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Peasant Girl. 1915
Pastel on cardboard
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PYCCROE
NCRYCCTBO

XIX — navama XX Beka
B CepIIyXOBCKOM MCTOPUKO-
XYZ0:KECTBEHHOM MYy3ee

30-4 BpIcTaBKa MpoekTa «30J10Tad Kapra Poccun»

CepnyxoBCKUI HCTOPUKO-Xy0kKeCTBeHHBIN My3eit (CIXM) — camblii KpynHbIi B Moc-
KOBCKOI 00JIaCTU M OJMH U3 OOTraTeHINX MIPOBUHIIUAIBHBIX POCCUICKUX MY3€€B H30-
6pas3uTeabHOro UCKyccTBa. Pacmosoxken oH B 0cOOHsAKe, HOCTpoeHHOM B KoHIle XIX Be-
Ka 1o npoekty apxurekropa P.M.Kneitna nnsa Annbl Bacuinbesubnl Mapaesoil. Tek-
cTuibHas ¢abpukanTima, kymyuxa Il ruasaun, ona 6pL1a BUAHOM AeSATENbHULIEH CTa-
poodpsaaYecTBa, IOKPOBUTEIbHUIIEH CEPITYXOBCKON OOMIMHBI CTAPOBEPOB (esocees-
ckoro Tojka. Eil mpuHapIex)anro yHUKaIbHOE COOpaHUE IPEAMETOB TPaAULIMOHHON
PYCCKOU JyXOBHOU KyJIBTYPbl: UKOHbBI, PYKOIIMCHBIE U CTapOlle€YaTHbIe KHUTU, IIUTbE.
B 1896 roxy Amna BacmiabeBHa mpuodpesa XyZoKeCTBEHHOE COOpaHHME Kameprepa
nMIiepaTopckoro asopa IO.B.Mepimna, Bkiodasiee B ce€6s psJ 3aMedaTeIbHBIX IIPO-

M3BeJCHUN 3aI1aJHOEBPONENCKON U PYCCKOM JKMBOIMCH, CKYJIBIITYPbI U IPAPUKHU.

allMOHAIM3MPOBAaHHAS KOJLJIEKIIMS

MapaeBoii cTaia OCHOBOI coOpa-
Hust CepIlyXOBCKOTO My3esl, KOTOPBIi
Hayan coznaBatbes B 1918 romy. Paznen
pycckoro uckyccrBa XIX Beka IJlaBHbIM
obOpasom dopmuposaics B 1920-e rombt
Ha OCHOBE YaCcTHBIX coOpanuit. Kak cien-
CTBME, B HErO BOLLIO HEMAJIO MaMSITHU-
KOB CaJIOHHOM 1 MO3IHeaKaaeMUIeCKO
JKMBOTTMCH: BBICOKOTEXHUIHOM, 3pEITUTII-
HOI, paCCYNTAaHHOU HA HEMEIJIEHHBI yC-
MeX y COCTOSITeIbHOM MyOJUKH.

B nmanHOIT cdepe 0cOOEHHO Tpe-
CTIDKHOUW cuMTaliach aHTUYHasl TeMa,
kopudeem kotopoii sieisiics ILM.Cemu-
panckuit (1843—1902). OOwieit TeHneH-
1veit n300pa3uTeTbHOTO UCKYCCTBA BTO-
poit monoBuHbl XIX crosieTusi OBLIO
BHUMaHHE K ITOBCEIHEBHOCTU. Xapak-

TEepHO, YTO M MosoTHa CeMUpPanCKOro
«[lecHst padbiHu» (1884) u «[lpasmHuk
Bakxa» (1890) mocBsilieHbB He BO3BbI-
LHIEHHO-TEPOUYECKO aHTUYHOCTH, a
ObITY IPEBHUX: JOMAIIHEN XU3HU Gora-
TBHIX PUMJISTH WJTU LIIyMHOMY TIPa3HECTBY
arTuyeckux BUHorpamapeil. [lomoOHbIe
KapTUHBI «aHTMYHOTO KaHpa» HauWHasi
¢ 1870-X romoB CIYXXWIN XyT0XKHUKY CBO-
€r0 pOoJia OTABIXOM B IMPOMEXKYTKAX MEX-
Iy ero paboToil Hal MOHYMEHTAJIbHBIMU
HUCTOPUYECKUMHU MOJIOTHAMMU.
W3bicKaHHY00, TPUITHO CEHTHU-
MEHTaJIBHYIO XXUBOITHCH «BTOPOTO POKO-
KO» TIPEICTaBIsIeT B COOpaHUU My3est
nacnenue A.A.Xaprnamona (1840—1925).
B 1869 rony B kauecTBe neHcuoHepa Mm-
repaTopcKoit AKageMUM XyI0XKeCTB Xap-
JlaMoB Tipuexai B [Tapuxk, BrociaencTsum

CTaBIIMI JJISI HEro BTOPOM POAMHOIA.
Tam B 1872—1873 rogax oH 3aHUMAJICS B
CTYIUU MacTepa JEKOPaTUBHOU XKUBO-
nucKu «rojioBok» Jleona boHHa u cam
BIIOCJEACTBUM paboTal Mpeumylie-
CTBEHHO B 3TOM kaHpe. MccaenoBarenn
TBOpYECTBA XyHOXHUKA OTKA3bIBAIOTCS
HUCKaTh Kakue-Iu0bo peajabHble MOIEIU
€ro «rOJIOBOK» W TpeMIaraloT UxX CUCTe-
MaTHU3aLMI0 «I10 (DEHOTHUIIAM, BHEITHUM
MPOSIBJIEHUSIM OTPEJEICHHBIX T€HETU-
YeCKUX MpHU3HaKoB»'. COrlacHO 3TOi
kinaccubukauuy, «[loprper aeByIIKM»
13 CepryXoBCKOTO My3esl OTHOCHUTCS K
TUITy KapTuHbl, onucanHoi U.C.Typre-

1.S'ugrabova—Rorh 0., Lingenauber E. Alexei Harlamoff.
Catalogue raisonne. Dusseldorf, 2007, s. 97 (mamee —
Sugrobova-Roth, Lingenauber).
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A A.DKCTEP »
Hamiopmopm. 1909
Xouct, Macno. 71%53,5

Alexandra EXTER »
Still-life. 1909
Oil on canvas
71by 53.5¢cm

Andrei Pilipenko

poccun

RUSSIAN ART

of the 19th and early 20th centuries in the
Serpukhov Museum of History and Art

The 30th exhibition of the “Golden Map of Russia”

The Serpukhov Museum of History and Art is one of the
richest provincial Russian museums and the largest visu-
al arts museum in the Moscow region. It is located in a

former mansion that was built in the late 19th century by
the architect Robert Klein and belonged to the textile
manufacturer, the merchant of the third guild Anna

Vasilievna Maraeva.

he foundation of its collection, estab-

lished in 1918, came from the nation-
alized collection that belonged to
Maraeva, a prominent figure in the circles
of Old Believers and a patroness of the
Serpukhov community of the Fedoseev
sect of Old Believers. She owned a unique
collection of artefacts of traditional
Russian spiritual culture, including icons,
hand-written and black-letter books, and
embroidery. In 1896 Maraeva bought the
collection of Yury Merlin, who was a
chamberlain at the court of the Tsar and
an officer for special commissions at the
office of the Moscow governor. The col-
lection included a number of splendid
Western European and Russian paintings,
sculptures and drawings.

The major part of the 19th-century
Russian art section at the Serpukhov
Museum was assembled in the 1920s with
acquisitions from private collections. As a
consequence, it has quite a few salon
paintings and pieces in the style of the later
period of academicism: very technical,
eye-catching, and designed for the tastes of
wealthy audiences. In this field, themes of
antiquity were prominent, among them
the work of the painter Genrikh
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Semiradsky (1843—1902), one of the lumi-
naries of Russian art in the late 19th centu-
Iy.

A general tendency of Russian visual
art in the second half of the 19th century
was its attention to everyday life.
Characteristically, Semiradsky's paintings
“Slave Woman's Song” (1884) and “Feast
of Bacchus” (1890), instead of accenting
the sublime and heroic, are focused on the
everyday life of their subjects: the domes-
tic life of rich Romans and the boisterous
festivities of Attic wine-growers. From the
1870s onwards, such “antiquity-themed”
paintings provided for the artist a sort of
respite in the intervals between his work
on monumental historical paintings.

The artistic heritage of Alexei
Kharlamov (1840—1925) consists of dain-
ty, pleasantly sentimental paintings of the
“second rococo”. In 1869 as a “pensioner”
(fellowship holder) of the Imperial
Academy of Fine Arts, Kharlamov came to
Paris, which was to become his second
home. There in 1872—1873 he studied in
the workshop of Léon Bonnat
(1833—1922), a past master of decorative
paintings featuring “little facial portraits”
(of women and girls) — and later he mostly

followed Bonnat’s example in art.
Kharlamov scholars prefer not to look for
real-life prototypes of his “facial portraits”
and systematize these pictures according
to the faces' “phenotypes, external mani-
festations of specific genetic traits.”’

According to this classification,
“Portrait of a Lass” at the Serpukhov
Museum falls into the category of pictures
described by Ivan Turgenev (an admirer
of Kharlamov's talent) in 1875 as the
“wonderful pink girl”.? And the figure on
the left in the 1877 picture “Italian
Children” leads in an independent, so
called Serpukhovian type, which includes
overall 29 pieces from different collec-
tions.?

The artist Konstantin Makovsky
(1839—1915) was a prominent figure in
the Russian art world of his period; his
father was one of the founders of the
School of Painting, Sculpture and
Architecture in Moscow, and he came
from a family with a rich artistic heritage.
A participant in the famous “rebellion of
14” at the Academy of Fine Arts, over the
years Makovsky became one of the
notable figures of academic art in Russia.
In 1876 the artist traveled across the
Balkans, Egypt, and the Near East. “In a
Cairo Coffee-house” is one of the paint-

! Sugrobova-Roth, Olga; Lingenauber, Eckart. Alexei Harlamoff.
Catalogie raisonne. <Dusseldorf, 2007>. S. 97.

2 Turgeney, Ivan. Complete works and letters in 28 volumes.
Letters in 13 volumes. 11th volume. Moscow-Leningrad, 1966.
P.53; No. 3600 — letter from Ivan Turgenev to Pavel Annenkov
of April 1 (13), 1875: “Kharlamov's pictures of course are select-
ed for the exhibition — and he is finishing his amazing pink girl.”
Sugrobova-Roth, O.; Lingenauber, E. Op. cit. S. 188.

3 Sugrobova-Roth, O.; Lingenauber, E. Op. cit. S. 218—235.




Russia’s Golden Map

ings reflecting his impressions from the
voyage. In this piece an admiration for the
exotic world of the Orient is combined
with the artist’s clear-headed attention to
the contrasts of the foreign life, just as a
vivid, shimmering colour scheme is com-
bined with the artist's fluid, assured man-
ner.

As a historical painter, Makovsky
focused on the then very popular subject
of “domestic life” of Moscow and its sur-
rounding region of the 16th—17th cen-
turies, introducing viewers to it in his 1890
picture “On the Eve of the Wedding”
depicting the grooming of a bride in a
boyar family. The bride's braid is being
combed as a token of her parting with
maidenhood (in old Rus, unmarried girls
wore one braid, and married women wore
two braids).

The artist historically and faithfully
reproduced the atmosphere of the house,
although he easily inserted there details
of the 19th century: for instance, a girl's
drawing room in a boyar house could not

have had either a carpet on the floor or
curtains on the windows. Prior to the peri-
od of Peter I, carpets were used to cover
benches, coffers, and the like, but they
were not put on the floor (except in prayer
rooms, where they were never trodden,
but only knelt upon). And there was sim-
ply no use for curtains, because a dim,
semi-transparent mica was used instead of
glass in windows. Representing the boyar's
daughter not yet fully groomed, the artist
quite consciously adjusted his picture to
the habitual perception of the viewer — the
average townsman of the late 19th century.
The bride sits in front of an open chest, in
a white loose-fitting chemise which we
can just as easily take for a wedding dress.
Makovsky could not have depicted a boyar
bride in a white dress — this would have
been a gross historical error, even a scan-
dalous one: even in the 19th century in
rural areas, let alone in ancient Rus, white
was considered the colour of the funeral
shroud, while the bride's habitual outfit
would be “the red pinafore dress” cele-
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A.K.CABPACOB
Jlynnas Houb.
boaomo. 1870
Xouct, macino. 4780

Alexei SAVRASOV
Moonlit night.

A swamp. 1870

Oil on canvas
47 by 80 cm

K.E.MAKOBCKHI

B kaupckoii kogeiine
Okoro 1876

Xouict, Maciio. 66x80

Konstantin
MAKOVSKY

In a Cairo coffee-
house. Circa 1876
Oil on canvas

66 by 80 cm

brated in a famous romance. But the artist
was also mindful of the level and interests
of the mass audience, who, given the pic-
ture's title, would want to see most of all, a
bride, and a bride in white.

The girl who sits on the floor reclin-
ing on the bride's knees could have been
painted from a real-life subject: it is
believed that Makovsky's sitter was his
good friend Alexandra Dmitrievna
Bugaeva (1858—1922), mother of the poet
Andrei Bely*. If this conjecture is correct,
Bugaeva could also have been the sitter for
Makovsky's “Portrait of a Lass”, another
piece from the Serpukhov collection.
Nevertheless, the genre of “facial por-
traits”, which Makovsky chose for the pic-
ture, had at its core the special attitude of
an artist to his subject: the sitter's real fea-
tures were to serve only as a “starting
point” for creating generalized, idealized
images of female beauty.

The Russian tradition of critical real-
ism, the “Peredvizhniki” (Wanderers)
style, which we usually view as the antithe-
sis of mainstream academicism, neverthe-
less originated at the St. Petersburg
Academy of Fine Arts, in the 1840-1850s,
under the influence of Pavel Fedotov's art.
These paintings include, among others, a
piece by Nikolai Shilder (1828—1898)
“Temptation” — an interesting reproduc-
tion by the artist of his own painting, which
was bought by Pavel Tretyakov. The author
of “Temptation”, developing the theme of
Fedotov's sepia drawing “For a Poor Girl
Beauty is like the Scythe of Death” (1846,
Tretyakov Gallery), interpreted the melo-
dramatic plot fairly close to the traditions
of Dutch household-themed art of the
17th century.

“Gypsy Woman” (1886) by Nikolai
Yaroshenko (1846—1898) was another step
in the evolution of Russian household-
themed art. Yaroshenko, an active partic-
ipant in the “Peredvizhniki” exhibitions,
was known as a talented self-taught figure —
holding a degree in military engineering,
he finished the Academy of Fine Arts
through distance learning; he was also
known as a past master of bright, expan-
sive semi-genre, semi-portrait paintings.
In spite of its superficial closeness to the
salon “facial portraits”, his “Gypsy
Woman” defies the captivating “charac-
terlessness” of those girls. The lively,
assertive woman on the picture engages
the viewer instantly, thanks to the com-
plex lighting contrasts, the sharp, emo-
tional brushwork, and the dynamic tech-
nique of double framing.

The painting of Vladimir Makovsky
(1846—1920) “In a Forester's Cabin”
(1886—1887) was created at about the

4 Bugaeva, a beauty, served as a sitter for Makovsky more than
once — for instance, she was the model for the bride in the paint-
ing “Boyar Wedding Feast in the 17th Century” (1883, Hillwood
Museum, Washington) — see Bely, Andrei. At the border of two
centuries. Moscow, 1989, P. 102.

HEBBIM (OOJIBILIMM MOYUTATEIEM TalaHTa
A.A.XapnamoBa) B 1875 roay Kak «ymau-
BUTEJIbHAsT pPo30Basi NeBovyKa»?. OmHa
u3 ¢uryp (ciea) B kaptuHe 1877 roga
«TanbsiHCKME TETU» OTHOCUTCS K CaMO-
CTOSITEJIBHOMY, TaK Ha3bIBAEMOMY CEpITy-
XOBCKOMY THUITY, HACUMTbIBatoIeMy 29 na-
MSTHUKOB M3 Pa3INYHbIX KOJUIEKIIUIA®,

Spkoii ¢urypoit B pycCKOM apTu-
cruueckom mupe Obu1 K.E.MakoBckuii
(1839—1915), npoucxoauBLINIA U3 CEMbU
¢ OoraTbIMM XydOXECTBEHHBIMU Tpaau-
uusimu. Ero oren Obul OMHUM U3 yuype-
nurteseit MoCKOBCKOro HaTYpHOTO Kjlac-
ca. YUaCTHMK 3HAMEHUTOTO «OyHTa 14-Tu»
B AKaZieMHMH XyI0XECTB, OH C TOTaAMH CTaJ
OITHWM U3 CTOJITIOB XXMBOITMCHOTO aKajie-
mu3ma B Poccun. B 1876 roay xyaoxKHUK
COBepIIN IyTelecTBre: mocetmwn ban-
kanbl, Eruner, bavxuuii Boctok. Kap-
ThHa «B Kaupckoit kodeitHe» oTpaxaer
€ro BIIeYaTJIEHUs OT 3TOi moe3nku. Boc-
XUIICHUE 9K30TUICCKUM MUpoM Bocto-
Ka COYeTaeTcsT B Hell C Tpe3BbIM BHUMa-
HUEeM K KOHTpacTaM HW3HHU YYyXOro
Hapo/a, a 3BOHKUIA, MEPLAIOLINIA KOJIO-
PUT — C TUIACTMYHBIM, TBEPABIM TIOUYep-
KOM XyJOXKHUKA.

Kak wucTopuyeckuii XuBoOmucell
K.E.MaxkoBcKuil TOCBATUII ce0s1 MoIy-
JISIPHEMILIEN B T€ TO/IbI TEME «IOMAIIHETO
obITa» MockoBckoit Pycu XVI—XVII Be-
KOB, C KOTOPBIM OH 3HaKOMMWT 3pUTENICH
B KaptuHe 1890 rona «[Tox BeHew». Ha mo-
JIOTHE MpeACTaBleHbl COOPbl HEBECTHI B
0OSIPCKOI ceMbe: eif pacuechiBalOT KOCY
B 3HAaK TIPOIIAHUS C IEBUYCCTBOM. Xy-
MOKHMK TIIATEIbHO BOCITPONU3BOIUT MC-
TOPUYECKYIO OOCTAHOBKY M B TO Xe Bpe-
MsI C JIETKOCTBIO BBOIWT B Hee OBITOBHIC
peaiiv CBOETo BpeMEHMU: MoJI B 00SIpCKOi
CBETJIMIIE 3acTeJieH KOBPOM; Ha OKHax
n300paxkeHbl 3aHaBecu. KoBpamu B mo-
TETPOBCKOM JIOM€ TTOKPBIBAJIN JIABKU U
CYHIIyKU, HO HE KJIaJIM MX Ha ToJI (3a uc-
KJIIOYeHUEM yOpaHCTBa MOJIEHHON KOM-
HaTbl). 3aHABECKU K¢ OBLIN TTOTIPOCTY HE
HYXHBI, TaK KaK OKHa 3a0Upajiuch He
CTEKJIOM, a TYCKJIOH, IOJynmpo3payHoit
CJTIOMI0. ABTOP BIOJTHE OCO3HAHHO «ITPH-
CIOCOOWI» CBOIO CLIEHY K BOCIPUSITUIO
cpeaHero ropoxaHuHa koHua XIX Beka,
KOIJIa Hamucaj JEBYIKY eIlle He Haps-
XeHHol. OHa CUAWT Tiepel PacKpPBIThIM
JlapeM B 0eJloil pOCTOpHOI pyodallike,
KOTOPYIO MOXHO MIPUHSITH 3a MOABEHEY-
Hoe ruiaThbe. MakKOBCKMUI He M300pa3ui
0O0SIPCKYIO HEBECTY B O€JIOM TUIaThe — 3TO
ObLTIO OblI TPYOOI UCTOPUYECKOM OLLIMO-
KOI1, JaXxe ¢ OTTEHKOM CKaHfaJa, Belb B
JpeBHeit Pycu, a B pycckoli iepeBHe U B
XIX cTtonetuu, 6eblil LIBET aCCOLMUPO-
BaJICs C LIBETOM MOTpedaJbHOro caBaHa,
BEHYAJbHBIM K¢ HapsSIZIOM HEBECTHI OBLT
BOCTIETBIII B U3BECTHOM POMaHCe «Kpac-
HbIl capadaH». Ho Xy10>KHUK TOMHUJI O
KYJABTYPHOM YPOBHE M MHTEpecax OObI-
BaTessi, KOTOPBI, MCXOI M3 Ha3BaHUS
KapTUHBI, B TIEPBYIO OYepenb IpeacTa-
BJIsLI ce0e HEBECTy B OEJIOM.

[lonaratot, uro Monmenbio ST Je-
BYILKU, CUISIIEH B HOTaX Y OOSIPBILLIHU,
TOCITy>KWJIa Xopolasi 3HakoMast MakoB-
ckoro Anekcanapa JImutpueBHa byraesa
(1858—1922), maTb M3BECTHOrO MO3Ta
Annpes benoro*. Eciu aTo npenmnosoxe-
Hue BepHo, To A.JI.byraesa Mmoria no3u-
poBaTh XynoxXHUKY 1 mjs1 «[loptpera ae-
ByIIKM» U3 cobpaHuss CeprryxoBCKOTO
My3esi. Bripouem, B camoii ocHOBe kaHpa
«TOJIOBOK», K KOTOPOMY B JTaHHOM CITy-
yae oOpatumiicsi MaKOBCKHUI, 3aJI0KEHO
0co00e OTHOIIIEHNE XyTOXHUKA K MOJIe-
JI: peaTbHbIe YePThl HATYPIIIMIIHI — JIUIITH
«OTMpaBHasl TOYKa» JJIsl CO31aHust 0600-
LIEHHOTO, UIeaJIbHOTO 00pa3a.

Pycckass uzobpasurtesnbHas Tpanu-
LIMSI KPUTUYECKOTO peayiu3Ma — «Iepe-
JIBVKHUYECTBO», KOTOPYIO Mbl MPUBBI-
KJIM paccMaTpuBaTh Kak aHTUTION Obu-
IIMO3HOMY aKaIeMW3MYy, 3apOoJaujiach,
T€M He MeHee, B CTeHax MeTepOoyprckoit
AkanemMnu xynoxecTB B 1840—1850-¢ ro-
IIBI TIO BIUsTHUEM TBopuecTBa I1.A.De-
notosa. K 1aHHOMY Kpyry NpUHALIEXUT
pabdora H.[IHunbaepa (1828—1898)
«Uckymenue» — aBTOpcKoe TTOBTOPEHME
KapTuHbI, mpuobdpeTeHHol [1.M. TpeTbs-
koBbIM. Co3znarenb 3TOi KOMIO3ULIUH,
pasBuBasg Temy cernuu [1.A.@PemoToBa
«benHolt meByiIke Kpaca — CMepTHast
koca» (1846, I'TT'), TpakTOBa Menoapa-
MaTHUYECKUI CIOXET JOCTaTOYHO OJIU3KO
K TpagulMsIM TOJUIAHACKOW OBITOBOIL
xusonucu XVII Beka.

2 Typeenes H.C. TlonH. cobp. cou. u mucem. B 28 . M.-JI., 1966.
T. 11. C. 53. Sugrobova-Roth, Lingenauber, s. 188.

3 Sugrobova-Roth, Lingenauber, ss. 218—235.

4 Kpacasuua A.Jl.Byraesa He pa3 nosuposana K.E.MakoBcko-
My. Tak, oHa Obla MOZIEJIBIO JUISl HeBeCThl B KapTuHe «Cpazied-
Hblit 6ostpckuii mup» (1883, Myseit XwiBya, BaumHrron) —
cM. Beawiii A. Ha pyGexe nByx croneruit. M., 1989. C. 102.

B.I.TTOJIEHOB
Cmapas

Mmeavnuya. 1880
XoJcrt, macio. 88x135

Vasily POLENOV
Old mill. 1880
Oil on canvas

88 by 135 cm

C.A.BUHOI'PAJIOB
Kpecmobsinckue
manvuuku. 1896
Xouict, maciio. 30x40

Sergei VINOGRADOV
Peasant boys. 1896

Oil on canvas

30 by 40 cm

3onotas kapra Poccun

CBUIETENBCTBOM AAJIbHEHIIIEN 9BO-
JIIOLIMM PYCCKOM OBITOBOW KapTUHBI MO-
XKeT cinyxkuth «Llpranka» (1886) kuctu
H.A.dpomenko (1846—1898). Dror ak-
TUBHENLINMN AesTEb NEPEIBUKHbBIX BbIC-
TaBOK, MPOGdECcCUOHANbHBII BOEHHBINH,
yuusiacd B AKaJleMHUU XYIOXECTB Kak
BOJIbHOCJTYILIATEJb U CJIbLTT MAaCTEPOM SIp-
KUX, 9KCMIAaHCUBHBIX 00Pa30B MOJTYXaH-
pa-nonynoprpera. Ero «llpiranka», npu
yucTo opMaabHON OJIM30CTU K CaJIOH-
HBIM «TOJIOBKaM», HECeT B ce0e MOITMH-
HBIII BBI3OB IICHUTETHHOU Oecxapax-
TEPHOCTU MocienHux. 2KuBas, Harmopu-
cTasi TepoOMHsI cpa3y HaXOAUT MPSIMOii
KOHTaKT CO 3pUTEJeM, 4eMy CIyXaT Uu
KOHTPACTHOE OCBELLEHUE, U PE3KUIA TEM-
TepaMeHTHBI Ma30K, W JMHAMUIHBIN
npueM ABOMHONM KaapUpPOBKU.

[Toutn omHOBpeMEHHO ¢ pabOTOI
SpoilileHKo mosiBUIach KapTuHa «B u3-
oyiike jecHuka» (1886—1887) B.E.Ma-
koBckoro (1846—1920). PonHoit Gpat
akanemucta K.E.MakoBckoro, oH paszze-
JISUT TJIaBHBIM MHTepec MpeAcTaBUTENeH
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same period. A sibling of the academic
painter Konstantin Makovsky, Vladimir
Makovsky, in the vein of the democratic
household-themed art, was fond of lucid
and placid images of “heart-warming
everydayness”, domestic routines and the
modest joys of common folk. “In a
Forester's Cabin” was the artist's tribute
to the subject of the hunt, very popular in
Russian culture at the time. The episode
when two “noblemen” hunters rest in a
forester's humble abode became in
Vladimir Makovsky's rendition a sort of
mirror held up to the Russian life of that
period with all its problems. Profoundly
insightful and earnest are the characteri-
sations of the cabin's sulky and overbear-
ing owner, as well as those of his unbidden
guests — the aged nobleman who is a sea-
soned hunter, and the smug fop from the
city (the author's ironical treatment of
this character is enhanced by a cheap
popular print of Anika the Warrior hang-
ing by the fop's side on the wall); and
those of the tired gamekeeper accompa-
nying the noblemen in the shooting party®
and, finally, of the forester's cowed, fea-
tureless wife. This composition has much
in common with Vladimir Makovsky's
painting “Admirers of Nightingales”
(1872—1873, Tretyakov Gallery) — one of
the artist's first successful works, on the
strength of which he was granted the title
of academician.

Illarion Pryanishnikov (1840—1894),
one of the founders of the
“Peredvizhniki” movement, was called
the “Ostrovsky of the visual arts” due to
his lively domestically-themed pictures.
His 1891 painting “Waiting for the Best
Man” combines the artist's special quali-

LU.CEMUPAJICKWH
IIpa3onuk Bakxa. 1890
XoJict, macio. 80x156

Genrikh SEMIRAD-
SKY

Feast of Bacchus. 1890
Oil on canvas

80 by 156 cm

ties. The foreground is dominated by the
bulky figure of a woman in a crimson
dress — she fits in poorly with this plainly
appointed, modest room suffused with
sunlight, which has been neatly cleaned
for the wedding ceremony. Given these
compositional arrangements, the viewer's
glance is involuntarily drawn to the deep
interior of the room; further back the
space continues to expand, given the
doorway through which curious neigh-
bours walk in. The artist touched upon
the subject of “misalliance” then popular
in society, crafting his picture's plot with
great tact. Almost all of the picture's nar-
rative takes place “behind the scenes”.
Only a number of telltale details remind
the viewer about it: a badge of the military
order of St. George fixed on the frockcoat
worn by the bride's father; a group photo-
graph (a graduating class in a gymnasi-
um?) on the wall; an icon with which the
father blesses the bride; a lackey from a
wealthy home, standing at the door with
an expensive fur-coat on his hands. All
are witnesses in a narrative about a family
whose head managed to rise from the gut-
ter and who now marries his daughter off
to a man from the highest rung of the
social ladder.

This picture, greatly appreciated by
Vasily Polenov®, can be rightfully placed

® The gamekeeper was painted from a caretaker of the Moscow School of Painting, Sculpture and
Architecture who was a retired soldier often accompanying artists on hunts. In fact, he often served
as a sitter for Vladimir Makovsky (a man standing in “Admirers of Nightingales,” 1872—1873,
Tretyakov Gallery) and Illarion Pryanishnikov (the bride's father in “Waiting for the Best Man”,
1891, Serpukhov Museum of History and Art) — see Gorina, Tatyana. Illarion Mikhailovich
Pryanishnikov. Moscow, 1958. P. 146.

& Vasily Dmitrievich Polenov. Yelena Dmitrievna Polenova. Chronicle of the family of the artists.
Compiled by Ye.V.Sakharova. Moscow, 1964. P. 461.
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among other masterpieces of Russian art of
the time: Ilya Repin's “They Did Not
Expect Him” (1884, Tretyakov Gallery),
Valentin Serov's “Girl with Peaches”
(1887, Tretyakov Gallery), and Konstantin
Korovin's “At a Tea-table” (1888,
Polenovo Museum).

In the evolution of Russian art
towards a greater profundity of content
and plastic richness, the genre of the
landscape, with its variants such as the
seascape, played an invaluable role — that
of an artistic testing ground where the
plasticity of natural forms, as well as chro-
maticity and light-and-shade were exam-
ined. The painting “High Tide” was cre-
ated by Ivan Aivazovsky (1817—1900) in
the 1870s — the period when the famed
marine artist experienced a transition
from the visually flamboyant and accurate
manner characteristic of his work in the
1840s-1860s to the less accurate, but
more versatile and rich in visual tech-
niques manner of his later period. In
“High Tide” Aivazovsky focused on the
thrilling instant when the sea seems to be
bringing itself closer to the viewer, rising
from its depths. The silhouettes — a sail-
ing boat racing across the waves and a
modest gig unhurriedly trundling along
the seaside — strengthen the sensation of
two contrasting co-terminous elements:
on one hand ferra firma, on the other the
swell of the sea...

In the early 1870s the Russian land-
scape finally became an autonomous
genre in its own right, with the painting by
Alexei Savrasov (1830—1897) “The
Rooks Have Come” (in the Tretyakov
Gallery) from 1871 one of its milestones.
But another of Savrasov's works from the

JIEMOKPATUYECKOM OBITOBOIM >KUBOMUCU
K CBETJBIM M CIOKOWHBIM KapTUHAM
«OTPaJHOU MOBCEIHEBHOCTU», K CKPOM-
HBIM PaJOCTSIM MPOCTHIX JoAeil. «B u3-
OyllIKe JeCHUKa» — aHb BecbMa IOITy-
JISPHOU B PYCCKOI KYJIBTYype TOTO BpeMe-
HU oxoTHMYbell Teme. ClieHa mpuBaia
NIByX OXOTHMKOB «M3 TOCTIOJ» B YOOroM
KUJTUIIE CTApOTro JIECHUKA CTAHOBUTCS B
n3obpaxenun B.E.MakoBckoro cpoero
poJia 3epKajoM PYCCKOI XKM3HU CO BCEMU
ee npobsemMamMu. C TIyOOKHUM UyTheM M
HWCKPEHHOCTHIO OXapaKTepU30BaHbLI BCE
MEePCOHAXU: YTPIOMBbII XO351MH U30YIIKU,
€ro HempoIlIeHHbIE TOCTH — MOXWIION 6a-
PVH — OBIBAJIBIT OXOTHUK U CAMOJOBOJIb-
HBI TIeTOJTb-TOPOXKaHUH (aBTOPCKas
HUPOHUSI B a[ipec 3TO (UTYpPbI TPOYUTHI-
BaeTCsl U B U300paKEHUM BUCSILETO Psi-
JIOM C HUM JTyOKa «AHMKa-BOWH»), yCTa-
JIBIA erepb, COMPOBOXKIAIOIINI rOCMO B
noxoje®, U, HaKoOHell, 3abuTasi, obe3uKas
JKeHa JIECHUKA. DTa KOMITO3UIINS BO MHO-
rux yeprax nosropsiet kaptuHy B.E.Ma-
KOBCKOTO «JItobutenu cosoBbeB» (1872—
1873) u3 cobpanust TpeThIKOBCKOM Ta-
Jieper — OJIHY U3 NIEPBbIX TBOPYECKUX YAy
Xy/IOXHUKa, 32 KOTOPYIO OH ObUT yA0CTO-
€H 3BaHUS aKaJeMHKa.

ABTOp XWBBIX U COAEPXKATEIBbHBIX
ObITOBbIX clieH W.M.IIpssHUIIHUKOB
(1840—1894), BXOAMBILUI1 B YUCIIO Yupe-
nuteneit ToBapuIecTBa TMepenBIKHBIX
XYIIOKECTBEHHBIX BBICTABOK, CHUCKAJ
ciaBy «OCTPOBCKOTO B XXMBONUCK». Kap-
tuHy 1891 roga «B oxunanuu madepa»
XapaKTepU3YIOT JIy4IlIne KauecTBa KUBO-
MUCHOI MaHepbl MacTepa, B YaCTHOCTH —
yMeJio MocTpoeHHast kommnosuuus. [lep-
BBIl TUTAH HECKOJIBKO 3aCJIOHEH OT 3pU-
TeJs TPOMO3JAKOW (UTypoil nambl B
MaJMHOBOM IUIaThe, KOTOPAsl BBITJISIAUT
WHOPOJHBIM T€JIOM B CKDOMHOM, TIPOHU-
3aHHOI CBETOM KOMHAaTe, YWCTO TIpU-
OpaHHOIi K cBajieOHOMY TopxKecTBY. [Tpu

TaKoil KOMITO3UIIMOHHOMN «pexuccype»
B3IJISL 3pMTEJIsl HEBOJIBHO obpaliaercs B
IyOMHY WHTEpbepa, TAe MPOCTPAHCTBO
pacuupsieTcs 6arogapsi IBEpHOMY ITpo-
eMy. XyIOXHUK 3aTPOHYJ TOMYJISIPHYIO
B OOILIECTBE TEMY «HEpPaBHOIro Opakar,
chopMyIrpoBaB npu 3ToM Hadysy cBo-
eil KapTUHBI ¢ 0cOObIM TakTOM. CroXKeT-
Hasl IMHUS 3[1€Ch TIOYTH IEJIMKOM pa3BU-
BaeTCsl «3a KalpOM»; 3pUTEJTIO O Hell Ha-
MOMUHAET JIMIIb PSIJT 3HAYMMBbIX JAeTaseit:
connmatckuii «[eopruii» Ha CIOpTyKe y OT-
I1a HEBECTBbI, I'PYMNITIOBOM (HOTOCHUMOK
(rUMHa3MYECKOro BBINycKa?) Ha CTEHe,
MKOHA, KOTOPOil oTell 6;1arocioBUJI He-
BECTy, JlaKeil u3 60ratoro momMa ¢ JI0po-
roii uryooii B pykax — Bce 9TO BEXU pac-
cKa3za 0 ceMeiicTBe, riaBa KOTOPOro cymes
BBIOUTBCS M3 HU30B 1 BOT TEMEPh BbIIACT
JI0Yb 32 YeJIoBeKa 00Jiee BHICOKOTO 00IIIe-
CTBEHHOTO TOJIOXKECHUSI.

DTO TOJIOTHO, BBICOKO OLIEHEHHOE
B.1.IToneHOBBIM®, MOXET OBITH IOCTa-
BJICHO B OJIMH PSIJI C LIeIeBPaMU PYCCKOIM
JKMBOIUCH CBOETO BpeMeHu: «He xxmanu»
W.E.Penuna (1884) u «/leBouka ¢ mep-
cukamu» B.A.CepoBa (1887) u3 cobpa-
Hus TpeThsIKOBCKOI Tajiepeu, «3a vaii-
HbIM cToioM» K.A.KopoBuna (1888) u3
Mysesi-3anoBennuka [loneHosa.

[Tpo3anuHbie, HEOPOCKUE BTIOAbI
MnepeaBMKHUKOB — «KpecThsiHCKas ae-
Bymka» (1891) xuctu A.E.Apxumnosa
(1862—1930) 1 «KpecTbsIHCKME MaJIbYM-
ku» (1896) C.A.Bunorpanosa (1870—
1938) — wuHTepecHb KakK OTMPAaBHOM
IyHKT OT TTO3IHEr0 IepeIBIKHUICCTBA
K 6oJiee CIIOXKHOM M TBOPYECKOM JKMBO-
nucHocTh pybexa XIX—XX BekoB. Ap-
xunoB B 1914—1925 romax BbICTymu c
MUHAMWYHOW, TIPa3gHUYHO-SIPKOM ce-
pUeil «KpacUBbIX KPECThbsIHOK», KOTOpast
B CepnyXxoBCKOM My3ee IpeacTaBlIeHa
mactenbpio «KpecThsIHCKAs IeBYIIKa»
(1915).

H.APOILIEHKO
Lvieanka. 1886
XoJict, Maciio. 83x65

Nikolai
YAROSHENKO
Gypsy woman. 1886
Oil on canvas

83 by 65 cm

A.AXAPJIAMOB
Hmanvsanckue

demu. 1877

Xonct, macno. 89x117

Alexei KHARLAMOV
Italian children. 1877
Oil on canvas

89by 117 cm

3onotas kapra Poccun

B sT0i1 3BOMIOLIMKU PYCCKOW XKUBO-
MUCU B CTOPOHY OOJIbIIIEH TTyOMHBI CO-
nepXaHusl U IJIaCTUYEeCKOro Oorarcraa
HEOLeHMMasl PoJib TBOPUECKOU Jlabopa-
TOPUU, B KOTOPOI BCECTOPOHHE HUCCIe-
JIOBAJIUCh TJIACTUKA MPUPOAHBIX (opM,
LIBETHOCTb U CBETOTEHb, OECCIIOPHO, MPU-
Hajiexasna nei3akHoMy XaHpy U, B 4acT-
HOCTH, €0 MHOT0OO€IIIa01IEeN pa3HOBUI-
Hoctu — MapuHe. [lonotHo <«[Ipunub»
npocnabieHHoro mapuHucra M.K. AiiBa-
30Bckoro (1817—1900) otHocutcs k 1870-m
rojam — IMepexoJHOMY B €ro TBOPUYECTBE
TepUoAy, KOraa AeKOpaTUBHO OpOCKUii 1
TIPUJICXKHBIN TTOYEPK, CBOMCTBEHHBIN Xy-
MOKHUKY B 1840—1860-X romax, CMEHMI-
csl MeHee TIIaTeJIbHOM, HO 0oJiee THOKOM
u 06oratroil XKMBOMUCHBIMU TIpUEMaMU
no3nHeit manepoii. B «[lpunuse» AiliBa-
30BCKUI M30paj CIOKETOM TOT BOJIHYIO-
LIUIA MOMEHT, KOT/1a MOpe CIIOBHO HallBU-
raetcst Ha 3puTesist. CUITydThI CTPEMUTE b~
HO Hecylllerocsi 1o BOJIHAM MapyCHUKA U
CKPOMHO, HETOPOILJIMBO KaTsIIEei BIOIb
Oepera IBYKOJKU YCUJIMBAIOT OLIYIIEHHE
MPOTUBOCTOSIHUST COCEJCTBYIOLIUX CTHU-
XUIi: 3eMHOM TBEPAU U MOPCKOI 3bIOM. ..

o

Durypa erepst HamycaHa co cTopoxa MoCKOBCKOTO yUIIMIIA
SKUBOIIMCH, BastHUsI M 3014€CTBA — OTCTABHOTO COJIATA, YacTo
COINPOBOXIABLIETO XYI0XHUKOB Ha oxote. OH BooblIe 10-
CTOSIHHO CJIYXWJ1 MoJeiblo sl KapTuH B.E.Makosckoro
(cTostmiast durypa B Komnosuunu «JIoGurenn conosbes»,
1872—1873, I'TI) u U.M.[IpsinuiuHnkoBa (durypa otia He-
BECTBI B KapTHHe «B oxxnnannm madepa», 1891, CUXM) — cm.
Topuna T.H. Wnnapuon Muxaiinosuy [MpstHuinukos. M.,
1958. C. 146.

o

Bacummii [Imurpuesnu IMoneros. Enena JImutpuesHa ITome-
HoBa. XpOHMKa ceMbl XyI0KHUKOB / cocT. E.B.Caxaposa. M.,
1964. C. 461.
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Russia’s Golden Map

Serpukhov Museum, “Moonlit Night. A
Swamp” (1870), dates back to an even
earlier period in the history of the devel-
opment of the lyrical landscape in Russia.
Savrasov resolutely avoided all the stereo-
typical imagery of past art traditions:
exotic locales were replaced with a nook
in the remoter regions of Russia chosen as
if at random; the moon is hidden behind
the clouds and barely illuminates the
depicted scene; instead of supporting
characters, a herd of cattle roams in the
night; the fire that the shepherds are mak-
ing does not blaze, its smoke trails instead
low over the earth... But the artist's love
for this abandoned and poor land is strong
and appealing for the viewer. Savrasov's
landscape from the Serpukhov Museum is
almost a pictorial counterpart to Nikolai
Gogol's great lines: “Ah, Russia, Russia!
... In you everything is poor and disor-
dered and unhomely ... In you everything
is flat and open... And nothing whatsoev-
er enchants or deludes the eye ... Yet what
secret, what invincible force draws me to
you? ... What is it you seek of me? What is
the hidden bond which exists between us?
‘Why do you regard me as you do, and why
does everything within you turn upon me
eyes full of yearning?””’

Landscape started to play a new,
more prominent role in genre paintings as
well. An example of this is a painting by
Viktor Vasnetsov (1848—1926) “Knight at
the Crossroads” the Serpukhov
Museum has an earlier version of the pic-
ture dating from 1878. Vasnetsov did not
simply discover for visual arts the narra-
tives of Russian legends, he expressed
with paints the character of the Russian
epos. For “Knight at the Crossroads” the
painter drew his inspiration from a legend
“Travels of Ilya Muromets”, although he
interpreted it in a peculiar way. The pic-
ture does not show the choice of one of

the three roads — instead it depicts a dra-
matic situation of a man facing a divide in
his life. Accordingly, the picture does not
show the inscription on the stone at the
crossroads present in the legend: “If you
go right, you will find a wife, if you go left,
you will become rich...”. The stone has
only this to say: “If you go right you will
not stay alive, neither a foot walker nor a
rider nor a flyer will pass.” So, the knight
finds himself at the rim of a foreign,
unknown and perilous “wild field” — and
he has to get over this divide. The tene-
brous colours of the landscape create an
atmosphere of anxiety, although the figure
of a white horse against this background
seems to portend the future victory of the
hero.

The picture of Vasily Polenov
(1844—1927) “A Courtyard in Moscow”
(1878, in the Tretyakov Gallery) was
another mark of the renewed birth of the
Russian school of landscape art. Polenov
the painter was not in the least eager to
catch the viewers' attention with a showy
spectacle or to make a statement on a
socially important issue; his was a special
gift of simply and lovingly expressing the
world that was dear to him personally. The
picture from the Serpukhov Museum,
“Old Mill” (1880), belongs to a series of
Polenov's “intimate, Turgenev-style” (as
Ivan Ostroukhov put it) landscapes, a
series begun with “A Courtyard in
Moscow.”

Late in life, in 1918, Polenov paint-
ed “Ice-breaker on the River Oka.” The
image of this area in the vicinity of
Polenov's beloved country seat Borok
(now Polenovo) had a special meaning for
the artist. For many years Polenov only
spent the periods between May and
October in Borok, but in the autumn of
1917 for the first time he wintered there.
When the famine-stricken winter full of
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K.®.BOTAEBCKU I
Kummepuiickasn
obaacme. 1910
Xorncet, Macio. 92x198

Konstantin
BOGAEVSKY
Cimmerian land. 1910
Oil on canvas

92 by 198 cm

troubles was over and the ice on the Oka
broke, the artist thought that he had never
before seen the river, which he had long
held dear, in such a state. That spring —
the beginning of a new round of change in
nature — coincided with a new, yet
unfathomed period in his own, and his
homeland's life. Polenov conveyed in the
picture the sensation of the time — and
this change is one of the major differences
between Russian art of the early 20th cen-
tury and that of the previous period.

At the turn of the centuries the
Moscow school was developing Savrasov's
and Polenov's tradition of “mood land-
scape”, mostly placing an emphasis on
the colour element. Thus, Konstantin
Yuon (1875—1958) from the 1900s
onwards was fond of views of old Russian
towns. In his paintings the solemn archi-
tectural imagery is “enhanced” with the
brisk goings-on of surrounding scenes of
everyday life. In Yuon's painting “Spring
Evening. Rostov the Great” (1906) the
luscious brushwork and the use of opaque
paints mixed with white convey with
equal fullness and pictorial realism the
texture of thawing snow, and of the old
walls, and the glimmer of a sunset sky; all
these contrasting motifs are elements of a
single pictorial space.

The landscape artist Stanislav
Zhukovsky (1875—1944) was fond of the
world of ancient country seats. The colour
design of his picture “Golden Autumn”
(1901) has a deeply hidden but profound
lyrical undercurrent.

The work of Alexander Moravov
(1878—1951), a “Peredvizhniki” artist of
the later period, has the marks of the
more modern pictorial culture: a some-

7 Gogol, Nikolai. Dead Souls / Gogol, Nikolai. Works in 2 vol-
umes. Moscow, 1959. V. 2. P. 473.

B navane 1870-x romoB yrBepau-
JIach >KaHPOBAsl CAMOCTOSITEJIbHOCTh PyC-
CKOTO Teii3axa, MpuieM TosIBIIeHre Kap-
tuHbl A.K.Caspacosa (1830—1897) «Ipa-
yu nipunerenan» (1871, I'TT) crano ompe-
[esisioleii Bexoi B aToM mpotiecce. [1o-
JloTHO MacTepa «JlyHHast Houb. bonoro»
(1870), xpansieecs: B CepryxoBe, — elie
Oosiee paHHMI oOpasell JUPUUYECKOTO
reii3aka BPeMEHU €ro CTaHOBJICHUS B
Poccun. CaBpacoB mpUHUMIUATBHO U3-
Oerai BceX pacXoxXux 3(pheKToB ObLIOM
mKoibl. Ha cMeHy 9K30TUYecKM JaH -
mwadTaM TpuiIes Kak Obl Cly4aiiHO
BBIOpPAHHBII YTOJOK POCCUICKOTO 3aX0-
JIYCTBSI: JIyHa, KaK HapO4YHO, CIIpsITalach
3a o0ylakaMyd M JIMIIb €IBa OCBEIaeT
MECTHOCTb; B posiu craddaxka — cTano,
Opozxsiee B HOYHOM; KOCTEp IacTyXOB
He pa3ropaeTtcs, JTUIIb IbIM €TO CTEeNIeTCs
Haj 3emuieit... OIHaKoO JII0OOBb XyIOKHM-
Ka K 9TOMY 3a0pOILIEHHOMY U CKYIHOMY
Kparo ciJIbHa 1 6113Ka 3putento. Cepiry-
XOBCKUiM mei3ax CaBpacoBa — CBO€0O-
pa3Hasi XXMBOIMCHAs Tapajjiesb BeJu-
kumM ctpokam H.B.Toroms: «Pycs! Pycs!...
0eqHO, pa3dpOCaHHO W HETNPUIOTHO B
Teoe... OTKPBITO-MYCTBIHHO U POBHO BCE
B Te0Oe... HHYTO HE O0OJBCTUT 1 HE 0Yapy-
€T B30pa... HO KaKasl K¢ HEeTOCTIKMas,
TaifHasI CWJIa BJIeveT K Tebe?.. 4ero XKe Th
xoyelllb oT MeHs? Kakas HermocTrxxumast
CBSI3b TAUTCS MEXIY HaMu? YTo TSI auIb
THI HA MEHSI TaK, ¥ 3a9eM BCe, YTO HU eCTh
B TeOe, 00paTHIO Ha MEHSI TTOJIHBIE OXM-
JaHus oun?»’

[Meif3axx HauMHAM UTpPaTh HOBYIO,
AKTUBHYIO POJIb U B CIOKETHOM XUBOIU-
cu. [IpumMepoM 3TOMY MOXET CIYXUThb
«Buts3p Ha pacrnythe» B.M.BachelioBa
(1848—1926). B CepIiyXOBCKOM My3ee
HaXOJAWTCSl PaHHUII BapuMaHT KapTUHBI,
natupyembiii 1878 romom. BacHeloB He
MPOCTO OTKPBIT IS U300pa3UTETLHOTO
HUCKYCCTBA CIOXKETUKY PYCCKUX ObLIMH;
OH BBIpa3uJ B Kpackax XapakTep Hapoj-
Horo 3moca. B maHHOM cityyae aBToOp OBLT
BIIOXHOBJIEH ObUTMHON «Tpu Toe3nku
Wnbu MypoMiia», HO TpakToBaj €€ Io-
CBOEMY: BMECTO TPaAUIIMOHHBIX TPEX T0-
pOT, OIHY U3 KOTOPBIX TOJIKEH BBIOPATh
OoraTblpb, OH IMPEACTaBWI ApamMaTuyec-
Kyl pyOexHylo cutyanuto. CooTBeT-
CTBEHHO, B TEKCTEC Ha JOPOXXHOM KaMHE
ONyILEHO Hayaslo ckazaHus: «Hampaso
exaTu — XXeHaTy ObITH, HaJIeBO eXaTu —
ooraTy OBITH»; HalmKMcaHO TOJIbKO: «Kak
TIPSIMO eXaTH — XMBY He ObIBATH, HET ITy-
TU HM TPOXOXEMY, HU TPOE3kKeMy, HU
npoJsieTHoMy». MITak, 6oraThipb OKazaics
Ha Kparo 4yXoro, HeBeIOMOro, ITMOeTb-
HOTO «JIMUKOTO TMOJIsI» U JIOJDKEH 3TOT py-
0ex mpeomgosieTb. CyMepeuHble KpacKu
reiizaxka co3Iar0T HACTPOECHUE TPEBOTH,
HO durypa 06e0oro KOHSI YMTaeTcsl Ha
9TOM (hOHE KaK 3MOJIeMaTUYECKOE Mpei-
BecTHe Oyayliieit mooeabl reposi...

7 Toeons H.B. Meprtebie ayum // Toeoas H.B. Cou. B2 T M.,
1959. T. 2. C. 473.

K.N.TOPBATOB
Sumnuii geuep.
Ilckos. 1910
Bymara, HakJIeeHHasT
Ha KapToH, Tyalllb
65,5%48

Konstantin GORBA-
TOV

Winter evening.
Pskov. 1910
Gouache on paper
laid on cardboard
65.5by 48 cm

K.®.I0O0OH
Becernnuii eeuep.
Pocmoe Beauxuit
1906

Xouct, macio. 70x96

Konstantin YUON
Spring evening.
Rostov the Great.1906
Oil on canvas

70 by 96 cm

Euie omgHoii mpumeToit 0OHOBIIE-
HUSI PYCCKOM MEW3aXXHOM IIKOJbI cTajla
kaptuHa B.[.[Tonenosa (1844—1927)
«MockoBckuit gBopuk» (1878) u3 coo-
panus TpeTbsikoBcKoii rajepeu. [lome-
HOB-XWBOIIHCEI] BOBCE HE CTPEMUJICS
MpUBJIEYb MyOIUKY SIPKUM 3pEUILEM
WM 3aTPOHYTh OOLIECTBEHHO BaXKHYIO
TeMy; OH oOJajgal JapoM TMPOCTO U C
JI000BBIO  paccKa3blBaTb O JTOPOTOM
JIMYHO eMy cocTosiHMM Mupa. KaptuHa
«Crapast menpHua» (1880) uz Ceprry-
XOBCKOTO My3esT IPUHAUIEKUT K Cepum
«AHTUMHBIX, TYPTEHEBCKUX» (IO BbIpa-
xeHuto W.C.OctpoyxoBa) mneiizaxei
XyIOXHUKA, OTKpbIBaeMoil «MOCKOB-
CKUM JIBOPUKOM».

Ve Ha ckioHe Jet [lojneHoB Hamu-
can «Jlenoxon Ha peke Oke» (1918). DtoT
BUI, 3alevyaTJICHHBII B OKPECTHOCTSIX
JmoouMoit uM ycanbObl bopok (HBIHE
[ToneHoBo), uMen misg aBTopa 0coboe

3onotas kapra Poccun

3HavyeHue. Jloarue roasl [1oseHOB XU B
Bopke ToibKO ¢ Mas 1o OKTSIOpb, HO B
1917 romy BHiepBbIE OCTaJICSI TaM 3UMO-
Batb. Korma MuHoBaa rojoaHasi U Tpe-
BOXHas 3uMa 1 OKa BCKpbLIaCh U3-TIOJI0
JIbA, XYTOXHUK 33yMaJicsl Hall TeM, UYTO
HUKOT/Ia paHbllle He BUJAE TAaKOU 1aBHO
3HAKOMYIO peKY. DTa BeCHa — Hayajio HO-
BOTO Kpyra B IIpUpOJe — COBITIajia C HO-
BBIM, ellleé HEeBEJOMBIM TIEPUOIOM 3KU3-
HU, ero COOCTBEHHOI 1 ero poauHsbl. [1o-
JIGHOB TIepeasl 31eCh OIIyIIeHNE Bpeme-
HU, ¥ 9Ta TlepeMeHa COCTaBJISIET OTHO U3
[JIaBHBIX OTJIMYMI PYCCKOTO HMCKYCCTBa
Hauyaja XX BeKa OT MCKYCCTBa MpeIblay-
1IeTo TIeproa.

Ha pyGexe croneTuit MOCKOBCKast
1IKOJIa pa3BMBajia CaBPaCOBCKO-IOJIE-
HOBCKYIO TPaJAMIIUIO «IIeii3axa HacTpoe-
HUSI» TJIAaBHBIM 00pa3oM B TUTaHE KPacou-
Ho#t akTuBHOCTHU. B padore K.d.lOoHa
(1875—1958) «Becennuii Beuep. PocToB
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what coarse texture and intense colours
are combined with traditional themes and
motifs as, for instance, in the piece
“Inside the House. At a Piano” (1910).

“Gazebo” (1907), by Mikhail Yakov-
lev (1880—1942), resembles a theatre set
given the intensity of its colours, the classic
well-roundedness of the composition, and
lack of narrative. The big and spare brush-
strokes and juxtaposition of the splashes of
contrasting rich colours recall the influ-
ence of French Impressionism.

The art of the graduate of the St. Pe-
tersburg Academy of Fine Arts
Konstantin Gorbatov (1876—c.1945)
seems relatively restrained and elegant
against the luscious colour schemes of the
Moscow painters. Gorbatov's pieces such
as “Trees in Winter Silver” (1909) and
“Winter Evening. Pskov” (1910), which
also show the influence of Impressionism,
are marked by their equilibrium between
texture and colour.

Konstantin Bogaevsky (1872—1943)
is linked to his homeland, Eastern Crimea.
The creator of the original concept of “fan-
tasy landscape”, Bogaevsky reminds the
viewer that the ancient Greeks called this
part of the seaside stretching between pres-
ent-day Sudak and the Kerch Strait,
Cimmeria. Homer talked about
“Cimmerians who live enshrouded in mist
and darkness” in a country at the edge of
the populated world, to the north of which
a north-polar land of perennial cold and
dark lies. And now three thousand years
later Bogaevsky dared to look at the land he
had known since childhood through the
eyes of a stranger, an ancient seafarer who
put his foot on this coastal land for the first
time. The picture “Cimmerian Land”,

from 1910, is dominated by pale, tenebrous
colors; the heavy shapes of mountains and
clouds with a light gap of the placid, steely
grey smooth surface of a lake...

In the 1910s the pace of Russian life
quickened, and various avant-garde art
movements appeared — one of the ten-
dencies inherent in this process was the
belief that art was a free quest for new
forms, geometrical and colour combina-
tions. Not unexpectedly, the avant-garde
artists felt an attraction to the world of
material objects, and the still-life again
became an area of conscious creative
endeavour. Robert Falk (1886—1958) in
his 1910 “Still-life” treats both objects
and background as a single animated
structure. The pattern on the tablecloth,
the shimmering of the background, the
curves of the plant are united by a single
common rhythm. The rumpled drapes —
purple-grey, pink, blue with a scarlet pat-
tern — echo each other with exquisite
reflections. Only the jugs and fruits “seem
foreign” to this colour space: they are no
longer objects, but rather mysterious
shapes, sharply delineated, as if hidden in
a shell.

Ilya Mashkov (1881—1944), Falk's
fellow from the artistic society “Knave of
Diamonds” (1910—1917), showed in his
still-life “Begonias” (1911) traits different
from Falk's restraint and refinement.
“Begonias™” is the image of a somewhat
crude but powerful centrifugal force radi-
ated by the flowers. Their mighty forms
and luscious colours seem excessive; the
crimson and orange flower heads pulsate
vehemently against the amorphous grey
background casting around themselves
rosy specks.
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PP.OAJIBK
Hamwopmopm. 1910
Xouct, Macio. 85%94

Robert FALK
Still-life. 1910
Oil on canvas
85by 94 cm

H.C.TOHYAPOBA
Teopeunwt. 1906
Xouct, Maciio. 94x80

Natalya GONCHARO-
VA

Dahlias. 1906

Oil on canvas

94 by 80 cm

Another artist from the “Knave of
Diamonds” group, Alexandra Exter
(1882—1949) in her 1909 still-life was
already neglecting the differences between
shapes and their surroundings. Her pic-
tures are an indivisible mosaic of nimble
dabs of colour. The surface of the stretch-
ed canvas appears everywhere through the
freely applied paints, and this highlights
the ghostly quality and volatility of the
existence of the roses, bottles and fruits
pictured there. In Exter's artwork the tex-
ture and the rich intense colours seem
much more real than the pictorial content
of her pieces.

The exhibitions of the “Knave of
Diamonds” were only an introduction
into the world of the avant-garde, one that
set out for an audience brought up on clas-
sical European art totally different direc-
tions and priorities. In “Noon at the River
Dnieper”, a 1910 picture of David Burliuk
(1882—1967), the title does not have much
in common with the shaky, barely deci-
pherable spatial image. It only evokes the
inimitable instance of the equilibrium of
times such as midday and the text-book
poetic references of the stream of the great
river. Burliuk's work came from the collec-
tion of the artists Mikhail Larionov and
Natalya Goncharova.

The Serpukhov Museum has an
especially rich collection of the work of
Goncharova (1881—1962), Alexander
Pushkin's great-grandniece who left an
indelible stamp on Russian avant-garde
art of painting and theatre design.
Starting out as a sculptor, Goncharova
first tried oil painting around 1905. At
that period she created “Autumn
Landscape”, which shows the influence

Benukuii» (1906) COYHBIN KOPIYCHBIIA
KPaCOYHBIII Ma30K OJWHAKOBO TOJHO U
3pUMO TIepeaeT U PHIXJIOCTh TOATAsIB-
LIET0 CHera, W HaIeXHYI0 «IJIOTb» CTa-
PBIX CTE€H, U MepLaHhe 3aKaTHOro Heoa.
Bce aTu KOHTpacTHBIE MOTUBBI — 3BEHBS
€MHOTO XWBOIMCHOTO MPOCTPAHCTBA.
Hzno6ieHHOl TeMOit XyToXHMKA HaYu -
Hast ¢ 1900-x romoB cTanu BUABI CTAPUH-
HBIX PYCCKUX TOpOmoB. TopiKecTBeHHBIE
ApXUTEKTYpHbIE 00pa3bl B €ro MOJIOTHAX
«OXUBJISIIOTCSI» OOJPOil aKTUBHOCTBHIO
craddakHbIX OBITOBBIX CIIEH.

Teizaxucr C.FO. KykoBckuit (1875—
1944) Ob1 yBIEYEH MUPOM CTapUHHOU
ycanb0bl. Ero xaptuna «30j10Tast oCeHb»
(1901) npoHu3aHa ciepKaHHbIM, HO [JTy-
OOKMM JINPUIECKUM UyBCTBOM.

B TBOpUecTBe npencraBuTeNs MO3M-
Hero nepensuxxHudectsa A.B.Mopasosa
(1878—1951) mpuMeTbl HOBEWILEH XKU-
BOIMMCHOM KYJIBTYphl — IpyooBaTas hak-
Typa U HamlpsDKEHHAs! IBETHOCTD — COYe-
TAIOTCSl ¢ TAKUMU TPATUIIMOHHBIMU Te-
MaMU 1 MOTMBaMH, KaK, HalpyuMep, B pa-
oote «MHTepwep. Y dopremnbsiHo» (1910).

Kaptuna M.H.fxosneBa (1880—
1942) «becenka» (1907) MHTEHCUBHOCTBIO
KOJIOpUTA, KJIACCUYECKON 3aBepILIEHHO-
CTBIO KOMITO3UIINH, OECCIOKETHOCTHIO Ha-
TTIOMUWHAET TeaTpaibHylo JeKopalinio. Pa3-
PEXEHHOCTb KPYIHbBIX Ma3KOB, KOHTPACT-
HOE COCEACTBO HACKIIIEHHBIX KPACOUHBIX
TISITEH TOBOPSIT O BIUSTHUU (PPaHITy3CKO-
TO UMITPECCUOHM3MA.

Kuonuce BOCIUTaHHUKA TMeTEp-
oyprckoit Akanemuu xynoxectB K.M.Top-
GaroBa (1876 — okouso 1945), Takxe uc-
TIBITABILIETO BO3EIICTBUE UMITPECCUOHN3-
Ma, BBITJISIIUT OoJiee CepXKaHHOM U U3SIIII-
HOHM pSIIOM C TEMITIEPAMEHTHOMN IMaJIUT-
poii MockBuueit. PaboTsl aTOr0 Mactepa
«/lepeBpst B 3uMHeM cepebdpe» (1909),
«3umnunii Beuep. [1ckos» (1910) ommmua-
eT 6JaropofHoe paBHOBeCUE (DaKTypHO-
IO ¥ KOJIOPUCTUYECKOTO Haval.

TsopuectBo K.®.boraesckoro (1872—
1943) cBsi3aHO € €ro poaAUHON — BOCTOY-
HbIM KpbiMom. Co3natesib OpuruHasIbHOM
KOHIENIUU «(paHTACTUIECKOTO Teii3a-
>Xa» HATIOMUHAET 3pUTENTIO, UTO TPEeBHUE
IPEKU Ha3bIBaJIU 3TY YACThb MOOEPEXbS —
ot HeiHentHero Cynaka 1o KepueHckoro
nponusa — Kummepueit. [omep uzodpa-
Kall «KnumMepun revyajabHyl0 00J1acTbh»
KpaliHel rpaHUlIeid HaCEJEHHOTO MuUpa,
ceBepHee KOTOPOU HAYMHAETCSl TOJISIp-
Hasl CTpaHa BEYHOTO XOJofAa W Mpaka.
U Bot ThIcsIueneTus cnyctst boraeBckuit
OTBaXXUJICS B3IJISIHYTh Ha MECTa, 3HAKO-
MBbIe €My C IETCTBA, TJIa3aMU TIPUIIEITb-
11a — IPEBHETO MOpeTIaBaTesl, MePBbIM
CTYNUBLIETO Ha 9TU Oepera. B kaptune
«Kummepniickas obmacts» (1910) mapsr
TYCKJIbIE, CYMEepPEUHbIE KPACKW; 3epKaJTb-
Hasl cepo-CTajlbHasl TJ1alb 03epa MOKO-
WUTCSI CPElM TSKEIOBECHBIX (opM Top
U 00JIaKOB...

B 1910-e roasl put™ pycckoit kKu3-
HU HEYyMOJIMMO YCKOPSIETCSI, MHOXAaTCsI

3onotas kapra Poccun

H.C.TOHYAPOBA
Ocens. 1909—1910
Xouscrt, macio. 93x103

Natalya GONCHARO-
VA

Autumn landscape
1909—-1910

Oil on canvas

93 by 103 cm

ABaHTApJIHbIE XYI0XECTBEHHbIE TEUEHMUSI.
OpHoIi U3 MPUMET 3TOTO TpoLecca ObLIo
TMOHUMAaHMe 33134 UCKYCCTBA KaK BOJTbHO-
T'O TIOMCKa HOBBIX (hOPM, TEOMETPUIECKIX
1 LIBETOBBIX KOMOMHALMA. B cBsi3u ¢ aTMM
€CTECTBEHHO YBJIEUEHHE XYIOXHUKOB-
aBaHTapANCTOB MUpPOM Beleir. HaTrop-
MOPT BHOBb CTAHOBHUJICST 00J1aCThIO 0CO3-
HaHHoro TBopuecTBa. P.P.danbk (1886—
1958) B «Hatiopmopre» 1910 roma tpax-
TOBaJI TIpeAMETHl U (OH KakK IEeIbHYIO
OIlyLIeBJIIEHHYIO CTPYKTYpY. B y30pe cka-
TepTHU, B iepenBax (poHa, B U3rubdax pac-
TEHUsI YUTAETCSI SOUHBIA OOIIMIT PUTM.
CMsThIe IpanMpoOBKU — JIMJIOBO-cepast,
pO30Basi, CUHSISI C JIbIM Y30pOM — Tiepe-
KJIMKAIOTCS MEXIY CO00i M3BICKAHHBIMU
pedekcamu. Jluib cocyasl U GPYyKThI
«BBIMAJAIOT» U3 3TOrO KOJOPUCTUYECKO-
IO MOJISI: OHU YK€ HEe CTOJbKO MPEIMETHI,
CKOJIBKO 3arafiouHbie hopMmbl, 00BeIeH-
HBIE XXECTKMM KOHTYPOM, KaK Obl 3aKJTIO-
YEHHbBIE B CKOPJIYITY.

Tosapui ®Panbka o OOIIECTBY Xy-
JIOXXHUKOB «byOHOBBIN BasieT» .. Maiii-
koB (1881—1944) B HaTiopmopTe «bero-
Hum» (1911) mposiBUI cebs1 cOBCeM MHa-
4e, 4eM cep>KaHHBIN, paMHUPOBAaHHBII
®anpk. beronun — o6pa3 rpyboBaToii,
HO MOTy4eil LIEeHTPOOEXKHOM CUIIbI, U3ITy-
yaemoii Betamu. MIx MonHast ractuka
Y COYHBII KOJIOPUT KaXyTCsl U30BITOUHBI-
MU; TIYHLIOBbIE U OPaHXXEBbIe COLIBETUSI
OyiHO TIyJIbCHUPYIOT cpeau amMop(HOTO
ceporo (oHa, pazdpachiBasi BOKPYT ceosi
po30BaTble OJINKU.

Ele onuH yyacTHUK 00beIUHEHUS
«BbyOHOBBII BasteT» — XymoxkHUIAa A.A.DK-
crep (1882—1949) B «Hartopmopte» 1909
rojia yXe He rnepenapajia pa3iniuii Mex-

1y (hopMaMu 1 OKpyKaloluM UX (hOHOM.
Ee XuBOnuch — 3TO CIUIOLIHAS MO3anKa
W3 TTOABMIKHBIX, CBOOOIHO MOJOXKEHHBIX
KPacOYHBIX Ma3KOB, CKBO3b KOTOpPBIE
BCIO/ly MPOIJISIIBIBAET IMTOBEPXHOCTD XOJI-
cTa. DTUM NPUEMOM ITOAYEPKUBAETCS
MPU3PAYHOCTh, CUIOMUHYTHOCTH CYIIIe-
CTBOBAaHHUS 3areyaTsIeHHbIX 3[IeCh pPO3,
IJI0N0B U OyThUIei. B mpousBeaeHusx
DKCcTep XUBOMUCHasA (hakTypa, TyCThIE,
HACBIIIEHHBIE KPAacKW HaleleHbl Kyaa
0OJIbllIell TOJHOTON pealibHOCTU, YeM
M300pa3uTeIbHOE CONIEpPXKaHUE ee Kap-
TUH.

BoictaBku «byOHOBOro Bajeta»
(1910—1917) 6bLIM TOABKO BBEACHUEM B
MUp aBaHTapja, KOTOPBIil B30YIOpasKuI
MyOJINKY, BOCTIUTAHHYIO Ha KJlacCuiec-
KHX ITpUMepax eBpoIeicKoro NCKyccTBa,
COBCEM MHBIMU MEPCICKTUBAMU U TIPUO-
puretamu. Hazpanue kaptunst [1./1. byp-
moka (1882—1967) «[lonnens Ha [IHe-
npe» (1910) BoBce He «IIPOYUTHIBACTCSI»
B TOJIOBOKPYKUTETHHO 36I0KOM, CIIOXKHOM
MPOCTPAHCTBEHHOM oOpa3e. OHO JMlIb
OTChLIaeT HAC K HEMOBTOPUMOMY MO-
MEHTY paBHOBECHsI BpEMEH — TTOJTyIeH-
HOMY 4acy M K XpecTOMAaTUIHON TT03TH-
Ke TeUYeHUsI BEJIMKOI peku. Dra padbora
MPOVICXOAUT U3 KOJUIEKIIUU XyTOXKHUKOB
M.® Jlapuonosa u H.C.Tornuaposoii.

CepriyXoBCKMii My3eil 0COOEHHO
ooraT COOCTBEHHBIMU TPOU3BEICHUSIMU
H.C.Tonuapogoit (1881—1962), npaBHy-
yatoit memMsaHHuIbl A.C.ITymkuHa, oc-
TaBUBILEH SIPKUIA clied B PyCCKOI aBaH-
rapJaHoi >XUBOIMHUCHU U ClieHOTrpaduu.
IlepBoHauanbHO M30paBlasi MOIPUIIE
cKyJbnTOpa, [OHUYapoBa BHepBble MO-
npoboBaJia cedsi B MacIsIHOM XUBOMUCU
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of Post-Impressionism: it combines the
classic well-roundedness of composition
and an unassuming but harmonious green
and blue colour scheme.In her early artis-
tic life, Goncharova created a whole
series of bold, provocative pictures such as
“Bedroom” (1905, in the Russian
Museum) and “Circus” (1906, in the
Tretyakov Gallery). “Woman with a
Cigar” (1905—1906) from the Serpukhov
Museum is a part of the series. That the
sitter in the picture resembles
Goncharova only strengthens the shock
effect of the image.

Goncharova understood perfectly
well that only unrelenting effort, including
work on sketches, would make her an
artist. In 1906 she accomplished a series of
oil still-lifes: “Lilac” (Nizhny Novgorod
Art Museum), “Autumn Bunch of
Flowers” (Tretyakov Gallery), and
“Dahlias” (Serpukhov Museum of
History and Art). The style of these pic-
tures has neither apparitional colours in
the Impressionist vein nor the heavy
material element typical of the “Knave of
Diamonds” artists. Goncharova's art has

both a visual catchiness and substance. At
the centre, there is colour element treated
as the natural property of flowers, as the
expression of their inner essence. One of
Goncharova's “bunches of flowers” shown
at a 1908 exhibition was praised by so
exacting a judge as Valentin Serov.?

1907 saw the artist's growing attrac-
tion to primitivism. The trademark sim-
plification of imagery and techniques in
search of pristine integrity and simplicity
is a characteristic of avant-garde art in
general. The peculiar trait of
Goncharova's primitivist style is her atti-
tude to content, which is highly earnest,
nothing like the penny gaffs of the
“knaves of diamonds”. The lumbering but
sprightly rhythms of Goncharova's 1907
pictures “Peasant Women with Rakes”
and “Shearing Sheep” express not only
the style but the essential worldview of
peasant art.

Goncharova's “Landscape”, created
in 1907-1908, with its free-flowing, fluid
Impressionist texture is close to her works
like “Trees and Hut” (1907, Russian
Museum) and “Landscape with She-
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M.®.JIAPUOHOB
Hemopuueckuii

Kownerr 1890-x —

Bymara, macrenb,

Mikhail LARIONOV
A Historical Subject
Late 1890 — early 1900
Pastel, coal on paper

M.®.JIAPUOHOB
Beuep. 3a cmoaom
Konen 1890-x —

Bymara, nacreib,

Mikhail LARIONOV
Evening. At the table
Late 1890 — early 1900
Pastel, coal on paper

goats” (1908, Tretyakov Gallery).

By the early 1910s the composition
in Goncharova's pictures acquired a stat-
ic monumentality; the colours became
more sombre and dull in comparison to
the sunny pieces of 1905-1907. Even
pictures with essentially cheerful sub-
jects, such as “Round Dance” (1910),
and the spare visuals of the landscape
“Autumn” (1909—1910) are marked by
their austerity.

Goncharova's graphic works, both
sketches and accomplished pieces in dif-
ferent media, are an important part of her
legacy. Her graphic pieces in the
Serpukhov Museum are mostly focused
on biblical themes. Goncharova, who
believed that faith was the foundation of
true creativity, felt an affinity to Christian
art: the artist ought to “know what he
depicts and why he depicts and ... his
thoughts ought to be always clear and pre-
cise, so that his task would be to create the
most perfect, most precise form”.* The
early 1910s sketches “Creation of Eve”
and “Crucifixion with Interceding” are
chastely expressive. “Young Girl with a
Book” (“Mother of God”) from the same
period and “Oriental Tsar”, a study for a
1911 painting that is not preserved have a
more energetic style. The images of Saints
Boris and Gleb are varied in style. “Saint
Boris” is marked by an expressive manner
typical of Goncharova's graphic pieces
and “Saint Gleb” is a quieter, more lyrical
image, and more in line with the tradition
of Christian Orthodox icon painting.
These drawings could have been sketches
for cheap popular prints (in 1913
Goncharova accomplished a “Modern
Popular Russian Prints” series focused on
the lives of Christian saints) or even for
church murals (the artist is known to have
worked on murals for a church in the
Moldovian town of Kugureshty).™

As was usual for Russian artists
in the 1910s—1920s, Goncharova illus-
trated small-run books self-published by
their writers. Her picture “Spring” — a
sketch for Sergei Bobrov's collection of
poems “Gardeners Over Vines” (Mos-
cow, 1913) — is an example of such work.

After 1912 Goncharova moved in
the direction of non-figurative art trends
such as Rayonism and Futurism, and her
painting “Letter” (1913), which was long
thought lost, reminds us of that tendency.
Recently, when a soiled picture on a can-
vas from the Serpukhov Museum was
cleaned, the restorers discovered this pic-
ture, once one of the artist's most success-
ful works. At a first glance, “Letter” looks
like a conventional symbol: the white rec-

8 Basner, Yelena. The most colour-rich artist // Natalya
Goncharova. The Russian years. St. Petersburg, 2002. P. 11.

° Livshits, Benedict. The One and a Half-Eyed Archer.
Leningrad, 1989. P. 362.

10Goncha\rova, Natalya. The Russian years. St. Petersburg, 2002.
P. 186.

okoso 1905 roma. K atomy BpemeHU OT-
Hocutcs ee «OceHHMI Tei3ax», oTMe-
YEHHbII BAUSIHUEM TOCTUMITPECCUOHU3-
Ma. B Hem coueraioTcsi Kiaccudeckast
CTPOMHOCTH KOMITO3UITUY W HETIPUTSI3a-
TeJbHAsl, HO TapMOHUWYHAsI 3eJIEHO-CHU-
HsIsT KpacouHasi ramma. PaHHee TBopue-
CTBO XYIOXHUIIBI NAJIO LEIYI0 TPYIITY
NIeP3KUX, BBI3bIBAIOLIMX MOJOTEH, TAKMX
kak «CnanbHsi» (1905, TPM) u «llupk»
(1906, IT'TT). K aTomy Kpyry nmpuHaie-
KUT U KapTuHa «KeHIIMHa ¢ Tanmpo-
coii» (1905—1906) u3 CepryxoBCKOIo My-
3es. 31eCh aBTOMOPTPETHBIE YePTHI eIlle
0oJiee YCUIIMBAIOT 3MATaXKHOCTh 00pasa.
ToHuapoBsa sicHO moHMMaJa, 4To Xy-
TIOKHUKOM €€ JIeJIaeT TOJIbKO HeyCTaHHast
pabota, B TOM 4ucie 3TioaHas. B 1906
TO/ly OHa WCIIOJIHWJIA CEPUIO KMBOIHC-
HbIX HaTIOpMOPTOB: «CupeHb» (Huxero-
POACKUIA TOCYIAPCTBEHHBIN XYI0KECTBECH-
HBII My3eit), «Ocennuit 6yker» (TpeTbsi-
KoBcKas ranepest), «[eoprunsl» (Cepiry-
XOBCKUI UCTOPUKO-XYIAOXKECTBEHHBI MY-
3eif). OHM ONMMHAKOBO HAJIEKW OT TIPU-
3payHOil LIBETHOCTU MMIIPECCUOHNCTOB
U OT TSKEJIOBECHOU BELIECTBEHHOCTU
M3TpoB «byOHOBOTO Banera». 2KUBOIMCH

8 bacnep E.B. Camblit Goratblii KpackaMu XynoxHuk // Hara-
st Tonuaposa. Toner B Poceun. CI16., 2002. C.11.

® Juewuy b. Tlonyroparnassiii crpenett. JI., 1989. C. 362.

mHaTanm{ Tonuaposa. [oxpl B Poccnu. CII6., 2002. C.186.

H.C.TOHYAPOBA
Hnouiickas
manyosujuya. 1914
Bymara, kapanpani,
aKBapeJib, OpOH30Bast
Kkpacka. 34,5%x23,5

Natalya GONCHARO-
VA

Indian Dancer. 1914
Pencil, watercolours,
bronze paint on paper
34.5by 23.5¢cm

A J.BYPIIOK
IMondens na [nenpe
1910

XoJct, Maciao
63,5%69,5

David BURLIUK
Noon at the River
Dnieper. 1910
Oil on canvas
63.5by 69.5 cm

XyIOXHULIBI U I€KOpaTUBHA, U COAEPXKa-
TenbHA. B 1IeHTpe BHUMaHMS 3/1eCh 1IBET,
TIOHSITBIN KaK MPUPOAHOE CBOMCTBO LIBET-
Ka, KaK BbIpaXXeHUE ero BHYTPEHHEN Cy-
™. OnuH u3 «oyketoB» Kuctu H.C.ToH-
4apoBOWi, TOSIBUBIIWICS Ha BBICTABKE
1908 roma, oTMeTWJI TaKOU B3bICKATE/Ib-
HBIIA LIEeHUTENh, Kak B.A.Cepos®.

1907 roxg o6o3HAUMII B TBOPUYECTBE
XYIOKHUIIBI TIOBOPOT K MPUMUTHUBU3MY.
[IporpamMmHOe ynpoleH!e Xya0XKeCTBEeH-
HBIX 00pa30B ¥ MPUEMOB B TTOMCKAX Tep-
BOOBITHOM 1IEIBHOCTH U TIPOCTOTHI CBOM-
CTBEHHO aBaHTapIHOMY MCKYCCTBY B Lie-
oM. OCOOEHHOCTb MPUMUTUBUCTCKOM
MaHepbl [0OHUapOBOIT — OTHOIIIEHUE Xy-
TTOSKHUIIBI K CONIEPKaHUIO: UCTOBO CePhe3-
HOe, He MToX0Xee Ha OajaraHHyto OpaBamy
«OyOHOBBIX BaJIeTOB». B Heykioxeit, HO
6omnpoit putmuke KaptuH 1907 rona «ba-
ObI ¢ rpabiassMu» U «CTpUKKA OBEL» BbI-
pakeH He MPOCTO CTUJIb, HO MUPOBO33pPEH-
YyecKast CyTh KPeCThSTHCKOTO MCKYCCTBA.

CepnyxoBckuit «Ileiizax», Hamm-
caHHbIil [oHuyaposoii B 1907—1908 rogax,
CcBOel CBOOOAHOM, MOABUXKHON UMITpEC-
CUOHUCTUYECKON (haKTypoil OJIM30K Ta-
KUM paboTaM XyJTO0XHMIIBL, KaK «/lepeBbs
u m3ba» (1907) u3 cobpanus Pycckoro
myses u «[leitzax ¢ kozamu» (1908) u3
TpeTbsIKOBCKOI ranepeu.

K Havanmy 1910-X ronoB KOMIO3UIIUU
B xxuBonucu [oHUapoBoOil proOpeTaIoT
CTAaTUYHYI0 MOHYMEHTAJIBHOCTD; KPacKu
NIeJTaloTCsl CyMpavyHee U IyLIe B CPaBHe-
HUU ¢ 00JIce PAHHUMU «COJIHEYHBIMI» T10-
JnoTHamMu. HactpoeHuwem marteTudeckoit
CYpOBOCTM OTMEYEHBI Iaxe Mpa3IHUY-
HbIE TI0 CMBICITY CIOXETbl, Hampumep,
Xoposon» (1910); ckymoit m3obpasu-

3osnoras kapra Poccun

TeJbHbII SI3bIK XapaKTepeH s meiizaxa
«Ocenb» (1909—1910).

BaxxHast cocraBiisionast TBOpueCTBa
[oHuUapoBoOil — 3CKM3HBIE U CAMOCTOSI-
TeJbHbIC Tpaduyeckre pabdoThl, BBIMTOI-
HEHHBIC B pPa3HOOOpa3HbIX TexHUKax. Ee
rpapuka B cobOpaHuu CepIiyXOBCKOIo
My3esl MPEeACTaB/sIeT TMpeXae BCero Ou-
OJICIICKYI0 TeMaTUKY. XPUCTUAHCKOE MC-
KYCCTBO ObLIO BHYTPEHHE OJIM3KO XYI0XK-
HUIIE, CUMTAaBILIE OCHOBOW MCTUHHOIO
TBOPYECTBA BEPY: UTOOBI XYTOKHUK «3HAI
TO, UTO OH M300pakaeT v 3a4eM OH M30-
OpakaeT, M... MBICJIb €ro Bcerga Oblia
SICHa Y OMpeie/ieHa U OCTaBaJIOCh TOJIbKO
co3aaTh I Hee CaMylo COBEpIICHHYIO,
caMyio ompezaesieHHyIo dopmy»°. Llemo-
MYIPEHHO BbIpa3uTebHbI HAOPOCKU Ha-
yana 1910-x ronoB «CorBopeHue EBb» 1
«Pacmiarue ¢ mpencrosmmmMmy . DHeprud-
Hee IO CTWJIMCTUKE KapTOH TeX Xe JIeT
«/leBy1ika ¢ KHuroi» («boromarepn») u
3CKM3 HECOXpaHMBIIIeiics KapTuHbI 1911
rojia 1o Ha3zBaHueM «BocTouHBII 1Taphb».
PucyHku ¢ uzobpaxkeHueM KHsi3eir bopu-
ca u [J1e6a pa3HOPOIHBI 1O CTUITIO: «CBS-
Toil bopuc» HamucaH B 3KCIPECCUBHOM
MaHepe, a YMUPOTBOPEHHBbI, TUPUYHBII
obpa3 cesaroro Iiieba Gosiee co3ByueH
MPaBOCTIaBHON MKOHOITMCHON TPaIuLIvu.
OTU paboThbl MOIJIM OBITH CKU3AMU JIy-
00uYHBIX KapTHHOK (B 1913 roay [oHuapo-
Ba ucnoaHwia cepuio «CoBpeMeHHBIX
PYCCKUX JTyOKOB» Ha TeMBI XPUCTUAHCKUX
SKUTUM) WIK axke LEPKOBHbBIX pocruceit
(M3BECTHO, YTO XYIOXHUIIA yYacTBOBaIa
B pa3paboTKe yopaHcTBa xpama B Kyry-
pemtax, B MonmgaBuu').

IToHuapoBa oTnana gaHb XapakTep-
HOMY BESTHUIO OT€YECTBEHHOU KYJIBTYphI
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H.C.TOHYAPOBA Natalya GONCHARO-
Pacnamue VA

¢ npedcmosuumu Crucifixion with

1912 (?) Interceding. 1912 (?)
Bymara, kapannaru Pencil on paper
38x28,3 38 by 28.3 cm

tangular of an envelope with five round
seals. We do not see the whole text, but
become immersed in the elementary force
of the missive. Our eye catches only frag-
ments of the lines: “Trees in blossom...
Moscow... And we have...”; separate let-
ters and different parts thereof. All these
syntactic components are differently
sized: they overlap with each other, form-
ing a multi-dimensional spatial environ-
ment. By the side of the “trees in blos-
som”, there are red rings — ripe apples;
alongside, there are burgundy scrolls —
withered leaves.

An important milestone in
Goncharova's artistic biography was her
work on the set design for Rimsky-
Korsakov's operatic ballet “The Golden
Cockerel” produced at the Grand Opera
in Paris in May 1914. That production
brought the artist European renown as a
stage designer, and was a true triumph of
Russian art where the set designer right-
fully played an active and very important
role. Today the sketches for the set of the
“Tent of the Shemakhan Tsarina” episode
and for the costumes of the Boyar, Indian
Dancer and Shemakhan Tsarina (1914)
are in the Serpukhov Museum.

The works of Goncharova's alter ego
and partner in life Mikhail Larionov
(1881—1964) in the collection include sev-
eral pastel pieces from the 1890s—1900s.
Their colour design — softly monochrome
as in “Evening. At the Table” or contrast-
ing as in “Behind the Scenes” — shows that
the artist put much effort into lighting
effects. “A Historical Subject” with its
refined colour scheme demonstrates that
Larionov was influenced by artists from the
“World of Art” society.

Examples of the artistic quest
towards abstraction among artists in the
1910s-1920s include “City Landscape”
(1918) by Alexei Grishchenko (1883—
1977), a friend and “companion in arts”
of  Mikhail Larionov, Natalya
Goncharova, and Alexander Shevchenko.

The beginning of the 20th century
was a period of the revival of Russian sculp-
ture, a great contribution to which was
made by Sergei Konenkov (1874—1971).

H.C.TOHYAPOBA Natalya GONCHARO-
boeomameps VA

¢ KHU2oll Young Girl with a Book
Hayano 1910 (1912 ?) (Mother of God)

Bymara, kapannar Early 1910 (1912?)
33,2x50,2 Pencil on paper
33.2by 50.2 cm

The Serpukhov Museum has a unique col-
lection of the sculptor's draft pieces dating
from 1913 to 1919, which offer a glimpse of
his creative process with the focus on one of
the most prolific periods of his career. In
wood sculpture the artist’s characteristic
traits as folkloric and mythological world-
view come across especially strongly.

In the summer and autumn of 1913
Konenkov carved “Yeruslan Lazarevich”
and “The Tsar's Daughter”: these sculp-
tures form a single thematic group. When
Konenkov was a child, Yeruslan the
knight was the most popular character of
fairy tales and popular prints in the
Smolensk region where the sculptor came
from. The sculpture “Maple Man”, for
which Konenkov used as the sitter a fel-
low Smolensk resident, the beggar Ilya
Zhitkov, dates from 1916. Like most of
Konenkov's characters, the Maple Man
has his roots in the archaic folklore forest
where everything is animated, everything
is possible, and everything is reversible.
“Goliath”, a 1917 sculpture, according
to some sources'" was conceived by
Konenkov in 1914 as an allegory of
German imperialism. “Stepan Razin”
was carved by Konenkov in 1918, proba-
bly in the course of his work on a memo-
rial “Stepan Razin and His Rebels”
mounted in Moscow on the Lobnoe
Mesto, or place of execution on May 1
1919. But the sculptor had been interest-
ed in Razin even earlier, back in 1915%,
and the Serpukhov statue looks nothing
like the final version of the monument
(1919, in the Russian Museum). In the
monument, Razin's figure is rigidly erect
and static: the chieftain's harsh features
have a combatant's “fatalistic smile” slit
across it (the face resembles that of
Goliath). The sculpture at the Serpukhov
History and Art Museum, on the con-
trary, is perfectly dynamic: it epitomizes
the defiance of unwieldy steadiness of the
material. Sten'ka's (Stepan's) figure is
positioned unstably, with his downcast
face expressing an air of detachment and
self-forgetfulness. Like the “Goliath” the
headpiece “Medusa” (1919) engages the
viewer openly and directly. The subject
face is neither dead nor alive: it seems to
be in a lethargic sleep. The glance has no
direction, so it seems all-pervading.
Trimmed with the “cowl” of weird timber
excrescences and curly snags, the impec-
cably polished face with regular features
looks cold and sinister...

" Redkin, A.1. Folkloric and fairy-tale motifs in the art of Sergei
Konenkov. <1974 1> — a manuscript kept in the archive of the
Serpukhov Museum. P. 9. In the 1920s accession records the
sculpture was always entered under the name of “Goliath”,
sometimes with a subtitle indicating the sculpture's format:
“headpiece” (Central State Archive of the Moscow Region,
Fund 966, Accession record 4, Document 1058, Sheets 2, 3;
Document 972, Accession record 1, Document 242, Sheets 21,
41 reverse). Later a not altogether correct attribution prevailed:
the monument was called “Goliath's Head”.

12Konenkov, Sergei. My Century. Moscow, 1971. P. 225-226.

1910—1920-X ronoB — ULTIOCTPUPOBAHUIO
MaJIOTUPaKHBIX aBTOPCKUX U3naHuii. Ee
pucyHoK «BecHa» K kaure ctuxoB C.I1.bo-
opoBa «BepTtorpagapu Haja jozaMu» (Mo-
ckBa, 1913) — npumMep Takoro poja mpo-
U3BEICHUMN.

Tlocne 1912 roga xynoxHuiia yBie-
KJach HeUTYpaTUBHBIMU UACSIMU «JIy-
yr3Ma» 1 GyTypr3Ma, 0 UeM HallOMUHAeT
U ee KUBOITMCHas Komrosutust «[Tucbmo»
(1913), koTOpast 1oJaroe BpeMs cuuTasach
yrepsiHHO#. HemaBHO, Tipu pecTaBpalu
B PACUMIIIEHHOM OT 3arpsi3HEHUI XOJICTe
n3 CUXM OblI0 OMO3HAHO 3TO B CBOE
BpEMsI OJTHO M3 CaMbIX YCITEIIHBIX TBOPE-
HUM xynoxHuubl. Ha nepBbiit B3rsim,
«[TucbmMo» — OeNbIii TIPSIMOYTOJTBHUK
KOHBEpTa C MIThIO KPY>KKaMu nevyarei —
HallOMMUHAET YCJIOBHBI 3HaK. MBI He
pasnuJaeM TeKCTa LEJINKOM, a IorpyXa-
eMcsl B CTUXMIO TMchbMa. [J1a3 cxBaTbiBaeT
UL OOpPBIBKM CTPOK: «JlepeBbsi B
1BeTy... Mockaa... Ay Hac...», OTIeIbHbIE
OyKBbI U UX (parMeHThl. Bce 3t cuH-
TaKCUUYECKUE BJIEMEHThI pa3HOMacIITa0-
HbI, OHU HAaCJIauBarOTCS APYT Ha JApyra,
00pa3zyst 00bEMHYI0, MHOTOMEPHYIO TTPO-
CTpaHCTBEHHYIO cpeny. Mexay cTpoka-
MM, B U3JIOMaX IIBETHBIX I'PaHeil, BO3HU-
KalOT TIPOCTHIC U SIBHBIC (POPMBI-00pa3kl.
KpacHble Kpyru psiioM ¢ HaIITUChIO
«JIepeBbsl B 1IBETY» — 3pejble sI0J0KH,
OOPIOBBIC 3aBUTKU — YBSIAIINE JIUCTHS. ..

BaxxHbIM 3Tariom B TBOpuecTBe [oH-
yapoBoOil craja padora 1o ohopMICHUIO
ornepsl  H.A.Pumckoro-Kopcakosa «30-
JIOTOM TIETYIIOK», TIOCTaBJIEHHON B Tia-
puxckoii Ipana Onepa B Mae 1914 rona.
[Tocne 3Toro crekTaks Xy10XKHULIA Mpy-
o0pesia eBpOMECKYI0 M3BECTHOCTh KakK
cueHorpad. INoctaHoBKa «30JI0TOTO Te-
TyLIKa» SIBUJTACh MOMIMHHBIM MpPa3IHU-
KOM PYCCKOTO MCKYCCTBa, B KOTOPOM XYy-
TOKHUKY-O(OPMUTENIO TIO TIpaBy TPH-
Hajiexana He3aypsiqHast posib. CeromHst
acku3bl aekopaimu «Ilarep IlemaxaH-
CKOIt apu1Ibl», KOcTIoMOB bosipuna, H-
nuiickoit TaHmoBmMUE 1 LllemaxaHckoii
uapuiibl (1914) — yacteb komnekimu Cep-
IyXOBCKOTO MYy3es.

He6ombiras rpynma nacreneii 1890—
1900-x romoB mpencTaBiasieT paHHee
TBOPYECTBO €NMHOMBIIILJIEHHUKA U CITyT-
nuka xu3Hu H.C.Tonuaposoit M.®D Jla-
puonoBa (1881—1964). IIBeToBasi raMma
3TUX PaboT, TO MIITKO OAHOTOHHas («Be-
yep. 3a CTOJIOM»), TO KOHTpacTHas («3a
KYJIUCAMHU ), TOBOPUT O CEPbE3HBIX Pa3MbI-
LIJICHUSIX aBTOpa HaJ nepeaadeit apdex-
TOB OCBelIeHUsI. I3bICKaHHBIN 10 KOJI0-
putry «Mcropuueckuil croxer» — CBUze-
TEJLCTBO BIMSHUS Ha JlapuoHOBa TBOpP-
YyecTBa MacTepoB oObeAMHeHUs «Mup
HUCKYCCTBa».

A6cTpakTHbIe orcku 1910—1920-x
roJIoB MpeacTaBieHbl B Mmy3ee «lopoa-
ckuM meizaxkem» (1918) kuctu A.B.Ipu-
meHKo (1883—1977) — npyra u copaTHU-
ka M.®D.Jlapuonosa, H.C.ToHuapoBoii,
A.B.1lleBueHKoO.

Hauano XX Beka — BpeMsl BO3POXK-
NIEHUsT PYCCKOW CKYJIBITYPhI, 3HAUUTEb-
Hbli BKIan B Kotopoe BHec C.T.KoHeH-
koB (1874—1971). CepriyxoBckuii My3eit
XPaHUT YHUKAJIbHYIO KOJJIEKLMIO 3TIOA-
HbIX paboT mactepa 1913—1919 romnos,
BBOISIINX 3pUTEJIell B €ro TBOPYECKYIO
J1a60paTOpUIO, IPUYEM B OMH U3 CaMBbIX
aKTUBHBIX U TUIONOTBOPHBIX IEPUOJOB
NesITeTIbHOCTH. B IepeBsHHOI CKyTBITY-
pe OCOOEHHO TMPOSIBWIMCH TPUCYIINE
maHepe KoHeHKoBa uyepTbl (OJIbKIOP-
HO-MUGbOIOTMYECKOTO MUPOTIOHUMAHUS,
TJIacTUYecKast IeKOpaTUBHOCTh. JleToM-
oceHblo 1913 roma KoHeHKOB BbIpe3an
ckynbnTyphl «LlapeBHa» u «Epycnan Jla-
3apeBuY» (6oraTeipb Epycian 66T M00u-
MEWIINM TepoeM CKa30K M JyOOUHBIX
KapTUHOK B TOpPY JIeTCTBAa aBTOPa, Ha €ro
ponHoit CMoreHuHe). 1916 rogom na-
TUPYeTCs CKYIbITYpa «KIIeHOBUIOK» , TSI
koTopoii KoHeHKOBY M031poBas ero 3eM-
JisIK — Hunumit b 2Kutkos. Kak v 6011b-
MHCTBO TepoeB KoHeHkoBa, 3TOT Tiep-
COHaX CJIOBHO POJIOM M3 apXanyecKoro
CKa304YHOTO Jieca, I1e Bce OMYLIEBIEHO,
BCE BO3MOXHO, BCe 00paTUMO, U TPeod-

11
Pedvkun A.H. ®onbKIOPHO-CKa304Hasi TeMa B TBOPYECTBE
C.T.Konenkosa. 1974. C. 9 (pykomnucs, xpaHsuascs B pabo-
yem apxuse CUXM).

"2 Konenxos C.T. Moii pex. M., 1971. C. 225, 226.

C.TKOHEHKOB
Cmenan Pa3un. 1919
JlepeBo, MoaIBeTKa
52x27x23

Sergei KONENKOV
Stepan Razin. 1919
Toned wood

52 by 27 by 23 cm

C.TKOHEHKOB
Cmapu4ok-
KaeHosuuok. 1916
JlepeBo, MoALBETKA.
55%36%30

Sergei KONENKOV
Maple Man. 1916
Toned wood

55 by 36 by 30 cm

3onotas kapra Poccun

paxeHue IPeBecCHOro CTBOJA B YeloBeKa
COBepIIaeTCs TOYTH HEeYTOBUMO. CKYJIbIT-
Typa 1917 rona «lonmrad» mo HEKOTOpHIM
naHHbIM' Obula 3amymaHa KoHEHKOBbIM
euie B 1914 romy Kak anjgeropusi repMaH-
ckoro umrnepuanuzma. «Creran Pazun»
ObLT CO3aH, BO3MOXKHO, B CBSI3U C €T0 pa-
00TOI HaJl MEMOpHUATbHOI rpyrinoii «Cre-
maH Pa3uH ¢ BaTtaroii», ycTaHOBJIEHHOI B
Mockse Ha JlooHoM MecTe 1 mast 1919 ro-
na. BripoueM, pazuHcKkasi TeMa MUHTEPECo-
BaJia cKyJibITopa ete ¢ 1915 rona®, a cep-
IyXOBCKasl CTaTysl COBCEM He TTOXOXa Ha
OKOHYATEeJIbHBII BapMaHT MaMsITHHUKA,
XpaHsiiuiicst HeiHe B Pycckom mysee. B mo-
cienqHeM — durypa PasunHa cTonmoo6-
pa3Ha, CTaTUYHA; KeCTKOe JIUII0 aTaMaHa
MPOPE3aHO «POKOBOI YJILIOKOI» €TUHO-
0Ooplia, B KOTOPOit 0OHAPYKMBAECTCS CXOM-
ctBO ¢ ymoM Tommaca. Crarys uz CUXM,
HaIpoTUB, MPOHU3aHa AMHAMUKOM, OHa
BCsI — OTPULIAHUE TSKEJIOBECHOTO MOKOSI
matepuajia. CTeHbKa «0aJaHCUPYET» B He-
YCTOMYMBOW 1103€, €ro IMOHMKIIEE JIULO
OTpelleHo U caMo3abBeHHO. CKYJIbIITYp-
Has rojioBa «Memy3bl» (1919), mpoBoLM-
pYeT 3pUTelist Ha OTKPBITOE, TIPSIMOE BOC-
npusithe. JIMK 4yf1oBuIlla — HE MEPTBBIiA,
HO U HE XXUBOI{; TOProHa CJIOBHO IMOTpy-
XKeHa B JieTaprudeckuit coH. Barmsim -
LIEH HAMpPaBJIEHHOCTU U MO3TOMY KaXeT-
cs1 BesaecylnM. Kitaccuuecku mpaBuib-
HOe, TIHIATeJTbHO OTMOJMPOBAHHOE JIUIIO
BBITJISIIMT XOJIOMHBIM U 3JIOBEIIUM B 00-
PaMJICHUU «KaIMOIOHa» U3 IPUYYUTUBBIX
HApOCTOB JPEBECUHBI U  BBIOLIUXCS
KOPSIT...

XynoxectBeHHast Kojutekiust Cepry-
XOBCKOTO My3€sl U CETOAHSI TAaUT HEMAJIO
3aranok. OHa OTKpbITA ST OYIYIINX HC-
cilenoBatesieil 1 HeM3MEHHO apuT sIpKUe
BIEYATJIeHUs] LIEHUTENISIM TIPEKPACHOTO.
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