<« ACI'OJIYBKMHA
«Q20Hb».
Kenckasn ¢ueypa

oas kamuna. 1900
Tunic ToHMpoBaHHbIN
Beicora 62. ®parmeHt
Myseii-macTepckas

A.C Jomy6kuHoit

< Anna GOLUBKINA
Fire. A Female Figure
for the Fireplace. 1900
Toned plaster.

Height 62 cm

Detail

Anna Golubkina
Museum-studio

. TPETbAKOBCKAA MAJIEPEA BbICTABKU

Oasra Kanyruna

«llo3oBeM ero crona...»

C cenTs0ps 2008-ro no mait 2009 ropa B My3see-macrepckoit A.C.J0myOKMHON MPOXOMIa BbIC-
TaBka «[onyOkuna. KoHenkoB. CekpeTbl MacTepcTBa». BrojHe MOHATHO, YTO MYyTh OT BO3HU-
KHOBEHUSI UJIEW COEIMHUTDH 3TUX BEJIMKUX CKYJIBITOPOB JIO €€ BOIUJIOLIEHUS] OKA3aJICsd HENPOCT,
HO Heu30exkeH. PaHO miM no3fHO [IBa «HECNMOKONHbIX MOCKBMYa», KaK Ha3bIBald UX B Ie-
TepOyprckoii AKajieMu XYIOXKECTB, JODKHbI ObUIM BCTPETUTHCS B KAYeCTBE YYACTHUKOB
OJTHO¥, IMEHHO MM MOCBSILEHHON 3KCNO3MIMK. HUYTO Tak He MogYepKHET JOCTOMHCTBA U HETIOB-
TOPUMOCTb UX XYJOKECTBEHHOIO MOYEPKa, B3IVISZIOB HA 3KU3Hb M YEJIOBEYECKUX MPUCTPACTHIA,
KakK 3TOT HECIMEIIHbIN UAJIOr — HE U3 YCT B yCTa, a OT NPOU3BEJCHUS K IIPOM3BEICHNUIO, OT MaTe-
puaja K Marepuaiy, oT oopasa K oOpa3zy.
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. THE TRETYAKOV GALLERY CURRENT EXHIBITIONS

Olga Kalugina

“We shall call him here...”:
Anna Golubkina

and Sergei Konenkov

The exhibition “Golubkina. Konenkov. The Secrets of Mastery” opened last
autumn in the Museum-studio of Anna Golubkina, the sculptor. It is quite clear
that the journey from the idea to connect these two great masters to the actual
exhibition dedicated to them both was not simple, but it was inevitable. Sooner
or later these two “restless Muscovites”, as they were called in the Academy of
Arts, were bound to meet not just in the classroom, or at exhibitions, or while
visiting one another, but as the participants of one exhibition in particular — ded-
icated to both of them.
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C.TKOHEHKOB »
Topc. 1913

Mpamop. Bricora 99
rr

Sergei KONENKOV »
Torso. 1913

Marble. Height 99 cm
Tretyakov Gallery

CURRENT EXHIBITIONS

Nothing can bring out better their
strength and the splendid disparity of
their artistic manner, their worldview, their
creative qualities and human likes and dis-
likes, than this unhurried dialogue. This
conversation, not in words — effectively a
mute dialogue between the two masters
through their artworks — takes place as the
viewer moves from one range of material to
another.

Art critics recognized a long time ago
the outstanding significance of Anna Gol-
ubkina and Sergei Konenkov in the devel-
opment of the Russian plastic arts at the
turn of the century, and for the whole cul-
ture of the so-called Silver Age. Their lives,
so different from each other, were neverthe-
less similar in the amazingly high creative
goals attained by the sculptors. In this
sense, the closeness of their lives was
already apparent during their apprentice-
ship. Alexei Svirin, the future assistant to
Anna Golubkina, recalls: “Among the
artists who visited the moulding workshop,
the names of the young sculptors, Anna
Golubkina and Sergei Konenkov, were
mentioned more and more often. They
were talked about as great future artists”.’
The teachers’ expectations came true.
Many decades later, after Golubkina had
died, and Konenkov had found himself in
far away countries, Mikhail Nesterov would
confess: “Konenkov and she — here are two
major figures.”?

It is interesting that the masters them-
selves recognized each other’s talent right
away, and kept a mutual respect through
until the end. Already during his appren-
ticeship, Konenkov’s most striking impres-
sions were strongly connected with the per-
sonality of Golubkina: “Her works, cast in
gypsum, stood in the workshop. They
amazed me with their significance and
unprecedented expressiveness of form.”?
The recollections of her contemporaries
confirm that the admiration they had expe-
rienced in their youth did not fade with the
years. “Konenkov loved Anna Semyonovna
very much and spoke of her with admira-
tion,”* remembers Ivan Pavlovich, the
brother of Svirin, the moulder who worked
often with both masters. At the same time,
Vasily Trofimov, Anna Semyonovna’s friend
and the husband of one of her classmates,
remarks: “Anna Semyonovna valued
Konenkov’s talent very highly. She called
his talent huge.”®

Golubkina’s favorite student, Zinaida
Klobukova, also could not help noticing this
remarkable relationship. She pointed out
that: “...in art, she [Anna Golubkina. —
0.K.] highly regarded only Konenkov, only

' A'S. Golubkina. Letters. Several words about the sculptor’s craft.
Recollections of contemporaries. Moscow, 1983. p. 230.

2 A'S. Golubkina. Letters, p. 358.

3 ST Konenkov. Recollections. Articles. Letters. Moscow, 1984.
V. 1.p.77.

4 AS. Golubkina. Letters, p. 237.

® Ibid., p. 320.
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A.CI'OJIYBKMHA
Iopmpem

Anopes Beaoz0. 1907
Tunc ToHnpoBaHHBbII

Boicora 46
rTr

Anna GOLUBKINA
Portrait of

Andrei Bely. 1907
Toned plaster.

Height 46 cm
Tretyakov Gallery

C.TKOHEHKOB
Topmpem
CKA3UMeAbHULbL ObLAUH
Mapuu [l mumpuesnot
Kpusonoaenosoii

1916

Iepeso. 40 x 24 x 32
rTr

Sergei KONENKOV
Portrait of the Maria
Krivopolenova,
Narrator of Heroic
Poems. 1916

Wood. 40 x 24 x 32 cm
Tretyakov Gallery

€ Ibid., p. 332-333.
7 .
Ibid., p. 279.
& Ibid., p. 130.
® S.T. Konenkov. The Earth

and the People. Moscow,
1968. p. 79.

considering him equal to herself. She gave
credit to the others, but really admired only
Konenkov. Golubkina saw a genius in
Konenkov and regarded him as such.”® We
may refer to many such statements, but the
most touching are the words of Vera Niko-
laevna Golubkina, the niece of the sculptor
and the first director of the Museum-work-
shop, who, already as a young girl, witnessed
the two masters’ mutual affinity for one
another: “Anna Semyonovna and the man
whom we met rushed to each other and
kissed each other. “‘Who was that?’, 1 asked,
when we were alone. ‘“That was Konenkov!’,
answered Anna Semyonovna.”’

This same affinity and warmth is
undoubtedly recognizable in their art
works, placed next to each other. Their art
has completely different internal and exter-
nal qualities. It is not their comparison that
is especially captivating — they are almost
impossible to compare to each other — but
the amazing opportunity to imagine the full
scale of what the material is capable of, as
you move from one master’s pieces to the
other master’s creations, executed in stone
and wood.

At the beginning of the 20th century
the scupltors were among the first to return
to the hard but so fruitful practice of the full
mastery of the chosen technique. And each
of them finds his or her unique way to work
with wood and stone. Golubkina even con-
sidered necessary, while instructing her stu-
dents, to describe Konenkov’s method as
especially distinctive and unique: “Sergei
Konenkov always works with the whole
piece of wood, but he becomes so much
part of it, that he works simply by freeing
what is inside it”.® As for Konenkov, he left
us truly heartfelt words: “What a sensitive
being it is — art! One false moment, when
you try to convey something you do not
feel, and the sculptor’s fingers begin to lie,
and the painter’s ‘strongest’ colours do not
worry anybody anymore. But that did not
happen in Golubkina’s life. I do not know a
better teacher for young people, than her
precise biography — not a word added, not
a word taken away from her work — the
biography of a great sculptor and dedicated
revolutionary, Anna Semyonovna Golubki-
na [italics are mine. — 0.K.]”.°

But, during their lives, these masters
were connected not only by the joy of cre-
ative success. They were also saddened by
what they considered to be each other’s
misfortunes. Golubkina, who was older,
was worried by the young Konenkov’s
worldview, but during hard times she herself
found emotional strength in his optimistic
nature. A viewer soon begins to pick up
from the mood of the exhibition what they
might have given each other (in the creative
sense, of course, because the very meaning
of their relationship — emotional and for-
mal, but never indifferent — was creative).
And the lines from Zinaida Klobukova’s
memoirs about Anna Golubkina become
very clear: “In moments of doubt or great
joy she used to say: ‘Let’s go to Konenkov’,
or: ‘We shall call him here.’

A.CTOIIYBKHNHA
Basa «Tyman»
Tlocne 1904
Komnosuiust

Mpamop. Beicora 55
rr

Anna GOLUBKINA
Vase “Mist”

After 1904
Composition

Marble. Height 55 cm
Tretyakov Gallery

Toaybxuna A.C. Tlncema.
HeckoubKo CIIoB 0 pemeciie
CcKyJibITopa. Bocromutanust
coBpeMeHHHKOB. M., 1983.

C. 230 (Hanee — [oaybkuna).

2 Taw k. C. 358.

3
Konenxos C.T.
Bocnomunanusi. Cratbu.
IMucbma. T. 1. M., 1984,
C.77.

4 -
Toayokuna. C.237.

% Tav ske. C. 320.

® Taw . C. 332-333.

7 Tav xe. C. 279,

8
Tam xe. C. 130.

® Konenrxos C.T. 3emnst
u o, M., 1968. C. 79.

3Ha‘{l/IMOCTb TBopuecTBa AHHBI Ceme-
HOBHBI TonyokuHoit (1864—1926) u
Ceprest TumodeeBuua Konenkona (1874—
1971) nns pa3BUTHUSI PYCCKOM TJIACTUKU
pybOexa BeKOB, Bcell KynbsTypbl Cepedpsi-
HOTO BeKa JaBHO MpPHU3HAHa MCKYCCTBO-
BEAYECKOM HAyKOW KaK MCKIIOUYUTEb-
Hasi. BIM30CcTh UX — TaKUX pa3HBIX — CY-
ned cocrosiyia B TTOPa3UTENbHON BBICOTE
JMOCTUTHYTBIX BasiTeISIMU TBOPYECKUX
BEPLIMH U B 9TOM CMBbICJIE yraJblBajach
COBPEMEHHUKAMHU yXe B ITEPUOI YICHU-
YecTBa CKYJBINTOPOB. «...Cpenu Xymox-
HUKOB, TMOCELAaBIINX (HOPMOBOUYHYIO
MacTepCKyIo, — BCIIOMUHAT OyIyIINii TTO-
MOIIHUK AHHbI CeMEHOBHbI AJieKceil
CBUpPUH, — BCe Yallle CTaIX YITOMUHATBCS
MMeHa MOJIOJBIX CKyJIbNTOpoB — [0my6-
kot 1 KonenkoBa. O HUX TOBOPWIN
KakK 0 OymyImx GOJIBIINX XyTOKHUKax»'.
W oxupanHus yyuteneil ompaBAalMCh.
CrycTsi MHOTO JeCATUIETUI, KOTma yxe
ocTtaBuiia 3ToT Mup [onybkuHa u B fgase-
KMe cTpaHbl 3a0pocuiia cyaprba KoHeHko-
Ba, Muxaun HecrepoB yrBepxknan: «Ko-
HEHKOB M OHa — BOT JIBe (UTYpPHI KPYy-
ITHEHIIme»2.

HnrepecHo, 4yTo caMu MacTepa TakxKe
pacIio3HaIM TaJIaHT IPYT ApyTa cpa3y U Ha
MPOTSDKEHUH BCE SKU3HU COXPAHSITN B3a-
MMHoOe rouTeHue. Tak, yxxe B mepuos yue-
HUYECTBA CaMble SIPKUE BIIEUATICHUS Yy
KoHeHKoBa MPOYHO CBSI3aHbI C TMYHOCTHIO
TonybkuHoit: «B MacTtepckoii cTosiiu ee
paboThl, oTIUThIE B TUTice. OHU MOpa3uiIn
MEHS CBOE 3HAUUTETbHOCTHIO U HeOBIBa-
JIO BBIPA3UTETBHOCTBIO JIETIKI»®. OT3BIBbI
COBPEMEHHMKOB TOATBEPXKAAIOT, YTO Tie-
pPEXUTOE B IOHOCTH BOCXUILIEHUE HE YTacIo
¢ ronaMu. «KOHEHKOB 0YeHb JIIOOUT AHHY
CeMEeHOBHY M C BOCTOPIOM OT3bIBAJICS O
Heil»*, — BcrmoMuHan OpaT (hOpMOBIIUKA
Ceupuna Msan [laBioBud, paGoTaBIIMIiA
¢ 0bonmu Mactepamu. Cynpyr omHOKalll-
HuLbl AHHBI CeMeHOBHBI U ee 1pyr Bacu-
it Tpopumos ormeuan: «Tanant KoHeH-
KOBa ObLT BbICOKO 1IeHUM AHHOI Ceme-
HOBHOI. OHa Ha3blBajla €ro TajaHT TPo-
MajJHbIM»®. Jltobumast yyeHuna [omyOku-
Holi 3uHauna KinobykoBa Takxke He cMorja
000iTH BHUMAaHWEM 3TU YIUBUTEIbHBIC
B3aMMOOTHOUIEHUsI, TOAYEPKHYB, 4TO
«B HUCKyccTBe cKymbnTypel oHa [A.C.Jo-
JIyOK1Ha| BBICOKO cTaBuja Juilb KoHeH-
KOBa, JINIIb €ro MpU3HaBajia poBHEN ceode.
OcTanbHBIM OHA OTHABajla JOJKHOE, HO
TTO-HACTOSIIIEMY BOCXUIIAJT €€ JINIITh OTUH
KonenkoB. B Konenkose lonyokuHa Bu-
JieJla TeHUAJIbHOTO YeJIoBeKa U Tak U Olie-
HUBana ero»®. [1omoOHbBIX BBICKAa3bIBAHUI
MOXHO MPUBECTU HEMAIO, HO OCOOEHHO
Tporatot cjioBa Bepsl Hukonaeubi [o1yo-
KWHOI — TIEMSTHHULIBI CKYJIBIITOPA, TIep-
BOro aupekropa My3ses-macTepckoil, —
elle JeBOYKOW OKa3aBLUEHCs CBUIETEINb-
HULEHA B3aMMHOW MCKPEHHEW CUMIIATUU
MacTtepoB: «AHHa CeMeHOBHA U BCTPETHB-
LIUMCS ¢ HAMM YeJIOBeK OpOCWINCH IPYT K
JIPYTY U pacueioBavch. “A 3T0 KT0?”, —
cripocuiia s, KOTJa Mbl OCTAINUCh ONIHU.
“A a10 66U1 KOHEHKOB!”, — OTBeyayia AHHa
CeMeHOBHa»'.

B cocencrBe nx npoussenaeHuit, He-
COMHEHHO, HaJeJIeHHbIX COBEPUIEHHO
pa3HbIMM BHEIIHUMU W BHYTPEHHUMMU
KayecTBaMM, YraJblBalOTCSl CUMIIATUSI U
TeIIoTa. 3aXBaThIBaE€T HE CXOXKECTh — UX
OYEHb TPYIHO CPAaBHUBATh, — a MOPa3U-
TeJIbHAsi BO3MOXHOCTb MPEACTABUTD cebe
BCIO TTIOJTHOTY BO3MOXHOCTEe# MaTepuasa,
KOrJa MepexoJuillb OT TBOPEHUN OIHOTO
CKYJIBIITOPA K AETUIIAM APYTrOro, BbIMOJI-
HEHHbIM B KaMHe uu AepeBe. B Hauane
XX Beka OlHU U3 TIePBBIX BO3BPATUIIUCH
OHMU K TSKEJION, HO TaKOM MJIOJOTBOPHOM
MpakTUKe ITOJHOIO OCBOEHMSI M30paH-
HOI TexHUuKU. M Kaxnblii HaXoaumI K Jie-
pPEBYy W KaMHIO CBOIWi HEMOBTOPUMBINI
nyThb. [oayOKMHa gaxe couyjia HeOOXOaU-
MbIM B TOpSIAKE HAcTaBA€HUS CBOUM
«y4EHUIIAM U YUEHUKaM» OMUCATh METOJ
KoHeHKoBa Kak cyrybo aBTOpCKHUiA U ca-
MoObITHBIN: «C.T.KoHeHKOB Bcerma pa-
0oTaeT M3 1IEJ0ro JepeBa, HO OH TakK
CPOIHUJICS C IEPEBOM, UTO KaXeTCs, YTO
OH He paboTaeT, a TOJAbKO OCBOOOXKIAeT
TO, YTO 3aKJIIOUYEeHO B nmepeBe»®. Cepreit
TumodeeBuy ocTaBuUI HaM IMOUCTUHE
MPOHUKHOBEHHbIE CTpOKM: «Kakoe uyT-

BbICTABKU

Koe co3fgaHue — UCKyccTBo! CTOUT UyTh
IMOKPUBUTH JTyIIOM, IOIBITATECS TEpe-
JIaTh TO, YEro He YyBCTBYEIllb, U TMaJblIbl
CKYJIBIITOpa HAYMHAIOT JIraTh, a CaMble
“CWJIbHbIE” KPAacKHU XMBOIMUCUA HUKOTO
He BOJIHYIOT. Ho Takoro He ObLIO B
xu3Hu [onyokuHoii. S He 3HalO Jay4lIero
YUNTENIS IUISI MOJIOACKM, YeM TOYHas —
HM TI0JICJIOBA MPUOaBICHUI, HU TTOJICTIO-
Ba yMaJleHUil ee Tpyaa — Ouorpadus
BEJIMKOTO CKYJBITOpPA U YOEXKIEHHOTO
peBosoriuoHepa AHHB CeMEHOBHBI
TonyGxkuHOI»®.

Ho He TobKO pamocTu TBOPYECKUX
yIad COCIWHSUIM 3TUX MAaCTepOB IIpHU
>ku3Hu. OHU TOpeBaJIM BMECTE O TOM, UTO
CYMTAIM HeyaayaMu apyr apyra. Crapiias
rmo Bo3pacty [oayOKMHa BOJHOBaNIach O
YeJIOBeUECKON TO3UIIMM MOJIONOTO ellle
KoHeHKkoBa, B TsKeble MUHYThI OHA Yep-
rajia SMOIIMOHATbHbIC CUJIBI B €T0 OMNTH-
MHCTHUYECKOM XapakTtepe. M Tak MOHSITHBI
CTaHOBSITCSI CTPOKM M3 BOCITOMUHAHUWI
KnobykoBoit o TonyokuHoii: «B MuHyTy
COMHEHUI WM OOJIbIION pagocTu OHa
ropopuia: “Iloiinemte Kk KoHeHkOBY”
unu: “ITozoBeM ero croga”».
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