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By Frederic Cloth of Yale University

tiny image of this icon on a saleroom website triggered the attention of Mr. Rudolf Kratochwill,
who is known to have a penchant for very early icons. Although described as a heavily damaged
fragment of a late Russian icon and its size was not given, Mr. Kratochwill was instantaneously
intrigued by its lucidity and the powerful expression on the faces of the depicted Saints.

After acquiring the piece, he was able to trace its history to the prestigious Temple Gallery in London from a
small damaged label on the reverse. Sir Richard Temple Bt, PhD confirmed the sale of the icon in the late sixties
as an important, possibly ‘medieval’ work. He added that the knowledge and appreciation of icons had taken a
giant leap over the last forty years and that the piece was worth further research.

The elongated arm of the Saint on the top of the panel, together with the simple but strong linear composition
of the figures, the basic and bright colour palette of the artist* and its unusual craquelure created an intriguing
puzzle regarding its origin. Sadly, in the late sixties, icons were thought of as mystical and decorative objects
by the non-Russian Orthodox and non-Greek Orthodox community and lacked the recognition afforded to, for
example, Italian Renaissance painting. Collectors and dealers such as Sir Richard Temple would show the art
world in the years to come that icons are actually beautiful works of art in their own right - their full splendour
rivalling, if not occasionally surpassing, the greatest of old master paintings.

Dr. Ron Leenheer, antiquities curator at the Allard Pierson Museum in Amsterdam, indicated that the icon
was unquestionably more Middle Eastern than Greek or Russian in origin. He cited two characteristics of the
Kratochwill icon which defined the development of icon painting in the late 10th and early 11th centuries at
the Saint Catharina Monastery in Sinai. Firstly, it illustrated without doubt the continuation of pre-iconoclastic
painting tradition into the post iconoclastic period, while secondly, it showed a turn towards the classical
concept of art, reflected in the delicacy of drawing and the beauty of form.

Through wood and paint analysis, the icon was subsequently dated accurately between the years 980 to 1025
A.D. and confirmed its original attribution as Middle Eastern, Sinai. Although it is uncertain whether all Sinai
icons were painted in St. Catharine’s Monastery, it is likely that some were brought there and the fact that they
survived is due to its remote location and the respect the monastery gained from the Muslims, therefore sparing
their destruction. Several important icons came from the imperial ateliers of Byzantium, including one with
scenes from the story of King Abgar, which includes the earliest representation of the Holy Mandylion. Others
are portraits of Christ, the Archangels, Saints, hierarchs and hermits. [lluminated manuscripts were produced
in great numbers during this period, including Gospel-books which have a significant corroboration with the
manuscriptuésque iconography of the Kratochwill icon.

*Colour Symbolism

In iconography there are two distinct categories of colours. Firstly, white, red, green and blue, used to express
life, purity, peace and goodness. The second category is black, brown, grey and yellow, used to express danger
and impurity. Christian beliefs follow the thought of Dionysus the Aeropagite, who distinguishes three types of
symbols: noble, middle and base.

A series of icons, originally from Sinai, are now found in the Kiev Museum and the church of Santa Maria Nova
(Saint Mary the New) in Rome. A number of Sinai manuscripts which once belonged to the monastery were
later moved elsewhere, either by 19th century learned Russian travellers (for example, the Sinaitic Glagolitic
fragments of St. Petersburg) or by unknown monks or pilgrims of an earlier date (such as the Kiev Folia or the
Codex Assemanianus).
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HKOHA ¢ 4eThIPbMSI CBITHIMM
BHOBb OTKPBITHIN LIEEBP

Agtop: ®pepepuk Knor - Menbckuil yHuBepcuTeT

e0oJblIIasi IKOHA Ha Be6 caiiTe saleroom.com npuBJeKsIa BHUMAHNE N3BECTHOTO CBOMM MPHCTPACTHEM

K JpeBHMM MKOHaM rocnopuHa Pyponbga Kpatoxsunsa. He cMoTpst Ha TO, 4TO O JJaHHOW MKOHE

CO00IIANIOCH, KaK O CEPhe3HO MOBPEXKAEHHOM (DparMeHTe MO3/IHEl PyCCKOI MKOHBI M He ObIT yKa3aH

ee pasMmep, rocnofinH KpaToxBuiib MOMEHTAIBHO ObIT 3aMHTPUTOBAH SICHOCTBIO €€ N300paskeHust 1
BIEYATISIIOILUM BbIPAXKEHUEM JIULL CBATbIX. MasleHbKUI MOBPEKIEHHbIN SIPJIbIK, OOHAPY>KEHHbII TOCIOIMHOM
KpatoxBunem Ha 0OpaTHOIl CTOPOHE MKOHbI MOCJIE €€ NMPUOOpEeTeHus!, PUBEI ClIefl K MPECTHXKHON ranepee
“Temple Gallery” B Jlonmone. Cap Puuapn Temnn - 6apoHeT, 1oKTOp (pusiocopun, MOATBEPANI, YTO TPOAAI
MKOHY B KOHIIE IIECTUIECATHIX TOJIOB, KaK BaXKHYIO, BO3MOXKHO «CpefiHeBeKOBY0». ['ocriopimn Temmnun no6asu,
YTO 3a MOCIIEHNE COPOK JIeT MOHNMAaHKe IIEHHOCTH NKOH U 3HAHWS U HUX HAMHOTO YIJTyOHUINCh, M YTO JaHHAs!
MKOHA, HECOMHEHHO, 3aCITy>KMBaeT AaJbHEeNIIIero aHammsa.

Oco6eHHO BBITSIHYTast K BEPXY JJOCKH PyKa CBSITOTO, TPOCTbIE, HO CTPOTHe NMPsIMbIe TMHIN (DUTY D, TpeodIaiane
SIPKOH1 I[BETOBOI raMMbI*, HEOOBIYHbIE TPEIIMHBI TI0 KPACOUHOMY CIJIOI0 033j1auMBalOT IaXKe CUIIbHEe, HeXelmn
pelieHne BOmpoca MPOMCXOKJIEHHsI IaHHOW MKOHbI. K coxkasneHuio, B KOHIE IIECTHIECATBIX TOJIOB, NKOHBI
paccMaTpuBaIMCh HEPYCCKON NPaBOCIABHOM M HErpevyecKol MPAaBOCIABHOM OOUIMHOM KakK MHCTUYECKUE
JeKOpaTUBHbIE MIPEIMETHI 1 OHM HE LIEHWIINCH, HATPUMep, TaK, Kak UTabsHCKas >KUBOMICH 3MoxXu PeHeccanca.
Konnekuponepbl n nepekynuyku, Takue Kak cop Puuappy Temmnu, B Oynyuiem Moriu Obl MOKa3aTb MHUPY
MCKYCCTBa, YTO MKOHBI CaMH TI0 ceOe SBISIOTCS MPEKPACHLIMU MPOW3BEEHUSIMU MCKYCCTBA M MO CBOEN
BEJIMYECTBEHHOCTH COMEPHUYAIOT, €CII MOPOIl He PEBOCXOISIT, CaMble BENIMKME KAPTHHBI CTapPhIX MacTEPOB.
[okrop Pon JleHep, KypaTop aHTHYHOro otpena Mysest apxeosoruu Asuappa [Iupcona B Amcrepmame,
OTMETUJI, UYTO POIMHOI UKOHBI, HECOMHEHHO, sBasieTcs: bivkuuit Boctok, a ne I'peuunst nmmn Poccus. Jokrop
JleHep ymoMsiHYJ JiBeé OCOOEHHOCTH MKOHbI KpaToXBuilsi, XapakTepHble Il TEXHUKU MKOHOMUCH KoHua 10 -
Havana 11 BekoB, mpuMeHsieMoil B MOHacThIpe cBaToil Karapunbl B CuHae. [Ipexkne Bcero, MKOHa, 6€CCIOpHO,
JIEMOHCTPUPYET MPOJIOJI>KEHUE IOMKOHOOOPUYECKOH TpajuMy KUBOMKUCU B MOCTUKOHOOOPUYECKUI NMEPUOJL, BO
BTOPBIX, B HEHl MPOCIEKMBAETCSl OOpaIlIeHNe K KOHIENTY KIaCCUUeCKOro MCKYCCTBA, KOTOPBIil MPOSIBIISETCS B
YTOHUEHHOCTH PUCYHKA U KPacoTe (hOpMBbI.

IMocne mpoBefeHnst aHaIM3a AepeBa M Kpacku ObLla yCTAHOBJIEHA JIOCTOBEPHAs JlaTa MKOHBI - Mexay 980 -
1025 r.r. H.3., a TakKe Ge30roBOPOYHO ObLIO TOATBEPKJCHO MHEHHE KypaTopa O MECTe CO3[IaHUsI MKOHBI:
Bmkanit Bocrok, Cunait. Tem He MeHee, He YCTaHOBJIEHO, UyTO Bce CHHAMCKMEe MKOHbI ObUTM HANMCaHbI B
MOHACTBIpe cBATON KaTapuHbl, CyIIeCTByeT BEpOSTHOCTh TOTO, UYTO HEKOTOPbIE MKOHBI ObIIIN MPUBE3EHbI Ty/1A
1 (paKT UX COXPAHHOCTH OOYCIIOBJIEH OTAAJIEHHBIM PACHONIOKEHUEM MOHACTBIPSI 1 MEPEHSITBIM y MyCyJIbMaH
yBaxkeHneM. HekoTopble BasKHbIe MKOHBI MPOMCXOASAT M3 MMIEPCKUX MacTepckux Buzantum, B TOoM umcne
MKOHA, Ha KOTOPOi1 N300pakeHbl CLEHbI BpeMeH KopoJist AGrapa, rjie Mbl BUJUM paHHEe N300paKeHUe CBSITOrO
MangunmoHa. [Ipyrue MKoHbl — MOPTPEThl XpucTa, ApxaHreioB, CBATBIX, apXuepeeB 1 aHaxopeToB. B aTor
nepuroy; B 60JIBIIOM KOJIMYECTBE CO3[ABANICH MIUTIOMUHNPOBAHHbIE PYKOMNCH, BKItovas EBaHresmsi, KOTopble
SIBIISIFOTCS] JOCTOBEPHBIM MOATBEP>K/IeHNEM MKOHbI KpaToxBuits.

*1IBETOBAs] CUIMBOJIMKA

B uxkoHorpacdum oTUeTAMBO pa3nMyaoT /iBe KaTeropuu 1BeToB. IIpexye Bcero, Oenblil, KpacHbId, 3eJeHbIi 1
CHHMII CUMBOJIM3UPYIOT XWU3Hb, YNCTOTY , MUP 1 106pofieTelb. BTopasi KaTeropusi IBETOB - UePHBIiT, KOPUIHEBbIH,
Cepblil ¥ XKENTblil - CUMBOJM3UPYIOT yrpo3y M CKBEpHY. XPUCTHaHE MpPUEPXKUBAIOTCST MHEeHMs1 [IroHncust
Apeonarurta, KOTOPbIil BbIETSET TPU THUMA CUMBOJM3MA: ONArOpOAHbIA, CPEANHHBIN U (hyHIAMEHTALHbIMH.
Psip nkoH, mpoucxopsmx w3 Cunasi, HaxopsiTes cerofnst B Kuesckom mysee n nepksu Canta Mapusi Hosa
(Saint Mary the New) B Pume. HeckonbKo CHMHAICKMX MaHYCKPUNTOB, KOTOpPbIE OJIHAX/Ibl MPUHAJIIEKAIH
MOHACTBIPIO, BIIOCNIEACTBIN ObIIN NEPeBe3eHbI B APYTUe MecTa MO0 PYyCCKUMHU yUEeHbIMU-TTy TeIIIeCTBEHHNKAMH
19 Beka (HampuMmep, CHHaiicKue (parMeHThI riaronmyeckoro tekcra Cankr [letepbypra), miGo eie panee
HEM3BECTHBIMU MOHAXaMH WM MuiaurpuMamu (Hanpumep, Kiev Folia unmn AccemanuneBo EBanrenue).
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Icon with Four Saints (detail)

Sinai, 980-1025 A.D.

13.6 x 52.7 cm
Tempera and Gesso on Wood

Galerie Kratochwill, Vienna
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Weﬁ@JV’W cucca 1775

A Report by Professor G. V. Popov - Doctor of Art History

he icon was painted on three panels of coniferous wood (probably spruce) glued together. On the

back side there are traces of three opposite cut-in timber connectors, of which the one in the middle

was probably the latest. On the upper and lower edges there are metal clamps holding the panels and

also two newer clamps which probably appeared during the last restoration. As of now the panels,
besides the clamps, are held together with glue. Their deformation has led to some losses on the back of the
Archangel’s head.

On the back, a scratched writing ‘MIXAWJI’ (Cyrillic: Michael) is visible. The writing is probably an
instruction for the artist on the choice of character (such writings are quite common in icon painting and book
manufacturing of the XV and later centuries). However, the absence of the letter “b’ (common in Old Russian)
at the end of the words ending with a consonant requires further linguistic and paleographic consultation. The
rough finishing of the panel and its material - spruce - is rare for its time, as early icon series and other artefacts
from Novgorod are painted mostly on linden panels. Quite possibly, the said peculiarity can be explained by the
fact that this icon was created on the outskirts of Novgorod.

Iconography

The way Archangel Michael’s figure is painted (turning right) has clear and multiple analogies with deesis
images from ensembles, which experts closely connect with the central archbishop’s icon painting studios at the
so-called ‘Sophia House’ (as it is named in documents of that time), i.e. the St. Sophia Cathedral.

There are several deesis series of the XV century that have survived, the earliest being an extremely large
deesis from the central iconostasis of the St. Sophia Cathedral of 1438 that is kept in the Novgorod reserve
museum. Then there is a deesis series of 9 icons of Novgorod origin from an unknown church or monastery,
kept in the State Tretyakov Gallery. There is also a deesis of three remaining icons in the collection of the State
Russian Museum from Muromsky monastery at Onega Lake. In addition, there are two icons of the deesis
series from the collection of the famous restorer and historian of Old Russian art, A. I. Anisimov, which were
later transferred to the State Tretyakov Gallery.

All figures of the Archangel Michael in the said icon ensembles have the same three-quarter turn towards the
centre of the row with staffs, spheres or mirrors in their hands. The latter have paired inscriptions XC and IC
(in the first case with Archangel Michael, in the second case with Archangel Gabriel). All figures are painted
in himation draped over the left shoulder and chitons with rich shoulder embroidery and hem edging. As a
rule, Archangel Michael’s chiton is green and the himation is red, as on the icon under examination. The size
of the said figure is almost identical to the Archangel Michael’s figure from the nine-icon deesis series in the
collection of the State Tretyakov Gallery: 158 x 64.5 cm. Coincidences like this are rather rare and can mean
creation in one atelier. In this connection, an additional technological and restoration examination including
colorant analysis could help.

Integrity

As of now the background is cleared up to the field. The halo is tinted with liquid black tempera. Accordingly,
the ends of the Archangel’s baldric and the caption of the image are the results of the latest restoration. The
cinnabar edging is extensively amended. In general, the whole pictorial surface of clothing and the ‘personal’
(head and hands) underwent restoration and some feature additions of a reconstructive nature. However, the
rendering of details, in particular the Archangel’s neckpiece, edging, chiton and shoes, the paint combination
of ochre with the red edging and the white and blue dots decorating it, have not undergone any interference
during restoration.
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Archangel Michael
Novgorod 15th Century
59 x 159.5 cm
Tempera on Wood

Galerie Kratochwill, Vienna
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Apxanresn Muxau
Bemukunn Hosropop, ok. 1475 r.
npoceccop I'. B. [Tonos, 1-p UCKyCCTBOBEICHUS

KOHA HalycaHa Ha TPeX JI0CKaX, U3rOTOBIIEHHBIX U3 JIepeBa XBOMHOW MOPOJibI (BO3MOXHO, €J11),

KOTOpbIE CKIIEEHbI MeX/y co00i. Ha 3ajjHeil cTopoHe MMEIOTCsI Cllefibl TPEX BCTPEUHBIX BPE3HBIX

LIMOHOK,, CPEAIHNI U3 KOTOPBIX ObLI, BO3MOKHO, CAMBIM MO3IHIM. [10 BepxHeMy 1 HIXKHEMY TOpLiaM

MeTalInuecKre CKOObI, Kpersiiye OCKH, a TakxKe 0 JIBe HOBEHIINe CKOObI, KOTOpbIE, BEPOSITHO,
MOSIBUJINCH BO BpeMsl MOCJeHel pecTaBpauuu. B HacTosiee BpeMst JOCKM (IOMUMO CKOO) KpemsiTcsl MeX/y
co00i1 Ha KieeBoil ocHOBe. X nedopmanusi npuBesna K HEKOTOPbIM yTpaTaM B 3aThbUIOYHON 4aCTU TOJIOBbI
Apxanrena.

Ha 3anueit yactu ukoHsl Hauapanana Haanuch «MIXAWJT». Hapnuch, BO3MOXKHO, yKa3aHUE€ MKOHOIMCILY
17151 BBIOOpa 06pasa (Takue HaUCU ObUIM TUMMYHBI B MKOHOMUCH U B KHMXKHOM Jiesie 15 B. u Gosiee mo3HuX
BeKOB). TeMm He MeHee OTCYTCTBHE OYKBBI «ATh» («'b»), KOTOpasi Oblila XapakTepHa B JPEBHEPYCCKOM SI3bIKE B
KOHIIE CJIOB MOCJI€ COTJIACHBIX, TPEOYET I0NOIHUTEILHOM KOHCYJIbTAlMK JIMHIBUCTOB U najeorpados. I'pydas
00paboTKa I0OCKM U ee MaTepuan (ejb) peKu Jis TOro Nepuoja, MOCKOJIbKY PaHHUE MKOHHbIE aHCAMOIU U
ApyTHe HOBrOPOACKNE MaMATHUKY HAMMCaHbl B OCHOBHOM Ha JIMMOBBIX I0CKaX. BecbMa BO3MOKHO, UTO JJaHHAs
VKOHa OblIa CO3aHa HA OKPANHAX HOBTOPOJICKMX 3€MeJlb, YeM U OOBICHSETCS €€ OCOGEHHOCTD.

Hxkonorpadus

Nzobpakenue ¢urypsl apxadreqa Muxanna (B MOBOPOTE BIPABO) MMEET YETKHE W MHOTOUMCIICHHbIE
QHAJIOTUH C JISUCYCHBIMI 06pa3aMi U3 aHcamOIiell, KOTOpbIe 9KCMEePThbl TECHO CBS3bIBAIOT C IIEHTPANBHBIMU
APXMEMMCKONCKUMI MKOHOMMCHBIMU MAaCTePCKUMU NpHM TakK HasbiBaeMoM «CoguilckoM fome» (Tak OH
MMEHYyeTCs B IOKYMEHTax TOro nepuona), T.e. Kadenpansrnom cobope csitoit Cocun.

CoXpaHUI0Ch HECKONBKO JIENCYCHBIX PSIIOB 15-T0 Beka, camblil PaHHUI U3 KOTOPBIX - OTPOMHBIN IEUCYC U3
LEeHTpabHOro nkoHoctaca Coduiickoro cobopa 1438 r., xpansiuuiics B HOBropoackom Mys3ee-3aroBeIHAKE .
3areM cleflyeT AEWCYCHbIN psii M3 9 MKOH HOBIOPOJICKOTO NMPOWCXOXKACHUS M3 HEW3BECTHON IEPKBU MIN
MOHACTBIPs, XpaHsmmiicss B ['ocynapcTBenHol TpeThsikoBcKoil ranepee. CyIecByeT TakxKe IEUCyC U3 Tpex
COXPAHMBIIMXCST MKOH M3 MypoMmckoro MoHacThIpst Ha OHesKckoMm o3epe B cobpanum ['ocymapcTBeHHOrO
Pycckoro myses. Ene aBe MKOHBI 13 IGUCYCHOTO Psiia U3 KOJJIEKIMK W3BECTHOTO PECTaBPaTOpa U MCTOPUKA
ApeBHepycckoro nckycetsa A. M. AHncuMoBa HaxonsTces HeiHe B ['ocyapcTBeHHOI TpeThIKOBCKOI ranepee.

Bce nzobpaskenus apxanrena Muxania B yKa3aHHBIX aHCAMOIISIX TIPEAICTABIICHbI B MICHTUIHOM TPEXUETBEPTHOM
pa3BopoTe K LEHTPY YMHA C MOCOXaMH, chepaMyl WM «3epuajaMi» B pyKax. IlociefHne MMeroT mapHble
Hagnuck IC u XC (B mepBoM ciyuae y apxanrena Muxammna, BO BTOpoM y apxanrena ['aBpumna). Bee ¢urypbl
MPE/ICTABNIEHb] B TUMATHUSIX , HAKMHYTBIX HAa OJJHO IJIEYO, M XMTOHAX ¢ 60raToil 0OIIMBKON U KaiiMO 110 MOfIONY .
Kak npaBuno, xutoH y apxasresa Muxauna 3eseHblil, a TUMATAN KpacHblil (Kak M Ha paccMaTpuBaeMoil
nKoHe). Pa3zmep ¢urypbl Ha TaHHOI MKOHE TOYTH TOJHOCTHIO COBMAAAET ¢ (PUrypoil apxaHreiaa Muxauna u3
IEBATH(UTYPHOTO IEMCYCHOTO psifia B coOpannu ['ocynapctenHoil TpeTbskoBckoi ranepen (158 x 64,5 cm).
Takue coBnajieHust BECbMa PeKM M MOTYT O3HAuaTh, YTO pabOThl BBINOJHEHbI B OIHON MacTepckoi. B aroit
CBSI3M JIOTIOJIHUTENILHOE TEXHOJOTMYECKOe M PECTABPALMOHHOE MCCIIEIOBAHNE, A TAKXKE aHAIIM3 KpacuTened,
MOLJIH Obl ObITH MOJIE3HBI.

CoxpaHHOCTH

B HacTosiee Bpemst (DOH MOTHOCTHIO OUMILICH /10 TpyHTa. HUMO TOHMpPOBaH XWIKO# uepHoil Temmnepoit. CooTs-
©TCTBEHHO TOPOKH (KOHIIbI MepeBsi3u y ApXaHrena) U MOANUCH 00pa3a -pe3ysbTaT MOCIefHeN pecTaBpalyui.
KuHoBapHast oImyIib CHITLHO JIONOJTHEHA. B 11e710M BCst SKUBOMMCHASI TOBEPXHOCTH OFIESK/IbI M «JIMIHOT0» (TOJIOBbI
1 PYK) TIOfIBEPIIIach PECTABPAIMOHHOI 06PabOTKE N HEKOTOPBLIM JIONOJHEHNSIM PEKOHCTPYKTHBHOTO XapaKTepa.
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Conclusion

Such clear analogies allow us to acknowledge the old age of the icon. The stylistic and chronological character
of the few additions made during the latest restoration make it possible to determine that the icon was painted
in the XV century.

Professor G. V. Popov, Doctor of Art History 25th April 2009

Tem He MeHee, nepefjava jeTaieil, B 0COOEHHOCTH OIUIeUbsl, KaliMbl, XUTOHA U 00YBH ApxaHreja, coueTaHue
OXPBbI ¥ KPACHOTO L[BETA B KaliMe 1 yKpalllaloliye ee 6esble U CHHKE TOYKK He MOJIBEPIIIICH PECTaBPALIOHHOMY
BMEILATEILCTBY .

BriBop

OnpejieIeHHOCTh AHAJIOTHIl MO3BOJISIET NMPU3HATH APEBHOCTb MKOHBbI. CTHUIIMCTUYECKUI M XPOHOIOTMYECKHUIT
XapaKkTep HECKONIbKUX JIONOJHEHUI, CACNaHHbIX TP MOCJEHENl PecTaBpalyy, pa3pelaeT ONnpeieliuThb, YTO
HMKOHa Obljla co3fiaHa B 15 Beke.

IIpodgeccop I'. B. Ilonos, JoxTop nckyccrsoBefenust 25 anpess 2009 r
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By Dr. Anthony Parton

he work of Natalia Goncharova (1881-1962), the famous ‘Amazon’
of the Russian Avant-garde, is enjoying a considerable revival
these days. After decades of neglect, her work has now come into
its own, making her the highest selling woman artist at auction
(her painting Apple Pickers was sold at Christies in 2007 for a total of £4.9
million, whilst a year later her Rayist Flowers sold for a record £5.5 million).

What is it about the artist that makes her work so appealing? It is partly to
do with her unique role in the history of Russian modernism, which now, a
hundred years on, makes her very collectable, but it is also something to do
with the way in which Goncharova’s work attracts and engages us. Although
ostensibly naive in construction and execution, Goncharova’s paintings are
in fact well-crafted, the result of a good deal of savoir-faire and, put simply, é{ i
the fruit of an artist who was technically excellent but who could disguise -
that excellence in subtle and beguiling ways so as to further her aesthetic and socio-political agenda. In addition,
her work possesses an ‘authentic’ Russian quality, it exudes a certain ‘Russianness’ and it is this, perhaps, above
all else, to which we respond as viewers, historians and collectors.

The Fishmonger, one of the highlights of this, The Russian Art Fair, is a case in point. Executed in 1910 or
1911 the work is one of an extensive series of canvases executed in a Neo-Primitive style. At this point in time
Goncharova was working in Moscow and played a pivotal role within a small group of avant-garde painters
who called themselves the Knave of Diamonds (Bubnovy valet). The group included talented artists such as
Mikhail Larionov, Ilia Mashkov, Petr Konchalovsky, Alexander Lentulov, Robert Falk, Alexander Kuprin and
the young Kazimir Malevich amongst others. The Knave of Diamonds was principally inspired by the example
of French modernist art that had now been amassed in the private collections of Ivan Morozov and Sergei
Shchukin, as well as by the great ‘blockbuster’ exhibition of contemporary French painting that had been
organised in Moscow in 1908 by the magazine and exhibition society The Golden Fleece (Zolotoe runo). ¢

With an ardent desire to ‘modernise’ Russian art by following the example of Post-Impressionist and fauve
artists, the young Russian avant-garde set about rejecting their academic training, with its emphasis on classical
proportions and mimetic illusionism and embraced a more expressive and vivacious approach to representation.
As Kupin later recalled: “Times had changed and a new orientation had been initiated — an orientation towards
the French. During the summer [ was in a life-drawing class. I drew life-studies, male and female, in clear
imitation of Cézanne, Van Gogh, Manet, Derain and others. Even my palette had been altered. Derain, Cézanne,
Matisse and Van Gogh had turned all my conceptions about colour upside down and completely transformed
them.... This was mutiny. The old art had turned sour on us and was radically rejected” . i)

Goncharova’s response, like that of her colleagues, was to emulate French example by exploring both the
themes and stylistic mannerisms of artists such as Van Gogh, Gauguin, Cézanne and, from 1910 onwards,
Matisse. The evidence of this is to be found in her Sunflowers, in her early figure paintings of the Russian
peasantry, in her studies of bathers, early landscapes and in her still-life paintings, which betray a particular debt
to the hot colours, simplistic forms and supple brushwork of fauvism. It was the French who provided the young
Russians with the means by which they could finally overthrow the overbearing presence of the Academic
tradition. The French liberated the Russian artist to think about their subjects in new ways and to explore
painterly resolutions previously undreamed. In short, modernism came to Russia from France and, as Eganbirui
put it in his famous monograph on Goncharova, it “awakened the strength of the Russian artist, provided him
with the knowledge he lacked and allowed him to understand the enormous importance of the art of the people
and of the pre-Petrine epoch, making possible a return to indigenous craftsmanship” . (i
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Natalia Goncharova (1881-1962)

The Fishmonger c.1910

Oil on Canvas 65 x 95.5 cm
Russian Provenance
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Haramms I'onyapoBa
“IIpooasey, pbibbl” N HEOTIPUMUTUBU3M
[-p OuTonu [TapTon

HTepec Kk paboram Harammm T'onwapooit (1881-1962), 3namenHuTOll “amMa3’oHKH” pPycCKOrO

aBaHrpajia, NEpPeKMUBAET ceilyac HoBbIM Benueck. [Tocne necstunernii 3a0BeHust ee paboThl BXOAAT

B MOJIY, [IeJIast UX aBTOpa CaMoil IOPOTOCTOSILEH Xy/IOKHULIEH Ha ayKuuMoHax (ee KapTuHa “C6op

s16510K”” ObL1a mpofana B 2007 r. Ha aykipoHe “Kpuctus” 3a 4.9 MitH. (hyHTOB CTEPIIHIOB, a Yepe3
rof ee JIyuncTckas kapTuHa “LiBeTsI” 6bLla MpojiaHa 3a peKOp/HbIe 5.5. MITH. (DYHTOB).

UTo Xe ecTb Takoe B 3TOM XY[OXKHHUIIE, YTO JIeJaeT ee paboThl CTONb NMPUBJIEKATEIbHBIMA? DTO CBA3aHO
YACTUYHO C YHMKAIBHOH POsiblo ['OHYapoBOI B MCTOPUM PYCCKOTO MOJIEpHM3Ma, KOTOpasl U cervac, yepes
CTO JIET, JIeJIaeT ee MOMYJISIPHON CPef KOJJIEKIMOHEPOB, HO 3TO TAKXKe CBA3aHO C TE€M, HACKOJIBLKO PabOThI
I'oHuapoBo¥i MpUBJIEKAOT U UHTEPECYIOT Hac. PaboTbl ['OHUapoOBOi, XOTS U BBIMVISISAT KakK Obl HAMBHBIMU 11O
MOCTPOEHUIO U UCTIOJHEHUIO, B JICWCTBUTENILHOCTH MPEKPACHO Pa3paboTaHbl, SBISSICh PE3YITATOM OOIBILNX
3HAaHUN U, TOMPOCTY TOBOPS, MPOU3BENECHUSIMU XYIOXKHUKA, KOTOPbIA 00JIJaeT OTJIMYHON TEXHUKOW, HO
KOTOPBIIl JIOBKUM U OOMaHHBIM MYTEM MOKET CKPbITb CBOM YMEHHS I TOTO, YTOOBI MPOJIBUIaTh CBOU
SCTETUYECKNE U COLMabHO-ToMMTHYecKre uuen. Kpome toro, pa6otsl ['oHYapoBoii 06mafatoT “UCTUHHO™
PYCCKMMHM Ka4yeCTBaMH, OHU BBIPAXKAIOT OMNPENETCHHYIO “pYCCKOCTB” M, BEPOSITHO, IMEHHO Ha 3TO, MPEXKe
BCETr0, MbI pearupyem Kak 3puTell, ICTOPUKU U KOJIIEKIOHEPHI.

Kapruna “IIponasen; pbiObI”, OjHA M3 BEPLIMH 3TON SIpMapKu PyCCKOTO MCKYCCTBA, SIBJSIETCSI MPEMETOM
Hallero BHUMaHus. JTa padora, coznanHas B 1910 wmm 1911 ropy, npuHaAIeKUT K GOJBIION CEPUN MOJIOTEH,
BBIMOJIHEHHBIX B HEONPUMHUTUBUCTCKOM cTHie. B aTo Bpemsi 'oHuapoBa paborama B MockBe u wurpana
KJIIOUEBYIO POJIb B MAJIEHbKOI TpyNne XyJ0>KHMKOB-aBaHrapjlUCTOB, KOTOpas MMeHoBamna cedst “ByOHOoBbII
Baner”. I'pynna cocTosina U3 TaTaHTIMBBLIX XYJOKHUKOB, TaKMX Kak Mwuxaun JlapuoHoB, Wb Maikos,
[eTp Konuanoskwuii, Anekcannp Jlenrynos, Po6ept danvk, Anekcanap Kynpun; mononoit Kazumup Manesuy
TOXe BXOAWI B 3Ty rpynmy. “ByOHOBbII Baner” B OCHOBHOM uepmail cBoe BJOXHOBEHHE B MPOM3BENICHUSIX
¢ppaHIry3cKOro MofiepHU3Ma, KOTOpble ObIIM MPEAICTABIECHbI B OOJBIIOM KOJIMYECTBE B YAaCTHBIX COOPAHMSIX
WBana Mopo3zoBa u Cepres lllykuHa, a Tak:Ke ObUTM BBICTABIICHBI HA TPAHAMO3HON BHICTABKE COBPEMEHHOTO
¢ppanIry3cKoro MCKyccTBa, KoTopasi 6bina oprannsoBaHa B Mockse B 1908 rofy >KypHanoM u BBICTAaBOUHOI
kommccuein “3omotoe Pyno”. (1) Ilblmas >KemaHueM MOJEPHU3MPOBATH PYCCKOE HCCKYCTBO MYTEM €ro
MEePEeOPUEeHTALNH Ha WU MOCT-MMIPECCHOHN3MA U (POBU3Ma, MOJIOIbIe TIPEJICTAaBUTENN PYCCKOTO aBaHrappa
Hayaau C OTPUIAHMS aKajleMUYeCKON MOATOTOBKM, KOTOPAasi OCHOBBIBAJIACH HA M3y4YEHNMM KIIACCHYECKUX
MPONOPILNI ¥ MOAPAsKAaTEILHOCTHU, X BMECTO 3TOT0 0OPATHIINCH K 60JIee BbIPA3UTEILHOMY 1 SKUBOMY MOAXOMY B
oToOpaxkeHuu aeicteuTensHocTu. Kak nosxe secnomunan Kynpun: “Bpemena u3MEHWIUCH U BO3HUKJIIM HOBbIE
OPHMEHTHPBI - OPUEHTUPBI Ha (PPAHILy3CKYIO XKUBOMICE. Bee eTo s 3aHnMancst B Kilacce pUCOBAaHNEM C HATYPBI.
S1 prcoBa ¢ HaTYpbl My>KUWH 1 XKEHIIUH, cTapasich noppaxars Ce3anny, Ban [ory, Mane, [lepeny u npyrum.
Jaxe most namutpa namenunack. [lepen, Cesann, Matucc u Ban ['or nepeBepHy/M Bce MO MpeACTaBICHUS
0 IBeTe 1 MOJHOCTHIO M3MEHWIN HX... DTO Obl1 6yHT. CTapoe NCKyCCTBO OOMAaHYJIO HAIM OKUAAHUS 1 ObIIO
MOJIHOCTBIO OTPUHYTO™ . (2)

lonvapoBa, MOAOOHO CBOMM KOJUIEraM, CTPEMUJIACh TOAPaKaTh (hpaHIly3aM, UCHONb3ysl KaK TeMbl, TaK U
CTWIIMCTUKY XyTOKHUKOB, TaknX Kak Ban 'or,['oran, CezanH u, Haunnasi ¢ 1910 rona, Marucc. [lonTeepskiennem
9TOMY CIyKUT KapTuHa “[lofconHyxu”, ee paHHHE KapTUHBI M300paKalolIie PYCCKUX KPECThSH, €€ 3TIOfbI,
n300paxarole KynajblKOB, paHHUE Mel3aXy W HATIOPMOPTHI, B KOTOPBIX SPKHE KPACKH, YNPOIIECHHbIE
¢opMBbI U MsATKasi MaHepa MUCbMa CBUJCTEIBLCTBYIOT O ee yBieueHMH (oBU3MOM. VIMEHHO (ppaHIy3cKue
XY/IOSKHUKU MPUHECTH C COOOH Te CPeACTBA, KOTOPbIE TIOMOIIM MOJIOAbIM PYCCKUM MacTepaM OKOHYATENbHO
OTPHUHYTBH JIOBIICIOIYIO aKaIEMUIECKYO TOKTPUHY . PpaHIly3CKUe XyTOKHUKHI ITOMOTJIN PYCCKUM XYIOSKHUKAM
YBUJIETb MO-HOBOMY CBOU TEMbI U HCIOJIB30BATh XYJOXKECTBEHHbIE PEIICHUsI, O KOTOPbIX OHM paHbILEe [axke
He forafpiBamick. Kopoue roopsi, MofepHu3M npuiien B Poccuto n3 ®panium u, Kak ckasan Iam DraHoropu
(ncepmonnm WMnbm 3pmaneBnua) B CBoell 3HaMeHHMTOW MoHoOrpaduu o ['OH4apoBO#l, OH “mpoOyAMI CHIIbI
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Natalia Goncharova (1881-1962)

A Smoking Man 1911

Oil on Canvas
The State Tretyakov Gallery, Moscow
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The Knave of Diamonds exhibition, held in Moscow in December 1910, was filled with work that was cast in
the mould of the French but not entirely so. ¢v) There was a feeling amongst many members of the group that
somehow they should remain culturally distinct. On the one hand there was the fear that they might be taken
as mere imitators of French modernism, for already the Russian art press had described the artists as ‘little
Matisses’ (matissiati). vy On the other, there was the fact that many of these young artists entertained nationalist
sympathies and entertained a distrust of the West. Whilst wishing to revolutionise and ‘modernise’ the practices
of painting, they had little respect for corrosive effects that Western values and Western culture had wrought in
Russia since the time of Peter the Great. Here was a generation who wanted to explore what a distinctly Russian
modernism might look like in the visual arts and a generation who wanted to celebrate ‘Russianness’ in their
work. Goncharova and her partner Larionov stand out as two key-players in this respect.

The solution to the problem of how the young Russian artist might participate in European modernism and
yet remain true to their culture was, paradoxically, provided by the French. Central to late 19th century and
early 20th century French art was the question of ‘Primitivism’. Inspired by Nietzsche’s philosophy and by the
need to contest rapidly developing capitalism and the evils of the urban environment, artists in France began
to seek out a ‘primitive Other’ that was located in the far-flung peasant communities of Brittany (Gauguin) and
Provence (Van Gogh). The subject of the peasant and representations of the simplicity and ‘authenticity’ of the
peasant life were crucial to this generation of painters as a means of indirectly critiquing urban values. But if
their work was to celebrate this “primitive Other’ in terms of subject matter, then it was incumbent on the artist
to cast that subject in an appropriate form. This is why Gauguin and Van Gogh employed the stylistic rhetoric
of folk art and Japanese prints, whilst a few years later Matisse and his fauve colleagues referenced African
sculpture, oriental art and children’s drawings. In both form and content, then, the work of the French modernist
espoused a cultural opposition to the mimetic and lifeless art of the status quo.

Natalia Goncharova (1881-1962)

The Cyclist 1913
Oil on Canvas
The Russian Museum, St.Petersburg
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Natalia Goncharova (1881-1962)

Drying the Laundry 1911
Oil on Canvas
The Russian Museum, St.Petersburg

PYCCKOTro Xy0>KHMKA, CHAG[MI €ro HefOCTAIOIMMYI 3HAHUSIMI 1 TIPUBEJT €r0 K TOHNMAHWIO OTPOMHOTO 3HAUSHHSI
MCKYCCTBa HApOfa U IONETPOBCKOI 3MOXM, /JaBasi BO3MO>KHOCTb BEPHYTHCS K MECTHOMY PEMECTIEHHUUECTBY . (3)

Bricraka “By6HoBoro Banera”, npoxonusiuas B Mockse B iekadpe 1910 r., n3o6unoBana paGoTamMu, KOTOpbIe
ObIIM CO3MaHbI MOJI BIMSHUEM (PPAHIy3CKOTO MCCKYCCTBA, HO HE CJIE/IOBAIM €My BO BceM”. 4) BonbimHCcTBO
YJICHOB TPYNIbl YyBCTBOBAJIM, YTO OHM JIOJDKHBI OCTAThCS B KAKOH-TO Mepe KYJIbTYPHO OTJIMYHBIMU OT
¢paniy3oB. C OfiHOI CTOPOHBI, OHM OOSUTMChH, YTO MX MPUMYT 3a MPOCTHIX MOApaxkareell (hpaHIly3CKUX
MOJIEPHUCTOB, TIOCKOJIbKY PycCKasl pecca yXKe 0XapakTepu30oBajia XyI0KHIKOB KaK ‘‘MaleHbKUX MaTuccoB”
(“matuccsarsr”). 5) C mApyroil CTOPOHbI, MHOTHE MOJIOfIbIE XY/IOSKHUKH TIPOSIBIISIA HALMOHAIILHBIE CUMITATHN 1
npornaraHupoBali HefoBepre K 3amnajy. 2Kesasi peBOOIMOHU3NPOBATE U MOAEPHU3UPOBATD KUBOMNCH, OHU
HE OTHOCHJIMCH MOJIOXKUTENLHO K Pa3pyLIMTETLHOMY BO3JIEHICTBHIO, KOTOPOE 3anajiHble IEHHOCTH ¥ 3amajHast
KyJbTypa okasbiBamu Ha Poccuro Haumuas ¢ snoxu [lerpa IlepBoro. D10 GbLIO MOKOJEHNE, KOTOPOE XOTEIO
MIOHSATB, KaK MOKET BBITJISIACTh YUCTO PYCCKUI MOJIEPHU3M B M300pa3UTEIbHOM HCKYCCTBE, a TAKKe TTOKOJICHHE,
KOTOpOE XOTEJIO BOCTETh “PYCCKOCTh” B CBOMX padoTax. B aTom oTHoteHun ['onyapoBa u ee my:k JlapuoHoB
SIBJISIFOTCS KITFOUEBBIMU (PUTYpaMH.

Perenne npoGseMbl, COCTOSIILEN B TOM, KaK MOJIOJION PYCCKUI XYTOXKHUK MOKET YYacCTBOBAThb B €BPONENCKOM
MOJIEPHU3ME U BCE K€ OCTaBaThbCsl BEPHBbIM CBOEH KyJbType, KaK HU MapajioKCalbHO, OBbIIO MPEyIoXKeHO
camumu ppaniy3amu. LleHTpanbHOil npoGieMoii (hpaHiy3cKoro uckycctsa B kKoHue X1X, Hayane XX Beka
Oblna mpobiema “npumuTHBU3MA”. BroxHoBmisiemble unocodueit Huiie n HeoOXOUMMOCTBIO GOPOTHCS C
GBICTPO PA3BUBAIOILMMCS KAUTAIN3MOM M MOPOKaMN YPOAHUCTUUECKOTO OKPYKEHMS, XYJ0XKHUKN BO PpaHuym
00paTUIICh K TIOMCKaM “TIPUMUTHBA”, ““TOTO APYroro”, 4To CYMIECTBOBAJIO B OTJAJICHHBIX CEbCKUX pailoHax
Bperanu (I'oran) u IlpoBanca (Baun I'or). Tema KpecTbsHCTBA U U300pa’KeHUE MPOCTOTHI U JJOCTOBEPHOCTH

KPECTbSHCKOrO ObITa CTAIM ONpPEJEIISIOIMMU JJIsl 9TOrO IMOKOJIEHUsl KMBONUCLEB KAK CPECTBA KOCBEHHOM
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Artists such as Goncharova clearly understood the cultural dynamic that was at work amongst Western
modernists. Unlike the French, however, who largely had to go beyond their own shores to seek out the those
‘primitive’ forms that were integral to the expression of their subject matter, Goncharova and Larionov realised
that the Russian artist had a unique access to a diverse, vibrant and living ‘primitivism’, not only in the peasant
cultures of Great Russia and the Ukraine, but in the ethnic cultures of the Jews and the Gypsies - and in the far
flung provinces of the Empire where life had remained unchanged for centuries. By accessing and celebrating
these traditions, the Russian artist could at once occupy a position at the forefront of European modernism,
could rival the work of Matisse and yet retain their cultural integrity.

Goncharova’s aesthetic ideology, as well as that of Larionov, was based upon this premise. They were
nationalists and proud of it - and by 1911 were urging members of the Knave of Diamonds to move beyond
their dependency on Western models. Finally, in 1912, at a noisy debate in Moscow, Goncharova and Larionov
seceded from the group and announced their intention to form a new grouping called The Donkey'’s Tail (Oslinyi
khvost). Malevich joined them and so too did Alexander Shevchenko. In the years leading up to the First World
War it was this grouping - and principally Goncharova and Larionov - who established themselves as the
leaders of the Avant-garde. Freed from what they considered to be the retrograde constraints of the Knave of
Diamonds, Goncharova and Larionov set about promoting their idea of a modernist art that was grounded in
their experience and knowledge of Russian culture and to this vibrant and often aggressive style of painting
they gave the name Neo-primitivism (Neo-primitivizm). (vi

The Neo-primitive adventure flew in the face of public taste. It was crude and rebarbative in both form and
content and attempted to challenge head-on the refined standards of the bourgeoisie and of the neat mimeticism
of the academic method. However, although the style was, in many ways, deliberately polemical, the artists of
the Donkey’s Tail were seriously committed to an exploration of the indigenous cultures of the Empire, with
the aim of learning from them and furthering them in the modern day context. For Goncharova and Larionov,
it was not only a question of employing primitivism as a means of establishing a counter-culture to that of the
status quo, but also of promoting what they saw as the ‘authentic’ popular culture of Russia and its enormous
hinterland, which was rooted in Asiatic values that were very different to those of Enlightenment Europe. As
Shevchenko put it: “Russia and the East have been indissolubly linked from as early as the time of the Tatar
invasions. And the spirit of the Tatars, of the East, has become so rooted in our life that at times it is difficult
to distinguish where a national feature ends and where an Eastern influence begins. The whole of our culture
is an Asiatic one... Yes, we are Asia, and are proud of this, because ‘Asia is the cradle of the nations’” . (vii
Goncharova saw herself as heir to this rich cultural tradition and arrived on the art scene “as some kind of
liberator of the Russian spirit” and as the bearer of its light into a new century. (viii

The Neo-primitive experiment, then, was an attempt both to celebrate the archaic culture of the Russian
people that was rooted in Asiatic traditions and to revive its principles and to give it new life in the context of
developing modernity. In addition, Goncharova and Larionov entertained the view that Neo-primitivism might
act as a corrective to the banal and stereotyped culture that modernity fostered by putting people back in touch
with the ‘authentic’ and vivacious aspects of ‘real’ life as it was lived beyond the routines and trammels of
urban modernity. In short, Neo-primitivism was seen as means of cultural salvation in a world dominated by
suffocating effects of capitalism and bourgeois values and morality. Idealistic as this approach now seems, the
idea that art might possess a regenerative purpose was shared by many modernist artists of this generation, most
notably by Kandinsky, with whom Goncharova and Larionov were in regular contact.

It was in this context that Goncharova executed her Fishmonger and it is only by recalling these cultural
debates that we can begin to understand the rich and complex meanings that a painting such as this possesses.
Goncharova was interested in popular life and culture, in the rural peasantry and the urban proletariat - for
here there was an ‘authenticity’ that was lacking in the polite drawing rooms and reserved and codified social
rituals of the Russian bourgeoisie. Her typical Neo-primitive subjects, then, were those of Russian peasants at
work and leisure: harvesting, reaping, planting trees, sheering sheep, washing linen and dancing. We also find
many paintings of Jewish and Ukrainian subjects, since these connoted cultural traditions very different to the
dominant culture of middle-class Moscow and St. Petersburg. Images of the Jews, for example, which celebrate
their customs and religion, possessed a subversive and oppositional quality, since the Russian state was in the
business of trying to erase these cultures or at least to remove them from public sight. The Jews and the Gypsies
were, at this time, the subject of a kind of ‘ethnic cleansing’ in Russia, since many were forcibly removed to the
‘Pale of Settlement’ (Poland and the Ukraine) and were the victims of vicious pogroms.
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Natalia Goncharova (1881-1962)
Jews - The Shabbat 1912

Oil on Canvas
Kazan: State Museum of Fine Arts
of the Republic of Tatarstan

Natalia Goncharova (1881-1962)
The Bleaching of Canvas 1908

Oil on Canvas
The Russian Museum
St.Petersburg
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KPUTUKU ypOaHUCTHYecKuX LeHHocTell. Ho ecim mx paGoThl JOKHBI ObLIM NPOCIABIATh “NPUMUTHUBHOE™,
“To, Apyroe” Kak MpeAMeCT U300paKeHus, TO XyAOXKHUK 00s3aH ObL1 MPEICTABUThL NpPEeMET N300paXKeHus B
COOTBETCTBY!OLLIEH (hopme. DTUM 00bsicHseTCs, oueMy ['oran u Bau ['or rcnonb30Bany CTUMCTUKY HAPOAHOTO
WCKYCCTBA U SIMOHCKUE TPABIOPHI, a YePe3 HECKOILKO JIeT MaTHce 1 ero Koyerd no (poBu3My NpeBO3HECN
a(ppUKAHCKYIO CKYJIBIITYPY, BOCTOUHOE MCKYCCTBO U JieTcKue pucyHku. Kak 1o ¢popme, Tak 1 1o copepkaHuto,
paboThl (hpaHIly3CKUX MOJIEPHUCTOB MPEACTABIISIIN KyJIbTYPHYIO OMINO3ULUIO NOAPAXKATEeJIbHOMY U MEPTBOMY
UCKYCCTBY Status quo.

Taxue XynoxkHUKM Kak ['oHYapoBa 4eTKO NpEJCTaBIsIM cebe KyJbTYPHYH JMHAMUKY, KOTOpas Oypiuia B
cpefie 3anajHbIX MoiepHUCTOB. OHAKO, B OTIIMYKME OT (PPaHIly30B, KOTOPbIM NPUXOAUIIOCH OTHPABISITECS K
“npyrum Geperam’ B MOMCKaX TeX MPIMHUTHBHBIX (hOPM, KOTOPbIE COOTBETCTBOBAJIM MX PEIMETY MCCIISIOBAHMIS,
I'onuapoBa 1 JIaproOHOB MOHSIIN, YTO Y PYCCKUX XYTOSKHUKOB €CTh YHUKAJIBHBII JIOCTYI K MHOrOOOpa3HOMY,
TIOJTHOMY 3KVM3HH ¥ BCE ellle CYIECTBYOLIEMY MPUMHUTUBU3MY HE TOJIBKO B KPECThSHCKON KyJbType Poccun n
YKpauHbl, HO M B 3THUUECKUX KYJIbTypax eBpeeB M IbIT'aH, a TaKKe B OTAaJeHHbIX MPOoBHHIMSX Poccuiickoit
VMIIEpUH, TJIe JXKM3Hb TeKJa 0e3 N3MEeHeHWI Ha MPOTSDKEHNH BeKOB. VICTIONb3yst M MPEeBO3HOCS 3TH TPaJIULIHT,
PYCCKUIT XY[JOSKHUK MOT Cpa3y K€ 3aHSTb MECTO B aBHrapje eBpOIECKOro MOjIEpHU3Ma, MO CONIEpHUYATh C
padoramu MaTucca 1 ilake COXpPAaHUTb CBOIO KYJIBTYPHYIO LI€JIOCTHOCTb.

OcteTrKa Kak ['oHuapoBoil, Tak 1 JIapuoHOBa OCHOBBbIBaJACh HAa 3TOM Te3uce. OHM ObUIM HALMOHAJIUCTAMU
U rOpAMIIUCh 3TuM, 1 K 1911 ropy akTuBHO BbicTynanu B “By6HoBoM Banere” 3a 0TKa3 OT 3aBUCUMOCTU OT
3anajiHbIX 00pa3uoB. B KoHie KoH1oB, B 1912 r. nocse uyMHbIX jie6aToB B Mockse, 'onuaposa u Jlapuonon
BBILLUIY U3 TPYMITbl XU OOBSBUIIM O CBOMX HAMEPEHUSIX CCDOPMUPOBATH HOBOE TeUEHUE NOf] Ha3BaHueM “OCIUHbIN
xBocT”. K HuM npucoegunumucs Manesuy u Anexcanap lllesuenko. B roppl, npepgmecrosasime Ilepsoit
MHpPOBOW BOJiHE, 3Ta IPYNIMPOBKa, U B ocobeHHocTH ['oHwyapoBa u JIapuOHOB, yTBepaWIach Kak JUAEPbI
aBaHrapjia. OCBOOOAMBILNCE OT TOrO, YTO OHU CUMTANU peTporpajHbiM B “By6HoBoMm Banere”, I'onuaposa u
JIapuOHOB CTaM MPOABUTaTh CBOU MJIEM MOJAEPHUCTCKOIO MCKYCCTBA, KOTOPble ObLIM OCHOBAHbI HA OMbITE U
3HAHUU PYCCKOH KYJIbTYPbI U 3TOrO “>KUBOrO U 4AaCTO arpeCCUBHOIO CTUJISI PUCOBAHMS, KOTOPBIN OHU Ha3Balu
HEONPUMUTHUBU3M . (6)

HeonpumuruBucTckue wupen ObLIM IMJIEBKOM B JIMIO OOIIECTBEHHOMY BKycy. Heonmpumurtusuzm Obli
rpyObIM U HEOTECAHHBIM KakK Mo (hopMe, Tak W MO COJICPyKaHMIO U Opocasl BbI30B YTOHUEHHbIM CTaHAApTaM
OypsKya3un W aKKypaTHOW MOJIpakaTesbHOCTH akajaeMuueckoro meropa. OjHako, HECMOTpS HA TO, YTO
3TOT CTUJIb ObUI BO MHOI'OM OTKPOBEHHO MOJEMUYHBIM, XYJOKHUKHU Tpynibl “OCIMHBIA XBOCT CEphe3HO
3aHUMAJIICh UCCIIEJIOBAaHUSIMU MECTHBIX KyJbTyp Poccuiickoit MIMnepun ¢ LEeblo MOyUYUThCSl Y HUX, a TaKXKe
MO3HAKOMUTDb UX C COBPEMEHHOM Ku3Hb10. 17151 ['oHuapoBoii u JlapuoHoBa 3Ta IeTEeILHOCT UMENa LEJbI0 He
TOJIBKO MCTOJIb30BAaHME MPUMUTHUBU3MA B KQUE€CTBE KOHTP-KYJbLTYPbI 0 OTHOILLEHUIO K Sfatus quo, HO TaKXKe
MPOJBUKEHUEM TOT0, YTO MPEJICTABIISNIOCh UM UCTUHHBIM B HApPOJHOM KyJbType Poccun u B ee Heo603pumMoit
ryOUHKE, KOTOpasi 3MXKJeNach Ha a3WaTCKUX LEHHOCTSIX, aOCOJIIOTHO OTJIMYABLIMXCS OT MPOCBELICHHOMN
Esponbi. Kak ckazan lleBuenko: “Poccusi 1 BocTOK Hepa3pbIBHO CBsI3aHbI €111€ CO BPeMEH TaTapO-MOHI'OJILCKOTO
HawecTBust. M nyx Tatap, nyx BocToka, HACTOBLKO YKOPEHWJICSI B Halled >KU3HU, YTO BPEMEHAMU TPY/IHO
pa3IMuNTh, Ijle 3aKaHYMBAETCSl HAIMOHAJIbHAS YepTa M HAUMHAETCSl BOCTOYHOE BiMsiHUE. Best Haa KynbTypa
- 9TO a3uarckKasi KyJabTypa... [la, Mbl a3uaThl U TOPJUMCS 9TUM, TIOTOMY YTO A3Usl 3TO KOJBIOEb HALWMIA . (7)
lonuapoBa Bujiena ceOsi HACHEAHULIEH 3TOM OOraToi KyJbTYPHOH TPaJMLUMM M MOSBUIIACH HA TMOJAMOCTKAX
HCKYCCTBA B POJIM “HEKOE OCBOOOUTENHLHULIBI PYCCKOTO JlyXa”, B KaueCTBE MPOBO3BECTHMUIIbI HOBOT'O BEKA. (8)

DKCNEepUMEHT C HEONIPUMUTUBU3MOM ObLJT TOT/IA MOMBITKON BOCNIETh ApXaNveCKYIo KYJIbTYpPY PYCCKOTo Hapofa,
KOTOpasi OCHOBBIBAJACh Ha a3MaTCKUX TPAJIMLMSIX, BO3POJUTH €€ NMPUHUMITLI U BAOXHYTb HOBYIO >KHU3Hb B
KOHTEKCT pa3BuBatoliericsi coppeMeHHoctu. Kpome toro, 'onuaposa u JlapuoHOB npujiep>KuBaIMCh MHEHMSI,
YTO HEONPUMUTHUBU3M MOKET CITY>KUTb MOMPABKOM K GAHAIILHON U CTEPEOTUITHOM KYJIBTYpPe, KOTOPYIO MECTyeT
COBPEMEHHOCTb, IyTeM BO3BPALCHUS] HApoja Ha CTE3l0 “NOJUIMHHBIX” M >KU3HEPAJIOCTHBLIX TMPOSIBICHUI
peasbHOM >KM3HU, KOTOPasi CYLIECTBYET MOJi PYTUHOM U MyTaMu YPOAHUCTUUECKON COBPEMEHHOCTH.

Kopoye roBopsi, HEONPUMHUTUBU3M pACCMATPUBANICS KaK CPEACTBO KYJbTYPHOIO BbDKMBaHUS B MUpE
yAyLIAOLEro KanuTaau3Ma U OypiKyasHbIX LieHHOCTell 1 Mopasiu. HecMmopst Ha TO, 4TO 3TOT NOAXOJA ceityac
KaXKeTCs UIeaIMCTUYECKUM, MBICJIb O TOM, YTO UCKYCCTBO MOKET CIIOCOOCTBOBATH BO3POXKACHUIO, Pa3/ielisilach
MHOTMM XYJOXKHUKAMU-MOJIEPHUCTAMU 3TOrO MOKOJIeHus, a uMeHHo KanpuHckuM, ¢ koTopeiM ['oHuapoBa u
JIaprOHOB NOAIEP>KUBAIINA TIOCTOSIHHBIIA KOHTAKT.
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Natalia Goncharova (1881-1962)
Self Portrait with Yellow Lilies 1907

Oil on Canvas
The Tretyakov Gallery, Moscow

Natalia Goncharova (1881-1962)
Shearing Sheep 1907

Oil on Canvas
Serpukhov Historical & Art
Museum
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Finally, Goncharova’s Neo-primitivism also focussed upon the urban proletariat and its culture - and it is
amongst this subject matter that we may place The Fishmonger. Goncharova was deeply attracted to the life
of the streets and of the urban workers in cities such as Moscow and on many occasions her Neo-primitive
canvasses represent the tradesmen and street vendors who brought colour, noise and life into the city of brick
and stone. The series includes not only The Fishmonger but also The Bread Seller (Paris: Musée national d’art
moderne) and Fruit Vendors (of which there are several versions). Subjects such as these possessed all the
oppositional and subversive potential of her peasant, Jewish and Ukrainian paintings - since whom, amongst
the polite middle-class, wished to bring the tradesmen into the drawing-room either literally in person or
metaphorically in the form of a painting? Beyond the liberal intelligentsia, art was still thought of as a means of
espousing ‘fitting” and uplifting themes and certainly not the unkempt lout from the provinces who reeked of the
fish that he sold and was tolerated as a social and economic necessity. Subjects such as these played a dual role
in the aesthetic ideology of the Neo-primitives. Through them, Goncharova celebrated the ‘other’ culture and in
the act of celebration threw open to question and hence ‘deconstructed’ the narrow-minded views, social mores
and cultural limitations of the bourgeoisie, whose economic dominance guaranteed their cultural hegemony.

However, the acerbic bite of Neo-primitivism resided not only in its controversial imagery, but also in the way
in which Goncharova dissembled the traditional methods of representation. Since the time of Peter the Great
‘high’ art in Russia had adopted the form of European academicism. That is to say that the accepted method of
picture-making employed a set of painterly techniques that guaranteed illusionism and mimesis at all costs. It
was the function of art to look like what it represented and the concept of artistic quality was bound up with the
idea that the more closely the painting resembled the reality it sought to represent, the better the painting and
more talented the artist. The techniques that the Academies and their followers adopted included the use of one-
point perspective to create an illusionistic picture space within which to set the scene; the use of classical and
naturalistic proportions; the use of a single light-source to create naturalistic light and shade effects; attention
to detail; a restrained palette of colours (since art was considered as appealing to the intellect rather than the
emotions) and especially the use of highly polished brushwork so as to elide the physical appearance of brush
marks in the paint and hence add to the illusion of reality. As Clement Greenberg noted, the Academy “used art
to conceal art” whereas the modernist artist, on the other hand, used art “to call attention to art” . (ix)

For Greenberg, modernism in the visual arts was about breaking away from illusionism and openly revealing
the medium and techniques by which the painting was executed. In fact, Greenberg goes further and asserts that
modernist painting is about the ‘autonomy’ of art, about moving away from imagery and socio-political content
to explore the qualities germane and exclusive to painting pure and simple. Certainly there was something of
this agenda in Goncharova’s work but Goncharova could not be persuaded to abandon the social role of art so
easily. Like the other members of The Donkey’s Tail, she understood that to practice as a modernist, to abandon
mimesis and to dissemble the medium, was to reject the cultural norms sponsored by the state and supported
by the bourgeoisie. The modernist was therefore not only a cultural ‘subversive’ but, by implication, a socio-
political subversive too. This much was made clear by the Russian press when they so frequently described the
Avant-garde, the Knave of Diamonds and The Donkey’s Tail, as ‘leftists’.

In Russia, as in Western Europe, modernist painters contradicted point for the point the techniques hallowed by
the Academy, not only in a bid to modernise painting, but also to oppose the status quo that underpinned and
supported it . In The Fishmonger we have an excellent example of such artistic modernism. Here, Goncharova
rejects the illusionistic space created by one-point perspective and instead she flattens the picture space in order
to assert the two-dimensional quality of painting. Gone are the naturalistic proportions, for now the figure of the
fishmonger is schematised. The light source is disrupted and the face is no longer modelled using chiaroscuro
but - a la Matisse - using viridian and red. The work lacks the necessary detail to establish its credibility as
an accurate portrayal of reality, for only the essentials of the composition are represented. The colours are
deliberately bright and garish and, above all, Goncharova employs a lively use of texture (faktura) which
openly proclaims the fact that this is a painted object. There is something refreshingly honest about the work as
opposed to the disingenuous quality of academic painting which relies upon the art of concealment in order to
advance its claim to literally extend the real world into what is actually an imaginary space.

Modernist practice, then, set its face firmly against the status quo and its cultural expression. It was not, as
Greenberg suggests, to act in a purely autonomous way, for to reject the cultural forms of the establishment was
to reject the establishment itself. Neo-primitivism, however, went yet one step further, for the particular formal
resolution that it adopted went beyond a mere ‘tit’ for ‘tat’” substitution of one technique for its opposite.
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Hmenno B 3ToM KoHTekcTe ['oHuapoBa Hanucana csoero “IlpopaBua pbiObl”, M, TOJIBKO BEPHYBLIUCH K 3THM
JUCKYCCUSIM O KYJIbTYpe, Mbl MOXKEM IIOHSITh SIPKUE UM CIIOXKHbIE WJeU, KOTOpble BOIUIOUIAET 3Ta KapTHHA.
I'oHyapoBa MHTepecoBaachk NPOCTON >KU3HBIO U KYJbTYpPOW, AEPEBEHLIMHON U FOPOACKUM IIPOJIETApUATOM,
MOCKOJIbKY UIMEHHO TaM OHa HaXO[uJa Ty “NOJUIMHHOCTb, KOTOpast OTCYTCTBOBANA B U3bICKAHHBIX CAJIOHAX U B
XOJIO[IHBIX M YUTUBBIX MaHepax pyccKoil Oypxkyasuu. Takum o6pa3oM, TUITMYHO HEOIPUMUTHBUCTCKOI TEMOM
I'oH4apoBOil CTaHOBUTCS N300paXKeHNE PYCCKOrO KPECThSIHCTBA, 3aHUMAIOLIErocsl TPYAOM U OT/IbIXAOLIEro:
c6op ypoxkasi, XKaTBa, I0cajKa IepeBbEB, CTPUKKA OBEll, CTUPKA U TaHLbI.

Y T'oH4apoBOil MbI TaKxKe HAXO[UM MHOIO KAapTUH Ha €BpEHCKUE U YKPAUHCKHE CHOXKETbl, MOCKOJIBKY
OHU MNPEACTABISIM  KYJIbTYPHble TPaULUK, PA3UTEJIbHO OTJIMYANOLIMECS OT MNPEeBAIMPYIOLIEH KYJbTYpbl
npefcrasuresieil cpeguux kinaccoB Mocksbl u Cankr-IlerepOypra. Hanpumep, kapruna “Espen. IlaGat”
(Kazanb, ['ocypapcTeennbiit my3seit M3o0pasutensHoro MckyccTsa), B KOTOPOIl ObIIM N300paskeHbl eBpericKue
oOblyan U penurusi, umn kaptusa “Esperickast cembs” (KenbH, My3eit Jltofsura), KoTopasi CBUAETEILCTBYET O
COLIMAJILHOM MOJIOSKEHUN €BpeeB, 00JIAJJAl0T Pa3pyLLIUTELHON U ONMMO3ULMOHHON CUIION, Tak Kak Poccuiickoe
FOCY/JapCTBO CTPEMUJIOCH BbIKUTH 3TU KYJbTYpbl UJIM, IO KpaiiHell Mepe, yOpaTb UX ¢ rua3 posioi. EBpen n
UbIraHe ObUIM B TO BpeMsi 0OBEKTOM Yero-To Bpojie ‘“dTHUYECKON uucTku” B Poccuu, NOCKOJbKY MHOTUX U3
HMX HACWJILCTBEHHO BBITECHWIM 32 4yepTy oceftoctu (ITosblna u YKpauHa), 1 OHU CTaIU KePTBaMU XKECTOKUX
MOrPOMOB.

W nakoHel, HeonpuMUTHBU3M ['OHUApOBOIl TakxKe OXBAThIBAJ FOPOJICKON MpOJIETApUAT U €ro KyJIbTypy, U
UMEHHO B 3TOT Pa3fiesl Mbl MOXKeM NoMecTUTh KapTuHy “IIpopaser; pbiObI”. ['OH4apoBy OueHb NpuBJeKana
>KU3Hb YJIMLB! U TOPOJICKUX pabounx B MockBe U pyrux ropofax U BO MHOTUX CJIy4asix HEONIPUMUTHBUCTCKUE
MOJIOTHA N300payKaroT JJABOYHUKOB UM YJIMYHBIX TOPrOBLEB, KOTOPbIE HAMOJHSIOT FOPOJl U3 KUPIUYA M KaMHS
SIPKUMU KpacKaMu, LIYMOM U >KM3HBIO. DTa cepysl KAapTHH BKIIIOYaeT He ToJbKO “IIpopaBua peiObl”, HO TakKe
“Bynounuka” (ITapik, HanpionanbHbli My3eil cOBpeMeHHOro ucKyccTBa) U “Toprosua dpykramu”, KOTOPbI
CYLIECTBYET B HECKOJIbKUX Bepcusix. Tembl, MOOOHbIE 3TOM, OOJIaJalOT BCe TOW K€ Pa3pyLIUTENIbHON U
OMNMO3ULIOHHOI CUJION KaK U KapTUHbI HA KPECTbSHCKYIO, EBPEICKYI0 U YKPAUHCKYIO TEMATHUKY, TOCKOJIBKY
KTO K€ W3 IpEeJICTaBUTEJIell YTOHUYEHHOrO CPEfHEro Kjacca 3axOo4eT BHJETb TOProBLA B CBOEM CaJlOHE,
6E30THOCUTENIBHO K TOMY, IPUCYTCTBYET JIM OH CaM JIMYHO UM MeTahOpUUYECKU NPEeCTaBIeH KAPTUHOMN Ha 3Ty
TeMy? BHe kpyra nbepalibHON MHTEJUIMIEHIMU UCKYCCTBO MPOJOJIKAIO0 CUMTATBLCS CPEICTBOM TOJIep>KaHUs
NPWIMYECTBYIOLUIMX W BO3BBILIAKOIIMX MWJEH, M, KOHEYHO, C IPUCYTCTBUEM HEOTECAHHOIO MysKJIaHa W3
MPOBUHLMY, NAXHYLIETO PbIOOI, KOTOPYIO OH NPOAAJ, MUPUJIUCH TOJIBKO KaK C COLMAIIBHON U 3KOHOMUYECKON
HEOOXOIUMOCTBIO.

Tembl, MOXO3KHME Ha 3TH, UTPAIH IBOMICTBEHHYIO POJIb B 3CTETUYECKOI TEOPUN HEONPUMUTHBH3MA. Vcronb3yst
9TH clokeThl, ['OHYapoBa MPUBETCTBOBANA “IPYTyI0” KYJIBTYPY, ¥ CaM aKT MPUBETCTBHST OTKPBIBAJ IUCKYCCHIO 1,
CJIE[IOBATENILHO, CIOCOOCTBOBA “Pa3/IOXKEHUIO” y3KOJI000H TOUKY 3PEHNUs], COLMAILHON MOPAJIM U KYJIbTYPHBIX
OrpaHIIeHNiT OypsKya3nn, Ybe 3KOHOMUYECKOE IIPEBOCXOJICTBO TapPAHTHPOBAJIO UX KYJIBTYPHYIO TeTreMOHHIO.

OpHako, efkue yKyCbl HCONPUMUTHUBU3MA OTHOCUJIUCH HE TOJIBKO K CIIOPHON OOPa3HOCTH, HO TAKXKE U K TOMY
MeTOfly, KOTOpbIM ['OHUapoBa B3pblBasla TPAULMOHHYIO MaHepy n3obpaxenusi. Co BpemeH Ilerpa IlepBoro
“BbICOKOE” UCKYcCTBO B Poccun npunsio gopmy esponeiickoro akagemusma. To ecTb, IpU3HAHHBIM METOJIOM
CO3/JaHUs] KAPTUHBI CUNUTAJICS TaKOI HAOOP U300pa3UTEJIbHBIX CPEJICTB, KOTOPBI BCEMU CUIAMK MAPAHTUPOBAI
WITIO3UI0  JIGHCTBUTENIBHOCTA M TOAPa’KaTeNbHOCTb. PyHKIMed MCCKycTBa CUMTalach HEOOXOAMMOCTb
n300paXkaTb BCE KaK OHO BBIMVISIUT, U NPEACTABICHUE O XYHIO0XKECTBEHHbIX NOCTOMHCTBAX ObIJIO CBSI3aHO C
upeeit, 4To, yeM Oosiblile KapTHHA HATOMUHAET PeallbHOCTb, TEM OHA JIyYllle U TeM TalaHTIUBEl XyA0XKHUK.

M3o6pa3urenbHble CpefcTBa, KOTOPIMU MOJIL30BAIUCH aKAJIEMUCTBI U UX MOCJIE0BATEM BKIIIOYAIN HATTMUUE
NMEepCHeKTUBbl C OJIHOM TOYKW JIsi CO3J[aHMSl WIUTFO30PHOTO TPOCTPAHCTBA KAapPTHHBI, BHYTPU KOTOPOrO
MOMEIATIOCH N300pasKeHNe; UCNOIb30BAHUE KITACCUUECKUX W MPUPOJIHBIX MPOMOPLHIL; UCTIONIb30BaHUE OJJHOTO
MCTOYHMKA CBETA JIJIsl CO3JIaHMsI €CTECTBEHHOr0 OCBELeHUs U 3(heKTa TeHU; BHUMAHUE K JIETAJISIM; YMEpPEeHHast
LBETOBAasI raMMa, MOCKOJIbKY MCKYCCTBO JIOJIKHO ObLIIO BO3JIEHCTBOBATH HA MHTEJJIEKT, @ HE HAa SMOLUU; U B
0COOEHHOCTH UCTIOJIb30BaHKUE JIAKMPOBAHHOIO MUChbMA TaK, YTOObI M30€3KaTh (PU3NUYECKOro HameKa Ha Mas3Ku
KUCTBIO M CIIE[IOBATEJIbHO ellle OoJbllie co3faTh Wumo3nio peanbHocTu. Kak ckazan Knemenr ['punGepr,
AkajieMusi “UCrolib30Baja UCKYCCTBO JIsl TOTO, YTOObI CKPbITh €ro”, B TO BpeMsl Kak MOJIEPHUCTHI, C JIPyroi
CTOPOHBI, UCTIOJIL30BAJIA UICKYCCTBO , ““UTOOBI MPUBJIEYL BHUMAHKUE K HEMY . (9)
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The whole point of the Neo-primitive style - and what made it distinct from other forms of artistic modernism
then being developed in avant-garde circles across Europe - was that it was rooted in the particular stylistic
expression of the Russian folk art tradition. Goncharova was inspired by the old woodcut prints known as lubki,
by woodcarving, signboards, painted trays, embroideries, Russian icon paintings, the ancient stone statues of
the steppe landscape called kamennye baby (stone women) and, because she believed that all these art forms
sprang from Russia’s Asian heritage, she conflated Russian folk art in all its forms with Persian miniatures and
oriental art since, as Shevchenko contended “a good half of our blood is Tatar, and we hail the East to come,
the source and cradle of all culture, of all arts”. )

Although the range of folk art and oriental art forms that attracted these artists was very diverse, Goncharova
and Larionov perceived that they all sprang from a common creative impulse. Although some paintings by
Goncharova and Larionov do explore the nature of particular folk art forms, this was never an end itself. Neo-
primtivism was not an attempt to emulate one or other of these traditions in some dilettante manner, but rather
an attempt to distil from the diverse sources at their disposal that one distinctive impulse - that characteristically
Russian spirit that animated them all. It was possible, for example, to observe a monumental quality in the
treatment of the figure - be it in icon painting, signboards, the lubok, the kamennaia baba or in other folk
art forms. The artists also identified a generic approach to line, which was handled in a terse and laconic
manner, as well as to colour, which Goncharova associated with the sonorous colour harmonies of the Persian
miniature, which she believed had fed into and qualified the colour palettes of folk art. Finally, faktura, as
Larionov maintained, was fundamental to this tradition. Be it woodcarving, the lubok or the icon, the business
of rendering explicit the characteristic qualities of the medium through the created object and employing them
in vivacious and expressive ways was central to the indigenous Russian tradition which was rooted in the fertile
soil of the oriental imagination.

With a painting such as The Fishmonger, then, it is futile to try to identify the impact of one or other of these
folk art forms. What makes this painting, along with so many other Neo-primitive works by Goncharova, so
profoundly attractive and moving is that through the apparent diversity of the Russian folk tradition, Goncharova
captures its essential spirit. The monumental form of the fishmonger with his dark and swarthy skin expressed
in such a simple schematic way is heir to the Russian saints in the icons, to the fools and bumbling clowns in the
lubok prints and to the hieratic figures of the kamennye baby. The bold and expressive contours, laconic lines
and simple shapes and forms are born from the signboard paintings of itinerant artists and popular graffiti. Her
inimitable choice of colours derives from her profound knowledge and love of oriental colour harmonies to be
found in the Persian miniature and the distinctive handling of the paint as a medium in its own right betrays her
love of the tactile qualities of clay toys, of the opulent, bejewelled surfaces of icons, of the rough hewn stone of
the babas and of the chiselled surfaces of carven implements in the peasant home.

Qualities such as these spoke eloquently of the Russian folk tradition and of its culture - but this was a
culture that polite Russian society found boorish and disgusting and which the establishment was trying to
erase because it was seen as ‘old fashioned’ and detrimental to Russia’s international standing and economic
progress. Goncharova was controversial then because rather than ‘buying into’ the culture of modernity, she
had visibly opted out. In celebrating this ‘other’ culture, works such as The Fishmonger contributed forcefully
to the contemporary debate about where Russia was headed and in works such as these, Goncharova made her
views clear. She was an opponent of the industrial capitalism that sprang from the West and of the mediocrity of
its bourgeois culture that looked the same from London to Berlin. Here there was a celebration of the common
man, of the muzhik, of his culture and his world. Paintings like The Fishmonger awakened the reek of the fish
and, if Goncharova and others like her had their way, then it would not be long before things changed. For as
Gumilev so eloquently put it in his poem The Muzhik:

“In the wild and wretched wastes are many such muzhiks and the joyful rumble of their footsteps can be heard
coming down your roads.” (xi

Dr. Anthony Parton lectures in the History of Art at Durham University. He is a specialist in the work of
Goncharova and Larionov. He is the editor and translator of Women Artists of Russia’s New Age (Thames &
Hudson), author of Mikhail Larionov and the Russian Avant-Garde (Princeton / Thames & Hudson) and has
recently completed work on a major critical monograph on Goncharova entitled Natalia Goncharova: Art &
Design, to be published by The Antique Collectors’ Club in December 2009.
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) Vystavka kartin ‘Salon zolotogo runa’, Moscow, 5 April - 11 May 1908.

(i) Kravchenko, K.S. (1973), A.V. Kuprin, Moscow, p. 58.

i) Eganbiuri, E. (1913), Natalia Goncharova. Mikhail Larionov, Moscow, p. 11.

(iv) Bubnovy valet, Moscow: Dom Levissona, Bolshaia Dmitrovka 32, 10 December 1910 - 16 January 1911.
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) Grabar, 1. (1909), “Moskovskie vystavki II: ‘Zolotoe runo’, ‘Tovarishchestvo’, ‘Peredvizhniki
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«i) The term principally features in Alexander Shevchenko’s manifesto Neo-primitivizm. Ego teoriia. Ego
vozmozhnosti. Ego Dostizheniia, published in Moscow in 1913 but was also used in exhibition catalogues by
Larionov and other members of The Donkey’s Tail as a descriptor of their paintings.

iy Shevchenko, op. cit.
iiiy Eganbiuri, op. cit., p. 12.

@x) Greenberg, C. (1965), “Modernist Painting”, in Frascina and Harrison (Eds.) (1982), Modern Art &
Modernism: A Critical Anthology, Harper Row / The Open University, pp. 5-10.

i) Shevchenko, op. cit.

) From Nikolai Gumilev’s poem “Muzhik”, 1917. The manuscript of the poem, now in the Hoover Institute
Archives, was illustrated by Larionov.

Natalia Goncharova (1881-1962)

Still Life with a Portrait and a White Table Cloth 1909
Oil on Canvas
The Russian Museum, St.Petersburg

137



ITo I'punGepry MopepHU3M B M300pa3sUTEIbHOM HCKYCCTBE COOMpasics OTKONOTbCS OT W/UIO3MOHM3MA U
OTKPBITO MPEJICTABUTh MaTepuajl U METOJIbI, TIPU MOMOIIM KOTOPbLIX CO3/aeTcsl npousBefeHne. PakTuiecku
I'punGepr nouiesn ganbliie U yTBEPXK/Al, YTO NMPOU3BEJIEHNE MOJIEPHU3MAa FOBOPUT 00 “aBTOHOMUM’ MCKYCCTBA,
00 OTXOJIe OT WITFO30PHOCTH U COLMAIILHO-TIOIMTUYECKOTO COfIEP>KaHus JIJ1s1 BLIPAOOTKU KauecTB, MPUCYIIUX
cneuurIecky YUCTOMY U IIPOCTOMY UCKYCCTBY . KOHEUHO, HEKOTOPbIE MOJIOKEHUST 9TON TEOPUU MPOSIBIISIIOTCS
B paboTax ['oHuapoBoil, HO 'oHUapoBYy Henb3sl ObUIO YOEAUTH TAaK MPOCTO OTKAa3aTbCs OT COLMAIIBLHOI ponu
uckycctBa. [Togo6Ho ipyrum yuacTHukam “OcCJIMHOro XBOCTa” OHA MOHKMMAJIA, YTO B MPAKTUKE MOJCpHU3MA ,
YyTOObI OTKA3aThCS OT TMOJPAsKATETHLHOCTH U UTHOPUPOBATH CPEly, HY>KHO ObLIO OTKA3aThCsl OT KYJIbTYPHbIX
HOPM, KOTOPbIE MpeJJIarasio rocy1apcTBo U nojyiepykubaia 6yp:>kyasusi. Takum 06pazoM MOJIEPHUCT CTAHOBUJICS
HE TOJILKO KYJbTYPHBIM OYHTapeM, HO TI0 CYTH TaKXKe U COUMATLHO-TMOJUTUYECKUM TOJPLIBHBIM 3JIEMEHTOM.
3T0 NOATBEpANIIAa POCCUIICKasi Ipecca, IOCKOJIBbKY OHM YaCTO Ha3bIBAJIM aBAHTAPJUCTOB, KaK uleHoB “By6HoBoro
Banera”, Tak u “OclmHOTO XBOCTa’ JIeBaKaMH.

B Poccun, kak n B 3anajHoit EBpone, MOepHUCTbI OTKA3bIBAJIMCH OfJUH 32 APYI'MM OT METOJ0B, NIPUBETCTB-
0BaBLIMXCSl AKajileMueil He TOJIbKO JAJIsl TOrO, YTOObI MOJIEPHU3UPOBATh N300pa3UTEIbHOE UCKYCCTBO, HO TaKKe
, 4TOOBI MPOTUBOCTOSITh CYLIECTBYIOLLEMY MOJIOXKEHHIO, KOTOPOe ObUIO €ro OCHOBOW U MOJIEPXKKUBANIO €ro
Kapruna “IIpopaser; pbiObI” npefcTaBiseT NPEKPACHbI PUMEP TAKOTrO XYI0>KECTBEHHOrO MojepHu3Ma. B
9TOlt KapTHHe ['oHYapoBa 0TKA3bIBAaETCS OT UILTHO30PHOIO NPOCTPAHCTBA, CO3/JAHHOrO NMEPCHEKTUBO 13 OfJHON
TOYKU ¥ BMECTO 3TOrO JIeJIaeT MPOCTPAHCTBO KapTHHbI INIOCKUM, YTOObI NOATBEPAUTD ABYMEPHOCTb KapTHUHbI.
OTO6polLeHbl HATYpaIUCTUYECKUE MNPONOpLUMU U (pUrypa TOProBUa CTAaHOBUTCS cXeMaTuyeckoi. VICTOYHMK
CBETa CMEIlEeH, ¥ JIMIO OOJbllle He MUIIETCS CO CBETOTEHBIO, a Ha MaHep MaTwucca, roiry6oBaTo-3e71eHbIM
1 KpacHbIM. [I71s1 co3paHusl NpaBionofioOKst B KapTUHE JIeTadM He HYKHbI, TaK KaK TOYHOE M300pakeHue
PEaJIbHOCTH CYLIECTBYET TOJIBKO B OCHOBE KOMNO3MLMU. LIBeTa HaMepeHHO sipkue 1 Kpuyallye 1, Kpome Toro,
I'oHyapoBa >KuUBO KUCTONB3yeT (haKTypy, KOTOpas OTKPBITO NPOBO3IVIALIAET, YTO ITOT OOBEKT HapuUCOBaH. B
pabdoTe ecTb YTO-TO OCBEXKAIOLIE YEeCTHOE B MPOTUBOIOJIOXKHOCTb HEMCKPEHHOCTU aKaJeMUYeCKUX pador,
KOTOpbIE OCHOBBIBAIOTCSI HA ICKYCCTBE COKPBITHS 151 TOTO, YTOOBI MOAIEPKaTh UJIEH0, YTO KaPTUHA OYKBAJIBHO
CO3/IaeT PEATIbHOCTh TaM, I7ie B IENCTBUTEILHOCTH HAXOIUTCS UILTFO30PHOE MPOCTPAHCTBO.

Tak mpakTiKa MOJIepHI3Ma TBEPJIO YTBEPAMIIACH B TIPOTHBOBEC Status quO M pa3iMIHbIX (JOPM ero KyJIbTYpHOTO
NPOSIBIICHNST. 3aHUMATBLCST MOJIEPHN3MOM HA MPAKTHKE He 3HAUMIIO, KaK NMPeAnonoxut ['punbepr, aeficTBOBaTH
B a0COJTIOTHOM OTpBIBE OT BCEro, Tak KaK OTKa3 OT KYJbTYPHBIX ()OpM KOHCEepBaTH3Ma O3HAaJal OTKa3 OT
KOHCEepBaTU3Ma KaK TakoBoro. OJ[HAKO HEONPUMMTHMBU3M CfleJiajl ellle OMH Iiar Brepej], TaK Kak ocoboe
popMasibHOE pellieHre NpoodiieMbl, KOTOpoe ObII0 NMPUHATO, ObUIO KyAa OoJblie 4eM oTmiarta “3y6 3a 3y06”,
T.€. 3aMeHa OJIHOrO0 METOJja Ha NPOTHBOMNOJIOXKHBIA. Bech CMbICT HEONPHMHUTHBICTCKOTO CTWIISI M TO, YTO
CAIETIAJI0 ero OTJIMYHBIM OT JIPYruX (hOpM XY/IOKECTBEHHOTO MOJEPHM3Ma, pa3pabaThiBaeéMOro B TO BpeMsl
B aBaHTapMCTCKUX Kpyrax no Bceil EBpore, 3akiroyanoch B 0CO00i CTHIIMCTHYECKON BBIPA3UTEIHHOCTH
PYCCKOI1 HapojiHON Tpajuiy. ['oHYapoBa BJOXHOBWIIACH CTAapbIMH BBIPE3aHHBIMH W3 JlepeBa KapTHHKaMH,
Ha3bIBaeMbIMH JTyOKaMu, pe3b00il 110 iepeBY , BBIBECKAMHU, PACKPAIIeHHBIMHA MOHOCAMH, BBILIINBKOI, PyCCKUM
MCKYCCTBOM MKOHOIHMCH, CTAPUHHBIMA KaMEHHBIMI CTaTysIMA B CTENH, Ha3bIBAGMBIMH ‘‘KaMeHHbIMM Gabamu”
1, IOCKOJIbKY OHA CUMTAlla, UYTO BCE ATO SIBISIETCST (POPMOIT MCKYCCTBA MOSIBUBILETOCST GIIarofiapst a3uaTckomMy
Hacyeyuio Poccun, oHa  coefiHmMIIa PycCKoe HapoOJHOE MCKYCCTBO BO BCEX €ro MPOSIBJICHUSX C NMEPCHICKUMU
MHMHMATIOPAMI 1 BOCTOUYHBIM MICKYCCTBOM, Tak Kak llleBueHKO yTBepsKaai, 4To “GoJbluasi MOJIOBMHA Halleil
KPOBH TaTapcKasi, 1 Mbl IPHUBETCTBYeM BOCTOK KaK MCTOYHHK ¥ KOJIBIOEIb BCE KYJIBTYP, BCEX UCKYCCTB”. (10)

XoTg [uana3oH HapOJHOrO MCKycCTBa M (pOPMbI BOCTOYHOIO MCKYCCTBA, KOTOpbIE IPUBJIEKAIM 3TUX
XY/IO>KHUKOB ObUIM OYeHb pa3HOOOpa3HbiMU, ['oHYapoBa U JIapuOHOB 4yBCTBOBAJIM, YTO BCE OHU BO3HUKIIU
13 o6Lero TBopyeckKoro nopeisa. OHAKO B HEKOTOPbIX KapTuUHax ['oHuapoBa u JIapuOHOB HCHOJIB30BANIU
NPUPOJly ONpENieNIeHHbIX (POPM HAPOJJHOTO UCKYCCTBA, KOTOpasl HUKOIJa He Obla cama Mo ceGe KOHEYHOM.
HeonpumMutusu3M He ObIT MONBITKON UMUTALMHU TOM UM MHOM TPAULIU AUIETAHTCKUM 00pa3oM, a MOMbITKON
BBIIEJIUTh U3 MHOXKECTBA UCTOYHUKOB, KOTOPbIE ObIIM B MX PACINOPSDKEHUH, TOT OTJIMYMTENbHbII NPU3HAK,
KOTOpbIIl BbIpaxkajl MCTMHHO PYCCKMIl JyX W BJOXHOBIISUI BCeX. BbIo BO3MOXKHO, HanmpuMmep, 0OHapy>KUTb
NPU3HAKW MOHYMEHTAIU3Ma B MHTeprpeTauun (purypbl, Oy[b TO MKOHA, BbIBECKa, JIyOOK, KaMeHHas 6aba
unu ipyrasi (popMa HapOAHOIO UCKYycCTBa. XyJOXKHUKU TAaK>Ke BbIAEIMIMA OOLIMI MOAXON K JIMHUM, KOTOpast
NpOBOAMIACL B CKYNOI M JIAKOHWYHON MaHepe, a TakXke B OTHOLIEHMM K LBeTy, KoTopblil ['oHuapoBa
OTOXK/IECTBJISJIA CO 3BYYHOIl LIBETOBOI raMMOIl IEPCUICKON MUHUATIOPbI, KOTOPasi, KaK noJiarana 'oHyaposa,
NHTAaJIa ¥ ONpeJielisiia IIBETOBYIO NAIUTPY HAPOJHOro NcKyccTBa. M HakoHel, hakTypa, Kak cunrtaln JlapuoHos,
urpaja (yHiaMeHTAJbHYIO pojib B 3Toil Tpaguuuu. HeszaBucuMo oT Toro Obuia M 3TO pe3bda MO fIepeBy,
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Natalia Goncharova (1881-1962)
Sunflowers 1908

Oil on Canvas
The Russian Museum, St.Petersburg

NyOGOK MJIM MKOHA, CIIOCO0 BBIPAsKEHUsI 3aKIFOUaIICs]
B XapaKTEPHBIX MPU3HAKAX CPE/Ibl, POSIBIISFOLINXCSI
4yepe3 Co3/laBaeblil OOBEKT, W Mepefada 3TUX
NPU3HAKOB B SKM3HEPAJIOCTHON M BbIPA3UTEIbHOI
MaHepe SIBJISIaCh OCHOBOTIOJIAraOLIei /ISl MECTHOM
PYCCKOII Tpajiiiyy, KOTOpasi 31K/esach Ha IIIojio-
POJIHOIT TTOYBE BOCTOYHOTO BOOOPASKEHMSI.

CreyioBaTenbHO, NPK aHANM3€ TaKoW KapTHHBI Kak
“ITpopasel] ppIObI” HET HUKAKOTO CMbICIIA TTBITAThCS
OMNPEJIENUTD BIIMSTHUE HA HEE TOI UK MHOI HapofiHOU (hopMbl McKyccTBa. To, 4To fieflaeT 3Ty KapTUHY , HAPSLY CO
MHOTUMH APYTMMH HEOMPUMUTHBUCTCKUMI paboTamu I'oH4apoBoii, Takoil SIPKOIi U 3aXBaThIBAIOLIEH, COCTOUT B
TOM, UYTO HECMOTDS HA OYEBHJIHbIE OTIMUNS PaOOTHI 'OHYapOBOIT OT PyCcCKOI HAPOHOI TPAIMLK, OHA CyMeJIa
YJIOBUTB €€ OCHOBHOM JIyX. MOHyMeHTanbHast (purypa npojiaBla, ero TeMHasl M 3aropejiasi KoxKa, HalicaHHasi B
NPOCTOI CXeMaTUYHOI MaHEPE, MPOM30IILIA OT PYCCKHX CBSTBIX HA MKOHAX, OT JlypauyKOB U FOPOJMBBIX B TyOKax
U OT KyJIbTOBBIX (pUryp KaMeHHbIX 6a6. CMeJible U BbIpa3nuTe IbHbIE KOHTYPBbI, TAKOHUYHbIE JTUHUU U TIPOCThIE
¢OpMBI BO3HHKIIM U3 BBIBECOK, HAMAJIEBAHHBIX CTPAHCTBYIOLIMMH XY/IOKHUKAMU, U U3 MOJHBIX rpaduTi.
Henoppaxkaemblil BLIOOp 1IBETOBOII ramMMbl I'OHYapoBOil MMeeT OCHOBOW ee TTyOOKWe 3HaHWs M JIH00OBb
K FAPMOHMM BOCTOYHOII MAJUTPhI, KOTOPYIO OHA Halllla B MEPCHJCKON MUHMATIOPE, a TAKXKE Y/MBUTEIILHOE
yMeHue 00pallaThCs ¢ KPACKaMy KaK CO CPefloil, UMEIOILEN CBOY 3aKOHbI, OOHAPY>KMBAET €€ JII0OOBL K >KUBbIM
o0pa3aM, BOIIOIEHHBIM B MIMHSIHBIX UTPYIIKAX, K MbIIIHbIM, YKPAIIEHHBIM IParOUEHHOCTSMU, MOBEPXHOCTSIM
UKOH, K Tpy00 BbITECAHHBIM KaMHsIM 620 1 K BbITTUIIEHHBIM MOBEPXHOCTSIM PE3HBIX YKPALIEHNI1 B KPECThSHCKUX
JloMax.

DT IpU3HAKU KPACHOPEUNBO FOBOPSIT O PYCCKOI HAPOJIHOM TPAJMIIMNI U O €€ KYJIETYPE, HO 3TO ObLTa Ta KYJILTYpa,
KOTOPYIO yTOHUEHHOE PyCCKOE 0OIECTBO CUATAIIO TPy OO M OTTANIKMBAIOLLEH , U OT KOTOPOI BEPX YLK MMbITATACh
n30aBUThCSI, TIOTOMY YTO CUMTANa €€ yCTapeBLIel 1 BPEIHON /Il POCCUIICKOI MEXKIIyHapOJIHOW penyTaluu 1
9KOHOMMYECKOro nporpecca. B arom ciyyae I'onuaposa Oblia NpOTUBOPEYMBOI, IOTOMY YTO BMECTO TOTO,
4YTOOBI BHEIPUTHCS B KYJIBTYPY COBPEMEHHOCTH, OHA SIBHO OT Hee ycCTpaHunach. IIpyu npuBosHeceHnu aToii,
“npyroit” KynbTypbl padoTel I'onuapoBoii, Takne kak “IIpopaBer; pbIObI”, CUIIBHO CHOCOGCTBOBANIM CHOpaM
TOro BpeMeHH, Kyfia ujietT Poccus, n B Takux padorax ['onuapoBa uyeTKo nmposiBuia cBou B3rIsbl. OHa Oblia
NPOTHBHUKOM TPOMBIIIJIEHHOTO KaMUTali3Ma, KOTOPbIA Npuiien ¢ 3anaja, U NOCPEICTBEHHOCTH Oy prKya3HOi
KyJIbTYpbl, KOTOpasi He u3MeHsach oT Jlongona no bepinna. Ona npociapisia NPOCTOro YeJlOBEKa, My>KHUKa,
ero KyneTypy 1 ero mup. Kaprunsl nogo6usie “TIpopasity peiGbI” 3acTaBIsM 4yBCTBOBATE 3amax PhIObI U, ECIN
l'onvaposa u el MOfgOGHbIE WM CBOMM MyTEM, TO YK€ ObLIO HEAANEeKOo J10 NepeMeH. DTO BCe KPACHOPEYMBO
BoIpaszun Hukonaii 'ymunes B cBoeit moame “My>kuk’:

“B koM Kparo 1 y6orom MHOro Takux My>kK1KoB. CITbIILIEH 110 BalllMM JJoporam PajjocTHBII ryn nx maroB.” (i1

O-p Ouronm IlapToH uWrTaeT JeKuMM MO HCTOpUM HCKyccTBa B Jlapamckom Yuusepcurete. OH
crietuan3upyeTcs Ha uccnefoaHui padot ['oHuaposoii u JlapronoBa. OH siBJsIeTCSI U3/1aTesIeM U IEPEBOTUMKOM
KHUTH “ZKeHumHbl-xyoxkuukn B Poccun HoBoro Beka” (u3p-Bo Tem3 u XajicoH), aBTopoM KHUTH “Muxann
JlapuonoB u Pycckuit Aanrapp” (u3n-Bo IIpuncTon \ Tem3 u XajicCOH) M HElaBHO 3aKOHYMJI paboTy Hajl
6oJbLION KpUuTHYecKoi MoHorpacgueil o ['onuapoBoil noj Ha3BaHueM “['OHYapoBa: KapTHHbI U AeKopauuu’,
KoTopast OyjeT onyosaukoBana Kiy6om cobupareneit AHTMUHOCTH B iekabpe 2009 r.
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(1) BeicraBka kaprun “Casnon 3onororo pyHa”, Mockga, 5 anpens - 11 mast 1908 r.

@ Kpasuenko K.C. (1973), A.B. Kynpun, Mockaa, cTp. 58.

3) Orandropu J. (1913) Hatanust 'onvaposa. Muxaun JlapuoHos, Mocksa, ctp. 11.

4 By6HoBbIi1 BasieT, Mocksa, [Tom JleBuncona, Bosnbiuas [ImutpoBka 32, 10 gekadpst 1910 - 16 suBaps 1911.

) 'pabaps 1. (1909) 6 “Mockosckue BeicTaBku 1I: “3onoroe pyno”, “Tosapuiectso”, “IlepeauskHuxu’, B
“Becbr”, 1909, Ne 2, ctp. 103-110.

(6) DTOT TepMUH cHauana nosisuiicst B Manugecte Anekcanjpa lllepuenko “Heonpumurusuzm. Ero reopusi.
Ero Bo3moxkHocTH. Ero foctuskenus”, onyonukoBanHoM B Mockse B 1913 1., HO TakyKe UCTOJIb30BaJICs B
KaTayore BbICTaBKU JIaprOHOBBIM U ApyruMu uieHamu “OCIMHOro XBocTa” B OMUCAHUU UX KAPTHUH.

(7 llleBueHKO, Tam xKe.
(8) DraHbropH, Tam ke, cTp. 12.

© I'puntepr K. (1965) “MopepHuctkoe uckycctBo”, B ®pancuna u Xappucon (Mzparenu) (1982),
“CoBpeMeHHOe UCKYycCTBO U MofepHu3M: Kpurnueckast Anronorus”, Xaprnep Poy / OTKpbITbIN Y HUBEpCUTET,
crp. 5-10.

(10) llleBYEHKO, TaM KeE.

(1) 13 moambl Hukomnast I'ymunesa “Myskuk”, 1917. Pykonuch noambl, ceifuac  Haxopsiueicst B ApxuBe
I'yBeposckoro MHcTUTyTa, Obl1a MIUTIOCTPUPOBaHa JIapMOHOBBIM.

Natalia Goncharova (1881-1962)

The Plane over the Train 1913

Oil on Canvas
Kazan: State Museum of Fine Arts of the Republic of Tatarstan
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Potre Petrovich Konchalovshy
(1876>(956)

Four Bouquets on the Table and a Watering Pot 1939

he famous monograph by M. Neiman, ‘Pyotr Konchalovsky. Creative Path of one of the Prominent
Artists of our Time’ (Moscow, Soviet Artist Publishers, 1967) has this quote by Konchalovsky:

“Flowers are great teachers of an artist: in order to comprehend and analyse the structure of a rose,
he has to labour no less than to study a human face. Flowers have all the things that nature has, only finer and
more sophisticated. I paint flowers as a musician practising scales. This is the grandest exercise for any fine
artist.”

Konchalovsky considered flowers a difficult subject to paint and yet always returned to them, painting flowers
until his last days; ‘Lilacs by Konchalovsky’ became a common phrase.

Four Bouquets of Flowers on the Table and a Watering Pot is an impressively large work. As with his other
large paintings - from early family portraits of the artist’s Spanish period, to the apple orchards of his last years
- lush symphony of colour in this work is sustained and enhanced by monumentality of form. Konchalovsky
was a man of generous nature and a lover of life. He had a talent for such large paintings, expressing the vibrant
power of life itself.

The artist considered this painting his greatest fortune. It was first showcased in the legendary exhibition
‘Industry of Socialism’ (Moscow - Leningrad, 1939), then at all the one-man shows he held during his lifetime,
including the 10th show in 1941 in the State Tretyakov Gallery in Moscow; the 14th show in 1947 in Moscow
and an exhibition dedicated to the artist’s 75th anniversary in 1951 in Moscow.

In 2005 the painting was exhibited in the Museum of Russian Art in Minneapolis, USA, along with masterpieces
from the collection of the State Tretyakov Gallery.

Pyotr Konchalovsky has always been a symbolic figure in Russian culture, beginning with the early period
of the Jack of Diamonds and ending with late classical still lives and landscapes. Record-breaking sales of
Konchalovsky’s works in Russian sales at Sotheby’s and Christie’s over the last decade has seen the artist shoot
to international fame.

Bill Clinton’s speech at TMORA
(The Museum of Russian Art), Minneapolis, 2005

142



Petr Petrovich Konchalovsky
(1876-1956)

Four Bouquets on the Table and a Watering Pot 1939

229 x 165 cm
Oil on Canvas
Leonid Shishkin Gallery, Moscow
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I1.I1. Konuai1oBckum
(1876-1956)

Yemwipe b6yxema na cmoae u aevika 1939

u3BecTHON MoHorpacguu M.JI. Heiimana «/1émp Konuanoeckuii. Teopueckuii nymos 00H020 u3
8bLOAIOWUXCA XYOONCHUKOS Hawe20 8pemenu», MockBa, «Cosemckuil xyooxcnuk», 1967, roe
ony0J1KoBaHa laHHasl paboTa, MPUBOANUTCS TaKoe BbicKasbiBaHne KoHuanoBckoro:

«Lleembt -6eauKue yuumeas XyOOIHUKA: 04 MO0, YMobbL NOCMUZHYMb U pA300pameb CmpoeHue po3ol, HA0O
NOAOHCUMb HE MeHbULE MPYOd, HeM NPU UIYHEHUU YEA0BEHeCK020 Auyd. B yeemax ecmo 6cé, umo cyuwecmayem
8 npupooe, MOAbKO 8 60Ae€ YMOHUEHHBIX U CAONCHBIX PopMax. 5 nuuty yeemol, KAk My3blKaHmM Uzpaenm 2ammbl.
Omo epaHouo3Heliuiee YNparcHeHUe 0L Kan 0020 HUBONUCYA» .

Ia, KoHyanoBckuii cCunTal, 4To LUBETHI - 3TO TPY/AHbIA POJ] XKMBOIMKCH, OJJHAKO HEU3MEHHO BO3BPALIAJICS K HUM
Y MIACAT MX /10 IOCJIE/IHUX THEN KU3HHU, a «Ccuperb» KOHYaIOBCKOro cTaga MPOCTO HAPULATEIBHOM.

Hatropmopt « Yemubipe bykema na cmoae u aelika» mopaxaet cBOMMH MacTabamu. Kak 1 Bo MHOTHX Ipyrux
paboTax G0JBIIOro pa3Mepa, HaunHasl OT paHHUX « CemeliHbix nopmpentoe» UCTIAaHCKOTO MEPUoJia U 3aKaHIMBast
«A6N0HeBbIMIU ca0amy» TIOCTEIHUX JIeT >KU3HHU, B 9TOM HaTIOpMOpTe OyitHast CUM(OHMS LIBETA MOAIEPKUBAETCSI
U YCWIMBAETCSI MOHYMEHTAJIBHOCTHIO (hopMbl. KOHUYAOBCKMIT - 4YeNOBEK IIMPOKOM HATYpPhl M OOINBILON
SKM3HENI00 - yMell 1 00U MUcaTh O0bIINe KAaPTUHbI, BbIpaxkasi B HUX MOLIIHOE 3ByYaHUE CaMOW XKU3HU.

XyJOKHUK CUMTAT 3Ty padoTy O0JbllIoi yaueil. BnepBble oHa 9KCNOHMpOBAIach Ha JIET€HAAPHON BbICTABKE
«HMnoycmpus couyuaausma» (MockBa-Jlenunrpan, 1939), 3aTeM Ha BceX NPUKU3HEHHBIX MEPCOHATBHBIX
BBICTaBKax xymoxkHuka: Ha 10 # B 1941 ropy B TpetbsikoBckoit 'anepee B Mockse, Ha 14 i1 B Mockse B 1947
TOfY, ¥ Ha BbICTaBKe K 75 jeTuro xyaoxkuuka B Mockse B 1951 ropy.

B 2005 romy kapTHHa 3KCNOHMPOBATACh HA BBICTaBKe B My3ee pycckoro nckycctsa B Munneanommce (CIIA)
BMECTE ¢ 1IefieBpaMu n3 Kosuekuun I'ocypapcteennoit TpeTbsikoBekoii [Nanepen.

[éTp KonvanoBckuit Becerja ObUT 3HAKOBOH (DUTYpOil PYCCKOW KYJbTYpbl, HAUMHAsI C PAHHETO TBOPYECTBA
By6noBoro Banera n koHuast No3HUMHM KJIACCUYECKUMU HATIOPMOPTAMU U Neii3akaMu. biaronapsi peKopHbIM
npojiaxkaM ero paboT Ha pycckux Toprax (aykumonbl Cotouc m Kpuctuc) mocnegHero necsITUiIeTs, MMs
XYAOKHIKA MOy YN0 ¥ MEXKAYHAPOJHYIO N3BECTHOCTD.

ILI1. Konuanosckuii (1876-1956)
Hatropmopt « Hemubipe Oykema na cmoae u aeiika» 1939, xoncr, macino, 165 x 229 cm

ApxusHoe ¢oTo 1: Beicrynnenne bunna Kimuarona B TMORA — My3eii pycckoro uckyccrsa, MuHHeanosmc,
2005.

ApxusHoe ¢oto 2: Ha 10-i1 BeicTaBke padoT Ilerpa Konuanosckoro, Mocksa, 'ocygapcTeeHHas
TpetrbsikoBckas [anepest, 1941 rop. Mnbst Matukos noszipasisiet Ilerpa Konuanosckoro.

ApxuBHoe ¢oTo 3: «L[sembr» Konuanosckoro Ha BeicTaBke B TMORA - Mysee Pycckoro VckyccTsa,
Munneanomuc, 2005. Cnesa - « O6nasxcerHbie» 3.CepeOpskoBoii, cripasa - «Moodeav» I' . PyGnesa.
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Ilia Mahkov greeting Petr Konchalovsky
The 10th Exhibition of Konchalovsky’s Works - The State Tretyakov Gallery, Moscow 1941

The Museum of Russian Art, Minneapolis, 2005
Left: Nudes by Z.Serebriakova Right: Female Model by G.Rublev
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By Dr. Elena Basner

alsification of art reached its peak some time ago. But for Russian painting (particularly art of the

Russian Avant-garde), the most tremendous wave of forgeries appeared in the second half of the 20th

century, when it obtained worldwide fame. The level of falsification increases with each exhibition of

a prominent artist. The more the art becomes known and studied, the more interest it provokes among
collectors - and the more the forgeries that appear on the market.

Technological studies have, until now, presented the most useful tools in making evident the falsification of
art (as well as proving authenticity). However, every technological report - even those published in respected
literature - becomes a schooling essay for the unscrupulous forger. ‘Maleviches’, which appeared after numerous
exhibitions of the artist in Russia and the West, differ greatly from the first, rather naive, imitation examples.

Traditional approaches - such as chemical analysis of pigments, X-ray and infrared or gas-chromatography tests
- continue be the most popular method of determining a genuine article from a fake. Nevertheless these methods
present a number of difficulties. Most are based on the principle of revealing the so-called ‘dating pigments’ -
i.e. the pigments that appeared at a certain historical period and could not be used earlier - for example, titanium
whites (used in painting from the late 1920s) or red cadmium (not used before the 1910s). Unfortunately, these
facts are widely known, and a qualified forger will never use these ‘dangerous’ components.
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The method based on gas-chromatography shows the level of oxidised
oil (ratio of azelaic acid and palmitinic acid) and therefore helps to
evaluate the age of an oil painting. But due to the fact that the process
of oxidation is the same in artificial aging as it is naturally, there
is no certain characteristic that would be essentially different
between a naturally old painting and a competently distressed
one.

But in my opinion (based on time-honoured cooperation with
the technologists), the main disadvantage of all the existing
traditional technological methods is that they are rather
subjective and personal since the results of technological
studies are handled according to the particular attitude of
a technologist. It can be likened to the examination of the
same X-ray film by two doctors, who come to quite opposing
diagnoses. Having worked in the field of expert attribution
of Russian paintings of the late 19th and early 20th centuries
for more than 25 years, I have come to the conclusion that
technological research is no less predisposed to debate than
a connoisseur’s opinion.

The necessity to determine a method which provides pure
objective characteristics in the dating of a painting prompted
me to address a number of scientific institutions within the
structure of the Academy of Science (chemistry, radiology,
geo-chronology and nuclear physics). I would like to
emphasise one of the evident advantages of this quest: none
of these people are involved in the sphere of art and indeed
the direct ‘executors’ (mass-spectrometrists) were not even
informed of the material they were exploring.

Opposite: When ‘A City on a Rock’ was purchased in Spain in the mid-1880s by an American collector, it was
attributed to Francisco de Goya (1746-1828). The painting is now thought to be by one of Goya’s followers,
Eugenic Lucas, and may have been painted as late as 1850-75. Lucas studied Goya’s techniques and managed
to execute a painting sufficiently close to Goya’s style to deceive most authorities until about 1970.

Above: Virgin with Child c. 1920. Tests of this painting, by
an unknown Italian forger of the 1920’s, revealed that the
purportedly ancient wormholes in the panel had been made
with a drill (they were straight, not crooked) and the Virgin’s
robe was painted using Prussian Blue, a pigment not invented
until the 18th century.

Left: This portrait of Maria Isabella de Bourbon, Infanta
of Spain (1741-1763), thought to be painted by Goya was
bequeathed to the Fogg Art Museum in 1943. Although the
canvas was old and the paint bore the crackle marks of age,
several scholars came to doubt the painting’s authenticity.
In 1954, X-ray images revealed an earlier portrait beneath
the surface. X-ray diffraction analysis revealed the presence
of zinc white paint, which was invented after Goya’s death.

Upon completing the analysis, the conservators left the work
as you see it (with portions of the original painting visible on
the left, and the newer forgery on the right) to illustrate the
intricacies of art forgery.
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IToGequTh NOAIETIKY
MeTtons! 21-ro Beka
II-p Enena bacuep

anbcudukanys (MOffieNka) MPOU3BE/ICHNIT MCKYCCTBA JIOCTHUIJIA MHKA YXe JOBOJIBHO JABHO.

OpHako B pycCKOil KMBOMMCH (OCOGEHHO B MCKYCCTBE PYCCKOTO aBaHTapjia) Haubosiee MOIHAS

BOJIHA TIOJYIETIOK HAXJIbIHYJIa BO BTOPOI nosoBrHe 20-r0 BeKa, KOTfla pyccKasi JKMBOMUCH MOy YriIa

BCEMMPHOE Npu3aHue. Y POBEHb MOJJIENIOK BO3PACTAET C KAXKI0M HOBOW BBICTABKOI M3BECTHOIO
XyAoxkHIKa. YeM Gorbllie HCKYCCTBO XY/IOXKHUKA CTAHOBUTCSI M3BECTHBIM, TeM OOJIbIIIEe OHO UCCIIEYeTCsl, TEM
GoIlbIle PacTeT K HeMy MHTepeC KOMIeKIoHepoB. M Tem Gounblile MosIBIIsSeTCsl Ha PhIHKE MOM/IENIOK.

1o HefaBHEro BpeMEeHH TEXHOJIOTMUECKUE UCCIIEJOBAHNMS IPEACTABIISIIIM CO00i1 HAnOOoJIee NOJIE3HbI UHCTPYMEHT
B OMpEJIeNICHNH MOJICNIOK MPOM3BEJICHNII UCCKYCTBA (a TakXke B JJOKA3aTeNbCTBE MX MOIIMHHOCTH). OHAKO
KaKJIbIil MaTepral 10 TEXHOJIOTHU (JlasKe Te, KOTOpbIe MyOIMKYIOTCS B CEPbE3HBbIX M3[AHMSAX) CTAHOBHUTCS
LEHHBIM Y4eOHbIM MocobueM Juisi 6ecnpuHIUNHOrO (hanbeudukaropa. Tak, «ManeBuun» , MOSBUBILIKECS MOCIIE
MHOTOYHCIICHHBIX BBICTABOK XyAoKHMKA B Poccum m Ha 3amaje, HAMHOTO OTJIMYAIOTCS OT MEPBBIX, BEChbMA
HAVBHBIX IPUMEPOB UMUTALAN .

TpauIMOHHBIA TOAXOJ, - TAKOH, KaK XMMHUYECKUI aHAIN3 TUTMEHTOB, PEHTreH M MH(ppa-KpacHbI WU
ra3zoxpomarorpapuyeckuii TeCTbI, MPOJIOKAIOT ObITH Hanbosee MOMYJSPHbIMUA METOAAMU B OINpEesIeHNN
TOTO, SIBJISIETCSI T pab0Ta MOATMHHNKOM MM MOffIeNKoil. OTHaKO 3TU METOJIbl MPECTABIISIIOT PSJ| TPYAHOCTEH.
BonbIMHCTBO U3 HUX OCHOBAHO HAa MPUHINIE OOHAPYXKEHMSI TaK HAa3bIBAEMbIX «IUTMEHTOB CTapeHHs», T.e.,
MATMEHTOB, KOTOPbIE MOSIBIISUIICEH B OMPE/IeNIeHHbIe NCTOPUYECKNE TIEPHOAbI X He MO OBbITh NCHONIb30BaHbI
panee. Hanpumep, TutanoBble Geriiia (MCTIOIb30BANIUCH B XKUBONKCH ¢ KOHLA 20-X FOJIOB) MM KPACHBIN KaIMHUIA
(ne ncmomb3oancs o 1910 r.). K coxanennto, 3T (pakTh! IMIPOKO U3BECTHBI, U ONBITHBIN (PaTbcrprKaTOp
HUKOTI/Ia HE CTAHET UCTIONB30BaTh TaKKe «OMACHbIE» KOMIOHEHTbI. MeTof], OCHOBAaHHBII Ha Ta30XpoMaTorpacpui,
MOKa3bIBAET YPOBEHb OKCHIMPOBAHHOTO Maca (COOTHOIICHNE a3eMHOBOH U MAIbMUTHHOBOM KUCIIOT) ¥ TaKUM
06pa3oM MOMOraeT ONMpeeIuTbh BO3PACT KapTHHBI, HAMMCAHHON MacioM. Ho BeiepicTBie TOro, UToO mpouecc
OKMHCJIeHHS] B UCKYCCTBEHHOM CTaPEHIN TaKOB XK€, KaK 1 B €CTECTBEHHOM, HE CYIIECTBYET TOYHOTO NMOKa3aTeJs,
KOTOPbII ObUT Obl CYHIECTBEHHO PA3JIMUHbIM MEXY MOJJIMHHO CTApOd KAapTUHOW W TOW, KOTOPYIO YyMEIO
«COCTAPUII».

IMTo MmoeMy MHEHMIO (OCHOBAaHHOMY Ha ITIMTEILHOM COTPYHUUECTBE C TEXHOJIOTaMH), TTIABHbII HEJOCTATOK BCEX
CYIIECTBYIOIIMX TPAJUIMOHHBIX TEXHOJIOTUYECKNX METOfIOB COCTOMT B TOM, UTO OHM BeCbMa CyObEKTHBHBI,
MOCKOJIBKY Pe3yJbTaThl TEXHOJOTMYECKUX WHCCIIEflOBaHMI 00pabaThIBAIOTCS B COOTBETCTBUU C JIMYHBIM
MOAXOJJOM KasKJIOTO TEXHOJIOTa K Tpo6uieMe . DTO MOXKHO CPABHUTD C AHATI30M OIHOTO 11 TOTO >K€ PEHTT€HOBCKOTO
CHMMKA JIByMsI BpayaMi, KOTOPbIE B Pe3yJIbTaTe 3TOr0 aHalIN3a CTaBAT BECHMA MPOTUBONOJIOXKHbBIE INATHO3BI.
51 mpopaboTana B 061acTH SKCHEPTHON aTpUOYLMHU PYCCKOM YKMBOMUCH KOHUA 19-ro u Havyama 20-ro BEKOB
Gonee 25 neT ¥ MPHUIILIA K 3aKIIFOUSHNIO, YTO TEXHOJIOTMUECKOe 00CTefloBaHNe MPEIpacloyaraeT K jedatam He
MEHbIIIe, YeM MHEHUE 3HATOKA.

Heo0xouMocTb HaliTH METO/1, KOTOPbII 00€CIeUnBaAET YUCThIE 00 BEKTUBHbIE OKA3ATENH B JATUPOBKE KAPTHH,
3acTaBUIa MEHSI OOpPATUTBCS B HECKOJBKO HAyUYHBIX OpraHM3alyil B pamMkax AkajgemMun HayK (06JacTb WX
TESATENILHOCTU: XUMUSI, PAMOIIOT ST, TEOXPOHOJIOTHS U siiepHast puzuka). 51 ObI XOTesna MOYepKHY Th OfIHO SIBHOE
NPEVMYIIECTBO TAKOTO MOMCKA: HUKTO U3 3TUX JIFOAel He CBsI3aH co cepoil NCKYCCTBa U, Gosee TOro, mpsMble
«UCTIOITHUTENN» (MacC-CEeKTPOMETPHCTHI) JlasKe He ObIIM MOCTABJIEHbI B M3BECTHOCTh O MaTepualie, KOTOPbI
oHM uccnefoBani. Cama KOHLENIMS OCHOBaHA Ha TOM (pakTe, YTO BO BTOpPOI mosoBuHe 20-ro BeKa, mocie
MHOTOYHCIICHHBIX SIEPHBIX 3KCTIEPUMEHTOB, MPOU3BO/IMBILIMXCS BO BCEM MUPE, MOSBIIINCH HOBbIE TEXHOT€HHbIE
M30TOMbI, KOTOpPhIe ObUTM a0COPOMPOBAHBI PACTEHUSIMU, B TOM YHUCIIE U JIbHOM-KYAPSILIOM, MCHONb3YyEeMbIM
B TIPOM3BOJICTBE MAaCISHBIX Kpacok. [Ipu B3ammopeiicTBuu ¢ 0OpasloM KPacKd, B3SITBIM C aHATM3UPYEMOM
KapTHHBI, OHM MOTYT TOJTBEPANTHL €€ MATHPOBKY (mocie 1945 r.), KOHEUHO, PH YCIOBUM OOBEKTUBHOCTH
TIOBOJIOB B POLIECCE YCTAHOBIICHNUS MOJIMHHOCTU KAPTUHBI.
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The concept is based on the fact that in the second half of the
20th century, after numerous nuclear experiments world-
wide, there appeared new technogenic isotopes which were
absorbed by plants, including crown flax that is used in the
production of oil paints. Exposed to the painterly mass of
a sample taken from a studied painting, they can verify its
dating (after 1945), providing an objective line of reasoning
in the authentication process. Conversely, particularly
in the field of Russian Avant-garde, the absence of these
technogenic isotopes determines almost indisputably the
painting’s authenticity, as it is a fact that in the first half
of the 20th century there were no forgeries of works by
Malevich, Popova, Rosanova or other avant-garde artists.

After numerous experiments, we obtained very positive results with no sign of technogenic isotopes in samples
taken from original paintings (1900s, 1910s, 1920s, 1930s) and an evident concentration in the samples from
paintings dated after the late 1940s. Of course, the dating process cannot be precise - an artist could use paints
that had been in his studio for some time, while time was also needed for crown flax to grow and to be used in
oil production. It is often suggested that cunning forgers can reproduce paintings using canvasses and paints
from the relevant period, which would enable them to circumvent isotope analysis. But it is impossible to use
pre-war paints alone as the oil would have been polymerised. A forger can use old pigments (or dry old paint)
but he has to add oil or turpentine to produce useable paint, which expose traces of technogenic isotopes.

The advantage of this method is not only its objectivity, but also its time-efficiency and ease of use. It is not
necessary to deliver the whole painting to the laboratory. It will be enough to take just a small sample of painterly
mass (about 1 mg; 1 mm2) from a studied work (avoiding areas of restoration, of course, as well as removing
later vanish). A group of highly qualified specialists have been working on this project for around four years to
perfect the process and it will be a welcome facility for collectors, dealers and auction houses alike.

W HaoGopoT, B paboTax PyCCKOro aBaHrapfia OTCYTCTBUE 3THX TEXHOT€HHBIX MW30TOMOB MOYTH OGECCIOPHO
onpeJieNsie T MOJTMHHOCTb KAp TUHBI, OO XOPOIIIO U3BECTHO, UTO B TIEPBOIT oJioBIHE 20-r0 BeKa He CYIECTBOBAIIO
nojyieniok pador Manesuua, [Tonosoii, Po3anoBoi umm Koro-iuoo erie u3 Xy03KHUKOB-aBaHI'ap/IUCTOB.

B XoJie MHOTOUMCIICHHBIX 9KCIIEPUMEHTOB MbI MOJYYMIN BECbMa MOJIOXKHUTEIbHBIC Pe3yJbTaThl: OTCYTCTBUE
TEXHOTE€HHBIX U30TOMNOB B 00pa3liax, B3sIThIX ¢ KApTHH, HanucaHHbIX B 1900-e, 1910-e, 1920-e u 1930-e roppl,
U MX sIBHAsl KOHLEHTpalusi B 00pa3uax ¢ KapTHH, JaTUpOBaHHbIX mocye koHua 1940-x ropos. Pasymeercs,
MpOLECC TATUPOBKU HE MOKET ObITh a0CONIFOTHO TOYHBIM - XY/IOSKHHK MOT KMCIOJIb30BaTh HECBEXKUE KPACKH,
KOTOpbIE 3aJICKAJMCh B €r0 MacTEPCKOIl, 1a M HA TO, YTOOBI BHIPACTHUTD JICH-KY/IPSIII U WCIOJBL30BATh €ro B
MPOM3BOJICTBE MACJISIHBIX KPACOK, TOKE HY3KHO BpeMsi. HacTo TOBOPSIT O TOM, YTO ONBITHbIE (haTbCU(PUKATOPBI
MOTYT MOJYIeNIbIBATh KAPTHHBI, UCTIOJB3YsT XOJCThI M KPACKH COOTBETCTBYIOLIETO TEPUOJIA, UTO MO3BOJISIET
UM OOMaHyTh W30TOMHBIA aHamu3. Ho Jiesi0 B TOM, YTO HEBO3MOSKHO HCIOJB30BATh OJIHM TOJBKO JIOBOCHHBIE
KpacK#, MOCKOJIbKY Macyio B HUX OYJIeT BbICIXaTh. Pabcu(UKATOP MOXKET UCIIOIB30BATh CTAphle MMTMEHTHI
(MM cTapyro CyXyro KpacKy), HO JIJIsl TOTO UTOObI Kpacka «paboTaliay, OH JJOJKeH Oy/ieT J00aBUTh MAaCIIo WU
CKUTI/IAP, KOTOPbIE ¥ IOMOTYT OGHAPY KUTH CJIE/Tbl TEXHOT€HHBIX M30TOMOB.

[IpenmyiecTBO 3TOro MeTojia 3aKJOYaeTCsl He TOJILKO B €ro OOBEKTMBHOCTH, HO TaKXke B ObICTpOTE U
npocTtore. He Hy>KHO MPUHOCUTHL KapTHHY B J1labopatoputo. [JJOCTaTOYHO JMIIb B35Th KPOXOTHBII COCKOO €
Kpacku (mpumepHo Imr : 1MM2) Ha uccreyeMoii KapTuHe (pazymeeTcs, n30erast 30Hy pecTaBpalyy, a TakxKe
CHMMAsl TMO3JHeHIe HacjloeHusl). B TeyeHue mnoutu yeThbIpex JIeT TpyMna BbICOKOKBAIM(UIMPOBAHHBIX
CHEeLMAIMCTOB pa3padaThiBalla U COBEPLISHCTBOBAJIA 3TOT MPOEKT, KOTOPbII MPUHECET HECOMHEHHYIO TOJIb3Y
KaK /sl KOJUIEKLIMOHEPOB, TaK U JIJIsl ApT-[IUJIEPOB U ayKIMOHHBIX JIOMOB.

Footnote: Any oil painting made in the nuclear era will show traces of Caesium-137 and Strontium-90.
Dr Basner'’s authentication process is proving popular amongst collectors of Russian Avant-garde works.

lena.basner @gmail.com
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Fhre Amber Room

he Ritz Club Casino’s Amber
Room is one of London’s most
striking (yet hidden) treasures.

Beneath the unsuspecting feet hurrying
along Piccadilly, just a stone’s throw from
the major galleries of St. James’s, two of
the capital’s foremost interior designers
have created an immaculate interpretation
of Imperial Russian opulence.

The room was inspired by the famous
18th century Amber Room at the Tsarkoye
Selo, outside St. Petersburg.

As the Russian Court drew on the skills
of designers from across Europe and
the world, so the Amber Room features
the work of over a hundred artists and
craftsmen from a dozen countries. There
are luxury hand-woven carpets from the
Phillippines, crystal chandeliers created
to order in Turkey and chairs from some
of the most highly-regarded workshops
in Paris - all set in a haven of Imperial
elegance.

HTapHasi KomHarta B Kasuno

Kiy6 Putw - 370 M3ymuTeIbHAS

cokposulliHula JloHaoHa, Bce

€lle HEeJOCTYMHasl IIMPOKOM
ny6smke. JIBa  caMbIX HPOrPECCUBHbBIX
CTOJIMYHBIX [U3aiiHEpa MO HUHTEephepy
6€3yKOPU3HEHHO BOCIPOU3BE/IN POCKOLIb
Poccuiickoit umnepun, KOTopasi pacnoii-
0>KeHa OyKBaJIbHO [10J] HOraMy Y HUUYEro He
MO/I03PEBAIOLLMX TELIEXOI0B, CleAUX
proib [lukkagunu, oT KOTOpOWl pyKO#
nojiaTb A0 [JIaBHbIX rajiepeil Ha yJuue
Cenr-JIxeimc,

DOta KOMHata Oblia CO3[|aHa MO
BIEYATIICHUEM OT U3BECTHON B 18-M Beke
SIurapHoii komHaTh! B Llapckom Cene, uto
B okpecTHocTsIX Cankr-IlerepOypra.

Inst  cospanust  SIHTapHO  KOMHATBI
Mmneparopckuil JBOp NpUBJIEK NEPBOK-
JIaCCHBIX [M3ailHepoB Kak u3 EBpomsl,
TaKk U CO BCEro Mupa, TakuM 00Opa3om
0o0beiuHsAsl paboTy Gosiee COTHU XYH0XK-
HUKOB U UCKYCHBIX MACTEPOB U3 [ICSTKOB
CTpaH.
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The room is the culmination of the Ritz Club’s
refurbishment and a triumph for designers Tessa
Kennedy and Chris Watkins.

The Ritz was built in 1906 during the era of the
Grand Tour, the Orient Express and cruises across
the Atlantic - a time when Cesar Ritz catered to the
swelling numbers of international travellers with
his hotels. The Ritz Hotel and the Ritz Club Casino
certainly make a Monte Carlo out of Mayfair,
recalling the gilded casinos of turn-of-the-century
Europe.

The sumptuous, elegant interiors pay homage to
the grandeur of the building’s history. What is now
the restaurant area of the Club - with its soaring
vaulted ceilings - was once the cellar of the hotel.
The main gaming room was the ballroom, where the
celebrated actress Lily Langtry - “The Jersey Lily’ -
danced with King Edward VII. The Club first opened
as a casino in 1978 and is now a privately owned,
exclusive members club.

Under a delicate ceiling in the magnificent Main
Gaming Salon and elegant Salle Privee, members
can try their luck on four American Roulette tables,
four Blackjack tables, one Punto Banco table and two
Three Card Poker. The Club places great emphasis
on the highest standards of operating procedures.

DOrTa KOMHaTa sBJISIETCs] KyJbMUHALMe!d B mpolecce
mopepum3at Ritz Club m Tpuymgom paboTsl,
MPOBEJIEHHON MOJ] PYKOBOACTBOM JI3aiiHepoB Tecchl
Kennenn n Kpuca Borknnca.

Otenb Puth 6611 mocTpoen B 1906 romy, Korma B
Mojly Bouud nyTewectsuss B ctuie I'panp Typ,
noesgku B «BocTouHoM Dkcmpecce» U Kpyusbl
yepe3 ATJIaHTUKY. DTo Obl10 Bpemsi, Korjaa Lleszaps
Puti,  crapancsi ynoBIeTBOPUTH 3alpOChl  pacTy-
LIEro Yucia IyTEeLIeCTBEHHUKOB CO BCEro MUpa,
ocTaHapiuBatouxcs B orese Pury u Kasuno Kiny6
Putu. OTu 3maHMS  HanoMMHAMM IIMKapHEMLINe
ka3uHo EBponbl Hauvanma 20-ro Beka U CO3[1aBaIU
owyuiesue MonTte-Kapio B JIOHZOHCKOM paiioHe
Mbaiicpep.

B pOCKOIIHBIX, 3JIETAaHTHBIX MHTEPhepax MPOCIIeXK-
MBAeTCs IaHb YBAasKEHWs] NCTOPHU 3[IaHUsI. Y JaCTOK
3naHus1 Koty 6 PUTLICOCBOMMUTO/IOBOKPY >KUTEIbHBIMU
JIEHBIMA  TIOTOJIKAMH, TJIe CefYac pacroJosKeH
pecTopaH, Korja-To ObUT ofBanom otersi. Ha Mecte
TJIABHOTO WIPOBOTO 3ajla pacroyiarajicst 3ai Jyist
6as10B, e 3HaMeHnTast akTpuca Jlnmi Jlanrtpu, ‘The
Jersey Lily’, Tanuesana ¢ koposem Dpsappom VII.
Kny6 cHavana GblT OTKPBIT KaK Ka3uHo B 1978 1., a
B HACTOSIIIIEe BPEMSI SIBIISIETCS] YACTHBIM 3aBEJICHIEM,
NPUHAMAOLINX TOJILKO WM30pPAHHBIX UWIEHOB 3TOrO
Kiyoa.
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The Ritz Club’s name and reputation are important
factors in maintaining its international and loyal
following amongst its rich and famous members.

Beneath a luxuriant multi-coloured velvet curtain
is the entrance to the restaurant, where restrained
lighting, combined with warm and subtle shades,
bring tranquillity to a spacious, high-ceilinged room.
Here, and throughout the refurbishment, the aim has
been to respect the history of the Club by retaining
its fine architectural features, but to blend modern
techniques with classic themes.

Members can indulge in a multi-national menu
which offers the finest French, Arab, Thai, Indian
and Chinese specialities.

For art connoisseurs, The Ritz Club Casino provides
a glamorous yet calming refuge after a shopping
expedition in the galleries of Cork Street and St.
James’s or a visit to the Royal Academy It is open
every day from 2pm to 6am and is only closed on
Christmas Day.

Tlhe Ritz Glub Gasino
150 Piccadilly, London W1J 9BS
Tel: +44 (0)20 7499 1818
www.theritzclub.com

IMoyy W3bICKAaHHBIM TIOTOJKOM B  BEJIMKOJICTTHOM
'maBHOM WrpoBOM calloHe W 3JIETAaHTHOM 3aie
Salle Privee, umenHnl kiy6a MOTyT TOMNBITAaTh
CUacTbsl Ha 4YeThIpeX CTONMaX C aMepHKAHCKOI
PYJeTKOM, YeThIpeX CTOJaxX Il KAapTOUYHBIX WUTP
(Blackjack), opaom ctone (Punto Banco), opHom
crone u nmByx Mectax s Three Card Poker.
Nmsa Kny6a Puty m ero penyrayus sIBJISIFOTCS
BXKHENIIMMU (DaKTOPaMU B €ro MOJIeP>KaHNN Kak
HaJIe>KHOTO ME3K/[yHapOIHOrO KiTy6a juist 60raThIX 1
3HAMEHNTBIX. YseHbI KiTy6a MOTYT OTBEf]aTh Pa3HO-
o6pa3Hoe MEXXIyHapoJHOEe MeEHIO, Kyfla BXOJST
nyduide Ommofa (ppaHily3cKoi, apabCKoM, TauaH-
JICKOW, MTHAMACKOM U KUTANCKON KYXOHb.

Ins moGuteneit u 3HaTOKOB UckyccTBa Purty Kiny6
KasuHo npeocTaBisieT pOCKOIIHOE 1, B TOKE BPeMs,
KOM(OPTHOE MECTO, TJie MOXKHO OTIOXHYTH ITIOCIIe
MOXO71a MO Xy/I0KECTBEHHbIM ranepesiM ynui Kopk
Cenr [Ixeivc nmm nocie nocemeHns: Koponesckoit
AxafieMny UCKYCCTB, KOTOpast OTKPBITA eXKE/JHEBHO
¢ 2 go 6 uwacoB JHS M 3aKpbITAa TONBKO B JIeHb
npasnHoBaHus PoskpecTsa.
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Sergec Pavlenko

‘Sergei Pavlenko - Genuine Russian Artist’ Prince Nicolas Romanoff

ergei Pavlenko graduated in Painting from the St. Petersburg Academy of Fine Arts in 1988. He
studied under Boris Ugarov, President of the Academy of Fine Arts of the USSR and was nominated
for the Gold Medal.

In 1989 Sergei moved to the West, receiving immediate recognition and began to paint and exhibit his work in
London and the USA. He is now a British citizen and an established international portrait painter whose work
is in constant demand. His portrait of Her Majesty The Queen, completed in 2000, was said to be the Queen’s
favourite portrait since her Coronation and was personally unveiled by Her Majesty. World press and television
coverage was considerable and a postage stamp depicting the painting was subsequently produced.

In 2004, Sergei held a one-man exhibition in London in the Russian Embassy and in Moscow in the British
Embassy, with over 1000 guests attending the Private View. Four TV channels covered the event and numerous
articles and reviews on the subject appeared in newspapers and magazines. In Russia, Pavlenko’s name appears
on the list of highly distinguished emigrants, next to the ballet dancer Anna Pavlova. The UK’s Channel 4
produced a documentary about Sergei and his portraits and he continues to be feted as a society portrait painter in
the manner of John Singer Sargent, with international royalty and aristocracy among his numerous clientele.

Sergei Pavlenko was recently awarded a commission to paint a large-scale picture of The Queen meeting Prince
William and Prince Harry at the Royal Military Academy in Sandhurst. We are delighted to welcome him to
the Russian Art Fair.

Sergei Pavlenko - The Hatmaker
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epreii [TaBnenko 3akoHunn B JleHnHrpajie AkajieMuro XyoskecTB UM. Penuna. Yuuicst y HapojiHoro
xynoxxuuka CCCP, npesupienta Akagemun xyaosxkects CCCP B. C. Yraposa u 6b1 HOMMHUPOBaH
Ha 30510TyI0 MeJianb. Yepes roj| Xy/10>KHUK ObUT MPUTJIAILEH B KauecTBe JekTopa B llIkony uckyccts
B ['masro.

B 1989 ropy smurpupoBan Ha 3anaj, rje nojayuus HeMejyieHHoe npu3Hanue. Havyan BbICTaBsITh CBOM paboOThI
Kak B Anrimn, Tak u B CIIA.

XYIOXHUK >KUBET U paboTaeT B JIOHJOHE, siBsieTcsl rpaxkjaHuHoM BemmkoOpuranuu u Poccuu. Iloprper
Emuzasets! 11 (2000 r.) ero xuctu, no €€ COGCTBEHHOMY yTBEPK/ICHUIO, SIBIISIETCS CaMbIM JIFOOMMBIM U3 BCEX
130 mopTpeToB, Ha KOTOPBIX OHA M300paXKeHa. DTa KapTHHA CTaja MOJb30BATHCS MOMYISIPHOCTBIO M JlaKe
6bl11a M300pakeHa Ha MouToBoi Mapke. [TopTpeT nucascs B TeueHne rofa, KOposesa no3uposaa Ha 6 ceaHcax.
[TaBneHko OblI BBIOPAH 3aKa3aBLIMM MOPTPET OJArOTBOPUTENBEHBIM (DOHIOM CPEAU ABYXCOT XYHIOXKHUKOB Ha
KOHKYPCHOI OCHOBE.

Henasro ITaBnenko BeMrpan emg ofnH KOHKYPC - Ha CO3aHue ToJI0THA «Kopoae6ckas cembs Ha 6binyCKHOM
napaoe 6 Boennoii akademuu» - MepBOro CeMeHOro moprpeTa ¢ nzodpaxkenuem yegu Kammmibl. [Toptper
NIPEJICTaBIIsIeT coOO0i MONIOTHO pasmepoM 2,1 X 2,7 mMeTpa, Ha KOTOPOM 3alevyaTiieHa CLEeHa C BBITYCKHOTO
napaja npuHua ["appu, 3aKkoHUYMBLLEro BOGHHY0 akajieMuto B CanaxépcTe BecHoll npouoro roga. B 2008 rogy
[TaBnenko Hanmucan noprpet KopoJist oppanun AGRynsbl.

B 2004 ropy cocTosinach nepcoHajbHasi BLICTaBKa XY/I05KHUKA B OcoJIbeTBe Poccuiickoi ®enepanyu B JIongoHe
1 B nocosibctBe BenmkoOpuranun B Mockse.

Kenar Ha xypoxxuute Tarbsine Pabko. Y HUX pacTyT CbIH U JI0Ub.

Sergei Pavlenko - Royal Group




‘There is a great tradition over the centuries of highly talented portraitists from overseas bringing their own
distinctive vision to the depiction of the upper echelons of British society. Sometimes it takes a foreigner’s eye
to capture and glamorise an essentially British ‘look’.

One thinks of Van Dyck and Lely from Flanders, or more recently of Sargent from America and de Laszlo from
Hungary. Sergei Pavlenko belongs to that tradition ...’

Philip Hook

Senior Director Impressionist and Modern Paintings
Sotheby’s, London

‘In 1697 the famous British artist Godfrey Kneller painted a portrait of a young Tsar Peter the Great.

Some three centuries later, the Russian artist Sergey Pavlenko was honoured to paint Her Majesty Queen
Elizabeth I1. The connection between two distant events demonstrates that the Russian school of painting has,
since the time of Peter the Great, developed into one of the finest European schools.

It also acknowledges the talent of the contemporary Russian artist Sergei Pavlenko ...’

Pavel Klimov

Senior Curator of Late XIX and XX Century Paintings

The State Russian Museum, St Petersburg

Sergei Pavlenko - Otto Van der Wyck
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Sergei Pavlenko

Mr Audley Twiston-Davies
Oil on Canvas
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Sergei Pavlenko

William and Marcus
Oil on Canvas

(facing page)
Abdulla Il - King of Jordan
Oil on Canvas







By Maria C. Paphiti

aving studied and been involved with Byzantine, Greek and Russian icons for nearly a decade, I

was totally convinced that no other form of art could ever capture my attention to the extent that

I would wish to promote it. Icons, the images of Orthodox Christianity, depict simple, yet deeply

intellectual compositions. The elements employed, be it the subject, the colour-palette, the posture
of the figures or the distinct application of gold, all contribute to a complex, symbolic message - one that deals
with the fundamentals of existence and is utterly stimulating to the viewer.

Nonetheless, my firmly held conviction was to be challenged when I came across the unique pictures of
Yuri Gorbachev. He is an artist who has been aptly named the ‘Angel from Russia’ - since his work, drawing
inspiration from all periods of Russian history and life, acts as a campaigning messenger for his country.

My first encounter with Gorbachev’s work occurred at the home of an American private collector. In his study
there was a large collection of Russian icons surrounding an animated composition, similar to the painting
Uglovka Winter with Tivo Boats. Great, empty, snow-covered plains and a lake provided a serene background
for the colourful, elaborately rendered churches complemented by blossoming plants and lively animals. The
reflective qualities of gold used for the typically Russian onion-domes, outlines and other details, generated a
relief-effect that gave the painting an illusionistic, three-dimensional aspect.

In 1998 the Russian writer Yaroslav Mogutin, having met Gorbachev, wrote that ‘His personality wins people
over before they even see his work.” (The Art of Yuri Gorbachev, 1998, p.8). Precisely the opposite happened
to me! The enduring impression of the image that I have described above set me on a quest to find the artist. A
genuine artist’s character and values should be reflected in his production and similarly, the work itself must
speak of its creator’s personality. Gorbachev’s knowledge, imagination and talent are immediately evident
in his work. However, what really moved me, compelling me to learn more about him, was the eloquent
cheerfulness conveyed by his pictures. I was, in fact, entranced by the artist’s interpretation of reality; whether
it concerns a landscape, people, animals or trees. Obviously a positive spirit himself, Gorbachev deliberately
excludes from his subjects all gloomy qualities - his work depicts no ugliness, no stagnation and no negativity.
He focuses on all that is optimistic, for he is a visionary who sees the beautiful aspects of human, animal and
landscape forms, filling them with bright colours and embellishing them in gold. Indeed, his vibrant production
mirrors the kaleidoscopic development of his life.

Born and raised in Uglovka, near St. Petersburg, Gorbachev was trained at the Borovici Ceramics Institute and
subsequently studied philosophy and communications. His career as a ceramicist at Odessa, in the Ukraine,
where he lived for nearly two decades, became known to a wide audience through exhibitions in major galleries
and museums all over the former Soviet Union and Europe. Early in the 1990s, Gorbachev moved to New
York City and a new chapter in his life began to unfold. With renewed inspiration and creativity, the artist now
applied on canvas the methods that he had previously practised in ceramics. This experimentation with the new
medium merged with a fresh perspective of his homeland - that of a foreigner living in New York, which was
to produce great results in the years to come.

Unlike many Russian artists who began their career during the Soviet years, Gorbachev did not use his art to
project opinionated statements. Neither did he denounce any period or aspect of Russian history and culture.
Instead, having accepted the complete inheritance of his country, he drew on its most positive elements and
created art which transcends political and religious boundaries. This mind-set reveals a man of superior thinking,
who is not pre-occupied with the passing limitations imposed by historical and political definitions. Rather, he
has been focusing on and recording visually, the constructive impact of these transformations on Russia and its
culture. This is why the artist depicted with equal ease and affection a diversity of subjects: the popular saints
of the Orthodox Church, the Tsars and their families, as well as scenes from the Russian Revolution.
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Yuri Gorbachev

Uglovka Winter with Two Boats 1997-2009
Oil, Gold and Enamel on Canvas
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IOpui I'op6auen

ITocon Poccuu B Mupe HU306pasumeavrozo HUckyccmea

Mapus [Tacdputn

OUTH JIECSITH JIET OCHOBHBIM MPEAMETOM MOEH HCCIEOBATENbCKOM, a MO3AHEe U KOMMEPUYECKOIl,

[ESATEeNILHOCTU ObIIM BU3AHTHUICKHUE, TPEYEeCKUe U PYCCKHE MKOHBI, U 51 ObLIa MOYTH YBEpEeHa, 4To

HUKAKWe IPyTHe MPOU3BEeICHNS NCKYCCTBA HE CMOTY T POU3BECTH HA MEHS TAKOT'O 3aBOPAXKMBAIOIIIETO

BIEYATIICHNSI, YTOOBI MHE 3aXOTEJIOCh MOBEaTh O HUX ILMPOKOH ayauTopuil. VIKOHBI, 06pa3bl
MPABOCJIABHOTO XPUCTUAHCTBA, COIEP3KAT CLIEHBI, COUETAOIME B ce0e MPOCTOTY U MHTEIJIEKTY AIbHY O [Ty OMHY .
Bce ux anemMeHTbI, Oy/ib TO CIOKET, [BETOBAS MAIUTPA, MO3bI (PUTYP WM XapaKTepHOE 30JI0YeHNUE, YCUITMBAIOT
CJIO>KHBIN CUMBOJIMYECKUI CMbICII UKOH, 3aTParMBatoLLMii caMble TJIyOMHHbIE BOTIPOCHI YEJ0BEYECKON >KU3HU,
CMBICIT, KOTOPBIIT HUKOT/IA HE OCTABIISICT 3pUTENSI PABHOAYILIHBIM.

Tem He MeHee, MOsI, Ka3aloch Obl, HEpPyIIMMasl YBEPEHHOCTb Oblla pa3BesHa, KOTfa S MO3HAKOMMIIACH C
yHUKanbHbIMU TBOpeHusiMu FOpus ['op6aueBa. DToro xyaosKHIKA MO NPaBy HA3BAHHOTO «aHzeaom usd Poccuu»,
MOCKOJIBKY €T0 KapTHHBI, TOCBSIIEHHbIE PYCCKON MICTOPUN 1 KW3HU PA3HBIX 310X, YCIEIIHO BBICTYMAIOT B POJIN
KyJIbTYPHBIX PEICTABUTENEl €r0 CTPaHbI.

Moe 3naKoMcTBO ¢ paboTamu 'opGaueBa HAUAIOCh C MOCEIEHNsT IOMa OJHOTO aMEPUKAHCKOTO KOJUIEKI[OHEPA.
B ero kabuneTe pacnosaranoch 00JblIOe COOpaHue PyCCKUX MKOH, B IEHTPE KOTOPOH sl HEOXKUJIAHHO yBUIEA
SKUBYIO KOMIIO3MIIMIO, TIOXOXKYIO Ha KapTuHy «3uma 6 Yeanoexe ¢ 06ymsa ao0kamu». OOIMPHbIE, MyCThIe
3aCHE>KEHHbIE OJISI CITY>KWJIN, HapsiAy C 03epOM, 6€3MSITeXKHBIM (DOHOM /ISl SIPKUX , TIIATEILHO MPOPUCOBAHHBIX
XpaMoB B 0OpaMJIeHNM LBETYIINX PACTEHUI U pe3Bsiuxcs 3Bepeil. CBeTooTpakaTe bHbIe CBOIICTBA 30J10Ta,
TPAJUIIMOHHO HCIOIb3YEMOTO /ISl PyCCKUX KYyTOJIOB-TIyKOBHIL, aGPUCOB 1 MPOUNX fIeTajIell, co3aaBamm apexT
penbedba 1 npuaBa KapTHHE WITIO3MI0 TPEXMEPHOCTH.

B 1998 rony poccuiickuit micatenb SIpocnaB MoryTuH, BCTpeTHBIINCE C ['op6aueBbIM, OTMETIII, UTO «€20
AUUHOCMb pachoadzaem aio0eil K cebe euje 00 mo0 Kak oHu yeuosm e20 pabomut» (Mckyccmeo HKpus
T'opbauesa, c. 8). Co MHOI 3Ke MPOM30ILIO0 POBHO HaobopoT! I'myGoKoe BrevyaTeHne OT KapTUHBI, KOTOPYIO 5
OMMCasa BhIIIe, MOOYANIIO MEHs K MOMCKY NH(OPMAIUN O IMYHOCTY aBTOPA. XapaKTep HACTOSIIETO XyA0KHAKA
U T€ LIEHHOCTHU, KOTOPblE OH OTCTAMBAET, HAJATalOT OTMEYaTOK HAa ero MPOW3BEIeHUs], U, CXO[[HbIM 00pa3oM,
caM# paboThI TOBOPST O JIMYHOCTU MX TBopua. OmbIT, BooOpaxkeHne U TanaHT ['op6aueBa OueBUAHBI B €rO
pa6oTax. OHaKo, IMEHHO KpaCHOpEUnBasi pajloCThb, 3aNevaTIeHHas B ero KapTUHAX, TPOHYJIa MEHsI ¥ MOOy/ia
nocTapaThCsl y3HaTh 0 HeM Goublie. B camom fiene, st 6bI1a mopaskeHa TeM, Kak 3TOT XY[OXKHHK MepefjaBal
peanbHOCTb - Oy/lb TO B Mei3axkax, MOPTPeTax, N300pakeHusIX KUBOTHBIX U epeBbeB. ['opbaues, Oyayuun
YPEe3BbIYANHO KU3HEPAJJOCTHBIM 110 XapaKTepy YeJIOBEKOM, CO3HATENNLHO He JIOMYCKAeT MPAYHbIX 3JIEMEHTOB B
CBOMX KapTHHAX - €0 paboThI HE COfIep>KaT 00pa30B yPOJACTBA U 3aCTOSI, OHU MOJTHOCTBIO JIMIICHbI HETATUBHBIX
9IeMeHTOB. XyHOKHUK COCPEOTAuMBAeTCs Ha BCEM, UTO HECeT ONTHMHU3M, MepefjaBasl €ro yCHJICHUeM
KPacoThI YeJIOBEUECKNUX , >(KUBOTHBIX 1 MPUPOJIHBIX (POPM, OKpaIINBasi n300paskaeMble OOBEKTHI B sIPKHE 1IBETa
¢ noGaBieHreM 1030510Thbl. A sipkue TBOpeHust ['opGaueBa, B CBOIO OYepe/lb, OTPaKalOT KaJeiloCKOoI ero
COOCTBEHHOM >KU3HU.

I'opbaueB poauicst u BbIpoc B nocenke YrioBka Horopopckoit o6nactu, 3akoHuna bopoBuuckuil ropHo-
KEepPaMUUEeCKOH TeXHUKYM U BIOCIEICTBUN M3ydal (puaocouio 1 TEOpHo KOMMyHuKaimu B Jlenunnrpayne. B
Opnecce, rjie OH MPOXKWN MOYTH JIBA/IUATD JIeT, ['opbaueB Hauan Kapbepy KepamucTa, MPOJIBIKEHUIO KOTOPOi
CNocoOCTBOBANIM BBICTABKY B KPYMHENIINX ranepesix u My3sesix obiBiiero CCCP u Eponbl.

B nauane 1990-x rofo 'op6aues smurpupyet B CIIIA , 11 B ero sxxu3Hn HaurHaeTcst HoBasi riiaBa. C BO3pacTaromM
TBOPYECKUM BJJOXHOBEHHUEM XYIOXKHHK CTAll IPUMEHSTh METOJIbI, UCTOJIb3yeMble UM B KEPAMHUKE, K SKUBOIUCH
Ha xousicte. HoBast, 9KCIIepUMEHTANIbHASI TEXHUKA COSIMHSETCSl CO CBEeKMM B3ruisioM FOpusi Ha CBOIO POJMHY
- B3CISYOM MHOCTPAHIA, KIBYyIIEero B Huio-Mopke - 1 MPOJOIMKAET MPUHOCHT 3aMedaTeIbHbIe TBOPUYECKIE
TUIO/IBI.
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Yuri Gorbachev

Portrait of Tsar Mikhail Fyodorovitch 1997
Oil, Gold, Bronze and Copper on Canvas




‘Works from this new phase in the art of Yuri Gorbachev were exhibited the world over and through them Russia
was passionately promoted. The impact of his pictures was so powerful that one of the most recognisable
Russian products, Stolichnaya Vodka, commissioned him to produce its Holiday advertisements between 1994
and 1999. Through the mass media, Gorbachev’s work has made contact with an immense audience all around
the globe. By the late 1990s his paintings appeared in the permanent exhibitions of museums and private
collections, including those belonging to an array of celebrities from all fields.

Although Gorbachev’s art has been acknowledged world wide and he has received numerous prizes and
awards, he continues to work with tremendous inspiration and inexhaustible energy. Russia has always been
the centre of his inspiration. As the disputes of the post-Perestroika era over history, politics and religion began
to alleviate, so did the art of Gorbachev - turning to the more fundamental and lasting elements of his country.
A retrospective of his birth place inspired him to create a number of landscapes. Drawing on actual locations,
the artist represented them as places of Elysian beauty, untouched by modern, artificial invasions.

The winter landscapes are usually painted with cool shades, whereas saturated and bright colours are employed
for the depiction of their summer versions. Certain features, like the Orthodox Churches with ornamented,
ogee-shaped architectural details, onion-domes and spires of cruciform finials consistently dominate the
pictures’ backgrounds. Elongated trees, commonly encountered in the Russian countryside, contrast with large
and colourful wide-leaved plants, reminiscent of the artist’s experiences in Bali, a place which had a profound
impact on his development. The fusion of the above elements results in images which visualise the artist’s idea
of earthly paradise.

The latter, however, would have been unfulfilled without inhabitants. Resembling an omnipotent creator,
the artist populates his delightful prairies, introducing living creatures destined to enjoy and partake in their
surroundings. A glorious troika glides along the slopes, jolly and elegant horses of imaginary colours gallop
against the wind and a group of pixies, like strolling actors, excitedly parade carrying banner-like images of
the celestial symbols: the star, the sun and the moon, thus pointing to the indivisible, complementary roles of
heaven and the material world. In his more recent works, the artist often focuses on his protagonist, the Jester.
In harmonious co-existence with the natural environment and the animals, the Jester is a performer whose aim
is to lift the viewer’s spirits! Is this also Gorbachev’s aim? For in the past he has portrayed himself as a Jester.

Yuri Gorbachev’s Russianness is deeply imbedded in the core values of his culture. These deal with the most
fundamental quests in life, with happiness and hope. It is expressed in symbolic ways through vibrant colours,
gold and recently enamel. Gorbachev’s art rises above any narrow nationalistic definitions. This is precisely
what links it to the earliest form of Russian art - the icons - sharing a universal appeal.
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Yuri Gorbachev

Jester on Rooster 2009
Qil, Gold and Enamel on Canvas




B oTiiuMe OT MHOTMX PYCCKHX XY/IOKHHMKOB, Ubsl Kapbepa HavyallaCh B COBETCKUII nepuoft, ['opGayes HUKOI/A
HE MCIIOJb30Ball HCKYCCTBO ISl MPOMAraH/pbl MpeAB3sThIX CYKJieHnil. [Ipi 3TOM OH HUKOI/Ia He OTBEpraj HU
OJIHOTO acneKTa poccuiickoro npottoro. Hanporus, l'op6ades NpHUHSIT ICTOPUYECKOE U KYJIbTYPHOE HACIIE/e
CBOCIl CTpaHbl BO BCEW €ro MONHOTE U VICMOJB30BAJT €ro HanboJjee MOJOKUTEIbHbIe YePThb ISl CO3aHMUSI
HCKYCCTBa, IPEOJI0JICBAIOILET0 MO TUUECKUE U PETUTHo3Hble 6apbepbl. [10106H0e MIPOBO33pEHIE PACKPBIBALT
B HEM TMOJJIMHHOTO MBICIIUTENsI, HE OrPAHMYEHHOrO TaKMMU MPEXOMSIMMKI BellaMd KakK HMCTOPUYECKHE,
XPOHOJIOTUYECKNE ¥ MOJUTHYECKIE YCIOBHOCTH. BMecTo 3TOro oH obpaliaer ocoboe BHUMAaHHE Ha TOT
co3upiaTebHbIN 3(h(eKT, KOTOPbIl 3TH M3MEHEHUs] POM3Ben Ha Poccuio U ee KyJIbTypy, 3aKperisisi ero B
3pUMbIX 00pa3ax. VIMEHHO 03TOMY Xy/IOKHHK B COCTOSIHUM N300Pa3uTh C PABHOI JIETKOCTBIO M CUMIIATHEN KaK
MOMYJISIPHBIX MPABOCIABHBIX CBIITBIX U LAPEHl C MX CeMEHCTBAMM, TaK U U CLEHbI PYCCKOil PeBodmonyn.

C rex nop kak uckyccto lOpusi ['op6ayeBa Hayano BBICTABIATHCS 110 BCEMY MHPY, OHO BCerja ¢ O0JbLION
J000BBIO packpbiBasio 006pa3 Poccun. B camoM jierne, BimsiHue €ro KapTHH ObUIO HACTOJILKO BEJIMKO, YTO OJIUH
U3 CaMbIX y3HABAaeMbIX POCCHIICKMX MPOIYKTOB, BoIKa «CTONMMYHAs» , 3aKa3alla eMy KapTHHY «/Ipa3onuk» st
cBoeil pektaMHoli Kamnanuu 1994-1999 ropos. [Tpu nomoliuy cpefcts MaccoBoii uH(popMauuu paboTs! 'op6ayeBa
CTaJli U3BECTHBI LIMpoyaiilieil ayauropuu 1o Bcemy ceeTy. K koHuy 1990-x rofos ero KapTuHbI HOSIBUIUCH B
MOCTOSIHHBIX 9KCIO3ULMSAX My3€€eB, YACTHBIX KOJUIEKLMSIX U B JOMaX Pa3HOOOPA3HbIX 3HAMEHUTOCTEN.

HckyccrBo ['opbaueBa nmpru3HaHO BO BCEM MUPE: XYJAOKHMK TOJIYUMIT Psiji IPU30B, MEANIEN U IPYTUX Harpaj u
MPOJIOJIKAET CBOIO PAbOTy € MOTPSICAIOLIMM BIOXHOBEHUEM U Heuccsikaemon sHeprueil. CIosKeTbl ero KapTuH
Bceria npoHukHyThl Poccueit. C Tex nop Kak jie6aThbl O MPOILLIOM CTPaHbl - €€ UCTOPUM, MOJIUTUKE U PEJTUTUU
- YTPaTWIM B MOCT-NEPECTPOEUHbIE TOfIbl HAMPSIXKEHHOCTDb, TO K€ MPOMU30II0 U ¢ UCKyccTBOM ['opbauesa,
Korja oH oOpaTuicsi K Oosiee ITyOMHHBIM, HEMPEXOJSIMM TeMaM B KU3HM ero pojiuHbl. BocnoMuHaHust o
POJIHBIX MecTax MOOY/IUIIM €ro K CO3[AaHUIO LMK ner3axei. OTTajlkuBasCh OT 00pa30B pealibHbIX MECT, I7ie
MPOILJIO €ro JIETCTBO, XY/IOKHUK MPEBPALLAeT UX B paliCKue Ky, He3aTPOHYThIe BTOP>KEHNEM COBPEMEHHOM
UMBUITM3ALIIN.

3uMHIE Nefi3a3Ku 0ObIYHO HATIMCAHBI B XOJIO[JHBIX TOHAX, B TO BPEMsI KaK JIJI UX JIETHUX BAPUAHTOB UCIIOJIB3YHOTCS
SPKHUE W HACBIIECHHBIE KpaCKH. HeKOTOpre XapaKTEPHbIE MNPUMETLI, TAKUE KaK YBEHYAHHLIE KpeCcTaMu
TMPpaBOC/IABHLIE XpaMbl C OpPHAMEHTAJIbHBIMU KUJIEBUTHBIMU 3aKaMapaMiu, KyloJlaMyU-J1yKOBAULIAMU U LIATPOBbIMU
KOJIOKOJIBHAMU, TIOCJIEAOBATEIIBHO TMOBTOPAOTCA W3 KAapTUHbI B KapTUHY. CTpOﬁHLIe A€PEBbSA, TUIIMYHBIC
JUIA pyCCKOﬁ CeJIbCKOW MECTHOCTH, KOHTPAaCTUPYIOT C KPYNHbBIMU, MHOIOUBETHBIMU HIMPOKOJIMCTBEHHBIMU
PacT€HUsIMU, HAMOMUHAIOIIMMUA O MOCELICHUM XYTO2KHUKOM bamm - MeECTa, KOTOPOE OKa3ajo CUJIbHOE BJIIUSIHUE
Ha €ro TBOPYECKOE pa3BUTHUE. CnusiHue Ha3BaHHBIX BBIIIE JIEMEHTOB BEJICT K CO3[JaHUIO 06pa3013, KOTOpbIE
3PpUMO BOIUIOUAIOT MPEICTABJICHUE MAaCTEPA O 3EMHOM pac.

Ho pait He Obln Obl paeMm 0e3 oOurareseil. CIOBHO BCEMOTYILIMI TBOpEL, XY/OXKHUK BJbIXaeT KU3Hb B
CO3JIaHHbIC M BOCXUTHUTEJIbHbBIE MOJISIHBI, HACEJISIS X SKUBOTHBIMU, Ube MPETHA3HAUCHHE - PAJIOCTHO 00KMBAThH
OKpY>KaroMii uX Mup. BesmkosienHas Tpoiika CKOJIBb3UT IO XOJIMaM, U3sIIIHbIE JIOIAH (PaHTACTUIECKUX IBETOB
BECEJI0 CKAayyT HABCTPEUy BETPY, a KOMIAHMSI CKA30UHbIX CO3/IaHUN BOOJYLIEBJIEHHO MapIIMPYET, CIOBHO
OpojisTure aKTephbl, iepska B pyKax 3HaMeHa ¢ N300paskeHUSIMI HeOECHBIX CMBOJIOB: 3BE3/Ibl, COJTHIA U JIYHBI;
TaKuM 00pa30M OHM YKa3bIBAIOT HAa HEPa3/eJbHOCTh HEOECHOTO pasi U MaTePUATILHOTO MUPA, TOTOJTHSFOIIIX
apyr apyra. C HelaBHUX TOpP B LEHTP CBOMX paboT XyJOKHUK yacTo mometnaet lllyTa. B MupHoit BcesieHHOT,
00BEIMHSTIONICH HEKUBYIO TIPUPOJTY ¥ SKUBBIe cymecTsa, Lyt urpaeT poib akTepa, IpU3BaHHOTO pa3BeCesUTh
3putens. He aTo s - uenb camoro I'op6aueBa? BriosiHe BEpOSITHO, Tak U €CTh, OCOOEHHO €CJIM BCIOMHUTD, UTO
B NpOLLJIOM OH n306pa3sui B Bupe lllyta camoro ce6si!

Pycckocts IOpus I'op6ayeBa riryOOKO yXORUT KOPHSIMU B JyXOBHbIE LEHHOCTH €r0 POJHOH KYJbTYpbI.
OTH LEHHOCTH CBSI3aHbl C CaMbIMM ITyOOKMMH 3allpoCaMy 4eJIOBEYECKOro AyXa: C PajloCThIO U HaeKJON.
CHMBOIMYECKH 3TO BbIPA>KaeTcs B pab0oTax XyHIOXKHMKA NPY MOMOILM SIPKUX KPACOK, MO30JI0ThI U, C HETABHUX
nop, amaiu. Bmecte ¢ TeM TBopuecTBo ['op6aueBa Bbllle MOObIX HALMOHATUCTUYECKUX NpUTs3aHuil. IMeHHO
9TO CBSI3bIBAECT €ro ¢ JIpeBHelllell (hopMOil PyCCKOrO UCKYCCTBA - MKOHAMH, U OJJHOBPEMEHHO TPOraeT KakK
3HATOKOB JIPEBHEPYCCKON >KUBOIUCH, TaK U T€X, KOMY 3HAKOMCTBO C Hell elle TOJIbKO NPEeACTOUT.
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Yuri Gorbachev

Holiday Painting for Stolichnaya 1994
Oil, Gold, Bronze and Copper on Canvas
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Yuri Gorbachev

Red Horse in Winter 2009
Oil and Gold on Canvas
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