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By Frederick Cloth, Yale University

ncreased interest in Byzantine art amongst
Russian scholars and collectors in the 19th
and early 20th centuries led to the formation
of some superb private collections.

The greatest of these are now concentrated in the
Hermitage, with items from the 4th century; a small
group of early Byzantine sculptures and sculptural
fragments of the 4th to 5th centuries - and items right
up to the 15th century and the post-Byzantine era
(16th to 19th centuries).

The icons of the Khanenko Museum in Kiev may
have been among the very first owned by St.
Catherine’s Monastery in Sinai, Egypt. They were
part of an imperial treasure lavished by the Emperor
Justinian when he established the monastery in
memory of his wife, sometime between her death
in 548 AD and his own in 565 AD, on the site of
an already ancient church. These 6th century icons,
among the oldest in the world, left with a visiting
Russian priest in the mid-19th century, ending up in
Kiev, which even today is a sensitive subject.

Today, St. Catherine’s has only three icons of this
period, including the oldest icons of Christ and of the
Virgin and Child in the world.

Byzantine metalwork of the 6th to 12th centuries
is famous worldwide and the Hermitage owns
some magnificent examples, such as a dish with an
inscription containing the name of Bishop Paternus.

Craftsmen of the period reached a high degree of
perfection in the working of ivory, which they used
to make caskets, hilts and folding diptychs. Elephant
tusks were carved by Byzantine artists to create
these works and by the fifth century Constantinople
was a centre of ivory carving. Dependent on trade
with Africa and India, the availability of ivory in
Byzantium fluctuated widely over the centuries.
Ivory carving at Constantinople was interrupted in
the late sixth and seventh centuries by Arab invasions
in the Middle East, which isolated Byzantium from
its supplies. Ivory carving reached another peak
following the dark period of Iconoclasm and would
flourish until the fall of Constantinople, after which
many artists fled to Venice.
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OBBILIEHHbII UHTEPEC K BU3AHTUIICKOMY

HCKYCCTBY CPElMl PYCCKHX YUEHBIX

u KojiekumoHepoB B 19 m 20 Bekax

NpHUBeNl K O0Opa30BaHMIO HECKOJbKUX
BEJIMKOJIENTHbIX YaCTHBIX KOJUIEKIWI, KpyMHeMIas
U3 KOTOPBIX B HACTOSIIUII MOMEHT pa3MellleHa B
Opmuraxe. B Komnekuym WMMEIOTCS 3KCIOHATHI,
JaTUpOBaHHbIE TIEPHOAOM C 4 1o 5 Beka, HeGobIast
TpyNna paHHUX BU3AHTUICKUX CKYJBOTYp U
CKYJBINTYPHBIX MPEAMETOB C 4 - 5 BeKa U BIIIOTH /IO
15 Beka M MOCTBU3AHTHUIICKOM 3pbI (16-19 Beka).

Hkonbl 3 My3est XaneHko B Kuese Mornm BXopuTh
B YUCIIO CAMBIX MEPBBIX WKOH, NMPUHAAIECKAIINX
MoHacTeIpto Cesitoit Exarepunbl, Cunaii, Eruner.
OHHU COCTaBIISIIM YaCTh UMIEPATOPCKUX COKPOBHII,
pactpaueHHbIx umneparopoM HOcTuHHMaHOM, Korja
OH OCHOBAJI MOHACTBLIPh B MAaMAThb CBOEH KEHbI Ha
MecTe y>Ke MHOIOBEKOBOIl LEpPKBH B HHTEpBaje
MEXK]Ty ee CMepThIO B 548 T'. H.3. M cBoell - B 565 T .H. 3.
OpHa W3 JpeBHEMIIMX B MHUpe UKOH 6 Beka,
NPUHA/JICKABIIAS PYCCKOMY CBSIIEHHWKY B Cepe-
muHe 19 Beka HbiHe HaxofuTcs B Kuese. Brmots 10
CETOMIHSILLIHETO JIHS OHA OCTACTCS YHUKATIBHOM.

B monacTeipe CBsiToi EKaTepuHbI HAXOASTCS TOIBKO
TP WKOHBbI JJATUPOBAHHbIE TEM e BpEMEHeM,
BKJIIOYAsl IpEBHEMIINE B MUPE - MKOHAa XpPUCTA U
MayiOHHBI C MITAJICHIIEM.

BusanTuiickie Xypo>KeCTBEHHbIE MeTaNTON3/eINs
6 - 12 BEeKOB M3BECTHBI BO BCEM MUPE; BO BIIaJICHUN
DpMHTaKa HAXOASTCS HECKOJIBKO TAKUX MPEKPACHBIX
paboT, HanpuMmep OO0 C HAUePTaHHBIM HMMEHEM
enckona  [larepna. BusanTtuiickue  macrepa
JOCTUITIA COBEPIICHCTBA TaKKe B M3TOTOBJICHUM
W3JeJINi 13 CJIOHOBOH KOCTH, KOTOPYIO HCTIOIb30BAIN
771 IPOU3BO/ICTBA HIKATYJIOK, PYKOSITOK M CKJTAJJHBIX
JAUNTUXOB. Bu3anThiickue XymOKHUKYM BbIPE3alnd
JaHHbIE MPOM3BE/ICHNS NICKYCCTBA U3 OMBHEI CIIOHOB.
K naromy Beky KoHcTaHTMHONONbL ObIT LEHTPOM
Ppe3bObI 1Mo c/IoHOBOM KocTu. Ha npoTskennun BeKoB
Buzantusi 3aBucena ot ToproBiu ¢ AdpUKOR U
Wupueit, noaToMy NocTaBKM CIOHOBOW KOCTU ObLIU
HeperyJsipHbIMU. B KoHIie 6 -7 BeKOB U3rOTOBIEHNE
KoHcTanTuHONONSI, TOCIAE  KOTOPOTO  MHOTHE
XY0XKHUKHM OexKanu B Benenuto.



Archideacon Stephen
11th Century Byzantine Icon

Hermitage Museum
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In the twelfth century, the supply of ivory to Byzantium seems to have had an interval, perhaps because it was
diverted at its source to the West. Byzantine ivory carvers then used walrus or narwhale tusks, bone and steatite
(soapstone).

With over 500 items, the Hermitage collection of Byzantine (6th to 15th centuries) and post-Byzantine (16th
to 19th centuries) icons is notable both for its quantity and its quality. ‘Byzantine’ refers to the Byzantine
Empire, where icons became an integral part of the Orthodox Faith. Characterised by vivid colours and gilded
backgrounds, the persons depicted in Byzantine icons appear to float in relation to their background, while
figures are often elongated. Everything shown is symbolic and the principle subjects are Our Lord and Saviour
Jesus Christ, the Most Holy Mother of God and the Angels and Saints.

Examining icons, one quickly observes that they are exceptionally two-dimensional. Depth, the third (physical)
dimension, clearly discernable in virtually all other traditional paintings appears absent. The ‘third” dimension
of an icon actually goes beyond what the eye can see. It is spiritual. Icons have a profound spiritual meaning. An
icon is a Window into Heaven. An icon painter - or iconographer as they are commonly called - is a theologian
as much as an artist. Painting (writing) an icon, presupposes, on the part of the iconographer, a lifestyle of
prayer, meditation and fasting. Quite simply, icons are truly unique - there is no form of expression in the West
that is equivalent or similar.
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Byzantine Silver Image of Christ
9th Century A.D.
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Constantinople: Ivory Saint Constantinople: Byzantine Paten
1080-1155 A.D. 6th Century A.D.
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B JABCHA/ILATOM BEKE IMOCTaBKa CJIOHOBOW KOCTH B BI/I3aHTI/IIO, TIPEAIIOJIOKUTEJIBHO, OblTa TNpe€pBaHa, BOSMOXKHO,
NOTOMY YTO CBbIPbE CTAJIM MOCTABJIATH Ha 33]’[8.}1‘ Torna BU3AHTUIICKNE PE3UYUKHN CTAJIM UCIOJIB30BATh OMBHU
MOp)KCfI Wy pora €IMHOPOroB, KOCTH U CTEATUT (MBIJ’ILHLII;'I KaMCHI:).

Bonee yem n3 500 akcrioHaToB DpMuTaka KOJUIEKIMS BU3aHTHICKHX (6-15 Beka) u mocTBU3aHTHICKKX (16-19
BEKOB) MKOH NpUMevaTe/IbHa Kak Mo KauecTBY, TaK M IO KOJNYeCTBY. « BU3aHTHIICKWIT» O3HAYaeT CBSI3aHHBIN
¢ BuzanTHiickoi ummnepuei, rjie MKOHbI CTAI HEOTHEMIIEMOI YacThIO TIPABOCIIABHOM Bepbl. [JaHHbIE MKOHBI
XapaKTepU3YIOTCSl SKUBOCTHIO KPACOK M YACTBIM MCIOIIb30BaHUEM 30JI0TOr0 (hOHA; JIFOAM, M300pakeHHbIe Ha
HHX, CJIOBHO MapsIT B BO3yXe M YaCTO KasKyTCs BBIIIE, YeM B JIeHICTBUTEILHOCTH. Bee, uTo n3o0paskeHo Ha
VKOHE, CHMBOJIMYHO. BU3aHTHIICKIe NKOHBI SIBIISIFOTCSI CBSILIEHHO! SKUBOIVCHIO (MKOHBI, MO3aNKW M (hPECKH)
Harrero ['ocriopa m Criacurenst Uncyca Xpucra, npecssitoit Boromarepn, anresioB u CBSITBIX.

ITpocMOTpeB HECKOJBKO WMKOH, CKIIQIbIBAETCSl BIIEUYATIIEHNE, YTO OHM HMMEIOT TOJIbKO HIMPWHY W BBICOTY.
Kaxercst, 4TO NONHOCTBIO OTCYTCTBYET INIyOMHa - TpeTbe ((hu3Myeckoe) H3MepeHHe, KOTOpoe SIpKO
BBIPAYKEHO MPAKTUYECKN BO BCEX OCTAJBHBIX MPOM3BEJIGHMSIX SKMBOMMCH (32 WMCKIIOUEHMEM aOCTPAaKTHBIX
npomssefieHni). «TpeTbe» M3MepeHne NKOHBI HAXO[UTCS 3a MpejieslaMi BOCIIPHSITHSI IeIOBEUYECKIM TIIa30M,
TaK KaK OHO JIyXOBHO. VIKOHBI 06J1a/1atoT rIyGOKMM GOXKeCTBEHHBIM 3HaueHneM. FIKoHa — 3T0 OKHO B IapCTBHUE
HeGecHoe. VIKoHOMMCel WM, KaK 4acTo TOBOPSIT, MKOHOTpad SIBISIETCS B PaBHON CTENEHM, KaK TEeOJIOTOM,
TaK M XyJOKHUKOM. VIKoHOrpad, co3narommil (MMIIyIi) NKOHBI JJOIKEH BECTH TIPaBEHbI 00pa3 SKU3HM,
6I1arovecTUBbIE Pa3MBIIUICHHS Y TOCTUTHCST. OUEBMIIHO, YTO MKOHBI JISHCTBUTENILHO YHUKAJIBHEI, Ha 3araje HeT
¢pOpMBI BBIpasKeHNsI, SKBUBAICHTHO WM CXOIHOI C (POPMOIT BEIPASKEHNSI MKOH.

Encaustic Icon Depicting a Female Saint

St. Catherine’s Monastery, Sinai
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The veneration of the Eastern Church for the Mother of God did not developed from the New Testament
scripture, nor is it obvious in the writings of the early Church Fathers. The Eastern Church, however, does
rely deeply upon the non-canonical Protoevangelion of St. James for information about the Holy Virgin. The
Orthodox Church’s veneration for the Virgin evolved primarily from the growing awareness among early
theologians that the role of the Virgin Mary in the field of salvation was a logical and necessary consequence of
the developing Christology of the Early Church.

Byzantine image theory is based on the dogma of the Incarnation. Once the virginal body of Mary received
and gave flesh to the divine Word, it offered relative holiness to matter, validated the circumscription of the
Divine in a human form and legitimised the production and veneration of images. Icons of the Mother and Child
not only form an Orthodox defence of the visual and material, but also bestow power to the pictorial form to
mediate the exchange between the divine and human spheres.

The Mother of God was perceived as the protector of the capital and the state. A network of public processions
with Marian images developed in Constantinople and triggered the establishment of similar ritual practices in
the rest of the Medieval and Orthodox world. The Mother of God was also a guarantor of imperial victory and
legitimacy, thus inheriting the functions of the Roman Victoria. It is in Byzantium where this powerful link
between Marian devotion and the idea of empire became established and from which it then spread to the rest
of the Orthodox world.

Byzantine Madonna Crusader Funerary Stele
Nicopea, circa 1300 12th Century A.D.

All images courtesy the Kratochwill Collection unless otherwise stated
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[Tounranue boromaTtepu BOCTOYHON LIepKOBbIO NpULLIOo He U3 «HoBoro 3aBeTa» 1 He ObUIO SIBHO NPOIUCAHO B
nucbMeHax nepsbix OTuos Liepksu. BocTouyHasi 11epKOBb, OIHAKO, ISACTBUTENIEHO ONMPAETCS HA HEKAHOHNYECKOe
[IporoeBanrenue Casroro SkoBa o [lese Mapuu. [lounTtanue npaBociaBHOil LepkoBbio Boromarepu
MPOUCXOJIUT INIaBHbIM 00Pa30M U3 PACTYILEro CO3HaHUS Cpeid PaHHUX OOrOCIOBOB O TOM, UTO yuyacTue JleBbl
Mapuu B pacKpbITUM CIIACEHMs CTAJIO JIOTUYECKMM U HEOOXOAUMBIM CIIEICTBUEM PA3BUTHUS yueHUs1 0 XpucTe B
paHHeil LIepKBU.

BusanTniickasi Teopust N300paskeHnsi OCHOBBbIBaeTCsl Ha jjorme borosomnomennsi. Kak Tombko HemopouyHoe
testo Jesbl Mapuu nosyuusio u otano miotsh Cinoy Boxuto, 0HO nepejaio cBATOCTb MaTepun, 603KeCTBEHHOE
GBIIO 3aKIIFOUEHO B YEJIOBEUECKYIO (hOpMy, M TIPOU3BEJICHHE U TIOUNTAHNE 00Pa30B CTAJI0 YIPAaBOMOUYEHHBIM.
VkoHb! MajoHHBI ¢ MITajieHIIeM He TOJILKO (DOPMUPYIOT MPABOCIIABHYIO 3T'HJy BU3YAILHOTO M MAaTEPUAIIBLHOTO,
HO TaK>kKe HHUCTIOCBITAIOT CHITYy N300pa3UTENBHOI (hOpMe - CITYKHUTh CBSI3YFOLIMM 3BEHOM MKy O0SKECTBEHHON
1 4eJIOBEYECKOil chepami.

BoromaTeps BocIprHUMAJIACh KaK 3allMTHUIIA CTOJMIBI ¥ TocyaapcTBa. Tpaumust myOIMIHbIX PeTUTHO3HBIX
npoueccuii ¢ oopazamu [leBbl Mapuu 3apoaunach B KoHcTaHTHHOMNOE U CIOCOOCTBOBAJIA CO3/JAHUIO MOIOOHBIX
PUTYaBHBIX TPAKTHK B OCTAIILHOM CPETHEBEKOBOM U MPABOCIABHOM MUpE. Y HACJIE/IOBAB Ha3HAUCHIE PUMCKOM
BukTtopun, BoromMateps BOCIpUHIMAIACH KaK FapaHT UMITEPCKOIT TIOOe/Ibl M 3aKOHHOCTH. ViMeHHO B BuzanTin
OblTa OCHOBAaHA CWIIbHASI CBSI3b MEXKTy MOKJIOHeHWeM JleBe Mapuu u mjieeil MMIiepu, 1mocjie 4ero 3Ta CBsi3b
PacrpoCcTpaHUIach BO BCEM IPABOCIABHOM MUPE.

The Oldest Icon of Christ Pantocrator
Encaustic on Panel - circa. 6th Century A.D.

St. Catherine’s Monastery, Mount Sinai
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Tefleenth to Nineteentle Genturdes

By Rudolf Kratochwill

ith the complex diversity of names

and ecclesiastical law of Eastern

churches, the only way to fully

understand the creation, use and
religious importance of the icon is by studying their
historical development.

Alongside the tiny groups of Eastern Christians -
whose existence can be linked to some ancient, often
forgotten, theological dispute - there is the much
larger group from the Orthodox church who believe
in established doctrines.

Despite their differences of opinion, all such groups
retain many points of consensus. For despite their
internal divisions and their irreconcilable (often
politically coloured) conflicts, all Orthodox churches
participate in the traditions of the Christian East.

And nowhere have these traditions of religious life
and thought, the liturgical celebrations of the ideals of
the cloister, been abandoned. Orthodox theologians
have always remained conscious of the unassailable
truth of Orthodoxy, of the established doctrines. To
quote Professor Dr. F. van der Meer, a suggestive
title for the icon is ‘Orthodoxy made Visible’.

THE ECCLESIASTICAL ASPECT

The eternal dispute over the use and function of
the icon in the Christian church culminated in
the Iconoclast movement and finally led to the
recognition of the connection between the saintly
portrait and the cult - and therefore of the worship
of the saint through the medium of the icon. The
censorship by the church of icons and their painters
was inspired by religious temperance and resulted
only rarely in small-minded supervision. Rather, the
church indicated the boundaries of the area within
which the icon could develop, generally leaving
the individual artist sufficient room to express his
thoughts. Consequently, iconography remained open
to the influences of the artistic traditions of the
Orthodox peoples and the intellectual changes which
took place over the centuries. The history of these
people is also represented. You have only to consider
the Greek icons made after the Turkish conquest of
Constantinople in 1453.
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YCIOBUSIX ~ HIMPOKOTO  pasHOOOpasust

UMEH U LIEPKOBHBIX YCTABOB BOCTOUHBIX

LEPKBEH €MHCTBEHHbIM CIOCOOOM pa3-

00paThCsl B HUX SIBIISIETCSl M3y4YeHHE UX
MCTOPUYECKOTO PAa3BUTHS.

[NomMnMo Bcex HE3HAYMTENBHBIX TPYMI BOCTOYHBIX
XPUCTHAH, Yb€ CYILIECTBOBAHNE MOXKET ObITh CBSI3aHO
CKaKUM-JIMO0 IPEBHUM , 4aCTO 3a0bITbIM, OMOJIEICKUM
JUCTIyTOM, WMEEeTCsl TakxKe OoIblllasi Tpymma,
KOTOpasi BMEeCTe C IPaBOCIIABHOI IEPKOBBIO BEPYET B
NPUHSATBIE TorMbl. KOHEUHO, TOMIMO pacXosKIeHUi
B TOYKAaX 3pEHUsI, BCE BBILICYNOMSHYTbIC TPYIIIHI,
HECMOTpST Ha BHYTPEHHHME TIPOTHBOpPEYMS] W
HEeMPUMUPUMOCTb, HWMEIOT €IMHOE MHEHHE IIO0
MOBOJly KOH(JIMKTOB, 3a4acTy0 BO3HMKAIOIIMX Ha
MOJIUTHYECKOI TMOYBE; BCE MPABOCIABHBbIC IIEPKBU
NPUAEP>KUBAIOTCS TPAJ-UIMI XPUCTHAHCKOTO BOCT-
oka. VI 3T Tpaguumu yXOBHOW >KM3HM M MBICIIH,
JUTYPruyecKrie Mpa3aHOBAHUS HIeaIOB MOHAIIIECKOM
JKM3HU He ObuM ocTaBlieHbl. [IpaBocnaBHble 6oroc-
JIOBBI BCETTIa OCO3HABAIIM HEOTIPOBEPXKUMYIO UCTHHY
MPABOCJIABYS U MPHUHATHIX MOKTpUH. Kak ofHaK]IbI
otMeTun npocpeccop, gokrop P. Ban pep Muep:
MPEANOOXUTEIbHOE HA3BaHWE JIaHHOM KapTHUHBI
MOXET ObITh TakuM - ‘[Iposeaenue Ilpasocaasus’.

JIYXOBHBIN ACIIEKT

KynpMmuHaumein BEYHOro AMCIyTa MO TOBOAY
WCTIONIH30BAHNS M HA3HAUEHNS MKOHBI B X PUCTHAHCKOM
LEPKBU CTAJI0 NKOHOOOPUYECKOE JIBUXKEHIE, KOTOPOe
BIOCIIE/ICTBUM TIPUBEIIO K TIPU3HAHUIO CBSI3U MEXKJY
MOPTPETAMHU CBATHIX U KYJIBTOM U, CJIEIOBATENBHO, K
BBIPa’KEHHIO CBOETOTIOYNTAHHUS CBATOTOTIOCPE/ICTBOM
VKOHBI. [IpUYMHOIl 1EH3YPHOTO KOHTPOJS IIEPKBU
32 UKOHAMH U paboTOl XYJAOXKHUKOB, CO3/IaBABIINX
X, OblIa PENUruo3Hasi CAEP>KaHHOCTh, OIHAKO
TaKOl KOHTPOJb TMPOSIBISUICS JIMIIb W3pEiKa B
BUJIe TIOBEpXHOCTHOTO Hag3opa. CKopee, LEpKOBb
ompefieNisiia  OrpaHMYeHHsi, B PaMKax KOTOPbIX
JOIKeH ObIT Pa3BUBATHCS CIOKET HAa HMKOHAX, B
LEJIOM TIPEIOCTABISAS  XYHOXKHHUKY JIOCTATOYHYIO
cBOOOMY 17151 BIpAXKEHUs CBOMX MbIciiell. Benencreue
9TOr0, MKOHOTPa(Hsi OCTANACh OTKPBITON BIMSHUIO
XY/IOSKECTBEHHBIX TPAIULIMII TPABOCITABHBIX JIFOfIC
Y U3MEHEHWI1 B MBIIIJICHUH, KOTOPbIE TPOUCXOVIIN
Ha TPOTSDKEHWM BEKOB. VcTtopmsi 3TMX HapopoB



Christ Pantocrator
Central Russia, circa 1800

Kratochwill Collection




Outside the Ottoman Empire, the Greek cities of Crete and countless other islands flourished under the protection
of Venice. For in these cities lived rich burghers and affluent religious communities. There, the tradition of the
iconography of the Byzantine Empire lived on. Exposure to Italian art and contact with an eager public opened
new paths which led the way to masterpieces. Gradually, Italian elements were introduced into traditional
representations, though memories of Byzantine paleography lingered on. Consequently, icons produced in the
sixteenth and seventeenth centuries in these towns do reveal classicist influences.

In Greece itself, however, public and religious life was placed under the sway of the Turkish invader. Both
church and believers were obliged to resort to trained and talented monks from the cloisters in and around
country villages to obtain their supply of icons. And their works reflect peasant life: simple compositions, lots
of colour and contrast and folklore elements that all conspire to give these icons a charm all their own.

In the course of the twelfth and thirteenth centuries, Russia, originally under the religious domination of
Byzantium, freed itself from the teachings of Constantinople. Although the courts of the Russian rulers as well
as the incumbents of the bishoprics - often Greek themselves - remained oriented towards the imperial city on
the Bosporus, in towns such as Novgorod and Pskov (where the burghers were winning increasing influence)
a different type of icon was coming into being. Courtly, noblesse and sophisticated refinement were not to the
taste of the middle classes and the lower nobility. What they wanted were dramatic compositions; forceful,
expressive gestures; primitive faces; brighter, rich colours; simple ornaments on the facades of buildings and
on the ground beneath the figures’ feet. This style of painting continued to influence the whole of Russia, as far
north as Karelia, even after the fall of Novgorod in the sixteenth century.

Once the principalities of Central Russia had recovered from the shock of the Tartar invasion, Moscow took a
leading position and worked consciously towards the realisation of a centrally-governed Russian state. In the
eyes of the Slavic peoples, the fall of the Byzantine Empire gave Moscow an even more honourable place as
the centre of the Orthodox Church. And the pomp and circumstance of the Constantinople the world had once
known remained a shining example in the eyes of the grand-dukes and, later, the Czars. They attracted artists
from every corner of the empire to their courts, uniting the varying traditions of the most divergent regions into
a national Russian way of painting, in which the styles of the earlier schools were amalgamated.

THE WORLDLY ASPECT

The development in Russian icons from the Middle Ages until the present century is closely related to political
history. Russia in the sixteenth century was characterised by a trend to centralisation. Under Ivan I (1547-84)
the lands and properties of a significant part of the nobility were confiscated - nobility who were patrons of art.
Whole cities, such as Novgorod, were in uproar. Wherever this reign of terror was felt, artistic activity virtually
ceased to exist. Another factor which contributed to the centralisation of icon painting was the disastrous
Moscow fire of 1547. The whole of the wooden city, with the exception of the Kremlin which was built of stone,
went up in flames. To accelerate the restoration of the city as a centre of religion and art, the Czar summoned the
country’s leading icon painters to Moscow, while the armories of the Kremlin were turned into studios. These
artists, representatives of the most diverse schools of icon painting from throughout the Russian Empire, had an
enormously stimulating effect on each other within the small community they moved in. This contributed to the
establishment in the sixteenth century of a heterogeneous Russian style, since known as the Central Russian or
Moscow school, while the provincial studios did their best to imitate the new works from the capital city. The
icons produced during this period by the monks of innumerable cloisters outside Moscow were much coarser in
terms of technique and style. However, though they lack the refinement of the best icons from Moscow, they do
show definite artistic quality. The famous cloister saints; the abbot-founders of large cloister communities; the
patrons of the cloisters with a model of their cloister held in the hand or represented in the background were all
popular themes of the period and now constitute a rich source of historical information on iconography.

In 1667 there came a break in Russian icon painting. At the time the Patriarch Nikon was introducing his
reforms which resulted in the secession of the Orthodox believers or ‘Rasolniki’ from the state church. These
dissidents, who rejected all icons painted after the reforms, founded their own artists’ colonies at the villages
of Palech, Matera and Nikolskoi - where, until 1917, icons in the style of the Stroganoff and Moscow schools
were produced. These artists provided huge groups of Orthodox believers with religious representations painted
according to the strictest iconographic rules. The early icons from the Palech, in particular, are of very high
quality.
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Decent into Hell
Northern Russia, circa 1600

Kratochwill Collection




Takke npefcTaBieHa. CTOMT TOJBKO PACCMOTPETb IpedyecKUe WKOHbI, HAMMCAHHbIE I10CJE 3aBOECBaHUS
Koncrantunononst typkamu B 1453 ropy. 3a npepenamu OCMaHCKON MMIEPUU TPEYECKUE TOpOja OCTPOBA
Kput 1 pyrux GecuucieHHbIX OCTPOBOB INPOLBETANU MOJ MOKPOBUTENLCTBOM BeHeuuu. B aTux ropopgax
ObLIM GoraTble TOPOKaHE U PEIUTMO3Hble OOLIECTBA, 32 CYET KOTOPBIX MPOJOJIKala CyLleCTBOBATb TPaULs
UKOHOrpahuyeckux LeHTpoB BuzanTuiickoil umnepun. BiysiHre UTanbSHCKOro UCKYCCTBA, CBSI3b C JIIOABMH,
HHTEPECYIOIIUMUCS NPeIMETaMK MCKYCCTBa, MO3BOJIMJIO MPOJIOXKUTH HOBBIE IyTH, MPUBEMLINE K CO3IaHUIO
niefieBpoB. ITocTeNeHHO UTANbsIHCKUE 3J1EMEHTb! ObUIM NPUBHECEHbI B TPAIULMOHHbIE N300paXKEeHNs, OIHAKO
NaMsiTb O BU3AHTUICKON MNayieorpacuy OCTalach HAJOJIr0, U 3TUM OOBSICHAETCS TOT (PakT, YTO HKOHBI,
HAlCaHHblE B 3TUX rOpPOfax B IIECTHAALATOM M CEMHAJLUATOM BeKaX, AEHCTBUTEJIbHO HOCAT OTIEYaTOK
KITACCHIIN3MA.

B camoit FpeHI/II/I, O/THaKoO, OﬁmeCTBeHHaﬂ 1 JIyXOBHasl 2KWU3Hb HAaXOJWIacChb IO/ BJAJIbIYECTBOM TYPEUKUX
3aXBAaTYUKOB; LIEPKOBb U BEPYIOLUE ObLT 00sI3aHBI oGpamaTbc;{ 3a NMMOMOLIBIO K OGy‘{eHHBIM " TaJTaHTJIMBBIM
MOHaxaM W13 OKpPECTHBLIX MOHaCTpreﬁ JUIsd TOro, 9TOOBI COo3/1aTb CBOU HWKOHBI. Hx paﬁOTLI OTpazxaroT
KPECTBbAHCKYIO >KM3Hb: MPOCTOTA CHOXKETOB, MHOFOOGpaSI/Ie UBETOB M KOHTpacTa, q)OJ'[I)KJ'[OpHI)IX QJICMCHTOB
— 9TH YE€PThI NPUAAOT JaHHBIM UKOHaAM CBO€06p3.3HO€ Oo4yapoBaHUE.

B TeueHue paBeHaquAaTOro M TPUHAAUATOrO BeKOB Poccus, mMoj peauruosHbIM rocnoicTBoM Buzantum,
ocBoOopimiiack OT BaMsiHUS JOKTpuH KoHcranTuHonossi. HecMoTpst Ha TO, 4YTO NpUJIBOPHBIE PYCCKUX
NpaBUTENIeN, Kak U CBSALICHHUKU eMapXuil — 4aCTO CaMU T'PEKU — OCTAJIUCh MPUBEPIKEHLAMU CTOMILI UMIIEPUUN
Ha Bocdope, B Takux ropogax kak Hosropon u IIckoB, rjie roposkaHe nocTeneHHO NpuoopeTan GOJbIINI
ABTOPUTET, MOSIBJISITICSI HOBBIN THUIT MKOH. Y TOHUEHHAsI apUCTOKPATHSI M UCKYIIEHHbIE cJion 001IecTBa ObLI He
M0 HPaBY CPEJIHUM KJIacCaM M MEJIKOMY JBOPSIHCTBY. OHM KeJlaJii BUJIETh ipaMaTUiyeCKue CIOXKETbI, BOJIEBbIE,
9KCIPECCUBHBIE >KECThI, MPOCThIE JMLbI, Oosee sipkue U Gorarble Kpacku, MPOCThle OPHAMEHTHI Ha (hacagax
3]1aHUI Uy IOJIHOXKMS cTaTyi. [laxke nocine najieHnst Hopropoyia B iecTHa/JaTOM BEKe JIaHHbIN CTUITb JKUBOTIMCH
MPOJI0JIXKAIl BIMATH Ha BCIO Poccuio; Ha ceBep BIIMSIHKME paclpOCTPaHUIIOCH BIUIOTH 0 Kapenuu.

Kak TombKO KHSKECTBAa UEHTpabHOM Poccum OnpaBWiiMCh OT MOTPSICEHMSI, BBI3BAHHOI'O TATAPCKUM
HaiecTBMeM, MoOCKBa 3axBaTuia JUIEPCTBO M Havyajia MpepuHUMATh CTPEMUTEIbHbIE 1Iaru K CO3IaHUI0
LUEHTPAIM30BAHHOTO TOCY/IAPCTBA POCCUIICKOr0; NajieHne BuzanTuiickoil umnepuu no3sosinio MockBe 3aHsTh
Aaxe OoJiee IMOYETHYIO MO3ULMIO, CTaB LEHTPOM IPABOCJIABHON LIEPKBM B IUla3ax CiaBsiH. Bemukosenue u
NbIIHOCTL KOHCTAaHTUHOMNOJIS, HEKOI/]a M3BECTHbIE BCEMY MHPY, OCTAIMCH SIPKUM NMPUMEPOM JIJIsl BEJIMKUX
KHsi3el 1 no3jHee uapeit. OHU CBO3UJIM XY/IOXKHUKOB CO BCEX YTOJIKOB UMIMEPUU K CBOUM JIBOPaM, BCJIEJICTBUE
Yero pazjinyHble TPAJIMIMKU CaMbIX OTAAJEHHbIX PErMOHOB OObEIMHUIINCH B HAUMOHAJILHBIN PYCCKUIT CTUIIb, B
KOTOPOM ObIJI CMELIaHbI CTUIIM 00Jiee paHHUX ILIKOJ.

MWUPCKOU ACIEKT

PasButue poccuiickoro MKOHOTBOPYECTBA OT CPEJIHEBEKOBDS J10 HALIMX BPEMEH TECHO CBSI3aHO C TMOJIMTUYECKOMN
ucropueii. B mectHagnatrom Beke Poccusi ctpemuniach K ueHTpanuzauuu. Bo Bpemsi npasnenust MBana [
(1547-84) 3ema M UMYIIECTBO MHOTMX JIBOPSIH, KOTOpbIE SIBJISUIMCh MeleHaTaMu, ObLiM KOH(PUCKOBAHbI.
Lensbie ropopia, Takue kak HoBropop, Ob1i1 oxBaueHbl BoJIHeHUEeM. U MOBCIOfTy, I7ie OUIyIIAJICs 3TOT Teppop,
XY/IOXKECTBEHHAasl JIeSITeJIbHOCTh (DaKTHUECKM MpeKpaTuia CBoe cyllecTBoBaHue. [dpyrum akrtopom,
MOCJTY>KUBILIMM LEHTPAIM3aLUI UKOHOIIUCH, OblJT KaTacTpoduyeckuil noxxap B Mockse B 1547 rony.

HepeBﬂHHbIe CTPOCHMA LEJIOT0 Iropojia 3a UCKJIFOYEHUEM erMJ’[ﬂ, BO3BECJICHHOI'O U3 KaMHs, ObLN YHUYTOZKEHBI
TIJIaMCHEM. HJIH TOTO YTOOBI YCKOPUTH BOCCTAHOBJIEHUE IOPO/Ia KaK UEHTPaA PEJIMI'MU U UICKYCCTBA, Japb BbI3BaJl
BENYIIUX MKOHOMUCLEB B MOCKBy, n Opy)KeﬁHLIe CKJ1a/ibI erMJ’[ﬂ NpEBPaTUIIMCh B MACTEPCKUE. HaHHbIe
XYHAOKHUKU — NPEACTABUTE/IN CaMbIX paBHOOGpaSHbIX MKOHOMMCHBIX IIIKOJI CO Bceir Poccuiickoi nuMmnepuu,
06pa3013aB HeOOoJIbIIIoe COOﬁH.{eCTBO, HUMEJIN HEBEPOATHOE CTUMYJIUPYIOLIES BOSHeﬁCTBHC ApYyr Ha Jpyra. 2T0
CIOCOOCTBOBAJIO TIOSIBJICHUIO B MECTHAAATOM BEKE HEOJHOPOJHOI'0O PYCCKOro CTW/isi, U3BECTHOIO C TEX MOpP
Kak HeHTpaJIBHO—pOCCI/IﬁCKI/Iﬁ WJIM MOCKOBCKas HIKOJIa, a B 9TO BPEMsI NNPEJICTABUTEIIN HECTIEUUATIU3UPOBAHHBIX
NPOBUHIUAIBHBIX MAaCTEPCKUX BCAYECKU NbITAIMCh UMUTHUPOBATH HOBBI CTWJIb, l'[pOI/ICXOJII/IBH_WIIjI "3 CTOJIMIBI.
OJIHB.KO, WKOHbBI, HAIIMCAHHBIE 34 9TOT NEPHUO/I MOHAXaMU U3 MHOTOYHUCJIEHHBIX MOHaCTpreﬁ, OOJIBIINX 1 MaJibIX,
PacCioJIOKEHHBIX 3a IpEACIaMn MockBbI N Oouee T‘py6bl€ B OTHOILICHUY TEXHUKH 1 CTHIIsE. Ho ,HECMOTPsI HA TO, YTO
UM HE XBaTaJI0 YTOHYEHHOCTHU JIYUYIIMX UKOH, HAMMCAHHBLIX B MOCKBG, OHM OBbUIN BBITTOJTHEHBI C ONpeACICHHbIM
HquDeCCI/IOHaJH/ISMOM. W3BecTHbIE MOHACTBIPCKUE TPABE/THUKHU, a066aThI-OCHOBATEIN OOJIBIIINX MOHACTBIPCKUX
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But why are icons so captivating? What makes them so unique? A difficult question to answer without first
exploring the reasons which caused the artists to found their own school. For in order to study the craftsmanship
and skills of the various schools, the icon painter must first re-appraise the religious dogmas which lie behind
them.

OOIIWH, XPaHUTENH, IepXKallie B PyKaX yMEHbIIEHHbIE KOMNM CBOWX MOHACTBHIPEN MIIM M300paKeHHbIE Ha
ux ¢oHe, SBJIAINCH NOMYJISIPHBIMI TEMaM# TOTO BPEMEHM, a B HAIIM JHU MPEJICTABIISIOT OOraThlil HCTOYHUK
HUCTOPUYECKOI1 MH(OpMALMH [0 UKOHOrpahuu.

B 1667 ropty B pyccKOt HKOHOTIMCH TIPOH301IeNT pacKoil. B aTo Bpemst narpuapx HukoH BBoamII cBon pechopMsl,
NMpUBEJIIME K OT/EJEHUIO MPABOCIABHBIX NMPUXOXKAH WM ‘PACONBHUKOB’ OT TOCYapCTBEHHON LEPKBU.
OTH AUCCUIGHTBI, OTPULABILINE BCE MKOHBI, HANMCAHHbIE MOcie peopM, OCHOBAIN COOCTBEHHbIC KOJIOHUU
XyJ0>KHUKOB B fiepeBHsix [lanex, Marepa u Hukonbckas, rie o 1917 roga npou3BofuiINCh UKOHbI B CTUIIE
CTporaHoBa 1 MOCKOBCKHX ILKOJI. DTH Xy0>KHUKH MPEJICTaBUIIA OTPOMHBIM TPy ITaM IPABOCIIABHbIX BEPYIOIMX
PeJMruo3Hble N300paKeHNs!, HAMCAHHbIE B COOTBETCTBUM C CaMbIMU CTPOIMMU NpaBUIaMK MKOHOrpacuu. B
YACTHOCTH CaMble TIepBbIe NKOHBI U3 iepeBHH [lanex OTINYaroTCst BLICOKUM Ka4eCTBOM.

Ho noyemy MKOHBI IPUKOBBIBAIOT CTOJILKO BHUMaHuMs? UTo fenaeT ux Takumu yHukanbHeiMu? Ha ator Bonpoc
TPY/IHO HAlITH OTBET, €CIIM HEe 3HATh NIPUYMH, MOOYAMBIINX XYA0KHUKOB OCHOBATH COOCTBEHHYO ILKOIY. JIJIst
TOr0 YTOObI U3y4YNTh MACTEPCTBO M UCKYCCTBO PA3JIMYHBIX LIKOJI, IKOHOMKCLIbI TTPESKJIE BCETO I0JKHBI OLIEHUTh
MO-HOBOMY PEJIMTMO3HbIE JOMMbI, KOTOPbIE CTOSIT 32 HUMH.

Byzantine silver gilt repoussé Roundel
St George and the Dragon
circa 12th Century

Kratochwill Collection
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By Alena Miklaslova

erman born Sophia Augusta Fredericka
would never have become Catherine the
Great had she not been hand picked as
the bride of the heir to the Russian throne.

Had she also not been ferociously ambitious,
intelligent and forward thinking (or perhaps had
Emperor Peter III been a little bit more ‘Great’ like
his great grandfather), she would have never become
‘the enlightened monarch’ of Russia. And what a
shame that would have been. The world would have
missed out on a Russian Empress (1762-1796) who
initiated what has since become recognised as one
of the greatest collections of fine and decorative arts
the world has ever known.

Strong and passionate, Catherine spoke in actions
more than words, was intellectually curious, driven
and politically aware. She engaged with the finest
minds of the Enlightenment, corresponding regularly
with world-renowned philosophers such as Voltaire
and Diderot, despite being largely self-educated. On
coming to power, she attempted a range of internal

opusluasics B I'epmanun Cocpusi Ppepie-
puka ABrycra AuransT-Liep6ckast HUKorja
ob1He crania EkatepuHoii Besukoii, eciu 661
OHa He Obli1a BbIOpaHa B KAYeCTBE HEBECThI
Ui HachenHuka TpoHa Poccuiickon Mmnepuu.

Ecnu 6b1 oHa Takxke He ObLla TAKON HEBEPOSTHO
YECTOHOOMBOI, YMHOI U IaJIbHOBUIHON (UJIU €Ciu
661 umneparop Ilerp III 6bi1 XOTh 4yTOUKY Gousiee
«BEJIMKUM», MOJIOOHO CBOEMY BEJIMKOMY Mpajiefy),
OHa HUKOIJ]a He cTaja Obl TeM CaMbIM BCEMUPHO
U3BECTHBIM ~ POCCUMCKMM  «MOHApXOM  3MOXHU
NPOCBELLEeHNs». DTO OblI0 Obl OIPOMHON MoTepeit
st uctopud. Mup smmmicst Obl  POCCHIACKOM
nmnepatpuipi (1762-1796),koTopast,cpeunpovero,
cTajla OCHOBATEJIbHULEH OJIHOM W3 BEJMYallluX B
MUpe KOJJIEKIMI MPOU3BEJIEHNI U300pa3nuTesIbHOrO
Y TIPUKJIQIHOTO UCKYCCTBA.

CuubHast M cTpacTHast Hatypa, EkaTeprna cnefoana
NPHUHIAIY «MEHbIIIe CJIOB M OOoJIbllie Jiesa», OOH-
apy>KuBaja MbITIMBBIA YM, HACTOIYMBOCTD U TTOJIH-
THUUYECKYI0 OCBeIoMIIeHHOCTh. OHa MopyiepsKuBana




Fedor Rokotov (1735-1808)

Portrait of Catherine 11 of Russia 1770

Oil on Canvas
The Hermitage




political reforms, though not all were implemented.
Although she drafted a liberal set of laws to give
serfs more freedom from the gentry, in the end these
were not carried out. She did however, attempt to
rationalise and reform the administration of the
Russian Empire, moved the judicial system far ahead
of its time and highlighted the importance of the arts,
education and Western intellectual thinking.

In one of the most prosperous periods for Russia,
Catherine commissioned building all over the
country, establishing the first university in Moscow,
founding academies, journals and libraries. However,
Russia’s population was still entrenched in a class
system which meant only 2% of the population
could read - and though Catherine’s progressive
reforms may have been somewhat premature,
they were advanced and actionable in a way that
was unprecedented. In many respects, Catherine
brought the policies of Peter the Great to fruition.
She set the foundation for the nineteenth-century
Russian empire to become a power capable of
competing with its European neighbours on military,
political, and diplomatic grounds for the first time.
Throughout her long reign, apart from undertaking
many reforms, Catherine extended Russia’s borders,
acquiring the lands of Southern Ukraine and the
Crimea via two wars against the Ottoman Empire.
But most importantly, she became a patron of art,
literature, and education.

Building on the initial work of Peter the Great,
she created the Hermitage Museum (the ‘Louvre
of Eastern Europe’) - a collection of art which far
outclassed that of any other monarch at the time.
It originally consisted of Flemish and Dutch art,
as determined by her first purchase from Berlin
art-dealer, Gotskovsky. However Catherine did
not discriminate. Further on, the collection was
enriched by Saxon prime-minister Count de Brule,
the French aristocrat Pierre Crozat - and by a
scandalous purchase from the heirs of the English
prime-minister Sir Robert Walpole. Catherine the
Great spent enormous amounts of money striking
bargains with European nobility and royalty. She
sent Russian diplomats and ambassadors abroad to
purchase valuable art pieces and made friends with
European art-connoisseurs.

The Hermitage Museum takes its name from an
extension Catherine built to the Winter Palace in
central St. Petersburg - a pavilion intended for
private parties which she called her ‘Hermitage’. As
her art collection grew, the Hermitage was forced to
grow along with it, acquiring many additions that,
until the extension of the Louvre, qualified it as the
largest museum in the world.
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CBSI3b C CaMbIMM YMHbBIMU JIIOIbMU CBOET'O BPEMEHU,
Onoxu NpocBeLeHNs], U BeJla IePENuCcKy C BCEMUPHO
n3BeCTHbIMU (pusocoamu, TakuMu Kak Bosbrep
n [Iuapo, HECMOTpsl HAa TO, YTO €€ 3HaHUs ObUIU
MOJTyYeHbl B OCHOBHOM 3a CUET CaMOOOpa30BAHMSI.
ITpups K BnacTy, oHa 3aTesiia Leblil psiji BHY TPEHHUX
MOJIUTHYECKUX peopM, XOTS U He BCe U3 HUX
YAANoCh peann3oBaTh. XOTs €10 ObUIM MOArOTO-
BJIEHbI IPOEKThI JIMOEPAJIbHBIX 3AKOHOB, B YACTHOCTH
npeyCMaTpUBaBLIME  HEKOTOpoe  OobJierdyeHue
3aBUCUMOCTHU KPENOCTHBIX KPECThSIH OT IOMELLUKOB,
9TU MPOEKTHI TaK U He ObUIM peann3oBaHbl. OHaKO
OHa MoOMNblTanach peOPMUPOBATH  pa3INYHbIE
WHCTUTYTBI POCCHIICKOTO TOCYy/lapcTBa, Cco3jlana
NPOTPECCUBHYIO  CY[IEOHYIO ~ CUCTEMY, KOTopas
HAMHOTO OIlepe/inia CBOe BpeMsl, a TaKyKe BbICTYIIIIA
MELEHATOM U LEHUTEJeM UCKYCCTB, MOJYepKUBast

3HAUCHWEe OOpa30BaHMs W  3aMajHON  IIKOJIbI
hun0coCKoi MbICIH.
B 3TOT mepwoy HEBWIAHHOTO  TIPOLBETAHWS

rocyfapctBa Poccuiickoro Ekarepuna ornaBana
MpUKa3bl O CTPOUTENILCTBE 3[]aHUII IO BCEl CTpaHe,
€10 ObLT OCHOBAH NMEPBbIII MOCKOBCKUI YHUBEPCUTET,
pa3iMuHble aKaJeMuu, XKYpHajbl U OUOIMOTEKHU.
OpHako HaceneHue Poccuiickoin ummnepuu —mo-
MPEKHEMY CYLLECTBOBAJIO B JKECTKOH KJIACCOBOW
cUCTeMe COCJIOBMIA, BCEro JIMIb C 2% TPaMOTHBIX.
Bo3moxkHo mnporpeccuBHble pedopmbl ExarepuHbl
Benukoii ObuUM HECKOJNBKO TPEXK/IeBPEMEHHbIMMU,
HO OHM ObuIM Oecrpele/ieHTHbIMU, MNepelOBbIMU
W TNPaKTUYECKW BBIMOJHUMBbIMU. Bo  MHOrmx
oTHolleHusix Ekarepuna 3aBepiuwiia TMOJUTHKY,
Hauatyto [Terpom Benukum. OHa 3a5105kuia OCHOBbI
Poccuiickoit uMnepun JAEBSTHALATOTO BeKa, TOW
MOII[HOW JIepKaBbl, KOTOpasl BIEpBbIE CMOIJIA
TSraThCS CO CBOMMM €BPOMNENCKUMM COCEISIMU Ha
BOGHHOM, TIOJIUTUYECKOM U  JIUMJIOMATHYECKOM
nonpuile. B TeyeHume CcBOero  JI0JroJIETHEro
NMpaBJeHUs] OHA He TOJbKO Hayajla MHOrue
pedopMbl, HO M paclIMpuiIa POCCUIICKUE TPaHULIbI,
MPUCOE/IMHUB B PE3YJILTATE JIBYX PYCCKO-TYPEUKUX
BOH ¢ OCMaHCKOIl uMmnepueil 3eMJiIM FOXKHOI
yact YKpaunbl 1 Kpeiva. Ho HanGosee BaskHbIM
cran Bkiaj Mmneparpuipl B pa3BUTHE UCKYCCTBA,
JUTEepaTypbl U 00pa30BaHUS.

[Ipopomkast nieno Ilerpa Besnwmkoro, Exartepuna
ocHoBana Opmutax (stor JlyBp BocTouHoil
EBponbl), coOpaHue KOTOPOro MpeB3OIIIO KOJIjIe-
KIUM MHOTHX JIPYTMX MOHApXOB TOrO BpPEMEHH.
[epBOHAYATLHO B KOJUTEKIMN My3€est ObUTH KapTHUHbI
pIIaMaHCKUX W TOJUIAHJICKUX SKUBOMMUCLEB, COTJI-
ACHO CBEJICHMSIM TEpPBOrO MpOAaBla KapTHH st
KOJUICKIIMK DpMHUTaXKa, OEPIMHCKOTO HEroluaHTa
INoukosckoro. Opnako EkaTepuna He orpaHuumiach
TOJIBKO 3TUM.






after she began buying for her
museum, had already bought two
of the greatest collections of
drawings in Western Europe.
With one single stroke, Catherine
acquired more than 4,000
master drawings by Western
European artists such as Poussin,
Rubens, van Dyck, Primaticcio,
Hans Holbein the Elder, Jacob
Jordaens, Hendrick Goltzius,
Guercino and Greuze.

Within Russia itself, she acquired
almost 2,000 drawings that had
been collected by Ivan Ivanovich
Betskoy, President of the Imperial
Academy of Fine Arts in St.
Petersburg. The collection of art
onsuchascale,aided by ferocious
determination, bounteous funds
and political networking, could
not be paralleled today.

Catherine was clearly a woman
of action who did not do things
by halves - even when (or rather,
especially when) buying art.
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The museum’s costume department still owns 200
items of Peter’s clothing, including some of his under-
wear; it contains incomparable Scythian and Greek
gold artefacts; has Oriental,Russian and archeological
departments and today contains around three million
items. Catherine created rules for her Hermitage of
retreat and entertainment, which give great insight
into her character: ‘All ranks had to be left behind the
doors, including parochialism and ambitions. There
was to be no interfering with any entertainment
suggested by others; one was encouraged to eat with
pleasure but drink in moderation, so as to leave the
room unassisted and never was it allowed to wash
one’s dirty linen in public.’

Catherine the Great was a woman of great passions in
her public as well as private lives, having many lovers
during her lifetime. Her intellectual curiosity touched
on many areas and she liked to have talented men by
her side. She promoted Russian culture, she wrote,
she encouraged the sciences and scientific modes of
thinking, founded schools and by 1769, two years



[To3nHee oHa HoONMOHIIIA My3€HHYI0 KOJIJIEKLMIO COOpaH1eM XKHMBOIMKICU CAKCOHCKOro MUHUCTpa rpaga ['enpuxa
Bpronsi, dpaniysckoro apucrokpata Ilbepa Kposa, a Takke pelmnach Ha CKaHAAIbHYIO MOKYIKY rajepen y
HaceHuKoB topaa Pobepra Y onnona, nepsoro 6puranckoro [Ipembep-munuctpa. Ekarepuna Benukas rpartuna
OrPOMHbIE CPEJICTBA, NPUOOPETas Ha BLITOJIHBIX YCIOBHSIX MPEJIMEThI UCKYCCTBA y €BPONEICKUX aPUCTOKPATOB
M KOPOJIEBCKHX 0c00. Poccuiickne IUmIoMaThbl 1 MOCIbI 32 TPAHULIEH 110 ee TIOPYUYEHHIO TPHoOpeTant LeHHbIe
MPOM3BEJICHNUSI MCKYCCTBA 1 3aBSI3bIBAIIM IPY>KOY C €BPONEHCKUMY LIEHUTEIISIMU UCKYCCTBA.

DpMUTAK KaK My3eil Havascs co cTpouTesbeTBa EkarepruHoli npucTpoiiki K 3umMHeMy ABoply B eHTpe CaHKT-
[leTepbypra, cBoero popa MaBUiIbOHA IS MPUEMOB M OAJOB, KOTOPbI OHA Ha3Baja CBOEH «IYCTBIHHKOW»,
MaJIeHbKUM YEeJIMHEHHbIM yrosnkom. ITo mepe pocTa My3eiHON KOJUIEKLMM pa3pacTalcs U caMm DPMUTAX,
CTPOMJIUCH €ro HOBbIE 3/1aHKsI, TIOKA OH HE CTaJl CaMbIM OOJIbLIMM B MHUPE My3e€eM M OCTAaBAJICS TAKOBbIM /10
MoOMeHTa paciuupenus my3sest JIysp Bo ®panuun.

B komnekuun mysest o cux nop xpansrea 200 npegmeToB ofiexkabl u3 rappepo6a Ilerpa I, B Tom yncne ero
HIXKHee Oesibe; BbI3bIBAIOT BOCXMILEHME HENpeB30MjieHHble 00pa3ipbl CKM(CKOro M rpevyeckoro 30J0Ta; B
oTyienie McKyccTBa Boctoka u otene Pycckoil KyabTypbl cOOpaHbl yHUKAIbHbIE apXE0JOrnuecKrue MaTepuasibl
M OKOJIO TpeX MWIUIMOHOB 3KCHOHATOB. EKaTepuHa ycTaHOBMIIA MpaBWiIa MOBEJCHMS] HA CBOMX NpUEMax U
yBeCeUTENbHbIX 6aax B DpMUTaXke, KOTOpbIe MHTEPECHbIM 00pa30M pacKpbIBalOT ee Xapakrep: «Ocmasums
6Ce YUHbL 6HE 08€pU, PABHO KAK U WAANDL, a Haunaye wnazu. Mecmnuuecmeo u cneco, uau momy ymo-au6o
no0o6Hoe, k020a Obl MO CAYHUAOCH, OCMAsUmb y 0sepeli. Bo 6csakux HeuHHbIX 3amesx, 4mo 00uH 630ymaent,
Opy20My 6 mom He npenamcmeosamv. Kywame caadko u 6KYCHO, a NUMb ¢ YMEPEHHOCMbIO, 0a0bl 8CAKUIL
6ce20a MOz HAUMU C80U HOU 05 8bIX0OY U3 08epeii. Copy u3 usbvl He 8bIHOCUMb, d YMO B0L0eM 8 OOHO YXO,
mo 6bl 8bLUAO 8 OpY20€e — NpeNcOe, Helcel BbICIYNUND U3 08epeils.

Exarepuna Benukasi Gblia cTpacTHOI HAaTYpo#, Kak Ha JIFOASX, TakK U I0Ma, C LEJIoN Yepeoil (haBOPUTOB HA
NPOTSKEHNH Beeil >Ku3HU. Ee MbITIMBBINA yM 3aCTaBIisil ee 00palaThCst K pa3iiMiyHbIM BOMPOCAM U 00JIaCTsIM
3HAHMI, U OOIIECTBO TANAHTIIMBBIX MYKUMH ObLIO eil npusitHo. OHa fienana Bce BO3MOXKHOE JJIsl pa3BUTHS
POCCHIICKON KyJBTYpbI, cama mucajia Npo3y W CTaThH, MOOLIPS/IA HAYKW M HAYYHYIO MbIC/Ib, OCHOBbBIBAJIA
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She did not purchase in ones or twos, but acquired tens of thousands of objects - 600, 800, 4,000 pieces at a time.
She was advised by experts and not afraid to choose extravagantly, even ostentatiously. In her first and definitely
not her last bulk purchase of paintings, she included three Rembrandts and a Franz Hals, amongst other noted
artists. Historians have noted her preference for classicism at an early age, taking delight in an Antiquity that
was decorative and monumental, almost Imperial - but she liked to appear modern and had herself and her son
painted in contemporary style. She commissioned works by pre-eminent artists and craftsmen and imported not
only European art, but its culture and skills too - and successfully established Russian academies and factories.
Her collection outclassed those of all other monarchs of the day.

In a letter, Catherine herself estimated ‘the museum in the Hermitage contained 38,000 books; with four rooms
filled with books and prints, 10,000 engraved gems (and another 34,000 casts and pastes), roughly 10,000
drawings and a natural history collection that filled two large galleries’. And she chose not to mention the
paintings, sculptures, furniture, tapestries, porcelain and antiquities.

Her acquisition of important works of art from the past, and her patronage of the foremost artists of her time,
not only formed one of the finest collections in the world, but spectacularly transformed St. Petersburg into one
of the cultural capitals of Europe.

Antonio Canova (1757-1822)

Cupid and Psyche 1796

Marble
The Hermitage
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yueOHble 3aBefieHrst, 1 K 1769 rofy, ABa rofa CIycTsi nociie MOKYNKH TePBbIX KapTHH sl DpMuTaKa, ObIN
nproOpeTeHbl fiBa BeIMYaiIMX coOpanus >kupomucu B 3amapHoil Eepone. Enmabiv mMaxom EkaTtepuna
npuobpena 6osaee 4000 paboT 3anagHoeBponeiickux Mactepos — Ilyccena, Py6enca, Ban [efika, [Ipumatuyuno,
Fanca TonbGeitna Crapiuero, SIko6a Moppenca, Xenppuka Conbuuyca, I'sepunto i [pesa.

Tonbko B Poccun ero 6b1m npuo6perenst okoio 2000 pa6oT, B TOM yuciie coOpaHue pucyHKoB rpacda M.U1.
Beukoro, Ilpesupenta Mmnepatopckoii Axagemun XypoxectB B Cankt-IletepOypre. XynoskecTBeHHas
KOJUTeKIMSI TaKoro maciiraba, coOpaHHasi YellOBEKOM C HENpPEeKJIOHHBIM XapaKTepoM, HeOrpaHWYeHHBIMU
CpPEeACTBAMH M MOJMTUYECKIMU CBSI3SIMI OCTASTCSI HETIPEB30IIEeHHON 1 HEJIOCSIraeMOil Ha CeTOJIHSILITHMIT JIeHb.

Exarepuna Gbli1a 4eJI0BEKOM [ISHICTBUI 1 MOJHOCTBIO OT/aBaJIa CUIIbl EAMHOXK][bl PELLICHHOMY JICILY - JaXKe TOr/ia
(nnmm, cKopee, UIMEHHO TOI/a), KOrjia MOKynana Mpou3BesieHnst uckyccTBa. OHAa He OrpaHMBaNach MOKYMKOI
OJIHON MIIM IBYX KapTHH, HO NMpHOOpeTana ecsiTKM ThICSY Mpou3BefieHnit uckyccersa — uxorpa 600,800 nmu
4000 cpa3y. OHa npuciylIMBanach K COBETaM 3KCNEPTOB U He 00sJ1ach JeIaTh IKCTpaBaraHTHbIN BBIOOP, JaKe
MHOT/Ia BbI3bIBAIOILE MOKa3HOM . Cpejii NepBbIX KAPTHH 3aKYIJICHHBIX [JIs My3€sl, ONPEETICHHO He XY/LIHX , ObLITH
Tpu nonotHa PemOpanaTa n kaptiHa ®paHca Xaibca, a TakKe U paGOThI IPYTUX BBIIAIOIMXCS XYHOKHUKOB.
VlcTopuky OTMEYaroT, YTO OHA MPEANOoYNTaNa PaHHUI KJIACCUIM3M, a TakXe 000XKajla aHTUYHOe UCKYCCTBO,
CTOJIb IEKOPATUBHOE M MOHYMEHTAJILHOE, TIOYTH UMIIEPCKOE — HO JIIOOMJIA Ka3aThCs COBPEMEHHOI 1 3aKa3alia
CBOI1 MOPTPET U MOPTPET CBOETO ChIHA B COBpeMeHHOM cTuiie. OHa Jies1ana 3aKa3bl BbIJAIOLINMCS XKUBOIMACLAM
¥ MacTepaM CBOET0 BPEMEHH, 4 TaK>Ke UMIIOPTUPOBAJIa HE TOJILKO €BPONEHCKOe UCKYCCTBO, HO M €BPOMNENCKYIO
KyJIbTYpPY U peMecJIa, yCIeILHO BHEIPsisl UX Npu co3fiannu Poccuiickux akapiemuii 1 npepnpusituii. Ee kosexums
0Ka3aJ1aCh HENPEB30IICHHOI CPE/I BCEX KOPOJIEBCKUX COOPaHUil €e COBPEMEHHUKOB.

B nuceme Ekarepuna nucana, uto «6 mysee Ipmumanrc naxooumcs 38,000 knuz; uemvipe KOMHAMbL HANOAHEHbL
kHuzamu u e2pasiopamu, u 10,000 pesnvix kamueii (a ewe 34 000 ommuckos u ogpopmos), oxoao 10,000
PUCYHKO8 U cOOpanue 3KCNOHAMO8 eCMeCmeeHHO-HAYUHBIX, 3ANOAHAIOWUX 08¢ Ooabwue 3aabi». IIpn aTOM
OHa He YIOMSIHYJIa KApTUHBI, CKYJBITYPY , MeOeb, Imnajepsl, (hapdop 1 UICTOPUUECKNE IKCTIOHATBI.

ITpnoGpeTenne nmnepaTtpuiieii BaKHENIINX CTAPMHHBIX MPOU3BE/ICHNI NCKYCCTBA U €€ MOKPOBUTEIECTBO Tasla-
HTaM BBIJJAIOIMXCST XYJJOXKHUKOB CBOEr0 BPEMEHM HE TOJBKO MOMOINIM COOPaTh OfIHY U3 Hanbonee M3SIIHbIX
KOJIJIEKINI B MUpE, HO M Tpeobpas3uim CankT-ITeTepOypr, KOTOPBIN CTall OHOM 13 KyJIbTYPHBIX cTONUL EBpOTIBI.




R . Porirets

By Roy Bolton

ussia during the first half of the nineteenth

century went through a period of more

significant artistic change than perhaps

any other country in Europe. Within a
comparatively short space of time its traditions had
been augmented by outside sources, leading to a
newly rich period in Russian painting, which now
began to command international attention.

From Peter the Great’s reign (1682-1725) Russian
art had looked westwards, with foreign artists such
as Jean-Baptiste Le Prince (Metz 1734-1781 Saint-
Denis-du-Port) and Pietro Antonio Rotari (Verona
1707-1762 St. Petersburg) working in Russia and
in so doing spreading their influence amongst
their fellow artists in St. Petersburg and beyond.
Accordingly, the popular notions of the Academic
style prevailed there as in other European capitals
of the time. Therefore it was not surprising that in

occuss B mepBoil monoBuHe 19  Beka

npoura nepuoji 6ojee  CyMIECTBEHHBIX

XYJ02KeCTBEHHbIX M3MEHEHUI, YeM, BO3M-

OXKHO, moGasi fpyrast cTpaHa B EBpome.
B npepenax cpaBHHTENBLHO KOPOTKOTO TIEPHOAA
BPEMEHN €€ TPauLU Pa3sHOOOpasHINCh 3a CUeT
BHEIIHNX WCTOYHMKOB, 4YTO TIPUBEJIO K HOBOMY
OorareiilieMy TEpUOAY B PYCCKOIl >KMBOIUCH,
KOTOpbIN ceiyac MpUBIEKAET BHUMAHUE MUPOBOIO
COO00IIeCTBA.

Haunnas ¢ npasnenusi [lerpa Benmkoro (1682-1725)

PYCCKOE MCKYCCTBO ObIIIO OPUEHTUPOBAHO Ha 3amaj.
Takue MHOCTpaHHbIE XYOXKHUKM, Kak 2Kan baruct
Jle Mpunc (Men 1734-1781 Ilopt Cen-Henn) u
[Ieetpo AnTOHMO Porapu (Bepona 1707-1762
Cankr-Iletep6ypr),padoranusPoccunu, TemcambiM,
PacnpoCTpaHsn CBOE BIMSHUE CPElN XyAOKHUKOB
B Cankr-IlerepGypre u 3a ero npefenamu.




1764 Catherine II (‘The Great’) re-founded the
Imperial Academy of Arts, within a vast neo-Classical
palace on the banks of the Neva, confirming Russia’s
artistic intentions as firmly western. These influences
were absorbed over the eighteenth and early
nineteenth centuries, as all over Europe, academic
attention was directed toward the historic schools of
Rome, Bologna and Paris — while with the advent
of Romanticism, a new emphasis was placed on the
portraits of individuals, self-portraits of artists and on
representations of historical events. Moreover, as art
began to spread beyond court circles, Russian artists
took renewed interest in their own world, rather than
admiring distant European countries. As in literature
- and even dress - this change was reflected in a
move towards greater local naturalism. However,
throughout the early part of the century, the conflict
between classicism, idealism and naturalism was
clearly visible and it was only toward the middle
of the century that the realistic tendencies became
dominant.

This embracing of new interpretive approaches
coincided with a reaffirmation of Russian heritage
after the Napoleonic Wars to bring about the birth
of an increasingly confident and strong community
of artists, fully equipped to be judged against their
peers all over Europe.

COOTBETCTBEHHO,  TIOHSITUS AKajieMuuecKkoro
CTUJIS TIpeoOIajlalii, Kak U B JIPYTUX €BPONEHCKUX
crosmiax Toro Bpemenu. [loaromy, He ObLIO HUYETO
YAMBUTEJILHOTO B TOM, 4TO B 1764 rony Ekarepuna
Benukas peopraHuzoBana NmnepaTopckyro
Akaniemuto  XyJI0o)KeCTB B CTEHaX MPOCTOPHOTO
HEOKJIACCULIMCTUYECKOro JiBoplua Ha Gepery Hesbl,
3a5BMB O XYJIOXKECTBEHHbIX HamepeHusix Poccum
KaK TBEpP/IO 3amajHbIX. DTU BIUSHUSI JUIWINCH Ha
npotsbkeHuu 18 u Havana 19 Bekos. Kak u Bo Bceit
EBpone, BHUMaHue akaJjeMUKOB ObUIO OOpalleHO
K wucTopuueckuMm 1konam B Pume, BosnoHbe u
[Mapmke. Iloka ¢ nosiBieHneM PomaHTH3Ma,
HOBOE 3HAueHWe MPUOOPETAIOT WHMBULY AJTbHbIE
MOPTPETHI, ABTONOPTPETHI XY/JOSKHUKOB, U KAPTHUHbI
UCTOpUYECKUX coObITHi. Bosee Toro, mockosbky
HCKYCCTBO HAYaJl0 pacrpoCTPaHSITLCS 3a MpejiesaMu
JIBOPLIOBBIX KPYI'OB, PYCCKUE XYAOKHUKH TPOSIBUIIN
MHTEpEC K CBOEMY COOCTBEHHOMY MHpPY, BMECTO
TOr0, YTOOBI BOCXUIIATHCS JAIEKUMU €BPONEHCKUMU
crpanamu. Kak B iureparype, v Jaxke B Ofie3KJie, 9T!
M3MEHEHUs MPOSIBUJIMCH B MECTHOM HATypaju3Me.
OpHako, B Hayajie CTOJIETHsI, KOH(IMKT MeXIy
KJIAaCCULIM3MOM, WJICAIM3MOM UM HATYPaJIM3MOM
OblT OUEBWJIGH, M TOJNBKO K CEpeiuHe Beka
pearucTUIeCKUe TeHIEHLMN CTAITNIOMUHUPY FOILIUMU .
PacnpocTpaHeHue HOBBIX MOJIXO/J0B B UHTEPIpETALN
COBIAJIO C TEPEOCMbICIIEHUEM PYCCKOTrO HaCJe/ust







The first such artist to gain international acclaim was
Karl Briullov (St. Petersburg 1799-1852 Marciano)
who, under the patronage of the vastly wealthy art
collector and patron Prince Anatole Demidoff, painted
The Last Day of Pompeii between 1830-3, bringing
a Russian artist international fame like never before.
Furthermore, Briullov advocated a loosening of the
formal neo-Classical restrictions, leading the way to
the freer approach to art that would later become so
important to the Peredvizhniki (Wanderers), such as
Vladimir Makovsky (Moscow 1846 - St. Petersburg
1920). As this trend continued, naturalistic and more
nationalistic tendencies began to replace the Western
European style. Younger generations of artists started
learning from their compatriots. Nevertheless, as a
result of the acceptance of Western art techniques
and styles during the preceding era, Russian art
would be connected to, and perhaps interpreted by,
Western European standards and ideals.

The historical and cultural development of Russia
in the nineteenth century finds its expression in
numerous artistic movements, such as Romanticism,
Realism and a Slavic revival, which can be seen in
the Peredvizhniki and Orientalists. Romanticism
in Russia can be seen in the tempestuous works of
Ivan Konstantinovich Aivavozsky (Theodosia 1817-
1900), who was similarly feted internationally by,
amongst others, the great English romantic painter
J.W.M. Turner, who penned a poem in praise of his
work.

Ivan Alekseevich Ivanov (1779-1848) gave a strong
impetus to the Slavic revival with his monumental
The Appearance of Christ to the People (1837-57)
which gave rise to an interest in Byzantine and
Medieval Russian art. This in turn developed into
and bred work by such artists as Mikhail Nesterov
(Ufa 1862-1942 Moscow). Painters like Nesterov
were strongly influenced by medieval icons and
medieval spirituality. The religious paintings of the
period show a sensitive and sometimes profound
understanding of Russia’s religious heritage. With
this rise in national spirit, genre painting, which
had always been considered a less grand branch of
the arts, gained strength and established itself as a
valuable part of the Russian artistic heritage. The
new interest in peasant life, culture, and traditional
costumes can be seen in the works of Aleksei
Venetsianov (1780-1847). His realistic portrayal of
the Russian peasant and his poetic attitude towards
the Russian landscape are important starting points
of this tradition. Other painters, particularly Pavel
Fedotov (1815-1852),examined the middle class and
in their works gave first examples of social criticism,
a trend which would increase in the second half of
the nineteenth century.

nocyie HamojieoHOBCKMX BOIH, YTO Jalio SKU3Hb
HEOOBIYAITHO YBEPEHHOMY M CHJIBHOMY COOOIIECTBY
XY/IOSKHUKOB, TIOJIHOCTBIO TOTOBBIX OBITh OICHE-
HHBIMH CBOMMMU KOJIIeraMu Bo Bceil EBpore.

IlepBbIM W3 TakWX XYJOXKHUKOB, MOJYUIMBIIAX
MeXyHapojiHoe npusHanue, Obln Kapn Bprosios
(1799 Cankr-IlerepOypr - 1852 MapuunaHo), KOTO-
pblil, Oyy4d MOJ MaTpOHaKEM BecbMa (oraTtoro
XYJ03KEeCTBEHHOTO KoJutekuponepa Kusizst Anarosnmst
TlemunioBa, co3nan [1ocaeonuii Oenv [omneu MeKy
1830-33 ropamu, ogapuB POCCUICKOMY UCKYCCTBY
MESK/[yHApOJIHYI0 WM3BECTHOCTb, KaKOil paHblle He
6b1Basio. Kpome Toro, BprosuioB 6b11 CTOPOHHUKOM
ociabneHnsi (pOPMATBHBIX ~ OrPAaHUYEHWI  HEOK-
JACCUIMCTHYECKOTO CTWIIS, CIefys Ha MyTH K
Gousiee CBOGOJTHOMY TIOJIXO/ly B MCKYCCTBE, KOTOPBIi
Mo3Xe CTaHeT TaK BaskeH It [lepefBIKHHKOB,
TakuX Kak, Buaagumup Makosckuit (Mocksa
1846 - Cankr-Ilerep6ypr 1920). ITockosbky 3Ta
TeHJIGHIMSI ~ TIPOJIOJDKANach, HATYPAMCTHISCKIE
W HAMOHAIMCTHYECKWe  TEHJeHIMM  Havyajm
3aMEHSITh 3alajHOeBPOIEICKUiT CTUIb. Muajmme
TIOKOJICHNST XYOSKHAKOB HAYalll YYUTHCSl y CBOMX
COOTEUECTBEHHUKOB.

OpHako, B pe3yJbTare NPUHATUS  3anajiHbIX
XY/IOKECTBEHHbIX METOJIOB U CTWJIeH B TeueHue
MpPE/IIECTBYIOIIEN  9pbl, PYCCKOE  HCKYCCTBO,
BO3MOXKHO, OBbILIO CBSI3aHO M MHTEPIPETUPOBAHO
MO 3amajIHOEBPONENCKUM CTaHapTaM M HjieasiaM.
Hcropuyeckoe M KyJabTypHOoe passuthe Poccum
B JIEBSTHALATOM BEKE HAaXOJIUT CBOE OTpaxkeHue
B MHOTOYMCJIEHHBIX XY/IOKECTBEHHbIX TEUYEHUSIX,
Takux Kak Pomantmsm, Peamm3am m CraBsiHCKOe
BO3POK/IEHUE, KOTOPOE MOXKET ObITh 3aMeueHO
y IlepenBikHukoB u OpueHTtamictos. Pycckuii
PomaHTu3M oOueBMJIeH B HACBIIIEHHBIX paboTax
MBana KoncranTnHoBMYa AiiBazoBckoro (deopocust
1817-1900), KOTOPBII ObLT TaK e W3BECTEH, KaK 1
Apyroii BeJMKuii anrauiickuil pomanuct, Y. Tephep,
KOTOPBIIl HAmucasl MOXBAJILHYIO TIO3MY B YECTb €ro
paboT.

MBan Aumnekceesuu HMBanoB (1779-1848) pan
cunbHbIA  cTuMyNT  CIIaBSIHCKOMY  BO3POXK/ICHHIO
CBOEIl MOHYMEHTaJIbHOW paboToil Heaenue Xpucma
Hapooy (1837-57), kotopasi ycwimiaa WHTEpec K
Busantuiickomy u  CpeHEeBEKOBOMY PYCCKOMY
WCKYCCTBY. DTO, B CBOIO OYepeflb, Pa3BUBAIOCH U
MOSIBIISIOCH B paboTax TaKMX XY/JOSKHUKOB, Kak
Muxaun HectepoB (Ydga 1862-1942 Mocksa).
Kuonmcupl kak HecrepoB Haxoguiuch — TOf
BJIMSTHAEM CPEJTHEBEKOBBIX MKOH M CPETHEBEKOBOI
JIYXOBHOCTH.  PellurnosHble  KapTHHBI ~ 3TOTO
MIeprofia ITAFOT YYBCTBEHHOE U ITyOOKOE MOHMMAHKE
peNruo3Horo Hacyeaust Poccun.
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Taken together, the art of this early period, including
the portraiture, conversation pieces, genre painting,
and historical canvasses, became known as Romantic
Realism. It was characterised not only by a growth
of naturalism, but also by focusing attention on the
individual and by an increased appreciation for the
Russian landscape, for the life of the Russian peasant
and for the medieval heritage of Russia. Out of this
up-surge on national subject matter, the Peredvizniki
established themselves in 1863, so named for their
travelling exhibitions. They demanded the right to
choose their own subject matter without having to
conform to the categories proposed by the Academy.
These rebels and their followers were able to reach a
larger group of viewers than could be achieved in the
Academy. So Ideological Realism, which embodied a
new degree of realism and national spirit, developed
fully outside of the confines of the Academy and can
be seen as the next important stage in Russian Art.

After the emancipation of the serfs and the new
‘liberal’ atmosphere ushered in by the reforms of
Alexander II, the artists of the period felt the need to
2o beyond art’s aesthetic functions and to play a role
in moral and social education. Art was no longer for
the wealthy alone; it should be available to all.

C T1obeMOM  HAUMOHATBHOTO  JlyXa >KaHpOBas
KMBOIMCh, KOTOPYKO BCEr[a CUMTANIM HE TaKoil
OOLIMPHOI1 BETBBIO HCKYCCTBAa, OOpena cuiy W
yTBEpPAMJIAaCh KaK LEHHeHIlas 4YacTb pPYCCKOro
XyoKecTBeHHoro Hacnenusi. HoBblil mHTEpec Kk
KPECTBSHCKOI1 >KU3HU, KYJIbTYpPE, 1 TPAJULIMOHHBIM
KOCTEOMaM MOZKET OBITb 3aMeueH B paboTax Ajiekcest
BenenmanoBa. Ero peamictuyeckue MOPTPETHI
PYCCKHMX KPECTbsIH M MO3TUYECKHUE N300PaKeHUs!
PYCCKOro mefi3axka - BaXKHble OTIHPABHbIE TOYKU
aToil Tpajuuuu. JIpyrue >KMBOMUCIBI, OCOOEHHO
dej1oTOB, M3yYaNM CpEeJHMI KJacc, U MX paboThl
JaBay TepBble ITPUMEPbl COLMAIBHOI KPUTHKH,
TEHJICHIIH, KOTOPasi BO3POCIa BO BTOPOI TIOJIOBHHE
JeBATHA/IIATOrO BEKa.

B3arele BMecTe MNpOSIBIEHHsT WHCKYCCTBA 3TOrO
PaHHEro Nepuofa, BKII0Yasi HOPTPETHYIO KUBOMNC,
“pasroBOpHBI”  KaHp, >KAHPOBYIO JKWMBOINChH,
U HCTOPUYECKME TOJIOTHA, CTaly W3BECTHbI KakK
POMaHTHYHBI peann3M. ITOObLIO 0XapaKTePU30BaHO
HE TOJbKO PAacIpOCTPaHEHWEM HaTypalu3Ma, HO
TakKe M KOHIIEHTpalyeil BHUMaHUS Ha YelloBeKe,
MOHMMAHWM LEHHOCTU PYCCKOro Tef3axka, KU3HN
PYCCKOTO KPECThSIHIHA, ¥ CPETHEBEKOBOT'O HACTIE/IVsI
Poccun B ienom.







Implied by the new ideology was an assumption that art should function as an instrument of social criticism.
Russia and its people became the new focus of attention. This new attitude can be interpreted in an interesting
work by Alexei Harlomoff (Saratov1840-1922 Paris) which seems to portray a contemplative American ex-
slave, no doubt influenced by his memories of serf labour in Russia and its aftermath.

Nicolas Roerich (St. Petersburg 1874-1947 Nagar, India), like many before him, attended the Imperial Academy
of Arts at the end of the nineteenth century. However, I have chosen Roerich as the name upon which to leave
that period as a homogenous artistic category. As a member of the World of Art movement, he was firmly
leaving the previous century behind. However, as can be seen in his travels and romantic and spiritual subject
matter, he was in no small way influenced by his nation’s history of Romanticism, Slavic revival, Peredvizniki
and Russian Orientalism.

Roy Bolton is Director of Sphinx Fine Art - specialists in 19th century Russian and Old Master pictures.
With a collection of over 600 works, the gallery has an ambitious exhibition schedule, ranging from Russian
Orientalism to Old Master paintings by artists represented in the Hermitage Collections.




Ha BomtHe moprbemMa HalpoHaIbHOTO 1yxa B 1863 rofy yrBepanich [lepeBUsKHIKY, Ha3BaHHBIE TaK B YECTh UX
nepeBUKHbIX BbICTaBOK. OHU MOTpe6OoBau NpaBa BbIOUPATh CBOW COOCTBEHHBII NpeMeT U300pakeHusl, 6e3
HY>KJIbl COOTBETCTBOBATb KAaTEropusiM, NPEATIOXKEeHHbIM AKaileMueil. DT “MSITeXXHUKU U UX MOCJefjoBaTeN
ObLIM B COCTOSIHUM MMETb Ooulbllie 3puTesell, yeM B Akafemun. Takum o6pasom, Maeonornyeckuit Peanism,
BOIUVIOTHBLINII HOBYI CTENEHb pealu3Ma M HAlMOHAJIBHOIO JyXa, Pa3BUBAJICS IMOJHOCTBIO 3a NpeesamMu
AxanieMuu, U sIBUJICS cllefyroLLeil BaxkHoI ctafueii B Pycckom MckyccTse.

ITocne smaHcunauuy paboB M HOBOW “NubepalbHON” aTMOCgepbl, YyCTAaHOBIIEHHO! pedhopMamu AnekcaHpa
II, XynoKHUKM 3TOro nepuofa OLIyLIadd HeOOXOAUMOCTb BBIATH 3a INpPE/esibl 3CTETUYECKOro Ha3HAuyeHUs
HCKYCCTBA U ChI'PaTh POJIb B MOPAILHOM M COLMAILHOM 00pa30BaHUM HaceJieHus B LesioM. MckyccTBo Gosblie
HE CyLLECTBOBAJIO TOJIbKO Il OfIHUX GOorayeil; OHO OJIKHO ObIIO ObITh OCTYNHO AJIst BeeX. Mcxopst u3 HoBoi
WJIE0JIOTUH, IPEAINONArajoch, YTO UCKYCCTBO JJOJKHO ObII0 (hYyHKLMOHUPOBATH U KAK MHCTPYMEHT COLMAJILHOM
kpuTHKU. Poccust n nroan cTany HOBbIM LEHTPOM BHMMaHKs. DTO HOBOE OTHOLLEHHE HALLIO MHTEPHpPEeTALHIO
B MHTepecHbIX pabdoTax Anekces Xapnamona (Capatos 1840-1922 IMapmxk). Kazanoce Obl, OH n3o6paxkaer
3ajlyMUUBOro ObIBILEr0 aMEpUKAaHCKOro paba, HO, 6e3 COMHEHHUSI, O]l BIMSHUEM BOCIIOMUHAHUI O pabCcTBe B
Poccum n ero nmocneacTBusix.

Hukomnait Pepux (Cankr-IletepOypr 1874-1947 Harap, MHnus), Kak 1 MHOTME NPEIIIECTBEHHUKN, MOCEIAI
MmnepaTopckyro Akaemuto Xyl0>KeCTB B KOHLE JeBATHaiaToro seka. OgHako, st BbiOpan ums Pepuxa st
TOr0, YTOObI 3aBEPLUUTH 3TOT NEPUOJ] KAK OTHOPOIHYIO XyA0XKECTBEHHYIO KaTeroputo. bynyun unenom Mupa
HckyceTBa, OH TBEP/IO OCTABIISUT NPEAbIAYLLMIA BEK 033/, XOTS, Cy/is 110 €ro My TeLeCTBUSIM, POMaHTHYECKOMY
1 JyXOBHOMY IIPEIMETY PabOT, OH ObLJI [IOJ] I0BOJILHO CUIIBHBIM BIIMSIHMEM HCTOPUM HAallMOHAIbHOr0 PoMaHTH3Ma,
CrnasstHckoro Bo3poxkaeHust, [lepesuzkHukos u Pycckoro OpueHnTtanusma.

Xyooucecmsennas I'anepes Cunkc cneyuaausupyemes ua Pyccxoii Kueonucu [leeamnaoyamozo Beka u
pabomax Cmapoix Macmepos. Obwuphan Koarekuyus 2asepeu Hacuumvieaem 6oaee 600 noaomer, nosmomy
epaguk 8bLICMABOK 00B0NBHO HANPANCCHHbI, HauuHas om Pycckoeo Opuenmaausma (npoxooum 6 OauHbilil
momenm) 00 svicmasku pabom 100 Cmapoix Macmepos, mHozue U3 KOMOPLIX NPEOCMABACHbL 8 Ipmumaice.
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Karl Pavlovich Briullov (1799-1852) - The Roman Forum 1836 Watercolour on Paper

Ivan Alekseevich Ivanov (1779-1848) - Evening Riverscape with Fishermen 1845 Oil on Canvas
Vladimir Makovskii (1846-1920) - Gypsy Girl Oil on Panel

Mikhail Vasilievich Nesterov (1862-1942) - Hayricks by the River Oil on Board

Alexei Alekseevich Harlamoff (1840-1922) - An African Girl 1909 Oil on Canvas

Nikolai Konstantinovich Roerich (1874-1947) - Knight of the Morning 1918 Tempera on Board

Ivan Konstantinovich Aivazovsky (1817-1900) - A Strong Wind 1856 Pencil & Gouache on Paper

All images courtesy of Sphinx Fine Art
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Il’ia Efimovich Repin (1844-1930)

They Did Not Expect Him (1884-88)

Oil on Canvas
Tretiakov Gallery, Moscow
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By Robert Bailey

he rugs, carpets, trappings and ghileems

from the Caucasus and Turkoman regions

are among the most beautiful and sought-

after by connoisseurs and collectors alike
worldwide.

The roads to these regions were largely untravelled
by Western collectors until the late 19th Century,
by which time many fine collectable examples had
been lost to time. In comparison with other carpet-
producing communities, the reduced number of
weavers in these remote areas adds to their rarity
and desirability.

The majority of rugs and carpets were woven by
women and children; the men folk were shepherds.
Traditionally, carpets were an indispensable part
of a dowry for Caucasian girls. According to local
custom, a girl could not marry if she was unable to
knit carpets or did not have rugs in her dowry.

KaHble U TUIeTeHble KOBPbI, MOJIOBUKU U
KWIUMbI, W3TOTOBIEHHble Ha Kaskase
U B TIOPKCKHX CTpaHax IPEefiCTABISIOT
€000l KpacuBeilllMe U pefKue oO0pasiibl
HCKYCCTBa, KOTOPbIE TAK OXOTHO MOKYMAOT 3HATOKN
1 KOJJIEKIMOHEPBI BO BCEX CTPAHAX MUPA.

ITyTi u moporu B 3TW PEernoHbl MUpa B OCHOBHOM
OCTaBaJMCh HEOTKPBITBIMU 3aMajiHbIMU KOILIEKIIU-
OHepamM; 0 KOHIA 19 Beka, U K TOMY BpeMeHU
MHOTUE M3SIIHbIE KOJUIEKIMOHHBIE O00paslibl yKe
OblIM  6€3BO3BpAaTHO yTpaueHbl. B cpaBHeHuM c
APYTMMHU HapOflaMy, TPAJUIMOHHO 3aHUMAIOIIMUCS
KOBPOJIETIEM, COKPAII[EHNE UKCNa PEeMECIIEHHUKOB,
M3roTaBIMBAIOLMX KOBPbI PYYHOI pabOThbl B 3TUX
OTJIAJIEHHBIX MECTax, TaKKe JieJaeT ux ere 6osee
PEAKNMU U JKEeJTaHHBIMU.

TpauiIMOHHO KOBPOJIEIMEM 3aHUMANUCH YKECHIIMHBI
U IETH, @ MY>KUMHBI 3aHIMAITICH CKOTOBOJICTBOM.

Salor Rug
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A Caucasian Rug
(‘Lori Pambak”)

A Tekke Turkoman Rug
(‘Bokhara’)

Tekke produced some of the finest examples of weaving
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CAUCASUS

There are three groups from this region:

1. Kazak
2. Karabagh
3. Shirvan

Kazak Group

As a general rule, Kazak rugs are bold and geometric. The main colours are reds, blues, browns, greens, golds
and ivory (the more white/ivory in the make up of a piece, the more desirable they are).

These rugs are soft and supple to handle, with a medium pile. Their durability is attributed to the fact that
spun wool is elastic and these rugs tend to be 100% wool (warp undyed, weft dyed, pile dyed & undyed). The
‘ghoirdes’ or Turkish knot (a nautical equivalent to cow hitch) is used and the knot count per square inch is
around 45 to 65.

Their names refer to design, tribe, village or weave structure. It is best to think of the designs as heraldic
motifs.

Some famous types:

Sevan
Large medallion - almost butterfly-like - stretching out to all four borders. Geometric in style.

Lori Pambak

Large medallion of octagon shape with latch hook edges, having quatrefoil rock formation either end with
clinging stylised birds facing one another. This is the only totemic style of design known from this group and
therefore quite distinctive (see previous image).

Bordjalou

Not to be confused with Persian Borchalou. These are usually very striking to the eye, having a large and
rectangular central medallion, flanked by meandering latch hook decoration, with inset latch hook diamond
motifs. This, together with the central medallion, is usually white on a red or blue field, making for a very
striking piece.

Karachoph
This design is usually of a large octagon medallion (white ground), with small corner latch hook square
medallions (also white) all on a red field. Bold and beautiful.

Karabagh Group

Chelaberd

These rugs have a large central medallion and are often referred to as ‘Eagle Kazaks’ or ‘Sunburst Kazaks’.
They are very stunning rugs - again, with plenty of white/ivory decoration, usually on a rust or brownish-red
field, flanked either end by outward pointing (cow horn) segments with lattice design.

Choneresk
Often found with two or three large hexagon medallions in single-column row, each of which contain sea horse-
shaped cloud bands.

Russian floral rugs from Karabagh

These are the most southerly and closest to the border of Persia (Iran). They are influenced by floral patterns
such as lattice design, flower borders and in particular, French roses. Many of these designs were influenced
into Persia from the western world.
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Shirvan Group

Kuba
The finest of all Caucasian rugs (80 to 150 knots per square inch) come from this region of the Caucasus.

Chichi (south east of Kuba)

Typical Chichi rugs have a dark blue field with greens, reds, blues and golds, with diagonal rows of small, latch
hook sided octagons with alternate floral rosettes. A typical 2 metre x 1.20 metre rug has around 12 rows with
up to 18 columns. Add to this the 5 or 6 borders and you have a kaleidoscope effect like no other rug.

Akstafa

Strangely, these rugs would arguably be from the Shirvan region, but its namesake is a Kazak town. The fine
weave and composition lead most scholars to it being Shirvan. The distinct fan-tailed large bird can only be a
peacock and is characteristic of these pieces. The central design has octagonal medallions flanked by facing
pairs of these stylised peacocks. The main field is often decorated with animals, birds and human figures.

Akstafa Bird

TURKOMAN CARPETS

These rugs and carpets were made east of the Caspian Sea in Turkestan, stretching into the northern regions of
Afghanistan. With a population that never exceeded a million and where the terrain was inaccessible, the rarity
factor is far more applicable than carpets and rugs from the Caucasus.

Bokhara (see previous image)

Probably the most recognised name from this territory and possibly the most famous name of all hand-knotted
rugs worldwide. Strangely, they do not weave rugs here. This is a market town and one can rightly assume it to
be a misnomer. The town of Bokhara is famous for its astrakhan hats, using the dark, curly wool from young
karakul lambs.

The rugs marketed in Bokhara would have been brought from far and wide by various tribes and villagers. The
names of some pieces are attributed to the purpose a rug was used for - i.e. yolami = yurt tent band; chuval =
storage bag; ensi = door rug. The design most attributed to the name of Bokhara is the akhal mary giil (flower)
which is also referred to as the ‘camel foot’ design. The only other animal foot name commonly used in the
world of rugs is the elephant foot pattern. The correct name for this design is ‘philpal’ or ‘giilli-giil’ - a large
octagon medallion found in symmetric rows 3 to 4 wide and 7 to 10 deep.

The madder plant roots used to produce the prolific wine reds of these rugs (known as madder red) are most
common to this area. This colour, combined with symmetric guls (flowers), should help to identify a Turkoman
rug. It is well to note that all rugs are identified by their unique weave structure. Turkoman rugs are generally
woven on wool foundations (not white cotton fringes).
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KABKA3

B aTOM pernoHe npucyTCTBYIOT TPH TPYMIIbI KOBPOB:

1. Kazax;
2. Kapa6ax;
3. lllupsaH.

I'pynna Ka3zax

Kax npasuiio, KoBpsl Kazax sipkue, ¢ reoMmeTpruueckuM pucyHKoM. OCHOBHBIE L[BETA — KPACHbII, CUHMIL, KOPUY-
HEBBIi1, 3eJIeHbIl, a TAKXKe 30JI0TON U 6eXKeBO-KPEeMOBbII (4eM GoJbliie B HeM 6esioro/ KpeMOBOro 1IBETa, TeM
GoJee pefKuil KOBEP Tepef] BaMiu).

Takne KOBpBI MSITKKE U HIEITKOBUCTBIE HA OILYMb, C BOPCOM CpefHel AMuHbL. MIX MPOYHOCTH 1 JONTOBEYHOCTh
OOBSICHSIETCS TEM, UTO UCTIOJb3yeMasl epPCTHAas MPsKa 3JaCTUYHA, U 9TH KOBpbI 00b14HO 13 100% mepctu
(ocHOBa HeOKpallleHHas1, TIONePEeYHOe MJIETEHNE OKPAIIEHHOE, BOPC - COUeTaHNe OKPAILIEHHbIX U HEOKPAIIEHHBIX
BOJIOKOH). Typeukuit y3ea uim «ruopaec» (CUMMETPUYHBIH Y3€J1, TOX0XKUI Ha MOPCKOIT) UCTIONB3YeTCs] UMEHHO
B 9THUX KOBpaxX, M MIIOTHOCTb KOBpa — OT 45 110 65 y370B Ha KBaIpaTHbI JIFOIM.

HasBaHust KOBpOB OTpaskaroT Ha3BaHKE y30pa, INIEMEeHH, AePEeBHU UM CTPYKTYphI nepenneTtenusi. [Tog yzopom
06BIYHO UMEETCSI B BUY Te€palbNUeCKUil OPHAMEHT.

BoT HECKONBKO 3HAMEHUTBIX BHUJIOB TaKNX KOBPOB!:

CeBan
KpynHblii MeganboH, moyTH Kak 6abouka, MpOCTUPAETCS BO BCE YEThIPE yria KoBpa. ['eomeTpuieckuii CTUIb.

Jopu-ITamGak

KpynHblii MeanboH B BUfIe BOCBMUYTONIbHUKA, C 3Ur3aroo6pa3sHbIM OPHAMEHTOM MO KpasiM, C y30pOM B BUJIe
YeTHIPEXTUCTHUKA B KaXKJIOM YTITy, C MapsIIMMKI CTUIIM30BaHHBIMU NITUIIAMU, OOPAIIEHHBIMHU K JIPYT APYTY. DTO
€/IHCTBEHHbII1 OPHAMEHT B TOTEMHOM CTUJIE B JJAHHON TPyINe KOBPOB, U TIO3TOMY OH BeChbMa OTJINYAETCs OT
Apyrux (cM. npefpiayliee N300pakeHne).

Bopmxkany

He cnenyer nyTtarth ¢ nepcujickiuM KoBpoM Bopuany. DTn KOBpbI OYeHb SIPKHE Ha BIJ, C KPYIHBIM MPSIMOYTOJIb-
HBbIM LEHTPAILHBIM MEIAIbOHOM, OKPY>KEHHbIM M3BUBAIOLIMMCS 3UI'3ar000pa3HbIM METEJbHbIM PUCYHKOM, C
BHYTPEHHUMH POMOOBU/IHBIMU METEILHBIMIA OPHAMEHTAMU. DTH Y30Pbl U IEHTPAIIbHBII ME/JATIbOH OOBIYHO Bbl-
TMOJIHEHbI OEJIbIM IBETOM Ha KDACHOM MJIM CHHEM TI0JIe, YTO JIeNIaeT KOBEP YIMBUTEILHO KPACUBBIM.

Kapauon
DTO 06BIYHO KOBEP C KPYIHBIM BOCBMUYTOJIBHBIM MEIATLOHOM (Oeblil), ¢ HEGOMBIIMMU YTIIOBBIMU 3yGUaThIMU
KBaJIpaTHBIMU MealIbOHAMU (TakKsKe OesIbIMK) Ha MOJHOCTHIO KPACHOM MoJie. SIpKuil U KpacuBbIil y30p.

I'pynna Kapagax

Yenabepn

Y 5THX KOBPOB KPYMHbII LEHTPANbHbII MEIAIboH, U UX 4acTo HasbiBatoT ‘Open Kazax’ nmm ‘ConHue Kazax’.
3T0 NOPa3UTENHHO KPACHBbIE KOBPBI, C GOJIBILINM KOJINYECTBOM 6eJI0r0/ KpEMOBOTO LIBETA B y30pax, 0ObIYHO HA
ToJIe 1IBeTa P>KaBYMHbI WM KOPUYHEBATO-KPACHOTO, YKPALICHHbIE TT0 KPasiM 0OPaIeHHbIMI HAPYKY OCTPbIMU
cerMeHTamMu (B BUI€ KOPOBBETO POra) C peleTyaTbIM y30POM.

Youepeck

YacTo Ha TakMX KOBpax M300pakeHbI /IBa UM TPU GOJIBIINX ILIECTHYTONBHBIX MEANbOHa, PACIONOKEHHbIE B
PSIA APYT Haf IPYTOM, B KaKJIOM 13 KOTOPBIX HAXOJSITCS MOJIOCKYU U3 Y30POB B BUJIE MOPCKUX KOHBKOB.
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Kosps1 n3 Kapagaxa, ¢ pyccKuM IBETOYHBIM OPHAMEHTOM
DTO0 KOBPbI U3 CaMbIX IOXKHBIX paiioHOB, Hanbonee 6iau3kux K [lepcun (Mpany). B Hux ouymjaercs: BiusiHue
LBETOYHBIX OPHAMEHTOB, TAKUX KaK pelIeTKa, OOPAIOpbI U3 LIBETOB, U OCOOEHHO U3 (hpaHLy3cKuXx po3. MHorue
13 3TUX MOTHBOB NOsIBUIKCH B [lepcuu nop BausiHueM 3anajia.

I'pynna lllupsan

I'y6a
OT0 caMble U3bICKaHHbIE U3 BceX KaBKa3cKUX KOBPoB (0T 80 o 150 y3710B Ha KBaJjpaTHBbIil AIONM), U UX IPOU3-
BOJISIT MIMEHHO B 9TOM PErloHe.

Yuum (K 10ro-BocTOKY OT I'yObI)

TunuuHble KOBpbl UnumM — ¢ 3eJeHbIMU, KPACHBIMU, CUHUMU U 30JI0TBIMM TOHaMM Ha TEMHO-CHHEM MOJe, C
JMaroHAJIbHBIMU PsilaMU MaJIEHbKUX BOCBMUYTOJIBHUKOB € 3yOLaMU [0 KpasiM, epeMesKatoLyecs] IBETOYHbIMU
3JIEMEHTaMM OpPHAMEHTa B BUjle po3ovek. B TunuyHom koBpe pazmepom 2 M Ha 1,20 M - okoso 12 psiioB u 1o
12 cTon6ukos. [Jo6aBbTe OT 5 40 6 JEKOPATUBHBIX OOPOPOB U BbI MOJIYYUTE LEJbIil KaleHI0CKOI KPacoK 1
y30pOB, KaK HU B OJJHOM IpYT'OM KOBpE.

Akcradga

HOBOJ’ILHO CTPAaHHO TO, YTO 3TO KOBPLI U3 IHI/IpBaHa, OJJHAaKO B Kazaxcrane ectb ropoji € TaKUM 2K€ Ha3BaHUEM.
Bricokoe KauecTBO 1 KOMITIO3UIMA PUCYHKA y6eHI/UII/I MHOTUX CIIEUUAJIUCTOB B TOM, YTO 9TO KOBEP HII/IpBaH.
XapaKTeprIﬁ BeepooGpasHbIﬁ XBOCT OOJILIION NTULBI KOHEYHO K€ HAIIOMUHAET MaBJIMHA, U 3TO 4aCTO BCTPE-
yaroluiicss MOTUB KOBpoB AKcTacda. LleHTpasbHbIil y30p — BOCBMIYTOJIBHBIN MEAIbOH, 00paMIIeHHBbIIT TapamMu
CTUJIIN30BAaHHBIX MaBJIMHOB, 06paH_leHHbIX K pyr gpyry. (OCHOBHOE T10JIe YacTO YKpal€Ho I/I306pa)KeHI/IHMI/I 3BC-
peit, NTUL U YeJIOBEYeCKUX (hUryp.

TIOPKCKHUE KOBPbI

OT1u KOBpbI U3 pailoHoB BocTouHee Kacnmiickoro Mopsi, ot TypkecTaHa /1o ceBepHbIX pailoHOB AdraHucraHa.
Hacenenvie B 9T0 MECTHOCTM HUKOTIJ]A HE MPEBBILIANO OJIMH MUJIJIMOH YEJIOBEK, M M3-32 TPYAHOIOCTYMHOTO
JaHawadTa 3T KOBPBI SIBISIFOTCS TOPa3fio OOJLILIMMU PapUTeTaMu, YeM U3roToBjieHHble Ha KaBkasze.

Byxapa (cm. npeapiayuniee n306pakeHue)

Hoxanyﬁ, 9TO OJIHO U3 CaMbIX U3BECTHBIX Ha3BaHUN KOBpOB 3TOM MECTHOCTU ", BO3BMO>KHO, CaMO€ N3BECTHOEC
B MUPE Ha3BaHUE U3 BCEX KOBPOB py'{HOﬁ paGOTLI. CTpaHHO TO, 4TO 3/1ECh KOBPOTKAYECTBOM HE 3aHMMAJIMCh.
nyapa — 9TO TOpFOBLIﬁ ropoji, U MO>KHO NPEANOJIOKUTE, YTO Ha3BaHUE KOBPOB BbI6paHO OLIMOOYHO. Byxapa
3HaAMEHUTA alKaMu U3 KapakyJist, U3 MEPJYLIKU TEMHOI'O UBETA C JIMHHBIM BbIOIIMMCSI BOPCOM.

B Byxape npojiaBanuchk KOBpbI, PUBE3EHHbIE U3JJAJIEKa, U3 PAa3HbIX CTPaH, Pa3HbIMU IJIEMEHAMU U SKUTENISIMU
pas3HbIX iepeBeHb. OTCIO/1a U pa3MyHble Ha3BaHUsI KOBPOB, M0 UX MPAKTUUYECKOMY Ha3HAYECHUIO: 0JIaM = KOB-
pOBast JOPOSKKa JIJIsl FOPThI; KOBPOBBII MEILIOK YyBaJl = CyMKa; 9HCU = KOBPUK JIJIs 3aHABEIIMBAHUS BXO/Ia B 111a-
Tep. ¥Y30p, KOTOphI HauboJiee YacTo NPUMUCKIBalOT KoBpaM Byxapa - akxas maypu riosib (UBETOUHBIIA y30p),
KOTOPBII YaCTO Ha3bIBAIOT Y30poM ‘BepOsroxkuil cien’. Ele ofiuH ciief] SKUBOTHOTO, KOTOPbII MCHOJb3YeTCst
MPY OMUCAHUY 3JIEMEHTOB KOBPOBOI'O OPHAMEHTa — CTYIHSI cyloHa. [IpaBuiibHOE Ha3BaHue 3TOro y3opa - ‘ui-
naj’ UM ‘THOJUIU-TIONL - OOJbLINE BOCBMUYTOJIbHbIE MEJJAIbOHBI, PACTIOJIOKEHHbIE CUMMETPUYHBIMU PsiIaMU
no 3 w4 B psipt, o 7 uiu 10 B cToN0uUK.

W3 cymeHoro KOpHsI MapeHbl MOJydYaay TTyGOKHMI KpacHbI BUHHBIN IIBET, MCTIOJIB3YyeMbIil B 3TUX KOBpax
(KpacHast MapeHa), ¥ 3TO THIUYHBIN [[BET KOBPOB 3TON MECTHOCTH. DTOT LBET B COUETAHNN C CUMMETPUYHBIM
[BETOYHLIM Y30POM TIOJIb TIOMOTAET ONpPEeNTh TIOPKCKHI KoBep. CTONT 3aMETUTh, YTO BCE KOBPBI TaK:Ke
OTJIMYAIOTCS] PA3NIMUHBIM YHUKAIIBHBIM IUIeTeHNeM. TIOPKCKIE KOBPbI OOBIYHO COTKAHBI HA LIEPCTSIHOI OCHOBE
(6e3 Getoit X10M4aTOOYMAKHON KaiMBbl).
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Turkoman Chodor Carpet
Ertmen Giil

A Caucasian Rug
(‘Lori Pambak”)
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By Maria Valyaeva

ussian Avant-garde art, a phenomenon which made a tremendous contribution to the history of
world culture, was born in the period between 1900 and 1910. Art movements such as Cezannism
and Neo-primitivism began on Russian soil, coming to replace Modernism, which mainly flourished
in architecture and graphic design. The year 1910 was marked by the first exhibition of artists, who,
in the near future, would form a group called ‘The Knave of Diamonds’ and who were engaged in mastering
the creative findings of Cezanne in their painting practice. These artists laid the foundations of Neo-primitivism
- the first logically built Avant-garde movement - by synthesising Cezanne’s findings with their studies of
national folklore, the aesthetics of Russian lubok and buffoonery. This movement was characterised by a break
from the academic principles of art, sheer mockery at the public and freedom in manipulation with painting.

Mikhail Larionov and Natalia Goncharova founded ‘The Knave of Diamonds’ and organised its first exhibition.
At an early stage of their creative activities they mastered an impressionistic technique and later became
fascinated by Matisse and the paintings of his followers. By the end of the 1910s they had become independent
in presenting motives, artistic means and methods of painting. The fact that Larionov and Goncharova very
soon broke away from their fellow-artists in the group (P. Konchalovsky and I. Mashkov) can be considered a
paradox. Larionov and Goncharova developed very quickly, much faster than their colleagues, and advanced
further and further, becoming the indisputable leaders of the Avant-garde.

At the start of the 1910s, Mikhail Larionov was undoubtedly the key figure of the early Russian Avant-garde.
His treatment of the national tradition was both a programme declaration and ironic evaluation. His novel
mission was based on a conscious stylisation of aesthetic language, depiction of people and symbols of Russian
folk art - full of characteristic rude and naive humour. By abandoning his individual position in viewing reality,
he developed a new art genre similar to buffoonery theatre, which addressed mass spectators in such works as
his series on the soldiers’ life, barber’s shops, peasant scenes and the cycles ‘Venus’ and ‘Seasons’. The former
criteria of artistic beauty and harmony stated by impressionism were consciously discarded for primitive,
inarticulate, playful presentation, which freely mixes circumstances and events of different epochs. Larionov’s
synthetic image of provincial life, with its natural absurdity exaggerated by the artist, contained hints of the
next stage in the development of art, literature, music and theatre. At this stage, irrationality, illogical image
presentation, freedom of formal structure, sharpness of emotions and grotesque plot development became the
main qualities of art.

The Neo-primitive stage in Larionov’s development very soon came to an end. Between 1912 and 1913 the
artist developed the concept of Rayonism, one of the first abstract art concepts in world culture. The principles
of dissolving the object in light rays by means of complex linear structures were used by Larionov and
Goncharova, not only in easel paintings, but also in book designs for Russian futuristic poets.

As the precursor of Russian non-objective painting, Mikhail Larionov determined the main focus of Avant-
garde development in Russia. At the same time, less radical artists in the ‘The Knave of Diamonds’ chose
another path, not so novel in its concept, but highly essential for the evolution of Russian art in the 20th
century. Having started with taking Cezanne as an example for creating composition, as well as paying tribute
to Fauvism and the vivid decorativeness of colours, artists such as Ilya Mashkov, Petr Konchalovsky, Aristarkh
Lentulov, Robert Falk, Alexander Kuprin and Vasilly Rozhdestvensky reverted to a rather traditional artistic
approach, with reserved expression of colour and texture (faktura) lacking any distortion of shapes. However,
due to historic circumstances and possibly due to national mentality, this Moscow ‘Cezannism’ of 1910-1920
became one of the main styles of Russian art for several decades up to the second half of the 20th century.

Conservatism of artistic evolution in the Soviet period put an end to the development of most modern tendencies
which appeared in Russia at the start of the 20th century. These included non-objective art, represented by
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Mikhail Larionov (1881-1964)
A Circus Dancer 1911

Oil and Tempera on Canvas
Omsk Museum of Fine Arts

Mikhail Larionov (1881-1964)
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o ! Oil on Canvas

Museé National d’ Art Modern,

Centre George Pompidou, Paris
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Heckonbko Cnos O6 Mctopun
Pycckoro ABaHrapaa

Mapus Bansesa

CKYCCTBO PYCCKOT'O aBaHrapjia Kak sIBJICHUE, BHECLIEEe KOIOCCANLHBI BKJIAJl B MICTOPUIO MUPOBOIL

KYJNbTYpBI, 3apoaunock Ha py6exke 1900-x u 1910-x rogos. B aTo Bpemst Ha pyccKoil TOUBe HAYaIN

CKIIa/IbIBATBCS TaKKMe HATPABJICHMUS XKMBOIMCHU, KAK CE3aHHM3M U HEONPUMMUTHBU3M, CMEHMBILNE

TOCIOJICTBO CTHUIISI MOJIEPH, POSIBUBLLIET0 ce6s1 Hanbouiee SIPKo B apxXUTeKType 1 rpacuke. B KoHie
1910 ropia OTKpbLIACh MEPBasi BLICTABKA XY/I03KHUKOB, BCKOPE OO BE/IMHUBILMXCS B TPYINY «ByOHO6bII 6a.nent»
U B TEUCHNE HECKOJILKMX JIET Pa3BUBABIIMX B CBOEM UCKYCCTBE TBOpUecKue oTKpbITHst Ce3anHa. CHHTE31pOBaB
UX ¢ 00palleHreM K HALMOHAILHOMY (DOJIBKIIOPY, K 3CTETHUKE PYCCKOro JIyOKa M CKOMOPOILLETro efiCTBA, OHU
MOJIOXKUITM HAYaJIo TEHJICHIMM HEONPUMUTHUBU3MA,, CTABLLETO NEPBbIM ITOCIIEI0BATENbHBIM TEUCHUEM aBAHTAP/IA.
OHO XapaKTepu30BaJIOCh NPUHUMINAIBLHBIM PA3PbIBOM C aKaIeMUYECKMMU MPUHLMIAMHI XYIOKECTBEHHOTO
SI3bIKa, OTKPOBEHHBIM 9MaTaXeM IyOJuKH, CBOOOAON MAHUIYJSILMA C  KMBOMMCHO-ITIACTUYECKUMU
CPE/ICTBAMH.

OcHoBarenssmu «5y6H06020 6aiema» 1 OpraHN3aTOpaMy NEPBOI €ro BbICTaBKM Obut Muxann JlaproHos n
Haranbst 'onyapoBa. Ha paHHeMm aTame CBOEro TBOPYECTBA OHM CTPEMHUTENIBLHO OCBOWIIM METOJ] MMIPECCHO-
HUCTUYECKOH KMBOMNCH, IEPEKUIN yBJIeueHrne MaTiccoM U ero nociefoBaTessiMi 1 K Havany 1910-x ropos
06peny TOJIHYI0 CaMOCTOSITENILHOCTh B TPAKTOBKE MOTHBOB, SKUBOMICHBIX CPEACTB U MpreMoB mucbma. Kax
HM TapajokcaibHO, JlapmoHoB u 'oHuapoBa HEOObIYAHO OBICTPO MOPBAIM CO CBOMMM MOMYTYMKAMHU IO
obbenuHeHnto «bybHoswill 6asem» - Xynoxuukamu rpynmel [1.Koxuanockoro m M.Maikosa. Hamuoro
GbIcTpee, YeM OHHM, CEMUMIIILHBIMY I1araMu JlaproHos u ['oHUapoBa NMpoBUraInCh Brepesl, NpUHUMast Ha cedst
Pob GECCTIOPHBIX JINJIEPOB aBaHTapfa.

B nawane 1910-x romoB Muxann JIapnoHOB 6e3yCIIOBHO SIBIISIICSI KIIFOUEBOI (DUTYPOI PAHHETO PYCCKOTO
aBaHrappa. Ero o6pairieHne K HalMOHANBHON TPAUIUN ObLIO MPOrPAMMHBIM U B TO K€ BPeMsl MOJTHBIM NPOHUM.
Co3HaTesbHas CTHIN3AINS 3CTETUIECKOr 0 13bIKa, N300 pasKeHII EPCOHAK e 1 CUMBOJIMKI HAPOJTHOTO ICKY CCTBA
C €ro XapakTepHbIM IPyObIM M HAWBHBIM IOMOPOM BBIMONIHSNA B TBOPYECTBE XYAOXKHMKA MPUHIUMUATIBHO
HOBATOPCKYI0 Muccuio. OTKa3aBIINCh OT MHMBHJY AIbHO aBTOPCKO MO3UIINN BUAEHNUS! PEaTbHOCTH, OH CO3/Iall
B CepusiX Ha TeMbI COJATCKOH KI3HU, MAPUKMAXEPCKNX, B CENIbCKNX CLEHax, IuKiax «Bewep» n «Bpemen
200a» HOBYIO XKaHPOBYIO >KHUBOIIHChH, TIOAOOHYIO TeaTpy - OanaraHy, aleMpyIoIeMy K MaCCOBOMY 3pUTEJTIO.
IMpexxHne KpuTepun XKMBOMMCHOM KPACOTHI M TADMOHHY, Y CTAHOBJIEHHbIE MIMITPECCHOHI3MOM , GbLITN CO3HATEILHO
BBITECHEHBI TIPUMUTUBHO—KOCHOSI3bIYHBIM JTyKaBO—MUTPOBBIM MOBECTBOBAHMEM, CBOOOAHO CMEIIMBAIOMINM
Pa3HOBpeMEeHHbIE OOCTOATENBCTBA U COObITHS. CHHTETYECKNUI TAPUOHOBCKMIT 00pa3 MPOBUHIMAILHON KU3HU
C €CTECTBEHHO MPUCYILEN eil U yTPUPOBAHHON XYJOXKHUKOM a0CYPAHOCTBIO CKOHLUEHTPUPOBAJ B c€0€ MPUMEThI
CIIEAyIOIIEro 3Tana pa3sBUTHSI M300pPa3sUTENILHOrO MCKYCCTBA, IUTEPATypbl, My3bIKM U TeaTpa. OCHOBHBIMU
Ka4ecTBaMU Xy/J0XKECTBEHHbIX PON3BEICHNIT HA 3TOM 3TaMe CTAIN NPPAIMOHAIBLHOCTD U allOTU3M 06Pa3HOro
petenusi, cBo60fa (hoOpMaNbHO-TUIACTUYECKOTO MOCTPOEHMST, OCTPOTA SMOLMIT M TPOTECKHOCTD CIOXKETHKH.

HeonpumutuBucTckuit atan B TBopuyecTBe JlaproHoBa 3aBepumicst oueHb ObicTpo. B 1912-1913 ropmax
XYIOXKHUK pa3padoTal KOHUENUMIO «/Iyuusma» - OHOTO U3 NEPBLIX B MMPOBOI KYJILTYpe TeUeHN aOCTPAKTHOMN
>kuBonycy. [IpMHIMNBI Tyun3ma - pacTBOPEHHs MpeAMeTa B CBETOBBIX JIydaX, BOIUIOIIEHHBIX NP TTOMOIIH
CJIOKHBIX UM JIETKUX JIMHEMHBIX CTPYKTYp — ObUIM MCMOJIb30BaHbl JlapuoHOBbIM 1 ['OHUapOBOI1 HE TONIBLKO B
CTAHKOBBIX MPOU3BENICHNSX , HO U B OPOPMIIEHUN KHUAT PYCCKHX MTO3TOB-(PyTyPUCTOB.

Muxaun JlapuoHOB - MPOBO3BECTHUK PYCCKOW OECHPEIMETHOI >KMBOMUCK - OTpa3uil B CBOEM TBOPYECTBE
TJIABHYIO JIMHUIO M HaMETHJ OCHOBHbIE NEpPCNEKTUBBI pa3BUTHs aBaHrapaa B Poccun. Tem Bpemenem MmeHee
PaMKaIbHO MBICIISIIYE XYAOXKHUKN OO BeIMHEHNS « 5yOHOG8bLII 6anem» OTIPEAIeIIAIN IPYTOoe HalpaBlIeHNe, yCTh
HEe CTOJIb HOBATOPCKOE 1O (hOPMAIILHOM KOHIETIINHI, HO YPE3BLIUANHO CYILIECTBEHHOE /7Sl 3BOJIIOLUN PYyCCKOTO
nckycctsa Bcero XX Beka. Onopa Ha Ce3aHHa B TOCTPOSHNN KOMIO3UIMK W PELIIEHNN MPOCTPAHCTBA, BMECTE C
aneMeHTaMu (hOBHU3Ma B SIPKOI IEKOPATUBHOCTH 3BYYHOTO KOJIOPUTA, Ipucyiue kusonucu Mnsn Martkosa,
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Ivan Puni (1894-1956) Ivan Puni (1894-1956)

Suprematism Construction 1915-1916 Suprematism Composition 1915
Wood, Metal, Cardboard & Gouache Oil on Canvas
National Gallery, Washingtom Stedelijk Museum, Amsterdam

-

d

Wassily Kandinsky (1866-1944) - Composition VII 1913 Oil on Canvas

The Tretyakov Gallery, Moscow
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various trends in the works of Vasilly Kandinsky, Kazimir Malevich, Vladimir Tatlin, Olga Rozanova,
Alexandra Exter, Ivan Puni, Alexander Rodchenko, Lazar Lissitski and their followers. The appearance of
Abstract-expressionism (a Russian version of Cubism and Futurism), Suprematism and Constructivism from
1910 to the early 1920s showed a step-like but final freedom of the Russian school from foreign influences and
Russia’s advancement to a prominent position in the cultural development of Europe.

Vassily Kandinsky, who defined the world history of Abstract-expressionism, created a logically correct,
hierarchic structure of continuous evolution of the plot and shape of a work of art, from sketches to a completed
composition and plastic entity; from simplicity of the first impression to a multiplicity of symbolic meanings.
This evolution materialised in vast cycles of ‘Impressions’, ‘Improvisations’ and ‘Compositions’, which were
spontaneously expressive in the 1910s; rational-geometric during his cooperation with ‘Bauhaus’ in Germany
and full of surrealistic associations during his last period of life in France.

Surrealistic phantasmagorias were not so important in Russian art as they were for West European art at the end
of the international Avant-garde era. But it is important to note that some presentiments of a bold destruction of
all rational connections and ties in the human mind appeared long before European Surrealism took shape. It
happened in works by Marc Chagall and Pavel Filonov. Chagall transformed the world into parts and fragments,
into new space-object formations where people and animals could freely fly and events distant in time could
be united, supplementing one another in a festive succession of coloured stains and virtuosic graphic figures.
Filonov studied hidden limits of human psychology, digging from its depths a row of gloomy similar images
which matched the artist’s swinging mind and at the same time manifested his extraordinary ascetic devotion
to unselfish art.

There are no real followers of Kandinsky and Chagall. Filonov created the school of Analytical Art Masters, but,
alas, not one of them played an important personal role in creating art. The followers and advocates who made a
considerable contribution to culture were inspired by artists from other movements, such as Kazimir Malevich
- who had talent as a teacher and agitator - and Vladimir Tatlin, the founder of Constructivism. However, the
main phenomenon of Russian Avant-garde in the 1910s was that world-known artists and pupils, - introverts
and extraverts - gathered together to solve various, sometimes controversial problems without division, while
retaining clear boundaries. Despite the abundance and diversity of slogans, they were united by a common
emotional desire to fight outdated norms and rules; moreover, many of them called themselves Futurists without
following the definition of this notion and the principles of this trend created by Italian artists.

The highest point in this way of life was reached at the exhibitions of the St. Petersburg ‘Union of Youth’;
representative expositions of the International Salon organised by V. lzdebsky; ‘The Donkey’s Tail’ and
‘Target’ organised by Larionov; ‘Futurists, Rayonists and Primitive’ in Moscow; the famous exhibitions of
1915 - ‘Tramway B’ and ‘0.10’ and the ‘Magazine’ exhibition of 1916. Young innovators were taking part in
exhibitions of ‘The Knave of Diamonds’ where Kazimir Malevich, Alexandra Exter, brothers Vladimir and
David Burlyuk, Alexei Morgunov, Alexei Yavlensky, Marianna Verevkina and Vassily Kandinsky exhibited,
together with foreign painters, mainly representatives of the school of Cubism. Such a unification of the most
radical masters moving in various directions was, of course, a short-term one. But the powerful performance
of the main artists of Russian and international Avant-garde created unique circles and groups which not only
shaped real creative programmes, but also mocked honourable public discussions about modern art. The loudest
were organised by Mikhail Larionov during his dissociation with ‘The Knave of Diamonds’ and the formation
of ‘The Donkey'’s Tail’, where the leaders of the second wave of Russian Avant-garde, Kazimir Malevich and
Vladimir Tatlin, joined him.

The scandalous behavior of artists at public discussions in the Moscow Polytechnic Museum began with
Actionism: a stroll with painted faces in the centre of Moscow which was undertaken by Larionov and
Bolshakov in 1913, or a walk with wooden spoons in their button-holes made by Malevich and Morgunov at
the beginning of 1914. After the stroll in 1913, Larionov and the futuristic poet I. Zdanevich declared their stand
in a manifesto: “Why do we paint ourselves?” - causing a flow of loud manifestos by the Russian Avant-garde.
In July of the same year, Malevich, M. Matyushin and A. Kruchenykh published their Manifesto of the First
All-Russia Congress of Futurists, where they declared the joint production of a futuristic opera ‘Victory over the
Sun’. The text was written by the poet Alexei Kruchenykh, the music by composer and artist Mikhail Matyushin
and the prologue by Velimir Khlebnikov. Sketches for decorations and costumes were created by Malevich. In
December 1913 the opera was performed in St. Petersburg’s Luna-park.
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Marc Chagall (1887-1985)

I and the Village 1911

Oil on Canvas
The Museum of Modern Art, New York
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[Terpa Konuanosckoro, Apucrapxa Jlentynosa, Po6epra ®anbka, Anekcanjpa Kynpuna, Bacunus Posxkpect-
BEHCKOT0, CO BpeMeHeM MPeo0pa30BaItCh B IOCTATOUYHO TPAAUIMOHHYIO SKUBOMUCHYIO CUCTEMY CO ClIEP>KaHHOM
aKCIpeccue BeTa u pakTypbl, 6e3 BCSIKUX TeHISHUMI pa3pyLLeHus TpeaMeTHor (popMbl. OIHAKO 110 CTEUSHUIO
HCTOPUYECKUX OOCTOSITENILCTB U, BO3MOXKHO, B CUITy CBOE0Opa3usi HALMOHAJILHOIO MEHTAJIMTETA, UMEHHO 3TOT
B3pallleHHbII Ha MOCKOBCKOM nouse B 1910-1920-e ropbl ce3aHHU3M CTajl OHOM U3 TJIaBHBIX CTUJIEBLIX OCHOB
PYCCKOro UCKYCCTBA Ha MPOTSSKEHUN HECKOJIbKUX JIECSITUIIETUI BIJIOTH /IO BTOPOI1 MOJIOBUHBLI XX BeKa.

M3BecTHBIIT KOHCEPBATU3M XY/I03KEeCTBEHHOT SBOTIOLI COBETCKOTO NMEPHOJia Ha MHOTHE TOJTbI IPepBaJl pa3BUTHE
HanboJiee TIePEe/IOBLIX TEHJICHIWI, BOHUKIINX Ha POCCHUICKON MOYBE B Havaje MpoIwioro croyetus. [Ipeske
BCETro,K HIM OTHOCHTCS OECTPEIMETHOE ICKYCCTBO, PA3JINUHbIC HAMTPABJICHNS KOTOPOTO CJIOXKUIIMCH B TBOPUECTBE
Bacunusa Kanpunckoro, Kazumupa Manesuua, Biagumupa Tatimuna, Onbru Po3anoBoit, Anekcanypbl DKerep,
WBana I1yHu, Anekcanapa Popnuenko, Jlazaps Jlucuukoro u ux nocjepfosaTeneil. 3apoxkjeHne abCcTpakTHO-
9KCMPECCUOHNCTUIECKUX TEHJICHIINIT, PyCCKasl BepCcHsi KyOu3ma u (pyTypr3Ma, CympeMaTu3M i KOHCTPYKTHBU3M
1910-x - mavana 1920-x rof1oB 3HaMEHOBAJIN TIOCTENIEHHOE, HO OKOHUYATEJIbHOE OCBOOOK/IEHNE OTeUeCTBEHHOM
IIKOJIBI OT 3apYOesKHBIX BIMSHUI U BbIXOJ] Poccry Ha niepBbie MO3UINK eBPOTIEHICKOTO KYJIbTYPHOTO Pa3BUTHS.

Bacunumit KanauHckuii, o cyiiecTBy OTKpPbIBIIMI MUPOBYIO UCTOPHIO a0CTPAKTHOTO 3KCIIPECCUOHU3MA, CO3/Ial
JIOTUYECKHU BBIBEPEHHYIO UEPAPXUYECKYIO CTPYKTYPY MOCTENEHHO 9BOTIOLUM CIOXKeTa U (pOPMbI IPOU3BEICHUS
OT 3CKM3HOCTH JIO 3aBEPLICHHON KOMIO3ULIMOHHO-TJIACTUYECKON HEJIOCTHOCTHU, OT HE3aMbICIIOBATOCTH MEPBOTO
BIEYATIICHUS JI0 MHOTO3HAYHOCTH CUMBOJIMUYECKOTO CMbICJIA, JIUIIb YACTUYHO PACKPBLIBAIOILETOCS B HAMEKAX 1
00pa3HbIX XoflaX. JTa 3BOJIIOLMUS MaTepUATIM30BaIach B OOIIUPHBIX LUKIAX «Munpeccuil», « Mmnposusayuii»
u «Komno3uyuii» ero >KUBOMUCH, CIIOHTAHHO 3KcrpeccuBHOM B 1910-e rofibl, paloHaIbHO-T€OMETPUYECKOM
B Mepuoji coTpyaHnuecTBa B bayxayse B ['epMaHuu, HACBILIEHHON CIOPPEATMCTUYECKUMHU aCCOLMAlMsSIMU Ha
MOCTIe[IHEM 3Tare KU3HU BO PpaHuuu.

danTacMaropu croppeanqnima He MMEJN JiIsl PYCCKOTo MCKYCCTBA CTONb K€ BayKHOTO 3HAY€HWs, KaK Jist
3aIaIHOEBPONENICKOr0 Ha UCXOJie 3MOXM WHTEPHALMOHAIBHOro aBaHrapaa. Ho HemaloBaxKHO OTMETHUTb, UTO
HEKMe NMpeuyBCTBUs JEP3KOro pa3pylUEHUs] BCSKUX PALMOHANBHBIX CBSA3€dl M OTHOLIEHUII B YEJIOBEUYECKOM
CO3HAHNM CKa3aJlCh 3aJ10J1r0 710 (hOPMUPOBAHNS HanpapiieHns eBponeiickoro CroppeansMa. TO IPOU30LIIO0
B TBOopuecTBe Mapka lllarana u [Tasna ®dunonosa. ¥ lllarana pa3npo6iieHHbI Ha YaCcTULbI U (hparMeHTbl MUP
coOMpaliCsl B HOBblE MPOCTPAHCTBEHHO-NPEMETHbIE 0O0pa30BaHus, Iie JIOAU U XXUBOTHbIE MOIVIM CBOOOIHO
JIeTaTh, Pa3HOBPEMEHHbIE COOBITUSI — OOBEAUHATHCS M AONOJHATh JPYT Apyra B MPa3AHUYHOM KPYroBOpOTe
KPACOYHBIX MSITEH U BUPTYO3HbIX rpacudeckux puryp. PUaoHOB UcceoBal CKPbIThIE NPE/eIbl YeJ0BeUYeCKOon
NCUXUKH, IOCTaBasi U3 UX IIyOUH Yepely MpayuHbIX, IOXOXKUX IPYT Ha ipyra 00pa3oB, CONPUYACTHBIX METAHUSIM
XY/IO’KHAKAa M B TO K€ BPEMsl BBbIBJISIOLIMX €ro 0coO0Yy0, aCKeTUYECKYIO IPEJaHHOCTb OECKOPBICTHOMY
TBOPYECTBY.

Y Kanpunckoro n Ularana npakTuyecku He ObUIO HACTOSILMX MociiefoBaTeseil. PUIoHOB co3fan KOy
MactepoB AHanuTuueckoro MckyccTBa, NOYTH HUKTO M3 KOTOPBIX, YBbI, HE CKa3aJl CBOEro BECKOro CJIoBa
B XY/IO3K€CTBEHHOM TBOpuecTBe. HO HamGosbliiee Yucao CTOPOHHMKOB M MOCTEAOoBaTeNed, BHECIIUX SPKUI
BKJIaJl B KYJIbTYPY, OKa3aJ0Ch Y XY/I05KHUKOB UHO HAMPABJIEHHOCTHU: 00JIaJIaBIIEro HEMAJbIM IapoM Tejlarora
u arutaropa Kasumupa ManeBnua u ocHoBatelnst KOHCTpYKTHBU3Ma Bragumupa Tatnuna. OpHako eHoMeH
pycckoro aBanrapsia 1910-x rooB XxapakTepu30oBasICs TeM, YTO BECh 3TOT MHOTOUMCIIEHHBIN U Pa3HOLIEPCTHBIN
OTPSIJT XYTOKHUKOB — M3TPOB M YUYEHUKOB, UHTPOBEPTOB M 3KCTPABEPTOB, PELIABIINX CaMble pa3HOOOpa3HbIe,
MOpo¥ MPOTUBOPEUMBBIE 3aJlau, - COOMPAJICS BMECTE HA BBICTABKaX, HE Cpa3y pasfiessisiCh Ha TPYNIUPOBKY,
MMEIOLLMe YeTKUEe I'PaHulbl U XJIQJHOKPOBHO OOyMaHHbIe Mporpammbl. HecMOTpst Ha M300uiMe U BHEIlIHee
pa3HooOpa3ue JIO3yHIrOB, B LIEJIOM UX OOBEAUHST OOLMI 3MOLMOHAJBHBIN nadoc 60peObl C yCTapeBLIMMU
HOpMaMH U TNpaBUJIaMU, Jla U ce0sl MHOTHE M3 HUX HEPEIKO MMEHOBalu (byTypUCTaMH, HE TPUACPKUBASICh
KOHKPETHOTO COIep>KaHusl 9TOr0 MOHITHS M NMPUHLIMIIOB HANpaBJeHUsl, C(DOPMUPOBABILETOCS B UTAJIbSIHCKOM
HCKYCCTBE.

HeoO6bIKHOBEHHO aKTUBHAs! BbICTaBOYHast >KU3Hb Mocksb! 1 [leTepOypra, 0T3ByKH KOTOPOI ObUIH CIIBILIHBI U B
MPOBUHLMY, IPOIEMOHCTPUPOBAa MPaHMO3HYO LKAy HallpaBJIeHUI IOUCKa, MHOr00Opa3ue MeK/lyHApOJIHbIX
KOHTaKTOB, a TaKxKe MpPOLECC 3HEPrUYHOil KOHCONMJAUMU CUJI MNpefcTaBUTesIell HOBEMIIero HCKYCCTBA.
KynbMuHaumeit 3Toro cTaiad BbICTaBKU eTepOyprckoro oobeinHeHus « Coro3 MOJIOAEKU» , IPeICTaBUTE IbHbIE
aKcno3uuuu MHTepHaOHAIBHOrO calloHa, OpraHu30BaHHbIe XyoxKHUKOM B.M3nebckum, «Ocaumnbiii xeocm»
n «Muwenv», OpraHu3oBaHHble JIapUOHOBBIM, BbICTaBKA «Pymypucmot, Ayducmot, npumumué» B Mockse,
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Kazimir Malevich (1878-1935)

Aviator 1914

Oil on Canvas
The Tretyakov Gallery, Moscow

Pavel Filonov (1883-1941)

Flowers of the World Flourishing 1916

From the series
‘Engagement to the World Flourishing’
Oil on Canvas
The Russian Museum, St.Petersburg
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By the beginning of 1915 the group of artists representing the nucleus of Russian Avant-garde were complete,
fundamental and theoretically grounded in their refusal to reproduce traditional reality, irrespective of the
transformation the art process underwent. K. Malevich, 1. Puni, O. Rozanova, I. Klyn and V. Tatlin developed
a unique system of aesthetic values. Methods which were once considered auxiliary - colour plane, texture
(faktura) of the surface, structure of lines and spatial-geometric objects - became the focus of their art and
their philosophical ideas about re-arranging the world according to the laws of an ideal existence. A famous
conflict between Malevich’s ‘Suprematism’ and Tatlin’s ‘Culture of Materials’ ignited fierce debates and
disputes between the two great artists and designated two directions in 20th century art: the abstract modelling
of the inner and outer world, metaphysical ideas, planetary fantasies and ‘Great Utopias’ - and the method of
systematic, scientifically calculated transformation of the existing human habitat by means of improvement in
architecture and the introduction of the designer’s practice into all spheres of life.

Malevich published his credo at the ‘Last Futuristic Exhibition of Paintings 0.10’ at the end of 1915. Here, he
displayed a series of non-objective paintings including The Black Square and gave the name ‘Suprematism’
to this newly-created direction in art. Malevich’s ideas of Suprematic art, which caused a world revolution,
combined the full spectrum of Avant-garde tendencies coexisting in Russian art in the first part of the 1910s:
Fauvism, Neo-primitivism and Cubo-futurism. However, he modified their stylistic principles by giving his
works original author’s titles. Thus, one of the groups of paintings adjacent to Cubo-futurism - and exhibited at
the last exhibition of the ‘Union of Youth’ at the end of 1913 - was called ‘Zaumny (beyond the reach of rational)
Realism’. By entering the fight with common sense for freedom of artist’s will, Malevich wrote: “We have come
to the refusal of the mind, but we discarded our mind due to the fact that another mind was born in us...”

By developing the concept of ‘form illogic’ the artist had anticipated the ideas of the ‘Dada’ manifesto which
appeared soon afterwards. Together with Cubo-futuristic shape shear, the spatial-temporal field of painting
created a new, illogic disturbance of the usual order of things. This provided the transition to Suprematism
which expressed a super-subjective system of world structure. Malevich’s Black Square is considered a
reference point in the artistic history of the 20th century. He had without doubt discarded the earth “as a house
eaten by worms” and attempted to restructure the world order using seemingly simple means of expression
- the placement of geometric figures on a plane. Thus he laid the foundation of a long and complex evolution
in the field of Modernism: abstract geometry, optic and kinetic art. His cosmic and life-creating ideas not only
occupied an honorary place in the Russian Avant-garde Great Utopia, but also appeared close to the Russian
mentality: non-canonic searches for God and a romantic strive for total world rearrangement, where the all-
embracing synthesis of ethics and aesthetics would prevail.

Ivan Puni was the only person who saw the Suprematic compositions by Malevich before the exhibition ‘0./0’
as their author was carefully hiding his discoveries preparing a real ‘bomb’ not only for the public, but for his
colleagues as well. Under the same cover of secrecy, Vladimir Tatlin worked on his paintings, which were novel
in relation to shape and contents. For the first time Tatlin displayed °Artistic Reliefs” at the exhibition ‘Tramway
B’ organised in Petrograd by Ivan Puni and his wife Ksenia Boguslavskaya in early 1915.In ‘0.10’ his works
depicting non-objective collages of different materials were presented even larger. It was there that the most
acute dispute between Malevich and Tatlin took place, when Tatlin refused to join the group of Suprematists
and placed his works separately with his own brochure. In 1916 Tatlin organised the exhibition ‘Magazine’
where the young Alexander Rodchenko, who had just arrived from Kazan, took part. It can be argued that this
event gave rise to the Russian Constructivism which flourished from the end of the 1910s to the early 1920s. A
short slogan by Tatlin represented its essence: ‘Real material in Real space’. Alexander Rodchenko, Alexander
Vesnin (together with his brothers-architects), Lubov Popova, Varvara Stepanova, Yakov Tchernikhov and other
outstanding Russian artists tried to realise the functional principles of Constructivism aesthetics in architecture,
decorative art, industrial design and applied art during the first years of Soviet power. However, the low level
of economic and technical foundation, together with incoming political reaction brought their great ideas of an
all-embracing reconstruction of life and everyday well-being to nothing.

The transforming ideas of Constructivism together with the perspectives of Avant-garde easel painting remained
only with artists who left Russia. At the beginning of the 1920s, Vassily Kandinsky, Marc Chagall, Ivan Puni,
Alexandra Exter, brothers Naum Gabo and Antoine Pevsner left Russia, joining Mikhail Larionov, Natalia
Goncharova, Alexander Archipenko, Chaim Sutin and other lesser-known artists who had left Russia even
earlier. They were part of a diverse community of artists who successfully worked in art, theatre, writing and
monumental art - and taught in the educational institutions of France and Germany.
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They were part of a diverse community of artists who successfully worked in art, theatre, writing and monumental
art - and taught in the educational institutions of France and Germany. Their creative works naturally entered
the general flow of world art, but, at the same time, they remained the carriers of the Russian art tradition and
took deep to their hearts tragic events which were reported from their Motherland. Thus, the most dramatic
works by Marc Chagall appeared as a reaction to World War II, which devastated his native land. Alexandra
Exter, despite emigrating to France, remained a patriotic Soviet citizen.

However, those who chose to emigrate obtained an artistic freedom, which was denied their fellow compatriots
and were fully able to realise their talents. Therefore the connecting thread between Russian and world culture
remained uncut during their lifetime and the historic memory of their mission helped to return Russian art to
international status several decades later.

Kazimir Malevich (1878-1935)

Black Square 1929

Oil on Canvas
The Russian Museum, St.Petersburg
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BbICTABKa KapTHH JIEBbIX TeueHUi B netepOyprckom 6ropo H.E.[JoObrunHOIl, 3HaMeHuThIe BbIcTaBkU 1915 ropa
- «Tpameaii B» u «0.10», «Maeasun» 1916 roga u psj Apyrux HallyMeBLUMX MaHU(peCTaLUil aBaHrap/a.

Modopiple HOBATOphI TPHMHUMAIM yYacTHE W B BbICTaBKaxX «byOHo8020 easema», rne Kasumup Manesuy,
Anekcanpipa Okcrep, Opatbs Bnagumup u [laBup Bypmoku, Anekceit MopryHoB, Anekceil SIBineHcKuit,
Mapuanna BepeBkuna, Bacuimit KaupamHcKuil, mNoOKasblBald CBOM PadOThI BMECT€ C WHOCTPAHHBIMU
XY/IOKHUKaMU, B OCHOBHOM, C MPEJICTABUTEJNISIMM KyOMCTUUYECKOW WIKOJbI. Takasi OnoKuMpoBKa HauboJjee
PaIMKAIbHBIX MAaCTEPOB, IBUKYILMXCS B pa3HbIX HAMPABJICHUSIX TIOMCKA, pa3yMeeTcs, Oblia KpaTKOBPEMEHHON.
Ho MmomiHoe BbICTYIUIEHHE TVIaBHBIX (DUIYpP PYCCKOrO M MHTEPHALMOHAJILHOTO aBaHrapja OTKPbUIO B Hallei
CTpaHe YHUKAJIbHYIO MPAKTUKY CO3JJaHUsI HOBATOPCKUX KPY3KKOB U IPYIIMPOBOK, HE TOJIBKO (POPMUPOBABLINX
aKTyaJbHble TBOPUYECKUE MPOrpaMMbl, HO U 3MATUPOBABIIUX TMOYTEHHYIO MyOJIMKY CKaHAAJaMU Ha JJUCIYTax,
MOCBSLICHHbIX TpOMaraHje OTKpPbITUI HoBelero wuckyccrsa. Ocob0 TrpoMKUMU ObUIM  JIMCKYCCUU,
oprann3oBaHHble MuxanioM JIapoHOBBIM TpH OTMEKEBaHUN OT «5yOH06020 8aiema» W 00pa30BAHUN TPYIIIBI
«Ocaunblii Xx60cm», HA KOTOPOH K JIapMOHOBY NMPUCOEIMHUINCH JIJIEPbl BTOPOI BOJIHBI PYCCKOTO aBaHrapjia
Kazumup Manesnu u Baagumup TatimH. CkanjalibHble BBIXOJAKM XY/IOSKHUKOB Ha MyOJMYHBIX JMUCIYTax
B MOCKOBCKOM [lonuTexHuueckoM My3ee MOJIyuYMsId pa3BUTUE B MEPBBIX OMbITAX aKIUOHMU3MA: MPOryJKe C
pacKpalleHHbIMU JIMLAMU 10 HeHTPY MockBbI, KoTOpyto coBepiuniau B 1913 rogy M.JIapuonos u K.bosnbiakos,
WJIM C IEPEBSIHHBIMU JIOSKKAMHU B METIIMLAX, C KOTOPLIMU TaM ke B Havase 1914 ropa fecpunmposanu K. Manesnu
u A .Moprynos. [Tocne nporynku 1913 ropa Jlapuonos u noar-pyrypuct M.3paneBny aekinaprupoBain CBOO
No3ULUIO B MaHudecTe «[louemy mbl packpauiusaemcs» , NOJHIB TAKUM 00Pa30M LIEJTYIO BOJIHY T'POMOTJIACHBIX
MaHuecToB pycckoro apaHrapga. B urone toro ke roga K.Manesuu, M.MatioummH u A KpyueHbix
onyo6mnukosanu MaHugect [lepsoro Beepoccuiickoro Chesa PyTypucToB, B KOTOPOM OOBSBUIM O COBMECTHOM
co3mannm pyTypucTHUecKoil onepbl «llo6eda nao Coanyem». TekcT ee ObUI HaMMCaH MOITOM AJleKceeM
KpyueHbix, My3blka — KOMIIO3UTOPOM M XYIOXKHUKOM Muxamnom MartommHbiM, nposior — Benemupom
XneOHUKOBBIM. DCKU3bI IeKOpauuii 1 KOcTIoMOB co3fian Kaszumup Manesuu. B ieka6pe 1913 ropa onepa 6bu1a
ucnosiHeHa B netepoyprckom JlyHa-napke. B ee ocpopmiiennu ManeBuy BriepBble, e11ie JIMIIb UHTYUTUBHO, HO CO
CBOWCTBEHHOI €My CMEJIOCTBIO MOJIMHHOTO 9KCIIEPUMEHTATOPA OT/CIINIT 3JIEMEHTbI XY/I05KECTBEHHOM (hOPMBbI
OT NPeMETHON N300pa3UTENLHOCTH . JIMHUSI U TIIOCKOCTh OOPENN CaMOCTOSITEITbHbIE (DYHKIMHU, OJ1aroapst yemy
3CTETUUYECKOE pelIeHre ONepbl CTAJIO MPOBO3BECTHUKOM 3Pbl YMCTON OECpeMETHOCTHU, UCTOPUSI KOTOPOH,
CMeHsIsl IepUOoJIbl aKTUBU3ALMM U Cajla MHTepeca, TeM He MeHee, POJIOJIKAETCS /IO CUX TI0p.

K nauvany 1915 ropa penas rpynna Xy[o>KHUKOB, C(OOPMHUPOBABLIMX SIIPO PYCCKOIO aBaHrapfa, BIUIOTHYIO
MOJIOLIJIA B CBOMX MOMCKAaX K MEpeJIOMHOMY pyOexKy - IMOJHOMY M NPUHLUIMAIBHOMY, TEOPeTHYeCKU
00OCHOBAaHHOMY M NPAKTUYECKU CHOPMYJIUPOBAHHOMY OTKa3y OT TPaJULMU BOCIPOU3BENCHUS] PEalbHOCTH,
Kakol Obl TpaHcopMalMi OHa HU TMOJyIaBaslach B mpouecce co3fanus npoussenienust. K.Manesuu, U.I1yHu,
0O.PozanoBa, Y.KintoH, ¢ ogHo cTopoHbl, B.Tatiux, ¢ fpyroit CTOPOHBI, HE TOJNBKO JIMIIWIN SI3bIK UCKYCCTBA
MOCJIEJHUX YNOMMHAHUI O KOMMPOBAaHUU MPEAMETa, HO CO3[a a0COIOTHO HOBYIO CUCTEMY 3CTETHYECKUX
yeHHoctell. Te cpefcTBa, KOTOpble paHee CUUTAIUCH CIY>KEOHbIMM - LBETOBas IUIOCKOCTb, (PaKTypa
MOBEPXHOCTH, KOHCTPYKLMS JIMHUI, NPOCTPAHCTBEHHO-TE€OMETPUYECKHII OOBEKT - HANOJHWIUCH HOBBIM
CMBICJIOM U IIPEAICTAIIA YHUBEPCAIBbHBIMU HOCUTEIISIMU (PUIIOCO(PCKIX UIEH O IepeyCcTpOiicTBE MUPa U IMYHOCTU
10 3aKOHAM WMJI€aJIbHOrO OBbITHUS.

3HameHuToe npotuBocTosHUe Mexxay Cynpemarusmom Manesuua u «Kyavmypoii mamepuanros» TaTnuza,
BBUIMBABILIEECs] B YKapKue CIOPbl U CCOPbl MEX/Y ABYMs BEJIMKUMU XYHAOXKHUKaMHU, 0003HAYMIIO /iBa MyTU B
nckyccTse XX BeKa: Iy Th OTBJICYEHHOT'O MO/ICIPOBAHMSI BHY TPEHHET O M BHELLIHETO MUpa, MeTa(hU3NUeCKUX UJIeid,
IUIAaHETapHbIX (PaHTa3Ul U «Beaukux ymonuii»; IyTb CUCTEMHOI'0, HAYYHO PACCUMTAHHOTIO U KOHCTPYKTUBHOTO
npeoOpa3oBaHus CYLLECTBYIOLIEH cpefibl OOMTaHUSl YeJoBeKa C MOMOLIBIO COBEPLICHCTBOBAHUSI CPEACTB U
METOJIOB APXUTEKTYPbl, BHEAPEHUSI IU3ailHEPCKOI NPaKTUKK BO Bce Chepbl XKU3HHU.

ITpoBo3BecTHUK nepBoro myTh Kasmmup ManieBid 0GHApOIoBall CBoe Kpefio Ha «[loc.aeduneil pymypucmuteckoi
svicmaske kapmun 0,10», coctosiBiiericst B KoHue 1915 roga. OH nokasai B 9KCNO3ULUK CEPUI0 GeCTIPeIMETHBIX
KapTHH, B TOM YHcTe « Yeprbiil k6aopam», Ha3BaB HOBOE CO3IaHHOE MM HampaByieHue « Cynpemamuamom» ot
JTATHHCKOTO ciioBa «Cynpemoc» - Bbiclmii. B xofie BbICTaBKYM U TOc/ie Hee MajieBid BbIMYCTHIT GPOLIIOPhI 1
MPOYEIT JIEKIUIO, OO BSICHSIFOILYO €r0 TIO3UIIAH .

COBepIHI/IBH_II/IC NEPEBOPOT B MUPOBOM UCKYCCTBE UJIEU CpreMa’T‘I/I'—IeCKOﬁ 2KMBOITUCHU 3apOANIIUCHL B CO3HAHUN
Manesnya Ha 06aze NpEAECTBYIOIETO ONbITa M OCBOCHHUS TMPAKTUYECKU BCErO CHEKTpPA aBaHTrapJHbIX
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HAIpaBJICHUI1, COCYLIECTBOBABIUMX B PYCCKOM HCKyccTBe NepBoil nosjoBuHbl 1910-x ropos: coBusma,
HEONPUMHTHBI3MA, Ky6odyTypusma. OfHAKO XYIOKHUK MOIM(UIMPOBAN WX CTHJIEBble NMPUHIWIBI, aBas
LMKJIaM CBOUX NPOU3BEJICHUI OPUI'MHAJIbHbIE aBTOPCKUE Ha3BaHUsl. Tak OfHY W3 Ipymnn paboT, NPUMbIKABILMX
K KyOo(yTypn3My M TNMOKa3aHHBIX Ha TOCiefHell BbicTaBke «Cor3a moaodexcu» B Konue 1913 ropma on
Ha3Ball «3AYMHbIM Peatu3mom». BCTymasi B cpaskeHne o «30pasbiM CMbICAOM» 32 CBOOOIY BOJICU3bSIBICHHUS
XYAOXKHHKA, Ma—mieBIY MACAIT: «Mbl O0WAU 00 OMEEPICCHUA PA3YMA, HO OMBEPAU Mbl PA3YM 8 CULY MO0,
4mo 6 HAc 3apoouacs Opy20i...» Pa3BUBasi KOHUETIIHIO «dA02U3MA (hopM», XYTOSKHUK TIPEIBOCTXATHI UACH
MOSIBUBLIETOCs CIyCTsl HEJl0JIroe BpeMsl JalaucTcKoro Manugecra. Bmecte ¢ Ky60gyTypucTHYECKUM CABUTOM
(hpOpM,BCO31aHHOM 3aHOBOTIPOCTPAHCTBEHHO—BPEMEHHOM10J1€ KAPTUHBI, AJIO'NYECKOe Hapy LLUEHUE IPUBLIYHOT O
NOpsJIKa Bellleil o0ecrneynBao Nepexoy K CynpeMaTH4YeckKoMy s3bIKY, BbIpa3MBLIEMY CBEPXCYOBEKTHBTHYIO
CHCTEMY MHPOCTpoeHMs. «epruuii keaopam» MalleBuua MOCTaBWI TOYKY OTCUETa B XY VIOSKECTBEHHON
ucropunt XX crosnetusi. be3 TeHn COMHEHUIT OPOCUB 3eMITIO «KaK OOM, U3BEOCHHbl wawaamu», Manesud
CBOEBOJILHO IOCSITHYJI Ha NEpeyCcTPOMCTBO BCEJIEHCKOIO MMPOINOPSKA, MOJIb3YsCh, Ka3aJl0Ch Obl, CaMbIMU
NPOCTBIMU CPEICTBAMU BBIPA’KEHHUS - pa3MELLEHUEM reoMeTpUYecKUX (pUryp Ha IockocT. Tem cambIM OH
MO—JIOXKUJI HAYaJlo JUIMTENIbHON M CJIOXKHOW 3BOJIIOLMKM OCHOBHBIX HAIPABJIEHUI MOjiep—HHU3Ma: aGCTPAKTHOMN
FeOMEeTPUKH, ONTUYECKOr0 U KMHETUYECKOro UCTKYCCTBA. A €ro KOCMUYECKUE U >KU3HECTPOUTENIbHbIE Uen
HE TOJIBKO 3aHsUIM NT0YEeTHOe MeCTO B Bemkoil yTonuu pyccKoro aBaHrapia, Ho 1 OKa3aJUCh POJACTBEHHbIMU
[NIyOMHHBIM HCTOKAM PYCCKOIl MEHTAJIbHOCTH: HEKAHOHWYECKOMY OOrOMCKATEIbCTBY, POMAHTHYECKOMY
CTPEMIICHUIO K TOTAJIBHOMY IEPeyCTPOCTBY MUPA, B KOTOPOM JIOJKEH I'OCIOJICTBOBATh BCEOXBAThIBAOLLII
CUHTE3 3TUYECKOr0 M 3CTETUYECKOI0 Havall.

WBan [1yHu Gbl1 eJUHCTBEHHBIM, KTO YBU/EJ CylpeMaTuyeckue Komno3uuuu Manesuya 10 BbicTaBku «0.10»,
TaK KakK UX aBTOP TLIATEIBLHO CKPBIBAJT CBOM OTKPBITHSI, TOTOBSI HACTOSIIIYIO «O0MOY» HE TOJIBKO sl My OJINKH,
HO U JUIs CBOMX KoJuler. B Takoil ke o6cTaHOBKE TaiiHbl paboTas HajJ HOBbIMU MO (hOpME U COIEP>KAHUIO
npoussefeHussmu Brnagumup Tatiun. Bnepsble oH nokasan «Kusonucuvie peaveghvi» Ha BbIcTaBke « 1 pameaii
B», oprannzosanHoii B [Terporpane MBanom Ilynu u ero xkenoit Kcenueit borycnasckoit B Hauane 1915 ropa.
B akcnozuuun «0.10» 3TH npou3BeeHus, NPeCTaBIsIONME COO0N GecrpeIMETHbIE KOJITTAKU U3 Pa3iIMuHbIX
MaTepUaoB, JEMOHCTPUPOBAIICE el lKpe. 371ech 1 pa3pasuiics CaMblil OCTPbIi KOH(IUKT Mex 1y ManeBuyeM
u TaTinvHbIM, He NOXKeNIaBLIMM NPUMKHYTh K IpyIIe CyNpeMaTICTOB U pa3MeCTUBLIAM CBOM PabOTb! OT/AEIBHO,
COIPOBO/MB UX COOCTBEHHbIM OyKjieToM. B 1916 rony TatnuH oprann3osai BeIcTaBKy «Maza3ur», B KOTOPO
NPUHST y4acTHe MOJIOfI0M, HeflaBHO npuexasimnii B MockBy 13 Kazanu Anekcanip Poguenko. MokHO cka3atsb,
YTO C 3TOr0 COOBITHSI HAYAJIACh UCTOPUS PYCCKOIO KOHCTPYKTUBU3MA, KOTOPBII UCHbITAJ CBOI pacLBET B KOHLIE
1910 - Havane 1920-x rogoB. Ero cyliHocTh 0Tpa3ui TJaKOHMYHBIN TATIMHCKUI JTIO3YHT « PeaabHblii mamepuan 6
Peanvnomnpocmpancmee!». Anexcanjp Poguenko, Anexcanyp BecHun BMecTe c ero 6paTbsaMu-apXUTEKTOPaMH,
JIro60Bb [Tonosa, Bapsapa Ctenanosa, SIkoB UepHUXOB U Ipyrie BbIIAOLLKECS PYCCKHE XYA0KHUKY MbITATIUChH
BOIUIOTUTH (DYHKLOHAIbHbIE IPUHLUIBI KOHCTPYKTUBUCTCKOI 3CTETUKH B ADXUTEKTYPHOM, O(DOPMUTENBECKOM,
XY/I03KECTBEHHO—TIPOMBILLIIEHHOM U ITPUKJIaIHOM TBOPYECTBE NEPBbIX JIET COBETCKOII BacTu. OfHaKo KpaiiHe
HU3KWI1 yPOBEHb 9KOHOMUYECKOI X TEXHUYECKOI 6a3bl, a TAKXKE HACTYMUB-LIAsl BCKOPE MOJUTHYECKas peakius
CBEJIM Ha HET MX PaH/MO3HbIE 3aMbICIIbl BCEOOLLEH PEKOHCTPYKLMY KU3HU U ObITA.

Bo3moxkHOCTb peanu3aiyu npeoGpa3oBaTellbHbIX Uell KOHCTPYKTUBU3MA, TAK XK€, KaK U IePCIEeKTUBbI pA3BUTHUS
ABAHTap/IHOrO CTAHKOBOI'O MCKYCCTBA, 00peJIH JIIIb yexXaBliye 3a py6exk BbIxofubl U3 Poccuu. K Havany 1920-
X FOfIoB cpefr HUX okazanuchk Bacuimmii Kanpunckuit, Mapk [laran, Msan [Tynu, Anekcanjpa Dkcrep, 6paTbst
Haym I'a6o u Antyan [leB3Hep, nokuHyBLIMe pouHy elle paHblue Muxauin JlapuoHos, Haranus ['onuaposa,
Anekcansip ApxuneHko, XauM CyTHH U UX MEHee UMEHUTbIE COOTeYeCTBEHHUKU . OHU COCTABUIIN LIENTYIO IIesiy
MacTepoB, YCNEIIHO pab0oTaBLIMX B XKUBOIKCH, T€aTpe, KHATe, MOHYMEHTAIbHOM UCKYCCTBE, IPENojaBaBLIIX
B yueOHbIX 3aBefieHusiX Ppanuyn u ['epmanuu. FIX TBOpYeCTBO OPraHUYHO BJIMJIOCH B OOLIMIA TOTOK MUPOBOTO
HCKYCCTBa, HO BMECTE C TeM, OHU OCTaBAJMCh HOCUTEJISIMU PYCCKOH XYIOXKECTBEHHO! TpaguLUM, [N1y60KO
NEepEeXXKUBAI TParuyecKue COOBbITUSI, BECTH O KOTOPBIX AOXOAWIM C UX POAMHBI. Tak camble JpamMaTHYeCKUe
no copepxkanuto npoussefienuss Mapka Illarana cramu oTkimkoM Ha Bemnmkyro OTedyecTBEHHYHO BOIiHY,
OIyCTOLIMBILYIO €ro pofHble MecTa. Tak Ajnekcanipa DKcrep, nepeskuBlLiast OKKynauo PpaHuumy B cTpajaHusIx
1 GEIHOCTH, BCE-TAaK/ HE CMEHMJIa CBOET0 IPAsK/JAHCTBA, OCTABIINCH COBETCKON NOJIAHHON, UTO [1/1s1 Hee 03Ha4asIo
NaTpUOTUYECKyt0 npefaHHocTs Poccuu. Ho B TO ke Bpemsi, oOpeTsi TBOPYECKYIO CBOOOAY, B OTIMYME OT
OCTaBILUXCS [I0 TY CTOPOHY MPaHULIbl COOTE€YECTBEHHUKOB, XY/I0>KHUKHU PYCCKO 3MUIPALX CMOTJIM TOJIHOLIEHHO
peanu3oBaTh CBOU crocoOHocTH. biaroapst 3ToMy CBsI3yIOLLAsi HUTh MEX/Y PYCCKOIl 1 MUPOBOIi KyJbTypoi
He Obu1a 000pBaHa NPU MX >KU3HU, @ UCTOPUYECKasi NaMsITh 00 X MUCCUM HEMAJIO IOMOIJIa BEPHYTh UCKYCCTBO
Poccun B MHTEpHAMOHAIIBHBINA XY/I02KECTBEHHBI KOHTEKCT CITCTSl HECKOJIBKO JECSITUIIETUI, B HALlle BpeMsl.
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Poter- Card Fcbergé

By Alena Miklaslova

tis an indication of its legacy, that even those unconnected to the art world will know the name Fabergé.

Evoking connotations of aristocracy and history, it has become synonymous with luxury and grandeur

across the world. Those who live and breathe art - and those who merely tolerate it - will know the name

Fabergé in equal measure. And almost certainly, it will be in connection to the elaborately crafted and
extravagantly expensive Easter Eggs that made the Fabergé name legendary. But how many know what lies in
the history of this name, and the man who stands behind it?

Although founded by his father, it was Peter Carl Fabergé who made ‘The House of Fabergé’ a household name.
‘When commissioned by Czar Alexander III to create a gift for his wife, he truly delivered. Instead of buckling
under the pressure, Peter Carl conceived the idea of an extraordinarily unique Easter egg gift which earned him
the title ‘Supplier to the Imperial Court’. This Imperial Egg, as they became known, would be the first of a line
of Fabergé Eggs created almost every year between 1885 and the demise of the Imperial Romanov family in
1917. Carl Peter Fabergé not only created intricate, elaborate art; he created an Imperial tradition that captured
a dynasty. For this, he holds a place in history as one of the most talented art visionaries of all time. So delighted
was the Czarina Maria Federovna with her gift, that the Czar commissioned one for each Spring thereafter, a
tradition followed by the Czar’s son after his death.

Fabergé Shop Interior 1910




Peter the Great Egg 1903

The Virginia Museum of Fine Arts
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ITetep Kapa ®dabdepike
I0OBesup Mimneparopckoro /IBopa
Ausiena Muknocasa

Yxe camo 210 nmst - Pabepke - U3BECTHO JJaXKe TeM, KTO JlajieK OT MHUpa MCKyccTBa. Bbi3biBast
accolLMalyy C ApUCTOKPATHEil 1 C UCTOPUEil, OHO CTAaJl0 CHHOHMMOM POCKOIIN Y BEIMKOJIETHs BO
BceM Mupe. M Te, KTo XMBET 1 IBIIINT UCKYCCTBOM, 1 T€, KTO K HeMy Ge3pa3/iyHbl, B PaBHON Mepe
3HAKOMbI C UMeHeM Padepke.

W moutn HaBepHsKa BCE OHM 3HAIOT 3TO MMS B CBS3U C W3BICKAHHO MHKPYCTUPOBAHHBIMH M GACHOCIOBHO
JIOPOTMMM TMAcXajbHbIMU SILAMM, cfienaBummu umsi Padepxke nereHpapibiM. Ho MHOrue nm 3Haror, KakoBa
HCTOPHUS 3TOTO UMEHH, M YTO 32 YEJIOBEK 3a HIM CKpbIBaeTCs?

Xots «[Jom Padepske» ObLT 0OCHOBaH ero oTHoM, uMeHHO [letep Kapn ®adepxke cienan ero 3uameHuThM. Korga
Laps Anekcanap III 3aka3an eMy co3uaTh HEOOBIUHBIN MOIAPOK /TS CBOEH LAPCTBEHHOI cynpyru, Pabepske
BBINOJIHUII 3aKa3 Ha coBecTb. HecmoTpst Ha orpoMHoe Hanpsikenue, [lerep Kapn paspaboTan ujero copepiieHHO
HEOOBbIYHOI'0 NOJAapKa — MAaCXalbHOrO Sila, IPMHECUIEr0 MY 3BaHUE «IIOCTABLIMKA UMIIEPATOPCKOrO IBOPa».

DTO «UMIEpaTOpPCKOe» SO (MMEHHO C TaKUM OTPENIeICHUEM 3TH SIila CTAIM U3BECTHBI) 0Ka3aJ0Ch MEPBbIM
B pagy sun Padepske, KOTOpbIe CO3AABAINCH UM MOUYTH KaKAIbIN TOf, HaunHast ¢ 1885 T. 1 BIUIOTH /10 MajieHus
cembu PomanoBbIX B 1917 1.
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Memory of Azov Egg 1891

The Kremlin Armoury Museum

[Terep Kapn dabepke co3fan HE TONBKO MPUUYIUBLIA U CIOXKHBIA BUJl MICKYCCTBA - OH CO3J1all UMIIEPATO-
PCKYIO TPaMLMIO, KOTOPasi yBJEKa IMHACTHIO. BOT movyeMy B UCTOPUM MCKYCCTBA €My TIPUHAMITIESKUT MECTO
OJJHOTO M3 CaMbIX TAJAHTJMBLIX MeUTaTesel, NPOBUALEB U TBOPLOB Bcex BpeMeH. Lapuua Mapust @enopoBHa
OblJ1a Tak JJOBOJIbHA MOJJAPKOM, UYTO LAPh MOCJE 3TOTO 3aKa3bIBasl HOBOe siilio Ha [lacxXy Kaskublil roji. A nocne
€ro CMEepTH TPAULMIO MPOAOIIKUII €TO ChIH.

CexpeT ycrexa MacXalbHbIX S| 3aKIIFOUAETCS] B TOM, KaK OHU 3aMMCTBYIOT TPAJMIMIO PYCCKON MaTPELIKn
U KaK OHM OTpaxKaroT uctopuio. SAina Padepxke - 3TO MCKIOUUTENBHO 3aTENIMBO COEAMHEHHbIE MOJIEThI
(paHTa3UM ¥ MACTEPCTBO.

Koraa nx oTKpbIBalOT, BHYTPH OKa3bIBAETCS MUHMATIOPHBII cloprnpu3. Hepenko Ha co3naHue KaXjaoro u3 HUX
yxoaua rofi. Kaxkioe s1iiiio yHUMKanbHO, M MX TailHbl HUKOT/IA 3apaHee He COOOLANINCh, HECMOTPSI Ha BCE BOMPOCHI
Hapeil — BIUIOTb /10 MAacXajbHOro yTpa, korja [Terep Kapn camonnuno rocTasisii cBoe usjienue.

slitno «Conoseit» (1911 r.) u3 HedppuTa, 30J0Ta, IMANU U OPUIUTMAHTOB OTKPBLIBAETCS] CBEPXY, U MOSIBISIETCS
TMIOKOILIMIA coNoBeit. B ipyrux sitnax momermarotcst Mofenn Tpanc-Cubupckoii xene3Hoii JOpOru, IMIEepaTopcKoin
axTbl «CTaHgapT», Y crieHckoro codopa, asopua B ['aTunHe, a Bo Bpemst BoitHbl - KpacHoro Kpecra u Bo¥ick.
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The ingenuity of the eggs lies in the way they borrow from the traditional Russian matryoshka nesting dolls
and in the way they capture history. The eggs are exquisitely wrought flights of fantasy and workmanship that
reveal miniature surprises when opened - and often took a year to complete from their conception. Each egg is
unique and themes of the eggs were never revealed before Easter morning when Peter Carl hand delivered them
- despite the enquiries of the Czars. The nightingale Egg (1911) of nephrite, gold, enamel, and diamonds opens
at the top and a singing nightingale appears. Other eggs house a model of the Trans-Siberian Railway, depict
the Imperial yacht-Standart, the Uspensky Cathedral, the Gatchina Palace and, during the time of war, the Red
Cross and the military. There is a poignant representation of what is now Russian history in the design of a
number of these eggs, which became more elaborate with every passing year as Peter Carl and his team sought
to out do themselves. Every year he succeeded; every year they captured history as much as they surprised
and pleased. It is a fact that no matter your age or knowledge of art, the Fabergé eggs have a beguiling and
fascinating effect.

Although he used his fair share of precious metals and gems, Peter Carl’s designs also relied heavily on the
semi-precious and indigenous stones and wood of Russia (such as the second to last Karelian egg made from
birch panels set in a gold frame). Under his leadership, he pushed forward the artistic boundaries of the time.
Famous for perfecting the technique of enamelling, Fabergé could produce some 150 different shades when
contemporaries had a maximum of 10. His brother Agathon, also played a pivotal role in turning the focus of
the House from the heavy, fussy pieces being made until that point, toward the fine, intricate items that would
ultimately be recognised as being of Fabergé style. And it was he who persuaded Peter Carl to take part in the
Pan-Russian exhibition where he would become the apple of the Czars’ eyes.

Known as ‘Objets de luxe’ among the Imperial court, the House of Fabergé also created many types of miniature
treasures for the Russian royal family over the last 20 years of their reign. Between 1885 and 1916, the Fabergé
workshops produced thousands of articles. When the House of Fabergé closed in 1917 as a result of the Russian
revolution, the factories had produced over 100,000 precious items. A total of 50 Imperial Easter Eggs are
believed to have been made and many experts consider them to comprise the most remarkable collection of
objets d’art in the history of the Western world. The craftsmanship is spectacular - Fabergé was a visionary
who demanded nothing short of perfection from his team of master craftsmen. He certainly knew what he
was looking for, having been apprenticed to several respected goldsmiths in Frankfurt, Paris and London.
He also spent several years being mentored by his father’s work master before taking over the firm aged
26 - effectively having spent eight years in study. He also volunteered at the Hermitage Museum, where he
catalogued, appraised and restored treasures of the Czars — no doubt allowing him opportunity to learn from and
be inspired by, some of the greatest art in the world.

Following their departure from Russia due to the Revolution and the effects of the First World War, the
Fabergé family was scattered and lost control of its business. Sadly, the House of Fabergé was nationalised
and dismantled. Peter Carl Fabergé died not long after fleeing to Switzerland, devastated by the events in his
beloved Russia and the fate of his life’s accomplishments. Reflecting the atmosphere of the times, Peter Carl
had hoped to assuage the discontent with the monarchy with his last two eggs. However, neither of these was
ever delivered.

Though the value of the Fabergé eggs and other items was temporarily lost following the Revolution and
Stalin’s stay in power, the imense power of this legacy was witnessed in December 2007 when Christie’s sold
the most expensive Fabergé egg for £8.9 million. Created for members of the French Rothschild banking family
in 1902, it is thought to have remained undocumented due to the destruction of the Fabergé archives. The egg
is a decorative clock with a diamond-set cockerel that pops up on the hour and is also the most expensive
timepiece ever produced and the most expensive Russian object.

Famous owners of Fabergé eggs include King Farouk of Egypt, the Queen of England, Viktor Vkesleberg,
Malcom S. Forbes and Prince Albert II of Monacco.
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Hillwood Museum, Washington D.C.




EcTb uTO-TO meuanbHOE B TOM, KakK MPOCTYyNaeT uctopus Poccun B KOMMNO3UIMSIX M y30pax HEKOTOPSIX U3
nacXalbHBIX SIUL, KOTOPbIE C KaXK/bIM I'OJIOM CTAaHOBUJIMCH BCe 00Jiee N30LPEHHBIMU, IO Mepe Toro, Kak [lerep
Kapu 1 ero nomouHuku crapanich npeB3onT camux ce6st. Kask/piit roj Obu1 i1st HUX ycnelnHbiM. Kaskblil roj
OHU OTpasKaa UCToputo. Y yIuBIsIM, U JOCTABIISIIA PAJIOCTh. DTO (DakT, YTO HE3ABUCUMO OT BAILIEro BO3pacTa
WJIM TIO3HAHUI B UCKYCCTBe siiila Padep:ke MMEIOT OTBIICKAIOLINI U 3a4apOBbIBAIOLIMI 3(PPEKT.

Xorst HeTep Kapn UCIOJIB30BAJI B CBOUX KOMITO3UIUSAX MHOT'O Jparoge€HHbIX METAJJIOB U KaMHel, OH HIMPOKO
OnUpaJicss U Ha MNOJYJAparou€HHbIE KaMHU, a TaKXKE€ Ha MECTHbIE MUHEpAJbl U JIPEBECUHY Poccumn. TaK,
npeanociieHee, KapeHLCKOG ﬂﬁHO, U3roTOBJICHO U3 GGPGSOBBIX MaHesen, 3aKJIFOYeHHBIX B 30JIOTYIO paMKYy.

PyKOBOHﬂ CBOMMU MaCTEPaMU, OH Pa3/IBUHYJT XYTO>KECTBEHHBIE 'PAHULIbI BDEMEHU.

CI>a6€p>Ke MPpOoCJIaBUIICSA YCOBEPLIEHCTBOBAHUEM TEXHUKHW SMAJIU U ITPOU3BO/JUJT OKOJIO 150 Pas3/IMYHbIX OTTEHKOB,
TOTla KaK €ro COBpEMEHHUKU MOTJIN U3TrOTOBJIATE HE GoutbIiie JecsaTKa.

Ero 6par AragoH Takke cbIrpas KJIOUEBYHO poOJib B OTKa3e «JloMa» OT M3rOTOBJIEHUS TSKEJIOBECHbIX,
MAaJIONpPUBIIEKATEbHBIX U3/EJINIA, KOTOPbIE OHU BBIMYCKAJM, C TEM YTOObI COCPEOTOUUTHCS HA YTOHUEHHBIX,
3aTeMMBLIX 00pa3iliax, KOTOpbIe B KOHEYHOM CUeTe CTasM NMpU3HaHbl pabotamu B ctusie Padepske. iMeHHo oH
yroBopua [lerepa Kapna npunsts yuactue Bo Becepoccuiickoii BbICTaBKe, Ha KOTOPOI TOT MPUBJIEK LIAPCKOE
BHUMaHUE.

«JTom Padepske» co3/1al Tak>Ke MHOT'O JIPYTUX TUIIOB MUHUATIOPHBIX LLIEJIEBPOB JIJIsl POCCUICKON LIAPCKOI CEMbU
B TeueHue nocyeauux 20 jet ee npasieHusi. Cpeiu UMNepaTopckoro ABOpa OHM ObLIM M3BeCTHBI Kak «Objects
de luxe» («mpegMeThbl POCKOLLN» ).

Mexxny 1885 u 1916 rr. mactepckue Pabepzke npoussenan Thicsauu usgeauil. Korga B pesysbraTe peBoIOLUN
«JTom Padepske» 3akpbuics B 1917 r., obliee KOJIMYECTBO U3rOTOBJICHHBIX LEHHbIX M3/IEJNII COCTABUIIO Goee
100 000.

CunraeTcs, 4To Bcero Obu10 U3roroneHo 50 VmmepaTOpcKuX NMacXallbHbIX SIML, U MHOTWE CHELMAaJUCTbl
OTHOCSIT UX K HanboJiee 3aMeyaTesbHON KOJIEKLIMK IPEIeMTOB UCKYCCTBA B UCTOPUHM 3amajjHoro mupa. Kauectso
paboThI, MACTEPCTBO OucTaTeNbHbl. Padepke 0071a/1al yHUKAIBHBIM Yy TheM U BUJICHUEM U TPeGoBas OT CBOMX
MacTepoB coBeplleHCTBa. OH TOYHO 3HAJI, YEro XOTell, OO NOObIBAN YyUYeHUKOM-TIOIMACTEPLEM Y HECKOJIbKUX
yBaxKaeMbIX 10BeaupoB Bo Ppankdypre, [Tapuxke u JIongone. OH Takke npopaboTan Ha NPEANpPUSITUI CBOETO
0TI MOJ1 HAYAJIOM CTapIIero MacTepa, Mpexje YeM MpUHATL Opa3Jibl MpasiieHus: B Bo3pacre 26 net. Becero o
MpoBeJ BOCEMb JIeT B MogMacTepbsix. OH BbI3BAJICS MOMOraTh B My3ee DPMUTaXKa, IJle COCTABJIS KaTallorH,
JeJall OUEHKU M PecTaBpUpOBall LAPCKUE COKPOBUILA. DTO, HECOMHEHHO, 1aJl0 €My BOCMOXKHOCTb W3yUYMUThb
HEKOTOpble BeJMyaiiiye o0pasLibl MUPOBOIO UCKYCCTBA. DTO XKe U BIOXHOBUIIO €ro.

IToxkunyB Poccuto B pesynbraTe peposmouuu U nocnefctsuil IlepBoil MupoBoil BoiiHbI, ceMbs Pabepske
oKasaslach pa30pOCaHHOM 10 CBETY U NMoTepsijia KOHTPoJIb Haj| 6usHecoM. K coxkanenuto, «[om dadepske» Oblin
HalOHaNMM31poBaH 1 pasorHad. [lerep Kapn ®abepske ymep Bckope nocie 6ercrsa B llBefinaputo, pa3ouThiit
CcOoOBbITUSIMU B ero Jooumont Poccun u tparmueckoil pa3Bsizkoii jiena Beeit ero xxusnu. Orpaskasi armocepy
BpeMenH, [letep Kapu Hajiesticst cMSIrYUTh HEIOBOJILCTBO MOHAPXHUETH C MOMOLLBIO MOCTIEAHUX ABYX siuL]. OfHaKo
HU OJIHO U3 HUX HE ObIJIO 3aKOHYEHO.

Xotst croumocTs stuy, Padepyke M APyrux m3jieauit Oblla BpEMEHHO Ha CMajie Mociie PeBOJIOLMKM U Nepruojia
CTaJIMHCKOTO TMPABJIEHUsI, OPPOMHAsl CUJIa 3TOrO Hacyeyusl Obula 3acBUjEeTeNbCTBOBaHA B jiekadpe 2007 r.,
Korja Ha aykuuoHe Kpuctu 6bu10 npojiaHo camoe jioporoe siiio ®adepske - 3a 8,9 MummonoB ¢gyHnTos. OHO
ObLJI0 CO3/IaHO ISt cCeMbU (ppaHLly3ckux 6aHkupoB Porimmiba B 1902 r. CunraeTcs, YTO Ha HErO HE OCTAJIOCh
JOKYMEHTOB, TIOCKOJIbKY apXuBbl Pabepske ObUTM pa3pylleHbl. S0 TpeicTaBiIsieT coOoil JIeKOPATUBHBIC
Yachl ¢ METYNIKOM, MHKPYCTUPOBAHHLIM OPUJIJIMAHTAMHU, KOTOPBIN BBICKAKMBACT KaxKblii yac. OHO Takske
SIBJISIETCS] CAMBIM JIOPOTMM YaCOBBIM MEXaHU3MOM KOTVIa-JINOO0 U3rOTOBJIEHHBIM, M CAMBIM JIOPOTHM POCCHICKIM
U3JIETIAEM.

3HameHuTble Biasenslp! sl Padepxke: koponb Erunra ®apyk, koponesa bpurtanuu, Buktop Bekcensbepr,
Maunskonsm C. ®op6e u npuni, Monako Ansoept I1.

74






By John & Kathy Wurdeman

“They served their very own understanding of perfection, beauty and truth. They did it faithfully, selflessly and
with the highest level of honesty. They were people of absolute artistic integrity completely devoted to their
‘Immortal Beloved’ - the Art of Painting. This is why their works struck a chord with the people at the time - just
as much as they will forever. They left a lasting legacy”.

Alexey Steele - Artist and Soviet Art scholar on the Soviet realists.

ow does a society recognise and value masterful art that instils a transforming insight in the viewer?
How did an art school that was dismissed in the West come to be considered the most important
Realist school of the 20th century? Western art historians are now re-appraising misconceptions
and igniting appreciation for the time-honoured tradition of Soviet and Russian Realism.

An important aspect of Marxist thought embraces the belief that a government that is changing into a utopian
communist state must break from the traditions of the past. The Bolshevik Revolution of 1917 offered such an
opportunity for non-representational artists to lay claim to the need to sever ties to traditional art movements,
including what was being taught in the Russian art academies as well as the art of the remarkable revolutionary
artists known as the ‘Itinerants’ or ‘Wanderers’ who had previously left the academy. Once the Realist academies
were dissolved, the ‘Futurists’ took over leadership of the Russian Museums and art unions. Kasimir Malevich
(1878-1935) created his famous black square and claimed it was “the period - the end of art” . Scores of wealthy
Russians (with their art collections) as well as Realist artists fled the country. To a great extent, this exodus of art
and artists provided the Western auction houses in years to come with their inventory of Russian works.




HU CAYHCUAU CBOEMY COOCMBEHHOMY
NOHUMAHUIO ~ COBEPULEHCMEBA,  KPd-
« combt u ucmumol. Onu 3mo Oeaaru

npeoanHo, 6ecKopbicCmHO U abcoa-
IOMHO  npasouso. IAmo  Obiau AU AOCOAOMHOLL
XY00HCECMBEHHOU  UeAOCMHOCIU, NOAHOCMbIO NpPeO-
aHHble UX «BEYHOI BO3MOONCHHOU» - UCKYCCMBY
acusonucu. Bom nouwemy ux pabomor 3ampomnyau 0yuiu
A00ell MO0 6peMeHu 6 MAKoU e cmenenu, KaK u
ceuuac. Onu ocmasuau 3a cobol HacaeOue HaA 6ce
epemena.»

Anekcen Ctuib
XyJIO)KHI/IK, n I/ICKYCCTBOBC)I , CIeuuaJucCT Mo COBCTCKOMy
peaym3my.

Kak oOuecTBo Ono3HaeT M OLEHUBAET HUCKYCCTBO,
KoTopoe npeodpaxkaeT 3puress? Kak Tak nomyuunocs,
YTO HanpaBJIeHHe MCKYCCTBa, OTBEPrHyTOe 3anajoM,
CUMTAETCSl TENepb CaMOW  3HAYUTEJILHOM  LLIKOJION
peamu3ma XX Beka? [leMCTBUTENBHO, 3a IOCJEAHUE
JeCsITb JIeT, WCKYCCTBOBEAbl M KOJUIEKLMOHEPhI Ha
3anaje 3aHMMAlOTCS [EpPEeOLEHKON CTEepeoTHIOB, a
TaK>Ke C GOJIBIINM 3HTY3Ma3MOM OTHOCSITCS K TPAJIALIAN
COBETCKOI0 M PyCCKOro peaju3ma.

Baxknpii  acmekT MapKCHCTCKOW — MBICIH
oTpaxkaeT HJel0 O TOM, YTO TOCYAAapCTBO,
nepexofsiiee B CTIMIO  YTONMAYECKOrO
KOMMYHHUCTHYECKOTO TOCY/lapCTBa, JIOILKHO
TopBaTh c TPaIALMSIMI TIPOILIITIOTO.
Bonbesucrckast  pepomouust 1917 ropa
Jana BO3MOXKHOCTH XY/IOSKHMKAM Hepeaun-
CTHYECKOTO HAIpaBJIeHUsI OCYIIECTBUTH 3Ty
e, A MMEHHO - TNOpBaTh C TPAAULHSIMA
MPOIIJIOTO, PEe3KO OTONTH OT BCEro TOro,
yeMy 00ydJaJi pycCKUe aKajieMIn XY/I0KECTB,
a TakKe OT TPAMLIMI 3aMevaTelTbHbIX
PEBOJTIOLMOHHBIX XYJI0>KHHUKOB, paHee
TIOKMHYBIIMX AKaJIeMHIO M W3BECTHBIX Kak
«[lepedsuxcruru».

Kak ToOnbko akajemMmy peanucTUYECKOro
HUCKyCCTBa  OBbIIM  3aKpbIThI, (PyTypUCTBI
NPULLIY K PYKOBOJICTBY PYCCKUMU MYy3€sIMU 1
COI03aMH XY/IO’KHUKOB.

Kasumup Manesuu  (1878-1935)  cospan
BCEMHMPHO W3BECTHBINI YEpHBI KBajpaT W
HAMCAN «MOYKA - KOHel, UCKYCCMBY».

MHorue 6oratele pycckue (CO CBOUMU KOJlIe-
KUMAMHA) W PEATMCTUYECKHE  XY[OXKHUKI
6erkany U3 cTpaHbl. B 3HaunTeIbHOI CTENneHn
STH XYMOKHUKM W TPOU3BENIEHNs] W3 3THX
KOJIJIEKIMI 00eCevni 3anajiHble ayKIMOHbI
PYCCKIM MCKYCCTBOM Ha MHOTHE TOfIbI.
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) "‘-\] In 1929, Stalin had consolidated his power
and realised that the Soviet Union needed
an educated class. He stated “Art should
be realistic in nature and Socialist in
content,” creating the foundation for the
Realist to again restart the academies,
control the art unions and direct the
museums. The capital had moved to
Moscow and many of the most talented
Realist Artists from the former centre of
the arts, St. Petersburg, were encouraged
to teach at the Moscow School of Arts,
renamed the Surikov Institute - a graduate
school. There was also a resurrection of
the St. Petersburg Academy, which was
renamed the Repin Institute.

The artists of this period believed that
they were essential participants in
k- helping to create a utopian system for all
people. They were strongly encouraged
to create works that depicted war heroes,
government leaders and workers as noble
champions of the people. They were
instructed to paint subjects that spoke of
the government’s ideals. The first Soviet
B i era Realist exhibitions primarily displayed
; :.;, - war heroes and leaders of the revolution.

In a note concerning the show, Stalin
wrote: “This show is wonderful, but do
not paint any military heroes for a while” .
The Soviet Realists then, after much discussion, decided that the future was dependent on the country’s children.
Consequently, the following exhibition was full of children - receiving awards, trying on new dresses or learning
a musical instrument. The paintings depicted the child’s thrill of achievement and prosperous happiness. Soon,
all union shows settled into a rhythm of many subjects, with landscapes becoming the most displayed, followed
by the ‘Leaders and Worker as Hero’ works. The art unions were self-policing. Paintings that depicted the
Soviet system in a negative way were discouraged and put the artist in a precarious position.
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B 1929 rogy CramvH 3axBaTWI BIAaCTh, 4 TAKXKE OCO3HAN, YTO TOCYJApCTBY Hy>KEH KjlacC 0Opa30BaHHBIX
mopeit. OH 3asBUII, YTO <UCKYCCME0 OOANCHO OblMb PEAAUCUHHBIM NO NPUPOOE U COUUAAUCULECKM NO
€00epICanLto», TEM CaMbIM CO3/1aB OCHOBY /71l BO3POXK/IEHNs INIABEHCTBA PEalli3Ma B aKaJIeMusiX, TBOPUYECKMX
COM03axX M My3esiX.

Cronuua 6bl1a nepesefieHa B MOCKBY , ¥ 00J1b11I0€ KOJTMYECTBO HauboJIee TalaHTIIUBBIX XY/I0>KHUKOB-PEAIUCTOB
nepeexamn u3 [lerepGypra B MockBy juisi TOro, 4ro0bl mpenopaBaThb B MOCKOBCKOI IIKOJE WCKYCCTB,
nepenMeHoBaHHON B MHCTUTYT MM CypkoBa. Takyke mponcxXoauT Bo3poxkjieHue [letepOyprckoil Akagemnn
XYJIO3KECTB, epenMeHoBaHHol B MIHcTHTYT MM Permua.

Xy/IOKHVKH 3TOTO TIePHO/Ia BEPHIIM B TO, YTO OHW B COCTOSIHAM CIIOCOOCTBOBATH CTPOMTENLCTBY TOCY/IAapCTBa
- yrormu. [loompanoch co3faHne KapTHH, N30paskalolIMX TIepOoeB BOWHBI, NMPABUTEILCTBEHHBIX JesTelneil
7 pabourx KakK 3aciTy>KEeHHBIX JIIOfIel, TOCTOMHBIX TofipakaHus. XyIOSKHUKOB OPUEHTHPOBAIN HAa CO3jIaHUe
TIPOM3BENICHNII, OTPAKAIONMX TOCY/APCTBEHHbIE Wiealbl. [lepBble BBICTABKM peasii3Ma COBETCKON 3pbl B
OCHOBHOM TPEJICTABIISUIN TTOJIOTHA, N300paskarollife repoeB M JIMIepOB PeBOIONMK. B oT3biBe 06 ofHOI U3
BbIcTaBoK CTanvH nucai: «Bvicmaska 3ameuameavrasn,Ho Noka 6oavbuie He pUcyiime 2epoee».

XYI0KHUKU-PEAUCTbl COBETCKOrO NMEpUOa MOHMMANM, YTO Oy/yllee CTpaHbl OCHOBBIBAECTCS Ha €€ JIeTSX.
[TosToMy MHOrme KapTUHbI C BBICTABOK TOrO BPEMEHM WM300pa’kKaloT feTel, 3aHUMAOLIUXCS MY3bIKOI,
MOJIyYarOIIMX Harpajbl ¥ Tak fAajee. DTO ObLIO UCKYCCTBO, BOCIHEBAIOLLEE CYACTIMBOE JIETCTBO U PajlocThb
JIOCTUSKEHUIA .

BCKOpC BLIpaGOTaHCﬂ KpYyTr TEM BCECONO3HbIX BLICTABOK, I'/IE HA IEPBOM MECTE ObLIN TeN3aKu, 3a KOTOpbIMU
CJ1eJoBAJIA NPOU3BE/ICHUS, I/I36pa>KaIOH.II/IC JIMAEPOB 1 pa6otmx KaK repoes. TBOp'-ICCKI/Ie COIO3bI OCYLIECTBIIAIN
BHYTPEHHIOIO LIEH3YpPY. Heno3BosmrensHo ObIIO I/I306pa)KaTI) BCE TO, YTO HEraTMBHO OTPaAKaJIO HOBYIO
COBETCKYIO CUCTEMY .




The first Soviet era students of the newly created art academies had their education interrupted by the German
invasion of Russia during World War II. The steps that the Soviet Union took to support these artists were
unprecedented in world history. The authorities so revered their greatest artists that they refused to allow them
to join the military. When they felt that Moscow might fall to the Germans, the government evacuated the most
talented artists to Samarkand, Uzbekistan where these artists continued their studies. Indeed, many of the most
gifted and recognised Soviet Era educated artists, including Yuri Kugach, Olga Svetlechnaya, Valisi Nechitailo,
Gennady Korolev, Viktor Tsyplyakov, Olga Ludevig, Nikolai Sergeyev, Alexander Liech Fomkin and Andre
Tutunov were involved in what is now known as the Great Evacuation. The legendary artists Igor Grabar and
Sergei Gerasimov taught most of these Surikov students. Both the professor’s and the graduates’ works went on
to have respected representation in many of Russia’s museums.

Upon returning from Uzbekistan and graduating from the Surikov Institute, Yuri Kugach and his wife Olga
Svetlechnaya founded one of the most important art movements of their day called The Moscow River School.
This influential movement felt the greatest works of art were paintings with ‘atmosphere’, defined as realistic
colour and form in space, together with feeling. The artists of this school include the legendary Nikita Fedosov,
Nikolai Dubovik, Ivan Kugach, Nikolai Kozlov, Mikhail Kugach and Nikolai Sergeyev. These artists used
terms to describe their paintings such as honesty, unity and truth. They disliked contrast and ‘tricks’. They
believed in consummate technical adeptness, the love of capturing subtle variation of colour and the simple
clarity and truthful portrayal of life. Artistic quality was of utmost importance.

Edgar Degas’ statement: “Painting is easy when you don’t know how, but very difficult when you do” would
have resonated with The Moscow River School artists. They were contemptuous of ‘playing to the market’” and
a ‘Haltora’, (a work that was created for the money it would bring) being the primary motivation, discredited the
creator. A painting that had been ‘licked’ (meaning a sheen had been added before displaying it) was disdainful
as well. Their training, vision, passion for excellence and self-criticism gave them a platform to excel.

O6pa3zoBaHie TNEpPBbIX CTYJAEHTOB COBETCKOW 3MOXM BO BHOBb CO3[]aHHBIX aKafeMUsIX MCKYCCTB ObLIO
npepBaHo BTOp>KeHueM ['‘epmanum B Poccuto Bo Bpemss Bropoit muposoit Boitnbl. Coetckuil Coro3
NpefnpuHsin Gecrpele/ieHTHble B UCTOPUM IIarW MO MOffIepXkKKe 3TUX XY[OXKHMKOB. Bractu ocBoGopumm
GOMbLIMX XYAOXHUKOB OT BOEHHOro npusbiBa. Korma MockBa okaszanach 1moj yrpo3oil 3axBarta (halmcTami,
MPaBUTEILCTBO 3BAKyMPOBAJIO Hanboliee TaNaHTIMBBIX XYHOKHUKOB B ropop CamapkaHji B Y30eKucTaHe,
Ifle 3TN XY[OKHUKM MPOJOIKANM 3aHATHS. [IefiCTBUTEIbHO MHOTHMe Haubosiee TalaHTIMBbIE U MPU3HAHHbIE
XYJ0XKHUKH, MOJTyYMBILINE 00pa30BaHNE B COBETCKOE BPEMSI, HAXO[UJIUCH B 3BaKyallly, KOTOPasi HbIHE N3BECTHA
kak Benwmkas Dpakyauusi. D1o HOpuit Kyrauy, Onabra Ceernmunas, ['ennapmii Kopones, Onbra Jlropesur.
Hukonait Ceprees, Anexcanap Wnbny ®omkuH n Axpapeit TyTyHOB.

Jlerennapuble xynoxkHuku Mropb I'paGapb u Cepreit ['epacumoB Obuti mpenopaBaTeIssMM MHOTHX M3 3THX
ctyfeHToB MHCTUTYTa UM CypukoBa. PaboTbl Kak mpenopaBateneil, Tak ¥ CTYJAEHTOB B [aJbHENIIEM OblIn
NpefICTaBleHbl BO MHOTMX My3esix Poccun. Ilo Bo3Bpaiienun n3 ¥Y30eKHCTaHa U OKOHYAHUM MHCTUTYTA WM.
Cypukosa, I0puit Kyrau ¢ sxenoit Onbroit. CBEeTIMYHOI OCHOBAJM OfJHO U3 CaMbIX Ba’KHBIX HamNpaBJICHUI
MCKYCCTBa TOTO NMEPUOfa MOJ| Ha3BaHUeM «Akademuueckas oa4a». XyAoXKHUKU 3TOTO BIUSTENLHOTO Hampa-
BJICHUSI IPUIEPXKUBATIMCH MHEHHSI, UTO CaMble JTyYIlne KapTUHBI MOJHBI «ammocgepul» , KOTOpasi ONpejiesisiiach
KaK pealCTU4ecKoe n300paskeHne Kpacok 1 popM, B COUETAHUH C IMOLMSIMU.

K sromy nHanpaBnenuto nmpuHajiexanu nerenjapible Hukura ®epnocos, Hukonait [1y6osuk, MBan Kyrau,
Hukonait KosznoB, Muxaun Kyrau, u Hukonaii CepreeB. DT XyHOXKHUKM NPU ONUCAHMM CBOMX KapTHH,
HCMOJIB30BAIM TEPMUHBI ‘UCTUHA’, ‘UCKPEHHOCTH U ‘eAMHCTBO . OHM C MOJI03pEHIEM OTHOCUITCH K KOHTPACTy
u «yaoekam». OHM BEpUIM B TEXHMYECKOE MACTEPCTBO, B JIIOOOBbL K Mepejlaue MallefllinX OTTEHKOB IIBeTa
U B 4eTKOE U MpaBiuBoe u3bpaxkeHne >Ku3Hu. OHU NMPUIePXKUBATINCH CEHTEHIMK [lera o ToM, YTO pHUCOBATh
JIErKo, KOTJja He 3Haelllb KaK, a KOr/la 3Haellb - OUYeHb TPYAHO. [IJIst 9TUX XyI0>KHUKOB ObIIO HEMPUEMIIEMO
«noobiepbieams puiHky». OHU HEeHaBUAEIM «xaamypy» (paboTy TOJbKO paau jeHer). Takxke npeHeOpesk-
UTEJIbHO OTHOCUIIMCH K OOBbIYal0 MOKpPbIBATh KapTHHY CIIOEM Jllaka, mepej akcrnosunueil. MIx mpeBocxopHoe
o6pa3oBaHKe, BUJIEHNE, TIbIIKAask TPUBEP>KEHHOCTh MPUHIUIAM, YMEHIE KPUTUUHO OTHOCUThLCS K ce6e - BCe 9TO
ObIJIO OTIIMYHOI MAAT(OPMOI [JIsT COBEPLICHCTBA.
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In the West, the most revered artists rarely taught in university, whereas in the Soviet Union it was deemed
a great honour for the most accomplished artists to pass on their knowledge. The resulting position of being
a pre-eminent artist and a professor was one of the most prestigious positions within Russia. Such professor-
artists were extended many benefits, including finer apartments and large private studio space in preferable
locations. They also influenced art direction and architectural policy and taught at Russia’s most distinguished
art academies - the Surikov Institute and the Repin Institute. These two graduate universities offered 6 years of
intense, competitive, old world, traditional training to the best students that had already finished a competitive
four year preparatory college.

An extension of the rigorous academic training of the period was the prolific painting of oversize works known
as ‘Kartinas’. As the most skilled Realist understands, it is exceedingly difficult to paint a massive multi-figure

painting and have it hold together. The Russian school was unique in the copious number of Kartinas that were
produced. More than one art scholar has stated that the Russians created, in finer large works, what the Western
Realist schools were able to create only in smaller works (during the same time period).




Ha 3anmajie He NpUHSATO YTOOBI BBIIAFOLIMECS] XYAOKHUKI
MpernojjaBal B aKajleMUy WM YHUBEPCUTETE, TOIfa Kak
B CoBerckoM Coro3ze 3TO cuMTalioch yecThbto. CoueTaHue
BBIIAIOLINIICS  XYJJOKHMK 1 Tpodeccop ObLIO  OJHUM
n3 Hambollee TPECTIDKHBIX. XYIOKHUKH-TIpodheccopa
MOJIb30BAJIUCh  JIbIOTAMU  CBOETrO  TOJIOXKEHUSI: B UX
PacTopssKeHNN OBbIIIM XOpOIHe KBAapTHPbI C OFPOMHBIMA
CTYMsIMI B XopoleM pafioHe. OHM Tak:Ke OKa3bIBaIn
BIMSTHYE HA (POPMHIPOBAHNE MONMTUKK B OOJIACTH Pa3BUTHS
SKUBOTIMICY M apXUTEKTYpPbI, W TIPerojilaBaii B HanboJiee
MPECTIKHBIX  aKaIeMUsIX  XYJOKEeCTB - HWHCTUTYTE UM
CypukoBa 1 uHctuTyTe UM. PenmHa DTu Be akajgemuu
npeiaram 6 JIeT WHTeHCHBHBIX 3aHSATHII O MeTojiaM
CTapbIX MacTepoB JUIsl 0CO00 OfapPeHHBIX XYIOSKHUKOB,
KOTOpbIe yKe TMpOIUN YeThIpeXJeTHee 00pa3oBaHWE B
XY/I0>KECTBEHHOM LIKOJIE.

IMo 3aBepmieHnn OOyuYeHWsI WM TpeAJIarajyd HanmcaTh
pPaboThI OPOMHBIX Pa3MepOB, KOTOPbIE YacTO HA3bIBAIINCH
«Kapmunor». JIt060i1  Xy[OKHUK-PEANUCT 3HAaeT, Kak
TPYAHO CO3[aTh paboTy OrPOMHOro Maciutada ¢ OOJbIIMM
KoJyecTBoM uryp. Pycckast mikona peanus3ma yHUKallbHA
B TOM, KaKoe KOJHMYECTBO TaKMX KapTWUH OBbLIO CO3/aHoO,
He opmvH KpWTHK-MCKYCCTBOBE 3aMETWJI, UTO PYCCKHM
peamictaM yHaloch JOCTUYb COBEpLICHCTBA MMHChbMa
B CO3/JaHMM OTPOMHBIK KapTHWH, TOIJ]Aa KakK 3arajHbIM
XYJOKHMKaM 3TO YJaJIoCh TIPU CO3JIaHWM PadoT Malloro
maciuTaoa.




With Perestroika and globalisation, what has remained of this extraordinary link to the artistic traditions of
the Old Masters? Dr. Jack Rasmussen, Director and Curator of the American University Museum where the
exhibition Kugach, Kugach, Kugach recently hung, wrote, “It is fascinating that ‘Uplifting and Utopian’
Russian Realism continues to flourish, unapologetic and breathtakingly...” To this end, The Moscow River
School, which disbanded a few years ago, is presently being re-established with academician Mikhail Kugach,
the son of the original founders and a very masterful Realist artist, as a leader. He is inviting back the most
skilled of the former members who paint within the definition of the school as well as other top artists who have
the competency to create ‘quality, honest works’. There is also a relatively new school of highly-awarded artists
called The Romanticists.

This school is strongly supported by the Russian Art Union, the biggest art union in Russia today. Some of
the most important artists in this group include Alexey Sukhovetsky, Mikhail Abakumov, Gennady Pasko,
Yuri Greshenko, Vladimir Telin, Vyacheslav Zabelin and Sergei Gavrilyachenko. As the name of this group
implies, these traditionally trained artists deviate from the principals of the Moscow River School with a more
individualistic influence in their works - but are all academically trained Realists.

Dr. Vern Swanson, director of the Springville Museum of Art and author of many books on Soviet Realism adds
that “Socialist Realist art is the highest form of artistic Knowledge of reality.” The remarkable tradition of the
Soviet and Russian school of Realism continues to live and thrive today.

John and Kathy Wurdeman are Directors of Vision Art Fund (an investment fund that works solely with
finer Russian Realist works) and Proprietors of Lazare Gallery, representing the Moscow School of Russian
Realism.




B Haute Bpewmsi, Bpemsl epecTpOiiK U INIo0AIM3aL|d, YTO OCTAIOCh OT YAMBUTENILHON CBSI3U C TPaULUSIMU
crapeix MactepoB? JIxkek PacmycceH, aupekrop My3es AMepUK3H YHUBEPCUTH, Mucaj MOCJE BbICTaBKU
«Kyzau, Kyeau, Kyzau»: «Bbvisvieaem eocxuwjerue, umo YMONUHUECKUU DYCCKULL Peaiusm npoooaxcaenm
npoysemamv, HACMOAbKO, YMO 3AX6aAMbléaem OYX....»

N xots Kpyr «Axkademudeckan oava» pacnajcsa HECKOJIBKO JIET Ha3a/l, CEro/iHs INPOUCXOIUT €ro BO3POKAEHNE
noJ1 pyKOBOJACTBOM TAJIAHTJIMBOI'O XYJIO>KHHKa-peaancTa Muxanna Kyraqa, CbIHa OCHOBareJiell KoJbl. OH
npurjlacuji B TBOp4YECKOe 06’bC)II/IHCHI/IC XYHAOKHUKOB «MOCKBOpC‘{LC» HanboJiee ONBITHBIX OBIBIIMX YJICHOB
Kpyra, B Ybux pa60Tax TMPOCJICKMUBACTC CTUJIb IIKOJIBI, 4 TAKXKE IPYrUX XyJ10>KHUKOB, CMOCOOHBIX CO3/1aBaTb
«Ka14ecmeeHHble, YeCmHble pa60mbt».

TaksKe CYIECTBYET CPABHUTENILHO HOBasl IIKOJA MPU3HAHHBIX XYIOXKHUKOB TOJ| HA3BaHUEM «Pomanmuku».
DTa 1IKOJa MOJIB3yeTCsl CUIIBHON TOIIePsKKOil co cTopoHbl Coro3a Xy0sKHUKOB Poccuy, caMoro KpyIHoro
XY/IO3KECTBEHHOTO OOBE/IMHEHNS] Ha CETOJHSILIHUIA /ICHb.

Hau6onee 3HaunTeNbHbIE XYAOXKHUKY 3TOM rpynmnsl - Anekceil CyxoBeuxuit, Muxaun A6akymos, I'eHHaguit
IMacko, 0pwit I'pumenko, Baagumup Tennn, Bsiuecnas 3abemnn u Cepreii 'aBpunsuenko. Kak cnemyer
U3 Ha3BaHWUsI TPYMIbI, 3TH XY/JOXKHUKKM OTXOMAT OT NPUHLMIOB Kpyra «Axaoemuueckoii Oaqi» B TOM IUIaHE,
YTO B X paboTax CUIIbHEE BJIMSIHME WHAVMBHYAIbHOIO BOCTIPUSATHS, HO BCE OHM PEAIMCTHI C aKaleMIYECKUM
00pa30BaHKEM.

Kak ckasan Bepn CBaHcoH, aupeKTop XyHOXKECTBEHHOro Mys3esi ropoja CHpUHTBMILI, a TaKXKe aBTOp
MHOTOYHCIIEHHbIX . KHHT 110 COBETCKOMY peaim3My: «HCKyccmeo co6emekozo peaausma - ano ebicudsn popma
XY00IHCeCmMBEHHO0 NOSHAHUS PEANbHOCTU.»

3amMeyvaTesbHas TpaguLst COBETCKOI'O U PyCCKOr'o peann3ma nNpojoJIKaeT >KUThL U pa3BUBATLCA CET'O/IHSI.

Jxon u Katu Bypaeman

Hupexmopot Busicn Apm @ano, uneecmuyuontozo ponoda, pabomaroue20 UCKAUUMENAbHO ¢ NPOU3BEOCHUAMU
DYCCKUX XYOONCHUKOB-DEAAUCMOB.
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Gennady Korolev (1913-1995) - Potato Harvest 1953 Oil on Panel
Collection of Keith and Susan Dull

Viktor Tsyplakov (1915-1986) - Miner 1959 Oil on Canvas
Collection of Larry and Pat Merriman

Anatoli Levitin (b.1922) - A Warm Day 1957 Oil on Canvas
Russian Museum, St.Petersburg

Vasili Nechitailo (1915-1980) - Study of a Woman 1954 Oil on Canvas
Collection of Peter and Tina Sterling

Mikhail Abakumov (b.1948) - Northern Village 1995 Oil on Canvas
Collection of Robert and Marti Latshaw

Nadezhda Vorobyva (b.1924) - In the Park 1957 Oil on Canvas
Collection of William and Connie Gottwald

Aleksandr Laktionov (1881-1963) - A Letter from the Front 1947 Oil on Canvas
Tretyakov Gallery, Moscow

Sergei Gerasimov (1910-1972) - Landscape of Murmansk 1950 Oil on Canvas
Collection of Peter Wallace

Mikhail Kupriyanov (1903-1992) - Village 1960 Oil on Canvas on Panel
Private Collection

Arkadi Plastov (1893-1972) - Schoolboy Vova Feoktistov 1956 Oil on Panel
Private Collection

Nikolai Ulyanov (1922-1990) - House 1950°s Oil on Panel
Private Collection

Olga Svetechnaya (1915-1997) - Summer Oil on Canvas
From the collection of John and Kathy Wurdeman

Sergay Ponomarev (b.1949) - Pears 2004 Oil on Canvas
Private Collection

Gennady Korolev (1913-1995) - Cottage 1954 Oil on Panel
Private Collection
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By Lisa Romanova and Ana Maricevic

rt historians and critics to this day are unable to agree on a uniform approach to the complex
and many-sided phenomenon of Soviet art. Dividing it into two opposing groups - ‘official’ and
‘underground’ - remains the most popular and undoubtedly the easiest way of describing it.

However, in the 21st century, an open mind not dimmed by the political past will give a more objective view on
the development of art in 20th century Russia. When considering art-related issues only, one can often discover
that there is a lot in common between classical Soviet art and its unofficial line. And if 10-20 years ago this
statement would have seemed unacceptable, today specialists are inclined to agree that the political regime did
not play the most significant role in the development of art in the Soviet Union from the 1930s to the 1980s.

The foundation for the official line of Socialist Realism was laid in the 1920s by the AKhRR - The Association
of Artists of Revolutionary Russia, which was established in 1922 and followed the traditions of the 19th
century Peredvizhniki (Association of Wandering Artists). This fulfilled the need of the new Soviet government
to create art that would appeal to the masses and at the same time continued the Russian realist tradition.

In the 1930s, political control over the arts reached its peak, resulting in a number of works by renowned artists
such as Georgy Ryazhsky, Boris loganson, Issak Brodsky, Vasily Efanov and Alexander Gerasimov depicting
subjects important from an ideological perspective. Especially popular at that time was the so called ‘Gala
Portrait’ genre that normally represented a major political figure or group set in the context of an important
moment in political history. The work that best illustrates this style - and has become a classic - is a portrait of
Stalin and Voroshilov in the Kremlin, painted by Alexander Gerasimov in 1938.




a CErofjHsILLIHUI IeHb B UCKYCCTBOBEICHUM U XY[IO3KECTBEHHOW KPUTHKE HE CYILECTBYET €JUHOTO
MOJXO/la K TAKOMY CJIOKHOMY Y MHOIOIPaHHOMY SIBIICHHIO KaK COBETCKOe McKyccTBo. Hanbonee
HOIMYJISIPHBIM, IO CUX IO, SIBJISIETCS Pa3/Ie/IEHUE €0 Ha JIBa ONIO3ULMOHHbIX Jlarepst - 0puLuanbsHOro
1 HeO(PULMAIBEHOTO.

Memny TEM, C HO3I/IIII/117I HoBoro XXI cronerust 6osee CIIPaBEIJIMBBIM TIPEJICTABIISAETCA IJJI/IpOKI/Iﬁ, JIALIEHHBIA
TOJINTHUKU, 00BEKTUBHBIN B3IJIA]] HA 9TOT, Y2K€ JaBHO CTaBLINI JOCTOSIHUEM UCTOPUU, TIEPUO/.

BbijiBurasi Ha TepBbIil MJIaH KATErOPHUH, MMEIOIINE WCKIFOUMTEBHO XY/IOSKECTBEHHOE 3HAUCHHE, MOSKHO
3a4aCTyI0 OOHAPYKUTh HEMAJIO OOLIETO MEK]Ty KJIACCUUECKHM COBETCKUM UCKYCCTBOM U €r0 HeO(hUINATTBHON
mareit. Y ecim elne mapy IecSITUICTHI Ha3ajl 9TO YTBEPXKIICHUE TOKA3aJI0Ch Obl HEMPUEMJIIEMbIM, TO CETOJTHSI
BCe GOJIbIIe CMEHANICTOB CKIIOHHBI COTTIACUTHLCS C TEM, YTO COBETCKHMIT PEXKIM UTpall JAIeKO He PEelIatoly o
podib B xyjioxkecTBeHHOM sku3Hu Poccun 1930-x - 1980-x rojios.

OCHOBBI «O(hUIMATIBHOTO» COLMATMCTUYECKOT0 peann3Ma OblLu 3asoxeHsl eue B 1920-x rogax macrepamu,
Borueummu B coctaB AXPPa - accoupanmm XynoxHUKOB peBotoloHHoi Poccun, co3pmannoi B 1922 rogy u
CJIeIOBABILEN NMepefIBUKHNYECKON JIMHMK nckyccTBa XIX Beka. DTOT s13bIK ObLT MOHSTEH ILIMPOKOMY 3PUTEJTIO,
YTO C OJJHOM CTOPOHbI, OTBEYAJIO 3a/lauaM rocy/JapcTBa MO CO3aHUIO SKMBOIMKUCH JIOCTYITHOM Maccam, a ¢ JIpyrou
CTOPOHBI JIOTMYECKUM 00Pa30M MPOJIONIKAIO HAUMOHATILHYIO TPAJJULMIO PYCCKOTO pean3ma.

Boree »xecTkasi MOIMTUYECKAs! COCTABIISIONIAs TIOSBIISIETCS] B COBETCKOM ncKyccTBe B 1930-e rogpl. ITomoTHa
I'eoprus Psixxckoro, Bopuca Morancona, Mcaaka Bpopckoro, Bacunus EdanoBa u Anexkcanjpa I'epacimoBa
M300paskafoT BasKHbIE JUISi COBETCKOHM WIEOJOTMH CIOXKeTbl. POpMUpYEeTCsl CTABIIMI MOMYJSIPHBIM LISt
colpeann3Ma JXaHp MapajHoro, «II0CTAaHOBOYHOT0» MOPTpPETa, Kak IPYIIIOBOr0, TaK M MHANBUYAJIbHOTO. [JaBHO
cTaBllas Kjaccukoil kaptuHa Asekcanapa 'epacumoBa «1.B.Cranuun un K.E.Bopouwmnos B Kpemne» (1938)
— OfMH 13 HanboJiee SIPKUX MPUMEPOB 3TOTO 3Tana B Pa3BUTHAN COBETCKOTO pealli3Ma.




The Second World War became a turning point in the history of the country, bringing important changes to
the general perception of art, as well as changing its aesthetics. The strong patriotic feelings experienced by
Soviet people during the war led to a complete rejection of the hypocrisy of totalitarian art of the 1930s. Artists
embarked on a search of new canons of truth and beauty, choosing the life of an everyday person as the main
subject of their artistic practice, while landscape genre returned to the traditions of the classical Russian art
school, with its vibrant colour schemes and quiet emotion.

Sergey Gerasimov and Arkady Plastov became the most prominent figures of the older generation of artists
and played a crucial role in the development of Soviet art in the middle to second half of the 20th century.
Gerasimov favoured the old Russian tradition of ‘mood landscape’. Appointed director of the Surikov Institute
of Arts in Moscow, after the war he raised a new generation of artists. His impressionist approach to painting
and artistic freedom inspired the creative work of renowned artists such as the brothers Sergey and Alexey
Tkachev, Vladimir Gavrilov, Vladimir Stozharov and many others.

At the same time, the young art of the mid-20th century was greatly influenced by Arkady Plastov, who came
from an old and well known artistic family. Haymaking (1945), his first post-war painting that now belongs in
the collection of the State Tretyakov Gallery, symbolised the beginning of a new and peaceful life. Executed
in an expressive manner, with bright and powerful colours depicting several generations of Russian peasants,
it drew an invisible line between the first and the second halves of the 20th century, giving a strong impulse to
the re-evaluation of the objectives and methods of Soviet art. To quote Plastov himself, “depicting everyday
labour ... without any hypocrisy and colouring the truth” has become the focal point of post-war art in Russia.
The final step in this struggle for truth was Plastov’s painting Spring (1954) that became a very distinctive
symbol of purification and a forerunner to the period of ‘thaw’ in Soviet politics and social life.

In the middle of the 1950s, on the wave of important social and political changes, a new generation of artists
- later called ‘The 1960s Generation’ - entered the art scene. The first post-war graduation years in the Surikov
Institute of Arts were truly stellar. Brothers Sergey and Alexey Tkachev, Vladimir Gavrilov, Geliy Korzhev,
Victor Ivanov, Petr Ossovsky, Dmitry Zhilinsky, Vladimir Stozharov and later Valentin Sidorov, Tair Salakhov,
Pavel Nikonov, Victor Popkov and quite a few other talented young artists created the basis of Russian realist
art of the second half of the 20th century. Today their works can be found in leading museums - both in Russia
and abroad - and are considered classics.
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Bropast MipoBasi BOiiHa CTajia MepeslOMHbBIM MOMEHTOM B UCTOPMH CTPAHbI, U3MEHUB HE TOJILKO HALMOHAIBHOE
Y MHJIMBU/Ty lIbHOE CO3HAHNE, HO M BHYTPEHHEE COjIep>KaHKe M 9CTETUKY UCKYCCTBa. BbICOKMIT maTproTHyeckuii
HO/IbEM, Yepe3 KOTOPBIIl TPOLLLIH BCE COBETCKHUE IO, IPUBEJT K HEMPHSTHIO Macpoca U TMLEeMepHsl TOTATUTApPHOTO
uckyccrBa 1930-x. Xy1oXKHUKI 0OPATHINCh K TIOUCKY HOBBIX KAHOHOB KPACOTBI 1 XY/I05KECTBEHHON MPAaB/bl.
LleHTpanbHOI TEMOIT MCKYCCTBA CTalla KM3Hb NIPOCTOrO yesioBeka. [1ef3askKHbIil SKaHp BEPHYJICS K TPAJLIKSM
KJIACCUYECKOI PYCCKOIl LIKOIIbI, C €e OOraThbIM KOJIOPUTOM U ClIEP>KaHHBIM GJIArOPOJICTBOM 3MOLIMOHAIBHOTO
YyBCTBA.

SIpKMMM MPEICTABUTENSIMU CTApLIEro MOKOJIEHNsI XY[I03KHUKOB, paboTaBIIMX B 3TH rofbl, cramm Cepreii
I'epacumoB n Apkajuii ITnactos. VX TBopueckoe M YeJoBeuecKOoe BIMSHUE CTANIO PELIAOLIMM JUIsl Pa3BUTHS
COBETCKOr0 MCKYCCTBA CEPEIMHbI — BTOPOI MOJIOBUHBI XX Beka. Brijjatomuiicst mpeicTaBuTe b MOCKOBCKOI
SKMBOMMCHON 1KoJbI, Cepreit I'epacuMoB Obll NPUBEPKEHLEM PYCCKOI TPAJMLMK «Mei3aKa-HaCTPOCHUS» .
Hupektop Mockosckoro XynoskectseHHoro MHcTuTyTa MIMeHn CypHKOBa B OCJIEBOECHHbIE I'OJibl, OH BOCIIUTAJ
HOBOE MOKOJICHHUE XYJOKHUKOB. Ero MMIpeccMOHMCTHYECKOe BUICHUE M CBOOOJA XY[0KECTBEHHOIO MOKMCKA
chOpMHPOBAJIN TBOPUYECTBO TAKMX M3BECTHBIX CErOJIHS COBETCKMX MAcTepOB, Kak Oparbst Cepreii n Anekceil
Tkauessbl, Bnagumup ["aBpunos, Baagumup Ctozkapos u psig apyrux. Cepreii ['epaciiMoB cTas Ai1st HUIX 06pa3Lom
GECKOPBICTHOTO CITy>KEHHsI UCKYCCTBY.

B TO ke Bpemsi OrpoMHOE BiMsiHME Ha (POPMHPOBAHME MOJIOJIONO TOKOJEHMs oKasan Apkaawmit Ilnacrtos,
MpeJiCTaBUTENIb CTAPMHHON PYCCKOIl XyHoKecTBeHHON mHacTuu. Ero pabora «CeHOKOC», HanmMcaHHas B
nepBoe MnocjeBoeHHoe Jieto 1945 ropga m ceropHsl mpuHaexalias KoJuleKuuu TpeThsKoBCKOH rajnepeu,
CHMBOJIM3MPOBAIIA COO0IT HAYAJIO HOBOI MUPHOI XKIN3HU. BBINOIHEHHAS! 3TIOJIHO, IPKUMU 1 MOLIHBIMU KPACKaMH,
1 1300pakast HECKOJIbKO MOKOJIEHUI PYCCKUX KPECThsIH, OHA O3HAMEHOBAIA HEBUIMMBIIT PyOeXK MEX]Ly NepBoil
1 BTOpPOIl mostoBMHON XX CTOJETHs, U lajla UMITYJIbC K JAJIbHEIIeMy MepPeOCMbICIICHUIO 3ajlad 1 METOJIOB
COBeTCKOro Mckyccta. Mcnonbsys uurary camoro ITnacroBa, «<nzobpaxkenue Tpyja... 6e3 BCAKoi (abIin 1
MOJICaXap1BaHUs» CTAJIO LEHTPATBHBIM HACTPOSHNEM MOCJIEBOEHHOTO COBETCKOr0 NCKyccTBA. OKOHUYATEIbHYIO
CMEHY XY/JOXKECTBEHHbIX OPHUEHTHPOB ONpefeuia ero kaptuHa «BecHa» (1954), craBuiasi cBoeoOpa3HbIM
CHMBOJIOM OYMIIEHUS 1 PEJIBECTHUKOM HOBOI MOXH «OTTENEIN» .

VImMeHHO Ha BOJIHE nepeMeH B cepejiuie 1950-X rofjoB B MCTOPHIO UCKYCCTBA BOLIO MOKOJICHHE XXMUBOIHCLEB,
Ha3BaHHBIX BIIOCJIE[ICTBUN «IIECTHECSITHUKAMU». [lepBblil MOCIEBOEHHBI BbIMYCK Xy[10XKECTBEHHOTO
Hucturyta um. CypukoBa cTall, o-HacTosiLeMy, 38e31HbIM. bpartest Cepreit u Anekceit TkaueBbl, Biagumup
I'aBpunos, I'enuit Kopxkes, Bukrop MBanos, Iletp Occosckwuit, Imutpuit 2Kunmunekuit, Bnagumup Croxkapos,
a nosxe Banentun Cupopos, Taup Canaxos, ITaBen HukonoB, Bukrop IlonkoB u psin pyrux He MeHee
BBIJJAIOLINXCST XYOXKHUKOB C(hOPMUPOBAIIN OOJIMK PYCCKOIO PeaMCTHYeCKOro NCKYCCTBA BTOPO MOJIOBHHBI
XX Beka. MIx mpousBeieHus CeroiHs HAXOISATCS B BEAYILINX My3esix Poccun 1 JJaBHO MpU3HaHbI KIIACCUKOI.
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In the 1960s, Russia experienced a powerful cultural uplift that divided Soviet art into two independent
movements - Realism and Nonconformism. The Lianozovskaya group played a crucial role in the development
of nonconformist art that was based on traditions of Russian Avant-garde. Artists such as Oscar Rabin, Dmitry
Krasnopevtsev, Dmitry Plavinsky, Vladimir Veisberg, as well as Moscow conceptualists Vladimir Yankilevsky,
Eduard Gorokhovsky, Vitaly Komar, Alexander Melamid, Ilya Kabakov and Eric Bulatov interpreted the world
around them conceptually, turning simple objects of everyday life into symbols of their time and existential
features of Soviet reality. The most important change in the realist art of that time was the birth of the so-
called ‘severe style’. The artists who followed this line (the most prominent being Victor Ivanov and Geliy
Korzhev) saw the portrayal of modern man - and his struggle with his inner and external circumstances - as
the principle mission of Soviet art. Expressive interpretation of reality, an open and a very emotional attitude
towards everything that was happening in the country and an attempt to create an ideal and morally strong hero
image are among the most recognisable features of the ‘severe style’.

It is interesting that on this wave, important changes appeared in the landscape genre of the 1960s and 1970s,
which became a platform for the expression of an important motif in Russian art - the motif of the Motherland.
Artists who devoted their careers to this genre were brothers Sergey and Alexey Tkachev, Vladimir Stozharov,
Efrem Zverkov, Valentin Sidorov, Alexey Gritsai and - in a slightly different interpretation - Victor Ivanov
and Petr Ossovsky. Aesthetically, their works were deeply Russian, portraying a country that looked modern,
relevant and of its day. Landscape in those years gained a deeper symbolical meaning - on one hand an artistic
interpretation of nature; on the other, an important element of the all-embracing image of the Motherland.
However, the most important aspect of this genre of Soviet art was that it gave artists a much-needed freedom
and an opportunity to follow their inspiration, rather than the restriction to fulfil an ideological programme.

In general, Soviet art of the second half of the 20th century, despite the diversity in styles and movements, had
two very prominent and unifying tendencies. Firstly, the growing importance of Man, his true feelings and
the essence of his life. Secondly, the growing importance of the personality of the artist himself. The world
he portrayed had now become a living and changing reflection of his own personal experiences and emotional
attitude. A sharp, yet compassionate outlook on life and opposition to the political regime from the perspective
of artist rather than political campaigner, brought together the previously-deemed irreconcilable ‘official” and
‘unofficial” Soviet art. Living in such difficult political times, artists of the Soviet era never betrayed the ideals
and traditions of Russian art. This ensures their artistic legacy remains important and relevant today.




1960-e roppl 03HAMEHOBAINICH HEOBIBAIILIM KYJIBTYPHBIM TOLEMOM, Pa3/IelINB COBETCKOE MCKYCCTBO Ha jIBa
HE3aBUCUMBIX TE€UEHUs — Peajn3M M HOHKOH(OPMU3M, NEHTPATBHYIO POJb B PAa3BUTUH KOTOPOTO ChIrpaja
JInano3oBcKasi rpynmna, HepopManbHOE OOBLEIMHEHHE XY/IOKHUKOB, OOPATHUBIIMXCSI K HACIEAUIO PYCCKOTO
aBaHrapaa. HonkoHdopMucTsl, B unciae KoTopblx 6blmi Ockap Pa6un, [Imutpnit Kpacnonesues, Imutpuit
IMnaBuuckwit, Bnagumup BeficGepr, a Takke MOCKOBCKME KOHIENTyanucTsl Braguvup Aukunesckuii, Omyapn
T'opoxosckuit, Burammit Komap n Anekcannp Menamun, Wnbs KabGakos, Opuk BymatoB u psj mpyrux
XYJI0KHUKOB, TPAKTOBAJIM MPEIMETHBII MUDP KOHLENTYaJIbHO, NPEeBpalljast PUBLIYHbIE MPEAMEThI B CHMBOJIbI
3MOXM, 3K3UCTEHINAIIbHBIE 3HAKU COBETCKON IEFICTBUTETEHOCTH.

B peamicTiyeckoil XXMBOMUCH 3TOrO MepHojia HanboJiee 3HAYUTEJIBHBIM COOBITHEM CTaJlo TOSIBIEHNE TaK
Ha3bIBAEMOIO «CYPOBOIO CTUINSI». XYAOKHUKM 3TOrO HANpaBlIeHWs, HanboJjee SIPKUMHU U3 KOTOPBIX ObLIH
Bukrop VMBanoB u I'enmit KopxkeB, riaBHO# 3agayeil MCKyccTBa BUJIENIM U300paskeHUe XapakTepa U o0/IuKa
COBPEMEHHOI'0 4YeJIOBeKa, €ro HaNpsDKeHHOW OOpbObl C BHEIIHUMU M BHYTPEHHUMHU OOCTOSITENILCTBAMM,
CaMOTNpeOofIoIeHNs. DKCIPECCUBHAs MHTEPHpETalys JIeHCTBUTENLHOCTH, OTKPBITO 3MOLMOHAJBHAS OlEHKA
MPOUCXOASLIMX COOBITUI U YTBEpXK/EHUE B YepTax repoeB KapTHH HEKOEro UAECaIbHOrO MpPEJCTABJICHUS O
TOJTMHHO KPaCUBOM U HPABCTBEHHO CTOMKOM YeJIOBEKE, CTaIn Hanbosee XapaKTepHbIMU NPU3HAKaMU PaboT
STUX >KUBOMKCLIEB.

WurepecHo, uTo Ha BOJHE CypoBOro cTiiIst B 1960-e-1970-e rofpl cepbe3Hoe pa3BUTHE TTOITY YW M SKaH Tefi3axa,
BO MHOIOM CTaBIIMI COCOOOM 00pa3zHO C(hOPMyIMPOBATE CTOJb BAayKHOE ISl PYCCKOTO 4eJIOBEKa MOHATHE
Popnnbl. XynosKHUKaMK, TOCBSTUBIIMMYI 3HAUMTEJIBHYTO YaCTh CBOErO TBOPUECTBA 3TOMY HANPABJIEHUIO, CTAIIN
6patbst Cepreit u Anekceit Tkauesbl, Braguvunp Crozxapos, Ecdppem 3sepbkos, Banentnn Cuiopos, Anekceit
I'pruiaii, B 6omee xanpoBoii nHTepnpetany — Bukrop Msanos, ITetp Occoeknii.




Maricevic Fine Art specialises in the masters of Russian realism of the 19th and 20th centuries, including
works by such classic artists as I. Repin, I. Aivazovsky, K. Makovsky, A. Arkhipov and others; an important
body of work by Russian émigré artists (K. Korovin, F. Malyavin, N. Fechin, K. Gorbatov, S. Kolesnikov)
and selected artists of the Soviet period such as V.Ivanov, brothers Tkachev, V.Sid Alexey and Alexander
Gritsai, A. Kurnakov and G. Korzhev.
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WX paGoThl, riTy6OKO NPOHUKHYThIE HAPOIHOM 3CTETUKOI, CO3/1aBai 0O0OILEHHbII OPTPET CTPaHbl, KOTOPBIN
110 CHUX NOp HE TepsieT CBOe aKTyalbHOCTHU. B Te rofpl K nefi3a:ky BHOBb BO3BPALLAETCSI BLICOKAsI CMBICIIOBAsI
U CUMBOJIMYECKasl Harpyska. M3o006paskeHHas XyHOXKHUKOM IPUPOfA, C OJIHOH CTOPOHbI, SIBISIETCS YUCTO
XY/I03KECTBEHHO! MHTEPIPeTaLel, C APYTroil — OJXKHA BOCIPUHUMATBCS, KaK 3JIEMEHT 60J1ee BCeOOBEMITIOLIEr0
MOHATHUSI POJIHOM CTpaHbl. Ileii3aXHbIil KaHp B COBETCKOW YKMBOIMKMCHU BCerja OblLl MOJIOH PEeMUHUCLECHLMIA,
03BYYEH MCTOPMYECKUM 3XOM M BO3BEJIMYEH KaK LEJOCTHOE W MHOTOrpaHHOe MoHsTue 3emiu. OfgHako, ero
[JIaBHAs! LEGHHOCTD 3aKJIF0YAach B TOM, YTO OH 1aBaJl Xy0KHUKaM CTOJIb HEOOXOAUMYO UM CBOOOJY TBOpPUYECTBA
1 BO3MOXKHOCTb, B NIEPBYIO OYepe/ib, CIIE/JIOBATh CBOEMY BIOXHOBEHHUIO, HEXKEJIU HEOOXOAUMOCTH UCTIOHEHNUS
HICOJIOrMYECKOro 3aKasa.

B uenoM, B coBeTCKOM MCKycCTBe BTOPOH MOJIOBMHBI XX BeKa, MPU OOJBIIOM pa3sHOOOpa3uu CTUJIEH U
HAaIpaBJICHNUI1, MOXKHO BbIJIEJIUTH [IBE HalO01ee BaskHbIe OO BbEAMHSIIOILME TEeHACHIIMN . Bo-nepBbIX , BO3pacTaroluit
MHTEPEC K YeJIOBEKY ,00HAKEHUE €0 YYBCTB U CYTHU €r0 XKU3HU. BO-BTOPBIX , paCTY11y 0 3HAYUMOCTh JIMYHOCTHOTO
HayaJla caMoro XyjoXHuka. Mup, u3o6pakaemblii UM, OTHbIHE PEJCTAET KaK >KUBOE U U3MEHYMBOE OTPaKEHHE
€ro NMepCOHAILHOIO OMbITA M 3MOLMOHAILHON OLEHKU MPOMCXOSALMX COObITUI. OCTPbIl U COYYBCTBEHHBIN
B3IVISI]] HA >KU3Hb U IPOTUBOCTOSIHUE PEXKUMY C MO3ULMI XYTO0XKHHUKA, 2 HE MOJIUTUYECKOro eI TEeNs, OO beAUHSIET
00a, 10 CHX NOP CUUTAIOLIMXCSl HEIPUMUPUMBIMHU, J1arepst «0(OULUAIBEHOT0» U «HEO(PULUATIBLHOI0» COBETCKOTrO
uckyccTBa. 2KuBsi B CJIO3KHOE C MOJUTUYECKON TOUYKH 3PEHUs] BpeMs, XyI0KHUKK COBETCKOI SMIOXH HE U3MEHSIN
uaeasam v TPaULMsIM PYCCKOTO UCKYCCTBA, YTO JIENIAeT UX TBOPYECKOE HACJIEUE MO-TPEKHEMY aKTyallbHbIM
CerojHs.

Maricevic Fine Art cneyuaausupyemca Ha pycckou peaaucmudeckoui xusonucu XIX-XX eexos. 'anepes
npeocmasasem pabomot svloarouuxca kaaccukos (M. Penun, K. Marxosckuii, M. Atisasosckuii, A. Apxunos u
0p.), Xy0oxucHuko8 pycckou amuzpayuu (®. Marssun, K. Koposun, H. @ewun, K. 'opbamos, C. Koaecnuxos
U 0p.), a makme U3OpaAHHLIX Macmepos cosemckozo uckyccmea (B. Heanos, bpamosa Tkaueswvt, B. Cuoopos,
Anexceli u Anexcanop I'puyau, A. Kypuaros, I'. Kopaces u psao opyaux).
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Page 88: Vladimir Stozharov (1926-1973) - The Church of the Saviour na Gorodu 1959 Qil on Board
Maricevic Fine Art

Page 89: Alexander Gerasimov (1881-1963) - Stalin and K .E. Voroshilov in the Kremlin after the Rain 1938
Oil on Canvas The State Tretyakov Gallery, Moscow

Page 90: Arkady Plastov (1893-1972) - Haymaking 1945 Oil on Canvas
The State Tretyakov Gallery, Moscow

Page 91: Sergey and Alexey Tkachev (b.1922 / 1925) - Homeland On the Ancient Vschizh 1982-5
Oil on Canvas Maricevic Fine Art

Gely Korzhev (b.1925) - Forgotten Buffon 1987 Oil on Canvas
Maricevic Fine Art

Page 92: Ilya Kabakov (1910-1972) - No. 7 From the Kitchen Series 1982 Mixed Media
Private Collection

Gely Korzhev (b.1925) - Mother (from the series ‘Scorched by the Fire of War’) 1965-1976
Oil on Canvas Ulianovsk Art Museum

Page 93: Sergey Gerasimov (1885-1964) - Autumn Day, Landscape with Cart 1959 Oil on Canvas
Maricevic Fine Art

Page 94: Boris Vladimirski (1878-1950) - Roses for Stalin 1949 QOil on Canvas

Page 95: Valentin Sidorov (b.1928) - Spring, High Skies 1960 Qil on Canvas
Maricevic Fine Art

Page 96: Oskar Rabin (b.1928) - Still-life with Icon, Lamp and Deck of Cards 1990
Oil & Mixed Media on Canvas The State Russian Museum, St. Petersburg

Page 97: Victor Ivanov (b.1928) - Family 1945 1958-1964 Oil on Board
Maricevic Fine Art

Page 99: Savelieva Valentina (b.1938) - Memory 1991 Oil on Canvas
Academy of Arts Foundation, St. Petersburg

Savelieva Valentina (b.1938) - Morning 1974 QOil on Canvas
Academy of Arts Foundation, St. Petersburg
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By Tatyana Cohen

ith few exceptions, artists from the contemporary school of St. Petersburg were educated in the
city itself, either at the Repin Institute of Painting, Sculpture and Architecture or the Academy
of Industrial Arts (the Mukhina).

There is a well-known saying that Russia is famous for its teachers, but their students enrich and expand its
fame. Students and staff of the I. E. Repin Institute of Painting, Sculpture and Architecture (formerly the Russian
Imperial Academy of Arts) include Oleg Yeremeev and Nikolay Repin (Senior Professors of the Institute who
follow the traditions of Realism) and Valeriy Pimenov, Anatoliy Davidov, Boris Nikolaev, Vyacheslav Mikhailov,
Rashid Dominov, Oleg Yakhnin, Tatyana Fedorova, Oleg Dozortzev, Olga Suvorova, Michael Mikhailovsky,
Arsen Kurbanov, Julia Bekhova, Andrew Sklyarenko, Nikholai Blokhin, Vasiliy Bratanyk, Irina Alexandrina,
Kirill Dartsuk, Vladimir Ezhakov, Pavel Eskov, Anna Denderina, Andrey Selenin, Fyodor Fedunin and Anna
Vinogradova - who are graduates of the Institute and who have found their own artistic language.

These students have achieved world recognition, have exhibited internationally and their work can be found in
museums throughout Russia and abroad.
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a peAKUM MCKJIOYEHHEM, XY[OXHHKM coBpeMeHHoi miKonbl Cankr-IleTepGypra mnomyunnm
o6pazoBaHue B caMOM ropoyie, 6o B Mucturyte 2Kusonucu, CKynbnTypbl 1 ApXUTEKTYpbl IMEHI
Penuna nmm B Akaemu [Ipombiienoro MckycctBa umMenn MyXuHOI.

CylecTByeT XOpOILIO M3BECTHOE M3PEUYCHME: YUMTENSIMU CIABUTCS Poccusi, yYeHMKM TPUHOCST CIaBy eil.
Crynentsl u cotpyauuku MHctutyta 2Kuonmcu, CKyabnTypbl 1 ApXUTEKTYypbl MMeHM Penmna (ObIBLieit
Poccwuiickoit Umnepatopckoit Akagemun Xyaoxects), Bkimtovasi Onera EpemeeBa n Hukonas Penuna (crapime
npenofaBaTen MHCTUTYTa, KOTOPbIE CIIEAYIOT TPAAULMSM peann3ma) a Takxke Banepwuit [lumeHoB, AHaTonmmit
Hasbiios, bopuc Hukonaes, Bsuecnas Muxaiinos, Pammp [Jomunos, Oner SIxuun, Tatbsna ®enoposa, Oner
Jo3zopues, Onbra CyBoposa, Muxann Muxaiinosckuil, Apcen Kyp6anos, FOmust BekxoBa, Annpeit CKIisipeHKo,
Hukonait Bnoxun, Bacunmmit Bpartantok, Mpuna Anexkcanapuna, Kupunn Jauyk, Baagumup Exkakos, [1aBen
EcbkoB, AnHa [lenpepuna, Anapeit Cenenun, ®enop Penynun u AuHa BunorpajoBa, KOTOpbIE SIBISIOTCS
BBIMYCKHUKAMK MHCTUTYTA M KOTOPbIE HAILIIA CBOI COOCTBEHHBII XYy/I0KECTBEHHBII SI3bIK.

OTH BBIMYCKHNKH AOOMINCH MUPOBOTO MPU3HAHMS HA MEXAYyHAPOJHOM YPOBHE U UX PabOThI MOXKHO HAiTH B
My3esix no Bceit Poccun 1 3a pyGeskoM.
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Russian artists are skilled in combining
technical genius with a strength of culture
and personality to create powerful works of
art. Nikholay Blokhin shares this lineage.
Blokhin belongs to a special breed of artists
known world-wide for the excellence of their
art. He was born in Leningrad in 1968 and
graduated from Repin’s in 1995, where he
has since been teaching. His touch is light and
spontaneous, while his rendering of sunlight
and his vivid coloration create dazzlingly
virtuoso interpretations of life. The paintings
hold both beauty and a quality of reality that
one seeks in life as well as art. In 2002 he was
awarded the Grand-Prix at the International
Portrait Competition held by the Metropolitan
Museum in New York. Blokhin’s Russian
soul and formidable talent place him at the
vanguard of a new generation of artists -
those who have gone beyond tradition to
create their own unique language of art.

Today, St. Petersburg is home to artists
belonging to different generations, following
diverse trends and working in varied styles.
The best painters are in constant demand
both from galleries and individual patrons.
Many artists settle in St. Petersburg to gain
inspiration and the city becomes an integral
part of their working lives, much like the
Paris School of artists of the last two centuries
or the St. Ives Group in the UK.

Vladimir Ovchinnikov has lived in the
city since 1945. Working in the Mariinsky
Theatre of St. Petersburg as an assistant to
the artist Kirill Kustodiev and then in the
State Hermitage Museum was a profound
schooling for Ovchinnikov. The Hermitage is
his lifeblood - an oasis in what was previously
a suffocating space, playing a healing role in
the life of a generation of young artists in
search of enlightenment. Ovchinnikov has
exhibited at the Hermitage twice (aremarkable
achievement) and is easily recognisable - with
his central characters like actors in a theatre
and with his plastic world, which he creates
emphatically (sometimes aggressively) with
tense contrasts of light and dark and with the
simplified roundness of human bodies. There
is always a kind of ‘space’ in the paintings
of Ovchinnikov, in which the observer feels
free, without a persistent prompting from the
artist, to use his own perception. Equally,
one can smile or be sad, since the artist does
not impose his emotions or attitudes on the
viewer.



Pycckue xygoxKHUKY KBaTU(UUUPOBAHHO COYe-
TalOT TEXHUYECKUI FEHUI ¢ CUJION KYJbTYpbl U
UX WMHAMBUYAIBHOII CIIOCOOHOCTBIO CO3]aBaTh
MOLIIHble Tpou3BeieHus1 uckyccTBa. Hukosmait
Bnoxun cnegyer aroil TeHgeHuuH. bBnoxux
NPUHAJIEXKUT K 0CO00i MOpOfe XYHAOXKHUKOB,
U3BECTHBIX BO BCEM MHpE 3a MX BBICOKOE
uckycctBo. OH popuincst B Jlenunrpazge B 1968
rogy U okoHuun «Penunky» B 1995 ropy, rne
OH ¢ Tex nop u npenojaeT. Ero npukocHoBeHue
CBETVIO M CIOHTAHHO, B TO BpeMsl KaK ero
BBIHECEHUE COJIHEYHOIO CBETa U €ro spKou
OKPACKU CO3[aET BUPTYO3HYIO MHTEPIPETALUIO
>ku3Hu. KapTunbsl cofepxkar B ce6e Kak KpacoTy
TaK ¥ Ka4eCTBO JIeFICTBUTEILHOCTH, YTO KA Kbl
UIIET B XM3HU a Takxke B uckycctse. B 2002
rogy Huxonait Biioxun 611 ygoctoes I'pan-npu
Ha MexpayHnapogHom Koukypce «llopmpem»,
KOTOpbIil Obl1 opranu3oBaH Myseem Merpon-
omureH. bioxuH ¢ ero pycckoil ayuwoin u
OFPOMHBIM TAJIAHTOM 3aHMMAeT CBOE MECTO B
aBaHrapjie HOBOIO IOKOJIEHUSI XYJOXKHUKOB -
TeX, KTO BBIXOAUT 3a PaMKU TPaJULMU YTOObI
CO3/1aTh CBOIl YHUKAJIbHBIN A3bIK KCKYCCTBA.

Ceropnst  Caskr-IletepOypr sBisieTcss [1OMOM
JJIs1 XY[IO>KHUKOB, TNPHUHAJIEKAIIUX K pa3HbIM
MOKOJICHUSIM,  CIEAYIOLUX  pa3sHOOOpa3HbIM
TEHJICHUMSIM U paboTaloIIMX B PA3JIMYHBIX
cTwisix.  Jlydmme  Xy[QOXKHMKM — NOJIb3YIOTCS
MOCTOSIHHBIM CIPOCOM KaK rajiepesiMi, Tak U
MHIMBUyaJIbHBIMU KOJIJIEKLOHepamu. MHorue
xypoxkHuku nocemwmick B Cankrt-IletepOypre
YTOObI MOJIyYUTb BJOXHOBEHHE, U TOPOJ CTall
HEOTBHEMJIEMOIl YaCThIO UX TBOPYECKON >KU3HHU,
kak [Taprokckast 1Kona Xy/10>KHUKOB MOCIIEIHUX
aByx croneruit wm Cankr-MB rpynma B
Benukobpuranuu.

Bnagumup OBYMHHUKOB >KUBET B TOpojie C
1945 ropa. Pabora B MapumuHckom TeaTpe
Cankr-IlerepOypra B KauecTBe MNOMOLIHUKA
xypoxkHuka Kwupumna Kycropuesa, a 3artem
B [ocymapcTBeHHOM Opmuraxe Obl1a IiIy0-
OoKOll WKOJON fnst OBYMHHUKOBA. DPMHUTAX
SIBJISIETCS] €r0 >KU3HEHHO! CUJION- 0a3KC B TOM,
YTO paHbllle ObUIO BbICHIXAIOIIMM MECTOM,
urpas pojib MCLEJEHHUST B >KU3HU LEJIOro
MOKOJICHUS] MOJIOfIbIX XY/IO>KHUKOB B IMOMCKax
B/IOXHOBeHUsI. OBUMHHUKOB BBICTABJISICS B
DpmuTake ABaK/bl (BbIIAIOLIEECs TOCTHU-KEHNUE)
U OH JIerKO Y3HABaeM - C €ro NepcoHaXKaMu, Kak
aKTEPAMU B TeaTpe U C ero MIACTUYHbIM MUPOM,
KOTOpbIIl OH CO3[aeT PpeIUUTeIbHO (MHOrza
arpecCcMBHO) C  HANpPSDKEHHBIM — KOHTPAacTOM
CBETVIbIX M TEMHbIX TOHOB, M C YNPOLIEHHON
OKPYIJIOCTBIO YEJIOBEUECKUX CUITYyITOB.
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Vyacheslav Mikhailov graduated from the Repin Institute in 1977. He has been a member of the Russian Union
of Artists since 1979, the State Artists Association of Italy (‘ITALART’) since 1993 and is an Honoured Artist
of Russia. Since 1977 he has contributed to over two hundred exhibitions in Russia and abroad, including forty-
seven one-man shows. His works can be found in the Russian Museum, Hermitage Museum, Tretyakov Gallery
and private collections in Russia and abroad. Mikhailov won First Prize in the Russian Beauty exhibition, held
in Paris in 1982. He has developed his own original and unique style of painting and creates abstractions on
architectural themes, with skilful colour schemes and balanced compositions. Painted in a fascinating technique,
they combine both smooth and rough textures, achieved by the use of chalk priming.

“Wyacheslav Mikhailov was, and still is, an artist of surprises,” says Mikhael German, Professor, Doctor of
Art Criticism and Head Researcher of The Russian State Museum. “He possesses a very rare type of courage
of not being afraid to change his method and style ... Work for him is the only way of existence - its burden and
Jjoy is life itself. He seeks to move beyond himself ... to burst into unknown space of thought, associations and
plastic methods.”

Valery Lukka emerged with dramatic, bright paintings depicting human forms - naked and defenceless - in
delicate, textured works. His tragic and lyrical romanticism is characterised by the profundity of the artist’s
emotional experience, which is a feature of Russian culture as a whole. Felix Volossenkov does not follow the
tradition of communicating with the viewer through realistic images - he prefers expression and devotes his
attention to the energy of an object rather than to the object itself. He views objects from different personal
perspectives, which can be realised in numerous ways.

Vyacheslav Mikhailov, Valeriy Lukka and Felix Volosenkov are prominent in the field of contemporary art, not
only in Russia, but the world over.

Leningrad in the 1950s and 1960s saw the emergence of several outstanding artists who worked in the style of
‘Abstract Expressionism’. In retrospect, the artistic search of Ye. Mikhnov-Voytenko, M. Kulakov, V. Kubasov
and V. Mikhaylov paralleled the synchronous processes in the art of Western Europe and America - and was
sometimes even further advanced. Gleb Bogomolov was one of the leaders of the movement of Non-Conformist
artists (Russian Underground) in Leningrad. Conformism (Latin: conformis — similar, corresponding) is a
moral-political term, which means time-serving and passive adoption of the existing order. Accordingly, non-
conformism was a refusal to follow the prevailing opinion. He participated in Leningrad’s first exhibition
of Unofficial Art in the Gaza Palace of Culture and was awarded Laureat of The Tsarskoselskaya in 1997.
His works can be found in many museums and private collections, including The State Russian Museum (St.
Petersburg), The State Tretyakov Gallery (Moscow) and the Museum of Soviet Unofficial Art (New York). He
lives and works in St. Petersburg.

The Museum of Nonconformist Art, which was founded in St. Petersburg, is a scientific and archive centre for
studying and propagandising nonconformist art as well as contemporary, non-commercial art in Russia. From
1998 to 2003, the museum held 40 exhibitions. In 1992 the New Academy of Fine Arts was founded, which
became the centre of alternative art in St. Petersburg - the only centre of its kind. Artists Oleg Maslov, Viktor
Kuznetsov, Denis Egelsky, Georgy Guryanov, Egor Ostrov and Olga Tobreluts were founding members of the
Academy. Andrey Kuzmin and Alexey Semichev founded the Artist Team in 1991. They work according to the
New Academic style.

Sergey Bugaev (known as ‘Africa’) uses objects of the ‘Soviet Cult’. Numerous portraits of political leaders,
models of equipment and architecture, souvenirs and printed material make up the greater part of his work.
Africa includes these objects in exhibitions of his work, where they illogically combine with other visual
systems and contexts, from archaism to microbiology. Such a combination an be seen in the cycle Aphasia
(1992-95) - a series of Soviet flags decorated with relevant symbols and slogans: ‘Under the Guidance of the
Communist Party of the Soviet Union - On to Victory!’ or ‘Proletariat of the World Unite’ - complemented
by depictions of prehistoric peoples, angels, Egyptian gods, micro-organisms, cartoon heroes and extraneous
inscriptions which lead to an evident nonsense of the Soviet symbols, which have outlived their time and
which continue an absurd existence in post-Soviet history. Lenin becomes the hero of a comedy and Rasputin
advertises a brand of vodka bearing his name. The myth of frustration regarding the lost context - the collapse
of the USSR —is the basis of Africa’s artistic projects. It can also be traced in Neo-expressionist painting and in
reproductions of the clichés of mass culture. Africa represented Russia at the 48th Venice Biennale in 1999.
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Vyacheslav Mikhailov (b.1945)

Gothique 2008

Mixed Media, Levcas and Acrylic on Canvas
Tatyana International Art Inc.




Alexandra Nedzvetckaya (b.1981)

Margaret - The Walpurgis Night

Oil on Canvas
Academy of Arts Foundation, St. Petersburg
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Bsuecnas MuxaiinoB okoHums1 uHCTUTYT Penmbna B 1977 ropy. OH 6bu1 u36pan uneHom Poccuiickoro Coroza
XyokHUKOB B 1979 ropy, unen accoupauuu xynoxkHukoB Mramuu (‘ITALART’) ¢ 1993 ropa u siBnsiercst
3aCITy>KeHHbIM Xy/105KkHUKOM Poccun. C 1977 ropga oH yyactBoBas B 60jiee IBYXCOT BbICTaBOK B Poccun u 3a
PpyOeskoM, B TOM UKCIIe Y HEro ObLJI0 COPOK CEMb MEPCOHAITLHBIX BBICTABOK . Ero paboThl MOKHO HaiiTh B Pycckom
My3ee, DpmuTaxke, TpeThsIKOBCKON rajiepee M 4acTHbIX Kosekuusix B Poccum u 3a pybeskom. Muxaiiio
BbIATpas nepsblii npu3 B [lapike B BbicTaBke «Pycckasa kpacasuya» B 1982 ropy. Bsuecnas Muxaiinos
pa3paboTait CBOI COOCTBEHHBI OPUIMHANILHBIN U HEMOBTOPUMBIN CTUJIb JKUBOIUCH M CO3/1aeT aOCTPaKLUKU Ha
APXUTEKTYPHbIE TEMbI, C YMEJIbIM LIBETOBbIM pellIeHUEM U COATAaHCUPOBAHHbIMU KoMno3uumsimu. CrienaHHbie
MOCPEICTBOM YHUKAJILHOW TEXHUKU, OHU COYETAIOT B cebe TIIAJKYI0 U IpyOyl0 TEKCTYpbl, JOCTUTHYThIE 32
CYET UCIOJIb30BaHKsI TPYHTOBAHMS A TAKXKe CTapOi TEXHUKHU JIeBKAC, KOTOpoi MacTep yCnelHo 1 TalaHTInBO
BJIQJICET.

«Bsaiwecaas Muxaiinos Ovin u no-npeijcrnemy ecmo, XyOONCHUK ClOpnpu3oe», roBoput Muxamn I'epman,
npoceccop, JIOKTOP NCKYCCTBOBEJICHNST, TIABHBIN HAY YHbII COTPYIHUK POCCHIICKOTO TOCY/IapCTBEHHOTO MY3€sl.
«On 0b6aa0aem oyenb peOKUM BUOOM MYNCECMEA He DOAMbCA MeHAMb C80U Memoo u cmuab ... Paboma
0/51 He20 MO eOUHCMBEHHDBLIL CHOCOO CYW,eCMBO8AHUSL, ee OPeMs U PAdOCHb MO U eCMb Cama HusHb. On
CMPEeMUMCs 8bIIMU 3d C8OU NPEOeabL... B0PEAMBCA 8 HEUIBECTHbIE NPOCMPAHCIEA MbICAU, ACCOUUAUUIL U
NAACTUYECKUX MENOO08» .

Bastepmii JTykka BO3HUK C JPaMAaTUYECKUMHE, SIPKUMH KApTHHAMU, N300paykatolliMK YeJIOBEKIECKIE (POPMBI
- OOHaKEHHBIMH U G€33alIUTHBIMK - B JIEJIMKATHBIX, TEKCTYPHBIX paborax. Ero Tparndeckuii v JTMpUIECKUit
POMAHTH3M XapaKTePU3yeTCs IITyOHHOM SMOLMOHAILHOTO OIBITA XY/JOKHUKA, KOTOPbIiA SIBJISIETCSI XaPAKTEPHOI
YepTOoil PYCCKOM KyJILTYphbl B HesioM. Penkc BOJIOCEHKOB He CIIEyeT TPAMLKsIM OOLIEHUSI CO 3pHUTENIEM
MOCPEJICTBOM PEATIMCTUYHBIX N300PasKEHUI - OH MPENIOYMTAET BbIPAXKEHHE U TOCBSIIAET CBOE BHUMAHKE
9HEPIUU OOBEKTA , & HE caMOMy 00beKTY. OH CMOTPUT Ha OOBEKTHI U3 Pa3HBIX JIMYHBIX MEPCIIEKTHB, KOTOPbIE
MOTYT ObITh PEAIIM30BAHbBI PA3JIMIHBIMU CIIOCOOAMHU.

Bsuecnas Muxaiinos, Banepuit JIykka, u ®enrke BonocCeHKOB 3aHUMAIOT BUJHOE MECTO B COBPEMEHHOM
HCKYCCTBE, IPUYeM He ToJIbKo B Poccui, HO U BO BceM mupe.

Jlenunrpay B 1950-e u 1960-e roap! Bujies NosiBIICHUE Psijia BbIIAIOLIMXCS XYJ03KHUKOB, paObOTABIIUX B CTUJIE
«aOCTPAaKTHOTO 3KCIPECCHMOHM3Ma». B peTpocnekTuBe Xy0>KeCTBEHHbI nouck MukHoBa-Boiitenko, M.
Kymnakosa, B. Ky6acosa, B. MuxaiiyioBa 1es napajjieibHO CHHXPOHHBIM MpOLeccaM UCKYCCTBa 3anajHoi
EBponbl 1 AMepuki, - 1 MHOTJIa jaske Obll GoJiee riryO6okuM, yeM Ha 3amnaje. ['ne6 boromonos Obu1 OffHUM U3
mpepoB [BikeHust He-popmanos (HoHkoHopmucT) XynoxkHukoB (Poccuiickoe noamnosbse) B JleHuHrpaje.
Kondgopmuzm (JlatuHckas: conformis - NOXOXKU, COOTBETCTBYIOIIAS) MOPAJIBbHO-TIOJUTUYECKUN TEPMUH,
KOTOPbII O3HAayaeT, MacCUBHOE MNPUHITHE CYLIECTBYoWEro nopsjika. COOTBETCTBEHHO, HOHKOH(OPMU3M
€CThb OTKa3 CJIeJIOBAaHusl CYUIECTBYIOIIMM mnopsijikaM. [1e6 BoroMosioB ydacTBOBasl B TEpBON BbICTABKE
HeouupmanbHoro uckyccrsa B Jlenunrpane B [IBopue kynbrypbl um. M. M. Maza u Obu1 yjocToeH 3BaHue
Jlaypeara Ilapckocenbckoit npemun B 1997 ropy. Ero paGoTbl MOXKHO HallTH BO MHOTHX MY3€sIX M YaCTHbIX
KoJulekuusix, B ToM umcie B ['ocymapctBeHHoM Pycckom Mmysee (Caukrt-IletepOypr), I'ocypapcTBeHHOM
TperbsikoBekoit anepee (Mocksa) i «Mysee Coserckoro Heodummanshoro nckyccersa» (Hbro-Fopk). On
>kuBeT 1 padoraer B Cankr-IlerepOypre.

Mys3eit HOHKOH(OPMUCTCKOrO MCKYcCTBa, KOTOpbIii Obll ocHoBaH B Caskt-IlerepOypre, sBisieTcs
Hay4HbIM ¥ apXMBHBIM LIEHTPOM IO M3YyYEHUIO U MponaraHuposaHuto HedopmanbHoro uckyccrsa, a Takxke
COBPEMEHHOOr0, He-Kommepueckoro uckyccra Poccun. C 1998 no 2003 roji B Mmy3ee nposefieHo 40 BbICTaBOK.
B 1992 ropy Obima ocHoBaHa Hoast Axanemusi MckyccTB, KOTOpasi cTaja LEHTPOM allbTEPHATUBHOTO
uckyccta B CankT-IleTepOypre - eIMHCTBEHHbI LEHTp Takoro poja. XynoxkHuku Osner Macnos, Ky3Henos
Bukrop (T'unepllynnep), denuc Erenbckuit, I'eopruit I'ypbsHoB, Erop OctpoB, Onbra Tobpenyy Obliu
ocHoBaTessiMu Akaiemun. Anapeit Ky3bmuH n Anekceil CeMUUYEB OCHOBAIIM XYA0XKECTBEHHbII coo3 B 1991
rogy. OHu paboTaroT B cOOTBeTCTBMU cO cTriieM HoBoil AkajiemMun.

Cepreii byraes (u3BecTHbIi, Kak «ApHKa» ) UCTIONb3yeT 00beKThl U3 «CoBeTckoro Kynbra»: MHOrouncieHHble
MOPTPEThI MOJUTUYECKUX JIMACPOB, MOJIEIN TEXHUKU M apXUTEKTYpbl, CYBEHUPbl U NEYaTHble MaTepuasbl
COCTABJISIIOT OOJIBILYIO YACTh €ro paboT. AdprKa BKIFOYAET Takhe 00bEKThbl B BBICTABKH, I7Ie OHU HEJIOTUYHO
O00BEUHSIOTCS C APYTMMU BU3YaJIbHBIMU CUCTEMaMU 1 KOHTEKCTaMH, OT apXanu3Ma JJO MUKPOOUOJIOTUH.
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At the end of the 1980’s, Necro-realism acquired a central and yet questionable role in the art of St Petersburg.
The works of Vladimir Kustov, Igor Bezrukov, Valery Morozov, Sergey Barekov (Serp), Andrey Myortvy and
Yury Tsirkul united around group leader Evgeny Yufit. The movement was directed against existing cultural
values and therefore could not but attract attention. Amidst the stylistic and technical variations, the meaning
behind and Necro-realist work is the ‘revelation of death as a spectacle’, not mediated through any cultural
conditions or euphemisms. If such things appear in Necro-realism, then it is under the banner of ‘Humiliation’
or ‘Destruction’.

These days St. Petersburg is home to a free culture and contemporary artists work according to their own
stylistic preferences. The artists Elena Gubanova and Ivan Govorkov are well-known in the community.
Gubanova works in a manner of spiritual abstraction - an amalgamation of textures, various materials, complex
volumes and unusual solutions. Her husband, Ivan Govorkov, is a distinctly intellectual artist, predisposed
to meaningful and expressive paradoxes. He uses various mediums (graphic works, sculpture, easel and
monumental painting). The work of Alexander Bazarin is personal, naked, open and vulnerable. He refers to
himself as a Mannerist, although his interpretation of fantasy, invention, imagination, idealistic and romantic
features bring Bazarin the problems faced by the modern Mannerist. Disharmony, deformation of figures and
aestheticism of detail sometimes outshines the refinement of the composition itself. Another painter working
in the allegorical symbolic manner whose roots are not from St. Petersburg (but who has become an important
figure in the city’s art scene) is Armen Gasparyan. He was born in Armenia but for over 20 years has lived and
worked in St. Petersburg. In his art, ancient oriental traditions merge with classic occidental culture. The world
of his romantic and symbolic characters is filled with dramatic feelings and lyrical intimacy.

Arkhip Kuindji said: “Power of Art is not in the style of art, but it is in the expression of your individuality,
in sincerity and honesty.” The contemporary art of St. Petersburg offers the modern collector works of art in
which multilayer philosophical content is harmonically enveloped into a refined and beautiful form. The artists
I have mentioned here are highly professional and talented, who can’t imagine their lives outside the artistic
community. They are very different and intelligent individuals whose natural choice is determined by their
depth of artistic intuition and a high level of professional expression.

Tatyana Cohen runs Tatyana International Art, Inc. - specialising in artists of the St. Petersburg School.
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Takoe couetanye BujiHO BumKIIe acasuu (1992-95) - cepusi coBeTCKUX (hi1aroB, yKpalleHHbIX COOTBETCTBYIOIMI
CUMBOJIAaMHU ¥ Jio3yHramu: «I100 pyxosoocmeom Kommynucmuueckoii napmuu Cosemckozo Cowsa - Ha
Tobeoy!» Nmm «IIpoaemapuu écex cmpar, coeOunaiimecs!» - TONOIHEHbI N300PAXKCHUSIME [TOMCTOPUIECKUX
HApOJIOB, aHTEJIOB, ETMIETCKUX GOTOB, MUKPOOPTraHM3MOB, TEPOSIMU MYJIbT(OUIILMOB U TOCTOPOHHUX HAJIHCEIT,
KOTOpbIE MPUBOJAT K OYECBUIHOMY HOHCEHCY M3 COBETCKUX CHMBOJIOB, KOTOpbIC TMEPEKUIU CBOE BpeMs U
KOTOpBIE TIO-TIPEeKHEMY MPOJIOJIKAIOT abcypiHoe cymiectBoBanue B ITocT-coBerckoit ucropun. Jlennn cran
repoeM Komeaun u PacryTuH pekiammpyeT BOAKY, HOCSIIYIO ero umsi. Mud pa3oyapoBaHusl OTHOCUTEIILHO
norepsinHoro cmbiciaa - pacnajg CCCP - 310 ocHOBa Xy10XKECTBEHHbIX MPOEKTOB A(PUKU. DTO TaKKE MOXKET
OBITh MPOCIIEKEHO B «Ne0-3KCIMPECCUOHUCTCKON» SKUBOMUCH U PENPOAYKIMSX KIUIIE MACCOBOM KYJIbTYpbI.
Adppuka npepcrasisn Poccuto Ha 48-M Beneunanckom 6uenHane B 1999 ropy.

B xonue 1980-x rogoB, HEKpo-peaau3M NpUOOPE LEHTPAJIbHYIO U B TO K€ BPeMsl COMHUTEIIBHYIO POJIb
B uckyccree Cankrt-IlerepOypra. Pa6otsl Bnagumupa Kycrosa, WUropst Bespykosa, Banepus Mopo3zosa,
Ceprest bapekoBa (Cepn), Anppess Méprebii u IOpuit Llupkyns oObeguHSIOTCS BOKPYI JUAEpa TpyIIbl
Esrenust IOcura. D10 [BIKeHUEe ObLUIO HANPABJIECHO MPOTHUB CYLLECTBYIOLUX KYJBTYPHBIX LEHHOCTEH M,
CJIEIOBATENIbHO, HE MOIVIO HE NpuBJjieKaTb BHUMaHUsg. Cpefu CTUIUCTUYECKUX M TEXHUYECKUX BapUAHTOB,
CMBICJIOM «HEKPO-PEATIUCTUYECKOI» PAOOTHI SIBIISIETCS «OTKPOBEHUE CMEPTU KaK 3pEeJIULLa» , HE OIOCPEI0OBAHHOE
yepes JIHoOble KyJbTYPHbIE YCJIOBUS WM orpaHuyeHusi. Ecau Takue Bewu nossistorcest B Necro-peanusm, To
HOJ JIO3YHIOM «OCKOPOJICHUE» U «YHUUTOKEHUE» .

Xynoxnuku Enena I'y6anosa, MBan ['oBopkoB, xopoio u3BecTHb! IletepOGyprckomy ooOuiectBy. I'y6aHoBa
paboTaeT B MaHepe AyXOBHOH abcTpakuuu. Ee mpoussefieHus MpeACTaBISIOT cO00I oObefuHeHUe (akTyp,
Pa3IMyHbIX MATEPUAJIOB, CJIO2KHBIX 00bEMOB U HEOObIUHbIX pelleHuii. OHa paboTaeT BMecTe ¢ MyxkeM, FiBanoM
I'0BOpKOBBIM, SIBHO UHTEJIEKTYaIbHBIM XYI0>KHUKOM, NPEJPACIOIOXKEHHBIM K 3HAYMMbIM M BbIPA3UTEIbHBIM
napagokcaM. OH KCIONB3yeT pasjMyHble CPeACTBa (rpacuyeckue paboTbl, CKYJbNTYpbl, CTYIUIHYI U
MOHYMEHTAJIbHYO YKMBOIIUCH).

B o1 pau Cankr-IletepOypr siBiseTCs JOMOM CBOOOJHOM KYJIbTYPbI M COBPEMEHHbIX XYJ0XHUKOB, pAOOTAOLLIUX
B COOTBETCTBUY CO CBOUMU COOCTBEHHBIMU CTUIUCTUYECKUMU ITpefnoyTeHusMu. Pa6otsl Anekcansipa bazapuna
SIBJISIFOTCS JIMYHBIMU, OOHAXKEHHBIMU, OTKPbITBIMU U Ys13BUMbIMU. OH cCblITaeTCsl Ha ce0sl KaK NpeAcTaBUTes
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Vladimir Ovchinnikov (b.1941)

At the TV 2000

Oil on Canvas
Private Collection
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«MaHbEpU3Ma», XOTs €ro TOJIKOBaHME (DAHTACTUKM, M300pETeHUsl, BOOOPAXKEHUs, MACATUCTUYECKUX U
POMAHTHYECKUX OCOOEHHOCTEN CTAJIKUBAIOT €ro ¢ NpoOJIeMaM1, CTOSILLIIMU [Tepef] COBPEMEHHBIM MaHbEPU3MOM.
Jucrapmonust, iecbopmaryst (OUryp U 3CTETU3M JIeTATM3ALUU HHOT/IA IPEBOCXOAT caMy KOMIO3ULMIO. [Ipyrum
XY/IO>KHUKOM, pabOTAIOLIMM B aJlIIErOPMUYECKOll CUMBOJIMYECKOI MaHepe, bl KOpHU He u3 CankT-IleTepOypra
(HO KTO cTas BaskHON (hUrypoit B ropojickoit apt-cueHe) sisiisietcsi Apmen ['acnapsin. OH poauicst B ApMeHun,
HO B TeueHue 6osiee 20 seT xxuBET u padoraeT B Cankr-IleTepOypre. B ero uckyccrse ApeBHHE BOCTOYHbIE
TPaMLMKA CIIMBAIOTCS C KJIACCUYECKON 3amagHoil KyJbTypoil. MUp ero poOMaHTHYECKUX U CUMBOJIMYECKUX
MepCOHaKel HAaIlOJIHEH IpaMaTUYeCKUMUI YyBCTBAMU U JIMPUYECKON UHTUMHOCTBEO

Apxun KyuHKA CKasall, 4To CHjla MCKYCCTBA HE B €ro CTWJIE, & B BLIPAKEHUW WHAMBUYAIBHOCTH, B
uckpeHHocTu u yectHocTr. CoBpemerHoe uckycctBo Cankr-IletepOypra npejpiaraet KOJIEKIMOHEPY HAIIEro
BpPEMEHU TIPOU3BEJICHUsI UCKYCCTBA, B KOTOPBIX MHOIOCIONHOE (PUIIOCO(CKOE COojiepKaHue TAPMOHMIHO
OXBATBIBAET U3LICKAHHYIO U KPACUBYIO (popMy . Xy/IOSKHUKH, YIIOMSIHYThIE 3/IECh BBICOKOMPOMECCHOHAILHbIE 1
TAJIAHTIIMBBIE JINYHOCTH, KOTOPBIE HE MOT'Y T MPEJICTABUTE CBOIO JKM3Hb BHE XY/I03KECTBEHHOT0 coo0ecTBa. OHr
OYeHb Pa3Hble ¥ MHTEJIEKTYAJIbHbIE JIFOJIU, Y€l BLIOOP OMNPENIEIISIETCs TIIyOUHON XY/0KECTBEHHOM MHTYULUN 1
BBICOKUM YPOBHEM TPO(ECCHOHAIBHOTO BBIPAXKEHMSI.

Tamvana Koxau, Ipesuoenm Tatyana International Art, Inc. - cneyuaausupyrowelica Ha XyOOIHUKAX
cankm-nemepoypeckoii llkoabt.

Page 100: Gleb Bogomolov (b.1933) - Cold House with Playing Cards 1980 Oil on Canvas
Courtesy Sotheby’s London

Page 101: St. Petersburg Academy of Arts

Valery Lukka (b.1945) - The Birth of Venus 1993 Mixed Media on Canvas
Courtesy Valery Lukka

Page 102: Nikholay Blokhin (b.1968) - Old Arlekhin Oil on Canvas
Courtesy Val Bocharov

Page 103: Andrey Selenin (b.1973) - Southern Nights 2006 Oil on Canvas
Tatyana International Art, Inc.

Page 108: Andrey Selenin (b.1973) - Wind Mills 2008 Oil on Canvas
Tatyana International Art, Inc.

Page 109: Anton Ovsianikov (b.1973) - Village Oil on Canvas
Tatyana International Art, Inc.
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Alexandra Nedzvetckaya (b.1981)

Summer

Oil on Canvas
Academy of Arts Foundation, St. Petersburg
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