement was
nourished not only by what dissidents
brought to it, but its driving force was
also a vision of Western culture - a spir-
itual longing to reach an overseas world
created and cultivated by post-mod-
ernism, the roots of which can be found
in the centre of Europe, in Paris and
Berlin.

Yet there is much to criticise. The
problem is still the same: a painting or
any piece of art, which takes for its
source the individual pathos of its cre-
ator, bears the mark of a limited individ-
ual artistic language.
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An artist comes into the world
addressing it with an unworldly mes-
sage: "l tell the truth." Or, perhaps: "I
have something exceptional and out-
standing to say." Such a standpoint is a
chance fo claim the attention of society
in order to submit one’s works to its
judgement. Art can allow such behav-
iour in one case only, that is, when an
artist declares that whatever he or she
shows to others is trustworthy, bearing
one limitation in mind: "that is my indi-
vidual truth”, which is a communicative
cliché. Each presentation of works tfo
the public means: "Believe me, it is real-
ly frue." With so many individual posi-
ftions brought together under the roof
of one exhibition, there is a desire to
compare whether these truth-seeking
tendencies in Moscow are similar to
those of Berlin or New York. Such an
exhibition then becomes a demonstra-
tion of the fact that the passion of many
different personal standpoints can be
seen only as an experiment, one uniting
all the signals and meanings and impli-
cations present in the artistic concep-
tion of each piece.

Two of my pictures are displayed
in one of the halls next to works by
Hans Haake, Sigmar Polke and Picasso.

THLIFS
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XANHL, MAK
Benbiit penbed
1959

CM. TexHMKa
72x92

Heinz MACK
White Relief
1959

Mixed Media
72 by 92

NYTU JAMMBEK »
KoHuenuus lepakna
®parmeHt

1985 (2003)
WHcTannaums
936x880x600

Lutz DAMMBECK
Hercules Concept
Detail

1985 (2003)
Istallation

936 by 880 by 600

3UTMAP MONbKE
CoBMecTHoe aeno.
Moabem. Boctok
1991

CM. TexHMKa
300x225

Sigmar POLKE
Joint Work.
Rising. The East
1991

Mixed media
300 by 225
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BO No3BoNseT cede f0OMBATLCA TAKOro
BHUMaHWA TONbKO TOTAQ, KOraa MMeer
OCHOBaHMe 3aABUTb: TO, YTO A IEMOHCT-
pvpyto, ecTb npasaa. OaHaKo npu efuH-
CTBEHHOM OFpaHWYeHWUW: 3TO TOJNbKO
Mos npaBaa. Ml He NpocTo KOMMyHUKa-
TUBHbIN WwWTtamn. Kaxabii Bbixog «A» Ha
cyh 0OLLeCTBEHHOCTU ecTb YTBepxze-
Hue: 370 - npaspa. [NpuHATOe Ha 3To U
Ha nofobHbIX eil BbiCTaBKax CBeAeHune
MHOXecTBa MHAMBUAYaNbHbIX aBTOp-
CKMX MO3MUMIA K €AMHOMY KOHTEKCTY
MMeET LeNblo OTBETUTb Ha BOMPOC O
TOM, AB/IAETCA NN XYAOXKHUK B MockBe
aproHaBTOM B TOYHO TaKOM e CMbIC/le,
Kak B bepnnne unu B Hbto-Mopke. Bbl-
cTaBka cnocobHa MpoAeMOHCTPMpO-
BaTb OAVH NINLLb TOT (PaKT, YTo NpUcTpa-
CTHOCTb MHOTUX WHAWMBWAYaNbHbIX NO-
31LUMIA MOXKeT ObITb COMOCTaBUMA, - B
3TOM NnaHe BbiCTaBKa NogobHa 3Kcne-
pVIMEHTY, Korga BcCe Mpu3biBbl U BCe
CUTHanbl, 3a10XKeHHble B 3aMbliC/ie Npo-
V3BeAEHMSA, CBeAeHbl BOEANHO.

B ogHoOM 13 3a108B psAoM ¢ pabo-
Tamu laHca Xaake, 3urmapa Monbke n
Mabno MuKacco 3KcnoHupyloTcA ABe
Moun KapTuHbl: «[pebeup (1981) n «A B
Jlennumre» (1978). inAa MeHa oveBng-
HO, YTO BrneyaTieHue oT o6enx Moux
KapTWH OYeHb MOXOAWUT Ha TO BMeyaT-
NleHne, KOTOpoe OCTaBNAIOT Mpou3se-
JeHVA poccuicKoro uckyccraa. Tpun-
Tnx «[pebeu» npeacranser coboi oT-
yact burypaTMBHYH KOMNO3MLUUIO B

AyXe MO3JHero 3KCrnpecCMOoHU3Ma;
LBeTOBasA raMma [O0BOJIbHO 3/1eMEeH-
TapHa (daKTM4yeckuM wucnonb3oBaH
NWb KpacHbI uBeT), opMa BecbMa
rpadmyHa; Kak v apyrue npoussepe-
HWA, OTHOCALLMECA K MO3AHEMY Nepuo-
Ay Moero TBOpYecTBa, TPUMTUX OYye-
BMAHbIM 006pa3oM OpMeHTMpoBaH Ha
nepejavy onpejeneHHoro WAeonoru-
4ecKoro cofepxaHus, pasymeercs B
mMetacdopunyeckom Buge. [laxe ceroaHn
B MOWX KapTWHax Mo-npexHemy npu-
CYTCTBYET U ABCTBEHHO MPOYUTbIBAET-
€Sl OT3BYK CTpallHOW 60nun - GecKoHey-
HO MOBTOPAKLMICA HA pa3Hble naabl,
He3aTuxawLwmi Kp1K. He coBcem AcHO
cojepxaHve 3Toro Kpuka. O3nauvaer
JIN OH 0fHY ToNbKo 60nb? Mnun B Hem -
npusbiB K 06besuHeHUI0, XKenaHue
cB0e06pa3HON CONPUHAAIEKHOCTU?
CoBpeMeHHOMY UCKYCCTBY npucy-
La AMHaMWKa, Hanpas/ieHHasA Ha pasb-
eAVHeHNe UHAMBUAYYMOB, pasjeneHve
coobuecTB, pacliennieHve nepBoHa-
yanbHO cnasHHbIX cyaeb. Kaxeres, Bo
MHe eCTb YTO-TO TaKOE, YTO f Ha3bIBalo
«pyccKoi Meytoin». BosmoxHo, 310 3a-
MMCTBOBAHHbIV 13 «MPOLLIbIX BPEMEH?
cnocob MblciuTb B UcKyccTBe. He me-
4yesnu ele B COBPEMEHHOM MYpe HesB-
Hble coobuiecTBa, 0ObeAVHEHHble He
COBMECTHbIM y4acTMeM B KOHKYpeHT-
Hol Gopbbe (1, 3HauUT, KaTeropusamm,
onpejenAaemMbiMi npunaraTenbHbIMU
«CUNBHBIN» W «cnabblit» UM «Bepx-

They are "An Oarsman” (1981) and "Me
in Leipzig" (1978). Both the works pro-
duce an impression very similar to that
of Russian art. The triptych "An Oars-
man" represents a semi-figurative com-
position with a very austere palette (of
red paints), with a graphic organization
of form and colouring very much in the
spirit of late Expressionism. This work
already rather strongly conveys some
ideological signal, a hidden metaphor
(just as in my creative work of later peri-
ods). My pictures today are still about
the repeated fraumas of an endless,
perpetual cry, the meaning of which is
not completely clear. Does it express
pain, or something else? Or does it
imply an appeal fo reach a union, a wish
to belong to each other in one way or
another? Modernism possesses a
dynamic that separates people and
societies, and twists or even ruins
careers. Maybe, | have a little of what |
myself call "a Russian dream". It might
come close to a method of reasoning in
art borrowed from such "by-gone days".
There exists a community in the world
that consists not only of competitors,
but of figures who share a similar nos-
talgia, those united by their vision. Such
opposite adjectives as "strong-weak" or
"high-low" fail fo describe the spirit of
this brotherhood. Now, after all the
walls have been destroyed and the way
is free, we come to know the real limita-
tions of our freedom and learn how the
notion of freedom rules our conscious-

N.MAKAPEBUY
[MoxopoHbl
KomMyHapos. 1973
XoncT, macno
130,5x169,5

Igor MAKAREVICH
Burial of the Com-
munars

1973

Qil on canvas
130,5 by 169.5

HUA» U KHUXKHUIA®), @, CKopee, 0A4NHAaKOo-
BOW TOCKOM MO 4YeMy-Mbo MM CXOA-
HbIM MO COZlEPXaHWI0 BU3NOHEPCTBOM.
MMeHHO celtyac, Koraa ropuMsoHTbl OT-
KpbITbl M Mbl BNEpBble Ha4YMHAEeM NOHU-
MaTb, YTO 3Ha4YUT ObiTb CBOOOAHBIMMU,
Mbl B CBOEI MpaKTWKe NMO3HaHWA CBO-
604bl MOMEHTaIbHO MPUXOANM K HeBe-
[OMOMY paHee npejeny W 3ameyaem,
HACKONbKO aKCMOMATMYHO 3TO MOHA-

MEXOYHAPOJHAA MAHOPAMA

TWe AN1A Halwero co3HaHusA. Mbl He co-
3/1aHbl AnsA cBo6OAbI, OHa ocTaeTcsa Ans
Hac HeKoel akCMOMOA.

TakoBo npuMepHoe coaepaHue
Tex YyBCTB, KOTOpPble BbIMOPXHYU He-
HaZloNro - W JOMKHbI Tenepb BEPHYTb-
cA B JIOHO McKyccTBa. Bonpoc moxet
ObITb nocTaBneH chneaywowmm obpa-
30M: YIUIO X B MpOLUNOe oulyllieHue
3aMKHYTOCTU U OFpaHUYEHHOCTM «fA» -
1 npu 3ToM GecnpenATcTBeHHas BO3-
MOXHOCTb OCTaBaTbCA «KOYEBHUKOM»
VCK/IOUNTENIBHO B WHTENNIeKTyalbHOM
naaHe, UK e Tenepb MOXHO NpeBpa-
TUTbCA B CAMOr0 HaCTOALLEro nyTeLle-
CTBEHHUKA, T.e. BCE BPEMA HAXOAUTLCA
B IBUXKEHWWN U CXKUraTb B 3TON aKTUB-
HOCTMW CTONIbKO 3HEepruu, CKoNbKo Tpe-
6yetcs Ans n3basneHuns oT npowunoro?
BoT B 3TMX KoopAMHaTax 3aK/tueHa,
C/IOBHO MUpaXX, BCref 3a KOTOPbIM Mbl
ycTpemnsaeMcs, uaea AeiCTBUTENIbHO
cB060AHOro YenoseKa.

[ina MeHA yyacTve B JaHHON Bbl-
cTaBKe - geno yectu. U Bce xe Bblbop
ABYX MOMX KapTUH MPOW3BOAWIICSH, MO
BCE/ BWAUMOCTU, B Creunpuyeckom
KoHTeKcTe. PaboTbl 3TW npeTeHayoOT Ha
NPUHAANEXHOCTb K onpejeneHHOMy
MopanbHoMy KogeKcy. OH He cTpemMuTCA
ObITb BblpaXKeHHbIM B KOHKpETHOW dhop-
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Me, He OMMWCbIBaeT npoLecc oTKasa oT
¢opMbl, HO MeTaopuyecKn CUMBONU-
3UpYyeT OrpaHMYeHHOCTb, CYEHHOCTb
topMbl; NopgobHaA 3aMKHYTOCTb 03Ha-
YaeT NULb OAHO: 3TO 3aMKHYTOCTb BO
BpeMeHW. MMonoTHa 6bin cospaHbl B
1P - 3aKpbITOM NpOCTPaHCTBE, B KOTO-
POM BbIpacTanu Xuible Kpblibs.

«[pebew» aenaet HarNAAHbIM pas-
BUTWE TeX NpoLeccoB, KOTOpble NpuBe-
NN K pa3pyLieHunto 6epanHCKON CTeHbI.
CpezHee nonoTHO TpMNTMXa NpeacTas-
nsiet coboi BepTUKab, a 6oKoBble pa-
60Tbl - MonepeyHble cocTaBAALiMe
TpUNTUXa — 306paxatoT YacTu CTeHbI C
OKpaLIeHHbIMU B KpacHbIi LBET 3fe-
MeHTaMu yYenoBeyeckoi nnotn. OgHo
TeNo 3anevyatnieHo B ABWXEHWMW, OHO
CUMBO/M3MPYeT YenoBeKa (cobCTBEHHO
roBopA, epTBy), MbiTatoLerocs npe-
OZl0/1eTb CTEHY; ApYroe NeXuT Ha cTeHe
1 npeacTaBnseT coboin cBoero poga Mo-
HyMeHTanbHyto Gurypy.

JT1a KapTuHa BMONHE HaMMAAHO
n3o6paxaeT NONAUTUYECKYID CUTYaLUIO
B [1P, Bonnowasn n nonbITKy yiTH OT pe-
anbHOCTW, U B TO e BpeMA cornacue
CMUpUTBCA C ponblo XepTBbl. OaHOBpe-
MEeHHO 3TO MONIOTHO OMWCbIBAeT CUTya-
LMIO IBMXKEHUA MO 3aMKHYTOMY Kpyry:
HamepeHMe BbIpBaTbCA NPoYb — U 065-
3aHHOCTb OCTaBaTbCA WM TOTOBHOCTb
YIUTW - 1 XenaHue ocTtatbeA. Bmecte ¢
TeM KapTuHa u300paxaeT MOBTOPSAIO-
weecs gencTeue. A opmeHTMpoBanca u
MPOAONKA OPWEHTUPOBATLCA  Ha
TBOpyecTBo Xodepa, bekmaHa u bako-
Ha - 3Ta TEHAEHLMA BOCXOAMNT K HeMeLl-
KOMy 3KcnpeccuoHusmy. Ho Hago cKka-
3aTb, YTO B HacTosALee Bpems B MocKBe
paboTaloT XyAOKHMKM, UbA TBOPYECKaA
MaHepa OCTaBMNla FepMaHCKUX 3Kc-
npeccroHMcToB faneko nosaaun. Mx no-
MCKM B 0611acT caMomno3HaHus, MeTa-
¢dopbl M nepejaun 3ambicna 6Gbiin
B/LOXHOBJIEHbI TEHAEHUMAMU, MpULLea-
wumn u3 Heto-Mopka - poauubl non-
KynbTypbl 1 non-apta.

Pagom c «pebuom» BucuT Mos
kaptuHa «fA B Jleinuure». OHa 1306-
pakaeT YenoBeKa, BepXHAS 4acTb Ty-
7I0BMLLA KOTOPOro Tyro 3aTsAHyTa B be-
Nl nnatok. MogobHO cMUpuTENbHON
pybaluKe, N1aToK CBA3bIBAET €My PyKU
1 napanusyet cBoboay ABUKEHNN: He-
TPYAHO YBUAETb B Hell MeTaopy 3aMK-
HyTocTn B npegenax AP v 3Hak cob-
CTBEHHOW HenonHoueHHocTW. KapTuHa
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XAHC TrPUMMIINHT
A B lennuure

1978

Opranut, Macno
100x80

Hans-Hendrik
GRIMMLING

Me in Leipzig
1978

Oil on hardboard
100 by 80

XAHC FrPUMMINHT
pebew

Tpuntux

1983

OpranwuT, Macno
100x 150 (2),
150x120

Hans-Hendrik
GRIMMLING
"An Oarsman"
Triptych. 1983
Oil on hardboard
100 by 150 (2),
150 by 120
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ness. Freedom is not for us. We are
carved in the wrong way. Freedom
remains but an axiom.

Such is the content of the feeling
that has to return to the sphere of art
and to fertilize it. The question is,
whether the feeling of a limited, seclud-
ed and mortal "ego" has been finished
with once and for all - thanks to the pos-
sibility fo travel in one’s mind? Can one
become free if always on the move, using
as much energy as would be needed to
burn the inner prisoner to ashes? How
can man quench his thirst for freedom?
The sphere of art seems fo give us such
an opportfunity since it confains within
itself an idea to look up fo and to follow:
an idea of a truly free man.

To participate in the exhibition is
an honour for me. But the reasons for
choosing those two particular pictures
seem to be different from the subject

discussed above. Their underlying con-
cepts claim fo belong to a certain moral
code which needs neither to show itself
in any particular form, nor reject the
form as it is, but rather symbolizes the
double meaning of that word - that is,
restriction and contraction. When deci-
phered, this could also mean some
closed, localized place. Such under-
standing is a metaphor that in its turn
can be translated as "limited and locked
in time". Those two pieces were created
in the GDR. That was a closed, quarded
territory, and the Muses born and
brought up there had weak wings.

"An Oarsman" actually allows visu-
alizing the process that led to the demo-
lition of the Berlin Wall. The two side
panels of the triptych where some red
human flesh-like pieces, dripping with
blood, lie on the elements of the Wall,
frame a middle panel representing the
vertical line. One body is depicted in
motion, symbolizing a victim frying to
climb over the Wall; another one lies on
it as some kind of a monument.

This picture is a visual demonstra-
tion of the situation in the GDR, being at
the same time both an attempt to
escape from reality, and an agreement
to remain its victim while cherishing the
idea of freedom and the wish to run
away in one’s mind. Simultaneously, this
canvas depicts a situation when an
intention to break away and the obliga-
tion to stay, a desire fo leave and the
wish not to move, co-exist in a paradox-
ical way which forms a vicious circle,
and a repeated movement within that
circle. | have been following Hofer,
Beckmann and Bacon - the tendency
that was started by German expression-
ism. Artists working in Moscow have
now surpassed Berlin in what they do.
Their searching in the area of self-con-
sciousness, metaphoric language and
ways to convey the underlying concep-

poAMnacb B MepuoA, Koraa A OCTPO
owyuwan ce6a CKOBaHHbIM, MEHA yrHe-
Tana NoCTOAHHAA OreKa, A UCMbITbIBaN
)anoctb K caMmomy cebe. KpacHble Te-
na B «[pebue» 1 cnenexyTtas ¢urypa B
pabote «fA B Jleiinumre» nsobpaxator,
cobcTBEHHO roBops, MeHsA camoro. U B
TO e BpeMs OHW 04eBUAHbIM 06pa3om
NpOBOLMPYIOT BONPOC: He ABNAETCA N
3Ta 3aneneHytas durypa, nuweHHas
KOXW 1 NpeBpaTUBIUAACA B rpyay Ms-
ca, MOUM JAenepcoHU(ULMPOBAHHbLIM
«A»? [lymato, Moe npeacTaBfieHune ca-
moro cebs B Buae 6egHoro Jlazaps sB-
nAetcA Metadopoi, KoTopas ABNSET
coboii pasapaxalolylo pasHOBUA-
HOCTb GONe3HeHHOro cTpajaHus, Bbl-
3blBalolero y 3putena GecnoKowcT-
BO, - MpuyeM Ha (oHe WMpPOKo pac-
MpOCTPaHEeHHbIX TEYEHWI ONMOPTYHMUC-
TUYECKOro peannsMma U obLecTBEHHO
OpPUEHTUPOBAHHbIX KOMMIMMeEHTap-
HbIX FTMIMHOB.

WTak, Mou KapTuHbI Ha BbICTaBKe
Ype3BblYailHO KoHcepBaTUBHbL. OHK
He MMelT HUKAKOro OTHOWEeHUA K
MOCTMOAEPHU3MY, OHM HecyT Ha cebe
cnedpbl nNatvHbl Toro Bpemenun. M Bce
e B 3TUX KapTMHax NpocBeYnBaeT na-
tdoc cBoboabl. Ero MoxHo y3peTb B

OnMcaHWK LWara-wnarara, B U3obpaxe-
HWW nepeceyeHWs oceil B3anMOBIWA-
HWA - 1 TPAHCATNAHTUYeCKOro, U TpaH-
CeBpOMenNcKoro. 3T KoHcepBaTUBHbIe
CTOpOHbI nadoca 0KasblBalOT BO3jeN-

CTBME Ha CYLIHOCTb MOCTMOAEpPHU3Ma
C ero MHOro3Ha4yHOCTbl) BapUaHTOB
TBOpYeCKoro Bbibopa.

CnepyeT BHOBb M BHOBb MpPOBO-
AUTb BbICTAaBKM Takoro poga. NHtepec-
Ho HabnoAaTh NpoLecchbl 04HOBPEMEH-
HOro pas3BUTUA 3MOLMOHANbHbIX CO-
CTOSIHWIA, OCMbIC/IEHUA KaXA0AHEBHbIX
XYLOXEeCTBEHHbIX HeyAay, OfMHaKo-
BOCTb TOW 60pbObl C UANO3NAMU, KOTO-
pylo BefeT MCKYcCTBO cpa3y BO BCeX
yronkax mupa. fl Hagetocb, YTo 3Ta Bbl-
cTaBKa CnpoBoUMpYyeT nochepywouive
Jnencteus. Ee MOXHO cunTaTb NnLLb Ha-
yanom. C nomoLbto ByayLynx Takux Bbl-
CTaBoOK cnegoBano 6bl nonbiTaTbes
c6nn3uTb rpaHuubl Mupa. [Mpuuem
c6nm3uTb He BoobGpaxaeMble MupbI, @
CTpacTHble MeyTbl 06 aKTWBHOM BO3-
OEeNCTBUN Ha NoAeN, NonblTKax M3me-
HEeHUA WX — MOXeT, Torga yaactcsa Ao-
CTUTHYTb NPUMUPEHUS.

XaHc-XeHOpuk [pummauHe
3anuce cdenaxa Jopuc JlubepmarH

TPYMMA «MPBUH»
Tpyn uckyccrsa
2003
WHcTannauma
300x200

IRWIN

The Corpse of Art
2003

Installation

300 by 200
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tual ideas has been prompted by New
York pop-culture and Pop Art.

My second work, "Me in Leipzig",
hangs next to "An Oarsman". It depicts a
man whose torso is muffled up in a white
veil. As a straitjacket, it ties up the arms
and paralyses freedom of movement: a
metaphor of being captured and locked
in the GDR, and a sign of personal inad-
equacy. The picture was painted at a
time when | felt particularly trapped,
under watch, and, as a result, felt pity for
myself. The red bodies in "An Oarsman”
and the figure in the veil in "Me in
Leipzig" are a self-portrait in a way, but
at the same time they ask if this skinless
wrapped bundle of a figure turned into a
pile of raw flesh is my depersonalised
"ego"? | think that portraying myself in a
way that evokes biblical allusions to the
beggar, Lazarus, covered in sores, is
again a metaphor that contradicts the
public-oriented and widely-spread
opportunistic realism that leaves the
viewer worried and irritated.

Thus, my pictures at the exhibition
are extremely conservative. They have
no connection to post-modernism; their
imperfection bears the patina of the
moment of their creation. And yet,
those pictures are illuminated with the
pathos of freedom from within. The lib-
erated spirit makes itself visible
through the interplay of the trans-
Atlantic and trans-European influence.
The conservative workings of this free-
dom-loving pathos affect the essence of
post-modernism with its polysemantic
alternatives.

Exhibitions of this kind should be
organized again and again. It is inter-
esting to watch how similar passions
are depicted in different countries,
how a failure acquires a certain mean-
ing and how art inevitably fights illu-
sions in every part of the world. | hope
that this exhibition will have far-reach-
ing consequences. It can be consid-
ered a beginning of a long process; in
the future similar shows might make
the world even smaller. | do not mean
an illusory world, but the world of pas-
sionate dreams of action and steps
leading fo changes - so that in the end
people might become reconciled fo
one another.

Hans-Hendrik Grimmling
Recorded by Doris Liebermann
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XonoaHaAa BOMHA

0e3 nodeauTenen

U NO0eXAeHHbIX:

BbictaBka «bepnunH-Mocksa.
1950-2000» B cBeTe
peanui cerogHALIHEro AHA

n 1991 the German Art Societies
held an exhibition entitled “Art of
Europe”; in Lower Saxony it includ-

ed a section on Soviet art. In 1992,

Bonn held a major exhibition enti-

tled “Europa, Europa” with a major
Russian component. In 1995, Berlin
sponsored a major exhibition, “Berlin-
Moscow, 1900-1950" showing the rela-
tionship between German and Russian
art during the first half of the last centu-
ry. Currently in Frankfurt at the Schirn
Kunsthalle, Boris Groys and other cura-
tors have organized a major exhibition
of Socialist Realism art entitled “Dream-
factory Communism”.

A new exhibition, “Berlin-Moscow,
1950-2000", has opened in Berlin's
Martin-Gropius Bau. Despite the
patronage of Vladimir Putin, President
of the Russian Federation, and
Johannes Rau, President of Germany,
overall, it is a disappointment: the Russ-
ian and German curafors could not
agree on a cenfral theme. The Berlin
exhibition focuses on fine arts in an
international context, while the Russian
delegation, led by the Vice-Minister of
Culture, Pavel Khoroschilov, wished to
include other aspects of Russian culture;
consequently, there will be a separate

A Critical Guide to the Berlin-Moscow,

1950-2000 Exhibition

at the Martin-Gropius Bau in Berlin or

"No Winner, Or Loserin

the Cold War - Russian

Art has Arrived in the

West"

YU COBMECIMHbIX NPOEKIMOos.

C/IN  OTPaHMYUTBLCA NIULIb

HeAaBHVMMY NPOEKTaMu B

obnact uckycctBa, To CTo-

UT yNoMsAHYTb MpoeKkT He-

MELIKMX TBOPYECKUX 00be-

anHeHun «MckycctBo EBpo-
nb» (1991 r), B paMKax KOTOpOro »ute-
nn HuxHeit CakcoHMM 03HaKoMUAKCH C
uckycctsom Coserckoro Coto3a. logom
no3xe B boHHe 6bina OTKpbITa BbICTaBKa
«EBpona, EBpona», BecbmMa 3HauuTenb-
HOe MeCTO B KOTOPOM 3aHVMana poccuii-
cKas 3kcno3uumsa. 3atem, B 1995 ropy,
Ha cyA ny6nuKy Oblav MpeAcTaB/ieHbl
pe3ynbTaTbl POCCUMINCKO-TEPMAHCKOrO
COTpyZAHMYecTBa B 06N1acTN Ky/bTypbl B
nepuoz nepBoii MOM0BVHbI MVHYBLUEMO
cToNnetTus, maTepvanv3oBaBlIMecA B
topme BbicTaBKkM «bepnunH-Mocksa.
1900-1950».

JKa3gumue pocculicKo-2epMaHCKUX omHouleHull 8 061aCMU UCKyccmaa xa-
PaKMepu3yemcs B83aUMHbIM HepasHoOywiueM, 0aXke JIl06ONbIMCMBOM, K
Ky/IbmypHbIM NpoyeccaM, Komopbie Npoucxo0am e cocedHeli cmpaHe. ¢pmo
3aUHMepPecosaHHoe OMHoweHUe HeOOHOKPAaMHO BbUIUBAJIOCH 8 OP2aHU3A-

FROM THE FALL OF THE BERLIN WALL IN 1990, AND THE ERA OF PERE-
STROIKA, THERE IS AN ENORMOUS APPETITE IN GERMANY TO UNDER-
STAND THE CULTURAL HERITAGE OF THE SOVIET UNION.

4 N.KABAKOB
Mos PoguHa. Myxu. 1991 (2003)
WHcTannauns

< llya KABAKOV
My Motherland. Flies. 1991 (2003)
Installation
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exhibition in Moscow in the future. In
choosing to keep the name of the 1995
Berlin exhibition, the Russian curators,
particularly Ekaterina Degot and Viktor
Miziano, had assumed the 2000 exhibi-
tion would continue in the tradition of
understanding the relationship between
German and Russian art, and that it
would be expanded to include architec-
ture, design and film. The German cura-
fors, Jiirgen Harten, Angela Schneider
and Christopher Tannert, wanfed to
restrict the exhibition fo fine arts, and
their international development in the
second half of the 20th century. Finally,
a compromise was reached: there would
be no division into East and West, and a
strict chronological approach was
avoided so as not to label "winners" and
"losers" in the political context of recent
European development. Instead, the
development of the fine arts would be
seen through the eyes of contempo-
raries at critical times, such as 1955,
1961,1981 and 1989. The essays in the
catalogue reflect these social perspec-
fives.

The Martin-Gropius Bau is amen-
able, with some space limitations, to the
thematic development of the exhibition.
There are six major themes or sections;
they will be examined in the order they
are presented in the exhibition

The courtyard is entitled Pro-
logue - the Call of Art. It is dominated
by one of the biggest works in the exhi-
bition; Gerhard Merz’ The Victory of the
Sun (2003), a huge white ashlar space
flooded with light from thousands of
electric lamps: there is no life without
the sun; the transformation of the light
of the sun has become art; the object
could be interprefed as a giant battery
illuminating the structure. In this sec-
tion there are well known paintings of
Gerhard Richter, obscure prints of Andy
Warhol and a photographic advertise-
ment variation of Clausewitz's famous
maxim "Art is the continuation of poli-
fics by other means” (1991) by Svet-
lana and Igor Kopystyansky. In con-
frast, Vasily Yakovlev's painting Discus-
sion about Art (1946) presents a Soviet
work meant to stimulate thought in
both the humanist and intellectual tra-
ditions. The painting has only a small
statue and vague wall reliefs or feint
wallpapers; as such there is no "art" in

N.TUWKOB
BAsaHuk
2002
21080

Leonid TISHKOV
The Knitted
2002

210 by 80

KOPHENNA
LUNANME »

Ha ctpaxe. 1998
XoncT, akpun
200x160

Cornelia SCHLEIME
A Girl with a
Watch-dog. 1998
Acrylic on canvas
200 by 160 cm
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N BoT Tenepb noA naTpoHaxem
npesngeHTos Bnagumupa [llytuna un
WoranHeca Pay B Maptun-Tponnyc bay
B bepnvHe akcnoHupyerca BbicTaBKa
«bepnun-Mocksa. 1950-2000». OnHo-
BpeMeHHo B LUnpHKyHCcTXanne Bo
@parkdypre-Ha-MaitHe 3puTenn 3Ha-
KOMATCA C NpeACTaBUTENbHOI NOAGOpP-
KOW JOCTUXEHWI COoLManncTuYecKoro
peanv3Ma COBETCKOro TO/IKa, 03arniaB-
neHHom «KoMMyHucTuueckan dabpu-
Ka MeyTbI» (cpean KypaTtopos - bopwuc
lpoiic).

Ecan cyamtb no HasBaHwuio, bep-
JINHCKaA BbICTaBKa KaXeTcA HeKuM
npopomkeHveM skcnosmuumn 1995 ro-
Aa. /imeHHo TaKoe npeanoxeHune ncxo-
AWN0 OT POCCUINCKMX yCTpouTenei - 3a-
MecTUTeNs MUHUCTPa KynbTypbl [NaBna
XopowwnnoBa, KypatopoB EkaTepuHbl

[Jerotb n Buktopa Musuao. Im, ogHa-
KO, He yAanocb OTCTOATb CBOKW MAe
nepes HeMmeuKMMKU Kypatopamu. [lo-
cnefHWe NPUAEPKUBANUCL KOHLeEnN-
LMK, COrnacHO KOTOPON WCKYCCTBO
Mocksbl 1 bepnuHa cneayet paccmat-
puBaTb Kak 4acTb BceobObemioLiero
KYNbTYPHOrO NpoLecca, a 3T0 CAYXUT
onpaBjaHueM A BKIIIOYEHUA B 3KC-
MO3MUMI0 NPU3HaHHLIX 00pa3sLoB WH-
TepHaLUMOHaNbHOIo NCKYCCTBA.

Kypatopbl HOpreH XapteH, AHxe-
na WHaiaep n Kpuctod TaHHepT cum-
TanW, 4To BbICTABKA AOMKHA CKOHLLEHT-
pupoBaTtbcA Ha M300pasuTeNnbHOM Uc-
KycCTBe, B TO BpPeMs KaK WX pOCCUii-
CKMe Konnern xoTenv npeAcTaBuTh TaK-
e n apyrue Bugbl uckyccrsa. Konnu-
3uA Gbina pelleHa cnegylowmm obpa-
30M: 06e CTOpOHbI COMMacUInCh, YTO
OyZLyT NpoBeAeHbl B pasfNYHbIe Bbl-
ctaBkM - B bepnuHe npepacrtaBsaT uc-
KNYNTENbHO M306pa3utenbHoe uc-
KyccTBO, @ B MOCKBe OpraHu3yioT 3Kc-
nosuuuto Gonee wupokoro npocduns,
BKJIIOYAIOLLYIO apXWUTEKTYpY, AVU3alH 1
KuHo. OcTaHOBMMCA Ha aHanuse Gep-
JINHCKO BbICTaBKMU.

LecTb BbileynoMAHYTbIX KypaTo-
POB MpWLLAN K cornalleHunto 06 nHTer-
pVpOBaHHOM XapaKTepe BbICTaBKU, 4TO
UCKIIoYaeT pasjeneHve Ha 3anag unum
Boctok. BmecTto xpoHonorunyeckomn
KOHLeNuMn HeMeLKue KypaTopbl Ha-
CTOANN Ha MepcrneKTUBHOM MOoKase «C
No3VLUIA CEroAHALIHEro AHA» U «C ToY-
KW 3pEHMA UCKYCCTBA KaK TaKoBOro».
Poccuiickne Konnern npuHAAM Takomn
noaxog, oAHaKo npu nogbope Tematu-
YeCKUX CTPYKTYp nocymTanu Heobxoau-
MbiM M36exaTb pacnpocTpaHeHHbIX
Knvlle B OTHOLIEHWUN POCCUIACKOTO uC-
KyccTBa. B KoHeyHOM cueTe B cocToAB-
WKXCA AUCKYCCUAX YAAN0Ch YCTPaHUTb
MHOTrVe npeapaccyiKu U Npexzie BCero
MHEeHWe O TOM, YTO Moc/ie OKOHYaHUsA
XO/I0HOI BOWHBI ObinK nobeautenn u
nobexaeHHbIe.

Mpeoponetb TAroTeHWe K XpoHO-
NIOTMYECKON NpUBA3KE TeHAEHUMI B
pasBUTMU N300pa3nTeNbHOIO NCKYCCT-
Ba [0 KOHLA He yaanocb, 6o pag Bax-
HbIX BeX (CTOMT Ha3BaTb XoTA Obl 1955,
1961, 1981 n 1989 rr) cnocobeTBoO-
Bajl TOMY, YTO TBOPYECKUe Mo3nLMKn
nojBepranucb nepecMoTpy, CTanun ABCT-
BEHHO 3aMeTHbl MOABMXKW B pa3Bu-
TMM B3auMonoHuMaHuA. B Kartanore

BbICTaBKM MMeeTCA CMpaBOoYHbI MaTe-
pvan no 3Tomy Bonpocy. B MHoroumnc-
NIeHHbIX 3CCe OTpa)keHa Mo3auka 06-
LLLeCTBEHHOTO CaMO4yBCTBUA B Nepuoj
nocnefjHen MONOBUHbI MUHYBLIErO
cToneTus.

CTpYKTYpHBIN KapKac BbICTaBKU
He cpa3y Bpocaerca B rnasa: X0TA Bbl-
CTaBOYHOE MPOCTPAHCTBO AOMycKaeT
paspeneHvie matepuana no TemMam u
CTPYKTYpMpOBaHue, TeM He MeHee
BHOBb M BHOBb CKa3blBalOTCA NpuUcCy-
Wue 3TOMY MPOCTPAHCTBY OrpaHuye-
HuA. B pasgene «lponor: 308 ncKycct-
Ba» MoceTuTeNA BCTpeyaeT camad 00b-
eMHas Ha Bcell BbicTaBke pabota -
kBagpogopma lepxapaa Mepua «[o-
6ena conHua» (2003). XypoxHUK nc-
nonb30Ban YeTbipe CTeHbI, U BCe Npo-
CTPaHCTBO MeXJAy HUMMK cocTaBaseT
TMraHTCKUIM 00beM, 3aNUTbIN U3HYTPU
cBeToM TbicAY namn. lMocKonbKy 6e3
COJTHLL@ HeT XM3HK, a TpaHchopMauma
CONHEeYHOro cBeTa npeobpaxaercA B
WCKYCCTBO, TO B paMKax My3eiHow
CTPYKTYpbl OBBEKT MpOW3BOAMT Bre-
yaTneHne cBoeoOpasHOro aKKymyns-
TOpa U3ny4yeHus.

B 3tom e pasgene npeacrasne-
Hbl n3BecTHble paboTbl fepxapaa Pux-
Tepa U HeKoTOopble Heun3BecTHble (a B
3TON cBA3M - npobnemMaTuyHble) rpa-
¢urueckme nuctbl IHaM Yopxona. Yno-
MAHEM U peknamHylo naHenb ¢otopa-

PEBEKKA XOPH
JlepeBo BO3AbIXaHWi
yepenaxu.1994
3ByKoBas
MeTannnyeckas
KOHCTpYKUUA

C MOTOpOM

Rebecca HORN

The Tortoise Sigh Tree
1994

Sound Metal Con-
struction with

an engine

the picture; the implication is that art
arises from an unseen easel; and that is
what the discussion is about. Unfortu-
nately, the current catalogue suggests
that the discussion happens about the
"Beutekunst", works of art which were
brought to the Soviet Union during and
after the war.

The second section is dominated
by the theme, War and Glory. The first
painting is a famous Soviet painting by
Fedor Bogorodsky, The Glory of Fallen
Heroes (1945); in the context of that era
it was serious, but by today's standard
the comparison between the Christian
theme of piet/ and a general on his
knees seems exaggerated. The opposite
impression is created by Barnett New-
man’s Who Is Afraid of Red, Yellow and
Blue? (1969) where there are no human
figures. Finally, the New York artists
Komar and Melamid (who incidentally
are also showing their work in the Frank-
furt exhibition) present a modern por-
trait of Stalin entitled, The Origin of
Socialist Realism (1983).

The group Art and Language,
painted a portrait of Lenin in the style of
Pollock and Andreas Gursky replaced a
picture of Pollock by a photograph:
clearly Lenin and Pollock are off their
plinth. Works by Georg Baselitz, Anselm
Kiefer and Alexander Arefyev pursue the
same topic.

MEXOYHAPOJHAA MAHOPAMA

The next area is described as Pic-
tures from the Divided Germany. It
brings fogether East and West German
pictures with foreign pictures. However,
from the perspective of the German visi-
tor, the overall impression is erratic,
almost without meaning. Only the pic-
tures of Mikhail Chernyshev are useful,
giving a Russian interpretation of the
meaning of the western pictures.

Following the German section,
there is an area entitled Pictures from
Soviet Russia; it covers the period from
1935 to the present. Artists include
Erik Bulatov, Viktor Popkov, Mikhail
Schwarzman, Sergei Shablavin, Pavel
Korin, Vladimir Kupriyanov and Valery
Koshliakov. Again, as throughout the
exhibition, the subject theme includes
works by international artists: Jeff
Wall's huge photowork Dead Troops
Talk (1991-92) depicts a dramatic and
terrible scene from the war in
Afghanistan; although the details are
neither accurate nor plausible, the
overall effect is impressive. Unfortu-
nately, the works of Georg Baselitz and
Ginther Uecker seem out of place,
even though they describe war and
memento mori.

The juxtaposition of Soviet and
German pictures with war motifs can
only be justified if the more abstract or
informal styles of the western works are
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seen against the emotion and irony of
the more realistic Russian images, for
example, Kukryniksys’ The End (1947),
Tair Salakhov's On the Caspian Shore
(1966), and Dmitri Zhilinsky's The USSR
Gym Team (1965). Otherwise, this sec-
fion is a failure. Those pictures describ-
ing the German involvement in war have
little to say to the German visitor while a
Russian will find the all too familiar Sovi-
et pictures generally boring. One won-
ders whether the price of a non-infe-
grated two-part exhibition has been too
high.

The third section is called, Design
and Action - The Extended Playground.
It is dominated by two themes, which
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3.BYNATOB

A KuBY - A BUXY
1984

Xoncr, Macno
200x220

Erik BULATOV
| Live - | See
1984

Oil on canvas
200 by 220

C.LUYTOB

[Lomoi. 2003
XoncrT, cM. TexHuKa
150200

Sergei SHUTOV
Homewards. 2003
Mixed media

on canvas

150 by 200
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60T Wrops n CeetnaHbl KonblCTAHCKUX
«MckyccTBO ecTb NpoAOMKEHVEe nonu-
TVKK apyrumm cpeacteamm» (1991) - B
caMoOM HaVMeHOBaHUW JIerko y3HaTb
NoABEPrHYTYIO 04eBUJHOW KOppeKuun
mbicnb Knaysesutua.

M B KayecTBe 04eBMAHOrO NpPOTU-
BOMOCTaB/IEHNA XNBOMUCK COBETCKOIO
nepuvojia COBpPeMeHHbIM (opMaM uc-
KycCTBa, U B KayecTBe J0Ka3aTe/bCTBa
KMBYYECTU TYMaHUCTUYECKOWN Tpasu-
LMK B UCKYCCTBE, U B Ka4ecTBe WiCT-
pauuv NMpPOBOAMBLUMXCSA B CBOE BpeMs
AVICKycCuii no npobneMaM KcKyccTBa
Ha BbICTaBKe NpeACTaBleHO XUBOMMUC-
Hoe nonoTtHo Bacunus Akosnesa «Juc-
nyT 06 nckyccree» (1946). KondpoHta-

LMI0 TOYEK 3pEHUs MOXHO Obino 6bl
NpU3HaTb OTHOCALLENCA K Aeny, eciun
Obl B KOMMEHTapUAX K KapTuHe He yT-
BEPXAANOCh, XOTA Y KOCBEHHbIM 06pa-
30M, 4TO AAHHbIA AUCAYT NPOXOAWUT B
OKpYKeHUW apTedakToB «TpoderiHoro
nckycctea». OgHaKo, 3a UCKIOYeHNEM
MaNeHbKOW CTaTyaTKn (MyxcKasa dury-
pa) 1 abconioTHO pa3MbITOrO HAaCTEHHO-
ro penbeda, 6oMblue HUYero, OTHOCALLE-
rocsi K UCKYCCTBY, Ha KapTUHE He BUAHO;
AVCKyCCUA MOCBSALLEHa 1306paxeHuio,
KOTOpoe nojpasyMeBaeTcs Ha MOJSb-
OepTe, He BUAHOM 3pUTeNio.

Bropoin paspen osarnaenen «O
BOIHe 1 0 BennyecTBeHHOM». OH unnio-

XAVHL, MAK Heinz MACK
3onoueHblin Ky6 A Gilted Cube
1968 1968

Mertann, aepeso Brass, wood
100x90x90 100 by 90 by 90

CTPUpYeT pas3funyHble BEPCUMN LEMOHTa-
K@ BO3BbILLEHHOTO B COBPEMEHHOM MC-
KycctBe. MicxoaHbIM NyHKTOM ABRAeTCA
kapTuHa ®epopa boropoackoro «Cnasa
naBwum reposm» (1945), B KoTopoii Be-
NNYeCTBEHHOE elie BOCMPUHMMaeTcA
BMOJIHE Cepbe3Ho, 0JHAKO YyXe HauynHa-
€T BbI3bIBaTb BOMPOCHI, U BUHOWN TOMY —
ABHOE anneropuyeckoe npeysennye-
Hue. AnsTepHaTnBOl ABnsieTcs paboTa
bapHetta Hblomanca «KTto 6Gowutcs
KpacHoro, ’xeitoro u ronyboro?»
(1969), B KOTOpPOI4 BO3BbILIEHHOE 37U~
MUHUpYeTCA yepe3 O0TKa3 oT ¢urypa-
TUBHOTO COAEpXKaHuA.

Opyrvm nytem upyT npepacrtas-
NeHHble Ha BbICTaBKe (BNpoYeM, Kak 1

Bo ®paHkdypTe) MHOXKecTBOM paboT
HblO-NOPKCKMe XyAoXHUKKN Komap un
Menamug c «MctoyHmKoM coumanmctu-
yeckoro peanuama» (1983). 3ta meta-
(opuyeckaa KapTuHa npejcraBnseT
coboit 0AHY M3 MHOTMX Bapuauui Ha
TeMbl CTAIMHCKMUX MOTWMBOB MOCTCTa-
NUHCKoW 3noxu. HanpaeneHune «Cme-
Ha LeHHoCTei» npeacTaBaeHo pabo-
Toi rpynnel «Art & Language», KoTo-
pas BbicTaBuna «[loptper B.N.JleHu-
Ha B cTtune [xekcoHa [lonnoka», a
AHgpeac [ypcKu 3aMeHUN KapTuHy
Monnoka n3 cobpaHua Myses cospe-
MeHHoro nckycctea B Hbto-Mopke ee
tdoTorpadueit, Kak 6bl HW3BEpPrHyB
MoNOTHO C nbefecTtana. Takum obpa-
30M, TeXHWKa CTaHOBWUTCA 3HaunMMee
opuruHanbHoro nonotHa. Utak, Mon-
nok Bmecto JleHuHa, ¢oTorpadua
BMecTo Xusonucu. B Tot xe tematu-

YecKuit Kpyr Bnucaxbl paboTbl Neopra
basenutua, AHcenbma Kwudepa wu
Anekcangpa Apedbesa.

B paspene «KaptuHbl 13 pasge-
neHHow lepmaHuu» oKasanocb BO3-
MOXHbIM U LenecoobpasHbliM BbICTa-
BUTb PALOM 3amnajHo- U BOCTOYHOrep-
MaHCKue paboTbl, AOMOMAHEHHblE He-
60NbWMM KONMYECTBOM 3apybexHbiX
nonoteH. [lnAa HeMmeuKoro 3puTens Ta-
KOe CoyYeTaHue HM 0 YeM He TOBOpUT U
HocUT He Gonee yem crnyyaiiHbI Xa-
pakTep. O6pawatoT Ha ceba BHUMaHMe
NWLWb NpejCcTaBNeHHble B 3TOM e pas-
aene pabotbl Muxauna YepHbiwosa,
MOKOJIbKY B HUX Y3HAKTCA pOCCUINCKME
BapMaHTbl XyA0XeCTBEHHbIX JOCTUXe-
HWI 3aNafHoro Mupa.

BosmoxHo, poccuiickne nocetu-
Tenn pasgena «KaptuHbl n3 Coset-
cKkon Poccum» JomKHbI MUCNbITbIBaTb
aHaNnorMyHoe YyBCTBO; er0 MOXHO Obl-
no 6bl 0603HaUYMTL KaK QpycTpauus,
BbI3BaHHasA nosTopamu. B pasgene B
MONHON Mepe MPOSABUAUCH Hen3bex-
Hble MOCNeACTBUA NMPUHATOrO KypaTto-
paMy peLleHUs OpraHW30BaTb HE WH-
TErpMpoBaHHY0 ABOWHYIO BbICTaBKY, ~

FEOPT BA3EJINTLL
Mogenb ans
cKynbnTypbl. 1980
[llepeBo
165%x220x68

Georg BASELITZ
Model for a Sculpture
1980

Wood

165 by 220 by 68

B.3AXAPOB
WcTopus pycckoro
NCKycCTBa —

OT pyccKoro
aBaHrapaa Ao
MOCKOBCKOW LIKOJbI
KOHLenTyannsma
2003
WHcTannauma,

CM. TeXHUKa
360x605x390

Vadim ZAKHAROV
The History

of Russian Art -
from the Russian
Avant-garde to the
Moscow School

of Conceptualism
Installation

360 by 605 by 390

were of great interest in the 1950s and
1960s: "Dvizhenie" ("Movement”) and
"Zero". The Russian contribution is the
only successful part of this section. Lev
Nusberg's Beginning of Counting
(1961) and Intrusive Like An Obsessive
Idea (post 1960) draws on the early
Russian avant-garde movement. Fran-
cesco Infante-Arana leaves social con-

cerns to explore outer space in his
About Reconstruction of Stars Sky
(1965-66). The combination of Nusberg’s
works and Bulatov's Diagonale (1965)
and Boris Turetsky's Mofifs of Space
(1962), clearly influenced by the classi-
cal work of Malevich, together with the
works of the ZERO artists Heinz Mack
and Otto Piene from the 1950s, all draw
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upon the influence of the Russian avant-
garde. In contrast the works by Joseph
Beuys, Reiner Rutherbeck, Katharina
Sieverding and Jorg Immendorff make
use of other materials, of other concepts
of space and time, but they are in isola-
fion, having no counterpart in the Russ-
ian works; in effect, there is a lack of bal-
ance.

The "Communications Systems”
Department is dominated by Russian
artists. The highlights are the white
paper works of Svetlana Kopystyansky,
the interactive installation of llya
Kabakov, the superb photographs of
Boris Mikhailov and, lastly, the
grotesque comic-based sketches of Yury
Leiderman. The absence of German con-
tributions gives the false impression:
there is no art of communication in the
West. Why not remember Art &
Language or Lothar Baumgarten’s and
Ferdinand Kriwet's works.

The fourth section, Time of
Change - Time of Upheaval has two
parts: the confrontation between East
and West German artists; followed by
the mostly Russian view of society using
parody and irony.
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C.BYTAEB-A®PUKA
Pa3pyweHvie [loHanbaa
1997 (2003)
WHcTannaums
400x500x300

Sergei
BUGAEV-AFRIKA
Donald Destruction
1997 (2003)
Installation

400 by 500 by 300
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a B UTOTe CKyKa OKa3ajacb pasfnMToun,
€CJ/IV MOXXHO TaK Bblpa3unTbCA, MO BCEM
asumyTam.

97a yacTb 3Kcno3mumm obbeaun-
HAET NpOM3BeJeHUA TaKWX PpasHbIX
XMBONUCLEB, KakK, Hanpumep, IpuK by-
natos, Bwuktop [lonkos, Muxaun
WeapumaH, Cepreit LLiabnasuH, Masen
KopuH, Bnaaumup KynpusiHos n Bane-
puin KownsaKoBs; oHa oxBaTbiBaeT Bpe-
MeHHol nepuog ¢ 1935 no 2003 r. Kak
W B ApYrux pasgenax, Kypatopbl Bbl-
WM 3a npeAenbl paMoK, 0003HayeH-
HbIX B TPYynnoBOM Ha3BaHWW: 3jecb
MOXHO BWAETb, CKaXeM, [J0pOrocTos-
wyto doTonHcueHnposKy [xedda
Yonnca «becena naBlumx Ha none 6oa»
(1991-1992), koTopoii HEBO3MOXHO
OTKasaTb B MacCTepCKOM MoKase fjpa-
MaTM3Ma W CTPaLLHOro ropsA, KoTopble
npuHecna BoHa B AdraHucraHe, ecnum
Obl He leTanbHO BbINMCaHHble U306pa-
KEHWA Ha NepBOM NyaHe MHCLEHNPOB-
KW, OTAalolMe NPUBKYCOM W3MVWILHE
HaTypannCTUYeCKN WCTONKOBAHHOM
peanbHOCTW.

B 70 e BpemA paboTbi [eopra ba-
senuntua u loHtepa HkKepa Bocnpwu-
HMMaloTCA B 3TOM pasfjene Kak vyxe-
poAHOeE Teno - Npu TOM, YTO B HUX U30-
OpakeHa BOMHa 1 OHY 0BpaLLeHbl K Te-
Me namATy o naslmx. KombuHauua co-
BETCKMX M HEMELKMX KapTuH, oTobpa-
XalLlmnx BOEHHYI0 TeMaTWKy, Morna
ObiTb ONpaBjaHa NuUlb B TOM Ciyyae,
ecnu Gbl NPUHATBIV B «3anagHbIX» Npo-
U3BeAeHUAX ynop Ha opManbHble Mo-
MEHTbl paccMaTpuBainCcA Kak KOHTpacT
K 3MOLMOHaNbHbIM, @ NOpPOW naTeTuye-
CKUM WU VMPOHWYECKU-NIAaTETUYECKUM
KapTUHaM pOCCUMINCKUX XYAOXKHWKOB:
NpVYIMEpPOM MOTYT CYXWTb, CKaxeM, Ky-
KpblHUKebl (¢KoHewy», 1947), Tanp Ca-
naxoB («Ha Kacnuiickom mope», 1966),
Omutpuin WunuHckmin («C6opHas CCCP
no ruMHacTuKke», 1965).

PaboTbl XyAoXHUKOB, 06beaw-
HeHHbIX B rpynnbl «[lBvxeHne» n «3E-
PO», BbI3bIBaBLIME VMHTEpeC B NATUAE-
CATbIE U LWeCTUAECATbIE FOAbI, LOMUHU-
pytoT B pasgene «[lu3aiH n fencraue:
paclivpeHHOe MPOCTPAHCTBO aKTUBHO-
ctu». B 370 BpeMA poccuiickme Xyaox-
HUKW BHOBb 00PaLLalOTCA K Hacneaunto
aBaHrapfa: HeKoTopble MpU3HaKW Ta-
KOro BO3BpaTa AOCTAaTOYHO OYeBUAHbI,
Hanpumep B KapTuHax JlbBa Hycbepra
«Hayvano otcuyeta» (961) nnn «Hapas-

YMBbIA KaK upea» (HanucaHa nocne
1960 roza). XyLOXKHWKKN OCTaBAAT B
CTOpoHe O0O6LIEeCTBEHHO 3HAYMMYH Te-
MaTuKy U B 6yKBaNbHOM CMbIC/Ie C/I0Ba
YCTPEMIAIOTCA MbICIbIO B KOCMOC, KaK
3TO leMOHCTPUPYIOT NpoeKTbl PpaHye-
cko MHdaHTa-Apana «K Bonpocy o pe-
KOHCTPYKLMW  3BE3JHON  TBEepAW»
(1965-1967).

Pa6oTbl JloBa Hycbepra n 3puka
bynatoBa («AnaroHanb», 1965) n bo-
puca Typeukoro («MoTuBbI npocTpaH-
ctBa», 1962), upesBblYallHO TecHO
nMpuUMbIKalLlWMe K Kihaccuyeckomy
TBOpYecTBY ManeBnya, BNosiHe npaBo-
MepHo Obino 6bl conocTaBuTb ¢ pabo-
TaMy XyAOXHWKOB rpynnbl «3EPO» -
XanHua Maka n OTTo lMuHe. laHHbIN
pasgen npeactaBnfeT coboi Haunbo-
nee, moxanyin, ybeauTenbHbIA apry-
MEHT B MONb3y COMOCTaBJEHWUA XyAo-
KECTBEHHbIX NPOLLECCOB, UMEBLUMX M€~
CTO B ABYX CTpaHax. [leficTBUTENbHO, 1
pOCCUINCKME MacTepa, U XYAOKHUKMN
rpynnbl «3EPO» B nAaTuaecATble roabl
WCKanu pajuKanbHO HOBbIE XyA0XKecT-
BEHHble pelleHus, obpaluasnch B CBOEM
TBOpYECTBE K HAcNeinio poCcCUNCKoro
aBaHrapaa.

OpaHaKo cTonb yAauyHo HalijeHHoe
rapMoOHMWYHOE coyeTaHue XyAoXecT-
BEeHHbIX MOUCKOB MpejcTaBseT coboin,
yBbl, €UHCTBEHHBbIN, X0TA Obl 0TYACTU
yAAUHbI, acnekT pasjena BbICTaBKMW.
MpeacTaBneHHble B 3TOM e pasjene
nonotHa Moseda Boiica, PaiiHepa Py-
TenbeKa, Katepunbl 3usepanHr u Mop-
ra mmeHgopda, oTpaxarolime npuiH-
LMNManbHO UHbIe MaTepuabHble, Npo-
CTPaHCTBEHHO-KOHLENTYaNbHbIE U XKU-
BOMWUCHO-KOMMYHUKaTVBHble MPUHLM-
Mbl, OCTaNNCh B OAMHOYECTBE — AR HUX
He HalNoCh POCCUMINCKMX MapTHepoB,
KoTopble cTOANN Obl HA aHaNOrMYHbIX
no3nLmaAX.

Pazgen «KoMMyHMKaTWBHble cU-
CTEMbI» MOYTU MOMHOCTbIO OTAAH poc-
CUNACKUM XyAOXHWKaM. M3-3a 3Toro
3pUTENsA He NMOKUAAET OLLYyLLeHNE HEeKO-
Topoi HepopaboTku unm cbos: pasBse
Ha 3anaze HUKaK He NpejcTaBieHo uc-
KyCCTBO KOMMyHMKaumin? Ha namATtb
cpasy npuxoasaT rpynna «Art & Lan-
guage» unn Jlotap baymrapteH, ®ep-
AvHana Kpuenb v apyrue mactepa.
A Ha BbICTaBKe OCHOBHOW aKLeHT cAae-
naH Ha 6enbix nncrax CeetnaHbl Konbi-
CTAHCKOM, @ TaKXKe - 1 BMOJIHe ecTecT-

BEHHO - Ha MHcTannAumax Mnbm Kaba-
KoBa, Ha poTopaboTax Bopuca Muxaii-
710Ba U Ha FPOTECKHbIX, NPUBA3aHHbIX
K KapTWHKaM 13 KOMUKCOB «KoJeKcax»
lOpus Jleiipepmana.

B paspene «[MoBopoTHble Bpeme-
Ha - BpeMeHa nepesoMOB» MPOAEMOHCT-
pUpOBaHO B MepBYyI0 OyYepeAb MPOTUBO-
nocTaB/ieHWe 3anajHOrepMaHCKuX |
BOCTOYHOTEPMAHCKUX XYAOXHUKOB: WH-
crannAuma «13.4.1981» Onada MeTtue-
11 (1985) n «bnnsHeub» Panbtha Kepba-
xa (1984) co3paHbl B TOT MOMEHT, Korza
BHOBb Haua/CA KyNbTYpHbI 0OMeH Mex-
ny BoctouHon lepmanuenn n 3anapHon
lepmanuein. Apxvs laHca Metepa Penbp-
MaHHa «MeptBble» (1967-1993) - nme-
loTCA B BWAY 3anajHoeBponenckue
KepTBbl Teppopu3Ma - He «AoTArnBa-
e Jaxe [0 AOBOJNbHO CKPOMHOW WH-
crannaumn Wpuubl Haxoson «Jywin»
(nocnegHss npeacTasnsAer coboit 3anu-
CU peyeit AVKTaTOPOB, KOTOPbIE MOXHO
npocnywwarb, AeNnas B BbIGpaHHbIX Mec-
Tax 0CTaHOBKM).

Ha npumepe gaHHoro paszena oT-
YETMBO YNaB/IMBAETCA CMeHa aKLeH-
TOB B XY/JOXKECTBEHHOI anennaumm nc-

KyccTBa: BO BCEM, Y4TO KacaeTcA maTe-
puanbHOM cybCTaHUMKM, OHa ocTaeTcs
o6efjHeHHOW; 3a0CTpsieTcA OHa NWLb
[0 YPOBHA TPOTECKOBOrO Luapxa, oT
KOTOPOrO TO/IbKO M 3aBUCWT, CTOUT I
elle pas BCTpeyaTbCs C TaKoro poAa
npousseaeHmeM. «bepanHcKas KoMHa-

PAJIb® KEPBAX
baunsHeubl

1984

266x195

Ralf KERBACH
Twins

1984

266 by 195

HEO PAYX
Crpenka
1999
215x190

NEO RAUCH
Poiter

1999

215 by 190 cm

The conflict between East and
West Germany is illustrated by the
works of Olaf Metzel 13.4.1981 (1985)
and Ralf Kerbach's Twins (1984); they
are early examples of the cultural
exchanges that began between the two
Germanies in the mid-1980s. Hans
Peter Feldmann’'s stark archival work,
The Dead, 1967-1993 depicts the vic-
tims of West European terrorism. Simi-
larly, the interactive presentation of
Irina Nakhova's Showers permits the
viewer to listen to the taped speeches of
various dictators, with the ability fo
interrupt them at any time. Clearly the
meaning of art was changing at this
critical time. It has a macabre fascina-
tion; although the contfent is meager
and minimal, one wants either fo look
away, or fo probe more deeply. The con-
tribution of Levandovsky, Berlin Room
(2002) is in a similar vein, but it is
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already retrospective. From the eastern
perspective the works of Martin Kippen-
berger, Pleasant Communist Woman
(1983), Working People Shortly Before
Lunchbreak (1984), subtitled, Stalin is
Not Here exploit the cliches of the press
and government authorities, not to rail
against their inhumanity in the western
tradition, but to confirm that people in
the East had already formed their opin-
jons. This is made explicit by Guia Riga-
va's video-installation This World Is
Leaving (1995).

The next group is also preoccupied
with the past, but in a different way. Most-
ly Russian artists, they take the old famil-
iar icons of the Soviet regime, and
through exaggeration, irony and parody,
transform them. Boris Orlov takes
objects from the medal industry and
transforms them through bold and exag-
gerated colours. Vladyslav Mamyschev-
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Monroe uses photographs reminiscent
of old family albums. Oleg Kulik,
undoubtedly the most radical iconoclast
in contemporary Russia, is pho-
tographed as a pathetic standard-bearer,
naked in the snow and surrounded by
dogs, satirically suggesting beastliness.
Similarly, the Slovenian group, IRWIN’s
depiction of Malevich's dead body as a
form of decoration raises various ques-
tions. Finally, the outstanding contribu-
tion of Rebecca Horn's The Tortoise
SighTree (1994), which had been dis-
played in the New National Gallery of
Berlin, has been added to this section of
the exhibition. Like Irina Nakhova's
Showers, it shows that despite dictator-
ships those who have suffered silently
can finally begin to speak out.

The last two sections Constructs
and Phantasmagoria of Today and
Return of Utopia are similar; they seem
to be a collection of disparate works that
do nof fit into the other sections.

Wolfgang Tillmann'’s c-print series
of Ice, Snow and Garbage (1999) con-
frasts with Olga Chernysheva’s photo
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®PAHL, AKKEPMAHH
He Ha3biBait MeHA
ropoaom

2003

CM. TexHMKa

Franz ACKERMANN
Don't Call me a City
2003

Mixed media

THE TRETYAKOV GALLERY #2' 2004

Ta» (2002) Bumn JleBaHpoBCcKoOW npu-
HaANeXunT B KOHEYHOM cyeTe K «3amnos-
AaBlwuM» paboTaM - B Hell onucbiBaeT-
€Al MeHTaNlbHaA CUTyaLuA, KoTopas yxe
ylina B UCTOPWIO, CTana ee YacTbHo.
HeckonbKko vHoe feno - nonotHa
MaptuHa Kunnenbeprepa «Cumnatuy-
Haa KoMMyHucTKa» (1983) n «Pabounii
NOA He3ajonro o 06eeHHOro nepepbli-
Ba» (1984) c pobaeneHvem «CtanuHa
TaM HET: OHW BCTYNawT B NpOTMBOpE-
4Me C HeKOTOPbIMU 3anajHbIMK AOrMa-
mMu. Hanpumep, ¢ TeMu, cornacHo Koto-
pbiM Ha Boctoke cnoxwunace 6ecyeno-
BeYHas rocyAapcTBeHHas cuctema, npo-
AaXHaa npecca OKOHYaTenbHO 3anyTa-
Nacb B MHOTOYMC/IEHHbIX MPOTMBOpeYa-
LWMX APYr APYTY KNULLE; BPOYEM, K TOMY
MOMEHTY KaXfblii y)Ke Mor camocTos-
TeNbHO COCTaBUTb CBOe MHeHue o Boc-
ToKe. /IMeHHO 3TO Bpems M 3TOT Npo-
Liecc (KOTOpbIN, KaK N3BECTHO, «MoLLen»)
umeet B Buay lya Pvrasa B cBoelt ¢o-
ToCceKBeHLMM «3T0T Mup xumBeT» (1995).
Cnepylownii paspen BbICTaBKM
TakxXe obpalleH B NpoLLNoe, XOTA U C
MHOI YCTaHOBKOW: OH no Gonbluein ya-
CTW 3ape3epBMPOBaH 3a POCCUNCKMU-
MW XYBOXHUKaMK, KOTOpble NuwaioT
3/1eMEeHTbl CTapbIX XYAOXEeCTBEHHbIX
CUCTEM WX WKOHOrpactumyeckoro xa-
paKTepa U opHaMeHTasbHOWN CyTU U B
3aBMCMMOCTM OT MOCTaB/IEHHON 3aja-
YN MOHYMEHTaNU3upylT UX UNU na-
poaupytoT. B o6bektax bopuca Opno-
Ba ANA 3TOr0 UCMONb3YKTCA Kpuya-

<« .TYTOB

Monoca < Dmitri GUTOV
npenATcTBUN Barrier

1996 (2003) 1996 (2003)
UHcTannaums Installation

WMe Kpacku WHAYCTPUW OPAEHOB W
Harpaa, Bnagucnas Mambiwes-MoHpo
ocylecTBnAeT GpOTOMHCLEHVPOBKMN B
CTU/Ie CTapWHHbIX anbboMHbIX doTo-
rpaduit, a Ha dpoTopaboTax Onera Ky-
NKa OH CTOWT HaruLIOM B CHery B na-
TeTUYeCKOoW Nno3e 3HaMeHOCLa U B OK-
pyeHun npbiratownx cobak; 6esyc-
NOBHO Hanu4yecTBylOLWME 3/1eMEeHTbI
caTvpbl YTPMpPOBaHbI MOYTU O YpPOB-
HA COAOMUMN.

be3 comHeHus, Kynuk asnsaetca
caMblM paAuKanbHbIM W MocCiejoBa-
TeNIbHbIM Ha POCCUINCKOMN XyA0XecT-
BEHHOW CLEeHe HapyluuTenem u paspy-
WWTENeM MHOroYMCIeHHbIX Taby. B To
e BpeMA C MOMNbITKON CNOBEHCKOW
rpynnbl «IRWIN» BbicTaBuTb Manesu-
Ya B KayecTBe Tpyna B MCKycCTBe (Ha
¢oHe ero cob6CTBEHHbIX KapTUH) CKO-
pee cnefoBano 6bl BCTYNUTbL B COp -
B 0CO6EHHOCTM B 3CTETUYECKOM Nna-
He. [1OBTOPATbL YyXMe HaxoAKW, NycTb
faxe B M3MeHeHHoM ¢opmare, no-
MpPeXHEeMy 03Ha4yaeT HaxoAWTbCA B
nneHy 6GaHanbHocTU. B KaKkoit Mepe
JO/KHa ObITb OTHeceHa K 3TON TeMma-
TUyeckol rpynne paboTta PebeKkku
XopH «[lepeBo BO3AbIxaHWi 4epena-
xu» (1994), cama no cebe BrnosHe xo-
powas (AeMOHCTPMPOBAaBLIAACA Ha
HeflaBHell MepcoHaNbHOW BbICTaBKe
XYAOXHUUbI B HOBOM HaunoHanbHOM
ranepee), ocTaeTcA OTKPbITbIM BOMpPO-
COM. YKe 0fMH TOT (haKT, YTo NAMN No-
BECTBYIOT O CBOMX CTPALUHbIX Mepexu-
BaHWAX, cOamkaeT 3ToT 06beKT ¢ 6o-
nee No3aHuM npoussegeHneM VpuHsbl
HaxoBon «[lywimn»: npocTbie paccKasbl
0ObIKHOBEHHbIX Nt0Ael NpoTMBOMNO-
cTaBnAtoTcA nadocy, 3n06e n Twecna-
BUI0, KOTOPbIe He B COCTOAHNM CKPbITb
B CBOMX peyax AVKTaTopbl.

JKcnoHaThbl ABYX MOCNeAHMX Bbl-
CTaBOYHbIX pasfenoB («KoHCTpyKTbI U
(aHTacMaropmm CeropHA», a TaKxe
«PeunanB yTonumyeckoro») copepxa-
TeNbHO He OYeHb OTNMYAlOTCA ApPYr OT
apyra. B pasgenax cobpaHbl - Ha 60-
flee UAN MeHee Cy4yaiiHOW OCHOBE -
paboTbl, ANA KOTOPbIX HE HALOCh Me-
cta B apyrux pasgenax. ®otocepun
BonbgraHra TunnmaHca «CHer, neg un
ot6pocs (1999) npotmsocTonT hoTo-
rpynna Onbru YepHbiwesoi «B oxu-
paHum yypa» (2000): gmHamuKa npo-
TWB CTaTUKM, BbiCTpble U KpaliHe Mea-
NeHHble npoLecchl.

B nopbopke HOBOW XuBONuUcH
AOMUHUPYIOT (haHTacTUYeCKne MOHTa-
*un Heo Payxa, o6beguHAtouero pea-
JINCTUYECKNE PENIUKTbI U UCTOpUYeC-
Kue mnn obblaeHHo-6aHaNbHble BOC-
nomMuMHaHusA. B poccuiickoi yactum 3a-
K/IOYNTeNbHOTO pasjena BbICTaBKU -
XOPOLLUO WN3BECTHble NOPTPETbl YeHOB
OMOHa pa6oTtbl Cepresi BpatkoBa, uH-
crannauna cropeslent «[lonockl npe-
natcreui» (1998) Amutpua lytoBa u
KOBapHO-XUTpble OpHaMeHTasbHble
nonotHa «AES» o 3aBoeBaHuM ucna-
MOM KOCMMWYECKOro npocTpaHcTBa.

YTonuyeckne apxuMTEKTypHble
mogenu tOpua AsBakymoBa yxopAT
KopHAMYK B aBaHrapa. OHun He npeTeH-
AYIOT Ha peanbHOe BOMJOLieHME B
XM3Hb. B npoTnBOBeC 3TOMY (hoTOpa-
60Tbl AHgpeaca lypcku, paxe obpa-
6oTaHHble Ha KOMMbtOTepe, a BMeCTe
¢ Humm burypbl Onera Kynuka us nH-
crannaunm «Mysein» (2003) He ABns-
I0TCA YTOMWYECKMMUN - CKOpEee OHMU
runeppeanmcTuyeckne uauM npocTo
HaTypanucTMyeckune. MolHas 3Hep-
reTuKa YefnoBeKa B CBOEI NepBO3jaH-
HOM CYLWHOCTM NpeAcTaBiseT npu-
POAHYIO CUY HACTOIbKO APKO, YTO ee
cneayeT xpaHuTb B My3ee. B otnnyne
0T aKTOB paspyLeHua Taby B nepcop-
mMaHcax Kynuka, sesaByupyrowmux 06-
LecTBeHHble HOPMbI, 3/ieCb NepBouc-
TOYHWK npeBpaliaeTca B My3elHbIN
3KCMOHaT.

LleHHocTb  BbicTaBku  «bep-
nnH-Mocksa. 1950-2000» 3akntoyeHa
He B NMPOTMBOMNOCTAB/IEHNN HEMELKOTO
M poccuiAicKoro uckycctsa, Mbo obe
CTOPOHBI HW B KOEM Clly4ae Ha CTPeMAT-
cA Haubornee BbIUMPbIWHBIM 06pa3oMm
3afABUTb O CBOMX 3CTETUYECKUX [OKT-
pUHax, a B MpeAOCTaBleHHOM KaX/oM
CTOpPOHe LaHce 3arAHYTb 3a Kyauchbl
yyou cueHbl. BnonHe moxer crtatbes,
4TO KypaTopam [eNCTBUTENbHO YyAa-
N10Cb UM NOYTM YAaN0Ch AOrOBOPUTLCA
0 TepPMMHAaX 1 O CYLHOCTW TBOpYecTBa.
BbicTaBKa TeM He MeHee moayyunacb
TAXENOBEeCHON U He CBOGOAHON OT
CTEpPEOTUMHbIX KOHLENUWi - HeKoTo-
pble XYAOXHWKW OKa3zanucb GyKsasb-
HO BTUCHYTbIMM B 3TV KOHLenuuu. Tak
4TO OT MOBTOPEHWA 3KCMNO3ULMK B
MocKBe MOXHO 0XuMAaTh, 4TO OHa By-
AeT NpeACTaBAATb COOO0W yyULLeHHbIN
BapuaHT.

tOpaeH Batixapdom

FEPXAPL PUXTEP
CeMb BepTUKaNbHbIX
CTEeKNAHHbIX NaHenein
2002. Crekno, meTann
234x167x336

Gerhard RICHTER
Seven Vertical Glass
Planes. 2002

Glass, metal

234 by 167 by 336

WwynbaT
Kybuueckwuit nasn
1965-1981
WNHcTannauns
[lepeBo, BoNoK
47,5x47,5x50

SCHULDT

Cube Puzzle. 1965-1981
Wood, felt. Installation
47,5 by 47,5 by 50

group Expecting a Wonder (2000): the
dynamic and the static, extremely fast
and very slow processes. The section of
new paintings is dominated by Neo
Rauch, who combines into complex
assemblages the realism of everyday life
within an historical perspective. A Russ-
ian section begins with Sergei Bratkov's
famous portraits of OMON members,
followed by Dmitri Gutov's burnt Barrier
(1998) and concludes with the clever
ornament-applications and prints of
AES depicting the conquest of outer
space by Islam.

The final section concludes with
the architectural models of Yury
Avvakumov, which are based on the

MEXOYHAPOJHAA MAHOPAMA

early Russian avant-garde, and are pur-
posely impractical. The photograph of
Andreas Gursky, although it was com-
puter generated, and the wax-figures of
Oleg Kulik from his installation Museum
(2003) are not utopic, but rather hyper-
realistic or naturalistic. Nature is so
much the source of energy and strength
in human beings that it should be pre-
served in a museum. In contrast with
the iconoclasm of Kulik's performances,
videos and digital prints which repudi-
ate the norms of society, Nature
becomes a museum exhibit.

In conclusion, although the appar-
ent goal of the exhibition, “Berlin-
Moscow, 1950-2000" is not to confront
nor to compare the differences between
German and Russian art, so that neither
side can feel that their aesthetic and
artistic doctrines and vision are superi-
or, but rather to allow each side an
opportunity fo examine the other; still,
no matter how hard the curators have
worked to agree on themes, names and
artistic works, one is left with the
impression that the exhibition suffers
from too much compromise, fuzzy con-
cepts and poorly assembled themes.
One can only hope that the proposed
Moscow exhibition will be better.

Jiirgen Weichardt
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HactynneHue BecHbl - exe-
rofiHoe 0BHOBEHME XKU3HW,
npobyxaeHne npupoabl,
BOCKpeLUeHVe Hagexa... Ho
ecTb U Apyras Lenoyka ac- HOCTM...

The beginning of Spring
marks the revival of life, but
also makes us remember
all those who were killed at happened fo be together at
the different fronts of the same concentration
World War I, and those camp.
who were turned into "dust This series is a combi-
and returned to Earth, nation of paintings and
whence they came’, and installations which sends a
whose spirits refurn to us special message from the
fo remind us about the artist to the viewer: art is
Holocaust... communication - emotion-
A French artist who al, anxious, interested and
over the last decade has invaluable. It is to pass on
attracted increasing atten- the most essential ele-
tion both in his homeland ments of the present time

"ID"s of the prisoners -
Jewish, French, Polish,
Russian... All those who

BeYyecTBa, elle OAHa Mo-
MbiTKa OCO3HAHUA paBeH-
cTBa Bcex nepes rnobans-
HOW yrpo3oi AnA Yenosey-
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coumaumit... OKoHuyaHue
BTopoi MupoBoW BOHBI,
JeHb Mobeabl, JleHb nomu-
HOBEHWA BCeX, KTO «mnpe-

BpaTWU/ICA B Npax 1 BO3Bpa-

Mapk Aw cymen 3a-
CTaBUTb CBOM MOJOTHA 3a-
rOBOPWTb OT JMLLA BCEX MO~
rMbwmx: Ha KapTuHe, AaB-
el Ha3BaHMe BCen ce-
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TUNCA B 3eMJ0, 4eM OH pUW, - OTAUYUTENbHblE
GbU, 1 Yell fyx BO3BpaLLa- 3HaKW-HaLMBKN eBpees,
eTcA K HaM, yTobbl Hanom- (paHLly30B, NONAKOB, pyc-
HUTb O MWIMOHAX XepTB CKMX, OKa3aBLIMXCA B 3a-
Xonokocra... MKHYTOM  NpoCTpaHcTBe

Mapk Aw - xypox- o6HeceHHOro  Konouen
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HUK, TBOPYECTBO KOTOPOro
B MoclfiefjHee BpeMsA npu-
BjeKaeT Bce O6osblie K
6OJ1bLIJe BHMMaHUA U Ha ero
poauHe Bo ®paHumu, 1 3a
py6exom. OH co3gan ce-
puto pabot «Bce BMmecTe,
nocBesLeHHy0 X0ooKocCTy,

NPOBONOKON KOHLEHTpa-
LMOHHOrO nareps.
KapTuHbl 1 nHcTan-
naumn Mapka Awa - cBoe-
ro poja nocnaHvie Xypox-
HuKa 3putento: UICKYCCT-
BO - cpeactBo 3mouwo-
HanbHoOro, Hebespasnuy-

and abroad, Marc Ash has
created a series of works,
"Tous Ensemble”, dedicated
to the Holocaust to remind
us that we are together
when we face any global
threat to humanity... Marc
Ash’s canvases speak on

to our contemporaries, fo
pass on something immate-
rial and voiceless which
burns in the heart of the
artist. Babies, girls and
boys, women and men,
grandmothers and grand-
fathers - who perished in
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HOro, nopoi GecLeHHoro
ob6ueHna. OHo crnocobHo
nepeaatb 3pUTENIO KBUHT-
3CCeHUMI0, camylo CyTb

behalf of those who peri-
shed. The picture that lent
its title to the series intro-
duces special marks - the

KaK npu3biB K NMOMUHOBE-
HWI0, HAaNoMKHaHue 06 oa-
HOM W3 CcaMbIX CTpaLHbIX
CTpaHuL, B UCTOpUU Yeno-

the fire of crematoria in ¢ Tous Ensemble
concentration camps all Bce Bmecre

E ~ wh Id One and All
over Europe - who cou 2002
not escape - but whose 150x150 cm

B ‘-—n-'\ -'-"'I 1"’1‘9”!
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One and All: A Story with no Finale




Des roses
pour les justes
Po3bl ans
npaBeAHNKOB
Roses

for the Just
2002
50x50x50 cm
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Bpemenu, B kotopom Xy-
LOXHVIK 1 3pUTeNb cocyLue-
CTBYIOT Ha paBHbIx. Mckyc-
cTBO cnocobHo nepeaatb
HeYTo  HemaTepumanbHoe,
GesrnacHoe, HeMoe, uTo, KaK
«yMb, NbINAOWMUIA OrHEMY,
rOpUT B CEpALE XYAOKHUKA
1 B3bIBaET Xeyb, 00XKUraTh
cepaua nogein. TeopyectBo
Mapka Awa HanomuHaer
HaM 0 Tex, KTo Koraa-To Obin
UbWUM-TO pebeHKoM, MaTe-
pbto, oTuoM, Gpatom, cecT-
PO, MyXeM, KEeHOW,.. KTO
npeBpaTuiCcA B nenen B or-
HE KpemaTopueB,. KTO He
CMOT CMaCTUCh,.. YbW KPUKU
N CTOHbI 0 CUX MOP 3XOM
0T3bIBAKOTCA B CEPALIAX XKM-
BYLLMX HbIHe Ha 3emsie v By-
AYT, HenpeMeHHO AOMKHbI
ObiTb yCAbIWaHbl BCeMMU,
KTO MpUAET Ha 3Ty 3eMJio,
4TO6bI XKNTb.

HekoTopble KpuTWKK
OTHOCAT TBOpYecTBO ALla K
HeomaTepuanunsmy. Yto X,
OH JeNCTBUTENbHO npuaa-
eT BellaM HeKyl HOBYH
MaTepuanbHyl CYLIHOCTb.
MoBepxHocTb ero pabot
(haKTypHa M pyKOTBOpHa.
OH Kak 6bl faeT Hekorpa
ObIBLMM B ynoTpebneHun
npeameTaM, NepexuBLINM
TeX, KTO UMV NoJib30Basncs,
BTOpY!0 XM3Hb. OUKK B Me-
TaNNN4YecKomn onpase, N0X-

KW, BUNIKK, Nojiocatas poba
3aKNioYeHHbIX,  3yOHble
npoTesbl... 3TV BELWM ~ CBU-
AeTenn U CBUAETeNbCTBa
Tpareauu, Kotopasa npo-
usowWwna ¢ Temu, KoMy He
yAanoch BbIKWT...

Aw ¥ Kontouylo npo-
BOJIOKY MCMOMb3yeT U Kak
cuMBON  De3bICXOAHOCTU
(onATb-TaKM Mpu ynomuHa-
HUM O MUIIMOHHBIX XepT-
Bax, Npexne Bcero espeit-
cKoro Hapoga «6e3 Mcxo-
Aa»), N Kak CUMBON CTpaLu-
Hbix Myk Cnacutens, ronosa
KoToporo yBeHuaHa Obina
TEPHOBbIM BEeHLOM (LieHT-
panbHasa 4acTb MONOTHA
«Bce Bmecte»). WHcTtanns-
uma Mapka Awa «Po3bl ans
npaBefHUKOB» - BeYHO
anoe HaroMWHaHue 0 Kpo-
BW NPUHECEHHbIX B KEPTBY.
Po3bl «npouspactaio™ 13
nensa CropeBLUX 3aXUBO.
M Boobuie Bce mocbinaHo
nennoMm. TaK XyAOXKHWK
o6birpbiBaeT cBoe npouc-
XOXZeHue, CBOK pamMuauio,
KOTOpas W Ha HeMeLKOM, 1
Ha aHIWIACKOM A3bIKax
o6o3Hayaer «nenes, npax».
Ero cepus «llpax 3Be3gb»
(accoumnaumnsa co 3Be3zgon
[laBnpa) - HaBoaAwwmin
yKac cBoel MatepuanbHoC-
TbIO PAA WHCTaNNAUWIA, B
KOTOPbIX BeLy HEBOJbHO
3aHMMAalOT MecTo TeX, KTo
OAHaXAb!l Obln XUB U ANA
Koro Bpemsa HaBcerga ocra-
70Cb 33 MOPOrOM ras’oBbIX
Kamep («Stop» - ocTaHOBKa,
npubbITUE K NYHKTY Ha3Ha-
YeHWs U OAHOBPEMEHHO
npeKpalleHve AencTBus, a
B [JaHHOM KOHTEKCTe U ca-
MOl *u3Hu). Bee, uto xy-
AOKHUK UCMONb3yeT B UH-
CTaNNAUMAX U UHKIIO3UAX-
Konnaxax, nopaxaer [o-
CTOBEPHOCTbIO, NpuUCyLLeit
JNLWb NOANUHHBIM BeLecT-
BEHHbIM J[J0Ka3aTeNbCTBaM.
Cruanctnyeckuin - A3bIK
Mapka Awa nakoHuyeH u
BbIBEPEH A0 NnocneHen ae-
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cries and screams still ring
in the hearts of the living,
and will be heard by those
yet to come, those still
coming to life.

Marc Ash’s art is clas-
sified by some art critics as
"neo-materialism". It is frue
that he does give everyday
objects a new material
implementation so that
they acquire a new mean-
ing and quality. The surface
of Ash's works "speaks"” for
itself and for the artist, as
something tangible, raw
and coarse. He gives a sec-
ond life o things that have
witnessed the tragedy of
their owners and survived:
eye-glasses in their metal
frames, forks and spoons,
prisoners’ robes and den-
tures. It is the mute evi-
dence of the crime; the
undisputable evidence of
human tragedy.

Marc Ash’s artistic
language is laconic and
expressive. His canvases
are marked with an inner
tension, intensified by the
usage of different objects
which act as a kind of a col-
lage or inclusion, and giv-
ing his paintings another
quality - that of an "assem-
blage".

Ash uses strips of
barbed wire to indicate the
horror of the inevitable, and
fo associate it with the
thorns that crowned the
head of Christ (the central
part of the work "Tous
Ensemble”). The installation
"Des Roses pour les Justes"
(Roses for the Just) is an
ever blood-red tomb, with
roses that are growing-
contrary to what is possi-
ble - from the ashes. Thus
he constantly plays on the
meaning of his own sur-
name: "ash=ashes=dust".
He creates a series of works
with the title "Poussiere d'E-
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Le Temps
Bpemsa

Time

2002
162x130 cm

Les Regards
MoTycTtopoHHue
B3rAAbI
Beyond

the Grave

2002

35x30 cm

Vestiaire
PaspgeBanka
Locker Room
2002
130x162 cm

Tann. BHyTpeHHAs Hanps-
KEHHaA 3KCrpeccus Bblpa-
YKaeTCA UM B KOMMO3MLIMOH-
HOV NpoAyMaHHoCTM pabor,
cbanaHcMpoBaHHOCTY MblC-
JIN 1 YyBCTBa.

MowHbln,  ycunex-
HbI BHYTPEHHUM 3MOLMO-
HanbHbIM  HamnpsXeHueMm
nocbin Mapka Awa HeBonb-
HO 3acTaBnfeT BCMOMHUTb

lowto, Tpoca, pyHawr, Auk-
ca, HemsBecrHoro, Mukac-
co, Cupypa, LlagkmHa un Ha-
PALY C HAMMW BCEX TeX, KTO
OTKpbITO roBopui 006 yxa-
cax BoOWHblL. Mapk Aw ot-
Bep3 CBOIO AyLuy Ans obue-

HUA C JylaMmun yMepLuuXx.
06wweHne 310 6onesHeHHo,
U3HYpUTENbHO 1 BMecTe C
TeM noAobGHO KaTapcucy.
Bce sBneHHoe 3putento
KaK MioZ TBOPYECKMX yCU-
AN XYLOXHMKA CTOUT TOrO,
yToObI BUAETb M Masamu, 1
Aywoit... M6o pabotas Ha
TaKoM, Kasanocb Obl, cyry-
60 MOANTN3MPOBAHHOM MO~
ne, XYAOXHUK Aw He
npeabABASET NPAMOVHEN-
HbIX NAKaTHO-KeCTKNX 06-
BUHEHWI WAW HaTypanu-
CTMYECKUX M300/MYeHUI.
OH CMOKOIHO, HO C KOMKOM
B ropJie BbICTpavBaeT CBOM
Aananor co 3putenem. U Ka-

xetca, Mapk Aw cpenan
MOBEPXHOCTb MOJIOTEH CBO-
el KoXeM, Ha KoTopoW oc-
TaBUV HECMbIBaeMble Bpe-
MeHeM 0TMeYaTKM Kostoyan
MPOBOMIOKA,  MbITOYHbIE
KPIOKM, HecTepnuMble Xo-
NOA W TONOA, @ FNaBHOe,
GecuenoBeyHble  YyHUXKe-
HUA. Mbl He JOMKHbI 3a6bI-
BaTb 0 TOM, YTO BblN0, 1 TOT-
[ia HUKTO He Byaer Bnpase
noctaButb Touky B 3TOM
MOBECTBOBAHUM.

OpHa wu3  3apgymok
Mapka Awa - pepeBo na-
MATW, Ha BETBM KOTOPOroO
HaHu3bIBaloTCA  Becumc-

NIeHHble 3aMucKu 3puTe-
neit. Al Toxe Hanucana 3a-
MUCKYy O TOM, 4YTO MOMN
otel, - Nnbs KamenKkoBmY -
NOCBATWA BCIO CBOIO Mocsie-
BOEHHYIO XU3Hb WCTOPUM
Xonokocra v TeM, KoMy yaa-
N0Cb BbDKMTb, M YTO, CO-
TMacHo ero BoOJle, XeHa U
[JBe ero jouepu nepeaany B
fLap amepukaHckomy Me-
MOpuWanbHOMy My3eto Xono-
KocTa B BawwuHrToHe or-
POMHYI KOMNEKUUo Co-
BpaHHbIX apTedaKTosB.
Hvikto He Gyget 3abbiT,
HUYTO He ByaeT 3abbITo.

Hamanna BolickyHckas

toile" (Dust of the Star,
hinting at the Star of
David turned into ashes) -
a horrifying scene of the
crime with objects acting
for those who once were
alive... Time stops, in
direct confrontation with
the evil forces aimed at
killing God's blessed life;
but evil cannot kill the
human soul.

Marc Ash opened his
soul to communicate with
the souls of the dead; this
communication is stressful,
painful and exhausting.
What he managed fo make
with his hands and heart is
really worth "feeling" - the
verb "to see" is too weak fo
express the emotions of
the viewer.

Marc Ash's canvases
are forceful and expres-
sive, sometimes reminding
the viewer of Goya, Dix,
Grundig, Picasso, Grosz,
Neizvestny, Sidur, Zadkine
and others who have spo-
ken loudly of the atrocities
of war. The very theme of
Holocaust made Ash play
in the slippery field of poli-
tics. But Ash never allows
himself to use the political
visual vocabulary. The sur-
face of the canvases seems
fo become a fender sensi-
tive skin of the artist him-
self, on which tortures,
hunger, cold, fright, humili-
ation have left the timeless
marks - like the numbers
pierced on the skin of the
CC prisoners. And this is to
be remembered.

"We might forgive,
but never forget", - there-
fore, this story is one with
no finale.

At Marc Ash’s exhibi-
fion last year there was a
tree with branches cov-
ered with the notes of vis-
itors. | left a short note
too. It said that my fa-
ther - llya Kamenkovich -

MEXOYHAPOJHAA MAHOPAMA

devoted his postwar life to
the history of the Holo-
caust in the USSR and to
its survivors; and that
according fo his will his
collection of artefacts was
donated by his widow and
two daughters fo the Unit-
ed States Holocaust
Memorial Museum in Wa-
shington, D.C.

We will never Forget.

Natella Voyskounski

Hiver '42
3uma, 1942
Winter '42
2002
162x130 cm

Poussiere d’etoile
Mpax 3Be3abl
Dust of the star
2002

50x50x50 cm
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lMyrewectsue «HenssectHou ¢ po3on»

I ymep 8 1990 200y, 3a Hecko/bKo OHeli 00 OMKPbIMUS c80eli BbICINABKU 8 K0C-
cuu, 0 Komopolti Me4ma1 BCIO XKU3Hb. B KpembAKoscKoli 2aiepee y»e bbuia pas-
8epHymae20 3kcno3uyus: JusHbie nelizaxku h3pauna, ApKue, co4Hble Hamop-
MOpmbI U, KOHeYHO, MaK dasieuie 200b1 NOMo2asLLUli Macmepy 8ud pyccKoli UepK-
8u 8 leghcumare. beyems IMapa u [lamacckue sopoma — cumsosibl hepycaiuma,
20poda, 20e NPouY1a OCHOBHAA YaCMb XU3HU, 6bU1U 8bITVIECHYMbI UM HA XOTTb]
Co 8ceM pasMaxoM e20 ydusumeJibHo20 masiaHma JjaposaHue GrucmamesibHo20
u3pawibcKko20 Macmepa AnekcaHopa Aonesiosu4a, socneswie2o hepycanum u
BCIO )KU3Hb CHUMAasWe20 cebs pycCKUM XyO00XHUKOM, Bbi3bisal” Henodde/b-
Hoe socxuleHue.

opelovich  did

visit Moscow about

a year before the open-

ing of his exhibi-

fion. At the time

the USSR had softened its hostile poli-

cies, giving its citizens an opportfunity

for some freedom to travel, and allow-

ing immigrants to visit their homeland.

When Kopelovich was in Moscow, he

could hardly wait for dawn to go out

and make sketches of the Kremlin and

the beautiful cityscapes of the capital.

In his unbelievably large apartment in

Jerusalem, Kopelovich often enter-

tained his friends and newly-arrived

LFNEBVLIKUI » immigrants, and never lost an opportu-
TMopTpeT Hen3BeCTHO ¢ Po30it nity to inquire about the state of affairs
g?icgéMacno in Russia. He remained a child - and,
like a child, he cherished his hopes for a

DMITRY G. LEVIZKY » better world. With special pride, the
A Woman wiih e Rose artist showed his guests around his stu-

Oil on canvas
81by 62 cm dio, with its breathtaking view from the

a TOA [0 OTKpbITUSA
BbICTaBKW, KOrAa B elle
cywecTBOBaBWEM
CCCP nactynunm Ho-
Bble BpeMmeHa, Anek-
caHgp [Jasvposuy Kone-
noBWY Bce-Taku nocetun Mockay. Kasa-
710Cb, OH HE MOT JOX[aTbCA pPacCBeTa,
yT06bI CKOopee nucatb Kpemnb 1 Moc-
KOBCKue mensaxu. A B Wepycanume, B
CBOEVi OrpOMHOW KBapTUpe, C HeTepre-
HUeM 0XunAan BCTpeyu ¢ nepsbIMU, CBO-
60aH0 npubbiBaBwmMmu 13 CCCP Temu,
KTO, B OT/IMYME OT Mpeablaymx neT,
npueskan yxe He HaBcerga. Komeno-
BUY XajHO paccrpalimBan ux o npowuc-
XOAfLLEM, Bedb OH, KaK pebeHoK, Bce-
rAa BEpU BO BCE XOpOLLee.

OH ¢ ropaocTbio IeMOHCTPMpOBan
rOCTAM CBOK MacCTepCKyl KaK pa3 Ha-
npotB [lamacckux BopoT. Tam, ¢ Tpe-
Tbero sTaxa, Anekcanap [laBuaoBuy
nobosancs CtapblM ropofoM U pasHo-
LBETHbIM JIIOACKMM MOTOKOM K [poby
[ocnoaHto n CteHe lMnavya. Konenosuy,
KaK HWKTO ApYroW, yMen nepeAatb BeCb
(heiepBepK KpacoK BeINKOro ropoaa.

BpemeHa 6biBanu pasHble - BOK-
Hbl, TEPPOPU3M, HO HMKOMY He yAaBa-
nocb yroBoputb Anekcanzpa [asugo-
BUYA OCTaBUTb NtobUMyto cTyamto. OH B
Hel 1 yMep B 04HOYACbE, Y HEOKOHYEH-
HOWi KapTUHBbI.

Ero oteu, Muxaun XaBuH, 6bin
BPay 1 3a CBOE YANBUTEIbHOE MY)XeCTBO
noayymn 3saHue oduLepa LapcKon ap-
MWUW; ANS YPOXKEHLA YepTbl 0CeaI0CTU ~

KONNEKLUWOHEPB W MELEHATH ART COLLECTORS AND PATRONS




cobbiTve He camoe obbligeHHoe. Brnoc-
neacteun Muxamn XasuH normo ot xone-
pbl, CMacas OT CTPaLUHOW «rocTby» Hace-
nenve TypKecTaHa.

Martb, Yblo (haHTacTUYeCKylo Kpa-
COTy TaK u3swHo 3anedatnen M.[oby-
XUHCKUIA, NMPONCXOAMNA U3 N3BECTHON
eBpeiickoi cemby JInbo. Mocne cmeptn
Myxa NonvHa XaBrHa BbilLna 3aMyXx 3a
KonnekumoHepa [laBuga Konenosuua,
KOTOPbI W YCbIHOBWJI MaseHbKOro
AnekcaHgpa.

Konnekums Konenosnua taKk u ny-
TellecTBOBaa BMeCTe C ero NpueMHbIM
cbiHOM. TaM 6binn paboTbl BaneHTtnHa
CepoBa, 6onbLioe nonotHo bopuca Kye-
ToameBa «MMMKHUK», 3cku3bl Muxauna
Jo6yxuHckoro un Ceprea CypeiKkuHa.
Bbina BennkonenHasa KaptuHa lNoneHo-
Ba «3uma». Ho rnaBHOM ©KeMUyXMHON»
cobpaHus, KoHeuHo, ABnsnca «MopTper
Hen3BecTHoi ¢ po3oi» pabotbl [.Jle-
BMLIKOrO, BMOCIEACTBMN MOAAPEHHbIV
no Bone Myxa BoBol AnekcaHapa [a-
Bugosmya Cosetckomy GoHAY Kynbty-
pbl ¥ HbIHE YKpaLLatoLWwmii 3ai BeNKOro
MOPTPETUCTa eKaTEPUHMHCKOW 3MOXM B
TpetbAKoBCKOW ranepee.

Cama KapTvHa 3acTaBnsna Aonro
NIoMaTb roloBY MCKYCCTBOBEJO0B — OHa He
3Hayunacb HY B OAHOM Kartanore. [luB-
Hoe n306paXkeHne TOMHOW KpacaBuupbl
He Bowsno B KHury Cepres [arunesa
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«Pycckas xwusonucb B XVIII Beke. Tom
nepsbivi. [A.[JleBnuknin. 1735-1832»,
Bbiweaweit B 1902 rogy u ¢ Tex nop be-
30r0BOPOYHO CTaBLUe HacTONbHON AnA
noboro, KTo conpukacancs ¢ uctopueit
PYCCKOro UCKycCTBa 30/10TOr0 eKaTepu-
HWUHCKOTO BeKa.

Bennkuin umnpecapuno yctaHoBun
92 noptpeTta, KoTopble TOYHO MpUHAL-
nexanun kuctu JleBuukoro, n 15 nopt-
PETOB, MECTOHAXOXAEHWNE KOTOPbIX Bbl-
no HemussecTHo. K cBoeit pabote Jsaru-
NIeB MPUNOKMA XPOHONOTUYECKYO Tab-
NNLY NOPTPETOB, CO3AaHHbIX AMUTprEM
[puropbesuyem ¢ 1769 no 1818 roaa.
Ho Hukakux cnepos «HewnssecTHon ¢
po30ii» TaM He 6bl10 1 B NOMUHe.

He okasanocb nopTpera 3arajouy-
HOW KpacaBuLbl W B KaTanore 3HaMeHU-
Tol BbicTaBKM JleBuuKoro B TpeTbAKOB-
CKoM1 ranepee, oTKpbiBlerica 31 aexab-
pA 1922 ropa. OaHaKo Hall N3BECTHbIN
nckyccreoseq Jlioamuna MapkuHa cpe-
nana npocTo haHTacTUHeCKOe OTKPbl-
Tve. PaboTas co cTapbiMy HeraTuBamu,
oHa yBupena «Hewn3sBecTHyto», BHCeEB-
LUy Ha 3TOW 3KCMO3ULMM Ha CTEHe BMe-
cte ¢ Apyrumu paboTamu JleBuukoro. Ho
B KaTafiore BbICTaBKW, KOTOPbIN Aenan
He KTo-Hubyab, a cam Wropb pabapb,
onATb He 6bIN10 YNOMUHAHKA 0 KapTuHe!

OpHako MapkuHa cymena HailTu
KJTIOY K 3TOW NOYTU MUCTUYECKOW NCTO-
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AnekcaHap Konenosuy
n Taup Canaxos

Alexander Kopelovich
and Tair Salakhov

third floor onto the Damascus Gates,
the Old Town, the Lord’s Tomb and the
Wailing Wall - onto the city of
Jerusalem, with its most famous monu-
ments and multi-racial streams of peo-
ple, which he depicted so skillfully. Nei-
ther terrorism, nor wars, nor even
Kopelovich’s friends could convince
the painter to leave his comfortable,
and comforting, studio. And it was
there that he died, quite unexpectedly,
in front of his easel and an unfinished
painting.

His father, Mikhail Khavin, was a
doctor who was awarded the position
of an officer in the imperial army for
his bravery, an achievement very
unlikely for a Jew born in the "Pale of
Settlement" at the time. He later died of
cholera, frying to save the population
of Turkestan, in Russian Central Asia,
from the disease. Kopelovich’s mother,
whose exquisite beauty was so bril-
liantly depicted by the great artist
Dobuzhinsky, came from the famous
Russian Jewish family, the Libos. After
the death of her husband, Polina Khav-
ina re-married the art collector David
Kopelovich, who adopted her child,
Alexander. From that time, Kopelovich’s
extensive collection always travelled
with his adopted son. Many ftruly
remarkable works of art found their
place in that collection: paintings by
Serov, Kustodiev ("The Picnic"), sketch-
es by Dobuzhinsky and Sudeikin, and
even a huge masterpiece, Polenov's
"Winter". Yet the real "pearl" of the col-
lection was Levizky's "A Woman with a
Rose", which is now one of the greatest
embellishments of the Levizky hall of
the Tretyakov Gallery. This painting, by
one of the most outstanding artists of
the era of Catherine the Great, was
donated to the Russian Cultural Foun-
dation by Mrs. Ray Kopelovich his
widow.

The painting itself was a mystery
for art lovers and critics for a long time.
The exquisite depiction of a magnifi-
cently beautiful woman was not includ-
ed in Diaghilev's encyclopaedic edition,
"Russian Painting of the 18th Century.
Volume I: D.G. Levizky 1735-1832",
published in 1902 which later became
the ultimate authority and reference
book for all interested in Russian art of
the "golden" 18th century.

puw. Bce aeno B TOM, 4TO U BbICTaBKa, U
KaTanor roToBUIMCb B CTPALLHOW CreLu-
Ke, pAA KapTuH 13 apyrmx mysees Poc-
CUVW 1 YacTHbIX cobpaHuin NoABMAUCH B
TpeTbAKOBKe B caMblii NOCNEAHUIA MO-
MeHT. PyKonucHble 3K3eMnApbl KaTano-
ra ObuM HanpasneHbl B [MaBAUT nuLLb
29 pekabps. A B OTzene pykonuceit Tpe-
TbAKOBCKOM ranepen MapkuHa obHapy-
XuUNna Konuio creayiollero nvucbma, a-
TpoBaHHoro 30 aekabps. «Jasugy Ca-
mornosumyy Konenosuyy. locyaapcTBeH-
Haa TpeTbAkoBcKasa [anepes npocut
Bac gatb Ha BpeMeHHOe nomelleHne Ha
BbICTaBKe B 03HaMEHOBaHVe CTONeTHel
rOAOBLUVHBI CO IHA CMEPTU XYAOXKHMKA
A.I'JleBuukoro noptper “HenssectHon”
pabotbl JleBuukoro n3 cobpanus I1.0.
nmbo cpoKoM Ha oAuH MecsL,. 1o oKoH-
YaHUK BbICTaBKU nopTpeT Oyaer Bam
Bo3BpalleH». TakuM obpasom, pabora,
Oyayun Ha BbICTaBKe BCEro MecsL, Tak 1
«yCKOJNb3HyNa» OT BHUMaHWA WCCNeno-
Barenen.

Mo cnosam uckyccrsoBesa CaBBbl
JlynakoBa, MHOro neT ApYXMWBLUEro C
AnekcaHapom KonenoBuuem, TOT pac-
cKa3biBan emy, Yto «HemsBectHaa» 6bl-
na npnobpeteHa ero otymmom B 20-X ro-
nax. Torpa Jasug Camoiinosuy cobu-
panca KynuTb y Mapka LWarana wnnnioc-
Tpaumun K «MepTBbIM Aylwam», HO B Mo~
CnefiHU MOMeHT nepeayman U ucTpa-
TN cTo 4epBoHUeB Ha JleBuukoro. K
CNOBY, U KONJIEKLMOHEP, U ero CbiH BCe-
raa HasbiBanu 3T10T noptper «CmonsH-
Koi». OfHaKo, N 3TO MOATBEpAWNa 3KC-
neptusa TpeTbAKOBCKOW ranepew, cie-
naHHas no npocbbe PoHAA KyNbTYpbI B
mae 1990 ropa, Ha KapTuHe yuTaerca
pata «1788». K Tomy Bpemenun JleBuu-
KWW y)Ke 3aKOHYW1 CBOKO Cepuio MopTpe-
TOB BOCNMTaHHWUL, CMONBHOMO MHCTUTY-
Ta. HW nopnvHHoCTb noanucu, HU Aata
COMHEHWIA Y YNeHOB 3KCMepTHOro coBe-
Ta He BbI3BaNW.

B panbHeriwem nctopusa nonoTHa
JleBMLKOro oKasanacb HaKpernko CBf-
3aHHOW C GypHbIMM COObLITUAMM  pycC-
CKOI MCTOPWM TONTbKO YTO 3aBepLUMBLLE-
rocA cronetua. Bmecte ¢ pogutenamu
Anekcanap Jasvaosuy B 1925 roay ne-
peexan B Pury. Tam Ha fonrve roabl oH
cTan NobuMbIM YYEHUKOM BenKoro
pyccKoro neiisaxucra BuHorpagosa.

Ceprein ApceHbeBny BuHorpagos
He BepHyncs B Poccuio u3 CLUA, rae oH
npeAcTaBAAN BbICTaBKy PYyCCKOro wuc-

OAVH 13 3anoB
to6unenHon

3KCno3nuumn
npusBeAeHunin
A.I'NeBnukoro
1922 ropa B
locynapcTtBeHHo
TpeTbAKOBCKOMN
ranepee, Ha KOTOpoit
Brepsble Oblna
npeacTaBneHa
«HeunsBecTHan

C po3oi»

One of the halls

of the Tretyakov
Gallery where
Levizky's «<A Woman
with a Rose»

was first exhibited
in 1922

The great impresario Diaghilev
managed to make a list of 92 portraits
that were for certain by Levizky, as well
as 15 works whose location was
unknown. In addition to this, Diaghilev
also created a chronological table of all
Levizky's works dated from 1769 to
1818, yet the mysterious "Woman" was
not among them.

Nor was the painting in the cata-
logue of Dmitry Levizky's famous 1922
exhibition at the Tretyakov Gallery.
However, the well-known Russian art
critic Lyudmila Markina made a stun-
ning discovery: while looking through
old negatives of pictures from the exhi-
bition, she saw the painting hanging on
the wall of the Tretyakov Gallery. Nev-
ertheless, it remained unclear why the
painting was missing from the cata-
logue, which was composed by such a
great expert as Igor Grabar. However
Markina managed to find the key to this
mysterious story: it furned out that
both the exhibition and the catalogue
were prepared in such a great hurry
that some works were sent from differ-
ent museums all over Russia only at the
last minute. The handwritten text of the

KONNEKLUMOHEPBI 1 MELEHATSbI

catalogue was sent fo the State Literary
Department only on December 29.
When Markina checked the archives of
the Gallery, she found a lefter
addressed to D.S. Kopelovich, dated
December 30: it asked Kopelovich to
lend the Tretyakov Gallery the "Portrait
of a Woman" from Libo’s collection for
the time of the exhibition dedicated to
the centenary of the death of Levitzky.
The portrait was to be returned to the
owner when the exhibition was over:
thus the painting "escaped" the atten-
tion of the art experts. According fo the
art critic Savva Dudakov, who had been
on friendly terms with Alexander
Kopelovich, the step father of the artist,
D.S.Kopelovich bought the painting in
the 1920s; he was initially planning to
buy Chagall’s illustrations to Gogol's
"Dead Souls", but changed his mind at
the last minute and spent the money
(100 chervonets) on the Levizky. Both
Alexander Kopelovich and his step-
father always called the woman in the
painting the "Smolyanka" - a student of
the Smolny Institute for noble young
ladies - and expert research by the
Tretyakov Gallery proved that the date
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on the painting (1788) corresponded
to the period when Levizky completed
his series of portraits of young women
attending the Smolny Institute. The
authenticity of the signature, and the
date remain beyond doubt to the
Gallery's experts.

The final part of the portrait's
long journey was directly and
inevitably connected with the numer-
ous events that took place at the turn
of the century, and which had a drastic
effect on the Kopelovich family. Alexan-
der Kopelovich moved to Riga in 1925
with his parents, and it was there that
he met the great Russian landscape-
painter and academician Sergei Vino-
gradov, who would later become
Kopelovich's mentor and teacher. Vino-
gradov, who had left Russia to present
his exhibition in the United States but
subsequently returned to Riga, had
always been a true symbol of the gen-
uine Russian artist to most art critics.
Since Vinogradov had no children,
Kopelovich found a "new father" in the
great artist; Kopelovich would always
speak of Vinogradov with great warmth
and respect. In the booklet devoted to
his long-awaited exhibition, Kopelovich
explained that he had a special reason
fo love everything that was Russian: it
was due to the fact that he - as a young
boy of thirteen - had met Vinogradov,
and since then had cherished his love
for Russia and loved everything in any
way related to the country. Vinogradov
not only taught him the laws of drawing
and colouring, but also introduced him
to the treasures of Russian literature:
Pushkin’s "Eugene Onegin", Dos-
toyevsky's "The Brothers Karamazov",
Bunin's "Mister from San-Francisco"...
Vinogradov used to read aloud pas-
sages from great Russian books, such
as Tolstoy's ‘The Death of Ivan llyich"
or "Kholstomer. A Story of a Horse".
Among Vinogradov's friends were
some really outstanding artists of his
time, and having Vinogradov as his
"spiritual father" and mentor not only
served him well as a painter, but made
him a personality. "His memoirs about
his meetings with Tolstoy, Levitan,
Vrubel, Serov and especially his closest
friends, Fyodor Shalyapin and Konstan-
fin Korovin, are unforgettable. | will
always remember my respected
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A.KOMENOBWY
B macrtepckon
XoncT, Macno
68x54

Alexander
KOPELOVICH

In the artist’s studio
Oil on canvas

68 by 54 cm

Kycctea B 1924 ropay, a octancs B Pure,
rae fofnrve roabl AA O4eHb MHOMMX
Obl1 CUMBONOM MOAJIMHHO PYCCKOrO
Xusonucua. Y Hero He Obino Aeteld, u
Anekcangp Konenosuu obpen B HeMm
HoBoro oTua. Bot 4to nucan cam Anek-
caHap [JaBugosuy B OykneTe, MOAro-
TOBJIEHHOM K OTKPbITUIO [ONTOXAAH-
HOI BbICTaBKM B TpeTbAKOBCKOW rane-
pee: «..Y MeHA ecTb ocobas mpuunHa
nobuTb Bce pycckoe. Mocne npuesaa B
Pury a TpuHagLaTUNETHUM ManbyYvKoM
Hayan y4nTbCs XuUBonvcy y 6onbluoro
PYCCKOTO  XyAOXHMKa aKajeMuKa
C.A.BuHorpagoBa... OH OTKpbiBan MHe
He TONbKO 3aKOHbI PUCYHKa W KOlopw-
Ta, HO 1 BoraTcTBO pycCKoW nuTepary-
pbl, N03HaKoMmB ¢ TaTbsiHON JlapuHoM
n EBrenvem OHervHbIM, “Bpatbamu Ka-
pama3oBbiMK” 1 “TocnognHom u3 CaH-
®paHuncko”. BuHorpagos uutan yue-
HVKaM Bcayx “Xonctomepa” n “CmepTb
WeaHa Mnbnya”.

A KaK vHTepecHbl Obin ero Boc-
noMMHaHuA o BcTpeyax co JbBom Ton-
ctbiM, Vcaakom JleButaHom, Muxau-
nom Bpyb6enem, BaneHtnHom CepoBbiM
1 0cobeHHO BAVKaNWMMKN Apy3bAMU —
®epopom WananuubiM 1 KoHctaHTu-
Hom KoposunbiM! Al Bcerga Byay xpa-
HUTb NaMATb 0 MOEM NtOBUMOM yuuTene

n fyxoBHoM oTue, Cepree ApceHbeBuye
BuHorpapose».

Tanant Konenosuya, kpome Bu-
HOrpafoBa, BbICOKO oLieHnn JLobyxuH-
CKWIA, a BO BpeMA MNpuesfoB yAMBU-
TeNbHO 0JJapPeHHOro IOHOr0 pYKaHWHa
B Mapux Ha Hero obpaTuna BHUMaHMe
CepebpsKkoBa U B NuCbMe K MaTepu
Anekcanfpa npeapekna ee CbiHy Benu-
Koe Oyayuiee. A 3aTeM B XMW3Hb yXe
cnoxuBLierocs MacTepa Bowna CaATas
3emna.

B kanyH Btopoi muposon, Koraa
rOPAYNIA Kap nevein HauM3Mma yxe Ha-
yan obxwurate EBpony, Konenosuy He-
oAHOKpaTHo ObiBan B Manectuxe. Mu-
can noj, HeMWIOCEpAHbIM COJHLEM,
Korja HayvMHanu Te4yb MacnsHble Kpac-
k1. OH MHOrAa OKa3sbIBancA Nog orHem -
TOrAa yXe BOBCIO Nojbixana nHtudaaa,
HO npopjomkan nucatb. Mucatb Hemo-
BTOPMMbIe Mei3axu 1 nopTpetbl eBpe-
eB 1 apaboB, Nu1caThb To, YTO BNOCNEACT-
BUW MPOCNaBWIIO ero Ha BeCb MUP.

B 1939 roay, ye B pa3rap Mupo-
Boi GoitHW, AnekcaHap [aBnaoBuy u
ero »eHa, 6anepuna Peit, okasanucb B
Mepycanume 6e3 BcAkmx cpeacts. [Mo-
cfle nepBbIX CMOKOWHbIX AHeW, Koraa
cTano nponajatb CO3HaHWe 6aM30cTy
CMepTH, BbIACHWIOCh, YTO HaAo Oblno
X0Tb 4eM-To 3apabaTbiBaTb Ha MMU3Hb.
M Konenosuy, ocTaHOBUTL KOTOPOTO, Ka-
3a/10Cb, He MO0 HNYTO, HALUeN BbIXOZ,

OHM C XeHOW cTanu W3roTaBan-
BaTb Kpacku. CHavana npuxopunocb
pacTipaTb Kpacku BpyuyHyto... [powno
HECKONbKO T, M KpacKW, U3roTOBJIEH-
Hble Ha abpuke Konenosuua, yxe pac-
xoauancb no Bcemy mupy. [lpu3pak
HYXAbl oTowen B HebbiTWe, U MacTep
CMOT MOCBATUTH ce6A XM1BONUCH.

MopasuTensHo, HO KonneKumaA oT-
L@ TaKxe He nponana B OrHe MUPOBbIX
6eacteuin. N3 Jlateumn Anekcanapy [a-
BMAOBMYY yAanoCb nepenpaBuTb ee B
W3pawnnb.

MyTewecTBne Konnekumm mMorno
Obl CTaTb CHOXETOM 6OMbLIOTO LETEKTUB-
HOro pomaHa. fllMKK, cpean KoTopbIx,
ecTecTBeHHO, Gbina n «HeumsBecTHasA ¢
po3oi», okasanucb B Tpuecte. OKKyna-
ums, 6OMOEXKM, peKBU3ULUM — a Kofl-
nekums yuenena. lapa Anekcangpa [a-
BMAOBMYA, KOTOPbIA TOrAa CAyXwun B
OpuTaHCKNX BOWCKax, OTbICKan Ha OA-
HOW U3 KeNe3HOA0POXHbIX CTaHLMIA, Ha-

teacher and "spiritual” father Sergei
Arsenievich ~ Vinogradov", wrote
Kopelovich.

Besides Vinogradov, Kopelovich’s
talent was noted by Dobuzhinsky, and
then this extremely gifted young man
came to Paris from Riga, where he
met with Zinaida Serebryakova, who
in a letter to the painter's mother,
predicted a great future for her son.
And then the Holy Land entered the
artist’s life.

By the beginning of World War
11, as the Nazi incinerators were start-
ing to work all over Europe,
Kopelovich had visited Palestine a
number of times. He painted the mas-
terpieces that would later make him
famous: he "recorded" the everyday
life of Jews and Arabs. He would paint
under the burning and merciless sun,
when the oil paints would start to
melt and drip; he was painting as if
under fire - no intifada could stop
him. In 1939, at the beginning of the
World War 1l, Alexander Kopelovich
and his wife, the ballerina Ray, ended
up in Jerusalem with almost no means
of subsistence. After their first few
days there, after the fear of death had
started fo ease a little, the couple
found that they immediately had to
find jobs, and the unstoppable
Kopelovich found a way out. He and
his wife began making paints: af first
they had to make them literally by
hand, but with time the paints made
at the Kopelovich factory were
acclaimed around the world, and
the couple were no longer troubled
by financial difficulties, allowing
Kopelovich to devote himself totally
to art. It is amazing that his father's
collection was neither lost nor dam-
aged in the calamities of the world of
the time, and that he managed to res-
cue his step-father’s collection and
bring it to his new homeland from
Latvia. However, the trip fo Israel
was not an easy one for the collec-
tion: some of the containers, includ-
ing the one with "A Woman with a
Rose" somehow turned up in Trieste.
Miraculously, the collection escaped
both numerous bombings and the
Nazi occupation. Kopelovich’'s uncle,
who was serving in the British Army,
managed to find it in one of the city's

railway stations which was then
under the control of Yugoslav parti-
sans. Later he organized its frans-
portation to Naples, and from there to
Israel by sea. Thus, after a few more
such "adventures’, Kopelovich once
again received his step-father's great
treasure.

Kopelovich was a regular visitor
to Paris. He often exhibited there and,
in 1980, he received the award of one
of the best artists of France. In 1983,
he was awarded the Infernational Art
Critics’ Association award in New
York. His exhibitions were extremely
successful both in Europe and the
United States. The artist had travelled
much in his life, yet he always had one
frue passion - a passion for Russia. He
died just two days short before the ful-
filment of his dream.

And today, when the visitors of
the Tretyakov gallery see the "Portrait
of a Woman with a Rose" in the
Levizky hall, a painting in which the
falent of one of the greatest Russian
masters truly "burst” out on canvas, it
is impossible not to remember Alexan-
der Kopelovich - a wonderful artist
and a genuine keeper of timeless,
eternal treasures.

Olga Zemljakova, Victor Leonidov
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A.KOMENOBUY
PpyKThI

Xoncr, Macno
66x51

Alexander
KOPELOVICH
Fruits

Qil on canvas
66 by 51 cm

XOAMBLUMXCA MOA KOHTPOJEM HOrocnaB-
CKWMX NapTW3aH, AparoueHHbIi rpy3 u3
Purn. OH cmor nepenpaBuTb AWMKN B
Heanonb, a oTTyna mopem B Ipeu-Kcpa-
anb. Tak Anekcangp [laBnaoBuy BHOBb
o6pen coKpoBwLLa CBOEro 0OTLa.

Konenosuy yacto npuesxan v Bbl-
craBnsanca B Mapwxe; B 1980 rogy 6bin
MPU3HaH OAHUM W3 NYYLIMX XYAOXHU-
koB ®paHuuw, B 1983 nonyunn gunnom
MexnyHapogHoii accoumaumm NCKyccT-
BOBEJOB B Hbro-l7|0pKe. Ero BbicTaBKM
npoxoaunu B EBpone n Amepuke, mac-
Tep MHOrMO NyTeLlecTBOBaJ, HO KOAHOMN,
HO MiaMeHHOM cTpacTbio» AnekcaHapa
JaBuaosnya, 40 KOHLA AHeN COXpaHAB-
Wero KaKylo-To AeTCKyl HenocpeacT-
BEHHOCTb, ocTaBanacb Poccua. Becero
ABa AHA OH He JOXWA L0 UCMONHeHNA
rMaBHOI MeYTbl CBOEN XU3HW.

W ceropHa, Koraa nocetmtenu B
3ane JleBnuKoro BMAAT mopasuTenb-
HbIi no KpacoTte «[lopTpeT HensBecT-
HOW C pO30M» - KapTWHY, B KOTOPOW C
HEeBepOATHOW CUJIOM 1 MOLLbIO BOMO-
TUACA TanaHT OAHOTO0 W3 JYHWUX Xy-
AOXHUKOB 3a Bclo mctoputo Poccun,
TaK X04eTCA BCMOMHUTb 3aMeyaTeslbHO-
ro Macrtepa v HacToALLero XxpaHuTens
BeyHocTn - Anekcangpa [laBupoBuua
Konenosnua.

Onbea 3emnskosa, Bukmop JleoHudos
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EATP HAYNHAETCH ...

Ecnv npaBaa, 4To Halua XU3Hb — Urpan,
unu elle 6onee XKECTKO: “KU3Hb - TeaTp,
a oM B HEM aKTepbI», TO cneayeT npu-
3HaTb 0c060e MecTo TeaTpanbHOM adu-
WKW B pAAYy WMHbIX POAOB rpaduyecKoro
uckyccraa. loatomy yctpoutenn 3ame-
yaTesbHON BbICTaBKM B TeaTpanbHOM
my3ee um. A.A.baxpywmuHa ganu e 6po-
CKOe Ha3BaHWe «TeaTp HauyuHaeTcA C
atdumww». lNepeHeceHne npuoputeTa C
BellaNKu B xpecToMaTnintHoM adoprame
Ha aduwy npeacTaBnAeTca BecbMa
CUMNTOMAaTUYHbIM. [leno He TO/MbKO B
Gonbluein No cpaBHeHUHIO ¢ rapaepobom
XYAOXXECTBEHHOW HaCbIWEHHOCTU 3TON
MHPOPMaALMOHHO-PEKNAaMHON COCTaB-
NAWeEN TeaTpasbHOr0 OpraHM3Ma.
BaxHee, Hajo AymaTb, U3MeHeHMe ca-
MOro CTUNA COBpeMeHHoW u3Hu. Cra-
HoBACb Bce 6osee YyBCTBUTENBHBIMU K
YTUIWUTapHbIM, 06ecneynBaloLLUM KOM-
topT, anemeHTaM bbiTa (K KOUM JOMKHA
ObITb OTHECEHa U BellasKa), Mbl Bce oc-

Tpee HaydnHaeM nepexuBaTb I'IOTpEﬁ'
HOCTb B «M30bITOYHON» 3CcTeTn3saunmn

cpeabl, Aa ele TaK, 4Tobbl TAXenoBec-
HaA HasupjaTenbHOCTb U na
wanucb Urpmeoin nerkoctbto. K Tomy e
atwwa, octaBanch CBA3YOWMM 3BEHOM
MeXAy MMUPOM CLIEHUYECKOW CKasKu u
(haHTasnK, c 0AHOW CTOPOHbI, U CYeTIn-
BO NMOBCEAHEBHOCTbIO — C APYroW, Co-
XpaHAeT KayeCcTBO XYAOXeCTBEHHOro
AOKYMEeHTa 3M0XM, OCKOKa «60onbLuoro
CTUNA», HOPMUPYIOLLErD U CTaHKOBOE, 1
AEKOpaTMBHO-NPUKNaAHOe, U CLeHnYe-
CKOe MCKyCCTBa.

Mysen notomMy 1 Mysei, 4T0 N03BO-
NAeT BbIPBaTbCA W3 XKECTKUX BPEMEH-
HbIX cBfA3en. Ho MHorokpaTHo nepenne-
TaloLWMecHs HUTU HbIHEWHero MocTMo-
AEPHUCTCKOr0 TparnM4yHO-KapHaBasbHO-
ro ObITVA 0Ka3bIBAKOTCA CTONb MPOYHBbI U
BCe BpeMsA BO3BpaLialT B CUIOMUHYT-
HOCTb, Y4TO TPAAULMOHHO MOCTPOEHHYIO

If it is true that "all the world’s a stage” -
or to be more exact "all the world’s a
stage and all the men and women are
merely players” - then the theatrical
playbill occupies a special place among
other graphic genres. This explains the
eye-catfching fitle of the exhibition at the
Bakhrushin Theatre Museum, given by
its curators: "The Theatre Begins with
the Playbill". This shift of attention is
from the popular saying immortalized by
Stanislavsky, "the theatre begins with
the cloakroom", and the move from the
proverbial cloakroom to the playbill is
symptomatic. It is possible not only
because of the greater artistic value of
the playbill as an advertisement for the
theatre as an institution, when com-
pared to the famous cloakroom hall; the
stylistic change of modern life also
seems to be of even greater importance.

As we become more and more sen-
sitive to the quality of utilitarian comfort
which creates everyday things - among
them, the cloakroom - we feel an acute
need for excessively aesthetic surround-
ings. But our heightened sensitivity
demands a replacement of some heavily

B.u . CTEHBEPTU
Factponu KamepHoro
Teatpa B bepnune.
1923

V. and G. STENBERGS
The Chamber
Theatre Tours

in Berlin. 1923

H.AKMMOB
«Papoctb»

Mbeca [.Ulernosa
Jlennnrpaa. 1931

N.AKIMOV
"Joy" by D.Shcheglov
Leningrad. 1931

<« B.MECCEPEP
«KapmeH-cionta»
Baner X.buze -
PlleapvHa
Kues. 1975

<« B.MESSERER
"Carmen-Suite"
Ballet by G.Bizet -
R.Shchedrin
Kiev.1975

Mo XPOHONMOTUM 3KCMo3uuui BbiBaer
TPYAHO BOCMpWHATbL. A notoMy v 0630p
npeacTaBneHHoro cobpaHusA nosesem ot
KOHLA K Hayany, HayaB ¢ paboT nocnea-
Hux net. Ketatu, v B MOANMCAX OHU OKa-
3anucb BblfieneHbl, — ecan adum npe-
AbIAYLLMX AecATUNeTUin 0603Havanuch,
KaK 3T0 00bIYHO W NpuHATO, hamunmei
aBTopa, Aajnee Ha3BaHWe 1 jaTa, TO 34ecb
TeKCT Ha 3TUKEeTKax HauuMHanca TaK: «aun-
3aliH UMAPEK», a 3aTeM B yCTaHOBIEHHOM
nopagke. MHOro3HauyMTeNbHbIN aHmu-
LUM3M B MepBOil CTPOYKe ycroKausar.
Bce B nopsAfKe, BCe noj, KOHTPONEM, Tbl B
XXI BeKe, 1 npeacToAwWMe BreyaTneHms
He MPETEeHAYIOT Ha MOAJIMHHOCTbL U aKTy-
anbHocTb. OHW «MOHAPOLLKY», OHU - UT-
pa. MNocTmMozepHUCTCKaA CYLLHOCTb 3TUX
JINCTOB NPOABWIACH B COBMeELLEHUN pas-
JINYHBIX BPEMEHHBIX W CMbICIOBbIX CO-
eB. TakoBa adumwa K «YeBeHrypy» ana
nutepckoro Manoro spamatnyeckoro pa-
60Tbl (NpocTuTe, An3sainHal) A.AHgpeiuy-
Ka. lNoHsATHas aHanorus c Opeiirenes-
CKUMU chenuamu, bpesywmmMm Mumo
3puTens, mpu 3ToM, NojobHO nepcoHa-
)am A.lNnatoHoBa, He O4YeHb MOHUMasA
KyZa, A0MOJHAETCA U306paKeHnAMN na-
HopaMbl coBpeMeHHOro He6ocKpeBHOro
ropoja, atakyemoro 3cKaapuiben, 1 Ka-
KOro-To CMyTHO 0603Ha4YeHHOro 3AaHuA,
HanoMuHatowwero ropAawmi benbii gom
Ha HabepexHoi. Mopo6HoOM «nopknaa-
Kol» Bocnonb3osanca n B.MunosaHos B
aduwe K Kommyeckomy banery [, LocTa-
KoBuya «CeeTnblii pyyei» B bonbliom Te-
atpe, rae NoBepx BbICBETNIEHHOTO dpar-
MeHTa nocsieBoeHHoro «Xneba» T.A6n0H-
CKOA, NPWU3BAHHOTO ONWLETBOPATb MU-

FTOCYOAPCTEEHHBIA

TEATP OPAMbI

.
17" dektec s
FO5r

BbICTABKIMN CURRENT

(VYHOCTb COBETCKMX MpenecTei, AaHbl
tdoTorpadun nepcoHaxel B LOBOEHHbIX
crHeby30BCKMX 0AeXAax PALOM C COY-
HbIMK noroTnamu cnoxcopos: Citibank,
SAMSUNG v npou.

Bmecre c «au3aitHamm» BbiBelleH
CTeHJ C BbICKa3blBaHUAMU M3ITPOB,
BToM uucne E.JlobpoBuHckoro: «Teat-
panbHbINA NAaKaT - yMUPAIOLLMUIA XaHp B
Poccum». KoHeuHo, KTo ceityac He pyraet
«Hallle CNIOXKHOE BPeM#», HO ecTb U Cepb-
e3HaA pa3Huua, BOAOpa3Aen Mexay no-
CNeAHVMU CMOHTVMPOBAHHBIMU Ha KOM-
nbloTepe pabotamu n Gonee paHHUMMY,
KWCTEBbIMU, BNU3KUMK TPaANLIMOHHOMY
MOHMMaHWIO MNaKaTa Kak aBTOHOMHOIO
BMAA UCKyccTBa. Tak, HanpuMep, ucnon-
HenHaa B 1975 r. 0.CaBocTtiokom 1 b.Ye-
neHckum aduwa K 6anety C.Mpokodbe-
Ba «MBaH [po3HbIN», B KOTOPON caMa aun-
HaMWKa Ma3Ka 3ajaeT Tparnyeckui
3IMOLMOHaNbHbIN TOHyC. U yxe coBcem
4acTblO XyA0XKeCTBEHHOT0 Hacneauns Bbl-
MAAAT pelleHHble B fyxe rpaduyeckoro
MuHumanusma anctel 6.Meccepepa. [ly-
XOM MPOLUAbIX NIET HaMoAHEeHb! 1 aduwu
3.[lpobuuKoro, pasBuBatoLiMe Xapak-
TepHyto AnA nnakata 70-x cTUaAnCTMKy,
npuyeM ANA niakata He CTONbKO Teat-
panbHOro, CKObKO MOAMUTUYECKOrO, UK
Apyrux obnacreit NpUNOXKEHUA C UX Ha-
CbILLEHHBIMW KOHTPACTHLIMU LiBeTaMu.

Ewe waxok B rnybb BpeMeHu, u
BCTpeyaeTca aduwa-kapTuHa, TOuHee,
aduwa, nogobHasn rpadumyeckomy cTaH-
KOBOMY /IUCTY, Ha KOTOPOM XWBO, KaK
Obl C HaTypbl, pYCOBaHbl MEPCOHAXM,
Gernoit LWTPUXOBOI TeXHUKOW pa3pabo-
TaHbl hopMbl 1 06bembl, - H0.MumeHoB,
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«TanaHTbl U MOKNOHHMKW» ana TeaTpa
nMm. B.Maskosckoro (1969). Yero Tonb-
Ko He 6b110 B 60-e! bbinu 1 onbIThl B 06-
nacTu croppeanvsma, Kak y Kopuden
abunwmn H.AkumoBsa («MckycctBo KoMe-
amw» 3. ge ®ununno, TeaTp KoMeauw,
Nenunrpag, 1966). boin 1 cBoeobpas-
HbI PETPOCNEKTVBU3M, KOrfa B KOHLe
AecATUNeTMs aBTop aduwm obuneiHo-
ro cnektakns Teatpa Ha TaraHke «[Jo6-
pbin yenosek n3 CesyaHa» BOCMpOM3-
BE/l OCTPOBbIPA3NTENbHbIN A3bIK Haya-
na 60-x, BpeMeHM NOCTAHOBKM CMeKTaK-
nA. [la n nnyHocTbL aBTOpa NpeacTaBaA-
eTcA My3elhlWMKaMm CNOpHOM - uUMA
B.bnaHk faHo ¢ BONpocuTeNbHbIM 3Ha-
koM. LLlecTnaecaTble roapl - yxe rnybo-
Kas uctopus! Yke MoryT okasarbces bec-
CU/bHBI N BOCMOMUHAHUA, N apXMBbl.

78 TPETbAKOBCKAS TANEPES

BTopoit 3an skcno3uummn npepcra-
Bun uckyccrtso 20-50-x rogos Bo BceM
pasHoobpasun CTUNEeBbIX BUpaxeit
XX ctonetusa. Tot xe H.AkumoB npes-
CTaBNeH W HeoKNacCUYeCKUM BapuaH-
ToM B aduwe Kk 100-netuio Anekcang-
PUHCKOrO TeaTpa, 1 3KCnpeccueit cpoa-
Hu OCToBuam («TeHb»), U TpoOraTesibHbIM
noboBaHWeM BMONMHE peanucTUYecKu
1306paxeHHON KOHCTPYKTUBUCTCKOM
apxuTeKTypol B aduiie cnektakna «Pa-
AocTb». bbinn n paboTbl, CXOAHbIE C Ka-
puKaTypHou rpadukoin «Kpokoguna», n
wpudTOoBON nakoHusMm 20-x ropos, W
noapobHas nepeuyncanTenbHoCcTb adu-
wu «CuHeit 6ny3bl» paboTbl HensBecT-
HOro XxypoxHuKa (!), 6yATo yBMAEHHOM
rnasamy HecpaBHeHHbix W.Wnbda u
E.MetpoBa. MomHuTe Teatp Konymba B
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0.CABOCTIOK,
B.YCNEHCKUI
«MBaH po3HbIN»
Banet C.MNpokotbBa
FABT, MockBa

1975

0.SAVOSTYUCK,
B.USPENSKY

"Ivan the Terrible"
Ballet by S.Prokofiev
The Bolshoi
Theatre.1975

didactic pathos with a playful and more
light-hearted attitude. Moreover, the play-
bill is a link between the world of scenic
fairy fale and fantasy, and hectic every-
day life, and remains an artistic docu-
ment of the epoch in which it was creat-
ed. With the passing of fime it becomes a
fragment of a "grand style" associated
with painting, the decorative and applied
arts, and the scenic arts as well.

Any museum provides an opport-
unity to escape from the strict limitations
of time. But our intricate post-modernist
existence inevitably brings us back to the
present, in which the interplay of the
tragic and the festive forms a reality,
which makes it difficult to appreciate the
traditional chronological organization of
the exhibition’s display. That is the main
reason for observing it "back to front",
starting with the most recent works. It is
interesting that even their captions stand
out from the others: the playbills of earli-
er years are marked as usual, initially by
the name of the artist, followed by the
name of the play, and finally by its date;
the text of the modern captions starts
with "the design of", and then the usual
information in the traditional order.

The Anglicism - "the design” - (the
word which is not franslated but translit-
erated into Russian) in the opening line
calms you down. Everything is under
control, and we are in the 21st century,
and the expected impressions do not
pretend fo be either real or true: they are
no more than a game, a process of
"make-believe". Their postmodernist
essence demonstrates itself in the com-
bination of different layers of time and
meaning. One such is the playbill for
"Chevengur" for St.Petersburg’s Maly
Drama Theatre created - or rather,
designed - by A.Andreichuck. Easily rec-
ognized blind men, almost from Bruegel,
are all foo reminiscent of Platonov's
characters, and trudge past an unde-
fined panoramic view of a modern city,
whose skyscrapers are being attacked by
a squadron of aeroplanes, against the
background of a building vaguely resem-
bling Moscow's "White House". V.Milo-
vanov used a similar effect in the playbill
to the comedy ballet of Dmitry
Shostakovich "A Light Spring" at the Bol-
shoi Theatre. Above a bleached and
ghostly fragment of the post-war paint-

ing "Bread" by T.Yablonskaya, which sig-
nifies the doubtful attraction of Soviet
"goodies", photos of workers dressed in
pre-war blue uniforms are counterposed
with the flashy logos of the sponsors:
Citibank, Samsung, and others.

Alongside the "designs”, we see a
display stand with various statements
from the masters exhibited; one of them
belongs to E.Dobrovinsky, and reads:
"The theatre playbill is a dying genre in
Russia." Despite a general inclination to
deride "our complicated times", there is a
huge difference between the most
recent, computer-made works and their
earliest counterparts - which are "hand-
made", painted with a brush and in a way
closer fo the theatrical poster as a sepa-
rate and autonomous kind of art.

The playbill created by 0.Savostyuck
and B.Uspensky in 1975 for Prokofiev's
ballet "Ivan the Terrible" is as an example
of this obvious difference, where the
dynamics of the brush movement itself
produces a vibrant and emotionally-
charged tragic effect. And, of course, the
minimalist graphic works created by Boris
Messerer are without doubt a part of Rus-
sia’s artistic heritage. The playbills of
Ed.Drobitzky, dating back to 1970s,
remind the viewer most of all of that era’s
political posters, with their saturated and
contrasting colours.

A further step back into the depths
of time, and we encounter a picture-play-
bill which is still a bill, though its charac-
ters are painted as if from life, their forms
and volumes conveyed by a rapid brush
technique which makes it similar to a
graphic art work. Yu.Pimenov created it
for "Talents and Admirers" staged at the
Mayakovsky Theatre in 1969. The range
of works from the 1960s is almost unlim-
ited: the playbills of the leading artist
N.Akimov are examples of surrealistic
experimentation ("The Art of Comedy" by
Eduardo de Filippo, at the Comedy Theatre,
Leningrad, 1966). There existed even an
original retrospective approach, when at
the end of that decade the artist of the
jubilee play "The Good Person of Szech-
wan" staged at the Taganka Theatre,
recreated the poignant visual style typical
of the beginning of the 1960s, when the
play was first staged. But even the artist's
identity seems to be uncertain to the
museum specialists: the name, B.Blank, is
followed by a question mark. The 1960s,

HeunsBecTHbIi
XYAOKHUK
Mackapaa

«B Mupe aekagaHca»
C.-Metepbypr

1901

Anonymous
Masquerade
"In the World
of Decadence”
St.Petersburg
1901

«[lBeHaguat cTynbAx»: «3ByKoBOe
opopmneHue - TankuHa, [lankuHa,
MankuHa, YanknHa n 3ankuHpa... Me-
6enb - apesecHbix MacTepckux ®dop-
TH6paca npu Ymcnonorace um. Banta-
capa»? [paBunbLHO, iyx BpeMeHu A0Nb-
Le BCero XMBeT B UCKycCTBe. A MoTOMy
KanengockonuyHoctb 20-X rogoBs ocTa-
nacb Ham u B «bnoxe» b.Kyctoaunesa,
coefuHuBLlLel TpyboBaTocTb NybKa c
n3bickoM «Mupa ncKyccTBay, U B KOHCT-
pykTuBu3me aduwwu B. n . Ctenbepros
K ractponam KamepHoro Teatpa B bep-
NIHe, U B HapAAHOM JeKopaTuBK3Me
C.CypeiiknHa, n B «byHTe MawuH» no
nbece A.Tonctoro, TpakToBaHHOM HO.AH-
HEHKOBbIM COBCEM He CTpallHO, ecnu
CpaBHMBaTb C COBPEMEHHbIMU aHTUYTO-
MUAMU-YXKaCTUKaMW B KMHO- U KOMMblO-
TEepHbIX BEPCUAX.

Ho nopa norpyxatbca B AopeBo-
NIOLMOHHble rogpl. 3aeck pybexHas pa-
60Ta - BenMKonenHasa xpectoMaTuinHas
KpynHodopmatHaa adwuwa B.CepoBa c
TaHuytowen A.lMaenosoi. Ectb runote-
3a, 4TO K Hell JomkHa Obina NoABUTLCA
napHas paboTa - TaK MHOIO CrOpOB BblI-
3biBatowmnint noptpet Mabl PybuHwTeiH,
BO3MOXHO, BbIMONHANCA KaK 3CKW3 ANA
ele oaHon aduwm. Ho B nctoputio Teat-
paJibHOro MCKYCCTBA BOLUMO LB U306-
paxeHue aBnoBoi. banepuHa Kak 6bl
ynapxuBaeT B oyapoBaTtenbHblii Cepeb-
pAHbIN BeK. A N0 COCeACTBY C Hel B 3KC-
no3vunn — MOHYMEHTaNbHbIN (POTOMOH-
Tax, NPeACTaBNAOLWMNIA 3pUTENbHbIN 3an
C pacnonoxuBLUNMKUCA B NapTepe U Jio-
ax npeAcTaBUTENAMW TOTAALLHeN poc-
CUICKON 31T, BKNtoYaa umama LWamu-
nAa. Pasymeercs, 3putento npeacTaBnieHbl
B 6o/blIOM KonnyecTBe aduLumn B CTUNe
«MOZlepH», Cpefn aBTOPOB KOTOPbIX
BCTpeyaloTcA BnuctatenbHble haMmamm
HauYMHaBLLero KaKk TeaTpabHbIA XyA0XK-
HUK O®.lllextena - cospatens cBoeo6-
pasHbIX HEOPYCCKUX  «AeKopauuin»
Mocksbl: 3gaHuin flpocnasckoro n Ka-
3aHCKoro Bok3anos, u W.bunnbuna, ne-
peweawero B 1910-e roabl Bo BTOpOW
3Tan CBOEro TBOPYECTBA, OTMEYEHHbIN
6onee feTanbHoOi OpHaMeHTanbHON pas-
paboTKOI B iyxe [OMETPOBCKO rpaBto-
pbl. boraTtoe 6bl10 BpeMs - 1 B CMbICNe
YTOHYEHHO-HaCbILEHHON AeKopaTUBHO-
CTW, U B pa3H006pasnm CTUEBbIX pelle-
HUIA, U B 0BUIUK BCAYECKUX CLEHMYe-
CKMX N OKONoCLieHNYyecKux 3aten. Yero
croAT, HanpumMep, «[ynaHna "B mupe rpes

adas vy 1] weaam wna

n daHTtasun XXI Beka"™, B nporpamme
KoTopbIX obeljaHo 3penuuwe «Bo3spyw-
Horo AntoMuHuesoro Kopabns Ha non-
HOM xoZy». Ha aduie ceit Kopabab, Tpo-
HYTbIi KpacKon-cepebpsHoOYKoM, oces-
NaH BblN KPacoTKOW B pa3BeBaeMoii BeT-
poMm i06Ke, ycnewHo obroHswLLen nie-
wuBoro 6ora, Koe-Kkak npobupatoLierocs
no Hebecam Ha Benocunepe-rnobyce.
Aaduwa beHeduca Hekoero M.K. rpo-
3Una OWeNoMUTb 3peNnLieM «aeKopa-
TUBHbIX HOBUHOK:

1. DoHTaHbI X1BOI BOAbI.

2. uBble KapTuHbI, MeHsowWwyeca 6e3
3aHaBeca.

3. BonHytouieeca Mope».
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3aTeinuBbl GblAM HaWW NPeaKn K
n3ob6peTatesibHbl, YyBCTBOBaN cebs cBo-
6oaHbIMM B BbIGOpe CpeacTB JOCTUXKe-
Hua uenu! Tak, apuwa «Ha AgHe» okasa-
nacb oopMmieHa NnneTeHbIM U pacTUTeNb-
HbIM OpHameHTamu, 6onee nogoLueawy-
MK Bbl K MOCTAHOBKaM [peBHEpYCCKOI
TemaTuKu. A B ee Tekcte Teatp JlonaTuh-
cKoro caga B CMoneHcKe, nocTaBuBLLWIA
nbecy B 1903 rogy, otmetun: «Jluua,
B3ABLLUMe OuneTbl B Teatp, 3a BXOA B Caj
He nnata™. XusHb B cTapbix adwuiax
pacKpbiBaeTcA B KaKOM-TO Herocpeact-
BEHHOW MOJIHOTE, AEMOHCTPUPYA MOpOW
HEOXMAAHHYIO JIOTVIKY Y4aCTHVKOB [aB-
HULLHMX cobbITUiA. B admwe 1892 ropa K
«PeBn30py», nbece yOUICTBEHHON, MO
MpOCMOTPY KOTOpOW rocysapb-umnepa-
Top Hukonait | ckasan: «Bcem goctanocs,
a MHe Bonblue Bcex», 60APO 3HAYMNOCh:
«[epes HayanoM crneKTaknA OpPKeCTpoM
Teatpa Kopuwa nog ynp. . . 3-O ncnon-
HeH OyaeT HapoaHbli ruMH "boxe, Laps
xpaHu!™. B jaHHOM cnyyae MOXHO npej-
MONOXWTb pacyeTivBylo upoHumio. lMo-
CMeATbCA WIN YCMeXHYTbCA He 3710, B
TOM yunche u Hag coboi, ymenu. Hensge-
CTHbIV XyAOXHWK, 3a3biBas B 1901 rogy
Ha Mackapap «B Mupe aekaaaHca», n306-
pasun NpwKMMaLLylo K TOLen rpyav

HeunsBecTHbIn
XYAOKHUK
Teatp

«CuHas 6nysa»
Mocksa. 1926

Anonymous
"Sinyaya Blusa"
(The Blue Blouse)
Moscow. 1926

B.MUIOBAHOB
«CBeTnblii pyyein»
Komuyeckuin 6anet
[.lWLocTtakoBuua
FABT, MockBsa
2003

V.Milovanov

"The Light Spring"
A Comic Ballet

by D.Shostakovich
Moscow

SABT. 2003
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obviously, are already ancient history!
Both memory and archives appear to fail
fo help those who strive to know the
exact defails...

The second hall of the exhibition
shows the variety of the stylistic trends
in 20th century art, ranging from the
early 1920s to the 1950s. Akimov is rep-
resented here by a neo-classical bill
marking the centenary of the Alexan-
drinsky Theatre, and by an expressive
piece to the famous play by Evgeny
Schwartz "The Shadow", and by another
which does not hide his touching admi-
ration for constructivism in architecture,
for the play "Joy". Some pieces have
much in common with the cartoon
graphics of the magazine "Crocodile",
while others display a similarity with the
laconic prints of the 1920s; on the other
hand, the bill for "The Blue Blouse" by an
unknown - remarkable though it may
seem - artist, is overloaded with detail.
Could it be that the bill of the "Columbus
Theatre" from the unforgettable book
"The Twelve Chairs" by IIf and Petrov
prompted its idea? Recall the text: "The
sound effects by Galkin, Palkin, Malkin,
Chalkin and Zalkind...Furniture from the
wood workshops of Fortinbras at Umslo-
pogas named after Balthazar?"

There is also a kaleidoscope of the
1920s, from Kustodiev's "The Flea"
which combines the roughness of a pop-
ular print with the subtle elegance of
the World of Art movement; as well as
the constructivism of the playbill by V.
and G.Stenbergs for the Berlin tour of
the Chamber Theatre; and the fancy
decorative bill by S.Sudeikin, and the
"Rebellion of the Machines" based on
Alexei Tolstoy's play, by Yu.Annenkoyv,
which is hardly frightening at all when
compared to contemporary anti-utopian
thrillers and computer games.

Developments from before 1917
are no less important. The pivotal work
here is the brilliant and magnificent play-
bill (an essential one for art history) - the
large scale piece by Valentin Serov
showing Anna Pavlova dancing. It is
assumed that the notorious portrait of
Ida Rubinstein was probably a study for
yet another bill with which it would be
twinned. It is only the portrayal of Anna
Pavlova, however, that entered the histo-
ry of art: the ballerina is depicted as if
flitting away into the enchanting Silver

Age. Next to this piece there is a photo-
graphic exhibition, showing a theatre
auditorium with the representatives of
the Russian elite of those days in the
front stalls and in the boxes, with Imam
Shamil among them.

There are also many playbills in the
art nouveau style. Among those are
some of special importance: Fedor
Shekhtel is an outstanding example of a
theatrical artist who became a designer
and architect of the neo-Russian "deco-
rations" of Moscow, including the build-
ings of the Yaroslavsky and Kazansky
railway stations. Another brilliant name
is that of Ivan Bilibin, who in the 1910s
entered a second stage of his artistic
work: his works from that period with
their detailed decorative ornaments are
stylised after prints dating back to the
era before that of Peter the Great.

The 1920s were steeped in an
atmosphere of exquisite decorativeness,
as far as the number of styles and the
abundance of various scenic ideas was
concerned. "Festival: In the World of
Dreams and Fantasy of the 21st centu-
ry", the programme of which promises
the spectacular enfertainment of "An
Aluminium Airship at Full Speed". On the
bill this "airship", glittering with silver
paint, is flown by a dashing beauty in a
flyaway skirt. She actually rides the ship,
leaving the bald God far behind on his
outdated bicycle which is also a globe!
Meanwhile the benefit performance bill
of some M.K. brags of previously unseen
"decorative innovations:

1) fountains with live water;

aTpubyTbl MCKycCTBa My3y-Bamnupa
CTO/b NyratoLie-3eleHON U OCTeKNeHeno
rAAALLEN Ha 3pUTEeNSA, 4TO eMy yXKe U He
CTpalWwHo coBceM. XOTA nyraTb MOMW,
kak C.MaHoB B aguwe «Makbeta» gns
HoBoro BacuneoctposcKoro Teatpa, ybe-
AVTenbHO 1306pasuBLUMIA MONYCTHUB-
WM Yyepen.

A 3akaHumBanacb (B cMbicnie, Ha-
YMHanacb) BbICTaBKa 4MCTO WHGoOpMa-
LMOHHBIMU TEKCTOBBIMU JINCTOBKaMM
nepsbix rogoB XIX Beka, MMHUManu3-
MOM O(OpMNIeHUs CO3BYYHbIMM 3a4ac-
TYH0 JIMILEHHBIM U306paxeHUin N opHa-
MeHTUKM pabotam 1920-x rogos.

Takaa KapTvHa OTKpbiBaeTcs npu
UrpoBoMm, 06paTHOM OCMOTpe ABYX 3aN0B
BaxpywuHcKoro Myses: 0T yTOM/IEHHOMO
CBOEW W30LLPeHHOCTbIO pybexa Thbicade-
JIETUIA K HaunBHOW npocToTe paboT AByXBe-
KOBOM AaBHOCTW. BocxoxaeHne oT upo-
HUW MOCTMOAEPHM3MA K MAeannsmy mno-
C1IepeBONIOLMOHHDBIX NIET 1 Jjanee K 3CTeT-
CTBY «MOZIepHa» 1 K NpocToTe Knaccuye-
CKoWi anoxw. TpaAnLMOHHBIV MapLupyT no-
Ka3an Obl 3BOMOLMIO OT 6e3biCKyCHOro
MOBECTBOBAHWA MYLIKMHCKON NOpbI K WI-

JIIOCTPMPOBAHMIO CMbIC/IOB B NEPUOJ pac-
LiBeTa auLImn 1 B UTOTe K AeKopaLmm Bce-
06L1ero COBpEMEHHOTO CMeKTaKNsA, B KO-
TOPOM UCKYCCTBO, W13Hb 1 UCTOPUA CIIN-
BalOTCA B eJNHYI0 Urpy.

Buxkmop KanawHukos

B.BJIAHK (?)
«[lo6pbliit Yenosek
n3 CesyaHa»
Mbeca-nputya
B.Bpexta

Teatp Ha TaraHke,
Mocksa

1969

B.Blank (?)

"The Good Person
of Szechwan"

A play-parable

by B.Brecht
Moscow

Taganka Theatre
1969

10.NMMMEHOB
«TanaHTbl

N NOKNOHHUKMN»
Mbeca A.OcTpoBckoro
Teatp um. B.Maskos-
ckoro, MockBsa

1969

Yu.Pimenov

"Talants and Admirers"

by A.Ostrovsky
Moscow
Mayakovsky Theatre
1969

MOCKOBCKHA TEAIP APﬂMb « KOMEAHM

TAABHE PENHCCED TEATHZSom o eme b 1) ANEWMOB.

2) live pictures changing in front of you
without any curtain;
3) rough sea."

It is hard not to appreciate the fan-
ciful inventiveness of our predecessors
in their striving fo astonish the audi-
ence- and in order fo reach that goal
they left no stone unturned. Thus, the bill
for Maxim Gorky's "The Lower Depths" is
decorated with wicker and plant orna-
ments, which would have been more
appropriate for plays on more tradition-
al "0ld Russian" themes.

This particular bill announced the
play staged in 1903 at the theatre in the
Lopatin gardens in Smolensk. Its text
contains an inferesting defail: "Those
who have bought tickets to the theatre
need not pay the admission fee to the
gardens." Such old playbills help us to
understand past life in its naive com-
pleteness, and demonstrate the para-
doxical logic of those who lived then. For
example, the 1892 playbill for the "The
Government Inspector” has a murderous
sarcasm of which Tsar Nikolai | would
say: "No one was spared, and | least of
alll"; and happily announces that "the
Korsch theatre orchestra, conducted by
a certain ‘somebody’, will play the popu-
lar hymn "God Save the Tsar!" before the
performance.” In this case the irony
could have been a well-planned trick: in
past eras they definitely knew how to
laugh and to play jokes on one another.
In 1901 an unknown artist inviting the
public fo the masquerade ball "In the
World of Decadence" painted the green-
ish vampire-muse with dead glassy eyes

pressing the attributes of art fo her skin-
ny chest in such a scary manner that the
viewer is not scared aft all.

Though the artists certainly knew
how to frighten, if that was necessary.
One example is S.Panov, on the playbill
for "Macbeth" staged at the New Vasil-
iostrovsky Theatre, which depicts a very
convincing decaying scull.

The exhibition ends - or, in the
terms of this article, begins - with the
purely informative text-only hand-outs
dating back to the early 19th century.
Their visual minimalism resembles that of
the works of the 1920s, with an absence
of image and ornament. When observed
in this way - back to front - the exhibition
of the two halls of the Bakhrushin Theatre
Museum takes the viewer from the
sophisticated works of the turn of the two
centuries to the naive simplicity of works
dating back to the early 19th century. It
witnesses the irony of post-modernism,
then goes to the idealism of the post-rev-
olutionary years and further on to the
refinement of modern art, and yet further
to the simple purity of the classical epoch.
Observing the exhibition in a traditional
way would have illustrated the evolution
of the straightforward narration of
Pushkin’s era through to the representa-
tion of various meanings in the golden
age of theatrical playbills - as a result
making a gripping decoration to the con-
temporary play called "Life", where it is
impossible to divide art, life itself, acting
and history from one another.

Victor Kalashnikov

BbICTABKW CURRENT EXHIBITIONS 81



«f caenan Bce, UTO MOP»

Mark Antokolsky:
"I've done
everything
| could...”

I Mapk AHToKOnbCKMIA poauncs B ro-
pose BunbHo, B paiioHe, Ha3blBaBLLEMCA
AHTOKONb (OTCIOA@ M MPOUCXOXAEHME
tammnum), B ceMbe MHOTMOAETHOIO eB-
pes-TpakTupLumKa. Cam dakT poxaeHns
3a 4epTon 0CeAI0CTU He NpeaBeLLan Hu-
4ero XopoLLero, K TOMY e CeMbs CUIbHO
Hyxganacb. [leckue roapl 6yayllero Ma-
ctepa 6bin HacTonbKo 6e3pajocTHbl,
4YTO, peLunB Hanucartb cBoto Grorpaduto
B 3penioM Bo3pacTe, AHTOKONbCKUIA Ha-
yasn ee C MOMeHTa nocTynieHns B Akage-
MUIO XY[0XECTB, CTapaTefibHO WCK0-
4MB fieTCKMe rodbl. «[leTcTBO Moe cauL-
KOM MpayHo, Aa TaK MpayHo, 4To f C CO-
ApOraHueMm BCMOMMHAI0, @ TMCaTb MHe 0
HeM Tskeno. A 6bin HentobUMbIM pebeH-
KOM, M MHe [0CTaBanoCb OT BCEX..).
Oten, Mapka Meutan caenatb U3 cbiHa
TPaKTUPLLMKa U NPUCTPOUTB €ro K Ka-
KOMy-IM60 NpubbIIbHOMY Aeny. Xyaoxe-
CTBEHHbIE CKIOHHOCTU CblHA He TONbKO
He NOOLLPANNCH, HO M CYUATANUCH «onac-
HbIM 6pefom». [epBblIit OMbIT XyAOXKeCT-
BEHHOM0 TBOPYECTBa, BbIpa3vBLIMICA B
pocnvicy cBexenobeneHHol oTLOBCKOM
Meym, 3aKOHUUIICA KEeCTOKMMU No6oAMM.
OaHako BCKope, oT4YasBLWMCL Npoby-
IWUTb B  CbIHE-€UCTyKaHe» CO3HaHWe,
TPaKTUPLLMK ONpeAenun ero B MacTep-
CKYI0 MO3YMEHTLUMKa, TAe TOT JOMKeH
OblN NOCTUTHYTb HayKy MW3roToBleHUA
3071070 1 cepebpsAHol TecbMbl. OT no-
3YMEHTIUMKA OHbIA  AHTOKONbCKUI
BCKope cOexan v npoomkun obpasosa-
HWe B MaCTepCKOM pesynKa no fepesBy
TaccenbKpayTa, KOTOPbIiA 1 CTan ero nep-
BbIM Cepbe3HbIM HacTaBHMKOM. Yepe3s
TOA OH YXKe fienian pambl Y Apyroro mac-

CmeHa xydoxecmseHHbIx cmusieli 8 UCKycCmBe 4acmo conposoxoaemcs
BO3HUKHOBEHUEM APKUX MBopYecKux uHousudyaabHocmel. Vickyccm-
80 smopoli nonosuHbl XIX 8eKka Ha cpasHUmMesbHO KOPOMKOM BpeMeH-
Hom ompe3Ke 0asio yenoe co3se3due He3aypAOHbIX macmepos. He no-
cnedHee Mecmo cpedu HUX 3aHUMan cKynbnmop Mapk Mamseesuy An-
moKosibeKul. Bokpye umeHU 3mo2o YesoBeKa 8 Hayase e2o MBop4Yecmsa
cKpecmusucb Meyu 0eMoKpamuyeckoll KpUmuUKU U anoJioeemos akaoe-
mMu3ma. 3mo npomusoCMOsHUE CUIbHO OC/I0XKHUJIO U3Hb 8AAMEA, HO
00HoBpeMeHHO cdenano e20 3Hakosol ¢uaypoli 8 ucmopuu pyccKol
CKy/Ibnmypb!.

Radical shifts in art are very often connected with the birth of out-
standing creative personalities. The second half of the 19th century
was just such an example: over a short period of time a real constella-
tion of art-stars appeared, who inspire true lovers of art to this day.
Among them is the sculptor Mark Antokolsky; the attitudes towards
him of art critics from diametrically opposed wings of art - the demo-
cratic and the academic - were as different as the trends of art they
represented. This juxtaposition did not make his life easier, but did
make him a notable figure in the history of Russian sculpture.

Il Mark ANTOKOLSKY was born into a
Jewish family, the son of an inn-keeper
in the town of Vilno, in the district of
"Antokol" - which explains the origin of
his surname. The mere fact of being
born outside the Pale of Settlement
boded no good, not to mention the
accompanying poverty. Antokolsky's
childhood was so unhappy, that when he
decided to write his autobiography, he
began it with the time of his studies at
the Academy of Art, omitting his earlier
years. "My childhood was too dismal -
oh, it was so dismal that it makes me
shudder to remember it, and it is oo
painful to write about it. | was the
unloved child, and oh, what a beating |
gof!"

Mark's father wanted his son to
become an inn-keeper - like himself - or
fo enter any other "good" business: the
artistic abilities that Mark revealed at an
early age were simply despised. The
boy's first experience in painting the
newly-whited stove ended in a thrash-
ing. Soon Mark's father lost any hope of
making something out of the boy, and

HACNEAOMWE

sent him to the shop of a braid-maker,
where he was supposed to learn the art
of making gold and silver ribbons. But
soon Mark had changed the shop of a
braid-maker for that of a wood-carver.
The owner of that shop, Tasselkraut,
became Mark's first real teacher and
mentor.

Within a year he was making
frames in another shop owned by
another wood-carver, Gimadra. It
seemed Mark could not break this vicious
circle, but fate gave him a chance: one
day he saw a reproduction of the
famous painting by Van Dyck "Christ
and Madonna", and carved it in wood.
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Tepa-pe3unKa - [xumagpa. Boipeatbea
M3 3TOr0 3aMKHYTOro Kpyra nomor ciy-
yail. YBuAeB OAHaXAbl penpoayKuuio
3HaMeHWTOW KapTuHbl BaH [leika «Xpu-
ctoc n boromatepb», AHTOKONBCKMIA BbI-
pesan ee B AepeBe. Paboty yBuaena xe-
Ha BWIEHCKOro reHepan-rybepHaTtopa
A.A.HasnMoBa n, BOCXMTUBLLMCH, Aana
MOJI0Z0MY YEe/I0BEKY PEKOMeHAATeNlbHOe
nUcbMO K neTepOyprckov npuATenbHU-
ue 6apoHecce IautT ®egoposHe PasgeH
- pennnHe BeNVMKOW KHATMHW EneHbl
MaBnoBHbl. Tak B *M3HK Mapka AHTO-
KONbCKOTO MPOW30LLEN CHACTAMBBIA MO~
BOPOT.

4 Hos0pA 1862 roja oH 6bin 3a-
uncneH B AKaieMUIo XyA0XKecTB B Kaye-
CTBe BOJIbHOCAYLUATENA, TaK KaK J0BOJb
Ho cnabo ymen pucoatb. Hepocrtatok
TEXHWYECKUX HaBbIKOB AHTOKONbCKUN
KOMMEeHCMpoBan HanpsikeHHON pabo-
TOW MOJ PYKOBOACTBOM CHayana npo-
teccopa knacca ckynbntypbl H.C.MNnme-
HOBa, @ 3aTeM, Noc/e BHe3anHom CMepTu
yuutens, y N.N.Peiimepca. B Akagemun
XYAO0XECTB MO-MPEXHEMY LITYAMPOBaNu
aHTUKK, paboTanu ¢ «obpasLoB», OfHa-
KO B KaHWKy”Nbl, OTAbIXaA Ha POAWHe, B
BunbHo, CKynbATOp Nenun xaHpoBsble
KoMnosuuuun. Bckope Ha oT4eTHOM BblI-
ctaBke 1864-1865 rogos nosiBuavch
ero «lMoptHon» (1864) mn «Ckynon»
(1865). 06e paboTbl ObiM yaoCTOEHbI
cepebpsAHoit Mepanu, a 3a «Ckynoro»
eMy HasHauuin CTUNeHAWI0 B pa3mepe
29 py6neit.

B Akagemuun xypoxectB AHTO-
KONbCKMIA Npobbin ceMb net. B Hosbpe
1867 ropa oH nucan B BunbHo Hekoemy
bapento: «B knacce pa6otato Lenbii
A€eHb 1 He 1Meto cBOOOAHO MUHYTbI, HO
3aT0 Ternepb He Nazato AyxoM. B nepsbii
pa3 Hauan B knacce paboTatb MUHY W,
cnasa bory, nonyumn Ha 3Kk3ameHe nep-
Bbli HoMep. CKynbnTopbl, HaBepHoe,
cAenanvicb MOMMK TaiiHbIMU Bparamu,
HO MeHs 3T0 He oropyaeT. CTon y mMeHs
oueHb nnoxoil. BepHee Byzer, ecnun Ha-
MULLY, YTO HMKAKOro CTONA y MEHA HeT».
Ycnexu B ydebe OKpbIIANN CKynbnTopa,
HO YrHeTano XpoHUYecKoe BesseHexbe.
YT106bI NpoKOpMUTL cebs, AHTOKONb-
cKkuii paboTan B TOKapHOW MacTepcKoi,

XpucToc nepea Christ before

HapoaoM . the People
1876 - 1876
Mpamop Marble

B. 195 . h=195cm

The wife of Vilno's General-Governor
was greatly impressed by this work and
gave Anfokolsky a letter of introduction
to her St-Petersburg friend, baroness
Edit Raden - a maid of honour of Grand
Duchess Helen Pavlovna. It was a happy
turn in Mark'’s fate.

On November 4, 1862 Mark
Antokolsky was enlisted at the Academy
of Arts as a non-affiliated student
because he was still poor at drawing. To
overcome the lack of experience he
studied hard, first under the futorship of
professor N. Pimenov, and after his sud-
den death, with I. Reimerce. The process
of education was classical: studies of
antiques and copying, but when on
vacation Mark Antfokolsky visited his
native town Vilno, he modeled genre
scenes. Soon, at the Academy exhibition
of 1864-1865, he presented his "A
Dress-maker" and "A Miser". Antokolsky
was awarded silver medals for both
works, and in addition a special stipend
of 29 rubles for "A Miser".

Antokolsky studied at the Academy
of Arts for seven years. In November
1867 he wrote to a cerfain Barel: "l am
working the whole day, and | am sfill
enthusiastic about my work. | started to
do clay, and - thank God! - was first in
the exam. All the sculptors might become
my secret enemies, but | am indifferent.”
(Istoricheskii vestnik, 1905, 12, p. 987).
His success lent him wings, but the con-
stant shortage of money really held him
back. He was ready to do anything fo
support himself - he worked in a wood-
shop, carved the numbers on ivory bil-
liard balls - just for a few kopecks, mod-
eled Cupids in the style of Poussin, and
such like occupations. During the first
years of his studies in St.-Petersburg he
got a 10-ruble stipend from the special
fund of the banker I. Gintsburg "to sup-
port indigent Jews".

But he had other problems -
Antfokolsky suffered from his illiteracy:
he was really more a clever than an edu-
cated person. Antokolsky not only wrote
in Russian with many mistakes, he very
often spoke incorrectly which made his
communication with others trouble-
some. In one of his letters to Vladimir
Stasov, Antokolsky mentioned the fact
of having been treated badly: "...it is not
proved that the one who writes correct-
ly, thinks correctly."

There was another circumstance
that complicated the life of the sculp-
tor - a certain law (later abrogated by
Tsar Alexander 1) according to which
Jewish societies had a right to "trap" all
Jews who had no passport (even those
who did not belong to that very society
or province), and recruit them. For
years this threat was a nightmare to
the sculptor.

In summer, 1868 Antokolsky, terri-
bly afraid fo fail his general examina-
tions at the Academy of Arts, left St-
Petersburg for Berlin. In case of failure,
he could have been recruited.

"Something that is far away is
always alluring..." - says one of Antokol-
sky's letters. "It seemed fo me - my imag-
ination was working feverishly - that
there everybody was a brilliant scientist,
and connoisseur of art... Oh, I'll be fine
there..." Having got leave until October
1, he left Russia. But Berlin was a com-
plete disappointment: the same academ-
ic routine, nothing new. In November
1868 Antokolsky returned to Russia to
face the same problems he had tried fo
avoid so eagerly - a non-affiliated stu-
dent without any perspective and mate-
rial support.

"My situation was getting worse
every day, | was at a spiritual low, | had
no courage: no present and no future. |
could not stay at the Academy, and |
could not get anything there." In this sit-
uation Anfokolsky came to the decision
to take part in the competition and
make a statue of Tsar Ivan the Terrible.
And again he faced troubles: being a
non-affiliated student he had no right fo
participate in a competition organized
by the Academy for its reqgular students.
But the possibility of victory was a real
temptation - it gave an official status as
an artist, and exemption from recruit-
ment. Though there was a way out - to
obtain the ftitle of honoured citizen.
According fo the Russian laws, receiving
the title opened an opportunity fo
choose the profession of an artist.
Antokolsky submitted an application to
the Board of the Academy, simply beg-
ging them to regard his case as excep-
tional. He was lucky this time too. In
April 1870 he received the personal fitle
of "honoured citizen". Having settled
one problem, he still had others. Now he
had no place to work - no studio. The

He ot mupa cero
(XpucTtmaHckas
My4eHuLa)
1887

Mpamop

B. 146

Unworldly

(A Christian Martyr)
1887

Marble
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Bblpe3as HoMepa Ha OuNbAPAHBIX LWa-
pax 13 KOCTU 33 HECKOJIbKO KOMeex, 1 Jie-
nuA 13 MKHbI amMypoB B cTune MycceHa.
B camble nepBble rofpl ero npebbiBaHus
B lMetepbypre oH nony4yan fecATb pybnen
CTUMNEHAMU U3 KacCbl «BCMOMOLLECTBOBA-
HUA HYXAAOLLMMCA eBPeAMY, YuUpexaeH-
Hol 6aHKkupom W.I.TuHLGYprom.

K maTepuanbHbiM npoGnemam
npubaBnsnocb CO3HaHWe TOro, YTO OH
KpaiiHe HerpamoteH. [eiicTBuTebHO,
AHTOKO/IbCKMI Gbll Gonee yMHbIM, Y4eM

06pa30BaHHbIM YenoBeKOM. 3TOT aKT
CUNBHO 3aTpyAHAN ero obLueHNe ¢ Noab-
MU, TaK KaK OH He TONIbKO nucan ¢ MHOro-
YMCNEHHBIMM OLINGKaMM B pyCCKOM A3bl-
Ke, HO 1 TOBOPWA He CAWLIKOM NpaBuib-
Ho. B opHOM M3 nucem oH jxanosancs
B.B.CracoBy: «Halua uHtennureHuus tpe-
TUpYeT MeHA KaK newkKy. A noyemy? [pa-
BO He 3Halo. [lymalo, 0fHaKo, MoOTOMYy,
4TO A HEMpaBW/IbHO NULLY (APYriX FPexoB
33 MHOVW He BOAMWTCSH, KaXeTcs), TOUHO
OyATO yKe JoKa3aHo, YTO KTO NPaBUIIbHO
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MULLET, TOT NPaBWUIbHO U syMaem. M3Be-
CTHO, 4TO, NPEXAe YeM 0TNpaBUTb NUCh-
MO, AHTOKONbCKUI AaBan ero KOoMy-HU-
6yab npoBepUThb.

Ewe oaHuM obcToATENIBCTBOM, Ce-
pbe3HO OMpayaBLUMM XW3Hb CKYNbNTO-
pa, 6bINo HeKoe pocCUNCKOe 3aKOHOMO-
NOXeHWe, OTMeHeHHOe BrnociesCcTBUN
AnekcaHgpom I, cornacHo KoTopomy eB-
pelickvme obLiecTBa MMenu npaBo No-
BWUTb BCex 6ecnacnopTHbIX eBpee., Npu-
HaANexallLyx K Apyromy o6LLecTBY, Aaxe
rybepHum, 1 0TAaBaTh UX B CONAATHI, B
3a4eT CBOEN PeKpPyTCKON MOBUHHOCTY.
PekpyTckve Habopbl Ha Aonrve rogpl
6b17IM OAHMM W3 KOLIMapOB CKyNbMTOpa.

OTbe3n AHTOKOAbCKOro u3 [le-
Tepbypra B bepnuH netom 1868 ropa
06BACHANCA TeM, 4To OH 6osncA Hens-
6exxHoro nposana Ha obueobpasosa-
TeNbHbIX 3K3aMeHax B AKajgemMun W
otymcnenua. B atom cnyvae monopon
CKYNbNTOP NWLIANCA 3aKOHHOTO OCHO-
BaHWA ANA npebbiBaHWA B CTOAWLE, U
€ro Mornv oTAaTb B COMAATbI CBOM Xe
coneMeHHUKN.

«[lanb Bcerga 3aMaHyMBa.. — NU-
can loHOWa O NpeAcTosLLeM MyTeLlecT-
BUW. - Moe BoobpaxeHve cunbHo pabo-
Tano: MHe Kasanoch, Y4TO TaM BCe TaKue
ydeHble, TaK XOpOLUIO MOHMMAIOT WUCKYC-
ctBO... O, TaM He gagyT MHe ynactb». Mc-
npocus B AKagemum oTnyck o 1 oKTa6-
pA, oH nokuHyn Poccuto. OpHako Bep-
JIMH ero pasouyaposan. B GepnuHcKoit
aKajieMunn Lapuna Ta e pyTuHa u yc-
JIOBHOCTb B UCKycCTBe, YTo 1 B [leTep-
Bypre. Yuutbca Tam Gbi0 NONOXKUTENb-
Ho HeveMy. BepHyBlnch B Poccuto B Ho-
A6pe 1868 roaa, AHTOKONbCKUIA CTONK-
HyACA C TeMW e TPYAHOCTAMM W Mpo-
6nemamu, oT KoTopbIx Gexan: BONbHO-
cnywarenb 6e3 nepcnekTUBbI U MaTepu-
anbHoro obecneyeHus.

«Moe nonoxeHue ¢ KaxabiM AHEM
CTaHOBWIOCb BCE XYXe U Xy»e, Mos 6og-
pocTb 6biia HaANOMEHa, N0 BpEMEHaM A
nagan AyxoMm: y MeHs He Bblno HM HacTo-
fAwero HY Byaylero - octaBaTbeA B AKa-
ZeMum Ob110 HEBO3MOXHO U A0OUTLCA OT
Hee A Huyero He Mo, B Takom coctos-
HUW AYWW CKYNbMTOp Pewnn MpuHATb
ydacTvie B KOHKypPCHOW nporpamme Aka-
neMun 1 cospaatb ctatyto MoaHHa lpos-
Horo. Ho 1 3peckb ero noacreperanu He-
npuAtHocTU. Byayun BonbHochylware-
neM, AHTOKONbCKMI He nMen Npaso npu-
HUMaTb yyacTue B KOHKypce, nobesa B

KOTOpPOM MOINa NPUHECTU eMy CTaTyC Xy-
JOXHUKa 1 0CBOOOXAEHUE OT PeKpyTCT-
Ba. EAVHCTBEHHBIM Bbixozi0M Obi0 Nony-
YeHMe 3BaHUA MOYETHOMO TPAXAAHWHA,
AaBaBLLero BO3MOXHOCTb 136paTb npo-
teccnio XyLOXKHMKA. AHTOKONBCKMIA No-
Aan npolieHne B coBeT AKagemum, ymo-
nAA caenatb ANA Hero UckKntoyeHme. Emy
BHOBb noses3no, 1 B anpene 1870 roga
OH MOAYYMN NIMYHOE 3BaHWE MOYETHOMO
rpaxpaaHuHa. [lanee BO3HMKIM npobne-
Mbl C NOMelLeHneM Ansa paboTbl. 3BaHue
He J[aBasio BO3MOXHOCTW 3aHUMaTb Mo~
meweHnna Akagemun. Knacce, rae AHTo-
KonbCKWiA npegnonaran pabotate Hap
ctatyeit, TpeboBanocb 0cBo6OAUTL K Ha-
yany 3aHATUI. BHOBb Havanuch xoxnae-
HUA MO Ha4yanbCTBY C YHU3UTEbHbIMM
npocb6amu. B KoHUe KOHLOB eMy Bbina
BblflefleHa MajeHbKas KaMopKa Ha yeT-
BEpPTOM 3Ta)ke aKafleMN4ecKoro 3aaHus,
KyAia cnyxutenn AKkaieMun, HaHATble Ha
CpeACTBa CKyNbMTOPa, N0 YacTAM NOAHA-
NI COpOKanyAoBYlO MVHAHYIO MoAeNb
cratyw. pv nepeHoce cKynbnTypa cuib-
HO pedopMupoBanacb, U MHOrOe Hajo
6b1710 HauMHaTbL cHavana. Kamopka 6bina
mano npvicrnocobneHa ansa paboTbl, oHa
M0Xo oTanavBanack, M3-3a Yero, no Ha-
CTOSIHMIO Bpayel, pabota Yacto npepbl-
Banacbk. Ho, HecMOTpA Ha TPyAHOCTY, OHa
6bina 3aBeplueHa. 370 CTano BaXHoOi Be-
X0/ B TBOpYecTBe MacTepa. AHTOKOMb-
CKWIN cyMen NpeofoneTb HeKOTOpyto Ui
JIIOCTPATUBHYIO OFPaHNYEHHOCTb CBOMX
paHHWUX MPOV3BEeAEHWI, XOTA elle U Co-
XpaHAnacb KOMMO3WULMOHHAA neperpy-
KEHHOCTb, BO3HWKLIAA M3-32 XKenaHuA
CKyNbMTOpa CO3AaTb WCTOPUYECKW [0~
cToBepHbI 06pa3. Tak pacnopagunacb
cynpba, YTO M3BECTHOCTb €My MPUHEC/N
ClOXeTbl U3 eBpelicKoro ObiTa, a NoAInH-
HYIO CNaBy -— TeMbl PyCCKON UCTOPUM.
BeccrnopHo T0, uTo cTatys [po3Horo
rpeluvna aneMeHTaMn MHOrOCI0BHOCTY,
Apo6HOCTY hOpMbI, HO Heb3A OTpULATL
1 TOTO, 4TO OHA OTKPbI/Ia HOBbIE FOPU30H-
Tbl  COBPEMEHHON  OTeYeCTBEHHOW
CKYNbNTypbl. AHTOKONBCKUI [O0Kasan,
YTO B CTaHKOBOW MACTVIKE MOXHO BO-
nnotuTb Gonbluyo Temy. [poTUBHMKOB
HOBOTO MeToAa CKy/bnTopa 6bl10 04YeHb
mHoro. BepHbiii apyr Ctacos He ycnesan
NPUKpbIBaTb AHTOKONLCKOrO OT M3feBa-
TeNbCKUX HanafoK KpuTUKoB. CKynbn-
Top nucan: «..Ha Hux A HUKoraa He obpa-
LAl BHUMaHWSA, 1 eCv JIoAM yeresanm
pasApaXuTb MeHs, TO OT 3TOr0 TOJbKO
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title itself did not give him the right fo
occupy any of the Academy’s rooms. The
sculptor worked in one of the class-
rooms, which he had to vacate at the
beginning of classes. Again he had to
beg for a working place; in the end he
was given a small room on the third floor
where the clay model of the statue
moved.

The room was too small and cold,
and damp, and all this badly affected his
health, so that he had to inferrupt work
often. In spite of all these difficulties the
statue was completed. This work
became a turning point in his creative
activity: such was his fate that Antokol-
sky gained popularity for his works on
everyday Jewish scenes, but he became
famous for depicting Russian historical
subijects.

The statue of Ivan the Terrible was
no doubt an innovation for its time. It
opened up new horizons. It became
another argument in favour of the
grandiose theme being embodied in a
plastic form. Anfokolsky had many
opponents, but also friends, among
them the well-known Russian art critic
Stasov, who defended the sculptor
whenever and wherever he could. In one
of his letters Antokolsky wrotfe that he
paid no attention fo all the critical
remarks, pointing out that the more they
annoyed him, the better it was for his
work.

Unfortunately  the  sculptor
became ill because of the awful working
conditions, and could not exhibit his
statue of Ivan the Terrible at the Acade-
mic exhibition which opened in Novem-
ber 1870. So Antokolsky set himself an
incredible task - to make the professors
of the Academy come to his studio to
see the statue. Quite naturally his
requests were not considered; the Acad-
emy was absolutely definite to punish
this upstart.

But nothing seemed to be able to
stop the sculptor - he decided to appeal
to Prince Grigory Gagarin, Vice-presi-
dent of the Academy. The latter - taken
unawares - agreed to visit Antokolsky.
The statue of Ivan the Terrible
impressed the Prince, and he recom-
mended the Grand Duchess Maria Niko-
laevna - at that time President of the
Academy - to see the statue for herself.
The day after her visit fo the sculptor's

studio the Academy received an order to
prepare for a visit by Tsar Alexander II.
The sculpture produced such a great
impression on Alexander Il that he made
an order for the Hermitage. The reac-
tion of the Academy was immediate. The
Emperor was informed that, according
to the decision of the Board of the Acad-
emy, "the talented artist will be given the
title of Academician”. Thus again
Antokolsky had broken all the rules - he
received a title otherwise only given
after the award of four silver and two
gold medals, as well as a six-year stay
abroad on an Academy grant pension. It
was a remarkable success, compounded
by the fact that he received 250 rubles
from the Academy to complete his work.

In 1871-1872 he made a bronze
cast of the statue, and in 1875 one in
marble for Pavel Tretyakov. After the
statue of Ivan the Terrible was exhibited
in London in 1872 he made a copy in
plaster for the Kensington Museum col-
lection. But his situation was far from
stable: the money he received was spent
quickly, and there was a group of art crit-
ics who were hostile fo him and whose
criticism was for the most part insulting -

HanapeHuve
WHKBU3MLMM Ha eBpeeB
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nmu Macxu
1868-1870

BTopoit BapnaHT
KOMMo3muumn

Topenbed. lunc
107x195

The Assault of the Inqui-
sition on the Jews at
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BbIMIPbIBaNA X04 Moero uckyccrsa. [lo-
MHI0, Korgia A pabotan "MeaHa [po3Horo”
npu KpaiiHe TPYAHbIX 0BCTOATENbCTBAX,..
f Torfa cKasa, Kaxetcs, Kpamckomy: Xo-
poLio, YeM Gonblue oHY BecAT MeHs, TeM
nyywe Bbiget "MBaH [po3HbIA™.

Mexxay TeM 13-3a 6oe3Hu, Bbi3BaH-
HOW TPYAHbIMW YCNOBMAMM paboTbl,
npeacraBuTb [PO3HOro K BbICTaBKe, CO-
ctosBleiicA B Hosbpe 1870 ropa
cKkynbntop He ycnen. Mepes AHTOKONb-
CKMM BCTafia Mo4TU HeBbINONHUMAA 3a-
Aaya fobuTbCs NpUXofa Npodeccopos B
ero MacTtepckyl. MHorouncneHHble
npocbBbl 1 NpuUrnalieHns octanvcb 6e3
oTBeTa. AKaZeMus TBEpAO pelunna yKa-
3aTb 3TOMY BbICKOYKe ero MecTo. M Toraa,
B 06X0/, BCAKMX NpaBuJ, a OH abcontoTHO
He yMen urpatb no npasunam, AHTOKONb-
CKuin obpaTunca K Buue-npe3nseHTy
Akagemuu kHasto [T .[arapuHy, KoTopbin,
OT HEOXWMAAHHOCTY, TOTYAC e cornacu-
cA nocetuTtb cKynbnTopa. Ctatya noHpa-
BUNacb KHA310, U OH peKoMeHpoBan ee
BEIMKON KHArMHe Mapun HukonaesHe,
ObiBLe B TO BpeMA npe3naeHToM Aka-
AeMumn xyfoxects. Ha cnepyowmin feHsb,
rnocne TOro Kak KHAMMHA yBuaena cratyio,
AKkanemus nonyumna ot MUHKUCTpa ABOpa

npvKas rotoBUTbCA K BU3UTY CaMoro
Anekcangpa Il. CkynbnTypa HacTonbKo
NOHpaBuWach rocysapio, YTo OH 3aKasan
ee ana Ipmuraxa. Coet Akagemum oco-
3Han, YTo B OTHOLWeHMK «MoaHHa [po3Ho-
ro» JonylieHa owwnbKa, U peakums no-
cnefoBana HesamepauTenbHo. Mmnepa-
TOpy TOTYaC e rnonetena AOKNajHas 3a-
NUCKa, YBEAOMIABILAA €ro 0 XelaHuu
aKafeMMyecKoro coBeTa AaTtb AHTOKOJb-
CKOMy 3BaHVe akafieMuKa. Yepes yetbipe
AHA OblNI0 NPUHATO pelleHne «YA0CTOUTb
AapOBUTOrO XyAOXKHWMKA 3TVM 3BaHVEMY.
Tak, B ouepeHoii pa3 B 06xop, cyLiecTBy-
IOLLMX NpaBui, AHTOKONLCKWI MOMy4nn
3BaHWe, KOTOpoe fjaBanoch Nocie YeTbl-
pex cepebpsHbIX, ABYX 30/10TbIX MeAanei
M 1ocne LWecTUNeTHero 3arpaHn4yHoro
neHcuoHepcrBa. Ycnex 6bin 6eccnop-
HbIM. A rnaBHoe, AKagemua Bbigana emy
JeHexHoe nocobue B pasmepe 250 py6-
nen pnA okoHvaHua cratyn. CoxpaHu-
Nlacb CrpaBKa O Bbljaye AEHEr «no Ha-
3HAYeHNIO ero MMMNepaTopCKOro Bbicoye-
CTBa rocysapa BenvKoro KHAsa Bnagw-
mMupa AnekcaHgposuya» 13 HoA6ps
1870 ropa. Mo 3aka3y Mmnepatopa B
1871-1872 rogax 6bin McnonHeH 6poH-
30BbIN 0TMB cTatym, a B 1875 roay - cae-
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he was accused of having made a para-
phrase of Houdon’s "Voltaire". However,
such critical voices were relatively few:
the maijority of art critics praised him
and appreciafed his work. Antokolsky's
joy was boundless. Nevertheless, he soon
faced material, and - worse - health
problems. His physician Sergei Botkin
insisted on an immediate trip fo the
South, to Italy. But Antokolsky had no
money. Again he had to ask for support,
applying to the Academy of Arts and the
Ministry of Education. Happily, the
Emperor assigned 4,000 rubles, and
Tretyakov paid his trip to Italy. At the end
of August 1871, Antokolsky left St.-
Petersburg for Vilno, and in October he
arrived in Rome.

Another mile-stone in Antokolsky's
creative evolution was the statue of
Peter I. The idea occurred fo him when
he was working at his Ivan the Terrible.
Antokolsky wrote that he wanted to
sculpt two absolutely opposite charac-
ters from Russian history. He consid-
ered both the tsars as figures alien fo
each other, but together composing
something of a "whole".

Antokolsky forgot himself while he
was working; it seemed he never got
fired, he paid no attention to discomfort -
his studio in Rome was no better than
that in St.-Petersburg. The low small win-
dows did not let in sunlight, and in the
corners of the damp room there was
grass growing. When the statue of Peter
| was completed it was exhibited in
Moscow, at the All-Russia Polytechnic
Exhibition, then it fraveled to St.-Peters-
burg to the Academy of Arts.

The reaction of the public and the
critics was confusing - more "contra”
than "pro". The majority of the art crit-
ics considered this work a failure, even
Stasov, his friend and major apologist.
There were no orders, and the statue of
Peter | for years stayed in the yard of
the casting shop of the Academy of
Arts. When the statue was transported
to Italy - where the sculptor was
living - it was so terribly damaged that
Antokolsky was ready to throw it away
and to start again. It was a hard and
long process to restore the statue, but
in 1878 - five years after its creation -
the bronze statue of Petfer | was exhib-
ited at the World Exhibition in Paris
where it was a great and stunning suc-

NaH MpaMOopHbIA BapuaHT CKyAbNTypbl
ans MN.M.TpetbakoBa. lMocne BbiCTaBKM B
JlonpoHe B 1872 rogy KeHCHMHITOHCKMI
My3ell 3aKasan AnA CBOeN Konjaekuuu
TMNCOBBIIA CIENOK paboTbl.

JeHbru pactasnu Gbictpo. He
obowwnochb 1 6e3 KPUTUYECKMX HanaaoK.
OpHoM M3 caMbix 006MAHBbIX Obl10 yT-
BepxaeHue, uto «MoaHH [po3HbI» An-
TOKOJIbCKOTO He YTO MHOE, Kak napadpas
paboTbl ¢paHLy3cKkoro ckynbntopa ly-
noHa «Bonbtep». OgHaKo KpuTUYecKue
0T3bIBbl MOTOHYNIM B BOCTOPKEHHOM X0~
pe noxean. PagocTb ckynbntopa Gbina
6e3MepHOil, HO MOTOM BHOBb BCTan
«MPOKNATbIA» MaTepuanbHbIA BOMpPOC.
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MowarHyBleecs 3a40poBbe TpeboBano
CPOYHOM CMeHbl Knumata. [loktop
C.N.BOTKMH, neunBwwiA cKynbNTOpa, Ha-
CTamBai Ha He3ameaInTeNIbHOM 0Tbe3ze
B Tennble Kpas, B Utanuio. Ho exatb ObI-
N0 He Ha yTo. CKyNbNTOP BbIHYKAEH Bbin
BHOBb MpOCUTb MpasneHne AKazemun
XyA0XecTB 1 MMHMCTEpCTBO NpocBeLle-
HWA 00 OKa3aHWM MaTepuanbHol NoMo-
wun. B otBete, nonyyeHHom u3 Akage-
Mum, coobLanoce, yto «focyaapb nmne-
paTop CoM3BOAW BaM BblAavy 4 TbicAY
py6nei», B cuet 8 ThicAy, obeLLaHHbIX 3a
cratyto MoaHHa lpo3Horo. MNomoub oKa-
3an u .M. TpeTbsaKoB, AaB AeHer Ha jo-
pory. B koHue aBrycta 1871 roga AHTo-

KONbCKUIA NoKuHyn MetepBypr v, 3aexas
Mo Aopore Ha pPOAMWHY, B BunbHo, B oKTA-
6pe npunbbin B Pum.

Cnepytollein Bexoll B TBOPYeCKOM
3BOMOLMN AHTOKONBLCKOTO, AOCTaTOYHO
noKasaTeNbHOW ANA  WANOCTPaLUm
«yAa4IMBOCTMY® CKynbMTOpa, cTana cra-
TyA MNetpa |. 3ambicen ckynbnTypbl po-
Avncsa y Hero Bo BpeMs paboTbl Hag «Mo-
aHHoM [po3HbiM». OH nucan: «<MHe xoTe-
N0Cb ONULETBOPUTL ABE COBEpLUEHHO
MPOTMBOMONOXHbIE YepTbl PYCCKON MC-
Topun. MHe Kasanocb, YTO 3TW, CTONb
YyXKAble OAWH ApyroMmy, 06pasbl B UCTO-
pUV LOMOMHAT ApYr Apyra U coCTaBnA-
10T HEYTO LieNlbHoe.

Kak Bcerga, npuctynas K pabote,
AHTOKO/IbCKUI 3a0biBan 0 6onesHn u yc-
Tanoctn. Mexxay Tem ero puMcKas mac-
Tepckan Oblna He MHOMUM Jyylue netep-
6yprckoit. Huskwve, ManeHbK1e OKHa nouy-
TV He NponycKanun CBeT: U3-3a CbIpoCTU
CTeHbl MOKpbIBana njeceHb, a B yrnax
KoMHaTbl pocna TpaBsa. «bbiBaet Bpems,
Korga fi YyBCTBYWO cebs coBceM ycTas-
LWIMM 1 OTYMEBLUNM, MPUTOM e Y MeHA B
MacTepCKOI BO3AyX OTBPaTUTENbHBINY, =
nucan oH B oaHoM u3 nucem B.B.Ctaco-
By. Mocne okoHuaHwst pabotbl «[etp I»
6bin BrepBble BbicTaBneH B MockBe Ha
Bcepoccuiickoli nonuTexHU4ecKonm Bbl-
cTaBKe, 3aTeM otnpaswics B Metepbypr
B AKageMmio xyfoxects. BHOBb MHeHuA
KPUTWKW pasfenviuck, NpuyeM B OTIU-
ume ot «MoaHHa [po3sHoro» y «[letpa I»
ObiN0 KyAa MeHblue anonoretos. PeueH-
3€HTbI MOYTU B OAVH rONIOC NUCaNu O He-
yAaue CKyNbMTopa, 0 CO3A,aHNN «Tuna BO-
€HHOro NejiaHTa, MaHbAKa BOEHHOTO Je-
na». Cracos, 1 TOT 6Gbln pa3oyapoBaH.
«Mue pocapHoO BMAETb TOPXECTBO M pa-
AOCTb HerogAeB no ciyyato Heysadm AH-
TOKO/IbCKOrO», — Mucan OH B MNWCbMe
C.B.MezBeaeBoit 29 Honbps 1872 roga.
3aKasa Ha CTaTylo HM 0T KOro He NocTynu-
10, 1 OHa Ha onrne rofbl ocena Bo ABO-
pe nuTenHON MacTepcKon AKagemMum xy-
poxects. B Utanuio K aBTOpy OHa BepHY-
Nacb Tak CUbHO MUCMOPYEHHOW, 4To AH-
TOKO/IbCKOMY 3ax0Tefloch ee BbiGpocUTb
W HayaTb HOBYK. MHOTO BpeMeHu 1 cun
MpUWAOCh NOTPaTUTb Ha BOCCTaHOB/E-
Hue npou3seaeHus. B 1878 roay, yepes
NATb NeT nocne co3AaHusA, GPOH30BbIN
otnmB ctatym letpa | 6bin nokasaH Ha
BcemupHori BbictaBKe B [apuxe, rae oHa
nmena owenomnaowmMn ycnex. Mintepec
3apybexHol npeccbl npobyann BHUMa-

Hue K 3Toi1 pabote 1 B Poccun. Mo ykasy
npaBUTENbCTBA ObINIO PELLEHO YCTaHO-
BUTb cTatyto B [eteprote nepes asop-
uom Metpa | Monnnesup. VI Korga B
1883 rogy pabota Obina OTKpbITa ANA
0603penus, B.B.Ctacos nucan: «A gaBHo
ee He BUJan v CMOTPeN Ha Hee KaK Ha Ho-
BoCTb... Cnepean v c3aam (0co6a1Bo Ha
HEKOTOPOM PaccTOAHUW) — BennKone-
nue!! Cuna, MOrywLecTBO, NOPbIB, XU3HU
HensmepuMas myuumHa. 1 gonro-gonro u
ryboko Bocxumwancs». Ctonb e my6o-
KO CKynbnTypa Bocxutuna u All.YexoBsa,
KOTOpbIA CTan MHULMATOPOM YCTaHOBKM
ee B TaraHpore B cBA3u ¢ 200-neTnem ro-
poaa, ocHoBaHHoro Metpom. Kpome Tara-
Hpora u lNeTeprota, 6poH30BbIe OTAWBbI
MoHyMeHTa [eTpy 6bin ycTaHOB/EHbI B
ApxaHrenbcke (1911) n B Metepbypre -
Ha CamcoHueBckoM npocnekte (1909; ¢
1938 roga Haxogutes B 'TT), nepep Ka-
3apmammn  [lpeobpaxeHcKoro mnonka
(1910), B Metpokpenoctn (1903). U3
BCEeX NepeymncieHHbIX NaMATHUKOB AHTO-
KONbCKUIA CMOT YBUAETb INLLb NneTeprog-
CKWI BapuaHT.

Cemupgecatble rogbl - cBoeobpas-
HbIll pybex B TBOpuecTBe Mapka AHTO-
konbckoro. Co3paB o6pasbl MoaHHa
lpo3Horo v Metpa |, ckynbnTop M306pa-
31N Kak Bbl TEMHYIO 1 CBET/YO CTOPOHI
pyccKoii feiictBuTensHocTu. Yenex «Mo-
aHHa» 1 Heycniex «[eTpa», obLee cocTo-
AHVe [en 1 34,0pOBbA 3acTaBUV ero 3a-
AyMaTbCs He TONbKO O Poin 3TWX ABYX
nepcoHaxel B ncropun Poccum, Ho 1 o
Kpaeyro/ibHbIX MOHATUAX YeN0Be4ecKo-
ro GbITUA, TaKKX, Kak J06Po U 3110, CMbIC-
Jle CyLLecTBOBaHMA UCKYCCTBA, PON Xy-
J0XHVIKa B MUpe NoAel.

«bonblue no6AT "VBaHa", yem "Met-
pa", Tak Kak [etp - 370 naean, otcyTcTBy-
oW B xm3un..». U panee: «..Pycb yero-
TO XaXAET, W, YTOObI YTONUTB Xaxay, ro-
Taet cBou cnesbl... Pycb nobut MBaHa
lpo3Horo, a A HeT: A N6 TONbKO TeX,
KTO Gbl/1 My4eHUKOM 3a CBeT/Ible UAew, 3a
nto6oBb K YenoBeyecTsy..». «<Bot noyemy
nocne "Merpa" n "MsaHa" s ctan Bocne-
BaTb He CUIy, He 37100y, He pa3pyLueHue, a
CTpajaHvs yenosevyectBa. B 3tom - A
GonbHOe ANTS CBOETO BpEeMeHW.

AHTOKONbCKUIA, YenoBeK HeaypAaa-
Horo o6LLecTBEHHOO TeMMepamMeHTa, noj,
B/IVSHWEM  KM3HEHHbIX 06CTOATENbCTB
cTaHoBuncA ¢unocooM 1 nponoses:
HWKOM MyYeHW4YecTBa v HempoTUBIEHYe-
ctBa. «C OAHONM CTOPOHbI HEBPACTEHMSA,

cess. Its popularity abroad stimulated
its appreciation in Russia. By the order
of the Russian government, the statue
of Peter | was erected at Peterhoff in
front of the Monplaisir Palace in 1883.
Stasov admired it for its expression
and live force. Anton Chekhov initiated
its erection in Taganrog to mark the
200th anniversary of the fown founded
by Peter the Great. Bronze versions
appeared in Arkhangelsk in 1911, and
in St.-Petersburg in 1909 (from 1938
the statue has been in the collection of
the Tretyakov Gallery), in front of the
barracks of Preobrazhensky Regiment
in 1910. Before his death Antokolsky
only saw the one at Peterhoff.

With the images of Ivan the Terri-
ble and Peter | Anfokolsky managed to
embody the dark and the light sides of
Russian history and of human nature as
well. This led him to another path: "Rus
loves Ivan the Terrible, but | don't. I love
only those who suffer for their ideals, for
love of humanity... That is why after
Peter and Ivan | do not glorify strength,
anger, destruction; | glorify the suffer-
ings of mankind. In that | am a sick child
of my fime."

Antokolsky, a man of outstanding
social femperament, under the pressure
of circumstances became a philosopher
and an advocate of the ideas of martyr-
dom and non-resistance.

"On the one hand, neurasthenia,
decadence, and on the other hand, the
stock exchange, rough materialism, and
in the middle - so-called progress. This
progress created materialism, and
materialism killed the ideals. As for
myself, | realize that I'm weak-willed, but
I've done everything | could to become
an independent artist and to work -
first of all - for my own self; the situa-
tion might be better in a while."

Antokolsky's desire to be isolated
from everything and everybody; to real-
ize to what extent his work was infer-
esting not only for his compatriots but
for the whole world, and finally, his incli-
nation to move away from national sub-
jects, was negatively regarded by his
friend Stasov, who wrote in one of his
articles that Antokolsky had stepped
onto a new path - neither Russian, nor
Jewish, but alien to himself, to his
nature and talent. The renowned art
critic ascribed these metamorphoses to
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the "European impact”.

Antokolsky became more and
more involved in the problems of human-
ity - he created impressive "cosmopoli-
fan" (as Stasov put it) images of Christ,
Spinoza, Socrates and other "friends of
mankind". Like many of his contempo-
raries, Antokolsky regarded the very
process of creative activity and artists as
embodiments of moral principles: "We,
artists, are mediators between Man and
God, we make people cry and touch their
souls, we make them happy, and stimu-
late and awake the good in them."

Antokolsky himself was far from
being ascetic. It is worth mentioning
that he did not experience the impact of
Leo Tolstoy, though many of his contem-
poraries did. Antokolsky regarded Tol-
stoy's philosophy critically. He stated:
"Somebody sent me a book - a kind of a
catechism of the world's brotherhood.
253 questions and answers... This is a
kind of decadence, this is catechism, the
world’s monastery with nuns, only this is
some ideal materialism, making fire and
water equal, this is life without poetry,
this is an embalmed mummy... | want to
live a full life. | want laughter, joy, | want
the sky, the sun, and flowers, | want
everybody be happy, healthy and true...
Oh, my God, how foolish | am to wish all
these, nobody wants me to."

Antokolsky managed to combine
creative and social activity. Having
moved from Rome to Paris in 1877 the
sculptor was involved in the charitable
activity of the "Artistic Society". He assist-
ed Russian artfists who came fo Paris,
busy finding studios for them, selling
their pictures, and - if he could - lending
them money. In spite of all this, some
compatriots were still sceptical of him.

At the end of his life Antokolsky
was faced with merciless reality. In
1901 - a year before his death - he had
to sell his collection of antiques, and
even some of his own works.

Antokolsky lived 59 years - not a
very long life, and one with its definite
ups and downs, its failures and tri-
umphs, attacks from the unfriendly and
support from his close friends. He lived
abroad but he worked for Russia, and he
dreamt to come back. His dream came
true only after his death.

Lubov Golovina

JeKaJeHTCTBO, C Apyroil - Bupxa u rpy-
ObIl1 MaTepranunam, a B cepeamHe TaK Ha-
3bIBaeMblil nporpecc. porpecc co3aan
MaTepuanusM, Matepuanusm youn vaea-
nbl. Y70 e KacaeTcA MeHs, TO A CO3Halo,
YTO A B XM3HM cnaboxapaKTepeH, HO A
cAienarn BCe, 4To MO, YTobbl CTaTh He3aBW-
CVIMbIM XYLOXHWUKOM 1 paboTaTb npexae
Bcero A camoro cebs, a TaM MoXeT
ObITb €O BpeMeHeM BpeMs CTaHeT Jyy-
we» (aBTOpcKas opdorpadus).
CtpemneHne AHTOKONbCKOTO 060-
cobuTbCA OT BCEro M OTO BCEX, MOAYMaTb
0 TOM, B KaKol Mepe ero paboTbl MHTe-
pecHbl He TOJIbKO COOTEYECTBEHHUKaM,
HO 1 BCEMY MUPY, HAaKOHEL, XenaHue oT-
pelwnTbCA OT HALMOHAJbHBIX CHOXKETOB
BCTPeYanu aKTUBHOe COMpOTUBIEHWE
apyra B.B.CtacoBa. B «BectHuke EBpo-
MbI» OH Bblpa)an coxaneHne Mo noBogy
TOro, YTO AHTOKONILCKNI BCTyNaeT Ha Ho-
BYlO, «He MO-NpexHeMy CBOe0BpasHyto
[10pory, He pYCCKYH0 1 He eBPEeICKYIo, a Ha
KaKylo-TO YyXKaylo eMy camoMy, ero Harty-
pe, v TanaHTy». MoaobHble MeTaMopdo3bl
KPUTWK NpUN1CbIBan «obLieeBponencKo-
My BIMSAHUIO». AHTOKONBbCKMIA OTCTanBan
cBoe npaBo Ha cBoboay Bbibopa croxe-
ToB. OH nucan: «Bam 13BecTHO, YTO A UH-
AVIBUAYannUCT W CTPacTHbIN MOKNOHHUK
VHAVBUAYaNbHbIX JINYHOCTEN, KoTopble
He NAyT Mo yBIeYeHNIo TOAMbI, @ UAYT ca-
MOCTOATENbHO TyAa, KyAa ACHOe CO3Ha-
HWe BfieYeT MX.. YacTo oHM cTaHOBATCA
My4YeHMKaMu, KepTBoi GespaccyaHoi
TONMbI, HO B KOHLIE KOHLIOB UX JiyX, naen
BOCTOPXeCTBYIOT». 3TO KenaHue peluatb
B CBOeM TBOpYecTBe ofLLeyenoBeyeckme
3afaun npuBeno AHTOKOMLCKOMO K CO-
34aHVI0 «KOCMOMONNTUYECKUX» (onpeje-
nenue Cracosa) obpa3os Xpucra, CnuHo-
3bl, Cokparta 1 apyrvx «apysein Yenoseye-
ctea». Ha ynpeku CracoBa cKynbnTop oT-
BETWJI, YTO TOT «CTAHOBUTCA AeCrnoTU4eH
B cBOMX TpeboBaHusAx». MogobHo MHo-
rVIM CBOVMM COBPEMEHHVKaM, OH paccmar-
puBan XyAoXecTBeHHOe TBOPYECTBO, Xy-
JOXHVKOB Kak HocuTeneil HpaBCTBEH-
HbIX MPUHLMMNOB: «..Mbl, XyAOXKHWKK, —
TonKoBaTenu Mexay borom 1 yenosekom,
Mbl 3aCTaBNAEM JIOAeN YyMUNATLCA, nna-
KaTb 1 pafoBaTbCs, Mbl e OyAUM B HUX
nydwee YyBCTBO, YyBCTBO Aobpa». lpu
3TOM HpaBCTBeHHble MPUHLMNbLI AHTO-
KO/bCKOTO BblIN AaneKn 0T aCKETUYHOTO
NnoABWXHMYecTBa. MHTepecHo, 4To OH
OAVH M3 HEMHOTUX XYAOXHWUKOB BTOPOA
nonoBuHbl XIX BeKka He noagancsa BAvs-

Huto inyHocTyn J1.H.ToncToro n paxe cmor
KPUTUYECKM OCMbICINTb €ro OTAE/bHbIe
paboTbl. M3BeCcTHO MHeHvie AHTOKOMb-
cKoro no nosogy ¢unocotckmx B3mA-
nos Tonctoro. «Kakoi-To 6naropetenb
npucnan MHe KHYDKKY BpOJe Katexusuca
BceMupHoro GpartctBa. 253 Bonpoca u
oTBeTa... 370 B CBOEM pofe AeKaJeHTCTBO,
3TO KaTexmsuc, BCEMVPHBINA MOHaCTbIpb C
MOHaLUEHKaMW, TOIbKO 3TO KaKoW-To nfe-
anbHbIA  MaTepuanusM, paBHALWMN
OTOHb 1 BOAY, 3T0 *M3Hb 63 No33uK, 370
Ganb3amupoBaHHas MyMuA.. A xouy
XUTb MOJTHOW XM3HbI0. X0o4y X0X0Ta, Be-
cenbsA, Xouy Heba, CoNMHLIA 1 LIBETOB, X0uYy,
4To6b! BCe ObINM 340POBbI, CHACTANBBI U
npaBAuBbl... Ax, 6oxe MoWi, Kak A ryn,
Maso /K, YTO A X0y, AA HUKTO MeHA He
Xoyer».

TBopuecKkas feATeNbHOCTb coveTa-
nacb y AHTOKONbCKOTO C 06LLeCcTBEHHON.
MNepeexas B 1877 rogy B Mapwx u3 Pu-
Ma, CKYNbMNTOp MOMEHTaJIbHO OKa3arcA
BOB/NEYeH B 6naroTBOpUTENbHYO Aes-
TeNbHOCTb CO3[AHHOTO TaM  «XyAOXecT-
BeHHoro obLecTBa». B Mapwxke oH Bes-
YecKM romoras NpuesasLunM Tyaa pyc-
CKMM XyAOKHUKAM, HaX0ANA ANA HUX Ma-
CTepCKue, JoroBapusanca 0 npojaxe
KapTVH W, eCIN MOT, CCyXan AeHbraMmu.
[pu 3TOM OTHOLLIEHME K HEMY MHOT WX CO-
0TeYeCTBEHHWUKOB MNPOAOMKAN0 ocTa-
BaTbCA CKenTu4yeckuM. [lokasaTenbHa
MCTOPMA C NepcoHanbHOWM BbICTaBKOM
AHTOKONIbCKOTO B €ro MapwCKow Mac-
Tepckoii B 1891 rogy. OH nocnan B Pyc-
cKumit kny6 B Mapwxe 20 npurnacutens-
HbIX GunetoB. M Korga ux npeanoxunu
uneHam Knyba, To Te cnpalvBany ¢ cap-
kasmom: «flapom?» [lpyrne otBevanu:
«lapom». - «MHOro nuM MOXHO nony-
4ynTb?» — «CKONBKO YrofHO.

B KOHLe W13HW C HMM NPOM30LLNIO
TO, yero oH Bceraa 6osnca. B 1901 ro-
4y, 32 FOA A0 CMEPTU, OH BbIHYXAeH Obin
pacnpojatb Ha aykuumoHe B [Mapuxe
BCIO CBOI KOMIEKUMIO aHTUKBapHbIX
BelLel M HeKoTopble COBCTBEHHbIE Npo-
n3BefeHus.

Mapk AHTOKONBCKMIA Npoxmn 59 ner,
n3Befan B3neTbl U NafeHUA, Heyaauu u
TpuyMdbl, HanagKku Hegobpoxenatenei
¥ NOAAEPXKKY Apy3eit. XuBs Ha uyxbu-
He, oH paboTan ana Poccuw, He NpuHAB
HW OAHOrO 3arpaHW4yHOro 3akasa, u
meyTan BepHyTbeA. Ero xenaHue nenon-
HUNOCb NNLLb MOC/e CMEpTU.

JTobosb lonosuHa
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Aumuxeapnutii 6usnec 6 Poccuu:

onbIT AyKuuonnoro /loma «I'ejoc»
The Antique Art Market in Russia

According to Gelos

OCCUNCKUI aHTUK-

. (e
BapHbIll  PbIHOK, ,{%’ - , (o ; '.\13;'_

KOPHM KOTOpPOTO
YXOAAT B 3MOXy J0-
pesontoumoHHom Poc-

CUM, Hayan BO3POXKAATbCA f;‘:‘?f?‘;"ﬂ- J

He TaK jaBHo. BceMm un3Bec- -

TEeH HalyMeBLWMWA ayKUMOH =

PYCCKOro WMCKycCTBa, NpoBe- b

AEHHbI GpuTaHcKon hupmoi

«Sotheby's» B Mockse B 1988 ro-

ay. Mocne 3toro cobbiTnA yBenu-

4MN0Cb YUCNIO POCCUINCKUX Npea-

npuATUIA, 3a8BMBLIKNX O cebe B 06-

nacTu TOProBAM aHTUKBapuaToM.

K 1993 rogy B MockBe HacuuTbiBa-

nocb NATb AyKUMOHHbLIX AOMOB W He-

CYEeTHOE KONMYECTBO aHTUKBapHbIX

canoHoB u ranepeii. B cBoGogHyto

NpoAaXy NOCTYNUAN NPOU3BELEHUSA UC-

KyccTBa, AONroe BpeMs YyKpalwasliue

KBapTVpbl NapTpabOTHUKOB MAM MNbIAUB-

WK1ecH Ha YepAakax HacNeAHWKOB WHTeN -

reHumu spemeH Poccuiickon nmnepun.

B 1988 rogy no npuHUMMY 3HaMeHUTbIX

BpuTaHckux gomos «Sotheby's» u «Christie's»

Obin 06pa3zoBaH AyKLMOHHLI AoM «[eocy.

Bnpouem, macwwTabbl geatenbHocty «feno-

ca» HeCKO/bKO UHble. XOTA pyKOBOACT-

BO (MpMbI CTapaeTca BO BCEM Clefo-

BaTb OMbITY 3aMafHbIX KOJEr, cnewuy-

(vKa pyccKoro pbiHKa NpeaMeToB Uc-

KyccTBa M 06Las 3KOHOMMYecKas

KOHBIOHKTYpa He Mo3BONAIT UMETb

nozfo6HbIA 060pOT U MonyyaTb «es-

poneickyto» npubbinb. K npumepy,
ecnn Ha Toprax «Sotheby's» Kaxapiii
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ot long ago the antique

market has shown

some signs of revival,

following the ftradi-

tions that existed in
pre-revolutionary Russia. The
high-profile Russian art auction

held by Sotheby's in Moscow in
1988 encouraged the start of new
Russian businesses involved in trad-
ing works of art. By 1993 the number
of auction houses in Moscow had

reached as many as five, to say nothing
of numerous antique shops and galleries.
Works of art, which had long been either the
decoration of the Communist party high-
ranking officials’ apartments, or rubbish
lying idle in dusty attics as the cast-off legacy
of the Russian Empire, were brought to light and
put on sale.

The Russian auction house Gelos was
founded in 1988, modelled on the famous Bri-
tish houses of Sotheby’s and Christie’s, although
the scale on which Gelos has been doing business
is different, of course. For, as much as it tries fo fol-
low in the steps of their Western counterparts,
the specific features of the Russian art mar-
ket, as well as the general economical envi-
ronment, has not allowed us to match
Sotheby’s or Christie’s turnovers, or to
make profits comparable fo those of
the European houses. For instance,
while Sotheby’s auction around three

thousand different works of art daily,
Gelos can expect to auction the
same number of lofs during a
month.

The range of prices is also dis-
couragingly different. Thus, in Novem-
ber 2003 Sotheby's auctioned Ivan
Aivazovsky's "Sunset over the Golden
Horn" (1866, oil on canvas, 120 by
160cm) for around $1 million, Vasily
Polenov’'s "Landscape with Well and
Cypress Trees" (1896, oil on canvas,
132 by 82.5 cm) for $580,000, and
Pyotr Konchalovsky's "Bathing at Mid-
day" (1923, oil on canvas, 69 by 90 cm)
for about $380,000. A month later, in
December 2003, Gelos also sold an
Aivazovsky - "Sailors Coming Home"
(the 1880s, oil on canvas, 33.8 by 42.5
cm) for $105,000.

Similarly, Alexei Savrasov's
"Spring" (the 1880s, ail on canvas, 90
by 68.5cm), a painting worthy of display
in a museum and with very good docu-
mentation from the Igor Grabar
Restoration Research Centre in
Moscow, was bought at Gelos for
$190,000. Ivan Kramskoy's "Portrait of
a Girl with a Blue Ribbon" (the 1870s,
oil on canvas, 55 by 47cm) went for
$19,000, "Boulevard Montmartre”, a
study by Konstantin Korovin (1901, oil
on carton, 10.7 by 16.5 cm, with docu-
mentation from the Tretyakov Gallery) -
for $6,500.

The discrepancy in
both prices and volumes
of sale between the Russ-
ian and European auction
houses could only be
accounted for by art col-
lecting being a new - or -
rather well-forgotten - ;
fashion in modern Russia,
as well as by the compara-
tively small number of for-
eign buyers in the market,
who are evidently discour-
aged by the unfriendly
rules and terms for export-
ing works of art which
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dapdop Porcelain

Poccus, Russia

3aBog Monosa Popov porcelain

1811-1850 and china works
1811-1850
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HensBecTHbIV XyA0KHUK
MyxcKoit noptpet
HwpepnaHabl,

Hauano XVII B.

[lepeBo, macno. 43x27

Anonymous

Male Portrait
Netherlands

Early 17th century

Oil on wood. 43 by 27cm

Heun3BecTHbIN XyA0KHMK
HeHckuii noptpet
Hwuaepnanabl,

Havano XVII B.

[lepeso, macno. 35x25,3

Anonymous
Female Portrait
Netherlands

Early 17th century
Oil on wood

35 by 25.3 cm
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JeHb BbICTaBNAETCA Ha ayKUMOH OKOJO
Tpex TbiCAY Pa3NNYHbIX NPESMETOB aH-
TMKBapwarta, B «[enoce» NnpuMepHoO TaKkoe
KOJINYeCTBO JIOTOB YXOAMNT B TeYEHUE Me-
cAua.

Pa3HbIM npeactaBnseTca v guana-
30H LieH. Ha pycckux Toprax «Sotheby's»
B HoAbpe 2003 ropa 3a kapTuHy N.KAir-
Ba3oBcKoro «[leii3ax Hag 3onotbiM Po-
rom» (1866, x. M., 120x160) 6611 npeano-
*eH 1 MAH. gonn., «[et3ax ¢ Konoguem n
kunapucamu» (1896, x.m, 132x82,5)
B.A.MoneHoBa ywen 3a 580 Tbic. gonn, a
«Kynanue B nongeHb» (1923, x. M., 69x90)
M.M.KoHuyanosckoro - 3a 380 Tbic. gonn.
B «lenoce» ABa3oBcKui BbicTaBnANCA B
nocneaHuii pa3 B gekabpe 2003 roga, u
ero «BcTpeya Ha MopckoM Gepery» (X. M.,
33,8x42,5) 6bina oueHeHa Bcero B
105 Tbic. gonn. Pabota My3eliHoro ypoBHA
AK.CaBpacoBa «BecHa» (1880-e, x.mM,
90x68,5, akcneptnsa BXHPL, um. N.3.1pa-
6aps) 6bina npopaHa B «[enoce» 3a
190 Tbic. gonn., «[MopTpeT AeBYLIKHM C ro-
ny6oin newnton» (1870-e, x.M, 55x47)
WN.H.Kpamckoro - 3a 19 Tbic. gonn., atiog
K.A.KopoBuHa «bynbBap MoHmapTp»

(1901, k.m, 10,7x16,5, 3kcneptusa
['Tr) - 3a 6,5 TbiC. gonn.

Cronb cyuiecTBeHHyl0 pasHuuy B
LeHax U obbemax nmpojax no cpaBHe-
HUWIO C 3anafHblMU ayKLIMOHAMN MOXHO
00bACHUTL MWL HEAABHO BO3POAWB-
WencA TpaavuMen KonneKLMOHMpOBa-
Hus B Poccuu n oTeyTeTBMeM Bonbluoro
KONIMYecTBa MHOCTPaHHbIX NOKynaTtenen,
006ecKypaXeHHbIX HEeBbIFOAHBIMUA YC/I0-
BMAMK BblBO3a MpeAMeTOB WCKYCCTBa.
CBoto ponb cbirpana 1 AaBHOCTb 3anag-
HON TPaAMUMM aHTMKBapHoOro GusHeca,
OTNIaXeHHble MexaHU3Mbl CObITa, MUpPO-
Bas M3BECTHOCTb AOMOB «Sotheby's» n
«Christie's».

Mo MHeHuio cneunanncTos, B no-
cllefiHee BpPeMA LieHbl Ha NpeaMeTbl Uc-
KyccTBa pacTyT B cpeaHeM Ha 30% B rop,
1 GopMUpYyOTCA Ha NTOHAOHCKMX ayKLu-
oHax. AyKumoHHaa dopma npojaxw no-
BCEMEeCTHO NpVMEeHAETCA U LWMPOKO pac-
npocTtpaHeHa 3a pybexom. CornacHo 3a-
napHoesponelicko Tabenn o paHrax,
ayKLMOHHBI JOM — 3TO BepLUMHA aHTUK-
BapHOW TOProBn.

Ha poccuitckom pbiHKe cutyauums
MHasA, aHTWKBapMaT 34ecb NPoOAAloT He-
CKOJIbKO AECATKOB CaliOHOB W ranepen,
rAe LeHbl Ha NPOV3BeAEHUA NCKYCCTBA
(opMUpylOTCA Ha YPOBHE NINYHBIX CBA-
3eit. OgHaKo, OpueHTHpyACh Ha Bo3pac-
TaloLLyl0 MOMyNAPHOCTb ayKLMOHOB, WX
CTa/in NPOBOAUTL MOCKOBCKMWeE W NuTep-
ckue ¢upmbl (Hanpumep, «Kpokyc Cu-
Tn», «AHTukBapuat Ha Coduickon»).
MexaHn3M ayKuMOHa KpamHe CIIOXeH:
OH paboTaert, Kak Gupia, onpeaenss ue-
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Hbl Ha OnvKanwmii nepuoa. imexHo Ta-
Kaa ¢opma TOpProBAM NO3BONSAET Bbl-
ABUTb peanbHylo cToMMocTb ToBapa. Ka-
Ko Bbl MpeMeT HU Nonan B OLLEHOYHYH
KOMUCCHUIO, ANA HEero ecTb CTPYKTypa U
topma peanusaumm, ¢ NomMoLLbO KOTO-
po Kaxpaas Bellb HaxoAMT CBOEro rno-
Kynatens.

B «[enoce», eANHCTBEHHOM JeNCT-
BYIOLLEM Ha AaHHbIN MOMeHT B Poccuu
ayKUMOHHOM AoMe, OblBalOT ayKLMOHbI
Hejenu, MecsLa, Ce30Ha U KONeKLMOH-
Hble, OT/IMYAlOLWMECH MO KayecTBEHHOM
1 ueHoBoW rpagaumu. Camble 6onblive
aYKLMOHbI — KONMEKLUNOHHbIE, OHU YCT-
pavBatoTcA ABa pasa B rof, 06bI4HO Bec-
HOWM 1 oceHbto. Ha 3T Topru nogbupa-
0TCA NlydLlMe Belmn KOMTEeKUMOHHOIo U
My3einHoro 3HaueHus. OHM COMpOBOX-
AaloTca cneumanbHbIMU MANOCTPUPO-
BaHHbIMW KaTanoramu, Kotopble onpe-
AeNAT KOTUPOBKM NpeaMeToB Ha poc-
CMINCKOM apT-pbliHKe.

AyKUMOHbI MecALa MMeKT CBOH
TeMaTMYeCKylo HanpaB/ieHHOCTb, Ha-
npumep: B MapTe - nepBOanpenbCcKui,
rae BbICTaBAAKTCA NPeAMETbl «C U310-
MWUHKOW»; B anpene - nacxajibHbli; B
Mae - ayKLUMOH MBOMUCK U HyMU3Ma-
KM U T. 4. Camoin gocTynHoOM u femo-
KpaTuuHoii ¢opMoin ABRAKOTCA Aunep-
CKMe ayKLMOHbI, KOTOpble NPOBOAATCA
exeHegenbHo. Ha Hux BbicTaBnatoTcA
OTHOCUTENbHO HeAoporve BeLiW, U3ro-
ToBneHHble B XIX-XX BB. 3To npeaMeThbl
ObiTa, NtOBOMNbITHbIE AHTUKBApHbLIE Be-

WMLbI, CPeAN KOTOPbIX YacTo nonaga-
I0TCA W AeNCTBUTENBHO LieHHble pesikne
npov3BefeHNsA UCKYCCTBA, NpeaMeT WH-
Tepeca KonnekunoHepos. CBoeo6pasue
CXeMbl TOProB 3aK/0YaeTcs B TOM, 4TO
3HauMTeNbHYI0 YacTb NMpeAMeTOB Mpea-
CTaBnAT W O0OblYHbIE KOMUTEHTHI
(caaTumKw), v Avnepbl - BNaAenbLbl aH-
TUKBapHbIX MarasvHoB, ranepen, npo-
(eccroHanbHble nocpeaHNKW. 310 AaeT
BO3MOXHOCTb pa3HoobpasnTb Kpyr
NpeAMETOB Ha ayKUWMOHe, paclumpuTb
nx reorpacuio.
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1 Py6nb 1914 1.
«Ha 200-netne

MOPCKOI0 CpaxeHus
npu Mbice faHrym™
Cepe6po, 19,98 rp.
CoctosiHne PROOF

One-ruble coin. Russia.
1914. "To mark

the 200th anniversary
of the battle at Ganga
Udd". PROOF
Silver,19.98 grams.

5 Py6nein 1888 r.
3onoro, 6,46 rp.
CoctosiHne PROOF

Five-ruble coin
Russia. 1888
PROOF

Gold, 6.46 grams.

exist in Russia. And last but not least,
the European antique art market, unlike
the Russian one, can boast of long-
established fraditions and mechanisms
of work with their clients, as well as with
hallmark names such as Sotheby's and
Christie’s.

According to auction reviewers,
the prices for Russian works of art have
been growing at an average rate of
30% a year recently, and London’s auc-
tions seem to have been mainly respon-
sible for such pre-conditioning. Auc-
tions as a form of sale and purchase are
widely used and common outside Rus-
sia. In the hierarchy of antique market
institutions, the auction house occupies
the top position.

The Russian auction market pres-
ents a somewhat different picture.
Here, a few dozen art salons and gal-
leries deal with the selling and buying
of art, with prices established depend-
ing on personal seller-buyer relations.
Meantime, the growing popularity of all
kind of auctions has encouraged some
Moscow and St Petersburg companies,
like Antikvariat na Sofiyskoy or Krokus
City, to start auctions. The mechanism
of an auction is extremely complicated:
it functions like an exchange business,
being the only form of trading that
allows the discovery of the real cost of
the commodity, in this case the work of
art, and helps to set prices for the near
future. No matter what kind of antique
object it might be, it becomes subject to
the scrutiny of the evaluation commit-
tee, who define the structure and form
of its auctioning.

Gelos is the only Russian auction
house at present that holds auctions
weekly, monthly, by seasons as well as
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on some special occasions meant for
art collectors. All of them differ in the
quality of the lots and the prices. The
art collectors’ auction is the major
event. They occur twice a year, usually
in spring and autumn. At these auctions
one can see the best art objects, worthy
of any prestigious collection or museum
exhibition. The clients are provided with
well-illustrated catalogues which are
indicative of the price rates in the Russ-
ian art market.

Monthly auctions are usually topi-
cal. Thus, an auction in March for exam-
ple, should present lots with a zest
meant possibly as a gift for April Fool's
Day. An auction in April has, as a rule,
an Easter pretext; in May, an auction of
paintings and coins, and so on. The
most democratic kind of auction is a
weekly, or dealer’s, one. They auction
comparatively cheap works of art of the

MonoyHunk “Poppies” creamer
1 caxapHuua and sugar bowl

Y ET Silver plated with
Cepebpo, gold. Russia,
30/104€eHNe Klingert works
Poccusn, MockBa, 1908-1916
tabpvka lKnuHrepra

1908-1916

19th-20th centuries. They are usually
everyday life objects or curiosities,
among which there may be a really valu-
able rarity, a find for the collector. What
distinguishes these auctions from oth-
ers is the concurrent participation of
the owners who auction their antiques
alongside professional art dealers, own-
ers of antique shops and galleries, and
brokers. Such a scheme enables the
auctioneers to diversify both the char-
acter of lots and their provenance.
Recently, the antique art market in
Russia has felt an influx of interest from
abroad which has opened up new
chances for the growth of the market. It

came as a result of a decision to levy
high import customs duties on antique
works of art from January 2004. Experi-
enced art dealers, good at sensing what
kind of antiques will be in demand in
Moscow, should provide them for their
foreign clients. True, the process is still
hindered by the existing embargo on
taking antfique arts out of Russia; this,
consequently, prevents the trade
turnover from growing. As soon as the
customs barriers fall, analysts think, the
situation will be balanced: some works
of art should go abroad while others,
numerically matching the former, should
come to be auctioned in Russia.

Any fears of depletion of the
antique art market sound preposterous.
A market always has its own facilities
for development, and the repletion of
the market does not occur solely as a
result of interventions from outside, but
also due to its own ability to revolve,
when, from fime fo time, an auction sale

sees works which have changed hands
more than once; every work of art will
not belong to any one owner for more
than a certain period. This accounts for
a kind of circulation process of
anfiques which, in turn, leads to some
renovation of a part of the art market.
Initially, an antfique object finds
itself on the market, as a rule, due fo the
financial difficulties of its owner. As for
art collectors, the following situation is

typical: one work of art from a collection

is sacrificed for the sake of purchasing
others. As for art dealers, they are usual-
ly motivated by a more profitable short-
term investment. In confrast, industrial-
ists see the purchase of antfiques as good
long-term investments, which mainly
involves buying paintings.

A painting from the brush of a cer-
tain "good" Soviet artist might, for
instance, embellish the décor of a pri-
vate apartment or garnish the inferior
and the prestige of a corporate collec-
tion before it brings some profit fo its
owners. Investment in antique and con-
temporary art is known to have yielded
lately an average annual return of no
less than 25%. According to 2002-
2003 figures provided by Gelos, invest-
ment in antique art yielded 140-145%
for the period with the average wait for

AM.UMXAHULKNI
MocT oKpy*HoI
XenesHoii joporn
1966

KapToH, macno. 52x72

Alexander
IMKHANITSKY

Bridge of the Belt Rail-
way Line. 1966

Oil on carfon

52 by 72 cm

<« AK.CABPACOB
BecHa

Xoncrt, Macno
90x68,5

< Alexei SAVRASOV
Spring. 1880s
Oil on canvas
90 by 68.5 cm

K.E.MAKOBCKUI
MouenyiHbin 06pAA
(ABTOpCKOE
noBsTOpeHue)

Konen, XIX -
Havano XX B.

Xoncrt, Macno
144%214,5

Konstantin
MAKOVSKY Ceremoni-
al of Kissing (author’s
copy)

Late19th -

early 20th century
Oil on canvas

144 by 214 cm
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B nocneaHee Bpema oTKpbinach
HOBasA MepcreKTUBa MOMONHEHUA PbiH-
Ka aHTukBapuata B Poccum 3a cuer
BHELUHUX BAMBaHUIA. 3TO CBA3aHO C OT-
meHo B AHBape 2004 ropa BbICOKOrO
Hanora Ha BBO3 MpPeAMETOB CTapuHbl.
Ounepbl, 06nagatowme yyTbeM Ha gedu-
LMTHbIE aHTUKBapHble Belyy, obecneyar
NPUTOK MpeAMeToB, MONb3YLWMNXCA
cnpocom B Mockse. [Toka 3TOT npouecc
TOPMO3AT 3anpeTbl Ha BbIBO3 aHTWKBA-
puarta, NpenaTCTBYWOLWME TOProBOMYy
o6opoty. Cneunanuctbl nonarator, 4To,
KaK ToJIbKO HanoroBble 6apbepbl NagyT,
CUTyaUMA ypaBHOBECUTCA, YacTb Mpea-
MeToB yiaeT Ha 3anaj, HO Takaa e
yacTb obpeTeT pbIHOK cbbiTa B Poccum.

[oBOpUTE 06 MCTOLEHUM PbIHKA
aHTUKBapwaTa, Ha Hall B3MAL, CerofHa
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the purchase of seven to eight months.

The 2002 deregulation of licens-
ing for the antique business brought a
growing number of looser, less-experi-
enced art dealers. Moreover, some art
research institutions have taken to

authorizing documentation on works of
art. So, making them "legal" has
become easier than finding really
authentic works. Gelos is very scrupu-
lous in such matters. Nevertheless,
their auctions always include a special
category of lots offered with prior noti-
fication that a final appraisal has not
yet been made.

Today, the Gelos Auction House is
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a full-service business involved in the
provision of documentation, auctioning
and compiling private collections,
antique trade apprenticeship and inter-
net auction inter-conferences. Its inter-
ests are extremely diversified: paintings
of the 16th-early 20th centuries, mod-
ern art, icons, coins, jewellery, medals,
philately, antiquarian books, decorative
arts, anfique furniture and rare wines.
Gelos has assembled under one roof
experts from very different walks of life,
including art historians from Moscow
University, antique art dealers and
appraisers - all top professionals in
their areas. All these factors, taken alto-
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K.C.MAJIEBMM
AsTonoptper
Hauano 1930-x
Xoncrt, Macno
55x45

Kazimir MALEVICH
Self-portrait
Beginning

of the 1930-s

0Oil on canvas

55 by 45 cm

npexnespemMeHHo. Bcerga ecTb HoBble
BO3MOXHOCTM A pa3BuTus. Hacbiue-
HUe pbiHKA MPOUCXOAMUT He TONbKO 3a
CYeT BHELLHWX BAIMBaHWUIA, HO U BCeACT-
BUe BHyTpeHHero o6HoBneHWs. Bpems
OT BpeMeHW Ha Toprax MoABAALTCA
npeAMeTbl, KOTOpble MHOFOKPaTHO cMe-
HANW BRajenbLa. Y Kaxaon Bewm cBom
nepuvos OGbITOBaHWA B OLHUX pyKax.
C3TUM cBA3aH onpefeneHHbli «Kpyro-
BOPOT» NpPeMEeTOB CTapyHbI, 33 CYET KO-
TOPOro MPOMCXOAUT YacTUYHOe 0OHOB-
NleHNe apT-pblHKa.

Kak npaBuno, nepBoHavanbHO
npeAMeT nonajaeT Ha pbIHOK BCNeAcT-
BMe (BMHAHCOBbLIX 3aTPyAHEHWUN KOMU-
TeHTa. B cnyyae ¢ KonnekumoHepamu
3TO HOPMabHbIA NPOLECC: MOXHO MO~
)KepTBOBaTb OAHOW BeLbl0 U3 KOMeK-
uMmM pagum npuobpeTeHus [pyrux.
B cnyvae gunepoB MoTuBauuen anfaet-
cs Gonee BbIrOAHOE KPaTKOCPOYHOE
BlOXeHWe KanuTana. MpeanpuHumare-
N paccMaTpuBaloT MOKYMKY aHTWMKBa-
puata Kak Gosiee A0roCpOYHbIe NHBEC-
TMuun. B 0CHOBHOM 3TO Kacaetcs Xu-
Bonucu. K nprmepy, KapTuHa «xopolue-
ro» XyaoxHunka XX BeKa MoXeT B Teue-
HVWe HEeCKONbKMX NeT yKpallaTb 4acT-
Hbli UHTepbep WK crnocobcTBOBaTbL
NpecTVXy KOPMOpaTUBHON KONaeKumK,
a Mo McTeYeHMM 3TOro CpoKa NpuHecTn
npmbbinb. B cpeaHem AoxoAHOCTL BNIO-
)KE€HWIA B aHTUKBApWaT 1 npemeThbl uc-
KyccTBa B MOC/IeAHUE Tofbl HE MOXeT
ObITb MeHee, 4yeM 25% rogosbix. Mo
JaHHbIM cTatucTukm  «fenoca» 3a
2002-2003 rr. goxoAbl OT BOXeHUA
CpeAcTB B aHTMKBapmaT COCTaBUAU
140-145% npu cpepHux cpokax npo-
Jaxu npeameToB 7-8 mMecsAues.

Mocne otmenbl B 2002 rogy nu-
LLeH3POBaHUA Ha aHTUKBApHYyl Top-
rOB/II0 Pe3KO BO3POC/O YUCNO HeKBa-
ANGUUNPOBAHHBIX 0NEpaTopoB Ha
pblHKe. MHOrMe WMHCTUTYTBI caenanu
cBOMM OU3HECOM MpPOM3BOACTBO 3KC-
nepTv3, U «i1erannm3oBaTb» NpeaMeT B
cthepe ucKyccTBa CTano npouie, Yem
HawnTy ero. B «[enoce» K aTomy Bonpocy
OTHOCATCA AOCTAaTOYHO LWENeTUbHO.
Ha aykuvoHe cyuwecTByeT 0cobbiit
CTPUHT «NpeAMEeTOB [10 3KCNepTU3bI».

CerogHs AYKLMOHHbBIA AOM OKa-
3bIBaeT MOMHbIA CMNEeKTp ycayr Ha apT-
pblHKe: OLleHKa NpeAMeToB, Npojaxa C
ayKUMOHOB 1 (hopMMpOBaHME NINYHBIX
KONNeKumin, obyyeHne aHTUKBapHOMY

Aeny 1 BO3MOXHOCTb yyacTus B ViHTep-
HeT-ayKumoHax. Cpeau HamnpasneHwuit
aeatenbHocTy «fenoca» - XKuWBOMUCH
mactepoB XVI| - nauana XX Beka, co-
BPeMeHHOe NCKYCCTBO, MKOHOMMUCH, HY-
MU3MaTWKa, HOBeIMPHOe WCKYCCTBO,
dbanepuctuka, punatenuns, BykMHucTH-
Ka, ;eKOpaTUBHO-NPUKNaAHOe UCKYCCT-
BO, aHTMKBapHasA Mebenb v Konnekum-
OHHble BuHa. TakuM obpasom, Aykuu-
OHHbI oM cobpan nog cBoei Kpblileit
rpynmny cneLuanmcToB pasHoro npogu-
1A, Cpeay KOTOpbIX MCKYCCTBOBEAbI U3
MTY, aHTUKBapbl U OLEHWWKN — Npo-
teccroHanbl B cBoein obnactu. B3awn-
MOoJeiCcTBME BCEX 3TUX BaXHbIX CO-
CTaBAAIOLWMX NO3BONAET aKTUBHO Ore-
pupoBaTb Ha @HTUKBApHOM pbIHKE W
BblAenfeT MacwTabbl AeATeNbHOCTU
«[enoca» cpean npeanpuATMA Nogo6-
Horo npoduna.

«[enoc-Bacnegue»

HoBbIM HanpaBneHveM aHTMKBapHOro
6v3Heca MOXHO cuMTaTb MOMCK U OT-
KpbITUE HEU3BECTHbIX XYAOXHWUKOB
XX Beka. Kak cumtaer npesuaeHT Ayk-
uoHHoro poma «lenoc» O.H.Creuiopa,
3HauYuUTeNbHble pe3epBbl ANA TOProBAU
MMeeT MepcrneKkTUBa HOBbIX KaTeropui
npeAMETOB - WCKyCCTBa peann3Ma co-
BeTckoro nepuoga. Ceituac 3ton coe-
PO B TOW UMW WHOW CTENeHW 3aHMMa-
IOTCA MHOTME MeNiKue Aunepbl 1 BCero
ABe-TpU KpynHble ranepeun (/leoHnpa
WunwknHa, «Kosuer»). «lenoc» crnoco-
6eH npuaatb 3TOMy NpeAnpuUATUIO
MHble MaclTabbl, KCMoNb30BaB CBOW
noTeHUMan N HaKoMEHHbIA OMbIT.
Peakvm aHTMKBapam poBoaumTcA
KaXAbl leHb UMeTb AeNo C LWeAeBpaMm
pyccKoi xuBonucu, pabotamu Myseit-
HOTO YPOBHA W NpOCNaBieHHbIMU UMe-
Hamu. Ha pblHKe Yalle nonagatoTtca Be-
WM BTOPOCTEMNEHHble, ManoWN3BeCTHbIX
MacTepoB M 3abbITbIX XYAOXHMKOB, He
MONYYMBLUMX MPU3HAHWA B COBETCKOE
BpeMA. TeM He MeHee KMBOMUCHOEe Ha-
cllegve 3TOro Mepuoja OrpoOMHO U A0
CKX nop He ncyepnato. MNpu HblHewwH e
WMpOTe 1 BCEAZHOCTU apT-pbliHKa Mpo-
LBeTaloT XYAOXHUKKM, paboTaiowme no
npyHUMNYy «4yero ussonute?». B npoga-
K€ MOXHO HalTV 1 KMBOMUCH B iyxe ne-
peaBwxHUKoB, 1 «Ce3aHHa», u «[paba-
ps». B 3TOM cMbicne noanvHHasA pabota

K.C.MAJIEBUY
MopTpert eHbl
Hayano 1930-x
Xoncer, Macno
35,3x27,3

Kazimir MALEVICH

Portrait of the
artist’s wife
Beginning

of the 1930-s
Oil on canvas.
35.3by27.3cm

gether, enable Gelos to contfinue fo be
active in foday’s art market, and beat its
competitors by its scale.

GELOS-HERITAGE

The discovery of hitherto unknown
Russian painters of the 20th century is
anew line in Gelos's policy, for new cat-
egories of works of art from the Social-
ist realism period, according fo the
President of Gelos, Oleg Stetsura, are
becoming a powerful reserve for the
market. At present, only two or three
big galleries (that of Leonid Shishkin,
and the 'Kovcheg' Gallery), beside other
small art dealers, have interested them-
selves in this mine of artistic inheri-
tance. Gelos, with its capacities and
experience, is certainly able to give an
impetus to this business, and build it up

TOYKA 3PEHNA

fo a larger scale.

A rare dealer has the chance to deal
with works of renowned Russian painters
or masterpieces that deserve fo be part of
a museum collection. More often, the mar-
ket is flooded with paintings by second-
rate, obscure or forgoften artists who
failed fo win recognition in Soviet times.
Nevertheless, that period has left a really
enormous legacy, a "Klondike" still to be
discovered and marketed.

Nowadays, when large-minded-
ness and client-indulgence are encour-
aged, you can find anything on the mar-
ket - paintings in the style of the pered-
vizhniks, or pictures after Paul Cézanne
or Igor Grabar. In a sense, an original
painting by an unknown artist of the
1960s should cost more than any pseu-
do-Grabar, if the quality of the painting
is up to standard, and the individualistic
style of the artist is of good account, and
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can be authenticated by an independent
panel of experts.

Gelos's new enterprise is to find tal-
ented painters, or collectives of painters,
who worked in the mid-20th century. So,
soon, the Gelos-Heritage gallery is to
launch a one-man show of one such
obscure painter of the 1960s, the
Armenian artist Taron Garibyan. His indi-
vidual manner - sometimes expressive
and catchy, sometfimes subtle and highly
emotional - manifests itself in his still-
lifes and landscapes, both extraordinarily
rich in colours. In the opinion of profes-

CkynbntypHasn
KOMMOo3nums
«Cya cTaHoBOroO»
Papcdop, pocnucb
Poccua, Mockaa,
3aBog lapaHepa
1870-1890

Stanovoi's Judgment
Figurine. Porcelain

Russia. Gardner porcelain
and china makers, Moscow
1870-1890
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JlyanbHbIi rapHUTYp

C Kancio/ibHbIMK
nucronetamm B Kopobke
®paxuua, Mapux,
macTepcKas «lacTuH-
PeHetT», okono 1855

Set of duelling
capsule pistols
in the box
France. Paris
Gastine-Renette
workshop

Ci. 1855

Joxka pecepTHas
B OPUrMHaNbHOM
Gytnspe

Cepe6po, amanu
Poccua, Mocksa,
¢duvpma K. dPabepxe
1908-1917

Dessert-spoon

in the original box
Silver, enamel
Russia

Faberge workshop
Moscow
1908-1917

HEeM3BECTHOrO LWEeCTUAECATHUKA AOMKHA
CTOMTb OpOXKe, YeM oboi ncepo-Tpa-
6apb, Npy YCIIOBUM HANUYKA ONPefeneH-
HOro KayecTBa XMBOMUCH, ocoboro cTu-
NA'y aBTOpa v NOATBEPX/AEHHON He3aBu-
CMMbIMW 3KCrMepTamMu XyA0XeCTBEeHHO
LLeHHOCTW ero Npon3BeseHNi.

Mouck n BbiABNEHMe TanaHTAU-
BbIX XYAOXHVKOB W LiefbIX TBOPYECKMX
rpynn, paboTaBLluux B cepeanHe XX cTo-
NeTns, - 3aa4a HOBOIO HanpaB/ieHNA B
feAtenbHoCcTM AyKUMoHHoro goma. B ra-
nepee «lenoc-Hacneavie» ckopo 0TKpo-
€TCA NepcoHanbHaA BbICTaBKa Hewn3Bse-
CTHOTO LeCTUAEeCATHNKA — apMAHCKOrOo
XyAoxHuka TapoHa lapubsaxa. Ero He-
06bIKHOBEHHO boratble Mo KONOpUTY
HaTIOPMOPTbI M Ner3axu OTAnYalTCA
cB0e0Opa3HON, HY Ha YTO He MOXOXel
MaHepon nucbMa: OT APKOW 3Kcnpec-
CUW [0 TOHKMX nepemMeH HaCTPOEHWA.
C Toukn 3peHusa npodeccuoHanos, Ta-
POH ObiN TUAWYHBIM MapruHanoM co
C/I0XKHOI TBOpYECKoW cyabboli wecTn-
AecATHWKa, YeoBeKa He M3 XyA0XKecT-
BEHHOW Cpefbl, HUrAe He 00y4aBluerocs
camopogKa. K oTKpbITHio BbicTaBKM By-
AeT onybnukosaH Katanor ero pabor.
MonynAapusauua xmBonucHoro Hacne-

AV HEM3BECTHbIX XYAOXHWKOB Tpebyet
BONbLWUX MHTENNEKTYalNbHbIX U MaTepu-
anbHbIX PecypcoB, MNO3TOMY COTPYAHU-
Kn ranepeun «fenoc-Hacneane» cosHa-
TeNbHO MAYT Ha PUCK B Hajexne, 4To
HOBble MMEHa paHo MW No3AHO ob6pe-
TYT CBOE MeCTO B UCTOPUM PYyCCKOWM XK~
Bonucy XX BeKa, a KapTVHbl NPUBNEKYT
BHMMaHVe KONJeKLMOHepOoB.

CerogHa AyKuMOHHbIA Aom «[e-
J10C» He OrpaHWuYMBaEeT CBOK AeATellb-
HOCTb ToNbKO cdepoin ToproBaun. Hame-
YeHa LMPOKas BbICTaBOYHAA [eATeNb-
HOCTb Npu noajepxke MuHucTepcTBa
KynbTypbl PO, locynapctBeHHoit TpeTba-
KoBCKoW ranepew, Pycckoro myses, Co-
1032 XyAOXHUKOB Poccum m MHormx
APYrvX OpraHu3auuii, 3auHTepecoBaH-
HbIX B COXpPaHEHWW Hacneausa oTeyecT-
BEHHOro wucKyccTBa. A TOro 4tobbl
3puTeNb MOT NONYYUTb AOCTYN K pa3Ho-
06pa3HbiM paboTaM 13 yacTHbIX cobpa-
HWUI OTAeNbHbIX KOJIEeKUMOHEpOB, Le-
NbIX OpraHu3auuii AW HacnefHVNKOB
APKMX MacTepoB, MOCTOAHHO (YHKLMO-
HVMpYeT HeKOMMepYecKoe KyNbTypHO-
npocBeTUTeNbCKOe yypexzaeHue - My-
3en «lenoc».

Enera Jlonamuxa

AM.TEPACMMOB
MopTpet aouepun
B cagy. 1951
XoncT, Macno
120x90

Alexander
GERASIMOV
Portrait of Daughter
in the Garden. 1951
Qil on canvas

120 by 90

TAPOH FAPUBAH
HatiopmopT ¢ po3amu
KapToH, cM. TexHuKa
49x59

TARON GARIBYAN
Still Life with Roses
Mixed media

on carton

49x59

< MacxanbHbii cyBeHnp
«YacbI-anuo» B pytnape
CankT-Tetepbypr,
tdupma K.Pabepie,
mactep M.E.NIEPXVH
1896-1903

« Mikhail PERCHIN
Easter souvenir
"Clock Egg"

in the original box.
Russia

Faberge workshop,
St Petersburg
1896-1903

sional critics, Taron Garibyan was a typi-
cal marginal painter with the difficult life
of a man of the 1960s, who did not come
from an artistic family and had never
studied painting - effectively, a self-
taught talent. His pictures will be intro-
duced in a catalogue marking the open-
ing of the show. Naturally, the promotion
of an unknown painter's heritage calls
for considerable intellectual and finan-
cial input, but the gallery is ready to run
the venture in the expectation that such
new names sooner or later should find
their niche in the history of the Russian
fine arts of the 20th century, and will
catch the eye of art collectors.

In conclusion, Gelos does not con-
fine itself to the auction business. Firstly,
it is part of a large exhibition project
sponsored by the Russian Ministry of
Culture that also includes the Tretyakov
Gallery, the Russian Museum, Russia’s
Union of Artists and many other institu-
tions concerned with the preservation
of the national art heritage. Then, fo
allow larger audiences to have access fo
pictures which remain in private or cor-
porate collections or with the painters’
heirs, Gelos has opened a charitable,
non-profit educational institution, the
Gelos Museum.

Elena Lopatina
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«He xoTenocb Obl
yberarb 0T caMoro
ceobq..»

B 3anax hH¥eHepHO20 KOpnyca KpembAKOBCKOU 2ase-
peu npowsa ¢omosbicmasKka «kpuanoz: hes benuxos,
Banepuli uuposckuli, uepeeli Xcmpkembckul» 8 pam-
Kax NpoeKkma «KpembsAKosckue scmpequ» K 150-nemuto
Tk I” h3gecmHbIli pomomacmep, 8 GKmMuBe KOMoOpo2o 0KOJ10
CMa 8bICMABOK, HOMUHUPOBAHHBIU Ha [ocydapcmeeHHyto
npemuto xn 8 obsacmu aumepamypbl U UCKyccmsa 3a
2003 200, hes benuxos nokasan cHAmMble ¢ sBepmosiema
ysemHble ¢homoepaguu, packpeisaroujue yepez npocm-
paHcmsa uubupu beckpaliHocmb 3eMJU U Kpacomy pyc-
cKol npupoOsl. Banepuli uuposckul, npogeccuoHasb-
HblIli NepesodyUK ¢ UMA/bAHCKO20, B/1H06IeHHbIl 8 3my
cmpaHy, 8 3Kcno3uyuu bbin 3aA8/eH  yOUBUMebHbIMU
(pomonelisaxamu hmasiuu, nopaxarowumu csoeli Oywes-
HOCMbIO, KaMepHOCMbIO, MpenemHocmbio. uepeel Marp-
xeMOCKuli omobpasn 07151 8bICMABKU He yxKe HawyMeswue
«Apbiwu Apemna», a cosceM «csexue» pabomel, cOenaH-
Hble 8 Espone u xoccuu, 8 0CHOBHOM neli3a)u U apxu-
meKmypHble Momusbl. Upu abconomHol Henoxoxecmu
mpex asmopos, 3KCNO3UYUSA BbICMABKU — 1elmMomusom
Komopoli cmana mema 3em/u, eOuHol 0515 8cex, — Bblia
€030aHa CMoJib 2aPMOHUYHO, YMO 0KA3a/1dCb NOUCMUHE
3asopaxusaroujed.

Asmop npoexkma «TpembAKOBCKUe B8CMpequ» U  Kypamop
¢omosbicmasku «Tpuanoz» TamaHa [MbiHUHG  Gecedyem
¢ 00HUM u3 ee yyacmHukos Cepaeem AcmpxeMOCKUM.

Koeda 8 npowsiom 200y A ysudena ¢omo-
epaguu Cepaes AcmpeMbCKO20 U NOHS-
J1a, YMo 3Mo 0mHO0b He 0exKypHoe ysieye-
Hue u38ecmH0o20 NOJUMUKG, MO BO3HUKJIA
ecmecmseHHas MbiC/b = Cy4aliHO /U OH
B3A/1 8 PYKU KaMepy, Ha4an oby4yambcs
(homomacmepcmsy u cmas 8bICMABAAMBCA.
MuozonemHuli  ypHaaucmcKkull  onbim
npusen MeHs K ybex0eHuto, Ymo cy4ad-
Hocmu 6bigatom pedKu u, cKopee npu Oe-
NO/IbHOM U3y4eHUU, OKA3bIBAOMCA HeKu-
Mu 3aKoHomepHocmAMu. [Tosmomy, noHu-
®oro Cepres Masi, Ymo U3 HUYe20 He bbisaem Heymo, A u
ActpemBeroro 3adana nepssili sBonpoc Cepeeto Bnadu-
Photo by Sergei Muposuyy o0 e20 cembe, cpede, e20 BOC-
Yastrzhembsky numaswed.
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- fl aymato, uTo, AENCTBUTENBHO, BCE Ky-
[a-TO NepennBaeTcs, U BANAHUA KaKune-
TO CyLLEeCTBYIOT BHyTpU cemb. o Mo-
NOAOCTU NeT A Mano WHTepecoBancA
CBOVMIMU TNpeAKaMu, XOTA JOMallHue
MHe rOBOpW/W, Y4TO 3TO MOW JABOIOPOJA-
HbI JefyliKa, YbW KapTUHbI BUCAT Uy
Hac AoMa, U y ApPYruxX poACTBEHHUKOB.
Ye MHOro gecatunetvi cnycta A y3-
Ha 0 TOM, YTO OH OAWH U3 NpeAcTaBUTe-
Neit XyA0XKecTBeHHo KynbTypbl Cepetd-
pAHOrO BeKa, YTo ceiyac ero paboTbl
HaxoaATcA B cobpaHum TpeTbsAKOBCKOW
ranepeu. A cpeaa Gbina 4OCTaTOYHO WH-
TepecHaa - Takas KoMOvHauua Mexay
aBuaumen n MyseiiHbiM senom. [le, An-
apeir CtaHucnaBoBuy fAcTpeMOCKMA,
M3BeCTHbIN Mo TeM BpeMeHaM npodec-
cop B 061acTu Teopun aBUALUOHHOMO
Aena, JOKTop HayK, BO3raBnsan Kaden-

CURRENT EXHIBITIONS

py TepMOAVHaMUKM B BoeHHo-BO3AyLW-
HO aKkagemmn umeHu MKyKoBCKOro;
BTOpovi Aes, VMeaH Hukonaesnuy Buho-
rpazos, elle BO BpeMeHa Lapckou Poc-
cum ctan nocne rubenu MNetpa Hectepo-
Ba BO mase Poccuiickoi ackaapunbu;
Moii oTeu, uHxeHep BBC, nonkoBHUK,
6onbluyto YacTb CBOEN XW3HW paboTan
B KOHCTpyKTOpCKOM Gtopo Mul, 3atem B
CTPYKType, KoTopas aHanornyHa cero-
aHawHeMy PocobopoHakcnopty. Te-
nepb TO, YTO KacaeTcA My3eiHoro aena.
Mot gsaan, Jles Angpeesuy AcTpxemb-
ckuit, B 60-70-e rogbl 6bin AMPEKTOPOM
MyseAa wuctopuv ¥ PEKOHCTPYKUMM
Mocksbl; Moa 6abywka no MatepuH-
CKOW MHUK Bbina anpektopom LIMKnO
nmenn fopbKoro - npaeaa, 3T0 He COB-
ceMm Myseli (cMeemcs), HO TeM He MeHee,
- NOTOM JMPEKTOPOM OAHON U3 Kpyn-

HbIX 6MbnnoTek MocKBbI; MOA MaTb, MC-
TopuK, paboTana B My3ee JleHuHa - TaK
YTO KaKoe-TO My3elHOe Hayano Toxe
npucytcTBOBano. TpyAHO 37ech, KOHeuY-
HO, BbIIBUTb KaHalbl BAUAHUSA, HO, Ha-
BEpPHOe, BCe BO3JEWCTBYET Ha YenoBe-
Ka, ocobeHHo B fieTcTBe.

- Bbl, oyesudHo, pocnu cpedu KHue,
KapmuH?

- Jloma 6bIn0 MHOTO KapTuH U npe-
KpacHasa 6ubnvoTeka, KoTopylo K =
OYeHb PaHO Hayan MomnonHATb. Boo6-
e, B CeMbe BCerga CYMTanoCb, 4To
Jy4lWNiA NOAapoK Ha Kakue-To npasa-
HUKM U Ha AeHb POXAEHUA — KHura.
C KHUraMu Xunwv Bce BpeMs 04€eHb Tec-
Ho, 67113KO.

- A c pomokamepoli KoeOa No3HaKoMu-
nucs?

- ®oToannapart s B3N Bnepsble B 27
net - kynun B [pare B 1980 rogy. Mon
nana xopowo goTtorpaduposan, Aenan
nobutenbckne ¢uabMbl, y Hero 6Gbin
XOPOLMI BKYC, OH 3aMeyaTeNbHO pu-
coBan. A A Kynun ans Toro, Yto6bl Npo-
CTO [OKYMEHTUPOBaTb CBOK W3Hb,

®oTo Banepus
CupoBckoro

Photo by Valery
Sirovsky

Koraa npviexan pabotatb B [pary: Ho-
BOE roCyAjapCTBO ANIfl MeHs, 3arpaHuua.
- A Koa20a 3mo nepewisio yxe 8 UCKycCm-
so?

- Hy, a Hacuet uckycctBa - Bce 370 A0-
BOJIbHO CMOPHO, HAJOo elle 06CyXAaTh,
4TO TaKOe MCKYCCTBO B MOEM WCMoJHe-
HUK (cMeemcs). fl He BOCMpUHUMALO 3TO
KaK MCKyCCTBO A0 cux nop. A nHTepec,
CKaXeM TaK, K TOMy, 4Tobbl y MeHs Bbln
6onee npodeccrmoHanbHbIn B3MAL Ha
toTorpacduio, BO3HUK ropasso nosxe.
Bce Hayanock ¢ xenaHva Npocto noa-
yunTbea. M Ha cyacTbe, B MOeW XU3HU
nossuncsa Jles Menuxos.

- Kak yyun Menuxos?

- Co JIbBOM 6bl/10 HECKONbKO MONe3HbIX
3aHATMI. BHayane oH BbiGpan nyywyto
topmy yyebbl: «CMOTpY, Kak fenato a».
OH MHe noKa3biBas CBOK CbeMKY 1 06b-
ACHAN, noyemy n3bpan TakoW pakypc,
noyemy OH TaK (otorpadupyert, u 310
6b110 1106OMNBITHO: A YBUAEN, 4TO MOXKHO
COBEpLUEHHO MO APYromMy CMOTpeTb Ha
MUp W WHauve doTorpaduposatb, Yem
370 Aenan A - no Hautuo. MoTom Mbl

cfenany BMecTe TONbKO OfHY CbeMKY —
npaKTUYecKoe 3aHATMe Bblno BO ABOpe
ero MacTepcKoW, Korfa oH MHe AoKasan,
4TO 33 MHTEPECHBIMU CHUMKaMU He 065~
3aTeNbHO e31Tb AaNeKo, OHW HaXoAAT-
cA ByKkBanbHO NMOA Horamu. Mue Gbino
HEMHOXKO CMELLHO BbIXOAWUTb C Kame-
povi BO ABOP, MOYTU Ha MOMOWIKY, U nC-
KaTb TaM KaKue-TO paKypcbl: 06nyrieH-
HaA LWTyKaTypKa, NpoBOAa, KoTopble
3MeliKoi BUAKCH Mo cTeHe. [ToMHIo, Bbin
BE/IKONENHbIV KOHTPAcT cBeTa 1 TeHW,
4TO 0YeHb Nomoro. JleB 3acTaBua MeHs
noCMOTpeTb NO-APYromMy Ha 3TV npeame-
Tbl, HA 3TV MEIOYN 1 CHUMATb TO, YTO OH
BuanT. loBopuT: «[locMoTpy, BOH TaM He-
KW y3e/ NPOBOAOB Ha CTeHe, KaK bbl Thl
ero cHaAn? BoT A cHuMy, a 3aTeM Tb». o-
TOM, KOrfia Mbl CPaBHUBANM Hal maTe-
pvian, To 3HHOe KONNYeCTBO CHMMKOB
Obino caenaHo Kak 6bl OAHUM aBTOPOM,
TO eCTb paKypc, MacluTab, yron CbemKu,
nonyymBLIAACA B pesysibTate KoMnosu-
umA ObIIN NOYTU MABHTUYHBIMU. Menn-
XOB OTKPbIN MHe BuAeHue fieTanei, Ko-
TOpoe Y MeHA paHblle OTCYTCTBOBAJIO.
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- Menuxos obpamun 8HUMaHue Ha Oe-
muu, Ha 4mo ewe oH obpamun Bawe
BHUMaHue?

- O, o4yeHb Ha MHoroe. OH, B NpuHLY-
ne, CTPyKTypupoBan moe (oTo3peHue:
6bina HeKas pacn/ibiBYaTas Macca, no-
TOK (hoTorpacnyeckoro CO3HaHusA, a oH
npuaan emy onpefesieHHyl CTpoW-
HOCTb, HamnpaB/IeHHOCTb, 3a0CTpeH-
HocTb. lMokasan pasnuyHble TexHuyec-
K1e NnpueMbl, MHOMO Aan C TOYKM 3pe-
HUA KOMNo3uuum, 06paTun Moe BHUMa-
HWe Ha HalnyKe COOTHOLLEHUIA — Maccy
BCAKUX BelUel NoAcKasal, KoTopbiM f
He npuaasan ocoboro 3HaueHus. Mas-
Hoe, yTo JleB, nucTas cBou coTorpa-
¢un, TeM caMbIM MeHsA 0byyan. EauHer-
BEHHOE, YTO OH He MOXeT B Bac BJIO-
XWTb, = 3TO BHyTPeHHee 4yBCTBO HaTy-
pbl, OHO JOMKHO ObITb CBOWM.
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®oTo
JlbBa MenuxoBa

Photo by
Lev Melikhov

- Hackonbko A noHumaro, Bac 8 oc-
HOBHOM npusJsiekaem neli3ax, 20po0-
cKoli nelizax Kak o6bexkm ¢omoepagu-
posaHusa?

- besycnoBHo. MHe MHTepecHO CHU-
MaTb OAHU U Te e 06beKTbl B pa3nny-
Hble Nepnojabl UX OCBeLLeHNA U CMOT-
peTb, KaK MEeHAEeTCA CBeYeHMe apxu-
TEKTYpbl, KAKMUX-TO OTAENbHbIX ee e~
MEHTOB B 3aBWCMMOCTU OT Urpbl CBe-
Ta U TeHW, uHtepeceH 3 deKT oTpa-
eHus - Byab TO BoAa, CTEKNO, NiacT-
mMacca, - UHTEepecHbl TeHW.

- A yenoseK He UHMepeceH 8 NPUHYU-
ne? Vinu ecms ycmasocms om sroded,
OHU mMewarom?

- MoacnyaHo 3To mpucyTCTBYeT, Ha-
BEpHOe, B Nojco3HaHuu. BepHee, He
OHW MHe MeLlaloT, a A UM Mewato. TeMm,
4TO ANA HWX YeNOBEeK C 3KpaHa Haxo-
AUTCA PAAOM, i@ OH TYT ewle U GoTo-
rpacupyet! Jlioan octaHaBnuBaioTCA,
VAVBIEHHO HauyMHalT Ha TebA Tapa-
WMTbCA, NOAXOAAT, CNpawvBaioT. f He
roBopto, Yto 310 naoxo. Hanpotms -
HOpMaJibHO, ecTecTBEHHasA peakuus
yenoseKa - nobonbITcTBO. HaBepHoe,
Haflo fenaTb KNacCHble MOpPTPETHI,
4yT06bl MOTOM rAe-TO BbICTABAATHLCA.
Jymalo, cHayana Hajo MpocTo pyKy
HabuTb Ha Tex cloxeTax, KoTopble f
ceilyac cHUMato. Bo3MoXHO, HayHy K
nogen potorpadmposatb. A He roeo-
pto, 4TO 3TO TaKaa ANA MeHA 3anpet-
HaA TeppUTOPUA, MOXKET, CO BpeMeHeM
MPOHMKHY ¥ TyAa.

- A xusomHsble?

- [1nA Toro 4To6bl CHUMATb KUBOTHBIX,
Hago obnafatb KonoccanbHbIM pecyp-
COM BpeMeHU, TepreHua. A elle Hago
06ycTpouTb CbeMKY - 4TO BCerga or-
POMHbIV TpyA. TOT, KTO CHMMaeT Mup
AMKOIN Mpupofbl, LOMKeH GbiTb abco-
NOTHO CcBOGOAHBIM YesoBEeKOM, Mno-
CBATUTb Ce65 LLeIMKOM VIMEHHO 3TOMY.
Tako BO3MOXHOCTM Yy MeHA MpoCTO
HeT.

- Kak ¢pomoepagh, Bbi - ambuyuo3sHbili
yenosex?

- B npuHuune, Bce, uTo A genato, Tak
WAW MHaYe CBA3aHO C MOMMU aMbuum-
amn. Ecnm A HaumHalo yTo-To Aenatb,
TO MHe xoueTcA A06UTbCA ecnn He on-
TUMabHOTO, TO XOPOLUero pesynbraTa.
- To ecmb Bbl HamepeHbl npodosmkamb
8bICMasNAMbCA, 0esIamb KHU2u?

- lNoka HamepeH 3aHMMaTbCA CBOEMN

OCHOBHOI paboToi - 3T0 rMaBHoe Ans
MeHH.

- Ho ¢pomoepacpus - He xob66u?

- [la, HaBepHoe, yxKe He x066u.

- 3mo cnocob camosbipaxeHua?

- besycnosHo, doTorpacdus - cnocob
camoBblpaxeHua. MoTomy 4To Tbl NO-
nyyaelwb WMNYyNbC OT YBWAEHHOrO,
3TOT uMnynbc B Tebe npeobpa3syercs,
BO3HMKaeT Takasa obpaTHas cBA3b, U
Thbl XOYellb Cpa3y e 3aneyatnetb To,
4TO BO36YAMNO HeKMe amMouuu. Y MeHs
OTHOWeHne K doTorpadmpoBaHuio
CPOAHM OTHOLWeEHMIO K oxoTe. Koraa s
BUXY, YTO Y MeHA eCTb BO3MOXHOCTb
coTorpagupoBaTb YTO-TO HOBOE, 4YTO
HWKTO elle He CHUMaJ, NOHKNMalo, 4YTOo
B pe3y/ibTaTe CbeMKN MOXET NOABUTb"
CA He4yTo JAeiCTBMTENIbHO MNpuMeya-
TenbHOe, 1 y MeHA BO3HWKaeT asapr,
afipeHanviH HaunHaeT paboTaThb.

- A nouemy, ecnu Bbl npednosazaeme
GH2aXKUpPOoBAHHOE OMHOUIeHUe K cebe
Kak K ¢oomozpaghy 8 cusy cywecmsosa-
Hus pamunuu-6peHda, Bel He sbicmas-
sisemecb No0 nces0OHUMOM?

- Al He pyman npeacTaBAATbCA Moj
MCeBAOHNMOM, NOTOMY YTO He npej-
nonarafn aKTMBHO BbICTaBAATbLCA. Tak
nonyymnocb. Ho coBceMm He 3HauwT,
4yTo A He Oyay doTorpacduposatb, -
MHe He xoTenock bbl yberatb 0T camo-
ro ceba. B niobom cnyyae s Bceraa
3Halo: eCTb UCKpeHHee OTHOLLEeHWE K
Tebe 1 ecTb OTHOLIEHWE, CKaXeM, Mo-
TpebuTenbCcKoe, aHraXxupoBaHHoe
B3rNAAaMU YeNoBeKa Ha MOUTHKY, Ha
TO, UTO Thl Aenaelwsb. Ecnu 1 6yay Bbi-
CTaBNATbCA, TO BCe paBHO Oyay fe-
natb 370 noj csoein Gpamuauen. [py-
roe feno y4acTBoBaTb B KOHKypcax
aHOHWUMHO, Ha 06LWMX OCHOBAHMAX —
3TO MHTEpPecHo, BOT KaK ceiyac nony-
yunocb Ha KoHkypce «CepebpsHoin
Kamepbi».

OueHb BaXHO, YTO MeHA Ha cTapTe
noAAepxanu 6e3ycnoBHble aBTopUTe-
Tbl B poTorpacdmyeckon cpege. U Bos-
MOXHOCTb, KOTOpPYI MNpejocTaBuia
TpeTbAKOBCKan ranepes, B TOM yucie
Aana moux gotorpaduin, - KOHEYHO, or-
POMHbIV CTUMYN. YBepeH, 4To TpeTba-
KOBKa, He3aBMUCUMO OT MONUTUYECKUX
“MeH, He cTana Obl NOACTaBNATL CBOWA
BbICOYaNLINIA aBTOPUTET U NpeAocTas-
nATb abbl KOMy CBOW BbICTABOYHbIE
niowazau.

"l wouldn't like to flee away
from my own self..."

THE TRETYAKOV GALLERY ENGINEER PAVILION MARKED THE 150TH ANNIVERSARY
OF THE TRETYAKOV'S COLLECTION WITH THE PHOTOGRAPHIC EXHIBITION CALLED
"TRILOGY: LEV MELIKHOV, VALERY SIROVSKY, SERGEI YASTRZHEMBSKY", A PART OF
"THE TRETYAKOV GALLERY SESSIONS" PROJECT. LEV MELIKHOV, THE ACCLAIMED
MASTER PHOTOGRAPHER WHOSE WORK HAS BEEN SHOWN AT OVER 100 EXHIBI-
TIONS, AND WHO WAS NOMINATED FOR RUSSIA'S 2003 LITERATURE AND ARTS
STATE AWARD, PRESENTED HIS BIRD'S - EYE VIEW COLOUR PICTURES, MADE FROM
ON BOARD A HELICOPTER, IN WHICH THE MASTER MEANT TO CONVEY THE VAST-
NESS OF THE COUNTRY AND THE BEAUTY OF ITS NATURE THROUGH THE IMMENSE
EXPANSES OF SIBERIA. BY CONTRAST, VALERY SIROVSKY, A PROFESSIONAL TRANS-
LATOR WHO KNOWS AND ADORES ITALY, WAS REPRESENTED BY HIS AMAZING
ITALIAN LANDSCAPES, WHICH ARE BOTH WARM IN SPIRIT, AND DOMESTIC, AND
TOUCHING IN THEIR CONCEPTION. AND SERGEI YASTRZHEMBSKY, THE AUTHOR OF
THE SENSATIONAL "ROOFS OF THE MOSCOW KREMLIN" SERIES, CHOSE TO FEA-
TURE HIS MOST RECENT, PRACTICALLY "FRESH FROM PRINT", WORK - MAINLY
LANDSCAPES AND ARCHITECTURAL STUDIES TAKEN IN EUROPE AND RUSSIA. THE
FACT THAT THE THREE MASTERS, DESPITE BEING ABSOLUTELY DISSIMILAR IN
STYLE, HAD JOINED TOGETHER IN NO WAY GAVE RISE TO A DISHARMONY. EXACTLY
THE OPPOSITE: THE RESULT WAS A FASCINATING BALANCE, UNITED BY ITS "THE

EARTH IS SHARED BY ALL" LEITMOTIF

Tatyana Pynina,

“The Tretyakov Gallery Sessions”
initiator and curator of the “Trilogy”
show interviews one of its participants,
Sergei Yasfrzhembsky.

Last year, when | first saw Sergei
Yastrzhembsky's photos, | realized that
for him photography was not just a mat-
ter-of-fact hobby of a prominent politi-
cian. And that, naturally, prompted the
following question: Was it only by
chance that he took up and mastered
photography, then began to show his
work publicly? | launched my inter-
view asking Sergei Yastrzhembsky
about his family, environment and
background.

- | think it's true: there are under-
currents in everything. Any family has
influences from generation to genera-
tion. When | was a young man, | was not
much interested in my ancestors. But |
remember, at home, | was sometimes
told that my great-uncle, whose pictures
hang on the walls of my home and the
homes of my relatives, belonged to the
artistic circle of the Russian "Silver Age”,

and that his work is also in the Tretyakov
Gallery collection. As for my family envi-
ronment, it was cerfainly interesting: a
combination of aviators and museum
workers. One of my grandfathers, Andrei
Stanislavovich Yastrzhembsky, a well-
known university Professor and a Doc-
tor of Science in aviation, was head of
the Thermodynamics Chair at the
Zhukovsky Aviation Academy. My other
grandfather, Ivan Nikolaievich Vino-
gradov, was back in the time of the Russ-
ian Empire, a Commander of the Russian
Aviation Squadron, after Pyotr Nes-
terov's tragic death. My father, a Colonel,
worked as a military aviation engineer
for the famed MIG Corporation for most
of his life, and finished his career with
what is similar to ROSOBORONEXPORT
today, a state military export company.
As for the museum business, in the
1960s and 1970s my uncle Lev
Andreievish Yastrzhembsky was curator
of the History and Reconstruction of
Moscow Museum, while my maternal
grandmother was director of Moscow's
Gorky Park - which, strictly speaking,
cannot be called a museum, of course,

but is nevertheless an object of culture.
Later, she became director of a large
library. My mother, a historian by train-
ing, worked in the Lenin Museum in
Moscow. So she was a kind of museum
worker, too. Who or what has influenced
me is certainly difficult to say. But
everything seems important in making
up a person’s background, especially in
childhood.

- You must have grown up in an atmos-
phere of books and art?

- Certainly, we had many paintings at
home. A superb library, too. | remember
increasing it by collecting books of my
choice from quite an early age. In my
family, at whatever festive occasion - a
birthday or anything else - a book was
always the best present. Books were
read and re-read, and made up an
essential part of our lives.

- When did you get familiar with a
camera?

- | bought my first camera in Prague in
1980. | was 27. My father was good at
photography, and used to shoot ama-
teur films. He also had good artistic
taste, and could draw beautifully. As for
me, | bought a camera just to comment
on the events of my life in a new place,
abroad.

- When did "comment" become "art"?
- Well, if you ask about art, my contri-
bution to that field is far from certain,
and leaves room for critical scrutiny, |
think. Is there really any "art" in what |
do? | am still not sure that | see it as art.
But, as for my professional interest in
photography, it came much later. It
started with a desire to find better edu-
cation in the field. Luckily, | met Lev
Melikhov.

- How did Lev Melikhov teach?

- Lev gave me a few very useful lessons.
At first, in my opinion, he chose the best
form of teaching: watch what | do, and
learn. He explained his pictures, saying
why he had chosen one shot angle
rather than another, why he was shoot-
ing in this way rather than that. It was
curious: | understood that a photogra-
pher could have an absolutely different
vision of the surrounding world, and
take pictures in a way that was com-
pletely different from how | used to do it,
on a hunch. Then we had just one joint
shooting session. We were practising
outside, in the courtyard of his studio
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and he proved that one did not need to
go far away to take an eye-catching
photo. A whole range of interesting sub-
jects were there right next to you. | felt a
little stupid going with my camera out
into the yard, literally to the rubbish bin,
looking for some - God knows what -
angle: plasterwork peeling off the wall,
pieces of wire running like snakes down
the wall. | remember the superb play of
light and shadow that day, which made
my task easier. Lev encouraged me fo
see all such things, such trifles, in a new
light, to take pictures of what, actually,
he saw in them. "Can you see that knot of
wires on the wall?" he would say. "How
would you photograph it? Let me photo-
graph it first, and then you take your pic-
ture of it." Later, when we were looking
through the pictures to compare them,
we found that some almost appeared fo
be taken by one and the same photo-
grapher - that is the shot angle, scale,
composition, all such aspects tfurned out
to look practically the same. Lev Meli-
khov made me see details which had pre-
viously escaped me.

- Lev Melikhov draw your attention to
such 'trifles". What else did he draw
your attention to?

- To many things, of course. He shaped
my vision of a photographer, made it
structured: before it had been such a
flabby sort of stuff, a kind of photo-
graphic "automatism". He attached a
certain harmony, polarity and acuity to
my camerawork. He intfroduced me to a
variety of photo techniques, improved
the composition of my pictures, pointed
to the importance of proportions and
planning. In a word, he introduced me
to a number of things which | had not
reckoned before as important. But the
major thing was that, running through
his own pictures, Lev was training me
that way. The only faculty that nobody
is able o teach you is an inner sense of
nature. It must be - originally - your's.
- | understand, as a photographer, you
are keen mainly on the landscape, strict-
ly speaking, the urban landscape?

- | find it inferesting to take pictures of
the same objects at different times of
the day, in different lights, and watch
the sun’s glow change architectural
forms, arabesques or other intricate
features with its play of light and shad-
ow. What is also interesting is the reflec-

tion effect, no matter on what surface -
water, glass, plastics. Shadows look fas-
cinating.

- And people? Do you have any interest
in people as a subject for photography?
Or you are tired of people in general and
see them as a nuisance?

- | must be feeling something of the
kind, subconsciously. Or rather, it is not
they who are a nuisance, but me. | mean
- people feel uneasy when they see a
man known from the television screen
studying them. And, more than that -
taking pictures of them! People stop,
start staring at you in surprise, come
up, ask you questions. | don't mean
there is anything bad in that as such. It
must be normal - a natural human
reaction - fo be curious. Also, such por-
traits must be really superb if they are
to be displayed publicly. I think, | should
gain experience in taking good pictures
of what | am photographing now. Later,
perhaps, | will move towards portrai-
ture. Why not?

- What about animals?

- It takes huge time and patience fo take
pictures of animals. Moreover, such
shoots need special arrangements: it is a
great deal of trouble, and an uphill task.
Those who take up shooting wildlife
need to be absolutely free from any
other job. They should be ready to
devote themselves to nothing else. As for
me, | physically don't have time for that.
- Are you ambitious as a photographer?
- Anything | do involves ambition some-
how or other, | think. If | take up any-
thing new, | always strive for a good
result, if not the best.

- That means you intend to keep on tak-
ing photographs for exhibitions and
writing books?
- For a while | would like to be good at
my professional duties. This ambition is
of primary importance for me.

- But you can't say that, for you, pho-
tography is just a hobby?
- Well, probably, no, | can’t. It is not just
a hobby any more.

- Can you call it your "medium"?
- Of course, photography is my medium.
You get an impulse from what you see.
The impulse transforms and originates
into a kind of feed-back. That immed-
iately sends you itching to imprint what
has provoked your emotions. Photogra-
phy makes me feel like a sportsman.

Ha BepHucaxe:
reH. gupektop MM
B.A.PoanoHos,
COBETHUK reH.
JmpeKTopa no
CBA3AM C
061LeCTBEHHOCTbIO
TH0.MbIHUHa,

C.B.AcTpxeMbCKUM,

B.5.CvipoBckuiz,
J1.6.Menuxos

The opening of the
exhibition: the
Tretyakov Gallery
General Director
Valentin A. Rodi-
onov, Public Rela-
tions Adviser
Tatyana Y. Pynina,
Sergei V. Yas-
trzhembsky, Valery
B. Sirovsky and Lev
B. Melikhov

When | can shoot something new, some-
thing no one has been able to take a pic-
ture of before, | see my chance to make
something special. It arouses my facul-
ties, brings on the adrenalin - and | feel
devil enough to do it.

- Why did you choose to participate in the
exhibition under your own name - one
that is well known, and may provoke a
biased judgment of your work? Would it
not be wiser to disguise your work with a
pseudonym?

- | did not think of assuming a pseudo-
nym because | was not going to show my
pictures publicly. This show... It was a
matter of chance. It doesn't mean, of
course, that | will stop taking photo-
graphs - | wouldn't like to flee away from
my own self. Anyway, | can always fell the
distinction between sincere praise for
what | am doing from, say, praise that is
motivated by politics. If | take part in
other shows in the future, | will do so
under my own name. It's another matter
to enfer a photographic competition
anonymously, like all the other competi-
tors: that is a real challenge. That is why |
enjoy participating in "The Silver Cam-
era" competition now.

For me, it was crucial that, from the very
start, | was encouraged by absolute
authorities in photography. Also, the fact
that the Tretyakov Gallery was hosting the
photography show that included, among
others, my pictures, was very stimulating,
of course. | am sure the Tretyakov Gallery
wouldn’t have risked their reputation to
invite just anyone, regardless of his or her
political importance, to have a show on
their premises. That speaks for itself.
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OH rOPAY0 NIHOBHII

MOCKBY

0 MOCKOBCKMX
rpasropax
F'ypus 3axaposa

Aaxpabli1 feHb MeHAeT 06MK BockBa. AopeHHble
MOCKBMY4M, NepeexasLune

B HOBbI€ palioHbl, C TAHOM MPYCTLIO BCTPEYaloTCA Co
CTapbiMU lOMaMK,

r/ie NpoLwIN AETCTBO, IOHOCTb, FAie CyAbObI CBepLIanm
HeobpaTuMble NOBOPOTbI.

BonbHo BMAETb Ha MecTe A0Ma, Fle MPOXKMUTO CTONILKO JIET,
nopoi NOMKM3HK, HAaCKopo pa3duTblii ckeep. Ele BecHoi
AOM cTOAN,

aJIeTOM - LIBETHUK. KaK CJTy4mnochb

1 CO MHOM. iPOE3}alo MO KaraHCKoi yuLie -

Het yrnosoro agoMa 33/6 1 Ha bonbluoit AHApOHbEBCKOM.
0ETKO oTnevyaTaica

B NaMATU ero ¢acaj B CTUIE KMOAEPH?

C JIenHbIMK MacKapoHaMM U CMHe-NWI0BbIM Kadenem,
KpacuBbIii CHapYu, @ BHYTPU — TUNNYHbIA AOXOAHDBINA IOM
Hayasia MM BeKa: TeCHOTa KOMMyHaJ/IbHbIX KBApTMP, y3Kas
JIECTHULLA, NPONaxLIaA KOWKaMMU.

h xaneTb-T0 He 0 YeM. Bo B cHax ABnAeTcA cTapbiil AoM,
KOTOpPOro MrHOBeHHO

He cTano B (hecTmBanbHoe neto... JKusHeHHble 3a60TbI He
JAloT BNacTb B HOCTAIbINIO

no yrpayeHHoMy npouiomy. h Bce ke

B /iyllie KaX/10ro MOCKBMYa OTBe/leH

yronok bockse yxoasLueii.

106 HACNEOWE

Horo neT xun B Mockae lypuin

3axapoB. Poauncsa oH B cTa-

PUHHOM pycckoMm ropoge Knm-
pbl. I camoe yauBuTenbHoe, B Havyane
WeCTUAECATBIX XYAOKHWK TaK yBUAen n
noyysctBoBan MoCKBY, CNOBHO Topo-
MUACA ee 3aneyatneTb, OMacasach, YTO
KaXablli MOTMB, KaK BWUAEHWE, MOXeT
Mcye3HyTb BHe3anHo W Hascerga. Ero
AEeTCTBO NPOXOAMNO AaneKo oT MocKBbl,
a BMeyaTNeHMe OT ero rpaBlop TaKoe,
OyaTo oH Ha TaraHKe pogunca 1 BbIpoc.
B odopte «Mapkcuctckan ynuua» A Bu-
Ky yamuy AeTctBa. 3Han M XYAOKHUK,
4TO YNUUbBl Yepe3 AeCATOK NeT He cTa-
Het, 6yAeT cOBCeM Jpyras, U YTo eMy 04~
HOMY BbINaAeT Ha JoAto N306pasunTb ee
C Y3KMMMW TPOTyapaMmu, pasammn crapblix
avn, ¢ ropbatoin GybIXKHOW MOCTOBOW,
npunopolieHHon cHeromM? Mo ynuue B
NO34HUI Yac MAET XKeHWKnHa. B Hen y3-
HaeTCA KeHa XYAOXHWKa, CKynbnTop
TatbAna CokonoBa. Kaxertcs, yto cuny-
3T 3an03Ja0i NPOX0Xeii 3aCTbiN HeMno-
ABWXHO, a fAepeBbA ABMXyTCcA. OHK
CNIOBHO PaccTynalTcA B CTOPOHbI, Lie-
BeNAT 3aMep3lVMKU BeTBAMU, Cpean
HWX CBepKaeT OAMHOKaA 3Be3ja. TeHU
AepeBbeB CKONMb3AT B cBeTe (oHapen
no TpoTyapy, B36upatoTcs cTyneHbKaMm

BBEpX Mo OpeBeHyaToON Knagke fAepe-
BAHHOIO A0OMa.

KomMyHMcTMYeCcKan ynuua B 04HO-
MMEHHOM 0(opTe XyAOKHUKA NepeKiun-
kaetcA ¢ Mapkcucrckoin. OH - ee 3ep-
KanbHoe oTpaxeHue. BHOBb HOYHasA
ynvua ¢ BeKOBbIMW rPOMajHbIMK TOMO-
NAMU. XyAOXKHUK yXKe He 3acTan cTapbixX
TPOTyapoB, norpebeHHbIX MOoj MHOro-
CNOVHbIM acthansToMm, U3 GonbLKX, npe-
KpacHO 0TeCcaHHbIX KaMeHHbIX NWT, pas-
HOLBETHbIX Noj AoxaeM. CTpaHHoii, bec-
MIOTHON TeHbID MeNbKHYA MPOXOXMNA,
KaK rprHOBCKMIA nepcoHax u3 «JlyHHoro
cBeTta». 3Ta ynuua yuenena, a Ton Mapk-
CWCTCKOW, B NMPeXHeM BUfe, - yxe HeT.
3necb npotybepaHuem cnenut rmasa ¢o-
Hapb, TaM ero He yBuaeTb. CHoBa - ynu-
Lia Moero AeTcTBa.

[JlapoBaHve XyAoXHWKa pa3Bep-
Hynocb B Te roAbl, Korga CTaHKoBas
rpastopa Habupana BbicoTy. B 30 Bpe-
MA MHTepecHo paboTanu B JleHuHrpase
O.MoyteHHbIN, A.YwuH, B Mockse -
W.TonnubiH. MoayepKHyTas 4eTKOCTb
KOMMO3MLMOHHOIO MOCTPOEHUA MocC-
KOBCKUX Nei3axei 3axaposa lwna oT
€ro nbITANBOCTY — Ha NepBbIX NOpax OH
HacTouyMBO M3yyan nonobuswMecs
rOpoACKyMe «0OBEKTbI», BXUBLUNCH e B

HWX, BO3BPaTMBLUMNChL, U He pas, K no-
ntobuUBLIEMYCA MOTUBY ropoAa, OH ero
06xuBan 06CcTOATENBHO, HETOPOMIMBO.
XyBoxHUK obnagan pesKuM fapoM WH-
Tynumn. OHa-To 1 jaBana eMy BO3MOX-
HOCTb anpMOPHO NOCTUraTb TPyAHOMOC-
TxuMoe. He notoMmy nu eMy AaHo 6bli-
N0 BUAETb 3@ peaibHbIMU AOMaMK, BO-
pamu, 3aKOy/lKaMu, 3a OTKpbIBaloLu-
MUCA 13-3a HUX MepCreKkTUBaMn JaBHO
npoweslee n He uM nepexutoe? lNo-
L06HOe AOCTYMHO TOJbKO MOANMHHOMY
macrepy.

JNletonncebio MockBbl, fpeBHel U
HOBOW, rpaBlopbl 3axapoBa He Haso-
Belb. B H1X HeT MeToanYHOrO 1 06CTO-
ATenbHOro nosectsoBaHuA. M paccka-
3a ToxXe HeT. EcTb HeyTo TaKkoe, uyTO
6nnKe BCero K cTMxaMm, He CTUCHYTbIM
PUPMOI, HO C YeTKO 3ajaHHbIM puUT-
MOM, C npejenbHOW KOHLeHTpauuen
COAEepXaHWSA, OTINTOrO B eAUHCTBEHHO
BO3MOXHYt0 (opmyny, ¢ pasHoobpas-
HbIM 3MOLMOHANbHBIM 3By4aHWeM OT
3MMYECKN co3epLaTeNbHOro o rpote-
CKa ¢ Anpuyeckum nogrekctoM. Mpo-
HWA B €ro INCTax NepenseTaeTcs ¢ rpy-
CTbl0, MeYTaTeNlbHOCTb He MpoTUBOpe-
4MT paccypoyHocTW. AccounaTUBHbIN
CTPOVi rpaBlop XYAOXHWKa — Kak mo-
3TUYeCKMne CTPOKM.

Bnagummp ®aBopckuin Koraa-To
rOBOPWJ, YTO YyBCTBA Y Hero He Gonee
YeM y Apyrux, NpocTo OH CMOTPUT MPOCT-
PaHCTBO, Aipyrue e 3T0oro He AenatoT. To
e camoe Mor 6bl ckasaTb lypuit 3axa-
POB, CNOXMBLUMIACA KaK XyAOKHUK BO
MHOTOM MOJ B/IMAHMEM BbIAAOLLErOCH
rpaBepa Hallero BpeMeHW.

MoHyMeHTanbHoO BOCMPUHATA
MockBa B 0AHOV M3 paHHUX AVHOrpa-
Blop - «lpocnekt Mupa». YmeHune one-
pupoBaTb CUY3TOM, aKLEHTVPYOLWMM
rny6UHHOCTb LeNoro U OofJHOBPEMEHHO
COXpaHALWEro nA0CKOCTb, OTANYaeT
370T nnct. [pocTpaHcTBEeHHOE nocTpoe-
HWe OCHOBAHO 3/eCb Ha MOCTOAHHOM
yAaneHun napanienbHO PacnofNoXeH-
HbIX XONIMOB NycTbIpA. ApPKW JanbHero
BUajyKa 3UAT ocnenuTenbHon 6enus-
HOW, MPOpbIBaACh B jajleKoe 1 HeobbAT-
HOe BO3JYLUHOe NPOoCTpaHCTBo. B LeHTpe
rnybuHa AoCTMraeT anores, a TeMHble
MJIOCKOCTM MO KpasAM yCUAMBalOT ee.
[Meii3ax c BMaayKoM NONOH TOPXKEeCTBEH-
HOM Mo, XyAOKHWK W He npeanona-
ran, 4To BbICOKME XMible AOMa B 3TOM
yacTu npocnekta Mvipa HaBceraa 3achno-

HAT cob0ii Kene3HOLOPOXKHbIN BUAAYK,
13-3a KOTOPOrO KOrAa-To OTKPbIBaNoCh
«MpeKpacHoe Janeko»?

XyaoxHuK nobun 6poautb no
MockBe Ha paccBeTe. B a1y nopy 3aa-
HUA 0COBEHHO TUXM W TOPXKECTBEHHDI.
Crapas ConsiHka HeynobHa Ana AHeB-
HbIX nporynok. Cnvwkom 6onbluoe ABK-
KeHue, ynuuy TPyAHO MepenTu, Mawu-
Hbl peByT. 3aT0 B paHHMI1 yac KpacoTa
ynuubl OTKpbiBanach peluTeNbHO BO
BCEM, BK/OYasA He3HauuTeNbHyl Je-
Ta/lb — WMPOKO pacnaxHyToe OKHO rae-
TO HaBepxy. 3axapoB BepeH cebe: B ero
NpeACTaBNEHNU N0331A FOPOAA He YyXkK-
Aa obbigeHHoro. wuTeiickne noppo6-
HOCTW - KaK NpocTble c/0Ba, HanonHA-
foLLMe JOCTOBEPHOCTbIO YeKaHHYI CTU-
XOTBOpPHYl0 CTpOKy. TakoB odopT «Co-
NAHKa». XyAOKHWUK HEOLHOKPATHO BO3-
Bpawanca Ha 3Ty yauuy. Habnogan ee
BeyepoM. Pasmbiwnan o6 ofMHOKOWA
ctapocTtu, Gnaronony4yHoit 3penoctu,
GecneyHoi tHOCTU. TUWMHA yAULbI
B3pbIBAETCA MEecHel noj rutapy, Aama
YMHHO MporynuBaer cobaky, cTapyLiKa
¢ nankon 6peger, TAxeno ctynas. Kpy-
roM - XMBOMWCHaA TecHoTa 3abopos,
AepeBAHHbIX 1 KaMeHHbIX AOMOB U A0~
MULLEK, BOPOT, JiBepeil, OKOH W OKOH-
LieB, XapaKTepHbIX B KoHLe 60-x rosos
MMEHHO AN 3TON YacTn MocKBbI, Mex-
ay Tarankoit n Kutain-ropopom.

KonokonbHsi uepkBu XVIII Beka
TaM, rae KoHuaetcA ConAHKa 1 nepekun-
HYT Yepe3 fly3y AcTaxoB MOCT, 3aMaHuu-
Ba /1 MHOTUX XyAOXHWKOB. B nnHorpa-
Blope 3axapoBa «fly3cKkue BopoTa» Lep-
KOBb B3fiTa B HEOXWAAHHOM paKypce.
Oxa - oH Ana nopTpeTa B pocT, Napaa-
Horo noptpeta TatbAHbl CoKonoBOWA.
CBepKatoT BeyepHvie OrHu, CUAT Opeo-
namu 3Be3fpbl, MecAl... Bbl 3amevaerte,
4TO BENNYECTBEHHOE 3/jaH1e 1 ropAenu-
BasA MpoXoxasa Kak OyATo comepHuya-
I0T - KTO Bbiwwe, 6onee ctateH. YyBCTBO
IoMOpa, Npucyllee XyAOXKHUKY, He AaeT
UM BO3HeCTUCb Ha KoTypHax. U Bbl ¢
yNbl6KOW OTMeyaeTe, YTO LepKOBb BblI-
pacrtaeT u3 nbejectana JOMOB 3a MoOC-
TOM, @ MOCTAaMEHTOM ANA XKeHLMHbI Cly-
KUT Lenas ynuua.

[lonrue roabl 3axapoB Xun Ha ynu-
ue Bonopapckoro, oHa e [oH4apHas.
He pa3 oH B36upancs no kpytomy Batu-
Hy nepeysnKy, CTOMKO XpaHALieMy B na-
MATW CTapOXMWJI0B CBOE NpexHee Ha3Ba-
Hue - LlBmBan ropka. B pasrosope ero

4 Bup ot uepksu
Cs. Bnagumupa

B Crapbix Capax.
M3 cepumn «MockBa»
1985
JlnHorpasiopa
85x83

4 View from

the Church of
St.Vladimir in Stary
Sady (Old Gardens)
Series "Moscow"
1985

Linocut

85 by 83 cm

AsTonoptper
B MacTepcKoii.
M3 cepun
«MocKkoBcKue
MHTepbepbl

1 NopTpeThb»
1986
Jlnnorpasiopa
89x70

Self-portrait in

the Artist's Studio
Series "Moscow Inte-
riors and Portraits”
1986

Linocut

89 by 70 cm

yacTo nepeviHaumBanu - BwuBas ropka.
Ha camoit paHHein rpaBsiope «BatuH ne-
peynoK» MaibyMK KaTaeTCA Ha CaHKax,
pUCKyA Bpe3aTbCcA Ha belleHoN cKopo-
ctv B nmapanet fAysbl. Y 3axapoBa Ha
3TOM ynuue BnepBble BCTPeYalTCA U
pacxoAATCA AeTCTBO, MONOAOCTb U CTa-
pocTb. 34ecb BCIOAY — ABYX-TpexaTax-
Hble nokocuBLluMecs foMuKW. Ha Gonee
No3AHUX rpaBlopax Ux yxe Het. «Lsu-
Bas ropka», HarpaBMpOBaHHas Yepes
HECKOJIbKO JIeT, -~ coBCeM Aipyras. XyAox-
HUK CMOTPUT Ha Hee CHY3Y, OT BbICOTHO-
ro goma Ha KotenbHuueckoin Habepex-
HOM. YAnLy cnpAMUAN, HO KpyTW3Ha oc-
Tanacb. Hosble goma c 6ankoHamu
CWbHO OTCTYMUAW OT TPOTYyapoB, U OT-
KpbIICA YyAeCHbI BUJ, Ha LiepkoBb Hu-
KunTbl My4YeHnKa Ha BepLUMHE FopKW, rae
HaxoauTcA nozBopbe AQOHCKOro MoHa-
cTbipAa B [peunn.

B rpastopax 3axapoBa MockBa
npeacTaeT ropooM KpyTbix Geperos u
xonMoB. [laxe nnowaan ee XonMucTbl,
Hanpumep TaraHckas. B akTtuBHO pac-
TylLel BBbICb CTapOii YacTV ropoAa co-
XpaHWioCh, Ha YAMBIIEHME, elle MHOMo
MECT, OTKpbITbIX AfnA rnasa. B atom
ybexpaet nuHorpastopa «fy3a». MNewe-
XOAHbIN MOCTUK W3ALHON Ayron n3o-
THYACA Haj W3BMBOM PeKW, a janblue,
C/IOBHO KpernocTHas CTeHa, — BbICOKUIA
KeNe3HOAOPOXHbI MOCT C peKuMu
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apkamu. MocTbl c034al0T aBTOHOMHbIe
npocTpaHCTBa B Npejenax eanHon nep-
CMEeKTUBbI, KOTOPYIO AEPXUT U3BUIMUC-
TbIi NpUTOK MocKBbI-pekn. 3aecb Heo-
ObluallHO MHOroe 06BATO B3rNAAOM.
BeHualoT nensax aanekue ouyepraHuA
apxuTeKTypHoro namsaTHMKa XV Beka,
[laBLIEro HasBaHWe NAOLWAAN U [BYM
ynuuam, bonbwoit n Manoit AHAPOHb-
eBCKuM. HaiiTn 1 1306pasutb cTapbliit
pabounit paiioH CTONULbI, HAWTW rapMo-
HUI0 MeXAYy ApPEeBHOCTbIO U COBpEMeH-
HOCTbIO — 3Ha4YWT OTKPbITb AOTONE CO-
KpbiToe. CI0XHOCTb NMPOCTPAHCTBEHHO-
ro MOCTPOEHWA Men3axa — Aullb YacTb
3TOro OTKpbITUA. Jlyun conHua o3apaioT
FOPU3OHT, WITPUXOBKA U3 TEMHOW U ryc-
Toii cTaHOBUTCA cepebpucToil, CBETO-

108  TPETbAKOBCKAS TANEPE]

HOCHO. Jly4n oceHAT 1 MOCTbI, U Ha-
GepexHyio, 1 3aMep3LLyl0 peKy, BAMBas
B Aywy Mopo3sHylo 6oppocTtb, cnaras
TVIMH ropoay.

lypuit 3axapoB nobun BbIXOAUTH
13 oMy rocne cHeronazos. Toraa KoH-
TpacTbl CBETNOTO0 ¥ TEMHOr0 CTaHOBW-
ANCb Kak Gbl rOTOBOI TOHaNbHOW pac-
KNaAaKom ANA rpasiop, ropoj npejcra-
Baj BOCMPUATUIO MOAYEPKHYTO «rpa-
¢uyHbIMY. Bnpouem, npupoay v ropoa-
CKOW naHawadT B roToBOM BUAE OH,
KaK WCTWMHHBIA MO3T W XYAOXKHUK, He
BocnpuHuman. Bcerga uckan csoio,
ocobeHHylo To4Ky 3peHus. Hatypy npo-
nyckan cKBo3b BoobGpaxeHue, a yx
OHa-TO MOACKa3bIBana NNHUKN, 06bEMbI,
CUNY3Tbl W WTPUXM, U3 KOTOPbIX POX-
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TopoK.
HaGepexHas.

M3 cepun
«[lyTewectBune
no lMywwK1HcKoMy
Konbuy». 1978
JlvHorpasiopa
69x66

Torzhok
Embankment
Series
"Pushkin
Ring Travel"
1978
Linocut

69 by 66 cm

pancsa o6pas. Ouunwan HallieHHoe oT He-
HYXHbIX AeTanei, a uHble AobaBnAn no
CBOEeMy ycMoTpeHuto. EMy He cKy4Ho OblI-
710 NNLEe3peTb MHOTO3TaXHbIE OMa, — B
HUX He HanTy ByKBaNbHOroO nepecyeta
OKOH, a joMa - y3HaBaeMbl. U gepeBbay
Hero ocobeHHble. EMy BaxHO He To,
CKOJMIbKO y fiepeBa BeTOK, Kyaa ntobo-
nbiTHee ux yctpoictBo. OH obnapan
TOYHBIM KOMMO3ULMOHHBIM YyTbeM U
1306peTaTeNbHOCTbI0 B MOCTPOEHUMU
Kaxgoro nucra. Ero ropoackue nensaxu
4YeM-T0 HanoOMWHAKT WHTEpbepbl CO
CIOXHBIMW MPOCTPAHCTBEHHBIMU 30Ha-
MW 1 AYelikamu. HepapoM nocne oKoOH-
yaHuA Bbiclwero XxyaoxecTBeHHO-NpO-
MbILUJIEHHOTO YYMANLLA OH CTan creuma-
JINCTOM MO WHTepbepy.

B 3axapoBckux rpastopax Bceraa
ACHO, KaKoB penbed MeCTHOCTW, rae npo-
neraeT ynvua, U3BUAMCTaA OHa UAK Npa-
Mas, KaK pacronoxeHbl BOPbI, KaK 3aBs-
3aHbl CJI0XHbIE, HO MOJ ero pe3LoMm Bce-
rAa pacnyTaHHble y3/ibl 60/blOro ropo-
pa. WcnbitaB GnaroTBopHOe BAUAHME
B.A.®aBopckoro, 3axapoB TBOpYecKU, a
3HAYUT CMenNo, NpoAomKUA BonbLine Tpa-
avumn. U ero xyaoxHuYecKas camobbiT-
HocTb Gonee BCero NpoABMNack, BO3MOX-
HO, B TOPOAICKMX Mei3axax.

Y craporo, yweawero B npowioe
Apb6ata 1 ero nepeynkoB 6bla CBOV NO3T,
Bynat OkyzmkaBa. Y TaraHku Gbin cBoit
XynoxHuk, lypuin 3axapos. 3aneuyatnen
OH W Apyrue yronku MocKsbl, npuyem
OYeHb MHTepecHo. paBlopbl, NMOCBSALLEH-
Hble TaraHKe, MOXHO pasfenuTb Ha LMK-
Jbl U CIOWTbI, KaK CTVXW, NMOCBSALLEHHble
yemy-To ogHoMmy. [pekpacHoe oKasanocb
nobnusocty, B npuneraowmx K flyse
ynivuax, B fecATW-ABajuUaTV MUHYyTax
X0AbObl OT fJOMa.

[bixaHne 6onblWworo ropoga Mbl
olLyLLaeM He TObKO U He CTOJIbKO B N30~
OpaXKeHUV LWMPOKMNX NepCnekTUB 1 NaHo-
paM, CKO/IbKO B MafleHbKWX yN04Kax, npu-
UYANMBO 3MeALMXCH, KaK pycna cTapbix
pyubeB. [yNbC *KN3HW B HUX BbeTcA mMep-
HO, @ He yYalleHHO, 1 YyenoBek obpeTaeT
JyLWeBHOE CMOKOMCTBME U paBHOBecue
YyBCTB, HEOOXOAMMBIX €My KaK BO3AYX.
lopoa Habuipaet 3gech Gonbluoe Abixa-
HWe W npejcTaeT 0AyXOTBOPeHHbIM. [0-
pop 3axapoBa - He Anfi cyeTHOro Gernoro
0630pa. Ero ropoa - ana Tex, KTo Heto-
pONAMBO XOAMT MELLKOM, KTO ero AeincT-
BUTENIbHO NOOUT.

BaneHmuHa A3apkosuy

MOSGOW

in Guri Zakharov’s engravings

MOSCOW, LIKE ANY OF THE WORLD’S GREAT CAPI-
TALS, IS CONSTANTLY CHANGING ITS APPEAR-
ANCE. THE UNIQUE CHARM OF EACH AREA
CHANGES AND, THE MORE TIME PASSES, THE
MORE WE APPRECIATE THE EFFORTS

OF PAST MASTERS TO RECORD THE MOSCOW
THAT THEY SAW. GURI ZAKHAROV WAS SUCH
MASTER, AND THE ARTIST LIVED A LARGE PART
OF HIS LIFE IN THE CITY THAT HE SO GRACEFULLY
DEPICTED. BORN IN THE SMALL AND ANCIENT
RUSSIAN TOWN OF KIMRY, HE TOOK MOSCOW
CLOSE TO HIS HEART, TRYING TO PORTRAY
EVERY DETAIL OF THE CITY'S ENVIRONMENT, AS IF
IN A HURRY TO CATCH THE ATMOSPHERE THAT
PREVAILED IN THE CITY IN THE 1960s.

hough he spent most of his
Tyounger years far away from
Moscow, the general impression
which comes from his works is that they
were created by a true Muscovite. Since
it is impossible to squeeze an entire city
into one piece of paper, Zakharov con-
centrated his artistic attention on a
small district in the centre of Moscow,
Mos mars around the Taganskaya square.
EEPEAO::':‘ZD;;;OHEL In his etching "Marksistskaya
Street" | see the street of my own child-

M3 cepumn «MockBa»
1987 hood. How could the artist know that in

LiBeTHas

AuHorpasiopa some dozen years or so the street
100x77 would no longer be there? And that he
My Mother will be the only one to have depicted it
at the Gate - with its narrow pavements, its alleys
of the Church of old lime trees, and crooked stone
of St. John-the -War- . .

rior roads, drizzled with snow? One can see

Series "Moscow” a dim figure of a woman walking away
1987

Colour linocut in the twilight. The figure turns out to
100 by 77 cm be that of the artist's wife, Tatiana

Sokolova, a sculptor. It seems, however,
that the figure is motionless and it is
the trees that are moving. The trees
appear fo be parting, and thus opening
the way fo a lonely star that can be
vaguely seen in the darkened sky. The
shadows of the frees are sliding in the
faint light of the street lamps, barely
reaching the logs of an old wooden
house. There is not a single spark of
light in any of the windows. Everyone
is asleep, or perhaps the house is
abandoned already.

Zakharov's etching "Kommunist-
icheskaya Street" is a mere reflection
of that previous one: the same night
view of the street with its century-old
poplars. The street is still alive, unlike
many others in Zakharov's etchings,
yet it has changed so radically that it is
now almost unrecognizable. Yet anoth-
er street of my childhood.

Guri Zakharov lived and worked during
the period in which the art of the
engraving was reborn. Such artists as
0. Pochtenny and A. Ushin from Len-
ingrad, and I. Golitsyn in Moscow were
very active in this kind of artistic tech-
nique. Zakharov's cityscapes were
marked by a strict composition that
resulted from his keen attention fo the
object which he was depicting. He had
a unique arfistic infuition which
opened new horizons for his creativity.
He managed to go "behind the scenes”
of the simple (and real) houses,
streets, yards, dead-end streets and
other locations. As a true master, he
was able fo save the feeling of the
past, as well as express his own life
experience. It would be unfair to com-
pare Zakharov's engravings to chroni-
cles of the ever ancient and modern
Moscow: they are not such narratives.
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One might compare them to poetry,
and more specifically to blank verse.
Not chained by rhyme, yet marked
with certain inner rhythms with the
greatest concentration of emotional
colouring: from the grotesque to the
lyrical. Zakharov combines irony with
sorrow, dreamy motifs with reason.
The associative element in his engrav-
ings echoes such poetic lines.

A master of the art of the engrav-
ing, Vladimir Favorsky once said that
he had the same set of feelings that
everyone else did - but the thing was
that he simply stared info space, while
others did not. This remark can also
be referred to Guri Zakharov, who had
experienced the great impact of
Favorsky's work on his creativity.

Some of Zakharov's engravings
(linocuts), like an early work called
"Prospekt Mira", reflect Moscow's true
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Psabuna, nuxma

1 6poH3oBas
cKynbnTypa. 1986
b., akBapenb
102x73

Ashberry,

Tansy and Bronze
Figurine

1986
Water-colour on
Paper

102 by 73
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monumentality. The artist’s unique skill
to demonstrate great depth through flat
silhouettes is especially evident in this
work. The lonely hills, growing constant-
ly more and more distant, become the
basis for the compositional structure of
the piece. The arcs of a remote viaduct
blind with their whiteness, and seem to
be literally rising up in the air.

The artist loved wandering around
Moscow at the crack of dawn fo con-
template the silent grandeur of the
buildings. Solyanka Street, an old street
in the centre of Moscow, is not suited
for daytime walks because of its crazy
traffic: however during the early hours
of dawn its truly charming beauty is pre-
sented to the greatest extent, revealing
unexpected details: a wide open window
or something else... Zakharov had the
ability to find poetic beauty in everyday
life. Thus any architectural element
could play the role of a poetic metaphor,
and such is the Solyanka work. The
artist could be seen on the street at any
time of the day, morning or night. In his
etchings Zakharov managed to pass on
his fresh and vivid perceptions of time
and place so specific to their location:
the picturesque "togetherness” of the
fences, stone and wooden houses,
gates, doors, windows - all so charac-
teristic of this part of Moscow in the
1960s.

The bell tower of the 18th century
church at the end of Solyanka where
the Astakhov bridge crosses the Yauza
river has always been an attraction for
many artists: Zakharov was no excep-
tion. His engraving, "Yauzskiye Gate",
provides an unusual background for a
portrait of the artist’s wife: the magnifi-
cent edifice rivals the female passer-by
in the glamour of the night. It is hard
not fo feel the humour of the situation:
it seems as if the houses across the
bridge serve as a pedestal for the
church, while the podium for the
woman is the entire street.

In Zakharov's engravings Moscow
is porfrayed as a city of steep river
banks and hills. Even some squares, like
Taganskaya, appear uneven. The best
example of this tendency is his linocut
"Yauza" (a tributary of the Moskva

River). A small pedestrian bridge
resembles a tightly strung bow, while in
the perspective one can see a high rail-
way bridge with some few arcs; togeth-
er, the bridges create a peculiar per-
spective. The viewer's eye inevitably
catches the far-away silhouettes of the
architectural monument of the 15th
century, the monastery that lent its
name to a square and two streets - Bol-
shaya and Malaya Andronievskaya. In
Zakharov's linocut the rays of the sun
brighten the horizon, the bridges and
the embankment of the frozen river. All
this indeed "sounds" like a hymn to the
beauty of the city.

Guri Zakharov liked to take long
walks after heavy snowfalls, when the
whole city looked like an engraving -
with everything defined in black and
white. The artist never portrayed any-
thing "just as it was", instead he con-
stantly looked for a particular point of
view, colouring the cityscapes with his
artistic imagination. Poetry and art
were happily married in his personality:
he strived to create and imagine - omit-
ting unnecessary details, but adding
some of his own. Thus he engraved "por-
traits" of houses, streets or trees. His
cityscapes resemble intricate interiors
with numerous corners and arcs (ironi-
cally, Zakharov's profession was that of
an interior designer).

Just as the legendary old Arbat
area had its own poet - the famous
songwriter Bulat Okudjava - the Ta-
ganskaya region had its own artist,
Zakharov. In his quest for the beauti-
ful, Zakharov did not have to go far - it
was all there, just a short walk from his
home.

A major city is recognized not by
its wide panoramas, but often rather by
its small, curving and narrow streets.
Like arteries, the streets, side-streets
and dead-ends are the blood vessels of
the city's organism. Zakharov's
Moscow is not meant for a hurried
glimpse. His city is for those who do
not absorb beauty in gulps: it is for
those who, like true gourmets, take
time to appreciate it.

Valentina Azarkovich



